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Abstract. Effective educational communication of culturally dense decorative motifs in screen-based educational
materials was treated as a continuing design challenge in digital education. This study aimed to establish and
validate a design framework that supported the translation of traditional decorative motifs into clear and
teachable information-visualisation posters for educational communication. A qualitative, design-oriented
methodology was applied through semi-structured expert interviews, grounded-theory coding with Open Coding,
Axial Coding, and Selective Coding, comparative poster design, and expert review using timed first exposure and
a follow-up group interview. The interview analysis established four design dimensions, namely Consistency &
Distinction, Adaptability, Multisensory Integration, and Emotional Engagement, and these dimensions were
generalised as traceable design commitments for educational visuals. Two comparable posters were produced for
the same motif extracted from illustrations in “The new diagram of Confucian imagery”, with one poster guided by
the framework and the other developed as an intuition-based baseline. The expert review showed that the
framework-guided poster was interpreted as having a clearer hierarchy, easier identification of key educational
content under time pressure, and more stable visual coding than the baseline poster. The analysis also showed
that the framework improved the explainability of major design decisions by linking these decisions to explicit
criteria rather than personal preference. The results were applicable to researchers and practitioners in
information visualisation and visual communication who developed educational resources for cultural knowledge
dissemination in multimedia educational environments

Keywords: cultural heritage communication design; information visualisation; multimedia education; grounded
theory coding; expert review; visual hierarchy; digital education

INTRODUCTION effectively apply these traditional cultural symbols to

Traditional decorative motifs, as integral components of digi.tal education platforms through modern .vi51.1a1
traditional visual culture, have long carried regional de51gp methods to enhance the communicative
memory, historical experience, and social beliefs. These effectiveness remains an unresolved issue. The
patterns not only form unique visual symbols of application of traditional cultural elements in digital

architecture but also play a role in shaping local cultural ~ education platforms has gradually become a hot topic in
identity and spatial memory. However, how to academic research. Many scholars have focused on the

integration of information visualisation design and
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cultural communication, exploring how modern
technologies and design principles can make traditional
patterns effectively communicate in digital formats.

According to U.B. Qushem et al. (2021), traditional
patterns and symbols need to be transformed through
multimodal design strategies in order to better meet
the needs of modern learners. Similarly, K. Tomita
(2022) emphasised that when handling cultural
symbols, appropriate design methods can significantly
improve learners’ visual understanding and emotional
connection. In parallel, the latest scholarship has begun
to treatillustrations and diagrams in historical books as
analysable visual corpora rather than as purely archival
images. According to X. Mei et al. (2025), historical
Chinese books contain diverse visualisations and
illustrations that can be systematically extracted and
organised for analysis, which makes book-based motifs
a traceable source for design inquiry. S. Goud et al.
(2024) similarly noted that visual methods can
improve access to ancient manuscripts and books in
digital collections, yet design-oriented translation from
such motifs into teachable educational visuals remains
less discussed. Furthermore, C. Troussas et al. (2025)
suggested that personalisation elements and voice
design in educational settings can increase learner
engagement through more humanised interaction
modes. However, these studies mostly focused on
simplifying information delivery and aesthetic
presentation, with limited discussion on how to
preserve the depth and symbolic significance of
cultural symbols while integrating these symbols
effectively into multimedia educational platforms.

W. Nilam (2023) pointed out that while visual
embellishments play an important role in enhancing
aesthetic  appeal, excessive decoration may
compromise the clarity and readability of the
information. Therefore, K. Baer (2021) advocated that
decoration should harmonise with the communicative
function of content rather than relying solely on visual
appeal. In the specific application of visual design, the
signalling principle proposed by R.E.Mayer &
L. Fiorella (2022) emphasised guiding learners’
attention through effective visual cues to ensure that
the learners focus on the most relevant information.
This principle is particularly important when dealing
with traditional cultural patterns, as these patterns are
often rich in layered meanings, requiring clear visual
signals for learners to understand the cultural and
educational values. Additionally, R. Bafiez & H.
Mosteyro (2024) evaluated the sufficiency of the
multiplicity functions of visual hierarchy, exploring
how clear visual design can help learners better
understand complex cultural information, and
emphasising that such clarity can reduce cognitive load
and increase the acceptability of information.

Despite the extensive research focused on the
aesthetic and semiotic aspects of visual design, most
studies have centred on the decorative function of
design elements, with insufficient exploration of how
these elements promote learner understanding and

engagement in multimedia educational contexts.
Specifically, the visualisation and application of
traditional motifs in visual communication design have
not been systematically analysed in terms of the effects
on learner perception and educational communication
outcomes. The purpose of this study was to examine
how motifs extracted from illustrations in “The new
diagram of Confucian imagery”, a classical illustrated
Chinese text, could be translated into visual design
forms suitable for short-format educational
communication on digital learning platforms.

MATERIALS AND METHODS

This study adopted a qualitative, design-oriented
approach to examine how traditional decorative motifs
can be translated into clear and teachable visual forms
for educational communication. The empirical
materials were drawn from motifs extracted from
illustrations in “The new diagram of Confucian
imagery” (Verbiest, 1674). A qualitative strategy was
selected because the study focused on visual reasoning,
design decision-making, and meaning construction,
rather than numerical measurement or statistical
inference. Expert knowledge was therefore necessary
to articulate design-relevant requirements from
culturally dense motifs and to assess the applicability
in educational visuals. The study followed three
sequential stages. The first stage used expert
interviews and systematic coding to derive a
framework of design requirements. The second stage
applied the framework to motif extraction and visual
translation, producing two comparable poster sets. The
third stage used expert review and a follow-up
interview session with the same panel of experts to
verify whether the framework provided a traceable
rationale for key design decisions. This sequence was
intended to keep the connection between conceptual
claims, design practice, and evaluative evidence
explicit.

Semi-structured interviews were conducted to
construct the CAME framework, which includes
Consistency & Distinction, Adaptability, Multisensory
Integration, and Emotional Engagement. Seven experts
participated in the study, including five university
faculty members specialising in visual communication
and design education and two professional designers
with more than five years of experience in digital media
and educational visual design. Each interview lasted
approximately 45 to 60 minutes and was conducted
online or in person. Participation was voluntary. Before
each interview, participants received a short
information sheet describing the purpose of the study,
the interview procedure, the use of audio recording,
and the intended use of anonymised quotations in
academic publication. Informed consent was obtained
before recording. All interviews were audio-recorded
and transcribed verbatim. The study followed widely
accepted ethical principles for research involving
human participants, aligned with the principles of the
Declaration of Helsinki (World Medical Association,
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2013). Participants were informed about being able to
decline to answer any question and withdraw at any
time without consequences. Personal identifiers were
removed during transcription, and quotations used in
the manuscript were anonymised. Audio files and
transcripts were stored on password-protected devices
and were accessible only to the research team.
Interview questions focused on recurrent
difficulties in translating traditional motifs into
educational visuals, strategies for improving visual
clarity and learner engagement, and the role of sensory

and affective factors in learning-oriented visual
communication. The transcripts were analysed
following grounded-theory coding procedures (Hakkak
et al, 2023) in three steps: open coding, axial coding,
and selective coding. Open coding captured recurring
concerns and practical design problems expressed by
the experts. Axial coding connected these concerns into
higher-level categories that clarified the causes and
design implications. Selective coding then consolidated
the categories into four core dimensions, which
collectively form the CAME framework (Table 1).

Table 1. Grounded theory coding table for CAME framework

Open coding Axial coding Selective coding
Difficulty in balancing tr.adltlonal symbols Symbol-readability tension Consistency & Distinction
and clarity

Need to distinguish decorative and
communicative elements

Visual functionality

Consistency & Distinction

Lack of adaptation for younger users

User-centric design

Adaptability

Importance of emotional engagement

Emotional design relevance

Emotional Engagement

Low usability of traditional motifs on
digital platforms

Symbol-readability tension

Consistency & Distinction

Confusion caused by overly ornate
visual forms

Visual functionality

Consistency & Distinction

Demand for multisensory engagement

Multisensory support

Multisensory Integration

Concern for cognitive overload in visual
design

Visual functionality

Multisensory Integration

Source: compiled by the authors

To strengthen methodological transparency, the
study used a two-step logic in framework development.
First, the four CAME dimensions were derived
inductively from the interview data through grounded-
theory coding. Second, after the dimensions had been
established, each of these dimensions was theoretically
aligned with relevant multimedia learning principles
proposed in R.E. Mayer & L.Fiorella (2022) and R.E.
Mayer (2024) to support framework operationalisation
in design practice and expert review. This alignment
drew on principles related to visual cueing, information
organisation, and processing management (e.g.,
signalling, coherence, segmenting, and modality). This
alignment was used to define observable design criteria
and comparative evaluation indicators, rather than to
predetermine the coding categories. The visual
materials consisted of traditional decorative motifs
extracted from illustrations in “The new diagram of
Confucian imagery” (Verbiest, 1674), with particular
attention to instrument-related images. Motif
extraction followed a traceable procedure that included
locating relevant illustrations, inspecting enlarged
details, identifying candidate motif units, and
producing vector versions. Candidate motifs were
included when the contours were sufficiently complete,
the boundaries were visually stable, and the internal
structure was clear enough to support reliable vector
extraction. Motifs that appeared fragmented, heavily
occluded, or ambiguous in outline were excluded. A
corpus of nineteen motifs was established and grouped
into three semantic classes: natural elements, symbolic
figures and culturally coded creatures, and abstract

geometric structures. Motifs were digitised and
vectorised using standard graphic design software -
[llustrator and Figma. Shape-grammar operations,
including rotation, reflection, scaling, and repetition,
were applied to explore formal variation while
preserving recognisable structural features.

Following motif extraction and vectorisation, the
study proceeded to construct the central visual subject
of the poster from the selected motif corpus. Before
poster design began, the main motif shown in the
posters was not taken as a single extracted fragment in
isolation. Instead, eight motif samples were first
selected from the nineteen-item corpus according to
the sample-selection criteria described above,
including contour completeness, boundary stability,
and suitability for reliable vector extraction. These
selected samples were then combined to form a new
composite central motif, which became the primary
visual subject to be communicated and explained
through the poster design. This composite construction
made the visualisation task more representative of real
educational communication, because it required the
design to explain both the symbolic meaning of each
motif unit and the structural logic of the re-
combination, thereby providing a stricter and more
comparable test of whether CAME could offer a
traceable rationale for organising complex cultural
information.

Based on the CAME framework, two comparable
poster sets were produced. Each set contained one
information-visualisation poster, and both posters
focused on the same motif drawn from “The new

Art and Design Vol. 9, No. 2 (L
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diagram of Confucian imagery” (Verbiest, 1674). The
design goal was educational communication, that is, to
support short-form public-oriented explanation of the
motif and its associated cultural meaning through a
clear and teachable visual composition. The CAME-
guided poster treated the four dimensions as explicit
design commitments, whereas the comparison poster
was developed without explicit use of the framework
and relied on conventional design intuition. For
verification, the same group of seven experts reviewed
both posters using a qualitative rubric aligned with the
four CAME dimensions. Experts rated each poster using
a three-level ordinal scale, namely High, Medium, and
Low, across the four CAME dimensions and provided
short written comments. The choice of a three-level
ordinal scale was methodologically appropriate for a
timed first-exposure task with a short viewing window
and limited scoring burden. Although E.C. Aybek & C.
Toraman (2022) reported in Item Response Theory
that three-category scales typically provide less
measurement information and have a narrower range
of discrimination than five- or seven-category formats,
the main goal of this study was not detailed
psychometric measurement, but rather a quick,
comparable, and verifiable expert assessment that
could be consistently recorded within one minute after
initial review and then explained during subsequent
discussion.

Based on the one-minute timed first exposure,
experts provided an immediate judgment of
(1) educational comprehensibility, (2) clarity of visual
hierarchy, and (3) overall aesthetic acceptance. After
the timed viewing of both posters, an in-person group
interview session was conducted with the same panel
and lasted approximately 20-30 minutes. Experts used
the same three-level ordinal scale
(High/Medium/Low) to evaluate each poster across
the four CAME dimensions. Low, Medium, and High
ratings were coded as 1, 2, and 3 for reporting (Mean =
Yscore/7; SD = sample standard deviation). A High
rating indicated that the dimension was clearly
achieved under time pressure with a stable and
traceable design rationale; a Medium rating indicated
that the intent was generally recognisable but required
additional effort or showed local inconsistencies; a Low
rating indicated that the dimension was not adequately
supported and hindered understanding or engagement.
For Consistency & Distinction, experts considered the
stability of visual codes and the separation of
instructional and ornamental layers. For Adaptability,
the experts considered screen legibility and audience
fit. For Multisensory Integration, the professionals
considered layered visual organisation and unit-based
readability. For Emotional Engagement, the experts
considered cultural resonance, compositional balance,
and willingness to continue reading. The group
interview was used to elicit explanations for
comparative judgments and to clarify how specific
visual decisions were interpreted in relation to the four
dimensions. DeepL and ChatGPT (GPT-5.2) were used

as language-support tools during manuscript
preparation, including academic  translation,
terminology clarification, stylistic editing, and

consistency checking. All outputs were reviewed,
verified, and revised by the authors. These tools were
not used to design the study, collect or analyse data,
generate figures or results, or draw conclusions. The
authors take full responsibility for the content of this
article.

RESULTS AND DISCUSSION

The expert interview analysis yielded four recurring
design needs that informed the CAME framework.
Across participants, the main difficulty was not the lack
of cultural content, but the difficulty of making
culturally rich motifs readable and instructive in
screen-based learning materials. The coded data
repeatedly pointed to tension between symbolic
density and legibility, the need to separate decorative
detail from communicative structure, the need to adjust
style for a specific audience and viewing condition, and
the importance of affective connection when learners
face unfamiliar knowledge. These themes converged
into four dimensions, which were used to summarise
and organise the design requirements derived from the
interviews. This pattern should not be interpreted as a
rejection of ornamentation itself. Rather, the interview
evidence pointed to a threshold problem in educational
visual communication: decorative richness became
beneficial only when it remained subordinate to an
instructional reading path. This interpretation is
consistent with the visualisation research by M. Alebri
et al. (2023), which showed that embellishment can
enhance engagement and perceived visual quality, but
may also hinder comprehension when task-relevant
structure and cues are not made sufficiently explicit. In
the present study, experts repeatedly treated
hierarchical stability as the condition under which
cultural detail could function as teachable content
rather than visual noise.

Table 2 summarised the four CAME dimensions
and identified the relationship with Mayer’s
multimedia learning principles and the observed
design criteria used to translate each dimension into
visual solutions. The results showed that consistency
and discrimination most closely correspond to the
principles of signalling and coherence. Experts
emphasised the importance of stable visual codes and
clear cues that help determine the hierarchy and
relevance of information. Adaptability, in turn, was
associated with student relevance and information
processing management. This includes personalisation,
prior learning, and segmentation, as the same cultural
symbols may require different approaches depending
on the context and audience. Multisensory Integration,
which coordinates channels and timing, was linked to
the principles of redundancy and temporal contiguity,
as experts noted the need to distribute information
across perceptual channels to avoid overload.
Emotional Engagement, in turn, corresponds to

12 Art and Design Vol. 9, No. 2
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generative processing principles such as
personalisation, voice, and immersion, as emotional

resonance helps maintain attention and promotes
better assimilation of complex content.

Table 2. CAME dimensions, links to Mayer’s multimedia learning principles,

and observable design criteria used in this study

CAME Link to Mayer’s
. . multimedia learning Observable design criteria used in this study
dimension o
principles
Consistency & Signalling; coherence; spatial Stabl.e ylsgal codes (line weight, icon logic, typographlc rhythm);
S L explicit hierarchy cues; contrast used to mark learning-relevant
Distinction contiguity. . . .
elements; separation of instructional layers from ornamental layers.
Controlled abstraction for screen legibility; platform-aware scaling
Adaptability Personalisation; pre- and spacing; audience-fit stylistic tuning; simplified contours that
p training; segmenting. preserve culturally recognisable structure; progressive disclosure of
complex detail.
Layered segmentation of the visual field into readable units;
Multisensory Modality; redundancy; complementary cueing across visual variables; avoidance of duplicate
Integration temporal contiguity. cues that add noise; interface-ready regions that can support optional
narration/interaction.
Culturally meaningful metaphors; symmetry and balance to support
Emotional Personalisation; voice; aesthetic acceptance; affective cues that invite identification with
Engagement immersion. cultural meaning; compositional coherence that sustains attention
and curiosity.

Source: compiled by the authors based on R.E. Mayer & L. Fiorella (2022) and R.E. Mayer (2024)

From the nineteen-motif corpus, the motif units
used in the composite central motif were selected
according to the inclusion criteria. The selection was
designed to cover the three semantic classes used in
this study - natural elements, symbolic figures and
culturally coded motifs, and abstract geometric

cultural recognisability while supporting clear
hierarchy and teachable visual organisation. Table 3
listed the full set of motif units included in the
composite central motif and summarised the semantic
roles and symbolic meanings as translation cues during
geometric abstraction.

structures - so that the composite motif retained

Table 3. Motif units used to construct the composite central motif for the poster comparison
with semantic classification and translation cues

Semantic
. Abstract class . . .
Pattern Ancient book o . Role in composite Symbolic
Symbolic figures geometric (three- . . . -
Name sources motif (design logic) meaning
structures category
scheme)
Primary carrier of focal Brightness,
Flame- ! meaning; used to auspiciousness,
orb e \ establish a clear exorcism,
pattern S > _ . instructional focus in vitality,
e the composite motif. protection.
Primary carrier of focal
Treasure- Symbolic meaning; used to Wealth,
phase @ figures / support prosperity,
flower culturally | “blessing/prosperity” | career, family,
pattern AV coded semantics and visual abundance.
L symbols centrality.
Secondary symbolic
connector; used to link | Smoothness,
. | focal units and fulfilment,
Ruyi = . .
reinforce cultural happiness,
pattern o . s .
3 T - recognisability through blessings,
a conventional motif | auspiciousness.
- grammar.

Art and Design Vol. 9, No. 2

13




CAME framework: adapting traditional ...

Table 3. Continued

Semantic
Pattern Ancient book Symbolic Abstrac.t class Role in composite Symbolic
Name sources figures geometric (three- motif (design logic) meaning
structures category
scheme)
Secondary decorative
extension; used to
enhance the sense of
Scrolling I continui.ty, vitality, and | Continuity, life,
grass N a &/ o.rganlc ﬂow_ of the _ abundagce,
pattern - (_/ entlre.composllte motif, pro.spgrlty,
while echoing the vitality.
'_ A “prosperity and
abundance” semantics
of the core pattern.
Structural framing and
closure; used to
provide a sense of
infinite cyclicity, Infinity, cycles,
Key [@_’ stabilise the visual blessings,
pattern boundary of the wealth,
- composite motif, and perpetuity.
- reinforce the theme of
“perpetual blessings
and continuity”.
Contextual and
rhythmic support; used
Ocean — to express Unification,
wave 2 % continuity/flow and to |integrity, peace,
pattern stabilise reading stability, era.
direction through
Natural repeated curvature.
elements | Contextual and framing
support; used to Heritage,
provide visual blessings,
Cloud . .
pattern @ breathing space and longeVIFy.
: cultural resonance continuity,
while maintaining motif harmony.
coherence.
Structural rhythm and
boundary control; used Structure,
Stripe AbstracF to _sFabil.ise order_,
pattern geometric | composition, improve regularity,
structures | legibility, and separate clarity,
layers (instructional vs | functionality.
ornamental).

Source: compiled by the authors

In the composite construction, symbolic motifs
functioned as the primary carriers of explicit cultural
meaning, natural-element motifs provided contextual
rhythm and continuity, and abstract geometric units
stabilised structure and layer separation. This role
division kept the visual subject consistent across the
two posters while allowing the comparison to focus on
whether the CAME-guided design achieved clearer
hierarchy, stronger educational readability, and more
traceable decision logic under the same educational
communication goal. Building on this motif corpus, the
study produced two comparable information-
visualisation posters (Fig.1). For Consistency &
Distinction, visual stability was maintained through
uniform line weight and a consistent structural rhythm,

while contrast cues differentiated core instructional
layers from decorative detail, reinforcing hierarchy and
supporting a legible typographic system (Giinay, 2024).
For Adaptability, the abstraction level and contour
simplification of motif forms were adjusted to improve
graphic legibility =~ while preserving culturally
recognisable features, so that educational information
remained accessible in typical digital viewing
conditions. Multisensory Integration was addressed
through layered visual organisation and region-based
segmentation, supporting stepwise viewing and unit-
based reading of the content. Emotional Engagement
was strengthened through culturally grounded
metaphors, symmetrical composition, and balanced
layout, which supported resonance and encouraged
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sustained engagement with the cultural theme (Wang
& Wang, 2024).

In the expert review, the two posters were treated
as a direct comparison because both visualised the
same motif from “The new diagram of Confucian
imagery” (Verbiest, 1674), while differing only in
whether CAME guided the design process. During the

one-minute first-exposure viewing, experts rated each
poster using a three-level scale (high/medium/low)
across the four CAME dimensions and provided short
written comments. The distribution of expert ratings
for both posters across the four dimensions is
summarised in Table 4.

Pattern New

Design Introduction

Dimensions
Visualization Design of Ancient Book Patterns Pattern Redesign
1@ %
AR (o)
a re
y Nk 20 @
o4 9 "% e
o /) ,,1‘\ \ 2
0 8 . . O &
:} \‘... ,r' & % 3 e W) @@Q}@
) S 57 v'o p
@ i0 & o8B
2. 2 e,
Ao 2g Coor seheme
2 T IE

Pattern Redesign

Hame 0rh
otern

sripe.
........

Pattern New g 22+ 7]
Dimensions ==

Visualization Design of Ancient Book Patterns

a

Figure 1. Pattern innovation and visual design outcomes based on the CAME framework
Note: a - a poster without explicit use of the CAME structure, in which the designer's traditional intuition served
as the baseline for comparison; b - a poster created with the CAME structure in mind, in which the pattern
elements were reorganised into a stable visual language system.

Source: compiled by the authors

Table 4. Distribution of expert ratings and summary statistics for two posters (n=7)

CAME dimension Poster Low (1) Medium (2) High (3) Mean SD

. e a 5 2 0 1.29 0.49
Consistency & Distinction b 0 4 3 243 053
- a 5 2 0 1.29 0.49

Adaptability b 1 2 4 243 0.79
Multisensory Integration a > 2 0 1.29 0.49
b 2 3 2 2.00 0.82

. a 7 0 0 1.00 0.00
Emotional Engagement b 0 3 4 257 053

Source: compiled by the authors

As shown in Table 4, Poster b received higher
ratings than Poster a across all four dimensions. The
clearest  separation appeared in Emotional
Engagement, where Poster a was rated Low by all
experts (Mean = 1.00, SD = 0.00), whereas Poster b
concentrated in Medium to High ratings (Mean = 2.57,
SD = 0.53). Poster b also showed higher mean scores in
Consistency & Distinction and Adaptability (both
Means = 2.43) compared with Poster a (both Means =
1.29). For Multisensory Integration, Poster b showed a
moderate improvement (Mean = 2.00) relative to
Poster a (Mean = 1.29), with a wider spread of ratings,
indicating greater variation in expert judgments on this
dimension. Across these ratings and comments, the
CAME-guided poster was more often judged as having

a clearer hierarchy and more stable visual coding,
which helped experts identify the intended learning
content within the limited viewing time. By contrast,
the comparison poster was more frequently described
as mixing ornamental density with instructional
structure, which made the reading path less predictable
and increased the effort required to infer relationships
among elements. The difference observed in the timed
first-exposure review can also be interpreted in light of
signalling research in multimedia learning. In a meta-
analysis, M. Noetel et al. (2022) showed that signalling
helps learners identify relevant information and
organise incoming material more effectively by making
structural cues more visible during early processing.
Although the present study did not test learning
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outcomes statistically, the experts’ faster recognition of
instructional focus in the CAME-guided poster is
consistent with this mechanism and supports the
methodological value of including a timed first-
exposure task in the comparative review.

In the subsequent 20-30 minute in-person group
discussion with the same panel, experts explained the
reasons behind the ratings in ways that aligned with
the rubric. Comments associated with Consistency &
Distinction highlighted the separation of learning-
relevant layers from ornamental layers and the use of
explicit hierarchy cues. Adaptability was discussed in
relation to controlled abstraction and simplification
that improved screen readability while preserving
recognisable motif structure. Remarks linked to
Multisensory  Integration focused on layered
segmentation that supported stepwise inspection and
made the composition ready for optional multimodal

extension without forcing additional channels.
Emotional Engagement was described through
compositional balance and culturally meaningful

metaphors that increased acceptance and curiosity.
The findings indicated that the CAME framework
provides a practical bridge between the translation of
traditional motifs and multimedia learning design. Its
key value lies in transforming recurring expert
concerns into a set of clear design commitments that
are maintained throughout the design process. This is
especially relevant for screen-based learning, where
the challenge often lies not in the lack of information,
but in how to guide learners’ attention and preserve
meaning without increasing unnecessary cognitive
load.

The Consistency & Distinction principle aligns
well with established signalling theory. According to
R.E. Mayer & L. Fiorella (2022), signalling supports
learning by making structure and relevance visible,
which helps learners allocate attention more
efficiently. G. Wang et al (2024) further showed,
through a meta-analysis, that signalling tends to
improve learning outcomes and often reduces
perceived cognitive load. This logic is reflected in this
study. Experts did not call for richer ornamentation but
emphasised stable visual codes and clearer hierarchy.
When hierarchy cues were explicit and visual codes
were consistent, the reading path became more
predictable, and the instructional intent was easier to
extract from the image.

Adaptability in educational visuals is more than
just a stylistic decision. A. Ruf et al. (2022) argued that
interface aesthetics can enhance situational interest
and help sustain engagement, which indirectly
supports learning activity. This study supported the
view of Adaptability as part of instructional clarity,
rather than an optional refinement. In the poster
designs, adaptation was not pursued for novelty but
aimed to reduce avoidable visual complexity while
maintaining culturally recognisable structure. This
ensured that traditional motifs remained meaningful
and legible across different viewing conditions.

M. Alebri et al (2023) pointed out that viewers’
perceptions of decorative visual elements depend on
whether the decoration supports reading and
interpretation, rather than on ornamentation alone.

Multisensory Integration in this study was not
fully implemented through an interactive system but
was instead based more on the dual-channel definition
of combining text and images, adapting to the needs of
multimedia education. R.E. Mayer (2024) explained
that organising information effectively and
hierarchically can help learners process study
experience more efficiently. Multilayered visual
structures were used to divide information into
independent regions, allowing students to learn
content step by step. This design is consistent with
dual-channel theory, which suggests that cooperation
between visual and auditory channels improves
learning. In this study, visual segmentation and
structured image processing can help students identify
key information more quickly and gradually assimilate
more details.

T. Doyle (2023) pointed out that learning benefits
when information is organised into manageable units,
because this helps learners handle essential processing
demands. For example, the layered structure could be
extended in a platform setting by mapping regions to
optional explanatory prompts or brief narration, which
would allow additional context to be accessed without
changing the core visual organization, thereby further
increasing the immersive learning experience. As E.
Dritsas et al. (2025) suggested, multimodal design
should be carefully coordinated to avoid unnecessary
redundancy and instead enhance understanding
through precise sensory integration. The design in this
study offers a foundational framework for future
interactive platforms, where layered visual information
and potential interactive modules can effectively
enhance learners’ understanding and retention of
complex information.

Emotional Engagement aligns with growing
evidence in emotional design within multimedia
learning. In a systematic review, D. Mutlu-Bayraktar
(2024) reported that emotional design can foster
learner engagement, although its effects can vary
depending on the context and implementation. Y. Wang
et al. (2021) also showed that emotional design can
influence learning-related responses in culturally
grounded materials. This aligns with the expert
feedback in this study. Experts described emotionally
resonant compositions as a means to invite
identification with cultural meaning, which is crucial
for maintaining learners’ attention, especially when
content is unfamiliar. The emotional advantage
reported by experts should be understood as a
learning-relevant design condition rather than as a
purely aesthetic effect. Research on emotional design in
multimedia learning by Y. Le et al. (2021) has shown
that formal design variables, including shape and
colour, can influence affective state and cognitive
engagement during learning tasks. In this study, the
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experts’ comments suggested a comparable pattern:
when compositional balance and culturally meaningful
metaphor were more coherent, viewers expressed
stronger willingness to continue reading, which in turn
supported sustained attention to the educational
message.

Overall, the results of this study confirmed that
applying Mayer’s multimedia learning principles
through the CAME structure effectively optimises
student attention and reduces cognitive load.
Incorporating signalling, adaptability, Multisensory
Integration, and Emotional Engagement into the design
of learning materials enhances the perception and
understanding of information, especially in the context
of culturally meaningful motifs. Expert feedback
indicated that these principles not only support
learning but also create a clear and consistent structure
that promotes deeper retention of material. The results
also highlighted the importance of multimodal
approaches in creating learning platforms that can
increase student engagement and improve knowledge
retention.

CONCLUSIONS
This study revealed that the CAME framework, which
includes the principles of Consistency & Distinction,
Adaptability, Multisensory Integration, and Emotional
Engagement, can effectively translate traditional
decorative motifs into educational visuals. The analysis
showed that when applying the CAME framework, the
resulting posters were clearer in visual hierarchy and
more stable in the design, which made it easier for
learners to identify key educational content. The
comparison set, created without explicit guidance from
the framework, struggled to separate decorative
elements from instructional layers, which led to a less
predictable reading path and increased cognitive effort
to understand the visual relationships. It was found
that the Consistency & Distinction principle aligned
with the signalling theory, as it helped highlight the
most relevant information and guide learner attention
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AHoTauiAa. EdexTHBHA OCBiTHS KOMYyHIKalisl KyJbTypHO-HaCHYEHHX [JEKOPATHBHHUX MOTHUBIB Y €KpaHHHX
HaBYaJIbHUX MaTepiajiax po3rJsJaeTbcs K aKTyaJbHUU BUKJIMK JJIs Cy4acHOro Au3aiiHy B udpoBiil ocCBiTi.
MeTow 1bOro JOCHiKeHHS1 OyJia po3poOKa Ta Bajijjalnis AuslaiiHepcbkoro GppelMBOpKY, AKUN 3a6e3Meuye
TpaHcpopMaLio TpaAULiHHUX JEKOPATUBHUX MOTUBIB y YiTKi Ta NpuAaTHI Ji/iss HABYaHHS IOCTepHU 3 BisyaJtizanil
iHpopmauii A1 ocBiTHBOI KOMYHiKaIliil. Y po60Ti 3aCTOCOBAaHO SIKiCHY, OPiEHTOBAaHY Ha IM3alH METO/[0JI0Ti10, 1[0
BKJ/II0OYaJa HaliBCTPYKTYpOBaHi iHTepB’lo 3 eKcnepTaMH, KOAYyBaHHA 3a NPUHLMNAMHU OOI'PYHTOBAHOI Teopii
(BizKpHuTe, ocbOBe Ta ceJeKTUBHe KOJAYBaHHSA), NOPIiBHAJbHE NPOEKTYBAaHHS MOCTEPIB, a TAKOXK E€KCIEPTHY
OILIIHKY 33 MeTO/IOM IIePILIOro KOPOTKOYACHOTI0 NeperJsily Ta nojablie rpynoBe iHTepB’to. PeayabTaTu aHatisy
iHTEepB’'I0 A03BOJIM/IM BU3HAYUTH YOTUPH BUMIPHU JU3aUHY: «Y3TOMKeHICTh i po3pisHeHHs», «AZJAITUBHICTDY,
«MynbTHCceHCcOpHA iHTerpanisi» Ta «EmoniliHe 3asydeHHs». L|i BUMipu Oysnu ysarajbHeHi SIK IPOCTeXyBaHi
Jin3aiiHepchKi 3000B’s1I3aHHSA /IS CTBOPEHHS OCBITHBOTO Bi3ya/lbHOTO KOHTEHTY. Y MeXKax JOCJi/»KeHHs 0yJio
CTBOPEHO /[iBa MOpIiBHAJbHI MOCTEpU JJis OAHOrO MOTHUBY, B3sATOro 3 inwocTtpaniil go «Hooi agiarpamMu
KoHOYyIiaHCbKUX 00pas3iB»: OAWH po3po6JIABCA Ha OCHOBI 3ampomnoHoBaHOro GpeldMBOpPKY, a iHIHUHN - fK
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Abstract. The diversity of artistic enamel techniques creates scope for creative experimentation among Ukrainian
jewellers, the revival of Byzantine and Old Rus’ enamelling traditions, and the introduction of innovative
technologies, which remains highly relevant to Ukrainian jewellery art. The purpose of the study was to analyse
the main principles of jewellery design, which form the basis for technical and technological inspirations in
enamelling and support the effective expression of the artistic image in the work of contemporary Ukrainian
jewellery artists. The methodological basis of the study involved several scientific methods: comparative-
historical, analytical-descriptive, figurative-stylistic analysis, structural-typological, the method of recording field
material (interviews) in audio form, and the methods of analogy and conjecture. The study examined the specifics
of the methods and principles of form creation, defined by authorial style, in particular, in the context of
emphasising compositional solutions through the expressive features of artistic enamel techniques and their
technological inspirations in the work of contemporary Ukrainian jewellers. The research indicated that artists
apply both classical and authorial enamel techniques, combining them with gemstones and mother-of-pearl to
create complex, multi-layered compositions. The analysis of the activities of the creative teams of the Dyulber
Jewellery House and the Lobortas Classical Jewellery House indicated that the systematic combination of
theoretical knowledge and practical experience, along with the careful development of technological charts for the
production of enamel jewellery works, ensures a high quality of creative results. The combination of traditional
and experimental enamel technologies shapes the development of contemporary Ukrainian jewellery, opens new
creative possibilities for artists of the late 20t and early 215t centuries within the global historical and cultural
context, and emphasises individual style and a high technical level in the execution of jewellery works

Keywords: Byzantine and Kyivan Rus’ enamelling; technologies; traditions; experimentation; innovations;
techniques; jewellery art

INTRODUCTION approaches and clarify the role of enamel as a formative
The relevance of this research is determined by the factorin Fontempora.ry.Ukrainianjewellery art.
need for scholarly understanding of the formative The issue of artistic enamel was addressed in a

principles of artistic enamel in contemporary number of Ukrainian and international studies that
Ukrainian jewellery art, with regard to the outline the technological, stylistic, and compositional
transformation of technological processes and aspects of its development within the context of
approaches of artists at the beginning of the 21st jewellery art. 0.0. Rogotchenko (2025) provided an
century. The intensification of experimental practices ~ analytical and generalising characterisation of
and the integration of new materials and innovative ~contemporary practices in Ukrainian visual art and
technologies into traditional enamelling techniquesled ~ identified the specific role of formative processes in
to the emergence of new models of interaction between ~ Shaping innovative plastic solutions in decorative art,
construction, material, and artistic image. This creates 11 Pparticular, in jewellery art. The researcher
a need to systematise the developed theoretical emphasised the interrelation between technological
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innovations, the use of various materials, including
enamel, and the figurative system of the artwork.
G.M. Yurchyshyn et al. (2023) analysed the artistic and
technological features of enamel in the works of
Ukrainian jewellers and outlined the genesis of
enamelling art in Ukraine throughout the 20t and 21st
centuries. In particular, the tendencies of its
development were examined in the artistic and
technological aspect of traditional techniques,
including champlevé, cloisonné, and painted enamel, in
synthesis with various methods of artistic
metalworking. The study stated that enamel functioned
both as a decorative component and as a constructive
element of form formation.

0.V. Barbalat (2023) investigated the
transformation of the traditions of Byzantine and Old
Rus’ jewellery in contemporary practice, focusing on the
revival of historical hot enamel technologies and their
adaptation to modern artistic concepts. In a related
study, O.V. Barbalat (2022) substantiated the
significance of historical and cultural heritage as a source
of formal and figurative solutions in contemporary
Ukrainian jewellery art. V.V. Karpov & 0.G. Naumov
(2021) noted that since the late 20t century, the
development of artistic enamel in UKraine was
characterised by innovative searches and experimental
applications of the hot enamel technique in various art
forms, including jewellery, together with the
introduction of technological innovations. Based on the
scientific discourse developed in Ukrainian art studies,
0.G. Naumov (2020) concluded that enamelling art,
given the specificity of its techniques and materials,
appears as an intermedial artistic phenomenon
represented both in decorative art, including jewellery,
and in visual arts. S.V. Luts (2021) considered enamel
within the system of artistic metal and jewellery as an
integrative factor in the formation of the compositional
structure of a jewellery piece. It was established that the
combination of technological expediency and artistic
concept contributed to the emergence of individualised
authorial strategies in contemporary jewellery art.

In the broader international theoretical context,
contemporary jewellery is also interpreted through the
prism of postmodern aesthetics and conceptual
approaches. In particular, S. Sirinkraporn (2022)
emphasised that the study of postmodern aesthetic
philosophy in contemporary jewellery design provides
valuable insights for artists, designers, and students.
The researcher highlighted the role of creative
approaches, attitudes towards social phenomena,
globalisation, aesthetic experience, and conceptual
development as key factors contributing to the
emergence of new jewellery styles. From this
perspective, jewellery is considered both an object of
material culture and a medium that integrates bodily,
intellectual, and environmental dimensions, reflecting
the complex interaction between individual identity
and contemporary socio-cultural processes.

From a technological standpoint, recent scientific
research also focuses on the optimisation and

quantification of enamelling processes. Y. Qian & X. Dai
(2025) demonstrated that experimental results
indicate a linear regression relationship between the
mass of enamel samples and firing duration. Their
study proposed and validated a regression-based
model that allows the precise calculation of firing time
depending on enamel characteristics. This quantitative
approach enables standardised and reproducible
enamelling processes and contributes to improving
technical accuracy and consistency in the production of
enamel elements. Such findings indicate the increasing
role of scientific modelling and data-driven methods in
contemporary enamelling practice, which complement
traditional craftsmanship with analytical precision.

Despite the existence of a number of studies, most
focused either on the historical aspect of enamel
development or on the technological characteristics of
particular techniques. A comprehensive analysis of the
formative principles of artistic enamel as a systemic
phenomenon of contemporary Ukrainian jewellery art
remained insufficiently generalised. The issue of
interaction between construction, material, and artistic
image in the context of the synthesis of traditions and
innovative technologies requires further clarification.
The study focused on examining the principles
underlying the creation of jewellery pieces, which
determine the technical and technological approaches
in enamelling, and on analysing their role in revealing
the artistic vision in the works of contemporary
Ukrainian jewellers.

MATERIALS AND METHODS

The present study explored the specificity of form-
making processes in the oeuvre of leading Ukrainian
jewellery artists of the late 20t - early 215t centuries,
whose creative practice demonstrated the pivotal role
of enamel techniques in articulating and embodying the
artistic and figurative conception of contemporary
jewellery art. The research was based on principles of
systematisation and a comprehensive approach, which
substantiated a complex of artistic, figurative,
constructive, and technological processes that, in
synthesis, created a high-level artistic phenomenon.
The systemic approach ensured comprehensive
acquisition of information regarding the studied
processes and phenomena.

The comparative-historical method was applied to
identify similarities and differences in artistic,
figurative, and technical-technological processes of
form creation in enamel art between contemporary
Ukrainian jewellery artists and representatives of
previous cultural and historical periods. The analytical-
descriptive method was employed to thoroughly
elucidate  the  quantitative and  qualitative
characteristics of the principles and methods of work,
including the use of traditional and innovative enamel
techniques, incorporation of various materials, and
formation of the artistic-stylistic concept. This
approach recorded specific techniques and their
functioning in the creative processes of contemporary
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Ukrainian jewellery artists. Figurative-stylistic analysis
was used to identify the individual stylistic principles of
the artists, while the structural-typological method
provided for the examination of typological
classifications and the analysis of the structural
composition of jewellery assortments determined by
artistic and constructive means. Methods of analogy
and assumption were applied to explore the genesis of
artistic-stylistic, compositional, constructive, and form-
making techniques.

The study was conducted in several stages: existing
literature and exhibition catalogues were reviewed and
systematised; field documentation of selected works
was collected, including interviews and audio
recordings of artists’ comments; analytical and
comparative evaluation of the collected data was
carried out; and the synthesis of results led to
conclusions regarding the role of enamel techniques in
contemporary Ukrainian jewellery. The study focused
on the works of prominent Ukrainian jewellery artists
and jewellery houses, including Stanislav Volskyi,
Oleksandra Barbalat, Vadym Lesohor, Oleg Garkus,
Maiia Kotelnytska, O. Savchuk and A. Savchuk, Olha
Komisarova, Anatolii Sherstiuk, the Dyulber Jewellery
House, and the Lobortas Classical Jewellery House.
These artists were selected according to their active
use of classical and experimental enamel techniques,
innovative approaches to material and compositional
solutions, and influence on the development of
contemporary Ukrainian jewellery art. Their works
served as representative cases for analysing the
integration of traditional and modern enamel
technologies, the formation of authorial style, and the
realisation of complex artistic and figurative ideas.

Given the limited number of comprehensive
scientific works on the development of contemporary
Ukrainian jewellery art, the research employed the
interview method to record an important part of the
study of form-making processes, in which artistic
enamel plays a significant role. The interviews were not
anonymous and were conducted with leading
Ukrainian enamel specialists, namely A. Komarova,
senior enamel master at the Lobortas Classical
Jewellery House, and O. Barbalat, independent
jewellery artist. These respondents were selected
according to their professional status, extensive
experience, and significant contribution to the
development and experimental application of enamel
techniques in contemporary Ukrainian jewellery. The
respondents provided informed consent for the
publication of their statements, and the researchers
adhered to the principles of the American Sociological
Association’s Code of Ethics (1997).

