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ApT-TEKCTU/b AK cpepa TBOPYOro eKCNEePUMEHTY Cy4aCHUX Au3aiiHepiB

Amina Macem*

AcnipaHT, BUKAagau

XapKiBCbKa AeprKaBHa akageMia An3anHy i MucTelTs
61002, Bya. MucTteuTs, 8, M. XapkiB, YKpaiHa
http://orcid.org/0009-0002-4947-1957

TeTaHa Manik

Crapluii BUK/iagau

XapKiBCbKa AeprKaBHa akageMia An3anHy i MucTelTs
61002, ByA. MucTteuTs, 8, M. XapkiB, YKpaiHa
http://orcid.org/0000-0002-7678-955X

BikTopia byasak

KaHauaat MUCTeLTBO3HABCTBA, AOLEHT

XapKiBCbKa AeprkaBHa akageMia An3anHy i MucTelTs
61002, ByA. MucteuTs, 8, M. XapkiB, YKpaiHa
http://orcid.org/0000-0002-4537-8766

AHoTauiAa. CtaTTs NpUCBSIYEHA JOC/TIPKEHHIO apT-TEKCTHIIO sIK Chepd TBOPYOro eKCNEPUMEHTY Cy4acHHX
JU3aiiHepiB OJATy Ta aKcecyapiB B KOHTEKCTI B3aeMO/il TpaAULIiIHHUX peMecl | HOBITHIX XyJOXKHIX NpPaKTUK. B
LIeHTpi yBaru aHaji3 B3a€EMO3B’I3Ky KJACUYHUX TEKCTHU/IbHUX TeXHIK i3 CydacHHUMH MeTOJaMH NPOEKTYBaHHS,
o GopMyIOTb HOBY e€CTETHKY MaTepiajibHOCTI Ta PO3LIMPIOIOTh Mexi Ju3alHy. Po3r/siHyTO 0c06JMBOCTI
BUKOPUCTAHHS HETPAAULIMHUX MaTepiasiB y CTBOPEHHI apT-TEKCTUJII0, 30KpeMa eKCIIEPUMEHTIB i3 BTOPUHHOI
CUPOBHUHY, CHHTETHUYHUMH KOMIIOHEHTaMH Ta KOMOGiHOBaHMMHM aKTypamy, ski cnpusioTb GOpMyBaHHIO
iHHOBaLIMHUX JU3alHEPChKUX pillleHb.

OkpeMo yBary Npy/iiieHo TexHini TKalTBa Ta ii cyyacHUM TpaHchopMaLisiM — MaHIMyJISALisIM i3 lepenjieTeHHIMH,
00’€MHUMH CTPYKTypPaMH i peKOHCTPYKIii TpaJUIiHHUX MiAXOAiB, 1[0 AKTUBHO 3aCTOCOBYIOThHCS B IU3alHI 05Ty
Ta akcecyapiB. IIpoaHasisoBaHO poJib PYyYHHUX TEKCTUJBHUX NPAKTUK: allJliKalil Ta TEKCTUJIBHOTO KOJIAXYy,
BUIIMBKY, 06aTiKy, NeYBOPKYy Ta aBTOPCHKOr0 MNPUHTA SIK IHCTPyMeHTIB CTBOpeHHA iHAUBiAyasnizoBaHOl
XyZA0XHbOI MOBM Ccy4acHoi Mo/H. BuU3sHa4eHo, 1110 TO€JHaHHSA TPaAULiHHUX | eKCIepUMeHTalbHUX TEXHIK COPHUSIE
NepeoCMUCTIEHHIO OJATY SIK apT-00’€KTa, 1[0 MOXHA HOCUTH, Jile MaTepiaJl BUCTYIIa€ 3aCO60M KOHLENTYaJIbHOT'0
BUCJIOBJIIOBAaHHA.

Ha npuk/iazax TBOPYOCTI Cy4aCHUX CBITOBUX Ta YKPAlHCBKUX JU3alHepiB BUCBIT/IEHO IPAaKTUYHe 3aCTOCYBAaHHA
apT-TeKCTUJIbHUX MeTOiB Yy fashion-usaiini. [lifkpecseHo, mo iHTerpanis peMiCHUYUX TEXHOJIOTIH i3 HOBITHIMH
MarepiajaMy Ta aBTOPCBKHMMM eKCllepUMeHTaMM GOPMY€E aKTyaJbHi TeHJeHLii pO3BUTKY JU3alHYy OJAry Ha
noyaTky XXI cTosiTTa. Pe3yapTaTu A0C/AiAXKeHHS MOXYTb OYTH BUKOPUCTAHI ¥ MUCTELTBO3HABUMUX CTYAifX,
OCBITHIiX IporpaMax 3 Au3aiHy Ta IpaKTUYHIl AifabHOCTI fU3aliHepiB 04Ty .

KAwuoBi c/10Ba: exkcrneprMeHTaJbHAa MOJa; XYAOXHIA TEKCTU/b; GaKTypHi TpaHcpopMalil; ancaikJIiHr;
KOHIeNTya/lbHe MPOEKTYBAaHHS; eCTeTHKA MaTepiaiy
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Apm-meKkcmusb SiK cepa meop4020 ekcnepumeHmy ...

BCTYN

B cyyacHOMy MuCTeLbKOMYy Ta JU3allHEPCbKOMY
JUCKYypPCi apT-TeKCTUJIb PO3TJISAAETHCA K CaMOCTiHa
chepa TBOPUOIo EKCIIEPUMEHTY, 1[0 MOEAHYE Xy 0KHi,
peMicHHMYI Ta NPOEKTHI NPaKTUKHU. 3MiHa MiAXOAIB [0
Au3aiiHy ofsAry Ha nodaTky XXI cTosiTTa 3ymoBuJa
MepeoCMUCJIEeHHSI  TEKCTUJIK0  He  TUIbKH  SIK
MaTepiaJbHOI OCHOBU BUPOOY, a IK aKTUBHOTO HOCis
3MICTy, eMOLiiHOI BUPA3HOCTI Ta KOHLENTYaJbHOrO
BUCJIOBJIIOBAaHHA. B IIbOMy KOHTEKCTI JOCJiKeHHS
apT- TeKCTWIW  HabyBae  aKTyaJbHOCTI  fK
MIDKAMCUMIITIHAPDHU K HanpsM, 1110 06’e1HyE
MHCTELITBO3HABCTBO, AU3alH | MaTepia/ibHY Ky/IbTYpYy.

[IuTaHHA XyLOXKHIX MOX/JIMBOCTEN TEKCTUJIKO Ta
Moro pouiy opMmyBaHHi 06pa3y BUpOOY pO3T/ISHYTO B
kosiekTUBHIA mpani M. Kolosnichenko et al. (2020).
ABTOpu  aHani3yioThb  QakTypHi  pilleHHA B
XyJl0XKHbOMY TEKCTWJI, AU3alHi Ta MO, MpUiIsa0uU
yBary TepPMIiHOJIOTIYHMM acleKTaM i JeKOpaTUuBHUM
TexHiKaM. Y JOCJIiP)KEHHI CHCTEMAaTH30BaHO MOHATTS,
NoB’si3aHi 3 QaKTYpHUMHU pilIeHHAMH TEKCTUIBHUX
BUPOGiB, Ta PO3TJSAHYTO BIUIMB (GaKTypu Ha iXHE
XyJl0XKHbO-00pa3He CIPUUHATTSA. g mpa1s CTAaHOBUTH
TeopeTU4yHe MiJIPYHTS [AJs aHajldily MaTepiaay #
TEKCTUJbHOI NOBEPXHI fK YUHHUKIB XyJ0HbOI
BUPA3HOCTI B AU3alHI.

Y. Bilodid (2021) akueHTye yBary Ha poJi
TEKCTUJIBHUX TEXHOJIOTI y PpO3BUTKY Cy4acHOTO
JU3alHy OJAry, PO3IJis/lalodu MaTepiaJ sIK OCHOBY
TBOPYOTO €KCIIEpUMEHTY. B JOCJIiIpKeHHI
NiIKpeC/II0ETHCS 3HaYeHHsI TEXHOJIOTIYHUX NPOLIECIB y
CTBOPEeHHI HOBUX QAKTYp i KOHCTPYKTUBHUX pillleHb.
ABTOp TmoOKasye, 10 IHHOBALii y TeKCTHUJI
6e3nocepelHbO BIJIMBAIOTh HAa XYA0XHIO BUPAa3HICThb
cydacHoro koctioma. Zh. Sevchuk (2023) mocrimxkye
amlikanilo Ta TeKCTUJIbHUM KOJaX fK aKTyasbHi
NPAaKTUKHA CY4acCHOrO [JeKOPAaTUBHOTO MHUCTELTBA.
ABTOpKa po3rJsjac 1ji TexHIKU sIK 3ac00U CTBOPEHHS
faraToliapoBoi Bi3yasbHOI CTPYKTYDPH, L0 1O3BOJISIE
MOEAHYBATH pIi3HI MaTepiasd Ta XyJOXHI NiAXOJH.
Takuiéi  Meros  popMye  HOBY  IJIACTUYHICTh
TEKCTUJILHOTO 00’€KTAa ¥ aKTUBHO BUKOPUCTOBYEThHCS
y AU3alHi ogdry.

€BpoOmNenCcbKi [JOCHIAHUKU TaKOX pO3IrJasa4aloTh
TEKCTUJIb IK KOHIeNTyaJbHUM IHCTPYMEHT Cy4acHOTO
nusaiiHy M. Salolainen, A. Leppisaari Ta K. Niiniméaki
(2019) BBOAATL moHATTA «textile thinking», B Mexax
SKOI'0 MaTepias cTae 3aco60M MHCJeHHs Au3aiHepa
Ta PpopmyBaHHsA TBopYoro mpouecy. F. Kuran (2025)
TPAKTyE TEKCTWUJIb fIK CKJIAJIOBY KOHIENTYaJbHOTO
MUCTELTBA, MiKpeCJII0I04U woro 3JIaTHICTb
TpaHchopMyBaTucd 3 yTUJIITapHOro O06’€KTa B
XyZ0KHIN MeaiyM.

E. Reabenchi Tta A. Simac (2024) nigkpec/il0Thb
3Ha4YeHHH eKCcrepuMeHTaIbHUX TEKCTUJIbHUX
NpakTUK y ¢opMyBaHHI TBOpPYOro MHCJIEHHS
Ji3aiiHepiB, po3ras/jaloyr TEKCTUIb SIK IaTdopmy
IHAMBIyaJIbHOTO XyZO0KHbOr0 MOWYKy. BogHouwac
Bradley Quinn (2010; 2012) Bu3Havyae cy4acHUH
TEKCTUJIb SIK IPOCTip CUHTE3y MUCTELTBA, TEXHOJIOTIN

i Mmoay, fe dakKTypa, CTPyKTypa Ta MaTepiaJ CTalOThb
TrOJIOBHUMU 3aCO06aMH BUPA3HOCTI. Horo JOCJIiP>KeHHS
i TBEPKYIOTh, 1[0 apT-TEKCTUJIb (GOPMYE HOBY
napajgurmy Au3aiHy oAAry, B iKW MaTepias BUCTYNAE
HOCieM ifel.

TakuM 4YMHOM, aHa/li3 Cy4YaCHUX HayKOBHUX
JOC/IiPKeHb 3acCBifjuye, WO apT-TEKCTU/b IOCTAE fK
caMmocTiiiHa cdepa TBOPUOro €KCIIEPUMEHTY, y SKiH
TpaAuLiiiHi TexHiKM, iHHOBaUiliHI MaTepiajiu Ta
XyZI0’%KHI MPAaKTHUKU B3aEMOJiIOTb, POpPMyH4H HOBI
NiX0H A0 AU3alHYy OJATY Ta aKcecyapiB B CYYaCHOMY
KyJIbTYPHOMY IIPOCTOPI.

MeTo10 AOC/HiJKEHHs € BU3HAYeHHS poOJIi apT-
TEKCTU/IIO $sK cdepu TBOPYOro eKCIepHMeHTy B
Cy4yacHOMY [JM3alHi OAATy Ta BUSABJEHHS OCHOBHHUX
HanpsaMiB TpaHncdopManii TpagULiiHUX TEKCTUIBHUX
NpaKTHUK y cydyacHoMy fashion-ausaiiHi.

MATEPIA/IU TA METOAU

B npoueci fociaigpkeHHs apT-TEKCTUIIIO K chepu
TBOPYOTO €KCIIEPUMEHTY B Cy4aCHOMY AU3alHI 0gAry
6y/J10 BUKOPHMCTAHO KOMIIJIEKC 3arajJlbHOHAyKOBUX i
crneliaJbHUX MeTOJIB Ii3HaHHS, 110 [J03BOJIMJIM
pO3IJIAHYTH TeKCTUJIbHI NpPaKTUKH AK
B3a€EMOIIOB’A3aHe XYJLOXKHE, KyJIbTypHe Ta
JAusaiiHepcbKe sfiBulle. OCHOBHUMU MeTOJaMHU CTaJU
NOpPIiBHAJIBHUM MiJXi[, KOHTEHT-aHaJi3, Bi3yaJbHUU
aHaJi3, a TaKOX MeTOoJ, ICTOPUKO-KYJbTYPHOIO
KOHTEeKCTyaJli3yBaHHA. AHaJ/li3 I CUHTe3 JajJu 3MOry
PO3K/JIaCTU MNOHATTSA «apT-TEKCTWJb» Ha CKJIaJ0BI
eJleMeHTH, BUBHAYUTU HOro MaTepiajibHi, eCTETUYHI
Ta KOHLeNTyaJlbHi XapaKTEepUCTUKH, a TaKOX
y3araJbHUTH POJIb TEKCTU/JIbHUX TEXHIK y popMyBaHHI
Cy4acHOI Au3aiiHepCbKOI MOBHU.

[TopiBHs/IBHUK aHa/i3 6yJ0 3acTOCOBAaHO JJIs
3icTaBJieHHd MiAXOJiB J0 BUKOPUCTAaHHSA apT-
TEKCTU/IIO B CBITOBOMY Ta YKpalHCbKOMY JHW3aiHi
0JATY, 110 [ 03BOJIMJIO BUSIBUTH CIIJIbHI TeHJeHLil Ta
cnenuiky JIOKaJIbHUX iHTepHpeTanid TEeKCTUIbHUX
npakTuk. KoHTeHT-aHaNi3  BUKOPHUCTAHO  [JJid
OonpalLl0OBaHHA HAayKOBHUX CTaTel, KpUTUUHUX TEKCTIB,
iHTepB'I0 3 Au3aliHepaMU Ta aHaJITUYHUX OTJAJIB,
ony6JIiKOBaHUX Y MiKHapoJHUX BUAaHHAX Textile
History, Arts (MDPI), International Journal of Art &
Design Education, Clothing & Textiles Research Journal,
Fibres & Textiles in Eastern Europe, Textile Research
Journal, a Takoxx y Moguux Mezia Vogue, WWD. lle
JIO3BOJINJIO BU3HAYMTH KOHIENTYyaJbHI aKLEHTH
Cy4aCHOT0 JUCKYpCy apT-TeKCTUJIIO Ta IMPOCTEXUTU
TpaHcpopMallilo TEKCTUIIIO 3 YTUJIITapHOI'0 MaTepiany
B XyZI0’KHIl MeJiyM.

BisyasnbHUM aHasi3 3acTOCOBAaHO JJisl OILiHKU
dopmu, ¢axkTypH, IJIACTUKKM MaTepiany, CIoco6iB
MaHinyasanii TEKCTUJIbHUMU IMOBEPXHAMHU Ta
KOMINO3ULINHUX pilileHb B JU3alHEPCbKUX KOJIEKIifIX.
MeToJ, iCTOPHUKO-KYJbTYpPHOTO aHaJli3dy [J03BOJIUB
OCMUCJIATH KOHTEKCTHU PO3BUTKY apT-TEKCTHUJIIO Yepe3
NepeoCMUC/IeHHS PeMiCHUYUX Tpajulil, eTHIYHUX
TEeKCTUJIbHUX KOJIB i IX iHTerpauiro B contemporary
fashion.
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Ha nmnepmomy erani  pgociifkeHHd — 6yJi0
c$opMOBaHO TeOpeTUYHE [10JIe Ta BUSHAYEHO KJIH0YO0Bi
MOHSATTS: «apPT-TEKCTU/Ib», «TEKCTUJbHI MPAKTUKU»,
«MaTepiaJIbHICTb», a TAKOXK OKpeCJIeHO IX 3Ha4YeHHS B
Cy4yacHi  KyJbTYpHO-AW3alHEepCbKi  mapaJuri.
HactynHuMm eranmoMm cTaB 36ip MartepiasiB, 110
BKJ/IIOYAB HAyKOBi Mmy6JiiKallii, KaTaJord KoJIeKIIiH,
apxiBU IOKa3iB, Bi3dyaJibHi MaTepia/d Ta aHaJIiTU4YHI
OTJISIIN 3 M>)KHApPOJAHUX HAYKOBUX KypHaJiB i fashion-
miatdopm. Jlo aHazmizy 6ys0 3ajJydeHO TBOPYICTh
CydacHUX [iM3aiiHepiB, y MpaKTUKaxXx fAKHX apT-
TeKCTUJIb BUCTYIIAE OCHOBHUM 3acob6oM
dopmoTBOopeHHs: Iris van Herpen (TeKCTH/bHA
CKyJBIITYypa Ta eKCllepUMeHTaJbHi MaTepianu), Rei
Kawakubo (Comme des Gargons) i Junya Watanabe
(AeKOHCTPYKLis Ta TeKCTUIbHI TpaHchopMalii), Yohji
Yamamoto (mjacTMKa TKAaHMHM Ta €KCHpecuBHA
MaTepia/ibHicTh), Derek Lawlor (ekcnepuMeHTaibHUR
TpUKOTaX 1 TekcTuabHa dakrtypa), Alicja Koztowska
(fiber art i TekcTu/ibHa CKyJbOTYpa). YKpaiHCbKUN
KOHTEKCT NpeJCTaBJeHO poboTaMu [Ju3aiHepiB
KSENIASCHNAIDER (ancadikiiHr i TeKCTHUJIbHUU
kosaxx), Litkovska (mepeocMucieHHs TpaguLliiHUX
TexHik), DZHUS (TpaHcdopMaTuUBHi TeKCTUJbHI
KOHCTpykKLii) Ta Gunia Project (iHTepnpeTanis
peMiCHUYHX TEKCTUJIbHUX PAKTHK).

@iHanpHUM  eTanoM  JOCJHiPKEHHS  CTaJlo
y3araJbHeHHSs OTPUMaHUX pe3y/bTaTiB i
dbopMyJItOBaHHS BUCHOBKIB 1100 POJIi apT-TEKCTUIIIO
K iHCTpyMeHTy GOpMyBaHHS HOBOI JAM3alHEpPCHKOI
MOBHY, B SKUH IIOEJHYETbCA  MaTepiajbHi
eKCIepUMEeHTH, XyZ0XKHA BUPa3HICTb i
KOHIleNTya/IbHe MUCJIeHHS] Cy4acHOTr0 JU3aiHy oJry.

PE3Y/IbTATU TA IX OBFOBOPEHHS

KntouoBi TeopeTnuni migxomu, mo ¢opMyoThb
OCHOBY [JOCJi/KeHHsl, 30KpeMa NOHATTHA «apT-TeKC-
TUJIb», «TEKCTUJIbHI IPAKTUKU» TA «MaTepiaJbHICTb».

Ix ocMMCIeHHA [03BOJISIE BUSHAYUTH cHeludiky
Cy4aCcHUX IU3alHEPChKUX MPOLECIB, B SKUX TEKCTUJIb

BUCTYTIAE K KOHIIENTYaJbHUH iHCTpyMeHT
Xy[AOXKHBOTO  BUCJIOBAIOBaHHA. [loHATTA  «apT-
TEKCTWJIb» Y Cy4aCHOMY HAayKOBOMY JHUCKypCi

TPAKTYETbCA AK MIDKJUCLMIIIHApHE fABUILE, 110
MOEAHYE XYAOXHIM TeKCTW/Ib, contemporary art i
nusaH ogary (Kuran, 2025). ApT-TeKCTUIb BUXOAUTH
328 Mexi [JIeKOPaTUBHO-YKHTKOBOTO MMCTELTBA],
TpaHCPOPMYIOUUCH y dopmy aBTOPCHKOTO
XyZLOXXHbOT'O BUCJIOBJIIOBAHHS, Je KJYOBY pOJIb
BiflirpaloTh ekcliepuMeHT i3 MaTepiajioM, pakTyporo
Ta TexHosioriewo. Ha BiAMiHYy Bif TpajuniiHoOro
TEKCTUJII0, OPIEHTOBAHOTO Ha QYHKI[IOHAJBHICTb 260
OPHAaMEHTAJbHICTh, apT-TEKCTUJ/Ib aKLIEHTYE yBary Ha
npoueci CTBOpPeHHs, IHJAWBiAyaJbHOCTI aBTOpa Ta
KOHLENTyaJbHOCTI 06’€ekTa. Y LbOMY KOHTEKCTI
TEKCTUJIb PO3IIAJAETbCA SK HOCIH cMucaiB i
KyJbTYPHUX HAapaTWBIB, 110 Ja€ 3MOry TpPaKTyBaTU
ozAr sk GopMy HOCH6EbHOTO MUCTELTBA.

[IoHATTA «TEKCTUJIbHI NpPaKTUKU»  OXOILIIOE
CYKYIIHICTb TEXHOJIOTIYHUX, PEMICHUYUX 1 XYAOXKHIX

Jlif, TOB’I3aHUX i3 BUPOGHUITBOM, OOGPOOKOK Ta
TpaHcpopmaliero TKaHUHHU. [0 HUX BiZHOCUTBCA SIK
TpaJuIiiHI TEeXHIKM - TKAaITBO, BUIIMBKA, OaTHUK,
BaJ/IIHHA, I€YBOPK, allJliKallisl, pyuyHe papOyBaHHS, Tak
i cyyacHi ekcnepuMeHTaJ/IbHI MiAXO/H, 1[0 BK/IOYAKOTh
ancalkJ/IiHT, TEeKCTUJIbHUU KoJaX, UUPOBUM MPUHT,
KOMOiHyBaHHS ~ MaTepiasiB 1  MaHinyaaugii  3i
CTPYKTYpPOIO TKaHWHU. 3Ha4eHHSA NPaKTUYHOI po6OTH
3 TEKCTUJIEM | JOCJIiP)KEHHS BJIaCTUBOCTEN MaTepiay
posrasggaroTh Salolainen et al. (2019). IoHaTtTs
«MaTepiaJbHICTb» B Cy4yaCHOMY MHUCTELTBO3HABUOMY
Ta  Ju3aliHepCbKOMY  JUCKypci MoOB’s3aHe 3
OCMUCJIEHHAM Qi3MYHUX BJIACTUBOCTEN MaTepiany K
JbKepesa  Xy[0KHbOro 3Micty. MarepiajbHicTb
nepenbavae yBary A0  GaKTypu, IIJIBHOCTI,
[JIJACTUYHOCTI, Barv, NpPO30pPOCTI Ta TAKTHUJbHOCTI
TKaHWHU, SKi BIUIMBAalOTh Ha (OpPMyBaHHA 006pasy
BUpo6y (Kusko, 2025).

B cyyacHoMy pAu3aiiHi oAAry TeKCTUJb Aejadi
yacTilie QYHKLIOHYe $K CaMOCTIHHUH XyZ0XHil
MeJiiyM, 3JaTHUH $opMyBaTH KOHLENIil0 BUPOOYy Ta
BU3HAYaTU HOro eCTeTUYHY i 3MICTOBY CTPYKTYpYy.
daxTypa TEKCTH/IIO BUCTYNA€E KJIOYOBUM €JIEMEHTOM.
Tak, Kolosnichenko et al. (2020) posraspaTb
TEKCTYpPHIi pilleHHs XyA0XHiX TeKCTUJIbHUX BUPOOIB ¥
KOHTEKCTI TepMIHOJIOTIYHUX acCIHeKTiB XYAOXXHbOI
BHUPA3HOCTI, OCKIJIbKM CaMe MaTepiaJbHa CTPYKTypa
TKaHUHU OpMYyE BidyasbHe ¥ TAKTU/IbHE CHPUUHATTS
06’eKTa Ta BIJIMBAE HA Moro o6pa3Hy iHTepnpeTalrito.
Ha BigMiHy Big TpaguuLiiiHOro nigxoAy, opiEHTOBaHOTO
nepeayciM Ha KOHCTPYKLil0 Ta QYHKLiOHAJBHICTh
OJATY, Cy4YaCHHMH HayKOBHHM JUCKypC pO3IJsAJAAE
TEKCTU/Ib SIK aKTUBHY CEeMIOTHYHY CUCTeEMY, y SIKiH
MaTepiasl crae HocieM 3Micty. Ha npakrtuui
3a3Ha4eHUN MifxiA peasni3yeTbcad Yy  Cy4aCHUX
JIM3ailHEPChbKUX TNPAKTHKAaX, Je IJIaCTUKAa BHUPOOY

dopMyeTbc  3aBASAKH  BUKOPHUCTAaHHIO  PY4YHOTO
B’I3aHHA 6araTolapoBoro HalllapyBaHHA
TPUKOTXKHUX IOJIOTEH, IeTJbOBUX CTPYKTyp I
TEKCTUJIBHUX eJIeMEeHTIB pi3HoI1 L IJIBHOCTI.
BapiloBaHHSI ~ [JOBXXMHH  BOJIOKOH, peJbedHOCTI
MOBEPXHI Ta MOEJHAHHSA Pi3HUX TEKCTUJBbHUX TEXHIK
JI03BOJIAIIOTh  AW3aliHepaM CTBOPIOBAaTH  CKJIafAHI
npoctopoBi ¢opMu 6e3 3acTOCyBaHHS >KOPCTKHUX

KOHCTPYKTUBHUX 3aco6iB. Y LbOMy BHUNAJKy caMe
MaTepia/l BUSHAYA€E CUJIYeT BUPOOY, MOT0 MJIACTUYHY
opraHizarnilo Ta XyAOXHIO BHpa3HIiCTb 06pasy
(puc. 1, a).

Cy4yacHi TEKCTUJIbHI PAaKTUKHU [IEMOHCTPYIOTh
nepexij Bifi eKOPaTUBHOrO 3aCTOCYBaHHS TKaHUHU
[0 KOHLeNTYyaJbHOTO OCMMCJEHHA MaTepiaJlbHOCTI.
TekcTuab BUCTYNMAE HOCIEM KYJbTYPHUX KOZAIB,
eMOLiHUX CTaHIB i aBTOPCHKOI ifel, 0 NiATBepAXKYE
TeH/JeHI[il0 30JIMKEHHST fashion-gusaiiny 3
contemporary art. [IpakTHyHe BTiJIeHHA
KOHLENTYaJbHOTO MiAX0AYy A0 POGOTH 3 TEKCTUJIEM
npocrexyetbcst y TBopuocti Nikki Gabriel Ta Erik
Speer, e xXy0XHIA 00pa3 GOpMYyeEThbCA HacaMIlepes,
3aBJAKU eKCIlepUMeHTaM i3 TEKCTUJIbHOIO
cTpyKTypow. KoHCTpykLis BUpPOO6Y CTBOPIOETHCSH
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LIJIAXOM NOEJHAHHA  PY4YHOIO B'fI3aHHA 3
HalllapyBaHHAM BOBHAHHUX BOJIOKOH DIi3HOI JOBXHWHU
Ta MJbHOCTI, IO GOPMYIOTb M'SIKY peabePHY
NOBepXHI0 M 3a6e3NeyylOTh IJIABHUH Iepexis Mix
IJIOIIMHOK Ta 06'eMoM (puc. 1, 6). Po6oTtu Erik Speer
JeMOHCTPYIOTh BUKOPUCTAHHA QXYPHHUX
TPUKOTKHUX NOJIOTEH, py4HOTrO IJIeTiHHA,
TeKCTUJIbHUX [PKTYTIB, By3/I0BUX 3'€lHAaHb i 6aXpoMH,
AKi IHTerpyroTbcsd B €JUWHY KOMIO3UILiHHY CUCTEMY.
[ToefHaHHA Pi3HUX TEKCTUJILHUX TEXHIK, BapiloBaHHA
dakTypy, ILiJBHOCTI  MaTepialy Ta  pUTMY
JeKOpaTUBHUX €JIeMEeHTIB  J03BOJIAE CTBOPUTHU
6araTopiBHeBY IPOCTOPOBY CTPYKTYpy, V fAKiH
MOBEPXHA BHUKOHYE OJHOYAaCHO KOHCTPYKTHUBHY,
IJIACTUYHY Ta XyA0XXHbO-BUpa3Hy ¢yHKil (puc. 1, B).
TakuM 4MHOM, apT-TeKCTUJb GOPMY€E HOBY MOJeNb
JIM3allHEpCBKOTO MUCJEHHS, B SIKMH MaTepiaj cTa€
BiATPaBHOIO TOYKOI TBOPYOIO NpoLecy.

ApT-TeKCTUJIb Y Cy4YaCHOMY JuW3ailiHI OAAry
NOCTa€E fIK 3aci6 Xy/JOXKHbOTO EKCIEPUMEHTY, L0
pO3LIMPIOE MOXKIUBOCTI GOPMOTBOPEHHS Ta B3aEMOAIT
TEKCTUJIIO 3 IHIIMMHU BUJJAMU MUCTELTBA. fIK 3a3Ha4ae
Kuznietsova (2022), BuUKOpUCTaHHA  alJikauii,
posmnucy, MJeTiHHA Ta LUPPOBOTO APYKY JA€ 3MOTY
TpaHCPOPMYBATH XyL0’KHI MOTUBH H iHTErpyBaTH iX y
CTPYKTYPY KocTioMa. Taki npuiioMU BUXOJATH 3a Mexi
CyTO [EeKOpPaTHUBHOTO 03/00JIeHHs], IOCHJIIOIYU
obpasHicTb BHUpPOOY Ta CHpPUAOYM INepeJaBaHHIO
KyJbTYPHO-MUCTELIbKUX  I[iHHOCTeH. Y  LbOMy
KOHTEKCTI apT-TeKCTUJIb MOXHa PpO3IJIAJaTh fK
MbKAMCUMIUIIHApDHY cbepy TBOpYOCTi, y fKiH
BJIACTUBOCTI MaTepiaJly, TeXHOJIOTI4YHI eKClIepUMEHTH
W aBTOpCbKa iHTepnpeTalis GopMyIOTb OpUTiHAJIBHI
XyJl0HI pillleHHd B AU3alHI ofary

OfHiel0 3 NpOBiAHUX TeHJEHIiN cy4acHOro
JU3alHy € iHTerpauis TpaJULiHHUX peMiCHUYUX
TexXHIK B Cy4yacHi XyZOxHI mNpakTukd. Tkayrso,
BUIIMBKA, 0aTHK, MEeYBOPK, Ta Py4yHi JAeKOpaTUBHI
NpUHOMU aKTUBHO TpaHCPOPMYIOThCA BiAOBIAHO [0
HOBHUX €CTETUYHHUX i TEXHOJIOTIYHUX YMOB. TpaauninHi

TeXHIKM  IepecTalTb BUKOHYBAaTH  BUKJ/IIOYHO
JleKopaTUBHY YHKLil0O W CTalThb iHCTPYMEHTOM
eKCIIepUMeHTaJIbHOT O $OopMOTBOpEHHS.
[TepeocMucieHHs peMicHuYoil ClaJIIUHU

BiZIOyBa€ThCA Yepe3 3MiHy MacIiTaby, KOMOiHyBaHHS
MaTepiasiB, IEKOHCTPYKIil0 TEKCTUJIbHUX MOBEPXOHb
3aCTOCyBaHHS HOBHUX CITOCOGIB CKJIaZlaHHsI TKAaHWUHU. B
pe3yJbTaTi BUHUKAE CHUHTE3 pPy4YHOI po6OTH Ta
Cy4yacHOro JusaiiHy, 1o crpusie ¢$OpMyBaHHIO
iHauBifyanizoBaHOl XyZ0>)KHbOI MOBU. Takuil migxin
Jl03BOJIsIE 36epiraTd KyJbTYypHY NaM’'siTb, BOJHOYAC
afanTyloyd TpaAuLiiiHI TeXHIKH [0 aKTyaJbHOro
JU3alHEepPCbKOro KOHTeKCTy. [IpakThuHe BTiJIeHHS
3a3HAaYE€HUX TEXHIK TMPOCTEXYETbCI Y Cy4YacHUX
JU3allHEPCbKUX KOJIEKLifAX, B SKHUX TpaAuLilHi
TEXHIKM HaOyBalOTh HOBOTO (QYHKIIOHAJBHOrO Ta
KOMMO3uLiiHOro 3HaueHHs. Tak, y koseknisax Viktor &
Rolf TpaguiiliHe TKalTBO MepeoCMUCIEHO SIK 3acib
dbopMoyTBOpEHHS: Ju3aiiHepu iHTerpyoTb
bparMeHTH TKaHUX TIOJIOTeH 6e3nocepeHbO B

KOHCTPYKLiO BUPOOY, BUKOPUCTOBYIOYU
MaclTabyBaHHS TEKCTUJIbHUX MO/Y.JIiB,
faraToliapoBe KOMIIOHYBaHHSI Ta TpaHcdopMaLio
IJIOIMHHOI CTPYKTYpPU Y TPOCTOPOBUH 006’€M.
3acTocyBaHHS BiAKpPUTUX IepelnJieTeHb, peabePHUX
TEeKCTUJIbHUX [IOBEpPXOHb 1 PYYHOTO CKJaJaHHSA
MaTepiany $opMye BUpasHy IJIACTUYHY CTPYKTYpPY
KOCTIOMa, B fIKMM peMiCHMYa TeXHiKa BUKOHYE He
JIEKOPAaTHBHY, a KOHCTPYKTUBHY O¢yHKIit0. Takui
Mmiaxi, JAeMOHCTPYE, L0 TpaAuLidHI TexXHoJorii
MOXYTb OyTH ePeKTUBHHUM iHCTPYMEHTOM Cy4aCHOI0
dbopMoTBOpeHHS, 3a6e3Meuyoyd CUHTEe3 peMicHUYOl
MaNCTepHOCTi, eKCIIepUMEHTaJbHOTO [JU3aWHy Ta
iHHOBauifiHOi kKoMno3ulii (puc. 2).

€BponencbKi AOCAIAHUKKA  PO3MJAJaloTh 110
TEHJEHLII0 9K NPOAB IIUPIIOro NPOLecy NepeoLiHKU
pouti peMecsia B cy4yacHil KysbTypi. Tak, M. Salolainen,
A.-M. Leppisaari Ta K. Niinimaki (2019) 3a3HauaioTb,
110 MOBEPHEHHS [0 PYYHHUX TEKCTUJIbHUX NPaKTHUK
noB’si3aHe 3i 3MiHOI0 AU3allHEpCHKOTO MUCJIEHHS, Y
SIKOMy MaTepias i crmoci6é Horo CcTBOpeHHs CTalOTh
JoKepeJIOM  KOHUeNuii, a He Ji4lle eTaloM
BUpOOHUINTBA. Ha BimMiHy Bij iHAyCcTpiasbHOI Moaesti
fashion-gu3aiiHy, opieHTOBaHOI Ha CTaHJApPTH3allilo,
peMicHHUYi TexHiKM ¢GOpPMYIOTh mpolecyaJbHUM i
JOCHIAHULBbKUU MifxiJA [0 CcTBOpeHHA ofary. R.
Budeanu Ta A. Curteza (2018) 3a3HavyawTbh, IO
Cy4acHUWH IU3alH oJsATy pOopMy€e HOBUH THI B3aEMOJIT
MiXK TpajMLi€0 1 Cy4acHICTIO, Y SKOMY pEMECJO
BUCTyHa€ maaTdopMolo iHHoBanii. Ha iXHIO AYMKYy,
iHTerpauis TpaJULiMHUX TEXHIK He € IOBEPHEHHSM [0
MUHYJIOTO, a pajlle CI0oCOO0M CTBOPEHHSI HOBUX
€CTeTUYHHUX CTpaTerid, 3aCHOBAaHMX Ha MOEJHAHHI
py4HOl IpaLli, eKcneprUMeHTaJbHUX MaTepianiB i
Cy4aCHUX TeXHOJIOTil. B IboMy KOHTeKCTi peMicHMYi
NpPaKTUKA MOXHA pO3IJIAJATH FK CBOEPIAHUM
MeXaHi3M lepeoCMUCTIEHHS AU3aliHepCbKOT0 NpoLecy,
Jle Tpaauuis GyHKIIOHYE He SIK CTaTUYHUM 3pa30kK, a
AK AUHAMIYHUU pecypc TBOpYOi iHTepnpeTanii.

AkTyanizania peMecsa B Cy4aCHOMY JW3alHIi
NOB’sI3aHa He JMlle 3 eCTETUYHUMH MOIIyKaMy, ajie i
31 3MIHOI0 LiHHICHUX OpPIEHTHUpPIB MOJHOI KYJbTYpH.
3BepHEeHHH 10 PYYHUX TeXHiK J03BOJISIE€ YIIOBIJIBHUTH
IpoLleC CTBOPEHHA OJAry, aKLeHTyBaTH yBary Ha
MarepiajpHOCTI Ta iHAWBIAyalabHOCTI BHpPOOY, w10

MPOTHUCTABJIAETbCA CTaHﬂapTH3OBaHOCTi MacCoBOro
BUPOOHUIITBA. B MiACYMKY, peMeco
TpaHCHOPMYETHCSA y dopmy KPUTHUYHOTO
BUCJIOBJIEHHS],  CIIPSIMOBAHOTO Ha  MEpPeoLiHKY

MIBU/IKOMIJIMHHOCTI MOJIM Ta BiiHOBJIEHHS 3B’I3KY MiX
Jiu3ailHepoM, MaTepiaJioM i ClIoKUBayeM.

[IpakTHU4yHe BTiJIeHHS 3a3Ha4Y€HUX TEHAEHIiH Mpo-
CTEXYETbCS Y TBOPUYOCTI Cy4yacHUX AW3aKHepiB, fAKi
IHTEerpyloTh peMiCHUYI TexXHIKU B IpoLeC MNPOEKTY-
BaHHS K 3acib Xy 0’)KHbOT'O Ta €KO0JIOT{YHOr0 BUC/IOB-
JieHHs. 30kpeMa, y koseklisx Hodakova koHcTpyKList
BUPOGIB  QOpPMY€ETbCA  LLJISXOM  PEKOHCTPYKIIl
BiHTaXKHOTO OJSATY, CMYT i TEKCTUJIbHUX parMeHTiB,
110 MOEAHYIOTBCS Y HOBY KOMIIO3ULIMHY cUcTeMy 6e3
BTpaTH iHAMBiAyaJbHUX XapaKTEPUCTUK MaTepiaay
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(puc.3,B). AHasoriyHM#d  miAxi, BUKOPHUCTOBYE
ykpaiHcbkul  6pens  KSENIASCHNAIDER, sakuit
Npalio€e 3 TEeXHIKOW TEeKCTUJIBHOTO KOJIaXy Ta
ancalKJiHry JleHiMy, NoeAHYI0YM ¢parMeHTH TKaHUH
pi3HOI $aKTypH, KOJbOPY Ta CTyneHs 3HOLIEHOCTi y
HOBI KOHCTPYKTHUBHI pillleHHd. Y [UX IPaKTHUKaX py4yHe

KOMIIOHYBaHHA, NOBTOPHE BUKOPUCTAHHS MaTepiaJiB
i 36epexxeHHs C/1iAiB IXHbOI NoNepeAHBOI eKcIIyaTalii
CTAlOTh He JIMIle TEeXHOJIOTIYHMMM NpUiioMaMy, a U
3aco6aMu  GOpMyBaHHSA XYZOXHbOI KOHIEeNii, o
NiAKpEeCJE  LiHHICTb  peMicHMYOI mpani Ta
iHMBiZyaJIbHOCTI KO)KHOT'O BUPOGY.

m =

PucyHok 1. ®akTypa K KJIOUYOBUM eJleMeHT BUPA3HOCTI
IIpumiTka: a - Pauline Dujancourt AW/2026; 6 - Nikki Gabriel AW/2009; B - Erik Speer
Jxepeno: https://paulinedujancourt.com; http://www.nikkigabriel.com; ESSPEER

PucyHoOK 2. IHTerpauis TpaguLiiHUX peMiCHUYUX TEXHIK B Cy4acHi XyZ|0’KHi NPaKTUKHU
IIpumiTka: a - Viktor & Rolf Fall Winter Couture; 6 - woven swatch; B - Viktor & Rolf Fall Winter Couture 2016
Jxepeno: https://www.thecut.com/runway; https://25.media.tumblr.com; https://www.thecut.com/runway

PucyHok 3. EkciepuMeHTH 3 HeTpaJUL[iHHMMU MaTepiajaMu
IIpumitka: a - Alexander Mc Queen SS/2001; 6 - Balmain Spring 2023 Couture collection; B - Hodakova Spring
2025; r - Marilyn Stevens SS/2022

MxepeJio:
https:

https://www.alexandermcqueen.com/en-gb; https://www.vogue.com; https://www.vogue.com;

www.marilynstevens.com/mixed-media-dresses
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TakuM YUHOM, NOELHAHHA TPaAULIiHHUX TEXHIK i3
CY4YaCHUMU TEeXHOJIOTIAMH CTBOPIOE HOBY MOJeJb
J13ailHepCbKOI MPaKTHUKH, B IKUM iHHOBAllisi BUHUKAE
He NIJISXOM BiAIMOBM BiJ MHHYJIOrO, a 4yepe3 HOro
aKTUBHY iHTeprnpeTarito. CaMe 1 B3aeEMoAisl dopMye
NiAIPYHTA AJid OSABY IHAMBiZyali30BaHUX XyZ0XKHIX
pillleHb, Jie TEKCTUJIb BUCTYTIA€ 3aCO060M KYJIbTYPHOTO
JiaJIory Mix iCTOpi€l0 Ta Cy4acHICTIO.

HoBuil apT-TeKCTU/Ib XapaKTepHU3Y€ETHCS aKTUBHUM
BUKOPHUCTAHHSIM HeTpajMUIiMHUX MaTepiasiB i TexHO-
JIOTIYHUX eKCIepUMeHTiB. B Ju3aliHepChbKUX MPaKTH-
Kax CIIOCTepIiraeTbCd NOELHAHHA NPUPOJAHUX TKAHUH i3
CUHTETUYHUMHU KOMIIOHEHTaMH, MOJIMEPHUMH CTPYK-
TypaMH, nepepo6eHUMH MaTepiasaMu Ta BMPPOBUMHU
TEXHOJIOTISIMU BUPOOHUIITBA. Taki eKcrnepuMeHTH
CIpSAMOBaHI Ha PO3IIMPEHHS IJIACTUYHUX MOXKJIMBOC-
Tell TEeKCTWJII0 Ta CTBOPEeHHs HOBUX THUIIB (aKTyp.
BukopucTaHHSA anCcalKIIiHTy, KOMGIHOBaHUX TEKCTHJIb-
HUX IOBEPXOHb 1 MOJYJIbHUX KOHCTPYKLIH 3MIiHIOE
ysIBJIEHHS NIPO KUTTEBUM LIMKJ MaTepiajay Ta migKpec-
JIIOE eKOJIOTIUHUIM BUMIp cydacHOro Ju3aitHy. MaTepian
CTa€ MPOCTOPOM JOCJi/PKEHHS, [ie AU3aliHep NMpaljoe 3
TpaHchopMaLi€lo CTPYKTYPU TKaHUHM, i Tpo3opicTio,
06’€MOM i TAaKTUJIbBHUMMU BJaCTUBOCTSAMM (puc. 3).

B pesysbTari TeKcTW/Jb HabyBa€ CKYJAbNTYPHHUX
XapaKTEPUCTHUK i NEPeXOJUThb Y MJIOIMNHY XYA0XKHbOTO
eKCIIepUMeHTy. B HayKoBOMy JUCKypcCi L Ipolecu
pO3rJaAJalThCd AK HAc/JAiJOK 3MIHM CTaBJIEHHA [0
MaTepiasbHOCTI y pAu3aiiHi ogsary. Bradley Quinn
(2012) mnigkpecitoe, 1o IiHHOBALLiMHUNA TeKCTUJIb
dbopMyeThbCs HA TepeTHHI MUCTELTBA, HAYKH Ta TEXHO-
JIoTiH, Jle MaTepias mepectae 6yTH HEUTPATbHUM
HOCieM popMHU i cTaE aKTUBHUM eJIeMEHTOM KOHI[EMIIil.
Ha BigMiHy Big TpaAuIiHOTO TEKCTHJIbHOTO BUPO6-
HUITBA, OPiEHTOBAHOTO Ha CTaGiIBHICTL i MOBTO-
PIOBaHICTb,  eKCIlepUMeHTaJbHUM  apT-TEeKCTUJIb
6a3yeTbCl Ha MNPUHLUNAX BapiaTUBHOCTi, mpoiie-
cyasbHOCTI Ta BigkpuTocTi pesysbTaty (Kuran, 2025).

3BepHeHHS [0 TMepepo6JieHUX MarepianiB i
ancalkJIiHry TOB’si3aHe 3i 3MiHOW0 JU3alHEPCHKOI
MeTogoJsorii. MaTepian i3 3agaHMMu nonepejHIiMU
BJIACTUBOCTSIMU 3MYLIyE JAu3aliHepa MpaLl0OBaTH B
yMOBaxX OOMEXEeHHs], L0 CBOEI Yepror, CTUMYJIIOE
eKCllepUMeHTaJlbHe MHUCJIEHHS Ta MOABY
HeCTaHAAPTHUX ¢GopMoTBopuYux pimeHb (Gasem &
Lahoda, 2024). A. Fennetaux i E. Garcin (2023)
NiJKPeC/JI0I0Th KYyJbTYyPHUH acneKT BUKOPHUCTAHHS
aJlbTEpHAaTUBHUX MarTepiasiB, 3a3Hayawud, 110
MOBTOPHE BHUKOPUCTAHHSl TEKCTUJIK0 CTBOPKE HOBI
HapaTUBU MNaM'siTi Ta 4acy, 3ak/JajieHi y camii
CTPYKTypi Marepiasy. TakuM 4YHMHOM, TEKCTHJb
HabyBae He Julle i3UYHUX, a U CHUMBOJIIYHUX
XapaKTepUCTHUK, 110 PO3IIUPIOE HOro 3HauyeHHS ¥
CYy4aCHOMY XY J0KHbOMY JUCKYDCI.

ExkcnepruMeHTH 3 HeTpaAMLIMHUMHU MaTepiaJaMu
CBilYaTh PO NOCTYNOBUU Nepexif JU3alHy OAATY Bif
06’€KTHOTO MHUCJEHHS o IpouecyaibHoro (Sevchuk,
2023). /lusaiiHep npaLlo€ He 3 FOTOBOI0 TKAaHUHOIO, a 3
MaTepia/ioM y CTaHi CTaHOBJIEHHS, OCTIKYI0UU HOT0
noTeHUian i mMexi Tpanchopmauii. Came ToMy apT-

TeKCTWJIb JleJlali Gisblile HaGJMXKAETbCA O TPAKTUK
contemporary art, e Ba)XJIMBHUM € He JIMIIe pe3yJibTarT,
a caM npoliec B3aEMo/ii 3 MaTepiasoM. OT»Ke, BUKOpPUC-
TaHHA HeTPaJULIMHUX MaTepialiB I TEXHOJOTIYHUX
eKCrepuMeHTiB GOpMy€e HOBY NMapaZUrMy TeKCTHJb-
HOTO AU3alHy, B AKil MaTepiaJ BUCTyNA€E OJHOYACHO
006’€KTOM JOCHi/PKEHHS, XyJ0KHIM 3aco60M i HocieM
€KOJIOTIYHUX Ta KyJbTYPHUX CMHUCIIB. [IpakTuyHe
BTiJIEHHS] €KCIIEPHMEHTA/TIBHOTO MiIX0AY 10 PO6OTH 3
HeTpaAULIMHUMHU MaTepiajlaMU TPOCTEXYIOTHCA Y
Cy4yaCHUX [HW3alHepCbKUX NpPaKTHUKaX, Je TeKCTUJb
CTa€E OCHOBHUM IHCTPyYMeHTOM QOpPMOYTBOpPEHHSI.
OaHUM i3 MOLIMpPEHUX TEXHOJIOTIYHUX NMPUHUOMIB €
CTBOpPeHHs1 6araTollapoBoi MOAY/JbHOI NMOBEPXHI, 3a
AKOI OKpeMi TeKCTHJIbHI eJIeMeHTH II0CJAi0BHO
¢dikcyoThCs Ha 6a30Bil OCHOBI, yTBOPIOIOYH pesbEDHY
MPOCTOPOBY CTPYKTYPY 3 BUPA>KEHUMHU MJIAaCTUYHHUMU
Ta TeKCTUJbHHMM XapaKTepUCTHMKaMHU. BapiloBaHHsA
po3Mipy, dopmy, JOBXHUHU Ta LIiIJIBHOCTI
pO3TalllyBaHHS MOAYJIIB [J03BOJISIE KEPYBATH 06'€EMOM
BUpPOOy, Horo cuiayeToM i XapaKTepoM IOBepXHI.
[HIMH Nigxig I'pyHTYETbCSA HAa BAKOPUCTAHHI BY3bKUX
TeKCTUJIBHUX CMYT, sIKi BUKJIaJal0TbCA Y BU3HAYEHOMY
HaNpsAMKY Ta QiKCYIOTbCSI Ha KOHCTPYKTUBHIN OCHOBI.
3aBAfAKM 3MiHI IIUMPHUHY, KOJBOPOBOTLO pPHUTMY,
HanpsiMy ¥ minbHOCTI po3MileHHSI cMyT GOPMYETHCS
CKJIa/iHa [IJIACTUYHA OBEPXHH, Jie /leKOpaTUBHUH eJe-
MEHT OJHOYaCHO BUKOHYE KOHCTPYKTUBHY QYHKII0.
Takox akTyaJlbHUM HaIllpSIMOM € 3aCTOCyBaHHs TEXHO-
JIOTil TEKCTUJIBHOIO NeperJieTeHHs, 3a fKOi IIHUPOKI
CTpIYKOBI eJleMeHTU IHTerpywTbCad Yy BiJKPUTY
KapKacHy KOHCTpYKIilo BUPOOy. Pery/toBaHHS KyTa
[epenJieTeHHs, HaTATy MaTepiajqy Ta ILiJIBHOCTI
pO3TalllyBaHHS CTPiYOK 3a6e3nedye 3MiHy dKOPCTKOCTI
KOHCTpyKLil, ¢GopMye apxiTeKTOHIKy cuiayety ¢
CTBOPIOE NPOCTOPOBY KOMIO3ULil0 6€3 BUKOPUCTAHHSA
TpaAUIiiHOTO Kpo10. HaBegeHi NpUKIaAU
JEeMOHCTPYIOTb, 10 CY4YacHUHW apT- TeKCTUJIb
BiXOAUTB Bif, TpaAULLiHHOTO BUKOPUCTAHHS TKAHUHU
sIK TACUBHOI 060JIOHKH BUPO6Y, HATOMICTh MaTepias
HabyBae MOpOCTOPOBY  OpraHisalilo, XyJ0XHIO
BUPA3HICTb i KOHILEMNLi0 JU3alHYy.

[IpakTUYHUNA BUMIp apPT-TEKCTUJIO HaAWOGiIbII
BUPa3HO NPOABJSETLCA B TBOPUYOCTI Au3alHePiB, AKi
BUKOPHUCTOBYIOTb TEKCTUJIb IK FOJIOBHUM IHCTPYMEHT
¢dopmyBaHHS 06pa3y. B Takux mpakTHKax MaTepian
IepecTae BHUKOHYBaTH [JONOMDKHY poOJb 1 CTa€
OCHOBOIO KOHILeNIii, BU3HA4Yal04M IJIacTUKy GOpMHY,
XapaKTep CUIYyeTy Ta eMOollilHe CIPUHHATTS BUPOOY.
Po6oTa 3 ¢akTypolo, CTPyKTypOl Ta TeXHOJIOTI€I0
BUIOTOBJIEHHSI TKaHWHU [I03BOJIAE JuU3aiiHepaM
TpaHCHOPMYBATHU OJAT Y XY OKHIH 00’€KT, B AKOMY
NOEJHYETbCA  MaTepiaJbHUH  eKCIepUMeHT |
aBTOpPCbKe BUCJOBJIOBaHHA. B po6otax Iris van
Herpen maTepian TpaHcdopMy€eThCs y ckIaaHi 06’ eMHI

CTPYKTYpH, 1[0 [OEJHYIOTb PpYy4Hy Mpano 3
TEeXHOJIOTIYHUMU iHHOBaLiAMY, dbopmyrouun
TEKCTHWJIbHY  CKyJbntypy (puc.4). /[usaiiHepka

MpaLloe 3 JJa3epHUM pi3aHHAM, TepMoPOpMyBaHHSM i
6araTomlapoBUMM  CUHTETHUYHHMH  MaTepiajaMy,
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CTBOpIOIOYU e EKT Pyxy Ta AeMaTepiasizauii TKAHUHU.
TexkcTunb y 11 Kosekisx QYHKIIOHYE SIK MJIacTUYHA
CHUCTeMa, III0 pearye Ha NpocTip i Tiso, HAGIMKAYH
ofAT A0 KiHeTU4YHOI cKyibITypH (Herpen et al,, 2024).
Junya Watanabe po3BHUBa€ HamnpsiM TeKCTHJIbHOI
PEKOHCTPYKILil, MpaIl0l04M 3 TEXHIKaMU anCalKJiHTy,
CKJIaJHUMU MOJYJBbHUMU CTPYKTYpaMH Ta KOMOiHY-
BaHHAM Pi3HUX TMIIB TKaHHUH. Horo mizxin 6asyeTbca
Ha apxiTeKTOHIYHOMYy MMCJE€HHi, Je TeKCTHUJb
BUCTYIIA€ KOHCTPYKTHUBHOIO OCHOBOW ¢opmu. Yepes
MOBTOpPEHHS eJIeMeHTIB, TeOMeTPHYHI TpaHchopMmallii
Ta eKCIepUMEeHTU 3 NOBEpXHel JU3aliHep CTBOPIOE
HOBY JIOTiKy B3aeMoJiii MaTepiany i cunyety (puc. 5).
Konekuii Rei Kawakubo ass Comme des Gargons
JEeMOHCTPYIOTb IHIIMU MiAXiA [0 apT-TEKCTUI -
JAEKOHCTPYKLiI0 TKAaHMHU fAK XYJO0XHI CTpaTerik.
Jn3aiiHepka CBiZOMO MNOpyUy€E TpaJULiMHY JIOTIKY

\
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KpOI0, BHKOPHCTOBYIOYM acuMeTpioo, Jedopmarimo,
HaJIMIIKOBI 06’€MM Ta He3aBepLIeHI TeKCTUJIbHI
noBepxHi (puc. 6 a, 6). Marepian y il po6oTax BTpavae
JIeKOPAaTUBHICTb | CTa€ iHCTPyMEHTOM KOHIeNTyaJlb-
HOTO BMCJIOBJIIOBaHHS, 110 CTaBUTb Mifi CYMHIB KaHO-
HiYHi ysIBJIEHHS PO Kpacy, CuayeT i GYHKIiOHANIbHICTb
OZATy. APT-TEKCTUJIb ¥ LIbOMY BHUIAJKY NPOABIAETHCS
yepe3 pyMHYBaHHSA CTPYKTYpPH TKaHWHH Ta CTBOPEHHHA
HoBoi muiacTuku Gopmu. Yohji Yamamoto, Ha BigMiHy
BiJl ekcripecuBHOI AeKoHCTpYKIii Kawakubo, gocimxye
MoeTHYHy MaTepiajbHICTh TKaHMHW. Horo apTt-Tekc-
TWJIb IPOSIBJSIETHCA B POOOTI 3 Barolo, panipyBaHHAM i
pyxoM MaTepiasy, 1o ¢opmMye eMoLiiHUI TpOCTip Mix
TisioM 1 opgArom. YopHa masniTpa, M'AKi TKaHUHHM Ta
HeJOCKOHa/Ia acuMeTpid NiAKpecarTh NPUPOAHY

NOBEAiHKY  TEKCTWJO, [JIO3BOJIAIOYM  MaTepiany
«TOBOPHUTH» CAaMOCTIHHO (puc. 6 B, T).

