
◖ Introduction
Contemporary Ukrainian society is undergoing a rapid 
digital transformation that encompasses not only the 
economic and social spheres, but also culture – in par-
ticular, the visual art. The growing role of the internet, 
mobile technologies, and augmented and virtual reality 
platforms is creating a new exhibition space in which 
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traditional forms of art exhibitions are being supple-
mented or replaced by virtual formats. In this context, 
virtual exhibition formats serve not merely as a tool 
for displaying artworks, but as a vital link in cultural 
communication – a means of accessing, engaging with 
and interpreting art on both a global and local scale.  
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Thus, a review of contemporary research has shown 
that virtual exhibition formats serve not only as a tool 
for promoting Ukrainian art, but also as a mechanism for 
creating an interactive and emotionally rich experience 
for viewers. They foster a deeper understanding of ar-
tistic content, shape new cultural discourses and open 
up additional opportunities for disseminating Ukrainian 
cultural heritage globally. Thus, the integration of digital 
technologies into artistic practices not only changes the 
way works of art are perceived but also stimulates the 
development of new methodologies for cultural com-
munication and education. The aim of this article was to 
examine the characteristics of virtual exhibition formats 
in cultural environment of Ukraine and to assess their 
impact on the promotion of visual art, particularly on the 
ways in which artworks are accessed, engaged with and 
interpreted in the digital environment.

◖ Маterials and Methods
The research methodology was based on the integrat-
ed application of several academic approaches, which 
enabled a comprehensive analysis of virtual exhibition 
formats in the context of promoting Ukrainian visual art. 
A cultural studies approach was used to examine virtual 
exhibitions as a phenomenon of contemporary culture, 
shaping new models of interaction between art and the 
audience. This was important for determining how the 
digital environment influences the processes of percep-
tion, interpretation and aesthetic evaluation of works of 
art. A comparative approach was applied to analyse dif-
ferent formats of virtual exhibitions: 3D tours, VR exhi-
bitions, AR enhancements and multimedia galleries. The 
comparison was carried out according to criteria of inter-
activity, accessibility, aesthetic quality and communica-
tive effectiveness, which made it possible to identify the 
advantages and limitations of each format in the context 
of representing Ukrainian art. A structural-functional 
approach enabled an analysis of the architecture of vir-
tual exhibition platforms, identify key elements of their 
organisation (navigation, interface, multimedia content) 
and determine the functions performed by virtual ex-
hibitions within the system of cultural communication. 
The historical-logical approach was applied to study the 
evolution of forms of art representation in the digital en-
vironment and to identify trends in the development of 
virtual exhibition practices in Ukraine, particularly in the 
context of the COVID-19 pandemic (2020-2021) and 
Russia’s full-scale invasion of Ukraine (since 2022). The 
empirical basis of the study consisted of virtual projects 
by leading Ukrainian cultural institutions, selected ac-
cording to criteria of representativeness, technological 
diversity and cultural significance. The “Masterpieces of 
NAMU” 3D tour and the “Ukrainian portrait of the 17th-
20th centuries” exhibition by the National Art Museum of 
Ukraine on the eMuseum.online platform were selected 
as exemplary cases of the application of three-dimen-
sional visualisation technologies for the representation 

Research by K.  Liang & L.  Kornytska  (2025) showed 
that, as of 2025, there was no full understanding of the 
role of virtual galleries in the presentation of art and 
their long-term sustainability.

Between 2020 and 2025, virtual exhibition formats 
increasingly gained significance as a powerful means of 
promoting Ukrainian visual art. In particular, O. Leniven-
ko & O.  Sydorenko  (2023) emphasised that the intro-
duction of virtual 3D galleries using augmented reality 
technologies creates opportunities for visitors to inter-
act with exhibits. Supporting this view, S.  Leontyev  et 
al.  (2021) demonstrated that digital technologies are 
significantly transforming the presentation of contem-
porary Ukrainian art, using the Shevchenko National 
Reserve as an example, thereby not only broadening 
access to cultural heritage but also stimulating cultural 
communication between different categories of visitors. 
Researcher T. Mironova (2021) explored the potential of 
virtual and augmented reality in the works of contempo-
rary Ukrainian artists, emphasising the ability of these 
technologies to create new sensory and emotional ex-
periences, which, in turn, deepened the viewer’s inter-
action with the artwork. Meanwhile, K. Stoykova (2023) 
expanded on this thesis by analysing the presentation of 
art in the postmodern information space and emphasis-
ing that the interaction between technological solutions 
and cultural meanings determines the nature of the per-
ception of contemporary art, shaping a specific way of 
understanding it within society.