The inclusion of interviews allowed the
consideration of the respondents’ professional
experience and supplemented the analytical,

comparative, and descriptive interpretation of the data
with empirical information. The discussion focused on
the technical and technological processes of enamel
work, the characteristics of artistic expression, and

compositional and structural approaches to the
creation of jewellery. The data obtained clarified the
practical aspects of applying classical and experimental
enamel techniques, the selection of materials, and their
combination with other components. The results of the
interviews were synthesised with the analysis of
scientific sources, exhibition catalogues, and field
documentation, forming a comprehensive
understanding of the role of enamel in contemporary
Ukrainian jewellery art and in the creative processes of
leading masters.

RESULTS AND DISCUSSION

Examining the experience of predecessors, reviving the
traditions of classical jewellery techniques, in
particular, Byzantine and Old Rus’ enamelling, and
introducing innovative ideas and technological
processes are important for the effective development
of contemporary Ukrainian jewellery art. The decisive
potential of enamel techniques in jewellery is
determined both by the current context, which
encourages the revival of once nearly forgotten hot
enamel techniques in Ukraine, and by the rapid
development of enamelling in the international art
space. Cloisonné enamel reached a particular zenith
during the era of Kyivan Rus’. Gold items such as
diadems, necklaces, bracelets, kolts, and book covers
adorned with enamel were discovered throughout the
territory of present-day Ukraine (Kara-Vasilyeva &
Chegusova, 2005). Enamelling reached a high level of
development during the Ukrainian Baroque and
Modernism periods. After a phase of relative decline in
the Soviet era, this technique is experiencing a revival
in contemporary practice and emerging in a
qualitatively new form (Belichko, 2008). In view of the
evolutionary progress of the wide range of
contemporary hot enamel techniques, it is important to
consider key aspects of the historical and cultural
development of this technology in a global context
(Shmagalo, 2013).

Enamel is a transparent or opaque glass-like
material based on silicates (traditionally lead-
containing) with a relatively low melting point,
coloured with metal oxides. After being applied to a
metal substrate and heat-treated, it forms a hard, glossy
coating with high colour fastness and protective
properties. Enamelling is a specialised jewellery-
making technique integrated with the main
metalworking processes. Its characteristic features
include the dependence of colour characteristics on
firing conditions (in particular, a tendency for shades to
shift towards the cooler end of the spectrum with
prolonged heat treatment), the possibility of repeated
firing with limited scope for correction, and the
variability of the final result due to the difficulty of fully
controlling the process (Belichko, 2008).

The comparative-historical and structural-
typological methods used in this study enabled
systematic comparison of the creative approaches of
individual UKkrainian jewellery artists and the

22 Art and Design Vol. 9, No. 2



Luts

identification of common patterns in the use of artistic
enamel as a formative factor. The analysis of the works
indicated shared tendencies despite the individuality of
each authorial style. These include the integration of
classical enamel techniques with experimental
methods, the consistent combination of enamel with
various materials, such as precious stones, metals, and
composite elements, and emphasis on technological
processes as an integral component of artistic
expression. The comparative analysis demonstrated

compositional and stylistic language, their approaches
converge in several key aspects: the use of enamel as a
structural and semantic element of the composition,
the multilayered nature of visual solutions, and the
pursuit of material and colour expressiveness through
controlled technological processes. These similarities
indicate stable typological features in contemporary
Ukrainian enamelling practice, which reflect continuity
with historical traditions and adaptation to modern
artistic and technological contexts (Table 1).

that, although each artist develops a unique
Table 1. Techniques of artistic enamelling, their features, and examples
Technique Main features Technolo.glc.al Artistic potential Examples of application
characteristics
Hot enamel | Application of enamel Multi-layer application, | Colour depth, S. Volskyi, O. Barbalat,
powder followed by firing | temperature control, transparency, light 0. Komisarova, Lobortas
at high temperatures and combination with a | effects, and durability Classical Jewellery House, etc.
metal base
Guilloché Enamel applied to an Mechanical engraving | Visual depth, complex | Dyulber Jewellery House,
enamel engraved patterned metal | as a base for optical light reflections, Lobortas Classical Jewellery
surface effects decorative quality House
Cloisonné Image formed using metal | Use of wires or strips to | Graphic clarity, Frequently used in designer
partitions create compartments ornamentality, jewellery featuring national
structured colour motifs (0. Garkus and others)
composition
Champlevé Enamel filled into Pre-engraved or Relief, textural contrast, | Decorative elements in
recessed metal areas stamped metal surface |restrained colour V. Lesohor’s jewellery
palette designs
Micro- Fine detailing and multi- | Highly precise Refinement, Lobortas Classical Jewellery
enamel layer enamel application |temperature regimes, |miniaturisation, subtle |House
on small surfaces complex firing colour transitions
processes
Experimental | Combination of enamel Integration of diverse | Experimental nature, S. Volskyi, O. Barbalat,
enamel with | with non-traditional materials and contemporary plasticity | M. Kotelnytska,
synthetic materials techniques of form 0. Komisarova, masters of
materials Lobortas Classical Jewellery
House, etc.

Source: compiled by the author

For contemporary jewellery artists representing
the independent state of Ukraine, ancient history and
rich cultural traditions dating back to Kyivan Rus’
logically involve following the technological processes
of the classical hot enamel techniques mentioned
above, including champlevé, cloisonné, guilloché, and
finift, skilfully applied in synthesis with other jewellery
techniques. An analysis of the nationwide exhibition
projects “Quadra-Mini-Metal. Jewellery Art - Enamel”
demonstrated the diversity of the formal language of
enamel techniques, reflecting the individual stylistic
approaches of the artists (Pasichnyk, 2014b). Within
these practices, a spectrum of technical solutions is
formed, encompassing both traditional and
experimental methods integrated into contemporary
jewellery discourse. According to L. Pasichnyk (2014b),
the enamel and jewellery works of Ukrainian artists are
characterised by a combination of contrasting aesthetic
categories, the syncretism of artistic language, and
operation at the intersection of classical stylistic
principles and innovative individual strategies. This
provides grounds for considering enamelling as one of

the key technologies that plays a significant role in the
formation and realisation of artistic concepts in
contemporary jewellery art.

Drawing on the traditions and experience of
previous generations, Ukrainian jewellers actively
experiment with enamelling techniques, compositional
approaches, and methods of form creation, thereby
shaping the distinctive artistic language of
contemporary jewellery art. The diversity of technical
possibilities offered by enamel gives rise to various
principles for shaping artistic form, which directly
correlate with the artist’s style and determine the
nature of compositional decisions. A representative
example is the body of work by Stanislav Volskyi,
whose formal language is based on a combination of a
wide range of technological processes and technical
techniques. The use of the classical hot enamel
technique, reinterpreted through the resolution of
complex creative challenges, takes on an innovative
and experimental character in his works and testifies to
the artist’s high level of professional skill and technical
mastery (Volsky, 2008). This is demonstrated in a
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series of works from different periods of his career,
including the necklace Nefertiti (2005, gold, topaz,
diamonds, sapphire, hot enamel), the brooch Lily
(2008, gold, diamonds, hot enamel), and the bracelet
Summer (2008, gold, diamonds), among others (Fig. 1).
S. Volskyi’s individual stylistic language is directly
conditioned by his approach to technological
experimentation, particularly the controlled use of
firing regimes, the precision of enamel application, and
the integration of enamel with complex metal
structures and gemstones. These technological
decisions contribute to the creation of a refined visual
balance in which colour intensity, surface texture, and
compositional rhythm are carefully orchestrated. As a
result, enamel in his works functions not merely as a
decorative layer but as a key formative element that
structures the overall composition and reinforces its
spatial and plastic integrity. The consistency of
technological refinement, combined with experimental
approaches, becomes a defining factor in shaping the
recognisable authorial style of S. Volskyi, characterised
by both technical complexity and aesthetic coherence.

Figure 1. Stanislav Volskyi. Necklace “Nefertiti”
(2005)
Source: personal archive

In the work of Anatolii Sherstiuk, hot enamel is
employed as decorative inlays within the broader
system of stylised figurative compositions. Here,
elements of the technique function both as a
technological accent and as a meaningful module in the
artistic perception of jewellery pieces, such as the
brooch Night Fairy (2012, gold, silver, diamonds, hot
enamel) and the pendant-brooch Cleopatra (2013, gold,
silver, diamonds, hot enamel) (Pasichnyk, 2014a). The
allegorical works of Vadym Lesohor stand out for their
compositional accents using cold enamel, often
expressed through zoomorphic imagery. For example,
in the bracelet Metamorphosis (2009, silver, gilding,
chrysolite, cold enamel), the technique delicately

emphasises the compositional meaning of the piece and
brings the artistic image of the jewellery to its fullest
integrity (Fig. 2). In A. Sherstiuk’s practice, the use of
hot enamel is closely linked to the controlled layering
of colour and the precise integration of enamel inserts
into complex metal structures, which allows him to
achieve clarity of ornamental rhythm and visual
segmentation of compositional elements. The
technological choices, in particular, the balance
between polished metal surfaces, gemstone accents,
and enamel fields, contribute to stylised imagery in
which enamel acts as a unifying visual and semantic
component. By contrast, V. Lesohor’s reliance on cold
enamel is associated with a different technological
logic, where lower-temperature application enables
subtle modulation of surface effects and supports more
graphic and contour-based solutions. This approach
reinforces the narrative and symbolic dimension of his
works, while the restrained material intervention of
cold enamel enhances the expressiveness of
zoomorphic motifs. In both cases, the selected enamel
technique directly informs the stylistic outcome: in A.
Sherstiuk’s works through structured ornamentation
and compositional segmentation, and in V. Lesohor’s
works through pictorial expressiveness and semantic
emphasis.

Figure 2. Vadym Lesohor. Bracelet “Metamorphoses”
(2009)
Source: personal archive

In Oleg Garkus’ chest ornament Four Elements
(2013, brass, rubber, hot enamel), decoration
Thunderbolt (2022, brass, hot enamel, coral), and other
works, the hot enamel technique functions as a
decorative component of the composition based on
ethnic motifs of the Hutsul region. Through colour, it
clearly highlights the stylised geometry of symbols,
signs, and artistic techniques of folk jewellery,
resonating with the Carpathians and the ethnographic
features of the region (Fig. 3). In O. Garkus’ practice, the
use of hot enamel is closely connected to the
reinterpretation of Hutsul ornamental traditions,
where technological decisions are subordinated to the
representation and transformation of ethnic
symbolism. The combination of enamel with brass and
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other materials enables the artist to achieve a clearly
structured composition in which colour performs both
a decorative and a sign-based function. Controlled
firing regimes and the sequential application of enamel
layers contribute to the formation of a saturated colour
field that enhances the graphic clarity of ornamental
motifs and emphasises the rhythmic organisation of
form. Thus, the technological specificity of working
with hot enamel becomes a defining factor in shaping
the individual style of the artist, which integrates
ethnocultural continuity with a contemporary
interpretation of form-making principles.

Figure 3. Decoration “Thunderbolt” (2022)
Source: O. Garkus (2022)

Among the followers of 0. Garkus’ practice,
associated with the Kosiv school of jewellery, young
artists 0. Savchuk and A. Savchuk deserve mention.
Their work is distinguished by interpretive stylistics in

which cold enamel elements serve as final
compositional accents. Motivated by the specificity of
brassworking and its  transformation into

contemporary jewellery practices, these artists create
jewellery pieces in which enamelling techniques
organically emphasise the texture and qualities of the
primary materials used in their craft. In the designs of
Maiia Kotelnytska, the hot enamel technique appears as
a compositional tool for the stylisation of geometrised
surfaces (Fig. 4). Decorative enamel inserts are
distinguished by their principles of form creation
within a minimalist aesthetic,c, which remains
particularly relevant in contemporary jewellery. In the
works of O. Savchuk and A. Savchuk, the use of cold
enamel is associated with a restrained technological
intervention that allows for subtle surface articulation
and the preservation of the inherent material qualities
of brass. The enamel functions as a finishing
compositional element, accentuating contrasts
between texture, tone, and material density, thereby
reinforcing the expressive potential of the object

without disrupting its structural integrity. This
approach contributes to a balanced visual hierarchy in
which enamel serves as a complementary rather than
dominant component. In contrast, in the works of M.
Kotelnytska, hot enamel is integrated into a system of
compositional simplification and geometric
abstraction, where controlled firing processes and
precise application techniques enable the creation of
clean colour planes and clearly defined forms. As a
result, enamel becomes a key formative element that
supports minimalist aesthetics while enhancing the
clarity and coherence of the overall design. In both
cases, technological choices directly inform stylistic
outcomes: through subtle accentuation and material
sensitivity in the Savchuks’ practice, and through
geometric structuring and compositional clarity in the
works of M. Kotelnytska.

el L )
Figure 4. Brooch “Geometry with enamel and
amethyst” (2025)
Note: brass, hot enamel, amethyst
Source: M. Kotelnytska (n.d.)

Within the context of contemporary Ukrainian fine
jewellery art, the work of Oleksandra Barbalat (Kyiv)
demonstrates the systematic use of the hot enamel
technique as a key means of shaping the artistic image.
Her works are based on solar symbolism and
mythological motifs, which serve as figurative and
philosophical constructs. Such works include the
pendant “Civilization of Dolphins” (2013), the set
“Heavenly Ark” (2014), the series “Metamorphoses”
(2014), and others (Fig. 5).

The artist employs a wide range of enamel
techniques in her creative practice, with cloisonné,
repoussé enamel, and painting techniques playing a
dominant role. In particular, she uses the “graffito”
method, which involves partially removing the top
layer of enamel after preliminary firing, and polishing
multi-layered coatings to achieve complex painterly
effects. The variability of heat treatment regimes allows
the creation of diverse colour and textural
characteristics. The application of enamel to carved
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relief occupies a special place, combining traditional
approaches with modern technological solutions. A
distinctive feature is the synthesis of different
materials and technologies. The works integrate
natural and synthetic materials, precious stones,
mother-of-pearl, and metallised components, in
particular, fémé, combined with crackle effects. Such
combinations form hybrid technological approaches
that expand the possibilities of traditional enamelling.
In complex compositions, for example, “The Virgin
Mary” (2016), several enamel application techniques
are combined, ensuring a multi-layered organisation of
artistic form and enhancing its expressiveness. The
figurative and artistic language of the works is
characterised by a combination of chromatic
expressiveness and the textural organisation of the
material, which ensures the integrity of the
composition and the harmony of its elements. In this
context, hot enamel acts as a basic formative
component that determines the interaction of colour,
texture, and the metal base (Shmagalo, 2015; Barbalat,
2023).

Figure 5. Pendént from ;che series “Civilization of
Dolphins” (2013)
Source: personal archive

In contemporary Ukrainian enamel art, the work of
Olha Komisarova stands out for its consistent use of
experimental approaches to form creation in the hot
enamel technique. Her artistic practice has a
conceptual orientation and is based on the integration
of emotional and visual content with the material
structure of the work. Form creation is achieved
through the interplay of the texture of the enamel
coating, colour layers, the light-reflecting properties of
the surface, and the plasticity of the metal base, which
enables the materialisation of individual artistic
experience. The technological aspect is determined by
variations in firing temperatures, which affect the
degree of enamel transparency, colour intensity, and
the nature of cracks (crackle). The application of multi-
layered enamel with intermediate firing creates depth
of colour and an effect of inner glow. The use of various
metal bases (copper and silver) results in variations in
enamel adhesion, thermal conductivity, and colour

outcome. The combination of traditional techniques
with synthetic materials allows the creation of complex
relief surfaces with a pronounced tactile texture.

The form-making in O. Komisarova’s works is
characterised by a combination of functionality and
artistic autonomy: the objects retain the characteristics
of jewellery while functioning as independent artistic
forms. This brings them closer to practices of object art
and small-scale sculpture. The conceptual level of the
worKks is linked to the representation of themes such as
time, the transformation of personal experience, and
the fragility of existence. In this context, enamel serves
both a decorative and a meaning-making function,
capturing individual experience in material form. In
such a way, 0. Komisarova’s work demonstrates an
approach to enamelling in which form-making is based
on a combination of technological experimentation,
material variability, and conceptual content. This is
evident in the works “The City That No Longer Exists”
(2022), “Heart” (2024), and “Contact of Bacteria with
Organic Edible Material” (2019), where hot enamel
serves as the defining element in the organisation of
form, colour, and texture (Fig. 6).

Figure 6. Brooch “Contact of Bacteria with Organic
Edible Material” (2019)
Source: 0. Komisarova (n.d.)

Notably, in the context of contemporary Ukrainian
jewellery art, there are jewellery houses that explicitly
declare techniques of artistic enamelling as a priority in
their collective creative practice. In particular, the
technique of hot enamel on guilloché surfaces in the
works of Crimean Tatar jewellers, such as Mekhti
Islamov, founder and head of the Dyulber Jewellery
House, introduces a special meaning into the artistic
and figurative system of national motifs and conveys
the main conceptual load of the works. This is
exemplified in the ring Rialto (2005, gold, silver,
diamonds, hot enamel), the earrings Cascade (2010,
gold, silver, diamonds, hot enamel), the earrings Al
Gambra (2012, gold, diamonds, pearls, hot enamel),
and others (Fig. 7). Here, enamelling emerges as one of
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the primary technological means of enhancing
jewellery works, along side other traditional
techniques such as filigree, which identify the art of the
Crimean Tatars (Pasichnyk, 2014a). The creative
practice of Crimean Tatar jewellery houses therefore
demonstrates a synthesis of traditional ornamental
heritage and contemporary enamelling technologies, in
which hot enamel on guilloché surfaces functions as a
key expressive and conceptual component that
reinforces national identity, enriches decorative
structure, and ensures the integrity of the artisticimage
within the collective authorial style.

Figure 7. Earrings “Al Gambra” (2012)
Source: personal archive

An important area of development in
contemporary Ukrainian enamel art is the work of the
team of enamel artists at the Lobortas Classical
Jewellery House (Luts, 2013), which involves
systematic research into the technological parameters
of Old Rus’ hot enamel techniques, in particular, firing
temperature regimes, the composition of enamel
masses, and the specifics of their interaction with the
metal base. The creation of jewellery pieces with a
central motif formed by enamel elements requires a
combination of theoretical knowledge of the physical
and chemical properties of materials with practical
skills, implemented through well-established methods
of constructing enamel compositions. In the practice of
the Lobortas artisans, a proprietary system for
organising the technological process was developed,
including sequential operations for preparing the metal
base (grinding, polishing, degreasing, and etching),
applying enamel layers, and step-by-step firing. The use
of micro-enamels is an important element and requires
high precision in material application and stable
temperature conditions during each firing cycle. Heat
treatment is conducted as a series of controlled stages
with clearly defined temperature intervals, ensuring
uniform sintering of the enamel, minimisation of
surface defects, and predictability of the colour result.

The manufacturing process is based on calculated
parameters for firing temperature and duration, which
allow control over the melting, spreading, and
crystallisation of the enamel layer. The application of
multiple layers of enamel with intermediate firings
creates depth of colour, a translucent effect, and a
complex textural surface structure. In this context, hot-
enamelling techniques correlate with painting
principles, in particular, the glazing technique, or
sequential layering, and alla prima, or mixing colours
during application. A distinct aspect is the use of
proprietary technical techniques involving the
combination of different types of enamels, variations in
layer thickness, and cooling regimes, which produces
controlled crackle effects, changes in transparency, and
surface micro-relief. This expands the technological
capabilities of traditional hot enamel techniques and
enhances the precision of executing complex jewellery
forms. Thus, the practice of the enamelists at the
Lobortas Classical Jewellery House represents a model
of integrating traditional hot enamel technologies with
engineering-based approaches to their
implementation. The combination of controlled
temperature regimes, a phased organisation of the
production process, and experimental variation of
materials enables the creation of multi-layered
compositions in which enamel serves as the primary
formative and colouristic element, defining the
structural and visual integrity of the piece (Fig. 8).

Figure 8. Lobortas Classical Jewellery House, Ring
“Stozhari” (2011)
Note: gold, diamonds, hot enamel
Source: S.V. Luts (2021)

It should also be emphasised that hot enamel
techniques are most often organically combined with
skilful engraving, particularly of partitions, which
enhance the composition of jewellery objects through
the graphic quality of lines and create harmonious and

Art and Design Vol. 9, No. 2 27



Artistic enamel as a factor in form-making ...

integral expression. Moreover, virtuoso engraving
creates unrivalled compositions in the technique of hot
enamel on guilloché surfaces, distinguished by specific
effects that reveal the virtuosity and high professional
level of both the enamel master and the engraver.
Contemporary Ukrainian jewellery art demonstrates
an active transformation of traditional enamelling
practices in response to new aesthetic and
technological challenges. As noted by R. Shmagalo
(2015), the combination of classical and innovative
techniques became a characteristic feature of
contemporary jewellery objects, which is also
confirmed by the results of the present study. The
analysis of individual artistic works showed that artists
actively experiment with combining hot and cold
enamelling techniques and employ modern materials
and technologies that ensure colour saturation and
expressive texture. Particular attention should be paid
to the conceptual aspect of enamel emphasised by Z.A.
Chehusova (2002). Her studies indicated that
contemporary jewellers increasingly imbue their
works with semantic meaning through colour codes,
geometric forms, and compositional methods.

L. Pasichnyk (2014a) noted that traditional
ornaments remain dominant in regional practices. This
observation is also confirmed in the present study;
however, a shift in emphasis can be observed.
Ukrainian jewellers are gradually moving away from
purely ethnographic forms, integrating abstract and
modernist elements into their works. Such a
transformation may be explained by the influence of
international exchange of experience, participation in
symposia and exhibitions, and the formation of new
aesthetic orientations. The comparison of the obtained
results with previous studies supports the conclusion
that 21st-century Ukrainian jewellery art exists at the
intersection of traditional practice and innovative
technologies. The combination of classical and
experimental techniques, the integration of abstract
forms, and the shift in emphasis from ethnographic
motifs to conceptual approaches reflect the active
transformation of artistic enamel and its significance
for the development of contemporary decorative art,
specifically jewellery.

According to Y.Teng et al. (2020), the
implementation of 3D modelling and additive
manufacturing technologies enables the creation of
personalised jewellery objects with movable
structures, where different materials are combined to
achieve contrasting visual and textural effects. The
authors highlighted that digital fabrication expands
design variability while maintaining structural
coherence. This is also evident in the present study,
where the analysis of contemporary jewellery practices
demonstrates a growing use of technological
integration to achieve compositional complexity and
individuality. However, unlike purely digitally driven
approaches, the results of the present study indicate
that such technologies are most effective when
combined with traditional enamelling techniques,

ensuring both aesthetic continuity and material
expressiveness.

In the paper of M.F. Ozdemir (2023), enamel is
interpreted as a traditional surface decoration method
capable of producing a wide spectrum of visual effects
through layered application and controlled firing
processes. The researcher highlighted the importance
of classical techniques such as cloisonné, champlevé,
basse-taille, plique-a-jour, and Limoges painting. This
aligns with the results of the present study, where
traditional techniques are also identified as a
foundational basis of contemporary practice. However,
the present results expand this perspective by
demonstrating that these classical methods are not
merely preserved but actively reinterpreted within
modern compositional strategies, which enhances their
expressive potential. According to Y. Zhengxu et al.
(2024), the integration of contemporary wireless
enamelling techniques into educational processes
enhances both technical proficiency and creative
thinking among students. The researchers argued that
mastering technological parameters is essential for
professional development. This corresponds with the
results of the present study, which also emphasised the
role of technological competence in shaping modern
jewellery practices. However, the present research
suggests that beyond educational aspects, such
technologies influence artistic outcomes by
encouraging experimentation and fostering new visual
languages in enamel art.

Q. Chen & S.A. Sharudin (2024) argued that the
application of 3D printing technologies in enamel
jewellery design significantly overcomes limitations of
traditional manufacturing, particularly in terms of time,
cost, and design complexity. Their findings indicated
increased precision and personalisation in production.
This is consistent with the present study, where digital
fabrication is identified as a key factor contributing to
innovation in compositional solutions. However, while
Q.Chen & S.A.Sharudin primarily focus on the
technological advantages of 3D printing, the present
research highlighted the importance of integrating
these technologies with artistic and conceptual
approaches, ensuring that technical innovation
supports rather than replaces artistic intent. P.G.
Hangiin et al. (2026) demonstrated that the reuse of
industrial enamel frit waste within low-temperature
glass formation processes supports sustainable artistic
and industrial practices. The researchers emphasised
the relevance of such materials in the context of circular
economy principles. This observation is also reflected
in the present study, where sustainability emerges as
an increasingly significant factor in material selection
and production methods. However, the results of the
present study indicated that in Ukrainian jewellery
practice, ecological approaches are still in the process
of gradual adoption and are often combined with
traditional material systems rather than replacing
them entirely.
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Thus, the comparison of the obtained results with
recent publications demonstrated both convergence
and certain distinctions. While previous studies
predominantly emphasised technological innovation,
digital fabrication, educational integration, and
sustainability, the present research confirms these
trends and indicates their synthesis with traditional
enamelling practices and artistic conceptualisation.
This indicates that contemporary jewellery art
functions as an interdisciplinary phenomenon in which
technological progress and artistic tradition do not
oppose each other but mutually enrich one another,
forming a dynamic space for the development of new
expressive possibilities in Ukrainian and international
enamelling practice.

CONCLUSIONS

The study established that artistic enamel techniques
in contemporary Ukrainian jewellery not only serve a
decorative function but also a key means of shaping
form and realising artistic imagery. In this study, the
shaping of form is viewed as a process in which
technological solutions directly determine the
structural, plastic, and colouristic characteristics of the
jewellery piece in general. The analysis of the works of
leading Ukrainian artists, including S. Volskyi,
0. Barbalat, V. Lesohor, O. Garkus, M. Kotelnytska, and
0. Komisarova, indicated that these masters
organically combine classical enamel techniques, such
as cloisonné, champlevé, guilloché, graffito, and cold
enamel, with their own authorial technical solutions.
The analysis demonstrated that each work becomes a
unique experimental field, where the combination of
traditional and innovative methods ensures an
unpredictable and individualised artistic outcome,
reflecting the distinctive features of the artist’s
personal style. The study showed that artists actively
employ technological innovations: work with micro-
enamels, multi-layered thermal treatments, the
combination of enamel with gemstones, mother-of-
pearl, metallised materials, and natural components.

It was established that contemporary Ukrainian

the traditions of Byzantine and Old Rus’ schools with
experimental approaches. For the first time, the
interrelation between technological parameters of
enamel, namely multi-layer firing, temperature
regimes, and material combinations, and the artistic-
compositional characteristics of jewellery was
identified and systematised, which constitutes the
primary scholarly contribution of the present research.
The regularities of form creation in contemporary
Ukrainian jewellery art were generalised through the
use of artistic enamel as a key means of compositional
organisation. The study demonstrated that enamel in
contemporary practice functions not only as a
decorative element but as a full-fledged formative
factor that determines the structure, plasticity, and
expressiveness of the artistic image of the work.

Prospects for further research lie in the systematic
study of the unexplored physicochemical and artistic-
technological properties of enamel as a material,
including its behaviour under multi-layer firing,
compatibility with different metals and composite
materials, and the influence of temperature regimes on
colour stability, transparency, and surface texture.
Particular attention should be paid to the development
and experimental testing of new technical application
methods, including hybrid approaches that integrate
traditional enamelling techniques with digital
technologies such as 3D modelling, additive
manufacturing, and laser processing. Further research
should also focus on optimising the compositional and
technological parameters of enamel objects and
adapting enamel to innovative and environmentally
sustainable materials.
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XyAOXKHA ema/ib K YYHHUK GOPMOTBOPEHHA Y TBOPYOCTI YKPaiHCbKUX
MUTLiB-IOBeAipiB

Cepriii /lyub

KaHgmnaaTt MMCTeuTBO3HABCTBA, 4OLEHT

Kam’sHeub-T04i/bCbKUIA HaLioOHa/IbHUIM YHiBepCcUTET iMeHi IBaHa OrieHKa
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AHoOTaUifA. PizHOMaHITTS TexHiK Xy[JOXHbOI eMasi BiJKpUBa€ AJiAd YKpaiHCbKHUX OBeJIpiB MPOCTIp TBOPYHX
eKCIIepUMEHTIB, BiApO/pKeHHA TpajuLild Bi3aHTIHCBKOTO Ta JAaBHbOPYCbKOTO eMasIbEPCTBA W YNpPOBaJKeHHS
iHHOBaLiHHUX TexXHOJIOriH, 10 36epira€e BUCOKY aKTyaJbHICTb AJs IOBeJipHOrO MHUCTelTBa YkpaiHU. MeTa
JOCTiPKeHHS — 3A1MICHUTH aHaJ1i3 rOJIOBHUX 3aca/; pOpMOTBOPEHHS I0BEJiIPHUX BUPOOIB, 1[0 CTBOPIOIOTH OCHOBY
JUIsT TeXHIKO-TeXHOJIOTiYHUX iHcmipanili eMasbepcTBa Ta € 3ac060M ePEKTHUBHOTO PO3KPUTTS XY 0KHBOTO
06pasy B TBOPYOCTi MHUTIiB cyyacHOro roBesipcTBa YkpaiHU. MeTOA0JI0TiYHOI0 OCHOBOIO JOCTi[XKeHHS 6yJ10
3aCTOCYBaHHS HH3KM HAyKOBUX MeTOJiB: MNOPIiBHAJBbHO-ICTOPUYHOIO, aHaJiTHKO-OIMCOBOro, 06Gpa3Ho-
CTWIICTUYHOTO aHaJli3y, CTPYKTYPHO THIIOJIOTIYHOTO, MeToAy dikcallii mosiboBoro Matepiany (iHTepB'10BaHHS) Y
BUIJIAAA] ay/io3aluciB, a TAKOXK MeTOJiB aHaJIOrii Ta npunyuieHb. BuBueHo cnenudiky MeTo/iB Ta NPUHLUIIIB
$bopMOTBOpEHHS, 1110 BU3HAYAIOThCS aBTOPCbKUM CTHJIEM, 30KpeMa y KOHTEKCTi aKLleHTyBaHHS KOMIO3UILIHHUX
pillleHb Yepe3 BUKOPUCTAHHS MOBHHUX OCOOJIMBOCTEM TEXHIK XyZ0KHBOI eMaJii Ta TeXHOJIOTiYHUX iHchipaniil y
TBOPYOCTI Cy4aCHUX yKPaiHCbKHUX Xy 4,0KHUKIB-10BeJ1ipiB. Jloc/ipkeHHSA MOoKa3aJ10, 10 XyJ0KHUKHU 3aCTOCOBYIOTh
KJIAaCUYHI Ta aBTOPCBbKIi TeXHIKMA eMaJli, IOEAHYIOTD IX 3 JOPOTrOLiHHUM KaMiHHAM I [lepJlaMyTpOM, CTBOPIOKOYH
CKJafHi 6araTowmapoBi kommno3uuii. [IpoBeleHUI aHai3 AiSJIbHOCTI TBOpPYUX KOJieKTUBIB lOBesnipHoro Jlomy
«/Jronbbep» Ta KnacuyHoro 1oBesipHoro Jlomy «J/lobopTac» okasas, 1110 CHCTEMHe KOMOiHyBaHHS TEOPeTUYHUX
3HaHb i IPAaKTUYHOIO JOCBIiJY, a TAKOXK peTe/IbHe ONpalloBaHHA TEXHOJIOIIYHUX KapT BUTOTOBJIEHHA HOBEJIPHUX
TBOpPiB 3 eMa/it0o 3abe3neyye BHUCOKY $KICTb TBOpPYMX pe3yJbTaTiB. [loeAHaHHA TpajuuniHuX i
eKCIepUMEeHTa/JbHUX TEXHOJIOTIH XyA0XKHbOI eMasi GOpMy€e PO3BUTOK HOBITHBOrO YKPAiHCHKOTO HOBEJIPCTBA,
BiIKpHBalO4Yu HOBi TBOpui ¢opMHU NmoTeHUiady XyAokHUKIB KiHUA XX - modaTky XXI crosiTTs B cBiTOBOMY
iCTOPHUKO-KYJbTYpPHOMY KOHTEKCTi, MiJIKpec/I0l04Yd iHAUBiAya/lbHY MaHepy Ta BUCOKUN TeXHiYHUU piBeHb
BUKOHAHHS I0BeJIipHUX TBOPIB

KArouoBi c/10Ba: BisaHTilicbKe Ta JaBHbOPYCbKe eMaJbeEPCTBO; TEXHOJIOTII; TpaAuIlii; eKClepuMeHTaTOPCTBO;
IHHOBALI; TEXHIKH, I0BeJIipHE MUCTELITBO
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Abstract. The character increasingly functions not as a secondary identity element but as an autonomous
aesthetic system shaping stylistic codes and compositional logic. However, research lacks an integrated model that
explains its impact on fashion design processes. The purpose of this study was to develop a multi-level stylistic
systematisation of characters and to define their influence on compositional modelling in digital contexts. The
methodological basis consisted of a combination of systemic structural analysis, semiotic approach, comparative
typology, elements of morphological analysis of form, and modelling of conceptual structures. A theoretical model
was proposed in which the character was interpreted as a multi-layered structure ensuring visual integrity. The
model included three interrelated levels. The technological level defined morphology and modes of embodiment,
from static graphics to interactive digital formats. The semiotic level identified archetypal foundations and cultural
prototypes, including both historical figures and digital avatars. The functional level determined the character’s
communicative role as a symbolic representative, expert mediator, or stylistic dominant within brand strategy.
The study substantiated the transformation of the character from a passive sign into an autonomous aesthetic
mediator between digital environments and physical fashion design. It demonstrated that spatial and temporal
characters generate new approaches to composition, silhouette, and form dynamics, influencing contemporary
fashion trends. The findings can be applied in fashion design practice, brand strategy development, digital
collection creation, and design education

Keywords: multilevel analytical model; brand semiotics; digital embodiment; symbol morphology; archetypal
structures; hybrid visual environment; brand communication strategies

INTRODUCTION values through complex visual codes. Consequently,

The digital transformation of contemporary culture has .character d.esign has evolved from mere epteﬂainment
radically shifted the interaction mechanisms between into an intellectual tool for strategic branding.
fashion brands and consumers. At the centre of this JSystematisation of these design methods is essential to
communication is the virtual character, conveyingbrand ~ €nsure brand identity within a phygital reality where the
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boundary between physical objects and digital
projections is increasingly blurred. In this context,
G.Bonales-Daimiel & B. Moreno-Albarracin (2025)
analysed avatars as carriers of digital identity in
metaverse environments, emphasising their role in
shaping new models of online self-presentation. C. Rios-
Llamas (2022) developed this idea, interpreting avatars
as autonomous personal brands capable of functioning
as independent communicative subjects in digital space.
Y. Choi & C. Lee (2025) made a significant contribution
to the investigation of cognitive responses to virtual
images by analysing the phenomenon of avatar multiple
personalities. However, their study did not consider how
stylistic systematisation can unite fragmented visual
images into a coherent brand strategy. Similarly, the
study by A. Naz et al. (2025) substantiated the influence
of avatars on self-perception through the mechanisms of
social presence, but the graphic means of forming a
visual narrative were left out of consideration. In turn,
the research by V.V. Habayluk (2025) revealed the
semiotic potential of style as a means of visual
communication, but the proposed approach did not
contain applied models for character classification that
could be used in digital design and branding practices.
Thus, existing studies demonstrated considerable
interest in avatars as a tool for digital identity and
communication, but leave insufficiently explored issues
of systematic stylistic classification of virtual characters
and their integration into long-term personal or
corporate branding strategies.

Ukrainian discourse, notably T. Fisenko (2022),
traditionally views the character as a mascot - a static
graphic tool for image formation. This approach limits
the character to a representative function. In contrast,
contemporary fashion design requires a shift toward
modelling a digital media agent. This necessitates a
multi-level matrix integrating technological parameters
with dynamic narrative roles. A.V.Seleznova (2024)
detailed the process of developing concept art for a
typical character using computer graphics, highlighting
the key technological stages of its visual embodiment.
The study by A. Kemp et al. (2023) focused on the
phenomenon of narrativity in contemporary design and
revealed branding strategies through storytelling, where
the character acts as a key mediator in the
communication process between the brand and the
consumer. Despite the significance of the researcher’s
substantiated storytelling concept, the development of a
specific visual matrix that would enable the
differentiation of a character’s stylistics in accordance
with the semantic content of the brand narrative
remains outside the scope of scholarly attention. An
analysis of research in the field of digital fashion
demonstrated a thorough exploration of the
morphological and technical accuracy of the virtual
body. Furthermore, the sociocultural dimension of
design was examined by O. Kolisnyk et al. (2021), who
interpreted it as a phenomenon of social interaction in
which visual objects function as mediators between a
person and a brand.

Studies have demonstrated a growing interest in
integrating the concept of tactility. In particular,
N. Skliarenko & 0. Romaniuk (2023) focused on the role
of sensory characteristics in digital design, while
V. Boiko & N. Skliarenko (2024) analysed methods of
emotional visualisation, rethinking the character as an
object saturated with sensory properties and capable of
evoking deep empathy. ]. Arsenyan & A. Mirowska
(2022) proved the effectiveness of using virtual agents
in digital communications. However, their role in the
fashion industry still needs to be systematised. This
necessitates rethinking the character as an integrated
structure that combines emotional expressiveness and
technological dynamics within a single visual narrative.

These studies did not provide specific algorithms
for classifying characters according to the level of their
communicative  influence.  This revealed a
methodological gap between the engineering precision
of an object and its semiotic content, highlighting the
need for a systematic classification that integrates
technical accuracy with the characteristics of a
character as an intellectual interface capable of
managing interaction within the brand-consumer
system. In summary, a significant gap exists regarding
interdisciplinary character systematisation. Existing
studies were narrowly focused, and a unified stylistic
framework linking visual language to marketing
strategies was absent. The lack of a clear algorithm for
selecting stylistic approaches created obstacles for
effective design practice. The purpose of this study was
to provide a theoretical substantiation and to develop a
multi-level stylistic systematisation of characters as a
fundamental tool for shaping visual narrative identity
within the contemporary fashion communication
system.

MATERIALS AND METHODS

The study was based on contemporary trends in
fashion visual communications, digital character
modelling, and the semiotic structures of fashion
narratives. An interdisciplinary approach was
employed, combining systemic and structural analysis,
semiotics, and conceptual modelling to examine the
character as a pivotal tool for visual identity. The
research followed the stages of the developed four-
level systematisation. At the initial stage, systemic and
structural analysis was used to establish the first level,
classifying characters by their technological
embodiment (2D, 3D, or generative graphics). This
provided a framework for understanding their digital
nature. In the second stage, a semiotic approach
substantiated the second level, focusing on the signs of
the artistic image. Characters were analysed as systems
of visual codes: lines, colours, and textures, that
transmit brand identity through graphic symbolism.
The third stage involved examining characters as
communication mediators, which allowed for the
identification of their specific roles in visual
storytelling. Through morphological analysis and
modelling of conceptual structures, a fourth level was
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developed, which synthesised character types
according to a complex of external, social, psychological
and behavioural criteria. The use of the comparative
typology method allowed combining these stages into a
holistic multi-level matrix, which provided a logical
transition from the technical parameters of the image
embodiment to its complex narrative role. At the final
stage, an analysis was conducted regarding the
dynamic characteristics of the digital character, whose
identity and behavioural model were programmed
within the brand’s marketing logic. This allowed for the
verification of the character’s status as an active media
agent, ensuring a long-term strategic brand presence in
the digital environment.

To verify the proposed systematisation and
confirm its universality, a sample of 22 representative
characters from the fashion industry created between
2016 and 2025 was analysed. The study included
digital images demonstrating various types of artistic
forms: from static CGI-models (Computer-Generated
Imagery) to complex space-time game avatars that
systematically function in the fashion segment and are
involved in collaboration with brands. A fundamental
methodological decision was to focus specifically on
digital characters in the fashion industry, as their
presence within the communication environment was
algorithmically regulated, visually constructed, and
fully controlled by developers and brands. The model
involved an analysis of each character across three
interconnected dimensions: the level of visual realism,
communicative function, and the degree of brand
integration. Each parameter was coded on a three-level
scale (1-3), enabling quantitative interpretation and
subsequent statistical analysis.

Visual realism (dimension 1) was evaluated based
on the following criteria: 1 - stylised image (the
character possesses conventional, simplified, or
animated plastic; anatomical proportions may be
distorted; there is no photorealistic texturing of the
skin and materials; the visual language tends towards
illustrative or multimedia aesthetics); 2 — semi-realistic
(the image combines a realistic anatomical basis with
noticeable stylisation elements; proportions are close
to physiological ones, but aesthetic convention is
preserved); 3 - hyper-realistic (maximum imitation of
physical corporeality; reproduction of micro-details,
light-and-shadow models, and materiality, closeness to
photographic or cinematic realism). Communicative
function (dimension 2) was evaluated based on the
following indicators: 1 - narrative function (the
character acts as a carrier of story and symbolic
identity; content is focused on plot, emotional
interaction with the audience, and the development of
a symbolic field, rather than direct product promotion);
2 - hybrid function (a combination of narrative and
commercial elements; advertising integrations are
embedded into the character’s overall image and their
own storylines); 3 - commercial function (includes
content structured around the promotion of brands
and products; featuring advertising campaigns,

collaborations, and product demonstrations). Brand
integration (dimension 3) was assessed according to
the following indicators: 1 - episodic cooperation (one-
off campaigns); 2 - strategic (regular partnerships,
recurring collaborations); 3 - ecosystemic (the
character functions as a long-term digital asset of the
brand and is integrated into its communication
infrastructure). Data coding was carried out based on
the analysis of the duration of cooperation, the
repetition of campaigns, and the degree of character
inclusion within the brand ecosystem. The purpose of
the testing was to identify structural patterns in the
distribution of cases within the model and to test the
hypothesis regarding the interplay between the level of
visual realism and the degree of character
institutionalisation in brand communication.

