AHOTAIISA

Ilempie P. C. Bi3yanbHl NpakTHKH OO0 €KTIB MHUCTCIBKOI CHAAIIMHU B
KyJIbTypHOMY TpocTopi Ykpainu kiHimsg XX — moyarky XXI cr. — Ksamidikariitna
HAyKOBa Ipallsd Ha MpaBaxX PyKOIUCY.

Huceprartiist Ha 3100yTTs CTyneHs JokTopa (inocodii 3 ramysi 3uanb 02 Kynbrypa
1 MUCTENTBO 31 cremiaibHOCTI 023 OGpa30TBOpUYE MUCTEIITBO, ICKOPATUBHE MUCTEIITBO,
pectaBpanisa. Kaprnarcbkuii HaiioHansHUM yHiBepcuTeT iMeHi Bacuis Credanuka,
MiHicTepcTBO OCBITH 1 HaykH YKpainu, M. [Bano-®pankiBcbk, 2026.

Jluceprariito MPUCBIYCHO KOMILJIEKCHOMY MHCTEITBO3HABUOMY JOCIIIKEHHIO
BI3yaJIbHUX MPAKTUK 00’ €KTIB MUCTEI[LKOI CIIA/IIIUHU B KYJIbTYPHOMY MPOCTOP1 YKpaiHU
kiHI XX — noyatky XXI cT. ¥V poOoTi 00TpyHTOBAaHO PIBHEBY MOJEb BI3yaJbHUX
MPaKTUK Ta ii CHIBBIJHOIIEHHS 3 IIECTHUPIBHEBOI MOJEIUII0 O00’€KTa MHUCTEIBKOI
CHAJIIUHA, PEKOHCTPYMOBAHO NOIU(POBUN IIACT POOOTH YKPATHCHKOI KyJIbTYPHOI
CHUIBHOTH 31 cnaaumHoo 1985-2010 pp., mpoananizoBaHo nudposui moBopot 2000—
2022 pp. Ta BoeHny inTeHcudikamio 2014-2025 pp., 3M1HCHEHO MUCTEUTBO3HABYMI
po30ip KOHKPETHUX THUIIIB 00 €KTIB — 0OpPa3oTBOPYOro, IAEKOPATUBHO-Y>KUTKOBOIO
MUCTEINTBA i apXiTeKTYPHOI CHIAAIIKUHU — 1 00TPYHTOBAaHO YOTHPUKOMITIOHEHTHY MOJIEIb
KpUTEPIiB SIKOCTI BI3yaJIbHUX MPAKTUK SK HOPMATUBHO-/IarHOCTHYHUN 1HCTPYMEHT.
[{enTpanbHOIO € Te3a Mpo Te, o AoHUGPoBI i UPPoB1 Popmu poOOTH 31 CHIATITUHOIO
YTBOPIOIOTh €JIMHE TIOJI€ Bi3yalbHUX MPAKTHUK, Y SKOMY HH(PPOBUI MIap HE 3aMiHIOE
oG pPOBY MHUCTEITBO3HABUY 0a3zy, a MPOAOBXKY€E ii B I1HIIOMY TEXHOJIOTTYHOMY
CepeIOBUIIII.

VY nepmomMy po3niii chopMoBaHo ictopiorpadiuHy, HKEpeIbHy i METO0JIOTTYHY
OCHOBY AOCHIKEHHS. 31HCHEHO (PYHKIIOHATIBHY THUIIOJIOT13aIliI0 JyKepeabHo1 0a3u, 110
OXOIUTIOE IIICTh TPYIl: KIACHYHY TE€OPit0 00pa3y il Mesia, Teopito Bi3yalbHOI KyJIbTYpPH,
YKpaiHChKY MY3€O0JIOTiI0 Ta MaM’ ITKOOXOPOHHY JTyMKY, T€Opito u(poBi3alii KyJIbTypH
3 TOCTKOJIOHIAJIbHOK ONTHKOK, MDKHApOAHI HOPMATHUBHI JOKYMEHTH M TEXHIYHI
CTaHJIapPTH, a TAKOK Cy4yacHY BOEHHY €MITIPUKY. MeT010JI0TTYHOI0 OCHOBOIO BU3HAYEHO