"Pucyox 4. Tp;HCd)OpMaI_IiH aTepiana y CKJIaAHi 06'EMHiCprKTypH

IIpumiTka: Iris van Herpen kosekiiii SS/2018, SS/2019, AW/2021,SS/2023

Joxepeso: https: //www.irisvanherpen.com

l

PucyHOK 5. TeKCTU/IbHA pEKOHCTPYKILisl Ta MOAYJIbHA apXiTEKTOHIKa 0Ty

IIpumiTka: Junya Watanabe kosnekuii 2015/2024
JxepeJio: http://vogue.com

-

a 5

B r

PucyHOK 6. JIeKOHCTPYKLifl TKAHUHHU fIK XyJOXKHS CTpaTeris

IlpumiTKa: a, 6 - Rei Kawakubo; B, r - Yohji Yamamoto

Jxepesno: http://vogue.com
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Apm-meKcmusib SiK Cpepd meopy020 ekcnepumeHmy ...

Y eBponeiicbkoMy KoHTeKcTi Derek Lawlor exkcne-
puMeHTyEe 3 GAKTYpHHUM TPHUKOTa)KEM, CTBOPIOIOYU
CKJIAZHI MOBEPXHi HIIAXOM MaHinmyJslii i3 HUTKOIO,
WiBHICTIO B'AI3aHHS Ta CTPYKTYpPOIO MOJIOTHA. Moro
pOGOTH AEMOHCTPYIOTD, IK TEKCTUJIb MOXKe HaOyBaTH
apxiTeKTypHOi r/IM6UHU 6€3 J0JaTKOBOrO JAEKOopy, a
cama dakTypa CTa€ rOJOBHUM BUPA3HUM 3acO060M
(puc. 7).

Alicja Koztowska nmpanroe Ha Mexxi au3aiiny Ta fiber
art, NepeTBOPIOIOYM BHIIMBKY Ha IHCTPYMEHT
contemporary art. XyJOXHULS  BUKOPHCTOBYE
TEKCTWJIb AK MeJiyM COLiaJIbHOrO Ta KyJbTYpPHOTO
KOMeHTaps, CTBOPIOIOYU TEKCTUJIbHI CKYyJbNTYpU H
00’€KTH, 1[0 iIMITYIOTb MOBCAKAEHHI peui. Bumuska y ii

NpaKTULi TepecTae OyTH OpPHAMEHTOM 1 CTa€
KOHLENTYaJbHOI MOBOIO, IKa JOCJIKY€E B3aEMOJIi10
MarepiaJbHOI KyJIbTypH Ta CIIOKUBaHHA (puc. 8).
Diana Ejaita BUKOPUCTOBY€E aBTOPCbKHUU NPUHT K
dopMy  apT-TEKCTWIIO,  MOEAHYIOYHU rpadiky,
inocTpanilo Ta TeKCTMAbHUE aAu3aiH. [i po6oTH
6a3y0ThCA Ha KYyJbTYPHUX HapaTUBax i JocsigKxeHH]
iJeHTUYHOCTI, [Jle TeKCTWUJIbHa TIOBEPXHS CTa€
NpOCTOpPOM Bi3yasbHOI icTopili (puc.9 B, r). Neisha
Crosland, cBo€l d4epror, pO3BUBAE XYAOXKHIil
NOTeHLia/l NMaTepHy, NepeTBOPIOIOYH OpHAMEHT Ha
CaMOCTIMHUH KOHLIENTyaJbHUN eJleMeHT JU3aiHy, 1110

dopMye pUTM i CTPYKTYpY BUpoOY (puc. 9 a, 6).

PucyHok 7. EKénepMMeHTaana dakTypa MaTepiaJiy
IIpumitka: Derek Lawlor koJsekiii SS/10
instripeprince.blogspot.com

JxepeJio: https:

PucyHok 8. Tekctub sk fiber art

IIpumitka: Alicja Koztowska
JMxepeno: https: //www.mrxstitch.com
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PucyHOK 9. Xy107KHI TEKCTUJIbHI TaTEPHU Ta OpHAMEHTAJ/IbHI KOMIIO3U Ll

IIpumiTka: a,6 - Neisha Crosland; B,r - Diana Ejaita

Jxepeno: https: //www.neishacrosland.com; https://nataal.com

16 Art and Design Vol. 9, No. 3


https://pinstripeprince.blogspot.com/
https://www.mrxstitch.com/
https://www.neishacrosland.com/
https://nataal.com/

[acem, Manik & Byosik

YkpalHCbKi ~ JgU3alilHEepU  TaKOX  aKTHUBHO
iHTerpymTb apT-TEKCTUJ/b Y MOJIHY NPAKTUKY. BpeH/,
KSENIASCHNAIDER npano€ 3 TEKCTUJIIbHUM KOJIaXKeM
i anmcallkJIiHTOM JIeHiMy, IEMOHCTPYIOYN MOKJIMBOCTI
NMOBTOPHOI'O KOHCTPYIOBaHHA MaTepiany uepe3
MOEAHAHHA  ¢parMeHTiB  TkaHWHU.  Litkovska
iHTepnpeTye TpaAuliliHI TEeKCTUJIbHI TexHiKU 4depe3
MiHiMasicTudHy ¢opMy, nAe pemicHUYI eneMeHTH
JYHKILIOHYIOTh SIK HOCII KyJbTypHOI mam’aTi. Bpeng
DZHUS pocnimxkye TpaHcdopmaliitHi BJIACTHUBOCTI
TEeKCTUJII0 4Yepe3 MOAYJbHI KOHCTPYKLil, y SKHX
MaTepiaa 3MiHIOe GOpMy BiANOBIAHO A0 pyXy Tija.
Gunia Project npaloe 3 peMiCHUYMMU TEXHIKAMU {IK i3
XYJOXKHIM KOJIOM, NMOEAHYIOYM HApOAHY TPajULil0 3
Cy4acHOI0 eCcTeTHKO 06’ekTa (puc. 10).

Y HayKoBOMYy [AUCKypci NOJi6HI MpPaKTUKU
pO3rJAAAITbCA K CBiJYEHHA MepexoAy [JAW3alHy
04Ary [0 MaTepiaJlbHO-OPiEHTOBAHOI MNapajurMu.
Bradley Quinn migkpeciioe, 10 TeKCTWIb ¥
HOBITHBOMY Ju3alHi CTae MpPOCTOPOM CHUHTe3y
MUCTELTBa, TeXHOJIOriK i Mojgu. AHaji3 TBOPYOCTI
3a3Ha4eHUX aBTOPIB JEMOHCTPYE, 110 apT-TeKCTUJIb
dyHKIioHyE sIK yHiBepcaJbHa XyZOXXHS MOBa, sKa
Jl03BOJIIE TOEJHATH MaTepiaJbHUN eKCIepHUMEHT,
KyJIbTYpHY pedJieKcilo Ta iHHOBaLiliHe AU3aliHepCbKe
MucjaeHHsa. CaMe d4epe3 po6OTy 3 TeKCTUJIEM
BiOyBa€TbCsl MepeoCMUCIEeHHsS MeX MiX oAsAroMm i
MHUCTEIbKMM O00’€KTOM, IJ0 BH3HA4a€ MNOJaJbIINN
pO3BUTOK Au3aiiHy ogAry XXI cToniTTs.

PucyHnok 10. YkpaiHCbKHU apT-TeKCTUJIb
IIpumitka: a - KSENIASCHNAIDER SS/25; 6 - Litkovska AW/24; B - DZHUS SS/21; r - Gunia Project SS/24

Jxepeo: https://wwd.com; https:

BMCHOBKMU

Y pesyJsibTaTi NpOBeAEHOro JOCAIKEHHA BU3HA4YEHO,
IO apT-TeKCTWIb y JAu3adHi ofary QyHKIiOHyE sIK
3aci6b Xy#oXXHbOro GOPMOTBOPEHHS, 3a [JOMOMOr0I0
dKoro Marepian, ¢akTypa, KoJjip i TexHoJioris
6e3nocepejHbO BILJIMBAIOTh Ha 06pa3Hy Ta 3MiCTOBY
CTPYKTYpy BUpPOOY. BcTaHOB/IEHO, 11]0 eKCIIEPUMEHT i3
TEeKCTUJILHOI0 I[OBEPXHEI Ja€ 3MOrYy pO3rJasajaTv
MaTepia/ He TiIJIbKU AK OCHOBY [JIl CTBOPEHHS OJATY,
a i Ak caMoCTiIMHUM 3aci6 Xy/[0’KHBOTO BHUCJIOBJIIOBAH-
HA. BuaBJ/eHo, 1[0 NOEAHAHHA TPaJULIiIHHUX TEKCTUIIb-
HUX TEXHIK i3 Cy4aCHUMHU JU3aiHEPCbKUMHU NiAX0jaMU
pPO3LIMPIOE MOXJIUBOCTI (QOPMyBaHHS aBTOPCHKOTO
ctuo. TKalTBo, BUIIMBKA, 6AaTHK, MEYBOPK Ta iHIIi
TeXHiKM MOXYTb BUKOPHUCTOBYBAaTHCA He JIMLIe [
JleKOpYBaHHS, a ¥ /11 CTBOpeHHs GpaKTypH, JIaCTUKU
Ta KOMIO3UIIHHOI CTPYKTYpHU BUPOGY. 3aCTOCYBaHHSA
ancankJiHry, KOMOGiHyBaHHSA MaTepiaJiB i
TpaHcdopMaliil TEKCTUNIbHUX MOBEPXOHb JOAATKOBO
PO3ILUPIOE CIIEKTP XYAOXKHIX pillleHb ¥ Au3aiiHi oadry.

AHaniz TBOpPYMX NpPAKTUK  yKpaiHCbKUX |
3apy6iKHUX Au3aliHepiB 3acBifUUB pi3HOMaHITHICTb
MiAXOAIB 10 BUKOPUCTAHHS apT-TEKCTUJIO. 30KpeMa,
NPOCTEXEHO 3aCTOCyBaHHA CKYJIbIITYPHOTO
$bopMOTBOpEHHS],  AEKOHCTPYKIil,  TEKCTHUJIbHOIO
KOJIaXKy, KOMOiHyBaHHS ¢akTyp i TpaHchopManiiHUX
KOHCTPYKILil. PO3r/IsHYTI NpUKJIaAU AEMOHCTPYIOTh,

www.the-clothinglounge.com; https:

uniaproject.com

110 TEeKCTWUJIbHI NpPaKTUKU MOXYTb BHU3HadyaTH He
Jvlle 30BHIIIHIM BUIJASA OAATY, a KW KOHLENLi
aBTOPCHKOI KOJIEKITii, XapaKTep Xy 0)KHbOI'0 006pasy Ta
crnoci6 B3aeMo/iii BUpOOY 3 TiJIOM i IPOCTOPOM.

OTxe, pe3yJbTaTH AOC/IPKeHHA JalOTh NiJCTaBU
pO3T/ISAATH apT-TEKCTUJ/b SIK 6GaraToQyHKLiOHAIb-
HUR IHCTPYMEHT cy4acHOro JAu3ailiHy oJsry, 1o
NOEAHYE MaTepiaJbHUM eKCHepUMeHT, TpaAuLiiHI
peMicHUYi TNpaKTUKM Ta iHHOBALiWHI cHmoco6u
popmMoTBOpeHHA. MOro BHKOPUCTAaHHS PpO3LIUPIOE
XyZ0°KHI MOXK/JIMBOCTI AU3alHy Ta CIPUSE CTBOPEHHIO
MoJiesiell OJAry 3 OpUTiHaJbHUMHU OOpa3sHUMH U
KOHLENTyaJJbHUMHU PillIeHHAMH.

[lepcnekTUBU MOJAJIbIIUX AOCAIAKEHD NOATAOTh
y cUCTeMaTH3alii CydaCHUX apT-TeKCTUJIbHUX TeXHIK
3a MNpUHOUNAMU (GOPMOTBOPEHHS, BJIACTUBOCTSIMH
MaTepiasiB 1 XapakTepoM IXHbOrO BIJIUBY Ha
XyNOXKHIH 06pa3 kocTioMa. JOLiJIBHUM € TaKoX
noraubjeHe BUBYEHHSI MNPAKTHUK  alcCalKJiHTY,
KOMOIHYBaHHS TpafuLiHUX i TUPPOBUX TEXHOJIOTIH
Ta BUKOPUCTAHHA HeTpaJULIMHUX MaTepialiB y
CTBOPEHHI aBTOPCHKHUX KOJIEKIIiH. OxpemMuM
HanpsiMOM MOXe CTaTH NOPiBHAJBHUKA  aHaJi3
VKpaiHCbKHUX i 3apyOiKHUX JU3aMHEPChKUX MPAKTHUK
JUIsl BUSHAYEHHs CIJIbHUX TeHJEeHIiH i cienudiyHux
0COGJIMBOCTEN PO3BUTKY apT-TEKCTUJIO B CY4YaCHOMY
J[U3aiiHi ofAry.
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Abstract. The article is devoted to the study of art textile as a sphere of creative experimentation of contemporary
clothing and accessories designers in the context of interaction between traditional crafts and innovative artistic
practices. The focus is placed on the relationship between classical textile techniques and contemporary design
methods that contribute to the formation of a new aesthetics of materiality and expand the boundaries of design.
Particular attention is paid to the use of unconventional materials in the creation of art textiles, including
experiments with recycled materials, synthetic components, and combined textures that contribute to the
development of innovative design solutions.

Special attention is given to weaving techniques and their contemporary transformations, including manipulations
of interlacements, three-dimensional structures, and the reconstruction of traditional approaches actively applied
in clothing and accessories design. The role of hand-made textile practices, including appliqué and textile collage,
embroidery, batik, patchwork, and original prints, is analyzed as a means of creating an individualized artistic
language of contemporary fashion. It is determined that the combination of traditional and experimental
techniques contributes to the reinterpretation of clothing as a wearable art object, in which material functions as
a means of conceptual expression.

The practical application of art textile methods in fashion design is demonstrated through examples from the
creative practices of contemporary international and Ukrainian designers. It is emphasized that the integration of
craft technologies with innovative materials and authorial experiments contributes to the formation of current
trends in clothing design at the beginning of the twenty-first century. The results of the study can be applied in art
studies, design education programs, and the professional practice of clothing designers.

Keywords: experimental fashion; artistic textile; textural transformations; upcycling; conceptual design; material
aesthetics

Art and Design Vol. 9, No. 3 19


https://orcid.org/0009-0002-4947-1957
https://orcid.org/0000-0002-7678-955X
https://orcid.org/0000-0002-4537-8766

ISSN 2617-0272, e-ISSN 2617-0280

9(3),
] ART AND DESIGN 5026

Received 10.03.2026  Revised 28.08.2026  Accepted 30.09.2026  Published: 05.10.2026

UDC 7.05:7.04:004.9(045) DOI: 10.30857/2617-0272.2026.3.2

Visual stylistics of futurism: the case of the "Meowfront" project

Olga Yezhova*

Doctor of Pedagogical Sciences, PhD in Technical Sciences, Professor
Kyiv National University of Technologies and Design
01011, 2 Mala Shyianovska Str., Kyiv, Ukraine

https://orcid.org/0000-0002-5920-1611
Maryna Larchenko

PhD in Legal Sciences, Associate Professor
Chernihiv Polytechnic National University
14030, 95 Shevchenko Str., Chernihiv, Ukraine
Mykola Gogol Nizhyn State University

16600, 2 Grafska Str., Nizhyn, Ukraine
https://orcid.org/0000-0002-2643-980X

Marharyta Luniak

Master

Kyiv National University of Technologies and Design
01011, 2 Mala Shyianovska Str., Kyiv, Ukraine
https://orcid.org/0009-0009-5091-3629

Abstract. The relevance of the study was determined by the growing interest in indie games and the need to
develop a distinctive futuristic visual style for characters in the action-RPG genre. In contemporary game design,
visual imagery played a crucial role in shaping recognizability and emotional immersion, which was particularly
important for small studios competing for audience attention through innovation and original concepts. The aim
of the study was to identify the principles of forming a coherent futuristic character style for an indie game and to
determine effective approaches to combining technological and artistic aesthetics in visual design.

The research employed methods of visual and comparative analysis, authorial experimentation, silhouette and
proportion studies, colour solution selection, and the use of digital tools (Adobe Photoshop, Procreate, MidJourney,
Stable Diffusion) for creating sketches and basic models. The analysis was conducted with consideration of the
characteristic features of indie games and current trends in futuristic and neopunk design.

The results demonstrated that analysing contemporary indie games - specifically Transistor, Hyper Light Drifter,
Journey, Hollow Knight, Hades, Cyberpunk 2077, Deus Ex: Human Revolution, Ori and the Blind Forest, Pseudoregalia,
Ravenlok, Battle Cats, and Cat Quest - made it possible to identify key trends in the visual stylistics of
anthropomorphic and technologically oriented characters. Based on this analysis and the generalisation of
collected materials, two authorial moodboards were developed and ten characters for the game Meowfront were
created, combining structural and chromatic solutions typical of the futuristic aesthetic of indie projects. The
findings also showed that combining rounded and dynamic forms, neon accents, and technological detailing
together with classical silhouette design principles and modern digital tools ensured the formation of a coherent
style and high recognizability of combat roles. This combination enabled the creation of characters with expressive
archetypal imagery and stable visual identity.

The practical value of the study lies in the fact that the proposed methodology may be applied to the development
of character concept design in other indie projects seeking to integrate futuristic aesthetics with innovative design
solutions.
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development tools.
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INTRODUCTION

The contemporary video game industry was one of the
most dynamic segments of the creative economy,
where the visual component played a key role in
shaping a unique user experience. For indie games
created by small studios or independent developers,
visual stylistics functioned not only as a means of
artistic expression but also as a defining element of
identity that influenced the perception, recognizability,
and competitiveness of a project within a saturated
market. The growing interest in lightweight
development technologies, the spread of self-
publishing, and the need to optimize production
processes highlighted the question of how the choice of
visual stylistics affected the overall attractiveness of
indie projects and which solutions proved most
effective from both artistic and technical perspectives.

After 2021, academic discourse increasingly
shifted toward digital aesthetics, procedural graphics,
and the influence of stylization on cognitive perception
and player interaction. Nikolayeva and Guo (2021)
emphasized that artistic stylistics in digital media had
become a system of signs that determined how an
image was interpreted by users. According to their
findings, the visual language of video games not only
represented a fictional world but also shaped
behavioral patterns and emotional reactions. This
approach aligned with the conclusions of Cerepinko et
al. (2025), who examined stylization as a tool for
reducing cognitive load in interactive environments:
simplified or abstracted graphics could increase
readability and perception speed, which was
particularly relevant for projects with limited
production resources.

In the context of interfaces and the readability of
visual signals, the study by Sarver (2021) was
significant, highlighting the importance of color
structure, contrast, and palette coherence. The author
noted that deliberate color design could compensate
for technical limitations while forming emotional
accents. This corresponded with the work of Chen and
Zhuang (2023), who demonstrated that managing
player attention through color, light-shadow dynamics,
and composition improved navigation and reduced
visual clutter.

Particular attention in recent research was
devoted to the role of stylization in creating game
atmosphere. Jef Bernaers (2023) showed that stylistic
decisions could establish a stable emotional
background that reinforced immersion regardless of
the level of graphical detail. A similar approach was
advanced by Kai lin Yu and Tsao (2022), who analyzed
the interaction between stylization and narrative and
found that visual abstraction enabled clearer
articulation of artistic intention and enhanced the
symbolic function of objects.

After 2023, an increasing number of studies
focused on the use of machine learning and generative
graphics. Shahzad and Abdullah (2024) examined the
impact of automated tools for creating visual content

on indie developers’ production processes and noted
that generative models accelerated content
preparation yet required careful artistic oversight to
avoid stylistic fragmentation. Comparable findings
were presented by Song and Gabija (2025), who
analyzed the integration of generative algorithms with
manual vector and raster drawing. Liu et al. (2025)
presented a generative approach to bamboo furniture
design that integrates Game Theory, Kansei
Engineering, and Al-Generated Content. Zhou et al.
(2025) examined how Midjourney can function as an
auxiliary tool in interface design, outlining an Al-
assisted workflow that compares traditional and AIGC-

based processes, and demonstrates practical
applications of generative tools in real design
scenarios.

The theoretical segment of recent studies also
included research on the interaction between
stylization and the technical parameters of a game
engine. Yongcheng Liu (2023) pointed out the
importance of optimization and adaptive selection of
graphical techniques for independent developers, as

complex rendering solutions were not always
proportional to increases in aesthetic appeal.
Additionally, Okur, Kizi, and Atamaz (2024)

demonstrated that stylization could reduce the need for
resource-intensive shader solutions while preserving
opportunities for artistic expression under constrained
technical conditions.

The perception of stylized graphics in indie games
became the focus of some of the newest studies. Shiyan
(2025) analyzed user responses to simplified and
abstract forms and concluded that stylized graphics
could evoke higher levels of trust and emotional
engagement when supporting the overall concept of the
game world. Similar results were presented by Bozhko
and Slyusarenko (2025), who emphasized the
importance of cohesive and consistent visual style for
conveying emotional and narrative meanings.

Within the academic discourse of 2024-2025, a
distinct body of research emerged addressing the
artistic positioning of indie projects. Tereshchuk
(2025) examined stylization as a tool for market
differentiation, noting that a unique artistic language
became a competitive advantage for small studios.
Titov (2023) analyzed the relationship between
stylistic decisions and audience expectations and
argued that stylistic choice influenced the formation of
expected genre experience, which was particularly
important for the indie segment.

In the technological domain, the work of Teng et
al. (2024) was notable for emphasizing the importance
of optimizing graphical pipelines for different
platforms and devices. The study highlighted that
stylized graphics significantly facilitated wmulti-
platform adaptation, which was critical for
independent studios working with limited resources.

The collected research demonstrated that after
2021, a stable interdisciplinary approach had formed in
the academic field regarding the interpretation of
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visual stylistics in indie games: it was examined
simultaneously as an artistic choice, a technical
solution, and a tool of cognitive interaction.
Accordingly, the conducted study was aimed at
identifying the patterns underlying the formation of
visual stylistics in indie games and determining the
factors that influenced their perceptual clarity and
expressive potential.

MATERIALS AND METHODS

To achieve the stated research objective, a set of
interrelated methods was applied, ensuring the
scientific validity and practical implementation of the
authorial concept. The foundation of the research was
the method of visual modeling, which made it possible
to develop the concept of characters in cyberpunk and
futuristic medieval styles, refine their external
characteristics, proportions, and attributes, as well as
determine harmonious combinations of colors and
textures. An important element of the methodology
was the method of comparative analysis, which enabled
the identification of stylistic differences between the
images of cats and rats, thus emphasizing the contrast
of their personalities within the chosen visual concept.
Additionally, the method of synthesis was employed,
ensuring the integration of artistic and technical
elements into a unified composition, combining
traditional illustration techniques with modern digital
technologies, along with elements of stylistic analysis
used to determine the compositional logic of object
arrangement and enhance the artistic and emotional
impact on the viewer.

To develop the character concept, a case-study
method was used based on the analysis of existing
games, which served as a source of stylistic inspiration
and helped determine optimal solutions for Meowfront.
A total of 12 analogous games were selected according
to the criteria of stylistic expressiveness, silhouette
clarity, use of technogenic motifs, presence of a
consistent visual style, and adaptability of stylistic
solutions for an indie project. The analysis included
both indie titles and major commercial projects:
Transistor, Hyper Light Drifter, Journey, Hollow Knight,
Hades, Cyberpunk 2077, Deus Ex: Human Revolution, Ori
and the Blind Forest, Pseudoregalia, Ravenlok, Battle
Cats, and Cat Quest. The analysis criteria encompassed
character silhouette and readability, color palette and
contrast, types of materials and textures, the balance
between detail and stylization, as well as the
character’s ability to convey personality and emotion
through form and composition. The results of the case
study made it possible to determine optimal
approaches to hybridizing styles, combining futuristic,
cyberpunk, and medieval motifs, and creating
expressive, easily recognizable character silhouettes.

The Meowfront case study represented an indie
project at the stage of visual concept development and
the formation of character identity, featuring
anthropomorphic cats as protagonists and rats as
antagonists. The game belonged to the genre of tactical

combat action with elements of fantasy and cyberpunk
and was being developed primarily for PC, with potential
future adaptation for consoles. Several stages were
carried out within the research. At the initial stage, a
reference matrix of more than 250 images from various
stylistic directions was compiled, including cyberpunk,
retrofuturism, minimalism, art deco, and highly stylized
artistic projects. Subsequently, an analysis of analogous
games was conducted according to the criteria of
silhouette quality, color solutions, techno-elements, and
artistic expressiveness, which served as the basis for
establishing principles of character contrast and
individuality. The next stage involved the creation of
initial silhouettes and design variations for cats and rats,
including the determination of proportions, movement
plasticity, and characteristic attributes. Another stage
consisted of defining color solutions and creating a
moodboard that reflected the emotional and stylistic
character of the world.

Afterward, generative artificial intelligence tools
were applied, specifically the neural networks Stable
Diffusion (versions 1.5 and SDXL) and MidJourney, to
obtain a wide range of character variations. These
variations underwent subsequent selection and
manual refinement using Adobe Photoshop and
Procreate. The use of these digital tools did not imply a
direct transfer of generated results into the final design;
rather, they served as a basis for comparative analysis
of artistic approaches and contributed to the expansion
of compositional and color solutions. The combined
application of these methods ensured the coherence of
the authorial approach, the accuracy of visual analysis,
and the formation of a consistent futuristic identity for
the Meowfront characters.

During the image development process, Al prompts
were used to describe character appearance, materials,
color palette, lighting, and emotional characteristics,
for example: «cyberpunk feline warrior,
anthropomorphic cat, futuristic medieval armor, neon
accents, elegant silhouette, gold-purple palette, high-
tech visor, ornate details, dynamic lighting, highly
detailed, concept art» for cats and «post-industrial rat
soldier, grimy metal implants, asymmetrical armor
plates, toxic green neon, rough textures, aggressive
silhouette, dystopian mood, dark sci-fi concept art» for
rats. Prompts such as «silhouette exploration sheet,
anthropomorphic animals, cyberpunk armor shapes,
dynamic poses, high contrast, black on grey» were
employed to refine silhouettes and dynamic poses.

The final character development involved creating
highly detailed renders, combining silhouette, color
palette, and armament.

The integrated application of these methods
ensured stylistic unity, depth of artistic content, and
high-quality visual execution, while simultaneously
maintaining character readability in dynamic scenes,
emphasizing character traits, and integrating techno-
aesthetic elements into the artistic composition. This
approach was key to creating a unique identity for the
Meowfront project.
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RESULTS AND DISCUSSION

Case study of the game Meowfront: world structure
and combat roles. In Meowfront, world-building and
character roles functioned as a contextual foundation
necessary for understanding the design decisions
presented in subsequent results. The overall narrative
was based on the conflict between the faction of
anthropomorphic cats «K.A.T.I» (armed unit of the
Kitlantis people) and the technocratic empire of the
Rats. This narrative framework defined the logic of
visual and functional character stylistics, as each
faction possessed its own technologies, aesthetics, and
tactical approaches, which formed the basis for
character design.

The game space was organized as a multi-layered
futuristic metropolis combining high-tech zones,
decayed territories, and post-apocalyptic urban
environments. This environment necessitated clear
combat differentiation among characters: architectural
complexity, verticality of locations, and the mixture of
technological and abandoned sectors dictated the
presence of different combat functions, which
subsequently influenced the design of each character.

The cat and rat factions were represented as two
opposing systems - an organized defensive force and
an aggressive expansionist regime. This opposition
determined the spectrum of combat roles developed
during the design stage: cats performed as snipers,
assault units, melee maneuver fighters, heavy
destructive units, and stealth agents; rats had
analogous classes adapted to their techno-medieval
aesthetic. Weapons, equipment, and technological
modifications not only fulfilled gameplay functions but
also justified stylistic decisions in character design,
analyzed in the following sections.

Thus, the world structure and role systems in
Meowfront served as a methodological background for
result analysis: they established the logic of visual
identity, factional stylistic polarization, and defined
criteria for the formation of silhouettes, armament,
color schemes, and character traits. This context
enabled consideration of the results not in isolation but
within the framework of a coherent conceptual system
of the game.

Visual stylistics of video games: trends and
adaptation in Meowfront. The Meowfront project
developed within the tactical combat action genre,
where cats and rats represented two conflicting
factions. Cats were characterized by high agility,
flexibility, and tactical versatility, whereas rats
exhibited more massive silhouettes and aggressive
design, emphasizing strength and threat. This visual
dichotomy established an evident conflict and
enhanced the dramatic tension of the game world. The
structure of combat roles included division into classes
- snipers, assault units, tanks, and assassins - allowing
rapid identification of a character’s function in battle.
Character and armament descriptions provided a
context for the subsequent analysis of stylistic
decisions and design principles.

For comparison and selection of stylistic solutions,
twelve representative indie and AAA games were
analyzed (Transistor, Hyper Light Drifter, Journey,
Hollow Knight, Hades, Cyberpunk 2077, Deus Ex: Human
Revolution, Ori and the Blind Forest, Pseudoregalia,
Ravenlok, Battle Cats, Cat Quest). The results of the
analysis were structured in Table 1, presenting the
main visual style of each project, key elements, and
practical significance for forming the graphic language
of the Meowfront project.

Table 1. Analysis of reference games and their significance for Meowfront

. . Practical Significance
Game Title Visual Style Key Elements for Meowfront
Transistor Narrative Art Deco with | Clear geometric lines, decorative | Example of hybridization of historical
Futuristic Motifs patterns, lighting accents style and techno-aesthetics
Hyper Light Drifter | Pixel Art, Retro-Futurism Bright neon palette, abstract|Formation of palette and graphic
geometry language
o Concise forms, limited palette, | Balance of detail and readability,
Journey Minimalism X . .
light-color design creation of atmosphere
Hollow Knight Silhouette readability Minimalist ~ contours,  color | Clear recognition of characters in
economy dynamic scenes
. o Distinctive silhouettes, | Formation of character traits and
Hades Authorial stylization . . ;
decorative details, color accents | emotional appeal of characters
. Detailing, lighting, large-scale | Guidelines for scaling technological
Cyberpunk 2077 Cyberpunk, futurism worldbuilding aesthetics
Deus Ex: Human . . Augmentations, neon, metallic |Inspiration for character “tech-
" Technological cyber-visual e
Revolution textures detailing
Ori and the Blind | Artistic hand-crafted | Hand-painted environments, | Conveying atmosphere and emotions,
Forest execution work with light and color ecological design
, Medieval fantasy with | Minimalist silhouettes, fabric and | Examples of organic stylization for
Pseudoregalia s :
indie aesthetics metal textures fantasy characters
Contemporary fairy-tale | Contrasting silhouettes, vibrant [ Balance of silhouette clarity and
Ravenlok . . ) .
aesthetics palettes colorfulness for a children’s audience
Battle Cats Cartoonish, comedic style | Simplified forms, bright colors Clear readability and recognizability
in mass gameplay
Cat Quest Indie fantasy Concise  contours, fairy-tale | Character stylization under limited
palette resources

Source: developed be the authors
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Of particular Analysis of visual and stylistic
solutions allowed several patterns defining
contemporary approaches to character design to be
identified: the integration of futuristic and
technological motifs with historical or genre traditions,
the deliberate use of color as a semiotic and emotional
marker, the prioritization of character silhouette clarity
for rapid recognition in dynamic scenes, the emphasis
on materiality and textural detail in accordance with
the project’s conceptual-stylistic framework, and the
balance between character detail and background
elements determined by genre features and gameplay
requirements. Additionally, functional stylization of
decorative elements enabled simultaneous fulfillment
of aesthetic and narrative objectives.

Within Meowfront, these principles were
implemented through the transformation of traditional
fantasy stylization toward a neo-punk aesthetic. Cats
were assigned cyberpunk traits, including bionic
prosthetics, modular tactical suits, and holographic
accessories, while rats were equipped with futuristic-
medieval armor with technological augmentations.
Character silhouettes established contrast and
immediate recognizability: cats were elongated and
agile, while rats were massive and imposing. The
arrangement of classes and combat roles (sniper, tank,
assassin) was aligned with the silhouette structure,
enhancing both aesthetic and functional significance of
the design.

Thus, the combination of analysis of existing cases
and authorial solutions facilitated the formation of a
comprehensive methodology for character stylistic
design in Meowfront, reflecting contemporary trends,
genre-specific features, and gameplay functional
requirements.

Coloristics and its role in identity formation.
Color in Meowfront functioned as both an identity
marker and a tool for emotional influence. The cat
faction utilized a cyberpunk neon palette (purple,
turquoise, and electric blue accents) combined with
dark base tones to emphasize the urban and
technological qualities of the characters. In contrast,
the rat faction employed deep metallic shades, dark
reds, and olive tones with interspersed light accents,
reminiscent of heavy equipment and weaponry. Such
contrast highlighted the antagonism between factions
and established a unique color code for each side of the
conflict (Praveen Toppo & Sahabuddin Ahamed, 2024).

Traditional fantasy archetypes, such as warriors or
mages, were reinterpreted within Meowfront. Magical
attributes were fully replaced with technological
devices and weaponry: crossbows were equipped with
energy modules, swords received nitro modes and
protective  shields, and high-tech armaments
substituted for spells. For instance, the character
Clawpaw, serving as an assassin analog, was armed
with dual claws and a silenced revolver, whereas
Stonepaw assumed the role of a heavy assault unit with
a bazooka and a supercharged strike mode. This
approach not only provided the game with uniqueness

but also established a new concept of fantasy without
magic, where technology served as the driving force of
the game world.

The visual identity of Meowfront was based on the
combination of  three conceptual layers:
anthropomorphic character design, technological
aesthetics, and the contrast between two stylistic
worlds. Each character reflected not only functional
gameplay roles but also individuality through species,
personality, and equipment choices. The name of the
cat unit, “K.A.T.I.,” reinforced the concept of an
organized faction with its own symbols and internal
structure.

The authorial approach to style formation involved
synthesizing cyberpunk and futuristic-medieval
elements, complemented by science fiction motifs. This
combination achieved a balance between recognizable
gameplay archetypes (sniper, tank, assassin) and
innovative character designs, rendering the visual
language of the game competitive within the action-
RPG genre.

Stages of character creation: from concept to
final design. The character development process for
Meowfront was conducted using a systematic approach
that combined scientific principles of visual
communication with experimental authorial methods.
The initial stage involved the creation of basic
silhouettes, as shape determined recognizability and
readability of characters in dynamic gameplay scenes
(Aziret Tumenbaev, 2024). For both cat and rat
factions, a series of sketches were produced,
demonstrating variations in proportions,
anthropomorphic traits, ear and tail silhouettes, as well
as preliminary weapon designs. Each combat role
received a clearly defined form that emphasized
character and tactical function: snipers, assault units,
tanks, and assassins were differentiated through
volume, linework, and pose dynamics. At this stage,
primary attention was given to silhouette readability
and expressiveness, enabling immediate identification
of a character’s role in combat.

For cat characters of the “K.A.T.1.” faction, a bright
cyberpunk neon palette was applied, including purple,
turquoise, and electric blue shades, which emphasized
the dynamism and technological nature of combat
roles. Rat characters were assigned a darker, more
aggressive coloration with metallic and deep accents to
enhance the perception of threat. The palette was
selected considering color perception psychology,
contrast, and associative influence on the player
(Yichen Gu, 2023), allowing instant conveyance of
faction affiliation and combat specialization.

Each character was provided with individual
decorative details and accessories reflecting combat
functions: the sniper Clawpaw was equipped with a
cybernetic crossbow and a quiver containing various
types of arrows; the tank Stonepaw carried a “Javelin”
bazooka with a supercharged fire mode and prosthetic
arm and eye; the assault unit Murgans employed
Macedonian-style dual-wielding with Micro-Uzi
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submachine guns and grenades of varying
effectiveness; the berserker Murloc wielded a plasma
sword with nitro mode and shield; the assassin Clawtail
used daggers and a silenced revolver. Rat characters
were assigned corresponding combat sets: the sniper
Spike wielded a modern bow with a calimator, quiver
with three arrow types, and a prosthetic eye; the tank
Rottenfang operated a multi-barrel Minigun with
supercharged mode; the assault unit Ratembo used an
AK-47 with a GP-25 underbarrel grenade launcher; the
berserker Stormpaw employed a chainsaw with nitro
mode for close combat; the assassin Shorttail
conducted attacks with Wolverine-style claws and a
silenced Glock.

Special attention was given to detailing and
symbolic elements of equipment. Weapons and
costumes were integrated with character silhouettes
and color-coded systems, highlighting combat roles
and faction traits. Neon inserts and holographic
components signaled the technological level of cats,
while metallic and dark elements emphasized the
aggression of rats. This combination ensured the
integration of emotional depth, aesthetic appeal, and
functional clarity within the gameplay system (Wenbo
Zhao & Yuanyuan Sun, 2024). After defining the overall
concept, a mood board was created to reflect the style
and colour scheme of the characters (Fig. 1).

The sequential combination of sketches,
moodboards, and highly detailed renders, taking into
account combat roles and weaponry, enabled the
formation of a cohesive system of character designs.
This system was recognizable, functionally clear, and
consistent with the overall visual and narrative context
of Meowfront. Each character was endowed with a
distinct individuality, reflecting role, combat abilities,
and faction affiliation, thus forming a unique game
identity.

Visual features of combat roles in Meowfront:
silhouette, weaponry, and color palette. In
Meowfront, each combat role possessed a clearly
defined visual identity, ensuring immediate

a

recognizability in dynamic scenes and establishing an
emotional connection with the player. Character visual
design was developed considering tactical functions,
combat abilities, and the psychological perception of
shapes, colors, and details. Visual solutions for combat
roles in Meowfront were formed based on principles of
silhouette readability, color psychology, and
correspondence between character form and tactical
function. For snipers of both factions, emphasis was
placed on visual cues of precision and technological
sophistication.

The sniper Clawpaw, a member of the K.A.T.I. unit,
featured an elongated and dynamic silhouette,
emphasizing agility and long-range role (Fig. 2). The
cybernetic crossbow was integrated into the upper
body composition, making the weapon an extension of
the silhouette. The contrast of cool neon tones with soft
light-gray fur created a sense of high technology and
speed. The sniper of the Rat Empire, Spike, exhibited an
elongated yet more rigid form, reinforced by
technological prosthetics, symbolizing mechanical
precision and the aggressive nature of the faction. A
dark palette with metallic and red accents established
a visual atmosphere of threat.

The further development of the combat roles
concept was reflected in the design of tanks, where
massiveness, stability, and associations with physical
power predominated (Fig. 3). Stonepaw, the tank of
Kitlantis, was characterized by broad proportions, an
expanded shoulder girdle, and pronounced muscular
structure, emphasizing the role of a durable frontline
fighter. Visual dominance was achieved not only
through volume but also through technological
prosthetics and heavy weaponry. Its counterpart,
Rottenfang, exhibited a slightly different massiveness:
more “armored,” with emphasis on mechanical

strength. Coarse body shapes, a wide stance, and dark
metallic tones conveyed the image of an almost
industrial fighter, where the weapon functioned as an
extension of the technocratic body.

Figure 1. Moodboard for creating game characters

Note: a - cat faction; b - rat faction

Source: own development, generated with Stable Diffusion.
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Figure 2. Visual solutions for snipers

Note: a - Clawpaw; b - Spike

Source: own development, generated in Stable Diffusion

Figure 3. Visual solutions for tanks

Note: a - Stonepaw; b - Rottenfang

Source: own development, generated in Stable Diffusion

In the berserker class, the primary objective was
to convey destructive power and high close-combat
agility (Fig. 5). Murlok, representing the feline faction,
combined metallic protective elements with a neon
plasma sword, creating the image of a technological
barbarian. The silhouette was balanced between
massiveness and swiftness. The rat faction’s berserker,

Shturmich, was characterized by a more robust and
“mechanical” form. It was perceived as an explosive
force due to the combination of massive shapes and a
chainsaw with a nitro mode. Yellow technical accents
emphasized the danger and uncontrollability of its
power.
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Figure 4. Visual solutions for assault units
Note: a - Murgans; b - Shchurembo
Source: original development, generated in Stable Diffusion

In the assassin class, the emphasis was placed on invisibility. ~The counterpart, Korotkokhvist,
agility, precision, and stealth (Fig. 6). Kightiar representing the Rats’ faction, was rendered in dark
exhibited a flexible and refined silhouette, allowing tones with sharpened silhouette accents on claws
immediate recognition as a shadow-type character. and weaponry. Its form demonstrated a more
The contrast of cool tones and defined lines in the aggressive posture with sharp angles, creating a
equipment reinforced the image of technological visual impression of a fast and lethal killer.

a

Figure 5. Visual solutions for Berserkers
Note: a - Murlok; b - Shturmich
Source: own development, generated in Stable Diffusion
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Figure 6. Visual solutions for assassins

Note: a — Kightiar; b — Korotkokhvist

Source: authors’ development, generated in Stable Diffusion

Careful elaboration of silhouettes and color
schemes ensured unambiguous perception of the
combat role of each character. The use of neon and
metallic accents reinforced the technological and
futuristic aesthetics of the cats, whereas the rats were
distinguished by darker and more aggressive visual
cues. This approach allowed not only the creation of
recognizable character designs but also their
integration into the gameplay logic, where form, color,
and armament immediately conveyed tactical
information to the player.

Discussion of the futuristic style and combat
roles of the characters in Meowfront

The results of the study on visual stylistics and
combat roles of the Meowfront characters generally
corresponded with findings reported in contemporary
works on concept design, anthropomorphism, and
visual identification in video games. As noted by
Bozhko & Slyusarenko (2025), stylistic coherence of
characters was determined primarily by the
consistency of silhouettes, color accents, and
embedded functionality, which directly influenced the
legibility of character designs in dynamic scenes. In
Meowfront, this principle was confirmed by the
construction of each class and faction design based on
stable silhouette contours and recognizable shape
motifs, allowing rapid identification of threat type or
character role regardless of model detail.

A similar logic was emphasized in studies
addressing the impact of color on player cognition. Gu
(2023) and Toppo & Ahamed (2024) demonstrated
that color in video games performed not only a
decorative but also a semiotic function - structuring

visual information and accelerating recognition of
game objects. Within Meowfront, this trend was
confirmed through the allocation of factions with clear
color codes: neon cool shades for cat characters and
deep metallic palettes for rats created two contrasting
visual fields, which reinforced the overall cyberpunk
and techno-medieval aesthetics and facilitated rapid
interpretation of combat roles. Consequently, the
results aligned with previous conclusions regarding the
significance of color for effective communication in
game design while extending them by demonstrating
the integration of color archetypes with technological
class markers.

Anthropomorphic representations in Meowfront
also corresponded with trends described in studies of
emotional expressiveness in characters. Chen & Zhunag
(2023), as well as Song & Gabija (2025), emphasized
that head proportions, eye size, and pose dynamics
significantly affected player emotional engagement. In
this study, cat characters were designed with enhanced
“approachability” features - large eyes, rounded
silhouettes, and active pose dynamics - forming a
friendlier and more dynamic emotional impression. In
contrast, rat characters, constructed with segmented
forms, sharp angles, and restrained facial expressions,
conveyed threat and tension. This structure confirmed
prior findings while extending them by demonstrating
the possibility of combining anthropomorphism with
futuristic technological components without loss of
emotional legibility.

Research on character design methods, particularly
in Kai lin Yu & Tsao (2022), indicated that combat roles
in the action-RPG genre should be readable by players
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before exposure to character abilities. Silhouettes were
required to convey tactical messages - tanks needed to
appear massive, snipers restrained and agile, and
assault classes dynamic. Characters developed for
Meowfront fully confirmed this pattern, as proportions,
technological elements, and stylistic accents were
subordinated to functional roles. This approach also
corresponded with principles outlined by Schell (2020)
and Sarver (2021), emphasizing that visual form should
function as an integrated element of gameplay logic.

Comparison of the results with studies on futuristic
and cyberpunk stylizations demonstrated that
Meowfront organically fit into the established aesthetic
tradition of indie projects. Nikolayeva & Guo (2021)
and Gintere (2019) emphasized that futuristic stylistics
could generate a unique artistic code for a game
through the combination of technological motifs and
expressive silhouette solutions. The present study
confirmed this thesis, showing that technological
details in Meowfront did not overload characters but
instead enhanced their legibility and role
differentiation.

Correlation of the results with analytical materials
on visual styles from Supergiant Games (Transistor,
Hades), Team Cherry (Hollow Knight), Heart Machine
(Hyper Light Drifter), Moon Studios (Ori and the Blind
Forest), Thatgamecompany (Journey) and other
analogues further confirmed that the key factors for
effective identity were stylistic consistency, silhouette
expressiveness, and tactical design logic. Materials
from 80 Level, ArtStation, and the official sites of these
projects demonstrated that the combination of clear
shape-making solutions and controlled detailing
created a visual language comparable in principles to
that applied in Meowfront.

Summarizing these results showed that Meowfront
not only conformed to the fundamental patterns of
contemporary concept design but also extended them
to some degree, demonstrating the possibility of
integrating anthropomorphic forms, technological
accents, and structured combat roles within a futuristic
indie aesthetic. These findings could be considered a
contribution to the further development of visual
identity theory in low-budget action-RPGs.

CONCLUSIONS

The conducted study confirmed that futuristic stylistics
could serve as an effective foundation for the formation
of visual identity of characters in indie action-RPG
games. On the basis of the authorial project Meowfront,
a comprehensive approach to character creation was

developed, which combined anthropomorphic
representations, technological aesthetics, and
REFERENCES

[1] ArtStation. (2025). Official Hades

https://www.artstation.com /artwork/aY]LYz
[2] Bernaers, J. (2023). Impact of

concept

differentiated combat roles. Comparison of these
results with analyses of selected reference projects
(Transistor, Hyper Light Drifter, Journey, Hollow Knight,
Hades, Cyberpunk 2077, Deus Ex: Human Revolution, Ori
and the Blind Forest, Pseudoregalia, Ravenlok, Battle
Cats, Cat Quest) identified key parameters influencing
the expressiveness of character designs and their
perceptual clarity for players.

Characters  developed within the study
demonstrated that the combination of clear silhouettes,
considered proportions, and technological details
ensured recognizability even under conditions of high
combat dynamics. Comparison with other indie
projects showed that a balanced combination of
stylization and detailing reduced the risk of visual
overload while maintaining individual character traits.
This was confirmed by the results of the authorial
experiment, in which the design of the cat faction with
cyberpunk features and the rat faction with futuristic-
medieval stylistics demonstrated the effectiveness of a
contrasting approach to visual structure and combat
identity.

Summarizing the results, it could be stated that
concept design based on the integration of
technological motifs, color differentiation, and
functional character archetypes formed a coherent
artistic code for the game and could serve as a tool for
its branding. The developed Meowfront characters
confirmed that futuristic stylistics enhanced both
emotional engagement of players and gameplay
legibility, providing clear communicative signals
regarding the role and capabilities of each hero.

The obtained conclusions provided a foundation
for further research into the interaction between visual
stylistics and players’ psychological perception.
Promising directions included analysis of how varying
levels of detail, selection of color accents, and typology
of combat roles influenced decision-making speed in
dynamic scenes. A separate avenue of research could
involve the study of interactive Al tools for generating
and optimizing concept designs in independent game
projects.

ACKNOWLEDGEMENTS

None.

FUNDING

None.

CONFLICT OF INTEREST

None.
characters by Supergiant artists.
art on the character creation pipeline.

https://www.researchgate.net/publication/371868143 Impact of Concept Art on the Character Creation Pipe

line

Art and Design Vol. 9, No. 3 29


https://www.artstation.com/artwork/aYJLYz
https://www.researchgate.net/publication/371868143_Impact_of_Concept_Art_on_the_Character_Creation_Pipeline
https://www.researchgate.net/publication/371868143_Impact_of_Concept_Art_on_the_Character_Creation_Pipeline

Visual stylistics of futurism the case of ...