RESULTS AND DISCUSSION

In the contemporary system of fashion communication,
the character is a key tool for shaping visual narrative
identity. According to an interdisciplinary approach, a
character is defined as an artistic image or protagonist
integrated into the structure of a myth, literary text,
visual art, or media environment. Drawing on R.
Barthes’ (1983) classical concept, the character
becomes a key element of the fashion system, where
visual images function as semiotic structures
transforming material objects into symbolic forms.
According to L. Manovich (2001), the digital nature of
such objects determines a new logic of existence
through programmability and variability, allowing
characters to adapt across diverse media contexts. In
the fashion industry, this image becomes the
foundation for building a dialogue between the brand
and its audience. This study proposed a classification of
characters according to the method of embodying the
artistic image, adapted for the analysis of visual
strategies in fashion. The classification is based on
three types of artistic image existence, each of which
plays a specific role in conveying stylistic identity:
plastic (spatial) characters in fashion represent images
fixed in a static dimension of form and function as
visual and material carriers of artistic concepts,
realised in pictorial and graphic practices (fashion
illustration, collection sketches, advertising posters)
and sculptural forms (mannequins, boutique
installations, art objects), where the physicality of the
character emphasises the architecture of the costume
and the spatial organisation of the clothing (Fig. 1).
Temporal (verbal) characters in fashion are images
constructed in the mind of the recipient through textual
narratives and semiotic strategies of description. They
are implemented in the form of literary and
mythological characters (brand storytelling heroes,
lookbook characters with detailed biographies) and
folklore archetypes used to provide the collections with
symbolic depth, cultural continuity, and semantic
complexity. Spatial and temporal characters form the
most complex and synthetic group, combining visual
corporeality with temporal unfolding and narrative
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extension. These include real media personalities
(models and actors in advertising campaigns and
fashion films), and synthetic images (animated
characters, game design heroes, brand collaborations
with video games, and digital avatars in metaverses), in
which visual identity is formed through a sequential
change of frames or software simulation of movement.

This segment has seen a shift in influence:
previously, digital characters copied real-world
fashion, but this has changed so that virtual reality now
dictates trends in the physical world. The exaggerated

plasticity and distinctive digital luminosity of game
characters are becoming the primary source for
creating real-world collections, changing conventional
design  thinking. The convergence between
anthropomorphic images and game avatars (for
example, in Balenciaga’s projects for Fortnite)
demonstrated how a character becomes a digital
ambassador (Fig. 2). The visual form (lines, attributes)
becomes a direct carrier of style, allowing the brand’s
ideology to be instantly read in a hybrid environment.
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Figure 1. Systematisation of classification features of a character by the method of embodying the artistic image

Source: compiled by the authors
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Figure 2. Balenciaga's collaboration with Fortnite and Epic Games
Note: a - physical collections; b - virtual collections in a digital gaming environment
Source: S. Yotka (2021)
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Of particular importance for research is the
illustrative character that emerges at the intersection
of the plastic and temporal arts. This type of image is a
unique hybrid: it accumulates the descriptive, semantic
qualities of literature and the strict visual specificity of
graphics. In the context of fashion communication, this
allows the abstract idea of a brand to be transformed
into a tangible visual narrative. In fashion
communication, graphic characters become tools for
stylistic systematisation: they allow brands to abstract
themselves from specific human faces (models),
creating a unique, easily recognisable visual code. Such
systematisation allows disparate visual elements to be
transformed into a unified narrative identity, where the
character’s drawing style, proportions, and colour
palette convey the brand’s values more effectively than
traditional photography. Unlike characters made of
material (decorative plastic), graphic and illustrative
images have greater mobility in the digital space of
fashion communication, which makes them a priority
for analysis in this paper.

Spatial and temporal characters (cinema, animation,
game design) are also of scientific interest within this
study, as their share in the fashion industry is rapidly
growing due to the development of metaverses and

! = T S e
Figure 3. Gucci Town
Source: Welcome to Gucci Town (n.d.)

Figure 4 demonstrated the adaptation of Louis
Vuitton visual identity within the digital environment
of League of Legends. The comparison of the physical
clothing model and the virtual character design
illustrated how fashion aesthetics are translated into
game character styling through expressive silhouettes,
decorative elements, and symbolic motifs, highlighting
the growing interaction between luxury fashion and
digital gaming culture.

A striking example of character transformation in
the context of digital culture was the first Metaverse
Fashion Week in the virtual space of Decentraland,
where the user’s avatar acts as a full-fledged fashion
subject and style icon. The event featured digital
collections from brands such as Dolce & Gabbana,
Gucci, Balenciaga, Burberry, Ralph Lauren, etc., and

on Roblox as a model of communicative and commercial interaction

virtual fitting technologies. The visual image of such
characters is becoming the main object of style modelling,
where compositional techniques are directly borrowed
from traditional clothing design and transferred to the
digital plane. The interconnection between graphic
characters and dynamic models in game design allows
taking a fresh look at the categories of movement and
physicality. Analysis of compositional solutions in the
clothing of digital heroes revealed a new pattern: not only
does real fashion dictate images for virtual worlds, but
the aesthetics of game design (virtual corporeality) are
also becoming a powerful tool for shaping visual
narrative identity and dictating real trends in the physical
world. This convergence of physical and virtual
aesthetics finds its practical implementation in the
creation of complex brand environments, a prime
example of which is the Gucci Town virtual space on the
Roblox platform (Fig. 3). Functioning as a multi-layered
ecosystem, this project integrates a gaming zone, an art
hub, the Vault Plaza exhibition space, and a Gucci digital
store. Such a multidimensional structure serves as a
comprehensive model for interaction with users, where
the stylistic systematisation of digital assets effectively
combines entertainment, cultural representation, and
digital commerce.

N S

]

purely digital fashion houses such as The Fabricant. In
this context, the avatar character functions as a spatio-
temporal image: it not only demonstrates clothing
during virtual shows, but also participates in
communicative practices (concerts, lectures, parties),
purchases digital items, and thus becomes an
interactive carrier of brand identity. Thus, a digital
character in the metaverse is not a secondary
representation of a person, but an autonomous
mediator of the fashion experience, where visual form,
animation, and the possibility of personalisation form a
new type of aesthetic and social presence.

At the second level of classification (Fig. 5), the
character’s artistic image is revealed through a system
of visual signs and archetypes that serve as a
foundation for conveying brand identity. The proposed
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typology (sections 2.1-2.9), based on sign nature,
enables the identification of mechanisms for adapting
character semantics to the fashion communication field
by strategically utilising its cultural genesis.
Specifically, the historical character is treated as a
specific individual whose visual recognition becomes a

tool for legitimising brand heritage or a means of
retrospective style modelling. This approach aligns
with the findings of B. Castillo-Abdul et al. (2022), who
demonstrated that utilising recognisable branded
content on Instagram increases audience engagement
precisely by appealing to familiar cultural codes.

it @

LEAGUE.*
LEGENDS

Figure 4. Integrating Louis Vuitton’s visual identity into the League of Legends esports space

Source: B. Nash (2019)
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Figure 5. Systematisation of classification features according to the signs of the depiction
of an artistic image and the function of the character

Source: compiled by the authors

The human character (anthropomorphic image)
acts as a universal carrier of corporeality and style,
through which social and aesthetic ideals are
transmitted. In the context of the digital transformation
of luxury fashion, as noted by A. Joy et al. (2022), such
images become the foundation for metaverses and NFT
collections, where anthropomorphic avatars function

Art and Design Vol. 9, No. 2

as the primary mediators of the consumer experience.
The animalistic character is based on zoomorphic
motifs, where animal figures act as metaphors for
specific qualities: grace, strength, or exoticism. They
acquire the status of iconic elements within the visual
code, serving as symbolic identity carriers for fashion
houses. According to Ye. Gula et al. (2023), such iconic
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images in the information space of graphic design

ensure instantaneous brand recognition by the
audience.
Mythological = characters and  personified

abstractions, encompassing both ancient symbolic
systems and fictional entities such as the concept of a
digital soul, elevate the fashion product to the level of
an extended narrative. These images imbue the product
with symbolic transcendence, transforming it into a
sacral artefact that exists beyond its material form. This
creates a space for user social identification, as
corroborated by C.I.Teng et al (2023): avatar-
mediated communication through complex entities
allows consumers to integrate more deeply into the
brand’s ideological community. The virtual character
(CGI, Al) represents the most technologically advanced
group, where the artistic image functions as an
algorithmically controlled (AI) identity. As noted by O.
Lahoda et al (2024), the use of virtual reality and
digital imagery radically transforms both the creative
process and audience perception, making interaction
with the character immersive and tactually rich.

It is important to emphasise that in the context of
visual narrative identity, these types of characters
function in two ways. In the literary or descriptive
component of the brand (storytelling), they exist as
mental images that arise in the process of narration.
However, in visual communication (graphics, fashion
films, illustrations), they are transformed into
illustrative symbols. It is this symbolism that allows the
character to be instantly recognised by the audience:
the visual form (lines, colours, attributes) becomes a
direct carrier of the stylistic concept. Thus, the choice
of character type at the second level of classification
directly determines the nature of the visual language
through which the brand constructs its narrative and
engages with contemporary trends. In the digital
environment, group of spatio-temporal characters
requires additional detailing at the second level of
classification. Within this logic, the category “Film and
television characters” is distinguished, which, in the
context of contemporary media convergence, covers a
number of specific types of artistic images that function
at the intersection of fashion, screen culture, and digital
technologies. An animated character is defined as a
product of computer modelling (3D animation)
characterised by a high degree of visual detail and
technical sophistication. This type allows brands to
demonstrate the complex texture of fabrics, light and
shadow effects, and the dynamics of a costume in
virtual space, expanding the boundaries of traditional
collection presentations. In game design, a character is
interpreted as the most interactive form of artistic
representation, in which the character becomes a full-
fledged digital ambassador of style: their visual identity
directly correlates with game mechanics, the
achievement system, and symbolic prestige within
virtual worlds, forming a stable model of brand value

representation in the digital environment. Digital
(synthetic) characters occupy a separate analytical
niche, appearing as the most complex hybrid form in
the hierarchy of contemporary design. Unlike purely
gaming or animated images, this type of character is
based on the principles of autonomous existence and
photorealistic imitation of life. In contemporary design,
it is differentiated into several key varieties:

1. CGI-characters: high-tech digital models that are
integrated into a real video environment or exist in
completely generated worlds, demonstrating the
boundary between physical and computational reality.

2. Virtual influencers: digital personalities with
their own biographies and social activity on the
network, functioning as independent media entities
and direct marketing tools.

3. VR/AR identities: characters that exist in
augmented or virtual reality, providing an immersive
experience of user interaction with the brand through
the effect of presence.

4. Al characters: dynamic images, whose behaviour
and visual reactions are generated by neural networks
in real time, allowing for the creation of a personalised
communicative experience.

This expansion of classification allows viewing
characters not simply as objects on screen, but as
dynamic tools for stylistic systematisation. The
inclusion of animated, game, and digital images in the
general system of visual signs emphasises that
contemporary fashion communication is no longer
limited to the physical body. On the contrary, it actively
uses synthetic forms to scale its narrative, turning the
character into a key link between artistic intent and
digital consumption. The third level of classification is
related to defining the functional purpose of the
character and answers the question of its role in
shaping the aesthetic and cultural position of the brand.
In the fashion communication system, where visual
image is of paramount importance, the character acts
as a mediator between the brand’s underlying
narrative and the consumer, translating conceptual
ideas into an accessible and emotionally perceptible
form. In this context, advertising characters (Fig. 6)
take on particular significance, as they are seen as tools
for creating a lasting emotional impression.

In the fashion industry, it represents an original,
stylistically refined image - whether a person, an
animalistic figure, or an anthropomorphic entity - that
is associated with the company’s visual code and is
fixed in the collective perception of the audience. In the
context of digitalisation, such a character can exist in
both static form (e.g, an illustration in a glossy
magazine) and dynamic form (an animated digital
avatar on social networks and in virtual spaces). Its key
function is to create a positive brand image, strengthen
the audience’s emotional attachment, and expand the
circle of loyal consumers through visual storytelling
and the repetition of iconic characteristics (Fig. 7).
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Figure 6. Typology of characters considering external, social, psychological and behavioural criteria

Source: compiled by the authors

PRADA
CANDY

RETHINK REALITY

Figure 7. Use of Virtual Face technology in the Prada Candy advertising campaign

Source: S. Salibian (2021)

Within this group, several functional types of brand
characters are distinguished, each serving a unique role
in fashion communication and brand identity. A brand
character (mascot) is considered a visual constant
within brand communication - a fictional figure that
represents the brand’s identity, embodies its core
values, and functions as a generalised symbol of its
visual representation. It performs a dual function:
informative (conveying style codes) and emotional-
spectacular (creating an attractive image that
consumers desire to be a part of). An exemplary case is
Polo Bear, the Ralph Lauren brand’s mascot, which

consistently appears in clothing collections and
advertising campaigns, becoming one of the brand’s
most recognisable symbols (Fig. 8a). Similarly, the
character Vivienne (Louis Vuitton) symbolises a
sophisticated synthesis of the brand’s historical
heritage and the spirit of modern travel, transforming
traditional monogram elements into a dynamic
narrative tool (Fig. 8b). In the broader context of visual
communication, the Morton Salt Girl serves as a long-
standing symbol of reliability and resilience in difficult
situations, demonstrating how a mascot can anchor
brand trust over decades (Fig. 8c). At the same time, the
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Comme des Gargons Play Heart represents a shift
toward minimalist, avant-garde character design,
where a simple graphic icon becomes a powerful global
identifier of subcultural belonging (Fig. 8d). Thus, the

mascot functions as a representative element of the
brand’s narrative identity, motivating emotional

involvement and ensuring long-term loyalty through
various stylistic forms.

PLAY

COMME des GARGONS

d

Figure 8. Classic brand characters as symbols of product qualities
Note: a - Polo Bear; b - Vivienne; c - Morton Salt Girl; d - Comme des Gar¢ons Play Heart
Source: T. Fisenko (2022), Ralph Lauren (2024), Comme des Gargons (2025), Louis Vuitton (n.d.)

In contrast, a character that embodies a problem
represents a different functional type within the system
of brand visual communication. Unlike positive
mascots, this type may feature negative traits,
embodying aesthetic imperfection, discomfort, or a lack
of style - problems that the brand claims to solve. In
fashion narratives, such characters are constructed
based on vivid associative imagery, illustrating a
transformation from an inappropriate or outdated
state to a stylish appearance and highlighting the
brand’s role in solving the problem. Another type is the
consumer character, which serves as a typical
representative of the audience. This character inspires
trust due to its similarity to a real buyer, making it an
effective tool for democratising fashion, particularly in
the middle and mass segments. Through such a
character, the brand conveys a clear consumption logic,
creating an engaging and convincing message without
relying on expensive celebrities. The focus here shifts
from technical features to lifestyle and product design.

The character as a product symbol is a highly
concentrated image that personifies specific product
qualities, such as fabric softness, durability, or
futuristic design. This type of character represents the
visual essence of a brand, translating the physical
properties of the product into artistic symbols,
enhancing its visual identity and appeal. An expert
character (Testimonium) leverages the authority of a
well-known personality to legitimise the brand’s
aesthetic values. In fashion communication, an expert
can be a real person (such as an influencer, designer, or
actor) or a digital or animated character with high
social capital. By integrating professional or media
opinion, this character boosts consumer confidence in
the product’s quality and reinforces the brand’s
position as an expert in the field of style, making it an
effective form of user marketing where the character
acts as a guarantor of the consumer’s choice.

An illustrative, characteristic character is defined
by a pronounced personality, with the most significant
manifestation of stylistic systematisation. This
character’s age, social activity, and emotional state are

conveyed through clothing and accessories. The
composition of clothing - such as silhouette, form
development features, and colour and texture
characteristics - acts as a style marker. This
characteristic can be interpreted by the fashion
industry as a basis for trends and collections, making it
avaluable object for design analysis. Ultimately, a game
character is a digital figure in a computer game
controlled by a human player, while NPC is controlled
by the game’s artificial intelligence. The appearance of
a game character functions as a digital representation
of the user and serves as a tool of self-presentation
within the stylistic system of the brand. NPC, on the
other hand, form the game’s contextual environment.
Their visual design - whether friendly, neutral, or
aggressive - dictates the stylistic atmosphere and
compositional dynamics of the virtual space, shaping
the player’s experience within the game. Thus, brand
characters in various forms - whether mascots,
personifications of problems, or game figures - play
distinct and crucial roles in shaping brand identity,
consumer engagement, and the overall narrative of
fashion and digital spaces.

The evolution of expert characters in the form of
CGI influencers deserves special attention. Unlike real
media personalities, such images are characterised by
complete stylistic control, which gives the brand the
opportunity to minimise reputational risks and ensure
continuous support and control of visual identity in the
digital environment. The functional role of such a
character is to create a controlled narrative where
every gesture, piece of clothing, and surrounding digital
space works to strengthen the brand’s overall image.
This leads to the emergence of a new type of
communication design, where the character becomes a
digital twin of the brand’s philosophy. The introduction
of such interactive models into the communication field
allows brands not only to convey aesthetic values, but
also to collect data on audience preferences through
game mechanics of interaction with the avatar, turning
character design into a powerful tool for marketing
analytics and trend forecasting. Thus, contemporary
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CGI influencers have become autonomous subjects of
fashion communication. Analysis of the activities of
characters such as Noonoouri, and Shudu allows

tracing the mechanisms of integrating virtual
corporeality into real brand strategies (Fig. 9).

Figure 9. Virtual influencers as representatives of aesthetic strategies in digital fashion
Note: a - Noonoouri; b - Shudu; ¢ - Imma; d - Bermuda
Source: compiled by the author based on the analysis of official Instagram profiles (as of 2026 March 2) Noonoouri
(n.d.), Shudu.gram (n.d.), Imma.gram (n.d.), Bermudaisbae (n.d.) and official data from creative agencies Aww Inc
(n.d.), and The Diigitals (n.d.)

A prime example of how such a character functions
Bermuda (created by Brud studio), whose visual
identity in collaboration with Chanel emphasises glossy
luxury and a social media lifestyle (Fig. 9d). Another
visualisation strategy is demonstrated by Noonoouri -
a stylised animated character with an emphasised
fairy-tale-glamorous aesthetic (Fig. 9a). Her successful

collaboration with Dior, Versace, and Valentino
illustrates the role of the character as a stylistic filter.
Unlike realistic models, Noonoouri transmits the values
of brands through grotesque digital plasticity, which
enhances the effect of “sacralisation” of fashion.
Meanwhile, the case of Shudu (Fig. 9b), the world’s first
virtual supermodel, created by photographer C.J.
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Wilson, marks the intersection of the technological
excellence of 3D-modelling and the current demand for
cultural representation of African appearance in
Balmain and Fenty Beauty projects. This line is
continued by Imma (CGI-model from Aww Inc.), whose
image combines streetwear and digital minimalism in
collaboration with IKEA and Puma, symbolising
contemporary urbanism (Fig. 9c). Combining these
examples into a single system allows for the argument
that digital characters in contemporary fashion act as
intellectual mediators. Another prime example is
Lilmiquela (n.d.). As a digital model and music artist,
she demonstrates the potential for absolute stylistic
consistency in collaborations with giants such as Prada
and Calvin Klein. Her image, which balances on the edge
of hyperrealism, allows brands to maintain strategic
control over communication, eliminating the
reputational risks associated with living media
personalities. Continuity of the brand narrative is
ensured within a hybrid environment where the
boundary between the physical object and its digital
projection is becoming increasingly transparent. This
confirms the thesis that character design is not only an

Hatsune_Miku
Janky
Guggimon
Bermuda_2

artistic but also a strategic marketing tool for
forecasting and shaping trends.

The generalisation of the obtained data allows for
the statement that contemporary character design has
transformed from a purely aesthetic solution into a
strategic marketing tool. The dynamics of indicators
presented in Figure 10 illustrated the transition from
the decorative use of virtual models to their functioning
as intellectual brand mediators. A detailed analysis of
the sample distribution across three dimensions
reveals key patterns in the development of digital
brand platforms. The average score for “Integration”
across the sample is 2.4, confirming the dominance of a
systemic approach. The “Function” dimension
demonstrated the highest stability, with 70% of the
studied cases (e.g., Lil Miquela, Rozy, Noonoouri, Lu do
Magalu) receiving the maximum score of 3, indicating a
priority for communicative efficiency over visual form.
Conversely, the “Realism” scale proved to be the most
variable, with indicators ranging from 1 point (stylised
characters like Janky, Bermuda_2, and early-stage
Blawko) to 3 points (hyper-realistic models such as
Rozy and Margot), reflecting the coexistence of diverse
graphic strategies depending on the brand's archetype.
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Figure 10. Comparative analysis of digital characters based on visual realism, communicative function,
and brand integration parameters (n=22)

Source: authors’ development

The distribution analysis demonstrated the
dominance of the strategic integration level
(12 samples; in particular, Lil Miquela, Shudu, Imma,
Noonoouri), indicating a transformation of digital

42

characters from one-off advertising tools into stable
communication partners for brands. The ecosystemic
level (7 samples; in particular, Lu do Magalu, Zepeto
characters, Knox Frost) is characterised by the
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profound integration of the character into the brand
structure and their functioning as a digital asset.
Episodic integration (3 samples; in particular, Bermuda
and Blawko during the early stages of their brand
collaborations) demonstrates the gradual replacement
of one-time collaborations with systemic strategies.
The evolution of CGl-influencers demonstrated the
development of a new type of actor in the fashion
industry - a stylistically managed digital agent, which
provides brands with control over the communication
narrative, predictability of reputational risks, and a
long-term strategic presence in the digital
environment. Hyperrealistic models are more likely to
be carriers of stable commercial cooperation and are
integrated into long-term brand strategies. Stylised
characters function as a stylistic filter, enhancing the
symbolic and conceptual dimension of the brand. In
both cases, the digital avatar ceases to be just a visual
image and becomes a tool for strategic brand building.

The findings confirmed that the artistic image of a
character in the fashion industry has evolved from a
secondary decorative element into a central strategic
agent of the brand ecosystem. This shift in design
thinking marks a transition from purely formal stylistic
decisions to the creation of complex phygital platforms
where the character ensures narrative continuity and
economic integration. The proposed systematisation of
character classification features allows for the
organisation of contemporary scientific discourse,
moving it from isolated observations toward a
comprehensive system of projective modelling.
However, the practical realisation of such complex
strategic agents requires a high degree of technological
precision and morphological accuracy.

In this context, the current research correlates with
the foundational study by A. Slavinska et al. (2018),
who established a mathematical framework for the
interactive transformation of 3D mannequin surfaces
into 2D garment sweeps. While A. Slavinska et al
focused on the engineering precision of clothing
construction, authors’ classification expanded this
concept by adding a semiotic dimension to the
described mesh and surface models. The ability to
adapt 3D models to diverse body types (both typical
and atypical) serves as a rigorous engineering basis for
the high-quality, detailed reproduction of the
anthropomorphic category of characters. The
reliability of visualisation achieved by A. Slavinska et al.
through database verification and silhouette
transformation scenarios is a primary factor in
establishing a character’s visual realism. Consequently,
the authors’ concept of character systematisation
bridges the gap between abstract graphic design and
functional clothing engineering, enabling the character
to function as a realistic mediator of brand values.

The thesis of the character as an active media agent
was supported in the study by O. Kolisnyk et al. (2021),
where design was viewed as a tool for organising social
interaction. The current classification expands this
approach by defining the character as the brand’s

intelligent interface, ensuring narrative continuity
within the brand-consumer system. The authors’
findings confirmed contemporary scientific theses
regarding the acquisition of parasocial subjectivity by
digital objects. By separating virtual influencers into an
independent group, a significant methodological gap in
contemporary science has been filled. The character is
no longer a passive advertising sign but a dynamic
subject of communication. This perspective is further
supported by O. Kolisnyk et al. (2021), who interpreted
contemporary graphic design as a phenomenon of
social interaction. This idea was emphasised by stating
that the fashion character acts as an intellectual
interface, organising the brand's social ecosystem
through constant engagement in the narrative.

Furthermore, the integration of cultural genesis
into character design, as evidenced in second level of
classification, aligns with the research by O. Yezhova et
al. (2024), who focused on the artistic and traditional
cultural aspects of corporate identity, author’s model
demonstrated how these codes are adapted to phygital
reality. The use of historical or mythological archetypes
is not merely an aesthetic choice but a mechanism for
legitimising brand heritage. This is consistent with the
evidence provided by B. Castillo-Abdul et al. (2022),
who demonstrated that branded content on platforms
such as Instagram achieves higher engagement when it
appeals to familiar cultural codes. Authors’
classification provided a systematic framework for
selecting these codes, ensuring that the character’s
semiotic nature resonates with the target audience’s
collective memory.

The synthesis of the proposed authors’
systematisation, the emotional and technological
approach of O. Slityuk & N. Nochenko (2023), and the
ethno-cultural identity research by O. Yezhova et al
(2024) allowed defining the character as a strategic,
multi-layered tool in contemporary design. Authors’
thesis on the parasocial subjectivity of a digital agent is
methodologically reinforced by the principles of
animated characterfulness, where visual resonance is
enhanced through national cultural codes and specific
geometric shapes that convey leadership and
professionalism. Specifically, it has been established
that the use of anthropomorphic mascots, unique
corporate fonts, and symbolic elements (such as
circular shapes or specific colour palettes) ensures
brand recognition and dynamism. The integration of Al
and NFT technologies transforms these graphic
constants into an autonomous digital identity, the
successful representation of which relies on visual
realism algorithms and engineering precision. Thus,
combining the graphic language of archetypes,
traditional cultural aspects, and high engineering
fidelity creates a unified methodological foundation for
building consumer trust and ensuring strategic brand
integrity within an immersive environment.

Overall, the findings demonstrate the
transformation of the character in the fashion industry
from a secondary decorative element into a strategic
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mediator of brand communication within the phygital
environment. The proposed classification system
integrates engineering precision of modelling, semiotic
meaning, and cultural codes, forming a coherent
methodological framework for designing characters as
intelligent interfaces between the brand and the
consumer. The synthesis of graphic design approaches,
digital technologies, and cultural heritage allows the
character to be interpreted as a multi-layered
instrument for shaping narrative brand identity and
supporting economic integration. In this way, the
character becomes a central structural element of the
brand ecosystem, ensuring visual coherence, narrative
continuity, and effective communication with the
audience.

CONCLUSIONS

Within the framework of the conducted research, a
complex three-level model of character classification as
a key tool for the development of visual narrative
identity in fashion was formed and theoretically
substantiated. The proposed structure allowed
systematising the variety of artistic images that
function in the contemporary hybrid media space. A
typology has been developed based on the method of
embodiment of the artistic image, which allowed
combining plastic, temporal, and spatio-temporal
forms into a single analytical system. This emphasised
the continuity of character development from classic
fashion illustration to complex synthetic models that
exist in the digital dimension.

A second-level classification is proposed and
detailed, where for the first time within a single
approach, on-screen, animated, game and virtual
characters (CGI, Al) were differentiated. This approach
allowed substantiating the transition of the character
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AHoTauiA. [lepcoHax geaasi yacrinie GyHKI[IOHY€E He AK JONOMIKHUMI eJleMeHT alJIeHTHKH, a sIK CaMOCTilHa
eCcTeTHYHa CUCTeMa, 1110 BU3HA4Ya€ CTUJIEB]I KOAM, KOMIO3ULiMHI IPUHLMIIU Ta XapaKTep KOMyHikauii. BogHovac
Yy HAayKOBOMY JMCKYpPCi BifCyTHAl LijJicHa MoAeJsib UOro CTUJICTUYHOI CUCTeMaTu3alil, 10 YCKJIaJHIOE aHaJli3
BIUIMBY IlepCOHAXKa Ha Cy4YacHe IPOEKTYBaHHS KocTioMa. MeTa poGOTH moJiAraja B TEOPETUYHOMY
OOIpYHTYBaHHi Ta po3po6I[i 6GaraTopiBHEBOI CTHJIICTUYHOI CcHCTeMaTH3allii NepCcoHaiB AK 06a30BOro
iHcTpyMeHTa popMyBaHHs Bi3yasibHOI HapaTHBHOI iZJeHTUYHOCTI GpeHJy, a TaK0OXX Yy BU3HAaYeHHI MeXaHi3MiB
iXHBOTO BIJINBY Ha KOMIIO3HWIliliHe MOJeJII0BaHHS B YMOBaX IIM$pPOBOro cepefoBUIla. MeTo0/0Ti4HY OCHOBY
CTAaHOBWJIO NOEJHAHHA CUCTEMHO-CTPYKTYPHOI'O aHaJsli3y, CEMiOTUYHOI'O Ta iKOHOJIOTIYHOI'0 MiAXO0AIB, METOAY
NOPiBHAJIbHOI TUIOJIOTI, eieMeHTiB MOp0/I0TiYHOT0 aHaTi3y GopMH, a TAKOXK MO/IETIOBAHHS KOHLENTyaJIbHUX
CTPYKTyp. P03po6sieHO TeopeTHYHy MoJieJib CTUIICTAYHOI cHUcTeMaTu3alii, y Mexax $SKOi IepcoHax
iHTepnpeTy€eTbCA K 6araTopiBHeBa CTPYKTYPa, 1110 3abe3nedye LiicHICTb Bi3yasbHOI HApaTUBHOI i HTUYHOCTI
6peHay. MoJienb BK/IIOYWJIA TPU B3a€EMOINOB’si3aHi piBHI. TexHo/OriYyHUN piBeHb BU3HAaYUB MOPQOJIOTiI0O Ta
crnoco6u BTiJIeHHS 06pasy, Bifi cTaTU4YHOI rpadiku 0 AUHAMIiUHUX CUCTeM irpoBoro AusailHy. CeMiOTUUHHUI
piBeHb ineHTUIKyBaB apXeTHUIIHI OCHOBM Ta KYJIbTYPHI HPOTOTHUIIH, BKJIIOYAIOYH SIK ICTOPUYHHUX ITOCTAaTeH, Tak i
nudpoBux aBaTapiB. PyHKILiOHAJIbHUN piBeHb BU3HAYMB KOMYHIKaTHBHY POJib IE€PCOHAXKa SIK CUMBOJIIYHOIO
NpeJCTaBHUKA, EKCIIepTHOro MocepeJHUKAa abo CTHJCTUYHOrO JOMiHaHTa B paMKax cTpaTterii 6peHAy.
JlocyipkeHHsT OGI'PYHTYBasIo NePETBOPEHHsI CMMBOJIy 3 MAacCHUBHOIO 3Haka Ha aBTOHOMHOI'O €CTETHYHOro
nocepefHUMKa Mk UIMGPOBUMU cepeloBULAMU Ta GiI3UYHUM AU3alHOM oJAry. BoHO mpoaeMoHcTpyBaJio, 10
MPOCTOPOBI Ta 4acoBi CMMBOJIM MOPOJXKYIOTb HOBi MiAXOAW [0 KOMIO3HULil, cuayeTy Ta AUHaMiku ¢opwm,
BIUIMBAlOUYM Ha cy4acHi MoJHI TeHJeHLii. OTpuMaHi pe3y/JbTaTH MOXYyTb OYTH BUKOpPUCTaHi y Au3ailH-
MPOEKTYBaHHI, po3po61ii 6peHA-cTpaTerii, cTBopeHH] nMdPOBUX KOJIEKIH Ta OCBITHIX mporpamax 3 Au3aiHy
OZATY i Bi3yaJIbHUX KOMYHIKaLii

KnrouoBi c/0Ba: GaraTopiBHeBa aHaliTHYHA MOJeE/b; CeMiOTHKAa 6peHAy; LudpoBe BTineHHs; Mopdosioris
CUMBOJIiB; apXeTUIIHI CTPYKTYPH; Ti6pUAHE BidyasibHe CEpeIOBUIIE; CTpaTeril KOMyHiKalii 6peHay
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Abstract. The purpose of the study was to reconstruct the genealogy of design philosophies that transformed
construction toys from closed instructional systems to open platforms and, ultimately, to socially engaged
artefacts. The study employed a qualitative historical design using multiple-case comparative analysis based on
primary sources (patents, designers’ and educators’ writings), historical commercial materials, and key
educational and philosophical texts, supplemented by contemporary scholarly and industry sources. The analysis
was structured around two dimensions - systematicity (connection mechanisms, materials, modular logic) and
didacticism (educational philosophies, cultivated skills, and encoded cultural values) - to trace the evolution of
educational construction toys. Each case was analysed along these axes: systematicity (materials, connection
mechanisms, modular logic) and didacticism (educational philosophy, skills cultivated, cultural values). A clear
evolutionary trajectory emerged. In the early period (1840s - early 20t century), construction toys functioned as
closed systems designed to transmit philosophical or engineering knowledge. During the industrial-modernist
stage (early 20t century - 1980s), supported by innovations such as LEGO “clutch power”, construction toys
transformed into open platforms enriched by narrative and systemic approaches. In the contemporary era (1990s
- present, 2026), the design logic diversified to address social and environmental challenges, including gender
representation and sustainable materials. The study provided evidence that construction toys act not merely as
playthings but as educational artefacts encoding worldviews, pedagogical strategies, and social values. The results
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The logic of construction: The evolution of design ...

INTRODUCTION

As cultural artefacts, toys embody the pedagogical
ideals, technological capabilities, and societal values of
their time. Understanding the design evolution of these
objects offers a unique lens for examining the changing
relationship between education and material culture.
However, while their role in child development is
widely acknowledged, the specific evolution of design
logic remains under-researched. Recent research has
extensively examined the relationship between toy
design, cognitive development, and user interaction.
According to H. Saikia et al. (2023), the visual design
elements of educational toys, such as colour, pattern,
and structure, are critical factors that directly influence
visual perception and the subsequent development of
reading and mathematical skills in early childhood.

Building on the connection between physical form
and cognition, C.I. ileri et al. (2023) argued that
construction toys offer unique affordances that elicit
spatial language and gestures, suggesting that variation
in design mechanics is essential for fostering mental
folding and perspective-taking skills required for
STEAM fields. 1. Gryshchenko et al. (2024) examined
how design education integrates research and creative
activity across science, art, and engineering, showing
that interdisciplinary learning strengthens
professional competence. This perspective on
cultivating systematic and constructive thinking in
design students resonates with the evolving design
philosophy of educational construction toys, in which
the logic of construction itself serves as both a
pedagogical tool and a reflection of broader design
principles.

Shifting the focus from educational outcomes to the
design process, researchers seek to categorise how
these objects are conceived and used. According to
J.F. Legaard & H.M. Skovbjerg (2024), construction toys
possess distinct functional and narrative affordances,
and the central challenge for designers lies in balancing
structured instructions with the freedom of open-
ended play to maintain children’s engagement.
A.Codner & C.A. Lauff (2024) investigated the
prototyping phase of toy development, showing that
the fidelity of a prototype - whether it prioritises form
or function - considerably influences how children
provide feedback, thereby highlighting the complexity
of translating educational theories into physical
products. In parallel with these functional studies,
other researchers have explored the cultural and
technological context of toys.

According to V. Komis et al. (2021), the field
experienced a paradigm shift towards “smart toys”,
where the focus changed from developing transversal
skills such as symbolic thinking to specific 21st-century
skills, including computational thinking. However, a
counter-narrative re-examines traditional
craftsmanship. According to Y. Yan et al. (2024),
traditional systems such as the Chinese mortise and
tenon structure can be revitalised through “emotional
design” frameworks, which connect historical cultural

values with modern consumer needs at instinctive and
reflective levels. Similarly, N. Yang & O. Yezhova (2025)
analysed the Phoenix Stamp to demonstrate how
traditional Luban lock structures can be reinterpreted
as modern educational toys that preserve the
mathematical complexity of ancient craftsmanship
while offering engaging structural challenges. Taking a
historical perspective, M. Mindrup (2023) indicated
how architectural toys and models function not merely
as playthings but as affective objects that shape societal
concepts of domesticity and space. Despite these
diverse perspectives on cognition, prototyping, and
technology, a lack of genealogical research persists on
how the underlying logic of construction has evolved
over the last two centuries.

The purpose of this study is to reconstruct the
genealogical evolution of design philosophies in
educational construction toys from the 1840s to the
present (2026), analysing the trajectory from closed
didactic systems to open, socially engaged platforms.

MATERIALS AND METHODS

This study employed a qualitative historical research
design, using a multiple-case comparative analysis to
trace the evolution of design philosophies in
educational construction toys. The data are drawn from
a systematic review of diverse historical materials.
These include primary sources such as key product
patents — most notably LEGO’s 1958 “stud-and-tube”
coupling system (Kirk, 1961) and the 1920 Lincoln
Logs “Toy Cabin Construction” patent (Lloyd, 1920) -
as well as original writings by designers and educators,
for example, Froebel’s discussions of gifts (Provenzo,
2009). Commercial and marketing materials, such as
Meccano Ltd.’s “Engineering for Boys” advertisement
(The Brighton Toy and Model Museum, 2022), LEGO’s
gender-inclusive campaign (The LEGO Group, 2021),
and early Lincoln Logs packaging slogans (Mindrup,
2023), were also examined. The corpus further
includes seminal educational and philosophical works,
including M. Montessori’'s (1912) method and
S.Papert’s (1980) “Mindstorms”, along with
contemporary scholarship, design critiques, relevant
cultural studies, and authoritative news reports
documenting significant industry decisions.

The data analysis was structured around the two
core concepts - systematicity and didacticism. For each
historical period, the selected cases were examined
from two analytical dimensions. First, systematicity
analysis was used to investigate the toy’s core
connection mechanisms (e.g., bolts, grooves, clutch
power), material properties (wood, metal, plastic), and
modular logic (whether it replicates real-world
structures or enables open-ended creation), to define
the boundaries and characteristics of its “system”.
Second, didacticism analysis was used to investigate
the dominant educational philosophy embedded in the
toy (e.g. idealism, pragmatism, constructivism), the key
skills it is intended to cultivate (e.g., abstract thinking,
mechanical principles, systems thinking), and its
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encoded cultural values and ideologies (e.g., national
myths, gender roles, environmental responsibility.

RESULTS AND DISCUSSION

Early designs as closed systems - from
philosophical encoding to engineering models
(1840s -early 20t century). In the early lineage of
educational construction toys, from the 1840s to the
early 20th century, the core design philosophy was not
oriented toward open-ended creativity. Instead,
designers focused on creating “closed systems” with
explicit educational objectives. The intention was to
“encode” a specific worldview or skill set through a
predetermined set of rules and components, guiding
users to decode them. From F. Froebel’s philosophical
educational tools to Meccano’s engineering models,
these early designs exhibited a strong didactic
character through meticulous control over materials,
forms, and connection methods. In the 1840s, Friedrich
Froebel designed a series of educational toys
introduced in sequential order, known as “gifts”
(Fernsebner, 2003) (Fig.1). The system introduced
components in a strict sequence: starting from a
uniform woollen ball (the first gift), followed by
spheres and cubes representing opposing concepts
(the second gift), and then progressing to divided cubes
illustrating the relationship between parts and the
whole (gifts three to six). This progression constituted
a one-way path from simple to complex and from
concrete to abstract. The systematicity and educational
sequencing of this design were elaborated in detail by
F.Froebel in the periodicals he founded. Each
component’s form carried carefully designated
symbolic meanings (Morgenstern, 1882). The sphere
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Figure 1. Diagram of Froebel’s gifts offered by the
Shanghai Kindergarten Society (1909)
Source: S.R. Fernsebner (2003)
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represented unity, while the cube symbolised stability.
Through these geometric shapes, the designer
materialised  abstract philosophical  concepts.
F. Froebel’s three modes of play - the “forms of life,” the
“forms of beauty,” and the “forms of knowledge” -
functioned as predefined contexts for this design
language. The success of this design lay in its ability to
guide users’ thinking, such as that of architect Frank
Lloyd Wright, towards abstract structural reasoning.
M. Montessori’s design approach advanced further
by integrating the role of the teacher into the objects
themselves. Her system of educational materials
achieved the clear functional goal of self-education
through two core design principles. First, each material
focused on a single, isolated physical attribute, such as
size or colour, to maximise informational clarity and
avoid cognitive confusion. For example, the Pink Tower
was intentionally designed with uniform colour and
texture, retaining only “size” as the variable (Fig. 2).
The second principle was the physical implementation
of “error checking”, representing a key innovation. This
innovation was the most critical one. The designer
embedded a feedback mechanism within the objects
themselves, making the material the source of
information. In the cylinder blocks with sockets,
incorrect matches produced physical incongruities
(either failing to fit or wobbling). This immediate, non-
judgemental physical feedback replaced traditional
correction provided by adults. As M. Montessori (1912)
explained in the first English exposition of her method,
this design choice aimed to directly guide user
behaviour through the physical properties of the
objects, fostering independence and concentration.

. L Sl
Figure 2. Montessori Pink Tower
Source: M. Esta (2017)
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With the advent of the industrial era, Meccano Ltd.
embodied another type of closed-system design logic -
direct simulation of real-world technology (Guijarro,
2021). Its design language was directly borrowed from
contemporary engineering. Reusable metal strips,
angle girders, plates, nuts, and bolts were miniaturised
representations of construction methods used for
bridges, cranes, and other large-scale structures.
Meccano’s design intent was explicit: as repeatedly
emphasised in its early 20%-century advertisements
under the slogan “Engineering for Boys”, it functioned
as a tool for imparting practical technical knowledge.
Rather than aiming to stimulate unrestricted
imagination, the design enabled users, through
simulation, to understand and internalise dominant
engineering principles and societal values of the period
(Gok & Siirmeli, 2022) (Fig. 3).

MECCANO |

Mintature

e :;. Engineering
for Boys

b

A wl ey My wngianeing b wilbes Uae prii]

EOYHOOD'S BEST DAYS . . . BUILDING WITH MECCAND

Figure 3. Meccano advertisements
“Engineering for Boys”
Source: The Brighton Toy and Model Museum (2022)

During this period, the design of educational
construction sets focused on creating closed systems
with clearly defined learning objectives. Toys from this
era promoted the development of specific skills and
knowledge through a strictly organised sequence of
elements and forms. They were designed to convey
certain ideas or concepts through the physical
properties of objects, particularly through interaction
with them, thereby enabling specific educational
outcomes. This approach promoted systematic
thinking and structured learning, guiding users
towards specific goals.

