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A frieze composed of six panels and painted by Feliks Wygrzywalski encircled three walls. The 
compositional layout of its sculptures and paintings is tailored to the structure of the interior and emphasizes the 
room’s characteristic tectonic transparency and precise rhythm. The paintings and bas-reliefs present the 
philosophical reflections on the meaning of life. These are symbolic representations of human existence. They 
constitute the two separate series. However, a visual aesthetic perception is ultimately achieved in unison, thus 
creating a new synthetic and artistic image. Accumulating the functional and aesthetic tasks of architecture, 
monumental art lent a unique artistic quality to this interior. 

The complex of the Т. Balaban Insurance Company and the Bank of Lviv may be regarded as a 
successful implementation of an architectonic and sculptural design. It was built in 1908-1910 on Valova Street 
by Alfred Zachariewicz in cooperation with Z. Kurczyński. The artists had carefully considered the unification 
of the sculptures with the building. Bas-reliefs were produced so as to give the impression of having been 
carved directly on the wall. They fused the sculptures with the wall, texturally and technically. The profiles of 
figures, symbolizing various states of the human psyche, have smooth, melodiously bent contours and elegant 
lines; they supplement the simple but “sophisticated” architectural divisions. As a result of close cooperation 
and mutual understanding, Zachariewicz and Kurczyński achieved excellent results with their final product. 
Their fruitful collaboration manifested itself in approximately twenty architectural-artistic ensembles in Lviv 
[11, 235-245, 271-289]. 

Harmonious interaction with the architectural space was characteristic of the monumental sculptures of 
the early 20th century. They were often filled with a sophisticated allegoric, fabulous-topical content. The form 
of sculptural attics essentially changes, in comparison to the preceding period. These forms become diverse 
patterns, creating important symbols for architecture (Fig. 7).  
 

  
 

Fig. 6. Z. Kurczyński. Melancholy. Sculpture  
in the former Chamber of Commerce and Industry. 1909 

 
Fig. 7. T. Orkasiewicz. Relief on the pediment  
of the house n. 54 of Tarnavs’kyi Street. 1913 

 
Compared to the 19th century, sculptured portals, facade relief and decorations of the entrance space of 

the buildings are interpreted in a new and different way. Cement, concrete and especially artificial stone – a new 
material – are widely used for the monumental decorations. 

Stylistic evolution accelerated in both monumental and indoor plastic art of Lviv in the years leading up 
to World War I. As a result, they attained a special degree of sophistication. 

Early Expressionism, pioneered by Gustaw Gwozdecki, was developed from grotesque and non-logical 
Secessionist means of expression. After 1910, the influence of Neo-Classicism and the Bourdelle stylization of 
Archaism increased. Instead of dematerialization of spaces and fluctuating contours, artists readily worked with 
geometric planes and acute and angular contours, longing for the tectonic completeness in their works. The first 
cubist experiments emerged in Lviv, notably after the arrival of Yevhen Sahaydachny [12, 160–161]. 
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4. Conclusions 
 
Based on this analysis, it is reasonable to claim that in the 19th and the early 20th centuries, Lviv has 

played an important role in the development of sculpture in Western Ukraine. The artistic style tendencies, from 
Classicism during the first half of the 19th century to the first avant-garde styles of the early 20th century arose 
and developed according to defined laws and within certain historical periods. 
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СТИЛІСТИЧНА ЕВОЛЮЦІЯ 
СКУЛЬПТУРНО-АРХІТЕКТУРНИХ АНСАМБЛІВ ЛЬВОВА  

ХІХ – ПОЧАТКУ ХХ СТ. 
 
Анотація. Досліджено художньо-стильові, формотворчі і технологічні особливості творів скульпторів Львова 

ХІХ – поч. ХХ ст., проаналізовано їх взаємодію з архітектурою на основі синтезу просторових мистецтв. Висвітлено 
історичні етапи генезису і формування у львівській скульптурі різних стильових напрямів: класицизму, романтизму, 
реалізму, академізму, неоренесансу, необароко, імпресіонізму, символізму, сецесії, неокласицизму, експресіонізму, кубізму. 
Розкрито типологію та жанровий тематизм львівської пластики, як станкових та прикладних, так і монументальних 
творів. Показано, що монументально-декоративна скульптура вступала у функціональну, композиційну, тектонічну та 
змістову координацію з архітектурою. З’ясовано, що у ХІХ – на початку ХХ ст. Львів відіграв визначну роль у розвитку 
скульптури на західноукраїнських землях. 

 
Ключові слова: скульптура, стиль, каменярська майстерня, нагробний пам’ятник, барельєф, архітектурний 

декор, композиція, лінійний рисунок, форма. 
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Abstract. The terms-concepts archetype – genotype – phenotype/kenotype as constituents of typological 
structure of image on the example of the figure Madonna in an art are revealed in this article. 
 

Key words: archetype, genotype, phenotype, kenotype, typological structure of image, Madonna. 
 

Idea of the nation is not what nation thinks of itself in time, 
 but what God thinks of it in eternity. 

(José Ortega y Gasset) 
Over thousands of years – from Rublev to Leonardo da Vinci, 
From Vyshgorod Madonna and to Sistine,  
From Mary Oranta and to Atomic Japanese...  
Is not it frightful for you to go with painter’s case 
Into this cosmic road, where artisans stay through the ages  
And everyone possesses his own Madonna and such for ages. 
Chornobyl Madonna. 
(V. Yavorivsky, “Maria with wormwood in the end of the century”) 
 

1. Introduction 
 
Archetypes and stereotypes as primary categories, introduced recently in scientific discourse of the figure 

theory, do not exhaust the content of the cultural form and the structure of the image. Therefore, additional 
categories are created (interdisciplinary concepts) for typological analysis of the character: genotype, 
phenotype/kenotype.  