[3] Bozhko, T., & Slyusarenko, O. (2025). Determinants of stylistic characteristics in video games. Demiurg: Ideas,
Technologies, Design Perspectives, 8(1). https://doi.org/10.31866/2617-7951.8.1.2025.330444

[4] Cerepinko, D., Stefanovié, R, Hajdek, K., & Miljkovi¢, P. (2025). Less is more in digital games too: A
comparative analysis of visual elements of physical and digital versions for two tabletop games. Applied Sciences,
15 (2), 715. https://doi.org/10.3390/app15020715

[5] Chen, C.Y., & Zhunag, X.Q. (2023). The image ratios for designing cute nonhuman anthropomorphic
characters. Entertainment Computing, 47, 100586. https://doi.org/10.1016/j.entcom.2023.100586

[6] Cyberpunk 2077.(2020). Official franchise site. https://www.cyberpunk.net/sg/en/
[7] Deus Ex: Human Revolution. (2011). Eidos-Montréal. https://www.eidosmontreal.com/games/deus-ex-
human-revolution/?utm source=chatgpt.com

[8] Fogelstrom, E. (2013). Investigation of shapes and colours as elements of character design.
https://www.diva-portal.org/smash/get/diva2%3A651309/FULLTEXTO01.pdf
[9] Game Informer. (2018). The making of Hollow Knight. https://gameinformer.com/2018/10/15/the-making-

of-hollow-knight
[10] Gintere, L (2019). A New Digital Art Game: the Art of Future.

https://www.researchgate.net/publication/332698782 A New Digital Art Game the Art of Future
[11] Graft K. (2021). Roguelikes and narratlve deSIgn with Hades creatlve dlrector Greg Kasavm Game Developer.

greg- kasavm
[12] Gu, Y. (2023). The Impact of Color on Players in Human-machine Interaction in Games. Applied and

Computational Engineering. 8. 744-748. https://doi.org/10.54254/2755-2721/8/20230130

[13] Hemraj, S. (2024). Press Start Journal. Defining art styles in games and their influence on creative expression.

https://press-start.gla.ac.uk/press-start/article/view/305/151

[14] Hyper Light Drifter. (2016). Heart Machine. https://www.heartmachine.com/hyper-light-drifter

[15] Journey. (2025). Thatgamecompany. https://thatgamecompany.com/journey/

[16] Kao, D. (2019). The Effects of Anthropomorphic Avatars vs. Non-Anthropomorphic Avatars in a Jumping

Game. In Proceedings of the 14th International Conference on the Foundations of Digital Games.

https://doi.org/10.1145/3337722.334182

[17] Keating, S., Lee, W. C., Windleharth, T., & Lee, ]. H. (2017). The Style of Tetris is... Possibly Tetris?: Creative

professionals’ description of video game visual styles.

https://scholarspace.manoa.hawaii.edu/bitstream/10125/41402/1/paper0253.pdf

[18] Kopp, S. (2015). A talk with Ori and the Blind Forest concept artist. 80 Level. https://80.lv/articles/a-talk-

with-ori-and-the-blind-forests-concept-artist

[19] Korte, G., & Ferri, G. (2018). Research through game design: Interactive stories from a submerged

Amsterdam. Ocula, 19, 110-128. https://doi.org/10.12977 /ocula2018-14

[20] Liy, ], Gao, H., & Yezhova, O. (2025). Generative design of bamboo furniture combining game theory and Al-

generated content. BioResources, 20(4), 8611-8631. https://doi.org/10.15376/biores.20.4.8611-8631

[21] Liu, Y. (2023) The utilize of color psychology in game graphlcs de51gns Game Developer.
1

[22] Moon Studlos (2025) Or1 and the Blind Forest. https://www. orlthegame com[moon studlosz
[23] Nikolayeva, T., & Guo, Y. (2021). In-depth study of cyberpunk and retrofuturism styles with the aim of

development an integrated design project concept. In Proceedings of the International Scientific-Practical
Conference “Actual Problems of Modern Design”, Kyiv, KNUTD, April 22, 2021. 104-107.
https://er.knutd.edu.ua/handle/123456789/17925

[24] Okur, M., Kizil, R, & Atamaz, E. (2024). The art of graphic design in video games: beyond the visual. Amazonia
Investiga, 13(78), 9-26. https://doi.org/10.34069/A1/2024.78.06.1

[25] Robson, J. & Tavinor, G. (2018). The aesthetics of videogames.
https://api.pageplace.de/preview/DT0400.9781351809467 A34327294 /preview-

9781351809467 A34327294.pdf
[26] Sarver, E C. (2021) UCF Honors Theses. The impact of art style on video games.

[2 ]Schell J. (2020) The art of game design: A book of lenses (3rd ed.). CRC Press.
-of:

dltlonZSchellmzbookz978113863205
[28] Shahzad, F. & Abdullah, M. (2024). Significance, application, and development dynamics of concept art in
gaming industry. https://journals.umt.edu.pk/index.php/jdt/article/view /5868
[29] Shiyan, A. (2025). Stylization in video games: A deep dive analysis. https://80.lv/articles/stylization-in-
video-games-a-deep-dive-analysis
[30] Song, B. & Gabija, M. (2025). Anthropomorphism in animation: Exploring emotional connection. Journal of
Arts and Humanities, 14(03), 41-50. http://dx.doi.org/10.18533 /journal.v14i3.2572

30 Art and Design Vol. 9, No. 3


https://doi.org/10.31866/2617-7951.8.1.2025.330444
https://doi.org/10.3390/app15020715
https://doi.org/10.1016/j.entcom.2023.100586
https://www.cyberpunk.net/sg/en/
https://www.eidosmontreal.com/games/deus-ex-human-revolution/?utm_source=chatgpt.com
https://www.eidosmontreal.com/games/deus-ex-human-revolution/?utm_source=chatgpt.com
https://www.diva-portal.org/smash/get/diva2%3A651309/FULLTEXT01.pdf
https://gameinformer.com/2018/10/15/the-making-of-hollow-knight
https://gameinformer.com/2018/10/15/the-making-of-hollow-knight
https://www.researchgate.net/publication/332698782_A_New_Digital_Art_Game_the_Art_of_Future
https://www.gamedeveloper.com/design/roguelikes-and-narrative-design-with-i-hades-i-creative-director-greg-kasavin
https://www.gamedeveloper.com/design/roguelikes-and-narrative-design-with-i-hades-i-creative-director-greg-kasavin
https://doi.org/10.54254/2755-2721/8/20230130
https://press-start.gla.ac.uk/press-start/article/view/305/151
https://www.heartmachine.com/hyper-light-drifter
https://thatgamecompany.com/journey/
https://doi.org/10.1145/3337722.334182
https://scholarspace.manoa.hawaii.edu/bitstream/10125/41402/1/paper0253.pdf
https://80.lv/articles/a-talk-with-ori-and-the-blind-forests-concept-artist
https://80.lv/articles/a-talk-with-ori-and-the-blind-forests-concept-artist
https://doi.org/10.12977/ocula2018-14
https://doi.org/10.15376/biores.20.4.8611-8631
https://www.gamedeveloper.com/design/the-utilize-of-color-psychology-in-game-graphics-designs
https://www.orithegame.com/moon-studios/
https://er.knutd.edu.ua/handle/123456789/17925
https://doi.org/10.34069/AI/2024.78.06.1
https://api.pageplace.de/preview/DT0400.9781351809467_A34327294/preview-9781351809467_A34327294.pdf
https://api.pageplace.de/preview/DT0400.9781351809467_A34327294/preview-9781351809467_A34327294.pdf
https://stars.library.ucf.edu/cgi/viewcontent.cgi?article=1947&context=honorstheses
https://www.routledge.com/The-Art-of-Game-Design-A-Book-of-Lenses-Third-Edition/Schell/p/book/9781138632059
https://www.routledge.com/The-Art-of-Game-Design-A-Book-of-Lenses-Third-Edition/Schell/p/book/9781138632059
https://journals.umt.edu.pk/index.php/jdt/article/view/5868
https://80.lv/articles/stylization-in-video-games-a-deep-dive-analysis
https://80.lv/articles/stylization-in-video-games-a-deep-dive-analysis
http://dx.doi.org/10.18533/journal.v14i3.2572

Yezhova, Larchenko & Luniak

[31] Tavinor, G. (2009). The Art of Videogames.
https://kevinjpatton.com/teaching/phil 3230/readings/Grant%20Tavinor%20-%20The%20Art%200f%20Vid
eogames.pdf

[32] Teng, C.-1,, Huang, T.-L., Huang, G.-L., Wu, C.-N., Cheng, T. C. E., & Liao, G.-Y. (2024). Creatability, achievability,

and immersibility: New game design elements that increase online game usage. International Journal of

Information Management, 75, 102732. https://doi.org/10.1016/j.ijinfomgt.2023.102732

[33] Tereshchuk A (2025) Understandlng Video Game Concept Art: A Comprehenswe Guide.
di d di

[34] T1tov A (2023) Concept Art for Video Games: a Complete Guide. Stepico: Step your game up.
https://stepico.com/blog/concept-art-for-video-games

[35] Toppo, P. & Ahamed, S. (2024). Chromatic Narratives: the Semiotic and Psychological use of Colour in Art and
Graphic Novels. ShodhKosh: Journal of Visual and Performing Arts. 5.
https://doi.org/10.29121/shodhkosh.v5.i1.2024.3114

[36] Transistor. (n.d.). Supergiant Games. https://www.supergiantgames.com/games/transistor/

[37] Tumenbaev, A. (2024). Character Design & Communication. Creating Effective Video Game Characters that
Enhance Player Engagement and Narrative. https://doi.org/10.13140/RG.2.2.23903.57764

[38] Yu, K. & Tsao, Y. (2022). International Journal of Organizational Innovation. A study of character design
method. https://ijoi-online.org/attachments/article/401/1252%20Final.pdf

[39] Zhao, W. & Sun, Yu. (2024). The Exploration of Emotional Aspects of Artificial Intelligence (Al) in Artistic
Design.  International  Journal of Interdisciplinary  Studies in  Social  Science. 1. 58-65.
https://doi.org/10.62309/bk757m16

[40] Zhou, T., Gao, X., Zhong, Y., Yezhova, O., & Pashkevich, K. (2025). New interface design process based on Al-
generated content: Taking Midjourney as an example. New Design Ideas, 9(2), 364-381.
https://doi.org/10.62476/ndi.92364

BisyasbHa cTunicTuka ¢pyTypusmy: Ha npukaagi npoekty «Meowfront»

Osbra €xxoBa

[lOKTOp neaaroriyHMx HayK, KaHAnAaT TeXHIYHUX HayK, npodecop
KUIBCbKMIA HaLLiOHa/IbHUI YHIBEPCUTET TEXHO/IOTIN Ta AM3aliHy
01011, ByA. Mana LLnAHOBCbBKa, 2, M. KuiB, YKpaiHa
https://orcid.org/0000-0002-5920-1611

MapwuHa /lapuyeHko

KaHguaat topngnyHnx Hayk, 4OLEeHT

HauioHanbHWI yHiBepcuTeT «HepHiriBcbKa noaiTexHika»
14030, ByA. LLleB4yeHKa, 95, M. HepHiris, YkpaiHa
HiXXMHCbKUI geprkaBHUI yHiBepcuTeT iMeHi Mukoau Forosa
16600, By/. padcbKa, 2, M. HixuH, YkpaiHa
https://orcid.org/0000-0002-2643-980X

MaprapuTa /lyHAK

MarictpanT

KWIBCbKMIA HaLLiOHA/IbHUI YHIBEPCUTET TEXHO/IOTIN Ta AM3aliHy
01011, ByA. Mana LLnAHOBCbBKa, 2, M. KuiB, YKpaiHa
https://orcid.org/0009-0009-5091-3629

AHOTaUiA. AKTyasbHICTb AOC/Ti/PKEHHS 06yMOBJIeHa 3pOCTaHHsSM iHTepecy [0 iHAi-irop Ta HeoGXigHiCTHO
CTBOPEHHSI BHUPa3HOI QyTYypUCTUYHOI Bi3yasbHOI CTHJIICTUKU NepCOHaXiB y kaHpi action-RPG. ¥ cyyacHomMy
redMM3aiHi XyZ0’KHil 00pa3 BiJirpae KJAK4Y0BY poJib y $opMyBaHHI BIIi3HABAHOCTI Ta eMOIiHHOTO 3aHypPEHHS
r'paBlig, 1[0 € 0COBJIMBO BXKJIMBUM /I HEBEJIUKUX CTY/IiH, IKi KOHKYPYIOTh 3a yBary ayAuTOpii iHHOBaLilHiCcTIO
Ta OPUTiHAJbHUM KOHILEIITOM.

MeTow po60OTH € BU3SHAYEHHS MPUHIUIIB GOPMyBaHHSA I[iJIiCHOT GYTYPUCTUYHOI CTHUIICTUKHU MMEPCOHAXKIB iHTi-
irpu Ta BUsiBJIeHHS epeKTUBHUX MiAXOAIB /10 MOEAHAHHS TEXHOJIOTIYHOI Ta Xy/J0KHbOI ECTETUKH y Bi3yaJlbHOMY
IIPOEKTYBAaHHI.

Y pocaipgxeHH] 3aCTOCOBYBA/IMCA METO U Bi3ya/IbHOTO Ta MOPIBHAJIBHOTO aHa/1i3y, aBTOPCbKOTO eKCIIepUMEHTY,
JocaifpkeHHs cUJyeTiB i mponopuii, ni6opy KOJbOPOBUX pillleHb Ta BUKOPUCTAHHSA UPPOBUX iHCTPYMEHTIB
(Adobe Photoshop, Procreate, MidJourney, Stable Diffusion) g1 cTBopeHHs ecki3iB i 6a30BUxX Mojeseil. AHai3
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Visual stylistics of futurism the case of ...

MPOBO/IUBCS 3 ypaxyBaHHSIM XapaKTepPHUX PUC iHAi-irop Ta akTyaJbHUX TEHAEHL[iH QY TYyPUCTUYHOTO i HEOTIAHK-
JU3ainy.

Pe3ysibTaTu Aoc/ipKeHHs IPOAEMOHCTPYBaJIH, L0 aHai3 cydacHUX iHfAi-irop - 3okpema Transistor, Hyper Light
Drifter, Journey, Hollow Knight, Hades, Cyberpunk 2077, Deus Ex: Human Revolution, Ori and the Blind Forest,
Pseudoregalia, Ravenlok, Battle Cats ma Cat Quest - [,03BOJIUB BUOKPEMHUTH KJIIOUOBI TeHJAeHLii y Bi3yasbHil
cTuiicTuni aHTponoMopPHUX Ta TEXHOJIOTIYHO OpPiEHTOBAHUX MepcoHaxiB. Ha ocHOBI mpoBeieHOr0 aHamizy i
y3arajJibHeHHs1 MaTepiaJsiiB 6yJ10 po3po6JieHo ABa aBTOpCchbKi moodboard’'v Ta cTBOpeHO JIecATh MePCOHAXKIB JJisl
rpu Meowfront, y SKUX MOEJHAHO CTPYKTYPHI Ta KOJIbOPOBI pillleHHs, TUMOBI JiJ11 Yy TYPUCTUYHOI eCTETUKH iH/j-
MPOEKTIB. Pe3ysbTaTu Takox 3aCBiAUUIY, 1110 KOMOIHYBaHHSA OKPYTJIUX i AUHaMiYHUX GOpPM, HEOHOBUX aKIeHTIB
i TexHOJIOTIYHUX JeTajlell y MO€AHAHHI 3 KJAaCUYHMMM NPUHLUMUNAMU AW3aliHy CUJIYeTiB Ta MOXJHUBOCTSIMU
Ccy4yacHUX LUGPOBHUX iHCTPYMeHTIB 3abe3neuye GopMyBaHHS LiJiCHOTO CTHJIO Ta BUCOKOI BNi3HABaHOCTI
6oioBux poJsieit. Take MoeJHAHHSA [03BOJIUJIO CTBOPUTH MEPCOHAXKIB 3 BUPAa3HUMU 00pa3HUMU apXeTUIIaMU Ta
CTIMKOI0 Bi3ya/JIbHOI aiifIeHTUKOIO.

[IpakTHYHA LiHHICTh POGOTH IMOJIAATAE B TOMY, L0 3alpPONOHOBAaHUM MiJXiJ MOXe OYTH BUKOPUCTAHUHN s
pPO3pPOOKU KOHLENT-AHU3alHy NepCcoHaXiB IHIIMNX iHZI-OPOEKTIB, fKi NparHyTb NOEAHATH QYTYpPUCTUYHY
eCTeTHUKY Ta iHHOBalliliHi fu3aliHepChbKi pillleHHS.

KntouoBi c/10Ba: rpadiuHui [u3aiiH; KOHLENT-apT; epCoOHax; TedM/AN3aiiH; KOJIbOpOBe pillleHHsT; CTUJIb; iHAi-
rpa; uudpoBi iIHCTPYMEHTH PO3POOKU
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Abstract. The article examines methods of architectural interpretation of brands in commercial and public spaces.
These methods are considered within a contemporary paradigm in which the interior is not only a functional
environment but also an effective tool of interaction between a brand and its target user, directly influencing
business performance. Based on a generalisation of local and global design practices, a typology and methodology
for integrating brands into public interiors are formulated for the first time. As a result, four methods are identified.
The method of direct transformation is based on the direct transfer of identity elements into space. The
morphological method considers these same identity elements as form-generating components of the spatial
environment. The atmospheric method focuses on creating interiors with clear emotional and stylistic references
that are inherently tied to a particular brand. The scenario-based method enables visitors to understand the brand
through the experience of interacting with the space. The proposed methods reveal the brand through four
comprehensive aspects: graphics, form, atmosphere, and user experience. The article analyses the specific features
of each method's application, considering each as a distinct approach to translating brand identity: from simple
visual identification to the formation of a particular emotional response, depending on the commercial objective.
The developed methodology systematises the process of forming technical briefs for architects, designers, and
marketers. It may be used as a practical foundation for developing competitive spatial solutions, ensuring
conceptual integrity and contributing to the potential enhancement of business attractiveness.

Keywords: interior design; commercial interiors; design methodology; scenario-based modeling; spatial
branding; environmental design

INTRODUCTION

In the contemporary world, the driving force of
business - and, consequently, economic development -
is the marketing component. The more thoroughly a
business articulates its essence through graphic
identity, the higher its chances of being memorable and
attracting its target audience (Permata et al., 2023). In
conditions of intense competition, it is essential to
maintain a brand’s visual language not only in the
digital sphere but also to successfully translate it into
the spatial environment to build recognisability and
establish fundamentally new relationships with users.
In this context, the public interior serves as a
communication tool, where brand identity is conveyed
through design (Chaban, 2025), and creating a specific
emotional and visual experience becomes the primary
task of the designer in maintaining the integrity of the

Suggested Citation:

brand strategy. The convergence between the fields of
graphic identity and the architectural environment has
led to the emergence of the interdisciplinary field of
Experiential Graphic Design, which is defined as the
orchestrated integration of branding, typography,
imagery, and form to create a communicative
environment. This discipline, along with its theoretical
foundation and disciplinary boundaries, remains
insufficiently consolidated, as confirmed by recent
bibliometric mapping (Petkovi¢ et al,, 2025)

In contemporary practice, the process of
integrating a brand into space remains largely intuitive
and, to a certain extent, dependent on the designer’s
experience. There is neither a clearly developed
methodological framework for brands nor for interior
designers. Such a situation prevents the brand from
fully expressing its identity within its spatial
environment. In the most recent systematic literature
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review on Experiential Graphic Design, G. Petkovi¢ et al
(2025) identify the majority of published studies as
context-dependent, meaning that individual
application cases are examined in isolation rather than
being grounded in, or contributing to, a universal
design methodology. The same issue was highlighted
by M.Husham et al. (2024), who identified the primary
challenge of their research as the “lack of clarity on how
to achieve sustainable development goals based on
interaction in brand spaces”. This highlights the
relevance of developing a system capable of describing
methods and explaining the process of architectural
retransmission of brand identity into public interiors.

The issue of the interaction between branding and
interior design has been studied primarily within the
field of marketing by Y. Liu et al. (2015) and I. Martin
(2025). It is within this domain that the term “brand
experience” was formulated by B. Schmitt et al. (2009),
emphasising that a positive user experience
encompasses four dimensions: sensory, affective,
intellectual, and behavioural. The formation of such
parameters within physical space through strategic
dramaturgy was earlier examined by C. Mikunda
(2004). Furthermore, M. Ansari (2025) corroborated
that a brand's consistency between its values and
design are key factor influencing customer loyalty.
Research by M. Onem & D. Hasirc1 (2020) demonstrates
that interior design is a central field in expressing
brand identity within experiential marketing,
underscoring the importance of this study from both
marketing and interior design perspectives. The
practical implementation of branding within interior
environments has been explored by S. Sari et al. (2022).

However, in recent years, researchers have shown
increasing interest in the manifestation of brand
identity within space, specifically within the field of
design research. R. Riskiyanto & G. Anandhita (2022)
employed an architectural analysis of Starbucks
interiors, demonstrating that colour functions not
merely as a decorative device, but as a branding tool
used to structure a branded environment. Expanding
on this perspective, M.Husham et al (2023)
conceptualised brand identity as the foundation for the
creation of architectural space. They also suggested
that spatial solutions can be derived from brand values
to create a unique customer experience.

Taken together, these studies indicate a gradual
shift in the understanding of the issue: the spatial
interpretation of brand identity is increasingly
recognised as a design problem rather than solely a
marketing one. Nevertheless, a unified methodological
framework for addressing this challenge has yet to be
established.

This study aims to identify and systematise the
methods of architectural interpretation of a brand in
public interiors, as well as to analyse their application
in contemporary design practice.

In accordance with the aim of the study, the
following objectives are defined:

- to analyse the concept of a brand as a system of
meanings in the context of spatial design;

-to conduct a semantic analysis of a brand as a
preparatory stage for its spatial interpretation;

- to identify the main methods of brand integration
into public interiors;

-to characterise the specific features of each
method of architectural interpretation;

- to analyse examples from global practice of the
application of these methods in contemporary public
space design.

MATERIALS AND METHODS

The study employs a combination of theoretical and
applied methods to identify patterns of brand
integration into public interiors and establish a
generalised typology of relevant approaches.

The study involved a comparative analysis of
contemporary public interior design practice, within
which the spatial solutions of brands were examined.
The criteria for selecting examples included the
presence of a clearly expressed brand identity in space,
the diversity of approaches to its integration, as well as
representativeness in the context of current design
trends.

Based on the obtained results, a systematisation
method was applied, which enabled the generalisation
of the identified approaches and the formulation of a
typology of methods for the architectural
interpretation of a brand, including direct translation,
morphological, atmospheric, and scenario-based
methods.

In addition, the study employs elements of a design
approach, which allows the interior to be considered as
a tool for shaping the experience of interaction with a
brand, as well as the method of generalisation for
formulating theoretical conclusions.

The proposed methodology ensures a consistent
transition from brand analysis to the identification of
methods for its spatial implementation and may be
replicated in the study of other cases.

RESULTS AND DISCUSSION

In contemporary public interior design practice, the
brand is increasingly extending beyond its graphic
identity and transforming into a comprehensive system
of interaction and relationships with the user.
According to X. Ding et al. (2022), unlike the digital
environment, the architectural setting is capable of
influencing a person across a broader spectrum,
engaging multiple layers of experience: visual, tactile,
and atmospheric. This enables the brand to intensify its
interaction with the user and to establish deeper, more
meaningful connections. For this reason, integrating a
brand into spaces of user interaction can be considered
a strategic approach that extends beyond decorative
expression and becomes a tool for influencing
behavioural patterns (Martin, 2025).
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At the same time, the effectiveness of this approach
depends on the degree to which the brand itself is
developed, on the clarity of its essence and philosophy.
Since the objective is to interpret the brand within
space, moving beyond the conventional transfer of
logos or brand colours, it is essential to establish a well-
defined informational basis as a starting point for the
design process.

It becomes evident that the designer receives not
merely a set of abstract attributes but a foundation for
developing a spatial concept aligned with the logic and
objectives of the brand. This understanding redefines
the role of the interior designer: from a decorator who
creates and transfers a system of visual identity to a
spatial strategist who interprets the essence of a brand
and translates it into space through form, materiality,
lighting, and environmental scenarios. As noted by
Kadir et al. (2024) in their study of spatial identity in
interior and architectural environments, spatial
identity is shaped by both physical attributes - such as
form, materials, and spatial organisation - and
psychological  elements, including emotional
associations and memory. Accordingly, the designer’s
task is to engage both dimensions simultaneously,
ensuring that the interior solution corresponds to the
semantic content of the brand at a level that extends
beyond mere graphic visibility and enables a deeper
experience of interaction.

To investigate how brand integration operates in
practice, a selection of contemporary design projects of
varying scales and typologies was chosen. The cases
include both local and internationally recognised
brands and their corresponding spatial environments.
Observations derived from each case were compiled
and compared, allowing for the identification of
recurring patterns in brand integration. This approach
is consistent with the case study methodology
described by L. Groat & D. Wang (2013) in architectural
research, where pattern recognition emerges through
immersion in empirical material rather than being
predetermined.

Case Studies: Contemporary Practice of Brand
Integration in Interior Design. Among local examples,
well-known service networks such as Nova Poshta (Fig. 1,
a, b) and Rozetka (Fig. 2, a, b) demonstrate an approach in
which corporate colours, graphic elements, and
wayfinding systems form a coherent and instantly
recognisable spatial environment. Both brands operate
extensive networks of branches, requiring functional
consistency and rapid visual identification of locations. In
each case, spatial solutions are subordinated to the
brand’s visual code: colour palettes are consistently
applied across surfaces and equipment, logos are
positioned at key orientation points, and typography is
used to guide visitors through the functional sequence of
the space. From the perspective of interior design
methodology, this corresponds to what G. Brooker & S.

Stone (2010) describe as “communication through
organisation” - the idea that the sequence and hierarchy
of spatial elements can convey meaning as directly as any
applied graphic. In this interpretation, the interior
becomes a direct extension of the corporate
communication system rather than an independently
designed spatial experience.

A somewhat different approach to brand integration
can be observed in the COQODAQ space designed by
Pentagram and in the office environments of Google
(Fig. 3, Fig. 4). In both cases, the brand’s visual identity
is not directly transferred into the space. Instead, the
designers extract geometric and colour logic, as well as
individual identity elements, and transform them into
spatial features and decorative components. In the
COQODAQ project, elements of the logo were translated
into the design of lighting fixtures and mirror frames
(Fig. 3 a, b, c). This resulted in the integration of visual
identity elements into the space without reproducing
them literally, creating a subtle and unobtrusive form
of brand communication. This approach resonates with
what E. Lupton (2017) describes as the translation of a
brand’s “visual DNA” into material form - a process that
preserves brand coherence while simultaneously
expanding its expressive range.

Google’s offices in London and Dublin employ a
similar strategy. However, rather than integrating the
logo into decorative objects, they utilise the playful and
recognisable geometry and colours of the logo within
volumetric and spatial solutions, such as partitions and
openings (Fig. 4 a,b,c). In doing so, they nonverbally
communicate the company’s openness and creativity
without directly referencing the logo. Such an approach
aligns with the concept of “spatial syntax” formulated
by F.D.K. Ching & C. Binggeli (2018), which suggests
that the organisation of space itself can communicate
values. Similar observations were made by E. Lupton &
J. Phillips (2015) in their analysis of branded
environments, where they argued that the most
enduring spatial identities are those in which form and
function are aligned with the brand and its core values.

In contrast, Apple and Aesop retail interiors (Fig. 5,
Fig. 6) around the world have largely abandoned any
direct visual reference to the graphic form of their
logos. Instead, they have chosen the creation of a
distinctive atmosphere as the primary mechanism of
brand presence.

Apple stores in New York and London (Fig. 5, a, b)
reproduce a consistent emotional model through large,
open, light-filled spaces with a subtle presence of
natural materials. No logo dominates the interior, and
no colour system serves as the primary organising
principle of navigation. Nevertheless, the experience is
instantly and unmistakably recognised as Apple, while
the brand itself is perceived through the inherent
qualities of the space: technological sophistication and
a distinctive sense of calm confidence.
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a
Figure 1. Nova Poshta brand case

Note: a - graphic symbol; b - spatial organisation of the service branch.

Source: Delo (2022). https://delo.ua/business/nova-posta-vidkrila-perse-viddilennya-u-

ROZETKA

Figure 2. Rozetka brand case
Note: a - graphic symbol; b - navigation and colour solutions in the interior.
Source: Rau (2019). https://rau.ua/novyni/vidkrittya/rozetka-7

.e -

b c
Figure 3. COQODAQ café
Note: a - graphic identity (logo); b - wall-mounted lighting fixture replicating the form of the logo’s letters; c -
mirrors utilising geometry derived from the logo

Source: Pentagram (2026). https://www.pentagram.com/work/cogodaq
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Figure 4. Google interior
Note: a - graphic identity (logo); b - Google lobby in London office; c - Google campus in Dublin
Source: Dezeen (2011). https://www.dezeen.com/2011/01/28/google-office-by-scott-brownrigg/ (2011)

Figure 5. Apple store's interior
Note: a - Apple New York store; b - Apple London store
Source: Fox Business (2019). https://www.foxbusiness.com/retail/apple-reopens-new-york-city-flagship-
store

e TTTTTY

Figure 6. Aesop store’s interior
Note: a - Aesop Melbourne store; b — Aesop Rotterdam store
Source: Yellowtrace (2023). https:

melbourne-luxury-retail /
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Aesop stores in Melbourne and Rotterdam (Fig. 6,
a, b) are organised according to a similar principle, yet
communicate their own recognisable atmosphere. Each
location responds to its local context by utilising
regional materials, including timber and stone.
However, through a consistent geometric language and
a characteristic rhythm of product display, all locations
convey a sense of intellectual rigour, which constitutes
one of the brand’s core marketing messages. This idea
- that the engagement of sensory systems generates
affective states that subsequently shape conscious
interpretation - was articulated by H.Sagha et al
(2022) and is rooted in P. Kotler (1974) foundational
concept of “atmospherics,” which advocates the
intentional design of environments to produce specific
emotional responses in consumers.

From the perspective of interior design, this
approach resonates with the principles formulated by
S.Caan (2011), who argues that the most powerful
interiors are those that establish an emotional contract
with the user through the careful selection and
calibration of sensory stimuli. In turn, K.Quartier
(2023) empirically demonstrated that atmospherically
coherent retail environments generate significantly
stronger brand associations than those relying
primarily on visual identity, reinforcing the argument
that atmosphere is an effective design instrument.

The flagship stores of Gentle Monster and the CAMP
retail concept are distinguished by their spatial
strategies: both clearly structure the environment as a
sequence of scenes or episodes through which the
visitor moves.

In Gentle Monster stores (Fig. 7, a, b), large-scale
kinetic sculptural installations create a sense of
interaction and oscillate between attraction and
disorientation. Eyewear, the primary product, appears
within this environment not as an object of commercial
display but as an artefact integrated into the visitor
journey. As a result, familiarity with the brand is
achieved through the accumulation of carefully
orchestrated impressions rather than through the
recognition of direct visual signs. H. Xu et al. (2025)
describe this mechanism as experiential sequencing,
arguing that spatial narratives create more enduring
connections with a brand than visual identification
alone. This corresponds with the interior design
concept of spatial choreography proposed by
S.Yelavich & B. Adams (2014), which emphasises the
organisation of movement and interaction within space
in such a way that the sequence of lived experiences
becomes the primary tool of spatial design.

CAMP stores (Fig. 8, a, b) employ a similar logic but
within a fundamentally different sector: children’s
retail. Entering through a hidden door concealed within
an ordinary toy store, visitors discover an expanded
world beyond - a sequence of themed environments
designed for exploration and participation. The spatial
experience is built around a sense of discovery and
novelty, causing the brand to become associated with a

distinctive system of impressions and experiences. B.
Lin (2025) describes this strategy as the construction
of a socio-immersive scenario, drawing upon the ideas
of K. Thoring et al. (2018), who argued that scenario-
planning tools borrowed from interaction design can
be productively applied to the design of experiential
environments.

Methods of Architectural Interpretation of a
Brand in Public Interiors. The cases discussed above
indicate that brand integration in public interiors is not
standardised but rather depends on the marketing
strategy of a particular brand to provide the desired
user experience. Based on a comparative analysis of the
aforementioned cases, four models of brand
interpretation in interior design were identified and
are proposed as practical tools for implementation. The
proposed typology is based on conceptual approaches
within interior design theory, particularly the levels of
spatial intervention developed by G. Brooker & S. Stone
(2010), as well as scenario-based methods of user
journey design presented by M. Stickdorn et al. (2018),
which are increasingly being adopted as a foundation
for implementation in contemporary interior design
practice.

The most fundamental approach to integrating a
brand into the spatial environment is to use corporate
colours, typography, and logos as the primary
communicative tools within the space, enabling rapid
brand identification, like in the interiors of Nova Poshta
and Rozetka. This can be defined as the method of direct
translation. It involves the direct use of visual identity
elements in shaping the interior without significantly
altering their meaning. Confirmed by H. Sola et al.
(2025) that the key technique lies in the consistent use
of brand colours and logo, which create visual
coherence within the space and ensure its immediate
recognisability and clear identification.

The main tools of this method include:

- the use of the corporate colour palette;

- the integration of the logo into the space (walls,
navigation systems, furniture elements);

- the application of brand typography and patterns
in navigation and decorative elements;

- the branding of individual functional zones.

This method is most effective in cases where:

- rapid brand identification by the visitor is
essential;

- the space is service-oriented;

- it is necessary to maintain a unified corporate
style (within a large network).

By applying this method, a basic formula is
achieved that ensures a sense of stability through visual
predictability, which may become an integral part of a
company’s long-term strategy (Kucher, 2025). This
method also aligns with the definition of a “corporate
interior” as described by ]. Pile & ]J. Gura (2014), in
which all design decisions are subordinated to the
visual identity and are standardised throughout the
entire network.
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Figure 7. Gentle Monster stores interiors
Note: a - Gentle Monster Shanghai store; b - Gentle Monster Hongdae store;
Source: Retail Focus (2021). https://retail-focus.co.uk/gentle-monster-opens-haus-shanghai-a-new-vision-of-

future-retail/
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Figure 8. CAMP stores interior
Note: a - “Magic” door in CAMP NYC store; b - “Hidden world” in CAMP Dallas store;

Source: DMagazine (2020). https:

experience-store-the-hill/

Unlike direct translation, in the COQODAQ project
and the Google interiors, the geometric logic of a
brand's graphic identity is abstracted from the flat
plane and rebuilt in a spatial environment as a three-
dimensional form. In both cases, decorative and spatial
solutions are derived from the brand’s graphic identity,
yet do not constitute its direct reproduction. This
method is intended to create a subtle form of
communication with visitors, as it relies on a more
integrated and nuanced brand presence.

This can be defined as the morphological method of
spatial brand interpretation. In the book, P. Mollerup
(2013) outlined that the sign is understood not as a
static image, but as a visual grammar that can be
applied across different media. The establishment of
visual consistency across different spatial levels, from
architectural to graphic, based on generative logic, was

www.dmagazine.com/style-beauty-wellness/2019/08/camp-family-

described by K. Terzidis (2006) as an effective design
tool.

The main tools of this method include:

- the use of brand geometry in shaping furniture,
equipment, and decorative elements;

-the decomposition of graphic elements into
individual components with their subsequent
integration into the space;

-the application of characteristic rhythm and
structure in spatial planning or interior detailing;

- the scaling of identity elements to the level of
spatial objects and art installations.

Thus, the logo ceases to be merely an image, it
becomes an instrument of spatial form-making.

This method is most effective in cases where:

- the brand possesses a distinctive geometry or
characteristic form (Lupton, 2017);

Art and Design Vol. 9, No. 3 39


https://www.dmagazine.com/style-beauty-wellness/2019/08/camp-family-experience-store-the-hill/
https://www.dmagazine.com/style-beauty-wellness/2019/08/camp-family-experience-store-the-hill/

Methodology of architectural brand integration ...

-the space
engagement;

-the brand is recognisable within its target
audience;

- the objective is to create a cohesive design image
rather than merely visual identification;

- visual solutions are required for business scaling
(Kim & Park, 2023).

This approach is suitable for showrooms,
commercial interiors, and food establishments,
including both chain-based and concept-driven venues.

When a brand makes itself known not through a
logo or colour system, but by setting the visitor's mood
and aesthetics that correspond to the brand's
character, such as the spaces of Apple and Aesop, this is
the atmospheric method of spatial brand interpretation.
In both cases, the communication between the visitor
and the space is established through the construction
of a specific visual aesthetics aligned with the brand’s
values. The brand is present as a set of sensory
conditions rather than a set of visual signs.
Z. Paunksniene & J. Banyté (2012) and |. Fitzsimmons &
M. Fitzsimmons (2000) concur that the designer’s task
is to select and coordinate all elements of the
environment to create a multi-layered visual and
sensory experience that influences the user on a
subconscious level. Light, colour, geometry, and spatial
solutions function as tools for creating a coherent
sensory experience and associations with the brand in
the visitor’s perception.

The main tools of this method include:

- stylistic solutions as carriers of emotional states;

-visual associations linked to the theme or
intended perception;

-work with light and colour (intensity,
temperature, lighting scenarios) (Kotler, 1974);

- the use of materials (textures, surfaces) (Sagha et
al,, 2022).

This method is most effective in cases where:

- the primary objective is to engage the user within
the space and immerse them in the environment as a
means of introducing the brand;

- it is applied in hospitality environments (cafés,
hotels, restaurants).

This approach enables the creation of a deeper and
more lasting connection with the user than can be
achieved through purely visual means. Also, it serves as
an effective model for large-scale business networks.

It is essential to note that the atmospheric method
is neither intuitive nor spontaneous; it is grounded in
previously defined brand characteristics, based on the
results of brand analysis, and involves the deliberate
creation of an emotional effect that is subsequently
translated into a physical space.

The Gentle Monster and Camp interiors are
structured as a narrative sequence: the visitor
progresses through different settings, through action,
participation, and the progression a more conscious
understanding of the brand is formed. Design in this
context is carried out as the construction of a socio-

is oriented toward longer user

immersive. scenario, where each zone and element of
the space plays a role in shaping the overall impression
(Lin, 2025). Both brands aimed at creating an
emotional experience that the visitor directly
associates with the brand, exemplifying what can be
defined as the scenario-based method of spatial brand
interpretation. In this case, space generates a state
associated with the brand, as H. Xu et al. (2025) noted
that users understand the brand not only through
sensation but also through the experience lived within
the space. Visiting becomes a desired experience, so do
brand.

The main tools of this method include:

- the design of movement routes based on a defined
scenario;

- interactive elements and points of engagement;

-the integration of artistic, sports, or media
components;

—-the creation of zones (elements) for
communication and shared experiences.

These tools enable the creation of a space where
the user not only becomes acquainted with the brand
but also interacts with it, exploring it through various
modes of experience and engagement. This fosters a
more distinctive connection, encouraging the user to
feel personally involved and valued. Moreover, such an
experience cannot be replicated in an online format, as
it is inherently tied to a specific place and a specific
brand.

This method is most effective for:

- conceptual retail spaces;

- flagship stores.

A. Kepczynska-Walczak and B.Walczak (2021)
argue that storytelling has become a foundational
principle in contemporary architecture and design, as it
enables the communication of complex ideas through
emotional engagement. This approach demonstrates
that, within the scenario-based method, space ceases to
function as a backdrop for the product and instead
becomes an event - one that creates a sense of
exclusivity and encourages users to share their
experience online, increasing marketing and artistic
potential.

Itis worth noting that the proposed methods can be
applied independently or in combination with one
another. In design practice, they are typically
integrated, with visual, formal, atmospheric, and
scenario-based aspects interacting within a unified
framework. This ensures brand recognition across
multiple sensory levels. The selection of a dominant
method depends on the specific details of the brand, the
intended function of the space, and the defined
marketing objectives.

CONCLUSIONS

As a result of the study, the features of brand
integration into public interiors were examined, and
the role of interior architecture as a tool for shaping the
brand experience was defined. It has been established
that contemporary spaces function not only as
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utilitarian environments but also as carriers of
meaning, capable of transmitting brand identity across
multiple levels of perception.

An approach to the architectural interpretation of a
brand has been proposed, based on preliminary
analysis, within which the brand is considered as a
system of visual-formal, emotional-atmospheric, and
behavioural characteristics. The identification of these
parameters enables a transition from an abstract
description of the brand to the definition of specific
means for its spatial implementation.

The analysis of the selected case studies provides a
comprehensive typology of brand interpretation
strategies, organised along two dimensions: formal
interpretation (ranging from the direct application of
graphics and forms to their transformation into a
spatial narrative) and subconscious user engagement
(ranging from visual recognition to experiential
interaction). Based on the generalisation of the
obtained results, a typology of methods for integrating
a brand into public interiors has been formulated,
including the method of direct translation, the
morphological method, the atmospheric method, and
the scenario-based method. Each of these reflects a
distinct level of brand-user interaction, respectively:
graphics - form - atmosphere - experience. At the same
time, the methods may be applied both independently
and in combination, forming multi-layered spatial
solutions.

REFERENCES

Together, these approaches encompass the full
spectrum of perception, enabling a comprehensive
articulation of the brand within its spatial environment.
Thus, the proposed methodology enables the
systematisation of the brand integration process into
the interior environment and may serve as a tool for
both analysing existing spaces and developing new
design concepts.

The perspective for further research lies in
analysing how users perceive the proposed methods,
which would enable the evaluation of their impact on
the formation of emotional connections and
behavioural patterns. In addition, future studies may
focus on the development of more detailed tools for
applying the proposed methods in design practice, as
well as on their adaptation to different types of public
spaces - from commercial to cultural and social
contexts.

ACKNOWLEDGEMENTS

None.

FUNDING

None.

CONFLICT OF INTEREST

None.

[1] Ansari, M. (2025). Designing spaces: How interior design shapes brand perception and fosters customer
loyalty. Al-Basaer Journal of Business Research, (2), 1-20. doi: 10.71202 /paper30.

[2] Brooker, G., & Stone, S. (2010). Form and structure in interior design. Laurence King Publishing.

[3] Caan, S. (2011). Rethinking design and interiors: Human beings in the built environment. Laurence King

Publishing.

[4] Chaban, Y. (2025). Brand architecture: A design methodology that shapes commercial identity. International
Journal on Science and Technology, 16(3), 1-11. doi: 10.71097/1]SAT.v16.i3.6785.

[5] Ching, F.D. K., & Binggeli, C. (2018). Interior design illustrated (4th ed.). John Wiley & Sons.
[6] Ding, X, Guo, X., Lo, T. T., & Wang, K. (2022). The spatial environment affects human emotion perception:

Using physiological signal modes. In
10.52842/conf.caadria.2022.2.425.

Proceedings

of CAADRIA Conference (pp.425-434). doi:

[7] Fitzsimmons, J. A, & Fitzsimmons, M. ]. (2000). New service development: Creating memorable experiences.

SAGE Publications.

[8] Groat, L., & Wang, D. (2013). Architectural research methods (2nd ed.). John Wiley & Sons.

[9] Husham, M., Dabbagh, S., & Abdulahaad, E. (2023). Brand as a determinant of architectural space creation. In
Proceedings of the Fourth International Scientific Conference of Alkafeel University (pp. 23-28). Najaf, Iraq. doi:
10.1063/5.0182125.

[10] Husham, M., Dabbagh, S., & Abdulahaad, E. (2024). The impact of sustainable interaction in brand spaces. In
Proceedings of the Znd International Conference on Engineering and Science to Achieve the Sustainable Development
Goals, 3092(1), 1-14. doi: 10.1063/5.0200021.

[11] Kadir, S. A.,, White, N. N,, & Ginting, N. (2024). Spatial identity in the context of interior and building
environment. Asian Journal of Environment-Behaviour Studies, 9(29), 69-83. doi: 10.21834 /aje-bs.v9i29.458.

[12] Kepczynska-Walczak, A, & Walczak, B. (2021). Visual storytelling as a communication method in
architectural design domain. In Envisioning Architectural Narratives (pp.322-332). Queensgate: The University of
Hudderfield. doi: 10.34696 /xc3n-d030.

[13] Kim, ]., & Park, E. (2023). Place branding viewed from the perspective of the poetics of space: The case of
Aesop's signature stores. Space and Culture, 28(4), 7-15. doi: 10.1177/12063312231213294.

[14] Kotler, P. (1974). Atmospherics as a marketing tool. Journal of Retailing, 49, 48-64.

Art and Design Vol. 9, No. 3 41


https://doi.org/10.71202/paper30
https://doi.org/10.71097/IJSAT.v16.i3.6785
https://doi.org/10.52842/conf.caadria.2022.2.425
https://doi.org/10.52842/conf.caadria.2022.2.425
https://doi.org/10.1063/5.0182125
https://doi.org/10.1063/5.0182125
https://doi.org/10.1063/5.0200021
https://doi.org/10.21834/aje-bs.v9i29.458
https://doi.org/10.34696/xc3n-d030
https://journals.sagepub.com/doi/10.1177/12063312231213294

Methodology of architectural brand integration ...

[15] Kucher, I. (2025). Trust signals in digital branding: Visual identity and social proof. Economics and Society, 81.
doi: 10.32782/2524-0072/2025-81-137.

[16] Lin, B. (2025). Innovation in interior design brand marketing: The integration path of social media and
immersive experience. Frontiers in Business, Economics and Management, 20, 79-81. doi: 10.54097 /gndleg31.
[17] Liu, Y., Li, H., & Hu, F. (2015). The impact of store environmental factors on consumers' emotional responses
and purchase intentions: A review of the literature. International Journal of Retail & Distribution Management,
43(9), 880-894.

[18] Lupton, E. (2017). Design is storytelling. Cooper Hewitt, Smithsonian Design Museum.

[19] Lupton, E., & Phillips, |. C. (2015). Graphic design: The new basics (2nd ed.). Princeton Architectural Press.
[20] Martin, I. (2025). Examining the role of interior branding in retail design strategy. Frontiers in Business
Innovations and Management, 2, 1-5. doi: 10.64917 /fbim-012.

[21] Mikunda, C. (2004). Brand lands, hot spots & cool spaces: Welcome to the third place and the total marketing
experience. Kogan Page.

[22] Mollerup, P. (2013). Marks of excellence: The history and taxonomy of trademarks (Rev. ed.). Phaidon Press.
[23] Onem, M., & Hasirci, D. (2020). Designing brand experience in interior space. IOP Conference Series: Materials
Science and Engineering, 960, 022005. doi: 10.1088/1757-899X/960/2/022005.

[24] Paunksniené, Z., & Banyte, J. (2012). Consumers' emotions in store environment: Why do emotions arise?
Economics and Management, 17. doi: 10.5755/j01.em.17.1.2279.

[25] Permata, N., Artha, B., & Hadi, A. (2023). Brand loyalty: A literature review. International Journal of Economics,
Business and Accounting Research (IJEBAR), 7, 66-75.

[26] Petkovi¢, G., Pasanec Preproti¢, S., & Kozjan Cindri¢, A. (2025). Experiential graphic design: Informing,
inspiring, and integrating people in physical spaces - A review. Buildings, 15(11), 1862. doi:
10.3390/buildings15111862.

[27] Pile, ]., & Gura, ]. (2014). A history of interior design (4th ed.). Laurence King Publishing.

[28] Quartier, K. (2023). The big book of retail design. Lannoo Campus.

[29] Riskiyanto, R., & Anandhita, G. (2022). Starbucks' expressive space: Reading the visual tectonic of architecture
driven by colour system. ARSNET, 2. doi: 10.7454 /arsnet.v2i1.51.

[30] Sagha, M. A, Seyyedamiri, N., Foroudi, P., & Akbari, M. (2022). The one thing you need to change is emotions:
The effect of multi-sensory marketing on consumer behavior. Sustainability, 14, 2334. doi: 10.3390/su14042334.
[31] Sari, S. M,, Nilasari, P. F., & Tedjokoesoemo, P. E. D. (2022). Implementation of interior branding in retail
interior design. Journal of Management and Marketing Review, 7(1), 13-22. doi: 10.35609/jmmr.2022.7.1(2).

[32] Schmitt, B., Zarantonello, L., & Brakus, |. ]. (2009). Brand experience: What is it? How is it measured? Does it
affect loyalty? Journal of Marketing, 73(3), 52-68. doi: 10.1509/jmkg.73.3.52.

[33] Sola, H. M., Khawaja, S., & Qureshi, F. (2025). Neuroscientific analysis of logo design: Implications for luxury
brand marketing. Behavioral Sciences, 15, 1-45. doi: 10.3390/bs15040502.

[34] Stickdorn, M., Hormess, M., Lawrence, A., & Schneider, ]. (2018). This is service design doing. O'Reilly Media.
[35] Terzidis, K. (2006). Algorithmic architecture. Architectural Press.

[36] Thoring, K., Desmet, P., & Badke-Schaub, P. (2018). Creative environments for design education and practice:
A typology of creative spaces. Design Studies, 56, 54-83. doi: 10.1016/j.destud.2018.02.001.

[37] Xu, H., Zhao, ]., ]Jin, C., Zhu, N., & Chai, Y. (2025). Research on the multi-sensory experience design of interior
spaces from the perspective of spatial perception: A case study of Suzhou coffee roasting factory. Buildings, 15(8),
1393. doi: 10.3390/buildings15081393.

[38] Yelavich, S., & Adams, B. (Eds.). (2014). Design as future-making. Bloomsbury Academic.

MeTopgonoria apxiTeKTypHOI iHTerpauii 6peHay y AusanHi ny6aiuHux
npocTopis

TetaHa Ocagya

AcncteHTt

OgecbKa gepkaBHa akagemia byaiBHMLTBA Ta apXiTeKTypu
65029, BYA. [ligpixcoHa, 4, Ogeca, YkpaiHa,
https://orcid.org/0009-0004-1112-7354

AHoOTAaUiA. ¥ cTaTTi JOCAIAKYIOTBCSI MeTOAM apxiTeKTypHOI iHTeprnpeTalii 6peH/iB y KOMepUidHUX i my6IiYHUX
npocTtopax. Lli MeToaAu po3rjssHyTO Y cy4acHii napagurmi, fie iHTep’ep € He yinile GyHKIiOHAJIbHUM IIPOCTOPOM,
a ¥ ieBUM iHCTPYMEHTOM B3a€eMO/ii Mi>k 6peH/IoM Ta 6a’KaHUM KOPHUCTYBaveM, 1[0 6e3M0cepeIHbO BIIMBAE HA
pe3y/JbTaTUBHICTb 6Gi3Hecy. Ha ocHOBi y3arajbHeHHsI aKTya/IbHUX JIOKAJbHUX Ta CBITOBUX JW3alHEPCHKUX
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Osadcha

MPaKTHUK BHeplie 6yau cdopMybOBaHi TUIOJOTIS Ta METO/0JI0Tis iHTerpalii 6peHAiB y ny6JiuHi iHTep’epu. B
pe3y/bTaTi 6y/10 BUBEIEHO YOTUPHU MeToAu. MeToA npsiMoi TpaHcdopMaliil, OCHOBHUN NPUHIUII IKOTO MOJISATAE
y IpsIMOMY TepeHOoCi eJleMeHTIB alIeHTUKHU ¥ TpocTip. MopdosioriyHuit MeTos, Jie Ti caMi eJleMeHTH allIeHTUKHU
po3rIAJalThcs K GOPMOYTBOPIOIOYI KOMIOHEHTH NPOCTOpYy. ATMOChepHUH MeToJ[ IMOJIArae B CTBOPEHHI
iHTep’epy 3 3p03yMiIMMU eMOLiHHUMHU Ta CTUAICTUYHUMH BiJICUJIKaMU, IPUTaMaHHUMU KOHKPETHOMY OpeHAy.
Ta cuieHapHUU MeTO/I, IKWH AoToMarae BiiBiyBady Ai3HaTHCS PO 6peH/] Yepe3 A0CBiJ B3aEMOIi 3 MPOCTOPOM.
3anponoHoBaHi METOAU PO3KPUBAIOTb OPEHJ Yyepe3 YOTUPU BCeOCSIKHI acnekTu: rpadiky, opmy, atMmocdepy,
KOpPHUCTYBalbKUH JOCBiA. Y cTaTTi npoaHasi30BaHO 0COGJIMBOCTI 3aCTOCYBaHHS KOXXHOTO MeTOAY, Ta KOXeH i3
HUX PO3TJISJAEThCS IK OKpPEMUM crioci6 TpaHcasuii ieHTHYHOCTI 6peHy Bif mpocToi BidyanbHoI ifeHTHdiKaLil
o opMyBaHHS MeBHOI eMOIlil, B 3a/1e2KHOCTI Bifi KoMepuiiiHoi 3a7a4i. ChopMoBaHa METO/[0JIOTisI CUCTEMATHU3YE
Ipolec CTBOPeHHs TeXHIYHUX 3aBJaHb JJ apXiTeKTOpiB, Au3alHepiB Ta MapKeTOJIOTIiB Ta MoXe OyTH
BUKOpDUCTaHa $IK NPaKTUYHA OCHOBA [JJis PO3POOKH KOHKYPEHTOCIPOMOXHHUX IPOCTOPOBUX pillleHb 3
3abe3nedyeHHsAM KOHIENTYyaJbHOI LiJIICHOCTI [/ NMOTEeHLiHHOro mNifBUILeHHsS KOMepLiliHOI MpHUBabIUBOCTI
6i3Hecy.

KnouoBi c/0Ba: gusaitn  iHTep’epy; KOMepIUiiHMI iHTep'€p; METOOJIOTis TNPOEKTYBaHHS; ClleHapHe
MO/ieJIFDBaHHS; TPOCTOPOBUM OpEH/IUHT; U3alH cepeloBHUIIA
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Abstract. The purpose of the work was to identify innovative principles in packaging design that integrate
functionality, aesthetics and environmental responsibility, contributing to the spread of a culture of sustainable
consumption. The work used a systematic approach to the design of eco-friendly packaging, which is based on the
integration of analytical-comparative, functional and morphological analysis methods and covers interdisciplinary
research in the fields of design, ecology, materials science, marketing, consumer psychology, etc. A systematic
analysis of eco-packaging has led to the development of three principles for its design: the use of biodegradable
materials, multifunctionality, and the visualisation of natural aesthetics. It has been proven that the key area of
innovation is the creation of packaging from biodegradable materials (paper, fabric, wood, plant raw materials,
bioplastics, combined raw materials) that are capable of decomposing naturally without leaving environmentally
harmful waste. The essence of the principle of multifunctionality has been substantiated, demonstrating the
possibilities of eco-packaging design to form new ways of interacting with people and products (edible packaging,
transformer packaging, organiser packaging, scented packaging). It has been found that the principle of visualising
natural aesthetics emphasises the ecological orientation of the product and shapes the eco-conscious behaviour of
the consumer through design. The principles considered ensure systematic design aimed at sustainable
development of the natural environment, minimisation of negative impact on the environment, and improvement
of aesthetic appeal. The results of the study outline the prospects for the implementation of innovative strategies
in the practice of enterprises that seek to combine economic efficiency with care for the environment. The practical
results of the research open up opportunities for creating conceptual models of eco-packaging that demonstrate a
synthesis of functionality, aesthetics and environmental responsibility. This can be used in the design, educational
and manufacturing activities of designers
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INTRODUCTION

The world today is facing a bunch of global
environmental issues linked to the rise in single-use
packaging, the heavy use of synthetic materials, and the
build-up of packaging waste. This is leading to the
degradation of natural ecosystems and putting more
pressure on the environment. Currently, packaging is
no longer just an auxiliary element of a product, but an
important factor influencing environmental safety and
the sustainability of consumption practices. Consumers
are becoming increasingly interested in the
environmental aspects of goods.

Packaging, as an element of communication
between the manufacturer and the consumer, plays a
key role not only in marketing strategies, but also in
cultivating a culture of responsible consumption. In the
context of the global environmental crisis and ever-
increasing consumer demands, environmentally
friendly packaging is becoming not only a competitive
advantage but also a necessity. That is why it is
becoming increasingly important to find new
approaches to its design, where the synthesis of
aesthetic, functional, technological and environmental
characteristics plays an important role. In this context,
eco-packaging design takes on strategic importance as
a tool for minimising negative environmental impact
and integrating environmental values into everyday
consumer culture. In today’s world, the problem of
packaging waste (Peydayesh et al, 2021) and the
environmental challenges associated with it are
becoming particularly relevant in the work of modern
scientists. The need for sustainable development and
the implementation of innovative approaches to
packaging design necessitates a comprehensive study
of this topic.

The problem of applying smart packaging
technologies and using eco-materials in packaging
shifts the focus to finding ways to improve
environmental performance. In recent years, scientific
publications have shown an increasing interest in the
creation of environmentally friendly packaging
materials based on biopolymers. In particular,
considerable attention has been paid to the study of
materials formed on the basis of fungal mycelium. Thus,
R.Khan (2025) in his review study emphasizes the high
potential of mycelial bioproducts as an alternative to
traditional polymer materials in the context of the
formation of a sustainable economy. A similar position
is confirmed by the results of the experimental work of
S. R. Biby et al (2025), which demonstrate the
possibilities of creating mycelial biocomposites from
agricultural and paper waste as an ecological
alternative to  polystyrene foam  packaging.
Biopolymers obtained from seaweed are also actively
studied. For instance, P. Kajla et al. (2024) consider the
potential of algal biopolymers for the creation of
environmentally friendly packaging materials of a new
generation. Additionally, the possibilities of such
materials are confirmed in the work of H. Dogruoglu et
al. (2023), where the properties of biodegradable

composites based on Chlorella and k-
Carrageenan were investigated.

An analysis of scientific publications in recent years
indicates the intensive development of research in the
field of biopolymer materials for packaging, in
particular based on plant biopolymers. Specifically, X.
Dangetal. (2025) developed multifunctional packaging
materials based on corn starch with improved
antimicrobial and preservative properties.
Considerable attention is also paid to composite
materials made of nanocellulose. In their review, Y. Xu
et al. (2024) emphasize the prospects of nanocellulose
films for food packaging due to their barrier properties,
biodegradability and the possibility of combining with
other biopolymer components. The described studies
demonstrate the possibilities for the transition to more
sustainable solutions in packaging design.

Smart packaging technologies have been studied by
Akbar et al. (2025), A. Grossman (2022), S. Hussain et
al. (2024), who worked on biodegradable materials
that replace traditional synthetic materials in the food
industry. Tools for assessing the environmental impact
of packaging throughout its life cycle and methods for
integrating eco-design into production were the subject
of research by Wang et al. (2024), Aguiar et al. (2021)
created maturity models that allow companies to
assess the level of integration of sustainable design
principles, particularly in the field of packaging.

Eco-friendly packaging attracts the attention of
researchers in the context of eco-design theory, where
eco-packaging design, smart packaging technologies
and eco-materials are becoming dominant. M. Blyzniuk
(2022) analysed the principles and theoretical
foundations of eco-design, which became the basis for
understanding the concept of sustainable packaging.
The relevant aspects of modern eco-packaging design
are compliance with the principles of the circular
economy (Goodrich, 2022), the use of biodegradable
materials, and the possibility of reusing packaging to
extend its life cycle (Skliarenko et al., 2021; Szaky,
2023; Pant et al, 2024). A. Khezerlou et al. (2025)
emphasise the importance of integrating innovative
technologies in packaging design to reduce the
environmental footprint.

Another important aspect of contemporary eco-
packaging research is visual language, in particular
“green” typography, colour and graphic elements that
transform packaging design into a tool for shaping
brand uniqueness (Shukla et al., 2022; Carvalho et al.,
2025). This shapes consumer perception, programmes
eco-conscious behaviour and provides an emotional
connection between the brand and the consumer
(Neacsu, 2025). The outlined aspects prove the
existence of a significant source base, which
emphasises the relevance of the topic raised, but
requires systematisation and analysis from the point of
view of eco-packaging design.