One of the central aspects in this field has been the 
influence of immersive technologies on the perception 
of art, as detailed by S. Rusakov (2023). The author em-
phasised that the use of VR and AR allows for a deeper 
immersion in the exhibition space, which stimulates visi-
tors’ emotional responses and facilitates a more compre-
hensive understanding of artistic content. Researcher 
S.  Batsenko  (2021) examined the theoretical founda-
tions of immersive environments, demonstrating that 
the integration of VR/AR into artistic practices opens up 
new horizons for the creation of interactive experiences 
and the development of innovative methods of commu-
nication in the cultural sphere. V. Volynets  (2021) em-
phasised that the integration of virtual and augmented 
reality into art significantly increases the accessibility 
of cultural products and helps to expand the audience, 
which is an important aspect of the democratisation of 
cultural content. Furthermore, R.A. Widjono (2020) in-
vestigated the user experience in virtual galleries and 
demonstrated that digital formats not only improve the 
process of learning and assimilating artistic material but 
also stimulate a deeper and more conscious perception 
of works of art. An analysis of multimedia gallery design 
processes conducted by E.A. Sharji et al.  (2023) led to 
the conclusion that a well-designed interface and struc-
tured content layout are critical for attracting and retain-
ing visitors’ attention, thereby enhancing the effective-
ness of cultural communication.
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of classical Ukrainian painting. The 3D reconstruction of 
the exhibition “Kola Silvashi” at the M17 Centre for Con-
temporary Art in 2024 was included as an example of 
preserving the curatorial vision of a large-scale art event 
through photogrammetry. The VR project “War up close” 
(2024-2025) was selected as a unique case of the appli-
cation of immersive technologies to document the con-
sequences of Russian aggression and shape collective 
historical memory. The sources of information includ-
ed materials from international scientific and practical 
conferences, in particular research data by S.  Batsen-
ko (2021) and A. Alfyorov (2022), as well as official web-
sites of museums and cultural organisations in Ukraine, 
including the Emuseum portal  (n.d.b), the eMuseum.
online platform (Litvinets  et al.,  2024; Plishchenko  et 
al., 2025) and the MinCult page (2025), from which data 
was obtained regarding the number of digitised exhibits, 
attendance at virtual tours and the technical parameters 
of the implemented projects.

◖ Results and Discussion
The current trend towards the virtualisation of Ukrainian 
art exhibitions is creating a convergent space in which 
technological, cultural and ethical dimensions mutually 
reinforce one another, forming a new ecosystem for ar-
tistic presentation. From a technological perspective, the 
use of augmented (AR) and virtual (VR) reality not only 
reinterprets visual space but transforms the ontology of 
the art object itself, constructing 3D galleries that extend 
far beyond the boundaries of traditional museum infra-
structure. For example, the eMuseum.online platform – a 
Ukrainian project designed to ensure the digital presence 
of museums online and provide tools for creating inter-
active exhibitions – offers users the opportunity to view 
virtual tours, including of the halls of the National Art 
Museum of Ukraine, both via a classic web interface and 
through VR headsets (Litvinets et al., 2024). The virtual 
exhibitions include 3D models, audio guides, high-quality 
images of exhibits and even interactive elements, allow-
ing visitors to immerse themselves in cultural heritage 
without physically being present in the museum.