The focus of our article is the definition of genotype and phenotype/kenotype concepts and their 
relationships in the process of analysis vis-a-vis figure formation. It should be mentioned that archetype refers 
to the genetically inherited construction outlines, while genotype refers to figurative form-building 
characteristics, laid in Word or essence of archetype in Word. Furthermore, phenotype is the product of 
relationships among hereditary information, reflection on the environment in individual creative work, and 
kenotype, which is a variety of phenotype. Kenotype is revealed as transformation of figurative and notional 
filling of archetype, also known as archetype mutation. 

As an example, іn the article were revealed phenotype and kenotype figures of Madonna (the Mother of 
God) in Ukrainian culture. In this research, we do not draw a distinction between the sacral character of the 
Mother of Jesus as Madonna and as the temporal character of Madonna in the meaning of “My Lady.” 
However, we do adhere to the law of symbols addition, providing symbolic qualities of one object transferring 
to other objects. In particular, reverence of things is expressed in the quote: “the lower is similar to the higher 
character of which it acquires” [1] and resemblance is an essence. 
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2. Basic Theory 
 

In the article, the typological structure of figure is analyzed step-by-step using analysis levels: from 
general (archetype) to specific (phenotype/kenotype) in the figure. Typological structure of the image in sight is 
a cyclic structure, while the kenotype (specific) is a perspective of the archetype (general). (Refer to Fig. А)  

 

 

 

 

MORPHOTYPE 

ІІ. GENOTYPE 
*archetype essence is in 

Word 

ІV. КЕНОТИП 
metamorphoses and 

mutation of archetype 

І. ARCHETYPE 
* outlines of human spirit 

* pre-verbal experience 
and is first taken as 

configuration 

ІІІ.PHENOTYPE 
*individual manifestation in figure 

archetype and genotype 

 TYPOLOGICAL STRUCTURE OF IMAGE 

 
 
2.1. Structure Level – Archetype 

 

Archetype is the experience of our ancestors putting chaos in order – both in oneself and in the world 
(human being and world are isomorphous). In other words, archetype is our hidden possibilities for creative work. 

The archetype concept possesses a wide range of potentiality – hidden possibility (unconscious), which is 
formed, regulated in presupposition (disposition, tendency) → primary outline → proto(arche)type → prototype. 

In the process of archetype determination the first, embryonic level can be discussed:  
1) Mystic factor of archetype as demonstration of the Divine in human being with supernatural, 

transcendent, unconscious features 
– archetype is Prototype [2] (God by Y. Chmelyovsky); 
– archetype is “Thought about God” (Sanctus Augustinus); 
– archetype is “outlines of human spirit” [3](P. Florensky). 

2) Mental factor of archetype 
а) Psychological (emotional) factor, when archetype possesses quality of high emotional potential: 

– archetype with colossal mental energy, more often with suffering, “internal and unconscious mental 
drama” [4], is suffered as something divine that endlessly surpasses the human being and that 
transforms individual perception. The ambivalence of archetype – transition from demonic  
(cult nature) to divine (sacral in human being) [5] is embodied in conscience; 

– archetype – psychological precondition of character [6] (S. K. Krymsky); 
– archetype – collective unconscious phenomenon, concentrated expression of psychological energy 

(К. G. Jung) 
– archetype appears as a pre-verbal experience and is first taken as a configuration, “form without 

principle” and serves as a course of embodiment and development of mentifact.  
b) Notional factor of archetype: 

– - notwithstanding primary notions, on the basis of which the outside world is divided, classified, 
put in order and modeled. Primary or initial notions are an abstraction about the ideal condition, 
which helps us see sense in its movement, self-revelation [7].  

For example, the Madonna concept is constructed in (stereo)types, using archetype outlines, crystallized 
through thousands of centuries in art. Based on typical features contained in the concept, the name of the 
hairstyle with with a front part emerged as “Madonna,” along with Boyko dialectic name of the hood/headdress, 
as “the Diva”. The medieval figure of the mother with a child is defined not simply as Madonna, but as 

Fig. A. Typological structure of image 
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Madonna with a child, which distinguishes these figures. Nowadays, frequently used figure types of Madonna is 
the portrayal of mother and child. The concept of Madonna, used to conceive certain types of figures, is 
borrowed from Italian mia donna, meaning My Lady, or in Christianity, the Diva, the Mother of God. In a 
figurative sense, Madonna is a woman or a mother with pure thoughts and a pious facial expression. The figure 
of Madonna, being either a sacred icon or picture, always serves as an object of pietism and love.  