Considering the analysis of contemporary scientific
works, the aim of the study was to systematise
innovative principles of designing environmentally

algae
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friendly packaging based on modern scientific
approaches, technological capabilities and market
needs. The research tasks were aimed at achieving the
goal, in particular: 1)to analyse modern scientific
concepts in the field of eco-friendly packaging; 2) to
generalise and systematise the key principles of
packaging design solutions; 3) justify their essence in
order to assess the level of environmental friendliness
of packaging materials and design solutions suitable for
practical integration into production.

MATERIALS AND METHODS

The study is based on a systematic approach and is
interdisciplinary in nature, which has made it possible
to integrate methods from the fields of design, ecology,
materials science, aesthetics, consumer psychology,
marketing, etc.

The research methodology is based on a
comprehensive combination of analysis of scientific
sources, results of comparative analysis of design cases,
and systematisation of real examples of modern eco-
packaging. The research is based on scientific
publications and examples of design solutions selected
from international scientometric databases, including
Scopus, Web of Science, Google Scholar, as well as
professional platforms dedicated to design and
innovation in packaging (Designboom, Dezeen,
Packaging Europe). The search for sources was carried
out using the keywords such as sustainable packaging,
eco-friendly packaging, biodegradable packaging,
mycelium packaging, seaweed packaging, edible
packaging, biopolymer packaging, circular packaging
design, as well as their Ukrainian equivalents. The
search strategy involved combining these keywords
with the following terms: design principles, innovation,
sustainability, consumer perception and life cycle.

The time frame of the study covers mainly scientific
works and design projects of recent years
(approximately 2018-2025), which allowed the focus
to be placed on current technological and design trends
in the field of sustainable packaging. The analysis
includes publications that examined innovative
materials, new packaging life cycle models, and design
solutions that combine environmental, functional, and
communicative aspects. The criteria for including
sources were scientific peer review of publications, the
availability of empirical or experimental data on the
properties of materials, and a description of practical
design solutions. At the same time, sources that were
purely marketing and advertising in nature, did not
contain a description of materials or technologies, and
duplicated already processed research results were
excluded from the analysis.

The empirical basis of the study involved the
analysis of more than 150 samples of eco-packaging
presented in scientific developments, design archives
and examples of innovative products. To examine
innovative approaches to environmentally friendly
packaging, cases from leading brands and start-ups
were selected that demonstrate different technological

and design approaches to sustainable packaging. These
include solutions proposed by Sway, which develops
bioplastic films from seaweed (Waseem et al., 2023),
Ecovative Design, which creates packaging based on
fungal mycelium (Laszlo et al, 2013); Geyman, 2020;
Vandelook et al., 2021), and Proservation, which works
with innovative food and biopolymer materials (Sheth,
2024). The analysis also includes design concepts and
start-ups, such as Seaweed U (Designboom, 2020),
Wonder Cup (Wonderfruit, 2023) and Good Edi edible
packaging (Clark & Wright, 2023). The criteria for
selecting cases were the innovativeness of materials,
environmental efficiency, the scalability of technology,
and the presence of distinctive design and
communication solutions. It helped to reveal the main
characteristics of eco-packaging and formulate the
principles of its design, which influence the assessment
of the effectiveness of innovative principles based on a
set of indicators (ecological, functional, economic,
visual-communicative, etc.), but due to publication size
limitations, only some of these materials have been
made available to the scientific community.

The analysis procedure was carried out in several
consecutive stages. In the first stage, a systematic
review of sources was conducted and a database of eco-
packaging examples was compiled. In the second stage,
a morphological analysis of packaging characteristics
was carried out according to the parameters ‘material
- design - consumer - disposal’, which made it possible
to identify the interrelationships between the
environmental properties of materials, the
functionality of packaging, consumer experience and
the possibilities for its reuse or recycling. In the third
stage, a comparative analysis of innovative design
solutions was carried out based on a set of indicators,
including environmental (biodegradability, resource
renewability, waste reduction), functional (product
protection, ease of use), economic (production and
logistics efficiency) and visual-communicative (design
expressiveness, informativeness, ability to shape
consumer environmental awareness).

The systematisation of the samples studied made it
possible to classify eco-packaging according to its
dominant characteristics. As a result, three main
groups were identified: packaging made from
biodegradable materials (30%), multifunctional
packaging (50%) and visually aesthetic packaging
(20%). These groups were identified based on an
analysis of certain aspects of packaging structure, the
most important of which are shape, material and
technology, functionality, aesthetics, and level of visual
communication. This approach allowed the
establishment the basic principles of environmentally-
oriented packaging design and evaluation of the
effectiveness of innovative solutions within a
comprehensive system of indicators.

However, the study has certain limitations. First, the
analysis covers mainly samples presented in open
scientific and professional sources, which may limit
access to commercial or experimental developments
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that have not yet been made public. Second, a significant
part of innovative projects is at the prototype or start-up
stage, so their economic efficiency and the potential for
large-scale implementation require further research.
Nevertheless, the analysis enables the establishment of a
generalized methodological framework for defining
innovative principles of environmentally friendly
packaging design and to outline key areas for its further
development.

RESULTS AND DISCUSSION

The principle of using biodegradable materials
in packaging. Environmentally friendly packaging is a
concept that involves creating packaging materials and
forms that minimise harmful effects on the
environment throughout the entire product life cycle,

from manufacture to disposal (Wilber, 2010). Based on
an analysis of eco-packaging samples, three design
principles were identified that determine the principle
of using biodegradable materials in packaging, the
principle of packaging multifunctionality, and the
principle of visualising natural aesthetics. A traditional
solution in many countries is packaging made from
natural materials, which harmoniously combines
aesthetics and environmental friendliness. Such
materials are biodegradable, do not pollute the
environment, and can be reused in everyday life (Zeng
& Durif, 2019). The use of biodegradable materials in
packaging affects its design, functionality, visual appeal,
and environmental performance. Eco-packaging has
been classified according to the choice of material

(Fig. 1).

CLASSIFICATION OF ECO-PACKAGING BY BIODEGRADABLE MATERTALS
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Figure 1. Types of biodegradable packaging (based on materials)

Source: created by the authors

One of the most popular eco-friendly solutions is
paper packaging. It is made from renewable resources
such as recycled paper or certified wood, making it an
environmentally friendly choice (Skliarenko et al,
2021). It is easy to recycle, decomposes quickly in
natural conditions and does not harm the environment.
Fabric packaging is made from natural materials such
as cotton, linen or jute, coconut or hemp fibre, making
it completely biodegradable. Thanks to its durability, it
can be used multiple times, which significantly reduces
waste. Fabric bags are an excellent alternative to
disposable packaging, as they serve as a stylish
accessory or a practical means of storing items. A type
of fabric packaging is waxed bags, which combine
naturalness and practicality thanks to a special
technology of impregnating the fabric with natural wax.
This process creates a thin water- and grease-resistant
layer that preserves the elasticity and breathability of
the material. As a result, the bags can be reused for food
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storage, reducing the need for disposable plastic and
making everyday life more environmentally friendly.
One of the most promising options for eco-friendly
packaging is wood packaging, as this material is
renewable, biodegradable and recyclable. Wooden
packaging not only provides reliable protection for
products, but also has an aesthetic appearance that
emphasises the naturalness and environmental
friendliness of the brand.

Plant-based packaging covers a wide range of
innovative materials of natural origin. These include
materials based on algae, fungal mycelium, rice husks
and cereal crops. Such solutions are an alternative to
traditional polymer packaging because they are
biodegradable, environmentally friendly, and
renewable (Jain et al., 2025). Biodegradable packaging
made from algae is lightweight and environmentally
friendly. Polysaccharides found in algae, such as
alginate and fucoidan, open up opportunities for the
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edible films and active
packaging (Goodrich & Robinson, 2025). These
materials have antioxidant and antimicrobial
properties that help keep products fresh during storage
(Marichelvam et al., 2025).

Sway, based in the UK, uses seaweed to create
compostable packaging that replaces single-use plastic
(Khalil et al., 2017). Their products, such as Firstwave™
Film, are transparent and suitable for replacing plastic
windows in packaging. They are environmentally
friendly and ideal for single use, as they leave no
harmful waste behind (Fig. 2, a). This type of packaging
is a promising alternative to traditional plastic
materials and is widely used in the food industry and
for packaging everyday goods. Biodegradable
packaging made from mushroom mycelium is an
environmentally friendly type of packaging made from
the structure of mushroom mycelium that grows on
agricultural or wood waste (Amrita & Ashok, 2025).
This packaging is completely biodegradable and does
not contain plastic or synthetic components, making it
safe for the environment. The characteristic features of
this material are its lightness, dimensional stability and
ability to take various shapes during manufacture,
which allows the creation of packaging of different
configurations and sizes (Fig. 2, b). In addition,
mycelium packaging has insulating properties that

creation of bioplastics,

protect the product from mechanical damage,
moisture, and temperature fluctuations (Hua et al,
2025). Cereal crops (corn, rice husks, cereal waste) are
also widely used as material for biodegradable
packaging. Corn starch-based bioplastics show great
promise as a replacement for conventional plastic
packaging (Abookleesh et al,, 2026). Thanks to their
mechanical and barrier properties, these materials are
an effective choice for use in the food industry. Such
packaging can be edible. Biodegradable packaging
made from grain waste is an environmentally friendly
type of packaging made from grain production by-
products such as grain husks, bran or processing
residues (Azimi et al., 2025; Jafarzadeh et al.,, 2025)
(Fig. 2, d). Biodegradable packaging made from rice
husks is an environmentally friendly type of packaging
made from rice production by-products, which allows
for the effective use of waste and reduces the negative
impact on the environment (Amornkitbamrung et al,
2025) (Fig. 2, ¢). The main characteristics of this type of
packaging are lightness, sufficient strength, resistance
to deformation, and the possibility of giving it different
shapes during production. The use of rice husks for
packaging promotes sustainable development, reduces
plastic waste and emphasises the brand’s
environmental responsibility and innovation.

Figure 2. Features of biodegradable packaging made from plant materials
Note: a - biodegradable films made from seaweed; b - biodegradable packaging made from mushroom mycelium;
¢ - biodegradable packaging made from rice husks; d - biodegradable packaging made from grain waste
Source: Designboom (2020), M. Geyman (2020), Wonderfruit (2023), Sheth (2024)

Composted materials made from rice husks and
grain waste are a new type of environmentally friendly
packaging material, as they are completely
biodegradable in composting conditions, turning into
organic fertilisers. Composted packaging is used for

food, cosmetics and household goods, and its main
advantage is that it can be safely returned to the natural
cycle. Thanks to its properties, bioplastic packaging
completely replaces traditional plastic, which pollutes
the environment (Peydayesh et al, 2021).
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Biodegradable materials have high environmental
value because they decompose quickly under the
influence of natural factors. The main challenge for
biodegradable packaging is its cost, which is still higher
than that of traditional plastic counterparts. Composite
packaging is a type of packaging made from several
different materials (e.g. cardboard, aluminium,
polyethylene and waste cotton (Mahmud et al.,, 2025)
that are combined to achieve better protective and
functional properties. Such packaging provides high
strength and barrier protection for the product, but is
difficult to recycle due to its multi-layer structure.

The principle of using biodegradable materials in
packaging combines functionality and environmental
friendliness, allowing the creation of packaging that
protects the product while minimising the negative
impact on the environment. The main goal of this
principle is to minimise the negative impact of
packaging on the ecosystem, reduce the amount of
plastic and other inorganic waste, and support the
concept of sustainable development. The use of
materials such as algae, mushroom mycelium, and rice
husks contributes to sustainable development, reduces
the amount of plastic waste, and increases brand value
in the eyes of conscious consumers.

The principle of multifunctionality of
packaging. The integration of additional functions into
packaging materials is becoming increasingly
important, allowing for an expansion of the range of
eco-packaging  functions. @ The  principle of
multifunctionality in eco-packaging ensures that
several functions can be combined simultaneously.
Going beyond its standard protective role, packaging
includes functions such as protection, consumption
together with the product, aesthetic and visual
communication, and many others.

Multifunctional packaging not only stores and
transports the product, but also serves as a storage
container, stand, dispenser, decorative element, or
even part of a gaming or interactive experience for the
consumer. The characteristic features of
multifunctional packaging are convenience, versatility,
and increased aesthetic value. It reduces the use of
additional resources, increases the practicality of the
product, and creates a positive image for the brand,
focused on environmental friendliness and creative
design. This approach also supports the principles of
sustainable development by ensuring reuse or multiple
use (Wimmer et al., 2004).

In the context of this principle, the innovative
feature is the ability to consume the product together
with the packaging. This function is focused on the
convenience of using edible packaging (Fig. 3, a). Edible
packaging is an innovative type of packaging made
from natural products or food biopolymers that can be
consumed together with the product or separately after
use (Dang et al., 2025). The characteristic features of
edible packaging are food safety, creativity in design
and multifunctionality (Fig. 3, a). Such packaging is
made from algae, gelatine, agar-agar, rice or grain flour,

as well as fruit and vegetable purees. Edible packaging
is essentially an integral part of the product and also
serves as an additional sensory element, adding flavour
and aroma.

Rethinking the aesthetic function of packaging
involves creating an attractive appearance by
transforming the visual design or shape, which evokes
positive emotions and contributes to the creation of a
holistic image of the product with transformer
packaging. The concept of visual transformation
provides for a change of images inside and outside the
packaging, which corresponds to the characteristics of
product consumption (Fig. 3, b). Such packaging can
serve as a plate, cup, stand, or decorative element. This
type of packaging combines aesthetic appeal with
interactivity, creating an additional emotional
experience for the consumer. The characteristic
features of this packaging are interactivity, aesthetic
value, the ability to attract attention and stimulate
interest in the product. The use of such illustrations is
particularly effective for children’s products, premium
products and gift packaging, where emotional
interaction with the consumer is important.

Formal transformation of packaging is carried out
by modifying the shape through rotation, bending,
tearing, folding/unfolding, etc. of individual parts or
modules (Fig. 3, c-e). This allows the consumer to reuse
the packaging after its main function has been fulfilled.
Modularity in eco-friendly packaging involves creating
structures from separate interchangeable elements
that can be combined, transformed or separated
depending on consumer and logistics needs. This
approach ensures versatility and functionality: one
package can be used for transport, storage or product
separation. Modularity increases ease of use, optimises
space during transport, reduces material costs and
creates a modern, innovative look for packaging, giving
it a universal appeal.

Packaging as an organiser simultaneously
performs the functions of protecting the product,
facilitating its transportation and presenting it to the
consumer (Fig. 3, f). It has a specific shape, size,
material and design features that determine its
practical properties and aesthetic appeal. The choice of
various materials, including paper, cardboard, plastic,
biopolymers, or combined structures, depends on the
product’s purpose and preservation requirements.

The desire to enhance the sensory experience of
consumers has led to the emergence of scented
packaging with freshness or fragrance indicators (Fig.
3, g). They have become widespread for packaging food
products, cosmetics, household goods and gift sets,
where the aroma emphasises the quality and character
of the product, creating a unique brand experience. A
distinctive feature of scented packaging is the presence
of aroma capsules, microencapsulated essential oils or
special layers that release a pleasant scent (StickerYou,
2018) enhancing the impression of the product and
forming an emotional connection with the consumer
(Yang & Zhao, 2019).
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Figure 3. Features of multifunctional packaging
Note: a - edible packaging made from food ingredients; b - transformer packaging (visual transformation); c-e -
transformer packaging (formal transformation); f - organiser packaging with additional elements for convenient
use of the product; g - scented packaging
Source: A. Clark & K. Wright (2023), ]. Néjé (n.d.), Packaging of the World (2019), Packaging of the World (2015),
B. Mittal (2025), F. Remonato (2014), StickerYou (2018)

Figure 4. Graphic concepts of eco-packaging
Note: a - “green” packaging colours; b - integration of natural textures
Source: Charlie Stopford Design (n.d.), Vandelook et al. (2021)
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Thus, the principle of multifunctionality allows
packaging to perform not only its basic protective
function, but also increasing consumer convenience,
material savings and the aesthetic value of the product.
This approach shapes a positive brand image, creates
an emotional connection with the consumer and
supports the concept of sustainable consumption.

The principle of visualising natural aesthetics.
The visual component of packaging is a key tool for
communication between the brand and the consumer,
because it is the appearance that primarily forms an
emotional impression, distinguishes the product from
its competitors and enhances its environmental value
(Liu et al.,, 2025). In this context, an important principle
of environmentally friendly packaging is the principle
of visualising natural aesthetics. Yang & Zhao (2019)
analyse how people evaluate “green” packaging
elements (materials and visual cues) and how this
affects brand trust. Adding natural textures, shapes and
colours makes packaging emotionally appealing to
consumers (Mitterer-Daltoé, 2024).

This principle is implemented through the use of
“green” packaging colours that are close to natural
colours (Qiu et al., 2023). The packaging design uses
shades that contain natural materials, plants, earth,
water or other elements of the environment (Fig. 4, a).
This design approach emphasises the environmental
friendliness of the product, creates a sense of
naturalness and organicity, and promotes consumer
confidence. The characteristic features of packaging
with “green” colours are a calm and harmonious colour
scheme and associations with nature, which support
the image of an environmentally responsible brand
(Skliarenko et al., 2022). The integration of natural
textures (coconut, fabric, wood, etc.) into the packaging
design emphasises natural aesthetics and is defined by
minimalist design (Fig. 4, b). Materials made from plant
fibres or mycelium simultaneously perform a technical
role and serve as a visual code for eco-friendly
packaging.

Thus, eco-packaging is not only a material object,
but also a visual and communicative carrier of the idea
of sustainable development. It forms associations in the
consumer’s mind with responsibility, trust and an
ethical attitude towards nature. The design of eco-
packaging is becoming systematic and lies at the
intersection of ecology, technology and visual culture.

The analysed principles of eco-packaging design
form a systematic approach to design activities, based
on the interaction of environmental, functional and
aesthetic aspects and focused on sustainable
development. The use of biodegradable and recycled
materials reduces the negative impact of packaging on
the natural environment throughout the product life
cycle (Amrita & Ashok, 2025). The systematic nature of
the design process is enhanced by expanding the range
of functions of eco-packaging, which allows us to talk
about its transformation from a traditional container to
an active element of multisensory communication with
the user. Edible, scented packaging and transformable

eco-packaging reduce waste, increase the consumer
value of the product and demonstrate the ability of
design to adapt to different consumption contexts. The
integration of environmental values in the visual
language of design forms an emotional connection
between a person and a product. The use of natural
textures, minimalist forms, and natural colours
contributes to the development of environmentally
conscious consumer behaviour.

Through the synthesis of the three design
principles, packaging is considered not as a separate
design object, but as part of an eco-sociocultural
system. Designers combine the principles of
sustainable development with design thinking
methods, product life cycle analysis and an
interdisciplinary approach during the design process.
This allows to take into account the interconnections
between material, production technology, features of
use, visual and communication characteristics, and
consumer behaviour. In this context, the aesthetics of
eco-packaging is considered as a strategic tool for
environmental communication and the transmission of
sustainable development principles.

CONCLUSIONS

The study analysed the main innovative principles of
eco-friendly packaging design: the use of biodegradable
materials, multifunctionality, and the visualisation of
natural aesthetics. These principles integrate
functionality, aesthetic appeal, and sustainability
requirements, which are important in modern
packaging design. It has been proven that the use of
biodegradable materials is an effective means of
reducing the negative impact of packaging on the
environment. Materials (paper, fabric, wood, plant raw
materials, bioplastics, combined raw materials) allow
the creation of packaging that is both durable and safe
for nature, in line with the principles of sustainable
development.

The essence of the principle of multifunctionality
has been defined, which consists in the formation of
new ways of interaction between packaging, the
product and the consumer. Edible packaging,
transformer packaging with visual and formal
transformation capabilities, organiser packaging and
aromatic packaging have been identified as
contributing to the formation of a conscious and
responsible culture of consumption. The essence of the
principle of visualising natural aesthetics, which
influences the perception of the product and corrects
consumer behaviour, is substantiated. Colours close to
natural colours and tactile textural elements of
packaging create associations with the naturalness and
safety of the product, as well as form an unforgettable
sensory experience.

Integrating these principles allows for combining
aesthetics and practicality in packaging design,
emphasising the environmental focus of the product
and encouraging consumers to make conscious choices.
Manufacturers who implement innovative packaging
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solutions reduce their negative impact on the for the development of conceptual models of eco-
environment in accordance with international packaging system design, as well as for the formation of
environmental standards, create a positive brand strategies for the sustainable development of
image, and promote a culture of responsible production and commercial structures.
consumption. Environmentally friendly packaging not
only protects the product, but also shapes a conscious ACKNOWLEDGEMENTS
attitude towards resources and the environment,
which is a key direction in modern design for
sustainable development.

The value of the study is in the possibility of FUNDING
practical implementation of the research results in the ~ The study did not receive any funding.
field of designers’ project activities, in educational,
production and communication practice in order to CONFLICT OF INTEREST
promote environmentally responsible behaviour. The
research results can be used as a methodological basis

None.

None.

REFERENCES
[1] Abookleesh, F., Zubair, M., & Ullah, A. (2026). Eco-friendly rapeseed protein-chitosan hybrid nanocomposite
films for active food packaging and preservation. Food Hydrocolloids, 170, article number 111672. doi:
10.1016/j.foodhyd.2025.111672.
[2] Aguiar, F.M,, Daniel, ], & De Camargo Fiorini, P. (2021). Maturity models for sustainability: A review of
ongoing research streams. In B.F. Giannetti, C.M.V.B. Almeida, & F. Agostinho (Eds.), Advances in Cleaner
Production, Proceedings of the 10h International Workshop (pp. 627-635). Ferrara: Advances in Cleaner Production
Network.
[3] Akbar, U, Altaf, A, Mondo], S.A,, Sidiqi, U.S., Dar, A.H., Dash, K.K,, & Bashir, L. (2025). Almond shell utilization
in next-generation biocomposite packaging: A review. Trends in Food Science & Technology, 164, article number
105258. doi: 10.1016/j.tifs.2025.105258.
[4] Amornkitbamrung, L., Thanawinitcharoen, A., Lertvachirapaiboon, C., Ahn, C.-H., Ekgasit, S., & Rimdusit, S.
(2025). Eco-friendly water barrier coating for paper packaging: Harnessing bio-calcium carbonate from mussel
shell waste. Cleaner Materials, 16, article number 100318. doi: 10.1016/j.clema.2025.100318.
[5] Amrita, D, & Ashok, S.D. (2025). Policy pathways utilizing extended producer responsibility and eco-
modulation frameworks for sustainable food packaging waste management in India: A review. Results in
Engineering, 26, article number 104885. doi: 10.1016/j.rineng.2025.104885.
[6] Azimi, N.R, Sonchaeng, U., Leelaphiwat, P., Tongdeesoontorn, W., & Bumbudsanpharoke, N. (2025).
Comparative study of packaging performance: Thermoplastic starch blends and polyester blends for
biodegradable personal care packaging. International Journal of Biological Macromolecules, 320(1), article number
145739. doi: 10.1016/j.ijbiomac.2025.145739.
[7] Biby, S.R,, Surendran, V., & Kundanati, L. (2025). Mycelium biocomposites from agricultural and paper waste:
Sustainable alternative to plastic foam based secondary packaging. Bioresource Technology Reports, 31, article

number 102177. doi: 10.1016/].biteb.2025.102177.

[8] Blyzniuk, M. (2015). Ecological design: Theoretical foundations, principles, educational component. Bulletin
of the Lviv National Academy of Arts, 33, 141-153.

[9] Carvalho, F.M. Forner, R.AS. Ferreira, E.B., Behrens, J.H. (2025). Packaging colour and consumer
expectations: Insights from specialty coffee. Food Research International, 208, article number 116222. doi:
10.1016/j.foodres.2025.116222.

[10] Charlie Stopford Design. (n.d.). Miyako Green Tea: Visual identity design for a Japanese green tea brand.
Retrieved from https://www.charliestopford.com.

[11] Clark, A., & Wright, K. (2023). A crowd-funded startup is making a coffee cup that can be eaten. Retrieved from:
https://www.bloomberg.com.

[12] Dang, X, Han, S., & Wang X. (2025). Versatile corn starch-based sustainable food packaging with enhanced
antimicrobial activity and preservative properties. Journal of Colloid and Interface Science, 694, article number

137698. doi: 10.1016/].jcis.2025.137698.

[13] Designboom. (2020). Wenwen fan develops colorful seaweed wrappers as alternative, edible food packaging.

Retrieved from https://www.designboom.com.
[14] Dogruoglu, H., Yildiz, M. & Erbil, H.Y. (2023). Sol-gel and gel-sol transitions of biodegradable

Chlorella-k-carrageenan composites: Photon transmission study. arXiv. doi: 10.48550/arXiv.2401.09429.
[15] Geyman, M. (2020). How mushrooms could help solve the beauty industry’s waste problem. Retrieved from

https://www.vogue.com.
[16] Goodrich, N. (2022). Designing packaging to prevent & divert food waste. Retrieved from

https://sustainablepackaging.org.

52 Art and Design Vol. 9, No. 3


https://doi.org/10.1016/j.foodhyd.2025.111672
https://doi.org/10.1016/j.foodhyd.2025.111672
https://www.researchgate.net/publication/356170451_Maturity_Models_for_Sustainability_A_Review_of_Ongoing_Research_Streams
https://www.researchgate.net/publication/356170451_Maturity_Models_for_Sustainability_A_Review_of_Ongoing_Research_Streams
https://doi.org/10.1016/j.tifs.2025.105258
https://doi.org/10.1016/j.clema.2025.100318
https://doi.org/10.1016/j.rineng.2025.104885
https://doi.org/10.1016/j.ijbiomac.2025.145739
https://doi.org/10.1016/j.biteb.2025.102177
https://lnam.edu.ua/files/Academy/nauka/visnyk/pdf_visnyk/33/141-153_Blyzniuk.pdf
https://doi.org/10.1016/j.foodres.2025.116222
https://doi.org/10.1016/j.foodres.2025.116222
https://www.charliestopford.com/my-visual-identity-design-work/miyako-green-tea-visual-identity-design
https://www.bloomberg.com/news/articles/2023-05-19/edible-coffee-cups-from-good-edi-could-cut-environmental-waste
https://doi.org/10.1016/j.jcis.2025.137698
https://www.designboom.com/design/wenwen-fan-seaweed-wrappers-edible-food-packaging-09-10-2020/
https://doi.org/10.48550/arXiv.2401.09429
https://www.vogue.com/article/mycelium-packaging-could-help-solve-beauty-industry-waste-problem
https://sustainablepackaging.org/

Skliarenko, Sobko & Romaniuk

[17] Goodrich, N., & Robinson, S. (2025). What would it take to recycle flexible films curbside? Retrieved from
https://greenblue.org.

[18] Grossman, A. (2022). This plastic packaging can turn into soil within six months. Retrieved from
https://nocamels.com.

[19] Hua, M, Jiang, C., Zahid, H.M,, Pan, Y., Yu, P, Li, X,, Yao, L., Gao, C., & Pan, G. (2025). High-performance
biodegradable polylactide films with nano-reinforced stereo-complex polylactide and layered crystalline
structures for eco-friendly packaging applications. International Journal of Biological Macromolecules, 313, article
number 144165. doi: 10.1016/j.ijbiomac.2025.144165.

[20] Hussain, S., Akhter, R, & Maktedar, S.S. (2024). Advancements in sustainable food packaging: From eco-
friendly materials to innovative technologies. Sustainable Food Technology, 2, 1297-1364. doi:
10.1039/d4fb00084f.

[21] Jafarzadeh, S., Qazanfarzadeh, Z., Parandji, E., Esmaeili, Y., Barrow, C.J., Timms, W., & Naebe, M. (2025). Eco-
friendly plastics from cereal-derived by-products and waste: A circular economy approach for sustainable
packaging. Materials Today Chemistry, 47, article number 102782. doi: 10.1016/j.mtchem.2025.102782.

[22] Jain, P., Gupta, D., Kaur, H,, Singh, S., & Gaikwad, K.K. (2025) Advanced anti-counterfeit inks in food packaging:
A comprehensive review focusing on functional materials to digital integration. Trends in Food Science &
Technology, 164, article number 105229. doi: 10.1016/j.tifs.2025.105229.

[23] Kajla, P., Chaudhary, V., Dewan, A., Punia Bangar, S., Ramniwas, S., Rustagi, S., & Pandiselvam, R. (2024).
Seaweed-based biopolymers for food packaging: A sustainable approach for a cleaner tomorrow. International
Journal of Biological Macromolecules, 274 (1), article number 133166. doi: 10.1016/j.ijbiomac.2024.133166.

[24] Khalil, A.H.P.S,, et al. (2017). Seaweed based sustainable films and composites for food and pharmaceutical
applications: A review. Renewable and Sustainable Energy Reviews, 77, 353-362. doi: 10.1016/j.rser.2017.04.025.
[25] Khan, R. (2025). Mycelium-based bioproducts: A novel material for a sustainable economy - a comprehensive
review. The Microbe, 8, article number 100439. doi: 10.1016/j.microb.2025.100439.

[26] Khezerlou, A, Sani, M.A.,, & Rhim, ].-W. (2025). Genipin crosslinked polysaccharide packaging films: An eco-
friendly and innovative strategy to improve the performance of food packaging materials. Carbohydrate Polymer
Technologies and Applications, 9, article number 100732. doi: 10.1016/j.carpta.2025.100732

[27] Laszlo, C., Ladki, A.L., & Weiner, A. (2013) Ecovative Design LLC: A Blologlcal Materlals Startup Case
Western/Ivey. Retrieved from: https: blishing. d
materials-startup/01t5c00000CwjXmAA]

[28] Liu, C., Samsudin, M.R,, & Zou, Y. (2025). The impact of visual elements of packaging design on purchase
intention: Brand experience as a mediator in the tea bag product category. Behavioral Sciences, 15(2), article
number 181. doi: 10.3390/bs15020181.

[29] Mahmud, R.U.,, Darda, M.A,, Hossain, M.T., Habib, M.A,, Nag, R.K,, & Sarker, M.P. (2025). Fabrication of waste
cotton reinforced corn and potato starch sustainable bioplastics for eco-friendly packaging material. Sustainable
Chemistry for the Environment, 11, article number 100286. doi: 10.1016/j.scenv.2025.100286.

[30] Marichelvam, M.K., Kanadakodeeeswaran, K., Dheenesh, D., Easwarapandiyan, S., & Lokeshkumar B. (2025).
Developing eco-friendly bio-plastics from natural sources for sustainable packaging. Sustainable Chemistry and
Pharmacy, 46, article number 102105. doi: 10.1016/j.scp.2025.102105.

[31] Mittal, B. (2025). The future of packaging: From disposable to desirable. Retrieved from
https://www.linkedin.com.

[32] Mitterer-Daltoé, M.L., Baroni, K.C., Oldoni, T.C., Kaushik, N., Choudhary, S., & Bilck, A.P. (2024). Biodegradable
packaging with natural colorants added to increase the consumption of eco-friendly packaging. Journal of Cleaner

Production, 477, article number 143894. doi: 10.1016/j.jclepro.2024.143894.
[33] Neacsu, N.A. (2025). The role of packaging in brand attachment. Bulletin of the Transilvania University of

Brasov. Series V: Economic Sciences, 18(1), 20-28. doi: 10.31926/but.es.2025.18.67.1.2.

[34] Néjé, J. (n.d.). 34 of the best interactive package designs ever. Retrieved from https: //www.boredpanda.com.
[35] Packaging of the World. (2015). Magico coffee (student project). Retrieved from
https://packagingoftheworld.com.

[36] Packaging of the World. (2019). Chalen Tea. Retrieved from https://packagingoftheworld.com.

[37] Pant, R., Ramesh, B., Kalpana, K., Sharma, N., Gupta, G., Brar, M., Kulshreshtha, K., & Adnan, M.M. (2024).
Sustainable packaging design using life cycle thinking. E3S Web of Conferences, 581, article number 01034. doi:
10.1051/e3sconf/202458101034.

[38] Peydayesh, M., Bagnani, M., & Mezzenga, R. (2021). Sustainable bioplastics from amyloid fibril-biodegradable
polymer  blends. ACS  Sustainable  Chemistry &  Engineering, 9(35), 11916-11926. doi:
10.1021/acssuschemeng.1c03937.

[39] Qiu, Q., Wang, X., & Otani, M. (2023). Multimodal color recommendation in vector graphic documents. arXiv.
doi: 10.48550/arXiv.2308.04118.

[40] Remonato, F. (2014). 100% local, product service system design. Retrieved from https://www.behance.net.

Art and Design Vol. 9, No. 3 53


https://greenblue.org/2025/05/29/recycle-flexible-films-curbside
https://nocamels.com/2022/11/the-plastic-packaging-that-turns-to-soil-in-six-months/?utm_source=chatgpt.com
https://doi.org/10.1016/j.ijbiomac.2025.144165
https://doi.org/10.1039/d4fb00084f
https://doi.org/10.1039/d4fb00084f
https://doi.org/10.1016/j.mtchem.2025.102782
https://doi.org/10.1016/j.tifs.2025.105229
https://doi.org/10.1016/j.ijbiomac.2024.133166
https://doi.org/10.1016/j.rser.2017.04.025
https://doi.org/10.1016/j.microb.2025.100439
https://doi.org/10.1016/j.carpta.2025.100732
https://www.iveypublishing.ca/s/product/ecovative-design-llc-a-biological-materials-startup/01t5c00000CwjXmAAJ
https://www.iveypublishing.ca/s/product/ecovative-design-llc-a-biological-materials-startup/01t5c00000CwjXmAAJ
https://doi.org/10.3390/bs15020181
https://doi.org/10.1016/j.scenv.2025.100286
https://doi.org/10.1016/j.scp.2025.102105
https://www.linkedin.com/posts/bhupesh-kumar-mittal_packaginginnovation-designthinking-sustainabledesign-activity-7365574896472543232-pSBE
https://doi.org/10.1016/j.jclepro.2024.143894
https://doi.org/10.31926/but.es.2025.18.67.1.2
https://www.boredpanda.com/interactive-product-packaging-design/?media_id=194308
https://packagingoftheworld.com/2015/07/magico-coffee.html
https://packagingoftheworld.com/2019/09/chalen-tea.html
https://doi.org/10.1051/e3sconf/202458101034
https://doi.org/10.1051/e3sconf/202458101034
https://doi.org/10.1021/acssuschemeng.1c03937
https://doi.org/10.1021/acssuschemeng.1c03937
https://doi.org/10.48550/arXiv.2308.04118
https://www.behance.net/gallery/19866461/100-Local-Product-Service-System-Design

Innovative principles of designing ...

[41] Sheth, S. (2024). Your next package might be cushioned by upcycled grain husk instead of plastic styrofoam.
Retrieved from https://www.yankodesign.com.

[42] Shukla, P., Singh, ]., & Wang, W. (2022). The influence of creative packaging design on customer motivation to
process and purchase decisions. Journal of Business Research, 147, 338-347. doi: 10.1016/j.jbusres.2022.04.026.
[43] Skliarenko, N.V., Didukh, A.S., Rainysh, V.V., Kolosnichenko, 0.V., & Chuprina, N.V. (2021). From waste to
usefulness: Packaging design as a by-product. International Journal of Design & Nature and Ecodynamics, 16(5),
487-494. doi: 10.18280/ijdne.160502.

[44] Skliarenko, N.V., Kolosnichenko, M.V., Didukh, A.S., Kolosnichenko, 0.V., & Remenieva, T.V. (2022). Living
visual communication design toward to sustainable development: Conceptual framework and ecological
strategies. International Journal of Design & Nature and Ecodynamics, 17(6), 875-882. doi: 10.18280/ijdne.170607.
[45] StickerYou. (2018). 5 ways to brand your health and beauty business. Retrieved from
https://www.stickeryou.com.

[46] Szaky, T. (2023). What’s needed to scale reuse. Retrieved from https: //www.packworld.com.

[47] Vandelook, S., Elsacker, E., Van Wylick, A., De Laet, L., & Peeters, E. (2021). Current state and future prospects
of pure mycelium materials. Fungal Biology and Biotechnology, 8, article number 20. doi: 10.1186/s40694-021-
00128-1.

[48] Wang, X., Chen, ], Ma, C,, & Jiang, Y. (2024). Simpler is greener: The impact of packaging visual complexity on
products’ eco-friendliness perception. Psychology & Marketing, 41(12), 2992-3008. doi: 10.1002 /mar.22096.

[49] Wilber, D. (2010). Book review: Cradle to cradle. Remaking the way we make things. Environmental
Practice, 12(1), 92-94. doi: 10.1017/S1466046609990494.

[50] Wimmer, W., Ziist, R., & Lee, Kun-Mo. (2004). EcoDesign implementation: A systematic guidance on integrating

environmental considerations into product development. New-York: Springer.
[51] Wonderfruit. (2023). No single-use cups at Wonderfruit. Retrieved from https://wonderfruit.co.

[52] Xu, Y., Wu, Z, Li, A, Chen, N,, Rao, |, & Zeng, Q. (2024). Nanocellulose composite films in food packaging
materials: A review. Polymers, 16(3), article number 423. doi: 10.3390/polym16030423.

[53] Yang, Y.-C., & Zhao, X. (2019). Exploring the relationship of green packaging design with consumers’ green
trust, and green brand attachment. Social Behavior and Personality: An International Journal, 47(8), 1-10. doi:
10.2224/sbp.8181.

[54] Zeng, T., & Durif, F. (2019). The influence of consumers’ perceived risks towards eco-design packaging upon the
purchasing decision process: An exploratory study. Sustainability, 11(21), article number 6131. doi:

10.3390/sul11216131.

IHHOBaUiliHi NPUMHUMNM NPOEKTYBaHHA €KO/OriYyHO 6e3ne4yHoro
NakoBaHHA

Hartania CkaAapeHKko
[lOKTOp MMUCTeLTBO3HABCTBA, Npodpecop
/lyLbKUI HaLiOHA/IbHWUIA TEXHIYHUI YHiBEpCUTET

43000, BY/. /IbBiBCbKa, 75, M. /lyLbK, YKpaiHa
https://orcid.org/0000-0001-9188-1947

BorgaHa Cobko
MaricTp

KUWiBCbKUIA HaLLiOHA/IbHUI YHIBEPCUTET TEXHO/IOTIN Ta AM3aliHy

By/. Mana LUMAHOBCLKA, 2, M. K1iB, 01011, YKpaiHa
https://orcid.org/0009-0002-4384-6746

Osbra PomaHiok
MOMIYHUK

/lyubKUWI HaLiOHA/IbHUIM TEXHIYHMI YHIBEpCUTET
43000, YKpaiHa, M. /lyubK, By/. /IbBiBCbKa, 75
https://orcid.org/0000-0003-1691-0140

AHoTauifA. Metoto po6oTH 6yJi0 BU3HAYEHHS] iHHOBAliMHUX NPUHIUIIB AW3alHY YINaKOBKH, 10 MOEAHYIOTH
dYHKIIIOHANMBHICTD, €CTETUKY Ta €KOJIOTiYHY BiJNOBiJaJbHICTh, CHPHUSAIOYM MOIIUPEHHIO KYJbTYypPH CTajoro
CHOXXMBaHHA. Y po6OTi 3acTOCOBAHO CHUCTEMHHU MiAXiJ, A0 NPOEKTYBAaHHs €KOJIOTIYHOI YMaKOBKH, IO

54 Art and Design Vol. 9, No. 3


https://www.yankodesign.com/2024/01/24/your-next-package-might-be-cushioned-by-upcycled-grain-husk-instead-of-plastic-styrofoam/?utm_source=Pinterest&utm_medium=organic
https://doi.org/10.1016/j.jbusres.2022.04.026
https://doi.org/10.18280/ijdne.160502
https://doi.org/10.18280/ijdne.170607
https://www.stickeryou.com/blog/post/5-ways-health-and-beauty
https://www.packworld.com/sustainable-packaging/article/22697728/tom-szaky-explains-whats-needed-to-scale-reuse
https://doi.org/10.1186/s40694-021-00128-1
https://doi.org/10.1186/s40694-021-00128-1
https://doi.org/10.1002/mar.22096
https://doi.org/10.1017/S1466046609990494
https://link.springer.com/book/10.1007/978-1-4020-3071-0
https://link.springer.com/book/10.1007/978-1-4020-3071-0
https://wonderfruit.co/wonderpost/no-single-use-cups-at-wonderfruit-2022
https://doi.org/10.3390/polym16030423
https://doi.org/10.2224/sbp.8181
https://doi.org/10.2224/sbp.8181
https://doi.org/10.3390/su11216131
https://doi.org/10.3390/su11216131
https://orcid.org/0000-0001-9188-1947
https://orcid.org/0009-0002-4384-6746
https://orcid.org/0000-0003-1691-0140

Skliarenko, Sobko & Romaniuk

I'PYHTYETHCA Ha iHTerparii MeTo/1iB aHaJIi TUKO-MOPiBHSJIbHOT0, PYHKIIIOHAJBHOr0 Ta MOPOJIOTiYHOTO aHai3y
¥ OXOILUIIOE MIKAMCUUILUIIHAPHI AociifkeHHs y cdepax Au3aliHy, eKoJorii, MaTepiaJo3HABCTBA, MapKETUHTY,
ncuxoJiorii cnouBaHHA ToIo. CUCTEMHUI aHaJi3 eKOYNaKOBKH J03BOJIUB CHOPMYJIIOBATA TPU MPUHLUIHU i1
MPOEKTYBaHHA: BUKOPHUCTAHHS 6iOpo3K/JIaJHUX MaTepiasiB, O6araTopyHKI[iOHa/JIbHICTb Ta Bisyasisallis
NpUpoJHOi ecTeTUKH. [loBeieHO, 1110 K/II0YOBUM HaNpsAMOM iHHOBALlil € CTBOPEHHS YIIaKOBKH 3 6i0po3K/IaiHUX
MaTepiasiB (mamip, TKaHWHa, lepeBHUHA, POCJUHHA CHPOBHHA, 6i0MJIaCTHK, KOMOiHOBaHI MaTepiaiu), 3aTHUX J10
NPUPOJHOr0 pO3KJaZaHHsA 6e3 yTBOPEHHs WIKIAJIMBUX [JJIA JOBKiJLIA BiAxoziB. OGIpDYHTOBAaHO CYTHICTb
NPUHIUIY 6araToPpyHKIiOHATBHOCTI, MPOIEMOHCTPOBAHO MOXKJIMBOCTI U3aiiHy eKOyNaKOBKU pOopMyBaTH HOBI
cnocobu B3aeMoAii 3 JOABMH Ta NOpoAykTaMu (icTiBHA ymakoBKa, YIaKOBKa-TpaHchoOpMep, YIaKOBKa-
opraHaiizep, apoMaTH30BaHa yNaKoBKa). BcTaHoOBJEeHO, 1[0 NpUHLMN Bi3yasizanil npupogHOl eCcTEeTUKHU
NiZIKpec/a0€e eKoJIOTiYHY CHPSAMOBAHICTb NPOJAYKTY Ta GOpPMYyE eKOCBiZlOMy NMOBEAIHKY CIOXHBada 3acob6aMu
JAn3aiiHy. Po3risgHyTi NpMHIMNK 33a6e3MeYyl0Tb CUCTeMHE NPOEKTYBAHHSA, CIPSIMOBAaHE Ha CTaJHUi PO3BUTOK
NPUPOJHOTO CepeloBUILA, MiHiIMi3allil0 HEraTUBHOrO BIJIMBY Ha [OBKI/IA Ta MNiABUIIEHHSA €CTeTUYHOI
MpUBa6GIUBOCTI. Pe3ysbTaT AOCIIIXKEHHS] OKPEC/TIOITh epCleKTUBY BIPOBa/XKEHHSI iIHHOBAI[iMHUX CTpaTerii
y OisiJIBHICTD HiANPUEMCTB, IO NPArHyTh MOEAHATU €KOHOMIUHY ePeKTUBHICTb i3 TYypOOTOI MPO AOBKIJLIA.
[IpakTU4Hi pe3yabTaTU AOCHAIJPKEHHS BiJKPUBAIOTb MOXJIMBOCTI [JI1 CTBOPEHHS KOHLENTYaJbHUX MOJeJsel
€KOYTMaKOBKH, 110 IeMOHCTPYIOTh CUHTE3 QYHKI[IOHANIbHOCTI, ECTETUKHU Ta €KOJIOTIYHOI BiZiMOBiAa/IbHOCTI.

KawuoBi c/0Ba: gusaiiH yNakoBKH; €KOAM3aiH; AW3aiiH [JI1 CTaJoOro PO3BUTKY; AW3alH BisyaJbHHX
KOMYHiKallili; 6iopo3kaaHi MaTepiaju; BTOPUHHA CHPOBHHA; YKUTTEBUH IIUKJ YIIAaKOBKH
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ETanu eBo/oLii gMU3aliHy BUCTAaBKOBOIO NPOCTOPY: Big 06'eKTHOT
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AHOTaUiA. AKTya/sbHICTb [JOC/IPKEHHs 3yMOBJIEHA [EepexX0JioM BHCTAaBKOBOrO NPOCTOPY Bif Mozesi
JleMOHCTpanil 0o6’ekTiB A0 opradisanil nijicHoro focBiay BiABifyBaua, y SKOMYy B3a€EMOJIIOTH MPOCTOPOBI,
KOMYHiKaTUBHI, LMPOBI, iHK/IIO3UBHI Ta €KOJIOTiYHI YUHHUKU. MeTa po6OTH MOJIAATAE ¥ CHCTEMATH3allil eTaliB
eBOJIOLiI IU3allHy BUCTABKOBOTO NMPOCTOPY Ta BU3HAYE€HHI MPOEKTHUX HACJIJKIB Li€l eBoJOLil /IS Cy4acHOl
My3eiHOoi, KyJbTYPHOI Ta KOMepLiiHOI NpaKTUKHU. JocaipkeHHs] IPYHTYETbCS Ha CYKYMHOCTI MeTOA0JI0TIYHUX
IHCTPYMEHTIB: CUCTEMHOMY aHaJi3i, ICTOPUKO-TUNOJIOTIYHOMY, aHaJiTUYHOMY, TMOPIBHAJbHOMY Ta
KyJIbTYpOJIOTIYHOMY MeToJax. MeTozosiorisi 6a3yeThbCs HAa IBOCTYIEHEBOMY aJIrOPUTMI: Ha MepIIOMy KpOoLi 3a
JIOTIOMOT'0I0 KOHTEHT-aHa/lidy BHJIJIEHO KJIOYOBI MapKepu eBoJiolili (azpecaT, myGJivyHiCTh, MOJEJb
eKCIIOHYBaHHs, JIOriKa MapLIpyTy, iHTepHpeTalis, MeJialis, y4acTb BijBiJyBada); Ha JApyromMy - 3AiHCHEHO
XPOHOJIOTiYHEe rpynyBaHHs cTafid. OGrpyHTOBaHO KOMILJIEKCHY Mepioiu3aliito eBoJIIoLil u3aiiHy BUCTaBKOBOTO
MPOCTOPY, L0 OXOILIIOE MIICTh MOCTIZOBHUX CTaJill - BiJj NprUBaTHO-KOJEKLIHHOTO Ta My06JIi4HO-My3€eHHOT0 /0
iHAycTpiasbHO-BUIOBULIHOIO, TpodecioHani30BaHOr0, HAapaTUBHO-JIOJAUHOLEHTPUYHOIO W  Cy4acHOro
dpoBO-Ti6pUHOrO, iHKJII03UBHOTO Ta CTAJ0r0 cepeZioBUILA. BUsBIeHO K/II0UOBi 3aKOHOMIPHOCTI: OCTynoOBe
3MillleHHsI TNPOEKTHOrO LIeHTPY BiJ, eKCIoHaTa [0 CUCTeMH B3aeMOJil 3 BiJBiJyBaueM, KyMYJSATHBHe
HalllapyBaHHs NolNepeAHiX MoJiesiel Ta po3IIMpPEeHHS MeX 00’ eKTa NPOEKTYBaHHs. [IpakTHYHA I[iHHICTb NoJIArae
B po3po06Li KOMILJIEKCHOI aHa/liTH4YHOI Mogesi, 10 iHTerpye iCTOpMYHi THNM BUCTAaBKOBOTO CepelOBMILA 3
aKTyaJbHUMH BHMOTaMM JM3aiHy, fiIka MO)Ke OYTH BHUKOPHUCTaHA JJIsl KypaTOPCHKOTO IJIaHYBaHHS, aHaJi3y,
OLIIHIOBaHHA Ta NPOEKTYBAaHHSA Cy4YaCHUX €KCIIO3ULIHHUX CepeJOBULL,

KnrouoBi c/10Ba: ausaiin; My3elt; iHHoBail; b poBi TeXHOIOTIl; KYJIbTYPHUIN NPOCTIp; IHK/II03UBHICTD; CTaIHMA
pPO3BUTOK

BCTYN Menia, NOIIMPEHHSIM IHTEepPaKTUBHUX ¢opMaTiB, a

Y cydacHOMy HayKoOBOMYy JMCKypci BucTaBkoBuii ~ TaKOX — SpOCTaHHAM — BUMOI' /10 AOCT}’HH.OCTi:
npoctip JAejani wvacrime posrifgaeTbcs He gk - MYJAPTHMOJAIIBHOCTL o u EKOJIOTTIHOI
HeHTpasibHa 060JI0HKA JIJIsl IEMOHCTpAIlii eKCIIOHATIB, Blﬂ“OUBma“bHOCTl-_YHaC{“ﬂOK [bOro BHCTaBKOBUH
a fAK KOMIUIEKCHO oOpraHizoBaHe cepejoBuije AW3aUH  CHOTOAHL — OLIHIOETHCS — HE  JIMIIE 3
B3aEMo/Iii M 06’€KTOM, IPOCTOPOM i BifiBisyBauem, KOMIO3HMLIHHO0 BHPASHICTIO YW TEXHIYHOK SIKICTIO
Takuil miAxis 3yMoBJeHMII 3MiHAMH y CIoco6ax eKcrno3ulii, a ¥ 3a 3JaTHICTIO OpraHi3oByBaTHU
copuiHATTA iHpopmarnii, posBuTKOoM nMbpoBux  MapUIPYT, CTPYKTYpyBaTH iHTepnpeTalilo,

dopMyBaTH eMOLiliHO ¥ Mi3HaBaJbHO HACHUYEHUH
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XuHnesuy & Teepaoul

JIOCBil Ta 3ab6e3nevyyBaTH IHK/IIO3UBHY B3aEMOJiI0 3
pisHuMu rpynamu ayautopii (Liu & Sutunyarak, 2024;
Shehade & Stylianou-Lambert, 2020).

AKTyanbHICTb [AOCHI[KEeHHs 3yMOBJIEHa THM, IO
cy4yacHi TpaHchopMmaliii BHUCTAaBKOBOTO MPOCTOPY
HEMO>KJIMBO NOBHOL{IHHO NOSICHUTH 6€3 3BepHEHHs JI0
Horo icropuyHoi eBoJOIii. 3MiHM Yy QYHKIiSIX My3€lo,
xXapakTepi myGJIiYHOCTI, JoTili eKCHOHyBaHHS, PoJIi
iHTepnpeTalil Ta CTymneHi TeXHOJIOTIYHOI Mefiawil
dopMyBavcs NMOCTYNOBO MPUBEIN [0 CTAaHOBJIEHHS
Cy4acHOI MogeJii BHCTaBKOBOIO CepeJioBHIlA K
JIIOJUHOLEHTPUYHOI, 1MdpoBOi, IHK/IIO3UBHOI Ta
cTasnoi cucteMd. BopgHowyac y HaykoBill siTepaTypi
OKpeMi acmeKTH Liei nmpo6seMaTUKU - KOTHITHBHeE
3a/Jly4eHHs], IMepCHBHI TexHoJIOrii, yHiBepcaJbHUHI
Au3aiH, nudpoBa AOCTYNHICTHL abo CcTaldicTh -
3a3BUYall pO3rJsAAAThCd PparMeHTapHO, TOAI K
NUTaHHA LijgicHOl eTami3auii po3BUTKY Au3ailiHYy
BUCTAaBKOBOI'0 INPOCTOPY MNOTpebye [JOAATKOBOIO
y3arajJbHeHHs.

MeTta crTaTTi noJiArae y cucreMaTusanii eTamiB
eBoJIIOLii AM3aliHy BHUCTAaBKOBOTO HPOCTOPY Ta
BU3HAYE€HHI Cy4aCHUX BEKTOPIiB MOro po3BUTKY. [l
JIOCATHEHHsl TOCTaBJIeHOI MeTH IepefbadyeHO Taki
3aB/laHHA: BUSIBUTH JIOTIKy NepexoAy BiJ 06’e€KTHO-
OpiEHTOBAHOI JeMOHCTpaLii Jifo) JOCBiHO-
OpIEHTOBAHUX  MoJeJied;  YTOYHUTU  MNPOEKTHI
XapaKTEPUCTUKA  OKPEMHX  eTaliB  PO3BUTKY
BUCTAaBKOBOTO  Cepe/lOBUINA;  OKPECJIUTH  pOJib
nudpoBHUX, I[HK/IWO3UBHUX 1 CTaJUX TMPAKTHK Y
Cy4aCHOMY BHCTaBKOBOMY JM3aiiHi. HaykoBa HOBM3Ha
JOCHIPKeHHA T0JIATaE B TOMy, L0 BIeplle
po3po06JieHO LiTiCHY LIECTUCTYIEeHeBYy nepiofu3alio
eBoJIIOLii U3aliHy BUCTAaBKOBOI'O MPOCTOPY Ha OCHOBI
TpaHchopmariii MoJiesiell B3aEMOZIl Mi>K eKCIIOHATOM,

IIPOCTOPOM, inpopmaniero Ta BifBifyBayeMm;
OTpUMa/JM  MOJAAJbIIMA  PO3BUTOK  TeOPETHUUHI
NOJIO)KeHHA IPO  BHUCTAaBKOBE CepejioBUIe  SK

CLeHapHO OpraHi30BaHy CHUCTeMY 3 YypaxyBaHHAM
nudpoBoi Megianii, iHKJIIO3UBHOCTI Ta NPUHIUIIIB
CTaJIOr0 XUTTEBOr'O LIMKJY; YAOCKOHAJEHO HAyKOBO-
MeTOAMYHUH MiJAXiZ A0 KypaTOpCbKOTO IJIaHYBaHHSA
Ta IPOEKTYBAHHSA CY4YaCHUX BUCTAaBKOBUX CepesOBULL
LJIAXOM MOENHAHHSA ICTOPUKO-THUIIOJIOTIYHOTO
aHaJi3y 3 KOHLeNIisMu A0CBify BifBimyBava (visitor
experience).

