i &
A aN

i HALIORAD

pupaincelt ear,

Al e : Ol 0,
‘,I(&“‘" 2

K|a!ped03 \,, \ i i i ,/
W universitetas by 2

P .
'"""-‘lrmmm KA. ymwneshst

2" INTERNATIONAL SCIENTIFIC-PRACTICAL CONFERENCE

“EUROINTEGRATION IN ART, SCIENCE AND EDUCATION:
EXPERIENCE, DEVELOPMENT PERSPECTIVES”

II MIZKHAPOJITHA HAYKOBO-ITPAKTUYHA KOH®EPEHLIA

“€BPOIHTEI'PALIIA B MUCTEITBI, HAYIII TA OCBITI: 1OCBI/,
INEPCIIEKTUBU PO3BUTKY”

Klaipéda University, 2025



Bibliografiné informacija pateikiama Lietuvos integralios
biblioteky informacinés sistemos (LIBIS) portale ibiblioteka.lt

Compilers of the publication:
YnopsiiHMKN BUIAHHS:

Prof. dr. Rasa Braslauskiené,
Doc. dr. Reda Jacyné,
Doc. dr. Maryna Ponomarenko.

Conference Scientific Committee:
HaykoBuii komiTeT KOH(pepeHuii:

Prof. Dr. Rimantas Balsys (Klaipéda University, Lithuania).

Prof. Dr. Rasa Braslauskiené (Klaipéda University, Lithuania).

PhD student Evelina Brazauskiené (Klaipéda University, Lithuania).

Assoc. Prof. Honored Art Worker of Ukraine Dmytro Velychko (The State Institution
“South Ukrainian National Pedagogical University named after K.D. Ushynsky”,
Ukraine, Odesa)

Assoc. Prof. Dr. Matilda Karamatic Bréic (University of Zadar, Croatia).

Assoc. Prof. Dr. Reda Jacyné (Klaipéda University, Lithuania).

Prof. Dr. Andrii Krasnozhon (The State Institution “South Ukrainian National
Pedagogical University named after K.D. Ushynsky”, Ukraine, Odesa)

Prof. Dr. Ganna Muzychenko (The State Institution “South Ukrainian National
Pedagogical University named after K.D. Ushynsky”, Ukraine, Odesa)

Assoc. Prof. Dr. Aida Norvilien¢ (Klaipéda University, Lithuania).

Assoc. Prof. Dr. Maryna Ponomarenko (The State Institution “South Ukrainian National
Pedagogical University named after K.D. Ushynsky”, Ukraine; Klaipéda University,
Lithuania).

Prof. Dr. Honored Art Worker of Ukraine Olga Tarasenko (The State Institution “South
Ukrainian National Pedagogical University named after K.D. Ushynsky”, Ukraine, Odesa)
Assoc. Prof. Dr. loana Todor (“1 Decembrie 1918 University of Alba Iulia, Romania).

Untranslated language of the authors.
MoBgy aBTOpiB 30epexeHo 0e3 3MiH Ta nepeKJiaay.

© Rasa Braslauskien¢, Reda Jacyné, Maryna Ponomarenko (sudarytojos), 2025
© Klaipédos universitetas, 2025

ISBN 978-609-481-244-6



Foreword

The Second International Conference EUROINTEGRATION IN THE ARTS, SCIENCE
AND EDUCATION: PERSPECTIVES, PERSPECTIVES OF IMPLEMENTATION is an event
that demonstrates the support of Ukrainian scientists by Lithuanian colleagues and is dedicated
to the topical issues of fine arts, culture and pedagogy.

For the second year in a row, researchers with many years of experience, as well as
undergraduate and graduate students, meet in the scientific space of the conference, which is
in line with the principle of equality and aims to combine traditions and alternative approaches.

The conference proceedings reflect the main goal of the event - to bring together
European and Ukrainian researchers, to highlight non-standard opinions and to establish ways
of interaction in the field of interdisciplinary research. Our tasks are to find answers to the
questions of how intergenerational knowledge and diverse perspectives can improve the
sustainable development of education and science, how to integrate theoretical achievements
into life, and how to combine science and art in the context of new demands and requirements
of society.

The publication of the proceedings in an online format is a deliberate move by the
conference organisers, in consistence with one of the priorities of the European Green Deal -
the rational use of natural resources and the development of an ecological consciousness in the
global scientific community.

Compilers
IlepenmoBa

Hpyra Mixnaaponna xkoHdpepenuis «€BPOIHTEI'PAIISL B MUCTEL[TBI, HAVYIII
TA OCBITIL: JOCBI/, ITEPCITEKTHBU PO3BUTKY» — 3axif, 110 1eMOHCTPYE MIATPUMKY
YKpaiHCBKUX BYEHUX JIMTOBCHKMMHU KOJIETaMH, IPHUCBSIUCHUA AaKTyaJIbHUM IpoOiieMam
00pa30TBOPUOro MUCTELTBA, KYJIbTYPH 1 MEJaroriku.

Jpyruii pik mocnuib B HAYKOBOMY MPOCTOP1 KOH(PEPEHIIT 3yCTpidatoThCsl TOCI1THUKN
3 GaraTopiuHUM JIOCBIIOM Ta CTYJEHTH 1 aclipaHTH, IO BIANOBiJa€ MPUHLUIY PIBHOCTI Ta
CHPSIMOBAHO Ha MOEHAHHS TPAIUIIIN 1 aIbTEpHATUBHUX M1XOIIB.

Marepianun koHdepeHLii BiA3EPKATIOIOTh TOJOBHY METYy 3aX0oAy — OO0’ €JHaHHS
€BPONEHCHKUX 1 YKpPAlHCHKUX JOCHIAHMKIB, BUCBITJIICHHS HECTaHJAPTHUX JYMOK Ta
HaJIaroHKEHHS MUIAX1B B3aeMOIil y ITapyHI MIKIUCIUTUTIHAPHUX TOCHTIKeHb. Harili 3aBnaHHs
— 1Ie MOUIYK BIANOBIJAEH Ha 3alUTAaHHS, K 3HAHHS PI3HUX MOKOJIHb Ta PI3HOMAaHITHI TOYKU
30py MOXYTh MOKpPALIUTU CTaJIUH PO3BUTOK OCBITU 1 HAayKH, SIK IHTErpyBaTH TEOPETHUYHI
3100yTKH B KUTTS Ta MOEIHATH HAYKY 1 MHUCTEITBO B KOHTEKCTI HOBHX 3allUTIB Ta BUMOT
CYCIILIBCTBA.

[lyOnikamist MmatepianiB B OHJIalH-(popmari — yCBIAOMJIEHHH KpOK OpraHi3zaTopiB
KOH(epeHIii, IKKi BiAMOBiae 0THOMY 3 IPIOPUTETHUX HAMPSAMIB y peai3allii eBporneichbKoro
«3eNIEHOTO0 KypCy» — PalliOHaJIbHOMY BUKOPHUCTAHHIO MPHUPOJHHUX PECYpCiB Ta (GOpMyBaHHIO
€KO-CBIZIOMOCT] Y CBITOBI/ CHIJIbHOTI BYCHUX.

YnopsaaHuku
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METHODS OF FORMING THE PROFESSIONAL AND SUBJECTIVE
POSITION OF FUTURE OF FUTURE MASTERS OF MUSICAL ARTS

Ashykhmina Nataliia
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Annotation. This study explores methods for forming the professional and subjective subject
position of future masters of musical arts. The aim of the research is to identify effective
methods for developing this position through various components: motivational and value,
cognitive and analytical, reflective and semantic, and project and activity. The research uses
methods of analysis, synthesis, and comparative study. Key methods for forming the
motivational and value component include goal-setting, planning, and self-awareness
exercises, helping students define professional goals and foster self-improvement. The
cognitive and analytical component is formed through musical reconstruction, promoting deep
reflection and individual performance style creation. The reflective and semantic component is
supported by retrospective reflection, allowing students to assess their achievements and refine
their professional self-awareness. Finally, the project and activity component are formed using
the method of professional-creative identity, encouraging students to develop personal
strategies for professional growth.

Keywords: the professional and subjective position, future masters of musical art, methods of
forming the professional and subjective position.

Introduction. Globalization and transformation processes are increasingly relevant for higher
education, requiring institutions to adapt and improve the preparation of future specialists,
particularly in fields like the musical arts. The preparation of future masters of musical arts
must meet new standards and integrate both traditions and modern achievements. Music
education is becoming more flexible and adaptive, promoting the development of students’
professional and subjective positions and preparing them to work in international competition,
where creative thinking, intercultural communication, and the realization of personal potential
are crucial.

In this context, the educational system must continuously update and adapt. Defining the
methodological foundations for forming the professional-subject position of future masters of
musical arts is essential for enhancing professional preparation and fostering students’ personal
self-awareness, creative expression, and adaptability to the changing socio-cultural
environment. This necessitates the identification of methods that will help form competitive,
creative, and professionally-oriented specialists.

The aim of the research is to determine the likely effective methods for forming the professional
and subjective position of future masters of musical arts.

This study used methods of analysis, synthesis, comparison, as well as methods of theoretical
reflection and comparative study of scientific works.
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Theoretical part

Various aspects of individual subjectivity have been explored by philosophers, psychologists,
and educators such as A. Camus, J. Dewey, and E. Fromm, C. Rogers. A. Camus (Camus,
1999) emphasized the importance of individuality in the context of recognizing the absurdity
of the world, asserting that each person must define their own meaning in life, with subjectivity
manifested through creativity and inner expression. E. Fromm (Fromm, 1994) focused on
personal development and the responsibility that accompanies freedom, linking the formation
of subjectivity to the awareness of personal responsibility and the search for meaning.

J. Dewey (Dewey, 1929) viewed the subject position as an essential element of education,
emphasizing experience, interaction, and individualized teaching approaches. C. Rogers
(Rogers, 1965) highlighted the importance of self-realization and creating a positive self-
image, contributing to personal growth and the formation of subjectivity.

The issue of developing organizational and methodological tools that contribute to the
formation of the subject position of future specialists in the field of musical arts through the
realization of creative potential has been addressed in the research of domestic educators in the
field of music pedagogy, such as T. Doroshenko, P. Kharchenko, L. Masol, O. Oleksiuk,
H. Saik, N. Segeda, A. Zaytseva, T. Doroshenko (Doroshenko, 2016) studies the subject-
personal approach as a theoretical foundation for ensuring the effectiveness of the preparation
of future music educators. In A. Zaytseva’s research, it is stated that the affirmation of one’s
own subjectivity, the connection of the individual with their deep essence occurs through
culture, and education, as an inseparable component and form of transmitting culture, must
ensure the formation of a creative, competitive, existentially free, and at the same time
responsible individual as the future specialist in the field of musical arts (Zaytseva, 2017).

Methodology. The methodological foundation of this study is the integration of several key
theoretical concepts that encompass philosophical, psychological, and pedagogical aspects. In
particular, the research is based on ideas about the individual as an active subject of
professional activity, capable of independently forming and realizing their professional
identity.

The primary theoretical foundations are philosophical concepts that reveal the nature of human
activity and subjectivity. The reflective nature of consciousness, studied by J. Dewey, plays an
important role in the process of developing the subject position, as it allows the individual to
realize their place in the environment and make decisions based on critical thinking and self-
analysis.

An important role in the conceptual context is played by the theory of values developed in
philosophical research (M. Buber, F. Nietzsche, M. Scheler, and others); the key principles of
the methodology of artistic pedagogy, and the theory and methodology of music education
(L. Masol, O. Oleksiuk, H. Padalka, O. Rudnytska, M. Tkach, and others).

Results. We believe that the professional and subjective position of future masters of musical
arts is an individual integral characteristic of the personality, which determines the system of
value priorities for personal and professional self-awareness and self-development. This
position manifests itself in the design of individual strategies for the realization of professional
goal-setting. The structure of this position consists of the following components: motivational
and value, cognitive and analytical, reflective and semantic, and project and activity.

The formation of the motivational and value component involves clarifying personal and
professional goals for future masters of musical arts. Goal-setting and planning methods help
students define short- and long-term objectives and assess their individual development stages.
Students can design personal strategies for professional growth through unique creative plans.
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To build internal motivation, self-awareness exercises are essential for students to define
professional values and attitudes toward their profession, including analyzing professional
standards and reflecting on the cultural value of musical art.

The cognitive and analytical component is developed through methods that enhance deep
analysis, critical thinking, and creative interpretation of music. Engaging students in active
analytical tasks not only improves technical skills but also fosters personal and professional
self-awareness.

The reflective and semantic component can be supported by retrospective reflection, where
students maintain a music journal to record impressions, analyze achievements, and reflect on
emotional experiences. This aids in self-awareness and professional development.

The method of professional-creative identity is crucial for forming the project and activity
component. It fosters independence, initiative, and creativity, helping students develop their
personal performance style and realize creative projects reflecting their beliefs and artistic
ideas.

To prepare future masters of musical arts to be change agents in their professional field, it is
vital to create adaptable, flexible training conditions with creative tasks and reflective
exercises.

Conclusions. The motivational and value component of the professional and subjective
position is developed through goal-setting, planning, and self-awareness exercises, helping
students define professional goals and foster motivation for self-improvement. The cognitive
and analytical component is shaped through musical reconstruction, enhancing reflection on
musical works and developing an individual performance style. The reflective and semantic
component is supported by retrospective reflection, aiding students in assessing achievements
and adjusting professional self-awareness. The project and activity component is formed
through professional-creative identity, encouraging the development of strategies for
professional growth.
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Abstract. The study analyzes the concept of the Anthropocene and its impact on contemporary
art, where this topic stimulates critically oriented artistic practices aimed at forming ecological
consciousness and searching for alternative scenarios of coexistence. The article examines the
theoretical concepts of the Anthropocene, in particular P. Crutzen and E. Stormer, as well as
the critical concepts of the Capitalocene by J. Moore. In addition, the philosophical category
of the Cthulucene by D. Haraway, as well as Morton’s idea of “hyperobjects,” are of great
importance. The artistic research vector is based on the research of T. J. Demos and Anna Tsing.
The main research methods consist of theoretical analysis, content analysis of art projects, and
a comparative-historical approach. The research demonstrates the important role of art as one
of the effective forms of response to environmental challenges, developing new aesthetic
strategies and contributing to the formation of ecological awareness.

Keywords: Anthropocene, ecological crisis, contemporary art, artistic strategies, ecological
consciousness, social transformation.

Introduction. The Anthropocene is a relevant geological and cultural paradigm today. It
indicates the unprecedented impact of human activity on the biosphere, which has led to a
global ecological crisis. In contemporary artistic practices, this concept has become a
significant vector for numerous experiments designed to explore human interaction with the
environment and find alternative ways of coexisting. P. Crutzen and E. Stormer proposed the
concept of the Anthropocene in 2000, and it is gaining increasing popularity in scientific and
cultural discourses.

This study aims to explore how the concept of the Anthropocene has influenced contemporary
art and to identify key artistic strategies that allow artists to effectively communicate the
urgency of addressing the environmental issues.

The research employed three main methods. Theoretical analysis of scientific literature
allowed us to outline key approaches and concepts related to the Anthropocene and the
interaction of art with ecological processes. Content analysis of art projects helped to identify
the main artistic strategies in ecological topics, in particular, ways of engaging the audience
and using natural materials. The comparative-historical method made it possible to compare
contemporary ecological art with historical precedents, revealing common features and the
evolution of approaches to the representation of nature and the environment.

Theoretical part

The concept of the Anthropocene, proposed by Paul Crutzen and Eugene Stoermer (Crutzen &
Stoermer, 2000), became one of the key paradigms for describing the global ecological impact
of humans on the planet. According to this idea, anthropogenic activity has changed
biogeochemical cycles and climate so extensively that there was a need to outline a separate
geological era. In subsequent studies, the concept of the Anthropocene has undergone
expansions and rethinking. Thus, Jason Moore (Moore, 2016) proposes the term
“Capitalocene,” emphasizing the role of capitalist relations in the formation of the
environmental crisis. Considering traditional names for geological eras such as the
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Anthropocene or Capitolocene to be too anthropocentric, Donna Haraway (Haraway, 2016)
introduces an alternative philosophical category, the Chthulucene (“chthonic” (y06viog)—
meaning “underground”), focusing on the interconnections, codependencies, and coevolution
of all forms of life on the planet. In her opinion, this is not an era of dominance (of humans or
systems), but an era of coexistence. Haraway plays with words and concepts, creating a kind
of “mental hybrid” to emphasize the nonlinear, intertwined networks of life.

An important aspect of understanding the Anthropocene is the critique of anthropocentrism,
which is clearly presented in the works of Timothy Morton (2013). Timothy Morton’s concept
of “hyperobjects” (2013) highlights phenomena so extensive in their spatial and temporal
dimensions—Ilike global warming or ocean pollution—that they evade ordinary human
perception. Consequently, the Anthropocene is understood not merely as a geologically
verifiable shift but also as a profound challenge to the foundations of philosophy, culture, and
art, compelling a reevaluation of humanity’s role in shaping planetary processes. The most
comprehensive art-historical analysis of the Anthropocene is developed in the works of T. J.
Demos (2017), who explores the impact of environmental catastrophe on visual culture and
considers how artists use new media, performance and installation to reveal profound conflicts
between technological progress and the vulnerability of nature. Anna Tsing, in an
interdisciplinary format, examines the process of rethinking the world after capitalist forms of
production through artistic practices, particularly those created in the context of the
environment. In general, contemporary artistic reflection on the Anthropocene focuses on
problematizing the boundaries between the natural and the cultural and seeks to develop new
ethical and aesthetic means that will encourage the viewer to take an active ecological stance.
Thus, one of the influences of the Anthropocene on art can be considered the formation of a
new understanding of the artist’s responsibility to society. Artists are increasingly turning to
environmental themes, using a variety of media, from painting and photography to installations,
performances, and digital art.

Contemporary art is increasingly responding to the environmental challenges associated with
the Anthropocene, embodying the themes of climate change, environmental pollution, and
depletion of natural resources in a variety of artistic forms. According to T. J. Demos (Demos,
2017), one of the key tasks of such “ecological art” is to reveal the conflicts hidden under the
mask of technocratic progress and to propose aesthetic strategies that stimulate imagination
and critical thinking about the future of the planet.

Among the striking examples of art projects dedicated to the problems of the Anthropocene, it
is worth noting works that literally “transport” the environment into the exhibition space,
focusing on the fragility of ecosystems. For example, Olafur Eliasson, in his installation Ice
Watch (2014), brought giant ice blocks from Greenland to the urban environment to
demonstrate the scale of melting glaciers due to global warming. Visitors could watch the ice
gradually melt right before their eyes, feeling the large-scale vulnerability of the climate
system. This “presence effect” transforms an abstract threat into a direct sensory experience,
stimulating empathy for nature and raising environmental awareness (Demos, 2017). A similar
emphasis on the physical fragility of ice and its interaction with the environment can be seen
in Kateryna Hrynko’s work Disappearing Ice, presented as part of the exhibition project
Formula of Endurance. The artist explores the phenomenon of sublimation, experimenting with
ice and frozen natural objects, on the surface of which she creates drawings with paints. The
melting process is recorded at different stages, emphasizing the constant variability of states
and the inevitability of disappearance. If Eliasson emphasizes the scale of the climate crisis
through the interactive interaction of the viewer with the ice blocks, then Hrynko focuses on
microprocesses—the individual perception of natural transformations, where the disappearing
ice becomes a metaphor for the instability of ecosystems.
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One of an active growing contemporary art-movement is the active engagement of local
communities in initiatives addressing environmental issues through collaborations with
activists, residents, and scientists. These joint initiatives frequently take the form of “ecological
laboratories” or “field studies,” designed to rehabilitate impaired ecosystems and reduce
environmental impact. Anna Tsing (2015) highlights how art, anthropology, and ecology can
intersect to explore new models of coexistence with nature. Notable examples include Eve
Mosher’s High Water Line, where residents in New York and Miami marked potential flood
zones with chalk lines, sparking community discussions on climate change. The Future farmers
collective blends art, ecology, and agriculture in interactive projects, while the UK-based
Assemble worked with Liverpool’s Granby Four Streets community to transform abandoned
buildings into sustainable homes. In Ukraine, IZOLYATSIA’s “Grounding” project involved
local communities in residencies and workshops, fostering dialogue around environmental and
cultural identity. These projects illustrate art’s capacity to unite communities, promote
ecological awareness, and create collaborative spaces for addressing global environmental
challenges through local engagement.

Conclusions. A significant number of contemporary artistic practices reflect a critical
rethinking of capitalist production systems that cause excessive depletion of resources and
ecological degradation. Artists are increasingly focusing on the connections between economic
models of consumption and ecological crises, emphasizing the detrimental impact of capitalism
on the environment. This rethinking is expressed in artistic projects that question
anthropocentric and exploitative narratives, as well as reveal hidden mechanisms of
dehumanization of nature. Such practices significantly expand the boundaries of artistic
expression and create the foundations for new social and cultural scenarios aimed at restoring
harmony between people and the environment. Artists, reflecting on the consequences of
anthropogenic impact, create space for dialogue, empathy, and the search for new forms of
coexistence.

Thus, the art of the Anthropocene era visualizes environmental challenges and creates a
platform for social transformations. The participation of local communities in art projects,
interdisciplinary collaborations, and interactive practices forms new approaches to solving
environmental problems, reducing the distance between art, science, and society. Ultimately,
contemporary environmentally oriented art has the potential to influence social and cultural
narratives, stimulating a rethinking of values and calling for responsibility for the future of the
planet.
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AHoTaniss. OXxapakTepru30BaHO OCHOBHI 03HAKU OpyTalli3My SIK apXiTEeKTYPHOTO HalpsSIMy Ta
CTHJIICTUKH CydacHOi Moau. Bu3HaueHO OCHOBHI 3aCO0M CTBOPEHHS MPOEKTHOTO 00pasy B
apxXiTeKTypi Ta MOJi, 0 BigoOpakae KOHICMIIID MOJACpHI3MYy. MeTa cTaTTi —
chopMyIroBaHHS 3aco0iB TpaHchopmarii 00pa3sHUX O3HAK APXITEKTYPHOrO OpyTalli3my;
BHBYCHHS aBTOPCHKHX KOJICKIIA JU3alHEpIB Ta IU3aHHEPCHKUX OpEHIIB; MOPIBHIHHS
OCHOBHHX Bi3yaJIbHHX Ta MPOCKTHHUX PIIIEHb B apXiTEKTYypi Ta MO/Ii.

Kurouosi cioBa: 6pyTanizm, MOJEpHI3M, MOJAHUN TPEH, MOJHUI nu3aiiH, dark fashion.

Beryn. IToyarox XX CTONITTA CTaB yacoM KapAMHAJIbHUX 3MiH y BCIX cepax >KUTTS, 110
NPUBEJIO 10 TOSBH HOBHX (UIOCO(DCHKUX MpoOJIIeM Ta BHKIWKIB. 3 HAayKOBHUMH M
TEXHOJIOTIYHUMHU JIOCSTHEHHSMH, a TAKOXK COLIaJbHO-TIONITUYHUMH TpaHchopMalisiMu, K1
MoYaJIi 3MIHIOBaTH CaMy CYTHICTh JIFOACHKOTO iICHYBaHHS, ITOCTAJ0 MUTAHHS CEHCY KHUTTSI.
Ilei#t momryk ceHcy, 1110 BUHUK Ha TJ1 BOEH 1 PEBOJIOLIN, CTaB OCHOBHOIO IPOOJIEMOI0 TOTO
qacy.

MopnepHi3M, MmO 3’sBUBCS Ha Mmo4yarky XX CTONITTSA, € TEPMIHOM, SIKUH 00’elHye
pI3HOMaHITHI XyJOXHI HampsMH, 1[0 BUHUKAIMA B PI3HUX KyTOUYKaxX CBITY B PI3HHH dac.
CrnoBo «Mozepn» (Bia ¢p. modern — HOBUI) 03HaUa€ HOBITHIN, HETPAAULIHHUNA CTUIIb, 110
BIJIpI3HAETHCS Bl nonepeaHiXx. MoaepHi3M He OyB €IUHUM PyXOM 1 HE MaB KOHKPETHOI
Tpyny TBOPIIIB, alie 00’€qHYBaB pi3HI Teyil Mia COUIPHUMH iIeIMHU Ta ifeanaMu. B ocHOBI
MOJIEPHI3MY JI€KaB HEpealiCTUYHUMN MIAX1J1, U0 MParHyB BIAKUHYTU TpaauLiiHI GopMu Ta
CTBOPUTHU HOBY peasibHICTh. OJHUM 13 ACKpaBUX NPOSIBIB MOJEPHI3MY CTaB CyIpeMaTH3M,
3anovyarkoBanuil K. Manesuuem y 1913 pori, ae koabopu Ta (pOpMH MOYaaIud HECTHU 3MICT
cami co00r0, T030aBIAIOUN MUCTEITBO CTEPEOTUITHUX acouiamii. [Tepuroro po6oToro 1boro
HampsiMy BBaxkaeTbcss «YopHuI KBajpar», 1 HOro 11ei cTajid OCHOBOK ISl PO3BUTKY
0araThbOX HampsAMiB, 30KpeMa OpyTamizmy.

TeopernyHa yacTuHa

bpyranizam, mo BuHUK y cepeauHi XX CTONITTS, XapakTEpPU3yBaBCs MAaCHUBHUMHU,
MOHYMEHTAJIbHUMH (hOpMaMU, BUKOPUCTAHHSIM «KOPCTKUX» MaTepialliB, TAKUX sIK OETOH, 1
IIparHEHHSIM CTBOPUTH HOBY apXITEKTYpHY PEajbHICTh, BIAKUIAIOUM Tpaauiii. bpyranizm
CTaB CMMBOJIOM CHJIM Ta YECHOCTI, BUPAXKAIOUHM Cy4yacHy 1HJyCTpiajibHYy €CTETHKY W peamii
ypOanizoBanoro cBity (Ps6uyk, 2008). X. AcmiayHJ, HIBEACHKUI apXITEKTOp, BIeEpIIe
BUKOPHUCTaB TepMiH «OpyTanizm» y 1949 p., onucyroun Villa G6th, kBagpaTHuii neryisHui
oynuuok (Im. 1).
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LmtocTpanis 1. a — 6. 3oBHimHIN Burisaa ta pparment intep’epy Villa Goth, 1949p.

3 po3BUTKOM ypOaHizamii Ta 3MIHOIO COIiabHUX LIHHOCTEH, OpyTami3M HaOyB HOBOTO
3HA4YeHHs 1 CTaB YaCTMHOIO HOBOi €CTETUKH, 30KpeMa B MOJI1 Ta Au3aiiHi kocTioMa (Sriastava,
2023). Came B oMy KOHTEKCTI Ha modaTKy 2020 pp. Bunukae Dark Fashion — manpsim moam,
SKUH TIOEJHYE TOTHYHY €CTETUKY TEMpsBH Ta OpyTaii3Mm, CTBOPIOIOYM HOBUH 00pa3
Cy4acHOT0 KOCTIoMa. YopHU KOJIp Ta MpoyMaHi KOHIIENTYalIbHi (POPMH € IEHTPATbHUMH
eJIeMEHTaMH MPOEKTHOTO 00pa3y, BUPaXKalOTh CUITY, €JeraHTHICTH 1 BiuHicTh. Dark fashion —
e a0CcTpakTHUI 00pa3, SIKHMil CKIIAIAae€ThCs 3aBISKN 3aCTOCYBAHHIO PO3MAITTS TEKCTHIHBHUX
TEXHIK 1 3ac00iB ()OPMOYTBOPEHHS OAATY. BUKOpHCTaHHSA €JIeMEHTIB OpyTali3My B LIbOMY
HampsMi MOJIM € OJHOI0 3 XapaKTePUCTHK, a caM HampsiM € OuTbIl aOCTPaKTHUM st
TUITyBaHHS HapsaMy cydacHoi moau (. 2).

a

r pi|
Lnoctpanis 2, a — 0. ®parMeHTH KONEKIINA qu3aitHepCchbkux OpeHaiB B ctuiictuil Dark
Fashion: a — Alberta Feretti, FW 2018/2019; 6 — Ann Demeule-meester, FW 2019/2020;
B — Yamamoto, SS 2025; r — Balmain, SS 2025;
1 — Rick Owens, FW 2018/2019

Bunatui qu3aitnepu, taki sik Pik OBeHc, Nomxi SImamoto, Ann Demeulemeester BTiMIOOTH
TOTUYHY €CTETHUKY Y CBOIX poOOTaX, BUKOPUCTOBYIOUH MPUHIIMIIA OpyTali3My 1 CTBOPIOIOUU
MO/JIHI IIEAEBPH, IO BiI0OOpakaroTh AyX yacy. Lle moeqHaHHs TEMpPSIBH, MOHYMEHTAIbHOCTI
Ta eJIETAHTHOCTI JJO3BOJISIE CTBOPUTH HOBY PEabHICTb, B SIKi KOXKCH E€JIEMEHT OJISTY CTa€ He
MPOCTO MaTepiaibHUM MPEIMETOM, @ BUPA30M BHYTPILTHHOTO CBITY JIFOJIUHHU.
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Takum dYWMHOM, PO3BUTOK MOJIEPHI3MY, CympeMarusmy, Opytamizmy Ta Dark Fashion
BioOpaxkae MparHeHHs Cy4acHOI KyJbTypH 3HANTH HOBI CeHCH 1 HOPMH y CKIIaIHOMY CBIT1
ypOaHi3allii, TeXHOJOTIYHOTO MPOrpecy Ta MOCTIMHOI 3MiHM comianbHuX peanii (Grobe
M.2024).

Just  OimbIn  A€TaNBHOTO  PO3TIIALY  TpaHchopmarii  XyAO0KHbO-KOMITO3UIIIHHUX
XapaKTepUCTUK apXITEKTYPHOrO HampsiMy OpyTalni3sM B CydYacHid MOAy HEOOXiaHO
MIJIKPECIUTH HACTYIHI OCOOJMBOCTI HANpsAMy Taki, SIK: MAaCHBHICTh, YITKI T€OMETPUYHI
dbopmu, BiIKpUTa TEKCTYpa MaTepiajiB, AEMOHCTpalis KOHCTPYKTUBHUX €JIEMEHTIB, IPOPi3U
1 OTBOpH, CTPUMAHICTh y JCKOPATUBHUX €JIEMEHTaX, (DYHKI[IOHAIBHUI BUTJIS MOJICIEH,
HEBUTAJIUBI JIiHIT 1 KyTH, CBITJIO-TiHBOBI eexTH hopmu Toro (Sullvian, 2015).

Ocranni konekiii Rick Owens (Spring - Rick Owens fall 25 Ta menswear show 2025) necyThb
B co0i cuHTE3 rpyOmx KOHKpeTHHX (opM o0paziB, MpsMi MOCHIAHHA Ha XYIOXKHBO-
KOMITO3HIIIHI PUCH HANpsMy OpyTaji3M, BUKOPUCTAHHS MOHO-KOJLOPY SKHUH Bce OuIbIIe
MOBTOPIOE KOJIip HEoOpoOIeHOoro OeToHy, Ha SKUH MagaroTh MpoMeHi coHrs. Komekiii
JU3aifHepa MOYKHA IMMOPIBHSTH 3 YHIBEpCATIIMH OpyTaTi3My, sSIKi MOJKHA BI3yali3yBaTh B TAKUX
npukiangax (b 3).

1§ KERE
¥ ' iy 413

Sl iy
LR

LimrocTpanis 3. OOpa3HO-IPOEKTHUI KOJNaX, 1110 IEMOHCTPYE BIUIUB apXITEKTYPHOTO
HanpsAMy OpyTaii3M Ha AU3aiiH MOJHOTO OJIATY:
- oyxiBnst AT&T Long Lines Building” located at 33 Thomas Street, New York, , USA;
- cobop Saint Mary’s Cathedral of the Assumption. San Francisco, USA. Architectes: Pietro
Belluschi et Pier-Luigi Ner;
- pparmentu kosekuii Rick Owens Spring 2025 / Rick Owens fall Menswear show 2025

BucnoBku. Takum ynHOM O1TBII OYEBUAHUMHU CTAIOTh CTUITIICTHYHI 3alT03UYECHHS OpyTalli3My

B JIM3aliH1 MOJIHOTO OJISITY Yepe3 Taki BIIOBIIHOCTI:

— MOHYMEHTAJIBHICTh 1 CTPYKTYpPHICTh: MOHYMEHTAJIbHICTh OpyTani3My BioOpaxaeTbcs
yepe3 BUKOPUCTAHHSA O00’€eMHUX (OpM, CTPOTMX TEOMETPUYHHUX CHUIIyeTiB Ta
apXITEeKTYpHOTO TMIIXOMy /10 KOHCTpyIOBaHHS. Takuii ofsT HaraJaye€ MacuBHI OCTOHHI
CIIOPYAH, CTBOPIOIOYH BPayKEHHSI MILHOCTI Ta HE3TaMHOCTI;

— MiHIMali3M 1 MOHOXPOMHICTB: KOJBOpPOBa TMaliTpa TMEPEeBaKHO CKIAMAETHCS 3
HEUTpaJbHUX BIATIHKIB (Cipuid, OexeBuii, OLIMif), 110 € TUIIOBUM MJIs apXiTEKTypHU
Opyramizmy. Lleit MmiHIMami3M migkpeciaoe ¢GopMy Ta TEKCTypy MaTepiaiiB, a He
SICKpaBICTh KOJBbOPIB;
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— CKYJBNOTYPHICTh 1 (DAaKTYpHICTb: OJAT HAOyBa€ CKYJIBINTYPHOCTI 3aBISKH PETEIHHO
MIPOIyMaHUM JIiHISM, parnipyBaHHIO Ta akIeHTY Ha (akTypax. L{i eneMeHTH HaraaymTh
rpy0y, HEoOpOoOJIeHy MOBEPXHIO OETOHY, BIACTUBY OpyTaii3My, IO JOJAE MOJICISM
BHPA3HOCTI,

— (yTypHCTHYHICTh 1 aHTHYTOINYHICTh: OpyTali3M y MOl TMPOSBISETHCA Yepe3
¢byTypuctruHi 00pa3u, sKi BiOOpaKalOTh 3aKPUTI CHIIYeTH, KAlIOIIOHW Ta MIOBIi,
CTpyKTypoBaHi (hopmu. BoHU CTBOPIOIOTH acoriallli 3 aHTHYTONIYHOI ab0 KyJIbTOBOIO
€CTETHKOIO, JIOJJAI0UN OJIATY JIPAMaTHYHOCTI;

— KOJICKTHBHICTB 1 pUTYaJIbHICTh: TPYMOBI 00pa3u MoJieNel, OASITHEHUX Y CXOKi aHCaMOIi,
BTUIIOIOTH 1JICI0 PUTYAIBHOCTI Ta CYBOpOi BIOpsAAKOBaHOCTI. Lle Haragye OpyTami3Mm sk
apXITEKTypHUH HampsiM, IO YacTO BUKOPHCTOBYBABCS Yy TPOMAACHKUX OyIiBISAX,
M1 IKPECITIOI0YH 1/1€1 KOJICKTUBHOCTI.
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Abstract. The main features of brutalism as architectural trend and stylistics of modern
fashion are characterized. The main means of creating a project image in architecture and
fashion reflecting the concept of modernism are defined. The purpose of the article is to
formulate means of transforming the figurative features of architectural brutalism; study of
author's collections of designers and designer brands; comparison of the main visual and
project solutions in architecture and fashion.
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Annotation. This study is dedicated to the ceiling paintings of the Sistine Chapel in the
Vatican. The ceiling is a cycle of frescoes by Michelangelo, created between 1508 and 1512.
The overall theme of the Sistine Chapel paintings encompasses religion, particularly the
relationship between God and humanity, as depicted through biblical narratives. It illustrates
the history of salvation, from the creation of the world through the earthly life of Christ,
culminating in the Last Judgment. This work is considered one of the recognized masterpieces
of High Renaissance art.

Keywords: Michelangelo, Sistine Chapel, sculpture, painting, anatomy, plasticity,
iconography, stylistics.

Introduction. Visual art reflects themes that are most significant to humanity. One of these
has always been the history of humankind, from the creation of the world to the flood.
Michelangelo’s paintings in the Sistine Chapel became another brilliant work on this subject.
For five centuries, Michelangelo Buonarroti (1475 — 1564) has remained one of the greatest
representatives of Renaissance art. Even during his lifetime, he earned the nickname “The
Divine”, signifying his contemporaries’ recognition of his genius. Michelangelo considered
himself primarily a sculptor, although his contribution to all plastic arts, including painting,
was immense. One of the master’s outstanding works in monumental painting is the frescoes
of the Sistine Chapel.

The Sistine Chapel is a former private chapel in the Vatican, built between 1473 and 1481 by
order of Pope Sixtus IV. The ceiling paintings of the Sistine Chapel in the Vatican comprise a
cycle of frescoes by Michelangelo, created between 1508 and 1512 (Fig. 1). These frescoes
became Michelangelo’s central and most completed work, which secured his reputation for
centuries not only as a sculptor, but also as a master painter. Michelangelo created large-scale
paintings using the fresco technique, applying his experience in reproducing volumetric forms
from sculpture. The artist’s unique vision manifested in the complex; dynamic structure of
compositions shaped by the architectural framework of the Sistine Chapel ceiling. His approach
to plastic form significantly differs from the paintings of other High Renaissance masters
whose works share the chapel’s space with Michelangelo’s creations.

Despite numerous theoretical studies dedicated to Michelangelo’s fresco cycle, interest in the
iconographic and stylistic features of these paintings persists to this day, as evidenced by recent
scholarly works. This underscores the relevance of this study, whose findings may complement
existing research.

The aim of the study is to identify the iconographic and stylistic features of the Sistine Chapel
paintings created by Michelangelo Buonarroti.

The main methods of this study include comparative analysis, the historical method, and
artistic-stylistic analysis.
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Theoretical Part

Various interpretations of these paintings proposed by scholars are of interest. For example,
Creighton explains the iconography of the chapel ceiling as an interpretation of the Bible,
representing the main phases of humanity’s spiritual development, viewed through highly
dramatic relationships between humans and God (Creighton, 2024). In the study
“Michelangelo, the Last Judgment Fresco, Saint Bartholomew, and the Golden Ratio”
researchers present a concept in which Michelangelo Buonarroti’s paintings are examined in
the context of pagan symbols related to anatomy (Campos and oth., 2015).

Michelangelo Buonarroti painted the Sistine Chapel ceiling frescoes over four years. During
this time, 600 square meters were covered with paintings, despite the complexity and labor-
intensive nature of the technique (since frescoes are difficult to redo, they must be executed
perfectly from the start) (How Did Michelangelo Paint the Sistine Chapel Ceiling, 2023).

Figure 1. Interior of the Sistine Chapel. 1477 — 1483. Vatican.

Stylistics and Iconography. The stylistics of the Renaissance era emphasize harmony,
proportions, and the human body as the highest form of creation. This period was marked by
extensive scientific and cultural advancements.

Anatomical studies, which had not been conducted for over half a century due to religious
beliefs, were revived during the Renaissance. The renewed interest in human value contributed
to the study of human anatomy, which manifested in visual arts through the flourishing of
portraiture and figurative narrative painting. Artists studied anatomy and the physical beauty
of the human form, striving to capture them in realistic depictions.

Michelangelo was one of the Renaissance geniuses with profound knowledge of anatomy,
which allowed him to masterfully convey the human figure. He depicted the human body by
choosing poses in which it appears “close to the observer” and gains a sense of “life” (Santos
and oth., 2013). Michelangelo’s Sistine Chapel frescoes serve as a vivid example of this
approach (Fig. 2).
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The paintings form a multi-part, complex composition (shaped by the architectural structure of

the chapel ceiling), consisting of separate biblical-themed scenes (Fig. 3).

2y ) ) O Ut U
/,}\w// = '”/\\‘“‘”{h\%/l

= NS N\ e
- \/'""\/‘“ \/”‘\/‘” S

Neah and | Adam and

Got GCee Ceod
:‘:_:. The ey | SSvn Ged Ged s creates te
Dacheran »e Great s e S manc e water the n gt fonan
= i = = B I Kl T
- Pty Qe

/ON

& &oa
Y ¥

The creation and downfall
Ancestors of 3 Three stones of Noah T reation Prophets & Sibyls
oo of Adam and Eve heC -

Figure 3. The scheme of the ceiling murals created by Michelangelo Buonarroti.
1508 — 1512. Sistine chapel. Vatican.

The stylistics of these works align with the artistic norms and aesthetic principles of the
Renaissance: the use of linear perspective, a departure from flat representation, and volumetric
modeling of form within deep space. The complex foreshortening, sculptural rendering of
volume, and unity of color and tonal diversity were within the reach of only a genius like
Michelangelo. This grand composition includes more than 300 meticulously detailed figures
(Lim, 2023).

Before Michelangelo, many artists depicted religious and mythological heroes statically, in
simplified poses, without using complex foreshortening. Buonarroti transformed biblical
stories into images in which he reinterpreted sacred texts, introducing innovation into the
iconography of canonical subjects. Each panel of the ceiling is the result of a carefully focused
selection of a single visual moment or point within the narrative continuum (Crider, 2019).
According to Crider S., Michelangelo’s frescoes explore three themes: the human body, God
as the creator of man, and the relationship between God as the creator of natural bodies and
Michelangelo as the creator of artistic ones. Michelangelo reads the Book of Genesis as an
artist whose primary interest — and indeed, his obsession — is the human body (Crider, 2019).
The artist’s innovation lay in his idealization of human anatomy. He created images that were
both realistic and sublime. His biblical — themed works, such as The Creation of Adam and
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The Last Judgment, are filled with drama and emotional depth. Michelangelo used anatomical
precision to convey movement and vitality in his figures, giving them incredible
expressiveness. The application of mathematical proportions, including the “golden ratio”,
allowed him to achieve harmony and balance in composition (Campos and oth., 2015).

Thus, Michelangelo not only changed the approach to depicting the human body, but also
deepened the interpretation of spiritual imagery, making his works iconic for the Renaissance
period and significantly influencing the subsequent development of art.

The thematic basis of Michelangelo Buonarroti’s Sistine Chapel frescoes consists of nine
scenes described in the first book of the Bible — Genesis. All compositions are divided into
three narrative lines, each containing three frescoes:

. The Creation of the World by God,

. The Creation of the progenitors of humanity — Adam and Eve;

. The life of Noah and the trials of humanity.

Each scene consists of three parts, corresponding to the composition of a medieval triptych:
the main event in the center, with additional scenes on the side panels.

In The Creation of the Heavens and the Earth Michelangelo depicted the first three days of the
world’s creation, as described in the Bible: the creation of light and the separation of light from
darkness, the separation of land from water, and the creation of the Earth with vegetation and
celestial bodies. Subsequently Michelangelo’s depiction of God with long flowing gray hair
became the iconic representation of the Almighty worldwide (Crider, 2019).

The Creation of Adam is one of the most famous images in art. At the center of the composition
is the creation of Eve from Adam’s rib, while the third fresco depicts The Fall of Man and the
Expulsion from Paradise. This composition particularly highlights Michelangelo’s sculptural
talent in its strong sense of plasticity and form (Fig. 4).

The Story of Noah combines three scenes: the Deluge, the Sacrifice of Noa’s family after their
salvation, and the Drunkenness of Noah.

" Figure 4. Michelangelo. The Creation of the World. 1508 — 1512.
Sistine Chapel. Vatican.

The vaults and ends of the chapel are adorned with twelve figures: seven prophets and five
sibyls, who symbolize the future Salvation of humanity. The former represents Christianity,
while the latter represent paganism (Lim, 2023). Buonarroti created a unique work that did not
conform to the conventional ideas of drawing and composition rules of the time (Thimann,
2011). Michelangelo worked on the plastic form, elevating the “principle of relief” to an
absolute, remaining a sculptor even in painting (Fig. 5).
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| Fgure 5. AMichelangelo Buonarroti. The Prophet Ezekil and the Sivilla Kumskaya. 1508 —
1512. Sistine Chapel. Vatican.

In 1535, Pope Paul III commissioned the artist to paint the altar wall of the Sistine Chapel. The
theme became the Second Coming of Christ and the Last Judgment (Fig. 6). The fresco
occupies the entire wall, rhythmically uniting many figures into separate groups. The space
within the composition has the ability to infinitely expand in all directions, creating an effect
of grandeur and monumentality in the image.

Figure 6. Michelangelo Buonarroti. The Last Judgment. 1537 — 1541. Sistine Chapel.
Vatican.

Many of the characters are individualized. In the image of Bartholomew, one can recognize the
famous writer and pamphleteer of the time, Pietro Aretino, with whom Michelangelo had a
complicated relationship. The skin held by Bartholomew is a tragic self-portrait of the master
himself. Among the sinners, there are portraits resembling Popes Nicholas III, Paul III, and
Clement VII.

Michelangelo’s relationship with the Catholic Church was tense, he saw himself as a simple
man and despised the luxury and corruption of the Church (Barham, 2024). Pope Paul IV
interpreted Michelangelo’s painting The Last Judgment as defamatory to the Church, as it
suggested that Jesus and those around him communicated directly with God, without the
mediation of the Church, and without the necessity of formal rituals.
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Conclusions. As a result of the study, the following conclusions were made:

The artistic conflict between the bodily ideal of antiquity and the spiritual pathos of the new
Christian art of the High Renaissance is fully expressed in the frescoes of the Sistine Chapel,
painted by Michelangelo Buonarroti. The frescoes, in a multi-part composition, depict the
history of humanity from the Creation of the World to the Flood.

While maintaining the stylistic characteristics typical of Renaissance art, Michelangelo
Buonarroti renews the methods and techniques of religious painting expressiveness, focusing
on the sculptural modeling of plastic form. This approach aligns with the images he created,
which possess physical superhuman strength and manifested corporeality — traits that were not
typically emphasized in religious themes.
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Annotation. This paper examines issues related to the principles of creating characters for
children's literature. Special attention is paid to the role of shape, color, and compositional
structure in creating memorable and emotionally significant images. This work covers the study
of the visual appeal of children's characters, analyzing their impact on children's psyche, speech
development, social, and moral skills.

Keywords: character design, children's literature, emotional connection, illustration, visual
image, geometric shape, color, cognitive development of children.

Introduction. Characters play a key role in children's literature as they contribute to the
development of emotional intelligence, social skills, and imagination in children. Through
them, important moral lessons are conveyed, forming the value orientation of young readers.
A successful character becomes not only the hero of the book but also a friend who
accompanies the child in their life experience (Yu & Tsao, 2022). A well-designed character
can evoke deep emotional experiences in children, foster creative thinking, and enrich speech
development (Shahbazi, 2022). Given this, it is worth thoroughly studying approaches to
character development, their visual design, color scheme, and overall style, which allows
influencing the child's psyche in a positive way.

Theoretical part

Children's literature is an important tool for shaping a child's personality. Thanks to vivid
characters, engaging plots, and interesting stories, it contributes to emotional development, the
formation of ethical norms, and the development of speech and thinking. Characters in
children's books not only entertain but also carry an important educational and moral-ethical
function (Keith, 2010). They help children understand moral dilemmas, learn to empathize,
and develop social skills (Bancroft, 2006). The creation of characters in children's literature
requires a multi-stage process that combines art, psychology, and design.

The development of a character's design for children's literature is not only about their
appearance but also about considering their inherent traits and character. One of the main
factors influencing a character's personality is geometric shape (Merezhnikov, Slityuk, 2024).
Positive characters tend to have rounder shapes, close to a circle. Negative characters have
sharp angles, a body shape close to a triangle, often elongated forms, and a certain bony
structure. The use of different line types also conveys certain personality traits. For example,
smooth and rounded lines indicate kindness and a soft personality, whereas sharp lines suggest
a complex and rigid nature. Another factor that defines a character's personality is the choice
of color palette. Light tones convey kindness and gentleness; bright tones evoke joy, youth,
and dynamism; dark tones create a gloomy, negative impression. Exaggeration in proportions,
gestures, and body posture also creates a dramatic effect. Exaggeration is the foundation of
caricatures and parodies, emphasizing certain personality traits. It is crucial to maintain the
correct proportions, as they define a character’s personality (Slityuk, Danylychuk, 2022). For
example, cute characters will have childlike proportions: a larger head and an oval body.
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Another essential component of a successful illustration is facial expressions. Children tend to
remember characters with expressive facial expressions and body plasticity, which help convey
emotions and personality.

This confirms the significance of graphic design and artistic techniques in the process of
character creation. Characters with friendly facial expressions, dynamic mimicry, and open
postures evoke more trust and empathy in children. Visual elements, psychological aspects,
and stylistic features shape the perception of the story and the emotional connection between
the reader and the characters.

Besides developing visual characteristics, other crucial factors include a character's suitability
for the target age group and their ability to evoke positive emotions. Book characters can model
behavior, facilitate children's socialization, and even help resolve personal inner conflicts.

It is also essential to adapt characters to the cultural characteristics of the readers. Characters
that reflect the social and cultural reality of children contribute to better understanding of
stories, speech, and imagination development. The use of colors, symbols, and stylistic
techniques associated with national traditions helps shape the reader’s cultural identity.

One of the key features of children's books is the use of simple language, making ideas
accessible to both children and adults. This approach helps convey moral and ethical
conclusions in an understandable way, ensuring easy comprehension and retention of material.
Simplicity in text allows focusing on content, while illustrations and characters enhance the
emotional connection between the book and the reader. Bright illustrations in children's books
combined with simple language make them unique in perception and immersion in the fictional
world. This not only facilitates the understanding of the storyline but also helps children
empathize with the main character, experiencing their emotions, fears, and joys. Simple text
combined with visual support through illustrations ensures better character understanding and
creates a deeper emotional bond between the book and the reader.

Children's characters significantly influence the formation of a child’s worldview and
emotional intelligence. They help young readers cope with fears, learn to express emotions,
and build social connections. Positive heroes can instill qualities such as kindness,
responsibility, and friendliness, while antagonists help children understand the complexity of
moral choice.

For adults, childhood characters often become symbols of nostalgia, evoking feelings of peace,
inspiration, or rethinking life principles. It is known that stories read in childhood can influence
a person’s personality in adulthood, shaping views on good and evil, empathy, and social
interaction.

Characters also help relieve stress and enhance emotional stability in both children and adults.
Fairy-tale heroes can aid in overcoming anxiety by creating a safe space for emotional release
and imagination. This aspect is particularly crucial during periods of social and personal crises.
Characters can serve as behavioral models, helping children adapt to society and overcome
fears or insecurities.

The context in which a character exists plays a significant role. It may vary depending on
cultural background, book genre, and target audience. Adapting characters to children's age
and cultural characteristics enhances their appeal and emotional connection with readers.

Conclusions. The conducted research shows that children's characters have a strong influence
on child development. The process of character creation requires a comprehensive approach
that combines art, psychology, and design. It is essential to consider the audience's age
characteristics and ensure the visual appeal of the hero. Simplicity of presentation, combined
with visual support, helps children better absorb information and interact emotionally with the
characters.
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AHoTauisi. JlocmipkeHHs akTyasli3ye BTUICHHS TEXHIKH allCAalKIIIHTY B ITPOIyKTax hypebeast-
KyJIbTYpPH, IO BiZOOpa)karoTh CydYacHI TEHJCHII CTajJoro CIOXHUBaHHSA. Y CTaTTi
PO3TIIAIAIOTHCS MPUKIAAN BUKOPUCTAHHS allCallKIIHTY BIIOMUMU CBITOBUMH OpeHIamH, sKi
CTBOPIOIOTh  YHIKQJIbHI JW3alHEPChKI MOJENi, BHKOPUCTOBYIOUM CTOKOBI KOJIEKIIIH.
Bukopucranns TexnHikn upcycling B hypebeast-kyabTypi  MiJIKpECIIO€ BaKIUBICTH
€KOJIOTIYHOCTI Ta TBOPYOTO IOEJHAHHS EJIEMEHTIB, II0 POOWUTH 11 EeKCKIIO3UBHOM. Ll
KOHIEMI[ii MOAM HE IHUIIE 3MEHIIy€e HETaTUBHUN BIUIMB Ha JOBKULIS, ane W crpusie
CaMOBHPAXCHHIO, CTBOPIOIOYH CTIMKY Ta CBIIOMY MOIHY KYJIbTYpY.

KurouoBi cioBa: ousaiin 0052y, 6mopunne 8UKOPUCMANHS, ANCAUKIIHS, CIMAIUL PO3BUMOK,
xaunbicm Kyiemypa.

Beryn. OpHuM 3 akTyalnbHHX TJIOOAJBHHMX TPEHIIB CTAJOTO CHOXKMBAHHA € TaK 3BaHHUN
Upcycling. Ha BinMiny BiJ pecailkiiHTy, B IpoLECci TaKk 3BAHOTO allCalKIIIHTY CMITTS He e
MPSIMO B YTUJII3AIIIIO JIJISl TOAAJIBIIOT TepEepOOKH SIK BUX1HA CUPOBHHA, a TIPOJIOBKYE BAPYTE
BUKOPUCTOBYBATHUCS SIK MaTepian Jyis 1HIIOTO, HOBOTO 1 MO MOJIHMBOCTI OUIBLI LIIHHOTO
MPOAYKTY. 3arajoM MaTepiajioM JJIsl allCalKIIIHTY MOXe CIIY>)KUTH SIK TaK 3BaHi pre-consumer-
waste, TOOTO BiAXOau BUPOOHHUIITBA (HANPHUKIIAI, 3aJUIIKA HOBOI KOJEKIIii), Tak 1 post-
consumer-waste, TOOTO BIIXOAW CIOXKWBaHHS (BUKOpucTaHi pedi) (Stanescu, 2021).
CoptryBaHHSM 1 MepepoOIEHHSAM BiIXOJIB JKUTTEMISIBHOCTI JIIOJACTBA 3aiMalOThCS JTOCHUTH
JTaBHO, aJIe €KOJIOTTYHUIN allCalKIIIHT Mponarye 1710 Ipo CIPUHHATTS HEOTPIOHOTO MOTIIOXY
He SIK BTOPCUPOBUHM, a MaTepiaiy AJisi TBOPUYOCTI, IIAHCOM IIEPETBOPUTH HOTO B I10Ch KOPUCHE
1 yHiKaibHE. METOI IBOTO JTOCHIKEHHS € aKTyali3allisi BTIJICHHS arCalKIiHTy B MOJHHUX
MPOAYKTaX XaWmoOicT-KyJIbTYpH, KI BIJOOpaxaroTh CyyacHi TeHJIEHIIII Ta (pi1ocodito cTamoro
CTIOKMBAHHSI.

Metoam pociigxkeHHsl. B mpoBeseHHI HayKOBHX JOCHIKEHb BUKOPHUCTAHO CYYacHI
METOJMKU Bi3yaJbHO-aHAJIITUYHOTO aHaJi3y [JI1 BHUBYCHHS ICHYIOUMX TPEHJIB y CTHII
streetwear Ta aHasli3y aKTyaJbHHUX TU3aHHEPCHKUX DPILLIEHb, 1 TAKOXK TUIIOJOTIYHOTO aHAII3y
JUIsL CUCTeMAaTu3allli BUKOPUCTaHHS TEXHIKM upcycling y CTBOpEHHI KOJIEKIIH onAry, o
HaJIeXkKaTh 10 XalUnOiCcT-KyIbTypH.

Teopern4yHna yacTuHa

B mopniii iHIycTpii, 1e maHye MBHAKA MOJa, KOHIEMIs upcycling Habupae momyisipHOCTI,
oco0aMBO B pamkax hypebeast-kyiabpTypu. XalnbicTu — 1€ TepMiH, 10 ONMUCYE JIIOJCH, SKi
aKTUBHO CJIAKYIOTh 32 MOJHHMHU TEHJICHIIISIMH Ta HOBUMH KOJIEKI[ISIMH, 4YacTO y CBITI
streetwear. Bonu nparHyTh OyTM B Kypcl OCTaHHIX HOBHHOK, KOJIaOopawliid 1 0OMeXeHHX
BUITYCKIB B1IOMHUX OpeHAiB. XalnOiCTH 4acTo KyImylOTh JTOPOTi ab0 eKCKIIO3UBHI pedi, 100
MIPOJEMOHCTPYBATH CBill cTaTyc y MOAHIN KyabTypi. Ll rpyna moaeit Moxke TakoX aKTUBHO
BUKOPHUCTOBYBATH COIllaJIbHI MEpeXi A1 0OMIHY 00pa3amMu, HOBUHAMU Ta [yMKaMH ITPO MOJY.
3rigHo 31 cnenrosuM cioBHUKOM Urban Dictionary, xalimbicTu — 11€ J110,1H, sIKi IParHyTh OyTH
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MOJHUMH 1 CTHJIBHHMH, CTaBIsS9d coO01 3a MeTy OyTH YacTHHOK MEHHCTPUMY
(mikey999, 2018).

VY hypebeast-kyabTypi LSl TEXHIKa HE JIMIIE CIPHUS€ 3MEHIICHHIO BIIXOJIB, a W BIIKPUBAE
IIMPOKI MOKJIMBOCTI Uit camoBHpakeHHs. Upcycling BUHUK SIK BIiANOBiIb HA Bce OUIbILY
CTYpOOBaHICTh €KOJIOTIYHUMHU MPOOJIEeMaMH Ta BIUIMBOM MOJHOI 1HIYCTpii Ha HABKOJMIITHE
cepenosuiie. [y npuxuwibHAUKIB hypebeast, 10 3aBKIM aKIIEHTYIOTHCS HA CAMOBUPAKCHHI Ta
1HIUBIIyaTbHOCTI, upcycling cTaB mpupoaAHUM IIPOJOBKEHHIM IIUX IIIHHOCTEH. BiH q03BOIISIE
CTBOPIOBATH yHIKaJIbHI pedi, 1110 BUMIIAJAIOTh CTHIIBHO 1 MAIOTh CBOIO iCTOPIIO.

Hamnpukinan, 6penn Miu Miu B 2024 porii npeicTaBUB CBOKO HOBY KOJIEKIIIIO 3 TIEPEPOOICHOTO
nenimy (In. 1.a). Lle Bxxe werBepta upcycled konekuis Miuccia Prada. Minancekuit Openn st
ctBoperHs: Upcycled Denim, BUKOPUCTOBYBAB JUKMHCH, 1110 OyJii BUrotosiieHi 10 2000 poky,
a TaKOXX MIKipy 31 CBOiX CTOKOBUX HIKipsHUX BUp0OiB (Saunders, 2024).

Binomuii 6peny cioptuBHOTO exinipyBanHs Umbro Takox peryisipHO IpOBOIUTH KaMIaHii 3
ancaiikininry «Make New», B kil nu3aiiHepu 3MaraloThCsl 3a HalKpaie BTUICHHS i1el
BIIUXHYTH HOBE KUTTS B cTapi GyTO0IBHI (hopmu, OyTcH Ta ¢hyTO0IBHI M'stui. TBOpIL 3 yChOTO
CBITY, SIKi OTPUMAJIA MOYJIMBICTh JIOJyYUTHCS A0 iHIIIaTUBU, OTPUMAIOTh TAEMHUYY KOPOOKY
3 mpeameramu Umbro pa3om 13 3aBaHHSM CTBOPUTH yHiKanbHMN au3aiiH. Tak, B 2023 poui
nu3aiiHep TpukoraxHoro omsary Nouveau Nova (Im. 16) ctBopuB B’s3aHy OaibHY CYKHIO 3
¢bytoonku Bopotaps 21/22 EA Guingamp (Umbro, 2023). ToropiuHum nepeMoKiieM cTana
kommanis EGOR (In. 1B), cTBOpUBIIM MIKIpsIHY KypTKY Ul TIEPETOHIB, CKOHCTPYHOBaHY 3
¢byTOonbpHUX OyTC 1 M'S4iB, 3 BIMOBIAHOIO MAporo MTaHiB Ta yepeBukamu (Egor.wear, n.d.).

miuv miv
UPCYCLED

WI

a
Lmoctpanis 1. [Ipuxiagu BUKOpUCTaHHS TEXHIKK upcycling B koJekisx openais: a— Miu
Miu, 2024; 6 — Umbro, 2023; B — Umbro, 2024; r — Levi's, 2023.

SIckpaBUM NPUKIIAIOM B3a€MOJIT BITOMHUX OpEH[IIB 3 TU3allHEpaMU € €KCKIIIO3MBHA KOJIEKIIS
MoJienbepa Sami Miro ta gxkuHcoBoro riranta Levi's (In. 1r). Moneni Upcycled Collab 6ynu
npencraieHi Ha TwxHi Mmoau B Jloc-Anmkenect B 2022 poti. SIk mpokOMeHTyBaB Iu3aiiHep
Sami Miro, Bcst 1151 KOJIeKIisl 3po0ieHa 3 HAUIIKOBUX 1 3acTapinux KUHCIB Levi's 501 1
KYpTOK JaJIeKOOIMHUKIB Ta 3aJIMIIKIB, SIKI OpEH]1 HE MOKe MPOJIaTH, abM BOHM HE MOTPAIMIN
Ha cmiTTe3Banuie (Sami Miro Vintage, n.d.).

IcHye TakoXx colianbHO-3HAUYIIMHA acleKT 3aCTOCYBaHHS BUPOOIB 3 upcycling y xainoOict-
KynbTypi. Lle Moxke Oyt popMoro MpoTecTy MpOTH MAacCOBOTO CIIOKMBAaHHS Ta €KOJIOTTYHOT
0e3B1AMoB1TATLHOCTI. MOJI0/Ib JIEMOHCTPYE, IO CTUIIL HE 000B'SI3KOBO Mae OyTH HOBUM a0o
JOPOTUM, MiIKPECITIOI0YH LIHHICTh CTApUX peueil, MepeTBOPEHNUX Ha MIOCh 3HAUYIIIE.
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BucnoBku. Bukopucrtanus B hypebeast-kyapTypi TexHiku upcycling B on1s31 akIleHTye Ha
€KOJIOTIYHOCTI Ta KpPEaTHMBHOCTI MO€JHAHHS PI3HUX €JEMEHTIB, L0 € OCHOBOIO HOTo
yHiKanpHOCTI. KpiM TOro, 00’ €1HaHHS, 1110 3aiiMarOThCs upcycling, cTaroTh maThopMamMu s
oOMiHy izesMu Ta HaBUUKaMu. Lle cpusie popMyBaHHIO CBITOMOT CIIIIBHOTH, SIKA MIKITYETbCS
PO €KOJIOTII0 1 miaTpuMye TBopuicTh. Upcycling B oas3i hypebeast-kyabTypu € sickpaBUM
MPHUKJIAIOM TOTO, SIK MOJa MOKe 00'€JHYyBaTH €CTETUKY 3 BiAMOBiNaNbHICTIO. L[ KOHIETIIis
HE JIMIIE JIOTIOMara€e 3MEHIIMTHA HETaTHBHHUW BIUIMB Ha JOBKULIS, ajie ¥ CHpPUSE PO3BUTKY
CaMOBHpaXCHHsI. Y CBITI, /¢ CTHJIb 9acTO TOB'S3aHUI 13 CHOXHUBaHHSAM, upcycling crae
Ba)XXJIMBUM KPOKOM JI0 CTBOPEHHSI OUIBIII CTIMKOI Ta CBIZIOMOI MOJIHOT KYJIBTYpH.
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Abstract. The study actualizes the implementation of upcycling techniques in hypebeast
culture products that reflect current trends in sustainable consumption. The article examines
examples of upcycling by well-known global brands that create unique design models using
stock collections. The use of upcycling in hypebeast culture emphasizes the importance of
environmental friendliness and creative combination of elements, which makes it exclusive.
This fashion concept not only reduces the negative impact on the environment, but also
promotes self-expression, creating a sustainable and conscious fashion culture.

Keywords: fashion design, reuse, upcycling, sustainable development, hypebeast culture.
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Abstract. This study investigates the design and application of Virtual Reality (VR)
technology in shadow puppetry, with the objective of exploring how VR can enhance the
expressiveness and dissemination of shadow puppetry art. Through literature review and case
analysis, the research reveals the potential of VR technology in aspects such as scene
construction and interactive experience design in shadow puppetry. The findings suggest that
integrating VR technology with shadow puppetry offers new opportunities for the preservation
and development of this art form, particularly in engaging younger audiences and promoting
the cultural dissemination of shadow puppetry.

Keywords: VR technology; Shadow puppetry; Design application; Cultural inheritance.

Introduction. Problem. Shadow puppetry, as a traditional Chinese folk art, boasts a rich
history and unique artistic value. However, in contemporary society, the art form faces
challenges such as a declining audience and difficulties in passing down the tradition.
Traditional shadow puppetry performances are relatively static and struggle to capture the
attention of younger viewers. As a result, there is an urgent need to explore innovative ways to
utilize modern technology to enhance the expressiveness and dissemination of shadow
puppetry. Objective. This research aims to explore the design and application of VR technology
in shadow puppetry. By creating an immersive VR environment, the study seeks to enhance
the interactivity between the audience and the performance, thereby increasing the appeal and
influence of shadow puppetry (Ch'ng, Li, Cai, & Leow, 2020), while offering new strategies
for the inheritance and advancement of this cultural art.

Theoretical part

Overview of VR Technology. Virtual Reality (VR) is a technology that creates a simulated
environment, allowing users to interact with it naturally through computer-generated
experiences. VR technology typically integrates hardware such as head-mounted displays
(HMDs) and interactive devices, providing users with multi-sensory experiences.
Characteristics of Shadow Puppetry Art. Shadow puppetry utilizes animal skins or cardboard
to create figures, which are then manipulated in front of a light source to cast shadows onto a
screen. This art form is known for its intricate and colorful character designs, combining
elements such as music, dance, and storytelling to convey cultural narratives (Li, 2019). Gao
and Yezhova (2023) analyze the current state of intangible cultural heritage tourism souvenirs,
focusing on Chinese theatrical arts, including shadow puppetry and Sichuan Opera, and
propose design principles and guidelines to enhance their development and cultural
transmission.
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Theoretical Basis for Integrating VR with Shadow Puppetry. The integration of VR
technology with shadow puppetry capitalizes on the complementary aspects of both: the
immersive and interactive nature of VR technology enhances the traditionally static form of
shadow puppetry, providing a novel viewing experience (Guttentag, 2010). Additionally, the
rich cultural narratives and visual elements of shadow puppetry offer abundant material for VR
content creation.

Methodology. The research employs a literature review to examine the current status of VR
technology's application in cultural heritage preservation and the arts. Case analysis is used to
explore successful domestic and international instances, providing valuable insights into their
strengths and limitations. Design practices are then implemented to develop VR-based shadow
puppetry works, which serve as a verification of the study's hypotheses.

An extensive review of academic literature on the application of VR in cultural heritage and
the arts was conducted (Zhong, 2021). Sources were drawn from major academic databases
such as Web of Science and CNKI to identify trends and key findings, establishing a foundation
for this research (Boboc, 2022).

Case Analysis. This research analyzed key VR-based cultural heritage projects, including the
Palace Museum's VR experiences. These case studies provided insights into the application of
VR in scene design and interactive elements (Li, 2022).

Design Practice. Based on the insights from literature and case analysis, VR-based shadow
puppetry works were designed and developed. Key stages included the selection of thematic
content, 3D modeling of characters and scenes, and the use of VR tools like Unity to facilitate
interaction. User feedback was incorporated to refine the design (Wu, 2023).

Results and Discussion. Effectiveness of VR Shadow Puppetry Scene Construction. With the
help of Al and 3D modeling technology, Gao and Lin (2024) created a shadow puppetry scene
which includes elements such as traditional shadow puppetry stages and background props

(Figl).

racter of Shadow Puppetry (Gao H. H., & Lin, Z. D, 2024)

Figure 1. Scene and Ch

The lighting effects in the scene accurately simulate the real shadow puppetry
performance environment, greatly enhancing the sense of immersion. Taking a traditional
shadow puppetry scene as an example, through precise lighting settings, the shadows of shadow
puppetry characters are projected onto the screen, which is indistinguishable from real - life
performances (Table 1).
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Table 1. User Evaluation of VR Scene Realism

. .. Score (1 - 5, with 5
Evaluation Index Description being the highest)
. Similarity between the scene and the real shadow
Realism . 4.5
puppetry performance environment
. Degree of the user's immersive experience in the
Immersion 4.2
scene
Visual Effect Visual presentation effect of the scene, including 43
color, model accuracy, etc.

Judging from the data, the scene construction performs outstandingly in terms of realism. This
is attributed to the meticulous research and digital restoration of the traditional shadow
puppetry performance environment. High realism creates a familiar and friendly atmosphere
for users, facilitating their quick immersion in the virtual scene. The relatively high score of
immersion indicates that factors such as lighting effects and scene layout effectively attract the
users' attention, enabling them to obtain a relatively in - depth experience in the virtual
environment. In terms of visual effects, the colors and model accuracy have been recognized
by users, laying a good foundation for subsequent improvement of the user experience.

User Experience Feedback. User testing revealed high satisfaction with the interactive nature
of the VR shadow play, with participants particularly enjoying the control over puppet
movements. Suggestions for improvement included adding more interactive features and
streamlining the user interface for enhanced usability (Guttentag, 2010).

Dissemination Effect Analysis. Data from social media promotions of the VR-based shadow
puppetry works indicated a significant engagement, particularly among younger audiences.
This demonstrates that VR can substantially enhance the reach and impact of shadow puppetry,
appealing to modern tastes while preserving cultural heritage (Wang, 2021).

Conclusion. This study successfully integrates VR technology into the art of shadow puppetry,
demonstrating its potential to improve both the artistic expression and dissemination of this
traditional form. Despite the challenges associated with high VR equipment costs and content
development complexities, the research presents promising avenues for future improvements.
By optimizing content production and reducing costs, VR-based shadow puppetry could
become a key medium for the sustainable development and cultural inheritance of this ancient
art form.
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Abstract: Despite not being a major player in global higher education, Lithuania has
strategically developed international education exchanges since 2007. Central to this effort is
a range of systematic and diverse scholarship programs aimed at attracting students,
particularly from non-EU countries, for degree studies and short-term exchanges. These
initiatives not only enhance Lithuania’s presence in global academia but also serve as a tool for
strengthening its small-state diplomacy. This essay examines how Lithuania’s scholarship
diplomacy contributes to its foreign policy resilience, leveraging education to expand
international influence, foster cross-cultural ties, and enhance diplomatic adaptability.
Keywords: Scholarship Diplomacy, Small-State Foreign Policy, Lithuania, Diplomatic
Resilience, Higher Education

Introduction. The reference “scholarship diplomacy” is defined as a nation’s use of academic
funding and exchange programs to strengthen bilateral relations, enhance soft power, or foster
educational development in target countries. (Tang Song, 2021) This tool has traditionally been
associated with global powers such as the United States (Fulbright Program), China (CSC
Scholarships), and Germany (DAAD). However, Lithuania, a small Baltic state with limited
global influence, has carved out a distinctive role in this arena. Since it acceded to the European
Union in 2004, Lithuania has strategically positioned its foreign policy, aiming to assert itself
as a “Regional Leader”. Similar to most small States, Lithuania is also constrained by limited
resources and internationalized industry and influence, yet its approach, through its unique
scholarship approach, combining comprehensive, targeted partnerships and multifaceted
resilience in its diplomatic strategy, reflects its wisdom in balancing asymmetric international
relations while pursuing national interests.

Lithuania’s accession to the European Union in 2004 marked a transformative and symbolic
milestone in its national prosperity, redefining its geopolitical identity from a post-Soviet state
to a democratic “Developed Country” (World Bank, 2013). EU membership not only
accelerated Lithuania’s political democratization and economic modernization — with GDP per
capita tripling from 2004 to 2023 — but also reshaped its foreign policy toolkit. As a small state
navigating an increasingly multipolar world, Lithuania recognized that traditional hard power
mechanisms in international relations were insufficient; instead, it strategically channelled its
post-EU prosperity into education-driven soft power, exemplified by the establishment of
the Education Exchanges Support Foundation (Svietimo mainy paramos fondas) in 2007. This
institution systematically coordinates Lithuania’s scholarship policy and admission,
transforming ad hoc academic collaborations into a coherent strategy that complements EU-
wide initiatives like Erasmus+ while asserting its national priorities.

In the following analysis, this essay on Lithuania’s state scholarship program exams how a
small nation leverages education as a multifaceted cultural diplomacy tool. By offering targeted
scholarships to regions like Eastern Europe (e.g. Eastern partnership countries) for democratic
values promotion, Asia (e.g.Taiwan) for technological and ideological collaboration, and global
partners for cultural exchange, Lithuania strategically balances EU integration with bilateral
niche-building. These scholarships, embedded in initiatives such as the Education Exchanges
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Support Foundation, not only project Lithuania’s identity as a progressive “regional leader” but
also act as a buffer release political pressure. Through cost-effective academic partnerships and
alumni networks, Lithuania transforms limited resources into soft power, enhancing global
influence while maintaining diplomatic flexibility—a model for small states navigating
asymmetric international dynamics.

Theoretical part

In his seminal work The Survival of Small States: Studies in Small Power/Great Power
Conflict, David Vital argues that the survival logic of small states necessitates a departure from
the linear model of traditional power politics (David Vital,1971) Instead, they rely on a
diversified and flexible approach of "strategic hybridity"—a dynamic combination of
dependency, balancing, multilateral, and moral diplomacy—to compensate for resource
limitations and achieve "asymmetric resilience."

Lithuania’s scholarship diplomacy serves as a contemporary case study of this theoretical
framework. As a form of soft power diplomacy, it strategically integrates multilateral
cooperation mechanisms with moral narrative construction, creating a diplomatic lever well-
suited to the identity and agency of a small state.

Soft Power Diplomacy. Ksenia Efremova pointed out that small states are bound to fail if they
attempt to emulate great powers in hard power projection. (Ksenia Efremova,2019) Lithuania’s
scholarship policy directly aligns with this assertion. By concentrating its limited financial
resources—with the 2023 national scholarship budget accounting for only 0.03% of GDP—on
high-value strategic areas, Lithuania leverages knowledge capital as a substitute for military or
economic deterrence. For instance, it funds Taiwanese students’ participation in Lithuania’s
semiconductor research (Taiwan-Lithuania Semiconductor Talent and Research Scholarship -
STAR Program) and offers free education for Ukrainian, The Grand Duchy of Lithuania
Scholarship for Ukrainians (Vilnius University) and Scholarship for Full Time Master Degree
Studies for eastern partnership countries applicants, thereby crafting a dual identity as both a
"technological and research pioneer" and a "democratic stronghold". This approach is not only
cost-effective but also fosters long-term influence through academic cooperation networks
such as the Baltic University Programme(BUP) and different European Universities Alliances
that Lithuanian Universities are members of.

Multilateral Diplomacy. Rudy Insanally’s concept of multilateral diplomacy emphasizes how
small states maximize their advantages and influence through international institutions and
supranational organizations.(Rudy Insanally,2012) Lithuania’s scholarship system is deeply
embedded within the EU framework, with Erasmus+ accounting for 77% of its incoming
international student mobility. (Lithuanian Ministry of Education and Science,2023) However,
Lithuania differentiates itself through a complementary national scholarship mechanism, which
advances a distinct national agenda beyond the broader EU objectives.

o Attheregional level, Lithuania plays a leading role in the Baltic Science Network (BSN)
and actively engages in Erasmus+, strengthening intra-EU academic exchanges and
scholarship partnerships.

o At the extra-regional level, it has established the Lithuania State Scholarship, attracting
students from over 30 non-EU countries to its higher education institutions, thereby
expanding beyond the geographical constraints of the EU framework.

This dual-track approach "institutional embedding + autonomous innovation" allows Lithuania
to avoid excessive dependence on EU cultural and educational cooperation programs while
simultaneously mitigating the risk of EU homogenization in the global competition for
academic and scientific influence.

Value Diplomacy. Zilvinas Svedkauskas has concepted Lithuania can assume a new pivotal
role in the global process of promoting democracy ( Zilvinas Svedkauskas, 2023). However,
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despite its limited hard power, Lithuania has carved out a distinct voice within the global

democratic community. Through scholarship diplomacy, Lithuania has transformed value

diplomacy into a tactical and operational tool—one that upholds democratic principles while
simultaneously enhancing the resilience of its broader diplomatic strategy.

o Targeted Democracy Promotion: Tuition waiver for the Master Program in International
and European Law at Vilnius University is specifically designed for students from post-
Soviet states currently navigating European integration and democratization, including
Kazakhstan, Ukraine, Azerbaijan, Georgia, and Moldova.

o  Crisis Response: Following 2022 Russia’s full-scale aggression against Ukraine, Lithuania
introduced emergency scholarships for Ukrainian students, reinforcing its image as a
“defender of European values.” Additionally, the Scholarships for Lithuanian Short-Term
Studies, originally open to all nationalities, were restricted to exclude Belarusian and
Russian applicants as a diplomatic response.

These measures translate abstract democratic principles and values into concrete diplomatic

leverage while utilizing academic collaboration and support to soften the perception of direct

political intervention. This strategy minimizes the risk of outright confrontation with major
powers while maintaining Lithuania’s principled stance. For instance, despite the escalating
diplomatic tensions between Lithuania and China, particularly after Lithuania expelled three

Chinese diplomats on November 29, 2024, Chinese students remain eligible for several

Lithuanian national scholarship programs, such as the Scholarships for Short-Term Studies and

Scholarships for Full-Time Master’s Degree Studies, those are the most well-known Lithuanian

State Scholarships. This selective engagement underscores Lithuania’s ability to balance moral

diplomacy with strategic pragmatism, ensuring continuity in its higher education diplomacy

while managing geopolitical frictions.

Conclusion. Lithuania’s scholarship diplomacy stands as a successful case of the strategic and
institutionalized advancement of cultural diplomacy by a small state. This practice transcends
the survival-driven passivity outlined in Vital’s theory, demonstrating how small states can
leverage strategic hybridity to shape agendas within specific policies actively.
By utilizing higher education scholarships as an effective diplomatic and soft power
instrument, Lithuania orchestrates a three-dimensional linkage between soft power, multilateral
diplomacy, and value diplomacy. This approach not only enhances the flexibility and global
influence of Lithuania’s higher education but also grants the country practical agenda-setting
power in critical areas such as regional integration, European unification, democratic values,
and national transformation.

The Lithuanian case illustrates that in today’s multipolar world, the strategic hybridity of small-

state diplomacy must integrate the soft power sphere, networked governance, and

institutionalized collaboration while maintaining adaptability and innovation. For small states,

Lithuania offers key lessons:

1. Precisely defining their soft power assets within both global and regional contexts.

2. Maintaining autonomy within regional integration and supranational institutional
frameworks, as seen in Lithuania’s differentiated scholarship programs within the EU
structure.

3.  Translating democracy and Western value-based narratives into quantifiable diplomatic
assets.

4.  Emphasize Lithuania’s national characteristics, language and history, and strengthen the
national identity of Lithuanians abroad.

There is no doubt that Lithuania’s scholarship diplomacy provides a new paradigm for small

developed states, particularly within the EU, to navigate beyond great-power-dominated rules

and expand their global influence.

38



References

Panebianco, A. (1973). David Vital, The Survival of Small States. Studies in Small Power-
Great Power Conflict, London, Oxford University Press, 1971, pp. 136, [$ 2.00]. Italian
Political Science Review/Rivista Italiana Di Scienza Politica, 3(1), 227-230.
doi:10.1017/S0048840200020232

Tang, S. (2021). Scholarship diplomacy and India’s Neighbourhood First
strategy. International ~ Journal — of  Cultural  Policy: CP,27(7),  905-919.
https://doi.org/10.1080/10286632.2021.1879797

Svedkauskas, Z. (2024). A Newfound Hub of Global Democracy Promotion: Lithuania Playing
to its Strengths. Alternatives: Global, Local, Political, 49(2), 155-169.
https://doi.org/10.1177/03043754231198398

BENN, D. (2012). Multilateral Diplomacy for Small States: “The art of letting others have your
way”’ [Review of Multilateral Diplomacy for Small States: “The art of letting others have your
way”’]. Caribbean Quarterly, 58(4), 138—140. University of the West Indies.

Leisyte, L., Zelvys, R., & Zenkiene, L. (2015). Re-contextualization of the Bologna process in
Lithuania. European Journal of Higher Education, 5(1), 49-67.
https://doi.org/10.1080/21568235.2014.951669

39


https://doi.org/10.1080/10286632.2021.1879797
https://doi.org/10.1177/03043754231198398
https://doi.org/10.1080/21568235.2014.951669

CYYACHMM HEHTP JO3BLLJISI: TUTIU 3AKJIAIIB
B YKPAIHI TA 3A KOPJJOHOM

I'puropuyk I'anna
Acnipanmxka, Kuiscokuil HayionanvHuil yHisepcumem mexuoo2it ma ousaury, Yxpaina
ORCID 0009-0002-9485-6979
bpOS@meta.ua
Bbyiarakosa Tersina
Jloyenm, xanouoam mexuiuHux HAyK,
Kuiscoxuti nayionanvHuil yHigepcumem mexnHono2it ma ouzauny, Ykpaina
ORCID 0000-0002-6523-5770
bulgakova358@ukr.net

AHoTanisg. Te3u MpHUCBAYCHI y3arajlbHEHHIO ICHYIOUMX Kiacu(ikamiiHUX 3acaja 3aKiajliB
TO3BIUISL Ta BU3HAYCHHIO THUIIOJIOTI] Cy4acHUX LEHTPIB JO3BULISA, BPAXOBYIOUHM IIUPOKHIA
CIIEKTp O3HAaK. 3alpOIOHOBAaHA TUIOJIOTis CyYacHUX HEHTPIB O3B MOKE OyTH OCHOBOIO
IUISL TOAAJbIINX AHAJITUYHUX Ta MPAKTHYHHUX 3aCTOCYBaHb y cdepi IOCTiKeHHS Anu3aiiHy
apXiTeKTypHOTO cepefoBuIa. [nmmboke po3yMiHHA cHenuiku KOXKHOTO THILY IIEHTPY
JO3BULIA TO3BOJIUTH PO3POOISATH 1HTEP €pU BIAMOBIAHOI (PYHKIIOHATBHO-IIPOCTOPOBOI Ta
XyH0KHBbO-00pa3Hoi opraHizamii 3riIHO NpHItHATOT Kiacudikarii.

KiarouoBi ciaoBa: OararodyHKIIOHANIBHUN 3akiaf, kiacudikaiis, 1HTep’ep, Iu3aiiH,
myOiYHIA TPOCTIp.

Beryn. LlenTpu 103BULIS SBISIFOTH COO00 HEOIMIHHY CKIIAZOBY apXITEKTYPHOT'O CEPEIOBHIIA
HACEJICHUX MyHKTiB. Po3mmupenHs GyHKIIN TakuX 3akiafiB MOPOJKY€ HOBI BUMOTH J0 iX
MIPOCTOPOBOTO TUTAHYBAHHS Ta 3MiH B JAM3aifHI BHYTPIIIHBOTO cepenoBuma. [IBuakuii Temm
KUTTS Ta TOCTpa npoodiema 1edinuTy 4acy CydacHO1 JJIOAUHU, TPU3BOASTH 10 PO3BUTKY HOBHX
1 TpaHchopmamii IiCHyOUMX MICIb IS TPOBEAEHHS O3BULISL, BIAMOBIIHO JO YMOB
chorosieHHs. [HTerparlis Ta 00’ eTHAHHS 3aKJIa/11B PI3HUX HAMPSIMKIB ASUTBHOCTI IPUBOIUTH JI0
(GbopMyBaHHSI CyyaCHUX LIEHTPIB JIO3BULIS, SIKI MOEIHYIOTh Kilbka (QyHkmid. Taki
O0araTopyHKIIIOHANTBbHI 3aKJIagu CTAalOTh BaXJIMBOI YACTUHOI MYONIYHOTO MPOCTOPY
HACEJIEHOT0 MTyHKTY, Malo4M 4iTKO BU3HAYEH1 MEXI1 Ta 3a3BUYail OKpeMy apXITEKTypHY (popmy.
V3arajgbHEeHHsl TUIOJIOTIYHOI OpraHizauii 3aKkiajiB A03BULIL Oy/ie COPUATH iX MOJAIBLIIOMY
YIOCKOHAJICHHIO 1 pO3BUTKY B CY4aCHHUX yMOBaX.

Merta. Bu3znauenHs knacugikaiiiHux 3acaj Cy4acHUX LEHTPIB JO3BULIA JJs MOJAJIBLIOrO
BUBYCHHS Ta BHSBICHHS OCOOJIMBOCTEH 1 TPUHIMIIB CTBOPEHHS iX TapMOHIMHOTO
BHYTPIIIHBOT'O apXITEKTYPHOTO CEpPEIOBUIIIA.

Metoau nociigkeHHst. J[ocimipKeHHsS TPYHTYEThCS Ha METOJA1 KOMIUIEKCHOTO aHali3y Ta
CHHTE3y O0O0'€KTMBHUX JaHUX, OTPUMAHMX 3 BIIKPUTHUX JDKepel. AHaJIITUYHA YacTHHA
CIUPAETHCS HA MaTepiajii TEMaTUUHUX MyOJIiKalliid, a TAKOK Ha 0COOUCTHUH J10CB1J] aBTOPIB.

Teopernuna yacTuHa

3a pOKM HE3aIeKHOCTI B YKpaiHI B COLIOKYJbTYPHOMY MpPOCTOpiI BigOyJNuCs 3HAuHI
TpaHcopmallii, 110 MOPOAUIU HOBI KyJIbTYpHI MapaJurMu, CTHJIb JKUTTS, OpraHi3aliiiHi
MPAKTUKU MIPOBEACHHS J03BIUIA Ta 0OYMOBMIIM HOBUH €Tal pO3BUTKY BiIMOBIIHUX 3aKJIAIIB.
CyudacHi HampsMKM (OpPMYBaHHSI TPOMAJChKUX OYIMHKIB 1 CHOpYJ, Oprasizamis ix
apXiTEKTYpHOI THUITIOJIOTII Ta HOPMAaTUBHOTO 3a0€3MEUeHHS 3aJeKUTh Bl PO3BUTKY HOBHX
COLI1aJIbHO-€KOHOMIYHHUX B1IHOCHH, (POpMYBaHHS HOBITHIX ()OPM JisTIBHOCTI, 110 BU3HAYAIOTh
oco0iIMBOCTI  opranizamii apxitekrypHoi Tumnojorii. @opMyBaHHS HOBUX THUIIB
6araTo(pyHKII10HATbHUX KOMILJIEKCIB 0a3y€ThCSl HA OCHOB1 PO3BUTKY 13aCTOCYBaHHS Cy4yacHUX
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TEXHOJIOT1# TOPTriBii, MOOYTY, XapuyBaHHs, 1HIYCTPIi TO3BULIA 1 po3Bar s yCiX COLIaIbHUX
Ta JeMorpadiuHux rpyn HacenaeHHs . [Ipukiazom Takux 3akiiajiiB € CydyacHi HEHTPH JO3BLILIA,
SIK1 TIOETHYIOTh Y c001 JIeK1IbKa HANPsMIB JTO3BLLIA Ta AiSUTBHOCTI IJIOBOTO XapaKTepy.
[TpoGemy hopmyBaHHS TPOMAICHKO-KYJIbTYPHUX KOMIUICKCIB B YKpaini migiiimas KyreBua
B.B. (Kynesuu, 2014). Jlocnigauk AtraBHa bamap BuB4aB 6aratod)yHKIIIOHAJIbHI TOPTOBO-
PO3BaKaJIbHI KOMIUIEKCH Ha MPHUKIal KpaiH bamsskoro cxony (ArraBHa bamap, 2011). B
coii mpami Cymuk T.P. posrmsgae  ykpaiHChKIH 1  3aKOpAOHHMH  JTOCBiX
OararodyHKIiOHATBPHUX KyJIbTypHHX HEeHTpiB (Cynuk, 2011). [pyHTOBHA CTAaTTS HAYKOBIIiB
Ceminex bari, ®apmma Apam Ta iH. IpUCBAYEHA aHAJII3y TOPTiBEJIbHUX IIEHTPIB B IcnaHii Ta
Ipani (Baghaee S. et al., 2021). HaiiGiip11 TOBHO BUCBITJICHA TEMAaTHKA B CTATTAX YKPATHCHKIX
BueHux AOuzoBa B.A., €prymuk X. O., BoBkorpy0 O. M. mo BKIIOYA€E TOCHIIKEHHS
THUIOJIOTII Ta TU3aiiHy iHTep €piB cyyacHUX KiyOiB (AOu30B, €BTymmK, 2023) Ta JOCTiKSHHS
0CO0IMBOCTI (hOPMYBaHHS apXITEKTYPHOTO CEPEIOBHUINA PO3BAKAIBHUX 3aKkiaaiB (AOHU30B,
BoBkotpy0, 2018). ABTOpU. KOMIUIEKCHO PO3IJISAAIOTH acleKT OaraTo(yHKIIOHAIBHOCTI 3
pernpe3eHTalier0 1eHHOro 3MICTy CydacHHX KIyOiB, a TaKOXX y3arajibHIOKOTh OCOOJIMBOCTI
TUTIOJIOTI] Ta PO3TJAAIOTh CHelU(iKy pOo3TallyBaHHS MOMIOHMX 3aKiajiB y MicTax Ta
CLIbCHKUX HACENICHUX MyHKTax; B OyaiBIsAX ( B OKPEeMO pO3TAlllOBAaHUX OyAIBIIAX; Yy CKIai
OyaiBenb TIpOMAJCBKMX 1 TOPriBeNbHUX KOMIUIEKCIB; Yy BOYZOBaHO-IPUOYJOBaHUX
NPUMIIIEHHAX; B ICHYIOUMX OyHiBIAX 3 THepenpodiltoBaHHIM Ta aJanTalielo ix s
po3BakanbHUX 3aknafiB). Ha mpuknamax ¢gopMmyBaHHsS Iu3aiiHy iHTEp'€piB PO3BaKAIBHUX
3aKJIa/liB B 3QJEKHOCTI B TUIY 3aKjagy aBTOPH JIOBOJSATh BaKIMBICTH KOMIUIEKCHOTO
BUpIIIECHHS THTAaHHS iX palioHaIbHOI (YHKIIOHAIBHOI, MPOCTOPOBOI, KOHCTPYKTHUBHOI,
TEXHOJIOT1YHOI, 1H)KEHEpHO1 opraHizamii. 3ailicHeHHS mnepenpodiIoBaHHsS W peHoBalii 3
ypaxyBaHHIM MIEPBICHOTO 00’ €MHO-TIAaHYBAIBHOTO PIIIEHHS B YMOBaX afanTallii NpuMilieHb
ICHYIOUHX OyAiBEJNb 1 CHOPY/I, € €KOHOMIYHO JOIUIBHUM 1 IEPCHEKTUBHUM.

JlocmipKeHHST X Ta 1HIIMX JPKEpeJl, a TAKOX Cy4YacHOI MPOEKTHO-OYHiBENIbHOI MPaKTHKH,
JI03BOJIMJIO @BTOPaM COPMYIIIOBATH TUIIOJIOT1IO Cy4aCHUX LIEHTPIB 103BLLIS HA OCHOBI TaKUX
KITIOYOBUX O3HAK.

1. 3a TepuTOpiaIbHO-MICTOOYAIBHUM pO3MIIEHHAM. 2. 3a pO3MIIIEHHSIM Yy CTPYKTYypi
OyniBenb. 3. 3a po3mipom. 4. 3a mpu3HAUYCHHSIM. 5. 3a BIKOBOIO 03HaKo10. 6. 3a ¢hopmoro
BJIACHOCTI Ta JpKepenamu (piHaHCyBaHHS. 7. 3a XapakTepoM AOCTYHMHOCTI. 8. 3a coliaJbHUM
aCIIEKTOM.

Ha tepuropianbHO-MicTOOYIIBHOMY piBHI BapTO BHUJIUIMTH HACTYIHI Kiacudikauii: a)
HaIllOHAJTBFHOTO (JIepKaBHOTO); 0) MICBKOTO; B) PAHOHHOTO; T) MICIIEBOTO (CETUIIHOTO)
3HAYEHHS.

Ha piBHi OyniBenb: a) B OKpeMO pO3TAlIOBaHUX HOBUX OyAiBIsAX; O) y ckiami OyniBesb
IPOMAJICBKUX 1 TOPTiBEIbHMX KOMIUIEKCIB; B) y BOYAOBaHO-IpUOYIOBAaHUX JI0 KUTIOBUX
OyJIMHKIB NMPUMIIICHHSX; ') Y ICHYOUMX OYJIIBISX 1 cHopyJax 3 HepenpoduitoBaHHIM Ta
aJlanTali€ro iX Ui po3BaKalbHUX 3aKJIa/liB.

lenTpn n03BLLIA PI3HOTO MPU3HAYEHHS, PO3TALIYBaHHS Ta CHPSIMOBAHOCTI MOXHA
KJ1acu(iKyBaTH 3a po3MipoM: a) BEJIHKIi; O)cepeniHi; B) Mai.

Cepen 1EeHTpIB JAO3BULIS 3a MPU3HAYEHHSM MOKEMO BHJIUIMTH HACTyIHI 3aKkjiaau: a)
3araJbHOTO KOpUCTYyBaHHS; 0) crienianizoBaHi (mpodeciiiHo abo KoH(eciiiHO-0pieHTOBaHI); B)
3a Mpo(eCIMHOI CIPSAMOBAHICTIO (IIEHTP MO3BULIS MIAMPUEMIIIB, IIEHTP T03BULISA CTYACHTIB).
Cepen ueHTpIB J03BULISA, OPIEHTOBAHMX Ha Pi3HI BIKOBI KaTeropii, BapTO BHOKPEMHUTH
HACTYIHI 3aKJIaJI: a) U TOPOCTuX; 0) /UIst MIiTeH; B) JJIs BCIX BIKOBUX KaTeTOPiil.

3a opMOr0 BIACHOCTI 3aKJIa U JO3BULIS MOKEMO MOAUTUTH: &) JepKaBHi; 0) MpUBATHI.
3anexHO BiJl XapakTepy IOCTYMHOCTI, MOKHAa HaBECTH TaKy KiacuQikaliio: a) BiIKPUTI
(3aranbHONOCTYMHI/IOCTYNIHI  OyJib-KOMY); ©) 3aKkpuTi (OpI€HTOBaHI Ha TMEBHY TIpyIy
HACEJICHHS, Tiepe10adae WICHCTBO JINIIE 32 IEBHUX YMOB).
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3a comiagbHAM AacHeKTOM JIOIIJIBHO BiA3HAYUTH HACTYIHI 3aKjiajud: a) OE3KOIITOBHI
(mepxaBHi, MeIEHATChKi); O) IeMOKpaTH4HI (IEMOKpAaTH4HA I[IHOBA TOJITHUKA, IIOCIYTH
JOCTYIIHI IIUPOKOMY 3arajy); B) KOIITOBHI (YIEHChKI BHECKHM a00 HaJaBaHHI MOCIYTH HE
JOCTYITHI IIUPOKOMY 3araiy.

BucHoBku. /711 mMOAanbIIoro JOCHTIIKEHHS OCOOJMBOCTEH Ta XapaKTEPUCTHUK BiANOBITHOI
(hYHKITIOHAJILHO-TIPOCTOPOBOI Ta XYI0’KHHO-00pa3HOi opraHizailii iHTep’€piB HaBEACHI THUITH
Cy4acHUX 3aKJajiB J03BULIA B YKpaiHi 1 3aKOpJOHOM 3a pPI3HOMAHITHMMHU O3HAKAMHU.
3anporoHoOBaHa THIOJIOTiS CY4YacHHUX UEHTPIB JIO3BULIA 3 YpaxyBaHHSM BHSBICHOI
0COOJIMBOCTI HAJaCTh 3MOTY MaOyTHIM TOCIITHHKAM Ta JAU3aifHEpaM BHUBYATH OCOOIUBOCTI
KO>KHOTO TUITy 200 CIIOJIyYeHb THITIB IICHTPIB JI03BLUIS Ta BIPOBAPKYBATH 3aCa/d CTBOPCHHS
iX rapMOHIHHOTO Ta €()EeKTHBHOTO BHYTPIIIHBOTO MHpOCTOpy. JOCHIPKEHHS MOXe OyTH
BUKOPHCTAHO IPH MMPOSKTYBAaHHI Ta €KCIUTyaTallii Cy4acHUX EHTPIB JO3BULIA.
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Abstract. The abstract is dedicated to summarizing the existing classification principles of

leisure establishments and defining the typology of modern leisure centers, considering a wide
range of characteristics. The proposed typology of modern leisure centers can serve as a
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foundation for further analytical and practical applications in the field of architectural
environment design research. A deep understanding of the specifics of each type of leisure
center will enable the development of interiors with appropriate functional-spatial and artistic-
imagery organization according to the adopted classification.

Keywords: multifunctional facility, classification, interior, design, public space.
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Abstract. This study examines the integration of Chinese Knot Stitch Embroidery in
contemporary fashion, focusing on its aesthetic and cultural significance. Originating in the
Han Dynasty, the technique is known for its intricate, dense stitches. In modern fashion,
designers reinterpret this traditional craft, incorporating its motifs into haute couture and luxury
garments, bridging heritage with innovation.

Keywords. traditional clothing, chinese knot stitch embroidery, fashion design, cultural
heritage, design innovation, traditional embroidery techniques.

Introduction. Knot stitch embroidery, originating from the Han Dynasty (206 BCE —220 CE),
is a key element of traditional Chinese clothing, known for its meticulous craftsmanship and
intricate patterns. Historically used in silk garments and imperial attire, it reflected ancient
artisans' aesthetic sensibilities. Today, designers reinterpret this technique, blending it into
modern designs and textiles. As fashion embraces cultural sustainability and historical revival,
knot stitch embroidery bridges tradition with modernity, enhancing garments with both artistic
expression and cultural significance. This study explores its historical origins, aesthetic
qualities, and contemporary applications in fashion.

Methodological part. This study uses a literary-analytical and visual-analytical approach to
explore the integration of knot stitch embroidery in contemporary fashion, examining its
historical origins, modern adaptations, and role in aesthetics, material innovation, and cultural
sustainability.

Theoretical part

Knot Stitch embroidery, also known as "seed stitch," "loop stitch," or "jade embroidery" is a
traditional Chinese embroidery technique that was first appeared during the Warring States
period (475-221 BCE) and became more widespread after the Han Dynasty (206 BCE — 220
CE) and the Tang Dynasty (618-907CE) (Figure 1).

Figure 1. 3/ A4 5. 4(45Embroidery Tang (618-907CE), Dimensions: 20cm x 49cm,
China National Silk Museum. One of the earliest known examples of Knot Stitch Embroidery
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This period saw advancements in textile arts, with knot stitch embroidery becoming a symbol
of status, where thread is looped around the needle to form seed-like knots, creating intricate
patterns. The Knot Stitch involves looping thread to form precise, seed-like knots, requiring
skill and uniformity. Historically, fine silk threads were used, making the process labor-
intensive, often taking months or years. This technique, used in imperial attire, ceremonial
garments, and folk clothing, symbolized social status and cultural identity, known for its
durability and tactile richness (Figure 2).

B BN SLIL TR 4 D 4 (Women's Jacket, Han Ethnic Groups, Late
Qing Dynasty to Early Republic of China, 89.55cmX153cm, Serial Number:
MFB009247

LSRR =S B F8 %2 (Women's Jacket, Han Ethnic Groups, Late Qing
Dynasty to Early Republic of China, 101cmX164cm, Serial Number: MFB003979

SNEL P £ MRS A (Jacket, Miao Ethnic Groups, 113cmX73cm, Serial
Number: MFB002253

Figure 2. Knot Stitch Embroidery Clothes, collected by the National Costume Museum of
Beijing Institute of Fashion Technology

In the Dior Men Pre-Fall 2021 Collection, (Figure 3) Artistic Director Kim Jones introduced
knot stitch embroidery, one of China’s oldest techniques, to blend traditional craftsmanship
with modern design. Used to recreate artist Kenny Scharf's (Figure 4, 5) vibrant, pop-inspired
works, the embroidery added cultural depth, merging heritage with contemporary fashion and
showcasing Dior's commitment to both cultural heritage and innovation.
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Figure 3. Dior Men Pre-Fall 2021 Menswear Collectic‘)n
Figure 4, 5. The Knot Stitch Embroidery Men's Shirt. The pattern is from artist Kenny
Scharf’s work “When the Worlds Collide”

The SHIATZY CHEN Fall/Winter 2021 Collection blends traditional Chinese craftsmanship
with modern fashion, featuring knot stitch embroidery alongside other techniques like net stitch
and stabbing stitch. The collection showcases vibrant patterns on both garments and
accessories, with standout pieces like a two-piece organza jacket (Figure 6) featuring hand-
embroidered floral totems. The fusion of traditional techniques with contemporary design
creates a timeless, fresh aesthetic, resonating with modern consumers who appreciate both
craftsmanship and cultural depth.

Figure 6. Embroidery Twin Set Organza Jacket,
SHIATZY CHEN Fall/Winter 2021 Collection

Conclusion. This study explored the integration of Chinese knot stitch embroidery in
contemporary fashion, examining its cultural significance, technical intricacies, and modern
applications. Rooted in Chinese craftsmanship, knot stitch embroidery, with its fine, seed-like
knots, blends artistic precision with symbolic depth. Historically used to symbolize prosperity
and cultural identity, it remains relevant in modern fashion, adapting to contemporary design
demands while preserving traditional values. The analysis of brands like Dior and SHIATZY
CHEN highlights how traditional craftsmanship and modern aesthetics can coexist, creating a
fusion of the old and the new. The Knot stitch embroidery plays a bridging role between
cultural heritage and modern fashion trends, serving both as a decorative element and a medium
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for cultural sustainability. By adapting these traditional techniques to contemporary garments,
designers preserve ancient crafts while ensuring their relevance in future fashion. Ultimately,
the integration of knot stitch embroidery into modern fashion exemplifies the dialogue between
tradition and innovation, enriching fashion with cultural depth and emotional resonance, and
shaping the future of culturally-infused fashion.
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AHoTanisf. Y poOOTi JOCIIHKCHO EBOJIIOMII0 Au3aiiHepchkux KoHreniiin Stella McCartney,
Vivienne Westwood Ta Palomo Spain uepe3 anami3 iXHIX MEpIIMX 1 OCTaHHIX KOJEKIIIH.
[IpocTexeno, SK comiaiabHI, EKOJOTIYHI Ta KyJNbTypHI (aKTOpHM BIUIMBAIA Ha TBOPYHA
PO3BHUTOK OpeHIiB. JlOCHIKEHHS MiIKPECTIOE POJIb MOJIU SK TUIAT(GOPMHU IS TPAHCIISIIT
BOXJIMBUX CYCIUTBHUX 1JIeH Ta IHCTPYMEHTY BIUTUBY Ha IJI00aIbHI TEHACHIIII.

KurouoBi cioBa: nuzaitn onsary, Stella McCartney, Vivienne Westwood, Palomo Spain,
COIIaJIbHUI KOHTEKCT, KOJIEKITis.

Beryn. CydacHa MoJa € TMHAMIYHOO Ta OaraTorpaHHoro cheporo, sika OCTIHHO 3MIHIOETBCS
IiJ BIUIMBOM COLIaJbHUX, KYJIBTYPHMX Ta EKOJIOTIYHHMX (pakTopiB. BuBUeHHs eBosroLii
KOHLENTIB 4Yepe3 MPU3My KOJEKIIH BITOMHMX JU3alHEpPIB J03BOJIUTH TIHOIIE 3pO3YMITH, K
3MIHIOIOTBCS HE TUIBKM MOJIHI TPEH/IH, a i COLliaJIbHI aKI[eHTH, 1110 CTOSATh 3a HUMHU.

Merta. AHani3 3MiH y au3aiiHepcbkux KoHuenuisx Stella McCartney, Vivienne Westwood ta
Palomo Spain Ha OCHOBI MOPIBHAHHS IXHIX MEPIINX 1 OCTAHHIX KOJEKIIIH.

Metoau. Bukopuctano METOM MOPIBHSAHHS Ta aHANI3y MPU JOCHIHKEHH] JaHOT TEMHU.

Teopernyna yacTuHa

Konekuis Stella McCartney Becna-mito 2002 (In. la) Oyma 3ocepemkeHa Ha HpPOCTOTI,
€JIETAaHTHOCTI Ta XIHOYHOCTI, 0€3 BUPa3HUX COLIAIBHUX a00 €KOJIOTIYHHX MECEKIB, X04a
JU3aiiHepKa BXKe TOJI BIPOBAIKyBajla AESKl NPUHLUIMN CTAJOro po3BUTKY. CuiyeTH Oynu
M’SIKUMH, 3py4YHHMH, a Marepiajii — HaTypalbHUMH (JIbOH, 0aBoBHA). McCartney 1iikaBuia
€cTeTHKa MIHIMai3My, a akcecyapu 3aJluIIaincs JJakoHIYHUMH. HaTomicTh y Konek1lii BecHa-
mito 2025 (Im. 16), mix Ha3Boro «Save What You Lovey («30epexu Te, 10 JTIOOUII),
TOJIOBHUM aKI[EHTOM CTa€ €KOJIOTiuHICTh — 91% MmarepiajiB € CTaJiMMH, BUKOPUCTOBYETHCS
BeraHchbKa LIKipa, nepepoOienuii miactuk. [lepea mouatkom nokazy akropka I'enen Mippen
poYnTaNa OJHOWMEHHMHA MaHiecT, IO 3aKJIUKaB J0 3aXHCTy MTaxiB, TH CAMHUM
1JKPECIIIOI0YH B1JIMOBIAATILHE CTaBIEHHS 10 IPUPOIH.
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a
LmocTpanis 1. bpenn Stella McCartney: a) nepiia kosekiist — BecHa-nito 2002;
0) ocTaHHs KOJIEKIisl — BecHa-JiTo 2025

Cunyerty craay OUTBII eKCIIEPUMEHTATBHIUMHE — 3’ IBUJIHCS OBepCaii3-KOCTIOMH, 00’ €MHI TU1ei,
CyKHI-XMapuHKU. Akcecyapu HaOynu Oinbin Bupa3zHoi ¢opmu, Hampukian, cymka Stella
Ryder, mo cumBomizye 3B'I30K AM3aifHEpPKH 3 MPUPOAOI0 (HAaTXHEHHa KOHeM). Ha ocHOBI
aHanizy mnepmoi Ta ocrtaHHbOl Kousekmiii Stella McCartney, MoxxHa moOauuTu SIK OpeH
€BOJIIOIIIOHYBAB BiJI MIHIMQJIICTUYHOI €JIETAHTHOCTI 10 BUPA3HOI SKOJIOTIYHOI CBiJOMOCTI,
3pOOMBIIYN CTANICTh 1 TIMOOKUH 3MICT TOJJOBHUMH aKIICHTaMH KOJeKii. Lle cBiquuTh mpo e,
gK OpeHy ctaB Oinbine GokycyBaTHCs Ha netansix (€pmonenko, 2024).