In the “Masterpieces of NAMU” project – a virtual 
exhibition of key works from the National Art Museum 
of Ukraine – users can explore paintings by Oleksandr 
Murashko, Oleksandr Bohomazov, Oleksandra Exter, Da-
vid Burliuk and other prominent artists in a digital envi-
ronment that enables close visual examination, scaling 
of artworks and navigation through a three-dimensional 
space (Litvinets et al., 2024). Part of the exhibition is de-
signed for VR viewing, creating a sense of deep presence 
and “physical” proximity to the works. At the level of vir-
tual space design, the architecture of navigation, the in-
terface, and interaction with the viewer are crucial. This 
architecture determines how effectively users can “wan-
der” through 3D galleries, switch between rooms, inter-
act with objects, and trigger audio or text descriptions. 
The design of such environments must take into account 

UX/UI elements that ensure intuitiveness, minimal cog-
nitive load and aesthetic appeal. For example, research 
by Q. He & D. Kosenko (2025) demonstrates how digital 
technologies in exhibition spaces transform artistry and 
the visitor experience: the design of multimedia, immer-
sive environments aims not simply to replicate an offline 
museum, but to create new layers of meaning through 
interactivity and multimodality.

Immersive technologies change the viewer’s status: 
they cease to be a passive recipient and are given the 
role of an active agent who shapes their own experi-
ence through navigation, the selection of focal points, 
and the interpretation of meanings. Such immersion 
makes it possible to experience an artwork not only 
visually but also epistemically through what may be 
described as deep cognitive interaction, in which au-
diences do not simply observe but construct their own 
internal narratives and interpretations. In the Ukrainian 
context, K. Liang & L. Kornytska (2025) point out that, 
thanks to VR and AR, artistic objects are transformed 
into “simulacra”: they are no longer static artefacts, but 
are dynamically interpreted by each viewer depending 
on their route, choices and experience. In a theoreti-
cal sense, such transformations are supported by the 
research of artists and scholars who analyse the struc-
ture of Ukrainian immersive environments. For exam-
ple, V. Klivak (2022) examines how the design of virtual 
exhibitions represents space in a way that stimulates 
educational interaction and aesthetic immersion. The 
authors noted that the navigational configuration of 
the halls, transitions between exhibits and visual cues 
can significantly influence the way in which the viewer 
constructs meaning. Also, O. Chepelyk (2021) analyses 
the use of WebXR, Mozilla Hubs and other VR environ-
ments by Ukrainian artists: the author demonstrates 
how virtual spaces with multiple sensory layers (sound, 
colour, form) encourage experimental thinking, becom-
ing mental “testing grounds” for the creation of new 
artistic narratives. At the same time, these technologi-
cal and cultural shifts give rise to ethical dilemmas. The 
first is the issue of copyright: if artworks are replicated 
in digital space, does the artist have full control over 
these copies? Can users alter the composition, scale or 
navigation of the virtual space, thereby changing the 
original artistic concept? The second is the issue of pri-
vacy: immersive environments often collect data on the 
user’s movements, gaze direction and reactions (par-
ticularly when VR headset sensors are used).

Another ethical consideration is accessibility. Whilst 
VR galleries have the potential to broaden their audi-
ence, they can also create new barriers: not all viewers 
have access to VR headsets or devices powerful enough 
to interact effectively with 3D models and immersive 
spaces. In the Ukrainian context, this issue becomes 
particularly relevant due to socio-economic imbalances: 
to make digital culture more inclusive, one of the most 
practical solutions is the use of AR or WebXR, which 
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works in a web browser or on mobile devices, but this 
requires striking a balance between visual quality and 
performance. Beyond theoretical and ethical considera-
tions, Ukrainian institutions are already actively experi-
menting with practical applications of virtualisation. For 
example, eMuseum is a project dedicated to digitising 
collections, creating 3D models and virtual tours (Emu-
seum, n.d.b). As part of this project, the “Kola Silvashi” 
tour, virtual scans of ceramic works, and VR exhibitions 
dedicated to cultural heritage and historical themes have 
been realised (Fig. 1).

