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The purpose of the article is to substantiate the emergence of online culture as a new
phenomenon of our time, the development of which was stimulated by the comprehensive
approval of the online space as a space of existence of culture in the broad sense of this
concept in the context of the COVID-19 pandemic with the reference to the cultural and
philosophical ideas of the 20™-century thinkers (on the example of K.Jaspers, J. Ortega
y Gasset and W.Benjamin’s ideas) and the 21%-century thinkers (on the example of
E. Schmidt, ]. Cohen and U. Eco’s ideas). The article outlines the main prerequisites for its
rise and argues favouring the concept of “online culture” in its own right. Today, a new
cultural phenomenon is being actively formed, which we mean as “online culture”. The
impetus for its rapid development was the challenges common to all humanity caused
by the COVID-19 pandemic, which stimulated the active search for new forms and
opportunities for self-realisation and communication by the world community. Online
culture is a voluminous and multi-component phenomenon, and it has every reason to
become a characteristic of contemporary culture and a new cultural form. The study uses
elements of methods of hermeneutical reading of texts, comparative historical and cultural
analysis of texts, as well as the method of participant observation. Conclusions. The study
results show that a new stage of cultural development is currently being formed, which the
authors of the study called “online culture”. The emergence of such a new cultural reality
is closely linked to the online environment and digital forms of representation of cultural
products. It is demonstrated that predictive reasoning about its occurrence took place in
cultural and philosophical studios of the 20 and the 21* centuries, overcoming pandemic
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challenges by humanity; its entry becomes the realities of the present. The concept of
“online culture” correlates with other cultural phenomena close to it in content and forms
of representation, such as “information culture”, “digital culture”, “virtual culture”, etc.
Still, it exists independently and denotes a fundamentally different cultural cross-section
of the present. Now online culture is in its infancy, but the pace of its formation, inspired by
the exponential development of the online space, is swift.

Keywords: online culture; online platforms; online space; pandemic
Introduction

Since the COVID-19 pandemic has covered society, everyone feels the in-
finity of challenges that humanity faces. They are related mainly to the restric-
tion of communication in various sociocultural spheres. When humankind was
at risk, and the functioning of various public life spheres was raised, the com-
munity accumulated its creative potential quickly. It began to find ways out of
unexpectedly arisen complex problems, as evidenced by a wave of innovative
and very pointful “reviews” that opened new prospects for culture. Due to the
constant growth and expansion of the online space and the gradual transfer of
various cultural spheres — education, art, economy, politics and others — to the
online format, it is possible to state the formation of a new stage in the devel-
opment of culture, which we propose to call “online culture” and which, using
the methods of hermeneutical and comparative historical and cultural analy-
ses of texts, including field observation, we analyse. The emergence of a new
cultural reality, which will be closely connected with the online environment
and digital forms of representation of cultural products, was once predicted
by cultural and philosophical studies (included in the analysis), but now it has
become a reality.

Analysis of the latest researches and publications. The rapid course of his-
tory, the fast growth of scientific and technological progress, the introduction
of innovative technologies in all spheres of sociocultural life — all these facts
induced the thinkers of the 20" century (J. Ortega y Gasset (1994), A. Peccei
(1977), A. Toynbee (1987), A. Spengler (2012), K. Jaspers (2011), etc.) to reflect
on the latest tendencies of our time and stimulated them to design the fu-
ture. D. Bell (2003; 2004), Ye. Bystrytskyi (2020), E. U. Weizsdcker and A. Wijk-
man (2018), U. Eco and J.-C. Carriere (2012), J. Ito and J. Howe (2016), K. Kelly
(2017), M. Ozhevan and D. Dubov (2017), M. Popovych (2018), K. Robinson and
L. Aronica (2015), A. Toffler (1984), R. Florida (2014), F. Fukuyama (2003) and
others — the thinkers and socio-political figures of the late 20® — early 21tcen-
turies also reflect on what the future holds for mankind, in what direction cul-
ture is developing and transforming.

The researchers paid much attention to the impact on the formation of
the culture of the present and future, digital technologies, the space of virtual
hyperreality, which was created using these technologies in close connection
with the exponentially increasing knowledge that humanity operates with. The
possibility of successful reformation of sociocultural life to exist only in the
online world was stimulated by the COVID-19 pandemic and quarantine re-

12



THEORY AND HISTORY OF CULTURE
ISSN 2410-1915 (Print) « Culture and Arts in the Modern World. Issue 22 « ISSN 2616-423X (Online)

strictions related to it. It was the beginning of a new “online culture”, which is
demonstrating its effectiveness increasingly more. The study of this new cul-
tural reality has not been the subject of cultural, philosophical understanding
yet, that is evidenced, in particular, by the following facts: 1) the Google Search
service for the query “online culture” suggests links only to several cultural
projects called Online Culture and covers the variety of cultural events that
are held online, the resource does not find the notion of “culture online” as an
independent one; 2) as of May 2021, the scientometric database Web of Science
has not indexed a single publication in which this notion is the subject of study.

Purpose of the article

The purpose of the article is to substantiate the emergence of online culture
as a new phenomenon of our time, the development of which was stimulated
by the complete approval of the online space as a space of existence of culture
in the broad sense of this concept in the context of the COVID-19 pandemic
regarding the cultural and philosophical ideas of the thinkers of the 20" (on the
example of J. Ortega y Gasset and K. Jaspers’ ideas) and the 215 centuries (on
the example of ]. Cohen and E. Schmidt’s ideas).

Main research material

In the context of various cultural and philosophical concepts of the 20"
century, the notions of mass culture, the culture of the technological age, in-
dustrial culture, information culture, and others were formed. All these forms
of culture allowed seeing the peculiarities of the functioning of society and
various sociocultural spheres at certain stages of its formation. New circum-
stances of society life encourage the formation of new iterations. Today we can
talk about the formation of “online culture” as a broad and multi compound
phenomenon. We propose the notion of “online culture” that determines a fun-
damentally different way of culture existence of the 215t century, and, although
it is correlated with other cultural representations that have been already de-
noted by familiar definitions, such as information culture, digital culture, vir-
tual culture, etc., it exists independently and denotes a fundamentally different
cultural cross-section of the present.

Life in the era of dizzying changes and extreme challenges accelerates the
course of history and makes it possible to observe phenomena, analyse them
and summarise certain results. Lately, the challenges that humankind faces
globalise the world increasingly more because problems common for all people
require a standard solution. The question of human unity is becoming more
critical. The formation of this unity is facilitated by a single online space, which
is becoming more widespread now and makes the way out of the crisis in which
all spheres of public life have found themselves due to the COVID-19 pandemic.

The introduction of long-term and strict quarantine restrictions in differ-
ent parts of the world has stimulated the expansion of the online space and
created online platforms that solve various problems: educational, business,
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economic, political, artistic, etc. In a relatively short time, different sociocul-
tural systems have established their online work. The experience of such work
has shown that the online format is more convenient and appropriate in some
instances. It opens new prospects and opportunities for a person, creates a ba-
sis for coexistence in diversity.

The idea of the unity of the human community and world culture takes
a significant position in European philosophy. The outstanding German exis-
tentialist philosopher Karl Jaspers (2011) proves this idea reasonably and con-
vincingly. The unity of world history and world culture, according to K. Jaspers
(2011), begins the “axial time”, and it manifests itself over the years more fully.
The global unity of humankind, as the thinker notes, manifests itself especially
vividly in the 20" century. The reason for this is the rapid development of the
scientific and technological sectors of culture, the formation of popular culture
and, most important, common challenges for all humanity. K. Jaspers (2011)
considers the Second World War to be such a mighty challenge. It was after
its ending that the signs of the unity of humankind appeared in various cul-
tural spheres, and most fully — in all types of communication. The common
spiritual origins, the common essence of people representing different nations
and cultures, according to K. Jaspers (2011), are prerequisites that will make
such constructive communication possible and allow establishing mutual un-
derstanding and cooperation for the benefit of all humankind. The philosopher
predicted the emergence of a new “axial time” that would change humankind
by uniting it around new great future projects.

These tendencies to unity and establishment of communication are still
relevant for society. Especially in response to the challenges caused by the
COVID-19 pandemic. The joint searches for treatment options, joint restrictive
measures, joint steps taken by states and charities around the world in the fight
against coronavirus unite the international community and confirm the im-
portance of well-established communication undoubtedly. The current level of
technology was ready to provide it at a high level. K. Jaspers predicted the need
for communication as a realisation of the unity of humanity in his work in 1948.
The formation of a space that made it possible for people to communicate and
opened new opportunities for interaction — the online space — has happened
recently.

The internet network covered the planet quite fast. Along with this, there
was a powerful leap in the development of innovative technologies. European
culture experienced a similar situation in the early 20" century. At that time,
technologies also had a powerful impact on the future of humankind. Jose Or-
tega y Gasset (1994) called this phenomenon “the rise of the historical level
of the era”. Owing to it, human society has improved the quality of life, re-
ceived many of the achievements of civilisation for use and finally realised it-
self in a new way. Today we are in the situation when the “level of the era” has
changed again. And society has received not only innovative technologies but
also a new space for its life.

In the pre-COVID period, the online network met the users’ needs in enter-
tainment and communication mainly. But when the pandemic restricted peo-
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ple’s ability to move freely without threat to their lives and to be engaged in
socially important affairs, online became not only a parallel but often the only
space for the realisation of the needs of a person and society. In this regard, the
life of all people has changed radically: today, a person has access to communi-
cation, information, education, art, science and other spheres of sociocultural
life, the opportunity to work fully and ensure his livelihoods in online space. On-
line has become a tool that has helped various areas of culture to continue their
work. Undoubtedly, it had difficulties and failures and worked hard, but culture
as a multicompound and multifunctional structure adapts to the online space.

In a relatively short time, we have online science (online conferences, on-
line internships, online training, online advanced training courses, online de-
fence of dissertations, etc.), online education (distance learning platforms for
higher and secondary education, educational platforms, distance accreditation,
etc.), online art (music, cinema, theatre, fine arts, literature are newcomers, but
they are quite successful in this space); politics, diplomacy, business, econom-
ics, even religion (the oldest and most conservative sphere of culture) function
in the online space successfully. There is no need to talk about digitised books,
films, musical works, theatrical productions, collections of libraries, museums,
archives and the growing openness and accessibility of their resources.

Thus, we are talking about the emergence of a new space of culture exist-
ence — not the one that uses digital opportunities, but the one that functions
online, since digital technologies are used in it not as a supplement to human
abilities but as the creation of fundamentally new opportunities and new cul-
tural products. Its formation could still have continued in a relatively calm
course if not for the extreme challenges related to COVID-19. This complex
problem that is not overcome yet has changed the life of humanity extremely
quickly and caused a confident strengthening of the online space as a living
space not only for individuals but also for the entire world community, and
therefore a shared space for the realisation of world culture. Today, almost all
spheres of culture are realised online, even convenient ones that depend on the
physical space and physical presence of a person find themselves successfully.
It is possible to state that now we are at the beginning of forming the new stage
of culture, which we suggest defining as “online culture”.

The authors of the study, which was published in 2013 and became a best-
seller, according to The New York Times, are Eric Schmidt, the executive chair-
man of Google’s board of directors and Jared Cohen, director of the Google Ide-
as, aimed to show how the virtual world can affect the real world: to improve,
worsen or to change it in general. Undoubtedly, they could not predict such
an extreme challenge to humankind as the coronavirus epidemic. Still, they
described the phenomena and processes accompanying the adaptation of peo-
ple’s sociocultural lives to the online space. COVID-19 has accelerated the pro-
cesses that the authors of the book described and predicted for humanity. There
is no mystery in these prophecies as they predict tendencies in developing in-
novative technologies and how people adapt to technologies, “exploit tech-
nologies in their environment, now and in the future, throughout the world”
(Schmidt & Cohen, 2013, p. 18).
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The switch of people’s social and cultural lives to an online format is ac-
companied by global searches in all spheres of human activity. And this, as the
authors of the book note, causes the most exciting changes in the history of
humanity (social, cultural, political). The Internet and innovative technologies
have erased barriers to communication. Now neither geographical remoteness,
nor language, nor information barriers stands in the way of communication.
Online gives humankind a new shared space for life, the new means for creation
and work, culture begins a new stage of its self-realisation in an online format.
Therefore, it is possible to state that the new cultural reality is being formed —
“online culture”.

In 2010-2013, calculating the rate of spread of accessibility of the World
Wide Web, E. Schmidt and J. Cohen predicted that the Internet would cover the
entire population of the planet by 2025. We are witnessing how art, education,
science, economics, religion, medicine, the service sector and other spheres of
human activity are successfully looking for opportunities for their realisation
in the online space. The authors of the book prophetically note what we see
around us today. Global connection is developing rapidly, so old institutions
and hierarchies, not to lose their place in society, not to become unnecessary,
are forced to adapt to this (Schmidt & Cohen, 2013). Describing the way of hu-
man existence within online culture, E. Schmidt and J. Cohen say that a person
will live and work in two worlds simultaneously: in the virtual world, where
people will be in touch with others constantly, using various devices and ways,
and in the real world, where one needs to continue to take into account geogra-
phy, place of birth, good and bad features of human nature (Schmidt & Cohen,
2013).

The switch of culture to the online space was a logical consequence of the
technological breakthrough and coverage of the entire world by the Internet
and the creation of various online platforms that provide convenient commu-
nication and collaboration opportunities for people around the world. Among
them, E. Schmidt and J. Cohen (2013) named the platforms from Google, Face-
book, Amazon and Apple. They have grown rapidly, and other powerful and
popular platforms have improved their capabilities: Zoom, Office 365, Google
Meet, Skype, and others with a narrower specialisation (for example, online ed-
ucational platforms: Prometheus, EdEra, Coursera, Mentimeter, Kahoot!). Ow-
ing to them, the world began to look completely different than a few years ago.
The book authors claim that the creation and development of online platforms
mark a turning point in human culture, a kind of “paradigm shift”, a technolog-
ical revolution. Their global spread has irreversible consequences for humanity.
They are and will be used because they are convenient, accessible, easy to use
and provide fast achievement of the desired result. Due to the massive scale of
internet platforms in today’s digital world, everything happens much quicker.
It has a significant impact on all components of society: politics, economy, me-
dia, business and social norms. The acceleration of all processes of public life,
enhanced by internet technologies, marks the beginning of a new era of glo-
balisation — the globalisation of products and ideas (Schmidt & Cohen, 2013).
The authors of the book compare this modern technological revolution and its

16



THEORY AND HISTORY OF CULTURE
ISSN 2410-1915 (Print) « Culture and Arts in the Modern World. Issue 22 « ISSN 2616-423X (Online)

probable consequences with the global changes in the life of society that the
emergence of television caused. At the same time, modern innovative technol-
ogies have a peculiar tendency to spread, improve and adapt rapidly, taking into
account human needs.

E. Schmidt and J. Cohen’s (2013) accidental comparison between the speed
of spread of technology platforms with the rate of spread of a virus sounds a bit
scary, concerning our experience. But it does show the power of the new tools
we are already dealing with and with which the future of society is connected.
More than ever before in human history, such a significant number of people
are connected online in real time; this creates unprecedented opportunities for
collective actions through common internet platforms (for consumers, creators,
researchers, activists, and many others). The results of such grand interaction,
which are already visible today, are considered by E. Schmidt and J. Cohen only
as a hint of what is waiting for the humanity in the future (Schmidt & Cohen,
2013).

With their power and capabilities, modern online platforms will ensure the
full online functioning of all critical systems for contemporary society. There-
fore, online education, online science, online business, online diplomacy, etc.,
are becoming an unavoidable phenomenon of modern culture. Such transfor-
mations can be estimated in different ways. Undoubtedly, there will be critics
who will warn against new prospects. And this is obvious, because in connec-
tion with innovations, now society is facing major problems and difficulties of
both psychological and economic nature. However, the general consolidation
of humanity to overcome such issues, which is taking place actively, is the key
to success.

As we remember, the thinkers of the first half of the 20™ century, observ-
ing the introduction of the latest technologies into the cultural space, also ex-
pressed warnings and depicted possible threats. The German philosopher and
cultural critic Walter Benjamin (1996) warned that the technique of reproduc-
tion would destroy the essence of a work of art (it should be noted that he wrote
about this in 1935). However, at the end of the century, the Italian philosopher
Umberto Eco (2012) refuted such prejudice in the interview book and confirmed
the idea that innovative technologies give a person the opportunity to real-
ise all cultural forms and demands that are interesting and important to him.
Therefore, there is not a chance that, for example, a paper book will disappear
and be replaced with an electronic one. Instead, there is an opportunity to ac-
cess any online book, regardless of where it is located physically. Fear of the
new should not stand in the way of progress. Difficulties, as we can see, can
unite society for creative and constructive solutions. The main thing is to catch,
hold, as A.]. Toynbee (1987) has said this wave of “challenges-and-responses”
responds creatively to the time’s demands.

In our opinion, the formation of online culture is the response of human-
ity to the era’s demands. The development of the online space, various online
platforms and innovative technologies allow us to think that the formation of
online culture as a broad and complex structure will open new, still unknown
prospects for realisation for humanity. Online culture is man-made, so the way
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it will also depend on the person. E. Schmidt and J. Cohen emphasise that the
future depends on us because the direction of countless opportunities for com-
munication technologies for good or evil depends on people (Schmidt & Co-
hen, 2013). Once again, this exacerbates many ethical issues that should be-
come a marker of scientific and cultural progress according to the inexhaustible
opportunities that mankind is increasing in its arsenal.

Conclusions

The emergence of new cultural realities defined by the notion of “online
culture” was substantiated by the thinkers of the 20™ (in particular, W. Ben-
jamin, J. Ortega y Gasset and K. Jaspers) and the 21°t centuries (in particular,
U. Eco, J. Cohen and E. Schmidt), whose ideas were covered in this study. The
establishment of a broader theoretical basis for the emergence of “online cul-
ture” based on the involvement of a broader range of scientific literature in the
analysis should be the subject of additional study.

The concept of “online culture” correlates with other cultural phenomena
close to it in content and forms of representation, such as “information cul-
ture”, “digital culture”, “virtual culture”, etc. Still, it exists independently and
denotes a fundamentally different cultural cross-section of the present. The
comparative analysis of these notions with the notion of “online culture” also
requires a separate study and should be the subject of independent researches.

Now online culture is in its infancy, but the pace of its formation, inspired
by the exponential development of the online space, is swift. Now online cul-
ture is in its infancy, but the rate of its formation, inspired by the exponential
growth of the online space, is extremely fast. The statement of the emergence
of this new reality in the field of cultural being as a subject of independent sci-
entific reflections, describing the foundations of the existence of this new cul-
ture of the present time, is the initial but significant and necessary step towards
the emergence of these fundamental scientific researches.

References

Bell, W. (2003). Foundations of Futures Studies (Vol. 1: History, Purposes, and Knowledge).
Routledge [in English].

Bell, W. (2004). Foundations of Futures Studies (Vol. 2: Values, Objectivity, and the Good
Society). Routledge [in English].

Benjamin, W. (1996). Das Kunstwerk im Zeitalter seiner technischen Reproduzierbarkeit:
Drei Studien zur Kunstsoziologie [The Work of Art in the Age of Its Technical
Reproducibility: Three Studies on the Sociology of Art]. Suhrkamp Verlag
[in German].

Bystrytskyi, Ye. (2020). Narodzhennia chuzhoho z identychnosti spilnoty [The Birth of
the Alien from Community Identity]. Ideology and Politics Journal, 2(16), 41-59.
https://doi.org/10.36169/2227-6068.2020.01.00012 [in Ukrainian].

Eco, U., & Carriére, J.-C. (2012). This is Not the End of the Book. Northwestern University
Press [in English].

18



THEORY AND HISTORY OF CULTURE
ISSN 2410-1915 (Print) « Culture and Arts in the Modern World. Issue 22 « ISSN 2616-423X (Online)

Florida, R. (2014). The Rise of the Creative Class-Revisited: Revised and Expanded. Basic
Books [in English].

Fukuyama, F. (2003). Our Posthuman Future: Consequences of the Biotechnology
Revolution. Picador [in English].

Ito,]., & Howe, ]. (2016). Whiplash: How to Survive Our Faster Future. Grand Central
Publishing [in English].

Jaspers, K. (2011). The Origin and Goal of History. Routledge [in English].

Kelly, K. (2017). The Inevitable: Understanding the 12 Technological Forces That Will
Shape Our Future. Penguin Books [in English].

Ortega y Gasset, J. (1994). The Revolt of the Masses. W. W. Norton Company [in English].

Ozhevan, M., & Dubov,D. (2017). Homo ex Machina. Filosofski, kulturolohichni ta
politychni peredumovy formuvannia konverhentnoho suspilstva [Homo ex Machina.
Philosophical, Culturological and Political Preconditions for the Formation of
a Convergent Society] [Monograph]. Feniks [in Ukrainian].

Peccei, A. (1977). The Human Quality. Pergamon Press Oxford [in English].

Popovych, M. (2018). Filosofiia svobody [Philosophy of Freedom]. Folio [in Ukrainian].

Robinson, K., & Aronica, L. (2015). Creative Schools: The Grassroots Revolution That’s
Transforming Education. Viking Penguin [in English].

Schmidt, E., & Cohen, J. (2013). The New Digital Age: Reshaping the Future of People,
Nations and Business. Knopf [in English].

Spengler, O. (2012). Der Mensch und die Technik [Man and Technology]. Arktos Media
[in German].

Toffler, A. (1984). The Third Wave. Bantam books [in English].

Toynbee, A.]. (1987). A Study of History (Vols. 1-2). Oxford University Press [in English].

Weizsicker, E. U. von, & Wijkman, A. (2018). Come On!: Capitalism, Short-termism,
Population and the Destruction of the Planet. Springer [in English].

®OPMYBAHHS OHJIAMH-KYJIBTYPU HK._HOBOT KVJIBTYPHOI
PEAJIBHOCTI: ®IVIOCO®PCBHKI PEDJIEKCII

Bbentok Onecst bormaniBHa'?, Kupunenko Karepuna MuxaiiiiBHa%,
Crpartiok Bikropist IBaHiBHa*

Kandudam ¢inocogpcokux Hayk, doyeHm,

ORCID: 0000-0002-7020-2666, obeniuk@gmail.com,

2JTokmop nedazoziuHux Hayk, doyeHm,

ORCID: 0000-0002-3303-3947, kf919@ukr.net,

SMaczicmp, 3asidysau HasuabHOI 1abopamopii,

ORCID: 0000-0001-7125-3361, vikastratuk@gmail.com,
9KuigcvKutl HayioHaIbHULl YHigepcumem KyJasmypu i Mucmeyms,
Kuis, Ykpaina

Merta cTaTTi — 3 MOCWJIAHHSIM Ha KynbTypdinocodcebki inei mucaurenis XX cr. (K. Screpcea,
X. Oprera-i-Taccera, B. Benbsimina) i XXI ct. (E. llImigra, [Ox. Koena, V. Eko) obrpyHTYyBaTH

19



THEORY AND HISTORY OF CULTURE
ISSN 2410-1915 (Print) « Culture and Arts in the Modern World. Issue 22 « ISSN 2616-423X (Online)

MOSIBY OHJIAM{H-KY/IbTYPU SIK HOBITHBOTO SIBUILIA CbOTOLEHHSI, CTMMYJIOM PO3BUTKY SIKOTO
CTaJI0 BcebiuHe YTBEPIKEHHsS B yMOBaxX mHaHaeMii, mo crpuumHeHa COVID-19, onmaitH-
MIPOCTOPY SIK IPOCTOPY iCHYBaHHS KYJIbTYPU B IIMPOKOMY CEHCi IIbOTO MOHSTTS. B mociakeHH]
OKpec/ieHi TroM0BHI MepefyMoOBHU 1i MOSIBU, HaBe[EeHi apryMeHTM Ha KOPUCTh BUOKPEMJIEHHS
MIOHSITTS «OHJIAH-KYJIbTypa» K CAMOCTiifHOTO. B yMOBax CbOrO/IeHHS Bij0YBa€ThCSI aKTUBHE
(hopMyBaHHSI HOBOTO KyJIbTYPHOTO SIBUIIA, 1[0 O3HAYAETHCS HAMU SIK «OHJIAMH-KYJIbTYPa».
CTMUMyZOM [0 ¥0r0 CTPIMKOTO CTaHOBJEHHS CTajy CIi/IbHI IS YCbOTO JIOACTBA BUKIUKHU,
cnpuumHeHi nanaemiero COVID-19, siki cTUMYMI0Ba/IM aKTUBHUI IOLTYK CBITOBOIO CITITBHOTOIO
HOBYX (hOPM i MOSKJIMBOCTET 17151 caMmopeaJti3allii Ta KomyHikarrii. OHiaiiH-Ky/aIbTypa € 00’€MHUM
Ta 6araToCKIafOBMM SIBUINEM, BOHA Ma€ BCi MiJCTaBM CTaTU He JIUIIE XapaKTepPUCTUKOIO
CYJacHOI Ky/IbTYpH, ajie i1 HOBOIO KYJIBTYPHOI0 (opMOI0. Y HOCTiIKEeHHI BUKOPUCTOBYIOTHCS
eleMeHT! MeTO[iB TIepMEeHEBTUYHOTO MPOUYMUTAHHS TEKCTiB, IMOPIBHSUIBHOTO iCTOPUKO-
KyJIbTYDHOTO aHaji3y TeKCTiB, a TaKOX METOH, BK/IIOUEHOIO CIOCTepesKeHHs. BUCHOBKMU.
PesynbraTy TOCTIIKEHHS 3aCBiqUyIOTh, 110 HUHI BifOYBA€TbCSI CTAHOBJIEHHSI HOBOTO €TaIry
PO3BUTKY KYJAbTYPH, SIKMIT aBTOpaMy PO3BiIKM Ha3BaHMII «OHJIAMH-KYAbTypa». [losBa Takoi
HOBOi KyJbTYpPHOI PeajbHOCTi TiCHO TOB’s13aHa 3 OHJIANH-CEpPeNOBUIEM Ta IUDPOBUMU
dbopmamMu perpeseHTalii KyJIbTypHUX MPOAYKTIB. IIpoJeMOHCTPOBAHO, MO MPOTHOCTUYHI
MipKyBaHHS PO i1 BUHMKHEHHS Majiu Miciie B KynbTypdimocoderkux crymisx XX ta XXI ct.,
y CUTYyallil TO0/IaHHS JIOACTBOM MaHAeMiUYHMX BUK/IUKIB 1i II0sIBa CTA€ peanisiMiu CbOTOeHHSI.
[TOHSITTS «OHJIAMH-KY/IbTypa» KOPETIETHCS 3 OIM3BKUMMU IO HBOTO 33 3MiCTOM Ta (hopMaMu
pemnpe3eHTalii iHMMMKY KYJIbTYPHUMMU SIBUIAMMU, TaKUMU, IK «iHPOpMAIliiiHa KylIbTypar,
«MGbpoBa KyIbTypa», «BipTyaJibHA KYJIbTypa» TOINO, ajie MAa€ CaMOCTiiHe iCHYBaHHSI Ta
MO3HAaua€ MPUHIIMIIOBO iHIIMII KyJAbTYpPHMII 3pi3 cboromeHHs. OHJIAMH-KY/IbTypa HUHI
nepebyBae Ha [TOYaTKOBOMY €Talli CBOT0 (POpMYBaHHS, ajie TEMIIM ii CTaHOBJIEHHS, iHCITipOBaHi
eKCIIOHEHI[iaTbHMM DO3BUTKOM OHJIAH-MIPOCTOPY, € BKpail BMCOKMMM, IIO 3aroCTPIOE
HeoOXimHicTb 1i KynbTypdimocodcbkoro aHamisy.
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umeii 3. llImuara, k. KosHa, V. 9K0) 000CHOBATb IOSIBJIEHIE OHJIAIH-KY/IbTYPbI KAK HOBOTO
SIBJIEHMSI HACTOSILLETr0, CTUMYJIOM Pa3BUTHSI KOTOPOTO CTajl0 BCECTOPOHHEE yTBEPXKIeHMe
B YUIOBMSIX TaHaemuM, BbisBaHHOV COVID-19, oHnaliH-IpoCTpaHCTBA KaK MPOCTPAHCTBA
CYLIEeCTBOBAHMSI KYJIbTYPbl B LIMPOKOM CMBICJIe 3TOrO IOHATUMSI. B  wucciaemoBaHuu
0003HaUYeHbl OCHOBHBIE MPEATIOCHUIKY €€ TIOSIBJIeHUSI, IPUBEIeHbl apTYMEHThI B TOJb3Y
BbIJIeJIEHUST TIOHSITUSI «OHJIAMH-KYJAbTypa» KaK CaMOCTOSITEIbHOTO. B cOBpeMeHHBIX
YCIOBUSIX TIPOUCXOJUT aKTMBHOE (POPMUPOBAHYME HOBOTO KYJIbTYPHOTO SIBJIEHMS, KOTOPOE
0003HaYaeTCss HAMM KaK «OHJIAH-KyIbTypa». CTUMYIOM K CTPEMUTETbHOMY CTAHOBJIEHUIO
CTay o6IIIye IJIsI BCETO YeJI0BEUECTBA BhI3OBHI, CO3MaHHbIe MaHaeMueii COVID-19, koTopeie
CTUMYTVPOBAJIM aKTUBHBIN ITOMCK MUPOBBIM COOOIIECTBOM HOBBIX (POPM U BO3MOKHOCTET
IJIsT  caMopeanu3anyuM ¥ KOMMyHMKaluu. OHIAH-KYJAbTYpa SIBJASETCS O06BbeMHbIM
Y MHOTOCJIOXKHBIM SIBJIEHMEM, OHA MMeeT BCe OCHOBAHMSI CTaTh He TOJIbKO XapaKTepUCTUKON
COBPEMEHHO KyJIbTYPbI, HO ¥ HOBOJI KYJIbTYPHOT (hOpMOii. B cciieoBaHMM MCIIONb3YIOTCS
37IeMEeHTbI METOLOB FepMeHeBTUYECKOI0 [IPOUTEHNS TEKCTOB, CDABHUTEIBHOI'O MCTOPUKO-
KyJAbTYPHOTO aHa/M3a TEKCTOB, a TAaKKe MEeTOJ BKIIOUEHHOrO HaOmomeHus. BbIBOIBI.
PesysnbTaThl NMPOBENEHHOIO MCCAENOBAHMSI CBULETENbCTBYIOT, YTO B HACTOsLIee BpeMms
MIPOUCXOOUT CTAHOBJIEHME HOBOIO 3Tama pa3BUTKSL KyJIbTypbl, KOTOPBI/i aBTOpPaMu
MUCCIeNOBAaHMSI Ha3BaH «OHJIAMH-KyIbTypa». IlosiBIeHue Takoil HOBOW KyJAbTypPHOM
PeaTbHOCTM TEeCHO CBSI3aHO C OHJIAMH-Ccpenoii U 1MudPOBbIMU (popMamMu perpe3eHTalUN
KYJAbTYPHBIX TMPOAYKTOB. [IpOIEMOHCTPUPOBAHO, YTO MPOTHOCTUYECKME COOOpakeHUSsI
O ee BO3HMKHOBEHUM MMM MeCTO B KyabTypdmiaocodckux crymusix XX u XXI BB.,
B CUTyalM IIPEeOLOJeHMs Ye/lOBEeYeCTBOM IaHAeMMUUYeCKMX BBI30OBOB ee IIOsIBIeHNe
CTaHOBUTCS peaInsIMM CerofHsHero nHs. [IoHSITMe «OHIalH-KyJAbTypa» COOTHOCUTCS
¢ GMM3KUMU K HEMY TI0 COZIepyKaHUI0 1 (hopMaM pernpe3eHTaluu IPYTUMU KYJIbTYPHBIMU
SIBJIEHUSIMM, TaKMMM, KaK <«MH(POPMAIMOHHAS KYJAbTypa», «Hu(poBas KyabTypar,
«BUPTYaJIbHAS KYJIbTypa» U T. I1., HO UMeeT CAMOCTOSITeJIbHOE CYIeCTBOBaHYE M 0003HAUaeT
NPUHLMNOMAIBHO [PYroii KyJAbTYpHBIM cpe3 Hacrosuero. OHIaliH-KyAbTypa cejvyac
HaxO[UTCS HA HAyaJbHOM 3Tare CBoero (GOpMUPOBAHMS, HO TEMIIbI €e CTaHOBJIEHWS,
MHCIIMPUPOBAHHbIE 3KCIIOHEHLMAIbHBIM DPa3BUTHEM OHJIAMH-IIPOCTPAHCTBA, SIBISIIOTCS
KpaifHe BBICOKMM, UTO 060CTpsIeT He0OXOMMOCTh €€ KyabTyp(miIocodCcKoro aHaimnsa.

Kniouesbie cnosa: oHNAH-KYIbTYPa; OHJIANH-TIIATGOPMbBI; OHJIANH-TIPOCTPAHCTBO;
MaHIeMMusI
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The purpose of the study is to clarify the role of culture as a tool for nation branding
development, as well as national brand’s building and promoting within the global
context of the national discourse. To reach the aim of the research, there was carried out
the systematisation of the “nation branding” and “nation brand” concepts, as well as the
analysis of theoretical and practical aspects of both nation and cultural brand and image of
the country in the context of international cooperation. The research methodology consists
in using general methods of empirical and theoretical research based on analysis, synthesis
and concretisation. It is to analyse and summarise the results to reveal the “culture” factor’s
importance in the nation branding development as an externally oriented phenomenon, in
the context of international interaction providing information about what the country is.
The scientific novelty of the study is to clarify the cultural constituent’s role in the process
of the nation branding development in the context of the “State policy in the field of nation
branding”; with the carrying out the analysis of the “culture and heritage” component as
a criterion influencing the “Nation Brands” world reputation indexing; looked into the
strategies for the Ukrainian culture development as an axis of building a nation brand
and international image of Ukraine in the context of cultural diplomacy and intercultural
dialogue; with paying attention to the content of the “Study of Ukraine’s perception abroad”
results as an indicator of the world awareness of Ukrainian culture in the nation branding
context. The conclusions point out that today in the system of international cooperation,
culture: cultural heritage, cultural diversity and cultural potential of the country — is
gaining importance as a tool for building a national brand and is the most effective means of
creating a country/state’s positive international image in the long run. A successful nation
branding allows increasing the level of the state’s political influence in the international
arena and strengthening international ties, etc.
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Introduction

Nowadays, there is a huge potential for cultural attractiveness in interna-
tional relations. Thus, we can see an active cultural sector involvement in the
foreign policy of different states and international organisations. Moreover,
there is a growing European and Ukrainian researchers, philosophers, and pol-
iticians’ interest in studying and interpreting the “culture” phenomenon in the
context of building the nation brand and international image, in particular.

The state is a highly complex object for branding. It is caused by the dif-
ficulty of building a positive and holistic image of its perception by target au-
diences. At the present stage, there is no ready-made universal template for
building a nation branding strategy. As states have relatively recently joined
the process of conscious nation branding, they are only developing different
strategies to achieve their goals. However, there are also some basic, mandatory
components of a branding strategy, such as internal and external analysis (to
identify current competitiveness), analysis-based strategy planning, and im-
plementation — implementing that strategy in the proper direction.

There are different perspectives on nation branding, such as economic and
functionalist, political, and cultural-critical. From these points, nation brand-
ing is:

“~ discourses and practices aimed at reconstituting nationhood through
marketing and branding paradigms;

- means to build and maintain a country’s strategic advantage with the
purpose of economic growth;

- apowerful political tool to strengthen a country’s economic position and
to compete against economic, financial or military clouts of superpowers” (The
Place Brand Observer, n.d.).

While the nation brand is a set of emotional and rational ideas that influ-
ence a certain image’s formation of the country. When compared with the na-
tional image, the nation brand is more stable. The national image is a variable
component of the nation brand (Parshykova, 2020).

The purpose of the nation branding is to ensure the nation brand presence
in the global information space, to contribute to the state’s recognition on the
international arena, to facilitate the inflow of financial resources into the ter-
ritory through transmitting national decisions and initiatives. Thus, a nation
branding must ensure its identification both inside and outside the country.
It should be a reflection of the best mentalities and traditions of the country’s
population, perform an ideological function, thus uniting the population to im-
plement common tasks. In essence, nation branding is the quintessence of the
state’s mission and development strategy, including the cultural one.

The international relations practice shows that countries with a negative
or insufficiently formed holistic national image have certain limitations or dif-
ficulties in diplomatic and/or foreign relations and cannot effectively achieve
their international success. Creating, developing and implementing a nation
branding strategy and building a state’s international image require an inte-
grated coherent policy, meaning the ability to act and inform in a coordinated
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manner, constantly emphasising key information messages and topics that are
of priority for the country.

Foreign and domestic scientists are engaged in the scientific development
of the nation branding, nation and cultural brand, as well as building a state’s
image and reputation. These are the studies by S. Anholt (2002), pointing out
the state/country perception indicators; W. Ollins (1999), underlining the key
idea’s importance as a nation brand development basis; G. Szondi (2008), pay-
ing attention to the nation branding as a means of public diplomacy; Y. Fan
(2010), clarifying the notion of nation branding when building an international
image of the state; O. Shevchenko (2003), drawing attention to PR-technologies
used in nation branding; G. Tulchinskyi (Tul’chinskii, 2013), dwelling about the
brands’ role in modern business and culture; M. Chernets (2017), looking into
the aspects of developing cultural capital as a nation brand development, and
others.

Purpose of the article

The research is aimed at looking into “culture” as a tool for the nation
branding development within the international interaction system, as well as
to substantiate the theoretical and practical aspects of the cultural brand and
national image building in the context of the nation branding.

Main research material

Scientists have different interpretations of the “nation branding” concept,
as it depends on the state’s goals and the results of this process. Some of the
research findings consider nation branding in the context of the national iden-
tity transformation; others emphasise the strengthening the country’s com-
petitiveness to be a priority goal of the state branding process. At the same
time, the others express their opinion that nation branding is used to change,
improve, and increase the country’s international image and reputation.

The nation branding is not associated with the economic level of the state’s
development but with its ideological policy or historical events. It is caused by
the fact a brand not being a static phenomenon. It is challenging for the nation-
al brand to be changed, so sometimes it is easier to build new associations with
a particular state than to change or destroy the old ones.

The concept of “nation branding” was introduced by S. Anholt (2017), who
was the first to use it in the late 1990s. According to him, “nation branding” is
a systematic process of harmonising actions, behaviour, investments, innova-
tions and communications of the state to implement the strategy of national
security and competitive identity. “Although the term “nation branding” been
frequently associated with the act of creating favourable images of countries
through marketing communications”, the author also points “how the “nation
brand” can really be enhanced through strategy, substance, and symbolic ac-
tions” (Anholt, 2013) and offers the following typology of the national brand
(Anholt, 2007):
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- the country’s brand as the image of its first person;

— the country’s brand as a model of reliability (its investment in climate,
role status in international partnerships, political stability);

- the country itself as a brand of its national production (economic goods
and services, haute couture, world intellectual potential, research projects);

- the country’s brand as a prospect of its scientific technologies and mili-
tary-industrial complex;

- the country’s brand as a tourist attraction.

In addition, the writer points out that the national image is created by the
country itself, its governmental agencies in cooperation with other organisa-
tions, while the reputation is built outside the country, though the latter been
perceived by people around the world, often depending on their own cultures.
S. Anholt calls the need for preliminary analysis and assessment of the state’s
reputation as it is a crucial element in planning a strategy for shaping the
state’s international image (Anholt, 2007). In addition, the researcher says the
globalisation to have turned the world into a giant supermarket, where coun-
tries compete with each other, and governments resort to branding techniques
to distinguish their country on the world arena (Anholt, 2002).

The nation brand is made up of a set of characteristics (name, term, sign,
symbol, image, slogan, etc.) that sum up the country’s idea about itself, contain
its exclusive and positive characteristics and distinguish it from other countries
(Shevchenko, 2003, p. 62). It can be considered in two dimensions — individual
and public. The first one concerns the individual perception of the state, and
the latter (public) — the collective perception of the state. The nation brand
perception varies even in different social groups belonging to one country. It
can be caused by various factors, such as personal contacts with a particular
country, stereotypes, hostility, devotion to nationalist ideas and one’s own cul-
ture, and strengthening of ethnocentric tendencies.

Y. Fan notes that the “nation branding” concept can be referred to the pro-
cess when, through addressing marketing technology, the government influ-
ences the state’s image building to fill it in with positive content. Therefore, the
nation brand is a general set of the nation (country) perceptions in the minds
of the international stakeholders. It consists of the following elements: people,
places (territories), culture and language, history, food, fashion, famous peo-
ple, global brands, etc. (Fan, 2010, p. 98). According to the author, the “nation
brand” concept can be interpreted at seven levels, including a simple visual
symbol, a slogan, an umbrella brand that supports the components (tourism,
exports), the country’s image and reputation, its position in the international
arena, national competitiveness, the country’s “soft” (intellectual, programme,
intangible components), and national identity (Fan, 2010, p. 99-100).

G. Szondi (2008) believes that nation branding is a strategic self-presenta-
tion of a country in order to build a reputation capital by promoting economic,
political and social interests at home and abroad.

That is why the choice of tools for creating a state’s international image, as
a nation branding’s constituent, depends on the preliminary analysis results of
the country’s reputation, whether it is deserved (caused by negative phenome-

25



THEORY AND HISTORY OF CULTURE
ISSN 2410-1915 (Print) « Culture and Arts in the Modern World. Issue 22 « ISSN 2616-423X (Online)

na in the country) or not (caused by lack of sufficient information). In the first
case, there is a need for the country to change its behaviour and carry out internal
changes radically. If the reputation is negative, but undeserved, there is expedi-
ency in a demonstration (product trial), tourism promotion, and increase in goods
and services exports, diplomatic and business visits, cultural and sporting events.

There is a close relationship between culture and brand. The target audi-
ence perceives any territory brand as a symbolic embodiment of a country, city
or region. Since each geographical area has its own unique culture, the brand,
being part of the particular culture, at the same time becomes a kind of its
broadcaster. It results in the cultural component impact on the brands’ con-
sumer. Thus, in its “summative” aspect, culture becomes a set of material, ideal
and spiritual values, representing a specific state of society. In other words, it is
a particular characteristic, a community’s parameter.

From the cultural point of view, the nation brand is a country’s nation-
al spirit and cultural values manifestation. It promotes the people’s national
identity, embodies the harmony of the state’s tangible and intangible assets,
and indicates the level of the country’s cultural industry development. That is
why cultural brands play a leading role in nation branding today. These brands
are actively used to demonstrate the state’s cultural values and their dissemi-
nation (Tul’chinskii, 2013, pp. 9-10).

However, the 215t century active involvement of culture in international
relations has lead to the change in the very concept of culture. It has become
a hybrid construct when the same perception and understanding of culture op-
erate within the nation state and international organisation (local — state — re-
gional — global level) with almost the same form been explicated externally on
the international arena (building an international image, implementing cultur-
al diplomacy, developing cultural collaboration, etc.). With culture being a vital
element, nation branding has become an inseparable part of many countries’
modern political practice (the USA, Great Britain, Japan, France, Spain, Germa-
ny, the Netherlands, Poland, etc.).

In this context, culture and heritage is a criterion for the states internation-
al indexing. These are the Nation Brand Index and the Country Brands Index,
which are considered to show the states’ reputation level. The first one uses six
criteria for brand indexing, such as tourism, exports, governance, culture and
heritage, tourism, and immigration/investment. The second one addresses to
the hieratical model of the brand evaluation, such as awareness, knowledge/
acquaintance, associations, thoughts, decision about visiting, the respondent’s
desire to share his/her knowledge about the country.

The Nation Brands 2020 results demonstrate the general decline in the na-
tion’s reputation perception with some countries retained their leading posi-
tions and others marked by gains and losses. In spite of COVID-19 pandemics,
Germany tops the list and ranks #1 out of 50 nations, the UK gains the second
position, then there go Switzerland, the USA, Canada, Singapore, Japan, Den-
mark, France, and the Netherlands (pic.1).

Pic.2 shows how the leading countries are allocated on their sub-categories
rating results. With paying attention to the “culture and heritage” criterion that
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includes such factors as being influential in arts
and entertainment, food the world loves, a great
place to visit, rich heritage, an appealing lifestyle,
leadership in sports, we may see that Italy tops the
list of 2020 culturally branded countries, the sec-
ond position goes to France, the UK occupies the
third position, then there go Germany and the USA.

In turn, the Nation Brands Index, having been
held for more than 15 years with “culture and her-
itage” being one of the global state reputation’s
decisive criteria, contributed to the EU countries
made culture a key objective of their soft power as
the one benefiting to a strong nation brand.

In 2016, the European Union approved a new
strategy for international cultural relations devel-
opment, with culture been given a special role. The
EU was responsible for the innovative methods of
cultural diplomacy development, for cooperation
in the field of education and science, for intercul-
tural dialogue building. The adopted strategy’s key
objectives include (European Commission, 2016):

- to enhance the Member States and the EU’s
capacity to exploit the economic potential of the
creative industries sector, in particular, to stimu-
late the sustainable development model promotion
and to create favourable conditions for investment
and new jobs;

- to promote cultural policy both as a factor
of peace and social and economic development in

the third countries and as a tool for preserving diversity and cultural pluralism;
- to make the EU a stronger global player in the international arena, to use
more effectively the historical levers of European “soft power”.
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Later in March 2017, Florence hosted the first G7 International Summit on
Culture, with the Florentine Declaration signed. It is a basic document that
enshrines culture as a tool for dialogue between peoples that can help coor-
dinate actions to strengthen the cultural heritage protection ("Europa Nostra
Welcomes", 2017).

Based on the analysis of various strategies and declarations in the field
of culture, we may conclude that today’s culture structurally includes all the
“peaceful” means of implementing domestic and foreign policy.

Ukraine has not stayed away from these processes. On 1 February 2016,
the Cabinet of Ministers of Ukraine approved the “Long-term strategy for the
Ukrainian Culture Development”. It is aimed to ensure the leading role of cul-
ture in building the future of Ukraine, including all forms of art, cultural ex-
pression, cultural heritage and cultural industries, ...which will lay the cultural
policy basis of the European level democratic state for the next ten years. The
strategic priorities particularly include (Kabinet Ministriv Ukrainy, 2016):

— development of cultural exchange, cultural diplomacy and means of
a national culture promotion;

— support for both governmental and non-governmental initiatives that
contribute to building and promoting Ukraine’s image as the country with orig-
inal historical culture and a strong creative potential;

- study and adaptation of the international expertise;

- the widest possible presentation of the Ukrainian culture in interna-
tional dialogue programmes;

- creation of a special institute for spreading Ukrainian culture globally,
cultural diplomacy development and international programmes implementa-
tion.

This “Long-term strategy for the development of Ukrainian culture” has re-
sulted in establishing the Ukrainian Institute (Ukrainian Institute, n.d.), which
is an expert, sustainable and authoritative organisation with playing a system-
ic role in the international representation of Ukraine through the potential of
culture. The main tasks of the Ukrainian Institute are:

- raising recognition of Ukraine through the disseminating knowledge
about Ukraine;

— popularisation of the Ukrainian language and culture abroad;

- building international dialogue by supporting international exchanges,
ensuring Ukraine’s participation in cooperation projects in the field of creative
industries, culture, education, science, economy, etc.;

- dissemination of the Ukrainian experience in developing a civil society,
state formation, commitment to the values of freedom, democracy, national
unity.

With Ukraine ranked 55" one according to the Nation Brands Index 2020,
the Ukrainian Institute has recently carried out a comprehensive project “Re-
search on the perception of Ukraine abroad” (Ukrainian Institute, 2021). For the
first time, through in-depth expert interviews with foreign institutions repre-
sentatives in the field of culture, education, science, civil society, and local and
central government, diplomatic corps, international organisations, etc., it has

28



THEORY AND HISTORY OF CULTURE
ISSN 2410-1915 (Print) « Culture and Arts in the Modern World. Issue 22 « ISSN 2616-423X (Online)

studied the attitude and expectations of the foreign audiences to Ukraine, the
culture and opportunities for cooperation, their awareness of modern culture
and cultural heritage of Ukraine. In total, the study covers seven countries —
France, Germany, Poland, the USA, Japan, Turkey, and Hungary.

On 24 March, 2021, the Ukrainian Institute presented some results from
this series of researches, revealing the attitude to and a level of awareness about
Ukraine and Ukrainian culture in Japan, the United States and Turkey. The “An-
alytical Report: Perception of Ukraine Abroad” shows that when it comes to
awareness, interest, general characteristics of the Ukrainian culture, respond-
ents note that (Ukrainian Institute, 2021):

- in general, they perceive Ukrainian culture as Eastern European culture;

- sometimes refer it as being a part of the post-Soviet one;

- point out Ukrainian cuisine, as food/cuisine is now gaining momentum;

- emphasise the generally insignificant awareness of Ukrainian culture
and blurred images;

— express a special narrow interest in and demand for Ukrainian culture;

- state that supply creates its own demand, due to lack of information
about Ukrainian culture, nothing peaks the interest.

Conclusions

In the context of globalisation, building a nation brand and national im-
age is a complex process that requires comprehensive research and analysis.
Based on a territory’s positive image, nation branding is aimed at conveying
the idea of the state’s uniqueness and attractiveness to the target audience,
both domestic and foreign. The successful nation branding allows not only to
improve the external image of the country, but also to increase the level of the
state’s political influence in the international arena, strengthen international
ties and partnerships, stimulate a sense of national identity, and increase its
overall competitiveness.

Culture seems to be the most effective means of influence in the long run,
including in the political sphere, not addressing violent methods or unconven-
tional methods of pressure on public relations. Moreover, in the context of de-
veloping international cultural relations, culture is a priority in the national
strategies of the state and regional organisations.

The Nation Brands Index shows that leading states worldwide pay special
attention to the “culture” component as a tool for their nation branding now-
adays. Culture is considered a driving force in building a positive international
image and nation brand, more and more countries, including Ukraine, are de-
veloping new strategies for strengthening and promoting their cultural brand,
addressing to innovative methods of cultural diplomacy development, broad-
ening international cultural relations.

Thus, symbolism, language, cuisine, patterns of behaviour, historical her-
itage, arts — all this is an inexhaustible resource of the nation’s cultural poten-
tial, aimed at consolidating society within the state and creating a favourable
country’s image abroad. Therefore, culture is becoming an important tool for
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nation branding. It is one of the most important modern policy tools, both do-
mestic and foreign, promoting a positive image of the country abroad, result-
ing in the state’s reputation increase on the international arena and raising
its political influence and global recognition within international interaction,
distinguishing the country on the world arena.
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MeTa goctiIskeHHs MOJISrae y 3’ICyBaHHi Pojii KyJbTYPU SIK iIHCTPYMEHTY ITOOYIYBaHHS
HaIliOHAJIbHOTO OPEeHAMHIY, a TaKOX PO3BUTKY Ta IMPOCYBaHHS HAaIliOHAJIbHOTO OpeHOy
B IJ1I06AJIbHOMY KOHTEKCTi HalliOHa/IbHOT'O IMCKYPCY, 33 1/I51 YO0 ITPOBEIEHO CUCTEMATHU3AIIiI0
TIOHSTH «HAI[iOHATbHMIT OPEHAVHI» i «HAlliOHaJIbHMI OpeHI», a TAKOXK aHa/li3 TeOPEeTUUHUX
Ta MPaKTUYHMUX acIeKTiB (OpMyBaHHS SIK HalliOHAJbHOIO, TaK i KyJbTYPHOTO OpeHOy Ta
iMimKy KpaiHu B KOHTEKCTi peasisallii Mi>kHapomgHO1 B3aeMoii. MeTo0/IOTisT JOCTiIsKeHHST
TIOJISITA€ Y BUKOPUCTAHHI 3arajJbHUX METO/iB eMITipMUYHUX i TeOPeTUUHUX NOC/TiIKeHb, 1110
6a3yIOThCS Ha aHaJli3i, CMHTEe3i Ta KOHKPeTu3allii, i 3BOASITHCS 10 PO3IVISIY Ta Y3araJlbHEHHS
OTPUMAaHMX Pe3Y/IbTATIiB i3 METOIO PO3KPUTTS 3HAUEHHS (haKTopa «Ky/IbTypa» Y GopMyBaHHi
HalliOHAJIbHOTO OPEeHIMHTY Jep>KaBy SIK 30BHIIIHbO OPi€HTOBAHOIO (PEHOMEHY;, 1110 B YMOBaXx
MikHapogHOi B3aemofii Hamae iHdopmario mpo Te, Ko € KpaiHa. HaykoBa HOBM3HA
IOCTiIKEeHHS TTOJIATAE Y 3’ICYBaHHI POJIi KYIbTYPHOI KOMIIOHEHT! (hOPMYBaHHS OPEHINHTY
JepskaBU B KOHTEKCTi «JlepskaBHOI MOMiTHKM Y chepi HaIliOHATbHOTO GPEHIMHTY», aHai3i
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CKJIa[IOBOI «KyJIbTypa Ta CHAALIMHA» SIK KPUTEPIiI0, M0 BIUTMBA€E HA POPMYBAHHS CBITOBOTO
pemnyTailiitHoro peitTunry «Nation Brands», a Takosk po3misifi «I0BroCTpOKOBOI cTpaTerii
PO3BUTKY VYKpPaiHChKOI KyJIbTypu» SIK Bici moOygyBaHHS HAalliOHAJILHOIO OpeHOy Ta
MIDKHApOAHOTO iMiJixKy YKpaiHM B KOHTEKCTi pO3BUTKY KY/IbTYPHOI IUTIIOMATii Ta peasisanii
MIDKKY/IBTYPHOTO [iafiory. 3BepHEHO yBary Ha pe3yabTaTu «IOoCTigKeHHS CIPUNRHSITTS
VkpaiHu 3a KOPHOHOM» SIK TMOKa3HMKA CBiTOBOi 0Oi3HAHOCTI MPO YKPATHCBKY KYJIbTYPY
B aCITeKTi HAlliOHAJIbHOTO OpeH/TyBaHHS. Y BUCHOBKAX 3a3HAYAEThCS, IO ChOTOAHI B CUCTEMI
MIDKHApOAHOI B3aeMOZii KylnbTypa — Ky/AbTypHa CHajlMHA, KyJbTypHE Pi3HOMaHITTS
Ta KyJIbTYPHMII TOTeHIiaJ KpaiHu — HabyBae BeJIMKOTO 3HAUEHHSI caMe SIK iHCTPYMEHT
(opMyBaHHSI HAIliOHAJBHOTO OpeHAY Ta € HaiibiabIl e(eKTUBHMM 3aCOO0M CTBOPEHHS
MO3UTMUBHOTO MiKHAPOAHOTO iMiIXy KpaiHM y IOBIOCTPOKOBIili MepCreKTMBi. YCmiliHMUi
OpeHOVHT JepsKaBy MO3BOJISIE MiABUIIUTY PiBEeHb il MOMITMYHOrO BIUIMBY Ha MisKHAPOIHiit
apeHi, SMiLTHUTY MiXXKHApPOLHI 3B’I3KU TOLIO.

Kniouosi cnosa: xynbTypa; Hal[iOHAJIbHMII OPEHAVMHT; HAIl[iOHAJbHUIT OpeHn;
MIDKHApOIHMIT iMiK; KyJabTypHUIT OpeH[ KpaiHu/mepskaBu; MiKHAPOAHI BiHOCUHU;
MiKHaApOJIHA B3a€EMOJiS1; CTpaTErisl PO3BUTKY YKPaiHCbKO1 KyAbTypH
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Llenp mcwienoBaHusl — OINpeNeNNTb POJIb KyJAbTYPbl KaK MHCTPYMEHTA I1OCTPOEHMUS
HAlMOHAIBHOTO OPEHJIMHTA, & TAaKKe Pa3BUTUSI U MPOABUKEHUS] HALIMOHATBHOTO OpeH[ia
B NI06QJTbHOM KOHTEKCTe HAIlMOHATBHOTO IMCKypCa. [ AOCTVKEHNUS TTOCTaBJI€HHON 11e/n
MpOBeJIeHa CUCTEMATU3AIUS TIOHITUI «HAIMOHAIbHBIN OPEHAVHT» U «HAIMOHATbHbIN
O6peH[», a TakKe aHAIU3 TEOPETUYECKUX U MPAKTUUECKUX ACTIeKTOB (HOPMMUPOBAHMS KaK
HAlMOHATBHOTO, TAK U KYJIbTYPHOTO OpeHAa U MMU/IKA CTPAHbI B KOHTEKCTE peaau3alun
MEXIYHapOOHOIO  B3auMMOZeNCTBMSI.  MeTomosoruss  MCCIeNOBaHMSI — 3aK/IHOYAeTCs
B MCIIOJb30BAHUM OOIIMX METONOB SMIIMPUUYECKUX U TEOPETUUECKUX WCCIIeTOBAHUN,
KOTOpble 6a3MpYIOTCSl HA aHalKu3e, CMHTEe3e ¥ KOHKPeTM3aluuM, U COLepskaTcs B aHalu3e
1 060061IeHUY TTOTYYEHHBIX PE3Y/IBTATOB C I[EIbI0 PACKPBITUS 3HAUEHMST (DaKTOPa «KYJIbTYypa»
B ()OPMUPOBAHNY HAIMOHAIBHOTO GPEH/IMHTA rOCYJapCTBa KaK BHEIIHE OPYEHTUPOBAHHOTO
(heHOMEHA, UTO B YCIOBUSIX MEKIYHAPOHOTO B3aMMOJECTBUS IPEIOCTaBIsIeT MH(OPMAaIINIO
0 TOM, KaKO¥ SIBJIIeTCsl cTpaHa. HayuyHast HOBM3HA COCTOUT B OIIpeZie/IeHUI POJIU KyJIbTYPHOM
KOMIIOHeHTbl (opMMpoBaHMsI OpeHAMHra rocygapcTBa B KOHTeKcTe «[oCymapcTBEHHOI!
MOMUTUKY B cepe HAUMOHATBHOTO OpPEHIMHTa», AHAIM3e COCTABJISIONIEN «KYIbTypa
U Haclenue» Kak KPUTepusl, BAUSIONIEro Ha (GOpMMUPOBAHME MUPOBOTO PEIyTal[MOHHOTO
pefitunra «Nation Brands», a Takke paccMoTpeHUM «JI0JTOCPOUHON CTpATETMM Pa3BUTHUS
YKPAMHCKOH Ky/IbTYPbI» KaK 0CY (OPMUPOBAHVS HAIIMOHATHHOTO 6PeH/1a M MEXAYHAPOTHOTO
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UMMIKa YKpauMHbl B KOHTEKCTE Pa3BUTUSI KYJAbTYPHON IOUILIOMATUM U Deaau3aluu
MEXKY/IbTYpHOTO nuanora. O6paimieHO BHMMaHMEe Ha pe3yabTaThl «llccnemoBaHus
BOCTIpUSITUST YKpauHbl 332 PyOeKoM» Kak IOKasaTesis MMUPOBOI OCBEJOMJIEHHOCTU 00
YKPaWHCKOI Ky/IbType B aclieKTe HAI[MOHAJIbHOTO OpeHaMHTa. B BhIBOAX OTMEUaeTcsl, UTO
CEerofiHsI B CHCTEME MeKIYHapOJHOTO B3aMMO/IECTBMS KylIbTypa — KyJAbTYPHOE Hac/iefue,
KyJIbTYpHOE MHOrOOOpasue ¥ KyJIbTypHBI/ TOTEHIMAJ CTpaHbl, — MpuobperaeT BCE
60JbIIIOE 3HAYEHNE, 2 UMEHHO CTAHOBUTCS MHCTPYMEHTOM (hOPMUPOBAaHNS HALIMOHATBHOTO
6peHga u sBisieTcss Haubosnee 3GGEKTUBHBIM CPEACTBOM CO3JAHUSI TOJIOXKUTETHHOTO
MEeKIyHapOIHOTO MMU/IKa CTPaHbI B TOJITOCPOYHOI MepCreKTuBe. YCIelnHOe MOCTPOeHe
OpeHJMHra TOCyapCTBa IMO3BOJISIET MOBLICUTh YPOBEHb €0 MOJUTUYECKOTO BIUSIHUS HA
MeXIyHapOIHON apeHe, yKPeuTh MeXKTyHapOHbIE CBSI3U U T. II.

Kniouesbie cnosa: KynbTypa; HAUMOHAIbHBIN OPEHAVHT; HAIMOHAIbHBI OpeHI,;
MEXAYHAPOIOHBbI VMUK, KYJbTYPHBIM OpeHA CTPaHbl/TOCYapCTBA; MeKIyHapOAHbIe
OTHOIIIEHUSI; MEXKIYHAapOJHOe B3aMMOAENCTBUE; CTPATeTUs pa3BUTUSI YKPAUHCKON
KYJBTYPbI

33



THEORY AND HISTORY OF CULTURE
ISSN 2410-1915 (Print) « Culture and Arts in the Modern World. Issue 22 « ISSN 2616-423X (Online)

DOI: 10.31866/2410-1915.22.2021.235889
UDC 659.1:316

CULTURE FORMING ASPECT OF PUBLIC SERVICE ADVERTISING
Yurii Horban

PhD in Cultural Studies, Associate Professor,
ORCID: 0000-0001-5837-4409, y.i.gorban@gmail.com,
Kyiv National University of Culture and Arts,
36, Ye. Konovaltsia St., Kyiv, 01133, Ukraine

For citations:
Horban, Y. (2021). Culture Forming Aspect of Public Service Advertising. Culture and Arts in the Modern
World, 22, 34-44. https://doi.org/10.31866/2410-1915.22.2021.235889.

The advertising space acts as a global axiological translator at the present stage, forming
a new anthropological type. Acting as a mechanism of persuasion, advertising has become
a particular cultural consumption factor, forming a certain way of life and worldview of
a person. Public service advertising is the most up-to-date, dynamic and accessible system
among information and advertising technologies as to creativity. The purpose of the article
is to analyse the peculiar workings of public service advertising discourse and determine the
dominant sphere of advertising impact. The research methodology is based on the use of
analytical, structural methods, and also objectivity and consistency standards for identifying
the procedure, features and typology of public service advertising and functional features of
forms of social advertising impact. The study’s scientific novelty consists of public service
advertising as a cultural phenomenon, demonstrating the importance of a comprehensive
study of cultural, anthropological and philosophical aspects of advertising activities.
Conclusions. Thus, focused on the mass environment and reality, advertising is ontologically
focused on material mediation and is the most profound intuition of social action. The
art of advertising is an ability to convey information, prioritise skills and creativity, and
attract the creative realities of a person’s identity and the subject of advertising discourse.
It is proved that in advertising, virtual reality becomes a broad integrative mechanism in
all its connotations, presentation, systems of human functioning and personal identity
in the virtus space of contemporary culture. The culture of information and advertising
presentations tries to assimilate, on the one hand, a cultural tradition, and on the other —
makes it possible to escape from the brutal, primitive reality of complaint, the need to
survive, compete for life. The entire advertising system is ontologically immersed in ethics
and aesthetics.

Keywords: advertising; public service advertising; culture; art; technology; information

Introduction

One of the cultural and creative aspects of modern life, which enters mass
culture, acquiring a highly sharp artistic impulse of the expressive type, is ad-
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vertising. It has become a separate, independent art form with a huge budget
and a significant impact on society. Modern advertising messages acquire the
characteristics of a performance type, are theatricalised, become serial, form
presentations. Cultural, social and economic processes create conditions for
the existence of advertising space in a new capacity, namely as a global axiolog-
ical transmitter, forming a new anthropological type of person, which acquires
certain features due to the peculiarities of today’s consumer society. New tech-
nologies for competitive advertising products are being created at an accel-
erated pace. New ideas are being produced constantly because an advertising
campaign is often based on one specific idea.

At the same time, among information and advertising technologies, the
most relevant is public service advertising, the effect of goal setting of which is
carried out by a certain sociopragmatics. Public service advertising is also the
most dynamic advertising message system and is free in terms of the artistic
potentials of the advertising image.

Purpose of the article

The purpose of the article is to analyse the features of the functioning of
public service advertising discourse and determine the dominant sphere of ad-
vertising action.

The research methodology is based on analytical and structural methods,
which made it possible to study public service advertising in information and
advertising discourse as a mechanism of culture creation and identify its fea-
tures and typology. In the study, the principles of objectivity and systematisa-
tion are also used to identify regularities and functional features of communi-
cation forms, the material mediacy of which is the most profound intuition of
the social action of advertisings.

The study’s scientific novelty consists of public service advertising as
a cultural phenomenon, demonstrating the importance of a comprehensive
study of cultural, anthropological and philosophical aspects of advertising
activities.

Recent research and publications analysis. L. Romanovska’s works (2019),
who considers public service advertising an innovative form of social reflection,
that uses vast opportunities to spread aesthetic, moral, spiritual and social pos-
itive values; M. Hasiuk and V. Shkrabiuk’s works (Hasiuk & Shkrabiuk, 2019)
devoted to the types and mechanisms of influence of public service advertising
on the human psyche, in particular the features of the use of rational and emo-
tional public service advertising in the prevention of addictive behaviour in ad-
olescence; O. Hrabchak (2015), who focuses on the identification of the subject
field of the concept of “public service advertising”, the role of public service
advertising in the processes of self-regulation of society, the features of the
functioning of the public service advertising market in Ukraine and the prob-
lems of its research are significant for understanding of public service adver-
tising and its impact on human behaviors/psyche. A. Sohorin (2018) examines
the advertising impact on the norms and gender stereotypes of consumers and
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analyses the problems of the construction of gender stereotypes in advertising
discourse.

Main research material

Advertising is highly diverse in terms of content presentation style, values
and ideology. Under its influence, people’s worldview can become unsystem-
atic and contradictory. And it is for these reasons, advertising is considered
an important factor in the formation of morals, lifestyle, and behaviour. It is
especially true for children and young people who do not have the experience
for critical comprehension of information yet. Moreover, performing the role
of persuasion mechanism, advertising carries the danger of negative impact —
the creation of false, extra or harmful needs, the focus on meeting only psy-
chophysiological needs, the increase of prestige. Instead, there is an indirect
abasement of spiritual and intellectual values (Hrabchak, 2015).

Advertising discourse is ingrained in the consumer’s fibres that it acts as an
inevitable cultural consumption factor. Modern society can no longer imagine
its existence without advertising. Teenagers sing advertising slogans, and ad-
vertising songs are part of children’s everyday life. A person promotes oneself,
becomes a subject of advertising discourse, and sees no other role in communi-
cation than presentational and gaming.

Typologically, advertising is differentiated by genre characteristics: out-
door, transport, verbal type, radio, television. We also single out such type of
advertising discourse as inserts in informational messages and works of art,
which initially caused shock, but later we got used to them, and it turned out
that they are the most effective. The commercialisation of the advertising space
shows that advertising is not just a “motor trade”; it has become a kind of reg-
ulator of mass culture and everyday culture.

Advertising genres are polarised, and there appears demand for public ser-
vice advertisings: drug addiction, alcohol, depression, discouragement, etc. re-
quire not only treatment of the targeted client but also specific measures of
a particular intervention in the human soul. Moreover, advertising as a type of
identity and consumption of values in a certain period gets to the model space
of artistic images of social goal setting, especially in the context of globalism.

It should be noted that most researchers of public service advertisings con-
sider it either in terms of sociological roles and functions or political science
concepts. Public service advertising as a mechanism of suggestion and influ-
ence has a clear publicistic direction with its clearly defined syntagmatics (spa-
tial articulation), which forces the design of public service advertising to con-
centrate its messages, bring them to the aphoristic limit of self-determination.
However, the “public service advertising” notion has not got final definitions yet.
Any advertising is public. However, “public” refers primarily to advertising that
exposes social issues and personifies them.

Public service advertising dramatises the conflict of denial and call for join-
ing to specific values most of all, thus achieving the most significant degree of
contrast. The subject of public service advertising is not an individual or a par-
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ticular community but the human race as a whole. It is the horizon, actor and
actant of social action. But there is a paradox: the human race as a total does
not act. It does not even contemplate. The race is the ultimate abstraction of
a person or generic person who lives in real time and space, realises himself in
a particular environment.

In public service advertising, the text carrier is a particular type of infor-
mation, the characteristics of which are publicism, publicity and advertising
(Mel’nik, 2010a). It means that the text presentations, although being advertis-
ing formally, meet the criteria of publicism meaningfully, and the social media
advertising text is understood as one of the mechanisms for the construction of
social problems. The category of the problem becomes a constant in social and
advertising discourse. The feature of public service advertising as publicity is
variable, which is manifested by the explication of the initiating subject of adver-
tising activity, which is not typical for public service advertising discourse. “The
advertising nature of the information presented in the text of public service me-
dia advertising is understood as the ability to pass representative information
through the basic modules of advertising impact: segmentation, positioning,
image-making, branding. Considering this, the brand name expressed implicitly
in the structure of the text of public service media advertising and, correspond-
ingly, implemented poorly in the process of influence of such basic module as
branding, it becomes necessary to reconsider views on the role that grows in the
process of the promotion of socially significant ideas, positions and image of the
social object that is advertised, which perform a compensatory function in this
case” (Mel’nik, 2010b). A brand as a trademark, as a “quality guarantor” does not
play a leading role in public service advertising. Any subject of the discourse is
already a generic subject. And thus, the branding issue disappears.

Thus, the manifestation of modern social problems is defined as a con-
trasting dispositive, where good and evil are polarised. And, in fact, public ser-
vice advertising is included in similar categories: social propaganda, socially-
oriented advertising, socially responsible advertising, non-commercial adver-
tising, public advertising, public service advertising discourse, etc. Thus, the
nominative nature of public service and advertising discourse only emphasis-
es its uncertainty. So, the space of “public service advertising” indicates that
society acts as a mask, as a metaphor for other problems. A person in society,
a person outside society, a person as a generic being that fits in and does not
fit into society, produce an ideological complex of public service advertising,
which is religious in its essence. “Religare” — connection of people, connection
with the absolute — with the absolute good, that eliminates metaphysical evil,
exposes metaphysical guilt or, conversely, raises it to a pedestal — these are the
mechanisms that work in public service advertising implicitly.

Public service advertising needs to treat social ulcers. Therefore, its vis-
ualisation and aggressive problem definition make it possible to exacerbate
counterfactual realities. That is, to deny the destructive reality at the level of
the deep metaphysical foundations of its emergence and suggest “radical med-
icines” that give the possibility to be sure that a person will become different.
The text of the public service advertising has its communicative specifics and
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semiotic reality, which manifests social problems and forms the need for their
elimination.

At the same time, verbal and visual markers of public service advertising
are only its phenomenological features. Behind them, there is the image’s poly-
modality, absoluteness of the ideal, absoluteness of life and denial of death, de-
nial of disease, degradation, stagnation. One of the most important principles
of public service advertising discourse is contrast. Most often, there is death —
life, illness — health, degradation — development, disharmony — harmony.
They correspond to the desired ideal categories: life, health, success, ideal, har-
mony, etc. The problem of the dispositive of public service advertising consists
not in binarity and opposition but the search for the dispositive as a system
of reconciliation of contradictions, but reconciliation by the intensification of
the social problem, which in the verbal and visual context of the discourse is
determined by the semantic continuum of radical elimination of evil. Instead of
“nothingness” (the antithesis of being), there is an image of creation, transfor-
mation into a real, integral being of a person. It is always a utopian path, which
leads mainly to visionary, suggestion. In the art aspect, this path is a roman-
tic manifestation of the self-realisation of the author’s idea. But public service
advertising does not smooth away or level out problems but, on the contrary,
aggravates them trying to find a positive way out of the negative. “The possi-
bility of such mutual understanding regarding the criteria, models, standards
of a correct decision in all human life situations implies speech mutual under-
standing in every possible language game, which is a priori connected with the
rules that can be established not by “convention”, but, on the contrary, make
“convention” possible. In my opinion, these meta-rules of all conventionally
established rules belong not to certain language games or life forms, but a tran-
scendental language game or an unlimited communicative community”, notes
communication theorist Karl-Otto Apel (1982).

Thus, there is not only verification of certain meanings of life but also an
event in public service advertising. That is the symbolic reality of problema-
tised existence presented on a particular stage. And here, it is vital to apply the
category of “act”. Everyone who participates in the discourse becomes actants,
causing this act. The act of problem presentation can be simultaneous, which
solves all the problems in an instant, or it can eliminate them in the future and
never solve them. The range of temporalities from one moment to eternity,
solution and non-solution of the problem at all — is the distance in which the
dispositive of the discourse of public service advertising is formed. The dispos-
itive is not a concern for oneself, according to M. Foucault, and not a problem
of comprehension of a reasonable solution. This solution is rather aesthetic,
visionary, mystical.

V. Muzykant, analysing the theory and practice of modern advertising, gives
a detailed phenomenology of advertising discourse according to T. Smith: “The
first time people look at any given ad, they don’t even see it. The second time,
they don’t notice it. The third time, they are aware that it is there. The fourth
time, they have a fleeting sense that they’ve seen it somewhere before. The fifth
time, they actually read the ad. The sixth time they thumb their nose at it. The

38



THEORY AND HISTORY OF CULTURE
ISSN 2410-1915 (Print) « Culture and Arts in the Modern World. Issue 22 « ISSN 2616-423X (Online)

seventh time, they start to get a little irritated with it. The eighth time, they
start to think, “Here’s that confounded ad again”. The ninth time, they start
to wonder if they’re missing out on something. The tenth time, they ask their
friends and neighbours if they’ve tried it. The eleventh time, they wonder how
the company is paying for all these ads. The twelfth time, they start to think
that it must be a good product. The thirteenth time, they start to feel the prod-
uct has value. The fourteenth time, they start to remember wanting a product
exactly like this for a long time. The fifteenth time, they start to yearn for it
because they can’t afford to buy it. The sixteenth time, they accept the fact that
they will buy it sometime in the future. The seventeenth time, they make a note
to buy the product. The eighteenth time, they curse their poverty for not al-
lowing them to buy this terrific product. The nineteenth time, they count their
money very carefully. Finally, the twentieth time prospects see the ad; they buy
what is offering” (Muzykant, 1988, p. 39).

When public service advertising is created, it is important to consider the
age and social characteristics of the target audience. If the recipients of public
service advertising are young people, the source of dissemination must be the
Internet (in particular, social networks) and less — television. Informational
messages of public service advertising should be directed not only to the ob-
ject of influence but also to its environment. The rational component of pub-
lic service advertising should contain information about the harmful effects
of alcohol, tobacco or drugs on the human body, as well as about difficulties in
addiction and problems that can potentially arise in various spheres of life. The
emotional one is more influential when using positive motivation, stimulating
a sense of responsibility and duty. Therefore, it is especially important to use
the short-term insertion of emotional advertising in rational advertising to in-
crease the recipient’s attention (Hrabchak, 2015).