[Tepmia xonekuis Vivienne Westwood BecHa-nito 1981 poky (Ln. 2a), mig Ha3zBoro «Pirates»
(«ITipatny), Oyna 30cepekeHa Ha OyHTapChKOMY yCl Ta €CTETHII CBOOO I, 10 B1I0Opakao
NPUHIUIN NaHK-KYJIbTYpH 1 peBomonii B MoAi. Konekiis He Mana BUpa3HOrO €KOJIOr14HOTOo
YU COLIAJILHOTO MECEKY, aje OyJia mpo BIAX1A BiA TPAAUIIIHHOT MOJU 1 BUKIIUK YCTAJICHUM
HopMaM. CuiayeTu Kojekmii Oynu TeaTpajlbHUMH Ta EKCHEHTPUYHUMH: ILIUPOKI Oy3H,
MipaTchKi XyCTKH, 00’ €MHI IITaHHU 1 kakeTH. Matepianu Oy TpaJuliiiHUMH 1715 TOTO 4Yacy,
3 aKIIEHTOM Ha KOHTPAcCT 1 IPOBOKaLli0, a He Ha cTaiicT. Ha mpoTuBary, konekuis Vivienne
Westwood BecHa-nito 2022 poky (In. 26) mix HazBoto «Save Our Soulsy («BpsTyitte Ham
IylIi»), MOoKa3ana 3HayHy €BOJIOLi0 OpeHay. BoHa crana BHpa3HUM HpPOSIBOM €KOJIOTIYHOT
CBIJJOMOCTI Ta CTaJIOCTi. Xoua JAu3ailHepKa TpaJuLiiHO BUKOPUCTOBYE 1CTOPUYHI €JIEMEHTH,
konekuis 2022 poky BKe MICTHJIA YITKHH MecepK, MOB'SI3aHMI 3 €KOJIOTIEI 1 CTaluM
BUpOOHUITBOM. TyT aKTHBHO BHMKOPUCTOBYBAJIMCS €KOJIOTIUHI Marepiajid, nepepoOseHi
TKaHWHU 1 opraHiyHa OaBoBHa. CuilyeTH cTajaM OUIBII CyYaCHUMH Ta €JETaHTHHUMH, 3
aKLEHTOM Ha MIHIMaJI3M, 0OpHU LbOMY IMOE€IHYIOUM KJIacuyHli (OpMU 3 TE€HJEPHOIO
HEUTpPaJbHICTIO. BpeH1 poOUTh aKIIEHT Ha BIYHMX TEMax, TaKMX SIK IeHJepHa pIBHICTh Ta
CTaJIMi PO3BUTOK, 1110 BUJHO HABITh Y 3MiHI CTHIIIO aKcecyapiB Ta BUOOpi MaTepianiB. Takum
YMHOM, MOXKHa mobauutu, sk Vivienne Westwood eBoJOLIOHYBala BiJl BUKIUKY
TpPaJULifHUM HOpMaM J0 1HTEerpaiii colialbHUX Ta €KOJOTIYHUX MECEIKIB B CBOIO MOIY.
3amicTh TOro, mo0 Jumie OyHTYBaTH MPOTH 3BUYHUX CTAaHJApTIB, OpeHI CTaB
30CepeKYBaTUCh HA TIAUOMIOMY 3MICTi, POOJISYM CTANICTh 1 €TUYHUU MiJX1 OCHOBHUMH
aKIeHTaMH KOJIeKIii. Bix mepmioi komnekmii «Piratesy mo xonekii «Save Our Soulsy 6penn
CTaB OUIBLI COLIAIFHO Ta €KOJOT1YHO CBIZJOMUM, IPH LIbOMY 30€piriiy CBOIO aBTEHTUYHICTB 1
yHiKanpHUH ctuib (Messino, 2021).
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Lmoctpanis 2. bpenn Vivienne Westwood: a) nepia konekist — BecHa-ito 1981; 6)
OCTaHHS KOJIEKIIIA - BecHa-iTO 2022
[lepma xonekuiss Palomo Spain ociap-3uma 2016 (In. 3a) Oynma 3ocepemxkeHa Ha TeMi
IeHJIepHOi I'HYYKOCTi, HaJMuXarouuch nepcoHaxemM Opnanno 3 pomany Bipmxunii Bynd.
Jlu3aiiHep MO€IHYBaB YOJOBIYI Ta JKIHOYI €IEMEHTH B OJIf31, IO BUCBITIFOBAIO MUTAHHSI
[IEPEOCMUCIIEHHSI TeHJepHuX posiell dvepe3 woay. Kousekuis Oyna eneraHtHor, 3
BUKOPHUCTaHHSAM PO3KIIITHUX TKAHWH, TAKHX SIK OKCAMUT, IIOBK Ta aTjiac, i ak[eHTOM Ha TeMHI
KOJIOPH, SIK1 I IKPECTIOBAIN €IEMEHTH KJIACHYHOTO CTIIIIO. B ocTaHHIH Koekii BecHa-JIiTo
2025 (In. 30), mig nazBoro «All Of Heaven's Parties» («Bci Bewipku HeGec») nuzaiiHep
NEPEeXOAUTh 10 OiIbII TIIMOOKOT TEMH CEKCyaJIbHOCTI Ta Oa)kaHHS, CTaBJSYM IIiJ] CYMHIB
KOHIEMI[iI0 TPiXOBHOCTI Iux emouiid. [lamomo mocmimxye, yomy Oa)kaHHS Ta 1HCTUHKTH,
MPUPOJIHI JIJIs1 JIFOJMHH, BBAXKAIOTHCS TPIXOBHUMH B peNiriiHoMy KOoHTeKcTi. Komnekitist iporo
ce30Hy HabaraTo OUTbII MPOBOKAIliiiHa 1 YyTTeBA. BoHA MOEIHY€E CeKCyalnbHICTh 1 MUCTEITBO,
3aM03MYyI0YHM Bi3yaslbHi €JIEMEHTH BiJl TaKUX MUTIIB, sk HoOyéci Apaki i XenbmyT Hbl0TOH.
KomnipHa nanitpa 1 TKaHMHU TaKOX 3MIHIOIOTBCS, 3 aKLIEHTOM Ha Mpo30pi, 00’ €eMH1 MaTepiain
1 BiABEpTI, ajie enerantHi curyetu. Skmro B 2016 porri [Tamoma OyB 30cepeKeHH TUTBKU Ha
MIEPEOCMUCIIEHH] TeHIEpHUX POJIeH 1 KITaCHYHUX eJIEMEHTIB oaAry, To B 2025 poi BiH Aoaae
(oKyCy Ha CEKCYaJbHOCTI fK Ha KYJbTYpPHOMY 1 MOpaJbHOMY MHTaHHI, IO CTOCYETHCS
JIFOJICBKOT IPUPOIH (Runway)l.

Lmoctpanis 3. bpenn Palomo Spain: a) nepiia konekuist — ocinb-3uma 2016;
0) ocTaHHSs KOJIEKIIisl — BecHa-JiTo 2025

50



BuchoBku. B xoxi anamizy mepmmx 1 ocraHnix komekuid Stella McCartney, Vivienne
Westwood ta Palomo Spain Oyno BHUSABIEHO, IO OPeHAM JIEMOHCTPYIOTh €BOJIIOIIIO iXHIX
IM3aHEPCHKUX KOHIEMIIN MiJ] BIUTMBOM COLIAIbHUX, €KOJOTIYHUX Ta KYJIbTYpPHUX 3MiH.
Stella McCartney nepeinuia Bijf MiHIMQJIICTUYHOI €JIETaHTHOCTI JO TIIMOOKOI €KOJIOTTYHOI
CBiIOMOCTI, 3pOOMBIIY CTAJICTh FOJOBHUM aKIEHTOM CBOiX KoJekmiil. Vivienne Westwood
TpanchopmyBaia CBili OYHTApCHKHMA JyX y CBIIOMY 1HTETrpallif0 COIliaJbHUX 1 €KOJOTTUHUX
MECEKIB, 30CEpeAMBIIUCh HAa CTAJIOMy PO3BUTKY Ta eTWyHoMmy miaxoni. Palomo Spain,
pO3MOYABIIN 3 TEPEOCMUCICHHS TCHICPHUX pOJIeH, TOCTYIOBO pO3MIMPUB (POKYC Ha
JOCTIDKEHHSI CEKCYallbHOCTI K KYyJIbTYpHOro 1 MopaibHOro ¢eHomena. Ili 3miHun
B1IOOpaKAIOTh 3arajibHi TEHACHIIT MOJIHOI IHIYCTpii, A¢ AU3aiilHEpU BUKOPHUCTOBYIOTH CBOT
KOJEKIii K TiargopMmy A BUCIOBICHHS BaXKJIMBUX COIIAIBHUX Ta EKOJOTIYHUX 1JIeH,
(hopMyrOUHr HOBE PO3YMIHHS MOJIH SIK 3aCO0Y BIUIMBY Ha CYCILJILCTBO.
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Abstract. The paper explores the evolution of the design concepts of Stella McCartney,
Vivienne Westwood and Palomo Spain through the analysis of their first and last collections.
It traces how social, environmental and cultural factors influenced the creative development of
the brands. The study highlights the role of fashion as a platform for broadcasting important
social ideas and a tool for influencing global trends.
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AnoTtanis. Cy4acHi TEXHOJIOTI{ BiIKPHBAIOTh HOBI MOKJIMBOCTI JUISI PO3POOKH Ta Bizyauizaii
MOHYMEHTAJIbHOT CKYJIbNTYpH. TpUBUMIpHE MOJEIIIOBAHHS € IHCTPYMEHTOM, KU HE TUIBKU
TIOJICTTIIYE MPOIIEC MPOCSKTYBAHHS, aJI¢ i PO3MIMPIOE MOKIMBOCTI KOMITO3UIIIHHOT BUPA3HOCTI,
110 JIO3BOJISE JIETAIBHO IpaIfoBaTH i3 ¢GOpMOr, 00’€MOM, CBITJIIOTIHHIO Ta B3a€EMOJIEI0 3
npocropoM. Jlo Toro ok 3D-MonenroBaHHA =~ JIO3BOJIIE  MUTISIM 1 CKYJBITOpaM
eKCIIEpUMEHTYBATH 3 PI3HUMU BaplaHTaMU KOMIIO3HULli, KOPUTYBAaTH MacIITadb Ta Mponopuii,
II€ Ha eTani po3poOKH.

KuarouoBi cioBa: kommosuiiiiHa BHUpPa3HICTh, MOHYMEHTaJdbHa CKyJbNTypa, 3D-
MO/ICITIOBAHHS, TPUBUMIPHE MOJICTIOBAaHHS, MUTELb, CKYJIBIITOP.

Beryn. TpuBumipHe MOAENIOBaHHS € €QEKTUBHUM 3acO00M TIONMIYKY ONTHMAJIbHOT
KOMITO3UIIHOT BUPA3HOCTI MOHYMEHTAIbHOI CKYJIBITYpHU. 3aBASKU HU(PPOBUM TEXHOJIOT1SIM
MOKHA aHAJIi3yBaTH B3a€MOJII0 00’€KTa 3 MPOCTOPOM, EKCIIEPUMEHTYBaTH 3 (GOpMOIO Ta
MacIITaboM, a TaKOX JIOCSTaTH BUCOKOTO PIiBHS JeTami3allii, [0 3HAYHO MiABUIIYE SKICTh
OCTaTOYHOTO BapiaHTy XyJI0KHBOTO 33TyMy.

Mera pocaigxennsi. OxapakTepu3yBaTH KOMIO3HIIIIHY BHUpPA3HICTb Y TPUBUMIPHOMY
MOJICJIFOBaHHI CKYJBITYPHUX MPOEKTIB; HATOJOCUTH HA OCOOJHMBOCTSIX BUKOpHUCTaHHS 3D-
MOJIETIIOBaHHSA Ha MPUKIIAA1 poOIT CyuyacHUX YKPATHCHKUX CKYJIBITOPIB.

MeToau pociigsenHs. 3aCTOCOBAHO aHATITUYHUN METOJT /I BABYCHHSI HAYKOBUX IT1JIXO0J11B
I0JI0 KOMITO3UIIIHHOT BHPA3HOCTI, a TaKOX METOJA XYJI0KHbO-CTHIIICTUYHOTO, a TaKOX
CHUCTEMHO-(YHKI[IOHAJIbHOTO IIIOAO CTPYKTYPYBAaHHS MHCTELUBKHUX pOOIT SIK (QEeHOMEeHY
CY4YacHOI CKYJBITYPH.

TeopernyHa yacTuHa

Y MoHyMeHTanbHOMY MucTenTBl KiHI 1970-x — mowarky 1980-x pokiB BigOymnacs
TpaHchopMarlist miaxo/iB, sk 3a3Haumia M. IlpoTtac, 30kpeMa, crioyatky e O0yi1o mparHeHHs
70 CHHTE3Y MHCTEITBA, apXiTEeKTYpH W MPUPOIHOTO CEPEIOBHIIA, IO JO3BOJIHMIO CTBOPUTH
LUTBHI TPOCTOpoBi aHcamOii. OpHak, 3 OIroM 4Yacy Il KOHLEMINSl Mepepociia B CHUIIbHY
riraHTOMaHII0 Ta THPaXyBaHHS BXKE BIANPABOBAHMX KOMIO3UI[IMHUX pIllIeHb, 110
3HEIIHIOBAJIO MOYaTKOB1 HOBITHI ij1€ei. Lle mikaBo TuMm, 110 BigoOpakae 3arajabHi TEHISHIIIT B
MUCTENTBI: HOBATOPCHKI MIXOAM, SIKI CIIOYATKy CHPUMMAIOTHCS K IPOPHUB, MOXKYTh 3r0JI0M
NepeTBOPUTHCA Ha 11a0JI0H 1 BTpayaTu cBoto BupasHicTh (IIpotac, 2006).

Crig 3a3Ha4MTH, 1110 Y MUCTELITBI 3MIHIOBaJIOCA pO3yMiHHS (OpMH, 00pa3y Ta KOMITO3UIIIT Mij
BIUITMBOM HOBMX BHKIJIMKIB yacy. MHTIII TepeOCMUCIIOBAIIN TaKi KaTeropii, sk pyx 1 cTaTuka,
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MPOCTIp 1 00’ EMHICTH, a TAKOK BUKOPHUCTOBYBAJIN OUIBIII CKJIA/IHI CITIBBITHOIICHHS KOIBOPY |
¢axtypu. Lle Bce cipusiiio CTBOPEHHIO eMOILITHO-BUPA3HOT0, aBTOXTOHHOT'O MUCTEIITBA.
Po3BUTOK 3axiTHOYKPATHCHKOI CKYJBINTYpU Ha Mo4yatky XX CTOJITTS, OyJlI0 COPSIMOBAaHO Ha
OHOBJICHHS TJTACTUYHOI MOBH Ta KOHIIENI[IT MUCTENTBA. MUTIII I[LOTO MEPioy HE BiJIKHUIATH
TPUBUMIPHHUM MPOCTIP CKYJIBOTYPH, K 1I€ POOMIM aBaHTapAMCTH, a HABIaKH, HaMarajaucs
MOCWJIMTH EMOLIMHY Ta €CTETHYHY SIKICTh CBOIX TBOPiB. MoaepHicTChkHiA mpuHIMII «l’art pour
I’arty (MHCTENTBO 3apaayd MHCTENTBA) TYT HEPEOCMHUCITIOBABCA 4Yepe3 JAYXOBHY IIIHHICTh
JIFOJTUHM, 110 CTABAJIO0 OCHOBOIO HOBOI XY/I0’KHBOT KOHIIETIIIIi. 3aXiqHOYKpaTHChKa CKYJIBITYpa
Ha TOH yac OyJia MmojijieHa Ha J[Ba OCHOBHI CTHJIICTUYHI HAMPSIMU - MOJICPH, KU IHTErPyBaB
y cebe CHMBOJII3M 1 HEOPOMAHTH3M, CTBOPIOIOYM MHCTENTBO, SIKE CTal0 BiIOOpaKEHHSIM
JyXOBHHUX IMOITYKIB 1 €CTETUYHHUX 1J1€aJIiB TOTO Yacy, Ta - HEOIMITPECIOHI3M, SIKHH, SK 1 MOJICPH,
BiJlirpaBaB BaXJIMBY poib y TpaHcdopmanii mucrenTBa Cxignoi €Bponu. 3okpema, I1i CTHII
HE TIPOCTO BioOpakaJin €CTETUYHI 3MiHM, & CTAJIM YaCTHHOKO OUIBII T7100aJIbHOTO IPOILIECy,
10 BKJIFOYAB SIK MOJICPHICTCHKE MIEPEOCMHUCIICHHSI, TaK 1 IITMOOKE 3BEPHEHHS 10 TYXOBHUX Ta
KyJaeTypHEX 1iHHOCTeH (IIpoTac, 2020).

Cain HaroJocuTH Ha IHUKIIYHOCTI icTOpii MHUCTEeNTBa, 110, 3MiHIOIOYH (POKyCcH CBO€i yBaru,
MOCTIHO TOBEPTAETHCSA [0 TEXHOJIOTIM 1 TEXHOJOriYHMX iHHOBalid. CTOMTTA TOMY
MHUCTELTBO 3aXOILTIOBAJIOCS MAIIMHOK Ta YpOaHICTHYHHM IPOTPECOM, TOAL K 3apa3 BOHO
3BEPTAETHCS /10 HOBITHIX TEXHOJIOTIH, TaKUX SIK BIpTyalbHi nmpoctopu Ta 3D-MoaentoBaHHs,
10 JTO3BOJISIE CTBOPIOBATH CKYJIBNTYpH B LU(ppoBoMy (hopMaTi abo iHTErpyBaTH ix y MiChbKe
cepenosuile sk yactuny public art (ITporac, 2020).

Ho mnpuknany, tBopuictb Bacmms Ilamsamni (Camana) — yKpaiHCBKOTO XyJOXKHHKA Ta
CKYJIBIITOPA, KU mpaioe y chepi 3D-moaentoBaHHs, CTBOPIOIOYN IIU(PPOBI CKYJIBOTYPH B
CTHIIi «MHCTEI[TBA TBOPYOroy. Ioro po6oTH BiA3HAYAIOTHCS €CTETHKOIO, IIOIOHOI0 0 TBOPIB
Tanca Proxi Iirepa, a cTBOpEHi HUM iCTOTH HACENSAIOTH Buraganuil ceit Canais - cBill pimgauii
crMO0i103 300MapKy Ta 3aMOBITHHUKA.

Panime oro MuCTENTBO CIIpUiManocs SIK MapriHalbHE AJIs YKPaiHChKO1 ayAUTOPii, aje Ternep
BOHO CTaJI0 OUTBII aKTyaJlbHUM 1 3po3yminmMm. lle, WMOBIpHO, MOB’S3aHO 13 3araJbHUMHU
3MiIHaMH B XyJ0XXHbOMY CEpPEIOBHILI Ta 3 TUM, 110 U(PPOBE MUCTELTBO, 0COOIMBO Yy chepi
3D-MonentoBaHHS, aKTUBHO PO3BUBAETHCA K B I'POBIii, Tak 1 B KIHOIHAYCTpli. OKkpemMo BapTo
3BEpHYTH yBary Ha iforo po6oty «/Ipyra apmist B CBiTi», 1110 € 00pa3HUM BTUJICHHSIM Cy4aCHOTO
pociiicekoro connara. Ls nudposa ckynpnTypa craia BipyCHOIO, TICIS YOTO BAAJIO MEPEIae
peanbHHMIl 00pa3 pociiicbkoi apMmii, SIKHH KOHTpacTye 3 THUM, IO Hamarajuacsi CTBOPHUTHU
KpeMITiBChKY Ipomnaranty. Cagan 300pa3uB 11 IK apMito BapBapiB, KA aCOLIIOETHCS HE 3 YECTIO
i TigHicTIO, a 3 HACHIECTBOM, MapoOJAEpPCTBOM i TPUMITHBHMMM iHCTHHKTaMH. Koro
MUCTEITBO, IMOETHYIOUH TPOTECK, HKaxX 1 COllialbHy caTupy, HabyBae 0COOIMBOTO 3HAYCHHS B
yMOBaxX Cy4acHoi yKpaiHChbKoi peanbHOCTI. Lle He mpocTo aHTacTUUHI MOHCTPH, @ CUMBOJIU
peaJIbHUX 3arpo3 1 BUKIHUKIB, 3 SIKUMHU CTHKA€ThCS CyCHUIbCTBO (MMCTEUTBO MOTBOPHOTO:
CapnaH 1 #oro cTBopiHHs, 2022).

BucHoBku. TpuBuMipHE MOJIENIOBaHHSA € €(PEKTHMBHUM 3acO00OM MOIIYKY ONTHUMAaJbHOI
KOMITO3ULIHOT BUPA3HOCTI MOHYMEHTAJIbHOI CKYJBINTYpU. 3aBAsSKU LHU(DPOBUM TEXHOJIOT1SIM
MOJKHa aHaJi3yBaTH B3a€MOJiI0 00’€KTa 3 MPOCTOPOM, EKCIIEPUMEHTYBaTH 3 (OpPMOIO Ta
MacmTaboM, a TaKOoXK JOCSATaTH BHUCOKOTO PIBHS JAeTali3allli, 0 3HAYHO MIiJABHIIYE SKICTh
OCTaTOYHOTO BapiaHTy XyJI0’)KHBOTO 33a]yMy.
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Abstract. Modern technologies open up new opportunities for the development and
visualization of monumental sculpture. Three-dimensional modeling is a tool that not only
facilitates the design process, but also expands the possibilities of compositional
expressiveness, allowing detailed work with form, volume, chiaroscuro, and interaction with
space. In addition, 3D-modeling allows artists and sculptors to experiment with different
composition options, adjust scale and proportions even at the development stage.

Keywords: compositional expressiveness, monumental sculpture, 3D-modeling, three-
dimensional modeling, artist, sculptor.
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Annotation. The study aims to identify the influence of Michelangelo Buonarroti's artistic
heritage on the art of Auguste Rodin. The analysis of the master's work proved the stylistic
features and direction of his creativity, which became noticeable after a trip to Italy and
acquaintance with Michelangelo's work.

Keywords: Michelangelo, fine art, modernity, influence.

Introduction. Michelangelo Buonarroti (1475 — 1564) is one of the most influential figures in
the history of Renaissance figures, whose legacy inspires and fascinates generations of
followers. His sculptures, in particular the statue of David, remain the benchmarks of
craftsmanship and aesthetics that defined the development of Western European art. The artist's
work significantly influenced the French sculptor Auguste Rodin (1840 — 1917). This opens
up wide opportunities for research, allowing us to establish the peculiarities of integration into
contemporary cultural and artistic practices.

The purpose of the study. To study the influence of Michelangelo Buonarotti's work on the
art of Auguste Rodin.

Research methods: historical, artistic, stylistic and comparative analysis; comparative and
hermeneutical methods.

Theoretical part

Michelangelo was a recognised master of form and an expert in plastic anatomy, which
distinguishes his sculptures and paintings. Artists of the twentieth century continue to study the
laws of reproduction of plastic form on the examples of the master's works at the stage of study
— studying plasters in academic tasks in drawing and painting. The image of David created by
Michelangelo still remains an example of classical proportions (fig. 1 — 2).
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Figure 1 — 2. Michelangelo. David. Carrara marble. 1501 — 1504.
Galleria dell' Accademia. Florence. Italy.

Michelangelo Buonarroti's sculpture has become a standard of work with form for many artists.
For example, Rodin, who in 1876 visited Italy, where his main goal was to get acquainted with
the Renaissance art, especially with the work of Michelangelo (Saslow, 1991). Impressed by
his technical perfection and ability to imbue cold stone with sensuality and plasticity, Rodin
was inspired by the master's creative method and created the sculpture “The Bronze Age”
(1877) (fig. 3).

Figure 3. Auguste Rodin. The Age of Bronze. Bronze. Modeled 1876, cast ca. 1906. The
Metropolitan Museum of Art. New York. US.

In 1884, the artist received a commission from the municipality of Calais to create a monument
to Estache de Saint-Pierre, who sacrificed his life to save the city. But, having learned from the
chronicle that there were six heroes, Auguste Rodin, of his own free will and with his own
money, made five more figures, which he presented to the city. The free composition of this
monument without a pedestal revolutionised the concept of monumental sculpture. The artistic
solution of the next commission was equally innovative. In 1888, Rodin was commissioned to
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create a sculptural design for the portal of the Museum of Decorative Arts, for which the master
chose the theme ‘The Gates of Hell’. In fact, Rodin devoted his life to this work. Many of the
themes of The Gates served as an impetus for the creation of independent sculptures, such as
The Thinker (1888).

In 1893, Rodin received another commission, the work on which ended in another scandal. The
Society of Writers decided to create a monument to Balzac. However, the project proposed by
Rodin was strongly rejected, and in 1998 the society refused to use the sculptor's services at
all. The monument to Balzac, created by Rodin, was erected only in 1939.

Violating the principles of academic sculpture, Rodin opened up new possibilities for the
plasticity of form and its relationship with space.

Conclusion. The work of Michelangelo Buonarroti, based on a deep understanding of anatomy,
plasticity and proportion, continues to have a significant impact on contemporary fine art,
stimulating artists to experiment with form and light.

Michelangelo's sculptural principles inspired Auguste Rodin to create sculptures that combined
the principles of academic sculpture with innovative approaches and revolutionary, non-
standard solutions at the time.

References

Lee, D. (2023), The Pietd: Michelangelo’s Marvel of Marble and Emotion. Art, Artist,
Artwork. URL: https://artsartistsartwork.com/the-pieta-michelangelos-marvel-of-marble-and-
emotion/

Michelangelo. URL: https://www.michelangelo.org/ (date of application: 29.09.2024)

Otte, A. (2021). Auguste Rodin. In: Skrandies, T., Paust, B. (eds) Joseph Beuys-Handbuch.
J.B. Metzler, Stuttgart. https://doi.org/10.1007/978-3-476-05792-1 39

Reynolds, N.C. (2021). Auguste Rodin and the Culmination of Creative Labor. In: Sense and
Creative Labor in Rainer Maria Rilke's Prose Works. Palgrave Macmillan, Cham.
https://doi.org/10.1007/978-3-030-74470-0_7

Saslow, James M. (1991). The poetry of Michelangelo: An Annotated Translation. New Haven
and London : Yale University Press. 559 p.

The Art Story. Michelangelo art, bio, ideas. URL:
https://www.theartstory.org/artist/michelangelo/ (date of application: 29.09.2024).

57


https://artsartistsartwork.com/the-pieta-michelangelos-marvel-of-marble-and-emotion/
https://artsartistsartwork.com/the-pieta-michelangelos-marvel-of-marble-and-emotion/
https://doi.org/10.1007/978-3-476-05792-1_39
https://doi.org/10.1007/978-3-030-74470-0_7
https://www.michelangelo.org/
https://www.theartstory.org/artist/michelangelo/

ETUYHI JUJIEMHA BUKOPUCTAHHS IITYYHOI' O IHTEJIEKTY B TU3AMHI

KoJuecoBa Osena
Cmapwuii euxiaoay, kanouoam ghinocogpcvrux nayk, I3 «llis0ennoykpaincoruil
HayioHanbHull nedacociynull ynisepcumem imeni K. J[. Yuuncokoeorn, Ykpaina
ORCID: 0000-0001-9740-5511

kolesovaolena@gmail.com

AHoTanisi. Po3riisiHyTO €THYHI JWiIeMH, 110 BHHHUKAIOTh y cdepi au3aiiHy y 3B'S3Ky 31
CTPIMKHUM PO3BHUTKOM ILITYYHOTO IHTENEKTY. JlOCHIIKYIOTbCS MUTAaHHS aBTOPCHKOTO IpaBa,
OpUTIHAJBLHOCTI TBOPIB, BiANMOBIZANBHOCTI 3a 3reHepoBaHui [III KOHTEHT Ta BIUIMBY
QITOPUTMIB Ha TBOPYMU TMpolec. AHANI3YIOThCS MOTCHIIWHI MOXIHUBOCTI Ta PU3HKHU
BUKOPUCTAHHS IITYYHOTO IHTENEKTY IJI JAWU3aiHepiB, 30KpeMa, aBTOMAaTH3allisi PyTUHHUX
3aBJlaHb, T€HEpallisl HOBUX 1/Iel Ta mepcoHamizamis au3aiiHy. IliTkpecaroeTbes BaKIMBICTD
30amaHcoBaHOTO Mmiaxoay 1o Bukopuctanus LI B qu3aiini, skuii OM BpaxoBYBaB SIK TBOPYHI
MMOTEHI[ia] TEXHOJIOTIH, TaK 1 €THYHI BUKJIUKH, IIOB'3aH1 3 HUMH.

KiarouoBi caoBa: Illtyuynuii iHTeneKkT, au3ailH, €THWKa, TBOPYICTh, BIANOBIJAIBHICTb,
aBTOPCHKE MPABO, ETHYHI JWJIEMH B JU3aiHI, aBTOMATH3aIlis B JU3aHI.

Beryn. LItyunuii intenexr (L) naGyBae nenanmi GilbIIOro BIUIMBY HA CyCHiNbCTBO. Moro
MTOTEHITIAJ € HE JIMIIE TEXHOJIOTTYHUM (PEHOMEHOM, ajie i MOTYXHUM (aKTOPOM COIliaTbHUX
3MiH, I[0 3yMOBJIIO€ BUHUKHECHHS HU3KU €THYHUX Ta COIIOKYJIbTYPHUX BHKJIHKIB. BaxkmuBum
€ (opMyBaHHS CHUCTEMHOIO MiAXOAY /A0 MOHITOPUHTY 3aCTOCYBaHHS €TUYHUX HOPM, IO
0a3yeThCcs HA TPYHTOBHOMY aHaUIi31 COIIOKYJBLTYPHUX Ta OCBITHIX B3a€MOJIIM.

Po3pobxka Ta BIpoBaPKCHHS €TUYHUX TPUHITUIIIB B3a€MO/I11 31 ITy4YHUM iHTeaekToM (L), o
BPaxOBYIOTh JWHAMIYHY C€BOJIOIII0 aJIrOPUTMIB Ta TMOSBY HOBUX 3aCTOCYHKIB, €
(dbyHIaMEHTAIBHO BaXJIMBUM I TpaHchopmallii OCBITH Ta MJisSJIbHOCTI JIU3aiHEpIB,
utFocTpaTopiB Ta Bi3yamizaropiB. Amke I, craBute mepen (axiBOsMH HOBI BHKIJIHKH,
MOB'sI3aHi 3 aBTOPCHKUM ITPABOM, BiJIOBIJTAJIbHICTIO Ta BIUIMBOM Ha TBOpuHii mporec. OCBiTHI
Ta IpoeciitHi CiILHOTH, YCBIJOMIIFOIOUH CBOO BiIMOBIIAIBHICTh, CTAIOTh IIEHTPAMHU TaKOTO
KPUTUYHOTO OCMHCIICHHS €THUHUX BUKIHUKIB. Came TyT GOpMYyIOTHCS HOBI €THUHI CTAaHAAPTH
Ta MiJIXO/U, K1 JO3BOJISITh TAPMOHIWHO MOEIHATH TBOPUUMA MOTEHITIA IITYYHOTO 1HTEJIEKTY 3
JOJICHKOI0 KPEATUBHICTIO Ta BiJIMOBIJABHICTIO.

TeopernyHna yacTuHa

OpHuM 13 HAWOUIBII 3HAYYIIUX ACHEKTIB 3acToCcyBaHHS wTy4yHOro iHrtenekty (LLI) e ioro
3/IaTHICTh TEHepyBaTW Bi3yallbHI 00pa3u, L0 MalTh 3HAYHUN BIUIMB Ha ayJUTOPIIO,
BUKITMKAIOTh €MOLIWHUI BIATYK Ta CIIOHYKAIOTh 10 MOJANbIIOI B3aemonii. Iluranus moao
3JTaTHOCT1 aJIrOPUTMIB CTBOPIOBATH MHUCTELTBO 3YMOBIIOE€ INIMOOKI PO3IyMH HPO MPHUPOIY
TBOPUYOCTI Ta POJIb TEXHOJIOTH Yy MUCTelbkoMy Tporieci. DoKyc yBaru 30cepeiykeHo Ha cdepi
3aCTOCYBaHHS I'€HEPATUBHUX MEPEX Y KOHTEKCTI CTBOPEHHS pealliCTUYHHUX, BUCOKOSKICHUX
300pakeHb, 110 3yMOBIIOE MOSBY HOBUX €TUYHUX MpaBWI i HOpM. OTXKe, eTHKa ITYyYHOTO
inTenexty (LI) oxommoe po3yminHs B3aemonii cucteM LI 3 HaBKOMUIIHIM CBITOM Ta
3aCTOCYBaHHSI BIAMOBIMATBHUX TeXHOJOTIH. OCOOIMBO BaXKJIIMBUMHU € TMUTAHHS, TOB'sS3aH1 3
BH3HAYECHHSM IIpaBa BIACHOCTI Ha pe3yibTatu podotu I, BcTaHOBIEHHSIM BiIOBIJAIBHOCTI
3a MOKJIMBUN HETaTMBHMM INCUXOJIOTTYHUHN BIUIMB a00 yHepePKEHICTh Y AM3aiiHi, a TaKoxX
JOCIIJIPKEHHSM TOT0, K LI AM3aiHU MOXYTh TpaHC(HOPMYBATH COLIAIbHI IIHHOCTI.
Anropurmu 111, o HaBYaIOTHCS HA BETTMKUX MacuBax AaHUX, BiIOOpaKalOTh Ta ITiICHITIOI0TH
ICHYIOY1 ynepeKeHHsI, 3aK0/I0BaHi B IuX AaHuX. Hanpuknan, ko 6a3a 300pakeHb MICTUTh
reHIepHI a00 PacoBi CTEPEOTHIH, TO, 3 BUCOKOIO HMOBIPHICTIO, 3T€HEPOBAHUM KOHTEHT TaK0X
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Oyze iX BIATBOpIOBaTH. Y TaKOMy BUNAAKY MOXKe (OpMYBaTHUCh 3arpo3a JJisd aieKBaTHOTO
CIPUHHATTS IU3aliHEPCHKUX POOIT Pi3HUMH Tpynamu couiymy. OKpiM TOTro, CTEpPEOTUIH B
JU3aifH1 MOXKYTh OOMEXXYBaTH TBOPUICTh (DaxiBIld Ta CHPHUATH CTBOPEHHIO MAOJOHHUX POOIT.
SIKIIO ITYYHUI I1HTENEKT NPOMOHYE OJHOTUIIHI pIlIEHHsS, JAW3alfHEpU PH3UKYIOTh
MMOBTOPIOBATH I1i Mojiei 0e3 M0JAaTKOBOI KPUTHYHOI OIIHKHU. Lle 3HMKYy€ sIKICTh KOHTEHTY,
AKH Mae OyTH CydacHHM Ta PI3HOMAaHITHHUM. Y TaKWX BHIIAJKaX BaKJIMBY POJIb Bifirpae
JIOJICBKUH KOHTPOJb HaJa KOHTeHTOM, cTtBopeHuM III. [luzaitHepu NOBUHHI PETEIHHO
OLIIHIOBATH 3T€HEPOBaHI MaTepiaiy, BUABIATH YIEPEPKEHHS Ta aJanTyBaTH iX J0 peabHUX
moTpeO 1 MIHHOCTEH CyCHIbCTRA.

ABTOpCBKE IIPaBO Ha TBOPH, PO3POOIICHI 3a JOMIOMOTOI0 IITYYHOTO 1HTEJIEKTY, € aKTyaJIbHUM
€TUYHUM 1 TPABOBHM BHUKJIMKOM IS Cy4YacHUX MpodeciiHuX CchiabHOT. Tpamuiiiiine
PO3yMiHHSI aBTOPCHKOTO TMpaBa mepeadadae, mo aBTOpoM Moke OyTH jmiie ¢izudHa ocoda,
sIKa 0COOMCTOIO TBOPUOIO Iparieto CTBOprIIa opurinaabHuii 00'ekT. [Ipote, LI He € dizuunoIO
0c00010, 1 TOMy BUHHUKA€ MUTAHHSA: YU MOXE allTOPUTM OyTH aBTOpoM? SIKIIO JIFOUHA JIUIIIE
3ajana napamerpu A podotu anroputmy I, ane He BHOCHIIA CYTTEBHUX 3MiH Y pe3yibTar,
TO Y4 MOKE€ BOHA BBAXATHCS aBTOpoM? Y JHCKYCISX IMOAO IIi€l KOMI3il JNesKi FOpPHCTH
MIPOIMOHYIOTh CTBOPUTH HOBHI THUII ITPaB - MpaBa sui generis - Jyis 3aXUCTy TBOPiB, CTBOPEHHUX
L. ITpasa sui generis - 11e 0COOIMBHIA BIJI TPaB IHTEIEKTYAIBHOT BIACHOCTI, IKHIA MOXe OyTH
BCTAHOBJICHUM IS 3aXUCTy OO'€KTIB, IO HE MiANAJAIOTh I TPaaWIiiHI KaTteropii
aBTOPCHKOT0 ab0 MaTeHTHOTO MpaBa. Y BUMAIKY 3 00’ekTamu, crenepoBanumu LI, nmpasa sui
generis MOXKyTh IepeadadaTi NMeBHI 0OMEXEHHSI Ha BUKOPUCTAHHSI TaKUX TBOPIB, 30KpeMa,
00 iX KOMEpIiHHOTO BUKOpHUCTaHHA. Lle 103BOMUTh BU3HAYMTH MIPaBa HA TaKi 00'€KTH, HE
HAJA041 IM TPaJIULIHHUX aBTOPCHKUX MpaB. Po3riisiHeMo 1ikaBuil Ta CynepewsiiBUil BUTIA/IOK,
KU UTIOCTPYE BIUIMB LITYYHOI'O 1HTEJIEKTY Ha MUCTELTBO Ta Au3aiiH. XyA0xkHUK J[>kelicoH
M. Annen (3 Ilyebno-Bect, mrar Konopago) BuKOpHCTaB mporpamy IITYYHOTO 1HTENEKTY
Midjourney ans crBopenHs cBoei kaptunu "Théatre D'opéra Spatial". Kaptuna, crBopena 3a
nonomoroto I, orpumana Haropoxy Ha KOHKypci nmudpoBoro mucreursa. /s ctBopeHHs
MamoHKy JDxeficon M. AnneH po3poOuB mpuHaiiMHI 624 TEKCTOBI MiJKAa3KH Ta MPABKU SK
BXiiHI JnaHi i Midjourney 1 10oJaTKOBO OCOOMCTO AOPOOJSB OTPUMAaHHMH pe3ysbTaT 3a
JOTIOMOTO10 1HIIUX pecypciB. Lle cTano nmpereieHToM Ta BUKIUKAIO OypXJIMBY PEaKIliio cepe
XYJIO’)KHUKIB, aJ)Ke MOCTAJI0 UTAHHS, YA MOXKHA BBaXXAaTU 00’€KT, CTBOPEHHI 3a JOTIOMOTOIO
I, cripaBXHIM MHCTELITBOM.

Lmoctpaunis 1. Jason M. Allen ta Midjourney. Théatre D'opéra Spatial.

21 BepecHs 2022 poky AsuteH mojas 3asBKy 10 bropo aBTopeekux npas CIIA Ha peectpartiiro
300pakeHHs. AJle OTpuMaB mepiry OoQiliifHy BiIMOBY, 3 BUMOIOIO BHUKIIOUUTH OyAb-sKi
0CcO0IMBOCTI 300pakeHHs1, cTBopeHoro Midjourney. Jlanuii BUITaI0K T IKPECITIOE BAKITUBICTh
po3poOKku eTHuHUX HOpM BukopucTtanHs LI B Muctentsi Ta qu3aitni. [lificHo, Helipomepexa
MOJKe OYTH JUTS TU3aliHEPIB Ta XyIOKHUKIB JDKEPEIOM HATXHEHHS, TOTIOMaralo4n reHepyBaTh
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HOBI 171e1 Ta MPOMOHYBAaTH HETpaAUIIIiHI KoMOiHaIi cTriiB. Baxxnuso, mo6 I posrasaases
caMe SK 1HCTPYMEHT, SKMW TiJICHIIIOE TBOPUYMI MOTEHIAN JIOJWHHU, a HE 3aMIHIOE ii.
3anumaroThbcs 0€3 YiTKOI BIIMOBIII MUTAHHS, K1 BAHUKIIA Y JAHOMY BHITQJIKY: XTO € aBTOPOM
TBOPY, CTBOpeHoro 3a jomnomoroto I, monuHa, sika 3agana mapameTpu, 9Yu alIrOpuTM; 4u
MO’KHa BBa)KaTH OPHUTIHAIILHUM TBIip, cTBOpeHui 3a monomororo 111, skmo BiH 6azyeThcs Ha
ICHYIOUMX JaHUX Ta aJTOPUTMAax; SKy I[IHHICTh Ma€ TBip, CTBOpeHH 3a momomororo I,
MTOPIBHSHO 3 TBOPOM, CTBOPEHUM JIFOAUHOO. L1 MUTaHHS TOTPEOYIOTH MOAAIBIIIOTO TITHOOKOTO
Ta PETEILHOTO OOTOBOPEHHS, a/IK€ BOHU CTOCYIOTHCS MaillOyTHHOI'O MUCTEIITBA Ta JU3AMHY.
['onmoBHuM 3aBmanHsM 3anuiaetbes inTerparis LI y mpodeciiine cepenoBuIle TAKUM YHHOM,
11100 BiH JOMOBHIOBAB, a HE MiAMIHIOBAB JIO/ICEKY YHIKaIbHICTh 1 KPEATHBHICTb.

BucHoBkH. PO3BUTOK IITYYHOTO IHTEJIEKTY PO3IIISAAETHCS HE SIK 3aMiHa JIIOJICBKOI TBOPYOCTI,
a K CTUMYJI JJi1 HOBUX ()OpPM TBOPHYOIO CBITOTJISAY. MHCTEUTBO € YHIKAJIBbHO JIOJCHKOIO
TiSUTBHICTIO, 00YMOBIICHOIO COIIaIbHOK) B3a€EMOJIEI0 Ta KyJIbTypHHM KOHTeKCTOM. [T mMoxe
JIOTIOMOT'TH B CTBOPEHHI MHUCTEIITBA, ajie¢ He MOYKE 3aMIHUTH JIFOJICBKUI JTIOCBI Ta €MOIIii, SKi
€ fioro ocHoBOI0. Bukopucranns LI B nu3aiiHi HEeMUHYYe TIOB'sI3aHE 3 BAHUKHEHHSIM €THYHIX
JUIIeM, SIKI TOTPEOYIOTh PETEIbHOI0 aHali3y Ta PO3POOKH HOBUX €TUYHUX HOPM 1 CTAaHIApTIB.
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Annotation The article examines ethical dilemmas arising in the field of design due to the
rapid development of artificial intelligence. It explores issues of copyright, originality of works,
responsibility for Al-generated content, and the impact of algorithms on the creative process.
The study analyzes the potential opportunities and risks of Al use for designers, including the
automation of routine tasks, the generation of new ideas, and design personalization. The
importance of a balanced approach to Al in design is emphasized, considering both the creative
potential of technology and the ethical challenges associated with it.
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MY3EWHA CIAJIIUHA POJIUHHOI'O BYJIMHKY AJIAJIbEEPTA EPJIEJII B
MYKAUYEBI

Konpusa Atrina
Loyenm, kxanouoam mucmeymeo3Hascmaa,
3axapnamcwka akademis mucmeyms, Yxpaina
ORCID: 0000-0002-8750-3000

AHoTanisi. Y myOikamii npuBeneHi Marepialy OCHOBHUX €TaIliB BiJHOBJICHHS POJIMHHOTO
OynuHky Ananb0Oepra Epnemi Ta mpoOnemMu HANOBHEHHS MY3€HHOTO CerMeHTy, (OHJIB
IHHUMHU PYKOIIMCAaMH, TBOPAMH, €MICTOISPHOIO CHAAIIMHOIO Ta aBTEHTUYHUMU MEOJISIMHU.
KurouoBi ciioBa: Oy TMHOK TBOPYOCTi, My3€HHHUI CETMEHT, MUCTEIITBO, YKHBOITUC, PYKOIIUCH,
CHajIuHa.

Beryn. Jlns ckapOHUWIN KyJdbTYpPHOI CHAIIIMHK 3aKapraTTss OCOOJMBO BaXKIUBUM €
30epeKeHHs IaM’SITOK, Ki CBiIYaTh MPO OKpeMi eTanu (popMyBaHHS MHUCTEITBA 1 KyJIbTYPH.
s ckapOHHIIS € CHITBHUM YTBOPEHHSIM, SIKa IIIJIBHO MEPEIUIiTAEThCS 3 IMIHHOCTAMU PI3HUX
HapoiB €BPOIY 32 MEHTAIBHICTIO, TPATUIIISIMHU Ta ICTOPHYHUMU TTporiecaMu. OTHUM i3 TAaKUX
CErMEHTIB € ’KMBOIKCHA IITKOIa 3akapnatTs, GyHaaropom skoi 6yB Anansoept Epneni (1891—
1955). Hapomgmecs BiH y Kimmomuimi, HaBuaBcsi B MykaueBi, Mapomypem Cireti Ta
Bynaneniri, a 3roioM, HOEIHYOYH TBOPYY Ta MEAArOTIYHY JiSUTbHICTH MPAIIOBAB B OCEPEaAKaxX
MykaueBa, Miouxena, ['apxineca (Opantis), Yxroposa.

Teopernyna yacTuHa

3 apxiBHUX JDKepe BiIOMO, 110 poarHa ['puilb (Y BUTATY 3 CB1IONTBA PO Hapo keHHs: Hritz,
y TOKyMEHTI Tipo 3MiHy mpi3Buina Ha Epaeni: Hric) npuixana Ha 3akapnatts i3 [IpsmmiBmmHN
1 1o 1897 poky mnpoxuBaia B ceni 3araTTs, KOJMIIHbOIO bepe3bkoro komitary (3apa3s
MykauiBChKHUI paiioH) e BUUTENOBaB 0aThko Anans0epra Muxaiino ['puts. ¥V 1897 porti Bin
OTpPHUMY€E HalpaBlIeHHS Ha poOOTy BUMTENS ICTOPIl Ta yropchKoi JiTepaTypu B MykaudiBCbKY
riMHa31l0 Ta PakomIMHCBKY CUIbCHKY IIKOJY YHAcJiJOK YOr0 pOJIMHA MOCEISETHCS B Celll
[Tananok. [TanaHkiBCbKUM Oy IMHOK POJIMHU B IKOMY 3 IIIECTH POKIB JKUB BIJIOMUI KHBOIUCELIb
1 TOHMHI cTOiTh Ha ByiuLi AnanbOepra Epneni, 22 y MyxkadeBi. TyT npoiiign JuTsa4i poKu
Anans0epra, HaBUaHHS y IIKOJI, FMHA311, popMyBanacs 100608 10 mucrenrBa. Came TyT BiH
nporyJtoBascs 3 koxaHoro Kenno 6eperamu Jlatopuii ta narop6umu JloBauku, [1aBnoBoi ropu
1 BiepIie HanucaB cBOe «Bipyro» mpo KoXaHHs 1 HaUTapHILIUI TpaBeHb.

B MyxkaueBi nouanacs foro kap’epa BiJl BUMTENsl MEAAroriyHoi cemiHapii A0 IUpeKTopa
ropoxancpkoi mkonu. Came TyT BiH BHepIle Ja€ MPUBATHI 3aHATTS 3 00pa30TBOPUOTrO
mucTerTBa 1a B 1921 pomui pasom 3 Mocunom Boximaem, FOmiem Biparom ta Camyenem beperi
Oepe yuyacTh B Oprasizauii HepIIOro MHUCTELBKOro 00’eHaHHS Ha TepUTOpii 3akapnarts
«Kiy0y pyCHMHCBKHX >KMBOMHCIIIB», KEPIBHUKOM SIKOTO CTaB MOBAXHUN XymoKHUK HOmiit
Bipar. HaBiTb micins nepeizry MUTLA B Y KropoJ Maiike OHEeA Tl BiH NpUi3auTh B Mykaueso,
B/IBIAy€ OATBHKIB 1 pIIHUX. AJKE, BAXKIIUBOIO TPAIAUIlIEI0 OyB HEAIIbHUN 0011 y OaThKIBCHKIiM
Xati B KoJi piHUX 1 apy3iB. Toxi, Anans0epT NpUHOCUB TapyHKH, a MOJIOJHUX MaJaHKIBCHKUX
JITOYOK 1HO1 3aCTaBJISAB IIYKAaTH PO3KUIaHI HUM MOHETH, Y KIHL BUIIUKYBaB iX 1 TOMY XTO
3HAHIIOB HaiO1IbIIe 1aBaB MpeMito abo Mopo3uBo. Ll{oHenini 10 HOYI BOHH OOTOBOPIOBAIU
npoOieMrn MHCTENTBAa 3 OparomM SHOmMIOM Ta MUPO AUIMIKCA JyMKamH, CHOTagaMu 1
CIUIKYBJIUCS PO HAboIiIe.

XKutno kinpka pasiB nepedy0ByBajocs BHACHIOK (OpMyBaHHS JOJATKOBOI JKMJIOI IO,
KOHCTPYKTHBHOT'O BJIOCKOHQJIEHHS Ta IMICISMAaBOAKOBUX PEMOHTHHUX pobiT. Tak moctymnoso i3
OJTHOKIMHATHOi OynIiBii (QopMyeTbcs TpPUKIMHATHHM OYIMHOK 13 TOCHOJApChKUMH
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MPUMIIIEHHAMH Ta cagioM. Bimomo, mo beita HeoqHopa3oBo MaimtoBaB MyKadiBChKHI 3aMOK
13 CYCIIHBOTO JIBOPY HANPOTH OATHKIBCHKOI XaTh. ['ocrioap BUSBHBCS OYIBEIIBHUKOM, SKHMA
JHOOMB JOBTO CIUIKYBATHUCS 3 XyI0KHUKOM Ta 3aBXK/I1 PUroIaB HOro Bi1acHUM BUHOM. Komu
B 1930-x pokax y OpariB Anmanpbepra i SIHoma BUHHKIA ies OyIIBHUITBA BIIACHUX
MalicTepeHb Ha TEPUTOPIi MOABIP S, BOHU 3alPOCUIIN CyCila Y sIKOCTI CIIeliaiicTa i paJiHHKa,
KU KepyBaB BciMa OyAiBeNbHUMH Tpolecamu. MaicTepHs 3rofioM KiJibKa pas3iB TaKOX
3MiHIOBaa CBid BUIIIAA. CriouaTky 1ie Oyiia 1iibHa Oy/IiBIIS 3 OAHOCXUJIMM JaXOM pO3/ijIcHa
Ha JIBA OJJHAKOBUX MPUMIIICHHS BXITHUMHU JABEPSAMH i KOPUAOPOM. 3 IPaBOTro OOKY BijJ BXOIY
Oyna makictepHs Ananpbepra, a 3 jiBoro SlHoma. B oOuaBi maiictepHi OyJM BMOHTOBaHI
BEJIMYE3HI BIKHA, IKi CKJIQJAATHCS 13 METaleBOi KapKacHOI PeIIiTKH Ta BCTABHOTO CKJa. BoHu
HEOJJHOPA30BO CIYXXWIM (OHOM y OKPEMHUX HATIOPMOpPTaxX Ta B1IOMOMY HOPTpeTi OaTbKa.
3MiHM BHIUIAJYy MalCTepeHb MU MOXKEMO CIlocTepiraTu Ha TBopax Apnansbepra Epneni,
Pynonbda Binnameka ta KIIbKOX CTapuX CBITJIIMHAX 3 pOJAMHHOTO apXiBy. Y 40-X pokax (popma
naxy miei OyaiBni HaOyBae yotupucxmioi popmu. Y 60-x pokax y MalCTEPHIO MOCEISETHCS
SIHom Ae mpalltoe 1 KKUBE A0 KiHIS CBOro *UTTs. [licist onHOro 3 naBoJKiB MaiictepHs SIHoma
Oyia TeMOHTOBaHA, TOMY Hapa3i aBTEHTUYHOIO OYZOBOIO PaxyeThCsl BUKIIOYHO MalCTEpHS
Anans0epra.
B 2019 pomi 3aBasku MiATPUMIN YTOPCHKOTO YpsAAy 1 KOINTIB, sIKi OyJI0 BUAUIIEHO Ha
puaOaHHS Ta BIJHOBJIECHHS OyAMHKY BAAJOCS MPUCTYIMTH 10 IOCIIAHOT poOOTH, sIKa ABJIsIA
coboro 30ip MarepiamiB Mpo IUTaHW, OyJWHKOBI KHHWTH, 30BHIIIHIA BUTJSA IHTEp €py Ta
ekcrep’epy.
Hacrynmaum ertarmom Oyio 3HaiieHHS KOHIENIii BUKOPUCTAHHS ¢ (YHKIIOHAJIEHOTO
npu3HayeHHd  OyauHKy. OCHOBHUMM 1€iHUMH UYMHHHMKaMM Ui IbOTO  CIIY>KHJIU
MOITYJIIpHU3allist iMeHi Ta TBop4ocTi A. Epzeri, a Tako IIaHyBaHHS TYPUCTHYHUX, HAYKOBHX
1 MUCTEIIbKUX PE3UICHIIIN Ha TaHii JIOKaIIii.
Po3poOka TPOEKTHO-KOHCTPYKTOPCHKOI YacCTHHHM Oa3yBajlacs Ha aHaii3i  310paHoro
JOCTIAHOTO MaTepialy Ta CKJIajanacs 3 eTarliB:
€CKi3yBaHHSI 3aTaJbHOTO BUTIISAY OYJMHKY, CKJIAJICBKUX MPUMIIEHb, MaliCTEpEeHb Ta
oropoxi (aBtop Kompusa A.T.);

- BHTOTOBJICHHSI TIPOEKTHO-KOHCTPYKTOPCHKOI TOKYMEHTaIlli pEKOHCTPYKIii OyInHKY

(3a BuxkoHaHHsM I1IT ApxiGynkoHcyn, M. MykaueBo)
- BurotoBiieHHs 3D Bizyanizallii 30BHIIIHBOTO BUTJISIAY, IHTEP €PiB Ta 00JIaTHAHHS IJIS
My3eiHoi ekcrio3ulii (aBrop LlleneBuupkuii F0.B.).

- OyniBenbHI poOOTH Ta BBEICHHS B €KCILTyaTaIlio.
OnHuM 13 3aBAaHb 0yJI0 TAaKOXK HafaTu Oy IiBJI1 BUTJIS TPaIULiHOT MAJIaHKIBCHKOT XaTH KiHLS
XIX — moyarky XX cr. Buxoasuu 3 1poro M 3HalllIM OJHY 13 HalcTapiliux OyAiBenb B
paifoni [TanaHOK Ta Ha OCHOBI ITaHOT'O B3ipLA-aHAJIOTY BIATBOPHIIM MPOIOPIIIT AaXy 1 OCHOBHUX
KOHCTPYKTHBHHUX JieTajnei poauHHoro Oynuuky Eppeni.
BaxinBoro uyacTMHOIO poOOTH TakoX OyJI0 HAalOBHEHHS MY3€WHOrO CerMeHTy OyaiBii
L[IHHUMU JOKYMEHTaMU Ta €KCIIOHATaMHU. Y 1[bOMY Bi/IHOIIEHHI IPOBE/IEHO MOLITYKOBY po0OTY,
B pe3ysbTaTi AKoi y OyAMHKY OyJiu BHSIBIIEHI cTapi NOOYTOBI MPEIMETH, BaXKIMBI PYKOIHCH
(omui 3 mepmmx B3ipiiiB pomany IMEN), nuctu, KBUTOK YjieHa CIIUTKH Xy0’)KHUKIB HiMeuunnu
A.Epneni, a takox crapoBuHHI (oto. Takoxk, Acowmiaiiero 30epexeHHS Ta PO3BUTKY
MUCTENTBA 1 KylbTypH KapnaTcbkoro periony nepenaHo 10 My3eitHoi 30ipku rpadivuti TBOpH,
¢doro Ta okpemi mpani AnanbOepra Epnemi 3akyrueni y poaunu Bummamex ta Muxaiina
deneHUIIIMHIIA 32 TPAHTOBOI MIATPUMKU YTopchkoro ¢oumy ['abopa betnena.
Bci mMe06u1i ekcrioHOBaHi B iHTEp €pax MOJapoBaHi poJu4aMu 30eperiiu cBiif IepBUHHUI CTaH
Ta MalOTh BJIACHY 1CTOPII0. 3a CriorajaMy OJHOTO 3 KOJHIIHIX CTIagKoeMIIB OyauHky Tubepis
Bimnameka y m’araecatux pokax XX CTOMITTS y SIKOCTI BECUIBHOTO MOAAPYHKY ISl IOUKU
SAnoma Epneni (1902—-1964) I'enenu Epaeni (1932-2010) me6ui A1 criainbH1 BUKOHAB IIBarpo
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Muxaiina Epgem (6athka Anmanb0epra) MmicueBuid ctoisap Muxaitno Ilakicki. Takox Tyt
eKCTIIOHYIOThCS /1Bl pizKicHI opuriHanbHi nevi kinng XIX cr. BukoHaHi Ha OpiagmriBcbKoMy
nuBapHOMY 3aBoji. Komriekc aBTEHTHYHHUX JOMOBHEHB: CEIECiiiHI JIIOCTPH, J3epKajo,
BillIAJIKA JJISl OJIATY, Ay, KIFOYHUIIS, CTOJIH, CTIIBIIl YeChKOrO MEepioay Ta 1HMI JeTani, y
MOBHIH Mipi BIITBOPIOIOTH €CTETUKY Mepiioi mosoBuHU XX cromitrs (1. 1 —4).

Lmoctpanis 1. PekoncTpylioBanuii iHTep’e€p crayibHOi KIMHAaTH. MeMopiajibHUM Oy JMHOK-
my3seit Epaeni. MykadeBo. Ykpaina.
Lmoctpanis 2. Excrio3uuis rpagiuaux tBopiB A. Epneni. MemopianbHuii OyAnHOK-My3eil
Epneni. MykaueBo. Ykpaina.

fo—

Lmoctpanis 3. Excriosumist poto, rpadiunmx Ta pykonucHux npais A. Epaeni.
Mewmopianbauii 0yauHok-my3eit Epaeni. MykaueBo. YkpaiHa.
LmocTpanis 4. By mnunok TBopuocti A. Epneni. Unenu Acoriartii 30epeskeHHs Ta pO3BUTKY
mucrenTna i KynbTypu Kapnatcekoro periony dpy6iu I., Hleneunpkuii YO., Konpusa A.,

Kuneios O., Aagsutomnti O., UeOukin A.

My3eiiHy eKCIO3HUIIII0 CKIaIal0Th OPUTIHAIBHI PUCYHKH CTYAii, BUKOHAHI ITiJ] YaC HaBYaHHS
Anans6epra B Yropebkiit KopomiBebkiit akanemii MUCTENTB. A TakoX, KapUKaTypH 1 SKiCHI
PENPOAYKIIii 3 BI/IOMUX KUBOIMUCHUX TBOPiB A. Epnemi. BaykmuBuM TOTTOBHEHHSIM €KCITO3HUIIIT
CITy’KaTh OpHAMEHTaJIbHI 3aMallbOBKU pigHOro Opara SlHoma Epneni BUKOHaHI B TPUALSATHX
pokax XX ct. mix yac HaBuaHHs y MicTi Cerep, sikuii OyB HE TIJIbKU XYJOKHHKOM, a 1 TIOETOM.
VY 40-x poxax XX cT. BiH BUKJIaJaB y PakoIIMHCHKIM 3arajJbHOOCBITHINH IIKOmi. AJje, B
MICISIBOEHHUM dYac paJSHCBKUN ypsii WOro TOBHICTIO TO30aBUB MpaBa BHUKIATAIBKOT
TISTBHOCTI.

BaxnBoro 4acTMHOIO My3€HHOT KOJIEKIT € OKpeMi TOKyMEHTH, JIUCTH, JINCTIBKHU, TeJIETpaMu
1 ¢oro 3 cimeitHoro apxiBy Epneni, Binnamekis, ®@e1eHUIIMHIIB Ta NEPII BapiaHTH POMaHiB
IMEN i DIMON. V 306ip1i Tako MICTATbCS IIIOJICHHUKH ¥ MUCbMOBI TBOpHU «HairapHirmmit
TpaBeHb», «JI3epkanoy, «Onepariisi XBOPOro Jr0ACTBay, «Moe Bipyio» Ta iH. B IKMX MUTElb
TMUIIIE TIPO TTPOOJIEMH MUCTEITBA, KOXaHHS, CEHCY JKUTTS a TAKOXK CaMO1eHTH(DIKaITifO.
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HarowmicTh 1mie mpoBoauTHCS akTUBHA (paza poOOTH 3 maHAmadTHOTO JU3alHYy TEPUTOPIT Ta
JOYKOMIUIEKTYBaHHS My3eiiHOi ekcro3uilii. Ha OCHOBI aHamily MOTHBIB OKpPEMHUX
YKUBOITMCHUX TBOPiB A. Epieni HaBkos10 OyIMHKY PO3Ca/PKeHI KBITH 3 BpaXyBaHHIM OOTaHIKH
OKPEMHUX POCIIMH Ta TOTPUMAHHSIM EKOJIOTIYHUX 1 ECTETHYHUX BHMOT.

3 Oepesns 2022 p. y Hacmiaok BiiiHM B Ykpaini OyaumHOK TBOpYocTi A. Epneni cras
MPUXUCTKOM ISl IBOX CIMEH 31 cxony YKpaiHH, siKi IPOKHUBAIOTh TaM 1 cboroani. Toro x
MicsIIIs iM OyJ10 BBEACHO B €KCILTyaTallifo.

Jler’sitHanusaToro cepnas 1922 poky B paMKax BiJ3HAYEeHHs piYHHMII mam’sTi AnanpOepra
Epneni BinOynocs ypouncte BinkpuTTsa byannaky TBopuocti Anansbepra Epueni.

BucnoBku. [IpoTsroM KiIbKOX POKiB Ha JAaHIH JIOKAIIIT i€ aKTUBHE KYJIbTYPHE KUTTS. AJDKE,
TYT CUCTEMAaTUYHO ITPOBOJSATHCS €KCKYpCii, pI3HOMaHITHI IPOrpaMH OpraHizoBaHi YTOPCHKUM
noMoM iM. M. MyHKaui; MUCTEIIbKI IJIEHEePH, MPOSKTHU Ta 3acigaHHs Acoliaiii 30epeKeHHs Ta
PO3BUTKY MHCTENTBa 1 KynbTypu KapmarchbKoro periony; CTyJEHTCHKI HayKOBO-TIPaKTHYHI
KOH(QepeHIIii 3akapnaTchbKoi akaeMii MUCTEIITB TOIIIO.
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Abstract. The publication contains materials on the main stages of restoration of the family
house of Adalbert Erdely and the problem of filling the museum segment, funds with valuable
manuscripts, works, epistolary heritage and authentic furniture.

Keywords: Art-house, museum segment, art, painting, manuscripts, heritage.
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MOJEPHI3M OJIEKCAHIPA CTOBBYPA

KoroBa Oabra
Loyenm xanoudam mucmeymeo3Hascmaa,
13 «Ilig0eHnoyKpaincoKull HayioHAIbHUL Nedazo2ivHull yHigepcumem
imeni K.J{. Ywuncorxozon, Yxpaina
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AHoTauis. JlociipKeHHsT TPUCBSYEHE BHJIATHOMY OJIECBKOMY XYJOXHHKY, MOICPHICTY i
HoHkoH(popmicty Onekcannpy CroBOypy, sAKui 3poOMB 3HAYHUH BHECOK B IapHHI
obpaszoTBopuoro muctenrsa Oxecu npyroi monoBuHN XX — nmoyatky XXI ct. Busnaueno, mo
MUTEIb € BiJOMUM CBOTMH >KUBOIIMCHUMH TBOPaMHU: YMOBHO-()IrypaTHBHUMH KOMITO3HUIIISIMU
Ta TEOMETPUYHUMH a0OCTPaKIisIMH, MPOTE B Taiy3i rpadikd BiH TEX 3aTUIINB YHIKAIbHY
CHAIIMHY: MATFOHKH, KOMITO3HIIT «KaairpadiqyHOro mepioay» Ta Kojiaxi. 3a3HaueHo, 110 BiH
OyB OJTHUM 3 OCHOBOIOJIOXHHKIB OJ€CbKOi MOHyMeHTanbHOI mKomu 1960-80-x pokis, ne
BiI0OYBCSI B3a€MOBILJIUB METOAIB 1 (OPM CTAHKOBOTO 1 MOHYMEHTaJbHOIO MUCTEITBA:
BUKOPHUCTOBYBAJIMCH BHPAXXKaJIbHI 3ac00M KOJIBOPY 1 JiHIl, pUTMY 1 TUIOImMHU. Buaineno tpu
KOMIIOHEHTa B HOr0 TBOPYOMY KpPEIO: CBITJIO, KOJIp i CBOOOAA, B OCHOBY SIKOi IOKJIaJICHO
IyXOBHICTh. BWHalIeHO, 1O B WOro TBOpax BiIOYBCS CIUIaB E€CTETUKH MOJACPHI3MY,
HApOJHOTO MHCTEITBA, IKOHH, 3 OJICCHKOI JKUBOIKCHOKW TPAIUIIEK 1 KYyJIbTYPOIO
[IpruopHomop’s.

KurouoBi ciioBa: Mucrenpkuii HoHKOH(MopMizM 1960-80-x pokiB, aHaerpayH, CBITII0, KOJIIp,
’KHBOITUC, MOHYMEHTAJIbHE 1 CTAHKOBE MUCTELITBO, CBOOO 1.

Beryn. B ykpaiHcbKOMy 00pa30TBOpUOMY MHUCTENTBI Apyroi momoBuHN XX — modatky XXI
ctomiTTs moctath Onekcanapa CrtoBOypa 3aiimae ocobnuBe Micue. Bin OyB oaHum i3
3aCHOBHHKIB O0/IECBKOTO MOJIEPHI3MY Jpyroi XBWIi (Tak 3BaHOTO JpPyroro aBaHTapiy,
aHzierpayHly 4¥ HOHKOH(popMizmy). Moro TBopu 36epiratotscs B My3seitnux 36ipkax CIIIA
(Myzero Zimmerli) ta Ykpainu (HamioHanbHOro XyaoKHbOTO My3ero YkKpainu, Mysero
cydacHoro wmucreutBa Opecu, My3el cydacHOro MHCTELTBa XMEIbHUIBKOrO, IBaHO-
@paHKIBCbKOMY XYJ0’)KHbOMY MY3€i), B YMCIEHHUX BITUU3HSIHUX 1 3aKOPJIOHHUX KOJIEKIIISIX.
MucrentBo O. CroOypa ¢inocodiune, ypiBHOBaK€HE, KOHCTPYKTHUBHE, €CTETChKE Ta
JIOBEJIEHE J0 BMILIYKAHOTO MiHIMani3My ¥ To4yHOCTi. JI0 XapakTepUCTHKH HOro TBOPYOCTI
MO’KHa 3aCTOCYBATH TaKy Kpuiary ¢ppasy: «MiHIMyM 3ac001B — MaKCUMyM BUpa3HoCTi». [IpoTe
HE3Ba)KalOUM Ha BaroMicTb TBOPYOrO JOPOOKY, ICHYIOTH 1€ IEBHI JaKyHHU B JOCHIIKEHHI
CTHJIICTUYHHMX OCOOJIMBOCTEH TBOPIB, BU3HAYEHHS XYJOXKHIX NMEPiOAiB, XapaKTEPUCTHUKU M
MHUCTEITBO3HABYOTO aHAI3y TBOPUYOCTI TOIIO.

MeTo0 gaHOro AOCHIPKEHHS € BuU3HaueHHs KoHuenuii Onekcannpa CrosOypa, MHoro
CHAIIINHN, CTHJIICTUYHUX OCOOJIMBOCTEM TBOPIB Y KOHTEKCTI CBITOBOTO 0OOpa30TBOPYOIO
MUCTELTBA JIPYTroi MOJ0BUHU XX CTOMNITTS.

Metoau nocaigkenns. Jlanuii MmaTepiay IpyHTY€ETbCS HA 3aCTOCYBaHHI HU3KU METO/IIB, a CaMe
ICTOPUYHOTO METO/1y, METOY OPIBHSHHS Ta 1IKOHOJIOTIYHOTO METO/TY.

Teopern4yHna yacTuHa

CroBOyp Onekcanap ['puroposuy Hapoauscs 15 TpaBus 1943 p. B OMchbKy. DaxoBy XyT0KHIO
cBiTY 31100yB B O/1ecbKOMY Jep KaBHOMY XyA0KHboMY yumnuiii imeHi M. b. I'pekoBa (1967-
1971). 3 1970-x pp. BiH Mo4YaB TBOPUY Ta BUCTABKOBY JiSJIbHICT, OyB aKTUBHUM YYaCHUKOM
HOHKOH(OPMICTCBKOTO PyXy, 30KpeMa Heo(DiliiHUX «KBapTUPHHUX» BHCTaBOK B Ojeci Ta
iHmux Mictax konumHaboro CPCP, neodimiitHoi BucTtaBku «CydacHe MUCTEUTBO 3 YKpaiHU.

65


mailto:o.kotova0000@gmail.com

Mionxen-JIounnon-Heio-Hopk-Tlapmwx»  (1979). B 1970-80-x pp. mpamioBaB B ramysi
CTaHKOBOT'O Ta MOHYMEHTAJILHOTO XUBOMUCY, rpadiku. 3 kinng 1980-x pp. OpaB yuacts y
BHUCTaBKaX Cy4yaCHOro MajsipcTBa B YKpaiHi Ta 3a ii mexamu. byB murmuiomanToM OieHane
«Immpe3a-93» B IBano-PpaHKIBCHKY, JlaypeaToM JIbBIBCHKOTO OCIHHBOTO cajoHy «Bucokuit
3amok» (2006) Ta maypeatom Ilepiioi BceykpaiHChKOT TpHEHAIE aOCTPAKTHOTO YKHUBOIUCY
«ART-AKT» B YepHnipisx (2010). Bin 6yB wienom Hamionanenoi crinku Yipaiau (1987),
YIeHOM TBOpYoro o0’emHanHHs  «Mamait» (1998), mouecHum wieHoM HarioHaabHOTO
yniBepcurety KueBo-Mormsincskoi Akanemii. [lomep maiictep B Oneci 4 yepus 2019 poky
(Honkondopmictu Oxnecu, 2014).

Lmoctpanis 2. O.CtoBOyp. ABronoptper. 2010
Lmoctpanis 3. ®oto O. CroBOypa.

[IpoanamnizyemMo TBOPUICTh MUTIIS B KOHTEKCTI CBOT'O Yacy 1 TUX MPOIIECiB, 10 BIJOyBaJIUCs B
VYkpaini 1 B ycbomy cBiToBl. B 1960-T1 poku OyB «ImigiioM» B MUCTEITBI, BUHUKAJIX HOBITHI
Tedii, OyJO MPOTHUCTOSIHHA «OaThKiB 1 JiTeil», mosBa CyOKyNbTyp, aHIEprpayHIHOrO
mucrenrBa. B 1960-80-x pokax B Opeci, ax 1 B KueBi, JIbBOBi, XapKkoBi BHHHUKJIIO
aJIbTEpHATHUBHE MHUCTELTBO CIPOTHUBY HAaB’s3aHIM JOKTPUHI COLIANICTUYHOTO peajizMy —
HOHKOH(OpMIcTChbKe MucTelnTBO. B Opeci yTBopmiiacs rpyna XyAOXKHHUKIB, SIKI IPOBOJUIIN
KBapTHPHI BUCTABKH, Opay y4acTb B MDKHAPOAHUX AKISIX, IPOBEIHU «IApPKAHHY BHCTAaBKY»,
CHUIKYBaJIUCA 3 JKypHaJIICTaMH, JUIUIOMAaTaMH, JIITepaTopamMH, YWTaIM 1 JIpyKyBaju
CaMBMJIaBCBKY JIITEPATypY, BeJIM OOreMHe KHUTT Tolo. BoHM 1rykanu HOB1 pOpMH BUPa3HOCTI
B MUCTELTBI, K1 Oyau O criB3By4HI yacy. HaifO1abp11 BiZJOMUMU MpEeICTaBHUKAMH OJIECHKOTO
Mmucrenpkoro anaerpaysay 1960-80 pp. 6ynmu O. Coxonos, O. Anydpies, B. CtpenbHukos, B.
Mapuntox, JI. fctped, B. bacanens, B. Xpym, C. Cuvos, O. CtoBOyp, €. Paxmanin, B. [{ronko
Ta iHmi. IXx TBOpUYicTh BiApi3HAE TOEIHAHHSA MOJEPHICTCHKOI CTUIICTUKH, yKPAiHCBKOTO
HApOJIHOTO MUCTEIITBA, IKOHH, 0/IECHKOT IITKOJIM JKUBOIIHCY 1 KyJIbTypH [IpudaopHomop’s.
Oo6pazotBopue muctenTBo ans O. CtoBOypa Oyno 3ac000M caMOBUPAKEHHS, IMiTHECCHHIM
IyXy, 30aradeHHsSIM IyXOBHOTO CBiTy. B >kuBommcy B HBOro Oylla «IpOsICHEHa», CBITIIA
NaiTpa YUCTUX KOJIBOPIB Y 0ararboX TBOpAx, 10 BUKIMKAIO MOYYTTS MPOSCHEHOI pajoCTi.
[IpoiimoBmn nuIsX BiJ KajmirpadiyHoi eKCIPEeCHUBHOCTI /10 MEIUTATHBHOI JIAKOHIYHOCTI,
CroBOyp 3ay1n111aB 32 COO0I0 IPAaBO HA EKCIIEPUMEHT 1 BOJIIO BUOOPY, CBOOOLY OYTH «IHIIIMM,
HE TaKUM XYJI0KHUKOM, 0 SIKOTO 3BHKJIH.

Tsopua xonuenuis O. CToBOypa ckilafieHa 3 TPhOX OCHOBHUX KOMIIOHEHTIB: CBITJIa, KOJIBOPY
Ta CBOOO/IH, B OCHOBY SIKOT ITOKJIaJICHA TYXOBHICTb.
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1. CBiT10 3a3HaY€HO SIK CBITIIO, 1m0 iae Bix podoTu. Cam O.CtoBOYp NMPOBOAMB Mapaieii Mix
0JIECHKOI0 1 6apOiI30HCHKOIO IIKOJIaMU JKuBonucy. [lepia it gpyra 3HaAXOAATHCS Y MiBASHHUX
perionax. Y miBieHHOMY perioHi ®@paHiiii COHIIE i Kpa€eBHIH, HAIIOBHEHICTh COHIIEM CIIpHsJIa
mosiBi Tpym Ta 00’ €aHaHb, 60 MUTIII TO BiguyBanmu. Tak camo i B Opeci (Ha miBaHI YKpaiHi),
KOJIW TIOT/ICI 3a MICTO, TO € a0COJIFOTHO 1HIIN TPAaBH ¥ KOJIBOPHU 30BCIM iHIII, Maiike Bce Oie,
asie B ToMy 0isiomy € crimbku HroanciB (O. Kotosa, 2004).

2. Koumip i3 wacom crae cencom Toro, mo poouts O. CtoBOyp, camomoctaTHiM. [liBmeHHi
PETioHU 3aBXKIU OYIyTh MEeperMaTucs KoIbL0poM, 00 € CoHIle, 6araTo CBiTIa i 3B 3Ky 3 UM
3 abCOJIIOTHO 1HINA TpaHchopMallis KOJIbOPY, HiK Yy MiBHIYHUX perioHax. [IiBHIYHI perioHH
OUTBII CXWIIBbHI JIO TICUXOJIOTI1, TiTepaTypH. JKuBomuc nparae mo30aBUTUCH JTEpaTypu, 00 €
KOJIIp, a B JIiTEparypi € ciaoBo. To € ABI BiANIPaBHUX Y MUCTELBKUX MposiBax. Koy mroauHa He
BiUyBa€, IO KOJIp € CaMOJOCTaTHif, Ma€ Ty CHIy, SIK CJIOBO, TO BiH JIMIIE JONOBHIOE
JiTepaTypy, ab0o BUpaKa€e MCUXO0JIOTI3M, SKUMU CTOBOYp HE MEepeiMaEeThCs 1 HE IIKAaBUTHCA.
Bin po3mnoBiznaB icTopito, sIK KOJKCH BBEYEPl BiH AMBHUBCS y BIKHO, 1 TaM Bif0yBajach SKach
JTUBOBIDKHA TpaHchopMallis 3el1eHHX, CHHIX, YEPBOHHMX, MailKe€ BChOro crekTpa. Bonu B
CEepIHi MOYMHAIOTh CBITUTHUCS, BUIIPOMIHIOIOTH CBITJIO, sIKaCh JUBHA TaeMHUI. Lli Kombopu
0c00IMBI, X MOPIBHATH Hi 3 uuM He MOxkJMBO (O. KoTtoBa, 2004).

3. CBobosa, B OCHOBI IKO1 € TyXOBHICTH 110 BiAHOIIEHHIO 10 KYJIbTypH, MucTenTBa. B 1970-x
pokax, konu O. CToBOyp MOYMHAB IIYKAaTH 3aCO0M CaMOBHPAXEHHS, MUCTELITBO OyJI0 TaKUM
BKJIMBUM, III0 BiH CTaBHUBCS JIO HBOTO, SIK JIO Pemirii. MOXJIMBO I1e CIIPAIFOBANIO, [0 BOHO i
BpaXkae, 1 MPUTATYE, Ma€ SKYCh eHepreTuuHy cuiy. OnHiero i Ti€ro X CBOOOJOI0 MOXKHA
KOPHUCTYBAaTUCh IIO-PI3HOMY, BCE 3aJICKUTh BiJ CKiIamy jroned. XyHOoKHUK IHOII CTae
3apyYHUKOM CBOiX JOCATHEHb, YCIiXYy, M3HABAHOCTI Y MUCTEITBI, 1 TTIsSAa4l 3BUKAIOTh 0 HOTO
crany. Aze, sik BitpHa moguHa, O. CTOBOYp MIr J03BOJMTH COO01 T€, KyAu TATHE, Mir cee
nepeBipuTy B aOCONIOTHO pi3HUX IposiBax. Lle € omHuM 13 ctaHiB cBoboau. To € Toif pyx i3
MIEBHOIO BiAMOBIIABHICTIO, KOJIH JO3BOJISENI COO1 BUTLHO JUXATH B KHUBOIHCY 1 B TOMY, IIIO
pobumi. Ctpax Tpeba nepecTynuTH i 3podbutu crpaBy. MuTels BiiuyBaB, 110 HOTO TATHE 10
TaKWX TMPOCTUX peueH, SIK 3HaK KOJbOPY, KOJIM BiH MOYMHAE IPALIOBATH, SIK CAMOAOCTATHS
OJIMHMIIS, BIH Ma€ BEJIMUE3HUI OTEHII1a, 1 KOJIM BipHO chOPMYJIbOBaHI TPU-UYOTHPH KOJILOPH,
TO BOHU CKJIQJAI0Th LTy cuctemy, Maixke kocMoc (O. Kotosa, 2004).

O. CtoBOyp 3aiimaBcst abCTpakTHUM MUCTEUTBOM 11e 3 1970-x pp., «xanirpagieto». Lle 6yino
MOB’s13aHO 3 IHTEPECOM J0 CXOAy, KUTahchkoi ¢inocodii, m3eH-Oynau3my, JiTeparypu. Y
Hboro Oyna kHura: «CjoBO Mpo >KUBOMMC 13 cally TipundHe 3epHO». BiH HacTiabku OyB
3axOIJIeHu TUM BiA craponaBHboro Kutaro no koHgyuianctBa. BiH Toxi 3amikaBUBCS
MUCTELITBOM YEHI[iB I3e€H-OyIIHUCTIB, SKi 3aiiManuchk Kaiirpadiero i Brepiue nodauus y Pusi
npuom3Ho B 1967 p. BucTtaBky «MuctentBo kaiirpadii», Ae Oyiau mpeacTaBlieHi marneposi
mImnanepu, Maxe Taki, SK Ha 00XO0/1i BUCTABISUIM B XYJOKHBOMY YUWJIHINI i BETUYE3HUMHU
Kpyriaumu (ieiinamMu HaManboBaH1 Ti 3Haku. Ha G110My Te 4opHE Ha HbOTO TaKe BPaXKEHHS
CIPaBUJIIO, IO BiH TPEMTIB BiJ] TOTO BPa)KEHHS, 1 TO, HANIEBHO, BiKJIAIO BiIOUTOK Ha Bce HOTo
#UTTS. Y T1 yacu y CtoBOypa OyB «kamirpadgiuyHuil nepioa», nomiTHUM B TBopi «Tema-1»,
3pobiieHoMy Tymmno. 3aiikaBieHicTh cxonoMm y O. CtoOypa Oyjno HamaraHHsM BUITH 3
pamMok O(ilIifHO 3arajJbHONPUNHATUX CMAakiB, peded, MyONiKH, KYyJbTYpHUX LIHHOCTEH,
M3HIIIE 1€ SIBUIIE OTPUMAIIO Ha3BY «HOHKOH(POPMiZM».
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LmocTpanis 4. O. CtosOyp. [IpoBynok bickBiTHUi. 1973
Lmoctpanis 5. O. CtoBOyp. bes nazpu. 1978
LmocTpanis 6. O. CtoBOyp. Tema - 1. 1984

Ha cranosnenns O. CToBOypa, K XyJO’KHUKA, B PI3HUI Yac BIUIMBAIU Pi3HI MUCTELbKI SBUIIA
Ta MUTII: CTapOAABHA KUTalChKa Kajirpadis (CBUTKH, g€ OyJI0 Maio KOJIbopy, Oiie, TPOIIKH
BOXpH, a00 y MIPOTUIICKHICTh, O1pIO30BUH, OJTAKUTHHIA; SIK, HATIPUKIIAL, ACKET, AKUI CUIUTH Ha
Oepesi piuku i posrasgae 6amOyk). 3 eBpomelchbkux MUTLIB cKyiasnTop [. Myp iiomy OyB
Onmu3pKkui 1 aHTIiHCHKUE XynoxxHuK Y. Tepuep. Cepen ynojo0aHb: CTapomaBHS apXxaika,
eTpycku, crapa (apOoBaHa yKpaiHCbKa CKYJbOTYpa, paHHe Binpomxkenns (Ma3zauyo,
Uumabye, ®pa Amxeniko), mocrimnpecionictu (II. Cesann, B. Bam [lor), irtamiliceki
metadizuku (x. Mopanai, K. Kapa, J[x. Kipiko).

Kpamii po6otu Onekcanapa CtoOypa, 3 morisay camoro MUTIs: «Bukpanaeras €Bpommy,
posnuc «IlomoBanusy, «Kopanosi pudu», «Monona aisuuna» (O. Korosa, 2004).

OnuH 3 ocHOBHHX 00pa3iB B TBopuocTi Onekcanapa CtoBOypa, Sk 1 y OUTBIIOCTI MHTIIIB-
HOoHKH(popMmicTiB Onecu — obpa3 xkiHkU. | sxkuo B 1970-11 poku Mu Gauumo «KiHoumid
MOPTpeT» 3 BICHIAHHAM JI0 paHHBOTO Binpomkenns, nanpukinan, [Ibepo nemra dpandecka,
o B 1990-x, o00pa3 crae OuUlbII YMOBHMM, CIpPOLIyeTbcs (oOpMa, CBITJIOTIHb,
nemarepianizyerbcs. OOpa3 KiHKM € caMOJOCTaTHIM, Hece Kpacy, ad0 OCHIBY€ThCS KiHKa-
MarTip, 10 Japye€ >KUTTS 1 BUXOBYE HEMOBJIS.

Lmroctpanis 7. O. CtoBOyp. XKinouwuit moptpert. 1971
Lnwocrpanis 8. O. CroBOyp. Hapeuena. 1992
Lnroctpanis 9. O. CtoBOyp. Monona aiBunna. 1992
Lmocrpanis 10. O. CtoBOyp. Matepunctpo. 2001

«Momnona giBunHa» un «Momnoauis» (1992) manexuts g0 kpammx TBopiB O. CtoBOypa. Lle

MOHYMEHTAIbHHI CBITJIOHOCHHM, BUIIYKAaHUN 3a KOJHOPOM TBIip, IO IUIKOM MiATBEPIKYE
KOHIICTIIIIIO aBTOpa, MJs SIKOTO KOJIp, CBITIO ¥ cBOOOma (B OCHOBY $KOi TMOKJafeHa
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JyXOBHICTb), € Tpiaja, 1o CKJIaaae CyTh ioro TBopuocTi (Heaapemuo O. TutapeHko B cTarTi
B Karasno3i «MucrentBo Ykpainu XX cromtts» Ha3BaB ioro dinocodom (Turaperko, 1998).
ToHKI HIOQHCH CBITJIMX TOHIB NPOOY/KYIOTH Y MaMm'siTi HDKHE BIJHOIICHHS 10 CBITJIMX
KoubopiB JIx. Mopani, IKOTo XyJOXKHHK TyKe IIIaHyBaB.

VY tBOpi «Hapeuena» 300pakeHO >XKiHOUMN MPOdiab HA KOBTOMY TJi 3 BEJIMKUMHU CBITIIUMH
IomuyHamMy. JKUBOIUC TUXa€ JIETKICTIO y BIPHO 3HAIIEHUX KOJIOPOBHX CITiBBiIHOIICHHSX.
VY KHUBOMHUCHOMY TBOPi «MaTepuHCTBO» 300pakeHa MaTH, SIKa 13 HDKHICTIO TPUMAE JUTS Y
cBoix oOiiimax. KomipHuii axkneHT dYepBOHOTO, MIATPUMYIOUUN OOMMYYS  KIHKH,
3aCTIOKOIOETHCS, 3 IHIIOI CTOPOHM, CIpUM (Tema Il BiYHA W y KJIacHIli, 1 HEOJHOPA30BO
nigHiManacs copariukamMu CtoBOypa, CIiBTOBapHUIIAMH 32 IyXOM 1 TBOPUICTIO — JII0IMIITO0
SActped 1 Bikropom MapuHIOKOM 1 3BHYAHO K, CTeKHWHA MTPOTOITaHA BiJl IKOHHU).
«Konpoposi rineunku Ne 1» CTBOPIOIOTH CBATKOBY PHUTMIYHY CHM(OHIIO CBiTIA 3 OLIMMH,
YEPBOHUMHU 1 YOPHUMH aKIleHTaMu. JlonmoBHEHHSIM J10 Hel cirykath «Komboposi rieunku Ne 2y
y YEepPBOHOMY HANpPY>KEHOMY KOJOPHTI 3 JIOJATKOBHUMH KOJbOpaMu. JIIHIAHMI MalTrOHOK
KOMITO3HIII € JIOCHUTh IMPOCTHM, ajieé Te€, AK BIH pPO3IrpaHuid 3a KOJBOPOM 1 CBITJIOM, 3i
3MILIEHUMH aKI[EHTaMH, CTBOPIOE MIHCHY MY3UKY KOJIBOPY Ha PUTMIYHIN KaHBI.

Lmoctpanis 11. O. CroOyp. Konboposi rineunku Nel. 1992
LmrocTpanis 12. O. CtoBOyp. Konaboposi rieunku Ne2. 1992-93

O. CtoBOYyp — TOHKHUI KOJOPHUCT, BiH €KCIIEPUMEHTYBAB 3 KOJILOPOM, (hakTypamu, popmamu.
BinomumM € iforo TBip — 6isie Ha O1IOMYy 3 pi3HUMHM BiATIHKaMU 1 cuHIN kBajpaT «CyTiHKH
MIBIHS, 1€ BIH JOXOAUTH 0 MiHIMami3My. Tak, Mu 3Haemo «Hopuuit kBagpat» K. Manesuua,
cui tBopu IBa Kunsitna, 6imi komnosuuii JI. donrana, npore O. CToBOYp NHpuUBHIC CBii
JOIATKOBUM €JIEMEHT, HAMOBHUB EMOIIIMH Ta 3MICTOM. B UTTI MuTens OyB 3aBXKAH
aKypaTHHUM, CTHJILHO OJIraBcs, 1 B JKUBOIIUCY B HHOTO MPUCYTHS CTUIIBHICTh, HOYYTTS MipH 1
CBITJIO.
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Lmoctpanis 13. O. CroBOyp. UepBonuii xpect. 2008
Lmoctpanis 14. O. CtoBOyp. binmii 06pa3-I. 1998-99

Lmoctpanis 15. O. Ctooyp. Cytinku niBaas. 2008
Lmroctpanis 16. O. CtoBOyp. Tema - I11. 2008

[Tounnarouu 3 1980-x pokiB O. CToBOYp Bce OLIbIIE 3arTHOIIOETHCS B aOCTPAKTHE MUCTEIITBO,
reoMeTpHuYHy abCTpPaKIlilo, 1HOJI 3 HEBEIMKHM peibedoMm, e AOMiHYIOTh Gopma Ta KOIip
«OYHIICHI BiJ JIiTepaTypu». B cBOIX KOMITO3HUITiSIX BiH BUKOPUCTOBYE CTapOJaBHI 3HAKH KOJIa,
NPSIMOKYTHUKA, XpecTa, CUMBOJIM (OPMYIOTb €IMHUN MpPOCTIp, MEIUTATUBHUM CTaH.
Haragaemo, mo mpsiMuii XpecT € yHiBEepCaJIbHHM, KOCMIYHUM CHMBOJIOM, € BEPTHUKAIb —
JTyXOBHA BiChb, @ TOPU30HTAJIb — 3€MHE, pallioHaJIbHE. Y XPUCTHSIHCTBI XPECT CUMBOIII3YE HE
TITBKM cMepTh Icyca, a ¥ BOCKpeciHHs, Bipy 1 Hamito, BidHe XHUTTA. Koio cumBoIizye
Oe3nepepBHICTh OYyTTS Ta BiuHICTh. KBajapar 1 NpSAMOKYTHHMK IO3HAYalOTh 3B'S30K MIXK
MarepiaJTbHUM 1 MOTOMOIYHUM CBITOM, /i€ YOTUPU CTOPOHH OTOTOXHIOKOTHCS 3 CHMBOJIAMH
CTHXIiil: BOTHIO, MOBITPs, 3€MJIi 1 BOJIM, a pa30M yTBOPIOIOTH rapMoHiro. [Ipote cumBoika i
3MICTOBa CKJIafioBa TBOPY € OPYTOPSIHOIO, a BaXIMBHMH € TyXOBHE CBITJIO, Kpaca M
JOCKOHAJIICTb.
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Lmoctpanis 17. O.CtoBOyp. Po3nuc inTep'epy (creni i ctin) OnechKoro JiTepaTypHOro
myseto. «tOr Pocta». 1984
Lmoctpanis 18. O. CroOyp. «tOr Pocta». Po3nuc creni. 1984. ®parment

e

LmiocTpanis 19. O. CtoOyp. «tOr Pocray. Po3mnuc cremni it crin. 1984. ®parmeHr.
Lmoctpanis 20. O. CtoBOyp. [TomoBanns (eckiz).1985

O. CtoBOyp Takox 3pOOKMB BaroMHii BHECOK B PO3BUTOK MOHYMEHTAJIbHOI mIKoiau B Opeci.
Bin mpuiiMaB ywacte B posmucy iHTep'epiB Opechkoro IitepaTypHoro myseto (1984),
KpaeznaBuoro mysero, ¢. TatapOynapu Onecskoi 061. (1985), Onecbkoro oniiHO-KHPOBOTO
koMOiHaty (1987). B MOHYMEHTaTbHOMY MHCTEITBI, PO3MHCAX 3aCTOCOBYBAIHCS Ti XK
3HAXIJKW — JEKOpaTHBHA KOMIIO3HIIiSI, CIIIOMIEHICTh (OpPM, CHIIYETHICTh, NE€KOPATHUBHICTb,
3aCTOCYBaHHS pPHUTMIB, BBEIEHHS JIHIA Ta IUIAM, TapMOHIHE TO€JIHAHHS KOJBOPIB,
CBITJIOHOCHICTb, 3HaKOBicTh 00pa3iB (KoTtoBa, 2021).

BucnoBku. Onexcanap CToBOyp — MOJAEPHICT, HOHKOH(QOPMICT, 3p0OUB 3HaYHUN BHECOK B
napuHi oo0pazorBopuoro muctentsa Omecu. [epn 3a Bce BiH € BiJTOMHM CBOTMH JKHBOITUCHUMU
TBOpaMH: YMOBHO-()IrypaTUBHUMH KOMIIO3UIIISIMH T4 T€OMETPUYHUMH aOCTPaKIisIMH, TIPOTE
B rany3l rpadiku BIiH TeX 3aJUIIWB YHIKAIbHY CHAAIMIMHY: MATIOHKH, KOMITO3HIIIT
«kamirpagiuHoro mepioay» Ta Konaxi. BiH OyB OJHMM 3 OCHOBOIIOJIOKHHUKIB OJECHKOT
MoOHyMeHTanbHOI mKkoimu 1960-80-x pokiB, g€ BiAOYBCS B3a€MOBILIUB METOAIB 1 (opm
CTaHKOBOTO 1 MOHYMEHTAJBHOTO MHCTENTBA: BHKOPHCTOBYBAIMCh BHpaKalbHI 3aco0u
KOJIbOPY 1 JiHIT, pUTMY 1 TUIONIUHU. BUIiIeHO TpU KOMIOHEHTa B MOTO TBOPYOMY Kpemo:
CBITJIO, KOJIip 1 cB0OOO/1a, B OCHOBY SIKO1 MOKJIa/IEHO AyXOBHICTb. B 10r0 TBOpax BiuyBaeThCs
CIOKIHA TapMOHIsI, MiTHECEHUH CTaH, €CTeTHYHICTh. MiHIMaIbHUMHU 3aC00aMH BiH JOCSTaB
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MaKCUMyM BHpa3HOCTi. B #oro TBopax BiOYBCS CIUIaB €CTETUKH MOJEPHI3MY, HapOJIHOTO
MUCTEITBA, IKOHH, 3 0JIECHKOIO KUBOTIMCHOIO TPATUILIEO 1 KyJIbTypoto [IpuaopHOMOp’s.
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MODERNISM OF ALEXANDER STOVBUR
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after K.D. Ushynskyy», Ukraine
ORCID: 0000-0001-6160-6995
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Abstract. Oleksandr Stovbur is a modernist, nonconformist, who made a significant
contribution to the realm of fine arts in Odessa. First of all, he is known for his paintings:
figurative compositions and geometric abstractions, but in the field of graphics he also left a
unique legacy: drawings, compositions of the "calligraphic period" and collages. He was one
of the founders of the Odessa monumental school of the 1960s-80s, where the methods and
forms of easel and monumental art interacted: expressive means of color and line, rhythm and
plane were used. Three components are distinguished in his creative credo: light, color and
freedom, which is based on spirituality. In his works, one feels a calm harmony, a sublime
state, and aesthetics. He achieved maximum expressiveness with minimal means. In his works,
there was a fusion of the aesthetics of modernism, folk art, icons, with the Odessa painting
tradition and the culture of the Black Sea region.

Keywords: Oleksandr Stovbur, artistic nonconformism of the 1960s-80s, underground, light,
color, painting, monumental and easel art, freedom.
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HUITJIOMHA POBOTA SIK ETAII TBOPYOI'O CTAHOBJIEHHA XAPKIBCBKOI'O
XYAOKHUKA KOCTAHTHUHA JIN30T'YBA: XYAOKHbO-CTUJIICTUYHI
OCOBJIMBOCTI

KoBasenko Ceprii
Cmapwuii éuxnaday, Xapkiecoka 0epicasHa akademis Ousainy i mucmeyms, Ykpaina
tvorchaki200@gmail.com

AHoTanig. Y Te3ax [JOCHIIKEHO CTAHOBJIEHHS TBOPUYOCTI XapKIBCBKOI'O XYyAOKHUKA
Kocrsautuna Jluzory06a, oro MHUCTEUbKI MOIIYKH IiJ Yac 3aBEpLICHHS HAaBYaHHA Yy
XapKkiBChKiM JepaBHIM akaaemili au3aliHy 1 MHCTENUTB Ta IOMIYKIB i1HIWBIIyaIbHOT
cruiictuk. OcoONMMBY yBary NpUALICHO aHali3y AUIIOMHOI poOoTh «Y s0IyHEBOMY caly»
(2008), BUKOHAHHS $KOI CTaJO KJIIOUYOBMM MOMEHTOM TBOPUYOIO CTAHOBJICHHS aBTOpA.
PosrnsiHyTO CcTmicTHYHI TpaHcdopmarllii, BIUIMB €BPONEUCHKUX MHUCTELBKUX TPAAMLINA Ta
aKa/IeMIYHOT'0 JKUBOIIUCY; TPOAHAII30BaHO KOMITO3ULIHI €KCIIEPUMEHTH XyA0KHHUKA.
KarwuoBi caoBa: Kocrsatna Jluzory0, yKpaiHCBKHI >KMBOINHKC, XapKiBChbKa IMIKOJA,
aKaJieMi3M, KOMITO3HIIis, TEXHIKa, CKCIIEPUMEHT.

Beryn. Bin mouatky XX CT. 1 A0 ChOTOACHHSI YKpPaiHCHKHI JKMBOIUC TOEJHYE B cO01
TpaauIliifHi Ta HOBATOPCHKI TEHIEHII, 1 OAHUM 3 HAMACKPaBIIIMX HOTO MPEICTABHUKIB €
KoctsuTun Jluzory6. [{ns iioro TBOpUYOCTI XapakTepHi €KCIIEPUMEHTaIbHI MiAXO0IU Ta MOLIYK
HETHIIOBUX KOMIO3MLIWHUX pimeHb. TBopuicTs JInzoryba 3aBxiau mpuBepTana yBary y
MUCTELTBO3HABUMX KOJaX BiJl MOYAaTKy HOro caMmOCTiMHOI TBOpYOi IisUIBHOCTI; BOHa Oyia
BHCBITJICHA B OKPEMOMY MiApo3aiii aucepraii Ta ctartax Mapunu [loHomapenko, ska Oyia
KypaTopoM Iepioi nepcoHanbHoi BUCTaBkU JInzory6a nia Ha3Boro « Tpomamuy, o Bigdynacs
B ranepei «KACADEMIA» (ITonomapenko, 2016; ITonomapenko, 2020). IIpoTsirom octaHHbOTO
necstTupiyus TBopuicTh JInzory0a 3a3Hana 3MiH — 3’ SIBUJIKMCS HOBI TEMAaTH4HI CIPSIMYBaHHS,
KOMIIO3UIIAHI Ta TEXHIYHI MOMYKH. 3 OMNIALY Ha € PO3KPWIMCS HOBI TEPCIEKTUBU
JOCIIIJIKEHHSI TBOPYOCTI XYJIOKHHKA. 3 MEPIIUX JHIB OBHOMACIITAaOHOTr0 BTOPrHEeHHs PO B
VYkpainy XyIoXHHK CIyxuTh y JaBax 3CY; meil aocBia, 6€3yMOBHO, 3MIHUB MOTO TBOpPYI
opienTHpH Ta 6aueHHs metu mucrentsa (Hockos, 2023). TakuM 4MHOM, aKTyalbHICTh 1[OTO
JIOCIIIJDKEHHS 3YMOBJIEHa HEOOXITHICTIO CHCTEMHOrO BHUBUYEHHS TBopYocTi KoctsHTHHa
JIuzory6a, sK Takoi, IO € OJHUM 3 BarOMHUX SIBHIL ChOTOJCHHS Y XapKiBChKIM ILIKOJI
xuBornucy. OcoOnMBy yBary NPHAUICHO aHali3y IUIJIOMHOI pPOOOTH — TPUNTHXY «Y
S0IyHEBOMY Cajly», sIKHH CTaB BaXJIMBHM €TalloM Y TBOPUOMY CTAHOBJICHHI XYJJOKHHKA.
Merta pocJigkeHHs — BUBYEHHS paHHBOrO Iepiofy TBopuocTi JluzoryOa, 30kpema Horo
JUIJIOMHOT poOOTH, SIK KIIFOYOBOTr0 eTany (opMyBaHHs NpodeciiiHOro MUCIIEHHS, TEXHIYHUX
HAaBHUYOK 1 KOHLIENTYaJbHUX MiAX0A1B. PO3MIsIHYTH cTUIIBOB1 TpaHCcpopMarlii, KOMIIO3ULINHHI i
KOJIOPUCTHYHI 3HAXiIKW MMTI, a TAaKOXX BIUIMB aKaJEMIYHOi IIKOJIM Ta €BPOINEHCHKUX
TpaJuIliid HAa HOTO XYI0KHIM CBITOTJISI.

VY mpotieci TOCTiIKEHHs 3aCTOCOBYBAIMCS TaKi METOAM: 1KOHOTpadiuHUi Ta MOPIBHAIBHUN
aHaJli3; IHTEPB'IO 3 aBTOPOM.

TeopernyHa yacTuHa

®opmyBannsa K. Jluzory0a sk XynoskHHKa BiIOyBajocs B MeXax XapKiBCbKOI MHUCTELBKOT
mkonu. Ille 3a yaciB HaBuaHHS BiH MPOSBHUB 3A10HOCTI, MparHy4i BIAIMTH BiJ 1AOJIOHHHUX
aKaJIeMIYHUX pillleHb: «y poOOTi Ha/l aKaIeMIYHUMHU ITOCTAHOBKAMH 3 TIOCTATTIO XapaKTEPHUM
JUIs HbOTO OyB MOUIYK HECTAaHAAPTHUX pIllIeHb y po3TailyBaHHI (irypu Ta BuOopi opmary
nonoTHa» (I[Tonomapenko, 2016, c. 151). [lapanensbHOo 3 HaBYaHHSAM B aKaJemii, MUTEIb
3100yBaB MpaKTUYHHUM JIOCBiA y MaiicrepHi €BreHa bukoBa, 10 CyTT€BO BIUIMHYJIO Ha
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PO3BUTOK HOro KOMITO3MIIHHOTO MHCICHHS Ta EKCHepHUMEHTAJIBHOTO MiIXOoay 0
obpazoTBopeHHa. B meromgmui €. bukoBa 3HayHa yBara mNpuAIIAcAd 1HIUBIAyaIbHOMY
H1AXO0.Ly 10 KOMITO3ULII] Ta MOIIYyKY YHIKaJIbHUX Bi3yallbHUX pilleHsb. 3a cioBamu K. JInzory6a,
foro mumIoMHa Kommosuiis «Y s0myneBomy caay» (1. 1) ctBopeHa B MaiictepHi bukosa,
xo4ya o(imiiiHuM KepiBHHUKOM mpoekTy OyB mpodecop B. I'anounkuit (KoBanenko, 2025).
OcranHiil He 3amepeuyBaB IPOTH EKCIIEPUMEHTAIBHOTO MiAXO0TY, 1110 CBIAYUTH PO MOCTYTIOBI
3MIHM Y MUCTELbKII OCBITI Ta MATPUMKY CTYACHTIB Ta IX HOBATOPCHKUX MONIYKiB.

Lmoctpanis 1. K. JIuzory6. ¥V s6myneBomy cany. [TonorHo, omist. 2008.

[TouarkoBuii 3aaym kBami¢ikaniiHOi poboTH mepenbdadaB 300pakeHHS cena BuikoBe Ha
OpemyHi, 0OlHAK MUTELb BUPIIIUB 3BEPHYTHUCS 10 TEMHU AUTAYMX CIOTaJiB, IO J03BOJIUIO
CTBOPHUTH OUTBII OCOOMCTICHMI Ta €MOLIWHO HACHYEHUH TBip. [nes Ta XymokHE pilIeHHS
TPUIITUXY € JOCUTh CMIJIMBHUM, 3BaXKalOuu Ha Te, 1110 B €CKI3HOMY MaTepiai MU 0a4uMO 1HIIY
KoHIenIito (1. 2).

Komnoszuuis mae aBrobiorpadidyHuil 3MICT Ta MICTUTh JOKYMEHTaJIbHI MOTUBH 3 JIUTHHCTBA
XYHO0KHHKA: 00pa3y JESKUX NepCOHaXIB 0a3ylOThCS HA TUTSYUX (OTO aBTOpA, a SOITyHEBHA
caJl 1 macika MaroTh peanbHi npororunu (Kosaienko, 2025).

74



B eckizHomMy Marepiaii mpoCTeKYIOThCs pi3HI Bapiallii pileHHs TeMH. XYI0KHHK CTBOPIOE
MOITYKOBUH MaTepial B KOMIIO3UIIHHOMY, CTHJIICTHYHOMY, CIO)KETHOMY Hampsivax. OJuH i3
BapiaHTIB BTIJICHUM B CAMOCTINHIN KapTHHI, ISl CTBOPEHHSI SIKOT Y SIKOCTI MOJIeJIeil 03yBaiu
Opar i matu MuTHA (1. 3).

VYci momryku TpOHW3aHI JEKOPATHMBHUM BHPIMIEHHSM 1 MalOTh CTpUMaHy namrtpy. lmes
300pakeHHs JiTell Ha TJII MEPEeXTIUBHUX IUIAM f0JIyK, HaYe OPHAMEHTY KWJIMMA, Y SIKOMY
PO3UMHSIOTHCS CHIYETH AWTSYHX IMOCTATeH, TOCUTh HecTaHAAapTHA. B mporeci poboTH Han
€cKi3aMH, KOMIO3MLIHHE PIIIEHHs 3a3HANO0 3MiH — y (D iHaIbHUIN BapiaHT OUIbLI ONOBITHHM,
aJie He BTpATHB CBOiX oOpa3Hux sikocteil (puc. 3). ExcriepumenTn 3 QakrypaMu, MOeIHAHHS
IUTOIIMHHOTO Ta 00’€MHOI0 TPaKTyBaHHS MPOCTOPY, a TAKOXK BUKOPUCTAHHS JEKOPATUBHUX
3ac00iB — yce I CIIPUSE MIHONMIOMY PO3KPUTTIO TeMH. ACOIIATUBHOCTI JIO/Ia€ BEJIMKA TUIIMA
cally HaJ MepCcoHaXaMHu, po30UTa MepeKuBOM s0yK. BizyanbHe NpoXoKEeHHs HOTIIAAY 10
(dbopmary 3aBIsIKH POTyMaHiil pUTMIUHIN OCHOBI 3 HA3Y JI0 TOPH 3aHYPIOE HAC B Pi3HOOAPB's
A0JIyK TOJIOHO 3aHYpEHHIO Yy CHOragd IMpo IUTUHCTBO 1 SBJIAETHCS TOHO (PopManbHO-
TUTACTUYHOIO 1/IE€F0 TBOPY, SIKY BiJIHAHIIIOB aBTOP.