creation of a fully immersive space. Hundreds of cap-
tured angles, meticulous architectural modelling and 
the implementation of an interactive interface enable 
online visitors to move freely through the exhibition 
halls, view the works from various distances, access 
information materials and thus recreate the flow of 
movement intended by the exhibition’s curator. Recre-
ating the structure of the route, the spatial arrangement 
of the works, and the integrity of the exhibition con-
cept is particularly important from the perspective of 
analysing contemporary museum practices, as it allows 
to grasp the interpretative framework proposed by the 
exhibition organiser (Plishchenko et al., 2025). A sig-
nificant aspect of this digital reconstruction is its ability 
to convey the emotional and atmospheric dimension of 
the exhibition. At the centre of the artistic concept lies 
the distinctive colour tone known as “Szilvashi Blue”, 
which dominates the installation on the ground floor. 
In the digital version of the exhibition, this colouristic 
emphasis is preserved with high precision, allowing the 
online viewer not only to explore the space but also 
to experience the visual core of the artistic concept. 
Thus, the three-dimensional model serves not merely 
as a means of information transmission, but as a ful-
ly-fledged aesthetic environment in which the artist’s 
and curator’s vision is realised.

The digital format, created in accordance with the 
ICOM International Committee for the Training of Per-
sonnel (ICTOP) (1997), is of particular significance for 
the Ukrainian art context, which operates under con-
ditions of war and the growing risk of losing physical 
objects. In this case, 3D reconstruction serves to pre-
serve, archive and ensure accessibility – properties that 
are becoming strategically important for institutional 
memory and research work. The digitised works of Sil-
vashi and 86 other artists featured in the project are 
now accessible to students, researchers, curators and 
a broad international audience (Emuseum,  n.d.a). The 
virtual version of the exhibition serves as an example 
of how digital solutions can ensure the sustainability of 
cultural infrastructure. Despite the conclusion of the 
physical exhibition, its content, aesthetics and educa-
tional potential remain accessible in a format that is not 
subject to geographical or temporal constraints. This 
transforms the digital exhibition into an autonomous 
cultural entity that continues to fulfil educational and 
art-historical functions. The availability of the project 
in 3D format creates conditions for a broader apprecia-
tion of the work of one of the most influential abstract 
artists in contemporary Ukraine and demonstrates that 
art can retain its visibility, significance and dynamism 
even in times of crisis. In this light, the virtual recon-
struction of “Kola Silvashi” can be viewed as a concep-
tual model of a new form of museum communication, in 
which digital space does not so much replace the phys-
ical as complement and extend its existence. It serves 
as proof that art is capable of taking on new forms 

Figure 1. Virtual tour and 3D scanning of exhibits  
as part of the eMuseum “Kola Silvashi” project

Note: a – virtual tour of the “Kola Silvashi” exhibition galleries, 
b  – 3D scanning of ceramic works. Photo by R.  Synhaievskyi
Source: Emuseum (n.d.a)

The creation of the virtual exhibition “Kola Silvashi” 
demonstrates the potential of digital technologies as a 
tool for preserving and presenting artistic events in a 
format that comes as close as possible to the experi-
ence of being physically present. The three-dimen-
sional reconstruction, created using photogrammetry 
and 3D scanning, covers all five floors of the Ukrainian 
House where the exhibition took place, enabling the 

a

b
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of presence, and that digital tools can be an effective 
means of preserving cultural memory and ensuring ac-
cess to it even in the most challenging socio-historical 
conditions. In May 2025, as part of the celebrations for 
Europe Day, the National Museum of Ukrainian His-
tory added an exhibit to its collection that embodies 
contemporary trends in the digital representation and 
documentation of historical events. This is a pair of VR 
glasses, which were a key tool in the creation and pres-
entation of the internationally renowned virtual project 
“War Up Close” (Fig. 2).