The archetype of the Madonna figure was introduced to the territory of Ukraine as a figurine in the 
Trypillian era of 5000 to 3000 B.C. It is a goddess with an infant by her left breast. The characteristic feature of the 
Trypillya Madonna is her hairstyle: long hair, tied back (Refer to Fig. 1). The next Madonna figure is the Egyptian 
Isis with Horus in her arms. Western European iconography of the Madonna and “Madonna” concepts are 
considered descendents from the iconographic type, present in Ancient Egyptian art. In particular, she was honored 
in medieval temples of France and Germany as the “Egyptian Madonna” and as “Mea Domina” in Latin, which 
means “My Lady”[8]. There is a full moon, which is a lunar disc and a new moon in the form of bullhorns pictured 
on Isis’s headdress (Refer to Fig. 2). Ancient portrayals of Madonna are characterized with certain symbolism: a 
full moon corresponds to Madonna as the Mother according to lunar symbolism, and new moon corresponds to 
Madonna as the Virgin. Another ancient figure with certain relation to Ukrainian-Rusyns is the Etruscan∗Madonna, 
known as Mater Matuta, on the throne with an infant and a sad, lyric, forlorn facial expression (Refer to Fig. 3). 
Matuta originates from the Italian matutinum meaning of dawn. Its epithet, “early dawn,” is “Stella Matutina” in 
Latin as the Christian Madonna. The Hodegetria type, particularly “She, who shows the Way,” possesses a 
semantic echo of early dawn, which also shows the way. 

 
2.2. Second structural level in the image – genotype 
 

Archetypes, as a primary outline of pre-verbal experiences, begin to possess configurations through a set 
of initial notions, penetrating into man’s conscience. They are filled with a material of deliberate experience and 
become apparent through word. This is where the second structural analysis level appears. Image formation, 
which is a genotype with notion and form-building characteristics in a word, is archetypal nature in Word. 

The process of word-formative fixation of primary outline, recognition and comparison, such as “what is 
this?”, takes place on the second structural level. Genotype is a word-name that already is or will become over time 
a ”verbal stereotype.” As a concept, it is borrowed from biology. Term-concept genotype as a constituent of a 
structural figure analysis is an information medium, logos in Word, in the nation’s language, and is a form-
building determinant of the shown knowledge of the people through Word [9]. Word is a fixing value in the figure 
and calls figure into being in imagination. Word is a constituent of figure formation in conscience, which is 
determined by 1) outside subject world, 2) inner psychological life of human being, and 3) culture and language of 
the nation. Genotype constituents of the figure is a potential medium of the national form of symbol, its meaning 
and expressiveness, and is a criterion of symbol formation adding not only ontological, but also semiotic status.  

We will trace genotype constituents through examples of the Madonna figure. The notional structure of the 
female origin of existence is determined by the following concepts: the Diva, the Virgin Mary and the Mother of God 
in iconic types of Madonna are represented together. Etymology of the Diva concept, sound form or root firstling 
“DV” (dyvo, dyvyi, Dyv-Lado, Diva-Obyda, Diva Khersones’ka) also means sanctity or divinity today [10]. 

The Mother of God figures in world culture contain the idea of liberation from all sin through light, 
enlightenment, and transformation. Considering that Ukrtainian archetypes groups are formed on matriarchy 
culture, the Mother of God appears as a spiritual archetype with genotype characteristics — our Palladium:  
1) Oranta-Voyevodine (Old Rus’ prince times); 2) Pokrova – (Cossack times) an expression of archetype outline 
“Madonna of Mercy (lat.Misericordiae)”; and 3) Panagea (Mother of God of the Sign) — present time. 
Therefore, it is not strange that Ukrainian people understand and express vivifying, blessed, and the most tragic 
pages of its history through the figure of Madonna, which is our Glory. Mother of God-Madonna is filled with 
all-triumphant love [11], life-asserting origin, no matter what falls to nation’s lot: Аve, Maria (Refer to Fig. 8).  

Genotypes in the structure of the Madonna figure in Ukrainian culture reveal, for example, that such 
concepts are concept-determinants in most listed examples. For instance, these include Trypillya Madonna, 
“Scythian”∗∗ (steppe) Madonna, Baturyn Madonna, “Cossack Pokrova” or ”Saint Pokrova”, “Catherine” –
                                                      

∗ Etruscans are considered Slavyan tribe (dictionary of Stephan Byzantine) – Slavyan tribe, “rasens” – this is how 
Dionysius of Halicarnassus called Etruscans. 

∗∗ People call all ethnically polytypic sculptures as «Skythian babas»: Scythian statues, kypchak-polovets babas. 
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Madonna of T.G.Shevchenko, Strilets’ka Madonna (Sichovi Stril’tsi), Holodomor Madonna, Chornobyl’ 
Madonna, Madonna of “Golden ear”, “Ukrainian Madonna of golden ears”, Chumack Madonna (picture 5), 
“Gutsul Madonna” (Refer to Fig 4), “Lviv Madonna”, Discernment (Epiphany) Mother of God.  

Е. Neuman called archetypes the transpersonal dominants (postpersonal, superpersonal), which are later 
personalized, the “secondary personalization” [12] of the individual. This “secondary personalization” takes 
place in word formation (which is genotype), and simultaneously in phenotype and kenotype figures, which is 
creative rethinking. 

 
2.3 The phenotype – the third structural level, which we reveal in image 
 

Phenotype figure is a demonstration of archetype and genotype in individual, personal conditions of 
human personality. Phenotype (greek рhaino – present) is a concept from biology. 

Phenotype is the “ambitious gene” [13] in the individual. Phenotypе is outer expression of archetype and 
genotype, but unlike archetype and genotype, it does not demonstrate everything. Archetype and genotype are 
more resistant to changes than phenotype. Genotype demonstrations of archetype in word, on the one hand, and 
phenotype demonstrations through the figure, on the other, are ends of a single process of realization of genetic 
information in individual creative work. In comparison to comparative mythology (world outlook from the inner 
world) of the individual soul, the archetype’s development-transformation possesses metaphorical and 
significant symbolic figures, which is demonstrated both in genotype, and in phenotype.  