Y Takiéi mocTaHOBIi Npo6JieMU WAETHCSA HE JIUIIE
PO iCTOPUYHUI ONUC 3MiH Y BUCTABKOBIM MpaKTUL], a
Y PO BUSIBJIEHHSl TUX NPOEKTHUX MeXaHi3MiB, yepes
daki ui 3miHu BigbyBasucsa. [ cydyacHoOro Au3aiHy
BUCTAaBKOBOTO IIPOCTOPY NPUHLMIIOBO BaXXJIUBO
MPOCTEXUTH, SIK caMe TpaHCHOPMYBaJIKCS Bi[HOCUHU
MK eKCIIOHaTOM, MpocCTopoM, iHdopmaliero Ta
BiZiBifyBaueM, OCKiJbKM caMe B Ll B3aeEMOJil
3aK/IaJalThC 3acafy MNOJAJbLIMX pillleHb L0J0
MapuipyTy, HaBirayii, cLeHapil0  CIPUUHATTS,
MyJbTUMEJIMNHOTO CYNpPOBOAY, PpiBHA 3a/ydyeHHs
ayautopil Ta xapakTepy iHTepmpeTanii (Krukar &
Dalton, 2020; Shehade & Stylianou-Lambert, 2020).
[Hakme kaXky4y, icTopif BUCTAaBKOBOI'O CepeJjOBULIA €

He (GOHOBHMM KOHTEKCTOM, a MeTO/O0JIOTiYHHUM
pecypcoM i1 pO3yMiHHSA Cy4aCHOTO CTaHy rajaysi.

Jia nusaliHepcbKol Ta KypaTOPCbKOI NPaKTUKHU
Lle Ma€e o0co0/MBe 3HA4YeHHs, OCKIJIbKM Cy4aCHUU
BUCTABKOBUH NpocTip Aefasni yactiue GyHKLiIOHYE B
YyMOBaxX I[IO€JAHAHHA PpI3HUX PpeXUMIB B3aeMOJIl:
eKCIOo3HULlia NOBHHHA oyTH O/IHOYACHO
iHndopmMaTuBHOW0, Bi3yasbHO IiJiCHOW0, [JAOCTYIIHOO
JJId  pI3HUX Tpyn  BifBiAyBadiB, TEXHOJIOTIYHO
FHYYKOI0 Ta INPUJAATHOKW [0 IHTerpauii B muplie
uudpoBe cepegoBulle. Came TOMy eTamisalis
eBOJIIOLIT 1U3aiiHy BUCTAaBKOBOTO IPOCTOPY /L03BOJISIE
He Ti/JIbKW BNOPSJKYBaTH iCTOpUYHUN MaTepias, a U
BUSIBUTH, fIKI XapaKTEPUCTUKHU € CNIAaJKOBUMH, AKi —
3YMOBJIEHI KOHKPETHOI0 KyJbTYPHOIO CHUTYyaIli€lo, a
AKI - BW3HAYalOTh HaNpsAM IOJAJbLIOTO PO3BUTKY
BUCTaBKoBoro cepegoBuina (Heo & Lee, 2025;
Rasmussen et al, 2022). Y 11boMy CeHCi AOCJi>KeHHs
CIpsIMOBaHe Ha bopMyBaHHA LijicHoOro
TeOpeTUYHOT 0 HiArpyHTS, NpUJATHOTO il 6
OCMHUCJIEHHA fAK ICTOpUYHMX, TaK 1 Cy4aCHHUX
BUCTAaBKOBUX NPAKTHUK.

or/naa NTEPATYPU

[Ipo6seMaTuKa AW3aliHy BUCTABKOBOI'O IMPOCTOPY V
Cy4aCHOMY HAyYKOBOMY I10JIi BUCBITJIOETbCH Y KiJIBKOX
B33aEMOIOB’I3aHUX HampsMax: icTopis My3ew U
BUCTAaBKH, NPOCTOPOBO-KOMIIO3UIiliHA opraHisanis
€KCHo3Hllii, KOTHITHBHI Ta MNOBEAIHKOBI acleKTHU
JlocBiny BigBimyBaya, nmudpoBi Ta MyJbTUMOAANbHI
IHCTpYMEHTH, IHKJ/IO3UBHI pillleHHd, a TaKOX CTaJi
MiAX0AHW 10 NPOEKTYBAaHHS BUCTAaBKOBUX CEPELOBUILL.

Y BITYM3HAHOMY KOHTEKCTI BaXXJIMBUMH € Hpall,

NpUCBAYEHI KOMIO3ULiHHUM Ta KOMYHIKaTUBHUM
0COGJIMBOCTSIM  €KCIO3UI[iHHOro mpoctopy. Tak,
B.A6uzoB & A.CigopoBa (2020) po3rasjgarTb

BHYTpILIHIA BUCTAaBKOBUU MPOCTIp IK KOMIO3ULIHHO

OpraHi3oBaHy CHUCTeMy, Vy fKii apxXiTeKTypHO-
OpPOCTOPOBI Ta Bi3yasbHI 3acob6u 3a6e3NMeYyITh
LijgicHicTp  cnpudHATTA. B. ManaHwk (2024)

aKLleHTye yBary Ha IiHHOBaLiMHHUX TEXHOJIOTIfIX ¥
Cy4aCHUX KODPIOpPAaTUBHUX My3efX, MNiJKpecJ0H4u
3HaYeHHA MYyJIbTUMeJINHOCTI, IHTepaKTUBHOCTI Ta
CLlEHAapHOro miAXo4y y B3aeEMOAil 3 ayJUTOpiEr.
bavspkuM 0 LBOro HampsaMy € JOCJHiJKeHHA
M. TBepgoro & P.XuneBuu (2025), y skomy
BUCTaBKOBHUH pocTip OCMMUCJIIOETHCSA AK
MyJbTHMe/iliHe cepeJioBHlIILE, 1110 NOESHYE
NpOCTOPOBi, LUPPOBi Ta KOMyHIKaTUBHI KOMIIOHEHTH.

IcTopyyHuil BHUMIp pO3BUTKY BHCTaBKOBOIO
cepeloBMIA PO3KPUTO Y TNpaldx, HPUCBAYEHUX
CTAaHOBJIEHHIO My3€l0 K COLiOKYJbTYPHOI IHCTUTYLII
Ta TpaHchopmauii Horo mnpocTopoBUX (YHKLIH.
C.H.Rasmussen et al. (2022) mnpocTexywTb
iHcTUTyLiliHE dbopMyBaHH#A My3eiB y
CKaHJHWHAaBCbKOMYy KOHTeKCTi, a J.-Y. Heo & J. H. Lee
(2025) anasi3yl0Th pO3IIMpPEHHS pOJi My3ew y
3B’I3Ky 3i 3MiHaMH Horo mpocTopoBoi oprasizaril.
[ ocMHUC/IeHHST paHHIX GOpM KOJIEKI[iOHYBaHHS
BakIMBUMU € mpaui ]. Freedman (2021) i L. Tarp
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(2018), saki moka3ywoTh, 0 KabiHeTH piAkicHocTel
Oysiu He Jsuiie GopMoOl0 36HUpaHHS MpeaAMETIB, a |
0COOJIMBUM Ccroco6oM oprasisarnii 3HaHHA,
COLiaJIbHOTO NMPEeCTUXKY Ta Bi3yaJbHOI KOMYyHiKauii. ¥
cBoto yepry, M. Fleming (2021), A. Smith et al. (2025),
a Takox J. Monclis & C. Diez-Medina (2025) BucBiT-
JIOITh TpaHcPopMaliro BUCTABKU Y MacCHITAOHY
noAiro iHAycTpiasbHOI Ta yp6aHiCTUYHOI KYJbTYpH,
10 BaXJ/IMBO JJ1 PO3YMiHHA iHAyCTpiaJbHO-BUJO-
BUIIIHOTO eTaly eBOJII0Lil BUCTaBKOBOTO JU3alHY.
KorniTuBHUU i moBeAiHKOBUH BUMIpHU AOCBigy
BiZiBifyBaya penpeseHTOBaHI HU3KOI Cy4aCHUX
JIOCTi/KeHb, ¥ IKUX yBara 3o0cepej/pKeHa Ha 3B’S3KY
MiDXX IIpOCTOPOBOIO OpraHi3ali€ro ekcrno3uuii Ta
cnpuiHATTAM. ].Krukar & R.C.Dalton (2020)
JOBOJSThD, 110 BUJAUMICTb i KO-BUAUMICTb €KCIIOHATIB
BIJIMBAIOTh HA KOTHITUBHeE 3a/ly4eHHs BiJiBiZlyBayiB, a
J. C. F. De Winter et al. (2022) nmokasyoTb 3aKOHOMip-
HOCTI po3moAisly yBaru ImiJ, 4Yac CHOIJIAJAaHHA
BizyaspHOoro tBopy. B.D.Jee & F.K.Anggoro (2021)
pPO3T/ISAIal0Th €KCHO3ULiI0 K cepeloBUlle HiATPUM-
KU Ni3HaBaJbHUX 3B’A3KiB i HaByaHHsA. CykynHo nji

npayi  3acBifuyl0Thb, L0 MaplIpyT, LIiJIBHICTb
eKCNOHYBaHHS, y4uTabesbHicTb 1  mpocTopoBi
B3a€EMO3B'AI3KM MK 006’'eKkTaMH  06e3mocepesHbO

BIIMBAIOTh Ha iHTepIpeTaLilo Ta 3aaM iTOBYBaHHS.

OkpeMui 6JIOK JiTEPAaTyPH CTOCYETHCS LUPPOBUX
i MYJIbTUMOJATBHUX acIeKTiB Cy4acHOro
BUCTaBKoBoro gusaiiHy. M. Shehade & T. Stylianou-
Lambert (2020) posrasgaioTe VR y My3sesax sk
IHCTpYMEHT IMepeoCMMUCJIEeHHA OMNOBifI Ta JOCBigy
BiABigyBaya. E. Anastasovitis et al. (2024)
NPOTOHYIOTh LiJicHe 6a4eHHSI IUPPOBOI My3€e0JI0Ti,
L0 MOEAHYE IMEpPCUBHICTb, MYJbTUCEHCOPHICTb |
JocTynHicTb. CucTeMaTHUYHUH OrJAf JOCHaiKeHb
JM3allHy OHJalH-My3eiB 3acBifuye, 1o cy4acHa
npo6jeMaTuka IUPpoBOro Mys3elHOro cepejoBUlIA

OXOILJIIDE He JIMIIe TEeXHOJIOTiIYHI pillleHHs1, a H
MOBEJiHKY KOpPUCTYBauiB, JOCTYIIHICTB,
aBTEHTUYHICTb, IMepCUBHICTb Ta  NPUUHATTA

TexHoJsiorii (Yezhova et al, 2025). Q. Liu & C.
Sutunyarak (2024) poBojsaTh, 1o epEeKTUBHICTh
iMEPCHBHUX TEXHOJIOTIM 3aJIeXKUTh BiJl SAKOCTI ix
iHTerpauii y Jsoriky BigBimyBanHs. M. Glaser et al.
(2025) aHani3y0Th BIUIMB MPOCTOPOBHUX ayAioTiAiB Ha
HaBYa/IbHI pe3ysbTaTH, a S. Paananen (2024)
aKLleHTYE yBary Ha CIiBIPO€EKTYBaHHI iHTepaKTUBHUX
TEeXHOJIOTIK JJid KyJbTYpHOI crnajgWwuHA. Takum
YyuHOM, LM}poBi3alis y Cy4acHOMy BHUCTaBKOBOMY
JU3alHl MOCTaE He SK [A0JAaTKOBUH edeKT, a fK
BaXKJIMBUM  IHCTPyMeHT opraHisanii  B3aeMoAii,
iHTepnpeTauii Ta nepcoHaJsisauii ocBigy.
[HKJIFO3WBHUM i CTA/IMU BUMipU TaKOXK MOCial0Th
BaXKJIUBE Miclie B cydyacHUX AocaipkeHHax. X. Wang et
al. (2022) peMOHCTPYIOTb MOMJHUBOCTI LUPPOBUX
HaBiraluilHuUx cucTeM [Jisl He3psA4YMX BijBifyBauiB;
K.Kasemsarn & F. Nickpour (2025) aHnasni3ymoTh
yYHiBepcaJibHUN JU3allH y MO€AHAHHI 3 LUPPOBUM
CTOpiTeJIHTOM $fIK CTpaTerilo po60TH 3 pi3HUMU
ayautopismy; L Drivas & E.Vraimaki (2025)

po3riAfalnTh Bebpecypcd Mysel0 SIK IPOJIOBXXEHH:
JlOCBigy BiABiAyBaHHSA y LMPPOBOMY CepefoBHLI.
[Ipo6siemaTHKy cTasnocTi po3kpuBaioThk D. Crippa et al.
(2025), axi TpakTyoOTh II K OAMH i3 6a30BUX KOAiB
Cy4yacHOTO BHUCTaBKOBOro Au3aiHy, a Takox C. Dalle
Nogare & M. Murzyn-Kupisz (2024), xotpi
NOB’s13y1I0Th LUGPOBi3allilo, CEPBICHICTb i ApPYKHICTb
[0 BiZBiyBaya 3 HOBHMHU KPHUTEPIAMU OLIHIOBAaHHA
My3eHHOI IHCTUTY LI

OTxe, oraaA JiTepaTypy 3acBifuye, O Cy4acHUN
BUCTAaBKOBUH JW3alH JOLIJBHO pO3YyMITH 4K
MDKJUCLUMIUIIHADHY CUCTeMY, V sKIil MpOCTOpOBi,
KOMYHIKaTUBHI, KOTHITUBHI, TeXHOJIOTi4YHi, coLliaJbHi
Ta eKOJIOTiYHi KOMIIOHEHTU QYHKLIOHYIOTh ¥ TiCHOMY
B3aeMO3B’s3Ky. CaMe Taka aHaJiTUYHA MOJle/b €
NPOAYKTUBHOW Uil MO6YA0BU eTami3amii eBoJIFOIil
JH3alHy BUCTaBKOBOTO NPOCTOPY Ta AJiA MOSCHEHHS
Horo cyyacHux TpaHcdopMarii.

MATEPIA/IU TA METOAU
OCHOBHHUM METOJOJIOTIYHUM  MiAXOZAOM  06paHO
CUCTeMHMM aHaJji3, SKUW [J03BOJIMB JOCAIUTU

BUCTABKOBUU MNPOCTIp He K HEUTpabHY OOOJIOHKY
JJIA  eKCIOHaTiB, a fAK CKJaJHUHA KOMILJIEKC
MPOCTOPOBHUX, KOMYHIKaTUBHHX, KOTHITUBHUX,
IUPPOBUX, IHKIH3UBHUX Ta €EKOJIOTIYHUX 3aco6iB
B3aeMo/ii, ixHi BHyTpimHi  B3aEMO3B’A3KH i
JYHKIIOHYBaHHSI B MeXaX €AWHOI IIiCHOI cCHCTEMH.
11 OCATHEHHS NOCTaBJIeHOl MeTH Ta 3a6e3MedyeHHs

JOCTOBIPHOCTI BUCHOBKIB OyJI0O  3aCTOCOBAaHO
KOMILJIEKC B3a€EMO/IOMOBHIOIOUHX MeTO/iB:
TEOPeTUYHOr0  aHa/lizy 1 CHHTe3y, ICTOPHUKO-
TUIIOJIOTIYHUH, NOPIBHSJIbHUH, CTPYKTYPHO-

dyHKIiOHaIBHUH Ta KYJIbTYPOJIOTIYHUH.

MeTopo0J10TisI OTPUMaHHS OCHOBHOTO HAyKOBOIO
pe3yJsibTaTy - y3arajJbHeHOl Iepiofu3anii eBoJIIOLil
JI13aliHy BUCTAaBKOBOI'O MPOCTOPY — I'PYHTYETLCS Ha
[OCJHIZJOBHOMY [JBOCTylleHeBOMy ajropuTmi. Ha
nepumoMy eTrami 3a JOINOMOTOK  aHaJiTUYHOTO
ONpallloBaHHs Ta KOHTEHT-aHaJli3y JKepesbHOI 6a3u
OyJI0 BUJIJIEHO KJIIOYOBI aHaJiTHYHI Mapkepu
eBOJIIOLii: THII ajZpecaTa eKCIO3UILil, XapakTep
nyO6JIivYHOCTI, AOMiHAaHTHA MOJeJib €KCIIOHYBaHHS,
JoTika Mo6YyJ0BU MNPOCTOPOBOTO MAapUIPYTy, pPOJb
iHTepnpeTalii, CTylmiHb TeXHOJIOTIYHOI Mejianili Ta
piBeHb y4yacTi BigBigyBaua. Ha pgpyromy ertamni i3
3aJlydyeHHAM ICTOPUKO-TUIIOJIOTIYHOTO Ta
MOPiBHAJIBHOTO METO/IB 3/iliCHEHO CUCTeMaTHu3allilo
Ta TCpynyBaHHA MaTepialy 3a XpPOHOJIOTIYHUMH
dazamy, 110 YMOXJIMBUJIO BUSIBJIEHHSA
3aKOHOMipHOCTeMN nepexony Biz 006’€EKTHO-
OpieHTOBaHOI AeMOHCTpauii A0 JIOAUHOLEHTPUYHUX
Ta uMPOBO-TIGPUAHUX MOJIesEeN.

MarepiasioMm [ss  JgociipkeHHs1 cTajqd  (axosi
ny6Jiikanii nmpucBsiyeHi mpo6JsieMaM icTtopil MyseiB i
BUCTAaBOK, KOTHITUBHOI'O 3a/IlydeHHS BIiJBiAyBauiB,
iMepcuBHUX MeJia, UPPOBOI AOCTYNHOCTI, iIHKJII03UB-
HOI'0 Ta CTaJIOro MPOEKTYBaHHS, a TAKOX pelpe3eHTa-
THUBHI ICTOPWUYHI Npali M KeWCH, L0 BUCBITJIKIOTH
paHHi GopMH KoJieKI[ioHyBaHHS (KabiHeTH pigkicHoC-

58 Art and Design Vol. 9, No. 3



Tel) 1 CTaHOBJIEHHS eKCHOo3uLiiHOTo Au3aiiHy XIX-
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PE3Y/IbTATU TA IX OBFrOBOPEHHA

XX CTOJITE. Biz6ip inpopmaniiHux  mKepen [lpoBeJeHUi aHaji3 JaB 3MOry BCTaHOBMTH, IO
SAIMCHIOBABCA - 32 KpuTEpLIiMH TEMATHUIHOL  jcropuyHi TpaHcpopMalii BHCTaBKOBOTO MPOCTOPY
PEe/IeBaHTHOCTI, ~ HayKoBOi ~ PENEH30BAHOCTI  TA  joninLHO omMMCYBAaTH He JMIe SIK 3MiHY CTHJIB

penpe3eHTaTUBHOCTI AJi1 OKpPEMHUX eTaliB eBOJIIOLLl.
HayKOMeTPUYHI
JaHUX Ta momykoBi maatrdopmu (Scopus, Web of
Science, Google Scholar) BukopucTOBYBaJuCHa [Jis
MOIIYKY /pkepes iHpopmalii, mpoBejeHHS UTATHOTO
aHaJli3y, AOCTyNy A0 apxiBiB BIJKPUTOro LOCTYyIy i3
NOIIYKOBUX

CnenjiasizoBaHi

3aCTOCYBaHHAM

MiKHapoHi

KJIFOYOBHX

CJIiB,

odopMJieHHs, THUMIB 06JIaJiIHAHHSA ab0 TEexXHOJIOTiH

6asM  excronyBaHHsA, a K NMOCAIAOBHY 3MiHY AOMiHAHTHOI

MoJiesli B3aEMOJII MiXK €KCHOHaToOM, MpPOCTOpPOM,
iHpopmaniero Ta  BigBiayBaueM. Ha  ocHOBI
BHU3HA4YE€HUX KpuTepiiB 3allpONIOHOBAHO

IEeCTUCTYIIEHEBY aHAJIITUYHY llepioAr3aLito eBOJIIOL ]
J[U3alHy BUCTAaBKOBOro npocropy (Ta6suns 1).

onepaTopiB Ta aJropuTMiB ¢inbTpanil KOHTEHTY, 110
BiZimoBilae mpodisibHUM iHTepecaM JOCiIPKeHHsI.

Ta6smnsa 1. ETanu eBoJironii fu3aliHY BUCTaBKOBOI'O IPOCTOPY Ta iXHi OCHOBHI XapaKTEPUCTUKH

ETan

XpoHoJioriyHi Mexi

K/11040Bi XapaKTepUCTHKH

[IpuBaTHO-
KOJIeKIiHHU M

XVI-XVII cT.

[lpyBaTHa JAeMOHCTpaLis KoJIeKLil; rpynyBaHHs mnpeaMeTiB, madu U
BiTpUHY, Bi3yasibHI JOMIHAaHTH, NMOELHAHHA CTAaTYCHOI Ta IMi3HAaBaJbHOI
bYHKLIH.

[ly61iuHO-My3eHHU I

Kineyp XVIII - nepuia
nosioBuHA XIX CT.

PosmupenHsa AocTyny [0 KOJIEKLiH; CTAaHOBJEHHA My3el AK Iy6JidHOI
KYJIbTYPHO-OCBITHBOI IHCTUTYL]; CACTeMaTU30BaHa oprasxisania
ekcro3uii; opMyBaHHA NOC/IIJOBHOCTI OrJIsAy, IPOCTOPOBOT0 30HYBAHHA
Ta MNOACHIOBaJIbHUX 3aco0iB; OpieHTalis Ha CHOPUMHATTA LIMPLIOIO
AYAUTOpIEL.

[npycTpianbHo-
MoAieBUM

CepenuHa XIX -
noyaTok XX CT.

Po3mupenHs1 MacmTaby BHCTAaBKOBOTO MNPOEKTYBAaHHS; IaBiJbHOHHA
opraisanis, TeMaTH4YHe 30HYBaHHs, BiAKpUTI ny6JsiyHi mHpoCcTOpYH;
oprasisalisg MaplpyTiB I MacOBHUX NOTOKIB; MOCHUJIEHHS KOMYHIKaTUBHOI,
penpe3eHTAaTHUBHOI Ta MoAieBoi GYHKIiH BUCTABKOBOI'O CEpeJOBHUINA.

[Tpodecionanizanis

[lepexin Bij JIokaNbHUX pillleHb 3 0POPMJIEHHS Ta PO3MillleHHSI eKCIIOHATIB
[0 KOMILJIEKCHOTO IpodeciHHOro MPOEKTYBAHHS; B3a€EMOJis MPOCTOPOBOI

BHCTaBKOBOTO XX cT. CTPYKTYpH, €KCHO3HWLiiHOro o6JsajHaHHA, OCBiTJeHHdA, rpadiky,
JU3alHy Tunorpadiky, TEKCTOBHUX MaTepiasiB i HaBiranii; yTBep/keHHsI CHCTEMHOT'0
niJIXoy Ta posuMpenHs npodeciiiHoi poJi gu3aiiHepa.
[lepeopieHTallis NPOEKTYBaHHA Ha Mpolec CIPUHHATTA Ta iHTepnpeTawuii
HapaTHBHo- Kitews XX - 104aToK 3MicTy Bi.ABi-AyBa‘-IEM,' Q).OI.)MyBaHHH CMMUCJIOBOI HOCJ'-Ii,ELOBH(-)"CTi, TPOCTOPOBHX
HopMHOnEeHTpHHMi | XXI CT. nepexoAiB i Map].l.[pyTl'B, ypaxyBaHHs yBaru, opieHTalii, nisHaBajbHOro
3aJydyeHHs Ta 3alaM’siTOBYBaHHS; 3pOCTaHHs poJii BiAgBigyBadya sK
AKTUBHOTI'0 YYaCHUKA iHTepnpeTalil eKcnosuii..
[udposnut, InTerpanis . ¢i3“‘{H9Ff) U uyudposoro Cepe/lOBHULL;  BUKOPUCTaHHA YR,
MYJIbTUMOAbHHUH, nudpoBUX IHTep(beI/ICIE, NpOCTOPOBOro ayAio, M061.J}bHI/IX i Be6pec¥pc1B;
HKHOSHBHMH i XXI cT. PO3LIMPEHHs B3aEMOAIT 32 Me>K1.<1)1314q1-101 eKCIOSHULT; ypaXyBaHHs pisHUX
P rpyn KOPUCTYBayiB i NPUHLHUIIB JOCTYNHOCTi; MOAYJbHICTb, MOBTOpPHE

BUKOPHUCTAHHA Ta BPaXyYBAaHHA YXUTTEBOI'O HUKJY BUCTABKOBUX pi].L[eHb.

Z[)l(epeno: CUCTEMATU30BAHO aBTOPAMH

Y HaykoBUX JKepeJsax ICHYIOTb Iepiofu3anil
okpeMux GopM BUCTABKOBOI AissibHOCTI. Tak, A. Smith
et al. (2025), aHanisywouu icTropiorpadito International
Expos, HaBoJATh 3amponoHoBaHuH J. Monclis mogin
Mi>KHapOJAHUX BHUCTAaBOK BIAINOBIAHO [0 XapaKTepy
iXHbOro MicTOOY/IiBHOIO BIJIMBY Ha iCTOPUYHMUH
nepion (1851-1929 pp.), mogepHuii (1930-1990 pp.)
Ta mocTMoJepHUi mnepiogu (micas 1990 p.). Taka
cxeMa He OXOIUIIOE paHHI KoJiekIiiHi ¢opmy,
My3elHUH BUCTAaBKOBUU JWM3alH, KOTHITUBHI acClleKTU
COPUUHATTA, LUPpPOBY MeAialilo, iHKJIIO3UBHICTb i
CTaJIiCTh.

Ha BiagMiHy Bif HAABHUX Y JIiTepaTypi JIOKaJbHUX
nepiofysaliii, 3apONOHOBAHA B LbOMY AOCJiPKEeHHI
LIECTUCTYNeHeBa MepioAusanid € pe3yJabTaToOM
aBTOpPCBbKOro cHHTe3y. BoHa oxomawe He aunie
nonieBi ¢opmatu XIX-XXI cT., a # eBoJOIilO
BHYTPILIHbO-IPOCTOPOBUX 3aC06iB €KCIIOHyBaHHA -

Bifi paHHIX MNpPUBAaTHUX KOJIEKLIM JO Cy4acHUX
qUPpOBUX Ta CTAJUX cCepefoBHIN. MeTomoJsoriyHO
Tabyvng mnoOyJ0BaHa Ha OCHOBI cucTeMaTH3alii
JoKepesbHOI 6a3u 3a KpUTepisiMU 3MiHU MoJei
B3a€EMO/ii MiX eKCIIOHaTOM, IPOCTOpOM, iHpopMalliero
Ta BiZBiAyBayeM.

BifAMiHHICTD 3aIpONOHOBAHOIO MiAXOAY MOJIATAE
y 3MiHi 06’eKkTa Ta KpuTepito nepioausanii. ¥ ueHTpi
a”aJidy mepebyBaE He OKpPeMHH THI BUCTABKOBOI
nofil, a eBOJIOLiA INPUHUUNIB IPOEKTYBAHHA
BUCTABKOBOro cepejoBuina. Ha nid ocHoBi 6yJio
BU3HAYeHO IIICTb  eTaliB, KOXeH i3  fAKux
XapaKTepU3yeTbCA crnenudiyHUM CHiBBiJHOLIEHHAM
MK QYHKIIEI0 €KCIOHATa, XapaKTepoM MyG6JIiYHOCTI,
IIPOCTOPOBOIO oprasisaniero, iHTepnpeTaui€ro,
TEeXHOJIOTIIMU Ta y4acTIO BiZBiyBaya.

B Tabauni 1 y3arajJbHeHO pesy/bTaTu
NOPIBHAJIBHOTO aHaJji3y JKepesJ 3a BHU3HAaY€HUMU
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BUlle napaMeTpaMu. Ha3Bu eTaniB i ix rpynyBaHHA
cbOpMyJIbOBAaHO Ha OCHOBi BHUSABJEHUX 3MiH Yy
NPUHLMIIAX OpraHisauil BUCTaBKOBOI'O CepesoBUILA.
[lpoaHasnizoBaHi BUIe /pKepesa He  MICTATH
3allpONIOHOBAHOI NepioAu3aLii B rOTOBOMY BUIJIALL, a
NiATBEPKYIOTh OKpeMi icTopuyHi nponecu Ta
XapaKTepUCTUKH, CHHTE30BaHi y MeXax BiANOBifjHUX
eTanis..

[lopiBHAHHA 1IeCTH eTamiB [03BOJIUJIO BHUABUTU
TpU B3AEMOIOB'SI3aHi  3akoHOMipHocTi. Ilepiia
[OJIATAE Yy TIOCTyNOBOMY 3MillleHHI IPOEKTHOIO
LIeHTPY BiJ eKcloHaTa [0 CUCTEMH B3a€EMOJIl 3
BigBigyBaueM. fkmo AnA  paHHIX  KOJIeKUid
BU3HAYaJbHUM 6ys0 3i6paHHsA Ta J€MOHCTPYBaHHSA
npeAMeTiB, TO B MOJaJbLIOMY JAefasji 6iJbIIOro
3HaYeHHA HabyBa/iu oprasisarnis pPyxy,
iHTepnpeTalis, KOTHITUBHe 3aJly4YeHHs, JOCTYIHICTb i
MOXJIHUBICTE BUGOPY CIIOCOGY B3aEMOIiI.

Jpyra 3aKkOHOMIpHICTb NOJIAATA€ Y HallapyBaHHI, a
He [OBHOMY BUTICHEHHI T©onepejHiX MoJeJen.
BiTpuHHa JeMoOHCTpalis, cucTeMaTU4YHe IPyNyBaHH4,
MapIUpyTHICTB, clieHorpadiyHicTh ab60 naBiIbUOHHUN
npuHuun, cdopMoBaHi Ha momepejHiX eTamax,
NPOJLOBXYIOTb BUKOPUCTOBYBAaTHUCA B Cy4aCHUX
EKCIIO3ULiAX. |HHOBaLiA NPOABIAETLCA He Y BiJMOBI
BiJ 1ux 3aco6iB, a y 3MiHi ixHbo1 QyHKILIT Ta crocob6iB
MOEJHAHHA.

TpeTss 3aKOHOMIpPHICTD - pO3LIWPEHHA MexX
camMoro oG6’€KTa MNPOEKTYBaHHs. Bixg mnpoekTyBaHHS
Micllsi pO3TallyBaHHS €KCHOHATiB BHUCTAaBKOBUU
JU3ailH TOCTYNOBO MepexXojUTb [0 opradisanil
I[IJIICHOT CUCTEeMH KOHTAKTIB, IKa OXOIJIIOE PisMIHUI
npoctip, iHopMaliiHi Ta HaBirauiiHi ejeMeHTH,
nudposi iHTepdericy, OHJIAaMH-KOMYHIKaljlo,
JOCTYIHICTD i XXUTTEBUU LUK KOHCTPYKLil. CaMme 1
3aKOHOMIPHOCTI, @ He OKpeMi CTUJICTUYHI 3MiHH,
SIBASIIOTh COO0I0 OCHOBHY TpPA€EKTOpil0 eBoOJIIOL]
JM3alHy BUCTAaBKOBOI'0 NIPOCTOPY.

Bia npuBaTHoOiI KoJsiekuii 50 ny6/1iyHOr0 My3elo.
AHani3z [xepes, NPUCBAYEHUX PAaHHbOMOJEPHOMY
KOJIEKLIIOHYBAaHHIO, [IOKa3ye, L0 MPUBATHI KOJIEKLil
LIbOT0 INepioZly BUKOHYBaJIM OJHOYACHO I1i3HaBaJIbHY,
penpe3eHTAaTUBHY Ta cTaTycHy ¢yHKLUii. Ha npukaazi
Museum Wormianum L. Tarp (2018) posrasapgae
koutekIlito XVII cT. y KOHTeKCTi 30MpaHHs i HaBYaHHS.
Bueni C. H. Rasmussen et al. (2022), mpocTexXyr4u
ICTOpil0 CKaHJWHABCbKUX MYy3€elB, TaKOX IOYUHAITH
ii ornsax 3 koposaiBcbkux Kunstkammer i panHix
Kosieklid. J. Freedman (2021), aHasnisyroun MOTHUBU
KOJIEKLIIOHYBaHHH, I[I0Ka3y€ ICTOPUYHY MIHJIUBICTD
LiJell, 3 AKUMU CTBOPIOBaJINCA 3i6paHHS.

Ha ocHoOBI 3icTaB/ieHHS LIMX MOJIOXKEHb BMUJiJIEHO
NpUBaTHO-KOJNEKLiNHUN eTarl. BusHaueHHs
«IPUBAaTHUU» y  LbOMY pa3i  XapaKTepHusye
HacaMmIlepes, pPEXUM JOCTymy: 3i6paHHs 1ie He
byHKIiOHyE K 3araJbHOJOCTYIIHa  My3eHHa
iHcTuTyLisa. /loMiHAHTHOIO € mNpeAMeTOLEeHTPUYHA
MoOJieJb, y AKiN CTPYKTypa IpOCTOPY
HNiANOPALAKOBYETbCA HAKONHWYEHHIO, FPYIYBaHHIO Ta
JleMOHCTpalii peueil.

[lepexin no0 mny6saiuHO-My3eiiHOI Mogeni 6yB
NOB’I3aHUN He Jnlle 3i 3MiHOI IHCTUTYLiHHOTO
CTaTyCy KOJIEKIi}, a ¥ i3 NOCTyNOBUM PO3IIHPEHHAM
JIOCTYIly 10 HUX Ta (QOpPMyBaHHSAM My3€l0 sIK IMy6-
JIIYHOI KyJIbTYpHO-OCBiTHBOI iHCcTUTYLil (Rasmussen
et al, 2022). PoswupeHHs cycninbHUX QYHKILIN
My3el CyIpOBOJXyBaJjocsa TpaHchopMallissMu Horo
NpPOCTOPOBOi opradizanii Ta cmoco6iB B3aemoAil 3
BiaBigyBauamu (Heo & Lee, 2025). 3icTaBieHHs nux
npoueciB  Aajo MiACTaBM BU3HAYUTH OJHY 3
KJIIOYOBUX O3HAK MyOJiYHO-My3€HHOr0  eTamny:
nepexif Bix opranizanii npuBaTHoro 3ibpaHHsS [0
IPOCTOPOBO BIOPsIZIKOBaHOI eKCrno3uuii,
po3paxoBaHOI Ha CIPUHAHATTSA MIMUPILOI0 ayAUTOPIEL0.

Jna my6yiyHO-My3€eHHOro eTany XapaKTepHUM
CTa€ CUCTeMaTU30BaHUM MiAxiJ A0 opradisauii
eKCIo3uLii: BNIOpsAKyBaHHS KoJIeKIiH, popMyBaHHS
NOCJIiJOBHOCTI OrJfAly, NPOCTOPOBE 30HYBAaHHS Ta

BUKOPUCTAHHSA MOSICHIOBaJIbHUX 3aco6iB,
OpPIEHTOBAHUX Ha  3po3yMiJie  INpeACTaBJEHHA
MaTepiany ayautopii. TakuM 4YHMHOM, KpUTEpPIEM
pO3MeXXyBaHHS NpHUBATHO-KOJEKLiHHOTO Ta

nyOJIiYHO-My3eHHOTO eTaliB € He JiMIle 3MiHa
XapaKTepy AOCTyMy [0 3i6paHHsA, a ¥ mepeopieHTanis

NPUHLMIIB KOro NpOCTOPOBOI oOpradisanii Ha
noTpebu  BiABigyBada. Ekcmosulis  mocTymoBo
nepectae OyTH JMlIIe CIOCOOOM  JieMOHCTparil
KoJsIeKI[ii Ta HabyBae OYHKIIi CTPYKTypOBaHOTrO

npejcTaBJeHHs U iHTepnpeTalii ii 3micTy.
IHAycTpiaibHO-NIOi€EBUMA eTam: BiJ MOKa3sy A0
cepejoBullla MacoBoi mogii. HactynHuii ertan
eBOJIIOLii BUCTAaBKOBOTO NPOCTOPY IMOB’sI3aHUHN i3
PO3BUTKOM MiXXHAapOJLHHUX NPOMHUCAOBUX i BCECBITHIX
BucTaBOK XIX - moyatky XX crosiTTs. BoHM Habymu
3HaueHHS MaclITabHUX NyO6JIYHUX NOAIH, y Mexax
AKUX JEeMOHCTpaljif TexXHOJIOTIYHUX [JOCATHEeHb |
MIPOMMUCJIOBOL NPOAYKLIT NO€EHYBajIacs 3
HalliOHAJIbHOK pelpe3eHTali€ln, KOMYHIKali€w Ta
TpaHcopmaliero MicbKoro cepenoBuina (Smith et al,
2025). IlpoctopoBa opraHisanis TaKHX BHCTaBOK
OXOIlJIIOBaJIa He JIMIIe OKpeMi eKcHo3ulii, a #u
NMaBiIbUOHHI ~ KOMILJIEKCH, BIiKpUTI TI'poMajchbKi
NPOCTOPHU Ta CUCTEMY IepeMillleHHs 3HaUHUX [TOTOKIB
BiaBigyBauiB (Monclis & Diez-Medina, 2025)
BozsHoyac poO3BUTOK BHUCTaBKOBOI'O IpeJCTaBJIEHHS
HayKM W  TEeXHOJIOTIH  NOCUJIIOBAaB  3HA4Ye€HHA
NPOCTOPOBUX 3ac06iB K CKJaJoBOi (opMyBaHHSA
3MicTy Ta cnoco6y ioro cnpuiiHATTA (Fleming, 2021).
KommiekcHUH po3rJisi[, 3a3HaueHUX MpoleciB
JI03BOJIMB  BHUOKPEMUTH IHAycCTpiajbHO-NOAiEBUM
eTan, AJ SKOr0 XapaKTepHHUM CTa€E pO3LIMPEHHS
CaMOT0 MacmTaby BHCTABKOBOI'O IPOEKTYBAHHS.
[IpefMeTHUI NOKA3 nepecTae 6yTH €AUHUM I[EHTPOM

opraniszanil cepefoBulla: Mnopfaf i3 HUM Jejaui
OiblIioro  3HaueHHs  HabyBawTb  apXxiTekTypa
NaBiJbHOHIB, TeMaTH4YHe 30HYyBaHHS, OpraHisaris

MapIlUpyTiB i NOTOKIB, BiAKpUTI my6.1iuHi npocTopH Ta
3aco6u BidyasbHOI KOMYHiKamjii.

TakuM 4YHWHOM, KpUTEpiEM IMepexoay A0 LbOTO
eTany € 3MilleHHA BiJ, JIOKaJIbHOI opraHisalil nokasy
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OKpeMUX O06’eKTiB [0 TPOEKTYBaHHS LijJicHOTO
cepeloBUIIQ, pO3paxoBaHOro Ha Macose
BiZIBiZlyBaHHA Ta KOMIJIEKCHE Npe/CTaBJIeHHA 3MICTy.
BucTtaBKOBUI NpOCTIp NOYMHAE BUKOHYBATH He JIMIIe
JIeMOHCTpaLiliHy, a ¥ KOMYHIKaTHUBHY, pelnpe3eHTa-
THUBHY Ta NOAIEBY QYHKILiI, 110 CTBOPIOE NEpEeaYMOBHU
A nojajibiioro  GOpMyBaHHS ~ BHUCTaBKOBOTO
JAU3aiHy SIK CAaMOCTIMHOI NIPOEKTHOI JisI/IbHOCTI.
IIpodecionanizanisa BUCTABKOBOro Au3aiiHy y
XX crouiTTi. ¥ XX cTos1iTTi BiAGYyBa€EThCSA MOCTYNOBUHN
nepexifi BiJi JloKaJbHUX pilieHb 3 0OpPMJIEHHS Ta

pO3MillleHHS eKCIIOHaTiB bi o) KOMIIJIEKCHOTO
npodeciiiHoro HPOEKTYBAHHS BUCTaBKOBOTO
cepenoBuma. Oco6JuBO BHpa3HO Iel mpoiec

NPOCTEXYETbCA Yy My3eWHiN mpaktuni micasa Jipyroi
CBiTOBOI BiliHM, KOJIM BUCTaBKOBHUM AM3aMH MOYUHAE
dopmyBaTHCcss K oKpeMma cdepa npodeciiiHol
JisJIBHOCTI, a poJb Ju3aliHepa Yy CTBOpEHHI
ekcno3ulii HabyBae 6Gisbiioi camocTtiiiHocTi (Wintle,
2022). Po3BUTOK BHUCTABKOBUX HPAaKTUK HayKu U
TexHIKM y XX CTOJITTI TaKOX 3acCBifjuye MOCUJIEHHS
3HA4YeHHs MNpocTopoBoi opraHisanii sk 3acoby
npejCcTaBJeHHA Ta iHTepnperauii 3MicTy, a He JiMlle
disuuHoro posmiuenHsa ekcnoHatiB (Fleming, 2021).
Y pesyJsbTaTi eKCo3ULiMHUN NpocTip Aefani MeHIIe
COpUMMaEeThCs SIK HEUTpaJibHe TJ0 i Aefai 6inbiue -

SIK aKTHUBHUM KOMIIOHEHT (GOpPMyBaHHS 3MiCTy
BHUCTaBKH.

Ananis HaBeJleHUX TeHJeHIil J03BOJISIE
BU3HAYUTU OJHIEI0 3 KJKWYOBUX O3HAK eTany

npodecioHanizanii posumMpeHHs caMoro IpeaMeTa
MIPOEKTHOI AifA/IbHOCTI. fIKIO Ha momepejHiX eTamax
OCHOBHA yBara 3ocepe/pKyBaJjacs Ha JAeMOHCTpalil Ta
BIOPAJAKYBaHHI €KCIIOHATIB, TO Telep NPOEKTYBAaHHS
OXOIJIIOE  B3AEMOJiI0  IPOCTOPOBOI  CTPYKTYPH,
eKCIO3ULiHHOT0 00JIalHAHHS, OCBiTJIeHHs, Ipadiky,
Tunorpadiky, TEKCTOBUX MaTepianiB i 3acob6iB
opienTauii. Kommosunifini npuiiomu ¥© 3acobu
dopMyBaHHS BHYTPILIHbOTO BUCTABKOBOT'O IIPOCTOPY
PO3TJISAIAIOTECA SIK B3Aa€EMOIOB’SI3aHi ejleMeHTH, Bif
y3roJXKEHOCTI AKX 3aJIeKUTh IiJIiICHICTh CHPUHHATTS
ekcrno3uii (Abyzov & Sidorova, 2020). TakuM YHHOM,
BUCTAaBKOBUH NPOCTip MOCTYNOBO NepeTBOPIETHCA i3
CYKYIHOCTI OKpeMo 0$opMJIeHUX 06'€KTIB Ha LiJIicHY
MPOEKTHY CUCTEMY.

[Ipodecionanizanis 3MiHIOE TakoX XapaKTep
po6OTH HaJ, BUCTABKOK. YCKJIaJIHEHHS MPOCTOPOBHUX,
rpadiuHux, iHpopMaliiHUX i TEXHIYHHX CKJIaJJOBUX
notpebye y3ro/KeHHsI pi3HUX piBHIB MPOEKTy Ta
yyacti ¢axiBuiB pizHoro mnpodinto. 3a Takux yMOB
JU3alHep Mpaloe BXKe He julie 3 GOPMO OKPEMOTO
cTeH/J|a abo coco60M po3TallyBaHHS €KCIIOHATa, a 3
LIJICHOIO  CTPYKTYpOK  CIOPUHHATTA:  BU3HA4Ya€
MPOCTOPOBI aKIeHTH, CHiBBiHOLIEHHSI OKPEMUX 30H,
MOCJiIOBHICTh NMoAaHHA iHdopMalii Ta B3aeMOJilo
BidyaJIJbHUX KOMIIOHEHTIB ekcno3uyii. Came Tomy
npodecioHasizanio JOLiJBHO PO3TJAS/aTH He TPOCTO
K MNOsIBYy HOBHUX TeXHIYHUX 3aco6iB, a AK 3MiHy
NPUHLIMIIY Opradisauii NpPOEKTHOro mpoLecy - Bif
BUpilleHHSI OKpeMHUX 0QOpMJIIOBAJbHUX 3aBJaHb [0

KoOopAuHaIiii B3aEMOIIOB’ A3aHUX KOMIIOHEHTIB
BHUCTAaBKOBOTO CepeI0OBUIIIA.

BaJIMBUM HacJaiIKOM IbOTrO nepexoay crtaJjio

NepeoCMUCJIEeHH  poJii  caMOro  MPOCTOPOBOTrO
pilleHHA. Y BHUCTAaBKOBUX IpaKTUKaXx XX CTOJITTH
BOHO  Jejaji  aKkTUBHille 6Gepe  y4acTb Yy
CTPYKTypyBaHHi iHpopMariii Ta BU3Ha4YeHHi criocoby ii
COPUUHATTA (Fleming, 2021). [IpocTopoBa
KOMIO3Ullisl, OCBiT/IeHHsl, rpadiuni esnemeHTH Ta
eKcno3uliiiHe 06s1aHaHHA [IOYHMHAIOTh

¢dyHKIioHyBaTH He i30/1bOBAHO, @ B MeXax CHiJbHOI
CACTEeMHM Bi3yaJlbHOI Ta INPOCTOPOBOI OpraHisauii
(Abyzov & Sidorova, 2020). Ha ocHOBIi mporo MoxHa
BU3HAUUTH lLlle OAHY XapaKTepHY PUCY eTally: OKpeMe
NPOEKTHE pillleHHS OLiHIOETHCS BXKe He JIMlIe 32 Horo
BJACHUMHU (QyHKIiOHAJbHUMHU ab0 eCcTeTUYHHUMHU
XapaKTepUCTHUKaMM, a H 3a TUM, fIKY pPOJib BOHO
BUKOHYE y 3arajlbHiil CTpYKTYpi eKCno3uil.

OTxe, KpUTepieM BUOKpEMJIEHHS eTamny
npodecioHanizanii € mnepexii BiA HepeBa)KHO
npejMeTHO-0$OPMJII0BAJIBHOIO nigxony J0
CUCTEMHOTO NPOEKTYBaHHA BUCTaBKOBOT'O
cepefloBUIA. BilacHe ysarajbHeHHA NpPOBeJEHOro
a”aJidy moJiAra€ B TOMy, 1[0 caMeé Ha LbOMY eTali
GOpMyETbCA NPUHLUMI  CTPYKTYPHOI  IiJIiICHOCTI:
MPOCTip, eKCIIOHATH, 06JIaHaHHS, CBITJI0, TpadiyHi Ta
iHpopmaLiiiHi 3ac06M MOYUHAKTHL PO3IAAATUCH SIK
B3a€EMO3aJIeX)KHI  CKJIaZ0OBI  OJAHOTO  IPOEKTHOTO
pilneHHd. lle cTBOpw/IO MiAIPYHTA [/ MOAAJbIIOL
IepeopieHTalil BUCTAaBKOBOTO JAW3alHY Ha MpOLEC
COpUUHATTA Ta JOCBiJ BifgBigyBaya, OCKiJIbKHU
cbopMoBaHa y XX CTOJITTi ccTeMHa JioTiKa J03BOJIU-
Jla HajaJji panoBaTy He JIMlIe 3 OKpeMHUMHU eJleMeH-
TaMHU eKCNo3uljii, a ¥ i3 MaplIpyTOM, MOCIiLOBHICTIO
B3a€EMO/ii Ta CLleHapieM CIPUUHATTS B LiJIOMY.

HapaTuBHMH i JIOAUHOLEHTPUYHHUI NOBOPOT.
Hanpukinni XX - Ha mnoyatky XXI crositra y
BUCTAaBKOBOMY JAM3aliHi MOCUJIIOETHCA yBara /o TOrO,
K NPOCTOPOBa OpraHisallisf eKCno3Wlil BIJIMBA€E Ha
COPUUHATTS, Opi€HTALil0 Ta NMi3HaBaJIbHy aKTUBHICTb
BigBigyBaua. B3aeMHa BHUAUMICTb eKCHOHATIB i
XapaKTep IXHbOIO IPOCTOPOBOTO  PO3MilleHHA
MOXYTb BIIMBAaTH Ha PO3MOJIJ yBaru Ta nojaJjblie
posnisHaBaHHA no6adeHoro (Krukar & Dalton, 2020).
OpraHizanisa exkcnosuliiiHOro MaTepiaJy TaKOX
3/jaTHa NiATPUMYBaTU BCTAHOBJIEHHA 3MiCTOBUX
3B’I3KIB MiXK 00’€KTaMM Ta CHPUSATH HABYAHHIO B
My3seiiHoMy cepegoBuli (Jee & Anggoro, 2021).
BopHovac [pocaigkeHHs Bi3yaJlbHOTO CIOPUUHATTA
3aCBiJAYyOTb HEPIBHOMIpDHICTb pO3NOAiJNYy yBaru Iij
yac orJsZy TBOpiB, 110 MiAKpecar€e HeoOXigHICTb
ypaxyBaHHSl KOTHITUBHHUX 0COGJIMBOCTeH BiABifyBaya
mif; yac npoektyBaHHA ekcno3uuii (De Winter et al,
2022).

Y3arasbHeHHA HaBeJleHUX pe3yJIbTaTiB
JOCHipKeHHSl Ja€ MiACcTaBU BU3HAYUTHU HACTYNHY
CYTTEBY 3MiHY B €BOJIIOLII BACTABKOBOI'O IIPOCTOPY —
MOCTYIOBe 3MillleHHA [POEKTHOTO aKLEeHTy 3
oprasisanii €KCIOo3uIlil K CaMOJ0CTaTHbOI
[IPOCTOPOBOI CHCTEMM Ha oOpraHisaliro npouecy il
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COpUMHATTA BijgBigyBadeM. [IpocTopoBe pilieHHs B
TaKOMy pasi BHUKOHye He JIMIIe KOMIO3UILiHHY
dYyHKIIIO, a BILJIMBAE Ha MOCJ/iJOBHICTD
O3HaHWOMJIEHHS 3 MaTepiaJioMm, XapakTep
BCTAHOBJIEHHsS] CMUCJIOBUX 3B’fI3KiB, pO3MOJiJ yBaru
Ta MOXJ/IMBI cloco6H iHTepHupeTarii npeacTaBJeHOTO
3MicTy.

OfHi€0 3 XapaKTepHUX O3HAaK LbOr0O eTaly CTa€E
HapaTUBHa Oprasisalisf BUCTaBKOBOIO CepejoBMIIA.
[lix HAapaTUBHICTIO B bOMY JOCJi2KEHHI pO3yMi€ThCA
He 060B’AA3KOBO NOOyJ0Ba JiHIKHOTO CIOXeETy, a

LijlecnpssMoBaHe dbopMyBaHHS MOCJIIJOBHOCTI
CMUCJIOBUX AaKIEHTIB, IPOCTOPOBUX IepeXojiB i
B33a€EMO3B’A3KiB MiXK OKpeMHUMHU YaCTHHaMH

ekcno3uuii. [IpocTip y Takili Mozeni Gepe y4yacTb y
CTPYKTYpYyBaHHI 3MICTy: po3TalllyBaHHS 00’€KTiB,
CIIBBi/HOILIEHHS TEMAaTUYHHUX 30H, Bi3ya/IbHI aKLleHTH
Ta MOCJIiJOBHICTb iX CIPUHWHATTA CTBOPIOIOTH YMOBH
JUJIS TIOCTYTIOBOTO PO3KPUTTHA TEMU BUCTABKH.

BogHodac mMapmipyT HabyBae 3Ha4eHHs He JIMILE
3aco0y mepeMillleHHsI MiX eKCIIOHaTaMH, a OJHOro 3
iHCcTpyMeHTiB  oprawmisanii  cnpuitnarta.  Horo
CTPYKTypa MOKe BU3HA4YaTU NOC/iJOBHICTb KOHTAKTY
3 iHdopmalielo, cTBoprOBaTU 3MiCTOBI mepexony,
KOHIIEHTPYBaTH yBary Ha OKpeMHX 00’€KTax abo,
HaBIIaKY, HaJaBaTH BiJBiAyBayeBI MOXJIMUBICTb
camocTiiHoro Bu60py TpaekTopil orasgy. Takum
YUHOM, Y LIeHTpi IpPOEKTHOI yBaru IOCTYIOBO
ONMHSETbCS He TiIbBKU eKclmoHaT 1 cmoci6 #oro
NpejCTaBJIeHHs, a B3aEMOJid JIIOAUHU 3 YCIEW
CUCTEMOI0 BUCTABKOBOI'O CepelOBHUILA.

OTxXe, KpUTepiEM BHOKpeMJIEHHS HapaTUBHO-
JIIOAVHOLEHTPUYHOIO  eTaly € TIepeopieHTaulida
BUCTABKOBOIO JM3allHy Ha NpoLec COpPUNHATTA Ta
iHTepnperanii 3micty BigBimyBaueMm. IIpoBepeHu
aHaJi3 [03B0JII€ BU3HAYUTHU XapaKTepHY JJif LbOTO
eTaly 3aKOHOMIPHICTb: AKiCTb NPOCTOPOBOIO pillleH-
HA fAefaji 6ijblle 3a/IeXKUTh BiJ, TOTO, HACKiJIbKH
BOHO NiITPUMYE 3P03yMisly NOCAIJOBHICTb CIPUUHSAT-
T, Opi€HTaLilo, [li3HAaBa/IbHe 3aJlyYeHHA Ta MOMJIH-
BicTb popMyBaHHS BJIACHUX CMUCJIOBHUX 3B’'S3KiB. Y
TaKUM croci6 BiABilyBad MOCTYIOBO MEPEXOJUTDH BiJl
poJii mepeBaXHO CIlOCTepiraya [0 aKTUBHOTO
y4aCHHUKa MpolLecy iHTeprpeTanii eKCro3uLii.

IHuppoBi Ta  MyaAbTHMOJAJbHI  Moaesi
XXI croaitTst. ¥ XXI crosiTTi nuépoBi TexHoJOTI
CTAalOTb IIOBHOLIIHHOK CKJIQZJOBOIO BHCTaBKOBOIO
cepeioBHUIIA i lefasi Gisbllle BIVIMBAIOTH HE JIMIIE HA
cnoci6 mogaHHsA iHdopmalii, a W Ha XapakTep
B3aeMO/|i BiZBiyBaya 3 ekcno3ulierw. Bukoprucranusa
VR y MysellHOMy cepejoBHULIi BiAKpUBa€E HOBI
MOXJIMBOCTI JJ1 IHTepIpeTauil 3MicTy, BOJHOYacC
BUCYBalOYU BUMOTH [0 JOPEYHOCTI, 3p0O3yMIJIOCTI Ta
iHTerpauii TexHoJOrii y 3arajbHy KOHIEMNLil0
BuctaBku (Shehade & Stylianou-Lambert, 2020).
IMepcuBHI TexHOJIOTI] MOXYThb BIJIMBAaTH Ha 3a/j0BO-
JIEHICTb  BiABiAyBadiB 1 IXHIO TOTOBHICTb [0
noJasablioi B3aeMOAil 3 My3eHHUM cepelOBHUILEM,
OJJHAK pe3y/JbTaT 3aJleXKUTb He  JiMlle  Bij
TexXHOJIOTiYHOI HOBWU3HU, a ¥ BiJ| sIKOCTi opraxizarii

camoro gocBiny (Liu & Sutunyarak, 2024). Po3BuTok
nudpoBux €KCIO3ULIMHUX NpPaKTUK TaKOX
JEeMOHCTPYE TEHJEHIil0 0 NOEAHAHHA iIMEPCUBHOCTI,
MyJIbTUCEHCOPHOCTI Ta JOCTYNHOCTI B MexXax
€JMHOTO cepefoBUIla B3aeMo/ii (Anastasovitis et al,
2024).