Transition to open design - from narrative
layering to system empowerment (early 20th
century-980s). Entering the 20t century, especially in
the post-World War II era with the rise of the mass
market, the design philosophy of educational
construction toys underwent a pivotal shift. This period
can be characterised as the Industrial-Modernist stage
- a time when designers relied on industrial
production, standardised materials (metal, wood,
plastic), and modernist ideas (rationality, functionality,
systematicity). The focus moved away from closed
systems with clearly defined goals towards open
platforms offering richer possibilities. This evolution
manifested in two key design strategies: first, the
“narrative layering” approach, exemplified by Lincoln
Logs, which built cultural stories on top of existing
functional designs; and second, the “system
empowerment” approach, exemplified by LEGO, in
which core technological innovations enabled
platform-based design.

The success of Lincoln Logs stands as a classic
example of “dual-layer design”, clearly demonstrating
how a toy’s physical functionality and its cultural
narrative can be independently designed and selected.
The toy’s core construction principle - the interlocking
log-beam structure — was derived from its inventor,
John Lloyd Wright's experience working on the
earthquake-resistant design of the Imperial Hotel in
Tokyo, Japan. This functional and highly purposeful
design, aimed at developing children’s building
instincts, was patented as a “toy-cabin construction” in
1920 (Fig. 4).

On the marketing side, however, the designer chose
not to highlight this story of modern international
engineering. Instead, he engaged in a notable act of
brand storytelling by naming the product Lincoln Logs.
By overlaying a national myth about President
Abraham Lincoln’s log-cabin childhood and reinforcing
it with the packaging slogan “Interesting playthings
typifying the spirit of America”, the product was
imbued with cultural values such as pioneering spirit
and self-reliance (Mindrup, 2023). This deliberate
separation of physical and narrative layers
demonstrated that the meaning of a toy can be
intentionally designed as an element independent of its
physical functionality - significantly enhancing its
market appeal.

If Lincoln Logs represent a straightforward
combination of function and narrative, the rise of LEGO
exemplifies their integration at a higher level. Through
a single but transformative technological innovation,
LEGO empowered an overarching design philosophy
and created a truly open-ended platform. In response
to the prevailing problem of a toy market lacking a
coherent system, company leader Godtfred Kirk
Christiansen articulated a strategic design vision: to
create an integrated system of play. Its core principles
- such as “unlimited imagination” and “suitable for all
ages” - established open and inclusive goals for the
platform.
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Figure 4. Lincoln Logs’ patented “Toy-Cabin Construction” design

Source: W.J. Lloyd (1920)

The core technological innovation was clutch
power. This ambitious philosophy could not be realised
without a corresponding technical solution. The
patented stud-and-tube coupling system of 1958 (Kirk,
1961) became the physical foundation of this vision. By
precisely matching the hollow tubes on the underside
of a brick with the studs on top, the design produced
stable and reliable clutch power. This seemingly simple
innovation solved the fundamental instability of earlier
bricks, enabling any brick to connect securely with any
other. In this way, it activated the potential of the
system philosophy (Fig. 5).

LEGO’s system eventually converged with S.
Papert’s (1980) educational theory of Constructionism.
In his seminal work “Mindstorms”, S. Papert advanced
the idea of learning by making, which provided a strong
theoretical articulation for LEGO’s open-ended
platform. This fusion of commercial design and
academic theory culminated in the LEGO Mindstorms
series, combining physical bricks with programmable
digital technology. In this form, LEGO evolved from a
construction toy into a cognitive exploration tool - one
that enables users to construct ideas and bring them to
life. Ultimately, LEGO’s design logic underwent a
transformation from pedagogical guidance to user
empowerment (Komis et al., 2021).

The evolution of construction toys from closed
systems to open platforms reflects changing
approaches to learning and creativity in design. At the
beginning of the 20t century, design focused on clearly
defined goals and strictly structured rules that
promoted the development of specific skills, such as

spatial thinking or technical knowledge. Over time, toys
became more flexible and open, providing
opportunities for creative self-expression. Open
construction systems, such as LEGO, began to combine
physical construction with innovation and cultural
narratives, allowing children not only to build but also
to develop critical and systematic thinking. This
transition indicates a shift in focus from formal learning
tools to more intuitive and multifunctional systems.

The multidimensional turn: Contextualising the
system (1990s - present, 2026). Since the 1990s, the
design philosophy of construction toys has ceased to
follow a single linear evolutionary path. Instead, it has
undergone a multidimensional turn. Systematicity is no
longer confined to the internal logic of connection; it
has diversified into distinct approaches to construction
that facilitate different cognitive outcomes and
interaction modes. This period is characterised by
three distinct shifts: a structural divergence from static
volumes to dynamic skeletons, an interface innovation
towards intangible connections, and a digital overlay
that transforms toys into cyber-physical systems. Since
LEGO established its dominance with stacking logic, the
market has evolved into a pluralistic landscape; a new
wave of systems has emerged that prioritises skeletal
engineering.

Systems such as K’'NEX (introduced in 1992) and
VEX Robotics utilise flexible rods, connectors, and
beams to create spatial frameworks. Unlike brick-
laying logic, these systems mimic real-world structural
engineering, prioritising force transmission,
equilibrium, and kinematics (Fig.6). This shift
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fundamentally alters the cognitive demands placed on
the user. Interaction evolves from static spatial
arrangement (sculpting form) to dynamic systemic
thinking (engineering motion), requiring the child to
predict movement and structural forces. Recent
academic designs extend this logic further. For
instance, K. Kshirsagar et al. (2025) introduced
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MorphBlox, which utilises kinetic tessellations -
modular blocks that move and transform - to help
children explore complex mathematical concepts
through dynamic manipulation rather than static
building. This transition from static volume to dynamic
skeleton reflects a broader pedagogical shift from
spatial visualisation to systems thinking.
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Figure 5. Schematic diagram of the stud-and-tube structure in LEGO’s patented brick system

Source: C.G. Kirk (1961)
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Figure 6. K'NEX 3-in-1 classic amusement park
building set
Source: Basic Fun (n.d.)

Figure 7. Fischertechnik robotic model
Source: Fischertechnik official website (n.d.)
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Fischertechnik is a high-precision modular
engineering system that uses a groove-and-pin
connection method. It enables students to simulate
complex mechanical functions and mechatronic
systems, allowing them to construct and understand
the principles of dynamic, non-assembled machinery

(Fig. 7).

Various construction systems, such as K’'NEX, VEX
Robotics, and Fischertechnik, offer new approaches to
creating dynamic structures that promote the
development of systematic thinking and motion
prediction. A comparative analysis of the basic logic of
these systems is presented in Table 1.

Table 1. Comparative analysis of the core logics of three construction systems

System Core components Interlocl:nng Primary construction logic | Related cognitive skills
mechanism
. Stud-and-tube, | Stacking, surface creation, Spatial reasoning,
Lego Rectangular bricks e . !
clutch power volume filling schematic construction
K’'Nex Flexible rods and connectors | Axial snap-fit Linear, skelfetal frameworks, Structu_ral engineering,
dynamic structures kinematics
Grooved sliding blocks, Groove-and- Functlone.lllty-orle_nt.ed . ) .
. . . ) construction, precision Mechanical engineering,
Fischertechnik | electromechanical components | pin +plug-and- . : .
assembly, mechatronic robotics modelling
(motors, sensors, etc.) socket . .
integration

Source: compiled by the authors

While conventional mechanical systems become
increasingly complex, a parallel design trend aims to
lower the barrier to entry through intangible
connections. The introduction of magnetic construction
toys, such as Magformers, Magna-Tiles, and academic
prototypes like Magnetact animals, represents a clear
shift (Fig. 8). The design logic moves from physical
interlocking (which demands fine motor strength and
precision) to effortless magnetic interaction.

Figure 8. Magformers Basic Plus 26PC
Source: Magformers official website (n.d.)

In these systems, the connection is immediate and
self-correcting. Instead of focusing on the structural
rigidity of the final object, the design encourages
intuitive exploration of topology - specifically,
understanding how 2D planes can fold into 3D forms.
By removing physical resistance in mechanical
assembly, these toys allow users to focus purely on
geometric logic. As K. Yasu & M. Ishikawa (2021)
demonstrated, such magnetic Kkinetic Kkits enable
children to construct complex structures with variable
motions without the frustration of precise mechanical
alignment. This effectively democratises the
experience, making the construction of dynamic
mechanisms accessible to a much wider audience.

The most radical disruption in the modern era is
the integration of computation as a fundamental
building block. Toy systems transitioned from purely
physical objects into cyber-physical systems, a trend
that began with LEGO Mindstorms and later developed
into modular electronic kits such as LittleBits and
Makeblock. The computational block system,
exemplified by littleBits, encapsulates complex
electronic functions (such as input sensors, logic gates,
and output signals) within simple, colour-coded
magnetic modules. This approach fundamentally shifts
the assembly logic from “shaping forms” to “shaping
behaviours”. A block is no longer defined solely by its
physical geometry, but by its function. Consequently,
children can construct complex interactive systems
using the same familiar logic as building with static
blocks (Fig. 9).

fOUCATOR
CLICK-START
GUIDE

Figure 9. Littlebits STEAM+ Coding Kit
Source: Littlebits official website (n.d.)

Researchers highlight the expanded definition of
construction. Z. Chen et al. (2024) illustrated this
through “Softy’s Magic Touch”, showing how modular
interactive components can be attached to ordinary
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objects (such as plush toys) to endow them with digital
behaviours. Similarly, Y. Lyu et al. (2024) argued that
modern play is characterised by the “4Rs” - recallable,
relaxing, repayable, and reconnected - where digital
overlays bridge the gap between tangible interaction
and virtual feedback. Ultimately, the “logic of
construction” now extends into the logic of
programming, effectively treating code as an intangible

material that binds physical parts together. The
evolution of construction toys from conventional
mechanical systems to systems with magnetic
connections and integrated computing represents a
significant shift in design, increasing accessibility for a
wider audience. A comparative analysis of physical and
computational block systems was presented in Table 2.

Table 2. Comparative analysis of physical versus computational block systems

System type Core components Interlocl:nng Primary c01'15truct10n Related cognitive skills
mechanism logic
Physical Stan.dard passive Mechanical interlocking Stacking, volume filling, Spatial reasoning,
bricks, plates, e.g., stud-and tube > . structural balance,
blocks Static modeling

structural beams

friction/ clutch power

schematic construction

Microcontrollers (CPUs),
sensors, motors, smart
bricks

Control logic

Electronic interfaces,
magnetic data-snaps,
wireless connectivity

Computational thinking,
mechatronic logic, system-
level problem solving

Defining behaviours,
programming logic

Source: compiled by the authors

Beyond technical and digital integration,
contemporary design logic expanded to address socio-
cultural challenges, particularly gender representation.
A noteworthy case is the introduction of LEGO Friends
(Fig. 10), which marked a strategic shift from a
universal but often male-centric system towards a
design language tailored to diverse social play patterns.
While controversial, this approach demonstrates how
modern construction toys function as socially engaged
artefacts, encoding values of inclusivity and cultural
diversity into modular systems.

Figure 10. LEGO Friends
Source: The LEGO Group (2021)

The evolution of construction toys demonstrates a
shift from conventional mechanical systems to open
platforms that integrate digital and computational
technologies. Open construction systems such as LEGO
and K'NEX changed approaches to learning, allowing
children not only to create physical structures, but also
to develop programming and systems thinking skills.
The use of magnetic and computational blocks, such as
Magformers and LittleBits, considerably simplifies the
construction process, opening new opportunities for
creativity and scientific development. These changes

also reflect social and cultural trends, including
inclusivity and diversity in contemporary toy design.

Discussion of the evolution of construction toy
logic in contemporary research. Findings on the
“closed system” logic of early educational toys align
with and extend contemporary research on the
evolution of pedagogical artefacts. According to
F.Finlay et al. (2023), the 19th-century focus on toys
with specific educational purposes resulted from the
Enlightenment, which redefined childhood as a distinct
developmental stage requiring structured play tools.
This historical context is reinforced by M. Mindrup
(2023), who identified building kits such as Froebel’s
gifts as structured instruments designed to cultivate
order and spatial awareness through precise micro-
architectural models. While H. Saikia et al. (2023)
emphasised the importance of visual perception in toy
design for cognitive development, this study
demonstrates that early designers specifically
employed “visual isolation” - as seen in Montessori’s
materials - to direct attention towards isolated
physical attributes.

Furthermore, the intricate structures of traditional
systems highlighted by ]. Fu & J. Chen (2021) can be
interpreted as a deliberate mechanism of closed
instruction guiding the wuser towards a single,
predetermined outcome. This differs from the multi-
faceted visual and communicative system of interaction
described by N.Skliarenko et al. (2023); while
contemporary researchers view these objects as broad
cultural systems, the original design philosophy
analysed in this study was intentionally linear and
restrictive. Moreover, G.Du et al. (2023) noted that
structural innovations in traditional toys can promote
spatial imagination and cultural identity; however, this
study clarifies that early systems such as Meccano
prioritised technical simulation and mechanical
precision over open-ended imagination. Thus, the early
period of educational construction toy design is
characterised by the creation of closed systems that
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translated complex philosophical and engineering
ideals into physical form. By embedding prescriptive
rules and feedback mechanisms directly into toys,
designers decentralised the role of the teacher,
allowing the physical logic of the object to guide the
pedagogical path. This era established a foundational
design grammar focused on encoding specific
worldviews through structural stability and restrictive,
goal-oriented interaction.

The transition from the rigid, instruction-based
systems of the 19t century to the open-platform logic
of the mid-20t™ century represents a paradigm shift in
how design mediates the relationship between play and
learning. This evolution is rooted in what ].F. Legaard &
H.M. Skovbjerg (2024) defined as the expansion of
functional and narrative affordances. While early toys
provide a singular path of interaction, the design of
Lincoln Logs and LEGO creates a dual-layer logic,
following which physical construction is decoupled
from a specific ideological outcome. As identified in this
study, the success of Lincoln Logs lies in its ability to
layer a cultural myth onto a functional system - a
strategy that A. Codner & C.A. Lauff (2024) suggested is
critical in toy prototyping to ensure high interaction
fidelity and play value. By separating meaning from
mechanics, these designs maintain children’s
engagement through diverse narrative paths.

Furthermore, the emergence of the LEGO system of
play provides a physical foundation for constructionist
theories. Findings regarding clutch power as a technical
enabler are strongly supported by the developmental
psychology perspective of C.I. ileri et al. (2023). Their
study indicated that construction play offers unique
affordances that elicit spatial language and gestures,
facilitating the development of mental rotation and
perspective-taking. By providing a stable, modular
environment through high-precision coupling, LEGO
design allows children to shift cognitive load from the
basic stability of the structure to higher-order
structural problem-solving. Long before the era of
smart toys, the modular logic of the postwar era already
trained children in symbolic thinking and iterative
design. Unlike the wooden structures analysed by J. Fu
& J. Chen (2021), which requires specific, exquisite, and
ingenious unlocking methods rooted in embodied
cognition, the LEGO system moves towards a universal,
abstract logic. This universalism prioritises individual
agency over fixed craftsmanship. Thus, openness in this
period represents a deliberate design choice that
transforms toys from pedagogical tools into creative
laboratories, with the most effective designs providing
tools for “how to build” while instilling a belief in “what
can be built”. It is therefore justified that the postwar
evolution of construction toys marks a definitive move
from prescriptive tools towards open-ended systems of
creative empowerment. By integrating narrative
flexibility with high-precision modular technology,
designers successfully transform toys into cognitive
platforms capable of supporting diverse learning paths.
This transition establishes the system as the primary

unit of design, shifting educational value from the
completion of a specific model to the mastery of an
infinitely adaptable creative language.

The analysis of the contemporary period highlights
a fundamental fragmentation in the logic of
construction. Unlike the unified trajectory of the
modernist era, current design philosophies are pulling
in opposing directions: towards high-tech complexity
and towards intuitive simplicity; towards physical
permanence and towards digital fluidity. A
comparative analysis of recent studies revealed three
critical tensions defining this era: the cognitive trade-
offs of structural divergence, the democratisation of
engineering through interface innovation, and the
redefinition of play value in hybrid systems. The
divergence between stacking (LEGO) and skeletal
(K'NEX, VEX) systems is not only about visual style, but
also changes how wusers think. While classic
construction toys enhance mental rotation and spatial
skills (ileri et al.,, 2023), the introduction of dynamic,
kinetic systems expanded this pedagogical scope.
K. Kshirsagar et al. (2025) noted that Kkinetic
construction kits such as MorphBlox provide specific
affordances for embodied mathematics, allowing users
to physically feel and manipulate geometric
transformations that are difficult to grasp in static
models. This suggests that construction evolved from
representation (building a house) to simulation
(building a machine). However, as emphasised by
C.Bartneck & E. Moltchanova (2018), the increasing
number of specialised parts can make systems difficult
for beginners to learn. In contrast, new kinetic systems
aim to bridge this gap by embedding complex
mathematical rules into the physical behaviour of the
blocks themselves, rather than requiring the user to
engineer them from scratch.

The shift from mechanical interlocking to magnetic
and  intangible connections represents a
democratisation of design authority. This aligns with
findings by N.Talu et al (2024) in Fab Lab
environments, in which accessible prototyping tools
allow students to bypass constraints of mass-produced
commercial categories and engage in unstructured play
that fosters deeper creativity. The integration of digital
logic constitutes the most radical shift. The system is no
longer contained within the physical box but extends
into the digital realm. Y. Lyu et al. (2024) suggested that
the future of toys lies in reconnected experiences,
where the tactile benefits of physical toys are merged
with the interactivity of digital layers. This is echoed by
Z.Chen et al. (2024), whose study on modular
interactive  designs  (Softy’s  Magic = Touch)
demonstrated that systematicity can now be applied to
non-systematic objects (such as plush toys) through
modular electronic add-ons. This suggests a paradigm
shift based on which the toy is no longer a finished
product but a platform for cyber-physical creation.
However, this hybridisation requires careful balance.

The definition of systematicity expanded to include
the ethical dimension of material lifecycles. C. Yadou et
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al. (2025) proposed a holistic sustainable design system
that integrates life cycle assessment with modular
manufacturing, arguing that the logic of construction
must now extend beyond physical assembly to include
the entire environmental footprint of the product from
extraction to disposal. Complementing this macro-view
with material innovation, M.J.M. Kamil & S.A. Shaukat
(2023) indicated through the “Ebee” robot case study
that biodegradable polymers such as polycaprolactone
can successfully replace toxic plastics while retaining the
complex, interchangeable modularity required for
modern construction play. This shift confirms that
contemporary toy systems are evolving from purely
functional structures to environmentally responsive
artefacts.

Thus, the modern construction toy system evolved
from a single standard to a diverse ecosystem of logic.
Through MorphBlox’s kinetic geometry, Magnetact
animals’ magnetic interaction principles, and the digital
integration of modern LEGO systems, the definition of a
“construction toy” expanded considerably. It is no
longer limited to assembling individual components,
but extends to organising and manipulating complex
systems that include structural, magnetic, or
computational elements. Construction toys now not
only promote the development of spatial and cognitive
skills, but also open new opportunities for interactive
and multidimensional learning. This transition
requires users to think strategically and remain flexible
in problem-solving approaches, ensuring a more
comprehensive and dynamic educational process.

CONCLUSIONS

The study demonstrated a clear evolutionary trajectory
of educational construction toys, transforming from
closed instructional systems to open, socially engaged
platforms. First, analysis of early designs such as
Froebel’s gifts and Meccano showed that 19t-century
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BUKOPUCTAHHSM MOPIiBHSAJBHOIO aHasi3y KiJbKOX NPHUKJAAIB HAa OCHOBi mepuiopkepes (maTeHTIB, mpalb
JU3alHepPiB Ta OCBITSH), iCTOPUYHUX KOMEPI[iHHUX MaTepiaiB Ta KJAOYOBUX OCBITHIX i ¢pisiocodchbKUx TEKCTIB,
JIOTIOBHEHUX CyYaCHUMU HAaYKOBUMHU Ta rajy3eBUMHU JpKepesaMy. AHaJli3 CTPYKTYPOBAaHO HAaBKOJIO JBOX BUMIpIB
- cucTeMaTHYHOCTi (MexXaHi3aMU 3B'I3Ky, MaTepiaJid, MOAYJibHA JIOTiKa) Ta AUJAKTU3MY (OCBiTHI dinmocodii,
KyJIbTUBOBaHi HaBHYKH Ta 3aKOJO0BaHi KyJbTypHi WiHHOCTI) - [JiS HPOCTEXeHHs €eBOJIIOIil HaBYaJbHUX
KOHCTPYKTOPiB-irpamok. KoxxeH npukJ/a/; mpoaHasi3oBaHO 3a ABOMAa BUMipaMu: CHCTeMaTHUYHICTh (MaTepiasy,
MexaHi3Mu 3’e/lHaHHs, MOAYJIbHA JIOTiKa) Ta AUAAKTU3M (OCBiTHA ¢isnocodis, HABUYKH, 110 PO3BHUBAITHCS,
KyJbTYpHi LiiHHOCTi). BusiBiieHO 4iTKy TpaekTopilo eBoswonil. ¥ paHHiil nepiog (1840-ti - moyaTok XX cT.)
KOHCTPYKTOPH QYHKIIOHYBAJIH SIK 3aKPUTI CUCTEMHU, IPpU3HAYeHi A1 nepegadi ¢pisiocopcbkux abo iHXKEHEPHUX
3HaHb. B iHAycTpiasbHO-MOgepHicTcbKUM eTan (moyaTok XX cT. - 1980-Ti), 3aBAsiKM iHHOBAIisfIM, 30KpeMa «CHJIi
3yensieHHa» LEGO, irpaliku-KoHCTpyKTOpuM TpaHchopMyBanucad Yy BiAKpUTI maaTdopMmu, 3b6aradeni
HapaTUBHMMHM Ta CUCTEMHUMHU mifxojamu. Y cydacHuid mnepiog (1990-ti - pgortenep, 2026) 3adikcoBaHO
JuBepcudikalio JUu3alHepCbKOi JIOTiKHY 3 Opi€eHTAlli€l0 Ha coljia/bHi Ta €K0JIOTiYHI BUKJINKH, 30KpeMa reH/JiepHy
pernpeseHTaLilo i cTaai MaTepiasu. B po6oTi 06IpyHTOBAHO, L0 irpallKU-KOHCTPYKTOPH BUCTYNAOTh He JIHLIe
pPO3BHBAJBHUMU irpamkaMy, a ¥ ocBiTHiMU apTedaKTaMy, AKi KOAYIOTb CBiTOrJIAAM, neAaroriuyni crparerii Ta
cycninpHi LiHHOCTI. Pe3ysbTaT MOXyTb 6yTH BUKOPHUCTAHI AM3aliHepaMH OCBITHIX irpauok, megaroramMu Ta
JOCJAiJHUKAMM MaTepiaJbHOI KyJbTypU SK MeTOJO0JIOTiYHAa OCHOBa [Ji1 CTBOPEHHS1 W 3acTOCYBaHHSA
KOHCTPYKTODIB, 1[0 IOEJHYIOTh TEXHOJOTIYHUHN AU3aiiH, neJaroriyti niji Ta KyJbTypHUN KOHTEKCT

Knro4yoBi c/n10Ba: fgu3aiiH irpaliok; cCUCTeMHME Au3aiiH; MoAyJbHA miaTdopMa; MaTepiajbHa KyJbTYpa;
nearoriyHi apredpakTH; OCBITHINA iHCTPYMEHT
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Abstract. The aim of this study was to identify the communicative and cultural potential of graphic patterns,
taking into account the requirements of the contemporary fashion industry and the mechanisms of their influence
on consumers. The research was based on the application of a comprehensive interdisciplinary approach,
incorporating methods of visual and semiotic analysis, elements of cultural and art historical research, as well as
a comparative analysis of contemporary fashion design samples. The study examined the key types of graphic
patterns used in the fashion industry across various cultural contexts, including floral, geometric, and ornamental
motifs. [t was established that patterns containing floral and foliage elements perform the function of creating
harmony and rhythm, while also contributing to the emotional colouring of the visual image. Geometric figures
and line-based patterns were identified as universal semiotic forms, representing different symbols of stability,
strength, and spiritual integrity depending on their orientation and cultural context. The research also revealed
that the scale of patterns and their colour diversity play a significant role. For example, small-scale compositions
(Fendi) create a sense of restraint and structural order; medium-scale patterns (Etro, Hermes) provide a balance
between harmony and detail; while large-scale patterns (Dolce & Gabbana, Versace) enhance emotional impact
and emphasise the distinctive identity of the brand. Colour palette decisions were likewise shown to exert a
considerable influence on emotional and psychological perception. The analysis of the compositional principles of
repetition, rhythm, and balance demonstrated that they contribute to a stronger emotional connection between
consumers and particular prints, while also expanding the communicative possibilities of graphic design in
fashion. The findings may be utilised by designers, brands, and cultural institutions in the creation of patterns that
take into account cultural specificity and communicative effectiveness within the fashion environment

Keywords: design semiotics; prints; ornament; cultural code; visual communication; fashion design
and the fashion industry has attracted the attention of

a number of Ukrainian researchers, who have
examined both the theoretical and practical aspects of

INTRODUCTION

The fashion industry, as a sphere of visual
communication, employs graphic symbols that require

accurate and precise interpretation. In this context,
knowledge of cultural specificities is essential when
creating a “harmonious” pattern, with the avoidance of
ambiguity representing a key objective. The issue of
graphic patterns and prints in contemporary design

Suggested Citation:

their application. A. Osadcha (2025) systematised the
experience of using traditional Ukrainian symbols in
contemporary design, particularly in fields such as
graphic design, branding, fashion, architecture and
digital art. The main findings of the study confirmed
that Ukrainian symbolism, particularly ornaments,
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colours and imagery, has been actively integrated into
various fields of contemporary design. It was also
established that the contemporary interpretation of
national symbols has contributed to the formation of a
positive image of Ukraine as a culturally rich nation,
whilst supporting its cultural identity on the
international stage. N. Chuprina & O. Tereshchenko
(2024) also investigated the relevance of using
Ukrainian folk ornaments in contemporary design,
their varieties, and the systematisation of materials
used to create textured surfaces and ethnic elements in
contemporary clothing.

In their article, S. Borysova & P. Kiichenko (2023)
traced the evolution of graphic design on T-shirts using
prints. The authors emphasised that, in the context of
globalisation, the print has ceased to be merely a
decorative element and has become an important
means of individualisation and self-expression. The
results of their study demonstrated that prints in the
field of mass and youth fashion fulfil not only an
aesthetic but also a communicative function, reflecting
current socio-cultural trends. The work by
K. Pashkevych & C. Liu (2023) examined decorative
embellishments in 20th-early 21st-century clothing
design with the aim of identifying the artistic
techniques used to create them and the innovative
technologies involved. One of the key trends of the
season was the draping of fabrics that already featured
a certain type of embellishment, such as a small print or
a gradient effect. This type of embellishment
emphasised the role of colour schemes and smooth
transitions in ensuring aesthetic harmony and the
innovative nature of visual images. The uniqueness of
patterns plays a significant role in shaping brand
identity and demonstrates that it is precisely
individually created patterns that can lend collections
originality and recognisability. The study by N. Lee &
S.Suh (2024) examines the influence of digital
technologies on the formation of contemporary trends
in fashion design, particularly on the development of
graphic patterns and prints. The authors demonstrated
that the use of big data and digital tools enables the
creation of designs that reflect current socio-cultural
trends and the personalisation of clothing. This
confirms the role of patterns not only as a decorative
element but also as a communication tool in the
contemporary fashion industry.

A significant contribution to the study of visual
culture was made in E. Thiriet (2024), which examined
artistic practices through the prism of the contemporary
cultural space, emphasising the role of visual codes in
social communication. A separate section was devoted to
the study of the cognitive and psychological mechanisms
of pattern perception. The works of S. Stanischewski et
al. (2020) and ]. Friedenberg (2022) demonstrated that
the rhythm, symmetry and orderliness of patterns
directly influence emotional perception, provide
aesthetic value and create a sense of harmony. The study
by S.R.Rech et al. (2026) analysed how cultural and
territorial heritage can shape graphic patterns in

contemporary textile and fashion design. The authors
demonstrated that the integration of local symbols,
ornaments and colour schemes into prints not only
emphasises aesthetic harmony but also helps to
strengthen the cultural identity of brands. These findings
highlighted the significance of patterns as a means of
communicating cultural values within the context of
intercultural interaction in the fashion industry.

An analysis of academic publications revealed a
diversity of approaches to this issue - ranging from
ethnocultural and art-historical to cognitive-
psychological. However, despite the broad coverage of
related aspects, the question of how patterns function
as a systemic element of brand identity in the context
of intercultural communication in the fashion industry
remains overlooked by researchers. The aim of the
study was to determine the communicative and
cultural potential of graphic patterns as a tool for
intercultural interaction in the contemporary fashion
industry, as well as to identify the mechanisms through
which they influence consumers’ emotional and
sociocultural perceptions.

MATERIALS AND METHODS

The study employed an interdisciplinary approach
drawing on a range of scientific research methods. This
facilitated a comprehensive examination of the cultural
and communicative potential of graphic patterns in the
fashion industry. In particular, methods of visual,
semiotic, cultural, art-historical and comparative
analysis were employed, alongside a cognitive-
psychological approach. Using visual analysis, the
structure of the composition and scale of the patterns,
their forms, and colour schemes were examined in
detail using examples from contemporary collections
by leading brands (Fendi, Etro, Hermes, Dolce &
Gabbana, Versace, Diyanu, Anita Dongre). This method
was used to assess how decorative elements are
organised within the composition, and which principles
of repetition, rhythm and balance are employed to
enhance the emotional impact on the consumer.
Semiotic analysis was applied to decode the
symbolic meaning of graphic elements, as the
interpretation of geometric and botanical patterns
varies significantly depending on the socio-cultural
context - and it is precisely this method that allows to
uncover deep-seated cultural codes that are
inaccessible through a purely formal description. This
made it possible to uncover the deep-seated cultural
codes embedded in the symbolism of the visual
elements. Cultural and art historical analyses have
outlined an understanding of the historical and cultural
components of ornaments, revealing their origins in
folk decorative and applied arts and in the traditions of
various countries and regions, such as South Asia,
Africa, Ukraine and others. The analyses conducted
helped to trace the transformation of traditional
elements into contemporary design trends. Through
comparative analysis, conclusions were drawn
regarding intercultural communication via graphic
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elements. This became apparent when comparing
patterns from different cultures and brands, as well as
the specific ways in which they are used in
contemporary  fashion design. A  cognitive-
psychological approach was applied to elucidate the
neuroaesthetic mechanisms of pattern perception:
drawing on data from the psychology of perception and
neuroaesthetics, this approach enabled to substantiate
how compositional techniques (repetition, rhythm and
balance) and colour choices shape the consumer’s
emotional responses.

The study utilised methodologies from leading
authors in this field, specifically the principles of
compositional repetition, rhythm and balance as
outlined in the research by S. Stanischewski et al.
(2020) and ]. Friedenberg (2022). To substantiate the
neuroaesthetic aspects, materials from specialised
resources were drawn upon, notably Research Design
Connections (n.d.). The research was conducted in
several consecutive stages. Initially, visual information
was selected from the collections of well-known global
brands, as well as samples of traditional
ornamentation. During the second stage, forms,
symbolism and colour schemes were systematised
using visual and semiotic analyses. In the third stage of
the study, the identified patterns were compared
across different cultures and brands, taking into
account principles of composition. Finally, the
functional and communicative aspects of the patterns
were outlined using the data obtained in conjunction
with cognitive-psychological theories of perception.
The analysis of the works was carried out according to
the following criteria: pattern type (floral, geometric),
scale (small-scale, medium-scale, large-scale), colour
palette (warm, cool, contrasting shades), compositional
principles of organisation (repetition, rhythm,
balance), cultural context and symbolic meaning. The
influence of pattern composition on emotional
perception and communicative effectiveness within the
framework of brand identity was also assessed.

RESULTS AND DISCUSSION

Graphic design plays a decisive role in shaping the
mechanisms of fashion perception and the nature of the
consumer’s interaction with it. Clothing functions as a
non-verbal means of communication, conveying
information about the wearer’s social status, personal
identity and cultural affiliation. The integration of
graphic patterns into the structure of clothing enhances
this communicative function, transforming the garment
into a powerful means of self-expression and targeted
influence on the intended audience. They can also
create a sense of integrity and coherence, as well as
enhance the emotional perception of the composition
and explain social and cultural contexts. The principles
underlying pattern design originate from the
fundamental concepts of graphic design, which are
widely applied by designers to create coherent and
expressive compositions (Sung, 2024). A visual pattern
is understood as a structural element that, through the

systematic repetition of forms, lines, or colour rhythms,
establishes the organic unity of a visual image.

The phenomenon of semantic ambiguity in the
context of graphic patterns manifests itself in the
contradictory or ambiguous interpretation of visual
elements depending on the recipient’s cultural
environment. In particular, a pattern that symbolises
harmony and stability within the Western tradition
may acquire a sacred or fundamentally different
meaning in Eastern cultures. Similarly, colour
ambiguity arises when colour choices are made without
taking into account cultural semantics or psychological
mechanisms of perception, leading to unwanted
connotations and reducing the  pattern’s
communicative effectiveness. It is precisely the
avoidance of ambiguity that prevents the emergence of
irrelevant associations and intercultural conflicts. This
allows a brand not only to strengthen its own identity
but also to foster a positive social dialogue, where
graphic design serves as a precise yet sensitive tool of
communication. Culture and communication are
interdependent systems that mutually define one
another. Taking into account the cultural
characteristics of the target audience, its values, norms
and symbolic conventions is a prerequisite for
developing effective visual communication design
(Fig. 1). Consequently, pre-project analysis of the socio-
cultural context should be viewed not as an optional
stage, but as a methodological requirement for any
design decision in the fashion industry.

Some forms have a universal meaning, yet from the
perspective of cultural influences, they can give rise to
different interpretations. Patterns used in textile and
fashion design can be classified into various categories,
including botanical, geometric, and so on. In graphic
design practice, plant-inspired motifs are regarded as a
structural element of composition, setting the rhythm,
harmony and emotional tone of the visual message.
Indeed, a study of contemporary approaches to the use
of botanical illustration by M. Tkachenko (2025)
demonstrated that botanical motifs are used by
designers as an effective means of shaping composition
and conveying the content of a visual work. They are
actively used in the creation of patterns, as their diverse
forms and adaptability ensure that the images are
easily interpreted. Patterns became particularly
widespread in South Asian culture (Fig.2a), where
their development was significantly influenced by the
natural environment, and floral motifs (Fig. 2b)
subsequently became key elements that shaped the
evolution of the visual language of clothing. Leaves in a
graphic composition can take on various forms and,
depending on this, be interpreted in different ways
(Hiliazova, 2025). For example, elongated and straight
leaves create a sense of dynamism and directionality,
curly or curved ones establish a decorative rhythm,
whilst rounded ones emphasise softness and harmony.
Floral elements enhance the emotional impact of the
composition, creating expressive accents and
emphasising the symbolism of beauty, renewal or the
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cyclical nature of life. In graphic design, plant patterns
have universal application. They can form a cohesive
composition as a dominant element or serve as a
general background that balances and subordinates

other visual elements. Their rhythmic repetition allows
for a sense of order, whilst the variability of forms
creates the necessary dynamism.

The fashion
. industr
Visual y Social
communica interaction
Graphic
desian
Symbolic Traditions
patterns
Culture

Figure 1. Graphic design in the fashion and culture industry

Source: compiled by the authors

Figure 2. Floral patterns in traditional and contemporary fashion design
Note: a - Dress (robe a I'anglaise), printed cotton skirt, c. 1770-1790; Wesserling Textile Museum; b - example
from a contemporary collection by the clothing brand Anita Dongre, India
Source: The Soane Journal (2025), Anita Dongre (n.d.)

The scientific and theoretical perspective views the
geometric pattern as an expression of a universal
semiotic language, as its structure appeals to the deep
psychophysiological mechanisms of visual perception.
The foundation of these motifs lies in such geometric
shapes as triangles, squares, and circles. At the same
time, the same form can be interpreted differently
across cultures. In Western traditions, the triangle is
often associated with a symbol of spiritual unity and

62

harmony, thus lending it a sacred meaning (Castro
Garcia, 2015). In Eastern cultures, it reflects the
harmony of energies or the feminine-masculine duality.
The aspect of orientation must also be taken into
account. An upward-pointing triangle creates a sense of
strength, stability and elevation. In patterns, it is often
used to emphasise masculinity, being associated with
dynamism and activity. When analysing women'’s
clothing collections, such a motif can be interpreted as
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a metaphor for independence and inner strength. A
downward-pointing triangle, on the other hand,
symbolises softness, fertility and feminine energy.
Thus, compositionally, it creates an impression of
fluidity and a connection to the earth, which blends
organically with themes of femininity and naturalness
in contemporary design. The circle largely represents
the idea of unity and infinity, but in some cultures it
takes on the meaning of cosmic wholeness, whilst in
others it symbolises earthly cycles and the passage of
time. For example, in Indonesian tradition, the circle
symbolises the harmony of the cosmos and the cyclical
nature of life (Jamaludin et al, 2024), whereas in
Islamic artistic practice it emphasises the spiritual
order and infinity of God (Shaw, 2022), demonstrating
the difference in cultural interpretations of the same
form. The square serves as a marker of stability, order
and structure, and in fashion design is used to create a
clear organisation of the surface and to emphasise the
geometric rigour of the silhouette. From a graphic
design perspective, geometric patterns manifest in
various formats: from textural patterns (vertical,
horizontal, diagonal) and compositions on everyday
shirts to complex modular solutions that shape the
visual dynamics of contemporary collections. Patterns
featuring triangular motifs emphasise energy and
movement, whilst circular or wavy elements create a
softer, more harmonious atmosphere.

By working with traditional motifs when designing
a pattern, the designer is effectively encoding cultural
information visually. Many examples combine the
divine and earthly worlds and have deep religious or
spiritual connotations. Such patterns stem from
cultural traditions and may incorporate symbols
passed down from generation to generation. This
approach varies from culture to culture. For example,
patterns from Asian countries predominantly use plant
and organic forms, reflecting humanity’s close
connection with nature. Patterns featuring leaves,
flowers and grapevines symbolise fertility, the
continuity of life and harmony with the environment. In
fashion design, these are realised through flowing lines
and rhythmic repetitions that create the illusion of
continuity.

Western Europe is characterised by geometric and
heraldic motifs, which have their roots in medieval
symbolism. The symmetry, rhythm and balance of
these patterns create a sense of order and authority. It
is worth noting that in contemporary graphic design,
they are often used to create understated yet
prestigious designs. Vibrant geometric patterns with
contrasting colours are very common in African
cultures, symbolising the energy of the community,
ritual practices and spiritual unity (Fig. 3). Such an
approach is regarded as a powerful visual tool due to its
large-scale forms and vibrant colour palette.

In Ukraine, patterns are closely associated with folk
decorative arts, including embroidery, pysanka
decoration, and weaving. Geometric forms such as the
rhombus, cross, and square carry protective

symbolism, while floral motifs reflect ideas of fertility,
beauty, and spiritual renewal. In this way, they serve as
distinctive markers of national identity, combining
both local and global dimensions. Table 1 presents the
symbolic meanings and psychological perceptions of
geometric forms in patterns.

Figure 3. African patter featuring geometric motifs
Source: Diyanu (n.d.)

Repetition, rhythm and balance are fundamental,
as they determine the structure and perception of
patterns. Within the context of the fashion industry,
these principles acquire particular significance, as they
influence not only the aesthetic appeal of a garment but
also its communicative role as a whole. The findings of
E. Wassiliwizky & W. Menninghaus (2021) confirmed
and expanded upon the conclusions of this study:
compositional principles, colour schemes and
ornamental structures not only ensure the aesthetic
appeal of a pattern but also trigger cognitive responses
mediated by the interplay of cultural and social
meanings. Building on the authors’ proposed
integration of a cognitive perspective into the analysis
of aesthetic experience, this study argues that an
interdisciplinary approach is not only desirable but
also methodologically necessary for the development
of communicatively effective design solutions in
contemporary fashion. The generalised characteristics
of these identified principles are described in Table 2.

Thus, repetition, rhythm and balance, when
combined harmoniously, form a powerful tool for
establishing an emotional connection between a design
and a potential consumer, opening up opportunities for
graphic design in cross-cultural interaction through the
fashion industry. Previous research has shown that
non-verbal communication in the form of images is
perceived and interpreted by humans more quickly and
effectively than verbal communication (Stanischewski
etal, 2020). The human brain’s connection to patterns
is both complex and instinctive, as they influence the
wearer’s emotional state, the way they are socially
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processes organic, flowing patterns differently from
geometric and clearly structured forms.

perceived, and even the cognitive processes that
regulate attention and memory. In particular, the brain

Table 1. Symbolism and use of geometric forms in patterns

No. Shape Symbolic meaning Psychological perception Illustrative example
1 Triangle (pointing Strength, elevation, and Dynamism, independence
upwards) spiritual unity; in Eastern
cultures, it is interpreted as
the harmony of energies.
2 Triangle (pointing Fertility, femininity, Smoothness, calmness,
downwards) connection to the earth naturalness
3 Square Stability, order, structure, Harmony, continuity,
protection softness
s EI -nl nl nl
NeO=n=0smien
4 Circle Unity, infinity, cosmic Rationality, reliability,
wholeness restraint
5 Diamond A symbol of fertility and Dynamism within ‘
growth; a protective symmetry, a sense of gnz:g:g:;
talisman (particularly in growth
Ukrainian culture) gggzggtz::
$06666446
{

Source: compiled by the authors

Table 2. Compositional principles in the construction of graphic patterns

No. Principle Graphic means Functionality Manifestation in fashion
1 Repetition Lines, stripes, dots, logo Creates a sense of order, They serve as a means of brand
modules, tile grids, seamless | stability and predictability. | identity; striped lines in business
patterns. suits; the repetition of logos in
luxury brands.
2 Balance Asymmetry, symmetry, Ensures harmony and Balancing large elements against a
colour contrasts and balance within the pattern’s | neutral background; asymmetrical
harmonious forms. structure when viewing the geometries in contemporary
composition. collections for a dynamic look.
3 Rhythm Various intervals, Organises the visual flow of Wavy motifs and large-scale
progressions, undulating or elements and directs the |rhythmic patterns in contemporary
alternating structures viewer’s attention. streetwear collections.
achieved by varying the
scale of the pattern.

