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Impact of virtual reality technologies
on the perception and interpretation of contemporary art

Abstract. The purpose of the study was to analyse the impact of virtual reality technologies on the emotional perception
of contemporary art and determine how the integration of virtual reality changes traditional forms of artistic expression.
The methodology was based on the analysis of the main areas of technology use in contemporary art and the investigation
of practical examples. The paper discusses the basics of the influence of virtual reality on the emotional perception of
art, emphasising how the immersive effect, interactivity, and audio-visual effects create new opportunities for artistic
expression. Thekeyrole ofinteractivityin understanding art through virtualreality technologies, including personalisation
of the artistic experience, collective interaction, the use of game elements and dynamic content, is considered. Practical
examples of the introduction of technologies in traditional art, in particular, in museums, art projects, and exhibitions,
are provided. The study analysed the cultural context and its role in integrating digital innovations into contemporary
art, considering historical background, social aspects, economic factors, and ethical issues. The main results of the study
included: virtual reality significantly enhances the emotional response of viewers through the immersive effect, creating
a deeper emotional connection with the work of art. Interactivity allowed viewers to actively interact with art, making the
experience more dynamic and personalised. The practical implementation of virtual reality technologies in museums,
art projects, and exhibitions demonstrates new ways to interact with cultural heritage and works of art. The cultural
context plays an important role in the integration of virtual reality, in particular, the historical, social, economic, and
ethical aspects that determine the success of technology implementation in art. These results highlight the significant
potential of VR to transform contemporary art, opening up new horizons for creativity and audience engagement, but
also point to the need to take important economic and ethical aspects into consideration
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INTRODUCTION

Nowadays, technology is constantly changing the way
people interact with art. In particular, virtual reality (VR)
is becoming an important tool that opens up new oppor-
tunities for artists and their audience. VR allows creating
a fully interactive and immersive environment where the
viewer can interact directly with works of art in three-di-
mensional space. This radically changes the emotional
perception of art, providing new dimensions for its under-
standing and evaluation.

However, despite the significant potential of virtual
reality, there are a number of problems associated with
its implementation in the artistic sphere. One of the main
problems is the lack of empirical data on how VR affects
the emotional perception of art. There is also a need to
explore how traditional art forms can integrate with the
latest technologies without losing their authenticity and
cultural value. Solving these problems is critical for the de-
velopment of new methods and approaches in artistic ac-
tivity. The need for research is conditioned by the fact that
contemporary art is actively changing under the influence
of technological innovations. Virtual reality can become
not only a new means of expression for artists, but also a
tool to attract a wider audience and deepen the emotion-
al connection to works of art. However, to achieve this, it
is necessary to gain a deeper understanding of how tech-
nology interacts with traditional art forms, what new op-
portunities they open up, and what challenges may arise.

Many researchers have addressed the issue of in-
troducing modern technologies into traditional art. For
example, L. Shelter (2023) analyses how creating an at-
mospheric environment in virtual museums affects the
perception of art. The researchers come to the conclusion
that virtual reality can significantly improve the interac-
tivity and immersion of the viewer, which has a positive
effect on the emotional response. A. Modena et al. (2021)
view virtual and augmented reality as tools for art and
politics. They point to the significant potential of these
technologies to create new forms of political and artistic
expression that push the boundaries of traditional art.

E. Champion and A. Foka (2020) explore the use of vir-
tual reality technologies in the context of art history and
cultural heritage. They conclude that VR can be a powerful
tool for exploring and preserving cultural heritage, and cre-
ating new forms of artistic experience. L. Raya et al. (2021)
analyse the use of VR to increase interest in art. They con-
clude that virtual reality helps attract new audiences and
increases the level of audience engagement. B. Kelley and
C. Tornatzky (2019) discusses artistic approaches to the
use of virtual reality. They point out the need to develop
new methods of artistic expression that consider the spe-
cifics of the virtual environment. J. Sheng (2017) explores
the educational potential of VR in art. The researcher con-
cludes that virtual reality can significantly improve the
process of learning art, making it more interactive and
accessible. Y. Ruan (2022) examines the application of
interactive VR technologies in the teaching of art design.
She notes that these technologies contribute to a deeper
understanding and practical assimilation of knowledge.
S. Borysova et al. (2024) examine the impact of the digi-
tal revolution on contemporary art. They point to signifi-
cant changes that are taking place under the influence of
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technology, and the need for further research in this area.
Q. Liu (2012) analyses the use of virtual reality in art. He
concludes that VR allows creating new forms of artistic ex-
pression that would not be possible in traditional media.

W. Zhanjun (2017) explores the use of VR in envi-
ronmental design. He points out opportunities for creat-
ing interactive and immersive environments. C. Tsita et
al. (2023) explore the possibilities of VR to enhance the
educational value of contemporary art. They note that vir-
tual reality can significantly improve the perception and
understanding of works of art. K. ludova-Romanova et
al. (2023) explore the application of VR in modern thea-
tre. They point to new opportunities for theatrical art that
open up due to virtual reality.

The purpose of the study was to explore aspects of the
interaction of technology and traditional art in a modern
context. In particular, how virtual reality affects the emo-
tional perception of art, what new opportunities and chal-
lenges arise in the process of integrating these technolo-
gies with traditional art forms.

FUNDAMENTALS OF THE IMPACT
OF VIRTUAL REALITY TECHNOLOGIES

ON THE EMOTIONAL PERCEPTION OF ART
One of the key aspects of the impact of virtual reality on
the emotional perception of art is the immersive effect.
Immersion in VR creates a sense of presence in a virtual
space, which is significantly different from the tradition-
al contemplation of works of art. The depth of immersion
is achieved through the use of special devices, such as VR
helmets, which provide full immersion in a three-dimen-
sional environment. This immersive effect allows viewers
to feel like they are part of a work of art, rather than just an
outside observer. The VR immersion effect affects viewers’
emotional responses, enhancing their perception of art
(Riva etal., 2007). Immersion allows viewers to not only see
works of art, but also interact with them on a deeper lev-
el. For example, in VR museums, visitors can freely move
around the exhibition, approach works, and view them
from different angles, which creates a sense of real pres-
ence. This helps to create a more intimate and emotional-
ly rich experience that can evoke stronger emotions than
traditional viewing of paintings in a gallery. In addition,
the immersion effect contributes to greater involvement of
the audience in the artistic process. Virtual environments
can be created in such a way that viewers can actively par-
ticipate in the development of events, change elements
of the virtual space, and interact with virtual objects. This
allows viewers to feel not just consumers of art, but also
active participants in the creative process, which signifi-
cantly enhances the emotional connection with the work.

Interactivity is another important aspect of the im-
pact of virtual reality on the emotional perception of art.
The ability to interact with virtual objects significantly
changes the way viewers perceive and evaluate works of
art. Using VR, viewers can actively interact with elements
of art installations, change them, move in space and in-
fluence the development of events in the virtual environ-
ment (Wilson & Soranzo, 2015).

Interactivity in virtual reality allows creating unique
artistic experiences that are not possible in traditional art
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forms. This creates a sense of control and engagement,
which greatly enhances the emotional response. The abil-
ity to influence a piece of art allows viewers to feel part
of the creative process, making their experience more
personal and meaningful. This is especially important for
creating an emotional connection to works of art. When
the viewer has the opportunity to interact with the ele-
ments of the installation, change them, create new com-
binations, this contributes to a deeper understanding of
the artistic idea and emotional content of the work. In-
teractive elements also allow creating more dynamic and
changeable artistic spaces that constantly adapt to the
viewer’s actions, which adds new dimensions to the emo-
tional experience. Audio-visual effects are powerful tools
that influence the emotional perception of art in virtual
reality. Virtual environments allow artists to use sound
and images with extreme flexibility, creating multi-layered
audio-visual compositions that can profoundly influence
the emotional state of viewers. The role of sound in VR
should not be underestimated: it creates an atmosphere,
enhances visual images, and can trigger strong emotional
reactions (Freeman et al., 2018).

Sound effects can be used to create realistic or fantas-
tic environments. For example, the sounds of nature, city
streets, or futuristic landscapes can immerse the viewer in
the appropriate atmosphere, enhancing the sense of pres-
ence. The soundtrack can also be interactive, changing in
response to the viewer’s actions, creating even deeper im-
mersion and emotional engagement. Visual effects in VR
allow creating exciting three-dimensional worlds with a
high level of detail. This can include both realistic imag-
es and abstract compositions that cannot be reproduced
in the physical world. Visual elements can be dynamic,
change in response to viewer interaction, or respond to
specific triggers in a virtual environment. This adds an
element of unpredictability and innovation to the artis-
tic experience, which causes strong emotional reactions
in the audience. Through the use of audio-visual effects,
artists can create VR environments that not only impress
with their realism or fantasy, but also have a profound im-
pact on the emotional state of the audience. This allows
pushing the boundaries of artistic expression and creating
new, unforgettable artistic experiences that viewers can
experience as they immerse themselves in virtual worlds.

Virtual reality opens up unprecedented opportuni-
ties for artists to create new forms of artistic expression
that were previously impossible in traditional media. Us-
ing VR, artists can create three-dimensional spaces that
immerse the viewer in a completely new world, where
they can actively interact with works of art, change them,
and even influence their development. This expands
the boundaries of artistic imagination with new forms
of expression that were previously unavailable (Slater &
Sanchez-Vives, 2016).

One of the main aspects of new forms of artistic ex-
pression in VR is the ability to create interactive installa-
tions. Such installations allow viewers to actively partic-
ipate in the creative process, interact with elements of a
work of art, change them and create new combinations.
This makes the art more dynamic and personalised, allow-
ing each viewer a unique experience. For example, artists
can create virtual environments where viewers can change
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the colour, shape, or texture of objects, thus creating their
own artistic space. In addition, VR allows artists to experi-
ment with new forms of presentation of their works of art.
In virtual spaces, it is possible to create complex, non-lin-
ear stories where viewers can choose their own path and
influence the development of events. This adds a new di-
mension to art, where viewers become active participants
in the story, not just observers. Such interactive narratives
can be used to create deep, emotionally rich experiences
that leave a strong imprint on viewers’ memories.

Virtual reality technologies also open up new oppor-
tunities for collaboration between artists from different
disciplines. Musicians, artists, programmers, and design-
ers can join forces to create complex virtual worlds where
sound, image, and interactivity are combined into a single
harmonious composition. Such interdisciplinary projects
allow creating multi-layered artistic experiences that are
difficult to achieve in traditional art forms.

INTERACTIVITY AS AKEY FACTOR

IN UNDERSTANDING ART THROUGH VIRTUAL
REALITY AND MODERN TECHNOLOGIES
Personalisation of the artistic experience in virtual reality
and with the help of modern technologies opens up new
horizons in the understanding of art. One of the key as-
pects of personalisation is the ability to customise inter-
action with works of art to suit the individual needs and
preferences of the viewer. This allows each viewer to get
a unique experience that reflects their personal interests
and emotional state.

VR technologies can be used to create individual user
profiles that consider their previous interactions with
art, preferences, and emotional reactions. Based on this
data, the system can adapt content by offering the viewer
the works that best suit their interests, or by customising
the virtual environment in such a way that it evokes the
strongest emotional response (Gotthardt ez al., 2023). Per-
sonalisation also allows viewers to choose how they want
to interact with the artwork. For example, they can set
up virtual exposures, choose different viewing modes, or
interact with objects using different tools. This creates a
deeper and more individual understanding of works of art,
as viewers can explore them at their own pace and accord-
ing to their preferences. Personalising the artistic experi-
ence in VR and using modern technologies significantly
increases the level of engagement and understanding of
art. It helps to create unique, individually customised in-
teractions with artworks, which contributes to a deeper
emotional and intellectual perception of art.

Collective interaction in virtual reality and with the
help of modern technologies is an important aspect in
understanding art, as it allows viewers not only to inter-
act with works of art, but also to share impressions and
emotions with other users. Shared virtual art spaces cre-
ate opportunities for collective viewing and discussion
of art, which enhances its emotional and intellectual
perception. In VR, viewers can enter virtual galleries and
museums with other users, explore expositions together,
and discuss what they see in real time. This creates the
effect of other people’s presence, which adds a social di-
mension to the artistic experience. For example, viewers
can share their impressions, discuss interpretations, and
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find new meanings in works of art together (Wang, 2023).
Collective interaction also helps to expand the under-
standing of art through the exchange of opinions and
ideas. In shared virtual spaces, users can conduct discus-
sions, participate in virtual lectures and seminars, and
organise joint views and discussions. This helps to get
different perspectives on the same work, which enrich-
es understanding and enhances the emotional connec-
tion with art. It is also worth noting that collective inter-
action in VR allows artists to create interactive projects
where viewers can collaborate with each other to achieve
a common goal or create a common work. This adds an
element of teamwork and co-creation to the artistic ex-
perience, which makes the process of interacting with art
even more saturated and meaningful.

Equally important is the use of game elements in art
installations created using virtual reality and modern
technologies. This is an innovative approach to attract-
ing viewers and increasing their interest in art. Gamifica-
tion allows integrating game elements into art projects,
which makes interaction with art more fun and engag-
ing (Munro, 2022). Game mechanics such as challenges,
rewards, difficulty levels, and feedback can be used to
create more dynamic and interactive artistic experienc-
es. For example, viewers can perform certain tasks in a
virtual environment that help them gain a deeper un-
derstanding of a work of art or reveal its hidden aspects.
This creates an element of challenge and interest that
motivates viewers to explore art more actively. In addi-
tion, gamification in art installations allows creating ed-
ucational elements that help viewers better understand
the context of the work or the history of its creation. For
example, interactive tasks may include searching for
information or solving riddles that reveal additional as-
pects of a work of art. This not only makes the process of
interacting with art more interesting, but also helps to
expand the audience’s knowledge.

Dynamic content and updated installations in virtu-
al reality and with the help of modern technologies open
up new opportunities for creating live, variable artistic
experiences that are constantly evolving and adapting.
This approach allows viewers to immerse themselves in
art that never remains static, but always offers something
new and unexpected. One of the key aspects of dynamic
content is the ability to update and modify artwork in real
time. This may include changing visual elements, adding
new objects or scenes, and integrating new audio-visual
effects. This constant variability allows viewers to return
to the same works again and again, each time discovering
something new (Nakevska et al., 2014). This increases the
emotional and intellectual interest in art.

Updated installations can also include interactive el-
ements that respond to viewers’ actions. For example, vir-
tual objects can change their shape or colour depending
on the user’s movements or choices. This creates a sense
of active participation in the creation of art and enhanc-
es the emotional connection with the work. In addition,
dynamic content allows artists to experiment with new
forms of expression, creating multi-layered, complex
compositions that can change in response to external
factors, such as the time of day, weather conditions, or
even the mood of the audience. This adds an element of
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unpredictability and innovation to the artistic experi-
ence. Thus, dynamic content and updated installations
in VR and with the help of modern technologies open up
new perspectives for artistic creativity and perception,
allowing users to create live, interactive experiences that
are constantly evolving and attract viewers to new levels.

PRACTICAL EXAMPLES

OF THE INTRODUCTION OF VIRTUAL REALITY
TECHNOLOGIES IN TRADITIONAL ART
Museums actively use virtual reality technologies to
create virtual expositions that allow visitors to immerse
themselves in three-dimensional spaces where they can
interact with works of art. This includes virtual tours
where viewers can move freely around the museum’s
halls, view exhibits from different angles, and get addi-
tional information about them (Parker & Saker, 2020).
Such technologies also allow creating reconstructions of
historical events or exhibitions that have already been
completed, giving viewers the opportunity to relive
them. VR technologies help museums to attract a wider
audience, including people who are physically unable to
visit the museum.

One of the most famous museums in the world, the
Louvre in Paris, presented a VR installation called “Mona
Lisa: Beyond glass” (Fig. 1). This installation allows visi-
tors to explore the famous portrait by Leonardo da Vinci
in a virtual space. Using VR technology, viewers can see
details of the painting that are usually difficult to see
through thick protective glass and get additional infor-
mation about the history and context of the creation of
this masterpiece. This project was part of the celebration
of the 500" anniversary of Da Vinci’s death, providing vis-
itors with a unique opportunity to better understand and
appreciate art.

Figure 1. Three-dimensional “Mona Lisa”.
Louvre Museum, Paris
Source: Ukrinform.ua (2019)

The Pompidou Centre in Paris also uses VR to create
innovative art projects. One such example is “Starry Night”,
aVR installation that allows visitors to enter the interior of
Vincent Van Gogh'’s famous painting “Starry Night”. Using
VR, viewers can explore the space, details and atmosphere
of the painting, which allows them to gain an understand-
ing of the work and its context. It also allows visitors to
experience a unique artistic experience that cannot be ob-
tained by traditional painting viewing alone (Fig. 2).
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Figure 2. Pompidou Centre, France. Installation
of V. Van Gogh’s painting “Starry Night”
Source: Tigets (2024)

The British Museum is also actively using VR to im-
prove the visitor experience. One of these projects is the
“Virtual tour of Nefertiti” (Fig. 3). Using VR helmets, visitors
can travel back in time and see what the Nefertiti temple
looked like in its original state. This VR installation allows
viewers to immerse themselves in the atmosphere of an-
cient Egypt, learn more about the architecture and culture
of that time, and see the exhibits in their original context.
This not only expands the knowledge of visitors, but also
makes visiting the museum more interactive and exciting.

Figure 3. One of the images of the virtual tour
of the Temple of Nefertiti, British Museum, London
Source: TheTourGuy (2023)

The Museum of Modern Art in New York uses VR tech-
nologies to create innovative art exhibitions. One of these
projects is “Unseen”, created by M. Chitilom (Fig. 4). This
VR installation takes viewers into a world where they can
interact with digital objects and shapes that change ac-
cording to the user’s movements. The project explores the
boundaries between reality and virtuality, inviting visitors
torethink their perception of space and form. This not only
elicits an emotional response, but also encourages critical
thinking about the role of technology in contemporary art.

Figure 4. Part of the installation “Unseen”,
New York, Museum of Modern Art
Source: Timeout (2024)

These examples demonstrate how VR installations
can change the experience of visiting museums, mak-
ing it more interactive, educational, and engaging. Using
VR allows viewers not only to see works of art in a new
light, but also to immerse themselves in their historical
and cultural context. Artists use VR technologies to create
new forms of artistic expression that go beyond tradition-
al media. With the help of virtual reality, they can create
interactive three-dimensional spaces where viewers can
not only contemplate works of art, but also interact with
them, change them and influence their development.
This allows artists to experiment with new forms of nar-
rative and create dynamic, variable compositions that re-
spond to the actions of the audience (Grau 2002). VR also
opens up opportunities for collaboration between artists
from different disciplines, helping to create complex,
multi-layered art projects.

Virtual reality technologies open up new horizons for
contemporary artists, allowing them to create interactive
and engaging works of art that engage viewers in unique
virtual worlds. Next, the study considers some outstand-
ing examples of the use of VR in contemporary art. Jeffrey
Shaw is one of the pioneers in the use of VR technologies
in the arts. His work often explores the boundaries be-
tween reality and virtuality, inviting viewers to interact
with digital spaces. One of the most famous projects by
J. Shaw is “The Legible City” (Fig. 5). In this VR installa-
tion, viewers can ride a bicycle through three-dimension-
al virtual cities where buildings are made up of text. Each
word represents a piece of history or narrative, allowing
viewers to “read” the city while travelling. This project is a
great example of interactivity and new forms of storytell-
ing that are possible due to VR technologies.

Figure 5. “The Legible City” by J. Shaw
Source: Jeffreyshawcompendium (2023)

Lauri Anderson, a well-known American artist and
musician, also actively uses VR in her works. One of her
most famous projects is “Chalkroom” (2017), created in
collaboration with Taiwanese artist Hu Chen (Fig. 6). In
this VR installation, viewers can move freely around a
virtual room whose walls are covered with texts, draw-
ings, and videos. Each element can be explored by inter-
acting with it through body movements and controllers.
“Chalkroom” creates a unique interactive experience that
combines literature, music, and visual arts. Raphael Lo-
zano-Hemmer is a Mexican media artist who uses VR in
his installations to create interactive and personalised
experiences. His work “Border Tuner” (2019) is an inter-
active lighting project that brings together the cities of El
Paso and Juarez through VR technologies (Fig. 7). In this
installation, participants can communicate with each
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other using light rays and sound waves, which gives the
impression of a single virtual space separated by a bor-
der. It allows exploring issues of identity, separation, and
unity through VR.

Figure 6. “Chalkroom” by L. Anderson
Source: Dreamideamachine (2019)

Figure 7. Performance “Border Tuner”
by R. Lozano-Hammer
Source: Bordertuner (2019)

Miguel Chevalier is a French artist who specialises
in digital art and uses VR technologies to create excit-
ing installations. His project “Extra Natural” (2018) takes
viewers to a virtual forest, where they can watch fantastic
plants that respond to their movements and interactions
(Fig. 8). This installation explores the relationship be-
tween nature and technology, offering viewers a new way
to interact with nature through virtual reality.

Figure 8. Footage from performance “Extra Natural”
by M. Chevalier
Source: Miguel-chevalier (2018)

These examples demonstrate how contemporary art-
ists use VR to create new forms of artistic expression that
allow viewers to immerse themselves in virtual worlds
and interact with them in new and exciting ways. Ex-
hibitions and performances using VR technologies are
becoming increasingly popular, providing viewers with
a unique interactive experience. Exhibition organisers
use VR to create virtual environments where viewers can
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interact with exhibits in a new, more immersive way.
Performances that include VR allow creating interactive
shows where viewers can actively participate in events,
changing their course with their actions. This creates a
new level of engagement and emotional impact, enhanc-
ing the experience of exhibitions and performances. VR
also allows organising virtual exhibitions that can be vis-
ited from anywhere in the world, expanding access to art
and cultural events (Jung et al., 2016).

The Virtual Online Museum of Art (VOMA) is the
world’s first fully virtual museum which launched to
the public in 2020 (Fig. 9). This is a virtual space where
works from different eras and artistic trends are present-
ed, collected from famous museums and private col-
lections. Viewers can navigate the halls of the museum,
view paintings, sculptures and other exhibits in high res-
olution, getting additional information about each work
through interactive hints. VOMA also offers interactive
tours and themed exhibitions that help to better under-
stand art and its context.

Figure 9. One of the galleries
of the VOMA virtual museum
Source: Aislingquigley (2024)

Art Gate VR is a virtual platform for organising art ex-
hibitions and events. It allows artists, galleries, and muse-
ums to create virtual exhibition spaces where viewers can
view and interact with works of art in a 3D environment
(Fig. 10). For example, in 2021, Art Gate VR organised a vir-
tual exhibition “Art in Isolation”, which showed the works
of artists created during the COVID-19 pandemic. Visitors
could view exhibits, listen to audio guides, and even in-
teract with artists in real time through avatars. This gives
viewers a unique experience that combines virtual reality
with elements of social interaction.

Figure 10. Art Gate VR virtual gallery images
Source: Art Gate (2024)

Acute Art is a platform that collaborates with leading
contemporary artists to create virtual and augmented re-
ality (VR and AR) experiences. One of the most famous
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projects of Acute Art is “Kaws: Holiday”, where the works
of the prominent American artist Kaws were presented
in the form of giant virtual sculptures located in differ-
ent cities of the world, available through the AR applica-
tion (Fig. 11). Acute Art also organised virtual exhibitions
where viewers could interact with digital works of art in
a VR environment, allowing them to create a unique and
immersive experience.

Figure T1. Image of a giant unrealistic sculpture
on Big Ben on the Acute Art platform
Source: Acuteart (2024)

The Reality of Augmented Version project was im-
plemented in collaboration with several museums and
artists to create virtual exhibitions that are accessible via
VR helmets (Fig. 12). One example is “The Brushstroke”
exhibition, where visitors can watch the process of creat-
ing famous paintings in real time in virtual space. Viewers
can see how artists work, interact with them, and even
“help” them in the process.

Figure 12. Exhibition of augmented reality paintings
Source: Academyart (2019)

Given these examples, it can be argued that exhibi-
tions and VR galleries can expand the possibilities of art,
allowing viewers to interact with works in new and excit-
ing forms, creating a unique experience that is not possi-
ble in traditional galleries.

CULTURAL CONTEXT AND ITS ROLE
IN INTEGRATING VIRTUAL REALITY
INTO CONTEMPORARY ART

Historical background plays a key role in understanding
the integration of virtual reality into contemporary art.
Throughout history, art has always actively interacted
with new technologies, using them to expand the bound-
aries of creativity and create new forms of expression
(Henning, 2006). From the invention of photography and
cinema to the digital revolution, every new technology
has provided artists with new tools to experiment and
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innovate. One of the important historical prerequisites for
integrating VR into art was the spread of computer graph-
ics and digital technologies in the late 20® century. The
advent of computer software for creating three-dimen-
sional models and animations opened up new opportuni-
ties for artists who began using these technologies to cre-
ate digital installations and interactive expositions. These
early experiments became the basis for the development
of VR in art. The historical background for integrating VR
technologies into art includes years of technology devel-
opment and experimentation with new forms of expres-
sion. Studying these prerequisites helps to understand
how modern VR technologies have become a logical con-
tinuation of the evolution of art, opening up new oppor-
tunities for creativity and interaction with the audience.