Advertising as a way of identity is utterly archaic. Thus, K. Sal’nikova
(2001), who studied the motives of identification in advertising, writes: “Adver-
tising constantly calls for the use of products, to consume them in all substan-
tial, essential forms. It is a general sustain purpose of advertising. The direct
realisation of the excitatory vector in action is the motive of eating. In adver-
tising plots, any food theme is natural, the consumption of products as if with-
out a trace, in its pure form, in the literal sense, that is, consumption as such.
<....> Beauties and handsome men eat, closing their eyes and freezing almost
in ecstasy. The close-ups of the delighted faces are intertwined with extra-large
plans of erotically moving lips. The characters of other types, especially simple-
tons, eat “tastefully” and joyfully, with moderate and excessive physiological
optimism. Families eat in a melodic minor or major, perfectly simultaneously.
Food is a pleasure that is accessible to everyone. And that’s why food is a “uni-
ty”, a yummy association that unites the entire potential audience of people
equal about food from birth. People of different appearance, gender, age, social
status, character, profession, intelligence — all people are created equal to eat
something” (pp. 17-18).

In advertising, there is always the effect of identity totalisation, which
is carried out simply by “communion” to the things, “eating” the advertising
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image. Haptic eating, the impact of searching for the most profound identifi-
cation systems, simplifies communicative discourse and homogenises it. The
homogeneity of advertising is defined so much that the boundary between
male and female is overcome. Advertising becomes androgynous. The androg-
yny of advertising universalises information transmission systems even more.
It is especially noticeable in the post-Soviet space: the purely female type of
attractiveness and glamour does not work because people are in a difficult
situation; they can not buy everything. And the strong-willed male impulse is
reduced in advertising because society suffers from political fights, new rich
people, millionaires; that’s why androgyny arises in one or another genre di-
mension, a figurative flash image that presents either men or women as sub-
jects of consumption. Therefore, advertising should not be considered as an
auxiliary phenomenon. It becomes a total communication discourse. And the
first of the main tasks of advertising is the need to be relevant. Advertising is
always focused on the replacement of the subject with a flash image, brand,
trend. Thus, the perfect item is always advertised. However, the function of
advertising is not to make a person buy a particular thing or service but en-
courage them to buy.

Advertising becomes polyphonic; advertising genres become polarised.
The communicative space of advertising is acquiring the signs of the poetics of
Postmodern art, including such broad relations as land art, for what it’s worth
an advertising campaign about repainting rocks in red, green, blue colours. On
the one hand, it is the determination of industrial markers of nature, and on
the other hand — advertising of paints. Performance advertising tricks are also
involved when advertising turns into a particular myth design.

Advertising becomes one of the aesthetic and cultural dimensions of every-
day culture and is closely integrated into popular culture. Advertising begins to
work in the field of protest simulacra, in particular, putting up non-commercial
political posters in unapproved places, production areas of products contradicts
the advertising discourse in general but actualises attention to itself in con-
trast. Media and multi-activity of advertising become highly aggressive, which
begins to offend the recipient immediately. There arises a need to humanise
advertising messages and form certain communicative ethics of advertising.
P. Ricoeur (1995) writes: “The violence of speech should be considered not only
as a formal truth but also be spoken of as the imperative of the commandment
“Thou shalt not kill” at any time, even when it cannot be fulfilled. The one who
keeps this commandment always recognises the other as an intelligent being
and respects him in every possible way” (p. 146).

There are also specific strategies implemented in the advertising culture
as effective mechanisms for information presentation and transmission. It is
about the balance of presentation and management. The codes of sign systems
according to Kh. Kaftandzhiev (2006) are defined as a system of rules by which
signs are used when a message is created and perceived. They include: “rules
of alphabetising, semantics, syntactics and pragmatics. The alphabetic code is
a system of rules by which we structure the alphabets of sign systems. The se-
mantic code is a system of rules that we use to structure and express meanings.
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The syntactic code is a system of rules according to which we combine charac-
ters into texts. The pragmatic code is a system of rules that help to use signs
depending on the corresponding communication situation” (p. 34).

It should be emphasised that the means of information transmission are
changing, but the communicative and semiotic context remains the same.
A balanced presentation also has a significant role in integrating advertising
technologies, as equipment prices are reducing. It is not difficult to imagine
a time when the walls of the exposition will be made entirely of digital panels.
However, traditional materials and demonstration tools will balance informa-
tive and communicative opportunities for information presentation.

An essential aspect of advertising is the management and maintenance
of media technologies. Content can quickly transform from the most modern
means of imagination to the most routine ones. Such changes should be pro-
grammed as certain cyclical fluctuations in the information and advertising
space, using the possibility of eliminating outdated items, not to mention reg-
ularly updating positioning systems. It is about the exposition of the informa-
tion field, although these problems belong to a culture. Each of the identified
areas of information and advertising presentation performs a specific function
based on its tasks. After all, the temporality of information presentation, the
focus on its constant updating and capacity, understandable codes of its trans-
mission, and, at the same time, its effectiveness and attractiveness — this is the
supertask of all cultural practices of advertising.

So, advertising brings its unique locus to everyday culture. It is focused on
a condensed expressive manner of image presentation, unfolding it into infin-
ity (public service advertising), as well as on a balanced information presenta-
tion (sociopragmatics of advertising messages), which tries to subject (criti-
cism) all other information messages to complaints, to consolidate its image
as a dominant one. Advertising performs the material intermediary function of
the imaginative construction (verbal, visual, figurative, subject). The informa-
tion construction as a pattern, gestalt of the advertising message characterises
the unity of all determined aspects, their cultural and historical integrity.

Conclusions

It was found out that the culture of information and advertising presenta-
tions as a kind of art is defined in ontological realities that have been institu-
tionally formed in the space of the environment of the objective world. Since
advertising is focused on the environment, reality, then it is concentrated on
the material mediation or conversion of all other auditory, visual, symbolic,
sign forms of communication into the code of a thing ontologically, material
mediation is the most profound intuition of the social action of advertising.
Thus, a thing, a symbol, a sign, an image represent the ontology of advertising
messages as a human-dimensional space, a reality with artistic features. The
art of advertising is defined as the ability to convey information, formulate its
priority skilfully and as creativity — to attract the creative realities of a person’s
identity and the subject of advertising discourse.
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It is essential to understand the integrative locus, the mechanism of cul-
ture formation. In our opinion, virtual reality in all its connotations, all modes
of its presentation, systems of functioning and self-determination of a person
as a being in the virtus space of contemporary culture become a broad integra-
tive mechanism. After all, virtus man does not have a mortal form of existence.
On the contrary, a human consumer receives a guarantee of immortality by
purchasing a particular product or service. In fact, this is an archaic code of
culture creation — the elimination of death. Still, it is not brought to the surface
because this archetype is devalued in the context of modern sociopragmatics of
communication. The immortality of the “homo” genus appears in portraits —
the faces of people who have already achieved it. The cyborg warriors, victims
of disasters, legendary artists, singers are combined in one comprehensive
course of the dynamics of information messages of everyday culture, in which
advertising performs the role of a director, an arranger and a seductive image.

Thus, it is possible to state that the culture of information and advertising
presentations tries to assimilate, on the one hand, cultural tradition, and on
the other hand — provides an opportunity to escape from the brutal, primitive
reality of the complaint, the need to survive, compete for life and more. The
whole system is ontologically immersed in ethics and aesthetics. It should be
also noted that advertising has a reduced aesthetic reality, in particular, “trag-
edy” as an aesthetic category is almost not defined in it. We will not see tragic
videos in advertising, and they are more focused on the comic than the tragic.
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MepeKOHaHHSs, peKjiamMa CTaja MeBHOK HOPMOK KyJbTYPHOTO CIOKMBAaHHS, (GOPMYyHOUU
MEeBHUI CTIOCIO JKUTTS Ta CBITOCIIPUITHATTS JtogviHu. HaltbibIn akTyabHOW0, IUHAMIYHOO
Ta BIIbHOIO B IUIAHI XYIOXHIX ITOTEHIIii CUCTeMOI0 cepel, iHbOpMaIliliHO-peKIaMHUX
TEXHOJIOTIi1 € colliayibHa pekyiama. MeTor CTaTTi € aHaIi3 0cobMMBOCTel PYHKIIOHYBaHHS
COILIiaJTPHOTO PEKIaMHOTr0 OVMCKYPCY Ta BUM3HAUEHHS MOMiHAaHTHOI cdepu pekmamHOi mii.
MeTogmomnorisi OOCTiIKeHHsI IPYHTYETbCS Ha BUKOPUCTAHHI aHaJiTUUYHOTO, CTPYKTYPHOTO
METO/IiB, a TAKOX MPUHIIUIIIB 00’€KTMBHOCTI Ta CMCTEMHOCTI [IJi1 BMUSIBJIEHHSI MEXaHi3My,
O3HAaK i TUTIONOTii coniambHOI pekamu Ta QYHKI[IOHATBHUX 0COOIMBOCTEN POpM COITiaTbHOT
nii pexnamu. HaykoBa HOBM3HA TIOJISITAE Y JOCTIIKEHH] colliaibHOT pekyaMu Ik peHOMeHa
KyJIbTypY, IEMOHCTPYIOUM 3HAUYIIiCTh KOMIIJIEKCHOTO BMBYEHHSI KYJIbTYPOJIOTiUHOTIO,
AHTPOIIONOTiYHOTO Ta (GiocodChKOTO acIeKTiB peKIaMHOI misibHOCTi. BucHoBKU. OTKe,
Opi€eHTOBaHa Ha MacOBe CepeloBUIIe Ta pPeasbHICTh, peKjiaMma OHTOJOTIYHO 30cepemKeHa
B PEUOBMHHOMY OTIOCEPEIKYBaHHI Ta € HAIMOIIO iHTYii€r0 coniambHOi fii. MucTeTBo
peKyiaMy BMU3HAYAETHCS BMiHHSIM JOHECTM iHbOpMallilo, MaiCTepHICTIO BU3HAUUTU i
MPiOPUTETHICTD, i TBOPYICTIO — 3alyYUTM KpeaTUBHi peasii iIeHTUYHOCTI JIOOVHU Ta
cy6’eKTa DPEKIIaMHOTO IOMUCKypcy. oBemeHO, 10 B peKaaMi IIMPOKUM iHTerpaTUBHUM
MeXaHi3MOM CTa€ BipTyajbHa PeanbHICTh y BCiX il KOHOTalisIX, Ipe3eHTallisx, CUCTeMax
(YHKIIOHYBaHHSI Ta CaMOBM3HAUEHHS JIIOAMHU B MPOCTOPi Virtus Cy4acHoi KyJbTypu.
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KynpTypa iHbopMalliiiHO-peKIaMHKX IIpe3eHTallili HaMara€ThCsl 3aCBOITH, 3 OTHOIO OOKY,
KYJIbTYPHY TPaJMuILilo, a 3 iHIIOr0 — Ja€ MOX/IMBICTh BTeUi BiJl OpyTaJbHOI, MPUMITUBHOI
peaybHOCTI peK/IaMallii, HeOOXigZHOCTi BMKMBATH, 3MaraTucs 3a SKUTTS, a BeCb peKJIaMHMit
KOMIIJIEKC OHTOJIOTiYHO 3aHYPEHMII B €TUKY i eCTeTUKY.

Knwouosi cnosa: peknama; coliiabHa peKkaaMma; KyabTypa; MUCTELTBO; TEXHOJOTis;
inopmarris
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Kuesckuii HayuoHaneHwlii yHU8epcumem KyJavmypsl U UCKYCCM,
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Ha coBpemeHHOM B3Tarme peKJIaMHOE€ IPOCTPAHCTBO BBICTYMAET KaK [IOOAIbHbIN
aKCUOJNIOTUYECKUIT TPAHCIASITOP, KOTOPBI (OPMUPYET HOBBIM AHTPOIOIOTUYECKUIA
TuUI. BBITOMHSST pOJib MeXaHM3Ma YOeXAeHMus, peKjiaMa CTajia OINpeneeHHOV HOPMOii
KYJIbTYPHOTO TOTpe6IeHs, pOpMUPYsT OTIpele/IeHHbI 06pa3 XKU3HU ¥ MUPOBOCIIPUSITHE
yesioBeka. Haubosee akTyanbHOI, IMHAMWYHON 1 CBOOOMHOI B TUIAHE XYIOXKECTBEHHbBIX
MOTEHI[MII CUCTEMOI cpeau MH(POPMAIMOHHO-PEKIAMHbBIX TEXHOJIOTUI  SIBJISIETCSI
coumanbHas pekaama. Llesbio CTaThu SBASIETCS aHAIM3 0CO6eHHOCTEN (PYHKIIVMOHMPOBAHUS
COLIMANBbHOTO PEeKJIaMHOTO IMCKypca ¥ OIpefeseHye NOMMHAHTHONM cdepbl PeKIaMHOTO
BO3/IeliCTBUSI. MeTOmOMOT ST UCCIeJOBaHMSI OCHOBAHA HA MCIOIb30BaHUM aHATUTUYECKOTO,
CTPYKTYPHOTO METO/IOB, a TAKKE TIPUHIIUTIOB 06EKTUBHOCTHU U CYICTEMHOCTH J1J15T BBISIBJIEHWST
MeXaHM3Ma, MPU3HAKOB U TUIOJIOTUYM COLMAIBHON pPEeKIaMbl U (PYHKIVMOHAIbHBIX
ocobeHHOCTe)1 GOpM COLMATBHOIO HeicTBMS peknaMbl. HayuHass HOBM3HA 3aKII0YAETCS
B UCCIEIOBAaHUM COIMAIbHOI peKIaMbl Kak (eHOMeHA Ky/IbTypbl, JTeMOHCTPUPYS
3HAYMMOCTh KOMIUJIEKCHOTO W3Y4YeHUST Ky/IbTyPOJOTUYECKOTO, AHTPOIOIOTNYECKOTO
" Gri10coCKOro acreKTOB PeKIaAMHOI NesiTeIbHOCTU. BbIBOAIbI. VITaK, OpMeHTUPOBAHHAS HA
MacCOBYIO Cpelly ¥ PeabHOCTh, peKaMa OHTOJIOTMYECKY COCPeOTOYEHA B BeIlleCTBEHHOM
OTIOCPE/ICTBOBAHUM U SIBJISIETCSI CaMOil TIyOOKOV MHTYUIME COIMaIbHOTO IeliCTBMUS.
VcKycCTBO pekyiamMbl OTIPelesieTcsl YMeHMeM J[IOHeCTM WHOOpMauuio, MacTepCTBOM
OTIPeJIeIUTh €e TMPUOPUTETHOCTb, ¥ TBOPUECTBOM — IIPUBJIEYb KpeaTUBHbIE peaauu
UIOEHTUYHOCTY YeJIoBeKa U CyObeKTa PeKJIaMHOTO AucKypca. Jloka3aHo, YTO B pekiame
MVPOKUM MHTETPATUBHBIM MEXaHMU3MOM CTAHOBUTCSI BUPTYaabHAas PeaJbHOCTh BO BCEX
ee KOHHOTAUMSIX, MPe3eHTalusIX, cucTeMax (YHKIMOHMPOBAHUS M CaMOOTIPeNeTeHus
yeJioBeKa B TMPOCTPAHCTBE Virtus COBpEMEHHOI KynbTypbl. KynbTypa MHMDOpPMAaLVOHHO-
PEeKJIaMHbBIX TTpe3eHTAlMii TTbITAETCS] YCBOUTD, C OOHOM CTOPOHbI, KyJAbTYPHYIO TPAIUIINIO,
a C [Opyroil — pmaeT BO3MOXHOCTh IoOera OT Tpyboil, NMPUMUTUBHON peasbHOCTU
pekIaManyy, Heo6X0IMMOCTY BbDKMBATh, GOPOTHCS 32 JKM3Hb, @ BECh PEKIIAMHBII KOMIUIEKC
OHTOJIOTMYECKY ITOTPY>KEH B ITUKY U ICTETUKY.

Kniouessie cnosa: pexinama; conuaabHas pekjiama; KyJbTypa; UCKYCCTBO; TEXHOIOTUS;
mnHpopMaIus
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The purpose of the article is to highlight the features of contemporary national culture
as a special artistic meaning of the Gesamtkunstwerk, which is formed by a reflection of
a predominantly historical pattern. The research methodology consists of a set of scientific
methods of general and special nature. Methods of analysis and synthesis, as well as
historical, cultural and systemic approaches, were used to reveal the essence of virtual
reality of super narratives in the information space, which are the impetus for the formation
of ethical, aesthetic and artistic consensus. The relevance of the research is determined by
the need to study the postmodern paradigm, which gives the rise to the new discourses that
replace the narratives of the communist era in the interpretation of the history of the post-
totalitarian space. The scientific novelty of the study is that it shows post-Soviet culture as
an inertial phase of post-totalitarianism, which has an image simulative tottalogy of reality.
Conclusions. The article demonstrated that the artistic meaning of the Gesamtkunstwerk of
the post-Soviet space is a desirable reality, but it has stopped at the level of the fairy-tale
narrative, which is formed by a reflection of a predominantly historical pattern. The time
and space of culture in the dimension of the simulacrum world appear as another kind of
aesthetics virtus. It has been noted that the cultural reality of post-totalitarianism is at
a stage when it is necessary to realise that the invented reality of the fairy-tale type is not
art. So, the hybridity of creative efforts, post-coloniality, hypercriticism as a way of being,
vital energy represent a set of motives that adds little to the understanding of the situation
of postmodern creativity in Ukraine. Conversely, national slogans indicate the need for
a national identity, because time is waiting for the manifestation of creative initiatives of
artistic synthesis.
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Introduction

Gesamtkunstwerk as a universal work of art in the contemporary world is
a dimension of the interpretation of the state of culture forming, where art
plays a leading role as a modelling principle for cultural development. The ar-
tisation of cultural practices defines another dimension of the understanding
of this space. Along with the political culture and culture of everyday life, there
is a new extremely powerful cultural movement associated with art, which has
the potential to harmonise the reality of the development of national cultures
in the era of globalisation.

The post-Soviet space becomes an all-encompassing art, because Stalin’s
Gesamtkunstwerk, according to B. Groys (1993), is a totality of culture, creat-
ed by great suffering, by groans of millions of martyrs, by “cultural” means of
destroying everything human in a man. Therefore, post-Soviet culture as an
inertial phase of post-totalitarianism falls into a different context of the unity
of the visual and verbal worlds of information presentation. Its virtual space
looks like a work of art with a new tottalogy of reality, an image simulative one.
We can speak of artisation as virtualisation, the application of artistic art con-
figurations in other cultural dimensions of human existence.

Purpose of the article

The purpose of the article is to highlight the features of national culture
in the post-Soviet space as a special artistic meaning of the Gesamtkunstwerk,
which is formed by a reflection of a predominantly historical pattern.

The research methodology consists of a set of scientific methods of gener-
al and special nature. The systemic approach made it possible to identify the
post-Soviet state of culture, where the leading place is occupied by art as the
principle of shaping the development of culture. The methods of analysis and
synthesis were aimed at studying virtual constructions of historians in the in-
formation space and their definition as phantasmagoria of interpretative sim-
ulacrums. The historical and cultural approach is determined by a comprehen-
sive study of the use of artistic art configurations in other cultural dimensions
of human existence.

The scientific novelty of the study is that it shows post-Soviet culture as an
inertial phase of post-totalitarianism, which has an image simulative tottalogy
of reality.

Recent research and publications analysis. The development of post-
Soviet culture is one of the important issues in research on post-totalitarian-
ism. Thus, Ye. Bystrytskyi (1995), studying the culture forming direction of na-
tional cultures in the era of globalisation, notes that “post-communist freedom
is freedom in the specific concept of liberation from the old without having
sufficiently defined social ideals and regulative ideas” (p. 30). While previously
creative artists with independent thinking perceived the intrinsic value of art
and the value of the author’s position, using the principle of “lying with the
truth”, according to H. Skliarenko (2006), then with the collapse of the total-
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itarian system, postmodernism became a consolidating factor for some time.
Moreover, “as a legacy from previous times, there is a complete destruction of
the language for describing reality in social realism, the spread of false auton-
omous objects of pseudo-reality” (p. 377). In particular, V. Chernetskyi (2013)
notes that social and cultural transformations have led to the emergence of
the “second world”, social art, magical realism, carnival and heterotopia, cor-
poreality and sexuality, the national, queer aesthetics, etc. in post-Soviet liter-
ature. Also, V. Propp (1986) notes that the emergence of fairy-tale images and
attempts to “find a historical basis has brought the fairy tale to life” (p. 113) or
new historical myths, such as Ya. Tudorovskii (2017) about the execution of the
Tsar’s family.

At the same time, the issues of alternative concepts of post-modernity,
which are formed by reflection of a predominantly historical pattern, have been
insufficiently covered.

Main research material

Postmodernism combines the culture of the post-Soviet space in the art di-
mension of the creator’s self-actualization. The art reality of culture formation
becomes the environment for the emergence of the newest systems of identity
of the creative subject, an authentic dimension of the artistic activity of a per-
son, close to Western traditions. However, the postmodernist paradigm is an
extremely aggressive attractor (the search for harmony in a modern, chaotic
environment), which gives rise to new discourses that replace the narratives
of the communist era. Still, these narrations return in the form of a dreamlike,
virtual world, taking shape as artistic transformations of the time and space of
history. The post-modern man finds himself in a series of alternative concep-
tions, systems of evidence, and stage interpretations, where the reflexion of
interpretation becomes art.

A phantasmagoria of interpretative simulacrums can also be called “histo-
rians’ competitions” in the information space as virtual constructions, which
are easily transformed into a fairy-tale narrative after the execution of the
Tsar’s family. Thus, a version is produced that no one shot the family of Tsar
Nicholas II, but that front men were shot. This is justified by collusion between
representatives of the West and the virtual liquidators. According to this ver-
sion, the Tsar’s family was rescued in order to gain access to the Tsar’s financial
resources in Western banks. The most interesting thing about the proposed
story is that Tsarevich Alexei was “scenically” transformed, underwent a rite of
communist initiation, got a new biography, and became none other than Alexei
Kosygin (Tudorovskii, 2017).

Such a fairy tale is no longer a fairy tale, since the rather energetic structure
of the fairy-tale narrative leads one to believe in a miracle, in the extraordinary.
We see the emergence of “historians” who assure others that these things are
well-known facts. Thus, the recipient of the informational discourse finds him-
self in a situation of possible worlds. The fairy-tale narrative becomes a visual
pattern, a picture, a virtual reality. There are also surprises with other historical
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figures. For example, A. Hitler escaped and lived in Africa, just like Brezhnev,
who did not die, but went on to live in the same Africa with his young mistress.

The dominant popular image of the “life after death” verification or death’s
postponement, its transformation. Notably, the Russian Orthodox Church has
not agreed that the found remains of the family of Nicholas II are real. The ac-
tion of opening Alexander III’s crypt to take a DNA test was also unethical. But
the pursuit of the “truth” is so compelling that it cannot be found. Contempo-
rary culture is in an artistic space where history is constructed as an adventure
discourse or western. Parallel versions and “newer” facts emerge.

However, problems also arise. In fact, culture as Gesamtkunstwerk is re-
flected in the artistic artefacts of the post-Soviet space. It turns out that Ukrain-
ian culture in its artistic realities, particularly literary ones, is better known by
Western theorists than by domestic art historians. Of course, interpretations of
the post-Soviet space, emerging from the West, have a postmodernist paradigm
as their horizon. And innovativeness of Ukrainian post-communist culture is
linked to the destruction of socialist realism and Soviet reality.

Let us define the stages of the domestic postmodern transition through
a destructive interpretative and modelling period: The first is the emergence
of social art. Stalin becomes a game character in visual installations. Reality
lends itself to a kitschy interpretation in the form of a stylisation of Stalinist
discourse in glamour culture, which is carried out in the context of an adapta-
tion to thrash culture. In the 90s of the 20™ century, interest in Soviet reality
was so high that a certain hypercriticism, a discourse of negation for the sake
of negation emerged. For example, G. Bruskin paints The Fundamental Lexicon
as a montage narrative of pictures-events depicting slices of life in the USSR,
showing the puppetry of “socialist reality”, and this piece was sold for a record
sum of £200,000.

Then the niche of the art reality deconstruction was filled, and other im-
pressions, styles, and directions of construction of the “Soviet world” emerge,
but they all fit into the fabulous narrative of diffuse consciousness, which is
formed as a virtus quasi-reality. The Ukrainian fiction writer B. Shtern (2005)
creates a quasi-biography of A. Chekhov, in which he reports that Chekhov did
not die. His post-death life is described as follows: Chekhov was dying on a boat
while crossing a river. Anton Pavlovich felt ill and asked for champagne, but
there was no champagne; instead, pure alcohol was found. Chekhov got a glass
of pure alcohol, drank it and suddenly recovered. After his recovery, he set up
a foundation in his name, and the money he asked for in the West was used to
bribe the Bolsheviks to dissuade them from the revolution. The revolution did
not happen.

So we see a new story, a reflection on history, a fairy-tale narrative. We are
invited to believe this fairy tale, just as, incidentally, to believe the fairy tale
of Tsarevich Alexei Kosygin. It is worth recalling the model of fairy-tale space
by B. Propp (1986), where the characters are as follows: the one who sends out
the protagonist, the one who challenges him, the helper who helps him car-
ry out his plans, the enemy who creates obstacles, the princess who agrees to
marry the conquering protagonist. So the fairy-tale plot literally becomes the
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prescription for creating the latest interpretations of history. So we find our-
selves in another test of post-Soviet culture, namely, the test of the fairy-tale
narrative, from the anecdote genre, where peculiar oxymorons reign, to quasi-
historical studies.

N. Man’kovskaya (2008) notes that a variety of problems without politi-
cal or national borders have been conceptualised in the 20™ century as global
problems of modernity. The concept of “globalisation” is being introduced to
reflect this, meaning a new kind of internationalisation of fundamental plan-
etary trends, in which barriers to the exchange of information, movement of
capital, agents of material production, etc., disappear. (p. 25). This approach
contributes to the characterisation of a non-classical type of consciousness.
That is, the avant-garde or post-avant-garde, postmodernist worldview indi-
cates that artistic language is being transformed, and the type of information
transmission is changing itself. It is being transformed, moreover, the descrip-
tive temporality or the chronology of the sequence of events is being changed.

The inverted type of presentation of the cultural-historical narrative be-
comes one of the most important, which begins with the creation of a new par-
adigm of worldview. It has the appearance of a variation, of a possible reality.
In general, the symptomatology of the reconstruction of possible worlds brings
to the fore such globalising signs of industry in artistic space, which are eas-
ily associated with the postmodern type of communication. N. Man’kovskaya
(2008) writes that contemporary theatre directing is influenced by destructive
transformations that are most defined in literature. Fantasy interpretations of
history have little to do with real history, but they take it as “degree zero” of
writing and on its scaffolding create a certain theatrical exercise. The post-
modern typology of history is formed as a symbiosis of thrash, glamour, and
kitsch vocabulary. Thus B. Zholdak, who directed Solzhenitsyn’s One Day in the
Life of Ivan Denisovich and Chekhov’s The Seagull, subsequently transforms the
ancient drama Phaedra in avant-garde interpretations. The stage postmodern
Phaedra is a fantasy world of Stalinist madness in a madhouse. Phaedra turns
into the wife of a big party official, Vira Pavlovna.

A synthesis emerges, a combination of various historical, cultural, mental
and even virtual realities of ancient Stalinist existence as an eclectic stage
reality. A certain insular ontology is formed, according to E. Morin, the drama
is realised as a theatre of the absurd, a kind of reconstruction of Bolshevik
ideology and mentality. Phaedra shows that a new type of vision, or a kind of
suprematism of the optics of seeing through Chekhov’s “lens”, is taking shape.
However, this technique is not new. For example, as part of his documentary
film Ordinary Fascism, M. Romm makes cuts from photos of people taken by
a concentration camp photographer. These people were then executed. Romm
used the portraits in striped pyjamas as a kind of super-reality that correlates
with Malevich’s suprematism and surrealism. The virtual optics of supervi-
sion, or surrealism “without the unconscious”, as F. Jameson aptly described,
reproduces a kind of imaginative installation space which can be defined as
a globalist text, an image of the contemporary theatre and cinematographic
scene.
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V. Chernetskyi (2013), an American researcher of Ukrainian origin, creates
a certain mapping of post-communist culture, provides a rather detailed de-
scription of literary works, mainly by Russian and Ukrainian authors, and sys-
tematises them. The reasoning behind his focus on the cultures of these coun-
tries is that these are the two most populous Slavic and post-Soviet nations,
which offer advantages to various “post”-discourses in their national context
(post-modernism in Russia and post-colonialism in Ukraine). The events of the
Orange Revolution of November-December 2004 put Ukraine in the interna-
tional spotlight and “raised all doubts about the fundamental negation of the
ways in which these national cultures have moved in recent years and estab-
lished them as two paradigmatic cases in the post-Soviet space” (p. 15). The
researcher also notes that the globalisation of culture does not necessarily lead
to a certain type of colonisation life as American or otherwise, which suggests
certain constructions of everyday life, etc. An approach to interpreting culture,
defined as “mapping”, is now taking shape. That is, certain post-Soviet cultur-
al development maps are being formed, such as mental, ideological, aesthet-
ic, which are virtual enclaves of the postmodern Gesamtkunstwerk, where the
worldview exists in a certain space that can be called a modelled and volumetric
reconstruction. A certain scanning of the cultural landscape is taking place. The
terms of computer technology are appropriate here, where visual realities form
a landscape not in a plane, but on a certain imaginary volume of four-dimen-
sional space, where time becomes one of the virtual dimensions.

This visualisation and certain map chart of actions, events, cultural devel-
opments becomes a relevant and interesting way of cognitive mapping, which
makes it possible to model the artistic space of culture in general. The research-
er enters the space of dual modelling-artification and self-reflection, becoming
a kind of art phenomenon. However, if the image represents only the image and
the object is the pleonasm of imagery or the intention of mapping, then there
is a decalcomania, which, according to G. Deleuze and F. Guattari (1990), inter-
prets everything as a map.

Such a model approach is not new; it simplifies the cultural landscape and
brings it to certain systems, which can be called a regeneration of technocen-
trism in cultural reconstruction. The mechanism of mapping as a horizon of
four-dimensional space is purely avant-garde, since it is reshaped in postmod-
ern reflection. Postmodernity forms a schizophrenic world of a thousand pla-
teaus, a thousand definite points that form the space of quasi-reality.

An analysis of the interpretation of post-Soviet culture reveals a system
of visions of Ukrainian literature by the dominant of works by Yu. Andrukho-
vych and V. Yeshkiliev. “For Yeshkiliev, postmodernism is mainly a “situation”
in contemporary art that needs to be “dealt with”; he offers his own vision of
a new “demiurgic” art, which is paradoxically based on the mass-cult fantasy
genre. ... Andrukhovych offers not so much a refutation as a summary of some
descriptive points, ... which lead to a reassessment, based on cognitive mapping
as the underlying philosophy, in the authors’ individual research projects and
studies. This productive tension between the visions and approaches of the two
co-editors made the encyclopaedia project, which ideologically is ... also a work
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that has made a strong intervention in national cultural policy” (Chernetskyi,
2013).

That is, we have a moderate analysis of Ukrainian postmodern discourse,
a reflection on postmodern culture in literary work. “Andrukhovych creates
a parodic alphabet of negative epithets with which postmodernism has been
awarded, and which are based on the belief that postmodernism is merely
a manifestation of literary narcissism. According to Yu. Andrukhovych, this flow
of stereotypes can only be dealt with through personal, subjective attributes
and definitions, through the question “where am I?” In other words, he strongly
defends the philosophical paradigm of cognitive mapping,” says V. Chernetskyi
(2013, p. 79). Consequently, a kind of boundary opens up where, on the one
hand, an apophatic thesaurus is reproduced which is not strictly postmodern
and, on the other, there is an unshakable postmodern horizon based on which
our own reflections are built and many other interpretations arise.

V. Chernetskyi (2013) introduces the term “postcolonialism”, which he
adopts in parallel with “postmodernism”. Such parallels are quite applicable.
Thus, Ye. Bystrytskyi (1995) writes that the culture of post-communism is basi-
cally an enclave of postmodernism. But apart from the prefix “post”, it did not
go beyond phenomenological comparisons. That is, postmodernism is broad-
er than the 1000 plateaus, according to G. Deleuze, since its shape-forming
potencies are not limitless. Post-Soviet consciousness is not “post-colonial”,
but rather post-imperial, which is difficult to dissect into its components as
elements of the post-modern game. I And no matter how much we project the
realities of postmodernity onto this consciousness, the destructive alphabet
studied by Yu. Andrukhovych remains monolithic.

Thus, post-communist “colonialism” is described in the context of allegori-
cal prose or metaphor, which produces certain national myth-making potencies
or a national way of interpreting reality. But allegoricality itself is demonstra-
tive. Allegory as a mechanism of rhetoric or imagery is more of a persistent
social code, where the object thesaurus (sphere of the denotative) is replaced
by symbolic (verbal) connotations. There is, however, a clear system for inter-
preting the replacement of an object with an image-sign. Unfortunately, or
fortunately, in postmodern discourse we cannot see such a substitution. The
cognitive mapping method is a kind of numbering of images based on the im-
plementation of certain map charts or gestalts of the cultural landscape. That
is, there is a visualisation of the literary language, the text, by means of certain
routes or peculiar maps of the object that is being mapped.

V. Chernetskyi (2013) analyses the works of such Russian post-conceptual-
ists as D. Prigov, L. Rubinstein, who have created an interesting poetic system
in which the world becomes assembled from debris, combining fragments of
different spheres of human experience of Soviet reality. The texts appeal to the
folkloric depths of the 20" century urban environment. Anyway, in contrast to
V. Pelevin’s philosophical poetics, and the explicitly stylised discourse of V. So-
rokin, their works are of an endless deconstruction nature. Deconstruction for
the sake of deconstruction, which looks like a virtual space, shaped without the
involvement of a computer, without the involvement of any screen.
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Yeshkiliev, one of the interesting poetic deconstructionists, in his poem Art
is the property of the masses models in a humorous form the peculiar realities of
modernity as an ironic unexpected context of clashing images, and the need to
have a quality poetic product. The absurdity in such social art discourse looks
like a kind of flamboyant picture that quickly became boring to everyone. It is
therefore difficult to consider that there is an era of change or literature trans-
formation behind this.

V. Sorokin is certainly more relevant with his close stylisation of discourse.
But he is surpassed by A. Platonov, who is literally a chronicler of Soviet space.
However, he has nothing in common with postmodernism. Platonov’s work was
the antipode of totalitarianism within a totalitarian system, and now it is the
horizon of all deconstructions. No one can reach the philosophical depth of The
Foundation Pit, the mighty mythology of “the nature of existence”. Even if post-
modernist literary figures were NOT to twist the discursive space, they would
still remain captive to thrash culture.

V. Chernetskyi (2013) introduces the category of literary “heterotopia”,
which characterises other spaces of human civilisation (p. 149). The typology of
heterotopic dimensions within the space that exists here and now is relevant.
The extreme virtual proximity to the human virtus as anti-virtue, anti-mascu-
linity, anti-reality is manifested. These are mad asylums, self-publishing librar-
ies, anti-image fairs, anything that can be anti-world. However, the possibility
of realisation of the anti-world in the world is not an anti-system but another
location of the cultural landscape in word, painting. We can recall the forma-
tion of the vertical of empty drawers that the surrealist Salvador Dali once drew.
The most important thing is that all the drawers are open but empty. We put
what we want in there and close them. We put things in and close them. This is
actually what modern surrealists and those who create literary heterotopias do.

Mikhail Kuraev, a Russian screenwriter who worked in the routine space
of socialist film scripts, made an anti-scenario in late 1989, which was his first
novel, Captain Dickstein, where there is actually a deconstruction of the Soviet
and post-Soviet space as a shared image of fictional characters. The novel’s
characters make references to Dostoyevsky, the story takes on the appearance of
an inverted discourse as voyeuristic adventurous scenery, spied through a key-
hole, or reflected in a mirror that stands in a dumpster. The novel is a classic
technique for defining reality, a dialogue of Dostoevsky described by Bakhtin,
or a dialogue of dead souls by Gogol. The fictitious non-existent reality takes
on more significance, more figurative significance, than reality itself. V. Cher-
netskyi (2013) focuses on Kuraev’s style and emphasises the focus on the little
man as a victim of history, drawing parallels with the Gogol tradition and the
St. Petersburg works of Dostoevsky and Andrei Bely (p. 156).

In the end a little man’s philosophy emerges. It is a good philosophy that
suddenly ends with the death of the philosopher. We can say that man’s exist-
ence in the world of heterotopia and his exit from it happens suddenly, once,
and we cannot go back to “our” world any more. That is, what Pelevin defines
as fantasy, imaginative adventure, here looks like a kind of stroll within the
text, like a stopover at the crossroads of different streets, different dead ends of
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the mind, which cannot be crossed. You will surely do something when you get
run over by a history machine, or pass out. Such radical catastrophism is much
needed to assess, to make sense of the post-Soviet space. Here everyday life
becomes a realm of victory over spirit, over culture. Every day and every night
becomes an open space. And, if so, the real world does not exist.

Therefore, we have a definite syndrome of total search for the cemetery of
the Tsar’ family. There was no place in the Kremlin wall for Tsarevich Alexei,
because he was a low-ranking Central Committee bureaucrat. The Tsar himself
is buried in the cemetery in Nizhny Novgorod. His wife, who died in a monas-
tery in the Donbas, was also buried here. The girls died in different villages,
also buried under different surnames. One of them was the most “lucky” and
married Stalin’s security guard. What can be said about such facts? It is the dec-
adence of post-Soviet space, which is tragic, virtual and at the same time does
not have the deep, powerful reality that Dostoevsky and Gogol had.

This is not the steppe, described by Gogol in Taras Bulba, with its smells,
with the swaying of the stalks. It is not the goodbye when a mother embraces
her sons for the last time. This is not Taras Bulba’s cry: “Do you hear me, son?
Such a world no longer exists in the post-Soviet space. The father cannot ask
the son, and the son will not hear the father. It is an ironic, deconstructed re-
ality, praised in the West as travellers of literary heterotopias actually break
with the past, fit into a postmodern discourse. Deconstruction is radical criti-
cism, hypercritical discourse leads to an unfortunate interpretation where all
verbal nominations look like an ironic oxymoron, which can hardly even be
called irony. The extremes that combine due to the pressure of Western globali-
sation cannot be called integration, synthesis of arts, figurative unity, as they
lose their figurativeness, imagery, and are maps — flat elements of the cultural
decalomania. All tracing is removed and immediately discarded.

Let us ask, what is the loss of the reality of culture? What is deconstruction
inflicted from the outside? How are the globalising intentions of another will,
another soil and another civilisation changing the reality of traditional Slavic
cultures? However, these are rhetorical questions. Let us rather say that cultur-
al colonisation and the critical logic of hyper discourse are capable of destroy-
ing any culture, any civilisation. After all, we can determine that the processes
of cultural globalisation are not a simple destruction, a suggestion, an oppor-
tunity to catch up, with our cultures enthusiastically playing with postmodern
aesthetics. No, they are creating, like Yeshkiliev, a negative alphabet. The temp-
tation to deconstruct, to mentally fracture the space that existed before, is very
great. Speech is breaking down, discourse is breaking down, and space is losing
its fourth dimension which is time. However, by losing time, post-Soviet space
becomes an abstract, overly modelled construct, which can be called flat and
trivially interpreted as a map.

Trying to map postmodern and postcolonial Ukrainian literature, V. Cher-
netskyi (2013) identified three main paradigms: carnivalisation, heterotopia,
and irony, although in discussing Ukrainian contemporary literature it is worth
dealing with its distribution according to the generation of imaginative nation-
al settings or regional principles. Deconstruction, irony and heterotopia are
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the paradigms of the universal globalisation map of modern history, in which
Ukraine has a special role to play. However, these are more the means of po-
etics, behind which something else is hiding. There is a hidden destruction as
a principle of deconstruction of proven self-sufficient subjectivity. However,
if we are to define national culture, art in aesthetic terms, we must point to
the self-sufficiency of the destructive, dense quasi-reality that is created in the
postmodern alliteration of the artistic worldview.

The contemporary symbiosis of visual and verbal arts in Ukraine is char-
acterised by a baroque approach centred on the idea of the new baroque of the
post-Soviet space. After all, the new baroque is problematic, however attractive
it may be. Even Yurii Illienko’s film Mazepa, with its baroque embellishments,
the infrastructure of its poetics and spectacular baroque paradoxicality, proves
that this approach is “laboratory”, if we use the terminology of L. Kurbas. The
shots of the film look like a puppet, a strange game where a living hand sticks
out of the sarcophagus and pulls in not only the viewer, not just the direc-
tor, but the whole country. That is, baroque allusions remain theatrical, cine-
matographic and literary super-realities of that imaginative toolkit, which can-
not become an Image in any way. There are enough Images, no new Absolute of
baroque aesthetics emerges.

As in painting, there are groupings in the literary space of modern Ukraine,
a kind of foundations that have a purely theatrical, synthetic, burlesque nature.
These include the Bu-Ba-Bu group, comprising Yurii Andrukhovych, Oleksandr
Irvanets, Viktor Neborak. The attraction of collaborative writing in Ukrainian
literature was evident in the poems of the Lu-Ho-Sad group (Ivan Luchak, Naz-
ar Honchar, Roman Sadlovskyi), as well as of the Propala Hramota (The Lost
Letter) group (Yurko Pozaiak, Viktor Nedostup, Semen Lybon). All this, shall we
say, bacchanalia is reminiscent of the 20s of the 20th century with their perma-
nent artistic totality.

Thus, hybridity of creative effort, post coloniality, hypercriticism as a way
of being, and vital energy represent a set of motives that adds little to the un-
derstanding of the situation of postmodern creativity in Ukraine. The post-
colonial syndrome imposed on us does not represent colonisation. Colonisa-
tion is the external arrival of the colonisers and the creation of the space that
the Spanish colonisers created in the West. In Latin America, with Quetzalcoatl
and the other gods left in the dungeon, the gods of Catholicism come in, im-
posing a new religion. The country is left without an authentic religion. If we
consider that Ukraine was colonised, then by whom? By Russia? Yet the religion
is the same. By the Bolsheviks? The Bolsheviks did not colonise other countries,
they turned society into an experimental space where religion was completely
destroyed, the latest quasi-religion of atheism was formed. That is, the message
of colonisation is not genuine, is purely Western.

Post-Soviet countries are being offered Western-style modernisation,
which is colonisation. That is, we find ourselves in a situation of global simula-
tions, a fairy-tale narrative from which it is impossible to escape. Postmodern-
ist discourse is not natural for the post-Soviet space, but is an absolutely exter-
nal colonizing deconstructionism. If the post-Soviet space is virtual, it may not

54



THEORY AND HISTORY OF CULTURE
ISSN 2410-1915 (Print) « Culture and Arts in the Modern World. Issue 22 « ISSN 2616-423X (Online)

become a work of art. Art artefacts define dead ends, roads, paths, crossroads
of spiritual ascent. The artisation of cultural practices becomes a transfer of
the poetics of art into everyday life, artistic translations of images into other
practices appear as a superficial assimilation of visual and verbal territory or
the dynamics of interaction between visual, verbal artefacts in a reality that has
nothing to do with art.

The cultural reality of the post-Soviet space is at a stage where we need to
realise that the invented reality of the fairy-tale type is not art. It is a modern
post-totalitarian fairy tale, where there are witnesses to the story of the shoot-
ing of innocent people, which supposedly did not happen, but the shooting took
place. M. Bulgakov asks in the finale of The Master and Margarita: “Was there
an execution?” Yes, it was. Was Ukrainian culture, Ukrainian nation executed
in the space of postmodern globalisation transformations? No, it has not been
executed. It has remained, and the national culture has remained alive forever.
No system, no matter how it colonises, no matter how it shows up with all sorts
of slogans, can execute a culture where there is a nation that is the bearer of
national identity. Why? Because it belongs to traditional Christian cultures.

By analysing visual art, including scenography, theatrical costumes and
partly fashion, and architecture, we can say that the underground, the whole
“post” reality that existed in Soviet space, is coming out of the underground.
Many groups emerged, which formed over several years and then disappeared.
H. Skliarenko characterises the last decades of the 20" century as the beginning
of a great new period in the development of Ukrainian art, characterised by
a diversity of creative directions, a reinterpretation of the artistic values of the
Soviet era, and the expansion of the boundaries of types of art. “The mid-1980s
went down in history as the time of Perestroika, the collapse of the USSR, and
Ukraine’s gaining independence in 1991. This period was the time when art was
liberated from ideological oppression, new principles of cultural creation were
formed, and Ukraine was searching for its place in the world space” (Skliarenko,
2006, p. 353).

Consequently, postmodernism does not have the premise of a group, but is
symptomatic of an inherently anti-group. Therefore, the postmodern mode of
artification of culture appears as a kind of colonial project. Bu-Ba-Bu group is
the final postmodern cultural aesthetic of the post-Soviet space. It cannot be
compared to the groups that emerged during the Executed Renaissance during
the 1920s and 1930s. So we can say that the avant-garde space of literature, the
visual arts of the avant-garde was close to the Ukrainian baroque, an exces-
sive space of transgressions of all real and imaginary boundaries of culture. Ba-
roque redundancy, brightness, expression, the intimacy of worlds to the touch
in the realities of the Ukrainian steppe, the roads are an endless blue sky, white
clouds, angels in the sky.

The Ukrainian Virgin Mary walks in the field by “paths, borders” near the
village, as she was described by P. Tychyna in The Mourning Mother. The dra-
matic figure of the Ukrainian Virgin Mary shows that art is not a game. The
worldview range of poetry reveals the boundaries of the human world, good and
evil, the sublime and the inferior.
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Conclusions

The study demonstrates that the artistic meaning of the Gesamtkunstwerk is
a desirable reality, but it has stopped at the level of the fairy-tale narrative, which
is formed by a reflection of a predominantly historical pattern. After all, this re-
flection has not become an interpretation of time. The time and space of culture
in the dimension of the simulacrum world appear as another kind of aesthetics
virtus. And if researchers try to show the avant-garde, postmodern nature of Rus-
sian, Ukrainian culture as a horizon, an achievement of the fate of the “post-Sovi-
et” period, then this is only a banal and inadequate statement. Ukrainian culture
at the turn of globalist intentions is more voluminous and universal. Homogeni-
sation, modernisation, adaptability as the leading mechanisms of cultural glo-
balisation in the system of the national culture of Ukraine have the appearance of
a pale tracing of the cultural landscape mapping. The globalisation of culture is
not self-sufficient and comprehensive. Postmodernism becomes a consolidating
factor that unites artists from independent countries, but for a while. However,
the culture of the post-Soviet space with its indefinite mentality as a virtual fairy-
tale reality of super narratives has not formed into an artistic space, and is only
a stimulus for the formation of a moral, aesthetic and artistic consensus.

Consequently, we can argue that national culture is a special work of art.
If art degrades, it negates the very meaning of national culture. There are na-
tional slogans that indicate some need for a national identity because time is
waiting for the manifestation of creative initiatives of artistic synthesis.
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TKuigcvKutl HayioHaIbHULl YHigepcumem KyJasmypu i Mucmeyms,
Kuis, Ykpaina

Mera cTaTTi — okasaTtu crenudiky cydacHoi Hal[ioHATBHOI KyIbTypU SIK 0COOIUBUIA
mucrenbkuit ceHc Gesamtkunstwerk, mo opmyeTsest peduiekciero mepeBaskHO iCTOPUYHOTO
3pa3ka. MeTONONOril0 CTaHOBUTbH CYKYIIHICTb METOHAiB HAyKOBOTO [IOCTiIKEHHS
3arajJibHOTO Ta CHeliaJIbHOr0 XapakTepy. MeToau aHasi3y i CMHTe3y, a TaKOX iCTOpUKO-
KYJIbTYPOJIOTiUHMIA Ta CUCTEMHMI MiIXOOM BUKOPUCTOBYBAIUCS OIS PO3KPUTTS CYyTHOCTI
BipTyasIbHO1 peabHOCTI CyriepHapaTuBiB B iHDOPMaIiifTHOMY MTPOCTOPI, SIKi € CTIOHYKOIO /10
YTBOPEHHSI €eTUYHOT0, eCTETUYHOIO Ta XyLOKHbOTO KOHCEHCYCY. AKTYaIbHiCTh 3yMOBJI€HA
HeOOXiTHICTIO MOC/iAKeHHS ITOCTMO/IEPHOI MMapaJUrMu, ITiJl BIUIMBOM SIKO1 HAPOKYIOThCST
HOBIiTHi AMCKYpCH, IO 3aMiHIOIOTh HApaTUBM KOMYHICTMYHOI [OOM B iHTeprperarii
icTopii mocTTOTA/NiTApHOTO MpOCTOPY. HaykoBa HOBM3HA PO3BiIKM MOJSITa€ y TOMY, LIO
MOKa3aHa TOCTPaAsSHChKA KylIbTypa SIK iHepiiiiiHa (asa mocTToTamiTapu3My, IO Mae
CUMYJISITUBHO-IMiZ)KeBY TOTa/lOril0 peanbHOCTi. BucHOBKU. [loBeneHO, 1[0 MUCTELbKUIL
ceHc Gesamtkunstwerk mocTpaasiHCHKOTO MPOCTOPY € 6aXKaHOI peasbHICTIO, aje BOHA
3YyMMHWIACh HA PiBHI Ka3KOBOTO HapaTuBy, IO (opmyeTbesi pedriekciero mepeBaxkHO
icropuuHoro 3paska. dac i MpoCTip KyIbTypu Y BUMIpi CMMYASKPOBOTO CBITY BUIJISIZAE
ue ONHMM DPi3HOBMUIOM eCTeTMKM Virtus. 3ayBakeHO, L0 KyJAbTypHa pealbHiCTh
MOCTTOTAiTapMU3My IlepebyBac€ y cTanii, Koiu Tpeba 3po3yMiTy, 10 HaMpisiHa OijicHiCTb
Ka3KOBOTO TUITY He € MUCTe[TBOM. OTXKe, TiOpUAHICTb TBOPYMX 3YCUJTb, TOCTKOIOHIAIbHICTh,
rimepKpuTHKA SIK Cr1oci6 GyTTS, SKUTTEBA €Heprisl — 1e Toi Habip CIIOHYK, 1[0 MaJIo [O/Ia€
pO3yMiHHS cuTyallii mocTMoAepHOoi TBOpUoCTi B YkpaiHi. I HaBmaku, HallioHa/JIbHI racia
CBiluaTh IO IMOTPeOy B HAIliOHAJbHil iIeHTMUYHOCTI, aake yaCc YeKa€ Ha BUSBJIEHHS
KpeaTMBHUX iHI[iaTUB Xy 0XKHbOTO CUHTE3Y.

Kniouosi cnosa: mMucTelTBO; KylnbTypa; icTopis; iHTepmperarisi; Gesamtkunstwerk;
MOJIeNI0I0UN i IPUHIAIL; TOCTPaISIHCbKUIA MIPOCTiP; MOCTTOTAIiTApU3M
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Llenp cTaThy — IIOKa3aTh CHEUMGUKY COBPEMEHHOJ HAIMOHAIbHON KYIbTYPBI
B KauecTBe OCOOEHHOrO XYyIOOXKEeCTBEHHOro cMmbIicia Gesamtkunstwerk, KOTOpbIit
dbopmMmupyetcst pediiekceil MpeuMYyIIeCTBEHHO MCTOPUYECKOro obpasiia. MeTomooruio
COCTAaBJISIET COBOKYITHOCTb METONOB HAayYHOTO MCC/IeIOBaHMs OOLIEro U CHEelNMaJIbHOTO
xapakTepa. MeTonpl aHaiAM3a M CHUHTE3a, a Takke WCTOPUKO-KYIbTyPOJIOTUIECKUN
Y CUCTEMHBIN TTOAXO0bI UCIOIb30BAINUCh IJISI PACKPBITUSI CYTU BUPTYIIbHON pearbHOCTU
CyIlepHappaTMBOB B MHGOPMALIMOHHOM IIPOCTPAHCTBE, KOTOPhIE CKJIOHSIOT K CO3IaHUIO
STUYECKOTO, 3CTETUYECKOTO U XYI0XKECTBEHHOIO KOHCEHCYCa. AKTYaIbHOCTh 00YC/IOB/IEHA
HeOOXOIVMMOCTBIO MCCAEOOBAaHMSI TTOCTMOLEPHONM IapaaurMbl, IIOH BIMSHMEM KOTOPOit
POXIAOTCS HOBEMNIINe AVCKYPChI, 3aMEHSII0Ne HappaTUBbl KOMMYHUCTUYECKON STOXU
B MHTEpPIpeTauuy WUCTOPUM MOCTTOTAIUTAPHOTO TMPOCTpaHCTBAa. HayyHas HOBM3HaA
MUCCAeIOBaHNSI COCTOUT B TOM, UTO TTOKa3aHa MOCTCOBETCKAS KyJIbTypa KaK MHHEPILMOHHAS
(asza ToTanmMTapusMa, MMEIOIIAs CUMYJISTUBHO-MMUIKEBYIO TOTTAJIOTUIO PEaJbHOCTH.
BeiBombl. [loKa3aHO, TO XYOOXECTBEHHbII cMbICT Gesamtkunstwerk IocTcoBeTCKOro
IMPOCTPAHCTBA SIBJISIETCS KeJlaeMO AeliCTBUTETbHOCThIO, HO OHA OCTAaHOBMJIACh HA YPOBHE
CKa304YHOI0 HappaTuBa, opMupyrolierocs pediekcueii mpermyIieCTBEHHO MCTOPUYECKOTO
o6pasiia. BpeMst 1 IMPOCTPAHCTBO KYJIbTYPhI B M3MEPEHUM CUMYJISIKPOBOIO MM pPa BBIIJISIAUT
ellle OJHOM pPa3sHOBUAHOCTbIO 3CTETUKM Virtus. 3ameueHO, UTO KyJAbTypHasi peajbHOCTb
MOCTTOTAIMTAPM3Ma HaXOOMUTCS B CTaAuM, KOTOAa HYKHO IIOHSITh, UTO BOOOpaykaemast
IeICTBUTENIBHOCTh CKA30YHOI'O TUIIA HE SIBJSIETCST MCKYCCTBOM. TO €CTbh I'MOPUIHOCTh
TBOPYECKUX YCUJINIA, TOCTKOJIOHMAIBHOCTD, TUIIEPKPUTHKA KaK CIIOCOO OBITHS, SKM3HEHHAS
SHepPrus — 3TO TOT HAbGOp MOOYKIEeHMiI, KOTOPhIii MaJlo YTO H00aBjsIeT B IOHMMAaHNE
CUTyaUMNY IOCTMOAEPHOT0 TBOpUYeCTBa B YKpanHe. VI HanpoTuUB, HallMOHAJIbHbIE JIO3YHTU
CBUIIETEIBCTBYIOT O ITOTPEOHOCTM B HAIMOHAJbHONM MIEHTUYHOCTM, BEOAb BPEMS SKOET
MIPOSIBJIEHMST KpeaTUBHBIX MHULIMATUB XY 0XeCTBEHHOTO CMHTe3a.

Kniouessle cnosa: MCKyCcCTBO; KY/IbTypa; UCTOPUST; MHTeprpeTauus; Gesamtkunstwerk;
MOZEeNMUPYIUIMI TTIPUHIINUIT; TIOCTCOBETCKOE MPOCTPAHCTBO; MOCTTOTAIUTAPU3M
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The purpose of the article is to determine the sociocultural determinants of the
transformation of Ukraine foreign image under the influence of domestic and foreign
political events and the state of its coverage in the information space; to ascertain the
evolution of the cultural model of the image of Ukraine in the international information
space. The research methodology consists in the use of interdisciplinary methods and
approaches to identify information and communication technologies aimed at the
formation of the international image of Ukraine; the principle of historicism allowed
determining the stages of changes in the information space and the transformation of
the geopolitical situation around Ukraine; the structural and comparative methods were
used to determine the international media positions on Ukraine, their influence on the
formation of its image. The scientific novelty of the research is in the presentation of the
Ukraine image as an expression of the mentality of a particular cultural and historical
community, an indicator of cultural meanings, unique design, mechanism of realisation of
a national culture through a set of sign objectivations formed within a particular cultural
and historical space and consolidated in the mental representations of individuals.
Conclusions. It is proved that the negative image of Ukraine created by Western media
affected the development of its tourism sector, the promotion of national cultural
heritage and the investment climate significantly. The modern image of Ukraine is
undergoing reformatting; there are significant cultural, political, and economic changes.
The cultural model of the positive image of Ukraine in the international information
space is determined by a properly structured state cultural policy and the effective use of
modern image-making tools that can set it on the path of cultural, political and economic
stabilisation.
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Introduction

The modern development of the information society of Ukraine dictates
new approaches to the political self-organisation of citizens and the formation
of the state image. In the period of globalisation, the country’s image is an im-
portant factor in international relations and an indicator of the international
community’s trust in a particular country. Furthermore, it contributes to the
protection of national cultural treasures. The success of foreign policy and the
development of trade and economic, sociocultural relations with other coun-
tries depend on a positive international image; it also helps to “consolidate”
political success on the world scene. That is why the formation and implemen-
tation of an effective cultural policy to create a positive image, which should
not only serve as a benchmark for future development but also present Ukraine
in the world, should be an important strategy of the Ukrainian authorities. An
important experience of changing the image of Ukraine in the international
information space is the events of 2010-2014.

Recent research and publications analysis. In the context of political
self-affirmation, self-identification and self-expression, Ukraine needs to con-
tinue developing communication technologies and improve external informa-
tion flows purposefully, thereby forming an international information space in
which the creation of a positive image occupies a prominent place. In the cul-
tural space, an image is determined by encoding, consolidating, transforming,
and translating cultural meanings through figurative and sign objectivations.

Many researchers have paid attention to forming the international politi-
cal image of the leading countries of the world and Ukraine. In particular, the
expert in the field of strategic communications, D. Bohush (2010), analysed
the international image of Ukraine after the 2010 elections and conducted op-
erational monitoring of influential global media in 2000-2009. Furthermore,
experts’ forecasts on the development of the political situation in the short
and long term perspective of the Ukrainian Centre for Independent Political
Research are found in N. Hasanenko’s (2002) study Political Risk of Investment
Activities in Ukraine. At the same time, it is important to understand political
risks, which, according to A. Gorshkova’s observations, are determined by “the
probability of adverse consequences of political decisions made under condi-
tions of uncertainty, lack of resources (time, information, etc.)”, which can lead
to the probability of fulfilment of undesirable events (Gorshkova, 2001).

Determining the state political image, D. Olshanskii notes that the sup-
posed image of a certain state is formed in the minds of citizens of the coun-
try and foreign audience in the process of communicative interaction of sub-
jects of economic, social and political life both inside and outside the country
(OP’shanskii, 2002, p. 166). O. Shvets’ work (2006) is devoted to the formation
of the political image of Ukraine in the international information space. At
the same time, “the perception of Ukraine abroad remains spontaneous and
fragmentary”, so the formation of the image of the country should be consol-
idation of actions that reflect the strategy of Ukraine (Hastynshchykov, 2010).
0. Shchurko’s opinion (2007) that the attractiveness of the international image
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of a country depends on the influence of regional peculiarities, national tra-
ditions, historical memory, ideology is also important. All these components
create a unified image, based on which a certain state among the entire world
community is identified. At the same time, there are not enough studies devot-
ed to analysing changes in the image of Ukraine in the international informa-
tion space from the standpoint of culturology.

Purpose of the article

The purpose of the article is to determine the sociocultural determinants of
the transformation of the international image of Ukraine under the influence of
domestic and foreign political events and its coverage in the information space.
The study’s objective is to show the evolution of the cultural model of the im-
age of Ukraine in the foreign information space. The research methodology
consists of using interdisciplinary methods and approaches to identify infor-
mation and communication technologies aimed at forming the international
image of Ukraine. The principle of historicism allowed determining the stages
of changes in the information space and the transformation of the geopolitical
situation around Ukraine. The structural and comparative methods were used
to determine international media positions on Ukraine, their influence on im-
age formation, as well as to group and present factual material.

Main research material

The process of state image formation depends on many factors — the suc-
cess of the foreign policy, economic efficiency, the specifics of society’s men-
tality, the promotion of cultural heritage and others. As a factor of awareness
of interactions between states by the world community, the political image re-
veals the scale and complexity of the construction of the modern political sys-
tem in the era of transformation of new state images (Shvets, 2006). Therefore,
the formation and further development of the image of Ukraine on the world
stage requires strategic planning and organisation in many areas of political,
economic, sociocultural activities. It is important to understand clearly that
a favourable geographical location or the presence of a centuries-old historical
and cultural heritage does not guarantee a positive perception of the country
by the international community. National culture, as a subject of intercultur-
al communication and, at the same time, an object of image communications,
plays an important role in the implementation of both processes: in the first
aspect, it serves as a context, the study of which becomes a necessary element
of successful, non-conflict presentation of the nation and its culture abroad
(intercultural communication), and in the second — as an image activity, na-
tional culture can form the basis of the content of image communications (rep-
resentation of culture).

The international image based on external and internal factors, strengths
and weaknesses of the state should take into account its capabilities, as well as
threats to national security, the national democracy, spirituality and culture

61



THEORY AND HISTORY OF CULTURE
ISSN 2410-1915 (Print) « Culture and Arts in the Modern World. Issue 22 « ISSN 2616-423X (Online)

level. External factors represent foreign policy; national interests and priori-
ties; membership in international organisations; development of relations with
strategic partners; investment climate, etc. Internal ones are the welfare of the
population; the democracy development and observance of constitutional rights,
corruption, crime and the shadow economy; social well-being, etc. The strengths
of Ukraine are favourable territorial location; high transport potential; ancient
history and culture; high level of population education; space technologies; 30%
of the world rich black soil; ethnically and culturally homogeneous population.
The weaknesses are instability and unpredictability in politics and economy; lack
of a clear strategy for the country development; energy dependence on exter-
nal energy sources; low economic growth; social and legal population insecurity;
corruption in government bodies; infrastructure ageing; investor insecurity.

The threats to Ukraine are lack of guarantees of territorial integrity, de-
limitation and demarcation of borders with Russia, Belarus, Moldova, Romania
have not been conducted yet; separatism; high population mortality; tubercu-
losis epidemic, the rapid spread of diseases; weak security of transport high-
ways and pipelines. The positive perspective of Ukraine is determined by signif-
icant agricultural potential; regional leadership; the opportunity to turn into
a cultural centre of Europe; production and sale of military equipment; resort
areas (mountains, seas); participation in world projects on space programmes;
equal membership with the European community; favourable investment cli-
mate; tangible and intangible cultural heritage as an element of the system of
national values. Psychological aspects of the perception of a positive image of
Ukraine are also important.

At the same time, it should be emphasised that the most significant nega-
tive factors of the international image of Ukraine are the unstable economy, the
high corruption level, the low level of interest in the process of the formation of
a modern brand of Ukraine as a promising European state and responsibility for
it. In addition, the leading foreign media that do not have their correspondents
in Ukraine often provide biased information about Ukraine (Hastynshchykov,
2010, p. 33). In particular, the researches of the Razumkov Centre show that
the idea of foreign journalists about our country is superficial, fragmentary and
mostly negative.

The English-language media (for example, New York Times, Global Post,
The Nation, The Guardian, Minn Post) provide consumers with information that
forms our state image as such that has just embarked on the path of democratic
and economic reforms (without appreciable progress in recent years), where
corruption has acquired a significant scale, human rights are not observed, and
which, therefore, poses a risk to investment and business development (Zubyk,
n.d.). North American media write mainly about the corruption of the Ukraini-
an government, the rise of crime, economic destitution; the topic of the Cher-
nobyl disaster is also relevant. The positive image of Ukraine is promoted by
the publications about important scientific and technical developments, sports
achievements, cultural and artistic projects. The only negative information in
such reports is about the miserable working conditions of Ukrainian scientists,
athletes, artists and cultural figures.
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Ukrainian experts conduct a lot of monitoring of foreign media publica-
tions, based on which it is possible to trace changes in the information field
around Ukraine. For example, after the 2010 presidential election, the oper-
ational monitoring of influential international media conducted by Bohush
Communications showed that “when it’s going about Ukraine, people often
tend to mention Chernobyl, double-digit inflation, corruption, mafia schemes.
However, it is also worth emphasising the strength of civil society, cultural life,
freedom of speech, which cannot be compared to freedom in other post-Soviet
countries, as well as the extraordinary ability, which the Ukrainian people have
demonstrated in recent years to resolve contradictions and disagreements in
the political scene peacefully. And indeed, these people learned more than
anyone else in the 20" century what violence means” (French monthly polit-
ical newspaper Le Monde diplomatique) (Bohush, 2010). The Economist, an
international weekly English-language newspaper, writes: “Ukraine remains
a better and more civilised country than it was before the revolution. It has
freer media and a more assertive citizenry. But those achievements have been
won by the orange crowds, not by the politicians they once lionised” (Bohush,
2010).

Highlighting the development of democracy and freedom of speech in
Ukraine, as well as the ability of civil society to resolve political contradictions
peacefully, English-language media emphasise the inability of the Ukrainian
political elite to confront the posed challenges: fight against corruption, eco-
nomic development, social inequality, defending the country interests at the
international level, etc.

Thus, in the Polish socio-political magazine Polska, it can be read: “Ukraine
remains a weak democracy, and this country has been experiencing a real eco-
nomic decline for a long time” (Bohush, 2010). Transparency International, the
global civil society organisation leading the fight against corruption and con-
ducting researches on corruption in the world, considers: “Political instability
in Ukraine has led to political corruption involving the public and private sec-
tors, which is accompanied by a high tolerance level among citizens for such
practices and leads to a bad image” (Bohush, 2010).

The online magazine Eur Activ produces the following opinion: “Ukraine
finds itself at yet another crossroads. The Orange Revolution may be a thing of
the past, but its legacy will live on: its achievements should not be forgotten
but built upon. It is up to Ukraine’s leadership and political elites to create
a climate of political and economic stability and deliver some tangible results
to the long-suffering population, rather than continuing with the destructive
infighting” (Bohush, 2010).

Euro 2012 hosting could be a positive step in promoting Ukraine on the
international scene and the formation of opinion about it as a promising and
hospitable state. Still, this event was overgrown with negative images in the
foreign media, thereby forming a country’s negative image.

Foreign media actively criticised Ukraine for racism, xenophobia and lack
of a democratic regime. For example, in April 2012, the German magazine Der
Spiegel accused Ukraine (article Visiting the Mafia) of gouging hotel prices. It
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broke off contracts with operators deliberately, which was the result of the in-
fluence of bandit groups (Bidder & Eichhofer, 2012).

As a result, the number of people attending the championship was less
than expected, especially from European countries. However, since the first day
of the Championship, which was attended by 940 journalists from Europe and
the CIS, the content of reports about Ukraine changed dramatically. 50% of the
publications were positive, and 15% were negative. Despite some shortcom-
ings, Ukrainians were perceived as friendly and hospitable people. The visiting
fans did not see the racism and riots that the media warned about. The New
York Times noted the Ukrainian capital, Kyiv, as one of the most vibrant cities
(Jones, 2012).

English journalist Oliver Holt in The Daily Mirror suggested apologising
to Ukraine for accusations of racism (Holt, 2012). CNN noted that Euro 2012 is
a great success for Ukraine and an effective platform for further promotion in
the world. Forbes equated the level of the championship with that held in Bel-
gium and the Netherlands in 2000 ("Svitovi ZMI", 2012).

The change in attitude towards Ukraine can also be seen in the example of
the action held by English fans in Donetsk. In protest at comments made by for-
mer football player Sol Campbell not to travel to the country where racism and
crime flourished, and from where, he said, they could come back in a coffin, the
English walked along the streets of Donetsk with a coffin painted in the colours
of the English flag and posters that read “Sol was wrong”, “You’re wrong, Camp-
bell!”, “We’ll do what we want”. All this shows that the Ukrainians managed to
dispel the imposed image of a dangerous and criminal country (Harvey, 2012).

After all, Euro 2012 had a positive impact on the image within the country:
57.3% of Ukrainians consider that the championship contributed to the unifi-
cation of the country, 40.0% of citizens felt proud of Ukraine, and 75.0% of re-
spondents consider that the image of Ukraine in the world improved after Euro
2012 (Savchenko, 2012).

It should be noted that foreign media workers had a superficial and mostly
biased view of our state at that time. The Western European media paid much
attention to Ukrainian scientists’ scientific and technical achievements, whom
they considered worthy competitors; on the other hand, the level of poverty
of the Ukrainian people and the constant attacks on freedom of speech by the
authorities were always mentioned.

Regarding the media in Central and Eastern Europe, it is worth noting that
they showed a better attitude towards Ukraine. However, the articles by journal-
ists from these countries also concerned the Ukrainian mafia and information
about Ukrainian illegal migrants. At the same time, led by the Polish media, they
understood the need for our country’s political and economic development to
stabilise the regions of Central Europe. From the perspective of foreign journal-
ists, Ukraine is a state with significant scientific and technical potential. Moreo-
ver, it is rich in resources (natural, human), and the main problem of Ukrainians
is, in their opinion, the misuse and mismanagement of their resources.

According to foreign press reports, Ukraine continues to be a “post-Soviet”
and “grey area” territory located between Russia and the European Union; the
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high level of corruption undermines the independence of the Ukrainian state,
which is reflected in the level of life and “democratic imperfection” (Demokra-
tychni initsiatyvy, 2013).

In 2013-2014, Ukraine became the object of special attention of the inter-
national community again, which was facilitated by the phenomenon of na-
tional resistance called Euromaidan. Wikipedia gave the following definition:
“Euromaidan (also Euro Square, the 2013 Ukrainian Revolution, Revolution of
Dignity) is a national-patriotic protest action in Ukraine, primarily, against cor-
ruption, social inequality, the arbitrariness of law enforcement agencies and
special forces, as well as in support of the European vector of the foreign policy
of Ukraine” ("Yevromaidan", 2020). This resonant event shook the whole world.
A sharp information struggle between Ukrainian and foreign media began. Eu-
romaidan was watched by international organisations and political leaders, po-
litical scientists and historians who tried to analyse this phenomenon, compar-
ing it with other revolutions.

The events in Ukraine became the top topic of the world press — Euro-
maidan was on the front pages of newspapers and online media. For example,
to understand better which the opposition seized buildings and which were
under the control of the authorities, the world largest agency, the BBC, distrib-
uted a map of Kyiv among its readers. Leading English-language media (The Fi-
nancial Times, The Washington Post, The Guardian, The New York Times, etc.)
published information about the events in Ukraine almost daily. The political
situation in our country became the main topic of the French newspaper, Le
Monde, in which the article with the title Ukrainians Have Risen and the sub-
title Europe Must Support the Democratic Aspirations of Kyiv was published.
Mustafa Naiiem’s face, a journalist of the online newspaper Ukrayinska Pravda
and Hromadske TV, graced the cover of the Polish national newspaper Gazeta
Wyborcza. The amount of material grew every day, and the media openly ex-
pressed support for the Ukrainian people in their struggle (Chornokondraten-
ko, 2013).

It should be noted that the Euromaidan phenomenon has become inter-
national. The protesters gathered in the central squares of cities outside of
Ukraine. In this way, Euromaidans were held in more than ten European cities
(Paris, Berlin, Stockholm, Brussels, Vienna, Geneva, Strasbourg, Milan, Oslo,
Bruges, Warsaw, London), as well as in Canada, the USA and Israel.

The image of Ukraine changed in the course of these events completely. In
the West, they spoke of Ukraine as an independent free country and the “uncon-
querable Ukrainians”. It should be noted that the cultural component, reaching
the depth of historical memory, plays one of the leading roles in the structur-
al model of the image of the country as a historical and culturally dominant,
which has a symbolic character as an important element of the legitimacy of
state power, state and territorial independence.

The activities of the Ukrainian authorities of that time did not go unno-
ticed by the world media. It is going about adopting legislative amendments
on 16 January 2013 (which were later repealed) by the Verkhovna Rada, which
automatically turned Ukraine into a dictatorship. These events were comment-
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ed on by The Independent, Financial Times, The New York Times, BBC, The
Guardian, Deutsche Welle, Die Welt, Spiegel-online. For example, in the article,
Ukraine Passes Anti-protest Laws, The Independent listed in detail most of the
introduced changes in legislation and the provided penalties (Polityuk, 2014).

A significant role in Euromaidan was played by social networks, which ac-
tivists used to establish communication better. However, we should not consid-
er that only social networks and the Internet became key elements in the course
of the revolution. The use of the Internet only created additional opportunities.
The decisive role in Euromaidan belonged to the active position of citizens who
went to rallies and protests in the real world.

The social network Facebook became an active information platform for
Ukrainians. On this network, the first call for mobilisation of civilians, asking
them not to be indifferent and join the protests, was made. Almost 140,000
Facebook users followed the news of the EuroMaidan community, and 18,000
followed Euromaidan SOS. The EuroMaidan community has become a real
guide to news gathered from all independent sources, both Ukrainian and for-
eign. The important information from reputable Facebook users was also pub-
lished on the page (Chornokondratenko, 2013).

On Facebook, public activists and media representatives published their
analytics, created forecasts of the events, shared their impressions. Such in-
formation was often overwhelmed with emotions. The freedom of speech of
the Internet space made activists a kind of newsmakers — their Facebook posts
were more informative and truthful than traditional media ones. The social
network structure and features contributed to its transformation into a blo-
gosphere (the unlimited design of posts turns them into columns). Ordinary
users entered into discussions, having the opportunity to share their thoughts,
impressions, versions of events with others.

In addition, Facebook became a means of solving a wide range of issues: the
groups such as KyivHost (in this group, participants offered housing to those
who came to Euromaidan from other cities); Euromaidan SOS (the group pro-
vided legal support and published information about lost/found people, nec-
essary assistance, organisation of events) were created. In this way, the users
were able to draw the attention of foreign media to the events taking place in
the country (YevromaidanSOS, n.d.).

However, information posts also had negative aspects, including the fol-
lowing: “clogging” the news feed with messages that are no longer relevant;
spamming and panic-mongering; misinformation; distribution of fake pic-
tures, and so on.

Journalists and analysts associate a significant number of stereotypes that
existed both in Ukrainian society and abroad with the events of Euromaidan
and its public perception.

Nowadays, the most effective approach to forming the country’s interna-
tional image is to create a multi-level context of associative relations with the
country; within its framework, information about the state would be interpret-
ed in a predetermined, desirable way. It should be noted that in the conditions
of political, economic and social tension, unpredictability and uncertainty, the
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constant change in the geopolitical situation around Ukraine, the dangers and
threats to national values, the real and forecast capabilities of the country to
respond to these threats were not taken into account. The international infor-
mation space, in its turn, was full of reports about Ukraine; the tense situation
forced foreign media to fill their pages with “pro-Ukrainian” materials.

So, the ambiguous interpretation of the image of Ukraine in the informa-
tion flow provides an opportunity to change or increase meanings, which are
usually considered within culture as a process of constant expansion of seman-
tic horizons. Thus, the cultural policy tools perform the function of forming
a picture of the world for a person because it is the cultural component in the
image communications of the state that covers the most incredible resource for
effective image positioning in the international space of communications.