Panns tBopuicts K. Jluzoryba neMOHCTpye BIUIMB PI3HHMX XYJOXHIX IIKIJ, 30KpeMa
€BPOTICUCHKUX 1 PATHCHKUX TpaaWIii xuBonucy. CTHIIICTUYHA CXOXKICTh 3 KapTuHamu [ .
KniMmra ta €. Moiceenka, A. MunpHiKOBa SIK 3a3Hayae caM Maiictep B 1HTEpB'IO,
MIPOCTEKYETHCSI B MEPIINX ONIBIEBUX Hadepkax no aumiomy (Kosamenko, 2025). Cnpoba
3BUIBHUTHCS BiJ] IXHBOT'O BIIMBY € IUIECIIPSMOBAHOIO 1 B MOJAJIBIIOMY HOMY II€ BJIAETHCA.
TuMm He MeHIIe, MH BiJ3Ha4aeMo OaraTo CHITPHUX pHC y KBamidikamiiHid poOoTi —
TPaKTyBaHHs TpPaBH, JAEKOPATUBHE BUPILICHHS KOMMO3MLII B LUIOMY, MiAX1J A0 PUTMIYHHUX
3B’SI3KIB MIJK 00’ €KTamMu, poO0OTa 3 TPAaKTYBaHHSIM CBITJIa Ta TiHI.

BucnoBku. Tsopuicte K. Jlm3oryba xapakTepus3yeTbCs IMOCTYHNOBHUM TIEPEXOJOM Bij
MPUHIIMITB aKaJIeMIYHOTO MHUCTEITBA JI0 MOIIYKY BIACHUX XYIOXKHIX PIIICHb I 3a YaciB
HaBuaHHs. Ksamigikariiitna pobota «Y s0myHEBOMY caay» cTaja BaXXJIHMBOIO BiXOIO, IIO
BHU3HAUWJIA TOAANBIN CIOPSIMYBAaHHS CTHJIICTHYHUX TMOIIYKIB XYJIOKHUKA, SKUW CBIJOMO
BIIIMIIIOB B TPAAMIIIHOT aKaIeMIYHOI CHCTEMH Ha KOPHUCTh €KCIIEPUMEHTATBHUX IT1IXO/IIB.
Brmmue I'. Kimimra, €. Moiceenka, A. MmuipHIKOBa TOCTYNOBO TpaHCPOpPMYBaBCS Yy
CaMOCTIHHUN CTHJIb, MO0 MOETHYE TpadidHICTh Ta JeKopaTHUBHICTH. [lomanmbina TBOPUICTH
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Jlmzoryba pemMoHCTpye BiaXim Big OaraToirypHUX KOMITO3UIIM 1 3BEPHEHHSA [0
OIHOQITYPHHX, MOPTPETHUX, AOCTPAKTHUX KOMITO3UIIINA 3 aKIEHTYBAHHSM EKCIEPHUMEHT Ta
KOHIICTITYyaJIbHHUX PIllICHb.
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THE DIPLOMA AS A STAGE OF CREATIVE FORMATION OF THE KHARKIV
ARTIST KOSTIANTYN LYZOHUB: ARTISTIC AND STYLISTIC FEATURES

Kovalenko Serhii
Senior Lecturer, Kharkiv State Academy of Design and Arts, Ukraine
tvorchaki200@gmail.com

Anotation. The thesis investigates the formation of the work of Kharkiv artist Kostiantyn
Lyzohub, his artistic search during the completion of his studies at the Kharkiv State Academy
of Design and Arts and the search for an individual style. Particular attention is paid to the
analysis of the diploma work ‘In the Apple Orchard’ (2008), which became a key moment in
the author's creative development. The stylistic transformations, the influence of European
artistic traditions and academic painting are considered; the artist's compositional experiments
are analysed.

Key words: Kostiantyn Lyzohub, Ukrainian painting, Kharkiv school, academicism,
composition, technique, experiment.
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POJIb JJOMOBHEHOI PEAJIBHOCTI TA GIF-AHIMAIIIN B TU3AMHI, SIK
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AHoTanisi. B po0oTi po3mIsHYTI TUTaHHSA, MOB'SI3aHI 3 BHKOPUCTAHHSM JOTIOBHEHOI
peambHOCcTi (AR) Ta GIF-aniManiii y nu3aiiHi SK iHHOBaUIWHUX 3ac00iB KOMYHIKAIii.
[IpoanaiizoBaHo, K IIi TEXHOJIOTI 3MIHIOIOTH B3a€MOJIII0 MK OpeHIaMHu Ta CIOKHMBaYaMH,
CTIpUSIOYH OUTBIIIH IHTEPaKTUBHOCTI Ta mepconaiizaiii. OkpeMy yBary IpuaiIeHO PO3BUTKY
i€l iHaycTpii B YKpaini, ii aganrtaiii 70 CBITOBUX TeHACHLIN Ta MOTEHIIANy I TOAaJIbIIOT0
3pOCTaHHS.

KurouoBi cioBa: nonoBHeHa peaibHicTh, GIF-animanis, BidyaiabHa KOMYHIKAIlisi, MOJA,
IU3alH.

Beryn. CyuacHmii udpoBHil MPOCTip AMKTYE HOBI MpaBWiia KOMYHIKaIii y cdepi au3aiiny.
Tak cpborozmHi OpeHIU IIUPOKO BHUKOPHCTOBYIOTh IHTEPAKTHBHI TE€XHOJIOTIT JJISI CTBOPEHHS
OUTBIII 3aTy9EHOTO KOPHCTYBAlbKOro nocBigy (Azuma, 2021). OgaumMu 3 HAHOUTBII
MEePCIeKTUBHUX HANpsIMKiB € jaonoBHeHa peanbHicTh (AR) Ta GIF-animanii, mo 3Ha4HO
PO3IIUPIOE MOXIIMBOCTI B3a€MO/Ii1 KOPUCTYBaUiB 3 BisyanbHUM KoHTeHTOM (KiiBak, 2022).
B Vxkpaini Bukopuctanus AR Tta GIF-animaniif akTUBHO PO3BUBAETHCS, 0COOIUBO y cdepi
I3aiiHy, peKiiaMu, HU(GPOBOro MUCTEITBA Ta MOJH. Y KpaiHChKi OpeH U BIPOBAIKYIOTh AR -
NPOEKTH Ui B3aEMOJAII 31 CHOXKHMBayaMM, a JIOKaJbHI Au3aiiHepu BUKOPUCTOBYIOTH GIF-
a”iMarlii Juis CTBOPEHHs YHIKaJIbHOTO IM(ppoBoro koHTteHTy (MiponoBa, 2021). Baxxnusum
YMHHUKOM € aJamnTallisl IUX TEXHOJIOTIH 0 YKpaiHCHKOTO PHHKY, IO 3YMOBIIIOE TOTpeOy B
aHawi3i TeHACHIIN Ta epeKTUBHOCTI iX 3acTocyBaHHs (Bommuens, 2021). Ilonpu mmpoxkuit
CIIEKTp 3aCTOCYBaHHS, MUTaHHS €()EKTUBHOCTI IIMX TEXHOJIOTIH y KOMYHIKaLii 3a1MIIaeThCs
HEZ0CTaTHhO JOCTIIKeHUM. MeToro 1aHoi poOOTH € aHali3 poJii JOIOBHEHOI PeabHOCTI Ta
GIF-animaniii y cydacHoMy Au3aiiHi, iX BIUIMBY Ha KOMYHIKaIilo Ta e(eKTUBHICTh Nepeaayi
1H(popmarii.

Teopernyna yacTuHa

PesynbraTi 1OCHIIKEHHS CBiAYaTh, IO BUKOPUCTAHHS IHTEPAaKTUBHUX TE€XHOJIOT1H, 30KpeMa
nornoBHeHOi peanbHOCTI (AR) Ta GIF-animariii, cyTTeBo 3MiHIOE CIIOCIO B3aemMoii Mix
OpeHzramMHu Ta iXHbOIO ayauTopiero. AR-TexXHOJOrii JA03BOJSAIOTH CTBOPIOBATH 1HHOBAIliHHI
peKIamMHi KaMnaHii, iK1 3a0€3Meuy0Th MOXKIIMBICTb BIpTyaJIbHOI IPUMIPKU OJSTY, TEPETISAY
KOJIEKIIIA y BUIVIAI BipTyaJdbHHUX IIOYPYMIB 1 IHTEPAKTUBHUX Npe3eHTallil. 3aBAsSKH TaKUM
pIlIEHHSIM KOPHCTYBadi OTPUMYIOTh MOXJIMBICTH HE TMPOCTO TEPETISHYTH TPOIYKT, a |
BITUYTH HOTO, «B3a€EMOJIIATH» 3 HUM y LU(POBOMY MpocTopi. YKpaiHCbKi KOMMaHii, sK
FFFACE.ME, Live Animations, KSENIASCHNAIDER ta FINCH, Bke akTuBHO
BIIPOBAKYIOTh AR y CBOi MapKeTHHIOBI CTparerii, 0 CBIAYUTH PO FOTOBHICTh PUHKY IO
HOBITHIX TEXHOJIOTTYHUX PIIIEHb 1 MPArHEeHHs aJanTyBaTUCS 10 CyYaCHUX TPEH/IIB.
GIF-animarii, 31 cBoro 60Ky, JOMOMAaraloTh CTBOPIOBATU JUHAMIYHUN, €MOIIHHUN Ta JETKO
cpuiiMaHuil KOHTEHT, KWW e(EeKTHBHO NpuBepTae yBary KopucrtyBauiB. Lli kopoTki
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aHIMAIIiifH1 €IEMEHTH J03BOJISIFOTH IIBUAKO IOHECTH TOJIOBHY 1710 00 HACTpiit OpeH Iy, 110 €
0COOJIMBO BAXJIMBUM Yy CEPEJOBHUII COLIATBHUX Mepex, ne iH(popMmallis CHpuiiMaeThCcs
mutTeBo. Hanpukiman, komnaniss DRESSX BukopucroBye nudpoBuii or st JeMOHCTpAIIii
CBOIX KOJIEKLIH, 110 JONOMarae BCTAaHOBUTH €MOIMHUN 3B’A30K 3 ayJHTOPIEI0 Ta 3pOOHTH
OpeHJ1 O1TbIIT 3amaM’ ITOBYBaHUM.

SIk mokazanM pe3yJibTaTH IPOBEACHUX JOCTIKeHb, CaMe IO€IHAHHS BHKOPHCTAHHS
nonoBHeHO1 peanbHOCTI (AR) Ta GIF-animariii, Mae psiji CyTT€BHUX mepeBar. [HTEpaKTUBHICTh
Ta a”iMamis poOnsATh Ju3aiiH OUIBII 3pO3yMUIMM 1 TpPUBAaOIMBUM, MOKPAIIYIOYH
KOPHUCTYBAIlbKUI JOCBi, CIIpUsi€e OLIBIIIHN 3aTydeHOCTI Ta ToBipH A0 OpeHay. AR 3abe3neuye
BHUCOKHUU piBeHb peanicThIHOCTi, a GIF-animaii 101ar0Th KPEaTHBHOCTI, 110 POOUTH JU3aiH
Oinbmr npuBaOAMBUM. JlyKe BaKJIMBOIO IMEPEBArOld BHKOPUCTAHHS IIMX TEXHOJOTIH €
emoniiiHa cxiagosa, Tak GIF-animanii MOXyTh mepenaBatu HacTpiii, a AR cTBOproe edexT
MIPUCYTHOCTI, IO TMIJICUIIOE €MOIIIMHIUN KOHTAKT KoprcTyBada 3 6pergoM. Takox AR ta GIF-
a”iMaii T03BOJSIOTh OpeH/IaM CTBOPIOBATH YHIKaJIbHI Bi3yasilbHi 00pas3u, IO MiJBUIIYIOTh
ixHIO BHi3HaBaHICTh. Asnie AR motpebye 3HaYHMX TEXHOJOTIYHHUX PECypCiB, IO MOXKE OyTH
Oap’epom mis manmux mianpuemct. GIF-animamii, xoua ¥ JIerKi y BHKOPUCTAaHHI, MarOTh
oOMeKeHHsI y SIKOCTI 300pakeHHs Ta TpuBasiocTi. KpiM Toro, BUCOKUI piBEeHb MepCOHANi3alil
AR-koHTeHTY TTOTpeOye OibIlie Yyacy Ta pecypciB Ha CTBOPSHHS.

[Toennanns AR Tta GIF-animariii BiIKprBae J0JaTKOBI MOXJIMBOCTI I OPEHAIB, OCKIIbKH
IHTEpaKTUBHICTh JIOTIOBHIOETHCS SCKPABOIO Bi3yallbHOIO CKIIAZOBOIO. Takwii KOMIUIEKCHUH
MiIX11 JO3BOJISIE CTBOPUTH OaraTopiBHEBUU JOCBIJ: CHOYATKy KOPUCTYBad MPHUBEPTAETHCS
nuHamigHuM  GIF-kOoHTEHTOM, a TOTIM MOXe Tmepeltu a0 mmomoi B3aemonii 3 AR-
€JIeMEHTaMHU, 1110 Ja€ 3MOTy Kpalle O3HAHOMHUTHUCS 3 MPOIYyKTOM. Pe3ynpTaTl 1OCIHiIKEHHS
CBIJYaTh, IO 3aBASKU I iHTErpamii CroKHWBadi MPOBOIATH OUIBIIE Yacy, B3a€MOJIIOTH 3
OpeHJ0M aKTHBHIIIE Ta CTAIOTh OB JIOSTTBHUMH.

Kpim Toro, BUKOpHCTaHHS IHTEPaKTUBHUX TEXHOJIOTIH cripusie (YOPMYBaHHIO HOBOTO ITiIXOIY
0 MapKeTHHroBuX KammaHiid. CydacHUHN CIOXHBa4 HIyKae HE MPOCTO 1HQOpMAIO Hpo
MIPOAYKT, a Oa)kae OTpUMATH EMOIIHNAI TOCBIiM, BiAUyTH cebe yacTuHoo Openny, a AR Ta GIF
JI0TIOMAraroTh 3aJI0BOJILHUTH 11i TOTPeOU. AHATITHYHI IHCTPYMEHTH, SIKi BUKOPUCTOBYIOTHCS
JUTSL BIJICTEKEHHSI TMOBEIIHKM KOPUCTYBAYiB IMiJI 4ac B3aeMOJii 3 HU(PPOBHUM KOHTEHTOM,
JI03BOJISIFOTh OpeHJaM ONEpaTUBHO pearyBaTH Ha 3MiHHI 3allUTH ayAUTOpii. 3aBASKH LIbOMY
CTa€ MOXJIMBUM TOCTIHE BJOCKOHAJICHHS CTpaTerii KOMYyHIKaIlii, 10 CIpHUsE TiIBUIIEHHIO
e(pEeKTUBHOCTI pEKJIaMHHMX KaMIaHii Ta KpaloMy pO3YMIHHIO TOTped CIOXHMBAYiB.
JlociiikeHHsl TakKOXK BKasye Ha Te, 1o iHTerpauis AR ta GIF-animariii qornomarae 6pengam
He JIMIIE 3aTy4aTH HOBUX KJIEHTIB, a i yTpUMYyBaTH MOCTIHHUX.

CydacHuil pUHOK MOJU BUMAara€ IOCTIMHMX IHHOBAI[il, 1 BUKOPUCTAHHS IHTEPAKTUBHUX
TEXHOJIOT1H CTa€e OJJHUM 13 KJIFOUOBHX (DaKTOPIB YCHIIIHOI KOHKYpEeHIii. YKpaiHChKi OpeH iy,
BIIPOBA/KYIOUM HOBITHI TEXHOJOII], CTBOPIOIOTH CYYaCHUMH, IHTEPAKTHUBHHM 00pa3, SKUN
J103BOJISIE TM €(DeKTUBHO KOHKYPYBATH SIK HAa BHYTPILIHbOMY, TaK 1 HA MIXKHApOJAHOMY PUHKaX.
[HTEepakTUBHMI TIIX1] JO KOMYHIKAIIT HE JIUIIE T1BUIIY€E BIII3HABAHICTH OpeHy, a it popMye
MO3UTHUBHUM IMIJDK, IO € BAXJIMBUM JUIS JIOCSITHEHHS CTaOUIBHOTO 3pOCTaHHS B yYMOBax
JUHAMIYHOTO IIU(PPOBOTO CEPEAOBHUIIIA.

Takum 4MHOM, pe3yJbTaTH JOCHIIKEHHS NEMOHCTPYIOTh, 110 BrpoBapkeHHsS AR ta GIF-
aHIMaIiil € MOTYKHUM IHCTPYMEHTOM JIJIsl MOJIEpHi3allii MapKeTUHTOBUX CTpaTeriii y cdepi
mou. Lli TexHousorii monmomararoTh OpeHJaM CTBOPIOBATH OLIbII TITMOOKHHA Ta eMOLiiHMMA
3B’SI30K 13 ayAMTOpi€ro, 3a0e3MeuyroTh BHUCOKY IHTEPAaKTHUBHICTh Ta MEpCOHAI3allilo, 10
CTIpUSIE M1IBUIIEHHIO JIOSUIBHOCTI CIIOKUBauiB. PO3BUTOK HM(POBUX TEXHOJIOTIH 1 aKTUBHE 1X
BITPOBA/KEHHS YKPATHCHKUMH KOMITAHISIMH CBIiT4YaTh MPO 3HAYHHWHA IMOTEHIial PUHKY, IO
BIJKpHBAa€ HOBI MOXKJIMBOCTI JUIS 3ailydyeHHsI KIIEHTIB 1 (POpMyBaHHS CY4YacHOTO 1MiJIKY
Openny. BukopucTanHsl IHTEpaKTHBHOTO KOHTEHTY CTAa€ HEBIJI'€MHOI YAaCTUHOK YCHIIIHOL
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cTparerii pO3BUTKY, SKa JO3BOJISIE ananTyBaTUCA JO 3MIH Yy TOBEMIHII CIOXXHBAYiB 1
3aJMIIATHCA KOHKYPEHTOCTIPOMOKHUMH B YMOBaX CTPIMKOTO IU(POBOTO PO3BUTKY.

BucnoBku. [/lomoBHeHa peanpHicTh Ta GIF-aniMarii € eQeKTUBHUMHU THCTPYMEHTAMH IS
Bi3yasibHOI KOMYHIKaIlii y cdepi nuzaitny. B YkpaiHi 11 iH1ycTpist akTHBHO PO3BUBAETHCS, 110
HiATBEPIKYETHCS 3pOCTaHHAM KiTbKOCTi AR- Ta GIF-ipo€eKTiB y OKaqbHOMY OpEHIMHTY Ta
MapkeTuHry. lloganmpmmii pPO3BHTOK IIMX TEXHOJOTIH MOXE 3HA4YHO TpaHchopMyBaTH
MapKETUHTOBI CTpaTerii y MOAHINA IHAYCTpii, 3pOOHMBIIK iX OLIBII MEPCOHANTI30BAHUMH Ta
e(heKTUBHUMH.
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Abstract. The paper examines issues related to the use of augmented reality (AR) and GIF
animations in design as innovative means of communication. It analyzes how these
technologies transform interactions between brands and consumers, enhancing interactivity
and personalization. Particular attention is given to the development of this industry in Ukraine,
its adaptation to global trends, and its potential for further growth.
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Annotation. The thesis examines the relationship between cultural codes and identity in
fashion, focusing on how fashion is a tool for expressing social, ethnic, and cultural
characteristics of individuals. The main theories of cultural codes and their role in shaping
identity through visual symbols, style and fashion trends are analyzed. Special attention is paid
to the processes of globalization and their impact on local and global identities in fashion
discourse. An important aspect is also the impact of modern technologies and digital platforms
on the speed and nature of the spread of fashion codes, which contributes to the merger of
various cultural influences and the formation of new types of identities. The relevance of the
topic stems from the need to understand fashion as a cultural phenomenon that can influence
social interaction, public opinion and personal expression in a rapidly changing cultural and
technological context. In the age of globalization and the development of digital
communications, fashion is becoming not only a tool for personal identification, but also a
powerful means of cultural dialogue and transformation of social structures.

Keywords: cultural codes, identity, fashion, design, stylistics, nationality, globalization, ethnic
motives, fashion semiotics, social symbols, cultural theory, digital technologies.

Introduction. Fashion is not only a reflection of aesthetic preferences, but also an important
element of socio-cultural processes that shape individual and collective identity. The term
“cultural codes” refers to a system of symbols that have social and cultural significance. They
not only create certain images, but also determine social interaction, helping to interpret
cultural differences and similarities. In the context of fashion, cultural codes define how people
use clothing and accessories to express their identity, belonging to a particular social or ethnic

group.

Theoretical part

The term “cultural code” was coined by Julian Okhlikov and other cultural studies scholars to
refer to a system of signs and symbols that share common meanings within a culture (Hall,
1997). Fashion as a form of cultural expression uses these codes to allow individuals to
communicate through style and appearance. Clothes, accessories, colors, silhouettes and
fabrics are elements of non-verbal communication that reflect belonging to a particular social
group, status, cultural tradition or even political beliefs. For example, in Japan, the kimono
remains an important symbol of national culture, while adapting to modern trends. Its use on
international catwalks demonstrates the interaction between traditional and globalized
fashion.

Fashion theorists, such as Paul Douglas (2003), emphasize that fashion goes beyond personal
taste preferences and serves as a means of social interaction. Clothes serve as a kind of “social
passport” through which a person communicates with the environment, demonstrating the level
of adaptation to social norms or, conversely, protesting against them. Pierre Bourdieu (1984)
considers fashion as a mechanism of reproduction of social capital, where the choice of style
is not only a matter of aesthetics, but also a way of demonstrating economic, cultural and
symbolic status. For example, a suit as an element of business attire in Western culture is a
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symbol of professionalism and status. However, in today's world, this code is changing - casual
style is growing in popularity even in the corporate environment, which indicates changes in
social hierarchies and work ethics.
With the development of globalization, fashion trends are becoming more and more unified,
which leads to the merger of local identities with global trends. At the same time, this process
does not lead to the disappearance of traditional cultural codes, but, on the contrary, stimulates
their adaptation and rethinking. Tomlinson (2002) notes that contemporary fashion combines
glocal (global-local) elements, where ethnic motifs, traditional crafts and local styles are
integrated into mass culture, acquiring new meaning. For example, Ukrainian embroidery,
which used to be associated exclusively with traditional national dress, has now become a part
of global catwalks, including Valentino and Dior collections. This demonstrates how a local
cultural code can be adapted in a global context.
Fashion also serves as a means of political expression, allowing for the transmission of social
moods, challenges of the times, and movements for social change. Historically, it has been used
as a form of protest, as seen, for example, in the dresses of the suffragettes or the black dress
code of the #MeToo movement (Kaiser, 2012). Designers use fashion as a platform for
expressing social ideas, raising issues of equality, human rights and environmental
responsibility. For example: Maria Grazia Chiuri's collection for Dior (2017) included T-
shirts with the inscription “We Should All Be Feminists”, which became a fashionable
manifesto in the fight for women's rights. In 2022, the Balenciaga fashion house also used the
catwalk as a symbol of protest against the war, presenting a collection in the style of refugees.
Digital technologies are further transforming cultural codes in fashion, changing the way they
are created, consumed, and interpreted. Thanks to platforms such as Instagram, TikTok and
Pinterest, fashion communication processes have become more democratic and inclusive,
allowing new groups of people to influence trend-setting (Rocamora, 2019). New digital
identities are emerging, manifesting themselves in the form of virtual clothing, NFT fashion,
and avatars in the metaverse (Bolton, 2020). For example, in 2021, the Gucci brand released
digital shoes that can only be worn in virtual space. This indicates a change in the perception
of fashion, where real and digital realities are increasingly overlapping.
Fashion is a complex socio-cultural phenomenon that goes far beyond aesthetics and personal
preferences. It reflects deep processes of identification, translating social, political, and
technological changes taking place in society. Taking these aspects into account, we consider
cultural codes and identity in fashion through the following key dimensions

- Fashion as a mechanism of social and cultural identity

- Globalization and glocalization in fashion

- Fashion as a means of political and social expression

- Digitalization and new forms of identity in fashion
Thus, fashion is not only a reflection of individual style, but also an important tool for social
interaction, cultural coding and identification. It is constantly changing under the influence of
globalization processes, political movements, and digital technologies, shaping new ways of
expression and interaction in the modern world.

Conclusions. Cultural codes play a key role in the formation of identity through fashion, acting
as a kind of symbolic language that helps individuals interact in social space. Globalization and
digital technologies have significantly changed traditional notions of style, contributing to the
emergence of new hybrid forms of fashion expression. At the same time, despite the unification
of fashion, local traditions do not lose their significance, but, on the contrary, are integrated
into the global context, giving new meanings to fashion images. Fashion also remains an
important means of social and political change, reflecting the zeitgeist and the needs of society.
Thus, the study of the relationship between cultural codes and fashion is relevant for
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understanding modern mechanisms of identity formation, as well as cultural and social
transformations taking place in the postmodern and digital era.
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AHOTaNisA. Y TOCTIKEHHI MU PO3KPUBAEMO PI3HUINIO MOHATh «CTaHKOBA KAPTHHA» 1 «TBIp-
MaHHO», SKI MalTh CBOi OCOOJIMBOCTI iCHYBaHHs y mpoctopi iHTep’epy. Ilokaszano, 1o
CTaHKOBA KapTHHA, SIK (opma, 3’ sIBHJIACS IMI3HIIIE HIXK MOB’s3aHa 3 KOHKPETHUM 1HTEpP €pOM
dbopmMa MOHYMEHTAJIbHO-JIEKOPATUBHOIO TBOpY-IaHHO. CTaHKOBAa KapTUHA BHSBISETHCS
OUITBII BUTBHOIO 1 BIZIOKPEMIICHOIO Bifl TpocTOpy iHTep €py. [[aHHO Mae OUIbII aKTHUBHY POJIb Y
(hopMyBaHHI HABKOJMIIIHBOTO CEPEIOBUINA. Y CTATTI TaKOXX HABEACHI MPUKIAINA TBOPYOCTI
MUTIIB O1eChKOi MUCTEIBKOI ITKOJIH 1 XyA0XKHUKIB YKpaian XX — nouatky XXI cromitrs B
[[apUHI CTAHKOBOI KAPTHHU 1 MOHYMEHTAJIbHUX MTaHHO.

KaouoBi ciaoBa: «cTaHKoBa  KapTHHA»,  «TBIP-MIAHHO», CTAaHKOBE  MHCTEIITBO,
MOHYMEHTAJIbHO-JICKOPATHBHE MUCTELTBO, OpraHi3ailis MPOCTOpY, KapThHa B iHTEp epi,
Opecbka MHCTELIbKA LIKOJIA.

Beryn. Onna 3 HaliBaXIMBINIMX NPOOJeM MHCTENTBAa Ta XYAOXKHBOI OCBITH B YKpaiHi —
30epertu Haj0aHHSA HALIOHAIBHUX MHUCTEIBKUX IIKUT Ta MepedaTd Tpaaulii iX y pyKu
MOJIOJIOTO TIOKONIHHS. 3apa3, SK HIKOJM, HEe0OXiIHE BHXOBAaHHS BHCOKOKBaJIi()iKOBAaHHMX
¢daxiBLiB caMe Yy raigy3l KyJbTypH Ta MHUCTELTBA. 3pO3yMiUIO, IO Cy4YacHUHM creuiaiict
MOBHHEH OyTH BCEOIYHO PO3BHHYTOIO OCOOMCTICTIO Ta MpoQecioHasoM CBOE€I crpaBH. Bin
IIOBMHEH 3acBOITH BCl 0a30Bi MOHATTA 00pPa30TBOPYOrO0 MHCTELTBA, 3HATH PO3MAITTSI HOro
¢dopM 1 MaTH HaBUYKH BUKOPHCTOBYBATH IIi 3HAHHSL.

3 MeToro 3a0e3nedeHHs OLIbII 3arJuOJIeHOr0 HayKOBOTO OOIPYHTYBaHHS BUKJIAJaHHS, MU
MTOBUHHI J€TaJbHIIIE PO3KPUTH BCl MOHATTS, 3 IKUMHU MOJIOJIUN XYJOKHUK Oy]i€ CTUKATUCS Y
CBITI MucTenTBa. HaMm Ba)JIMBO BHECTH SCHICTBH 1 YITKO PO3MOAIIMTH MOHATTS «CTaHKOBA
KapTUHA» Ta «TBIP-TIAHHO» — TOHSTTS JOCHUTh OJIM3bKi, HaBITh CIOPIAHEHI, aje, sIKi MaloTh
IIPUHIUIIOBI BIIMIHHOCTI, 1 y>K€ BaXXJIMBO JJIsl CTYJICHTIB 1 B Teopii, 1 B MpakTH4Hi poOOTi HE
ILIyTaTH 1X.

Merta pocaimzkenHs. J[aHoro po60TOr0 MaEMO Ha METi MIOKA3aTH PI3HUILIIO MOHATh «CTAHKOBA
KapTUHA» Ta «TBIp-MAHHO» Ha MpPHKJIagax TBopyocTi MUTLIB YKpaiHu XX — moudatky XXI
cromiTTs. OCHOBHUMHU METO/aMU JJIs IOCSTHEHHS METH Y HALLIOMY JOCHI/IKEHHI BUCTYTAIOTh
XYJ0’)KHbO-CTUIICTUUHUIN aHasll3, ICTOPUYHHM 1 KOMIIapaTUBHUM METOIN.

Teopernyna yacTuHa

Hawm xoTi10ch 6 BHECTH SCHICTb 1 YITKO PO3MOIUIUTH MOHSATTS «CTAHKOBA KAPTUHA» Ta «TBIpP-
naHHo». | oHe, i1 1HIIIE € BUTBOpaMH 00pa30TBOPUYOrO MUCTEIITBA, SIKI MOXKYTh OyTH BUpILLIEH]
B OibI a00 MEHII peanicTHuHii abo IeKkopaTHBHIM, abo, B3araiui, abcTpakTHI MaHepi. Mu
OyZieMO pO3IJISIIaTH 1 CTAaHKOBY KapTUHY, 1 TAHHO SIK TBIp KUBOIKCY (X04a, TAaHHO MOKe OyTH
1 Mo3aiuHe, 1 CKyJIbITypHE (penbedHe), ane MU BUBYaTUMEMO caMe >KUBOIHCHI TBOPH, 60 came
TYT HalOUIbLI HAOUHO MOKHA MO0AUYUTH BIAMIHHICTD). JKUBOMUC — HAMOLIBII HOMYJISAPHUH 1
PO3MOBCIOKEHUH Yy €BPOIEHCHKIN KyIbTypl BHJI 00pa30TBOPUOTrO MUCTEITBA, TBOPH SIKOTO
CTBOPIOIOTH 32 JIOTIOMOTOI0 (pap0O, sIKi HAHOCATH Ha TBEPY MOBepxHIO. OCHOBHUM BUPAa3HUM
3aco0oM >xuBomucy € koiip. Lli TBopH, y cyyacHOMY CBITI CIyIyIOTh, 3A€0LIBLIOTO, IS
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IIPUKpAIIaHHS Ta 03100JE€HHS 1HTEpP €PY UM €KCTEep €py JIIOJACHKOTO JKUTJIA Ta IPOMAJChKUX
oynisenb. Li pucu € ciimbaumu. 1o x X pi3HUTE?

3riIHO BU3HAYECHHSIM Y JOBIJIKOBIM JIiTepaTypi, CTAaHKOBHM JKUBOIIMC — OJIMH 3 PI3HOBHIIB
00pa30TBOPUOTrO MHUCTELTBA, TBOPH SKOTO MAOTh CAMOCTiiHE 3HAYEHHS Ta CIIPHUIAMAIOTHCS
HE3aJIEXKHO B1Jl OTOYYIYOIo cepefoBuIla. bykBanbHO — JKMBOINC, CTBOPEHMH Ha CTaHKY
(MonbOepTi), € YacTUHOIO OINbII HIMPOKOTO MOHATTS: CTAaHKOBE MHUCTEUTBO (SpemkiB,
Kpyrisik, 2010). TBip cTaHKOBOTO )KHBOIMCY — KKAPTHHA» — CTBOPIOETHCS HA HE CTAIllOHAPHIN
noBepxHi (y BIAMIHHOCTI BiJl MOHYMEHTAJIBHOTO KMBOIUCY) Ta HE YTHJITapHi OCHOBI (Ha
BIIMIHY BiJI IGKOPATUBHOTO po3mnucy). Lle Morke 6iTH MOJIOTHO, KAPTOH, JOIIKA, MaIrip, IOBK,
1o nepeadavae camocTiiiHe He 00yMOBIICHE OTOYCHHAM CIIPUUHATTS. PoO0Ta Ha/1 CTBOpEHHSIM
CTaHKOBOI'O TBOPY BUKOHY€ThCS Ha BEpCTaTl — MOJIOEPTI.

[TanHO — BiZIPI3HSAETHCS THM, IO BOHO Tepedayae 3B’30K 3 MIEBHUM Bi3yaIbHUM IIPOCTOPOM
(BHYTpIIIHIM YUY 30BHIIIHIM), I1€ MOKe OyTH YacTHHA CTiHH, CTEJI1, Hillla TOIO0. 3BiJICK — HOTO
BU3HAYCHHS $K OnHiel 3 (opM MOHYMeHTalmbHO-AeKopatuBHOro wmucrenrBa (CoTcbKa,
[IImenboBa, 2016). I'010BHOIO 0COOIMBICTIO TAHHO € po3MipH, hopma i 3MicT. BoHu peTenbHO
CHIBBIAHOCSTHCSA 31 CIPUHHATTAM TJsiiava i inTep'epom OyaiBii. KapTuHa-maHHO BUKOHYETHCS
3BMYAIHOIO TEXHIKOIO )KUBOIKCY Ha MOJIOTHI, a HOTIM MOHTYBAaTHUCS Ha CIELiaIbHO Bi/IBEJCHE
i micre. Takox MaHHO MOXKYTh OYTH CTBOpEHi Oe3rmocepeTHb0 Ha BHYTPILIHIX YM 30BHIIIHIX
cTiHax OyiBii y TexHIKaX MO3aiku, (pecku Tomo. BakiauBo, 110 NMaHHO MOXe OyTH
OyKBaJIbHO «BIMCAHE)» Y BU3HAUYCHUH MPOCTIp 3aBASIKH 00paMIIEHHIO OpPHAMEHTOM, IEPEX010M
y iHII1 GOpMH apXiTEKTYpPHHUX MTOOYIOB.

OT1xe, K MO’KHA 3pOOUTH BUCHOBOK 3 CAMHUX BU3HA4Y€Hb, FOJIOBHA PI3HULS IOJIATAE CaMe Y
3JICKHOCTI UM HE3aJICKHOCTI BiJI MPOCTOPY OYAIBIII, @ TOYHIIIE — BiJ CIPUUHSTTS Y 3B’ SI3KY 3
iHTep’epoM abo0 y BiACYTHOCTI Takoro 3B’si3Ky. llpum mpomy, HE BaXJIMBO, HaMajJbOBaHE
300pakeHHs O€3IT0CePEIHhO Ha CTiHI UM, K JYXKe 9acTO POOJIATh y Cy4aCHOCTI, BUKOHAHE HA
MOJIOTHI, fIKE, BXKE IIOTIM, MOHTYIOTh Ha CTiHy. SIKIIO KOMIIO3HWIliS MpHU3HAYeHa ISt
CIPUHHATTA caMe€ y KOHKPETHOMY IHTEep’€pi, «BIIMCaHa» B HbOIO 1 HE pO3paxoBaHa Ha
CIPUHHSTTSA, OKPEMO BiJ OTO MPOCTOPY — II€ MaHHO. Ko X 300pakeHHS MoOXe OyTh
nepeHeceHe B Oy/Ib sIKe 1HIIe MPUMILICHHS, 1 CHPUHHATTS HOro He BTPAaTUTh BiJl IEPEMILIICHHS
B 1HIIIE CE€PEIOBHIIE, TO/I1 I TBIp — CTAHKOBA KapTHUHA.

Buxozsuu 3 ux cTBEp/KEeHb, MOXKHA BBaXKATH, 1110 KHUBOITUC, B3araji, OyJo MoyaTo 3 TBOPIB-
MaHHO. SIK Taki, MOYKHA PO3IJIsIaTH HaBITh CKEJbHI PO3IKCH Ha CTIHAX Meuep, skl BIAHOCATh
70 ernoxu majeondity. I, 3po3ymino, po3mucH Ha CTiHaX Ta CTENSIX LIYMEPCHKHX XPaMiB,
JTaBHBOETUIIETCHKUX IPOOHMIIb Ta apUCTOKPATUUHUX MajialiB aHTUYHOCTI. CTaHKOBa KapTHHA
3’sBunack Habarato misHime. IIMpokuil poO3BUTOK CTAaHKOBE MHCTELTBO OTPUMAJIO
MOYMHAIOYM 3 €MOXU ITamicbkoro BinpomkeHHs B 3B’A3Ky — MepioJl BUOKPEMJICHHS
CaMOCTIHHOTO 3HAYEHHsI OKPEMUX BHUJIIB MUCTEIITBA, BIIIICHHS 1X BiJl apXiTEKTYpH, a TAKOXK
3aBJSIKU CTBEP/HKEHHIO TBOPUOTO OCOOMCTICHOTO MOYATKy MMTLSA-KOMIIO3UTOpa. Y Liei yac,
Ha BIIMIHY BIiJl CEpPEeIHbOBIYHOTO TAaHyBaHHS IIEPKOBHUX 3aMOBIICHb Ha BEJHKI
MOHYMEHTaJIbHI (OPMH y TEpKBaX YH MOHACTUPSX, 3 SBISIETHCS MIMPOKHHA TIIOMHUT Ha
3aMOBJICHHS NPHUBATHI, sIKI MajJM Pi3HI pO3MIpH 1 XKaHPOBI BIOJOOAHHS, B 3AJIEKHOCTI BiJl
COLIIAJILHOTO CTaTycy 3aMOBHMKIB 1 THX MICLb, /1€ TBOPU Malu ekcroHyBatucs. [lpuBartHi
1HTep €py MaiM OUIBII IHTUMHHMX Xapakrtep, i (jopMa CTAaHKOBOi KapTHHU caMe BiJIOBijana
TaKWM 33/1a49aM.

V Hari yacu, B Cy4acHOMY YKpaiHCbKOMY MHCTEITBI IIMPOKO PO3MOBCIOKEH1 00UB1 popmu
KHUBOIKCY — 1 CTAHKOBA KapTHHA, 1 TBOPU-MIAHHO (X04a, CJI1J] 3a3HaYUTH, CTAHKOBUH >KUBOITUC
Bce X npeBaitoe). B YkpaiHi, 1, 30kpema B Oieci, Mpaltoe BelauKa KUIbKICTh XYJI0KHHUKIB —
CTaHKOBICTIB. SIKIIO TpIMIKKM 3a3UpHYTH B MHHYJE, OJEChbKa XyAOXKHS IIKoia Oyna
3arouaTkoBaHa kaptuHamu Kipiaka Koctanai ta foro orouenns — [1. Hinyca, T. J[BopHuKOBa
ta iHmuX (Hocenko, 2005). PaasHCchKl yacu Aanu 4ynoBl 3pa3Kd CTAaHKOBUX KapTHH, SIK
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TEeMAaTUYHUX KOMITO3MIIIN Ha COIllajbHy Ta MOOYTOBY TEeMaTHKY, TakK 1 3pa3KiB MEH3aKHOTO,
HATIOPMOPTHOTO Ta MOPTpeTHOoro kaHpiB. B Omeci Tux yaciB mpairoBanu O. AniMaHudyK i
b. ®paepman, B. Tokapes i I'. Kpmwxkechkuii, M. boxuii 1 K. Jlomukin. Tpimku mi3Hime,
BUILJIEKAJIACh TUIES 1A Xy I0’KHUKIB — aBaHTapIUCTIB, 1[0 Ha3uBaia cede 00’ e qHaHHIM «HoBeH»
— B. bacanens, C. CaBuenko, B. I{ionko, B. MapuHtok Ta iH1Ii.

Jlo OibIl TpajWIiHHOTO HANMpSIMKY HaJeXald TOHKUH KOJOpPHCT Ta Kommo3utop Opect
CremuHChKHUH, SICKpaBH Ta eKCIpecioHiCTChkui Aponbd Jlo3a Ta craBeTHHH KiIacHK
onechkoi mkomu IOpiit €ropos. Ix TBopUicTh IPyHTOBHO MPoaHaTi30BaHa B AUCEPTALIHHOMY
nociimkenHi A.l. Hocenko (Hocenko, 2006) Tta mpari, npucBsueHii muctenTBy Opjecu y
koneknii IBanoBux (Tapacenko O., Tapacenko A., 2004). [loBre TBOpdYE KHUTTS MPOKHUB
TBOpEIb YyAOBHUX JIPUYHUX CTAHKOBHX Iei3axiB AnbOiH ["aBa3uHcbkuii. CBil 0cOOIUBHI
Migosoriuauii cBiT cTBOpUB y KapTuHax FOpiii KoBanenko. 30BciM HEI01aBHO MU BTPATHIIN
4apiBHOT'O JKUBOMUCIIS, Hatoro kosery Ceprist JlozoBcbkoro. CborojHi nopsji 3 HaMu KUBYTh
i mpamrorots I1. Harymsixk, 1. Benmnuko, A. Hocenko, B. Cakamiok, A. ['opbenko, O. Maiik Ta
0araro 1HIIMX IIKaBUX aBTOPIB.

om0 cy4acHUX TBOPiB—IAaHHO, TO TYT TAKOX € 3HAYHI MPHUKIAHN, X04a iX 1 3HAYHO MEHIIIE.
[lepmr 3a Bce, MOHYMEHTAIbHO-ICKOPATUBHI PO3IMUCH 3yCTPIYalOTh Ha CTiHAX IIEPKOB Ta
JESIKUX TPOMAJICHKUX OyaiBenb. MoOKHA pO3IJSAAaTH SIK MaHHO 1 Ti BUTBOPH CY4acHOTO
MHUCTEITBA, [0 Ha3UBAaIOTh «Mypam». llell cydacHuil BuA MHUCTENTBA MO CYTI €
MOHYMEHTAJIBHUM PO3IHCOM 30BHIIIHBOI TIOBEPXHi Oy/iBeNb, Ma€ BEIHKI PO3MIPH 1 4acTo
JIEMOHCTpPY€E MPOSIBU BTUICHHS COIIAJIbHOT TeMAaTUKH. AJie, K TBip *KHBOIUCY, MPUB’sI3aHUIN
710 CTIHM 1 pO3paxOBaHMUN Ha CIIPUIHATTS caMe y KOHKPETHOMY eKCTep’epi MicTa, Mypall — 11e
TBIp-TTaHHO.

Kpim Toro, € okpeMi XyJ0KHHKH, 5IKi CTBOPIOIOTH CaMe TTAaHHO 3HAYHUX pO3MipiB. Sk mpukia,
BapTO Ha3BaTH BelW4YHHM TBip mnaHHO «KocMOroHiss ceHciBy», CTBOpEHUH CydyacHUM
ykpaincekuM mutieM Ilerpom Antumom. TBip po3ramoBaHo Ha cTiHax My3er Cy4acHOTO
muctenTBa KopcakiB y micti Jlynbk. Bin 3MoHTOBaHU# 3 MOYJTEHUX TIOJIOTEH 1 CKJIAJIA€ €AUHY
kommo3uiito miometo 2000 kBamparHux MeTpiB. lle KMBOMHCHE IMOJIOTHO — PEKOPICMEH
cknagaeTbess 3 8 TematnyHux uvacTuH: «Ilouarok», «CtBOpeHHs 3emii», «CTBOpeHHS
npupoan», «CTBOpeHHsI MOAUHW», «CTBOpPEHHS CyCcHUIbCTBa», «CTBOPEHHSI KYJIBTYpPHUY,
«CtBOpeHHs Hoochepn» Ta «MaiiOyTHe». KoxkHa yacTHHA BTUIIOE 1HAMBITYyalbHI aBTOPCHKI
Mi(H, a TAKOXK JIETEH I, HAYKOB1 T€Opii, CHMBOJIM, 3HAKH Ta HAITUCH PI3HUX HAIIl Ta HAPOIIB.
Ie HaitbinpIIMIA 32 pO3MIPOM BUTBIp KUBOIMHUCY y CBITI. I, Sk Takuii, BiH yBiimoB y Kuury
pekopaiB ['iHHeca.

BucnoBku. Tox, 11€ J03BOJISIE CTBEP/IKYBATH, 110 B CY4aCHOMY MHUCTEITBl Y KpaiHU Ma€ CBOE
MIPOIOBKEHHS Ta PO3BUTOK SIK CTAHKOBA KapTUHA, TaK 1 TRBOPU-TIaHHO. ToMy, TOCUTh BaXJIUBO,
00 3100yBayl BUIOI OCBITH, XYAOXHIX CHELIaJbHOCTEH, Majdl MOXKJIUBICTH PO3YMITH 1
BIJIPI3HATH OJIHE BiJl OJJHOTO.

Hamr nocBia 103BoJIsi€ peKOMEHIyBaTH OUTHIN TITMOOKE BUBYEHHS IUX MOHATH Ta PI3HUILI MIXK
HUMH.
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THE DIFFERENCE BETWEEN THE CONCEPTS OF EASEL PAINTING AND
PANEL PAINTING: THE PECULIARITY OF EXISTENCE IN THE INTERIOR

Loza Natalya
Associate Professor, Honored Artist of Ukraine, The State Institution «South Ukrainian
National Pedagogical University named after K. D. Ushynsky», Ukraine
ORCID: 0000-0002-2313-4584
lozanata l(@ukr.net

Anotation. In the study, we reveal the difference between the concepts of «easel painting» and
«panel painting», which have their own peculiarities of existence in the interior space. It is
shown that the easel painting, as a form, appeared later than the form of a monumental and
decorative work-panel associated with a specific interior. The easel painting is more free and
separated from the interior space. The panel plays a more active role in shaping the
environment. The article also provides examples of the works of artists of the Odesa School of
Art and Ukrainian artists of the twentieth and early twenty-first centuries in the field of easel
painting and monumental panels.

Keywords: «easel painting», «panel painting», easel art, monumental and decorative art, space
organization, painting in the interior, Odesa Art School.
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ABAHI'APJHE BIJ/ILTYHHS B OJECBKOMY MUCTENLTBI KIHLSA XX TA HA
INOYATKY XXI CTOJITD.

Mauanik OJekciit
Cmapwuti éuxknaoay, /[3 «Ilie0eHHOYKpaiHCoKULL HAYIOHAILHUL Neda202iuHULL YHigepcumem
imeni K. /. Ywuncorxozoy, Yxpaina
ORCID ID: 0000-0003-4839-411X
alex59malik@gmail.com

AHoTauis. JlocmiKeHHs! pO3KPUBAE MOSIBY Ta ICHYBaHHS aBaHTapIHOTO MHUCTEIITBA Y CBITI Ta
KyJbTYPHOMY TIpOCTOpi YKpaiHM, aHaji3 iCTOPUYHO-MHUCTEIBLKHX (aKTIB PO3BUTKY
aBaHTapJHOTO MHUCTeNTBa B YKpaini Ta Mmicti Oneca, HOro icHyBaHHS B pPaJasSHCBKI Ta
MOCTPAASTHCHKI YacH. | Xoua amosioreTu corpeanizMmy BCe 1€ MalOTh CHIIbHI TO3UITT B COIiyMi
VYkpainu ta Onecu, BOHU BXXE HE MOXYTh MEPEIIKOHKATH TBOPYUM MHTISIM BUTBHOTO JTyXy
pOOHUTH CBOIO CIIpaBy. MHCTEITBO KOJIMIIHBOTO aHAETPayHIy BUHIILIO HA MIOBEPXHIO 1 CTAJIO
ChOTOHI MEHHCTpiMOM. BHsIBIIEHO BIEBHEHHI PyX B MOJIOJIIKHHMX KOJIaX MHTIIB-CTYACHTIB
JI0 MUCTEIBKUX 1/1eH, SIKI MOKJIMBO pealli3yBaTy TUIbKU B CY4YaCHOMY aBaHTap/Il.

KurouoBi cjoBa: aBanrapamsM, Ky0i3m, Janaizm, ap-AeKo, KBApTUPHUKH, HOHKOH(DOPMICTH,
pokeBUll Oylb03€ep, BYJIHMUYHE MUCTEHTBO, OJECHKUN KOJaX, YKpaiHa, KyJlbTypa, MO3UTUB,
MOJICPH, MUCTEIITBO.

Beryn. MeToro 1aHOTO JOCHTIKEHHS € BUBYECHHS 0COOIMBOCTEW (DOPMYBAaHHS Ta PO3BUTKY
aBaHTapAu3My B €BpOIli Ta Horo BiIa3epKaieHHs B YKpaiHi, i ocoOucto B Ojneci Ha 31ami
cromith. [Iporiec MaB cIiIbHI pUCH Ha TOYATKy XX CT., Ta KOJIU JI0 BJay B YKpaiHi MpUHIum
OUTBLIOBUKHU, BXE 3 TPUIALUATUX POKIB MHHYJIOIO CTOJITTS B MHCTEITBI 3alaHyBajlH
CTAJIIHCHKHH COLIPealti3M 3 HOro perpecisiMu IPOTH CBOOO M TBOPUYOCTI Ta IHAKOMHCICHHS. K
TO BIUIMHYJIO Ha MOJAATBIINNA Nepedir Mmofiil, Ta YUM OMIKYEThCS O/IeChKa CILIFHOTA MUTIIIB
BYOopa Ta  cporofHi? OKpeMO aHami3YyIOThCS OJEChKI XYHAO0KHUKU-IISCTHICCATHHUKH,
HOHKOH(OPMICTH, MOJOAIKHI OCEPEAKH MiCs TBOXTUCAYHUX POKIB.

TeopernyHa yacTuHa

Ha nouarky XX CTONITTS B KyJIbTYPHOMY JKUTTI €BpOIM MoYajacs €roxa aBaHTapIu3My.
MMWTLI aKTUBHO CTaJIM JI0 MOIIYKY «HOBOT0» €KCIEPUMEHTAIBHOIO MUCTETBA, HAa IPOTHIIIO
KOHCEpBAaTUBHOMY 1 3acTapuiomMy akajgeMizmy. Hacrama peBomoniiHa curyamis B
CYCHUIBHOMY Ta MHUCTeLbKOMY Kosax. Ha mepmmit mnan Buiinum aBanrapauctu dpanuii,
Himeuunnu, ABcrpii, [Tanii. 3’sBunnch Ta 0pOpMIIIUCH TaKl XyJ0KHI HANIPSIMKHU SIK OBI3M,
eKCIpPEeCiOHI3M, Ky0i3M, (QyTypusMm, MeTadi3UYHMHA HKHUBOIHUC, JaAai3M, ClOppeai3M,
a0CTpaKTHUHN EKCIPECIOHI3M, CynpeMaTusM Toio. Cepesr BUIATHUX TisT9IB MUCTEITBA 11HOTO
qyacy € XyaokHuku 3 @pawniiii, npeacraBHukn kyoizmy: XKopxk bpak, [Tabmo Ilikacco, Xyan
I'pic. Bigomi ¢oBictu: Anpi Marice, Anape [lepen, Mopic ne Bnamink, Ilapns Kamyan,
XKopx Pyo, Paynp {rodi. [TizHime 3’ sBunuck B [lIBeiinapii qanaictu, XyaoxxHuku ['anc Ap i
Makc Epncer. Jlo ix kin Takox Bxomawtu Mapcens Jroman, @uninn Cymno, OtTo @peitnpiix ta
iH. KosxHa Teduist Majia CBOi MUCTELIbKI OPIEHTHPH 1 OyJIM LIKaBUM MPOSBOM B 00Pa30TBOPEHI.
[ikaBo Te, 110 OyJ0 3MIHEHO MAPaAUTrMy CBITOTJISAY: MUTEIh OUIbIIE HE KOMIUIEMEHTYE /10
rIgga4a, a TMPOIMOHYE CBOE€ OadeHHs, BUCIOBIIOE OPUTIHANBHUN KOHIIENT, B MHUCTEITBI
3 ABISETHCS TOMICTUIII3M Ta IUTIOpaiisM AyMokK. KoHcraTyemo, 1o Ha Ti 4Yacu Hamii
XYJOKHUKH TeX OyJH 3a/1isiHi B IIUX mporecax. L{e XyaoKHUKN yKPaTHCHKOTO MOXOKCHHS —
Kasumup Manesuy, Onekcanap Apxunenko, Bomoaumup Tatnin, Consa [enone, Bacuib
€pmunos, Onekcanap boromasoB, siKi CHIBIpalloBald B €BPONEHCHKUX Kojax. Pobotu
Onexcannpu Excrep, [laBuna ta Bomogumupa bypitokis Ta Bacuns Kanauucekoro, a Takox
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tBOpH [I’epa bonnapa, Xopxa bpaka, Mopica ne Brmamiaka, Mopica Jleni, Aapi Maricca,
Amnpi Pycco Tta Ilons Cinbsika BucTaBisiuch pazoMm B «Canoni I3ge6eproro 2» B Opeci,
BapmaBi Ta Kwuepi. Ockinbku YKpaiHCHKHWIA aBaHTap]l BUHWK, KOJuW YKpaiHa Oyna
noHeBoJieHa Pociiicbkol0 iMIepi€ero, KpUTUKK 3a3BUYall 3apaxOBYBaJM HOTO MpEACTaBHUKIB
110 pociiicekoro aBaHrapausmy (YopHwuit kBaapat Haa yopHEUM MopeM, 2007).

B Vkpaini 3 20 pokiB XX cT. 3anaHyBajia paJsHCbKa CUCTEMa, 0yJI0 3aIIPOBAKEHO CTAIIHCHKI
ineonorizoBani TBopui crijaku CPCP (3 30 pokiB), BCTyn 10 KOTPUX KOHTPOJIIOBABCS 3BEPXY
PEKUMOM Ta AaBaB NpuBiiei Ta 100pOOYT OJHUM BIAHOCHO IHIIMX TBOPYUX POOITHHKIB, SKi
HE BIJMOBIAANM BBEIEHUM CTaHAapTaMm. Tak OyJo 3ampoBaKEHO CHUCTEMY «KHYTa Ta
MPSTHAKA», 1 3BICHO, 10 KHYT OyB BUKOPUCTAHUM IPOTH aBaHTAPAUCTIB. Brokumu 1i, XT0 OYyB
TOTOBHM 70O CIIBIIpaIli 3 B0, SKI CIIOBIyBaJdd KAaHOHH MHCTEITBA «COIIaTiCTUYHOTO
peamizmy». Maibke Bci aBaHrapAuctd Oyiu pempecoBaHi abo 3arHaHi B miamuuis 0e3
MOxUTMBOCTI BkuBatH. Ilicias cmepti CraniHa 3 «BiIIUTOK» XPYIIOBa MH 3HOBY 0aunMo
MOJIEpHI TPOSBH BUIBHUX B XYHOXKHIX KOJaX, BOHU MPOAOBXKYBAIHCA MOAECPHUMU
MPUBAaTHUMH BHCTaBKamMu B MockBi, Jleniarpaai ta KueBi, B TOMy 4YuCIi y «BHCTaBKax-
kBapTupHHKax» B Opmeci B Ykpaini. Bimomwuii cmig monummimM B MICHABOEHHIH YKpaiHi
IIECTUACCATHUKW» — [i49l KyJIbTYpPH, IHTENIreHI[s, XYJOKHUKH Ta MUCHhMEHHHKH.
HlicTnec THUKHM BUCTYNAIM HA 3aXUCT HAIIOHAILHOI MOBH Ta KYJIbTYPH, CBOOOIU Xy I0KHBOT
tBOpuocTi. Cepen HUX Oyym nucbMeHHUKH IBaH Jpau, Mukona Binrpanocbkuii, Bomoaumup
Hpo3n, I'purip Trottonnuk, bopuc Oniitauk, Bitaniit lonunk, Bacuns Cumonenko, Mukoia
Xononnuii, Jlina Kocrenko, xynoxuuku Asua [opceka, Biktop 3apeuwkuii, bopuc
Ununbabin, miteparypHi kputuku IBan [[3t06a, €Bren Csepctiok, pexxucep Jlecs TaHIoK,
kiHopexxucepu Cepriii [lapamxanos, FOpiit Innenko, muctenrBo3Hasii Poman Koporoacekuid,
HOpiit Cmupnwmii, nepexianadi I'puropiit Kouyp, Muxona Jlykam ta iHmi.

B Opneci Ha To#i yac maHnyBaB 0€3KOMIIPOMICHMIA Ta JOTMaTHYHUMN colipeali3m. | Bce ik 1HKOIN
MOJICPHICTH 3 MHHYJIOTO HaraayBaJld PO CBOE ICHYBaHHA 0 APYroi CBITOBOI BiiiHH,
Hanpuknaf, Biqomi Teodin @paepman (KoHCTpyKTUBICT) Ta Muxaiino XKyk (ykpaiHcbKe apT-
neko). Ilepmmm (B 50-Ti poku), XTO NaB BiACIY colpeallicTHMHUM 3a0o0oHam OyB Ouier
CoxkoJ0B, Xy10’KHUK-a0CTPaKIIIOHICT, MpamiBHUK My3ero 3aXiIHOTO Ta CXiJIHOTO MHUCTEIITBA,
NPUXWIBHUK «KOJIbOpOMYy3ukm». Hanpukinmi 1970-x 1o MucrenTBa NPUNIIIM MOJOII
onecutu, sk To Omnekcanap AHydpieB, Bomomgumup CrpenbHukoB, Banepiii bacaneus,
Bonogumup Bynanwuii, Bikrop Mapuniok, Jlronmuna Sctpe0, siki KUHYJIM HOBUM BHMKIMK B
NPOTUCTOSIHHI paAsHIMHI. /0 BUIBHOTO aHJErpayHAHOTO MHCTELTBA OJIECHTIB MOXEMO
nogati 3 1990 x crBopeHuii Ha 0a3l 0/1eCHKOrO aHAETpayHAy apT-rypT «HoBeH», 3rogom
nepeiiMeHoBaHui B «Mawmait», y ckiaai skux sanumminchk bacaneus B., Mapuniok B.,
noennanucs Lronko B., FOcum C., CrenanoB M., CtoBOyp O., CaBuenko C., Cang B. Oxpemo
TaKOX MpaLOBAaIM BUIATHI MOJiepHi XyaokHUKH €ropos 0., Aumanuyk O., Any¢pies O.,
Xpyur B., dynsdan JI., ®uninenxo B., boxko 1., Mopo3os M., Haymens B. ta inmii. Bonun
MOJUILIMIIN I[IKaBUI TBOPUYMM JOPOOOK aOCTPAKTHOTO Ta (PirypaTUBHOIO HAMPSIMKY.

AHaJi3 OCTaHHIX JOCIHIIKEHb 1 MyOJKaIlid 3acBiuye, IO HA ChOTOJHI MaikKe HE ICHYE
KOMIUIEKCHUX HAayKOBHX Ipallb, MPUCBSIUEHUX JIOCTIKEHHIO MOJICPHUX XYAOXKHIX PYXiB B
KOHTEKCTI MHCTEIBKOTO mporecy Opecu: myOmikaiii KPUTHKIB Ta MHCTEHTBO3HAaBIIB I
BumecnaBcpkoro (BumecnmaBcbkuit, 2002), B. Ilionko (Mogepuictu Opecu, 2014), O.
ComnogiioBa (Comnosiios, 2002), B. XamaroBa (Xamaros, 2002) Ta 1HIIUX aBTOPIB.

BinbHe MuctenrBo noctmojiepHizMy 1990-2000-x pokiB cTano «YKpaiHCHKOIO XBHJICIO» B
cBoOoM. J[0 IIFOTO MHCTEIPKOTO KOJIA YXOIWIIH TPEICTABHUKHN 0JIEChKOT MKOIH: POUTOYpI
Onekcannp, PsOuenko Bacuinb, JlicoBebkuit Onexcanap, I'yceB Irop, AnydpieB Cepriif,
BoiiiexoB Jleonin, Yekopcekuit Bagum & Kympunmbkuii Mipocnas, Hynedan JImutpo,
Tapanenko Annpiii, bonnapenko Bagum, Katuyk I'1e6 Ta iHmi.
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[{ixaBUM sIBHIIIEM THUX 4YaciB Oyyiu (hecTUBaIl Cy4acCHOTO MUCTEITBA, T€ATPy, My3UKH, MOe311
ta qu3aitny 2000-x poku, 30kpema «KynbTypHi repoi» (2003 p.) —3anovyarkoBaHuii B XapKoBi
Ta miarpumanuii y JIeBosi, Oneci, uinpi, Jlonensky, Kuesi. bararo pokis nmpoxoauia 1ikaBa
OpiYHa BCEyKpaiHChka BUCTaBKa y JIbBOBI «Bucokwmii 3amox» (3 1996-2018), mpoektu
«Immpeszay (1989, 1991, 1993) vy IBaHo-®pankiBcbky, «llan-Ykpaina» (1995)
JuinponeTpoBchk, «ApceHam» (2012), «YkpaiHCbKUI KIaCHYHWA aBaHTapj]] 1 CydacHe
muctentrBo» (1996), «Bin tpunimis mo ceoromeHHs» (3 2006) B Kuepi. B 90-1i pokm
BinOyBasiach MbkHapoHe OieHane «Bigpomxenns» (1991) y JIbBoBi, y UepHIBISIX TpHeHaEe
aoctpakTHOoro muctrentsa «APT-AKT» (2010), mikaBi MUCTEIbKI MPOMO3UIIIT 3’ SIBUIUCH Y
JIyupky B «My3eit cydacHoro mucrentBa Kopcakis» (3 2018).

B Opeci aktuBHO mpaioBaB «LleHTp cyuacHoro mucrentBa «Tupc»» mia KypaTopcTBOM
Mapraputu Xapkosoi, pynnaris «Hosuit mpoctip» (Yra KinmsTep), ogecbka acoriaris « Hoe
MuctenTBo», Onecbkuil MeHTp cydacHoro mucrenrBa Copoca (M. PamkoBenpkuii) 1 ¢hoHA
«Binpomxenns». [Ipoxonuno 6araro BuctaBok, KoH(pepeHiil, pectuBaniB («BimbHa 30Ha»,
«Cunnpom Kanguncekoroy, «Akanemis xonony») (Iloptdomio, 1999).

I mapemTi 3 moyaTKOM MiJIeHiyMa HOJYM’sl BIJIBHOTO BHKIMKY IepeiHsIa HOBa MOJIOJb,
MHUCTEITBO KOTPUX 3aBOMOBY€ CHUMIIATIi MEPECIYHOro Iisiiaya Bxke choroani. Hapasi B apT
mpocropax «My3ero cydacHoro wmuctenTBa Opnecu», «Onpecbkoro HarioHamsHOTO
XynoxKHBOTO My3er», «My3ero 3axiIHOrO Ta CXiIHOro mMucrenTBay, raiepeil « UNIONy,
«#ARTODESSA», «CAIU TIEPEMOI'N», «NT-Arty, «NESTERENKOGALLERY» Ta
inmmx B Opneci. Tam BinOynocs Bxke 0araTo Cy4acHHMX «aBaHTapJOBHX» BUCTAaBOK, BUIBHUX
BiJl IOJITHYHHUX BIUIMBIB B CyCHiJIbHOMY (opmarti. [luM HampsIMKOM ChOTOJHI OIIKYyBaJIUCh
kyparopu Cepriit Inein (My3seii 3axigHoro ta cxigHoro mucreursa), Jmurpo Bennuko (XI'O
[THITY im. K. JI. Ymmnacekoro), Bikropis Hecrepenko (ramepes «Nesterenko gallery»),
Onmnexkciit Manix (XI'® [THITY im. K. 1. Yummacekoro), Cepriit [Tanpouskuit (M3 OX®K iwm.
M. b. I'pekoBa), uncienni Kypatopu OaeChKOTO HAI[iOHAIBHOTO XYIOKHBOTO MY3€I0 Ta
Mys3eto cyuacHoro muctenTa Onecu.

3a neil yac MOMITHUM sIBUIIEM B MHCTElbKid Oxmeci Oyny MOJOIKHI MTPOEKTH, CEPel SIKHX
HEOOXITHO BMIUINTH apT-TIEPErOHM CYy4acHOro TIO3UTHBHOrO MucreurBa «PoxeBuit
Oynbao3ep» (opranizarop Omnekciit Maiik), sxi nounHarouu 3 2012 nmo 2023 poku cim pa3
NPOXOAMIAM Ha pi3HUX TepeHax Opecu, 3MIHIOIOYM CBif cTaTyc BiJ MICBKOIO [0
MDKPET1I0HAIBHOTO, BCEYKPATHCHKOTO Ta MIXHAPOIHOTO MpoekTy. 3 2018 poky posmouaTto
JOCHITHUIBKUM TPOEKT 31 CTyJIEeHTaMH Ta MOJIOAMI0 — TNPUXUIBHUKAMHU KOJaKHOTO
MUCTENTBA, IKUI BXKE B I1'T€ JEMOHCTpYE Take siBulle sk «Onecpkuil konax» (2018-2025).
Moio/b IeTKO BIATYKY€ThCS Ha MPOIO3UIIii Yyacy B Bi3yaabHOMY (hopMarTi.
Maiictpu-konaxuctu 3 Ognecu (2020-ti poku): JlicoBeskuit Onekcanap, Manik Omnekcii,
[Tanpouskwuii Cepriii, BoBk I'puropiii, boraituyk Jlronmuna, bacaneus Jlyka, Macnosa Tetsina,
Hocenko Awnna, 3aBinencpka AnHa, KymikoBcbka Hartans, Koroa Ombra, binmormasosa
Tamapa, XKypasens Amutpo (¢oto), Koctin Annpiit (mudposuil konax), cryaentu XI'd
[THITY im. K. JI. YmmHCBKOTO Ta iHIII MTOCTIHHI YYaCHUKH IIHOTO 3aXO0Y.

ITo BcbOMy CBITY IIMPHUTHCS TaKe SIBUILE SIK CTPUT-APT, BYJIMYHE MUCTELITBO, BIJIbHE 3 CAMOTO
MIOYaTKYy, K MPOTECT MPOTH 3anepedyeHb. Mae Ogneca 1 cBoiX ByJau4YHHUX MaicTpiB. Hapasi To
«xos0» Bononumupa Ymanenko Ta iHmi. Ile koo pi3HOOapBHE 1 Maiike 3aBXKAU aHOHIMHE,
ajle aKTUBHO MposBIieHe B MicTi. ['0JOBHMM 4YMHOM TO BUIbHA JpyKoBaHa Tpadika, cymep-
rpadika Ta IIaKaTu Ha aKTyaJbHI TEMH.

BucHoBku. Cporo/iHi yKpaiHChKUi KyJIbTypHUIl GPOHT nepedyBae B 00’ €KTUBI yBaru CBiTy.

3MiHUTIACS CUCTEMa I[IHHOCTEH, TeMIH, XapakTep XYIOXKHIX TmpoieciB Ykpainu. Opjeca
aKTHUBHO JOJIYYa€TbCs JIO0 apT 3MiH B KYJbTYPHOMY JKHUTTI KpaiHU. IX HE0OXiZHO BMIJIO
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BUKOPHUCTATH 1 JOCSITTH TOTO, IOO Y KOHTEKCTI CBITOBOI KYJBTYPH CydacHE YKpaiHCBhKE
MUCTELTBO 3aiHAJIO HAJIS)KHE oMY MicIIe.

Came MOJIO/Ii Xy/IO’KHUKH, CHOTOJIHI SIK 1 3aBXK/IM, 3HAXOJATHCS B anorei MOXKIMBOCTEH, 100
3poOUTH HEOOXiTHE Ta TOE€AHATHUCS /10 CBITOBOI apT CIUJIBHOTH 1 OTpUMAaTH MEBHUN PiBEHb Ta
HaJISKHY yBary /10 CBOiX TBOPiB, HE KOMIIPOMETYIOUH HaIly AepskaBy B 04Yax IMBIJTI30BaHOTO
CBITY, 110 Oy/ie T'i/IHOI0 MPE3EHTAIII€10, sIKa 3MIIHUTD KyJIbTYPHO-MHCTEIILKUH IMIIK YKpaiHH.
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Annotation: The study reveals the emergence and existence of avant-garde art in the world
and the cultural space of Ukraine, an analysis of the historical and artistic facts of the
development of avant-garde art in Ukraine and the city of Odesa, its existence in Soviet and
post-Soviet times. And although the apologists of socialist realism still have strong positions
in the society of Ukraine and Odessa, they can no longer prevent creative free-spirited artists
from doing their thing. The art of the former underground has come to the surface and has
become mainstream today. A confident movement in youth circles of student artists towards
artistic ideas that can only be realized in the modern avant-garde has been revealed.
Keywords: avant-gardism, cubism, dadaism, art deco, apartment dwellers, nonconformists,
Pink Bulldozer, street art, Odessa collage, Ukraine, culture, positive, modern, art.
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Abstract. This paper explores the application of digital illustration art in agricultural product
packaging design to revitalize rural cultural heritage. With the rise of digital art technologies,
packaging design has become a vital medium for preserving and promoting cultural identity.
Through theoretical analysis and case studies, this study examines how digital illustration art
enhances the cultural value and market competitiveness of agricultural products while
contributing to the sustainable development of rural heritage. The findings suggest that
integrating digital illustration with traditional cultural elements fosters innovative design
practices and cultural continuity.

Keywords: digital illustration art, graphic design, agricultural product packaging design, rural
cultural heritage, revitalization design.

Introduction. Agricultural product packaging often prioritizes functionality over cultural
expression, resulting in a disconnect between rural heritage and modern markets. As
globalization accelerates, the preservation and revitalization of rural cultural heritage through
design become increasingly urgent. Digital illustration art, with its versatility and accessibility,
offers a promising solution to bridge this gap. This study aims to investigate how digital
illustration art can be applied in agricultural product packaging to revitalize rural cultural
heritage, thereby enhancing the cultural significance and market appeal of these products.

Theoretical Part

Digital illustration art refers to the creation of visual content using digital tools such as Adobe
[lustrator and Photoshop. It is characterized by flexibility, originality, and aesthetics, making
it a commonly used method for pattern creation in packaging design. Packaging serves the dual
functions of protection and communication. Beyond physical preservation, it conveys brand
identity and cultural narratives. Leveraging appropriate packaging forms can enhance the
added value of products, shape a brand-new image, create an excellent consumer experience,
and align with contemporary consumption trends (Xu, 2018). In an agricultural context, the
packaging of agricultural products acts as a material carrier for the region where the product
originates to convey its unique regional culture. Packaging design represents a significant
opportunity to reflect rural traditions and differentiate products in a competitive market
(Babalis et al., 2013). Aspects of sustainable packaging design are summarized in the review
by Tang et al. (2024).

Methodology. This study employs a qualitative approach, combining literature review and case
study analysis. Three representative cases are examined to assess the effectiveness of digital
illustration in revitalizing rural heritage in packaging design. The cases are selected based on
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their cultural relevance and innovative use of digital illustration, with each providing insights
into the interplay between tradition and modernity.

Results. Rural cultural heritage includes tangible and intangible elements such as folk art and
local stories. Its preservation is vital for cultural identity and economic sustainability.
Revitalization design reinterprets heritage for contemporary use, aligning with cultural
sustainability principles. Digital illustration art, as a modern design tool, facilitates the
integration of traditional cultural elements into packaging, bridging the gap between heritage
and modernity.

The packaging design of Yunnan red wine is one of the typical cases (Fig.1), utilizing digital
illustration design with regional characteristics to enhance brand recognition. This wine
originates from Yunnan, a region rich in diverse ethnic cultures and folk handicrafts, where
traditional batik craftsmanship is a distinctive cultural heritage. The designer focused on the
unique modeling techniques of traditional batik, selecting the peacock - an element
symbolizing good fortune, happiness, freedom, and peace in the local people's minds - and
combined it with the image of a Dai ethnic girl to create a composition that depicts a scene of
local cultural life. Through the form of digital illustration art, the packaging emphasizes ethnic
and regional characteristics while strengthening the brand identity of Yunnan red wine.

Figure 1. Yunnan red wine packaging design (2018)
(Designed by BaiXinglLong, 2018)

The packaging design for Tianlang Farm's hollow noodles features a series of designs due to
the product's various flavors, such as pumpkin, spinach, and buckwheat. The illustration
elements incorporate farm animals, product ingredients, and flavor profiles (Fig.2). The
illustration style draws from the local traditional paper-cutting art, executed through digital
illustration techniques, innovating on traditional forms. The digital illustration art presented in
the packaging gives the brand a fun and unique style, blending regional characteristics with
contemporary aesthetics.

Ffoode: I

. A

NOows

(Designed by IDEAFINE, 2023)

The chili sauce packaging design (Fig.3) integrates Sichuan's representative animal, the panda,
with the Sichuan Opera face-changing culture, a unique theatrical art form of Sichuan. The
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panda, the face-changing motifs, and the facial expressions after eating spicy food are
creatively combined through digital illustration, forming an innovative amalgamation of
cultural symbols that showcases the charm of the culture. Each chili sauce variant seems to
play a different role, personality, and emotion, with digital illustration art enhancing the
uniqueness and playfulness of the brand image.

Figure 3. The chili sauce packaging design (2024)
(Designed by BaiXinglong, 2024)

The analysis reveals that digital illustration art effectively revitalizes rural cultural heritage by
translating traditional elements into modern visual languages. It enhances the aesthetic appeal,
cultural depth, and market competitiveness of agricultural products.

Conclusions. This study demonstrates that digital illustration art serves as a powerful tool for
revitalizing rural cultural heritage in agricultural product packaging. By blending tradition with
technology, it preserves cultural identity while meeting contemporary market demands. Digital
illustration art innovatively revitalizes rural cultural heritage by blending tradition with
modernity, transforming packaging into a dynamic storytelling medium that preserves cultural
narratives. It enhances the cultural value and market appeal of agricultural products by
integrating heritage motifs, positioning them as unique carriers of authenticity in competitive
markets.

Acknowledgement: The research is supported by: Annual Project of Shaanxi Social Science
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Department of Education (Project No.: 23JZ025).
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Annotation. The purpose of this study is a comprehensive analysis of managerial creativity
and organizational culture in order to study the relationship between managerial creativity,
organizational culture and their impact on innovation and readiness for change. And also to
identify key factors and mechanisms that contribute to the development of innovative
capabilities and adaptability of modern organizations. In the study, the authors attempted to
assess the impact of managerial creativity on organizational culture. To analyze the relationship
between organizational culture, innovative activity and readiness for change. And also to
outline strategies for the development of creative organizational culture and the implementation
of innovations.

Keywords: Creativity, Change Management, Organizational Culture, Innovation.

Introduction. The modern business landscape requires constant innovation and adaptation to
change. The key factors influencing innovation today are managerial creativity and
organizational culture. Their interaction contributes to the formation of an environment
favorable for innovation and change. Studying this relationship helps to better understand the
mechanisms of formation of the culture of innovation and effective organizational changes.

Theoretical part

The study is based on Amabile’s component theory of creativity, design thinking (Brown,
2009), transformational leadership and Schein's model of organizational culture. Combining
these approaches allows us to understand the influence of managerial creativity on the culture
of an organization and its innovative potential. The table below examines the relationship
between managerial creativity, organizational culture, innovative activity and readiness for
change through the prism of various theories of management, leadership and organizational
development.

Table 1. The relationship between managerial creativity, organizational culture, innovative
activity and readiness for change

Component Theories Scientists Characteristics

- Identifies three key components for creativity:
Expertise, Task Motivation, and Psychological

Managerial Component Safety.
creativity theory of Teresa Amabile |- Psychological safety fosters risk-taking and
creativity (1988) exploration of new ideas.
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Component Theories Scientists Characteristics

- Leaders inspire, intellectually stimulate, and
empower teams, fostering an environment
conducive to creativity.

Transformational [Bernard M. Bass |- Creates a sense of purpose and ownership over
leadership (1985) innovation.

- Identifies three dimensions: Exploitation
(efficiency), Exploration (new ideas), and
Societal embeddedness (social impact).
Organization |Organisational Shane, S. A. - A balanced culture that encourages both
al culture culture model (1992) exploration and exploitation fosters innovation.

Identifies six cultural archétypes : 1. Clan
(collaboration), 2. Hierarchy (control), 3. Market
(competition), 4. Adhocracy (flexibility), 5.
Kim S. Cameron |Internal Process (stability), 6. Mission (purpose).
Competing values & Robert E. Cultures that value innovation tend to be high in
framework Quinn (20006) Adhocracy and Mission.

- Companies can access and leverage external
knowledge sources alongside internal ones to

Innovative Henry drive innovation.
activity in the|Open innovation |Chesbrough - Encourages collaboration and exploration
organization (model (2003) beyond organizational boundaries.
- An organization's ability to identify, assimilate,
Wesley M. and exploit external knowledge.
Cohen & David |- A strong absorptive capacity is crucial for
Absorptive A. Levinthal leveraging external knowledge sources for
capacity theory  [(1990) innovation.
- Unfreeze, change, refreeze model emphasizes
Lewin’s change the importance of creating a sense of urgency for
Readiness for |[management Kurt Lewin change, managing the transition, and reinforcing
change model (1947) the new state.

Source: created by the author on the basis of (1-7)

Methodology. An integrated approach was used, including: Abstract-logical and system
analysis - to structure theoretical aspects and identify patterns. Analysis of data from open
sources was used to study statistics, reports and business cases. Conceptual analysis (review of
scientific literature on managerial creativity, organizational culture and innovation). The case
method helped to study in detail examples of innovation implementation and management
strategies.

Results. Innovation often requires organizational change. Creating a culture that embraces
change is critical to successful implementation. Change management theories emphasize the
importance of communication, employee engagement, and transparent leadership during
change initiatives. Managers who effectively align their creative leadership with their
organization’s cultural values can create a sense of purpose and a shared vision for the future,
fostering engagement and reducing resistance to change). However, integrating analytics and
purpose into the organizational culture (in addition to creativity) is essential to driving growth
and success. Companies that manage to effectively balance these elements are better able to
innovate, adapt, and thrive in an ever-changing business environment (Cvetanovski, 2021).
However, creativity not only drives innovation, it also significantly contributes to business
performance (Brodherson et al., 2017).
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Case studies of some modern companies can serve as examples of successful implementations
or notable failures in developing managerial creativity, developing a positive organizational
culture, promoting innovation, and increasing readiness for change. The table below provides
examples illustrating both successes and failures, as well as key features and common

challenges.

Table 2. Analysis of the practices and results of some well-known companies

Successful case of
Category companies Company failures Key Features Challenges
Balancing
exploratio
Google’s 20% time [Yahoo’s hack days Clear purpose, n and
1.Empowering |(Gmail, Google (lack of dedicated resources, exploitati
experimentation |Maps) implementation) exploration culture on
LEGO’s
mindstorms Kodak’s missed Open communication, | Managing
2.0pen (enthusiast-driven  [digital photography [collaboration channels, | risk
innovation innovation) opportunity external learning aversion
Overcomi
ng silos,
measurin
g
“Theranos”. Charisma |Inspirational creativity
Elon Musk at Elizabeth Anne leadership, and
3. Transformatio |“Tesla” (ambitious |Holmes without empowerment, innovatio
nal leadership  |goals, risk-taking) |substance. accountability n

Source: created by the authors

As the analysis highlights, various factors such as increased experimentation capabilities, open
innovation and transformational leadership play a key role in shaping innovation outcomes.
Managers who align creative leadership with cultural values create a shared vision of the future,
engage employees, and reduce resistance to change. At the same time, organizational culture
serves as a foundation for the development of managerial creativity by creating an environment
of psychological safety, collaboration, and idea sharing. Successful implementation of
innovation requires structured processes, pilot testing, ongoing feedback, and management
support.

And flexible management, inclusive participation, and transparent communication facilitate
adaptation to change.

Conclusions:
1. Managerial creativity helps to create an organizational culture that can adapt and
innovate.

2. Innovation requires change, and creating a culture that accepts change is critical to its
successful implementation.

3. Effective communication, employee engagement, and leadership are key factors in
transformation.

4. McKinsey research confirms that companies with high creativity have better financial
performance (Cvetanovski et al., 2021).

5. A balance between creativity, analytics, and strategic management contributes to
sustainable success (Brodherson et al., 2017).
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6. Managerial creativity and organizational culture have a significant impact on
innovation and readiness for change.
Organizations that develop managerial creativity, cultivate a culture of experimentation, and
embrace design thinking are able to successfully adapt to change and ensure long-term success.
In the context of rapid technological change, such a strategic combination is becoming not just
a competitive advantage, but a necessity for survival in the market.
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AHoOTaNisA. Y T0CTiKEHHI PO3KPUTA TBOPUICTh XY T0KHHUKIB MEpioy He3alIe)KHOT YKpaiHu, y
TBOPYOCTI SKHMX AaKIIEHTOBAHA pOJb Bi3yaJlbHUX HApaTUBIB Yy CY4aCHOMY YKpaiHCBKOMY
xuBonuci. Ilicns 3700yTTst YKpaiHOIO HE3aJeKHOCTI MHUCTEHBKHHA JIaHAMA(PT CYTTEBO
3MIHUBCS 3aBASKH NOCTA0JIEHHIO IIEH3YPH Ta OCUIJIEHHIO B3a€EMOII 31 CBITOBOIO MUCTELIBKOIO
crisibHOTOX0. OTHAK, EKOHOMIYHI TPYAHOIII Ta OOMEKEHHI MOMUT HAa MUCTEITBO CTPUMYBAIIU
0araTbOX XYJOXXKHHUKIB. JIOCHII)KEHHS BHCBITIIOE, SK Cy4YacHI YKPalHChKI XYyIO0KHHKH
BIITBOPIOIOTh CTpPATETiYHI HApaTHBH Ta €MOLIMHWIA CTaH Hallii, HAroJIOUIYIOYd Ha TeMmax
€IHOCTI, COJIAAPHOCTI, TepOi3My Ta CTIMKOCTI. Y MOCHiIKEHHI PO3TIIAJAI0THCS TaKl KIFOYOB1
nocrati, sik O. PoiitOypn Ta M. JKypaBenb, uni pob0oTH NOeAHYIOTh (irypaTuBHI if aOCTpaKTHI
eJIeMeHTH, 010111 HI MOTUBHU Ta CUMBOJII4YHI 00pa3u, 00 nepenaTy K iICTOPUYHi, TaK 1 CyyacHi
ceHcu. AHami3 ixHix poOirt, 30kpema «lIpomannsy», «KapaBamxo» ta «OctaHHsS KOpUMa Ha
3acTaBi», 1OBOJUTH INTMOOKUH B3a€EMO3B'A30K MK 0COOMCTUM MUCTELIbKMM CAMOBUPAXKEHHAM
1 IIUPIIUMU CYCIUTBHO-TIONITAYHUMHE TpaHCopmMalisMu B YKpaini. Pesynbpratu qocmiKkenHs
JEMOHCTPYIOTh, IO Bi3yaJbHI HapaTUBH B YKPAIHCBKOMY >KHMBOIHKCI (OPMYIOTBHCS TMif
BIUTMBOM TIOBCSIKJIEHHOTO JKUTTSI MHTIIB, IXHBOTO IHTEJIEKTYaJbHOTO JOCBiIY, CYyCIUIBHHX
YMOB Ta €MOILIIMHUX CTaHiB, 3pEIITOI0, 300paXXyl0ul BUTPUBAIIICTh, HEIIOKOPY Ta KYJIbTYypHY
CHJIY YKPaiHCBhKOTO HapOmy.

Kuro4oBi cjioBa: Bi3yasbHI HapaTHBH, HAIllOHANbHA 1EHTUYHICTh, Cy4YaCHUH YKpaiHCbKHUN
YKUBOIHC, 00pa30TBOPYE MUCTEITBO, CHMBOJII3M, KYJIbTYpHA 1ICHTHYHICTb.

Beryn. Bennuesnuit BHECOK y PO3BUTOK KUBOMMCY 3pOOMIIM Ta J0CI poOJsATh yKpaiHChKI
muTi. [licns 3100yTTs He3aneKHOCTI YKpaiHM BEKTOP PO3BUTKY YKPAaiHCBKOTO *KHMBOIHCY
3HAYHO 3MIHMBCS, OCKUIBKHU ITOcs1adiia eH3ypa 1 3’ IBUjIach MOXKIIMBICTh BUIBHO CITIJIKYBaTHCS
3 IpeACTaBHUKAMH CBITOBOT'O MUCTELITBA. AJjle BOJHOYAC OIBIIICTh YKPATHCHKUX XYA0KHUKIB
Oy oOMeXeH1 y CBOIX MOXKIIMBOCTSIX Uepe3 CKJIaJH1 pUHKOBI MEPETBOPEHHS Ta BIACYTHICTb
IIMPOKOT0 MOMMUTY HAa TBOPU MUCTENTBA. BakiIMBICTh BUSBIEHHS Bi3yalbHHUX HApaTUBIB Y
poboTax Cy4acHHUX YKPaiHCHKHUX XYJOKHHKIB TOJIATAE B TOMY, III0 BOHU JIEMOHCTPYIOTh CBITY
CTpaTeriuHi HapaTUBU YKpaiHU Ta €eMOLIMHUI CTaH CyCHIIbCTBA, YACTMHOIO SKOTO 1 € cami
XYIO0KHHUKH.

MeTo0 [OCTiPKEHHSI € PO3KPHUTTS OCOOJMBOCTEH Cy4YacHOTO YKpPAiHCHKOTO CTaHKOBOIO
KUBOIMKCY B KOHTEKCTI MPUTAMaHHUX HOMY Bi3yaJbHUX HapaTUBIB.

Metoam nocaizkeHHsl. 3-TIOMDK 3arajJlbHOHAyKOBHUX METOJIB OYyJHM 3acTOCOBaHI METOIU
MOHITOPHUHTY, aHali3y ¥ CUHTe3y. 31 CleUiaJbHUX METOJIIB JOCTIIKEHHS OYyJI0 3aCTOCOBAHO
BI3yalIbHUH METOJ, SKWUH J03BOJIMB BUIUIUTH IEBHI PUCH, L0 CHPUAIOTH OTPUMAHHIO
3arajbHOT0 BPa)KE€HHS BiJl PO3TJISIHYTOTO TBOPY.
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TeopeTrnyHna yacTuHa

VY nocnimkenni P. IllepeTioka BU3HAYEHO, IO XapaKTEPHUMHU Bi3yalbHUMH KOHCTAHTAMHU
micas MoBHOMAacIITabHOro BTOprHeHHs pd B VYkpaiHy craim «HapaTUBU €IHOCTI i
COJIIIaPHOCTI YKPATHCHKOTO 1 MOJBCHKOTO HAPOJIB 32 YMOB POCIHCHKO-YKpaiHCHKOT BIHHU»
(Iepetrok, 2024). Ilpaus T. Ky3nenopoi Tta A. [TogomnsH, y sKid pO3TISHYTO OCOOJIMBOCTI
Bi3yanbHOro o0pasy mca IlaTpona, ik OJHOTO i3 CHMBOJIB pPOCIHCHKO-YKpaiHCHKOI BIHHH,
JI03BOJIMJIA BUSIBUTH 3HAUYIly POJb MHUCTELUTBA y MOUIMPEHHI MO3UTUBHUX MECEIXKIB IMPO
Vkpainy, sk kpainy repoizmy Ta B3aemononomoru (Kysuemnona & Ilomonsu, 2024). CrarTs
H. Ilpuxonpka BUSBWIA KPUTHUYHO BAXKIUBY pPOJIb MHUTIIB y KyJbTypHIA ajganTamii Ta
ColliaNbHIN 1HTErpamii yKpaiHIiB Kpi3b NpU3My MposiBy HarioHansHOro ayxy (Ilpuxombko,
2024). Anaii3 BUIIIEHABEICHUX Ipallb J03BOJIMB BUSBUTH OCHOBHI NEPCIEKTUBH CYy4aCHOTO
YKpPaiHCBKOTO KMBOIKCY B KOHTEKCTI HOT0 Bi3yaJIbHUX HAPATUBIB, CEpell SIKMX: 300paKeHHS
€THOCTI, COJIIIApHOCTI, repoi3My, B3a€EMOIOTIOMOTH T 1HIIKMX BUSBIB HAIlIOHATBHOTO JYXY.
PesyabTaTn. 711 pO3KPUTTS OCOOIMBOCTEH Cyd4aCHOTO CTAHKOBOTO YKPAiHCHKOTO KUBOIIUCY
B CBITJI HWOro BiI3yaJbHUX HapaTUBIB HEOOXITHO PO3TJISHYTH TBOPH HaWBIIOMIIINX
XYHAO0XKHHKIB cydacHOi Ykpainu. Oxnaum i3 Hux craB O. PoilTOypn, sKuii 3MIHUB yKpaiHChKe
MUCTENTBO. J1Ji HOTO KUBOIUCY XapaKTEPHUMHU € MPOSIBU HOMAAU3MYy Ta 010MIHHUX MOTHBIB
y TBOPYOCTi, HAPUKJIIAJI, HA TIOJIOTHAX HOTO KApTHUH 3yCTPIYa€ThCS 300paKEHHS YOJIOBIKa Ta
KIHKU SIK TTOCWJIaHHS Ha icTopito npo Anama i €By (IliHueBcbka, 2009). O3HaKOIO BILTUBY
Homagm3My Ha O. PoiiTOypna crano BHKOPHUCTaHHS HHM cHenu(ivyHOi HayiTpu CMiXOBOi
Tpaauuii, mo Bu3HaueHa MeHTanbHICTIO Onecu (IlerpoBa, 2022). Takox O. PoittOypna
pearyBaB 1 Ha BUKIIMKHM CBOTO Yacy; MPUKIaoM doro € kaptuHa «[Ipomasaii, KapaBamxo» (In.

).

Lnocrpaunis 1. O. 0171T6ypzz. [Ipomagaii, KapaBamxo.

Temoro kaptunm «IIpomasaii, KapaBamko» € peakiiis PoittOypaa Ha Bukpaaenss 3 Oaecbkoro
my3eto nonotHa «llonimyHok HOau». ¥V Hil 3HauHMI akueHT 3po0iieHO Ha o0pasax, KOTpi
J071aB Y KapTHHY CaM XyJIOKHUK, CEpel SIKUX KIIFOYOBUM €JIEMEHTOM € KPUBOJiHIiHA popma
CXO’Ka Ha PYKy, 1 MOPIBHSAHO 3 3arajbHOI0 KOMIIO3MIII€I0 BUKOHaHAa B 3HAYHO CBITJIIIMX
Konbopax. Ha Hamry mymKky, 11 MOXKHA pO3TJISIaTH SIK aKIEHTAIlil0 TOro, M0 BUKpajadi
MOLYIHUIN TOJOTHO BIacHUMH pykamu. llle ogHuM mpukinagoMm peakuii XyZOXKHHMKAa Ha
yKpaiHChKI oJ1i cTana kapTuHa « OcranHii kabak y 3actaBu» (I71. 2), sika Oyina HamucaHa HUM
micisg movyaTky BilfHM Ha cxofi Ykpainu y 2014 porii.

99



Lmoctpanis 2. O. Poiitoypn. OcranHiii kabak y 3aCTaBH.

Amnaniz kaptuan «OcTaHHIA Kabak y 3acTaBW» JO3BOJHMB BHSBHUTH, IO 1I Bi3yaJbHUM
HapaTUBOM € OYIKyBaHHS XYJOKHHUKOM 3MiH y pocii, sKi BiIOyIyThCsl BHACHIIJIOK CMEPTi
IUKTaTopa B. MyTiHA. O3HAKOIO IBOTO € HU3Ka CUMBOJIB Ta 00pa3iB, a came JikapiB J»oHa
Yeiina it Binbsima Ctoykca, ikl TPUMAIOTh CUMBOJIM cMepTi iMrieparopa [1aBna (Tabakepky) i
POCIHCHKOT arpecii («KOJIOPaIChKy CTPIUKY»).

[lle ogHMM BIUIMBOBHM Ta IIKaBUM YKpPAiHCBKUM Cy4YacHHM XyZO)XKHUKOM € M. XypaBensb,
koTpuii, sk 1 O. PoittOypa, moemnyroun ¢irypaTuBHi # aOCTpakTHI €JIEMEHTH, 4YacTo
BUKOPUCTOBY€E O10JiliHI MOTHMBHM y CBOIX MOJOTHaX. Tak0oX XapaKTepHOI OCOOIMBICTIO
TBOPYOCTI IIHOTO Xy IO’KHHUKA € J1aJIOT 31 CBITOM apXaiku yepe3 300paKeHHsI TOTEeMHUX 00pa3iB
(Crosn, 2020). ITinTBepmxeHHsAM I1i€l Te3U € kapTuHa «Beprmuk» (L. 3).

-

LmocTpanis 3. M. )KpBeL. Bepunuk.

Kaptuna «Bepurauk» neMoHCTpye apxaiyHy CYTHICTh 4epe3 00pa3 caMoro KIHHOTHHKA, STKUHA
CXO’KUH Ha CBATOrO MiJl 4ac MOJ0POXKi, a0 3K Ha BOiHa XPecTOBOro MOXoAy. BepiiHuk y Beix
KyJbTypax OyB yocOoOJ€HHSIM BiJBaru Ta BUTPHUBAJIOCTi, TOMY, Ha Hally TyMKY, depe3 HOro
00pa3 IeMOHCTPYETHCS Bi3yalbHUI HapaTUB HEOE3MEYHOro Ta 3aXOMIMBOro HUisIxy. Lle moxe
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OyTH SK BHUSBOM OCOOMCTOI ITOJI XYAOXKHHUKA, TaK 1 HOTO OIIIHKOK MaiOyTHBOTO CBOTO
OTOYCHHSI Y HaBITh yCi€l YKpaiHu.

BucnoBku. O1xe, aHaIi3 KAPTUH CY4aCHUX YKPATHCHKUX XyJIOKHUKIB JO3BOJIMB BH3HAUUTH,
10 Bi3yaJIbHI HapaTHBU B CYy4acHOMY CTAHKOBOMY YKPaiHCHKOMY >KHBOIIHCI 3aJIeXKaTh BiJ
no0yTy Ta IHTEpEeCiB KOHKPETHOTO XYAOKHUKA, HOTO I1HTEJIEKTYaJbHOTO pIBHS, CTaHY
CYCIIJIbCTBA, YAaCTUHOIO SKOTO BiH €, a TaKOX HOTo BJIACHOro emouiiiHoro crany. Cepen
OCHOBHHMX Bi3yaJIbHUX HapaTHBIB OyJ0 BHSBICHO NMPOSBU €THOCTI, MPOTUIII arpecii, BiaBaru
Ta BUTPUBAJIOCTI YKPATHIIIB.
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Annotation. This study explores the works of artists from the period of independent Ukraine,
focusing on the role of visual narratives in contemporary Ukrainian painting. After Ukraine
gained independence, the artistic landscape changed significantly due to reduced censorship
and increased interaction with the global art community. However, economic difficulties and
limited demand for art constrained many artists. The research highlights how contemporary
Ukrainian painters reflect the nation’s strategic narratives and emotional state, emphasizing
themes of unity, solidarity, heroism, and resilience. The study also examines key figures such
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as O. Roitburd and M. Zhuravel, whose works integrate figurative and abstract elements,
biblical motifs, and symbolic imagery to convey both historical and contemporary meanings.
Through an analysis of their works, including Farewell, Caravaggio and The Last Tavern at the
Outpost, the study reveals the deep interconnection between personal artistic expression and
broader socio-political transformations in Ukraine. The research methodology includes
monitoring, analysis, synthesis, and visual examination to identify key artistic features that
shape the overall impression of contemporary Ukrainian painting. The findings demonstrate
that visual narratives in Ukrainian paintings are influenced by artists' daily lives, intellectual
backgrounds, societal conditions, and emotional states, ultimately portraying the endurance,
defiance, and cultural strength of the Ukrainian people.

Keywords: visual narratives, national identity, contemporary Ukrainian painting, fine art,
symbolism, cultural identity.
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Annotation. The creation of ethical digital environments has become one of the major
manifestations and causes of concern in the development and application of digital
technologies today. Because of their profound social, economic and humanistic implications,
the development and applications of technological virtual realities are areas for ethical
reflection and regulation. The question is, what are the basic assumptions underpinning the
impact of ethical regulation that would enable the common development and application of a
system of universal ethical principles in different regions and cultures of the world? It is
important to design digital infrastructure that can better accommodate multicultural and
pluralistic views from its foundations. It is insufficient to look at only the responses and
influences of culture on technology without considering how the technology can be adapted in
anticipation of, and to support, pluralistic multicultural perspectives in its original design.
Keywords: Digital Environment, Creativity, Pluralistic Ethics.

Introduction: The significance of ethical regulation of digital platforms as a source of
worldview and value attitudes becomes unquestionable in the face of the challenges of the Al
(Kantar, Bynum, 2021; Barmeyer, Mayer, 2020). Different cultures disagree on shared
universal moral judgments because they are based on unique worldviews and value systems,
and there is no universally accepted epistemically reliable way to resolve such moral
disagreements.

What are the main theoretical assumptions underlying ethical regulation that would enable the
creation and application of a common system of universal ethical principles regulating the
ethical development, management and use of digital technologies in different regions and
cultures of the world? We state that intercultural digital ethics includes and analyses wide-
ranging ethical problems arising from various globalization-induced processes for human
consciousness, societies and cultures from a multidisciplinary perspective, with the aim of
identifying existing different cultural and value beliefs and adopting intercultural agreements
on the universal application of relevant ethical principles (Ess, 2008; Himma, 2008, etc.) The
thesis of this paper is that pluralistic ethical approach can help to identify existing different
cultural and value beliefs, define universal ethical principles, based on which intercultural
decisions and agreements would be made in the digital environment.

The main aim of the paper is to reveal the possibility and significance of pluralistic ethical
approach on creating ethical digital environment.

Analyzed problem: what possibilities are for applying pluralistic ethics in creating an ethical
digital environment.

An object is the analysis of metatheoretical assumptions of the pluralistic ethical approach in
creating digital environment.

Objectives of the research: 1) to analyze the conceptual foundations of pluralistic ethics; 2)
to explore and reveal the impact of pluralistic ethics in creating an ethical digital environment.

Theoretical part

In this paper the major findings and the theoretical contribution of this analysis and identify
areas for future research. First, the issues of the pluralistic ethical approach are revisited and
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evaluated the effectiveness of the theoretical orientation in addressing these questions. Second,
the key research findings are analyzed in relationship to the literature and the contributions the
investigation makes to the impact of digital reality. Finally, paper discuss the limitations and
examine the implications of the impact of pluralistic ethical approach on ethical regulation in
digital reality for future research and practice.

The pluralistic ethics cannot be treated only as philosophical theory, because the problematic
field of this ethics consists not only of metaphysical or metaethical questions, but also of
specific technical problems: R. Capurro (2008), C. Ess (2021; 2019; 2020a; 2020b), L. Floridi
(2012); M. Coeckelbergh (2020); B. Cantwell Smith (2019); M. Rozkwitalska, M. Chmielecki,
S. Przytula, L. Sulkowski, and B. L. Basinska (2017); N. Kantar, and T. W. Bynum (2021).
Pluralism in ethics means confronting different and completely incompatible value systems
and worldviews. However, in a digital reality where ethical pluralism is tolerated, there is a
need to agree on the parameters of the ethical use of digital technologies, which would already
quite strongly limit the frameworks of tolerance and weaken the overcoming of the perspective
of ethical relativism. Ethical pluralism, similar to ethical relativism, recognizes the diversity of
different ethical systems, but unlike relativism, emphasizes the principle of objective equality
of ethical systems, rejecting the influence of benefits, power, various political or economic
interests on the existence of different ethical systems. Of course, conflicts due to the clash of
different worldviews and value systems cannot be avoided, so different states apply various
political measures in order to prevent the emergence of such conflicts. The question is, is it
possible to avoid this cycle of value conflicts and reconcile different worldviews and values in
some politically and ethically acceptable way?

Forms of pluralism vary depending on the different philosophical traditions of the East and
West, a detailed analysis of which is provided by Charles Ess (2006). On the basis of the
performed analysis, we can single out the most important forms of ethical pluralism currently
dominant in Eastern and Western cultures:

1) Modus vivendi pluralism recognizes existing differences between cultures and people, but
rejects the possibility of a common value basis between different cultures and approaches, so
this type of pluralism is inseparable from constant value conflicts and worldview
confrontations (Ess, 2006);

2) Robust pluralism is based on Lawrence Hinman's idea that incompatibility and differences
are essential features of the moral field and can become a moral advantage over other ethical
perspectives (Hinman, 2012);

3) Liberal pluralism seeks to justify different forms of connections between different ethical
systems based on John Rawls' concept of disinterested consensus (Rawls, 1993);
4) Complementarity pluralism is based mostly on Charles Taylor's concept of compatibility,
which aims for the compatibility of different ethical positions, which would ensure a positive
possibility of ethical consensus formation among different participants (Madsen, Strong,
2009);

5) Interpretative pluralism, the essence of which consists of Plato's theory of ideas and the
concept of pros hen formed in Aristotle's Metaphysics, substantiates the idea that more than
one ethical decision conditioned by different interpretations is possible, associated with
universal ethical norms (Ess, 2006).

Interpretative pluralism seems to ensure diversity in the interpretation, application and
understanding of ethical standards, which is a crucial advantage in the development and
justification of the digital reality. Interpretive pluralism recognizes the cultures and traditions
that exist in the world differences in traditions and diversity of ethical systems and their
equivalence. There is always a danger that some political or economic structure with greater
power and influence may start to practice ethical-cultural imperialism and impose a value
system favourable to the regime. The digital reality is open to a variety of interpretations of
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normative ethical principles. However, as Maria Joseph Israel and Ahmed Amer point out in a
recent publication, interpretive pluralism, praised by Aristotle's concept of prose hen and
Confucius' ren ethical principle, enables a sustainable link between different points of view and
the adoption of one common decision (consensus) (Israel, Amer, 2021).

Methodology. The methodology of the paper consists of theoretical research methods. This
design of the methodology was determined by the topic analyzed in the paper. The main
research methods used in the paper: analysis of scientific sources, comparative and systematic
text analysis, text interpretation and logical deduction research methods, based on which the
main assumptions and arguments underlying pluralistic ethical approach were analyzed.

The main scientific results of this paper are to be found in the philosophical analysis of the
impact of pluralistic ethics in creating an ethical digital environment. This theoretical study
contributes to the development of the scientific philosophical discourse on the better
understanding of ethical regulation of digital reality.

Conclusions. FEthical regulation of digital reality that seeks to avoid imperialistic
homogenization must conjoin shared norms while simultaneously preserving the irreducible
differences between cultures and peoples. We state that pluralistic ethical approach on digital
reality may full these requirements by taking up an ethical pluralism. Both traditions (West and
East) understand ethical judgment to lead to and thus require ethical pluralism: an acceptance
of more than one judgment regarding the interpretation and application of a shared ethical
norm. Both traditions invoke notions of resonance and harmony to articulate pluralistic
structures of connection alongside irreducible differences.

It is important to design digital infrastructure that can better accommodate multicultural and
pluralistic views from its foundations. It is insufficient to look at only the responses and
influences of culture on technology without considering how the technology can be adapted in
anticipation of, and to support, pluralistic multicultural perspectives in its original design.
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Annotation. The thesis reveals the role of Valery Hegamyan (1925 — 2000) for the higher art
education of Odesa, namely, his influence on the artistic traditions of the Faculty of Art and
Graphics of the Ushynsky University. The peculiarities of the artist's work, in particular, the
plastic language of his drawings and paintings, are considered and analysed, taking into account
the experimental nature of the artist's work.

Key words: Odesa, art school, art and graphic faculty, Valery Hegamyan, experiment.

Introduction. The study of the work of Valery Arutyunovych Hegamyan is of particular
importance for understanding the uniqueness of the Odesa School of Art in general and, in
particular, the artistic traditions of the Faculty of Art and Graphics. The artist's unique work
has been considered in many scientific articles by Ukrainian researchers (Afonina & Yur, 2023;
Zhadeiko, 2019; Smyrna, 2017; Kotova, 2008 and others). Despite the available theoretical
studies, the study of many aspects of the artist's work, his work continues to be the subject of
research, and his role in the formation of the Faculty of Art and Graphics is an aspect that has
only been outlined for study.

The purpose of this study is to analyse the works of Valery Hegamyan to determine their
artistic features.

Theoretical part

Odesa is a unique phenomenon among other artistic centers of Ukraine. The works of Odesa
artists have always been full of freedom, a reminder of the constant movement of the waves of
the ever-changing Black Sea and the salty taste of the wind that blows through the golden-red
Black Sea steppe, where the air, heated by the sun, vibrates and melts the horizon. Filled with
sunshine, light and shrouded in a silvery haze, the city is captured in a multitude of artistic
works. In the multicultural space of Odesa (where representatives of one hundred and thirty-
three nationalities live), fine art has always reflected the diversity of opinions, views, and
artistic tastes; it has had several vectors of development. This feature proved to be key to the
formation and development of the Odesa school of art (which dates back to the nineteenth
century), marked by a number of cultural influences, versatility and diversity. The
characteristic feature of the artistic method of the Odesa school of painting was impressionistic
visions, determined by the very conditions of the south, where the main thing was the search
for harmony through the subjective experience of light, colour and space (Afonina & Yur,
2023). At the same time, the Odesa school of painting was associated with the names of such
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famous artists as D. Burliuk and W. Kandinsky, whose work was focused on the experimental
search for the avant-garde. These two vectors of artistic trends were preserved and further
developed as realistic art (mainly plein air) and alternative art (such a cultural and artistic
phenomenon as ‘Odesa nonconformism’ of the 1960s — 1990s). The work of Valery
Arutyunovich Hegamyan belongs to the alternative movement.

Hegamyan played a leading role in preserving the traditions of experimentation in the Odesa
art school, namely at the Faculty of Art and Graphics of Ushynsky University. It is known that
the painter, monumentalist, graduate of the Yerevan Art Institute (M. Saryan's workshop) V.
A. Hegamyan was the first dean of the FAG, one of the founders of the higher art school, who
made efforts to enrich it with updated stylistic trends. His professional pedagogical activity is
an example of high service to art, and his work is a humanistic absolute, not a reflection on the
transient.

A person has always been at the centre of the artist's artistic practices. Throughout his creative
life, Valery Arutyunovich Hegamyan turned to ethnic images in his work, carefully exploring
national characters. He was inspired by the aesthetics of Armenian, Kurdish, and African types.
He often turned to the national images of Ukraine, where he lived for half his life. A number
of Ukrainian types, mainly Carpathian, were created by him in the 1960s and constitute a
significant artistic heritage: studies, rich sketch material, and plot compositions.

Figure. 1. V. Hegamyan. Ukrainian woman. Canvas, oil. 255.5 x 168.5 cm. 1960s.
Figure. 2. V. Hegamyan. Hutsulka with raised hands. Cardboard, oil. 254.5 x 173.5 cm.
1960s.

R

It should be noted that at that time, addressing national themes was not mainstream, however,
V. A. Hegamyan worked in this direction, going beyond the standards set by the requirements
of the time. The scale of Valery Arutyunovych Geghamyan's personality, the uniqueness of his
style and his personal contribution to the art education of Odesa convince us of the need to
honor the artist's memory with dignity.