Social aspects also play an equally important role in
the process of integrating virtual reality into contempo-
rary art, since virtual reality can change the ways of social
interaction and collective perception of art. Virtual spac-
es create new opportunities for communication between
viewers, allowing them to interact not only with works
of art, but also with each other in a virtual environment.
This contributes to the establishment of communities
where people can exchange opinions, impressions and
interpretations, which deepens the understanding and
perception of art. One of the key benefits of VR is the abil-
ity to create inclusive environments where people with
different physical abilities can interact equally with art
(Coelho et al., 2012).

Virtual museums and galleries can be accessed by
those who do not have the opportunity to visit physical
spaces, which contributes to wider audience engagement
and increased access to cultural heritage. In addition, VR
technologies allow preserving and promoting cultural
heritage by creating virtual reconstructions of historical
sites and events. This is important for the preservation of
culture and history, especially in the context of globalisa-
tion and urbanisation, when many cultural sites may be
lost or altered. Virtual reconstructions allow preserving
them for future generations and making them available to
awide audience around the world.

It is also worth noting that VR can promote cross-cul-
tural dialogue and mutual understanding. Virtual exhibi-
tions dedicated to different cultures and historical eras
allow viewers from different countries and cultures to gain
access to new knowledge and expand their horizons. This
promotes global cultural understanding and cooperation.
Thus, the social aspects of integrating virtual reality tech-
nologies into contemporary art are important for under-
standing how technology can promote social interaction,
inclusivity, and the preservation of cultural heritage.

Economic factors also play a significant role in the
introduction of virtual reality into contemporary art, as
VR technologies require significant financial investments
both at the development stage and during the implemen-
tation of projects. Funding for VR projects in the arts can
come from a variety of sources, including government
grants, private investment, sponsorship, and crowdfund-
ing. These financial resources are crucial for the devel-
opment and implementation of VR technologies in the
art sector. Commercial potential in art is also an impor-
tant aspect. Virtual exhibitions, interactive installations,
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and other projects can generate revenue through ticket
sales, subscriptions, or sponsored events. This opens up
new opportunities for artists and cultural institutions,
allowing them to monetise their projects and attract ad-
ditional financial resources for further development. In
addition, virtual reality can be used to create commercial
products, such as virtual museum tours or interactive art
programmes that can be sold on the market. Economic
factors also include issues related to the availability of VR
technologies to the general public. Reducing the cost of
hardware and software makes VR more accessible to art-
ists, museums, and viewers. This contributes to the wider
adoption of VR in art and the expansion of the audience
that interacts with virtual art projects (Nayar, 2010).
Ethical and moral issues are important aspects of inte-
grating virtual reality into contemporary art, as they relate
to the responsibility of artists, curators, and developers
to the audience and society at large (Bentkowska-Kafel et
al., 2005). One of the main ethical issues is the issue of au-
thorship and ownership of digital works of art. In a virtu-
al environment, it is easy to copy and distribute content,
which can lead to copyright infringement. Solving this
problem requires the creation of new legal frameworks
and mechanisms for protecting intellectual property in
the field of VR. Moral aspects also relate to the content
of works of art in the field of virtual reality. Artists should
consider how their work can affect the emotional and psy-
chological state of the audience. The immersive nature of
VR can trigger strong emotional reactions, so it's impor-
tant to ensure that the content is ethical and doesn’t harm
users. This is especially true in cases where the works ad-
dress topics of violence, trauma, or other sensitive issues.
Ethical issues also include issues related to the privacy
and security of user data. Using VR can involve collecting
and analysinglarge amounts of personal data, soitisimpor-
tant to ensure that this information is protected and that it
isnotmisused. This requires high standards of security and
privacy in the development and use of VR technologies.

CONCLUSIONS
The results of the study emphasise that virtual reality has a
significant impact on the emotional perception of art. The
immersive effect created by VR allows viewers to feel part
of awork of art, which enhances the emotional connection
and promotes a deeper understanding of the artistic con-
tent. The interactivity of VR technologies allows viewers to
actively interact with art, change it and influence its de-

expression, allowing artists to experiment with new forms
of narrative and create interactive three-dimensional
spaces. Collective interaction in VR technologies contrib-
utes to the socialisation of artistic experiences, allowing
viewers to explore virtual spaces together and share expe-
riences. The use of virtual reality game elements in art in-
stallations increases audience engagement and enhances
their understanding of artistic concepts. Dynamic content
and updated installations create lively, changing artistic
experiences that are constantly evolving and adapting, in-
creasing emotional and intellectual interest in art.

Practical examples of the introduction of VR technolo-
gies in traditional art demonstrate a variety of approaches
and opportunities. Museums use VR to create interactive
exhibitions and virtual tours, attracting a wider audience
and providing new ways to interact with cultural heritage.
Artists use VR technologies to create new forms of artis-
tic expression, allowing viewers to interact with works of
art on a deeper level. Exhibitions and performances using
VR technologies provide viewers with unique interactive
experiences, increasing the level of engagement and ex-
panding access to art events.

The cultural context is important for understanding
the integration of virtual reality technologies into contem-
porary art. Historical background, including the develop-
ment of digital technologies and interactive installations,
has paved the way for the introduction of VR. Social aspects
include the impact of VR technologies on social interaction
and the preservation of cultural heritage. Economic factors
cover the financing of VR projects and their commercial
potential, and the availability of technologies to the gener-
al public. Ethical and moral issues relate to the authorship,
ownership, availability, and confidentiality of data that are
critical to ensuring the safe and ethical use of VR in art.

VR technologies have great potential to transform
contemporary art, but they also require consideration of
important social, economic, and ethical aspects. The main
limitations of this study are the subjectivity of assess-
ments, the rapid development of VR technologies, sample
selectivity, cultural and regional differences, and insuffi-
cient analysis of economic and ethical aspects. Promising
areas of further research include empirical analysis of the
emotional impact of virtual reality, cross-cultural research,
investigation of long-term effects, study of technological
innovation, analysis of economic and ethical aspects, and
various forms of interactivity and user experience.

velopment, which makes the artistic experience dynamic ACKNOWLEDGEMENTS
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dopMH XymOKHBOTO BUpaskeHHsA. MeTomoJsiorisi 6asdyBasacsi Ha aHasi3i OCHOBHUX HAIPSIMKIB BUKOPHCTAHHS
TEXHOJIOTIll B Cy4aCHOMY MHCTEITBI, a TAKO)K HAa BUBYEHHI MPaKTUYHUX MPUKJALIB. Y CTATTi PO3IISIHYTO OCHOBU
BIJIUBY BipTyaJ/ibHOI peasibHOCTI Ha eMolliliHe CHOPUIHATTA MHUCTENUTBA, MiIKpecsioloud, Ik edeKT 3aHypeHHs,
iHTepaKTUBHICTH Ta ayioBi3yasbHi e(eKTH CTBOPIOIOTH HOBI MOYKJIMBOCTI AJI51 XYIOSKHBOT'0 BUPpaKeHHs1. PO3IIsAHYTO
KJIIOUYOBY POJIb IHTEPAKTUBHOCTI y PO3YMiHHI MHCTEITBA 3a JIOMOMOIOIO0 TEXHOJIOTIN BipTyasabHOI peasbHOCTI,
BKJIIOYAIOYX IIePCOHAI3allil0 MUCTEIIbKOTO JTOCBiy, KOJIEKTUBHY B3a€EMO/IiI0, BUKOPUCTAHHS irPOBUX €JIEMEHTIB
Ta IMHAMiYHUN KOHTeHT. HaBeqeHO MpaKTUYHI MPUKJIAAN BIPOBAIKEHHSI TEXHOJIOTIA y TpaJuIliiiHe MUCTEITBO,
30KpeMa y My3esX, XyJO>KHiX IpOeKTax Ta BUCTaBKax. [IpoaHa/i30BaHO KYJIBTYPHUU KOHTEKCT Ta HOTO POJb B
inTerpanil nudpoBux iHHOBaLil y cydyacHe MUCTENTBO, BPAaxOBYIOUHU iCTOPUYHI IIepeyMOBH, COIia/bHi acleKTH,
€KOHOMIuHi (akTopu Ta eTU4Hi NUTaHHA. OCHOBHI pe3y/bTaTu JOC/iIKeHHsI BKIIOYAIOTh: BipTyajbHa peajbHICTh
3HAYHO ITiICUJIIOE EMOIIMHUN BiITyK WIsimadiB yepe3 epeKT 3aHypeHHsI, CTBOPIOIOYHY TTUOIINI eMOIIMHUN 3B)SI30K
3 MUCTEIbKUM TBOPOM. IHTEpaKTUBHICTB I03BOJISIE IIsIJa4aM aKTUBHO B3AEMOIISITH 3 MUCTEI[TBOM, POOJISTYU TOCBi/
OiTbII AIMHAMIYHUM TaTIepCOHANi30BaHUM. [IpaKTUYHE BIIPOBAPKEHHSI TEXHOJIOTIN BipTyaIbHOI peasbHOCTIy My3esiX,
XYIOSKHIX IPOEKTAaxX Ta BUCTAaBKAX IEMOHCTPYE HOBI CIOCOOM B3a€MOJII 3 KyJIBTYPHOIO CHAIITMHOIO Ta MUCTEIIbKUMU
TBOpaMu. KyJBTYpHUI KOHTEKCT Bifiirpae Bask/IMBY poJib B iHTerpanii BipTya/sbHOI peajbHOCTi, 30KpeMa icToOpuyHi,
coljiasbHi, eKOHOMIiUHi Ta €TUYH]i aClIeKTH, AKi BU3HAYAIOTh YCHIIITHICTh BIPOBaA)KeHHsI TeXHOJIOTIN y MucTenTBo. L1i
pe3ysbraTy MiAKpec/00Th 3HaYHUl noTeHnian VR 1y TpancdopMariii cyyacHOro MUCTeITBa, BiJKPUBAIOYU HOBI
TOPU30HTH JJIsT TBOPUYOCTI Ta 3a/Iy4eHHS IVIA1aviB, ajle TAaKO’K BKa3ylOTh HAa HEOOXiIHICTh BpaXyBaHHS BayK/ITUBUX
€KOHOMIYHMX Ta eTUYHUX aCIIeKTiB

KniouyoBi cnoBa: iHTepaKTUBHICTh; €MOIIMHUNA BILUIMB; TPUBUMIPHI MPOCTOPY; KYIBTYPHA CHAAIIMHA; 1U(POBi
TEXHOJIOT]; iHHOBAaIlil y MACTEITBI
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Sound identity as a phenomenon.
Research on the cultural significance
of music in ethnic and subcultural communities

Abstract. The topicality of the issue of developing and reflecting the identity of various ethnic and subcultural groups
by music is conditioned by the importance of preserving the unique heritage of the world for subsequent generations.
The purpose of the study was to highlight the means by which music reflects the original code of communities, and
the mechanisms for its modernisation. To achieve this goal, the study analyses the means of reflecting and renewing
ethnic and subcultural identity; compares and synthesises them in the context of 21 century artistic practice. The
results of investigating the topic indicate that the music of different ethnic groups and subcultures concentrates
their identity and is open to modernisation due to the presence of such factors as: tools, timbre, texture, style of
interpretation, genre, compositional form of works; relationship with global society; integration into the sphere of
information and communication technologies; dialogue between different ethnic groups and subcultures; synthesis
of their own unique features and characteristic features of other communities. The renewal of the music of one of the
ethnic groups of China (Yunnan) took place through the synthesis of its traditional and European tonal and functional,
genre and structural, and timbre systems. Aspects of modernisation of the musical traditions of the Azerbaijani ethnic
group (mugham) are the transformation of texture through linear polyphony and complex chords, timbre renewal
through the use of symphony orchestra instruments. The enrichment of the folklore of the local culture of the Cossacks
of Ukraine was implemented through the timbre sphere, where, in addition to male voices, musical instruments of
various types and texture sound, through a polyphonic choir and orchestra, structural and compositional, in the
context of which the song turns into a vocal and symphonic miniature. The music of church communities in Europe,
in particular, Great Britain, and the United States of America, on the example of the world-famous song “Amazing
Grace”, has passed the path of its renewal through interaction with the style of jazz and its varieties of later times,
achievements of academic, pop music, the main elements of which are a certain style of vocals, its accompaniment by
a number of acoustic, electronic instruments and chords of a complicated system of the 20" and 21% centuries
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INTRODUCTION
The need to investigate the topic of the reflection in music
of the nature of thinking, artistic perception of the world
by a particular ethnic group or subculture is conditioned
by the importance of the creative heritage of various so-
cieties and population groups in the context of the world
humanistic thought of the 21 century. The problem of
the study is that the process of transformation of musical
primary sources of ethnic and subcultural communities,
the key components of their renewal, the general pano-
rama of the synthesis of traditions and innovations in
musical art, the foundation of which is the folklore of eth-
nic groups and subcultures, remains not yet illuminated.

According to the findings of I. Egorova (2024), na-
tional music contributes to the development of cultural,
more broadly - spiritual self-consciousness of the young-
er generation belonging to a particular ethnic group. This
happens in the conditions of the educational system of
the 21% century, where the key importance is based on
the main structural components of self-awareness, stu-
dents’ assimilation of the history of the origin of works,
intonation and figurative analysis of works, identifica-
tion of specific national fret and harmonic features of
the musical language of the work, the development of
the ability of adolescents to identify with the musical im-
age, hero, connection with other types of art, focus on
emotional perception and assimilation of national cul-
ture, the use of aesthetic categories in the assessment of
national musical art, the development of the main areas
of manifestation of national self-awareness by means of
national music.

The role of music education in the development of
sound, cultural, and spiritual identification is empha-
sised by I. Ramadani (2017). The researcher claims that
music, as always, was and is integrated into the social life
of mankind. It is directly related to its technical develop-
ment and policy. Musical art is a reflection of a certain
society and contributes to the transformation of the val-
ues of an ethnic group or subculture into a global phe-
nomenon. At the same time, it concentrates the unique-
ness and originality of ethnic groups and subcultures
that absorb certain elements of global achievements of
civilisation, while remaining bright and filled with their
own content. M. Sidir (2023) highlights the main ideas
about national identity in world and Ukrainian scientific
thought. In particular, the researcher considers music as
a means of forming national mental attitudes. In this, it
opens the foundation for combining art and the social
climate of society, which contributes to the awareness
of own belonging to a particular national and cultural
group with its unique musical and symbolic thesaurus.

According to A. Arblaster (2002), categories such as
patriotism and traditional spiritual values are becoming
increasingly important in the context of revealing indi-
vidual musical identity, where authenticity and origi-
nality are concentrated. They are inherent in individuals
(Weber, Chopin, Glinka, Sibelius, Bartok, Williams) and
in the schools of composition of different countries as a
whole. E. Asaqli and M. Masalha (2020) emphasise the
role and significance of folklore as an artistic symbol that
exposes negative trends in the life of society. In particular,
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these include corruption and loss of moral values that
contribute to the self-identification of both society as a
whole and its individual groups (subcultures). Thus, the
creative heritage of ethnic groups, including music, can
become a means of ideological struggle for the salvation
of the nation and its prosperity.

Musicologists S. Panapitiya and R. Nethsinghe (2023)
point to the need to study the folklore of ethnic groups,
which is gradually disappearing, using the example of
Sinhala folk songs. According to them, measures to pre-
serve it can not only protect the unique culture of small
peoples, but also open up one of the parts of a wide pan-
orama of world musical art. According to P. Dutta and
K. Kikhi (2016), folklore, in particular, musical folk herit-
age, is the foundation for the manifestation of self-iden-
tification of ethnic groups and subcultures. It has the
functions of reflecting the emotional state, feelings of the
individual and connection with the cultural and spiritual
atmosphere in the life of previous generations. An ex-
ample of this is the practice of Jingrwai Iawbei, which is
traditional for the people of Kongtong (Meghalaya). The
task of highlighting the sociological significance of musi-
cal folklore becomes urgent, since it extremely enriches
culture in general.

However, the problem of updating the musical art
of ethnic groups and subcultures in the 215 century still
remains unsolved. The purpose of the study was to high-
light the system of means of reflecting the original code
of communities by music, and the mechanisms for its
modernisation. The tasks were focused on investigating
the principles of developing materials of ethnic and sub-
cultural art, revealing the mechanisms of its implemen-
tation, and obtaining information about its effectiveness.

The study considered the processes of transforma-
tion of the music of ethnic groups and subcultures, the
means of their reflection in the academic sphere, and the
result of their presence in art. First, the musical sources
inherent in the sphere of traditional creativity and prac-
tice of composers of the 20® and 21° centuries were col-
lected. This opened the way to identifying the specifics
of the musical (intonation and rhythmic) composition
of works and the means of transforming the musical
heritage of ethnic groups and subcultures. Through the
discovery of the musical composition of the traditional
heritage and the means of its modernisation, it was pos-
sible to separate the elements of world musical creativ-
ity, based on which samples of music of ethnic groups
and subcultures received an enriched sound. Knowledge
of these elements became the basis for systematising
the key components of the phenomenon “sound iden-
tity of ethnic groups and subcultures”. With the help of
this systematisation, the process of gradual updating of
archaic examples of music was tracked. Sources of tra-
ditional music from countries such as China, Azerbai-
jan, Ukraine, the United Kingdom, and the United States
of America were chosen as the basis for the study. This
choice was conditioned by the fact that these states rep-
resent a unique geographical, cultural, and historical
belt covering most of the world, in particular, Asia, Eu-

rope, and America.



Sound identity as a phenomenon...

MUSIC OF ETHNIC GROUPS

AND SUBCULTURES AS APHENOMENON
AND ASPECTS OF ITS RENEWAL
ON THE EXAMPLE OF CHINESE ART
Music, reflecting the sound culture of ethnic groups, has
passed through a process of deep multi-faceted renewal
in the 21% century. It is concentrated in reflection of think-
ing that is unique for each nation, manifestation of the
original mentality of ethnic groups and subcultures, re-
flection of their spiritual culture, traditions of education
and aesthetic development that have been formed over
the centuries. The music of individual ethnic groups and
subcultures becomes a way of transmitting such aspects
as the temperament and emotional state of their repre-
sentatives. It is a means of realising their inherent ideas,
desires, and expectations for the implementation of these
phenomena in the form of certain intonations, rhythms,
timbres, and manners of their presentation by interpret-
ers. All of them and the means of their implementation
are patterns as a musical, social, and moral portrait of
a particular culture. Their content becomes a guide for
people to understand their belonging to a particular eth-
nic group or subculture. This contributes to their identifi-
cation in the context of a global society.

Music of different ethnic groups and subcultures is
able, on the one hand, to preserve its unique bright con-
tent, on the other hand, to adapt achievements of human-
ity in the 20® and 21* centuries through the presence of
traditional, acoustic academic and electronic musical
instruments in the performance of samples of ethnic and
subcultural creativity, their integration into the sphere of
information and communication technologies, interac-
tion and interrelation with global society through festivals
of ethnic and subcultural music, including internation-
al level, dialogue between different ethnic groups and
subcultures, synthesis of their own unique features and
characteristic features of other communities and groups.
Music serves as an integral part of life, both in the world
society as a whole and in its individual groups, subcul-
tural and ethnic associations, accompanying such are-
as as everyday life, education, spiritual practice, and the
transmission of concepts of life and its key components. It
also helps to reflect the ideas and emotional state of both
an individual and a social group in a form that protects
against persecution by state authorities, political pressure,
and repression. Thus, music will unite people into a single
ethnic or subcultural society based on common needs.

There is a tendency for the musical heritage of ethnic
groups and subcultures to reach the level of profession-
al national creativity, when academic works of various
scales, genre forms, and composition of performers are
compiled based on intonations and rhythms belonging
to a particular ethnic group or subculture. In such cases,
the ethnic and subcultural framework retains its unique
code, transforming through the means of the arsenal of
academic music, extremely enriched by the 21 century.
The relevance of the means of broadcasting ethnic and
subcultural creativity becomes obvious. It is an integral
complex system, the elements of which are deeply inter-
connected. These include live authentic interpretation,
academic performance, pop-style presentation of musical
material, software-based performance, and interpretation
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that synthesises the listed components. Chinese folk mu-
sic culture conveys a philosophical concept of nature and
worldview. This aspect is clearly reflected in the songs of
various ethnic groups of the country. Among them, sam-
ples of folklore of Yunnan province became known. An
example of this was Zhu Jianer’s “Five Yunnan folk songs”,
which was written for piano in 1962. It includes “Moun-
tain Song”, “Shepherd’s Tune”, “Song of Riddles”, “Waves of
the Red River”, “Sparrow’s Nest on the Xixiang Dam”. It is
possible to trace a deep reflection of the foundations of
traditional music, in particular, pentatonics. The fret sys-
tem and rhythms of this ethnic group are also unique. The
frets of traditional Chinese music are a group of five sound
ranges: Gong, Shang, Qiao, Zhi, Yu (Fig. 1).
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Figure 1. Fret system of traditional Chinese music
Source: compiled by the author

“Gong” completely coincides with the sound se-
quence of major pentatonics. The frets “Zhi” and “Shang”
are close to it. “Zhi” differs from the “Gong” system in the
sequence of steps: instead of the classical chain (I-II-III-
V-VI), one of its variants (I-II-IV-V-VI) is used. The “Shan”
system is based on the sequence I-II-IV-V-VII. It should
be noted that these frets (“Zhi” and “Shang”) can be the
basis of works in the minor version of pentatonics. Cor-
responds to the scale of minor pentatonics fret “Yu”. The
“Qiao” system (I-III-IV-VI-VII) became close to it. Howev-
er, the development of academic national culture became
the foundation of its renewal through the unification of
the above-mentioned fret system and the European ma-
jor-minor, the transformation of compositional form and
genre direction through the transformation of folk songs
into an instrumental suite for piano, the emergence of a
rich palette of new timbre colours, the dynamic develop-
ment of material belonging to the ethnic primary source.
Traditional music of China, as well as other different coun-
tries of the world, has received a new life due to its enrich-
ment in terms of texture and timbre, musical form and
means of broadcasting to listeners.

MODERNISATION OF TRADITIONAL MUSIC
OF AZERBAIJAN, UKRAINE, GREAT BRITAIN
AND THE UNITED STATES OF AMERICA
The basis of oral professional music in Azerbaijan was
monody. This type of musical composition is conditioned
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by the nature of thinking of the inhabitants of the Middle
East. It reflects a person’s communication alone with the
Lord, prayer to Him. The monody was performed both vo-
cally and instrumentally. One of the most famous instru-
ments of this area throughout history was the tar. Both
types of interpretation were distinguished by the richness
of various intonation and rhythmic figures, which repre-
sent a unique form of national melismatics, reminiscent
of forshlag, trill, rehearsal of a certain tone of melody. The
ethnic traditions of Azerbaijan also led to the creation of
music within a certain original fret system. Its foundation
is based on seven sound rows (Fig. 2).
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Figure 2. Fret system of Azerbaijani folk music
Source: compiled by the author

A certain part of them is closer to the major formed
in classical music. It is approached by frets called “Rast”,
partly “Segah”. However, a larger number reminds listen-
ers of a minor. In particular, the character of its sound is
reflected by frets called “Shur”, “Bayati-Shiraz”, “Charg-
yah”, “Shushter”, “Humayun”. Attention is drawn to the fact
that there is a certain semantic orientation in the context
of each of the listed frets. “Rast” conveys a picture of light
and joy. “Shur” broadcasts a cheerful, courageous mood.
“Segah” reflects the feeling of love, lyricism. “Bayati-Shi-
raz” conveys the mood of deep philosophical reflection,
meditation. “Chargyakh” — a system that concentrates a
sense of impulse, passion. “Shushter” serves as a system
that conveys the mood of sadness. “Humayun” conveys
these feelings even more deeply. Due to the progressive
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position of the classic of musical culture of Azerbaijan -
Uzeyir Hajibeyli — the country’s ethnic music has been ex-
tremely enriched with the achievements of world culture.

Among the aspects of modernising the musical tradi-
tions of the Azerbaijani ethnic group, the accompaniment
of melody as a folk primary source, a bright harmonious
line, timbre renewal of intonation and rhythmic material,
which uses instruments of the symphony orchestra, ac-
ademic singing voices, genre and structural transforma-
tion, based on which the work of professional music of the
oral tradition — mugham - becomes a symphonic poem,
are relevant. In 1948, the famous Azerbaijani composer
Fikret Amirov wrote a piece for the symphony orchestra
called “Shur”. It reflects the structural principles of the
large-scale traditional form of “destgah”. This is a sequen-
tial movement to the climax, in which the composer gives
an alternation of certain sections based on their charac-
teristic main tones.

The folklore of the Cossack community of Ukraine has
also undergone profound changes. Its masculine intona-
tion and clear, syncopated, rhythmic pattern became the
foundation of one of the spheres of compositional crea-
tivity of the 20" and 21* centuries. A. Sukhoi created the
song “Sleep, Little Cossack”. In 2019, VM. Hrytsyshyn, the
author of many choral works, including those written for
the Revutsky Chapel, made an original arrangement for
the H. Maiboroda Bandura Choir. It shows a bright palette
of timbres of the male choir and orchestral composition,
where in addition to bandura quartets, instruments such
as clarinet, trombone, cymbals, xylophone, windchains,
snare drum, accordion, mandolin, and double bass are
used. The sound of the instrumental introduction, where
the imitation of walkers is listened to, subtly conveys the
symbolism of the life and exploits of a Cossack — a hero
and defender of his land. Thus, the modernisation of the
folklore of this local culture was realised through its tim-
bre, texture, structural and compositional transformation.