[lndpoa TpaHncdopMalliss BUCTABKOBOTO MPOCTO-
Py He 06MeXY€eThbCsl Bi3yaJbHUMH TEXHOJIOTisIMU 260
VR. IlpocropoBi ayaiorify MOXyTb BIIJIMBAaTH Ha
3acBoeHHsA iHdopmauii Ta xapakTep opieHTaUii B
€KCIO3ULiI, U0 3acBiA4Yy€E 3pOCTAaHHA pOJIi ayAiajb-
HOTO KaHaJly fIK CaMOCTilfHOTO 3aco0y NMPOEKTYBAaHHSA

JocBiny  BigBimyBaua (Glaser et al, 2025).
[HTEepakTUBHI TeXHOJIOTii aenaJi yacTiie
pPO3pPO6IAITHCA i3 3a/Iy4YeHHSAM NPUHIUIIB
CHIBINPOEKTYBAaHHS, 1[0 [I03BOJIAE BpaxOBYyBaTHU

noTpe6u Ta creHapii MOBeAiHKH pIi3HUX TIpyn
KOPUCTYBauiB Ille Ha eTami CTBOpPeHHSA LUPPOBUX
piieHs (Paananen, 2024). IlapanenbHo uudpose
cepe/loBHIEe My3el0 MOUIMPIETHCA 3a Mexi pisuyHol
eKCro3uLii: Bebpecypcd CTalOTb OKPEMOKI TOYKOIO
KOHTAKTYy 3 iHCTUTYLi€I0 Ta NOTPe6YIOTh YpaxyBaHHS
JOCTYIHOCTI, 3pY4YHOCTI KOPHUCTYBaHHA 1 fAKOCTI
nudposoi B3aemozii (Drivas & Vraimaki, 2025).

Ananiz HaBeJleHUX TeHJeHI[il J03BOJIUB
BU3HAYUTHU XapaKTepHy [Jifl Cy4aCHOTO eTany 3MiHy:
nudpoBi 3acobu mepecTardTb PYHKIIOHYBATH JHLIE
SIK I0JaTKOBUH iHpopManmiiHMH a60 BUAOBUIHUHN
KOMIIOHEHT |1 BKJ/IIOYAIOTbCA y 3arajbHy CTPYKTypy
BHCTaBKOBOTO CEePe/IOBMILA. IXHA POJIb MPOABAAETHCH
y  pO3lIMpeHHi croco6iB [OJAaHHA 3MicTy,
MOXKJIMBOCTeH HagBirarii, rnepcoHasisanil Ta
3a/lyyeHHs BiABigyBauya. TakUM 4YHMHOM, B3a€EMOJIA 3
€KCIIO3UIiEX0 nepadti yacrile Bi1O6yBa€ThCA
oAHOYacHO 4epe3 ¢i3WuHi, BisyasbHi, ayAiajbHi Ta
nudpoBi KaHaAJH.

OnHi€el0 3 BUSBJEHUX 3aKOHOMiIpHOCTEH LbOro
eTany € pPO3LUMPEHHS MPOCTOPOBHUX i YaCOBUX MeEX
BUCTAaBKOBOTO cepefoBUIlla. KOHTaKT i3 BHUCTaBKOMO
MOXe TOYMHATHCA 1je [0 0Oe3nocepesHbOro
BiABilyBaHHA - yepe3 BebcailT, uudpoBy iHpopMaLito
PO €eKCHO03MILil0, OHJIAaHH-KBUTOK abo IMOIepeaHE
03HalloMJIeHHs 3 MapupyToM. [1if yac nepe6yBaHHA ¥
BUCTAaBKOBOMY IIPOCTOPI L B3aEMOJIAl JONTOBHIOETHCA
MO06iIbHUMU iHTepdelcamy, MdPOBOI HaBirauiero,
aypiorizamu, iHTEpakKTHUBHUMH MOJy/asiMH  abo
iMepcBHUMH 3aco6aMu, a Mic/s BiJBiyBaHHS MOXe
NPOJOBXKYBaTUCS Yepe3 JAUCTAHLiMHUNA JOCTyN [0
MaTepia/iB Ta LMPPOBUX pecypciB My3er. YHaCIiI0K
LbOro MeXi BHCTAaBKOBOI'O CepeJlOBUINA BXe He
30iraloThbCs BUKJIIOYHO 3 MeXaMU KOHKPETHOI 3a/u
a6o 6yxiBJIi.

[l NpOEKTYBaHHSA 1Lie O3HA4ya€ 3MiHy caMoro
06’eKTa JU3aliHEPCHKOI JislJIbHOCTI. WeTbcst Bxke He
JiMIlle Tpo opradHisanito ¢isuyHoro mnpoctopy Ta
poO3TallyBaHHS €KCIIOHATIB, a PO y3roJpKeHHH Pi3HUX
TOYOK i KaHaJsiB B3aeMogii 3 BiaBigyBauyeM. [IpocTo-
poBa CTpPYKTypa, HaBiraiis, nudpoBi iHTepdeiicH,
ayJiioBidyaJlbHUA KOHTEHT 1 JAUCTaHLiWHI cepBicu
MaloTh QYHKIIOHYBAaTH SIK B3aEMOIOB’SI3aHi KOMIIO-
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HEeHTH, a He K CaMOCTiMHi JONOBHEHHS JO €eKCIOo-
3unii. CaMe ixXHS y3rOJKeHIiCTb BHM3HA4ya€ LiJIiCHICTb
CIIPUMHSATTS Cy4aCHOTO BUCTABKOBOTO CepeJlOBHILA.
OTxKe, KpUTepieM BHUOKpeMJIEHHS1 IudpOBO-
ribpuHOrO eTamny € He caMa I0sIBa HOBHUX TEXHOJIOTIH,
a IX iHTerpayigs y NOpOCTOPOBY Ta KOMYHIKaTHBHY
CTPYKTYpYy eKcrno3unili ¥ oJHo4YacHe pO3IIUpEeHHS
B3aeMofii 3a Mexi Qi3uYHOro BUCTABKOBOTrO
npoctopy. [I[poBefenril aHa/i3 103BOJISIE BUSHAYUTHU
e OJIHYy 3aKOHOMIipHICTh eBoJioLil: 06’€eKTOM
BUCTAaBKOBOTO IIPOEKTYBAaHHA IIOCTYNIOBO CTAa€E He
OKpeMHUU mpocTip, a IjiJlicHa cucTeMa B3aEMO/i, 1110
OXOILJIIOE Pi3Hi KaHa/u, PopMaTH Ta eTalu KOHTAKTY
3 BiABigyBaueM. BignoBiiHO TexHoJIOriYyHa HOBH3HA
caMa mo cobi He MOXe PO3IJIAJATHCA K MOKAa3HUK
SIKOCTi; BU3HA4YaJIbHUM CTa€ Te, HACKiIJIbKU LUPPOBI
pilleHHA NiATPUMYIOTb 3MICT €KCIO3ullii, BiAnoBiAa-
I0Th MOTpeb6aM KOPUCTYBayiB i Y3roKynTbCcsa 3
[HIIMMU KOMIIOHEHTaMH BUCTAaBKOBOI'O Cepe/0BHUILA.
IHK/II03MBHICTh i cTajicTh AK HOBa HOpMa
NPOEKTYBaHHA. Y Cy4aCHOMY BUCTaBKOBOMY AU3aKHI
JOCTYIHICTh JeJasi 4YacTille po3rJfafacTbCd He fK

JI0JJaTKOBa ajanrarjis BIXKe chopmMoBaHOTO
cepe/ioBHIA, a K OJHA 3 BHUXIJIHUX YMOB HOro
MPOEKTYBAaHHS. Po3po6sieHHst iHTEepaKTUBHUX

My3eWHUX KapT JAJs He3psuuX BiiBilyBauiB 3acBiguye
HeoOXiZHICTb cneljaspHOi opraHizauii mpocTtopoBoi
indopmauii Ta HaBiramii 3 ypaxyBaHHSIM pi3HHUX
cnoco6iB ii cnpuiiHaTTa (Wang et al., 2022). BogHovac
NOEJHAHHA TPUHIMUIIB YyHIBEpCAJbHOrO0 [JU3alHY
HaBYaHHSA 3 UMPPOBUMU 3acob6aMM IMOJAHHS 3MICTy
pPO3IIUPIOE  MOXJIMBOCTI  aganTauii ~ My3eiHoi
KoMyHikanii g0 moTpe6  pi3HUX  BikoBuUX i
KopucTyBalbkux rpyn (Kasemsarn & Nickpour, 2025).
lle cBifYMTH NpO MOCTYyNOBe IepeHeCceHHS NUTaHb
JOCTYIIHOCTI 3 piBHA OKpeMUX JAOINOMDKXHHUX pillleHb
Ha piBeHb  3arajJbHOl  CTPYKTYpU  B3a€EMOJIl
BiZIBiZlyBaya 3 eKCIIO3ULi€L0.

Y TakoMy nifixoAi iHK/JIIO3UBHICTb CTOCYETbCSA He
guiie ¢isuyHOI JocTynHocTi mpuminieHHs. BoHa
OXOILJIIOE CIIOCOOM OpieHTalii y mpocTopi, moJaHHs
TeKCTOBOI, Bi3yasbHOI Ta ayziaabHOl iHdopMalrii,
JOCTYIHICTb LMOPOBUX iHTepPEHCiB, MOMXKJIUBICTH
KOPUCTYBaHHA €KCIIO3ULIEI0 JIIOAbMU 3 pI3SHUMU
CEHCOPHUMUY, KOTHITUBHUMU Ta BiKOBUMHU
ocobsuBocTsIMU. OTXKe, TMPOEKTHe pillleHHS Ma€
OI[iHIOBATUCS He JiMIe 3a HWOro QpyHKIiOHaJbHICTIO
a6o Bi3yasibHOIO BUPA3HICTIO, @ 1 32 THUM, HACKiJIbKU
LIMPOKUH CHEKTP KOPHUCTYyBayiB MoO)Ke MOBHOLHHO
B3a€EMO/IATH 3 BUCTAaBKOBUM CepesOBULIEM.

[TapanesbHO 3 LMM TOCUJIIETbCHI 3HA4YeHHS
€KOJIOTIYHOTO aCleKTy BUCTAaBKOBOTO NMPOEKTYBAHHS.
Y nmocnifpkeHHSIX Cy4aCHOrO BUCTAaBKOBOTO JU3alHY
CTasiCTh NMOB’A3YETHCA 3 MEPEOCMUCTEHHSM He Julle
BUOOpPY MaTepiajiiB, a ¥ YCbOTO >XUTTEBOr0 LUKJIY
BUCTAaBKOBOTO pillleHHA - BiJj NPOEKTYBaHHA |
BUPOOHUIITBA JI0 MOHTAXYy, JIEMOHTaXy, TOBTOPHOI'0
BUKOPUCTAHHA Ta MOJAJbLIOl yTUJi3auii eseMeHTIB
ekcnosuuii (Crippa et al., 2025). ¥ TakoMy KOHTEKCTi
BRKJIMBUMU CTAlOTh MOAYJBbHICTb KOHCTPYKLiH,

MOXJ/IMBICTDb iX IOBTOPHOIO0 BUKOPUCTAHHA, peCypcHa
OUAAHICTh, PEMOHTONPUAATHICTL | 3MEHIIEHHA
KIJIBKOCTI OZJHOPA30BUX pillleHb.

[TopiBHAHHA IHK/II03UBHOTI'O Ta CTAJIOr0 HANPAMIB
ZAO03BOJIMJIO BUABUTH CIIJIBHY [iJI1 HUX 3MiHY y niagxoAi
Jl0 OL|IHIOBaHHSA BUCTAaBKOBOIO cepefioBulia. Ko Ha
nonepeAHix eTanax OCHOBHUMH KpPHUTEpIAMH MOTIJIU

BUCTYIIAaTH BHUPA3HICTb MPOCTOPOBOrO  pillleHHH,
iHpopMaTUBHICTb, TexHiYHa JOCKOHAJICTb abo
3J]aTHICTP 3ajy4yaTH ayAuTOpilo, TO cydacHe

NPOEKTYBAHHSA JO0/aTKOBO TOTpPebye BpaxyBaHHS
JOCTYIHOCTI ~ cepefiloOBHILA [JJd  pPi3HUX  TIpyn
KOPHUCTYBadiB, MOro afanTHBHOCTI Ta peCypCHUX
Hac/liAKiB CTBOpeHHs U ekcmyaTauii. TakuM 4YHHOM,
SIKiCTb BHUCTAaBKOBOTO TMpoOCTOpy JeAasi Oinblue
BU3HAYAEThCS He JIUIIE TUM, IK BiH QYHKIiOHYE Hif
yac 06e3nocepeHbOr0 BiABiAyBaHHA, a U THM,
HAaCKIJIbKM BIJIOBiJAaJIbHO OpPraHi30BaHO BeCb LUKJI
Moro icHyBaHH4.

[lpoBefenuil aHasmi3 Jae MmiJCTaBU pO3rJasJaTU
iHKJIIO3UBHICTE 1 CcTanicTh He $SK CcaMOCTiHHI
3aBeplla/ibHI eTany eBoJIOIi, a K B3aEMOMNOB’A3aHi
XapaKTepUCTUKHU Cy4acHOro BUCTAaBKOBOTO
IIPOEKTYBaHHsA. BOHM pO3LIMPIOIOTE CaMy CHUCTEMY
BUMOT [0 HPOEKTY: iHKJIO3WBHUM miaxiy - depes
HeoOXiAHICTh BpaxOByBaTH Pi3HOMaHITHICTb
KOPUCTYBauiB i cnoco6iB B3aeMoii, cTaiuii - yepe3
HeoOXiAHICTh OLiHIOBAaTHU [JOBrOTPHUBAJi pecypcHi Ta
eKCIJIyaTalilHi Hac/aiJKU IPUNHATHUX pillieHb.

Y nmnoenHaHHi 3 1nudposisanieo 1i HanpsaMu
GOpPMYIOTh KOMILJIEKCHY XapaKTEPUCTUKY Cy4acHOTO
eTamny eBOJIIOLil BHCTaBKOBOTro mnpoctopy. Lludposi
TEeXHOJIOTIl pO3UIMPIOIOTL B3aEMOJi0 3a Mexi
¢disnuHoOi ekcrno3ullii, iHK/II3UBHUM MiAXia - 32 Mexi
Opi€eHTaLil Ha YMOBHOI'O «CepeAHbOrO» BiZIBiZlyBaya, a
cTajJu¥ - 3a Mexi mepiofy 6e3mocepesHboro QpyHk-
LiOHYBaHHA BUCTaBKHU. OTXKe, OJHIE 3 BU3HAYEHUX
3aKOHOMIpDHOCTeM Cy4yacHOTO eTaly € pO3LIMpeHHs
MeX BiANnoBimasbHOCTI Au3aiiHepa: Bij opraHisarii
npocTopoBoi ¢opMU [0 BpaxyBaHHSI Pi3HUX KOpHUC-
TyBalbKUX CLEHapiiB, JOCTYNHOCTI, afalTUBHOCTI Ta
J)KUTTEBOTO LIMKJIy BUCTABKOBOTO Cepei0OBUILA.

BMCHOBKMU

[IpoBeneni JOCJIPKEHHS I 03BOJIUJIN
3allpONOHYBAaTH  LIECTUCTYIEHeBY  Iepiogu3alito
eBoJIOLIl  JM3allHYy  BUCTAaBKOBOTO poCTOpY,

noOyZi0BaHy Ha OCHOBi CHCTEMHOTO aHasli3y Ta
TpaHcdopmalii Mojeseld B3aEMO/Iii Mi>K €KCIIOHATOM,
IIPOCTOPOM, inpopmariero Ta BiZiBiZlyBayeM.
BuokpemMJieHO NPHUBATHO-KOJIEKI[IHHUN, My6Ji4YHO-
My3elHUH, IHAYCTpiaJIbHO-NOJIEBUN eTany, eTall
npodecionasnisanii BHUCTAaBKOBOI'0O JAU3alHy,
HapaTUBHO-JIOJUHOLLEHTPUYHUM, a TaKOX Cy4aCHUH
nubpo-ri6pugHUN, iIHKIIO3UBHUM i CTa/IUH eTall.

Y pe3syabTaTi ys3arajJbHeHHS  BCTaHOBJIEHO
KJIIOYOBI 3aKOHOMIPHOCTI pO3BUTKY rajysi:

- 3MillleHHA doxkyca NPOEKTYBAaHHA:
CHoCTepiraeTbcsl NMOCTYNOBUU Mepexif Bifg 06’ekTHO-
OpIEHTOBAHOI  JIEMOHCTpAlii Ta MOPOCTOPOBOTO
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BIOPS/IKYBaHHS eKCIOHATIB 10 popMyBaHHS IjiTicHOI
CHCTEMM B3a€EMOJII 3 BiJBiAyBayeM Ta oprasizauil
Horo foceiay (visitor experience);

- KYMYJSTUBHUM XapaKTep €eBOJIIOLil: MPUHLIUIIN
i 3acobu, chopMoBaHi Ha mNomNepeaHiX iCTOPUYHUX
eTarnax, He 3HUKAIThb MOBHICTIO, 2 HA0YBAalOTh HOBUX
JYHKLIN Ta opraHiyHO iHTErpyrTbCA Yy CKJAAZHILI
ribpuaHi Moiesli BUCTaBKOBOTO CEPEIOBUIIA;

- pO3IIMpPEHHSI MeX 00’eKTa AU3alHYy: y Cy4yacHil
NpPaKTHULi NIPOEKTYBAHHSA OXOILIIOE He Jihile GisudHUMN
npocTip ekcno3ulii, a ¥ uudpoBi KaHaIU KOMYHiKalli,
iHkmo3uBHI  iHTepdeiicu, pisHOMaHiTHI cueHapil
COPUMHATTA Ta €KOJIOTIYHUU OJKUTTEBUH LUKJI
BUCTAaBKOBUX pillleHb.

OTpuMaHi pe3y/bTaTh PO3IIMPIOIOTH TEOPETHUYHI
ySIBJIEHHS PO BUCTABKOBE Cepe/loBHIIE SIK CLleHapHO

MeTOAWYHUH MiAXiJ A0 KypaTOPCbKOIO IJIAaHYBaHHA.
3anponoHoBaHa nepioausaris MOXKe o6yTH
BUKOpUCTaHa fK HaJillHA aHa/liTM4YHA OCHOBa AJf
NoJaJblIMX HAyKOBUX JOCHI[KEeHb, a TaKOoX fK
NpPaKTUYHUHI IHCTpyMeHT OLiHIOBaHHA Ta
NPOEKTYBaHHA Cy4aCHUX €KCIO3ULIMHUX CepeloBULY
y My3elHiH, KyJbTYpHil Ta KOMepLiiiHiK chepax.

noAsKu

Hemae.

®IHAHCYBAHHA

JocaipxeHHs1 He oTpuUMyBasio GpiHAHCYBaHHS.

KOH®/IKT IHTEPECIB

Hemae.

opraHisoBaHy CUCTEMY Ta BAOCKOHAJIDIOTH HAYKOBO-
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Abstract. The relevance of the study is driven by the transition of exhibition space from a model of object
demonstration to the organisation of an integral visitor experience, in which spatial, communicative, digital,
inclusive, and environmental factors interact. The aim of the work is to systematise the stages of the evolution of
exhibition space design and to determine the design implications of this evolution for contemporary museum,
cultural, and commercial practice. The study is based on a set of methodological approaches: systemic analysis,
historical-typological, analytical, comparative, and cultural methods. The methodology relies on a two-step
algorithm: at the first stage, using content analysis, key evolutionary markers were identified (addressee,
publicity, display model, route logic, interpretation, mediation, visitor participation); at the second stage, a
chronological grouping of phases was carried out. A comprehensive staging of the evolution of exhibition space
design is substantiated, covering six consecutive phases - from the private-collecting and public-museum stages
to the industrial-event, professionalised, narrative-human-centred, and contemporary digital-hybrid, inclusive,
and sustainable environments. Key regularities were identified: a gradual shift of the design centre from the
exhibit to the visitor interaction system, the cumulative overlapping of previous models, and the expansion of the
boundaries of the design object. The practical value lies in the development of a comprehensive analytical model
that integrates historical types of exhibition environments with current design requirements, which can be used
for curatorial planning, analysis, evaluation, and the design of contemporary exhibition environments.
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Bopoxe apxiTekTypHe n/aHyBaHHA AK IHCTPYMEHT coLuia/IbHOro
BUK/IIOYEHHA B MiCbKOMY CepeoBHULLi

€BreHiit lnwaok

[okTop dinocodii, goueHT

KUWiBCbKMIA HALLiOHA/IbHUI YHIBEPCUTET TEXHOOTIN Ta An3aliHy
01011, ByA. Mana LLUnAHOBCbBKa, 2, M. KuiB, YKpaiHa
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CsiT/1aHa Jonecko*

[okTop dinocodii, goueHT

HauioHasbHa akagemia KepiBHMUX KaapiB KyAbTypH i MUCTELTB
01015, By/. /1aBpCbKa, 9, M. KuiB,
https://orcid.org/0000-0001-6702-5606

AHoTAaUifA. MeTol0 AocaipKkeHHs 6YB Bce6iuHU aHa1i3 MexaHi3MiB GpyHKI[iOHYBaHHS BOPOXKOTO apXiTEeKTYPHOTr0
[JIaHyBaHHA B Cy4YaCHUX MicTax Ta BU3HAYE€HHs MO0 BIJIMBY Ha COLiaJIbHY ClIpaBe/JIUBICTb, IpaBa JOAUHU Ta
NPUHLMIMN iHKJIO3UBHOTO MIiCbKOTO PO3BUTKY. JlJisl JOCATHEHHS MOCTAaBJIEeHOI MeTH 3aCTOCOBAaHO KOMILJIEKC
MDKJUCUMIUIIHAPDHUX MEeTOZIB: CTPYKTYpPHO-QYHKI[iOHAJIbHUNM aHa/li3 MiCbKUX MPOCTOPiB, KOMIapaTUBHHUM
aHaJi3 Mi>)KHapOJHHUX NPAKTUK, KpUTUYHUN AUCKypC-aHali3, TUNOJIOTIYHUN aHa/li3 apXiTeKTypHUX pillleHb Ta
eMIipUYHUN aHaJi3 3a/J0KyMeHTOBaHUX BUNaJKiB 3 MicT [liBHiYHOi AMepuku, EBponu Ta ABcTpaJii 3a nepioj
2010-2025 pp. Y pe3yabTaTi AocCaiP)KkeHHS1 MpoaHa/i30BaHO eBOJIIOIil0 KOHILeNLii Bif Teopii «3axuineHoro
npoctopy» Ockapa Hbiomana (1970-i pp.) Yyepe3s MpUHIUNHN 3ano6iraHHS 3JIOYHMHHOCTI Yyepe3 eKOJIOTiYHHH
JU3ailH 10 Cy4aCHUX NPAaKTUK CUCTEMATUYHOTO BUKJ/IIOUYEHHS. BU3HAayYeHO YOTUPU OCHOBHI THUIM BOPOXKOIO
J[U3alHy Ta IX QyHKI[iOHATbHI XapaKTepUCTHUKU: aHTUOE3/JOMHI IUIH K HAU6i/IbII arpecuBHY GopMy Gi3nudHOr0
BiAIITOBXYBaHHS, MO/Ii/IeHi JJABKH 3 Mi/IJIOKITHUKaMU SIK 3aBya/IbOBaHUH 3acib 3anmo6iraHHs JieXkaHHI0, 6ap’epHe
03eJIeHEeHHS1 Ta KaMiHHfl K NCeBJOECTETUYHI NMepelIKOAM, a TaK0oX JeMOHTaX MyOJIYHHUX 3pYy4YHOCTeH fK
CTpaTerilo CTBOPEHHS «[IPUMapHUX NPOCTOPiB». BcTaHOBJIEHO, 1110 BOpOXKe MJIaHyBaHHA QYHKIIOHYE SIK CKIaJHa
cucTeMa IPOCTOPOBOI cerperaliii, ika MacKy€eTbCs i/ HEUTpaJibHi 6e3MeKOBi Ta eCTETUYHI pillleHHs i 3a6e3neyye
«4YHUCTI» NIPOCTOPH AJIS CIOXKUBAHHA Ta IHBECTULIH IIJIIXOM BUIITOBXYBAaHHS BPa3JIMBUX I'PYII 0 MEHII BUJUMUX
Ta MeHII 6e3NMeYHHX paloHiB MicT. /loBe/jeHO HeraTUBHUH NCUXOJIOT{YHMH BIVIMB Ha 6€3NPUTYJIbHUX, BKJIIOYHO
3 NOCWJIEeHHSAM NOYYTTIB i3os4wWii, MapriHajiisaunii, ctpecy Ta BTpaTH rifgHocti. EMnipuyHo BcTaHOBJIEHO
reorpadiuyHi 3aKOHOMIpHOCTI PO3MIl[eHHSI BOPOXKHUX apXiTEKTYPHUX eJEMEHTIB: KOHILeHTpauiro y 6i3Hec-
pailoHax 3 BUCOKHMHU JI0X0/laMHU, BiJiJa/IeHIiCTh BiJl cOLlia/IbHUX CJy>K0 Ta IPUTYJIKIB, TICHUI 3B’A30K 3 IpoLiecaMu
JokeHTpUdikauii. BusBieHo pisHoMaHiTHI ¢opMU rpoMajACbKOro Omopy: TaKTHUYHUN yp6aHi3M, AeMOHTax
BOPOXKHUX eJIeMeHTIB, Me/liliHi kKaMMaHil Ta 3aKOHOZABUIi iHiLliaTUBU.

Knto4oBi ¢/10Ba: BUK/IIOYHUIM [HU3aiiH; TpaBa JIIOAMHH; IPOCTOPOBA CIPABeAJIMBICTD; IHK/II03MBHE MJIAaHy BaHHS;
CPTED; yp6aHi3m

BCTYN Mpouecy CcoliaJbHOI MoJsgpu3alil Ta HPOCTOPOBOIL
cerperanii HabyBalOTb HOBUX GOpPM Ta MacIITabiB.
Bopoxe apxiTeKTypHe MJIaHYBaHHS (hostile
architecture), Takox BifloMe SIK OGOPOHHHUN AU3aANH
(defensive  architecture), BUKJIIWOYHUNA  [JU3aHH
(exclusionary design) a6o HempueMHHH JU3alH

HocaigxeHHs BOPOXOT0 apXiTEKTYPHOTO
IJIaHyBaHHs HaOyBae aKTyaJbHOCTI B YMOBax
mpUcKopeHoi yp6anizanii XXI cT., KoJqu Maibke
[I0JIOBMHA CBITOBOI'O HAaceJIeHHS [IPOXKUBAE B MICTaX, a
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(unpleasant design), siBj1si€ co6010 cTpaTerito MiCbKOro

MJIaHyBaHHS, 1110 BUKOPUCTOBYE eJIEMEeHTHU
3a0y/JOBAHOTO CEpeJoBHUIA JJis LiJIeCHPAMOBAaHOIO
KEpyBaHHS TOBEJiHKOI JiloJed y  MyOGJiyHHUX

IPOCTOPax, YaCTO 3 METOI0 0OMeKeHHS abo IOBHOIO
BUKJ/IIOYE€HHS NEeBHUX COLliaJIbHUX IPYII.

M. Carr (2020) mpoc/iAKOBYE BHUTOKH Cy4acHOI
BOpO2k0i apxiTekTypu fio nporpamMu Crime Prevention
Through Environmental Design (CPTED), ctBopeHnoi y
1971p., sdKka  3ampolOHyBajJa  BHUKOPUCTAHHS
disnyHOrO cepejioBUIlA AJs NMpeBeHIii 3JIOUMHHOCTI
yepes izreHTUdiKali0 «JIETITUMHUX» Ta
«HeJIETITUMHUX» KopucTyBadiB npoctopy. CPTED
irHopye ynepeXeHHA IIOAO pacH, eTHIYHOCTI,
COLi0EKOHOMIYHOTO CTAaTyCy Ta IeHJepy, He BU3HAaE
CBOEI BHYTPIlIHbO LIHHICHOI NPUPOAHY, L0 NPU3BEJIO
A0 3JIOBXWMBaHHA il NpUHLMIAMU Ta CTBOPEHHSA
BOPOXOI  apxiTeKTypu K (GOpPMHM  MicbKOro
BUKJ/IIOYEHHH.

R. Rosenberger (2023) po3po6UB KOMIJIEKCHY
kjJacudikaliifiHy CcxeMy BOPOXOTO [AW3aiHy, sKa
CHUCTEeMaTH3y€E pi3HOMaHiITHI GOPMHU apXiTEKTYpPHOrO
BUKJIIOUEHHS 33 QYHKLiOHAJIbHUMH Ta CEMIOTUYHUMU
O03HakaMHu. JloCJAiJHUK BCTAaHOBUB, LI0 BOPOXi
apxiTeKTypHi ejieMeHTH OYHKIiOHYIOTb Ha TPbOX
B3aEMOIIOB’SI3aHUX pIiBHSX 3HA4YeHHs: iKOHiYHOMY,
iHeKcalbHOMY Ta CHMBOJIIYHOMY, IO CTBOPIOE
CKJaJHy CUCTEMY KyJbTYpPHUX KOJIB NpO MpaBO Ha
ny6siyHuid  mpoctip. L kiacudikanis  crana
TEOPEeTUYHUM IHCTPYMEHTOM /IJI1 aHaJ/li3y MexaHi3MiB
$yHKIIiOHyBaHHS BUKJIOYHOIO AU3alHY B Cy4acHHX
MicTax.

B. McCreath (2024) y po6oti 3 yp6anicTuuHoi
6ioeTHMKHM NpoaHasi3yBaB NMOTEHIiHHUN HeraTHBHUU
BIVIUB BOPOXKOI'0 apXiTEKTYpHOTO IJIAaHYBaHHA Ha
30poB’T  6e3moMHOro  HaceseHHd.  Jloc/igHUK
BCTAaHOBUB, 110 0e3/l0MHe HaceJeHHs, fKe BXe
CTUKAETbCA 3 YUCJEHHUMM [JUCIPONOPLIAMH B
3710pOB’l Ta MiJBULIEHOI CMEPTHICTIO MOpPiBHAHO i3
3arajJlbHUM  HaceJIeHHAM, 3a3Ha€  J0AAaTKOBOTO
HeraTUBHOIO BIUIMBY BiJ BOpOOro aAusaiHy. llein
BIUIMB MOXe BWHHMKAaTU AK BiJj NPUMYyCOBOrO
nepecesieHHs, IKOT0 3a3HAIOTh 0COOU /I YHUKHEHHS
BOPOXXUX apXiTEeKTYPHUX eJIeMEeHTIB, TaK i BiJj pU3UKIB,
MOB’SI3aHUX 3 HOBUMHM, YacTO MeEHII Oe3MeYHUMU
MPOCTOPaMH, SIKi BOHM 3MylleHi 3aMaTH.

A. Shaw (2024) pmociiguB mcuxoJiorivyHi HacaigKu
BOPOXOTO  apXiTEeKTYpHOro  IUIaHYBaHHA  JJiA
Bpa3/IMBUX TPyl HaceJleHHA. ABTOP BCTaHOBMUB, 10
NOCTIMHU BIIJIUB BOPOKOT0 cepeI0BUILA TPU3BOAUTD
[0 TIOCUJIEHHSI MOYYTTIB i30JsLii cepes 6e370MHUX
oci6, morsmMbJyieHHss MapriHaiizanii Ta 3HaYHOTrO
niZiBUllleHHA piBHA cTpecy. KpiM Toro, mociifkeHHs
BUABUJIO, 1110 BOPOXKe [IJIaHYBAaHHA ITOCUJIIOE COLia/IbHY
CTUIMaTH3alilo Ta GOPMYE y CYCHiJIbCTBA YABJEHHSA

npo 6Ge3JOMHHMX SIK MNP0 «HebaKaHW» eJieMEeHT
MicbKoro JaHAmadTy.
Neighborhood  Design  Center (2023) 'y

nocaimkensi «Understanding Hostile Architecture: The
Cause and Effect of Restricting Public Space» po3kpus

icTopyyHi  KopeHi Ta  CUCTEMHUH  XapakTep
BUKJIIOUHOIO Au3aiHy. JlOCTiAHMKN BCTAHOBWJIH, 110
BeJIMKa YacTMHA Cy4acHOTro ($oKyca Ha BOpOXKOMY
apxiTeKTypHOMY IJIaHyBaHHI  30cepe/pKeHa  Ha
cynepedykax LIOAO0 JOJeH, fAKI NepeXHUBarTb
6e3/0MHICTb, a U3aiHEPChKi eJIeMEeHTH KOPIHATHCS B
icropuuniii HepiBHOCTi Ta OyJM BHPOBAa/PKEHi B
KOXHill cdepi Big JangmadTHOro JU3aliHy [0
IIJIaHyBaHHA BYJIULb y MicTax MO BCbOMYy CBiTy. Ta
ileayy, 10 KepylOTb Li€I0 NPAKTHUKOW, 3MILHIOKTh
cerperauir, JAe3iHBeCTHLil Ta  HEpIBHICTb B
aMepHUKaHCbKOMY JaHAmadTi.

E. Kendal (2024) y ny6sikauii gs1s1 Melbourne Zero
npoaHaJi3yBaja BIUIUB BOPOXOTr0 apXiTEKTYPHOIO
IJIaHYBaHHS Ha 3/10poB’s MicTa B niyiomy. JocaigHuns
JloBeJsia, L0 Taki Ju3ailHepcbki pilleHHS 4acTo
NparHyTb 3aXUCTUTH KOPIOpPATUBHI iHTepecu -
HamnpuKJaJ, 6i3HecC MoxKe BCTAHOBUTH Ha3eMHi LIKIH
6i1 BITPUH CBOIX MarasuHiB, 1006 KJIIEHTH He
CTUKa/JIMCA 3 BUJUMOI0 0e3JJOMHICTIO Tij d4ac
BUTpavyaHHs rpouteid. [lunu nocwiarTb YiTKUAN
CHATHAJI 1PO Te, L0 JedAKi JII0AY He BiTaloThCA i TOBUHHI
OyTH JeiHjie, ajie KOJU JIOJEH, 0 CIJIATh Ha BYJIUI,
BUKJIIOYAIOTh 3 NyOJIYHUX paloHiB, 3a3BUYall HeMae
0e3MevYHOTo «JIeiHze» s HUX.

L. Hudson (2023) y ctaTTi «Urbanism 101: Hostile
Architecture» cucTeMaTusyBajia OCHOBHI ¢opMu Ta
MexaHi3MM (QYHKIIIOHYBaHHS BOPOXOTO JAU3aMHY.
JocnimxeHHs NOKasajio, L0 BOpPOXe apXiTeKTypHe
MJIAHYBaHHS 4acTo (Xo4a He 3aBX/U) peasisyeTbcs
MOTYTHIMM JIIOJbMH, fKI BHOCATb [JHW3alH, 100
3yNWHUTH NOBEJAIHKY MeHIIl MOTYTHIX JIloJled, THUM
caMHMM OOMEXYIOTb BHUKOPUCTAaHHA MyOJi4yHOrO
IpocTopy JJs BXe 3HeAoJleHUX rpyn. BojgHouac
ABTOpKA 3a3HAvya€ CKJIA/J[HICTh GaslaHCYBaHHS MOTpe6
pi3HUX Ipyn KOPUCTYBayiB MyO6/Ii4YHOr0 MpPOCTOpPY Ta
eTUYHi AuJieMH, N0B’A3aHi 3 TAKUMHU pilleHHAMU.

J. Welch (2024) nigkpecauB, 10 JOCTiIP)KEHHS BCe
yacTillle JAeMOHCTPYIOTb BiZjoOpaXkeHHA TJIMOMINX
coliaJIbHUX Ta EKOHOMiIYHUX HEPIBHOCTEHN Y MiCbKOMY
NPOCTOpi Yepe3 BOpOXKe apXiTEeKTypHe IJIAHYBaHHS.
ABTOp BHABUB, 110 BOPOXKeE MJIAHYBAaHHA He BUpILIye
npo6JieMy, a JIMIIEe TepeMillye iX, CTBOpPHOE i/Ir03it0
HOPAJKY Ta 6e3neku il 6 €KOHOMIi4HO
NpUBiNel0BaHUX Py, IPU [IbOMY 3a/IM1Ia€ 6e3 yBaru
CTIpaBXXHI IPUYUHU collia/IbHUX NPOGJIEM.

K. Mendelson (2025) 3a3HauuB, 1[0 OAHUM 3
HaMObi/JbII TPUBOXKHUX ACNEKTIiB 060POHHOTO AN3aliHY
€ BificyTHicCTh dopMasbHOrO BU3HAHHA 3 GOKY CaMUX
0ci6 Ta ¢ipMm, sIKi HOTO BIPOBA/KYIOTh, 1110 YCKJIAIHIOE
60poTHOY 3 LIMMU NPAaKTUKAMMU. Jl0C/IiJHUK BCTAHOBUB,
mo 6GaraTo apxiTekTopiB, MicToOy/ZiBHUKIB Ta
JleBeJionepiB, siKi BK/IOYalOTh BOPOXKi a60 BUKJIIOYHI
eJleMeHTH Ju3aiHy B MyO6JidyHi mpocTopH, piJKo
poGaAThL 4iTKe mNyOJiuHe 3000B’I3aHHA L[OJ0 IUX
NpPaKTHUK.

Cozens et al. (2023) pocuifXyBaau po3BUTOK Ta
Cy4aCHUH CTaH NPUHLMIIIB 3a06iraHHsA 3JI0YMHHOCTI
yepe3 eKOJIOTIYHUH AU3alH. ABTOPY BCTAHOBUJIY, 110
nepBicHi koHuenuii CPTED, ski ¢okycyBanucsa Ha
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Bopoxce apximekmypHe n1aHy8aHHA K iHCMpymMeHm ...

CTBOPEHHI 6e3MevyHinX cepeOBUIL Yepe3 IPUPOHE

CIOCTepeKeHHH, KOHTPOJIb JOCTyIy Ta
TepUTOpiaNbHiCTh, 3a3HaMM  TpaHchopmaulii B
iHCTpyMeHT  AUCKpUMiHamii OpoTH  HAWGIIBII
Bpa3/IUBUX  Tpyn HaceJeHHI Yy  KOHTEKCTI

HeoJ1i6epasibHOI ypOaHiCTUYHOI MO TUKH.

[Tonpu 3pocTaryuil akaZeMiyHUN iHTepec, AOCi
6paKye KOMILJIEKCHOT0 MDKXJUCLUILJIIHAPHOI'O AOCJiJ-
»KeHHS], fIKe 6 CUCTeMaTU4YHO IIpoaHasi3yBaJio BOpoxe
IJIaHYBaHHA fIK LiJIiICHUH COLi0-POCTOPOBUM (eHo-
MeH y KOHTEeKCTi Cy4aCHUX ypOaHiCTUYHUX MPOLLECIB.

MeTo10 KOCTiAKEHHA 6YJ10 34iHCHUTH KOMILJIEKC-
HUM MDKAMCIUIUIIHAPHUE aHai3 peHOMEeHY BOpOXKO-
ro apxiTeKTYpHOro IJIaHyBaHHfA B Cy4aCHHUX MicTax
JlJIsT BU3HAUYEeHHS MeXaHi3MiB Horo ¢QyHKI[iOHyBaHHS
K IHCTPYMEeHTY COLiaJIbHOTO BHUKJIIOUEHHS Ta
MpoCTOPOBOi AMCKpUMIiHAIil, a TaKOX OIiHUTH HOTO
BIVIMB Ha COLjiaJIbHYy CIpaBeAJIMBICTb, IpaBa JIOAUHHU
Ta NPUHLUIIYU iHKJIIO3UBHOI'O MiCBKOI'O PO3BUTKY.

MATEPIZIU TA METOAU

MeToL0JI0TiYHY OCHOBY [JOCJI/)KEHHSI CTAaHOBUTbH
KOMIJIEKCHUM  MDKAUCUMIUIIHAPDHUM  migxig, wo
iHTerpye TeopeTH4YHi Ta MeTOZOJIOTiYHI HaJa6aHHS
KPUTHUYHOI ypOaHiCTUKH, coliaabHOI reorpadii,
apxiTeKTypo3HaBCTBa, IpaBO3HaBCTBA Ta JOC/Ii/»KEHb
coliaJbHOI ClipaBe/JIMBOCTI. Bubip TaKoi
MeTOJ0JIOTiYHOI cTpaTerii 06yMoBeHUH crieludikoro
00’€eKTa [JOCJiKEHHSI — BOPOXKOTO apXiTEKTYPHOTO

IJIAHYBaHHA fIK CKJAJHOTO COIiO-MPOCTOPOBOTO
deHoMeRy, 110 byHKLioHYE Ha  IepeTuHi
apxiTeKTypHOI  INpPAaKTHUKH, MICbKOI  IOJIITHUKH,

COLliaJIbHUX BiJHOCHH Ta NPaBOBUX HOPM, a TaKOX
BUMara€ ypaxyBaHHSI MHOXMHHHUX KOHTEKCTIiB Horo
[IpOABY Ta BIJIMBY Ha Pi3HiI BepCTBU HaceJIeHH.
TeopeTu4HoOIO OCHOBOK  JOCJIi/PKEeHHH €
aKTyaJli30BaHi Ta IIepeoCMMCJeHi Yy Cy4aCHOMY
KOHTEKCTi KoHlenuii npaBa Ha micto AHpi JledpeBpa
(Lefebvre, 1967), Teopist npocTOpoBOI cipaBeJINBOCTI
EnBapza Costi (Soja, 2010), cyuacHi iHTepmpeTanil
KpUTH4YHOI Teopii yp6anismy /JleBiza Xapsi (Harvey,
2008), HOBiITHI poO3poOKM y rasy3i KOHIeNmii
«3axuuieHoro npoctopy» Ockapa Hbromana (Newman,
1972), npunuunu CPTED (Crime Prevention Through
Environmental Design) (Jeffery, 1971; Cozens & Love,
2015), a TakoX NigXo4u AeKOoJIOHIabHOI Yp6aHiCTUKU
Ta JOCTiKEHb COI[iaJiIbHOrO BUKJo4YeHHs (Mitchell,
2003; Schindler, 2015). lle mo3BoJAE PO3TAAAATH
BOpOKe IJIAHYBAaHHS He $K i30JbOBaHE TeXHiuHe
SIBUILE, @ K NPOSIB WIMPIINX CTPYKTYPHUX IPOLECIB
MiCbKOI HepiBHOCTI Ta MPOCTOPOBOTO KOHTPOJIK B
yMOBax HeoJlibepabHOTO KaniTaaismy.
CTpykTypHO-OYHKIiOHAIbHUM aHaJsi3
3aCTOCOBAHO /JIsl JOCJiPKEHHS poJi Ta OQYHKLINA
BOPO’KOTO /M3alHy B MicbKHX cucTeMax. Llell meTon
JI03BOJISIE BUABUTHU SIK fIBHI (JeksapoBaHi), Tak i
JateHTHI (mpuxoBaHi) ¢yHKUII apxiTeKTYpHUX
€JIEMEHTIB y COLliaJIbHOMY NPOCTOpi. AHaJ/Ii3 BKJIIOYAE
TpU piBHIi: MakpopiBeHb (GyHKIiT y MicbKil cucTeMi B
1iJiomy), Me3opiBeHb (PYHKII y KOHKpEeTHUX padoHax

Ta JIOKalifgx) Ta MikpopiBeHb (QYHKIiI OKpeMHX
apxiTeKTypHUX eJIeMEeHTIB).

KoMnapaTuBHUKA MeTOJ, BHUKOPHUCTAHO  [JIf
CUCTEMaTHUYHOTO TMOPiBHAHHSA INPAKTUK BOPOXKOI0O
JU3ailHy B pIi3HUX MicTaX, KpaiHax Ta KyJbTYPHUX
KOHTeKCTax. [lopiBHAJILHMUM aHa/li3 BKJKOYa€E $K
CUHXPOHIYHUH BUMIp (MOPIBHAHHSA Cy4aCHUX NIPaKTHK
y pisHux MicTtax), Tak i [JiaxpoHidyHu# (eBoJironis
npakTuK y 4aci). EMnipuyHy 6a3y KoMnapaTHUBHOTO
aHaJ1i3y CTAaHOBJIATD 33/J0KyMEeHTOBaHi BUNIa/KU 3 MiCT
Misuiunoi Amepuku (Hbio-Mopx, Cietn, IopTienn),
€sponu (JlonaoH, CTokrosibM), ABcTpautii (Mesb6ypH)
Ta Kuraio (Xyanmwu). Lle J03BosisiEe BUABHUTH $IK
yVHiBepcasibHI TeHJeHIlil, TaK i JloKaJabHO-cnenudiyHi
0COGJIMBOCTI 3aCTOCYBaHHSI BOPOXKOTO IJIaHYBaHHSA Ta
KyJIbTYpHI BIAMIHHOCTI y CHPUUHATTI TAKUX NPAKTHUK.

KpuTuyHMi [AUCKypc-aHasli3 3aCcTOCOBAHO AJIA
JIOCJIiPKEHHsI CIOCOGIiB  pemnpeseHTAallii BOPOXKOT0
IJIaHyBaHHA B OQiLiMHUX JOKyMeHTaX, MeJillHUX
TEeKCTaXx Ta akKajeMiuHii JitepaTypi. Anaui3
bOKycyeTbCI Ha BHUSBJEHHI BJIAAHUX BiJHOCHUH,
ifleo/IOTiYHMX MO3ULIN Ta cTpaTerid JieritTuMarnii, 10
CTOATb 3a JUCKYPCUBHMMHM NpPAKTHKAaMU HaBKOJIO
BOpPOXKOTO JM3alHy. Takox yBara MNpUIIJIAETbCA
aHaJidy eBdeMi3MiB Ta HEHTpasi3yoyol JIEKCUKH, 1[0
BUKOPHUCTOBYETHCSA it MacKyBaHHsA
JUCKpPUMIHAL[iIMHOTO  XapakTepy  apXiTeKTYpHUX
pilieHp  (HampuKJIaJ, «MIpKYBaHHSI  6Ge3MeKu»,
«eCTEeTUYHI MOKpAIeHHA», «IiATPUMAHHS MOPSIKY»,
«CTBOpPEHHS KOMQpOpPTHOTO cepesloBULIAY,
«ONTHUMi3allisi BUKOPHUCTAHHS IPOCTOPY»).

TunosioriuHMi  aHaMi3  BUKOPUCTAHO  JJisd
cucteMaTU4yHoi KJacudikanii pi3HOBHUAIB BOPOKOTro
apxXiTEKTYpHOro IIJIAHYBaHHA 3a MHOXHWHHUMHU
kpuTepiaMu. Tunosorisas Bk/IOYae kaacudikaniro 3a
dbopMasbHUMU  O3HAKaMH (bizmuni 6ap’epy,
NOBEPXHEBI Moaudikanii), byHKI[iOHATBHUM
NpU3HAYEHHAM (aHTH-6€30MHi), CTyneHeM
BUMMOCTI (aBHi, 3aByaJibOBaHi, = IPHUXOBaHi),
NPOCTOPOBOI JIOKaji3aliero (LeHTpasbHi pailioHH,
nepudepis, TpaH3UTHI 30HM) Ta  YaCOBUMHU
XapaKTepUCTUKaMH (mocTifiHi, THUMYaCOBi).
JlonaTKkoBO po3po6JIeHO kiacudikariro 3a
€KOHOMIYHMMM MOTHMBaMM (3aXUCT KOMepLiHHUX
iHTepeciB, mizBUIEHHSA BapTOCTi HepyxoMocTi) Ta
colia/bHO-TICUXOJIOTIYHUMH  LisAMU  (popMyBaHHS
BiAUyTTs Ge3MeKH, KOHTPOJIb IOBEJiHKH).

[lpocTopoBHil  aHaJji3  peasi3oBaHO  4Yepe3
KOMIIapaTUBHe JOCJIiKeHHS reorpadiuHux
3aKOHOMipHOCTeN pO3MilleHHs BOPOXKUX
apXiTEKTYPHUX €JIEMEHTIB y MICbKOMY IpPOCTODI.
AHasi3z BKJIIOYAa€E BUBYEHHS 3aJ,0KyMEHTOBAaHUX
BUMNA/KIB, JOCTi/pKEeHHS iX 3B’A3Ky 3 COLiaJIbHO-
€KOHOMIYHUMHU XapaKTepUCTUKAMU paiioHiB,

OJIM3BKICTIO [0 COLiaJIbHUX CJIYX0, TPaHCIOPTHUMHU
By3/laMHM Ta KOMepLiMHMMH 30HaMH. 3aCTOCOBAHO
MeToAu  AKICHOro  aHajlisy  AJd  BHUABJIEHHHA
MNPOCTOPOBUX 3aKOHOMIPHOCTEN Ta TUIIOBUX NaTEPHIB
pO3MillleHHA BOPOXXHUX €JIeMEHTIB y pI3HUX TUIaxX
MiCbKUX TEPUTOPIM.
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KoHTeHT-aHasni3 3acTOCOBaHO [ijisi CUCTeMaTH4-
HOr0 JIOCJi/PKEHHSI HAyKOBOI JiTepaTypH, odiliiiHuX
JIOKYMEHTIB, MeAilHUX mny6Jikanii Ta oHJIalH-
JUCKYyCili HaBKOJIO BOPOXOTO IJIaHyBaHHA. AHaJi3
BKJIIOYAE SK KiJIbKICHI MOKa3HHUKH (4acToTa 3rajjokK,
IUHaMika myoOJtikaliid, reorpa¢iyHe po3nofileHHs),
TaK i AKiCHi xapaKTepuUCTUKU (TeMaTuU4Hi (oKycH,
aBTOpPChbKi mo3ulii, apryMeHTaTUBHI cTpaTerii).
BigyasnbHUM aHasi3 3acTOCOBAaHO [Jf JOCJiKEHHS
€CTEeTUYHHUX Ta CEeMIOTUYHUX aCIEeKTiB BOPOXOro
IJIaHyBaHHsA. AHaji3 BkJ4Yae (GOTOAOKYMEHTalilo
BOPOKHUX apXiTEKTypPHUX €JIEMEHTIB, JOCAIKeHHS iX
Bi3yasIbHOI MOBH, CHMBOJIIYHUX 3HaU€eHb Ta BIJIUBY Ha
COPUUHATTA MiCbKOro npocTopy. Bukoprucrano Meto-
1 ceMioTMYHOro aHa/li3y 3a cxemowo Rosenberger
(2023) psis BUABJIEHHS iKOHIYHUX, iHJEKCAJIbHUX Ta
CMMBOJIIYHUX PpIBHIB 3HAYeHHA  apXiTEKTYpPHUX
€JIEMEHTIB.

EMnipuyHy 6a3y JociifpkeHHS CTaHOBJATH
3aJIOKyMEHTOBaHI BUIAJAKU BOPOXOTO apXiTeKTyp-
HOro mJaHyBaHHA 3 MicT €Bponu, CIIA, ABcTpanii Ta
KuTaro. OcHoBHi Ke¥icu Bk/o4atoTh: Camden benches,
aHTHUOE30MHI IIKUOKU 6iJg KUTJOBUX KOMIJIEKCIB
(2014), wiunu Ha nifBikoHHAX y palioHi Baekdpaiiapc,
HepiBHi GeToHHi moBepxHi y Camberwell, mogineni
JIaBKU 3 KYTOBUMHU MOBepXHAMU 6i151 KoposiBcbkoro
cyny cupaBeguuBocti (2014) Tta apT-npoekT «Space,
Not Spikes» Ha Curtain Road (2015) y Jlongosi, Bennka
bpuTaHid; nozisieHi JJaBKU Ha 3aJi3HUYHUX CTAHIiAX

Crokrosnbma, [lBenia (2015); TpaHcdopmaniro
ny6JsiyHoro mpoctopy B mapky Ha Oxford Street y
paiioni Kosninrsyg, Menb6ypH, ABcTpanisi;

BesiocuneHi ctiiku nig moctoM Alaskan Way Viaduct
(2017) Ta oropoxy nig moctom Ballard Bridge (2018)
y Cietui, CLLIA; kaMiHHS MiZ; aBTOMOGIIbHUMH MOCTaMU
[MopTnenpa, CIIA (2013 - goHUHI); IeMOHTaX JIABOK y
MeTpo Hero-Hopka, CIIA (2021); GeTOHHI munmM mif
ekcnpecBeeM XyaHuiy, Kurail.

XpoHOJIOTiYHI Mexi [JOCHAiIKEeHHsI OXOIIITh
nepiof 3 2010 mo 2025 pp., wo BianoBifae nepioay
iHTeHCcH®iKamii TrpoMajCbKUX MAUCKYCiH HaBKOJIO
BOPOKOT0 AM3aliHY, aKTHUBi3allii IPOTECTHUX PYXiB Ta
NM0YaTKy CHUCTeMAaTUYHUX aKaJeMiuHUX JOC/IipKeHb
nboro ¢eHomeHy. lleil mepion Takox 36iraetbcs 3
rjao6anpbHO0 ¢iHaHcoBow kpuzow 2008 p. Ta 1i
JOBTOCTPOKOBHMMU HaCJaiJKaMU y BUTJIALI 3pOCTaHHA
COlLliaJIbHOI HEPIBHOCTI Ta KPU3H JOCTYIIHOTO KUTJIA.

MeTo 0J10TivHi MPUHLUIHU JOCJiPKEeHH S
6a3yl0ThC Ha eTUYHUX 3acajax MoBaru Jo TiHOCTI
BCiX I'pYIl HaceJleHHs Ta BU3HAHHSA NIpaBa Ha MICTO fK
dyHIaMeHTa/JIbHOTO TMpaBa JIOAUHU. JlocaimKeHHs
NpOBOJAUTBLCA 3 TMO3ULIM KPUTUYHOI HAyKH, U0
nepenbavyae He JMlIe aHasi3 HAasiBHOIO CTaHy, a #
dbopMyBaHHA peKOMeHJALill AJs CTBOPEHHS O6iabLi
cIpaBeJi/INBUX Ta iHKJIIO3UBHUX MiCbKUX IPOCTODIB.

