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The article examines the role of art exhibitions in popularising emotionally expressive art forms. It identifies emotions
and feelings as a part of mental activity in all its forms. Art is noted as an expression of intuition, an objectification
of mental activity.

The study pays attention to the analysis of the viewer's aesthetic encounter with a work of art, which is a personal,
unique experience resulting from interaction between a particular work of art and a personality. According to Richard
Lazarus's concept, the paradoxes of art perception are revealed. The first one is the viewer's perception of the visual
characteristics of a work of art, including its color, contrast, and symmetry. The second is that the artist transmits his or
her understanding of emotions to the viewer.

Both traditional galleries and virtual exhibitions have the unique power to capture the public's imagination and
change the way the viewer perceives art. No other public communication event can achieve such a result.

Based on Paul J. Sylvia's theory of aesthetic emotion evaluation, PhD, the author analyses the emotional response
to art, which is rooted in the human evaluation of events or objects. The author explains that due to art's communicative
and expressive nature, viewers expect a certain level of correspondence between the emotional characteristics of works
of art and the emotions they experience.

It is revealed that the physical context in which works of art are presented affects the aesthetic experience, so the
organisation of exhibitions is carefully thought-out to accurately reflect the historical style, period, and theme of art. It is
proved that the aesthetic experience in museums is the result of the totality of the viewed works of art, not the effect of
individual works.

The interaction between the artist and the curator in galleries and their explanation of the peculiarities of emotional
perception of works is analyzed. The author points out the current importance of using technology at art exhibitions to
increase the aesthetic pleasure of their visitors. The importance of dynamic visual presentations on various platforms
where the artistic audience can be involved and integrated into the contemporary artistic environment is emphasized.
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POJIb MUCTEILKUX BUCTABOK Y O YJIAPU3ALIIT
EMOIIIMHO BUPASHUX XYJIOXKHIX ®OPM

Y cmammi docnidoiceno pons mucmeybkux 6UCMagox y RORYAApU3AYii eMoyitino GUPAZHUX XYOO0JICHIX opm. Axmya-
J3YEMbCSL NPOOIEeMAa eMOYitl ma 8I0UYMMI6 K YaCMUHU PO3yMosoi disibHocmi 8 ycix it popmax. 3aznaueno, wo mucme-
YmMe0 € UPAdICeHHAM THMYIYil, 00 exmusayicro po3ymosoi OisLIbHOCI.

YV 0ocnioscenni npudineno ysaey ananisy ecmemuynoi 3ycmpiui ensoaua 3 meopom MUCmMeymad, uo € 0CoOUCmuM,
VHIKAIbHUM O00C8I00M, De3VIbinamom 83aeMOoO0Il MidxC KOHKpEemHUM MEOpoM mucmeymea ma ocobucmicmio. Posxpu-
Mo napaookcu CNpuliHAmMms mucmeymea 3a Kouwyenyiero Piuapoa Jlazapyca. ¥ nepwiomy eusnauaemscs ocobucmicHe
CNPUTIHAMMSA 8i3YANbHUX XAPAKMEPUCMUK MBOPY MUCeymed 21a0aiem, 8KAI0Yaiouy 1020 Kouip, KoHmpacm i cume-
mpito. Jlpyauil, o XyO00dCHUK MPAHCTIOE GIACHE POYMIHHS eMOYill 2A0aYY.

3’acosano, wo Ak mpaouyiuni eanepei, max i 8ipmyanbHi GUCIABKU MAIOMb YHIKALbHY CULY He Julie 3aX0NTo8amu
ya8y nyoOniKu, ane U 3MiHIO8amu me, AK na0ay cnputimae mucmeymeo. Hazonoweno, wo scooden inwuti nyoniyHuil 3axio
KOMYHIKayii He Modice 00ca2muy maKozo pe3yibmamy.