Source: compiled by the authors

contribute to a sense of order and the integrity of
perception (Research Design Connections, 2022). Thus,

Patterns play an important role in structuring visual
experience, as the repetition and rhythm of forms
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the repetition and rhythm of graphic forms not only
organise visual space but also evoke a sense of stability
and order in the viewer. It has been emphasised that
patterns have the power to stimulate emotions and
influence cognitive abilities, as humans are inclined to
seek patterns in their surroundings. This means that
patterns integrated into fashion garments are capable of
forming positive associations, a sense of harmony or,
conversely, tension in the viewer’s mind - depending on
the compositional structure and choice of colour palette.

The neurological basis of psychological influence
mechanisms explains the ability of different types of
patterns to trigger distinct emotional responses in the
fashion industry. Firstly, patterns affect mood through
the level of visual stimulation: designs characterised by
visual balance, rhythm, harmony, and related attributes
are generally evaluated more positively than designs
lacking these qualities. Secondly, they evoke emotional
responses through associations with personal memory.
A person’s personal experiences and memories play a
significant role in forming an emotional connection
with textiles. Thirdly, the same pattern in different
colours creates significantly different psychological
effects, demonstrating its role as a powerful modifier in
perception. Thus, colours can enhance or balance the
visual characteristics inherent in a pattern (Jeon et al,
2020). Warm colours (red, orange) enhance its
dynamism and stimulating potential. In contrast, cool
colours (blue, green) create a sense of unity and
coherence, associated with harmony, naturalness and
environmental friendliness. Complementary colour
combinations (for example, blue and orange, red and
green) are used in the fashion industry as a strategic
communication tool, reinforcing brand identity and
defining its stylistic uniqueness. Contrasting colour
schemes are widely used in patterns as a means of
attracting attention and stimulating an emotional
response, as colour itself carries powerful cultural
significance and is capable of evoking a wide range of
associations and symbolic meanings. At the same time,

research into colour harmony by U.K. Dogar et al
(2024) showed that the highest levels of aesthetic
harmony are demonstrated by combinations of colours
with similar hues or saturation and moderate
differences in brightness. In contrast, colour pairs with
sharp variations in brightness receive significantly
lower harmony ratings, indicating the need for a
nuanced approach to contrast: its use is justified as a
communicative technique, but requires consideration
of the psychophysiological limits of perception. In
addition to type and colour, the scale of the pattern also
significantly influences its psychological impact and
reflects the stylistic strategies of specific brands
(Table 3).

The example of the Fendi brand illustrates small-
scale patterns based on the rhythmic repetition of logo
elements, creating the effect of a structured surface and
rhythmic order. Such compositions give the consumer
a sense of visual stability and a sense that the
composition is complete (Fig. 4).

Figure 4. Jacket featuring the FF logo pattern, Fendi
Source: Fendi (n.d.)

Table 3. Classification of patterns by scale and their visual characteristics

No. | Pattern type | Key visual characteristics Psychological impact Commur.ucatlve and Brand
social role examples
1 Small-scale | The composition consists of | Convey a sense of precision They are perceived as Burberry,
patterns repeating elements; the use and attention to detail; conservative and more Etro.
of clear geometric or small create a formal and traditional, emphasising
decorative forms; a high structured overall restraint and discipline.
level of detail. impression.
2 | Medium-scale | A combination of rhythm Evoke a sense of A blend of traditional Hermes,
patterns and balance in the medium- | psychological comfort and cultural symbols and Versace.
sized elements; a balance harmony; ensure clear contemporary aesthetic
between detail and image recognition without trends.
generalised forms. excessive visual clutter.
3 Large-scale Dominant forms and Create a powerful A defining feature is their Dolce &
patterns striking colour accents; emotional impact; used to ability to evoke an Gabbana,
large-scale geometric or emphasise the brand’s emotional response and Alexander
organic elements. boldness. capture attention; they are | McQueen.
associated with confidence.
Source: created by the authors
65

Art and Design Vol. 9, No. 2




Communication and cultural potential of graphic ...

Etro makes extensive use of floral motifs,
combining intricate detail with simplified forms, which
creates a sense of harmony and sustainability (Fig. 5a).
In the case of Hermeés, a graphic design of intertwined
cords and metal rings creates visual unity and
emphasises the structural organisation of the fabric’s
surface (Fig. 5b).

Large-scale patterns are characteristic of the Dolce &
Gabbana and Versace brands. Dolce & Gabbana uses bold,
oversized floral motifs that heighten the strong emotional
impact and visual dominance (Fig.6a). Versace, in its
“Barocco” print, draws on its classical heritage through
large-scale heraldic and ornamental compositions,
creating a sense of status and confidence (Fig. 6b).

Figure 5. Medium-scale patterns in contemporary branded fashion design
Note: a - Jacket featuring a floral motif, Etro; b - “Palefroi Remix” print, Hermes

Source: Etro (n.d.), Hermeés (n.d.)

Thus, the scale of a pattern serves not only as a
formal and compositional feature, but also as an
important communicative tool that defines the nature of
a brand’s visual message, enhances its emotional
expressiveness, and shapes its cultural and aesthetic
identity within the fashion sphere. A comparison of the

b
Figure 6. Large-scale patterns as a means of visual dominance in fashion
Note: a - Cotton shirt dress featuring a peony floral print, Dolce & Gabbana; b - Silk shirt with the “Barocco”
print, Versace
Source: Dolce & Gabbana (n.d.), Versace (n.d.)

results obtained with the findings of R. Rafiyev et al.
(2024) revealed a common trend: in the context of
digitalisation and the spread of minimalism, geometric
patterns with clear lines demonstrate greater
adaptability to the online environment. However, unlike
the aforementioned authors, who viewed the
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simplification of form as an unambiguously productive
strategy, this study found that excessive reduction of
visual complexity risks the loss of a brand’s semiotic
specificity and reduces its recognisability. An important
aspect is the integration of traditional ornamentation
into contemporary design. Analysis of the results
obtained suggests that graphic patterns in the fashion
industry function as a complex semiotic system. A
comparison of the author’s data with the study by
Y. Wang (2025) revealed a similarity in views on the
combination of digital technologies with traditional
visual codes. This approach demonstrated how graphic
patterns serve as a link between the past and the future,
adding a contemporary touch to clothing design whilst
preserving authenticity. This aligns with the author’s
conclusions that contemporary patterns serve not only
to decorate garments but also act as intermediaries
between global technologies and local identity.

Similar conclusions were reached by S.Ugale &
N. Thakur (2021), who analysed how Indian culture
influences contemporary design objects through
colours, materials, and finishes, known as CMF design.
The present study expands upon this concept by
demonstrating that graphic patterns can be an even
more flexible design tool than the material itself. It was
found that ornamental motifs within patterns are more
easily adapted to the global market than traditional
materials. This can be explained by the fact that graphic
design allows the recognisability of tradition to be
preserved without compromising the ergonomics of
contemporary clothing. The cultural approach likewise
confirmed the importance of considering local
traditions when developing graphic patterns for the
global fashion industry.

The relationship between the psychological impact
on consumers and their perception of contemporary
patterns on different fabrics was investigated by T.
Naveed et al. (2024). The author demonstrated the
significance of dynamic visual elements in
contemporary fashion design and confirmed that
motion-style graphic patterns possess greater aesthetic
appeal. At the same time, the type of fabric, which
significantly influences the perception of graphics, was
investigated. Silk materials received more positive
feedback than polyester ones. A. Sharma (2023)
highlighted the psychological aspects of the influence of
colour and form on brand perception, noting that
carefully designed graphic patterns are capable of
forming emotional connections with the consumer,
thereby influencing brand loyalty and recognition. The
authors’ data confirmed that certain rhythmic patterns
can evoke trust, a sense of harmony and security. Minor
discrepancies in the results were observed when
compared with the findings of A. Sharma, who focuses
significantly on sustainability as a fundamental driver
of change in design. Although the current study does
not deny the importance of the environmental factor, it
has been established that, for consumers, the cultural
value and visual appearance of a pattern are often
prioritised over its environmental origins. Thus, the

effectiveness of visual code communication sometimes
conflicts with ethical principles of consumption. This
creates scope for further research and discussion.

Environmental issues in fashion design remain a
subject of debate, a topic also addressed by U.K. Dogar
et al. (2024). Based on the results of their study, it was
concluded that form and colour play an important role
in promoting sustainable fashion and the use of eco-
friendly graphic design. The present study confirmed
the assertion that the use of plant textures and floral
motifs visually associates a brand with sustainability
even before consumers read the material composition.
However, a certain critical threshold was identified.
U.K. Dogar et al. considered any eco-design to be
unquestionably positive, but it was established that the
excessive use of natural motifs can lead consumers to
suspect marketing manipulation, so-called
“greenwashing”, if the brand is not supported by a
genuine sustainable sustainability strategy.

A comparative analysis has shown that graphic
patterns in the contemporary fashion environment are
a multifunctional phenomenon that maintains a
balance between technological innovations,
psychological mechanisms of perception, cultural
specificity and the requirements of sustainable
development. This study expands the existing academic
discourse, arguing that the communicative potential of
patterns in the contemporary fashion industry is
realised through a productive combination of digital
technologies and cultural authenticity - and it is
precisely this interaction that determines the pattern’s
ability to serve as an effective mediator between global
trends and local identity.

CONCLUSIONS

The study confirmed that graphic patterns in the
fashion industry function as a complex semiotic system
that goes beyond a purely decorative role: they are a
fully-fledged tool of visual communication, capable of
conveying cultural codes, value systems and elements
of brand identity. It has been established that the
communicative potential of a pattern is realised
through the interaction of three determining factors -
semiotic structure, psychological mechanisms of
perception and the cultural context of the audience. It
has been demonstrated that the interpretation of
forms, ornamental motifs and colour combinations
varies significantly depending on the recipient’s
cultural environment, and ignoring this factor
inevitably leads to semantic ambiguity and a reduction
in the effectiveness of the visual message. These
conditions have made it necessary for graphic
designers to take into account the social and cultural
characteristics of the target audience.

The study systematises the main compositional
principles of graphic pattern structure (repetition,
rhythm and balance) and substantiates their influence
on consumers’ emotional and psychological perception.
It has been found that plant motifs provide organic
harmony and emotional warmth to the visual image,
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whilst geometric patterns evoke a sense of order,
stability and strength, which testifies to their
pronounced semiotic potential. An analysis of
compositional solutions demonstrated that scaling is
an important communicative tool that determines the
nature of a brand’s visual message and its positioning.

ornamental structures. Another important area is the
analysis of how modern technologies are changing the
semiotics of patterns and whether algorithmically
generated prints are capable of preserving the deep
cultural codes identified in this study.

Thus, small-scale compositions (using Fendi as an ACKNOWLEDGEMENTS
example) were analysed, conveying ideas of restraint None.

and structure; medium-scale patterns (Etro, Hermes) -

an optimal balance between detail and visual harmony; FUNDING

and large-scale motifs (Dolce & Gabbana, Versace),

which evoke intense emotional responses and None.

emphasise the uniqueness of the design style.
Prospects for further research lie in studying the
impact of design digitalisation on traditional
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AHOTaUiA. Mera JAocaipkeHHs MoJisAraja y BUSBJEHHI KOMyHIKaliffHOro Ta KyJIbTYPHOrO MOTeHLiaJiB
rpadiuHUX MaTepHiB, BpaX0BYIOYHM BHMOTH Cy4aCHOI MOJHOI iHAyCTii Ta MexaHi3MM iX BIUIMBY Ha CIIOXKHBava.
Po6oTa nmobysoBaHa Ha 3aCTOCYBaHHI KOMIJIEKCHOT'O MDKJUCLUILIIHAPHOrO MiJXOAy, L0 BKJIWYHUB METOU
Bi3yaJIbHOTO Ta CEMIOTUYHOI0O aHaJi3y, eJIeMeHTU KyJIbTypPOJIOTIYHOTO Ta MUCTELITBO3HABYOI'0 JOC/IIPKEHHH, a
TaKOoX MMOPiBHAJBHUMN aHai3 3pa3KiB cyyacHoro ¢elH-gu3aiHy. Y gocaipxkenHi 6y/10 npoaHani3oBaHO KJIHOY0BI
TUIU rpadivYHUX MATEPHIB 3 Pi3HOMaHITHUX KYyJIbTYPHUX KOHTEKCTIB, 1[0 BUKOPUCTOBYIOThCA B iHAyCTpii Moau:
POC/IMHHI, reOMeTpPHUYHI Ta OpHaMeHTaJIbHi MOTHUBU. BCTaHOBJIEHO, 1[0 MaTepHH, SIKi MICTSATh GJOPUCTUYHI Ta
JIUCTSIHI eJIeMEHTH, BUKOHYIOTh QYHKIIiI0 YTBOPEHHS FapMOHIl Ta pUTMYy, a TaKOXK eMOLiHHOro 3a6apBJ/eHHs
BizyasibHOIr0 06pasy. YHiBepcaJbHUMU CeMIOTHYHUMU GOpPMaMU BUCTYNU/IM NaTEPHU FeOMeTHPUYHUX iryp Ta
JIiHiH, 9Ki BUCTYNAKOTh Pi3HUMH CUMBOJIAMHM CTabGiIBHOCTI, CHJIM Ta AyXOBHOI misicHOCTI B 3aJjieXHOCTI Bif
opieHTaLii Ta KyJbTypHOr0 KOHTEKCTY. TaKOX BUSBJIEHO, [0 BAXKJIMBY POJib Bifiirpae Macirrab naTepHiB Ta ix
KoJslipHa pi3HOMaHiTHicTh. Tak, Hampuknaaj, Api6HoMacmiTabHi koMmnosunii (Fendi) cTBopoowThH BiguyTTs
CTPUMAHOCTI Ta MeBHOI CTPYKTYpH, cepeaHboMaciTabHi (Etro, Hermeés) natepHu 3a6e3nevyoTh 6ajaHC Mix
rapMoHiero Ta JeTaJjizailiero, a BeaukomacuitabHi (Dolce & Gabbana, Versace) mifcuiioioTh eMOLilHICTD i
NiJKPeC/II0I0Th YHIiKaJbHUN CTUb OpeHAy. He MeHII Bax/MBUM BIJIMB Ha €eMOLliliHe Ta INCHUXOJOTiYHE
COPUMHATTA NOKa3yOTh pillleHHA K0JbOopoBol ramu. [IpoBefieHNH aHa1i3 KOMIO3ULIMHUX NPUHLHUIIB IOBTOPY,
pUTMy Ta 6aJlaHCy NMPOJEMOHCTPYBAB, L0 BOHU CIPUSAIOTH OibLI eMOI[iHHOMY 3B'SI3KY CIOXKHMBaya i3 NeBHUMHU
NPUHTAMHU, a TAKOX PO3LIMPIOIOTh KOMYyHiKaTUBHI MOXK/IMBOCTI rpadivHOr0 AU3aliHy B MOJi. Pe3ysibTaTu MOXKYTh
OyTH BUKODHCTaHI Ju3aliHepaMH, OpeHJaMH Ta KyJbTYPHUMH IHCTUTYLiIMU [Jis1 CTBOPEHHS NaTepHIB, L0
BPaXOBYIOTb KyJbTYpHY clieljudiky Ta KOMyHiKaTUBHY ePpeKTUBHICTb Y MOJJHOMY CepeJ0BUIIi
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Abstract. The relevance of this study lies in examining how child-oriented wayfinding in public spaces shifted
from basic safety measures to culturally and emotionally charged mediators amid changing standards, policies,
and digital technologies. This study aimed to investigate the evolution of visualisation tools in Chinese children’s
sign systems from a semiotic perspective. Drawing on Bronislaw Malinowski’s cultural stratification theory, the
research combined diachronic analysis of national and local standards, policy documents, and representative cases
from children’s hospitals, kindergartens, theme parks, and cultural venues. A semiotic-stratification approach was
applied to interpret changes at three levels: material apparatus, institutional regulation, and spiritual-emotional
meanings, highlighting links between visual codes and broader sociocultural transitions. The findings identified
three historical phases in the evolution of Chinese children’s sign systems: a Safety-Dominant phase (1983-2008)
characterised by standardised pictograms, high-contrast colours, and warning semantics; a Cultural-
Consciousness phase (2009-2018) that incorporated regional motifs, local food symbols, and intangible heritage
elements to reconstruct identity and reduce anxiety; and a Digital-Intelligence Innovation phase (2019-present)
that integrated augmented reality, [oT, and interactive interfaces to create multisensory, affective guidance
experiences and data-informed spatial management. Taken together, the semiotic-stratification analysis showed
that standardised safety grammars, culturally embedded visual identities, and digitally mediated multisensory
interfaces accumulated rather than simply replaced one another over time, revealing the co-evolution of design
practice with policy agendas and social expectations. The findings offer conceptual implications for child-friendly
city initiatives and for future wayfinding design that considers both technological innovation and the continuity of
local cultural narratives

Keywords: wayfinding system design; child-friendly environments; cultural stratification theory; visual
communication design; emotional experience

INTRODUCTION children build spatial awareness and a sense of security
Children’s sign systems in China are not only while gradually developing symbolic cognition. At the

instruments of navigation and safety but also mediators ~ Same time, these systems embed cultural motifs and
in cognitive development, cultural cultivation, and aesthetic traditions, enabling children to form identity
social integration. In everyday environments, they help ~ and belonging through routine interactions with public
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spaces. In the context of rapid urbanisation and digital
transformation, child-oriented wayfinding must
reconcile basic safety, age-appropriate cognition, and
locally grounded cultural narratives  within
increasingly complex built environments.

In parallel with these practical demands, research
on wayfinding and visual communication expanded
along several interdisciplinary trajectories. V. Mehta &
C. Auffrey (2022) demonstrated that wayfinding in
complex urban environments involved balancing
legibility with place-based identity, showing that
signage functioned not only as navigational
infrastructure but also as a mediator of spatial
meaning. V. Manchia (2022) situated signage and
information design within debates on environmental
and sustainable communication, and emphasised that
public visual systems responded to ecological and
social responsibilities rather than purely instrumental
demands. Semiotic and visual communication studies
deepened this perspective by treating pictograms and
graphical interfaces as cultural codes rather than
neutral information carriers. G. Aiello (2020) argued
that visual communication in public environments was
embedded within power relations and cultural
hierarchies, and that signage participated in the
negotiation of visibility, identity, and belonging. S.
Jamshidi & D. Pati (2024) complemented this view by
analysing how contemporary public information
symbols balanced international standardisation with
local adaptation, thereby foregrounding the semiotic
tensions between global norms and culturally specific
meanings in complex wayfinding systems.

From a cognitive perspective, studies examined
how children interpreted iconic and multimodal cues in
learning and navigation contexts. Y. Motamedi et al.
(2024) found that degrees of iconicity and redundancy
in visual symbols shaped children’s ability to infer
meaning from unfamiliar signs, suggesting that symbol
design needed to align with developmental stages of
symbolic cognition. 0. Bock et al. (2024) highlighted
how visual attention and strategy use influenced
children’s search and wayfinding behaviour in complex
visual displays, pointing to the importance of cue
salience, layout, and task structure. In addition, Z. Qiu
et al. (2025) showed that audio-visual temporal
integration affected perceived continuity and user
comfort in dynamic environments, indicating that
multisensory guidance systems required careful
calibration for different age groups.

Within the Chinese context, scholars began to
address user diversity and spatial complexity through
interdisciplinary integration and system-level thinking.
Z.Y. Lu & X.J. Zhan (2024) analysed wayfinding in mega-
structures and transport hubs through spatial hierarchy
and behavioural patterns, demonstrating that signage
systems adapted to multi-layered circulation networks
and varied user expectations. W. Huang et al. (2023)
discussed how Chinese wayfinding projects increasingly
combined branding, cultural storytelling, and service
design, reflecting a shift from purely functional markers

toward behaviourally and culturally meaningful
guidance systems. Earlier work also noted the relevance
of cultural specificity and large-scale planning
perspectives in signage and wayfinding, but these
accounts did not provide a sustained, child-focused
semiotic explanation of how such systems evolved in
China.

Despite these advances in research and policy,
recent national guidelines for child-friendly cities and
communities also underscored the need to align public-
space design with children’s developmental
characteristics and rights to participation (Ministry of
Housing and Urban-Rural Development, 2022; China
Association for Community Development, 2024).
However, research on child-oriented sign systems in
China still showed two gaps. First, few studies offered a
diachronic semiotic account of how children’s signage
evolved alongside cultural change, technological
development, and urban policy, from early public-
information standards to current digital-intelligent
environments. Second, this historical evolution rarely
was interpreted through Bronislaw Malinowski’s
tripartite cultural stratification - material apparatus,
social institutions, and spiritual life - to explain how
safety functions, institutional codes, and emotional-
cultural meanings were layered in children’s visual
communication. Against this backdrop, the present
article aimed to trace the evolution of Chinese
children’s sign systems from the 1980s to the present,
to interpret this trajectory using Malinowski’s cultural
stratification theory, and to outline an analytical
perspective linking safety, cultural identity, and
emotional experience in the design of child-oriented
wayfinding systems.

MATERIALS AND METHODS

This study adopted a qualitative, diachronic research
design to examine the evolution of China’s child-oriented
sign systems from the 1980s to 2025. Grounded in a
semiotic perspective and drawing on B. Malinowski’s
(1944) theory of cultural stratification, the research
focused on how children’s sign systems shifted from
purely functional safety tools to carriers of cultural
identity and emotional experience. Within this
theoretical framework, Malinowski’s tripartite structure
of “material apparatus - social institutions - spiritual
life” revealed the interactive logic between technological
iteration and cultural praxis. Applied to children’s
wayfinding systems, the material stratum emphasised
physical carriers and visual syntax, focusing on the
implementation of safety functions. The institutional
stratum concerned sign conventions and cultural
semantics, demonstrating how design languages embed
regional cultural elements. And the spiritual stratum
highlighted  emotional resonance and value
identification, reflecting the functional transition from
information transmission to emotional empowerment.
For empirical analysis, twenty-six representative
cases of child-oriented sign systems were selected,
including kindergartens, hospitals, theme parks, and
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museums. These cases were chosen for their visibility
in public design discourse, the availability of visual and
textual documentation, and their coverage of different
facility types and historical phases. While the full case
set informed the identification of phase-typical
patterns, only six particularly illustrative cases are
discussed in detail to avoid overburdening the Results
section. The broader corpus serves as a reference for
general trends and recurring design elements. In
parallel, the study reviewed a diachronic set of
normative and policy documents to establish the
regulatory and institutional context in which children’s

drafting guidance focused on child safety and relevant
local standards (Standardisation Administration of
China, 1983; 1988; 1994; 2008a; 2008b; 2008c). Where
applicable, an international reference standard was
consulted (International Organisation for
Standardisation, 1980). The policy set covered cultural-
industry and cultural-service documents (General
Office of the State Council of the People’s Republic of
China, 2009) and child-friendly urban construction
(Shanghai Municipal People’s Government Office,
2021). Representative municipal programmes were
also reviewed to contextualise digital-infrastructure

sign systems evolved. The corpus included national implementation. All cited documents were
standards and technical guidelines, as well as technical  consolidated in Table 1.
Table 1. Major standards and policy documents shaping the evolution
of child-oriented sign systems in China
Phase Year Standard / policy document Issuing body
1983 GB 3818-1983 Public Information Graphical Symbols
GB 10001-1988 Graphical Symbols for Public
1988 . ;
Information Signs
1994 GB 10001-1994 Graphical Symbols for Public
Information Signs Standardisation Administration of
Safety- 2008a GB 2894-2008 Safety Signs and Guidelines for Use China
dominant 2008b GB/T 7291-2008 Technical Guidelines for Graphical
phase Symbols Based on Consumer Needs
2008c GB/T 20002.1-2008 Drafting for Special Aspects in
Standards - Part 1: Child Safety
. Tibet Autonomous Region
2020 DB54/T 0226-2020 .(loc.al s.tandard for child welfare Administration for Market
institutions) :
Regulation
2009 Cultural Industry Revitalisation Plan State Council of the People’s
2011 Decision on Deepening Cultural System Reform Republic of China
2012 The Ministry of Culture’s Twelfth Five-Year Plan for Ministry of Culture of the People’s
Cultural- Doubling Cultural Industries Republic of China
consciousness Guidelines on Accelerating Modern Public Cultural
phase 2015 Service Systems . s
Ministry of Culture of the People’s Republic of China State Counc1l. of the _People s
— - - Republic of China
2016 Opinions on Promoting Cultural Creative Product
Development
Publicity Department of the CPC
Central Committee, Cyberspace
2019 Guiding Opinions on Promoting the Deep Integration | Administration of China, Ministry of
of Culture and Science and Technology Finance, Ministry of Culture and
Tourism, National Radio and
Television Administration
. ) National People’s Congress of the
Digital- 2021 14th Five-Year Plan (2021-2025) , . :
. . People’s Republic of China
intelligence Ministry of Housing and Urban-Rural
phase 2022 Guidelines for Chlld-Frllendly City Construction Development / China Association for
(revised) .
Community Development
Digital infrastructure and smart-city action plans Beijing Municipal Burea}l of
2021 (Beijing) Economy and Information
Jing Technology
New infrastructure and digital transformation plans Shanghai Municipal People’s
2021 : .
(Shanghai) Government Office

Source: compiled by the authors based on Standardisation Administration of China (1983; 1988; 1994; 2008a;
2008b; 2008c), Tibet Autonomous Region Administration for Market Regulation (2020), General Office of the State
Council of the People’s Republic of China (2009; 2016), The State Council of the People’s Republic of China (2011),
Ministry of Culture of the People’s Republic of China (2012), National People’s Congress of the People’s Republic
of China (2021), Ministry of Housing and Urban-Rural Development (2022), China Association for Community
Development (2024), Beijing Municipal Bureau of Economy and Information Technology (2021), Shanghai

Municipal People’s Government Office (2021)

72 Art and Design Vol. 9, No. 2



Liu & Skliarenko

Analytically, the investigation proceeded in three
steps. First, the normative documents and case
materials were aligned diachronically to identify
periods of concentrated regulatory change and
corresponding shifts in design practice. Second,
MalinowsKi’s tripartite cultural stratification - material
apparatus, social institutions, and spiritual life - was
applied as an interpretive lens to organise observations
across cases and documents. Specifically, the material
stratum addressed changes in sign carriers and visual

grammars (e.g., pictogram form, colour/contrast
strategy, layout, and ergonomic visibility); the
institutional  stratum  addressed standardised

requirements and organisational logics embedded in
wayfinding (e.g., information hierarchy, compliance
constraints, and service-flow cues); and the spiritual-
emotional stratum addressed affective and identity-
related meanings in children’s experience (e.g.,
reassurance, cultural belonging, and participation
cues). Third, cross-case comparison of these
observations supported the identification of phase-
typical configurations and the delineation of three
analytical phases - Safety-Dominant, Cultural-
Consciousness, and Digital-Intelligence Innovation.

RESULTS AND DISCUSSION

The analysis identified three phases in the evolution of
child-oriented signage design in China from the early
1980s to 2025: a Safety-Dominant Phase (1983-2008), a
Cultural-Consciousness Phase (2009-2018), and a
Digital-Intelligence Innovation Phase (2019-present).
Overall, the Safety-Dominant Phase established a
standardised, safety- and risk-oriented visual grammar;
the Cultural-Consciousness Phase reoriented signage
towards place identity and cultural storytelling; and the
Digital-Intelligence Innovation Phase extended these
layers through responsive, multimodal media. Rather
than mapping neatly onto calendar decades, the
periodisation synthesises recurring shifts in dominant
design priorities, visual/material strategies, and the
ways children are positioned as users within public sign
systems. The boundaries between phases were inferred
from converging evidence in the diachronic corpus of
standards/policies and the selected cases, especially
shifts in safety standardisation (1983-2008), cultural-
policy orientation (from 2009), and culture-technology
integration and child-friendly city agendas (from 2019).

Safety-Dominant Phase. Historically, child-
related signage in China developed alongside the
broader standardisation of public information symbols.
During the early period of the People’s Republic of
China (1949-1978), public environmental signage
received limited attention and remained largely
unsystematic (Shen et al.,, 2019). Following the Reform
and Opening-Up policy, accelerated economic
globalisation and social change generated demand for
rationalised graphical languages in public spaces.
National standards such as GB 3818-1983 and the
subsequent GB 10001 series gradually consolidated
pictograms and usage rules for core public facilities

(Standardisation Administration of China, 1983).
Reviews of the GB/T 10001 series also documented
how these standards expanded through later revisions
(Zhang, 2007). Later safety standards, notably GB
2894-2008, and local derivatives such as DB54/T
0226-2020, extended requirements for warning
content, placement, and visibility into children’s
activity spaces (Standardisation Administration of
China, 2008c; Tibet Autonomous Region
Administration for Market Regulation, 2020).

The analysis of early child-related environments
shows that these standards established a prototypical
safety paradigm based on high-contrast chromatic
schemes, simple geometric configurations, and concise
pictograms. Standardisation prioritised functional
orientation and aligned with widely used principles of
simplicity and recognisability articulated in ISO
7001:1980 (International Organisation for
Standardisation, 1980). In practice, children were not
addressed as a distinct user group, yet their presence
was implicitly acknowledged through symbols such as
“priority seating for passengers with children” and
“slippery surface warnings” in circulation spaces. In
children’s hospitals and kindergartens, designers
typically derived child-facing signs by scaling,
recolouring, or slightly softening existing safety
pictograms while retaining their normative semantics.
This pattern positioned children primarily as
vulnerable subjects who had to be protected from
specific risks, and it framed sign systems as
instruments for clearly signalling danger and
appropriate behaviour rather than as media for
participation (Fig. 1).

A second configuration identified in the case corpus
concerns the integration of ergonomic and perceptual
parameters. With the expansion of the GB/T 10001
series and the introduction of GB/T 7291-2008 and
GB/T 20002.1-2008, guidelines began to incorporate
consumer needs and child safety into technical drafting
criteria (Standardisation Administration of China,
2008a; 2008b). In analysed projects such as Suzhou
Xinzhou Kindergarten, the Children’s Hospital affiliated
with Zhejiang University School of Medicine, and
Beijing Happy Valley, sign installation heights were
typically adjusted to roughly 0.9-1.5 metres to match
children’s eye level, and high-saturation colours (a > 20,
b > 30) were used to increase conspicuity in busy
environments. Behaviour management symbols such
as “No Touching”, “Mind Your Head”, or “No Climbing”
were clustered around staircases, corners, and
equipment zones (Fig. 2). These practices indicate a
gradual shift from simple transplantation of adult-
oriented signs towards a more systematic
consideration of children’s physical stature and
perceptual thresholds, even though the overall visual
language still reproduced adult safety norms.

From a broader perspective, these findings both
confirm and nuance existing accounts of standardised
wayfinding. V. Mehta & C. Auffrey (2022) argued that
public signage in complex urban environments must
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balance legibility with place-based identity, yet in the
Safety-Dominant Phase legibility in the analysed cases
was pursued almost exclusively through codified safety
pictograms and high-contrast colour schemes, with little
attention to local character. S. Jamshidi & D. Pati (2024)
described contemporary public information symbols as
negotiating between international standardisation and
local adaptation; in the case corpus this negotiation

appears only in embryonic form, as child-related signs
are directly derived from adult-oriented ISO and GB
systems with minimal semantic modification. At the
same time, the emphasis on visual salience and
redundancy resonates with cognitive studies showing
that highly visible, iconic cues support children’s
comprehension of safety information (Motamedi et al.,
2024; Bock et al., 2024; Wang et al., 2025).
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Figure 1. Historical public information graphical symbols in China
Note: a - designed by Chen Hanmin (partial), later incorporated into China’s national standard GB 3818-1983,
b - Cover page of the draft GB 10001-1988 Graphical Symbols for Public Information Signs and selected adopted
symbols, ¢ - Newly added public information graphical symbols in GB 10001-1994 (partial)
Source: CSRES (n.d.a; n.d.b), WeChat Official Account (n.d.a)
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Figure 2. Child-oriented wayfinding design examples
Note: a - Suzhou Xinzhou Kindergarten (2005), b - Insect Carnival signage design at Beijing Happy Valley (2007),
¢ - Children’s Hospital affiliated with Zhejiang University School of Medicine (2006)
Source: WeChat Official Account (n.d.b), Mafengwo (n.d.), Zhejiang University School of Medicine Children’s

Hospital (n.d.)

Overall, the safety-dominant phase established a
unified visual grammar for public information symbols
and extended its influence into emerging child-oriented
environments. In this period, children were primarily

framed as vulnerable subjects requiring protection, and
sign systems focused on making risk states and safety
instructions highly visible. Although cultural and
emotional considerations remained largely implicit, the
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basic repertoire of pictograms, colour strategies, and
ergonomic parameters for children’s spaces was
gradually consolidated. This phase therefore provided
the material and regulatory infrastructure upon which
later cultural-conscious and digital-intelligence
developments could build. It also clarified the baseline
from which the functional transformation of children’s
sign systems - from pure safety tools toward richer
cultural and emotional mediators - would later unfold.

Cultural-Consciousness Phase. The cultural
awakening of China’s child-oriented sign systems
represented a structural response to the long-term
absence of cultural expression in earlier design
practices. As N.V. Skliarenko et al. (2022) argued, visual
communication design should be understood not only as
a functional tool but also as a framework aligned with
sustainable development and ecological strategies,
which reinforces the necessity of embedding cultural
and social values into child-oriented signage. Before the

| SR . |
{ y

Cultural Industry Revitalisation Plan (General Office of
the State Council of the People’s Republic of China
(2009), several factors constrained cultural
consciousness in public spaces. Policy priorities centred
on functional safety, as shown by the 1983 Public
Information Graphical Symbols national standard, which
unified signage but largely excluded cultural expression
from institutional frameworks (Standardisation
Administration of China, 1983). In parallel, the
“quantity-over-quality” logic of rapid urbanisation
(2000-2010) fostered reliance on universal design
templates (Cheshmehzangi, 2018), exemplified by the
2005 signage for Suzhou Xinzhou Kindergarten, which
prioritised generic safety symbols over regional cultural
DNA. Technological and conceptual limitations further
relegated cultural symbols to decorative roles, as in the
2007 Insect Carnival signage at Beijing Happy Valley,
where visual playfulness diverged from deeper cultural
connotation (Fig. 3).

Figure 3. Wayfinding system design for Ningbo Women and Children’s Hospital
Note: a - Hospital Partial Decorative Wall (2014), b - Hospital Wayfinding Signage Design (2014), c - Hospital

Corridor Visual Design (2014)
Source: Ningbo Women and Children’s Hospital (2014)

From 2009 onwards, a cluster of national policies
repositioned culture as a strategic resource and
gradually normalised its integration into public space
design. The 2009 Cultural Industry Revitalisation Plan
designated cultural industries as a “national strategic
sector” and called for the integration of cultural
resources with modern production and technology
(General Office of the State Council of the People’s
Republic of China, 2009). The 2011 Decision on
Deepening Cultural System Reform and the 2015
Guidelines on Accelerating Modern Public Cultural
Service Systems further linked cultural development
targets to fiscal incentives, land use, and public service
provision, emphasising both socialist core values and
regional distinctiveness (The State Council of the
People’s Republic of China, 2011). Subsequent Five-Year
Plans and the 2016 Opinions on Promoting Cultural
Creative Product Development stressed the “living
inheritance and modern reinterpretation” of cultural
heritage and explicitly encouraged -child-cognition-
adapted cultural derivatives for museums, parks, and
other public venues (General Office of the State Council
of the People’s Republic of China, 2016). These cultural-
policy milestones, synthesised in Table 1, provided
institutional incentives and resources for embedding
local cultural motifs into children’s sign systems rather
than treating them as optional decoration.

Ningbo Women and Children’s Hospital North
Campus offers a representative example of this cultural
turn. Its 2014 expansion into a “dual-campus synergy”
model prompted Dalue Design Institute to
reconceptualise wayfinding as cultural storytelling and
emotional interaction (Ningbo Women and Children’s
Hospital, 2025). By deconstructing Ningbo’s cultural
genealogy, the designers extracted the local “Tangyuan”
(glutinous rice ball) as a cultural genome and
reconstructed it into a cognitively universal “Reunion
Family” IP system. This translation of local cultural
“genomes” into contemporary visual systems echoes
recent work on integrating intangible cultural heritage
elements into product and furniture design through
symbolic semantics and multi-criteria evaluation (Chen
etal, 2025). The design transposed Tangyuan’s material
“irregularity” and “adhesiveness” into embodied
expressions within children’s behavioural cognition
models, aligning irregular forms with childhood
individuality and interpersonal bonding. At the same
time, the IP’s dynamic combinatorial structure mirrored
the functional complementarity and resource-sharing
mechanisms between the hospital's northern and
southern campuses, establishing a dual semiotic system
of spatial narrative and institutional innovation (Fig. 3).
At the material level, the case reconfigures sign carriers
and spatial markers into soft, rounded, tactile forms; at
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the institutional level, it encodes hospital management
and service flows within a coherent visual identity; at the
spiritual-emotional level, it constructs a reassuring
image of reunion and care for children and their families.

From a broader perspective, the Cultural-
Consciousness Phase aligns with research that frames
signage as a vehicle for local identity rather than
neutral infrastructure. M. Zeng (2015) showed that
contemporary sign systems foreground regional motifs
and narratives; the Tangyuan “Reunion Family” case
concretises this shift by turning a local food symbol into
a spatial IP that structures children’s emotional
experience. N.V. Skliarenko et al. (2022) argued that
visual communication should be linked to sustainable
and ecological strategies; in the study material this
appears in the way recurring cultural genomes stabilise
community meaning across institutional settings.
G. Aiello (2020) highlighted how public visual
communication participates in negotiations of visibility
and belonging, a dynamic reflected in how hospital
signage repositions children and caregivers from
anonymous patients to members of a culturally defined
“family”. L. Chen et al. (2025) similarly emphasised the
potential of intangible heritage motifs to mediate affect
in everyday design.

Overall, the Cultural-Consciousness Phase marks a
shift from purely safety-oriented graphics towards sign
systems that actively embed regional culture and
institutional narratives into children’s environments.
In this period, cultural symbols begin to move from
superficial decoration to structured visual languages
that support place identity and emotional reassurance.
Children’s sign systems increasingly serve as mediators
between everyday space and local cultural memory,
while still operating on the safety foundations
established in the earlier phase. This lays the
groundwork for later digital-intelligence
developments, in which cultural semantics and
emotional experience are further extended through
interactive and intelligent media.

Digital-intelligence Innovation Phase in
children’s signage evolution. The digital-intelligent
transformation of China’s child-oriented sign systems
is closely tied to recent national strategies for digital
public services and child-friendly urban construction.
The 14th Five-Year Plan (2021-2025) mandates the

“equalisation of digital public services” and sets targets
for building “digital twin communities” in most cities by
2025 (National People’s Congress, 2021). Updated

guidelines for child-friendly cities introduce
“intelligent wayfinding systems” as mandatory
indicators, calling for Augmented Reality/Mixed

Reality (AR/MR)-based upgrades that enhance the
emotional, interactive, and educational qualities of
signage  (China  Association for Community
Development, 2024). Under these frameworks,
pioneering cities such as Beijing and Shanghai have
invested in digital infrastructures that support dynamic
updates and interactive experiences in child-oriented
environments (Beijing Municipal Bureau of Economy
and Information Technology, 2021; Shanghai Municipal
People’s Government Office, 2021). These policy and
infrastructure developments, summarised in Table 1,
provide the institutional and technical backdrop
against which digital-intelligence innovations in
children’s sign systems have emerged.

Analysis of cases shows that digital technologies
primarily operate as extensions of the material and
cultural layers established in earlier phases. At the
Zhejiang Intangible Cultural Heritage Museum, Rokid
AR guidance technology uses point cloud scanning and
six-degrees-of-freedom tracking to achieve centimetre-
level positioning; children and caregivers wearing AR
glasses can simultaneously perceive physical exhibits
and virtual overlays, completing tasks that weave
navigation with encounters with traditional
craftsmanship (Fig. 4). This direction is consistent with
findings that AR-based museum applications can
enhance visitors’ learning motivation and academic
achievement, especially for younger audiences (Cheng
et al., 2025). In the examined projects, digital devices -
screens, sensors, AR terminals - do not replace static
signage but cluster around key decision points and
narrative nodes, creating “thickened” wayfinding zones
where safety instructions, spatial cues, and cultural
content are layered in time. In this configuration,
Malinowski’s material stratum is upgraded from fixed
pictograms to adaptive interfaces, while the

institutional stratum expands to include software rules,
content management systems, and data protocols that
govern how guidance information is generated and
updated.