o€ qHaHHs ikoHosoriunoro Meroay E. Ianodcebkoro, repMeneBTuunoro migxoxy I'.-T.
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Tagamepa, Tteopii BisyampHOi Kynbrypu B. k. T. Miryemna ¥ H. Mip3soesa,
MOPIBHAJIBHO-TUTIONIOTIYHOTO ~ METOAY, KeWCc-MeTOoMy Ta BJIACHOTO Bi3yaJbHOTO
CIIOCTEpEeXEHHS 3a HUPpoBUMH TutaTGpopMamu. BBereHO B 0OIr TpUIIAPOBY MOJIEINb
aBTEHTHYHOCTI — KYyJIbTypHY, MAaTepiaJlbHO-TEXHIYHY Ta MpOILEIypHYy, — SKa Hajali
CIIy>KHUTb OCHOBOIO JJIsl OI[IHIOBAHHS SIKOCT1 BI3yaJIbHUX MPAKTHUK.

VY apyromy po3auii oOrpyHTOBAaHO OCHOBHHMM TEOPETHUHHUI arapaT AucepTarii —
piBHEBY MOJENIb Bi3yallbHUX IMPAaKTUK, IO TOEIHY€E Mpe3eHTaliiHO-(hIKCalIiHUH,
aHaJITUYHO-JTOKYMEHTALlIMHUHN, 1HTEPHpETaIliiHO-KOHTEKCTyalbHUNU 1 TpaHCMICIMHO-
BIITBOPIOBAJILHUM PiBHI, Ta MECTUPIBHEBY MOJIENb 00’ €KTa MUCTELIBKO1 CITAAIIUHH, 1110
OXOIUTIOE MaTepiaJIbHUM, TEXHOJIOTTYHHMI, IPOCTOPOBUM, CUMBOIIYHHMI, MPOLECYATbHUMA
1 KOMYHIKQTUBHUM PiBHI. ABTOPCHKHI BHECOK Y KJIACHYHY 1KOHOJIOTIIO TOJIATAE Yy
BUOKPEMJIEHHI YETBEPTOI0, TPAHCMICITHO-BIATBOPIOBAIBHOIO, PIBHS MPAKTHUK, SIKOTO
TpuiapoBa Mozenb llaHopcpkoro He mnependavana, 1 y BIANOBIIHOMY BHIIJIEHHI
MpoliecyaIbHOro PiBHA 00’ €KTa SIK CaMOCTIMHOT Kateropii. PekoHcTpykiis nonudpoBoro
miacta 1985-2010 pp. yepe3 Tpu XBUJIlI — TMOCTPAASHCBKY My3eilHy pedopmy,
peabumiTallil0 YKpaiHCHKOTO aBaHTapAy ¥ CTAaHOBJICHHS IHCTUTYIIH HOBOTO THUITY —
JIO3BOJIMJIA OKPECIHUTH JEKOJOHI3alliHY MepeKaTalorizauilo sSK MNPaKkTUKy 3MIHU
CUCTEMU TOHSATh, Yepe3 sIKI 00’ €KT JIOKAMI3YETHCSA B KyJIbTYPHOMY IPOCTOPI, a TAKOXK
BUSIBUTH CTPYKTYpHY AaCHUMETpPII0 TOJS: E€KCIO3UIIIHO-IHTepIpeTaIliiHui  map
PO3TOPHYBCSI 3 MAKCUMAJIbHOKO 1HTEHCUBHICTIO, TOJ1 SIK aHAIITUYHO-TOKYMEHTAI[IHHUM
3QIMIIUBCS  CTPYKTYPHO Hemopo3BuHeHUM. Iludposuii moopor 2000-2022 pp.,
PO3TIIIHYTUH Yepe3 TPUWICHHY NIEeP10In3aIlito i TEPMIHOJIOTIUHY KAy J1KATA3AIS /
nipkuTamzanis / nudgposa TpaHchopmallisi, BUCBITIEHO 4Yepe3 KOHIENT NapagoKcy
3aIMi3HJI0I TOTOBHOCTI — PO3PUBY MiX CTpaTEriuHUM YCBIJOMJICHHSM TMOTpeOu B
nudpoBizalii ¥ 1HPPACTPYKTYpPHOIO HECIPOMOXKHICTIO 0 il CHCTEMHOI peasi3arlii.
Boennuii kontekcr 2014-2025 pp. mocrae B poOOTI HE SIK OKpema CcCIeHa, a K
KyJbMIHAIMHUA MOMEHT BHUMIPOOYBaHHS CHCTEMHU: BiifHA HE CTBOpHJIA YKPAiHCBKY
i poBy 1HOPACTPYKTYpY CHAIUIMHHU, a 3p00UIa BUAMMOIO KOH(DITypallito, 110 CKiauacs