Ha ocnoei meopii oyinku ecmemuunux emoyiii 0okmopa @inocoghii Ilona /icess Cinwgii npoananizoeano emoyiiny
Peakyio Ha MUCmeymeo, wo SKOPIHeHAa 8 TOOCbKIU OYiHyl noditi uu npeomemis. Tlosicneno, wjo wepe3 KOMYHIKAmueHy
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ma ekcnpecugHy npupoody MUcCmeymed, 210a4i OUiKyomb Ne6HO20 PIGHs GIONOBIOHOCIIE MIJIC eMOYIUHUMU XAPAKMEPUC-
MUKamu meopie Mucmeymea ma eMoyisamu, siKi 60HU 8i0YY8arOMy.

Poskpumo, wo @izuunuii konmekcm, y SAKOMY npeocmagieHi meopu MUcCmeymed, niuede Ha eCmemuitull 00ceio,
MoMy 0p2aHi3ayisi GUCIABOK — PEMelbHO npooymMana poboma, 3a01s RPasouso20 6i00OPANCEHHS iICMOPULHO20 CIUIIO,
nepiody ma memu mucmeymea. [logedero, ujo ecmemuuHuii 00C6i0 y My3esx € pe3ynomamom CYKYRHOCI NepecnsaHymux
meopie mMucmeymaa, a He egheKmom oKkpemux meopie.

Ilpoananizosana 63aemMo0isi XyOOJUCHUKA MA Kypamopa 8 2anepesx, ix nosACHeHHs 0coOnusocmeil eMoyitino2o cnputi-
HAmms pobim. Brazana cyyacna easxicaugicms 6UKOPUCMAHHS MEXHOL02IYHO20 haKmopa Ha XyOOUCHIX GUCTNABKAX, 34015
niosUU eHHs eCMemUYH020 3a0080eHHs C80IX 6i06i0y8ayis. Haconowieno npo asxiciugicme OUHAMIYHUX GI3VATLHUX Npe-
senmayiti Ha pisHux niam@popmax, oe MucmeysbKa ayoumopis moxce 6ymu 3aiyyena ma iHmezpoeana @ cyiache Muc-

meybKe cepedoguuye.

Knrwouosi cnosa: emoyiiina supasHicmy, Cy4acHuil ACUBONUC, XYOOXCHI GUCMABKU, (inocodis mucmeymsa, ecmemuy-

HUll 00CEI0.

Problem statement. Since painting is a traditional
art form and plays a significant role in contemporary
visual culture, it requires artists to be able to present
their works in public, involving the audience in their
perception and evaluation. Since ancient times, paint-
ing has been a way of expressing the artist's personal
emotions and aesthetic feelings. It is worth noting that
philosophical ideas inspire modern and postmodern
painting. The aesthetics of contemporary painting
tends to shift towards the internal logic and structural
relationships of works with emotionally expressive
forms, so the perspective of subjectivity in contem-
porary painting has also shifted towards expressing
one's own will.

Literature review. It is a well-known fact that
works of art express the feelings and emotions the
author has put into them. As T. Mironova notes: ‘The
work is perceived first at the emotional level, and
then — after leaving the virtual space — at the ontolog-
ical level’ (Mironova, 2021). The problem of feelings
is significant in the philosophical science of aesthe-
tics. Feelings are part of mental activity in all its forms.
It should be noted that art is an expression of intui-
tion, an objectification of mental activity. Scientists
of different generations have studied the peculiarities
of art perception's emotional and sensual components.
In his Three Lectures on Aesthetics, the English phi-
losopher Bernard Bozanquet developed the idea of
defining feelings by expressing one's problems. Art
is a way of expression in which ‘feelings are embo-
died’. The American philosopher Susanne Langer, in
her work ‘Sensation and Form,” revealed the theory
of symbolism as a systematic, comprehensive theory
of art applied to painting, sculpture, architecture, lit-
erature, music, dance, drama, and film. The researcher
noted the intuitive knowledge of feelings and emo-
tions that only art forms can convey.

The purpose of the article is to determine the role
of art exhibitions in the popularisation of emotionally
expressive art forms.

Presentation of the main material. According
to scientists, emotions are subjective reactions to the

ISSN 2308-4855 (Print), ISSN 2308-4863 (Online)

environment, accompanied by organic, physiological,
and endocrine changes of innate origin (Chang, 2020)
and arising suddenly in violent and temporary crises
(Greenberg, 1995). Various studies by psychologists
prove that emotions are influenced by motivational
systems with behavioral, experiential, and cognitive
mechanisms.