Conclusions

An image is an indicator of cultural meanings, a unique design, a mecha-
nism of realising a national culture through a set of sign objectivations formed
within a particular cultural and historical space and consolidated in individu-
als” mental representations. In 2010, the Western media formed the image of
Ukraine, which had just embarked on the path of reforms (without appreciable
progress), where corruption of the Ukrainian authorities had acquired a signifi-
cant scale, human rights were not observed, the population was poor and which
poses an investment risk. This negative image affected the fact that much few-
er people came to the Euro 2012 championship significantly. Some European
officials questioned the holding of the championship or refused to visit the
country, which worsened the development of the tourism sector, the promotion
of national cultural heritage and the investment climate. However, Ukrainians
showed themselves as a friendly and hospitable country; Kyiv was recognised
as one of the most vibrant cities in the world. The Revolution of Dignity of
2013-2014 shook the whole world once again, and the phenomenon of Euro-
maidan became international. The image of Ukraine changed in the course of
these events completely. In the West, they spoke of Ukraine as an independent
free country and the “unconquerable Ukrainians”.

So, the image of Ukraine continues to be at the stage of reformatting —
significant cultural, political, economic changes are taking place, although the
situation remains unstable and quite critical. But a properly structured state
cultural policy and the use of image-making tools will help the country to em-
bark on the path of political stabilisation, which, in its turn, will strengthen and
form a positive image.
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Mera craTrTi — BU3HAYUTU COL[IOKY/IBTYPHi JeTepMmiHaHTM TpaHcopmarii
3aKOpAOHHOIO iMimKy YKpaiHM Mif BIVIMBOM BHYTPILIHbO- Ta 30BHIIIHbOMOMITUYHUX
momiit i craH Jioro BUCBiT/IEHHS B iH(OpMaliffHOMy IPOCTOpi; 3’ICYBaTU €BOJIIOLIiIO
KyJIBTYPOJIOTiUHOI Mopeni imMifKy Vkpainu B MiskHapogHOMY iH(MOpMaliifHOMy mpocTopi.
MeTomomorisl MOCTIMKeHHST TO/MSITa€ y BUKOPUCTAHHI MDKAMCUMIUTIHADHUX METO/iB
i migxomiB OISt BUSIBJIEHHST iHOPMALIi/iHMX Ta KOMYHIKaIliliiHMX TeXHOJIOTii, CIIPSIMOBAHMUX
Ha (OpMYBaHHS MIKHAPOIHOTO iMiIKy YKpaiHW; TPUHIUIT iCTOPU3MY 1aB 3MOTY BUSHAUUTHU
eranu 3MiHM iHQOpMalliifHOTro MPoCTOpPY i TpaHChOpMAILii reoromiTHYHOI CUTYyallii JoBKoIa
VKpaiHu; CTPYKTYpHUIL Ta MeTOJ, TOPiBHSIHHS 3aCTOCOBYBAIMCS [l BUSHAUEHHS O3UILiik
mikHapomuux 3MI momo Ykpainu, ixHboro BBy Ha (opmyBaHHs ii imimky. HaykoBa
HOBM3HA AOCTi[IKeHHSI BU3HAUA€EThCS B IMpeACTaBAeHHi iMiIxy YKpaiHM SIK BUpaskeHHS
MEHTQJIbHOCTI OKpPeMOi KyJbTypPHO-iCTOPMYHOI CHiIbHOTY, TIOKa3HMKA KyJIbTYPHUX
CMMCIiB, YHIKQJbHOI KOHCTPYKIIii, Me€xaHi3My peasli3allii HalliOHaJIbHOI KyJbTypyu udepes3
CYKYITHICTh 3HAKOBMUX OO’€KTMBAIiif, M0 (OPMYIOTHCS B MeEXKax OKPEMOTO KYJIbTYPHO-
iCTOpMYHOTO MPOCTOPY Ta 3aKpillJIeHi B MEHTAJIbHUX YSIBIEHHSX iHAUBiAiB. BUCHOBKHU.
IloBeneHO, 110 HeTaTUMBHMIA iMimK YKpaiHu, cTBopeHuii 3axiguumu 3MI, cyTTeBO BIUIMHYB
Ha PO3BUTOK ii TYpUCTUYHOI chepu, TOTYIIPU3allito HalliOHATbHUX KYJIbTYPHUX HaJI0aHb TA
iHBecTuiiiHMIT KiIiMaT. CyyacHMit iMimk YKpaiHM TPOXOANUTH CTafito0 mepeopMaTyBaHHS;
Bi/IOYBAIOTHCS 3HAYHI KYJbTYPHi, MOMITUYHI, EKOHOMiUHi 3MiHU. KyabTypOIOTiuHy MOzeb
MO3UTUBHOTO iMimKy YKpaiHuM B MikHapogHOMY iH(OpMaIiifHOMy MpocTOpi BU3HAUYae
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Kniouosi cnosa: mikHapomHuMit iMiIK; HaliOHaJbHA KyJIbTypa; iH(pOpMAaIiiiHMii
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Llenp cTaTh¥ — ONPENENNUTh COLMOKY/IBTYPHbIE MEeTEePMUHAHTHI TpaHCchOopMaIun
3aTPAaHUYHOTO MMM/KAa YKpauHbl MO BIMSIHUEM BHYTPU- U BHEIIHEIIOIUTUUYECKUX
COOBITUIT U UX OCBeIlleHMs B MHGOPMAIMOHHOM IPOCTPAHCTBE; BBISICHUTDH SBOJIIOLIVIO
KYJIBTYPOJIOTMYECKOI MOIeNM UMUK YKpauHbl B MEXIYHAPOIHOM MHGOPMAIMIOHHOM
nmpocTpaHcTBe.  MeTomonoruss  MUCCAeNOBAaHMSI — 3aK/IOYaeTcsi B MCIOJb30BaHUU
MEXIUCIUIIMHAPHBIX METONOB M IIOAXONOB [Ji1 BBISIBIEHMS MH(POPMALVIOHHBIX
¥ KOMMYHMKAIIMOHHBIX TEXHOJIOTMI, HalIpaBJIeHHbBIX Ha GOpMIMpPOBaHIE MEKIYHAPOTHOTO
UMUK YKpauHbl; NPUHLUI MCTOPU3Ma MO3BOJWI OMNpPEeNeNUTh 3STalbl M3MEHEHUS
MHGOPMAIMOHHOIO IIPOCTPAHCTBA U TpaHCHOPMAIIVY FeOTIOIUTUUECKO CUTYaIlUY BOKPYT
YKpauHbl; CTPYKTYPHbBIM M METOZ, CPaBHEHMS MPUMEHSIIUCDH [JISI ONpeeeHus] MO3ULUN
MexXayHapoaHbix CMU 1Mo OTHOIIEHMIO K YKpauHe, UX BAMSHUS Ha (GOpMUpOBaHMe ee
uMHuIKa. HayuyHasi HOBM3HA MCCIeNOBaHUS OIpedenseTcss B MpefcTaBJeHUuM MMUIKA
VKpauHbI Kak BbIpaskeHsI MEHTATbHOCTY OTHETbHOJ KYJIbTYPHO-MUCTOPUYECKOI OOLTHOCTH,
rokasartessl KyJbTYPHBIX CMbICJIOB, YHUKAIbHOM KOHCTPYKLIMM, MeXaHM3Ma peannsaluyunu
HaIMOHAJbHOI KYJIbTYpPbI Uepe3 COBOKYITHOCTh 3HAKOBBIX OOBEKTUBALVIA, POPMIUPYEMBIX
B paMKax OTIeJbHOTO KYJIbTYPHO-UCTOPUUECKOTO TIPOCTPAHCTBA U 3aKpeIvIEHHBIX
B MEHTAJbHbIX TMPEACTABIEHUSIX MHIAUBUIOOB. BbiBoAbl. [loka3aHO, YTO HeraTUBHBINI
UMUK YKpauHbl, chopMupoBaHHbIi 3anmagHbiMu CMU, cylecTBEHHO TOBIMSUT HA
pasBuUTHE €e TYPUCTUUECKOI cdephbl, MOMYIIPMU3ALMI0 HAUMOHAIbHBIX KYIbTYPHBIX
LIEHHOCTel M MHBECTULIMOHHBIN KaumaT. COBpeMEeHHbIVi MMUIK YKpauHbl TPOXOOUT
cTagyio rmepe@opMaTUpPOBaHMS; IPOUCXOIAT 3HAUMUTE/IbHbIE KYJIbTYPHbIE, IIOJIUTUYECKIE,
9KOHOMMYECKMEe M3MeHeHUs. KyabTyponornyeckyldo MOJe/b I[MO3UTUBHOTO MMUIKA
VKpauHbl B MEKIYHAPOIHOM MHGOPMAIMOHHOM IIPOCTPAHCTBE OIpemesieT MPaBUIbHO
BBICTPOEHHASI TOCYIApPCTBEHHAsT KYJbTypHAasl MOMUTUKA U 3(h(EKTUBHOE MCIIONb30BaHNE
COBpPEMEHHBIX MMUIKEBBIX MHCTPYMEHTOB, KOTOpPbIe CIIOCOOHBI BBIBECTM €€ Ha IIyTh
KYJIBTYPHOI, TIOIUTUYECKON ¥ SKOHOMMUYUECKO CTaOMIMU3aLIN.
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from the first professional theatre to the present day. The research methodology applies
aninterdisciplinary approach.In particular,the principle of historicismis an opportunity
to trace the change in the repertoire policy of theatres under the influence of socio-
political circumstances. Structural-functional and macrodynamic methods to study the
theatre at different stages of development are methods of analysis and synthesis used
to identify the main artistic phenomena and trends in theatrical activities. Scientific
novelty. Based on the analysis of the repertoire plays of five Ukrainian theatres: the
Theatre of Coryphaei, Taras Shevchenko Kharkiv Academic Ukrainian Drama Theatre,
Taras Shevchenko Dnipro National Academic Ukrainian Music and Drama Theatre,
Ivan Franko National Academic Drama Theatre, Maria Zankovetska Theatre — trends
in the development of the repertoire policy of the Ukrainian theatre are identified, the
influence of traditions and society on the work of leading Ukrainian theatre figures
is justified; the boundaries of the concept of “repertoire traditions” are expanded.
Conclusions. The article examines the peculiarities of the development of Ukrainian
theatre from the creation of the first professional theatre in Ukraine to the present
day, highlights the impact of repertoire censorship. Five stages of the formation of the
repertoire traditions of Ukrainian drama theatres are described: the period of the birth
of Ukrainian drama (I. Kotliarevsky); further repertoire traditions in Tsarist Russia
era; the formation of modern Ukrainian theatre (Les Kurbas); the period of World War
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technology.
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Introduction

Artistic, aesthetic and political ideas are the main components of the the-
atre’s repertoire policy, which is one of the means of influencing the cultural
consciousness of society, its views and world view and contributes to the un-
derstanding of the problems of the audience. The play revives or instils a sense
of national identity, the unity of society and can inspire you to get acquainted
with the play in the original. Theatrical culture preserves authentic Ukrainian
traditions and transforms them, forming new modernised visual forms of effec-
tive influence on the viewer’s perception of information.

The study of the Ukrainian professional theatre repertoire traditions is rel-
evant because there are gaps in the study of its repertoire policy peculiarities
in terms of political periods in general and the influence of Ukrainian theatre
figures on its development in particular.

Recent research and publications analysis. Many scientific works of histori-
ans of Ukrainian culture, art critics, artists, etc. are devoted to studying Ukrain-
ian theatre traditions. Research concerns both theatrical art as a whole and
the activities of individual theatres, the creative heritage of dramatic artists.
In particular, B. Kokulenko (2018), researching the artistic heritage of M. Kro-
pyvnytskyi, emphasises that the artist’s world view was significantly influenced
by the travelling troupes performances, which he saw in the county school
and, creating a Ukrainian democratic theatre, sought to bring the stage clos-
er to the masses. The book by S. Tobilevych (1947) is an essays-portraits col-
lection devoted to the first professional Ukrainian theatre prominent figures:
M. Kropyvnytskyi, M. Starytsky, P. Saksagansky, M. Zankovetska, I. Tobilevych,
M. Sadovska-Barilotti, M. Sadovsky.

Analysing the work of M. Kulish and L. Kurbas, Marco Robert Stech (2017)
emphasises that their unconquered spirit “proved to be more powerful than
the brutal force of Stalin’s murderers. Their legacy was the basis for the revival
of Ukrainian theatre decades later and remains a key element of our cultural
wealth”.

0. Kazakevych (2017) was engaged in the censorship policy of the Russian
Empire regarding the Ukrainian language and Ukrainian theatrical art in the
second half of the 19th century because this policy covered the life of the entire
society, pursuing a single goal — to preserve the existing structure. However,
Ukrainian artists were looking for the ways to overcome censorship barriers,
using the corruption of officials, their own authority. They managed to create
a Ukrainian professional theatre.

T. Shpakovska’s (2001) exploration is devoted to the Taras Shevchenko Dni-
pro National Academic Ukrainian Music and Drama Theatre; as the first profes-
sional theatre in Ukraine, which has come a long way from its founding in 1918
to the present. The authors note that the theatre has always been highly pro-
fessional. And just as world-famous artists “served” there in the 1920s, today,
highly professional pop symphony orchestra and ballet dancers work there.

We see the views of the Ivan Franko National Academic Drama Thea-
tre general director and artistic director M. Zakharevych (2015), who ex-
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plores the theatre history from the team formation and its “travelling period”
(1920-1923) to the “path of stabilisation” (before 2001). The author calls the
theatre an “artistic child” who is “capable of self-organisation contrary to Sovi-
et ideological guidelines”, revealing the dynamics of socio-cultural transforma-
tions (pp. 4-5). H. Veselovska’s (2019) monograph devoted to the Ivan Franko
National Academic Drama Theatre, provides an author’s view of creative activ-
ity during the Bohdan Stupka leadership. However, the issues of the theatre’s
repertoire policy, which have influenced the world view of the society, are in-
sufficiently covered and require additional research.

Purpose of the article

The purpose of the article is to analyse the Ukrainian professional theatre
repertoire traditions and to find out the repertoire policy development tenden-
cies from the first professional theatre times to the present.

The research methodology applies an interdisciplinary approach. In par-
ticular, the principle of historicism is an opportunity to trace the change in the
theatres’ repertoire policy under the influence of socio-political circumstanc-
es. Structural-functional and macrodynamic methods to study the theatre at
different stages of development are methods of analysis and synthesis used to
identify the main artistic phenomena and trends in theatrical activities.

The study analysed the repertoire of Ukrainian theatres, including the
Theatre of Coryphaei, Taras Shevchenko Kharkiv Academic Ukrainian Drama
Theatre, Taras Shevchenko Dnipro National Academic Ukrainian Music and
Drama Theatre, Ivan Franko National Academic Drama Theatre, Maria Zanko-
vetska Theatre.

The scientific novelty of the research is in outlining the trends in the reper-
toire policy development of the Ukrainian theatre, substantiating the traditions
and society influence on the work of leading Ukrainian theatrical figures; study
the peculiarities and expanding the boundaries of the “repertoire traditions”
concept.

Main research material

The theatre’s repertoire primarily consists of performances based on liter-
ary works. As I. Lypa noted, “literature is the thread that connects the unit with
the whole nation, when over the years the people read their writers, they devel-
op unanimous and unambiguous ideals” (Zakharevych, 2015). It is the theatre
that connects writers with the people, revives traditions and unites generations.
The plays’ plot, which has become the literary basis of Ukrainian professional
theatre performances, traditionally covers the problems of misunderstanding
between generations, feelings, war, national oppression, the struggle for inde-
pendence, the language issue, etc. Transforming over time, they are relevant
today.

The viewer can fully feel the character of a particular nature and the es-
sence of the play through the stage design, the actors’ skill and immersion in
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the living atmosphere of a literary work. The quality of the theatre’s repertoire
policy forms the cultural consciousness of the spectator. To engage the public
and reveal acting talents, the theatre must expand its multi-genre range, from
light, entertaining vaudeville and operettas to thought-provoking dramatic
plays and operas. Ukrainian theatre is filled with satire, humour, tragedy and
romanticism at the same time, and the use of the latest technologies helps to
attract a new, even “lazy” audience. Viewers with different views and characters
perceive the play personally, individually but are related to both the problem
and the country. A theatre or a play can bring together people close to ideology
and values and unite society. We will consider the theatres’ repertoire policy of
different regions in different historical periods from the 19% century to identify
repertoire traditions in the Ukrainian theatre.

It is impossible to objectively study the history of Ukrainian theatrical art
without considering the linguistic and political aggression of the Russian Em-
pire, under the pressure of which Ukraine was at the time of the birth of the
Ukrainian drama theatre. In opposition to Ukrainian culture, in 1818, the tsarist
authorities organised a permanent professional theatre in Poltava — the Russian
Theatre in Ukraine — to Russify the Ukrainian population. I. Kotliarevsky was
appointed the head of the theatre. Later, theatrical figure M. Shchepkin joined
this work. The central theme of the plays revolved around the “advanced ideas
of the socio-political life of tsarist Russia in the late 18 century, D. Fonvizin’s
anti-serfdom comedy “Underage” with its sharply satirical condemnation of
unlimited arbitrariness, savagery and despotism of landlord power; exposing
play “Yabeda” with its scathing ridicule of judicial bureaucracy, embezzlement
and bribery, etc.” (Isichenko, n.d.). The cultural progress process, modernisa-
tion of society, but without immersion in Ukrainian issues, mentality, national
culture, and without the “Ukrainian heart”, distracted from his people’s folk
art and traditions. This process was the impetus for the Ukrainian theatre cul-
ture development and the formation of a kind of square of Ukrainians with the
sprouts of local artistic traditions.

I. Kotliarevsky wrote the first Ukrainian play, “Natalka Poltavka”, the pre-
miere of which took place in 1819. This date is considered to be the Ukrainian
drama beginning. The artist’s works reflect his love for the Ukrainian people,
because “in creating his plays, he started from real, national life; at the same
time, he made extensive use of the creative experience of the best Russian writ-
ers, in particular playwrights” (Isichenko, n.d.).

Already in the 1840s, amateur troupes were formed in various cities and
towns. Thus, cultural figures founded the theatre “Russian Conversation” un-
der the direction of O. Bachynsky in Lviv in 1864, and the first Ukrainian pro-
fessional theatre — “Theatre of Coryphaei” was founded under the direction of
M. Kropyvnytskyi and M. Starytsky in Yelysavetgrad (Kropyvnytskyi) in 1882.

M. Kropyvnytskyi had a flair not only for drama, directing but also for act-
ing. Performances were held with great success wherever he has been — in Ode-
sa, Galicia, Crimea, St. Petersburg. The artist laid the foundation for profes-
sional theatrical art development in the cities of Ukraine and Crimea. In the
60s and 70s of the 19" century, The Yalta Ukrainian troupe toured the cities of
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southern Ukraine. Still, the active development of dramatic theatrical art — the
Ukrainian amateur art movement of Crimea — began after the visit of M. Kro-
pyvnytskyi — actor and then leader of the troupe to Sevastopol.

At the end of the 19% century, performances in Ukrainian were staged only
after a Russian-language play. However, Ukrainian theatre was developing rap-
idly and powerfully, accumulating Ukrainian artistic and spiritual experience.
The Coryphaeians were beginning with the production of plays based on the
principles of Enlightenment realism, which covered psychological and prop-
erty issues, serfdom and ignorance. Plays by renowned masters of Ukrainian
drama: “The Courtship at Goncharivka” by H. Kvitka-Osnovianenko; “Slave”
by T. Shevchenko (directed by M. Kropyvnytskyi), “Zaporozhets za Dunayem”
by S. Hulak-Artemovsky; “Follow the two hares”, “Oh, don’t go, Hrytsia, and to
the party” by M. Starytsky; “Give freedom to the heart, lead it into captivity”,
“After the audit” by M. Kropyvnytskyi and others were forming the repertoire
of theatres.

The name “Theatre of Coryphaei” was mentioned first in the work “Co-
ryphaei of the Ukrainian stage”, published by Ukrainian artists anonymously
in 1901. Leading actors of the Theatre of Coryphaei were: M. Kropyvnytskyi,
Tobilevych brothers (I. Karpenko-Kary, M. Sadovsky, P. Saksagansky), M. Tobi-
levych-Barilotti, M. Zankovetska; other talented actors were invited from the
people.

The true love for the Ukrainian people, its folklore and the desire to over-
come complex social challenges united the Ukrainian theatre titans. The Cory-
phaeians sought to serve the native cause for the sake of raising the Ukrainian
moral spirit most of all, awakening the audience’s consciousness: their “perfor-
mances called for the struggle against the despotism of the “fraternal people
“and class inequality, awakened the consciousness of the masses” (Tobilevych,
1947, p. 68).

Bright variety, multi-genre theatre and opportunities for opera singing,
unsurpassed Ukrainian voices together with the national idea inspired com-
posers to create musical masterpieces. Thus, M. Lysenko has written the mu-
sical accompaniment to the play “Thresholds are beating”, sad singing to the
will of T. Shevchenko “When I die, bury” to enhance the impact of the play on
the audience. All Ukrainian drama, being under the tsarist government oppres-
sion and the revolutionary-populist movement influence and the work of Taras
Shevchenko, is permeated by the vibrating string of the liberation movement.

The Russian Empire’s intolerance of Ukrainian plays manifested itself in
various prohibitions. Russian Emperor Alexander II signed one of these de-
crees, known as the Ems, in 1876 in the German city of Bad Ems. The latter was
aimed at eradicating the use of the Ukrainian language. The third paragraph
of the decree forbade the use of the national language during public readings,
stage performances, in texts to musical notes. The performances could be
shown only after censorship by state structures and obtaining a special permit
on the territory of Ukraine, which was forcibly part of the Russian Empire. Some
of them underwent this procedure in part — part of the work or the actor’s re-
mark may not have passed; Often the works were submitted to the censor for
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verification two or three or more times under different names (for example,
“Shepherd” — “Burlaki”, “Pidpanki” — “Before the World” — “Filimon Sidor-
ovich” — “Not so ladies as punks” I. Karpenko-Kary and other plays). “The titles
of the works had to be indicated on the posters, and if others were performed,
their names should have been written on the back of the poster, and this infor-
mation should have been submitted to the Head Administration” (Kazakevich,
2017, p. 51). We can assume that such demands were explained by the tracking
of individual actors in patriotic roles. Later, Alexander III again tightened cen-
sorship to strengthen the autocracy and published the “Provisional Rules of the
Press” in 1882 (Savchynskyi, 2008). The Ems decree, already known to us, led to
the unification of Ukrainian forces in Galicia, which was under the rule of the
Austro-Hungarian Empire at the time.

In 1889, M. Starytsky wrote: “They began to ban the showing of plays not
only from the intellectual life, but also merchant and bourgeois, and even
to ban previously permitted historical and domestic plays only through lan-
guage (“Bohdan Khmelnytsky” M. Starytsky, “Broken Heart” and “Tatarivna”
by M. Kropyvnytskyi, “Roman Volokh” by I. Karpenko-Kary) (Kazakevych, 2017,
p. 56). The authorities, realising the influence of the national language on the
consciousness of the Ukrainian people, tried to restrain the development of
Ukrainian culture by various prohibitions. However, the Coryphaeians man-
aged to circumvent censorship. For example, S. Rusova signed the play with her
Swedish surname Lindfors when the censor refused to sign several Ukrainian
works by one author.

The years of fruitful work of the Ukrainian reformer Les Kurbas were an
important period in the formation of modern Ukrainian theatre. Works by
Ukrainian classics: “Natalka Poltavka” by I. Kotliarevsky, “The Courtship at
Goncharivka” by H. Kvitka-Osnovianenko, “Give Your Heart Freedom, Take
Captivity” by M. Kropyvnytskyi, etc. were mostly in the repertoire at the begin-
ning of the director’s career — the creation of a theatre group “Ternopil Theatre
Evenings” (1915). Such modern Ukrainian works and plays of world classics as
“Black Panther and Polar Bear” and “Bazaar” by V. Vynnychenko, “King Oedi-
pus” by Sophocles, “Woe to the Liar” by F. Grillparzer, were staged in the days
of philosophical, intellectual Les Kurbas Theatre (this is the Young Theatre).
The productions were also directed by Hnat Yura, Valerii Vasyliev, and Semen
Semdor, in addition to Les Kurbas. In particular, actor and director Hnat Yura,
founder of the Ivan Franko National Academic Drama Theatre (1920), staged
“Sin” by V. Vynnychenko, “Candida” by B. Shaw, “Flooded Bell” by G. Haupt-
mann. Les Kurbas allowed the actors of the studio theatre to realise all talent
facets, supported those who wanted to develop directing skills: in particular,
the play “Tartuffe” by Moliere, created by V. Vasiliev, “Enemy of the People”
(“Dr Stockman”) by H. Ibsen, created by Semen Semdor.

Researchers of L. Kurbas’s work define the next stage of the artist’s creative
path — the activity of the Berezil art association — as “political”. The thea-
tre’s repertoire included foreign (mostly staged by L. Kurbas) works — “Gas” by
G. Kaiser, “Jimmy Higgins” by E. Sinclair, “Macbeth” by W. Shakespeare. Perfor-
mances based on plays by Ukrainian authors were performed mainly by the art-
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ist’s students — B. Tyagno (“Gas Masks” by S. Tretyakov, “Armoured Train” by
V. Ivanov), F. Lopatynsky (“Sava Chaly” by I. Karpenko-Kary), Yaroslav Bortnyk,
(V. Yaroshenko’s “Span”) and others. The creative team also performed joint
productions (“October”, “Ruhr”, “1905 at HTZ”, “Birth of a Giant”, etc.).

M. Kulish added the Ukrainian spirit to the stylistically formed theatre,
which still depended on the repertoire of other countries. After all, it was a pe-
riod of the awakening of national identity for L. Kurbas. Two giants of Ukrain-
ian theatrical art jointly created such masterpieces as “People’s Malachi”, “Pa-
thetic Sonata”, “Eternal Revolt”, but they were banned after the first show. For
a long time, these performances were considered nationalist as questioning the
foundations of communist ideology. The last performance of the artists at large
was “McLean Grass” — a philosophical drama that “essentially strikes with its
deep pessimism, rebellious in contrast to the obligatory false optimism of so-
cialist realist peacocks to the Soviet government” (Stech, 2017). Les Kurbas fell
into the “trap” of Soviet power and completed his career in the camps of the
White Sea-Baltic Canal (he was shot in 1937). His plays based on the works
of M. Pogodin “Aristocrats”, L. Slavin “Interference”, O. Sukhov-Kobylin “Death
of Tarelkin”, “Patlen’s Lawyer” and the camp operetta “Dream on Vian-Guba”
(created by Les Kurbas and M. Ircan, Czech composer Urbanek) saw the world
there.

Theatres were evacuated from their hometowns in Ukraine at the beginning
of World War II. “Staffs created at the theatres were included: chief of staff,
head of the literary and organisational part, the dispatcher for relations with
organisations responsible for repertoire developing and creative staff of con-
cert brigades, organising and conducting performances in military units, hospi-
tals, stations and mobilisation points, etc.” (Romanenko, 2015, p. 68). However,
the theatres did not choose the routes themselves; “Front departments sent
applications to the Main Directorate of the Workers’ and Peasants’ Red Army,
which determined the number of required creative brigades and their routes...”
(Romanenko, 2015, p. 69).

In particular, the Lviv Maria Zankovetska Theatre was evacuated to the
North Caucasus to the village of Labinska. Later (due to lack of work), he was
evacuated to Siberia, in Tobolsk. Taras Shevchenko Dnipro National Academ-
ic Ukrainian Music and Drama Theatre was evacuated to Kazakhstan. Taras
Shevchenko Kharkiv Academic Ukrainian Drama Theatre was divided: part of
the troupe — “M. Krushelnytskyi, I. Maryanenko, and V. Chystyakova found
themselves in Ashgabat, a large group of actors, led by director L. Dubovyk,
was evacuated to the city of Marxstadt, Saratov region, and others, led by
V. Meller, the main artist of the theatre, were in Semipalatinsk” (Zakharevych,
2015, p. 160). Only seven months later, the troupe was able to unite in Voro-
nezh, where it showed a play “Bohdan Khmelnytsky” by O.Korniychuk. The
production of a politically credible playwright, which did not contradict Soviet
ideology, helped unite the Ukrainian theatre with the Russian audience and
provided an opportunity to work freely. Later, the theatre worked in Kyzyl-Kyiv
(Kyrgyzstan) and other places of forced deployment. His troupe was constant-
ly changing location. And the Ivan Franko National Academic Drama Theatre
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found himself in Tambov, later moved to Semipalatinsk (Kazakhstan). His first
performance was I. Franko’s play “Stolen Happiness”. In 1941-1942, the peo-
ple of Ivan Franco Theatre staged the productions: “Oh, don’t go, Hrytsia, and
to the party”, “Marusya Boguslavka” by M. Starytsky, “Stolen Happiness” by
L. Franko, “Talentless”, “Vanity” by 1. Tobilevych, “Platon Krechet” by O. Korni-
ychuk, “Natalka Poltavka” by I. Kotliarevsky, “Nazar Stodolya” by T. Shevchenko
and others.

Wartime dictated the demand for theatrical and concert activities to lift the
army spirits. Patriotic and defensive performances became especially popular
(“In the steppes of Ukraine”, “Front”, “Bohdan Khmelnytsky” by O. Korniychuk,
“Shelmenko-batman”, “Russian people” by K. Simonov). Humorous acts, one-
act or collective performances, pop numbers, recitations, etc., were added to
concert programs.

Theatres began to form a new planned repertoire in peacetime. The tradi-
tions of the plays remained, but the political influence was still quite strong.
The country was experiencing waves of repression, so some directors’ perfor-
mances dreamed of staging were not restored.

Cultural figures and scholars began to be awarded the annual Stalin
Prize from 1940 to 1953. Thus, in 1951, I. Kobrynsky, the director of the Taras
Shevchenko Dnipro National Academic Ukrainian Music and Drama Theatre,
received the third-degree award for the play “Forever Together” by L. Dmyterko;
Hnat Yura, director and artistic director of the I. Franko Drama Theatre, won
the second degree twice in 1949 and 1951.

“Developed socialism” also did not change the party’s policy, which con-
tinued to struggle with the culture of Ukraine, its national manifestations.
Thus, the works of V. Vynnychenko, O. Konysky, P. Kulish, Olena Pchilka, I. Dni-
provsky, M. Kulish and many other masters continued to be banned.

The repertoire of the Taras Shevchenko Dnipro National Academic Ukraini-
an Music and Drama Theatre in the 60s of the 20" century under director I. Ka-
znadiy, a student of People’s Artist M. Krushelnytskyi, consisted of classical lit-
erature works and modern drama of that time. The purpose of this repertoire
policy was to bring the theatre closer to the people and promote meaningful
dialogue with the audience, which would help solve problems that arise in so-
ciety and give people a holiday. “The classical repertoire in this period consist-
ed mainly of Ukrainian plays. And it was represented by all genres approved
by censorship. M. Starytsky’s “Bad Fate” (“Gypsy Aza”) and “May Night” (after
M. Gogol); “Talentless” and “Sin and Repentance” by 1. Karpenko-Kary; “Taras
Bulba” by M. Gogol; “On Sunday morning the potion dug” by O. Kobylyanska;
“Until the sun rises, the dew will come out of M. Kropyvnytskyi’s eyes”; “In
the Forest” by Lesya Ukrainka; “Shelmenko-batman” and “The Courtship at
Goncharivka” by H. Kvitka-Osnovianenko were a great success. And the best
examples of Western European drama “Tartuffe” by Moliere, and “A lot of noise
in vain” by W. Shakespeare (Shpakovska, 2001, p. 80) were next to the post-
er. Plays of the “light genre” or operetta, the nuances of which were well felt
by directors I. Kobrinsky, S. Smiyan, A. Belgorodsky, were staged in addition
to classical productions. The music orchestra and ballet troupe contributed to
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the high-quality design of Yury Milutin’s “Trembita”, G. Plotkin’s “At Dawn”,
L. Lyadova’s “Under the Black Mask”, and others. The combination of music
and drama of the Shevchenko Theatre artists emphasised and strengthened the
Ukrainian theatre picturesqueness, such as singing and musicality.

The repertoire of 1. Franko Drama Theatre in the 70s and 80s consisted of
works: “Marusia Boguslavka” by M. Starytsky, “Cassandra” by Lesia Ukrain-
ka, “Adventures in the Kingdom of Myasopotamia” by P. Kshesinsky, “Laurel
Wreath” by L. Dmyterko, “Chocolate Soldier” by B. Shaw, “Rear” by M. Zarudny,
“Macbeth”, “A Midsummer Night’s Dream” by W. Shakespeare, “Talentless” by
1. Karpenko-Kary, “The Witch of Konotop” by H. Kvitka-Osnovianenko, Belaru-
sian play “Evening” by O. Dudarev, “Mata Hari” by N. Yordanov. Performanc-
es for children included: “Vikentiy the Wise” by Yaroslav Stelmakh, “Twelve
Months” by S. Marshak, “Santa Claus and Santa Claus” by I. Ilovaysky, “Christ-
mas Night” by M. Gogol, and others.

Modern Ukrainian theatre has freed itself from the pressure of the coloni-
al system during independent Ukraine, and the “old methods” respond in part
only in the views of some directors. Many talented Ukrainian artists consider
modern world trends and raise Ukrainian culture to a higher level, expand the
scope and change the forms of national theatre culture. It is worth noting the
active formation of the Ukrainian spiritual theatre, which is associated with
Bohdan Stupka — actor, People’s Artist of Ukraine and director of the I. Franko
Drama Theatre in 2001-2012. Under the direction of the famous artist exper-
iments were carried out, Ukrainian ideas were embodied, directors from other
countries and theatres of Ukraine were invited (Georgian director R. Sturua,
Canadian director of Ukrainian origin G. Gladiy, director V. Kozmenko-Delinde
et al.), who also expanded the creative boundaries of theatrical culture.

Analysis of the Ivan Franko National Academic Drama Theatre repertoire
as “the first stage of Ukraine” in 2001-2012 found that the classic Ukrainian
plays were presented on the Big and Small Stages since 2001. The directors
embodied such performances as: “Tragedy-comedy about the resurrection of
the dead” by G. Koninsky (dir. A. Prykhodko), “Primer of Peace” by G. Skovoro-
da, or “The Conversation of Five Travelers on the True Happiness of Being” by
V. Shevchuk (O. Anurov), “Paradise Work” by 1. Malkovych (dir. A. Prykhodko),
“Nazar Stodolya” (directed by Yury Kochevenko), “Natalka Poltavka” by I. Kot-
lyarevsky (directed by O. Anurov), “Inspector” by M. Gogol (directed by I. Afa-
nasyev), ‘After Two Hares” by M. Starytsky and “Martin Borulya” by I. Karpenko-
Kary, “The Kaidasheva Family” by 1. Nechuy-Levytsky (dir. P.Ilchenko), and
others.

Later, the repertoire was enriched with new productions, inspired by the
work of playwright I. Franko: “Overture, Goodbye” by his short prose, “Cain”
Byron translated by I. Franko, “...In the middle of paradise on the square...” —
a modern understanding of the last days of the excellent artist earth life and
“Crossroads” — a staging of the famous symbolic and modern Franko’s story”
(Veselovska, 2019, p. 75). Lesia Ukrainka’s works were also screened — “Law-
yer Martin” dir. O. Miroshnychenko, “In the Field of Blood” (directed by Yury
Rozstalny) and prose works by O. Kobylyanska — “Early on Sunday, the potion
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dug” (directed by D. Cherepyuk). In addition, plays represent the works of other
cultures and peoples: “Othello” by W. Shakespeare (directed by V. Malakhov),
“The Guest of the Old Lady” by F. Durrenmatt (directed by D. Cherepyuk), “Car-
men” by P. Marime (A.Zholdak-Tobilevych, directed by A.Hostikoyev), Mo-
liere’s “Tortuff, or ...” (directed and scenographed by V. Kozmenko-Delinde,
assistant directed by B.Benyuk), “King Oedipus” by Sophocles. R. Strua, dir.
P. Ilchenko), “The Caucasian Cretaceous Circle” by B.Brecht (dir. L. Zaikau-
skas), “The Wedding of Figaro” by P.-O. Beaumarchais (dir. Yu. Odynoky), “The
Old Woman Hatches” by T. Ruzhevych (dir. Z. Khshanovsky). Such productions
presented modern plays as “Hymn of Democratic Youth” by S. Zhadan (directed
by Yuriy Odinoky), fantasy play “The Lion and the Lioness” by I. Koval (direct-
ed by S. Moiseev), monoperformance “Sarah Bernard, Despite Everything” by
Z.Khshanovsky, L. Kadyrova and others.

Today, M. Zakharevych, the principal director and artistic director of the
Ivan Franko Theatre, organises the theatre’s activities so that performances ap-
pear on the stages in a completely new style. A striking example of this is the
“Buna” play by V. Makova (directed by D. Petrosyan), shown on the Chamber
Stage (officially opened in 2012 on the initiative of B. Stupka to the 75" anni-
versary of S. Danchenko). The peculiarity of the play is the lack of actors make-
up, which emphasises the high professionalism of their reincarnation, which
was unsurpassed by the young actress H. Fedorak (“Grandma Buna”). The cur-
rent problems of Ukrainian society are covered — misunderstanding of gen-
erations, stereotyping of thinking, imposing one’s life experience, knowledge,
skills on young people. The cultural issues of the 2000s are really reproduced —
workers go abroad in search of a happy fate. Even though new times produce
other problems, the world is moving, and society is evolving, so tradition must
also be transformed, adapted to a certain time. However, we see the opposite
in the play “Buna” — the unwillingness of the older generation to change and
keep up with the times.

Traditions live for a millennium, are passed down from generation to gen-
eration. We can assume that they “prescribe” specific laws of world order, un-
shakable principles and principles of adaptation in society, the laws of commu-
nication and further development. National classical works are imbued with the
Ukrainian people traditions, and the theatre’s repertoire as a centre of national
culture includes traditional performances necessarily. Repertoire traditions are
performances of Ukrainian drama classics with the source of the sacred, deep
essence of the people’s existence, staged by directors during the historical de-
velopment of the Ukrainian theatre, reproducing the picturesqueness features
and historical facts of the Ukrainian people and culture by integrating national
values and Ukrainian identity.

Conclusion
It is noted that domestic works reflect the Ukrainian people mentality and

character, picturesqueness and traditions, as well as the historical experience
of the Ukrainian nation (plays by T. Shevchenko, Lesya Ukrainka, I. Franko,
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M. Starytsky, M. Kropyvnytsky, M. Kulish, V. Vynnychenko etc.). However, the
presence of classical works of prominent Ukrainian and foreign playwrights,
writers and poets in the repertoire is also characteristic of theatres. In turn,
classical works of other cultures acquaint the Ukrainian audience with the tra-
ditions of different peoples — national songs, choreography, values, etc. (works
of W. Shakespeare, Moliere, H. Ibsen, B. Shaw, etc.)

Analysing the trends in the formation of repertoire traditions and features
of censorship policy in Ukrainian theatres from the time of the first theatre to
the present, we highlight the following periods:

1. Origin of Ukrainian drama — I. Kotliarevsky created the first Ukrainian
drama, “Natalka Poltavka”, the premiere of which took place in 1819. This date
is considered as the beginning of Ukrainian drama.

2. Ukrainian Theatre in Tsarist Russia times — Theater of Coryphaei, es-
tablished in 1882, whose repertoire consisted of works by Ukrainian writers
T. Shevchenko, I. Franko, H. Kvitka-Osnovyanenko, M. Starytsky and others.

3. The period of modern Ukrainian theatre formation — the work of direc-
tor Les Kurbas. It can be divided into three stages — the development of thea-
tre (the repertoire consists mainly of classical Ukrainian works), philosophical
(work based on plays by European playwrights and modern works) and political
(special attention is focused on the artist’s collaboration with Ukrainian play-
wright M. Kulish).

4. Ukrainian theatre during the Second World War and the postwar period
was under the close supervision of the communist authorities. It was possible
to create in part the Ukrainian language and preserve the culture of speech
under conditions of political engagement. Authorities awarded the Stalin Prize
to the individual figures in the Ukrainian art class but encouraged the gradual
transformation of the Ukrainian theatre into a Soviet one.

5. 50s of the 20" century are remarkable with artificial theatrical perfor-
mances with the wrong vector of theatre development. During this period, many
Soviet theatres disappeared altogether (for example, Jewish or Polish). Still,
Ukrainian theatre changed the repertoire, style and manner of playing thanks
to adaptation partially, but with the revival of the deep essence of Ukrainian
traditions and language.

6. “Liberation” of theatres in the days of independent Ukraine was the
continuation of anachronistic processes. The new consciousness only sprout-
ed, so there was significant inertia of the theatre. And a manifestation of the
Ukrainian spirit strength, when the theatre played with colours and an ex-
plosion of patriotic emotions, took place only after the Russian aggression in
2014.

7. Today, positive and negative changes are taking place in the theatres
of Ukraine. A feature of modern Ukrainian theatre is performances on second
stages, mono production, and advanced technology. Classical performances
have also not lost their relevance because traditional problems do not leave so-
ciety: the division of property, misunderstandings between generations, issues
of ignorance, the desire for “easy” enrichment, and others. Performances are
primarily shown in the official language.
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Modern theatre is not limited in its repertoire choice, accumulating pro-
ductions of plays by different peoples of Ukraine and the world. It has become
a tradition to stage Jewish, Tatar, and English plays translated into Ukrainian. It
would be unethical to talk about the development of Russian drama during the
war, but there is no oppression here either. Therefore, productions of Russian
plays can be presented in Ukrainian theatres at the request of talented Ukrain-
ian artists. There are no bans; the theatre is free.

The repertoire traditions of performances based on the works of classics
of Ukrainian drama carry the source of the sacred, deep essence of our people.
Directors stage productions, taking into account the picturesqueness, features,
historical facts, and culture in general, integrate national values and Ukrainian
identity into modern society. The repertoire is being modified and modernised
by theatrical figures. The problems raised in the literature are being transformed
because of current realities, which determines the prospects for further research.
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PEIIEPTYAPHA TPAJULIIA YKPATHCBKOT'O JPAMATUYHOT'O TEATPY:
ICTOPUKO-KVJIBTYPHUU ACIIEKT
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ORCID: 0000-0002-9245-5373, kmatvieieva@gmail.com,
Kuiscokutl HayioHanvHUll yHigepcumem KyJa1emypu i Mucmeyms,
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Meta cTaTTi — 3’CyBaTM penepTyapHi Tpajguiiii YKpaiHCbKOTO TeaTpy Bif dacy
CTBOpEHHS TepIIoro MpodeciiiHOro TeaTpy A0 ChOTONEHHS. MeTOMOJOTiST ITOCTiIKeHHSs
nepen6avae 3aCTOCYBaHHS MiXKIMUCIUILTIHAPHOTO MTiX0y. 30KpeMa IMPUHIIUII iCTOPU3MY SIK
MOSKJIMBICTh MPOCIiAKYBAaTU 3MiHY perepTyapHOi MOMITUKY TeaTPiB Mif, BIUIMBOM CYCITiTbHO-
MOTiTUYHUX 06CTaBUH. MeToau aHai3y ¥ CMHTe3y BUKOPUCTAHI [/IsT BUSBJIEHHSI OCHOBHUX
MUCTEUbKUX SBUIL i TEHAEHIi/ Y TeaTpasbHill AisSUTbHOCTI, CTPYKTYPHO-(QYHKI[iOHATbHMIA
i MikpoguMHamiuHMiT MeTOOM — IJis1 OOCTIMKeHHSI TeaTpy Ha DPi3HUMX eTamax pPO3BUTKY.
HaykoBa HOBM3HA. Ha OCHOBIi aHasi3y pemnepTyapHUX IT’€C II’SSTU YKPaiHCbKMUX TeaTpiB —
TeaTpy Kopudeis, XapKiBChbKOTO Iep>KaBHOTO aKaZeMiyHOTO YKPaiHChKOTO IpaMaTUYHOTO
Tteatpy im.T.T.IlleBueHka, [THIMPOBCHKOTO HAalliOHAJIBHOTO AaKaJeMidYHOTO YKpPaiHChKOTO
My3u4yHO-ApamatuyHoro Teatpy im. T.[.IleBuenka, KuiBcbkoro HalioHaJIbHOTO
akaZieMiyHOro JpaMaTMyHOro Teatrpy iMm.l. ®panka, HalioHaJbHOrO akaJeMiuyHOTO
YKpaiHChKOTO IpaMaTUYHOrO TeaTpy iM. M. 3aHbKOBeIbKOi — BUSIBJIEHO TEHEHIIii PO3BUTKY
pernepTyapHOi MOMITUKY YKPAaiHCHKOTO TeaTpy, 0OTPYHTOBAHO BILUIUB TPAIMIIiii i cycmiibCeTBa
Ha TBOPUICTh MPOBIIHUX YKPaiHCbKUX TeaTpaJbHUX [OisYiB; PO3LIMPEHO MEXi MOHSATTS
«pemnepryapHi Tpaauiii». BucHOBKuU. JJoCTiIKEHO OCOGIMBOCTI PO3BUTKY YKPAiHCHKOTO
TeaTpy BiJ, CTBOPEHHS B YKpaiHi mepiuoro npodeciitHoro TeaTpy 10 CbOrOIeHHS, BUCBIT/IEHO
BILUIUB [[eH3YPU Ha periepTyap. OXapaKkTepu30BaHO IT'SITh eTaItiB GOpMyBaHHS perepTyapHuX
TpaguLiil yKpaiHChbKMX IpaMaTUUHUX TeaTpiB: mepiof 3apoAKeHHS YKpaiHChKOi JpaMaTyprii
(I. KotnisipeBCbKUIt) ; MOAAIBINI perepTyapHi Tpaauilii 3a yaciB uapcbkoi Pocii; popmyBaHHS
CyJacHOTo ykpaiHchkoro teatpy (Jleck Kypbac); mepioz Ipyroi cBiTOBOI BiliHM Ta TOBOEHHI
yacu, Ko 6y cripobu TpaHCchOpPMYBaTH YKPaiHCbKUI TeaTp y pafsTHCbKUiA. 3’ICOBAHO, 110
0COOMBICTIO CY4aCHOTO YKPaiHChKOTO TeaTpy € BUCTaBU HA MalIMX CIleHaX, MOHOBMCTABH,
BUKOPUCTAHHS HOBITHIX TE€XHOJIOTIIA.

Kntouosi cnosa: penepTyapHi Tpaauliii; ykpaiHCbKUIL TeaTp; HalliOHAIbHA JpaMaTypris;
Tearp KopudeiB; mepumii fpaMaTUUHUIT TeaTP; CydacHUIT TeaTp
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Llenb cTaThy — BBISICHUTD periepTyapHble TPAgUIIUMKM YKPAUHCKOTO TPOdeCcCOHaTbHOTO
TeaTpa B pa3Hble MOJUTUYECKNE TIePUOAbl — OT BPEMEH IMepBOro MpoQecCrOHATbHOTO
TeaTpa OO cux Iop. Meromonorusi uCCIefoBaHMs IpefycMaTpyBaeT IIpUMeHeHMe
MEeXAVCUUIUVIMHAPHOIO MOAXO0AA U NMPUHIMIIA UCTOPKU3MA KaK BO3SMOXKHOCTU NPOCIEAUTD
M3MeHeHMe pernepTyapHOil TMOAUTUKM TeaTpoB TON BIMSIHMEM OOIIECTBEHHO-
MOJIUTUYECKUX OOCTOSITENBCTB. MeTO/IbI aHATNM3a Y CMHTEe3a UCITOIb30BAHbI JIJIST BHISIBIIEHUST
OCHOBHBIX XY[OX€CTBEHHBIX SIBJIEHMII M TEHAEHLMII B TeaTpajbHON [esTeNIbHOCTH;
CTPYKTYPHO-(QYHKIMOHAIbHBIN ¥ MUKPOJMHAMUYHBIA METONbl — [JIS MCCAeIOBaHUS
TeaTpa Ha pa3HbIX 9Tanax pa3BuTus. Hayunas HoBu3Ha. Ha ocHOBe aHanu3a penepTyapHbIX
MbeC TSITU YKPAMHCKUX TeaTpoB — TeaTpa KopudeeB, XapbKOBCKOTO TOCYIapPCTBEHHOTO
aKaJeMMnyecKoro yKpamHcKoro gpamaruyeckoro rearpa uM. T. I. llleBueHko, IlHenTpoOBCKOTO
HALMOHAJbHOIO aKaJeMMUYeCKOro YKPauMHCKOIO MYy3bIKaJIbHO-IPaMaTUUeCKOro TeaTpa
um. T. lleBuenko, KreBcKOro HalOHAJIBHOrO akaJeMMUUYeCKOIro ApaMaTU4ecKoro rearpa
um. Y. ®panko, HanyioHanpHOro akaleMM4eCcKoro yKpauHCKOro ApamMaTudyeckoro rearpa
M. M. 3aHbKOBEIIKOII — BBISIBIEHbl TEeHIEHLMM Ppa3sBUTUSI pPelepTyapHOi IOMUTUKU
YKPaMHCKOTO TeaTpa, 000CHOBAHO BJIMSTHYUE TPAAUIINIA 1 0O1IeCTBA HA TBOPYECTBO BEAYIIUX
YKPaMHCKMX TeaTpajbHbIX [esTellell; pacliMpeHbl TPaHUIIbl MOHATUS «pellepTyapHble
Tpaguuuu». BeiBoabl. VccieqoBaHbl OCOOEHHOCTM Pa3BUTKSI YKPAMHCKOTO TeaTpa OT
co3maHus B VYKpauHe TepBOTO MpPO(ecCHMOHATbHOTO TeaTpa O CErofHs, OCBEIleHO
BAMSIHME IIeH3yphl Ha penepryap. OXapaKkTepu3OBaHbI MATh 3TANOB (GOPMUPOBAHUS
penepTyapHbIX TpaguLiuii YKPaMHCKUX IpaMaTUUeCKUX TeaTpoB: IMepuof 3aposkIeHUs
ykpamHckoii gpamaryprum (U. KomisipeBckuii); pernepryapHble TpaguLMy BO BpeMeHa
napckoit Poccum; dopmupoBaHMe COBpeMeHHOTo ykpauHckoro Teatpa (Jlecs Kypbac);
nepuon, BTopoii MMpPOBOJ BOVHBI M IIOCIIEBOEHHOE BpeMs], KOrza MpenpuHUMAInCh
MOTBITKM TPaHC(HOPMUPOBATh YKPAMHCKUIT TeaTp B coBeTckuii. OmpeneneHo, 4YTO
0COOEHHOCTHIO COBPEMEHHOTO YKPAMHCKOTO TeaTpa SIBJSIIOTCS CIEKTaKIM Ha MalbIX
CLIeHaX, MOHOCIIEKTaK/IM, UCI0/Ib30BaHye HOBEIINX TeXHOIOIMIA.

Knwuesvie cnosa: pernepryapHble TpaguLMM; YKPaMHCKUIL TeaTp; HaLMOHAJbHAsI
IpaMaTyprus; TeaTp Kopudees; mepBbIil ApaMaTUUeCKNi TeaTp; COBPEMEHHbI TeaTp
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Introduction

This article discusses the issue of the modern globalization trends in the
development of the socio-cultural environment as a complex, multilevel for-
mation, the main characteristics of which are time, movement and space of
social realities and the reset of thinking of Ukrainian society in the digital age.
The changes actualise the problems and needs of the introduction of the latest
technologies in the formation and development of the innovative and creative
nature of the cultural space.

In general, the sphere of creative industries plays a threefold role in the
national innovation process: by definition, it is the main source of innovative
ideas and the emergence of new goods and services; it offers services that can
be a resource for innovation of other enterprises, which belong or do not belong
to the creative sector; it intensively uses new technologies and often requires
their counterparties to adapt to changes in market demand, the introduction
of technological change, thereby forming innovative impulses for technology
manufacturers, as determined by the specifics of creative industries.

Transfer of creative and cultural space to the digital environment. At the
same time, the implementation of digital technologies, in particular digitalisa-
tion trends, is both an opportunity and a threat to the creative industries and
the cultural environment in general. The needs of consumers of the creative
space, the evolution of the socio-cultural environment, and the COVID-19 pan-
demic declared by the World Health Organization in March 2020 as one of the
main measures to prevent the spread of the virus are important reasons for the
active introduction of digitalisation in the creative industries. Today, digitalisa-
tion is a necessary condition for creative industries and cultural space, creative
work, and competitiveness. Thus, in order to achieve its communicative goals,
a cultural product must first be “legalised” on the Internet, gain recognition,
popularity, and demand, otherwise, it simply will not be able to compete with
those products that are already available in the global community.

Problem Statement. The conceptual principles of the evolution of the cul-
tural and creative space encourage the introduction of innovations and active
collaboration with industries of different segments. In this context, there is
a need for the availability of cultural heritage and cultural resources. This is
an important prerequisite for socio-cultural development, the creative reali-
sation of personality and is a new trend for the future of creative industries
in Ukraine. Today’s new realities are the new challenges for the creative in-
dustries of Ukraine. According to the survey on the impact of COVID-19 on
segments in Ukraine, 72% of the respondents identified the creative industries
as more vulnerable and sensitive ("Kreatyvna ekonomika", 2020). That is why
we are convinced that the introduction and effective implementation of the
digitalisation process in the creative industries is a need and necessity. The
active introduction of digitalisation is also conditioned by the desire of artists
to constantly increase the level of their competitiveness, in accordance with
the changing time, which is reflected in differences and similarities in terms of
challenges and opportunities for cultural production and results.
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Thus, the identification of the key strategic priorities of digitalisation of
creative industries becomes one of the most important tasks for modern sci-
ence and for researchers of the system, the processes of organising the future
socio-cultural environment of Ukraine. The evolution of the information soci-
ety, the scale of social networks, and interactive digital tools provide an oppor-
tunity to use them in the format of digital communication with consumers of
creative industries. In general, modern technologies contribute to the adapta-
tion of creative sectors to the globalisation processes of society and to imple-
ment creative ideas in a slightly different way.

The recent research and publication analysis allows us to generalise that
the dynamics of modern scientific research are marked by a wide range of re-
searched issues. Scientists identify the essence, principles, patterns, compo-
nents and functional features of the digital process. It should be noted that sci-
entists mostly consider digitalisation in the economic aspect. In the spectrum
of cultural and creative industries, the issue has been little explored.

Despite the debatability and lack of consensus on the concept of “digitali-
sation”, we consider it appropriate to understand the process of digitalisation
in the creative industries as innovative development, a factor in forming a ho-
listic digital ecosystem with the introduction of digital technologies. The his-
torical and cultural dimension of digitalisation, which could be considered as
an indefinite part of the general issue, in our opinion should be viewed in three
dimensions: as a need, as a requirement and as a driving force of innovation
in the creative industries of cultural space through the prism of anthropocen-
trism. This determines the relevance of this article.

Purpose of the article

The purpose of this study is the theoretical and methodological under-
standing and justification of the peculiarities of the process of digitalisation
in the creative industries of Ukraine through the prism of the cultural aspect.

To achieve the goal of scientific research, the following tasks are identified:

- to reveal the theoretical and methodological principles of the concept
of “digitalisation” and basic scientific research in a cultural and creative envi-
ronment;

- industries of Ukraine, at the same time as an issue of preserving the
uniqueness of the creative product, and on the other hand as an opportunity
to create conditions for creative activity and competitiveness of cultural and
creative space in accordance with today’s requirements.

Main research material

In conditions of fierce competition of the socio-cultural environment, an
important tool is the collaboration of cultural and creative industries with busi-
ness structures in modern digital content. As today’s requirements determine
the culture of change in the promotion of cultural products of creative indus-
tries through digital transformations, the development of this area in providing
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conditions for the creation and launch of digital platforms of the new genera-
tion, the promotion of digital initiatives. All this is the key to understanding the
current and future audience.

Analysing the etymology of the concept of “digitalisation”, we should note
that translated from English digitalisation is transliterated as “digitisation”. In
a broad sense, it means the transition of the information field to digital format
for effective use on modern electronic devices ("Slovo roku", 2019). At the same
time, comprehensive research by scientists has formed the basic theoretical
foundations of digitalisation. Let us consider them in more detail.

From the large number of interpretations, we will present those that, in
our opinion, are most relevant to the research topic. In particular, in the con-
text of the emergence and development of digitalisation associated with the
historical features of the formation of Ukrainian society, its gradual transfor-
mation is considered by M. Dubyna and Kozlianchenko (2019). The author in-
terprets digitalisation as a phenomenon that is a manifestation of a new type
of socio-economic system, implemented through the introduction of scien-
tific and technological progress and innovative methods, intellectualisation
of human capital, use of new technologies, prioritisation of knowledge and
services, creative mentality, effective, efficient, rational business. L. Ligonen-
ko, A. Khripko and A. Domanskyi (2018) offer their vision, revealing digitali-
sation as a process of transferring information into digital form. In turn, dig-
italisation in its second sense describes the processes of interpenetration of
the virtual and physical worlds, the introduction of computer programs in
everyday practice, the impact of information technology on the creative in-
dustries. Kawashima (2010) explores the issue of copyright enforcement at
the legislative level in the creative industries. The author emphasises the im-
perfections of the legal mechanism of copyright protection. In turn, K. Kup-
rina and Khazanova (2016) consider digitalisation as a tool for transforming
information into digital forms. I. Salvador, J. Simon and P. Benghozi (2019)
focus on the negative manifestations of the impact of the process of digital-
isation on creative industries and cultural space. The researchers emphasise
the destructive ways of development, implementation and dissemination of
technological dynamics in the context of the value of innovation in the cul-
tural and creative industries.

In our opinion, a fundamental theoretical and practical tool for imple-
mentation in historical, sociological, philosophical and cultural contexts, the
process of digitalisation should be considered as a technology that allows us
to trace the evolution and uniqueness of the cultural product of creative in-
dustries. We fully agree with the vision of V. Sheiko and O. Kravchenko (2009)
that the intensification of communications and intercultural interactions, the
development of information technology contribute to the further diversifi-
cation of the diverse world of cultures, and not only and not so much their
absorption by a particular universal culture. In this context, it is appropriate
to pay attention to the multiple use of the term “digitalisation” in all spheres
of society, including in the creative industries in comparison with previous
years.
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According to the official website of the Ministry of Digital Transforma-
tion, the word “digitalisation” in 2019 was recognized as the word of the year
(Ministerstvo ta Komitet tsyfrovoi transformatsii Ukrainy, 2019). In general,
the interpretation of the essence of digitalisation in the scientific literature
should be considered through the prism of appropriate approaches: cultural,
informational, process, structural, business-oriented. In particular, according
to the information approach, digitalisation should be considered as a set of
information resources (data processing), human resources (knowledge, abili-
ties), which arise due to the introduction of information and communication
technologies. Through the prism of the process approach, digitalisation is seen
as a way to use new technologies, new flows of information and data. Structur-
al — as a way of transformational transformation, business-oriented — as an
opportunity to create new business models in order to benefit from the use of
advanced technologies that handle a large flow of information (Dubyna & Ko-
zlianchenko, 2019). Revealing the culturological aspect, in our opinion, digital-
isation should be considered as an innovative development; as a process and
result of the formation of an integrated digital ecosystem of creative industries
with the introduction of digital technologies that provide storage, transmis-
sion, data processing.

For a comprehensive understanding of the issue, elaboration of sources al-
lowed us to identify the main structural elements of the digitalisation process.
In particular, the main factors that are a prerequisite for the digitalisation pro-
cess include: the formation of the concept (define the main directions, build
a strategy, define goals, resources and processes); human resources (training
of specialists with a high level of digital competence); technologies (providing
technologies for the digital future) (Dlihach, 2020). Note that the process of
digitalisation is formed on the basis of appropriate stages, in particular: anal-
ysis of processes and strategic opportunities for effective development, min-
imizing risks; forming a team to develop and implement the strategy of new
technologies in the process; implementation of digital processes; comprehen-
sive analysis of the implementation of digital solutions (Husieva & Lehomi-
nova, 2018). The development of digitalisation is realised in accordance with
the influence of such general factors as: the emergence of new digital tech-
nologies, the formation of new needs and demands of consumers; creation of
new values, product properties; changing conditions of the competitive envi-
ronment; changes in public policy; improving the legal framework focused on
the information development of mobile telecommunications, digital television,
radio and technology computing substructure, virtualization, data storage and
revision of cybersecurity tools (Trushliakova, 2018).

To reveal the theoretical and methodological principles of digitalisation,
it is necessary to focus on modern digital technologies that realise the ability
of the creative industries to meet modern trends. It is digital technologies that
provide interactive interaction of stakeholders with cultural managers of crea-
tive industries; contribute to the search for new goals, horizons and opportuni-
ties; implement a combination of technologies and creative projects of creative
industries aimed at digital transformation.
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The following digital platforms are the system-forming factor in the use of
digital technologies, which provides innovative approaches in combination with
the classic types of communication with consumers in the creative space (Table 1).

Table 1

The effective digital-platforms of digitalisation

in the creative industries

Digital-platforms

Characteristic

Result

Platform hover.link

Event-platform of online-interaction,
which creates an opportunity to be an
active participant of the festival dur-
ing the online-broadcast. The spec-
tator has the opportunity to see an
interactive map of the festival, where
there are three stages, entertainment
areas, a food court, competitions
from partners. Images of each artist
can be rotated 360 °.

Maximum reproduction
of the atmosphere of
the music fest in reality,
expansion of the target
audience, popularization
of the music sector.

The platform where the contextual
information (metadata) of the ele-
ments of the cultural heritage of Eu-

Opportunity to digitize
the entire cultural her-
itage of Europe by 2025,

Platform rope is formed, including. The search |which will be available to
Europeana engine finds what it needs, immedi- |the world community.
ately goes to the source site, which
contains all the necessary content,
say, images or audio.
Educational platforms that provide Implementation of
Platforms . .. .
Prometheus an opportunity 'Fo le{arn and m:flster self-analysis, increasing
EdEra ’ new competencies, improve skills, the level of competence,
’ engage in self-education for free any- | mastering new knowl-
Coursera . .
where in Ukraine. edge.
Universal marketing platform that Automation of communi-
realises the possibility of effective cations and information,
Platform email marketing, quickly create sending letters, messages
Mailchimp useful mailings for consumers of to a wide range of stake-
organizations and enterprises of the |holders.
creative sector.
A platform that allows creators to Development and scaling
Platform Amazon |publish their creations and maximize |of products and services
the geography of consumers. in Ukraine and the world.
Streaming platform and web-site that | Dissemination of digi-
Platform Spotify |provide opportunities for musicians |tized audio information,
SoundCloud and vocalists to publish their compo- |which helps to expand

sitions, promoting the music sector.

the target audience.
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Digital media
in the format
of digital
communications

Digital media platforms using inno-
vative technologies to provide the
media market with a competitive
product and competitive profession-
als, to provide feedback to the target
audience.

Actualization of issues,
independence and impar-
tiality of the submission,
addressability of infor-
mation and inquiries.

Google
Arts&Culture

An online platform featuring collec-
tions of exhibits from 1,200 muse-
ums, galleries and other organiza-
tions in 70 countries. The platform
allows users to make virtual tours

of museum galleries, get acquainted
with physical and contextual infor-
mation about works of art and create
their own virtual collections.

Scaling access to
high-definition images
of works of art, expand-
ing knowledge about the
cultural heritage of the
world.

Platform Takflix

An online platform with Ukrainian
films, based on the principle of “video
on demand”, legal viewing of a film
after theatrical release. Ukrainian
films are being re-actualized on the
platform, as well as discussions with
film directors.

Promotion of Ukrainian
cinema for viewers from
Ukraine and abroad.

A data visualization platform that pro-

Implement opportunities

Platform Microsoft |vides a better understanding of user | for artists to digitize ex-
Power BI behaviour and aids in planning expo- |hibits, providing access
sures and making funding decisions. |to online viewing.
A platform for video recordings of Transformation of per-
performances, which realises the forming arts into digi-
opportunity to increase the number |tal-performative, con-
of consumers of cultural products by |tributing to the expan-
Platform . - .. .
virtually transferring Ukrainian mod- |sion of stakeholders.
OpenTheatre

ern theatre to the digital space. The
platform also provides online broad-
casting of performances and concerts
within the festival “Gogolfest Dnipro”.

Source: generated by the author according to the data given in Vlasenko & Pozniak,
2020; Myhashko, 2020; Lelyk, 2019; Skakun, 2019; Kulesz, 2020; Mihelj, Leguina

& Downey, 2019.

The culture of change in the creative industries contributes to the activa-
tion of digital culture, which penetrates both in the ways of communication
between art and the audience, and, in fact, in the way of creating works of art.
Among the key and effective means of digitalisation in the creative industries,
we single out the following digital tools (Table 2).
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Table 2

The effective digital- tools and technologies of digitalisation

in the creative industries

Digital-tools
and technologies

Characteristic

Result

Implement the ability to place digi-

Popularization, accessi-

of art, antiques, artefacts, exhibits,
bas-reliefs, etc.

Cloud technologies |tized books, paintings, ornaments, old |bility, expansion of the
films, etc. on a remote server. circle of consumers.
An augmented reality element that Openness, expanding
allows you to get detailed information |the range of consum-
Technology - OB .
. about the creation, features, charac- |ers, availability of in-
Quick response code . R o .
teristics, activities of historical and formation.
(OR-k00)
cultural monuments, books, museums,
objects, etc.
Demonstrates great potential in terms | Improving reliability,
of forming a fundamentally new dig- |ensuring the reliability
ital mechanism for exchanging “val- | of information.
uable” data. Gives the consumer the
Technology opportunity to wprk d1.rec.tly with the
- manufacturer. It is a distributed data-
blockchain .
base technology based on an ongoing
chain of records and resistant to falsi-
fication, revision, hacking and theft of
information in all sectors of the crea-
tive industries.
Project management tool that can be |Effective teamwork in
Scrum- used in various processes to optimize |product development,
technologies and manage risks in creative indus- implementation and
tries. improvement.
Technology for creating photorealistic | Promotion, preserva-
3D monuments, historical sites, sculp- | tion, innovative ap-
3D sculpting tures, art, tourist attractions, works proach, expansion of

consumers.

YouTube-channel

Provides free access to all video con-
tent of the creative industries sectors.
Realises the opportunity for musicians,
directors, theatregoers, designers, art-
ists and others to publish their work.

Facebook, Instagram
pages

Provide the opportunity to create
relevant content for cultural and cre-
ative projects, institutions of creative
industries.

Promotion, preserva-
tion, accessibility, ex-
pansion of the circle of
consumers.
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Telegram-channel,
podcasts, page in
Instagram Live

The most effective and popular way to
interact with consumers.

Promotion, preserva-
tion, accessibility, ex-
pansion of the circle of
consumers.

The website as a tool provides the
opportunity to place the most popular
content, promote a cultural product,

Realisation of possibil-
ity of access, openness
to products of creative

Website communicate with the audience and | sectors, expansion of
provides a broad functional role to a circle of consumers.
meet the needs of consumers.

Video communication services that
provide an opportunity to implement
ZOOM, Meet a creative approach to the activities
of projects, institutions of creative in-
dustries online.
A mobile application that allows you |Effective organization
to assign tasks, set priorities and of cultural and creative

Asana deadlines, share ideas about impor- projects.
tant details and visually display your
progress.

A program in which you can create Innovation and acces-
Ouik free video content for projects, enter- |sibility of projects and
~ prises of creative industries with the |institutions of creative
help of transitions, tools and effects. |industries.
Bring your own Tools that implement the ability to Effective interaction in
device,BYOD, perform work in absolutely effective | the institutions of cre-
Near Field ways, which increases the productivity | ative industries.
Communication, |of creative industry institutions by
NFC improving communications.

AppStore, Google
Play Market,
Amazon, Appstore,
Opera, Mobile Store

Mobile applications that implement
the possibility of projects and in-
stitutions of creative industries to:
create a technical specification for
the development of a mobile applica-
tion; discussion with the client of the
phases and progress of the project;
building program architecture; direct
programming; work with designers;
support for mobile applications; work
with testers on debugging and test-
ing programs; assistance in creating
instructions for working with the
application; effective document man-
agement.

Effective activity,
popularization, pres-
ervation, accessibility,
expansion of the circle
of consumers.
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Laboratory for finding digital solu- Effective activity,
tions for cultural projects, which pro- |popularization, pres-
GogolFest LSD |vides the reproduction of art beyond |ervation, accessibility,
its classical understanding. expansion of the circle
of consumers.

Source: generated by the author according to the data given in Vlasenko & Pozniak,
2020; Myhashko, 2020; Lelyk, 2019; Marusei, 2020; "Tsyfrovi instrumenty", n.d. ; Skakun,
2019; Dihalievych, 2020; Kulesz, 2020; Mihelj, Leguina & Downey, 2019.

Conceptual understanding of dynamic processes of new ways of creating,
presenting and disseminating cultural products of creative industries, human
mobility and cultural pluralism, formation and development of innovative dig-
ital model and creation of digital strategies becomes extremely important in
the era of global transformations. Given these positions, it is conceptually im-
portant to develop and disseminate creative industries as a driving component
of the cultural sphere, which have significant potential for cultural diversity,
influencing human development, synergistically combining culture, traditions,
cultural values, culture and personality, culture and society, innovative ideas
and digital-technologies that can be formed and presented in the appropriate
model as shown in Figure 1.

DIGITALIZATION
CREATIVE INDUSTRIES

competitiveness

aungmented and virtual
reality
digital transformation

COMPETITIVENESS OF CREATIVE INDUSTRIES

development of
innovative and creative

cultural seli-expression
of specialists

Figure. 1. Model of digitalisation in creative industries [formed by the author]
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We are convinced that it is conceptually important to consider digitalisa-
tion in the environment of creative industries as a complex system that forms
successive transformations of the socio-cultural code of Ukrainian society and
has an impact on all sectors. At the same time, the principles of inclusiveness,
innovation, active participation, efficiency, reproducibility, and accessibility are
the starting points in the implementation of the digitalisation process in the
creative industries. While forming the model, we proceed from the premise that
the creative product of creative industries should be accessible to the general
public, spreading the cultural code across the boundaries of time and space.

Opening the second task of the study, to understand the features and fac-
tors of digitalisation of creative industries, we analyse the introduction of dig-
ital technologies in the cultural and creative space of Ukraine. In particular,
through the prism of analysis, we note that at each historical stage of devel-
opment of Ukrainian society, the concept of cultural and creative space has
changed, there has been cultural globalisation. Thus, at the beginning of its
formation, in the 90s of the twentieth century, under the influence of globali-
sation trends in the cultural and creative space, digital tools began to appear,
spread, modernise and consolidate. In general, it was the use of the Internet
through websites and information segments, which contributed to a qualitative
and quantitative increase in the circulation of cultural values and dissemina-
tion throughout Ukraine.

However, it should be noted that in the period from 1991-2013, cultur-
al and creative industries were not priority areas of public policy. Conflicts of
interest between different organizations, communities, and non-governmen-
tal organizations became more frequent. In general, the sphere of culture was
in a situation of self-survival, self-interaction and self-support. Investments
and development of creative industries in the historical and cultural dimension
will be attributed to the period from 2014 to 2021. We could state that starting
from 2014, it was the beginning of the renewal of creative industries with the
realisation of political, social, economic, social and cultural rights of citizens,
promoting the introduction and development of innovative knowledge and dig-
ital technologies, preservation and promotion of cultural and spiritual herit-
age, stimulating creative expression and formation of competitiveness both in
Ukraine and in the international market.

The effective period of the use of digital technologies in creative industries
should be separated from 2015. At this time, Ukraine has become a participant
in the Creative Ukraine programme. The programme is aimed at supporting
cultural and humanitarian projects and provides financial support, moderni-
sation and investment in the development of the creative sector. At the same
time, the activities of the National Bureau of the Creative Europe Programme
provide information transparency and openness.

The Doctrine of Information Security of Ukraine, which was approved in
2017 by the Decree of the President of Ukraine, promotes the development of
digitalisation in the creative industries of Ukraine (Prezydent Ukrainy, 2017).
The document provides a mechanism for implementing cultural diplomacy in
the process of coordinated information work of foreign diplomatic missions of
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Ukraine, participation in international cultural events to present national cul-
ture and identity, introduction of international cultural festivals in Ukraine to
promote Ukrainian culture. The conceptual principles of digitalisation at the
state level are laid down in the Strategy of Innovative Development of Ukraine
for the period up to 2030 (Kabinet Ministriv Ukrainy, 2019) as effective im-
plementation of competitive advantage in the global space “Industry 4.0”. The
Ministry of Digital Transformation and the Ministry of Culture and Information
Policy will discuss the stages and trends of digitalisation in Ukraine and its im-
pact on the development of the cultural sector of Ukraine.

In general, since the end of 2017, the principle of digital transformation
as a driver of competitiveness has been actively implemented in the activi-
ties of cultural and creative industries in Ukraine. The basis of digitalisation
is the digitalisation of social production on the basis of “Industry 4.0”, which
is implemented through mass distribution in the sectors of creative industries.
Thus, in the field of education, digital technologies make it possible to provide
illustrations, a virtual supplement to the educational material; in the field of
tourism — to provide virtual guides, transport, and logistics of tourist routes,
virtual advertising and travel organization, virtual guides, virtual demonstra-
tion of services and IT-advertising materials. Digital technologies are radically
changing the gaming and show business, including offering virtual games with
the effect of the presence of a participant in the game. Digital technologies
radically modify the entire field of retail, advertising, and printing, manage-
ment and marketing, as well as provide opportunities to obtain objective data
on changes in market conditions in real time.

Considering the evolution of the implementation of the digital process
of cultural and creative space, it is appropriate to note the importance of the
2018 seminar “Technical Assistance and Information Exchange” ("Kreatyvna
ekonomika", 2020). The event was organized by the European Commission to-
gether with the Ministry of Culture of Ukraine. During the seminar, participants
of a wide range of creative industry institutions and organizers identified and
discussed the main tools for building the institutional digital capacity of crea-
tive industries in Ukraine.

The need to integrate modern digital trends and technologies into the cul-
tural and creative space of Ukraine was clearly emphasised during the forum
“Digitalisation: Business Talk. Open Opportunities”, which was important for
the development of digitalisation of creative industries in Ukraine. It is also
determined that the Ministry of Culture has an important task to organically
integrate modern digital trends and technologies into the cultural and creative
space of Ukraine (Ministerstvo kultury ta informatsiinoi polityky, 2021).

In 2019-2020, in accordance with the challenges of the time and with
the support of the Ministry of Culture and Information Policy of Ukraine, the
Ukrainian Cultural Foundation, the Ukrainian Institute under the Ministry of
Foreign Affairs of Ukraine, the State Agency of Ukraine for Cinema, the Ukrain-
ian Book Institute, the National Centre for Digital Transformation and the Min-
istry of Digital Transformation Creative Europe, the process of digitalisation in
all sectors of the creative industries of Ukraine is gaining significant scale and
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is becoming an important condition for activity. This period is characterised by
digital transformations, wide opportunities of digital space, implementation
of virtual and augmented reality spectrum, three-dimensional animation, the
introduction of interactive technologies and systems, which promotes active
development of creative industries and ensures competitiveness both domesti-
cally and internationally.