O6MexxeHHs1  focaifkeHHs Mae ¢OKyc Ha
aHIJIOMOBHHUX KpaiHaX Ta 3axiJHOMY KOHTEKCTI, W10
MOXXe  00MeXyBaTH  IJ06aJbHY  3aCTOCOBHICTb
BUCHOBKIB. Takox [oCHipkeHHS 30CepemKy€eEThCsA
IepeBa>XHO Ha BIUIMBI BOPOXOTO IJIAHYBaHHS Ha

6e30MHe HaceJjieHHs,, Xo4a iHwi rpynu (MoJiofb,
MIirpaHTH, J0J4 3 iHBa/liAHICTIO, JiTHI 0cO6U) TaK0OXK
MOXYTb 3a3HaBaTHU HETaTUBHOTO BILJIUBY.

PE3Y/IbTATU

AHasi3z BOpOXKOI0 apXiTeKTYpHOrO IJIAHYBaHHS B
Cy4YaCHMX MicTax [J03BOJISI€ BUAIIUTH YOTUPU OCHOBHI
nepiofM  Moro  poO3BUTKY, KOXeH 3  fKHX
XapaKTepu3yeTbca creludiyHUMU 0COBJHUBOCTAMHU
JAU3allHepChbKUX pillleHb Ta iX COLia/IbHOr0 BIJIMBY. s
nepiofusanisa BifoOpaxkae He JiMIle apxiTeKTypHi
TeHeHLil, a i pyHAaMeHTa/IbHI COLlia/lbHO- O THYHI
3MiHM, 10 BIUIMBaJM HaA CTpaTerii KOHTPOJIIO
ny6J/iYHOrO MPOCTOPY Ta MeXaHi3MU COLiaJbHOr0
BUKJIIOUEHHS Yepe3 AW3alH MICBKOro cepeJloBUILA y
KOHTEKCTI rjo6asnisanii Ta HeoJ1ibepaibHOI
TpaHchopmMarlii MicT.

[lepiof cTaHOBJEHHS KOHLENTYaJbHUX OCHOB
(1960-1980-i pp.) xapakTepu3yBaBCs PO3POOKOIO
TEOPeTUYHOTO NiAI'PYHTS AJ1s1 BAKOPUCTAaHHS AU3alHY
K 3aco0y KOHTpPOJIIO TMOBeAiHKHM y TNyOJIiYHUX
npoctopax. 3amnobiraHHs  3JIOYMHHOCTI  4epes
exkosioriunui ausaiid (CPTED) BuHuKJI0 B CiOJIy4eHUX
lItaTax npubsansno y 1960 p., Ko1u MicbKi fu3aiiHepu
BU3HAJIY, 1110 CTPATEril MiCbKOI0 OHOBJIEHHS CTBOPHUJIX
PU3UKU [JJIS COLia/IbHOI CTPYKTYpPH, HeoOXifHOI s
camooxopoHu (Cozens & Love, 2015). ApxiTekTop
Ockap HbloMaH CTBOpPUB KOHLEINIK «3aXUIIEHOT0
NpPOCTOpPY», sIKa OyJa Aaji po3BHUHEHA KPUMiIHOJOrOM
C.Peem /[Ixxedpi, axkuit BBiB Tepmin CPTED Ta
CUCTeMaTU3yBaB HOro NPUHLUIIY.

[lepBicHi migxomau ¢okycyBasvcs Ha CTBOPEHHI
6e3nevHimnx cepejoOBUIL Yepe3 IPUPOAHE CIoCTepe-
J)KeHHH, KOHTPOJIb JOCTYIly Ta TePUTOpPIaJbHICTh, AKi
He MaJI1 IBHO BUKJIDYHOTO XapakTepy. OCHOBHa yBara
npujijsiaaca NoKpalleHHI0 6e3NeKu yepes Au3alH, a
He BUKJIIOYEHHIO IIeBHUX Ipyn HaceseHHd. Ili panHi
KOHIenIjii 6a3yBa/iMcsi Ha HAYKOBO OOI'PYHTOBAaHOMY
NpUNYLIeHH], L0 HaJeXHUU Ju3aliH cepefoBUILA
MOXe 3MEeHILIUTH 3JIOUMHHICTb, 3HU3UTH CTpax Iepe],
3JIOYMHHICTIO Ta NOKpAWUTH AKicTb xKUTTA (Cozens et
al, 2023). Y ueit mnepioy ¢opmyBanucsa 6a30Bi
NPUHUHUIIN TEPUTOPiaJIbHOr0 KOHTPOJIIO, TPUPOJHOTO
CIIOCTepeKeHHA Ta KOHTPOJIK AOCTYIy, fKi Mi3Hiule
OyJIM CIIOTBOpPEHi Ta BUKOPHUCTaHi JJis AUCKpPHUMiHa-
LiAHUX IieH.

[lepiox mnpakTUyHOro BHpoBamxeHHa (1980-
2000-i pp.) o3HaMeHyBaBCs MOYATKOM CHUCTEMaTHY-
Horo 3actocyBaHHs npuHuuniB CPTED y micbkomy
MJIaHYBaHHI Ta TMOCTYNOBOW TpaHcdopMallielo ix
MepBiCHUX IfiJiel. 3’ IBUJINCS MEPIIi eJIeMeHTH BOPOXKO1
apxiTeKTypH: OAiJNeHi JaBKH, 06MeXeHHs JOCTYILY J10
NeBHUX 30H, BUKOPUCTAHHS OCBIT/IeHHs fIK 3acoby
KOHTpoJI0. BogHo4ac i 3axo1 11e He MaJiId MacOBOTO
XapaKTepy Ta 4acTO NpeJCTaBJANUCA K HeWTpabHi
6e3mnekoBi pimeHHs. leil mepios xapakTepu3yBaBcs
MoYyaTKOM KoMepliiajisalii npuHUUIIB 06e3MeKd Ta
ixHboi aganTauii Ao noTpe6 NPUBATHOTO CEKTOPY, 110
3aK/Ja/J0 OCHOBM [JJs MaWOyTHbOTO BUKJIOYHOIO
JH3alHy.
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[Tepiox panHboro po3uuperHs (2000-2010-i pp.)
XapaKTepu3yBaBCs  3pOCTaHHSAM  BUKOPHUCTaHHA
BOPO’KOT0 AM3aliHy B KOHTEKCTi arpecHBHOI HeoJliGe-
pasbHOi yp6aHICTUYHOI MOJMITHKKA Ta MNOCUJIEHHS
couianbHol HepiBHocTi (Harvey, 2008). 3’sBusucs
6inbm  arpecuBHi GOpPMH BHKJIOYHOIO JIU3alHY,
BKJIIOYHO 3 MepPIIMMHU aHTH6e3JOMHUMU LIMIAMHU Ta
CUCTEMAaTUYHUM BUKOPHUCTAHHSIM MOAiJE€HUX JIABOK.
e nepion, 36iraeTbcsa 3 MOIIMPEHHAM
HeoJ1ibepa/IbHUX MiJX0AiB /10 YIpaBJIiHHA MiCTaMH Ta
MaclITaGHUM 3pOCTAHHSIM NpPHUBAaTH3aLil MyGJIYHUX
npoctopiB (Smith, 2002). Oco6/MBO BaXXKJIMBUMH
YUHHUKaMu cTajau ¢inaHcoBa kpusa 2008 p. ska
npu3Besa [0 CKOPOYEeHHH COLjaJIbHUX NporpaMm Ta
3pocTaHHs 0e3/IOMHOCTi, a TaK0X MOCUJIEeHHs
KOPIOPAaTUBHOTO BIJIMBY Ha MiCbKe MJIaHyBaHHS.

[lepiox MacoBoro mouiMpeHHsi Ta TPOMafCbKOro
onopy (2010-2025 pp.) Big3HAYaETbCA 3POCTAHHAM
3aCTOCyBaHHSA BOPOXKOI0 AW3alHy N0 BCbOMY CBITY Ta
OJIHOYAaCHUM (OpPMyBaHHAM OpraHi30BaHOTO PYXy
omnopy. lleli nepiof xapakTepu3yeTbcsl AUBepcudika-
1[i€10 TUIIB BOPOXKOI'0 MJIaHYBaHHS, pO3POOKOI0 6i/1b1I
BUTOHUYEHHUX Ta 3aBya/JibOBaHUX GOPM BUKJIIOUEHHS, a
TaKOX aKTUBi3alli€el0 IpoMajICbKUX KaMIaHil, MHC-
TellbKUX IHTEpPBEHILid Ta akaJeMiYHUX [AOCAiJKeHb.
KiroyoBUMH mofiaMM CcTaau JIOHAOHCBbKA Cylepedyka
HaBKoJio wuniB 2014 p., 110 NpUBEpPHYJia Mi>XHAPOAHY
yBary Jno mnpob6Jiemu, Ta nahzgemis COVID-19, sxa
3HaYHO BIUVIMHYJla Ha BUKOPUCTAHHA MNYOJIiYHUX
NPOCTOpPiB Ta MOCHUJIMJIA AUCKPUMIHALIMHI MPaKTUKU
11010 BPa3JIMBUX I'PYIl HaceJeHHH.

[lapasiesbHO 3 LMMH IepioflaMu PO3BUBAJIUCH
perioHasbHi 0COGJMBOCTI 3acTOCYBaHHS BOPOXKOTO
JAW3alHy. [TiBHiYHOAMepHKaHCbKHI KOHTEKCT
XapaKTEPU3YETbCS TiCHUM 3B'SI3KOM 3 MpP06JIEMOI0

6€e3/J0MHOCTi Ta HapKOMaHii, EBponedCbKUH — 3 Mirpa-
LiHHUMHU NpoLecaMd Ta MOJIOJDKHUMU CYOKyJIbTY-
paMy, a aBCTpaTiiCbKUM — 3 KOPIHHUM HacesJleHHSIM Ta
conjanbHOO iHTerpaniewn. KuTalicbKUM KOHTEKCT
JIeMOHCTpPYE MaclITabHe iHycTpia/bHe 3aCTOCYBaHHS
BOPOXHUX €JIeMEHTIB 3 aKLEeHTOM Ha TeXHOJIOTI4Hi
pilleHHA Ta Jep>KaBHUH KOHTPOJIb Haj MyGJiYHUMU
IpocTopaMM B yMoBax WBHUAKOI yp6aHizamii. Ili
perioHasbHi BiAMIHHOCTI BiJ0Gpa*karThb JIOKAJbHI
COLia/IbHO-TIOJIITUYHI KOHTEKCTH Ta KYJbTYpHI
0COGJIMBOCTI CHPUMHATTA NyO6JiYHOro mpocTopy H
Pi3HI NiX0AH [0 yIpaBJdiHHA MiCbKUM HaceJIeHHSM.

Y mnepioA paHHBOIO PO3LIMPEHHS BUPOOJIAIUCA
CTaH/apTU30BaHi MiAX01 10 BOPOKOTO NJIAaHYBaHHA 3
HayKOBUM  OOIPYHTYBaHHfIM Ta KOMepLiHHO
nigTpuMkoro. JlaBku B pabioni Camden, JloHAoH,
Benuko6puTtanisa (puc.1), pospobseni B 2012 p.
koMmnaHiero Factory Furniture crasu Ky/n1bTOBUM Ta
HaKlOUIbII aHa/i30BAaHUM CHUMBOJIIYHUM NPUKIAZ0M
«HeNmpHEMHOTO Ju3aiiHy» (Swain, 2013). «Camden
bench» € MoHo/iTHUI GeTOHHUI BUpPi6 Barowo Maixe
JBI TOHH, CleliaJIbHO CIPOEKTOBAaHUM [AJIS1 CUCTEM-
HOTO BIUIMBY Ha INOBEJIHKY I'POMaJCLKOCTI LIJISAXOM
00MeXeHHsI MEeBHUX CIIOCOGIB BUKOPUCTAHHS 4epe3
¢isnuni Ta ncuxosoriudi 6ap’epu. 3a csioBamu i
TBODPLiB, JIaBKM MNpHU3HAYeHi /[AJas «IPOTHUCTOSHHSA
3JIOYMHHIA Ta aHTHCOLa/JIbHIM MOBeJiHII» Ta MaJu
«3axyCcHi» QyHKL{], 110 po6UIN iX HENPUAATHUMHU AJ151
Oy/ib-IKOr0 BHUKOPHUCTAaHHS, OKPiM KOPOTKOYaCHOIO
cuginaa. (Factory Furniture, 2020). Le#t pusaiH
BTi/I0€ dpinocodiro «ogHa PYHKIA - OAUH 06’EKTY, 1110
NPUHLUIOBO CyllepeuynTh TPAAULiHHUM NifxoJ4aM [0
6araToQyHKIiOHaJIbHOTO BUKOPUCTAaHHS MyO6Ji4YHOr0
npocTopy.

PucyHok 1. «Camden bench», palion Camden, ]IOHL[OH, Besuka Bbpuraniga, 2012

Jxepeno: F. Swain (2013)

AHauti3 KOHCTPYKTUBHUX ocobinBocTel «Camden
bench» poskpuBae ckiagHy cucteMy Gi3SMUYHUX
obMexxeHb: pudseHUH Bepx Ta NOXWII NOBepxHi

po6J/ATH il HEMPUAATHOIO Ui JIeXKaHHs, BiICyTHICTb
LIIIIMH YCKJAaJHIOE IPUXOBYBaHHS HApKOTHKIB, a
HerJIMO0OKi 3arsubJieHHs B3J0BX IepefHbol Ta
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33/lHbOI YaCTHHU [03BOJIAKOTHL JIIOJAM THMYacoBO
30epiraTh CyMKM 3a HoOraMu [Jid 6e3slNeKH.
KoHcTpykuiss MiHiMi3ye 06cayroByBaHHsl, OCKiJbKH
BiIcyTHI mJOCKi TOBepxHi a6o IIJIMHY, A€ MOoXe
HaKOMHUYyBaTUCA CMITTA, a 6pyA Ta BoJa CTIKalOThb
camocrtiiiHo. KyTtoBi esnemMenTn Ta crnenudiuyHa
TeKcTypa NOBEepXHi CTBOPIOIOTH bisnuHun
JUCKOMpOPT NpU TPUBAJIOMY KOHTAKTI, @ Ba)KKa Bara
YHEMOXKJ/IUBJIIOE NepeMilleHHsI ab0 HeCaHKLiOHOBaHe
BUKOPHUCTAaHHS.

«Camden bench» crajsa 3paskoM AJjs MacoBOTroO
BUPOGHUIITBA MOAIOHMUX KOHCTPYKIil 10 BCbOMY CBIiTYy
Ta CHMBOJIOM «JJOCKOHAJIOlO aHTHU-00'€EKTa», AKUU
MaKCHMaJbHO OOMEXYE MOXMJIMBOCTI BUKOPHUCTAHHSA
npu 36epexkeHHi popMasibHOi GYHKI[iOHAAbHOCTI. [i
po3po6Ka 03HaMeHyBaJIa MepexiJ Biji iMIpoBi3oBaHUX
pilneHp [0 mnpodecikHO CIPOEKTOBAHUX CHUCTEM
BUKJIIOUEHHH], 1110 IOEJHYIOTh eCTeTUYHY
NpUBabAUBICTE 3 0OMeXYBaJbHUMU QYHKLISIMU.
JlaBka oTpuMana  MDKHapoJHe  BHU3HAaHHA y
JIM3allHEPChKUX KOJIaX Ta BOAHOYAC CTajJa 06’€KTOM
rocTpoi KpPUTHKHM 3 OGOKy IpaBO3aXMCHHUKIB Ta
JOC/IiIHUKIB my6siyHoro mpocrtopy. M. Carr (2020)
xapakTepusye Camden bench ik «1oCKOHa/nINN aHTH-
006’€eKT», AUBHUUN apTedaKT, 1[0 BU3HAYAETHCSA pajlle
THM, YUM BiH He €, HDXK TUM, yuM €. lle cBoepigHa
apxiTeKTypHa HyJIbOBAa TOYKa, YaCTHUHA MiCTa, 110 3a
JMM3aHOM He B3a€EMO/II€ 3 HUM Y KOJJHUH CIOCi6.

JIOHOHCBKUKA  IHUUAEHT CTaB IMepeIOMHUM
MOMEHTOM Yy I'POMa/ICbKOMY YCBiZJOMJIEHHI BOPOXOTO
JIM3aiHy Ta KaTa/i3aTOpOM IJ106a/JbHOr0 PyXy NPOTH
JUCKpPUMiHaLLiHHUX apXiTEKTYPHUX NPAKTHUK. Y YepBHi
2014 p. MegiliHa cynepeyka cliajaxHyJia B COljiaIbHUX
Mepexax HaBK0JIO MeTa/IeBUX LIUIIB BUCOTOIO 2,54 cM,
BCTAHOBJEHUX B Hillli JKUTJIOBOro OYJUHKY B
[liBneHHOMY JIOHA0HI. [poMaACbKUN pe30HaHC BUHUK
B Twitter (X) micsist Toro, ik KOpUCTyBay, BiJoMUH sIK

I N Ty

PucyHOK 2. AHTH6e3ﬁ0MH1 KM 6iJIs AKUTIO0BOr'0 KOMILJIEKCY, HlB,Z[eHHI/II/I JlonpgoH, Benvka Bpuranis, 2014
xepeno: ]. Petty (2016)

«EthicalPioneer», ony6JsikyBaB ¢poTo mumiB (puc. 2)
(Petty, 2016). IlpoTdaroM HAaCTYNHUX KiJIbKOX [JHIB
306pakeHHss Oysi0 IolIMpeHe TUcAYl pasiB y
collia/IbHUX Mepexax, | «aHTH6e3JOMHI WUIIU» CTaad
npejMeTOM HOBUHHHX CIOKeTiB 110 BCbOMYy CBiTy. Lla
MeJifiHa KaMIlaHis cTUMYyJII0OBasia MiXKHApOIHI fe6aTu
npo MicbKUMUA mnpocTip, 6e340MHicTb Ta paHile
MapriHaJbHUH y myO6JiYHOMYy JHUCKypci ¢eHOoMeH
«BOPOKOT0 APXITEKTYPHOTrO IJIaHYBaHHA». 3JHaYeHHS
Liel mofil noJsiArae He JiMlle y NpUBEpPHEHI yBaru Mo
KOHKDPETHOI'0 BUIIaJIKy, a Y KpUCTaslisalil rpoMaCcbKol
JYMKH HaBKOJIO eTUYHUX aCleKTiB MiCbKOTO AU3alHy.
Bnepuie y mainstream-mezia 6y/io0 apTHUKYJbOBaHO
noHATTA «hostile architecture» K cMCTEMHOrO SIBUILIA,
a He OKpeMHUX TexHiYHMX pimeHns. Cynepeuyka
NpoJeMOHCTPYBaJa NMOTYXHICTb COLia/IbHUX Mepex y
MoO6inizanii rpoMa/CbKol AYMKU IIpOTH
JUCKpUMIHALIMHUX MPaKTUK Ta CTajJa 3paskoM JJid
NoJAaJbUIMX KaMIIaHil 10 BCbOMY CBiTY.

Peakuist rpoMazicbKocCTi 6yJ1a mepeBaXkHO HEraTHB-
HOIO0 Ta eMOLiHHO 3a6apBJieHo0. KpUTHKHK oxapakTe-
pU3yBaJId IIMUIIU SIK «BapBapCbKi», «HEJIOACHKI» Ta
«CHMMBOJI MOpaJIbHOTO  3aHemlajy CyCIiJIbCTBa».
BopHoyac DNpUXUIBHUKM 3axulllaid pilleHHA €K
HeOOXiHUM 3axiJ A/ NiATPUMAHHSA MOPSJKYy Ta
Oe3nmekn MelIKaHIiB. Ll mnosasgpusanis AyMok
Bigobpasusa ryiubii cycnisbHi po36iXHOCTI 1070
TOTO, IK MaloTh QYHKLIOHYBaTH My6J1iuHi npocTopH Ta
XTO Ma€ mnpaBo Ha Micro. Ilig THckOM rpomazcbKol
KaMnaHii ynpaB/siloya KOMIaHisg 6yJia 3MylleHa
JAEMOHTYBAaTH IIMIU NPOTArOM KiJIbKOX THXKHIB, L0
CTaJI0 Tepuiorw 3aJOKYMEHTOBAHOI IepeMOorolo
aKTHUBICTIB IPOTH BOPOXKOT0 AU3alHy. llel npeneseHT
HaJIUXHYB MOJi6bHI kamnaHii B iHmWIKUX MicTax Ta
NpOJEeMOHCTPYBAB MOXMJIMBICTL YCHILIHOTO OIOPY
JUCKpPUMiHaLLiHHUM apXiTeKTypHUM NPaKTHKaM yepe3
opraHi3oBaHy rpoMaZiCbKy MoOiti3alito.

Art and Design Vol. 9, No. 3 71



Bopoxce apximekmypHe n1aHy8aHHA K iHCMpymMeHm ...

CydacHuit mnepiog (2015-2025 pp.) xapakTepu-
3Y€EThCA MAaCOBUM NOLIMPEHHAM BOPOXOTro JU3alHY B
MiCTax [0 BCbOMY CBITy Ta OAHOYACHUM 3POCTaHHAM
BUCOKOOPTraHi30BaHOT0 Ta MIXXHapOJHO KOOPAHHO-
BaHOTO I'POMa/ICbKOr'0 ONOPY MPOTH TaKUX MPAKTHUK.
Lleli mnepiox TakoX Bif3HAYAETbCA paJUKaJIbHOMO
JuBepcuiKali€lo THUMIB BOPOXKOro IJIAHYBaHHS Ta
pO3p06KOI0 6iNbII BUTOHYEHHUX, 3aByaJIbOBaHUX GOpM
BUKJIIOUEHHS, 110 CTPaTeriyHo HaMaraloThCs YHUKHY-
TH HeraTUBHOI Ny6JIiYHOI peaklil yepe3 MacKyBaHHS
nif ecTeTU4Hi, yHKLiOHa/bHi a60 6€31eKO0Bi pillileHHs
(Rosenberger, 2023). Oco6auBicTIO 1[bOTO Hepiofy €
iHycTpianisanis BUpOOGHUITBA BOPOXKUX apXiTEKTYp-
HUX eJIEMEHTIB, MosiBa Clellia/li3oBaHUX KOMIIaHil Ta
po3po6ka MIXHApOAHUX CTaHAAPTIB «3axXHCHOTO
AusaiHy». Hal6inbu BifBepTO arpecuBHO0 $OpMOI0
BOPOKOT0 apXiTEKTYpHOIrO IJIAHYBaHHs € MeTaJieBi
LIMIK, BCTAHOBJIEHI Ha IJIOCKUX [OBEPXHAX [JJIA
3anobiraHHs cuAiHHIO a60 exkaHH!o. Taki KOHCTPYKLi
HalyacTille BCTAHOBJIIOTbCA 6ifig  MarasuHis,
odicHUX 6yAiBesb Ta y Nifjl3eMHUX [Tepexo/iaX, e BOHU
CTBODIOIOThb Hemnepe6GopHi ¢i3nyHi Gap’epu Jusa
BUKOPHUCTAHHS IIUX NPOCTOPIB AK MiClb BiAMOYUHKY.
Lli eneMeHTH QYHKLIOHYIOTb SIK «apXiTEKTypHi KOI0Yi
JpoTu», 1o GIi3WYHO TPaBMYHOTb NpPH CHpobi ix

—

irHOpyBaHHA Ta IICHUXOJIOTIYHO
CIPUHHATTSA NIPOCTOPY K BOPOXKOTO.

[Munu Ha napaneTtax (puc. 3) € O4HUM 3 HAUOGIJIbII
NOIIMPEHUX Ta CUMBOJIYHO 3HAYyLIUX THUIIB
BOpPOKOro Au3aiHy B JIoHAOHI. 3a cnocTepeXeHHAMU
Hauptfleisch (2024), munu B 1jeHTpaJbHOMY paioHi
Blackfriars 6isibIe cTocyroThCsA Nepeaadi HoBiJoMJIeH-
Hsl, HDK MPaKTUYHUX MipKyBaHb G6e3neku. PaKkTHYHO,
BOHM NOJIETIIYIOTh NMiJJHOM IO CXUJy. ABTOD 3a3HauaEe,
0 1Lie «sIBHO Oinblle WIUMiB, HiX NOTPiGHO», 1[0
MiJIKpecIl0€ epeBaXKHO CUMBOJIIYHUY, a He PyHKIio-
HaJIbHUM XapakTep 0araTbOX TaKUX I{HCTaIALiMN.
HapgMipHa KiNBKICTh ILMIIB JEeMOHCTPYE IPUHIMII
«HAJJIUIIKOBOI arpecii», Kosin epeKTUBHICTb 3aMiHIOE-
ThCA JIeMOHCTpPALIEI0 CUJIA Ta KOHTPOJIKO Haj IPOCTO-
poM. IIcMXO/IOTIYHUK BIJIMB TaKHUX KOHCTPYKLiN
MOIIMPIOETbCS JajieKko 3a Mexi ix GesnmocepeHbOI
¢yHKLii. BoHU cTBOpPIOIOTE aTMOchepy BOPOXKOCTI Ta
HEeJIOBipH, CHUTHAJ3yIOTh NpPO Te, W10 NEBHI Tpynu
JIoeH € HebaxkaHUMHU. CeMiOTUYHUH aHaJIi3 T0Ka3as,
o WUNd GYHKUIOHYIOTh SIK CUMBOJIM BUKJIIOUEHHS,
0 TPaHCJAKWKTbL MOBIJOMJIEHHA IpO COLiaJbHY
iepapxilo Ta IpaBo Ha IPOCTIp Yepe3 MOBY HACUJILCTBA
Ta arpecil.

BIIJIMBAKOTb Ha

PucyHok 3. [llunu Ha napaneri, paiion Blackfriars, J/lonaoH, Besivika bputanis

Joxepeno: W. Hauptfleisch (2024)

HesBuuaiina, MOBipHO aHTUOe3/J0MHa, 6eTOHHA
6pykiBka B Camberwell, [liBgennuii Jlouaox (puc. 4),
JIeMOHCTPY€E 3HAYHO OiJIbLI BUTOHYEHUN Ta MCUXOJIO-
riYyHo CKJIQJHUM miaxiJ A0 Bopoxoro au3aiiHy. Ha
BiIMiHy BiJi O4YeBHJHO arpecMBHHUX IIMMIB, Taka
MOBEepXHS MOe 3/aBaTUCsl NPOCTO MOTaHUM
IJIAHYBaHHAM a60 abGCTPaKTHUM [JU3alHEPCHhKUM
eJIEMEHTOM, aJle HaClpaB/i CAyKUTb Til caMiil MeTi -
pOOUTHL HEMOXJIMBUM KOMQOpPTHe JiexKaHHS abo
cuAiHHA Ha noBepxHi. llell mnpukaaz inrCTpye
€BOJIIOL[iI0 BOPOXKOT0 AW3alHy BiJi BiAKpUTOI arpecii

Jl0 3aByaJIbOBaHOI AUCKPUMIiHaLii, 1110 MaCKy€eTbCH MiJ,
ecTeTU4YHi ab6o0 TexHiuyHi pimeHHsa. Oco6auBicTIO
TaKoro MiAXOJLy € CTBOPEHHS «IPaBJONoJi6GHOTO
3amnepevyeHHsI» (plausible deniability), KOJIH
PO3pPOOGHHUKHA MOXYTb CTBepJKyBaTH, L0 HepiBHa
MOBEPXHA Mae eCTeTHYHi, JpeHaxKHi abo
KOHCTPYKTHBHI L1iJi, 2 He CIpsIMOBaHa HAa BUKJ/IIOYEHHA
neBHUX rpy. L4 cTpaTerisl 3Ha4YHO yCK/IaJHIOE KPUTH-
Ky Ta OIlip, OCKIJIbKM BaXXKO J0BeCTH JUCKpHMiHa-
LiiHUHM HaMip 6€e3 NpsSIMUX 3as1B PO3POOHHUKIB.
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HepiBHa TekcTypa cTBOpro€ ¢i3UUHUN JUCKOM-
dopT npu TPUBAJIOMY KOHTAKTi, BUKJHUKA€E 60JIbOBI
BiA4yTTS HpU JexaHHi Ta cufiHHi. BogHoyac Taka
NOBEPXHSA 3a/JUIIAETHCS GYHKIIOHABHOIO AJ151 KOPOT-
KOYacHOIo IepexoAy, 110 A03BoJjsA€ 36epiratu ¢op-
MaJIbHY «MyOJIiYHICTb» MPOCTOPY NpPH (GaKTUUHOMY
obMexeHHI Horo BUKopUcTaHHs. CeMiOTMYHO Taka
noBepxHs QYHKIIOHYE K «HiMe MOBiJJOMJIEHHS», 110
TPAHC/IIOE HOPMH  MOBeAiHKM 4epe3  ¢i3uyHi
0o0MeXeHHs], a He BepbasibHi 3a60poHU. BoHa cTBOpIOE
ePeKT «CaMOAUCHUILIIHKUY», KOJIM JIIOJU CaMOCTiHHO
YHUKAITh HebakaHOi NOBeJiHKKM vepe3 i3MuHUN
JUCKOMOOPT, 1110 POOUTH KOHTPOJIb MEHII MOMITHUM
Ta 6inbi1 epekTUBHUM. Llelt TUI Bopoxoro AusaiHy
0CO6JIMBO MPO6JeMAaTUYHUN 3 eTUYHOI TOYKU 30Dy,
OCKIJIbKH BiH NMO€fHYE ePeKTHUBHICTb BUKJIIOYEHHS 3

HU3bKOK BUJAMMICTIO AUCKpPUMIiHALi, [0 YCKIALHIOE
rPpOMaJCbKUM KOHTPOJIb Ta NpPaBOBHUM 3axUCT. BiH
BioOpaXkae TeHJEHII0 J0 «HEBHUAUMOI0» COIliasb-
HOI'0 KOHTPOJIIO Yepes apxiTeKTypy, 1[0 XapaKTepU3yE
Cy4yacHUH eTal po3BUTKY BOPOKOT0 NJIaHyBaHHS.

JlaBKH 3 po3/iJIeHHSIMU Ta KYTOBUMU IOBEPXHIMU
(puc.5) KOHCTPYKTHBHO pOGJATH iX NPUHIMIIOBO
HE3pYYHUMU [Js1 JieXKaHHsl Ta NpeAcTaBJsIOTh
Haklbisbl momupeHy GpopMy BOPOKOIro AU3alHY Yy
Cy4yacHUX MicTtaxX. 3rifHo 3 oOIiHKol ¢axiBIiB,
po3AineHi cekUiliHi JlaBKU CTaqd [JJOMIHYIOUYUM
CTaHZApPTOM Yy CydacHOMy MicbkoMy 6JiaroycTtpoi
(Geraghty L. 2022). Lls moBCIOJHICTb CBiJYHUTH IPO
HOpMaJli3alil0 BUKJIYHUX IPAKTUK Ta iX iHTerpanito
B CTAaHJAPTH MiCbKOTO 6JIaroyCTpOI0 K «IPUPOSHOI»
YaCTUHHU MiCbKOTO JaHAWATY.

PucyHok 4. HepiBHa 6eToHHa noBepxHs, Camberwell, [liBgennuii Jlonnox, Bennka bputanis

Jxepeno: W. Hauptfleisch (2024)

F)

PucyHok 5. JlaBku 6is1a KoposiBCbKOTO Cyly CipaBeiJInBOCTI, OH,ZLOH, Besinka BpuTanis, 2014

Jxepeno: W. Hauptfleisch (2024)
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He3sanexHo Bif TUIy, BUTHYTI JIABKU YU MicUd OJ1s
CUAiIHHSA, PO3JiJieHi MiAJOKITHUKAMHU, iCHY€E IUPOKUM
CHEeKTp iHXXeHepHO poO3pOOJIEeHUX Ta TeXHIYHO
0OI'PYHTOBAHUX croco6iB 3ano6iraHHs
BUKOPUCTAHHIO JIABOK [Jisl BiJAOYUHKY abo CHY.
[lpencraBneni naBku 6insa  KoposiBcbkoro cyay
cnpaBeInBOCTI B JIOH/IOHI MalOTh KyTOBYy popMy Ta
pPO3AiMBbHUKHY, CllelliaJIbHO po3p06JieHi A1 CTBOPEHHS
He3pY4YHOCTI NpU JexaHHi. KyToBuil u3aliH CTBOPIOE
disnyHuM guckoMboOpT [Jis1 BCiX, XTO HaMaraeTbCs
JIATTH, a PO3JiIJbHUKU ePeKTUBHO NepeTBOPHIOTH
JOBIY JIaBKy Ha Cepilo OKpeMHUX Miclb [Ji CUJAIHHA,
THM CaMHUM YHEMOXJIWBJIOIOTb BUKOPUCTAHHA BCi€l
JIOBXKHWHU JIaBKU sIK Micug s cHy. [loaineni saBku
BTIJIIOIOTh NPUHLUII «CeJIEKTUBHOI
GYHKLIOHAIBHOCTI», KOJHU OO’EKT 3aJMUIAETHCS
NpUAATHUM 14 «6akaHOI» MOBeJjiHKU (KOpOTKO4YacHe
CUJIiHHSA), aJle CTa€ HENPUAATHUM [l «HeGaKaHOI»
(nexxanHs1, coH). lle cTBoproe im03il0 36epexeHHS
ny6siyHoi ¢yHkuii npu ¢axTUYHOMY oOO6GMexeHHI
cnoco6iB BUKOPHUCTAHHS MPOCTOPY.

EMnipudHe pociifipkeHHA LleHTPaJIbHOI'O BOK3aJly
B Heiimereni (Higepnanau) migTBepAusio, 10
BiZICYTHICTE Micupb [/ CHUAIHHA B 30Hax BXOAY
CTBOPIOE CHCTEMY «IiJIITOBXyBaHb» SIKA BKa3yeE
BiZBifyBayaM, 1110 BOHM He MOBUHHI 3aTPUMYyBaTHUCS B
I[ill 30Hi, a MOBMHHI a60 BUKOHATH CBOI CIIPaBH i MiTH,
abo pyxaTucs Aaji yepes CTaHIil0 40 NPHU3HAYEHOTrO

nepony (van Rossem, 2022). lleif BHUCHOBOK
Y3TO/KYEThCS 3 BUSIBJIEHUMHU naTepHaMH
pO3MillleHHsI JIaBOK BHUKJKYHO B 30HaX 3a

TYpHiKeTaMu rpoMa/iCbKOr0 TPaHCIOPTY.

Po3finbHUKN OYHKIIOHYIOTE $SIK apXiTeKTYpHi
«IIeperopojiku», o JUCHUILIIHYIOTh TiJI0O Ta HaB'sd-
3yI0Tb KOHKPeTHY 1103y. BoHU CTBOpIOIOTDH IHAMUBIAya-
JIi30BaHI «30HM CHUJIHHA», 110 MepellKOoKalTh
rPYNOBOMY BUKOPUCTAHHIO Ta COLiaJIbHINA B3aeEMOJII.
lle BigoOparkae mwupIni TeHAeHnil A0 aTomizamii
ny6JIiYHOTO NMPOCTOPY Ta KOHTPOJIIO HaJ, KOJIEKTUB-
HMMHM NpakTHKaMHu. KyToBI NOBepxXHi CTBOPIOIOTH
JI0AAaTKOBUM piBeHb AucKoMQOpTy depe3 HeeproHo-
MiyHy $OpMy, 1[0 POGUTH HEMOXKJIUBUM PO3CaabjieHe
MoJIOKeHHA Tijsla. Takuil [u3aliH OpUMyLIYE [0
«AYCUUIJIIIHOBAHOTO CUJAIHHA» — NIPAMOI, Hanpy>KeHol
N03M, 10 BUKJIOYAE MOXJIMBICTb BiANOYMHKY abo
po3ciabieHHsi. CHMBOJIIYHO TaKi JIJaBKM TPaHCIKIOTH
MOBiJOMJIEHHSI TIPO «MpaBUJIbHE» BUKOPUCTAHHA
My6JIiYHOTO TPOCTOPY Ta COIiaJIbHY BiZMOBiAa/IbHICTD
3a JOTPUMaHHS HOPM NOBeAiHKU. BoHU nepeTBOplO-
I0Tb aKT CU/[iHHS 3 TPUPOJAHOI IOTPEeOH Ha KOHTPOJIBO-
BaHy aKTHUBHICTb, 10 MAa€ BIiANOBIAATH 3aJaHUM
napamMmeTpam.

CknagHicTh ifeHTudikanii BOpokoro AusalHy
NOJIATAa€E B MOr0 BUHATKOBIN 3/JaTHOCTI MacKyBaTHUCS
miJ; 3BUYAlHI eJleMeHTH MiChbKOTO 6JIarO0yCcTpOoI0 Ta
CTBOPIOBATH i103il0 HEUTPaJbHOCTI NPU 36epexkeHHi
JUcKkpuMiHaniiHux ¢yHKIiA. Bopoxe apxiTeKTypHe
IIJIaHyBaHHA peasi3yeTbcAd 4Yepe3 CKJAaJHI Mepexi
BJIaJJHUX CTPYKTYP Ta KOPIOPATUBHUX IHTepeciB, AKi
CTpaTeriyHo BIPOBa/KYIOTb JAM3alHepCbKi pillleHHA

JUJIs1 KOHTPOJIIO OBEIHKHU COLia/IbHO BPa3/JIMBUX IPYyIl
HaceJleHHSI, SIKi CHCTEMaTUYHO OOMEXYITb IXHiH
JocTyn Jo mny6uiyHoro mnpoctopy. Ll mnpakTuka
HabyBae MNpPUXOBaHUX ¢OpPM, KOJIM MYyHiWNaJIbHI
OpraHu BJIaJiM BUKOPUCTOBYIOTb iHQPACTPYKTYpHI
pilleHHs1 [JJs JOCATHEHHS LjijJell coLiaJbHOro
KOHTPOJIIO IiJi BUIJIAJLOM IOKpallleHHd MiCbKOTO
cepeZloBUILA Ta MiIBUILLEHHS €CTEeTUYHOI
npuBabauBOCTi TepuTopii. OCOGNMUBICTIO IIHOTO THUITY
BOPOXOT0 JAW3allHy € CTBOPEHHS «IMOABiiHOL
peanbHOCTi», Je odiniiiHa MeTa (MOKpaleHHs,
6s1aroycTpiii, 6e3neka) MacKye cHopaBxXHIO (YHKIiO
(BUKJ/IIOUEHHS], KOHTPOJb, JAUCKpUMiHaniw). Le
CTBOPIOE CKJIAJAHOCTI /Il KPUTHUKHU Ta ONOPY, OCKINIbKH
OyAb-IKi 3amepedyeHHsT MOXYTb OYTH BiAXuJeHi
MOCUJIAaHHSAM Ha «6JIaropoJiHi» L[iJIi MPOEKTY.

ABcTpaniicbKMH JOCBiJ JeMOHCTPYE CUCTEMHHUM
BIUIUB BOPOXOTrO IJIAHYBAaHHA Ha TCpPOMaJiCbKe
3[I0pOB’l Ta COLiaJbHY 3TYpPTOBAHICTh MiCbKUX
cnisibHOT. [IpukiazioM € TpaHchopManisa my6JaivHOro
npoctopy B mapky Ha Oxford Street y paiioHni
Konninreyn, MensbypH (puc.6), Jnge Micuea
aAMiHiCTpalif 3acToCcyBajia KOMILJIEKC apXiTEKTYPHUX
iHTepBeHIii BUKJ/JIWOYHOIO XapakTepy. [lapk, sAKkui
ictropuyHO OYHKI[IOHYBaB fIK BaXXKJIMBUU 0cCepesioK
colia/JIbHOI B3aEMOZ(I /14 MicLeBOI rpOMa/iv, BKJIOYHO
3 MapriHaJli3oBaHUMU TIpyllaMU HaceJeHHf, 3a3HaB
pasuKaJbHOI peKoHiryparii yepes BIpOBaKeHHS
eJleMeHTIiB BOpOXOro JAusaiHy. CUcTeMaTUYHUU
JIeMOHTa 3aXUCHUX KOHCTPYKIiH BiJ| TOrOJHUX YMOB,
BCTAHOBJIEHHs] MOJIM}iKOBaHUX JIABOK 3 0OMEXEHOI
JYHKIIOHABHICTIO Ta CTpaTeriuHe po3MilleHHs
¢isnuHUxX 6ap’epiB TpaHchopMyBau Lied NMPOCTIp y
30Hy OOMEXeHOro BHUKOPHUCTAHHS, L0 BHUKJIYAE
MO>KJIMBICTb TPUBAJIOTrO lepebyBaHHs.

Lleil 3pa30oK JAeMOHCTPYE «IOCTYIOBY epo3ito»
ny6JIiYHOTO0 NMPOCTOPY, KOJIM 3MiHH BNPOBAKYIOThCS
He OJHOMOMEHTHO, a 4Yepe3 Cepil0 «HEeBeJUKHUX
NOKpallleHb», KOXHe 3 SKHUX 3Ja€TbhC PO3yMHUM
OKpeMoO, aJie B CyKyIHOCTI paJuKaJbHO 3MiHIOE
xapakTep npocrtopy. Taka cTparterisa MiHiIMi3ye omip,
OCKIJIBKM KOXK€H OKPeMMH KPOK Ba)XKO KPUTHKYBaTH
K AWcKpuMiHaniHuil. TpaHchopmalliss mapky B
Konninreyai JIIOCTPYIOE TaKOX NPUHLUI
«[puBaTHU3aLil dYepe3 [Au3aliH», KOJU MNy6GJiYHUN
npocTip GopMasbHO 3aJHUIIAETHCA JOCTYNHUM, aje
baKTUYHO CTae MPUAATHUM JiMLIe AJs MeBHUX TUIIB
KOpPHUCTYBauiB Ta akTUBHOCTeM. lle cTBoploe Ae-dakTo
NpUBaTHI 30HM B MeXax NyO6JidyHOro mpoctopy 6e3
dopMasibHOI 3MiHU CTATYCy BJAACHOCTI.

XapakTepHUM  NpPUKJ3QAOM  33aByaJbOBAaHOTO
BOpPOXKOro pAu3aWHy cTana cnpaBa Cietsna (CILIA)
2017 p., pme [lenapramenTt TpaHcnopty (SDOT)
BCTaHOBUB 18 BesiocunegHUX CTiHOK MiJ MOCTOM
Alaskan Way Viaduct (puc.7) pns 3anobiraHHs
opraHizanii HaMeTOBUX TabopiB 06e3JOMHUX Mic/s
NPUMYCOBOI 3a4UCTKU ILji€i Teputopii. Lleli BUnagok
CTaB KJIACUYHUM NpUKIA[0M «MOJBIMHOTO
Npu3HayeHHsA» MicbKoi  iHYpacTpyKTypH, KoJu
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JieriTuMHa QYHKIiS BUKOPUCTOBYETHCS IK IPUKPUTTS
ISl JUCKPUMIiHaLiMHUX LjiJen.

CTifikM Ta BCTaHOBJIEHHSI KOUITYyBaJkd OJIM3bKO
$6700: 18 cridoKk Ta MmIiCTh MOHTaXHHUX pPeHOK
koutyBasin $3998, a po6oTa TPbOX WieHIB 6puUraau
NpOTAroOM I'SITU ToguH KorutyBaja $2718 (Fucoloro,
2017). SDOT BUKOpHUCTaB BeJIOCUNEJHI CTiHKH,

KyIJIeHI 4Yepe3 cxBaJleHUH BHOOpHAMHU 36ip Move
Seattle y1s1 po3BUTKY BesiocurieHOI iHQPACTPYKTYPH.
OfHaK JlenmapTaMeHT KOMIIEHCYBaB 3arajbHy BapTiCTh
npoekTy yepe3 ¢oHj SDOT cnenjanbHO AJ151 60pOTHOU
3 6e3/0MHicTI0. /[UBHEe pPO3MillleHHS1 BEJIOCHUIEHUX
cnpaBXHIO  QYHKIiIO:

CTiOK BKasyBaJo Ha ix

3ano6irTyu ToMy, o6 JAUd 6e3 axy Haj r'oJIOBOIO
Jiiraju abo po3TalIOBYBaIMCS TAabOPOM IiJi MOCTOM
(Hudson, 2023). lle npuksiajg ogHOro i3 cnoco6iB, AKUM
BOpOKe apxiTeKTypHe IJIaHyBaHHS «XOBA€TbCA Ha
BUJHOMY Miclli» - BHUKOPHUCTAaHHSI HOpPMaJsbHOI a6o
HaBITb KOpPUCHOI iHppacTpykTypH MOXKe
3aCTOCOBYBAaTHCA 3 IPUXOBAaHMMHU MOTHUBAMH SIK
crnoci6 oOGMeXeHHSI BHMKOPHUCTAHHSA MyO6JiYHOro
NpOCTOPY TNEBHUMH TIpynaMu JIIOJeHd. 3pelToro,
HeraTHMBHa peaKLisd IPOTH IX BOPOXKOI0 BUKOPUCTAHHA
3Mycuia SDOT  pmeMoHTyBaTHu JaHuM paz
BeJIOCUNIeIHUX CTilloK y 6epe3Hi 2018 p.

Vf"j’/'““——" p
ABcTpanis, 2024

PucyHok 7. BesiocunegHi ctitiku nig MmoctoM Alaskan Way Viaduct, CietJ, CILIA, 2017 p.

JMxepeno: T. Fucoloro (2017)
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Lleii kelC [OEeMOHCTPYE [ieKiJibKa KPUTHYHO
BaXK/IMBUX aCHeKTiB Cy4yacHOTO BOPOXKOro AW3aiiHy.
[To-nepie, BAKOPUCTAHHS «IIO3UTHUBHOI» iIHGpaCTPYK-
Typu (BeJsloCHTIeIHI CTIHKM SIK CHUMBOJI €KOJIOTiYHOTO
TPAHCNOPTY) [Jis [JOCATHEHHsS BHUKJIYHUX LiJel
CTBOPIOE KOTHITUBHUU JJUCOHAHC Ta YCKJAAHIOE KPHU-
TuKy. [lo-apyre, ¢piHaHCOBa cxeMa 3 BUKOPUCTAHHSAM
pisHuX 6ro/KeTHUX GOHAIB MOKa3ye IHCTUTYLiHHY
HNiJTPUMKY AUCKpUMiHauniiHuX npakTuk. [lo-Tpere,
odiLiiiHa pUTOpUKa NP0 «KaKTUBHE Ny6J1iuHe BUKOPHUC-
TaHHSI» MacCKye CHOpaBXHI MOTHUBU BUKJIIOYEHHS.
Jlokauis mnig MocToM, Ae TpajULiMHO 3HAXOAWJIU
OpUTy/soK 6e3poMHi, 6ysa TpaHcopMoBaHA Y
«BeJIOCHTIeIHY AapKOBKY», 110 ¢popMasibHO 36epirao
nyoJiYyHUNA XapakTep MNpocTopy HOpu GaKTUYHOMY
BUKJ/IIOYEHHI Horo mnomepeAHix KopucTyBauiB. Lle
CTBOPUJIO NpeLefleHT AJisl OJ[i6HUX «3MiH» MPOCTOPIB
0 BCbOMY CBiTy. I'poMaacbKkuil omip NpOTH LBOTO
MPOEKTY MpPOJIeMOHCTPYBaB 06i3HAHICTh HaceJIeHHs
II0Z0 3aByaJbOBAaHUX (OPM BOPOXKOro JU3aMHYy Ta

PucyHok 8. Oropoa nia MOCTO
JxepeJio: S. Greenstone (2018)

ExoHOMiYyHMI aHa/li3 MPOEKTY BUSBUB Bpakalouy
iy nboro oropomkenHst: $100,000 as1s 060X cTOpiH
Northwest Leary Way mig moctom Ballard. 3rigHo 3
odiuiitHoro mnosuniero SDOT 3adBUB, L0 Oropoxa €
KPUTHUYHO BaXXJIMBOW JJi Oe3nekd micas cepil
MOBiOMJIEHB PO MoXeXi nig Mmoctamu (Seattle Times,
2018). lleii kelic iMIOCTPYyE TUIOBY [Jisi BOPOXKOIO
apxXiTeKTYpHOro NJaHyBaHHS «eEKOHOMIKY BUKJ/IIOYEH-
H$I», e KOPOTKOCTPOKOBI BUTPATH HA $i3uyHi 6ap’epu
3HAYHO IEepeBUILYIOTh JOBTOCTPOKOBI iHBecTULii y
BUDIillIeHHs1 coLia/IbHUX Npob6seM. BiH JeMoHcTpye
TAKOX WIBUJKICTh peakiil MyHiUNAJbHUX CJIYkKO Ha
«po6yieMy BUAUMOCTI» 6e370MHOCTI MOPiBHAHO 3
MOBIJIbHICTIO pearyBaHHs Ha caMy KUTJIOBY KpU3Y.

BuUKOpUCTaHHS «BEe3MEeKOBOI PUTOPUKHU»  JIJis
OGIPYHTYBaHHSI BUKJIIOYHUX 3aX0/iB € XapaKTepHOIO
pHUCOI0  CY4acCHOrO0 BOPOXKOTO IUJIAHYBAaHHsA, 110
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3JaTHICTP MOG6ini3yBaTHCA NOPOTH HUX. JeMOHTax
CTiMOK CTaB CUMBOJIIYHOIO IEPEMOrol0 aKTUBICTIB Ta
NoKa3aB MOXKJIUBICTb YCHIIHOTO CIIPOTUBY
nceBoQyHKILiOHaIbHUM GpOpMaM BUKJIIOYEHHS.

[loka30BUM NPUK/IaZ0M MacIITabHUX BHUTPAT Ha
BUKJIIOUHY iHQPACTPYKTYpy CTaB MPOEKT OrOPOKY-
BaHHA MocTy Ballard y Ciertsi (CIIA) 2018 p. (puc. 8).
JlokyMeHTa/IbHUHN aHaJli3 4jeHa Micbkoi paau Malika
O’'BpaeHa BUSIBUB paAuKaJbHy TpaHchopMalio
IpOCTOPY TPOTArOM KIJIBKOX JHIB: I0YaTKOBe
o6cTexkeHHss 3adikcyBaso m'ATh HaMmeTiB  mif
HNiBHIYHUM NAHLYCOM MOCTY, OJHaK IIOBTOpHe
BiABilyBaHHA Yepe3 KOPOTKUH NPOMDKOK dyacy
MO0Ka3a/Io MOBHY JiKBijalnilo HaMeToBOro Tabopy Ta
MOYaTOK BCTaHOBJEHHS Gi3uuHUX 6ap’epiB. MyHinu-
NaJbHI CJAYyKO0U ONMepaTUBHO OrOpPOAWJIM Mifx'i3a Ta
po3noYyasiyd CBEpAJIIHHA OTBOpPIB [/ BCTAaHOBJIEHHSA
10-¢pyToBoi oropoxi (3,05M) 3 munamu A
3ano06iraHHs IOBTOPHOMY pO3TalllyBaHHIO 6€3J0MHUX
JII0/Ield TabopOoOM.

Jl03BOJIIE MacCKyBaTH JAUCKpUMiHauiviHi winl mig
JIeriTUMHI ~ MipKyBaHHf  TIpOMajCbKoi  Oe3IeKHu.
BopgHoyac Taka Jiorika IrHOpye aJibTepHaTHUBHI

migxoau o0 3abe3nedyeHHs] Ge3NeKH Yepes3 COljiaibHYy
NIATPUMKY Ta HaJAaHHA XKUTJA. Besuki Ba3oHU Ta
CcTpaTeriyHo po3MillieHe KaMiHHA BUKOPUCTOBYIOThCA
JJIl TOTaJIbHOIO 3allOBHEHHHA IPOCTOpY, Ae JIIAU
MOXYTb CUJITH, a60 sIK HelepeOGOopHi JOPOXKHI 6JI0KU
JJIsl yTPUMaHHA Pi3HUX TPyl KOPUCTYBaviB y Mexax
JO3BOJIEHUX 30H aKTHUBHOCTI. Ili esemeHTHM 4YacTo
MacKylOTbC IiJi eCTEeTH4YHI MOoKpalleHHd ab6o
eKoJIoTiuHi iHinjaTUBM Ta NMpeACTaBASIOTb HANHOIIbII
CKJaHy s igeHTHdiKamii KaTeropiro BOPOXKOTO
JU3alHy 4Yepe3 CBOI0 «INPUPOJAHICTb» Ta MO3UTHUBHI
KOHOTalil.

[IpykJaJ NPOMUCI0BOr0 MacuITaby 3aCTOCyBaHHSA
arpecuBHUX isnyHuX 6Gap’epiB  J€MOHCTPYIOTb
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6eTOHHI WMOM, AKi TOKPUBAKTbL Npu6ausHo 200 M2
mify excnpecBeem XyaHumu, Kwurtaih (puc.9) Ta
abCoIIOTHO «3a00POHSATH» 6E3J0MHUM  JIHOASM
BUKOPHCTOBYBATH MICT 1K mpUTyJIoK (Arch20, 2024).
L[i KOHCTPYKIIil CTBOPIOIOTH CylliJiIbHE MoJie Ppi3sUYHUX
NepeuKko/, 10 PpOOUTh HEMOMXJIUBUM Oy/b-sKe
BUKOPUCTAaHHA MNpPOCTOPY [JAJd BiANOYMHKY abo
TUMYacoBOro mnepebyBaHHsA. [logi6Hi cTparTerii 3

BUKOPHUCTAHHSAM MaCUBHUX 6€TOHHUX KOHCTPYKLIN Ta

Pucynok 10. /leMoHTa
xepeno: E.A]. Connelly (2021)

e

Macwta6 uporo mnpoekty (200 M* cyLinbHUX
OETOHHUX IIMMIB) CBiAYUTH NP0  BiHCHKOBO-
NpPOMHUCJOBUN MiAXiJ A0 BUKJIWOYEHHS, KOJU IiJi
TepyUTOpil NepeTBOPIOIOTHCA Ha HeNpUJaTHI s
JIIOJICBKOTO  TepeOyBaHHS 30HU. BUKOpHCTaHHSA
OETOHHUX IIMUMIB CTBOPHE JAHAMAQPT, 0 HArajgye
nosie 6010 abo 30HY BigUyKEHHs, 1[0 PaAUKAJIbHO
3MiHIOE XapaKTep MicbKoro npocrtopy. Taki Mmacurra6Hi
iHcTananii 6ETOHHHUX MepeiKo/, 0COBJIMBO
npo6/ieMaTU4Hi 3 TOYKU 30py 'POMa/ICbKOTO 3/10pOB’s
Ta 6e3MeKH, OCKiJIbKH CTBOPIOIOTh TpPaBMOHebe3nevyHe
cepeJi0BUILE He JiMlle JJiF LiJIbOBUX Py, a ¥ AJi BCiX
KOpHUCTyBauiB npoctopy. CyLisbHe NOKPUTTSA MUIAMHU

K JIJAaBOK Ha CTaHIisIX METPO Hb}0-1710p1<a, CIIA, 2021

IITYYHUX TMepeliKos, CHCTEMATUYHO Ta IOBCHOAHO
3aCTOCOBYKOTBCA B MiCTax II0 BCbOMY CBITY /A4
TOTAJILHOrO OJIOKyBaHHSl MPOCTOpPiB, Je 6e370MHi
JIoJA Morau 6 posTamyBaTucA. Taka MNpakKTHKa
Bpa)kaloue IOKasye, AK MyHIUNalbHI BJ3JU
BUKOPUCTOBYIOTb arpecuBHi ¢i3nyHi 6Gap'epu mif
BUT/IAL0M  IHQPACTPYKTYPHUX TOKpalleHb  JJid
CUCTEMaTHYHOTO BHUKJIOYEHHS Bpa3/IMBUX Tpyl
HaceJIeHHS 3 My6JIiYHUX IPOCTOPIB.