It is generally accepted that an artist is a creative
person who can solve problems creatively through art
and work on important social issues using creative
methods and techniques. Imagination, as the core of
creativity, helps artists express their feelings. Emo-
tional creativity is the main example of the social
constructivist view of emotions (Gonzalez-Zamar,
Abad-Segura, 2021). The relationship between emo-
tions and creativity is complex and ambivalent. Emo-
tional creativity belongs to a cognitive ability, not just
due to adding emotions and creativity. An artist's skill
depends on expressing original, authentic combina-
tions of emotions.

It is worth emphasizing that well-planned art exhi-
bitions can evoke a whole range of feelings in their
viewers. Researchers divide the senses into separate
types: exteroceptive sensations, through touch; inter-
oceptive sensations, internal feelings of fatigue or
energy, goosebumps, trembling or hair standing on
end, tearing; proprioceptive sensations, sensations of
movement, resistance, acceleration, and deceleration;
senses of imagination, including feelings of empathy
(Gonzalez-Zamar, Abad-Segura, 2021).

As outlined above, the senses can be stirred by a
good exhibition, which is the main public function of
a museum. Exhibitions are high-profile events that are
associated with advertising, media coverage, social
media campaigns, and direct marketing. Exhibitions
are more visible than major acquisitions, publica-
tions, research, and educational programs.

An aesthetic encounter with art is a personal, unique
experience that results from the interaction between a
particular work of art and a person. Richard Lazarus
sees two paradoxes in this. The first paradox is that
people similarly process visual information because
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they have the same neurobiological systems and, in
turn, similar perceptual and cognitive behavior. When
people first encounter a work of art, they perceive the
visual characteristics of the work of art, including its
color, contrast, and symmetry. The second paradox is
that visual art, like music and literature, is an expres-
sive, communicative medium. Artists are intentional
in their works: painters paint, sculptors sculpt, and
performers perform to convey an idea, message, or
emotion or to show something about our world in a
new way (Lazarus, 1991).

Thus, the meaning or idea of the work is estab-
lished after the work is completed and remains
unchanged regardless of who the viewer is and when
and where the work is presented. Artworks reflect the
specific communicative intent of the artist. Because
viewers' perceptual, cognitive, and neurobiological
systems are similar, the aesthetic experience of art is
less idiosyncratic than it may seem.

There are two key issues associated with this
feature or lack thereof, Lazuras states, the extent to
which viewers share an aesthetic response to the same
work of art. The first is the question of the uniqueness
of aesthetic experiences, and the second is whether
the viewer is able to capture in his or her experience
what is conveyed by the work of art (Lazarus, 1991).

The physical context in which artworks are pre-
sented also affects the aesthetic experience. The more
intense aesthetic experience in museums may be
because the presentation of artworks and the organi-
zation of exhibitions are carefully designed to reflect
historical styles, periods, and art themes. Thus, the
aesthetic experience in museums may result from the
totality of the artworks viewed rather than the effect
of individual works.
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Emotions play a central role in aesthetic experi-
ence. Scientists argue that emotions are the main fac-
tor that distinguishes the experience of art from the
experience of other, more practical objects. According
to the evaluative approach to emotions, psychologist
R. Lazarus identifies emotions that arise from peo-
ple's evaluation of objects and events. These assess-
ments are largely automatic, subjective, and personal
and depend on the characteristics of the person mak-
ing the assessment and the context of the assessment.
Because evaluations result from a confluence of these
factors, a person can feel different emotions about the
same object or event, and the same object or event can
evoke different emotions in different people.

According to Paul J. Silvia, PhD, the theory of
aesthetic emotion appraisal, emotional reactions to
art, like other emotions, are rooted in human evalua-
tion of events or objects (Silvia, 2005). The appraisal
approach helps explain why our emotional reactions
to works of art can sometimes seem unpredictable
(“This painting used to make me happy, but now it
makes me anxious”) (Silvia, 2005) and why certain
works of art and exhibitions can evoke different emo-
tional responses.