The sacred music of Great Britain and the United
States of America has undergone a profound transforma-
tion. Its implementation was facilitated by such factors as
the geographical distribution of tunes on different con-
tinents, including Eurasia, America, Australia, Africa and
penetration into the named sphere of jazz styles and its
varieties of later times, the enrichment of the church vocal
primary source with achievements of academic and pop
music through the transformation of the vocal part and its
accompaniment by a number of academic and electronic
instruments, chords of European major-minor, and com-
plicated systems. The concept of glorifying the Lord, his
actions, and creations, which is the foundation of spiritual
musical culture, is now easily perceived by audiences
around the world, regardless of religious tradition. Using
the example of the world-famous Christian hymn “Amaz-
ing Grace’, created in 1779 by the poet and priest from
Great Britain John Newton, it becomes possible to track
the path of its renewal by enriching the timbre palette of
sound. The process of its stylistic and textural transforma-
tion is opened by the Jehovah Shalom Acapella ensemble.
The song is distributed all over the world, in particular,
in the United States of America, where it became one of
the most popular spiritual tunes and received a new stage
birth performed by the Heritage Singers collective.
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Thus, the example of samples of the musical heritage
of individual ethnic societies and subcultures shows the
uniqueness of the code of their original sources and high-
lights the entire complex process of their transformation
into academic compositions while preserving the roots of
traditional art, which helps to transmit its ideological and
spiritual aspects to the global society of the 21 century.

ISSUE OF UPDATING THE KEY

COMPONENTS OF THE MUSICAL ART

OF ETHNIC GROUPS AND SUBCULTURES

IN THE SCIENTIFIC LITERATURE
The study of folklore traditions inherent in different re-
gions of the same country contributes to the develop-
ment, improvement of the level of general cultural ed-
ucation, and the fostering of literacy among the local
population and people of other states. An example of this
is music by Gambus Paser (Indonesia), which is character-
ised by the style of pentengan (picking technique) and the
lyric of Gambus song (Gunawan, 2021). Musical art of eth-
nic groups and subcultures can not only to reflect people’s
emotions, but also to regulate them, to promote healing
as an individual, and society as a whole. That is why it is
an integral part of the daily life of the Bapedi people, in
particular, it preserves the importance of the foundation
of cultural and religious rituals, social ceremonies and
celebrations. Music and culture are closely linked, repre-
senting the foundation for building social cohesion, pro-
moting wise behaviour, and spreading moral and ethical
values (Lebaka, 2019). This concept coincides with the re-
sults of the study, since it concentrates the most important
characteristics of the musical heritage of ethnic groups
and subcultures in general. This idea is also reflected in
the research devoted to the Xhosa culture. In particular,
such functions of ethnic music as religious, social, cultur-
al, ritual, and moral are emphasised. In addition, accord-
ing to researchers, it is used to calm or receive affection
from ancestors (Izu & Villiers, 2021).

In the field of musicology, attention is drawn to the
need to use traditional texts, which were the basis for
creating songs of ethnic groups and subcultures. This
will help to correctly understand their ideological con-
tent and correctly interpret them as an original version
and an adapted version in the form of spiritual tunes and
hymns (Zulu traditional hymns (iCilongo Levangeli)). It
plays a vital role in expressing God’s feelings and, at the
same time, illuminates the historical context of hymns,
the situation in which they were created (Yende, 2021).
The Christian hymn “Amazing Grace” retains its original
literary text in different countries, stylistic versions, and
interpretations. The ideological, social, and political sig-
nificance of the modernised version of the music of eth-
nic groups becomes relevant. Thus, the creation of Enoch
Sontonga, in particular, the hymn “Nkosi Sikelel’ iAfrika”
concentrates spiritual symbols of cultural resilience, so-
cio-political resistance and social transformation in South
Africa (Yende, 2023). It becomes obvious that the music
of ethnic groups or subcultures is established into a cer-
tain fund for the implementation of human needs for
freedom, well-being, and prosperity through its synthesis
with the traditions of spiritual culture, in particular, Chris-
tian. Examples of this are church choirs and South African
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Freedom songs. 21%'-century research shows that the iden-
tity of a particular ethnic group or subculture is largely re-
lated to musical preferences. In particular, parishioners of
the Apostolic Church of St. Matthew, the Mafofa Congre-
gation in Sekuhune district (Limpopo province in South
Africa) use music to understand themselves, to identify
themselves, both internally and externally, through the
integration of their own music, dance, and instrumental
playing in the church (Lebaka, 2018). As evidenced by
E.A. Omulupi and N.A. Masasabi (2021), the perspective of
spiritual musical art and traditional music is to find a bal-
ance between the canons of church creativity and various
idioms of indigenous peoples. Using the example of the
musical atmosphere of Anglican churches in Kenya, re-
searchers suggest that the leaders of their choirs compose
spiritual hymns in the traditions of the corresponding
musical styles of Luhiya. In particular, they recommend
preserving elements such as performance style, harmo-
ny, rthythm, texture, shape, and structure. This can help in
localising their own experience of serving in the church.
Music science of the 21 century shows a deep interest in
the religious traditions of individual ethnic groups and
on a global scale. In particular, researchers try to cover
in detail such aspects of this phenomenon as the racial
and ethnic identity of religious culture, its manifestation
among the female and male population, spiritual music
therapy (and medical ethnomusicology), music of the lo-
cal spiritual tradition (Wiebe, 2021). All these aspects play
an important role in creating the phenomenon of “musi-
cal identity of ethnic groups and subcultures”.

RESEARCH OF MECHANISMS FOR
MODERNISING THE MUSICAL HERITAGE
OF ETHNIC GROUPS AND SUBCULTURES

IN THE CONTEXT OF MUSICOLOGY

The process of updating the traditional music language
is reflected in a number of principles for creating compo-
sitional content of the 21% century. Thus, a certain num-
ber of Guizhou ethnic groups (Miao, Dong, Yi, and Shui),
which connects national heritage and innovative technol-
ogies, synthesises instruments, melodic motifs and rhyth-
mic models outside of individual ethnic styles.

Such a cultural phenomenon, on the one hand, pre-
serves the identity code of ethnic groups, on the other
hand, it catalyses musical evolution (Huang, 2024). This is
confirmed in the study, through the results of an analysis
of the modernisation of ethnic primary sources of Yunnan
province (Zhu Jianier, “Five Yunnan Folk Songs”). It is be-
coming relevant to preserve the traditions of ethnic musi-
cal art and its broadcasting to the next generations. Thus,
five ways to implement such a project in the museum were
found. Among them are sound as a lecture, sound as an
atmosphere (soundtrack), sound as an artefact, sound as
art, sound as crowd curation (Cortez, 2021). This idea be-
comes promising, due to its multidirection in relation to
such a phenomenon as the “sound basis”. This ensures the
interest of a wide global audience in the materials that are
broadcast, including the musical heritage of ethnic groups
and subcultures. Musicians of neighbouring ethnic groups
tend to combine their creative traditions, in particular into-
nation, rhythmic, instrumental and timbre nature. An ex-
ample of this is the dance compositions of Zupanochoria,
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various geographical areas of the Greek parts of Epirus
and Macedonia. Sometimes it becomes drive for disputes
between representatives of different cultures regarding
the ownership of musical primary sources. That is why a
scientific investigation of the folklore of each country, its
ethnic groups, and subcultures is required (Kyratsou et
al., 2021). Musicology offers a progressive and promising
trend that promotes effective, deep and multifaceted dis-
closure of the culture of ethnic groups and various groups
of society (in this case, refugees from Afghanistan living
in Austria). This is becoming the flexible direction of mu-
sical ethnography of this century (Kolbl, 2021). As stated
by I. Maulana et al. (2023), a sense of cultural identity in
general, and music in particular, has a direct impact on
the creation of an industry and market associated with
this area. For example, Minang migrants outside West Su-
matra contribute to the spread of their ethnic pop music
through the organisation’s business. This not only “pro-
vokes” the interest of foreign listeners in the unique musi-
cal heritage, but also brings dynamics to the development
of the economy. This position extends the boundaries of
the phenomenon of “sound identity of ethnic groups and
subcultures”, which becomes not only the foundation for
preserving the folklore heritage of peoples, but also cre-
ates a certain economic branch.

The panorama of ethnic music, in particular, Mongo-
lian, includes the traditions of Buddhism, combined with
the achievements of the 20™ and 21 centuries. Its evolu-
tion consists in updating the various melodic, rhythmic
and tonal qualities inherent in Mongolian musical gen-
res and styles Hulunbuir, Xilingol, Ordos and Alxa, which
highlights regional differences and stylistic variations.
Using the creative work of artists Tenger, Han Lei, and
Dege Ma, researchers reveal the mechanisms of integra-
tion of Mongolian ethnic music into Chinese pop music
and highlight the importance of studying Mongolian eth-
nic music as a source of dialogues between neighbour-
ing cultures and preserving their own national heritage
(Yang, 2024). It is also obviously important to define the
concepts of “cultural identification” and to preserve cul-
tural sustainability in the era of globalisation. This can
be done by communities of cultural activists working to
support ethnic traditions, inherit the diverse and lasting
riches of ethnic art, and realise a connection with the land
of their ancestors, their language, spiritual practice, and
knowledge. “Cultural identification” is thus revealed as a
dynamic social construct that is associated with a num-
ber of aspects. Among them, language, culture, history,
and social context are particularly important. It becomes
amechanism of “self-representation” in the context of the
21t century (Jati, 2023). This concept is clearly reflected in
the example of the works of Zhu Jianier, E Amirov, V. Grit-
syshyn, whose music has passed the path of renewal and
at the same time preserved its unique ethnic cultural code.

According to the study by O. Sapozhnik (2024), the
music of subcultures, in particular “rock”, concentrates the
ideals and mental and ideological institutions of listen-
ers around the world and Ukraine. This makes them the
foundation of the processes of national identification, on
which, in turn, an ethno-national mentality is formed. It
finds its manifestation in the names of works and groups, in
the use of folk traditions, folklore themes, regional motifs,
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dialects in the vocal and instrumental rock sound of
Ukrainian origin. In this way, there is not only the preser-
vation of national and cultural identity, but also the spread
and popularisation of the Ukrainian subcultural group in
the world art space. The study of ethnic music contributes
to solving socio-economic, technological, political prob-
lems, and educational issues of the 21% century (Nnam-
ani, 2019). It becomes the basis for overcoming the risks
of inculturation, in which representatives of certain ethnic
groups in other countries lose touch with the roots of their
culture. At the same time, knowledge of the traditional
heritage of ethnic groups and subcultures reveals not only
their history, but also symbols of the political struggle of
peoples for independence (Matsilele & Msimanga, 2022).
In addition, it testifies to the huge influence of musical art
on the physical and emotional state of a person, forms, in
turn, the foundation of the development of society, its phi-
losophy, thinking, culture of relationships, ideas and val-
ues, lifestyle (Nwankpa & Okunade, 2021). Music of ethnic
groups and subcultures serves as a mechanism for positive
changes in the life of society, because, according to scien-
tists, it is created to make people happier (James, 2023).
On the other hand, its preservation in the context of the
21% century is facilitated by the concept of “recluse”, which
is followed by an ethno-musician (Zhao, 2023). All the re-
viewed materials are of great importance for music knowl-
edge of the 21* century, regarding issues of ethnic and
subcultural artistic heritage.

CONCLUSIONS
The study found that the music of different ethnic groups
and subcultures reflects, preserves, and updates its
unique code through the presence of traditional, acous-
tic academic and electronic musical instruments when
performing ethnic samples, subcultural creativity, their
integration into the sphere of information and communi-
cation technologies, interaction with the global society of
the 21% century via ethnic festivals, subcultural music, di-
alogue between different ethnic groups and subcultures,
synthesis of their own unique features and characteristic
features of other communities. The mechanisms of devel-
opment of the musical art of an ethnic group on the ex-
ample of music from China, Azerbaijan, Ukraine, Great
Britain, and the United States of America and subculture
on the example of one of the genres of sacred music were
highlighted. These include transformation of timbre, en-
richment of texture, expansion of interpretation style,
variety of genres, and compositional form. A new sound
quality of traditional Chinese music was discovered due to
its integration into the European tonal and functional sys-
tem and timbre, genre, and structural transformation of
folk songs into an instrumental suite for piaNo. A number
of aspects of the modernisation of the musical tradition of
the Azerbaijani ethnic group were revealed, which include
the accompaniment of the folklore primary source with a
complex harmonic line and timbre renewal of intonation
and rhythmic material and its genre and structural trans-
formation. The components of modernisation of folklore
of the local culture of the Ukrainian Cossacks were identi-
fied. This is its timbre, texture, structural and composition-
al transformation. The means of renewing sacred music
in the United Kingdom and the United States of America

8



Sound identity as a phenomenon...

were highlighted on the example of the world-famous the state of world musical culture, when combining its
song “Amazing Grace”. They are conditioned by the pene-  various spheres into a single space.
tration into this sphere of jazz styles and its varieties of lat-
er times and the enrichment of the church vocal primary ACKNOWLEDGEMENTS
source with the achievements of academic and pop music. ~ None.
Areas for further research are the development of vec-
tors for updating the traditional musical art of countries CONFLICT OF INTEREST
that were not represented in this study and forecasting None.

REFERENCES

[1] Arblaster, A. (2002). Self-identity and national identity in classical music. Journal of Political and Military
Sociology, 30(2), 259-272.

[2] Asaqli, E., & Masalha, M. (2020). Folk songs and how ’amal dunqul uses them in his poetry. Advances in Literary
Study, 08(02), 78-105. doi: 10.4236/als.2020.82008.

[3] Cortez, A. (2022). Museums as sites for displaying sound materials: A five-use framework. Sound Studies, 8(1), 43-
72. doi: 10.1080/20551940.2021.1975442.

[4] Dutta, P, & Kikhi, K. (2016). Folk practices of the Khasi tribe: A description of Jingrwai Iawbei in Kongthong
village. Indian Sociological Bulletin, 65(2), 237-252. doi: 10.1177/0038022920160205.

[5] Egorova, I. (2024). Musical art as a means of forming national consciousness in pupils at music lessons in modern
ukrainian school (methodological aspect). Retrieved from https://www.pulib.sk/web/kniznica/elpub/dokument/
Bernatova9/subor/Yehorova.pdf.

[6] Gunawan, A. (2021). Gambus Paser performance as a cultural literacy enhancement of Paser culture for
Indonesican capital relocation to East Borneo. International Journal of Social Science, 1(4), 341-346. doi: 10.53625/
ijss.v1i4.712.

[7] Huang,Y. (2024). Cultural harmonies: Exploring compositional techniques and cultural fusion in Guizhou ethnic
minority music. Pacific International Journal, 7(1), 216-221. doi: 10.55014/pij.v7i1.558.

[8] Izu, B., & Villiers, A. (2021). A review of the sociocultural roles of traditional musical arts in Xhosa society. Africa
Development and Resources Research Institute (ADRRI) Journal, 18(2(6)), 148-165.

[9] TJames, S. (2023). Traditional music in Africa: The Nkerefi experience in Nkanu local government area of Enugu
state. In The prodigious musicologist: Celebrating professor Agatha Ijeoma Onwuekwe (Ugonabo) (pp. 588-595).
Nigeria: Nigerian Journal of Business Education.

[10] Jati, R. (2023). Cultural identity and community media: Empowering the cultural community. doi: 10.13140/
RG.2.2.24621.46560.

[11] Kolbl, M. (2021). Ethnomusicology, fieldwork, and the refugee experience. Music & Minorities, 1(1). doi: 10.52411/
mm.2021.5.

[12] Kyratsou, C., Sotiraki, K., Prezotto, J., & Brkljacic, M. (2021). ‘Naming the Baby’: Music and boundary identities in
Zoupanochoria. Anthropology of East Europe Review, 37(1). doi: 10.14434/aeer.v37i1.32057.

[13] Lebaka, M. (2018). Integration of vocal music, dance and instrumental playing in St. Matthews Apostolic
church: Maphopha congregation. European Journal of Interdisciplinary Studies, 4(2), 34-44. doi: 10.26417/ejis.
v4i2.p34-44.

[14] Lebaka, M. (2019).Thesocietal value ofart and music in the bapedi culture and the implications for musicin healing
as a cultural phenomenon. European Journal of Multidisciplinary Studies, 4(3), 64-76. doi: 10.26417/863s0e24c.

[15] Matsilele, T., & Msimanga, M. (2022). Popular music and the concept of the dissident in post-independence
Zimbabwe. In Indigenous African popular music (pp.59-75). Cham: Palgrave Macmillan. doi: 10.1007/978-3-030-
98705-3 4.

[16] Maulana, I., Windarsih, A., Rastati, R., & Widyawati, N. (2023). The transformation of the ethnic pop music industry
and the negotiation of cultural identity. In Handbook of research on deconstructing culture and communication in
the global south (pp.158-173). Hershey, PA: IGI Global. doi: 10.4018/978-1-6684-8093-9.ch011.

[17] Nnamani, S. (2019). African music and human experience in the 21% century with particular reference to Nigeria.
International Journal of Social Science and Economics Invention, 5(02), 13-17. doi: 10.23958/ijssei/v0l05-102/98.

[18] Nwankpa, O., & Okunade, A. (2021). Rethinking music, its potency and change. African Musicology Online, 8(1), 45-
63. doi: 10.58721/amo.v8il.18.

[19] Omulupi, E., & Masasabi, N. (2021). Effects of appropriating Luhyia musical styles to the authenticity of Anglican
hymns Butere Diocese, Western Kenya. African Musicology Online, 10(2), 1-26. doi: 10.58721/amo.v10i2.2.

[20] Panapitiya, S., & Nethsinghe, R. (2023). Distinctive features of traditional singing in Sri Lanka. Journal of Research
in Music, 1(2), 1-17. doi: 10.4038/jrm.v1i2.7.

[21] Ramadani, I. (2017). Music, culture and identity. Academic Journal of Business, Administration, Law and Social
Sciences, 3(1), 248-253.

[22] Sapozhnik, O. (2024). The origin and development of rock music in Ukraine: The search for cultural identity. Fine
Art and Culture Studies, 1, 80-88. doi: 10.32782/facs-2024-1-11.

[23] Sidir, M. (2023). Interpretation of national identity in the world scientific thought and its extrapolation to
Ukrainian musicology. Fine Art and Culture Studies, 3, 100-107. doi: 10.32782/facs-2023-3-14.

@ Interdisciplinary Cultural and Humanities Review. 2024. Vol. 3, No. 2


https://www.proquest.com/docview/206657511?sourcetype=Scholarly%20Journals
https://www.scirp.org/journal/paperinformation?paperid=99780
https://www.tandfonline.com/doi/full/10.1080/20551940.2021.1975442
https://journals.sagepub.com/doi/10.1177/0038022920160205
https://www.pulib.sk/web/kniznica/elpub/dokument/Bernatova9/subor/Yehorova.pdf
https://www.pulib.sk/web/kniznica/elpub/dokument/Bernatova9/subor/Yehorova.pdf
https://bajangjournal.com/index.php/IJSS/article/view/712
https://bajangjournal.com/index.php/IJSS/article/view/712
https://rclss.com/pij/article/view/558
https://www.researchgate.net/publication/355095700_A_review_of_the_sociocultural_roles_of_traditional_musical_arts_in_Xhosa_society
https://www.researchgate.net/publication/372345187_TRADITIONAL_MUSIC_IN_AFRICA_THE_NKEREFI_EXPERIENCE_IN_NKANU_LOCAL_GOVERNMENT_AREA_OF_ENUGU_STATE
https://www.researchgate.net/publication/372345187_TRADITIONAL_MUSIC_IN_AFRICA_THE_NKEREFI_EXPERIENCE_IN_NKANU_LOCAL_GOVERNMENT_AREA_OF_ENUGU_STATE
https://www.researchgate.net/publication/374975765_Cultural_Identity_and_Community_Media_Empowering_the_Cultural_Community
https://www.researchgate.net/publication/374975765_Cultural_Identity_and_Community_Media_Empowering_the_Cultural_Community
https://journals.qucosa.de/mm/article/view/5
https://journals.qucosa.de/mm/article/view/5
https://scholarworks.iu.edu/journals/index.php/aeer/article/view/32057
https://revistia.org/index.php/ejis/article/view/5622
https://revistia.org/index.php/ejis/article/view/5622
https://revistia.com/index.php/ejms/article/view/6109
https://link.springer.com/chapter/10.1007/978-3-030-98705-3_4
https://link.springer.com/chapter/10.1007/978-3-030-98705-3_4
https://www.igi-global.com/gateway/chapter/326261
http://www.ijssei.in/index.php/ijssei/article/view/113
https://www.researchgate.net/publication/368565294_RETHINKING_MUSIC_ITS_POTENCY_AND_CHANGE
https://www.researchgate.net/publication/368480423_EFFECTS_OF_APPROPRIATING_LUHYIA_MUSICAL_STYLES_TO_THE_AUTHENTICITY_OF_ANGLICAN_HYMNS_OF_BUTERE_DIOCESE_WESTERN_KENYA
https://jrm.sljol.info/articles/10.4038/jrm.v1i2.7
https://www.researchgate.net/publication/339513553_Music_culture_and_identity
http://journals.vnu.volyn.ua/index.php/art/article/view/1585
http://www.journals.vnu.volyn.ua/index.php/art/article/view/1221

A. Kelmendi

[24] Wiebe, D. (2021). Music and religion: Trends in recent english-language literature (2015-2021). Religions, 12(10),
article number 833. doi: 10.3390/rel12100833.

[25] Yang, M. (2024). From grasslands to global beats: A study of mongolian ethnic music integration in Chinese pop.
Pacific International Journal, 7(2), 109-113. doi: 10.55014/pij.v7i2.583.

[26] Yende,S. (2021). Importance of understanding and making sense of Zulu traditional hymns as a symbol of expressing
worship: Cognitive hermeneutics and hermeneutics of hymnody theories. HTS Teologiese Studies / Theological
Studies, 77(4), article number a7038. doi: 10.4102/hts.v77i4.7038.

[27] Yende, S. (2023). A qualitative content analysis of enoch sontonga and the South African national anthem: A legacy
of unity and resilience. Journal of Nation-building & Policy Studies, 7(3), 71-92. doi: 10.31920/2516-3132/2023/
v/n3a4.

[28] Zhao,Y. (2023). Metal like a hermit: Situating the ‘subcultural’ of Chinese metal music in the Chinese context. Metal
Music Studies, 9(3), 351-357. doi: 10.1386/mms 00115 1.