Conclusions. The Odesa School of Art was based on the tradition of classical academic art,

impressionist trends and experimental art, the most prominent representatives of which were
D. Burliuk and W. Kandinsky (early twentieth century), nonconformist artists (1960s — 1990s).
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Valery Arutyunovych Hegamyan, who headed the Faculty of Art and Graphic Arts at Ushynsky
University, was a representative of art alternative to official academicism, which significantly
influenced the teaching methods and further development of his students. The artist's work is
characterised by a focus on experimentation and monumental stylistics: generalisation,
stylisation and constructive interpretation of the form structure; rich, bright colours; intense
contrasting tonal palette.
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OPHAMEHTAJIbHI KOMITIO3UIIII B CYUACHUX MYPAJIAX:
TF'APMOHIBALIA ITPOCTOPY 3ACOBAMMU CTPYKTYPYBAHHA
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AHoTaniAg. B pocnimpkeHHI pO3IIsSHYTO OpPHAMEHT, BKJIIOYEHHUH y KOMIIO3MILII CydacHHX
MypalliB, Ta BHSABJICHO MOTO 3HAYCHHS UIsI CIPUHHSATTSA MICBKOTO cepeloBuIIa. BuBueHO
MOHYMEHTAJIbHO-IeKOpaTUBHI koMmo3ullii moyatky XXI croniTts Ha OyaiBisax B YkpaiHi Ta
KpaiHax €Bporu. B mictax YkpaiHu cTBOpeHi po3mucu 3 o0pa3aMu KIHOK y TpaJuLiiHUX
BOpaHHSX 3 OpHAMEHTAIbHUM 037100JIEHHSM, 1110 HECe B COO1 apXeTUIiYHEe 3HaYeHHS. TaKox
PO3TMOBCIOKEHIUMH € KOMITO3HUIIi1 31 CTPYKTYpaMH CTPIYKOBUX OCBOBUX OPHAMEHTIB BUIITHBOK
Ta PO3MUCIB, IO MalOTh IMUOMHHY cUMBOJIIKY CBitoBoi oci um JlepeBa Kutrsa. IloniOHi
KOMIIO3HUIIi CIIPUSIOTh TAPMOHIi 1 YCTaJIGHOCTI Y CIPUIHSTTI OTOYYIOUOTO CBITY B MPOCTOPI
«IHTEp’€py» MICTa, MalOTh BEJIMKE 3HAUYEHHS Y BUXOBAaHHI CMaKy Ta MOBAard A0 KyJbTYpHOI
CTaJIIIMHU HAPOTY.

Kiaro4oBi  ciaoBa:  opHaMeHT,  MypaJd,  MOHYMEHTaJbHO-IAECKOPATUBHI  PO3IHUCH,
CTPYKTYpYBaHHsI, TapMOHi3allisl, IPOCTIp MicCTa.

Beryn. CriHomnuc sk BUJ MOHYMEHTaJIbHOTO MUCTENTBA ICHY€E BIPOJIOBXK 0ararbox CTOJITH,
TO HaOyBarO4M OITBIIOrO PO3MOBCIOKEHHS, TO 3[al0YH TMO3MIII{ MEePIIOCTI 1HIIUM, OLIbII
kamepHUM (popmam. Y kil XX — Ha nodatrky XXI cTomITTS MOHYMEHTaJIbH1 KOMITO3ULIT 13
MEBHUM OOPa3HUM 3MICTOM — «MYpaji» 3HOBY CTaJIM MOMYJSIPHUMH SIK 3aci0 OHOBIICHHS-
MIEPETBOPEHHSI «IHTEP €PY» MICTAa YU SIK MOXJIMBICTb BHUCJIOBUTU Ha IIMPOKHIl 3araji MeBHI
colianbHO 3Hauymli 3MmicTH. Popma y TakuX MacHITAOHMX 300pakeHHSAX € 0CO0JIMBO
BAYKJIMBOIO, OCKIUIBKU BIJ HEl 3aJIeXKUTh IITMOMHA COPUMHATTS 00pa3y BEJIMKOIO KUIBKICTIO
Aayxe pi3HuX Jrojaed. Mypanu ¢GopMyloTh CepeloBHUINE MICTa 1 MOXKYTh «IIPOIpaMyBaTH,
HaJIAIITOBYBATH COLIIYM Ha MEBHY «XBUJIIO» PEaKLIi.

VY cyuyacHHX Mypajax mops 3 (IrypaTUBHUMH KOMIIO3UIISIMH 3 SIBISIOTBCS 300pa)KeHHs
OpHAMEHTY, 110 € OKPEMHUM BUOM JEKOPATUBHOTO MUCTEITBA 31 CBOIMU O3HAKAMH 1 IKOCTSIMH,
TO I[IKaBO JJOCIIIUTH 11 TBOPH 1 BUSBUTH iX BUpa3Hi MOXKIIUBOCTI.

MeTo10 1aHOTO JOCTIIKEHHS € BUBYEHHSI OPHAMEHTAJIbHUX KOMITO3UI1H B Cy4YaCHUX Mypasax
VYkpainu 1 €Bponu Ta BUSABJIECHHS 3HAUEHHS OPHAMEHTY y (OPMYBaHHI CHPUHHATTS 00pasy
MOHYMEHTAJIbHOI YKMBOIMCHOI KOMITO3HUII].

TeopernyHna yacTuHa

VY paAsHCHKI Yacu Ha TepeHaX KpaiHH iCHyBaJla MPaKTUKa OPOPMIICHHS BEIUKUX TPOMAICHKUX
OyaiBenb MO3aiYHUMH, PETbeHUMH YU PO3MUCHUMH MOHYMEHTAIHHO-/IEKOPATHBHIUMH
KOMITO3UIliSIMA 3 oOpa3aMu TPYyAIBHHUKIB 1 TPYAIBHUIb, T'e€pOiB BiiHH, KOCMOHABTIB YU
1HKeHepiB. [cHyBaso 3aMOBIICHHSI JIep>KaBH Ha BUKOHAHHS MTOAI0HUX poOiT [ytst wieHiB Cijaku
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XYyJIOKHUKIB. Y Mepioj] CTAHOBJICHHsI Y KPaiHChKOI CaMOCTIHHOI JIep’KaBH CTHIIb COIIPEaTi3MYy,
0 TIaHyBaB y MOMEpPEIHIN MmepioJ, mepecTaB iCHyBaTH, 3aMOBJICHHS Ha MOHYMEHTAJbHE
0371001eHHs 3HUKII0. Ha meBHu yac mepecTaii BAHUKATH 1 HOBI MOHYMEHTAJIbHI apT-00’ €EKTH.
[Iporpec y HOBUX 300pakalIbHUX 3aco0ax He CToiTh Ha wicmi, i 3 2010-x pokiB y
€BponenchbKUX MiCTax 1 MicTax YKpaiHu 3 sSBISE€THCS BeJIMKa KUTbKICTh MypalliB, CTBOPCHHUX
CYyYaCHHMH, CTIMKUMH /IO BIUIMBIB HABKOJUIIIHHOTO CEPEIOBUINA i BUTOpaHHS, papbdamu He
TUIBKH TPaJAMIIIHHUM CIIOCOOOM HAHECEHHS IEH3JIMU 1 BAJIMKaMH, a W OaJIOHYMKAMH 1
aBTOMATH30BaHUMH pO3NWIOBaYamMu ¢GapOu, 4Yu B3arajli — «poOOTaMU-MypaliCTaMm.
Mypainy BBIMIILIN B )KUTTS MICT, IEPETBOPHIIH ITyCT1 CTIHM BUCOTHUX Oy AiBENb Y 300parkanbHi
MPOCTOPHU JJIsi BUPAKEHHS 1/1ei Cy4acHUX MUTIIIB.

Cepen CrokeTiB, IO YacTiie MOXXHA IMOOAYMTH B YKpaiHi 1 IHIIUX MICIIX — YMOBHI
KoMMo3ulii 3 oOpasamu Jroed, y PI3HHX pOJIAX 13 pI3HUMHU arpuOyTaMu YW B3araii 3
nepcoHaxkxamu Qaynu. Cepea HbOro po3MAiTTS IIKABO BIJA3HAUYWTU BUHUKHEHHS OCTaHHIM
94acoOM PO3IHUCIB 3 BKIIOYCHHSM OPHAMEHTAJIbHUX YaCTHH UM B3araji TUIbKHA 3 OpHAMEHTaMH.

BaxiuBo HarojgocuTtd, IO OpHAMEHTajdbHE 300pakKeHHS BIJIPI3HAETHCS BiJ MPOCTO
TrE€OMETPHUYHOr0 YU (DIOPHUCTUYHOTO MOTHUBY, THUM, IIIO Ma€ YCTaJeHY, CTBOPEHY BOJICIO
JIOJIUHH, CTPYKTYpPOBaHy KOMITO3UI[iI0, OCHOBaHY YM Ha MPUHIUIAX CUMETPii (CTaTUKU), YU
Ha TIOBTOPIOBAHOMY PUTMI paropTy y cMmy3i, Koui uu citui. Lle nae monuni, ska TMBUTHCS HA
noaiOHI 300pa)keHHS, BIAYYTTS YHOPSAIKOBAHOCTI CBITY, CTPYKTYpOBaHOIO PUTMY HOTO
ICHYBaHHSI, Ha/Ia€ acoIliaIlii 3 MOJACIUTIO HEMTOPYIIHOTO BCECBITY, KOCMIYHOTO TIOPSIKY, 00pa3y
pato. He BumagkoBo, KylbTypa KOXKHOTO HapoJdy Mae€ CBOIO 300pa)kalibHy OpHAMEHTAJIbHY
CHCTEMY, 31 CBOEIO CHMBOJIKOI, MOTHBAaMH, KOJOPHUCTUYHMMH MO€THAHHAMHU. Hapomane
MUCTEITBO B yCiX HOTo MposiBaX Ma€ OPHAMEHT HE TIJIbKHU 1 HE CTIJIbKH, 5K 3aCi0 031001eHHS
(mpUKpalanHs), ajie MHpIIe — NEPETBOPEHHS — «IIPEOOPaKEHHSD CBITY 1 HAIIOBHEHHS IIUMHU
i7eanizoBaHUMHU 3MIiCTO-(hopMaMu MOOYTy JIOAWHU. THUM camMUM 3BHYaliHE MOBCSIKICHHS
Ha0yBae CaKkpalli30BaHOTO PUTYAILHOTO CEHCY.

MonyMeHTallbHe MHUCTEITBO IO CYTi, 100 BUKOHYBaTH MpUTaMaHHy HoMmy (QYHKIIIIO, Mae
HECTH 3HAYYIIMH 3MICT 1 MaTH BiANOBiIHY BUpazHy (opmy. He Bci koMIo3uiii BeIMKOro
(dopmaTy MOXHaA 3 BHEBHEHICTIO BITHECTH J0 MOHYMEHTAJILHOTO MHUCTELTBA. Y BHUIMAJKY 31
CTPYKTYpPOBAaHMMH OpHAMEHTaMH — IIi €JEeMEHTH MOXYTh JOJaBaTH 300paKCHHSIM
ApXETUIIYHOTO 3MICTOBOTO MiAIPYHTSI.

HaBenemo kinbka npukianis. B Ykpaini, ge Bxke 11 pokiB TounThes BiliHa, a 3 2022 poky iae
MOBHOMAcCIITa0HE BTOPTHEHHS POCii 3 METOI 3HUIICHHS YKPaiHCBbKOI KyJIbTypH, OCOOIMBO
rOCTPO MOCTAJIO MUTAaHHS MpPOsIBY camoileHTHdiKalii depe3 3BEpHEHHS [0 CHaAIUHU
JiTepatypu, o0pa30TBOPUOro, JEKOpaTHMBHOTO MHcTenTBa Tomo. Cepeln MypaliB y MicTax
KpaiHu 3’4BIAIOTHCS OOpa3sd yKpaiHOK Y HapOJHUX KOCTIOMax 31 CBATKOBO PO3IIUTUMHU
OpHAMEHTAILHUMH pyKaBiBKaMu: 30kpema, mypai «Jlecs Ykpainka» B Kuesi mobmuzy metpo
«3o010Ti BopoTa» Ha ByJ. CTpinenpkii, 28, sskuit ctBopuB y 2015 poi aBcTpaniiicbkuil cTpiT-
apT XyaoxHHUK ['Bi1o BaH XenTeH B pamkax npoekty «City Arty, HaIUXHYBIIUCH Bipiiem Jleci
VYkpainku «Konanis» (badunens, 2017); Kuicbkuit Mmypan Ha 16-T1 moBepxoBoMy OyIHHKY
«/liBunHa y BummBaHLi» (2015), ne 300paxeHo NOpTPeT AIBUYMHM, KA PUMIPSE BUILIUBAHKY,
Toro  aBtopa — ['Bimo Ban Xenrena Ha OynbBapi Jleci Vkpainku, 36A (Mypan «Jlecs
VYkpainka», 2016).
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Lmoctpanis 1. ['Bino Ban Xenren. Mypan «Jlecs YKpa'iHKa»; 2015. KH’iB,ByJI. Crpinenpka,
28
Lmoctpanis 2. I'Bino Ban Xenren. Mypan «/liBunna y BummBanii». 2015. Kuis, OynbBap
Jleci Ykpainu, 36A

OOpa3u yKpaiHCBKUX KIHOK-OepernHp 300pakeHi y IBaHO-@paHKiBCbKY 1 UYepHiBLSIX
(Yepnisui, [epmmii mypan, 2018). Apxetun xiHKH-MaTepi HIOM CTa€ Ha 3aXUCT IMPOCTOPY 1
moAed y HboMy. XyI0KHUKH MOETHYIOTh MUHYJIE 1 Cy4aCHICTb.

OxpemMO X04eMO TOKa3aTh MypajH, SKi CTBOPWIA 32 MEXaMH YKpaiHM MUTII, SK 3HAK
OIATPUMKM YKpaiHu, 1mo OopeTbcs 3a He3anexHicTb. lLle mpoektn posmnuciB y JIutsi
(ITomikoBcrka, 2023) i Icnanii (Haymosa, 2023).

Lmroctpanis 3. FOpiit Ta Mapra [liTayku. Mypain «I'yirynka 3a HoyTOykom». 2018. IBano-
®pankiBceK. ByJ. TponeibycHa, 4
Lmroctpanis 4. IOpiit Ta Mapta [litayku. /liBunHa y cTpoi 3 3acTaBHIBCHKOTO paiioHy.
YepHiB1i, ByJ. YHIBEpCUTETChKa, 24

VY 2023 poui y BinbHroci BIIKpHIu BeauuesHuii Mmypan «HesnamHay, siky OyJ0 CTBOPEHO 3a
JIOTIOMOT'010 po0oTa «myparictay Anpbepra. Ha po3nuci 300pakeHa ykpaiHChbKa BOJOHTEpKa
13 3anopixoks TerstHa J{poGots 3 pobotu ¢dororpaduni Onenn Turapenko. B Icmanii y
Kopnosi 2023 poky 3’sSBUBCS CTIHONHUC, MPUCBSYCHHWM BiiiHI B YkpaiHi. JXiHka 3 IUTAM
OyKBaJbHO OTOpHYTAa TPATUIIMHUMU OpHAMEHTaMH, SIK CEPEIOBHIIEM IaM sITi MPEKiB, 1100
He niepepuBaBcs pif. ABropu — muTill 3 Kuesa Onbpra Ta Muxaiino Kopookoswu.
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Benuki opHaMeHTanbHI KOMITO3HIIT MOKHA 3ycTpiTH K B Ykpaini (KuiB, XapkiB) Tak 1 B
IHIIKX KpaiHax Q}ysia, [opryranis, ®panuis).
2 \,g ) S |

ﬁm&pauin 5 Mypan «He3zna
LmocTpanis 6. Onbra i Muxaiino KopoOkosu. 2023. Mypan «Matu 3 HeMOBIsSiM». IcnaHis,
Kopnosa

OpHaMeHTH BHUILMBAHOK 1 TPAIULIMHUX PO3NHUCIB CTBOPIOIOTH HA OYAIBISAX CTPYKTYpOBaHI
Beptukaiui Oci cBiTy, cipsiMoBaHOi 10 HeOa. BOHM TakoX MOXYTh CIpUAMATHCS SIK CBOEP1IHI
Hepesa Xurrs.

MRS ¢

Limoctpanis 7. Onena Kynina. Mypan «Bummuankay. 2019. Xapkis, Byi1. Mupa, 48
Lmroctpanis 8. ['pyma Kailas-V. Mypan «IlerpukiBcekuii po3nucy. 2017. Xapkis, BydI.
Tpaktopoctpoutenei, 148
Lmioctpanin 9. Tina YUeproBa. Mypan «Georgian ornamenty. I'py3is, Kyraici

v .
S

R
o

Lmroctpanis 10-11. FOnis AGpamoBa. «Jletsate xypasni». Kuis. Ocokopkw, 2
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VY Kuesi y 2022 p. B paiioni OCOKOpPKH CTBOPEHO HANAOBIINK B YKpaiHi MaTpIOTUYHUN Mypas
y CTHITICTHUII YKPaiHCHKUX BUTHHAHOK. B #oro ocHoBy nsirmu imoctparii FOmii A6pamoBoi 1o
BucTaBH «JIeTsaTh xypanii». Jlo HOro CTBOPEHHS AOTYYHIUCS XYJOXKHHUKH, BOJIOHTEPH Ta BCi
0X04l MICTSHHU.

LmocTpanis 12. lioro Mauano, Bin ke Add Fuel. Mypan Jlicabon, [TopTyramnis
Lmoctpanis 13. ITonscbki Mutii NeSpoon. Mypain y M. FOddinbsak, @panuis

BucHoBku. J{ocikeHHs IPaKTUKK CTBOPEHHS MypajiB, iX 3MICTOBOI 1 TEXHIYHOI OCHOBH, a
TAaKO’X HaBEICHI MPHUKIAAM TBOPIB B YKpaiHi Ta €Bpomi MO3BOIMIM 3pOOUTH HACTYIIHI
BUCHOBKH. [IpOTSroM OCTaHHBOIO JECATWIITTS CTadM AaKTUBHO 3 ABIATHCA Mypajd 3
HAI[IOHAJILHOI0 TEeMAaTHKO0, JI¢ BKIFOUYCHI OPHAMEHTAJbHI YaCTUHU YM IUTICHI KOMIO3HIIIT
OpPHAMEHTIB TpaJMLIHHUX HApPOJHMX BMIIMBOK, BUTHMHAHOK, PO3IMHUCIB. 3MICTOBHa OCHOBa
CTPYKTYpPOBaHMX OpPHAMEHTIB Ta CHMBOJIKa BKJIIOYEHHX B HHX MOTHBIB 30aradyiorhb
300paXeHHs, HaJalTh CHPUHHATTIO TBOPIB BIAYYTTSA YCTAJICHOCTI HABKOJUIIHBOTO CBITY,
rapMoHii pHUTMiB, KoibOpiB. OpHaMEHTH y MOHYMEHTAJIbHO-ICKOPATUBHUX PO3MHCAX
IIPOrpaMHO CIPHSIOTh TapMOHI3allil MPOCTOPY MICBKOTO CepeloBHUINA 1 poOIATh OiIbII
MIPUEMHHM 1 3aTHUIIHUM TTepeOyBaHHS Y HbOMY, BIAIrpatOTh 3HAYHY POJIb Y BUXOBAHHI CMaKYy i
MOBAry J10 KyJIbTypHOI CHaILIHHU.
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ORNAMENTAL COMPOSITIONS IN MODERN MURALS: HARMONIZATION OF
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Annotation. The study examines the ornamentation included in the compositions of
contemporary murals and reveals its significance for the perception of the urban environment.
The monumental and decorative compositions of the early twenty-first century on buildings in
Ukraine and European countries are studied. In the cities of Ukraine, murals with images of
women in traditional outfits with ornamental decoration, which carries an archetypal meaning,
were created. Compositions with the structures of ribbon axial ornaments of embroidery and
paintings that have deep symbolism of the World Axis or the Tree of Life are also common.
Such compositions contribute to harmony and stability in the perception of the world around
us in the space of the city's “interior” and are of great importance in fostering taste and respect
for the cultural heritage of the people.

Keywords: ornament, mural, monumental and decorative paintings, structuring,
harmonization, urban space.
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3ACOBU MPOSABY HAILIOHAJIBHOI IIEHTUYHOCTI B MIYBJITYHOMY
IMIJI’KI OJIEHHU 3EJIEHCBKOI
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AHoTAanis. 3a pe3yIbTaTaMi MUCTEIITBO3HABYOTO aHaJi3y 00pa3iB OneHu 3eneHChKoT, mepioi
neni YkpaiHu, BHSBICHO XYJOKHbO-KOMYHIKAIIiHI 3acO0M KOCTIOMA, SIKIi € MPOSBOM
HAI[IOHAIBHOI 1JCHTUYHOCTI. BcTaHOBIeHO, MmO (YHKIIS BUPaXCHHS HAaliOHAJIBHOI
IIEHTAYHOCTI MOJXKE 3IIACHIOBATUCS 3a JOIIOMOIOK Takux 3aco0iB: JIOHNOBHEHHS
ABTCHTUYHHMHU  €JIEMEHTaMU YKPaiHCBKOTO TPAJUIIIfHOTO BOpaHHS, BUKOPUCTAHHS
TPaJAULIHHUX €JIEMEHTIB OATy (BUIIMBAHKA); 3aCTOCYBaHHA Y (POPMOYTBOPEHHI/KOHCTPYKITIT
CYy4acHOTO0 KOCTIOMa €JIEMEHTIB, JAeTalel, BCTAaBOK, fAKi BiloOpa)karoTh TpaauIliitHUN
OpPHAMEHT, CUMBOJIIKY, KOJIbOPOBI CITOJIyYEHHSI TOIIIO.

KunrouoBi ciaoBa: muzaiiH onsry, myOniyHMN IMIDK, KOMYHIKalidHI 3aco0M KOCTIOMA,
HaLllOHAJIbHA 1IEHTUYHICTb.

Beryn. ¥V cyuacHMX yMmoBax MOJITHUYHOI Ta ICTOpUYHOi cuTyauii B YkpaiHi 3pocTae
HEOOXITHICTh TPOSBY HAIIOHAIBHOI 1ICHTHYHOCTI 3a JOTIOMOTOI KOMYHIKAIIMHUX 3ac00iB
KOCTIOMA. YKpaiHCbKa BHUIIMBKA, OPHAMEHT, YOPHO-O110-4YEpBOHI HO€AHAHHS 4Yepe3 CBOIO
M3HABAHICTh CTIHKO AaCOIIIOETHCS 3 YKPAiHCHKOIO KYJIBTYpOIO, YacTo (HOpMyIOTh 00pa3
CY4YaCHUX YKpaiHIIB Ta MiJAKPECIIOI0Th HalllOHAJIBHY 1EHTUYHICTh HOCIIB CTOCOBHO KpaiHH,
SIKY BOHU TIPEACTaBIISIFOTb.

Teopernyna yacTuHa

Ilepen cTumicramu i 1u3aifHEpaMu CTOITh 3aBJIaHHS CTBOPEHHS 00pa3iB MyOIiuyHUX JIFOJIeH, Bl
npodeciiHUX SKOCTEH SIKUX 3aJIeKUTh BUPILIECHHS HANBaKJIMBIIINX MUTaHb i1 YKpaiHU.
Po6orta 3 mpodeciiiHuM CTHITICTOM € BaXJIMBOI YaCTHHOIO MyOJIIYHOI AiSIBHOCTI JIFOJIUHU.
Bona mae Oytu ckepoBaHa TakuMu (akTopamu, sIK mpodeciiiHi 1Tl Ta THTepecH, BUMOTH
MPOTOKOIIy a0 JApec-KOMy, OCOONUBOCTI CHPHUHSATTS ayauTOPi€r0, MOJAHI TEHJAEHI, BIK,
CE30H, IHIUBIyaJbHI IIepeBark, CTparTerii Ta Tpaaullii B CyCIUIbCTBI Ta 1H.

MeTtoau nociIzKeHHsI BKIIOYAIOTh aHaJi3 Bi3yaabHUX Ta 1H(QOpMaLIHHUX JHKEpes, 00pa3Ho-
CTHJIICTUYHHMM Ta popManbHUIA aHali3 3pa3KiB KOCTIOMA.

PesyabTaTn. Po3risiHeMo 3aco0M NposiBY HalllOHAJIbHOI 1ICHTUYHOCTI 3ac00aMM KOCTIOM Ha
npukianl nepmoi jeai Ykpainu — Onenu 3eneHchkoi. OctaHHl poku cTriiictoM OneHu
3enencbkoi € Haranist Kamenceka, 3acHoBHuUI Openay Gunia Project. Konu nuzaiinepka
MpHilila B KOMaHJIy MepHIoi JieAl, TO XOTUIa MpamroBaTH 3 (opMaMu, KOHCTPYKLISMH,
KOJHOPOM, pOOUTH OpHUTiHATBHI Bapiallii KJTaCHYHOTO CTHIIIO. AJle BifiHA 3MiHWIIA 11 MJIaHH, 1
BiJl ACKpaBUX KOJbOPIB Ta CMUIMBHX EKCIIEPUMEHTIB JOBEJOCS BIAMOBUTHCS, PO3IOBLIA
cTUIIiCTKa. «MH 00paliu JTaKOHIYHUN CTHIIb 31 CTPUMAHUM KPOEM 1 KOJBOPOBOIO MAaJiTPOIO.
Ane Bce onHO 1e oOpa3, skui migkpecmoe cuiny Onenun BonomumupiBau, i po3ywm,
IHTEITeHTHICTb, KYJIbTYPY 1 HE3aJIeKHICTh», — Harojocuia cruiictka (JlaBpunens, 2023).
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Y my6miuamx o6pazax O. 3eneHchkoi 0coOIMBE MiCIle 3aiiMaroTh pedi, 10 HECYTh
HAI[lOHAIBHO-KYJIBTYpHHUHA nocuit. HaliG1nb mpOMOBHUCTHM €I€MEHTOM rapepoly yKpaiHiiB
OyJa i1 € BUIIMBAHKa, 1 CEpeJl YNCEIbHUX MPOIO3HUIIIHA JU3aiHEPIB ICKPABO BUPIZHAIOTHCS Ti,
10 TOEAHYIOTh ii TpaJMIidHI 3 Cy4acHUM aBTOPChKMM OadeHHsM. Tak, mix vac ydvacrti
noApy#oks 3eneHcbkux y 3axomi «Iligiimaro mpanop 3a Ykpainy B HATO»y, skuii npoxouB
11 nmumuas 2023 p. Ha neHTpanbHii wiomi BinsHiocy, Onena obpasia BUIIMBAHKY 13 KpaiKolo,
cepexxku GUNIA Project 1 6proxku Katimo (Haiisickpagimi BummuBanku, 2023).

LmiocTpanis 1. O. 3enenceka mig yac 3axony «lligiiimaro npanop 3a Ykpainy B HATO».
Jlumens 2023 p., M. Binsatoc (Haiisickpasinni BummBanku, 2023).
LmocTpanis 2. BummBanka «®pankay, nosic «kpaiika». GUNIA Project, 2023
(®dpanka: BummTa copouka, 2023).

BummBanka «®panka» Oyia mpecTaBiieHa y BeCHsHIN Kojekiii Openay 2023 poky. Kpiit Ta
BUIITMBKA YOPHUM 10 O611IoMy 0a3yrOThCS HA CHIIyeT1 BUIIUTOI BOPIIBCHKOT COPOUKH, AU3ANH
OpHAMEHTY HATXHEHHMH E€CTETHKOI0 MallbOBAHMX TYIYyJIbCHKUX Kaxedb. Ha komipi copouku
I'y13uK y popmi cepus (Ppanka: Bummra copouka, 2023).

Ha Tpertiit nens cBoro odimiitHoro Bisuty g0 CIHIA y Bepecni 2022 poky Onena 3eineHChKa
pa3oM 3 IHIIUMH MpeACTaBHUKAMM Bil YKpaiHM BiJBiJajia OJHY 3 HaWTpPariuHiMIKUX CIOPY]
Heto-Mopka — Memopian 9/11, sikuii 6yB 3Be[IeHHI Ha 3rajKy NPO KEPTB TEPOPHCTUIHOTO
akTy, mo ctaBca 11 BepecHs 2001 poky. Jns BiABiIyBaHHA MeMopialdy BOHa oOpaia
0co0MBUH ayT(IT Y YOpHO-OLIMX TOHAX aBTOPCTBA YKPAiHCHKUX AU3aiiHEPIB: BULIMBAHY OLTy
copouky Ta mmwupoki Oproku Bin ARTEMKLIMCHUK. BaxiuBuM 1 CHMBOJIYHUM
JIOTIOBHEHHSIM BOpaHHSI CTaB MIMPOKHUH TMOSIC B €THO-CTHJII BiJ yKpaiHcbkoro Openay Gunia
Project, 3 BUIIMTUMU Ha HHOMY CJIOBaMH, BaKJIMBUMH Ul YKpaiHIIB: cuja, BOJis, BigBara. B
SKOCTI aKcecyapiB — cepexxku 3 kojiekii «Hesanexxna» Guzema & Gunia Project.
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Lmroctpanis 3. O. 3enencbka

i wac BizBimyBanns Memopiany 9/11 B Heto-Hopky
(IlmaxTii, 2022).
Lmoctpanis 4. ITosic Big kommnanii Gunia Project (ITnetenwnii mosic. Gunia Project, 2022).

5l

HaTxHeHHSM TIpM CTBOPEHHI IUICTEHOTO TOSACY TIOCIYTYyBaB €IEMEHT TPaAHLiiHOTO
YKpaiHCBKOTO KOCTIOMa — MOSIC «Kpaika», SKHM 3aBepLlyBajM CKJIAIHUHA OaraToliapoBuUi
HaponHuii ctpii. Cepen BUpoOiB KOMITaHIi TAKOXK MPEICTABIICHI MOsCH 3 HarmucoMm «CMiInBa,
aKk YkpaiHa». L[i BuUpoOM BHTKaHI Bpy4YHY 3 JOTPUMaHHSIM OCHOBHHMX OCOOJIMBOCTEH
TpaauIiifHO1 TexHoJorii TKanTBa. O1Ha MaCTpUHS BUTOTOBIISE 1osic 6 ronuH. [lpu cTBopeHHi
KO>KHOTO BUpoOy nu3aiiHepu Gunia Project BUKOPHUCTOBYIOTH 03/100J€HHS YKpaiHCHKUMH
OpHaMEHTaMH y TeXHikax py4dHoi pobotu (ITmaxriii, 2022).

BaxuinBoro icropuuHoro noaiero 1 Ykpainu Oys Buctyn O. 3enencbkoi B Konrpeci CIIA y
mumHi 2022 poky. 3a cioBamu ctmiicTku, H. Kamencekoi, ii MeToro Oyno mimiOpatu s
3eneHchKO1 00pa3, sikuii Ou mocunus ii Mmeceqxki: «Tak, y Hac BiiiHa, ane B YKpaiHi 3aUIIHIOCS
Oararo Jro/ieH, K1 MPOJOBXKYIOTh MPAIFOBATH, BOJOHTEPHUTH, 3PEUITOI0, KHUTH KUTTD». OneHa
3eneHchKa oOpaia A BUCTYIy YOPHHM OpIOYHHI KOCTIOM Bij yKpaiHchkoro openny AMG.
13 O1JI010 BCTABKOIO 3 CUMBOJIIYHOIO BUIIMBKOIO Y BUTJISAII KBITIB Ta poMOiB. JKakeT 10MOBHEHO
TOHKMM YOpPHUM peMiHIeM. «['onoBHa ifges 1poro BOpaHHS MoJisArajla y BHMKOPHCTaHHI
OpHAMEHTHKHU BUIIMBKHU CXIJTHOTO perioHy YKpaiHu», — 3a3Haumiia KameHceka (JIaBpuHenp,
2023). IloniOHi BUXOAM — TaKOX TIOBIJOMIIEHHS CBITY INpO TaJaHOBUTHX YKPATHCHKHX
nu3aitHepis. Ilicns Buctymy mepruoi geai y koctiomi AMG 3anuT Ha 1eit OpeH L 3HauHO 3pic.

2 ..
LmocTpanis 5. Buctyn O. 3enencokoi y Konrpeci CHIA. 20 nunus 2022 p.
(XmenpHuibka, 2022).

BucHoBku. OTxe, KOCTIOM 3 €JIeMEHTaMH IIPOsIBY YKPATHCHKOI 1IGHTHYHOCT] TPAHCIIIOE 00pa3

Mpe/ICTaBHUKA MEBHOI KpaiHW, BUCTYMAIOYM Bi3yaJbHUM KOMYHIKAaTOM MIXK KOMIIAHIEIO,
IHCTUTYLII€10, CYCIJILCTBOM O/IHI€T KpaiHU Ta MpeicTaBHUKaMHM 1HIIO1. DyHKIIS BUPAKEHHS
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HaIllOHAJBHOT 1IEHTUYHOCTI, a TaKOX BaroMoCTi Ta CaMOOYTHOCTI CBO€i KyJBbTYPH, MOXE
3MIIACHIOBATHCS 32 IOTIOMOTO0 TaKUX 3aCO0iB:

1) IOTOBHEHHS aBTEHTHYHUMH €IIEMEHTaMHU YKPaiHCHKOTO TpaJHIiiHOTO BOpaHHs (IOsIC,
npuKpaca), abo enreMeHTaMH, 0 TOETHYIOTh TPAIUIIIHI Ta Cy4acHi 3aCO0U BUPA3HOCTI;

2) BUKOPUCTAHHS TPAIUIIIMHUX €JIEMEHTIB 0Ty (BUIITMBAHKA) B aBTCHTUYHOMY BHTJISII 200
13 I0ZJaBaHHSAM Cy4acHOTO OaueHHS;

3) 3acTocyBaHHs Y (POPMOYTBOPEHHI/KOHCTPYKIIIT Cy4aCHOTO KOCTIOMa €JIEMEHTIB, JeTaJeH,
BCTaBOK, SIKI BiZOOpa)kalOTh TPATUIIMHUN OpPHAMEHT, CUMBOJIKY, KOJIbOPOBI CIOJIYYEHHS
TOIIIO;

4) 3acTocyBaHHS 3HaKiB i CUMBOJIB — 3a JONOMOTOI0 HAaHECEHHS Ha OJAT Ta aKcecyapu
pUCYHKY, TpadiuHUX e€JeMEHTIB a0o KoMOiHamiii TpadiuHUX €JIeMEHTIB, 03700JICHHS
BUIIMBKOIO, AIUTIKAIIEI0 Ta 1HIINX TBOPYHUX MPUIHOMIB;

5) BUKOpPHCTaHHS KOJBHOPIB HAIIOHAJIBHOIO IIpamopa K KOJBOPIB OJATY abo y BUIJIAII
JIOTIOBHEHbB, aKCECyapiB.
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Abstract. Based on the results of the artistic analysis of the images of Olena Zelenska, the First
Lady of Ukraine, the artistic and communicative means of costume, which are a manifestation
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of national identity, are revealed. It has been established that the function of expressing national
identity can be carried out through the following means: supplementing with authentic
elements of Ukrainian traditional dress; use of traditional elements of clothing (embroidery);
use of elements, details, inserts that reflect traditional ornament, symbolism, colour
combinations, etc. in the formation/construction of a modern costume.

Key words: clothing design, public image, communication means of costume, national
identity.
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Abstract. The paper discusses Ukrainian art of the 1930s, which developed increasingly
detached from European trends. The representatives of Kharkiv’s avant-garde art, such as Vasyl
Yermilov, Anatol Petrytsky, Borys Kosarev, Hryhory Bondarenko and others, were particularly
affected by this ideology.

Keywords: Ukrainian art of 1930s, avant-garde in Kharkiv, V. Yermilov, B. Kosarev, A.
Petrytsky, O. Dovhal, H. Bondarenko.

Introduction. The totalitarian regime in Soviet Union 1930-50s with its falsified historicism
and twisted ideological criteria created an artificially limited art climate from which any hints
at ties to the Modern age, its searches, or experimental experience were decisively eliminated.
The ideological context that gave rise to connotations of the word “cosmopolitanism,” was
ruthless toward anyone who came under its jurisdiction. This was massive pressure. Examining
this artistic material that represents the art of Kharkiv in the 1930s—1950s with the benefit of a
certain historical distance and subjecting its formal aspects and particulars of strategic
approaches to analysis, it is impossible not to appreciate it as a historical phenomenon. The
fact that the ideology of the day (i.e. fascism and Leninism) was closely related to art and just
precisely how it affected art processes must be taken into consideration, that is, the connection
must be historicized.

The method of art historical and stylistic analysis was applied.

Theoretical part

The picture of the world that appears in Ukrainian art culture of the 1930s demonstrates the
unfolding of changes that touched the subject-thematic picture in the first place. This genre
variety became the central laboratory regarding imitations of reality with its artificial optimism.
“The creation of the thematic picture,” party criticism pointed out, “is a task as critical as it is
versatile; it stipulates the presence in Soviet artists of broad view on life and a party assessment
of its phenomena.” It was precisely thematic painting that was at the focus of the fierce battle
“with imperialist tendencies, with abstractionism, with all kinds of manifestations of bourgeois
ideology” (Golovanov, 1970) throughout this period.

In connection with the special significance for this period of the establishment of the dominant
style of “socialist realism” in Soviet reality, it is worth determining the specifics of the use of
the terminological apparatus in the field of visual art. The term “realism” underwent the
greatest transformations. Having acquired almost legal force, it became an active tool of the
state machine with its punitive power. The semantic identity of the terms “realism” and
“socialist realism”, embedded in the ideology of the state (which was becoming increasingly
totalitarian), gradually acquired greater differences.

Results. Artists of the Ukrainian avant-garde like V. Yermilov, A. Petrytsky, B. Kosarev, H.
Bondarenko, O. Khvostenko-Khvostov who occupied leading positions in Kharkiv’s art circle
in the 1920s, found their “codes” and keys to eternal, timeless truths in art. But they were forced
to hide them until a more favorable time. In their creative work, they reached abstract levels of
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conceptualizing reality, having comprehended the fundamental structures of reality deeply
concealed beneath its surface. However, with the beginning of the advance on the avant-garde,
representatives of this school would retreat under a barrage of furious criticism and leave their
unique artistic experiments for a long time, looking for any niches in art where they could apply
their skills. For some of them this was activity connected to publishing, say illustrating
children’s books where they could set their imaginations and fantasies free. Without a doubt,
the experimental school generally held onto its positions a bit longer in theater art than in the
easel formats.

For Yermilov, his home became his a shelter of sorts, his niche. It was a mansard whose walls
were all painted in the Cubo-Futurist style of the 1920s. The situation offered him a sense of
isolation, of elevation over reality. The local nature was for him saving and restorative. His
strolls went both near and far (along the river), and his hikes led him to Krasna Poliana, or later
to Piatykhatky, where the artist loved to paint études. When he would return to tradition in the
1950s after being hounded, exiled, and subjected to sweeping accusations, the main genre of
his self-expression for many years would be the landscape.

Borys Kosarev and Hryhorii Bondarenko chose the niche of pedagogy, but as part of this they
were forced to completely hide everything that tied them to the avant-garde. In time the
pedagogical model of post-avant-garde existence would be overladen with all kinds of
limitations. The subjects that the artists with “formalist” pasts taught were not of primary
importance, and the teachers themselves occupied the margins of the academic system of
artistic education.

So in the 1930s even the landscape reflected the changes that showed up on that “picture of the
world” that the artistic culture of the time demonstrated. The landscape demonstrated the
gradual “freezing” of tempo. A comparison of Ivan Ivanov’s passionate images with Ivan
Shulha’s works from the 1930s is telling. Although the subject matter of the advance of
technological progress continued to dominate in works where the new reality of urban life
unimaginable without trams and cars can already be felt, the artistic narrative of these
innovations becomes calm and static. Since the saturation of urban landscapes with a variety
of techniques remains a sign of the genre even in the 1930s, industrial Kharkiv would also
become a symbol in Shulha’s well-known 1933 cycle of works that were soon printed as a
series of postcards: Southern Railroad Train Station, Derzhprom, Central Post Office, and Red
Hotel. On the whole the narrative tone of these landscapes is fundamentally different from
Ivanov’s or Kyiv artist Oleksandr Bohomazov’s imagined scenes in the 1920s.

The time for the preservation of certain types of patterns and models had come for Ukrainian
visual art; its free development had ceased. Compositions from a high point of view, which had
served as a metaphor for “enriching the content of life” (Skrypnyk, 1928) in the twenties, are
rarely encountered in the thirties. Perhaps Anatol Petrytsky’s landscapes can be counted among
them. Dmytro Horbachov believes Park in Kharkiv (1935), which he did in the 1920s in the
paradigm of vitalism, still exudes the Gogolian “thunder of the Ukrainian nightingale.”
Analyzing the space of the landscape, the scholar emphasizes the degree to which it is closed
off (Gorbachov, 1971).

The evolution of Petrytsky’s landscape in the thirties is best shown by the character of changes
that determine the oppositions of day and night. 1934°s Kharkiv at Night is also a “mountain”
landscape, but the piercing color range and the painterly drawing of this nocturne
fundamentally differ from the welcoming landscapes of the twenties. It seems to convey an
anxious view of a nighttime street with the then typical stakeout by the “black crow” (a prisoner
transport vehicle) in the middle of the night that appears spectrally on the road. This allusion
can be explained by the landscape’s address: Petrytsky painted it from the window of his home
located across from the NKVD (Pavlova, 2017).
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Figure 1. A. Petrytsky. Kharkiv at Night. 1934 Oil on canvas. 70.5 x 73 cm. NAMU.
Figure 2. Oleksandr Dovhal. F. E. Dzerzhinsky Square. From the Socialist Kharkiv series.
1936. Lithograph on paper. 29 x 42.5 cm. KhAM.

The landscape Dzerzhinsky Square from Oleksandr Dovhal’s series of lithographs (1936) he
made himself is also marked with such a suggestion. The touches of surrealism in Dovhal’s
series of landscapes, besides the depressing gloom that hangs over this “gray city,” lies in the
fact that they were presented from a bird’s-eye view. They seem to contain the frozen despair
of the soul that cannot even find comfort and cheer when flying over the cruel reality.

Hence, that period when not only artists and writers who lived in Paris felt themselves to be
“citizens of the world,” but also the residents of Kharkiv, significantly removed from global art
centers, felt indissolubly connected to them, constantly receiving necessary information about
what was happening in the wider art world through established channels, became part of the
past. The numerous consulates in Kharkiv that until the late 1920s provided a direct (skipping
over Moscow) link with the countries of the West had played a significant role in this. The
swan song of this age was the international congress of writers in 1929 when the French
surrealists Louis Aragon and George Sadoul, as well as other famous writers like Theodore
Dreiser, descended on Kharkiv. The reverberations of these events, just like of the entire avant-
garde age with its broad creative searchings and bold theoretical thought in art and in science
(as the results of the work of the Kharkiv UFTI proved), by the early 1930s began to be muffled.
By 1934, the time of a forceful oblivion that would sever all ties in space, that is horizontally
(with the world) and time, vertically with its own history, the valuable experience of the past,
had come.

Conclusion. Forced concession as a result of processes that took place in Ukrainian society in
1930s can even be observed in the works of such innovators as V. Yermilov, B. Kosarev, H.
Bondarenko, A. Petrytsky. But in fact this narrow circle of Kharkiv artists remained the living
bearer of the artistic concepts of the interrupted avant-garde (even after the total repressions of
the 1930s). After the well-known changes of the 1930s, the Kharkiv avant-garde was forced to
take an underground position and continued to exist as an officially unrecognized alternative
branch of art.

References
Golovanov, N. (1970). O sovetskoi tematicheskoi kartine [On the Soviet thematic painting]
(M.: Sovetskii khudozhnik, 1970), 17.

123



Skrypnyk, L. (1928). Narysy z teorii mystetstva kino [Essays on the theory of cinema art]
(Kharkiv: Derzhvydavnytstvo im. H. Petrovs'koho, 1928), 14.
Gorbachov, D. (1971). Anatolii Petritskii [ Anatol Petrytsky] (M.: Sovetskii khudozhnik, 1971),

84.
Pavlova, T. (2017). Carte blanche of Anatoly Petritsky [Monograph]. K.: Rodovid, 2017. 120

p-

124



CUHTE3 ’KAHPIB MUCTELTBA B PEAJIIBAIIIl TBOPUOI'O 3ABJIAHHSA ITPU
CTBOPEHHI 30bPA’KYBAHUX INTPOCTOPIB Y PO3IIMCAX IHTEP’€EPIB TA
IXHIN 3B’5130K 13 PEAJIBHOIO APXITEKTYPOIO
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AHoOTAalis. Y Te3ax JOMNoBii e MoBa Mpo poOOTy CYy4acHOTO XyI0KHUKA-MOHYMEHTAJIICTA
Ha TepeHax YKpainu, a came B MicTi Ozeca. [IoBHICTIO OMHMCaHO MPOIEC CTBOPEHHS HACTIHHOTO
posmucy min crapy ¢pecky B CIIA mpocropi, SIK 3a JOMOMOTOK MOHYMEHTAJIBHO-
JEKOPaTUBHOTO MHUCTENTBA CTBOPUTU aTMOC(EpPy BIANOYMHKY B TYPELUHKOMY MHalallOBOMY
ctuii. [IpoanarizoBaHo, SIK MPAKTUYHHUN JTOCBII Xy/TI0)KHUKAa-MOHYMEHTAIICTA MOKHA BTUJTUTH
B XY/I0’)KHBO-TIEZIarOTi49HIN OCBITI Ha ypOKaxX MaJIOHKA, )KUBOIHCY 1 KOMITO3HUIIi1.

Kurouosi ciioBa: 300paxkyBaHmil 1 pealibHUN MPOCTIp, CUHTE3 XKaHPIB y peaiizallii TBOPUOro
3aBJIaHHS, MaTepialy i TEXHIKU B )KUBOIHUCI IHTEP €PY.

Beryn. PoGota XynoKHHKa-MOHYMEHTAITICTa Tepe0adae BUCOKMI piBeHb podecioHalizmy,
BOJIOZIHHS TEXHIKAMU HACTIHHOTO >KMBOIHCY, a TaKOXX BIILHOTO MalOHKa 1 HEOOMEXeHOI
¢anTasii Ha 3amaHy Temy. OOOB’SI3KOBUM € 1 TOTPUMAHHS CTHIIIO MEBHOTO apXiTEKTYPHOTO
00’exTa. XyIOXKHUK, MPAIIOIOYN 3 apXiTEKTYporo, 3000B’s3aHUII BpaXxOByBaTu BCE: TEMY,
MacmTal, apXiTeKTypHe U Iu3aifHEpChbKE HANOBHEHHS IPOCTOPY, CBITIIO W KOJIp CTiH,
TEeMIIepaTypy MOBITPS, KpaiHy Ta HaBiTh MOTJISIAM HAa JKUTTS BIAacHUKA OyaiBiIi 1 HOro
BiJIBiTyBa4iB. 3BUYAHO, 0COOJIMBO BaXKJIMBA TeMa poOOTH. BOHA Mae HECTH TO3UTHBHI €MOITi1
rIsi1avyam.

TeopernyHa yacTuHa

MoOHyYMEHTAIbHO-JIEKOPAaTUBHE MHUCTENTBO HEPO3PUBHO TIOB’Si3aHE 3  apXITEKTYpOIO.
ApXITEKTOp 3a/1a€ TeMy 1 CTHIIb OyAiBIIi, Miclle B IpocTopi MicTa abo npupoau. Kpim toro, €
Mpu3HaueHHs OynaiBmi 1 € 11 3aMOBHHUK. Yce Il BpaxOBYEThCA 1 XYIOKHUKOM-
MoHyMeHTanictoM. B Ennuknonenii Cy4dacHoi YkpaiHu 3a3HadaeTbes, IO «3a 3MICTOM
MOHYMEHTAJIbHUN KUBOIHUC MOXKE MaTHU KyJIbTOBUH, 171€0JI0TTUHUN a00 CyTO JeKOpaTUBHUH,
€CTeTUYHUI XapakTep, 3a3BHYail, UIIOCTpyrouM (yHKI[iOHaNbHE MpU3HAUYEHHS OynaiBIi YU
apxiTektypHoro cepenosuiia» (Cxispenko, 2019). Ilpu uboMy HeoOxiaHO 30epiratu i cBO€
TBOpYE KPeI0 B MUCTEITBI, 1 CBO€ OaueHHS 3aBAaHHS B 00’ €KTi. AJie, 3B 30K apXiTeKTopa i
XYJO)KHUKA, K TBOPYOro TaHAeMy, TeX HeoOxinmHui. OcobmuBo miag yac poOOTH Haj
¢dacagamu OyniBesb B iCTOPUYHIN yacTHHI MicTa, nmpuMipoMm — Opecu. BaxiuBo 30epertu
aHcamOib Oy/iBeslb BUHAHUX IaM’SITKOIO apXiTekTypHu. Ha nboMy Harosonrye il HayKoBellb
JI. TIpuOera: «3HauHO 3pic 3a OCTaHHI POKM W CyCNIJIbHUNA 1HTEpeC 10 Mam’aTOK MUHYBUIMHU
W MOIIMPUIIOCS YCBITOMJIEHHSI HEOOXITHOCTI 1X 30€pekeHHs K JOKYMEHTaJIbHUX CBIIYEHb
icTopii, ik 00’ €KTIB Mi3HAHHS JABHIX TPAJULii 1 KyapTypu Hapoay» (IIpubera, 2015).
Po3rnsiHeMO cHHTE3 MHCTENTBa, KOJIM OYB PO3KBIT HOBOTO 3aCTOCYBaHHS MOHYMEHTAJIbHO-
JIEKOPaTHBHOTO MUCTELITBA B HOBIH apXiTeKTypi MicT €BpomnH i, 30kpemMa, B Ykpaini, B Oxeci.
Haseny npuknag — 06’ ekt B Oneci, 5 3ipkoBuii rorens «llammaaiym» B iICTOpHYHIN YacTHUHI
micTa. IIpoekt OyB 3poOnenuii apxitekTypHuM Oropo «benberax» C. bemika, apXiTeKTopoM
Maiixonapom. byniBnsa mobynoBana y 2003-2004 pokax. Crtuns OyZAiBiali — cydacHa
(GyHKIIOHAbHA EKJIEKTHKA, 3 KOHKPETHUMH 3pO3yMUIMMHU KOMIIOHeHTamMH. «CydacHa
eKJIeKTUKa 3’sIBIJIaCh K HIOWTO OpHUTiHaJbHA JEMOHCTpAllii HOBUX YMOB Yy IOpIBHSHHI 3
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PaIsHCBKUM TIEPIOJIOM CYCIUIBHOTO JKHUTTS He3alekHoi Ykpainu. [lpuumam i1 mosBu
€KOHOMIYHI BITHOCHHH PO3KBITJIOTO KaIiTaly, sIKi MATPUMYIOTHCS YCIM CyCHITIBHUM XHUTTAM
cyuyacHoro Mmicray, — nuiue JI. baunncoka (baunnceka, 2009).

APXITEKTOp IPOEKTY 3alIPONIOHYBAB MEHI CTBOPUTH Ha HYJIbOBOMY TIOBEpPCi (30Ha BiATIOUYNHKY,
CITA) aypy crapoi cepequboBiuHOI Typeuunnu. 3aBaaHHs — 3a JOMOMOI0I0 MOHYMEHTAIbHO-
JEKOPaTUBHOTO MHUCTEITBA CTBOPUTH CUTYAIIiIO BIATIOYUHKY B TypEIIbKOMY HaJlallOBOMY CTHIIL
Ta, HUIAXOM UIIO30pPHOTO MAaJbOBHUYOTO TMPOCTOPY, 30POBO IMOJOBXKUTH MEPCIEKTUBY
MPUMILICHHS 10 CTAPOBUHHOI 3aJIM CEPEAHBOBIYHOTO XaMaMy.

Miii poeKT BKIIIOYaB PO3NUC CTIHU 8X3.5 MeTpH B TOpLi 3aiy, y OUIbApAHIN, 1 3 CTAaHKOBUX
kaptuau 150x100 cm mopyd. Posmmc mig crapy ¢pecky HamucaHUi sS€YHOIO TEMIIEPOIO.
«XamaMm y cepeanboBiuHiil Typeuuuni» (In. 1) Ta Tpu CTaHKOBHX KapTHHH, Ha IO X TEMY,
BHUCTYTAIOTh K €UHMI aHcamMOib. Came mpuMmimeHHs 0yJ10 0(hOpMIICHO B TYPEIIbKOMY CTHII:
MO3aiku W KepaMika, JepeBo 1 Imikipa. Y poOoTi Hax (peckor s 3acTocyBajia CHHTE3
CTaHKOBOTO 1 MOHYMEHTAJbHOTO JKUBOMUCY. PO3MUC — $K NPOJOBKEHHS peabHOro
npumimienns CIIA. Ile Bxix B UII030pHUN CBIT: MpOCTip 3 rajepeit 1 GpoHTaHy, cTapodaBHS
OyIiBJIs Majaiy Ta JIFOJUA TOTO 4Yacy, 10 BiAMOYNBAIOTS.

» bx

e .
¢
4

Limoctpanis 1. [TaxomoBa-Bnacosa H. Xamam y cepeanboBiuniii Typeuunni

Byno BUKOpHCTaHO METOA KacKaJHOI MEpCHEKTUBH, KA Bee MO Iisada Briuo: yepes
HATIOPMOPTH, JparlipyBaHHs, KOJIOHH Ta MOCTATI JIFOJIeH, 3alHATHX 3BUYAHUMH CIIPaBaMH, a
JaJli OBITPsIHA MEPCIIEKTUBA — XKHUBOITUC JTy’K€ HEKOHKPETHUH depe3 eeKT mapy, ajie MOXKHa
0auuTH IUIKOM 3BUYAKHI KAHPOBI CIICHW CEPEIHBOBIYHOTO BIIMOYMHKY OaraTuxX IO
Typeuunnu. [1oBCAKACHHICTh HATIOPMOPTY 3 (QPYKTIB J1a€ CUTHAJ IJIs/Ia4eBi, 110 1€ Maibke
peanpHICTh, 1€ T€, MO0 TH J00pe 3HAEN 1 3HAYUTH TaM — T€ came, o 1 TyT. ToMmy To#
3akapOoBaHM TapHUN HACTpid, CHOKIMHUN BIINOYMHOK Yy 300pa)kK€HOMY Xamami IMparroe i
CTBOPIOE HACTPIH Y peaIbHOMY CBIiT1 ChOTO/IHIIIHIX TJIS/1a4iB.

Ha iHmiit cTopoHi — 3 cTaHKOBI KapTUHU — CLIEHH 3 XaMmamy, ajieé Ha HUX 300pa)keHi TyperbKi
XKIHKU. BoHM OKpemMo, TOMY BCIX TpaauIliil JOTpUMaHO. 30€peKeHO ICTOPUYHO TOYHUHN OJIsT
Ta 6araTo iHmux aetaneit. Lli poboTu moenHaHO B 0OJUH aHCAMOJIb 13 BEIMKHM PO3MUCOM CTIHH
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W CcTWJIEeM, TeXHIKOIO BHUKOHAHHS. Y IIbOMY TaKOX IMPOSBICHO CHHTE3 MOHYMEHTAIBHOTO i
CTaHKOBOT'O MUCTELITBA.

TouHICTh ICTOPUYHO-TIPABWIIBHUX JeTajed (oasry, B3YTTs, MPHUKPAC) CTBOPIOE PEATbHICTh
300pakeHHs U edexT npucytHocti. Lle mpukian unimicHocTi pimenHs intep’epy. Ll 3ana 3
XYZA0KHBOIO MO3aIKO0, aBTOPCHKOKO KEPAMIiKOIO 1 pO3IHCaMHK — T'IHUH PUKJIIA]T 3aCTOCYBAaHHS
PI3HUX KaHPIB Y MOHYMEHTAIbHOMY MHUCTEITBI B OJJHOMY apXiTeKTypHOMY 00’ ekTi. Po3nucu
1 Mo3aiku 30epexeHi, rorens «[lammaxiym» npairoe 1 goci. Po3nuc mae cBionTBO Ipo MO€
aBTOPCBHKE MPABO.

BucHoBkM. Y XyJI0XKHbO-TIEJArOT14HIN OCBITI HA YPOKaX MAJIIOHKA, )KUBOIHCY 1 KOMITO3UIIIT 51
3aBXKJIY NPOTIOHYIO BKJIFOYATH JOJATKOBI 3aBIAaHHS — MOEIHATH POOOTH 3 HATYpPH 3 TBOPUYUM
nporecoM. Lle poGuThes Ast 1onaBaHHs OUIBIIOrO CEHCY HABITh Y HaBYAJIbHIN IMOCTAHOBIII.
CTyaeHTy IPONOHYETHCSI PO3BUHYTH TEMY ITOCTAHOBKH, TOMIOBHUTH ii CBOIMHU (haHTa3itHUMU
300pakeHHAMH, aje 30epirmu ocHOBHY ineto. Ha npuknaai posnucy B roteni «I[lamnagiym» B
Opneci s moKa3zylo, sSK MOKHAa 3aCTOCYBaTH MAJIOHOK, YXHBOMHC, (IrypHy IOCTAHOBKY 1
HaTIOpMOPT. Lle MoXkTiBO Ha Oy Ib-sIKOMY PiBHI HaBYaHHS, 1 Ha 1 Kypci, 1 Ha cTapmux. CydacHi
BUMOTH JI0 XYAOKHHKa — 1€ IIBHJKA aJanTaiis 10 HOBUX YMOB, 3HaHHS MaTepiajiB, aye
TOJIOBHE — pO3BUTOK TBOPUYMX 3Ii0HOCTEH. AKajeMiyHi 3aBHAaHHSA, iX BUKOPUCTAHHS
BIZIMOBITHO JI0 POTpaMH B MO€JAHAHHI 3 PO3BUTKOM TBOPYOTO MHCJIEHHS — HMPU3BOIUTH 10
YCIIXY.
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SYNTHESIS OF ART GENRES IN THE IMPLEMENTATION OF THE CREATIVE
TASK OF CREATING DEPICTED SPACES IN INTERIOR PAINTINGS AND
THEIR CONNECTION WITH REAL ARCHITECTURE

Pakhomova-Vlasova Nataliia
Associate Professor, Honored Artist of Ukraine, The State Institution «South Ukrainian
National Pedagogical University named after K. D. Ushynsky», Ukraine
ORCID: 0000-0002-1580-0022
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Anotation. The thesis of the report is about the work of a contemporary muralist in Ukraine,
namely in the city of Odesa. The process of creating a wall mural to resemble an old fresco in
a spa space is fully described, as well as how to create a relaxing atmosphere in the Turkish
palace style with the help of monumental and decorative art. It is analysed how the practical
experience of a muralist can be implemented in artistic and pedagogical education in drawing,
painting and composition lessons.

Keywords: depicted and real space, synthesis of genres in the realization of the creative task,
materials and techniques in interior painting.
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MEPETBOPEHHS MICIb POCIHCBHKOI IMIIEPCHKOI ITPUCYTHOCTI
3ACOBAMM HOBITHHOI'O YKPATHCHBKOI'O MOHYMEHTAJIBHOI'O
MUCTELTBA
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AHoTanis. [IponoHyeTbCs MeTOIMKAa CTBOPEHHS MOHYMEHTAJIBHOI'O TBOPY, SKUH MOXe
3aMIHUTH CHUMBOJ POCIHCBKOro immepiani3aMmy — MOHYMeHT CiaBu B yKpaiHCBKOMY MiCTi
ITonrasa.

KarouoBi ciaoBa: TtpiymdanbHa KoJOHA, CHMBOJ POCIHCHKOTO iMrepiani3My, HOBITHE
YKpaiHCbKe MOHYMEHTaJIbHE MHUCTELTBO, CEPEIOBUILHUI Xy0XKHIM 3HAK TpaauLiiHOI ecTe-
THKH.

Beryn. PosnowaBmu mmpokomaciiTabHE BTOPTHEHHSI B YKpaiHy, MOCKOBCHKHUN pPEXUM
HaKa3aB CBOIM Op/iaM CTHPATH 3 JIHILIS 3eMJI1 MICTa Ta cella, BUMHIIOUN aKTH FeHOLUAY Y TOMY
qHCcil KyJbTypHOro. L{imecnpsMoBaHO 3HUITYIOTHCS HAIiOHAJIBHI 3aKJIAAH OCBITH, KYJIbTYPH,
nam’ATKM MHUCTETBA. 3JI0YMHHU arpecopa aKTUBI3yBaJld B YKPaiHCBKOMY COLIyMi IParHEHHs
710 BUJAJICHHS 3 IPOCTOPY XYAOKHBOT KyJIBTYPH CYCHIIBCTBA 3pa3KiB POCIHCHKOT iMITIEPCHKOT
Ta KOMYHICTMYHOI 1/1€0JIOTi{, O OYMINEHHS JOBKULIS MICT BiJi MOHYMEHTIB-CUMBOJIB, SKi
BTUTIOIOTH BOPO>Ki MOPAJIbHO-KYJIBTYPHI IIIHHOCTI.

Jocnigauns coriorymMaHitTapHux nutanb A. Ilpuinynbpka BBaxkae, 110 cydacHa YKpaiHa
ONMHWJIACS B CMILEHTPI HUBLTI3AMIHHOTO 3CYyBY, KOJH CYCIIbHE NEpPEOLiHEHHS 1/1ealiB,
BIIOMBAETHCS HA JOJSIX JItoJeH. 3 MO3ULil ICTOPUKO-T€HETUYHOI0 MiIXOAY BOHA PO3IJIAIae
(heHOMEH pyitHYBaHHS IIaM’ITHUKIB MOHYMEHTAJIBHOTO MUCTEITBA B Pi3HI ICTOPUYHI €TIOXH K
0cOOJIMBHI BHJI aKCIOMEPEKOyBaHHS COLIOKYIbTYpHOro npocropy (IIpmrynska, 2015). Ane
A. TlpumynibKa He TOPKA€ThCS MPAKTHYHIX npo0JeM XYJIOXHBOTO TIEPETBOPEHHS
Cepe/IoBUINA MIiCTa y MEPi0N COLIATbHUX 3pYyIIEHb.

Merto10 10CHIIKEHHS € TOIYK XYA0XHbO-€CTETUUHHUX METOIB 3aMIHU IaM’ITOK POCIHCHKOT
IMIIepChKOi MPUCYTHOCTI B yKpaiHCbkoMy MicTi [lonTasi.

TeopernyHna yacTuHa

JlaBH1 pUMJISSHU 3aKpINUIM B €BPONEHCHKIA KYJIbTYPHIN TpaJullii CHOPY/KEHHS Ha 4YecTh
MOJIKOBO/IIIIB-TIEPEMOXKIIIB Ta JUKTATOpiB TpiyMpanbHUX KojoH. 3 XVII cT. us TenaeHuis
HaOyja MOmMpEeHHS B KpaiHax €Bpomnu, 1€ 3BOJWIMCS MOHYMEHTHM Ha YecTb KOpOJIB,
iMmepaTopiB Ta iXHiX nepemor. BangomMmceka konoHna Oyina 3Benena y Iapuxki 1806—1810 pp.
Ha YecTh mepemoru Hamomeona I mim Aycrepminem (apxitektopu XK. I'ongyen ta X.-b.
Jlenep). B XIX cT. MOHYMEHT 3a3HaBaB JIOMIKYJIbHOI KPUTHUKH BiJl (PpaHITy3bKHUX TPOMAJISH, K1
3acyKyBaJId IIaM’SITHUK, IK 00’ €KT MuTiTapucTchkoi nmponaranau. [lix yac pesomomii 1871
p. Banmomceky konoHy Oyno moBajieHO Ha 3emitto. Ane Bxke 1874 p. MoHymeHT Oyio
BIIHOBJICHO Y TIEPBICHOMY BHTJISIZII HOBOIO Biaaor0 (BangoMceka koona, 2025). Ha ceoroani
Bangomchka KooHa — 11e ppaHIly3bKHid KyJIbTYpHUH apTedakT, SKAi BXKe He ApaTye NapukaH
1 BUKJTUKAE I[IKaBICTh 1HO3EMIIIB CBOEIO ICTOPIEI0 TIPO MUCTEIHKE BTIJICHHS CKJIaHUX MPOIIECIB
TpaHcdopmallii HallioOHANTBbHOT CBITIOMOCTI. APXITEKTYPHO-XY/I0’KH1H BUTBIp MepeTBOPUBCS Ha
MaTepiajbHe CBIJUEHHS Mpo HeOalaye, CTIOBHEHE MPOTUPIY CTaBJICHHSI TPOMAJICHKOCTI /10
Cepe/IoBHILA CBOTO ICHYBAaHHS 1 PO Te, 10 HAIOJETINBa Mpalld CHUIBHOTH HaJl XyA0KHbOIO
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Oprasizarfi€ro JOBKULISA € BAXKJIMBOIO CKJIaJ0BOIO IyXOBHOTO 3POCTaHHsI HaIlil, sSika MPOKJIaaae
[UISAX JI0 IIUBLTI30BAaHOTO MaiiOyTHBOTO.

®dpaHIy3bKHA TPHUKIAA CBIAYHUTH, MO0 (HOPMYBaHHS CIUIBHOTOK CBOEI IMyOJIIYHOI KYJbTypH
MpOIeC ICTOPUYHO TPUBAIWHM, TMOB’S3aHUA 3 KOJEKTUBHUM HAIPALIOBAHHSIM Ba)KJIMBUX
KYJbTYPHHX PECYpPCIB HAIllOHAIBHOI 1JICHTHYHOCTI, SIKI HE MOXYTh OyTH NMPUBHECCHUMH YH
HAaKWHYTUMH PAITOM 1 CHJIOMILIb SIKOIOCH 30BHIIITHBOIO CHIIOKO.

Maiike ogHouacHo 3 Banmomcekor konoHoro B [lapwki B ykpaincekiid [lontaBi mpoTtsrom
1806—1811 pp. 3BoauThCst MOHyMeHT Cl1aBu y BUTIIsLI TPiyM(aabHOI KOJIOHU HA BIA3HAYCHHS
100-pivust cymHO3BicHOT /ytst yKpaincTBa IlontaBchkoi OuTBH. IlepBicHUN XymMO0XKHINA 3a0yM
nam’ATHUKa HajexaB ryOepHChKOMY apxitektopy M. AmBpocumoBy. B IlerepOypsi ineero
AMBpOCHMOBa 3allIKaBWJINCA ajle Mepellald Ha JOONpALOBaHHS BU3HAHOMY B CTOJIMLI
MaJIIOBAJILHUKY # apxiTekTopy Toma ne TomoHy — ¢paHily3y mBEHIIapCHKOTO MOXOHKEHHS,
koTpuii HaBuaBcs B [lapwxki, 3a3HaB BBy K.-H. Jlemy Ta mkonu meranomaniB. Toit
MOJIIO0JISIB HAIIOBHIOBAaTH CBOI TBOPU aTpHOyTaMH «CIOTAIiB aHTHYHOCTI». BiH minkom
nepepoOUB MPOEKT, TOMY i BBaXKA€THCS AaBTOPOM I0JITABCBKOTO MOHYMEHTY.

Toma ne TomoH mmcaB, mo0 B poOOTI HAJ CTBOPEHHSM OPHUTIHAIBHOTO TPiyM(aTbHOTO
MOHYMEHTY HaauxaBcsi oOpasom Ilerpa Bemukoro. Kommosuiis mam’sTHHKa CHUMBOJI3Yy€
MUTITAPUCTCHKE CEPEOBUIIE TOJIBOBOTO PEAYTY, SIKE HACHUYCHE PI3HOMAHITHOK PHUMCHKOIO
BilICHKOBOIO apMaTypol0 Ta aTpuOyTHUKOIO, 10 HECE MICTUYHO-1/IC0JIOTIYHE HAaBaHTAXKEHHS 1
BUKOHaHE y (GOpMax XyJIOKHBOTO OpOH30BOTO JINTBA. LleHTpanbHYy KOJOHY TOCKaHCHKOTO
opAepy BiHYae miBcdepa, 3 IK0T HIOH 3711Ta€ 30J0TUI Oped 13 OJMCKaBKaMHU B KITTSX 1JIaBPOBUM
BIHKOM Yy 13001, 1100 yBIHYaTH NepeMOXIsd. /1o CTBOpEHHs CKYJBITYpPHOI, JE€KOPAaTUBHOI
TJIACTUKH OYyJIM 3aiIydeHi TorovacHi nposigni Mavictpu @. Illeapin, 1. Maproc, ®. ['opaees.
[Ilo6 HamaT OCOOIMBOrO 3BYYaHHS MOHYMEHTY immepchbkoi Benmumdi, B 1805 p. Oyio
3aTBEPKEHO HOBUM reHepanbHuii ian [lonrasu. [lam’ITHUK BUPIIIMIN OCTABUTHU B LIEHTPI
Kpyruoi muromi Ha mepeTuHi BOChbMH pajialIbHUX Marictpaiei, mo0 iHoro 0yiio BUIHO 31aJIeKy
3 Pi3HUX YacTUH MicTa. IIOCTAaHOBWIIM OTOYUTH IUIOILY aMiHICTPATUBHUMM, I'POMAJACHKUMU
criopyamu Ta nepeiiMenyBatyu Ha OJieKcaHIpiBChbKUN MaiinaH. AHcamOiap HaOyB CTaTUYHOL
panianbHO-KUIbLEBOI (opMH, 3 OyAIBISMU FapMOHIMHUX MPOMOPLIN BiH CHpPaBJIsB BEIbMU
MaecTaTuyHe BpakeHHS. lleHTpanbHuili Mmicbkuil Mmaiinan IlontaBu (temep Kpyrnmit)
BBAXKAETHCS HAWBU3HAYHIIIMM apXITEKTYpHMM aHcambiieM 1o0u ammipy B YKpaiHi
(binoycbko, 2014). 1o iMmepchkuil pOCIHCHKHM, TaK 1 TOTAJIITAPHUN COBELBKUI pEeXUMHU
po3risiiand MoHyMeHT CnaBU SK BaxJIMBUH 00’€KT mpomaraHad MmoryTHocTi Pocii Ta ii
B1ICbKOBOI OTYI'H, 0COOJIMBA I[IHHICTH SIKOTO JUIsl IMIIEPIIIB Pi3HOTO MITHOY IMOJIsrana B TOMY,
o HOro BCTAHOBJIEHO Ha 3eMJi, SKa MOPOJKYE 3aKOPEHUIMX Ma3enuHIIB Ta
neTopiBLiB.Ilicig BiIHOBIEHHS yKpaiHCHKOT J€p KaBHOCTI MPOIMIIEPCHKE Ta MPOPOCIChKe
CIpSAMYBAaHHS MOHYMEHTa CTajlo OO0’€KTOM TpPOMAJChKOI KPUTUKH, sKa OCOOJIMBO
3arocTpuiiacs Miciis MIHPOKOMACHITA0HOTO POCIHCHKOrO BTOPTHEHHS B YKpaiHy. 8 BepecHs
2022 p. excnepTHa pajga MiHKyJIbTY peKOMEHAyBala JeMOHTYBATH Ta MPpUOpaTH 3 myOIiuHOTO
pocTopy Tpu MOHyMeHTH y [lonTasi, cepen ikux 1 MOHyMeHT CliaBH.

[Tonpu Bupa3HUil iMIEpCbKUI CUMBOJI3M, MOHYMeHT ClaBu cBOro 4acy OyB BH3HaHMH
Mam’ATKOI0 apXiTeKTYpH Ta MOHYMEHTaJbHO-IEKOPATHBHOIO MHCTELTBA HAIlOHAIEHOTO
3HA4YeHHs. 3aBISIKM BUTOHYEHOCTI MPOMOPLINA Ta JOBEPIIEHOCTI MIACTUYHHUX (OpM, UJIEH-
KOpecnoHAeHT AkaneMii apxiTektypu Ykpainu, aiiicauii wien ICOMOS B. Beuepcbkuit
OPUYKUCISE TaM’SITHUK JO TBOPIB MOHYMEHTAJIBHOIO MHCTEITBA CBITOBOTO PiBHSA
(Beuepcokui, 2020). Taka oliHKa BU3HAETHCS YUCEIBHUMH JliTYaMU KYJIbTYpU Ta MUCTEITBA
cydacHoi VYkpaiHu. Bucokuil piBeHb XYJOXKHbO-€CTETHUHUX SKOCTEH IOJITaBCHKOTO
apTedaxTa MPUMYIIY€E 3aMUCIUTUCS HAJ THUM, IO TIOBUHHO TIOCTaTH Ha MICI 3pyHHOBaHUX
CHUMBOJIIB KOJIOHIQJIbHOTO MMHYJIOTO, 1100 3aTbMapUTH iX NHUIIHOTY. PimeHHs Takoro
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3aBJJaHHsS BHMAaraTUMe IPOBEACHHS BCEYKPAiHCHKOTO, a Kpaile MiDKHApOIHOTO KOHKYPCY
MIPOEKTIB.

HoBiTHII MOHYMEHT €THOCT1 YKPaiHCHKO1 IepKaBU MU 0aYNMO SIK «CEPEAOBUIITHUMN Xy T0KHIH
3HAK TPAJULIHHOI ecTeTUKW». Takuil TBip 30Mpa€ThCs 13 BAXKIMBHUX HAILlIOHAJIHHUX 3HAYCHD,
cMuciiB. Bupimenns miei TBopuoi 3aaadi MOJATaE y CTBOPEHHI 00’ €MHO-IIPOCTOPOBOT
KOMIO3uLlii, ska 6 y ¢gopmi BizyalbHUX MeTadop BiIA3EpKaTIOBANA MPUHLIUNU XYIOKHBOT
oprasizariii HalioHaJLHOTO cepenoBuia. OCcOOIUBOCTIMU TaKMX KOMIIO3UIIA Mae OyTH Te,
10 32 CBOEI CTPYKTYpPOIO BOHHM HACHIAYIOTh OpPraHi3alii0 pi3HOMaHITHUX apXiTeKTypHO-
OylIBEJIbHUX CIIOPY/]I, KOMIUICKCIB TOIIO (KOMITO3HUIIIS SAKUX, 3a3BUYAl, BioOpaxae iepapxito
JTYXOBHHX IIIHHOCTEH CIITBHOTH) 1 BTUIIOIOTH TPAIUIIHHY TPOCTOPOBY CTPYKTYPY JOBKLILIS.
KoMmoHeHTH KOMITO3HIIiT CTBOPIOIOTHCSI HA OCHOBI 3pa3KiB TPAIUIIIHHOTO MUCTEITBA, aje 0y-
Iy4d TIEPEHECEHUMH y HOBHUH KOHTEKCT Il BHXiJHI €JIEMEHTH BTPAudalOTh CBOE MpsSMeE
NPHU3HAYCHHS 1 HaOyBalOTh CMHUCIy Hade MOKAKYHMKIB PyXy acoliaTUBHHX Bi3iil Tisjaua,
MPEIMETHOTO 3alUCy 3MOJAEIbOBAHOTO 13 TPEIMETiB-CUMBOJIIB JNOBKUUIA. HoBiTHIN
EMOIIHII KOHTEKCT JOMOMAarae CTBOPIOBATH HETPAJMIIIHHE MOJICPHOBE MOEIHAHHS
MaTepialliB Ta TEXHOJOTIH. 3aK/Iafatouu B KOHCTPYKIIO «XYJ0KHBOTO 3HAKY» 3AaTHICTH 710
TpaHchopmallii, CTBOPIOEMO KOMIIO3MI[IFO, SIKa BOJIOJIE€ BapiaTHUBHICTIO, 3JaTHICTIO JO
OHOBJICHHS Yepe3 peKOMOIHAIlil CKJIaIOBUX Ta BBEICHHS HOBHUX €JIEMEHTIB. TakuM YHHOM
CEpPEIOBUIIHUN MUCTELLKUN TBIp MOXE PO3BUBATHCS, pearyBaTd Ha 3MIHHM Ta €BOIIOLIIO
JOBKIJIISA, @ pa30M 13 KOMIIO3UIIIEI0 TBOPY Oy/Ie PO3BUBATHC i71esl TOKIa/ICHA B OCHOBY 3a[yMy
MOHYMEHTAJIBHOTO 3By4aHHs, HA0yBalOYM BCE HOBHUX 1 HOBUX CMUCIIB, 5IKi OyAyTh CyrojoCH1
3 BISHHSAMH NPUAICHIHIX YaciB, CTal0OUYM TaKUMHU OOl CBSIIEHHUMHU 3HAKAMH HAIlliOHAJILHOTO
ok (Iepeus, 2017).

BucnHoBku. VYcminiHe po3B’s3aHHS TBOPYMX 3aJad [0 BiJHOBJICHHIO Ta pPO3BUTKY
HAI[IOHAIBHOTO 3BYYaHHS JOBKULISA MicTa IlonaTaBu BUMarae opuriHaibHUX, HOBaTOPCHKHX
MiJXOMAIB, OCKUIBKM TOPKAIOUUChH i7ei, sfKa MOKJIMKaHAa TypTyBaTH CBSIIEHHY CIHIJIBHOTY
TpOMaJIsiH, MU TMIOBUHHI XYJ0XHIMH 3ac00aMH IMOKa3aTH ii akTyaJbHICTh Ta MEPCIEKTUBHICTb.
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Abstract. A methodology for creating a monumental work is proposed that could replace the
symbol of Russian imperialism, the Glory Monument in the Ukrainian city of Poltava.
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IITYYHUH IHTEJEKT Y IU3AWHI KHUKKOBUX OBKJIAJIMHOK:
CBITOBUM TA YKPATHCBKHWM JJOCBIJ]

IHonsaxkosa Mapuna
Hayxosuii cnispobimuux, dokmop ¢hinocoqii,
Inemumym npobnem cyyacrnoeo mucmeymea HAM Vxpainu, Ykpaina
ORCID: 0000-0003-3379-0347
capibara73@gmail.com

AHoTanis. JlocmipkeHo BUKOpUCTaHHS IITy4yHOro inrenekry (LI) y KHUroBHIaBHUYIN
TUSTTBHOCTI, 30KpeMa y KHMKKOBOMY JAu3aiiHi. PO3risHyTO mepeBarn Ta BUKJIMKH 1HTErparii
[II B mporec po3poOKH KHIKKOBUX OOKJIaJIMHOK, BKIIOYAIOUN €KOHOMIIO Yacy, ONTHUMI3allio
BUTpAT, aje 1 JeNepcoHai3allii0 Au3aiiHy, MOpYLIEHHS aBTOPCHKOIO IpaBa, KPUTUYHE
COPUUHATTA 3 OOKy ayamTopii TOmo. BU3HAYEHO NEPCIEeKTHBU BUKOPHUCTAHHS TaKUX
TEXHOJIOTH Yy BUIaBHUYIHN cepi Ta MOKITMBOCTI MOETHAHHS X 3 TPAAUIIIHHUMU METOaMH.
KiarouoBi cjioBa: KHWKKOBHMA JHM3aifH, INTyYHWH IHTEJICKT, KHIDKKOBA OOKJIaUHKA,
UTIOCTpAITis.

Beryn. CydacHi TeXHOJOTIT aKTUBHO 3MIHIOIOTh BUIaBHUYY IHAYCTPIIO, 1 INTYYHUN IHTEIEKT
(mani LI) mounHae BUKOHYBATH y I[bOMY IPOIIECi BCE MOMITHIITY pojib. OAHUM 13 HApsMiB
3acrocyBanHs LI y cdepi KHUTOBHAAHHS € XYIOOXKHE O(DOPMIICHHS KHIMKKH — CTBOPEHHS
OOKIAANHKH, UTIOCTpamii, A00ip mpudTiB. IIpoTsIrom cromiTh 1€ BUMAarajio 3aly4eHHS
npodeCifHUX XyIOKHUKIB 1 BEpCTaNbHUKIB, @ Y XX—XXI CTOMTTAX, BIATOAI 5K 3’SIBHIOCS
MOHSATTS IM3aiiHy, 1 KHMKKOBHUX qu3aiiHepiB. ChOro/IHI KHIDKKOBE 0(OpMIICHHS BiJUyBae BCE
nomiTHimm# Brums 111

Teopernyna yacTuHa

Ockinpku Texnousorii LI mo cBoiii mpuponi eramiTapHi, MacoBi (IpUHAHMHI B OCHOBHOMY
IHCTpYMeHTapii, SIKUi € JOCTYIHHUM IS JTI0/Iel 0e3 cremiaabHuX 3HaHb 1 HABUYOK, JI0 TOTO XK
0e3MIaTHO), BTPY4YaHHsS IIMX TEXHOJIOTiH y cdepy KHUTOBUAAHHS MiJBAXYE 3HAUYECHHS
npodecioHaniB, He JIHILIE XyA0KHHUKIB 1 JU3aiHEPIB, a HABITh MUCbMEHHUKIB, TPOpaHy€ iXHIO
kBasTiikoBaHy npaito. PakTHUHO, KHIKKY MOYKE CTBOPUTH aMaTOpP, BAKOPUCTABIIIM TaK 3BaH1
npoMTH (aHr. «promt» — miakaska). Ha mouatky 2023 poky amepukanens bpert [lukiep
(Brett Schickler), mpogasenp 3a ¢paxom, «Hanmucay 3a JiueHi roguHu 30-CTOPIHKOBY AUTAUY
kHwkKy «The Wise Little Squirrel: A Tale of Saving and Investing» 3a momomororo
renepatuBHoro yar-6ota ChatGPT Big kommnanii OpenAl (sixuit Oyio 3amyiieHo y JucTonaii
2022 poky) 1 HEB/IOB31 110YaB MpoJIaBaTH ii Ha Amazon.

Ils icropis mpo Oimouky Cemmi 3 HeBuOarmmBor sickpaBoro III-oOxmaguHkor0 cTana,
MOJKJIMBO, TIEPIIAM MPHKIIa10M BukopucTanHus L1 aiist cTBOpeHHsSt aMaTOPChKUX KHIKOK. Bike
y motoMy 2023 poky Ha Amazon Oyio noHaa 200 KHIKOK pi3HOI TeMaTHKH, CTBOPEHUX 3a
nornomoroto IIII (Bensinger, 2023). 3amia peryntoBaHHS Npojaaxy MNOMIOHOI MPOIYKIT
Amazon HarojiocMB Ha HEOOXIJHOCTI «IOBIIOMJISUIM IMPO BMICT, CTBOPEHHUH IITYYHUM
IHTEJIEKTOM (TEKCT, 300pakK€HHS YW MEpeKJIagu)» 1 YTOYHUB, IO «300pakeHHsI, CTBOPEHI
IITYYHUM 1HTEJIEKTOM, BKJIIOYAIOTh 300pa)KeHHs OOKJIaJWHKU, BHYTPIIIHbOT YACTUHU KHUTHU
ta imoctpanii» (Content Guidelines, n. d.). Cporonni crBopenns IlI-oO0kmagmHOK yxke €
MOIIMPEHOI0 MPAKTHKO0, Ul MOYATKIBLIB ICHYIOTh OHJIAHH-KypcH. BugaBHHMIITBa, mompu
KPUTHKY, TaKOX 3aiydaroTh iHcTpyMeHTH LI ans nuzaitny kHmxok. Ckaximo, Bloomsbury
Buzano poman-pentesi Capu Jx. Maaac (Sarah J. Maas) «House of Earth and Blood» (2023)
13 1II-00kmaanHKOIO0, aje Mi3HINIE CTBEP/DKYBAIO: TU3aHEPU BHUJIABHUIITBA HE 3HAIH, IO
300pakeHHs 3reHepoBane (Shaffi, 2023).
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[Tepmum, mpunHaiiMHI 3adikCOBaHMM, MPUKIAIOM TPO(ECIiiHOrO CTBOPEHHS KHWKKH 3a
nonomororo I B Ykpaini cTano nuTsde HayKOBO-TIOMYJIsipHE BUJaHHA «Xo4yy Ha Mapc!»
BuaBHUITBA «Panok» (2023); Ha 0OKIaAMHII MPSAMO 3a3HAYCHO, IO KHIXKKY CTBOPEHO 3a
nonomororo 1.

The Wise
Little

Squirrel:
A Tale of

Saving and
Investing

LmocTpanis 1. Brett Schickler. «The Wise Little Squirrel A Tale of Saving and
Investing»
Lnroctpanis 2. «Xouy Ha Mape»

JilficHo, mTy4yHO OYJ0 CTBOPEHO HE JIMIIE Bi3yaJlbHE HANOBHEHHS KHIDKKU (Au3aiiHep
Onekcanap KoBaneBcbkwii), a i TekCT (pepakropka Map’stna ['opsiHcbKa). «Xouy Ha Mapc!» —
aMOITHMI TPOEKT 13 (YTYPUCTHUHUM CKJIQJHUKOM, SIKUH JEMOHCTPYE MOKIMBOCTI
TEXHOJIOTiH, TOMY TEeMYy KHIDKKM BHUIABHUITBO CBIJOMO TOB’S3aI0 3 MailOyTHIM, i3
nigkopenHaM Kocmocy. JluzaiiHep kopucTyBaBcs Mepexero Midjourney, OCHOBHOIO
KOMAaH/JIOIO JIJIsl CTBOPEHHSI 300pakeHb OyJia «imagine» (YKp. «ysSIBU»), 1 IIUM TMOSICHIOIOTHCS
HEepealiCTUYHI JeTali (Hanpukiaj, BUurisa Mapca abo 1IicTh NanbliB Ha pyKaX KOCMOHaBTa
Ha OOKJaAWHIN), sKI Oyl 3aJMIIeH] CBIAOMO, 100 HE TPUXOBYBAaTH, a HAaBIIaAKH,
MpoJeMOHCTpyBaTh ocobmuBocti pobotu . «Mu 6 xorinm, moO och Takui
eKCTIEpUMEHTAIBHAN NUISAX TPHU3BIB 10 TOSBU BIANOBITHHX HOPM B YKPaiHCBKOMY
3aKOHOJIaBCTBI, a YKPaiHChKE KHUTOBUIAHHS CTAJI0 YaCTHHOIO CBITOBOTO AMCKYpcy mpo 1ID»,
— roBopsATh aBTOpU KHMKKU (boiiko, 2023).

Jo Buxoxy II-kHmXKu ykpaiHChbKa ayJuTOpis MocTaBuiacs amOiBaseHTHO. KpuTuuHi
KOMEHTapl CTOCYBAJIUCS «IIOPYIICHHI €TUUYHUX HOpM, OakaHHI 36KOHOMMTH Ha aBTOpax Ta
uTIOCTpaTopax», 3a3HavyaB reHepalibHUl AupekTop BuaaBHULTBa «Panok» Biktop Kpyrios.
Opuanuni npobieMu mnojisraad y TOMY, IO «YUHHE 3aKOHOJABCTBO HE BCTHIae 3a
TEXHOJIOTITYHUMHU 3MIHAMU», «HE BPETYJIbOBAHO 3aKOHOM aBTOPCHKE IPaBO Ha MPOAYKTH,
CTBOpPEHI 3a JIOMOMOT 00 IITY4HOT0 iHTeNnekTy» Toulo (Kruglov, 2023). Bpemri-pemt KHUXKKY
«Xouy Ha Mapc!», BUuJjaHy MaJluM HaKJIaJ0M, BUPILIMINA HE 3HIMATH 3 MPOJAXy, ane i He
JOJPYKOBYBaTH. 3a3HauMMO, 1110 TUIaTHA Mmijnucka Ha Midjourney ae mpaBo Ha KoMepIliiiHe
BUKOPUCTAHHS Bi3yaJIbHOTO IPOAYKTY, 1 11€ € aKTyaJIbHUM JUIsl BUIABHUIITB, SIKi BCE aKTUBHIIIIE
BUKOPHUCTOBYIOTH TexHouorii LI

Ha croromui Bimomo, mo ykpainckki BuaaBHHITBA «Temmopa», «bopomatuit Tamapuny,
Bunasuunrso Craporo Jlea 3amyuanu LI ais ctBopeHHST 00KIaIUHOK, OCTAaHHE, HAPUKIIA],
— U1t moeTn4Hoi 30ipku Mapunu [Tonomapenko «Kumkka j1t000Bi 1 110Ti» (2023).
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Lnmrocrpanis 3. Mapuna [Tonomapenko. Kamxka qr000Bi 1 JTFOTI
LmocTpanis 4. «)Kinka 31 CHy. AHTOJIOT1S aHTTTIHCHKUX TOTUYHUX OIOBITaHb

Ille omHa KHMXKa 3 OOKIQAMHKOIO, SIKy 4acTKkoBo 3reHepyBaB I (muzaiinepka Kcens
SIKOBEHKO), TUIbKH-HO BHHIIIA y BHJIABHULTBI «A-0a-0a-ra-ma-ma-ra» — «XKiHka 31 cHY.
AHTOJOTSI aHTTIHCHKAX TOTHYHHX OTOBIIaHby 3a yHnopsiakyBaHHsaM FOpis Bunanuyka (2025).
BupgaBHuutBo orpumMano 6araro HEraTMBHMX KOMEHTapiB, JUId MOro CHMIIAaTHKIB
Bukopuctana LI crano posuapyBannsMm. Hatomicte «A-0a-0a-ra-yma-ma-ra» 3ameBHHIIO
YHUTayiB, 1[0 HE MEpPEeCTaHe CIIBIPALIOBATU 3 HAWKpAIUMHU YKPAiHCBKUMM UIIOCTpAaTOpaMH,
xoua i He BigmoButhcs Bix LI (I'pinenko, 2025).

PeBostoniiiHi 1HCTpyMeHTH reHepauii 300pakeHb J03BOJIAIOTH BUJABLIIO CKOPOTHTU CTPOK
CTBOPEHHSI KHM)KKH, 3MEHIIIUTH BUTPATH Ha XYJOXHHKA, a 3HAYUTH 1 COOIBAPTICTh KHIKKH.
Imroctpatopy 1 ausaiinepy LI Moke DONMOMOITH «HAKUAATH» BapiaHTH MalOyTHBOI'O
300paxkeHHs, NiAMTOBXHYTH (anTa3zito. Takox [ Mmoxxe 00pobuTH LtocTpariito, sKy CTBOPUB
XYJOKHUK, TOKPAILUTH 11, TOJaTH MEBHI €IEMEHTH.

Pazom 13 TuM, BHUKOpucTaHHsS 300paxeHb, 3reHepoBaHux I, mMae HeraTMBHI acneKTH,
30KpeMa, MOpYyIIEHHs aBTOPCbKUX TIpaB, IEBHY HENOBIpy 3 OoOKy ayaurtopii (depes
HECIPaBKHICTh, HEOPUTIHAIBbHICTh HAJATO KPAaCUBUX KAPTHUHOK). AKTHUBHE BHUKOPUCTAHHS
3r€HepOBaHUX 300paK€Hb Ha KHUKKOBHUX OOKJIAJMHKAaX MOXE HETraTMBHO BIUIMHYTH Ha
IHAYCTPII0 KHW)KKOBOTO JHM3aliHy, 3BY3UTH TOJ€ MOXIMBOCTEH [uig mpodeciiHux
uUnocTpaTtopiB 1 Iu3aiiHepiB, JMCKPEIUTYBAaTH  KpPEaTUBHICTh, JIeTIepCOHAI3yBaTH,
3arajbMyBaTH TOLIYK 1HJIWBITyalbHOTO, OpPEHIOBAHOIO AM3aliHY y pI3HHUX BHJIABHUIITB,
BPEIITI-PEIIT 3IUIIUTH 0e3 poOOTH BENUKy KiUTbKicTh mofei. «llomibHo 1o Toro, sk
¢dotorpadis BOuna penakiiitHoro xymoxHuka, I 3BiTbHUTH Oaratbox UIIOCTPATOPIB, —
3a3Hayae imoctparopka Kemmi [Jlonnep — IHI 3maTHmii maiike Oe3IuiaTHO CTBOPIOBAaTH
umrocTpatii, Kl KOHKYpYIOTh HaBiTh 3 HAlKpalMMu TpaAuLIHHUMU Xy 1oxkHUKaMu» (Donner,
2023). Oco6:11BO HEOE3MEYHOIO TaKa TeHICHLIA € /ISl YKPaiHChKOT0 KHMYKKOBOT'O PUHKY, SIKUI
ChOTOIHI OYpXJIMBO PO3BHBAETHCS, MPOTE HE € JOCTaTHbO CTAOLIBHUM 1 HE MOXKe
3aMporoHyBaTH XyI0’KHUKaM 1 [u3ailHepaM TiAHY OIIaTy Mmparii.

BucnoBku. Pozpurok 1111 ctaB noTpsciHHAM 1715 pI3HUX Cep JI0ACHKOI AISUIBHOCTI, 30KpeMa
JUIS TU3aiiHy 1 MECTenTBa. MOXIIMBO, MOJia Ha MITY4YHI 300paxeHHs Oyae CKOPOMUHYIIIOIO,
ajie CIIpOTHO3YBATH IUISAXH E€BOJIOIIT TeXHOJIOTIH ckiagHo. OueBHUIHO, 10 Hajam y chepi
KHUTOBHUIAHHS, 5K 1 B IHIINX c(epax, 1€ BUKOPUCTOBYIOTHCSA MPOAYKTH MITYYHOTO IHTEIEKTY,

134



OylyTh PO3POOJIATUCS 1 3aCTOCOBYBATHCS MEXaHI3MHU OOpOTHOM 3 TuTariatoMm, Bepuikarlii
iH(popMalii, MiABUINEHHS BIAMOBIJAIBHOCTI, CTPUMYBaHHS Ta, MOXJHMBO HAaBiTh, MOBHOI
BiamoBH Big HII-nmpomykirii.
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Abstract. The article investigates the use of artificial intelligence (AI) in book publishing, in
particular, for creating book covers. The advantages and challenges of integrating Al into the
process of developing book covers, including time savings, cost optimization, but also
depersonalization of design, copyright infringement, critical perception by the audience, etc.
are considered. Prospects for the use of such technologies in the publishing industry and the
possibility of combining them with traditional methods are identified.
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Annotation. The study examines the role of pysanka as an image personified with the traditions
and culture of Ukraine. Since 2024 pysanky is recognised by UNESCO as an intangible cultural
heritage of humanity (19.COM), which emphasises the importance of preserving and
continuing the traditions of pysanka. The conclusions are drawn that in the conditions of
Russian military aggression, the culture and national identity of Ukrainians are being ‘eroded’.
In the context of these tragic events, pysanka is important as a factor contributing to the
preservation of national identity and awareness of the uniqueness of the culture of the
Ukrainian people; as a way of forming the cultural image of Ukraine, facilitating
communication and strengthening mutual understanding with representatives of other
countries.

Key words: Ukrainian pysanka, culture, preservation of identity, cultural diplomacy.

Introduction. In modern culture, the tradition of decorating chicken eggs is associated with
the Easter holiday, but this ritual has pagan roots and existed in the culture of Ukrainians since
ancient times, long before the adoption of Christianity. Religious outlook influenced the
tradition of pysanka: signs-symbols related to Christianity appeared, and pysanka began to be
nominated as an ‘Easter egg’. Over time, the deep folk tradition, which has ritual roots, turned
into secular decoration of eggs. The consequence of this transformation was the loss of
knowledge about the symbolic and semantic meaning of traditional ornaments, which were
applied to the surface of eggs and reflected the mythological worldview of our ancestors: their
pagan ideas about the laws and harmony of Nature and the Universe. Traditional technical
skills of painting Easter eggs are disappearing, and at the same time - the customs and traditions
of Ukrainian culture.

The general humanitarian crisis in the world, aggravated by wars, actualises the preservation
of national culture, contributing to the people's awareness of their national identity. That is why
research aimed at studying and preserving authentic folk art is so important today. The most
important part of such ancient cultural traditions in Ukraine is the art of pysanka.

The relevance of this topic is due to the need to preserve and promote the cultural heritage of
Ukraine, in which pysanka is an important component of the national identity of Ukrainians,
and pysanka art (pysankarstvo) is one of the unique traditions of Ukrainian culture. The value
of this phenomenon is recognised at the world level - in 2024, pysanka, the Ukrainian tradition
and the art of decorating eggs were inscribed on the UNESCO Representative List of the
Intangible Cultural Heritage of Humanity (19.COM) (UNESCO, 2024).

Despite the existence of studies of various aspects of Ukrainian pysanka: history, symbolism,
regional peculiarities of ornamentation, this study can significantly complement the existing
works, focusing on the role of Ukrainian pysanka in preserving the unique traditions of
Ukrainian culture and identity, as well as on the search for new methods to help identify the
unique features of this art, characteristic of Ukrainian culture.

The purpose of this study is to identify the features of Ukrainian pysanka and its role in
preserving the unique traditions of Ukrainian culture and identity; to study the methods of
popularisation of traditional egg painting.

Research methods. The basis of the research methodology was comparativism, historical
method and comparative analysis.
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Theoretical part

Pysanka in historical discourse. In pagan culture, the cult of egg as a symbol of life and
fertility was associated with the holidays of the spring-summer cycle. And the rites in which
the pysanka had an important ritual role were associated with agrarian magic. Most of these
rituals reflected the main idea of our ancestors' worldview - the continuation and renewal of
life. This idea is revealed in the symbolic meaning of pysanka, which had an important role in
the pagan ritual culture of the people living on the territory of modern Ukraine. The description
of rituals and peculiarities of ornamentation is recorded in the works of historians and
ethnographers of the late XIX century - early XX century, who worked on the compilation of
museum collections - N. Sumtsov, S. Kulzhynsky, M. Kordub, A. Malinka, A. Grepachevsky,
V. Shcherbakivsky (Cymmos, 1891; Kynbxunckuit, 1899; Kopny6, 1899; Manunka, 1899;
I'penaueBckuii, 1904; llep6akiBcbkuii, 1926).

Ukrainian pysanka is distinguished by the richness of the pictorial vocabulary: a variety of
compositional schemes, colouristic solutions, ornamental combinations. The peculiarities of
Ukrainian pysanka, with the help of which it is possible to apply the finest lines on the surface
of the egg, determine the variability of technical possibilities and the complexity of
ornamentation of Ukrainian pysanka. The traditional technique of pysanka execution with the
use of wax painting has been described in detail by many Ukrainian authors. The ornaments of
Ukrainian pysanka, like the embroidery of rushniki, often reflect a three-dimensional model of
worldview: underground, terrestrial and celestial. Ornamental archaic reflects cosmogonic
signs and symbols of natural phenomena and elements: sun, moon, sky, lightning, stars, water,
earth, fire, wind, rain, etc. From ancient times, the symbols of the sun (heavenly fire) were
widespread: circles, octagonal stars, crosses, deer antlers, deer, horses; symbols of water -
oblique and wavy lines, zigzags, fish; images of the world tree and goddess-Bereginya
(Kononenko, 2017). With the adoption of Christianity, the ornamental lexicon of pysanka
included stylised images of churches, abbreviations ‘CR’ (Christ is Risen), the sign of the fish
acquired a new symbolic meaning.

Despite the oblivion of Ukrainian pysanka after the 1930s (due to the Soviet ideology of those
times), the tradition was not completely lost. This is largely due to the contribution of the
Ukrainian diaspora, whose representatives had the opportunity to study the subject beyond
ideological restrictions (Ewach 1950, Horniatkevych 1963, Onumryk 1985). In Ukraine,
however, it was only in 1968 that Erast Binyashevsky's book on Ukrainian pysanka was
published (binsimeBcbkuii, 1968).

Interest in the research of Ukrainian pysanka has been renewed since the 1990s, which is
connected with the revival of pysanka art itself. A significant number of works of this period
are devoted to various aspects of the art of Ukrainian pysanka (Kyapunpkuii 1992; ®enopyk
1999; Taiinait 2000; Mansko 2008; Kapa-BacunbeBa 2011; Kymnipenko 2019; Cypymxkii
2016; Kononenko 2017).

Actualisation of Ukrainian pysanka traditions in contemporary culture. Today pysanka
traditions have an important role in Ukrainian culture. In 2024, pysanka, Ukrainian tradition
and the art of egg decoration were inscribed in 2024 (19.COM) on the Representative List of
the Intangible Cultural Heritage of Humanity of UNESCO (19.COM). It is noted that ‘Egg
decoration is deeply rooted in Ukrainian identity and is still a traditional ritual among
communities all over Ukraine’ (UNESKO, 2024).

However, the most significant is the purpose of pysanka as an artistic metaphor of revival and
a symbol of Ukrainian culture in the international field of cultural diplomacy. Despite the fact
that cultural diplomacy is still not given due importance, it plays an important role in creating
an attractive image and raising international prestige; establishing and improving international
relations; promoting the interests of the state in the international scene; preventing conflicts or
mitigating their consequences (I"ait-Huwxuuk & Uynpiii, 2013).
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Since 2014, Ukraine has suffered enormous losses due to Russian military aggression. The
demographic crisis is interconnected with the cultural crisis for a number of reasons. One of
them is the ‘eroding’ of the cultural and national identity of Ukrainians in the conditions of
integration into the new society, as a consequence of forced migration of Ukrainian citizens
(mainly women and children) to other countries. Under these conditions, the preservation and
further development of cultural traditions for Ukrainians is of particular importance for the
following reasons:

1. The need to preserve and develop the cultural traditions of Ukrainians as a factor contributing
to the preservation of their national identity and awareness of the uniqueness of the culture of
the Ukrainian people (both for Ukrainians living in Ukraine and for Ukrainians who left the
country as a result of the war).

2. The importance of popularising Ukrainian culture abroad as one of the methods of forming
the cultural image of Ukraine, facilitating communication and strengthening mutual
understanding with representatives of other countries.

Methods of preserving the tradition and popularising it. Egg painting is still a ritual popular
among communities throughout Ukraine, as well as for Ukrainians living in other countries.
Most often, knowledge and skills in this area are passed on during classes, seminars, events
organised as part of cultural and educational programmes, projects and grants (fig. 1 - 2).
Personal experience of conducting lectures, classes and master classes within the context of
grants dedicated to the comparison of Ukrainian pysanka and Lithuanian margucai showed the
importance of these events and their demand among people of different nationalities.

I JKRAINA b

Figure 1 — 2. Presentation of Ukrainian pysanka as part of the ‘Day of Cultures’. Organiser
of the event ‘Lituanistikos ir uzsienio kalby centras’. Klaipeda University. 2004

Conclusions. Pysanka is one of the most ancient phenomena connected with deep traditions
and customs of ritual Ukrainian culture. Their development is important for the preservation of
national identity and awareness of the uniqueness of the culture of the Ukrainian people; for
the promotion of Ukrainian culture abroad, as one of the methods of forming the cultural image
of Ukraine.
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Anotation. The study considers the symbolism of chess in the context of medieval Memento
mori art. Traditionally, the image of chess in works of fine art is interpreted as a struggle
between the forces of Good and Evil, which is based on the opposition of black and white
colours of the chessboard and playing pieces. We offer an alternative reading of the symbolism
of chess, which is based on the meaning of the square as a module of the game board, which
was identified with the cyclic movement of the Universe, where orderliness and regularity
correlate with chaotic possibilities. The ideas of predetermination and randomness, reflected in
the mathematical concepts of probabilistic analysis in John von Neumann's game theory, prove
that the symbolism of chess is not limited to a reminder of the finitude of human life. It is
established that in the context of medieval religious worldview, where the binary opposition
Life — Death is transformed into the formula Life — Death — Resurrection, the image of chess
(checkerboard floor) means a metaphor of life, corresponding to the laws of the world order
(rules of the game) in which the last chess move — inevitable earthly Death (checkmate) is the
beginning of the soul's journey into the metaphysical space of spiritual transformation.
Keywords: chess, symbolism, fine art, religious worldview, Middle Ages, Memento mori,
Danse macabre.

Introduction. Traditionally, the symbolism of chess is based on the opposition of black and
white colours and is interpreted as a struggle between the forces of Light and Darkness, Good
and Evil, Life and Death. The reason for this interpretation is the established association of the
white and black colours of the chessboard and the pieces as two opposing forces. This reading
is especially convincing for European culture, where it is usual to see such visual embodiment
of chess: black and white pieces on a black-and-white board. But, from the history of the game
we know that the colours of the pieces and boards were diverse (as were the materials from
which they were made); colour combinations could include three or more colours: green - red,
yellow - black, white - blue and other options. Since black and white colours were not the
defining external feature of the chessboard and pieces, the symbolism of the game may be
based on other meanings. These meanings are related to the general concept of games, known
since the time of ancient civilisations, as spatial and temporal maps that used game boards and
pieces (pieces) to travel into metaphysical space. Central among the theories about the
functions of such games is the idea of the journey of the soul of the deceased to the afterlife,
which is a component of the ancient games of Mesopotamia, Ancient Egypt, and Ancient
Greece. This opens up new connotations of the game of chess in fine art and makes it possible
to consider the symbolism in the context of the theme of Memento mori.

The aim of the study. The aim of the article is to analyse and rethink the symbolism of the
motif ‘checkerboard floor' in the works of fine art of the Middle Ages.

The main methods. The basis of the study was comparativism, which allowed us to analyse
and establish similarities, analogies and connections of works of fine art in which the
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checkerboard floor is depicted. The principles of hermeneutics made it possible to interpret the
symbolism of the checkered floor as an image of the chessboard within the framework of the
religious doctrine of the Middle Ages. Artistic and stylistic analysis is used to reveal the
peculiarities of the compositions' formation.

Theoretical part

The everyday life of the Middle Ages abounded with reminders of death, including those
embodied in the fine art of Danse Macabre, a widespread phenomenon of those times. A unique
phenomenon of macabre subjects was the motif of a chessboard transformed into a stylised
checkered floor. One example of this iconography is the stained-glass composition ‘Death and
the Bishop’ from St Andrew's Anglican Church in Norwich (Fig. 1). The stained-glass window
is part of the Dance of Death series and is believed to be the only surviving example of this
theme in England executed in glass. The scene depicts Death taking the bishop away with him.
Both figures are depicted on a checkered floor, an allegory of a chessboard.
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Figure 1. Death and the Bishop. Stalned glass from the series "Dance of Death". St Andrew's
church in Norwich. Around 1510. Norwich, Norfolk. England.
Figure 2. Board for playing chess and backgammon. Wood inlaid with jasper, bone, painted
clay and rock crystal (20 playing pieces made of chalcedony agate and jasper). Beginning of
the 14th century Venice. Italy. The Kunsthistorisches Museum. Vein. Austria.

Most often, the symbolism of chess is interpreted through the opposition of black and white as
a struggle between Good and Evil, Light and Darkness, Life and Death, sin and virtue, angels
and demons fighting for dominance over the world (Cooper, 1987). The reason for this is the
established association of the white and black colours of the chessboard and the pieces as two
opposing beginnings. But, the history of the game proves that the colours of pieces and boards
were diverse, and colour combinations could include three or more colours.

One such example is a chess and backgammon board from the Vienna Museum inlaid with
jasper, bone, painted clay and rock crystal (Fig. 2).