Figure 4. AR experiences at Zhejiang Intangible Cultural Heritage Museum
Note: a - AR Experience View 1 (2025), b - AR Experience View 2 (2025)
Source: Zhejiang Intangible Cultural Heritage Museum (2025)
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At the experiential level, the corpus reveals an
increasing reliance on multimodal cues that align with
children’s cognitive and emotional characteristics. loT
sensors and edge-computing architectures enable the
real-time capture of movement trajectories, dwell
durations, and interaction patterns through
touchscreens and audio-visual feedback (Open Systems
Committee, 2012), while machine learning algorithms
can dynamically adjust information hierarchies and
delivery strategies based on spatiotemporal data (Cai et
al., 2022). These technical capacities resonate with
broader national agendas promoting cultural-
technological integration (General Office of the State
Council of the People’s Republic of China, 2009) and can
be repurposed from entertainment to cultural contexts:
for example, targeting systems similar to those used in
Shanghai Disneyland’s “Buzz Lightyear Planet Rescue”
can be adapted so that when children hit AR-projected
traditional motif targets, they receive both navigational
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shortcuts and short narratives about local heritage. In
parallel, multimodal interaction research indicates that
integrating visual, auditory, and tactile channels can
significantly enhance children’s wayfinding efficiency
when aligned with developmental characteristics
(Petrini et al., 2016; Negen et al., 2019). Studies on
audio-visual temporal integration (Qiu et al, 2025),
visuo-haptic processing in children with atypical
development (Purpura et al, 2024), multi-channel
cognitive models (Ulusoy, 2023), and surveys of
multimodal human-computer interaction (Tao et al,
2022) together provide system-level frameworks for
designing cognitive-compliant interaction loops in
complex public environments (Fig.5). Considered
alongside the case corpus, these findings suggest that
child-oriented digital signage should be treated as a
multisensory guidance ecology rather than a set of
isolated screens.

Figure 5. Interactive scene from “Buzz Lightyear Planet Rescue” at Shanghai Disneyland
Note: a - Game Start Screen (2019), b - Game Score Interface (2019), c - Game Control Joystick (2019)

Source: Shanghai Disney Resort (n.d.)

Viewed  against broader  human-computer
interaction and learning research, this phase refines
rather than overturns existing accounts of AR-based and
multimodal guidance. A. Cheng et al. (2025) showed that
AR museum applications can enhance young visitors’
motivation and learning; similarly, F. Xu et al. (2024)
reported that AR-based egocentric visualisations
improve indoor route learning and navigational
efficiency. In the analysed cases, these effects appear
within a layered semiotic structure where AR tasks
interweave navigation with encounters with local craft.
K. Petrini et al. (2016) and ]. Negen et al. (2019)
emphasised that combining visual, auditory, and tactile
cues improves spatial performance when information is
tuned to developmental constraints, a principle echoed
in the multisensory zones around key decision points in
the analysed cases. At the same time, multimodal
interaction surveys by ]. Tao et al. (2022) and N. Ulusoy
(2023) underscored the need for system-level models,
which is extended here by embedding such interfaces
into embedding such interfaces into child-friendly city
strategies and data-governance frameworks.

Overall, the Digital-Intelligence Innovation Phase
marks a transition from static safety signage to
responsive guidance ecologies that link physical space,
data flows, and cultural narratives. In this period,
children’s sign systems become multi-layered

interfaces that register movement and emotion while
projecting culturally meaningful content. At the
material level, sensors, displays, and AR devices
reconfigure sign carriers into adaptive, multimodal
surfaces; at the institutional level, data governance
frameworks and smart-city platforms embed
wayfinding into integrated service systems; at the
spiritual-emotional level, participatory and playful
interactions  cultivate agency, curiosity, and
reassurance for children and their caregivers. These
shifts prepare the ground for an integrated
evolutionary model in which digital intelligence
extends, rather than replaces, the safety and cultural
layers established in earlier phases.

CONCLUSIONS

China’s child-oriented sign systems underwent a clear
evolution from the 1980s onward, progressing from
material provision to emotional empowerment within a
semiotic framework. This study examined that
trajectory and identified three developmental phases -
Safety-Dominant, Cultural-Consciousness, and Digital-
Intelligence Innovation - each associated with distinct
transformations in the functions and meanings of
signage. In the Safety-Dominant Phase (1983-2008),
standardised visual grammars of high-contrast colours
and geometric forms constituted the basic symbolic
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repertoire for ensuring children’s safety in public
environments. In the Cultural-Consciousness Phase
(2009-2018), signage was reinterpreted as a symbolic
medium for identity construction, embedding regional
motifs and cultural codes to support children’s sense of
belonging and reduce anxiety in sensitive spaces such as
hospitals and kindergartens. In the Digital-Intelligence
Innovation Phase (2019-present), semiotic principles
were increasingly combined with intelligent
technologies, and signs began to function as dynamic
mediators that linked spatial guidance with children’s
cognitive characteristics and affective experiences.
Taken together, these three phases demonstrated that
semiotics operated not only as an analytical perspective
but also as a design-oriented way of structuring
decisions in child-oriented environments. By applying
cultural stratification theory to children’s wayfinding
systems, the research articulated a stratified model that
related material apparatus, institutional regulation, and
spiritual-emotional meanings across historical stages.
Rather than establishing a closed methodological
system, the study proposed a structured analytical
approach that connected cultural stratification theory
with contemporary design strategies for child-friendly
public spaces and helped clarify how safety, cultural
identity, and emotional reassurance could be layered in
practice.

Future research could build on these findings in
several directions. First, empirical studies involving
children, parents, and educators could systematically
evaluate how different combinations of safety, cultural,
and digital elements influence navigation behaviour,
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AHoTalifa. AKTyaJbHICTb LIbOr0 JOCJIJKEHHS MOoJIATa€ y BUBYEHHI TOro, IK CHUCTeMa CaMOOpPIEHTYBaHHA Y
rpoMaJicbKUX MPOCTOpax, CIpsiMOBaHa Ha JiTel, mepeiliia BiJ 6a30BUX 3aX0/iB 6e3MeKU A0 KyJIbTYPHO Ta
eMOLiHO 3aps/pKeHUX NOoCepeJHUKIB Ha TJi 3MiH CTaHJApTiB, MOJITHUKM Ta LUPPOBUX TexHoJiorik. Lle
JOCJIPKEHHSI MaJIo Ha MeTi JOCHiAUTH €BOJIIOLII0 iIHCTPYMEHTIB Bi3yasizalii B KUTalCbKUX AUTAYMX 3HAKOBUX
cucTeMax 3 CeMiOTHYHOI TOYKH 30py. Chnupalwyuch Ha Teopilo KyJbTypHOi cTpaTudikauii BponiciaBa
MasliHOBCBbKOTrO, AOCHI/PKeHHS1 TMOEAHAN0 JiaXpOHiUHUK aHasi3 HalioOHaJbHUX Ta MicClleBUX CTaHJApPTIB,
MOJIITUYHUX JJOKYMEHTIB Ta pelpe3eHTaTUBHUX BUNAJAKIB 3 AUTAYMX JiKapeHb, JUTAYUX CaAKIB, TeMAaTUYHUX
NapKiB Ta KyJbTYPHUX 3aK1a/liB. CeMioTHYHO-cTpaTuikaliiHuN nifgxia 6yJ10 3aCTOCOBAHO AJid iHTepnpeTanii
3MiH Ha TpbOX pIBHAX: MaTepiaJlbHUW anaparT, iHCTUTYLiliHe peryJjlBaHHA Ta JAyXOBHO-eMOLiMHI 3Ha4eHHS,
MiIKPeC/II0I0YH 3B’I3KH MiK BidyaJIJbHUMU KOJAMH Ta UIUPUIMMH COLLIOKYJIbTYPHUMHU Nepexo/jaMu. Pe3ynbTaTu
JOCTipKeHHs1 BU3HAYMJIU TPU icTOpu4Hi pa3u B eBoJIOLii KUTAWCbKUX AUTSIYMX 3HAKOBUX cucTeM: ¢asza
JloMiHyBaHHs 6e3neku (1983-2008), mo xapakTepu3yeTbCs CTaHJAPTU30BaHUMU MiKTOTpaMaMH, BHCOKO-
KOHTPAaCTHUMH KOJIbOPaMH Ta Nollepe»KyBaJlbHOI CeMaHTHKOI0; pa3a KyabTypHOI cBigomocTi (2009-2018), sika
BKJII0YaJla perioHajJibHi MOTHMBH, CUMBOJIM MicLeBol DXI Ta ejleMeHTU HeMmaTepiaJbHOl CHaJAlluHUA [JJid
PeKOHCTPYKLil ileHTUYHOCTI Ta 3MeHIlIeHHsI TPUBOXKHOCTI; Ta ¢asa iHHoBaLil uudpoBoro iHTenekTy (2019-
JloTenep), sika iHTerpyBasa J[ONOBHEHY peasbHiCTb, IHTepHeT peudell Ta iHTepakTHUBHI iHTepdelicu s
CTBOpPEHHSI MYJIbTUCEHCOPHOTro, apeKTUBHOTO JOCBiAy KepiBHUIITBA Ta MPOCTOPOBOrO yNpaBJiHHA HAa OCHOBI
JlaHUX. Y CYKyNHOCTi ceMioTUUHO-CcTpaTUiKalilHUM aHali3 I0Ka3aB, 1110 CTaHapTU30BaHi rpaMaTUKU 6e3neKH,
KyJIbTypHO BOyJ0BaHi Bi3yasbHi ileHTUYHOCTI Ta LU(POBO oNocepeAKOBaHi MyJbTUCEHCOPHI iHTepdelcu
HaKOMU4YYBaJIUCS, a He NMPOCTO 3aMiHIOBaIM OJMH OJHOTO 3 4acoM, L0 BUSIBJISIE KOEBOJIOLiI0 AU3aliHepCcbKoi
NPaKTUKA 3 INOJITUYHMMH I[porpaMaMd Ta COUia/IbHUMU O4YiKyBaHHAMHU. PesysbTaTH NpPONOHYHOTH
KOHIeNTyaJIbHi HacaiKK i iHiliaTUB, OpiEHTOBAaHUX Ha [JliTel, Ta JJis MalOYTHBOTO AW3AaWHY OpPiEHTHPIB,
SIKUW BPax0OBYE K TEXHOJIOTIYHI iHHOBALii, Tak i 6e3mepepBHICTh MiCLIeBUX KyJIbTYPHUX HapaTHUBIB

Knro4uoBi cn10Ba: fu3aiiH cucTeMu caMOOPIEHTYBaHHs; CepeJjOBUILE, OPIEHTOBaHE Ha [iTeH; Teopist KyJbTypHOI
cTpaTudikalii; AU3aiH BidyaJbHOI KOMYHiKallii; eMoLiHUH 10CBiz
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AHoOTauifA. JloctipkeHHsT Majo Ha MeTi OIiHMTH 30BHIIIHIO peKkJaMy MicTa Ha mOpeaMeT ii BisyasbHOI
BiZIOBIHOCTI apxiTeKTypi Ta AOTPUMaHHS MicbKOro AusauH-kofy. LIafiXxoM npoBefleHHS eKCIEPTHUX Ta
COLI0JIOTIYHUX AOC/iKEeHb BU3HAYaTHU CTYIIiHb IHTErpOBAHOCTI peKJaMHHUX HOCIIB B apXiTEKTYPHY KOHILENLi0
MicTa. [IpoaHasiizoBaHa Bi/INMOBiAHICTb peKJaMHUX KOHCTPYKIiK 3arajbHil CTUMICTUL TPOCTOPY Ta JOTPUMAHHSA
HHUMH BUMOT JIOKAJIbHOT0 JM3alH-KOAY. {IK OKa3a/0 ONUTYyBaHHS, Oi/IbLIICTh OMMTAHUX BBAXKAIOTh PO3Mill[eHHS
30BHIIIHBOI peKJIaMH{ B MiCTi XaOTHYHUM. 30KpeMa, TaKoi AYMKH AOTPUMYIOTbCS 54% KiHOK Ta 52% 4Y0JI0BiKiB.
HaToMicThb mpoTU/IEeXHY OIiHKY (BIOpsAKoBaHe po3MilleHHs) Janu Jwuiie 17% >xiHok Ta 21% 4YoJ0BIKiB.
OuiHIOIYM Bi3yaJibHY CKJIAJIOBY pPeKJaMHHUX CTeHJiB (BUpa3HicTb ¢opMM, KOMIO3HUILil0, CBITJ/IO, KOJip Ta
KpeaTHBHICTb), 45% 4os0BikiB Ta 52% >XiHKH Ha3BaJsd IXHil AuU3aliH HEeBUPa3HUM | MOHOTOHHUM. fIK cBig4aTh
JaHi onutyBaHH#A, 45% 4o0s10BiKiB Ta 47% >KiHOK NepeKoHaHi, 1[0 30BHILIHIN BUIJIAA peKJIaMHUX KOHCTPYKLiH
NOoTpebye CTUJIICTUYHOTO AooMpalntoBaHHA. KpiM Toro, Mailke TpeTHHa peCIOH/eHTIB Bii3Havya€ iXHIO Bi3yaJbHY
JUCTapMOHII0 i3 3arajJlbHUM CepeJloBHUILEM. 30BHIIIHA peKJiaMa BUKJMKAE B ONUTAHUX HEOJAHO3HA4yHI eMolii,
npoTe GisblIicTh pecnioHeHTIB (52% 4os0BikiB Ta 54% >xiHOK) cnpuiiMaloTs ii nepeayciMm ik koMepuiiiny. lle
Malixe I1'iTa YacTUHA ayAUTOPii (22% 4o10BiKiB Ta 23% xiHOK) 6a4UTh y Hill NepeBakHO aHOHCH PO3BaXKa/IbHUX
YU KyJIbTYPHHUX NOJINA. K/II040BOIO BUMOTOI0 10 peKJaMHU € ii apXiTeKTypHa CyMicHICTb. [HTerpaunisa B HagABHUHN
apXiTeKTYpHUH KOHTEKCT 3a6e3Meuye NPUXUIbHICTb MicieBUX xKUTeiB. [lepeBaHTaKeHICTb peKJIaMOo B MiCLisX
BIATOYMHKY Ta TPAHCIOPTI CTBOPIOE Bi3yaJIbHUM XaoC, 10 CIPUHUMAEThbCA BKpall HeraTUBHO. HaykoBa HOBU3HA
JOCTiKeHHs1 BHU3HAYa€ETbCS PO3POOKOI TEeOpeTUYHHUX 3acaj, CapMOHIHHOrO MHPOCTOPOBOrO pO3MillleHHS
pekJiaMHy, iKa BpaxOBY€ apXiTEKTypHY CHaJLUIMHY Ta Cy4aCHi COL[iOKYJIbTYpPHI 3alIUTH KU TeJIiB MicTa. Po3pobyieHo
pekoMeHJalii 10J0 TapMOHIiMHOI iHTerpanili pekJaMHUX HOCIIB B apxiTeKTypy Ta JaHAwadT Micta AJs
MOKpalleHHs Horo BidyaJbHOTO 06pasy.

KAwouoBi c10Ba: ausaiin cepejoBUINa; peKJaMHi Hocii; 06pa3 MicTa; apXiTeKTypHe cepejoBUIIlle; AU3aMH-KOJ;
CTUIICTUKA; JJaHAMADT; MiCbKUN IPOCTip

BCTYN KOMepLidHi 1wy, a ¥ BigirpaloTb  3HAYHY
30BHIlIHS peKJaMa [ABHO CTaJa HeBifAiibHuM  COUIOKYJIBTYPHY pOJb y KMTTi Meramosica. Ak
eJIeMeHTOM YPGAHICTUYHOrO MPOCTOPY, W0 3a/a€ HeBiAJiJibHa 4YacTWHA YpO6AHICTUYHOTO MPOCTOPY,
apXiTeKTYpHMH CTHJb ByIMIb Ta BIUIMBaE Ha  SOBHIILIHS PeK/laMa 3JaTHA K PyWHYBaTH €CTETHKY
eMOLifiHUH oH MicTsH. Kiacnddi Ta guHamiumi BY/MIb, Tak i CTBOpioBaTHM iXHiH yHiKa/qbHUH
uudpoBi peksaMHi HoCii BHKOHYHOTb He Jume XaPaKTep. 3a yMOBM TpPaMOTHOrO MiAXojy BOHA
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Npauloe K NOTYXHUU IMiDKEBUM IHCTPYMEHT, W10
BUKJIMKAE IPUEMHI eMoLiil.

30BHIIIHA peKJlaMa, CTBOpeHa 3 ypaxyBaHHAM
apxXiTeKTYpHOTO KOHTEKCTYy, 3JaTHa MiAKPeCcJIuTH
VHIKQJIBHICTb Ta KyJbTYpHUH Koj Micta [21, 22].

[IpoTe JIOMiHyBaHHS THUIOBUX peKJIaMHUX
KOHCTPYKIIil NpU3BOJUTH hits) Bi3yasIbHOTO
3a6pyJJHeHHsI Ta  [epeBaHTaXKEHHS  MiCbKOro

cepe/loBHIIA, CTBOPIOIOYH edeKT Bi3yasbHOTO IIyMY.

KiitouoBUM acnekTOM ychmiliHOI  30BHIIIHBOI
pekJlaMu NOBHHeH OyTH ii 34aTHICTb BpaxoBYyBaTH
MicLeBi KyJIbTYpHI Ta iCTOpUYHI KOHTEKCTU. Pekama,
sIKa BHUKOPUCTOBYE MiclieBi CHMBOJIIKM, TpaAuLiiiHi
NaJiTpU Ta apxiTeKTypHi MOTHBH, CIPUHUMAETHCA
MEIIKaHI{AMU K OuUlblIl GJHM3bKA Ta 3HAYyIla.
BpaxyBaHHA  KyJabTypHOro  KoAy, icTopii Ta
JIOKaJIbHOI'O KOHTEKCTY TIepeTBOPIOE 3BHYANHUU
peKJaMHUH IIUT HA MHUCTEIbKUU 006'€KT, SAKUU
BUKJ/IMKAE JJOBipy Ta NO3UTUBHI eMolii [21].

lle noBOAUTH, 110 30BHILIHA pekJamMa Mae
rapMOHIHHO BOMCYBaTHUCS B apXiTEeKTypHUH aHCaMObJIb
3aBJSIKM aBTEHTHYHUM ¢opmam, maiiTpi Ta Mmarepia-
JilaM. Y TakoMy pa3i BoHa IepecTae Oy TH MPOCTO HOCIEM
iHpopmaLii, a cTa€e HeBiAAINIBHOI YaCTUHOIO
KyJIbTYpPHOI'0 06/1MY4sl Ta CaMOOYTHOCTI MicTa.

TeopeTUYHUM MiAIPYHTAM [AAHOTO JLOCAiIJKEHHS
CAyryBasIM MyOJikalii ykpaiHCBKHX Ta iHO3eMHHX
aBTOPIB 3a I[i€l0 TPo6eEMAaTUKOW. BisbIicTh aBTOpiB
aKLeHTYIOTh Ha TOMY, L0 MiCbKa peKJaMa aKTUBHO
KOHCTPYIO€ Bi3yas/ibHe cepe/lOBHILe, BIJIMBAlOYM Ha

COLIOKYJIbTYPHUH  TNOpPTpeT  MeramoJica, Horo
BidyaJJbHy eCTeTUKy Ta CBITOrJISAHI LiHHOCTI
HaceJIeHHS.

Y mnaykoBii po6ori M.Adam et al. (2022)
aHaM3yeETbCA BIUIMB SICKPAaBOCTI Ta TrabapuTiB
30BHIIIHBOI pekJaMM Ha Bi3yaJbHe CHPUHHATTH

MicbKOro cepezoBuila. Jloc/aiJHUKU 3a3HA4alOTh, 1110
HaJMipHa KOHIEHTpallid Ta BUCOKA IHTEHCUBHICTb
CBiTiHHA LED-ekpaHniB CTBOPIOIOTh edekT
3acJilJIeHHs, IepeBaHTaXYIOTb NPOCTIP i 3HMKYIOTh
3araJibHy eCTeTU4YHICTb BYJIUILb.

BisyasnbHa aljeHTHKa MicTa - Ie pe3yJbTaT
rapMOHIHHOr0 TOEAHAHHA AapXiTEKTYpPHUX QopM,
npupojHoro  Ja"HAmadTy, CBITJIOBUX  pillleHb,
peKJIaMHUX KOHCTPYKL{iAd Ta CTpiT-apTy 3a3Hayae
U.Conti (2024). ¥V pocaimxenni U.Conti (2024)
Bepaincbkuii cTpiT-apT (HiMeyunHa) aHami3yeThCs SIK
IHCTpYMeHT Bi3yasbHOI coliaJbHOI B3aeMopaii. Y
PO6OTI IeTabHO JOCTIMKYEThCS, AK IpadiTi H Mypasiu
TpaHCYOpPMYIOTh MicbKe cepeJloBUlIle, B3AaEMOJIIOTh i3
rasagadyaMu Ta GOpMYKHOTh MiCIEeBY 1eHTUUYHICTb.
3HayHy yBary aBTOp NpHUAIJIUB TOMY, SIK caMe TJsja4
crpuiiMae MicbKMH mpoctip. IxHa B3saemomia €
KJII0YOBOIO Y CTBOpEHHi caMobyTHBOI aTMocdepu Ta
YHiKaJIbHOTr0 06pa3y MicTa.

Hocniguuku J.Krase et al. (2020) aHanisyrouu
baraTopiyHi ¢oTomaTepiasiu MicbKOro cepefoBHINA
CIIA, ®panuii, [Tosbuii Ta ITanii, Aidmam BUCHOBKY, 1[0
CIpPaBXHIMU TBOPLAMH MICBKOIO IpPOCTOPY € caMi
MicTHM, a He 1nOpodeciiiHi apxiTekTopu UM

3a0y/JOBHUKU. ABTOPH aKIeHTYIOTb, 1[0 CaMe XKUTeJi
HaNOBHIOKOTb MICTO XUTTAM 4yepe3 dacafHUN JeKop,
odopMJIeHHS BITPUH, 00JIalITYBaHHS CTUXIMHUX 30H
BiAOYMHKY Ta pO3MillleHHA  peJirifiHuX 4M
KYJIbTYPHHUX CUMBOJIIB.

3a BucHoBkamu gocaimkenb W. Li & P. Liu (2023)
B Makao (KuTaii) rpadirti Ta peksaMHi KOHCTPYKLii €
HeBiJJIJIbHUM eJIeMEHTOM MICbKOI KyJIbTYpH, W10

3[laTHI  KapJWHaJbHO 3MIHIOBATH  CIPUHHATTA
ypb6aHicTuyHoro npocropy. Ha 1yMKy aBTOpiB, fjU3aiiH
30BHIIIHBOI peK/JaMyd BHUCTYIAE IHCTPYMEHTOM

TpaHCAALii MicIeBol iIeHTUYHOCTI Ta maM'ATi.

3rigHo 3 pochimkeHHsaMm X. Liang et al. (2023)
HaZMipHe po3MillleHHsI peKJIaMHUX KOHCTPYKLiil Ha
MiCBKHUX BYJULAX NPU3BOAUTL 0 edeKTy Bi3yasbHOI
nosidonii. Ha AyMKy gociiiHUKIB, 30BHIllIHSA pekJaMa
BUCTYIIA€E MNOTY)XHUM 4YUHHUKOM, SKUH 3MiHIOE
BidyasibHe cepefioBuIle MicTa. BoHa mopyuiye 6anaHc
MK  MaTepialbHMMHM  06G'ektamMu  (OyZiBiAMH,
JloporaMi Ta 3eJIleHMMH HAca/PKeHHSIMH)  Ta
eMOLIiTHUM CIPUHRHATTSAM MPOCTOPY.

3rigno 3 pocaimxkeHusmu N.Vangelov (2025)
Cy4acHa 30BHILIHS pek/JaMa Mae€ aJanTyBaTHUCS [0
MiCbKOI apxiTeKTypu Ta KyJbTYPHUX Tpagulii
HacesieHHsA. JloC/MiZHWK TPONOHYE aHaJi3yBaTH
MOBE/IHKOBI MOJieJli CIIOKUBAYiB Y peXKHUMi peasibHOTO
yacy, 10 [J03BOJIAE CTBOPIOBATH peJieBaHTHUH
KOHTEHT, IKUM TapMOHIMHO BIUCYETbCA B MICbKUU
apxiTeKTypHUH JaHAAPT.

AHnanizyrouu pekJsiaMHi 6i160pau B JKOK'sIKapTi
(Inmonesia) C.I. Liyana et al. (2021) gii1m/iu BUCHOBKY,
1110 peKJIaMHi HOCIi CJIyTYI0Tb aKTUBHUM IPOCTOPOBUM
eJIeMEeHTOM, IKHUH CTPYKTYPYE Ta CIPSIMOBYE KUTTHA
MicTa. Y po60Ti 4iTKO NPOCTEXKYETHCH, sIK BepbasibHi Ta

Bidya/JbHI  eJleMeHTU  peKJaMU  KOHCTPYHITb
CcycnizbHy imeHTH4YHiCTP Ta HaB'sI3yIOTb IEBHI
ifeoJsioriyHi morasgAM, BUXOJASAYU JajJeKo 3a Mexi

3BUYalHOI TOPTiBJIi.

OuiHka Bi3yasbHOro 3abpyZjHeHHS B LEeHTpi
I'Hesno (Ilospwia), ssky BukoHasau K. Borowiak et al.
(2024) Ha oOCHOBiI ayguT-ZOCHI/PKEHHS Ta [JYMOK
MeIIKaHI[iB, MATBepAW/a: peKjJaMa Ha OyJUHKaX
WKOAUTb  MicTy. BoHa fie 4K  Bi3yaJbHUH
3a6py/ HIOBaY, HiBeJIIOI0YHU yHiKaJbHUI
apxiTeKTypHUH o06pa3 Ta MNOLIKOMXyl4yu ddacajau.
JocaigHuKyM 3BepTalTb yBary Ha TpU TOJIOBHI
npo6JieMu 30BHIIIHbOI pekJIaMu: Bi3ya/bHe
nepeBaHTaXeHHA MICbKOI'O IMPOCTOPY, BiJABOJIIKaHHA
yBaru BOJIIB Ta CBiT/JIOBe 3a0py/HEHHS, sIKe 3aBJla€
JUCKOMQPOPTY MEIIKAHIISM.

3rigHo 3 pe3y/nbTaTaMU ONUTYBaHb Ta MOJbOBUX
Jocaipxkenb, npoBefeHux E.Gelan (2025), xuteni
Annuc-Ace6u (Edionis) BUABJSAIOTL HE3a10BOJIEHHSA
HaZAMipHOIO KiJIbKICTIO peKJIaMHUX KOHCTPYKLiH, IXHIM
pO3TallyBaHHAM MOGJHU3Y iCTOPUKO-apXiTEKTYPHUX
NaM'ITOK, a TaKOX 3aHA/JTO SCKPaBUM MifcBidyBaH-
HSM. ABTOp BUJIJISIE HU3KY KJIOYOBUX PakTOpiB, 1110
BUK/IMKAOTb BIiATOPrHEHHA MXKUTEJAMHU: HaAMIipHY
KOHLEHTpALil0, XaOTU4YHEe pO3TallyBaHHA KOHCTPYK-
Lil, AUCTapMOHIA 3 apXiTEeKTypow MicTa, BiACYTHICTb
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4yiTKOI HOpMaTHUBHOI 6a3U Ta BiCYyTHICTb KOHTpPOJIIO, a
TaKOX IXHIH JAucOHaHC i3 3araJbHUM MiCbKHUM
Ju3aiiHOM. [lOCJIJHUK HaroJomye, M0 CyBOPHUH
KOHTPOJIb 3a 30BHIIIHbOIO PEKJIaMOI0 HEOOXiJHUHN /15
30epexxeHHs BidyaJibHOI MPUBaGIMBOCTI MicTa.

3rinno 3 pocaimxkenHsam M. Kozak (2022),
npoBegenuM y Jlw6uaini ([losbma), kpinjieHHs
peK/IaMHUX IUTIB Ha dacajax pyHHye aBTeHTUUHHUH
BUTJIAA, OyZiBesb, HaCJHiJKU SKOi CTAlOTh OCOGJHBO
OYEBHUAHUMHU TicJAsl JeMOHTaXy KOHCTPYKUik. Sk
Bi/[3Ha4Ya€ aBTOp, HaJAMipHa pekJaMa € OJHUM i3
KJIIOUOBUX YHWHHUKIB pPyWHYBaHHS apXiTEKTYpPHOIO
BUTJIAAY OV /iBeJib.

lllBugka ypb6aHizalis CcTBOpWJA  30BHILIHIO
pekJsaMy o6siny4siM MicTa. Sk 3a3HavarwTs Jialing Chen
et al. (2025) 1e AUKTYE rocTpy NOTPeOY Yy CTBOPEHHI
YiTKUX KPUTEPIiB [/ OLiHKH Il eCTETUKU.

Anani3 mpanp 6araTbox iHO3eMHHUX JOCJiTHUKIB
MOKa3ye, 1[0 IKICHUW peKJIaMHUH HOCiH Mae 6yTu He
JIMILe IPUBEPTATH yBary JIAKOHIYHICTIO | KOHTPacToOM,
a i rapMoHilHO JIOTIOBHIOBATH MiCbKHUH
apxiTeKTypHUH  JjaHAwWadT. Takok  KPUTHYHO
B&)KJIUBUM € JOTPUMaHHSA €TUYHHUX HOpPM: IOBara Jjo
rPOMa/ICbKOr0 MpPOCTOpY, MiCleBUX TpajuLlii Ta
KyJIbTYpPHUX LIIHHOCTEMN.

YKpalHCbKi HayKOBILi TaK0X NMPUJIIAITbE 3Ha4YHY
yBary JOCJIIKEHHIO 30BHIIIHbOIL peK/IamMu,
30Cepe/pKy4MCh Ha KpUTepisx il Bi3yaJbHOI Ji€BOCTI
Ta rapMoHiliHOro NOEAHAHHA 3 MiCBKUM
apXiTeKTYpHUM JIaHAIAPTOM.

Hocniguuky, 3oxkpema LB.IloHomapenko Ta iH.
(2025), miaKpecI0I0Th NOTYKHUH BIJIUB Bi3yaJbHOTO
oToueHHs (apxiTekTypa, MeAia, pekaama, udpoBi Ta
JU3alH-pillleHHs) Ha CoIjiaJibHi B3aEMOJIl, 3a/a04u
CTaHJApTH TNOBeJIHKA Ta (OPMYIOUYHU KYJIbTYPHI
opieHTMpU cycnisibcTBa. Ha JAyMKy HayKOBLIB,
30BHIIIHA  peKJaMa Ta  eJleMeHTH  MicbKoro
6/1aroyCcTpol0 TMOBHMHHI rapMOHIHHO BIHCYBaTHUCS B
apxiTeKTypHHUH aHCaMObJIb.

Ha nepekonanus A.M. Ocaguoi (2024) rapmoHiiiHa
iHTerpaunisi 3aco6iB 30BHIilIHBLOI peksaMu (6aHepiB,
6i160paiB, ciTinalTiB) y MicbKUI IPOCTip A,03BOJISIE HE
JIMIlle JOCATTHU KOMepLiiiHoI MeTH, aJie i 3a6e31e4uTU
iX COpUHHATTS  CYCHJILCTBOM $IK  IMOBHOLIHHI
€CTeTHUYHI eJIeMeHTH.

Ha pymky JI.B. [lnykui (2021) 6asanc Mk ¢pyHK-
L[iOHa/JIBHICTIO Ta €CTETUKOK € T0JIOBHOIO YMOBOIO
epekTUBHOCTI pekyslaMHUX Hociit. CBOI BUCHOBKU
aBTOp MiAKPINUB JOCHIJPKEHHAM Pi3HUX peKJIaMHUX
KOHCTPYKIIiH, aKI[eHTY04YH YBary Ha Cy4yacHUX 1udpo-
BUX HOCifIX, pO3MillleHHs KX BUMara€ rJM60KOro
aHaJi3y 0co6MBOCTeH MicbKoro aHAMAaQTY.

Hocniguunga H.E. HoBocenbuyk (2020) 3BepTae
yBary Ha Te, L0 HAJJUIIOK 30BHILIHLOI peKJaMH
CTBOPIOE Bi3yaJIbHUM XaoC Ha BYJULUAX YKpalHCbKUX
MicT. ABTOpKa NPONOHYE BHUPILIUTH IO NpPOGJIEMY
IIJITIXOM CTBOPEHHSI YHiBepcaJbHUX NpaBUJI [JJid
peksaMy, fKi JONOMOXYTb 36eperTd iCTOPUYHY
CMaAliHy, 06'€AHaBIIM  3YCW/UIA  €KCHepTiB,
3aKOHO/IaBIiB Ta KOMePLiITHOTO CEKTOpY.

3a cnocrepexeHHaMu H.O. EBTylieHko Ta iH.
(2023) y nepioJ1 BOEHHOTO CTaHy Cy4YacHa 30BHIiIIHSA
peksamMa B YkpaiHi BuHLOLIAa 3a Mexi CcyTo
KOMepLilHOro iHCTpyMeHTY. BoHa cTasa iHAuKaTopoM
naTpioTU3My, 10 CYyTTEBO 3MIiHWJO Bi3yaJbHUH
JaHamadT MICT Ta IXHE COPUUHATTS CYCHiJIbCTBOM.
ABTOpYM 3a3HavyalTb MiJ 4Yac BiHHM pek/JaaMa
TpaHcdopMyBasacs B IHCTPYMEHT MNaTpPioTHYHOTO
BUXOBAHHA Ta MiJTPUMKHY, 1110 BUBOAUTD Ii BIJIUB Ha
CYCIIJIbCTBO Ha SKICHO HOBUM piBeHb.

Ha pymky M.MenbHuka (2023) BnpoBa/pKeHHS
iHHOBaliMHUX peKJaMHMUX HOCIiB, TakuX K 1UPpoBi
eKpaHu Ta MeJiadacajy, B apxiTeKTypHe cepeJloBulile
CIpusie Bidya/lbHOMY 36arayeHHIO ByJIU1b, 3pOCTaHHIO
piBHA  Micbkoro koMdopTy Ta  36iJbIIEHHIO
npubyTtkoBocTi  migmpueMcTB. CepeZs,  TOJIOBHHX
rnepeBar aBTOpP BHOKPEMJIIOE OHOBJIEHHA MIiCBKOI
iHdpacTpykTypH, GopMyBaHHSI HENOBTOPHOIO iMi/Ky
MicTa Ta MNOTYXXHe 3a/lyieHHs I'POMaJICbKOCTi Mpu
JU3aiHi peK/JlaMHUX HOCIiB.

30BHIiHA peksiaMa, 3a BU3HadyeHHAM 0.0. banon
(2020) € O00OOB'I3KOBOKD  CKJIQZIOBOKD  MiCBKOTO
cepeloBMIA, L0 BU3HA4Yae HoOro  Bi3yasbHY
NpUBaGJIUBICTh, JUHAMIKY Ta 3arajbHe CIPUHHATTS.
OckiZIbKM 30BHILIHA pekJaMa € HeBiAAIJIbHOI
CKJaJl0BOI0 Micbkoro JaHgmadTy, nigxix pgo 1i

po3mMilleHHs ~ Mae  OyTH  KOMIJIEKCHUM  Ta
36as1aHcoBaHUM, HaroJouye 0.0. BasoH.
Jocnigaukn  [.Il.€BceeBa Ta iH. (2017)

NepeKOHaHi, 110 eJeMeHTH 30BHILIHbOI peKJaMHu Ta
HaBirauil MalwTb OpraHiyHO  BIMCYBaTHUCA B
apxiTeKTypHUi aHcaMGJb. [XHA KaH040Ba QyHKIia -
CIIPUATA IMpOMoOLii MOCJAYr, CHPOLIYBAaTH MICbKY
opieHTawir, iHpopMyBaTU Ipo 06'€eKTH Ta GOPMyBaTHU
Cy4yaCHUH BUIJIAJ MicCTa.

Ha nymky M.B. KoBiHbko Ta iH. (2025) sIK XaoTHYHA
peKJiaMa, Tak i rapMOHiHO iHTerpoBaHi iHpopmaniiHi
eJleMeHTH, € BaXXJIMBUMU YNHHUKAMH, 1[0 $OPMYIOTh
BidyaJlbHe CHPUMHATTH OKpPeMUX MiKpopailoHIiB Ta
MicTa B LijJioMy. Y mnpaufx JAOCAiLHUKIB Micbke
cepe/loBUILe PO3TJIAJAETCA K KANYOBUH KOHIEINT,
o BifjoOpakae MpUpoAy MicTa K NPOCTOPY [JJIs
KOHI[eHTpallii HaceJeHHA Ta SAK (YHKIiOHaJbHOI
CUCTEMH, BaXK/JIMBOI JJis CYCIIZIBHOTO PO3BUTKY #
[IPOCTOPOBOI opraxizawuii TepuTopii.

Hocniguuug H. [satox-Borateko (2024) 3a3Hayvae,
o xo4ya pi3HOMaHiTHa 30BHilIHA pekjgama (Bif
6i6opAiB 0 MeaiaekpaHiB) MilHO BmnucaJjacsi B
MiCbKMM MeH3a)X, BOHA 4YaCTO MOpYIIyE Bi3yaabHY
rapMoOHil0 Ta eCTeTUKy Cy4yacHOTo ypO6GaHiCTUYHOTro
cepelOBUIIA.

Hayxogenp C.A.IleTpamyk (2023) nepekoHaHUH,
10 Cy4yacHi iHHOBalil He BHUTICHAIOTH TpaAULIiMHI
BUBICKM 3 HaTypa/IbHUX MaTepiasiB (kaMeH!o, AepeBa
Yy MeTaJsy). SKIo Taki eJleMeHTH BJJaJIo iIHTETPOBaHi B
MiCbKMI IPOCTip, BOHU IepPETBOPIOIOTHCSA Ha CIIPaBXHi
BUTBOPHU MUCTELTBA, HaJ, AKUMU He BJIaJHI aHi yac, aHi
MiHJIMBAa MOJia.

Hocaiguuku 0. [onsikoB Ta iH. (2025) migkpecJto-
I0Th, L0 aJAMNTallisi peKJiaMUd A0 HOBUX IUPPOBUX
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peaJsiili Ta KpU3 BUMAarae€ 3MillleHHS aKL,eHTiB Ha iHTe-
PAaKTUBHICTb, JOTPUMAHHS €TUYHUX HOPM i TIMOOKY
[epcoHasi3alilo MapKeTUHIOBUX NIOBiJOMJIEHb.

He3Bakaroy¥n Ha 3HA4YHy KIJbKICTb HAyKOBHUX
npanb, IPUCBAYEHUX aJlalTalil 30BHIIIHbBOI peKJIaMu
[0 MICBKOIO cepe/lOBHMILNA, IUTAaHHA apXiTeKTYpHO-
XyJIO’KHbOI BiZIMOBIIHOCTI peKJaMHUX HOCIiB JU3alH-
KOZYy Ta 3arajibHid CTUJICTHULI MiCcTa 3aJUIIAETHCA
HeJ,0CTaTHbO BUCBITJIEHUM.

MeTow fgocCaif)keHHs € OLiiHKA 30BHIIIHbLOI
pekJiaMu MictTa Ha OpeaMeT ii  Bi3yaJbHOI
BiZIMOBITHOCTI apXiTEKTypi Ta JOTPUMAHHIO MiCBKOTO
JU3alH-KoAy. 3aBJaHHA [JOCHIpKEHHA - IJISIXOM
[IpOBEeJeHHA €KCIepTHUX Ta COLI0JIOTIYHUX
ONUTYBaHb BHU3HAYUTU CTYNiHb IHTErpoBaHOCTI
pPEKJIaMHUX HOCIIB B apXiTEeKTYPHY KOHLIEMNLio MicTa.

MATEPIA/IU TA METOAU

Jocnifi>xeHHs I'pyHTY€ETbCA Ha NOEAHAHHI AKICHUX i
KIJIbKICHHUX METO/IB, JOMOBHEHUX MeTOoJaMHu
cucTeMaTvsalil Ta ysarajibHeHHs. fIKiCHUK aHasi3
CKJIaZlaBCAd 3 KOHTEHT-aHaJ/li3y peKJaMHUX HOCIIB Ta
BUBYEHH4 JIITEPATypH, L0 LO3BOJUJIO BIIOPAAKYBATH

HasiBHy Teopil0 Ta JAojJaTH HOBY iHdopmalir.
KinibkicHUll MeToZ - ONWTYBaHHA Ta aHKeTYBaHHA
3abesneunB 36ip 1 aHaMi3  CTPYKTYpOBaHUX
CTaTUCTUYHUX JAHUX.

IHTerpanisa cy4acHol 30BHILIHBOI peK/JaMH B
ypb6aHi3oBaHe cepefOBUILEe 3JIMCHIOETbCA Yepes
po3ranyxeHy cucteMmy HociiB. [lo HUX HaJjexaTb fK
cTanioHapHi KOHCTPYKIil Ta pacajiHi eleMeHTH, TaK i
MO06inbHI 06’ekTHM ¥ cnoenjasizoBaHi KpeaTHUBHI
¢dopmaTy, 30KpeMa, aepocTaTH Ta achanbToBa rpadika
[21].

Halikpaumm [Js1 peksaMicTiB € po3MilieHHs
pek/aMu 6e3nocepeJHbO Ha OyAMHKax. [ He MpocTo Ha
PS0BUX OYAMHKAX, 2 HA HAUOIIBII TpeCTaBHUIbKHX,
€CTeTUYHO BUPA3HUX, BKJIIOYAIYH i maM'aTKH icTopil
Ta KyJbTypd. 3O0BHIIIHA pek/jaMa 6e3mnocepesHbO
BIUIMBA€E Ha BUIJAJ MicTa: BOHA 3JaTHa 4K
JIOTIOBHIOBATH apXiTeKTypy Ta CTBOPIOBATH Bi3ya/bHY
rapMoHilo, Tak i cHOTBOpoOBaTH ii, NOPYLIYIOUYU
3araJIbHUHM eCTeTUYHUH GaJsiaHC.

Knro4oBuil BIJIMB 30BHIIIHBOI peKJaMHU Ha
apxiTeKTypy THoJisiraE 'y KapAWHaJbHIM  3MiHi
Bi3yaJIbHOT'0 CIPUHHATTSA Micbkoro npoctopy (Puc. 1).