ApciMm KenbMmeHgi

Mpodecop

YHiBepcuTeT XakLwi 3eka Mey

30000, Byn. «UCK», M. lNeu, Pecrnybnika KocoBo
https://orcid.org/0000-0002-2262-088X

3BYKOBa iA€HTUYHICTb IK PEeHOMEH.
Aocnip)XeHHs KyNnbTypPHOIro 3Ha4eHHS My3UKU
B €THIYHMX Ta CY6KyNnbTyPHMUX CMi/ibHOTaX

AHoTaUif. AKTYya/IbHICTh AOC/iIKeHHsT TPo0IeMH (hOPMyBaHHs Ta BioOpaskeHHsT My3UKOIO iIEHTUYHOCTI Pi3HUX
eTHIYHUX i CYOKYJIBTYPHHX TPyl 0OyMOBJIEHA 3HAYYIIICTIO 30epesKeHHs [JIsI HACTYNHUX MOKOJIHb YHiKaJIbHOI
CHAJIIMHU CBiTy. MeTa JOCiAKeHHsA MoJjATrana y BUCBITVIeHHI 3aco0iB BinjgsepkajieHHA My3UKOI caMOOyTHBOTO
Koy 001N H, Ta MexaHi3MiB Horo monepuisanii. JIjis1 i mocsirueHHs O6y/10 3po6J1eHo aHaJi3 3aco0iB Bigg3epKraneHHs i
OHOBJIEHHSI €THIYHOI Ta CYyOKYJIBTYPHOI iIeHTUYHOCTI; iX HOPiBHAHHSA Ta CUHTE3 Y KOHTEKCTI Xy OKHbOI TPaKTHKA 21
CTOJTITTA. Pe3yssraTyi BUBUEHHS TEMH CBi4aTh, III0 My3WKa PiI3HIX eTHOCIB Ta CYOKY/IBTYP KOHIIEHTPYE iX CaMOOYTHICTh
Ta BiIKpHUTAa A1 MOJepHi3amii 3aBsKN IPUCYTHOCTI TaKKUX (paKkTOpiB, AK: iHCTpyMeHTapili, TeMOp, pakTypa, CTUIB
iHTepIperanii, skaHp, KOMIO3UIiliHa (hbopMa TBOPiB; B3a€EMO3B’I30K 3 WIOOAJBHUM COIiyMOM; iHTerpartiis B cepy
iH(popManiifHO-KOMYHIKaIIHHUX TEXHOJIOTIH; AiaJlor MiXK Pi3HUMU eTHOCAaMU Ta CYOKYJIBTYpaMH; CHHTE3 BJIACHUX
HEMOBTOPHUX PHUC Ta XapaKTepHUX 0COOJIMBOCTEl iHIINX CHiJIbHOT. OHOBJIEHHS MY3UKHU OJHI€l 3 €THIYHUX I'pyn
Kuraro (IOHBbHaHB) BinOy/I0Ccs 4epes CHHTES 1l TPAIUIIHOI Ta EBPOITEHChKOI TOHAJIBHO-(YHKIIIOHATBHOI, 3)KaHPOBO-
CTPYKTYPHOI, TEMOPOBOI CHCTeM. ACTIEKTH MOJEpPHi3aIlil MySHYHNX TPATUIliil a3epbaisKaHCHKOTO €THOCY (Myram)
e TpancgopMmaris ¢pakTypu yepes JiHeapHe 0AraToOroJI0CCs Ta CKIIAJIHY aKOPIUKY, TeMOpPOBE OHOBJIEHHSI 3aBIISTKA
BHUKOPHUCTAHHIO iHCTPYMEHTIB cUM(OHIYHOrO OpKecTpy. 36araueHHs (OJBKIOPY MICIIeBOI KyJIBTYpPU KO3aIlTBa
Ykpainu peasnisyBasacs uyepe3 TeMOpoBy cepy, Ae OKpiM 40I0BiYMX r0JI0CIB 3By4YaTh My3WYHi iIHCTPYMEHTH Pi3HOTO
Ty % ¢GaxkTypHy, yepe3 6araroroJ0CHUI XOp Ta OPKeCTpP, CTPYKTYPHO-KOMIIO3ULiHHY, B KOHTEKCTi AKOI IicHA
IIepeTBOPIOETHCSI HA BOKAJBbHO-CUM(OHIYHY MiHiaTIopy. My3uKka IepKOBHUX OOIIMH €Bpomnyd, 30KpeMma, Benukoi
Bpuranii, Ta Cnonydyenux IlITaTiB AMepuKu, Ha IIPUKJIaAi BCeCBITHBO BifoMol micHi «Amazing Grace», npoumuia
IIJISIX CBOT'O OHOBJIEHHSI Yepe3 B3AEMOJIII0 3i CTUJIEM PKa3y Ta MOr0 PisHOBUJAMHU Mi3HIIIIOTO Yacy, JOCATHEHHSIMH
axkajeMiyHOi, ecTpajgHOi MYy3UKHU, TOJOBHI eJeMeHTH AKOI Ie NMeBHUHU CTUJIb BOKATIy, MOT0 CYIpOBiA HU3KOIO
AKYCTUYHUX, €JIEKTPOHHUX iIHCTPYMEHTIB Ta aKOPAiB ycKJIagHeHoI cucteMu 20-21 CTOJIITh
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Folklore in contemporary music: Revival of cultural traditions

Abstract. The purpose of the study was to comprehensively analyse and systematise the ways in which contemporary
artists and musicians integrate folk motifs into their works. It was found that although modern interpretations of
folklore retain the basic melodic structures of traditional compositions, they also introduce significant innovations in
arrangement and instrumental design. The study showed that musicians attach new cultural and personal meanings to
musical works, reinterpreting folklore narratives in accordance with modern realities. It was also found that thematic
motifs and instrumental techniques have changed over time, which indicates a tendency to synthesise old and new
musical forms. Modern interpretations of folklore retain the basic melodic structures of traditional compositions,
but introduce significant innovations in arrangement and instrumental design. Musicians attach new cultural and
personal meanings to musical works, reinterpreting folklore narratives in accordance with modern realities. Thematic
motifs and instrumental techniques have undergone changes, which indicates a tendency to synthesise old and new
musical forms. The use of folk motifs helps contemporary performers to revive interest in the national musical heritage
and effectively interact with a global audience. This approach preserves cultural characteristics and promotes cultural
exchange at the international level. Folklore acts as a means of communication and self-expression in the musical art,
which unites and helps to rethink cultural boundaries
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cultural revival. This integration can be key to under-
standing how musical forms can act as a means of pre-
serving national identity. It should be borne in mind that
modern music is often a product of cultural hybridisa-
tion, so defining clear boundaries between “pure” folklore
and its modern adaptations can be difficult. This makes
it necessary to expand the theoretical base and develop
new research tools that will help to more accurately an-
alyse and understand these processes in various cultural
and musical contexts. The clash of traditional and con-
temporary music offers new directions for cultural ex-
change while simultaneously preserving unique cultural
elements. This interaction can solve a number of modern
problems, from the loss of cultural diversity to the need
for new forms of musical expression.

The influence of folklore on modern music has always
attracted the attention of many researchers. This interest
is conditioned by the fact that folklore not only reflects
cultural traditions, but also actively forms modern musi-
cal practices. Researchers from different countries study
how traditional motifs are integrated and transformed in
the framework of globalisation, creating new musical gen-
res and styles. This process not only enriches the modern
music scene, but also contributes to the preservation of
cultural uniqueness, which makes this topic a subject of
deep academic interest.

For example, E. Robb (2024) analysed transnational
and interracial interactions in electronic music, including
the krautrock and techno genres. His research revealed
how these styles influence cultural exchanges and mixing
between Europe and America, highlighting the global na-
ture of musical influences. W. Waldron (2023) focused on
the evolution of symbolic forms in various areas of culture,
especially in music. His study showed how music interacts
with art, religion, and language, and how these forms are
transformed in response to cultural changes. M.A. Slayton
and H.Y. Hendrix (2023) investigated biosemiotic process-
es in music by analysing the effects of musical symbols on
living organisms. They found that music can have a sig-
nificant impact on people’s behaviour and psychological
state. H-W. Heister (2023) studied the interaction between
music, verbal, and sign languages. His research showed
how these different forms of artistic expression interact,
forming connections between nature, body, and culture.
M.A. Barros-del Rio (2024) examined transcultural inter-
actions in contemporary Irish literature and society. His
research revealed new directions in the development of
national culture in the context of globalisation.

T. Badenhausen (2024) explored narrative structures
in a digital context, examining their role and impact on
the perception and transmission of stories. His findings
highlighted the importance of digital media in modern
culture. M. Bauer and B. Schiele (2023) analysed the in-
teraction between artificial intelligence and human intel-
ligence. Their research revealed important ambitions and
difficulties in integrating artificial intelligence into every-
day life. R. Wood (2024) focused on the study of zydeco
as an expression of the Creole soul, investigating its influ-
ence on American folklore. His research highlights the im-
portance of musical traditions in shaping cultural identity.
N. Booker (2024) conducted field research on the blues
of the 1960s, examining its development and impact on
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the American music scene. His work reflects changes in
the music industry and cultural perception. A. Dmitrije-
vski (2024) explored the media presentation of Macedoni-
an musical folklore, analysing its impact on national cul-
ture. He discovered how the media can influence cultural
identity and national pride.

After analysing these works, it can be concluded that
the topic of folklore in modern music has been thorough-
ly studied, but still has the potential for further research.
The problem of studying folklore in modern music is the
complexity of identifying and analysing folklore elements,
which are often integrated into music at non-obvious lev-
els. Folklore can manifest itself not only in melodies and
instrumental equipment, but also in lyrics, rhythms, and
methods of performance. This complicates objective anal-
ysis and requires the development of more flexible meth-
odological approaches. That is why the purpose of this
study was to analyse the influence of folklore on modern
musical genres and determine its role in preserving cul-
tural uniqueness. To achieve the goal, the research identi-
fied the following tasks: analysis of theoretical approaches
to the influence of folklore on modern music, investiga-
tion of the processes of adaptation of folklore elements in
various musical genres, and development of conceptual
recommendations for integrating folklore elements into
modern musical practices.

The paper effectively highlights how contemporary
musical practices assimilate folklore elements, leading to
the preservation and transformation of cultural heritage.
By comparison, important trends in the use of folklore el-
ements among different cultures and musical genres were
identified. This helped to identify universal and unique
aspects of the revival of folklore in modern music by com-
paring how different cultural groups adapt traditional mo-
tifs to their musical expressions. The study also included
applying theoretical frameworks that help to understand
the cultural and social aspects of music. In particular, the
concepts of cultural hybridisation and global cultural flow
were used to understand how musical works reflect and
influence cultural identities in different regions. This al-
lowed the authors not only to analyse music as an expres-
sion of cultural identity, but also to assess its role in the
development of transcultural identities, considering the
influence of modern technologies on the distribution and
perception of music. As part of the analysis, such works
were selected (“Volver” performed by Carlos Gardel, “Jai
Ho” from the film “Slumdog Millionaire”, “Hoppipol-
la” by the Icelandic band Sigur Rés, “Alfonsina y el Mar”
performed by Mercedes Sosa) that are known for their in-
volvement in folk melodies, instruments and lyrics, and
are considered in the context of their influence on modern
musical culture. To understand how modern musicians
use folk motifs, song lyrics, melodies, and instrumental
uses in various cultural contexts were analysed.

INNOVATIVE ARRANGEMENTS

AND INSTRUMENTAL DESIGN
In the modern music space, there is a significant revival
of interest in the use of folklore motifs, reflecting the de-
sire to preserve and revive cultural traditions. However,
the process of integrating these motifs into modern piec-
es of music is not a simple reproduction of traditional
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melodies and instrumental techniques. Instead, musi-
cians resort to a number of innovations that allow them
to update and modernise these motifs, giving them new
life and meaning. One of the main changes in the arrange-
ments of modern musical works is the use of various tech-
nological instruments and electronic sounds. This allows
musicians to create unique sounds, combining traditional
folk melodies with modern electronic effects. For exam-
ple, modern electronic music contains samples of tra-
ditional instruments, such as bandura (Fig. 1), or duduk
(Fig. 2), which are processed using electronic synthesisers
and effects, thus creating new soundscapes.

Figure 1. Bandura — Ukrainian folk multi-stringed
plucked musical instrument with an oval body
and a short neck.
Source: Vseosvita: National educational platform (2024)

Figure 2. Duduk - Armenian folk musical instrument
Source: Wintra (2024)

In addition, modern arrangements often involve un-
conventional use of traditional instruments. For example,
the use of stringed instruments in folk compositions can
be significantly expanded by applying techniques typical
of classical or rock music. This includes a variety of ways
to play, such as pizzicato, arpeggios, and the use of elec-
tronic amplifiers, which adds new colours to the tradition-
al sound (Karlsson et al., 2024).

An important change is also the combination of folk
motifs with elements of other musical genres. It can be
jazz, blues, rock, pop, or even hip-hop. This approach al-
lows creating new, cross-genre compositions that simul-
taneously honour traditions and demonstrate openness
to new musical influences. For example, modern folk-rock
bands often use traditional melodies and instruments,

such as the violin or mandolin, in combination with elec-
tric guitars and percussion, creating a unique sound that
resonates with both old and new generations of listeners.
Another important innovation is the creation of arrange-
ments that include polyphonic and harmonious struc-
tures that are not typical of traditional folklore. This al-
lows musicians to add depth and complexity to folk tunes,
making them more appealing to a modern audience. For
example, integrating complex harmonic moves and po-
lyphony into traditional melodies creates multi-layered
compositions that may appeal to listeners who are used to
more complex musical forms.

Thus, innovations in the arrangements of contempo-
rary musical works using folk motifs not only preserve the
cultural heritage, but also open up new horizons for its
development. This combination of traditional and mod-
ern allows creating music that simultaneously honours
the past and confidently looks to the future, contributing
to the preservation and popularisation of folklore in the
context of globalisation. Contemporary music is rich in
examples of works that use innovative arrangements to
integrate folk elements. This approach allows preserv-
ing the cultural heritage, adapting it to modern musical
standards and trends. The study will consider some spe-
cific examples that illustrate how modern musicians suc-
cessfully combine traditional motifs with the latest musi-
cal technologies and styles.

The song “Volver” is a classic Argentine Tango, which
was originally performed by Carlos Gardel in the 1930s.
However, modern musicians such as the Gotan Project
have used this song to create innovative arrangements. The
Gotan Project, known for its ability to combine tango with
electronic music, created a remix of “Volver”, adding mod-
ern electronic sounds and rhythms. Their performance fea-
tures an original melody supported by modern synthesisers
and rhythmic sequences, creating a new, dynamic sound.

The song “Jai Ho”, from the movie “Slumdog Million-
aire” was created by A.R. Rahman, combines traditional
Indian musical elements with modern pop rhythms and
electronic effects (Chamundeshwari & Igbal, 2024). “Jai
Ho” became an international hit due to its cross-cultur-
al sound, which combines Western and Eastern musical
traditions. The composition uses many traditional instru-
ments, such as tabla and sitar, which are harmoniously
combined with modern pop arrangements and vocal
techniques. This track demonstrates how modern ar-
rangements can preserve the authenticity of folk motifs
while making them accessible to a global audience.

Icelandic band Sigur Rés is known for their unique
compositions that combine elements of post-rock with
traditional Icelandic motifs. “Hoppipolla” is one of their
most famous works, which contains elements of tradi-
tional Icelandic music, such as melodic structures and
specific instrumental techniques (Storvold, 2018). The
band uses modern arrangements that include electric
guitars, stringed instruments and synthesisers, creating
an atmospheric and emotionally rich sound. This combi-
nation of old and new demonstrates how national identi-
ty can be preserved in contemporary music.

“AlfonsinayelMar” isan Argentinefolksongperformed
by the famous singer Mercedes Sosa (Ramirez, 2020).
Her version of this song includes traditional Argentine
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instruments such as guitar and bombo, but the song’s ar-
rangement also uses contemporary musical techniques
to create a deeper and more emotional sound. The use of
reverb, layered vocals, and state-of-the-art recording tech-
nologies allowed Mercedes Sosa to create a version that is
both authentic and modern.

Composer Yugo Kanno created the song “Giorno’s
Theme” for the anime series “JoJo’s Bizarre Adventure”,
combining orchestral arrangements with traditional Jap-
anese instruments. This composition includes instru-
ments such as shamisen (Japanese three-string lute) and
koto (Japanese zither), which adds an authentic Japanese
sound. Orchestral instruments such as strings, wind in-
struments, and percussion create a multi-layered arrange-
ment that highlights the epic and dramatic melody. This
approach allows preserving traditional musical elements,
giving them a new interpretation in a modern context.

The music for the “Lord of the Rings”, created by com-
poser Howard Shore, is another great example of inte-
grating folk elements into a contemporary arrangement.
The composition “Lament for Boromir” uses Elven motifs
that are based on the Celtic musical tradition. This song
uses instruments such as the harp and violin, and vo-
cal techniques typical of Celtic Music. The arrangement
creates the atmosphere of the ancient world, emphasis-
ing the connection with mythological and folklore roots.
Somali-Canadian rapper K'naan uses Somali musical el-
ements in his song “My Country”, combining them with
contemporary hip-hop (Sobral, 2019). Traditional Somali
rhythms and instruments such as oud and tabla are inte-
grated into modern arrangements using synthesisers and
drum kits. The song’s lyrics reflect socio-political themes
typical of Somalia, which gives the composition a deep
cultural meaning. The arrangement allows preserving au-
thentic elements of Somali music, while making it acces-
sible to a global audience.

Australian musician Xavier Rudd combines modern
folk with Australian Aboriginal musical elements in his
song “Solace”. The use of didgeridoo and traditional per-
cussion instruments creates a unique sound that is char-
acteristic of Australian culture. The song also includes
elements of modern folk and rock music, which gives
it a modern sound. The arrangement reflects a deep re-
spect for Australian traditions, while demonstrating how
these elements can be integrated into contemporary
musical creativity. The song “Despacito” is an example
of a successful combination of Latin musical elements
with a modern pop arrangement (Rivera-Rideau & Tor-
res-Leschnik, 2019). Using traditional Latin rhythms such
as reggaeton and instruments such as guitar and drums
creates an authentic Latin sound. The arrangement also
includes modern pop elements such as synthesisers and
electronic effects, making the song appealing to a wider
audience. This example demonstrates how traditional
music can be integrated into modern pop compositions,
creating hits that resonate with a global audience.

The original song “Pata Pata” by famous South African
singer Miriam Makeba was remixed by D] Maphorisa, who
added modern electronic elements. The remix preserves
traditional African rhythms and melodies, while using
modern audio mixing and processing techniques. The ar-
rangementincludes bass lines, synths, and drums that give
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the song a modern sound. This example illustrates how
remixes can preserve the authenticity of original works
while making them relevant to modern listeners. Florence
& the Machine’s “Breath of Life” (the Snow White and the
Huntsman Soundtrack) was created for the soundtrack to
the movie “Snow White and the Huntsman”, combining
orchestral arrangements with traditional Celtic elements.
Florence Welch’s vocals, combined with orchestral instru-
ments such as violin, harp, and flute, create an epic and
atmospheric sound. The arrangement also includes mod-
ern audio processing techniques, which makes the song
relevant for a modern audience. This example demon-
strates how folk elements can be integrated into cinematic
soundtracks, creating compositions that resonate with the
audience. These examples show a variety of approaches to
the arrangement and instrumental design of modern mu-
sical works that include folk elements. They illustrate how
musicians can maintain cultural authenticity while creat-
ing new and innovative musical compositions. This com-
bination of traditional and modern approaches contrib-
utes to the preservation and popularisation of folk music,
making it accessible to a global audience.

REINTERPRETATION
OF FOLKLORE NARRATIVES
Contemporary musicians actively turn to folk narratives,
rethinking them to reflect modern realities. This process
involves adapting traditional subjects, symbols, and im-
ages to convey contemporary social, cultural, and political
themes. This reinvention helps to preserve cultural herit-
age while making it relevant to a modern audience. One of
the most common ways to redefine folklore narratives is
to adapt traditional stories to modern contexts. Musicians
take well-known folklore stories and transfer them to mod-
ern circumstances, highlighting current issues. For exam-
ple, contemporary folk songs may touch on themes of ecol-
ogy, social injustice, migration, or gender equality. Thus,
traditional narratives acquire a new meaning and become
ameans of expressing modern problems and experiences.

Another way is to use modern language and images.
Musicians can keep the main plots and motifs, but update
them using modern vocabulary and symbols. This helps
to make the songs more understandable and close to the
modern audience. For example, traditional love stories
can be retold considering modern ideas about romantic
relationships, including aspects of digital communica-
tion or social media. Folk symbols and images often have
deep cultural significance, and contemporary musicians
can use them to convey new ideas. By reinterpreting these
symbols, musicians can create multi-layered pieces that
combine traditional and modern meanings. For example,
images of natural elements such as wind or water can be
used to convey themes of change or struggle. This symbol-
ic reinterpretation allows preserving the cultural heritage,
while creating new ways for its interpretation.

Musicians often combine folk motifs with their own
personal stories. This allows creating songs that are both
individual and versatile. They can use traditional stories
as metaphors for their own experiences, thus adding new
dimensions to old stories. For example, traditional trav-
el stories or trials can be interpreted as metaphors for
modern life challenges, such as emigration or personal
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development. Many contemporary musicians use folk
narratives to cover socio-political topics. This may include
criticising the authorities, calling for social change, or
supporting human rights. Folklore narratives, often of col-
lective significance, can serve as a powerful tool for con-
veying political ideas and mobilising communities. For
example, stories about fighting harassment or injustice
can be used to support modern movements for human
rights and social justice.

All this is an important means of preserving and
transmitting cultural identity. Contemporary musicians,
especially those belonging to minority or marginalised
communities, often use folk elements to express their cul-
tural heritage. This helps to keep in touch with the past,
while making it part of modern culture. This reinterpreta-
tion of folklore contributes to the preservation of cultural
uniqueness and highlights the importance of cultural di-
versity in a globalised world. Modern technologies open
up new opportunities for rethinking folklore narratives.
Musicians can use digital tools to create new interpreta-
tions of traditional stories. This includes using multime-
dia tools, such as video clips or interactive applications,
to dive deeper into folk narratives. Such technological in-
novations help attract a wider audience and make folklore
stories more accessible to modern listeners (Oliver, 2024).

In general, the reinterpretation of folklore narratives
by contemporary musicians is a multi-faceted process, in-
cluding the adaptation of traditional subjects, the use of
modern language and symbols, the integration of person-
al stories, the coverage of socio-political topics, the pres-
ervation of cultural identity, and interaction with modern
technologies. This allows preserving the cultural heritage,
while making it relevant for a modern audience, and con-
tributes to the preservation and development of folk music
in the context of globalisation. Contemporary musicians’
reinterpretation of folk subjects often depends on the per-
sonal and cultural meanings they put into their works.
This process allows creating new interpretations of tradi-
tional stories, enriching them with a modern context, and
making them more meaningful for a modern audience.
The influence of personal experiences, cultural heritage,
and the socio-cultural environment is key to determining
how musicians adapt folklore stories to modern realities.

Musicians often use folk stories as a basis for express-
ing their personal experiences and emotions. This allows
adding depth and personality to traditional stories. For ex-
ample, traditional songs about love and loss can be rein-
terpreted based on the artist’s personal experience, which
adds new emotional overtones. In such cases, folklore
plots serve as a metaphor for the musician’s own feelings,
making the work more authentic and intimate. Cultur-
al heritage plays an important role in rethinking folklore
subjects. Musicians, especially those from certain ethnic
or cultural communities, can use traditional stories to
emphasise their cultural identity. This may include using
symbols, images, and themes that are particularly rele-
vant to their culture. For example, indigenous musicians
can use mythological themes of their culture to convey the
importance of preserving traditions and cultural heritage.

The socio-cultural context in which musical works
are created also influences the reinterpretation of folklore
subjects. Contemporary musicians live in a world where
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cultural boundaries are becoming increasingly blurred,
and this affects their vision of traditional stories. They
can integrate elements of other cultures, creating hybrid
forms that reflect a globalised world. This allows creat-
ing works that resonate with a wider audience and reflect
modern cultural processes. Folklore stories are often used
to convey political and social messages. Musicians can use
traditional stories to highlight current issues such as so-
cial injustice, racism, gender inequality, or environmental
issues. Using folklore stories in this context helps to give
them additional meaning and make them more influential.
It also helps create a connection between the past and the
present, showing that many issues remain relevant today.

Musicians often use innovative approaches to reinter-
pret folk themes, which allows them to preserve traditions
while adding new aspects. This may include the use of
modern technologies, new genre approaches, or interdis-
ciplinary methods. For example, integrating multimedia
elements or visual effects can add new dimensions to tra-
ditional stories, making them more appealing to modern
audiences. This approach allows preserving the cultural
heritage, while opening up new ways for its interpretation
(Karlsson et al., 2024). Communities play an important
role in preserving and rethinking folklore stories. Musi-
cians often work closely with their communities, drawing
inspiration from collective memory and cultural practic-
es. This allows them to create works that reflect shared ex-
periences and values. For example, music festivals where
traditional songs and dances are performed can become
a platform for sharing cultural knowledge and rethinking
folklore subjects in a modern context.

The psychological aspect of rethinking folklore stories
also plays an important role. Musicians can use traditional
stories as a means of therapy or self-expression, helping
themselves and their listeners process and understand
complex emotions or traumatic experiences. This allows
creatingmusic thatisnotonly culturally significantbutalso
therapeutic. The influence of personal and cultural values
on the reinterpretation of folklore subjects is a complex
and multifaceted process that allows preserving traditions,
making them relevant for a modern audience. Musicians
use their personal experiences, cultural heritage, so-
cio-cultural context, political and social messages, innova-
tive approaches, communities and psychological aspects
to create new interpretations of folklore stories. This helps
to preserve the cultural heritage, while adapting it to mod-
ern realities and making it accessible to a wide audience.

SYNTHESIS OF OLD
AND NEW MUSICAL FORMS
The synthesis of traditional musical forms with modern
styles is one of the most notable trends in modern mu-
sic culture. This process allows musicians to create new,
unique pieces that simultaneously honour cultural herit-
age and reflect contemporary musical influences. Analysis
of trends in such synthesis shows how different approach-
es to integrating traditional elements with modern styles
contribute to the development of music. Globalisation and
cross-cultural exchange have significantly influenced the
synthesis of traditional musical forms with modern styles.
Musicians have access to a variety of musical traditions
from all over the world, which contributes to the creation
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of new hybrid forms. For example, afrobit, a genre that
combines traditional African music with jazz, funk, and
other Western styles, is a prime example of this synthesis.
Fela Kuti, founder of Afrobeat, was able to create a unique
musical style that reflects both African cultural heritage
and contemporary musical influences (Ayodele, 2024).

Modern technologies open up new opportunities for
synthesising traditional musical forms with modern styles.
Electronic music, in particular, often uses samples of tra-
ditional instruments and melodies, which allows creating
new soundscapes. For example, British musician Bonobo
often integrates elements of world music into his elec-
tronic compositions, using samples from different cultur-
al traditions and combining them with modern electronic
sounds. Many contemporary musicians are turning to the
revival of folk genres, integrating them into new musical
contexts. For example, neofolk, a genre that emerged in
the 1980s, combines elements of traditional folk music
with gothic, industrial, and other contemporary styles.
Bands such as Current 93 and Death in June use tradition-
al instruments such as acoustic guitars and mandolins
combined with electronic and industrial sounds, creating
unique pieces of music that reflect both the past and the
present (Everts et al., 2024).

Jazz has always been a genre open to experimentation
and integration of different musical traditions. B. Mor-
ris (2022) concludes that ethnojaz, which combines jazz
improvisations with traditional music from different peo-
ples, is a prime example of such a synthesis. For example,
Norwegian saxophonist Jan Garbarek uses elements of
Scandinavian folklore in his jazz music, creating multi-lay-
ered and emotional compositions. This approach allows
preserving traditional melodies and rhythms, while add-
ing new dimensions to them through jazz improvisations.
Integrating popular styles such as rock, pop, hip-hop and
others with traditional music is another important trend.
For example, the band Beirut, founded by Zach Condon,
combines indie rock with elements of Balkan and Mexican
folk music (Stratton, 2016). The use of instruments such as
trumpet, accordion and mandolin, combined with mod-
ern rock elements, creates a unique sound that resonates
with a wide audience.