From 2021, the system of digitalisation of creative industries in Ukraine
continues to develop even more actively and innovatively. Today, digitalisation
in the creative industries as a complex system has an impact on all sectors: mu-
sic, film and audiovisual industry, book publishing, theatre and opera, museums
and galleries, libraries and archives, video games, tourism, design. Important
for the intensification of digitalisation of creative industries was the signing
in February 2021 by the Ministry of Digital Transformation of Ukraine and the
Ukrainian Cultural Foundation of a Memorandum of Cooperation (Ministerstvo
ta Komitet tsyfrovoi transformatsii Ukrainy, 2021). The document is based on
the consolidation of efforts to promote the implementation of state policy in
the field of digital transformation, digital innovation, digital skills in the cul-
tural and creative space.

Currently, the Ministry of Culture and Information Policy is very active in
the direction of digitalisation of creative industries. One of the examples of
effective implementation of digitalisation is the projects of digital transforma-
tion in the field of culture and tourism for the next three years. By the end of
2023, 4 large-scale digital projects should be implemented (MKIP, 2021):

e-Heritage — the digital transformation of cultural heritage protection:
digital infrastructure of museums; register of cultural heritage; register of in-
tangible heritage; museum fund of Ukraine;

e-Art — the digital transformation of art: repository of documents of educa-
tional and methodical literature for teachers of education; system of adminis-
tration of applications for industry awards, scholarships, grants and their award,

e-Tourism — digital transformation of tourism and resorts: register of tour-
ism entities of Ukraine;

e-Book — the digital transformation of libraries and book publishing: na-
tional automated library information system; Ukrainian Digital Library; soft-
ware for working with project grants.

Thus, the introduction and implementation of an effective system of digi-
talisation of cultural products will ensure the development and modernisation
of creative industries of Ukraine, the realisation of the value of ecosystems of
creative enterprises, implementation of innovative programmes to modernise
creative industries to make Ukraine the most creative and convenient for every-
one.

Conclusions
Summarising the above, we note that the historical and cultural analysis of

digitalisation in creative industries makes it possible to consider the issue in
three dimensions: as a need, as a requirement, and as a driving force of inno-
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vation in the creative industries of cultural space through the prism of a man.
Based on the theoretical and methodological foundations of the study, we con-
clude that digitalisation in the creative industries is an issue of preserving the
uniqueness of the creative product, which, on the other hand, contributes to
creating conditions for creative activity and competitive space. At the same
time, digital technologies provide an effective communication process with the
audience of consumers, popularisation of cultural and creative heritage, and
projects of creative industries following the requirements of today.

In the modern world critical discourse, the introduction and implementa-
tion of digital technologies provoke positive and negative tendencies of this
process in the cultural and creative space of Ukraine. The following positive
trends have been highlighted in our research: availability of modern forms of
creative industries; cultural self-expression of creative industry specialists; ex-
change and mobility of creative people and ideas; open access to information,;
implementation of innovative activities, use of new technological opportuni-
ties; simplification of work with information, accessibility and expansion of the
audience, increasing interest in the cultural product; improving the activities
of creative industries; preservation and dissemination of cultural heritage; op-
portunity to create a national register of cultural monuments; improvement of
communications, cross-sectorality, formation of better quality content; saving
time, increasing productivity, optimizing the workflow; increasing the cultur-
al participation of the territorial community; popularisation of all sectors of
creative industries and opening of new perspectives. The research also deals
with the negative trends: copyright infringement and the spread of piracy;
digitization, which affects the main cultural producers, shifting the focus to
intermediaries; loss of emotional contact with the audience; levelling of phys-
ical products of creative sectors and their displacement by digital ones; risks of
standardisation and loss of uniqueness, etc. Accordingly, taking into account
the existing competitive advantages, the content of the cultural product of the
creative industries is changing and the interaction and cooperation between
consumers and creators of the creative industries are expanding.

The study shows that in the historical and cultural aspect, the concept of
the implementation of digitalisation has radically modernised the creative in-
dustries of Ukraine and opened new opportunities for new creative ideas, in-
novative projects, collaborations, and willingness of Ukrainian artists to join
global trends.
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MeTa CTaTTi: TEOPETUKO-METONOJIOTiYHEe OOIPYHTYBAaHHS OCOOMMBOCTEN peasizariii
Tpoliecy OiIKuUTaIi3alil y KpeaTuBHUX iHAYCTPisIX YKpaiHy Kpi3b IPU3MY KyIbTyPOIOTIUHOTO
acrnekTy. Y MOCTiIKeHHi BMOKPEMJIEHO i OOIPYHTOBAHO KOHIIETITYalIbHI 3acayu eBOJIOIii
repeHeceHHsI KyJIbTYPHO-KPeaTUBHOTO MIPOCTOPY B IMdpoBe cepenosuiie. [IpoaHanizoBaHo
iCTOpMUKO-KYAbTYPHUIL acreKT BIPOBaJKEHHS AiMKMTasi3alil y KpeaTMBHUX iHAYCTPisSIX
Vkpainu. OxapakTepr30BaHO OCHOBHi CTpaTeriuHi NpiopuTeTu AiAKuUTasti3alii KpeaTuBHUX
inmycTpiit. MeTomosoris OOCTiIKeHHsT Tepenbavae 3aCTOCYBAHHS METOMIB: iCTOPUKO-
AQHATITUYHOTO — [7Is1 300py Ta aHaMi3y MEPBMHHUX NAHUX; CUCTEMHOTO aHami3y — sl
BMOKpPEMJIEHHS TEOPETUKO-METOLOMOTIYHMX 3acajl MOHSTTS «IiIKUTai3allisi» B KyJAbTYPHO-
KpeaTMBHOMY TIPOCTOPi; JIOTIYHOTO y3arajqbHEHHSI — IJis TeOPETUUYHOTO OOTPYHTYBAHHS
iCTOpMKO-KYABTYPHOTO acIleKTy BIIPOBaJKeHHS MOifKuUTasisalii y KpeaTMBHi iHAYCTpii
Vkpainu; (GyHOAMEHTAJbHOTO IMi3HAHHA — [JiT BUOKPEMJIEHHSI [iIKUTAI-TUIaTGOpM,
OiIKUTAN-iHCTPYMEHTIB i TEXHOJIOTiH SIK MeXaHi3My MOmy/spu3allii KyIbTypHUX ITPOAYKTIiB
i KoMmyHikallii 3i crnoxmBauaMy; MPOTHOCTUYHOTO — JJISI y3arajJibHEHHS pe3y/bTaTiB,
OCMUCJIEHHSI 3HAUeHHS BIIPOBAKeHHS NiKuTami3alii y KpeaTUBHUX iHAYCTPiIx YKpaiHu
B iCTOpPMKO-KY/IbTYpHOMY acreKkTi. HaykoBa HOBM3Ha MOJSITA€ B TEOPETUKO-METOLO0MOTUHi
cucTeMaTusalii eBomoLii gimkuTamizalii y KpeaTMBHUX IHAYCTpisX VYKpaiHM Kpi3b
MPpU3MYy iCTOPUKO-KYABTYPHOTO BMUMipy. AKIIEHTOBAHO yBary Ha TPMUBUMIPDHOMY acCIeKTi
IiIKuUTami3anii KpeaTuBHUX iHAYCTPili: IK TOTpeby, IK BUMOTY i SIK PYLIiiHY CYITy iIHHOBAIIii
Y KybTYPOJIOTiUHOMY ITPOCTOPI KPi3b IPU3MY TIOAMHOLIEHTPU3MY. BUCHOBKU. [JoBemeHO, 110
B iCTOPUKO-KY/IbTYPHOMY acCIleKTi KOHLEIis BIPOBaIsKeHHST AiKuTastisallii paankaabHO
MOJepHi3yBasa KpeaTMBHi iHAycTpii YKkpaiHM Ta Bigkpuiaa OOZATKOBI MOXIMBOCTI IS
CTBOpPEHHSI HOBMX TBOPYMX ifieli, iHHOBaliiiHMX TPOEKTIB, KOJI0OOpaIlliii Ta TOTOBHICTb
YKPAiHChbKUX MUTILIIB JOTYYMUTUCH IO CBITOBUX TE€HIEHIIilt.

Kntwouosi cnosa: kpeaTuBHI iHAYCTpii; KylIbTYpHUIA TPOCTip; AiKMUTasi3allis; icTOpUKO-
KyJIbTYpPOJIOTiYHMIT BUMIip; €BOJIOLIS; MiMKUTaI-KOMYHIKallii; OiIKUTaI-iHCTpYMEHTH;
IiITKUTAI-IIPOOYKTY; IIo6ati3allis; TpaHchopMalliiiHi mpoiecu
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Llesb CTAThM: TEOPETUKO-METOL0IOTMYECKOe 060CHOBAHNE OCOOEHHOCTeI peaan3anyum
mpoiecca OMIKATANIM3AUM B KPEATUBHBIX MHIYCTPUSX VYKpaMHbI uepe3 MpusMy
KYJIbTYPOJIOTMYECKOT0 acIeKTa. B rccieioBaHMM BbIZie/IeHbl 1 060CHOBaHbI KOHIIETITyaIbHbIe
OCHOBBI 3IBOMIOIMYM TEPEHECEHNS] KYIbTYPHO-KPEaTHBHOTO MPOCTPAHCTBA B IUGDPOBYIO
cpeny. IIpoaHanM3MpOBaH VMCTOPUKO-KYJAbTYPHbBIN ACMeKT BHEAPEHUS MUIKUTATIU3AINN
B KpeaTuBHbIe MHAYCTPUM VYKpauHbl. OXapakTepu30BaHbl OCHOBHbIE CTpaTernyeckue
MIPUOPUTETHI AVKATANTNM3AIMY KPEATUBHBIX MHAYCTpUit. METOmOMOTHUST MCCIeNoBaHst
MpefycMaTpUBaeT IpMMeHeHIe METOIOB: MICTOPUKO-aHATUTUUECKOTO — JIJIs cOopa 1 aHaiu3a
MePBUYHbBIX TAHHBIX; CUCTEMHOTO aHaJI13a — /15 BbIEIEHVSI TEOPETUKO-METO0MOTUUECKIX
OCHOB TIOHSTUSI <«IUIKATANIM3ALMSI» B KyJIbTyPHO-KpPeaTMBHON cdepe; JIOrMYECKOro
00001IeHNsT — [JIT TeOPeTHUeCKOT0 OOOCHOBAHUSI MCTOPUKO-KYJIBTYPHOTO acCIeKTa
BHEIPEHUST OUIKUTAIN3ALMM B KPEaTUBHBIX MHAYCTPUSIX YKpauHbl; GyHIaMeHTaIbHOTO
MO3HAHUS — JJIST  BbIAEAEHUS  OUIKUTAI-TUIAThOPM, AUIKUATAI-MHCTPYMEHTOB
M TEXHOJIOTMI KaK MeXaHM3Ma MOMyISpu3aluy KyJIbTyPHBIX MPOAYKTOB ¥ KOMMYHMKALINIA
C TOTPEGUTENSIMM, MPOTHOCTHYECKOTO — [Jisi OGOOGINEHMS PesylbTaTOB, OCMbICTEHNsI
3HAYEHVS BHEAPEHUS TUAKUTATU3AIMY B KPEATUBHBIX MHAYCTPUSIX YKpAuHbI B KyJIbTYPHO-
MCTOPMYECKOM acriekTe. HayuHast HOBM3HA 3aK/II0YAETCs B TEOPETUKO-METO0TOTMUECKOi]
cycTeMaTU3alMy SBOMIOIUY AVDKATANA3AIMY B KPEaTMBHBIX MHAYCTPUSIX VYKPaMHBI
yepes TPU3MY MCTOPUKO-KYIbTYPHOTO WM3MEpeHMs. AKIIEHTMPOBAaHO BHMMaHME Ha
TPEXMEPHOM acIleKTe MUIKUTAIM3alNM KPeaTUBHbIX MHAYCTPUIi: KaK MOTPEeOGHOCTh, KaK
Tpe6oBaHMe 1 KaK IBVKYIIAsI C1Ia MHHOBAIIMIA B KYJIbTYPOIOTMUECKOI chepe uepes mpusmy
YeJI0BEKOIIeHTPM3Ma. BbIBO/IbI. [IOKa3aHO, UYTO B MCTOPUKO-KY/IbTYPHOM acCIeKTe KOHIIeTIIs
BHEIPEHUST AVIKATANM3ALUN PaJUKaIbHO MOJEPHM3MPOBAa KpeaTUBHbIE MHIYCTPUN
VKpauHbl ¥ OTKpbLIA AOMOTHUTETbHbIE BO3MOXHOCTY [JISI CO3/IaHMsI HOBBIX TBOPUECKMX
Mfieit, MHHOBAIIMOHHBIX TIPOEKTOB, KO//Iabopalit ¥ TOTOBHOCTb YKPAMHCKUX XYIOKHIKOB
MPUOGIINTHCS K MUPOBBIM TEHIEHIIMSIM.

Knwuesvle  cnosa:  KpeaTuBHbIe  MHIOYCTPUU;  KyJAbTYpHOE  TPOCTPAHCTBO;
IUAIKATANMN3AIMS; VICTOPUKO-KYIbTYPOIOTMYECKOE M3MEpPEHMEe; IBOJIONNST; OUIKUTAI-
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The purpose of the research is to introduce the creative achievements of N. Tsivchinskii
into scientific use in the context of the formation of the art school of the Ukrainian avant-garde
of Mykhailo Boychuk. The study’s objectives are to determine the origins of the formation
of the muralist and arts and crafts master N. Tsivchinskii’s work, his contribution to the
shape of the history of the Kazakh professional tapestry. His work reflects the penetration
and deep insight into the significance of traditional cultural identity, the Boychuk school’s
monumentalism inherent. One of the few surviving Boychukists who were scattered to
the four corners of the earth by fate, N. Tsivchinskii developed the versatile skills, artistic
language, and tradition of the Boychuk school also became one of the brightest figures in
the Kazakh decorative and applied arts. The life path and work of N. Tsivchinskii reflect the
most critical and tragic chapters of the country development thoroughly, which is no longer
on the map. The research methods used are biographical, source-based, and historical. The
methodological innovation of the research is the use of the biographical approach along
with the historical one in the framework of the “new comparative history” as an effective
tool for studying the artistic heritage of Kazakhstan and Ukraine in the Soviet era. The
scientific novelty of the study is determined by the introduction of new information about
the artist, whose work was only mentioned in the context of the Boychuk school scholars’
activities, a significant part of whose followers were destroyed during the years of the Red
Terror. Conclusions. The work of N. Tsivchinskii is considered in the context of the activity
of the art school of M. Boychuk, where he became an arts and crafts master. In the 1930s, in
Kazakhstan, N. Tsivchinskii continued the traditions of the Boychukists, became the founder
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of the first carpet cooperative craft society, which became a truly significant phenomenon in
the history of the formation of professional decorative and applied art in the republic.

Keywords: Boychukists; tapestry; arts and crafts; Kovrovshitsa cooperative and trade
craft society; Kazakhstan; Nikolai Tsivchinskii; Ukraine; Mykhailo Boychuk school; All-
Russian Decorative Art Museum

Introduction

The relevance of the research is determined by the fact that many chapters
of the history of the twentieth century and the history of art in the Soviet peri-
od remain insufficiently studied today. There is one chance only to restore the
integrity of the picture of the events and processes of that time slowly, follow-
ing Ariadne’s clue — the few available facts. This chance was the “Ornamental
Rhythms of the Eurasia. From Antiquity to Modernity” exhibition, held in 2018
at the site of the National Museum of the Republic of Kazakhstan (the Kazakh
NM, Nur-Sultan) as part of “Heritage of the Commonwealth. Traditions for the
Future” multi-year programme, carried out by the All-Russian Decorative Art
Museum (the Russian DAM, Moscow) with the support of the Intergovernmen-
tal Foundation for Educational, Scientific and Cultural Cooperation of the CIS.

The exhibition was intended to use the museum collections of both muse-
ums: the Russian DAM and the Kazakh NM. In the spring of 2018, during the
selection of photographs of museum objects from the Russian DAM collections,
one of the exhibits, the Baiga tapestry, attracted the museum staff’s attention
immediately. It was hard to miss it. As follows from the information about the
exhibit, the tapestry originated from Kazakhstan and dated back to 1939. The
staff of the National Museum of the Republic of Kazakhstan, who was present
at the selection, were solidly for exhibiting the tapestry at the exhibition in the
capital of Kazakhstan. The tapestry became, in fact, the excellent reason to
start a systematic study of the work of its author. Interest was aroused both by
the plot depicted on the tapestry, Baiga (traditional Kazakh’s horse tiltyards),
and the “Stalindjk ul Konstitutsia ¢asasn” inscription — “All Hail the Great Sta-
lin Constitution” in the upper border, as well as the history of its creation.

Figure 1. Baiga. N. Tsivchinskii. 1939. Tapestry, wool, cotton, metal threads,
lint-free hand weaving. From the Russian DAM collection. At the “Ornamental
Rhythms of the Eurasia. From Antiquity to Modernity” exhibition. Astana.
National Museum of the Republic of Kazakhstan. 2018. Photo by S. Suraganov.
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Thanks to colleagues’ professional behaviour and free will from the
All-Russian Decorative Art Museum, this exhibit was again in Kazakhstan more
than 80 years later. There is a reason that one of the creators of this exhibition
L. Vvedenskaya called this fact the “hour of triumph” of this work.

So, the Baiga tapestry became a reason for studying the history of its crea-
tion and the biography of its authors.

During 2018-2019 we were working on the sources. Since the information
about the central figure of our study was incomplete and fragmentary, any
source was essential. From the guide to the Kazakh SSR pavilion at the All-
Union Agricultural Exhibition of 1939, the issue of the Ogonyok magazine for
1944, encyclopedias, his son’s memoirs in the Vechernyaya Almaty newspaper
(2008) and the “Art of Kazakhstan” textbook, brief data became available. In the
Kazakhstan encyclopedia, it was indicated that Nikolai Tsivchinskii, the Soviet
artist of monumental and decorative-applied art, the member of the Union of
Artists of the USSR, the honoured worker of arts of the Kazakh SSR (1947), the
author of the first Kazakhstan tapestries, was born on December 13, 1905, in
St. Petersburg and died on February 24, 1985, in Almaty, studied at the Mezhy-
hiria Ukrainian Technological Institute of Ceramics and Glass (1927), worked at
the Budyansky Faience Factory in the Kharkiv region (1927-1929), carpet and
tapestry factory in Almaty (1937-1941, 1945).

Unfortunately, in Kazakhstan Art Studies, the name of N. Tsivchinskii is
found from time to time only in connection with his work in the Kovrovschit-
sa cooperative craft society. Information about this is present in the survey
works devoted to the history of decorative and applied art, joint industry and
architecture (works by E. G. Malinovskaya, M. F. Mukanov, M. Sh. Suleimenov,
A.Zh. Nurgaliev, S. A. Shklyaeva, etc.).

The personality of N. Tsivchinskii, thanks to his two articles published in
the scientific publications “Folk Art” (Tsivchinskii, 1939) and “Izvestiya AN Ka-
zakh SSR” in the series “Art Studies” (Tsivchinskii, 1950), testify to his research
potential, which, unfortunately, remained untapped (Viner, 1969, p. 7). Writing
these works indicates both the artist and art expert maturity of N. Tsivchinskii,
who can generalise and evaluate the processes in art. The image of the 20-metre
tapestry “Amangeldy, Kazakh National Hero” is completed by the article “Ka-
zakh Tapestry”, published in 1939. The article’s manuscript is kept in the Rus-
sian State Archive of Literature and Art (Tsivchinskii, 1936-1939).

Thus, some idea of the artist’s personality and his work was obtained. But
it still did not clarify the central question of how and under whose influence
N. Tsivchinskii was formed as an artist.

As a result, a report was prepared on the topic “Kovrovshitsa Almaty co-
operative craft society as an example of a successful creative union of folk
and professional arts”, which was presented at the IV Conference of “the Her-
itage of the Commonwealth. Traditions for the Future” programme, held on
October 28 - November 1, 2019, in the capital of Armenia — Yerevan, at the
House-Museum of Aram Khachaturian. After the speech, one of the partici-
pants of the conference, L. D. Sokoliuk, professor of the Kharkiv State Academy
of Design and Fine Arts, DSc of Art Studies, who has been fruitfully studying
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Ukrainian art for many years in the 20s—the 30s of the 20® century, pointed out
the close connection of the author of the Baiga tapestry N. Tsivchinskii with
the well-known school of M Boychuk in Ukraine.

Meeting with Lyudmila Sokoliuk, whose works provide a comprehensive
analysis of the work of Mykhailo Boychuk and his followers: the first wave —
Boychukists and the second — Young Boychukists, finally revealed the most
critical information about the history of the formation of N. Tsivchinskii as an
artist (Sokoliuk, 2014).

As the analysis of recent studies and publications on the history of the
school of M. Boychuk but the study by L. Sokoliuk shows, there is no reference
to N. Tsivchinskii being the school’s representative. The study of such a bright
and original artistic phenomenon of Ukraine as Boychukism, thanks to the re-
search of recent years, allows us to restore not only its history but also the list
of followers and graduates of the school of M. Boychuk. It is no accident that
in one of the works dedicated to the Boychukist I. Trehub, it is noted that “the
circle of students of M. Boychuk and artists who experienced his influence is
not limited to “the names of three artists, which are given in the monograph
“The School of Mikhail Boychuk. Thirty-Seven Names” by Yaroslav Kravchenko,
the son of Boychukist Ohrim Kravchenko. And “it means that it is too early to
put an end to the study of the topic ...” — the author of the article I. Zhdanko
(2011) summarises rightly. Being with the view, within this article, we will try
to consider the artist’s resume of the Boychukian Nikolai Tsivchinskii, whose
name is totally linked with the history of the formation of the professional art
of tapestry in Kazakhstan.

Purpose of the article

The purpose of the article is to introduce into scientific use the crea-
tive achievements of N. Tsivchinskii, filling the chapters of the history of the
M. Boychuk school of the Ukrainian avant-garde with the artist’s resume of its
representative — the Kazakh artist N. Tsivchinskii.

The L. D. Sokoliuk’s expert opinion clarified an important missing link in
the artist’s creative destiny, which could restore the integrity of the biography
of N. Tsivchinskii, helped to answer the question about the quality of profes-
sional training of the tapestry author, the founder and first artistic director of
the Kovrovshitsa Almaty cooperative craft society, which laid the foundation
for a fruitful union of artists and folk craftspeople. An additional impulse was
received for further study of the life and work of the author of the Baiga tap-
estry.

As follows from the Kazakhstan Encyclopedia, in 1927, N. Tsivchinskii
graduated from the Mezhyhiria Ceramic Technical College with a degree in Ce-
ramic Artist-Architect. The Mezhyhiria Ceramic Technical College, since 1922,
was headed by V. Sedliar (1899-1937) — a student and joiners of M. Boychuk,
who graduated from his workshop of monumental art at the Ukrainian Acad-
emy of Arts ("Neizvestnye stranitsy", 2009, p. 125). According to the research
by L. Sokoliuk in Mezhyhiria, the College’s skeleton teaching staff was formed
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under the leadership of V. Sedliar in 1928 (Sokoliuk, 2004, p. 22). In V. Sedliar’s
idea, Mezhyhiria Ceramic Technical College was to be transformed into a scien-
tific and educational, industrial and cultural community, in which, along with
an academic cluster, a research institute, as well as a pilot plant and a museum
of ceramics would work. The museum’s main task was to form collections of
artistic items made of ceramics: porcelain, faience, majolica, tiles, stone mass,
and terracotta. But it wasn’t to be. In 1931, the Mezhyhiria Ceramic Technical
College was closed (Sokoliuk, 2004, p. 23).

Thus, thanks to the research of L.D.Sokoliuk, it became clear that
N. Tsivchinskii, likely, got the Boychukists, studying at the Mezhyhiria Ceramic
Technical College.

Since N. V. Tsivchinskii headed a carpet cooperative craft society in Ka-
zakhstan and worked in it as a mature, well-formed artist, the question arose:
how was he initiated into the intricacies of this craft? The answer was also
received after reviewing the work of L. D. Sokoliuk. After graduating from the
Mezhyhiria Ceramic Technical College, the young artist worked in Kyiv. And
here, apparently, he continued to communicate and work with a student of the
first graduating class of the workshop of M. Boychuk — S. Kolos who developed
the principles of Boychukism in artistic textiles. Since 1925, S. Kolos worked
among the teachers of the Kyiv Art Institute, heading the department of art tex-
tiles at the Faculty of Painting. The main principle of the department was the
strong interrelation between artistic and technological programme subjects,
where scientific and theoretical work was combined with practice on weaving
looms and at textile enterprises. The basis of classroom training was studying
world art and Ukrainian arts and crafts (Sokoliuk, 2004, p. 23). It is for this rea-
son that L. D. Sokoliuk emphasises that the most important contribution to the
development of Ukrainian decorative and applied art and the merit of Boychuk-
ism consists in introducing young artists to the art of “great ideas embodied
in an adequate monumental form, on the one hand, national in nature, on the
other related to the search for a new plastic language in the world art culture of
that period” (Sokoliuk, 2004, p. 30).

In 1936, N. Tsivchinskii participated in the preparation of an exhibition
of Ukrainian folk art. Its exhibitors, to help the folk craftswomen-weavers get
closer to the art of socialist realism, invited professional painters and graph-
ic artists to make tapestries, including M. Boychuk and his students, the most
prepared for working in this art form. Among them, “M. Tsivchynskyi” (M. from
Mykola — Nikolai in Russian) is also mentioned (Sokoliuk, 2004, p. 26).

Perhaps this was the last joint work of M. Boychuk with his students. The
negative trends that emerged in the early 1930s as the closure of the Mezhy-
hiria Ceramic Technical College in 1931 and then the declaration of the princi-
ples of Boychukism, which developed at the textile department of the painting
faculty of the Kyiv Art Institute, as inconsistent with the state art policy — as
aresult, led to dissociation of various art forms. This was a blow to the integrity
of M. Boychuk’s artistic system (Sokoliuk, 2004, pp. 25-26). Today, scientists
regret to note that many factors of that time did not allow Boychukism to enter
the wide world scene. The tragedy is that the Mexican “muralism”, typologically
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close to the school of “Ukrainian monumentalism”, was supported by the state
art policy, which eventually gave significant results for the entire world of artis-
tic creativity. Under totalitarianism, the Boychukists were provided with appro-
priate orders, but everything they did was exterminated barbarously (Sokoliuk,
2004, p. 30).

Essential events also take place in the fate of N. Tsivchinskii. In Kyiv, as
his son Alexander recalls, Nikolai Tsivchinskii met with the circus artist Olga
Barova and got married to her. In the pre-war period, the Barova sisters, the
tightrope walkers, were trendy in Ukraine. Due to an injury, multiple fractures
of both legs during the performance, Olga Barova had to give up her career as
an artist. Unfortunately, the sources give different dates for the same events.
And yet, apparently, no later than 1936, Nikolai Tsivchinskii moved with his
pregnant wife, her sister, brother and mother to Almaty, where his son Alexan-
der was soon born ("Master krupnykh form", 2008, p. 27). In an interview, the
artist’s son clarifies that the reason for moving to Almaty was the repression:
“In Kyiv, the so-called “artists proceeding” was initiated” ("Master krupnykh
form", 2008, p. 27).

Despite the physical destruction of most of the followers of the school of
M. Boychuk, its works (Zemlyanaya, 2009b, p. 25), some of the students sur-
vived. The school of M. Boychuk, as the researchers note, was international in
keeping with the temper of the times. Among its representatives is the German
artist K. Hiller (Zemlyanaya, 2008, p. 227), as well as those of the Boychukists
who escaped repression: O.T.Pavlenko (1895-1991) and N. V. Tsivchinskii
(1905-1985), E. Antonovych (emigrated to Canada, founded an art school in
Winnipeg), R. Lisovsky (taught in Prague), N. Azovsky (worked as a theatre
artist in European and American cities), Gordynsky and M. Osinchuk (contin-
ued the work of muralists in the United States) (Zemlyanaya, 2009a, p. 209).
The assessment of T. N. Zemlyanaya, who emphasised that “Boychukism” has
“revived” in the diaspora, is very accurate in this regard (Zemlyanaya, 2009a,
p. 209). The surviving Boychukists created the foundation for the birth of the
phenomenon of the Young Boychukists. Students of the students are the art-
ist from Kryvyi Rih, G. Sinitsa (1908-1996), a student of 1. Padalka, the St. Pe-
tersburg artist I. N. Zisman (1914-2004), a student of E. Shekhtman, whom
M. Boychuk singled out as an exceptionally gifted artist (Zemlyanaya, 2009b,
p. 36). Apparently, as L. D. Sokoliuk emphasised in a personal conversation,
since O. Pavlenko worked and taught in Moscow, she escaped repression and
remained alive, which allowed her to make a significant contribution to the
development of Soviet decorative art.

Rewarding that the Boychukians, having absorbed the principles of its work,
continued his work, relying on the knowledge and experience that they gained
from their teacher. One of M. Boychuk’s workshop principles was collectivism
in the process of work (Zemlyanaya, 2009b, p. 29).

Like other Boychukists, N. V. Tsivchinskii worked in various genres of dec-
orative and fine art. As a prominent representative of the school, where “they
worked on the creation of synthetic art ensembles of painting, sculpture, ar-
chitecture, decorative and applied art” (Zemlyanaya, 2014, p. 496) and where
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they trained universal artists, N. Tsivchinskii also acquired the qualities of an
organiser, which was helpful to him in Kazakhstan, where he was destined to
become the founder of the art of tapestry.

So it became clear by what circumstances N. V. Tsivchinskii, a well-formed
professional artist, a representative of the school of M. Boychuk, had proven
to be in Kazakhstan. The training he received among the Boychukists allowed
him to become the founder and head of the Kovrovshitsa Almaty cooperative
craft society of the Kazprom Council in 1936 (Kozybaev, 1983, pp. 303-304;
Tsivchinskii, 1939, p. 41). In the cooperative craft society, he created sketches
for “the first Kazakh tapestries (“Harvest Festival”, “Amangeldy, Kazakh Na-
tional Hero”, 1937; “Kolkhoz feasting”, 1939; “Break into the Mannerheim line
by the Red Army”, 1940), taught craftswomen weaving techniques with visual
compositions” (Shklyaeva, 2015, p. 170). It seems that it was the experience
gained at the school of M. Boychuk that allowed him to cope with this diffi-
cult task. Since its creation, the cooperative craft society had been producing
carpets and producing woven tapestries (Nurgaliev, 2016, p. 112). “There are
the plot compositions with the specific techniques of realistic light-and-dark
easel painting of socialist realism were complemented by carpet ornamental
borders” (Shklyaeva, 2010, p. 12).

Here is how he describes his work in the Kovrovshitsa cooperative craft so-
ciety: “It is interesting to note the different attitude to the new technique and
drawing among the masters — Kazakh, Uighur, Russian and Dungan women.
Some Kazakh women used to weave ornamental “palas” in the past... In the
Almaty cooperative craft society, there are only two weavers who know the old
carpet-weaving technique... Young people were the fastest to master the new
carpet-weaving technique” (Tsivchinskii, 1939, p. 41). In his article, the artist
names the masters, among whom is Siya Dzhyunusova, Togombaeva, Suslik-
ova, Vyskubova, Ryazantseva, Shakhovtseva; the names of Dungan women,
about whose embroidery skills he celebrates, unfortunately, they are not named
(Tsivchinsky, 1939, p. 41). In the chapter of the textbook “Art of Kazakhstan”
devoted to an applied art, the authors cite another name of the Kazakh folk
craftswoman — R. Baymukhamedova, who worked in the cooperative craft so-
ciety (Kishkashbaev & Shklyaeva, 2006, p. 202). According to the researchers,
handkerchiefs were also embroidered and painted in Kovrovshitsa (Shklyaeva,
2010, p. 12). According to the famous Kazakh artist Vadim Sidorkin, his moth-
er — an actress and an outstanding painter Gulfairus Ismailova worked during
the war in the cooperative craft society of carpet makers, where she made mu-
rals (Vykhodchenko, 2015).

Having headed the experimental workshop and being both a leader and an
artist, N. Tsivchinskii continued the traditions that took roots from the school
of M. Boychuk in Kazakhstan. As a true Boychukist, N. Tsivchinskii, respecting
folk traditions, “did not refer to the archaic, but created a new art based on the
most ancient powerful achievements of monumentalism, chaste in its aesthetic
tasks and social ideals” (Zemlyanaya, 2009a, pp. 202-203), tried to show the
ethnic face of the people, their character and spiritual qualities (Zemlyanaya,
2013a, p. 82).
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It is known that the tapestries of the cooperative craft society, N. Tsivchin-
skii drew sketches for, were successfully exhibited in Prague, Beijing, Warsaw
(Shklyaeva, 2010, p. 12), Moscow, Paris, New York (Shklyaeva, 2015, p. 170). Tap-
estries with images of Stalin, Lenin, Stanislavsky, thematic tapestries “Meet-
ing of the leading agricultural workers of the Kazakh SSR with the leaders of
the party and government”, “Kolhoz Feasting” were exhibited at the All-Union
Agricultural Exhibition in Moscow (1940) (Kolpakchi, 1944, p. 11). The article
“Kazakh Tapestry” provides the name of the Harvest Festival tapestry, which
was of 20 square meters (Tsivchinskii, 1939, p. 41). The tapestry was present-
ed to Leningrad (Shklyaeva, 2015, p. 170). There are two known tapestries on
military themes related to the pre-war events in the USSR — “The Break into
the Mannerheim Line” and “The Liberation of the Fraternal Peoples of West-
ern Ukraine by the Red Army” (Kolpakchi, 1944, p. 11). As noted in the Ogo-
nyok magazine, “N. Tsivchinskii is one of the most earnest initiators of creating
a new form of fabric art as a lint-free painting carpet in Kazakhstan. The artist
began to implement his initiative on the basis of the highly developed tech-
nique of the ancient palace in 1937” (Kolpakchi, 1944, p. 11).

According to art critics, in his works, N. Tsivchinskii “addresses significant
themes from the history and modern life of the republic, solving compositions
in terms of large decorative generalisations. His works are characterised by
clarity of plastic design, rhythmic construction of drawing and colour” (Nur-
mukhammedov, 2012, p. 159).

Kazakhstan art critic E. Malinovskaya is the author of a “Physical Culture
Parade” huge tapestry (N. Tsivchinskii’s article indicates 18 sq. metres), which
was exhibited at the World Exhibition in New York. This work received the
Grand Prix in 1939 (Malinovskaya, 2016, p. 367). The tapestry “demonstrated
changes in the perception of the nation’s culture through the achievements
of modernity by plot and unconventional technology” (Malinovskaya, 2016,
p. 367). But in the guidebook of the All-Union Agricultural Exhibition in the
pavilion of the Kazakh SSR in 1940, under the drawing with the image of the
“Physical Fitness Culture Parade in Almaty” tapestry, the name of the artist
A. Rittikh is indicated (Batsanov, 1940, p. 73). In the mentioned article “Kazakh
Tapestry” by N. Tsivchinskii, the work is unowned (Tsivchinskii, 1939, p. 41).

In the year of the beginning of the war, in 1941, the cooperative craft so-
ciety went defunct. In the spring of 1942, Nikolai Tsivchinskii was drafted into
the Red Army. He joined the Battle of Stalingrad as a mortarman. In the au-
tumn of the same year, he sustained leg injuries ("Master krupnykh form", 2008,
p. 27). After the injury, he was treated in Gorky. Apparently, after the treatment,
the artist painted the auditorium of the Gorky House of the Red Army (later
the House of Officers). “Four of his huge canvases are dedicated to the major
events of the Great Patriotic War: the historical battle for Moscow (“Panfilov’s
28 Men”), the heroic battle for Sevastopol (“We will be back later”), the defeat
of Hitler’s troops at Stalingrad and the crossing of the Dniepro River by Sovi-
et soldiers” (Kolpakchi, 1944, p. 11; "Master krupnykh form", 2008, p. 27). The
work entitled “We be back later” accompanies the text of an article in the Ogo-
nyok magazine, 1944.
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According to the archival documents, the cooperative craft society resumed
its activities in the second half of 1944 in trying circumstances: without heat-
ing and equipment, with a lack of carpet makers (Shklyaeva, 2015, p. 174).

Later, the workshop was equipped with “three new vertical loops” (Nur-
galiev, 2016, p. 112). And, as noted in the work of N. Nurgaliev, the first work,
which eight weavers weaved, “was called “The Feat of Panfilov’s 28 Men”. Pop-
ular paintings from the cycle “Hero-Cities”: “The Defense of Stalingrad”, “The
Defense of Leningrad”, “The Defense of Sevastopol” (Nurgaliev, 2016, p. 112).
Therefore, N. Tsivchinskii prepared sketches, repeating the paintings made ear-
lier in the Gorky House of the Red Army. According to the memoirs of his son, the
artist from the front “brought a lot of drawings: soldiers resting in the trenches,
killed on the battlefield, and others... After returning, he was given a large room,
20 metres; before that they located in a basement. One wall had always been
used for sketches and tapestries” ("Master krupnykh form", 2008, p. 27).

Figure 2. In the tapestry workshop. The artist N. Tsivchinskii is
running the work in the workshop. Photo by Semyon Fridlyanda.
The 1950s (?) (Kazakhstan in the photos by Semyon Fridlyand).

Fridlyanda. The 1950s (?) (Kazakhstan in the photos by Semyon Fridlyand).
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In the post-war period, the artist continued to work on tapestries. The
largest of them “On Red Square” (70 sq. m.) was created in 1949 and decorated
the foyer of the “Gornyak” Palace of Culture in Karaganda ("Master krupnykh
form", 2008, p. 27). The work “Amangeldy, Kazakh National Hero” (20 sq. m.)
was presented to the Bolshoi Theatre of the USSR on the date of the 175" an-
niversary ("Master krupnykh form", 2008, p. 27).

The tapestries of the “Kovrovshitsa” cooperative craft society are charac-
terised, as in general for the decorative and applied art of Kazakhstan in the
first third of the twentieth century, by three essential features identified by
the art critic S. A. Shklyaeva: “imperative”, “hereditary” and “interpretative”
traditionalisms (Shklyaeva, 2010, p. 25). “Imperative” traditionalism in the
mainstream of totalitarian art was distinguished by the presence of Soviet
symbols, letter elements, which were present in the above-mentioned Baiga
tapestry, where there is an inscription — slogan in Latin. “Hereditary” tradi-
tionalism was based on the continuity in the technique and decor of carpet
making of the “Kovrovshitsa” cooperative craft society, which was manifested
in the involvement of folk craftsmen. “Interpretive” traditionalism was ex-
pressed in combining the new with the tradition (Shklyaeva, 2010, p. 25). The
principles of “hereditary” traditionalism were instilled in N. Tsivchinsky at
his alma mater, where her mastermind and teacher — M. Boychuk “instructed
his students not to forget about their national identity” (Zemlyanaya, 2013b,
p. 190).

It is known that the artist also participated in the facade decorating of the
Almaty Hotel (scene from the epic “Enlik-Kebek”), the bas-relief on the fa-
cade of the Abay State Academic Opera and Ballet Theatre. He also decorated
the Palace of Metallurgists in Ust-Kamenogorsk (1957), the Palace of Culture
of Builders in Balkhash, the Sholpan Cafe in Almaty (1961).

The most significant in the decorative design was the works created by
N. Tsivchinskii in collaboration with M. Kenbaev in Almaty: mosaics “Kokpar”
(the name of the national equestrian game), “Koblandy” (the name of the epic
hero-bogatyr) in the Almaty Restaurant(1963), in the Ainabulak Cafe (1966),
“Girl with a Souvenir” and “Kazakh folk crafts” sgraffito for the Kazakhstan
Store (1972), “Kazakh National Costume” painting and the “Dressing the
Bride” stained glass window in the House of Models (1969), the decoration
of the Wedding Palace (1971); in Dzhambul, there was the “Kozy Korpesh —
Bayan sulu” painting (the heroes of the epic work, one version of which was
recorded at the time by A. Pushkin) in the Vostok Restaurant (1968) and oth-
ers (Kozybaev, 1983, p. 94, p. 221).

The “Soviet Poster” website indicates that the author of the poster “Five-
Year Plan’s Victory — a Blow to Capitalism!” is N. Tsivchinskii (Tsivchinskii,
1931). On the Internet resource “Soviet Political Poster. The Collection of Ser-
go Grigoryan”, his authorship is confirmed. The Internet presents his painting
work “The Girl with the Ball” also, painted by him in the pre-war 1930s. He
tried himself both as a painter and an artist of applied art (Tsivchinskii, 1930).
The latter became his life’s work.
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Figure 4. Five-Year Plan’s Victory — Figure 5. The Girl with the Ball.

a Blow to Capitalism! Tsivchinskii Tsivchinskii N. V. Oil on Canvas. The
N. V. 1931 (http://tramvaiiskusstv.ru) 1930s. 73.5 x 36 (http://bonart.kz).

Boychukist by nature, N. Tsivchinskii remained true to the creative princi-
ple of the Boychuk school, who “together with his students ... created Ukrainian
art in almost all its forms and genres” (Zemlyanaya, 2009a, p. 209), formed with
them “a unique style of art — a synthetic style, monumental in the form and
nature of creative thinking” (Zemlyanaya, 2009b, pp. 15-16).

Conclusions

Thus, the personality of a gifted and highly professional applied artist,
researcher and organiser of craft production appeared before us. The origins
of his work were got in Ukraine, in the Boychuk school, recognised today as
a unique phenomenon in the Ukrainian art of the twentieth century and Soviet
decorative and applied art in general.

Considering the works of N. Tsivchinskii, we would like to note that he largely
remained faithful in his work to the deep connection inherent in the Boychukists
with the sacred traditions of folk art, which L. Sokoliuk noted. This is especially
noticeable in his Baiga tapestry, the decorative design of architectural structures
throughout Kazakhstan. The Baiga tapestry was exhibited in 1939. In a very short
period (1-1,5 years) of stay in Kazakhstan, the artist caught the importance of
horse racing in the culture of the Kazakhs — the rider-people. Equestrian lists
were traditionally present and are now being revived in the programmes of the
Kazakhs’ life cycle rituals, accompanied by feasts on the occasion of the birth of
their sons, wedding and funeral feasts (as). In Soviet times, equestrian competi-
tions became an indispensable element of harvest festivals, Shepherd’s Day, etc.
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N. Tsivchinskii escaped the tragic fate of his colleagues. Saving his family,
he went to distant Kazakhstan, where he continued to develop on the chosen
path of art.

The legacy of N. Tsivchinskii is carefully preserved in Kazakhstan. To the
70™ anniversary of the Victory, the graphic and watercolour works of the artist,
made by him in 1942 (“The Head of a Murdered German”, “A Skeleton in a Ra-
vine”, “A Captured German”), were restored from the funds of the Central State
Museum of the Republic of Kazakhstan (Almaty).

Thus, the twists and turns of artist’s fates from Ukraine, who happened to
be in Kazakhstan due to circumstances, and folk craftsmen of different ethnic
origins boosted not only to create a successful production but also to the birth
and development of a new type of woven tapestry applied art.

At the end of the article, I would like to thank the incredible artist and au-
thor of many successful exhibition projects, known for her collections and per-
formances in the ethnographic style, L. Vvedenskaya, which helped the authors
in finding an article by N. Tsivchinskii in the “Folk Art” magazine, 1939. I would
also like to express my great gratitude to the Kharkiv State Academy of Design
and Art professor, DSc of Art Studies, art historian L. Sokoliuk. Thanks to her,
the origins of the creative environment in which the artistic taste and style of
N. Tsivchinskii were formed became clear. We also express our gratitude to the
Russian DAM’s management and staff E. Titova, G. Andreeva, A. Gilodo, M. Kir-
sanova and others for organising the programme, which makes such a signif-
icant contribution to the development of cooperation between the CIS coun-
tries, creating a favourable environment for a broad humanitarian dialogue be-
tween representatives of different states, ethnic and professional communities,
contributing to the search and resolution of issues of the development of the
art of the 21t century.

References

Batsanov, N.S. (Comp.). (1940). Pavil’on "Kazakhskaya SSR': putevoditel’ [Pavilion
"Kazakh SSR": a Guide]. Ob”edinenie gosudarstvennykh knizhno-zhurnal’nykh
izdatel’stv ; Sel’khozgiz [in Russian].

Kishkashbaev, T. A., & Shklyaeva, S. A. (2006). Prikladnoe iskusstvo [Applied Art].
In A.S.Galimzhanova, M. B. Glaudinova, T.A. Kishkashbaev, S.A. Shklyaeva,
K. K. Murataev, G. Sh. Eleukenova, & B.K.Barmankulova (Comps.), Istoriya
iskusstv Kazakhstana [History of Arts of Kazakhstan] (pp. 202-210). IzdatMarket
[in Russian].

Kolpakchi, L. (1944). Khudozhnik-voin [Warrior Artist]. Ogonek, 17-18, 11 [in Russian)].

Kozybaev, M. K. (Ed.). (1983). Alma-Ata. Entsiklopediya [ Almaty. Encyclopedia]. Glavnaya
redaktsiya kazakhskoi sovetskoi entsiklopedii [in Russian].

Lord Fame. (2014, July 9). Kazakhstan na snimkakh Semena Fridlyanda [Kazakhstan in
the Pictures of Semyon Fridlyand]. Mir aviatsii i puteshestvii Vyacheslava Firsova.
http://firsov.kz/?p=768 [in Russian].

Malinovskaya, E. G. (2016). Istoriko-kul’turnoe nasledie arkhitektury natsional’nogo
stilya Kazakhstana [Historical and cultural heritage of architecture of national

114



THEORY AND HISTORY OF CULTURE
ISSN 2410-1915 (Print) « Culture and Arts in the Modern World. Issue 22 « ISSN 2616-423X (Online)

Kazakhstan style]. Culture and civilisation, 6, 360-374. http://publishing-vak.ru/
file/archive-culture-2016-6/34-malinovskaya.pdf [in Russian].

Master krupnykh form [Master of Large Forms]. (2008, September 11). Vechernii Almaty,
111, p. 27 [in Russian)].

Neizvestnye stranitsy ukrainskogo avangarda [Unknown Pages of the Ukrainian Avant-
Garde]. (2009). ACADEMIA, 4, 125 [in Russian].

Nurgaliev, A. Zh. (2016). Kooperativhaya promyshlennost’ Kazakhstana v gody Velikoi
Otechestvennoi voiny (1941-1945) [Cooperative Industry of Kazakhstan during the
Great Patriotic War (1941-1945)] [PhD Dissertation]. Chelyabinsk State University
[in Russian].

Nurmukhammedov, N-B. (2012). Iskusstvo Kazakhstana. Klassicheskie issledovaniya [Art
of Kazakhstan. Classic Studies] (Vol. 10, pp. 115-186). Odebiet alemi [in Russian].

Shklyaeva, S. A. (2010). Problemy razvitiya prikladnogo iskusstva Kazakhstana: Sovetskaya
epokha — period Nezavisimosti (XX — nachalo XXIveka) [Problems of the Development
of Applied Arts in Kazakhstan: Soviet Era — the Period of Independence (the
20™ — Early 21t Century)] [Abstract of PhD Dissertation]. Kazakhskaya Golovnaya
Arkhitekturno-Stroitel’'naya akademiya [in Russian].

Shklyaeva, S. A. (2015). Nekotorye aspekty deyatel’nosti artelei v Kazakhstane
perioda Velikoi Otechestvennoi voiny [Some Aspects of the Activities of Artels
in Kazakhstan During the Great Patriotic War]. In S. Gracheva (Ed.), Voina, beda,
mechta i yunost’! Iskusstvo i voina [War, Trouble, Dream and Youth! Art and War],
Proceedings of the International Scientific and Practical Conference (pp. 168-176).
BuksMArt [in Russian].

Sokoliuk, L. D. (2004). Mykhailo Boichuk ta yoho kontseptsiia rozvytku ukrainskoho
mystetstva (persha tretyna XX stolittia) [Mykhailo Boichuk and His Concept of
Development of Ukrainian Art (the First Third of the 20th Century)] [Abstract of
DSc Dissertation]. Kharkiv State Academy of Design and Arts [in Ukrainian].

Sokoliuk, L. D. (2014). Mykhailo Boichuk ta yoho shkola [Mykhailo Boichuk and His
School]. O. 0. Savchuk Publishing House [in Ukrainian].

Tsivchinskii Nikolai Vladimirovich (1905-1985). (n.d.). Tramvai iskusstv. Retrieved
July 12, 2019, from http://tramvaiiskusstv.ru/plakat/spisok-khudozhnikov/
item/712-tsivchinskij-nikolaj-vladimirovich-1905-1988.html [in Russian].

Tsivchinskii Nikolai Vladimirovich. (2017, April 17). In Kazakhstanskaya entsiklopediya
[Kazakhstan Encyclopedia]. Retrieved July 12, 2019, from http://ru.encyclopedia.
kz/index.php/Tsivchinskii, Nikolai_Vladimirovich [in Russian].

Tsivchinskii, N. V. (1930). Devushka s myachom. Kholst, maslo, 1930-e gody, 73,536
[The Girl with the Ball. Oil on Canvas, 1930s, 73.5x36] [Painting]. (Lot 76). BonArt.
Retrieved May 14, 2019, from http://bonart.kz/devushka-s-myachom.html
[in Russian].

Tsivchinskii, N. V. (1931). Pobeda pyatiletki udar po kapitalizmu! [The Victory of
the Five-Year Plan is a Blow to Capitalism!]. Soviet Political Poster the Sergo
Grigorian Collection. Retrieved August 26, 2019, from http://redavantgarde.com/
collection/show-collection/2177-the-victory-of-the-five-year-plan-is-a-crash-of-
capitalism-.html [in Russian].

Tsivchinskii, N. V. (1936-1939). Kazakhskii gobelen. Rukopis’ stat’i [Kazakh Tapestry.
Manuscript of the Article]. (Fund 673 Redaktsiya zhurnala "Narodnoe tvorchestvo',

115



THEORY AND HISTORY OF CULTURE
ISSN 2410-1915 (Print) « Culture and Arts in the Modern World. Issue 22 « ISSN 2616-423X (Online)

Inventory 1, File 613). The Russian State Archive of Literature and Arts, Moscow
[in Russian].

Tsivchinskii, N. V. (1939). Kazakhskii gobelen [Kazakh Tapestry]. Narodnoe tvorchestvo,
4,41 [in Russian].

Tsivchinskii, N. V. (1950). Kazakhskii sovetskii gobelen [Kazakh Soviet Tapestry]. Izvestiya
Akademii nauk Kazakhskoi SSR. Seriya iskusstvovedeniya, 1, 84—-89 [in Russian].

Viner, E. (Comp.). (1969). Kovry i tkatskoe proizvodstvo narodov Srednei Azii, Kavkaza
i Zakavkaz’ya [Carpets and Weaving of the Peoples of Central Asia, the Caucasus and
Transcaucasia]. Gosudarstvennaya publichnaya biblioteka imeni M. E. Saltykova-
Shchedrina [in Russian].

Vykhodchenko, L. (2015, January 03). Ona byla prekrasnoi mater’yu. Interv’yu s synom
G. Ismailovoi [She Was a Wonderful Mother. Interview with the Son of G. Ismailova].
Qazagstan Tarihy. Retrieved April 26, 2019, from https://e-history.kz/ru/
publications/view/880 [in Russian].

Zemlyanaya, T. N. (2008). Ukrainskaya monumental’naya zhivopis’. Stanovlenie shkoly
M. L. Boichuka [Ukrainian Monumental Painting. Formation of M. L. Boychuk’s
School]. Izvestiya SFedU. Engineering Sciences, 1(78), 225-228 [in Russian].

Zemlyanaya, T. N. (2009a). Khristianskie obrazy v tvorchestve M. L. Boichuka (1882-
1937) [Christian Images in the Works of M. L. Boichuk (1882-1937)]. Peterburgskie
iskusstvovedcheskie tetradi, 14, 200-212 [in Russian].

Zemlyanaya, T. N. (2009b). Monumental’naya zhivopis’ M. L. Boichuka i ego shkola
[M. L. Boichuk’s Monumental Painting and His School] [Abstract of PhD
Dissertation]. Saint-Petersburg University of the Humanities and Social Sciences
[in Russian].

Zemlyanaya, T. N.(2013a). Osobennosti obraznogoi stilisticheskogo stroya proizvedenii
M. Boichuka i ego shkoly [Features of the Figurative and Stylistic Structure of the
Works of M. Boychuk and His School]. Nauchnoe mnenie, 10, 77-83 [in Russian].

Zemlyanaya, T. N. (2013b). Ukrainskii avangard - utrachennaya stranitsa mirovogo
iskusstva? (Monumental’'naya zhivopis’ M. L. Boichuka i ego shkola) [Ukrainian
Avant-Garde - a Lost Page of World Art? (Monumental Painting by M. L. Boychuk
and His School)]. Problems of Modern Science and Education, 3(17),182-195. https://
cyberleninka.ru/article/n/ukrainskiy-avangard-utrachennaya-stanitsa-mirovogo-
iskusstva-monumentalnaya-zhivopis-m-1-boychuka-i-ego-shkola [in Russian].

Zemlyanaya, T. N. (2014). Aktual’nost’ i vazhnost’ dostizhenii "Shkoly M. L. Boichuka"
kak primer novogo original’nogo yavleniya v monumental’nom iskusstve XX veka
[The Relevance and Importance of the Achievements of the "School of M. Boychuk"
as an Example of a New Original Phenomenon in the Monumental Art of the 20t
Century]. Problemy rozvytku miskoho seredovyshcha, 1,493-499 [in Russian].

Zhdanko, I. (2011). Ocherk zhizni i tvorchestva khudozhnika Ivana Triguba [Essay on
the Life and Work of the Artist Ivan Trigub]. Antikvar. https://antikvar.ua/ocherk-
zhizni-i-tvorchestva-hudozhnika-iv/ [in Russian].

116



THEORY AND HISTORY OF CULTURE
ISSN 2410-1915 (Print) « Culture and Arts in the Modern World. Issue 22 « ISSN 2616-423X (Online)

TBOPYICTb MMUKOJIM HIBYMHCHKOI'O: BHECOK HIKOJIN
M. BOMYYKA B MUCTELITBO KA3AXCTAHCBKOI'O IT'OBEJIEHA

Cyparanos Ceprasi Ka6npaxmanosuu'?, CyparaHoBa 3y6aiiga Ka6iiBua?

ICmapwuii euxknadau,

ORCID: 0000-0003-0319-8115, sersuraganov@mail.ru,
2Kandudam icmopuuHux Hayx,

ORCID: 0000-0001-9893-6461, suraganova_zk@mail.ru,
“Kasaxcokutl azpomexHiunuli ynisepcumem imeni C. Celigpynnina,
Hyp-Cyamah, Kazaxcmadt,

b epacasHuil icmopuxo-KynsmypHuti my3eti-3anogioHux «b030K»
Minicmepcmea kynemypu i cnopmy Pecny6nixu Kazaxcmar,
Hyp-Cyaman, Kasaxcmau

MeTa gocmiaskeHHsSI — BBECTU B HAYKOBMIT 00ir TBOpUi gocsarHeHHsT M. B. LIiBUMHCBHKOTO
B KOHTEKCTi CTAaHOBJIEHHS XYIOXXHbOI LIKOIM YKPAiHCbKOTO aBaHrapay Muxaiina Boituyka.
3aBOAaHHSIMM [OOCTIIKEHHS CTaJu: BM3HAUEHHS BUTOKIB CTAHOBJIEHHSI TBOPYOCTi
Xy O)KHMKa-MOHYMEHTaJIiCTa, maiictpa JleKOPaTUBHO-TIPUKIALHOTO MUCTeLTBa
M. B. IIiBUMHCBHKOTO, /10r0 BHECKY Yy CTAHOBJIEHHS icTOpii Ka3aXCTaHCHKOIrO MpodeciiiHoro
MUCTEITBA robesieHa. Y i10ro TBOPUOCTi BiOMBAETHCS MPOHUKIMUBICTD i ITMOOKE PO3YMiHHS
3HAUEHHSI CaMOOYTHOCTI TPafguUIIiifHOI KyJbTYpU HApOmy, MOHYMEHTali3M, MpUTaMaHHi
kot M. Boituyka. OnuH i3 He6araTbox 60IUYKICTiB, SIKi 3ATUIIVIIACS B SKUBUX i SIKUX JTOJIST
po3Kuaasa Mo BCboMy cBitTy, M. B. LIiBUMHCBKMIT He TiIbKM PO3BUHYB Pi3HOOIUHI HaBUYKM,
XyIOXKHI MOBY i TpaJuIlit0 IIKOIM GOIUYKICTiB, a CTAB OHI€I0 3 HAMSICKPaBIllIMX MMOCTATEI
Yy Ka3axCTaHCbKOMY AE€KOPaTUBHO-MIPUKIaTHOMY MUCTELTBi. JKUTTEBUII LUIIX i TBOPUICTh
M. B. IIiBUMHCHKOTO TOBHOI MipOI0 Bif0OpakaloTh HAMBasKIMBIiNI i TpariuHi CTOpiHKK
PO3BUTKY KpaiHu, SIKOi Bke HEMa€ Ha KapTi. B mocrimkeHHi BuKopuctaHo 6iorpadiuauii,
IKepeo3HAaBUMii Ta iCTOpMYHMUIT MeTOomy. MeTO#oOTiYHOI HOBAlli€l0 € BUKOPUCTAHHS
6iorpaciyHoro MeTony Mmopsiy 3 iCTOPUUHKMM y paMKaX «HOBOI KOMITapaTUBHOI icTopii» sk
e(heKTUBHOTO iHCTPYMEHTY TpPU BUBUEHHI XyOOXHBOI crammyHu Kasaxcrany i Vkpainu
B paJsHCbKy ernoxy. HaykoBa HOBM3HA [OCTiI)KeHHSI BU3HAYAETHCS BBEIEHHSIM HOBUX
BiloMOCTelt PO XyAO0KHMKA, TBOPUICTb SIKOTO JIMIIe 3rafyBajacs B KOHTEKCTi His/IbHOCTI
MIKOJIM 6OIUYKiCTiB, 3HAUHY YaCTUHY MOCTiOBHUKIB SIKOi 6Y/I0 3HUIIIEHO B POKM UEPBOHOTO
Tepopy. BucHoBku. TBopuicTh M. B. IIiBUMHCHKOTO pO3IJSITAETHCSI B KOHTEKCTI MisSTbHOCTI
XymoxkHbOI ko M. Boituyka, ie Bimbymocst iioro CTaHOBIEHHS SIK MaiiCcTpa JeKOPaTUBHO-
npukiagHoro mucrentBa. Y 1930-ti pp. B Kasaxcrani M. B. LliBUMHCbKUIT TPOAOBXKUB
Tpaauiii OOMYYKiCTiB, CTaB 3aCHOBHMKOM IIepIIOi KWJIMMOBOI apTisi, 1o craga Io-
CIIPaBXHbOMY 3HAaKOBMM SIBUIEM B icTopii opmyBaHHSI mpodeciiiHOTO ITeKOpaTUBHO-
MIPUKJIAJHOTO MUCTEIITBA B PECITYOTilli.

Kniouosi cnosa: 6oituykicTu; robesieH; [1eKOPaTUMBHO-TIPUKIAZHE MMCTEITBO;
KooTepaTuBHO-IpoMuciioBa apTiiib «KoBposuiuiia»; Kasaxcran; Mukona I[iBUMHCHKIIL;
VkpaiHa; mkona Muxaiina Boituyka; BMIITHM
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TBOPYECTBO HUKOJIASI HUBYMHCKOI'O: BKJIAL HTIKOJIbI
M. BOMYYKA B NCKYCCTBO KA3AXCTAHCKOI'O I'OBEJIEHA

Cyparanos Cepranu Ka6npaxmanosuu'?, CyparaHoBa 3y6aiima KabrueBHa®

ICmapwuii npenodasamenns,

ORCID: 0000-0003-0319-8115, sersuraganov@mail.ru,

2Kandudam ucmopuueckux Hayk,

ORCID: 0000-0001-9893-6461, suraganova_zk@mail.ru,

“Kasaxckuti azpomextuueckuii ynusepcumem umeru C. Celipynnuna,
Hyp-Cyamah, Kazaxcmaw,

bTocydapcmeenHaslli ucmopuKko-KyabmypHblii my3eti-3anogedHux «bo3ok»
Munucmepcmea kynvmypel u cnopma Pecnybnuxu Kazaxcmar,
Hyp-Cynmah, KazaxcmaH

llenp wuccremoBaHMsT — BBECTM B HAy4YHBI 0OOPOT TBOpUECKME JOCTVOKEHUS
H.B.1IMBUMHCKOr0 B KOHTEKCTE CTAHOBJIEHMS Xy0’KeCTBEHHOV IKOJIbl YKPaMHCKOrO aBaHrapia
Mmuxamna Bboriuyka. 3ajadamm MUCCIeSOBaHMS CTalM: OINpele/leHye VMCTOKOB CTAaHOBJIEHUS
TBOPYECTBA XYAOKHMKAa-MOHYMEHTA/MCTa, MacTepa AeKOPaTUBHO-IIPUKIALHOTO MCKYCCTBA
H. B. IMBYMHCKOTO, €T0 BKJIaZ]a B CTAHOBJIEHVE UICTOPUY Ka3aXCTAHCKOTO ITPOPeCcCMOHATbHOTO
UCKYCCTBA robeneHa. B ero TBOpUecTBe OTpaXkaeTcsl MPOHVKHOBEHHOCTh U IMyOOKOe
MOHVMAaHMe 3HAYeHVSI CAaMOOBITHOCTU TPAIMULIMOHHOM Ky/IbTYPbl HAPOAA, MOHYMEHTAIN3M,
npucyiye mkone M. Boituyka. OnyH U3 HEMHOIMX OCTAaBIIMXCSI B JKMBBIX OOIUYKMCTOB,
KOTOPBIX CyZIbOa pazbpocaia o Bcemy Mupy, H. B. LIMBUMHCKMIT He TObKO Pa3BU/I TPUBUTHIE
€My Pa3HOCTOPOHHME HABbIKMU, Xy[JOKECTBEHHbBIE SI3bIK U TPAAUIINIO IIKOIbI OONUIYKUCTOB,
HO CTaJl OJHOI U3 SIPKUX (PUTYP B Ka3aXCTAHCKOM JI€KOPATUBHO-TIPUKIATHOM UCKYCCTBE.
JKu3HeHHbIN Iy Th 1 TBOpYeCTBO H. B. LIMBUMHCKOTO B ITOJIHO Mepe OTPa’katoT CaMble BayKHbIE
Y Tparmyeckye CTpaHMUIbl Pa3BUTHS CTPAHbI, KOTOPOJ yKe HeT Ha KapTe. B kauecTBe MeTOL OB
UCCIENOBAHNSI UCTIONb30BaHbl Ouorpaduueckuii, MCTOUHUKOBEAUECKUN M VICTOPUYECKUIA.
MeTomonornyeckoit HoBalMel UCCIeIOBaHMS SIBJISIETCST UCTIONb30BaHMe 61Morpadmueckoro
MeTOLa Hapsily C MCTOPUYECKMM B paMKaX «HOBOM KOMIIApaTMBHOW WCTOPUM» KakK
3¢b}eKTUBHOrO MHCTPYMEHTa TIPU WM3YUEHUM XYIOKeCTBEHHOTO Hacienus KasaxcraHa
” YKpauHbI B COBETCKYIO 3110Xy. HayuHas HOBM3HA MCC/Ief0BaHUs OIpefessieTCsl BBeLeHeM
HOBBIX CBeJeHUJi O Xy[LOXHMKe, TBOPUYECTBO KOTOPOTO JIMIIb YIIOMMHAJIOCh B KOHTEKCTe
[eSATeNbHOCTM IIKOJMbI OOMYYKUCTOB, 3HAUMUTENbHAS YacTh IOCTIeJ0BaTeNell KOTOPOii
ObUla YHUUTOXXEHAa B TOABI KpPacHOTO Teppopa. BeiBombl. TBopuectBo H. B. LIMBUMHCKOTO
paccMaTpuBaeTCsl B KOHTEKCTe [esTelbHOCTM XyLOXKeCTBeHHON wmKkonbl M. Boiiuyka,
re IPOM30OLUIO €ro CTAaHOBJIEHMe KaK MacTepa IeKOpPaTMBHO-IPUKIALHOIO MCKYCCTBA.
B 1930-e rr. B Kasaxcrane H.B.IIMBUMHCKMII MIPOTO/DKWI TPamgUIMK OGOUYKUCTOB, CTas
OCHOBATeJjleM I1epBOIl KOBPOBOJ apTesy, CTaBIleil IT0-HACTOSIEeMy 3HAKOBBIM SIBI€HMEM
B ucropuu (GopmupoBaHusi MPodeccCHOHATbHOTO 1eKOPATUBHO-TPUKIATHOTO MCKYCCTBA
B pecrybnuke.

Kniouesbie cnoea: 6GOWUYKUCTBI; TOOENEH; HEKOPATUBHO-TPUKIATHOE WUCKYCCTBO;
KOOTIepaTMBHO-ITPOMBbIC/IOBas apTenb «KoBpoBuiuiar; Kazaxcran; Hukonaii LIBuUmMHCKMIA;
VYkpanHna; mwkona Muxamia boituyka; BMIITHU
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The purpose of the article is to analyse the impact of current tourism trends on the
formation of leisure culture. The research methodology consists of the analysis of the
primary statistical and scientific sources on the impact of tourism trends on the shape of
leisure culture, interdisciplinary synthesis of the main forms of actualisation of tourism
trends on the localisation of tourist flows, methods of deduction and induction, as well as
content analysis. Scientific novelty. The article identifies current tourism trends of our time,
which will significantly shape leisure overculture. The author grounds and introduces into
scientific use of the theory of cultural studies and tourism studies the concepts of “tourism
trend” and “leisure culture”. Conclusions. Based on the analysis of statistical materials of
the World Tourism Organization (UNWTO), data from United Nations experts, the history
of tourism development vectors in the context of a pandemic is summarised. The article
describes and analyses current tourism trends that will impact the formation of leisure
culture in the years to come. In particular, the development of domestic tourism under the
condition of improving its service; the use of social networks for marketing and marketing
of a tourism product; the development of internet technology, 24-7 blogging support; the
development of virtual tourism, which is provided by virtual (VR) and augmented (AR)
reality; 24-7 customer support chatbots (chatbots); robot staff in the system of essential
tourism services (transport, accommodation and leisure services). Thus, if there is an
improvement of domestic service, the current tourism trends will create an environment
where we can expect Ukrainian tourism to be a significant segment of leisure culture.

Keywords: tourism trend; tourist flow; tourism destination; formation of leisure culture

Introduction
According to the forecasts, the global changes in the global economy to-

day will significantly affect leisure culture. In the next decade, there will be
significant changes in the hospitality and tourism industry, reflecting changes
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in consumer values. In addition, the concepts of recreation will also be trans-
formed, which will affect the priorities of leisure culture and, as a result, tourist
and recreational activities. Therefore, tourism stakeholders, both in the private
and public sectors, should consider these changes to achieve and maintain the
competitive advantages of their tourism companies. All the more, changes will
occur in all types of tourism in the context of new information technology. The
experts predict that in the next 15 years, the world will face even more tre-
mendous quantum leaps in information and communication technologies and
other fields of science and technology (Yesawich, 2000).

Today, the World Tourism Organization (UNWTO) distinguishes five main
factors that support general trends/tendencies and form tourist flows, namely:

- globalisation based on long-term economic tendencies (recovery of the
world economy, strengthening of globalisation processes);

- social tendencies, in particular, urbanisation, individualisation, hedoni-
sation of recreation, aspirations and expectations of new generations;

- political tendencies, in particular, assurance of the safety of tourists,
cultural experience exchange, strengthening of the national cybersecurity of
countries around the world;

- environmental tendencies, in particular, energy and natural resources,
climate changes, natural resource management, agricultural development and
the shift to a healthy natural diet;

— the development of digital technologies (World Tourism Organiza-
tion, n.d.b).

Purpose of the article

The purpose of the study is to analyse current tourism trends and ascertain
their impact on the formation of the national leisure culture.

The task of the study is to analyse the most significant new tourism trends,
their impact on the priorities of leisure culture, in particular, innovative forms,
types and subtypes of tourism, as well as to substantiate the expediency of the
use of the experience of study of various forms of the organisation of tourist
trips focused on the comprehensive development of national leisure culture.

The methodological basis of the research consists of the analysis of the
primary statistical and scientific sources on the impact of tourism trends on
the formation of leisure culture, interdisciplinary synthesis of the main forms
of actualisation of tourism trends on the localisation of tourist flows, methods
of deduction and induction, as well as content analysis.

Recent research and publications analysis. The question of the current
state of leisure culture in the youth environment was considered by M. Jedrze-
jewski (1999), focusing on tendencies of world subcultures’ self-identification.
P. Yesawich (2000) determined the importance of new trends for the future of
tourism and their impact on leisure culture formation. O. Vyshnevska (2009),
studying the phenomenon of tourism in modern society, proves the importance
of tourism as a factor of the preservation of local identity and culture through
the prism of tourist activity and the formation of national leisure culture on
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this basis. The author of this article considered the socio-cultural aspects of
weekend tourism and development priorities for the formation of a new format
of leisure culture in previous studies (Ustymenko, 2016).

However, the main array of publications devoted to the various aspects of
the functioning and formation of leisure culture concerns the traditional for-
mats that existed until 2020. Now there arise new problems in cross-cultural
communication, tourism ethics, the shape of innovative types of tourism, etc.
In this context, attention should be paid to recent tourism trends that signifi-
cantly affect the formation of modern leisure culture.

Main research material

The current dynamics of tourist flows in the world is conditioned on the
crisis, which is a consequence of the COVID-19 pandemic. According to the
new issue of the World Tourism Barometer from the United Nations specialised
agency, the number of international tourist arrivals in September 2020 was 65%
of 100% comparing with the previous period. It is an unprecedented decrease
since most countries worldwide have closed borders and imposed travel restric-
tions in response to the pandemic.

According to UNWTO, the massive drop in international travel demand
over January — June 2020 translates into a loss of 440 million international
arrivals and about the USA $ 460 billion in export revenues from international
tourism. It is around five times the loss in international tourism receipts re-
corded in 2008 amid the global economic and financial crisis (UNWTO, 2020).

Despite the gradual reopening of many destinations since the second half of
May, the anticipated improvement in international tourism numbers did not ma-
terialise during the peak summer season. Europe was the second-hardest hit of
all global regions. The decline in tourist arrivals was 66% in the first half of 2020;
the Americas (- 55%), Africa and the Middle East (both — 57%) also suffered.
However, Asia and the Pacific, the first region to feel the impact of COVID-19 on
tourism, was the hardest hit, with a 72% fall in tourists for the six months.

North-East Asia (83%) and Southern Mediterranean Europe (72%) suffered
the largest declines at the sub-regional level. All world regions and sub-regions
recorded declines of more than 50% in arrivals in January — June 2020. The
contraction of international demand is also reflected in double-digit declines
in global tourism expenditure. Major outbound markets such as the USA and
China continue to be at a standstill, though some markets such as France and
Germany have shown some improvement in June (UNWTO, n.d.a).

Making forecasts for the future, it is likely that there will be a decrease in
demand for travel and consumer confidence, which will negatively affect the
dynamics of tourist flows until the end of 2021. UNWTO published three sce-
narios in May 2020, indicating declines of 58% to 78% in international tourist
arrivals in 2020. Furthermore, the current trends indicate a decline in demand
by 70% in August (UNWTO, 2021).

The expansion of the scenarios till the end of 2021 indicates the possibil-
ity of gradual and linear removal of travel restrictions next year, vaccination
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and restoration of travellers’ confidence in their safety. However, the return to
2019 level, taking into account the number of tourist arrivals, will take from
2 to 4 years, depending on the region and the pace of overcoming the socio-
economic crisis.

A key element of the success of the tourism industry is the ability to rec-
ognise changes and work with them in a wide range of behavioural, environ-
mental and technological factors, integrating their interaction. That is, special
attention should be paid to modern tourism trends. Therefore, it is necessary to
define the concept of “tourism trend”.

So, a tourism trend tends to change in tourism, which can be linear, sys-
temic or cyclical.

The main tourism trends in the development of the industry should be the
use of digital technologies, namely:

— 24-7 blogging support;

- voice-based information retrieval, organisation and control on the route;

— virtual tourism, provided by virtual (VR) and augmented (AR) reality;

- the increase in the share of contactless payments;

— 24-7 customer support chatbots (chatbots);

- robot staff at airports and hotels (Buhalis, 2000).

Theoretical knowledge and the ability to use it will become more important
for competitive advantages in the organisation of any journey. In the future,
knowledge will become an active resource in the economy and business. Those
countries, companies and people who use it will do better and earn more than
those who don’t (Yesawich, 2000).

The COVID-19 pandemic has harmed all areas of leisure, but especially in
the tourism industry. The consequences of the COVID-19 outbreak were felt by
the entire tourism business in the world, losses of which are estimated at doz-
ens of billion dollars. The World Travel & Tourism Council says up to 50 mil-
lion jobs in the travel & tourism sector are at risk due to the global COVID-19
pandemic.

The tourism industry faced problems that it had never experienced so
acutely before. In 2020, UN experts published disappointing statistics on the
prospects for the tourism industry’s recovery in the context of the crisis as-
sociated with quarantine restrictions. And in August of the same year, the UN
published the Tourism and COVID-19 analytical report, in which it explained
possible scenarios for the development of the situation in this market. Accord-
ing to the experts’ forecasts, the reduction in costs will be from 1.5 trillion dol-
lars (in 2019) to 310-570 billion in the coming years. However, another fight
against the pandemic may lead to the fact that about 120 million people will
be dismissed in this sector. Unfortunately, according to forecasts, the real im-
provements in the tourism industry in 2019 are expected only in 2023 ("To Re-
covery & Beyond", 2020).

Therefore, we consider it is appropriate to develop researches on the im-
pact of the COVID-19 pandemic on the development of domestic national tour-
ism in Ukraine, which in its turn causes the fulfilment of the following tasks:
the analysis of the publications on the topic under study; the characteristics of
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the main problems and prospects for the development of tourism in Ukraine
in 2021; the determination of the main directions of development of domestic
tourism and strategies for the improvement of the state of affairs in the domes-
tic tourism market.

The analysis showed that before the COVID-19 crisis, tourism in Ukraine
was in a state of recovery after a significant decline associated with the political
events of 2014. The most prominent tourism destinations — Kyiv, Odesa and
Lviv — are the most developed in the formation of the cost of tourism services,
destination management and popularity for the vast majority of international
tourists and have the best chances for the accumulation of tourist flows and,
therefore, profits.