[ AcneKTH BIUTUBY 30BHIIIHBOI peKIaMu ]

CtBopeHHs1 aTMOchepu
(AcKpasi expanu ma 8UBICKU CMEOPIOIOMb HCBAGUIL, CYUACHUTL 8ULTIAO0

MezanoJicy)

BisyanbHuii AucoHaHc
(He6NOPSIOK0BAHA PEKIAMA PYUHYE eCIEemuKy MiCma )

Indopmaniiina pyHkuis
(peKnammi KOHCMPYKYIL Cy2yroms iHGOPMAYIUHUM HOCIEM

Hiune mincBiuyBaHHs
(pexnamui nosepxHi niosuwyoms 6e3nexy 8yiuyb)

CouianbHuii BIUINB
(BosHiwHil 8UTSIO MICIMA BUBHAYAE KOMGPOPM 1020 HCUmenia)

PucyHoK 1. OCHOBHI acnieKTH BIJIMBY 30BHILIHbOI peKJaMU

J>KepeJio: y3araJbHeHO aBTOpaMH

30BHILIHA peKJlaMa iCTOTHO BIJIMBA€ Ha MicbKe
cepeioBU1IEe, GOPMYIOUH BidyasbHUM BUTJISAZ, BYJIHIb,
BIUIMBAIOYU HA CHOXKHUBYY INOBEJIHKY Ta COLiaJbHI
npouyecy. KiodoBi acmekTH 30BHILIHBOI peKJaMHu
BKJIOYAIOTh CTBOPEHHSA YHIKaJIbHOI AWHAMIKU MiCTa,
BisyasibHe 3a0pyZHeHHS IPU HAJIJIMIIKY KOHCTPYKI[il,
dopMyBaHHSI  CHOXHBYMX TIIepeBar, a TaKOX
TpaHCJASALI colfiasbHuX cMucaiB (Puc. 1).

L1 npvBEepHEHHS yBary, npe3eHTalil TOBapiB 41
iHpopmalii Ha BUCTaBKax, y TOProBUX 3ajaxXx Ta Ha
BYJIMIIIX BUKOPUCTOBYIOTbHCS Pi3Hi BUJU MOOIIbBHUX Ta

CTaliOHApHUX KOHCTPYKLiM peKJaMHHUX CTEeHJAB.
Cepen Hux [22]:
= Mo6inbHi cmeHdu: Roll-up (posepni), X-banner
("nasyk"”), Pop-up, 6ykaemHuyi - nopmamusHi
peKJIaMHi CHCTeMH, 110 Bipi3HAIOTHCS MBUKUM 6e3
iHCTpyMeHTaJIbHUM MOHTAXKEM Ta JIETKOK Barolo.
= ToproBi POS-crenau — 1e cneuianizoBaHe
OpeHgoBaHe 00Js1a/iHaHHA (Big aHr. Point of Sale —
Miclle @Opojaxy), IpuU3HauYeHe [Jas  3pYy4yHOI
BUKJA/JIKY, 30epiraHHsa Ta peKjaMu ToBapiB.
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= [HopmayiliHi pekaamHi cmeHIU - Lie cllelliabHi
cTalioHapHi a60 M0GiIbHI KOHCTPYKIIiT (IIIUTH, MaHeTi,
JIOILIKH) i3 MJIaCTUKY, METaTy YH CKJIa, IPU3HAYeHi JJIs
pO3MillleHH  peKJaMHHUX  MaTepialliB,  HOBWUH,
OroJIOLIEHb Ta JJOKYMEHTIB.

= Bucmaekogi pekiamHi cmeHou - 1ie CreliaJbHO
06s1aZiHaHi, YacTo MOGUIbHI KOHCTPYKLii (Kapkacu 3
O6aHepaMH, BiTpHHaMU), MPU3HAYeHi A/ Mpe3eHTanii

TOBapiB, mnocayr Ta OpeHJy Ha BHUCTaBKax,
KOHQepeHIIisX Ta MPOMO-aKIlisiX.

= Byauuni  koHcmpykyii:  Binbopdu, wumu,
wmeHdepu - BeJIMKOrabapUTHI cTallioHapHi
KOHCTPYKLii Ha BUCOKIH onopi.

* QacadHi peknamHi naveai - 1 BHUCOKO-
edpexkTUBHI 30BHIiWIHI KOHCTpyKUii (cBiTA0AIOAHI
ekpaHu, Megiadacagu, JaWTOOKCH, KOHCOJIi), IO
MOHTYIOTbCI Ha  OyJWHKax [AJsd  TpaHCaAnil

JIMHaMi4YHOTO KOHTEHTY, TEKCTY abo rpadiku.

o Toprogi (POS-crermn)

— Mo06inbHI cTeHan

= BucraBkoBi pekiiaMHi CTEHIN

= THdopmaniiiHi pexraMHi cTeHaAn

Buu pekiiaMHEX CTEH/IIB
[l

®dacaznHi pexsiaMHi TaHeml

Bynuuni KoHCTpyKIIii

PucyHok 2. OCHOBHi BUiU peKJIaMHUX KOHCTPYKLii
JKepeso: cucTeMaTU30BaHO aBTOpaMHU

PekslaMHI CTeHAU TaKOX JAiJNSTbCS Ha CTAaTHU4YHI,

3MiHHI Ta IHTepakKTWUBHI, BiApi3HAOYUCL 3a
MaTepiajaM{, pO3MIpOM 1 MicieM poO3MilleHHA
(Puc. 2).

@dacagHi pekyiaMHI  naHesi  3a6e3Me4yOTh
MaKCHMMaJlbHe T[IpMBEpPHEHHSI yBark 3a pPaxyHOK
ACKpaBOro cBiTJIOAioAHOTO NiJCBiYyBaHHS,

KpeaTUBHOTO JW3alHy Ta pO3MillleHHsI B 30Hax
BHUCOKOI MNPOXiZHOCTi, MNiJABUILIYIOYM BIi3HABAHICTb
OpeHay Ta 3a0e3Medyylodd IiJ0J060BY BHIHUMICTh.
BapiaHTH KOHCTPYKTUBHOTO pimieHHs ¢acagHux
peKkJlaMHUX MaHesell MOXyTb 6yTH pisHuUMU. Cepef,
OCHOBHMX BU/IiB MOKHA Ha3BaTH TaKi:

o QDacadui LED-ekpaHu - 1 BUCOKOSICKpaBi
BYJIMYHI CBITJIOAIO[HI CUCTEMH, 1110 BCTAHOBJIIOIOTHCA
Ha OyJMHKax AJIs AeMOHCTpalii JUHaMi4HOI peKJaMu
Ta CTBOPEHHS1 CcydacHUX MefiadacaniB. BoHu
npamipooTh Ha 6a3i LED-texnosorii (SMD, DIP),

npuBepTarouu 6Gisbme 95% yBaru ayauTopii 3a
paxyHOK BUCOKOI fCKpPaBOCTI Ta KOHTPACTHOCTI,
3aJIMIIAYMCh BUJUMUMU HABITh 3a ICKPaBOI'0 COHIIS.

e Mediagpacadu - e MacIITAaOHUHN CBIT/IONI0JHU T
(LED) exkpaH, iHTerpoBaHuil 6Ge3smocepefHbO B
apxiTekTypy OyAiBJIi.

e (gimusodiodni (LED) naHesai ma pyxomi psaoku —
Le cy4yacHi npuctpol Ha ocHoBi LED-texHoJiorii, Ha
SAKUX BiJJlOOPaKAETBCSA TEKCT, 110 PYXAETHCS, a TAKOXK
npocTa rpadika 41 4ac IKi BUKOHYIOTb.

e Jlaiimb6okcu (cgimsaoei kopobu) — 1ue 06'eMHi
peKJIaMHi YM iHpopMalliiHi KOHCTPYKIIii 3 BHY TPillIHIiM
NiACBiYyBaHHAM, AKi CIYTYIOTbh SCKPaBUMU BUBiICKaMHU
abo eneMeHTaMu iHTep'epy.

e KoHcoabHI susicku (a6o naHe/nb-KpoHWMeUHU)
— Lle peKJaMHi KOHCTpyKLil, AKi KpimaaTbcd [0

dacagy  OygmiBai Ha  GiYHMX =~ KpOHUITEHHax
[epneHJUKyJdpHO A0 CTiHH, MOTOKY MiIIOXOZIB Ta
TPaHCIIOPTY.

I'pamoTHa iHTerpoBaHi ¢acajaHi pekysaMHi naHesi
NOEJHYIOTh pPeKJaMHy OYHKIiI0 3 apXiTeKTypHUM
JleKOpoM OyJiBeJsb, NepPeTBOPIOIOYHU iX i3 3BUYANMHUX
KOHCTPYKLiA Ha JWHAMi4HI eJleMeHTH MIiCbKOro
cepenouma (Puc.3). Ilpu BcTaHOBJIeHHI ¢dacagHUX
pPeKJIaMHUX KOHCTPYKIil Ba>KJIMBO BPaxOBYyBaTH iXHIO
BiANOBIAHICTb apXiTEKTYpHOMY CTUJIIO Oy AiBi.

30BHIlLIHI pek/IaMHi HOCii HAZlalOTh CylepeYnBUN
BII/IUB Ha MiCbKe cepe/ioBUILe, BUCTYNAIOTb OAHOYACHO
JoKepeJioM  JI0AaTKOBOTO  OCBITJIEHHA  BYJIMIb,
HiATPUMYIOTE COLia/bHi iHiLiaTUBY, iHGOPMYIOTH PO
3aX04y Ta CHPHUATb EKOHOMIYHOMY PpO3BHUTKY 3a
paxyHOK IHBeCTHLHd y pek/JaMHi KOHCTPYKLii Ta
dopMyOTh JUHAMIYHUN BUTIJISAJ MeramoJiicis, aje nIpu
Ha/JIMipHOMY BUKOPHUCTAaHHI CIOTBOPIOIOTh apXiTEKTypy
Ta IepeBaHTAXYHTb CHPUHHATTA. [0 NO3UTUBHUX
BIJIUBIB peKJaMHUX HOCIIB Ha MiCbKe cCepe/OBUILe
MOXKHa BifHecTH pi3Hi pakTopu (Puc. 4).

[Ipy npaBU/ILHOMY IIJIaHYBaHHI 30BHIIIHA peK/iaMa
NepeTBOPIOETLCS i3 CYTO KOMePLiMHOro iHCTpyMeHTy
Ha yHKLiOHAJbHY 4YaCTHHY MiCbKOTO HPOCTOpY.
30BHILIHA peKJlaMa MO3UTUBHO BIJIMBAE Ha MicCbke
cepefiOBUILEe, BHUCTYNAKOYU €JIeMEHTOM BedipHbOTO
OCBiTJIEHHS1, Bi3yaJIbHO MNOXKBaBJIOIOYM JIAHAWADT Ta
dopMyrOUM JUHAMIYHUN BUTJsS] MeramoJicy. fKicHi
KOHCTPYKULIl  HiATpUMYyIOTb  KyJbTYypHi  3axojy,
3a6e3mevyloTh JI0JATKOBY 06e3MeKy 3a paxXyHOK
MiCBiYyBaHHs, CIIPUAOTH €KOHOMIYHOMY PO3BUTKY Ta
YacTo iHTerpyThcs A0 Micbkoi apxiTekTypH (Puc. 4).

YcnmimHa iHTerpanif 30BHIIIHBOI peKJaMH [0
MIiCBKOTO  CepefjoBHIIA BHUMarae 6ajJaHCy  Mix
KOMepLiiHUMHK  iHTepecaMu Ta  306epeKeHHSIM
apxiTeKTypHoi  LiHHOCTI Micta. Y ToM 4ac

HEKOHTpOJIbOBaHE PO3MillleHHA peKJaMHUX HOCIIB
4acTo CyNnepeyuTb NPUHLMIIAM KOMPOPTHOTO MiCbKOT0
cepeJiOBHUILa, CTBOPIOKOYU Bizya/IbHUU hyM,
CMOTBOpIOIOYM  icTopuyHi  dacagu Ta dopMyrodu
BisyasibHe 3abpyAHeHHA. /Jlo HeraTMBHUX BIJIUBIB
30BHILIHBOI pek/JlaMM Ha MicbKe cepeZijOBUIE MOXKHA
BisiHecTH Taki pakTopu (Puc. 5).
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®acanni LED-expanu

(Outdoor)
K . . Buan
OHCOJIbH1 BUBICKH (bacam{nx MeJ:[latl)aca):[H
pexIaMHUX
naHeJeu
JlaiiT60KCH (CBITIOBI CBITIIOIIO0H]

KOpoOm)

TIaHEeNi/01Kydl psAAKA

PucyHok 3. OcHoBHi Bu/iu pacaHUX peKJIaMHUX NIaHeJ el

J>KepeJsio: cuCTeEMaTU30BaHO aBTOPAMHU

BizyanpHe OXBaBICHHS
— (cmsoprotome npusadbusull i
He3a6ymuii 6uiso)

InenTudikamis Miciist
(ModiCymb CImamu cumeoiamu Micma,)

CoMioKyIbTYpHE 3HAYCHHSI
(niocsiuyroms coyianbHi npobaemu)

Em6GienT memia (Ambient media)
(cmeoprooms eapmonitinuii on Ons

npocmopy)

IHTerpariis 3 apXiTeKTypoIO
— (cmarome YacmuHoIO apXimexkmypHo2o
ancamonio)

HOCIIB Ha MiCbKe cepe1oBHIIe

VYHikanpHa atMocdepa Ta HiuHe
— MiJCBITyBaHHS MiCTa
(cmesoproioms sCKpagy ammocgepy)

ITo3uTHBHUIA BIUIUB 30BHINIHIX peKJIAMHHX

ExoHOMI4Ha KOpUCTH
(cnpusiioms pos3sumky 0izHecy)

PucyHoK 4. [103WTUBHUH BIJIUB 30BHILIHIX
peKJIaMHUX HOCIIB Ha MiCbKe cepeoBulLe
JepeJio: y3araJbHeHO aBTOpPaMHU

He3Baxaloun Ha MO3UTUBHUU edeKT, HAJJINIIOK
30BHIIIHBOI peKJlaMU HEraTUBHO BIIJIMBA€ Ha MiCbKe
cepe/loBHIEe,  CTBOPHIOYHU Bi3yaJibHUH mym,
pyUHYIO4YM  apxXiTeKTypHUH  006pa3  icTopuUYHHX
OyZiBesb i 3HIXKYIOUU Oe3MeKy JOPOXKHBOTO PyXy.
Hag/nimok KOHCTPYKIIA BUKJIWKAE y MeNIKaHIIiB
MICUXOJIOTIYHUN JuckoMdopT, ¢opMye HemoTpiOHI
NOTpebu Ta 3axapallye CyCHiIbBHUK  TNPOCTip,
MOPYLIYIOYM eCTETUYHY TapMoHir ByJaunb (Puc.5).
Jns MiHiMi3arii HEeraTHUBHOTO BILJIUBY

3aCTOCOBYIOTBbCSl JAW3alH-KOJH, IO perJaMeHTYIOTb
po3Mip, CTHUJb Ta Miclle pO3MillleHHd peKJIaMHHUX
KOHCTPYKIiH.

PE3Y/IbTATU TA iIX OBFrOBOPEHHA

Juis  [OCATHEHHA  IOCTaBJeHOI  MeTH  LbOTO
JOCTIP)KEHHS BHUKOPUCTOBYBAJIUCA AK SKIiCHI, Tak 1
KiJIbKiICHI MeToAM [OOCHi[KeHHS, a TaKO0X MEeTO[,
cucTeMaTH3alii Ta y3arajbHeHHs. fKicHMH aHasi3
BKJIIOYAB KOHTEHT-aHa/li3 ICHYIOYMX peKJaMHUX
HociiB, a TakoXx 36ip Ta aHasi3 JiTepaTypHUX [aHUX,
10 /[03BOJIMJIO CHCTEMAaTU3yBaTH 1 y3araJlbHUTH
HasgBHI TeopeTWYHI MaTepiaJu 1 JoJaTU HOBY
iHdopmarito. KinbkicHu# METOJ, BKJIIOUAB
ONMTYBaHHS MiCLeBUX KUTEJIB Ta rocTed Micta JJis
300py CTaTUCTUYHUX [JaHHUX, CIPSAMOBAaHUX Ha
00'€eKTUBHY OI[iIHKy CTaBJIEHHSI MeIUKaHI[iB [0
30BHILIHBOI peKJIaMH LUJISAXOM 30MpaHHsS Ta aHasli3y
CTPYKTYPOBAHUX JJAHUX.

36ip maHuX 3[iMCHIOBAaBCA LUISXOM BYJUYHHX
iHTepB'l0 Ta eKCNepTHUX ONUTYBaHb y POOOUYUX
kabiHetax. [lif ~4ac oNUTYBaHHA  Y4YaCHUKHU
CKOPDHCTA/JNCA MOMJIMBICTIO 00paTh BapiaHT 3
nepestiky abo BIIMCATH BJIACHUM.

Y npociimkeHHI 3acTOCOBYBasMCA [JBa MeTOLHU
360py nepBUHHOI iH$oOpMalLii: eKCrIepTHE ONMUTYBaHHSA
Ta iHTepB'lOBaHHA TOpPOJsH, 3acHOBaHe Ha
6esnocepeJHbOMY yCHOMY CHiJIKyBaHHI  4epes
NUTaHHA Ta iX ¢ikcanito. Jo eKcriepTHOr0 ONUTYBaHHS
YBIMILIM ciBpOGITHUKY /lenapTaMeHTy apXiTeKTypu
Ta MicTOOYAyBaHHs, sIKi BiiMOBial0Th 32 30BHIlIHIN
BUIJIS[, MiCTa, a TAKOX pEeKJaMOJaBLi (BJIACHUKU
IIUTIB, KOHCTPYKIil) Ta pekjaMHi areHTU. Bcboro B
eKCIepTHOMY ONUTYBaHHI B3fJI0 y4yacTb 32 0co6uU
(13 mpeacTaBHUKIB Baagd Ta 19 mnpeacTaBHUKIB
6izHecy).

3arajoMm B iHTepB'IOBaHHI B35J0 y4YacTb
457 MemkaHI[iB Ta rocted Micta BikoM Big 16 g0
75 pokiB, fKi MaloTh pi3HUH piBeHb OCBiTH Ta
colliasibHO-IpodeciiHOro CTaTycy, NpPOXUBAKTbL Y

pi3HUX paiioHax MicTa, 1110 3a6e31evunsIo
penpe3eHTATUBHICTb BUOIPKM Ta JOCTOBipHICTH
oTpuMaHux gAaHux. CouioJsioriyHe JOCJiIPKEHHS
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npoxoausio npotsarom 2025 poky y micti UYepkacu.
MeTow  pgociipkeHH CTaJl0 BUBYEHHS  piBHA
BiZIMOBIJHOCTI 30BHIIIHIX pEKJaMHUX HOCIIB [0

Micbkoi apxiTekTypu. Y Tabnui 1 HaBeeHO PO3MOAia
ONUTaAHUX 3a NpodeciaMu.

3axapawenns apximexmypHoeo
obpazy micma

Cnomeopenns ecmemuku
MiCbK020 cepedosuiya

Bioeonixkauns ysaeu 600iie ma
niuoxo0ie

Biocymuicmo eounozo cmunio ma
2APMOHIT 3 MICOKUM
cepedosuiyem

Mackysanns apximexmyprux
ocobausocmeti 6yoisens

Bizyanvue 3a6pyonenns 006Kinis

PucyHok 5. HeraTuBHUI BIJIMB 30BHIIIHBOI pEKJIaMU Ha MiCbKe cepeIoBUlIe

ﬂ)KepeJIO: CUCTEeMAaTHU30BaHO aBTOpaMH

Ta6auns 1. Po3mo/iiyl pecioHIeHTiB 3a npodeciamu

PecnnongeHTHn OcBiTAHU 3ao6¥Baq1 Z[epmaBm. Hpa.mBHHKH [Hmi Bcworo
OCBiTH cayx60BIi 6isHecy
Pesugentu 44 135 38 63 51 331
l'ocTi MicTa 11 34 12 47 22 126
Bcboro 55 169 50 110 73 457
Jlkepesio: ck/1a/ileHO aBTOPaMM Ha OCHOBI BJIACHOT'O OMUTYBaHHSA
Posnoain peCnoH/eHTIB 3a npodeciiMi  TEXHOJIOTiYHOro yHiBepcHUTeTy (HATY), AKI
JIEMOHCTPY€ pi3HOMaHITHICTh 3aHHATOCTI, Jle 3HaYHy  JA0OPOBIJBHO JONOMarajy aBToOpaM.
YaCTKy CKJaJaloTb MNpaliBHUKU 6Gi3Hecy (24%) Ta
306yBaui ocBiTH (37%), a MeHIIi YaCTKU OXOIJIIOIOTh ) )
Jlep>kaBHUX cIy60B1iB (11%) Ta iHmuUx crnenjaicTiB Posnozin pecrionzienTis 3a
12% (Pwc. 6). TEH/IEPOM B OITUTYBAHHAX
Po3nonin pecrionieHTIB 3a npodecisimu
® OcBiTsHN Kinxn
YomnoBiku
¥ 37100yBayi
OCBITH
M JleprxaBHi
CITy)00BITI . _
4 Mparismmxn PucyHOK 7. Po3nogin pecnoHAeHTIB 3a TeHJepoM
. B ONUTYBaHHAX
Gisnecy /kepesio: TNiATOTOBJIEHO aBTOPAaMM Ha OCHOBI
® [

PucyHoOK 6. Po3noziis pecrioHieHTiB 3a npodeciaMu
Jl>kepeJsio: TMiArCOTOBJEHO aBTOpPaMM Ha OCHOBI
BJIACHOI'O ONMUTYBaHHA

OnuTyBaHHA
CTyJleHTaMHU

IPOBOAUIMCA
Yepxacbkoro

aBToOpaMH  Ta
Jlep>KaBHOTrO

BJIAaCHOT'O OITMUTYBAaHHSA

Posnogin pecnoHeHTIiB 3a reHAEepOM BapilOETbCA
3a/JIeXKHO  BiJi TeMaTHKM ONUTYBaHHf, 3arajoM B
MPOLEHTHOMY BiJiHOLIIeHHi ckJ1aJia€ — 42% 40/10BiKiB U
58% »xiHok. B onuTyBaHHI 6iJbLI aKTHBHY y4YacTb
6pasu xkinku (58%) (Puc. 7).
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Anaunis pe3yJibTaTiB conioJioriyHoro
AocaimkKeHHA. BiamnosigHo mo wised mociimxkeHHs
pecroH/ieHTaM 6yJi0 3alpoNOHOBAHO BiJAMOBICTH Ha
CciM BIAKPUTHUX MUTAaHb i3 3alpONOHOBAHUMU
BapiaHTaMHU BiJIMOBiZiel Ta 0/{He BiJIbHE MU TAaHHS, 11106
pEeCloHeHTH MOTJIU BiJIbHO BUCJOBUJIMU CBOIO JYMKY
(Ta6suns 2-8).

[l TOYHOI OLiHKM BUAY pO3MillleHHsI 30BHILIHIX
peKJIaMHUX  HOCIIB BUKOPHUCTOBYBAJIUCA  JaHi
ONEpaTUBHOIO ONWUTYBAaHHA KUTeJiB. Y KpuTepil
OLIIHKM JIOKallii 30BHIIIHbLOI peKJaMH BKJYaJauCA
00J1iK TilIOXiAHOrO Ta TPAHCINOPTHOrO TMOTOKIB,
NOMITHICTE (KyT oOrJsjy, BificTaHb), BiACYTHICTb
MepeliKo/ Ta MOEJHAHHS 3 00pa30M apXiTeKTYPHOTro
cepenoBua. [loHaz nosoBuHa onuTaHux (54% KiHOK
Ta 52% 4yosoBiKiB) BBaXawTb  PO3MillleHHS
30BHIIIHBOI  peKJIaMH B MIiCTI  XaOTUYHUM.
[IpoTunexHy AyMKY BUCAOBUJIM JiMIIe MEHLIICTh
pecnioH1eHTiB: 17% kiHok Ta 21% 4oJioBiKiB Ha3BaJU
pekJlaMHi KOHCTPYKLii BnopsiikoBaHUMU (Tabuiuig 2).

Ta6ung 2. OniHka JIoKarii 30BHIITHbOI peKJIaMu

y micTi, %

OuiHKH Yo/10BiKH KiHku
XaoTHuHe 52 54
YnopsiiKoBaHe 21 17
3MimaHe 27 29

Z[)Kepeno: CKJIaIeHO aBTOPAMHU Ha OCHOBI BJIACHOTO
OIMMTYBAHHA

OuiHka Bi3yaJIbHOI BUPA3HOCTI  peKJIaMHHUX
CTeH/iB 0a3yBasiaci Ha IMO€EJHAHHI KpeaTHUBHOCTI,
JIAKOHIYHOCTI, acOLliaTUBHOCTI, TrapMOHIMHOCTI i3
CTWJIeM apXiTeKTypW MICBKOro cepefoBULIA. AHaJi3
AKICHUX XapaKTEepPUCTUK peKJaMHUX CTeHZIB L1070
sicHOoCcTi ¢$opM, KOMMO3ulIlii, KOJIpHUX i CBITJIOBUX
aKUEHTIB, KpeaTUBHOCTI ifel, AKi BIJIMBAOTb Ha
eCTeTUYHe CIPUUHATTS JIOJUHOKW, PEeCHOHJEeHTaMU
6yJsi0 3a3Ha4eHO, K HeBUpPa3HUM i MOHOTOHHUMN 45%
4y0J10BIKiB i 52% »xiHok (Tabsuusg 3).

Ta6unga 3. OniHka BidyasbHOI BUPAa3HOCTI
peKJaMHUX CTeHAiB, %

OniHKHN Yo/10BiKH Kinku
Bupasuui 18 14
HeBupasuuit 45 52
Cya6o BUpa3HUM 37 34

J>Kepesio: CK/IaZleHO aBTOpaMH Ha OCHOBI BJIACHOTO
ONUTYBAaHHA

OnjiHKa eCTeTHMKM 30BHIIIHIX peKJaMHHUX HOCIIiB
ropoJsiHaMM HeOJHO3Ha4yHa: Osau3bko 38-45%
YOJIOBIKIB 1 KIHOK CIPpUUMAalOTh il MO3UTUBHO 4epe3
inpopmaTuBHicTh, TOAi fAK 42-50% - HeraTUBHO,
yepes BisyasibHe 3a6pyAHeHHs foBKiLIA (Tabuns 4).
MicTaHHU 1iHy10Th iHGOPMATUBHICTD, ajle KJIIYOBUMU
acleKTaMU CHPUUHATTA € Bi3yasbHa ecTeTHKa Ta
BIUIMB Ha BuUIJIAA MicTa. [Ipy 1boMy HeHTpaJbHO
cnpuiiMaroThb 30BHilIHIO pekyiaMy 20% 4oJ0BikiB i 5%
KIHOK. ONuTyBaHHA IOKa3ye, L0 >KIHKM 4YacTile

3BepTAITh YBary Ha €CTEeTUKY 30BHILIHbLOI peKJaMHU
Ta O6ijgblle nOMiyalTh 3MiHM y BUIJIALI MicTa
(Tabuung 4).

Ta6mng 4. OniHKa eCTeTUYHOr0 CIPUHHATTS
30BHIIIHIX peKJIaMHUX HOCIIB ropogsaHaMu, %

OniHKH YosoBikn | KiHKH
HosnTHBHO . (uepes 38 45
iHpopMaTUBHICTB),

HeraTuBHoO (4epe3 Bi3yaJibHe 42 50
3abpyAHeHHs)

He#iTpanbHo (uinytoTb 20 5
MaclTabHiCTh Ta ICKPaBiCTh)

Z[)Kepeno: CKJIaIeHO aBTOPAMHU Ha OCHOBI BJIACHOTO
OIMMTYBAHHA

OuiHka TmNO€AHAHHSA peKJaMHUX CTeHJIB 3i
CTUJIICTUKOI0 apxiTeKTypu Micta 6a3yeTbcs Ha
rapMoHiiiHOMy BKJ/IIOYeHHI KOHCTPyKUil y dacazg,
BiATIOBIIHO [0 CTUJICTUKK 6yAiBai  (KOJbOPH,
MaTepiasii) Ta JOTPUMaHHS MiCbKHUX HOpM. KirodoBi
KpyaTepil BKJIKIOYAOTb Bi3yaJbHY BIiANOBIAHICTH
ctunictuni  6yzAiBesib, JOTPUMaHHA  NPUHIUIIB
Bi3ya/sIbHOI NepCHeKTUBH, BiCYyTHICTb 3axapalleHHH
apXiTEKTYpPHHUX JeTajen, JOTPUMaHHSA Mex
po3mimenHs (vyacrimie Jo 2-ro  1HoBepxy) Ta
JOTPUMAHHA HOpPMAaTWBIB. Pe3ysbTaT onuMTyBaHHS
nokasye, 10 45% 4oJ10BikiB Ta 47% *KiHOK BBaXaloTh,
10 CTUJIICTUYHA iHTerpanis pekJaMHUX KOHCTPYKILil

norpebye KOpPUTyBaHH Ta G6GJHU3bKO TPETHHHU
ONUTAHHUX, BBAXal0Th, 10 CIOCTepiraeThbcA
JAUCrapMOHid y CTUJIICTUYHOMY BUpIlleHH]

(Ta6sung 5).

Ta6smug 5. OuiHKa CTUIICTUYHOI iHTerparii
peKJIAMHUX KOHCTPYKIiM 3 apXiTEeKTypor MicTta, %

OLiHKHA Yo10BiKH KiHku
['apMoHiliHe 11 9
JucrapmoHiiiHe 29 30
MicusiMu NO€AHYETHCS 15 14
[loTpeb6ye KOpUTYBaHHSA 45 47

Z[)Kepeno: CKJIaIeHO aBTOPAMHU Ha OCHOBI BJIACHOTO
OIMMTYBAHHA

B oniHKy Hacu4YeHOCTI MICbKOro NPOCTOpPY
pEeKJaMHUMHU CTEHJAaMU BXOJUJIU aHaJli3 IX IiJIbHOCTI
Ta KOHLeHTpaLuif po3MimeHHsA. Lle ouiHka Toro,
HaCKiJIbKM 4acTO 1 IMiJIbHO peKJIaMHI KOHCTPYKLil
po3MilleHi Ha KOHKPeTHil TepuTopii abo Ha 6yAUHKaX
Ta cnopygax. 47% dosoBikiB Ta 43% KiHOK
BiZ[I3HAaUM/IM BHUCOKY KOHILEHTpaALil pO3MillleHHA
peKJIaMHUX HOCIiB, 0COGJMBO B3J0BX KJOYOBOI

Marictpaji Ta  LEeHTpaJbHOI 4YacTUHU  MicTa
(Tabuung 6).
Husbka KOHIleHTpalisi 30BHIIIHBOI pekJaMUu

cnocTepiraeTbcs Ha nepudepii MicTa, 110 3abe3neyuye
niJiBULleHH KOMQOPTY MIiCbKOrO cepefloBULIA Ta
dopMyBaHHA  6Gisbll  gKicHOro o06pa3y  MicTa,
MOKPAIIYIO4YH COPUUHSATTSA MeIlKaHIAMHU Ta
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Typuctamu. TyT MoOXHa BiZj3HAUYUTU HEOOXiJHICTH
JOTpUMaHHS NpUHOUINY «/lM3alH-KOLy MicTa» Ta
PO3YMHHUM GaJlaHC Mi>K KOMEPIiEI Ta apXiTeKTYPHUM
06pa3oM MicTa.

Ta6nus 6. OniHKa HaCUYEHOCTi MiCbKOTO
NPOCTOPY PeKJIAaMHUMU cTeHJaMu, Y%

OniHKH YouoBiku | KiHkKu
Bricoka KoOHIleHTpalid 47 43
Cepe/JiHsI KOHI|EeHTpallisi 38 41
Husbka KOHIleHTpalis 15 16

Jxepeno: CkjaJleHO aBTOpaMH Ha OCHOBi BJIACHOTO
ONUTYBaHHSA

30BHIIIHA pek/JaMa Ma€ Cynepe4/JUBUH BIJIMB Ha
MicbKe  cepefiOBHIE, BHUCTYNAlOYM  OJJHOYACHO
IHCTPYMEHTOM €KOHOMIYHOT0 PO3BUTKY Ta YUHHUKOM
eCTETUYHOTO 3a0pyAHeHHs. [Ipu6aM3HO TpeTHHA
pecnonzieHTiB  (30% dousoBikiB Ta 33% kiHOK)
CIPUMMAIOTh 30BHILIIHIO peKJaMy, TIiIbKH fIK
KOMepLiHHUK mnpoaykT. YeepTh onuTaHux (25%
40J10BiKiB Ta 27% >KiHOK) 3a3Ha4al0Th, 1[0 peKJIaMHi
HOCil MalOTh HEraTMBHUU BIUIMB Ha apXiTeKTypHUU
Bursaj Micra. Takoxxk 20% 4vosioBikiB Ta 18% KiHOK
CTBEpPJKYIOTb, 110 peKJaMHi HOCII CTBOpPHIOTH
Bi3ya/ibHe 3a0pyAHEHHS Ta MNOTIpIIYIOTb eCTeTHUKY
Micta (Tabauusg 7).

MoxxHa BiZI3HAQYWUTH, WO TPaMOTHO iHTerpoBaHi
peKJaMHI  KOHCTPYKLil  BUCBITJIOIOTbL  BYJMULY,
BIIUCYIOThCA B MiCbKY TKaHUHY, HaJJal04H 1l JUHAMIKHU
Ta xapakTepy i ¢opmywTb 06pa3 Micta, ToAi fAK
Xa0TUYHe pO3MillleHHA MepeBaHTaXye JaHAWaQT,
BUKJMKAO4YM  pO3JpaTyBaHHA y  MelIKaHIB.
PerysioBaHHA 30BHIIIHBOI peK/JaMH, BKJIIOYAIOUU
BUMOTH 10 p03MipiB Ta Miclb po3MillleHHs, He0OXiHO
JU1s MiHiMi3anii HeraTUBHOIO BIJIMBY Ta 30epeXeHHs
JHW3alH-KOAY MICBKOI0 POCTOPY.

Ta6unga 7. OuiHka BIJIMBY 30BHILIHbOI peKJaMU
Ha MicbKe cepefioBHILE, %

OniHKH Youo0Biku | XKiHkKn
Mae TiJIbKK KOMepLiiHy MeTy 30 33
®opmye 06pas micTa 15 13
HIEI‘aTI/IBHO BILIMBA€ Ha o6pas 25 27
MicTa
[apMOHIMHO BHUCYETBCA Yy 10 9
MiCbKe cepeZloBHUIIEe
CTBOpIOE Bi3.yaJIbHe 3abpya- 20 18
HeHH{ Ta NOTipIIyE eCTETUKY

Jxepeno: CkaaZieHO aBTOpaMH Ha OCHOBi BJIAaCHOTO
ONUTYBaHHSA

KOHTEHT 30BHIlIHBOI pekJaMU - lie JIaKOHiuHi
Bi3dyaJsIbHi Ta TEKCTOBI IOBiJOMJIEHHH, CIPAMOBaHI Ha
NpUBEepHEHHsI yBaru Ta iHOPMYBaHHS LIHPOKOI
ayauTopii mpo ToBapH, MOCAYTH Ta OGPEHJU, YacTo 3
BUKOPHUCTAHHSIM SCKPaBUX Bi3yaJbHUX 006pasis,
JIOTOTHIIIB i KOPOTKHUX CJIOTaHiB, 1110
3anaM'ATOBYIOThCS.

JocaimxeHHs TOKa3ye, L0 30BHIIIHA peKJaMa
BUK/JIMKAE B ONUTAHUX 3MilllaHi BpaKeHHH, aje
nepeBa)kae I KoMepliiiHe CHOpsIMyBaHHS - Ha Ie
BKa3aqu 52% w4oJsioBikiB Ta 54% »xiHOK. BogHouyac
6/IM3bKO I'STOI YaCTUHU onuTaHUX (22% 4oJ10BiKiB i
23% xkiHOK) pO3LiHIOIOTb TaKUM KOHTEHT fK
indopmauiliny adimy  pisHOMaHITHUX  3axofiB
(Tabsauns 8).

AKTUBHe 3a/lyueHHs HaceJieHHs 0 popMyBaHHS

MICBKOro cepeJioBHINA € KPUTUYHO BaXK/JIMBHUM
IpOLecoM, 1110 BKJIIOYAE ONUTYBaHHHA, QOKYC-TPYNH Ta
aHanti3 moTpe6  MeWIKAHLiB /JAJs  CTBOPEHHS
KOMPOPTHUX cychiibHUX npocTopiB. EdekTnBHa
y4acTb TOPOASIH JOlOMarae MOKPALUTH SKICThb
MICBKOro CepeloBULIA, 3HAXOAUTH OalaHC Mix
iHGpacTpyKTypHUMH TMOTpebGaMH Ta KyJbTYypHO-

Jl03BI/IbBHOIO JiSl/IbHICTIO. Y 3B'SI3KY 3 LUM, y paMKax
[[bOT'0 JOCJTi/PKEHHS] peCclOH/IeHTaM 6yJI0 MOCTaBJIEHO
NUTaHHA: «Bama JAyMKa NIpo 30BHILIHI pek/JaMHi
Hocii?». B pesysbTaTi oTpUMaJM Ppi3Hi AYMKH,
choKycoBaHi Ha HEraTUBHUX Ta MO3UTHUBHUX BIJIMBAX
peKJIaMHUX HOCIIB Ha MiCbKe cepeJi0oBUIle, OCHOBHI 3
HUX [I0Ka3aHo Ha Puc. 8.

Ta6aung 8. Oninka fudepeHnianii KOHTEHTY
30BHIIIHBOI peK/IaMy Y MyHIIJUIIaJIbHOMY
cepepoBu, %

KoHTeHT Yos10BikH Kinku
ColiaJIbHUM KOHTEKCT 10 8
KoMmepuiiiHUM KOHTEKCT 52 54
CI/IMBOJII/I. Ta HeodiliiHi 11 10
006pa3u MicTa
Adimi 3axo/1iB Ta po3Bar 22 23
[H1m1e 5 5

Jxepeno: CkjaJleHO aBTOpaMH Ha OCHOBi BJIACHOTO
ONUTYBaHHS

COpUUHATTA KUTeNSIMH peKJaMHHUX HOCIIB
(6in6opaiB, BUBICOK, eKpaHiB) 3a/eXUThb Bij IXHBOI
iHTerpauil ;0 MiCbKOro cepefoBHILA Ta JAOPEYHOCTI.
[To3UTHBHO CHpPUHMAETbCS pekJsiaMa, 10 BiAmNoBizae
KOHTEKCTY Miclfl, TOAI IK HaJJIUIIOK KOHCTPYKUiH y
NMapKax 4d MepexpecTsix BUKJHUKae HeraTtuB (Puc.8).
3arasioMm rpomajicbka AyMKa GpOpMyeThCS GaslaHCOM
MiXK KopHUcHicTIo iHpopmalii Ta piBHeM fuckoMopTy,
SIKUA BOHa cTBOpHO€e. HaBiTh cy6'eKTHBHA OIjiHKa Ta
JlyMKa MellKaHIiB HallyacTillle Bijo6paka€ peaJbHUN
CTaH Ta icHy4i mpob6/eMH NyO6JiYHUX HNPOCTOPIB, a
OTXKe, MOXe OYyTH BHKOpPHUCTaHa fK J[pKepeso
indopmauii npu NpuHAHATTI MicTOOYAiBHUX pilleHb
MiCLIeBOIO BJIAZI010.

PekomeHpanii moao iHTerpanii peksamMHUX
HOCIIB 3 eJleMeHTaMHU MiCbKOro cepegosuia. /lis
rapMoHisalil pek/JaMHUX CTeHJIB 3 MIiCbKUM
cepe/loBHIeM TMOTPiOHI  KOMIUIEKCHI  migxonu:
pO3po6Ka €EAMHOTO AM3aHH-KO/Iy Ta KOJIbOPOBOI raMH,
iHTerpamisi 3 apXiTeKTypolo Oy/iBeJsib, 3aCTOCYBaHHS
Cy4yacHUX MaTepiasiB, BUKOpPUCTaHHSA MeJiadacajiB
JUIsl IUHAMiYHOTO KOHTEHTY, OOMeXeHHsI po3Mipy Ta
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KIJIBKOCTi, a TaKOX JKOPCTKUH KOHTPOJb Ta
3aKOHOJlaBYe peryJjlBaHHs, 100 pekjJaMa He
3axapallyBaJjia Horo apxXiTeKTypy.

IHTerpanis pex/JaMHUX HOCIIB 3 eJieMeHTaMHu
MicbKOTO cepefoBuima Ta Qacagamu 6yAiBesb
JIOCATAETbCA 3a PaxXyHOK TapMOHIMHOro NOEAHaHHA
KOHCTPYKLil peKJaMHUX CTeHJIB 3 apXiTeKTypolo;
pO3pO6KHM 3arajibHOI MoJiesi OCBiTJIeHHs MicTa, Je
pekjaMa TapMOHIMHO BIHUCYETbCA B 3arajbHy
CBITJIOBY MaHOpaMy; pO3pPOOKH [AU3alH-KOAY [JJIs
30BHILIHbOI PEKJIaMH, 1[0 BPaXOBYE JIaHAADT, CTUIIb,

TpajuIiil; CTBOpeHHs €AUHUX iHPopMaLiiHUX CTEHIIB
Ta 3aCTOCYBaHHSA MeAiadacaZiiB; a TAK0XK PeryasipHOTO
KOHTPOJIIO Ta IHCHEKLil, 10 CHpUd€E LJOTPUMaHHIO
€CTeTUYHUX Ta eTUYHUX HOopM y MicTi. lle cTBOpIOE
€NVHUN eCTeTUYHUU npocTip, i BULLYIOYH
ebeKTUBHICTh BIIUBY Ha ayAuTopil. Peksama Mae
OyTH eCcTeTH4YHOlO, He 3axapallyBaTH IpPOCTip i
dyHKIiOHANTBHOIO. [Ipu LbOMY OCHOBHUMHU
HanmpsMKaMd MOXYTb OYTH HPUHLMIM iHTerpanii
peKJIaMHUX HOCIiB 0 MicbKoi apxiTekTypu (Puc. 9).