On this basis, in this article the checkered floor (allegory of the chessboard) is considered as a
metaphor of Life and Death with reference to the symbolism of the square, which is a
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geometrical module of game boards in most board games (including chess). Since ancient
times, the square has been identified with the cyclical movement of the universe. Being a part
of the universal language of signs, the square shape of the game board reflects the four parts of
the world: four parts of the earth, four elements, four seasons, four times of the day, four
milestones of human life (from birth to death). This idea correlates with the concept of Emily
Vermeule, according to which the image of the game board is associated with funerary
practices in ancient cultures (Vermeule, 1981).

The origins of chess symbolism indicate that the chessboard is a model of the universe, where
orderliness and regularity correlate with chaotic possibilities. It represents a strict system, but
despite the fixed rules, the number of variations is infinite and each move changes the future.
John von Neumann's mathematical concepts of probabilistic analysis in game theory reflect
this, similar to the ideas of predetermination and randomness (Neumann, 1928).

For the Christian who keeps the commandments of Christ, death on earth means the beginning
of life in the heavenly Jerusalem. Building on this thought, it is unlikely that the Memento mori
scenes depicting chess allegories can be interpreted as man losing to Death in a chess match.
Especially if we take into account that in the Middle Ages human life was interpreted within
the framework of the main idea of that time - the salvation of the soul. The cult of death was a
natural complement to the religious and mystical conflation of the process of cognition.
Thomas Aquinas wrote the following about it: ‘In order that the soul may immerse its essence
in the fullness of truth without hindrance, it begins to crave as the highest gift of escape and
complete deliverance from the body — death’ (S. Aurelii Augustini Hipponensis).

Thus, the image of the chessboard floor in the works of medieval art Memento mori is a
metaphor of life corresponding to the laws of the world order (rules of the game) in which the
last chess move — the inevitable earthly Death (checkmate) is the beginning of the soul's journey
into the metaphysical space of spiritual transformation.

Conclusions. Board games, including chess, as a metaphor of life and death have been known
since ancient times. Their symbolism is firmly connected with the theme of Memento mori and
embodied in the works of fine art of the Middle Ages.

In medieval works of art, the image of a checkered floor as an allegory of a chessboard is not
just a reminder of the finitude of human life. In such iconography lies the idea of order and
structure in the chaos of life; a reflection of the duality of the world: the unity of the rational
and chaotic, where everything is consistent with the laws of the world order.

In the context of the medieval religious worldview, the binary opposition Life — Death is
transformed into the formula Life — Death — Resurrection.
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AHoTanisi. Marepiaql Mae Ha METI aKIEHTYBaTH pOJIb TBOPYOi MAKMCTEpHI B CydacHIid
BITYM3HSHIA XYHOXKHIA OCBITi, aKIICHTOBAHO 3HAYEHHS IPOLECY BIAKPUTOTO MEPErIIsiLy
TBOPYHMX POOIT 1 (POpMyBaHHS €KCIIO3UIIIHHOT KYJBTYPH, BPETyJIOBaHHS CAMOOIIIHKH Ta
BITUYTTS BiANOBIAAJIBHOCTI 3@ SKICTh NMPE3CHTOBAHOTO apT-IPOAYKTY Y MaiOyTHIX MUTIIB.
Orusi 3po6IieHo Ha TIpUKIaAl Tpaauilli BiakpuTux neperisais HAOMA.

KuarouoBi cioBa: meperisi, TBoOpya MaicTepHs, MUCTEIbKa OCBITa, KHUBOIIHC, PecTaBparlis,
apxiTeKTypa, akaJIeMIYHUN PUCYHOK, JTH3aiiH.

Beryn. CyvacHuil Murels, 0co0IMBO — MOJIOJHH — 11€ 0COOUCTICTD, sika OPMYETHCS B yMOBaxX
IIJIKOBUTOI TBOPYOi CBOOOIH, NIMPOKUX MOXKIMBOCTEH 1 4aCTO HEOOMEKEHHUX TOPU30HTIB IS
camopeaizaiii. HuHimHs cuTyaltis, 1o BiJ nanaeMii nepeuinia 10 BOEHHUX MO/, He JIUIIe
HEe 3yNMHWIA B PO3BUTKY XYHOXHI IMporecu B YKpaini, a 6arato B 4oMy i CHOHyKala
MUCTEIBKY €Ty 10 aKTHBi3alii OisIbHOCTI. Alle T€ HIATPYHTA, Ha SIKOMY (DOpMyeThCs
CydacHa MHCTEI[bKa MOJIO[b, XYyJOKHS OCBiTAa, HAa CHOTOJIHI Mae€ IyXe CyHepewInBi
xapaktepucTuku. OMHI€I0 3 HAUTOCTPIIKUX NPoOJieM cTae 30epekeHHs aKaJleMIYHOi OCBITH,
gaKka (HOpMye MHTIS «KIACHYHOTO (hopMaTy», IO Hamalli CcTae BCe CKIAIHIIIMNM, — MOJOJA
re’epailiss He 0auuTh MEPCIEeKTHB y TPAAMIIINMHIA OCBITI, MAIOYM MOXJIMBICTH BUHTHUCA 32
KOPJIOHOM, TTOPiBHIOBATH Pi3HI OCBITHI MOJENi, 0a4NTH, SIK peali3y€eThCsl HAaBYAIBHUN TIPOIIEC
y pizHux 3BO, 1 6arato B YoMy pyXar4uch IUIIXOM HAWMEHILIOT0 CYIPOTHBY 1 HE MOMiYat4u
MiIMiHA TTOHATH. OJIHIEI0 3 HaWBAXKIIMBIIMIKX 3a7[a4 Y ITUX YMOBaX CTa€ rPaMOTHE, OpraHiuHe
MOETHAHHS TPAIUIIi 1 HOBAIlill, CHHTE3 KJIACHYHOTO 3MICTy Ta Cy4aCHOTO 1IHCTPYMEHTapio,
3aBJSKHU SKOMY TpaJullisl He JuIle 30epirae KUTTs, ane 1 3arpae HoBuMu (apdoamu. OHUM 3
OCHOBHHUX (hOPIIOCTIB JUIsl 30€peKEeHHS TPAIULIHHOT XyA0KHbOT OCBITH BUCOKOT'O PIBHS SIKOCTI
3anumiaeTbes HamionanbHa akagemist o0pazoTBopuoro mucrenrsa i apxitekrypu (HAOMA),
110 3aBXAM BiirpaBana (yHKIIIO MPOBIJHOIO MHUCTELBKOTO OCBITHBOTO 3aKJIady JepiKaBH,
KOHKYPYIOUHM B LIbOMY HEPEBAXKHO 31 JIbBIBCBKUMHU OCBITHIMU ILIEHTPaMH XYJO>KHBOTO
npodiTto, SKUM a-priori HaBiTh y cUTy TeorpadivyHoi OJIU3BKOCTI JO €BPONEHCHKUX OCBITHIX 1
KyJIbTYPHHUX LIEHTPIB cyausocs O0yTu cepell ¢piarmaHis.

Teopernyna yacTuHa

BpaxoByroun ocTaHHI KiJIbKa POKiB IIOBHOT'O B1JICTOPOHEHHS COLIIyMY BiJl 3BUYafHOTO PUTMY
JISUTBHOCTI OyAb-KOro MpodiIo yepe3 MaHAEeMilo 1 MOTIM BIMCHKOBI [ii, JIETKO 3pO3yMITH
CTpiMKE HaJliHHS PIBHA OCBITH 3arajioM i XyJOXHbOI 30KpeMa, 10 cepe]] MPUYUH Ma€ KpiM
3a3HAYEHOTO 1 PaJUKAIbHY MYTAIllI0 CHCTEMHU JOMIHAHT CYyYaCHOTO MOJIOJOTO TOKOJIIHHS.
Tomy 15 CbOTOHIIITHIX MUCTELBKUX 3aKJIa/1iB KOMIUIEKC 3a/1a4, K1 JOPMYy€E cama peasbHICTb,
MaOyTh, IOYMHAETHCA 3 TOTO, SIK 30€perTH MOMUT Ha TPaJUIliiiHI Xy10KHI LIHHOCTI, IHTEpeC y
MOJIOJI 10 XYJO’KHBOI [TapUHH Ta OakaHHS 3aiiMaTHCs MUCTELTBOM. A cepesl METOIB, SKUMHU
MOCTYTOBYIOTBCS CyYacH1 BITYM3HSHI MHTII-TIEAAroru, € Ti, SKI MOXHA BIIHECTH [0
HalleeKTUBHIMIMX JJIs1 BUXOBAaHHS XYJOXHHMKA B Cy4aCHUX CKJIAJJHUX YMOBaxX, — BiJIKPHTI
MEePErJIAIA TBOPUUX POOIT, TPAAUIIIS MPOBEICHHS SIKUX € OIHIEIO 3 «POJBHUHOK» OCBITHHOTO
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nporiecy B HAOMA. Axanemis Mae y CBOiMl CTPYKTypi HU3KY TBOPYHMX MaMCTEpEHb, SKi 3
MOBHUM IIPaBOM MOJKHA Ha3BaTH OCHOBOIO KaTEropis «IIKOJa» B MHCTEIbKiHd ocBiTi. Lle
(heHOMeHH, SKI MalOTh CaMOCTIHHY (hOpMYIOUy pOJIb TIPH MIATOTOBIN MPOQECIOHATIB y TaTy3i
00pa30TBOPYOTrO MUCTENTBA 1 ApXITEKTYpH, KOKEH 13 HUX € YHIKQIbHUM, IPYHTYETbCS Ha
0c00IMBHX, BUOYTOBAHUX HA YITKUX ITPaBUJIaX B3aeMOJI1, cTocyHKax Maiictpa Ta Yuns. Ane
TOJIOBHE, III0 MaiicTepHs 0a3yeThCcs Ha BIMUYTTI BiAmoBinanbHOCTI. I 3 OOKy KepiBHUKIB, 1 3
00Ky CcTyACHTIB. AKaJieMist Ma€ MaliCTepH1 CTAHKOBOTO )UBoNuCy (kepiBHuKH — M. ['yiina, O.
SlceneB), xKHUBOMUCY Ta XpaMoBOi KynbTypHu (kepiBHHKH — O. Ilyropka, I. ITumunenko),
eKCIIEpUMEHTAIbHY MOJI0JIa MaliCTepHIO (hOpMaIbHOTO MUCTELTBa (KepiBHUKHU — A. biynos,
A. Loit), ckynbntypu (kepiBHuKH — A. banor Ta b. Mazyp), kunxkoBoi rpadiku (KepiBHUKH —
I'. T'anmmuchka Ta O. ['puienko), BinbHOI rpadiku (kepiBHUKH — A. Yebukin, B. Kupuuenko, 1.
Kupnuenko, H. Cepreesa, T. KoBau), i 1me unmano MaiiCTepeHb, KOKHA 3 SIKUX Ma€ 3HAHUX
KepiBHUKIB. OKpeMHH aKIEHT BapTo 3poOWTH Ha MakcTepHsax apxitektypy HAOMA,
kepoBanux JI. Cxopuk, A. lasunosum, JI. [IpuGeroro, /1. Antontokom. Lle Ta cama cinaBeTHa
TpaIuIlis, sIka HAPaXxOBY€E BXKE HE OJWH PIK, 1 caMe Ti KEPIBHUKH, SKI BUTPAYAIOTh YMMAJIO
3yCHIIB, 1100 30€piraTé posib MaliCTepeHb Y MUCTEIIbKI OCBITI Ta MiHIMI3yBaTH (hopMaltizallito
MiaXoay Ao uporo sBua. L{i maiictepHi ans akagemii — 1e aapo ii apXiTeKTypHOI OCBITH, TYT
3apOJIKYEThCS HOBAIliSl Ta PETEIILHO 30€piracThCsl TPAAHMINISI, MPUKIAIOM YOTO MOXE OyTH
po3pobka npoekty «KHAOMAHOBAY. Kinbka ocTaHHIX pOKiB 3aMKHEHOCTI, TUCTAHIIITHOTO
(dbopmary HaBYaHHS, KWW 3HAYHO CKOPOTHB I'OJIMHU CIUIKYBAaHHS BUKJIQJAAYiB 31 CTy/ICHTaMH,
CIIOHYKAaJIU JI0 TOTO, I[00 MaKCUMAaJIbHY yBary NpUauIaTH 30€peKeHHIO TPAJULIIHHO BUCOKOTO
npo¢eCciifHOTO PiBHS BHITYCKHHKIB MaiicTepeHb. [l CTyAeHTIB, SK 1 ISl BUKJIaa4iB, OJIUH 3
MEXaHi3MiB, fKi JOIIOMaralTh MATPUMYBATH HAJICKHUN piBEHb Ta TpUMaTu cede y dhopmi, —
1€ BIIKPUTUN PEKTOPCHKHUI MEPETrIsil, SKUM 3aBEPIIY€ETHCSI CEMECTp 1 Jie MPUCYTHI 4acTo He
JUIIE BUKJIaAadi, aje 1 Bci 6axkarodi mo0ayuTu pe3ynbTatd poOOTH CTYACHTIB, IHKOJIM HABITh
NPEJCTaBHUKA MIHICTEpCTBa, SKHX 3ampourye akazaemis (Ha mepermsin coinbHO 3
MiHICTEPCTBOM. ...). ToMy Ha Taki moAil yacto npumnafarTs [{Hi BIAKpUTUX ABepeil akaaemii
([ui BigkpuTHX ABepeil.....). Bigkputuii meperisia, sk i myOnidyHui 3aXuCT KBasi(ikaiiHIX
po6iT (3axucT KBaidikaifHUX POOIT MAricTpiB....), BKIIOYAaE OOrOBOPEHHS, OLIHIOBAHHS,
TOMY, 3BICHO, BIJIIIOBIJATBHICTh 32 POOOTH, €KCTIOHOBAHI Ha WX MEpersgax, MakcuMaibHa. |
JUI CTYJEHTIB, 1 A iX KypartopiB. Lle ctumyn st 060X CTOpIH MaKCHMajlbHO BHUT1JTHO
MIPE3CHTYBATH CBOi HANpAIFOBAHHS, HE NMPHUITYCKATHCS XaNTYpH Ta IEMOHCTPYBATH OOIAYYS
MmaiictepHi. [1ig yac ux neperisiaiB He MOXKHA MPUITyCKaTHCA IMITalil Aii, 00 BOHU He Julle
BIJIBIIyIOTbCSl OararbMa IUIsiladaMHM, B TOMY 4YHCII ¥ CTOPOHHIMH, ane 1 (IKCYlOTbCs 3
MOJIJIBIINM PO3MOBCIOKEHHSIM MaTepialliB, II0 CIpHUs€ MOMyJspHu3alii 1 MalcTepeHb, 1
3aknany 3arasioM (BinOyBcs mOTOUHMN meperisa CTyIAEHTCbKUX poOiT...; Ilepermsn B
HAOMA cTyaeHTChKHX POOIT. . .; 3apouryeMo Ha Meperisil CTYJeHTChKUX poOiT...; «Pa3om
13 HaMM y CBITI MHcTeuTBa...). Ilpu yomy, 1l MarTepiaqu 4acTO CTBOPIOIOTHCS CaMUMHU
CTyA€HTaMH, 0 poOuTh iX HeynepemkeHMMH XpoHikamu nofiii (HAOMA: mnepermsa,
3uMa...).

BiguyTTs BiANOBIAAIBHOCTI BUXOBYE 1 €KCIO3ULINHY KYIbTYpy, GOPMY€E PO3yMiHHS BJIACHOI
rigHocTi MUTIIA, 1O BIAMOBIAAE 3a PIBEHBb SIKOCTI BIIACHOTO apT-TNIPOAYKTY, 3a 3IaTHICTh
VYuuTens BUXOBaTH Y4Hs, 3a CIPOMOKHICTh Alma-Mater 36epiratu craryc B3ipus B ocBiti. 3
MalCcTepeHb Il Yyac MyOJIYHUX TEPETIIAIIB HIXTO HE BUXOAUTH OAMIy UM, 1€ 1 BUXOBHHM
¢baxTop a7 MaOyTHIX MUTIB, SIKI IPAarHyTh MOTPAIIMTH 3HOBY B TOM MIKPOKJIIMAT, B IKOMY
OTMMHWIKCS MM/ Yac BiJBiMaHHS. [HKOJIM BOHHM MEpPETBOPIOIOTHCS HA CAMOCTIMHI MHCTEIbKI
aKIii, BUXO/SUM 32 MEXI HaBYAJILHOTO TPOLIECY, SIK, HAPUKIIaJ, NEPerisg B apXiTeKTypHHUX
MalCTepHAX 3 TMPE3CHTAIIEI0 apoMary, CTBOPEHOrO CIHIBaBTOPCTBI 3 MpodeciiiHuM
napdymepomM, i HaBiTh 3 JerycTalli€o 0co0IMBOro Hamorw (i71. 1), Ta MOKIMKAHOTO MepeaaTu
IyX MalCTEepPEeHb 1 3MyCHUTH 1X 3By4aTH OCOOJMBUM YHHOM.
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BucHoBku. B ymoBax, Kosiu 1eBOBa YaCTMHA HaBYAJIbHOI'O MIPOIIECY B MUCTELBKUX 3aKiIagax
OCBITH TIepeHIuIa B OHJIaH-(POpMAT, 0COOIMBO BaXIJIMBUM SIBHILEM, IIO CIYTYE 1 CTUMYIIOM, 1
BUXOBHUM (DaKTOpOM, 3aJIMIIAIOTHCA MyOJIYHI HEeperjsiAd TBOPUUX pOOIT. Y HMHILIHIX
oOcTaBMHaX BOHM 31 3BMYHOI (opMM arectamii NEPETBOPHIIUCS HA JIEMOHCTPAIIO
IPUXWIBHOCTI TPaJULIisIM BITUM3HAHOI MHcTelbkoi ocBiTH. Tomy nel ¢eHomeH rigHuit
OKpPEMOT0 BUCBITIICHHS, SIK 1 KATETOPisi «TBOPUOI MACTEpHI» B Cy4acHIl MUCTEIbKiil OCBITHIN
IUTOIIMHI, JIe 3 YpaxyBaHHS BUKJIHUKIB CbOTO/IEHHS € YUMAJIO TUCKYCIHHUX aCIEKTiB.
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Abstract. The essay aims to emphasize the role of the creative workshop in modern domestic
art education, emphasizing the importance of the process of attestation public exposition of
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creative works for the formation of exhibition culture, regulation of self-esteem and a sense of
responsibility for the quality of the presented art product in future artists. The review is based
on the example of the tradition of attestation public expositions of NAFAA.

Key words: attestation public exposition, art workshop, art education, painting, restoration,
architecture, academic drawing, design.
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AHoTanisi. B po6oTi po3riIIHYTO OCHOBHI 3MiHH, SIKI BIIOYJUCh y MOJHINA IHIYCTpiid, 10
MOCTIPHSUTH BUHUKHEHHIO YMOB JUTsSE (JOPMYBaHHS Cy9acHOT'O HAMIPSIMKY Y MOJICITIOBaHHI O/IATY
— KpEaTHBHOTO MOJeNioBaHHS. BusBieHo ¢akropu, siKi COPUSIOTH MOAANBIIOMY PO3BUTKY
[[LOTO HAMPSIMKY y MPOEKTYBaHHI 0JsTy. BeTaHOBIIEHO, 110 3MiHM Y cepi MO BILTHHYJIH Ha
OCBITHI MpOrpaMy Y 3aKjaJax OCBITH B PI3HUX KpaiHax CBITy, SKi JOJaNU KpeaTHBHE
MOJICITIOBAHHSL OJIATY IO OCBITHHOTO MPOIECY IMiJrOTOBKH IW3aiiHEepiB oasary. Po3risHyTo
BJIMBICTh MIKHApPOJHUX KOH(EpeHIlill, BUCTaBOK y PO3BUTKY, OOMiHI Ta MOIIMPEHH]
iHpopMaii mpo HOBI METOIM Ta TPUHOMH MOJICITIOBAHHS OISTY.

KurouoBi ciioBa: nuzaiiH osry, KOHCTPYIOBAaHHS Ta MOJICTIOBAHHS 01Ty, (POPMOYTBOPEHHS
OJIATY, IPUMOMH MOJICITIOBAHHS, TU3allHEP, MOJIA, CTHIIb, KPIi.

Beryn. 3 mouarky XXI cTomiTTS B MO pO3MOYAIMCH TIOCTYIIOBI 3MiHH, IO MTPOCTEKYIOTHCS
y 3arajJlbHuX TEHJEHILISX, L0 JEMOHCTPYIOThCS MiJl Yac IOKa3y CE30HHUX KOJEKIIiH,
TPUBAIOCTI Ta IIBHJKOCTI 3MiH HOBUMH BISHHSMH, TBOPYOCTI Mu3aliHEpiB byaWHKIB MO,
CIPSIMOBAHUX HA CTBOPEHHSI HOBOT'O B 0715131, HOT'0 30BHIIIHBOMY BUIJISAL, (POpMi, TPOMOPLISIX
Toio. Bee Oublie OpeHAiB MOYNHAIOTH BUITYCKATH YOTUPU KOJIEKLIT MPOTATOM POKY 3aMiCTh
3BUYHHX JIBOX CE30HHHUX, /10 IKUX JOAATUCHh MIKCE30HHI KoJeKii. Lli 3MiHM jain MOKIIMBICTh
PO3BUBATUCH MIBUIKII MO1 Ta HA0yBaTH BCe OUIBLIOTO i1 MOMIUPEHHS.

Taxkum 4nHOM, CIIOCTEPIra€ThCs MOCTYIOBE MEPEHACHUEHHs MOJIHOT 1HAYCTpil oasroM. [lepen
byaunkamu Mon Ta OpeHJaMU NOCTajJO0 HOBE 3aBJaHHA, BiJl YCHIIIHOCTI BUKOHAHHS Ta
JAUPYBaHHS y SIKOMY BHPIIIY€ETHCS KUTTECIIPOMOKHICTh Ta 3aTpeOyBaHICTh iX IISIIBHOCTI
cepell ICHYIOUMX Ta HOBUX OPEH/IIB, SIKI aKTHBHO CTBOPIOIOTHCS HA CHOTOJIHIMIHIN JAeHb. [{um
3aBJJaHHSIM € NPUBEPTAHHS YyBark MOTEHUIHHUX CHOXHBauyiB 10 CTBOPEHMX BHUPOOIB,
YTPUMaHHS ICHYIOUMX NPUXHIBHHUKIB Ta 3a7Ty4CHHS HOBUX.

IIpo6aema. [Tomryk MeToaiB, mpuiloMiB Ta 3ac00iB MPOEKTYBaHHS OASATY Y BiJIOBIIHOCTI JI0
Cy4yacHOi MOJAM Ta ii TEHJEHIIM; BU3HAUEHHS OCepelKiB (POPMYyBaHHS Ta MOILIMPEHHS L€l
iHpopMaii Ta MPaKTUYHUX HABHUUYOK JUISI MOJIENIbEPIB-KOHCTPYKTOPIB Ta AU3alHEPIB OJIATY.
Merta. JlocniguT yMOBH BHHHKHEHHS Ta PO3BUTKY KPEaTHBHOTO MOJETIOBAHHS OJATY, SIK
CY4acHOT0 MiJX0Ay B KOHCTPYIOBaHHI Ta MOJENIOBAaHHI OJATY; BCTAHOBUTU (hakTopw, sKi
BIUTMBAIOTh HAa PO3BHTOK IILOTO HAIPSIMY; BU3HAYHTH OCHOBHI ocepenku (hopMyBaHHS Ta
MOLIMPEHHS IUX 3HaHb Ta MPAKTUYHUX (PAXOBUX KOMIETEHTHOCTEH.

Metoau. B poGoTi BuKkoprcTani MeToau 300py Ta aHamizy iHpopMallli, METO]] HOPIBHSAHHS Ta
cucTeMaTu3allii, a TAK0XXK METOAM CIIOCTEPEKEHHS Ta y3aralbHEHHS JTaHHX.
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TeopeTrnyHna yacTuHa

B cyuacHMX yMOBax pMHKOBOi KOHKYPEHIIIi Ta Oro nmepeHacu4eHHs pisHOMaHITTSAM BUPOOIB,
KOKeH ByIuMHOK Moau Ta Mojoauil OpeH]l OAsry HamaraeTbCsi BUIUIATUCH HA 3arajlbHOMY
(oHI, CTBOPIOIOYM YHIKALHUN TOBap. YHIKAIBHICTH TOBapy (OIATY) JOCATAIOTH MUISIXOM
HOBUX IPOMOPIIHHUX PIllIEeHb B 05131, iX 00’eMHUX (hopMaxX, €KCIIEPUMEHTaxX 13 CHIYEeTOM
BHUPOOIB, KUTBKICTIO MIAPIiB OJASTY HA MOJENSIX Mij Yac MoKasy Tomio. TakuMm 4uHOM, Ju3aiiH
OJIAITY HOTJINOJIIOETHCS 1 30CEPEIKYEThCA Ha KOHCTPYKTUBHOMY PiBHI OJIATY U1l JOCATHEHHS
0a)XKaHOTO €CTETUYHOTO BUTJIISLY BHPOOIB.

31 3pocTaHHSAM KUIBKOCTI BHpPOOIB 3 OLIBII CKJIAJHUM KOHCTPYKTHBHHUM YCTPOEM a0o
HETHUIIOBOi (JOPMH, 3pOCTAE IIHHICTh (PaxiBIIiB, SKI MAIOTh JOCTaTHHO KOMIIETEHTHOCTEH ISt
BTUICHHsI KpE€aTUBHUX ined au3aiiHepa. B TBopuiii komaHml, sKa 3aliMaeTbCs PO3POOKOIO
KOJIGKIIIH 3a ecKi3aMH AM3aifHepiB, I POJb HAIEKHUTh KOHCTPYKTOpaM-MOJAEIbEpaM, SIKI 3
MepIINX €TaliB MPOCKTYBaHHS HOBHX BHUPOOIB 3aKJIaJar0Th HOBI (POPMHU Ta KOHCTPYKTHBHI
pillleHHs y BIAMOBIAHOCTI 0 3a1yMy au3aiiHepa. B poOOTi BOHU MOETHYIOTH TEOPETHYHI Ta
MPaKTUYHI 3HAHHS, BMIHHS Ta HABUYKH, JOCBIJ, MOCTIHHO E€KCIIEPUMEHTYIOUN 3 1CHYIOUHUMH
METOAAaMU MPOEKTYBAHHS OJATY, OTPUMYIOUH HOBI MPUHOMH Ta 3aCOOM MOJICITIOBAHHS OJIATY
cydacHuX (opM, CTUMYJIOOYM PO3BUTOK Moau. OTke, y CBITI BiAOyBa€ThCs IMOCTYIOBE
3pOCTaHHS IHTEpECY JI0 TaHOo1 mpodecii, OCBITHIX MPOTrpaM Ta YHIBEPCHUTETIB, SKi 3aiiMAOThCS
MIATOTOBKOKO TaKUX CIELIAJIICTIB.

TakuMm 4YMHOM, BHHHMKA€ HOBHH HampsM y MOJETIOBAaHHI Ta IMPOEKTYBAaHHI ONATY, SKUH
OTpUMaB Ha3By KPEaTHMBHOI'O MOJETIOBaHHA (TpaHchOpMaliifHOI PEKOHCTPYKIII, iCHYeE
JIeKIbKa Ha3B IIOTO HANpsMy MOJENIOBAHHS OJATY). Y BIAMOBiAb JO BUMOT CYy4YacHOCTI y
London College of Fashion BnpoBaguiu kypc «KpeaTuBHE KOHCTPYIOBAHHS» Y HaBYAJIbHY
nporpamy Ui MiArOTOBKH au3aiiHepiB oaary. Okpemo Oyja CTBOpEHa Ta iHTerpoBaHa y
HaBYaJIbHUN Tporec Marictepcbka mporpama B University of Huddersfield ta Doncaster
College, TOIOBHUM aKIEHTOM SIKOi € yBara i pO3BUTOK TBOPYOTO IiJXOAY Ta MHUCICHHS Y
KOHCTPYIOBaHHI OJSTY TMpH MPOEKTYBaHHI au3aiiHepcbkoro oxsary. I[lomiOni mporpamu
noctynHi 1o BuBueHHS B Birmingham City University y Benmkiii bpuranii, B Istituto
Marangoni ta Polimoda B Itanii, B Parsons School of Design B CIIIA, B Swinburne University
of Technology B ABcTpainii, a TakoX 1HIIMX KoJie/pKax 1 yHiBepcurerax ®panuii, AnoHii Ta
IHIINX KpaiHax CBITY.

TakoX NOIIMPIOIOTHCS ABTOPCHKI KypCH 3 MOJIEIIOBAHHS OJIATY, aBTOPH SIKUX TIOJOPOXKYIOTh
pi3HUMH KpaiHaMH Ta HaBYalOTh METOJaM KpPEaTHBHOTO MOJENoBaHHS onary. HaiiOinbi
BIJIOMUMH aBTOpaMu Takux KypciB € [llunro Caro, [Ixynian Pobeprc, Tomoko Hakamiui Ta
1HIII, SIKI OKPIM OYHHMX 3yCTpiuei Ha Kypcax BUJIAIM KHUTH Ha JaHy TEMATUKY 3 JeTalbHUMHU
MOSICHEHHSIMH 1XHIX METO/I1B KpeaTuBHOTro MojiemoBanHs (McKinney et al., 2016).

Hlopiuno 1t cTyneHTIB OakanaBpaTy Ta Marictparypu bputaHceka pajga MOAM MPOBOJIUTH
CeMiHapH 3 KPeaTUBHOTO KOHCTPYIOBAHHS Ta MOJICITIOBAHHS OJIATY, HA SIKUX OOTOBOPIOETHCS
aKTyajbHa iH(popMalis 3 1bOro HampsMmy. Lle MO3UTHBHO BIUIMBAE Ha iHTepec MaHOyTHIX
(axiBLiB MOJIHOT cpepy, NEPCIEKTUBH Ta MOXKIJIMBOCTI AaHOI podecii.

VY xynoxHiil ranepei 'angepcdinga ta XyqoxHii akagemii I'masro Oyno mpoBeieHO IBi
kypaTopcbki BuctaBku The Art of Creative Pattern Cutting (MUCTEIITBO KPEaTUBHOTO KPOIO)
ta The Progress of Creative Pattern Cutting (mporpec KpeaTUBHOIO KpoOl0), Ha SKUX Oyi0
MIPE/ICTAaBICHO KOJIEKI[iT MoJienel oasry, siki OyJau CIpOeKTOBaHI METOAAMHM, MpUiloMaMu Ta
3aco0aMi KpEaTHBHOTO MOJIENIIOBAHHS OAAry. BHCTaBKM BHCBITIMIM BaromicTb poii
MOJIENTbEPA-KOHCTPYKTOpa Yy TIPOIECi CTBOPEHHS CY4YacHOTO JW3aiiHy, IO TIOEIHYE
IHHOBAIIIHI MIXOAM 10 MPOEKTYyBaHHs Ta (hOPMOYTBOpPEHHs oairy. Mopeni BUpoOiB Oynu
MPEJCTaBIIeHI Ha MaHEKEHaX y MPOCTOPHX 3ajax, M0 JaBaj0 MOXIWBICTh PO3TISHYTH Ta
IIpoaHaji3yBaTh KOHCTPYKTUBHUI ycTpiil BupoOy Ta ioro ocobausocti (Im. 1).

149



LmocTpanis 1. Mozeni BupoOiB, npenctanieni Ha BucTtaBli The Progress of Creative Pattern
Cutting, Glasgow School of Art, United Kingdom, 2015

AHani3ylouy npeCcTaBIeHi Ha BUCTABLI MOJIEN1, MOXKHA MPUITYCTHTH, 10 B KOHCTPYKTUBHOMY
pilieHH1 OUIBLIOCTI MOAENeH MOpYIIEHO KIAacCH4HI NpUHOMH, TMpaBWjia Ta METOAU
MOJICIIIOBAHHSI Ta KOHCTPYIOBaHHS OJSTy, TMOAAHO HOBI iHTepmperamii iX 3acToCyBaHHS,
OTPUMAaHUX EKCHEPUMEHTAIbHUM [UIIXOM IO€JHAHHS KUIbKOX KJIACUYHUX HPUHOMIB,
IHTETpyBaHHS 10 HUX apXiTEKTYpHHX eJIeMeHTIB Tomo. OKpiM BHCTaBOK TaKOX BigOyJIHCh
MDKHapO/H1 KoH(epeHLii, ki 00’eqHamu npogecioHani Ta (axiBLiB ramysi 3 pi3HUX KpaiH
cBity (Goldthorpe, 2013). KondepeHinii BUCBITIIOBAIH KiJTbKa Pi3HUX TEM, TOJIOBHOIO 3 SIKUX
OyJia KpeaTuBHE MO/IECIIOBaHHS Ta KOHCTPYIOBaHHS OJIATY.

[TocTymnoBo myOIIiKyIOTECS Pi3HI JOCTIKEHHS Y IbOMY HAIPSIMKY, KOXEH 3 aBTOPIB OIHUCYE
Pi3HI acCleKTH KpeaTHMBHOTO MOJICJIIOBAHHS OJSArY, HaJlal0uM BiacHe OaueHHs Ta CHPUNHHATTA
temu. Ha nmanomy erami BMBYEHHS TEMH 3pO3YyMIJIO, IO KpEaTHBHE MOJEITIOBAHHS OJSTY
3HAaXOAMTHCSA 32 MEXKaMU KJIACHUYHMX 3HaHb MPO MPOEKTYBaHHSA OJATY, Xoua IepedyBae y
HEBiJ’€MHOMY B3a€MO3B’S3Ky 3 HHM, aJUKE BOHO € BHXIJHOIO OCHOBOIO Ta OIMOPOIO ISt
MOJJAJIBLIIONO PO3BUTKY Ta TpaHchopMallii, ska BiIOyBaeTbecs il forenep.

B opmiii 3 myOmikaniii (Almond, 2010) kpeatnBHE MOIENIOBaHHS OYyJO PO3TISIHYTE SIK
KOHCTPYKTHBHA IHTEpIIpETAllisl Cy4yacHOTO JM3aiiHy Oy, BUBIBILIM TiMOTE3y MPO BaromicTb
KOHCTPYKTOpPa-MOZEIbEpa Y TBOPUOMY IMPOIIECT pO3POOKH HOBHX KOJIEKIIIH 04Ty HaOIMKEHO
70 pOJi KpPEeaTUBHOIO TUPEKTOpa Ta 1leHHOI rpynu MOMIYHUKIB Au3aiiHepa (MpH iXHIiH
HasBHOCTI). Hapasi BiguyTHa HecTada nmpodeciitHoi TiTepaTypH i3 CydacHUX METO/IiB, TiAXOIiB
Ta 3ac00iB KPEaTHBHOIO MOJEIIOBAHHS OJATY, OCKUIBKHM B OLIBIIOCTI ICHYIOUOI JIiTepaTypu
OIMCaHO MOJY, METOIU Ta IPUHOMHU (POPMOYTBOPEHHS OJISITY MUHYJTHX JACCATHIIITh.

daxoBa HayKoBa iHpOpMaLlisd 3 TEMH KPEaTUBHOI'O MOJETIOBAaHHS Ta (POPMOYTBOPEHHS OJIATY
(OpMy€EThCSI HA OCHOBI IPYHTOBHOTO aHAJI3y, CIIOCTEPEKCHb, MOPIBHIHB Ta IHITUX METOIIB
JOCIIJKEHHsI KpeaTHUBHOI cepr Moau (BisiHb, HaNpsMKIB, TEHACHLIH, BIJKPUTTIB TOILO)
MEpEeBaXHO Yepe3 MEePCHEKTHBHI CE30HHI KOJIEKIii MpoBigHUX BynnHKIB MOa Ta OpeHiB.
besnepepBHi eKCHEpUMEHTH, MOUIYKH HOBHX pIllIeHb, €KJIEKTUYHICTh METOJIB KPEaTHBHOI
KOMaHIIM Ha 4YOJIi 3 JU3aifHEpOM Ta MPOBITHUMH MOJEIbEPAMU-KOHCTPYKTOPAaMH B TPOIIECi
pPO3pOOKHM HOBHMX KOJIEKLIH OJATY € TOJIOBHUMHM IEpLIODKEpeNaMH Ta 3aKOHOJABISIMU
PO3BHUTKY, MOIIMPEHHS Ta BUCBITJIEHHS CYyYaCHOTO CTaHy KPEAaTUBHOIO MOJCIIIOBAHHS Ta
(OpMOYTBOPEHHS OJIATY.

BucHoBku. B po60Ti po3riIsiHyTO OCHOBHI yMOBY BUHUKHEHHS Ta PO3BUTKY HOBOT'O HANIPSIMKY
y TNpOLEC] Cy4acHOr0 KOHCTPYIOBaHHS — KPEaTMBHOI'O MOJEIIOBaHHS Ta (POPMOYTBOPEHHS
onsry. BeraHoBieHo (akTopu, sSiKi CIPUSUIM BUHUKHEHHIO [IbOTO MiIXOMY, a caMe: PO3BUTOK
Cy4acHOTO AW3aliHy OJATY, MOIW Ta il TEHIEHIIA, TEPEHACHYCHHs PUHKY BHUpoOaMu
KOMEpIIHHOro XapakTepy, norpeda B yHIKaJbHUX BHUPOOax, sIKi BUAUIATUMYTBCS 3-TIOMIXK
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icHyrounx Tomo. [IpoanHanizoBaHO 3Ha4YeHHS OCBITHIX MpOrpaM, MIKHAPOIHUX iHIIIATHUB
(xoH(pepeHIIiii, CHMIO31yMiB, BUCTAaBOK TOI0) HAYKOBHX 3aXOJiB JUII OOMIHY JOCBIJIOM,
PO3BHUTKY Ta MOIIUPEHHS METOJIB KPEaTUBHOTO MOJCIIOBAHHS OJTY. BCTaHOBIEHO BIUIMB
MPOEKTYBaHHS IU3aHHEPCHKOTO OASTY HAa PO3BUTOK, BIOCKOHAJICHHS ICHYIOUHMX Ta TOIIYK
HOBUX ITIIXO/IIB Ta PIllIEHb B MOJICTIOBAHHI Ta KOHCTPYIOBaHHI o1Ty. OnucaHo poiib GaxiBIiiB
cdepu, a came MOJEIBEPIB-KOHCTPYKTOPIB Ta AU3aWHEPIB OJATY B PO3BUTKY MallOyTHBOTO Y
MPOEKTYBaHHI OJIATY.
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Anotation. The paper examines the main changes that have occurred in the fashion industry,
which have contributed to the emergence of conditions for the formation of a modern direction
in clothing modeling - creative modeling. Factors that contribute to the further development of
this direction in clothing design have been identified. It has been established that changes in
the field of fashion have influenced educational programs in educational institutions in
different countries of the world, which have added creative modeling of clothes to the
educational process of training clothing designers. The importance of international
conferences, exhibitions in the development, exchange and dissemination of information about
new methods and techniques of clothing modeling is considered.

Keywords: clothing design, clothing construction and modeling, clothing form creation,
modeling techniques, clothing collection, designer, fashion, style, cut.
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Annotation. This article explores the interaction between typographic graphics and fashion
design in Ukrainian and European art. It examines the historical development of typographic
elements in textile design, contemporary trends in the use of calligraphy and typography in the
fashion industry, and the combination of Cyrillic and Latin scripts in modern fashion design.
Keywords: font graphics, design, fashion design, typography, calligraphy, fashion industry,
cultural codes.

Introduction. Font graphics and fashion design are not only aesthetic, but also socio-cultural
phenomena that shape national identity and reflect the dynamics of artistic development. The
integration of font graphics into textile design allows you to create unique stylistic solutions
that combine traditional motifs with modern trends. Ukrainian and European art have deep
historical roots in the use of calligraphy and typography, which contributes to mutual influence
and innovation in modern fashion (Shevchenko, 2017; Petrov, 2020).

Objective and methods of research. The objective of the research is to analyze the interaction
of font graphics and clothing design in Ukrainian and European art. To achieve this objective,
the methods of comparative analysis, historical research, as well as the analysis of modern
design practices were used. The research is based on the analysis of fashion collections,
historical examples of textile art, and visual analysis of modern fashion brands that integrate
calligraphy and typography into their clothing models.

Theoretical part

The Ukrainian script, based on the Cyrillic script, played a significant role in shaping visual
art, including textile design. Traditional embroidery contains symbolic signs that have a
protective and spiritual character (Kovalenko, 2016). For example, geometric ornaments, in
which letters or words are hidden, were used as amulets in the folk costume of Central and
Western Ukraine. In addition, in the manuscripts of the XVII-XVIII centuries there are
ornamented initials, which became the basis of decorative elements on fabrics and accessories.
European art has long employed complex calligraphic forms, which have been reflected in
textile decoration. Particularly notable were Gothic, Renaissance, and Baroque scripts, which
found their expression in decorative fabrics and accessories. During the Art Nouveau
movement, Alphonse Mucha incorporated typographic compositions into his fashion
illustrations, blending them with intricate ornaments (Schneider, 2019). Moreover, from the
19th century onward, European textile design saw the emergence of factory-printed ornaments
featuring letters, used for product personalization.

Modern fashion design actively uses font graphics to create exclusive prints. For example, the
Dior brand includes handwritten calligraphic inscriptions in its fabrics, which adds
individuality to each product. The Balenciaga brand makes extensive use of typography as a
graphic design element, integrating capital letters and phrases into their collections
(Ivanchenko, 2021).

In addition to well-known European brands, the use of font graphics is also developing in
independent design studios. Ukrainian brand Bevza uses minimalist Cyrillic inscriptions in its
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collections, which helps to highlight cultural features on the international stage. Another unique
approach is the use of embroidered font elements in traditional Ukrainian costumes, which
enriches their cultural and aesthetic content.

In street style, there is also an active use of font graphics. For example, Off-White experiments
with graphic symbols and inscriptions, which makes their designs particularly recognizable.
Ukrainian designers, such as Ksenia Schnaider, combine Cyrillic and Latin inscriptions,
creating a unique identity (Sydorenko, 2020). The use of contrasting fonts and deep textures in
textiles allows you to create models with an expressive individual style.

The use of textile printing technologies, such as laser engraving or digital printing, allows for
the combination of classic calligraphic styles with innovative materials, which opens up new
possibilities for the integration of typography into clothing design (Miiller, 2021). In addition,
in recent years, the use of interactive font elements in the fashion industry has been actively
developing, such as flexible LED screens that allow changing textures and messages on the
fabric in real time.

Conclusions. Modern fashion design actively uses font graphics as a means of expression,
which allows you to rethink cultural heritage in a global context. The combination of Ukrainian
and European traditions opens up prospects for further research and development of new forms
of textile art. The involvement of calligraphy, typography and lettering in fashion contributes
not only to aesthetic improvement, but also to the preservation of cultural codes through design.
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Anotation. In the article, the author examines the technological aspects of performing skills in
classical dance classes. The task of exercises at the classical machine is to achieve proper body
and back positioning. An analysis of scientific and pedagogical literature has proven that in
classical exerises at the machine, one should try to achieve emotionality, harmony and
coordination of movements, their correspondence to the content of the music, and danceability
of the entire performance, because the expressiveness of classical exercises at the machine
should not lead to mannerism and artificial plasticity. Thus, the main task of classical exercises
at the machine is to help students develop their bodies and learn to freely and plastically control
their movements through appropriately selected training exercises that are constantly repeated.
Keywords: choreographic art, classical dance, classical exercises.

Introduction. In the world of choreographic art, classical dance plays the role of a basic
element, which is decisive for the formation of a dancer's performing skills. It serves as a kind
of foundation on which all other types of dance activities are built. No matter what innovations
appear in choreography, no matter what modern dance trends arise, classical exercise always
remains relevant and in demand.

From jazz modern to hip-hop, each dance style has its own unique characteristics and
techniques. However, they all have a common denominator — classic exercise. It is thanks to it
that dancers receive the necessary physical training, develop coordination of movements,
strengthen muscles and form correct posture.

The purpose of the article is to consider the technological framework of performing skills in
the context of classical dance.

Theoretical part

Classical exercise is not just a set of exercises, it is a system that allows a dancer to achieve
perfection in their skill. It helps not only to improve physical fitness, but also to develop
aesthetic feeling, musicality and artistry.

The system of exercises based on classical dance has long established itself as a primary tool
in mastering the art of dance. This system is distinguished by its high-quality development,
balance and thoughtfulness, because the exercises of the classical system are consistent, each
of them has its own clearly defined task. They not only train the human body, but also enrich
its motor repertoire, which becomes an expressive means of dance.

A common misconception is that classical dance training is exclusively the prerogative of
future ballet professionals. In fact, such training provides a comprehensive development of
physical and technical qualities that are indispensable for the successful mastery of a wide
range of stage disciplines. Classical dance serves as a foundation for developing a high level
of coordination, flexibility, strength, and endurance, which are critical for any dance style.
Having analyzed the modern scientific and methodological literature, it can be concluded that
classical exercises at the machine play a key role in the formation of the dancer’s performing
skills.

In particular, S. Vasiruk believes that regular performance of exercises at the machine allows
you to develop correct posture and ensure body stability, which are necessary prerequisites for
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further mastering complex technical elements of classical dance. During the exercise, special
attention is paid to keeping the body on the supporting leg with a straight back, which
contributes to the development of a high level of coordination and a sense of balance (Bacipyk,
2009).

A ballet barre, also known internationally as a «barre» (from the French barre, English bar), is
a specialized piece of equipment designed to perform exercises that promote the development
of classical dance technique. Structurally, the barre is a round beam, usually wooden, with a
diameter of 6—7 cm, which is mounted along the walls of the dance hall. This seemingly simple
device plays a key role in the training process of dancers, providing reliable support and
allowing them to focus on practicing individual elements of the technique.

The emergence of the ballet machine as a special device for practicing classical dance is
associated with the evolution of ballet technique in the 18th-19th centuries. It was during this
period that movements appeared in ballet that required the dancer not only strength and
flexibility, but also a high level of coordination and balance. Performing exercises at the
machine allows dancers to systematically practice basic positions and movements, which is the
fundamental basis for further mastering complex choreographic compositions.

Regardless of whether a dancer is engaged in classical or characteristic dance, his classes
traditionally begin with a warm-up at the machine. This seemingly simple device allows not
only to warm up the muscles and prepare the body for physical exertion, but also to correct
various physical deficiencies that prevent full-fledged dancing. Thus, the machine is a universal
tool for developing the physical qualities of a dancer and forming his technical perfection.
The classical apparatus is an indispensable attribute of any ballet class, as it allows for the
harmonious development of the physical and creative abilities of the dancer. Systematic
exercises at the apparatus not only strengthen the muscles and develop flexibility, but also form
the correct posture, develop coordination of movements and a sense of thythm. Thus, classical
exercises are the fundamental basis for the further creative development of the dancer, allowing
him to freely control his body and bring to life the most complex choreographic ideas.
Correct positioning of the legs, body, arms and head is a necessary condition for successful
mastery of classical dance. The development of the dancer’s technical skill depends on the
accurate execution of positions and exercises with maximum inversion. It is worth noting that
the anatomical structure of the human hip joint allows the legs to perform a much greater range
of movements in the inversion position, which is a key factor for performing complex technical
elements.

Inversion is not only a technical requirement of classical dance, but also an aesthetic ideal.
Thanks to inversion, the dancer’s movements acquire special smoothness, lightness and grace.
This is due to the fact that in the inversion position, the legs create a more elongated line and
visually lengthen the dancer’s silhouette. In addition, inversion allows you to perform more
complex and diverse movements, which makes the dance more spectacular and interesting.
Inversion is just one of the aspects that you need to pay attention to when performing exercises
at the machine. No less important is the principle of maximum tension of the working muscles.
Only with full dedication during the exercises can you achieve the desired results — the
development of strength, endurance and flexibility. Each exercise should be performed with
maximum amplitude of movements and muscle tension, which will ensure the effectiveness of
the training process.

Classical exercise at the machine involves not only practicing the technique of the legs, but
also the development of other parts of the body. The inclusion of exercises that involve the
arms, body and head is a necessary condition for the formation of a harmonious dance image.
Systematic performance of such exercises contributes to the development of a high level of
coordination and plasticity, which are key components of the expressiveness of the dance
movement.
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Despite observing all the canons of classical dance, exercise at the machine can be mechanical
and formal if an emotional component is not invested in it. Although the arms, body and head
are the main tools for expressing emotions in dance, their movements can be constrained and
devoid of expressiveness. Therefore, the goal of classical exercise should be not only to
practice technique, but also to develop emotional expression, which is achieved by
harmonizing movements with music and creating a single holistic image.

The expressiveness of classical exercise should not turn into mannerism. Although the
emotional component is important, it should be harmoniously combined with technical
perfection. Adherence to the principles set forth in the works of A. Vaganova and creatively
reworked by L. Tsvetkova is a necessary condition for the formation of correct technique. At
the same time, it should be remembered that classical dance is not only the performance of
technical elements, but also the art of self-expression. Therefore, it is important to achieve a
balance between technical perfection and emotional depth of performance (L{BeTkoBa, 2011).
Musical accompaniment during exercises at the machine should be organically integrated with
the dancer’s movements. Music should not only set the pace and rhythm, but also emphasize
the nature of the movement and create the necessary emotional atmosphere. Such a
synchronous relationship between music and movement contributes to the development of
musicality and expressiveness of the performance, helping dancers move from mechanical
execution of exercises to a more creative and emotional approach.

Ease of performance is a key component of the aesthetic perception of dance. The ability to
hide the physical efforts that underlie complex technical elements is a sign of high skill. Even
the slightest tension or stiffness of movements can negatively affect the overall impression of
the performance. Ease gives dance movements weightlessness and plasticity, allowing the
dancer to create an image of lightness and grace.

Conclusions. Thus, the main goal of classical exercise at the machine is the comprehensive
development of the dancer’s physical qualities and the formation of a high level of technical
mastery. Thanks to the systematic performance of specialized exercises, the dancer develops
strength, flexibility, coordination and endurance, necessary for the performance of complex
choreographic compositions. In addition, the exercise contributes to the development of
plasticity and expressiveness of movements, which is the basis for creating bright and
unforgettable dance images.
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AnoTanisg. OkpiM 04YeBHAHOI MPAaKTUYHO! (PYHKIII, AMCHUILUIIHAM apXiTEKTypi Ta MOl €
MIPUTAMaHHOI0 TJIMOOKO CHMBOJIIYHA (YHKINS, sKa Moysirae y ¢GOpMyBaHHI KyJIbTYpPHOT
IIGHTUYHOCTI Ta 3aKjaJaHHI ICTOPUYHOI HACTymHOCTi. B3aeMonis Momu Ta apXiTeKTypu
cripusie 30araueHHI0 OOMIBOX Tajy3el, TAKUM YHMHOM CTBOPIOIOYM HOBI CIIOCOOM TBOPYOTO
BUPQXEHHS Ta IEPEOCMHCICHHIO KYJIBTYpHOI CHaIIIMHU. B 1gaHOMy JOCHiIDKEHHI 1Ie
MIPOJIEMOHCTPOBAHO Ha MpUKIaai OpeHay Dior.

KuouoBi cjoBa: Moja, Tu3aiiH ofsTy, TpaaulliiHa apXiTeKTypa, MPOEKTHI 00pas3u, MOAHI
TEHJICHIII1, MOJEIIl OJIATY.

Beryn. Ilpobnema. CuHepris apXiTEeKTypH Ta MOIHOI iHAYCTpii iCHye CIIOKOHBIKIB Ta
BHJIO3MIHIOETBCS BIJIHOCHO 1CTOPWUYHOI ermoxw. JlJIs Cy4acHHMX MOJENbEPIB PI3HOMAaHITHI
3pa3kd TPAAWIIHHUX apXITEKTYpHHX OO €KTIB TOCIYTOBYIOThCS I1HCTPYMEHTOM JUIs
BiJTHaMIEHHsI HOBUX ()OPM, HECTAaHAAPTHUX KOJIBOPOBUX MOEJHAHD 1 CTUIIIB.

Mema. MeToro TaHOTO JTOCTI/DKEHHS € aHalli3 Ha TeMy CHHEprii ABOX raiy3eidl — MOIU Ta
apxiTeKTypH, a TaKOXX YMOBH, 3a SIKHX MOJHI pO3pOOKH CTalOThb MHUCTELTBOM, SIKE MOXKHA
HOCHUTH. TakMM YHHOM TPAHCIIOIOYH ICTOPUYHI apXITEKTYpPH1 €JIEMEHTH, IEPEOCMUCITIOIOYH Ta
¢ikcyroun mam’ate npo HuX. OcoOaMBO 1Ll € akTyaJdbHMM 3apa3, KOJM MOjJa IOCTaE€, SIK
IHCTPYMEHT 30€peKeHHs KyJIbTYPHOI CHAAIIMHU Y BIANOBLIb HAa TOCTPY MOTPEOYy.

Memoou  Oocniodicenns. Jlng  npocrmigxkeHHs iHGOpMaLIHHUX JDKEpel  3acTOCOBAHO
JTEpaTypHO-aHATITUYHUN TIAX1J, ICTOpUYHMM Ta OlorpadiyHuil MeTonu; AJii aHalizy
MHUCTELBKUX OCOOJMBOCTEM — Bi3yallbHO-aHAJITHUHUN METOM, CHUCTEMHO-CTPYKTYpPHHUIA,
00pa3HO-CTUIIICTUYHUI aHai3.

Teopernuna yacTuHa

B3aeMonito MiX MOJAEIHEPOM Ta ApXITEKTOPOM CIIiJl BUOKPEMHTH, SIK OJHY 3 HalBAATIIINX.
KoxHe cycniibcTBO MOBUHHO MaTH CBOE YHIKaJbHE BUPAKEHHS LIIHHOCTEH, MPUHLUIIB Ta
eTUKH. ApXITEKTypa Ta MOJia € Crloco0amMHu 3a710BOJIeHHs i€l moTpeOu. Ha nmepmuii morsi, i
JIBa HAMPSMKH JISJIbHOCTI BUJAIOTHCS CIPAB/Il LIIJIKOM PI3HUMH, Ta B TOM )K€ 4ac apXITEKTypa
Ta TU3aiiH OJIATY HaJIeKaTh JI0 TUIACTHYHUX MHUCTEITB HEOOPa30TBOPUOTO BUY Ta BXOJATH 710
OJIHI€T TPYIU apXITEKTOHIYHUX MHUCTENTB. CIUTbHI PUCH, SIKI CTBOPIOIOTH CTUIILOBUH 3B’ S30K
MK HUMH - II€ CTPYKTypa XyJ0KHbOI MOBHU Ta (popmoTBOpumuii npunimmn (Skosies, 2007).
Takox Ha BHKOpPUCTaHHS OKpeMuX (GaKkTyp Ta OpPHAMEHTIB, MEPEBAKHO 3allO3WYCHUX 13
icTopuyHHX Oy/iBeNb BIUIMBAE MOTpeda y 30€peeHHI BaXJIMBUX JUIS KYJIbTYpH OKPEMHX
apXITEeKTYypHHUX 3pa3KiB, a TAKOK HEOOX1/IHICTh BINOBIIaTH TPEHIAM 1HIyCTpIi.

Cepen HaifuacTimmx 3BepHEHb OpeHay Dior 10 KOHKPETHOrO apXiT€KTypHOT'O CTHIIIO,
MIPOCTEKYETHCSI TEHICHIlST IHTEPIPUTYBAHHS Yy CBOIX KOJEKISIX OIATY CHAIIIMHA
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crapogaBHboi ['periii. 1106 kpamie 3po3ymiTH, IO 3yMOBIIIOE TaKy B3a€EMOJIIO, CIIJ
MPOIUTYBAaTH KOJHUIIHBOIO TOJIOBHOTO Kypatopa Merponoiiten-mysero ['aponbpna Kopa:
«Cy4vacHl pau3aiflHepd BBEIM B MOJly HapaTUBH CTapoiaBHiX MidiB. Y cdepi, 1m0
XapaKTepU3yEThCsl MOCTIMHUMHU 3MiHAMH, BOHU YIITUBUIMCS 32 UTIO31I0 MIITHOTO Ta CTIHKOTO
171eairy Kpacu 4epe3 pe30HaHCHI 00pa3u KJIaCHYHUX JeKopaTUBHUX MOTHBIBY» ("Ancient Greek
Dress," n.d.). [ToxeiikytoTts, mo ¢paniy3bkuii auzaiinep Kpicrian liop mpisiB mpo kap’epy B
apXiTEKTypHOMY HaIPSIMKY, IPOTE, SIK BITOMO, MOJI1i CKJIAJNCh 1HAKIIE, a JaBHE 3aXOIJICHHS
BiH BTUIMB MijJ 4ac poOOTH y BUCOKIH MOJi.AHANI3yI04UM apXiBHI CYKHi, 3HAKOBUM JJISl HUX €
CKYJIBITYPHICTH (DOpPM, HEHaUYe OPHUTIHAJIBHI ITaM’ATKH apXiTekTypu. Briepmie gim moau Dior
3BEpHYBCS 10 MHCTelbKoi crammuuan CraponaBuboi I'pemii B 1951 pomi, Tomi mig uac
dotocecii mus xypHany Paris Match, 3acHoBauk Kpictian [[iop kepyBaB mporiecom Ha TiIi
AKpoTr1osisi, acoliaTUBHO MPOBOASYM IMapajens MiX (opMaMHu CBOIX OASTOBHX MOJENEH Ta
JaBHBOIO apXITEKTYpPOIO.

3apa3 nomom Dior kepye au3zaitHepka Mapis ['parist K’ropi, 1 mogibHO 10 CBOTO MONEpeTHUKA,
BOHA TAaKOX 3BEPTAEThCA O JaBHbOTpelbKkoro mucreursa. Ha npotusary Kpicriany iopy,
SIKMI CTBOPIOBAaB MOHYMEHTAJIbHI CYKHI 3 00p001eH0i BOBHH, Ta()TH Ta KIHCHKOTO BOJIOCY IS
o0ropTaHHs KIHOUOTO Tija, Konekiis K ropi XxapakTepu3yeThes JETKICTIO Ta JKBaBICTIO JUIS
JTUHAMIYHOT CydacHOI XiHKH. JIkepelloM HaTXHEHHs JUId Tu3ailHepKu ctayia 3iiomka 1951p.
“naBrpotH IlapdeHony” i TBOpPUICTh croppeanmicTuuHoro xymoxuuka J[xopmko e Kipiko,
yni TBOpiHHA Oysi0 croBHEHe crorafgamu mpo ['perito. [Ipsmi BigcuimaHHS 10 apXiTEKTypu
BIJICYTHI, IPOTE 1151 B3aEMOJ1sl MaiiCTepHO 3aKjajieHa B i€l *KIHKH, SKa KOB3a€ MapMypPOBUMH
cxonamu aiHCHKOTO CTaIiOHY B JIETKO ApanipoBaniii cykHi (Fontaine, 2022), ToOTo ToKaii€to
Uil Kpyi3HOi Kkojekmii 2022, mo0 BIATBOPUTH HEOOXimHYy aTmocdepy, Oyio obOpaHo
[lanareiicekuii cramionom B AdiHax, €IMHOMY, SKHH TOBHICTIO TOOYIOBaHUH 3
neHTeniickkoro Mapmypy vy 330 pori 1o Hamoi epu ¥ 10 TOrO MOMEHTY, HIKOJNU 1€ HE
MPUIMaB MOKa3W MOJ. BiBIIICTh KOJEKIIl MepeBaKHO B OLIOMY KOJBOpI, MpeIcTaBlIcHA
MOJIOBKEHUMH Ta OOpaMJICHUMH CUIyeTaMH, SIKi HaraJylooTh 300pa)KeHHS AaBHIX OOTWHB, a
TaKOX CIIOPTUBHI 0/1AT0BI efieMeHTH. CBill 3ayM Inu3aliHepKa onucana HaCTyITHUM YUHOM: S
Hamarayacsi BIATBOPUTH BiTUyTTs CBOOOJM Ta TBOPUYOCTI, AKI L1 YaCTHHA OJSTY TaK 4yJ0BO
BTUJIIOE, SIK BITOOpa)ke€HO B yCiX IIe/ieBpax naBHborpernpkoro mucrenrsa’ ("How Dior Brought
Ancient Greece," 2022). Pap Cimonc Y 2014 pomi 6penn Dior mia KepiBHUIITBOM Au3aiiHepa
Pada CimoHca npeacTaBuB KyTIOPHY OCIHHIO KOJICKI[IFO HATXHEHHY aBCTPIHCHKUM TalarioM
Ecreprasi, 1m0 3HaxoauThes y MicTi AlizeHiTaTa. OCHOBHUM KOJILOPOM KOJIEKIIii 0ys10 00paHo
O11ni, sikuii OyB MOKJIMKaHUM aKIIEeHTYBaTH Ha BUTOHYEHOCTI, HIKHOCTI Ta JierkocTi. Po3nucu
Ha CTEeJSIX Ta CTiHAaX Hajaly TpaHC(OPMYBAINUCh y BULIHMBKY, KOO OyB J€KOPOBAaHHM O/4T, a
TaKOX y JIEKOp JIOKallli, B SIKOMY ITPOBOJMBCS MOKa3, ToOTO ii mpukpacwin kBitamu (Pakmia,
2022).

BucHoBkM. PO3riIsiHyTO CHHEPrito MOAM Ta apXiTEKTypH B KOHTEKCTI po3poOok O6peny Dior,
sgKka 0a3yeTbCcsd Ha B3a€EMOBIUIMBI CHUIBHUX €CTETMYHUX Ta CTPYKTYpHUX HPUHIUIIB.
Uepnaroun HaTXHEHHS 13 (QOpMH Ta TEKCTYp apXITEeKTYpHOI CHAIMHK, AU3aiiHepu
CTBOPIOIOTH KOJIEKIIi, SIKI 1HTErpyIOTh ICTOPII0 Ta KyJbTYpPHY CaMOOYTHICTb y CydacHUU
KOHTEKCT. Ll B3aemomist MUCHMIUIIH UTIOCTpYyeE, K Moja HaOyBae pHC Bi3yalbHOI MOBU B
J11aJ1031 3 MPOCTOPOM Ta YACOM.
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Abstract. In addition to their obvious practical function, the disciplines of architecture and
fashion have a deeply symbolic function, which consists in forming cultural identity and
establishing historical continuity. The interaction of fashion and architecture contributes to the
enrichment of both fields, thus creating new ways of creative expression and reinterpreting
cultural heritage.

Key words: fashion, clothing design, traditional architecture, conceptual images, fashion
trends, clothing models.
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Abstract. This paper explores the challenges of preserving Soviet-era monumental art in
Ukraine amidst ongoing war. Through the case studies it examines the destruction, neglect, and
restoration of significant cultural works. The study underscores the need for cohesive heritage
policies, public awareness, and institutional support to protect cultural identity in wartime.
Keywords: War-damaged heritage, monumental art, Ukraine, Soviet mosaics, stained glass.

Introduction. In Ukraine, the Russian invasion has caused severe damage to at least 1062
official cultural heritage sites. However, there’s a vast amount of unlisted and overlooked
cultural heritage, including postwar Soviet-era architecture, mosaics and other forms of
monumental art, whose destruction goes undocumented. This legacy remains divisive, often
dismissed as undesirable relics of the past, yet at the same time it’s increasingly recognized as
integral to Ukraine’s cultural identity.

Its preservation was challenging before the invasion. Without legal protection combined with
general indifference, thousands of Soviet-era monumental artworks were destroyed before Feb
2022. Since the invasion, destruction has reached catastrophic levels, with relentless shelling
and missile strikes accelerating the loss of cultural heritage. Rather than, in the face of war,
embracing this artistic heritage, created by Ukrainian artists, public sentiment has turned to
animosity.

The paper examines wartime heritage preservation challenges through case studies: a Soviet-
era mosaic in Makariv, which survived a Russian bombardment in 2022 but was later destroyed
during reconstruction efforts, and a Soviet-era stained glass composition at Kyiv National
University, shattered by a Russian airstrike, which was later restored through public efforts.
Methodology. This study employs a mixed-methods approach, combining case study, field
research, and art-historical analysis to examine the preservation of monumental art in Ukraine.
Analyzing the composition, materials, and artistic intent behind both the Makariv mosaic and
the KNU stained glass. This combination of empirical research and theoretical analysis allows
the study to assess the destruction and restoration of significant cultural works in Ukraine.
Field Research involved direct participation in the preservation of the KNU stained glass and
the collection of fragments from the Makariv mosaic. Fragments, examined for their condition
and potential for restoration, were brought to the National Academy Of Fine Arts And
Architecture. On-site visits and consultations with stakeholders such as KNU staff and
restoration experts, were essential in understanding the challenges surrounding the preservation
process.

Theoretical part

The case of the Makariv mosaic exemplifies the systemic neglect of Ukraine’s cultural heritage,
particularly Soviet-era monumental art. Created by a local artist A. Romanov, the mosaic
adorned the fagade of a bakery, symbolizing Ukraine’s hospitality. In March 2022, the Russians
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shelled Makariv, reducing much of the building to rubble. The mosaic survived the attack.
However, during reconstruction, the building’s owner demolished the artwork, treating it as
mere debris. The remnants were collected and brought to Kyiv by a group of preservationists,
and are currently being restored at the National Academy of Fine Arts and Architecture.

The incident raises crucial questions about the perception and treatment of heritage in post-
Soviet Ukraine. While war-induced damage is widely condemned, destruction by local actors
- whether through neglect, redevelopment, or ideological rejection - often goes unchallenged.
Without official guidelines or enforcement, decisions regarding heritage conservation are left
to individuals who may not recognize its value.

Public perception complicates preservation. Many Ukrainians still view Soviet-era
monumental art through the lens of the Soviet stigma, rather than as an integral part of their
artistic legacy. This lack of awareness results in indifference, making heritage destruction -
whether through war, redevelopment, or neglect - seem normal.

The case of the stained glass at Kyiv National University provides an example of wartime
cultural heritage preservation efforts amid devastating destruction. On December 31, 2022, a
Russian missile strike hit the KNU student campus, damaging the modernist biological and
geographical faculties, including unique stained-glass windows created in 1986. Amid chaos,
shattered glass remnants were at risk of being discarded, dooming potential restoration.
However, a group of local activists and biological faculty employees took swift action to
preserve them.

The stained-glass windows depicted themes related to biological sciences and were integral to
the building's architectural identity. The collaboration between the KNU, local activists and
restoration experts ensured that the windows were restored to their original condition, with the
public's support enabling fundraising efforts.

Similar to the Makariv mosaic, the KNU stained glass represents an intersection of historical
significance, artistic value, and ideological challenges. Before the war, many of Ukraine's
Soviet-era monumental artworks suffered from neglect or were discarded due to their
association with the USSR. However, the restoration of these stained-glass windows highlights
the shift in public attitudes toward such works, as they are increasingly seen as part of Ukraine’s
complex cultural legacy. This case study illustrates the potential for reclaiming and preserving
Soviet-era art.

The preservation of the KNU stained glass reveals the broader challenges of heritage
preservation in wartime. The lack of cohesive heritage policies, funding, and institutional
support complicates efforts to protect such works. Without clear guidelines or official
recognition, cultural heritage remains vulnerable to destruction, whether through neglect,
ideological rejection, or wartime damage.

The total absence of governmental or municipal involvement in both this and the Makariv
mosaic case further exemplifies the systemic neglect of heritage preservation in Ukraine,
leaving efforts to safeguard cultural legacies reliant on individuals.

In examining the preservation of monumental art in Ukraine, it's essential to ground our
approach in established theoretical frameworks that address heritage. Historical Value:
Appreciation of a monument as a tangible relic of the past, embodying the passage of time and
historical events.

Artistic Value: Recognition of the aesthetic and creative merits of a monument, emphasizing
its artistic significance. Commemorative Value: The symbolic importance attributed to a
monument, representing collective memory and identity (Riegl, 1903).

Applying Riegl's framework to the Ukrainian context we observe a complex interplay of these
values. The mosaic holds substantial artistic value due to its unique design and craftsmanship.
Historically, it serves as a testament to a specific period in Ukrainian art history. However,
post-independence decommunization efforts have sometimes overshadowed these values,
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leading to the neglect or destruction of such artworks. This notion underscores the necessity
for a balanced preservation approach that acknowledges both the historical context and intrinsic
artistic merit.

Results. The results of highlight findings in the preservation efforts of Soviet-era monumental
art in Ukraine during wartime. The incidents demonstrate a critical gap in institutional support
and public awareness regarding Soviet-era art, despite its historical and artistic value. However,
lone successful preservation efforts reflect a growing public recognition of the importance of
its preservation. The collaboration among various stakeholders, supported by public
fundraising, highlights the potential for grassroots initiatives to mitigate the absence of
government involvement.

Conclusion. This study has demonstrated the issues surrounding the preservation of Soviet-era
monumental art in Ukraine, particularly in the context of ongoing war. Through the case studies
it has become evident that external aggression and internal neglect jeopardize cultural heritage.
The study emphasizes the necessity for comprehensive policies, public engagement, and
institutional support to safeguard Ukraine’s cultural identity, ensuring that artworks are
preserved for future generations.
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AHoOTAaNis. Y Te3ax i1eThCs PO BILIUB TPAJUIIHHOTO STOHCHKOTO MUCTELITBA HA TBOPYICTh
€BPOIEUCHKUX Ta YKPAaiHCHKUX XYyMOXKHHUKIB Apyroi mosioBuHu XIX — modarky XX CT.
[IpoananizoBaHo paHHIH mepioa TBOPUOCTI yKpaiHchKkoro rpadika I'. HapOyra. BusBieHo
BIUIUB TPaIUIIIHOI AMOHCHKOI rpaBIOpPH Ha ULTOCTpauii 10 Ka3ok «XKypaBenb 1 yaruisy,
«Tepemok», «Jlepes’ssHuil opemn».

KurouoBi caoBa: umroctpamii I'. HapOyTa, konmpopoBa rpaBroopa, SIIOHCHKE MHCTEITBO,
KHIDKKOBA Tpadika.

Beryn. [Ipo SnoHCHKMM BIUIMB HAa €BPOIEHCBKE MHUCTELTBO ApPYyroi mosoBuHU XIX —
noyaTtky XX CT. mucajo 6arato JOCIiIHUKIB. «SIMOHCbKE MUCTELITBO 3pOOHIIO IEPEBOPOT Y
€BPOTIEHCHEKOMY», «HOBITHIN (hpaHITy3bKUI KUBOIHUC, SIKU Oepe CBiil mouatok Big Mawe,
3HA4YHOIO MIPOI0 CTBOPEHUH BILJIMBOM SIIOHLIIBY», — CTBepAXKyBaB P. Mytep (Myrep, 1893).
Ha nymky mucrenrBo3nasis M. OcOopHa: «HaI3BUYaHE BPaKCHHS BiJ] ATOHCHKUX TBOPIB
MOKBABUIIO M OCBIXKHIIO BTOMJICHE €Bporelicbke MuctenTBo» (Ocooph, 1910).

VY 1900-x pokax «sImoHi3M» y €BPONEHCbKOMY MHCTEITBI YSBIISBCS JOCITITHUKAM SBUIIEM
0e3CyMHIBHUM 1 TakuM, mo He Buuepnano cebe. [Tmakatu Tymys-Jlorpeka, rpadika O.
bepacnes, T. 'eiine — Bce 11e BBaxkasiocst oro nopoaxeHHsaM. CtpumaHicTh a00, HaBIaKH,
SCKpaBICTh KOJIOPUTY, IUIOIMHHE TPAKTyBaHHs, IHTEpeC A0 JIiHil, IParHeHHs JaKOHI3MY —
BBKAJIM HEOJMIHHO SITIOHCHKOIO BJIACTHBICTIO, X0Ya IIi OCOOJIMBOCTI JIETKO MOXKHA OYJIo
3HalTH U y €BPONENUCHKIN XyA0KHIN CIIaIINHI.

He omuHya Mona Ha «AIMOHI3MY» 1 YKpaiHCbKE MUCTENTBO. SIMOHChKA KJIacCHYHA TPaBIOpa
OyJla HemoraHo NIpejcTaBjleHa B MPHUBATHUX 310paHHsAX, Hanpukiaaa bornana ta BapBapu
XaHeHkiB. «Ycboro Myseili mae 232 rpasropu, 110 ix OyB npunoas b. I. Xanenko y 1904-my
poui B MaHKypii», — 3a3Ha4aeThCsl y BUJaHHI HallioHaJIBbHOIO My3€l0 MUCTENTB iMEHI
XanenkiB (I'ymanoBa-Kynexenko, 1928). Takox y XyAOXKHHKIB Oyla MOMKJIMBICTh
JOCHIJKYBaTH SIMOHChKE MUCTENTBO 3aBAskM KypHanmaMm «Le Japan Artistiquey», «CBsit
MUCTEITBa» Ta 1HIINM.

Teopernuna yacTuHa

TanaHoBUTHI XyHOXKHUK, (QYHAATOp YKpAiHCBKOIO HAIllOHAIBHOTO MHUCTelTBa ['eopriit
HapOyT, 3axomnieHo KoJIeKI[IOHYBaB 3pa3Ky AMOHCHKOI IpaBlOpH, AKa 1 TMiaKa3ana ioMy Jesiki
crnioco6u rpadiunoi crumizanii. B. Buxosanens nume, o HapOyTt OyB 3HailoMuil 3 ATOHCHKOIO
IPaBIOPOIO III€ 32 YaciB CBOTO HaB4YaHHS B riMHasli: «I1. JoporieHko naBaB IOMUTIMBOMY
riMHa3MCTy KHUTH 3 BJIACHO1 010i0TEKH, B TOMY YMCIi i )ypHal «CBIT MUCTeLTBay. 3 foro
CTOPIHOK MaiOyTHIH Trpadik 3HAXOAWB BIIOMOCTI MPO TBOPH AHTHYHOCTI W 100M
BinpomkeHHs, mpo cBOepigHe AMOHCbKe MUCTeNTBO» (BuxoBanenp). Oco0naMBO NMOMITHHMA
BIUIUB «AMOHI3MY» B paHHIX TBOopax XyaoxHuKa. Hampukian, umoctpamii 10 KHHUTH
«KypaBenp 1 yamnsa. Beamine» AOCUTH TOYHO JEMOHCTPYIOTH CTOPOHHIN BIUIUB, a came
ATMOHCHKUH.

[Ile Bupa3HilIe AMOHCHKI €JIEMEHTH MPOCTEXKYIOTHCS B OHIN 3 1ItocTparliil 10 kKHuxku 1910
poky «Tepemok. Misrip» (. 1). Benminb, TpakTOBaHHWII YOPHUM CHIIYETOM, BHUCTYIAE 13
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COKHPOIO 4Yepe3 IJIede Ha Tl aOCOIIOTHO «AMOHCHKOTO» Mei3axy. I cipa Xxmapa, 1o HaBucae
Ha/I CHHSIBOIO, PI3KO OOpUBAETHCS HAJl 00pieM, 00 MOCTYMUTHUCS MiclieM OiTU3HI mamnepy, i
PIBHI JIOBT1 IITPUXH, IO MEPETHHAIOTh OAWH OJHOTO Ta 300pa)karoTh JIOII, 1 3ITHYTI BITPOM
JIepeBa — BCe II€ HA4e NEpPEeHeceHe 3 TpaBiop Xipocire, Xo4ya IOMITHO CHpPOMICHE i
cxemaruzoBane (L. 2). CunmyeTu nepes, skl BiH HATIEAIB Y AMOHCHKUX rpaBlopax, HapOyT i B
IHIINX BUMAJIKaX POOUTH a0CONIOTHO TUIOIIMHHUMU M KOPUCTYETHCS HUMH SIK aKI[CHTaMH Ha
KOHTYpHOMY MairoHKy. [lonr i mepeBa, B imoctpanii 1o «Tepemka», 1oOpe rapMOHYIOTH 3
¢biryporo BeaMeast, HOCUIIIOI0YH 11 pyX 1 3aralbHUi HACTPil TPUBOTH.

TpaktyBanHsa HeOa B HapOyTiBcbkomy «/JlepeB’ssHomy opimi» (1910 p.) myxe mpoaymaHe i
edexTuBHE. ONKCYI0UN SAMOHCHKI TpaBiopy i TBopu HapOyTta, Mo>keMo 3a3HauuTH, 1110 B 000X
13 IMBOBIMIKHOIO CMUJIMBICTIO HE0O, Ha JESIKINA BiJCTaHI Bix 00piro, pi3Ko 3MiHIOE Koiip. Han
00pieM 3aTTUIIAETHCS TOBOJII HIMPOKA CMYKKa YHCTOTO OLJIOT0, TPO30POT0 KOJIBOPY, SIKa MOTIM
Maiike opasy MepexouTh y CHHiK. JIuie e crmocid, 1o cyTi BipHUH, ajie nmepeOiIbIeHUH,
nepezae BCIO HECKIHUCHHY JaJIediHb 1 HeOeCHE MPOCBITICHHS TOPU30HTY.

EDE e

Lmoctpanis 1. I'. HapOyT. Imroctpanist 10 ka3ku <<TepeMOK}>. 190.
Lnwocrpanin 2. YraraBa Xipocire. binuit gomr, Ceono. 1833 — 1834.

BucnoBku. [Ipu po3riaal pi3HOMaHITHUX XYJ0KHIX 3B’A3KIB Ty’K€ BaXJIMBAa TEPMIHOJIOTIS.
BrnuB, 3amo3uyeHHs, HacliyBaHHS, BUBYEHHS SKHXOCh 3pa3KiB — y BCIX IIMX CJIOBax
YKJIQJ€HO CYTTE€BI CMHUCJIOBI  HIOAHCH, HEXTYBaHHS  SKUMH 3HMXKYE  TOYHICTh
MHUCTELTBO3HABUOT0 aHami3y. [IpaBUIbHIIINM, SIK HAM BUJAE€THCS, TOBOPUTH HE MIPO «BILJIHBY
STIOHCHKOT IPaBIOPH Ha €BPOTIEHUCHKY UM YKPaiHChKY MUCTELbKI IKOJIU, a PO Te, 0 MallcTpu
KOJIbOPOBOI TPaBIOPU «BUMJIMCS» B SIMOHIIB. Pe3yabTaToM IbOr0 «HAaBYaHHsS» OyJo He
«HACTIAYBaHHA», SIKE B 1CTOpIi MUCTELTBA HE MOPOKYE OPUTIHAIBHUX 1 3HAUYHUX SBUII, a
«BIJIMOBIIHICTB» T'PaBIOp, Hampukiaa TBopiB HapOyra, ssmoHCBKUM. AJie, HE 3BaXKalOUd Ha
3aMo3U4YeH1 TEeXHIUHI NMPUHOMHU, Y MIpy BUPOOJIEHHS BJIACHOI 1HAMBIAYyalbHOI MaHEPU BOHU
3HUKAJIH 3 TBOPIB XYA0KHHUKA.

SInoHchKa KOJIBOpPOBa IpaBlOpa Ha JIEpeBl HE CIIpaBUIla BUpillaabHOro BIUMBY Ha I'. HapOyTa.
Jlis HbOTO HE MEHIII BOXKJIMBUMHM OYJIM U 1HIII XyA0KHI BpaxkeHHd. [1i1 yac aHami3zy mi3HIIIMX
TBOPIB XYJO’KHUKA MOIIYKU STOHCHKUX MEepIIo00pa3iB HE MOBUHHI TITHO3YBAaTH JOCIHIIHUKA,
3MYIIYIOYM HOro BUIIYKYBaTH OyAb-110-Oy/b SMOHCHKUI BIUIMB TaM, /1€ MOXKHA 1 6€3 HbOTO
3pO3yMITH CBOEPIJIHICTH TBOPY.

Takox BapTO 3ayBaKUTH, IO SKIIO SKICh MPUAOMM Ha ModaTky XX CT. Bxke He Oynu
crenu(piYHO ATOHCHKUMHU, a BBIMIILIN B YKUTOK CBITOBOI Ipadiku, TOA1 HE TaK BXKe i BaXKIIUBO,
ne ix ymepuie Juist cebe BIIKpUMBAB MaiicTep — y SAIMOHCHKIM I'paBiopi, Yd y TBOpax CBOIX
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CY4acHHKIB. Ba)kJIMBO BCTAaHOBUTH, 110 B HHOTO BiJl «CTHIIIO €TIOXW, a III0 CBOE BJIACHE, TAKe,
YOro B IHIIMX HeMae. | SIKIIO 11e «II0Ck» BiH MIr Y35TH 1 B35B caMe B SIMOHCHKii rpaBiopi, TO/1
TUIBKH 1€ CTAHOBUTH 1HTEPEC ISl TOCITITHHKA.
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Anotation. The thesis deals with the influence of traditional Japanese art on the works of
European and Ukrainian artists of the second half of the 19th and early 20th centuries. The
early period of the work of Ukrainian graphic artist H. Narbut is analysed. The influence of
traditional Japanese printmaking on the illustrations to the fairy tales «The Crane and the
Herony», «The Little House», «Wooden Eagle» is revealed.

Keywords: illustrations by H. Narbut, colour printmaking, Japanese art, book graphics.
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Anotanig. CrarTs NpHUCBSYEHA JOCITIUKEHHIO TBOPYOCTI KHTAaHCBKOTO CKyiapnTopa @y
WxyHBana. Posrisaaerses npobiaeMa MiIacTUYHOI MOBH Y KOHTEKCTI IMPUHOMIB MHCTELTBA
apT-00’€KTY, IHCTAIMIT, peaiMenTy.

KurouoBi cioBa: cydacHa ckynentypa Kuraro, @y UxyHBaH, 1HCTANALIA, peaimMen, apt-
00 €KT.

Beryn. Ckynenrop @y UWkyHBaH € MPEACTABHUKOM TeHEpalii «BiCIMiIECATHUKIBY, sKa B
icTopii Cy4acHOTO KHTalChKOTO MHCTELTBA BiJOMa $K HaWOUIbII KOHTPOBEPCHUBHA Ta
muaaMigaa. Y 1980-x — 1990-x pp. oOpazoTBopue MuctentrBo Kuraio mepexuBayio erar
OHOBJICHHSI, TIOB'S3aHUN 13 TEPEOCMUCICHHSAM CKJIAQJHUX SBHI] TIONEPEAHBOTO Yacy,
nepenycim, KynbTypHOi peBosonii Ta etamy moBepHEHHS 10 JIiOepantbHOT eKOHOMIKH. Y 1el
yac BigOyBajuCs MOMITHI TpaHchopMallii y XyHAOXKHIH MOBI CKYJBITYypH, TPUBAB MOIIYK
aKTyaJIbHUX METOMIB OOpa3HOIro y3arajlbHEHHS, IO BiJJI3EPKAIOBAIIOCH 1 B IUIACTHYHUX
TEeXHIKaX, 1 B 3MiHaX (OPMaJIbHUX IT1XO/IiB.

TeopernyHa yacTuHa

Cynp UYxkeHbxya, OJMH 3 HAWOUIbII MOCIIAOBHUX AOCHIAHUKIB TBopuocTi ®y UxyHBaHa,
3BepTa€ yBary Ha BaXKM NUIAXM MOJOJAMX MMTLIB, SIKI EKCHEpUMEHTyBaTu B cdepi
CKYJIBITYPH, TOPYIIYIOUX TPAIUIIIHI YABIEHHS PO pealliCTUYHE BiJOOpaKeHHS MIMCHOCTI.
Hanpuknan, Hanpukinmi 1980-x pp. nexinbka TBopiB @y UkyHBaHa Oynu He JOMYyIIEHI 70
€KCIIOHYBAaHHS uepe3 iX «HECKYJIbNTYpHY hopMmy», sKa, HaueOTo, HaraayBajia «BIIXOAM Miji
ta 3amiza» ( FMREE, 2018). IMosa TuM npakTuyHO yBech mepiox 1980-x — 1990-x pp. @y
WxyHBaH 3aliMaBCs METAJIOIUIACTUKOIO, ITHOPYIOUM TMO3MIII KPUTUKIB Ta PO3pOOIISIOUn
BJIACHY Mapagurmy ¢popMaibHuX NiaxoiB. Takoro € cepist «3BaproBaHHs MeTairy» (1986), sika
cTajia BIATOBIA/IIO MUTIIS HA 3BUHYBAYCHHS y «HEXY/I0KHII» MaHepi BUCIOBIOBaHHS (11. 1).
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Lmoctpanis 1. @y Yxynsan. 3BaproBanns merany (Pparment Ne 3). 1986. 3amizo. 500 x 45

x 170 cMm, Xybelicbkuil My3el MUCTELTB

VY nopansimiomy @y UxkyHBaH HEOAHOPA30BO KapAMHAIBHO 3MIHIOBAaB BEKTOPU TBOPYOCTI,
eKCIICpUMEHTYIOUM 13 JepeBOM, IIacTUKOM, OeroHoM. Taka mmpoka amIuiityaa #oro
TBOPYOCTI BiJ/I3epKaIMiIach 1 Ha )KaHPOBOMY pelepTyapi, a TAKOXK CTajla MOTUBOM ISl BUXOLY
3a MEXI TPaAULIHHOI CKYJIBIITYPHOI TEPUTOPIi.

B sikocTi npukiany 3raaeMo cKyJabNTypHY Komno3uuito «Ctuib TaHuo» (1987), sika 3 Touku
30py XYJI0KHBO-00pa3HOI BUPA3HOCTI MepeOyBae He MEePeTHHI a0CTPaKTHO-1EpOTITi(higHOTO Ta
TUIECHOTO KOHTEKCTIB (i11. 2).

Lmrocrpanis 2. @y Yxynsan. Ctuns tanmro. 1987. Meran, uepBonuit nak. 72 x 100 cm.
I'anepest «kEhrman Art Space»

@y YxyHBaH 3aCTOCOBYE THUIOBHMM Ul Cy4yacHOI IUTACTUYHOI MOBHM NpPHIOM 00’ €KTHBaIlii,
HaAUIAI0YM GOpMU pUcaMu MOBeIIHKU JroauHu. [logiOHa BiyanbHa MPOBOKAIiSl OJIOJHIOE
Marepiai 1 MorIHOIII0€ 3HAYSHHS CUMBOITI3MY Kobopy. [Ipumipom, I'o FOHIBSIHE BBaXxae mei
00pa3 eKCILTyaTalli€l0 3HAKOBOI CyTHOCTI «4€pBOHOTO» BecinpHoro Tauio (55 5 &, 2004).

[Tounnaroun 3 cepenunu 1990-x pp. MHUTEIb EKCIEPUMEHTY€ 3 IHCTASLISIMU Ta apT-
06’ cxkTamu. Moro po6OTH CTarOTh OUTBI KOHTEKCTYaJIbHMMH, BHMAarar4d BiJ Tisgava
B3aeMoJii 13 mpoctopoM. ITocTynoBo BiAMOBISAIOUMCH Bij TijiecHUX oOpasiB, @y UxyHBaH,
TUM HE MeHIIIe, 30epirae (irypaTuBHICTh, 3B€pPTAIOUYHCh 10 MPEAMETHOI BUPAa3HOCTI (hopM abo
rotoBux 06’extiB (fH FEEAE M, 2004). V poboti «['yMaHiCTHYHA CLieHA KiHIS CTOJITTS
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(1994) aBTop 3amyuae o0 MPOCTOPY CKYIBNTYpHOI (POopMHU TiHI Ta CBITJIOBI pedieKch SK
MOBHOIIIHHI KOMIIOHEHTH CHCTEMH BUPKAIBHHUX 3ac00iB. Y CBOEMY KOMIIO3HIIIHHO-
IJIACTUYHOMY PIIlICHH] BiH JJa€ MOMJIMBICTD TJIs1a4eBl 00paTH crienudidHy Touky 30py (i1 3).

LmiocTpanis 3. @y Wxynsan. ['ymanictuuna criieHa KiHms cromitts. 1994. JlepeBo. 45 x 45 x
58 cm. XyOelcbkuil My3eil MUCTEITB
Lmtoctpanis 4. @y YWxynsan. Hebecni croBmu. 1994. JlepeBo. 150 x 150 x 230 cm. My3ei
MucTenTB XyOes

HatomicTh, cTBOpeHa y KOHTEKCTiI TOTO 3K CIIJIBHOTO MPOEKTy pobora «HebecHi cTOBmM»
(1994) cnmpaetncsi, ckopilie Ha XyIOKHIO BHPA3HICTh apT-00’€KTy, B SKOMY JOMIHY€
IUTACTHYHA 17151 «KpYTIIo1» CKyIpnTypu. PoGoTa crana /i MUTLS IPUBOIOM IIEPEOCMUCITUTH
TPaIUIiifHI KUTAMChKI MIAXOMM MOAO0 JaHamadTHOI miIacTuku. JlOCHiKeHHs TPUHIHITIB
(hOpMOYTBOPEHHSI TAKUX 00’ €KTIB 103BOJIMIIM HOMY pEIHTErpyBaTH OKpeMi apxaiuHi mpuiioMu
1o cBoro BucioBmoBaHHA (1. 4). Sk BBaxxae Yxu IOi, y cBoiii npaktuni @y UxyHsan
eKCIIEpUMEHTYBAB IIEPEBAXKHO 13 IPOOIIEMOIO «IUCTOTH (POPMIUY, HAMAralto4uch OOTPYHTYBATH
CYTHICTBh CBOTO KOHIIETITY 3a JIOMIOMOTOI0 3aCTOCYBaHHSI PI3HOMAaHITHUX MaTepialiB. Y bOMY
BiH CTaB MOCIIJIOBHUKOM bpaHKy3i, TBopUicTh sikoro, Ha AyMKy Wxu IOii, yacto crigye 3a @y
UskyHBaHOM «sK TiHb» (3%, 2022).

CporoHi MuTelb 6araTo Mpaioe B HApUHI peliMeny, SKUil 31e01IbIIOr0 BUKOPUCTOBYE K
1acTuuHuil Matepiai. Tak, apT-00’exkt «Horu 3HaroTh Oisbie, Hixk 11e» (2024) Moxe 31aTucs
XaOTUYHHUM CKYIUYEHHSIM pedeid, MpeAMETHUX (parMeHTiB, marepiaiis. [Ipore popma B3yTTS
BUKOPDHUCTaHa MHUTLEM SK Bi3yallbHa MpPOBOKallis, II0 pO3paxoBye Ha 3alydeHHs
MOBCAKIACHHOTO KUTTEBOTO JIOCBIY IJIsIaua. 3BUYHICTh, HABITh OaHAIBHICTh, pEAIMENTy CTaE
JDKEpEJIoM JIJIsl HApaTUBHOI CKJIa/10BOi TBOPY, 1110 BepOati30BaHO B caMiil Ha3Bi (11. 5).

Lnocrpanis 5. @y Wxynsan. Horu 3Hat0Th OubIe, HiX 11€. 2024. B3yTTH,
3MimaHa TexHika. HanexxuTts aBTopy
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BucnoBku. [Tnactuuna moa @y UxynBana copmyBanack ynpoaosx 1980-x —2020-x pp. y
KOHTEKCTI TIO€JHAHHS BUPKATBHIX 3aC00IB Ta TEXHIK CKYJIBITYPH, IHCTAISIIIT Ta peaimMeiy.
Murtenp BHAa€eThCA A0 Aialory MDK (GIrypaTUBHUM  Ta aOCTPAKTHUM MOJICITIOBAHHSIM,
BUKOPHUCTOBYE MPUHITUIH «T1IECHOD) IJIACTHKH 32 MEKaMHU KPYTJIOi CKYJIBITYPH, IITyKa€ HOBI
(hopmu BUpa)KEHHS IPEIMETHOCTI B €CTETHUIII «TOTOBUX» 00’ €KTIB.
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Annotation. The issues related to the application of animation in web design as a means of
enhancing user interaction have been examined. The peculiarities of using animated effects to
improve navigation, capture attention, and establish an emotional connection with the user have
been explored. The technical aspects of implementing animation through modern technologies,
such as CSS, JavaScript, and After Effects, have been considered.

Keywords: Web animation, UX/UI design, micro-animation, interactivity, user experience,
motion design.

Introduction. Modern web design is impossible without animation, which has become a key
element of interactive interfaces. Animation adds dynamism, simplifies navigation, and makes
websites more engaging. Thanks to technologies such as CSS, JavaScript, and After Effects,
animation has evolved from a decorative element into an effective tool for enhancing UX. In
the digital environment, where competition for user attention is growing, animation provides
feedback and makes interaction intuitive. For instance, micro-animations help users quickly
understand interactive elements. Hero animations and parallax effects leave a lasting
impression, telling the brand's story. Modern tools have made animation accessible and
efficient for improving user experience. However, improper use of animation effects can lead
to interface overload or reduced site performance. Therefore, it is crucial to identify effective
approaches to using animation in web design to enhance user interaction. The aim of this study
was to determine how animation impacts user interaction with web resources and to identify
the main types of animation based on their functional purpose.

Theoretical part

Animation in modern web design is one of the most important elements influencing the quality
of'user experience (UX). Its role in creating interactive and user-friendly interfaces is becoming
increasingly significant due to the growing demands for functionality and aesthetics in digital
products.

An analysis of scholarly sources suggests that animation not only enhances the visual appeal
of websites but also significantly improves their effectiveness (Inozemtseva, 2019). Animation
aims to draw the user's attention to objects, elements, buttons, and other important components
of a web page (Rymarenko, 2024). A crucial step in the development of web animation has
been the introduction of JavaScript libraries, such as GSAP (GreenSock Animation Platform).
These tools enable the creation of complex and smooth animations with high performance,
making them indispensable for developer

Modern animation has found widespread application in various aspects of web design, such as:

o subtle movements that enhance the perception of the interface (e.g., button
animations on hover);
o tricking effects on the main screen that capture the user's attention and tell the

brand's story;
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o provides feedback to the user (e.g., loading animations or confirmation of
actions).

The analysis of modern trends and experimental testing has made it possible to identify the
main types of animation actively used to enhance user interaction with the interface. The
following types of animation are distinguished: animated objects - individual images displayed
to the user (e.g., a moving cursor, a floating button, changing colors, etc.); animated images -
advertising banners on websites, photo slideshows, loaders; animated text - animated headings
or individual lines of text.

The conducted research has shown that for the successful application of animation in web
design, it is necessary to adhere to key principles: avoid overloading the website with animated
images (one or two elements); animation should not be too long (a few seconds); avoid
repetition; use animation on strategically important objects; consider the target audience;
develop several animation options with preliminary testing; ensure adaptability of animation
(images, texts, and other objects should display correctly on any device) (Inozemtseva, 2019).
Nowadays, the use of After Effects has become a standard in creating animations for websites.
This well-known software provides developers with extensive opportunities for the creative
process. With its help, we can create diverse and captivating animations that help our websites
stand out and attract user attention (Rymarenko, 2024).

Animation significantly improves the user experience, making the interface more intuitive and
enjoyable to use (Kaninets & Likhachov, 2021). For example, micro-interactions—small
animations—make the process of interacting with the interface more convenient and engaging.
Research shows that animation can increase user engagement by 20-30%. For instance,
animation on the main screen of a website can increase the user's time spent on the page and
enhance their interest in the content. However, it is important to note that excessive animation
can slow down page loading and degrade website performance. Therefore, it is necessary to
optimize animation effects by using lightweight image formats and minimizing the number of
animations on a single page.

Web animation remains one of the key components of successful web design, and the future of
this field promises numerous technological and design innovations. Modern technologies are
constantly evolving, providing designers and developers with new tools to create captivating
web animations. Increased performance, improved software capabilities, and enhanced user
interaction features are making web animation even more impactful.

3D animation is already an important element in web design, enabling the creation of
interactive, captivating, and innovative web resources. Thanks to modern technologies such as
HTMLS, CSS3, and Lottie, 3D animation has achieved significant success, and its role in the
digital environment continues to grow. In the future, further expansion of 3D animation
capabilities is expected, including integration with virtual reality (VR) and augmented reality
(AR) technologies, which will open new horizons for web design.

An analysis of modern trends in the use of 3D animation for websites has revealed three key
advantages of this tool. These advantages make 3D animation indispensable for effective use
and improving user interaction:

. 3D animation allows products to be showcased from various angles and
perspectives, making them more attractive to consumers. This helps instantly capture attention
and makes the product more appealing.

. Brand identity - 3D animation easily adapts to a company's branding and
marketing strategy, ensuring consistent messaging across different marketing channels and
enhancing brand recognition.

. Competitive advantage - the use of 3D animation allows companies to stand out
among competitors who still rely on traditional marketing methods, positioning the brand as
innovative and customer-focused.
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Conclusions. The results of the study confirm that the use of animation in web design opens
new prospects for improving user experience (UX) and increasing conversion rates. Animation
allows users to interact with web resources more intuitively and effectively, fostering trust and
satisfaction with the website. Improved UX design and increased conversion rates, in turn, can
lead to a growth in users and enhanced website recognition. Furthermore, the implementation
of modern animation technologies, such as 3D animation and interactive effects, can help
increase a company's competitiveness in the market and attract new customers. Thus, the
study's results confirm the importance of integrating animation into web design strategies.
These technologies have the potential to become key success factors for websites in the online
environment, capturing user attention and providing them with a reliable and interactive
interaction experience.

References

Inozemtseva, S.V. (2019). The role of animation in modern web design. /0th International
Scientific Conference "Science Progress in European Countries: New Concepts and Modern
Solutions" (pp. 174-177). ORT Publishing and The Center for Scientific Research “Solution”
Rymarenko, O.H. (2024). The role of animation in UX/UI design of websites. Proceedings of
the 28th International Youth Forum "Radioelectronics and Youth in the 21st Century"” (Vol. 3,
pp. 254-256). Kharkiv National University of Radio Electronics.

Kaninets, A.A., & Likhachov, S.O. (2021). Current trends in website design. Kharkiv National
University of Radio Electronics, Department of MCT.

172



TRADITION AND INNOVATION IN THE PAINTING OF YURI EGOROV

Tarasenko Andrii
Associate professor, PhD in Fine Art,
The State Institution «South Ukrainian National Pedagogical University
named after K. D. Ushynskyy, Ukraine
ORCID: 0000-003-2739-3046
btvt2017@gmail.com

Abstract. Mythology and the traditional iconography of European art provide Yuri N. Egorov
with a foundation for creating a contemporary pictorial image. The mythological model of the
nude female form helps to achieve a deeper and more multifaceted meaning in the composition.
The cultural context makes it possible to interpret the eternal motifs of the reclining and
standing female figure. The presented illustrations offer a clear understanding of the unique
interpretation of mythological motifs and images in Egorov's works within the context of global
art.
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Introdution. Honored Art Worker of Ukraine Yuri N. Egorov (1926-2008) is one of the
founders of the Art and Graphic Department of the Odesa Pedagogical Institute (now the K.D.
Ushinsky South Ukrainian National Pedagogical University), where he worked in 1970-1974
(Tapacenko, Hocenko, 2009). In 2025 the KHF will be 60 years old. In 1955-1958. Egorov
taught at the M.E. Grekov Art School in Odesa. From 1995-1997, he was rector of the Odesa
Academy of Arts. In a keynote speech on the purpose of the teacher of fine arts expressed his
creative credo: “To arouse in the student a passionate love for the beauty of nature, to consider
it as a perfect creation, to see the beauty and plasticity of the object world, to approach it in the
image in the most objective way. At the same time more and more to master the art of selection
and generalization” (Onecckast Akagemust XynoxecTs, 1994).

In 1947 Yuri N. Egorov received a diploma of the Grekov Odesa Art School. In 1948 he entered
the Institute of Painting, Sculpture and Architecture named after Ilya Repin, then transferred
from the IV course to the Vera Mukhina Higher School of Art, which he graduated in 1955.
His teachers were T.B. Fraerman, G.O. Rublev, T.A. Savinov. The conventionality of
monumental art largely determined the freedom of the master's creativity.

Objective: The aim of the proposed research is to examine the relationship between tradition
and innovation in the paintings of artist-teacher Yu.N. Egorov.

Methodology: The study employs a comparative method in its typological aspect. The
application of E. Panofsky's methods of iconography and iconology helps to explore the
peculiarities of the interpretation of the female image in the paintings of Ukrainian postmodern
artist Yu.N. Egorov.

Theoretical part

For a classical tradition artist, the primary focus is the depiction of the human figure. In ancient
art, the concepts of microcosm and macrocosm were introduced. In the drawing "Vitruvian
Man" (1492), Leonardo da Vinci created a graphical model in which man is harmoniously
correlated with the square of the earth and the sphere of the sky.

In the work of Yuri N. Egorov the image of a young, full of energy man is connected with the
depiction of the nature of the south of Ukraine. The main heroine of his paintings is a beautiful
nude woman. The artist writes his models from life. He manages to combine the individual
qualities inherent in his characters with a high degree of generalization. Basically, the painter
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depicts his models without attributes with the help of which it would be possible to include
them in a specific mythological context. However, since the female characters of his works
have an ideal character, typologically they can be considered as images of “Venuses”.

Yuri Egorov's composition “Morning” (1967) (Figure 1) shows a girl-Venus emerging from
the sea foam. We see how the matter itself, born in the natural waters, is formed into the
graceful figure of a young beauty. The dynamics of the body shown in the counterpart is
elusive, as is the eternal vibration of the watery expanse shone with light. A. Nosenko in the
article “The Light Elysium of Yuri Egorov” reveals the originality of Egorov’s plein air
painting (Hocenko, 2006).

Photo by V.M. Mamaeyv.

A comparison of the iconography of Egorov's painting “Beauty” (1973) (Figure 2) with
Aphrodite of Cnidus (mid-4th century B.C.) shows that the contemporary artist follows the
classical type of depicting Latin Venus Pudica. At the same time, in the somewhat coarse
treatment of the woman's body one can notice features akin to the female images of the
neoclassical period of Picasso's work (Figure 3).
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Figure 2. Yu. . Egorov. Beauty. 1973. Oil on canvas. 108 x 70 cm.
Figure 3. Pablo Picasso. Large Bather. 1921.

Figure 4. Yu.N. Egorov. Night. 1966. Oil on canvas. 101 x 127 cm.

Figure 5. Yu.N. Egorv. Sleeping Woman. 1986. Oil on canvas. 115 x 138 cm. Photo by
O.V. Kutskiy.
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In the paintings “Night” (1966) (Figure 4), “Sleeping” (1986) (Figure 5), “Sleep” (1968)
Egorov turned to the motif of a lying nude woman. The iconography of these compositions can
be included in the context of such works of world art as: Titian's “Danai” (between 1546 and
1553), N. Poussin “Bacchanalia” (1630), Rembrandt “Danaiya” (1636 and 1946-1947), E.
Manet “Olympia” (1883) (Figure 6), P. Gauguin “The King's Wife” (1896) (Figure 7). In the
painting “Night” by Egorov there is a sense of mystery. This is close to the symbolic
composition of Gauguin's “Spirit of the Dead. Tahiti. (Manao Tupapau)” (1892). In the
depiction of the nude female body in Egorov's paintings, as in the paintings of Titian, Poussin
and Rembrandt, there is a quality of “tangible value”. In contrast to Edouard Manet's
“Olympia”, where the French artist, using the characteristic iconography of the “Venus”, at the
same time reduces the ideality of the image, showing the social plan of the “lady of the half-
light”, the category of the sublime is applicable to Egorov's characters.

Figure 7. Paul Gauguin. The King's Wife. 1896. Moscow, Pushkin State Museum
of Fine Arts.
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Egorov's composition “Girl with Arrows” (2001) (Figure 8) suggests a polyvariant reading of
the plot. The attribute in the form of arrows indicates the character's connection with the image
of Artemis. The myths of the classical era tell us that the hunter Actacon saw a chaste virgin
goddess bathing. Angry Artemis turned him into a deer, and the young man was mauled by his
own dogs. Such a scene is shown on the crater depicting Artemis and Actacon (About 450 BC)
(Figure 9).

Figure 8. Yu. N. Egorrg)v.. Girl with Arrows. 2001. Oil on canvas. 98.5 x 106 cm.

Figure 9. Master of the Pan Painter. Artemis and Actaeon. Krater from Cumae. 460 BC.
Boston, Museum of Fine Arts.

According to Euripides, the anger of the goddess was caused by Actaeon's boastfulness,
claiming that he was a more skillful hunter than Artemis. The antique marble male head
depicted in the right corner of Egorov's painting can be perceived as the result of the warrior's
victory. The heroine stands before the viewer in a triumphant pose akin to David trampling the
head of the giant Goliath (Donatello, Verrocchio) or Judith in Giorgione's painting. But the
winner in painting rests not on her head, but on a cube.

The treatment of the antique head as a “fragment of eternity” in the Odesa painter's painting is
similar to the depiction of Apollo's mask in Giorgio de Chirico's metaphysical composition
“Song of Love” (1914) (Figure 10).
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Figure 10. Giorgio de Chirico. The Song of Love. 1914. New York, MoMA.

One can also notice an analogy between the geometric architectural background and a ball
carefully modeled by light and shade. The ideologist of Cubism, Paul Cézanne, was a guide for
Egorov in his appeal to the “divine geometry” of Ancient Greece. The contrasting juxtaposition
of the organic form of the girl's figure and geometric bodies (ball and cube) in Egorov's
composition evokes associations with Pablo Picasso's painting “Girl on a Ball” (1905). This
technique achieves a high degree of expression of the form. The unstable pose of the warrior
standing on one leg as if standing on the other relates her to A. Mayol's sculpture “Woman
Tying Her Hair” (c. 1900), as well as to the girl on a bicycle depicted in the right part of F.
Léger's painting “Entertainment (Dedication to Louis David)” (1948-1949) (Figure 11). This
positioning of the figure is fundamentally different from the stability characteristic of Greek
sculpture of the High Classical period (e.g., Polycletus “Doryphorus”, 5th century B.C.).

K 4 =

Figure 11. Fernand Léger. Leisure (Homage to Louis David)A.Fragment. 1949. Paris, Centre
Pompidou.
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Egorov's creative method is characterized by multiple returns to a single motif. For example,
the composition we have considered is a variation of the paintings created earlier: “Girl, Cone
and Sphere” (1999). Throughout his life, the master turns to the romantic theme of wanderings
in the pictorial series “Soon We Will Depart” (2006) (Figure 12). The artist compares himself
to a gold prospector who, having found a precious “vein”, tries to fully explore it. In this
aspiration not for a new narrative plot, but for the most expressive artistic interpretation, one
can see a correlation with the stable compositions of antiquity and the Renaissance, on which
he is oriented to a certain extent, giving his variation on the eternal themes.

—

1

Figure 12. Yu.N. Egorov. We’re Leaving Soon. 1980s.