Street

gx——

NepeTBOPIOE TMOTEHI[iHHO KOPUCHUNU my6JidYHUN
npocTip Ha  abCoJIIOTHO  HENpUAATHY [
BUKOPUCTAaHHA TepuTopito. TakoX eKOHOMidHi

BUTPAaTU Ha BUTOTOBJIEHHS, TPAHCIOPTYBaHHA Ta
BcTaHOBJeHHs: 200 M? 6GeTOHHMX KOHCTPYKIIH €
3HAYHUMHM, IO MiJKPecJ€E TOTOBHICTb BJaAHU
iHBecTyBaTH BeJIMKi KOWITH y Qi3WYHE BUKJ/IIOYEHHS
3aMicTb BUpilleHHA conjaJbHUX npo6seM. Taki
IPOEKTH CTBOPIOIOTH NpelefeHT Aad Ie 6iabi
MaclITabHOTO 3aCTOCyBaHHA penpecuBHUX
apxiTeKTypHuX pimeHb. MacwtabHi ¢isuyHi 6ap’epu
TAaKOro THUIY PpENpe3eHTYITh KpahHio §opmy
MOJIITUKYU JKUTJA SIK Pi3HUII, Jle MPOCTip OYKBaJbHO

Art and Design Vol. 9, No. 3 77



Bopoxce apximekmypHe n1aHy8aHHA K iHCMpymMeHm ...

NepeTBOPIETHCS Ha HENPUAATHUHI AJIS )KUTTSA NeBHUX
KaTeropiil Hace/leHHs, IO CylepeYuTb 6a30BUM
NpUHLMIIAM [IpaBa Ha >XUTJIO Ta JIOJACbKY TiAHICTb
(Lancione, 2020).

MyninunanbHi peryJsiii Ta DoJiTUKY MyGJIiYHOTO
HNPOCTOPY BUKOPUCTOBYIOTHCA [JJIsl KOHTPOJIIO NEBHUX
CEerMeHTIB HaceJIeHHH yepes BUOIpKOBe
[IpaBO3aCTOCYBaHHA, BIAMOBJISAIOYM IM Yy ydacTi B
ny6JiYHOMY >KUTTi, BKJIIOYHO 3 BHUKOPHUCTAaHHAM
CHiIBHUX TNPOCTOPIB JAJA 3a3J0BOJIEHHA 06a30BUX
notpe6. Taki MOBCAKJAEHHI aKTHUBHOCTI, $SIK COH,
BUKODUCTAHHA  TifpaHTIiB  JJid  KyNaHHA YU
CKeUTOOPAUHI, KJEHMYIOTbCSI SK  IOpYIIEHHS
rpoMa/ICbKOro TMOpsSiJIKy, 3arpo3u 3J0poB'l0  abo
Bi3ya/IbHO HelnpuBabJIUBI SIBUILIA, TO/AI K
MYHILUNAMITEeTH BUKOPUCTOBYIOTb AK PeryJATOPHY
BJaJy, TaK i eCTeTHKy MiCcbKOro AusailHy AJs ix
NpUAYLIEeHHs, He aipeCy04u CoLionoaiTUYHi peaJii Ta
niHHOCTI, o ix mopoauau (Abbey, 2023).

Y Mexax po3po06JieHOi THIOJIOTII BOPOXKOTO
apXiTeKTYpHOro MNJaHyBaHHS BJacHe Micle 3alMae
CTpaTeris «IpPUMapHUX 3pyYHOCTEH» - JeMOHTaX
HeoOXiJHUX esleMeHTiB MicbKoi iHppacTpyKTypu mij,
dopMasbHUMHU NIPUBOJAAMHU €KOHOMII ab0 TexHiuYHOro
06C/IYyroByBaHHSI 3 MeETOK OOMEXeHHs [JOCTYIy
BpasJIMBUX Ipyn A0 ny6JiyHoro npocropy. Llei miaxiz
KapAWHaJIbHO BiZIpi3HAETBCA BiJ, nonepesHix
KaTeropiii TWM, 110 JOCATAa€ BUK/IIOYHOrO edeKTy He
yepes JoJaBaHHA BOPOXHX eJIEMEHTIB, a 4epes Ix
LiJlecnpsMOBaHY BiICYTHICTb.

[Ipuknagom peanisanil Takol crparerii cras
iHIUEeHT y TpaH3uTHiN cuctemi Hoio-Mopka (CIIA) y
2021 p., xonmu MyHiguMmanbHi CJAYK6M  MacoBO
JIEMOHTYBa/IM JIaBKM Ha cTaHLisgx Mmerpo (puc. 10).
MpejcTaBHUKK TpaH3UTHOI cucTemu Hbro-Hopka
CIIOYATKYy BiJBEPTO OrOJIOCUJM Yepe3 CcoLjiajJbHi
Mepexi (Twitter (X)), o «iaBku 6y eMOHTOBAHI 3i
CTaHIiH, 06 3am06irTH CHY 6€3/J0MHUX Ha HUX» (New
York Post, 2021). AreHTCTBO mi3Hille MiJi THCKOM
rpoMaZicbKol KPUTHUKHM 3asfBWJIO, IO JONUC OYyB
NOMUJIKOIO Ta He Bijo6paxkae odiniiiHol no3uil.
CTpaTeris BuJajJieHHS JIaBOK IJIIOCTPYeE 0COGJHUBO
BUTOHUYEeHY  ¢dopMy  AuCKpUMiHamii, OCKIJIbKU
dbopMasbHO He ClIpsIMOBaHa IPOTH KOHKPETHUX I'pyIl,
asie GaKTUYHO CTBOPIOE HEMPONOPLiHHI TPy IHOIL JJ1sT
HaWG6iIbII Bpa3/IMBUX KOPHUCTYBa4iB TpPaHCIOPTHOI
chcTeMHU. BifcyTHICTB Micupb /i1 CUAIHHSA Ha CTaHIiAX
MeTpO MepeTBOPIOE O4YiKyBaHHA TPAHCIOPTY Ha
BUNIPOOYBAHHS, IO OCOGJMBO BAXXKO [IJIs JITHIX
JI0JeH, oci6 3 iHBaJiAHICTIO, BariTHUX KiHOK Ta
6aTbKiB 3 MaJIeHbKHMHU JiTbMH.

ExoHOMiYHe OGI'DYHTYBaHHSI JlEMOHTaXy €
CYMHIBHUM 3 OrJsAgy Ha e(eKTUBHICTb BUTpAT,
OCKIZIBKM Hpolec JeMOHTaxy JIaBOK HOTpebye
JI0JIaTKOBUX pecypciB, a eKOHOMisl Ha 06¢/IyroByBaHHi
JOCATAETbCA 3a PaXyHOK IMOriplleHHA yMOB JJid
COTEeHb NacaXkupiB moAHA. CpaBXHsA MeTa MoJIATa€ y
CTBOPEHHI «HeKOMQOPTHOro» cepe0OBUIIIa, 1110 Hepe-
IIKO/P)Ka€E TpHBAJOMy TINepebyBaHHIO. Bumaakose
PO3KPUTTA CIPaBXKHIiX MOTHBIB y COLlia/IbHUX Mepexax

MPOJeMOHCTPYBaIO po3pUB MiXK 0QiliiiHOI pUTOPHU-
KOI0 IIpO «TexXHiYHi MIpKyBaHHA» Ta peaJbHUMHU
JUCKpUMiHALiMHUMU 1iiiMUA. HeobxiHiCTh MIBUKO-
o «BUIIPaBJIEHHS» JONUCY CBiAYUTBH IMpPO YCBiOM-
JIeHHfl HeNpUWHATHOCTI BiAKPUTOro BU3HAHHA
BUKJIDYHUX [IPAKTUK Y AE€MOKPATUYHOMY CYCIIJIbCTBI.

XapaKTepHOI pHUCOK CY4acHOro Iepiofy €
CTpiMKe 3pOCTaHHA BHCOKOOPraHi30BaHOTO Ta
MDKHapoOJAHO  KOOPAMHOBAHOIO  ONOPY  IPOTH
BOPOXKOTO JU3aliHYy 3 6OKY XyJ0’)KHUKIB, aKTUBICTiB Ta
rpoMazCbKUX oprasisarii. Li iHiniaTUBU
BUKOPHUCTOBYIOTH HOBATOPCHKI, TBOpPYI Ta
NPOBOKAaTHUBHI MiAXOAW AJi1 NPUBEPHEHHA yBaru [0
npobseMru Ta  JeMOHCTpanii  aJbTepHATHBHUX
Cnoco6iB BUKOPUCTAHHA NMy6JiYHOr0 NPOCTOPY Yepes
MUCTeLbKI iHTepBeHLii, 10 AeKOHCTPYKIOTb JIOTIKY
BUKJ/IIOYEHHHA Ta NpPOIOHYIOTh IHKJIIO3UBHI
aJbTepHATHUBHU.

MyabTuguciumiinapauid  npoekt Black Power
Naps nDpoTHUCTOITE BOpOXKIM apxiTeKTypi uepe3
CTBOPEHHS MPOCTOpPIiB JJi BiANOYMHKY SIK aKTiB
pajgukaabHoro omnopy. IlpoekT 6e3nocepeJHbO
aJipecye TpY iIHCTPYMEHTH NPUTHiYeHHs: XxpoModobito
(koJIOHiaZIBHUM CTpax KoOJIbOPY, 10 cTUpae adpo-
JliacliOpHY €eCTeTHKY), BOPOXKYy apxiTeKTypy (Micbke
NJIaHYBaHHA [/l BUKJIOYEHHA MapriHajli3oBaHHUX
CHiIBHOT) Ta 3BYKOBUH Tepop (BUKOPHUCTAaHHSA
LIYMOBOTO 3a0pyHeHHs IJist JecTabinizanii
3HeloJIeHUX paloHiB). Yepes sckpaBi iHcTansAnii,
3BYKOBi JlaHAMAadTH Ta apxXiTEeKTYpHi BTpy4YyaHHS
NPOEKT CTBOPIOE MPOCTOPU [JJA BIAMOYHUHKY Ta
31liJIeHHs, IEepeoCMUC/II0E BiJIIOYHHOK fAK ¢GopMy
penaparniii Ta KoJieKTUBHOI Typ60oTH (Acosta, 2025).

[IpykaafoM MUCTENBKOr0 aKTUBI3My INIPOTH
BOPOXKOTO JM3alHy CTaB MPOEKT apT-Tpynu mij
Has3Bow «Space, Not Spike». Mutni B3siu Himy 3
munamMu B OyaiBiai Ha Curtain Road y JloHgoni i
paZuKaJbHO NIepEeTBOPUJIU i Ha MaJIeHbKY CNaJIbHIO 3
KHIWKKOBoW mouuiieto (Horan, 2015) (puc.11). ¥
cBoeMy MaHidecTi Ha maardopmi Tumblr rpyma
chopmyJiroBaia rocTpy KPUTHUKY Cy4aCHOTO MicbKOro
NpOCTOPY: HamucajJa 3adBy, $Ka pPO3KPUBAE
KoMepLiasi3anito ny6JivHOro NpoCcTopy Ta YMOBHICTh
npaBa Ha wmicto. 'pyna cBigomo oGpana me Micue,
OCKiJIbKM  pailloH  paHimle 6yB  yHiKaJbHUM
eKCUeHTPUYHMM aHK/JIaBOM 1 IpOCTOpOM  JJid
XyZ0°KHUKIB, AesKi 3 AKUX 6yJIU fyxe O6iAHUMU, OAHAK
IkeHTpudikalisa 6e3xanbHo BUTicHMIA ix. Ha ix Micri
3'aBuiiMca  6OyAiBJi, ynpaBadiodi KoMmmaHii  AKUX
HaCTiIbKM 1OOOIOBAMNUCA TNPUCYTHOCTI 6e3J0MHUX
no6Jyi3y BXOJiB, 110 BCTAHOBWJM WMNU. llel apT-
npoeKkT QYHKILIOHY€E Ha KiJbKOX PiBHAX KPUTHUKH Ta
aJbTepHaTUBHOro 6avyeHHs. [lo-nepuie, BiH $pisuyHO
MOKAa3ye MOXJIUBICTb TpaHcopMmalii BOpPOXKOTo
npoctopy y GyHKIiOHA/JbHE Ta T'YMaHHE CEPEeJIOBUILE.
[lo-gpyre, BiH CTBOpPIOE TMOTYXXHUH Bi3yaJbHUHN
KOHTPAacT MK arpecHMBHICTIO IIMMIB Ta 3aTHUIIKOM
JIOMalllHBOTO TpPOCTOpY, MiJKpecare abCcypAHICTb
BUKJIIOYHOT'O JJU3aNHY.
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CuMBoJstiyHO npoekT «Space, Not Spikes»
NpeJCTaBJ/sie KOHLEMNLi0 «IpaBa Ha BiJIOYMHOK» SK
dyHZlaMeHTaJbHOTO eJleMeHTy ImpaBa Ha MicTo.
[lepeTBOpeHHA Hilli Ha CHaJbHIO 3 KHHUXKKOBOIO
NOJIMLEI0 He NMPOCTO KPUTHUKYE BOPOXUH JAW3alH, a
NpONOHYE aJbTePHAaTUBHY MOJie/lb BHUKOPHUCTAHHSA
MiCBKOTO IPOCTOPY, L0 MOENHYE 6a30Bi oTpebu (CoH,
3aXMCT) 3 KyJbTYPHUMH (YHUTAHHS, CaMOPO3BUTOK).
[IpoekT TakoX IJIOCTPYE MNOTeHLjaJ]l TaKTUYHOTO
yp6aHi3My fIK iHCTpyMeHTy 60pOTbOHM 3 JUCKPUMiHa-
LiMHMMU apxiTeKTYpHUMU NpakTUKaMU. TUM4YacoBa,
aJle MOTY>KHa iHTepBEeHIisA CTBOPIOE NpeLefeHT JJs
noAibHUX Al 1o BCbOMY CBiTy Ta J€MOHCTPYE
MOXUJIMBICTb  «BIAXWJIEHHA» -  IepeTBOPeHHH
penpecuBHUX NPOCTOPIB HA eMaHCUMALiMHI.

EmnipuyHe pocaigxenHs B boctoHi, Maccauycerc,
CIIA, npoBesieHe 3 BUKOPUCTAaHHAM TeOPEeTUYHMX
nosoxxeHb JleBiza Xapi npo «IIpaBo Ha MicTo»,
N0Kasaso, 110 MPUKJIAAU BOPOXKOTO apXiTEKTYpPHOIO

PRIVATE PROPERTY
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NO PARKING
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Pucynox 11. ApT-npoeK «Spacé,
Jxepeno: M. Horan (2015)

Van Rossem (2022) y foc/i/KeHH] LleHTPaJbHOTO
Bok3asy HeliMereHa BufIBUJIA, 10 TypHiKeTH
rpOMaZiICbKOI'0 TPAHCIOPTY CTBOPIOIOTDL MOJIJI CTAaHLIL
Ha JBi YacTUHU: «6E3KOIITOBHY» 30HY, /e BiBiAyBaui
MOXYTb KOPUCTYBaTUCA [JeKUMHU 3PYYHOCTAMH, aje
He MalTb 3MOI'M 3aJIMIIATHUCH, Ta «IJIATHY» 30HY, Jie
Heob6XiJHO JJOBeCTH HasBHICTb MiJCTaBH Ta KOIITiB
JJIA JOCTyNy Jo0 pewlTy ctaHuil. le nmigTBepixkye, mo
BOpOXKe IUJIaHYBaHHA (QYHKI[IOHYE sK cHCTeMa
KOHTPOJIO [JOCTyNy, L0 BHU3HA4Ya€, XTO Ma€ MpaBo
KOpPUCTYBAaTUCA MICbKMM NpPOCTOPOM Ta HOro
3pYYHOCTSMHU.

CeMiOTHYHUH aHaJIi3, NnpoBeJeHun 3
BUKOPDHUCTAHHAM IMepejoBol cxeMH Kiacudikaril
Rosenberger (2023), Bneplie CUCTEMHO BHUSIBUB, L0
BOpOXi apXiTeKTypHi eleMeHTH OYHKLIIOHYHOTbH Ha

IJIaHyBaHHS, CIPSIMOBAaHOTO Ha 0€3J0MHHUX, Oy/u
6i/1bII UMOBIpHUMM AaJIi BiJi MiCLIEBUX IPUTYJIKIB JJIst
06e3/J0MHHX, Y pailoHax, 30HOBAHUX [/ Oi3Hecy, a He
JUIs KWUTJIa, Ta B pailloHax 3 BUIIUMHU cepejHIMU
noxonamu (Carey, C, 2018). Lle nifTBepAKy€E rinotesy
Ipo Te, 10 BOpOXe MJaHyBaHHA OQYHKLIOHYE $IK
CUCTEMAaTUYHUN {HCTPyMEHT MPOCTOPOBOI cerperarii
Ta 3a6e3Meyye «YUCTi» MPOCTOPH IS CIOKUBAHHS Ta
IHBeCTHLi} 32 paXyHOK IPUMYCOBOI'0 BULITOBXYBaHHA
Bpa3/IMBUX Tpyn A0 MeHUI BHAUMHUX Ta MeHII
6e3MeyHuX paloHiB. BaXk/IMBICTb LIbOTO J0CJiIXKeHHS
[OJIATAE y KUJIbKICHOMY MiATBepJpKeHHI KJACOBUX Ta
€KOHOMIYHUX MOTHUBIB BOPOXKOT0 JU3alHy.
KoHueHTpallis BUK/IIOYAOYUX eJeMeHTIiB y 6i3Hec-
palloHax 3 BHUCOKHMH J[OXOJAaMH [EeMOHCTPYE, IO
rOJIOBHOIO METOI0 € He 3abe3nedyeHHsI 6e3MeKkH, a
3aXUCT KOMepUiMHUX iHTepeciB Ta MiATPUMaHHSA
NpUBa6IUBOCTI MPOCTOpiB s 3aMOXHUX
CIIOKMBAYiB.

Not Spikés, Curtain Road, J/lonznoH, Benuka Bpuranis, 2015 p.

TPbOX B3a€MOIIOB I3aHUX PiBHAX 3HaUYeHHs. IKOHIUHUH

piBeHb TOB’sI3aHMM 3 Bi3yaJbHOW0 MNOAIGHICTIO
ApXiTeKTYpPHUX €JIEMEHTIB [0 3BUYAUHUX MIiCbKUX
06’eKTIB Ta CTBOpIOE 1/M103il0 HOPMAaJIbHOCTI.
InpexcanbHUM piBeHb dopmyeTbca yepes

KOHTEKCTyaJIbHi 3B’SI3KH 3 KOHKPETHUMHU ABHUIIAMHU Ta

NOHATTAMU 1 BCTAHOBJIOE MNPUYUHHO-HACAILKOBI
acouiairii. CUMBOJIIYHUH piBeHb BUSIBHUBCS
HaWCKJIaJHIIIUM Ta HaUG6i/IbII KyJIbTYPHO
00yMOBJIEHMM, Ha SIKOMy BOPOXi eJleMeHTH

bYHKIIOHYIOTE K HOCii KOHBEHI[iIHHUX 3HAaY€Hb MpPO
Te, XTO «HAJEXUTb» 0 MyO6JIiYHOro HPOCTOpY Ta
CTBOPIOIOTH i€papxil rpomazaHcTBa. g ceMioTh4yHa
CTPYKTypa /[JeMOHCTPYe, $SK BOPOXHUM JAu3aliH
¢yHKIiOHYE He Jnile K ¢Qi3udyHUNA OGap’ep, a fK
CKJIa/l[HA CUCTeMa KOMYHiKauii, 110 TpaHCJIIE
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colliaJIbHi HOPMU Ta OYiKyBaHHHA 4yepe3 MaTepiajibHe
cepegoBuule. CHUMBOJIYHMN  piBeHb  0COGJIMBO
Ba)KJIMBUH, OCKIJIbKYU BiH POPMYE KyJIbTYPHi YIBJIEHHS
PO JIETITUMHICTD MNPUCYTHOCTI PIi3HUX Tpyn y
ny6J/IiYHOMY IPOCTOPI.

Hocnimpxenns McCreath (2025), ony6iikoBaHe B
)ypHasi Cities & Health, Bmepme cucremaTudHo
NpoaHai3yBajo MNOTEHLiHHUNA HeraTUBHUH BILJIMUB
BOPOXKOT0 apXiTeKTYpPHOTro NJaHyBaHHS Ha 3J0pOB’S
6e3loMHOro HaceseHHs. [lomepeaHi goc/iPKeHHSA
BOPOKOTO ApXiTeKTypHOTO IJIAaHyBaHHSA He
JOCJTi/PKyBaId MOTO MOTEHIiHHUN BIJIUB HA 3/10POB’sl
0e3,0MHMX, X04a O6e3J0MHe Hace/JIeHHS CTUKAEThCA 3
KiJIbKOMa JUCIPONOPLisIMU 3[0pPOB’S Ta MiABUILEHOIO
CMEpTHICTIO NOPIBHAHO i3 3arajJlbHUM HaceJleHHSM.
Lleil BHJMB MOXe BHHUKAaTH BiJ MNPHUMYCOBOro
nepeceJsieHHs, IKOT'0 3a3HalOTh 0COOU [iJIs] YHUKHEHHS
BOPOXKOT0 apXiTeKTypHOTO IJIaHyBaHHs, ab6o Bix
pU3UKIB, MOB'SA3aHUX 3 HOBHMH, 4YacTO MeEHUI
6e3MneYHUMU IPOCTOPAMH, SIKi BOHU 3MYllIeHi 3aliMaTH.

INcuxonoriyni HacJaigku aHTHOEe37J0MHOI0
apXiTEeKTYpHOIO [JIaHYBaHHA MOXYTb 6yTH
rau6okumu  (Shaw, 2024). [loctiiiHui BOJUB
BOPOKOTO CepefoBULIA NPU3BOLUTL [0 NOCUJIEHHS
noyyTTiB  i3osAuii  cepexs  6e3ZOMHHX  0OCib,
MOTJIN 6JIEHHS MapriHaJizanii Ta 3HA4YHOrO
niJiBUIleHHA piBHA cTpecy. [JledKi 4leHu aHTIiiCbKOI
CIIIJILHOTHM 06e3J0MHHUX, ONWUTaHi JocCJiJHUKaMH,
3a3Ha4YWJM, 110 BOpPOXKUM [JAu3aliH cOopuse IX
NepeMilleHHI0 Ta NOYYTTH HEe3HA4yyllOCTi, OCKiJIbKU
3JIa€TbCs, L0 iHTepecH MicueBoro 6i3Hecy MarTh
npiopuTeT HaJ IXHIM BUXKUBAHHAM.

YacTo K yacTHHA GiJbLI MIMPOKOI Ta Bce GibLI
KOOPAMHOBAHOI MoJieJli TAKTHYHOTO yp6aHi3My, Jieski
NPOTUBHUKU BOPOXKOTr'0 apXiTEKTYPHOIO MJIAHYBaHHA
BiANOBiJIM Ha HbOTO Ge3nocepesiHbo, 11106 mifipBaTH
Horo nepenbadyBaHi ebpekTu. Tam, e ny6IiYHUX MicLlb
IJs CUAiHHA HeMae abo BOHM HeaJeKBaTHi, Aeaki
no6yAyBad Ta BCTAHOBWJHM Micus [Ajs CHAIHHA
caMoOCTiliHO B aKTI, AKUU Ha3WBAETbHCA
«60MbapayBaHHSA CTifbLsAMU» (chair bombing). IHmri
BUJAJISIOTh 260 PyHHYIOTh aHTHOGE3J0MHI LIMNU Ta
MiAJIOKITHUKHA Ha 3HaAK MPOTECTY NIpOTH
3aKOHO/]aBCTBA NIPOTH 6€3J0MHOCTI.

YcnimHi kamnaHii IpoTH BOPOXKOro Au3ailHY € B
Mywmo6ai (IHfis), ne aHTHOe3A0MHI MIKUMH il THCKOM
aKTHUBIiCTIB OyJKM JeMOHTOBaHi 3-mifi OGaHKIBCbKOI
oynisui; y CieTsi aHTHGe310MHI BesocunienHi CTiKu
Oysn  BuUMylleHO  npubpani  /JlemapTamMmeHTOM
TpaHCNoOpTYy; i Aua XyAoxHuka Ctroapta Cemmua, paja
BopHMyTa Buza/d/a pelliTKU 31 cBoix JiaBok. Lli xii
JeMOHCTPYIOTh, 10 TPOMA/ZiCbKa OMNO3UILiA BOPOXKOMY
JMU3aliHy IiCHye Ta BOHa OpraHi3oBaHa, CTBOPIOE
aJbTepHATUBHI MoJesi BUKOPHUCTAHHS MyO6Ji4yHOrO
npocTopy, 1o  6a3ylTbCs  HA  OPHUHIUNAX
IHKJIFO3UBHOCTI Ta COL{iaJIbHOI ClIpaBeAJIMBOCTI.

JocnijpxkeHHs BUABUWJIO CHUCTEeMHHUU XxapakTep
BOPOKOT0 apXiTeKTYpHOTO [IJIaHyBaHHA AK
IHCTPyMEHTY IPOCTOPOBOr0 BUKJIIOUEHHS B Cy4aCHUX
MicTax. BcTaHOBJIeHI TUNOJIOTiIYHI XapaKTEPUCTHUKH,

reorpadiuyHi  3akoHOMipHOCTI Ta  mcuxoJioriuxi
HACJiAKY BOPOXKOI0 AU3alHy MNiJTBEPKYIOTb HOTrO
byHKIiOHyBaHHS sIK MeXaHi3My coljiasbHO]I cerperauii.
BopHo4ac 3pocTaHHA OpraHi3oBaHOr'0 I'POMaJiCbKOIO
onopy Ta ycHimHi BUNAJIKU JAEeMOHTaXy
JUCKpUMiHaL[iHHUX ApXiTeKTYpPHUX eJIeMeHTIB
CBiluaTb MpPO MOXJIUBICTb TpaHcopmalii MicbKHUX
MIPOCTOPIB y HANIPSAMKY iHKJ/IFO3MUBHOCTI Ta COL|iaJIbHOL
cripaBeJJINBOCTI.

OBrOBOPEHHA

OTpuMaHi pe3y/bTaTH [A03BOJUJIA NEPEOCMUCTUTH
KOHLIENITyaJIbHi OCHOBU BOPOXOI'0 apXiTEKTYpHOIO
MJIAHYBaHHS B CY4YacHUX ypOaHICTUYHUX Mpoliecax siK
KOMIIJIEKCHOT'0 MeXaHi3My COL[iaJIbHOI'0 KOHTPOJIIO Ta
MPOCTOPOBOTO BUKJIIOYEHHSA. AHaJsi3 3acBigyuB, W10
BOpOXKe IJIaHyBaHHSI QYHKIIOHYE He SIK i30/IbOBaHUM
TexHIYHUU ¢(eHOMeH, a K CTPYKTYpPHUH eJieMeHT
WHPIWKUX  NPOLECIB MiCbKOI ~ HepiBHOCTI  Ta
HeoJlibepasibHOI yp6aHICTUYHOI MOJITHKHY, L0 KUJAAE
BUK/JIUK QYHJAMEHTaJbHUM MpPUHLMUIAM IpaBa Ha
MiCTO Ta coLia/JIbHOI cClipaBeJJIUBOCTI.

PesysnbTaTH fochifkeHH OiATBEPIXKYHOTb i
pPO3BUBAlOTh TEOPETHUYHI IOJIOKEHHS KPUTHUYHOIL
ypbaHiCTUKU 1[040 poJi JAu3aliHy B Hpolecax
COLiaJIbHOTO BUKJIIOUEHHs. 30KpeMa, [OC/iJKeHHS
NiATBEPIXKYE KOHILIeIIio «apXiTEeKTypHOTO
BUK/IOYeHHs»  Schindler  (2015), jgeMoHCTpyE
MexaHi3Mu, dYepe3 ki I3WYHUM [AM3alH  MoOXe
CUCTEMATU4YHO JUCKPUMIHYBaTH Ta CerperyBaTH
yepes  eJeMeHTH 3a0yJ0OBaHOro  cepeJOBULIA.
Po3po6sieHa THUIOJIOTiISI BOPOXKOro AW3allHy CYTTEBO
poswiupioe kjaacudikauiiHy cxemy Rosenberger
(2023), BKJKWYHO 3 HOBUMH  KaTeropisamu
TEXHOJIOTIYHUX CUCTEM KOHTPOJIIO Ta
nceBo0QYHKIIIOHATBHUX MEPELIKO/,.

Kyiro4oBUM  TeOpeTHYHHUM  [JOCATHEHHSM €
BUSIBJIEHHSl €BOJIIOL[IHHOTO XapaKTepy BOpPOXKOTo
IIJIaHyBaHH4 BiJi KOHLenTya/ibHUX ocHOB CPTED 1960-
X Ppp. A0 Cy4acHHUX MNpPaKTUK CUCTEMAaTUYHOTrO
BUKJIIOYEHHS. La nepioauvsanisa CIIPOCTOBYE
TBepJpKEHHA MpPO Te, L0 BOpOXe IIJIaHYBaHHA €
«HOBUM» (EHOMEHOM, HATOMICTb J€MOHCTPYE HOro
rJIM60Ki icTopuyHi KopeHi B Teopisfix «3axXUILEHOro
NpoOCTOpPYy» Ta 3amobiraHHs 3JI0YMHHOCTI uepe3
ekosioriuHui ausaiH (Newman, 1972; Jeffery, 1971).
Baxx/MBUM € BCTaHOBJIEHHA TOro, fK MepPBiCHI
koHuennii CPTED, mo ¢okycyBanucs Ha CTBOpEHHI
0e3nevyHilInX cepeJl0BHILL yepes IIpUpOJHE
CIIOCTEpEeXKEHHS, KOHTpPOJIb JOCTyIy Ta
TeputopianbHicTe (Cozens et al, 2023), 3a3HaMu
TpaHcdopmalii B iHCTpYyMeHT AUCKpUMIiHaIii npoTu
HaNG6iIbII Bpa3IMBUX IPYI HaCEJEHHS.

3acToCOBaHUN MDKAMCUMIJIIHADHUN migxia, 1o
MOEAHYE METOAN YPOAHICTUKH, CEMiOTHKH, COIliaJIbHOI
reorpadii Ta NpaBO3HABCTBA, J03BOJIUB PO3KPUTHU
6araTolapoBiCTh BOPOXKOTO IJIAHYBaHHS SIK COIio-
MPOCTOPOBOTO dbeHOMeHY. Bukopuctanusa
CeMiOTUYHOTO  aHaJli3y BUABWJIO TpU  piBHI
GyHKLIOHyBaHHSA BOPOXXUX apXiTeKTYPHUX eJIeMeHTIB
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(ikoHiuHuMi, iHAEKCAaJbHUH, CHMBOJIIYHUE), 110
CTBOPIOE TEOPETHYHY OCHOBY JJ MOJAAJbLIMX
AOCJHiI>)KeHb  CHUMBOJIIYHHUX  acCleKTiB  MIiCbKOIO

Ausaiiny. Llel migxig 03BoJis€ iHTErpyBaTH KOHIEM il
nmpaBa Ha Micto AHpi JledpeBpa, Teopito mpocTopoBoOi
cnpaBegiuBocti ExBapaa Cost (Soja, 2010) Ta
KpPUTHYHY Teopilo ypb6aHiamy /JleBiga Xapsi (Harvey,
2008) B einHYy aHAJNITUYHY PaMKY.

F'eorpadiyHuii aHasi3 MPOCTOPOBOro PO3MOAITY
BOPOXXUX €JIEMEHTIB MiATBEpAUB TrinoTesy npo ix
KOHLeHTpaljil0o y 6i3Hec-paililoHax 3 BHCOKUMHU
JloX0JlaMH, BiAJajieHUuX BiJ coljjaJbHUX CHIYX06, 110
KOpeJIIO€E 3 pe3yJibTaTaMU eMIipUYHOro J0CJiJKeHHs

Carey (2018) y boctoni Ta posmupre iXx Ha
MDKHapoAHUM  KOHTeKcT. i  3akoOHOMIipHOCTI
BiIIOBiJal0OTb  TEOPETUYHHUM  IIOJIOKEHHAM  IpO

HeoJstibepasibHe yHpaBJIiHHA MiCTaMU Ta 3pPOCTAaHHS
npuBaTU3anil ny6aiunux npocrtopis (Smith, 2002), Ta

JLEMOHCTPYE, K apXiTeKTypHI 3acobu

BUKOPUCTOBYIOTbCSI /11 3a0e3NeYyeHHS «YHUCTUX»

MPOCTOPIB /151 CIOXKWBAHHS Ta IHBECTULIM.
JocnipkeHHST  BUSIBHJIO  €THYHI  IPOGJIEMH,

NOB’sI3aHi 3 BUKOPHUCTAHHSM BOPOXKOTO JH3aWHY SIK
IHCTpyMEHTY coOLiaJIbHOI'0 KOHTpOJI0. fIKk 3a3Hayvae
Viterbi Conversations in Ethics (2024), «Bopoxe
apxXiTeKTypHe IJIaHyBaHHA WJe NPOTH IPHUHIUIIB
imKeHepii CHIJIBHOIO NPOCTOPY», OCKIJIBKA BOHO
NpPUBATU3YE My06JIiYHI IPOCTOPHU Ta € HeePEKTHUBHOIO i
JlellepCoHai30BaHOK  BiAmoBigA Ha mnpobsemy
6e310MHOCTI. Tak0oXK yBaru 3ac/iyroBye aHasli3 TOTO, IK
nceBA0dyHKI[iOHAMbHI eJIeMeHTH, TaKi AK
BesiocuneHi crifiku y cupasi Cietsa (Fucoloro, 2017),
MacKylTb JAUCKpPUMiHALiMHI nini nig Buriasgom
MOKpaleHHs MicbKoi iHQpacTpyKTypH.

3Ha4YyIIUMU € BHUSBJIEHI NMCHUXOJIOTIYHI HaCJaiJAKU
BOPOXXOTO JU3alHYy [Ji Bpa3/IMBUX TPyl HaceJeHHSs.
McCreath (2024) y pocnimpxeHni 3 yp6aHicTHYHOI
6ioeTHKH [A0BiB, 10 MOCTIMHUN BIJIUB BOPOXKOTO
cepe/ioBHIlA NMPU3BOJAUTbL [0 MOTipLIEHHS 3J0pOB’A
6e3/l0MHOI'0 HacejleHHsI 4yepe3 IPHUMYCOBe Iepece-
JIEHHSl Ta PU3MUKH, NOB’A3aHi 3 MeHL 6e3NeYHUMHU
npocropamMu. Shaw (2024) po3muploe e po3yMiHH,
JIeMOHCTPY€E, 1O MOCTIHHUM BIJIUB  BOPOXOTO
cepelloBUIA NPU3BOAUTL [JO MOCUJIEHHA IOYYTTIiB

i3onAnii cepex 6e3goMHHUX 0Cib6, TOrIMGJIEeHHS
MapriHaJjizanil Ta 3HA4YHOro MiJBHUIEHHA piBHA
cTpecy. i  pgocnifp)keHHA  y3rOKYKOTbCA 3

TEOPEeTUYHUMHU II0JIOKEHHAMU MpO Te, L0 BOPOXKe
IJIAHYBaHHA TOCUJIIOE COLiiaJibHy CTUIMaTH3aLilo Ta
dopMye y cycnisbcTBa yABJeHHA NPO 0€3[0MHUX SIK
npo «HebKAHUM» eJIleMEeHT MiCbKOTO0 JIaHAadTy.
BaXJIMBUM acneKTOM € Te, L0 X04Ya BOPOXKHUU
JIM3aiH 4acTo 06roBOPIOETHCS B KOHTEKCTI pillleHb Ha
piBHi ByJiMIb, K 3a3Haya€ Britannica (2024), geski
BUEHI CTBepKYIOTh, 110 pillleHHA W00 IJIaHYBaHHA
6inb1mIoro MacmTaby Ha MyHILlMNAJbHOMY Ta perio-
HaJbHOMY PiBHAX 4YaCTO MalTh BUKIIOYHI edeKTH,
noAi6Hi 10 pe3yJIbTaTiB, AKUX NPArHyTh HIPUXUIBHUKH
BOPOXOT0 apxiTeKTypHOTo NJIAHYBaHHS.
Neighborhood Design Center (2023) nigkpecJtoe, 10

i U3aliHePChbKi eJleMeHTH KOPiHATbHCS B iCTOPUYHIN
HepiBHOCTI Ta 6y/M BOpOBaJ KeHi B KOxHiN cdepi Bij,
JaHAwaTHOTO AU3alHy [0 IJIAHYBaHHS BYJHLb Yy
MicTax 110 BCbOMY CBiTy.

KputnuHuil aHaniz edeKTHBHOCTI BOPOXKOTO
IJIaHyBaHHS  3acBifuuMB Horo ¢yHJaMeHTaNIbHY
HECIIPOMOXKHICTh BHUPILIyBaTH COIjjajibHI NMpPOGIEMHU.
Ax nigkpeciatoe Melanin Base Camp (2025), «Bopoxe
apxiTeKTypHe IJIaHyBaHHs1 He BUpillye mpobsieMy, a
Julle nepeMiiye ix», CTBOPIOE JII03il0 NMOPAAKY Ta
Oe3neku [JiT €KOHOMIYHO NpPHUBiJIeHOBaHUX rpym. Y
KOHTEKCTi momyKy asbTepHaTtuB, Welch (2024)
NPONOHYE  CTpaTerii  BKJ/IWYEHHS TI'POMaJCbKUX
3py4YHOCTeH, TaKUX AK I'POMaJCbKi TyasleTH, NUTHI
GOHTAaHYMKM Ta NPUTYJKH, L0 MOXYTb 3pPOOUTH
Micbki cepefoBulla 6igbll  BiAMOBiAHMMHM  Ta
TYMaHHUMU [ BCiX, BKJIOYHO 3 06€3J0MHUM
HaceJIeHHSIM, TUM CaMUM 3MEHLIYIOYH I0Tpedy y
BUKJIIOYHUX Au3aiiHax. Kendal (2024) momoBHMIE 1€
pO3yMiHHS, MOKA3YE, K TaKi AUM3alHepChbKi pillleHHS
YaCTO NParHyThb 3aXUCTUTU KOPIIOPATHUBHI iHTepecH 3a
paxyHOK HaN6iJb1LI Bpa3/IMBUX IPyIl HaceJeHHsI.

JocaigxeHHs Hifep/aaHACbKOTO AOCBiAy npoje-
MOHCTpPYBaJIo, 1[0 HaBiTh y KpaiHaX 3 PO3BUHEHOIO
CUCTEMOI0 TPOMaJCbKOr0 TPAHCNOPTY TypHIKeTH
MOXYTbh QYHKIIOHYBaTH IK ¢popMa BOPOXKOi apxXiTek-
TypH, sika 00MeXKy€e NMyOJiYHUNA XapaKTep TPaHCIOPT-
HUX By3J1iB (van Rossem, 2022). YyacHUKM JocCipKeH-
Hs BiJ3HA4YMJIM, 10 CTAHIis 3aJIMIIAETHCS TEXHIYHO
nyo6JiYHUM MPOCTOPOM, aje CTBOPIOE aTtMmocdepy
HeJpy>KeJIIOOHOCTI, Jie BiZBiAyBauiB BiTalOTbh A4
BUKOPDUCTAHHS CTaHLil 3a NpU3HAYeHHAM, ajle He
3a0X04YIOTb «IIPOCTO BiANOYMBATU.

AHauti3 npaBOBUX aCleKTIiB BOPOXKOI0 MJIaHYBaHHS
BUSIBUB CKJIQJHY CUTyalilo 3 HOro peryJiloBaHHSIM.
Xoya Oysu cnpo6u  dopMasbHO 3a6OPOHUTH
BUKOPHUCTaHHsI IeBHUX CTpaTeTid BOPOKOTo AU3alHy
B pi3HUX MyHinumnanaiterax (Hampukjaz, House Bill
6400 y KoHHeKTuUKyTi), Hail6inb1 epeKTUBHUN omip
BOpPOXKOMY Au3aliHy BiZjoyBaBc Ha HHU30BOMY DpiBHi
(Britannica, 2024). Mendelson (2025) nigkpecJtog, 1o
OJIHUM 3 HaWG6iJbIll TPUBOKHUX aCIEKTIB 0G0POHHOI0
JM3aiiHy € BiAcyTHicTb ¢QopMasbHOrO BHU3HAHHA 3
60Ky caMux 0cib Ta ¢ipM, ki loro BIpoBaKyoTb. lis
npobJjieMa  TOCHUJIOETBCA ~ THUM, 1o  6araTo
apxiTekTopiB, MicTOOyAiBHUKIB Ta JeBeJsonepis, sKi
BKJIIOYAIOTh BOPO:Ki 260 BUKJIIOYHI €JIeMEeHTH AU3alHy
B Ny6JIiuHi mpocTopH, pifIko po6JIATh YiTKe my6IiuHe
3000B’sI3aHHS I[0J0 LNX MPAKTHK.

JlocnipkeHHsT NOKyMeHTye pisHOMaHiTHI popmu
rPOMa/ICbKOr0 ONOpPYy HPOTH BOPOXKOTO [JM3aiHY.
Hudson (2023) cucremaTusye ocHOBHiI ¢dopMu Ta
MexaHi3Mu QYHKIiOHYBaHHA BOpPOXOro JHU3alHY,
3a3Havya€ CKJIAJHICTh GaJlaHCyBaHHS MOTpe6 pi3HMX
rpyn KOpPUCTYBadiB My6JiivHOTO mpoctopy. YcmimHi
KaMIaHii, 3ajokymeHTOBaHi y Design Week (2019),
BKJIIOYAIOTh BUNaAKU B MyMb6al, e aHTHUOe3[0MHi
LMY 6Y/IU AEMOHTOBaHI 3-1ij 6aHKIBCbKOI OYAiBIIi;
CieTsii aHTHOE3[0MHI BeJslocUNe[HI CTiHKU 6yau
npu6bpani /JlemapramentoMm TpaHcnopty (Hudson,
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2023); Ta y BopHmyTi, Ae pasa BuAaauia pemiTky 3i
CBOIX JIaBOK.

Acosta (2025) y mnpoekti Black Power Naps
JIeMOHCTPYE, 110 MPOTHUCTOSIHHA BOPOXiH apXiTeKTypi
BUMara€e He juuie i3UYHOrO peAu3aliHy MiCbKUX
MpOCTOPiB, @ ¥ JleKOJIOHI3alil eCTeTUYHUX HOPM Ta
NepeoCMUC/IeHHS TOTO, XTO Ma€ NpaBo Ha BiZiNOYMHOK
y ny6JiivHOMY npocTopi. [IpoeKT cTBoploe iHcTanALjl 3
MOJYJIbHUMH KOHCTPYKLIAMU [JI14 JIeXKaHHA Ta 3ByKO-
BUMH JIaHAAPTAMH, L0 3aCNOKOIIOTh i 3LIJMIOI0TH,
TPaHCPOPMYIOTb 3BYK 3 IHCTPYMEHTY KOHTDOJIIO B
3aci6 BU3BOJIEHHI Ta HPOTUCTOSIHb  MiCbKUM
JaHAwadTaM, 1o NpiopuTU3YIOTh BUKJIIOUEHHS.

Bopoxe apxiTeKTypHe NJIaHYBaHHA €
KOMIIJIEKCHUM COLi0-TPOCTOPOBUM PEeHOMEHOM, IKUU
byHKIioHyeE K  IHCTPyMEeHT  CUCTeMaTH4YHOIO
BUKJIIOUEHHS BPA3JIMBUX IPYT HaceJIeHHH 3 yOIiYHUX
NPOCTOPIB Cy4acHUX MicT. Jlocai>KeHHda NiATBepAUIIO
eBOJIIOLIMHUNA XxapakTep TpaHcdopMalil NPpUHOUMIB
3anobiraHHs 3JI0Y4MHHOCTI Yepe3 eK0JIOTIYHUH JrU3aiH
y IPaKTHUKH{ JUCKPUMIiHALiHHOIO KOHTPOJII0 MiCbKOTO
npocTopy, 1o Bifjo6pakae mpolecH HeoJiGepasbHOI
ypbaHicTUYHOI mnosiTUkU. BusBiaeHi reorpadiyHi
3aKOHOMIipHOCTI, mcuxoJioriuni Hacaigku Ta ¢opmu
rpOMaZiCbKOT'0 ONOPY CTBOPIOKOTH LiJIiCHE PO3yMiHHA
MexaHi3MiB QyHKI[iOHYBaHHSI BOPOXKOTO IJIAHYBaHHSA
Ta MOXJHWBOCTEH Horo mnojosaHHA. PesyapTaTu
bopMyIOTh TeOpeTHYHY Ta eMNipUYHy OCHOBY AJs
pO3pO6KM aJbTEepHAaTUBHUX MNiAXOJIB 0 CTBOpPEHH:A
iHKJIFO3UBHUX MIiCbKUX HPOCTOPIB, 110 6a3ylThcs Ha
NPUHLMIIAX COLiaJIbHOI CIpaBeAJIMBOCTI Ta IOBAaru fo0
JIIOACbKOI TiIHOCTI.

BMCHOBKMU

[IpoBenene KOMILJIEKCHE MiXKJUCLUILIIHApHE
JOCTIPKEHHA BOPOXKOT0 apXiTEeKTYPHOIO IIJIaHyBaHHA
B Cy4YaCHMUX MICTax JO3BOJIMJIO PO3KPUTH MexaHi3MHU
Horo GyHKIiIOHYBaHHS K iHCTPYMEHTY COLia/IbHOTO
BUKJ/IIOYEHHS Ta IPOCTOPOBOI AUCKPUMIiHALil, a TAKOXK
OL[IHUTH MOTO BIJIUB Ha COljjaJIbHYy CIpaBeJJMBICTb,
[paBa JIIAVHHU Ta IPUHLMIU IHKIIO3UBHOI'O MiCBKOTO

PO3BUTKY.
JocaimxkeHHss BCTAHOBWJIO 4YOTHUPU OCHOBHI
nepiofjM  pO3BUTKY BOPOMXKOIO  apXiTEKTYypHOIO

NJIaHyBaHHSA: IepioJ, CTAHOBJEHHsI KOHLeNTyaJlbHUX
ocHOB (1960-1980-i pp.), nepios NpPaKTAYHOIO
BrnpoBapkeHHs (1980-2000-i pp.), nmepios paHHBOIO
posumupenHs (2000-2010-i pp.) Ta cy4acHU# nepiof,
MacoBOTO MOIIMPEHHS Ta rpoMa/icbkoro onopy (2010-
2025 pp.). BusaBneHo eBosOLiHHUN  XapakTep
TpaHcdopmaLii Bifi KoHuenTyajibHUX ocHoB CPTED
1960-x pp. [0 Cy4acHHUX NPAKTUK MACOBOr'O BUKJIIO-
YeHHsd, 110 CIPOCTOBYE TBepJKEHHA NP0 HOBU3HY
deHOMEHY Ta JEMOHCTPYE HOro rJnOOKi icTopwdHi
KOpEHi B TEOpisiX «3axHIeHOro MpoCcTopy» Ta 3anobi-
raHHA 3JIOYMHHOCTI Yepe3 eKOJIOTIYHUN JU3alH.
Po3pobseHo TumoJiorito  3aco6iB  BOPOXKOTO
JM3aliHy, 10 BKJIIOYA€E LIICTb OCHOBHUX KaTeropi:
arpecuBHi isuuHi 6ap’epu, MoaudikoBaHi JsaBKH,
nceBA0QYHKI[IOHATbHI eJIeMEeHTH, 3aByaJibOBaHi

6ap’epyu, JaHAWA(THI NEpPElIKOAUM Ta «IpPUMapHIi
3pyuHocTi». KoxHa kaTeropis Mae crnenudiuni
MeXaHi3MU BIJIMBY Ta YiTKO BU3Ha4yeHI LiJIbOBI rpynu
JJ1S1 BUKJIIOYEHHS.

BcTaHoBJ1EHO, 110 BOpOXe NJIaHyBaHHS
dyHKIiOHYE fIK CKJIAQJHUM MeXaHi3M NPOCTOPOBOI
cerperaltlii, 1[0 MacKyeTbCs MiJ, HEUTpaJibHiI TeXHI4YHI
pilleHHs1 i 3abe3neyeHHs Oe3NeKH, MOPSJKY Ta
ecTeTU4HOI npuBab6auBocTi. el mpouec 3abe3neuye
«4YUCTi» MPOCTOPU [Jis1 CHOXKUBAHHSI Ta iHBEeCTULIiN
LIJISIXOM CUCTEMAaTUYHOI'O BUILITOBXYBaHHS
Bpas/iMBUX TpyH JO0 MeEHII BHAMMHUX Ta MeHII
0e3mevyHUX paiioHiB.

CeMiOTHYHMM aHaJi3 BHUABUB, 110 BOPOXi
apxiTekTypHi ejieMeHTH OYHKI[IOHYIOTb Ha TPbOX
pPIBHAX 3Ha4YeHHd: IKOHIYHOMY, IHJEKCaJbHOMY Ta
cuMBoJliYHOMY. lle cTBOprO€E cUCTeMy KyJbTYpPHHUX
KOJiB Tpo TMpaBo Ha MyOJiYHUHA TMpoCTip Ta
JYHKIIOHYE SK 3aci6 HeBepbasbHOI KOMYHiKallii
coLliaJIbHUX HOPM i O4iKyBaHb.

EmnipuyHo migTBep keHo reorpadiudi 3akoHo-
MipHOCTI pO3MillleHH BOPOXUX apPXiTEKTYPHUX
eJleMeHTiB: KOHLeHTpaliro y 6i3Hec-paiioHax 3
BUCOKMMHU [0XOJAaMH, BiAJlaJeHICTb BiJ COliaJIbHUX
CAyK06 Ta NPUTYJKIB, TICHUH 3B’A30K 3 mpolecaMmu
MokeHTpUdikauii. Lle cTBoproe cucteMy «apxXiTeKTyp-
HOr0 amapTeify», 1o $Gi3UYHO 3aKpIilJIIE COLiaJlbHY
HepiBHICTBb y MicbKoMy JlaH A Ti.

JloBeileHO  HEraTMBHUM  ICUXOJIOTIYHHUH  Ta
$i3MYyHUM BIJIMB BOPOXKOro [JU3aiiHy Ha 6Ge3loMHe
HaceJIeHHsl, BKJIIOYHO 3 IIOCHUJIEHHAM IOYYTTIB
i3osaLil, MapriHazisanii, cTpecy Ta BTpaTH TiJHOCTI.
[MocTiitHu# BILJIUB BOPOKOT0 cepeZi0BUILA
NpU3BOAWUThL [0 TMOriplieHHs 3J0poB’s  uepe3
NPUMYCOBe IepecesieHHs Ta PU3UKY, 0B’ 13aHi 3 MeHII
6e3neyHUMH IPOCTOPAMHU.

BusisieHo pisHOMaHiTHI ¢dopmMu opraHizoBaHOro
rpoMajJiCcbKOro  OMOpy:  TaKTUYHUHW  ypbOaHi3M,
«60MbapAyBaHHA CTibLSAMU», JAEMOHTaX BOPOXUX
eJleMeHTiB, MUCTelbKi iHTepBeHIi], MeJiliHi kKaMmnaHil
Ta 3aKOHO/aBYi iHiljiaTuBY. YcnimHi kamnaxii B CieT.ri,
BopumyTi, Mym6ai IeMOHCTPYIOTh MOXKJIUBICTh 3MiHU
NOJIITUKH Yepe3 OpraHi3oBaHUM rpOMa/iICbKUN TUCK.

CucteMaTU30BaHO aJibTEPHATUBHI migxoau Jo
CTBOpEHHS1 6e3MeYHUX Ta IHK/JII3UBHUX NYO6JIiYHUX
NpPOCTOpPiB: MNPUHLUUIM YyHiBEpCaJbHOr0 JAu3aiiHy,
PO3BUTOK IPOMa/ICbKUX 3pyYHOCTEH, y4acTb CNiJIBHOT
y IJIaHyBaHHI, 3acTocyBaHHa npuHuuniB CPTED 6e3
BUKJIIOYHUX €JIEMEHTIB, IHBeCTHUIii B coliaJbHi
Cny6H Ta JOCTYIHE XKUTJIO.

noAsKu

Hemae.

®IHAHCYBAHHA

JocaipxeHHs1 He oTpuUMyBasio GpiHAHCYBaHHS.

KOH®/IIKT IHTEPECIB

Hemae.
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principles of inclusive urban development. To achieve this purpose, a set of interdisciplinary methods was applied:
structural-functional analysis of urban spaces, comparative analysis of international practices, critical discourse
analysis, typological analysis of architectural solutions, and empirical analysis of documented cases from cities in
North America, Europe, and Australia over the period 2010-2025. As a result of the study, the evolution of the
concept was analyzed - from Oscar Newman's "defensible space” theory of the 1970s, through the principles of
crime prevention through environmental design, to contemporary practices of systematic exclusion. Four main
types of hostile design and their functional characteristics were identified: anti-homeless spikes as the most
aggressive form of physical deterrence; segmented benches with armrests as a disguised means of preventing lying
down; barrier landscaping and rocks as pseudo-aesthetic obstacles; and the removal of public amenities as a
strategy for creating "phantom spaces." It was established that hostile planning functions as a complex system of
spatial segregation that masks itself as neutral safety and aesthetic solutions, securing "clean" spaces for
consumption and investment by pushing vulnerable groups into less visible and less safe areas of cities. The
negative psychological impact on homeless individuals was demonstrated, including intensified feelings of
isolation, marginalization, stress, and loss of dignity. Geographic patterns in the placement of hostile architectural
elements were empirically established: concentration in high-income business districts, distance from social
services and shelters, and a close link to gentrification processes. Various forms of public resistance were
identified: tactical urbanism, dismantling of hostile elements, media campaigns, and legislative initiatives.

Keywords: exclusionary design, homeless person, human rights, spatial justice, inclusive planning, CPTED,
urbanism
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