3axapalilye 30HH Mam'sTHUX MICIb
3acIiuIoe y4acHUKIB IOPOKHBOTO PYXy
3a0pyJHIOE HABKOIMIIIHE CEPEOBHILEC
[TepeTBOpIOE HOBI KYNBTYPHI IIHHOCTI
[Topymrye BizyansHu# 006pa3 micta
CHOTBOPIOE €IIEMEHTH KyJIbTYPHOI CHa IHA

3akpuBae apxiTeKTypHi JeTaini OymiBii

o

Pucynok 8. /lyMka MelllKaHLiB MicTa PO peKJIaMHi HOCil

JxepeJio: Po3po6sieHO aBTOpaMH Ha OCHOBI BJIACHOT'O OIUTYBAHHS

JoTpumMaHHs
Au3aiiH-Koay MicTa

Buxopucranus
OiKUTAN-0L100paiB

KpearuBna
iHTerpamis

EdexTuBHi Jokaunii

Y3romxkeHHs Ta
JI03BiI

BizyanbHuii BIUIMB

CTpyKTypyBaHHS
MPOCTOPY

TlocTiiHni
KOHTPO.Ib

Pexnamni koncmpyxyii nosunni 6ionogioamu 1anowiagpmy ma apximexmypi
HABKOIUUHBO20 CePeOosUd

Jidorcuman-6in6opou nosunHi 3pobumu 8yauyi ACKPAGIUUMU, YHUKAIOYU CEIMI08020
3a6pyOHeHHs.

Buxopucmanns enemenmis napko6ozo ma micbkozo oexopy (apm-06'ekmu) 3amicmo
HAB'SA3MUBUX PEKIAMHUX CIEHOI8

Micys posmiugens peknamu Maioms Oymu 00CmynHi 0Jis 027130y, ale He 3a8aNcamu
niwoxX00am ma pyxy mparcnopniy

Pexnamui KoncmpyKyii 6CMaHo8I00mMbCsl GUKIIOYHO HA NiOCMAgi 00360116
VNOBHOBAJICEHUX OP2AHIB

Pexnamnuii cmeno nosunen gpopmyseamu 8izyanvHy 2apMOHII0 YHUKAIOYU OPAMIBNUBO20
CNPUTHAMMA Y 20POOAH

Pexnammui cmenou nosunti opeanizosyeamu npocmip, GUCIYNAYY IHCIMPYMeHmamu
Hagieayii ma 30Hy8aHHs

Konmponv 3a konmenmom, po3mienHsam, Gopmoro ma cmunem peKiamHux cmeHoie

PucyHoK 9. [IpyHIIMIIY rapMOHIMHOTO NOEAHAHHS eJleMeHTIB 30BHIIIHbOI peK/IaMU

3 apXiTEeKTYpPHUM CepeLOBUILEM MicTa

ﬂ)l(epejlo: 33Hp0HOHOBaH0 ABTOpPaMH Ha OCHOBI BJIACHOTO OINMUTYBAaHHA

Art and Design Vol. 9, No. 2 91

20 40 60 80 100 120 140



AHani3 apXiTeKTYpHO-XYA,0XKHbOT BiAMOBIAHOCTI HOCIIB ...

[HTerpayisa peksaMu [0 MiCbKOro cepefoBUILA
BUMAara€ JOTPUMaHHA GaJlaHCy MK KOMepLiHHUMU
OiIAIMH Ta 30epeXeHHSM apXiTeKTypHOTO BUIJISAY
MicTa. KitouoBsi pexkoMeHanii BKJIIOYAIOTh
BUKOPUCTAaHHA cydyacHux Meziadpopmaris (Digital Out-
of-Home niudposa 30BHiUIHS pekIaMa, citi-bopmaTu),
CTBOPEHHSI YHIKaJbHOr0 [AW3aiiHy, L0 TapMOHYE 3
HaBKOJIMILIHIM cepeZl0OBUILEM, Ta CyBOpe JOTPUMaHHSA
perJlaMeHTIiB PO3MillleHHS.

BMCHOBKMU

Xoya 30BHIiIIHS peK/JaMa € HEeBiJ€EMHHUM aTpPUOYTOM
CydyaCHUX MICT, aHaJli3 apXiTeKTypHO-XYA0>KHbOI
BiZANOBIAHOCTI HOCIIB 30BHILIHBOI peK/JaMU JAU3alH-
KOJy Ta CTUJIICTULI MiCBKOI'0O Cepe0BUILA IT0KA3YE, 1110
BOHAa He Bifo6pa)a€ YHIKaJbHOCTI Ta iJeHTUYHOCTI
MeIlIKaHIIiB MicTa.

3rigHO 3 ONMUTYBaHHAM, IIOHAJ, IOJIOBHMHA
pecioHgieHTiB  (54% kiHok Ta 52% 4YoJIOBIKiB)
BBaXKalOTh, 1110 30BHILIHA peKJiaMa B MICTi po3MilleHa
XaOTUYHO.
OuiHnka BUpPa3HOCTI, KOMIO3MLii, CBiTJa, KOJbOPY Ta
KpEeaTUBHOCTI pEeKJaMHHUX HOCIIB IOKasaja, Lo
6i/bIIiCTE ONUTaHUX — 52% KiHOK Ta 45% 40J/10BiKiB
— BI/JI3HQ4YMJIM IXHIO MOHOTOHHICTb Ta HEBUPA3HICTh.

Y4acHHUKYU ONMTYBaHHSA 3a3HA4alOTh, 1110 30BHILIHA
peksiaMa Mopyllye eCTETUKY MICbKOT0 cepeJoBHUILA Ta
BCTYIIA€E B JUCOHAHC i3 apXiTEKTYpPOIO.

/NITEPATYPA

3rigHo 3 gocaigxkeHHsaM, 78 % pekJaMHHUX BUBICOK Ha
6yAiBJAX po3TalloBaHi 6e3CUCTEMHO Ta MOPYLIYIOTb
apxXiTeKTYpHUN aHcaMO6Jib, JUCOHYIOYH i3 3araJbHUM
CTUJIEM | TAJIITPOIO».

Ananiz moka3sye, o pekJaMHi HOCil MarTb OyTH
TEeXHOJIOTIYHUMH, JIAKOHIYHUMH Ta TapMOHIHHO
BIMCAaHUMU B apXiTEKTypy MicTa Ta NpaLloBaTH Ha
MiJABUILEHHS IKOCTI MiCbKOI'0 CepeloBUILA, A He JIMIlIe
Ha KOMepLiiiHy BUTOAY.

TeHeHLis cy4aCHUX PeKJIaMHUX HOCIiB Ma€ 6yTHU
CIpsIMOBaHa Ha rapMOHI3allil0 Ta CTUIBOBY E€AHICTS i3
MiCbKOIO  apXiTEKTypow  4yepe3  BUKOPUCTAHHA
iHAMBIyaJbHUX AU3alH-TIPOEKTIB, CBITJIOBUX PillleHb
Ta HUPPOBUX TEXHOJIOTIH.

NnoAsKu

ABTOp BHCJIOBJIOE TOJASKY BCiM ocobaM, fKi
OpUAinan cBiH dYac Ta [JdocBig AJad ydacti B
ONUTYBAaHHI /I [1bOTO AOCHAIAHULBKOTIO [IPOEKTY.

®IHAHCYBAHHA

JocnipkeHHs1 He OTpUMYyBasio GpiHAaHCYBaHHS.

KOH®/IKT IHTEPECIB

Hemae.
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Abstract. The study aimed to assess the city's outdoor advertising for its visual compliance with the architecture
and compliance with the urban design code. By conducting expert and sociological research, the degree of
integration of advertising media into the architectural concept of the city is determined. The compliance of
advertising structures with the general stylistics of the space and their compliance with the requirements of the
local design code is analyzed. As the survey showed, the majority of respondents consider the placement of
outdoor advertising in the city to be chaotic. In particular, 54% of women and 52% of men hold this opinion. In
contrast, only 17% of women and 21% of men gave the opposite assessment (orderly placement). Evaluating the
visual component of advertising stands (expressiveness of form, composition, light, color and creativity), 45% of
men and 52% of women called their design inexpressive and monotonous. According to the survey data, 45% of
men and 47% of women are convinced that the appearance of advertising structures requires stylistic refinement.
In addition, almost a third of respondents note their visual disharmony with the general environment. Outdoor
advertising evokes mixed emotions in the respondents, but the majority of respondents (52% of men and 54% of
women) perceive it primarily as commercial. Almost a fifth of the audience (22% of men and 23% of women) see
it mainly as announcements of entertainment or cultural events. The key requirement for advertising is its
architectural compatibility. Integration into the existing architectural context ensures the favor of local residents.
Overloading with advertising in places of rest and transport creates visual chaos, which is perceived extremely
negatively. Scientific novelty of article is determined by the development of theoretical principles of harmonious
spatial placement of advertising, which takes into account the architectural heritage and modern socio-cultural
needs of city residents. Recommendations have been developed for the harmonious integration of advertising
media into the architecture and landscape of the city to improve its visual image.

Keywords: environmental design; advertising media; city image; architectural environment; design code;
stylistics; landscape; urban space
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Abstract. This article examined marginalised art clusters as specific urban formations that emerge within semi-
abandoned or transformed industrial spaces outside institutional planning frameworks. This study aimed to
conceptualise such art clusters as rhizomatic structures in the sense of Gilles Deleuze and Félix Guattari, and to
interpret their aesthetic significance through the spatial and sensory experience articulated by Gaston Bachelard.
The methodological framework was based on an interdisciplinary approach that combines urban analysis,
philosophy of space, cultural studies, and the study of artistic practices, with particular attention to street art and
temporary interventions. The analysis used the concepts of rhizome, deterritorialisation, and the poetics of space,
which make it possible to interpret art clusters as non-linear network formations and to assess their aesthetic
potential. The findings indicated that marginalised art clusters are not the result of deliberate design but emerge
as dynamic, rhizomatic structures shaped by multiple creative practices, spontaneous interactions, and artistic
interventions within semi-abandoned spaces. Street art, performative actions, and temporary installations
function as semiotic markers that transform neglected environments into aesthetically significant spaces with
poetic and sensory dimensions. The scientific novelty of the study lied in integrating the concept of the rhizome
with the analysis of marginal art clusters as aesthetic formations in post-industrial spaces. This approach allowed
them to be understood not only as social or cultural phenomena but also as forms of experience and becoming
within the urban environment. The practical significance of the research lies in its potential application to the
reconsideration of approaches to the revitalisation of neglected territories and the development of non-
institutional artistic practices

Keywords: art clusters; rhizome; street art; ruin aesthetics; urban studies; industrial design; deterritorialisation

INTRODUCTION fundamental assumptions about what constitutes
In the context of accelerating post-industrial valuable, productive, ormeaning.fu.l urban.space.. .
transformation and the reorganisation of urban Contemporary urban theory is increasingly shifting

environments, contemporary cities are increasingly its focus from stable, planned environments to
characterised by fragmentation, discontinuity, and the transitional, indeterminate, and often marginal spatial
emergence of spaces that evade traditional frameworks conditions. In this context, particular attention is being
of planning and control. These processes are closely paid to spaces that exist beyond formal systems of
linked to the decline of industrial production, shifts in ~ regulation, design, and economic productivity. Such
economic structures, and changing patterns of spatial ~ €nvironments, frequently characterised by
use, which together generate a growing number of ~abandonment,  incompleteness, —or  functional
abandoned, underused, or transitional territories Obsolescence, challenge dominant paradigms of urban
within the urban fabric. Such spaces, often situated at development that prioritise order, efficiency, and
the margins of institutional attention, challenge control. Rather than being perceived solely as residual
established dichotomies between function and ©OF Problematic territories, these spaces are now
dysfunction, centre and periphery, order and disorder. ~ approached as dynamic fields of potential where

As a result, they prompt a reconsideration of alternative spatial practices, social relations, and
aesthetic forms can emerge. This shift reflects a
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broader rethinking of the urban environment as a
processual and open system in which instability,
temporality, and marginality become integral
conditions of spatial production.

In contemporary urban discourse, abandoned and
partially ruined spaces are increasingly viewed not
only as symptoms of crisis or degradation within the
urban environment. Instead, they are understood as
potential milieus for the formation of new cultural,
spatial, and aesthetic configurations. In the context of
post-industrial transformation, such territories
function as “urban voids”, which, according to
M.R. Rahman & A. Habib (2025), are not only the result
of economic and political changes but also arenas for
rethinking spatial practices and power relations.

C. O’Callaghan & C. Di Feliciantonio (2021), among
others, analysed urban ruins as spaces that disruptlinear
narratives of development, emphasising their capacity to
function simultaneously as extra-institutional and
politically significant environments. They argued that
such spaces exist “outside formal regulations”, thereby
creating conditions for alternative practices of urban
use. This perspective closely corresponds to the
understanding of marginalised art clusters in this study
as autonomous and non-hierarchical structures. In the
research of ]. Gardner (2024), abandoned territories are

examined through the lens of “contemporary
archaeology” as complex material formations that
combine waste, ruins, and traces of urban

transformation. The author argued that such spaces
emerge not only as a result of decline but also as specific
cultural landscapes with their own logic of existence. In
a similar vein, M. Angelidou et al. (2025) emphasised
that emerging urban formations increasingly operate
through hybrid, bottom-up dynamics that blur the
boundaries between formal and informal spatial
production. These approaches resonate with the
interpretation of marginalised art clusters as
environments in which spatial meaning is continuously
negotiated rather than imposed.

The study by M.R. Dionisio & ]. Carr (2022)
proposed the concept of “prismatic immersion”, in
which ruins are understood as multidimensional
spaces that integrate the historical, social, and cultural
dimensions of the city. The authors highlighted that
ruins can contribute to community formation, preserve
polyvocality, and remain open to transformation.
Within the framework of ruin aesthetics, E. Scarbrough
(2023) examined contemporary industrial ruins as part
of a “neo-pictorial” landscape, emphasising their
cultural and artistic value. The author notes that the
transformation of such spaces is often accompanied by
a loss of authenticity due to excessive regeneration.
This observation is significant for understanding art
clusters as environments where tension persists
between neglect and institutionalisation. Furthermore,
A. Cervesato et al. (2024) argued that ruins should not
be treated solely as objects of preservation, since their
“museumification” may diminish their potential for
reinterpretation and contemporary use. This approach

supports the idea that neglect can serve as a resource
for new forms of cultural production.

This study aimed to interpret marginalised art
clusters as forms of becoming within the urban
environment that emerge in semi-abandoned spaces,
and to conceptualise them as rhizomatic structures in
which neglect appears not as a state of decline but as a
productive condition for the formation of new aesthetic
and spatial qualities. The objectives of the study were:
to identify the theoretical foundations for interpreting
marginalised art clusters within philosophical, urban,
and cultural approaches, including the application of
the concept of the rhizome developed by G. Deleuze &
F. Guattari (1987) to the analysis of non-linear spatial
processes; to examine the role of artistic interventions,
including street art, performative practices, and
temporary installations, and the aesthetic and sensory
dimensions of interaction with such environments
through the lens of G.Bachelard’s (1994) poetics of
space; and to determine the mechanisms of
deterritorialisation and reappropriation of space, as
well as the role of marginality and neglect in shaping
rhizomatic structures, new spatial identities, and
aesthetic experiences.

LITERATURE REVIEW

A distinct field of inquiry into the aesthetics of ruins and
neglect has been developing within the humanities. In
the study of ]. Hell & A. Schonle (2009), ruins are
frequently interpreted as cultural constructs that
represent complex temporal layers and create space for
alternative narratives of modernity. Similarly,
T.Edensor (2005) emphasised that abandoned
industrial environments generate a particular sensory
experience in which the materiality of ruins, together
with the sonic and tactile dimensions of space, activate
modes of perception distinct from those of the ordered
urban landscape. T. Edensor interpreted ruins not as
passive remnants of the past but as active
environments of experience that shape specific
perceptual regimes through materiality, sensoriality,
and embodied interaction. He argued that ruined
spaces disrupt the normative organisation of the urban
environment, opening possibilities for alternative
practices of movement, observation, and interaction.

At the same time, within contemporary visual and
media discourses, neglect acquires the status of an
aesthetic category. Publications on platforms such as
Yellowtrace (Hughes, 2016) and The Guardian
(Patman, 2019), as well as analytical essays on the
“aesthetics of decay”, draw attention to the
phenomenon of “beauty in decay”, in which ruins
appear as objects of visual fascination and reflection. In
this context, abandoned spaces cease to be “empty” and
instead become saturated with new meanings through
photographic practices, artistic interventions, and
everyday urban exploration.

Non-institutional artistic practices, particularly
street art and temporary interventions, play a
particularly important role in reinterpreting such
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environments. As demonstrated in the work of
RomanyWG (2011), abandoned spaces become a kind of
“open canvas”, where artistic practices function as tools
of symbolic appropriation and as representations of
urban experience. These interventions not only
transform the visual character of the environment but
also generate new modes of interaction with space,
shifting it from the category of the marginal into the
sphere of cultural significance. Such spaces become
objects of artistic reflection, highlighting their capacity to
combine materiality and poetic quality while also
reflecting social processes through aesthetic forms. This
reinforces the argument concerning the role of neglected
spaces as environments of creative reinterpretation.

Within this theoretical framework, the question
becomes particularly relevant: can neglect be
understood not as a final stage of decline, but as a
process of becoming? To conceptualise this
phenomenon, the concept of the rhizome by G. Deleuze
& F. Guattari (1987) proves especially productive, as it
allows urban formations to be interpreted as non-
linear, decentralised networks without a fixed
hierarchy. From this perspective, marginalised art
clusters can be understood as dynamic structures
emerging through multiple connections, intersecting
practices, and spontaneous forms of interaction, rather
than as the result of intentional design. Thus, in this
study, marginalised art clusters are examined through
a framework that combines rhizomatic theory and the
aesthetics of spatial experience.

The theoretical foundation of the research draws
on the studies of various scholars whose approaches
allow for a comprehensive understanding of the
phenomenon of marginalised art clusters. In particular,
studies of industrial ruins and abandoned spaces are
represented in the research of T. Edensor (2005), who
analysed them as environments of sensory experience,
as well as in Ruins of Modernity, where ruins are
interpreted as cultural constructs. The urban
dimension of abandonment is articulated in
Christopher Silver’s concept of “urban voids”. At the
same time, the concept of the rhizome by G. Deleuze &
F. Guattari (1987) was used to analyse non-linear,
decentralised structures. An additional analytical
dimension is provided by G. Bachelard (1994), which
emphasises the intimate and sensory experience of
inhabiting space. From this perspective, abandoned
spaces and the art clusters formed within them can be
understood as sites where material ruin is transformed
into a poetic image, and marginality becomes a source
of aesthetic potential.

MATERIALS AND METHODS
Within the framework of this study, a qualitative approach
was employed, designed to analyse marginalised art
clusters emerging in semi-abandoned industrial spaces,
with a focus on an illustrative case in Tel Aviv, Israel. Case
selection was conducted using the case study method,
based on the following criteria: the presence of spatial
transformation in abandoned or partially functioning

industrial sites; the absence of, or only minimal,
institutional regulation; the presence of informal artistic
practices, including street art, performances, and
temporary installations; and evidence of non-linear,
network-based development of the environment. This
approach made it possible to consider art clusters not as
stable entities but as processual formations existing in a
state of continuous transformation.

Methods of visual, semiotic, and spatial analysis
were applied for data collection and interpretation.
Particular attention was paid to the study of street art,
graffiti, temporary artistic interventions, and
architectural fragments as carriers of symbolic
meanings. This approach enabled the identification of
mechanisms underlying the formation of the aesthetic
and semiotic identity of abandoned spaces, as well as
the tracing of processes of their reinterpretation
through artistic practices. The analysis also took into
account the affective and embodied experience of
interaction with space, in line with the approaches of T.
Edensor (2005), who emphasised the materiality and
sensoriality of ruins.

The study also included the analysis of publicly
available sources, such as media publications, including
Yellowtrace (Hughes, 2016) and The Guardian
(Patman, 2019), photographic essays, online archives,
social media pages, and informal curatorial
descriptions. This made it possible to trace the
formation of narratives surrounding abandoned spaces
and to identify how they are represented as
aesthetically appealing and culturally significant
environments. The theoretical framework of the study
was based on works in urban studies, cultural
geography, and the philosophy of space. The analysis of
ruin aesthetics is grounded in approaches presented in
Ruins of Modernity (Hell & Schonle, 2010), where ruins
are understood as cultural and temporal constructs.

The methodological strategy is based on a
combination of comparative and interpretative
analysis. This makes it possible to identify common
patterns in the formation of marginalised art clusters,
as well as the specific features of their development in
different contexts. The results are interpreted within an
interdisciplinary  framework, drawing on the
philosophical concept of the rhizome by G. Deleuze &
F. Guattari (1987), which allows art clusters to be
understood as decentralised network structures, as
well as on G. Bachelard’s work (1994), which enables
the analysis of the sensory and aesthetic experience of
interaction with abandoned environments. The chosen
methodology allows for a comprehensive examination
of marginalised art clusters as dynamic, rhizomatic
formations emerging at the intersection of the
materiality of ruins, artistic practices, and alternative
modes of experiencing urban space.

RESULTS AND DISCUSSION
According to S. Shkoliar (2025), contemporary art
clusters in the post-industrial urban environment can
be productively examined through the lens of two
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fundamental types of formation: art clusters formed
through underground transformation and managed
creative zones, including marginalised art clusters. The
first type emerged as a result of the spontaneous
appropriation of abandoned industrial territories by
artistic communities, often outside the legal framework
and without prior planning. The second type, by
contrast, is formed within the framework of urban
revitalisation strategies involving public authorities or
cultural institutions, which implies prior
conceptualisation, infrastructural support, and
integration into the economy of creative industries.

This study focused specifically on marginalised art
clusters of the underground type, which function as
spaces of non-institutional becoming. Their key
distinction lies in the absence of an initial project-based
logic: they emerge as the result of multiple,
decentralised practices, corresponding to the concept
of the rhizome (Deleuze & Guattari, 1987). This type of
cluster demonstrates a non-linear, networked
structure of development, in which each new
intervention - graffiti, installation, or performance - is
not subordinated to a single centre but instead expands
the space horizontally.

Marginalised art clusters are primarily formed
within abandoned industrial sites - factories,
warehouses, and depots - that have lost their original
function. Contemporary studies of industrial heritage
emphasise that such spaces possess a unique material
and sensory quality that stimulates alternative modes
of perception (Pinder, 2005; Henshaw, 2014). Unlike
the ordered urban environment, the ruin does not
impose a fixed function but opens up a field for
interpretation and experimentation. In this context,
neglect functions not as a deficit but as a resource for
becoming, ensuring openness to creative practices.

In this context, the concept of the rhizome, proposed
by G. Deleuze & F. Guattari (1987), acquires key
significance for interpreting marginalised art clusters as
specific spatial formations. In contrast to traditional
hierarchical models of organisation, that is, so-called
“arborescent” structures, the rhizome describes a mode
of thinking and structuring based on principles of non-
linearity, multiplicity, decentralisation, and openness. It
has neither beginning nor end but exists as a continuous
network of connections that constantly expands in
multiple directions.

G.Deleuze & F. Guattari (1987) identified several key
principles of rhizomatic organisation. First, there is the
principle of connection and heterogeneity, according to
which any element can be connected to any other,
regardless of its nature. Second, there is the principle of
multiplicity, whereby the structure is not reducible to a
single centre or essence but exists as a constellation of
equal elements. Third, there is the principle of
asignifying rupture, which refers to the system'’s capacity
to break and reconstitute itself in new configurations
without losing its integrity. The principles of
cartography and decalcomania are also important: the

rhizome produces its own “maps” of reality, which
remain open to change and transformation.

In contrast to the arborescent model, which
presupposes a clear hierarchy, centre, and
subordination, the rhizomatic structure is
fundamentally anti-hierarchical. This distinction is
visually illustrated in Figure 1, which compares two
spatial models: the tree-like, or arborescent, structure,
which presupposes a linear and hierarchical order
originating from a root, and the rhizomatic structure,
characterised by non-linearity, multiplicity, and the
continuous formation of connections without a
predefined hierarchy. This characteristic makes it
possible to apply the rhizomatic model to the analysis of
marginalised art clusters, which are formed without
centralised control and do not follow a single
developmental logic.

Figure 1. Rhizome and arborescent structures
Source: Happy Sleepy (n.d.)

A marginalised art cluster of the underground type
thus functions as a rhizome within urban space. It does
not possess a clearly defined centre, such as a gallery,
institution, or administrative core, but consists of
multiple points of activity: individual artists, temporary
studios, graffiti-covered walls, improvised exhibition
spaces, and performative events. Each of these
elements is autonomous yet simultaneously embedded
within a constantly shifting network of interactions. In
this sense, the space of the art cluster is a process of
continuous “unfolding”, similar to a rhizome that
expands not according to a predetermined plan but
through multiple, often accidental connections.

Schematic representations are important for
understanding why art clusters formed through
underground transformation are examined in this
context. As shown in Figure 2, institutionalised art
clusters, such as managed creative zones or art centres,
are characterised by a hierarchical organisation with a
clearly defined core. This core, typically represented by
ownership or administrative structures, generates and
controls subordinate elements, forming a system in
which functional components are dependent on and
spatially organised around a central node.
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Figure 2. Hierarchical structure of a managed art
cluster. Illustration by the author, 2026.
Source: created by the author

By contrast, Figure 3 illustrates the structure of a
marginalised art cluster at the stage preceding cultural
colonisation. In this case, the organisation is
rhizomatic: it lacks a single governing centre, and its
development occurs in an anarchic and non-linear
manner. Such clusters emerge through processes of
industrial squatting and evolve through the
spontaneous and chaotic distribution of functions,
resulting in a network of interconnected yet

independent elements.
€2
E TTINGS
~ |

Figure 3. Rhizomatic structure of an underground
art cluster
Source: created by the author

It is important to note that such rhizomatic
organisation is directly linked to the anarchic nature of
the way marginalised art clusters are formed. This does
not refer to political anarchism in a narrow sense, but
rather to the absence of centralised control, regulation,
and hierarchy in the development of such clusters. The
space is formed through chaotic, spontaneous actions by
various actors who are not coordinated by a single
institution. This produces an effect of unpredictability,
fragmentation, and openness to change. This logic of
development corresponds to the staged formation of art
clusters outlined by S. Shkoliar (2025). The initial phase
is abandonment, when an industrial site loses its
function and enters a state of physical and social decline.

This condition creates the preconditions for the next
stage - industrial squatting, that is, the unauthorised
appropriation of space by artists and creative
communities. It is precisely at this stage that the
rhizomatic structure begins to form most intensively:
initial nodes of activity emerge, without rigid
connections, but they gradually develop into a network.

Further development occurs through spontaneous
cultural colonisation, when new participants join the
space, the number of artistic interventions increases,
and temporary events and informal practices emerge
(Shkoliar, 2025). Importantly, up to this point, the
structure of the art cluster remains chaotic and non-
linear, rather than being subordinated to any
centralised logic. Each new element does not integrate
into an existing hierarchy but instead transforms the
configuration of the space itself, generating new
connections and branches. Thus, prior to the stage of
cultural colonisation, the marginalised art cluster
functions as an open rhizomatic system with a
distinctly anarchic structure, in which stable centres,
clear boundaries, and fixed roles are absent. It is
precisely this disorder and decentralisation that secure
its capacity for intensive creative development,
forming an alternative model of urban becoming that
contrasts with institutionally controlled forms of
spatial organisation.

At the same time, the results indicate that the
development of marginalised art clusters is not
teleologically directed and does not necessarily involve
progression through all stages of transformation. Such
formations may remain at any stage, including
abandonment, industrial squatting, or early cultural
activation (Shkoliar, 2025). In cases where the art
cluster does not transition to the stage of cultural
colonisation, its spatial and social structure retains its
rhizomatic character. In particular, remaining at the
stage of industrial squatting implies the absence of
institutional formalisation, a stable functional
structure, and centralised management. In this
condition, space is organised through multiple local
initiatives that do not follow a unified logic. This
corresponds to the concept of the rhizome formulated
by G. Deleuze & F. Guattari (1987), which emphasises
non-hierarchical organisation, decentralisation, and a
multiplicity of connections.

Within this theoretical model, the rhizome is also
associated with the idea of anti-hierarchical or
unstructured social systems, where there is no centre
of power or organisation, and interactions occur
horizontally. In this context, the marginalised art
cluster can be understood as a space in which such a
model is practically realised, where social, creative, and
spatial processes unfold without rigid regulation. The
absence of hierarchy, the instability of functions, and
openness to change create an environment that can be
interpreted as a form of “spatial anarchy” in the
analytical sense, that is, as a system without centralised
control. An empirical example of such a structure is the
Shvil HaMeretz art cluster in Tel Aviv (Fig. 4), which
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developed within former industrial sites and consists of
several separate buildings. The space is characterised
by the absence of a unified compositional or functional
centre: individual buildings function as autonomous
units that include creative studios, galleries,
workshops, and other mixed-use spaces (Fig. 5).

The visual environment of the cluster is formed
primarily through various forms of graffiti and street
art covering building facades, inner courtyards, and
transitional spaces (Fig. 6). In this context, one can
observe the prevalence of anarchic graffiti and
spontaneous inscriptions applied directly to
architectural  surfaces  (Fig.7). Such visual

Figure 4. Buildings of the Shvil HaMeretz art cluster,
Tel Aviv, Israel
Source: taken by the author

interventions, which would typically be classified as
vandalism within formal urban environments, are not
only tolerated within the territory of the art cluster but
are also implicitly legitimised as part of its cultural and
spatial identity.

The absence of institutional control over these
practices contributes to the formation of a dynamic
visual layer, in which multiple authors continuously
redefine the aesthetic and semantic structure of the

environment (Fig. 8). In this sense, the facades operate
as open canvases, enabling ongoing artistic production
and reinforcing the rhizomatic, non-hierarchical nature
of the cluster.

Figure 5. One of the buildings in the Shvil HaMeretz
art cluster, Tel Aviv, Israel, featuring a mural
Source: taken by the author

Figure 6. Fragment of the fagade of one of the Shvil
HaMeretz art cluster buildings, Tel Aviv, Israel,
featuring graffiti and signs of industrial ruins
Source: taken by the author

These interventions lack centralised control or a
unified stylistic framework, further emphasising the
decentralised nature of the spatial organisation. At the
same time, the cluster includes a local navigation
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Figure 7. Fragment of the facade of one of the Shvil
HaMeretz art cluster buildings, Tel Aviv, Israel,
featuring layers of graffiti
Source: taken by the author

system in the form of signage indicating buildings and
room numbers, which performs the utilitarian function
of orientation without establishing a hierarchical
structure (Fig. 9 - Fig. 11).
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These elements provide minimal spatial legibility,
allowing users to navigate between studios, galleries,
and shared facilities while preserving the open and
fragmented character of the cluster. At the same time,
informal and handmade navigational markers, such as
wall drawings and improvised directional signs, extend
this system through spontaneous user-generated
interventions  (Fig.12), further reinforcing the
rhizomatic logic of decentralised spatial communication.

According to ethnographic observation, a rental
mechanism operates within the space: individual
premises are leased to artists. However, even in the
presence of such an organisational element, the space
does not acquire a clearly structured management
centre, as there is no single institution regulating all
processes within the cluster. Shvil HaMeretz thus

exemplifies an art cluster situated at the threshold
between squatting and cultural activation while
maintaining a rhizomatic, non-hierarchical structure.
Thus, the possibility of an art cluster remaining at the
early stages of development without transitioning to
cultural colonisation results in its preservation as an
open, decentralised system. In such cases, the rhizome
functions not only as an analytical model but also as a
real form of spatial organisation, manifested in the
absence of a core, the multiplicity of connections, and
horizontal interactions. This structure is directly linked
to the material conditions in which such art clusters
emerge - primarily abandoned industrial environments.
In this context, it becomes necessary to consider the
industrial ruin as an environment that enables processes
of deterritorialisation and aesthetic reinterpretation.

P

e

T

oot

Figure 8. View from the window of an art studio within one of the Shvil HaMeretz buildings,
overlooking graffiti, Tel Aviv, Israel

Source: taken by the author

Figure 9. Element of the navigation system
indicating Building 3 and its functions, Shvil
HaMeretz art cluster, Tel Aviv, Israel

Source: taken by the author
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Figure 10. Element of the navigation system indicating
the location of Dvir Gallery at the Shvil HaMeretz art cluster,

Tel Aviv, Israel

Source: taken by the author
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Figure 11. Element of the navigation system
indicating Building 3 of the Shvil HaMeretz art cluster,
Tel Aviv, Israel

Source: taken by the author
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Figure 12. Stairwell in the Shvil HaMeretz art cluster

with a homemade navigation system in the form of
wall drawings, Tel Aviv, Israel

Source: taken by the author

In contemporary architectural and urban
discourse, industrial ruins are traditionally considered
within two primary approaches: demolition or
adaptive reconstruction, that is, revitalisation. This
dichotomy reflects the dominant logic of functionalist
thinking, in which space is evaluated primarily in terms
of its utilitarian suitability and compliance with
contemporary standards. In the first case, demolition,
industrial sites that have lost their original function are
treated as spatial “defects” to be eliminated in order to
enable further use of the territory. In the second case,
reconstruction, they are integrated into new urban
scenarios through adaptation to contemporary
functions, including residential, cultural, and
commercial uses. Both approaches imply controlled
intervention aimed at organising space and bringing it
into a normatively defined condition. In most cases, a
significant proportion of such sites retain structural
integrity and load-bearing capacity even after
prolonged periods of abandonment. This suggests that
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their demolition is often determined not so much by
technical factors as by aesthetic and ideological
considerations. A key argument in favour of demolition
is the perception of industrial ruins as “non-aesthetic”
objects. Within modernist and postmodern
architectural traditions, the aesthetics of the urban
environment have long been associated with categories
such as cleanliness, order, completeness, and novelty.
Accordingly, surfaces that are devoid of traces of time,
wear, damage, or external intervention are perceived
as conforming to normative notions of “quality” space.

In this context, any manifestations of material
degradation, such as cracks, corrosion, layers of paint,
and graffiti, are interpreted as disruptions of visual
order. As noted by T. Edensor (2005), such surfaces
exceed the bounds of controlled aesthetics and are
perceived as “excessive” or “undesirable”, as they resist
easy interpretation within standardised architectural
codes. Consequently, the aspiration to “cleanse” space
of temporal traces forms part of a broader tendency
towards the sterilisation of the urban environment.
Research critiques this understanding of aesthetics as
limited, emphasising that it excludes alternative modes
of spatial perception. In particular, industrial ruins
offer a different aesthetic paradigm: an aesthetics of
processuality, incompleteness, and material memory.
Within this framework, traces of time, such as
scratches, layers, and graffiti, are understood not as
defects but as carriers of information about the spatial
history, shaping its unique identity. The dominant
perception of aesthetic value as the absence of
temporal traces is socially and culturally constructed. It
reflects a desire for control, standardisation, and
predictability characteristic of modern urbanism. In
contrast, industrial ruins, because of their material
heterogeneity and openness to interpretation, offer an
alternative model of aesthetic experience that becomes
the foundation for the formation of marginalised art
clusters.

Further analysis, in accordance with the aim of this
study, requires consideration not only of the structural,
or rhizomatic, organisation of marginalised art clusters
but also of their aesthetic and sensory dimensions,
which are formed under the conditions of abandoned
industrial environments. Within marginalised art
clusters, these properties of ruin become the basis for
the formation of an aesthetics of becoming, where
space is not completed or stabilised but exists in a
process of continuous transformation. This
corresponds to both the rhizomatic logic of G. Deleuze
& F. Guattari (1987) and G. Bachelard’s (1994) concept
of the poetics of space, in which the environment is
understood as a source of intimate, sensory experience.
In this sense, neglect acts as deterritorialisation - a
concept that denotes a rupture with the previous
functional and symbolic structures of space. When an
industrial site loses its original function, it moves
beyond established urban scenarios and becomes open
to new forms of appropriation. As noted by ]. Novy &
C. Colomb (2016), such spaces are characterised by a
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high degree of flexibility, allowing different social
groups to reinterpret them according to their own
needs and practices.

Within marginalised art clusters, the process of
deterritorialisation is directly linked to artistic
interventions. Street art, temporary installations, and
performative practices function as mechanisms of
reappropriation, or reterritorialisation, endowing
space with new meanings. According to contemporary
studies of street art, such practices not only transform
the visual image of the environment but also alter the
ways in which it is used socially, generating new
scenarios of interaction. Thus, the marginalised art
cluster emerges as a space in which processes of
deterritorialisation - neglect, decay, and loss of
function - and reterritorialization - artistic
interventions and social practices - intersect. This
duality defines it as a space of becoming, where
aesthetics is formed not through completed forms but
through processuality, openness, and indeterminacy.

Of particular importance in this context is the
sensory experience of interaction with space, which
extends beyond purely visual perception. As
emphasised by T. Edensor (2005), ruins activate
multisensory perception: sound, including echoes and
creaking structures; tactility, including surface
roughness; and smell, including dampness and dust,
form a complex experience thatis not typical of ordered
urban environments. In marginalised art clusters, these
sensory qualities intersect with artistic interventions,
creating a hybrid aesthetic space in which the
materiality of ruin interacts with the symbolic layers of
art. The aesthetic significance of marginalised art
clusters, therefore, lies not only in the visual
transformation of abandoned sites but also in the
formation of new modes of experiencing the urban
environment. Such clusters function as spaces where
the materiality of ruin, rhizomatic structure, and
artistic practices interact, producing alternative
models of urban experience.

An empirical example is the Shvil HaMeretz art
cluster in Tel Aviv, which represents a type of
marginalised environment formed within partially
abandoned industrial sites. The spatial organisation of
this cluster is characterised by the absence of a
compositional centre, the presence of several buildings,
and a fragmented navigation system. Signage in the
form of plaques indicating room numbers and
functions  creates the minimum  necessary
infrastructure but does not establish a hierarchical
structure, thereby confirming its rhizomatic character.
The visual environment of the cluster is saturated with
various forms of street art, including the following:

1. Graffiti (tagging, throw-up, murals) - as a basic
form of spatial marking that signals presence and the
symbolic appropriation of territory.

2. Street art (figurative murals, stencil art) - as
more complex compositions that create visual accents
and influence the aesthetic perception of space.
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3. Sticker art - as small-scale interventions placed
ondoors, walls, and navigation signs, forming a layered,
accumulative visual structure.

4. Paste-ups and temporary installations - as
paper-based or mixed-media objects with a limited
temporal lifespan.

Particularly illustrative is the use of sticker art as a
form of micro-intervention that corresponds to
rhizomatic logic: it is not centrally placed, spreads non-
linearly, and forms a network of visual traces that
overlap with one another. As noted by R. Campos
(2021), such practices produce an “accumulative
surface aesthetic”, in which meaning is generated not
by individual images but by their aggregation. Within
the context of ruin aesthetics, these visual layers
interact with the materiality of the abandoned
environment. Worn surfaces, cracks, remnants of paint,
and industrial textures become the basis for artistic
interventions, supporting the thesis of spatial co-
production (DeSilvey & Edensor, 2013), where the
material and the symbolic form a unified system.
Graffiti and street art do not merely cover the surface
but engage with it, enhancing its texture and visual
complexity.

From the perspective of contemporary street art
studies, such practices should be understood as a form
of spatial communication that operates outside
institutional frameworks (Young, 2013). They generate
alternative narratives that are not subordinated to
official mechanisms of urban image production. In
marginalised art clusters, this is manifested in the
absence of a unified stylistic code: diverse artistic
practices coexist, conflict, and interact, forming a
polyphonic visual environment. This allows the art
cluster to be interpreted as a space in which street art
performs the function of a semiotic framework that
structures the environment without -centralised
control. Such a structure directly corresponds to the
concept of the rhizome, in which any element can
connect with any other, and meaning emerges through
interaction rather than hierarchy (Deleuze & Guattari,
1987). Furthermore, artistic practices in such
environments should be considered manifestations of
underground art practices formed outside official
institutions. As noted by R. Campos (2021),
underground art is characterised by autonomy,
temporality, and resistance to commercialisation. In
the case of marginalised art clusters, these
characteristics are intensified by spatial conditions:
abandonment and the absence of control create
opportunities for free artistic experimentation.

Thus, it can be argued that street art in marginalised
art clusters transforms the visual image of space and
shapes its structural and aesthetic logic. Through
multiple, decentralised interventions, it reproduces a
rhizomatic model of organisation in which there is no
core, and space develops as a network of interconnected
elements. In summary, marginalised art clusters can be
defined as specific urban formations in which the
following elements converge: the materiality of the
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industrial ruin, a rhizomatic structure of spatial
development, and underground artistic practices. This
combination constitutes their aesthetic potential as
spaces of becoming, where neglect does not function as
a sign of degradation but as a condition for the
emergence of new forms of artistic and spatial identity.

CONCLUSIONS

The conducted study demonstrates that marginalised
art clusters in post-industrial cities result from the
spontaneous appropriation of abandoned spaces and
are formed as rhizomatic structures lacking centralised
governance or a unified compositional core. It has been
established that the abandonment of industrial sites
functions not as a deficit but as a productive condition
for the emergence of new forms of spatial and social
organisation, in which the materiality of ruin, artistic
practices, and sensory experience interact in processes
of poetic and aesthetic interpretation of the
environment.

The study shows that underground art clusters
function as open, decentralised systems in which street
art, graffiti, sticker art, and temporary installations act
as mechanisms of reterritorialization of space. They
create a multi-layered, polyphonic visual structure that
shapes the aesthetic logic of rhizomatic organisation
and stimulates alternative modes of social and artistic
interaction. The findings confirm that marginality and
abandonment are key factors contributing to the
emergence of new forms of spatial identity and
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