The collaboration of musicians from different cul-
tures is another important aspect of the synthesis of tra-
ditional and contemporary musical forms. Such collabo-
rations create new musical works that reflect the richness
and diversity of cultural traditions. For example, projects
such as “Playing for Change” bring together musicians
from all over the world, creating compositions that com-
bine traditional elements with modern styles (Playing for
Chance..., n.d.). It promotes cultural exchange and enrich-
es musical heritage. Modern musicians often use tradi-
tional instruments in new musical contexts, which allows
them to create unique sound textures. For example, the
Icelandic band Sigur Rés uses the traditional glockenspiel
instrument combined with electronic effects and orches-
tral arrangements to create atmospheric and emotion-
al compositions (Lange, 2023). This approach preserves
cultural authenticity, while adding new dimensions to it
through modern musical experiments.

Migration processes also play an important role in
the synthesis of traditional and modern musical forms.
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Musicians who migrate to new countries bring their own
musical traditions with them, which are then integrated
into new cultural contexts. This contributes to the crea-
tion of new hybrid genres that reflect the experience of
migration and cultural exchange. For example, the rai
genre, which originated in Algeria, combines traditional
Berber music with Western styles such as rock and jazz,
creating a unique musical style (Naser, 2024). The synthe-
sis of traditional musical forms with modern styles is a
multifaceted process, including globalisation, the use of
modern technologies, the revival of folklore genres, the
collaboration of musicians from different cultures and
the influence of migration processes. This process allows
creating new pieces of music that honour cultural herit-
age and reflect modern musical influences.

Cultural hybridisation, as a process of interaction
between different cultures and their integration, has sig-
nificantly influenced the development of new musical
genres and trends. This process, reinforced by globali-
sation and technological advances, has created oppor-
tunities to combine traditional musical elements with
modern styles, resulting in unique musical forms. One
of the most notable results of cultural hybridisation is
the emergence of new musical genres. For example,
the Puerto Rican reggaeton genre combines tradition-
al Latin rhythms such as dema-bo and dancehall with
elements of hip-hop and electronic music. The genre
quickly gained popularity around the world, reflecting
the global spread of musical ideas and influences. Reg-
gaeton illustrates how musical traditions can be adapted
to modern tastes and technologies, creating new forms
of expression (Gentile Reyes, 2023).

It also encourages cross-genre experiments, where
musicians combine elements from different musical tra-
ditions to create new sound textures. For example, the
electro swing genre combines traditional swing from
the 1930s with contemporary electronic rhythms. Such
experiments not only preserve cultural elements of the
past, but also redefine them in a modern context, mak-
ing music accessible to new generations of listeners
(Shilton & Savage, 2024).

Globalisation has contributed to the emergence of
a global pop music genre that combines elements from
different cultural traditions, creating a universal sound
that attracts audiences around the world. An example
is the song “Despacito” by Luis Fonsi and Daddy Yan-
kee, which combines Latin rhythms with contemporary
pop arrangements, becoming a hit in many countries.
Global pop illustrates how music can overcome cultural
barriers, creating a shared cultural space. For example,
in Israel, the genre of strong singing (Mizrahit) combines
traditional Jewish, Arabic, and Mediterranean melodies
with modern pop elements. This allows preserving and
updating cultural heritage, while adapting it to modern
conditions and preferences of listeners (Naser, 2024).

This process also expands musical horizons, allowing
musicians to experiment freely with different styles and
techniques. This creates new opportunities for self-ex-
pression and creativity. For example, the British singer
M.I.A. combines elements of hip-hop, dancehall, and elec-
tronic music with Indian and African rhythms, creating a
unique sound that reflects her multicultural experience
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(Guo, 2023). Migration processes significantly affect
cultural hybridisation, contributing to the exchange of
musical traditions between different regions. Musicians
who move to new countries bring their own musical tra-
ditions, which are then integrated into the local culture.
This creates multicultural musical landscapes where
traditional forms interact with modern styles. For ex-
ample, the hip-hop genre that originated in the United
States has been influenced by various cultural traditions
and has become a global phenomenon, adapting to local
conditions and realities in different countries.

Modern technologies allow musicians to experiment
with different sounds and styles, creating new musical
forms. This includes using samples, remixes, and other
techniques that integrate traditional elements into con-
temporary compositions. For example, DJs and produc-
ers often use traditional melodies and rhythms in their
remixes, creating new versions of classical works. Cultur-
alidentity is an important aspect of contemporary music,
often reflected at festivals where folk elements are rein-
terpreted and integrated into contemporary contexts. At
the festival “WOMAD” (World of Music, Arts, and Dance)
(Fig. 3), musicians from all over the world demonstrate
the richness of their cultural traditions, combining them
with modern musical styles. This allows students from
different countries to better understand and appreci-
ate the cultural heritage of other peoples. “GlobalFest”
(Fig. 4) in New York City is another example where there
is an intense cultural exchange, where performers from
different parts of the world present their unique musical
styles, including folk motifs.

Figure 3. Grand opening of the WOMAD festival
Source: World a reggae (2022)

Figure 4. Festive fireworks display
at the GlobalFest festival
Source: Canada’s Alberta (2022)

Ethnic festivals also play an important role in preserv-
ing cultural identity. “Celtic Connections” (Fig. 5) in Glas-
gow emphasises the importance of Celtic culture by pre-
senting it through music and dance adapted to modern
realities. “Afropunk Festival” (Fig. 6) in Brooklyn demon-
strates the richness of African and African-American
musical traditions, combining them with modern genres
such aship-hop, jazzand electronica, and at the same time,
emphasises the social and political activism of musicians.

Figure 5. Opening of the Celtic Connections festival
Source: Visit Scotland (2022)

Figure 6. Colourful participants of the Afropunk Festival
Source: The New York Times (2018)

Contemporary music festivals are also important in
rethinking folk narratives. “Coachella” (Fig. 7) and the
“Glastonbury Festival” (Fig. 8) in particular, are known
for their wide genre diversity, where musicians often per-
form, integrating folk elements into their performances,
creating unique cross-genre compositions. Thus, these
festivals become platforms for preserving and develop-
ing cultural identity, making it accessible and under-
standable to a global audience.

Figure 7. Bright scenery
for the opening of the Coachella festival
Source: NBC News (2024)
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Figure 8. Opening of the Glustonbury festival
Source: FlowMusic (2024)

Music becomes a means of cultural exchange, where
different traditions can interact and influence each oth-
er. This contributes to the creation of a more inclusive
and multicultural society, where music plays an impor-
tant role in strengthening cultural ties. Cultural hybrid-
isation has a significant impact on the development of
new musical genres and trends, contributing to the cre-
ation of unique musical forms that reflect the multicul-
tural world. It encourages cross-genre experiments, the
revival of traditions, the expansion of musical horizons
and innovative approaches to musical production. This
allows musicians to freely experiment and create new
forms of expression, preserving and updating their cul-
tural heritage in a modern context.

INNOVATION AND PRESERVATION

OF FOLKLORE IN CONTEMPORARY MUSIC
Innovations in arrangements and instrumental design
play a key role in preserving the authenticity of folklore
in contemporary music. The use of modern technologies
and innovative approaches allows musicians to preserve
their cultural heritage, making it attractive to a modern
audience. As noted by P. Oliver (2024), one of the main
aspects of these innovations is to preserve traditional
melodies and rhythms, while introducing new sound ele-
ments. For example, electronic effects can add depth and
complexity to traditional compositions without changing
their essence. This allows folk melodies to maintain their
authenticity while adapting to current musical trends.
Another important aspect is the use of traditional tools in
new contexts. Musicians can use instruments such as ban-
dura, duduk, or shamisen in combination with contem-
porary instruments and electronics. This creates a unique
sound that preserves the authentic features of folklore,
while introducing innovations that make music relevant
to a modern audience. Innovations in arrangements and
instrumental design contribute to the popularisation of
folk music, allowing it to maintain its cultural value and
authenticity, while remaining relevant and interesting for
listeners in a globalised world.

Musicians play a key role in rethinking folklore nar-
ratives and giving them new cultural meanings, adapting
traditional stories and symbols to modern realities. This
process allows preserving the cultural heritage, making it
relevant foramodern audience. First of all, musicians often
use folk stories as metaphors for topical social and politi-
cal issues. For example, they may rethink ancient legends

to highlight contemporary issues such as environmental
issues, gender equality, or social justice (Nastawska, 2023).
This gives traditional narratives new meanings, making
them a tool for expressing contemporary ideas and expe-
riences. In addition, musicians often integrate personal
stories and experiences into folk stories. This creates mul-
ti-layered compositions where traditional elements are in-
tertwined with individual emotions and experiences. This
approach not only preserves the authenticity of folklore,
but also adds new dimensions to it, allowing listeners to
find a personal connection with music. Musicians also use
new technologies and genre approaches to rethink folk
narratives. This can include multimedia projects, interac-
tive performances, or visual effects that add new aspects
to traditional stories. This creative approach helps to pre-
serve folklore, while giving it modern cultural meanings
and making it accessible to new generations of listeners.

The synthesis of old and new musical forms has a
profound impact on the development of modern music,
contributing to its evolution and versatility. This combina-
tion allows preserving the cultural heritage, while opening
up new horizons for creativity and innovation. One of the
main influences is the enrichment of the musical land-
scape. Traditional melodies and rhythms integrated into
modern genres add depth and variety to musical works.
This creates new sound textures and emotional hues,
making the music richer and more expressive. For exam-
ple, combining ethnic instruments with electronic music
creates unique compositions that resonate with a global
audience (Kuligowski & Poprawski, 2023). In addition, the
synthesis of old and new forms contributes to the emer-
gence of new genres and musical trends. This encourages
the creative process, allowing musicians to experiment
with different styles and approaches. As a result, there are
genres such as ethno-jazz, folk-rock, and world music that
combine traditional elements with modern influences.

The synthesis of musical forms also promotes cultur-
al exchange and mutual understanding. Music becomes a
platform for interaction between different cultures, where
traditional forms find new life in a contemporary context.
This helps to preserve the cultural heritage while adapting
it to modern conditions, making it accessible and attrac-
tive to new generations of listeners. Thus, the synthesis of
old and new musical forms is a powerful tool for the de-
velopment of modern music, contributing to its versatility,
innovation, and cultural significance.

Folklore plays an extremely important role as a means
of communication and self-expression, promoting cultur-
al exchange and mutual understanding between different
communities. Music, as part of the folklore heritage, is a
universal language that can convey emotions, stories and
cultural values without the need for translation. First of
all, folk melodies and narratives serve as a means of pre-
serving and transmitting cultural knowledge from gener-
ation to generation. They reflect the historical experience,
traditions and customs of communities, ensuring cultural
continuity. Musicians, performing folk music, maintain a
connection with the past and adapt these songs to mod-
ern realities, making them relevant for new generations
(Everts et al., 2024). In addition, folklore promotes cultural
exchange. Due to its authenticity and emotional depth,
folk music easily crosses cultural boundaries, allowing
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people from different countries and regions to understand
and appreciate the cultural heritage of others. It promotes
mutual understanding and respect for diversity, creating
a platform for dialogue and cooperation.

Folklore is also a powerful means of self-expression.
Through folk works, musicians can express their feelings,
ideas, and identity. This is especially important for com-
munities’ national minorities which can use folklore to
preserve their cultural identity and emphasise its signif-
icance in the modern world. Thus, folklore as a means of
communication and self-expression plays an important
role in preserving cultural heritage, promoting cultural
exchange and mutual understanding, making it an inte-
gral part of the global cultural scene.

CONCLUSIONS

The study demonstrates the importance of innovations
in arrangement and instrumental design that contribute
to the preservation and popularisation of folk motifs in
modern music. The introduction of the latest technol-
ogies and electronic effects allows musicians to create
unique soundscapes, combining traditional melodies
with modern sound elements. This helps to preserve the
authenticity of folklore, while making it attractive to new
generations of listeners. Combining traditional instru-
ments with modern genres such as jazz, rock, and pop
creates cross-genre compositions that resonate with dif-
ferent audiences. These innovative approaches not only
preserve the cultural heritage, but also stimulate its de-
velopment, opening up new opportunities for creativity
and experimentation. Complex harmonic structures and
polyphonic arrangements add depth and layering to tra-
ditional melodies, making them more appealing to mod-
ern audiences.

The study also highlighted the importance of cultural
exchange, where traditional musical forms are adapted to
new contexts, promoting mutual understanding between
different cultures. This helps to preserve cultural identity
while integrating into the global music space. As a result,
folk music not only survives, but also thrives in the mod-
ern world, enriching the musical landscape with its diver-
sity and depth. The study revealed the versatility of the
process of reinterpretation of folk narratives in modern
music. It emphasised the importance of adapting tradi-
tional subjects to modern social, cultural, and political re-

The introduction of modern technologies and inno-
vative methods, such as multimedia projects, interactive
applications, and the use of the latest genre approaches,
opens up new opportunities for interpreting folklore sto-
ries. This makes traditional stories more engaging and ac-
cessible to new generations of listeners. Thus, the reinter-
pretation of folk narratives in modern music contributes
to the preservation of cultural identity, while integrating
it into the modern context. This ensures the duration of
traditions and their adaptation to new conditions, pro-
moting cultural exchange and mutual understanding.

The study shows that the synthesis of traditional mu-
sical forms with modern styles is an important trend that
contributes to the development of music. Globalisation,
modern technologies and cultural hybridisation create
new opportunities for musicians, allowing them to com-
bine different musical traditions and create unique hybrid
genres. This approach contributes to the preservation of
cultural heritage, while making it relevant for a modern
audience. The interaction of different cultural influences
enriches the musical landscape, opening up new horizons
for creativity and experimentation, and strengthens cul-
tural ties in a globalised world. Innovative approaches to
arrangement and instrumental design play a crucial role
in preserving and popularising folklore in modern music.
The use of modern technologies and genre experiments
helps to adapt traditional melodies to modern conditions,
while maintaining their authenticity. The integration of
musicians’ personal stories and socio-political themes
adds new dimensions to folk narratives, making them rele-
vant and emotionally rich. The synthesis of traditional and
contemporary musical forms promotes cultural exchange,
mutual understanding and the creation of new genres that
enrich the musical landscape and make it more diverse.

The study has limitations, such as a limited geo-
graphical scope, which may not reflect global trends in
integrating folk motifs into contemporary music. Over-
all, further research can significantly expand the under-
standing of the role of folklore in contemporary music,
helping to preserve and promote cultural heritage in a
modern context. This is important for both musicians
and listeners who want to keep in touch with the past,
while opening up new opportunities for musical creativ-
ity and cultural exchange.

alities. This approach allows preserving the cultural herit- ACKNOWLEDGEMENTS
age, making it relevant and understandable for a modern = None.
audience. Contemporary musicians do not just recreate
folklore motifs, but give them new meanings through the CONFLICT OF INTEREST
use of modern language, symbols, and personal stories.  None.

REFERENCES

[1]1 Ayodele, T. (2024). The influence of african rhythms on modern music: A case study of afrobeat in Nigeria. Art and

Society, 3(1), 45-52.

[2] Badenhausen, T. (2024). Narrative structures. London: Springer.
[3] Barros-del Rio, M.A. (2024). Transcultural insights into contemporary irish literature and society: Breaking new

ground. London: Taylor & Francis.

[4] Bauer, M., & Schiele, B. (2023). Al and common sense: Ambitions and frictions. London: Taylor & Francis.

[5] Booker, N. (2024). Going up the country: Adventures in blues fieldwork in the 1960s. Journal of American Folklore,

137(544), 248-249. doi: 10.5406/15351882.137.544.12.

[6] Canada’s Alberta. (2022). GlobalFest. Retrieved from https://www.travelalberta.com/listings/globalfest-5479.

)

Interdisciplinary Cultural and Humanities Review. 2024. Vol. 3, No. 2


https://www.paradigmpress.org/as/article/view/977
https://digitalcommons.risd.edu/masterstheses/1238/
https://books.google.com.ua/books?id=w0cNEQAAQBAJ&dq=Folklore+in+contemporary+&lr=&hl=ru&source=gbs_navlinks_s
https://books.google.com.ua/books?id=w0cNEQAAQBAJ&dq=Folklore+in+contemporary+&lr=&hl=ru&source=gbs_navlinks_s
https://books.google.com.ua/books?id=R_0GEQAAQBAJ&dq=Folklore+in+contemporary+&lr=&hl=ru&source=gbs_navlinks_s
https://scholarlypublishingcollective.org/uip/jaf/article-abstract/137/544/248/387441/Going-Up-the-Country-Adventures-in-Blues-Fieldwork?redirectedFrom=fulltext
https://www.travelalberta.com/listings/globalfest-5479

L. Guliyeva & L. Kopanitsa

[7] Chamundeshwari, C., & Igbal, S. (2024). An impact on code-switching in the lyrics of popular Indian film songs. IIS
University Journal of Arts, 13(1), 191-202.

[8] Dmitrijevski, A. (2024). The media presentation of Macedonian music folklore. Journal “Makedonski Folklor’, 85, 81-86.

[9]1 Everts, R., Berkers, P, & Hitters, E. (2024). Licensed to Rock (or so they say). How popular music
programmes at higher music education institutions create professional musicians. Cultural Sociology, 0(0).
doi: 10.1177/17499755241229475.

[10] FlowMusic. (2021) Is the Glastonbury Music Festival getting a rebrand? Retrieved from https://flowmusic.one/is-
the-glastonbury-music-festival-getting-a-rebrand/.

[11] Gentile Reyes, C.L. (2023). Reggaeton as resistance: Negotiating racialized femininity through rap, miniskirts, and
perreo. (Doctoral dissertation, University of California, Santa Barbara, USA).

[12] Guo, W. (2023). The beginning of the metaverse: Value transformation of music education in the post-digital era.
Beijing: Tongfang Knowledge Network Technology Co. doi. 10.16382/j.cnki.1000-5560.2023.11.005.

[13] Heister, H.W. (2023). Music, word language, gesture language and artistic languages in the field between nature-
body-culture. Results, interim results and future tasks of research. In H.W. Heister, H. Polk & B. Rusam (Eds.), Word
Art + Gesture Art = Tone Art . Cham: Springer. doi: 10.1007/978-3-031-20109-7 41.

[14] Karlsson, J., Ediom, J., & Bengston, L. (2024). Innovating music experiences. Creativity in pandemic times. London:
Taylor & Francis.

[15] Kuligowski, W., & Poprawski, M. (2023). Festivals and values: Music, community engagement and organisational
symbolism. London: Springer Nature.

[16] Lange, M. (2023). Tore Storvold. Dissonant landscapes: Music, nature, and the performance of Iceland. Middletown:
Wesleyan University Press.

[17] Morris, B. (2022). Genre syncretism and nationalism in Norwegian jazz, 1970-present: The influence of folk and
contemporary European art music. (Doctoral dissertation, University of Colorado Boulder, Boulder, USA).

[18] Naser, A. (2024). Embodiment of Historical influences in the formation of the Jordanian heritage genealogy. Jordan
Journal of Arts, 17(1), 79-98. doi: 10.47016/17.1.6.

[19] Nastawska, N. (2023). The role of music in the formation of Ukrainian national identity on the example of the works
and activities of Mykola Lysenko, Mykola Leontovych and Kyrylo Stetsenko. (Bachelor’s theses, Jagiellonian University
in Krakow, Krakow, Poland).

[20] NBC News. (2024). Coachella festival gently rocked by magnitude-3.8 earthquake. Retrieved from https://www.
nbcnews.com/news/us-news/coachella-festival-gently-rocked-magnitude-38-earthquake-rcnal47726.

[21] Oliver, PG. (2024). Digital transformation and the DIY artist: Balancing artistic integrity and economic sustainability
in the digital domain. DIY, Alternative Cultures & Society, 2(2), 207-223. doi: 10.1177/27538702241251886.

[22] Playing for Chance. (n.d.). Retrieved from https://www.playingforchange.com/.

[23] Ramirez, C. (2020). “Alfonsina y el mar”: Tribute and continuity of the figure and work of Alfonsina Storni. ILCEA -
Revue de I'Institut des langues et cultures d’Europe, Amérique, Afrique, Asie et Australie, 38. doi: 10.4000/ilcea.9894.

[24] Rivera-Rideau, P, & Torres-Leschnik, J. (2019). The colors and flavors of my Puerto Rico: Mapping “Despacito” ‘s
crossovers. Journal of Popular Music Studies, 31(1), 87-108. doi: 10.1525/jpms.2019.311009.

[25] Robb, E. (2024). Krautrock, kraftwerk, and techno: The transnational and interracial circulations of electronic music
genres between Europe and America. (Undergraduate research awards, Hollins University, Roanoke, USA).

[26] Shilton, D., & Savage, PE. (2024). Conflicting predictions in the cross-cultural study of music and sociality— comment
on “Musical engagement as a duet of tight synchrony and loose interpretability” by Tal-Chen Rabinowitch. Physics
of Life Reviews, 49, 7-9. doi: 10.1016/j.plrev.2024.02.004.

[27] Slayton, M.A., & Hendrix, H.Y. (2023). The musical turn in biosemiotics. Biosemiotics, 16, 221-37. doi: 10.1007/
$12304-023-09532-z.

[28] Sobral, A. (2019). “That was my truest voice”: Rap identities between authenticity and fame. Imaging Identity. In
J. Riquet & M. Heusser (Eds.), Imaging identity (pp 211-235). Cham: Palgrave Macmillan. doi: 0.1007/978-3-030-
21774-7 10.

[29] Storvold, T. (2018). Sigur Rés: Reception, borealism, and musical style. Popular Music, 37(3), 371-391. doi: 10.1017/
S0261143018000442.

[30] Stratton, J. (2016). Perth, unreal city: Perth in the song lyrics of artists from elsewhere. Perfect Beat, 17(2), 144-163.
doi: 10.1558/prbt.v17i2.30581.

[31] The New York Times. (2018). Street style: Afropunk 2018. Retrieved from https://www.nytimes.com/2018/08/28/
style/street-style-afropunk-2018.html.

[32] Visit Scotland. (2022). Celtic Connections 2022 opens. Retrieved from https://www.visitscotland.org/news/2022/
celtic-connections-opens.

[33] Vseosvita: National educational platform. (2024). Speech portrait of the word “bandura’. Retrieved from https://
vseosvita.ua/library/embed/002y2b-a335.doc.html.

[34] Waldron, W. (2023). Morphogenesis of symbolic forms: Meaning in music, art, religion, and language. London:
Springer.

[35] Wintra. (2024). Armenian duduk is music that penetrates directly into the soul. Retrieved from http://wintra.com.
ua/virmenskij-duduk-muzika-pronikaye-pryamo-v-dushu/#google vignette.

Interdisciplinary Cultural and Humanities Review. 2024. Vol. 3, No. 2 @


https://iisjoa.org/sites/default/files/iisjoa/Jan%202024/16.pdf
https://www.ceeol.com/search/article-detail?id=1225865
https://doi.org/10.1177/17499755241229475
https://flowmusic.one/is-the-glastonbury-music-festival-getting-a-rebrand/
https://flowmusic.one/is-the-glastonbury-music-festival-getting-a-rebrand/
https://www.proquest.com/openview/e9f5fa12600aab297d526d9b55d50a78/1?pq-origsite=gscholar&cbl=18750&diss=y
https://www.proquest.com/openview/e9f5fa12600aab297d526d9b55d50a78/1?pq-origsite=gscholar&cbl=18750&diss=y
https://www.chndoi.org/Resolution/Handler?doi=10.16382/j.cnki.1000-5560.2023.11.005
https://doi.org/10.1007/978-3-031-20109-7_41
https://www.taylorfrancis.com/chapters/edit/10.4324/9781003462101-17/innovating-music-experiences-jenny-karlsson-jessica-edlom-linda-ryan-bengtsson
https://books.google.com.ua/books?id=WgDmEAAAQBAJ&dq=Folklore+in+contemporary+music&lr=&hl=ru&source=gbs_navlinks_s
https://books.google.com.ua/books?id=WgDmEAAAQBAJ&dq=Folklore+in+contemporary+music&lr=&hl=ru&source=gbs_navlinks_s
https://scholarworks.iu.edu/journals/index.php/jfrr/article/view/38002/40437
https://scholar.colorado.edu/concern/graduate_thesis_or_dissertations/0k225c30h
https://scholar.colorado.edu/concern/graduate_thesis_or_dissertations/0k225c30h
https://jja.yu.edu.jo/index.php/jja/article/view/387/349
https://ruj.uj.edu.pl/entities/publication/10cd7d34-c715-48d2-a2ac-0c033237e4f0
https://ruj.uj.edu.pl/entities/publication/10cd7d34-c715-48d2-a2ac-0c033237e4f0
https://www.nbcnews.com/news/us-news/coachella-festival-gently-rocked-magnitude-38-earthquake-rcna147726
https://www.nbcnews.com/news/us-news/coachella-festival-gently-rocked-magnitude-38-earthquake-rcna147726
https://doi.org/10.1177/27538702241251886
https://www.playingforchange.com/
https://doi.org/10.4000/ilcea.9894
https://doi.org/10.1525/jpms.2019.311009
https://digitalcommons.hollins.edu/cgi/viewcontent.cgi?article=1081&context=researchawards
https://digitalcommons.hollins.edu/cgi/viewcontent.cgi?article=1081&context=researchawards
https://ui.adsabs.harvard.edu/link_gateway/2024PhLRv..49....7S/doi:10.1016/j.plrev.2024.02.004
https://doi.org/10.1007/s12304-023-09532-z
https://doi.org/10.1007/s12304-023-09532-z
https://doi.org/10.1007/978-3-030-21774-7_10
https://doi.org/10.1007/978-3-030-21774-7_10
https://doi.org/10.1017/S0261143018000442
https://doi.org/10.1017/S0261143018000442
http://dx.doi.org/10.1558/prbt.v17i2.30581
https://www.nytimes.com/2018/08/28/style/street-style-afropunk-2018.html
https://www.nytimes.com/2018/08/28/style/street-style-afropunk-2018.html
https://www.visitscotland.org/news/2022/celtic-connections-opens
https://www.visitscotland.org/news/2022/celtic-connections-opens
https://vseosvita.ua/library/embed/002y2b-a335.doc.html
https://vseosvita.ua/library/embed/002y2b-a335.doc.html
Morphogenesis of symbolic forms: Meaning in music, art, religion, and language
http://wintra.com.ua/virmenskij-duduk-muzika-pronikaye-pryamo-v-dushu/#google_vignette
http://wintra.com.ua/virmenskij-duduk-muzika-pronikaye-pryamo-v-dushu/#google_vignette

Folklore in contemporary music: Revival of cultural traditions

[36] Wood, R. (2024). Creole soul: Zydeco Lives. Journal of American Folklor, 137(544), 261-262.
doi: 10.5406/15351882.137.544.20.