B TIOTIEPETHI JECATUIITTS.
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Y TperboMy pO3UII PIBHEBY MOJIEIb IMEPEBIPEHO HA MaTepiaji TPhOX THUITIB
00’€KTIB yKpaiHChbKOi MHCTenbkoi cnamamuuu. Ha wmatepiani tBopiB K. Binokyp,
penpe3enToBanux Ha miaTdopmi Google Arts & Culture y naptaepctsi 3 HaionansHuM
MY3€€M YKPaiHChKOT'O HAPOIHOTO AEKOPATUBHOTO MUCTEITBA, Ta TBOPiB M. [Ipumauenko
B Hamionansnomy my3sei Tapaca IlleBuenka i [BaHKIBCBKOMY i1CTOPHUKO-Kpa€e3HABYOMY
My3ei (opMasizoBaHO acUMETpiro (PyHKIIN 1udpoBOi perpe3eHTallli: JuceMiHariiina
byskis 3a6e3neuyeTbest €hEeKTUBHO, TOAL SK aHAMITUYHA (PYHKIIISI peai3y€eThCsl JTUIIIe
YaCTKOBO 3a BIJICYTHOCTI TOBHUX METaJlaHUX, TEXHIYHHUX XapaKTEPUCTUK 3HOMKH,
pecTaBparliiHoi icTopii 1 BIJOMOCTEH Tpo cTaH 30epekeHOCTl. AHalli3 KOCIBCHKOI
kepamiku O. baxmarioka, NETPUKIBCBKOTO PO3MHUCY M OMIIIHSHCHKOIO TOHYapCTBa
BCTAHOBMB, IO KYyJbTYpHO aJ€KBaTHA JIOKyMEHTallsl JI€KOPaTHUBHO-Y>KUTKOBOTO
MUCTEUTBA € MPUHIUIIOBO KOMOIHOBaHOIO, MoeAHyoun 3D-ckanyBanHs, RTI-3ii0MKy,
Bileo(iKcalil0 MaicTpa W MHUCTENTBO3HABUMU KOMEHTAap Yy MeETaJaHuX. AHaI3
apxiTekTypHoi caamuuu Ha Matepiaii Codii KuiBcbKkoi y BOX MPOEKTAX — JIA3EPHOMY
ckanyBanHi1 Skeiron 1 enirpadiuniii nokymenTtanii DIGICURE VYHiBepcurery 'erebopra
— Ta MacoBoi rpoMajsiHChkoi (¢ikcaiii Backup Ukraine 103BOJIMB OKpeCIUTH KOHIEIT
poor 3D model 3a ananoriero 3 «OigHUM oOpazom» X. Creiepsib 1 JOBECTH, WIO
npodeciitna 3D-gokymeHnTaniss Ta rpomaasHcbka 3D-dikcalisi Opi€eHTOBaHI Ha pi3HI
byHKIIIT — pecTaBpalliiiHy Ta 3aCBiA4yBaJbHY — 1 HE MOKYTb OILIIHIOBATUCS 32 KPUTEPISIMU
oJHa ofHoi. Hackpi3HUM pe3ysbTaToM pO3/lTy € MPUHLHUI BIATOBIAHOCTI METOLY THITY
00’ekTa: yHIBepcaabHUM 11absI0oH 1UGPOBOI JOKYMEHTAIlll HE ICHYE 1 He MOXE 1ICHYBaTH
0e3 BTpaTH MUCTEITBO3HABUOTO 3MICTY.