 

    

Fig. 1. Settlement Krynychka. 
Prehistoric Madonna of Trypillya V–

ІV Millennium B. C 

Fig. 2. Isis with Horus in her 
arms 2 300 years B. C. 

 

Fig. 3. VI–VII centure B. C. 
Etruscan∗ Madonna 

Goddess of dawn, married 
couples, procreation 

Fig. 4. Central part to Triptych 
Gutsul Madonna, 1914. Cazymyr 

Sikul'sky 

    

  

 

  

Fig. 5. Mykola Telighenko – 
Chumack Madonna 

Fig. 6. Kyiv, Mykhaylivs’ka 
square. 1993, V. Pereval’sky 

Holodomor Madonna 

Fig. 7. Chornobyl’ 
Madonna. 1992 р.  

М. Bidnyak 

Fig. 8. “Ave, Maria”. 
Hanna-Oksana Lypa, 1987 
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The archetype outlook of the Madonna concept, or “Notre-Dame” in notional plan as an ideal of woman 
and mother, results in different figurative demonstrations by artists, known as phenotypes: most often, they are 
national madonnas, ethnic, local protectresses of cities and people of different social status, artists’ madonnas 
are personified in the form of idealized figure. The “Opishne Madonna” comes from the Ukrainian pottery 
center Opishne, whereas the, “Chumack Madonna” represents the Mother of God on a fish-cart, with light 
creative fish symbolizing the word Christmas (Refer to Fig. 5). Additionally, there are the Gutsul madonna and 
Mother of God of “Golden ear” by О. Kulchytska, the “Ukrainian Madonna of golden ears» as a monument 
to Ukrainian Diaspora in Edmonton, Epiphany Mother of God by М. Bidnyak, and “Countrywoman-madonna” 
by Y. Pankevych. In the city of Lviv, the figure of the Mother of God appears to symbolize the guardian of the 
city. Two sculptures of Galyts’ka and Krakivs’ka brama are known from the 17th century. Madonna from 
Krakivs’ka brama stands on a lion. Mother of God is holding a Lion instead of Jesus Christ on Galyts’ka brama, 
an allegoric figure, “and this is very strange figure as for religious cult” [14]. The icon of the 14th century, which is 
brought to semiotic status of “Lviv Madonna” for its unique style, is the Palladium of Lviv. The sculpture of 
Madonna as defender of the city of Dublyany is supplemented with attributes of rural remnants.  

Oksana Zabughko reveals the figure of Lesya Ukrainka, as “Notre-Dame D’Ukraine”, as Madonna of 
Ukraine, our Madonna, which “personifies figure of chivalrous and gentry Ukraine” [15]. The Notre-Dame 
concept is the French adaptation of the Madonna. Having constructed the “Our Lady” of Ukraine concept, the 
author inserts the archetype of the Diva-Madonna. This is Ukrainka’s moral imperative of serving to the Holy 
Spirit. As a woman-apostle, “her mission [is] of spiritual chivalry” and her talent is possession by the spirit of 
prophecy, where “glory” is seen as guarantee for “her people,” as evidenced by coming down of Spirit and staying on 
someone from people. Ukrainka’s chivalry is her rejection of the self, of individuality and of discreetness. The 
constructed Madonna concept also shows kenotype of the Lesya Ukrainka figure, namely possession by love. “My joy 
will not be ruined by prince of darkness himself, joy from not having the weight of Messiah blood, that He did not shed a 
drop of it for me.” Therefore, she is not demanding anything, but loves for the sake of love itself. 

Phenotypes appear in the world famous paintings of L. Da Vinci’s “Madonna and child with a cat” of 
1474, of Parmigianino’s “Madonna of the long neck,” of C.Crivelli’s “Madonna of the swallow”, and of Petrus 
Chrystus’s “Our Lady of the barren tree”, “Madonna with partridge”, and “Madonna with coral.” In these 
paintings, certain qualities of Madonna are revealed through symbols and signs. L. Da Vinci’s Madonna will 
possess phenotype characteristics, even in the case where the cat being pulled out from Christ’s arms is taken 
figuratively as Satan’s symbol. This was typical for medieval ideology, and though it was not straightforward, as a 
domestic animal, it was very honored in Florence during the times of L. Da Vinci. 

 
2.4. The fourth structural level – kenotype in the image is a derivative from phenotype, its new 

quality. The kenotype [16] concept, relatively new compared to archetype and phenotype concepts, appeared in 
culturology not long ago. Kenotypes as new figures run through modern culture, especially in the 20th and 21st 
centuries. Kenotype originates from the Greek words, "kainos," meaning new, and "typos," meaning figure, 
therefore signifying a “new figure”. It generalized a figurative outline of intellectual activity, which does not 
have precedents in the collective unconsciousness. Such outlines, figures, and formulations are revealed, which 
do not have analogues in prehistoric unconsciousness, and relate to the future, according to its symbolic 
meaning. The kenotype is a cognitive and creative structure, reflecting new crystallizations of common 
experiences of all mankind. It appears to be the prototype of the possible or of the future. Therefore, kenotypes 
are metamorphoses or mutations of archetypes. The introduction of the kenotype concept does not contradict the 
theory of unconsciousness – K.G.Jung has himself foreseen the possibility of quick metamorphoses in 
archetype, which provides for historical displacements. From the physiologic point of view at the time, the 
phenomenon of archetypes were biologically inherited [17] (K.G.Jung), whereas kenotypes appear as “new 
images”, not seen in the history of classical art. Meanwhile, a change at the archetype level takes place.  