[37] World a reggae. (2022). WOMAD 2022, A review by David Katz. Retrieved from https://www.worldareggae.com/
festivalinfo/womad-2022-a-review-by-david-katz/.

Inaxa lNynieBa

CTapwum BUKNagay, OOLUeHT

A3epbanayKaHCbKUIN TEXHIYHUM YHIBEpPCUTET

1073, npocn. lycerHa KaBifa, 25, M. Baky, Azepb6aiaykaH

AKkageMmia nepywaBHOro ynpasniHHA npw MNpe3naeHToBi AsepbanaykaHCcbKoi Pecrybnikim
1073, Byn. JlepMOHTOBa, 74, M. Baky, Azep6anaykaH
https://orcid.org/0009-0004-0833-6147

JTio6oB KonaHuusa

[HokTop dinonoriyHmx Hayk, npodecop

KniBCbKMIM HaUioHaNbHUM YHiBepCUTET iMeHi Tapaca LLleBueHKa
01033, Byn. BonoonmmnpcbKa, 60, M. KmiB, YKpaiHa
https://orcid.org/0000-0002-8392-8909

donbKNop y cyydacHin My3suui: Bigpoa)XeHHs1 KyNbTyPHUX TPaauLlin

AHoTauig. MeTa foc/iIKeHHsI OJsATaNa Y IeTaTbHOMY aHaJlidi Ta crucTeMarusariii criocobiB, yepes siKi cyyacHi
APTHUCTHU Ta MY3WKAHTH iHTErPyIOTH (POTBKIOPHI MOTHBH Yy CBOI TBODHU. I1in yac qociimreHHs Oy/I0 BUSABJIEHO, 110
X04a CydYacHi iHTepmperarii (oJbKJIopy 36epiraloTh OCHOBHI MEJIOANYHI CTPYKTYPH TPAMHUIIMHAX KOMIIO3UIIIH,
BOHM TaKOK BHOCATH 3HAYHI iHHOBAIii B apaH)KyBaHHs Ta iHCTpyMeHTajlbHe OMOpMJIEHHSA. J[OCITiTKEHHS
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Vintage revival: Exploring nostalgia
and retro aesthetics in contemporary fashion

Abstract. The purpose of this study was to investigate the revival of vintage and retro styles in contemporary fashion.
To this end, the study analysed how nostalgia influences consumer choice and the reinterpretation of historical fashion
trends. The phenomenon of trend in modern fashion, factors influencing fashion trends, the essence and origin of
vintage style, its establishment in fashion, and the influence of retro motifs on modern fashion were considered. The
study covered the terms “vintage”, “vintage fashion”, “trend”, “nostalgia”. The features of modelling vintage costume
elements were analysed, types of retro trends and their implementation in the artwork of designers were characterised.
The main vintage trends in fashion in 2024 were highlighted (trends, prints, fabric, accessories, decor, and accessories).
Attention was paid to the review of decorative vintage costume elements of different periods. The study highlighted the
techniques of material processing to create vintage effects in modern costumes. The study identified the influence of
retro trends and the ways in which nostalgia dictates fashion trends. It was emphasised that consumers of antique goods
choose rarity to form their personal identity. That is, admirers of this style recognise retro fashion as an embodiment of
authenticity, which differs from the interpretation of vintage items in fashion trends. By choosing vintage, the consumer
aims to stand out from the crowd. The conducted study made it clear that retro motifs in modern fashion have a
profound influence, mainly because fashion uses vintage elements. The task of fashion industry designers is not only
to use vintage details and components competently and successfully in creating an image, but also to shape promising
fashion trends and promote the fashion industry and expand the fashion market based on their essential advantages
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INTRODUCTION

The availability of and growing interest in vintage clothing
inthelate20" centuryand early21stcenturyexplainsthe de-
velopment of the fashion system. The ability for consumers
to choose from a range of past garments in vintage stores,
as opposed to just styles dictated by the fashion industry,
allows them to express their personal identity and individ-
ual style. Retro motifs and the use of vintage elements in

the creation of clothes and looks are a popular trend and
fashion aspect in the fashion industry of the 21° century.
There is no analogy between vintage fashion and retro
style, the vintage of the last century is a piece of clothing
with high aesthetic motifs that reflect the style of the time
and the manufacture of the product by famous brands. The
influence of vintage motifs and retro aesthetics on fashion
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trends is particularly relevant, as modern fashion uses ret-
ro elements. The task of successful fashion designers is to
skilfully use vintage items and retro elements to create an
image while developing fashion trends. Vintage fashion at-
tracts with the charm of its imperfection, exclusivity, and
authenticity that comes from the ageing process. Vintage
clothing skilfully combines the past with the present, al-
lows expressing one’s identity, and provides an opportunity
for the emergence of various forms of mediated memory.

The phenomenon of vintage style has been investigat-
ed in the studies of researchers from around the world, but
they focus on distinct aspects of the research. N. Khair and
S. Malhas (2023) considered vintage fashion as an inde-
pendent area of the modern fashion industry. The study
describes its development, as well as interest in vintage
elements in 21% century fashion, which is a means of re-
connecting with the history of fashion and a mechanism
for creating a unique new trend in the fashion industry.
N.V. Chuprina et al. (2020), Y. Ma and H. Bian (2020) pre-
sented the specific features of influencing consumer
choice based on retro styles and explored the positioning
elements responsible for the performance of a vintage
clothing brand. Vintage is combined with nostalgia, au-
thenticity, and individuality. According to B.J. Hartmann
and K.N. Brunk (2019), the key factor that attracts people
to vintage style is that it has a philosophy. Vintage style is
in demand regardless of its age. In the studies of K.L. Pa-
shkevych et al. (2019), T. Liu et al. (2023), the development
of retro style is considered through the segments of con-
sumer culture transformation. The findings of M.A. Sbor-
done et al. (2024) suggest that current trends in fashion
consumption and societal ideals cannot fully explain vin-
tage practices, which are relevant as a way of communi-
cating cultural differences but depend on the demand of
mass consumer culture.

E Festa (2018) and H. Yang (2023) discussed the revival
of brands of the past under the label of retro brands. These
brands have a chance to become valuable to consumers
if they manage to reconnect the present with the past by
combining innovative features with nostalgic associa-
tions. Nostalgia tends to be melancholic and past-orient-
ed, while also being utopian and future-oriented, making
it a multimodal phenomenon (Dodai & Apisukh, 2023).
L.J. Hackett (2020) and M. Oh and N. Kim (2022) focused
their studies on retro aesthetics and the phenomenon of
nostalgia in fashion. Consumers in the fashion industry
perceive the past as a certain stability in the fast-paced
present, which can be reflected in the choice of vintage
style, as nostalgia is a means of preserving identity.

In the analysis of trends from the past by A.N. Nufiez
Barranco et al. (2022), vintage is associated with authen-
ticity as self-expression, creativity, and commodity. The
researchers separate practical approaches to the use of
style, studying the product and the revaluation of vintage,
discovery and motivation, authenticity that connects with
time or event. A comparable method of researching trendy
elements of the past is presented by E Celhay et al. (2020):
elements of nostalgia are used in fashion marketing as
a tool that promotes a positive consumer perception of
a particular brand. Some attempts to analyse vintage

style and retro aesthetics can be traced in the studies by
R. Brett (2020), A. Novotni and Z. Téth (2020), M. Hol-
otové et al. (2020). N.E. Aluntoprak and W. Wang (2021),
S. Mole (2021), T. Atmadi (2022) reviewed retro aesthetics
in fashion design, emphasising that vintage in the fashion
of the 21% century has become one of the main fashion
trends and business in the fashion industry.

Despite the analysis of the genesis of vintage style
and the inherent prerequisites for the prospects of this
issue, the following issues need to be further considered
in science: the transformation of vintage code methods
used by designers to create a fashion image; what entails
the revival of vintage style in the fashion industry; what is
responsible for revising fashion trends; and the question
of how retro style affects the consumer choice of the user
is not fully considered. Thus, the purpose of this study
was to examine the current trends in the development of
vintage and retro styles and the reasons for their renewed
popularity. The key tasks arising from the purpose includ-
ed consideration of the cultural phenomenon of vintage
style, analysis of retro style, study of nostalgia and modern
fashion trends.

The methodology of this study lied in applying analyt-
ical and cultural methods of researching vintage as a fash-
ion phenomenon; analysing fashion trends to identify the
influence of nostalgia on consumer choice; considering
the general properties of vintage style, its characteristics,
theory, and practice in fashion; arguing the humanistic
essence of retro aesthetics. The research approach was
based on the description of the evolution of vintage style,
analysis of trends and retro fashion styles, their features,
and factors of influence on the fashion industry.

RETRO TRENDS.THE CULTURAL
PHENOMENON OF VINTAGE STYLE
Asaphenomenon, by its stylistic nature, the trend includes
life attitudes, value orientations, aesthetic and cultural pri-
orities, figurativeness based on them, formative, colourful,
constructive means of explaining certain meanings, unit-
ed in the design culture and depicted in the way it is pos-
sible. Therefore, arguably, just like style in fashion, a trend
also has ideological, formal, and figurative dimensions,
visualising the transience of processes, the communica-
tive function of fashion as a “message” of accelerating con-
sumer demand and its embodiment in self-identification.

Fashion trends, which are a dynamic phenomenon,
are renewed over time and differ across the regions of a
country or abroad. The demographic component of soci-
ety has its differences, with the following age categories:
teenagers under 18, young people aged 20-25, adults aged
25-40, middle-aged people aged 40-60, and elderly people
aged 60 and over. In addition, there is also a classification
by gender. Each age group has its differences and simi-
larities. However, teenagers and young people are con-
sidered more experimental in their clothing, they learn
every new trend more quickly than others, and always
follow the latest fashion trends. Below are the factors that
influence fashion trends (Table 1). The theory of design
of the 21 century uses a series of criteria for classifying
trends (Table 2).

Table 1. Factors influencing fashion trends

Demographic component

One of the most influential factors that determine whether something concrete
in fashion design will be in trend or not.
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Table 1. Continued

Influence of famous people

When a certain style of clothing is worn by celebrities (actors, singers, models, etc.), it is already
considered fashionable and young people follow this style.

Sociocultural practices

If the community is more traditional and prefers ethnic and formal dress, the new trend will not

work for such a society.

Person’s income

The new design will be expensive at first, and therefore not everyone will be able to buy it.

Problem of accessibility

In countries where the infrastructure is still under development and is subject to certain
limitations, the new trend will not be available.

Source: created by the author of this study based on N.L. Fischer (2015)

Table 2. Criteria for applying fashion trends

Macro trends

By duration

General trends that reflect the trends of the time and stay in fashion for a long time (style,
silhouette, model, concrete item) do not end in one season and can last for 2-3-5 years.
Macro trends dictate further development and vector and substantially influence fashion. It is
responsible for relevance and can be easily fixed in everyday wardrobes. Such mega trends are
social underlying trends that change the world and convey certain values. Examples of macro
trends can combine classic style, eco-fashion, or sustainable fashion. Popular macro trends
include minimalist style items, trendy low fit, and fitted silhouette.

Microtrends

These are the fashion trends that are popular for 1-2 seasons. A microtrend can be a colour or
a print, a concrete combination of things. These are bright, very often impractical things. They
can arise against the backdrop of events, a new film, or a particular event. Microtrends are
characterised by their rapid emergence and rapid disappearance. For example, in the fashion of
2023, ballet flats, cardigans, Barbie and Star Wars items were the trend.

Painted trends

These trends shape silhouettes and designs

Motto trends

Dictate slogans and images for collections

By colour

Colour trends

Dictate the shades of colour.

Texture trends

Indicate the trendy texture of raw materials.

Source: compiled by the author of this study based on Y. Jeon et al. (2020)

Couture clothing reflects the culture of the people, the
art of the era, and the moment that has passed, it reflects
emotions and experiences, psychological and sociocultur-
al states of the person for whom the item is created. The
means of designing are style, function, fashion, and aes-
thetics. In the context of the development of the consum-
er society of the 21 century, fashion actively influences
the nature of development and becomes a social regulator
of the population’s behaviour. Retro motifs, vintage items
and its elements are a super trendy feature of modern
fashion. The phenomenon of a trend in fashion, which
denotes a certain general vector, a tendency to expand in
the design of footwear, clothing, and accessories, interior
design, hairstyles, etc., is a sign of the structure of fashion,
and the concept itself is a means of predicting and con-
ceptualising fashion trends.

The main retro trend is historicism, which is based on
creative and associative copying of proportions, colours,
silhouettes, shapes, structures, elements, accessories,
costumes of the past; style design; artistic style; historical
cultures. Parts of historicism are present in the looks of
different periods. However, historicism as a fashion trend
emerged in the late 20" century. Historicism in the fashion
industry was pioneered in the 20" century by Y. Saint-Lau-
rent, who recreated elements of 1940s fashion in his 1971
collection, marked retro style as a fashion trend, and con-
tributed to the development of vintage fashion. Sympathy
for the ideas of historicism can be traced in the fashion
collections of Raf Simons; fashion trends of the 1920s can
be observed in the fashion house Lanvin and designer
R. Cavalli; the 1930s are reflected in the collections of Dolce

Interdisciplinary Cultural and Humanities Review. 2024. Vol. 3, No. 2

& Gabanna, Dior, ValentiNo. Variants of historicism are the
artistic interpretation of the style of famous personalities
of the 1970s and the reproduction of their images in the
collections of Armani, Gucci, R. Lauren, Y. Saint-Laurent
(McColl et al., 2018).

A subspecies of historicism is the “historical ethno”.
The distinctive feature of the designers’ fashion collec-
tions is intertextuality: the combination of motifs from
painting, architecture, and decorative art in the outfits.
The representatives of Ukraine are designers O. Burba,
L. Pustovit, V. Anisimov, I. Karavay, V. Gres. This trend has
become more relevant amid the interest in authentic cos-
tumes. Bright and original eco-images were developed
by designers O. Karavanska, R. Bohutska, and L. Pustovit
(Pokhodenko, 2023). Vintage is one of the methods of es-
tablishing a connection with tradition and history. Past
times are especially attractive and interesting for a per-
son of the 21 century. The vintage fashion style reflects
a person’s sympathy and interest in the past and allows
trying on things worn by characters in black and white
cinema. The fashion for taking advantage of the past has
been around for a long time, but the term “vintage” was
not used before. This is especially true for items and things
that are in fashion from time to time. Overall, these are
clothes and accessories.

The word “vintage” has been in the vocabulary of fash-
ion aficionados since the 2000s (Kneese & Palm, 2020).
However, its interpretation is still vague, allowing every-
one to add their personal tweaks to its content. Vintage is
more than just a thing from the past, it is midway between
second-hand and antique, it is original and recognisable.
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Therefore, the demand for vintage items is both a means
of forming a connection with the history of fashion and
a certain type of practice aimed at creating an individu-
al unique look. The word “vintage” originates from the
French word “vendenge”, which means “grape harvest”.
This term was used as a label for elite wines. For example,
the French call wine aged for ten years “vintage”, while the
British call drinks of a specific year of production “vintage”.
The term “vintage” is also used to define an old object, the
quality of which has been recognised since ancient times
and has been given a new lease of life.

The authenticity of vintage clothing should not only
convey the imprint of a certain time, but also show the
most fashionable trends of its age. Iconic nature, unique-
ness, quality are considered essential features inherent in
vintage style. The original vintage is too expensive, and
therefore not everyone can afford to buy it. Such things
identify a bygone era and have the distinction of being
popular with the brands that created them. Things that
are considered authentic are associated with the past, tra-
ditions, nature, heritage, originality, and reflect identity.
Authenticity is socially important for retro clothing. Con-
sumers attach to it the meaning of handmade or artisanal
goods. Vintage style clothing conveys an aura of antiquity
that allows experiencing the historicity of a bygone era.
This nostalgia, combined with vintage clothing, is an ide-
alisation of the past that allows consumers to wear clothes
with a sense of difference.

Vintage items are characterised by such authentic
features as handmade and impeccable quality. Vintage
clothes are emphasised by their authenticity. The redef-
inition of used clothing as rare and authentic marks an
imaginary boundary between vintage and mass-pro-
duced goods of the 21% century. Rarity is one of the main
topics among connoisseur consumers, as its perception
implies the superiority and value of the item or service
in question. In the fashion industry, the principle of rar-
ity is emphasised by luxury and exclusivity. Since vin-
tage clothing is perceived as a unique thing, unlike any
other, rarity plays a significant role in vintage fashion. A
consumer who wears vintage clothes is described as an
authentic person, unlike others. However, rarity also has
a positive effect on consumers beyond vintage fashion.
Luxury high-end brands are based on the principle of rar-
ity, but with recognition rather than just brand prolifera-
tion to achieve exclusivity.

In the 18" and early 19" centuries, expensive old fab-
rics were used in the alteration of clothing, and therefore
21% century costume museums always date exhibits, tak-
ing the time of production and the age of the fabrics into
account. In London, the Petticoat Lane market, filled with
second-hand goods, was popular. Among them were a
variety of accessories, hats, tailcoats, shawls, tunics, and
shoes. In Paris, there were over 1,700 intermediaries for the
resale of used clothing. Consumers could explore clothes
from different countries that were mostly not worn more
than once and were in line with the fashion trends of the
time. An analysis of the history of the integration of vin-
tage goods into the culture and economy of consumption
makes it clear that the trade in second-hand clothing has
been a major component of the development of social and
cultural preconditions for the development of fashion in
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most countries and should be investigated in the context
of the transformation of fashion trends.

The cultural phenomenon of vintage style was devel-
oped in the 20" century in the context of the evolution of
certain trends in design and art. By the end of the 20" cen-
tury, vintage items became increasingly popular among
cultural critics, researchers, and fashion analysts. It was
important to investigate the specific features of the devel-
opment of the trend and components of vintage costume.
In the 21 century, vintage is gaining a leading position in
fashion trends and the state of culture, as its phenomenon
was quite clearly visible in show business and art of that
time. Costumes in this style were presented, conveying
the trends of the past and their role in the development of
various cultural trends. That is why vintage is considered
an embodiment of the essence of artistic and cultural pro-
cesses, as well as a component of fashion trends.

The high cost and scarcity of fashionable items guar-
anteed the rational use of vintage items and the possibility
of resale in the future. In the late 19" and early 20 cen-
turies, the rapid development of industrial production of
widely consumed goods began. This helped to increase
demand among a wide range of consumers for fashionable
and inexpensive items. Natural materials were replaced
by artificial ones, and fashion houses copied and replicat-
ed them. This led to less demand for vintage-style items.
Everything that denied the past was fashionable. Still, the
outfits included vintage elements in the looks (brooches,
shawls, tiaras, fans, artificial flowers). The specific features
of the development of vintage style may include signs
of fashion trends in different periods of the 20™ century.
Thus, in the 1920s, it became fashionable to wear turbans,
bowler hats, headbands, agraffes, and mini handbags on a
strap (Schibik et al., 2022) (Fig. 1). Artificial flowers, feath-
ers, sequins, and fringes were becoming popular. The use
of decorative elements in the fashionable image of the 21
century is associated with this era.
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Figure 1. Fashion in the style of the 1920s
Source: Google Photo

The 1930s were characterised by a feminine look, with
costumes focusing on the bust and emphasising the waist
(Schibik et al, 2022). Women preferred Victorian cos-
tumes. They started using accessories such as Victorian
hats, leather goods, and other old vintage items. The day-
time look was unpretentious, the evening look was over-
ly glamorous. Turbans of the last decade and pearls were
still in fashion, but the image itself had signs of a more
sophisticated femininity. Hats with wide brims, fur, and
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elbow-length gloves appeared in the wardrobe (Fig. 2). The
stylisation of the 1930s era was manifested in the fashion
of the 21% century in wedding and evening wear.

Figure 2. Fashion of the 1930s
Source: Google Photo

The use of military themes dates back to the 1940s
(Schibik et al., 2022). The military style became popular,
featuring strict jackets and simple dresses with buttons.
Scarves, hats, gloves, as well as certain additions with el-
ements of plastic and wood were in fashion. Skirts were
being made shorter, jackets with wide shoulders were
becoming popular, resembling military uniforms (Fig. 3).
Late 1940s — elements of military costume, wide skirts, hats
with bows, veils, and artificial flowers became fashionable.

Figure 3. Fashion in the style of the 1940s
Source: Google Photo

In the early 1950s, women’s everyday clothing consist-
ed oflong draped dresses, wide hats, and gloves (Armstead
& McKinney, 2022). The pin-up style was gaining popular-
ity (Fig. 4): small hats, pearls, brooches, decorative belts.

Figure 4. Pin-up style
Source: Google Photo
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In the 1960s, mini-skirts, colour combinations that
did not match, and accessories in the form of geometric
shapes became fashionable (Fig. 5). The fashion motifs of
the 1960s were also reflected in the works of 2020 fashion
designers, namely in vintage leisure suits and casual cloth-
ing collections. The fashion of the 1970s was characterised
by the appearance of overalls, flared trousers, and shirt
dresses from the 1930s (Fig. 6). A vintage element from
the 1940s, the fashion for platform shoes, was emerging.
Bright shades were still popular. A new wave of interest
in vintage style was the fact that ethnic themes and mas-
sive accessories were becoming fashionable. In 21% cen-
tury fashion, the style from the 1970s was manifested in
vintage summer clothing (Armstead & McKinney, 2022).

Figure 5. Fashion of the 1960s
Source: Google Photo

Figure 6. Fashion of the 1970s
Source: Google Photo

The 1980s were characterised by an excessive com-
bination of colours and shapes. Women’s costumes were
distinguished by large shoulder pads on blouses, jupes,
and jackets, a waist accentuated by a belt, and tight-fit-
ting leggings (Fig. 7). Massive accessories made of wood,
plastic, and stones were in fashion. In the early 1990s,
fashion designers and stylists began to add restored
vintage clothing to their collections, altered and com-
plemented by modern trends. Vintage elements in the
collections of such fashion designers as B. Hulanicki,
V. Westwood, Z. Rhodes, J. Galliano were filled with bright
and diverse vintage elements, giving clothes a distinctive
character and originality (Fig. 8). The rapid growth of in-
terest in the use of vintage components in the 20"-21%
centuries was marked by a certain protest against the
constant monotony, unification, and technicism of mass
production of clothing.
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Figure 7. Clothing style of the 1980s
Source: Google Photo

Figure 8.]. Galliano's vintage dress, 1996
Source: Google Photo

However, as an independent trend, vintage style in
clothing began in the 1990s with the emergence of fashion
for old things from grandmothers’ jewellery boxes, retro
accessories, and vintage interior items.

NOSTALGIA AND COMBINATION
OF VINTAGE ELEMENTS
IN MODERN FASHION

The term “nostalgia” was coined in the late 17% century,
but it originated in ancient times. The word comes from
the Greek words véorog (nostos, “return”) and &yog (algos,
“longing”), which means that the term can be interpreted
as “suffering and desire to return home”. Until the 1700s,
nostalgia was considered a neurological disease, and then
in the 1800s and 1900s it began to represent signs of mel-
ancholy or depression, and to be associated with home-
sickness (Moorhouse & Moorhouse, 2018). Nostalgia is the
dominance (affection, favourable influence) of objects or
phenomena that were common, popular, or fashionable
when a person was younger. Nostalgia has a positive effect
on self-esteem and social relationships and recreates sen-
timental and idealistic memories of the past.

In terms of fashion dynamics, retro trends substanti-
ate its cyclical nature, which has no absolute repetition and
is intertwined with the new socio-cultural reality of certain
images, colours, designs, shapes, and plastics. Through the
lens of culture, this appeal to the past reflects its contextual
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features. The psychological feature of retro trends in fashion
design is the repeated explanation of the present through
the future and the past, the establishment of a “connection
of times”, characterised by the distant intervals of compen-
satory, value-forming functions, and their combination
with positive associative components. Guided by nostal-
gia, fashion designers and stylists of the 215 century are
still interested in using vintage items when creating cloth-
ing collections. The most popular element is the use of ar-
tificial flowers, rosettes, vintage bags, fans, hats, and pins.
This fashion trend is part of the culture of the 21 century.