VY yerBepTOMY pO3ILIl 3A1MCHEHO THIIOJOTIIO THCTUTYLIMHUX (opM podOTH 31
cnaanuHoro. Ha Marepiani keiiciB XepCOHCHKOT0 00JIaCHOTO XY0KHBOTO My3eto iM. O.
O. IlloBkyHeHka, [BaHKIBCHKOTO iCTOPUKO-KPAE€3HABYOTO My3€r0, MapiymoibChbKOro
XynoxkHboTo My3etro iM. A. . Kyinmki, nperieieHTy moBepHEHHs «CKipChKOTO 30J10Ta
Ta MDKYPSJIOBHX TMPOIECIB TMOJbCHKO-YKPATHCHKOI PECTUTYI] BUSBJICHO YOTHPHU
B3a€MOIIOB’A3aH1 (PYyHKI[T apXiBy; aTpuOyTUBHY, 1AeHTH(IKAILIIIHY, PECTUTYLINHY W
MEMOPIaJIbHO-JI0Ka30BY; 1 CPOPMYyIHOBAHO TApaJOKC apXiBy SK 30poi: HETOCTATHHO

3aXUIIEHUN apxiB MOXKE IEPETBOPUTHCS 3 I1HCTPYMEHTa 3aXUCTy Ha IHCTPYMEHT
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LIJIECOIPSIMOBAHOTO BUJTYYEHHSI, KOJM HOro JaHI BUKOPHUCTOBYIOTHCS OKYMAHTOM IS
no0opy HaWIiHHIIUX peaMeTiB konekiii. Ananiz Google Arts & Culture, Europeana,
eMuseum / Peectpy My3selinoro ¢ouny VYkpainu, Sketchfab, BrmacHux caiiTis
YKpalHCHKUX My3€iB 1 pEriOHANbHUX aJIbTEPHATHUBHUX MaWJaHUYMKIB TO3BOJIUB
3allpOBAJIUTU KOHLIENT 10311 JOCTAaTHOCTI Ta MPUHLMUIIOBE PO3pi3HEHHS LU(POBOI
BUJIUMOCTI1 ¥ IUPPOBOT peNpe3eHTATUBHOCTI, Jie Meplia 03Havae caM (DaKT MPUCYTHOCTI
o0’ekta B 1HU(PPOBOMY CEpEIOBUIN, a Jpyra mOTpedye MHCTEITBO3HABYOTO,
aTpuOyTUBHOTO, KOHTEKCTyaJIbHOTO M JIOKyMEHTauliiHoro mapy. JlokymeHTarito
MUCTEIBKOI CHMAJIIMHU B CHUCTEMI 3aXHCTy PO3TOPHYTO Yepe3 UYOTUPHUPEIKUMHY
TUIIOJIOTII0 — MPEBEHTUBHUM, CUCTEMATUYHUMN, aBapiiHHUIA 1 MICISABTPATHUN PEXKUMHU,
KOXKEH 3 SIKUX Ma€ BJIACHI KPUTEPIT IKOCTI 1 HE MOKE OI[IHIOBATHCS 32 KPUTEPISIMH 1HIIIUX
PEXUMIB.