The situation in Ukraine, as well as in the world in general, is quite unfa-
vourable. During the first weeks after the introduction of quarantine, the whole
tourism business was in a state of uncertainty; there were no clear instructions
on how to act in this situation because there was no similar event on a global
scale before. But the decision had to be made quickly. The main problem was the
pause of airline activities, flight cancellations and border closures. On the first
day of the quarantine, the Ukrainian low-coster SkyUp reduced flights to Israel
and Italy. The next day, March 12, the largest Ukrainian carrier, UIA cancelled
about 2,000 flights scheduled for spring. At the beginning of the summer sea-
son, the tourism industry lost about USA 1,5 billion. There are no statistics on
tourism in Ukraine as of 2020, and it will be possible to systematise the data only
during 2021. The entrepreneurs of the national tourism industry could only fol-
low the development of events because they could not influence potential tour-
ists and make them travel during the pandemic. However, the situation with in-
ternational tourism has given impetus for the development of domestic tourism.

Interestingly, mobile operators conducted their analysis of tourist flows.
In particular, Vodafone Ukraine stated that this summer, the number of sub-
scribers in southern Ukrainian resorts has significantly increased compared to
the summer of 2019. Thus, in Odesa, Mykolaiv and Kherson oblasts, judging by
mobile traffic growth, there were 30% more tourists than in similar periods last
summer. In the Kyrylivka resort (Zaporizhzhia oblast, the Sea of Azov), mobile
traffic indicated that there arrived 55% more holidaymaker than last year. In
Berdiansk (Zaporizhzhia region, the Sea of Azov), there were 37% more resort
visitors than on similar dates in 2019. In the Azov resorts of the Donetsk region
controlled by Kyiv, the number of people increased by 100-170%.

The most visited tourist destination was the northern Black Sea coast.
Western Ukraine occupies the second place in popularity among domestic tour-
ists after seaside resorts. The third one is the capital region and Kyiv, and the
fourth one is local tourist destinations in other places, experts say. Thus, during
the quarantine, the demand for domestic tourism increased. Against the back-
ground of quarantine restrictions globally, Ukrainians travelled around their
country much more than in 2019. However, according to tourism experts, the
reorientation of Ukrainians to domestic tourism in 2020 is a desperate move.
Because, unfortunately, today our national domestic tourism does not corre-
spond to the level offered abroad.
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First, not all Ukrainian hotels and resort complexes can offer such services
as most visited countries for reasonable money. Second, the service in Ukraine
falls behind in almost all indicators significantly. The cost is high, and the qual-
ity, unfortunately, is mostly inappropriate. Moreover, there is little competition
because there are not enough places to accommodate tourists. For example, all
hotels with more or less developed infrastructure on the sea coasts of Ukraine
are booked till the end of August. Another problem of the national hotel base is
that sometimes it is simply impossible to monitor tourist flows since there are
no precise statistics from Ukrainian hotels: partially, they work unofficially and
do not pay a tourist tax, which could be used to calculate how many travellers
rested at the resort and for how long (Kuchirka, 2020).

Therefore, the question of the ratio of price and service quality remains the
main problem of domestic tourism. It is the main block that hinders tourism
development in Ukraine because its resource potential is quite high.

According to digital tourism experts, the demand for domestic tourism in
Ukraine is constantly increasing. But to recover from the crisis, tourism needs
to be optimised. The main ways are to improve the service and strengthen the
information and advertising campaign. On the web, one can often find infor-
mation about the losses of Ukraine due to the restrictions in tourism for several
billion dollars. And here, the reason is that a significant amount of cash flows
are “black” in the tourism business. Due to this, it is advertising on the Internet
is insufficient. And this is very important for survival today, especially for small
companies. Therefore it is the crisis that will help businesses step out of the
shadows ("Turyzm pislia karantynu", 2020).

Due to the COVID-19 pandemic, most travel companies have switched to
a remote format of work, which requires the creation of an appropriate system
for the promotion and attraction of new customers and the formation of their
loyalty. Today, the most effective platforms for advertising travel products and
services are Instagram and Telegram. It is predicted that the number of ac-
tive users of these platforms will grow exponentially this year. That is, for the
tourism business, these social networks are an excellent opportunity for pro-
motion.

The most effective method of promotion on Instagram is advertising
through opinion leaders. These are public figures who are listened to by the
public. Special attention should be paid to travel bloggers. They are focused on
the tourism industry and are considered industry experts, thematic specialists
who have a large audience. The subscribers, including potential buyers of travel
services, pay attention to their advice.

Another popular and effective method of promotion is targeting, which al-
lows selecting only the target audience from the entire audience and showing
ads to it. This approach makes it possible to make advertising more accessible
and personalised. It increases the involvement of the target audience and the
chances that a potential buyer or customer will purchase a tourism product.
The targeted advertising also allows segmenting the target audience by inter-
ests, location, age, and other criteria. It is crucial to set it up correctly to make
it viewable to the most significant number of potential customers. To do this, it
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is necessary to accurately determine the target audience of a tourist company
and promote its services.

Today marketing on the Instagram platform is one of the most effective for
the formation of sales of tourism products and services. The promotion of the
Instagram profile provides an opportunity to increase the profitability of the on-
line travel business. This social network helps to become famous among many
users, sell more and promote your brand. Together with subscribers, the compa-
ny gets potential buyers who can form the main customer base (Buhalis, 2000).

Regarding the socio-cultural review, attention should be paid to the moti-
vation of tourism needs, socio-cultural changes, the impact of tourism on the
standard of living of tourism centres, stereotypes of tourist behaviour and the
process of the establishment of contacts between tourists and the host party,
that is, the conditions of contact (mentality, culture, the language of prohibi-
tion, information, traditions, etc.), the possibilities of success of positive con-
tacts for both parties (Vyshnevska, 2009). If previously the tourism industry
focused on the standardisation of a person, his culture and needs, now the ad-
vantage in the development of the tourism industry is given to such trends as
humanisation, socialisation, greening, which are stipulated by the changes in
the main priorities, which in their turn affect the motivation of human activity
both in everyday life and within the tourism (Ustymenko, 2016).

Conclusion

So, the current tourism trends that affect the formation of leisure culture
significantly in our time and the coming years will be the development of do-
mestic tourism under the condition of the improvement of its service; the use
of social networks for marketing and marketing of a tourism product; the de-
velopment of internet technology, 24-7 blogging support; the development of
virtual tourism, which is provided by virtual (VR) and augmented (AR) reality;
24-7 customer support chatbots (chatbots); robot staff in the system of basic
tourism services (transport, accommodation and leisure services).

Thus, if there is an improvement of domestic service, the current tourism
trends will create an environment where we can expect Ukrainian tourism to be
a significant segment of leisure culture.

References

Buhalis, D. (2000). Trends in Information Technology and Tourism. In W. C. Gartner
& D. W. Lime (Eds.), Trends in Outdoor Recreation, Leisure and Tourism (pp.47-61).
CABI Publishing [in English].

Jedrzejewski, M. (1999). Mlodziezna subkultury [Youth of the Subculture]. Warszawa
[in Polish].

Kuchirka, D. (2020, July 15). Vautrishnii turyzm v Ukraini — na pidiomi cherez COVID-19.
Chy nadovho? [Domestic Tourism in Ukraine is on the Rise Through COVID-19.
How Long?]. Radio Svoboda. https://www.radiosvoboda.org/a/vnytrishniy-turyzm-
v-ukraini-covid19/30726545.html [in Ukrainian].

125



THEORY AND HISTORY OF CULTURE
ISSN 2410-1915 (Print) « Culture and Arts in the Modern World. Issue 22 « ISSN 2616-423X (Online)

To Recovery & Beyond: The Future of Travel & Tourism in the Wake of COVID-19. (2020,
September 27). World Travel & Tourism Council. https://wttc.org/Research/To-
Recovery-Beyond [in English].

Turyzm pislia karantynu: yak pandemiia vplynula na haluz i zminyla yii [Tourism After
Quarantine: How the Pandemic Affected the Industry and Changed it]. (2020,
May 14). Dyvys.info. https://dyvys.info/2020/05/14/turyzm-pislya-karantynu-yak-
pandemiya-vplynula-na-galuz-i-zminyla-yiyi/ [in Ukrainian].

Ustymenko, L. (2016). Weekend Tourism as a Cultural Phenomenon. Culture and Arts in
the Modern World, 17, 11-16 [in English].

Vyshnevska, O. O. (2009). Fenomen turyzmu u suchasnomu sotsiokulturnomu prostori
[The Phenomenon of Tourism in the Modern Socio-Cultural Space] [Monograph].
V. N. Karazin Kharkiv National University [in Ukrainian].

World Tourism Organization (UNWTO). (2020). COVID-19 and Tourism Statistics.
https://www.unwto.org/covid-19-and-tourism-statistics [in English].

World Tourism Organization (UNWTO). (2021). UNWTO World Tourism Barometer.
https://www.unwto.org/unwto-world-tourism-barometer-data [in English].

World Tourism Organization (UNWTO). (n.d.a). 2020: A Year in Review. COVID-19 and
Tourism. https://www.unwto.org/covid-19-and-tourism-2020 [in English].

World Tourism Organization (UNWTO). (n.d.b). Innovation, Education and Investments.
https://www.unwto.org/innovation-investment-and-digital-transformation
[in English].

Yesawich, P. (2000). Ten Trends Shaping the Future of Leisure Travel. Hotel and Motel
Management, 215(19), 26-27 [in English].

BIUVIMB CYYACHUX TYPUCTUYHUX TPEHIIB
HA ®OPMYBAHHS JO3BIJIVIEBOI KVJIBTYPU:
YKPAIHCbKMUY KOHTEKCT

YeruMmeHko Jlecss MukonaiBHa

Kandudam nedazoziuHux Hayk, doyeHm,

ORCID: 0000-0003-2631-1459, ustilesia@gmail.com,
Kuiscokutl HayioHanvHUll yHigepcumem KyJa1emypu i Mucmeyms,
Kuis, Ykpaina

Mera po60TM — TIpoaHATi3yBaTU BIUIMB CY4YaCHUX TYPUCTUYHUX TPEH[IB Ha
hopmyBaHHST TO3Bi/UIEBOI KyJAbTYpU. MeTOMOJMOTIST HOCTIIKEHHSI CKIAIA€ThCsl 3 aHAJI3Y
OCHOBHMX CTaTUCTMUYHMX Ta HAyKOBMX [Kepes LIOL0 BIUIMBY TYPUCTUYHMX TPEHZIB Ha
(opmMyBaHHSI [O3BI/UIEBOI KYJAbTYPU, MiKAUCIUIUTIHAPHOTO CUHTE3y OCHOBHUX (opm
aKkTyasi3alil TypMCTMUHMX TPEHIiB Ha JIOKadi3alilo TypUCTUMYHUX IIOTOKiB, METO[iB
memykilii Ta iHAYKIii, KOHTeHT-aHaji3y. HaykoBa HOBM3HA. Bu3HaueHO aKTyasbHi
TYPUCTUYHI TPEHAY CYYacCHOCTI, SIKi CYyTTEBO BILTMBATUMYTb Ha (pOpMyBaHHS TO3Bi/UIEBO]
KyJAbTYpU HaceseHHsI. OGIPYHTOBAHO i BBEJEHO A0 HAYKOBOTO 06iry Teopii Ky/lbTyposorii
Ta TYpU3MO3HAaBCTBA MOHSITTS «TYPUCTUYHMI TPEH» Ta «003Bi//I€EBA KyJIbTypa». BUCHOBKM.
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Ha mipcraBi aHasmisy CTaTUCTMUYHMX MaTepianiB BcecBiTHBOI TypUCTMYHOI oOpraHisarii
(UNWTO), nanux Big excrieptiB Opranizanii O6’equannx Haiiiit y3araapHeHO KapTUHY 3MiH
BEKTOPiB PO3BUTKY TypU3My B YMOBax MaHaeMii. OxapakTepu30BaHO Ta MPOaHali30BaHO
CYYacHi TYpUCTMYHI TPEHIM, IO BIUIMBATUMYTh Ha (OPMYBAaHHSI O3BITIEBOI KYIbTYypU
B HaMOMVOKYi pOKM. 30KpeMa, PO3BUTOK BHYTPIIIHBOTO TYpPU3MY 3a YMOBU IOKpAIleHHS
110TO CepBiCy; BUKOPUCTAHHS COLiAIbHUX MepeX IJisl MAapKeTUHTY Ta 30yTy TYPUCTUIHOTO
MPOIYKTY; PO3BUTOK iHTEPHET-TEXHOJIOTIIA, 11i10060Ba 6/10orepcbka MiATPUMKA; PO3BUTOK
BipTyasbHOTO TypM3My, 10 3abe3meveHuit BipryanpbHOIO (VR) Ta momoBHeHOIO (AR)
peanbHICTIO; iomo6oBa migTpuMKa yatT-60oramu (chat-bots); po60TH30BaHMIT TIEPCOHA
Yy CUCTeMi OCHOBHUX TYPUCTUYHUX MOCTYT (TPAHCIIOPT, CIY>KOM PO3MIllleHHST Ta TO3Bi/UIs).
Takum 4MHOM, CYKYITHO Cy4aCHi TYPUCTUYHI TPEHAM 3a YMOBY MOKpAIeHHS BiTUM3HSIHOTO
CepBicy, CTBOPIOIOTH Te CepefoBMUIle, B IKOMY MOXXe OUiKyBaTUCS PO3BUTOK YKPaiHCbKOTO
TypU3MYy SIK BATOMOTO CerMeHTa J03BI/IEBOI KyJAbTYPH.

Kntwouosi cnoga: TypuUCTUUHUIA TPEH[,; TYPUCTUUHUI MOTIK; TYPUCTUYHA HOeCTUHALLiS;
(opmMyBaHHS 103BI/UIEBOI KyIbTYpU
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HA ®OPMHUPOBAHME JOCYI'OBOU KYJIbTVYPbI:
YKPANHCKHNUM KOHTEKCT

Verumenko Jlecss HukonaeBHa

Kandudam nedazozuueckux Hayk, doyeHm,

ORCID: 0000-0003-2631-1459, ustilesia@gmail.com,
Kueeckuti HayuoHanwsHwlii yHUsepcumem Kyasmypsl U ucKyccms,
Kues, Ykpauna

Llesp paboThl — MPOAHATM3UPOBATH BIMSIHIE COBPEMEHHBIX TYPUCTUUECKNX TPEHIOB
Ha popMUPOBaHME AOCYTOBOI KyJIbTYpbl. METOIOIOT S MCC/IeNOBAHMS COCTOUT U3 aHA/IN3a
OCHOBHBIX CTaTUCTMUYECKMX Y HAYUYHBIX MCTOUHVKOB I10 BIUSHUIO TYPUCTUUECKUX TPEHOB;
MEeXAVCUUIUVIMHAPHOIO CMHTEe3a aKTyaln3aluy TYPUCTUYECKMUX TPEHI0B Ha JIOKIM3aLI0
TYPUCTUYECKUX [TOTOKOB; METOLOB OeAyKUMM M MHAYKUMM, KOHTeHT-aHanmsa. HayuHas
HOBM3HA. OrpeneseHbl aKTyajlbHble TYPUCTUYECKME TPEHIbl COBPEMEHHOCTU, KOTOpbIe
CYIIECTBEHHO BIUSIOT Ha (POPMUPOBAaHME TOCYTOBOI KyJIbTYphl HaceneHusi. O60CHOBAaHbI
U BBeIEHbl B HAYYHbIi 0OOPOT TEOPUM KYJIbTYPOJIOTUM U TYPU3MOBENEHUS TMOHSITUS
«TYPUCTUYECKUI TpPeHI» U <«JOCyroBasl KyabTypa». BbeiBombl. Ha ocHOBe aHamusa
CTaTUCTUUECKNX MaTepuanoB BcemupHoii Typuctuueckoii oprannsanyy (UNWTO), maHHBIX
ot 3kcrieproB Opranusanuu O6benHeHHbIX Hanuit 06061eHa KapTUHa CMeHbl BEKTOPOB
B Pa3sBUTUM Typu3Ma B YUIOBUSX HaHmeMuu. OxapaKTepu3OBaHbl U MIPOAHAIN3MPOBAHbI
OCHOBHbIE COBPEMEHHbIE TYPUCTUUYECKNE TPEH[bl, KOTOPble OYyIyT OKa3bIBaTh BIMSHUE
Ha (GopMMpOBaHUE AOCYrOBOI KYJIbTYPhI B OJvpKaiilimMe rofpl. B uacTHOCTH, pa3BUTHE
BHYTPEHHEr0 Typu3Ma IIpU YIy4YLUIeHUM ero CepBuca; MUCII0Ab30BaHMe COLMAIbHBIX CeTel
IJIST MapKeTMHTa " CObITa TYPUCTCKOTO IIPOAYKTA; Pa3BUTHME MHTEPHET-TEXHOJIOTUIA;
KPYTJIOCYTOUHasI 610repcKasi MoIePikKa ; pa3BUTHE BUPTYaIbHOTO TYPU3Ma, 00eCTieueHHOTO
BupTtyanbHOi (VR) 1 nononHeHHOI (AR) peaslbHOCTBIO; KPYIVIOCYTOYHAS MMOLJepsKKa JaT-

127



THEORY AND HISTORY OF CULTURE
ISSN 2410-1915 (Print) « Culture and Arts in the Modern World. Issue 22 « ISSN 2616-423X (Online)

6oramu (chat-bots); po60OTH3MPOBAHHbINM IMEPCOHA B CUCTEME OCHOBHBIX TYPUCTUUYECKUX
yOoIyr (TPAHCIIOPT, CIYKObI pasmenieHuss u gocyra). Takum o6pa3oM, COBpeMeHHbIe
TYPUCTUUECKIME TPEeHObl IIPM YCAOBUM YIYUIIEHNMS OTEYeCTBEHHOILO CepBMCa COBMECTHO
CO30AIOT TY Cpedy, B KOTOPOi MOMKET OKUOAThCS Pa3sBUTHE YKPAaMHCKOIO Typu3Ma Kak
BECOMOTO CerMeHTa JOCYrOBOJi KY/IbTYPhI.

Kniouesvle cn08a: TYPUCTUUECKNUI TPEH.I; TYPUCTUMUECKMII IIOTOK; TYypUCTUUECKas
mecTuHanys; GOPMUpPOBaAHIME JOCYTOBOM KY/IbTYPhI
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The purpose of the article is to investigate the current issue of changes in activities
in the urban spaces of Western Ukraine during lockdown (March-June 2020) and adaptive
quarantine (2020-2021) and show the importance of popular culture as a constant that
reflects the collective notion of space, updates the imaginary topography, affects the
performatisation of the cities and formats of artistic practices. Research methodology.
R.Barthes’ methods of semiotic analysis are used, combining structuralism with semiotics,
according to which urban spaces are considered as a discourse. The method of site research
was applied, which allowed collecting relevant texts concentrated in the spaces of cities
where a specific cultural image of the coronavirus time has been recorded. The scientific
novelty consists in the determination of the role of popular culture as a vital factor of
new sociocultural contents in a crunch period. Conclusions. The article emphasises that
the rationalism of anthropological space has been transformed fundamentally during the
pandemic and changed the vector of interdependence between the subject, space and
place, where the “I” is localised in a new space with the content of the last place, having
suffered the destruction of connections due to the absence of “presence”. It is proved that
the lack of direct communication with the audience contributed to the spread and use of
synthetic art practices that combine postmodern practices with global digitalisation, but
this does not mean their novelty. Based on the analysed practices, it is proved that the
differences lie in sociocultural characteristics, and popular culture was the first to make
alternative adjustments to the changing spaces. Art circles and official bodies oriented
on the mass audience have used popular symbols of quarantine realities. Therefore,
popular culture in the crunch becomes a source of ideas in the promotion of sociocultural
meanings.
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Introduction

The system of connections between the world of things and subjects in the
new civilisational space requires a change in the established existential mod-
el. The choice of way of thinking — calculative or meditative ones (Haidegger,
1998) — causes changes in the spatial location simultaneously. The digitalisa-
tion of culture in general and the artistic sphere in Ukraine over the past ten
years has been considered as a positive process of informatisation of socie-
ty, inclusion, hybrid expansion of space. However, in lockdown conditions, the
information space was often used as the only communication opportunity. At
the same time, the fear of isolation from society was added to the fear of the
virus. Therefore, having used the possibilities of isolated existence, art tries to
return to direct communication through current practices, the transformation
of cultural spaces, carnival culture. There appears a need to record the forms of
professional and marginal reflection associated with the objective transforma-
tion of spatial models, especially during the pandemic, when the relevance of
art and culture is more dependent on media than ever.

Purpose of the article

The purpose of the article is to investigate the issue of changes in activities
in the urban spaces of Western Ukraine during lockdown (March-June 2020)
and adaptive quarantine (2020-2021) and show the importance of popular cul-
ture as a constant that reflects the collective notion of space, updates the imag-
inary topography, affects the performatisation of cities and formats of artistic
practices. Research methodology. R. Barthes’ methods of semiotic analysis are
used, combining structuralism with semiotics, according to which urban spaces
are considered as a discourse. The method of site research was applied, which
allowed collecting relevant texts concentrated in the spaces of cities where
a specific cultural image of the coronavirus time has been recorded.

The scientific novelty consists of determining the role of popular culture as
an essential factor of new sociocultural contents in a crunch period.

Recent research and publications analysis. The search for alternative forms
of communication requires careful interdisciplinary research of spatial con-
cepts. The definition of the cultural environment, its formality or alternative-
ness, its role in the formation of personality are considered in the researches of
many philosophers and culture experts. The concept of social space, formulated
by the French philosopher Henri Lefebvre (2015) in 1974, is important for the
discussion of modern national urbanists. Lefebvre deduces the correspondence
of changes in space to changes in society, and vice versa — space is continuous-
ly variable and depends on production. Martin Heidegger (1998) develops the
idea of a place of life and being, the commonality between an object (the world
of things) and a subject (capable of thinking). The issue of the aura of art was
first formulated by Walter Benjamin (1996), which is discussed according to the
new realities of the 215 century in Boris Groys’ works (2012) and Paolo Virno’s
interview (Lawaert & Gielen, 2009). Taras Liutyi (2019) analyses the historical
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and sociocultural differences between mass and popular culture, distinguish-
es popular from mass through alternative forms. Marlies de Munck and Pascal
Gielen (2020) diagnose a new reality that demonstrates the importance of hu-
man nearness. The interviews of cultural figures published in mass media and
the field research results were also used as the primary sources. The analysis
of available sources and literature proves that art is mainly focused on digital-
isation during the pandemic and economic downturn — as an opportunity to
digitise funds and create virtual spaces. But the issue of instant scanning of
cultural and artistic practices in transformed spaces remains open.

Main research material

The idea of introducing various city texts to urban discourse belongs to Ro-
land Barthes (1989), according to whom the city semiotics consist of signs filled
with special meaning that can be read. Signs should be presented as preimages,
prototypes of the activities or promotion of cultural agents. Therefore, the texts
concentrated in urban spaces that record the cultural image can be considered
as an aesthetic reflection of a specific period, the process of symbolisation.
And namely, the process of symbolic transformation and interpretation creates
a map of the inhabited space, structures and organises places, creating an aura.
Thus, the city as discourse is not so much mimesis of real space but a cultural
construct. The systems of signs and traces make its text. Architecture serves as
the visual and cultural context, “stylishness, material culture, memorial signif-
icance, a system of connotations, associations, social types, cultural and mate-
rial signs and traces — all this, and much more — is the city text addressed to
us” (Patron, 2013, p. 147).

The city text is especially acutely felt in a space devoid of human presence.
In this context, Heidegger’s words seem prophetic: “We are trying to rethink
the essence of living. The next step on this path would be the question: what
is happening with living at our critical time?” (Haidegger, 1998). Existentialist
Heidegger equates the mortality of a person and his ability to live, emphasis-
es the etymology of the lexeme Bauen (build), which means to care and play
arole simultaneously. A particular space is created through things and connec-
tions. Heidegger presents the metaphor of virtual space as a bridge that “col-
lects a quadrilateral, and collects it by settling it in a dwelling... This dwelling
determines the vastness and paths that we open up to what we recognise as
space. Thus, things that create places then create space” (Haidegger, 1998). The
essence of space does not depend on physical space, but only on “places”.

It should be noted that experts regard the coronavirus as the first pandemic
of the digital age and the starting point of the beginning of a new era, in which,
in addition to the redistribution of economic flows, the problem of new infor-
mation colonisation and controlled isolation arises: isolation within the coun-
try, city, private space. Experts determine environmental protection as one of
the possible ways of developing the pandemic society, understanding “oikos”
literally as a house (from the Greek: oikos — house). The semiotic vision of
space emphasises anthropocentrism as a subjective component. The content
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of space is interdependent on the human interpretation of the object world by
sign systems. Media, both informational and popular, play an important role in
forming spatial models, recognition of constructions, interpretation, and se-
mantic meaning to spaces. As a result, the space becomes meaningful and con-
nected to the social hierarchy in which political action occurs.

Pavel Florenskyi (1993) noted that culture could be interpreted as the ac-
tivity of space organisation (p. 55). According to art sociologist Professor Pas-
cal Gielen and Thijs Lijster (2018), associate professor of the Department of
Arts, Culture and Media Studies at the University of Groningen, mortality gives
meaning to the culture that is understood through relationships with others.
So, in fact, space and culture are two names for the same thing — living.

The present situation of total digital space brings us back to Descartes’ ra-
tionalism, assuring that digital presence is a sign of existence. The length of
the body does not change with movement. The location varies only. “Instead
of space, we attribute length so general and not defined that by taking a body
away from a certain space that filled it, we do not consider that at the same time
we have moved the length of this space, which, in our opinion, remains un-
changed as long as it has the same size and shape and does not change its po-
sition concerning the external bodies with which we have outlined this space”
(Vozniak, 2009).

The COVID-19 pandemic has transformed this rational anthropological
system, having changed the vector of interdependence (Scheme 1), where the
“I” is localised in a new space, which tries to play the previous place. Still, this
connection is not stable due to the absence of “presence” or simulation. By
presence, we mean connections, the intensity of which is lost without bodily
interaction. Ulrich Gumbrecht, a philosopher and cultural historian, notes that
internet communication, however, is only ... a gleam of presence... In general,
technological mediation does not contribute to the production of presence”
(Yakovenko, 2021).

Space Space

Place Place

Scheme 1. The change of the interdependence between subject, place, and
space before and during the 2020 lockdown
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Digitalisation, which, at the same time, has become the only reality of ex-
istence for the majority of human society, needs to be evaluated in terms of au-
raticism. Walter Benjamin (1996) understood “aura” as a cultural and historical
way of perception of works of art, consisting of ritual practices of the past, de-
stroyed by technical reproduction (p. 24). Current sociocultural practice intro-
duces auraticism to understanding the presence (Munck & Gielen, 2020, p. 20).
The loss of “presence” changes the dominant perception, equating things, lead-
ing to uniformity, because “we do not have sovereignty and absolute control
over how long we will observe images present in real life. We are always just
casual observers of separate events and images. Art begins with the desire to
delay the moment, to make it freeze indefinitely” (Groys, 2012, p. 195).

Instead, Paolo Virno, a well-known Italian philosopher and semiologist,
notes in an interview about the art of poetry that the concept of unity without
aura is aesthetically and politically influential in the modern context. “Nowa-
days, it is all about finding the relation between the highest possible degree of
commonality or generality and the highest possible degree of singularity. In
art forms, too, what matters is finding the relation between the most general
and the most particular. Art is a quest for unicity without any aura” (Lavaert
& Gielen, 2009, p. 3). The artist prefers the singularity of experience that unites
the community and has nothing to do with aura and cult. Summarising, we un-
derstand P. Virno’s objection as the search for collective experience, the loss of
which was declared by W. Benjamin.

The moment of change of the civilisational model to a conditionally safe
one, devoid of co-presence, is ironically supported by Ukrainian political sci-
entists and philosophers: “And now in 2020, there has been a good opportuni-
ty. It is not even good but perfect. It’s difficult to come up with a better “alarm
clock” than the virus” (Yeshkiliev, 2020). The author notes on the strength
of the natural solidarity of the human community of modern society, which
“ultimately overcomes caste, race, corporate and other varieties of selfishness.
It overcomes because it has... the will of the biological species to survive”
(Yeshkiliev, 2020).

The short-sightedness of today’s society delegates the role of saviour to
a virtual superhero, changing its relationships with the natural world only
through the screen and the imaginary, desirable (according to Yeshkiliev: let
God’s will happen) in physical reality. Being present in some spaces and be-
ing isolated from others, the community identifies itself with space in different
ways, first of all — by the boundaries of its actions and activities.

Cultural institutions, suddenly immersed in reality, reacted dualistically.
In some cases, the lockdown was perceived as a forced pause, in others as an
opportunity to reformat, appear to a viewer in a new version corresponding to
the present time. Official culture has learned invaluable experience from the
grassroots, subcultural community, whose activities were little taken into ac-
count for a long time. Mass culture is mainly based on conformism. But the
advantages of pop culture are preserving its protest potential and finding an
alternative to official culture. “It’s not about the creation of frozen gestalts but
the effect aimed at the stimulation of human perception” (Liutyi, 2019, p. 97).
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Mediation generates intermediate spaces in which materiality has no defi-
nite meaning but is important for the development of this meaning, affects the
process of perception and the aura of the place. In this context, popular culture,
which is a sphere in which people struggle for the reality of their presence, has
an important role. Using techniques and acquisition of mass culture, popular
one transforms the common into new meanings and identities. The importance
of forming alternative communities is in the standard reading of signs and un-
derstanding implications. Culture is viable when its meanings are shared when
it is common or lives in a community (Gielen & Lijster, 2018, p. 19). People, iso-
lated from the physical world, are looking for new depths of connection, includ-
ing virtuality. The time spared by forced isolation and limited space contribute
to a burst of creative communication.

That is why the popularity of ironic practices on social networks is not
accidental: challenges, flash mobs, cosplay, etc. For example, the “anti-sple-
netic” flash mob # uszomusonsiuus, #izoizolyacia, #artisolation was founded on
March 30, 2020, by K. Brudnaya-Chelyadinova (Brudnaya-Chelyadinova, 2020;
Troianovski, 2020), has more than 575 thousand participants from all over the
world today, including Ukraine. The essence of media practice was to publish
ironic collages, installations that copy paintings by famous artists, as well as
popular culture: comics, graffiti, animation, movies. The obligatory condition
was the use of home props and family members only, pets as models, the ab-
sence of Photoshop. The group positions itself as an apolitical community, but,
in many cases, the contents of the photos reflect the stereotypes of the post-
Soviet sociocultural space. Reinterpreting the artists’ works, subscribers added
recognisable attributes of quarantine life to the compositions: meat dumplings,
buckwheat, toilet paper, medical masks and gloves, sometimes COVID medical
overalls of doctors, and so on. Having started as a quarantine entertainment,
the practice has become global. A well-known tabloid noted that such cultural
incentives are typical for major world museums, in particular, Getty in Los An-
geles and Rijksmuseum in Amsterdam, which suggested their subscribers bring
their favourite paintings to life in their photos; the Dutch Instagram account is
also named, but it was namely Russian administrators who were able to unite
the widest audience by cultural and artistic practice — more than 1000 photos
a day in April 2020. Now the initiative claims the HEADLINER award of the year
in the category Culture and Art. Still, the voting activity is critically low — only
517 votes as of February 23, 2021 (the deadline is on 28.02), which indicates
that screen media cannot hold the attention of connoisseurs for a long time.

Analysing the new digital reality, we agree with the authors of Nearness,
who notice a pause in the development of art and education. People, like works
of art, lose their aura at a digital distance. Art is lifeless when it doesn’t reso-
nate with bodies (Munck & Gielen, 2020, p. 30). First of all, the performing arts,
including theatre, experienced difficulties.

The intermediate space is not able to hold attention for a long time; the
auraticism of the place is inferior to voyeurism. We observe how the mass au-
dience being at concerts and theatres does not imagine their existence beyond
the smartphone screen, often making a live report during a performance. Zoom
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conferences encourage one’s viewing on the net or viewing other people’s inte-
riors. The switched off cameras of the interlocutors cause a strange feeling of
talking to oneself. Thus, this year the traditional days of performance art in Lviv
turned into a Performance Symposium, where the prospects for the existence of
the genre in new conditions, without the sense of reverse energy, experiment-
ing with video and social networks were discussed (Slipchenko, 2020).

In addition to media spaces, city highways have undergone some kind of
renovation. Their time became invisible, almost imperceptible in the absence
of people, but space was saturated with symbolism similar to the film text.
A specific form of quarantine existence was identified with the help of texts
and other forms of representation of topography. The deserted expanses of
historical centres have become an ideal place for anonymous graffiti artists.
Topographies were included in the performative process, replacing performers
with their content. Unrelated slogans, tags, messages have become visible. The
general text was read in a moving contemplation that was previously character-
istic only of exhibition spaces or galleries.

Walking along the streets, we constantly see phrases and images that have
already been formed in our subconscious: “Darkness”, “Where is the truth?”. In
April, Ivano-Frankivsk was completely marked with the PARANOIA stencil
(Fig. 1). Its printing took seven to ten nights; stencils appeared mainly on the
locations that marked the system — road signs, signboards, windows and walls
of public buildings, fences, road hatches. The author’s aggressiveness in the
promotion of his message recorded a negative impulse with double force. Coun-
teraction to aggression was implemented in the same way. The May texts were
marked by vitality: “Love the world!”, “You are not alone” (Fig. 2).

TR INN

Figure. 1. PARANOIA stencil, Figure. 2. «Love the World!» «You are not
Ivano-Frankivsk, 2020. alone» graffiti, Ivano-Frankivsk, 2020.
Photo by the author. Photo by the author.

The ways of “contemplation” lead to the understanding of the city through
actions in its space. The result is creating a modified city, 3which is again per-
ceived and understood as an arena of action. Such subjectivism blurs the bounda-
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ries between reality and fantasy: a viewer and an author seem to “negotiate”; the
fixed markers form the semantics of space and regulate movements inside and
through this space. In topographic theory, the understanding of the integrity of
space is considered only in connection with other spaces, and the contrast is most
noticeable at the juncture of local spaces with historical ones. Yurii Andrukhovych
(2017) outlines this contradiction in one of his essays: “political and social activity
of the urban community finds for itself mainly in wall ways of expression>....< The
private comes into contact with the public. The intimate with the public”.

The quarantine photo diaries refer us to the dynamic multi-level relation-
ships between physical spaces and the fictitious imagery of culture. Lviv media
archive stores a series of Marianna Storozhenko’s photos for the 404 Archive
project, which records Lviv in March-April 2020. The images show closed stalls
and shops, deserted streets where the crowds of tourists used to be. In the his-
torical centre, street shop windows are hung with barrier tapes with text signs:
“Quarantine”, “Take-out”, “Coffee to go”. In addition, the author managed to
capture unique samples of ironic ad texts. The collection significance is not in
finding the artefacts but in the cultural connections generated by them. Thus,
one of the photos shows the closed glass doors of the store, where the unshak-
able modern buildings of the street and the slender legs of the photographer
are reflected. The state of change is recorded by three messages: a red standard
sign “Closed”, a horizontal handwritten poster “The sponsor of our/vacation/
is/coronavirus” (the “na” syllable in “coronavirus” is highlighted in red in the
middle of the black text). The third poster is even more optimistic. The vertical
format is chosen, the same felt-tip pens as the tools of the same calligrapher:
“Go to hell/virus/we will/live /%” (Fig. 3).
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Figure. 3. Slogan on the door of Figure. 4. Ads at a public transport stop,
a Lviv store. Lviv, May 3, 2020. Lviv, April 02, 2020. Photo By M. Storozhenko.
Photo By M. Storozhenko.  Lviv, Centre for Urban History of East Central Europe,
Lviv, Centre for Urban History Archive 404 ID 34046.
of East Central Europe,
Archive 404 ID 34250.
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Another photo shows a peremptory call for help due to job loss. An ad glued
on a graffiti-covered public transport stop calls: “The guy/is looking for a job/
agrees to anything/tel.”. The apocalyptic entourage of this text is a sunny Lviv
boulevard, a fragment of a waste processor, a casual passer-by in the frame
wearing a medical mask (Fig. 4).

Artists also use anonymous writing practices as a way of intervening in
urban space. According to the Frankivsk artists Mariia Rusinkevych and Anna
Potomkina: “When the quarantine began, the city space became an unfilled
vacuum, in which only birds remained from the “living” (which returned to the
city and which singing suggested pre-human or post-human times and police
patrols” (Perekhrest, 2020). The feeling of loneliness physically has led to the
need for an alternative way of communication with society. Through Lewis Car-
ol’s texts, the artists tried to build “absurdity in a square”: “In the book, Alice
is in a constant trip, where she goes with the stream, but at the same time tries
not to lose herself in the surrounding absurdity. This philosophy is relevant
at all times, but during periods of perturbations, it is felt even more acutely»
(Perekhrest, 2020). According to the authors of the Bogus Stories in Chaos pro-
ject, the neatly printed posters (Fig. 5) placed over graffiti or on crash barriers,
stone bollards of the city created a moment of involvement.

Figure. 5. Poster from the Alice Figure. 6. Sound of the Lviv Philharmonic
In Wonderland on the Streets of project, Lviv, April 2020.
Frankivsk Art Project, April 2020.  The author of the posters is S. Malendevych.
The authors are M. Rusinkevych

and A. Potomkina

The desire to overcome fear and chaos resulted in many practices of the Lviv
National Philharmonic. Restricted in direct communication with the audience,
the organisers of the campaigns turned the Philharmonic into the most dem-
ocratic quarantine space in artistic Lviv. For such ambitions, social networks
and YouTube accounts were not enough. Street practices were able to restore
the aura to the prominent place. Four times a week (from Thursday to Sun-
day), audio recordings were broadcast from the windows of the Lviv Compos-

137



ADVANCED ISSUES IN ART CULTURE
ISSN 2410-1915 (Print) « Culture and Arts in the Modern World. Issue 22 « ISSN 2616-423X (Online)

ers Union to Chaikovskyi Street. On April 14, the unique posters that used pop
art style to attribute quarantine concerts appeared. So, the three-quarter busts
of composers were framed in bright yellow areolas, the faces of F. P. Schubert,
W. A. Mozart, F. Liszt, ]. S. Bach, L. van Beethoven were hidden behind medical
masks. The use of slogans near the characters became valuable: “Wash your
hands with soap”, “Listen to the classics”, “Keep calm”, “Stay at home”, “Put on
a mask”, “See you soon” (Fig. 6). The original technique was easily perceived by
society. The number of publications in social networks against the background
of posters was huge, as well as the number of reposts. The poster’s author, Phil-
harmonic artist Sofila Malendevych, shared similar stickers for Twitter that
were offered for free download (Lvivska natsionalna filarmoniia, 2021).

Later, concerts of the Academic Symphony Orchestra of the Lviv National Phil-
harmonic (conducted by Volodymyr Syvokhip) were performed “live” with a live
broadcast of music to the city. Thus, this project was called Sound of the Lviv Phil-
harmonic. The classical music connoisseurs attended concerts with their folding
chairs. The program included works by J. S. Bach, Concerto No. 1 for piano and or-
chestra in D minor; J. S. Bach, Cantata No. 51 Jauchzet Gott in Allen Landen (Exult
in God in Every Land); J. S. Bach, Concerto for Violin, Oboe, and String Orchestra in
D minor; J. S. Bach, Cantata No. 82 with the symbolic title Ich habe genug.

This year, the topics of medical masks, disinfection, etc., were most of-
ten reflected in popular cultural events, including regular and carnival events.
Considering cultural practices, these campaigns can be attributed to “camp”,
reflecting the ideology of “conscious kitsch”. If kitsch is always synonymous
with bad taste, associated with imitation of phenomena, attempt to appropri-
ate established values, then “camp”, according to Susan Sontag, is more aes-
thetic pretentiousness than bad taste, “playfulness, naivety, quick-witted pa-
thos, passionate extravagance, embodied in clothing, cinema, music, literature.
Quoting Sontag, Taras Liutyi (2019) defines camp as an ironic fascination with
bad taste, banter, theatricalisation, artificial splendour, “creation of style from
things placed beyond the usual context” (p. 91).

Thus, this year clothing collections were complemented with medical
masks and gloves: the KraiKa project in the format of fashion video; designer:
Oksana Beilakh; the collection Night Sews the Sky with Stars (Fig. 7).

Figure. 7. Oksana Beylakh’s Night Sews the Sky with Stars fashion
collection for the KraiKa project, May 2020. Photo by L. Hreschuk.
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The theme of coronavirus is reflected in the rite of Krasnoyilsk Malanka.
The Krasnoilsk village, on the border with Romania, is famous for the scale of
shchedrivka rites. Malanka Fest is a well-known and widespread event belong-
ing to Eastern European rites. The traditions of Malanka were preserved here,
despite the prohibitions of the Soviet authorities, and today thousands of tour-
ists come to Krasnoyilsk to Malanka Fest from all over Ukraine and from other
countries of the world. That is why all events of public life are included in the
archetypal rite in an ironic or sarcastic form. Focusing on the tourist potential,
this year, the characters in recognisable special overalls symbolically carried
a coffin with the “coronavirus” around the village (Fig. 8).

Figure. 8. At Malanka Fest in Krasnoyilsk ~ Figure. 9. A scene from the Kolyada
village, January 14, 2021. and Dance before the Ages play.
Photo by R. Kondrat. Directed by R. Derzhypilskyi. Ivano-
Frankivsk National Academic Drama
Theatre named after Ivan Franko, 2021.

In the Kolyada and Dance before the Ages theatrical play, Rostyslav Der-
zhypilskyi, chief director of the Ivano-Frankivsk National Academic Drama
Theatre named after Ivan Franko, a popular character goes Christmas carolling
with a sanitiser in his hands and a set of disposable tableware (Fig. 9). The
production is popularised as a cathedral carol, which combines the authentic
traditions of the Hutsul dance, a unique reconstruction of the ancient Bursaky
nativity scene from Greater Ukraine, the oldest script of the puppet nativity
scene. At the same time, ritual plays, scenes that demonstrate the tragedy of
the loss of land by Lemko ethnos are combined with “brotherhood mass” hu-
mour, irony, which the mass audience like so sincerely. The commercialisation
of the genre is felt in the production, which brings it closer to the serial culture.

At the same time, the power of alternative practices is used by administra-
tive circles to please mass tastes. Such events have strong media support, aimed
at commercial success or broad welcoming of the general society. The meanings
that both the elite and the masses can easily decode are used in space marking:
medical mask, camouflage smock, medical gown, heart, cardiogram. Further-
more, mass culture often parasitises on popular stereotypes: children are our
future, women are guardians, and so on. These characteristics confirm the ad-
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ministration and control of sociocultural processes, an attempt of the system to
oppose social resistance. At the same time, it demonstrates the recognition of
the power of influence of subcultures by the system in the modern world. Ac-
cording to Volodymyr Yeshkiliev (2020), mass society does not dare “to look
into the distant future, because it is waiting not for the moment of deep com-
prehension of the truth but permission, a formal act”. Thus, on May 23, 2020,
official authorities and social services joined the marking of the topography of
Ivano-Frankivsk — the aggressive tags in the urban space were painted with
a spray, over which stencils were applied: “Love IF”, “Appreciate Life” (Street
campaign) (Fig. 10).

Figure. 10. Stencil from the Appreciate Life project.
Ivano-Frankivsk, May, 2020. Photo by the author.

An alternative space for classical music in Lviv was the location of the
emergency hospital on June 21, 2020. The International Music Day coincided
symbolically with the Medical Worker Day. The use of the meanings of healing
the body and healing the soul has acquired additional meanings. The courtyard
became an attraction area, and the wards and recreation facilities of the hospi-
tal became stands. In addition to the Symphony Orchestra performers, hospital
doctors were involved in the concert. On the facade of the hospital, a group of
young artists, with the participation of Svyatoslav Vladyka, created a Gratitude
to Doctors collage mural. In the centre of the image is a doctor in protective
clothing and a mask. The recognisable spires of Lviv towers are on its back-
ground. A boy with a bucket in his left-hand writes “Thank you” with a brush.
On the right, the girl flies a kite into the air. A graphic cardiogram is added to
the image ("U Lvovi vidkryly", 2020).

In Ivano-Frankivsk, a Rays of Gratitude large-scale light performance was
realised in gratitude to doctors and soldiers of Ukraine. The event, which was
on April 26, was widely covered in official media and social networks. According
to the campaign organisers: “Now doctors and soldiers are holding the sky over
Ukraine. People with big hearts who radiate light. ... We have lit the ray of grati-
tude — the pillar of light that holds the sky — in this symbolic place. ... Based on
the live performance, the team of volunteer specialists created a video of grat-
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itude for maximum sharing in social networks” (Haidar, 2020). The essence of
the performance was to organise a large-scale searchlight platform in the shape
of a red heart. The performers in medical overalls and military camouflage ap-
peared in the centre in turns. Its availability enhanced the campaign effect on
social networks since only a separate play of rays was visible in the city space.

Conclusions

Thus, it is demonstrated that the pandemic has made significant chang-
es to the topography of Ukrainian cities. The rationalism of anthropological
space has been transformed, changing the vector of interdependence between
the subject, space and place, where the “I” is localised in a new space with the
content of the previous place, having suffered the destruction of connections
due to the absence of “presence”.

It was found that the absence of direct communication with viewers con-
tributed to the active use of new types of synthetic art practices that com-
bine postmodern practices with global digitalisation. However, the number of
practices does not indicate their novelty. Based on the analysed practices, it
is proved that the differences lie in sociocultural characteristics, and popular
culture was the first to make alternative adjustments to the changing spaces.
Art circles and official bodies oriented on the mass audience have used popular
symbols of quarantine realities.

So, popular culture in a crisis situation can be considered a source of ideas
in promoting sociocultural meanings. But the question remains open whether
the epidemic will create a new aesthetic society that can overcome the power of
money and consumer culture.
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TOITYJISIPHA KYJIBTYPA SIK JKEPEJIO IIEN B YPBAHICTUYHUX
IIPOCTOPAX 3AXITHOI YKPATHU IIJ] YAC TAHZIEMIT
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Ipuxkapnamcekuii HayioHa vHuli yHigepcumem imeri Bacuns Cmegaruxka,
Isano-DpaHkiscvK, YKkpaiHa

MerTa cTaTTi — JOCTIAVTY aKTyaTi30BaHi MUTAHHS 3MiHM aKTUBHOCTE B ypOAHICTUUHUX
npocropax 3axifgHoi Ykpainu B nepiop okaayHy (6epesenb—uepBeHb 2020 p.), aganTUBHOTO
KapaHTuHYy (2020-2021 pp.) Ta TOKa3aTy BaXJIUBiCTb MOMYISIPHOI KyJAbTYPH SIK KOHCTaHTH,
IO Bilo6pakye KONEKTUBHE YSIBJIEHHS TTPOCTOPY, OHOBJIIOE YSIBHY TOrorpadito, BILITMBAE
Ha nepdopmarusaiio mict Ta GopMaT MUCTEIbKUX MPAKTUK. MeTonuKka JOCTiIKeHHS.
BukopucTraHi MmeToau ceMioTMUHOTO aHasizy P. Bapra, 1110 MOEAHYIOTh CTPYKTYpasi3m i3
CeMiOTMKOI0, BifTOBIZHO O SIKMX YPOAHICTMUHI MPOCTOPU PO3IISAAIOTHCS SIK OUCKYPC.
3aCTOCOBAaHO METO[ ITOJIbOBUX MOCTiIKEHb, IO JO3BOJMB 3i0paTM BimMOBigHI TeKCTH,
CKOHIIEHTPOBAHI y MPOCTOPAX MICT, y IKMUX 3aikcoBaHMIT KOHKPETHUI Ky/IbTYPHMIT 00pa3
KOpOHaBipycHOro yacy. HaykoBa HOBM3Ha MOJISITAE Y BU3HAUEHHI POJIi TOMY/ISIPHOIL KY/IbTYPU
SIK B&KJIMBOTO UYMHHIMKA HOBMX COL[IOKYJIBTYPHUX 3MICTiB y KpM30BUii niepion. BucHOBKU.
BusHaueHo, 1110 paIioHai3M aHTPOIOIOTIYHOTO MPOCTOPY 3a3HAB CYTTEBOI TpaHChOpMaIlii
B Iepion maHaeMii Ta 3SMiHMB BEKTOPHICTb B3a€MO3aJIEXKHOCTI MiXK Cy6’€KTOM, IIPOCTOPOM
Ta MicCleM, Jie «s» JOKadi3yBajJioCh Y HOBOMY IIPOCTOPi i3 3MiCTOM MOIepeHbOT0 MiClid,
3a3HaBIIM PyiiHAallii 3B’I3KiB 4epe3 BifACYyTHICTh «IIPUCYTHOCTI». [I0Be/IeHO, 1110 BiACYTHICTb
NpsMOi KOMYHiKallii 3 misggayeM COpusiia MOUIMPEeHHI0 Ta BUKOPUCTAHHIO CUMHTETUYHUX
apT-TIPaKTUK, 10 MOEMHYIOTh MOCTMOAEPHI MPAKTUKK i3 MIOOGAIBHOI IiIKUTAsi3alli€lo,
ajie 1e He 03HaYa€ iXHbOi HOBU3HMU. [IpoaHanizoBaHi MPaKTUKM CBiTUaTh, 110 BiMiHHOCTI
MOJISITAl0Th Y COLIOKY/IBTYPHUX XapaKTePUCTUKAX, a MOMyJ/sipHa Ky/IbTypa Meplio BHecaa
aJTbTEPHATUBHI KOPEKTUBM [10 3MiHEHMX IPOCTOpiB. MucTelpki Konma, sk i odimiitHi
CTPYKTYypM, OpI€EHTOBaHi Ha MAacOBOrO IJisSfaya, BMKOPUCTAIM TOMYJISIPHI CUMBOIU
KapaHTMHHUX peaniit. Tox MomyssipHa KyabTypa B KPU30Biii CUTyallii cTae IxKepesioM ifeit
y IPOCYBaHHI COLIiOKYAbTYPHUX 3MICTiB.

Knrouosi cnosa: nanpemist; 3axigHa YkpaiHa; TpaHcopmaliist poCcTopy; COLiOKY/IbTYPHi
MPaKTUKH; TIOMYJIIPHA KyIbTypa
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ITOITYJIAPHAS KVJIBTYPA KAK UICTOUYHUK UIEN .
B YPBAHUCTHUYECKUX ITPOCTPAHCTBAX 3AITATHON YKPAMHDI
BO BPEMS ITAHAEMUU

babwuit Hameskna ITeTpoBHa

Kandudam uckyccmeosedenus, doyeHm,

ORCID: 0000-0002-9572-791X, nbabij26@gmail.com,

Tpukapnamckuii HAUUOHANbHBITI yHUBepcUmem umeHu Bacunus Cmeganuxa,
Hsano-DPpaHkoscK, YKpauHa

Llenp craTby — MCCIeNOBATh aKTyaJIM3UPOBAHHBIM BOIIPOC M3MEHEHUSI aKTUBHOCTENM
B YpOAHUCTUUECKUX MTPOCTPAHCTBAX 3amafHoil YKpauHbl B IepUOL, JIOKJAyHa MapT-UIOHb
2020 r., apantyBHOro kapantuHa 2020-2021rr. M mokasaTb BaKHOCTb IOMYJISIPHOM
KYJBTYPbI KAK KOHCTaHThI, 0TOOPaykaro1eli KOIEKTUBHOE TTPeJICTaBIeHE O TPOCTPAHCTBE,
OOHOBJISIIOIIEN  BooOpaxkaemyio Tomorpaduio, BIMSONE Ha mephopMaTU3aAIUIO
ropofioB M (OpMaThl XyJOKECTBEHHbIX MPAaKTUK. MeTomomnorusi. Mcronb30BaHbl METOMbI
ceMMOTHYeCKOro aHanmsa P.bapra, o0beguHSONME CTPYKTYpPaIM3M C CEMUOTUKOM,
B COOTBETCTBUMM C KOTOPBIMU YpOAHUCTUUYECKME TIPOCTPAHCTBA PACCMATPUBAIOTCS
Kak guckypc. IIpyMmeHeH MeTOn IIOJ€BBIX WMCCIELOBAHUI, KOTODPBIM ITO3BOIUI
coOpaTh COOTBETCTBYIOIIVE TEKCThl, CKOHIIEHTPUPOBAHbIE B MPOCTPAHCTBAX TOPOOB,
(dbukcupyolMe KOHKPETHBI KyIbTypHbIN 00pa3 MaHAeMuuecKoro BpeMeHu. Hayunast
HOBM3HA COCTOUT B OTpe[eIeHUM POU TOMYISIPHOIN KYJbTYypbl KaK BaXXHOTO (akTopa
HOBBIX COLIMOKYJIBTYPHBIX CMBICJIOB B KPMU3MUCHBIN Iepuop. BeiBonbl. OmnpeneneHo, 4TO
palMoHaaM3M aHTPOIOJIOIMYECKOr0 IMPOCTPAHCTBA CYLIECTBEHHO TpPaHChOPMMUPOBAIICS
M U3MEHWI BEKTOPHOCTb B3aMMO3aBUCUMOCTM MEXKIY CYOBEKTOM, IPOCTPAHCTBOM
Y MeCTOM, I[ie «sI» JIOKaJIM30BaI0Ch B HOBOM IIPOCTPAHCTBE C COAepKaHueM IpelbIayIlero
MeCTa, IpeTeprieB paspylleHue CBs3eil 13-3a OTCYTCTBUSL <«IIPUCYTCTBUS». JlOKa3aHo,
YTO OTCYTCTBME TMPSIMOII KOMMYHMKAIMM CO 3PUTENIEM CIIOCOOCTBOBAIO AKTUBHOMY
pPacrpoCTPaHEHMI0 ¥ MUCIIOMb30BAHUI0 CUHTETUUYECKUX aPT-TIPAKTUK, OOBeAVHSIOUINX
MOCTMOZEPHUCTCKME TIPAKTUKU C WIOOAAbHON OUIKUTANIM3anMel, OJHAaKO 3TO He
CBUETENbCTBYET 06 X HOBM3HE. [IpoaHaIM3MpOBaHHbIE IPAKTUKY CBUIETETBCTBYIOT, YTO
pasinuys COCTOSIT B COLMOKY/IBTYPHBIX XapaKTepPUCTUKAX, a ITOMY/ISIpHAsI KyJIbTypa I1epBOi
BHeC/Ia a/IbTePHATVBHbIE KOPPEKTUBBI B M3MEHEHHbIe IIPOCTPAHCTBA. XyLOKeCTBEHHbIe
cdepspl, Kak U OobULMAIbHBIE CTPYKTYPbl, OPMEHTUPOBAHHbIE HA MAacCCOBOTO 3pUTeEs,
MCIO/b30BaIM B CBOEJ [esSTelbHOCTM IIOIYJSIpHbIe CUMBOJIBI KapaHTMHHBIX Dpeasuii.
[TosTomy momnysnsipHast KyJIbTypa B KPU3UCHONM CUTyalUM CTAHOBUTCSI MCTOYHMKOM MIEN
B [IPOJBVKEHUM COLMOKY/IBTYPHBIX CMBICIOB.

Kniouesvie cnosa: manpemwusi; 3amanHasi YKpauHa; TpaHchopMauusi MPOCTPAHCTBA;
COLMOKY/IbTYPHBIE IIPAKTUKN; ITOMY/ISIPHAST KYJIbTypa
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The purpose of the article is to explore the communicative space of modern museums
in the conditions of the COVID-19 pandemic, to outline the main vectors of its development.
The research methodology is based on the general scientific principle of objectivity, structural
and functional, analytical methods are used during the analysis of the communicative space
of museums in the context of the COVID-19 pandemic. Taking into account the current state
of museums in Ukraine, the main theoretical achievements of the issue are systematized and
generalized; it is shown that the topic of the research at the present stage has not yet been
comprehensively reflected in the domestic scientific literature. The novelty of the article is to
determine the main vectors of the development of the communicative space of foreign and
domestic museums during the COVID-19 pandemic, to study the most successful projects of
Ukrainian museums in the context of the transformation of the communicative space. Conclusions.
The study shows that today the establishment of a sustained and constructive dialogue with its
audience is an important result of the museum activities as one of the communication centers
in the cultural space. This article demonstrates that there is a rather significant transformation
of the museum environment and the museum communicative space, which is manifested in
a combination of traditional and innovative directions, the development of adaptation strategies
following the modern conditions. It is claimed that for museums the time of the pandemic is
the time of mastering new communication channels, the time of pooling resources. Information
technologies adjust and supplement the content of the main functions of museum’s activities.
Without digital technologies and digital communication, the museum is no longer able to
achieve its full potential as a sociocultural and educational institution. The article shows that
during the COVID-19 pandemic the Internet communication between Ukrainian museums and
their audience has actually become the only way to interact. To attract a new audience, Ukrainian
museums are implementing inclusion practices, rebranding, interdisciplinary and inter-museum
projects, applying creative approaches to adapt educational programmes to the online format,
and significantly increasing the amount of content for children and adolescents.

Keywords: museum; communicative space of museums; COVID-19 pandemic; digital
communication; inclusion practices; museum identity; museum audience
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Introduction

The museum industry has been on the threshold of major changes for
a long time. In particular, in the 21 century, communication concepts for dif-
ferent types of museums, ideas about the criteria for the effectiveness of mu-
seum activities have changed. There is a heated debate over the content of the
concept of “museum”, its features and functions. Recently, museology has been
focusing on the content of the museum as an institution, its prospects, impact
on society and the formation of public consciousness, and so on. The situa-
tion that has resulted from the coronavirus pandemic is likely to accelerate the
transformation processes in the museum industry.

The development of the new forms and ways of communication between
public museums and their audience and society during the pandemic creates
the need for museums to find a new self-determination and positioning them-
selves both in the real social environment and in virtual space. The interaction
of museums with the audience is enhanced by the fact that museums go beyond
their usual exhibition activities and offer more active, partly interactive, forms
of reproduction and perception of information. For the reasons given above,
there is an urgent need to comprehend the museum reality and the place of
the museum audience in this reality in the context of the modern sociocultural
situation, to analyse current research and museum practices.

Recent research and publications analysis despite the negative effects of
the current crisis, museums have proven capable of generating new ideas and
experiences. During the pandemic, museums successfully moved most events
online, reviewed materials from their own archives and collections, and in-
troduced new formats of interaction with the audience. Even in conditions of
physical inaccessibility, museums have begun to create an environment that is
comfortable and accessible for various audiences.

Experts and museum workers are only beginning to discuss the mission, vi-
sion, and values of museums in the conditions of COVID-19. Experts from UNESCO
and the International Council of Museums (ICOM) were among the first to study
the museums’ activities in the conditions of the coronavirus. The research was
aimed at assessing the impact of COVID-19 on museums and museum facilities.
But according to experts, once the restrictions are lifted, one in ten museums may
never reopen, experts noted that museums play an important role in how resilient
society is in times of crisis, how well it is able to withstand difficult circumstances
(UNESCO, 2020). The Network of European Museum Organizations (NEMO) con-
ducted a survey of 650 museum managers in 41 countries to analyse the situation,
management decisions, and find out statistics of quarantine losses as a part of the
“Museums and quarantine” study. The part of the study was devoted to the analysis
of museum contacts with their audience. In particular, more than 60% of respond-
ents said that they had increased their online activity. The study of the means and
channels of communication of museums showed the following: museums have
become more active in using social networks, hashtags, shows, and stories about
individual objects; the number of online excursions and virtual exhibitions has
increased; the activities as to podcasts, live broadcasts and game creation have
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intensified. Statistical analysis of the internet audience of museums showed that
40% of respondents note an increase of online visits from 20% to 500%; more than
70% of respondents have stepped up their social media activities, 80% of them us-
ing Facebook and 20% using Instagram as the platforms for their activities. Video
conferencing (27.6%), chat programmes (16.7%), email (11.8%), and social media
(8.7%) are among the most popular communication tools between museum pro-
fessionals (Network of European Museum Organisations, 2020). The public inter-
national community MuseumNext, which studies modern technologies, innovative
projects in the museum sector, also conducted a number of studies on the activities
of museums in the conditions of the COVID-19 pandemic and promising directions
for their development in the future (Richardson, 2020).

Scientific understanding of museum activities in the context of COVID-19 is
carried out by the researchers of various branches of humanitarian knowledge.
The issue is being actively discussed in foreign professional periodicals. Articles
published in a special issue of the journal of Museum &Society “Isolation as a col-
lective experience: Museums’ first responses to COVID-19” highlight the current
activities of museums around the world (Levin, 2020). In the context of the re-
search topic, publications in the Journal of Museum Management and Curator-
ship deserve consideration. In particular, D. Agostino, M. Arnaboldi, A. Lampis
analysed the activities of Italian state museums during the COVID-19 crisis. The
results of the study of the 100 largest state museums in Italy have shown a sharp
increase in cultural materials and initiatives on the Internet. According to re-
searchers, social networks have led to the democratization of communication,
expanded the possibilities for the self-organization of society (Agostino et al.,
2020). The director of the American National Gallery of Art Kaywin Feldman,
while determining the phased strategy of a museum during COVID-19, empha-
sizes the expansion of the communicative space, testing new directions and in-
terpretation practices in the work with the museum audience (Feldman, 2020).

The authors of the Museums Journal in their analytical publications also
refer to the peculiarity of the development of the modern communicative mu-
seum space. The journal raises issues of attracting volunteers to museum activ-
ities, the development of museums as a component of domestic tourism, and
ways to promote museum collections (Museums Association, n.d.).

Purpose of the article

The purpose of the article is to explore the communicative space of modern
museums in the conditions of the COVID-19 pandemic, to generalize new phe-
nomena of world museum activity and the most successful projects of Ukraini-
an museums, to outline the main vectors of the transformation of the museum
communicative space.
Main research material

In the current sociocultural situation, the development of the museum in-
dustry is largely determined by the dynamics of the communicative space of
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museums and museum-type institutions. It is necessary to take into account
the systemic interdependence of communicative processes in the space of cul-
ture and museum communication processes, as well as the presence of commu-
nication in all areas of museum activity during the study of the communicative
space of museums. The communicative space includes exhibition activities,
mass media, local and global communication networks, museum audience, etc.
Since the nineteenth century, the museum communicative space has expanded
significantly. Today, researchers distinguish the internal and external space of
museum communication. According to M. Kryazhevskikh, the communicative
space of a museum is a category that combines the characteristics of cultural
and information space in the context of the activities of a museum or muse-
um association, includes the internal space of museum communication, where
at the level of understanding, creating and demonstrating collections, cultural
discourse is modeled and a model of cultural reality is created, and the external
space that provides for the museum’s participation in social, cultural and mar-
ket relations (Kryazhevskikh, 2012).

Let’s take a closer look at the communicative space of Ukrainian muse-
ums and museum-type institutions in the conditions of the COVID-19 pan-
demic. The 2" All-Ukrainian forum “Museum Management in the face of
COVID-19 challenges” on the basis of the D. Yavornytskyi National Historical
Museum of Dnipro became important for understanding the development of
the museum industry in general and determining the vectors of the museum
communication development in particular. The forum discussed the function-
ing of museum social networks, online educational work, and presented the
best museum projects and publications that appeared during the pandemic
(Vseukrainskyi forum, 2020).

Participants of the webinar “Museums after quarantine: challenges and
answers” discussed the challenges facing Ukrainian museums during the pan-
demic (Dim Franka, 2020). The event was initiated by the Franko House, the
Lviv National Literary and Memorial Museum of Ivan Franko, and the Depart-
ment of Culture of the Lviv City Council. Special guest Kateryna Chuieva, direc-
tor-general of the National Museum of Arts named after Bohdan and Varvara
Khanenko (Kyiv), president of the Ukrainian committee of the International
Council of Museums (ICOM Ukraine) paid considerable attention to the issue of
communication with the museum audience (VGO Coalition, 2020).

The 2" all-Ukrainian scientific and practical conference “Museum pedago-
gy in scientific education” highlighted the current educational practices of mu-
seums. Among the main areas of work of the conference: issues of creating and
operating the latest interactive scientific and educational spaces in Ukraine;
museums and challenges of the COVID-19 pandemic; virtual museum spaces
(Dovhyi, 2020).

Today, there is a rather significant transformation of the museum envi-
ronment and museum communicative space. Individual production processes,
tools, and forms of communication with the audience are changing. Informa-
tion technologies adjust and supplement the content of the main functions of
museum’s activities. Modern museums can no longer ignore their presence in
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the Internet space. Without digital technologies and digital communication,
the museum is no longer able to achieve its full potential as a sociocultural and
educational institution. Due to the pandemic, almost all activities have been
transformed into a virtual space, the Internet communication between Ukrain-
ian museums and their audience has actually become the only way to interact.

Museums have adapted their educational programmes for online use. Basic
forms of cultural and educational activities (excursions, thematic master class-
es, etc.) were among the first to be transferred to the internet format. The tours
were partly conducted in the form of edited videos or live broadcasts, during
which visitors had the opportunity to get answers to their questions. Master-
classes were usually held in the format of Zoom meetings and so on. Museum
experts experimented with new forms of communication with the audience,
and new projects and programmes were developed online. In particular, the
amount of content for children and adolescents has significantly increased.

The communicative space of Ukrainian museums has significantly expand-
ed due to the introduction of inclusion practices. In 2020, with the support
of the Ukrainian Cultural Foundation, the project “Accessibility of museums
for visitors with intellectual disabilities” was implemented. Among the part-
ners and performers of the project are the Bohdan and Varvara Khanenko Na-
tional Museum of art, the State Historical and Cultural Reserve of Dubno, and
the Kremenets Museum of local lore. The work of the project is presented by
the publication of the book “I’'m going to the museum: a book in an easy-to-
read format” (Kravchenko & Rudyk, 2020b) and methodological guidelines
(Kravchenko & Rudyk, 2020a), as well as a film about the development of the
museum classes for people with intellectual disabilities (VGO Coalition, 2020).

In the context of inclusion practices in the museum communicative space,
it is worth noting the collection “Best practices of inclusion”, published in 2020
with the support of the Friedrich Ebert Foundation in Ukraine. This is actually
the first edition that summarizes and presents the best practices of inclusion
of Ukrainian museums, examines the organization of museum policies regard-
ing inclusivity, information, and physical accessibility of museums and exposi-
tions, and highlights the issues of inclusive competence of museum staff. The
authors emphasize that “museums have learned to work with content and have
some experience in adapting it to the needs of different target groups” and at
the same time stress the need to develop specific strategies that “are aimed at
the sustainability of inclusive processes, and comprehensive actions that will
contain an assessment of the needs of the vulnerable groups and their own
capabilities, strategic partnership, and cooperation, joint development of pro-
grammes, plans, and projects, communication strategy and representation of
their services, organization of feedback, as well as elements of advocacy and
fundraising” (Yasenovska & Zinenko, 2020).

It should also be noted that recently, in order to attract a new audience,
the demand for museums rebranding has increased in Ukraine, and a number
of interesting cases have appeared in 2019-2020. According to the profession-
al research, branding and identity of museums contribute to the formation
of necessary associations among consumers regarding their products, the
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growth of the popularity of the institution (Rentschler & Hede, 2011). For ex-
ample, in 2019, an identity was created for the Odesa Art Museum, which was
later successfully integrated into the communicative space of this museum.
In 2020, the Kyiv History Museum, the National Museum of the Kyiv Art Gal-
lery, the National Museum of History of Ukraine received a new identity. In
accordance with the new style, the team of the Kyiv History Museum is work-
ing on updating the website and social networks, plans to create new adver-
tising posters, internal navigation in the museum ("Nova aidentyka Muzeiu
istorii", 2020).

A new identity, a new official museum website, and video content about
the project for the Youtube channel were created within the framework of the
project “Kyiv Art Gallery. Update” in cooperation with the publishing house
“Antykvar”, with the support of the Ukrainian Cultural Foundation. This pro-
ject also resulted in the publication of three scientific papers. In particular, an
updated guidebook, which reflects the changes that have taken place in the
permanent exhibition and collection of the museum, as well as the results of
continuous long-term research work of its staff, was published. All publications
created within the framework of the grant project “Kyiv Art Gallery. Update”,
did not provide for commercial distribution. “170 Ukrainian museums and cul-
tural institutions, 100 specialized libraries, 80 higher educational institutions
of Ukraine, as well as 339 individuals who managed to place an order received
free copies. PDF versions of the created publications can be viewed on the web-
site of the museum” ("Natsionalnyi muzei’, 2020). The National Museum of
the History of Ukraine also presented a new visual communication. The letter
M was chosen as the graphic sign of the museum’s logo, which becomes dy-
namic and easily integrated into merchandising, in particular, in the design of
business cards, posters, badges, souvenirs, etc. The theme of infinity as a con-
tinuous chain of historical events connected with each other also appears in
the logo. ("Nova nazva", 2020). In the view of the foregoing, we can argue that
the communication space of museums has significantly expanded due to the
involvement of partners for the implementation of interdisciplinary and in-
ter-museum projects.

It should be noted that current realities increasingly provide for the for-
mation of institutional responsibility of museum staff, new competencies, the
ability to solve integrative and communicative tasks, constant readiness for
changes, innovative activity, the search for non-traditional schemes in solving
problems of preserving, presenting and interpreting museum collections.

The analysis of modern museum practices suggests the communicative
museum space characterized by the modernization of methods, techniques,
and methods of interaction with the audience based on the principles of varia-
bility, flexibility, and openness to innovation.