For example, the painting and poem “Catherine” are kenotypical, where the figure of Shevchenko’s 
Madonna is personified as a whore, betrayed and abandoned (foresight of Ukrainian woman’s fate, her 
“catherinization” [18] in colonial Ukraine). The symbol of Catherine’s figure is betrayal of trust, and as a result, 
alienation from the generation of the illegitimate child. Typical in art is the figure of the pregnant Madonna, Piero 
della Fracesca, who is the protector of pregnant women and women in childbirth during the 15th century  
(circa 1460). Here, the symbol of the figure of Madonna is the future happiness through continuation of mankind.  
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Among the kenotypes are the figures of Holodomor Madonna of 33 (Refer to Fig 6) and figures of 
Chornobyl’s Madonna, mostly depicted by painters (Refer to Fig 6-8). As is known, the Madonna archetype 
represents woman, mother, pure in thoughts, with biblical features, which is the object of worship and love. Although 
there is another figure in those listed above, both in notional and in formative plans, the devout attitude to Madonna is 
unchanging. Unconsciousness, according to K.G. Jung, moves towards the creation of the new, historically movable 
and productive. Kenotypes are partial that tend towards the general as time goes by. In the same manner, the 
archetype would in the future become a form on a subconscious level, fitting into the archetype outlines.  

Theorists of literature and art are using concept of “type” to understand a specific historical mechanism 
that is embodied in works of art. If phenotypes or kenotypes became authoritative, they would gradually 
transform into a level of type.  

The “Figure of Holodomor Madonna” was formed in Ukrainian culture as a figure of mother with born 
and unborn child, and is crucified crosswise. The Monument to Victims of Holodomor of 1932-33 (Kyiv, 
Mykhaylivs’ka square) is presented in figure 6, depicting a Bronze figure, the Mother-Ukraine with child in 
Cross, 1993, by the author V. Pereval’sky. This figure is a scream of a crucified future, of discontinuity of 
cultural tradition and of possessions.  

Chornobyl’s tragedy is interpreted in the kenotypical character of “Chornobyl’s Madonna” by Z. Ketsalo, 
and M. Bidnyak. The “Chornobyl’s Mother of God” (Refer to Fig 7), by M. Bidnyak, carries a myrrh bearer with 
the look of boundless sorrow. She stands on parched ground, with flaccid, dying wildflowers and spikes. The 
Mother of God will bring the myrrh bearer to everyone whose death and deficient life were caused by terrible 
sorrow, and will continue to carry the myrrh bearer for centuries. 

The figure of “Ave, Maria” by Hanna-Oksana Lypa (Refer to Fig 8) is Madonna with a child, which are 
both bald-headed. The hairstyle with the middle part, characteristic of the classical representations of Madonna, is 
absent. The baldness appears instead, as a result of the exposure to radiation. However, there is a life-asserting 
inscription that reads, “Be glad, Maria.” 

 

3. The Results and Discussion 
 
The history of Ukraine is a row of kenotypical figures of Madonna, which require formation and 

construction. The new figure that requires a formation is Madonna of “Maydan.” 
 Kenotypes are the “new figures”, outlined by mental construction archetypes. A Diva, mother-Madonna 

with child, is changed. The archetype outlines pass through metamorphosis, mutation, repairs unnatural to 
human nature, his limit types of suffering and spiritual transformation, representing all that the Ukrainian people 
went through. They will gradually move into the status of archetype on a genic level. Those kenotypical figures 
of Ukrainian Madonnas are instructive and educational for mankind.  

Significant figures of civilization, such as “Diva Obyda” of Old Rus’ times, “Passionate” (Mother of 
God), “Mournful mother” in the times of Holodomor and the “Chornobyl’ Madonna” of the 20th and 21st 
centuries is the same as mother Glory. The Book of Veles warns “[of] difficult times of drought and wholesale 
deaths of cattle” and compassionates. In Ukrainian culture, the figure of a woman-Knight or woman-Glory, who 
is self-devoting and is bearing life-asserting origin in her, prevails. Oranta-Znamennya, Sofiya-Logos in a 
notional perspective, became the spiritual archetype for Ukrainians of the 21st century. The task for the people of  
spiritual archetype is to seek high spiritual development, appealing for sanctity and power of Word, Knowledge, 
and Truth [19].  

 
4. Conclusion 

 
The novelty of the present searching is a detected cyclical structure of typological characteristics in an 

image: archetype, genotype, and phenotype/kenotype. These concepts serve as instruments for analysis-
formation of image and gives an idea about the figurative-notional changes in a figure and the spiral 
intensification of archetypical values caused by kenotypical figures. The instruments are fixing the process of 
human transformation in the environment.  
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There is a definition for concepts in the theory of image: 1) archetype is data caused by a mystic or mental 
factor that appears on the conscious level and it is taken pre-verbally in the form of archetypical outlines and 
configurations; 2) genotype is the essence of archetype in Word; 3) phenotype is the appearance of an individual or a 
creative realization of archetype and genotype in a figure through certain symbols-signs or signs; 4) kenotype is a 
new, qualitative image, in which process of metamorphosis and archetypical outline mutation is embedded. 

Kenotypes appearing from Ukrainian history are prophetical images, which gradually achieve global 
significance. 