KynpMiHamiiaum KOHIIENTYaJIbHUM pe3yIbTaTOM aucepTarii €
YOTUPUKOMIIOHEHTHA MOJIeNIb KPUTEPIiB SKOCTI BI3yaJbHUX MPAKTHK, IO MOEIHYE
MHUCTELTBO3HABYY IIOBHOTY (OmepTss Ha ikoHoJioriuHy Mozenb E. Ilanodcekoro i
repMeHeBTUYHy OHTosoriio I.-I. Tamamepa), TeXHiuHy BiANOBIAHICTH METOLY THILY
o0’exta (omepTss Ha mnam’ STKOOXOpoHHY Teopito JI. B. Ilpubern), npouenypny
aBTEHTUYHICTH (onepTs Ha Benemiiickky xapTito 1964 p. 1 Jlongonceky xaptiro 2009 p. 3
il BU3HauUeHHAM paradata) Ta IHCTUTYIIHHY BiNoBinadbHICTh (omiepTst HAa NDSA Levels
of Digital Preservation). TecTyBaHHS MO/€II HAa IECATH KIOUOBUX HU(MPOBUX 1 I’ SITU
noMGpPOBUX Keicax BUSBHIO, IO KOACH 13 PO3MIAHYTUX YKPAiHCHKUX HU(PPOBUX
MIPOEKTIB HE 3aJ0BOJILHSE BC1 YOTUPHU KPUTEPii OJHOYACHO, TOMAL K OKpeMi T0IuppoBi
dbopmu, 30kpema monorpadis O. O. ABpamenko «biutokyp» 2020 p., peanizyroTh iX 13
BHUCOKOIO MOBHOTOIO. L[ 06cTaBuHa He € 1eeKTOM OKpeMUX 1HII[IaTUB, a CTPYKTYPHOIO
pucoro 1udpoBoro 30epekeHHs, M0 BIATBOPIOE 3arajibHy acUMETpiro mois. Mojenb
(GYHKIIIOHYE OJHOYACHO SIK HOPMATUB, SIKUH (iKCye omnepauidHuii 1gean, 1 SK
J1arHOCTUYHUHN 1THCTPYMEHT, 110 OITUCY€E CUCTEMATH4HI JedinmuT udpoBoTo mapy.

[HTErpanbHUM PE3yNbTaTOM JIUCEPTAllli € BUSBICHHS CTPYKTYPHOI acUMETpii sIK
HACKPI3HOI XapaKTEPUCTUKH YKPATHCHKOI CHCTEMHU BI3yaIbHUX TIPAKTHK: MIXK

€KCTO3UIIMHO-IHTEPIPETALIHHOIO IHTEHCUBHICTIO 1 JTIOKYMEHTAIIHHOIO
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HEJIOPO3TOpHYTICTIO. LI acumeTpisa He € BUNAAKOBUM JAe()EKTOM OKPEMHX 1HCTUTYIN
a00 HaCIIJIKOM BOEHHUX OOCTaBMH, a ICTOPUYHO CGHOPMOBAHOIO PHUCOIO MOJS, IO
NPOSIBISIETHCSL  OJIHAKOBO Ha Jouu(dpoBOMYy, LHUPPOBOMY I BOEHHOMY €Tamax.
3anpomnoHoBaHa pamMKa JO3BOJIIE€ PO3MIISIIATH IHCTUTYLIHHI ¢dopMu poOoTH 31
CHaUIMHOIO: apXiB, HU(POBI MIATPOPMH, TOKYMEHTAIIHHI PEKUMU — HE SIK HEUTpaibHi
TEeXHIYHI 1HCTPYMEHTH, a K KOHQIryparlii MmpakTUK 13 BJIACHOI MHCTELTBO3HABUOIO,
eTHUYHOIO ¥ TIOJITUYHOIO Baror. YKpaiHChKa CHTYyaIlisl TOCTa€ BOAHOYAC SIK YHIKATbHUN
HalllOHAJIbHUM BUIIQJIOK 1 K MaTepiajl, Ha SKOMY MDKHApPOJHI MPHUHITUIN
MHUCTELTBO3HABYOrO0  po30opy ¥  UUPpPOBOro  JOKYMEHTYBAaHHS  IMPOXOISThH
BUINIPOOYBAHHS, JI0 SIKUX PaHIIIE CUCTEMATUYHO HE 3BEPTAIUCH.

KirouoBi cjoBa: Bi3yaibHI NpPaKTUKH, MUCTEIbKA CHAJAIIMHA, KYyJIbTYpPHUH
npoctip YKpainv, mudpoBizauis KyJabTypd, My3€lHa penpe3eHrauis, Iudpose

JOKYMEHTYBaHHS, KyJbTypHa I1aM ATb, OXOPOHA KYJIbTYPHOI CIIaIIIUHU.