viewers to “immerse” themselves in the scene of destruc-
tion and feel the scale of the tragedy. Technically, the pro-
ject is based on high-quality photogrammetry, spherical 
video recording and processing in 8K format, ensuring 
maximum detail and realism. A distinctive feature of the 
project is that the viewer does not simply observe the de-
struction, but hears the voices of witnesses – recordings 
of interviews with residents of the occupied territories, 
military personnel and volunteers. This combination of 
visual immersion and audio testimonies creates a power-
ful emotional impact, transforming the virtual exhibition 
into a tool for preserving historical memory. The project 
has already been presented at international forums in 
Brussels, Berlin, Warsaw, Vilnius and Botswana, where it 
resonated strongly with Western audiences. This project, 
aimed at documenting and reflecting on the experience 
of Russia’s full-scale war against Ukraine (since 2022), 
uses immersive technologies to provide the viewer with 
an experience of the events that is as close to reality as 
possible. The transfer of the VR headsets to the museum 
was made possible thanks to the collaboration between 
the non-governmental organisation “eMuseum” and the 
project’s co-founders, D.  Matiash and O.  Syvak, Am-
bassador Extraordinary and Plenipotentiary of Ukraine 
to the Republic of Botswana. The incorporation of VR 
headsets into the museum’s permanent exhibition has 
a dual significance. Firstly, it symbolises the expansion 
of the boundaries of traditional museum practice, where 
virtual exhibition formats are recognised as fully-fledged 
carriers of cultural and historical information. Secondly, 
it demonstrates the willingness of Ukrainian museums to 
work with innovative technologies, creating new chan-
nels of interaction with the audience, particularly young 
people, who perceive digital forms of representation as 
natural and intuitive.

Another example of a virtual exhibition is the 
project “Ukrainian portrait of the 17th-20th centuries” 
(2023-2024) on the eMuseum.online platform  – a 
large-scale digital reconstruction of one of the most 
significant exhibitions of the National Art Museum of 
Ukraine. The exhibition features over 150 portraits 
spanning from the Cossack era to modernism, includ-
ing works by T. Shevchenko, I. Repin, M. Boichuk and 
O. Murashko. The virtual format allows visitors to ex-
amine the paintings in detail, with the option to zoom 
in to the level of brushstrokes, as well as to access in-
depth information on the technique, history of creation 
and biographies of the subjects. Of particular value is 
the audio guide, narrated by professional actors and art 
historians, which accompanies the tour of each gallery. 
An interactive exhibition map allows visitors to choose 
their own route  – chronological, stylistic or themat-
ic – providing a personalised experience for different 
categories of visitors. The virtual tour recreates this 
landmark historical exhibition and gives users the op-
portunity to explore stylistic and temporal changes in 
art (Fig. 3).

Figure 2. The VR component of the virtual exhibition 
“War Up Close”, integrated into the permanent 

exhibition of the National Museum  
of the History of Ukraine

Source: a  – VR content from the exhibition depicting the 
destruction caused by the war, b – VR headsets on display as a 
museum exhibit. Photo by M. Omelchenko
Source: Emuseum (n.d.c)

The VR project “War Up Close”  (2024-2025) is a 
unique example of the use of immersive technologies 
to document and reflect on wartime events. The project 
features 360-degree panoramas of Ukraine’s devastated 
cities  – Mariupol, Irpin, Bucha and Kharkiv  – allowing 

a

b
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The exhibition lasts approximately 30 minutes and 
involves navigating between galleries, zooming in on 
paintings and audio tours – all of which create a com-
prehensive digital immersion. From a technological per-
spective, it is also important to consider the prospects 
for further development. For example, international 
researchers propose solutions such as “generous inter-
faces”  – interfaces that place the user’s embodiment 
at the centre of the experience, encouraging them not 
only to look but also to “feel” the space, alter its con-
figuration, and create personalised routes (Sharji  et 
al.,  2023). Furthermore, cultural heritage researchers 
are focusing on new approaches to 3D modelling. E. Su-
giarto et al. (2019) presented a system that supplements 
VR viewing of artefacts with haptic feedback, which 
significantly enhances sensory perception and the ex-
perience of virtual interaction with the object. Overall, 
the approaches outlined represent a vision of the future 
where digital reproduction becomes not merely visual 
but multisensory, and can be adapted for Ukrainian mu-
seum practice. However, in practice, the main challenge 
remains the consolidation of approaches: how to move 
from sporadic virtual experiments to systematic integra-
tion into museum strategies. It is necessary to develop 
unified standards for 3D modelling (geometry, textures), 
navigation, and UX/UI templates that take into account 
different levels of technical accessibility. It is equally 
important to create metrics for assessing effectiveness: 
not just the number of views or time spent, but also em-
pirical indicators of engagement (both emotional and 
cognitive), trust in digital renderings, and the degree of 
authenticity of the experience.