A popular trend among designers and fashion de-
signers is the “suit with a story”. Not only the clothes of a
bygone era serve as a source of inspiration, but also pho-
tography, cinema, actors, music, fashion designers, in-
ventions, etc. The construction of a new image is always
based on previous experience, where the old is rethought
and improved. This means analysing and synthesising
past experience and searching for new functions. In the
fashion collections of designers, there is a return to the el-
ements of fashion from the 1940s to the 1980s, which is
what vintage fashion is all about. Vintage style in clothing
includes all elements and items of clothing, footwear, and
accessories made in the 1940s-1980s, but which are popu-
lar in terms of fashion trends of the 21% century (Renfrew
& Lynn, 2021). The older a vintage item or piece of cloth-
ing is, the higher it is valued in the fashion industry. This
includes, for instance, the fact that certain mechanical
damage to things is not a disadvantage but an advantage,
and therefore it is carefully emphasised and highlighted.

Even a certain vintage element or accessory from an
image can be valued higher than the image itself from the
latest fashion collections of the most famous couturiers.
An outfit made up of vintage style elements will look the
most stylish and fashionable. The influence of retro motifs
on modern fashion trends is especially great, as modern
fashion largely uses vintage elements. The task of fashion
designers is not only to use vintage elements and compo-
nents competently and successfully in creating an image,
but also to shape promising fashion trends and contribute
to the fashion industry and the expansion of the fashion
market, based on their inherent advantages.

The fashion of the 21% century dictates several varie-
ties of vintage style. For example, combined vintage, which
helps to match retro wardrobe items with new ones that
match the cut, colour, and style. Aficionados of trash vin-
tage look for and exchange inexpensive items. If vintage
conveys the high quality of an antique item, then even
darned clothes that are larger than necessary are used to
create a trash vintage look. Vintage styling is also popular
in fashion. This means that modern things are created us-
ing old patterns. The use of old fabrics, patterns, and orna-
ments complements the new models, giving them the so-
phistication and individuality of the time they have lived in.

Thevintage style covers all areas of fashion and gives de-
signers the opportunity to copymodels from old magazines,
create unique looks, pushing the boundaries of established
fashion. However, there is the concept of “pseudo-vintage”
(models made from artificially aged fabrics with a certain
“worn” effect). Sometimes, the only way to tell the differ-
ence between a pseudo-vintage and a genuine one is by
the age of the thread of the stitched label. Models are made
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from vintage fabrics according to precise authentic vintage
patterns, resulting in clothes that will never be worn, or
vice versa, modern styles are used to meet fashion trends.

In the terminology of retro style, there are several ba-
sic terms that denote the quality and value of a product.
The term “mint” refers to a thing that has not been used,
to its perfect condition, as at the time of creation. This
item is a great find among collectors and connoisseurs of
vintage clothing and is exceedingly rare. An item with the
conditional marking “excellent” is an item that has been
preserved almost exactly to the original, with some minor
imperfections, as it has been worn or used for only a cer-
tain period of time. “Very good” — the product is in decent
condition, with certain characteristic defects (dirt, stains,
scuffs), but suitable for wear.

MODELLING VINTAGE COSTUME ELEMENTS
AND PREVAILING FASHION TRENDS IN 2024
Vintage fashion began in the 2000s (Ailsa & Santosa, 2023).
This skilful combination of wardrobe items with clothes,
accessories, and shoes from the past with modern ones
is the goal of designers to emphasise and show what was
fashionable in the past. The process of democratisation of
the 21% century costume began in the 20" century, when
there was a transition to global industrial production of
clothing, which led to changes in the structure of the cos-
tume according to the requirements of modern life. The
21% century is witnessing rapid changes in fashion trends,
as well as vintage decoration and accessories. Textiles
are an indispensable component of a costume. Shawls,
scarves, and headscarves are decoratively finished and
complemented by artificial ageing.

Modelling vintage costume elements in the structure
of sets (things that are combined in style, time, finish, and
material) is a common technique among designers. Vin-
tage-style accessories combined with 21t century clothing
create interesting compositional effects. The creation of
such accessories stays at the peak of fashion. The assort-
ment is diverse, mainly including bags, necklaces, scarves,
bows, rings and earrings, and artificial flowers. To imitate
the vintage style, the image uses surface treatment of ma-
terials in the techniques of wear, cutting, scuffing, burn-
ing, discolouration, decoupage, tinting, patina, etc.

Using modern materials, original elements and sur-
face decoration techniques, the designers creatively and
skilfully create promising collections of outfits with ele-
ments of vintage style. The effect of wear and tear can be
achieved by painting, mechanical impact, heat treatment,
and discolouration. For a worn effect, sandpaper, felt, or
stone are used. Heat treatment is the process of heating
a material to a certain temperature in a furnace to give
an item a yellowed appearance and achieve the effect of
fading the fabric. The fabric can be dyed with natural (tea,
onion peel, plant juices) or artificial dyes. Chlorine-based
bleaches are used to discolour the fabric. Decoupage is
used to imitate painting with a special glue varnish. It
can be different: direct, reverse, painted or tinted, deco-
patched, three-dimensional. The patina technique is used
to create a darkening and tinctured effect. Acrylic patina is
a versatile patina used mainly on buttons, bags, brooch-
es to imitate the texture of metal or gold. Nostalgia ruled
the main fashion trends in 2023-2024 (Table 3). It brought
back the minimalism of the 1990s, bows, sequins, spar-
kles, preppy polos, etc.

Table 3. The key trends of vintage in modern fashion

Areas

Minimalism
in the style
of the 1990s

Understated chic is making a comeback: maxi skirts, oversized suits, pencil skirts, turtlenecks,
white shirts, classic jeans from Proenza Schouler, Max Mara, Gucci,
and the colour scheme is becoming more sophisticated.

Neo-preppy

Neo-preppy models with a relaxed aesthetic: striped button-down shirts,
polo shirts, blazers with Polo, Ralph Lauren logos.

Business casual

Business style with an emphasis on monochrome looks: a well-tailored jacket, oversized silhouettes.
The fashion collections presented a wardrobe that skilfully combines feminine and masculine:
jacket and skirt suits, blazers, shirts in the most epic proportions.

Sports jackets, windbreakers, bicycles, loose trousers, oversized hooded sweatshirts,

Sports T-shirts, baseball caps, white sneakers and plimsolls are becoming popular.
Microshorts Street-style micro-shorts have become a massive trend,
with celebrities like Beyoncé and C. Jenner following suit.
High waist Since the 1960s, the high waist in pants, skirts, shorts, and trousers has been visually lengthening the legs.

Famous fashion shows presented collections with them (Louis Vuitton, Hermeés, Saint Laurent).

Colour

In the spring-summer 2024 fashion season, the designers’ shows featured white colours, which combine

Coloured stripe

White sophistication and simplicity. These include see-through white skirts, white trouser suits, shirts, and
blouses. Everything has moved away from the bright shades of the Barbie 2023 style and pastel colours.
Beige The Michael Kors and Max Mara fashion shows feature chic outfits in caramel beige shades.
Red The red and wine shade is trendy in the summer-autumn 2024 season,
reflecting the high quality of the product, which will be noticeable to everyone.
Green All shades of green are trendy in 2024 (grass, pistachio, khaki, sea wave, etc.).

Prints
A bright trend throughout the year. The coloured stripe is combined on trousers, basic blouses, and shirts.

Polka dot

Nostalgia dictates the fashion for polka dots. It is mega popular and complements the style,
adding a touch of 1970s charm. The fashion shows feature polka dot dresses by Dolce & Gabbana,
coats by Maison Margiela, midi skirts by Vivetta.
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Table 3. Continued

Fabrics and textures

Sequins/paillettes

The 2024 trend is borrowed from the 1920s. Being nostalgic, designers dictate the fashion
for sequins and sparkles, which in the distant 1920s were an attribute in the image for parties,
but in modern fashion they are found even in office style.

Transparency

The fashion shows of Dior, Hermes, Chanel, Prada demonstrate transparent clothes that are gaining
popularity off the catwalk (Ferrari skirts, a long transparent skirt by Louis Trotter for Carven), these are
elegant dresses with a transparent bottom, blouses with transparent inserts, tops, socks.

Leather

Designers present leather clothes at fashion shows in a new look, appearing at premieres
with updated colours, style, and cut (jackets, skirts, dresses, tops).

Knitwear

Sweaters, cardigans, extra sleeves, draping around the elbows — all this was presented by the fashion houses
Fendi, Erdem, Proenza Schouler, Brandon Maxwell, Commission. They showed capes, retro-style knitted
dresses, tops that evoke nostalgia and a desire to start crocheting. Long skirts, dresses with collars, pyjamas
with lace and embroidery, inspired by the 1930s, also became trendy.

Decor and some details of the look

Designer Olivier Rousteing for Balmain and Chloé showcase dresses with voluminous flowers

Large-size bag

Flowers made from recycled plastic bottles. S. Burton presented a dress in the shape of a black
and red flower for the Alexander McQueen brand.

The trend will continue in spring 2025, as it is popular. At the Sixdo and Aknvas fashion shows,

Bows dresses and blouses are decorated with large bows. Bows add to the image of girlishness —
they decorate hair, clothes, and jewellery.
Fringe Prada’s spring fashion collection features fringe, eyelets, and crystals on dresses, skirts, trousers, blouses,
8 and T-shirts, which have returned from the 1920s jazz era.

Drapery Fabrics with pleats and draperies have been in fashion since the Victorian era. Designers define

this kind of clothing as one of the most comfortable, it accentuates the figure of the wearer.

Accessories

The trend of the spring-summer 2024 season. They are comfortable to wear, elegant, and can be used
for any event. Bottega Veneta, Max Mara, Tibi, and The Row are the representatives of this trend.

Flat-soled shoes

Sneakers have been replaced by sandals, ballet flats, and flat-soled slippers. They fit any look,
are comfortable and trendy.

Pearls are coming back from the past, and designers are proving that they are timeless. Kate Spade, Theory,
DSquared2, Jonathan Cohen, Anna Sui, Kimhekim, and Sixdo presented classic pearl necklaces, pendant

Pearl jewellery earrings, and rings at their fashion shows. Versace, Sportmax, Dries Van Noten, Givenchy are also adding
this trend to their collections for the spring-summer 2024 season.
Glasses Aviator glasses are in fashion, and the “kitten look” successfully emphasises the look of 2024.

Source: compiled by the author of this study based on E Balloni et al. (2024)

When creating fashion collections, 21* century de-
signers study old fashion magazines, watch classic films,
look for photographs, look at museum exhibitions of past
decades, skilfully combine elements of vintage style, and
combine things from different eras in their looks. Fashion
from the 2020s onwards is also complemented by such vin-
tage elements as lingerie (bustier, non-wired bra, bandeau,
top bra, corset); denim from the 1980s and 1990s (dresses,
shorts, trousers, overalls); flared trousers; puffy sleeves
from the 1940s and 1950s. The vintage look of the 2020s is
clothingwith a combination of accessories: bags, hats, jew-
ellery, leather belts, glasses, scarves, headbands, scarves.

The growth in the consumption of vintage goods is
caused by a boycott of the principles of fast fashion and
what is in its concept. Consumers seek to express them-
selves through the choice of attributes. Self-expression
in individualistic cultures is highly valued through the
concept of freedom and individuality. Self-expression
through clothing is more meaningful when the product
is rare. Consumers of antique goods are interested in rar-
ity to form an individual identity. That is, vintage style
aficionados recognise retro fashion as an embodiment
of authenticity, which differs from the interpretation of
vintage items in fashion trends. By choosing vintage, the
consumer aims to stand out from the crowd. Thus, retro

&)

style in the fashion industry is an influential and impor-
tant phenomenon that allows fashion brands and design-
ers to experiment with classic items and add a modern
meaning to them. This reference to classic items and the
artistic aesthetics of the past allows designing memorable
and unique looks that will attract the consumer’s atten-
tion and inspire them for a long time.

CONCLUSIONS
The results of this study showed the development of ret-
ro trends, vintage style, its influence on modern fashion
and human identity. The study analysed the main retro
trends (historicism, eco-trend, vintage) and identified
fashionable vintage trends for 2024. The trends covered
included minimalism of the 1990s, neo-preppy, business
casual, sporty style; colour schemes; prints; materials and
textures of fabrics; decor and details in the look; and rel-
evant accessories. The study described the modelling of
vintage costume elements by designers. The findings con-
firmed that nostalgia often dictates fashion trends. The
specific feature of retro trends in fashion is the repeated
explanation of the present through the future and the
past, characterised by the compensatory, value-forming
functions, and their combination with positive associa-
tive components. The phenomenon of a trend in fashion,
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which denotes a certain general vector, a tendency to ex-
pand in the modelling of clothes, hairstyles, accessories,
is a sign of the multi-structured nature of fashion, and the
term “trend” itself is a means of predicting and concep-
tualising fashion tendencies. The main distinctive feature
of vintage style is the age of the item. Vintage is neither a
century-old antique, nor a modern product made in re-
cent decades, but a thing that belongs to a certain time
and used by designers in modern fashion trends. A style
with vintage features is intended to reflect fashion trends
to the fullest. A true vintage has profound aesthetic char-
acteristics that identify the manner of its time and the
fact that a certain item was made by a well-known brand.

The study offered a preliminary idea of the revival of
vintage in contemporary fashion, the influence of nostal-
gia and retro motifs on it, and provided some recommen-
dations on how to successfully combine vintage in a look:
to avoid choosing only vintage items in creating an overall
look. For instance, to wear a top under a wool jacket with
classic jeans, or add a narrow belt and skinny jeans to a
trench coat, combine a short dress with a leather jacket or
blazer; choose comfortable shoes, ballet flats or flat-soled
sandals, and choose accessories based on the principle of

combining elements of a vintage look. A look at the histo-
ry of adding vintage items to the culture of consumption
makes it clear that the clothing trade was a major compo-
nent of the cultural and social preconditions for the devel-
opment of fashion in most countries and should be stud-
ied in the context of the transformation of fashion trends.
Therefore, it appears valuable to further investigate the
impact of vintage and new collections on consumer pref-
erences. Since vintage consumers choose authenticity in
clothing, individuality, emphasising differences in prefer-
ences and self-expression due to the different availability
of vintage clothing, future topics for consideration may
include how retro style influences consumer choice, what
are the means of transforming vintage code tools, what
designers use when creating a fashion look, what are the
implications of the vintage style revival in the fashion in-
dustry and what is responsible for revising fashion trends.
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From the street to the gallery:
Evolution and influence of street art on contemporary art culture

Abstract. The purpose of this study was to investigate the mechanisms and consequences of integrating street art into
formal art institutions and urban projects, as well as its impact on the development of the contemporary art market.
The study included a survey of students of the Faculty of Arts at Kryvyi Rih State Pedagogical University. The results of
the study highlighted the significance of street art as a means of visual expression of social, political, and cultural issues.
Street art, specifically graffiti and murals, acts not only as an art form, but also as a platform for intensifying social
dialogue and protest. The study found that street art has been successful in addressing concerns associated with human
rights violations, political injustice, and environmental issues, thus mobilising social movements. The study confirmed
that street art is an essential tool for conveying social and political messages that influence public opinion and promote
social change. The use of public spaces to express ideas on topical issues enables street art to serve as a visual manifesto
of contemporary social consciousness. The integration of street art into the gallery context reinforces its cultural and
social impact, ensuring the recognition and preservation of works. This process fosters cultural dialogue and heritage
creation, expanding the boundaries of traditional art and enhancing its impact on contemporary society. The study
also confirmed that the commercialisation of street art has both positive and negative impacts. While it increases the
accessibility and professional opportunities for artists, it can also threaten the authenticity and critical acuity of the
art form. Maintaining a balance between commercial interests and cultural values is important to ensure its long-term
relevance in the modern world. The analysis of the feedback from the students of the faculty of art confirmed that the
use of latest technologies in street art opens wide opportunities for innovation in artistic practice and interaction with
the public, which contributes to its development and influence on the cultural and social sphere
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street art is of immense importance for understanding the
interaction between art and society. Street art often emerg-
es as aresponse to social and political issues and research-
ing it can reveal how artists use their art to express protest,
support social movements, or cultural identity. This will
help to understand how street art contributes to social
change and influences the collective consciousness. It is
important to explore the economic and cultural aspects
of the commercialisation of street art. The involvement of
street artists in galleries and art markets opens new op-
portunities for their financial security and professional
development but can affect the authenticity and original
purpose of their art. Investigating these aspects will help
to strike a balance between preserving the authenticity
of street art and its integration into the official art space.

The commercialisation of street art has created prob-
lems for the study of the impact of street art on contem-
porary art culture. On the one hand, the transfer of works
from the streets to galleries contributes to a change in their
original context and meaning, which affects the authen-
ticity and perception of these works. On the other hand,
commercialisation helps to provide financial support
for artists, but it also leads to the adaptation of their art
to market requirements, which distorts the original idea
and reduces social relevance. Street art evokes different,
sometimes opposite, reactions in different social groups.
Analysing these reactions required a comprehensive ap-
proach, considering the socio-cultural context, which was
also reflected in the research questions.

In the scientific sphere, street art is considered an
important socio-cultural phenomenon that includes graf-
fiti and other forms of public expression. According to
A. Gaubert (2024), graffiti serves as a means of expression
for both ordinary people and elites, covering both literate
and illiterate populations. The researcher emphasises that
graffiti functions as socio-cultural objects and direct tes-
timonies, allowing all segments of society to express their
thoughts and feelings. On the other hand, D. Karland-
er (2024) notes that graffiti forms an integral part of public
space both within cities and beyond their borders. They
influence the perception of the urban environment and
contribute to the formation of its unique identity.

Researchers investigate the variety of interpretations
of street art and its role in shaping urban space. M. Zhi-
gaylo (2021) emphasised the multifaceted interpretations
of urban art in the context of the urban environment. He
outlined promising areas for integrating this art into the
cultural landscape of Ukrainian cities, such as creating a
distinction between the terms “street art” and “vandalism”
at the legislative level, using urban art in the design of ur-
ban spaces and creating a city brand, digitising authorised
street art objects and including them in tourist routes, and
holding urban festivals. The analysis of street art objects
by N. Provotar et al. (2021) showed trends towards decen-
tralisation of their location in the urban environment and
regionalisation of street art. The researchers are convinced
that the main motive for creating new street art objects is
the coincidence of interests of local communities and au-
thorities in improving and renovating urban space and in-
dividual buildings and territories.

In the 21° century, the impact of street art on public
sentiment and its role in public discourse is being actively

studied. C. Pollmanns and E Asbrock (2023) indicated that
even a small presence of right-wing graffiti can substan-
tially affect participants’ perceptions of their surround-
ings and interactions with participants of diverse political
orientations. J. Marine (2023) emphasised that street art
is a prominent means of public debate, as it allows social
and political views to be expressed through artistic forms.
J. Zapata and E. Pérez (2023) argued that street art reflects
historical identity, emphasising its significance in the con-
text of the cultural and historical identity of communities.
They emphasised that street artworks can convey cultural
narratives and historical events that shape the collective
memory of a society.

Researchers are actively investigating methods of pre-
serving street art and integrating it into official art spaces.
According to S. Abram (2024), the significance and neces-
sity of preserving street art is undeniable, as it plays a vital
role in the cultural and social life of cities. P. Weill (2022)
noted that one of the key aspects of graffiti conservation is
its transfer to galleries and the art market. This approach
allows not only preserving these works, but also giving
them the status of legitimate art that can be recognised
and appreciated in the art world.

Despite the considerable amount of research that has
already been conducted, there are still many unexplored
aspects of street art. Specifically, there is a need to ex-
plore the impact of graffiti on social dynamics in diverse
cultural contexts, as well as to investigate how graffiti is
changing under the influence of digital technologies and
globalisation. This will offer a better insight into the role
of street art in contemporary society and its potential to
promote social change. Further investigation of the im-
pact of street art on the socio-cultural dynamics of cities
is also an important task. Effective methods of integrating
this art into urban projects should be explored, consider-
ing the interests of different social groups. Furthermore, it
is important to continue studying the interaction of street
art with various political, social, and cultural factors, as
well as its impact on public opinion and identity. It is also
necessary to investigate the processes of preservation and
commercialisation of street art in greater depth, as well as
their impact on the authenticity and social significance
of these works. This will help to find the best ways to pre-
serve street art, ensuring that its original spirit and cultur-
al value are maintained.

The purpose of this study was to investigate the mech-
anisms and consequences of including street art in official
art institutions and urban projects.

The study, conducted among students of the Faculty
of Arts of Kryvyi Rih State Pedagogical University, aimed
to determine their attitude towards the most promising
forms and technologies in street art of the 21 century. The
survey included 100 students aged 18 to 24 (65 women
and 35 men). The study was conducted from 1 May 2024 to
31May2024tocollectqualitative datathatreflectsstudents’
current perceptions and preferences regarding street art.

The survey included the following questions:

What modern forms and technologies of street art do
you consider the most promising in the 215 century?

What advantages and challenges do you see in using
different forms of street art? How does the use of technolo-
gy change conventional graffiti and its perception?
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The study followed the standards of the American Soci-
ological Association Code of Ethics (1997), the International
Code of Market, Community and Social Research and Data
Analysis ICC/ESOMAR (2016), and the European Com-
mission’s Guidelines on Ethics and Data Protection (2021).

FEATURES OF STREET GRAFFITI ART
From its origins on city walls and underpasses, street art
has become a valuable form of artistic expression that has
influenced a wide audience and drawn public attention to
important social, political, and cultural issues. Graffiti and
murals have played a vital role in shaping street art, influ-
encing its aesthetics, techniques, social context, and pub-
lic perception. Graffiti originated in the 1960s and 1970s in
New York City as a form of youth expression (Ferrell, 2021;

Andron, 2023). Writing on walls, trains, and other urban
surfaces has become a way to make one’s presence known
and gain recognition among one’s peers. Murals, on the
other hand, have older roots, but in the modern context
they can be traced back to Mexican muralists such as Die-
go Rivera, José Clemente Orozco, and David Siqueiros,
who used walls to convey political and social messages.
According to L. Hughes et al. (2021), graffiti is an impor-
tant means of street communication. The researchers em-
phasised that graffiti is often used to express social com-
mentary and protest, analogous to the findings of a study
that points to the role of graffiti as a voice for marginalised
groups. Graffiti introduced new drawing techniques that
allowed for the rapid creation of large inscriptions and
drawings (Table 1).

Table 1. Techniques for creating graffiti

Technique Description

Spray painting

The main technique that uses aerosol paint cans.
Allows quickly applying paint to large surfaces.
Requires control over the pressure on the spray button to create different lines and effects.

Templates

Use of cut-out templates to apply images or text.
It allows quickly and accurately reproducing complex shapes and details.
Often used for political or social messages.

Tags

Simple signatures or pseudonyms written in quick movements.
Use of a marker or an aerosol can.
The basis of graffiti culture, demonstrating the artist’s individuality.

Plays

Intricate, multi-coloured works with detailed letters, shapes, and effects.
They require more time and technical skills.
Display a great level of skill.

Source: developed by the author of this study

Murals are usually made using more conventional
methods, such as latex or acrylic-based paints, but us-
ing a large format that allows for detailed compositions.
Graffiti has become a voice for marginalised groups that
have used urban space as a canvas to express their iden-
tity, protest, or social commentary. Murals are often more
formal in nature, commissioned or funded by public or-
ganisations, governments, or individuals, and they often
reflect cultural, historical, and social themes important
to the local community. Graffiti has influenced the devel-
opment of street art aesthetics through the use of bright
colours, complex fonts, and abstract shapes (Carastathis &
Tsilimpounidi, 2021; Fransberg et al., 2023). Murals added
elements of classical and contemporary art to street art,
using a variety of styles and techniques to create complex
and often large-scale compositions. Graffiti is often asso-
ciated with vandalism, which is why it has a controversial
reputation. However, over time, some graffiti artists have
gained recognition in the art world, which has helped to
change attitudes towards this art form. Murals, on the oth-
er hand, are usually received positively, as they decorate
urban spaces and are often created in collaboration with
communities or local organisations.

Graffiti and murals became the basis for the develop-
ment of street art as a multifaceted art movement. They
opened the door to other forms of street art, including in-
stallations, stencils, and digital art. Street artists such as
Banksy, Shepard Fairey, and Jean-Michel Basquiat have
successfully integrated graffiti and mural elements into
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their works, helping to increase the popularity and legiti-
macy of street art in the wider culture. Street art, including
graffiti and murals, is a powerful form of self-expression
and protest, reflecting a wide range of social and political
themes. This art form often becomes a voice for those who
are unable to express themselves through conventional
channels and serves as a platform for expressing thoughts
and emotions on acute social issues. I. Muharremi et
al. (2023) also emphasised the significance of street art in
the context of social communication and social impact.
Their study confirms that street art is an effective tool for
addressing social and political issues, as well as for sup-
porting and mobilising social movements.