ABSTRACT

Roman S. Petriv. Visual Practices of Artistic Heritage Objects in the Cultural Space
of Ukraine in the Late Twentieth and Early Twenty-First Centuries. — Qualifying
scientific work submitted as a manuscript.

Dissertation for obtaining the degree of Doctor of Philosophy in the field of 02
Culture and Arts, specialty 023 Fine Arts, Decorative Arts, Restoration. Vasyl Stefanyk
Carpathian National University, Ministry of Education and Science of Ukraine, Ivano-
Frankivsk, 2026.

The dissertation is devoted to a comprehensive art-historical study of visual
practices of artistic heritage objects in the cultural space of Ukraine in the late twentieth
and early twenty-first centuries. The work substantiates a tiered model of visual practices
and its correlation with a six-level model of the heritage object, reconstructs the pre-
digital layer of Ukrainian heritage work in 1985-2010, analyses the digital turn of 2000—
2022 and the wartime intensification of 2014-2025, conducts an art-historical

examination of specific object types — fine art, decorative-applied art, and architectural
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heritage — and substantiates a four-component model of quality criteria for visual
practices as a normative-diagnostic instrument. The central thesis is that pre-digital and
digital forms of heritage work constitute a single field of visual practices in which the
digital layer does not replace the pre-digital art-historical foundation but continues it in a
different technological environment.

The first chapter establishes the historiographical, source-base, and methodological
foundation of the study. A functional typology of the source base has been developed,
encompassing six groups: classical theory of image and media, theory of visual culture,
Ukrainian museology and monument-protection thought, theory of cultural digitisation
with a postcolonial perspective, international normative documents and technical
standards, and contemporary wartime empirical material. The methodological foundation
combines E. Panofsky’s iconological method, H.-G. Gadamer’s hermeneutic approach,
the theory of visual culture of W. J. T. Mitchell and N. Mirzoeff, comparative-typological
and case-study methods, and the author’s own visual observation of digital platforms. A
three-layered model of authenticity — cultural, material-technical, and procedural — has
been introduced as the basis for evaluating the quality of visual practices throughout the
dissertation.

The second chapter substantiates the principal theoretical apparatus of the
dissertation: the tiered model of visual practices, which combines presentational-
recording, analytical-documentational, interpretive-contextual, and transmissive-
reproductive levels, and the six-level model of the heritage object, encompassing the
material, technological, spatial, symbolic, processual, and communicative levels. The
author’s contribution to classical iconology consists in identifying the fourth,
transmissive-reproductive, level of practices not provided for in Panofsky’s three-layered
model, and in the corresponding identification of the processual level of the object as an
independent category. The reconstruction of the pre-digital layer of 1985-2010 through
three waves — post-Soviet museum reform, rehabilitation of the Ukrainian avant-garde,
and the establishment of new-type institutions — has allowed the conceptualisation of
decolonising re-cataloguing as a practice of changing the system of concepts through

which an object is located in the cultural space, and the identification of a structural
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asymmetry of the field: the exhibitional-interpretive layer unfolded with maximum
intensity, while the analytical-documentational layer remained structurally
underdeveloped. The digital turn of 2000-2022, considered through a three-period
periodisation and the terminological scale of digitisation / digitalisation / digital
transformation, is approached through the concept of the paradox of belated readiness —
the gap between strategic awareness of the need for digitisation and infrastructural
inability to realise it systematically. The wartime context of 2014—-2025 appears in the
work not as a separate scene but as the culminating moment of testing the system: the war
did not create Ukraine’s digital heritage infrastructure but made visible the configuration
that had taken shape in the preceding decades.