Thus, the functioning of virtual exhibitions raises 
questions of communicative effectiveness and engage-
ment: unlike traditional galleries, online audiences can 
become more active (commenting, interacting, partici-
pating in thematic communities), but at the same time 

may lose the sense of authenticity or “rituality” of vis-
iting an exhibition. A.  Alfyorov  (2022) noted that vir-
tual formats sometimes suffer from a lack of a “ritual” 
component, which in physical museums or galleries 
forms an important connection between the artwork, 
the space and the viewer. Given the complex social and 
political conditions in Ukraine  – in particular, the war, 
the pandemic, and limited physical access to cultur-
al institutions  – virtual exhibitions are becoming not 
merely an alternative, but a vital means of preserving, 
documenting and promoting cultural heritage. Digital 
platforms, 3D tours and virtual tours are already being 
used as adaptive solutions: they provide access to art 
collections even when physical spaces are inaccessible 
(MinCult, 2025). Nevertheless, this role requires further 
systematic reflection: to what extent such formats are 
capable of replacing or complementing traditional exhi-
bitions, and what challenges they pose for issues such as 
preservation, funding and audience engagement.

The virtualisation of exhibition practices raises 
questions of ethics, copyright, accessibility and inclusiv-
ity. The shift to digital formats signifies not only the rep-
resentation of art, but also a transformation in the ways 
it is created, disseminated and perceived. From a scien-
tific and theoretical perspective, this raises questions 
about the model of interaction between the artist, the in-
stitution and the viewer: who controls the content, who 
determines the order of display, how is the authenticity 
and reliability of digital replicas guaranteed, and how is 
artistic value preserved in “digital copies”? From a prac-
tical perspective, the development of virtual formats for 
art exhibitions involves key tasks: developing standards 
for organising virtual exhibition events; implementing 
analytical methods to assess the engagement and im-
pact of such exhibitions; establishing funding models 
for virtual galleries; and integrating digital platforms into 
the overall strategy for cultural management in Ukraine. 
Although virtual exhibitions have enormous potential – 
they open up new horizons in access to art, overcome 
barriers related to geography and crises, offer an inter-
active experience and promote inclusivity. The lack of 
uniform standards for the digital representation of art-
works means that there are no valid models for assessing 
the impact of virtual exhibitions on audiences.

R. Parry (2010) conceptualised the digital transfor-
mation of museums as a paradigm shift in cultural com-
munication, creating new forms of interaction between 
the institution and its audience. Researchers S. Sylaiou et 
al. (2010) demonstrated a positive correlation between 
the sense of presence in a virtual museum and visi-
tor satisfaction levels, confirming the effectiveness of 
VR technologies in enhancing audience engagement. 
M. Trunfio & S. Campana (2020) proposed a conceptu-
al model of the visitor experience in mixed reality envi-
ronments, which can be adapted for Ukrainian museum 
practices. Research by J.H. Falk & L.D. Dierking  (2016) 
highlighted the importance of contextual factors in the 

Figure 3. Virtual exhibition “Ukrainian portrait  
of the 17th-20th centuries”

Note: general view of the virtual gallery displaying the portraits
Source: based on Yu. Litvinets et al. (2024)
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museum experience, which is particularly relevant for 
the design of virtual exhibitions in wartime conditions, 
when the physical context of a visit changes significantly. 
The systematic review by M.K. Bekele  et al.  (2018) on 
the application of augmented, virtual and mixed reality 
technologies for cultural heritage provided a methodo-
logical framework for evaluating Ukrainian projects and 
identifying directions for their further development. 
Thus, virtual exhibition formats in Ukraine are not mere-
ly a technological addition to traditional museums, but 
a strategic tool for cultural transformation. They open 
up new avenues of access to heritage, contribute to the 
formation of contemporary narratives, and enhance ed-
ucational and social potential, but require systematic re-
flection, standardisation and an ethical approach.