Conclusions

In the conditions of COVID-19, the museum sector is adapting to the era
of lockdowns, which is likely to lead to certain changes in its future activities.
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A qualitatively new understanding of the special character of the museum as
a sociocultural institution and its place in society is being formed. The per-
sonality of the museum visitor, his or her needs, expectations, and desires are
the basis for the development of museum communication. The study shows
that today the establishment of a sustained and constructive dialogue with its
audience is an important result of the museum activities as one of the com-
munication centers in the cultural space. There is a rather significant trans-
formation of the museum environment and museum communicative space.
The results of the analysis of museums’ activities suggest the evolution of the
communicative space, which is manifested in a combination of traditional and
innovative directions, the development of adaptation strategies in accordance
with modern conditions. Individual production processes, tools, and forms of
communication with the audience are changing. The COVID-19 pandemic is
the time of mastering new communication channels, the time of pooling re-
sources. Information technologies adjust and supplement the content of the
main functions of museum’s activities. Modern museums can no longer ignore
their presence in the Internet space. Without digital technologies and digital
communication, the museum is no longer able to achieve its full potential as
a sociocultural and educational institution. Due to the pandemic, almost all
activities have been transformed into a virtual space, the Internet communica-
tion between Ukrainian museums and their audience has actually become the
only way to interact. To attract a new audience, Ukrainian museums are imple-
menting inclusion practices, rebranding, interdisciplinary and inter-museum
projects, applying creative approaches to adapt educational programmes to the
online format, and significantly increasing the amount of content for children
and adolescents. As a result of the expansion of the museum’s communicative
space, the gap between the museum-communicator and the museum-storage
is getting smaller, which allows visitors to immerse deeper into the museum’s
collections and the meanings of the artefacts preserved in them. One of our
priority tasks is to set up mechanisms for the development of the museums in
Ukraine, which would adapt it to modern conditions, form a qualitatively new
system capable of responding quickly and adequately to the challenges of time,
and turn museums into one of the leading social institutions in the system
of humanitarian development of the country. In our opinion, museums should
create events and programmes with a deep meaning and creative presentation,
form a new generation of museum managers who, following the global trends,
are able to introduce innovations in the field of collection management and
their presentation to the museum audience; organizers of festivals and cultural
events should involve museums in cooperation.
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Meta cTaTTi — OOCAIAUTM KOMYHIKaTMBHMII MPOCTIp CydyacHUX My3eiB B yMOBax
nmaHgemii  COVID-19, oKkpecauTHM OCHOBHiI BeKTOpM JiOro poO3BUTKY. MeTtoau
IOCTiIKeHHsT 6a3yl0ThCSI HAa 3araJilbHOHAYKOBOMY MPUHIINUIT 06’€KTMBHOCTI, CTPYKTYPHO-
(yHKIIOHATBPHOMY 71 aHATITUUHOMY METOAAX IIiJ Yac aHali3y KOMYHIKaTUBHOTO ITPOCTOPY
my3eiB B ymoBax maHaemii COVID-19. 3 omigay Ha cydyacHMil CTaH My3eiiHOI CIipaBu
B YKpaiHi, CCTeMaTNU30BaHO Ta y3araJibHEHO OCHOBHI TEOPETUYHi 300yTKU MPOo6IeMu;
MOKa3aHo, 1[0 TeMa OOCTi[KeHHS Ha CyyaCHOMYy eTami He Ma€ IOKM KOMILIEKCHOTO
BiloOpakeHHST y BIiTUM3HSIHIN HAyKOBiii miTepatypi. HoBM3HA [OCTiIKeHHS TOSITaE
Yy BU3HAYEHHi OCHOBHUX BEKTOPIiB PO3BUTKY KOMYHIKATMBHOTO ITPOCTOPY 3apyOiKHUX Ta
BiTUM3HSIHUX My3eiB B ymoBax maHaemii COVID-19, mocmimkeHHI HaOIbII YCITiITHUX
MPOEKTIB YKPaiHCbKMX My3eiB B KOHTEKCTi TpaHchopMallii KOMyHIiKaTMBHOTO MPOCTODY.
BucHOBKM. 3’ICOBAHO, IO ChOTOMNHI [JjIs1 My3el0, SIK OJHOTO 3 IeHTPiB KOMYHiKallii
B KYJIbTYPHOMY IPOCTOPi, BAXKIMBUM DPE3yJIbTaTOM [iSTTIbHOCTI € BCTAHOBJIEHHS CTiliKOTO
i KOHCTPYKTMBHOTO IiaJIOTy 3i CBOEIO ayauUTOpi€lo. [IoOBeIeHO, 10 BiTOYBAETHCS JOCTATHBO
cepito3Ha TpaHchopMallisi My3eifHOTO CBiTy Ta My3eifHOTO KOMYHiKaTMBHOTO IMPOCTODY,
IO TIPOSIBJIIETBHCS Y TOEAHAHHI TPAJUIIHMX Ta iHHOBAIIHMX HAMpPSMIB, PO3poOIi
ajanTaliifHuX CTpaTeriii BiAMOBiMHO MO CyyacHMX YMOB. Bu3HaueHO, 110 yac IMaHAaeMii
IUIST My3eiB 11e — yac OTaHyBaHHS HOBUX KaHAJIiB KOMYHiKallii, yac 006’€THaHHST peCypciB.
IHdopmariiiHi TeXHOMOTii KOPUTYIOTD Ta JOMIOBHIOIOTh 3MiCT OCHOBHMX (PYHKIIi!1 My3eitHO1
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IisTbHOCTI. Be3 BUKopyMcTaHHs MG POBMUX TEXHOJIOTIH Ta IiIKMUTaI-KOMYHIKaIlii My3eii Bke
He 37]aTeH MOBHOILIIHHO BTiI/IIOBAaTM CBOIO MiCil0 SIK COIia/IbHO-KYJIBTYPHOI'O Ta OCBiTHHOTO
3akiagy. 3’sicoBaHo, 10 B ymoBax naHgemii COVID-19 maiike BCS KOMYHiKallisi My3eiB
VKpainu 3i CBO€I0 ayIUTOPi€lo B Mepeski IHTepHeT cTana GakKTUYHO UM He €EMHMM CII0COO0M
B3a€MO[ii. 3 MeTOI0 3a/lyueHHsI HOBOI ayAUTOPii yKpaiHChbKi My3ei BIPOBaAKYIOTb IPaKTUKU
iHKITI03i1, 3OiliCHIOITh peOpeHIiHT, pPeali30BYIOTh MDKOUCHUILTIHAPHI Ta MiKMYy3eiiHi
MPOEKTHM, 3aCTOCOBYIOTh KpeaTMBHI IMAXOAM MO ajarTallii OCBiTHiX Mporpam y OHJIaiiH-
opmart, 3HaUHO 306i/bIIYIOTh KiJIbKiCTh KOHTEHTY [IJISI AUTSIUOI Ta MiA/IiTKOBOI ayauTopii.
Knwouosi cnosa: myseit; KOMYHIKaTMBHUII MpOCTip My3eiB; manpemis COVID-19;
IiIKUTaI-KOMYHiKallis; TpaKTUKY iHK/I03i1; My3eliHa aiileHTMKa; My3eiiHa ayIUuTopis
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Llenb cTaTby — MCCIE[0BaTh KOMMYHMKATUBHOE IIPOCTPAHCTBO COBPEMEHHBIX MYy3€€eB
B ycnoBusx mangemuu COVID-19, 0603HaUMTb BEKTOPBI €r0 pa3BUTHsI. MeTOIbI MCCIen0BaHMUS
6a3MpYIOTCS HA OOIEHAYUHOM MPUHLINIIE OObEKTUBHOCTY, CTPYKTYPHO-(DYHKIIMOHATbHOM
M aHaJIUTUMYEeCKOM METOLAax IIPY aHaiu3e KOMMYHMKATMBHOIO IIPOCTPAHCTBA My3eeB
B yuioBusax nangemuy COVID-19. C yyeTOM COBpeMeHHOI'0 COCTOSIHUSI My3eMHOTO Jesa
B VYKpauHe CHCTeMaTU3UPOBAHbI U OOOOIIEHBI OCHOBHBbIE TEOPETUUECKUE NOCTUKEHUS
npo6JsieMbl; TIOKa3aHO, YTO TeMa MCCIeNOBAaHUS HAa COBPEMEHHOM 3Tarle KOMIUIEKCHO He
oTOOpakeHa B OTEUECTBEHHOI HAy4yHO! juTeparype. HoBu3HA McCIeqoOBaHUS COCTOUT
B OIIpefeNeHUuM OCHOBHBIX BEKTOPDOB pPa3BUTUS KOMMYHMKATMBHOI'O IIPOCTPAHCTBA
3apyOeXHBIX M OTEYECTBEHHbIX My3eeB B YCaoBusix maHgemuyu COVID-19, uzyuyeHuun
Haubosee YCMEIIHbIX ITPOEKTOB YKPAMHCKUX MY3€eB B KOHTEKCTe TpaHchopMaium
KOMMYHMKAaTUBHOIO IPOCTPAaHCTBA. BoIBOmbl. BhISICHEHO, UTO CceromHs [IJisi My3sesl, KaK
OHOIO U3 LEHTPOB KOMMYHMKALMM B KYJIbTYPHOM IIPOCTPAHCTBE, BaXKHBIM PE3YyJIbTaTOM
IesITEIbHOCTU SIBJISIETCSI YCTAHOBJIEHME CTOMKOrO M KOHCTPYKTMBHOIO IMajora CO CBOeit
ayauropueil. JlokazaHO, UYTO TIPOMUCXOJUT MOOCTATOUHO Cepbe3Has TpaHchopMamus
MY3e{HOr0 Mypa ¥ My3e/iHOr0 KOMMYHMKATUBHOTI'O IIPOCTPAHCTBA, KOTOPAs IIPOSIBIISIETCS
B COYETAHMM TPAJAMUIIVOHHBIX Y MHHOBAIIVIOHHBIX HATIPaBIEHN, pa3paboTKe afanTaliOHHbIX
CcTpaTrernii B COOTBETCTBMM C COBPeMeHHBbIMM ycaoBusIMU. OmpeneneHO, 4TO MepPUOL,
MaHIeMUM [JIsI My3eeB 3TO — BpeMsI OCBOEHMSI HOBBIX KaHaJl0B KOMMYHMKALUY, BPEMS
o0benuHeHUs pecypcoB. VHGOpMaMOHHbIE TEXHOJOTUU KOPPEKTUPYIOT U IOTIONHSIOT
copiepskaHMe OCHOBHBIX MY3eliHbIX (PyHKUMiA. Be3 ucronb3oBaHus 1U(PPOBLIX TEXHOIOTUIA
Y OIUIKUTAI-KOMMYHUKaLWM My3€il y>ke He MOXKeT B I10JIHOJ Mepe peann30BbIBaTh CBOIO
MUCCHIO KaK COLMAJIbHO-KY/IbTYPHOE M 0Opa3oBaTelbHOE yupeXieHue. BbISICHEHO, UTO
yonoBusix naHgemum COVID-19 mouTtu Bcsl KOMMYyHMKaLMsl My3eeB YKpauHBI CO CBOe€it
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ayouTopueit B cetu MHTepHeT cTaja (GakTUUecKu UyTh JIM HE €OUMHCTBEHHBIM CIIOCOO0M
B3anmMopeiicTBus. C 11eJibI0 IPUBJIeUeHM I HOBOV ayIUTOPUM YKPAMHCKIME MYy3€el pa3BUBAIOT
MPaKTUKM WHKIIO3MM, [OENal0T pPeOPeHIMHT, pPeaau30BbIBAIOT MEXIUCHUILIMHAPHBIE
U WMHTEpPMYy3€liHble TIPOEKThI, TPUMEHSIOT KpeaTMBHbIE TMOAXOAbl K afamnTauuu
00pa3oBaTeNbHBIX IIPOrpaM B OHJIAH-()OpPMAT, 3HAUUTETHHO YBEIMUMBAIOT KOJTMUECTBO
KOHTEHTA JJ1s IeTel U MOJIPOCTKOB.

Kntouegolie cnosa: myseii; KOMMYHUKATMBHOE TIPOCTPAHCTBO MYy3€€B; IaHIEeMUS
COVID-19; mumkuTas-KOMMYHMKAILMS; TPaKTUKM MHKIIO3UM; My3elHas aiijeHTUKa;
My3eiiHast aygquTopust
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The purpose of the article is to explore the specifics and uniqueness of visual works
created using Al technology. The research methodology is based on applying analytical,
theoretical, and conceptual research methods of technological art and the interrelation
between digital technologies and art in general. The scientific novelty lies in the fact that
the art forms that created using digital technologies were analysed for the first time. In the
article, we have considered the phenomenon of technological art due to integrating art and
technology. Conclusions. It is revealed that due to the mathematical analysis of the artists’
artworks, certain algorithms of the author’s work can be found, the main components
of the work of art can be analysed, and the sign system of art can be transformed into
a system of a different order which is numerical one. Thus, the colour, shape, positioning
of the objects on the canvas (composition) — everything turns into numerical formulas
and combinations. The graphic drawing is transformed into digital, algorithmic. A certain
number system is being built, which allows to group works (one artist, era, art movement)
into single collection systems, analyse and identify similar algorithmic chains, and create
new art products based on these algorithms using the obtained numerical combinations.
It means that with algorithmic analysis, it is possible to compare and even combine
different types of art within one plane, one form, and one art product.

Keywords: Al-technology; painting; algorithm; digital painting; 3D-printing

Introduction

A hypothetical theory of technological singularity appears in the mirror
of scientific criticism (Good, 1966; Moore, 1975). According to supporters of
the “techno-singularity” concept, the generation of artificial intelligence and
cyber machines will lead to the improvement of the technical and technolog-
ical production component (machines can self-repair, perform certain manip-

© Tetiana Sovhyra, 2021 The article was received by the editorial office: 19.02.2021

156



ADVANCED ISSUES IN ART CULTURE
ISSN 2410-1915 (Print) « Culture and Arts in the Modern World. Issue 22 « ISSN 2616-423X (Online)

ulations faster and better than human activities) (Vinge, 1993). Today we can
observe how artificial intelligence is several times superior to humans in the
speed of computing, moving, productivity, etc.

The same goes for art. With the help of digital technologies, it is now pos-
sible to scan and create electronic versions of graphic works, produce copies
of famous canvases, save and archive artefact data, and even create unique
authorial paintings.

In recent years, significant historical, cultural and theoretical works have
been published, where attention is paid to the history of cybernetic art as
the forerunner of digital culture of the late twentieth century. Among them
are publications by V. Glushkov (1986), M. Lovejoy (2004), F. Popper (2007),
D. Galkin (2013).

G. Franke (1971), D. Galkin (2013) and M. Lovejoj (2004) examine the con-
cept of “digital culture” and explore the features of hybridisation of technol-
ogy and art.

In the works of Ts. Kogoutek (1976), V. Shcheglov (2016, 2017), the rela-
tionship of digital technologies and art is studied. V. Shcheglov indicates a se-
ries of repeating sequences in the context of artistic content in the “Painting
of the 20" Century: Fundamentals of Algorithmic Interpretation” (2017) and
“Poetry: Fundamentals of Algorithmic Interpretation” (2016) on the example
of poetry and painting. The author calls them algorithms, and therefore, po-
etry and painting are algorithmic systems.

However, despite the public interest in technological art, there is a lack
of scientific justification for the possible interaction of technology and art in
general and a critical analysis of the specifics of the functioning of techno-
logical art.

Purpose of the article

The purpose of the study is to analyse the forms of interaction of modern
technologies and various types of art, to identify such art forms that can be
organised (created) exclusively through digital (or other) technologies.

Main research material

The Next Rembrandt is a portrait painting that reproduces Rembrandt’s
creative style with exceptional accuracy, but it is not a copy of the image of
the master’s paintings. It became possible due to the technologies of “Artifi-
cial Intelligence”. Specialists from Microsoft, the University of Delft Technical
University, the Royal Mauritshuis Gallery and the Rembrandt House Museum
in Amsterdam, using Microsoft Azure computing resources and a number of
specialised algorithms, performed a three-dimensional scan of 346 artist’s
paintings and discovered not an only genre and stylistic specifics, but also
techniques specific to the artist and oil painting techniques.
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Figure 1. The Next Rembrandt, 2016. Creators: ING
Bank, J. Walter Thompson Amsterdam, Microsoft, TU Delft,
Mauritshuis, etc.

The Next Rembrandt is a 3D-printed picture created in 2016. The process
of creating the canvas was highly complex and lengthy. About twenty data ana-
lysts, developers, professors in artificial intelligence and 3D printing, scientists,
engineers and art historians worked on the project!.

Studing the context of The Next Rembrandt reproduction, the question of
authorship arises. Who is the author and performer of this product? Is it possi-
ble to determine this picture as an artwork or a technological experiment and
nothing besides?

Opinions of scientists and critics differ in identifying the author of this
work. Mark Brown believes that “the real creators of the picture are data ana-
lysts and computers” (Brown, 2016).

The leading developer of the project, Bas Korsten (J. Walter Thompson,
Amsterdam), says that the author of the work is Rembrandt himself because
the project is based on an analysis of the artist’s work. “The Next Rembrandt
really touched the nerve. This raised all sorts of questions about creativity ...
We are creating something new from his work. Only Rembrandt could create
Rembrandt” (O’Neill & Corner, 2016).

As a result of the literature review, certain contradictions arise regarding
authorship’s definition and the importance of artificial intelligence technology
in the project.

To study these issues, we consider in detail the process of creating The Next
Rembrandt.

1 Executive Creative Director: Bas Korsten; Concept: Bas Korsten, Robert Nelk, Mark Peeters; Creative
copy: Bas Korsten, Kasia Haupt Canning; Creative art: Guney Soykan; Innovation Director: Emmanuel Flores;
Design: Vinesh Gayadin; Digital Director: Jesse Houweling; PR Director: Jessica Hartley; Editor: Tim Arnold;
Photography: Robert Harrison; Developers: Morris Franken, Ben Haanstra (Pickett-Groen, 2016).

158



ADVANCED ISSUES IN ART CULTURE
ISSN 2410-1915 (Print) « Culture and Arts in the Modern World. Issue 22 « ISSN 2616-423X (Online)

The immediate process of creating the work was preceded by an analysis
of the existing paintings of the master and the identification of patterns in the
combination of colours, applying strokes and compositional image construc-
tion.

The complete collection of images includes 346 paintings by Rembrandt;
most of them look highly realistic. There are several explanations for this. Rem-
brandt, using the play of light and shadow, created unique picturesque compo-
sitions that looked very realistic and voluminous. As a result of these manipu-
lations in his work, there is a desire for accuracy and truthfulness. The master
prefers psychological expressiveness instead of violent pathos and external ef-
fects. “The main formative element of the composition, which allowed the art-
ist to fully materialise and convey to the viewer his own plan — chiaroscuro, or
rather, the scheme of alternating spots of light and shadow that he constructed
with mathematical precision” (Tarasov, 2014).

The artworks provided by TU Delft and the Mauritshuis Museum were
scanned in high resolution (The Laughing Man, 1629-1630; Andromeda, 1630;
Simeon’s Song of Praise, 1631; The Anatomy Lesson of Dr. Nicolaes Tulp, 1632;
Susanna, 1636; Saul and David, 1651-1658; Two African Men, 1661; Homer,
1663; "Tronie’ of a Man with a Feathered Beret, 1635-1640; Portrait of an EI-
derly Man, 1667; Rembrandt van Rijn, Self-Portrait, 1669) ("Rembrandt”, n.d.).

The remaining works were taken from other archival sources. Thus, all im-
ages’ resolution was different and incompatible, which was a problem for sys-
tematising and identifying the necessary image similarity algorithms. To solve
this problem, the team used the Deep Neural Network algorithm to scale images,
increasing resolution by 300% and reducing visual noise (Pickett-Groen, 2018).

Further, the authors of the project had to decide on the planned picture’s
content: the depicted object and the canvas’s composition. For this, more than
400 faces were examined on Rembrandt’s canvases, after which it became clear
that the subject should be from 30 to 40 years old. The master most often de-
picted males in his works, so The Next Rembrandt is a man in a black hat, a black
jacket with a white collar.

It was necessary exactly with the technique of the master to depict the face
of this man. For this, developers needed Microsoft software that could “under-
stand” Rembrandt based on his geometry and composition. As a result of using
the face recognition algorithm, typical geometric patterns used to draw human
features were identified. More than 6,000 facial landmarks were used to classify
features in terms of relevance and repeatability.

The third stage of The Next Rembrandt production was the preparation
for printing the created image and the identification of a specific technology
for applying paint. As known, Rembrandt van Rijn revolutionised painting with
a three-dimensional effect using the impasto technique — applying paint to the
canvas with very thick layers. As a result, his canvases looked three-dimensional.
To create a picture that would resemble the artist’s work, it was necessary to
study the impasto technique and, thanks to X-ray photographs, examine each
layer of the existing paintings. After that, the future The Next Rembrandt image
needed to add another dimension, 2D to 3D. The final layout of the 3D painting
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consists of more than 148 million pixels and is based on 168,263 fragments of
the Rembrandt painting.

The fourth stage was printing. At first, the developers used the manipulator
to paint a new portrait. But the robot arm could not convey the desired realistic
effect. The manipulator has only nine degrees of freedom. Instead, the human
hand has 26, which meant that it still could not draw in great detail.

Since the digital image was already voluminous, it was necessary to print
13 layers of special ink based on UV ink on a 3D printer Canon. Thus, the image
became three-dimensional.

The fifth stage of creating the project is the presentation and use of The
Next Rembrandt canvas. As known, after the presentation in the Netherlands,
the project was presented in many cities. Note that the original version of the
image is in electronic form so that the image can be replicated numerously.

It is well known that in the art using artificial intelligence, copies of the
works of famous artists, composers, architects and representatives of other
creative industries are created. Therefore, artificial intelligence is not only the
technical embodiment of human thinking but also creativity now.

Using artificial intelligence technology, visual works began to be produced
that have no analogues and are not copies of known works.

Now Al-technologies create art products based on algorithmic analysis of
already created fine masterpieces. Based on aforesaid, we offer our own defini-
tion of “algorithmic art”. It is the production process of art products created on
the basis of algorithmic analysis of primary information sources. The primary
sources are works of art, artefacts, the works of artists of various art types.

However, this practice is not solitary. Other forms of art in the early stages
of their formation also borrowed the specifics of creating works from their pre-
decessors. Cinema is based on theatre art, the theatre, in turn, is a synthesis of
literature, music, plastic; television is the result of the synthesis of cinema and
radio. Therefore, we can state that digital algorithmic art is at the first stage of
its development and has significant prospects for its development.

An example of The Next Rembrandt shows that technological singularity in
art is entirely possible. But we do not exclude the uniqueness of human activity
and artistic creation. Besides, we emphasise the need to develop the symbiosis
between man and digital technologies in art: a combination of the capabilities
of “artificial intelligence” and people’s aesthetic sensitivity.

In Rembrandt’s works there is a desire for technological experiments. He
used the then-unknown in art practice mineral plumbonacrite in paint reci-
pes. Scientists have revealed that the master created his self-portraits using
a mirror system (O’Neill & Corner, 2016). The use of these technologies does
not diminish the significance of Rembrandt’s work in the history of fine art.
Perhaps if Al technology were invented in the 17 century, the master would
create a realistic image. These assumptions give reason to consider artificial
intelligence technology only as a tool with which a modern artist can create.
In this case, the author will be the creator himself, the artist. Considering that
20 data analysts, developers, professors in the field of artificial intelligence and
3D printing, scientists, engineers and art historians from organisations such
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as Microsoft, Delft University of Technology, Mauritshuis in The Hague and
the Rembrandt House Museum in Amsterdam worked on The Next Rembrandt
project, the collective mind means the author.

Conclusions

As in the case of The Next Rembrandt pre-production, it is demonstrated
that thanks to the mathematical analysis of the artist’s work, it is possible to
find specific algorithms for the artist’s work, analyse the main components of
the work of art and turn the semiotic system of art into a system of a different
order as numerical one. At the same time, a numerical algorithmic work, repro-
ducing the artist’s lead pencil with exceptional accuracy, can be original work,
never a copy; that is, with the help of AI technology, one can create a unique
artistic product. It can imitate the painting style of a famous artist, but it has
its own content.

Coping of visual and musical works using Al technology is already some-
what common in the modern world. Indeed, creating original visual works that
know no equals and are not copies of works of art is the next step in identifying
the creative application of Al tools’ options.

It is emphasised that technology is only a tool in humans’ hands, including
artificial intelligence, which does not replace humans since Al technology cre-
ates art objects based on algorithmic analysis of existing masterpieces.

Our own definition of the concept of “algorithmic art” is proposed. It is
the process of production of art objects, built upon the algorithmic analysis of
primary sources of information such as works of art, artefacts, works of artists
of various types of art.
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IITYYHUIN IHTEJIEKT TA IMTAHHSA ABTOPCTBA I YHIKAJIBHOCTI
MUCTELBKHMX TBOPIB (TEXHOJIOTTYHE JOCIIIKEHHS POBOTU
«HACTYITHUU PEMBPAH/IT»)

Tetsina IropiBHa CoBrupa

Kanoudoam mucmeymeosnascmaa,

ORCID: 0000-0002-7023-5361, STIsovgyra@gmail.com,
Kuiscokutl HayioHanvHUll yHigepcumem KyJa1emypu i Mucmeyms,
Kuis, Ykpaina

Meta cratti — goctigutu creindiky Ta YHIKaIbHICTh Bi3yaabHUX POBIT CTBOPEHUX
3a pgornoMoroiw Al-TexHosnmoriit. MeTomosioris pO3BiAKM IPYHTYETbCSI Ha 3aCTOCYBaHHI
AHAJTITUYHOTO, TEOPETUYHOTO i KOHIIENTYaJlbHOIO METOZIB AOCTIIPKEHHS TeXHOJOTiUHOTO
MMCTENITBA i B3a€MO3B’SI3KY LM(POBUX TexHoMoriii i mucrenrsa y uimomy. Haykosa
HOBM3HA TIOJISITA€ B TOMY, IO BIiepine Oyiau MpoaHasii3oBaHi (opMy MUCTEITBA, CTBOPEHi
3 BUKOPUCTAHHSIM IIV(PPOBUX TEXHOJOTi. PO3IISIHYTO (heHOMEH TEXHOIOTiYHOTO MUCTEIITBA
SIK pe3y/ibTaT iHTerpallii MUCTelTBa i TeXHONOTii. BucHOBKK. BusiBaeHo, 110 3a AOIIOMOTOH0
MaTeMaTUYHOTO aHaJTi3y TBOPUOCTI Xy OKHUKIB MOSKJIMBO OTPMMATY TIEBHI aJITOPUTMU POOOTH
aBTOpa, MPOaHaTi3yBaTy OCHOBHI CK/IaIOBi Xy OKHbOTO TBOPY, 3HAKOBY CUCTEMY MUCTELITBA
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TpaHCchHOPMYBaTH B CUCTEMY iHIIOTO MOPSIKY — YMCIOBOTO. TaKMM UMHOM, KOJip, opma,
pO3TalryBaHHS 00’€KTiB, 110 Bi06PaskaloThCs HA MOTOTHI (KOMIIO3MUILisT), — BCE TIEPETBOPIOETHCS
Ha uncioBi opmyay ta koMm6iHatii. I'padiuHuit MasOHOK TpaHCHOPMYETHCST Y TUDPOBUIA,
QITOPUTMIUHUI. BynyeTbcsl MeBHA cucTemMa OOUMCIEHHS, SIKA JO3BOJSIE 3a JIOMIOMOTOH0
OTPUMAaHUX YMUCIOBMX KOMOIHAIi TpymyBaTu poboTH (OMMH XYIOKHUK, €rMoxa, XyHOXKHii
HATpsIM) B €IMHY CUCTEMY KOJIEKI[ilf, aHami3yBaTu Ta imeHTU(iKyBaTH CXOXi aaropuTMiuHi
JIQHITIOKKY i CTBOPIOBATM HOBi XYIOXKHI MPOAYKTY HA OCHOBI LIMX aaropuTMiB. Lle o3Hauae,
110 32 IOTIOMOTO0 aJITOPUTMIYHOTO aHaJIi3y MOYKHA MIOPiBHIOBATH i HABiTh KOMOiHYBaTH pi3Hi
BUIY MUCTEIITBA B OJIHili TUIONIVHI, B OFHiH HopMi, B OTHOMY XyIOKHbOMY TBOPi.
Kniouogi cniosa: Al-TeXHOIOTIST; SKUBOIIUC; QITOPUTM; MG POBUIL SKUBOTIUC; 3D-IpyK

VICKYCCTBEHHBIV UHTEJUIEKT W BOITPOC ABTOPCTBA

Y VHUKAJIBHOCTH XVIOKECTBEHHBIX ITPOV3BEIEHMIT
(TEXHOJIOTMYECKOE VICCJIENJOBAHUE MIPOM3BENEHNS
«CJIEIVIOIIVII1 PEMBPAHT>)

TaTtbsina iropeBHa CoBrupa

Ka+ndudam uckyccmeosedenus,

ORCID: 0000-0002-7023-5361, STIsovgyra@gmail.com,
Kuesckuii HayuoHaneHwlii yHU8epcumem KyJavmypsl U UCKYCCmMa,
Kues, Ykpauna

Llenp craThy — MCCIEOOBATh CHEUM(UKY M YHUKAJIBHOCTb BU3YaJIbHBIX paboOT,
CO3[AHBIX C IIOMOIIbIO Al-TexHojgoruii. MeTOmoJOrusI MCCAeIOBaHMSI OCHOBaHA Ha
TIpYMEeHeHUM aHAIUTUUECKUX, TEOPETUUECKMX Y KOHIIENTyaJbHbIX METOHOB MCC/IeNOBaHMS
TEXHOJIOTMYECKOTO MCKYCCTBA M B3aMMOCBSI3Y 1IM(PPOBBIX TEXHOJOIUI M MCKYCCTBA B LIEJIOM.
HayuHast HOBM3HA 3aK/IIOYaeTCsS B TOM, UTO BIEpBble ObLIM IPOAHAIM3UPOBAHBI (HOPMbI
MICKYCCTBAa, CO3[IaHHbIE C MCIIOb30BaHMEM IIM(MPOBBIX TEXHOIOIUI. PaccMoTpeH (deHOMEH
TEeXHOJIOTMYECKOT0 MCKYCCTBA KaK pe3y/ibTaTa MHTerpalyum UCKYCCTBA M TeXHOIOTiA. BbIBOMIbI.
BbIsIB/IEHO, UTO C TTIOMOII[BI0 MaTEMaTUUECKOTO aHaI13a TBOPUECTBA XYIOKHUKOB MOSKHO HAMTH
ompeeieHHbIe aJITOPUTMbI PabOThI aBTOpA, MPOAHAIM3YPOBATh OCHOBHBIE COCTABJISIOIIVIE
XYIOKECTBEHHOI'O IPOM3BENEHMSI, a 3HAKOBYIO CUCTEMY MCKYCCTBa TpaHCGHOPMUPOBATh
B CHCTEMY OPYTOro IOpSAKa — 4uCIoBOro. TakuMm ob6pasoM, LIBeT, (opMa, pacIoioskKeHue
oTo6paskaeMbIX 0OBEKTOB Ha X0JICTe (KOMITO3UIIVS) — BCE MTPEeBPaliaeTCs B UMCIOBbIE (YOPMYIIbI
¥ KOMOMHAaI. I'paduueckuit pUCyHOK TpaHCPOPMUPYETCS B LIMPPOBOIL, aITOPUTMUYUECKMIA.
CTpouTcs ornpeiesieHHast CUCTeMa CUMCIeHNsI, KOTOpasl TIO3BOJISIET C MIOMOIIbIO TTOTyYeHHbIX
YMCIOBBIX KOMOMHAIIMII TPYIIIMPOBATh pabOThl (OOMH XYOOKHMK, 3I110Xa, XyIOKECTBEHHOE
HaIlpaBjeHMe) B EOMHYI0 CUCTEMY KOJIJIEKLMI, aHaIM3MPOBaTh U UAEHTUDUIMPOBATH
TIOXOKMEe aATOPUTMMUYEcKe LeTIOUYKM M CO3/1aBaTh HOBbIE XyIOKeCTBEHHbIE MPOAYKTHI Ha
OCHOBE 3TUX aJITOPUTMOB. DTO 03HAUYAET, UTO C IOMOIIbIO AJITOPUTMIUYECKOTO aHa/I3a MOXKHO
CpaBHMBATb U Ja’ke KOMOMHMPOBAThH pasHble BUObI MICKYCCTBA B OMHOJ IJIOCKOCTH, B OJHOI
dhopme, B OMHOM XyI0KECTBEHHOM ITPOM3BEIEHNA.

Kniouessie cnoea: Al-TeXHONOTMS; >KMBOIINMCh; aJrOPUTM; LMUOPOBAst >KUBOINCH;
3D-nevaTb
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The purpose of the article is to reveal the specifics of creating new works of art using
artificial intelligence technologies. The research methodology is based on the application of
the dialectical method with its principles of consistency, development and unity of polarities
since artificial intelligence as a complex sociocultural phenomenon provides unambiguous
definitions and at the same time forces to interpret its essence and relations dialectically
to its application field. The scientific novelty of the obtained results lies in the fact that
artificial intelligence is considered a component of artistic creativity, one of which is to
introduce technical innovations in human culture. Conclusions. The article focuses on the
fact that the artificial intelligence issue is beyond the cultural discourse, and separating the
artificial intelligence issue from culture inevitably leads to a simplified understanding. It is
noted that the relevance of cultural research of artificial intelligence (AI) is determined by
the spread of symbiotic forms of interaction between the user and global software, which
requires not so much evaluating and correcting the negative consequences of the spread of
technology but rather the development of meta technology to prevent them. For its part,
the reflection of culture, when the latter rejects the ideas of the techno apocalypse and the
rise of machines, can give an impetus to the emergence of new meanings and perspectives
for man and culture. Finally, the article provides examples of the Al technologies use (in
particular, Gan and CAN) in contemporary art. However, the more Al technologies are used
in creating works of art, the more valuable an idea or a concept becomes. Today, when the
performance and physical implementation of a project can be “shifted” to Al, new ideas
become the main driving force in the development of art. The ideas generation may become
the primary option not of a person but of a “machine”, which, once again, proves the
correctness of the assumption that every year such human abilities as creativity, generation
of new extraordinary ideas and solutions will become more valuable. And the routine
performance, the analysis of big data, etc., are the tasks for machines, and they perform this
work better than a human.

Keywords: artificial intelligence; neural network; machine learning algorithm; work of
art
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Introduction

Today, in Ukraine, there is a discussion of the road map for implementing
the Concept of Al development in Ukraine, approved by the Order of the Cabinet
of Ministers of Ukraine on December 2, 2020 (Kabinet Ministriv Ukrainy, 2020).
The adoption of the national Concept is highly relevant, considering that in the
context of the scientific and technological revolution, Al can become a pow-
erful driving force for activating significant socioeconomic and sociocultural
changes. Several dozen of leading countries in the world, including the United
States, China, the Netherlands, France, Japan, the United Arab Emirates, etc.,
have already adopted corresponding road maps, recognising the importance of
strategic vision in this direction that takes into account the importance of Al
for the national economy, social relations and security. Al allows getting results
similar to the effects of human intellectual activity in such areas as computer
vision, recommender systems and intelligent decision support systems, natu-
ral language processing, speech recognition and synthesis, and other promis-
ing methods and technologies of artificial intelligence. Al is changing modern
society radically: from the financial sector, industry, power engineering and
agriculture to the educational and cultural spheres. According to the forecasts
of the international consulting company Deloitte, the volume of investment
in artificial intelligence in 2021 will reach 57.6 billion dollars (Deloitte, 2017).
The profit from its use in specific sectors of the global economy, according to
McKinsey Global Institute analysis, will be from 3.5 to 5.8 trillion dollars (Chui
et al, 2018).

Despite the colossal rate of Al spread worldwide, its discourse is still outside
the boundaries of cultural studies, being formed in the interdisciplinary field of
computer sciences. One of the main directions of understanding Al is based
on the statement that artificial systems should not repeat biological systems
in their structure and functioning (J. McCarthy). The paradigm of biocomput-
ing is the opposite (W. McCulloch) — a combination of information, molecular
technologies and biochemistry, which originates from the environment of de-
velopers of computers and computer software. Meanwhile, exploring the world
only through the prism of technical sciences or trying to solve global problems
only with the help of technology, humanity runs the risk of making typical mis-
takes that slow down progress and increase inequality. The separation of the
Al problem from culture leads inevitably to a simplified understanding of the
latter. At the same time, the relevance of cultural research of Al is determined
by the spread of symbiotic forms of interaction between the user and global
software, which requires not evaluation and correction of the negative conse-
quences of the spread of technologies but the development of meta technology
to prevent them. The inclusion of artificial intelligence in the sphere of cultural
discussion will allow avoiding technicism and actualism, including the issue of
the Al carrier.

Recent research and publications analysis. The numerous works of for-
eign researchers are devoted to the study of artificial intelligence: N. Bostrom
(2016), G. F. Luger (2003), J. Markoff (2020), S. Russell and P. Norvig (2006), etc.,
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who studied strategies and methods for the solution of complex problems in
the theory of artificial intelligence, stages, threats and strategies of the lat-
ter, and so on from modern positions. Unfortunately, there are not many works
devoted to the humanitarian aspects of Al research in Ukraine. In particular,
the philosophical analysis of Al systems is contained in A. Shvyrkov’s article
(2005), the possible prospects for Al are described in the articles by V. Karpen-
ko (2011), A. Matviichuk (2011), the history and prospects of Al development
are presented by M. Yefremov and Yu. Yefremov (2008). However, there are no
scientific studies in which AI would be considered an element of culture, a tool
for sociocultural transformations, and a means of creating something funda-
mentally new in modern culture. However, the humanitarian reflection of the
artificial intelligence problems will allow realising its full cultural potential to
comprehend it in a timely and consistent manner using the methodology of
culturological research. It is highly relevant since Al is undoubtedly a product
and tool of cultural development. Therefore, when the latter rejects the ideas
of the techno apocalypse and the rise of machines, the reflection of culture can
give an impetus to the emergence of new meanings and prospects for humans
and culture.

Purpose of the article

The purpose of the article is to reveal the specifics of creating new works of
art using artificial intelligence technologies, to find out the potential of artifi-
cial intelligence as a component of artistic creativity, one of which is to intro-
duce technical innovations in human culture.

Main research material

The interaction of Al technologies and the cultural sector is far from per-
fect — it is unbalanced and disorganised, associated with existential and civi-
lisational challenges. However, artificial intelligence already exists and exists
in a culture that responds to it and builds its relationships. The calls to stop
the “blind rush” for the digital future finally and start making more reasonable
decisions about when and for what purpose to use the achievements in IT are
heard more often. We are talking about the situation when public opinion is
inclined to believe that an electronic judge can be more effective than a real
judge. However, it is only when a case under consideration is not related to the
interpretation of the law, and a “digital doctor” can make a more accurate di-
agnosis. E-services for the selection of goods in online stores have proved their
effectiveness long ago and in the tourism, hotel business, and transportation
organisation. Therefore the removal of the human factor in these areas seems
quite possible. In the arts sector, the situation is similar — artificial intelligence
“works its way” confidently: today you can watch psychedelic paintings writ-
ten by artificial intelligence, a Microsoft Project on image generation has al-
ready been developed based on works of art (for example, the painting The Next
Rembrandt), the MosAlc system for finding relationships between art objects
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from different cultures and eras and the algorithm that retouches photos in
real time. According to Intel Corporation data, artificial intelligence has already
been used to create experimental movie trailers, scripts for short films and mu-
sical compositions. Al technologies can perform not only routine tasks but also
inspire the creation of something fundamentally new.

In creating works of art, a neural network or machine learning algorithm
is called artificial intelligence. A neural network is a multitude of simple inter-
connected elements formed into a primitive resemblance of a brain. According
to the specified task, the neural network analyses the works uploaded to its
database, recognise images, techniques, style signs, and then uses the acquired
knowledge to create, for example, paintings. The machine learning algorithm
can find dependencies, features and rules in each multitude of loaded objects —
whether it’s paintings, music or poetry. Having processed a large amount of
data, the neural network summarises them and concludes in various ways. What
precisely the algorithm will learn is determined by a data analysis specialist:
either to write poems that are similar in foot and vocabulary to those uploaded
to the database, or imitate a particular artist or compile the style of several at
once. It is no accident that contemporary art based on artificial intelligence
technologies has attracted a lot of attention from the general public. A clear
example is the sale of the canvas Edmond De Belamy (Obvious, 2018) created
by the French art group Obvious at Christie’s auction for 432.5 thousand dollars
in 2018. The emergence of Edmond De Belamy and the fact of selling a paint-
ing created by artificial intelligence at a prestigious art auction is undoubtedly
a readymade in the history of art, in fact, a milestone thing, which Malevich’s
Black Square or Marcel Duchamp’s Fountain were at their time. A blurred por-
trait of a person created using Generative Adversarial Network (GAN) and
printed on a 700 x 700 mm canvas is depicted in the painting. GAN technology
is based on the use of two neural networks, one of which generates pseudor-
andom images from a specified set of distributions, and the second (CNN dis-
criminator) determines the plausibility of the image based on the training set.
CNN (Convolutional Neural Networks) is a binary classifier and tries to answer
the question: “Is the sample created by a human?”. If the answer is no, then
the example is marked as unsuccessful — in this way, the network learns to
choose the correct option from a set of fake and human-created images. The
neural network used to create the painting Edmond De Belamy was trained on
15,000 portrait works painted between the 14" and the 20 centuries.

Artists also use GAN technology to transform and improve their pencil
sketches on paper. For example, a visual artist and software engineer Helena
Sarin uses GAN to create new models and new data sets ("Helena Sarin", n.d.).
Italian artist Davide Quayola uses Creative Adversarial Networks technology
(CAN), thanks to which he was able to recreate “conditions similar to classi-
cal impressionist landscapes”. The artist used “an extensive technological ap-
paratus to capture the subtle nuances of reality beyond human perception”
(Quayola, 2017). His project Jardins d’eté consists of a series of 4K-resolution
digital video paintings inspired by gardens of Chateau de Chaumont-sur-Loire.
A wide range of floral compositions manipulated by high winds is filmed at
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night in ultra-high definition. Quayola edits his videos with complex compu-
tational analyses of motion, composition, and colour schemes which become
the foundation for creating new digital paintings. In Jardins d’eté, natural land-
scapes are observed and seen through the “eye” of a machine and then reinter-
preted using new methods of visual synthesis (Quayola, 2017). Thus, the gener-
ation of random images in CAN technology adds spontaneity to the creativity
of artificial intelligence and allows taking a step forward in comparison with
deep stylisation. Modern society has “come” to a new era of creativity, when
AT and the artist become co-authors, complementing each other in those areas
and “skills” where they are the most powerful.

The sculptures created by artificial intelligence are not as popular as paint-
ings, but this application of Al technologies is also developing quite actively.
Al is mainly used either to build a GAN layout or directly to create a 3D model.
For example, Scott Eaton’s sculpture, which debuted at the exhibition Artist
+ Al: Figures & Form in the Age of Intelligent Machines ("Scott Eaton", 2019)
(London, 2019), was created in collaboration with artificial intelligence tools
that translate drawings into three-dimensional form. Another example is the
sculpture Dio of New York artist Ben Snell, to create which machine learning al-
gorithms are used to scan and digest a database of historical artworks of world
art, including more than a thousand works of classical sculpture (such as the
famous Discobolus and Michelangelo’s David), and then reproduced the data
obtained with the output guided by the artist. When the creation of the mod-
el was finished, Ben Snell disassembled the computer and ground its enclo-
sure, hard drive and graphics processing unit into dust, mixed it with resin and
poured this mixture into a hollow mould cast on a 3D printer ("Ben Snell", n.d.).

Al creates not only unique works of art — projects with the use of it become
more visible, more functional and more promising, proving the effectiveness
of the use of artificial intelligence technologies for different purposes and in
various spheres of human activity. Thus, the researchers from Lawrence Tech-
nological University (the USA), K. Napier and L. Shamir (2018), published the
results of their research on quantitative analysis of the tonality of lyrics in pop-
ular music. Based on the fact that popular music has changed significantly in
recent decades compared to previous eras, the researchers analysed the sen-
timents expressed in the songs of the Billboard Hot 100 — the weekly chart of
the 100 most popular songs in the United States between 1951 through 2016,
that is 6150 tracks. The obtained results indicate a clear and statistically sig-
nificant change in sentiments expressed through popular music lyrics, gener-
ally towards a more negative tone eloquently: there became much more anger,
disgust, fear, sadness than joy, confidence and openness expressed in the lyrics
of pop songs. Naturally, sociologists, psychologists, culturologists, etc., draw
conclusions from this study. Still, Al has fulfilled its task — it has distinguished
and analysed information from a massive array of unstructured data, for which
a person would have to spend a lot of time and resources.

Another brilliant example of the expansion of the possibilities of art with the
help of Al technologies is the use of innovative applications, such as CoArt, with
which it is possible to “communicate”. Namely, “with the help” of this applica-
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tion, the National Museum in Wroclaw hosted Michael Willmann’s exhibition.
Opus Magnum in 2020, which represented one of the artist’s most intriguing
paintings Paradise ("IBM Watson", n.d.). The visitor is issued a smartphone with
a headset and, by using the CoArt mobile application, they can ask questions and
receive answers in Polish from the so-called “electronic guide”. The CoArt project
is the culmination of over year-long cooperation of the IBM Services team of ex-
perts with art historians, experts from the National Museum, and educators and
students from the Academy of Fine Arts in Wroclaw. The IBM Services team was
responsible for building the solution, ongoing maintenance, and developing the
app on IBM’s cloud which, in partnership with IBM’s Client Innovation Center in
Wroclaw, included training Watson (an IBM supercomputer which main task is
to understand questions posed in natural language and answer them using Al) to
respond to questions in Polish. The production launch of the project was preced-
ed by months of thorough quality tests conducted by the IBM and Museum pro-
ject teams — starting with building a knowledge base about the painting with
certain categories and questions that were tested with Watson’s Al to provide
the best answer for visitors to the painting. Since this app is developed using Al
technologies, it can learn based on the questions asked to it by each visitor; the
app can constantly improve the quality and accuracy of results.

There are no doubts that a neural network’s analytical abilities are higher
than any experienced art critic. It marks all the most minor details and features
of the work and compares them with each other. But, despite this, Al is entirely
unable to distinguish meanings and create a coherent narrative. Al can gener-
ate a verse similar to the work of a particular poet, but it doesn’t understand
what it’s about. It’s the same with painting — Al can analyse the technique of
a particular artist, find frequently encountered images, imitate them and send
them to print. Still, Al does this mechanically, unconsciously, at least for now.
Today, Al is only a tool that a person operates: it prepares the base for training
a neural network, sets the parameters according to which it will create, selects
results. The paintings, created using Al technologies, can be considered works
of art, since today in modern art, it is not the visualisation of something im-
portant but the act itself and the fact of this visualisation. However, the ar-
tistic significance of these paintings should not be overestimated. This is the
first. Secondly, in the situations when artists use neural networks and machine
learning algorithms, it is important to realise that Al can create something just
like a person, but, at the same time, it is capable of extraordinary, non-obvious
opportunities and solutions. But at the same time, the “smartest” neural net-
work does not know why it does its job. The smartest person cannot process
large amounts of data on an equal footing with a computer, so the only correct
solution in this situation is to work in symbiosis and solve problems together,
whether it is business, science or art.

Conclusions

Thus, new digital technologies in general and artificial intelligence in par-
ticular change radically the nature of “traditional” technical professions and
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affect creative processes, penetrating the artistic environment and causing the
emergence of such phenomenon as digital art. For example, without digital
processing and computer effects, it is impossible to imagine either modern cin-
ema or music — today, a “computer” has become a canvas, a brush, and a mu-
sical instrument literally. Perhaps, the next stage in the development of digital
art will be the use of the “computer” not as a tool for the implementation of
human ideas but as an independent creative entity: Neural Style Transfer, Deep
Dream technologies allow objects creation that does not differ much from hu-
man products. Nevertheless, even though the gap between Al and humans is
narrowing rapidly, so far, it is namely the person, who sets up the model, selects
training examples and uses technology for creativity.

Artificial intelligence provides extraordinary tools for creativity and a new,
unusual experimental field for artists in the visual arts and entertainment in-
dustry (Game and Film Design, computer-generated imagery (CGI), etc.). How-
ever, the more artificial intelligence technologies are used in creating works of
art, the more valuable an idea or a concept becomes. Today, when the perfor-
mance and physical implementation of a project can be “shifted” to Al, new
ideas become the main driving force in the development of art. The ideas gen-
eration may become the primary option not of a person but of a “machine”,
which, once again, proves the correctness of the assumption that every year
such human abilities as creativity, generation of new extraordinary ideas and
solutions will become more valuable. And the routine performance, the anal-
ysis of big data, etc., are the tasks for machines, and they perform this work
better than a human.

In the future, it is necessary to identify and analyse the dynamics of chang-
es in Al occurring within the general cultural processes of modern society, con-
sidering the pace of complexity and the scale of the spread of artificial intelli-
gence technologies.

References

Ben Snell. (n.d.). http://bensnell.io/ [in English].

Bostrom, N. (2016). Iskusstvennyi intellekt. Etapy. Ugrozy. Strategii [Superintelligence.
Paths, Dangers, Strategies] (S. Filin, Trans.). Mann, Ivanov i Ferber [in Russian].

Chui, M., Manyika, J., Miremadi, M., Henke, N., Chung, R., Nel, P., & Malhotra, S. (2018,
April 17). Notes From the Al Frontier: Applications and Value of Deep Learning.
McKinsey  Global Institute. https://www.mckinsey.com/featured-insights/
artificial-intelligence/notes-from-the-ai-frontier-applications-and-value-of-
deep-learning [in English].

Deloitte. (2017). Machine Learning: Things are Getting Intense. https://
www2.deloitte.com/content/dam/Deloitte/global/Images/infographics/
technologymediatelecommunications/gx-deloitte-tmt-2018-intense-machine-
learning-report.pdf [in English].

Helena Sarin. (n.d.). AlArtists. https://aiartists.org/helena-sarin [in English].

IBM Watson Al in the National Museum in Wroclaw. (n.d.). National Museum in Wroclaw.
https://mnwr.pl/en/ibm-watson-ai-in-the-national-museum-in-wroclaw/ [in English].

170



ADVANCED ISSUES IN ART CULTURE
ISSN 2410-1915 (Print) « Culture and Arts in the Modern World. Issue 22 « ISSN 2616-423X (Online)

Kabinet Ministriv Ukrainy. (2020 , December, 2). Pro skhvalennia Kontseptsii rozvytku
shtuchnoho intelektu v Ukraini [About Approval of the Concept of Development
of Artificial Intelligence in Ukraine]. Order (N2 1556-r.). https:/www.kmu.
gov.ua/npas/pro-shvalennya-koncepciyi-rozvitku-shtuchnogo-intelektu-v-
ukrayini-s21220 [in Ukrainian].

Karpenko, V. (2011). Hipotetychne maibutnie universalnoho shtuchnoho intelektu
[Hypothetical Future of Universal Artificial Intelligence]. Filosofiia nauky: tradytsii
ta innovatsii, 1(3), 57-64 [in Ukrainian].

Luger, G. F. (2003). Iskusstvennyi intellekt. Strategii i metody resheniya slozhnykh problem
[Artificial Intelligence. Structures and Strategies for Complex Problem Solving]
(4™ ed.). Vil’yams [in Russian].

Markoff, Dzh. (2020). Homo Roboticus? Lyudi i mashiny v poiskakh vzaimoponimaniya
[Homo Roboticus? People and Machines in Search of Mutual Understanding]
(S. Makharadze & V. Ionov, Trans.). Al’pina Pablisher [in Russian].

Matviichuk, A. (2011). Mozhlyvosti ta perspektyvy stvorennia shtuchnoho intelektu
[Opportunities and Prospects for Creating Artificial Intelligence]. Visnyk of the
National Academy of Sciences of Ukraine, 12, 3651 [in Ukrainian].

Napier, K., & Shamir, L. (2018). Quantitative Sentiment Analysis of Lyrics in Popular
Music. Journal of Popular Music Studies, 30(4), 161-176. https://doi.org/10.1525/
jpms.2018.300411 [in English].

Obvious. (2018). Edmond De Belamy. https://obvious-art.com/portfolio/edmond-de-
belamy/ [in English].

Quayola, D. (2017). "Jardins d’Eté' ['Summer Gardens']. Domain of Chaumont-sur-
Loire.  https://domaine-chaumont.fr/en/centre-arts-and-nature/archives/2017-
art-season/davide-quayola [in French].

Rassel, S., & Norvig, P. (2006). Iskusstvennyi intellekt: sovremennyi podkhod [Artificial
Intelligence: A Modern Approach] (K. A. Ptitsyn, Trans.). Vil’yams [in Russian].

Scott Eaton Artist+AlI: Figures & Form in the Age of Intelligent Machine. (2019). LUXlife.
https://www.lux-review.com/scott-eaton-artistai-figures-form-in-the-age-of-
intelligent-machines/ [in English].

Shvyrkov, O. (2005). Fenomen shtuchnykh intelektualnykh system: filosofskyi pohliad
[The Phenomenon of Artificial Intelligent Systems: a Philosophical Viewl].
Multiversum. Philosophical almanac, 47, 193-201 [in Ukrainian].

Yefremov, M. F., & Yefremov, Yu. M. (2008). Shtuchnyi intelekt, istoriia ta perspektyvy
rozvytku [Artificial Intelligence, History and Prospects of Development]. Journal
Zhytomyr State Technological University. Series: Technical Sciences, 2(45), 123-127
[in Ukrainian].

171



ADVANCED ISSUES IN ART CULTURE
ISSN 2410-1915 (Print) « Culture and Arts in the Modern World. Issue 22 « ISSN 2616-423X (Online)
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Kuiscokutl HayioHanvHUll yHigepcumem KyJaiemypu i Mucmeyms,
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Mera craTTi — PO3KpUTU Ccreludiky CTBOPEHHSI HOBUX TBOPiB MUCTENTBA 3a
IOTIOMOTOI0 TEXHOJIOTii WITyYHOrO iHTeNeKTy. MeTOmosorisa OOCTimKeHHs I'PYHTYETHCS
Ha 3aCTOCYBaHHi JiaJleKTUYHOTO METOAY 3 JOT0 MPUHLMUIIAMU CUCTEMHOCTI, PO3BUTKY
i €OHOCTI TONMSPHOCTEN, OCKIMbKY IHITYYHUII iHTENEeKT SK CKIaJHUI COLIiOKYIbTYPHMIL
(eHOMEH cCITOHYKa€E A0 (HOPMYITIOBAHHS OJHO3HAYHMUX BM3HAUEHb i BOJHOYAC 3MYIIYE 10
iaJIEKTMYHOTO TPAaKTYBAaHHS MOTO CYTHOCTi i BimHOWIEHb [0 cdep oro 3acToCyBaHHSI.
HaykoBa HOBM3HA OJep)KaHMX pe3yAbTaTiB MOJSATa€ B TOMY, IO IUITYYHUII iHTENIEKT
PO3MISIHYTO SIK CKJIaJHUK XYIOXKHbOI TBOPUOCTi, OfHE i3 3aBAaHb SIKOTO IOJISITa€ y BBEAEHHI
TEeXHIYHUX HOBAIIil1 y chepy TIaCchKOi KyIbTypu. BUCHOBKI. 3BepHEHO yBary Ha repeOyBaHHS
1Mo3a Ky/JAbTYPOJIOTIYHMM [OVCKYPCOM TPOOIEMATUKM IITYYHOTO IHTENEKTY, TOHi SK
BiJTOKpeMJIEHHSI ITPO6GIEMY IITYYHOTO iHTENEKTY BiJl KyIbTypyu HEMUHYYE MPU3BOAUTH 0
CIIPOILLEHOTO PO3YMiHHSI OCTaHHbOi. HarosnmomieHo, 0 akTyaabHICTh KY/IbTYPOJIOTiYHOTO
IOC/Ti/KEHHSI MITYYHOTO iHTEJIeKTy BU3HAYAETHCS MOIIMPEHHIM CUMOiIO3HUX (opM
B3a€MO/Iii KOpUCTyBaya i MI06aJIbHOTO MPOrPaMHOro 3a6e3MeYeHHs, [0 BUMAarae€ He CTiIbKU
OIIiHIOBAHHS Ta BUIIPaB/IeHHS] HETAaTUBHMX HAC/TiIKiB PO3IIOBCIOAKEHHS TEXHOJOTi 1, CKITbKU
BUPOOIEHHST METATEXHOJIOTI1 3 X Torepe/iskKeHHsI. 3i CBOTO 60Ky pediieKcist KyJIbTypH, KOJu
OCTaHHS BiKMIae ifmei TeXHOAMOKaINCKUCy i MOBCTAaHHS MalllH, MOXKe AATK MOIITOBX N0
BUHMKHEHHSI HOBMX CEHCIiB i MepCreKkTMB OJid JIOOMHU i KynbTypu. HaBemeHo mpukianu
3aCTOCyBaHHsI TexHOMOTi (3okpeMa, GAN Ta CAN) HITYYHOTO iHTE/NEKTy Y Cy4yaCHOMY
MUCTeNTBi. 3p06JIEHO BUCHOBOK, 1[0 UMM OijIbIlle y MPOoIeci CTBOPEHHS TBOPIiB MUCTEIITBA
BUKOPMCTOBYIOThCSI TEXHOJIOTiI IITYYHOIO iHTEJIEKTY, TUM Oijibllle 3pOCTa€ LiHHICTh imei,
KoHIemntlii. CbOTO/THi, KO/ BUKOHAHHS, Qi3MUHY peasti3allilo MPOEKTY MOKHA «TIePeKIacTI»
Ha IITy4YHUI iHTeeKT, caMe HOBI iflei CTaloTh OCHOBHOIO PYIIi/fHOIO CUJIOI0 B PO3BUTKY
MUCTenTBa. [eHepyBaHHS ifleli MOXKe CTaTy TOJIOBHOI (DYHKITI€I0 He JIIOAVHHA, & «MalIHI»,
0 BKOTpPE JOBOAUTDH MPABMIBHICTh MPUITYIEHHS, 0 3 KOXKHUM POKOM OiTbIll I[iIHHUMU
CTaBaTMMYTh Taki 3MiOHOCTI JIIOAVHMU, SIK KPeaTUBHICThb, 3[ATHICTh TeHEpyBaTM HOBI
HeopAMHAapHi ifel i pinieHHs. A BUKOHAHHS PYTMHHUX oTlepalliii, aHasi3 BeIMKUX JaHUX Ta
iH. — cIpaBa MalllMHY, SIKa BUKOHAE 1ie 3aBIaHHs ysKe Kpallle 3a JIOIUHY.

Knwouosi cnosa: mTydHUiT iHTeNEKT; HefpOHHA Mepeska; aJIrOPUTM MAaIIMHHOIO
HaBYaHHS; TBip MUCTeITBa
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Kuesckuli HayuoHanvHelii yHUGepcumem Kyasmypal U Uckyccms,
Kues, Ykpauna

Llesnb cTaThM — paACKPBITh CIENUGUKY CO3IAHUS HOBBIX MPOU3BEAEHMUIT MCKYCCTBA
C TIOMOILBI0 TEXHOJOIMI MCKYCCTBEHHOIO WMHTes/eKTa. MeTomonorust MUcciaenoBaHms
OCHOBBIBAETCS Ha IIPMMEHeHUM AMAIeKTUYeCKOr0 MeToa C ero MPUHLUMUIIAMU CUCTEMHOCTH,
pasBUTHUS M €OUMHCTBA IIPOTUBOIIONOKHOCTEN, [TIOCKO/IbKY MCKYCCTBEHHbI MHTEJIEKT KaK
CJIOKHBIN COIVMOKY/IBTYPHBIN (DeHOMEH CKJIOHSIET K (DOpMYIMPOBAHUIO OZHO3HAUHBIX
ompefie/ieHNI T U B TO Xe BpeMsl TpebyeT AMATEKTUUYECKO TPAaKTOBKM €ro CyIIHOCTU
U ouepumBaHuUs chep ero npumeHeHus. HayuHass HOBU3HA TOTYUYEHHBIX Pe3y/IbTATOB
COCTOMT B TOM, UYTO MCKYCCTBEHHbBII MHTE/VIEKT pacCMaTpMBaeTCsl KaK COCTaBHAs
XYL 0’)KeCTBEHHOI'O0 TBOPYECTBAa, OLHO M3 3aJaHMil KOTOPOM — BBeLEeHMEe TeXHUYEeCKUX
HOBaLM1 B chepy YesoBevyecKoii KylbTypbl. BeiBogbl. O6paleHo BHUMAaHKe Ha MpebbiBaHme
BHE KY/IbTYPOJOTMYECKOTO OUCKypca TPOOJEeMATUKM MCKYCCTBEHHOTO WHTEJUIEKTa,
TOTZA KaK OTHe/IeHVe MPo6sieMbl MCKYCCTBEHHOTO MHTE/UIEKTA OT KYJIbTYPhl HEMUHYEMO
NIPUBOLUT K YIPOILEHHOMY MOHMMAaHMIO mHociaefHel. [lomuepkHYTO, UTO aKTyaJbHOCTb
KYJIbTYDOJIOTMYECKOTO  UCCIeLOBaHMSI  MUCKYCCTBEHHOIO MHTEeJ/UIeKTa  OIpelessieTCs
pacrpocTpaHeHreM CMMOMO3HBIX (DOPM B3aMMOAEICTBUSI TIOb30BATENS U TVI06ATBHOTO
MPOTPaMMHOT0 06eCIeYeHNsI, UTO TPeOYeT He CTOJIbKO OIIeHKY Y ICTTPABJIEHVST HETATUBHBIX
MOC/IeICTBUIT PACIIPOCTPAHEHMSI TEXHOJIOT U, CKOJIBKO BHIPAOOTKM METATEXHOJIIOTUMA T10 UX
npenytpesxaennio. Co CBoeit CTOPOHbI, pedIeKCHsT KybTYPbI, KOT/Ia TIOCIeIHSISI 0OTOPachiBaeT
uaeyn arnoKaJInUICKCa U BOCCTaHMSI MAlIMH, MOXKET JaTh TOTYOK K BOSHMKHOBEHMIO HOBBIX
CMBIC/IOB ¥ IMEPCIIeKTUB [JIs1 YyejoBeKa M KyJAbTypbl. [IpMBeneHsl npuMepsl NpUMeEHeHMs
TexHonorui (B yactHoctv, GAN m CAN) MCKyCCTBEHHOTO MHTE/JIEKTa B COBPEMEHHOM
uckycctBe. CliesaH BbIBOI, UTO UeM GOJIbIIIe B MPOIeCce CO3AaHMS IPOU3BENeHMIT ICKYCCTBA
MCTIONB3YIOTCS. TEXHONOTMM MCKYCCTBEHHOTO WMHTeNIeKTa, TeM O0ojbllie Bo3pacTaeT
LIEHHOCTh uaeil, KoHuenmuu. CeromHs, KOTAAa WCIONHeHue, (PU3NUecKyr peaan3aliuio
[IPOEKTa, MOXKHO <«IIepeIOKUTb» Ha MCKYCCTBEHHDBIN MHTE/IEKT, MMEHHO HOBbIe UIeu
CTaHOBSITCSI OCHOBHO IBVDKYILEN CUIION Pa3BUTHS UCKYCCTBA. [eHepupoBaHue e MoxxeT
CTaTh IJIAaBHOI (YHKIME He YeslloBeKa, a «MalIMHbI», YTO B OUEPEAHOI pa3 TOKa3bIBaeT
MPaBUWJILHOCTb MTPEITONIOXKEHMUS, UTO C KKIBIM rOIOM 60Jiee 1eHHBIMY 6YIYT CTAHOBUTbCS
Takue CIOCOOHOCTM YelIOBeKa, KaK KPeaTUMBHOCTb, CIIOCOOHOCTh T€HEePUPOBATb HOBBIE
HeOpIMHAPHbBIE UIeV U PelleHUs. A UCIIONIHeHMe PYTUHHBIX Olepanyii, aHaau3 60IbIInX
JaHHBIX U T.II. — [1eJI0 MallMHbI, KOTOPAsl BBIIIOJIHUT 3TO 3aa4y yKe JIyJllle yel0BeKa.

Knruesole c106a: NCKyCCTBEHHBIV MHTENIEKT; HEJIDOHHAS CeTh; JITOPUTM MAIIVHHOTO
00y4yeHUs ; Mpou3BeHeHMe UCKYCCTBA
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The purpose of the article is to define Vasyl Yemets’ impact on the development of
Ukrainian and world musical culture. The research methodology provides a theoretical
method to reveal different aspects of the issue under study; historical method to systematise
and synchronise information and investigate the issue essence, cultural method to trace
individual stages of the artist’s work and reveal his specifics performing skills. The scientific
novelty of the study is to determine Vasyl Yemets’ contribution to the development of
Ukrainian bandura art, the features of its Instrumental performance and theoretical
results, which has become an essential tool for preserving and spreading Ukrainian culture.
Conclusions. It is proved that Vasyl Yemets’ contribution to the world and Ukrainian musical
culture consists in developing his own combined way of playing, mixing the traditions of
Kharkiv, Chernihiv and Poltava schools. It is proved that he went down in the history of
the twentieth-century bandura art as a soloist-performer of a new concert type-virtuoso-
instrumentalist, composer and arranger, bandura designer-innovator, author of scientific
and journalistic works on the history of Kobzar art, as well as as an artist who brought
Ukrainian musical culture to the world level, proposed the standard of the solo concert
performance on the instrument and formed the principles laid down in the basis of the work
of his followers in the Ukrainian cultural and musical environment of Europe and America.

Keywords: Vasyl Yemets; Bandura art; Ukrainian culture; virtuoso instrumentalist;
combined way of playing

Introduction

At the present stage, it is essential to emphasise the importance of foreign
emigrant centres, associations, and the work of individuals who have worked in
different countries worldwide to preserve Ukrainian culture and art to acquaint
the world with them.

Bandura art became a cultural phenomenon, a national-artistic outpost,
which contributed to the development of Ukrainian culture, preserving its na-
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tional achievements. Today, this art form is a tool for affirming national ideals
(Morozevych, 2003, p. 17) and an integral part of the cultural heritage. Thus, we
can preserve national history consciousness and cultural values.

According to the researcher of Ukrainian abroad bandura art V. Dutchak,
subjects, first of all, artists-performers as creative personalities, appear as its
important component along with artefacts, a specific kind of activity, estab-
lishments and social institutions and the cultural and artistic environment
(Dutchak, 2015, p. 178). Therefore, it is vital to explore artists’ work who have
dedicated their lives to Ukrainian art. Vasyl Kostovych Yemets (1890-1982),
a virtuoso of the Ukrainian bandura and the founder of the first Kyiv bandura
choir, is one of such figures whose understanding of his creative contribution
to the world artistic heritage and the development of Ukrainian bandura art is
relevant today.

Recent research and publications analysis. It is necessary to single out
the works of such authors as R. Didenko (1962), I. Druzhha (2018), L. Horlyt-
sia (1970), V. Dutchak (2006, 2009-2010, 2015, 2018), V. Yesypok and A. Iva-
nysh (2018), P. Matsenko (1961), V. Mishalov (2020), N. Roman (2019), U. Sam-
chuk (1976) and others among the works devoted to the analysis of Vasyl Yem-
ets’ work, his contribution to the formation of Ukrainian bandura art. The art-
ist” works (Yemets, 1923, 1961, 2001) and the anniversary commemoration of
his 25-year work (Yemets, 1936) are an important segment of the source base.
There are no generalising works that would reveal the significance of his work
for Ukraine and the world, although many authors turned to the study of the
work of V. Yemets.

Purpose of the article

The purpose of this article is to determine the contribution of Vasyl Yemets
to the development of Ukrainian and world culture.

The research methodology is based on historical, theoretical and cultural
approaches, which application allowed to consistently trace the artist’s creative
activity to reveal the specifics of his performing skills.

Main research material

Vasyl Konstovych Yemets was born on December 15, 1890, in Sharivka,
Bohodukhiv district, Kharkiv oblast, in a Cossack family. Family traditions and
views influenced the worldview of the future artist. Kobzars, in particular Ivan
Kucherenko-Kuchuhura and Pavlo Hashchenko, often visited their parents’
house. Their work, singing about the Cossack past, contributed to the forma-
tion of the creative preferences of V. Yemets (Koval, 2005), the desire to master
the kobza art. I. Kuchuhura-Kucherenko helped the future musician to master
the Zinkiv (Kharkiv) way of playing an instrument, developed by Hnat Khot-
kevych (1877-1938) based on the folkway of bandura playing, which was used
by Slobozhan kobzars. Banduras for playing in the Kharkiv way differ from tra-
ditional ones in their design, which allows you to play with both hands. Having
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mastered the instrument, the artist connected his further creative and scientif-
ic activity with music. Regardless of the country where he lived, he continued
the work of his life, associated with Ukrainian folk instruments, the spread of
Ukrainian culture in Ukraine, Europe and America.

V. Dutchak singles out three periods in V. Yemets’ creative biography:
1) Ukrainian-Russian (1890-1918), during which his performance style was
formed on the basis of the Kharkiv school of playing, solo concert skills, organ-
isational and teaching work (kobzar school in the Kuban, the Moscow circle,
the founding of a chapel in Kyiv and educational activities in the ministry);
2) European (1919-1938) — final formation as a virtuoso performer, touring
Europe and America, continuing studies in Czechoslovakia and intensification
of journalistic activities; 3) American (1938-1962), which is characterised by
design searches, performance and sound recordings of traditional and set in-
strumental bandura repertoire (Dutchak, 2009-2010, p. 11).

The period of 1890-1918 became important in the professional and cre-
ative development of V. Yemets. The first performance (in December 1911 at
the Shevchenko Event in Okhtyrka with the Excavated Grave song) caused
a particular resonance, and the musician began to work hard to improve his
skills. During his studies at the Department of Natural Sciences of the Faculty
of Physics and Mathematics at Kharkiv University, he simultaneously expanded
his repertoire and began concert activities. In addition, he performed at the
Mirror of Life Kharkiv Cinema, where he gained experience in artistic, pedagog-
ical and organisational activities (Roman, 2019, p. 262). At the university, the
musician founded a student bandura band.

Vasyl Yemets bought the first concert instrument (performed by the Kyiv
bandura master Antin Paplynsky) in 1908. It was tuned diatonically and had
32 strings — 8 basses and 24 triple strings. In 1912, V. Yemets ordered a new
instrument, more advanced, which had 12 bass and 22 high strings, also tuned
diatonically from Paplynsky. It became the main concert instrument of the
musician, who accompanied V. Yemets on his Europe and North America tour
(Mishalow, 2020).

The artist improved not only in his musical work. When he was 22 years
old (1912), the first scientific publication was published in the Snip Kharkiv
magazine under the “Revival of the Bandura” title. The following year, M. Bo-
guslavsky, a government official of the Cossack Kuban-Black Sea Railway,
thanks to which the kobzar tradition developed in the Kuban in the early 20"
century, offered V. Yemts to move to Katerynodar (now Krasnodar, RF) (Dutchak,
2009-2010, p. 3). Boguslavsky organised two Kuban kobza schools (1913 and
1916) at the Ekaterinodar Enlightenment, where about forty students studied
(the first school was headed by Vasyl Yemets, the second one was directed by
Oleksiy Obabko) (Nyrko, 2001, p. 10). The school run by V. Yemets was named
“The first Kuban Kobzar School”. The repertoire consisted of Ukrainian folk and
author’s songs of lyrical and humorous nature (“The girl stood in the halls”,
“A Cossack rode across the Danube”, “Oh, behind the grove, the grove”, “Pop-
lar” in the words of Taras Shevchenko, etc.). “It should be emphasised,” says
V. Dutchak, “that the Kuban Kobzar School was the first attempt in bandura
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art history to establish educational institutions of bandura players outside
Ukraine” (Dutchak, 2009-2010, p. 4).

The artist returned to Kharkiv after working in Katerynodar (1913).1In 1914
he was forced to transfer from Kharkiv to Moscow University because he or-
ganised a student protest against prohibition to celebrate Taras Shevchenko’s
100" anniversary.

In 1916, Yemets performed at the Bolshoi Theatre (now the Bolshoi The-
atre of Russia) in a concert to benefit the war participants’ families. The mu-
sic reviewer called V. Yemets a “virtuoso artist” in the columns of the Moscow
newspaper Russkoe Slovo after his performance at the concert in memory of the
singer (Kharkiv resident) I. Alchevsky in 1917.

In 1918, the musician moved to Kyiv, worked in the Ministry of Education
of the Ukrainian People’s Republic under the Hetmanate and the Directory
(Zheplynskyi & Kovalchuk, 2011, p. 82). The events that took place in Ukraine
at that time did not leave the artist aside. In January 1918, he took part in de-
fence of Kyiv from the Bolshevik troops (Dutchak, 2006). He created and headed
the first Kyiv Bandura Band while working in the secretariat of the Ministry of
Education of the Ukrainian People’s Republic and with the support of Pavlo
Skoropadsky. Her debut took place on November 3, 1918, at the Bourgogne The-
atre (now the Lesia Ukrainka Russian Drama Theatre in Kyiv). The instrumental
basis is the Chernihiv (Kyiv) way of playing. The programme of the performance
included folk songs (“Yes, the eagle flew”, “Hey, the reapers are reaping on the
mountain”, “We are Haidamaki”, etc.), instrumental works (“Kiselyk”, “Dove”,
“Greeks”), dumas (“About Morozenko”, “Duma about the Death of a Cossack
Bandurist”, “Cossack Marching”) and author’s works “Challenge” and “Hopak”
by M. Kropyvnytskyi. “Ukraine is not Dead yet” by P. Chubynsky and M. Verbyt-
sky was heard in the concert’s finale (Dutchak, 2009-2010, p. 4). Later there
were performances at the Ukrainian Workers’ House, the Les Kurbas Young
Theatre. In 1919, after the overthrow of the Hetmanate, the kobzar choir be-
came part of the Republican Chapel, with which conductor Oleksandr Koshyts
visited Europe and America (Koval, 2005).

The emergence of duets, trios, ensembles, which continued the traditional
forms of music, became a new phenomenon in the bandura art at that time.
Developing the art of bandura playing, V. Yemets created a bandura choir, in
the work of which he combined the ways of playing of Sloboda, Chernihiv and
Poltava schools (Boiko, 2013).

The artist took part in a campaign in Kyiv during military service in the
summer of 1919. While in the army, the musician performed concerts for sol-
diers in various Ukrainian cities: in the front line at the Lypovets, Kozyatyn,
Mohyliv-Podilskyi railway station; sang to the Sich Riflemen in Ternopil. His
playing raised the fighting spirit, gave strength.

However, the situation in Ukraine had changed. On November 25, 1919, the
Minister of Education of the Ukrainian People’s Republic Ivan Ohienko sent
V. Yemets abroad on a concert tour to acquaint the “bandura artist” with “Eu-
ropean citizenship with the national Ukrainian musical instrument — kobza”
(Koval, 2005). Some sources say that this tour actually saved the artist’s life.
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Nevertheless, the musician never returned to Ukraine. In 1920 he emigrated to
Czechoslovakia.

In the early 1920s, during his stay in Prague, Yemets formed a second bandu-
ra choir, studied at the Prague Conservatory, and later studied at one of the Ber-
lin Conservatories. In addition, he studied conducting with the music theorist
and assistant to the famous conductor O. Koshyts — Professor P. Shchurovska-
Rosinevych (Korotia-Kovalska, n. d.).

He also performed in camps for interned Ukrainians. In 1923, the Kobza So-
ciety invited the musician to teach bandura playing and organise an ensemb]e.
In former Czechoslovakia, V. Yemets collected halls, which testifies to the high
professional level of the musician and the popularity of Ukrainian musical art
once again.

V. Yemets’ book “Kobza and Kobzars”, prepared by the publishing house
“Ukrainian Word” and published in 1923 in Berlin, became an important event
(Yemets, 1923). The author chronologically researched the preconditions of
kobza origin, its evolution, characterised the instrument, repertoire of kobzars,
revealed their historical portraits, features of training and performance in the
book. He also noted that in the late 19™ century, they talked “about the decline
of our ancient musical instrument — the kobza and the death of folk kobzar
singers” (Yemets, 1923). The author linked this to the death of the famous kob-
zar Ostap Veresay but noted that at the same time, entire kobzar professional
organisations-fraternities existed in Ukraine. In addition, the interest in kobza
grew after the 12™ Archaeological Congress of 1902 and the performance of
kobzars led by Hnat Khotkevych.

As Vasyl Yemets noted, the revolution of 1917 improved the situation of
kobzars, the people woke up from political and national captivity, and the kob-
zars thoughts and songs contributed to this. However, over time, things turned
out differently, “a cold wind blew from Muscovy and, blowing great frosts,
beat many May flowers, many good measurements...” (Yemets, 1923). The re-
searcher noted that one could only guess at the difficult life in the homeland.
Yemets was studying the Ukrainian kobzars biographical data, giving the rea-
sons for their executions. Despite those difficult times, he expressed hope that
over time the situation would improve, and joyful singing would be heard in
Ukraine, and then not only fighters but also blind singers who also did useful
work for Ukraine with a kobza in their hands would be remembered, (Yem-
ets, 1923).

Although bandura art could not develop in Ukraine at that time, the situa-
tion was much better outside it. Memories and photographs of that time testify
to the popularity of the bandura among Ukrainian emigrants in Prague. The mu-
sician has organised ensemble groups at the Ukrainian Academy of Economics
in Podebrady, in 1923 he founded the second bandura choir, has been published
in Czech editions, in which he spoke about the bandura art, performers, empha-
sised the important role of H. Khotkevych in popularising the innovations of
the bandura. V. Yemets conducted more than 40 tours in Transcarpathian cities
during his stay in Czechoslovakia (Presov, Khust, Mukachevo, Yasinia, Tyachiv,
etc.) (Dutchak, 2009-2010, p. 9).

178



ADVANCED ISSUES IN ART CULTURE
ISSN 2410-1915 (Print) « Culture and Arts in the Modern World. Issue 22 « ISSN 2616-423X (Online)

The European period in the musician’s life began at the beginning of his
Czechoslovakia work. He has performed in many countries, including the Czech
Republic, Germany, Lithuania, Poland, Canada and the United States at the time.
His performances in the aristocratic and political salons of Paris, Nice, and the
French Riviera were successful, as evidenced by the reviews in the newspapers.
In the 1930s, V. Yemets was the accompanist of singer Sofia Verbytska. Together
they have toured France and Belgium. Their concert programme has included
not only Ukrainian songs. The French company PATE has released recordings of
these performances; the press has written that they have been the best record-
ings of Ukrainian songs ever made (Mishalow, 2020).

While living in Europe, the musician has toured in North America, includ-
ing the United States. There V. Yemets has held more than thirty-five concerts
in New York, Boston, Philadelphia, Chicago, Pittsburgh, Detroit, Cleveland and
other cities. Performances were held in front of both Ukrainian and American
audiences, thanks to which the circle of fans of Ukrainian musical art increased
(Dutchak, 2018).

The repertoire of instrumental works expanded from year to year. Initially,
there were folk dance melodies and marches complicated in form and by the
variations use. Potpourri, based on folk melodies, passages and parts with var-
iations in performance technique, were added to them in order to show the in-
strument and the artist technical capabilities. The compositions appeared using
melodies popular in different ethnographic regions of Ukraine: “In the Steppe
of Ukraine”, “From the Crimean Mountains”, “In the Carpathians” (Mishalow,
2020).

At the celebrations dedicated to the 25" anniversary of Vasyl Yemets’ work
in Winnipeg (Canada, 1936), his friend, musicologist, conductor Pavlo Matsen-
ko presented the artist as a man of high skill who dedicated his work to Ukraine
(Korotia-Kovalska, n.d.).

In 1940, V. Yemets finally moved to the United States (to Los Angeles),
where he remained to work for the rest of his life. The artist continued to
make banduras, write music and scientific and journalistic works. Yemets
promoted the bandura as a performer, and he published articles on the his-
tory of kobzarism in the Ukrainian and foreign press. The musician’s scien-
tific achievements in US periodicals, such as the “Workers’ Union Calendar”,
“Narodnaya Volya”, “Kobzar’s Letter”, played an important role in promot-
ing Ukrainian art, as they introduced the world community to music culture
(Dutchak, 2018).