The world fight against evil is the fight of the Dragon and Diva-Wife and, as we can see, it is personified 
in the above-listed Madonna figures. Thus, it is important to reconsider forgotten pages of Ukrainian history, 
which will give many matters for rethinking, for production of archetypical values, which will be set and given in 
genic fund of descendants. 
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ФЕНОТИПИ І КЕНОТИПИ ОБРАЗУ МАДОННИ В МИСТЕЦТВІ 
 
Анотація. Розкрито поняття архетипу, генотипу, фенотипу і кенотипу як складових типологічної структури 

образу на прикладі образу Мадонни в архітектурно-предметному середовищі. Визначено: 1) архетип – даний, заданий 
містичний, ментальний чинник, проявляючись на свідомому рівні, схоплюється дословесно у вигляді архетипної схеми, 
конфігурації; 2) генотип ідіотип (ідіотип) – вловлена суть архетипу в Слові, 3) фенотип – це з’ява індивідуального, 
творча реалізація архетипу і генотипу в образі, через конкретні символи-знаки або знаки; 4) кенотип – якісно новий 
образ, у якому закладено процес метаморфози і мутації архетипної схеми. 

 
Ключові слова: архетип, генотип, фенотип, кенотип, типологічна  структура образу, Мадонна. 
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Abstract. The article deals with the principles of formal and iconological approaches in art studies by which analysis 
of style in architecture is made. The value of these approaches for conceptualization of style is demonstrated. 
 

Key words: formal approach, iconological approach, style in architecture. 
 

1. Introduction 
 
The problem of style, as a main factor of cultural expression in architecture, is always highlighted when 

the major vectors of architectural development are being considered (in the past, the present and the future). In 
the classical understanding, the concept of architectural style is closely related to the criterion of architectural 
form. After all, the principle of form creation lies at the core of the traditional understanding of style evolution 
in architecture. Such a definition would suit the theory, were it not for the existing phenomena in the history of 
architecture that do not lend themselves to description from the point of view of form. One such instance is 
architecture of historicism. This style suggests the use of forms and signs from cultures of the previous epochs, 
originally dating back to the second half of the 19th century, but it also refers to the development of architecture 
throughout the 20th century with its presence attested in the new millennium. Historicism in its numerous 
manifestations suggested a concept where unity of form, as a distinctive feature of style, is absent. The criterion 
of architectural form alone turned out to be insufficient for analysis: the phenomenon did not fit into the defined 
canon terms, and thus, was either left out of the research scope and theory or was defined as a critical one. 
Modern methods of artistic analysis (by which the analysis of style in architecture is made) suggest different 
approaches that might be of use for the conceptualization of style in the architecture of historicism. In the 
modern meaning, a style is not a stable unity, as it was considered earlier, but a dynamic whole of content-and-
form elements changeable over time. 

 

2. Basic Theory Part 
 
The objective of the article is to shed light on the problem of value of the formal and iconological 

approaches for conceptualization of style in architecture of historicism. 
Unfortunately, the problem of style theory in architecture has not become a major object of interest for 

domestic historians and theorists of architecture (except for the works by A. Puchkova) yet. Therefore, the 
author has based this article on research of the Russian scientists (V. Arslanov, A. Kaploon, O. Krivcun, 
I. Shestakov, A. Yakimovich), and Russian translations of works by foreign art critics (H. Wölfflin). 
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3. Results and Discussion 
 
The 19th century marked the end of formation of art studies as a science, which systematically 

encompassed a wide scope of artistic issues from all time periods and countries, possessed its own methodology 
and was based on philosophical and aesthetical thought. A great influence on the development of art studies was 
made by aesthetical concepts of I. Kant, F.W.J. von Schelling, brothers of Schlegel and, especially, 
G.V.F. Hegel. They contributed to an integral image of art, pervaded with ideas of historical development and 
interconnection of social and cultural phenomena. Establishment of art studies as an academic science was 
connected with theoretical developments of the “formal school”, where problems of style in art and sources of 
its development occupied an important place. 

Formal approach. The “formal school” in art studies is a name given to theoretical developments of 
German and Austrian art critics at the end of the 19th and beginning of the 20th centuries. 

The formal school suggested the formal method – a theoretical concept supporting a view on artistic form 
as a category defining special features of art works and architecture, capable of independent development. 
Conceptualization of the formal method is connected with establishment of German and Austrian “formal schools” 
of art studies at the end of the 19th century. The German school is recognized, thanks to works by K. Fidler, 
A. Hildebrandt, H. Wölfflin, W. Worringer, and the Austrian school is presented by F. Wickhoff, A. Riegl. 

The 19th century was a very important time for the formation of art studies. The historians of art tried to 
explain human perception of a work of art from the scientific point of view. That is why the category of “artistic 
vision” or “visual perception” became very important for comprehension of this kind of interaction. This 
category was understood in the formal school from the point of view of psychophysiology and manifested itself, 
first of all, in the way of perception of form characterizing a work of art. 

Henry Wölfflin (1864–1945) is a classic of the formal method. The peculiarity of his method consisted of 
reconceiving Hegel’s dialectics, typical of the 19th century German and Austrian art studies. It was based on the 
system of binary oppositions and described all processes as a history of change and a conflict of opposites. 
Wölfflin elaborated a table of five opposition concepts, which served as a basis for formal analysis and became 
classics of art studies. To these oppositions belonged: 1) linearity – picturesqueness; 2) planeness – depth; 
3) closed form – open form; 4) tectonic base – atectonic base; and 5) absolute clarity – incomplete clarity. 
Wölfflin was not interested in Hegel’s idea of “unity and conflict of opposites.” Instead, the focus of his interest 
was the form and its study. He insisted on exclusiveness of formal analysis that should be brought to perfection. 