Conclusions. The method of comparative analysis is effective in studying the history of art, as
it allows for the creation of connections between works of different eras on related themes. The
nude model implies a timeless character. The artistic and stylistic analysis of the image of the
nude woman in the works of Yu.N. Egorov reveals that the artist's creativity combines ancient
sources and works of the Renaissance, in which classical images are adapted to the perception
of modern man, as well as elements of Baroque, Classicism, and Romanticism. The stylistics
of Academicism paradoxically merge with the Neoprimitivism of the 20th century. Thus, the
works of the Odessa master are integrated into the context of artistic polystylism in world art.
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Abstract. The role of the geometric body of the sphere in the creation of the ideal space of still
life paintings by the Odessa painter-metaphysician Sergei Belik is considered. The role of light
is revealed. The role of ordinary things (table, tablecloth, fruit) in the relationship with spiritual
reality is shown. The compositions are studied in the context of “big time” art.
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Introdution. The goal of the Odessa artist Sergey Belik (born in 1953) is to express a personal
feeling of divine presence in the ordinary space of a person. In Belik's compositions there is no
depiction of man, as the hero is the artist himself. He is a guide for the viewer from physical
space to spiritualized space. In his youth Sergei received a spiritual revelation: “At the age of
16 I was struck by the idea of the finiteness of the universe, that it is closed and everything
created is finite. Only God is infinite, because he is not created. I felt that the Cosmos, like the
Earth, has its own spatiality. The mysticism of this experience is that beyond this world there
are cocoons of other worlds. Beyond matter is the infinity of spirit» (Tarasenko, Belik, 2005—
2024).

Methodology. A comparative method is used.

Theoretical part

The ideal shape of the sphere is the key to the artist's creative concept. According to J. Cooper,
the sphere is perfection, the original form containing the possibility of all other forms, the
Cosmic Egg, the world, the soul, it is the Great Circle containing the universe, the hidden source
to the mystery of existence, cosmic time and space (Cooper, 1995). In Sergei Belik's program
work Sphere (2005) (Figure 1), an ideal geometric body is placed on a pedestal like a
monument in the real space of a seascape.

Figure 1. Sergei Belik. Sphere. 2005. Canvas, oil. 100x100.
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The universal image corresponds to a spatial structure that includes the elements of earth
(pedestal), water and the dominant sky. Everything is united by the fiery element of the sun.
Shown in a saturated light-air environment, the sphere acquires qualities inherent in living
nature. The impression of pulsation of life is created with the help of pictorial texture. This
achieves an unexpected, new sensation: the sphere breathes energy. In the artist's paintings the
sphere appears not only as an abstract geometric body, but also in the images of fruits, jugs,
bowls, tree crowns, clouds.

Sergey Belik lives and works in a port city in the south of Ukraine, where the discoverers of
new ways in art M. Vrubel and V. Kandinsky grew up. Kandinsky, studied D. Burliuk, taught
A. Exter.

Here in the 1910s were held the famous “Izdebski Salon”, where the works of the European
avant-garde were presented. Immediately after graduating from the Odesa Art School (1975),
various versions of the sphere were created. His feeling of “multidimensionality of the universe
in different dimensions” turned out to be consonant with the penetration into the world of
Divine geometry of his predecessors. First of all, icon painters (Figure 2), Leonardo da Vinci
(Figure 3), avant-garde artists (Figure 4, 5).
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Figure 2. The Savior in the Force. Icon. XV century.
Figure 3. Leonardo da Vinci. Vitruvian man. The Golden Ratio in the depiction
of man. 1492

Figure 4. V. Kandinsky. Small Worlds IV. 1922
Figure 5. K. Malevich. Black Circle. Early 1920s
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A comparison of Belik's “Sphere” with Malevich's composition “Black Circle” (early 1920s)
(Figure 5) shows that the Odesa artist remains faithful to the plasticity of the sensual world of
the Earth. Unlike Malevich's ethereal black circle, his sphere has volume. The origins of the
plastic interpretation of the ideal sphere can be found in the Greek classics. What Malevich and
Belik have in common is the abstract white background. White, according to Kandinsky, is “as
if a symbol of the world where all colors, all material properties and substances have
disappeared. This world stands so high above us that no sound from there reaches us”
(Kandinsky, 2001). According to C. Jung's depth psychology, the self-archetype is the core of
our personality. This imago Dei in man (self) is “indistinguishable from the image of God”
(Jung, 1991). The self-manifests itself in the image of the mandala. By spontaneously drawing
a circle, a cross, a square a person reproduces cosmogenesis.

Sergei Belik's goal is to convey “the embodiment of spirit in matter”, to show it in a new —
spiritualized quality. “There is an inner spiritual assignment pulsating in me. I have to embody
it through certain images - still lifes, landscapes. A narrative painting is not close to me
because the plot turns to the ordinary.” (Tarasenko, Belik, 2005-2024). The passivity of the
subject is important to the artist, so that he himself can be in the role of director. At the same
time, the world of concrete objects and things gives credibility to his abstraction. He needs the
object, like Morandi, for example, to convey his state of mind and spirit through its flesh. In a
certain sense, his compositions fulfill a function inherent in the icon: to raise the human spirit
from the sensual to the supersensual.

During his formative years as an artist, Belik constantly worked from nature. Since the objects
he depicted varied in different still lives, he studied them well. At present, the artist mainly
works from memory. This method gives him an opportunity to escape from attachment to the
subject and express his state of mind. “It is better to paint without nature,” says the painter. —
At the beginning there is a certain barely perceptible image, and you embody it. You can write
in a week. But with nature, the work lasts for months. I used to perceive nature in a more
uniplanar way, but now I see it much more broadly. That's why it's harder to concentrate, to
solve it in a certain style” (Tarasenko, Belik, 2005-2024). Belik's method of creativity can be
defined as intuitionism, the ascent from the unconscious to the conscious comprehension of the
ideal in the visible, material forms of natural existence (Figure 6).

Figure 6. Sergei Belik. Still Life with Red Apples. 1981.
Canvas, oil. 80 x 100
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Archetypes. The subject world in Belik's paintings is simple. The artist is attracted by the
universal archetypal form. The objects he shows pass through all times without undergoing
significant changes. The painter is not interested in the history of the object, its owners. Tables,
tablecloths, vessels, fruits have an abstract metaphysical character. Belik's perception of the
archetypicality of the familiar world of things was influenced by the study of O. Freidenberg's
works (cousin of poet Boris Pasternak) (Freidenberg, 1997). “The whole world is a mystery,
but it turns out everything is open and decipherable. All the tablecloths and tables are my
mental forms. They are sacred to me,” says the artist. Jugs, vessels are the original symbol of
the procreative feminine. In ancient times a person was buried in vessels so that he could be
reborn to a new life. Two-meter amphorae were installed by the Greeks as tombstones. Bowl,
glass — symbolizes the space of the fertile earth open to the upper hemisphere of the fertilizing
sky. Egg — a symbol of the mystery of the creation of the world, a model of the structure of the
globe, a universal microcosm. Cosmic egg can be depicted as a sphere. Apple symbolizes
immortality as a fruit from the Garden of the Hesperides or from the garden of Freya. It means
fertility, love, wisdom, but also deceitfulness and death (temptation).

In the 1990s, light became increasingly important to Belik. In his compositions it has two
aspects: the sunlight of the real world and divine non-temporal light. In the Gospel, the concept
of light is expressed in the words of Christ: “Peace be with you. I am the light of the world.”
According to Pseudo-Dionysius the Areopagite, God as Good is the archetypal Light, standing
above any other light. He “gives light to all that can receive it, and he is the measure of all
beings and their principle of eternity, number, order and unity” (Pseudo-Dionysius the
Areopagite, 1992). According to the theology of Abbot Sugerius, divine emanation follows
from abstraction to a denser form. S. Averintsev writes that visible, sensual light may well be
perceived as an “‘icon’ of the invisible”. Light is an “icon of divine energies” (Averintsev,
1973).

Like the Renaissance masters, the artist carefully depicts the shadow falling from the objects.
Its formal role is that it defines the plane. The diagonal direction of the shadow brings dynamics
into the static basis of the composition. It is not by chance that the shadow in the sacred texts
of Ancient Egypt was an indispensable sign of earthly life.

Figure 7. Sergei Belik. Lonely apple. 1996. Canvas, oil. 90x100.
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The sacredness is determined by the artist's state. When perceiving Belik's still lifes it is
necessary to remember that a thing, an object is a dense component of the trinity: flesh (physical
body) — state of mind (psychology) and spirit. The spirit is manifested through the flesh —
embodied. It is not by chance that the variant of the composition “Lonely Apple” (Figure 7)
has the title “Meditation” (2000). The extreme laconism of the components: a dark table half
covered with a white tablecloth and a small red apple — contributes to focusing the viewer's
attention on the flowing stream of light that enlivens the motionless objects. In Belik's
interpretation, light is a sensual reality, akin in nature to the matter of the tablecloth. With the
help of a painting technique reminiscent of a light pointillistic (point) brushstroke, the artist
conveys the universal “matter of the world”. This quality makes him akin to the creators of
Byzantine mosaics, to the masters of Art Nouveau and avant-garde — Vrubel and Filonov. The
process of communication between the painter and the canvas is a kind of sacred action: “You
communicate with the spirit,” says Belik. — The main thing is how the artist “tamped” the
surface. It is alive, it breathes» (Tarasenko, Belik, 2005-2024).

Figure 8. Sergei Belik. White Objects. 2006. Canvas, oil. 55%70

In the composition “White Objects” (2006) (Figure 8) simple forms are chosen by the artist to
express the idea of light. Preserving the subject basis allows Belik to avoid the dead-end
situation in which Malevich found himself when he created the suprematist composition
“White Square on White” (1918). To express the spiritual plane of being, the artist needs a
physical component. The artist's aspiration to the Absolute is expressed in the appeal to the
white color.

Conclusions. The philosophical perception of the world is relevant, as mankind will always
strive to comprehend the mystery of the beyond. Through the visible there is an ascent to the
invisible world. As in an icon. But in Belik's still lifes and landscapes there is no depiction of
saints. Simple objects are transformed by the state of the artist's soul. In our time, the thing has
lost its ritual role. A simple dining table, in front of which, as in front of an altar, a prayer was
made before the meal, is no longer sacred. By showing objects in relationship with the world
of the universe, with spiritual reality, rather than from the point of view of practical utility, the
painter returns to the familiar world of things their significance. Sergei Belik's works are
peculiar bridges to spiritual reality.
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AHoTanisi. Y Te3ax IOCTIKEHO BIUIMB IIKOJIM AHTOHa AskOe Ha TBOopuui meTon AOpama
ManeBuya, 30kpeMa GopMOTBOPUI Ta KOJOPUCTUYHI MPUHITUIH. AHATI3YIOTECS OCOOTUBOCTI
HABYAJIbHOT CHUCTEMH, ii BIUIMB Ha MAISIPChKy MaHEpy, KOJOPUCTHKY Ta KOMIIO3UIIIO
XYA0KHHKA, CIIMPAIOYMCh HA MUCTELITBO3HABY1 JIOCIIPKEHHS Ta ICTOPHYHI JKepera.
KiarouoBi cnoBa. AGpam ManeBuu, XyAOXKHI IIKOJH, XYJIOXKHS OCBiTa, AHTOH AXOe,
MiIoHXEH, MOACPHI3M.

Beryn. TBopuicte AGpama MaHeBHYa € BAXKIIMBOIO YaCTHHOK YKPaiHCHKOT'O MOJICPHI3MY Ta
BijoOpaxkae Horo XyJo’kHi nourykd. Baromuil BIuinB Ha ¢opMyBaHHS HOrO CTHIIIO Majo
HaBYAaHHS B NpHUBaTHIA mKoini AHTOHa AsxOGe y MroHXeHI — OJHOMY 3 UEHTpIB
JIbTEPHATUBHOI'O PO3BUTKY KHMBOIUCY. JlOCHIPKEHHS! COpSMOBaHE HAa BU3HAUCHHs BIUIUBY
MeToAMKH AskOe Ha TBopuy MaHepy MaHeBnuya. BUKOpHCTaHO KOMITApaTHUBICTCHKHIA METO/]
U151 TIOPIBHSAHHS MaHEPU MUTIISI 3 HABYAJIbHOIO METOIMKOI0 AxOe, hopMalibHUM — AJ1s aHAITI3Y
3MiH y MaHepl MMChMa XYJI0’)KHUKA, Ta TEXHIKO-TEXHOJOTIYHUIN — /U1 BUBUCHHS MaTepialiB i
TEXHIK, K1 (POpMyBaJIM HOro yHIKJIbHUIN XyT0XKHIH MOoYepK.

TeopernyHa yacTuHa

Ab6pam Manesuu npuOyBae 10 MionxeHa y sk0BTHI 1905 poky — miciis 3aBepIleHHs] HaBYaHHS
B KuiBCbKOMY XYyJIOKHBOMY YYMIMINI. XYAOKHUK BCTYHNUB 1O MIOHXEHCHKOI akajemil
MUCTENTB Yy XUBoNMUCHUM kiac Otro 3aiiTuma 1 mapajesibHO MOYaB HaBYaHHS B IPHUBATHIN
XyHAOXHIH cTyaii AHToHa AxOe. MOXIUBICTH OTPUMATH OCBITY B OJHOMY 3 TOJIOBHHX
MUCTEIBKUX LEHTpiB €Bponu mouaTtky XX cromitrs AOpam MaHeBHY OTpUMaB 3aBISKU
Muxoni binsmiBcbkoMy, KM KJIONOTaB Npo (iHaHCOBE 3a0e3MeYeHHsT MUTIIS Y MelleHaTa —
6apona Bononumupa ['ia30ypra (JK6ankonsa, 2003).

e 3 XIX cromitts 10 MioHXeHa MPUDKHKATU TATaHOBUTI MUTIN JUIsl HABYaHHS B AKajemil
o0Opa3oTBopuux MucTenTB. OJHAK, Yepe3 HEMOXKIUBICTh aKka/ieMii MPUNHHATH BCIX OXOYMX Ta
MO/JICPHICTHYHI BiSTHHS 3’ IBUBCS ITONMT Ha aIbTEPHATUBHY XYJI0’KHIO OCBITY, 1110 IPU3BEJIO 10
BIJIKpUTTS puBaTHUX LIK1I. OfHI€O 3 HalBigoMiUX Oyia cTyiss AHToHa AOe, sika Jisiia
3 1891 mo 1913 pp. i BuxoBana 0ararbox MUTIIB, 30kpeMa Bacuns Kanmuncwkoro. ITicas
cmepti AxkGe B 1905 porri mkomay odonwim Horo y4Hi, 1, xoua AOpam MaHeBUY HE BCTUT
HaBYaTHUCs 0e3MocepeIHhO B HHOTO, CTY/lis MaJla 3HAUYHUH BIJIMB HA 1Or0 CTAaHOBIICHHS.
AHTOH AxGe He IpalLiOBaB 3 OABMHU 03 XyA0KHBOI ocBiTH (SImam, 2017). Moro cucrema
noJisiraja y HaJJaHHI ICHTPYMEHTIB JIJIsl BJIOCKOHAJIEHHS Ta caMOBUpakeHH. Metonnka AxOe
I'PYHTyBaJIacsi Ha ABOX OCHOBHMX NMPUHIUIAX — «IIPUHIIMII KyJI1» Ta «IIPUHIIMII KpUCTai3aii
¢bapb», sAKi JomoMaraiu MPaBWIBHO IepenaBaTH 00’eéM HaTypu. BiH BiIMOBISBCS Bif
MEXaHIYHOTO KOTIIOBaHHS, HABYAIOYM yYHIB 0AYUTH B3a€EMO3B’SI30K BEITUKHUX 1 MATUX (GopM:
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«Amibe cTaBUB TIepe] COOO00 3aBIaHHS KPOMITKOTO BUBYCHHS HATYPH 1 CB1IOMOTO BiJIKa3y Bij
3oBHimHIX edekTiBy (Kapnenko, 2014; c. 137). «lIpuHumn Kyii» moJjsraB y MOJETIOBaHHI
00’eMy 4yepe3 CBITJIOTIHb, J€ WYITKICTb 1 KOHTPACTHICTh €JIEMEHTIB 3MEHIIyBajuCs 3
BiJITAJICHHSIM.

JlonomixkHuMH Tpuiiomamu Oyiau «Benuka ¢opmay — mnoOyaoBa HaTypu 3 MPOCTUX
TEOMETPUYHUX CIIEMEHTIB — 1 «BENUKA JIiHIs», sIKa MiJKpPecloBalia TUIACTUYHI aKIEHTH.
Cuctema Ax0Oe nependavana MaiiOyTHI KyOICTUYHI €KCIIEPUMEHTH, ajie He OyJia cCaMOLULIIO.
L1i y3arainpHEeHHS Ta CHpoIleHHs (opM OyI0 YMMOCH HOBUM y MOpPIBHSHHI 3 aKaJeMiuHUM
cepenosuieM (JoOyxunckuit, 1987). «lIpunuun kpuctanizauii papOom» cTocyBaBcs TEXHIKU
KUBOIUCY Ta HakjanaHHs (ap0d. AkOe HaBYaB MpamioOBaTH 3 YHCTUMH KOJIbOPAMH, SIKi
3MilryBanucs Oe3nocepeiHbO MpU MpUHAKIaAaHHI (GapOu Ha MOJOTHO, a HE Ha MaiTpi,
CTBOPIOIOYM ONTHYHMKA edekT 3MmimryBaHHs. Lle BiApi3HsIO HOro MeTon  Bif
IMIIPECIOHICTUYHOTO KUBOMHUCY, Jie (papOu HakIanaducs momapoBo. Takui miixia A03BOJISB
XYIAOKHHUKY TepeJaBaTé KoOJip 1 00’€M BIAMOBIAHO A0 BIACHOTO OayeHHS, IO BiAirpajo
KIIFOUOBY POJib Y (hopMyBaHHI XyA0xKHKOI MOBU AOpama MaHeBuya.

Brnmne mkonn AHTOHa AXOe HEOJHOPA30BO TMPOSBISETHCSA y JKUBOIMMCHUX Ta rpadivyHUX
pobotax AGpama ManeBuua. Y iioro panHix poboTax micisa noBepHenHs 3 Mionxena (ln. 1),
X04 1 30epiraeTbcs akaIeMYHH CTPHUMAaHUN KOJIOPUT, OJHAK BXKE NMPHCYTHE HAKIIAJaHHS
¢bap6u 3a mpuHLIUIIOM AJKOe.

VY noganpmmx podOTaX MOKHA CIIOCTEPITaTH 3CyB B OiK BUKOPHCTAHHS SICKPABIIINX 1 YUCTHX
¢bap6 (L. 2), ocobnuBo micis nogopoxxi Manesuua 10 @panuii: «Y kpaeBuaax A. ManeBuua
el JTOCBiJl OCBOIOETHCS 3aBISKHA MOICIIOBAHHIO JKUBOIMCHOI TOBEPXHI BHOKPEMIICHUMHU
GakTypHUMH Ma3KaMM, [0 CTalOTh HEBIJ'€MHUM KOHCTPYKTUBHUM  €JIIEMEHTOM
Oe3mepepBHOTro XUBONHMCHOTO BizepyHka» (IlaBempuyk, 2014; c. 252) (In. 3). Kpucramnizamis
¢ap6 Ta macTo3Hi MaszKM CTajdd THUM BHPAXaJbHUM 3ac000M, SKUM MaHeBHY aKTHUBHO
KOpPCTYyBaBCs IJIs iepeadi 00’ emy.

Lnocrpanis 1. AGpam ManeBuu. Kanis. 1906. Konexrris HXMY
LmocTpanis 2. AGpam Manesuu. Hatropmopt. 1916. Konekuist HXMY
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Lmoctpanis 3. AGpam Manesuu. Ocinb. KpoTona napk, bponkc. 1922 —1925.
[IpuBatHa KOJEKIIis.

«Benuka opmay Ta «BenuKa JiHis» ACKPaBO BUpaKeH1 y AKX rpadidHux podoTax AbGpama
ManeBuya 1920-x pokiB, 30kpema B iioro « ABronoptpeti» (L. 4) Ta moptpeti npyxunu Paxini
(In. 5). XynoxHUK ujieHye 300pa)K€HHS Ha IPOCTI I'e€OMETpUuHi (IrypH, SIKi CIYyryIOTh
OCHOBOIO JIJISl TIOJAJIBIIOTO TOHYBAaHHS BYT'ULJISIM, SIKE aKTUBHO BUKOPHUCTOBYBaB caM AjkOe.
[Tonpu peanicTUUHy CXOXKICTh 13 HOPTPETOBAHUMH, 111 TBOPU IEMOHCTPYIOTh IIEpeXiTHUH eTan
BiJ peanizmy o abcrpakmii (Ypaszbaesa, 2024). V xuBonuci 1920-30-x pokiB TaK0X MOXKHA
3yCTpITH poOOTH, B SIKMX XyI0KHUK MOJIENIIO€ (POpMY YITKMMH JIHISIMU 1 BOJHOYAC 300pakae
00’em uepe3 nmpuHIUN Kpucraiizaimii ¢papo (L. 6).

Lnocrpanin 4. AGpam MaHeBI/I'-I ABTonopreT 1924 oneKul;I HXMY
LmtocTpanis 5. AGpam Manesuu. [Toptpet npyxunu Paxine. 1925. [IpuBatHa KoneKIis

188



IJ]]OCTpaHi6. A6pam Manesuu «byaunku B Bporkci. Hero-Hopy», 1926-27.
Konekuigs HXMY

BucHoBku. BaxiuBy posib y CTaHOBIIEHHI XyA0XKHbOI MoBM AOpama MaHeBHua 3irpajio
nepeOyBaHHS B MIOHXEHI, 30KpeMa HaBuaHHs y Ko AHTOHA AOe, B SIKii MUTEIb 3aCBOIB
TI acCeKTH POOOTH 3 HATYpPOIO, 5Kl JIATJIM B OCHOBY HOIro XyJI0XKHbOi MOBH. IIpuHimnu ta
miaxig AxOe IposBISETHCS K B OKpeMUX poOoTax MaHeBHYa, Tak 1 B 3aralbHUX pUCAX HOTO
TBOPYOCTI.

Jlirepatypa

XKo6ankona, O. (2003). A6pam Manesuu: xuBonwuc. Jlyx i Jlitepa.

Smam, 0. (2017). Crynii IBana Tpyma B MrionxeHchkiil mkoii AHToHa AjkGe. BicHux
JIbBiBCBKOT HaI[IOHAJTLHOT akanemii MUCTEITB (31, 236-247.
http://nbuv.gov.ua/UJRN/VInam 2017 31 24

Kaprnienko, O. B. (2014). BriiuB MuCTEIPKUX IIKiJT Ha ()OPMYBaHHS Xy/I0’)KHBOTO aBaHTapAy B
Vkpaini: 10-30—1 poku XX cromittsa. BichHuk HarioHanbHOT akazemii KepiBHUX KajpiB
KyJIbTYPH 1 MACTENTB, (4), 134-138. http://nbuv.gov.ua/UJRN/vdakkkm 2014 4 28
Ho6yxuncekuit, M. B. (1987). Bocmomunanus. Hayka. https://archive.org/details/1987.-477-
/page/10/mode/2up

[TaBenpuyk, 1. (2014). MotuB 3 aepeBoM y KpaeBujaax AOpama MaHeBuua i3 310paHHS
HarmionanbHOTO XyJIOXHBOTO My3eto YKpaiHn. MucTtenrBo3HaBdi 3amucku, (26), 249-259.
http://nbuv.gov.ua/UIRN/Mz 2014 26_32

VYpa3oaeBa, A. (2024). [IpuBaTHi XynoxHi mkomn AHToHa AxOe Ta [llumona [Nommomi sk
aJIbTEPHATHBHI CUCTEMH PO3BUTKY PEATICTUYHOIO )KUBOMKCY. MUCTELITBO3HABCTBO YKpaiHH,
(24), 61-76. https://doi.org/10.31500/2309-8155.24.2024.318949

189


http://nbuv.gov.ua/UJRN/Vlnam_2017_31_24
http://nbuv.gov.ua/UJRN/vdakkkm_2014_4_28
https://archive.org/details/1987.-477-./page/10/mode/2up
https://archive.org/details/1987.-477-./page/10/mode/2up
http://nbuv.gov.ua/UJRN/Mz_2014_26_32
https://doi.org/10.31500/2309-8155.24.2024.318949

THE INFLUENCE OF ANTON AZBE’S SCHOOL ON THE FORMATION OF
ABRAM MANEVICH’S ARTISTIC MANNER

Urazbaieva Anastasiia
Research Fellow, National Art Museum of Ukraine,

PhD Student, Borys Grinchenko Kyiv Metropolitan University, Ukraine
ORCID: 0009-0007-2393-1157
a.urazbaieval3@gmail.com
Kovalchuk Ostap
Associate professor, PhD in in Art History, Honored Artist of Ukraine,
Borys Grinchenko Kyiv Metropolitan University, Ukraine
ORCID: 0000-0002-9178-401X
o.kovalchuk@kubg.edu.ua

Abstract. The article explores the influence of Anton Azbe's school on the artistic method of
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palette, and composition, drawing on art historical research and historical sources.
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Annotation. The thesis explores the peculiarities of the iconography of the outstanding work
of the Renaissance — Leonardo da Vinci's (1452 — 1519) mural ‘The Last Supper’ (1495-1498)
and their connection with the symbolism and artistic expressiveness of the figurative system of
the composition. The composition is considered in the context of works on the same subject by
other prominent Renaissance masters: Duccio di Buoninsegna, Domenico Ghirlandaio, Jacopo
Tintoretto, El Greco, Giovanni Battista Tiepolo. As a result of the study, the iconographic and
stylistic differences inherent in Leonardo da Vinci's murals are noted. It has been established
that the characteristic features of the master's creative method were a focus on mathematics
and geometry, which was embodied in the proportions and structure of the formal order of the
composition and contributed to the creation of a harmonious balanced composition with a
balanced ratio of space and figures.

Key words: Leonardo da Vinci, ‘The Last Supper’, Renaissance, symbolism, iconography,
Jesus Christ, Eucharist.

Introduction. Leonardo da Vinci's 'The Last Supper' is an outstanding work of the Renaissance
that still raises many questions among researchers. Many studies have been devoted to the
analysis of the iconography of the fresco (Adnyana, 2017; Jue, 2025) and its influence on
contemporary culture (Ryan, & Rubin, 2002). Despite the large number of theoretical materials
on this issue, the study of the symbolism of Leonardo da Vinci's ‘The Last Supper’ remains
relevant and can complement existing art historical interpretations in the scientific discourse.
The purpose of the study is to analyse and interpret the plot of the painting through the prism
of Christian symbolism, which in Leonardo da Vinci's work has acquired new meanings, given
the non-canonical iconography of the mural.

Research methods. The study is based on artistic, stylistic and iconological analysis, as well
as the method of comparative analysis.

Theoretical part

The plot of the mural ‘The Last Supper’ is the sorrowful feast of Jesus Christ with the apostles
on the evening before the crucifixion of the Messiah. Leonardo da Vinci depicts the dramatic
culmination of the meal, when Jesus Christ addresses his disciples with words about the
betrayal he foresees: ‘one of you will betray me’ (Bible, John 13:21). The composition depicts
a key moment of Christianity, which Jesus initiated at the Last Supper: one of the main
sacraments and the basis of the liturgy, the Eucharist (symbolic communion with bread and
wine).

This biblical story is quite common in the visual arts of different times. Many works on this
theme were created in painting. The most famous ones were created by Duccio di Buoninsegna
(1255 — 1319), Domenico Ghirlandaio (1448 — 1494), Jacopo Tintoretto (1519 — 1594), El
Greco (1541 — 1614), Caravaggio (1571 — 1610), Peter Paul Rubens (1577 — 1640), Nicolas
Poussin (1594 — 1665), Giovanni Battista Tiepolo (1696 — 1770) (fig. 1 — 5). Each of these
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masters chose a unique artistic solution to the composition within the style of the era in which
he worked.
The analysis of the iconography works of "The Last Supper’ (1308 — 1590) helped to determine
the following types of composition by plastic features:

— static composition with recessive space (Duccio di Buoninsegna's work, as an example of
iconography that corresponds to the decorative and planar style of the Proto-Renaissance);

—balanced composition with dominant space (Domenico Ghirlandaio's work, as an example
of the transformation of iconography, which changes the stylistic features of the Early
Renaissance, acquiring the signs of the High Renaissance);

— a harmonious balanced composition with a balanced ratio of space and figures (Leonardo
da Vinci's mural, which corresponds to the three-dimensional style of the High Renaissance);

—unstable dynamic composition with a dominant subject environment and limited space (El
Greco's painting, which marks the transition of the style from the Late Renaissance to the Early
Baroque);

— dynamic asymmetric composition with an overloaded subject-spatial environment
(Giovanni Battista Tiepolo's painting with stylistic features of Mannerism and the Early
Baroque).

Figure 1. Duccio di Buoninsegn. The Last Supper. Tempera on wood. 50 x 53 cm. Between
1308 and 1311. Opera del Duomo Museum. Siena. Italy

e F e N
Figure 2. Domenico Ghirlandaio. The Last Supper. Fresco. 400 x 810 cm. 1480. Refectory of
the Ognissanti monastery. Florence. Italy
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Figure 3. Leonardo da Vinci. The Last Supper. Tempera on gesso, pitch, and mastic. 460 cm
x 880 cm. C. 1495 — 1498. Opera del Duomo Museum. Siena. Italy

Figure 4. El Greco. The Last Supper. Oil on canvas. 43 cm % 52 cm. 1568. National Art
Gallery of Bologna. Bologna. Italy

Figure 5. Jacopo Tintoretto. The Last Supper. Oil on canvas. 365 cm x 568 cm. 1592 — 1594.
Church of San Giorgio Maggiore. Venice. Italy
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The peculiarities of the compositional solution of Leonardo da Vinci's mural have been
repeatedly discussed by scientists, and the structure of the composition has been analysed in
terms of the interaction of geometric shapes (Jue, 2025). Indeed, mathematics is manifested in
every part of the composition of the work: the harmonious relationship of figures to space, the
plasticity and proportions of the figures, their interconnection and rhythmic division into
separate groups. The master depicted the apostles by dividing twelve figures into four groups.
This arrangement created a balance and emphasised the symbolic role of each character.
Images of Jesus Christ and Judas Iscariot. Christ is the centre of the composition — the artist
emphasises His divine essence: His face radiates calmness and humility. His hands are open to
the bread and wine — the sacred symbols of the Eucharist. The figure of Christ is defined with
geometric precision: his arms and head are outlined by an invisible triangle. The number three,
as a symbol of the Holy Trinity and mathematical harmony, is one of the recurring modules of
the composition: the windows behind Christ's back; the number of caissons on the ceiling,
which, when divided crosswise, is divided into four rectangles (3 x 3); three apostles in each
of the four groups. The geometry of space is enhanced by linear and light-air perspective,
architectural elements that create a sense of spatial depth and direct the viewer's eye to the
centre of the composition - the image of Christ. Christ remains unmoved and majestic amidst
the emotional chaos around him, which emphasises his divine nature and spiritual stability.
The second key figure in the composition is Judas. According to a stable artistic canon, he was
depicted separately, at a distance from the apostles and Christ. This iconography was created
in the compositions of ‘The Last Supper’ by Duccio di Buoninsegna, Domenico Ghirlandaio
and El Greco. Leonardo da Vinci uses a different artistic solution - he depicts Judas among the
apostles, which emphasises the duality of his role as a traitor and a participant in the meal.
Under Judas's hand, you can see the crumbling salt. In the Christian tradition, salt often
signifies purity and fidelity, so its spillage under Judas' hand indicates his betrayal and the
severing of his spiritual connection to Christ. The bag of silver in Judas' hand is a direct
reference to his deal with the high priests (betrayal of the Master for 30 pieces of silver).

Conclusion. Along with other works by prominent Renaissance masters, executed in the period
from 1308 to 1590 and dedicated to the story of ‘The Last Supper’, Leonardo da Vinci's mural
is defined by the following features of iconography: harmonious balanced composition with a
balanced ratio of space and figures; focus on the principles of mathematics and geometry; use
of linear and light-air perspective; use of the technique of tonal contrast.
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AHoTanisg. Marepian npucBsueHuii TBopuocti o UxyHXya, 0OHOTO 3 SCKpaBUX MaiCTpiB
XYA0XKHBOTO PYXY «CEJIIHCBKOTo peanizMy». [lokazaHa oOpa3Ha ocHOBa M XyJO0XKHS MaHepa
aBTOpA SIK MPEACTaBHUKA FOHPHAHCHKOT ITKOJIH KUBOITUCY, 1OT0 TBOPYUH PyX BiJl BpAXKAIOUHX
KpPa€eBU/IIB /10 TOCTPUX COLIIAIbBHUX TEM.

KurouoBi cioBa: TBopuicTs Slo Uxoxya, KHTaCHKUI )KUBOIINC, CEISTHCHKUN peai3m,
00pa3HiCTh.

Beryn. V po3Butky kuonucy KOHbHaHS BaxiuBe miclie nocifae TBopuicTh o UxyHXya.
Mureups Hapoauscs B Kynemin, FOubpHaHE y 1939 pomi. ¥V 1964 pomi 3akiH4mMB (axyabTeT
oniiinoro skuBomnucy lleHTpanbHoi akamemii mucteutB y Ilekini. Po3kBiT #oro TBOpuoCTi
npunaB Ha HaiouTen OypxymBi B Kurai 1970-1990-T1 pp., 1m0 BiAA3epKaIniock B 00pa3HO-
CTUJIICTUYHMX TOIIyKaX MUTLS 1 (POpMYBaHHI HOr0 CIO’KETHO-TEMAaTHYHOTI'O penepryapy.
XyIIO’)KHUKH, SKI BUAIITH Ha KATACbKY MHUCTEIbKY apeHy y 1970-x pp. 6auniu Ha BIaCHOMY
npukiani Hachniaku KyneTypHoi peBomonii. BaxinBowo ocobmuBicTiO iX TBOpYOCTI OyIio
CHIBICHYBaHHS 3 KHTAHCHKHM «POMAaHTHYHHM» COIPEaNli3MOM, KU TOMiHYyBaB y HBOITUCI
1960-x — 1970-x pp. ITo3a Tum, o YxyHXya NpOXOJUTh 1 MEBHUI eTan TpaHchopMallii, 1o
po3nouancs 13 cepeaunu 1980-x pp. Toal KuTaichbKi )KUBOMKCII IEPEOCMUCIIOBAIN MUHYITY
CMAJIIMHY Ta IIYKaJu HOB1 (POPMU 1 HAIPSIMKHU 00Pa3HOTO BUPAKEHHS [Tl CBOIX MUCTEIIBKUX
3aBJaHb, 30KpeMa 4epe3 MEePEOCMUCIICHHS KuTaicbkoro monaepHizmy 1920-x — 1930-x pp.
HanpsiM «censHCbKOTro peali3aMy» CTaB OJHUM 13 3HaYHUX PYXIB, 1[0 MaB MEBHI PerioHaJbHI
MIPOSIBH, 30KpeMa Ha MIBJIH1 KpaiHu, 3B1AKK oxoauB o YxyHxya.

Teopernuna yacTuHa

VY xynoxsbomy jgitonuci KOHanbchkoi mikosm sxuBonucy Slo UkyHXya 3akpinmuBcs Hicis
€KCIIOHYBaHHSI OJTHOTO 3 HAMOUIBII BYKJIMBUX MOJIOTEH MEPIIOrO €Tarmy HOro TBOPYOCTI «Ax!
3emss» (1. 1). KapTuna € Bia3epkageHHIM 0COOMCTHX IOIIYKiB MUTLS, SIKHI Ha MOYaTKy
1980-x pp. BiguyBaB cebe Ha NEPETUHI €THIYHOI KyIbTypu pigHoro KOHbpHaHIO, Ta 3arajgbHOi
HarioHanbHOI Ky asTypH (PkEHE, 2024). Voro ocoGucTnii 10CBix cCeTsHMHA, 10 3HAE MiCIEBi
MOBCSIKJIEHH] TPYJIOBI PUTYalM, CTaB I'PYHTOM JJIs BKpail TUHAMIYHOI Ta CHJIbHOI Bi3yaJlbHOI
penpeseHTalii 00pasy, 1 Iie CIIBNaI0 13 HAPOKEHHIM XY/JOKHBOT'O HAMPSIMKY «CENITHCHKOTO
peanizmy». Ll kapTHa HEOIHOpPa30BO EKCIOHyBalach Ta Oyjia HaapykKoBaHa Yy ¢opMi
nam’ATHOI MOIITOBOT MAapKH, SIK JaHWHA IOBAry J0 perioHalbHoi KynbTypHu Kurato.
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Lmoctpanis 1. Slo YWxynxya. Ax! 3emins. 1981. IlonotHo, omnis. 94 x 180 cm. HMK, Ilekin

VY 1980-x pp. kutaiickkoMy TiisijaueBl Oyinu mpeacTaBiieHi 1 6uibln pani TBopu o UxkyHxya,
30KpeMa MOHyMEHTaJIbHE TI0JIOTHO «JKoBTa pikay (1. 2), sike OyJsio HarmucaHo MuTeM y 1972
p. y 1epioj TBOPYMX IMOIIYKIB BJIACHOTO CTHIIIO.

Ha Toit yac Slo Yxynxya nepeOyBaB y 3aTiHKY BelIU4l HOTO BUUTEIS — BIZIOMOTO KHBOMHUCIIS
coupeanismy Jlonr CiBeHs, aBTOpa JiereHiapHoro mnojoTHa «lLlepeMoHist 3acHyBaHHs
Kuraiicekoi pecrmyOmikm» (1953). Xoua Big MOJIOZOTO MUTHS OYIKYBadH MPOJOBKECHHS
MOHYMEHTAJILHOT0 Nadocy BUUTENS, IPOTE BiH 30CEPEIUBCS Ha BIACHUX 3a/la4yax, BlAJar0un
nepeBary JIOKaabHUM TeMaMm pigHoro KOupHaHs. Sk BBakae JIi KonrsH, came 3 1bOro MOMEHTY
HapoauBCs HoBuii MuTenb (25 fLHE, 2015). Moro po6oTu mexi 1970-x — 1980-x pp. nos’s3ami
13 XYJOXHbBOIO IHTEpPIPETAIi€l0 IOHbHAHBCHKOTO KOJOPUTY, B HUX aBTOP BIJJIa€ Halle)KHE
STHIYHHUM CIOXKETaM 1 KpaeBUaM, a TAKOXK CEJISTHChKIN €CTETHIII.

~ - »
~S— 5 . b, s A
& - -

LmocTpauis 2. o q)KYHX&. Kosra piuka. 1972. [TonoTHo, omist. 250 x 500 cm. HMK, Ilekin

ITonotna «CBsito Hapoay Cani» (1981) it «Crapuit kam’sHui mmuH» (1986) (1. 3) €
NPUKJIaJaMy 3BEPHEHHS MHTIIS 10 TEXHIKH «CHIBHOTO KOJIbOPOBOTO HBonHcy KOHPHAHD) —
XYIA0XKHBOTO $IBUIIA, II0 c(HOPMYBAJIOCh B OCTaHHIA TpeTuHiI XX CT. SIK perioHalbHUN
HAIPAMOK B oJliliHOMy peanictuunomy sxwusonuci (Bi[[H, ZCUG5R, WkEh1E, 2005). O6uasi
poOOTH O PI3HOMY BHKOPHCTOBYIOTH TPAJHIlii TOHOBO-KOJIPHOI rapMoHii, MpoTe B 000X
BUIAIKaX BiJUyTHA EKCIIPECiss KOMITO3MIINHO-IUIACTHYHOI MOBH, XapakTepHA Ui I[OTO
ssumma (F /M E, 2012).
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XynoxHiii myselt Jany, [lexin

CensiHChKa TEMATHKA CTaJla BAYKIMBUM 1I€HTHIM pepeHOM HACTYITHOTO eTary Horo TBOPUOCTi
y 1990-x pp., KoM MHUTEIb OTPUMAaB MOXIIMBICTh TOBHOI[IHHO EKCIICPUMEHTYBATH i3
3ax1JHO€BPONEUCHKUMH XYI0’KHIMH MOBamu niepiioi nmonoBunu XX ct. Tak, Ha [1Iu BBaxae,
mo y 6ararboX TBOpax I[OTO MEPIOAY € BITUYTHHM BIUTUB EKCIPECIOHI3MY, XOYa, Ha Halll
nornaz, Slo UxyHxya ckopille BUKOPHCTOBYe eneMeHTH (oBi3My Ta mocrimmpecii (4Hid,
2010).

Hanpuknan, kaptmHa «ABa Ha coui» (1989) (1. 4) € TPOMOBUCTUM TPHKIAIOM
KOHTPOBEPCHUBHOTO CTaBIICHHS XYJOKHUKA JI0 CENSHCHKOI Ipailli, sIka BOAHOYAC BHUCTYIAE
MPUKJIAI0OM IIOJIEHHOTO Irepoi3My 1 apxaiuHoro nodyry, skuil B oyax flo UxyHxya HaOyBae
COLIIANIbHOT TOCTPOTH. ABTOp MO€AHYE EKCIIPECUBHY MaHEpy TPaKTOBKH CIOKETYy 1 Horo
TJTACTUYHOTO y3araJlbHeHHS 13 aKTMBHUM KOJIIPHUM pimeHHsaM. Lle tunmoa poboty y cTum
«BaxXKoro koiabopy FOHbHaHbBY.

Wt N ERe

LmocTpanis 4. flo Yxynxya. ABa Ha crmHi. 1989, nOHOTHO, omist. 180 x 180 cm. HMK, Ilekin

Ha cyuacHomy etami Slo UkyHXya MpOJOBXKYE MPAIFOBATH Y KOHTEKCTI IIKOJH KHUBOIHCY
IOnpnansa. Ha cBoili ocranniii mepcoHanpHIN BucTaBli «KpaeBumm Tta meizaxi» (Mysei
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cydacHoro mucrenrBa, Kyasmin, 2021), MUTeIb IPEACTABUB PETPOCIIEKTUBY CBOET TBOPUOCTI
Ta HaJlaB HU3KY IHTEpPB’I0 1010 icTopii perionanbsHoro muctenrsa 1970-x — 1980-x pp. (3 /2,

PrEpaE, 2021).

BuchoBku. TBopuicts flo WkyHXya, IpeACTaBHUKA MiBICHHO-KUTAHCHKOI, FOHBHAHBCHKOL
HIKOJM JKMBOIIUCY CTaja SICKPaBUM IPUKJIAJOM PEriOHAJIBHOIO IPOSIBIEHHS pYyXY
«CEJIIHCBKOTO peani3My». MUTelb MO€JHYE €THIYHI KpPAEBHIM I CEISHCbKI MOTHBH 3
TPAIULISIMU «CHUIIBHOTO KOJILOPOBOTo kHBonuCy FOHbHaH», MILIHOIO PEaTiCTUYHOIO IIKOJIOK
1 IOCBIZIOM MOJEPHICTUYHHMX TEUYHH, TOCTYNOBO 3MIMIy€ aKICHTH 3 JIIPUYHUX TMEH3aXKiB 10
TOCTPUX COILIAIBHUX TEM MOOYTY.
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PEASANT REALISM OF YAO ZHUNGHUA: PLOT-IMAGE FEATURES IN THE
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Abstract. The material is dedicated to the work of Yao Zhunghua, one of the bright masters of
the art movement of "peasant realism". The imagery basis and artistic style of the author as a
representative of the Yunnan school of painting, his creative evolution from impressive
landscapes to acute social themes are shown.

Keywords: Yao Zhuohua's works, Chinese painting, peasant realism, imagery.
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Abstract. With the deepening of global cultural exchanges, bracelets are expected to integrate
more cultural elements and become a new bridge for cultural exchanges. Integration with smart
technology is a future trend. It not only provides new ideas for the design of smart wearables,
but also enriches the functions of bracelets, making them more intelligent by combining
technological and cultural connotations. DIY culture has revolutionized the bracelet
consumption ecosystem. With the help of digital technology, future creations will become more
personalized, and the related business ecosystem will become more prosperous. The way
bracelets inherit historical genes provides a guide for the innovative development of traditional
culture in the modern era.

Keywords: bracelets; cross - boundary integration; cultural symbols; DIY culture.

Introduction. With the advancement of time, the cross-disciplinary fusion of traditional
ceramic craftsmanship and contemporary jewelry design is gradually becoming a major focus
in the field of design. This integration not only carries the responsibility of cultural heritage
but also presents new challenges and opportunities in terms of craftsmanship adaptation,
material innovation, and market demand. Since the Industrial Revolution and the Arts and
Crafts Movement, the materials and technologies used in jewelry have undergone
unprecedented transformations. Ceramic jewelry, as part of this development, has rapidly
advanced in this wave. This paper aims to delve into the key issues of this cross-disciplinary
integration by constructing a dynamic framework of “cultural translation-innovation
mechanism-value regeneration” to provide both theoretical support and practical pathways for
the deep fusion of traditional ceramics and modern design.

Purpose. This paper aims to deeply analyze the internal logic behind the transformation of
bracelets from traditional cultural antiques into trendy items.

Research results. The cross - boundary transformation of bracelets is not simply a transfer of
cultural symbols, but a complex experiment of the deep integration of traditional genes and
modern demands. Catalyzed by the star effect and co - branding, the symbolic meaning of
bracelets has been recoded. For example, the indigo turquoise bracelet worn by Johnny Depp
(Fig. 1.), with its rugged silver inlay and Bohemian - style braided rope design, deconstructs
the turquoise totem, which symbolizes "purification and protection" in Tibetan Buddhism, into
a visual declaration of modern counter - culture. Through the superposition of streetwear and
film and television images, this traditional amulet has been given a new semantics of the
coexistence of rebellion and art, and has even derived the sub - cultural label of "energy rock".
The minimalist turquoise bracelet worn by David Beckham, on the other hand, reconstructs the
original form of the ancient Egyptian "stone of life" with geometric cutting techniques.
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Although the two styles are quite different, they jointly confirm the flexibility of bracelets as a
cultural medium (Langley, & O’Connor, 2016; Vanhaeren et al. 2013).

r
y o
’

<

' ' 2/
Figure 1. Johnny Depp and David Beckham Wearing Bracelets

The evolution in the functional dimension highlights the transformation of bracelets from
"ornaments" to "decorations for smart products" (Fig. 2.). Against the backdrop of the
experience economy era, wearable devices are undergoing a paradigmatic shift from practical
tools to cultural carriers.Designing and beading geometric shapes involve mathematics, both
in the planning stages and in the making. Writing patterns involve further calculations,
especially when planning for a range of sizes (Beningfield, 2020). The new cultural symbol
system formed by the integration of traditional jewelry and smart technology provides a new
theoretical perspective for understanding the cultural identity mechanism in contemporary
human - computer interaction design. The human - machine interaction interface needs to
construct a multi - level meaning system to meet both practical needs and spiritual demands
simultaneously. This is not only an evolutionary path for technological products but also an
innovative paradigm for cultural inheritance in the digital age.

Figure 2. Bracelet - style Watch trap for pple Watch, hoto taken by the author at
Jingdezhen Ceramic Art Street, Jiangxi Province, China

The rise of DIY culture has completely reconstructed the consumption ecosystem of bracelets.

The young generation transforms bracelets into carriers of personal narratives through material
deconstruction and symbol collage. The mix - and - match of Buddhist fengyan bodhi seeds
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and anime - themed acrylic beads, as well as the transformation of the Qing - dynasty "shibazi"
style into constellation - themed bracelets, all demonstrate the creative transformation of
traditional cultural symbols in the contemporary context. On a certain social platform, there
are over a million notes related to "bracelet DIY". Tutorials shared by users, such as "colored
glaze with southern red agate" and "braided - rope nine - square grid", have formed an open -
ended creative grammar (Fig. 3.). This shift from "buying" to "creating" has given rise to the
business innovation of modular smart bracelet components, and the consumption logic has
shifted from "product transactions" to the accumulation of "creative capital".These activities
not only preserve traditional crafts but also have a positive impact on communities by offering
new business opportunities (Yulianti et al. 2024).

x X
x x
X >~

A ;
Figure 3. DIY Bracelets, photo taken by the author at Jingdezhen Ceramic Art Street,
Jiangxi Province, China

The recessive inheritance of historical genes reveals the cultural resilience of cross - boundary
integration. The meaning of "breaking away from vexations" associated with the 108 - bead
Buddhist prayer beads (Fig. 4.) has been transformed into a modern ritual of the "108 - day self
- discipline challenge". The hidden Eight Immortals patterns (gourd, fan) on the Taoist flowing
beads have become the visual IP of national - trend brands, continuing their auspicious
semantics on carriers such as hoodies and skateboards. The refined pleasure of "polishing jade
for peace of mind" among literati in the Republic of China has revived in the live - streaming
of "immersive bracelet - polishing" on online social platforms, becoming a spiritual anchor for
contemporary youth to combat anxiety. This kind of inheritance is not mechanical replication,
but the regeneration of value through scene reconstruction.

Figure 4. 108 - bead Buddhist prayer beads, photo taken by the author at Jingdezhen Ceramic
Art Street, Jiangxi Province, China
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Conclusion. The transformation of bracelets from traditional cultural antiques to trendy items
represents a profound cultural revolution, and its development model holds great significance
as a reference for the development of multiple fields in the future. This not only provides new
ideas for the design of smart wearable devices but also enriches the functions of bracelets,
making them more intelligent while combining technological and cultural connotations.
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Annotation. This paper explores the inheritance of Xiangxi Miao embroidery skills in the
digital age. It provides an overview of the history, art, and cultural value of Xiangxi Miao
embroidery and analyzes the impact of the digital age on traditional craft inheritance. The study
employs field investigation, case analysis, interdisciplinary research, literature review,
comparative analysis, expert consultation, and data analysis. It reveals that digital technology
brings opportunities such as expanded dissemination and innovative methods for the
inheritance of Xiangxi Miao embroidery, but also poses challenges like cultural distortion and
a lack of skilled inheritors. The research proposes strategies including strengthening talent
cultivation, promoting innovation, enhancing technical support, and optimizing cultural
ecology through digital media. The study concludes that effective strategies can ensure the
sustainable development and cultural preservation of Xiangxi Miao embroidery in the digital
age.

Keywords: Xiangxi Miao embroidery, digital technology, traditional crafts, cultural heritage,
innovation.

Introduction. In the context of the digital age, the inheritance of traditional crafts such as
Xiangxi Miao embroidery is facing both opportunities and challenges. Xiangxi Miao
embroidery, as an important part of Chinese traditional culture, has high artistic and cultural
value (Yinyin YE, 2020). It reflects the history, beliefs, aesthetics, and folk customs of the Miao
people. However, with the development of modernization and the impact of digital technology,
the traditional manual embroidery method is struggling to meet the modern demand for
products. Machine embroidery has impacted the market for traditional Miao embroidery, and
the younger generation's changing aesthetic values and lack of interest in traditional skills pose
a threat to its inheritance (Zhang Na, 2024).

This paper aims to explore the challenges and strategies for the inheritance of Xiangxi Miao
embroidery skills in the digital age. It will provide an overview of the history, art, and cultural
value of Xiangxi Miao embroidery, analyze the impact of the digital age on traditional craft
inheritance, and discuss the current status and challenges of Xiangxi Miao embroidery
inheritance. Finally, it will propose strategies to address these challenges and ensure the
sustainable development of this traditional craft.

Methodology. This study employs field investigation, case analysis, interdisciplinary research,
literature review, comparative analysis, expert consultation, and data analysis to explore the
inheritance of Xiangxi Miao embroidery skills in the digital age. Field investigations were
conducted in Miao areas to gather firsthand data through interviews and observations. Case
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analyses examined successful and failed inheritance practices to identify effective strategies.
Interdisciplinary research integrated theories from cultural studies, anthropology, art, and
communication for a comprehensive understanding. A literature review provided a theoretical
foundation by examining relevant studies. Comparative analysis compared different
inheritance methods to assess their effectiveness. Expert consultation offered insights from
professionals in traditional crafts and digital technology. Data analysis used qualitative and
quantitative methods to interpret the collected data. Together, these methods provide a thorough
analysis of the challenges and strategies for inheriting Xiangxi Miao embroidery skills.

Theoretical part

Cultural heritage, including traditional crafts, is essential for preserving cultural identity,
promoting social cohesion, and contributing to economic development (Nocca, 2017). Digital
technology has transformed the preservation, transmission, and experience of cultural heritage
through applications such as digital documentation, online education, virtual reality
experiences, and digital marketing. Innovation is crucial for adapting traditional crafts to
modern tastes ands, involving product design, production techniques, business models, and
marketing strategies. Cultural ecology studies the interaction between human culture and the
environment, emphasizing the need for a balanced cultural ecosystem to preserve and inherit
traditional crafts. Sustainable development aims to meet present needs without compromising
future generations' ability to meet theirs, requiring a comprehensive approach that considers
economic viability, social participation, and cultural preservation for traditional crafts (Wen-
Jie Yan, 2023).

Results. The study on the inheritance of Xiangxi Miao embroidery skills in the digital age
revealed that digital technology has brought new opportunities for the inheritance of Xiangxi
Miao embroidery, such as expanding its spread range, innovating inheritance methods,
providing scientific protection, and promoting innovative development. However, it also faces
challenges such as cultural distortion, over-commercialization, lack of inheritance talents, lack
of innovation ability, weak technical support, and changes in cultural ecology (Jun Zhao, 2024).
The current status of inheritance shows that the inheritors group is aging, female-dominated,
and geographically concentrated. The inheritance methods mainly include family inheritance,
master-apprentice inheritance, and school inheritance, each with its own strengths and
limitations. The industry scale is gradually expanding, but there are still problems such as
imperfect industrial chain and weak market competitiveness.

To address these challenges, the study proposed several strategies, including strengthening
talent cultivation through digital technology, promoting innovative development by combining
traditional embroidery with modern design and technology, enhancing technical support by
establishing a digital protection system and increasing R&D investment, and optimizing
cultural ecology by strengthening the dissemination of Miao embroidery culture through digital
media.

The successful case of "Shangu Residents" demonstrated the effectiveness of these strategies
in talent cultivation, innovative development, technical support, and cultural ecology
optimization. In contrast, a failed case highlighted the importance of comprehensive planning
in talent development, innovation, and cultural promotion.

Overall, the study concluded that effective strategies can be implemented to ensure the
sustainable development of Xiangxi Miao embroidery skills in the digital age (Zhiqiang Cai,
2024).

Conclusions. The research concludes that digital technology offers significant opportunities
for the inheritance and development of Xiangxi Miao embroidery, including expanded
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dissemination and innovative methods. However, it also presents challenges such as cultural
distortion and a lack of skilled inheritors. The current inheritance is characterized by an aging,
female-dominated group and limited geographic distribution. To address these issues, strategies
such as strengthening talent cultivation, promoting innovation, enhancing technical support,
and optimizing cultural ecology through digital media are proposed. The study emphasizes the
importance of leveraging digital technology to ensure the sustainable development and cultural
preservation of Xiangxi Miao embroidery.

Project Fund: Excellent Youth Project of Hunan Provincial Department of Education's
Scientific Research Project in 2024 (Project Number: 24B0878)

References

Ye, Y. (2022). Being modern Miao women: gendered ethnic identity, agency and the
commodification of embroidery in Guizhou, China (Doctoral dissertation, Macquarie
University).

Na, Z., & Sharudin, S. A. (2024). Research on Innovative Development of Miao Embroidery
Intangible Cultural Heritage in Guizhou, China Based on Digital Design. Journal of Business
& Economics Review (JBER), 9(2). DOI:10.35609/jber.2024.9.2(1)

Nocca, F. (2017). The role of cultural heritage in sustainable development: Multidimensional
indicators as decision-making tool. Sustainability, 9(10), 1882.
https://doi.org/10.3390/su9101882

Yan, W. J., & Li, K. R. (2023). Sustainable cultural innovation practice: heritage education in
universities and creative inheritance of intangible cultural heritage craft. Sustainability, 15(2),
1194. https://doi.org/10.3390/su15021194

Zhao, J., Chi, X., Zheng, Z., Liu, Y., Yao, Y., Wang, T., & Lin, Y. (2024, May). Exploration on
the Development Path of Minority Intangible Cultural Heritage Based on OIIC&KISS
Analytical Model-Taking “Naxi Ancient Music” as an Example. In 2024 3rd International
Conference on Humanities, Wisdom Education and Service Management (HWESM 2024) (pp.
34-44). Atlantis Press. https://doi.org/10.2991/978-2-38476-253-8 6

Cai, Z., Cai, K., Huang, T., Zhang, G., & Chen, R. (2024). Spatial distribution characteristics
and sustainable inheritance strategies of national traditional fine arts intangible cultural heritage
in China. Sustainability, 16(11), 4488. https://doi.org/10.3390/sul6114488

205


https://doi.org/10.3390/su9101882
https://doi.org/10.3390/su15021194
https://doi.org/10.3390/su16114488
https://doi.org/10.2991/978-2-38476-253-8

PEDAGOGY AND PSYCHOLOGY

206



PSYCHOLOGICAL-PEDAGOGICAL DIAGNOSTICS AND SUPPORT OF
MENTAL HEALTH OF STAFF IN CONDITIONS OF EXCESSIVE
INTELLECTUAL LOADS

Andrienko Oleksandr
Associate Professor PhD in Psychology Sciences,
National Technical University “Chernihiv Polytechnic”, Ukraine
ORCID: 0000-0001-8450-801X
Sflater2009@ukr.net
Cherednikov Oleg
Associate Professor PhD in Engineering, Leading Researcher, State Scientific Research
Institute of Armament and Military Equipment Testing and Certification, Ukraine
ORCID: 0000-0003-1258-590X
cheronov@ukr.net
Iurchenko Maryna
Associate Professor Dr., Researcher, Klaipeda University, Lithuania
ORCID: 0000-0001-8992-6093
maarinaiurchenko@gmail.com
Chupryna Volodymyr
Associate Professor Doctor of Technical Sciences, Principal Researcher, State Scientific
Research Institute of Armament and Military Equipment Testing and Certification, Ukraine
ORCID: 0000-0003-4886-090X
voldchu@ukr.net

Abstract. The relevance of methodological support for psychological and pedagogical
diagnostics of mental health in teams of scientific and creative workers, prevention of
emotional burnout, reduction of professional stress and improvement of psychological climate
is considered. The important role of pedagogical workers who teach and develop a culture of
psychological support, form self-regulation skills and enrich emotional intelligence in
employees is emphasized. Methodological support of the program includes the development of
educational materials, trainings, reference manuals and criteria for assessing the effectiveness
of psychological and pedagogical support.

Keywords: mental health, psychological and pedagogical diagnostics, burnout, emotional
stress.

Introduction. The need to ensure psycho-emotional balance of employees in conditions of
high intellectual and organizational loads, which are characteristic of scientific and creative
teams, is an urgent component of maintaining the mental health of employees. High levels of
stress, overload and prolonged mental activity can negatively affect employees, reducing their
productivity and quality of work. High-quality psychodiagnostic tools and diagnostic methods
for identifying the initial signs of emotional burnout, anxiety or depression are the basis for
developing a culture of psychological support for employees. Taking into account the specifics
of scientific and creative teams, in which intellectual and cognitive loads prevail, timely
diagnostics of mental health will contribute to improving the quality of personnel work and
optimizing production processes.

Problem. In the military and communities of employees with special conditions of intellectual
activity, there is a problem of diagnosing their mental health, which has become significantly
more pronounced in wartime. Psychological and pedagogical support for the processes of
creating a favorable educational environment is associated with the specifics of the intensity of
the load on the personnel of scientific and creative teams.
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The purpose of the study is to analyze the developed and tested effective methods for assessing
the psycho-emotional state of employees, which will allow identifying the risks of developing
mental disorders and implementing preventive measures to support their mental health, to
improve the psycho-emotional state of employees and increase the effectiveness of their
professional activities.

Such methods may include various tools, in particular questionnaires and tests to determine the
level of stress, anxiety, depression and other aspects of mental health (Karamushka, 2023). The
main components of mental health (Karamushka, 2022) are structured according to the WHO
approach, including the main components, ensuring its preservation and development (Table
1).

Table 1. Importance of components of mental health

Component Vali
of mental Description Signs Risks dity
health (%)
the ability to feel emotional stability,
Emotional positive emotions absence of prolonged chronic stress,
well-bein and cope with periods of depression, | depression, anxiety | 30
& negative ability to find joy in disorders.
experiences. life.
.- . iti
the ability to think adequate memory, ei%iﬁls tl;:;
Cognitive clearly, make concentration, memo ’ 25
well-being rational decisions, creativity, learning o Y
L impairment due to
adapt ability. .
stress or fatigue.
the ability t t . . .
© abrity to create having a supportive loneliness,
. harmonious . ) i
Social . } environment, isolation,
relationships and . . . 15
welfare . . sociability, resolving interpersonal
interact effectively : .
. : conflicts conflicts.
with society
the ability to perform | productivity at work, loss of working
Functional everyday tasks and independence, capacity, 10
ability realize one's efficiency in everyday emotional
potential. life and profession. exhaustion.
the ability to psycho-emotional
Copine with withstand difficulties use of adaptive exhaustion,
ps tregss and maintain strategies, optimism, development of 15
psychological self-regulation. addictions, sleep
balance. disturbances.
Ability to realization of participation in social feeling of
contribli/te to potential through life, a sense of aimlessness, social 5
societ socially significant significance, helping passivity,
Y activities. others. depression.

At the same time, understanding gender differences (Figure 1) is important for creating
effective flexible support programs. Particular attention should be paid to the implementation
of gender-sensitive strategies in psychosocial care, especially in crisis situations (Zavgorodnya,
2008). It is important to take these differences into account when developing gender-specific
psychosocial support programs.
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dependence help

Figure 1. Gender comparison of key aspects of mental health

The diagram highlights the different approaches men and women take to experiencing,
expressing and overcoming mental health problems. Women tend to be more open about
discussing their problems and are more likely to seek help. Men tend to avoid emotional
expression and are more likely to resort to destructive coping strategies (aggression,
addictions).
Research methods. In the scientific works of Ukrainian and foreign specialists, basic concepts
and proven methods of researchers have been clarified. For the diagnosis of mental health of
organizational personnel in conditions of excessive intellectual loads, it is recommended to use
complex methods that cover psychological, psychophysiological and social aspects.
We suggest paying attention to the following groups (Karamushka, 2023; Deci, 2008;
Kinderman, 2011):
1. Psychodiagnostic methods
Questionnaires and tests:
e Perceived Stress Scale (PSS) to assess stress levels.
e Beck Depression Inventory (BDI) to identify symptoms of depression.
e Maslach Burnout Inventory (MBI).
e Multidimensional anxiety assessment (e.g., Spielberger STAI).
Projective techniques:
e Thematic Apperception Test (TAT) to identify internal conflicts and motivations.
e Incomplete Sentence Test to identify hidden emotional states.2.
2. Psychophysiological methods
Cognitive function monitoring:
e Measuring reaction speed, attention, and memory using computer tests (e.g.,
CANTAB).
Physiological indicators of stress:
e Heart rate variability (HRV).
e Measurement of cortisol levels in blood or saliva.
e Electroencephalography (EEG) to analyze brain activity.
3. Social-psychological methods
e Questionnaires and interviews.
e 360° feedback method for assessing interpersonal interactions.
4. Methods of self-observation and self-assessment
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e Stress diaries to track personal reactions
e Screening mobile apps for mental health self-monitoring.
5.  Comprehensive methods
e (COPSOQ (Copenhagen Psychosocial Questionnaire) methodology for a
comprehensive assessment of psychosocial factors in the workplace.
e Integrative approaches: combining psychodiagnostics, physiological measurements
and analysis of the work environment to create a complete picture of the mental state.
To increase the accuracy of diagnostics, it is recommended to use a combined approach that
allows taking into account the individual characteristics of the personnel, the nature of
intellectual loads and the specifics of the organizational environment.
At the same time, the introduction of mental health maintenance courses into the education
system is aimed at forming emotional balance and resilience, developing self-regulation skills
and improving interpersonal relationships of employees. This is especially relevant for military
and professional training, where high psychological loads can affect the efficiency and safety
of activities.

Conclusions. Effective implementation of mental health maintenance programs in scientific
and creative teams contributes to reducing stress levels, preventing emotional burnout and
improving the psychological climate. An important role in this process is played by teachers
who not only transfer knowledge, but also form a culture of psychological support, develop
self-regulation skills and emotional intelligence in applicants. An important aspect is also the
methodological support of the program, which includes the development of educational
materials, trainings, manuals, recommendations and performance assessment programs. To
achieve a comprehensive effect, it is necessary to involve psychologists, psychotherapists,
specialists in the diagnosis of emotional intelligence, medical workers, HR specialists and team
leaders. Such an approach will not only preserve the mental health of employees, but also
increase their productivity and the quality of interpersonal interaction.
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AnoTtanisg. CTaBUMO Ha METi PO3TJSHYTH BaXJIMBICTH (POPMYBAaHHS HOBOTO THITy TBOPYOi
0COOHMCTOCTI, SIK SCKpaBOi TBOPYOI 1HAMBITYAIBHOCTI, PO3KPUTH HAMPSIMKH TEM TBOPYHX
po3po0oK 3700yBadiB. MU BUMMOCS YBaXKHO CTABUTHCH IO KYJIBTYPHOI CIIAIAIIMHU YKpaiHH,
HaJUXalOYuCh eTHOrpadi€lo Ta HAPOJHOK TBOPUICTIO, SK JDKEPEIOM MpodeciitHOro
MHUCTELTBA, OJHOYACHO CIIOCTEpPIraéMO 3a CBITOBHMH TEHICHISIMH B JEKOPATHUBHOMY
MUCTEITBI, Au3aifHi. TBOPYO NEPEOCMUCITIOBATH TPAIHIIT HAPOIHOTO MUCTEIITBA, CTHII3yBaTH
B HOBI Bi3ii, popmu, Taka 3a7ada cToiTh epes 3100yBadem.

KarouoBi ciioBa: po3nuc TkaHUH, 0aTHK, IEKOPATHBHE MUCTEITBO, ITAHHO, €THIYHI MOTHBH,
CTHJTI3aIlisl.

Beryn. Cporogni My momivaeMo 3HAa4HE 3POCTAHHS HAIIOHAIBHOI CBIOMOCTi, TOMY €
MOXJIMBICTh OpraHi3yBaTh y4OOBHI MPOLEC TAKMM YHHOM, 100 CTYAEHTH MOTITMOMIN CBOIO
3alliKaBIEHICTh, MPUYETHICT JI0 YKPaiHCHKOTO MHCTEITBA. 3HAHOMCTBO, 3ariMOJICHHS B
HapOJHE MHCTELTBO — IMOPOJUKYE HOBY CTHIIICTHKY aJalTOBaHy J0 CY4aCHOCTI, B KOHTEKCTI
TBOPYHX TOMIYKIB Ta CAMOBHPAKECHHSI.

Teopernyna yacTuHa

Ha nymky Bonoaumupa Ilerpamivna, TeHIEHIIT pO3BUTKY Cy4YaCHOTO MHUCTENTBA YKpaiHU €
MIEPETBOPUTH HABITh CTAHKOBE MUCTENTBO Y (POPMH MPHUKIATHOTO, TU3aHHEPCHKOTO, 3 METOIO
3pOOUTH KUBOMUC OUTBII (PYHKIIOHATBHUM 1 JOTHYHUM [0 KHUTTEIISUIBHOCTI JIOJIUHU.
BuxopucTtanHs eKcriepuMeHTY, PO3IINPEHHS XyA0XKHIX 3ac001B 1 MaTepialiiB, KOMIT'IOTEPHUMU
Bi3yamizaumissMd. THUM maye 3aBJaHHA CbOTOJAEHHS CTBOPIOBATH OpHIiHAJIbHI TBOPU B
JIEKOPATUBHO-TIPUKIIAHOMY MHCTEITBi, 30KpeMa pO3MHCY TKaHUH. 3a KOPOTKMI dac
CTaHOBJIGHHS MUTILIS, MTOKH BiH BUMTHCS, TpeOa OBOJIOAITH TE€XHIKAMHU PO3IMHUCY, OCBOITH iX.
B3stu B cBiff Oaraxk 3HaHb 1 TpaHCHOPMYBATH y CBOIO TBOPYICTh. SIK Nepmiuii BaroMui
JIOpOOOK MOXHa BB@XaTH BHITYCKHI OakanaBpchki poOoTu 3700yBauiB. lle mepiue
3arauOJICHHS CTyJCHTa B TEMY, SIKy BIH CTaBUTh Iiepes CO00K0 SK MHUTEIb, ajle I
KEepIBHUITBOM BHUKJIagada. Pa3oM MM NMPOXOAMMO IEH HUISIX 10 CTBOPEHHS OPUTIHAIBHOI
poboTu B 0aTHKy, apT-TeKCTHI. SIK BHCOKa 3aja4ya, HaMaraeMoch o0 poOOTH TSN 110
JIEKOPaTUBHOI MPOCTOPOBOCTI, CTBOPIOBAJIM MIajior 3 TIJIAJadyeM, CIIOHYKaloyd HOro 1o
MUCJIEHHS. AJle MepIIoYeproBe 3aB/laHHs CTBOPUTH CydYacHY JEKOpPAaTHUBHY KOMIIO3MIIIO 3a
3aKOHaMM JIEKOpAaTMBHOTO MHCTEeNTBAa. Maro Ha yBa3i IUIOLIMHHE PILICHHS, YBaKHUH B110ip
€JIEMEHTIB, IOEJHAHHS B INHAMIYHY CTPYKTYpY, CTUII3aLl1s.

BBakaro Ba)JINBUM MOMEHTOM, 1110 CTYAEHT Ma€ MPaBO CaMOCTIHO 00paT TeMy poOOTH, sSKa
HOro XBWJIIOE, IIKABUTh. 3 PI3HOIIAHOBOCTI TEM MOKHAa BHOKPEMHUTH  TaKi HalpaBlIE€HHS
POOIT: €THIYHI MOTHBH B AEKOPAaTUBHOMY MaHHO, CydacHa JIEKOpaTUBHA KOMITO3UIIisl, PO3MHC
B AM3aiiHl OJATYy, BUpOOM Ui 1HTEp €py (IIMPMH, MOPTHEPU, CBITHIIBHUKH, IOMAIIHIN
TEKCTHJIb) B TEXHII OATHKY 1 HaBITh PO3IJIAIaeMO 010J1ilHI MOTHBH.

BisyanpHa HapogHa KyJIbTypa € DKEpesIoM Il HaTXHEHHS. BUKOpUCTaHHS HApOJHHUX €THO-
MOTHUBIB B Cy4yacHii KoMmo3uuii JeMoHCTpye auntux JlmutpieBoi Onbru: neKopaTHBHE
nanno "Tlapamic" 2023p., 85x85, TexHiKa X0I0AHOTO OATHKY, A0 pedl poOOoTa HaropoHKeHa
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murioMoM 2 cryriens Ha XXV MixkaapogHoMy KOHKYpCi Mostioaux au3aiHepiB «Ileuepchki
kamrtanmy KHY T m.Kuis y 2024 pori (L. 1).

a V-

I.m(;chauiﬂl. I[MHTpieBa O

Cucrema HapOAHOTO XYIOXXKHBOTO MHCIEHHS cdopMyBalia B MHUCTEUTBI MepeBary
300pa)XEHHIO, BiJI CIO)KETHO-TEMAaTUYHUX OATHKIB JI0 «acOI[laTUBHO-00pa3HUX», 0a30BaHUX HA
oOpazoTrBopuomy BupimeHHi. [Ipukianom Takoro pimeHHs € aekopaTuBHe naHHO «[Itaxa» B
TeXHili rapsraoro 6aruka, aBTop KoBanpuyk Onena (In.2). Ha 6imomy 11 cuimyeT nraxa, siKuit
HAMOBHEHHM CHMBOJIAMH Ta OPHAMEHTAMHU MHCAHOK.
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.JIIOCTpaIIiﬂ 2. KoBanpuyk Onena. [Itaxa. 85x165.

7

[apsramii GaTHK.

[Iuxep Hazmist eTHIYHI MOTMBY BUKOPUCTAJa Y CTBOPEHHI CYKHI 32 MOTHBAaMHU YKPaiHCHKOL
BUOIKM, HAOIMKK BUKOHAJA B TEXHiIll Tapsdoro 6atuky (1n.3).
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LA B

Lmroctpanis 3. Hlunep Haxis. Iaauro. [apsuunit 6aTuk.

CyuacHe MaHHO Tepeja IMOYaTKOM IMOBHOMACIITAOHOTO BTOPTHEHHS, aje B Iepioja BifHU
ctBopuia llymmnanosa Bikropis «Exomnori-S» 2018p., 120x120 3MimaHa TeXHiKa X0JI0IHOTO
1 rapsigoro 6aTuky, poOOTa MPOJAEMOHCTPYBAIa MEPEKUBAHHS MOJIOJI, TOCTIHHO 3HAXOANUTH
BIIrYK y HOBHX ThsigadiB (L. 4).

Lnroctpanis 4. Hlymmanosa Bikropist. «Exomori-S» 120x120. Xooaauii 6aTuK.
Lmoctpanis 5. Tonan Nanna. Exemcbkuii can. 100x150. Xonmonuuii 6aTuk.)

bi6umiiiHi MOTUBY B pO3NUCY TKaHUH JEMOHCTPYIOTh MaHHO bankoscbkoi Aninu «Hyno B Kani
lamuneiicekiity 80x80, «Uymo 3 xmibamm» 70x50, «Uymo 3 ymoBoM pudm» 80x80 B TexHiIi
xonoaHoro Oaruky (Im. 6). Munynoro 2024 poxy Toman I'amHa cTBopmiIa mMaHHO 3a
010mifitanMu MotuBamMu «Enemcekuii cam»y 100x115 B TexHini xonoanoro 6aruka (L1.5).
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BucnoBku. MoxxHa cka3aTH 110 Cy4acHE JEKOPAaTHBHE MHUCTEITBO PO3BUBAETHCS B PaKypci
CBOOOIM 1 €KCIIEpUMEHTY. € IOi-BEeKTOPHUM B YCiX CHPSAMYBAHHSX, TKAaHMHA 3aJHIIAETHCS
OyTH OJHHM 13 TaKUX BEKTOPIB PO3BUTKY. Po3mMHC TKaHWHU aKTyaJlbHHH B AM3aiiHI OAAry,
iHTep'epy, sAK camocTiiiHa podora JIIIM. Yotupu poku CTyIE€HTCTBA HE JOCTATHBO JUISL TOTO
o6 chopMyBaTHCs K MUTELb, BAXJIMBO 3alMaTHCh CaMOPO3BUTKOM, CaMOOCBITOI0, Tpeba
BHBYATH apT-PUHOK 1 IIIyKaTH CBOE€ Micie B aprT-mpoctopi. CydacHe MHCTENTBO — I
npodeciiina kojgadopailis 00pa30TBOPYOi KYJIBTYPH 1 Iu3aiHy (Xya0KHUK Muxaino Jlesk).
Bax/inBo 3MIHMTH MOJETh MUCJICHHS i CaMOBHPa)KEHHs, HAIIOBHUTH KPEaTWBOM, HOBHMU
OopuriHaILHUMHU (OpPMaMH 1 3MICTaMU, HAHU3YIOUW HaIllOHAJIBHI TPauIlii, HE 3a0yBaTH CBOET
MPUYETHOCTI JI0 YKPATHCHKOI KYJIBTYpH.
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CURRENT TOPICS OF FABRIC PAINTING IN THE CREATIVE
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Annotation. We aim to consider the importance of forming a new type of creative personality,
as a bright creative individuality, to reveal the directions of the topics of creative development
of the applicants.. We learn to pay attention to the cultural heritage of Ukraine, being inspired
by ethnography and folk art as a source of professional art, and at the same time we observe
world trends in decorative art and design. To creatively rethink the traditions of folk art, to
stylize into new visions, forms, such a task is before the acquirer.

Key words: fabric painting, batik, decorative art, panels, ethnic motifs, stylization.
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Annotation. The article reveals the possibilities of improving the competences of preschool
teachers through the implementation of the strategy of universal design for education. The
results of the qualitative research revealed that pedagogues constantly reflect on their activities
and improve their professional behaviour, cognitive, teamwork and emotional-motivational
competences in various ways. The research participants emphasized that the most effective
methods of improving competences are hybrid learning, self-study, analysis of specific cases,
sharing best practices with other educators, child support specialists, etc. In order to improve
the competence development system of preschool teachers, the teachers who participated in the
research suggest improving pedagogical research programs; create mentor support systems for
both beginner and experienced educators; to strengthen teachers' motivation with material and
psychological means of motivation.

The findings of the research highlighted the following opportunities for improving the
competences of preschool teachers in the implementation of the universal design for education
system: to constantly improve, update their competences; to share the good experience of
pedagogical work with Lithuanian and foreign pedagogues; to try new educational methods
and means; recognize educational barriers; predict postulating strategies; implement inclusive
education which creates opportunities for every child to experience educational success. In
order to implement these opportunities, it is necessary to continuously educate teachers, to
update and improve knowledge about the system of universal design for education.
Keywords: teacher competences, universal design for education; preschool age.

Introduction

Recently, strategic documents such as: the Salamanca Declaration (1994); United Nations
Convention on the Rights of Persons with Disabilities (2006); The Law on the Amendment to
the Law of Education of the Republic of Lithuania (2011), Concept of a Good School (2015),
Lithuania's progress strategy "Lithuania 2050" (2023), The Millennium School Programme
(2024) and The Works of scientists (Capp, 2017; Rapp, 2023, Taylor, Neild, Fitzpatrick, 2023)
emphasize the need to move from education for all to personalized education, recognizing that
children's experiences and needs are different, everyone thinks and develops in different ways
and paces. Therefore, inclusive education becomes necessary in order to create appropriate
educational conditions for the development of each child's abilities. One of the approaches to
the implementation of inclusive education, focused on understanding neurodiversity and
ensuring equal educational opportunities, is universal design for education. It is a system
designed to improve and optimize the education of all children based on the insights of
scientists about how people develop.

The priority of universal design for education is the individuality of each child, the prediction
of educational barriers and the modeling of support methods called scaffolding (Westine,
Oyarzun, Ahlgrim-Delzell et al., 2019). G. Bedir (2022); K. Taylor et al. (2023) indicate the
principles of universal design for education: provide three main ways of presenting
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information; create opportunities to act, express yourself in various ways; suggest ways to get
involved. Based on these principles, the educational process is planned and organized, enabling
children to learn according to their needs and capabilities.
The strategy of universal design for education has been studied in various aspects by foreign
and Lithuanian researchers. M. J. Capp (2017), C. Sh. Sanger, N., W. Gleason (2020), A.
Galkien¢ (2021); M. E. Desmarais' (2023) research found that children whose educators apply
a universal design approach to education actively participate in the educational process, reflect
on their activities and are motivated developing experts (in the universal design education
system, an expert is understood not as a person who knows everything, but as a person who
constantly seeks knowledge, tries, and is not afraid to take risks). G. Bedir (2022), J. Subacitte,
E. Daunoraviciiite, L. Lapinskaité et al. (2022), W. H. Rapp (2023) revealed the experience of
educators about the peculiarities of the application of universal design access in educational
practice. T. K. Moffat (2022); K. Taylor et al. (2023) presented principles of universal design
for education and guidelines for their implementation. R. Auskelis, I. CiZien¢, L. Palagioniené
(2022) prepared a memo in which they highlighted the most important aspects of how to create
an educational institution open to all by implementing a system of universal design for
education.
In the works of researchers (Gaucaité, Kazlauskiené, Vilutiené, 2023, Guidelines for learning
universal design: a learning path for each and everyone, 2023) it is noted that the application
of the system of universal design for education in practice is unimaginable without those
sensitive to cultural and social diversity; creative; active teachers who are constantly improving
their professional competences. Such teachers are able to think differently and accept
challenges. They are not afraid to take risks, quickly respond to changing educational
situations. By creatively planning, organizing, modeling, and managing the educational
process, pedagogues ensure flexible educational conditions by applying various methods, tools,
and elements of experiential education. By organizing activities "without borders"; by
communicating and cooperating with children's parents, guardians, caregivers, other
pedagogues, educational support specialists, pedagogues create a barrier-free educational
environment for children, where all children feel supported and experience educational success.
The importance of improving teachers' competences is actualized in the works of researchers
(Dragiinaité, Gedviliené; 2021; Ostinelli, Crescentini, 2021; Balevicien¢, Dubonikas, 2022;
Zilinskaité, Lapéniené, 2024, etc.). However, the topic of improving the competences of
preschool teachers through the implementation of the system of universal design for education
is not widely analyzed. Therefore, this article raises a problematic question - what are the
possibilities of improving the competences of preschool teachers in the implementation of the
strategy of universal design for education?
The object of the research: the possibilities of improving the competences of preschool teachers
by implementing the strategy of universal design for education.
The purpose of the research: to reveal the possibilities of improving the competences of
preschool teachers by implementing the strategy of universal design for education.
The methods of the research:

¢ theoretical - analysis of scientific literature and documents;

e empirical — semi-structured interviews, qualitative content analysis.

Research organization

In order to achieve the purpose of the research, a qualitative research was chosen, which proves
itself when delving into little-researched areas. In this case, this method was chosen when
analyzing the possibilities of improving the competences of preschool teachers (hereinafter —
CPT) in the implementation of the universal design for education (hereinafter — UDE) system,
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taking the position that this problem has not been sufficiently researched. Table I shows the
stages of the research.

Table 1. Research stages

Stage of the research Description of the research stage
I Selection, analysis, systematization of scientific literature and documents
11 Choosing a research strategy, creating a research design
I Development of the research instrument
v Conducting a semi-structured interview
\Y Research data analysis, summarization, research report preparation

Source: The authors, 2025

Research participants. When conducting qualitative research, research participants are selected
taking into account the purpose of the research (Aleknavigiené, Pociené, Supa, 2020). Non-
probability purposive sampling was chosen for this research. During the analysis of research
data, the informants were coded by giving each informant a letter and number code: T1; T2;
T3; T4; TS. The demographic description of the informants is presented in 7Table 3.

Table 3. Demographic characteristics of the informants

Code Gender City Ped:.lgoglc?l work Qualification category
experience (in years)
Tl woman Kretinga 6 senior teacher
T2 woman Klaipéda 9 senior teacher
T3 woman Palanga 8 senior teacher
T4 woman Klaipéda distr. 15 teaching methodologist
T5 woman Klaipéda distr. 5 teacher

Source: The authors, 2025

The data presented in Table 3 shows that 5 CPTs participated in the research. According to S.
Brinkman (2018), 5 informants are sufficient for individual interviews. Therefore, such a
sample is sufficient. Table 3 notes that all research participants are women. T1 works in
Kretinga, T2 in Klaipéda, T3 in Palanga; T4 and T5 in Klaipéda district educational institutions.
The average teaching experience of teachers is 9 years; from all the informants there is 1
teacher, 3 senior teachers and 1 teaching methodologist qualified pedagogues.

The research was conducted in January 2025. The data collection method chosen in the
research is a semi-structured interview, which is conducted using a predetermined
questionnaire, but the questions can be changed, the researcher can ask additional questions
(Aleknaviciené et al., 2020). I. Gaizauskaité, N. Valaviciene (2016) state that by conducting a
semi-structured interview, it is possible to collect in-depth, context-related, open answers of
research participants expressing their views, opinions, feelings, knowledge, and experience.
According to B. Bitinas (2013), the research instrument in qualitative research is the
interviewer himself, who acts as a reflexive participant in the interaction. Although the research
instrument is intended to remain neutral with respect to the results of the research, everything
that emerges in the research is a co-product of the interaction between the researcher and the
research participant. Therefore, objectivity in educational research is partial. Critics of
qualitative research consider subjectivity to be a fundamental drawback of such a methodology
(Denzin, Lincoln, 2018; Litvinaité, 2024).

Qualitative content analysis was used to process the data. A three-stage data analysis sequence
(Nyumba, Wilson, Derrick, et al., 2018) was applied (see Table 4). The main goal of qualitative
content analysis is to reveal the essential aspects of the studied phenomenon (Zydzitinaite,
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2011). Content analysis allows to draw qualitative and reasonable conclusions after objectively
and systematically examining the features of the text (Kardelis, 2016).

Table 4. Stages of research data analysis

Research stage Description of the research stage
I Reading transcriptions, marking notes.
m Initial coding of the data which involves the generation of an unlimited
number of categories
I The categories identified in stage II are combined paying attention to

recurring ideas and themes that emerged in different groups.
Source: The authors, 2025

Validity and reliability of the research. In order to ensure the validity of the research the aim
was to create an environment based on trust between the researcher and the informants. It was
explained to the research participants that the information they provided is confidential
(informants are coded). Formulation of clear and understandable questions during the interview
is also ensured. The generalizability of the results of this research was limited by the small
number of research participants, but the qualitative research methodology allows for a deeper
understanding of the perspectives of the research participants. Therefore, the obtained data is
unique, especially when examining little-studied problems (Litvinaité, 2024). Research ethics
is a system of rules, principles and values that regulates the conduct of research in order to
ensure that research is conducted honestly, ethically and responsibly. When conducting
qualitative research, special attention is paid to ethics (Ozelis, 2018; Babbie, 2020). During the
conduct of this research, the principles of voluntariness, confidentiality, and anonymity were
observed.

Research findings
Through the research, we aimed to find out how pedagogues understand the concept of CPT
competence development through the implementation of the UDE system (Table 5).

Table 5. The informant concept of improving CPT competences by implementing the UDE
system definition

Category Excerpts from the interview texts
It is the acquisition of certain <...> knowledge or skills that would help the <...>
teacher to create <...> environments in which children with individual educational
differences and difficulties could develop and ensure an appropriate educational
process and its organization for all children (T1).
A process aimed at strengthening the capacity of educators to plan, organize and
implement education accessible to all children (T2).
It is the development of the competences of educators by creating a group that
includes and supports education for the entire population of diversity (T3).

The informant
concept of
improving CPT
competences by

implementin ; - . P
! fhe UD é & tis the improvement of teachers' knowledge, abilities, and skills in order to better
. understand the diversity of children, learning styles, respond to the needs of all
de)timition children and create an educational environment accessible to children <...> where

all children can experience success (T4).
It is a process during which knowledge, abilities, and skills are acquired, helping
to create an educational environment in which every child would be effectively
involved and have the opportunity to reach their potential (M5).

Source: The authors, 2025
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Summarizing the data presented in 7Table 3, it can be concluded that according to the informants
the improvement of CPT competences through the implementation of the UDE system is the
improvement of pedagogical knowledge, abilities and skills required for creating an inclusive
educational environment, planning and organizing the educational process in an inclusive
group. An inclusive group in this article is understood as a group where neurodiversity is
considered a value.

During the investigation, it was established that, according to the informants' opinion, in the
implementation of the UDE system, all the competences marked in the Description of the
competences of teachers and student support specialists (2023) are necessary for CPT:
professional behavior; cognitive; teamwork and emotional-motivational competences (see
Figure I).

Figure 1. Teachers‘competence areas

professional competence improvement
— Professional behaviour activities in and beyond the
educational institution

activities related to the planning,
— Cognitive organization and modeling of the
educational process

activities related to cooperation,
— Teamwork learning together with others and from
others

described as emotional intelligence,
— Emotional-motivational leadership, cultural identity,
intercultural competence

TEACHERS* COMPETENCE AREAS:
I

Developed by the authors, 2025, based on the Description of competences of teachers
and student support specialists, 2023

Figure I shows that, in the CPT implementation of the UDE system:
The following competences in this area of professional behavior are required: ability to
reflect and improve one's pedagogical activities (T35).
The following cognitive area competences are required:
o ability to create an educational environment, plan, organize, model
the educational process while implementing the UDE system (T1; T2; TS5);
e the ability to know one's students, their individual differences (T4; T5);
e ability to work creatively moving away from a segregated approach (T4; T5);

. the ability to motivate all his students by providing them with the
support they need and helping them to experience educational success (T4);
o the ability to observe and objectively assess children's individual

progress and achievements (T5);
e ability to apply digital technologies (T5).
The following competences are relevant in this area of cooperation:

. the ability to cooperate with the parents, guardians, caregivers of
their students using a partnership-based cooperation model (T1; T2; T3; T4);
o ability to cooperate with colleagues inside and outside the

educational institution (T1; T2; T4; TS);
e ability to work in a team (T2; T3; TS);
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e ability to share good experience with other pedagogues, child support specialists and
thus improve their professional competences (T4; T3).
Competences in the emotional-motivational field ar also useful as they allow the educator to
look at neurodiversity not as a problem, but rather as an opportunity to learn and improve (T3;
TS).

Table 6. Competence areas needed for CPT implementing UDE system

Category Sub-category Excerpts from the interview texts
It is important <...> to look at parents as equal
Cooperation with students* partners (M3) <...> to discuss what the child is
parents doing, <...> how he can be supported (T1; T4;
T2).

Ability to work in a team It i‘s important to be able to work in a team (T3;

T2; TS).
Cooperation with other It is important <..> to cooperate with
pedagogues, child support specialists - speech therapists, special

specialists pedagogues (T1; T2; T4; TS).

The ability to share good

experience with other educators | It is important to share experiences with
and thus improve their colleagues <...> (T4; T3).

knowledge, abilities, and skills

Need <...> knowledge <...> how to work with

Competency . o : ) . :
areas needed | Planning and organization of the | neurotypical and children with special
for CPT educational process while educational needs when are all in one group;
implementing implementing the UDE system | how to increase the involvement of all
UDE system children, influence their interest (T1; T2; T5).
Creativity <...> ability to be creative is required (T4; T5).
Motivating children by How <..> to help the child, how to motivate

providing them with support | him (T4).

The ability to use various technologies and

tools is required (T5).

Important personal qualitie of the pedagogue

is emotional sensitivity (T3; T5).
Understanding children and The ability to recognize students and their
their individual differences individual differences (T4; T5).

Observation and assessment of

Digital literacy

Emotional sensitivity

Monitoring and evaluation (T5).

students
Continuous professional The ability to reflect on one's <...> activities,
development predict areas for improvement (T5).

Source: The authors, 2025

During the research, the CPTs that participated in the research highlighted the barriers
encountered in the process of improving their competences: lack of time to participate in
quality training (T3; T4); the opportunity to participate in free or cheapest events "simply to
receive a certificate" (T2); not all acquired knowledge can be applied in practice (T3). During
the interviews, the informants also highlighted barriers in implementing the UDE system: lack
of educational tools (T1; T5; T3); a large number of children in preschool education groups
(T1; T3); there is a lack of facilities - sensory rooms, rooms for calming down (T1; T5); there
is a lack of specialists - child support specialists, student assistants, etc. (13; T4); lack of
theoretical, practical, psychological knowledge on how to implement the UDE system (T1; T5).
The findings of the research revealed that some of the barriers encountered in the process of
improving informants‘ competences during the implementation of the UDE system can be
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overcome by: sharing good experience of pedagogical work (T1; T3; T5); peer support (T1,
T2; TS),; participation in various methodological tools presentation events, the opportunity to
participate in selected competence development events (T1; T3); support, help of parents,
guardians, caregivers (T1; T4), the ability to find information on the Internet, social networks
quickly, "here and now" (T5; T3); possibility to ask the lecturers questions after the training
(T3); love for children, for one's work (T1); theoretical knowledge baggage (T1); self-
reflection (T1).

During the interview, CPT named the most effective ways of improving competences through
the implementation of the UDE system (see Figure 2) in their opinion which are: learning in a
hybrid way (T2; T3; T4; T5); self-education (T3; T5); discussing specific cases with colleagues
(T1; T2); sharing good experience of pedagogical work "live" and in social networks, in closed
groups of teachers (T4; T5); self-reflection (T1; T5) etc. During the research, T3 and T4 were
happy that they could improve some competences by combining contact and distance learning
methods. During the interview T3 noted that "I like to listen to trainings, seminars remotely
<...> in this way, we can quickly and easily acquire certain competences at a time convenient
for us”".

Figure 2. The most effective ways of improving teachers' competences through the
implementation of the UDE system

Hybrid

learning

Reflectio
n of one's
activity

effective ways Self-

of improving
teachers'
competences
through the
implementatio
n of the UDE
system

education

Discussio
n of
specific
cases

Sharing
good
practices

Source: The authors, 2025

According to L. Zilinskaité and A. Lapéniené (2024), programs and events for the improvement
of pedagogues' competences can only be considered effective if the experience gained in them
is applied in practical activities. However, the results of scientific research (Lithuanian State
Audit Report, 2016; Cesnaviieng, Targamadzg, Zibéniené, 2018; Bakonis, Buinavidiate,
Dunajevas et al., 2022) show that improving the competences of pedagogues in Lithuania is
not effective enough, because it is not a systematically planned and implemented process; is
not suitable for improvement of educational practice, change, improvement of children's
progress and achievements. In addition, short-term competency development events often do
not provide educators with the opportunity to acquire new competences or effectively improve
existing ones. Therefore, these aspects need to be improved.
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During the research, CPT expressed their opinion on how the CPT competence development
system could be improved in the future. T1 and T4 noted that, first of all, it is important for the
teacher to assess his/her own activities, foresee areas for improvement and choose seminars
and competence development training accordingly. In improving the CPT competence
development system, it is also important to organize training in a hybrid way (T2, T3, T4; T5).
This means that the theoretical part of the training would be possible to participate remotely,
and the practical part would be implemented through exercises and analysis of real examples.
To share best practices more actively by observing and reflecting on each other's activities
(T1; T3); improve pedagogical research programs by paying more attention to the theory and
practice of inclusive education (T1); create opportunities to receive mentor support for both
beginning and older pedagogues (T1); encourage teachers to participate in various
researches, deepen interdisciplinary knowledge (T5).

During the interview, T4 noted that the internal motivation of teachers and the constant support
of the heads of educational institutions are extremely important for improving the professional
competences of CPT. This provision corresponds to the insights presented in strategic
documents (Description of Qualification Requirements, 2011; Leadership Guidelines, 2020)
and in the works of researchers (Braslauskiené, Norviliené, 2021; Litvinaité, 2024). The head
of the educational institution should be able to motivate pedagogues to become reflective
practitioners who take responsibility for the improvement of their professional activities in the
course of inclusive education; create favorable conditions for the development of teachers'
professional competences; involve the community of the educational institution, social partners
in the process of improving the qualifications of pedagogues, etc.

R. Braslauskiene, A. Norvilien¢ (2021) highlight material (monetary and non-monetary) and
psychological means of motivation. Material means of motivation are financial incentives in
the form of salary increases, bonuses and gifts; granting of additional leave, etc. Psychological
means of motivation are trust, attention to the employee; creation of opportunities to improve
professional competences; creating a favorable micro and macro environment, etc. R.
Braslauskiené, A. Norvilien¢ (2021) emphasize that the motivational system in every
organization must be structured in such a way that every employee feels a part of the whole set
of motives.

During the research, we aimed to find out the opinion of the research participants about the
possibilities of improving CPT competences when implementing the UDE system. The research
findings are presented in Table 7.

Table 7. Possibilities for improving CPT competences through the implementation of the
UDE system
Category Sub-category Excerpts from the interview texts
Continuous learning so that teachers have the
opportunity to constantly improve and update
their knowledge about the <..> system of

Continuous improvement
and updating of
competences about the

Qpportu'nities for UDE system universal design for education (T5; T1; T2; T3;
improving CPT T4).
competences Sharing good experience of | Share experience with colleagues (T4; T1; T2;
through the pedagogical work T3).
implementation Testing new educational | Try traditional and non-traditional methods of
of the UDE methods education (T1; T3; T5).
system

Predicting postulation steps | Anticipate postulation steps (T2; T3).

Recognition of educational
barriers

Easier to recognize educational barriers (T2).
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Category Sub-category Excerpts from the interview texts
Ensuring the successful The possibility of ensuring successful inclusive
education of all children | education for all children (T3).

Improving the physical, | The possibility to look for ways to improve the

social-emotional physical, social-emotional environment <..>
environment (T5).
Can help create <..> community <..> through

Collaborative networking

networking (T5).

The data presented in Table 7 shows that the research participants identified the following
opportunities for improving CPT competences during the implementation of the UDE system:
the opportunity to constantly improve, update their competences about the UDE system (T1,
T2;T3; T4; TS); to share the good experience of pedagogical work with Lithuanian and foreign
pedagogues (T1; T2; T3; T4); to try new educational means and methods (T1; T3; T5); provide
postulation (help for each child) steps (T2; T3); recognize educational barriers (T2); update,
improve the physical environment, create a social-emotional environment that supports
children (T5); implement inclusive education which creates opportunities for every child to
experience educational success (T3), etc. In order to implement these opportunities, it is
important to abandon a segregated approach, recognize neurodiversity as a value, constantly
reflect on one's pedagogical activities and purposefully and consistently improve one's
professional competences.

Conclusions. The findings of the research highlighted the following opportunities for
improving the competences of preschool teachers in the implementation of the universal design
for education system: to constantly improve, update their competences; to share the good
experience of pedagogical work with Lithuanian and foreign pedagogues; to try new
educational methods and means; recognize educational barriers; predict postulating strategies;
implement inclusive education which creates opportunities for every child to experience
educational success. In order to implement these opportunities, it is necessary to continuously
educate teachers, to update and improve knowledge about the system of universal design for
education.
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Introduction

This thesis aims to provide a theoretical analysis of the pedagogical aspects of cultural
transmission. For this purpose, the methods of scientific literature analysis, document analysis
and content analysis will be used. Democracy is about deep knowledge, the transmission of
universal values, and the quality adaptation of cultural heritage to today's world. Quality
pedagogical work is not possible without universal goals and values encoded in a common
human culture. Education is an eternal and historical category that encompasses the constant
need for education and innovation as an ever-changing method and system of goals and means.

Theoretical part

Culture - the imprint of being in history - has always been the universal domain of human
creativity (as well as other diverse activities). In the second half of the 19th century, E.B. Taylor,
the founder of anthropology, gave the classic definition of culture as consisting of knowledge,
beliefs, arts, morals, laws, customs, and certain other skills and habits acquired by a member
of a society (Ongoren, 2018).

In the theories of the philosophy of culture and of cultural studies in the first half of the 20th
century, culture was an inclusive concept:

1) the level of development of a person and a society, as evidenced by education (this
meaning is similar to the concepts of civility and civility);

2) the exclusive sphere of man's creative potential, the realization of his creative powers;

3) a certain set of social achievements that are valued in all spheres of social life and that
distinguish man from nature and from a purely biological definition;

4) a special sphere of spiritual activity in which the social being of man acquires a
qualitatively new meaning, formulating motives, principles, aims, ideas, ideals unattainable by
other forms of life;

5) a particular sphere of human activity or life, such as scientific, domestic, or artistic
culture;

6) a distinctive system of norms, traditions, values, symbolic meanings that distinguish one
social organism or part of it from another.

C. Kluckhohn (2018) in his Mirror for Man, explaining the different interpretations of culture
depending on the point of view, describes culture itself as:

1) a generalized picture of folk life;

2) the social heritage that the individual inherits from his group;

3) an image of thoughts, feelings, and beliefs;

4) an abstraction of behavior;

5) a version of the behavior of a group of people as constructed by anthropologists;
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6) a collective body of knowledge;

7) a common set of orientations to recurring problems;

8) learned behavior;

9) a mechanism for regulating normative behavior;

10) a set of tools for adapting to the environment and to other people;
11) the legacy of history.

UNESCO defines culture as "the distinctive spiritual, material, intellectual and emotional
characteristics that characterize a society. It includes arts, ways of life, human rights, value
systems, traditions and beliefs. Culture shapes individuals and societies and promotes unity
through shared values and traditions. According to this definition, it's hard to imagine any other
concept that is so all-encompassing and fundamental to everyone's life. (Polivtseva, 2024).
Contemporary cultural globalization, despite the vagueness of its definition, has been
extensively studied in cultural studies. In general, it refers to the circulation of culture, art forms
and artifacts between or within developed countries, either where the economic situation is
favorable to public investment in the arts or in countries with highly developed media. Cultural
globalization is a multifaceted phenomenon consisting of the cultures of different regions and
nations that have become global. Assuming that all forms of culture construct and deconstruct
communal identities and bonds, cultural globalization has important and controversial
implications for national and local cultures and shapes their responses (Yifan, 2023).
According to E. Polivtseva (2024), the challenges of contemporary culture, including its
sustainability and the peculiarities of continuity in the process of transmission through
education are:

1 Growing instrumentalisation of culture does little to improve the sector’s situation.

2 There is a gap between how policymakers value culture and how the sector sees its own
role.

3 In times of crisis and waning political trust, the sector conforms to the imposed
instrumental view of culture.

4 Al compels us to confront critical questions about why we value human creativity.

5 The autonomy of culture shrinks in the face of new threats to artistic freedom.

6 Culture is recognised for celebrating the past but is overlooked as a catalyst of the future.

7 Culture can save democracy — but only if it is democratic itself.

8 The ‘culture and climate’ debate is marked by unresolved contradictions.

9 The role of the EU in cultural policymaking is limited yet crucial.

10 We need a ‘policy scaffolding’ for culture as a field in its own right.

Lithuania's Culture Strategy 2030 (2019) strategic goal of an inclusive culture for an open

society and the well-being of the population identifies the following development directions
and objectives (Figure 1).
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DIRECTION IlI: A creative personality and a society with a
strong identity.

Promote cultural participation in
society by enabling creativity and
participation.

Objective 2.3:
Develop
participationin a
wide range of
creative activities
through the
development of
cultural
competences
I throughout life.

Objective 2.2:
Promote equitable
ccess to high value,

diverse cultural
expressions
throughout
Lithuania.

Objective 2.1: To
develop talent by
providing a level
playing field for
reativity in different
artistic fields.

Figure 1: 2™ direction, aim and objectives for cultural development in Lithuania
(according to the Lithuanian Culture Strategy, 2019)

Culture and education are inseparable and complementary, with many points of interaction.
Culture paves the way for education, and education is responsible for promoting cultural values
in life. Therefore, the two need to be intertwined in various ways (Soumya, Arulsamy, 2020).
Culture can be described as an open concept, constantly expanding and reorganizing, unified
but broad. Art is a carrier of culture because the ideas of the artist spread and become the
property of many people, making each work of art an expression and measure of the culture of
its time. Art education is integrated into the school to broaden the field of thought and
imagination of the students and to be used on an equal footing, providing multiple benefits and
transmitting cultural knowledge and values. As E. O. Kauka (2018) states, "education is the
main way in which a society's culture is transmitted from one generation to the next". The
transmission of culture is the primary role of the school. In fact, the school expands the scope
of cultural integration by building on what the family does. One of the ways in which a school
transmits culture is through its curriculum. E. O. Kauka (2018,) acknowledges that the
curriculum, which is the content of education, also conveys the cultural content of the school.
In fact, each element of the curriculum transmits part of the cultural content.

Critical and creative learning through aesthetic experience is based on the philosophers Dewey,
Eisner, Gardner, Perkins, Brookfield, Mezirow, who emphasize the importance of aesthetic
experience in the learning process by applying Perkins' approach to the learning process. A key
element of the learning experience is the aesthetic experience of engaging with works of art.
This is important for educators in order to create a learning environment that is conducive to
the learner and that leads them smoothly into the encounter with works of art (Tsakoumagkou,
2018).

Art, craft, and design are means of reproduction, ways of appreciating, perpetuating, and
refining material and symbolic practices. In addition, pedagogical activities are intended to
perpetuate and develop cultural values (Addison and Burgess, 2015). The implementation of
this type of pedagogical practice can involve the creation of a virtual gallery of symbolic
artworks in the school, contributing positively to children's contact with the phenomenon of
art, having a catalytic effect on the personal and social development of individuals, while
enhancing students' personal expression. This type of action can be used in many ways in the
school environment, because through the aesthetic experience of the arts, students reflect and
explore aspects of the world and themselves that they have not yet discovered, but also
transform the knowledge they have acquired by integrating their personalities in a global
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context. Valuing culture means reaffirming our commitment to a collective future rather than
succumbing to alienation and individualism. Culture is about embodying what it means to be
a society - a collective with voice and power - rather than just a group of individual voters or
consumers (Polivtseva, 2024). A school can only help us to recognize these guidelines if it
disseminates and renews the curriculum as a basis for literacy, culture and authentic literacy.
The condition for this renewal is the synthesis of the culture to be assimilated, as well as the
use of the power of authenticity to show the coherence of these phenomena.

Conclusions. Democracy gives everyone equal opportunities to freely choose high or low
standards. The task of science is to examine and compare a field and then publish the results
(Kovats-Németh, 2016). Educational policy makers need to acquire in-depth knowledge in
order to formulate clear goals. Education is the transmission of culture, and its mission is to
understand and help realize the essence of quality adaptation. This is preceded by the
autonomous, free choice of high standards. Deep knowledge, the transmission of universal
values and the quality adaptation of our cultural heritage are essential for democracy. Targeted
pedagogical work is not possible without general (universal) goals and knowledge of specific
tasks that vary according to age. Education is an eternal and historical category that includes
the constant need for education and innovation as a constantly changing method and system of
goals and means.