The artist experimented with banduras for about eight years. Finally, he
made an instrument (14 bass strings and 36 strings), thanks to whom he the
first time performed the first part (Adagio) of Beethoven’s “Moonlight Sonata”
in 1946. The experiments lasted until 1952, culminating in the appearance of
a bandura, which had 62 strings and 5 full chromatic octaves (Yemets, 1961,
p. 236). This instrument in synthesis with the Kharkiv way of playing (equal
playing of both hands) helped to realise the musician’s dream — to make the
bandura suitable for classical music, which made it possible to attract transla-
tions of music by L. Beethoven, F. Liszt, A. Dvorak, P. Tchaikovsky, etc. to the
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repertoire of the Ukrainian bandura player (Yesypok & Ivanysh, 2018, p. 136).
V. Yemets became one of the first bandura players to translate works by classi-
cal composers on world concert stages.

V. Yemets created and recorded the author’s original bandura repertoire, as
well as translated works throughout his life. Furthermore, he synthesised his
own combined way of playing, which absorbed the best traditions of Kharkiv,
Chernihiv and Poltava schools, used traditional kobza playing techniques, in-
volved the latest instrument timbre interpretation in the process of creative
search (Dutchak, 2018).

During the 1930s and 1980s, V. Yemets recorded his own compositions on
gramophone records (“From the Ukrainian Steppes”) (“Bandura Solo”), “Maxim
Kozak Zaliznyak” (folk song, voice with a bandura, Columbia) at the well-known
company “Columbia” in the USA, F-27240, Issue 1930; STINSONUSA, 207, copy,
issue in the 1940s)); monophonic cassette AMREH Type I (one-sided recording
in two channels of the work “In the mountains of Ukraine” (January 2, 1978));
stereo cassette 80BGU Type I (“Family holiday — the 85" anniversary of the
glorious virtuoso V. Yemets”, at his home, Hollywood, 1975)); monophonic
cassette REALISTIC (RadioShack) Type I, which contains fragments of a spe-
cial radio program “Song of Ukraine” (Los Angeles, March 22, 1981)) (Yesypok
& Ivanysh, 2018, p. 136).

As V. Mishalov (2020) rightly notes, V. Yemets was a unique personality
and musician who significantly influenced the development of bandura playing
technique, repertoire and instrument design. Traditional kobzar playing and
innovations of modern concert performance are present in his work.

You can get information about the performance, technique of owning the
instrument, repertoire, style of the musician’s work thanks to sound recordings.
We clearly hear the technique of the Kharkiv school and the possibilities of the
bandura in the fantasy “From the Ukrainian steppes”, based on the themes of
the Ukrainian folk song “Tell me the truth” and the dance “Cossack”. Possession
of the glissando technique is noticeable in “Kozachka”. The tremoland tech-
nique is used to perform the long melody “Tell me the truth”. The composition
“In the Mountains of Ukraine” is based on the theme of Hutsul dance “Arkan”,
Kolomyia leitmotifs, motifs from the song “Shepherd on the Flute Sadly Wins”,
and fragments of Cossack dumas (Yemets, 1961, p. 236).

Variations of “Breath of the Ukrainian Night” on M. Starytsky’s song “What
a Night, Lord”, “Rain”, “Snow” (“Blizzard”), “Bells”, plays “Homin from Ukraine”
and “Dancing Snowflakes”, “Over the Dnieper” musical fantasy, “From the Car-
pathian Mountains”, as well as patriotic vocal and instrumental works “Kozak
Sharivka”, “About Kruty” among other author’s compositions V. Yemets are also
worth mentioning (Druzhha, 2018, p. 263).

In 1961, the solemn celebration of the 50 anniversary of the outstanding
Ukrainian bandura player creative activity took place on the Ukrainian Literary
and Artistic Association initiative in Los Angeles. That same year, his health
deteriorated after the Saritol recording: he had difficulties working due to hand
problems. V. Yemets wrote in a letter to the Black nobility dated February 15,
1978: “I not only didn’t teach anyone to play for a long time, but I don’t even
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remember when I was holding a bandura in my hands, and my vulnerability and
feelings are to blame ...” (Matsenko, 1961).

The artist devoted the last years of his life to writing memoirs about con-
cert trips and preparing the mentioned instrumental music record. Vasyl Yem-
ets died on January 6, 1982, in Los Angeles. Today his repertoire includes more
than 200 works.

Conclusion

It is substantiated that V. Yemets developed his way of playing, combining
traditional techniques with the latest timbre interpretation of the instrument
and the traditions of Kharkiv, Chernihiv and Poltava schools during hard work
and long creative search. The phenomenon of the artist is revealed: he managed
not only to increase the instrument performing potential significantly, thus lay-
ing the foundations for bandura performances on the world stage, but also to
create favourable conditions for the development of traditional Ukrainian folk
art in non-traditional conditions bandura art using. Thus, V. Yemets entered the
history of bandura art of the 20" century as a soloist-performer of a new con-
cert type — virtuoso-instrumentalist and singer, who was able to combine the
traditions of academic musical art on string instruments, achievements of folk
artists-kobzars and his own technical achievements in bandura as a composer
and arranger, designer-inventor bandura, bandura organisers in Kyiv.

V. Yemets’ scientific and journalistic work on the kobzar art history and the
activity as the educator and populariser of national musical art logically com-
plements his performing, compositional works and enriches the artist’s contri-
bution to the development of Ukrainian and world music culture.

V. Yemets took Ukrainian music culture to a new level and has presented
it to the world (Poland, Czechoslovakia, Germany, France, Belgium, USA and
Canada).
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Merta cTaTTi — BU3HAUUTU BHECOK Bacuist EMIIS Y PO3BUTOK YKPaiHChKOI Ta CBiTOBOI
MY3MUHOI KyJAbTypu. MeToau AOCTiIKeHHS: TeOPeTUUHUII (JoToMara€ po3KpUTU DPi3Hi
CTOPOHU NOCTIIKyBAHOTO MUTAHHS), iCTOPMYHMIL (332 ITOMOMOIOI0 MeTOAy iH(popMmaliio
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MOMIMPEHHST YKpaiHCbKOi KyabTypu. BucHoBkM. OOIpYyHTOBAaHO, W0 BHECOK Bacwuis
EMIS y CBiTOBY Ta yKpaiHChKYy MY3UYHY KyJIbTYpy IOJSITA€E y BUPOOJEHHI BJIACHOTO
KOMOIiHOBaHOTO CIOCOOYy Tpwu, TOENHAHHI TpaAuiliii XapKiBChbKOi, YEepHIriBChbKOi Ta
MOJITABCHKOI MIKiJI. [IOBe[IEHO, IO B icTOpit0 6aHAypHOTO MucTenTBA XX CT. BiH YBIIIIIOB SIK
COJTiCT-BMKOHABeIb HOBOTO KOHIIEPTHOTO TUITY — BipTy03-iHCTPYMEHTAaNiCT, KOMIIO3UTOPD
i apaHXyBaJIbHMK, KOHCTPYKTOP-HOBATOp OaHIyp, aBTOP HAYKOBO-ITyOIiIVICTUIHUX
mpailp 3 icTopii K063apChKOIO0 MUCTEITBA, @ TAKOXK SIK MUTEIlb, SIKMii BUBIiB YKPaiHCHKY
MY3MUHY KYJIbTYPY Ha CBiTOBUIiI PiBeHb, 3alIPONOHYBAB CTaHAAPT COIBHOTO KOHILIEPTHOTO
BMKOHABCTBA HA iHCTPyMeHTi Ta chopMyBaB MPUHIUITY, 3aKJIaJIeHi B OCHOBY TBOPYOCTI
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Lenb cTaTbu — onpenenuTsb BKIaA Bacunus EMiia B pasBuTue YKpauHCKOM M MUPOBOJ
MY3bIKaJIbHOM KyJbTypbl. MeTONbl MCCIeA0BaHMUS: TEOPETUUECKHUI (TTOMOTaeT PacKpPbITh
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OTHEeJbHbIE 9Tallbl TBOPYECKON MOEesITEIbHOCTM MY3bIKAHTA, PAaCKPbITh CIEIUPUKY
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criocoba UIPhI, COUETAaHMM TPAmMIMIi XapbKOBCKOJ, UYEPHUTOBCKON M TOJITaBCKOi
IIKOJ. JIoKa3aHO, UTO B MCTOPMIO GAHIYPHOTO MCKycCcTBa XX B. OH BOIIEN KaK COJIMCT-
UCIIOJTHUTEIb HOBOTO KOHIIEPTHOTO TUIIA — BUPTYO3-UHCTPYMEHTAIUCT, KOMIIO3UTOP
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The purpose of the article is to analyse the influence of the system of compositional
techniques and graphics of the All-Ukrainian Photo Cinema Administration Film Poster
School and Ukrainafilm on domestic graphic design. Research methodology. The author
has applied historical, art history, and comparative analysis. Scientific novelty. Through the
similarity matching in the world and Ukrainian design and the study of the use of design
schemes, techniques and tools that are permanently used in graphic design, we reason
the influence of the Ukrainian Poster School of the 1920s and 1930s on contemporary
graphic design practice. Conclusions. Despite a long break for ideological grounds in the
functioning and study of Ukrainian graphic design in the middle of the twentieth century,
we record a noticeable influence of the means and techniques of Ukrainian poster art on
modern trends. These are general compositional techniques: placing a formatted face or
figure as a dominant on the entire plane of the image, designing a composition on the
principle of a “playing card”, deliberately replacing grounds on the inverted perspective.
There are local techniques: concentric circles as a compositional dominant, filling the main
character’s glasses with visual elements or font content, and rhythmically repeating visual
elements or font groups. The identified similarities can be valuable in the young designers
training, taking into account the general development of Ukrainian graphics” history and its
single branch graphic design. It is also possible to use these schemes, techniques and tools
in contemporary design education as a methodological basis for teaching poster design,
designing, composition, layout and modelling.

Keywords: poster; Ukraine; All-Ukrainian Photo Cinema Administration; Ukrainafilm;
contemporary graphic design; the first third of the twentieth century; design education

Introduction

The system of compositional techniques and graphic tools, which was
developed and implemented in the production film advertising practice of

© Andrii Budnyk, 2021 The article was received by the editorial office: 09.12.2020
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All-Ukrainian Photo Cinema Administration, and later “Ukrainfilm” is a valua-
ble heritage of Ukrainian poster graphics of the 20™ century. Creative findings
made for a decade influenced the domestic graphic design and had and still
have analogues in global design. The used schemes have proven to be so viable
that they continue to be used in new graphic practice and can be valuable in the
young designers training.

Methodology and review of related literature and studies. Over the past dec-
ade, increasing attention has been paid to the basics of Ukrainian graphic design
and poster, in particular. Research by A. Andreikanich (2013, 2014), A. Budnyk
(2017), articles and scientific catalogue by L. Hutnyk (2010, 2018, n. d.), gift edi-
tions by Dovzhenko Centre (Silantiev et al., 2015) bring out of oblivion a whole
layer of Ukrainian graphic culture, closely connected with another branch of
art — cinematography. Sources in the form of catalogues of works by masters
of the Ukrainian poster (Verba, 1977) and studies of the Soviet era by the au-
thor I. Zolotoverkhova (1983) remain invaluable. O. Lahutenko (2006, 2007, 2011)
made an essential contribution to the poster art review as a branch of Ukrainian
graphics. There is increasing attention to the content mentioned above on the
Internet and promotion of Ukrainian language posters on Reklamafilm interna-
tional websites (https://www.reklamafilm.com), Soviet political poster (http://
redavantgarde.com). Admins of these resources are frequently seeking advice on
Ukrainian artists’ biographies in the structural divisions of the National Union of
Artists of Ukraine. There are auctions specialised in posters ("Iz vsekh iskusstv”,
2016), large exhibitions, where you can trace the development of the genre you
are interested in ("Efemeroidy. XX stolittia", 2016). Western publications on this
topic were striking in their high-quality printing, for example, the album ordered
by Susan Pack (Pack, 1995), (Strizver, 2017) and the edition called by N. Baburina
and made up and edited by M. Anikst (Anikst & Baburina, 1991). These publi-
cations and library collections (Hutnyk, n. d.) are essential components of the
empirical research base.

Some articles are published on the ties between constructivism and the lat-
est graphic design — in particular, Russian scientists A. S. Shutova and T. Y. By-
strova (2014) and American researcher Ilene Strizver (2017) wrote about this.
But such a comparative analysis is usually based on the practical legacy of Rus-
sian designers, which does not show a broad picture. There are individual cases
of addressing the Ukrainian heritage in a poster, for example, in the article by
L. Hutnyk (2010) about Timofii Liashchuk’s film posters. The researcher cor-
rectly points out the artistic techniques used in works (Liashchuk is the author
of 67 film posters), such as photo collage, dominating a large face, personifica-
tion (Hutnyk, 2010, p. 583), but does not provide art and historical review of the
origins of these artistic and graphic solutions, which were used by artists in film
ads at the request of Ukrainian film studios back in the 1920s and 1930s.

Therefore, however making new arrays of information available to the pub-
lic and attempts to structure it by various indicators (the history of cinema,
directing, a famous actor, products of a film studio or its division, a selection
of works by a single author) are appreciative, not so often works are published
on the system analysis of compositional construction, artistic means and tech-
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niques, as well as their origins and relationships in the domestic graphic cul-
ture. Thus, it is worth trying to compare significant periods in the development
of Ukrainian graphic design using historical, art and comparative review.

Purpose of the article

The purpose of the article is to analyse the influence of the system of com-
positional techniques and graphics of the All-Ukrainian Photo Cinema Admin-
istration Film Poster School and Ukrainafilm on domestic graphic design (up
today).

Main research material

In the 1920s and 1930s, the poster, as a genre, overcame the half-centu-
ry bent for easel painting, moved to the facades of cinemas, poster pillar, city
streets, developed its graphic language and a system of graphic means and
compositional techniques. In one respect, it was supported by the community
and political situation, certain hopes and the demand of society for a renewed
life, and on the other, by technological progress in the fields of cinema and
book-printing. The short period of the All-Ukrainian Photo Cinema Adminis-
tration’s work (1922-1930) and its hereditary organisation Ukrainafilm (after
1930) became a real breakthrough in cinema and related industries that serve
it as graphic design, publishing, and the academic environment. The rapid de-
feat of the All-Ukrainian Photo-Film Administration (1930) and the subsequent
creation of Stalin-type creative unions (1932) changed the productive paradigm
to an ideological one. To a small extent, the movement’s inertia was retained
by All-Ukrainian Photo Cinema Administration’s legal successor — Ukraina-
film. Still, this progressiveness did not last long since this organisation was not
wholly independent and subordinate to the All-Soviet body “Soyuzkino”.

Hiding the achievements of the Ukrainian poster of the 1920s and 1930s,
due to the ideological antagonism of the prevailing doctrine of socialist real-
ism, for some time slowed down the development of formal means of the post-
er, returning them to the past — to the narrative of the easel picture of the
19" century, understandable to the proletarian masses. However, even in the
conditions of silence and neglect of the priceless creative heritage, sharp for-
mal decisions sometimes emerged, for example, in T. Liashchuk’s posters of the
1970s and 1980s (Hutnyk, 2010; Verba, 1977). According to Soviet-era Ukrainian
posterists (Vitalii Shostia, Valerii Viter), they learned about their predecessors’
creative achievements more from Western journals than from local art history
studies. Partly-clandestine learning of the Ukrainian heritage in the field of
film poster and its “filtered” influence on the work of artists of the second half
of the 20™ century testifies to its value left to us by history.

It is worth considering what tools and techniques were the artistic toolkits
in Ukrainian film advertising. It is also necessary to prove that it is precise-
ly because of the primitive use of these techniques that the priority belongs
to Ukrainian poster artists (or artists from other republics of the USSR who
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worked on domestic film studios) by the dates of publication. Following, we can
list the main compositional techniques of the Ukrainian poster of the 1920s
and 1930s, used by modern designers, both domestic and foreign.

Concentric circles. One of the most popular techniques that were used in
both linear and tonal versions. This technique is widely used. The first known
case is a collage of an unknown author on the theme of the film “Arrest war-
rant” for the Kino Journal in 1927, where a black-and-white solution was used
with circles of the same thickness that keep the levelness of the composition
(Fig. 1.1). It bears remembering the brothers Vladimir and Georgii Stenberg with
a poster for the 1928 film “The Eleventh Year” (Fig. 1.2) by All-Ukrainian Photo
Cinema Administration, which created perspective by bringing the circles closer
together when narrowing to the centre, enhanced the dynamics with diagonal
stripes with portraits of the main characters, and used contrasting black and yel-
low colours as eye irritation. After 1930, by order of Ukrainafilm, the artist V. Na-
umets handed over the baton with a film poster for Sniper (Fig. 1.3), in which he
enriched the technique with a black-and-white pattern like chess squares.

In the 21%t century, the use of this technique was spotted in Swiss design
in the poster by the artist Werner Jeker for the solo exhibition of photographer
René Burri (Fig. 1.4), who uses the technique with circles as a space for the co-
existence of two circular structures that carry contrasting colours and different
content, which consists of a compilation of two photographs by the master of
European photography. In the modern Russian documentary film, the Sten-
berg’s Constructivist style continues the poster for the film “Russian Jews Film
2”7 2017 (Fig. 1.5) by the embattled TV journalist Leonid Parfyonov. In the design
solution, conditional radio waves on a dark blue background carry half-figures
of black-and-white characters, emphasising the chronicle character of the film.

This technique can be considered a sign of optical art — Op-Art movement
of the second half of the twentieth century, the most prominent representative
of which was the Hungarian-French artist Victor Vasarely (1906—1996). The vi-
ability of the above technique is confirmed by the presence of a vector template
similar to the Stenberg Brothers’ design on Depositphotos image stocks in the
category “Modern Abstract Circle Background Design Template”.

Lenses that reflect a certain plot. A widely-spread technique, which was used
in the graphic design of the 20" and the 215 centuries many times, was first
used on the Ukrainian-language poster of the Stenberg Brothers for Dziga Ver-
tov’s film “The Eleventh Year” (Fig. 2.1). The lenses could reflect both plot events
(Fig. 2.1, 2.3, 2.4, 2.6, 2.7, 2.8) and font compositions (Fig. 2.2, 2.5). Cases of us-
ing this technique were quite common in the coming years as in The Overthrow
poster by J. Kuzkovsky (after 1930) (Fig. 2.2), Things and People poster by L. Vor-
onov (1932) (Fig. 2.3), and in the following decades as in the cover for Northwest-
ern Indiana (1946), the Chambers Brothers psychedelic poster (1967), the poster
for the Vinyl TV series (2016, Vinyl, HBO), the cover for the Kyiv University of
Culture booklet, Florenz und Seine Maler poster (Fig. 2.4, 2.5, 2.6, 2.7, 2.8).

The principle of the “playing card” composition. It is common in the di-
rect use of an immutable gambling attribute and compositional technique of
vertical flipping image. We can see this in the poster by A. Dovzhenko “In the
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clutches of the Soviet regime” in 1926 (Fig. 3.1). The work of the outstanding
Master of Ukrainian cinema resembles the main attribute of gambling with
a composition, although it does not correspond to the principle of “card game”
mirroring. But the portrait orientation of the sheet, its proportions (141.4 and
108 cm), the vector of direction of inscriptions from top to bottom, the use of
black and red letters, the use of the room on the plane and the decomposition
of the capitalist figure in the middle with off-centre vision looks like a large
map.

Fig. 1.1. Fig. 1.2. Fig. 1.3. Fig. 1.4. Fig. 1.5.

Fig. 1.1. Arrest warrant. Unknown author. 1927. Print size. Source: Kino: Ukrainian
Cinematography Journal. Kharkiv: All-Ukrainian Photo Cinema Administration 1927.
No. 4 (16), Feb. Inner front cover page.

Fig. 1.2. The Eleventh Year. The Stenberg Brothers. 1928. Source: Ukrainian film
poster. P. 138.

Fig. 1.3. Film Poster for Sniper. V. Naumets. 1931. Source: https://pikabu.ru/story/
pervaya mirovaya ryek v sovetskikh filmakh i proizvedeniyakh 5219701.

Fig. 1.4.Solo exhibitions of René Burri. Werner Jeker. 2013. Source: Design Museum.
Zurich, Switzerland. 90.5 and 128 cm. Photo by the article’s author.

Fig. 1.5. Russian Jews. Film 2. 1918-1946. Unknown author. 2017. Source: https://
www.film.ru/photo/posters/russkie-evrei-film-vtoroy-1918-1948/943786.

There is M. Dlugach’s technique that he used for the 1929 “Judge Reit-
an”/“Double” adventure film directed by F. Lopatynsky by the All-Ukrainian
Photo Cinema Administration (Fig. 3.2). The film, which has not been preserved,
tells the story of the escape from the prison of a revolutionary sentenced to
death due to the physical similarity to a judge. A similar layout principle was
adopted by Ibrahim Litinsky in the Guest from Mecca poster (Fig. 3.3), where the
graphic solution also successfully illustrated the plot outline with spy things.

In the collection of “card” posters, there are 1926 Hating House posters by
L. Kaplan, I. Litinsky’s posters for the film “Prosecutor Jordan” (All-Ukrainian
Photo Cinema Administration, 1928) and “Salty Boys” (“Ukrainfilm” Odesa Film
Factory, 1931), prints printed from the works of unknown artists for the films
of Ukrainian production “Michanician and Chancellor” (All-Ukrainian Photo
Cinema Administration, 1923) and “The Dike Went”/“Lesya” (1928). Russian
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cinema presented by 1935 poster created by an unknown author for the “Ball
and Heart” comedy produced by Mosfilm (Fig. 3.4).

1928 Micna 1930

1967 2016 2018

Fig. 2.1. Fig. 2.2. Fig. 2.3. Fig. 2.4.
Fig. 2.5. Fig. 2.6. Fig. 2.7. Fig. 2.8.

Fig. 2.1. The Eleventh Year. The Stenberg Brothers. 1928. Source: Vernadsky
National Library of Ukraine.

Fig. 2.2. The Overthrow. J. Kuzkovsky. Fragment. After 1930. Source: Litfond
Auction House.

Fig. 2.3. Things and people. L. Voronov. 1932. Source: https://www.reklamafilm.
com/1931-40?lightbox=dataltem-irox7ud4.

Fig. 2.4. Northwestern Indiana. Brad Pendlton. 1945. Source: Vintage Indiana 2018
Calendar.

Fig. 2.5. Chambers Brothers, March 28-30, 1967 & April 4-6, 1967 Matrix Club
(San Francisco, CA). Victor Moscoso. 1967. Source: http://yep.today/en/january2016/
graphoscope/257/.

Fig.2.6. Vinyl. HBO. 2016. Source: URL: https:/www.amazon.com/Vinyl-
Complete-First-Season-Digital/dp/B01BQPZUS5C.

Fig. 2.7. Kyiv University of Culture — Ukrainian Harvard. Sofiia Dakhniuk. 2018.
Second Year University Student Photo by the article’s author.

Fig. 2.8.Florenz und Seine Maler. Alte Pinakothek. 2018. Photo by the article’s author.

In recent history, we can find a similar solution in a Ukrainian poster of the

late Soviet era, namely, a product by the “Agitplakat” silk-printing workshop
at the art plant of the Artists Union of the Ukrainian SSR. The “opposition-
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kinship” principle was used by a member of the Kyiv poster section V. Reshetov
in a social anti-bribery poster “The Game Will Be Over!” (Fig. 3.5).In the “1917-
20177 poster, Italian designer Gianni Rossi re-purposes from a poster collection
dedicated to the civilising reinterpretation of the 100" anniversary of the Octo-
ber events of the so-called “Revolution of 1917” (Fig. 3.6).

Fig. 3.1. Fig. 3.2. Fig. 3.3. Fig. 3.4. Fig. 3.5. Fig. 3.6.

Fig. 3.1. In the clutches of the Soviet regime. O. Dovzhenko. 1926. All-Ukrainian
Photo Cinema Administration. Source: Vernadsky National Library of Ukraine.

Fig.3.2. Judge Reitan. M. Dlugach. 1929. All-Ukrainian Photo Cinema
Administration. Source: Vernadsky National Library of Ukraine.

Fig. 3.3. Guest from Mecca. I. Litinsky. [1930]. 87 and 62.5 cm. Source: Ukrainian
film poster.

Fig. 3.4. Ball and Heart. Unknown author. 1935. Source: Moscow: Reklamfilm;
Kinofotoizdat, 1935 (2" State Lithography). Colour lithography.

Fig. 3.5. The Game Will Be Over! V. Reshetov. 1988. Source: National Art Museum
of Ukraine. Photo by the article’s author.

Fig. 3.6. Gianni Rossi. 1917-2017. 2017. Digital printing. Source: 1917-2017 Open
Poster Competition. Photo by the article’s author.

The rhythmic repetition of graphic elements or font groups. Partially it can
be found quite deeply in the history of art, for example, in Sandro Botticelli’s
“Mystic Nativity” (1500), etc., but usually, this technique was fragmentary and
was not dominant. The achievements of constructivism include the strengthen-
ing of the role of reception from the secondary to the main, which is crucial on
the sheet both in compositional and semantic terms. The photo collage cover by
an unknown artist for the 4™ issue of Kino Journal in 1928 demonstrates such an
“advantage in status” (Fig. 4.1). There is a repetition by the Swiss posterist Wer-
ner Jeker (Fig. 4.2). A modern Ukrainian youth poster is presented by the work
of a third-year student of the Faculty of Graphic Design and Advertising of the
Kyiv National University of Culture and Arts T. Myroniuk “Stanislav Lem” from
the Born to the Carpathians-II Poster Collection at the Carpathian Space In-
ternational Arts Festival, which was held in Ivano-Frankivsk in 2017 (Fig. 4.3).

Deliberate replacement of grounds based on the principle of inverted per-
spective. Usually, this technique was used together with the opposition of the
proportions of the depicted figures or faces. A technique that is too common
in advertising for Hollywood films, when you need to focus on the leads, which
guarantees the grosses. A smaller figure is placed in the foreground, and a full-
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face image is in the background. It is used, as a rule, in polar opposite tonal or
warm-cold solutions, which emphasises the perspective irregularity and illog-
ical ground location. Examples are the journal trailer poster for 1926 A. Bond-
arovych’s “Mykola Dzheria” (Fig. 5.1) and the 2008 poster for the Hollywood
blockbuster “Transporter 3” (Fig. 5.2).

CINEMATHEQUE SUISSE====ll .,
SPENLSLAW LEM

1926 1984 2017

Fig. 4.1. Fig. 4.2. Fig. 4.3.

Fig.4.1. Cover of the Kino Ukrainian Cinematography Journal. Lesya: [shot
fragment]: drama: art. N.Li. Unknown author. 1928. Source: Kino: Ukrainian
Cinematography Journal. 1928. N2 4 (40), April. front page. https://elib.nlu.org.ua/view.
html? &id=677

Fig. 4.2. Cinémathéque Suisse. A series of screenings of Jean-Luc Godard films.
Werner Jeker. 1984. Source: Swiss Film Archive, Lausanne, Switzerland. Photo by the
article’s author.

Fig. 4.3. Stanislaw Lem. T. Myroniuk. 2017. Source: Born to the Carpathians Poster
Collection, the Carpathian Space International Arts Festival. Photo by the article’s
author.

Local compositional techniques. For example, “Alley of Heroes” with
a five-pointed star in the centre in posters of an unknown author of “Ukrazia.
7+2” 1924 (Fig. 6.1) and “Captain America. Civil War” 2016 (Fig. 6.2). If this is not
direct plagiarism, then the priority still belongs to the Ukrainian posterist by date.
It can be assumed that since the film “Captain America” was produced by Marvel,
a publisher of comic books, it is possible that its artists were studying a hand-
drawn Soviet poster and the copyright period (75 years) that had expired since
the premiere of “Ukrazia”, and the unidentified authorship of the poster allowed
American designers to use the plastic idea of a Ukrainian film poster, the author-
ship of which can only be attributed to Anatolii Martynov by indirect art study.

Full face image. It is a classic, one can say more, basic principle, which
has the roots of construction in the composition of Icon of the Savior “Not
Made With Hands”. Its use was popular in the 1920s, for both male and female
faces (Fig. 7.1, 7.2, 7.3). It laid the foundations for the transition from a realistic
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pictorial image of a human face in the 19 century to a poster graphic stylisation
of the next 20" and 21t centuries. The proofis the Barack Obama 2008 campaign
poster (Fig. 7.4), quite similar in style, for example, to the film poster for 1928
M. Dlugach’s “Cement”.

L e

Fig.5.1. Fig. 5.2.

Fig. 5.1. Mykola Dzheria, film poster reproduction. A. Bondarovych. 1926. Source:
Kino: Ukrainian Cinematography Journal. 1926. N2 12, Dec. P. 27. https://elib.nlu.org.
ua/view.html? &id=670

Fig. 5.2. Transporter 3. Unknown author. 2008. Source: https:/www.filmweb.pl/
film/Transporter+3-2008-466637 / posters.

The current list of techniques and tools that still used in contemporary de-
sign practice could have been augmented but the format of the journal article.
In short, the general list of techniques as follows: compositional techniques.
They are poster where the dominant is one large figure (industrial object / fig-
ure layout of thematic elements), poster where the dominant is one large face,
main character + figure poster (plot of the film), poster with space segmenta-
tion, dynamic diagonal composition, symmetrical compositions (scheme “play-
ing card” as a variety).

Graphic tools. Collage, editing portraits of actors and scenes of the films,
using photos as a resource for creating a poster, using geometric shapes, in par-
ticular concentric circles, handles/textures on figures (clothes, faces), grounds,
silhouettes, fonts as a dominant, fonts as an image, perspective as an analogue
of 3D, doubling movements, characters, turns, and dividing in half.

Contrasts. “Negative-positive”, including negative shadows from real char-
acters, character lighting — modelling along the border of light and shadow,
linear images in contrast with the tone, diverse modelling, deliberate violation
of proportions.
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UNITED WESTAND. DIVIDED WE RALL.

MAY B

Fig. 6.2.

Fig.6.1. Ukrazia. 7+2. Unknown author (perhaps A.Martynov). [1924].
Chromolithography. Source: Vernadsky National Library of Ukraine.

Fig. 6.2. Captain America. Civil War. Unknown author. 2016. https://www.imdb.
com/title/tt3498820/

Fig. 7.1 Fig. 7.2 Fig.7.3 Fig. 74

Fig. 7.1. An explosion. Unknown author. [1926]. Chromolithography. Source:
Vernadsky National Library of Ukraine.

Fig.7.2. Davyd Horelyk. J.Kuzkovsky. 1928. Chromolithography. Source:
http://www.artnet.com/artists/posters-soviet/movie-poster-david-gorelik-
LZpM27nOyVlt2rezz76Dfg2

Fig.7.3. Cement. M. Dlugach. 1928. Chromolithography. Source: Vernadsky
National Library of Ukraine.

Fig. 7.4. Barack Obama HOPE Presidential Campaign Poster. Shepard Fairey. 2008.
Source: https://www.pinterest.ru/pin/708402216362195287/?Ip=true .
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Conclusions

Thus, for the first time, in this article, the author tracked the precedence
of certain compositional schemes’ use, design techniques and graphic tools in
Ukrainian film posters of the 1920s and 1930s and their further implementation
in domestic and world art practice. It is difficult to determine how conscious it
was to copy or imitate such techniques by artists of subsequent generations, but
the fact remains.

In general, the frequency of using design techniques (both fundamental
principles and direct plagiarism) of the Ukrainian poster in the graphic design
of the 20 — the 215t centuries indicates the revolutionary nature of their appli-
cation in the years of All-Ukrainian Photo Cinema Administration. The princi-
pal value was the artists’ attempts to abandon the picture-painting paradigm of
easel painting and develop a new toolkit that could not be used in oil painting
intended for indoor chamber exhibiting. Recent times required a new artistic
language, less narrative and more dynamic, and it was invented. The identified
similarities can be valuable in the young designers training following the gen-
eral development of the history of Ukrainian graphics and its separate branch
graphic design. The value lies in the use of schemes, techniques and tools in
contemporary design education as a methodological basis for teaching poster
design, designing, composition, layout and modelling.
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BII/IB VKPAH—ICBKOI‘O KIHOIUTAKATA 1920-1930-x pp.
HA CYYACHUU I'PAOIYHVU TN3AVH

BynHuk Aupapiii BiktopoBud

Kanoudoam mucmeymeo3Hnascmaa,

ORCID: 0000-0002-07 19-2231, budnik_andriy@ukr.net,
Kuiscokutl HayioHanvHUll yHigepcumem KyJaiemypu i Mucmeyms,
Kuis, Ykpaina

Meta pocrigkeHHS — MpoaHaIi3yBaTU BIUIMB CUCTEMM KOMIIO3UIIIIHMX MPUIIOMIB
i rpadiuHMX 3aC06iB XYIOKHBOT MOBM KiHOTUIAKATHOI KO BYDKY i «Ykpainadinbmy» Ha
BiTUM3HSIHMIT rpadiuHMii qu3aitH. MeTogyu NOCTiIKeHHS. [CTOPUYHMI, MUCTELITBO3HABYUMIL
i mopiBHsUIbHMIT aHami3. HaykoBa HOBM3HA. Uepe3 MOUIYK BiIMOBiOHMKIB y CBITOBOMY
i ykpaiHCbKOMY O13aiiHi Ta aHaJIi3 BUKOPUCTAHHS OM3aiiHEPChKUX CXeM, IIPUITOMIB i 3aC00iB,
110 TIEPMAHEHTHO 3aCTOCOBYIOTHCS Y TBOPAX rpadiuHOTO AM3aiiHY, OO PYHTOBYETHCS BIUIUB
yKpaiHcbkoi miakaTHOI mkoam 1920-1930-x pp. Ha cyvyacHy rpadiuHo-au3aiiHepCcbKy
NMpakTUKy. BucHoBkU. HesBaxkaioum Ha TpuBady IepepBYy 3 i[E€ONOTiYHMX MPUUUH
y byHKIIOHYBaHHI i BUBUeHHi yKpaiHChKOTO TpadivyHOro An3aiiHy B cepeayHi XX CTOMITTS,
(ikcyemo momiTHMIT BIUTMB 3aCc006iB i MpMitoMiB yKPaiHCHKOTO MJIAKATHOTO MUCTEITBA HA
cyvacHi TpeHau. lle 3araabHOKOMITO3ULiIiHI TPUITOMI: PO3MIlIIEHHS Y SIKOCTi TOMiHAHTU
Ha BCIO IUIOIIMHY BimOUTKY (opMaTHMX OOMMYYsT abo ITOCTaTi, MOo6YIOoBa KOMITIO3MILii
3a IPUHLUIIOM «TpajbHOI KapTM», HaBMMCHA 3aMiHa IIaHIB 3a MPUHLMUIIOM 3BOPOTHOIL
nepcrnexkTuBM. TakoX JIOKadbHI MPUIAOMM: BMUKOPUCTAHHS KOHLIEHTPUUHMX KilT $IK
KOMIIO3ULifHOI JTOMiHAHTM, 3alIOBHEHHS OKYJISIPiB TOJMIOBHOTO Teposi iMICTPaTUBHUM
a60 mpuQGTOBUM KOHTEHTOM, DPUTMiUHE TIOBTOPEHHSI 300PaKyBaJbHUX e€JIEMEHTIiB
a6o mpudroBux rpyn. BusiBieHi mapaneni MOXYTb OYyTM KOPUCHUMMU Y HABUYATbHOMY
Mpolieci MiATOTOBKM MOJOAMX AM3aliHEepiB 3 OISy Ha 3arajlbHMUII PO3BUTOK icTOpii
BiTuM3HsgHOI rpacdikyu i okpemoi ii maHku — rpadivHoro auzaiiHy. TakKOXX He BUKITIOUEHA
0CO6IMBA KOPUCHICTh Y BUKOPUCTAHHI O3HAUYEHUX CXeM, IPUIOMIB i 3ac06iB y cydacHiit
IM3aiiHepChKilt OCBITI $IK METOMOJOTIUHMX 3acaji BUKJIALaHHS AMCLUMUIUIIH i3 Iakara,
IM3aliH-TIPOEKTYBAHHS, KOMITO3U1il, MAaKeTyBaHHS i MOZ,e/II0BaHHSI.

Kniouosi cnosa: mmaxar; YkpaiHa; BY®OKY; Vkpainadinbem; cyuacHuii rpacdiuHwmii
IM3aiiH; rnepia TpetTuHa XX CT.; Au3aitHepcbka OcBiTa
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BJIMSAHUE YKPAMHCKOI'O KMHOITJTAKATA 1920-1930-x rr.
HA COBPEMEHHbBIV TPAONYECKUN TN3ANH

BymHuk Auppeit Buktoposuu

Karndudam uckyccmeosgedenus,

ORCID: 0000-0002-07 19-2231, budnik_andriy@ukr.net,
Kuesckuti HayuoHanwsHwlii yHU8epcumem Kyasmypsl U UcKyccms,
Kues, Ykpauna

llenp ucciemoBaHMUSI — MPOAHATM3UPOBATH BIAMUSHME CUCTEMbI KOMITO3UILIMOHHBIX
TIPMEMOB U TpapuUeCcKMX CPeICTB XYI0KeCTBEHHOTO SI3bIKa KMHOIIIAKATHOI MK0jIbI BYOKY
u «YKpanHadwIibMa» Ha OTEUECTBEHHbIN IpaduuecKkuii mmusaifH. MeTombl MCCIemI0BaHMsI.
WcTtopuyeckuii, MCKYCCTBOBEIUECKUIA M CPAaBHUTE/bHBIV aHann3. HayuyHas HOBU3Ha. [TyTem
MOMCKa COOTBETCTBUII B MMPOBOM U YKPAaMHCKOM [Au3aliHe ¥ aHa/Ju3a MCIIOJIb30BaHUS
IU3alilHepCKMUX CXeM, IIPUeMOB U CpEeNCTB, KOTOpble TMEePMaHEHTHO TPUMEHSIOTCS
B IIPOM3BEIEHMSX IpaduuecKoro ayusaifHa, JOKa3bIBaeTCs BAMSIHME HJOCTVOKEHMIT YKPAMHCKO
IJIaKaTHOM ImKoAbl 1920-1930-XIT. HAa COBPEMEHHYIO TIpaduuecKo-Ayu3aiiHepCKYIO
MPaKTUKY. BeIBombI. HecMOTpSI Ha IJIMTENbHbI IIepephIB B QYHKIVOHMPOBAHUY U U3YUEHUN
YKPaMHCKOTO IpadMuecKoro au3aiHa mo 1aeoJIornueckuM puurHaM, B cepenyte XX BeKa
dukcupyeM 3aMeTHOE BIIMSHME CPEACTB U MPMUEMOB YKPaMHCKOIO IJIAKaTHOTO MICKYCCTBA
Ha COBpeMEHHbIE TPEHIbI. ITO OOIIEKOMIIO3UIIMIOHHBIE IIPMEMbBI: pa3MellleHe B KauecTBe
IOMMHAHTBl Ha BCIO IIOCKOCTh OTII€YaTKa OOJBIIOTO JMIA WIM OONbIION QUIYDHI,
TOCTpOeHMe KOMITO3ULINM 10 TIPUHLIUITY «UTPaJbHOM KapThl», HApOUUTAs 3aMeHa IJIaHOB
M0 TMPUHIUITY OOPATHOI IE€PCIEKTUBBI. VICIONb3YIOTCS TakkKe JIOKAJbHbIE IIPUEMbBI —
KOHLIEHTPUUYECKME KPYTM B KaueCcTBe KOMIIO3UIIMOHHOV JOMMHAHTHI, 3alI0JTHEHNE OYKOB
[JIaBHOTO TePOsI MITIOCTPATMBHBIM MM HMIPU(TOBBIM COIEpsKaHMEM, PUTMUYHOE [IOBTOPEHNE
1300pasUTENbHBIX IEMEHTOB MM MPUPTOBBIX Ipynn. O6HapyKeHHbIe Hapaljie i MOTYT
OBITh ITOJIE3HBIMM B YYeOHOM IIpOIlecce ITOATOTOBKM MOJIOHBIX OM3aifHEPOB, YUMUTHIBAS
o0111ee pa3sBUTHE UCTOPUM OTEUECTBEHHOI rpadMKi 1 ee OTHEIbHOIO 3BeHa — rpaMuecKoro
nusaiiHa. OTMeueHa ocobast IoJib3a B MCIIONIb30BaHMM YKa3aHHBIX CXEM, IIPUEMOB ¥ CPEICTB
B COBpPEMEHHOM [IM3aifHEPCKOM 00pa30BaHMM KaK METOIOIOTMYECKMX OCHOB ITPeIomgaBaHus
OVUCLUIUIMH TIO IUIaKaTy, [OU3aliiH-NMPOEKTUPOBAHUIO, KOMIIO3UIIMM, MaKeTUPOBAHUIO
¥ MOZIeNTMPOBAHNIO.

Kniouesvie cnosa: mnakar; VYkpauHa; BYOKY; VkpamHadwmibMm; COBpeMeHHbIN
rpaduueckuit qu3aiin; mepsas TpeTh XX B.; Au3aiiHepCcKoe 06pa3oBaHe

198



DESIGN
ISSN 2410-1915 (Print) « Culture and Arts in the Modern World. Issue 22 « ISSN 2616-423X (Online)

DOI: 10.31866/2410-1915.22.2021.235914
UDC 78.011.26:78.071.2]:[7.05:687.016

STAGE IMAGES OF ROCK MUSICIANS AND THEIR INFLUENCE
ON THE FORMATION OF MODERN TRENDS IN CLOTHING DESIGN

Kateryna Kyselova!?, Olha Shandrenko?, Alina Shcherbak3

IPhD in Engineering, Associate Professor,

ORCID: 0000-0002-1580-287X, katerinakiselova@gmail.com,
2PhD in Art Studies, Associate Professor,

ORCID: 0000-0001-5284-7252, shan.olga77 @gmai.com,
SMaster,

ORCID: 0000-0002-5484-5354, shcherbakalina@gmail.com,
aKyiv National University of Culture and Arts,

36, Ye. Konovaltsia St., Kyiv, 01133, Ukraine

For citations:

Kyselova, K., Shandrenko, O., & Shcherbak, A. (2021). Stage Images of Rock Musicians and their
Influence on the Formation of Modern Trends in Clothing Design. Culture and Arts in the Modern
World, 22, 199-211. https://doi.org/10.31866/2410-1915.22.2021.235914.

The purpose of the article is to reveal the influence of stage images of rock musicians
on fashion design trends formation. Research methodology: the authors of the article use
methods of source study analysis to determine the level of scientific development of the issue,
comparative historical analysis to identify the characteristic features of images of musicians
and catwalk models of clothing collections of famous designers, and theoretical generalization
to draw conclusions. The scientific novelty of the work is to highlight the influence of stage
images of musicians on the formation of modern trends in fashion design. The analysis of
genre affiliation reveals stylistic differences of the stage costume of popular musicians of the
USA and Europe. Some stylistic characteristics of the artists’ stage clothing could be traced in
the collections of famous fashion brands of the 215 century, such as Balenciaga, Philipp Plein,
Vetements, Alexander Wang, Alexander McQueen, and others. Conclusions. The research
reveals the main stylistic features of the stage costume of hard rock and heavy metal musicians.
Stage images of artists were innovative and widely used in fashion design of the 20 and early
215 century. The active influence of musicians on fashion trends began in the 60s and 70s of
the twentieth century, which coincided with the development of stage costume design and the
significant spread of media technology. Hard rock and heavy metal performers created and
popularized such a style direction as “grunge”, which is one of the leading musical trends in
2020-2021. Designers of the 21t century borrowed many details, visual and stylistic features,
and even concepts for brands from popular hard and heavy artists of the 1970s—-1990s. Stage
images of rock musicians have a significant impact on the development of fashion and design.

Keywords: stage costume; fashion; trends; history of music; rock music; clothing design

© Kateryna Kyselova, 2021
© Olha Shandrenko, 2021
© Alina Shcherbak, 2021 The article was received by the editorial office: 07.04.2021

199



DESIGN
ISSN 2410-1915 (Print) « Culture and Arts in the Modern World. Issue 22 « ISSN 2616-423X (Online)

Introduction

Problem statement. The musical culture of the late twentieth century is
a whole epoch that influenced not only the cultural and philosophical aspects
of modern life, but also fashion and design. At the end of the twentieth centu-
ry, Europe and America have experienced a wave of popularity of such musi-
cal genres as hard rock and heavy metal. They became the mouthpiece of the
youth of that period and brought society to a new evolutionary level of culture
and self-expression. Under the influence of the revolutionary musical culture,
the appearance standards of young people have undergone significant changes.
Everyone wanted to feel uninhibited and free. Since the younger generation de-
manded the realization of their individuality, the expression of their own views,
and the desire for identity, it was hard rock and heavy metal that appeared to
be able to help them.

Fashion to imitate the appearance of rock musicians facilitated the adap-
tation of these genres in society. This trend turned out to be quite stable and
has remained popular for almost 50 years. Today, a large number of designers
and brands successfully use the stylistic features of stage costumes of hard rock
and heavy metal performers, as well as images of the subcultural trends of the
twentieth century generated by them. The catwalks combine music and fashion
contributing to the constant restoration of hard rock and heavy metal trends
that require research and systematization.

Recent research and publications analysis Scientific research and histori-
ographical material on the influence of hard rock and heavy metal genres on
fashion design do not sufficiently reveal the development and mutual influence
of the fashion and music industries. Researchers mainly study the work of cer-
tain musical groups, pay attention to the appearance of performers (Leonard,
1989; Leaf & Sharp, 2003; Mann, 2019; Simmons & Stanley, 2002) or the overall
impact of rock music on culture (Shepherd et al., 2003). Among the research-
ers are the names of Velichko (2013) and Gutov (2014), Leaf & Sharp (2003),
Mann (2019). Researchers and authors of the European and American special-
ized and popular publications Kummer (2016), Mirabella (2017), Smith (2018)
dealt with the influence of hard rock and heavy metal music on fashion. Sue
Jenkyn Jones (2011) and Josh Sims (2001) focus on the overall dominant role of
music, illustrating research with photos of fashion trends emerging from the
rock music era. Sue Jenkyn Jones (2011) defines music as an inspiration factor
in the fashion world. He emphasizes that designers are forced in one way or
another to follow the dictatorship of trends that come from the culture of fans
of certain genres of music. Morrell Ernest (2004) proves the influence of music
on fashion on the example of teen urban culture in the United States. Blackwell
& Stephan (2004) explain that both music and fashion affect everyone, and the
success of a music-inspired fashion trend is ensured by a variety of performanc-
es, concerts, as well as wide media coverage. This conclusion was made based
on the interviews with one hundred well-known people from both fields. The
equal mutual influence is proved by Aram Sinnreich and Marissa Gluk (2005)
and Smith (2018). The authors write that music and fashion are two creative
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trends that have a lot in common and develop in parallel throughout histo-
ry. Some researchers compare the stage images of individual performers and
fashion trends. Blackwell & Stefan (2004) described the band Kiss, and Mann
(2019) — the band Guns N’ Roses. Shcherbak and Kyselova attempted to consid-
er the citation of the musicians’ images in the 215 century fashion (Shcherbak
& Kyselova, 2019).

But mostly, the influence of hard rock and heavy metal genres on fashion
is not analysed in detail, and the impact of the performers’ stage images on the
20%™ and 21%t centuries fashion is covered sporadically. Considering the impor-
tance and insufficient research on the influence of the musical genres of hard
rock and heavy metal on fashion design, the article attempts to identify com-
mon features between the stage image of hard rock and heavy metal performers
and fashionable images of the 20™"-215t centuries.

Purpose of the article

The purpose of the article is to reveal the influence of stage images of rock
musicians on fashion design trends formation.

Main research material

The 1980s are considered one of the most important decades in the music
industry. At this time, the hard and heavy genre gained the greatest popularity.
Guns N’ Roses band is one of its brightest representatives. The stage images of
the performers were unusual and very bright and at the same time not devoid of
the features of everyday life. And though today this is perceived as something
common, then it was really an innovation. The musicians complemented every-
day items — denim and leather jackets, trousers and T-shirts with or without
sleeves — with bandannas and top hats. It was a challenge to the established
rules and fashion of that time, it was even more like a protest against neatness
and completeness, as well as the need for careful selection of things and think-
ing through the stage wardrobe. Musicians have made semi-everyday images
a key component of their success, but other bands have also realized that they
don’t have to put a lot of effort in choosing their stage costumes, as they did in
the early 1970s.

In 1991, during the presentation of the double album “Use Your Illusion”,
vocalist Axl Rose surprised everyone again by wearing clothes for playing
American football or a Scottish kilt with a bulletproof vest on the stage. These
borrowings of sports and military clothing and unconcealed eclecticism quickly
resonated on the catwalks. The apogee of the protest against any norms was
narrow white shorts that were too tight (they are part of the costume in the
music videos “You Could Be Mine” and “Live and Let Die”). The artist in these
shorts defiantly demonstrated that he did not care what to wear on stage, even
if underwear. There was something about it from punk fashion and punk rock
philosophy, not only a protest, but also a rejection of any imposed trends and
ideas (Otkydach, 2008). “Dress the way you want, the way you feel comfortable,
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bring maximum individualism that is not subject to trends or general rules” —
this was the message to future rock bands, singers, and most importantly fans,
such a vector of the way to express yourself as freethinkers. The huge popu-
larity, wide coverage of the work of Guns N’ Roses in music videos, and active
concert activities significantly contributed to the promotion of this philosophy
among young people. The images of success were so appealing that they easily
convinced a huge number of fans that bandannas and leopard prints in cloth-
ing were a good idea for self-expression. Researcher Barbara Mann (2019), in
a book dedicated to the work of Guns N’ Roses, notes that starting from the
1980s almost every fashionista had their merch.

Ax] Rose made clothing an integral part of his work, he was an artist-inno-
vator who not only had a good ear for music but also a good taste, none of his
images were repeated. Axl constantly experimented, combining what at that
time seemed incompatible — everyday things with sports, military, classic, and
fantasy, comfortable denim clothes with bright accessories, massive sneakers.
T-shirts or shirts with inscriptions and illustrations, oversized bright jackets
co-existed with fur coats or jackets of bright colours and were complemented
by massive riveted belts or cowboy hats, bandannas, and caps worn backwards.
And if in the early 1980s his way of dressing was considered more eccentric and
extravagant than fashionable, since the mid-1980s, his images were copied not
only by fans, but also by some representatives of the creative elite of America,
including pop stars of the 1990s and 2000s Christina Aguilera and Gwen Ste-
fani.

There is no doubt that Guns N’ Roses led by Axl Rose had a huge impact on
generations of young people, and today their images are still echoed on the cat-
walks. We can say that Guns N’ Roses stands out from other bands for their un-
usual approach to fashion, they shaped it rather than imitated it. Ax]’s branded
bandanna, tied around the head, has become a real fashion fetish and has been
holding its triumphant procession for almost 40 years.

Marita Mirabella (2017) describes the spread of heavy metal music as
a phenomenon of globalization. “Heavy metal is a peculiar music genre, made
by fans for fans, which spread throughout the entire planet and became, over its
five decades of existence, a global community as well” (p. 61).

The next striking example of “metal fashion” was the British band Judas
Priest, which, in addition to innovation in sound, is known for its revolutionary
status in creating stage images of heavy metal artists (Leonard, 1989). Their
impact on society is confirmed by the popularity of their albums, the number of
copies sold was over 50 million (Bleckwell & Stephen, 2004). In 1980, after the
release of the album “British Steel”, they became superstars. In the early years
of their existence, the band dressed in hippie costumes of the 1970s, but in 1978
guitarist K. K. Downing, and in 1979 Rob Halford, the band’s lead vocalist and
leader, replaced their outdated images by wearing leather and spikes inspired
by punk fashion and “leather culture”.

The image of Rob consisted of leather jackets or vests, leather trousers, and
many accessories in the form of wide bracelets, belts, and chains. All this was
complemented by a leather cap (which resembled the headdress of SS officers)
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and sometimes aviator sunglasses. A lot of metal spikes and rivets covered all
clothing and accessories. He appeared on the stage riding a real bike and per-
formed with a whip. This image became his trademark and an icon for heavy
metal artists. In the early 1980s, this style of dress was adopted by many heavy
metal bands and their fans, especially by such movements as NWOBHM (abbre-
viation for “new wave of British heavy metal”) and early black metal, and also
led the entire heavy metal culture (Gutov, 2014). Rob later admits that he had
to buy almost everything in sex shops and departments with BDSM costumes.

Speaking of the mutual influence of music and fashion, we should mention
the legendary and very popular stage images of the band Kiss, the founders of
such subgenres of heavy metal as glam metal and shock rock. The popularity
of this band in the world of metal music can only be compared with the success
and popularity of Michael Jackson, that is, in the 1970s and 1980s, a wave called
“Kiss” swept the whole world (Simmons & Stanley, 2002).

Kiss is unique in that it was the first band that created not just stage imag-
es, but their own characters, such as previously were created only by directors
in films. The band members seem to play hyperbolized themselves in inhumane
images. Almost every member of the band has about 5-9 different costumes.
As a rule, they have 3-5 main costumes, or permanent ones, which they have
been wearing almost since the beginning of their careers in the 1970s. Basi-
cally, these are close fitting jumpsuits or tights made of black and silver span-
dex with important modular and decorative elements that are crucial for their
characters. So, Paul Stanley (frontman) has an image called “The Starchild”,
Gene Simmons (bass guitarist) — “The Demon”, Paul Daniel Fraley (guitarist) —
“Spaceman”.

Stanley’s torso is always almost naked. The costumes are as light and tight
as possible, without any massive elements. Most often, costumes are decorated
with many stars, as one around his eye, in the form of stripes and decoration.
The character of Gene Simmons (bass guitarist) “Demon”, is the most aggres-
sive in the band, known for his big tongue, demonic fire, and the stage blood
he spits during concerts. The stage costume is usually similar to armour, has
the most massive elements, which sometimes resemble a dragon costume, and
sometimes a bat costume with leather wings from the elbows to the shoulders.
As a man, who likes to shock the audience during concerts, Gene literally flew
over the stage and hall. The next member of the band is “Spaceman” Paul Dan-
iel Fraley (Leaf & Sharp, 2003). His classic outfit is a tight black suit, which is
worn with a vest made of geometric elements: a triangle, rings, and half-rings
of silver colour. Make-up looks like silver glasses in the form of stylised stars.
A passion for spandex, tight leather clothing, and aggressive makeup in the
1980s is often associated with the popularity of this particular band.

So, in the 1970s and 1990s, we can easily trace the formation of the funda-
mental influence of the genres of hard rock and heavy metal music on fashion
trends. The most powerful influence turned into the birth of the “grunge” style.
It first appeared in the 1970s, but did not acquire its main features until the
1980s and 1990s. The term has been used to describe the work and clothing of
many bands: Guns N’ Roses, Nirvana, Alice In Chains, Metallica, AC/DC, Judas
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Priest, Iron Maiden, and many others. Following the example of punks, hip-
pies, and glam rockers, grunge fans stood out for their extraordinary appear-
ance, minimally consistent with what is accepted in society. Deliberately fad-
ed T-shirts with old-fashioned logos, torn and aged jeans, flannel plaid shirts,
woolen knitted sweaters and jackets with T-shirts under them became popular
items of clothing. Leather, leather trousers and jackets, randomly scattered ac-
cessories with rivets and a lot of metal spikes, as well as bulky shoes resem-
bling military ones, became the unchanging attributes of grunge. The grunge
aesthetic has made clothing as comfortable and informal as it has never been
before (Mann, 2019). This aesthetic has made thrift very popular. Many people
started wearing this style of clothing because they couldn’t afford another one.
Even people with a very low income have become fashionable.

For quite some time, this style trend was the property of the streets and sub-
cultures, but in his spring 1993 collection for Perry Ellis designer Marc Jacobs
was the first to bring it to the catwalk. The collection was well ahead of its time,
so it was heavily criticized, but now it is considered one of the most important
in the brand’s history. Dolce & Gabanna, Anna Sui tried to experiment with this
style direction in the 1990s, and since the 2000s Alexander McQueen, Balmain,
Philipp Plein, Moschino, Alexander Wang, and many others. Now there are suc-
cessful brands whose concepts are based entirely on citation of stage images of
hard rock and heavy metal artists.

Philipp Plein is the first name that comes to mind if we talk about a de-
signer who constantly introduces hard and heavy attributes on the catwalks.
Just one look at any of his collections and the brand concept as a whole will be
enough to understand that this is pure glam metal, which was so famous for the
Kiss band in the 1970s and 1980s, or the famous style of the heavy metal band
Judas Priest. Philipp Plein successfully interprets the entire philosophy of these
genres in visual images. Since glam metal is the most provocative subgenre of
heavy metal, its main idea is to express “disagreement” not only with the help
of music, but also with an unusual appearance. Bright leather or tight-fitting
clothing and accessories, the use of a large number of various inlays with zip-
pers, spikes, rhinestones, stripes, massive shoes, an excess of details in the im-
age. In his Spring 2019 Ready-to-wear and Spring/Summer 2020 Ready-to-wear
collections, Philipp Plein skilfully uses these techniques and interprets them
into modern fashion design (Fig. 1). The 2019 collection is more restrained in
colours, its first blocks resemble the image of Judas Priest frontman Rob Hal-
ford in the 1970s (Fig. 2).

A large number of belts decorated with rivets and leather trousers are used
in the models. The second half of the collection resembles the stage images of
the band Kiss — large necklines on the chest, a lot of shiny things decorated
with belts and rhinestones, high boots. The 2020 collection used many inter-
esting design solutions, openly related to various hard and heavy bands (Fig. 3).
For example, aggressive makeup, like the band Kiss, a lot of different chains,
even the logos of bands and stylised musical instruments as accessories (Fig. 4).
Also, the influence of heavy metal images can be traced in the brand’s collec-
tions in 2014-2018.
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Figure. 1. Philipp Plein Figure. 2. Kiss band and Rob Halford, 1970s-1980s
Spring 2019 Ready-to-wear
collection models

[

Figure. 3. Philipp Plein S/S 2020 Figure. 4. Kiss band, the late 1970s
Ready-to-wear collection models

Another designer, who openly states that his main inspiration is music and

its performers, is Alexander Wang. This is illustrated by his spring 2019 collec-
tion (Fig. 5) influenced by the style of Axl Rose (Guns N’ Roses) and the movie
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“Mad Max” (Fig. 6). Almost all Axl Rose’s popular images could be seen in each
model. There are AxI’s favourite bandannas tied around the head, leather and
denim jackets or oversized jackets combined with short shorts, belts, or their
imitation. Stylized basketball T-shirts, in which Axl appeared very often on
stage, were also used. There are even models that have a kilt, which is one of
the singer’s favourite clothing elements.

Figure. 5. Alexander Wang Figure. 6. Ax] Rose, 1970s-1980s
Spring 2019 collection models

It is worth mentioning the Alexander McQueen A/W 2019/2020 Ready-to-
Wear Collection (Fig. 7). Almost the entire collection consists of outerwear. At-
tention is drawn to black leather raincoats, jackets with spikes and inserts of
red and white leather on the sleeves and collars. Multi-layered skirts are worn
under short leather jackets, complemented by combat boots with spikes and
chokers around the neck. Outerwear inserts are very similar to Judas Priest cos-
tumes, and this is not the first time when the House of Alexander McQueen
presents such collections (Fig. 8).

The famous Rick Owens brand is also one of those inspired by the glam
metal style. The designer became famous as the creator of his own style direc-
tion in clothing, which he named “glange”, a mixture of glamour and grunge.
Being an eccentric and original designer, he shares his unusual vision of fash-
ion and style, offering something completely unique and different in every his
collection. Thus, in his Menswear Spring 2020 collection, he is inspired by the
costumes of the band Kiss (Fig. 9).

Jumpsuits made of raincoat fabric are decorated with zippers, which have
not only a functional, but also a decorative function. Members of the band Kiss
wore almost the same costumes in the 1990s, but they were made of leather.
There are also ankle boots with a very high platform and transparent heels,
similar to the design of the shoes of the band Kiss (Fig. 10).
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Figure. 7. Alexander McQueen A/W Figure. 8. Judas Priest band,

2019/2020 Ready-to-Wear collection the late 1970s
models

s - B e

Figure. 9. Rick Owens menswear Figure. 10. Kiss band, the late 1980s
spring 2020 collection models
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In 2019-2020, such brands as Balmain, Versus, Pam Hogg, Moschino, FAC-
ETASM, 99% IS, R13, Mooyul, Topman, Dilara Findikoglu, Jededldn, Comme des
Garcons, Balenciaga, Vetements cited images of hard rock and heavy metal art-
ists in their collections.

Conclusions

The research reveals the main stylistic features of the stage costume of
hard rock and heavy metal musicians of the twentieth century. The article
demonstrates that the stage images of artists were innovative and influenced
the development of fashion design of the 20* and early 21t century.

The active influence of musicians on fashion trends began in the 60s and
70s of the twentieth century, which coincided with the development of stage
costume design and the significant spread of media technology. Stage imag-
es of popular musicians were first imitated and introduced into the everyday
wardrobe by their fans, which over time could not but draw the attention of
the fashion industry. Hard rock and heavy metal performers created and pop-
ularized such a style direction as “grunge”, which is one of the leading musi-
cal trends in 2020-2021. Designers of the 21% century borrowed many details,
visual and stylistic features, and even concepts for brands from popular hard
and heavy artists of the 1970s—-1990s.

The music industry has constantly influenced society and fashion. Each
genre of music defines a decade when it is dominant, it imposes on listeners
a specific type of behaviour, culture, subculture, and fashion trends. Stage im-
ages of musical artists significantly influence the development of fashion and
design. Many fashion trends, being originated in the musical environment,
continue to evolve, constantly updating and revealing new features in the work
of modern designers, which requires systematic research.
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IIKepeslo3HAaBUOTO aHasli3y NSl 3’SICYBaHHSI PiBHSI HAyKOBOi pPO3pOOJIIEHOCTI mpobiemu,
MOPiBHSTbHO-iCTOPUYHOTO JIJIST BUSIBJIEHHS XapaKTePHUX 0COOIMBOCTEl 06pa3iB My3MKaHTIB
Ta MOAIYMHMX MOJefelt KoMeKiliii OfsTy BifoOMUX I13aiiHePiB, TEOPETUUHOIO y3arajJbHeHHS
(m1s bopMy/IIOBaHHS BUCHOBKIB). HaykoBa HOBM3HA POOOTH ITOJISITAE Y BUCBITIIEHHI BILIUBY
ClIeHIYHMX 06pa3iB My3MKaHTiB Ha (GOPMYBaHHS Cy4acCHMX TPEH[IB y Au3aiiHi omsary. Ha
OCHOBI aHaJIi3y KaHPOBOi MPUHAIEXKHOCTI BUSIBIEHO CTUIICTUYHI BiIMiHHOCTI CLIEHIYHOTO
KOCTIOMAa TMOMY/SIPHMX MY3UUYHMUX BUKOHaBIiB CIIIA Ta €pomu. OKpemi CTUIICTUUHI
XapaKTePUCTUKM CILEHIUHOTO O[Ty apTUCTIB IPOCTEXKYIOTbCS B KOJEKISIX BigoMux
MomHuX 6penniB XXI cTomiTTs, Takux SIK Balenciaga, Philipp Plein, Vetements, Alexander
Wang, Alexander McQueen Ta iH. BucHOBKM. Y mpolieci HOCTiIKeHHSI BUSIBIEHI OCHOBHI
CTMJTICTUYHI 03HAKM CLIEHIYHOTO KOCTIOMAa BMKOHABI[iB My3MUHMX KaHPiB Xap-pOK Ta XeBi-
metasn. CreHiuyHi 06pasy apTUCTIB Oy HOBATOPCHKMMM i IIMPOKO BUKOPUCTOBYBAIUCS
y ausaiidi ogary XX ta mouaTtky XXI cTomiTTs. AKTMBHUIA BIUIMB My3UMYHMUX BUKOHABIIiB Ha
MOJIHIi TeHIeHIIii posmouyaBcs B 60—70-x pokax XX CTOJIITTS, 1[0 36irae€Tbcs i3 pO3BUTKOM
NIM3aiiHy CIIeHIYHOro KOCTIOMAa Ta 3HAUHMM IMOIIMPEHHSIM MeJia-TeXHOJOoTii. BukoHaBIIi
XapA-poKy Ta XeBi-MeTaay CTBOPWIM Ta MOIYAIPU3YBaIM Takuii CTUIbOBUI HAIIPSIMOK,
SIK «TPaHX», SIKUI1 € OOHUM i3 MPOBITHUX Y My3MUHUX TeHAeHLisx 2020-2021 pp. BaraTo
nIeTayei, BisyaJIbHO-CTMIICTUYHMX O3HAK Ta HaBiTh KOHIIEMIIiii IJis OpeHOiB musaiiHepu
XXI CTOMTTS 3aM03UYMIN Y IOMY/SIPHUX Xapf-H-XeBi BukoHaB1iB 1970-1990-x. CueHiuHi
00pasy pOK-MY3MKaHTiB MalOTh 3HAUHMIT BIUIMB Ha PO3BUTOK MOIM Ta IM3aliHYy.

Kntwouosi cnosa: cueHiYHMII KOCTIOM; MOAA; TPEHIM; iCTOPisSt MY3UKMU; POK-MYy3UKa;
IU3aliH OfsITy
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HA ®OPMUPOBAHUE COBPEMEHHBIX TPEH/IOB
B IU3AVHE OJEKIBI
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Lenp cratbu — PACKpLITh BJIMSAHME CHEHUYECKUX O6p830B POK-MY3bIKAHTOB Ha
ClJOpMI/IpOBaHI/Ie TPpeHOO0B B nu3ariHe ogexabl. MeTom0/IoTHsI UCCIeOBaHMS : UCIIOAb30BaHbl
METOAbl MCTOUYHMKOBEOUECKOIO aHa/IM3a MOJid BbISABIEHUS XdPaKTEPHBIX 0COGEHHOCTEI
YPOBHSA HaY‘IHOVI pa3pa60TKM HpOGHEMbI; CpaBHI/ITe.TIbHO-I/ICTO]I)I/I‘IECKI/II?[ AJIs1 BbISICHEHMS
XapaKTepHbIX 0COGEHHOCTEI O6p830B MY3bIKAHTOB U IMOAMYMHbBIX Mopenei KOIeKINUi
OOeXIabl M3BECTHBIX ,Z[VIBaﬁHepOB; TeoOpeTn4eCKoro 0606H.IEHI/IH (,HJ'IH CbOpMYJ'[I/IpOBaH]/IH
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BBIBOZOB). HayuHass HOBM3HA pabOThI COCTOUT B OCBEIIEHMM IIPOIleCcCa BIMSHUS
CIIEHMYECKNX 00pa30B My3bIKAaHTOB Ha (OPMMPOBaHME COBPEMEHHBIX TPEHIOB B Ay3aliHe
opexapl. Ha ocHOBaHUM aHaIM3a >KaHPOBOV MPUHAIJIEXXHOCTU BbISICHEHBI CTUIMCTUYECKME
OT/IMUMS CIEHMYECKOrO0 KOCTIOMa IMOMYJASPHBIX MY3bIKaAbHbIX ucrnonHuTenein CIIA
u EBpornibl. OTAenbHbIE CTUMUCTUYECKME XapaKTEPUCTUKN CLIEHUYECKOI OJIeXIbl apTUCTOB
MPOCJIEKUBAIOTCS B KOJUIEKIMSIX M3BECTHBIX MOIOHBIX OpeHmoB XXI cTomeTus, TakKux
Kak Balenciaga, Philipp Plein, Vetements, Alexander Wang, Alexander McQueen u T. II.
BeiBompl. B mporiecce mccnemoBaHMSI BBISIBJIEHBI OCHOBHBbIE CTWIMCTUUYECKME MPU3HAKU
CLIEHMYECKOTO KOCTIOMa MCIOJIHUTENel My3bIKaJIbHbIX KaHPOB Xap[-pOK U XeBU-MeTall.
CieHnyeckue 06pasbl apTUCTOB ObLIM HOBATOPCKMMM ¥ HAIIM IIMPOKOE MCIIOTb30BaHNE
B IOu3aiiHe omexapl XX M Havama XXI croneTtus. AKTMBHOE BJMSIHME MY3bIKaJbHbBIX
JUCIIOJIHUTENIet Ha MOAHbIe TeHIeHIIMM Hauanoch B 60-70-x rogax XX B., UTO COBIIafaeT
C pa3BUTMEM [Au3aiiHa CLIEHMYECKOTO KOCTIOMA M 3HAYUTEIbHBIM paclpOCTpaHEeHUEM
Menyua-TexHonoruii. VicrmomHuTenu xapa-poka U XeBu-MeTana CTalu poJOoHavYaJIbHUKaMU
¥ aKTUBHBIMMU MTOMYJISIPU3aTOPaMM TAKOTO CTUJIEBOTO HAalpaBIeHMSsI, KaK «TPaHX», KOTOPbIA
SIBJISIETCSI OOHUM 13 BeAyIIVX B My3bIKaJbHbIX TeHAeHLMIx 2020-2021 rr. MHOTO neTasne
Y BU3YAJIbHO-CTWIMCTUYECKUX MIPU3HAKOB U Iaske KOHIEIIMIi 11T GPeHI0B Ou3aifHepbl
XXI croneTusi m03aMCTBOBAJIM Y ITONYJISIPHBIX Xaph-H-XeBy ucronaurenein 1970-1990-x.
CieHnuecKkue 00pasbl My3bIKaJIbHBIX apPTUCTOB 3HAUYUTEIBHO BIMSIOT Ha Pa3sBUTHE MOIbI
U IM3aiiHa.

Kntouegvle cnosa: ClieHUYECKMi i KOCTIOM; MOMA; TPEH[bl; UCTOPUS MY3bIKM; POK-
MY3bIKa; IM3aliH OfeKIbl
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The purpose of the study is to identify the possibilities of visual symbolism in the
creation of a company image using a logo in the late 19 and early 20™ centuries. Research
Methodology. The historical, historical-comparative, analytical methods were used to
conduct the research; art history methods — formal, figurative-stylistic, semantic analysis —
were used to identify the figurative and symbolic language of the company’s logos late
19 — early 20™ centuries. Conclusions. Based on the analysis of the works of foreign and
national scientists of the 20™ century, the symbol and mark are characterised as means
of expressing the phenomenon essence, and the existing classifications of symbols are
considered. The logos used in the late 19* - early 20™ centuries in the world practice and
on the Ukraine territory are analysed. The example of the Prudential Financial insurance
company (the USA) shows that the use of a symbolic element remained unchanged in the
process of its changes during 1860—1996. On the example of the trademarks of Ukrainian
enterprises — the Ernst Mehlhose Agricultural Machinery Plant (1874-1923), the F. V. Alsop
in Kharkiv enterprise, Luhansk Textile Mill (1904-2001), Kyiv Contract Fair (1797-1930) —
the methods of visual identification are considered, the artistic means are determined;
the comparative analysis is carried out. It is established that the image of the rock in the
structure of the American company logo is a symbol of strength and security and appeals
to its main characteristics. It is determined that in the means of visual identification of
Ukrainian enterprises of the late 19" — early 20" centuries, there is a tendency to express
clearly the company specialisation through realistic images of architectural buildings that
belonged to them or produced products, as well as ordinary names with moderate artistic
design.

Keywords: visual communications, graphic design, logo, symbolism, semiotics

© Oleksandra Kolisnyk, 2021
© Solomiia Ohanesian, 2021 The article was received by the editorial office: 01.05.2021

212



DESIGN
ISSN 2410-1915 (Print) « Culture and Arts in the Modern World. Issue 22 « ISSN 2616-423X (Online)

Introduction

Visual communications are a tool for the management of information dis-
semination and the formation of consumer opinions. The use of symbols and
semiotic models in brand identification is studied poorly nowadays, but it is
relevant. The growing competition among companies in the market contributes
to the search for expressive means and information presentation by designers.
As T. Bozhko (2011) notes, “the dependence of visual communications on man-
ufacturing and replication technologies, the constant increase of knowledge
about the properties of materials and working conditions with them lead to an
erroneous recognition of the priority of the technical and economic component
in the process of the determination of the quality characteristics of the vast
majority of graphic design products” (p. 8).

It should be noted that, despite the rapid development of information tech-
nologies that allow developing visual communication objects quickly and of
high quality, today there is a problem of lack of meaningful content in logos
and corresponding corporate identity carriers of companies. Since it is the cor-
porate identity that forms the basis of brand identification, there is a need to
analyse ways of symbolic context in the development of company logos in the
historical experience of the late 19" — early 20" centuries.

Recent research and publications analysis. In the scientific literature, a cer-
tain number of studies consider the issue of graphic design theory and its semi-
otic potential. The researches of V. Danylenko, V. Kosiv, V. Lesniak, A. Budnyk,
T. Bozhko, O. Chuieva, O. Vashchuk, T. Lemeshko, T. IThoshyna, A. Kudriavtse-
va, T. Mazuryna and others are devoted to the problems of graphic design. In
English-language literature, the issues of semiotics in graphic design are paid
much attention to; the works of L. Manovich, J. Crow, C. Perez, and others are
important. Some aspects of the semiotic properties of graphic language were
considered in Yu. Lotman, L. Reznikov, O. Rubin, V. Semenov, O. Chernevych’s
works. The works of Ye. Zherdiev, U. Eco, O. Zalevska, A. Maksymova and others
are devoted to using symbolism and semiotics in design.

Among recent publications, the work of the team of designers U. Bychenk-
ova, N. Kudinova and A. Solomadina (2019). Ukrainian trademarks 1960-1980,
who united to study the Kharkiv graphics of brands in the late Soviet period,
should be highlighted. The authors’ attention is focused on the 1960s and
1980s — it was then, in their opinion, that the professional formation and the
formulation of tasks in the field of corporate identity took place. “It is not easy
to work with the study of trademark history in Ukraine — this information is
materially vulnerable, its content is underestimated. Almost all trademarks
disappeared along with the Soviet enterprises for which they were created; only
a small part can still come across to us in everyday life” (p. 2).

So, the mentioned works are devoted to the issues of the semiotics of visual
communications in general or specific aspects such as the mechanisms of in-
teraction between figurative images and fonts, metaphorical images in graphic
design. The need to analyse historical examples to enrich the tools of a contem-
porary designer determines the conduct of our research.
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Purpose of the article

The purpose of the article is to identify the possibilities of visual symbolics
creating a company image by means of a logo in the late 19% — early 20™ cen-
turies. The objectives of the study are: to characterise the symbol and mark as
conditional expressions of the phenomenon essence, to consider the existing
classifications of symbols, to analyse the use of a symbolic element in the logo
on the example of the Prudential Financial insurance company (the USA); to
consider symbolic and expressive means in the trademarks of Ukrainian enter-
prises (the Ernst Mehlhose plant, the F. V. Alsop in Kharkiv enterprise, Luhansk
Textile Mill, Kyiv Contract Fair); to conduct a comparative analysis.