◖ Conclusions
Research has shown that virtual exhibition formats are 
becoming one of the key tools for promoting Ukraini-
an visual art in the current climate. Their significance is 
growing not only due to technological capabilities, but 
also because of the public need for accessible cultural 
content, which is particularly important during Russia’s 
full-scale war against Ukraine (since 2022), when phys-
ical exhibition spaces operate with restrictions or be-
come inaccessible. The “Masterpieces of NAMU” project 
demonstrated the potential of 3D tours in disseminating 
knowledge about Ukrainian classical art, providing an op-
portunity for a detailed study of the works of Oleksandr 
Murashko, Oleksandr Bohomazov, Oleksandra Exter and 
David Burliuk. The virtual reconstruction of the “Kola 
Silvashi” exhibition demonstrated how digital technolo-
gies can preserve the integrity of the curatorial vision 

and convey a unique colouristic concept even after the 
physical exhibition has ended. The VR project “War Up 
Close” served as an example of the application of im-
mersive technologies for documenting historical events 
and shaping collective memory. An analysis of Ukrainian 
projects – from 3D tours and digital reconstructions to 
VR exhibitions – demonstrated that these formats fulfil 
several important functions at once: they provide safe 
access to art, generate interest among an internation-
al audience, contribute to the preservation of cultural 
heritage, and create new opportunities for interpreting 
works. Furthermore, they demonstrate that the digital 
environment can not only replicate a real-life exhibition 
but also offer its own unique ways of engaging with ar-
tistic material. The findings of this study have highlight-
ed the need for further research into developing unified 
methodological approaches to archiving virtual exhibi-
tions and integrating such formats into the educational 
programmes of art institutions and museums. It is also 
important to analyse interdisciplinary research into the 
impact of VR and 3D exhibitions on the perception of 
art by different groups of viewers, which creates a new 
ecosystem for the promotion of Ukrainian art and the 
expansion of its presence in the global cultural sphere.
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Віртуальні виставкові формати  
в популяризації образотворчого мистецтва України

◖ Анотація. Метою дослідження було проаналізувати еволюцію форм репрезентації українського 
образотворчого мистецтва в умовах інтеграції цифрових платформ та імерсивних технологій у музейну 
практику. У роботі було зроблено акцент на виявленні того, як VR, AR, WebXR, мультимедійні інтерфейси та 
3D-реконструкції переформатовували комунікативні контури мистецького простору, впливали на когнітивно-
емоційний досвід користувача та генерували нові моделі взаємодії аудиторії з художніми артефактами. 
Методологія дослідження базувалася на синтезі культурологічного, компаративного, структурно-
функціонального та історико-логічного підходів, що дозволило реконструювати мультиплексні зв’язки між 
технологічними інноваціями, естетичними трансформаціями та етичними імперативами в процесі віртуалізації 
виставкових практик. Такий методологічний фокус дав змогу простежити, як цифрові середовища формують 
когнітивні й сенсорні моделі сприйняття художнього твору, а також як вони трансформують традиційні схеми 
інтерпретації та естетичної оцінки. У дослідженні було проаналізовано такі українські проєкти: віртуальний 
тур «Шедеври NAMU» Національного художнього музею України, 3D-реконструкція виставки «Кола Сільваші», 
VR-проєкт «Війна впритул», а також експозиція «Український портрет XVII-XX століть» на платформі eMuseum.
online. Також, було деталізовано функції AR/VR-платформ у формуванні інтерактивного, адаптивного досвіду 
користувача, виявлено особливості емоційно-когнітивної взаємодії з віртуальним середовищем, а також 
систематизовано правові та етичні виклики, що виникають у контексті оцифрування мистецьких об’єктів. 
Аналітичне осмислення сучасних віртуальних експозицій засвідчило, що цифрові технології стали не лише 
репрезентативним інструментом, а й каталізатором інклюзивності, демократизації доступу та забезпечення 
збереження культурної пам’яті. Віртуальні виставки набули статусу автономних, самодостатніх культурних 
екосистем, що доповнили фізичну музейну інфраструктуру та забезпечили безперервний доступ до контенту 
незалежно від географічних, часових і соціально-економічних обмежень. Розвиток цих форматів став 
важливим для генерації нових стратегій музейної комунікації, сприяв міжнародній репрезентації українського 
мистецтва та створив базис для вдосконалення етичних, технологічних і методологічних стандартів цифрової 
культурної спадщини

◖ Ключові слова: віртуальні експозиції; цифрова культурна екосистема; VR/AR платформи; Web Extended 
Reality; 3D-репрезентація; художнє надбання України
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