Refrences

Addison, N., Burgess, L. (2015). Learning to teach art and design in the secondary school.
Second edition: A companion to school experience. Routledge. DOI:10.4324/9780203962466
Kauka, E. O. (2018). The role of the School in the Transmission of Culture. International
Journal of Social Science and Humanities Research 2348-3164 (online) Vol. 6, Issue 4, 1017-
1020. https://www.researchpublish.com/upload/book/The%20role%200f%20the%20School-
6796.pdf

Kluckhohn, C. (2018). Mirror for Man: The Relation of Anthropology to Modern Life.
Routledge.  https://www.routledge.com/Mirror-for-Man-The-Relation-of-Anthropology-to-
Modern-
Life/Kluckhohn/p/book/9781412865357?srsltid=AfmB0O0qSG1ezBKcW4qtVkOMzXNvzpa
YFxHMpKgBic5S5BtkkhWikJySj

Kovéats-Németh, M. (2016). Dilemmas of Cultural Transmission. Universal Journal of
Educational Research 4(7): 1698-1707, DOI: 10.13189/ujer.2016.040723

Lietuvos kulturos politikos strategija (2019). Lietuvos Respublikos Vyriausybé https://e-
tar.It/portal/lt/legal Act/6aa23a109d4d11e9878{c525390407ce

Ongoren, B. (2018). Culture (pp.23-42). In book: Cultur and Society. Chapter: 1 Publisher:
Academy for European Culture “Orpheus Lira” — Sofia  “Publications”.
https://www.researchgate.net/publication/329522167_Culture

Polivtseva E.  (2024). State of Culture. EU  Culture  Action  Europe.
https://cultureactioneurope.org/projects/state-of-culture/

Soumya, M. M., Arulsamy, S. (2020). Role of Education in Transmitting Culture in Society.
Conference:  Role  of  Education in  Transmitting  Culture  in  Society.
https://www.researchgate.net/publication/339816271_ Role_of Education_in_Transmitting_ C
ulture_in_Society

Tsakoumagkou, P. (2018). Theoretical Approaches to the Contibution of Art in Education.
Inovace a technologie ve vzdelavani 1, 85-89.
https://otik.uk.zcu.cz/bitstream/11025/34530/1/Tsakoumagkou.pdf

Yifan, P. (2023). Are we becoming part of a global culture? Journal of Education Humanities
and Social Sciences 15,195-201 DOI:10.54097/ehss.v151.9254

229


https://www.researchpublish.com/upload/book/The%20role%20of%20the%20School-6796.pdf
https://www.researchpublish.com/upload/book/The%20role%20of%20the%20School-6796.pdf
https://www.routledge.com/Mirror-for-Man-The-Relation-of-Anthropology-to-Modern-Life/Kluckhohn/p/book/9781412865357?srsltid=AfmBOoqSG1ezBKcW4qtVk0MzXNvzpaYFxHMpKqBic5S5BtkkhWikJySj
https://www.routledge.com/Mirror-for-Man-The-Relation-of-Anthropology-to-Modern-Life/Kluckhohn/p/book/9781412865357?srsltid=AfmBOoqSG1ezBKcW4qtVk0MzXNvzpaYFxHMpKqBic5S5BtkkhWikJySj
https://www.routledge.com/Mirror-for-Man-The-Relation-of-Anthropology-to-Modern-Life/Kluckhohn/p/book/9781412865357?srsltid=AfmBOoqSG1ezBKcW4qtVk0MzXNvzpaYFxHMpKqBic5S5BtkkhWikJySj
https://www.routledge.com/Mirror-for-Man-The-Relation-of-Anthropology-to-Modern-Life/Kluckhohn/p/book/9781412865357?srsltid=AfmBOoqSG1ezBKcW4qtVk0MzXNvzpaYFxHMpKqBic5S5BtkkhWikJySj
https://e-tar.lt/portal/lt/legalAct/6aa23a109d4d11e9878fc525390407ce
https://e-tar.lt/portal/lt/legalAct/6aa23a109d4d11e9878fc525390407ce
https://www.researchgate.net/publication/329522167_Culture
https://cultureactioneurope.org/projects/state-of-culture/
https://www.researchgate.net/publication/339816271_Role_of_Education_in_Transmitting_Culture_in_Society
https://www.researchgate.net/publication/339816271_Role_of_Education_in_Transmitting_Culture_in_Society
https://otik.uk.zcu.cz/bitstream/11025/34530/1/Tsakoumagkou.pdf

THE ROLE OF GAMIFICATION IN THE TEACHING OF DESIGN
DISCIPLINES

Klevets Viktoria
Student, The State Institution «South Ukrainian National Pedagogical University
named after K. D. Ushynskyy», Ukraine
klevets.vo@ pdpu.edu.ua
Shtainer Tetiana
Lecturer, The State Institution «South Ukrainian National Pedagogical University
named after K. D. Ushynskyy», Ukraine
ORCID: 0000-0001-6164-393X
shtainer.tv@pdpu.edu.ua

Annotation. The article considers the application of gamification in the educational process,
in particular in teaching design disciplines. Modern approaches to the use of game mechanics,
their influence on the motivation of those seeking education and the effectiveness of the
educational process are analyzed. The psychological foundations of gamification, its key
elements and mechanisms are described. Examples of successful implementation of
gamification in design curricula are given, the prospects for the use of virtual reality and
artificial intelligence technologies are considered. The research of scientists of the 21st century
on this topic is analyzed and the prospects for further development of gamified methods in
design education are outlined.
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Introduction. Modern education is undergoing significant transformations, in particular due
to the introduction of new technologies and interactive teaching methods. One of these methods
is gamification - the use of game elements in non-game contexts to increase the engagement
and motivation of learners. Teaching design disciplines requires a creative approach and active
participation of students in the educational process, which makes gamification an effective tool
for developing their skills and increasing the level of mastery of the material.

Theoretical part

According to researchers, motivation is a key factor in successful learning. According to the
theory of self-determination (Ryan and Deci, 2000), there are three main psychological needs
that determine the effectiveness of learning:

1. Autonomy — the feeling of control over one's educational process.

2. Competence — the ability to achieve results and improve skills.

3. Social interaction — a sense of belonging to a group or community.

Gamification meets these needs by creating an interactive environment that supports student
motivation and engagement. A study by K. Williams (2021) found that students enrolled in a
gamified program had 35% higher engagement and productivity levels compared to those in
traditional learning settings. Applying gamification in design education significantly improves
students' skills in composition, color theory, UX/UI design, and interactive arts (Ortega, 2022).
Key Game Mechanics in Design Education:

1. Achievement System — Using levels, badges, and rewards to encourage students to progress
through learning stages. For example, in graphic design courses, a "quest" system can be
implemented where students unlock new tools upon successfully completing tasks.

2. Competitions — Organizing contests and leaderboards increases student engagement. For
instance, in a web design course, students can compete to create the best UX/UI project.

230


mailto:shtainer.tv@pdpu.edu.ua

3. Storylines and Scenarios — Incorporating narrative tasks deepens immersion in the learning
process. Students can participate in "design missions," working as members of a fictional
design studio.

4. VR and AR Applications — Virtual and augmented reality offer new possibilities in design
education. Students can work with 3D models or test their U/UX solutions in a virtual
environment (Griffin, 2024).

One well-known example of effective gamification in design education is the "Design Quests"
course at Stanford University, where students solve real-world cases in a game-based format.
Additionally, Adobe has developed the Adobe Gamified Learning platform, helping students
master design tools through interactive tasks.

The "design quest" method developed by J. Robinson (2023) incorporates scenario-based tasks,
interactive platforms, and digital simulations to enhance students' creative thinking.
Competitive elements in group projects, as proposed by S. Tanaka (2023), contribute to the
development of teamwork skills and innovative approaches to design concept creation.
Despite its evident advantages, implementing gamification in education presents certain
challenges:

- The need for substantial resources to develop interactive content.

- The complexity of adapting traditional courses to gamified formats.

- The risk of excessive emphasis on entertainment at the expense of educational content.
Prospects for further research in this area include the development of adaptive gamified
programs that consider individual student characteristics and integrating artificial intelligence
to create personalized learning experiences.

Conclusions. Gamification is an effective method for improving the quality of design
education. The use of game mechanics fosters active student engagement, enhances creativity,
and improves teamwork skills. Further research can explore the development of individualized
gamified strategies for different areas of design education and the integration of cutting-edge
technologies into the learning process.
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Abstract. The study reveals the peculiarities of developing the creative potential of preschool
children by means of non-traditional drawing techniques. The features of non-traditional
drawing techniques are analysed: drawing with fingers and palms, drawing with cotton swabs,
drawing with stamps, drawing with soap bubbles, drawing with wax crayons and watercolours
(graphic reserve), drawing with sand or semolina, drawing with threads.
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Introduction. The relevance of the problem of developing the creative potential of preschool
children by means of non-traditional drawing techniques is due to the modern requirements for
the educational process aimed at forming creative thinking, individual expression and
harmonious development of the individual. Non-traditional drawing techniques (sand drawing,
finger painting, monotype, blotting, gratuitous drawing, etc.) help children think outside the
box, experiment with materials and find unique ways of expressing themselves.

Theoretical part

The creative potential of preschool children is a set of natural inclinations, abilities,
imagination, creativity and emotional and volitional qualities that allow a child to create
something new, think outside the box and express themselves (Lystopad, 2015). The main
components of preschoolers' creative potential: imagination and fantasy — the ability to come
up with new images, situations, stories; creative thinking — the ability to find non-standard
solutions, generate ideas; emotionality and openness — the desire to experiment, take initiative;
speech abilities — the ability to express their thoughts in verbal form (fairy tales, stories); artistic
and aesthetic abilities — music, drawing, modelling, theatre; research activity - the desire to
learn new things through observation, experiments (Lystopad, 2015).

Researchers have proved that the development of the creative potential of preschool children
is most effective through non-traditional drawing techniques (Vereshchahina, 2022). The use
of various materials and techniques stimulates tactile sensations, develops fine motor skills,
which is important for preparing the hand for writing and the child's overall development.
Drawing with free and unusual methods contributes to emotional relief, self-expression and the
formation of a positive attitude to creative activity.

Traditional methods often limit children's imagination to certain limits, while non-traditional
techniques allow them to create something new without fear of making mistakes. Non-
traditional drawing techniques do not require expensive materials and can be used both in
preschools and at home, making them a convenient tool for developing creativity. The use of
non-traditional drawing techniques is an effective way to develop the creative potential of
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preschool children, as they expand the possibilities of self-expression, promote sensory
development and the formation of creative thinking, which is in line with modern approaches
to the upbringing and education of children, focused on the harmonious development of the
individual. Unconventional drawing techniques for preschool children help develop fine motor
skills, creativity and imagination. They make the process of drawing interesting, promote
experimentation with materials and tools (Zhuravko, 2020).

The study identified the following non-traditional drawing techniques that contribute to the
development of the creative potential of preschool children: drawing with fingers and palms;
drawing with cotton buds; drawing with stamps; drawing with soap bubbles; drawing with wax
crayons and watercolours; drawing with sand or semolina; drawing with a toothbrush and
strainer; drawing with threads; drawing with foam paint; drawing on wet paper.

Drawing with fingers and palms. Children can create hand and fingerprints and add designs to
them, for example, a palm print can be turned into a tree and fingerprints can be turned into
flowers or insects.

Drawing with cotton buds. Using cotton swabs, you can create a dot effect or apply paint with
soft strokes reminiscent of the pointillist style.

Drawing with stamps. Stamps can be made from potatoes, sponges, thread, leaves or foam
rubber, and children dip them in paint and make prints on paper.

Drawing with soap bubbles. Soap solution is added to the paint, bubbles are formed through a
tube and paper is placed over them to create abstract patterns.

Drawing with wax crayons and watercolours. First, you draw with wax crayons, and then cover
the sheet with watercolour paints, the crayons do not allow the paint to pass through, creating
an interesting effect.

Drawing with sand or semolina. Drawing on an adhesive base or on an illuminated glass
surface, this technique develops tactile perception.

Painting with a toothbrush and a strainer. The paint is collected on the brush and, running your
finger along the bristles, splashed on the sheet, you can get clear images through stencils.
Drawing with thread. The thread is dipped in paint, placed on paper, covered with another sheet
and pressed down, then the thread is carefully pulled out to form intricate patterns.

Painting with foam paint. A foaming agent (for example, shaving foam) is added to the paint,
mixed and embossed images are created.

Drawing on wet paper. Apply the paint to a damp sheet to create smooth streaks and soft colour
transitions.

he use of unusual materials (cotton buds, foam sponges, fingers, vegetable stamps) and non-
standard drawing methods (spotting, graffiti, monotype) encourages children to experiment and
implement their own ideas. In traditional drawing, children may be afraid of making a ‘wrong’
stroke. Non-traditional techniques break down these limitations, giving a sense of freedom and
confidence in one's abilities. Manipulating different materials helps to train hand-finger
coordination, which has a positive impact on future writing skills. Tactile contact with paints,
sand, fabric, foil or other materials expands the child's sensory experience, activating his or her
cognitive activity.

Drawing with free, non-standard methods helps children express their emotions, relieve
tension, and cheer up. Non-traditional techniques teach them to look for new solutions,
combine colours, textures and shapes in an unusual way, which promotes flexibility of
thinking. Thanks to these methods, children not only develop artistic skills, but also form their
own creative approach to solving problems in various spheres of life.

Conclusions. Non-traditional drawing techniques are an effective tool for stimulating the

creative development of preschool children. They contribute to the development of
imagination, fantasy, out-of-the-box thinking and self-expression skills. Such methods reduce
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the fear of mistakes and failures, creating a comfortable environment for experimentation. The
child learns to perceive creativity as a process that has no strict rules and limitations.

Using a variety of materials and drawing techniques has a positive effect on sensory
development and fine motor skills, which in turn contributes to the overall development of
intellectual and communication skills. Non-traditional techniques help children express their
emotions and inner world, which is important for their emotional well-being. Drawing in
unconventional ways can have a therapeutic function, reducing anxiety and tension.

The use of such methods in preschool education contributes to the formation of interest in art
and the development of aesthetic taste. Children become more open to creative pursuits and
ready to experiment with new approaches. Teachers and parents play an important role in
creating conditions for children's creative activity. They should support children's initiative,
encourage experimentation and avoid excessive control over the result. Thus, the use of non-
traditional drawing techniques in preschool age is an effective means of developing the child's
creative potential, which contributes to his or her harmonious personal growth.

References

Lystopad, O. A. (2015). Teoretyko-metodychni zasady formuvannya profesiyno-tvorchoho
potentsialu maybutnikh vykhovateliv doshkil'nykh navchal'nykh zakladiv [Theoretical and
methodological principles of formation of professional and creative potential of future
educators of preschool educational institutions] : monohrafiia. Odessa : FOP Bondarenko M.
O. [in Ukrainian].

Vereshchahina, T. (2022) Netradytsiini tekhniky maliuvannia — stymul dlia tvorchosti [Non-
traditional drawing techniques are a stimulus for creativity] Kremenchuk. [in Ukrainian].
Zhuravko, T. V. (2020) Netradytsiini tekhniky maliuvannia ditei doshkilnoho ta molodshoho
shkilnoho viku: navchalno-metodychnyi posibnyk [Non-traditional drawing techniques for
children of preschool and primary school age: educational and methodological guide] MON
Ukrainy, Umanskyi derzh. Ped. un-t im. Pavla Tychyny. Uman: Vizavi. [in Ukrainian].

234



PEDAGOGICAL PRACTICE AS A FACTOR IN THE DEVELOPMENT OF
STUDENTS' COGNITIVE INITIATIVE

Mardarova Iryna
Associate Professor Candidate of Pedagogical Sciences,
The State Institution «South Ukrainian National Pedagogical
University named after K. D. Ushynsky», Ukraine
ORCID: 0000-0001-8899-2830
mardarova.ik@pdpu.edu.ua
Hudanych Nataliia
Lecturer, The State Institution «South Ukrainian National Pedagogical
University named after K. D. Ushynsky», Ukraine
ORCID: 0000-0003-2421-8955
hudanych.NM@pdpu.edu.ua

Abstract. The study analyses the peculiarities of the development of students' cognitive
initiative in the process of pedagogical practice in preschool education institutions. The main
aspects of the organisation of pedagogical practice are revealed: creating conditions for
independent work, using active teaching methods, reflection and feedback, mentoring support.
Keywords: cognitive initiative of students, pedagogical practice, preschool education
institutions, professional training of teachers.

Introduction. The relevance of the problem of developing students' cognitive initiative is due
to a number of factors related to changes in the information society, economy and technology
and the need to create appropriate conditions for the development of an active, independent
and competitive personality. Employers are increasingly expecting graduates to have not only
knowledge but also the ability to set tasks, initiate projects, and find non-stereotypical
solutions. Therefore, this problem is relevant, as it is directly related to the training of a
personality capable of functioning effectively in conditions of rapid change. Higher education
institutions should rethink their approaches to teaching, focusing on the formation of
independent, motivated and creative professionals.

Theoretical part

As S. Ivakh, L. Mashkina point out, pedagogical practice allows students to successfully
prepare for the implementation of their own innovative, progressive ideas in specially created
professional circumstances. According to scientists, pedagogical practice is an indicator of the
professional experience acquired by students, the depth and awareness of theoretical
knowledge of specialised disciplines, basic mastery of practical skills and focus on pedagogical
activity.

It should be noted that the professional training of first-level (bachelor's) higher education
applicants in accordance with the Higher Education Standard of Ukraine is carried out on the
basis of all types of educational activities provided for in the curriculum of the educational and
professional programme and is aimed at developing the necessary general and professional
competencies. The practical component of which is acquired in the process of involving
students in all types of pedagogical practices. Therefore, the organisation of students'
pedagogical practices on the basis of the principles of systematicity and cross-cutting is a
necessary and integral part of the process of their purposeful training.

Based on scientific research (Ivakh, Palasevych, 2014; Mashkina, 2012), we note that the
constant change in educational standards and the introduction of innovations requires the
teacher to be able to adapt and be proactive. Cognitive initiative is one of the key professional
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qualities of a preschool teacher, which determines his or her ability to independently search for
knowledge, creatively solve pedagogical problems, improve working methods and initiate
changes in the educational process. The need to develop students' cognitive initiative during
pedagogical practice in preschool education is due to modern requirements for the quality of
training of future preschool teachers, as well as the peculiarities of working with preschool
children.

Currently, the development of students' cognitive initiative during pedagogical practice in
preschool education is an urgent task, as it not only improves the quality of their professional
training, but also ensures effective work with children. Modern preschool education requires a
high level of creativity, independence and the ability to continuously learn, which is impossible
without the development of cognitive initiative. Therefore, pedagogical practice should be
organised in such a way as to create conditions for the active involvement of students in the
educational process and encourage them to independently search for new knowledge and
methods of work.

Thus, pedagogical practice is a key component of the training of future preschool teachers. It
is not only an opportunity to apply the knowledge gained, but also a way to develop cognitive
initiative — the ability to independently seek solutions, generate new ideas, and improve work
methods. We will present and analyse typical tasks included in the industrial (pedagogical)
practice and their impact on the development of cognitive initiative of higher education
students.

1. Planning and organisation of the educational process. Practical tasks: acquaintance with the
annual plan of the preschool education institution; analysis of the educator's work schedule;
analysis of the class schedule and features of the educational process in groups; independent
participation in planning work with children. Influence on the development of cognitive
initiative: a student trainee needs to understand the logic of organising the educational process
and find interesting approaches to learning. The tasks contribute to the development of
analytical thinking and the ability to make suggestions for improving planning in preschool
education. The student intern can initiate the search for methods that are most suitable for the
age characteristics of children, for example, to offer an integrated lesson combining several
areas (e.g., mathematics and nature, drawing and valeology, etc.) instead of the standard
approach.

2. Conducting educational classes. Practical tasks: preparing lesson notes and conducting them
with children on the chosen topic; using methods and forms of work that involve the active
participation of children (gaming, design, STEM education, etc). Influence on the development
of cognitive initiative: independent preparation of a lesson outline makes the student
practitioner look for ideas, analyse information and adapt it to the needs of a particular group.
During the lesson, the student faces real challenges (lack of interest, unexpected behaviour of
children, presence of parents, etc) and has to be creative to solve problems.

3. Work with parents of pupils. Practical tasks: conducting consultations with parents, parent
meetings or participating in the preparation of visual information materials for them; studying
the needs of families and preparing recommendations to support children's development at
home; involving parents in the educational process (participation of parents in holidays and
entertainment, children's project activities, volunteer work, etc). Impact on the development of
cognitive initiative: the task involves studying scientific sources, searching for
recommendations and adapting them to specific conditions. The student intern learns to initiate
a dialogue with parents and offer individual solutions.

4. Reflection on pedagogical activity. Practical tasks: analysis of own work during the
internship; participation in the ‘reflection circle’; preparation of a report on the results of the
internship. Impact on the development of cognitive initiative: the task stimulates students to
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reflect, analyse their actions and find ways to improve their professional skills. Student interns
initiate changes in their activities based on their own conclusions.

The tasks of practical training for future preschool teachers have great potential for the
development of their cognitive initiative. Through the preparation of classes, observation,
interaction with children and parents, the student gets the opportunity to independently look
for new ideas and adapt them to the conditions of practice, analyse their own activities and
improve their professional skills, identify problems in the educational process and look for
effective ways to solve them, etc. The effectiveness of these tasks of pedagogical practice
depends on the ability of students to show initiative, creativity and critical thinking during their
implementation.

Conclusions. The organisation of pedagogical practice is an integral part of the professional
training of future preschool teachers. The development of cognitive initiative during the
practice is necessary for the formation of competent, creative and independent specialists who
are able to work effectively in modern preschool education institutions. A well-organised
pedagogical practice is a factor in the development of students' cognitive initiative, which in
turn has a positive impact on their professional training, develops independence in educational
and professional activities, improves critical thinking and creative skills, strengthens
motivation for self-education, forms reflection skills and contributes to the education of a new
generation of teachers capable of creative and research and innovation activities, etc. The main
aspects of organising the internship are: creating conditions for independent work (providing
students with the opportunity to plan and conduct classes, select materials and experiment with
working methods), use of active learning methods (use of interactive technologies, projects,
games and experiments that stimulate the cognitive activity of both children and students),
reflection and feedback (organising regular analysis of the work done, discussing successes
and difficulties with the practice managers), mentoring support (providing students with
qualified mentors who help them develop their skills and self-confidence).
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AHOTaliss. ABTOpM aHANI3yIOTh (AKTHYHHA CTaH HAsABHOCTI Ta peami3amii TBOPYOTro
noteHuiany 3700yBauiB XI'® mifg uyac HaBYaHHS, BU3HAYAIOTh KIIIOYOBI MPUYUHH, SIKi
3aHWKYIOTh TBOPYY aKTHBHICTH 3100yBadiB 1 ralbMyIOTh TBOpUE 3pOCTAHHS, aKTYali3yIOTh 11€
MUTAHHS B CY4aCHUX YMOBaX BITYM3HIHOI XyI0’)KHBOI IIEIarOTiKH, aKICHTYIOTh Ha
HEOOXITHOCTI CHPHUUHATTS TPOIECYy TBOPYOCTI AK 0a30BOro0 KOMIOHEHTY PpO3BHUTKY
npodeciiHUX KOMIIETEeHTHOCTEH 3/100yBaviB Xy10)KHbOI OCBITH.

Kuro4oBi ciioBa: TBOpUiCTh, TBOPYHI KOMITOHEHT OCBITH, XYAOXKHHUK-BUKIAAA4, XYA0KHS 1
TBOpYA MPAKTUKHU, MIeJaroriyHa TBOPYICTh, TBOPUI HABHYKH, podeciiiHa 00pa30TBOPUICTb.

Beryn. Ilpobrema. JlocnmiipkeHHs akTyanidye MUTaHHS (AKTUYHOTO CTaHy HAsSBHOCTI 1
peadizalii TBOpYOro MOTEHIIATy 3700yBaviB OCBITH XYJOXHBO-TpadigHOrO (haKyIbTeTy Iif
yac HaBuaHHS. OO0’extom yBaru oOpanuit XI'® IliBAeHHOYKpaiHCHKOrO HalliOHAIBHOTO
nemarorigHoro yHiBepcutery imeni K. JI. YmmHcekoro, sikuii 3a BikoM icHyBaHHS (TIoHaa 60
POKIB) 1 KUIBKICTIO BHITyCKHMKIB JIUPY€E B XYyJIOXKHBbO-IEAAroriuHiii ocpiti Ykpainu. Ha
OCHOBI MaTepiaiB HOro HaBYaJILHOT'O MPOILIECY, 1 30KpeMa, MPaKTUYHOI YaCTUHH J1SUIBHOCTI,
CTaJI0 OYEBMJIHUM, 1110 y JBOPiBHEBiH cucteMi (OakanaBpar, Maricrparypa), He3BaXXalouu Ha
MPIOPUTETHE TIOJOKEHHS, TBOPYUI KOMIIOHEHT HE 3/100yB OYIKyBAaHOIO 3pOCTaHHS,
3aJIMIIAI0YKCh HA CTAJIOMY PiBHI TpaauUidHUX ycmixiB. [Tutanns HeoOXigHOCTI (hopMyBaHHS
y 3100yBaviB 3JaTHOCTI JI0O TBOPUOCTI 1 CAMOCTIHHOCTI Xy0KHBO-TBOPUYOTO MHUCIICHHS TT1]T 4ac
HaBYaHHs, abU B MMOAANBIIOMY IIi IOKA3HUKHU CTAIH HEBiJ éeMHUM NMpodeciiiHuM Hag0aHHSM,
3anumIaloThes BiAKpuTuMHU. [Ipobnema Mae CBOIO NPUYMHHO-HACHIJKOBICTH, a camMe —
TPaIULII0 aJMIHICTPATUBHOTO (IITYYHOT0) CKOPOUYEHHSI YAaCOBUX IMAapaMeTpiB HAaBYAHHS, 110
Ha CIIpaBi BUIJIAJIA€ CBOEPITHUM OOMEKEHHSIM JOCTYIY JI0 3HaHb, 1 SIK HAC/1/I0K, 3BUYKaAMHU
3100yBayiB 1HAUGEPEHTHOTO CTAaBJIEHHS JO0 TBOPYOI CKJIAJ0BOi 3aHATH, 3apajd HaMaraHb
YKIJIACTUCA Y BHU3HAYEHUW po3KiagoM dYac. llemeHTye 111 3BHYKM BIACYTHICTH y CHCTEMI
XYZ0XKHbOT OCBITM HaBYAJIbHO-IIPOCBITHULIBKOTO IIMKIYy 3HAHOMCTBA 1 3aCBOEHHS HABUYOK
meop4ocmi, y3BUYA€EHOCTI MOXJIMBOCTEH KOPUCTYBaHHS BHOIPKOBUMHU ab0 CHHTE30BaHUMU
XYZA0KHIMHA METOIaMU 1 3aC00aMU «TBOPUMMMI ITiJ] Yac MPAKTUYHHUX 1 CAMOCTIHHUX 3aHSATh.
Mema. Buznauutu piBeHb (OpMYBaHHS TBOPUYMX HABHUOK Ta TBOPUOCTI SIK TaKOi y CydacHI1d
XYA0XKHIN Ta XyI0KHBO-TIEAAroriuHii 0cBiTi. PO3rIsHYTH pOsib caMOCTIHOT TBOPYOi pOOOTH
3100yBaviB OCBITH. JlOCNHITUTH 3arajibHUN BIUIMB TBOPYOTO MIAXOLYy Y HaByaHHI Ha
OIaHYBaHHS CIIELiaTbHUMH JUcUUIUTiHaMu. [IpoaHanizyBaTh 3B 13KH Pi3HUX BHJIIB Ta XKaHPIB
MUCTENTBa JUIs BUPIMIEHHS 3a7a4 (opMyBaHHS TBOpUYUX MpOodeciiHUX KOMIETEHTHOCTEH
3100yBaviB ocBiTH XI'D.

TeopernyHna yacTuHa
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[ToGyTye dhopmasibHa YMOBHICTh CHPHHHSATTSI TBOPUOCTI y IIAPUHI MUCTEITBA, SIK pid caMy IO
co0i 3po3ymimy. Lls 3BMuKa amicramacs 3akiajaM XyAO0KHBOI OCBITH, 3MICTy iX HpoTrpam,
METOAMKAM, 11032 OYyJIb-IKUX HaMIpiB TEOPETUYHOTO 1 MPAKTUYHOTO BUCBITICHHS (hEHOMEHY
TBOpUYOCTI B Tamy3i oOpasorBopeHHs. [Ipore peamii cBigyaTh, IO TOKA3HUKH, SKi MU
BKJIQJIAEMO y TIOHATTS «TBOPYICTb» 1 IXHI 6i3yanvbHO-npakmuyni BTUICHHS, pa3-y-pa3s
JEMOHCTPYIOTH SIBHI pO301KHOCT1, IPUYMHY SIKHX YaCTO IOB’SI3YIOTh 3 HE/IOJIIKAMU 3AC80EHHS
HABUYOK MEop4oi dianbHoCmi iJ] YaC HaBYaHHS.

v XYH0KHbO-HABYAIIbHIH MPaKTUII OakasaBpiB OLIIHIOBAHHS IIPOrpaMHUX
MMOCTAaHOBOK/3aBJaHb 37COUTBIIOTO HE mependavyac BUOKPEMJICHHS iX TBOPYOi BapTOCTI SIK
takoi. @ikcoBaHUI Oan CTAHOBUTH CYKYIHICTh PHUC, IIO 33J0BOJBHSIIOTH YMOBaM MPOTpaM i
HacTaHOB meaaroriB. ToMy BUKIIaadi MEPEeKOHINBO KBaTi(DiKyIOTh CTYJIEHTChKI POOOTH SK
cyTo y400Bi mtyaii. Takox YHEMOXKIUBIIIOE ME8OpuULl aHali3 1 TBEPIKEHHs/KPUTUKA TOTO, 110
CTYJICHTCBKI POOOTH HE MAaIOTh HAJICKHOI «I0OPOTHOCTI», pOOOTH HE IEMOHCTPYIOTh 81npaAsHE
OlepyBaHHs MEBHUMH METOAMKAMH, 3aKOHAMH 1 MpPaBUJIAMH, YacTO 3aaHTA)KOBaHI OJHIEIO,
HaWOIIBII YHIBEPCATILHOIO TEXHIKOK TBOPEHHS, SK J>KMBOMHCY TakK 1 pHUCYHKY. Bce e
«3aKOBY€» CIIPOMOKHICTh 3/1100yBadiB OpHUTiHAIBHO 0O0IrpaBaTH BapiaHTH 3aBIaHb-
[IOCTAHOBOK, IPUPOAHOI HATYpPH, CMIJIMBY 3/1aTHICTh KOPUCTYBAaHHS 0araTcTBOM XYJ105KHBOTO
THCTpYMEHTApII0 y OBOJIOJIHHI ApakmuyHuMy HABUYKaMHU TBOPUYOCTI 1 8iomeoprosamu HOEI,
OpURIHANBHI XYO0JICHI i0ei — CBOEPIIHY «KBIHTY» TBOPYOTO MHUCIIECHHS, 110 CTAa€ O1bII-MEHIIT
JOCTYITHUM JIUIIIE TTiCTIs 3aCBOEHHS yCiX HOPM OCBITH (pemecia).

VYropoBaJukeHHS B CHCTEMY XYJOXKHBO-IIEAroriyHoi OCBITH MAariCTepChbKOrO piBHA —
0e3mepeuHo BaXINBOI (ha3u yAOCKOHAICHHS MPOGECIHHUX 3HAHB, IPOJJOBXKYE JEMOHCTPYBAaTH
aKaJeMiyHe 3aaHra)xoBaHe 00Opa30TBOPEHHS, OMHHAIOUM BUBYCHHS HU3KHM HOBITHIX 1/1€H, 110
ICHYIOTB B XyJIO’)KHBOMY JKUTT1 YKpainu, 3aiKCOBaHI 4aCOM OCTaHHBOTO CTOJITTS 1 IPU3HAH1
cBiTOBUM siBUIIeM. O3HaKW «3ami3HEHHS» TIM OUIbIIE MPHUKpPi, BPAXOBYIOUH MOKIUBOCTI
XYJIOKHIX IHTEpHpeTalii HaBYaIbHUX 3aBJlaHb, [0 HE 3allepPeuyrOTh 1HIWUBIIyaTi3armil
TMOIIYKIB 1 PIllIEHb aBTOPCHKUX MOKJIMBOCTEN HA MariCTEpPCbKOMY piBHI.

Lle#t BUCHOBOK KOPEITIOETHCS 3 TyMKOIO, III0 TBOPYICTH ITiJ] Yac HaBYaHHS € MPo0IeMaTHIHOIO,
JOKM Cy0’€KT HaBYaHHS HE JOCSATHE MEBHOI MmaticmepHocmi, 6a Oulbllle — HE CTBOPHUTH
JI0Ka30By 0a3y BJIACHUX HECTaHAAPTHUX MOTJISIIB 1 PillIEeHb, IEPUIMM CB1IOLITBOM YOMY MOXE
CTaTH JUIUIOMHA OakalaBpchka, a0o Maricrepcbka poboTa.

IcHytoTh pi3HOMIAHOBI HAyKoBI pOoOOTH 3 NHUTAHHS TBOPYOCTI (axiBLIB 3 XYIOKHBOT
Nearoriky, neuxonorii, gimocodii. I[Ipote cnpodu TOPKHYTHCS Li€l cUTyalil Y HayKOBHX
KoJax 1 gocl He 3100yJIi CBOTO MPAaKTUYHOTO BTUIEHHA. Ha Ham morisa, I(pyHTOBHUMH CTallu
HaYyKOBI JjociikeHHs aBTopiB: bytenko B., BeproBkina XK., XKutnuk T., 3anacko ., 3s3t0H
L., Koctio C., KpuBomimna, JlicoBcbka B., Momnsko B., Otuu O., Pyaaunpkoi O., Xmwkna O.,
Yepnoxyk HO. Ta inmi. HaiiOinbim Baano B cyyacHid YKpaiHi BUCBITIIIOBAJIM Pi3HI aCEKTH
HeoOX1AHOCTI (popMyBaHHS TBOPUUX 3A10HOCTEN CTYNEHTIB-3100yBayiB B POLEC] XY T0KHbOI
ocBitu: bpaxuuk O. (bpaxuuk, 2010), Haupko O. (Haubko, 2023), Komicauk-I'ymentok HO.
(Komicauk-I'ymentok, 2017, 2020), ITonosina O. (ITonosina, 2018), Crace M. (Ctacs, 2001,
2007).

AHaniTHKa TEOPEeTUYHUX NUTaHb XYJOKHBOI OCBITM B YKpaiHli Ta acleKTIB 3a2anlbHO20
MOHATTS. «TBOPYICTHY» PO3MIAJAETECA Ha (DITOCOPCHKHUX, 1CTOPUKO-MUCTEIITBO3HABYMX,
MearoriYyHuX AUCIUIUTIHAX, TAKOXK Y PO3IUTI AUCIUIUTIHYU «3arajibHa Ta BIKOBA MCUXOJIOTISN)
Ha XI'®. B mopanbuioMy Teopis TBOPUOCTI Ha Xajlb HE BUXOJIUTHh HA PIBEHb NPAKMUYHOLO
3abe3neventsi, a came TIOHSTTS «TBOPYICTE» HE aKIICHTOBaHE BHUIOBHUMH OCOOJIHMBOCTSIMH
CelialbHUX XYAOXKHIX AUCHUUIUIIH Ta iX npakmuunumu nompedamu. TakuM YHUHOM CTae
MOMITHOIO «IPOTAJIMHA» 3aCBOCHHS HABUYOK TBOPYOCTi, camMe B TMEpioJ HaBYaHHSA, JIe
TBOPYICTh JIMIIIE HaMaraHHs, Mo03a HEOOXiMHOCTI BHUBYEHHS 1 aHami3y i MPIOPUTETY.
3BepHEMOCS 10 MPUYNHU MTOA1I0HOTO CTAHOBUIIIA.
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XynoxHs ckianoBa XI'd Mae icTopuyHy CIOPIAHEHICTH 31 CIEMiali30BaHUMHU XYI0KHIMH
iHCcTUTYTaMu (AKangemisimMu), siKi cBoro uacy (Bim 1962 p.) mepemamu HOBOCTBOPEHUM
Xyarpadgam He JIMIIe TpiopuTeTH 6a30BOro NpodeciitHOro HaBYaHHS B YUMIHINAX (KOJIeIKax),
3arajibHOOCBITHIX IIKOJIaX, JUTAYMX XYyJIOXKHIX 3aKiajgax, TypTKax, a d BaXJIMBI METOIUKU
OCHOBHHX JUCITUILIIH, SIKI HA ChOTOHI 30€piraroTh CBOIO aKTyalbHICTh. OCHOBHA BIIMIHHICTh
XI'®: momiTHE CKOPOUYECHHS Yacy BUBUEHHS MPOQUIBHUX JUCLUILIIH, SK a/IeKBATHICTh IEBHUM
npodeciiHuM moTpedam, Ha SKi po3paxoBaHi HaBYabHI 3aknaau. [Ipote, TeHnmeHIs Ha
CKOPOYCHHS MPAKTUYHUX TOJIWH 3a CIEIaJbHICTIO IOCTYIOBO 3pOCTana, HETaTHMBHO
MO3HAYUBIIKACH HA TPOIIECi HABYAHHS, 1 PUKOIIETOM Ha MOMJIMBOCTSX TBOPYUX JIOCSTHECHb.
Bpak wacy Ha criemianbHi JUCIUILTIHA y HaBYAIbHUX TUIAHAX, 3MYIIYBaB 1 3MYIIIy€ IOTEIep
MEPEeKPOIOBATH TIPOTPaMHI 3aBJIaHHS, JIe TIPO TBOPYY CKJIAZIOBY BJKE HE HIEThCS.

B Tim camoro X HaBYaJIBHOTO TMPOLECY TaKOX BinOyBaroTbcs HeOaxani 3MiHu. [lo
HENPUITYCTUMOTO MIiHIMyMy 3BEICHO 4YacoOBE HABAaHTAXCHHS, HANPUKIAI, IPEAMETY
«xoMno3uuis». OCHOBa OCHOB XYJIO)KHBOTO TBOPEHHS, A€ HANOLIBII YiTKO MPOSIBIISIOTHCS
palioHaibHI ¥ 1ppamioHadbHI TUIM TBOPYOTO MHUCJICHHS, CTala MiHI-CETMEHTOM XYAO0XKHBOI
MeIaroriku. BaximBHii Kypc «KOJIBOPO3HABCTBA» — TEOPETHYHA 1 MpakTHYHA 0a3a
npodeciiHOTO YCBiIOMIJICHHSI 3HAYEHHsI CBITJIA 1 KOJIbOPY B 0OPa30TBOPEHHI, Ma€ TEHICHIIIT
3HHKHYTH B3araji. 3700yBadaM €JIeMEHTapHO HE BUCTAYaE Yacy i JOCBiIY JUIsi BUKOHAHHS
3aB/IaHb — HEOOX1IHOT JTAaHKH MPOLIeCy TBOPUOi caMopeaizallii caMme y 3a3HaueHOMY Miapo3aiii
MPaKTUYHOI poOOTH 1 HE JIHUIIE 32 OCHOBHUM KYPCOM.

Crogu MO)XKHa BIJHECTH 1 «IUCIUIUIIHM 3a BHOOpPOM», SIKI HaIlpaBlieHI Ha KOMIUICKCHE
3HAMOMCTBO 3 THMH YH 1HIIIMM BUIOM MHCTEITBA, iX XyI0KHbO-00Pa3HUMHU OCOOITHBOCTIMHU
3a BUOOPOM CTYJEHTIB, fKi 3/1aTHI CKJacTu Tpymy y 6-8 oci0. Ilepenbadeni mpakTtuysi i
CaMOCTIiHI Y HaBYAJIbHHUN PIK TOJMHHU, 3ayBaXXUMO, 0e3 OyIb-sIKHNX TEOPETUYHHX KYpCiB, B
ieani MOBUHHI (PIHIIIYBATH aBTOPCHKOK KOMIIO3HIIIEI0 — CBOEPITHUM «TBOPYUM BUUHKOM)
3no0yBava. Ilpore mepenoHor0 B SIKICHIM peami3alii TBOpYHMX 3aIyMiB CTa€ IrHOPYBAaHHS
METOAMYHUX ITOPaJ] 3apajii CKOPOUCHHS Yacy BUKOHAHHS pOOOTH, SIK pe3yJIbTaT — BIJICYTHICTh
3BUYKH MMPABUIHHOTO CTPYKTYPYBaHHS XYA0XKHIX Jii CKJIAJOBUX MIPOIECY TBOPCHHS.

BucHoBku. ABTOpH, aHaNi3ylO4u NpPOQeciiiHy MIArOTOBKY CTyAEHTIB-3100yBauiB XI'®D,
CTaBIATh AKUEHT Ha KUIBKOX KIIOYOBUX (aKTax, sKI 3aHMXKYIOTh TBOpPYY AaKTHUBHICTh
3100yBayiB, TAJIBMYIOTh TBOPYE 3POCTAHHS, IO BXKE MOMITHO HA PaHHIX €Tarax HaBYaHHS.
Amnaniz 00CcTaBUH Ja€ MpaBO CTBEPIKYBATH, ICHYIOTh JiBa HAWOLIbII arpeCHBHUX YMHHHKA:
MEPIINA — TPOTpecyroya TeHACHIIIS 0 CKOPOUYCHHS HABYAIbHUX TOJINH, IPYTUH — BIJICYTHICTb
3axX0/IiB 3 BUBUEHHSI, OCBOEHHS 1 PO3BUTKY HABMUOK TBOPUYOTO 3MICTY B KOMIIOHEHTI Xy 105KHBOT
OCBITH. 3arMMOUBIINCH Y HarajabHl MPUYMHU, aBTOPU MIAIUIM BUCHOBKIB: MEPIIUN — LIJIKOM
3aJIe)KHUI Bl KepiBHUX OPraHiB BITUM3HSHOI OCBITH, SIKI y HaMaraHHSAX 3HAWTH TBepAMH
MapUTET MK €KOHOMIYHOIO CIpOMOKHICTIO 3BO 1 KUIBKICTIO TOJUH 3[aTHUX 3a0€3MEUUTH
SKICHY OCBITY, 3aJisUld TI€BHI HEraTUBHI NpolecH B XyAOXHIH nenaroriui. pyruii —
npodeciiHO JIOKAJIbHUM, aje B TEBHIM Mipi 3aJ€KUTHh BiJ MEpPHIOT0 1 TMEPEKOHYE Yy
HEOOX1THOCTI BBEJICHHS Y OCBITHE I0JIE XYA0XKHIX (DaKyJIbTETiB 3aBJJaHb 13 3aCBOEHHS HABUUOK
meopyocmi. BUKIaAEHUN TEKCT PEMpe3eHTY€E JIMIE YAaCTUHY MPOOJIeMH, ajie BaroMilly.
MaeMo Hajiii0, HaAyKOBE CIIBTOBAPHCTBO 3 MPOOJEMAaTUKU XYyIOKHBOI OCBITM B YKpaiHi,
BUKJIaJIE, MOXJIUBO M OOIPYHTY€ CBOi IYMKH, aOM HEOOXIJHICTh BHUBUEHHS 1 3aCBOEHHS
HaBUYOK TBOPYOCTI Yy 3aKjIajjax BUIIOI Xy0XKHBOI OCBITH CTaj0 CIpaBo0 000B’A3KOBOIO O€3
OyIb-sIKUX (GOpMaJIbHUX MEPEIIKO/I.
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Abstract. The authors, analyzing the professional training of students of the Faculty of Fine
Arts, emphasize several key facts that underestimate the creative activity of applicants, inhibit
creative growth, which is already noticeable at the early stages of training. An attempt to
understand the circumstances gives the right to assert that there are two most aggressive factors:
the first 1s a progressive tendency to reduce teaching hours, the second is the lack of measures
to study, master and develop skills of creative content in the component of art education.
Having delved into the immediate reasons, the authors came to the following conclusions: the
first is entirely dependent on the governing bodies of domestic education, which, in their efforts
to find a solid parity between the economic capacity of higher education institutions and the
number of hours capable of providing quality education, have involved certain negative
processes in art pedagogy. The second is professionally local, but to a certain extent depends
on the first and convinces of the need to introduce tasks for mastering creative skills into the
educational field of art faculties. The presented text represents only a part of the problem, but
it is significant. We hope that the scientific community on the issues of art education in Ukraine
will present, and perhaps substantiate, their thoughts so that the need to study and master
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creative skills in higher art education institutions becomes mandatory without any formal

obstacles.
Keywords: creativity, creative component of education, artist-teacher, artistic and creative

practices, pedagogical creativity, creative skills, professional fine arts.
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Abstract. This study explores a research-based learning curriculum designed to enhance
understanding and preservation of traditional Chinese timber architecture, focusing on mortise-
tenon structures. Centered on Shanxi’s architectural heritage, the 3-hour experiential
curriculum integrates theoretical knowledge with hands-on learning, emphasizing the role of
design in cultural transmission. Participants engage with the dougong system and Luban lock,
fostering both technical skills and emotional connections to heritage. Findings indicate
increased awareness of intangible cultural heritage and engagement through tactile learning.
This interdisciplinary approach demonstrates how design education can bridge historical
craftsmanship with contemporary applications, reinforcing its role in heritage preservation.
Keywords. Design, educational game, constructor, mortise-tenon structure, Luban lock,
Chinese culture, research-based learning, cultural heritage.

Introduction. Shanxi is known as the “Province with the Most Cultural Relics Above Ground
in China,” with over 80% of China’s pre-Yuan Dynasty wooden architecture still existing
(China News Service, 2011), including iconic examples like the Yingxian Wooden Pagoda and
the Fogong Temple, which fully demonstrate the wisdom of traditional mortise-tenon
techniques. However, current tourism development often focuses on visual consumption,
lacking a deep understanding and transmission of the construction techniques.

This study addresses these challenges through an innovative 3-hour experiential curriculum
designed to (1) help participants understand the essence of traditional Chinese timber
architecture through the innovative design of mortise-tenon structures, (2) explore the
educational functions of mortise-tenon structure products design, and (3) analyze how the
design of mortise-tenon structures, inspired by the ancient dougong system, can contribute to
the preservation and transmission of cultural heritage. This approach blends traditional
craftsmanship with modern design principles, bridging the gap between cultural heritage and
contemporary applications.

Theoretical Part

The theoretical foundations of this research-based learning curriculum, which focuses on the
cultural and technical aspects of ancient Chinese timber architecture through mortise-tenon
structures, integrate educational theory, cultural transmission, and heritage preservation to
empower learners and deepen their understanding of technical craftsmanship and cultural
significance. Gryshchenko et al. (2024) examine how a research-based, cross-cultural design
education program enhances graduate students' competence in interdisciplinary research and
creative practices, emphasizing the integration of science, art, and engineering.

243


mailto:unana@qq.com
mailto:oyezhova70@gmail.com

The Educational Potential of Traditional Craftsmanship. The study of ancient Chinese timber
architecture, particularly the mortise-tenon joint system, serves as a powerful educational tool.
The hands-on, participatory nature of the curriculum aligns with John Dewey’s “learning by
doing” principle (Dewey, 1997), emphasizing experiential learning to deepen understanding.
Bridging Theory and Practice in Architectural Education. The hands-on assembly experience
in the mortise-tenon structure curriculum aligns with literature on the role of sensory channels
(visual and tactile) in children’s cognitive development. Tactile exploration promotes the
perception of spatial relationships (Fan, 2024). Through assembling dougong structures,
learners engage their sense of touch, deepening their understanding of traditional craftsmanship
and improving their spatial awareness (Figure 1.).

Cultural Transmission and Intangible Heritage Preservation. Traditional Chinese carpentry
techniques, such as the Luban lock and dougong brackets, embody cultural wisdom passed
down through generations. The innovative design of the Luban lock reinterprets these ancient
techniques for modern use, making them relevant to contemporary audiences. By blending
traditional craftsmanship with modern design, this product helps preserve cultural heritage,
ensuring its transmission to future generations while engaging a broader audience in the
process. Students from Shanxi Provincial Experimental High School appreciated and
experienced the innovative design of the Luban lock structure during the course (Figure 2).

v | ‘ - e,
Figure 1. Children assembling a dougong model during the course practice (YangNa, 2022)
Figure 2. Students are experiencing the innovative design of the Luban lock structure during
the course (YangNa, 2021)

Methodology. This study uses a case study approach to assess the effectiveness of a 3-hour
curriculum focused on Shanxi’s architectural heritage and design innovation. The curriculum,
centered around the Yingxian Wooden Pagoda, is structured into two parts:

Cultural and Technical Education: Participants first engage with theoretical knowledge,
exploring the historical and cultural significance of mortise-tenon and dougong systems, their
architectural roles. (Figure 3.).

Hands-On Learning and Team Challenge: The hands-on component includes assembling
simplified dougong kits and the Luban lock, a Luban lock product innovatively designed based
on traditional forms (Figure 4). Luban lock is a constructor-type educational game. It can
cultivate an emotional bond with cultural heritage through tactile engagement. The
methodology aligns with the educational philosophy of Sistema Lupo (Gonzalez, 2017).
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F igur 3. The course érou under the Yingxian Wooden Pagoda in Shanxi (YangNa, 2024)

Figure 4. Course group immersed in the fascinating intricacies of mortise-tenon structures
(YangNa, 2024)

<

Result. The curriculum’s effectiveness was assessed using qualitative research methods,
including case studies, participant feedback, and observational data. The key findings from
these methods are summarized as follows:

Case Studies

The integration of the Luban lock design not only reinforced traditional skills but also
demonstrated how design can innovate upon cultural heritage, deepening participants’
understanding of heritage preservation and design innovation.

Participant Feedback. Most participants felt more connected to Shanxi’s architectural heritage
and reported increased awareness of the importance of preserving intangible cultural heritage.
More than half of participants expressed interest in visiting additional heritage sites related to
ancient Chinese architecture within three months.

Observational Data. Case studies show that 90% of the groups completed the assembly of the
Luban lock within 30 minutes. Participants showed high engagement during the hands-on
activities, with the group assembly of the Luban lock fostering teamwork and reinforcing both
technical skills and emotional connections to the heritage.

Conclusions. The curriculum bridges the gap between “seeing” and “understanding” heritage
by engaging participants in hands-on activities. The innovative Luban lock design, blending
traditional craftsmanship with modern design, enhances appreciation for cultural heritage while
serving as an educational tool that offers both learning and engagement for participants and
tourists alike.

Funding. This research is part of the Shanxi Provincial Department of Culture and Tourism
Art Science Planning Project [23BA048].
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Abstract. The paper considers CLIL methodology in foreign languages lessons and its
advantages. It has been shown that CLIL methodology’s advantages, which enables students
to communicate more effectively with one another using a foreign language; enhances their
intercultural awareness; improves their ability to communicate in a foreign language in
everyday situations; promotes cognitive development; and helps unlock both creative and
professional potential. Furthermore, it serves as a valuable tool for students to make
interdisciplinary connections within the curriculum. The paper illustrates that classes should
address the four essential components known as the "4 Cs": content, communication, cognition,
and culture. These elements are the core of the CLIL methodology and the teacher plays a
fundamental role in their implementation.

Key words: lesson, CLIL methodology, foreign languages, teacher.

Introduction. Ukraine has clearly defined a benchmark for joining the European educational
and scientific space. So it is modernising its educational activities in the context of European
requirements and it is working harder and harder to join the Bologna Process. Ukraine is
creating conditions for integrative processes in the higher education sector such as in European
countries. Besides, it is an active participant in these processes. Therefore, the Content and
language Integrated learning (CLIL) methodology, which is now known and used almost all
over the world, is gaining special attention in the modernisation of education in the context of
functional foreign language acquisition and the principle of integration in Ukraine. The CLIL
methodology has both scientific and methodological aspects of content and integrated teaching
of theoretical subjects in a foreign language. Thus, during the 1980s and 1990s, this
methodology was formulated and began to be widely implemented in the school and university
education system of Europe. The term CLIL was coined to describe various methodological
approaches to teaching. It refers to a learning situation where a foreign language is used to
study one or more academic disciplines. At the same time, language is an extremely important
element of cognitive development and is simultaneously learnt in the process of mastering the
material of a particular discipline of the educational process.

The term CLIL was first coined and used by the scientist David Marsh (2021) in 1994. Initially,
this term was used to describe the process of teaching academic disciplines or their individual
parts in a foreign language. To achieve the ultimate goal of the educational process, a twofold
goal was set both studying an academic discipline and learning a foreign language at the same
time. David Marsh has conducted his research for several years. Besides, by 2001 he had
developed the methodology of subject and language integration (CLIL), Moreover, the CLIL
considers learning a foreign language as a tool for learning other subjects, which helps to form
students' need for learning, which, in turn, allows them to rethink and develop their abilities,
including in their native language (Gurleen & Gupta, 2017). The use of the subject and
language integrated learning (CLIL) methodology is most common in Western Europe
(Germany, France, Belgium, etc.). The most successful application of CLIL has been in Italy,
Finland, Spain, Latvia, Lithuania, the Czech Republic, Poland, Estonia and many other
European countries. For example, Hungary has organised bilingual schools where subjects are
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taught in foreign languages. Bulgaria has a very extensive and successful experience, as it has
been using the above methodology in the educational process for about 50 years. According to
this methodology, bilingual schools in Bulgaria teach such disciplines as philosophy,
geography, history. Moreover, French, German, Spanish, English and other languages are used
to implement the educational process.

Theoretical part

The problem of multilingual education as a global trend in the modernisation of the educational
space is the subject of scientific research by many scientists. The works of such
scholars as J. Cummins, W. Harley, P. Allen and M. Swain (1990) have changed the views on
the function of the mother tongue in the process of mastering one or more non-native or foreign
languages. In the studies, the mother tongue is seen as the basis for analogy. Besides, the
principle of language comparison is seen as a rather effective way to eliminate the negative
impact of interference.

The scientists Gonzélez & Andrés (2018) proposed a pluralistic approach to language teaching,
based on the organisation of students' educational work in several languages. According to the
scientists, this approach can be implemented in three ways:

- awakening to languages, which involves preparation for language learning at the preschool
or primary stage of education in order to form a positive perception of cultural differences and
linguistic diversity;

- to awaken students' interest, interest and openness to languages and cultures; establishing
links and inter-comprehansion between languages, which occurs in parallel with the study of
related languages;

- integrated teaching and learning of the languages taught.

Researcher M. Candelier (2004) identifies individual, communicative, cognitive, economic,
and cultural benefits for a child whose bilingualism/multilingualism is purposefully developed
by the school and parents.

According to Baker (2014), the level of cognitive development of an individual, his/her
worldview, and communicative experience directly depend on his/her language competence
(Baker, 2014: 94). Multilingual competence, according to the scientist, means the ability of one
person to use more than one language (knowledge of more than one language in the mind). It
is a rather complex system that is constantly transforming under the influence of various
factors.

Thus, multilingual education is the use of at least three languages as a tool for teaching a
particular person to develop his or her multilingual competence. The use of several languages
in the learning process allows to fully fulfilling the main condition of multilingual education -
ensuring language acquisition as a means of educational (and any other) activity. An important
factor in multilingual education is also the formation of intercultural competence i.e. a set of
skills, knowledge and abilities which enable an individual to successfully communicate with
colleagues or partners from other cultures both at the domestic and professional level (Gurleen
& Gupta, 2017: 133). Mastery of verbal communication is not sufficient for this purpose. The
erudition in the peculiarities of different cultures and cultural interaction between their
representatives is a mandatory factor, which makes it possible to be aware of one's belonging
to a certain ethnic group, to effectively act as an intermediary between one's own and other
cultures, to perceive intercultural interaction as a necessary condition for self-realisation.

The aim of the study. This study proposes the methodology of content and language integrated
learning (CLIL) in foreign language teaching in educational institutions of different types.
Thus, the aim of this paper is to investigate CLIL methodology in foreign languages lessons
and its advantages.
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Methodology. The methodological framework for the study of methodology of content and
language integrated learning (CLIL) in foreign language teaching is based on general scientific
methods such as analysis, synthesis, comparison, abstraction, systematization which are widely
used in this paper. Among the classical approaches to scientific knowledge the principles of
consistency, integrity, objectivity, historicity and development were applied.

Results. Today, the CLIL methodology is most widely used in Europe, namely in the following
countries such as Belgium, Germany, France, Estonia, Latvia and Lithuania. The specifics of
implementing the CLIL method in different countries depend on the chosen model. Today,
there are three well-known CLIL models: soft (language-led), hard (subject-led), and partial
immersion. The first model (soft (language-led)) is aimed at the linguistic features of a special
context, the second (hard (subject-led)) means that 50% of the curriculum of subjects in the
specialty is taught in a foreign language, and the third (partial immersion) is intermediate and
is used when some modules of the specialty programme are taught in a foreign language
(Marsh, et al., 2021).

In addition, according to Erwin Herlinger's research, each model includes four languages
which are combined with each other to create a proper CLIL linguistic event. These are:

1. General language. It implies a high level of competence in the use of the language for
everyday life and daily use. It is based on the CEFR (Common European Framework of
Reference) scale and, for comparison, on the BICS/BICU (Basic Interpersonal Communication
Skills) scale.

2. Classroom language i.e. the language of instruction in the classroom. This is the language
for cognitive development, the formation of learning strategies, as well as for the
implementation of teaching approaches which support the CLIL methodology, in particular,
cooperative learning, problem-based learning, and collaborative teaching.

3. Academic language. This is language for education or other academic purposes. It is used
in different subjects or areas related to learning. For example, evaluate, analyse, emphasize,
column, classify, make a pie chart, grid, establish, and establish.

4. Subject/Domain Specific Language. This is language which is found in relatively limited
areas, specific ones. For example, it is a precipitation in geography or hibernation in biology,
judge in law.

The use of the CLIL methodology in different countries has made it possible to identify its
advantages and certain disadvantages of its implementation in the educational process. The
advantages of this methodology include the following:

- increased motivation to learn a foreign language;

- focus on mastering a foreign language to solve specific communicative tasks;

- priority of acquiring skills for foreign language communication in a professional context;

- immersion in an artificially created language environment;

- learning specific terms and language constructions;

- expanding and improving vocabulary.

According to the traditional teaching methodology, students learn the content of the lesson by
listening to the teacher's story. In CLIL, teachers speak much less so that students can apply
their newly acquired knowledge to learn new material on their own. Therefore, students learn
together and work in groups, talking to each other and to the teacher, using as much new
vocabulary as possible. The CLIL teacher needs to ask himself/ herself a number of questions:
what type of communication does he/she plan to engage students in? What language will be
appropriate for this type of communication? What multilevel tasks can the teacher provide?
What key content words will be needed for this? The teacher should use the following types of
communication such as written, verbal, visual, and non-verbal. Using these types of
communication, the teacher easily develops communication skills which include the following
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features such as agreeing or disagreeing; asking questions; clarifying what has been said;
comparing; describing causes and effects; evaluating work (own and others); building
diagrams; expressing a hypothesis; expressing opinions; giving instructions; giving examples,
providing information, explaining reasons; justifying answers or opinions; interpreting data;
predicting; proposing solutions; persuading; stating a fact.

Furthermore, a lesson based on the CLIL methodology should cover the main four components
known as the "4 Cs". Since the basis of the CLIL methodology is the content of the "4 Cs",
which are interpreted as "content", "communication", "cognition", "culture". The component
"content" is meant to stimulate the process of acquiring new knowledge, skills and abilities in
the subject studied in the classroom. The "communication" component promotes the
comprehensive use of the foreign language learner's resources to acquire new knowledge, skills
and abilities. The "cognition" component is aimed at maximizing the development of students'
mental abilities for a better understanding of the language and the subject matter. The "culture"
component supports the development of understanding of the peculiarities, similarities and
differences of modern world cultures and helps students to adapt more quickly in the cultural
space and understand the culture (Marsh, et al., 2021).

The teacher should make sure that during each CLIL lesson, students are involved in different
types of activities. This will ensure that all levels of competence are covered, for example, the
following list of activities may be used in the classroom: searching for and finding information;
organising and interpreting information once found; taking notes; composing and writing, and
checking written work; self-checking or peer-checking; evaluating; guessing from context;
planning; recording results; peer review; setting personal goals learning; skimming, searching
and studying text; selecting and using reference materials; summarising; transferring
information from one source to another.

The teacher, who teaches a foreign language to students using the CLIL methodology, uses
various types of tasks such as classifying words, numbers or objects into groups; writing
dictations; filling in the gaps in a sentence; interviews; poster presentations; making predictions
based on pictures, words, titles, sentences, sound or objects; questionnaires; abstracts;
completing a text; word searches, etc. The purpose of this activity may also include revision of
the material studied, development of cognitive or communication skills, individualisation of
learning, development and improvement of group work skills, literacy development,
development of creative skills and abilities, as well as encouraging students to be autonomous
in their learning, etc. It is always interesting for both participants of the educational process at
the university, both teachers and students.

Conclusions. Thus, it has been shown that the CLIL methodology is primarily about teaching
general knowledge, not multilingualism, which generally reduces the workload of students and,
accordingly, facilitates the acquisition of knowledge by students. It has the following
advantages such as increased motivation to learn a foreign language; immersion in an
artificially created language environment; learning specific terms and language structures;
expanding and improving vocabulary. In addition, the CLIL methodology allows students:

- to communicate more effectively with each other using a foreign language;

- to deepen intercultural knowledge;

- to improve communication skills in a foreign language in real life;

- to develop thinking;

- to open up creative and professional potential.

References

Baker, C. (2014). A Parents’ and Teachers’Guide to Bilingualism. Bristol: Multilingual
Matters, 288 p.

250



Belmaz, Yaroslava. (2019). Criteria of efficiency of higher education teachers (us and Great
Britain experience). Scientific Journal of Khortytsia National Academy. (Series: Pedagogy.
Social Work). Publishing house of the Municipal Institution of Higher Education Khortytsia
National Educational Rehabilitation Academy of Zaporizhzhia Regional Council, Iss. 1(1): 74
— 82.

Candelier, M., Oomen, 1. (2004). Janua Linguarum — The Gateway to Langu- ages. The
Introduction of language awareness into the curriculum: Awakening to language. Council of
Europe Publishing, 209 p. Retrieved January 9, 2025, from: http://archive.ecml.at/
documents/pub121E2004Candelier.pdf

Gonzalez, J. A., & Andrés, J. B. (2018). From EMI to CLIL: Methodological strategies for
bilingual  instruction at  university. Retrieved January 10, 2025, from:
https://moodle.ut.ee/pluginfile.php/1497509/mod_resource/content/2/EdulLingua 4 1 2018
51 From EMI to CLIL M.pd

Gurleen, A. & Gupta, D. (2017). Impact of Technology-Enhanced Language Learning on the
Writing Skills of Engineering Students: A Case Study. Multiculturalism and Technology-
Enhanced Language Learning. doi: 10.4018/978-1-5225-1882-2.ch003

Harley, B., Cummins, J., Swain, M., & Allen, P. (1990). The Nature of Language Proficiency.
In B. Harley, P. Allen, J. Cummins, & M. Swain (Eds.), The Development of Second Language
Proficiency (Cambridge Applied Linguistics, pp. 7-25). Cambridge: Cambridge University
Press.

https://doi.org/10.1017/CB0O9781139524568.003

Harrop, E. Content and Language Integrated Learning (CLIL): Limitations and possibilities.
Retrieved January 9, 2025, from:
http://dspace.uah.es/dspace/bitstream/handle/10017/14641/Harrop_Content.pdf

Herlinger E. CLIL — teachers’ TL competence. Retrieved January 20, 2025, from:
https://clilingmesoftly. wordpress.com/clil-teachers-tl-competence/

Marsh, D., Mehisto, P., Wolff, D., Jesus, M., Frigols, M. (2021). European Frame- work for
CLIL Teacher Education. Retrieved January 20, 2025, from: http://encuentrojournal.org/
Moore, P., & Lorenzo, F. (2007). Adapting authentic materials for CLIL classrooms: An
empirical  study. VIEWZ: Vienna English Working Papers, 16(3), 28-35.
https://www.researchgate.net/profile/Pat-

Moore/publication/290828881 Adapting authentic materials for CLIL classrooms/links/59
b6a316458515¢212b2d28e/Adapting-authentic-materials-for-CLIL-classrooms.pdf

Nezhyva O. (2021). The aspects of smart education in the world. KhazarJournal of Humanities
and Social Sciences. Khazar University Press. Volume 24, Ne 3, 62-72. DOI: 10.5782/2223-
2621.2021.24.3.62

Nezhyva O. (2023). Ted Talks as a Digital Material in Foreign Language. To be or not to be a
great educator, 2022. Proceedings of ATEE AnnualConference. Riga, University of Latvia
Press, 2023. pp. 481-489. DOI: 10.22364/atee.2022.24

Styrkina, Y.S. (2020). Advantages and Problems of Content and Language Integrated
Learning. Sworld Jjournal, 04-04, 39-46.
https://www.sworldjournal.com/index.php/swj/article/view/swj04-04-025

251


http://archive.ecml.at/
https://moodle.ut.ee/pluginfile.php/1497509/mod_resource/content/2/EduLingua_4_1_2018_51_From_EMI_to_CLIL_M.pd
https://moodle.ut.ee/pluginfile.php/1497509/mod_resource/content/2/EduLingua_4_1_2018_51_From_EMI_to_CLIL_M.pd
https://doi.org/10.1017/CBO9781139524568.003
http://dspace.uah.es/dspace/bitstream/handle/10017/14641/Harrop_Content.pdf
https://clilingmesoftly.wordpress.com/clil-teachers-tl-competence/
http://encuentrojournal.org/
https://www.researchgate.net/profile/Pat-Moore/publication/290828881_Adapting_authentic_materials_for_CLIL_classrooms/links/59b6a316458515c212b2d28e/Adapting-authentic-materials-for-CLIL-classrooms.pdf
https://www.researchgate.net/profile/Pat-Moore/publication/290828881_Adapting_authentic_materials_for_CLIL_classrooms/links/59b6a316458515c212b2d28e/Adapting-authentic-materials-for-CLIL-classrooms.pdf
https://www.researchgate.net/profile/Pat-Moore/publication/290828881_Adapting_authentic_materials_for_CLIL_classrooms/links/59b6a316458515c212b2d28e/Adapting-authentic-materials-for-CLIL-classrooms.pdf
https://www.researchgate.net/profile/Pat-Moore/publication/290828881_Adapting_authentic_materials_for_CLIL_classrooms/links/59b6a316458515c212b2d28e/Adapting-authentic-materials-for-CLIL-classrooms.pdf
https://www.sworldjournal.com/index.php/swj/article/view/swj04-04-025

BENDROJO UGDYMO MOKYKLOS JVAIZDZIO KURIMO KRITERIJAI
MOKYKLOS VADOVU NUOMONE

Norviliené Aida
Docenté Dr. Klaipédos universitetas, Lietuva
ORCID: 0000-0001-9282-0740
aida.norviliene@ku.lt
Jonkiené Rita
Pradiniy klasiy mokytoja, Kalaipédos Tauralaukio progimnazija, Lietuva
rita.jonkiene(@gmail.com

Anotacija. Tezése pristatoma bendrojo ugdymo mokyklos vadovy nuomoné apie bendrojo
ugdymo mokyklos jvaizdzio kiirimo kriterijus. Kokybiniame tyrime dalyvavo 5 Klaipédos
miesto bendrojo ugdymo mokykly direktoriai. Remiantis mokslinés literattiros, dokumenty
analize ir direktoriy nuomone, tezése pristatomi svarbiausi bendrojo ugdymo mokyklos
jvaizdzio kurimo kriterijai.

Raktazodziai: bendrojo ugdymo mokykla, mokyklos jvaizdis, jvaizdZio kiirimas, direktorius.

Ivadas. Siuolaikinéje visuomenéje, kai yra didelé pasirinkimo galimybé, jvaizdis tampa labai
svarbus. Todél organizacijy vadovai turi skirti démesj jvaizdzio kiirimui, siekdami uztikrinti
teigiamg ir palanky jvaizdj. Gyvename socialiniy, ekonominiy, technologiniy ir aplinkos
poky¢iy bei neapibréztumo laikmetyje, kuriame organizacijos susiduria su dideliais i$$ukiais.
objektyviai, sistemingai stebéti iSoring ir vidine aplinkas bei komunikuoti apie veiklos
rezultatus bendruomenei (Arifin, Darmawan, Hartanto ir kt., 2022).

,Lietuva 2050 pabréziama, kad mokyklos yra modernis ir ekologiski daugiafunkciai centrai,
kuriuose vyksta ne tik mokyklinis, bet ir socialinis gyvenimas (Valstybés pazangos strategija
,Lietuvos ateities vizija ,,Lietuva 2050 2023). Prakapas, Tumlovskaja (2020) teigia, kad reikia
mokyklos atras save 1§ naujo, kad parodyty tvary tobul¢jimg ir biity atskaitingos mokyklos
bendruomenei (Lee, Louis, 2019; Pata, Tammets, Viljataga ir kt., 2022). Kitaip tariant,
mokyklos, turi transformuotis, suteikdamos pridéting verte visuomenei (UNESCO, 2020).
Tyrimy apie bendrojo ugdymo mokyklos jvaizdZio kiirimo kriterijjus néra gausu nei
lietuviskuose, nei uzsienio moksliniuose diskursuose ypaé paskutiniaisiais metais. Siose tezése
yra keliamas tyrimo klausimas: kokius bendrojo ugdymo mokyklos jvaizdzio kiirimo kriterijus
1§skiria bendrojo ugdymo mokykly vadovai?

Tyrimo tikslas — atskleisti bendrojo ugdymo mokyklos vadovy nuomong¢ apie bendrojo
ugdymo mokyklos jvaizdZio kiirimo kriterijus.

Metodai: mokslinés literatliros analize, kokybinis tyrimas, pusiau struktiiruotas interviu ir
kokybiné turinio analizé.

Teoriné dalis

Tran, Bodoh (2015), Berger (2016), Bouranta, Psomas (2021) teigimu, stiprus ir iSskirtinis
organizacijos jvaizdis yra svarbus reiSkinys, siekiant i§laikyti konkurencinj pranaSumg. Tikslas
yra ne tik biiti i§girstiems ir matomiems, bet ir sukurti teigiamg visuomenes jvaizdj. Pasak
Pauzuolienés ir Simanskienés (2021), teigiamo organizacijos jvaizdzio kiirimas padeda
sudaryti palanky jspudj klientams, partneriams, konkurentams bei vietos ir pasaulio
bendruomenéms. Organizacijos jvaizdis akcentuoja jos individualumg ir vertybes, leidZiancias
suvokti visg jos veiklos pobud;j. Teigiamas jvaizdis suteikia galimybe sékmingai konkuruoti su
kitomis organizacijomis, o gera reputacija padeda pritraukti geriausius specialistus. Pasak
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Liubertaités, Kvieskienés (2016), kuriant mokyklos jvaizdj labai svarbu atsizvelgti  jvairiy
kriterijy, tokiy kaip fiziniai, emociniai, estetiniai ir simboliniai aspektai kompleksa. Sie
kriterijai padeda sukurti visapusiS$kg mokyklos jvaizdj ir prisideda prie geros mokyklos
vertinimo.

Apibendrinant bendrojo ugdymo mokyklos jvaizdzio kiirimo kriterijus galima teigti, jog
mokslingje literatiiroje néra vieningo jvaizdzio kriterijy klasifikavimo, nes jis skirstomas pagal
Jvairius pozymius, taciau pagrindinis jvaizdzio tikslas visada islieka tas pats — kurti patikimg ir
teigiamg jvaizdj. Mokyklos jvaizdis kuriamas per nuoseklig veikla ir komunikacijg, kuri apima
ne tik vizualinius elementus, kaip logotipas ir mokyklos zenklai, bet ir tai, kaip mokykla
bendrauja su jvairiomis suinteresuotomis Salimis — mokiniais, tévais, bendruomene ir kitomis
Svietimo institucijomis. Remiantis mokslinés literattiros (Eger, Egerova, Jakubikova, 2018;
Zelvys, 2003; Druteikiené, 2007; Liubertaités, Kvieskienés, 2016; Kavaliauskaité, 2017 ir kt.)
ir dokumenty (Geros mokyklos koncepcijos, 2015; Mokykly, vykdanciy bendrojo ugdymo
programas, veiklos iSorinio vertinimo organizavimo ir vvkdymo tvarkos apraso, 2021) analize,
galime iSskirti Siuos pagrindinius bendrojo ugdymo mokyklos jvaizdzio kiirimo kriterijus:
pedagoginés veiklos kokybé, mokiniy pasiekimai ir gerovée, mokytojy kompetencija ir
pasitenkinimas darbu, komunikacija su tévais ir bendruomene, mokyklos vadovo vaidmuo,
ugdymosi aplinka, mokyklos vertybés ir kultiira.

Metodologija. Sickiant atskleisti bendrojo ugdymo mokyklos vadovy nuomone apie bendrojo
ugdymo mokyklos jvaizdzio kiirimo kriterijus, buvo atliktas kokybinis tyrimas, kurio metu,
taikant pusiau struktiiruota interviu metoda, buvo apklausti 5 Klaipédos miesto bendrojo
ugdymo mokykly direktoriai, kuriy vadovavimo mokyklai stazo vidurkis yra 9,2 metai.
Surinkti duomenys buvo analizuoti kokybinés turinio analizés metodu. Viso tyrimo metu buvo
laikomasi tyrimo etikos reikalavimy ir atitikties mokslinio tyrimo etikai principy. Laikantis
etikos principy, kiekvienam informantui buvo suteiktas kodas D1, D2, D3, D4, D5.
Rezultatai. Tyrimu siekéme iSsiaiskinti kokius bendrojo ugdymo mokyklos jvaizdzio kiirimo
kriterijus i$skiria bendrojo ugdymo mokykly vadovai. Tyrimo rezultatai parod¢, kad bendrojo
ugdymo mokykly vadovai i$skiria Siuos pagrindinius bendrojo ugdymo mokyklos jvaizdZio
kiirimo kriterijus:

e Mokyklos identitetas, kultara ir tradicijos (, <...>iSskirtinis, originalus bei
jsimenantis organizacijos stilius padeda tinkamai bei sékmingai reprezentuoti savo
veiklg<...>*, ,,<..>svarbu yra ne tik regimasis organizacijos identitetas — organizacijos
iSvaizda, pastatai, interjeras, eksterjeras<..>* (DI), ,,<..>mokyklos estetinis vaizdas, tiek
iSorinis, tiek vidinis<...>* (D3),; ,,<...>savitumas arba kitaip — identitetas<...>* (DJ5);
., <..>svarbu ir organizacijos kultira<..>" (DI); , <..>kultiira jstaigos, susiformavusios
tradicijos<...>* (D3));

e Mokyklos komunikacija ir medijos (,<..>svarbi ir organizacijos
komunikacija<...>* (D1), ,,<...>medijy nereikéty atmesti, kiek mokykla skelbiasi, kiek yra
Zinoma visuomenei socialiniuose tinkluose, spaudoje, kiek apie jq yra ko publikuota,
vieSinimas<...>" (D3); , <..>mokyklos gyvenimo viesinimas tinklalapyje, socialinése
erdvése<..>" (D4); ,<..>jvaizdis socialinéje erdvéje leidzia mokykloms biiti
matomoms<...> " (D5));

e Mokiniy pasiekimai ir mikroklimatas (,<..>tai yra akademiniai
rezultatai<...> " (D3); ,,<...>pasiekimai<...>“ (DJ5); ,, <...>socialiné mokiniy savijauta<...>*“
(D3), ,,<...>mokiniy mikroklimatas jtakoja mokyklos jvaizdj<...>* (D4)),

e Darbuotoju mikroklimatas (,, <...>emocinis bei psichologinis saugumas<...>*,
., <...>pagarbus bendravimas, tolerancija<...>* (D5));

e Mokyklos vadovo vaidmuo (,,<..>vadovy vaidmuo ir jy jtaka jvaizdziui viena
svarbiausiy<...>* (D4));

253



e Mokytoju kvalifikacija (,<..>auksSta mokytojy kvalifikacija<..>* (D4);
., <...>kvalifikacijos kélimo sistema<...>“ (D5));

e Inovatyvumas (,<..>inovatyvumas<..>" (D4); , <..>inovatyvumas ir
modernumas<...>“ (DJ)),

o Tévuy atsiliepimai (,, <..>tévy atsiliepimai<...>*“(D4); ,,<..>tévy nuomoné,
vienareiksmiskai svarbi mokyklos jvaizdziui<...>“(D2));

e Bendruomené (,, <..>jvaizdis bendruomenéje<...>*“ (D4); ,,<..>kaip atrodo
bendruomené<...>* (D5)).
Kaip rodo gauti tyrimo rezultatai, daugelis vadovy iSskirty bendrojo ugdymo mokyklos
jvaizdzio kiirimo kriterijy sutampa su moksliniuose tyrimuose iSskirtais kriterijais.

ISvados. Remiantis mokslinés literatiiros, dokumenty analize ir direktoriy nuomone, galime
teigti, kad svarbiausi bendrojo ugdymo mokyklos jvaizdzio kiirimo kriterijai yra: mokyklos
kultira ir savitumas, mokyklos komunikacija su tévais, bendruomene ir medija;, mokytojy
kompetencija ir pasitenkinimas darbu, pedagoginés veiklos kokybé, mokiniy pasiekimai ir
gerove, tévy atsiliepimai; ugdymosi aplinkos, mokyklos vadovo vaidmuo.
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Annotation. The theses present the opinions of principals of general education schools on the
criteria for creating the image of a general education school. Five principals of general
education schools participated in a qualitative study. Based on the analysis of scientific
literature, documents, and the opinions of school principals, we can state that the most
important criteria for creating the image of a general education school are: school culture and
uniqueness; school communication with parents, the community, and the media; teachers’
competence and job satisfaction, the quality of pedagogical activities, students' achievements,
and well-being; parents' feedback on the learning environment, and the role of the school
principal.

Keywords: general education school, school image, image creation, principal.

255


https://doi.org/10.1108/QMR-05-2014-0046
https://doi.org/10.1108/QMR-05-2014-0046
https://doi.org/10.54676/JJNK6989
https://e-seimas.lrs.lt/portal/legalAct/lt/TAD/a8b03ef0a55511ee8172b53a675305ab?jfwid=1z7qrkybq
https://e-seimas.lrs.lt/portal/legalAct/lt/TAD/a8b03ef0a55511ee8172b53a675305ab?jfwid=1z7qrkybq
mailto:aida.norviliene@ku.lt
mailto:rita.jonkiene@gmail.com

YABJIEHHS ITEJATI'OI'IB ITPO IICUXIYHE 3/I0POB’S HA POBOTI

Oxpimens FOuist
Mazicmpanmgka, JKumomupcokutl Oepaicasrutl yHisepcumem
imeni leana @panxa, Yrpaina
okhrimets1307@gmail.com
Bbyry3oBa Jlapuca
Hoyenmxa, KaHouoamka ncuxono2iuHux Hayx, KumomupcoKkutl 0epicasHull
VHigepcumem imeni leana @panka, Yrpaina
ORCID: 0000-0002-2112-5211

lorabutuzova@gmail.com

AHoTamis. Y CTaTTi Mpe3eHTOBAHO YSBIEHHS MeIaroriB Mpo CBOE MCUXIYHE 3I0POB s Ta HOTO
BiJOOpakeHHs1 y mpodeciiiHiil AISUTBHOCTI, IO JIOTIOMOXE B MOJAJBIIOMY IPONOHYBATH
e(eKTUBHI IHTEPBEHIII1 B IeAaroriyHiil CIIbHOTI.

Kiio4oBi cjioBa: ricuxidHe 3/10pOB’sl, CTPECOCTINHKICTD, YSIBIICHHS TIE/IaroriB.

Beryn. BaxnmBicTh 30epekeHHS IICUXIYHOTO 3[0POB’S MEAAaroriB B yMOBAax IMiJBUIIEHOTO
BOEHHOTO JIUCTpecy OOyMOBJIIEHa SIK BHPOOHHYOIO TMpodeciiHO  HEOOXiTHICTIO
(cTabimizyBaTH y4HIB, OPraHi3OBYBAaTH OE3MEYHHI MPOCTIP VIS OCBITHHOTO MPOIECY), TaK i
MEPCOHAIBHOIO BIJMOBIAANBHICTIO 3a BIACHUM MCHUXIYHMM cTaH. BaxiuBuM B LbOMY
KOHTEKCTI TIOCTAae€ TUTaHHS OOI3HAHOCTI TENaroriB MpO pi3HI aCIeKTH 30CpeKCHHS Ta
3MIIIHEHHS TICUXIYHOTO 3[0pPOB’sl, HASBHICTh HABHUOK PE3MIBLEHTHOCTI Ta €(PEKTUBHUX
croco0iB BiTHOBJICHHS ICHUXIYHUX pecypciB. Hamm Oyno mocraBieHO 3a METy BHUBYHTH
ySIBJICHHSI TEJIaroriB Mpo CBO€E ICUXIYHE 3/I0pOB’S Ta MOro BigoOpakeHHsS y mpodeciiiHii
TiSUTBHOCTI, IO JOTMIOMOXKE B TIOAAJIBIIOMY TPOMOHYBAaTH e()EeKTHBHI I1HTEpBEHIII B
[eIaroriygiii CIiJIbHOTI.

Metoau aocaigxeHnsi. /(s BUBUCHHs YSBICHb IMEAAroriB MO TCUXIUHE 3J0pOB’ST OyIo
BUKOpHUCTaHO aHKeTy «llcuxiune 370poB’s menarora: Mipu Ta ¢GakTH», B OCHOBY SKOi Oyi10
MOKJIaJIEHO ONMUTYBaJIbHUK NMpoeKTy «llcuxiune 310poB’sa st Ykpainm» (Mental Health for
Ukraine-MH4U, 2020) ta onutyBambHMK «CamooliHka crpecoctiiikocTi» (Kapamyika,
3aifuukoBa, 2023).

Teopernyna yacTuHa

Tepmin mncuxiune 370poB’s (3a Bu3HaueHHsM BOO3, 2023) TpakTyeTbcs $K CTaH
Omaromoiyiyqusi, IpuU SKOMY JIIOJMHA MOXXE peali3yBaTH CBiM MOTEHIiaJ, BIOpaTucs 13
KHUTTEBUMHM CTPECaMH, MPOYKTUBHO Ta IUIAHO MPALIOBATH, a TAKOXK POOUTH BHECOK y KHUTTS
cBo€i cninbHOTU. Cepes KpUTEpIiB MCUXIYHOTO 3/0pOB’Sl MENaroriB BUAUISIOTh: eMOYiliHO-
camopezynayitinuy (yMiHHS 30epiraT CIOKii y CTPECOBUX CUTYaLlisX, BOJIOAIHHSA TeXHIKAMU
caMoperyJiilii); camooyinku ma camonosacy (MO3UTUBHUN 00pa3 cebe SIK KOMIIETEHTHOTO
nejarora, 31aTHOTO 70 aJIeKBaTHOI peakiii Ta Aii moa0 npodeciiiHuxX BUKIHKIB, Bipa y CBOT
MeJaroriyHi MOXKJIMBOCTL); adanmuernocmi (IUTACTUYHICTh Y NPUCTOCYBaHHI A0 MOCTIMHMX
3MiH B OCBITHBOMY IMpOIIECI Ta TOTOBHICTH 10 HOBOBBEICHb Y MPAKTHUHINA isSIIBHOCTI);
coyianvHo-nepyenmuerull (BMiHHA €(EKTHBHO KOMYHIKYBaTH Ta B3aEMOMISTH 3 yYaCHHKAMHU
OCBITHBOTO TPOILIECY; 3ATHICTh A0 €MIAaTii Ta HAJAroKeHHs MO3UTHUBHOIO IICUXOJIOTTYHOTO
KJIIMaTy y KJacCHOMY Ta IelaroriyHoMy koJjiektuBax) (Uepkaceka, 2021; Kapamymika, 2023).
[HuBiAyanbHy Bpa3inuBiCTh MCUXIYHOTO 37J0POB’S Mearora NOCKIIOI0Th 1 CTPECOBI YNHHUKH,
K1 BIUIMBATUMYTh TaK0Xk Ha MPOAYKTUBHICTb ITpalll Ta a/IeKBaTHE CTaBJIECHHs 10 MpodeciiHoT
nisutbHOCTI. [0 MOCTIHHUX cmpecogux wuHHUKI6 MOKHA BIIHECTHU: a) poOoue HaBaHTAKEHHS
(mepeHaBaHTa)XeHHSI, OOMEXKEHI pPEeCypcH, HEBUIMOBIIHICTH TIOCAIOBUM OOOB’sI3KaM,
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TpuBaJicTh pobodoro rpadiky adbo HOro HeperyJsapHICTb, HU3bKa OIUIaTa mpaitli); 6) podoue
CepeIOBUILE Ta KOHTPOJIb (BUCOKI BUMOTH 3 OOKY CYCHUIbCTBA, aMiHiCTpalii, 0aTbKiB, yUHIB
0 SKOCTI poOOTH); B) MIKOCOOWCTICHI CTOCYHKHM (KOH(IIKTHI CHUTYyalii 3 y4YaCHUKAMH
OCBITHBOTO TIPOIIECY, AMCKPUMIiHALlis, HE33aJOBUIbHA KOMYHIKaIlis1); T') IpOoQeciiHuil pO3BUTOK
(oOMerkeH1 MOYKIIMBOCTI JIJIsl PO3BUTKY a00 3aBHILEHI BUMOTH); T) HECTAOUIBHICTE y mpodecii
Ta COIaJIbHUIA cTaTyc (HacHiaKu pedopM, HEBU3HAUYCHICTh Y MpodeciiHoMy MaiOyTHBOMY,
3HI)KEHHST COLIAJILHOTO CTaTycy mpodecii); a) BIUIMB BiifHU (3arpo3a BIACHOMY JKHTTIO Ta
KHUTTIO YUHIB, poOOTa 13 yUHSIMH, SIKI NEPEXKUIH CTPECOBUN TPaBMYIOUHH JOCBIA YHACHTIIOK
BiifHM, HEBHU3HAUYCHICTh 1 BTpaTa KOHTPOJIIO HaJa CUTyalli€ro). TpuBama s CTpecopiB Ha
nejarora 0e3 HAJEKHOI CBOEYACHOTO BXKUTTS TIEJaroroM JIOIUIBHUX 3aXOMAIB II0J0
cTabim3alii BJIACHOTO TICHXIYHOTO 370pOB’Sl, MaTUME HETraTHBHI HACIIAKW JJIsI HHOTO Ta
CYCILIIBCTBA.

PesyabraTn. Bubipky nocmimkeHHs ckinamu 26 BumreniB jinero CemeHiBcbkoi TT0
JKuromupcrkoi obnacti y Bimi Bix 24 10 63 pokiB, cepen Akux 6 4oyioBikiB Ta 20 >KiHOK.
[lenaroriunuii cTax pecroHAEHTIB pi3HUBCA: 1-5 pokiB — 4 ocobu; 6-15 pokiB — 4 ocobu; 16-
25—11 oci6 ta Oinbie 25 pokiB —7 0ci0.

[Tepeniuyroun ckinanoBi mcuxigHoro 3mopoB’s, 80,8 % memaroriB Bkaszaau Ha yci HoOro
KOMIIOHEHTH, ToAl sIK 19,2 % onuTaHUX CKOHIIEHTPYBAJIUCS BHUKIIOYHO HA EMOIIHHIN Ta
coliaNbHIN CKJIAOBUX (11032 YBarok 3aJIMIIANH MOTIPIISHHs KOTHILIN (1am’sTi, yBaru) abo
NCcuX0o(i3UYHOTO CTaHy (MIrPeHi, PO3NIaaH CHY).

VY muTaHHI 0013HAHOCTI IOMO YaCTHX ICHUXIYHHX IMOPYIIEHb CEepel IeNaroriB, MOJOBHHA
OMMTAHUX BIIEBHEHO BKa3alld eMOLliiHEe BUTOpaHHA, Toi 5K 30,8% manbMy mepuiocTi Bigaamu
nenpecii, a 19,2% — TpuBoxkHMM posnagam. Cepen NPUYHMH, SKI MOXYTh BUKIHKATH
MiBUIIEHY TPUBOKHICTh, HAallyacTillle Me1aroru BKa3yBalu: MpoOJIeMu 3 YUHIMHU, BIZICYTHICTh
9Jacy Ha BIJIIOYMHOK, BUCOKE poOOUYE HABAHTAKCHHS, BIUIUB BIMHH Ta MOBITPSHHUX TPHUBOT,
MOCTiMHI 3MiHU Yy pexumi poOotu. 42,3 % pecrnoHJEHTIB MalOTh XHOH1 YSBIEHHS IIOJIO
MIPUPOJIN TICUXIYHUX po3JaaiB. Tak, yacTHHA MearoriB OTOTOKHIOBAIIM TICHXIYHE 3/I0POB’ S Ta
€MOILIIMHUN CTaH; TOPYIICHHS MaM’sITi BBAXKalU KIIOYOBHUM MapKEPOM CUHIPOMY BUTOPAHHS;
HE PO3PI3HSIIN JACTIPECUBHUI 1 TPUBOKHUHN pO3JIal.

Pe3ynpTaT onmuTyBaHHS UTIOCTPYIOTH, IO TMOIMPH 3arajibHy TEHJEHIII0 MOiHPOPMOBAHOCTI
MeJaroriB y MUTaHHAX [ICUXIYHOTO 3/I0pOB’sl, YaCTUHA 3 HUX MA€ IOMUJIKOBI YSIBICHHS 1 BIPSATh
nomuperum Midam. Taxk, 38,4% BreBHEHI, 0 AETIPECii0 MOKHA TOI0NIATH caMOCTiitHO. Take
BipYyBaHHSI TOCHJIIOE CTUTMATH3ALII0 JTIFOJIEH 3 JETPECI€r0 Ta 3HUKYE HMOBIPHICTH CBOEYACHOTO
3BepHEHHs MO (haxoBy AomoMory. 36,4 % memaroriB OJHO3HAYHO IMOB’SI3yBaIM MCUXIUYHUHN
po3mnaj 3 Henepen0ayyBaHICTIO Ta CXWIBHICTIO O HACUJIbCTBA.

CaMool11iHKa BYMTETSIMU PiBHS BJIACHOTO MCUXIYHOTO 3[I0POB’sI 3acBiqunia, mo 46,2 % 3 HuX
OI[HIOIOTH HOro sk Xopouu#, 7,7% — nyxe xopommuid, 35% — 3amoBinpHU#M Ta 11,5% —
noranuid. Po3mo/isl OIIHOK MeAaroriB pi3HUX YWHHUKIB iX MCHUXIYHOTO 3/10pOB’s Ha POOOTI
npeAcTaBieHo B umoctparii 1. L1 pe3ynpTaTté cBiq4aTh Mpo JOCTATHHO BUCOKI MOKA3HUKH
Cy0’€KTUBHOTO BiJUYTTS I€IlaroraMu CTPECOBOCTI MPOQECiHHOro cepeoBHILa.
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HaBaHTaMEHHA )NIKTUMM Ha yacy aAna NPakTUKKW 4NA niaTpumem M3
HEeraTMeHO pobGori BIAHOBNEHHA NICNA 3MEHLLUEHHA CTPECY

BI/IMBAE HA AKICTD pobotn? Ha poborTi

MMTTA M Tak,4acto/cmnbHo 1 lHO Al Pinko Hikonm

LmocTpanis 1. YnHHUKY ICUXIYHOTO 3/I0POB’s TIEIaroriB Ha poOoTi

Tak, 84,6% mnenaroriB BBaXkae, M0 poOOYE HABAHTAXKEHHS HETaTUBHO BIUIMBAE HA SKICTh iX
KUTTSA. BTiM, 107151 KOHQUIIKTHUX CUTYaIllid Ha poOOTi B IbOMY CTAHOBUTH HEBAromMy 4acTKy.
[li maHi MOXYTh CBIIYMTH MPO AucOaIaHC 0coOMCTOro i poOOYOro y meaaroris, IO 4acTo
MPU3BOAUTDH /10 BUHUKHEHHSI XPOHIUHOTO CTPECy, KU MOCUIIOE WMOBIPHICTh MOTIPIICHHS
TICUXIYHOTO 3/I0OPOB’sl. BUIBIIICTh MeqaroriB BKa3aid Ha Opak 4acy JUIs BiJHOBIICHHS IICIS
po0OTH, 110 € OJIHIEIO 3 MPUYHH X MACUBHOI y4acTi y Mpo(iIakTUIll Ta MATPUMII ICUXIYHOTO
310poB’s1. 3adikcoBano, mo numie 38,4 % BUKOPUCTOBYIOTH MPAKTHUKH JIJIsl SMEHIIICHHS CTPECY
Ha poboti, a 61,6 % — pigko a6o Hikoau. MIMOBipHO, IO Ile BKa3ye Ha HU3bKHIl PiBEHb
YCBIIOMIJIEHOCTI 11010 €()eKTUBHOCTI METO/IiB caMOJ0NoMOTH. [linTBep KY€ 110 TEHIEHIIIIO i
HEBUCOKHUH BIJICOTOK y4acTi MEJaroriB y 3axoax 3 MATPUMKHU MCUXIYHOTO 3710poB’s. TooTo,
MeJarory JIENo MOXKYTh 3HATH, PO3YMITH, 3aCTOCOBYBATH HA MPAKTHIII, aje HE PO3IIIAIATH
TICUXI1YHE 3[I0POB’S SIK «YETBEPTY HIXKKY CTUIBLIS» CBOTO KHUTTSL.

oo mposiBi CTPECOCTIMKOCTI Menaroris, To O6unbmicTs 3 HUX (53,8 %) MaroTh 11 mposiB Ha
cepeaHbOMY piBHI. BHCOKOIO cTpecocTiiikicTio XxapakrepusyBanucs nuiie 15,4% BuuTenis,
TO/Ii 5K 11 HU3BKUI piBeHB 3a(hikcoBaHO Maiike y TpeTnHu onutanux (30,8%). CtpecocTiiKicTb
XapaKTepU3ye JAESIKy CYKYIHICTh OCOOMCTICHHX SIKOCTEH MpalliBHUKA, IO JT03BOJISIE HOMY
nepeOoproBaTH 3HAYHI IHTENEKTYyasjbHI, BOJBOBI I €MOLIMHI HaBaHTaXE€HHs, 0OYMOBIEHI
npodeciifiHo0 TiSIBbHICTIO B yMOBax 3MiH. Hamu nmpoBeieHo NOpiBHSHHS MK CaMOOLIIHKOIO
CBOTO TICHMXIYHOTO CTaH TeJaroraMd Ta JiarHOCTOBAaHUM pIBHEM CTpecocTikocTi. bymo
BUSIBIICHO TEH/ICHIII}0: UMM OLIbIIIE BiTUyBa€ MeJaror CTpec Ha poOoTi, TUM TipIIie OLIiHIOE CBii
CTaH, a HOro CTPECOCTIMKICTh XapaKTEePU3ye€TbCS HU3bKUM YU CEpPEAHIM pIBHEM NPOSBY.
[TpoBenenuii kopensauiinuii ananiz (CrnipMeHa) miATBEpIUB 10 TEHESHIIIIO, ajie BOHA He Oyia
CTAaTUCTUYHO 3Hauymoto (r=-0,31).

BucHoBku. [Icuxiyne 310poB’s negaroriB Mae psj cnequiyHiuX MapKepiB Ta YMHHHUKIB, SKi
fioro o0yMOBIIIOIOTh. BifbIIICTh MEAAaroriB po3yMitOThCS Y MUTAHHAX INCUXIYHOTO 3/10pOB S,
ajie TOLIMPEHICTh Mi(iB NPO MCUXIYHE 370POB’S € BaroMor. AKTHBHICTb MEAAroris Moo
HiATPUMKH BJIACHOTO TICUXIYHOTO 3/10pOB’s € O1IbIle AEKJIapaTUBHOO, aHDK MMPOAKTUBHOLO, a
iX CTPECOCTIHKICTh Y3roJIKyBajlacs 3 PIBHEM CAMOOIIIHKY BJIIACHOTO TICUXIYHOTO 3/10pOB’Sl.
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Abstract. The article presents teachers' perceptions of their mental health and its reflection in
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AHoTanig. Y cTarTi po3NISTHYTO OCOOIMBOCTI 3aCTOCYBAHHS €THOKYJIBTYPHHUX TPAAMIIHN A1
MOJIOJIAHHS TPAaBM BiHU y JIiTEH IKUIFHOTO BiKy. [lomaHo cTuCIuil aHami3 HAyKOBUX JDKEpEI
Ta TEOPETUYHUX OCHOB O3Ha4eHOi mpobiemaruku. OKpEcIeHO MOXKIMBOCTI MOAOJAHHS
MOCTTPaBMAaTHYHOTO CHHAPOMY y LIKOJIAPIB Ha HEKJIIHIYHOMY PiBHI 4epe3 apT-KOMYyHIKaliiHy
B32€MOJIII0 HA MIATPYHTI €THOKYJIBTYPHHUX TPAIUIIIH.

KarouoBi caoBa: TpaBMoiHGOpMOBaHA JOMOMOra, AapT-KOMYHIKAIiiiHa  B3a€MOJIis,
eTHOKYJIBTYPHI TPaINLIil, MCHTAJIbHE 3/I0POB’ L.

Beryn. Po3B’s13aHa pociiicbKuMU OKyTIaHTaMH BiifHa, 1110 TPUBAE BXKE TPH POKH, IIpHU3BENa 10
KaTacTpo(iYHUX HACTIAKIB y BCiX cdepax >KUTTA yKpaiHChKOrO Hapoay H 0coOnmBO 1€
CTOCY€ThCS JKUTTS 1 30POB’Sl HAIMX AiTed. J[eXTo 3 HUX BTpaTUiiu CBOiX OAaThKiB, 3MYIIEHI
OyJiu IOKMHYTH CBOI JIOMiBKH, CBOIX pifHUX Ta Apy3iB. Hama neprkaBa poOUTH Bce MOXIIMBE,
o0 3abe3MeynuTH HaBUAHHS LIKOJSPIB y 3aXUINEHUX MICLAX, IPOTe yepe3 Oe3COHHI Houl,
IIOIEHHI 3BYKM CHPEHH Ta BOpPOXKI 0OCTpiM, OUIBIIICTE 3 HUX TOTEPHAIOTH Bij
MOCTTpaBMaTHYHOI Aenpecii. Toxx 3a HalIMM MepeKOHaHHSM caMe OCBITa Ha BCIX 11 piBHIAX Mae
CTaTH TI€IO JIAHKOIO, /I KOXKHA JUTHHA 3MOXK€E OTpUMaTH NpodeciiiHy MiATPUMKY BiJ BAUTEIIB
y TOJONIaHHI TpaBM BiMHM Ha MeJaroriyHux 3acajax. | B mepury yepry Ii€ CTOCYETbCS
MO’KJIMBOCTEN 3aCTOCYBaHHS TPAaBMOIH(OPMOBAHOT JOTIOMOTH Yepe3 MUCTELTBO, I PYHTOBAHOT
Ha eTHOKYJIBTYPHHUX TPaaULisfX, KOTP1 MEepPeaaeThCs i3 MOKOTIHHS B OKOJIHHS i 3aBISKU SKUM
rapTyeThCsl TCUXOEMOI[IITHE 3/10pOB’S MOJOAOIrO TOKOJIHHS YKpaiHLiB, KapOyroTbcs ix
MEHTaJIbHI XapaKTepPUCTUKH Ta 30epiraeTbcsi KyIbTYPHUHN KO Halii.

Merta crarTi. OkpeciauTH OCOOIMBOCTI BUKOPUCTAHHSI E€THOKYJIBTYPHUX Tpagulliil ams
MOJIOJIaHHS TPaBM BiMHHU Y IIKOJISPIB.

Metonn pociigaxeHHsi. [lnsi TOCSATHEHHS IIOCTaBIEHOI METH 3aCTOCOBAHO KOMILIEKC
TEOPETUYHUX Ta EMIIPUYHUX METOAIB HAyKOBOIO TOHIIYKY, a TakoK HHM3KY (axoBo
CHPSIMOBaHUX MPUIOMIB, METOIIB Ta 3aC001B apT-KOMYHIKAI1iHOT B3a€MO/IT 3 HIKOJISIpaMu JUIs
MOJIOJIAHHS TPABM BifHU, TPYHTOBAHOI Ha €THOKYJIBTYPHUX TPaJULIisX.

Teopernuna yacTuHa

3arajabHOBIIOMO, 110 €THOKYJIBTYPHI TpaAMIlii BIAIrparoTh Ba)KJIUBY POJb Y CTAHOBIEHHI 1
PO3BUTKOBI OCOOMCTOCTI IIKOJSpa, OCKUIBKM BOHM 3aKJIaJalOTh OCHOBHM €MOLIHHOL
CTaOUIBHOCTI, KYyJIBTYpHOI 1J€HTHMYHOCTI Ta KOMyHIKaTMBHUX HaBuuok (Kiemap, 2021).
Oco6nuBy posib B LIBOMY MpOIECi BiJirpa€ My3W4HE MHCTEITBO, 3aCTOCYBAaHHS SKOTO 3a
CTeliaJbHO CTBOPEHHX yMOB, CIpHWs€ BHHUKHEHHIO y AWTHUHHM CTIMKOCTI JO CTpecy Ta
MOXJIMBOCTI CaMOBHUPaKEHHS Yepe3 apT-KOMYHIKalliiHy B3a€MOil0, a BIATaK, CTae
e(heKTHBHUM 3ac000M y poOOTi 31 HIKOJISIpaMu, KOTp1 3a3HaJIU MOCTpaBMaTuyHoro crpecy. [1po
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TepaneBTUYHUN €(peKT MYy3WKH y BiJHOBIICHHI €MOIIIHHOI PIBHOBarW 3a3HadyalOTh CydYacHi
BITYM3HSHI 1 3apyOiXKHI HayKOBIIi, C(hepa HAyKOBUX IHTEPECIB SIKUX OB’ A3aHA 3 BUSABICHHIM
MeJaroriyHuX 3acaj] apT-KOMYHIKaI[IHHOI B3aeMofii y momosaHHi TpaBMm BiiHH. Tak, lO.
HikomnaeBcrka (2022), H. Oc6opHn (2020), A. Pactpurina (2024) HaroiomyTh Ha BaXIJIUBOCTI
3aCTOCYBaHHS HEKIIHIYHUX METOMIB y poOOTI 3 TpaBMOBAaHMMH IIKOJSpaMH, SKi HE
BUKITUKAIOTh Y TMTHHU OTIOPY, @ HABMAKH, IHTErPYIOTh ii Y CHIIBHOTY Yepe3 3HalOMI KyJIbTYpHI
CUMBOJIM Ta TipakTukH. | B To# ke vac, I. Keon (2020), A. Mepui (2019), I'. PenByn (2021)
M1AKPECTIOI0Th 3HAYCHHSI €THOKYJIBTYPHUX TPAAHILIIN Ta KOTHITUBHY KOPUCTh €THIYHOI MYy3UKH
y CTBOPEHHI O€3M€YHOr0 OCBITHHOI'O CEPEIOBHUINA IiJ 4aCc HABYAHHSA 3a/Js BIJHOBJIEHHS
EMOIIITHOTO CTaHy MIKOJSAPiB. Y TaKOMy KOHTEKCTi, IepIl 3a Bce, NOTpedye BHCBITICHHS
poriec TPaBMOIH(GOPMOBAHOT JIOITOMOTH Yepe3 apT-KOMYHIKAIIIHY B3a€MOJIII0 HA MIATPYHTI
CTHOKYIBTYpHHUX Tpamimid. Toxk mis OinbInl IIHMOOKOrO PO3yMIiHHS O3HAYEHHO! MO3MIIII,
BBAXXA€MO 3a HEOOXIJHE MPEICTaBUTH CYTHICTh OCHOBOIIOJIOXKHUX KaTeropid, sSIKUMH MHU
MOCITYyTOBYEMCS Y PETIPE3CHTAIlIl 3asIBICHOT Y CTATTi IPOOIEeMHU.

[ousarta «Ipasmoingpopmosana Oonomoca» MU PO3YMIEMO K CHCTEMY MiATPUMKH, IIO
BPaxoBY€ BIUIUB TPAaBMATHYHUX TOAIA Ha OCOOMCTICTH, CIIUIBHOTY Ta CYCHUIBCTBO B IILJIOMY.
Bona Bkitouae CTBOpeHHsI 0€3MEYHOro, MiATPUMYIOUOro Ta €MIIAaTHYHOTO CEepeoBHIIA IS
0Ci0, K1 TEPEeKWIH TPaBMy, 3 METOI0 3MCHIICHS il HACTIAKIB Ta 3amoOiraHHs MOBTOPHIN
TpaBMaru3anii. 3a gpochimkeHHsmMu  A.Kennemi, H. OcOopna, 0. HikonaeBchkoi,
TpaBMOiH(pOpPMOBaHa JjJomoMora 0a3yeTbCcs Ha NPUHIUIAX €MIarii, JOBipH, PO3yMiHHS
KyJBTYPHOTO KOHTEKCTY Ta 1HAMBIAyalbHOTro A0cBiny kokHoi mroaunu ( Kenneni, 2024;
Hikomaercrka, 2022; Oc6opH, 2020). Tpasmoingopmosana donomoza wepes Mucmeymaeo - e
MDKAUCUMIUTIHAPHAN MiJIX1], SIKUI BUKOPUCTOBYE XYIOXKHI Ta TBOPY1 METOIM AJIS MiITPUMKHU
0Ci0, SIKi IePEeKUIH TPABMY, 3 METOKO TTOKPAIICHHS X TICHXOEMOIITHOTO CTaHy, BiIHOBJICHHS
nmouyTTss Oe3meku, camoroBaru ta emouiiiHoro 6amnancy (Kennenmi, 2024). JlocmimkeHHs
cydacHuX HaykoBwliB (AOpaxamc,2024; Oc6opH, 2020), Pactpurina, 2023) miaTBepaKyOTh,
[0 TaKWil MiAX1J IHTErpy€e MPUHIMIKA TPaBMOIH(GOPMOBAHOT JOMOMOTH 13 TepaneBTUUHUMU
MOXIJIMBOCTSIMH MHCTEITBA, CTBOPIOIOYM YMOBH JUISI OCOOMCTOTO Ta KOJEKTUBHOTO
BIJTHOBJICHHS1, OCOOJIMBO B yMOBAX BifHU Ta COLliaJIbHUX KpU3. Tpaemoingopmosana oonomoza
yepes apm-KOMYHIKayiiHy 63a€mo0ito 00’ €JHy€ IPHHIIUITN TPAaBMOIH(OPMOBAHOI JOMTOMOTH 3
MHUCTELBKUMHU 3aco0aMM KOMYHIKallli A MIATPUMKH 0ci0, sKi mepexwin TpaBMmy. Taka
B3aeMO/Iis niepeadadyae BUKOPUCTAHHS apT-NPAKTUK (apT-Teparisi, IBeHT-TEXHOIOr11, uppoBe
MHUCTELTBO) SIK IPOBIJHOIO IHCTPYMEHTY JUISI BIJHOBJEHHS IICHUXOEMOIIMHOIO CTaHy,
MOKpAIIEHHs COLIAIbHUX 3B’S3KIB Ta 0COOMCTICHOTO camoBHpaxkeHHs ( Pactpurina, 2024).
H.OcOopH akieHTye yBary Ha TOMY, LIIO apT-KOMYHIKallii CTBOPIOTh O€3MEeYHUN MPOCTIp JJis
BUpPXEHHSI TpPaBMAaTUYHOTO JAOCBiAy ©Oe3 BepOamizamii (OcOpon, 2020). A.Pactpurina
HaroJIoUuly€e Ha IHTerpauii Takoro MiIXOQy y MeAaroriuHy aisuibHicTh (Pactpurina,2024).
Ileoazociyni 3acaou mpasmoinghopmosanoi 0onomocu uepes Mucmeymeo BKI0YaIOTh CHCTEMY
NPUHIUIIB, METOAIB Ta IHCTPYMEHTIB, sKI 3a0e3neuyloTh e(eKTUBHE 3aCTOCYBaHHS
MUCTEIbKUX MPAKTUK Ul MIATPUMKU YUHIB, SIK1 3a3HaJM TPaBMATUYHOrO AocBimy. Jlo HHUX
HaJeXarb: eMmnarisg Ta Oe3NeyHICTh (CTBOPEHHS YMOB, SKI MIHIMI3YIOTh PHU3UK MOBTOPHOI
TpaBMaru3allii); 1HAMBIAyalbHUNM MiAXiJ (BpaxyBaHHS OCOOMCTUX MNOTPEd 1 KyJIbTYpPHOIO
KOHTEKCTY ILKOJISIPiB); TBOpPUE CAMOBUPAXKEHHS (BUKOPHCTAHHS MHCTETBAa K CIIOCOOY
0€3MeYHOr0 BUPAXKEHHSI €MOLlIN); 1HTerpamis apT-KOMyHIKallliHUX MPAaKTUK Yy HaBYaJIbHUUN
nporiec (BKIIOUEHHS TPaBMOiH(POPMOBAaHUX METOAMK Y HABYAIbHI IPOTPaMH).