Wölfflin’s contributions to art studies were not only confined to the development of methodology of 
formal analysis on the basis of oppositions; he also formulated a scientific concept of style in art as an integral 
system of formal features. For him, the architectural style was identical to architectural form, that is to say “a 
distinguishing and substantial feature (of style – S. L.)… is integrity of form perception” [2]. Thus, for the first 
time, the criterion of artistic form was defined as a criterion of style. It should be noted that Wölfflin’s definition 
is still actual at our time owing to its preciseness and unambiguity, despite its obvious narrowness. 

The researcher was also interested in one of the key problems of art studies: what in art is the source and 
carrier of development, and thus, changes in style? For this purpose, based on K. Fidler’s “artistic vision,” 
which dealt with psychophysiologic dimensions of vision and A. Hildebrandt’s study of spatial form, Wölfflin 
developed a specific construction of style evolution, which amounted to alternations of peculiar “modes of 
vision”. In his view, differences in styles amounted to differences in eye capacity to “grope” an object (form) 
and to perceive it optically that is integrally [3, p. 108–109]. From this stance, he explains the change from the 
Renaissance to the Baroque: “Renaissance forms lost their attractiveness. Something seen too often does not 
catch the eye anymore: a weakened perception of form needs stronger activating factors. Architecture creates 
them and becomes baroque in style.” Furthermore, “Style is an expression of its time, it changes with change in 
human perception.” However, the form changes occur immanently: “…the necessity of changes does not come 
to style from the outside, but rather from the inside: form perception develops by its own internal laws” [3]. 
Thus, Wölfflin explained style evolution as an alteration in modes of form vision, transformations of which 
occur by their internal laws independently from the character of the epoch. He stated that the “modes of human 
perception of form” improve and a form must immanently change to “satisfy” those new visions’ desires. 
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Wölfflin was aware of the limited nature of his theory. He said that this theory was applicable only to the 
art of those periods in which unique “methods of vision” existed. In his view, “a beautiful task of history of art 
was preservation of, at least, an idea about homogeneous vision, overcoming the unprecedented confusion, and 
eye orientation on the tangible and understandable in the viewed object”.  

 Researchers of his theoretical heritage emphasize the fact that Wölfflin, having lived a long life (he died 
only in 1945), “saw the development” of romantic classicism, historicism, modern architecture, modernism and 
various revivals of classics. However, he consciously ignored them, not considering them to be a style, but rather a 
fashion, while he viewed the 19th and 20th centuries as a period of great decline in art [4]. 

While representatives of the “formal school” unanimously treated form as the major criterion of style in 
art, their views differed on the issues of the source and carrier of style development, though commonly 
recognizing that changes in form occurred immanently. For this reason, H. Töve designated these theories as 
“immanent” [5, p. 8]. Wölfflin’s concept belonged to those theories (described above) and also the concept of 
A. Riegl – the founder of the Vienna school of art studies. Alois Riegl (1858-1905) is a key figure in 20th 
century western art studies. The scientist’s works proved to be innovative by their character and stimulated the 
development of theory of historical cognition. A. Riegl did not create a single synthetic work. Instead, he would 
consistently lay out his positions. His scientific heritage is exposed in separate articles and books, so 
systematization of A. Riegl’s heritage has also become an object of scientific interest [5]. A. Riegl’s 
fundamental work is Problems of style. Fundamentals of ornament history, published in 1893. In it, the scientist 
contests a factologic view of art history arguing with the “materialistic” historical artistic concept of the German 
architect and theoretician Gottfried Semper, according to which laws of form creation were determined by the 
material, technical possibilities and a well-defined pragmatic purpose. Those three elements became a 
“coefficient of friction” for Riegl. The researcher addressed the issue of an objective artistic will that developed 
independently, which further reminded him of Hegel’s absolute idea. For A. Riegl, form alteration in art 
referred to metamorphoses of human immanent artistic will (Kunstwollen), which is the human’s subconscious 
psychic organization prone to change over time and manifesting itself in the change of two kinds of visual 
perception – a “tactile one” (also “optical”, “close” or “tactile and plane”) and an “optical one” (also “distant” or 
“spatial”). As a result, different modes of space perception emerged, the evolution of which form the basis for 
the development and changes of style (which is related to Hegelian dialectics of “changes and conflict of 
opposites”), including in particular, the change and conflict of “tactile” and “optical” bases. 

So, the birth of the formal school in art studies was led by the two eminent figures, H. Wölfflin and 
A. Riegl, puting an end to classicist theory-making and opening a new era in history of science and art. However, 
the establishment of theoretical art studies in the frame of the formal approach was accompanied by the loss of 
very valuable ideas, accumulated by classic philosophy and the esthetical thought from Aristotle to Hegel. 
Nevertheless, “the formal school” was a great step forward in comparison to the previous cultural historical school, 
which proved that form existed in art and that form should become an object of profound analysis. The influence 
of the scientific activity of these researchers was very significant, though controversial. At the core of these 
controversies lay Riegl’s fundamental idea about “artistic will” – a mysterious idea that posed far too many 
questions than it gave answers. Thanks to this idea, Riegl successfully demonstrated how an artistic style emerged 
from a historical environment, though the very nature of this phenomenon and the genetics of its cause and effect 
remained obscure [6]. The founders of the iconological approach attempted to find a solution to this problem.  