Because many factors influence people's appre-
ciation of art, emotional responses to art can seem
very capricious. However, because of the commu-
nicative and expressive nature of art, exhibition
curators and artists should expect a certain level of
correspondence between the emotional character-
istics of artworks and the emotions they evoke and
those experienced by viewers.

The public knows galleries and museums through
their exhibitions, making them a powerful commu-
nication tool. Both traditional galleries and virtual

Fig. 1. Hieronymus Franken Jr. “Cabinet of Curiosities and Picture Gallery”
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exhibitions have the unique power to not only capture
the public's imagination but also to influence change.
No other public communication medium can achieve
this. As Oksana Barshynova, curator and researcher,
notes: “a museum is always a platform for multiple
interpretations and exchange of opinions of different
researchers” (Barshynova, 2020).

The long history of museum exhibitions-from the
“cabinet of curiosities” (fig. 1), (fig. 2) in the eight-
eenth century to the education of the working classes
in the nineteenth century to recent advances in infor-
mal learning proven the continuity of their transform-
ative power. In the book “The Handbook of Museum
Exhibitions” (Piacente, 2022), written by museum
manager Barry Lord, it is noted that museums and
their exhibitions make a positive contribution to soci-
ety and are a driving force in solving society's “wicked
problems.” In many cases, a single art museum will
need a number of permanent collections and tempo-
rary exhibition spaces of varying sizes to house its
collection and fulfill its programmatic needs.

It should be noted that for many artists, the con-
text in which their works are presented is important.
An interesting alternative is non-traditional, indi-
vidualized spaces that consider the relational aspect
of artistic activity and the space for its exhibition.
Almost until the end of the nineteenth century, art was
presented in galleries, where works densely filled the
entire surface of the walls, creating a mosaic set of
various formal artistic solutions enclosed in frames.
Each of them constituted an autonomous, figurative
story, limited by the frame, which made it possible to
receive the work unhindered despite the large accu-
mulation of objects.

...............................................................................

The boundary of the canvas, limited by the frame,
made it impossible to sensually separate them from
the rest of the works. The discoveries of the Impres-
sionists and later formal experiments by artists of the
first half of the twentieth century changed this. For-
mal solutions based on flat surfaces using color and
connecting fields, which required territory space,
replaced perspective-figurative representations of
reality. The need to expose the subjectivity of the
work required a different space for its exhibition, an
environment devoid of any characteristic features.

The emergence of new types of artistic activity
(installations, happenings, performances) has created
the need to redesign the space to open it up to the
recipient, who ceases to be passive and actively par-
ticipates in artistic events. Postmodernism, denying
the concept of neutral space, opens up to the exhibi-
tion model of the last decades of the twentieth century,
taking into account the context in artistic realizations,
which involved the rejection of the principle of pre-
senting art exclusively in galleries in favor of public
places and non-traditional spaces whose main func-
tion was not related to art (Stefanska, 2023). Adapting
existing spaces for art galleries (industrial workshops,
train stations, hospitals, apartments) has taken on a
new meaning (fig. 3).

As a result of these changes, an important theme
in exhibitions has been the involvement of spaces
that are not universal, have specific features, lack the
neutrality of a white cube, and are adapted to present
different types of art in the form of temporary exhibi-
tions. New exhibition strategies blur the boundaries
between the image and the material object so that the
gallery is no longer isolated. Increasingly, the recep-

Fig. 2. The first exhibitions of the Surrealists (1942, New York, USA)
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Fig. 3. The Wynwood Building
Source: photo from https://www.dnbdesigngroup.com/wynwood-building/

Fig. 4. View of the exhibition of graphic works from the series “Black Fields 11”7,
Art Gallery, photo by K. Slachciak
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tion of a work of art is based not on the materiality of
the art object but on the reception of art.

Although the modernist exhibition concept is
isolated from white space, postmodernist measures
related to the use of large glass blur the boundaries
between interior and exterior. These measures attempt
to find references to reality and respond to the need to
find new forms of communication with the recipient
(Stefanska, 2023) (fig. 4).