Iledazcociuni 3acadu nodonamHs mpaem GiUHU UYepe3 3ACMOCY8AHHA eMHOKYIbIYPHUX
mpaouyiti MM BHU3HAYAEMO SIK CHUCTEMY HAyKOBO-OOIPYHTOBAaHMX MPUHIIMUIIB, METONIB 1
TEXHOJIOT1M, CIPSMOBAaHUX Ha TCHUXOEMOIIHY MATPUMKY JIIT€H Ta MOJOIl 3acobamu
MHUCTELTBAa. BOHU TIPYHTYIOThCSI Ha OCHOBI €THOIEJArOTiKH, NCHUXOJOTIYHOI ajanTarii Ta
MUCTEIBKOI OCBITH, CIIPUSIOYH PO3BUTKY CTIHKOCTI, KyJbTYPHOI 1IEGHTUYHOCTI T4 €MOLIHHOT
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piBHOoBaru yuHiB (Kinemap,2021; Pactpurina, 2023). Takum 9uHOM, TOCTIIHDKEHHS CyYaCHHUX
HAyKOBI[IB JIEMOHCTPYIOTh €(EKTUBHICTh TAaKHX IMIJIXOMIB y KOHTEKCTI TCHUXOEMOIIHHOT
peabimiTallii Ta OCBITHBOI TISLIBHOCTI. 3acmocy8ants mpasmoin@popmosanoi 0onomoau yepes
MUcmeymeo Ha HeKIIHIYHOMY pigHi TIepedadae BIPOBAIKEHHS MUCTEIILKIX METOAMK Y OCBITHI,
coIfiaibHi Ta TPOMAJCHKI 1HIIIATUBH 3 METOKO MIATPUMKH OCI0, SKi 3a3HAIM TPABMAaTUIHOTO
J0CBiTy, 0e3 3alyuyeHHs] MEIUYHUX 1 KIIHIYHUX MpakTHK. Takuil migxiJ BUKOPHUCTOBYETHCS
MearoraMy, COIIaJIbHUMH TpalliBHUKAMHU Ta TPOMAJCBKMMH aKTHUBICTaMH. 3apyOiKHI ©
BiTYM3HsHI JnocmigHuku (Abpaxac,2024; Oc6opH,2020; Pacrpurina(2023); Penym,2021)
BKa3yIOTh, IO 1€l piBeHb €()EKTHBHO MOEJHYE MUCTELBKY MISUIBHICTD 13 MCUXOEMOIIHHOIO
MiATPUMKOIO i HArOJOUIYIOTh Ha HOTO BAXKIIMBOCTI ISl pOOOTH 3 MOCTPAXKIATUMU Bijl BIfHU.
Metonoaorisi. BukoprucTaHHs €THOKYJIBTYPHUX TPAAMIIN IS MOAOJaHHS TPaBM BIMHH Yy
HIKOJISIPIB HAa HEKJIIHIYHOMY DiBHI B OIOpi HAa BHIE3a3HAUYEHI KOHIIETITYaIbHO OOTpyHTOBaHI
Kareropii, iHTErpyrOTh B COO0l HU3KYy HAyKOBHX IIIJIXOMIB (CHCTEMHHH, €THOKYJIBTYPHUH,
TPaBMOIH(GOPMOBAHUN MHCTEIHKO-TIEJAroriuHui, KyJbTypHO-ICTOPUYHUHN, isIIbHICHUH,
KOMIICTEHTHICHUI), 3aCTOCYBaHHS SKHX Ha MDKIUCHUILIIHAPHOMY PIiBHI 3YMOBIIOIOTH
PE3YNIBTaTUBHICTD JOCHIIKYBaHOTO TPOLIECY.

Pe3yabraTu. 3 oty Ha BUIE3a3HauEH] O3HIIIT Ta BIaCHUH poQeciitHuii J0CBil BBAXKAEMO,
1110 MpoLeC HaJJaHHS TPaBMOIH(OPMOBAHOI JOIOMOI'H Yepe3 apT-KOMYyHiKalliiiHy B3a€MOI0,
mo o00’€Hye TPUHIMIIK TPaBMOIH(POPMOBAHOI JIOTIOMOTH 3 MHUCTCIBKUMHU 3aco0amu
KOMYyHiKallii, HaOyBaTuMe Oi1bI1101 e(EeKTUBHOCTI 32 YMOBH BUKOPUCTAHHS €THOKYJIBTYPHHUX
Tpamuniii. Taka B3aemonis mepeadadae 3acTOCYBaHHS TOTYKHUX MHUCTECIBKHX TPAKTHK 5K
IPOBIAHOIO IHCTPYMEHTY JJIsi BIAHOBJIEHHS IICUXOEMOLIHOrO cTaHy, MOKpaleHHs
COIIaIBHUX 3B’SI3KiB Ta OCOOMCTICHOTO CaMOBHPaKEHHSI KOXKHOI TUTHHU. J{0 CKIIaIoBUX apT-
KOMYHIKalliiHOT B3aeMonii MU BiIHOCUMO apT-Tepariio, 1BEHT-TEXHOJIOT i, IudpoBe
muctenTBo. KoxHa i3 ckiragoBux mMae cBoi crnienn(igai 0coOIMBOCTI BIUIMBY Ha BiJHOBJICHHS
MEHTAJILHOTO 3/10pOB’s JiTell Ha MEAAroriyHuX 3acajax, JOKJIaJHa XapaKTepUCTUKA IKUX HE
nepenbadena ¢opmaTtoM JaHoi crarTi. [IpoTe eTHOKYJABTYpHHMH  KOHTEKCT IXHBOTO
3aCTOCYBAaHHS YMOXIIUBIIIOE: BIJIHOBJICHHS IICUXOEMOLIHOI pIBHOBAaru yepe3 eTHOKYJIbTYpHI
MPAKTUKW; CTBOPEHHSI TIOYYTTs OE3MEeKH dYepe3 IMOBTOPIOBAaHI PHUTYalH ETHOKYIBTYPHHUX
TpaJulliil; HajxarofKeHHs COLIaTbHUX 3B’SI3KIB Ta KOMaHIHOI MIATPUMKH OJIMH OHOTO 4Yepe3
CIJIbHE MY3WUKYBaHHS; PO3BUTOK HABHUYOK €MOIIMHOI peryismii depe3 My3HWKy Ta PHUTM;
BUKOPHCTAHHS MY3MYHOTO MHCTENTBAa W 30KpeMa TpaJULIHHUX MiCE€Hb, Y TeparneBTHUYHUX
MpaKTHKaX; BITHOBJIEHHS MEHTAJIbHOI i TIJIECHOI pIBHOBArk 4Yepe3 pyxoBO-My3UYHI IPaKTHKU;
3[aTHICTh 1O caMopealtizallii yepe3 KOMaHHE CIIIBTBOPEHHs H BIIACHY TBOPYICTb.

BucHoBku. TakuM YuHOM, BUKOPHCTAHHS €THOKYJIBTYPHHUX Tpaauliil y TpaBMOiH(GOpPMOBaHiH
JIOTIOMO31 4Yepe3 apT-KOMYHIKAlIiHY B3a€EMOII0 € MOTYKHHUM IeJarOriuHUM pecypcoM, IO
JI03BOJISIE ILKOJSIpaM HE JIMIIE MEepeXHUTH KpHu3y, a U OTpUMaTh MeXaHI3MU eMOLIHHOI
CaMOPETyJISIii Ta CAMOBUPAKEHHS JJIs1 BITHOBJICHHSI MEHTAJIBLHOTO 370POB’SI.
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Abstract. The article deals with the peculiarities of using ethno-cultural traditions to overcome
war trauma in school-age children. A brief analysis of scientific sources and theoretical
foundations of this issue is presented. The possibilities of overcoming post-traumatic
syndrome in schoolchildren at the non-clinical level through art-communication interaction
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Annotation. Modern vocational education requires adaptation to rapid changes in technology
and industry, which is especially important for fashion design. The project-based method is an
important tool in professional education that helps integrate theoretical knowledge and
practical skills. This approach is especially relevant in the field of fashion design, where it is
necessary to model real production processes and implement modern technologies. Project-
based learning helps students develop creativity, critical thinking, independence, and teamwork
skills, which are essential for a successful career in the fashion industry. This approach ensures
high quality training, preparing students for the real conditions of professional activity.
Keywords: project-based learning, vocational education, fashion design, professional skills,
creative thinking, teaching methodology, process modeling, educational process.

Introduction. An important aspect of modern vocational education is the adaptation of
teaching methods to rapid changes in the industry. The project-based method is one of the most
effective approaches, as it allows you to combine theoretical knowledge with real-world
production conditions. In the field of fashion design, this method is especially important as it
allows students to develop the practical skills necessary to work in the dynamic and rapidly
changing fashion industry. Project-based learning helps to develop professional competencies
that are critical for a successful career in this field.

The project-based method is an effective approach because it actively involves students in the
learning process, develops their independence, creative thinking, and ability to work in a team.
The use of this method in the training of fashion designers allows modeling real production
processes, introducing modern technologies, which improves the quality of training. Studying
the impact of the project method on the formation of professional skills in the field of vocational
education is important for assessing its effectiveness and improving the educational process.

Theoretical part
The project method is an effective teaching approach that fosters independence, creativity, and
teamwork. It focuses on solving tasks that simulate real-world processes, crucial in clothing
design. This method integrates theory and practice, enhancing students' professional readiness
(Kokotsaki, Menzies, & Wiggins, 2016) and develops critical thinking and decision-making
skills (Mitchell, Crawley, & Hosoi, 2024). Key features:

1. Focus on independent activity — Students work individually or in groups,
developing responsibility and self-control.

2. Activation of cognitive activity — Encourages exploration and creative problem-
solving.

3. Flexibility — Tasks are tailored to students' levels and individual needs.
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4. Interdisciplinary approach — Incorporates knowledge from multiple subjects,
making learning holistic.

5. Practical significance — Results in tangible products for professional use.

The project method is seen as temporary work aimed at achieving a unique result under limited
resources and time (Kerzner, 2022; PMBOK, 2021). This approach integrates planning,
execution, and control. Primary objectives:

- Integration of theory and practice — Students apply theoretical knowledge in real-
world scenarios.

- Development of independence and critical thinking — Encourages problem-solving
and decision-making.

- Formation of professional competencies — Students gain the practical skills
necessary for future careers.

For students in "Clothing Design" project-based methods include:

- Practical orientation — Tasks mirror real professional activities, helping students
master industry technologies.

- Independence and teamwork — Fosters individual work and collaboration.

- Interdisciplinary approach — Combines knowledge from various fields to solve
complex problems.

- Effectiveness — Projects result in final products like models or presentations.

This method shapes qualified, work-ready professionals in clothing design. In clothing design,
the project method simulates production processes and incorporates modern technologies,
essential for the rapidly evolving fashion industry (Condliffe, 2017; Kerzner, 2022). It
promotes the development of critical thinking, communication, and teamwork skills. Modern
trends in project-based learning:

- Integration with digital technologies — Use of online platforms and virtual labs.
STEAM education — Combines science, technology, arts, and math in projects.
Interdisciplinary approach — Viewing problems from multiple perspectives.
International collaboration — Exchange programs providing additional
opportunities for students.

The project method has evolved from ancient practices to modern educational systems, proving
effective in preparing students for professional careers.

Project-based learning connects theory with practical experience, preparing students for real
professional environments (Standler, 2019). It develops key competencies:

- Communication — Improving discussion and presentation skills.

- Digital competence — Using technology in project work.

- Social and civic competence — Involvement in socially significant projects.

- Initiative and entrepreneurship — Developing projects, assessing risks, and making
decisions.

The method enhances students' skills, preparing them for the competitive job market. Project-
based learning in clothing design allows students to:

- Analyze market trends and demand.

- Develop unique design projects and collections.

- Use modern tools like 3D modeling for prototypes.

Research shows that integrating digital technologies increases learning effectiveness and
promotes innovative thinking (Richardson, 2020).

This allows students to develop not only professional competencies, but also the skills
necessary for the modern work environment.

Conclusions. The project method effectively combines theoretical knowledge and practical
skills, allowing students to work on real professional tasks. Students acquire the necessary
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skills for working in the modern fashion industry, which helps form their professional
competencies. The project method is an important element of the competence-based approach,
as it promotes critical thinking, adaptability to changes in the professional field, and the
integration of theoretical knowledge with real production processes, which is especially crucial
in the clothing design industry. By modeling real conditions, the project method provides
practical preparation for students, which is vital for their future careers. Applying the project
method in clothing design education allows students to work with real production processes
and use modern technologies in the design process. The project method fosters the
development of creative thinking, independence, teamwork skills, and decision-making.

References

Condliffe, B. (2017). Project-Based Learning: A Literature Review. Working Paper. MDRC.
Retrieved from https://eric.ed.gov/?1d=ED578933.

Kerzner, H. (2022). Project Management: A Systems Approach to Planning, Scheduling, and
Controlling (13th ed.). Wiley.

Kokotsaki, D., Menzies, V., & Wiggins, A. (2016). Project-Based Learning: A Review of the
Literature. Improving Schools, 19(3), 267-2717. Retrieved from
https://eric.ed.gov/?1d=EJ1117732.

Mitchell, J., Crawley, E., & Hosoi, A. (2024). The Role of Project-Based Learning at the Core
of Curriculum Development. Journal of Problem-Based Learning in Higher Education, 12(1).
Retrieved from https://eric.ed.gov.

Standler, G. (2019). Project Management in Uncertain Environments: Strategies for Success.
Springer.

266


https://eric.ed.gov/?id=ED578933
https://eric.ed.gov/?id=EJ1117732
https://eric.ed.gov/

FORMATION OF ENTREPRENEURIAL COMPETENCES IN
VOCATIONAL EDUCATION STUDENTS

Rubakha Veronika
Student, The State Institution «South Ukrainian National Pedagogical University
named after K. D. Ushynskyy», Ukraine
rubakha vw@ pdpu.edu.ua
Shtainer Tetiana
Lecturer, The State Institution «South Ukrainian National Pedagogical University
named after K. D. Ushynskyy», Ukraine
ORCID: 0000-0001-6164-393X
shtainer.tv@pdpu.edu.ua

Abstract The article examines the development of entrepreneurial competencies among
vocational education learners, with a particular emphasis on the design field. Modern
theoretical approaches, pedagogical methodologies, and best practices for fostering
entrepreneurial skills are explored. Key elements such as problem-solving, risk-taking,
innovation, financial literacy, and design thinking are analyzed. The effectiveness of
integrating entrepreneurial education into vocational training programs is assessed through
case studies and empirical research. Challenges and prospects for improving entrepreneurial
education in the professional and design sectors are discussed.
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Introduction. Problem. The rapid transformation of global economies necessitates the
development of advanced entrepreneurial skills among the workforce, particularly in the field
of design. Traditional vocational education systems primarily focus on technical competencies,
often neglecting the development of entrepreneurial competencies essential for adapting to
labor market demands. Entrepreneurial education in vocational training is crucial for equipping
learners with problem-solving, risk assessment, business management, and design-based
innovation skills, fostering self-employment and creative careers (Kuratko, 2020).

Objective and methods of research. This study aims to analyze the theoretical foundations
and practical strategies for developing entrepreneurial competencies in vocational education
learners, particularly in the design sector. Qualitative and quantitative research methods are
employed, including literature analysis, case studies, and surveys of educators and vocational
learners. The research methodology involves a comparative analysis of international best
practices in entrepreneurial education.

Theoretical Part
Entrepreneurial competencies encompass a combination of cognitive, behavioral, and
attitudinal characteristics that enable individuals to identify and capitalize on business
opportunities, particularly in design industries (Neck et al., 2021). Such competencies include
decision-making, risk-taking, financial literacy, and leadership skills, which are crucial for
navigating dynamic business and creative environments.
Several pedagogical models support entrepreneurial education in vocational and design
training:

1. Experiential Learning: Kolb’s model suggests that hands-on experiences, such as
business simulations and internships, enhance entrepreneurial skill acquisition (Kolb, 2014).
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2. Problem-Based Learning (PBL): Engages learners in real-world entrepreneurial
challenges, promoting critical thinking, innovation, and design-oriented solutions (Barrows,
2020).

3. Competency-Based Learning: Aligns educational goals with labor market needs,
ensuring learners acquire practical entrepreneurial skills in design (Mulder, 2017).

4. Project-Based Learning: Learners develop and manage real business and design
projects, gaining direct entrepreneurial experience (Rae, 2019).

Case Studies in Entrepreneurial Education for Vocational and Design Training:

Finland. The Finnish education system integrates entrepreneurial learning across all vocational
programs, with a strong emphasis on project-based learning and industry collaboration,
including the design sector (Stenholm et al., 2019).

Germany. Germany’s dual vocational training system incorporates entrepreneurial training
through apprenticeships and business incubation programs, with applications in design-related
fields (Gibb, 2018).

United States. U.S. colleges implement entrepreneurial training and mentorship programs to
develop business and design-related skills among vocational education learners (Morris et al.,
2021).

Despite its benefits, several challenges hinder the effective implementation of entrepreneurial
education in vocational and design training:

e Lack of Entrepreneurial Mindset: Many vocational learners perceive
entrepreneurship as risky and prefer stable employment over starting a design business
(Moberg et al., 2020).

o Limited Resources: Vocational institutions often face inadequate funding and a
shortage of qualified instructors to teach entrepreneurship and design (Hannon, 2018).

o Rigid Curricula: Traditional vocational education programs may lack the flexibility
needed to incorporate entrepreneurial and design disciplines (Fayolle, 2019).

Conclusions. Entrepreneurial education is a crucial component in preparing vocational
learners for success in today’s economic landscape, particularly in the design sector. The
integration of innovative pedagogical strategies, collaboration with industry partners, and the
adoption of experiential learning can significantly enhance entrepreneurial competencies.
Future research should focus on digital entrepreneurship, the integration of artificial
intelligence, and personalized learning approaches in entrepreneurial and design education.
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Anortanisi. CtarTs aHamizye npodeciiiny MmiroToBKy MaliOyTHIX YYUTEIIB CEpEIHBOT OCBITH
B ramy3i «TpymoBe HaBYaHHS Ta TEXHOJIOTi(» B €BPONEHCHKUX KpaiHax. Y JOCIIIKEHHI
PO3MISLIAIOTECS CTPYKTYpa MPOrpaM IMiJArOTOBKY BYHMTENIB, METOJUYHI MiJAXOIU Ta KIFOYOBI
KOMITETEHTHOCTI, 10 (OPMYIOThCS B Tpolieci HaB4aHHs. OcoOimuBa yBara MPUAUISETHCS
iHTerpaii IHHOBAI[IMHUX 1 MEHKEPChKUX IMTIXOMIB Y MiATOTOBKY BYMTEIIB, a TAKOXK BIUIUBY
€BPOTEHUCHKUAX OCBITHIX CTaHAApTiB Ha po3poOKy HaBYaIbHUX HporpaMm. Pesynbratu
JOCITIJKCHHS MAKPECIIOITh Kpallli MPaKTHUKU Ta MOTCHIIHHI HAPSMKY ISl BIOCKOHAJICHHS
npodeciifHOT MiAroTOBKH B KOHTEKCTI €BPOIHTETpaIlii.

KurouoBi cioBa: mpodeciiiHa miaroToBka, TPyAOBE HaBYaHHS, TEXHOJIOTIi, €BPOIMEWCHKI
KpaiHH, MiArOTOBKA BUMTENIB, OCBITHI CTAHAAPTH, MEHKEPCHKHIA MiIXi/, po3p0o0Ka HaBYAITbHIX
Iporpam, €BpPOiHTErparlis.

Beryn. IIpo6nema. Ilpodeciiina miaAroToBKa BYUTEIIB TPYIOBOTO HABYAHHS Ta TEXHOJOTIH €
KITIOYOBUM AaCIIEeKTOM PO3BUTKY OCBITHIX CHCTEM y 0araTboX €BpONEHCHKHX KpaiHax. Y
KOHTEKCTI €BPOIHTErparii OCBITH BaXXJIMBUM € OOMIH JIOCBIZIOM MiX KpaiHaMd IIIOJ0
(dbopMyBaHHS KOMIIETEHTHUX TI€IAroriB, 37aTHUX €(QEKTHUBHO BIPOBAKYBAaTH HOBITHI
TEXHOJIOT1i Ta METOJUKM HaB4yaHHA B IuKonax. OcoOIMBO BaXJIMBUM € PO3BUTOK
TEXHOJIOTIYHUX HAaBUYOK y CEPEAHId OCBiTi, OCKUJIBKM II€ JO03BOJISE MiATOTYBATH YYHIB JIO
npodeciifHoT NisIBHOCTI B yMOBaX IIBUIKUX 3MiH HA PUHKY ITpaLli.

MeTo1o 10c/iaKeHHs € aHaJi3 CUCTEeMH IPpodeciitHOT MArOTOBKU 3/100yBayiB CHEI1aTbHOCTI
«TpynoBe HaBYaHHS Ta TEXHOJOr» B KpaiHax €BponM Ta iX BIUIMB Ha MiJrOTOBKY
KOHKYPEHTOCIPOMOKHUX (DaxiBLIiB y raiay31 TEXHOJOTIH.

Metoam. Y 1ociiKeHHI BUKOPUCTAHO TMOPIBHSJIBHUN aHali3 OCBITHIX CHCTEM, 30KpeMa
HaBYaJIbHUX MIPOTPaM 1 MiIXOIB /10 MIATOTOBKY BUUTENIB TPYI0OBOTO HABYAHHSI TA TEXHOJIOTIH
y pi3HMX KpaiHax €Bponu. /[y 1poro 0ys0 MpoBeAEHO aHalli3 MPOrpaM BHUIMX HaBYAIbHUX
3aKJIaJliB, OCBITHIX CTaHJAPTIB Ta JOCIIIKEHb y rajy3i eJaroriku.

TeopeTnyHa yacTuHA

Teopernko-mMeToauuHi 3acagu MpogeciiiHoi MiArOTOBKM BYMTENS TPYAOBOTO HaBYaHHS
(TexHooriit) po3risHyTi B AociipkeHHsaX I'. bouaposa, A. Bepouipkoro, A. I'pituenka, O.
Kobepnuka, B. Kpemens, M. Ky3pmina, B.Cunopenka, A. Tepemtyka, I'. Tepemyka ta iH. Huni
B YKpaiHl BIIKPUBAIOTHCSI HOB1 MOXJIMBOCTI Ui YAOCKOHAJEHHS cUCTEMH MpodeciiHol
MiATOTOBKM BUMTENII HAa OCHOBI HAIllOHAIbHUX HAA0aHb Ta YCTAJCHHMX €BPOIEHCHKUX
TpaauLii, 110, 3 OJHOro OOKY, Ja€ MOKJIMBICTh BPaXOBYBaTH YKpaiHChKI peaiii, a 3 1HIIOTO,
TBOPYO BTUIIOBATU Kpallli 3700yTKHM PO3BUHEHHMX 3apyODKHHX KpaiH. Take mNoeaHaHHS
KOHCTPYKTHBHUX 1/l BITUM3HSHOTO Ta 3apyOLKHOIO JOCBILY CHPHUITHME 3a0€3MEeYEHHIO
MirOTOBKY BUHTENs HOBOI renepariii (Kremen, 2021).

[IpiopuTeTHUMHU B OCBITI € HOBE CTABJICHHS 0 3HaHb Ta 1HTEJEKTY MiAPOCTAI0UYOT0 MOKOJIIHHS,
KapAWHAILHO HOBI MiIXOM O 1HBECTUIIIWHOI MOJITUKH B OCBITHIN cdepi (State program
«Teacher», 2002).
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[IpoBeaemMo MOPIBHAIBHUN aHai3 OCBITHIX MPOrpaM Ta MiAXOIIB JO MIATOTOBKH BYMTEIIIB
TPY/ZOBOTO HaBYAaHHS Ta TEXHOJIOTIH B PI3HUX €BPONEHCHKUX KpaiHaXx.

Himeuunna. YV HimeuunHi mnpodeciiiHa MiAroTOBKAa BYWTEIIB TPYJIOBOTO HABYAHHS Ta
TEXHOJIOT1H € YaCTUHOIO OUTBII MUPOKOI cucTemu mpodeciiiHoi ocBiTu. Buureni TpyaoBoro
HaBYaHHS 3a3BUYail OTPUMYIOTh OCBITY Yepe3 ABOCTOPOHHIO MOJENb HaBYaHHS, IO MOEAHYE
TEOPETUYHY MiATOTOBKY B YHIBEPCHUTETaX 3 NPAKTUYHUMHU 3aHATTSIMHU B HaBYAJIBHUX
MaiictepHsax abo mkomax. CTyJAeHTH BHUBYAIOTHh SIK TEXHIYHI JUCHMIUTIHA (1HXKEHepis,
€JIIEKTPOHIKA, IepeBO0OpOOKA) TaK 1 MEAAroriyHi METO/AH, IO BKIIOYAE THTETPAIlif0 HOBITHIX
TEXHOJIOTIH Ta IH)KCHEPHUX MPHUHIUIIB Yy MpolleC HaBYaHHs. B ocTraHHI poku HaOyBarOTh
MOMYJIAPHOCT] 1HHOBALIMHI MiAXOIM, Taki SIK BUKOPHUCTaHHA poOOTOTexHiKH, 3D-Ipyk Ta
MporpaMyBaHHS SIK YaCTHHA KypCy.

Oinnsguaia. OiHIAHIIS Mae OAHY 3 HAWCYYaCHIIINX CUCTEM ITiITOTOBKH BUUTEINIB TPYIOBOTO
HaBYaHHS B €BpoMi, 6 OCHOBHY YyBary HPHUIUISIOTH PO3BUTKY KPEATHMBHHX Ta KPUTHUHUX
HAaBUYOK y CTyneHTiB. [lifroToBka BYUTENIB BKJIIOYA€ BHBYCHHS TEIAroriYHUX HAyK Ta
nicuxotiorii. IlpakTHyHi HaBHYKHU TOB'S3aHI 3 PI3HUMHU TEXHOJIOTISIMH Ta POOOTOTEXHIKOO.
CryneHTH NpaLiolOTh 3 peaJbHUMU MPOEKTaMU Ta HAaO0YBalOTh JOCBIAYy y HaBYaHHI depe3
MPOEKTHY AisNIbHICTh. OJHUM 3 TOJOBHUX aKIEHTIB € MEHKEePChbKUH MiAXiJ, 110 BKIIOYAE
BUKOPUCTaHHS CYy4aCHUX TEXHOJIOTiH, TAaKUX SK CTBOPEHHS MPOTOTHUIIB, 3D-MomemoBaHHS 1
nporpaMmyBaHHs. Bunteni roryrotbes 10 poOOTH B MyJIbTHAUCHUIUTIHAPHUX CEPEOBUILAX, 1€
Y4HI HABYAIOTHCS Yepe3 CTBOPCHHS PEATbHUX MPOIYKTIB.

Hinepnanau. ¥ Hinepnanaax migroToBKa BYUTENIB TPYIOBOTO HABYAHHS TAKOXK BKIIIOUYAE
BHBUCHHS TCXHOJIOTIM, TEXHIYHUX JTUCIHHIUIIH Ta TMeJarorivnux wmeroxais.IIporpamu
OpIEHTOBaHI Ha 1H)KCHEPHI Ta TEXHOJIOT1YHI 3HAHHS, & TAKOXX Ha IEJarorivyHi MiaXxou, 110
3a0e3neuyroTh IHTEPAaKTUBHE HAaBYaHHSA. 3aCTOCYBAaHHS HOBITHIX TEXHOJIOTIH y HaBYaHHI,
TaKMX SIK BUKOPHUCTaHHS OHJIAWH-TIATGOpM Ta MpOrpaMyBaHHs, € YACTHHOK CTaHAApTHUX
OCBITHIX KypCiB. AKIIEHT CTaBHTHCS Ha IHTErpallif0 TEXHOJIOTiH y MOBCAKIEHHY MPaKTHKY,
30KpeMa Ha CTBOPEHHS HU(POBUX PeCypCiB ISl HABUAHHSI.

HIBemis. ¥ IIBemii cucTema MiATOTOBKH BUYMTENIB TPYJOBOIO HABYAHHS OPIEHTOBAHA HA
IHTEPIUCIUILTIHAPHICTh 1 THYYKICTh, IO JIO3BOJISE BHKJIagadyaM aJanTyBaTH HaBYalbHI
MIPOrpaMu /10 HOBUX BUMOT. [Iporpamu BKIIIOYarOTh TEOPIIO Ta MPAKTUKY B raiys3i IHKEHepii, a
TAaKOXX TMeJaroriyHy miAroroBky. CTyA€HTHM BUBYAIOTh HaBYalbHI METOAM, IOB'S3aHI 3
MPOEKTHUM HaBYaHHSM, IO J03BOJSE YYHSM pO3BUBATH SIK TEXHIYHI, TaKk 1 TBOpYl
HaBUYKHU.BuuTeni akTUBHO IHTErpylOTh B HaBYAJbHHUI Ipolec TEXHOJOTil, 30KpeMa
BUKOPHUCTaHHS KOMITFOTEPHHX IPOTPaM JIJIsi CTBOPEHHS MOJIEJICH Ta MPOTOTHUIIIB.

@panuis. Y Opanuii nporpaMu miJroToBKH BYUTENIB TPYIOBOI0O HABYAHHS YaCTO BKIIOYAIOTh
BHUBUEHHS SIK TPaJULIHHUX peMece, TaK 1 HOBUX T€XHOuOr1i. [Iporpamu miaroToBKku BUNTENIB
BKJIIOYAIOTh KYPCH B rajly3l MEXaHiKH, €JIeKTPOHIKM, a TaKOX MeJaroridHi JUCHMILIIHHM, SKi
30Cepe/DKeHI Ha PO3BUTKY BUUTENS SIK HACTABHUKA Ta OpraHizaTopa HaBYAIILHOTO Tporiecy. Y
@paHuii NONyJIAPHUMHE € KYPCH 3 IH)KeHepii Ta HOBITHIX TEXHOJIOT1H, TAKUX SIK IPOrpaMyBaHHs
1 poOOTOTEXHIKa, @ TAKOXK 1HTETpallisi METO/I1B HaBUYaHHS Yepe3 MPOEKTH.

Pesynpratu B kpainax €BpomM CHOCTEpIraeTbCcsl 3araJlbHUW TpeHA 10 1HTerparii
IHHOBAaIlIMHUX TEXHOJIOTIM Yy HaBYaJbHHMH Ipolec, 30KkpeMa B 001acTi POOOTOTEXHIKH,
nporpaMmyBaHHs Ta 3D-1pyky. €Bporneichki KpaiHi aKTUBHO 1HTETPYIOTh MEHKEPChKI M1IX0 11
B NE/IAroriky, 30KpeMa uepe3 poOOoTy Haj peaJbHUMH MPOEKTAMH, IO JI03BOJISIE CTYIEHTaM
pO3BUBATH MpAKTUYHI HAaBUYKU. Bia3HadaeThcsi 30UIBILIEHHSI BIPOBAJKEHHS MPOEKTHOTO
HaBYaHHS, 1110 J03BOJISE CTYJCHTaM He JIMILE OCBOIOBAaTH TEXHIUH1 JUCIUIUTIHHU, a H pO3BUBATH
KpeaTHUBHE Ta KPUTUYHE MUCIICHHS.

[TopiBHSHHS 0COOIMBOCTEW MeNaroriyHol MiATOTOBKM BYMTENIB TPYJOBOI'O HABYAHHS Ta
TEXHOJIOT1H B pi3HUX KpaiHax €BpONH BUSABISE K CIIUIbHI PUCH, TaK 1 YHIKaJIbHI MAXOAH, 10
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B1I00pakar0Th CHelu(piKy HAIlIOHAILHUX OCBITHIX CHCTEM, BKa3y€ Ha BaXJIMBICTh IHTErparii
IHHOBAIITHUX TEXHOJIOTIH, IPOEKTHOI JisSUTBHOCTI Ta MPAKTUYHOTO HAaBYAHHS. BripoBaKeHHS
X €JIeMEHTIB 3abe3Iedye BHCOKY SIKICThb MpOQeCiHHOI MiATOTOBKH BYHUTENIIB, J03BOJISE
aIanTyBaTUCS JO0 3MIHHUX YMOB OCBITHBOTO MpOIECY Ta €EKTUBHO IMPALIOBATH B YMOBaX
Cy4YacHOI OCBITH.

BucnoBku. JlocipkeHHS MMOKa3aio, Mo B KpaiHax €Bponu iCHy€e Pi3HOMAaHITHICTH ITiIXO/IiB
10 mpodeciifHOl MiATOTOBKM BYMTEINIB TPYAOBOro HaB4YaHHA. KpaiHM BHKOPHCTOBYIOTH SIK
TpaauIliiHI METOAW, TaK 1 CydacHI TEXHOJIOTii HaBYaHHs, BKIIOYAIOYH POOOTOTEXHIKY,
MpOrpaMyBaHHs, a TAKOXK THTEPIUCIUILTIHAPHI IPOEKTH. BaXKIMBOIO CKIIAIOBOIO € HABYAHHS
Ha TIPAKTHIl, SKE JIa€ CTyJCHTaM MOXJIMBICTh IpPAIIOBATH 3 PEAbHUMH IPOEKTAMH Ta
3aCTOCOBYBATH TCOPETHYHI 3HAHHS Ha MPAKTHUII.

PesynbraTi nOCHIIKEHHST MOXYTh OYTH BHKOPHCTaHI JUIsi BIOCKOHAJICHHS HaBYAJbHHX
mporpaMm B YKpaiHi, pO3pOoOKH METOJAWYHMX PEKOMEHIAIid MO0 BIPOBAKEHHS
IHHOBAILlIMHMX TEXHOJIOTIM Yy MiJATOTOBKY BYHMTENIB TPYJOBOTO HABYaHHS, a TaKOX IS
ajanTamii €BpPOMEHCHKUX Mozene mnpodeciiiHoi MiATOTOBKM B KOHTEKCTI YKpaiHCHKOI
OCBITHBOI CUCTEMH.
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Anotation. The article examines the professional training of future teachers of secondary
education in the field of "Labor Training and Technologies" in European countries. The study
analyzes the structure of teacher training programs, methodological approaches, and key
competencies formed during the educational process. Particular attention is paid to the
integration of innovative and maker-based approaches in teacher preparation, as well as the
influence of European educational standards on curriculum development. The results of the
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AHoTanisi. Y cTarTi WIEThCA MPO IMENaroridyHi 3aKOHOMIPHOCTI 1 HMpUHIMIH (HOPMYBAHHS
MailOyTHROTO Tearora-My3MKaHTa MOJIXYJOXKHBOTO MPO(QUI0, SKOMY NpPUTaMaHHHUNA
IHTETPaTUBHUM XapakTep AISUTbHOCTI Ha OCHOBI MoeaHaHHS (YHKIIH Iemarora, pexucepa,
MIPOCBITSHUHA, BUKOHABIIS.

Karouosi cioBa: negaror-mysukant, npodeciiiHa miroToBka, B3a€EMOJIisi MUCTEUTB, My3HKa,
XyIOXKHS TIsUTbHICTb.

Beryn. [lepeTBopeHHsSI Cy4acHOTO CyCHiIbCTBa YKpaiHW, i IHTerpaiis B €BPONEWCHKE Ta
CBITOBE TOBapHCTBO Ha 3acajax MPHUHIMIIB HemepepBHOI mpodeciiiHol OCBITH, BUBYCHHS i
aHaJTi3 0COOIMBOCTEH CYCIIIILHOTO IPOTPECY, COlliaabHI BAMOTH BUCOKOTO PiBHS OCBIYEHOCTI,
KyneTypH, TpodecioHanizmy ¢axiBiiB noTpedyroTh (popMyBaHHS BUMTENS HOBOI (hopmarrii,
30KpeMa BUUTEISI My3UYHOTO MUCTEIITBA.

€IrHUI €BpONEHCHKUI TPOCTIp BHINOI OCBITH Tependadae, M0 isUIbHICTh HaIllOHAIBHHUX
CHCTEM BUIIOI OCBITH BiJIOyBaTMMETHCSI Ha OCHOBI 3arajbHOI CTpaTerii, el i MPUHIUIIB
enuHUX a0o  ONMM3BKMX  MoJeNnel  opraHizanii — HaBYAJIbHO-HAyKOBOI  AISUIBHOCTI,
B3a€MOBHM3HAYEHUX CUCTEM 3a0€3MEUCHHS SIKOCTI OCBITH, BUTFHOTO OOMIHY CTY/IEHTaMH.
[TapuTeTHUM CcTa€ HaAOPSIMOK IMiJIBHINCHHS SKOCTI MpOQeciifHOl MiArOTOBKH BYUTEIIS
MY3HUYHOTO MHCTENTBA SK HOCIS 3arajlbHOKYJIBTYPHUX I[HHOCTEW, (axiBis, sKuil 3a
JIOTIOMOTO0 MUCTEITBA € HE JIMIIE TPAHCIATOPOM Ti€l UM 1HII01 iH(opMartii, ane i iHiriaropom
BIIPOBA/DKEHHS MOJIENICH CTUMYIIOBaHHS 4YyTTE€BOI cdepr OCOOMCTOCTI CHHXPOHHO 3
BKJIFOUEHHSIM MEXaHI3MIB aKTUBHOI MI3HABAILHOI JISUILHOCTI.

Merta gocnipkeHHs — BU3HAYEHHs [TeAaroriYyHuX 3aKOHOMIPHOCTEH 1 PUHLIUIIIB (POpMYyBaHHS
Mail0yTHBOTO Megarora-My3uKaHTa MOJIIXYI0KHBOTO MPODIIIIO.

TeopernuHa yacTuHa

Po3rmisimaroun ponb MUCTENTBA B PO3BUTKY KyJabTypu MaiOyTHix ¢axiBuis, O. PynHuipka
HaroJIoUly€ Ha JOLIIbHOCTI OBOJIOJIIHHS BMIHHSM CUCTEMaTUYHO MTOMIOBHIOBATH 3HAHHS 3T'1THO
3 mpodimeM BHKIAJaHHA JUCHUIUTIH XyJOXKHbO-€CTETHYHOTO IUKIY, BHOKPEMITIOIOUH
CaMOCTIliHy rajy3b TMeJaroriki MHCTENTBA, $Ka XapaKTepU3yeTbCs OCOOIMBOCTIMU
METOJIOJIOT1], 3aKOHOMIPHOCTSIMH, MPHHIUIIAMH, TUAAKTHYHAMH 3aC00aMH, 3yMOBIICHUMH
NPUPOAOIO XYyN0XKHBOI TBOpUOCTi (PynHunbka, 2000, c. 108).

BuxopucToByloun eneMeHTH KyJIbTypHO-ICTOpUYHOro wmucieHHs, O.OTud cucremarusye
xoHuentii Ilnatona, Apucrorens, Cokpara o0 rapMOHii MPEKPacHOro # MOpaJbHOTO Ha
OCHOB1 CHHTE3y MHUCTENTB Ta BHU3HaA4Ya€ LULIXU (POpMyBaHHS 3arajibHOi Ta MpodeciiiHoi
KyJBTYpH MaliOyTHBOTO (haxiBlis, 3a0€3MEeUEeHHS 1IICHOCTI i TapMOHIHHOCTI PO3BUTKY YCiX ii
cytHicHuX cuia (Otuy, 2003, c. 189).

Y mpausx M. JlemeHKko OOTpYHTOBY€ThCSI KOHLEMIiSE CTBOPEHHS BYHMTEIEM  «IIOJIS
Mi3HABAIBHO-aKTUBHOTO €CTETUYHOTO TIOTEHIIATy», 0 € CTUMYJIOM TeJarOTiYHOTO BILJIHBY,
CTBOPEHHs iHpopMaLiifHOro 00pasy y4HiB, IKUH peasi3y€eThCs uepe3 BJIAacHi Jii Ta BYAMHKU Ha
OCHOBI BKJIFOUEHHS MOYyTTE€BO-eMouiiiHoi cepu (Jlemenko, 2003, c. 3). Lle miaTBepIKye
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KOHIIEMIII}0 B3a€MO/II{ TOUYTTIB 1 3HaHb, KOJIU «TIOYYTTsI O3 3HaHb — Hee(DEKTUBHI; 3HaAHHS 0€3
novyTTiB — HemonsH» (Jlemenko, 2003, c. 18).

B. OpoB Harosomrye Ha TOMY, IO CEHC XyIOKHBO-TIEAArOTiyHOTO CIUIKYBaHHS MOJSTAE y
BHU3HAYCHHI SKOCTI aKTUBHOTO CIUIKyBaHHS 3 TBopamu mucrenrsa (Opros, 2003, c. 167), y
3B’SI3KY 3 UMM €()EeKTHBHICTh OpraHizallii mpodeCciiHOro CTAaHOBJICHHS B CHCTEMI «BHKJIa1a4 —
TBip MHUCTELTBA — CTYACHT» 3yMOBJICHA YCBITOMJICHHSIM POJi Ta 3HAUCHHs Cy0 €KTIB, piBHEM
iXHBOI TOTOBHOCTI, 3a0€3MEYCHHSM EMOIIMHO-TBOPUOi arMochepu MIKCYO’ €KTHOTO
nianorosoro crinkyBanas (Opinos, 2003, c. 169).

AHati3 Cy4acHOi CHCTEMH TiITOTOBKM MaiOyTHIX BYMTEIIB My3MYHOTO MUCTEIITBA JO3BOJIUB
KOHCTAaTyBaTH 3HAYHI HEHONIKH: BIJICYTHICTh BMiHb 1 HAaBUYOK CAMOCTIHHOI CHCTEMaTH4YHOI
poOOTH, TOTOBHOCTI 10 MOOUIbHMX JIii, CAMOOIIIHKH, CAMOKOHTPOJIIO, OBOJIO/IHHS BMIHHSIM
CHIBIIPAIFOBATH 3 BUKJIAJa4eM, 1110 BUKOHYE PEKUCEPCHKY (YHKIIIO, a HE MEPEIac CTYIACHTY
3HaHHS B TOTOBOMY BUDVISAI. TpaauiiiiHa MOJIeNTb HABYaHHSI CIIPSIMOBaHA Ha BILUIUB 330BHi, 110
HE JI03BOJISIE JOCTaTHHOKO MIPOIO BILTUBATH Ha MPOIIEC peati3allii 0COOMCTICHO OPIEHTOBAHOTO
HaBYaHHS, 3yMOBJICHOTO HEOOX1THICTIO PO3BUTKY TBOPYHMX 3A10HOCTEM, 3AaTHOCTI 10 TBOPUOT
camopeanizamii. [lpboMy NOBHHHI CHPUSTH CTBOPEHHS W YNPOBAPKEHHS IEAArOTiYHUX
TEXHOJIOTiH, 3yMOBIICHMX BJOCKOHAJCHHSM, 3aCTOCYBaHHSM Ta OI[IHIOBAaHHIM CHCTEM,
croco0iB 1 3aCO01B MOMIIMIIEHHS MPOLIECY 3aCBOEHHS 3HAHb.

HeoOxiqHuM KOMIIOHEHTOM CY4YacHOI OCBITHBOI TEXHOJIOTII € TMiABUIIEHHS MOOUIBHOCTI
CTYICHTCTBA B MEXaxX 30HM BHIOi OCBITH €BPONMU 3 METOIO MiArOTOBKH (haxiBIiB HA PiBHI
MDKHApPOJHUX BUMOL. Y 3B’S3Ky 3 IIUM OCOOJMBOrO 3HA4YCHHs HaOyBarOTh po3poOka W
OOTpYHTYBaHHS 3MICTY MiATOTOBKM BUUTENSI MY3WYHOTO MHCTEITBA, SKOMY MpUTAMaHHUI
IHTErpaTUBHUM XapakTep AISUIbHOCTI Ha OCHOBI MoeaHaHHSA (YHKIIH Iemarora, pexucepa,
MIPOCBITSSHUHA, BUKOHABIIS.

Pe3yabratu. Ha OCHOBI mpHHIMIY HITICHOTO MiJXOAY, IO 3HAXOAWUTH BIIOOpaKEHHS Y
B3a€MOIIi TPbOX KOMIIOHEHTIB: MY3MYHO-€CTETUYHOI0, MEJaroriyHoro i BHUKOHABUOIO
PO3BHUTKY CHEIiallicTa, MOKHAa BU3HAUYUTH Taki MpPOQeciiiHi SIKOCTI megarora-My3WKaHTa:
Ne1aroriyHUi TakT, TBOPUYMUN XapakTep AisSIbHOCTI, HO€AHAHHS INTIMOOKUX TEOPETUUHUX 3HAHb
3 BHCOKOIO BUKOHABCBHKOIO MiJTOTOBKOIO, BUCOKHI PIBEHh MYy3WYHOTO MHUCIICHHS, ITOBara Jo
0COOMCTOCTI KOKHOTO Y4YHS, BUCOKI BUMOTHU JI0 ceOe W caMOKpUTHYHICTh. OJHI€I0 3 YMOB
e(EKTHBHOI IiITOTOBKM BYHUTENSI MY3MYHOTO MHCTEITBA € PO3KPUTTS MEped CTYACHTaMHU
NEePCHEeKTUBY BUKOPUCTAHHS HAasBHUX 3HaHb 1 BMiHb 0€3M0CEpPEIHbO B MPAKTUYHIA POOOTI B
IIKOJI1, 10 Tiepen0dadae chopMOBaHICTh TO3UTUBHOTO CTABJICHHS JI0 MEIarorivYHOl TisUIbHOCTI.
3MIHM B CHCTE€Mi MHCTELBKOI OCBITH 3yMOBIIOIOTH NOTpedy B MiAroToBLI (axiBLiB
MOJIIXY0XKHBOTO TPOQUII0, OPIEHTOBAHUX HE JIMIIE Ha HAOyTTS MpOQeciiHuX SKOCTEH y
paMKax OCATHEHHS MOHOXYA0KHBOTO IPOCTOPY MY3UKH SIK BULY MUCTEILITBA Ta KyJIbTypH, aje
Il Ha KOHLENTyalbHE OCATHEHHsI CYyTHOCTI IHTErpauii MUCTEITB, sIKa € OJHUM 13 MEXaHI3MIB
BUpIlLIEHHS MPOOJIEMH LILTICHOTO Xy/I0’KHbOTO CTAHOBIJICHHSI BUUTENS 3 YpaxyBaHHIM B3a€MOJIT
PI3HUX BUAIB XY/I0KHBOI ISUTBHOCTI, X B3aeMoJIonoBHEHHS. [loTpeba B miAroToBIi neaarora-
MY3HMKaHTa MOJiXy/I0’KHBOTO MPOQLII0 Ha OCHOBI NMEAATOTiKH B3a€MOJIl MUCTEIITB 3yMOBJICHA
cnenr}iko KyIbTypHO-OCBITHBOI AISUTBHOCTI, JUISL SIKOI Ba)KJIIMBOIO € B3aEMOJIiSI MY3HUKH,
JiTepatrypH, KiHo, Tearpy, o0pa3oTBopuoro mucrenra. daxiBenb NOJIIXyI0KHBOTO MPOQiIIO
0BOJIOAIBa€E MpodeciiHUMU 3HAHHSIMH, HABUYKAMU, YMIHHSIMH, @ TAKOXK FTOTOBUM J10 PO3YMIHHS
MeXaHi3MiB IHTerparlii pi3HUX BU/IIB XyI0’KHBOT JiSUTBHOCTI HA OCHOBI B3aEMOJ11 MUCTEIITB, 1110
cpusic (GOpPMYyBaHHIO HOTO CBITOIVISIAY, HAIlIOHAJIBLHOTO MEHTATITETY, Mi3HAHHIO 3aKOHIB
HAI[IOHAJIBHOI Ta CBITOBUX KyabTyp. KoHIemnis B3aemMozii MUCTeTB 0a3yeThesl Ha iHTErpaii
PI3HUX BUJIB XyIOXKHBOI JISUIBHOCTI Ta rependadae LiJTICHE CIPUMHATTA o0pa3iB CBITYy Ha
OCHOBI HAaKOMHMYEHHS YYTTEBOTO JOCBiAYy ocoOucTocTi. TexHonoris HaBYaHHS Ha OCHOBI
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B3a€EMOJIi MHCTENTB TMependayac BUKOPUCTAHHS METOMIB TMPOOJEMHOTO HaBYaHHS 1
MOPIBHSHHS, K1 JAIOTh 3MOTY BCTAHOBUTH PUCH MOAIOHOCTI Ta BiAMIHHOCTI.

[linroroBka menaroriB-My3MKaHTIB TOJIXYIO)KHBOTO MPO(QUI0 peami3yeTbcsi Ha OCHOBI
B3a€MOJi1 TaKMX MPUHIMIIIB: KOPEKIii XyTO0KHBOTO CIPHUHHATTS HAa OCHOBI AudepeHmiarii
MY3HUKH SK BHJy MHUCTEITBA, IO repeadadae crenudiky ii CIpUHHATTS; B3aEMOJOTTOBHCHHS
MUCTELTB, L0 CIPHUSE iX CHHTE30BaHOMY CHPUHHSATTIO; B3a€MO3B’SI3Ky €MOLIHHO-I[IHHICHUX
BIIHOIIIEHB 3 BEpOaJbHUMHU i aBepOaTbHUMHU (hOpMaMU CIIPHHHSATTS, 10 3a0e31euye TeBHHUMA
0anmaHc MDK YYTTEBHM 1 paIliOHAJbHUM; BapiaTUBHOCTI XYAOXHbO-OOpa3HUX CTPYKTyp 1
MOXJIMBOCTEH 1X 3HAKOBOT 3aMiHH, IO cIIpusie (POPMYBAHHIO CHHECTE31H.

BucnoBku. IliaroroBka BYUTENIB MY3HMYHOTO MHCTEUTBA TOJIXYI0KHBOTO MPOQiII0
nepeadayae  OBOJIOMIHHS ~ TEXHOJIOTIEID  XyHO)KHBO-TIPOCBITHUIIBKOT — TiSUIBHOCTI  SIK
LUJIECTIPSIMOBAHOTO TPOIIECY OBOJIOMIHHSA 3HAHHAMH IIPO €CTETHYHI iAeanu, ¢igocodchki
JTYMKH, THIIOJIOTii cydacHUX (OpM XyTOKHHOTO MUCICHHS, 30aradeHHs] IUMH 3HAHHSMU
MiIpocTarodoro mokomiHasg. Came Taki meaarorn MOXKyTh 3a0€3MeUnTH He TIIbKH Tepenady
TOTOBHX 3HaHb, HABUYOK 1 BMiHb, a W JIOBECTH IOLUIBHICT, HE BHUBYCHHS CBITYy, a HOTO
pPO3yMiHHS, 3MCHIIICHHS HAaBaHTA)KEHHS Ha paIliOHAIbHY cdepy OCOOMCTOCTI, ITiIBUIICHHS
edexktuBHOCTI mpormecy (opmyBaHHsS (axiBIs, SKHA TparHe 10 HECTaHJIAPTHHX,
HEOPIMHAPHUX, CYYaCHUX (POPM MHUCIICHHSI.
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Anotation. The article examines interactive teaching methods for design disciplines using folk
art. It analyzes the impact of ethno-design on the professional training of future designers and
the effectiveness of interactive approaches in the educational process. The study explores
examples of incorporating folk artistic traditions into modern design and their role in shaping
students' national identity.

Keywords: Interactive methods, design disciplines, folk art, ethno-design, professional
training, national identity.

Introduction. Problem. The modern educational process in the field of design faces challenges
related to developing students' creative abilities, preserving cultural heritage, and adapting
traditional artistic practices to contemporary market demands. Many teaching methods remain
traditional, which may reduce students’ interest and motivation for learning. Moreover, there
is a need to preserve national identity in the context of globalization, making the integration of
folk art into the educational process of design disciplines highly relevant.
Objective. The purpose of this study is to analyze the effectiveness of interactive teaching
methods in design disciplines using folk art. The research focuses on examining the impact of
ethno-design on the professional training of future designers, enhancing their creative potential,
and fostering national identity.
Research Methods. To achieve the research objective, a comprehensive approach was applied,
including:

« Theoretical analysis of scientific publications and educational programs related to
interactive teaching methods in design.

e Comparative analysis of traditional and modern teaching methods in design
disciplines.

Theoretical part

Folk art is an integral part of the cultural heritage of any nation. It encompasses various types
of artistic creativity, such as decorative and applied arts, folk painting, weaving, embroidery,
wood carving, ceramics, etc. These elements not only preserve historical and ethnic features,
but are also actively used in modern design (Hrynova & Paniok, 2023). Designers can adapt
traditional motifs to modern trends, combining them with new technologies, materials and
forms.

In the context of design education, the integration of folk art contributes to the formation of
students' cultural identity, expands their understanding of artistic traditions and develops the
ability to use authentic motifs in their own creativity. Thanks to this, students not only master
the technical aspects of design, but also learn to create unique products with deep content.
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Interactive teaching methods are aimed at the active interaction of students with the educational
material, teacher and classmates. They allow to make the educational process more dynamic,
stimulating independent cognitive activity of students. The use of interactive methods in
teaching design disciplines increases the level of motivation, contributes to a deeper
assimilation of knowledge and the development of creative potential (Kravets, 2023).

The effective interactive methods of learning include:

» Workshops and master classes. They allow students to directly get acquainted with
folk art techniques, working under the guidance of experienced masters. This approach
contributes to a deeper understanding of materials and techniques (Melnyk, 2022).

* Project activities. Includes students' creative tasks related to the use of folk art
traditions in modern design. This contributes to the development of creative thinking and skills
for independent design decision-making (Soroka, 2021).

* Discussions and discussions. They involve analyzing the influence of folk art on
modern design, discussing global trends and ways to adapt traditional elements to the
requirements of the modern market (Yurchenko, 2024).

* Virtual tours and multimedia presentations. Thanks to digital technologies, students
can get acquainted with museum collections, archives and works of modern designers who use
ethnic motifs. This allows them to expand their understanding of the possibilities of integrating
ethnodesign into various areas of design (Kravets, 2023).

Integration of ethnodesign into design curricula can be carried out through various educational
strategies:

* Development of specialized courses. The introduction of disciplines dedicated to the
study of folk art and its use in modern design allows students to gain theoretical and practical
knowledge in this area (Hrynova & Paniok, 2023).

* Cooperation with folk masters and cultural institutions. Inviting specialists to
participate in the educational process, organizing joint projects and expeditions contribute to
students gaining unique practical experience (Melnyk, 2022).

* Organization of exhibitions and competitions of student works. This contributes to the

popularization of ethnodesign among young designers and provides an opportunity to present
their own creative work to a wide audience (Soroka, 2021).
Thus, the use of interactive methods in teaching design disciplines with the involvement of folk
art has a significant impact on the professional training of future designers. This allows
combining traditional artistic values with innovative approaches, contributing to the creation
of new design concepts that harmoniously combine national traditions and modern trends.

Conclusions. The use of interactive methods in teaching design disciplines with the
involvement of folk art contributes to the development of students' creative potential, enriches
their cultural worldview, and fosters national identity. Integrating ethno-design into the
educational process enables the creation of unique design solutions that combine tradition and
modernity.
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Abstract. This paper analyzes the impact of generative artificial intelligence (ChatGPT) on
students’ cognitive skills in social sciences and humanities within the framework of McLuhan’s
concept of media as “extensions of man.” A qualitative study based on interviews with students
from V. N. Karazin Kharkiv National University (Ukraine) revealed that AI facilitates
cognitive offloading and enhances productivity in the learning process but may reduce the
depth of critical thinking. ChatGPT is considered a “cool” medium that significantly alters how
students interact with knowledge.

Keywords: generative artificial intelligence, ChatGPT, cognitive skills, media-as-extensions
of man, critical thinking, digital media, university students.

Introduction. Today, one of the most revolutionary media technologies is generative artificial
intelligence (AI), exemplified by ChatGPT. Generally, “generative AI” refers to Al that
produces new content — like text, images, music, or code — by analyzing patterns learned from
existing data. It utilizes models such as deep learning and neural networks to create outputs
that resemble human creations.

In the context of education, notably higher education, generative Al is not merely an additional
tool for learning; it is reshaping the very nature of university education, redefining the roles of
instructors and students, altering knowledge acquisition processes, and challenging the very
concept of knowledge itself.

Marshall McLuhan, a prominent Canadian media theorist, argued that each new medium
transforms not only modes of information transmission but also thought structures, human
behavior, and societal organization. His concept that “the medium is the message” underscores
that the impact of a new medium lies not merely in the content it delivers but in the
transformation of how people engage with information, leading to profound socio-cultural
consequences (McLuhan, 1967).

Each new medium does not simply add a new communication layer but fundamentally changes
individuals and their interactions with the world. Media function as extensions of human
capabilities: transportation extends mobility, while computers enhance cognitive abilities.
Moreover, media drive social transformations: the age of writing fostered linear thinking,
bureaucracy, and centralized states; television cultivated image-based culture, populism, and a
decline in rational argumentation (McLuhan, 1962; McLuhan, 1964); the internet era is
dismantling traditional knowledge hierarchies, fostering a decentralized network logic.

From a sociological perspective, McLuhan demonstrated that the form of media is more
important than the content it conveys. This radically shifted the approach to communication
analysis: rather than focusing solely on textual content, it is crucial to understand how modes
of communication alter consciousness and society. His ideas remain relevant today as digital
media profoundly transform culture, politics, economics, and all spheres of social life,
including our modes of interaction with the world.
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Objective. This study aims to reflect on the impact of generative Al technologies (exemplified
by ChatGPT) through McLuhan’s media-as-extensions framework and examine how these
technologies affect students’ cognitive skills in social sciences and humanities.

Methods. A qualitative exploratory study involved unstructured interviews with 64 second-
and third-year students (ages 18-20) from the Sociology and Journalism programs at V. N.
Karazin Kharkiv National University (Ukraine). The research period is from November 2024
to February 2025.

It should be noted that the respondents’ learning experience has its specific features. Their
entire university education has been conducted remotely via digital media due to the ongoing
Russian-Ukrainian war, which has necessitated distance learning in frontline cities.
Furthermore, their sociology and media communication academic competencies are closely
linked to data search, textual analysis, and content creation.

Respondents provided free-form responses on how they perceive the influence of Al
technologies like ChatGPT on human thinking.

Results

All interviewed students actively use generative Al technologies, considering them
indispensable for studying, working (if they are already working), or future careers. Some
students also see Al as a personal assistant for solving problems, seeking advice, and even
providing emotional support.

All respondents highlight the benefits of Al, including convenience, time and effort savings,
and “cognitive offloading" when handling routine tasks, searching for information, and
processing data. They noted that Al frees time for other activities:

. “It’s good because it saves time for other things” (Respondent 5).

. “We are required to do much monotonous work in our daily lives, which leads to
burnout and job dissatisfaction, so using Al for these tasks is not a problem” (R. 18).

. “Previously, to find an answer to a question, you had to spend much time

searching for the necessary material. Moreover, even after you found the information you
needed, you still had to spend effort to adapt this data to your specific task” (R. 37).

. “It is difficult to find specific literature on a narrow topic, so a poor student
[without the help of AI] would have to spend several days (or even weeks) looking for books,
articles explaining this concept... now you can make a single request and get an answer to any
question in seconds. Furthermore, your valuable time would be better spent, for example, on
the creative part of the work, while a chatbot would help with the plan, literature, and other
costly processes” (R. 34).

. “This is an elementary evolution: once, to find the necessary information, you
had to sit in the library all day, with the advent of the Internet — a few hours in Google; with
the advent of AI — a few minutes in ChatGPT. Who knows, maybe they will even install artificial
intelligence in a person’s head in the future, and it will take a few milliseconds to search for
information?” (R. 40).

These responses indicate that generative Al is viewed as an extension of human cognitive
abilities.
Some respondents noted that Al is a tool for ideation and research direction:

. “It’s a convenient consultant for inspiration” (R. 11).

The idea that Al functions primarily as a cognitive offloading tool aligns with the results of
recent representative research conducted by Swiss scholars from the SBS Swiss Business
School (Gerlich, 2025).

However, in our qualitative research, several students observed that AI’s availability has
increased the complexity of academic tasks as educators adjust their requirements accordingly:

280



. “I see how, on the one hand, it becomes easier, and on the other hand, it is much
more complicated — assignments for us take into account the capabilities of AI” (R. 34).
While students appreciate AI’s convenience, they expressed concerns that excessive reliance
on Al may weaken engagement in deep cognitive processes like critical analysis and reflection:

. “From my personal experience using such technologies, it really changes
behavior: you turn to traditional sources less, you read full-fledged research less often because
it is more convenient to get a short answer” (R. 42)

. “Al does the work for us, we do not engage in the search or analysis process”
(R. 56).

. “If we do not train ourselves to think and analyze, these skills will atrophy” (R.
49).

Many respondents also raised ethical concerns about AI’s potential biases, misinformation, and
ideological framing:

. “Owners of information platforms, by controlling access to content, can influence
popular culture, shaping certain ideological narratives. From this point of view, ChatGPT is
a twofold phenomenon: on the one hand, it provides access to knowledge, and on the other, it
depends on algorithms and programming, which can limit the diversity of views” (R. 24).
Most students emphasized that competent Al usage requires refining queries, verifying
responses, and critically engaging with generated content:

. “The thinking process itself changes from how to find information or process it,
to how to ask questions to get a message that will satisfy certain criteria” (R. 37);

. “People memorize less, but learn more to formulate queries and think critically”
(R.18).

. “The ability to interact with machines and receive answers in real-time is

becoming an important element of personal and social development” (R. 40).

Overall, the interviewed students believe that the usefulness of Al far outweighs its drawbacks.
If an individual does not accept generated responses as an easy, ready-made result but instead
refines them through dialogue, then, according to McLuhan’s classification, generative Al can
be characterized as a “cool” medium. That one requires greater individual engagement, as it
presents information partially or in an interactive form (whereas “hot” media transmit a large
amount of information and demand minimal activity from the recipient).

In this sense, ChatGPT functions not as a source of information but as an interactive cognitive
partner, which still transforms the very nature of a student’s intellectual work.

Conclusion. This exploratory qualitative study revealed that ChatGPT is an effective cognitive
offloading tool, enhancing productivity while potentially diminishing deep critical thinking.
Generative Al alters knowledge interactions by shifting focus toward query formulation and
information verification. While students appreciate quick knowledge access, concerns remain
regarding algorithmic bias and passive information consumption.

Suppose individuals critically engage with Al-generated responses rather than accepting them
passively. In that case, ChatGPT can be classified as a “cool” medium within McLuhan’s
framework that requires active interpretation and interaction. Consequently, ChatGPT serves
less as a source of information and more as a cognitive partner, fundamentally transforming
students’ intellectual engagement.

Education strategies must balance technological advancements for effective Al integration,
fostering critical thinking and independent analysis.
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AHoTaunifA. Y Matepianax po3risHyTO NUTaHHS U010 BUKOPUCTAHHS AUJAKTUYHUX YMHHUKIB
BIUIMBY TBOPYOTO JOCBiNy XYyIOKHUKIB-TIEJAroriB Ha mpouec (GopmyBaHHS mpodeciiHol
KyJbTYypH, TEAAaroriyHoi 34aTHOCTI MaWOyTHIX BYMTENB OOpa30TBOPYOrO MHUCTEUTBA Y
Cy4acHIi CHCTEeMi XyHOXHbO-TIIEJAroriyHoi ocBitu. Ha mnpukiani mnpakTUKU TBOPYOI
JUSTTBHOCTI TI€JIaroriB MUCTEIbKMX JHUCHUILIIH Kadeap OIeChbKOTO XYI0KHBO-TpadiuHOTO
(baxkynpTeTy BUCBITIIEHO TUAAKTUYHI acCIEKTH OpraHizallii HaBYaJIbHOTO MPOIECY Ta MUIIXH
MOAAIbIIOro MpodeciiHOr0 HaBYaHHS B CHCTEMI HAI[IOHAJIBHOI XYyA0XKHbO-TIEAAroriqyHOi
OCBITH.

KurouoBi cjioBa: Xy0KHBO-II€JaroriuyHa OCBiTa, TBOPUUH J0CBi, 00pa30TBOPUYE MUCTELTBO,
XYHAOXKHS TIATOTOBKA mpodeciiiHa KylbTypa, OCBITHbO-BHXOBHHH BEKTOpP, OCOOHCTICTH,
BUUTENIb 00Pa30TBOPUOrO MUCTEIITBA.

AKTyaJIbHiCThb. AHAJII3 Cy4aCHUX JOCIHIJKEHb, MyOJiKaliid Ta IPaKTUKH MUCTELBKOI OCBITH
MIATBEPKY€E 3HAUYINICTh MUTAHHS MO0 BUKOPHCTAHHS TBOPYOTO JOCBIy B OpraHizamii
OCBITHBO-BUXOBHOTO IMPOIECY B CYYacHiId CHUCTEMi XYJOXHBO-TIENArOTrivyHOi MiJArOTOBKU
yauTenass o0pa3oTBOPUOro MHUCTEITBA. B Jep)KaBHUX HOPMATHBHUX JIOKYMEHTaX 3 ITHTAHb
HAyKOBO-TMIEAAroriyHoi JisSIbHOCTI BUKIIAAA4yiB OCBITHIX 3aKja/liB BU3HAYEHO KOOPAWHATU
TBOPYOCTI MaliCTPiB MUCTEITBA Ta 3HAYCHHS iXHIX TBOPYUX JTOPOOOK, KOTPi MPUPIBHIOIOTHCS
710 HAyKOBUX (haxOBUX MyOuTiKaliid BYCHUX.

TeopernyHa yacTuHa

HayxoBa cnibHOTa Ta XyJI0KHUKU-TIEIarord MUCTEIbKUX JUCIMILUIIH MPOSIBISIOTH 3HAYHUIN
1HTepeC 0 BU3HAUEHOI'0 MUTaHHS. Y PO3IISIi OKPECICHOI0 MUTAHHS HAIIOTO JOCHIKEHHS
MU CIHApaEMOCs Ha (yHIaMEHTalbHI MapaaurMu rnenaroriku muctenTBa O. PymaHUIBKOI,
KOTpa pPO3KpUBAE TEOPETHYHI 1 MpakTU4YHI 3acaju, IO3HA4Ya€ IUAAKTUYHI (PaKTOpu
(opMyBaHHSI TBOPYOi OCOOMCTOCTI B YMOBaxX Cy4aCHOTO HaBYAJIbHO-BUXOBHOI'O MPOIECY B
ocBiTHROMY 3aknaji (Pynnunpka, 2000). BipoBampkeHHs B cuCTeMy Xy105KHbOI-II€1aroriyHoi
MIATOTOBKM MallOYTHBOTO yUUTENs 00pa30TBOPUOTrO MUCTEITBA TBOPUOIO JIOCBIAY MEJAroriB
npo¢eciifHO-OpiEHTOBAaHUX AMCLUUIUIIH XYAO0XKHBOTO LUKIY, 3a BHU3HAUEHHSIM 3HAYHOI
KUIBKOCTI HayKOBI[IB, JOLIJIBHO CIIPSMOBY€E Ha PO3IJIs] 3aBJaHb HAaBYaHHS Ta BUXOBAaHHS B
CY4YacHHUX CKJIQIHUX YMOBaX BOEHHOT'O CTaHy B YKpaiHi.

[Ipo6nema mpuKIaIHOT MUCTELLKOI OCBITH SIK HEB1JI'€EMHOI CKJIa0BO1 IPOQECIiiHOT KYIbTYpH
BUMTEIS. OOPa30TBOPUOTO MHCTEUTBA 3 BHCOKMM pIBHEM KOMIIETEHTHICHOI 37aTHOCTI
BHCBITJIEHA Y HAYKOBHUX MpaIiX cydyacHUX yKkpaiHcbkux nociiaHukiB (1. 3s3ton, C. KoHoBelb,
JI. Jlro6apceka, H. Huukano, A. Hocerko, O. Otuu, T. Ianboxk, 1. [Tactup, B. Pankesuu, M.
Pesniuenko, O. Pymnunpka, E. Cepmionona, JI. Cokomiok, O. Tapacenko, I. Tymanos, M.
@imep, JI. Xomuy, O. llleBHtok, B. Illepbuna, O. Illonokosa, M. FOp), a Takox 3apyOi>KHUX
HAyKOBI[IB-OCBITSH.

B HaykoBMX mpausx BYEHHUX BHUKJIAJEHO OCHOBHI (akropu ¢(opmyBaHHs mnpodeciitHOi
3MaTHOCTI OCOOMCTOCTI BUMTENsI OOpPa30TBOPYOTO MHUCTENTBA, a came: CBITOIVISIIHA
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CIPSIMOBAHICTh, MpodeciiiHa KOMIETEHTHICTh, XYyJ0XHbO-ECTETUYHE OCSITHEHHS CBITY,
TyXOBHICTb, OCOOMCTICHAa KyJbTypa YyuHTeds oOpa3orBopuyoro mucrenrsa. Lli acmextu
¢dbopMyBaHHSI TBOpUOi ocobuctocTi BuuTens — «JlroguHu KyabTypu» (3a BU3HadeHHSM .
351310Ha) € IPIOPUTETHUMHU JJII Cy9aCHOT HAI[IOHATBHOI CHCTEMU MiATOTOBKH HOBOI (hopmarrii
yunuteniB XXI cromitrs. Mu moauisieMo TOYKY 30py 3TaJlaHUX YYEHUX, SIKI PO3IIIAIalOTh
TUIAKTHYHY JOIUIBEHICT TIEPEAOBOT0 TBOPUOTO JOCBITY XYI0KHUKIB-TIEIATOT1B Y BUPIIICHH]
BHU3HAYEHOT MPOOIEMH.

Oco0muBOCTI  XyJIO)KHBO-TIEATOTIYHOI OCBITM Yy BHMipax OCOOHCTICHO-OPi€EHTOBAHOTO
MiIXOAY BHUMAararoTh MOJENIIOBAaHHS IIUIECIIPIMOBAHUX JUJIAKTUYHUX YMOB MPOTIKAHHS
XYJIO’)KHBOTO HAaBUaHHS Ta TENAroriYHUX B3AEMOJINA B OCBITHBOMY BEKTOpi, B KOTPOMY
HaWBaXUIMBIIIKUM € JUAAKTUYHUHN MOTEHI[iaJl TBOPYOIO JOCBIY CaMOro neaarora. 3 orjisay Ha
npobneMy, 3MIHCHEHMH aHami3 CBITYMTH, L0 CTPYKTypa THUIOJNOTI3amii 00pa3oTBOpUOi
HaBYaJIbLHO-TBOPYOI MISUIBHOCTI CTYACHTIB y mporeci (axoBoi MiATOTOBKM Ha 3aHATTAX
JTUCIUIUIIH XYA0XHBOTO UKy (PUCYHOK, )KUBOITUC, KOMITO3UIIiS Ta 1H.) TIOKa3ye, M0 3MICT
MEJaroriyHoro IMpoIecy B CUCTEMI «XYIOXKHUK-IEAAror — CTYACHT» CKJIAJa€ThCS 3 TPHOX
€TaIliB: MPEIKOMYHIKaTHBHOTO, KOMyHIKaTHBHOTO, TOCTKOMYHIKaTHUBHOT'O, KOTP1 CIIPSIMOBaHi
Ha (opMyBaHHA OCOOMCTOCTI Yy4uTeNls OOPa30TBOPUOTO MHUCTEITBA O€3MOCepeHHO B
OCBITHBOMY 3aKJIa/Ii.

[IpoBinHI MPaKTUKYIOUl XYyJIOKHUKH-TIEJArord HaBUaJIbHUX 3aKjaliB, sIKi 3A1HCHIOIOTH
MiArOTOBKY MaiOyTHIX (axiBIiB A0 XyI0KHBO-NIENArOT1YHOI AiSUTFHOCTI HArOJIOMIYIOTh, L0
JTUIAKTUKO-BUXOBHUM siApoM (OpPMYBaHHS 1 PO3BUTKY TBOPYOi OCOOUCTOCTI Yy4UUTENS
00pa30TBOPYOTO MUCTEIITBA €:

a) rmepejiaya BIACHOTO TBOPYOT'O JOCBIY;

0) MeToIMKa HAOYHOTO HABYaHHS B IIPOIIECi B3a€MO/II1 Iejarora i cTy/1eHTa.

CaMe BOHU JETEPMIHYIOTH 3MICT MpOIECY IMi3HAHHS W OCBOEHHS OCHOB MpodeciiiHol
TiSUTBHOCTI B YMOBax OCBITHBOTO 3aknany. lle mepembadae mporec mepenadi 0coOMCTOTO
TBOPUOTO JOCBiJly NEAAroriB XyAOXKHIX IUCHUIUIIH, a OTXE pPO3IpeAMEYyBaHHS MOro y
mporeci HaBYaHHSA, SIK METOAMYHOTO CYNPOBOAY, W ONpEeIMEdyBaHHS IIOJaHOTO JOCBITY
CTYACHTaMHM Ha DPI3HMX eTamax HnpodeciiHO-NPaKTUUHOI MiAroTOBKU ¢axiBug. Bonu
HaroJoulyTh, LI0 TBOpYa [ISJIBHICTH B BIIACHIH MAaHCTEpHI € HAyKOBO-METOAMYHOIO
nabopaTopiero.

JuaakTuaHuM ckapOoM iist podeciiHOl MIATOTOBKHU CTYJIEHTIB Ha XyA0XHBO-TpadiaHOMY
(baKkynbTeTi CTAHOBUTH TBOPUUH JTOCBIJI Xy 10’)KHUKIB-TI€1aroriB 0JIeChKOI PUCYBaIbHOT KON
XIX — nmouarky XX cr. (E. bykosenpkuii, T. JIBopHikoB, M. XKyk, B. 3ayse, JI. lopini, II.
Kaiinanpkuii, H. Kongakxos, K. Kocranni, A. Kpacoscekuid, I'. Jlannxuncekui, JI. MyuHuk,
M. IlaBmiok, I1. [Tapxet, O. [loctens, B. Cununpkuii, [1. Cykman, T. @paepman, H. lemntoro,
B. IlImiarT Ta ix.).

YV BUCBITJIEH] OKPECIEHOTO MUTAaHHS TAaKOX 3aCIyrOBY€E Ha yBary TBOPUU MOTEHITIAT TOCBI Y
Me/IaroriB  OECHKOTO XYJIO’KHBO-TpadiyHOro (pakynbTeTy, 3amo4aTKOBAHOI'O BIEpIIE B
Vkpaini 1965 p., mo € Ha CbOroJHI NPOBIIHUM XYyI0KHbO-IIEAATOTIYHUM, HAyKOBO-
METOAMYHUM OCEpPEeIKOM, KOTpUH Yy 3[ifiCHIOE MIiATOTOBKY Yy4YUTeNns 00pa3oTBOPUYOTrO
MucrenTa. L[iHHICHUM OpIEHTUPOM METOIUYHOI IIICTASCATUPIYHOI TISTTBHOCTI Kadeap
(bakynbpTeTy 3 MUTaHb OpraHi3allii 1 MPOBeAECHHS MPAKTUIHUX 3aHAThH 31 CTYJCHTAMH € TBOPUYHUI
JIOCB1J1 MJIESIAM T€/IaroriB-XyA0KHHUKIB, MPOPECcOopiB, AJOLUEHTIB AK-OT: HAPOIHUX XYI0KHUKIB
Vkpainu A. T'opbenka, A. Jlo3u, O. TokapeBa Ta 3acimyXeHMX XYyJOXHHMKIB YKpaiHM Ta
3acioykeHuX JisdiB KynbTypu Ykpainu JI. Bemumuxa, II. 3moueBchkoro, FO. €roposa, /.
Kuxuna, H. [Taxomosi-Bnacosoi, I1. Harymska, A. Hocenko, B. Cakantoka, E. CeprioHoBOi,
O. Cnemmnacrkoro, O. Tapacenko B. ®ininenka, wieHiB HarioHaasHOT CIUIKK XYT0KHHUKIB
Vkpainu JI. bacanus, /. bekkepa, 0. Bamoka, 1O. I'aBpunbuenka, B. I'eromsna, B.
€dimenka, O. Kotopoi, C. Kpmxencbkoi, C. JlozoBchkuii, O. JlantyxoBa, B. MexeBuyk, M.
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MopozoBa M. Comomsinoro, I. Opoca, O. Ilucemiuenka, M. Pesniuenka, O. Punmina,
JI.Punnina, b. PymsianeBa, A. Pycina, O. TokapeBoi, B. Tpackosa, B. Illapanenka Ta iH.
BuBueHHS JOCBiy HAyKOBO-METOAWYHOI poOOTH meaaroriB kadeap «oaechbkoro xyarpady»
CBIIYUTH MPO TE, IO iXHA 0COOMCTA TBOpUA AISIIBHICTD, @ OTXKE 1 IpodeciiiHuil 10CBiA IXHBOT
MaNCTEPHOCTI B Taly3i JXUBOMHCY, Tpadiku, CKYJIbNTYPH, IEKOPATHBHO-IPUKIIAJIHOTO
MUCTEITBA CYTTE€BO BIUIMBAE Ha TEAArOTIYHHWN Tporiec (GOopMyBaHHS 1 TBOPUUH PO3BUTOK
y4UTENIsT 00pa30TBOPUOrO MHUCTENTBA. EQEKTUBHICTH TBOPYOrO JOCBIAY XYIAOKHUKIB-
MEJaroriB B CUCTEMI XYJIOKHBO-TIEJarOT1YHOT OCBITH BH3HAHA HAyKOBOK TPOMAJICHKICTIO
MiATBEP/KYE CBOIO JKUTTE3/IATHICTh Y CYYaCHUX CKJIAJHHX YMOBaxX HAI[lOHAIBHOI OCBITH
Ykpainu.

BucHoBKkM Ta nepcneKTuBH. TakuM YMHOM, TBOPYUHN JOCBIJ XyIOKHUKIB-TIEIarOTiB Pi3HUX
IIOKOJIHb € CYTT€BO 3HAYHUM JMJAKTUYHUM MOTEHIIaJIOM JUIsl MeJaroriyHoi CHUIbHOTH
VkpaiHu, 10 Hagae MiACTaBH CTBEPIUKYBAaTH MPO AOLUIbHY 3HAYYLIICTh JOCBIY SK
IUJIAKTUYHOTO YMHHHUKAa B IPOLECI XYHOXKHBOI MIATOTOBKHM YUYHUTEIIB 00pa3oTBOPUYOrO
MUCTELTBA.

OnHUM 13 IepCHEeKTUBHUX HANPSIMIB PO3BUTKY IE1aroriyHoi, METOJUYHOI HAyKH MU BOAYaeEMO
B HAYKOBOMY CITIBPOOITHHUIITBI 3 YY€HUMH Ta MPAKTUKAMU 3apyO1>KHUX yCTAaHOB OCBITH, HAYKH
i KyJlbTypU AEMOKPATUYHOrO cripsiMyBaHHs. HOBI KOHIeNTyabHi 1/1€1 OHOBJIEHHS OCBITHHOT'O
BEKTOPY B HAIlIOHATBHIA CHCTEMi MIATOTOBKH HOBOTO IMOKOJIHHS YYUTEIIB 00pa30TBOPYOrO
MUCTEITBA BUCBITIIOOTh HU3KY 3aB/aHb, C€pe/l KOTPUX MPIOPUTETHUM i OCHOBHUM 3aBJaHHAM
€ IMIAKTUYHA, HAyKOBO-METOJMYHA OpPraHi3allisi OCBITHHOTO BEKTOPY iXHBOI XyJIOXKHBOL
MIATOTOBKY JI0 BUKOHAHHS MpodeciiHuX (yHKIIH B HOBIM ykpaiHChkii mikomi. e 3ymoBmtoe
CTPYKTYpHO-aHAJIITHYHHUN, CUCTEMHO-KOMIDICKCHUH aHal3, PO3MJISA] HOBITHIX HAYKOBHX
napajurM XyJ0KHbO-T1€AaroriyHoi OCBITH.

BaxmmBa ponb Mae OyTH BifiBeZeHa MiXKHAPOAHIN cHiBIIpans B cepi XyI0KHBO-TIEIAarorigHol
OCBITU B TaKHMX HarpsMax: po3poOKa Ta 3arpoBa>KeHH [1epeloBUX MearoriyHuX TEXHOIOTIH B
OCBITHIO TIPaKTUKY MPOQeciifHOl MiAroTOBKY (haxiBIiB i3 MOTY>KHAM HAyKOBHUM TOTEHIIAJIOM Ta
BUCOKUM DIBHEM MPAKTUYHOTO, TBOPYOTO JOCBITy, MENAroriyHoi MaiCTEpHOCTI XyJOXKHHUKIB-
TMIe/IaroriB; 3aMpOBa/HKEHHST HAMJOCKOHATIIINX METOIMK XyJ0KHBOTO HaBYaHHS; (OPMyBaHHS
OCBITHBOTO OaHKy HOBITHIX /1€l Ta JOCBily, CIpSMOBAaHMX MEpII 3a Bce Ha (OpPMYyBaHHS Ta
PO3BHUTOK TBOPUOi OCOOMCTOCTI yUUTENSI 00pa30TBOPUYOro MUCTELTBA 3 SIKICHO BUCOKUM PIBHEM
KOMIIETEHTHOCTI B OCOOHCTii1 TBOPUOCTI.
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Annotation. The materials consider the issue of the use of didactic factors of the influence of
creative experience of artists-pedagogues on the process of formation of professional culture,
pedagogical ability of future teachers of fine arts in the modern system of art and pedagogical
education. The didactic aspects of the organization of the educational process and the ways of
further professional training in the system of national art and pedagogical education are
highlighted on the example of the practice of creative activity of teachers of art disciplines of the
departments of the Odessa Art and Graphic Faculty.

Key words: artistic and pedagogical education, creative experience, fine art, artistic training,
professional culture, educational vector, personality, fine art teacher.
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Anotacija. Vaikai, augantys socialing rizikg patirian¢iose Seimose, susiduria su socializacijos
trikdZiais, todél labai svarbu, kad jie sulaukty savalaikés pagalbos. Sia pagalba gali teikti net
tik vyriausybinés, bet ir nevyriausybinés organizacijos (toliau NVO). NVO organizuoja
pagalba vaikams, pasitelkdama savanoriSska pagalba, todél labai svarbu ne tik parengti
savanorius darbui su vaikais, bet vertinti jy tinkamumga socialinei pedagoginei veiklai. Tezése
pristatoma kokybinio tyrimo (pusiau struktiiruoto interviu su 3 NVO darbuotojais) rezultatai,
kurie atskleidzia savanoriy atrankos socialinei pedagoginei veiklai su vaikais metodus. Tyrimo
rezultatai atskleid¢, jog atrenkant savanorius darbui su vaikais taikomi §ie atrankos metodai:
pokalbis, interviu, savanorio stebéjimas grupiniy uzsiémimy, praktinés veiklos metu ir kt.
Raktazodziai: socialines rizikas iSgyvenanc¢iy Seimy vaikai, savanoriai, atranka, metodai,
socialin¢ pedagoginé veikla.

Ivadas. Socialines rizikas patirianciy Seimy situacija yra aktualus klausimas ne tik Lietuvoje,
bet ir daugelyje pasaulio valstybiy. Siose eimose daznai piktnaudziaujama alkoholiu, vyrauja
nedarbas, nepriteklius, tévai stokoja vaiky globos jgiidziy ir kt. Z. Kuprénaité, J. Lubiené ir L.
Janaudyté (2019) teigia, kad tokios Seimos susiduria su pozityvaus bendravimo gebéjimy stoka,
kas salygoja ne tik silpnus socialinius rySius tarp tévy ir vaiky, bet ir sulétéjusig vaiky socialing
raidg. Siekiant padéti vaikui stiprinti socialines kompetencijas, jam turi biiti teikiama socialiné
pedagoginé pagalba Svietimo jstaigose, vaiky globos jstaigose, nevyriausybinése
organizacijose (toliau - NVO) ir t.t.. I. Klaniené, A. Glybina, G. Smitiené ir D. Lengvinas
(2023) pabrézia, kad nepaisant to, kad vaiky gerove riipinasi nemazai vyriausybiniy
organizacijy, taciau labai svarbus vaidmuo tenka NVO, kuri papildo formaliy institucijy
pagalba organizuodama jvairias prevencines programas vaikams. M. Franks (2024) pazymi,
kad savanoriai yra itin svarbus NVO resursas. [.Jonutyté (2007) teigia ,,savanoris — tai asmuo,
kuris laisva valia aukoja savo laikg kity Zmoniy labui, nesitiki uz tai atlygio, bet siekia
asmeninio tobuléjimo, jgyja patirties bei gauna dvasinés naudos, kuria dalijasi su
bendruomene, bei prisiima atsakomybe uz savo veiksmus® (2007, 96). Savanoriai vykdo
jvairias veiklas, vieni padeda vaikams, kiti vyresniems Zzmonéms, dar kiti prisideda prie
renginiy organizavimo, seminary vedimo ir kt. Kiekviena veikla reikalauja skirtingy savanoriy
geb¢jimy, savybiy, todél ne visi savanoriai tinka visoms veiklos, tod¢l iSkyla savanoriy
atrankos, ypa¢ darbui su vaikais, problema. Siose tezése keliams klausimas, kokie yra
savanoriy atrankos socialinei pedagoginei veiklai su socialines rizikas i§gyvenanciy Seimy
vaikais metodai.

Tyrimo tikslas: iSanalizuoti savanoriy atrankos socialinei pedagoginei veiklai su socialines
rizikas i§gyvenanciy Seimy vaikais metodus.

Metodai: mokslinés literattiros analizé, pusiau struktiiruotas interviu, content (turinio) analiz¢.
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Teoriné dalis

T. Fernandes ir M. A. Matos (2023) pazymi, kad NVO visame pasaulyje atlicka svarby
vaidmen] sprendziant Svietimo, ugdymo ir socialinés pagalbos teikimo problemas. NVO
stiprioji pusé tai, kad jos suburia savanorius pagalbos bendruomenés nariams teikimui,
koordinuoja jy socialing edukacing veikla, patikrina savanoriy tinkamuma vienai ar Kkitai
veiklai, juos apmoko ir vykdo profesing priezitrg (Fernandes ir Matos, 2023; Jiavi ir kt., 2024).
L. A. Webley (2023) remdamasis savo atlikto tyrimo iSvadomis, teigia, kad ne kiekvienas
savanoris tinka konkreciai veiklai, todé¢l buitina organizuoti kandidaty j savanorius tinkamumo
patikrinima, kitaip tariant, savanoriy atrankg. Savanoriy atranka leidzia uztikrinti vaiky gerove,
apsaugoti organizacijg nuo iStekliy Svaistymo bei apsaugoti pacius savanorius nuo issekimo.
B.Englert, J.Thaler ir B.Helmig (2019) teigia, kad savanoriy atranka — tai sgmoningas
kandidato pripazinimas tinkamiausiu konkreciai veiklai atlikti.

J.Vaicekavicien¢ ir A.Petrulis (2022) pabrézia, kad siekdamos sékmingai vykdyti savo veikla,
NVO turéty pasitelkti savanorius, kurie buty tinkamai pasirengg tam tikrai veiklai, tai yra
turin¢ius tinkamy ziniy ir gebé&jimy. 1. Jonutyt¢ (2007), A. L. Young (2016), C. Fedeli ir L.
Cigurova, (2021) teigia, kad kandidaty j savanorius socialinei pedagoginei veiklai su socialines
rizikas iSgyvenanciy Seimy vaikais atranka turéty biiti vykdoma keliais etapais, tam, kad geriau
pazinti blisimg savanor] ir jvertinti jo tinkamumg atlikti jam pavestas uzduotis. Pazymétina,
kad visuose atrankos etapuose ypatingas démesys skiriamas biisimo savanorio motyvacijai,
vertybéms, savanorio interesams bei gebéjimui dirbti komandoje ir demonstruoti lyderystés
savybes (Jonutyte, 2007; Fedeli ir Cigurova, 2021). Dazniausiai atrenkant savanorius taikomi
Sie metodai: anketos pildymas, grupinis arba individualus pokalbis, praktinés uzduotys,
standartizuotas pokalbis-interviu, diagnostinis/psichologinis testavimas (Jonutyté, 2007;
Young, 2016; Fedeli ir Cigurova, 2021).

Metodologija. Siekiant atskleisti savanoriy atrankos metodus, buvo atliktas kokybinis tyrimas.
Tyrimo metu, taikant pusiau struktiiruoto interviu metoda, buvo apklausti 3 NVO darbuotojai,
vykdantys savanoriy atrankg socialinei pedagoginei veiklai su socialines rizikas i§gyvenanciy
Seimy vaikais. Informantai buvo pasirinkti remiantis kriterinés atrankos principu. L. RupSiené
(2007) teige, kad tyréjas atrinkdamas informantus turi numatyti tam tikrus kriterijus.
Atliktame tyrime buvo taikyti tokie imties sudarymo kriterijai: tyrimo dalyviy veikla su
vaikais NVO ir savanoriy atrankos socialinei pedagoginei veiklai su vaikais vykdymo patirtis
maziausiai 2 m. Visiems tyrimo dalyviams buvo priskirti raidiniai kodai ir skaiciai (I1, 12, I3).
Pusiau struktiiruoto interviu metu gautai informacijai apdoroti buvo pasirinktas turinio
(content) analizés metodas. Vykdant tyrimg vadovautasi moksliniam tyrimui keliamais etikos
principais: konfidencialumo, savanoriskumo ir kt.

Rezultatai. Siekiant iStirti, kokiais metodais atrenkami savanoriai socialinei pedagoginei
veiklai su socialines rizikas iSgyvenan¢iy Seimy vaikais, NVO darbuotojy, vykdanciy
kandidaty atranka buvo klausta: ,.kokie efektyviausi savanoriy socialinei pedagoginei veiklai
su socialines rizikas isSgyvenanciy Seimy vaikais atrankos metodai ir kokius metodus Jiis
taikote? “, 1Sskirta kategorija: ,,.Savanoriy atrankos metodai“. ISanalizavus informanty
atsakymus, buvo iSskirtos SeSios subkategorijos: pokalbis, anketos pildymas, steb&jimas
grupiniy uzsiémimy metu, steb&jimas praktinéje veikloje, interviu, rekomendacijos ir/arba
charakteristikos analize (1 pav.).
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SAVANORIU ATRANKOS METODAI

Pokalbis Anketos Stebéjimas Stebéj in.l.a S Interviu Rekomendaqij v
pildymas grupiniy praktinéje charakteristiky
veikloje analize

uzsiémimy metu

1 pav. Savanoriy atrankos metodai

Kaip rodo duomenys 1 paveiksle, dazniausiai savanoriy atrankai taikomi $esSi pagrindiniai
metodai. Du informantai nurodé, kad visy pirmiausia reikia iSsiaiskinti savanoriy motyvus ir
kiek laiko jis gali skirti savanorystei, bei atsakyti j juos dominangius klausimus. Siems tikslams
naudojamas metodas — pokalbis “<..> efektyviausiai veikia pokalbiai su norinciais
savanoriauti<..>." (I1); "<...> susitikimo metu turime pokalbj <...>" (12). Vienas informantas
pazyméjo, jog savanoriy prasoma uzpildyti anketa “<...> savanoris pildo anketg <..>"(12).
Taip pat, vienas informantas pabrézé tokio metodo kaip grupiniai mokymai svarbg “<...>
savanorius j grupinius mokymus <...> vertinama kaip biisimas savanoris atsakingai Zvelgia j
mokymus <..>“ (12). Vienas informantas teig¢, jog savanoriy atrankai taiko savanorio veiklos
stebéjima praktinéje veikloje* <...> tai svarbu, nes buvo atvejy, kada po praktinés dalies
Zmonés suprato, kad yra per jautris ir negalés savanoriauti <..>.* (I12). Taip pat, vienas
informantas jvardino tokj atrankos metoda kaip interviu “<...> is taikomy metody — interviu,
kurio metu siekiama issiaiskinti jy motyvacijq, jsipareigojimq, gebéjimus ir patirtj <...>* (13).
Tas pats informantas nurodé¢ kita metoda kaip rekomendacijy arba charakteristiky
analizé “<...> pateikti rekomendacijq ar charakteristikq is universiteto, kolegijos ar darbdavio
<..>“(13). Galima teigti, kad visi trys informantai jvardino tuos atrankos metodus, kurie skirti
geriau pazinti kandidatg kaip asmenybeg, jo motyvacija, geb¢jimus, savanoriskos veiklos laiko
atzvilgiu galimybes.

Siekiant suzinoti, kas NVO vykdo savanoriy atranka, informanty buvo klausta: ,,kas vykdo
savanoriy socialinei pedagoginei veiklai su socialines rizikas iSgyvenanciy Seimy vaikais
atrankg ?“, Remiantis tyrimo rezultatais, i$skirta kategorija: ,,Savanoriy atrankos komanda‘“
ir 18skirtos trys subkategorijos: koordinatorius, specialistai dirbantys su vaikais, savanoriai (2

pav.).

I SAVANORIU ATRANKOS
KOMANDA
Koordinatorius/ Specialistai dirbantys . .
programos vadovas E——— avanoriai

2 pav. Savanoriy atrankos komanda

2 pav. duomenys rodo, kad informantai jvardino trijy grupiy atstovus, kurie atrenka kandidatus
] savanorius. Visi trys informantai nurodg¢, jog savanoriy atrankoje darbui su vaikais dalyvauja
savanoriy koordinatorius/vadovas "<...> savanoriy koordinatorius <...>"(11); "<.>
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programos vadovas <..>"(12), "<..> dienos centro koordinatorius <...>"(13). Du informantai
pabrézé, kad j atrankos komandg jtraukiami specialistai, dirbantys su vaikais 2y <en>
tiesiogiai su vaikais dirbantys specialistai <..>"(I11); “<..> socialinis pedagogas ir
psichologas <...>”(12). Vienas informantas pazyméjo, jog kandidaty atrankoje dalyvauja, jau
esami savanoriai, turintys ilgamet¢ darbo su vaikais patirt] "<...> turime ilgalaikiy savanoriy,
kurie padeda Siame procese <..>"(12). Galima teigti, kad atrankos komandoje dalyvauja
skirtingus vaidmenis ir funkcijas NVO atliekantys nariai, tokiu biidu uztikrinamas jvairiapusis
kandidaty vertinimas.

Siekiant istirti, pagal kokius kriterijus atrenkami savanoriai darbui su vaikais, informantai buvo
paprasyti jvardinti taikomus kriterijus: ,jvardinkite, kokius savanoriy socialinei pedagoginei
veiklai su socialines rizikas iSgyvenanciy Seimy vaikais Jius taikote? Remiantis tyrimo
rezultatais, i$skirta kategorija: ,,Savanoriy atrankos kriterijai ir astuonios subkategorijos:
motyvacija, vertybinés orientacijos, asmenybés savybés, lyderystés geb&jimai, organizaciniai
gebéjimai, konflikty sprendimo budai, pomégiai/talentai/gebéjimai, jsitraukimas (3 pav.).

SAVANORIU ATRANKOS
KRITERIJAI |
" .. Asmenybés Lyderystés Organizaciniai Konflikty Pomeégiai/ : :
Hoyyacs [ertybes savybés  gebé¢jimai gebéjimai sprendimo biidai  gebéjimai Isitraukimas

3 pav. Savanoriy atrankos kriterijai

Kaip rodo duomenys 3 paveiksle, dazniausiai savanoriai atrenkami pagal aStuonis kriterijus.
Vienas informantas nurodé¢, jog kandidaty atrankoje naudojami visi i§ pateikty klausime
kriterijy ,,<...> jvairiose atrankos dalyse atliepiami visi paminéti aspektai, jie visi yra svarbiis
ir reikalingi <..>" (I12). Visi trys informantai pabréz¢ motyvacijos svarba ,,<...> motyvacija
<.>"(11); "<..> savanorio motyvacija yra svarbus veiksnys <...>”(13). Vienas informantas
(I3) 1vardino tris kriterijus: vertybés ,,<...> vertybinés nuostatos — nesmerkimas, priemimas,
etikos ir konfidencialumo laikymasis <..>", organizacinius gebéjimus ,,<...> organizaciniai
gebéjimai — planuoti laikg, koordinuoti veiklqg taip pat svarbiis <..>", ir konfliktiniy situacijy
sprendimo budus ,,<...> vaikams padéti iSspresti konfliktus <..>”. Galima teigti, kad visi
atrankos kriterijy tikslas yra kuo geriau pazinti biisimuosius savanorius ir atrinkti tinkamus
darbui su vaikais.

ISvados. Kokybinio tyrimo rezultatai atskleidé, jos NVO darbuotojai taiko Siuos savanoriy
darbui su vaikais atrankos metodus: pokalbis, anketos pildymas, stebéjimas grupiniy
uzsiemimy metu, steb¢jimas praktingje veikloje, interviu, rekomendacijy ir/arba
charakteristiky analizé. Sie metodai leidzia geriau paZinti kandidato j savanoriska veikla
asmenybe ir gebé&jimus, motyvacija darbui su vaikais. Vykdant savanoriy atranka, svarby
vaidmen;] atlieka savanoriy atrankos komanda, kurig sudaro skirtingus vaidmenis NVO
atliekantys nariai (savanoriy koordinatoriai, specialistai, dirbantys su vaikais, ilgamete darbo
su vaikais patirt] turintys savanoriai). Tyrimo rezultatai leidzia daryti prielaidg, jog atrenkant
savanorius darbui su vaikais svarbiis Sie kriterijai: savanoriy motyvacija, vertybinés
orientacijos, asmenybes savybeés, lyderystés ir organizaciniai geb¢jimai, konfliktiniy situacijy
su vaikais sprendimo btidai, savanoriy pomégiai ir kt.
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Annotation. Children from families experiencing social risks challenges in socialization,
making timely support crucial. This support can be provided not only by governmental but also
by non-governmental organizations (NGOs). NGOs organize assistance for children by
engaging voluntary support, which is why it is essential not only to train volunteers for working
with children but also to assess their suitability for social-pedagogical activities with
children.The theses present the results of a qualitative study (semi-structured interviews with
three NGO employees), which reveal the methods used for selecting volunteers for social-
pedagogical activities with children. The study results indicate that the following selection
methods are applied when recruiting volunteers to work with children: interviews, discussions,
observation of volunteers during group activities, practical tasks, and others.

Keywords: children from families experiencing social risks, volunteers, screening, methods,
social pedagogical activities.
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THE EXPRESSION SOCIAL JUSTICE IN NON-FORMAL EDUCATION:
TEACHERS’ EXPERIENCES

Zubrickiené Ilona
Associate Professor Dr., Klaipeda University, Lithuania
ilona.zubrickiene@ku.lt

Anotation. This thesis reviews the concept of social justice in education, the aim of which is
to provide equal opportunities for everybody to participate in the educational system. The thesis
is to show the authentic experiences of teachers, by identifying the concept of social justice
and expressions thereof in non-formal education. The qualitative study has helped to reveal the
experience of teachers participating in non-formal education, in reflecting aspects of the
perception of social justice and expression thereof in the context of non-formal education.
Keywords: access, equal opportunities, non-formal education, social justice.

Introduction. The successful socio-economic progress of the country is subject to the
development of education and its development trends. For the majority of residents of the
European Union, constructive, active, and productive functioning means certain skills, the
acquisition and development of which requires continuing professional development, the
ability to run their activities on the basis of the latest knowledge, scientific and technological
achievements, to adapt to the changing labour market and compete (4™ Global Report on Adult
Learning and education. Leave No One Behind: Participation, Equity and Inclusion, 2019).
The importance of non-formal education as one of the most accessible forms of adult education
in modern society is growing; its need for all adult is enhanced by the declared general concept
of effective adult education policy (An in-depth analysis of adult learning policies and their
effectiveness in Europe, 2015). This common concept of effective adult education policy is
implemented in line with the principle of social justice, which ensures the successful
engagement of adults in lifelong learning.

It is interesting to find out how such a broad, ambiguous concept of social justice, which is
shaped not only by the state education policy, exists in practice and what interpretational
variations of the concept of this phenomenon have been personally experienced by teachers.
Sh. Lawless and T. C. Guy (2011) are of the opinion that no one can define social justice and
expression thereof in non-formal education better than practitioners who experience and can
provide insights into the relationship between formal theoretical sources and practice. The
theses raises the following problematic questions: How do teachers perceive and experience
social justice when participating in and engaging in non-formal education?

The aim of the research is to show the authentic experiences of teachers, by identifying the
concept of social justice and expression thereof in non-formal education.

Methods: scientific literature analysis and qualitative study.

Theoretical part

It is important to emphasise that social justice is quite a broad concept, which comprises state
policy, the process of implementation of it, and the evaluation of results. This concept is an
integral part of the form of state governance, the totality of basic principles prevailing in
society, as well as the historical and cultural identity of society. Many authors define social
justice as the ideal situation in which all members of society possess the same fundamental
rights, guarantees, opportunities, responsibilities, social support, while historical inequalities
are recognised and addressed by special means (Thyer, 2010). One of the most vulnerable areas
of social justice is education. Each state should pursue a socially just educational system for
providing equal opportunities for everyone to participate in education. Social justice, therefore,
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is not just a theoretical concept; it is seen as a phenomenon, which requires practical solutions.
In education, is has various forms self-expression: equal opportunities, equal access to
education for different social classes, recognition and representation of interests of the most
vulnerable social groups, identification and inclusion of different cultures, religions, traditions,
and histories in educational programmes, etc. (Zalimiené, Lazutka, Skugiené et. al, 2011).

As regards the concept of social justice, it is generally assumed as a matter of course and, its
expression in education has become the norm today, the analysis of it at various levels of the
educational system, in particular, formal and non-formal, shows that its meaning varies.
Research in the field of social justice (Sliavaité, 2018; Meernik, Golcevski, McKay, Feinberg,
King, & Krastev, 2016; Iljina, 2014) rather focuses on formal education, in which the
perception of the social justice concept depends on the attitude framed by the state — it is
inseparable from the form of governance, from the set of basic principles prevailing in society,
as well as from the historical and cultural context. On the contrary, non-formal education, as a
relatively convenient and most accessible form of adult education to upgrade or acquire new
skills, involves occasional studies of such service providers in terms of social justice (Fréjuté-
Rakauskien¢, Klumbyté, Marcinkevi¢ius & Sliavaite, 2018; Jean Francois, 2014). It is also
limited to the generalised perception of this phenomenon and, usually, to the contexts of its
expression that are not always regulated by the state. Thus, it is not possible to adapt the
requirements of the formal education system to non-formal education so as to provide adequate
opportunities for all adults to take part in lifelong learning. This means that the concept of
social justice in non-formal education is often interpreted more freely and more ambiguously,
while its expression depends not only on the public education policy, but on the needs of such
service providers, too. It is, therefore, not clear how non-formal education addresses the
problem of perceiving and expressing the concept of social justice, what role the state might
play in ensuring social justice for adult in lifelong development and in acquisition of new skills.

Methodology. The qualitative study was conducted in December of 2023 in cities and districts
of Western region of Lithuania (Klaipéda, Kretinga, Gargzdai, Siluté¢), where non-formal
teachers’ education facilities exist. The study has involved 26 informants from 7 non-formal
teachers education institutions. The study participants were interviewed using a prepared
questionnaire. In the study, the general ethical principles were followed: the principle of
voluntariness, the principle confidentiality, the principle of anonymity, and respect for the
subject.

Results. The research data disclose the opinions of the informants, which were formed on the
basis of their learning experiences. The complicated perception of social justice, which causes
a problem to its definition, is illustrated by fragments from the informants’ speeches, <...as for
me personally, this is a quite a 'vague' concept...> (14); <...it is easier for me to say what is
being done socially wrong than just. It is an aspiration rather than a tribute” (21). The
informants identify the concept of social justice as multifaceted, with different meanings and
interpretations, thus, making it difficult for them to describe it. This demonstrates that different
interpretations of the concept in both scientific literature and educational policy tools make it
difficult to describe it in practice, as well.

The speeches of the research participants underline the units of meaning for describing the
concept of social justice; they can be divided into: 1) equal learning opportunities, <...to me, it
sounds like something utopian: ‘share equally’> (3); 2) access to learning, <...the word ‘just’
is too abstract in our society <...>, but it reflects the right to learning> (21); 3) social security,
<...the state assures the right to learn, to upgrade qualifications and, thus, to keep staying on
the market> (9); 4) economic security, <...through continuing learning, you grow and improve

294



as a professional; this guarantees economic stability> (5). The informants’ thoughts show that
they do understand the essence of social justice.

It has been observed that informants, when reflecting on the concept of social justice, fail to
define it precisely because they tend either to concretise it (divide into separate parts, such as
accessibility, equal opportunities) or to abstract, to name it as an ideal situation. This is
illustrated by the following experience of an informant, <...I would call this concept a social
good that should ideally be implemented> (7). Personal experiences of the informants
demonstrate their understanding that social justice is necessary as a guarantor of a state as
regards their lifelong learning, yet, the problem of perception and expression of this concept in
practice creates a lot of uncertainty for them.

Social justice in non-formal education is primarily associated with access to learning.
Informants believe that the mere declaration of access to learning in educational documents so
as to guarantee the right to study, education and professional qualifications does not yet mean
the efficiency of the education system and its capacities to meet their various learning needs in
a flexible manner. They, therefore, have doubts as to whether what is set forth in educational
documents is actually being implemented and works in practice, <...I do not think that what is
contained in educational documents is sufficient to create the necessary conditions for us to
learn> (4); <...frankly, I would say that all the laws that have been passed in this regard are
mere formalities...> (25). Personal experiences of the informants illustrate that the most
important thing for them is that this process works properly in real learning situations.

The attitude of the research participants toward the phenomenon of social justice as an equal
opportunity is quite favourable. They do not feel disadvantaged as regards to restriction of their
learning opportunities due to their age, gender, linguistic, ethnic or other criteria. As the
informants state, <...equal opportunities mean that no one will be discriminated against due to
their gender, age, beliefs, or other differences> (18); <...we all have equal opportunities to
learn, regardless of nationality, age, gender, or talent> (1).

The study highlights that the quality of informal non-formal education services is of high
importance for the informants. Aspects of a high-quality training programme are illustrated by
the following experiences of the informants, <...practical content, which is interestingly
presented by a lecturer, is very important for me, practical, visual techniques should engage
me > (7); <...of course, teaching material with practical examples, a variety of methods used
<...> the most important thing for me is to use it in my job> (17). The study participants have
pointed out in their experiences the problems prevailing in non-formal education, which should
be addressed as soon as possible so that the training is focused on teachers learning needs,
whereby curriculum content and the desired results should be in line with the development of
general skills and competencies relevant to the labour market, as well as the acquisition of
knowledge, skills, etc., necessary for vocational activities.

Conclusions. The implementation of social justice in non-formal education is becoming one
of the main reasons of why teachers learn. Looking at the participants' personal experiences,
their assessment of the concept and expression of social justice in real learning situations of
non-formal education shows contradictions with the attitude toward the nature of this
phenomenon as declared by the state education policy.

The analysis of the phenomenon of social justice and expression thereof allows assuming that
the learning teachers’ reflections on their experiences show the controversy of the concept of
social justice. This helped to prove that there is no single definition of social justice acceptable
in all educational contexts. The following key forms of expression of social justice were
pointed out by study participants: equal opportunities, access to education and training, non-
compliance of non-formal education services with participants’ learning needs and goals. The
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latter just partially show an attitude toward the implementation of social justice in non-formal
education.
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