One of the main social themes reflected in street art is
the struggle for human rights. Artists use city walls to draw
attention to the problems of discrimination, racism, gen-
der inequality, and the rights of the LGBTQ+ community
(Wheatley, 2022; Lewin & Jenzen, 2023; Cox, 2023). These
works can have both local and global contexts, but in both
cases, they contribute to raising awareness and stimulat-
ing dialogue in society. Political themes are also widely
represented in street art. Artists often criticise corruption,
authoritarian regimes, political injustice, and economic
inequality. Street art becomes a form of protest against
governments and systems that do not serve the interests
of the people. It can also serve as a means of support-
ing revolutionary movements and activism by providing
visual support for protests and rallies. Environmental is-
sues are another important topic of street art. The artists
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draw attention to climate change, environmental pollu-
tion, loss of biodiversity, and other environmental disas-
ters. They use their works to inform the public and call
for action to preserve the planet. Social inequality and ur-
banisation issues are also often reflected in street art. The
artists highlight the problems of poverty, homelessness,
social exclusion, and inequitable distribution of resourc-
es. They use their art to show the reality of life in margin-
alised communities and call for social change. War and
violence are another prominent topic. The artists express
their opinions on conflicts, military operations, and their
impact on people. They often depict the suffering of war
victims, expressing solidarity with the victims and calling
for peace. Thus, street art as a form of self-expression and
protest is a valuable tool for reflecting and understanding
social and political issues. It raises awareness, stimulates
dialogue, and calls for action, making a considerable con-
tribution to the development of society

Street art has a significant impact on public opinion
and social movements, acting as a powerful medium for
conveying social and political messages. Artists use public
spaces to express their ideas and address a wide audience,
influencing the consciousness and behaviour of socie-
ty. Themes that include human rights, social inequality,
racism, gender discrimination, environmental issues,
and other topical issues are often reflected in street art
(Ross, 2021; Kucukali, 2023). These artworks become visual
manifestos that draw public attention to issues that may
go unnoticed or ignored by conventional media. Street art
also contributes to the mobilisation of social movements.
Images that express support for certain ideas or move-
ments can become symbols of resistance and solidarity.
Famous examples include works that support civil rights
movements, feminist initiatives, environmental actions,
and anti-war campaigns. Such works can inspire people to
take part in protests, rallies, and other forms of activism,
helping to spread ideas and bring the community together.

The interactive nature of street art also increases its
influence on public opinion. Many of the works are creat-
ed with the possibility of interaction with viewers in mind,
making them more accessible and understandable to a
wide audience. Such works can provoke discussion and
reflection, encouraging people to think about the issues
raised in the artwork. Furthermore, street art can serve as
a catalyst for change in local communities. Public art pro-
jects can engage residents in creative processes, improve
the urban environment, and increase civic engagement.
This can lead to stronger social ties, a better quality of life
and the development of local culture.

Street art also can document social moods and histor-
ical events. It often reflects current events and reactions to
them, creating a kind of visual archive of public sentiment
and change. This makes street art an essential source of
information and analysis for future generations. Consid-
ering the ability of street art to reflect and capture impor-
tant social and historical moments, its integration into the
gallery space becomes especially significant. There are
several important reasons for this process, which reflect
the interaction between traditional and non-traditional
art forms, as well as changes in the perception of street art
by society and the artistic community. One of the key rea-
sons for integration is the desire to give street art official

recognition in the art world. Moving works out of the city
and into galleries allows artists to gain professional rec-
ognition, and their works — to gain the status of legitimate
art, appreciated by collectors and critics. Street works are
often exposed to weather, vandalism, or dismantling. Gal-
leries provide an opportunity to preserve these works in
conditions that protect them from destruction (Campos &
Leal, 2021; Hacer & Erdem, 2022). This is especially impor-
tant for works of historical or cultural value. Exhibitions in
galleries allow artists to sell their works, receiving financial
support for further creativity. Street artists often work with-
out pay, and therefore commercialisation through galleries
helps to ensure the stability and development of their art.

MOVING STREET ART TO GALLERIES
AND COMMERCIALISATION

Galleries and museums are visited by a variety of audienc-
es, including collectors, critics, tourists, and students. This
allows street artists to communicate their ideas to a wider
public that may not encounter their works on the streets.
Galleries often hold exhibitions accompanied by lectures,
discussions, and educational programmes. This contrib-
utes to a better understanding and appreciation of street
art, its context and significance. This approach helps to
change attitudes towards street art and increase its cultur-
al value. Integrating street art into the gallery space pro-
motes cultural dialogue between different art forms. This
allows investigating the interactions between traditional
and contemporary art, expanding the boundaries of both
fields, and contributing to their mutual enrichment. Street
art often has a strong social and political message. Gallery
spaces provide a platform for in-depth discussion and
analysis of these topics, which contributes to raising pub-
lic awareness and activism. Street art brings new aesthet-
ic elements, techniques, and styles to the traditional art
world. This contributes to the development of new forms
and methods of artistic expression, enriching the art scene.

Thus, the integration of street art into the gallery
space has a multifaceted nature, including legitimisation,
preservation, financial support, audience expansion, ed-
ucational value, cultural dialogue, raising the visibility of
social and political issues, and aesthetic development.
This process reflects the growing significance of street art
in contemporary culture and its ability to influence social
and artistic processes. These findings are supported by
the research of A. Vieth (2023), who also emphasised the
significance of street art as a valuable means of communi-
cation and influence on society. A. Vieth argued that street
art integrated into the gallery space not only retains its au-
thenticity, but also acquires new dimensions, contributing
to cultural dialogue and social activism.

A prominent aspect is the commercialisation of street
art. The commercialisation of street art has a complex im-
pact on its authenticity and spirit (Gongalves, 2022). On
the one hand, it opens new opportunities for artists, but
on the other hand, it can lead to a loss of the original idea
and social relevance of this art form. Commercialisation
helps artists receive financial support and recognition,
which allows them to develop professionally. Selling art-
work, taking part in exhibitions, and collaborating with
brands can provide a steady income and resources to cre-
ate new projects. This helps to spread street art and raise
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its status in the art community. Through commercialisa-
tion, the works of street artists become accessible to a wid-
er audience, including those who may not have access to
street art in its natural environment. Galleries, museums,
and other commercial spaces can become a platform for
promoting this art, helping people to better understand
and appreciate its significance. However, commercialisa-
tion also has negative aspects. When street art becomes a
commercial product, it can lose its authenticity and orig-
inal purpose. Street art has always had a rebellious spirit,
reflecting social and political issues and criticising social
norms. Transferring this art to a commercial context can
reduce its poignancy and make it more adaptable to mar-
ket demands. Artists who collaborate with brands or gal-
leries may face demands to adapt their art to commercial
interests. This may lead to a change in the style, subject
matter, or content of their works, which may adversely af-
fect their creativity and ability to express independent ide-
as. According to B. Dobratz and L. Waldner (2021), street
artists’ works often become a valuable tool for commer-
cialising their activities. They argued that commercialisa-
tion allows artists to obtain resources for further creativity,
but, like the present study, they noted the risk of losing the
authenticity and social relevance of street art.

Street art often has a social mission - to address social
problems, inspire change, and protest injustice. Commer-
cialisation can diminish this mission by turning art into a
commodity sold for profit rather than for social change.
Mass replication of street artworks, their transformation
into merchandise or advertising campaigns can lead to
the loss of originality and uniqueness of street art. This can
reduce its cultural value and significance for society. Thus,
the commercialisation of street art has both positive and
negative consequences. It can provide support and recog-
nition for artists, but it also threatens to lose the authentic-
ity and social relevance of this art. It is important to strike
a balance between commercial interests and preserving
the original spirit of street art so that it continues to be a
powerful means of self-expression and social criticism.

RESULTS OF THE STUDY OF ARTISTS’
POSITIONS ON THE PROSPECTS OF STREET
ART IN THE 215" CENTURY
It is worth noting the results of a survey of the younger
generation of artists about promising forms and technol-

ogies in street art in the 215 century (Fig. 1).

35%
30%
25%
20%
15%
10%
5%
0%
® Projections and mapping ® Augmented reality
3D street art Interactive installations

Virtual street art Graffiti using technology

Figure 1. Results of the analysis of students’
opinions on promising forms of street art
Source: compiled by the author of this study
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The survey participants noted the prospects of vir-
tual street art, seeing in it a significant potential for the
development of contemporary art. The respondents also
stressed the significance of technology in graffiti, seeing
massive potential for improving technical aspects and
visual expression. The respondents consider mapping
technology important because of its ability to create tem-
porary installations that interact with the architecture
and environment of the city. Projections can transform
the space and enhance the experience of art objects, en-
gaging viewers in participation and reflection. Projections
and mapping in contemporary street art are a vital ele-
ment that attracts the attention of art students because of
their innovation and potential to transform urban space.
This technology allows for the creation of temporary in-
stallations that interact with the architecture and land-
scape of the city, changing the perception of space and
the atmosphere in it. The main advantage of projections
is their ability to influence the aesthetic perception of art
objects, making them more impressive and encouraging
viewers to take an active part and reflect. Projections in
street art are used to create unique visual effects that need
to be built promptly and used for interactive communi-
cation with the urban environment. This can include not
only projecting images, but also playing them in real time.
A.Buchanan (2021) noted that street art, especially projec-
tion works, is unique because of its ephemeral nature and
ability to change urban forms through light projections.
A. Buchanan emphasised that projections can temporari-
ly transform physical surfaces, creating new visual effects
without damaging the architecture. Students also consid-
er projections important for creating temporary installa-
tions. A. Hatzipapas and K. Teligadis (2023) emphasised
the importance of projection graffiti and film projection
graffiti as the most relevant trends in street art.

Augmented reality (AR) is a technology that allows
overlaying virtual objects on real scenes that can be seen
through the screens of mobile devices or special glasses.
This technology is becoming especially attractive in the
context of street art, as it provides an opportunity to cre-
ate interactive stories and virtual objects that exist in the
real world. AR technologies allow artists and curators to
organise exhibitions that are not limited to physical ob-
jects, but include dynamic, variable, and virtual elements.
According to the respondents, this not only expands the
boundaries of traditional art, but also makes it more ac-
cessible and interesting for young people and the general
public, who actively use mobile applications and social
networks. AR can be used to create interactive city tours
where viewers can interact with virtual objects, adding a
new level of engagement and participation in the artistic
process. Augmented reality helps to improve the percep-
tion and retention of information, as it stimulates sever-
al sensory systems of the viewer at the same time. This
makes AR a particularly effective tool for education and
dissemination of cultural and social messages through
street art. Furthermore, AR’s interactive capabilities can
be used to create personalised experiences tailored to the
user’s individual preferences and context, making art even
more inclusive and accessible.

The students emphasised that this technology allows
creating the illusion of depth and realistic images that
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capture the attention of viewers and create the effect of
“live” art right on the streets. As 3D street art uses optical
illusions and trompe l'oeil techniques to create 3D imag-
es on flat surfaces such as pavements, walls, or buildings.
This approach allows artists to create exceptional visual
effects that make viewers perceive two-dimensional ob-
jects as three-dimensional and realistic. Such street art
often becomes the centre of attention, attracting pas-
sers-by to interact with the art, take photos, and discuss
it. 3D street art can considerably increase audience en-
gagement through its ability to visually deceive and en-
gage. Psychological research shows that people tend to be
more interested in and engage with art that creates the
effect of surprise or arouses wonder. This makes 3D street
art a powerful tool for attracting attention and spreading
cultural and social messages. Furthermore, 3D street art
contributes to the development of the urban environ-
ment, adding to its aesthetic appeal and uniqueness.
Considering that modern cities often face the problem
of visual monotony and lack of creative spaces; such in-
stallations can become an important element of urban
design. They not only decorate the urban landscape but
also contribute to the cultural level of the community by
creating places for gathering and discussing art. Thus, 3D
street art is a significant trend in contemporary art that
combines technological innovations with conventional
artistic techniques, creating an interactive and engaging
experience for a wide audience.

Interactive installations, according to the respond-
ents, allow for the creation of art that viewers can interact
with physically or through technology, making the pro-
cess of perceiving art more dynamic and engaging. The
students note that interactivity in art allows the audience
to be actively involved, forcing them not only to observe
but also to become part of the artistic process. According
to research, this can happen through physical interaction
with installations, such as touching, moving, or using sen-
sory elements, or through digital means, such as mobile
applications, and other augmented reality technologies
(Gwilt & Wilde, 2022; Clarke, 2022). Interactive installa-
tions create a unique experience that changes depending
on the viewer’s actions, making each interaction unique.
Interactive art projects promote deeper audience en-
gagement and improve the emotional perception of art.
Interaction with the arts can help develop critical think-
ing, increase creativity, and enrich cultural experience. In-
teractive installations can also serve as a means of social
commentary, as they allow artists to convey complex ideas
and provoke reflection in viewers through their personal
experience of interacting with the art object. Furthermore,
interactive installations can attract a wide audience, in-
cluding those who may not be interested in traditional
art forms. Due to their originality and the ability to cre-
ate unique experiences, they can help to increase interest
in the arts among young people and other demographic
groups who are accustomed to the active use of modern
technology in everyday life. Thus, interactive installations
are a promising area in street art that combines tradition-
al art forms with the latest technologies, creating new
opportunities for expression and audience engagement.

Virtualstreetart, whichusesaugmentedreality (AR) and
virtual reality (VR) technologies, opens new opportunities

for creating and displaying art in the digital space, which
is especially attractive to the younger generation and
those who are used to technology in their daily lives.
The students believe that virtual street art allows artists
to experiment with new forms and concepts that may be
difficult or even impossible to implement in the physical
world. With AR and VR technologies, artists can create
interactive and immersive virtual installations that view-
ers can explore through mobile applications or special
glasses. This opens endless possibilities for creativity and
innovation, enabling the fulfilment of the most daring ar-
tistic ideas. Furthermore, virtual street art has immense
potential to attract a wide audience. AR and VR technol-
ogies are actively used by young people and other groups
that are already integrated into the digital environment.
These technologies can make art more accessible and un-
derstandable, attracting those who may not have been in-
terested in traditional art forms before. Virtual art objects
can be placed anywhere and at any time, enabling the cre-
ation of unique art projects that can be viewed and inter-
acted with regardless of geographical limitations. Virtual
art installations can foster critical thinking and creativity
in viewers, as well as raise awareness of important social
and cultural issues. Virtual street art can serve as an effec-
tive tool for spreading social messages and ideas, creating
new platforms for dialogue and discussion. Thus, virtu-
al street art is a promising trend that integrates art with
advanced technologies, offering new forms of expression
and audience engagement. This area has exciting poten-
tial for development and expansion, creating new oppor-
tunities for artists and viewers in the digital age.
Respondents believe that modern technology allows
for more complex interactive or multimedia installations
on the streets, making street art more innovative and dy-
namic. Students note that technology, such as digital pro-
jectors, drones, 3D printers, and special software tools,
can substantially change the approach to graffiti creation.
These tools allow artists to work with high precision and
detail, which was previously difficult or even impossible
using conventional methods. For instance, digital projec-
tors can be used to transfer complex images onto large
surfaces, which greatly facilitates the process of creating
large murals and frescoes. The use of drones in street art
opens new possibilities for creating art objects in hard-
to-reach places or at high altitudes. This allows artists to
experiment with new forms and scales of work, pushing
the boundaries of what is possible in street art (Bona-
dio & Egeland, 2022). Furthermore, drones can be used
to film and broadcast the graffiti creation process in real
time, adding another layer of interaction with the audi-
ence. 3D printers allow creating 3D graffiti elements that
can be integrated into traditional wall art, creating hybrid
installations that combine two-dimensional and three-di-
mensional elements. This allows for the creation of mul-
ti-layered, more complex, and more interactive artworks
that can communicate with the environment and viewers
in new ways. Furthermore, special software tools and ap-
plications allow artists to plan and visualise their projects
before they are implemented. This allows experimenting
with colours, shapes, and composition, improving the
final result and ensuring a prominent level of quality.
Thus, the use of modern technology in graffiti opens new
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horizons for creativity and experimentation, allowing
artists to create more complex, interactive, and multime-
dia installations on the streets. This increases the level of
viewer engagement and makes street art more accessible
and attractive to a wider audience.

These trends in street art reflect the rapid develop-
ment of technology in art and its potential role in the
perception and interaction with contemporary audienc-
es. Students actively explore and experiment with these
technologies to discover new ways to express and com-
municate through art. Most students said that the use of
technologies such as projections and mapping, as well
as augmented reality, substantially enhanced their artis-
tic expression. Traditional graffiti, which was previously
limited to physical materials, can now include digital ele-
ments, making it more dynamic and interactive. Students
noted that interactive installations and virtual street art
allow viewers to interact with art directly. This adds a new
dimension to the perception of graffiti, where the view-
er becomes an active participant in the creative process.
According to the survey participants, the use of technol-
ogy changes not only the art itself, but also the space in
which it exists. Specifically, projections and mapping can
transform buildings and other urban objects into canvas-
es for art, creating new visual illusions and realities. Vir-
tual street art and graffiti using technology have become
more accessible to a wider audience thanks to the Inter-
net and social media. The students noted that this helps
to spread street art and attract new fans. Some students
believe that technology raises the aesthetic level of graf-
fiti, allowing artists to use more complex techniques and
methods. On the other hand, there are opinions that this
may lead to a loss of authenticity and spirit of traditional
street art. According to the students, technology is chang-
ing the perception of graffiti as art. It is becoming more
acceptable and legitimate in society as the integration of
technology gives it a new status and expands its capabil-
ities. The survey results demonstrate that technology is
substantially changing traditional graffiti, expanding its
capabilities and influence. This is reflected in the way art
is created and presented, as well as in the way the audi-
ence perceives it. The use of modern technologies in street
art contributes to the emergence of new forms of artistic
expression and interaction, making street art even more
dynamic and exciting.

As a result of the study of the feedback from the stu-
dents of the Faculty of Art, it can be concluded that var-
ious forms and technologies in street art are significant
and promising. Projections and mapping are recognised
by most students as a major area of study, due to their
ability to transform space and create interactive installa-
tions that actively interact with the architecture of the city.
Augmented reality and virtual street art have also attract-
ed considerable interest as they open new possibilities for
virtual interaction with art and attract the younger genera-
tion. 3D street art, interactive installations, and technolo-
gy-enabled graffiti are also making an impact, using tech-
nical innovations to create spectacular visual experiences.
These technologies not only expand the possibilities of art
itself but also stimulate discussions about the future of
artistic practice and its impact on contemporary culture.
They show how rapid technological changes are affecting
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the artistic process and the perception of art, opening new
ways for creativity and interaction with the public.

CONCLUSIONS

The study found that street art has evolved from its ori-
gins on city walls and underpasses into a significant form
of artistic expression that not only attracts the attention
of a wide audience but also raises important social, polit-
ical, and cultural issues. Graffiti and murals have played
a vital role in shaping street art, changing its aesthetics,
techniques, and public perception. Graffiti emerged as a
way for young people to express themselves in the 1960s
and 1970s in New York City, while murals have their roots
in Mexican muralists. These art forms have influenced
the aesthetics of street art through the use of bright col-
ours, complex fonts, and abstract shapes. Although graf-
fiti is often associated with vandalism, it has become a
voice for marginalised groups, using urban space to ex-
press identity and social commentary. On the other hand,
murals are more likely to be formal and reflect cultural,
historical, and social themes that are important to local
communities. Together, graffiti and murals became the
basis for the development of street art as a diverse art
movement, opening the door to other forms of street art
and helping to change the perception of this type of crea-
tivity in the wider culture.

As the study found, the commercialisation of street art
has a complex impact on its authenticity and social mis-
sion. While it opens new opportunities for artists and con-
tributes to their professional development, it can also lead
to a loss of the original spirit and critical acuity of the art.
Commercialisation makes street art accessible to a wider
audience, but it also makes it more susceptible to adapta-
tion to market conditions. Maintaining a balance between
commercial interests and preserving the cultural and so-
cial value of street art is an important task to ensure its
long-term impact and significance in the modern world.

Based on the results of the study of feedback from stu-
dents of the Faculty of Art, it can be concluded that latest
technologies are significant and promising in street art.
Projections and mapping are recognised by the majority of
students as a promising area, as they can transform space
and create interactive installations that actively commu-
nicate with the architecture of the city. Augmented reality
and virtual street art have also attracted considerable in-
terest as they open new possibilities for virtual interaction
with art and attract the younger generation. 3D street art,
interactive installations, and technology-enabled graffiti
are also making an impact, using technical innovations to
create spectacular visual experiences. These technologies
not only expand the possibilities of art itself but also stim-
ulate discussions about the future of artistic practice and
its impact on contemporary culture. They show how rapid
technological changes are affecting the artistic process and
the perception of art, opening new ways for creativity and
interaction with the public. These trends not only add orig-
inality to artistic practice, but also promote innovation in
interaction with the viewer, increasing the accessibility and
attractiveness of street art to a wider audience. Thus, the
use of innovative technologies in street art has a powerful
potential for the development of art, changing the way it is
perceived and interacts with the public. The lack of access
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Big Bynuui go ranepei: EBonwouiq
Ta BNJIUB BY/IMMHOINO MUCTELITBA Ha CyYacCHY XyAOXXHIO KyNbTypy

AHoTauiga. MeTa JOCTiPKEeHHs OJIsArajia y BUBYEHHI MeXaHi3MiB i HacJiIKiB iHTerparlii ByJINYHOTO MHUCTEITBA
y (popmanbHi MucTelbKi iHCTUTYIIT Ta MiCbKi IPOEKTH, a TaKOK HOTO BIJIUB Ha PO3BUTOK CY4aCHOTO apT-pUHKY.
VY nmocrmimkeHHi OyJ10 BUKOHAHO ONUTYBaHHS CTyJeHTiB PakyjabTeTy MHUCTENTB KpHBOPi3HKOro IeprkaBHOTO
TIeJaroTiYHOTO YHiBEPCUTETY. Pe3yIbraTu TOCIiReHHS MK PECTUIN BasKINBICTh BYJTMYHOTO MUCTEITBA SIK 3aC00y
Bi3yasIbHOTO BHpa)KeHHs COMiaJIbHUX, MOJITHYHUX Ta KYJIBTYPHUX IUTAaHb. ByJTmyHe MUCTENTBO, 30KpemMa rpaditi
Ta CTiIHOMMCH, BUCTYIIA€ He JIUIIE SIK MUCTeIbKa (hopMa, ase i Ak maaTdopma AJs1 aKkTUBi3alii coliaJbHOTrOo Aiaaory
Ta mpoTecTy. Y poOOTi BUABJIEHO, 1[0 BYJIMUYHE MUCTEIITBO YCIIIITHO IpUBEPTae yBary A0 IMpas JIIOJUHHU, TOTITUYHOL
HeCcIpaBedIMBOCTI Ta eKOJIOTiYHuX IpoOJieM, MoOimidyloun rpomajachbki pyxu. JociimkeHHs MigTBEPAUJIO, IO
BYJIMYHE MHUCTEITBO € CYTTEBUM iHCTPYMEHTOM Ilepefadi coIliaJbHUX i MOJITUYHUX MeCeI KiB, 1110 BIJIMBAIOTh Ha
TPOMAJICBKY AYMKY Ta CIPUAIOTE COLlialIbHUM 3MiHaM. BUKOPHUCTaHHS FPOMaICbKUXIIPOCTOPIB 1J1 BUCJIOBJIEHHA i1l
IIIOJI0 aKTYyaJbHUX TeM Ja€ HOMY MOSKIMBICTh CIIy)KATH Bi3yaJbHIM MaHieCTOM Cy4acHO cOIfiaJbHOI CBiJOMOCTI.
[HTerpaniss BYJINYHOTr0 MUCTENTBA Yy rajiepeliHui KOHTEKCT MiAKpilIoe HOro KyJBTYPHUN Ta COLiaJbHUM BIJIUB,
3abe3mneuyloyn BU3HAHHA i 30epeskeHHs TBOPIB. Lleil mpoliec cpusie KyJIBETYPHOMY 1iaJIOry Ta CTBOPEHHIO CAIINHY,
PpO3IINPIOIOYN MesKi TpaAUI[ifHOr0 MUCTeNTBA i MiJCU/II0I0YN HOro BIJIUB HA CydyacHe CyCHibCTBO. JlocigKxeHHsa
TAaKOK MiATBEpANUJIO, 1[0 KOMepIlialisalis BYIMYHOTO MUCTENTBA Ma€ K MO3UTUBHUH, TaK i HETaTUBHUN BIIMB.
Xoua BOHA 301JIBITTYE JOCTYIHICT i MpodeciiiHi MOSKJIMBOCTI XyT05KHUKIB, BOHA MO>Ke 3arPOKyBATH aBTEHTUYHOCTI I
KPUTHYHIA TOCTPOTI IIbOTO BUy MUCTEITBA. 30€peskeHH A 0a/IaHCy Misk KOMEPIIIHHIMY iHTepecamMu Ta KyJIbTyPHIMHI
LiHHOCTAMH Ba)KJINBO A4 3abe3ledyeHHA HOro JOBrOCTPOKOBOI 3HAUYIIOCTI B CYy4YaCHOMY CBiTi. AHaJIi3 BigTyKiB
CTYIEHTIB XYyI0XKHBOTO (haKyJbTeTy MigTBEepAWB, 110 BUKOPUCTAHHA HOBUX TEXHOJIOTIH y cTpiT-apTi Bigkpusae
HIUPOKi MOKJIUBOCTI JIJIs1 IHHOBAILifl y MUCTelbKill IPaKTUILi Ta B3aeMOZII 3 y0OJIiKO0I0, 10 CIIpUsIE HOI0 PO3BUTKY Ta
BIIJIMBY Ha KYJIBTYPHY Ta COLlialbHY cepy
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