Some options may include exhibition spaces for
small and medium-sized paintings and sculptures,
architecture, and design with an area of 150-300 square
meters. These can be adjacent or separate rooms;
small intimate exhibition spaces for small paintings,
sculptures, decorative art, photography, and works on
paper with an area of 100-150 sq. m; grand exhibition
spaces for contemporary art, installations, and per-
formance art, large-scale traditional painting, textiles
and sculpture of 500-800 square meters; one special
installation hall of 800-1,200 square meters or more,
which can be used as a hall for temporary exhibitions
and can accommodate a variety of media.

A new exhibition space for art or archives should
be designed to meet the specific needs of the works
(fig. 5). Requirements may include sound, light, and
projection points; the ability to build new enclosures
or modify wall and floor coverings or incorporate live
elements or live performances; and thematic or con-
textual galleries.

A thematic exhibition can vary in format from
a guided tour environment to a curated exhibition
that may include showcases, dioramas, or vignettes.
The exhibition space can vary from 30-50 square
meters in the premises of a historic house museum
to 800 square meters or more in a specially built
museum. Such spaces are increasingly used for
large projects (Piacente, 2022).

Gallery specialists allocate “black box” galler-
ies containing minimal architectural details and
open structures that have “disappeared” due to
matte painting and directional lighting. A separate
space is allocated for children's museums. Interac-
tivity in the children's gallery context is achieved
through multimedia and digital applications.
A safe room for one children's exhibition space is
at least 200-300 square meters. In addition, ded-
icated learning spaces in the exhibition include
research and public areas for better access to the
collections and enhanced learning opportunities.

In order to characterize the emotional expe-
rience of museum visitors, curators sometimes
report on the dominant emotion they felt after
interacting with a work of art or exhibition.
The usual approach of asking visitors to express or
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Fig. 5. The Artmobile mobile art gallery: a cultural
initiative of the Miami-Dade library system (1976)
Source: https://www.wearewaam.org/items/show/883

write down how they feel about what they have just
experienced is problematic for three main reasons.
Firstly, self-reports, especially regarding emotions,
are highly dependent on the verbal abilities of the
individual. Second, because of the wide variety of
possible emotions that can be reported, it is difficult
to determine the exact emotion being felt. Third, self-
reports typically do not provide a standardized way
to measure the intensity of the emotion felt (Chang,
2020). To avoid the problems associated with self-
assessment of emotions, researchers suggest using the
Geneva Wheel of Emotions (fig. 6), which is theo-
retically based on the analysis of emotions. The main
goal is to create a “positive viewer experience,” the
wheel was used in the study to collect empirical data

Fig. 6. Prototype version (Version 1.0) of the GEW

with 16 emotion terms. Bénziger et al. (2005); Tran (2004);

Scherer (2005)
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on people's emotions. This system indicates that some
emotions are better controlled than others. For exam-
ple: “you have very little control over feelings of
surprise or sadness, but you can control your anger”
(Emotion Wheels, 2020). There is also the possibility
of experiencing ‘“no emotions” or “other emotions” —
emotional numbness.

Many artists, when creating art forms, try to surprise
or inspire their viewers. A simple line, gesture, color,
or shape is usually felt instantly, without an immedi-
ate conscious distinction between visual or auditory
sensation. It is more difficult to identify emotions that
require reflection, they are a separate mental phenom-
enon that allow you to feel inspired aesthetic interest.

Conclusions. Thus, one of the aspects of con-
temporary art exhibitions is the popularization of
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emotionally expressive art forms for the sake of
interactive communication between the visitor and
the work. To improve this interaction, artists or
gallery curators often think about explaining the
features of the work to allow the visitor to better
understand the work of art from the original per-
spective of the artist. Visitors to an art exhibition
serve as a guide for the artist in preparing future
exhibitions. It is necessary to point out the cur-
rent importance of using technology at art exhibi-
tions to increase the aesthetic pleasure of visitors.
The importance of dynamic visual presentations on
various platforms, where the artistic audience can be
engaged and integrated into the contemporary artis-
tic environment, is nowadays a necessary supple-
ment for successful creative activity.
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