In the third chapter, the tiered model has been tested on the material of three types
of Ukrainian artistic heritage objects. On the material of works by K. Bilokur, represented
on Google Arts & Culture in partnership with the National Museum of Ukrainian Folk
Decorative Art, and works by M. Prymachenko in the National Museum of Taras
Shevchenko and the Ivankiv Museum of Local History, the asymmetry of functions of
digital representation has been formalised: the dissemination function is effectively
provided, while the analytical function is realised only partially in the absence of
complete metadata, technical characteristics of shooting, restoration history, and
information on the state of preservation. The analysis of O. Bakhmatiuk’s Kosiv
ceramics, Petrykivka painting, and Opishnia pottery has established that the culturally
adequate documentation of decorative-applied art is fundamentally combined, integrating
3D scanning, RTI imaging, video recording of the master, and art-historical commentary
in metadata. The analysis of architectural heritage on the material of Saint Sophia of Kyiv
in two projects — the laser scanning by Skeiron and the epigraphic documentation by
DIGICURE of the University of Gothenburg — and the mass civic capture of Backup
Ukraine has allowed the conceptualisation of the poor 3D model by analogy with H.
Steyerl’s «poor image» and demonstrated that professional 3D documentation and civic
3D capture serve different functions — restorative and testimonial — and cannot be

evaluated by each other’s criteria. The cross-cutting result of the chapter is the principle
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of correspondence between method and object type: a universal template of digital
documentation does not exist and cannot exist without the loss of art-historical content.

In the fourth chapter, a typology of institutional forms of heritage work has been
carried out. On the material of the cases of the Kherson Regional O. O. Shovkunenko Art
Museum, the lvankiv Museum of Local History, the Mariupol A. I. Kuindzhi Art
Museum, the precedent of the return of the «Scythian gold», and intergovernmental
processes of Polish-Ukrainian restitution, four interrelated functions of the archive —
attributive, identificational, restitutional, and memorial-evidentiary — have been
identified, and the paradox of the archive as a weapon has been formulated: an
insufficiently protected archive may transform from an instrument of protection into an
instrument of targeted removal when its data are used by the occupier for the selection of
the most valuable items of the collection. The analysis of Google Arts & Culture,
Europeana, eMuseum / the Register of the Museum Fund of Ukraine, Sketchfab,
Ukrainian museums’ own websites, and regional alternative venues has allowed the
introduction of the concept of the illusion of sufficiency and a fundamental distinction
between digital visibility and digital representativeness, where the former signifies the
very fact of an object’s presence in the digital environment, while the latter requires an
art-historical, attributive, contextual, and documentational layer. The documentation of
artistic heritage within the protection system has been developed through a four-mode
typology — preventive, systematic, emergency, and post-loss modes — each of which has
its own quality criteria and cannot be evaluated by the criteria of other modes.

The culminating conceptual result of the dissertation is the four-component model
of quality criteria of visual practices, combining art-historical completeness (based on
Panofsky’s iconological model and Gadamer’s hermeneutic ontology), technical
correspondence of the method to the type of object (based on the monument-protection
theory of L. V. Prybieha), procedural authenticity (based on the Venice Charter of 1964
and the London Charter of 2009 with its definition of paradata), and institutional
responsibility (based on NDSA Levels of Digital Preservation). Testing the model on ten
key digital and five pre-digital cases has shown that none of the analysed Ukrainian digital

projects satisfies all four criteria simultaneously, whereas some pre-digital forms —
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particularly the monograph «Bilokur» by O. O. Avramenko of 2020 — realise them with
high completeness. This circumstance is not a defect of individual initiatives but a
structural feature of digital preservation, which reproduces the general asymmetry of the
field. The model functions simultaneously as a norm fixing the operational ideal and as a
diagnostic instrument describing the systematic deficits of the digital layer.

The integral result of the dissertation is the identification of structural asymmetry
as a cross-cutting characteristic of the Ukrainian system of visual practices: between
exhibitional-interpretive intensity and documentational underdevelopment. This
asymmetry is not an accidental defect of individual institutions or a consequence of
wartime circumstances, but a historically formed feature of the field, manifested equally
at the pre-digital, digital, and wartime stages. The proposed framework allows the
consideration of institutional forms of heritage work — the archive, digital platforms,
documentation regimes — not as neutral technical instruments, but as configurations of
practices with their own art-historical, ethical, and political weight. The Ukrainian
situation emerges simultaneously as a unique national case and as material on which
international principles of art-historical analysis and digital documentation undergo tests
to which they have not previously been systematically subjected.

Keywords: visual practices, artistic heritage, cultural space of Ukraine, digitisation
of culture, museum representation, digital documentation, cultural memory, cultural

heritage protection.
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