Main research material

Semiotics as an integrated science that studies the properties of signs and
sign systems is based on the approaches of the logic described by Ch. Peirce and
G. Frege, as well as linguistics formulated by F. de Saussure and D. Busse. In his
work, Ch. Peirce (2000) laid down the primary classification of signs for semi-
otics, singled out signs-icons, signs-indexes, signs-symbols (p. 5). Afterwards,
Ch. Morris (2001) discovered syntactics, semantics and pragmatics in the struc-
ture of semiotics.

The communication issue was considered by U. Eco (1998). He noted that
“signs have meaning only in the context of any seme. It happens that the seme
itself is recognisable, and therefore before us is either an iconographic seme
or a conventional emblem, which is no longer considered an iconic image but
a visual symbol. Still, usually, its context forms a system within which the cor-
responding signs can be revealed” (p. 92).

The main structural unit of the culture of language, from the positions of
semiotics, is sign systems. As for identification means — a material object that
replaces another object, property or relation objectively, is used for information
processing and transmission. L. Timofeev and N. Vengrov (1963) define a symbol
as an object or verbal sign that expresses the phenomenon essence from a certain
point of view conventionally, which describes the nature and quality of the symbol
(revolutionary, reactionary, religious, etc.) (p. 139). The authors note that a sym-
bol always has a figurative meaning in its basis. They associate the importance of
the symbol meaning with the nature of the image, emphasising that any image is
conventional and symbolic since it embodies the general in the individual. So, the
sign is usually characterised by concreteness and the symbol — by polysemy.

To identify the diversity and polysemy of the content of symbols, we analyse
their existing classifications. A. Kostina (2003) suggests a typology of symbols
based on functional features, consisting of the following groups: scientific, philo-
sophical,artistic,mythological, religious; nature, society, the wholeworld; human-
expressive; ideological and incentive; external-technical; classical (p. 231).

I. Pendikova and L. Rakitina (2012) proposed three main groups of symbols
related to consumer preferences in advertising: anthropological, social and cul-
tural. Anthropological symbols are associated with the structure and physiol-
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ogy of the human body, the processes of birth, conception, maturation, state
change, death. Thus, a plant or a tree can be a symbol of a person. The essential
social symbols are associated with family images, self-realisation, goal achieve-
ment, work, holidays. Cultural symbols are often based on an associative re-
lationship with geographical locations and countries. The use of symbols of
separate countries in advertising that specialises in producing certain products
seems to bring the quality of the product closer to the ideal (Eiffel Tower —
France — perfumes, Parthenon — Greece — olive oil).

We will consider the logos that were used in the world practice and on the
territory of Ukraine in the late 19% — early 20" centuries for comparative analy-
sis and determination of which symbols were used most often in the sphere of
the production of goods.

One of the first famous logos developed in the late 19" century is the logo of
Prudential Financial, the most prominent American insurance company founded
in 1875. It still occupies a leading position in national ratings, with subsidiaries
in almost 50 countries worldwide (Prudential Financial Logo, 2021). The Pruden-
tial Financial logo is timeless and recognisable. The company symbol, the Rock
Of Gibraltar, was chosen in the 1860s, and the first logo was designed with its
image and the slogan “The Prudence Has the Strength of Gibraltar”. Throughout
the company history, there have been nine changes to the Prudential Financial
logo design (fig. 1). Still, all of them contained the image of the rock, the symbol
of strength and security, which appealed to its main characteristics.

1860 - 1875 1975 - 1910 1910 - 1920

1920 - 1940 1940 - 1950 1950 - 1977

@ Prudential ThePrudential @ ThePrudential @

Lie Health Auo Home

1977 - 1984 1984 - 1989 1989 - 1996

(# Prudential

1996 - now

Figure. 1. The evolution of the Prudential Financial logo
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The 1977 Prudential Financial logo was a modern version with a slanted
inscription with a thick underline located to the right of the iconic emblem.
The logo was placed in a thin round frame, which complemented the smooth
lines of the serif font. Under the thick horizontal line is the inscription in a thin,
narrowed font “Life. Health. Auto. Home” — a slogan that shows the activities
of the company.

In 1984, the logo concept was changed, and a blue-and-white colour palette
was adopted. The updated logo was applied in a traditional sans-serif font with
the word “The” in thin lines and “Prudential” in bold type. Two parts of the
inscription are placed without a space between them and are located to the left
of the modern blue-and-white emblem, where the iconic forms are redrawn in
a more contemporary manner. The rock was still placed in a round frame.

New Moon Graphics designers worked on the changes to the logo. It is how
they commented on their vision and results: “When there is an existing logo,
as with Prudential, we refine and update the concept to bring the logo up to
date while retaining brand identity. The original Prudential logo was more wa-
termarked and then went through a phase of iconic abstraction that was un-
successful. We streamlined it to bring it into the present while honouring its
history” (Logo - Prudential, n.d.).

It should be noted that the company conducted a targeted analysis of the
effectiveness of the modified logo. According to the results of this analysis, it
was found that the “stylised” logo, or the one that went through a phase of
iconic abstraction, was ineffective, and designers had to return to its histori-
cal appearance. Thus, in 1999, the company returned the monochrome colour
palette; in the verbal element — the name — everything remained almost un-
changed. A significant change was the emblem, where the stylised geometric
image was replaced with a more detailed and recognisable one.

The current Prudential Financial logo was finalised in 1996 and is a rec-
tangle with the inscription and the emblem to the left of it. The inscription is
made in a classic serif font (Prudential Roman) by Doyald Young. The emblem
is placed in a circle and has clear lines with sharp corners. The blue-and-white
colour palette of the Prudential Financial logo evokes a feeling of reliability and
stability; the logo represents the company as a powerful and influential one.

Here are the main principles of New Moon Graphics work with customers.
Its main specialisation is branding and logo design. If a customer does not have
a logo, he is interviewed to find out who he is, and then a version of the logo is
created. Communication happens on two levels: the overt and tacit levels. The
overt level involves choosing images and words that directly state the custom-
er’s services and mission. The tacit level involves the cues we take unconscious-
ly as to what sort of business we are dealing with when we see a logo, design
piece or website. New Moon Graphics considers that true sale is not coercion or
deception, but an honest communication of what you have to offer and getting
that message to the clientele who would benefit from that service or product.
The company design logos that work effectively on both levels. The important
level of work of the company designers with unconscious signals that allow
feeling the client’s direction and visualise it most effectively should be noted.
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The logos on the territory of Ukraine of the specified period should also
be considered. On the cover of the price list of the Ernst Mehlhose plant of
agricultural machinery in Kharkiv, there was a trademark that was apparent-
ly developed shortly after the plant foundation and the inscription: the com-
pany was established in 1874. Kharkiv Plant of Agricultural Machinery named
after E. Mehlhose is a private industrial enterprise founded by industrialist
Ernst Mehlhose in 1874. The plant produced horse threshing machines, horse
drives, seeding machines, winnowing machines, threshing machines, reaping
machines and other agricultural products, as well as sold imported reaping
machines, mainly of German and American production. After the Bolsheviks
took over power in Kharkiv in 1918, the Mehlhose plant was nationalised and
renamed into the 2™ State Plant of Agricultural Machinery named after Artem.
After the capture of Kharkiv by the Volunteer Army in June 1919, the plant was
temporarily withdrawn from state ownership and restored its former name. It
existed until December 1919, when it was nationalised again with the return of
the Bolsheviks. In 1923, the Mehlhose plant was abolished as a separate indus-
trial facility and merged with the former Helfferich-Sadet Plant, renamed into
the 1%t state Plant of Agricultural Machinery Serp i Molot Plant in 1922. It was
closed by the Soviet authorities in 1923 (Kraeved, 2011).

The trademark contains a lot of visual information related to the specifics
of its activity (Fig. 2). To prove our assumptions, here is an extract from A. Bon-
darev’s publication about the plant founder: “Ernst Mehlhose’s first merit is the
invention of a two-share plough, which brought many honourable mentions
to the inventor. In 1876, Mehlhose produced his first threshing machine, and
23,000 threshing machines were produced during 36 years, which is the best
and indisputable proof of the product high quality, which found 23,000 con-
sumers even among the relatively poorly educated peasantry. The company has
received fifty medals and an honorary diploma at exhibitions for the quality of
production, as well as many letters of gratitude from consumers” (Bondarev,
2016). Thus, it is the threshing machine that is depicted in the oval shape — the
foremost entrepreneur’s invention, followed by the very medals in two rows
with the top ending, which testified to Mehlhose’s high achievements. Thus,
this trademark carries direct information about the company specialisation and
its significant results.

The trademark in Fig. 3 represents the F.V. Alsop in Kharkiv enterprise,
with which the Mehlhose plant collaborated in the early 1900s (Kraeved, 2011).
The enterprise letterhead has its name: The Warehouse of Agricultural Ma-
chinery and Equipment and Mill-building Office. The basis of its trademark is
a detailed image of the office building itself in a realistic manner — with people
around it, with pictured clouds in the sky, which perfectly fits into the archi-
tectural landscape genre. This landscape is framed by wheat ears — one of the
leading state symbols of that time, but the features of the art nouveau style in
the depiction of lines are noticeable in the lower part of the mark.

A fragment of the letterhead of the Luhansk Textile Mill Company of the
early 20" century (Dzhalilova, 2019) (Fig.4) demonstrates another approach
to identification: the trademark contains a detailed image of the architectural
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complex of the textile mill together with its name. In its writing, a certain ar-
tistic approach to the creation of the font composition is observed: the word
“company” is presented in the abbreviated form with the first letter and the
last underlined syllable; the third and fourth words of the name “textile mill”
are presented according to the same principle. In this way, all three words are
presented in one line based on the principle of symmetry.

g@mﬁﬁm I e RO
3ABOAD

BT

> QIR
MADEED

3. L

Gupia cmectyers o 1874 1.

CHELUANLHOCTH:

Honwoin: wonoTARRH, nuumu H DALOBLIA CEANHH, £

Bl L e P e e T R 5 e e s K e b T Lkl
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XAPDKOBD ¢ B ANDCOND,

T-ro
CoBicTsennoR konctpysii. <To moxdpa 1L,

P i ." Aﬂm Sasoaa
Figure. 2. The price list cover Figure. 3. The letterhead of the F. V. Alsop
of the Plant of Agricultural in Kharkiv company. The 1900s
Machinery named after
E. Mehlhose. The 1900s
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Figure. 4. The fragment of the letterhead Figure. 5. The advertising poster of
of the Luhansk Textile Mill Company. the Kyiv Contract Fair. 1923
Early 20® century
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The textile mill began its activity with the production of pressing cloth for
oil mills in 1904. Afterwards, by the type of its specialised equipment, the Lu-
hansk mill and production was the only one in Ukraine and the largest in the
Soviet Union in terms of capacity with a complete production process for driv-
ing belts. Since the 1930s, the company has been developing the production of
cotton belt tape for defensive purposes (belts for rifles and parachute tapes).

The big fair on Podil in Kyiv began its history in 1797 and existed until
1930. The important contracts were signed with the participation of the Polish
gentry at the fairs: the purchase of bread, the lease of estates, the repayment
of debts, loan agreements. The Fair played an essential role in the economic
development of the South-Western region of the country. Contract agreements
were signed in the city council and since 1811 in the Contract house, which was
built by Melensky and Geste. The Fair interrupted its work for political reasons
and reopened when the Bolsheviks came to power in 1923, which contributed
to the reestablishment of trade relations after the Civil War. Since 1930, the
Fair gradually ceased to exist after the development of a new economic policy
("Istorychnyi yarmarok", 2019). As it can be seen in Fig. 5, no special logo or
trademark was developed; the advertising poster has the inscription “Kyiv Con-
tract Fair” in an expressive vegetative ornament.

Having analysed four examples of visual identification of Ukrainian enter-
prises of the late 19%" — early 20" centuries, the tendency to express clearly the
company specialisation through realistic images of architectural buildings that
belonged to them or produced products, as well as ordinary names with moder-
ate artistic design is observed.

Conclusions

It has been demonstrated that the study of the possibilities of symbolism
and semiotics is necessary both for the creation and understanding of visual con-
tent. As a result of a comparative analysis of the logos that were used in the late
19% — early 20™ centuries in the world practice and on the territory of Ukraine, it
is possible to state the following: the use of the symbolic element of the rock as
a symbol of strength and security remained unchanged on the logo of the Pruden-
tial Financial insurance company (the USA) in the process of its changes during
1860-1996. In the means of visual identification of Ukrainian enterprises of the
late 19% — early 20*" centuries (Mehlhose plant, 1874-1923), F. V. Alsop in Kharkiv
enterprise, Luhansk Textile Mill (1904-2001), Kyiv Contract Fair (1797-1930)
there is a tendency to express clearly the company specialisation through realis-
tic images of architectural buildings that belonged to them or produced products,
as well as the indication of ordinary names with moderate artistic design.

Summarising, it should be noted that the symbols allow perceiving infor-
mation in the shortest possible time, even at a long distance or while moving.
Thus, the use of symbolic and figurative solutions in creating graphic design
objects is a promising and popular method of forming brand identification. This
topic requires further study to identify varieties of logos in the world practice
and Ukraine for the purpose of practical application. Depending on the goals
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and objectives that designer faces, the high results in designing objects can be
achieved using symbolic images.
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3HAKOBO-CHUMBOJITYHUI ACITEKT V ®IPMOBUX 3HAKAX
KIHIIA XIX - TIOYATKY XX CTOJIITTSA

Konicauk Onexkcanapa BomogyumupiBHa'?,
OranecsiH Cosiomist BomogumupiBHa?
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ORCID: 0000-0002-7295-5047, solomia_mysak@icloud.com,
“Kuiscokuli HayioHansHUll yHisepcumem mexHono2iti ma ousatiny,
Kuis, Yxkpaina

Merta [OCTiIKeHHS : BUSIBJIEHHSI MOK/IMBOCTEN Bi3yaabHOI CMMBOJIIKYM IIPYU CTBOPEHHI
o6pa3y koMmmaHii 3acobamu Jjorotuna Hanpukinii XIX — Ha moyaTky XX cTonmiTTs. Metoau.
I TmpoBefeHHS OOCTiIKeHHS BUKOPUCTAHO iCTOPUYHMIA, iCTOPUYHO-TIOPiBHSIIBHMIA,
AHATITUYHMIT METOMIM; IJISI BUSIBIEHHS 00pasHOi i CMMBOIIYHOI MOBM JIOTOTUIIiB KOMIIaHiit
Kinng XIX - mouaTtky XX CT. BUKOPMCTAHO MMCTEITBO3HABUI MeTomyu — (OPMabHOTrO,
06pa3HO-CTWIICTUYHOTO, CEMAaHTUYHOTO aHasidy. BucHoBku. Ha ocHOBi aHami3y mpaib
3apyOiKHMX Ta BiTUM3HSIHMUX HAYKOBI[iB XX CT., 0XapaKTepr30BaHO CMMBOJI i 3HAaK SIK 3aC00U
BUPasKeHHS CYTHOCTI SIBUIIA, PO3MISIHYTO icHYr0Ui Kimacudikariii cumBosmis. [IpoaHamizoBaHo
JIOTOTUIIM, SIKi BMKOPUCTOBYBaiucs HampukiHii XIX — Ha mouatky XX CT. y CBiTOBIii
MpakTUIli Ta Ha TepeHax Ykpainu. Ha mpukiazi nororumna crpaxoBoi kommanii Prudential
Financial (CIIIA) y mporieci 7oro 3min mpotsarom 1860-1996 pp. mokasaHO 3aCTOCYBaHHS
CUMBOJIIYHOTO eJIeMEHTY, SIKMIi 3al1uiiaBcsl He3MiHHMM. Ha mpukiazai TOBapHUX 3HAKiB
MiANPUEMCTB YKpaiHM — 3aBOAY CiIbChbKOrocmomapcbkux MaiiuH EpHcra Menbrose
(1874-1923), mignmpuemctBa «®.B. Anbconb» y M. XapKoBi, JIyraHCbKOi MaHy(aKTypu
(1904-2001), KuiBchbkoro KOHTPAKTOBOTO sipMapky (1797-1930) — poO3IISIHYTO CIIOCOOU
BisyanbHOI imeHTHDiKallil, BUBHAUEHO XY OXKHI 3aC00M; TPOBEIEHO MOPiBHSIbHMI aHATi3.
BcraHoBneHO, 110 300pakeHHST CKeJli Y CTPYKTYpi JIOTOTMITA aMepUKaHCbKOi KOMMaHii
€ CMMBOJIOM cwiu i 6e3reku i amenoe A0 ii OCHOBHMX XapaKTepUCTUK. BusHaueHo, 110
y 3acobax Bi3yanbHOI imeHTuUbIKaii yKpaiHChKMX MTiAIpueMCTB KiHig XIX - mouyaTky
XX cT. HasiBHA TeHJEHIIisl 10 MPSIMOTO BMpaskeHHS CIielliaiisallii KoMIaHii 3a J0IMoMOro0
peanicTUYHOro 3060paskeHHS apXiTeKTYPHMX OyIiBesb, 0 iM Hajeskann, abo 6e3mocepeHbO
BUPOO6IeHOI MPOAYKIIii, a TAKOXK 3BUYANHMUX HA3B i3 MOMipHUM XyJOKHIM 0(OPMIEHHSIM.

Kniouosi cnosa: BisyanbHi KOMyHiKalii, rpadgiuHmuit am3aiiH, JOTOTUI, CUMBOJIKA,
ceMioTuKa
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3HAKOBO-CUMBOJIMYECKUI ACITEKT B ®VIPMOBBIX 3HAKAX
KOHIIA XIX - HAYAJIA XX CTOJIETHUS

KonmecHuxk Anekcanmapa BragumupoBHa's,
OranecsiH Coomust BiagumupoBHa??

Tokmop ¢unocockux Hayk, npogeccop,

ORCID: 0000-0003-2236-3681, kolisnyk.ov@knutd.edu.ua,
2Acnupamnm,

ORCID: 0000-0002-7295-5047, solomia_mysak@icloud.com,
“Kuesckuii HAUUOHAbHBLL yHUBEpCUMeEmM mexHoao02ull u dusatiHa,
Kues, Ykpauna

Llenp wuccimemoBaHMSI: BBbISIBJI€HME BO3MOXKHOCTEM BU3YaJIbHON CUMBOIMKU IIpU
co3maHuy 06pasa KOMIIAHUM CPeICTBaMM JIOroTuna B KoHlle XIX — Havame XX CTO/NETHSI.
Metopnpl. [Ins1 mpoBeleHMS MCCIeLOBAaHMS WCIIONb30BaHbl MCTOPUYECKUI, MCTOPUKO-
CPaBHUTETbHBIN, AaHATUTUYECKMIT METOZbI; /ISl BBISIBJIEHUS 06Pa3HOTO U CUMBOINYECKOTO
SI3bIKA JIOTOTUIIOB KoMITaHM KOHI[a XIX — Havana XX B. UCII0/Ib30BaHbI MUCKYCCTBOBELUECK/E
MeTozbl — (hOPMaTbHOTO, 060PAa3HO-CTYMINCTUYECKOTO, CEMAaHTUUECKOTO aHaI13a. BeIBOMbI.
Ha ocHOBe aHaim3a TPyOOB 3apyOeXKHBIX U OTEUECTBEHHBIX YUEHBIX OXapPaKTePU30BAHbI
CMMBOJI M 3HAK KaK Cpe[CTBa BbIPAKEHUS CyTU SIBJIEHMS, pACCMOTPEHBI CYyLIeCTBYIOLINe
KIaccupuKaMM  CUMBOJIOB. IIpoaHaMM3MPOBAHbI  JIOTOTUITBI,  MCIIOJIb30BABIIMECS
B KoHLe XIX — Hauvanme XX CT. B MMPOBOI MpaKTMKe M Ha Tepputopum YkpauHbl. Ha
npuMepe JOroTuIia crpaxoBoil komnauuu Prudential Financial (CIIIA) B mporecce ero
M3MeHeHMi1 Ha npoTsbkeHun 1860-1996 IT. 1MokasaHO MCIO/NIb30BaHME CUMBOINYECKOTO
J7IeMeHTa, OCTaBaBLIErocss HeM3MeHHbIM. Ha mpyumepe TOBapHbBIX 3HAKOB IpennpUsITUI
VYKparHbl — 3aBOJA CeJIbCKOXO3SIMCTBEHHBIX MallMH OJpHCcTa Menbrode (1894-1923),
npenmnpusitus «®d. B. Anbcotb» B T. XapbKoB, JIyranckoii manydaxTtypsl (1904-2001),
KueBckoit KOHTpakToBOit sipMapku (1797-1930) — paccMOTpeHbl CIIOCOObI BU3YaTbHOI
UOEeHTU(PUKAIVHU, ONpeNeeHbl XyIOKeCTBEHHbIE CPEICTBA; MPOBENEH CPAaBHUTENbHbIN
aHaaM3. YCTaHOBJIEHO, YTO M300pakeHue CKajabl B CTPYKTYpe JIOTOTUIIA aMepPUKAHCKOM
KOMITAHUY SIBJISIETCSI CMMBOJIOM CWJIBI M 0€30TMacHOCTM U ameuIMpyeT K ee OCHOBHBIM
xapakrepuctukam. OTpeiesieHo, YTO B CPEICTBAX BU3YaTbHON MAEHTUMUKAIINY YKPAUHCKUX
npennpusaTuii Konua XIX — Hauana XX BeKa IPUCYTCTBYeT TeHIeHLI NS IIPSIMOTO BbIPayKeH M
CrenMaamM3anuy KOMIIAaHUY C TIOMOIIIbI0 PeTMCTUYECKOTO M300PasKEHUS aPXUTEKTYPHBIX
CTPOEHMUIA, UM TPUHAAJIEXKAINX, WIX U300paKeHMs] HEeOCPeICTBEHHO MPOU3BOAMMON
MPOAYKIMHU, Wi 0OO3HAUEHMS] HAa3BaHUS KOMIIAHUM B YMEPEHHOM Xy[JOXeCTBEHHOM
0hOopMIEHNM.

Kniouesvie cnosa: Bu3yasbHble KOMMYHUKAIMK; TpaduyecKuii Au3aiiH; JOTOTWUIT,
CUMBOJIMKA; CEMMOTHMKA
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The purpose of the article is to analyse the typology, design features and carved decor
of the wooden lamps in the interiors of the religious buildings in Galicia. The research
methodology is based on the general principles of scientific work: consistency, authenticity,
historicism, logic. The author of the article applies a comparative and typological method to
analyse the design features of the lamps. And the methods of hermeneutics and semiotics
were used to analyse ornamental and compositional systems of decoration. The scientific
novelty of the work is the introduction of the unknown artefacts of church art into the
scientific circulation. The author collected these data himself during his scientific expeditions
to museums or directly in churches — both in Ukraine and abroad. Conclusions. The study
of the design features and decor of the analysed lamps has shown that table lamps, as a rule,
are smaller than candelabras (stavnyk), although sometimes according to the principle of
composition, they are the same as candelabras, as, for example, the candelabra from the
Kryvorivnia Church of the Nativity of the Blessed Virgin Mary. The study has confirmed
that the lamps harmoniously fit into the design of the church interior, complementing
the ensemble. For example, in the church in the village of Duliby or Pozdiach. In fact, the
design ensembles of these religious sites are made in the same style. The author of the
article provides an analysis of the image design solution and the nature of the decor of
specific samples of the lamps, and argues that the development of the lamp art (as well as
other elements of church equipment) occurs in two directions: imitation of historical styles
in line with eclectic versions and the use of ornamental and compositional structures of
traditional folk art. The features of a successful combination of these trends in the image
solution of the spider chandelier from Galicia, which is kept in the collection-exposition of
the National Museum in Lviv, have been demonstrated. The study has shown the original
use of Hutsul folk carving traditions in the decoration of the spider chandelier from the
Church of St. George in the village of Duliby, made by the famous master Vasyl Turchyniak:
he used traditional geometric ornaments with ancient symbols. The significance of the
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study lies in the possibility of using the processed material in the restoration of the old and
construction of the new churches.
Keywords: lamps; design of religious buildings; carved decor; folk traditions

Introduction

The mass construction of new and restoration of old religious buildings is
now under way. Most of them have been standing for decades and have been
used for other purposes. Sometimes they were reworked, and liturgical equip-
ment was destroyed or lost. Therefore, today it is important to study the fur-
nishings of the church interior. Lamps are one of the important components of
church furnishings, without which the church service cannot take place.

The relevance of the topic is to restore knowledge about the meaning of the
furnishings of religious buildings. After all, furnishings play an important role in
the liturgical service. Lamps are one of the most important components of the
church interior. Despite this, there are currently no studies on the analysis of
lamps. Lighting devices were mostly occasionally considered in theological pub-
lications (Katrii, 2001). The same situation is in the art studies works (Odrekh-
ivskyi, 2006, 2020). There are no works that would analyse the role of lighting
devices in liturgical use, their decorative features, and their role in the interior
design. While analysing the sacral issues, researchers only mention them.

It is encouraging that culturological works about the meaning of light
and lamps in the church service have appeared (Herchanivska, 2010; Zhukova,
2012). But there is not a single work that would raise art studies issues as well
as sacral and cultural ones. And they should be connected with each other, be-
cause we are talking about the art related to sacral culture.

The scientific novelty of the work is the introduction of the unknown ar-
tefacts of church art into the scientific circulation. The author collected these
data himself during his scientific expeditions to museums or directly in church-
es — both in Ukraine and abroad.

Purpose of the article

The purpose of the article is to analyse the typology, design features and
carved decor of wooden lamps in the interior of the Ukrainian church on sam-
ples from Galicia in the second half of the 19% — the first third of the 20" cen-
tury. After all, this period is the heyday of church construction, as well as the
period of formation of the design of religious buildings. Lamps (as well as other
devices) play an important role in the formation of the artistic and figurative,
artistic and stylistic environment of the church.

Main research material
We consider lamps as important items for liturgical purposes. The system

of lamps creates a kind of illumination of the church, which plays an important
role in the liturgical service. The use of light during worship has a symbolic
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meaning. Worship services never take place without lamps (Katrii, 2001), even
if there seems to be enough daylight in the church premises. The meaning of
the symbolism of light was studied by the culturologist N. Zhukova (2012), who
in particular noted that “... light is a symbol of consciousness, the heavenly
light contains both essence and life” (p. 54).

Researchers pay attention to the importance of light in the interpretation
of a sacral painting. In particular, the well-known culturologist P. Herchanivska
(2010) states: “Not only time and local traditions, but also the confessional fac-
tor introduced variations in Christian symbolism. This variability is observed, in
particular, in the materialization of the symbol of light as a symbolic expression
of Christ... in the Orthodox tradition, its bearer is gold (a golden background of
the icons, halos around the heads of saints), the Catholic West implements this
theological idea in a stained-glass window through which sunlight pours” (p. 94).

Metal lamps predominate in the church interior of the 19* — early 20%
centuries, while the wooden ones were much less frequent. The lamps made
of wood, according to their shape and functional purpose, can be divided into
three main groups: spider lamps, candelabras (stavnyk) and table lamps.

According to the image design solution and the nature of the decor, the
development of the art of lamps, along with the other elements of the church
furnishings, can be divided into two directions: 1) imitation of historical styles
in line with eclectic versions; 2) with the use of ornamental and composition-
al structures of folk art traditions. In the case when a combination of these
directions is observed in the decoration of the carving of one lamp, we study
which features predominate and determine their belonging to a certain group.
For various reasons, there has been little research on the typology of carved
church objects, as well as a number of other issues. However, the study of these
subjects is an extremely important issue, since they significantly affect the cre-
ation of the image of the church interior as a whole.

It is worth noting that the perception of the image of a particular church
object, in addition to design features, is significantly influenced by the carved
decor. Therefore, its study is important for understanding the harmony of the
interior of church buildings. Unfortunately, this issue has been neglected. The
carved decor of objects of the church interior in Galicia during the second half
of the 19 — the 30s of the 20 century, unlike, for example, painting, remained
largely out of the attention of researchers.

Spider lamps are part of the fixed composition of the interior. Such a lamp
symbolizes the sky and, therefore, logically, is hung in the middle of the church
(Katrii, 2001). An example of such a lamp is the spider chandelier, which is kept in
the collection-exposition of the National Museum in Lviv (Inv. No. D 383/13377).
Structurally, it consists of a vertical chiseled rod, from which curvilinear candle-
sticks with an S-shaped pattern extend sideways (Fig. 1).

The lowest part of each candlestick is decorated with pendents. The upper
part is decorated with curls, the silhouette of which resembles the Cyrillic let-
ter “C”. The last of these elements is quite common in the iconostasis carving
of Galicia. For example, some decorative elements of the iconostasis and icon
cases of the Church of the Nativity of the Blessed Virgin in Drohobych (and
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others). A rocaille element is woven into the decor of some candelabras. The
lower part of the rod and candlesticks of the middle tier are decorated with
mascarons, which together with rocaille elements emphasizes the eclecticism
of the carved design of the spider chandelier. Pendents (the most common in
the decor of Hutsul masters) add to the general artistic design features of folk
art. Thus, this lamp combines the elements of imitation of historical styles and
Ukrainian folk trends.

Figure 1. A wooden lamp from Galicia. National
Museum in Lviv. Inv. N2 D 383/13377.

The decoration of the spider chandelier from the Church of St. George in
the village of Duliby (Stryiskyi district, Lviv region, the 1920s ) demonstrates
the original use of Hutsul folk carving traditions. The authorship belongs to
the outstanding master of carving Vasyl Turchyniuk. The chandelier has built-
in models of 16 small churches, none of which is repeated. Each has its own
silhouette and original carving design (fig. 2).

From below, one can clearly see the domes of these chapels, decorated each
time with a different ornament: the “ladder” (parallel lines), the “ilchaste pys-
mo” (“checked”), etc. The crosses that crown the domes of chapels are also var-
ied in silhouette and decor. They protrude sharply upwards, and are effectively
seen from below, creating a harmonious ensemble with a serrated (of triangles)
decoration of the stand, on which the lamps of the chandelier and models of
chapels are placed.

The elements of the ornament can be seen clearly, introducing trends of
the then popular symbolism of different eras. The Duliby lamp harmoniously
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fits into the interior of the church, designed in the Ukrainian style, successfully
creating an accent. After all, the carved decor of the supporting structures of
the iconostasis, altar chair and many other components of the interior of the
church is made by using geometric ornaments of Hutsul flat carving.

' “ s

Figure 2. A wooden spider lamp in the interior ensemble of the Church
of St. George, the 1920s, Duliby village. Author Vasyl Turchyniuk

A typical wooden horos is a lamp from the church of the village of Poz-
diach (today — the territory of the Republic of Poland, the Museum of Folk
Architecture, Sanok). It has the form of a hoop with attached wooden brackets,
and every bracket, in its turn, has a candle holder. Each bracket is made in the
form of a slotted bizarre acanthus leaf, which can be regarded as an element of
eclecticism (fig. 3).

There are traces of the peculiar trends of both old Byzantine and Roman-
esque styles with baroque swirls. It is worth noting that in a similar vein of
imitation of historical styles, all other components of the interior of the church
are designed.

Another group of lamps is candelabras — stavnyk. They are usually repre-
sented by one-, two-, three- and seven-candlestick holder. One candle symbol-
izes the one God in the Trinity, two — the two natures of Jesus Christ, three —
the Holy Trinity, seven — the seven gifts of the Holy Spirit (Katrii, 2001). Initial-
ly, during the Holy Liturgy, candelabras were placed near the throne or behind
the throne. From the 12 century, they were placed on the throne (Katrii, 2001).
The seven-frame candle holder can be placed behind the throne (Katrii, 2001).
The candle itself is an iconic symbol in theology and the divine liturgy. “The
candle symbolizes the channel of communication with God, the cosmos, and
other worlds, defining the meeting point of the earthly and otherworldly, the
candle is a symbol of the flow of human life” (Zhukova, 2012, p. 54). That is why
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the place of the candelabra is so important in liturgical use, and candelabras —
lamps are placed in the most important and visible places.

AL RSP e )

&

Figure 3. Wooden lamp from the church of St. Basil the Great, Pozdiach
village, Poland. Museum of Folk Architecture, Sanok, Poland.

The three-candlestick holder from the Church of the Nativity of the Blessed
Virgin Mary (1719) in the village of Kryvorivnia (Verkhovynskyi district, Ivano-
Frankivsk region) is an example of carved decor, where the features of folk art
can be clearly seen (fig. 4).

[ s e 4
Figure 4. Candlestick from the Church of the Nativity of the Blessed Virgin,
Kryvorivnia village, Verkhovynskyi district, Ivano-Frankivsk region
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The base of the candelabra is a chiseled stem with a four-pointed branching.
Approximately 4/5 of the upper part of the candelabra is occupied by tripling, which
consists of two rocailles in the lower base, arranged vertically with the letter “C”
outwards and on the same scale — a twisted stylized stem and gilded leaf, which
are complemented by green shamrock and red flower heads. The latter flanked
the candelabra and decorated it in the upper part, and above them there are two
eight-petalled polychrome heads of flowers-stars, which resemble the Ukraini-
an eight-pointed star with which people go caroling. Each petal has the form of
a polychrome shamrock. Thus, the Kryvorivnia candelabra is a classic example of
the dominance of the features of Ukrainian folk art in the decoration of church lu-
minaires. And although the interior of the Kryvorivnia church is designed mainly
with imitation of historical styles, the lighting device-candelabra introduces an
element of the Ukrainian national style, becoming a successful colouristic accent.

A six-candlestick holder (the seventh is missing) from the Church of the
Assumption of the Blessed Virgin (1901) from the village of Slavske deserves
a separate analysis. This candelabra is interesting because its body represents
a wooden figure of an angel with outstretched arms, which support metal
branches on three candles on each side. Each branch resembles the stem of
a plant with the small twisted leaves extended to the side. There is an origi-
nal combination of wood and metal. Candelabra is structurally designed in the
style of the decoration of the church interior.

Another interesting candle holder with the use of figurative plastic is
a small table candlestick from the village of Zhdynia (Lemkivshchyna, to-
day — Gorlice County of Lesser Poland Voivodeship, the Republic of Poland.
Sanok Historical Museum. Inv. No. 176), Polish museum workers date it to the
19 century). This candlestick is small in size and apparently did not stand on
the floor during the service, like candelabras, and from the 12™ century — on
the tetrapod, thrones, on both sides of the icon cases, etc. The base of this can-
dlestick is the figure of a flesh-coloured angel with gilded wings, who got down
on his left knee. He holds a stand on which a candle is attached. One could trace
the influence of Baroque and Rococo styles in the plastic interpretation of the
nude figure. Actually, other components of the interior of this church were de-
signed in this way (Odrekhivskyi, 1998).

Conclusions

The study of the design features and decor of the analysed lamps has shown
that table lamps, as a rule, are smaller than candelabras (stavnyk), although
sometimes according to the principle of composition, they are the same as can-
delabras, as, for example, the candelabra from the Kryvorivnia Church of the
Nativity of the Blessed Virgin Mary. There are many table lamps in the interior
of the church, the decor of which resembles the above-analysed candelabra.
A great number of lamps harmoniously fit into the design of the church interi-
or, complementing the ensemble, as, for example, in the church in the village
of Duliby or Pozdiach. In fact, the design ensembles of these religious sites are
made in the same style.
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The study of the unity of the interior design style on the example of mod-
ern church buildings and related features of the decor of lighting devices are
the prospects of further research. It is worth studying the experience of the
unity of the design ensemble solution as a whole and implementing it in mod-
ern practices.
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MeTa OOCTIMKEHHS — MPOAHATI3yBaTU TUIIOJOTiI0, KOHCTPYKTUBHI OCOOIMBOCTI Ta
pi3pOIeHNT DeKOp NepeB’sTHUX CBITWJIBHUKIB y iHTep’epax KyJIbTOBUX CIIOPY[ laquumHu.
MeTomosorisi OOCTIMKEHHSI TPYHTYEThCS HA 3arajibHUX TPUHINUIAX HAYKOBOi poOOTH:
CUCTEMHOCTi, [OCTOBIpHOCTi, iCcTOpM3My, JOriyHOCTi. [yig aHasai3y KOHCTPYKTMBHUX
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0COOMMBOCTE! CBITMJIBHMKIB 3aCTOCOBYETHCSI TMOPiBHSUIBHO-TUIIONOTiIUYHMIE MeTton. ITifm
Yyac aHajai3y OpHaMEeHTaJbHO-KOMIIO3ULIAHUX CUCTEM [1€KOPYy — METOLU TepMeHEeBTUKU
Ta cemiorMkyu. HoBU3HA POOOTM TMONMSTAa€E B 3aJlydyeHHi O HAYKOBOTO OOIry HEBiJOMUX
apTredakTiB I[ePKOBHOTO MUCTEIITBA, JaHi Mpo sIKi 3ibpaHi aBTOpoM 0COOMCTO mifm dac
HAyKOBMX eKCIIeIMIIi} Y My3esiX UM Ha MOJbOBUX TePeHax, 6e3rmocepeqHbo y epkBax — K
B YKpaiHi, Tak i 3a KopmoHOM. BucHOBKM. JIOC/TiIKeHHSI KOHCTPYKTUBHUX 0COOIMBOCTEN Ta
JleKOopy MpoaHaai30BaHUX CBITMIbHMKIB 3aCBiTUMIIO, 10 HACTi/IbHI CBITMJIBHUKMU, SIK TIPABUJIO,
MEHIINX PO3MipiB, HiXK CTAaBHMKM, XOU iHKOJIM 3 IIPUHIIMIIOM KOMITO3MIIii BUPOOY — OMHAKOBI
3 HUMU, K, HAaIIPUKJIaJl, CTaBHUK 3 KPMBOPiBHSIHCHKOI 1lepkBY PizaBa [TpecBsiToi Boropomuiii.
[TigTBepasKeHO, 110 CBITW/IbHMUKM FapMOHITHO BIMCYIOThCS Y IM3aiiH lIepKOBHOTO iHTep’epy,
JOTIOBHIOIOYY aHcamM6i1b. Hapukiiag, y epksi B [ynibax um [To3asyi. BiacHe, nu3aiitHepebKi
aHcaMOsIi 1IMX KyJIbTOBUX O0’€KTiB BUKOHAHi y eauHOMY cTuii. [[poaHanizoBaHO oOpasHe
KOHCTPYKTMBHE BUpIllIeHHSI Ta XapaKTep IeKOpy KOHKPEeTHMX 3pa3kiB CBITWMIbHUKIB, Ha
MiJICTaBi YOro MOXXHA CTBEPAKYBATH, 110 PO3BUTOK MUCTELITBA CBITMIBHUKIB (K ¥ iHIINMX
€JIeMEHTIB 1LIePKOBHOIO OOJamHAHHS) BigOyBa€TbCsl y MOBOX HAIpsiIMaxX: HACTiTyBaHHS
iCTOpMUHMX CTUIIB B PyCai eKJIeKTMUHMX BepCiii Ta 3aCTOCyBaHHS OpPHaMeHTaIbHO-
KOMITO3UITIiHMUX CTPYKTYp TPaAUIIiiHOTO HApOAHOTO MMCTeITBa. IIpoaeMOHCTPOBAHO
0COGMIMBOCTI BATIOTO TMOEAHAHHS I[MX HAMIPSIMiB Y 0Opa3HOMY BUPIillIeHHI JIIOCTPU-ITaBYyKa
i3 TanmuumuHuM, Mo 36epiraeTbcs y Kojekilii-ekcrosuiii HarioHanpHOro myset y JIbBOBI.
3acBigueHO OpuUriHaJIbHE BUKOPUCTAHHSI TPaAMIliii TYIYIbCbKOTO HApOMHOTrO Pi3bOaeHHS
y nIekopi mroctpu-maByka i3 mepkBu CB. IOpis c. dyni6u, BUTOTOBIEHOTO 3HAMEHUTUM
maiictpom Bacuiaem TypumMHSIKOM: HUMM 3aCTOCOBaHI TpaAauiliiiHi reoOMeTpUUHi OpHAMEHTHU
i3 CTapomaBHLOIO CUMMBOMIKOI. 3HAUMMICTh MAOCTIIKEHHSI TIONSITAE Y MOSKJIMBOCTI
BMKOPVCTAaHHS OIIPallbOBAHOI'O MaTepialy IIpy pecTaBpallii crapux Ta O6yIiBHUIITBI HOBUX
XpamiB.

Kntouosi cnosa: cBITMIbHUKY; OU3aiiH KyJTbTOBUX CIIOPYA,; Pi3bO/IE€HMIT IeKOP; HAPOIHI
Tpaauiii

OCBEIIEHUE B IU3AVIHE UHTEPBEPOB KYJIBTOBBIX COOPYKEHUI
B TAJIMLINN (BTOPASA ITOJIOBUHA XIX - ITEPBASI TPETb XX BEKA)

OppexuBckuii Poman BacunbeBuu

Zoxkmop uckyccmeogedeHusl, doyeHm,

ORCID: 0000-0003-3581-4103, odre2010@ukr.net,
HayuoHanwHoili 1ecomexHudeckull ynusepcumem YKpauHol,
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Henb ucciaenoBaHuA — IIPOaHAJIM3UPOBATHb TUITIOJIOTUIO, KOHCTPYKTMBHbIE
0COOEHHOCTU U pe3H0171 OEeKOp OepeBAHHLIX CBETUJIbHMKOB B MHTEpPbepe YKpaI/IHCKOI‘/JI
LEePKBM Ha o6pa3uax n3 Tanuuumn. MeTtomonorust ucciaenoBaHMs OCHOBBIBAETCS Ha O6H.U/IX
MIPpUHOUITIaX Hay‘-IHOI‘/JI paﬁOTbII CUCTEeMHOCTU, HOCTOBEPHOCTU, UCTOPU3ME, JTOTUMUYHOCTHA. Hns
dHa/IM3a KOHCTPYKTUMBHBIX 0COOEHHOCTEl CBETUIbHIKOB IIpMMEHAETCS CPpaBHUTEIIbHO-
TUMIOJIOTUYECKUI MeToh,. Bo BpeMs aHa/IM3d OPHAMEHTa/JIbHO-KOMITO3MIIMOHHBIX CHUCTEM
OeKOopa — MeTOAbl T€EPMEHEBTUKU 1 CEMUOTUKMN. HoBusna pa60TbI 3aK/IK0YaeTCs BO BBeOeHUU
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B HAYYHbIIT 060POT HEM3BECTHBIX apTedaKkTOB IEPKOBHOTO MCKYCCTBA, JAHHbIE O KOTOPBIX
coOpaHbl aBTOPOM B XOJle HAYYHBIX SKCIEAUIMIT B My3esIX MU TIOJIEBbIX MCCIeIOBAHNA,
HEIOCPEeICTBEHHO B LIePKBSIX — KakK B YKpauHe, Tak 1 3a pybeskom. BeiBonbl. VccienoBanust
KOHCTPYKTUBHBIX OCOOEHHOCTEl U OeKopa MpOaHAIU3UPOBAHHBIX CBETWIHBHUKOB
CBUIETENbCTBYET, YTO HACTEHHbIE CBETUJIbHMKM, KaK IIPaBMUJIO, MEHbLINX Pa3MepOB, YeM
CTaBHMKM, XOTSI MHOILA, 110 IPUHUUITY KOMIIO3ULIMY U3Le/Nusl — OLMHAKOBBI C HUMU, KaK
HaIpuMep, CTaBHMK M3 KPMBOPUBHSHCKON LiepkBu PoxxnmectBa IlpecssiToii boropopuisl.
[TonTBepKoeHo, YTO CBETMJIBHMKM TapMOHMYHO BIMCBIBAIOTCS B AM3aliH LIEPKOBHOIO
MHTEepbepa, TOTIONHSIS aHCaMObITb, HAaTTpuMeD, B epKBu B [Tynnbax mnu [To3asue. COOCTBEHHO,
Iu3aifHepcKye aHcaMOlM 3TUX KyJIbTOBBIX OOBEKTOB BBIIIOJIHEHBl B €IWHOM CTUJIE.
[TpoaHaaM3MpPOBaHO 06Pa3HO-KOHCTPYKTUBHOE PellleHNe U XapaKTep J1eKopa KOHKPETHbIX
00pa3IoB CBETMIBHMUKOB, HAa OCHOBAHUM Yero MOXHO YTBEpPXKIATb, UTO DPa3BUTHUE
MCKYCCTBA CBETUJIIbHUMKOB, (KaK U LPYIMX 5/€MEHTOB LIePKOBHOJ yTBAapy) MPOUCXOLUT
B [IBYX HalpaB/JIeHMSIX: HaCleLOBaHMe MCTOPUUECKMUX CTUJIel B pycle SKIeKTUYeCKUX
BEPCUIT U UCIIO/Ib30BaHMe OPHAaMEHTa/lbHO-KOMIIO3UMLMIOHHBIX CTPYKTYDP TPaAVLIMIOHHOTO
HapOJHOTO MCKycCTBA. [TpofmeMOHCTPUPOBAHbI OCOOEHHOCTU YOAYHOTO COYETAHUS ITUX
HanpaBJieHWiI B 0Opa3sHOM peIIeHUM JIIOCTpbI-MayKa u3 lamuium, KoTopas XpaHUTCS
B KOUIeKUMM-sKkcrnosuuuy HauyoHanpHOro mysess BO JIbBOBe. 3aCBUAETE/bCTBOBAHO
OPUTMHATBHOE UCITO/Ib30BAHMeE TPAAUIINIA TYIIYIbCKOV HAPOIHOV Pe3bObI B IeKOPE JIIOCTPbI-
nayka u3 1epksu C. FOpust c. [Iynn6bl, MU3rOTOBIEHHOTO 3HAMEHUTHIM MacTepoM Bacunem
TypuMHSIKOM: MM MCIIO/b30BaHbl TPAAULIVIOHHBIE TeOMeTpUYeCK/ e OPDHAMEHTHI C IpeBHeN
CUMBOJIMKOM. 3HaUMMOCTb MCC/IeNOBAaHUS COCTOUT B BO3MOKHOCTM MCIIOIb30BaHUSI €ro
MaTepuaIoB IPU pecTaBpalyy CTapbIX M CTPOUTEIBCTBE HOBBIX XPaMOB.

Knwuesvie cnosa: CBeTWIBHUKM; LOU3aliH KyJIbTOBBIX COODYXeHMI; PE3HOI [eKOop;
HapOJHbIe TPAAULIN
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The purpose of the article is to comprehend animation festivals as an important
component of the cultural space of modern Ukraine and a decisive factor in the
development of the world and domestic animation art. Research methodology. The
analytical and synthetic method was used, which made it possible to discover the
specifics and directions of development of the large-scale world and domestic animation
festivals; owing to the generalisation method, information about animafests was
systematised, and their multidimensional abstract review was carried out. The scientific
novelty is that the largest world and domestic animation festivals are identified and
analysed for the first time, and their specifics are studied. Animation festivals are
considered as a kind of indicator of modern culture development. Conclusion. The
definition of cultural space as a space of functioning of the animation festival is
given, the essential features of the festival as a cultural phenomenon are highlighted.
It is ascertained that a festival is a periodic festive event with elements of solemnity
and competition, the ultimate goal of which is the demonstration of achievements,
creative exchange, professional communication. Festivals differ in direction, themes,
programmes. An essential feature of the festival is the presence of a single idea, theme
and programme. The information on animation festival activity in Ukraine and the
world is generalised and systematised. World and domestic animation festivals are
understood from the standpoint of features and directions of their development, new
methods and techniques. It is concluded that the demand for animation festivals is
increasing every year. Animation festivals have a strong cultural and artistic potential:
they showcase new trends and artistic innovations; allow avoiding the isolation of art;
allow authors to represent their creations to viewers and experts; provide creative and
professional communication. It is noted that animafests are a powerful catalyst for the
creative process and contribute to creating the environment for further development
and popularisation of animation art.
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Introduction

In the cultural space of Modern Ukraine, its various forms and scales, fes-
tivals are becoming more widespread. The increase of festival importance cre-
ates a need for its scientific research, identification of development tenden-
cies and ascertainment of the impact on the development of animation art
in Ukraine and the world. Firstly, the study’s complexity is caused by the the-
matic diversity and number of festivals. Secondly, by the lack of their general
documentation, since festivals are not always associated with official struc-
tures. Thirdly, animation festivals are a relatively new phenomenon in Ukraine
since the period of significant growth in the number of festivals coincides with
Ukrainian independence. The relevance of the research is in the understanding
that information systematisation about festival activities, identification of the
state and directions of development of animation festivals will give grounds
to outline the prospects of the festival movement for the development of an-
imation art.

Recent research and publications analysis. M. Bakhtin’s works are devot-
ed to the understanding of the festival as a cultural phenomenon. The scien-
tist emphasised the festival dialogicality related to the culture dialogicality,
which is “the result of a creative process that is dialogic initially” (Bakhtin,
1975, p. 504). The understanding of the festival activity essence was expanded
by studying the play nature of culture by J. Huizinga, who describes the space
of human activity as a field of play, which is a way and a universal category
of human existence (Huizinga, 1992). K. Zhyhulskyi, Yu. Lotman, A. Barabanov,
K. Davydovskyi, M. Lytvynov, S. Liubchenko, R. Nabokov, Yu. Onatskyi, N. Pato,
Yu. S. Zuiev, A. Menshykov, P. Nikolaieva, E. Reznikova, O. Yatskov, D. Zubenko,
S. Vytkalov and others pay attention to festivals as cultural phenomena in their
works. Various aspects of the festival phenomenon are considered in the re-
searches of these and other scientists. Still, a systematic study of the festival
movement, including animation film festivals, is not presented.

Therefore, there is a need to carry out a theoretical generalisation of ani-
mation festivals, study the features of their functioning in the Ukrainian cul-
tural space, distinguish the largest world and domestic animation art festivals,
characterise their specifics and potential for the development of animation art
in general.

The scientific novelty of the study is that the most significant world and
domestic animation festivals are identified and analysed for the first time, and
their specifics are studied. Animation festivals are considered as a kind of in-
dicator of modern culture development. Animation festivals are regarded as
a kind of indicator of contemporary culture development.

Purpose of the article
The purpose of the article is to study animation festivals as an important

component of the cultural space of modern Ukraine and a decisive factor in the
development of the world and national animation art.
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Main research material

Today, festivals have become an integral part of our lives and the cultural
space. In the context of the problem under consideration, first of all, the term
“cultural space” should be clarified. “The words “culture” and “space” are poly-
semous in themselves, and their combination multiplies polysemy of each oth-
er. Culture can be understood in the anthropological sense, as the whole way of
life of a particular community, or in the sectoral sense, as a separate sphere of
activity” (Hrytsenko, 2019, p. 12). This understanding of cultural space is most
acceptable among a large number of definitions. Cultural space is complex, dy-
namic and multidimensional, the central structural and system forming part
of which is human activity on the material, physical and spiritual levels. That’s
why this is not an abstract category but the living space of human existence,
filled, in addition to material achievements, with artefacts of mental nature
that cause certain emotional experiences and sensations. Cultural space is just
a sketch, a general ground that outlines the contours of human behaviour. Cul-
ture organises people lives.

Cultural space is also defined at the legislative level through the prism of ac-
tivity. The law of Ukraine considers cultural space “as an area in which, accord-
ing to the legislation, cultural activities are carried out and cultural, information
and leisure needs of citizens are met, covering, in particular, radio and televi-
sion, periodicals and book publishing products, the market of cultural goods, as
well as the cultural and artistic environment” (Verkhovna Rada Ukrainy, 2010).
This definition gives us grounds to consider animation festivals as a cultural and
artistic environment on the one hand and as cultural and artistic activities on
the other hand and as an organic component of the cultural space in general.

“Etymologically, the term “festival” comes from the Latin feviae, which
means “holidays”, “rest days”. The French equivalent of the term fete has three
meanings: a special day dedicated to the culture of religious ceremonies; public
entertainment that is organised on any unusual occasion, such as national hol-
idays, joys of life, happiness, etc.” (Shubina, 2006, p. 21, p. 55). The term “festi-
val” comes from the Latin language (lat. festum — holiday, festive banquet) and
later it was fixed in old French. Initially, the term referred to a religious holiday,
emphasising belonging to it. Only at the end of the 18th century, it occurs as
a noun for the first time, but continued, however, to denote a religious celebra-
tion (Huizinga, 1992).

The origins of modern festivals can be traced back to the birth of human
culture — in ritual and ceremonial actions, festive religious ceremonies, mys-
teries, carnivals. With the gradual separation of church and secular life, the
festivals became closer to their modern understanding.

In “Ancient Greece, the Great Dionysias were the prototype of theatre fes-
tivals, and the Great Panathenaia were the origins of festivals of music, variety,
dance. The origins of the festival also include the playful nature of the Middle
Ages and the Renaissance: carnivals, mummers parade, jugglers’ performances,
jester parades, competitions of troubadours, minnesingers, histrions, “carnival
of masks”, “feast of fools”, etc.” (Men’shikov, 2004, p. 5).
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The first music festivals originated in England in the 18" century and
were dedicated to church music. Since then, festivals have been held in many
Central European countries, mainly in Germany. They have been particularly
widespread since the 40s of the 20" century. For a long time, festivals existed
only as an artistic phenomenon, and their social significance was determined
by the significance of this art form respectively. It became possible and nec-
essary to talk about festivals as a social phenomenon only in the 20% century
and, most of all, in the age of the information society. Since the second half of
the 20" century, mass events have reached a new level. Global changes char-
acterise this period: there is an active reconstruction after military upheavals,
the level of technical equipment is increasing rapidly, which contributes to
the formation and dynamic development of festivals of this format, which sur-
pass in scale similar actions of the past. “Festivalisation” is becoming a kind
of a symbol of socio-cultural changes in the world (Kulichkina & Mel’nikova,
2015, p. 127).

In the modern sense, a festival is a cultural event of a solemn nature, held
in honour of a particular phenomenon, object, person, event or under the aus-
pices of a single idea. Such events usually have a specific theme (one or more).
Also, a festival is understood as a demonstration of achievements in the artistic
sphere, which can consist of a series of concerts and performances, united by
a common name, a single program and held in a particularly solemn atmos-
phere with a certain frequency (either annually, or every two years, etc.).

The festival is also understood as “a mass celebration that demonstrates
achievements in the fields of music, theatre, cinema, variety, etc.” (Davydovskyi,
2011). Unlike a mass holiday, the basis of any festival is not a real event but the
main idea that determines its specifics, features of organisation, production,
directing, and so on. In addition, the festival provides for the presence of par-
ticipants and spectators, as well as a jury, workshops, the presence of symbols,
etc. A festival, unlike a holiday, is characterised by a competitive spirit.

The majority of contemporary art festivals have a competitive basis. The
advantage of the festival over the competition is that the priority is not just to
become the first but also among equals. That is, the goal is not the victory itself
but also the possibility of creative interaction and interpersonal communica-
tion. The harmonious combination of the nature of the holiday and the com-
petitive spirit allows a festival to be a universal multifunctional phenomenon
that contributes to the development of the creative potential of the individual
and society as a whole.

The festival phenomenon is closely connected with socio-cultural process-
es — it reflects all the diversity and specifics of social relations inherent in mo-
dernity. It is about a kind of dialogue, during which a unique cultural unity is
created. According to Yu. Moskvichova, there is an active interaction between
the artist and the audience during art festivals. “It is the festival that provides
an opportunity to unite a large audience in a single space, engage the arts, per-
ceive and appreciate it, and sometimes even take part in the creative process”
(Moskvichova, 2014, p. 195). As part of the country’s artistic space, Festivals
fulfil certain socio-cultural tasks, namely: reproduce art samples, develop tra-
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ditions and spread national cultural heritage in the world, and expand inform-
ative and creative connections between festival participants.

In recent years, there have been positive reforms in the field of nation-
al culture. There is an active development of festival movements, but there
are almost no comprehensive analytical researches. “According to unofficial
data, there are more than 1000 festivals related to art and culture in Ukraine”
(Dem’ian & Butsenko, 2018).

Among the variety of festival movements, animation film festivals are
a separate direction. The art of animation is complex and multifaceted. It can
impress with its unique language and laws. Due to its surreal nature, Animation
is able to explore our experience that is elusive to other forms of art and science.
“Modern animation is films made by artists in the genre of animation and con-
tains reflections on the problems of the modern person and the challenges of
modernity. Animation as a genre has unlimited possibilities. Its only limitation
is the screen” (Kyva, 2017). Animation possibilities give grounds to talk about
acute socio-political events, diseases, deviations, problems that people prefer
not to think about. Owing to formal simplification and associations, it is easier
to convey information that is difficult for understanding and evoke empathy.

The animation festival movement has its history and ambassadors. One
of the oldest and most significant animation festivals in the world is the An-
necy International Animation Film Festival, created in 1956 by Pierre Barbin,
a representative of the film distribution management of the Cannes Film Fes-
tival, and a group of enthusiastic animators from the largest French amateur
film club, Annecy Film Club. In 1960, it was decided to organise a separate in-
dependent animation festival based on the unit. In 1985, in parallel with the
competition program, the International Animation Film Market (Festival in-
ternational du film d’animation d’annecy (FIFA) began to work, which gradu-
ally became one of the largest and most significant commercial projects in the
field of animation. The current program of the Annecy International Animation
Film Festival includes about 200 works selected by a jury that receives 2,600
animation films from all over the world annually. The films are divided into sev-
eral sections: full-length cartoons (starting from 60 minutes), short animated
films, television films (TV series, special projects), commissioned films (popular
science, advertising, promo), and graduation animated films. It is important for
the development of animation art that, in addition to the presentation of films
for distribution, representatives of television companies and animation studios
can find young talented animators for their staff.

The World Festival of Animated Film in Zagreb — Animafest Zagreb, con-
sidered the second oldest animation film festival in Europe is equally famous.
Based on the traditions of the Zagreb School of Animated Films, the festival
relies on author’s films; now, this festival has a reputation as one of the most
significant events in the animation environment. The idea of the festival crea-
tion arose due to the worldwide recognition of the animated short film, created
by the authors from the Zagreb School of Animated Films in the 1950s and
1960s. The festival is recognised by ASIFA (the International Animated Film
Association).
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The Ottawa International Animation Festival (OIAF) was founded in 1975
by Canadian animation figures such as Bill Kuhns, Frederik Manter, Prescott
J. Wright, Frank Taylor, and Kelly O’Brien. Many Canadian film and media in-
stitutions (among them the National Film Board of Canada, Radio Canada, CBC
Television, and Cinématheque québécoise) played a fundamental role in build-
ing the festival into its present state. In 1997 the Ottawa International Stu-
dent Animation Festival (SAFO) was founded and held in alternate years to the
larger OIAF. In 2005 the OIAF moved from biennial to annual, and as such, the
student categories became part of the main festival.

The Hiroshima International Animation Festival, which is significant in
the animation festival movement, was founded by Association International du
Film d’Animation or ASIFA as International Animation Festival for the World
Peace in 1985. Today the Festival is considered one of the most respected ani-
mated festivals, along with Annecy International Animated Film Festival, Ot-
tawa International Animation Festival and Zagreb World Festival of Animated
Films. In 2010, the Festival had nearly 1,937 entries from 57 countries.

A short film, animation and VR festival — Encounters Film Festival — takes
place in Great Britain. The festival began in 1995 as Brief Encounters, a one-
off event to mark the centenary of cinema, but it proved so successful that it
became an annual attraction. Animated Encounters was set up in 2001 to cele-
brate and showcase animation. In 2006 the two festivals united as the Encoun-
ters Short Film Festival (now known simply as Encounters). In 2010, Encoun-
ters became a qualifying festival for the Academy Awards Short Film Category.
Then in 2011, Encounters announced a new partnership with the European
Film Academy Short Film Initiative, becoming a member of the 15 European
festivals that present the nominations for the European Film Academy Short
Film Awards.

The Go East Film Festival was founded by Claudia Dillmann, the Director of
the German Film Institute — DIF (Deutsches Filminstitut), in 2001. The goEast
Festival aims to improve the level of knowledge of the cultural development of
Central and Eastern Europe. According to the organisers’ opinion, this should
help deepen the dialogue between different film schools. Every year, the festi-
val events are widely covered by local media, allowing foreign participants to
become recognisable in Wiesbaden and beyond it.

The London International Animation Festival (LIAF) can be proudly called
one of the most significant European animation reviews. Founded in 2003, LIAF
aims to dispel the popular misconception that animation is just cartoons for
kids by screening the broadest possible range of intelligent, entertaining and
provocative current films on offer from all around the world as well as retro-
spectives and specialised sessions from countries and animators who don’t
usually elicit such attention. The LIAF is even provocative in some ways; the
organisers support non-standard and original approaches.

The Anifilm International Festival of Animated Films is important in the
world animation festival movement. Anifilm’s mission is to present current
trends, methods, technologies and animation techniques in its programme.
The Festival also supports works in progress and brand new animation projects
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and their authors, producers and distributors. Film professionals worldwide
can use Anifilm as a platform for positive confrontation and a meeting place
for forging new contacts. Anifilm is aimed at authors and film professionals as
well as students, educators, film theorists and all fans of animated production,
including children. Anifilm also wants to represent the Czech Republic in an
international context on a long-term basis. The Festival is organised by the
Citizens’ Association for the Support of Animated Film (Obcanské sdruzeni pro
podporu animovaného filmu z. s.) / OSPAF. The main aim of the Association
is the development and preservation of the cultural heritage of Czech animat-
ed film. It wants to popularise animated film in cultural, economic and social
spheres.

The International Festival of Animation Arts Multivision, which is held an-
nually in St. Petersburg since 2003, cannot be ignored. Multivision is the first In-
ternational Animation Festival in Russia aimed at the general public, especially
young people and children. The festival is widely known in the international
arena, has partnerships with animation festivals and national cinematography
councils of leading animation producing countries. The festival program ex-
plores the latest developments in animation styles and their influence on other
artistic practices. Along with films, the festival presents the full range of con-
temporary art combined with animation — video art, electronic music, video
installations, VJing, multimedia performance. Multivision also produces works
of media art, helps young artists in their creative development.

In Ukraine, the KROK and LINOLEUM festivals play a significant role in
the development of animation art. The KROK International Animated Films
Festival was founded in Kyiv in 1989, and according to international ratings,
it was among the top five animation festivals in the world. KROK-2020: Na-
tive Harbour received 1,112 submissions for participation from 60 countries.
The competition program included almost 100 animated films from 30 coun-
tries — works by famous masters and talented debutants. The organisers aim
to present the widest variety of styles, techniques, directions of narratives and
national cultures at the festival.

LINOLEUM International Contemporary Animation and Media Art Festival
is held in Kyiv annually since 2014. It is the biggest showcase of the author’s
animation in Ukraine. Also, in addition to international and national compe-
titions, the festival consists of a series of workshops and lectures held by the
field’s best players, experimental animation and video art screenings, thematic
non-competitive screenings and program for children. Its main goal is to show
that animation is entertainment for children and a form of contemporary art,
with the help of which current topics can be raised using new technologies, at-
tracting a large intellectual audience ("Rozpochato pryimannia zaiavok”, 2021).

Every year, the festival brings together the most authoritative representa-
tives of the animation industry in the world, promotes cultural exchange, de-
velopment and popularisation of animation in Ukraine. It is one of the largest
world-class animation platforms. Like other world festivals, LINOLEUM pro-
motes the development of the film industry, professional exchange, and the im-
plementation of creative ideas. LINOLEUM is a festival competition that allows
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authors to express themselves, exchange experience, convey an idea, and the
audience to communicate with the authors of the films. The festival helps to
encourage foreign mentors to help Ukrainian animation projects, get feedback
from leading experts. It is very important that the organisers support the inte-
gration of the efforts of various educational institutions to improve the level of
animation art in Ukraine.

The peculiarity of the national festival is the choice of the annual theme,
which is related to the cultural situation of a certain period. For example, Cloud
of Dust (2015), Paper Dreams (2016), Heroes and Villains (2017), Fading Bor-
ders (2018), Common ground (2019), Becoming Human (2020). This year theme
is Presence. Intimacy. Touch. The choice of the topic of 2021 is justified by the
situation caused by the global pandemic and quarantine. “Today, physical pres-
ence is nearly a rarity. Intimacy is a forbidden entertainment, and touching is
a mortal danger. Crisis behaviour became our new standard; the space around
us is now holy and untouchable. <...> It turned out that grasping reality is im-
possible without close contacts, and culture is lifeless if it doesn’t resonate
with bodies. We suddenly felt our bodies being part of physical cosmology. We
discovered that value is determined by comprehensibility, and existence can
be fully experienced within arm’s and touch reach” ("Rozpochato pryimannia
zaiavok", 2021). That’s why this topic keeps with the times and relevant.

Since 2020, the LINOLEUM festival has changed the format of its activ-
ities slightly. The situation caused by quarantine restrictions has negatively
affected the festival activities in general. However, in 2020, the offline festival
was organised simultaneously in several cities of our country at open-air ven-
ues in compliance with all quarantine standards. The positive aspect is that
LINOLEUM established partnerships with online cinemas, where it was possi-
ble to watch more than 250 animated films for free, which undoubtedly influ-
enced the audience expansion, the festival business development in particular
and the animation art development in general.

In addition to large-scale international animation festivals, there are also
regional festival movements in Ukraine. For example, two years in a row, the
animafest Zadzerkallia is held in Lutsk, Snail Fest in Berdyansk, etc., which
indicate that animation has begun to be perceived as a full-fledged genre of art
in our country. Each festival is an integral part of the cultural space of Ukraine,
a component of its overall cultural panorama, an exponent of its cultural iden-
tity.

Conclusions

Animation film festivals take a special place in the contemporary cultural
space of the world. The study of the most significant animation festivals has
shown that the demand for the festival as a cultural product is increasing every
year. Animation festivals have a strong cultural and artistic potential. First, an-
imation festivals showcase new trends and artistic innovations. Secondly, they
help to avoid the isolation of art, allow authors to represent their creations
to viewers and experts, the possibility of creative interaction, interpersonal
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communication, expansion of informative and creative connections between
participants, create certain networking during their events so that people who
have been in the profession for a long time and novice animators have the op-
portunity to get acquainted and discuss new projects. Third, every festival is
a powerful catalyst for the creative process, which contributes to creating the
environment for further development and popularisation of animation art.

Despite the rapid development of the festival movement, animation festi-
vals require the attention of the artistic community, creative initiative and state
support, as well as the creation of festival animation distribution in Ukraine,
which will support its development and determine the prospects for further
research.
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Merta cTaTTi — ocMMUC/IEHHST PeCcTUBAIIIB aHiMallii SIK B&YKIMBOTO CKIAAHNKA KyTbTYPHOTO
MPOCTOPY Cy4acHOi YKpaiHM Ta MOTYKHOTO (DakTOpy PO3BUTKY CBiTOBOTO i BiTUM3HSHOTO
aHiMaliiiHoro MucTenTBa. MeTom0MOTis DOCTiAKeHHS. BUKOpMUCTaHO aHAMi TUKO-CUHTE TUIHUI
METO/I, IO IaB 3MOTY 3’ICyBaTH crienndiky it HampsiMu po3BUTKY HAMaCIITaOHIMINX CBITOBUX
Ta BiTUM3HSIHMX (ecTMBATIB aHiMallii; 3aBASKM METOMy y3araJbHEHHS CUCTEMAaTKU30BaHO
indopmariito moao aHima-decTuBaniB Ta 37iliCHEHO iXHiil 6araToacrekTHMii pedepaTUBHMI
ornsi. HaykoBa HOBM3HA TMOJMsAra€ B TOMY, IO BIEpLle BUIIEHO ¥ IpoaHaai30BaHO
HaliMaclITabHinm CBiTOBI Ta BITUM3HSHI aHIMaliiiHi decTuBai, BUCBITIEHO iXHIO crienndiky.
@ecTMBasi aHiMallii PO3MISAAIOTHCS SIK CBOEPIAHUI iHAMKATOP PO3BUTKY CyYaCHOI KYJIbTYPU.
BucHoBkM. IlomaHO BU3HAYEHHS KY/JIBTYPHOTO MPOCTOPY SIK TMPOCTOPY (DYHKIIOHYBaHHS
dectuBamo aHimanii, BUAIEHO CYTHiCHI pucu GecTUBAMO SIK KYJIbTYpHOTO (DEHOMEHY.
BcraHoBieHo, 1110 GecTrBasb € CBATKOBUM MEPiOAUYHMUM 3aX0/I0M, 3 eIeMEeHTaMU YPOUUCTOCTi
Ta 3MarajJbHOCTi, KiHIIEBOIO METOI0 SIKOTO € [eMOHCTpallis 3H400YTKiB, TBOpYiii OOMiH,
npodeciiiHa KomyHikarist. ®ecTuBami Pi3HATHCS CIPSIMYBAHHSIM, TEMATUKOIO, IPOrpPaMaMMu.
BaskimnBoI0O prcoio GpecTMBAIIO € HAsIBHICTh €AMHOI ifei, TeMaTUKM Ta IIporpaMu. Y3arajabHeHO
i1 cMcTeMaTM30BaHO iHGOPMaIIilo MO0 aHiMalliliHOi hecTUBaIbHOI AisTbHOCTI B VKpaiHi i cBiTi.
CBiTOBi i1 BiTUuM3HSHI (ecTuBati aHiMalii OCMKUCIEHO 3 TTO3UIii 0COBGIMBOCTEN Ta HAMPSIMIB
iXHbOTO PO3BUTKY, HOBMUX TEXHIK i MpuitomMiB. 3p067eHO BUCHOBOK, 1[0 MOMUT HA (hecTUBati
aHiMalii mopoky 3pocrae. @ecTuBasi aHiMallil MalOTh MOTYKHUI KyJAbTYPHUIL i MUCTELIbKUI
TIOTeHIIia/: BOHU IeMOHCTPYIOTh HOBi TeH/IeHIIii Ta MUCTelbKi HOBallii; JO3BONSIOTh YHUKHYTHU
i307IbOBAHOCTI MUCTELITBA; HALalOTh aBTOpaM 3MOTY BMCTaBUTM CBOI TBODIHHS Ha OIVISIT,
IAAYiB Ta €KCIepTiB; 3a06e3MeuyloTh TBOPUY Ta MpodeciiiHy KOMyHiKallioo. 3a3Ha4ueHo, 10
aHiMa-(hecTUBaIi € MOTYKHUM KaTali3aTOPOM KPeaTUBHOTO MPOLIECY Ta CIIPUSIOTh CTBOPEHHIO
cepeoBMIIA JIsT TIOAAIBIIIOTO PO3BUTKY ¥ MOIMY/sipM3allii MUCTeITBa aHiMaIlii.
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Llenp cTaThy — ocMbICJIeHMe (decTuBaIeil aHMMaluM KaK BaKHOW COCTaBJISIONIEN
KYJAbTYPHOTO TMPOCTPAHCTBA COBPEMEHHOW VYKpauHbl M MOIIHOTO (akTopa pa3BUTUS
MMPOBOTO U OTEUECTBEHHOTO aHMMAI[MOHHOTO MCKYCCTBA. MeTOMOMOTHUST MUCCIeI0BaHMSI.
Vcrnonb30BaH aHAUTUKO-CUHTETUYECKUIE METOM, KOTOPbBINi TO3BOMWJI  BbISICHUTD
crienuPUKy ¥ HAMpaBAeHUs] PA3BUTHUS CAMbIX MACIITAOHBIX MMUPOBBIX U OTEUECTBEHHBIX
decTuBanen anumanuu; 6;arogapsi MeTony 06001IeHNsT CHCTeMAaTU3UPOBaHA MHGOPMATTVST
0 (decTUBANAX aHMMALMM U TIPEIOCTABJIIEH MX MHOTOACIEKTHbIN pedepaTUBHbIN 00630p.
HayuHasi HOBM3HA 3aK/IIOYAETCSI B TOM, UTO BIIEPBbIE BBIJEIEHbI U TPOAHATNU3UPOBAHBI
caMble MacIITabHble MUPOBBIE U OTEYECTBEHHbIE aHMMAIMOHHbIe (DecTuBaIM, OCBEleHA
ux cneruduka. GecTMBaAIM aHMMAIVU PACCMATPUBAIOTCSI KaK CBOEOOPa3HbIi MHIUKATOD
pa3sBUTHSI COBPEMEHHOI Ky/IbTypbl. BbIBOABL. [IaHO oOmpeneneHue KyIbTypPHOMY
MPOCTPAHCTBY KaK MPOCTPAHCTBY (QYHKIIMOHMPOBAaHMUS (HeCTUBAJIST aHUMAIMU, BbIJEIEeHbI
CYIIHOCTHbIe 4epThl (eCcTuBaAsl KaK KyJIbTypHOTO (eHoMeHa. YCTaHOBJIEHO, YTO
(decTuBaNb SABISIETCST TIPA3IHUYHBIM TEPUOIUUYECKUM MEPOIPUITUEM, C 3JIEeMEHTaMU
TOPKECTBA ¥ COCTSI3ATEIbHOCTU, KOHEYHOW IIeJIbI0 KOTOPOTO SIBJISIETCS] I€MOHCTpPAIUs
IOCTIKEHUI, TBOpPYECKMii OOMeH, mpodeccroHanmbHas KOMMYHUKauusi. dectuBann
pa3INualTCsl HAMpaBAeHUSIMHU, TEMATUKON, MporpaMMamu. BaskHo# uepToii decTuBas
SIBJISIETCST HAIMYME eIMHON Ullen, TeMbl U mporpaMmbl. O6061IeHa 1 CUCTEMAaTU3VPOBaHA
nHdpopmMaiusi 06 aHMMAIMOHHOV (eCTUBAIBHON AEesITeTbHOCTM B YKpauHe U B MUPeE.
MupoBbie 1 OTeuecTBeHHbIe (DeCTUBAIM AHUMAIMU OCMBICIIEHBI C TIO3ULIMY 0COOEHHOCTEI
UX Pa3BUTHUS, HOBBIX TEXHUK U MPUEMOB. C/Ie/1aH BbIBOJ, YTO CITPOC Ha (PeCTUBAIM aHUMAIUU
eXerogHo pacret. DecTuBaI aHUMAIUY UMEIOT MOIITHBIN KyJIbTYPHbIN 1 XYI0XKECTBEHHbIN
MOTEHI[MA: OHU JE€MOHCTPUPYIOT HOBble TEHAEHUMM U XY[JOKECTBEHHbIE HOBALVN;
MO3BOJSIIOT 136ekaTh WM30AMPOBAHHOCTM WCKYCCTBA; MJAOT aBTOPaM BO3MOXKHOCTb
BBICTAaBUTb CBOM TBOPEHMS HA CyZ 3pUTENeil M 3IKCIEepTOB; Aal0T BO3MOXHOCTH [IJIsI
TBOPUYECKOI U TIpodecCcMoHanbHO KOMMYyHUKAu. OTMEUeHO, UTO aHuMa-(ecTuBaim
CTAHOBSITCSI MOIITHBIM KaTaJIM3aTOPOM KPeaTMBHOIO MPOIeCca U CIIOCOOCTBYIOT CO3MAaHUIO
Cpe[Ibl [J1s1 JAJIbHEMIIero pPa3BUTHUS U MOITY/ISIPU3alUK UCKYCCTBA aHVMAIIUM.
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