The iconological approach. Iconology is a current in history and theory of art, aiming to discover the 
image-and-symbol meaning of a work of art (mainly in painting and architecture). Iconology was defined by a 
Dutch researcher G. Hugever as “an attempt at determining cultural value or social meaning of certain forms, 
modes of their expression and imaging in a certain period of time” [7]. 

The iconological approach has a long genesis of formation and development. The interest for image 
symbolism and its systematization arose during the Renaissance period. Thus, the term “iconology” dates back 
to the 16th century. It was initially found in the title of the book by Italian humanist, C. Ripa, published in 1593, 
which discussed the meaning of any collection and description of images. The long forgotten term made its 
reappearance in the 19th century in Austria, in the works of F. Wickhoff and A. Riegl. The adherents of their 
cause were J. von Schlosser, F. Saxl, and M. Dvorak, who considered history of art as “History of Spirit.” In 
other words, they considered it as a mode of expression of the Spirit of the time. The work by E. Cassirer 
“Philosophy of Symbolic Forms,” in which the philosopher generalized the traditions of symbolic interpretation 
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of a culture in the thesis “man is a symbolic animal”, served as a philosophical basis of the iconological school. 
According to E. Cassirer, language, myth, religion, science images and art symbols are all symbolic forms 
created by our mind in the process of world perception, with which man organizes the surrounding chaos. This 
became the basis of iconology. The latter considers all history of art as a specific informational structure, which, 
through translation of symbolic signs, provides for the unity of all human culture [8]. 

Despite the fact that the iconological approach appeared to counterbalance the procedures of “the formal 
school,” not only did it not deny the achievements of formal scientists, but it also incorporated them, though 
focusing much more on “the problem of interpretation of art language and its meaning, search for the deriving 
point in comprehension of art independence, and at the same time, of its interconnection with other kinds of 
creative activities and intellectual efforts of a time period” [9]. The iconological approach was manifested in 
Hamburg in 1912 by the art historians Abu Warburg (1866–1929) and Fritz Saxl (1890–1948). Both scientists 
suggested studying an artistic form (Wölfflin’s object of research) not from the point of view of 
psychophysiology of its perception, but from the point of view of its representation as a certain general cultural 
meaning (emphasized by A. Riegl and F. Wickhoff). As a carrier of art meaning, it was suggested to consider 
not only its artistic compositional and stylistic embodiment (as did the formal school) or a concrete theme of a 
work (the object of interest in iconography), but also its specific image component – a “motif” as a certain trans-
thematic “idea-form,” which interconnects with the thematic and esthetical sides of a work. However, unlike 
them, it is a manifestation or “icon” of its spiritual intention, “image wholeness”. It was A. Warburg who 
developed a symbolic approach to painting, defined as iconology and which presented all history of art as an 
alternation of extra-historical, latent, sacral symbols, appearing for the first time in the antiquity age and continuing 
to exist in the cultures of the subsequent periods. Symbolic protoforms, which act mainly in the field of social 
memory, can be appropriated by man only by means of their placement in the rational discourse of art history. 

Iconology gained popularity thanks to A. Warburg’s pupil Erwin Panofsky (1892–1968), who presented 
works of art in the form of a meaning structure, where iconology as an approach aims at the analysis of the 
deepest level of meaning. According to Panofsky, “the task of art history is the search for a ‘hidden meaning,’ 
with the help of different scientific disciplines, connected by the iconological method”. The scientist described 
his approach in his most well-known work, “The Renaissance and Renaissances in Western Art” in 1960. The 
primary aim of the iconological approach is “a gradual penetration in a work of art, its formologic exposition 
from within and the outside, which can be achieved only after long intellectual observations.” To be an 
iconologist one should primarily be an erudite with wit and observance. Observance alone does not suffice, 
confining one to the level of formal analysis, meaning the level of iconographic analysis elaborated by 
H. Wölfflin. E. Panofsky presented the structure of integral exploration of art works in the form of a three-level 
system of ascent, from the concrete to the general. This was visually illustrated in his well-known “Table of 
Interpretation” published in his work The Content and Interpretation of Painting. The Table dealt with four 
positions: object of interpretation, kind of interpretation, means of interpretation and the controlling principle of 
interpretation. The “object of interpretation” included “the phenomenal meaning” – the primary or apparent 
theme created by the world of artistic motifs, “the significant meaning” – a secondary conditional theme created 
by the world of images, stories and allegories, and “the inner value” – the content which creates the world of 
symbolic values. The kinds of interpretation consisted of: pre-iconographic description – discovery of the 
primary semiotic meaning of a work; iconographic analysis – discovery of a secondary hidden meaning, 
creation of a work mythologeme; and iconological interpretation – explanation of the essence and content of a 
work in terms of “time symbols” in the wider cultural context. The means of interpretation consisted of 
practical experience, – that is acquaintance with the subject and event; written resources – acquaintance with 
certain topics and ideas; and “synthetic intuition” – characterized by an individual psyche and the world view. 
E. Panofsky also suggested a correcting principle of interpretation, based on the history of style (knowledge of 
how objects and events acquired this or that formal expression in changeable historical conditions), history of 
types (knowledge of how certain terms and ideas were expressed by these or those objects and events in 
changeable historical conditions), and general history of cultural symptoms or “symbols” (understanding of how 
the main trends of the human thought were expressed by these or those terms and ideas in changeable historical 
conditions). Thus, E. Panofsky formulated an exhaustive definition of artistic interpretation of an artwork, 
which became classical. Scientists stress that the third iconological level is very complex, as it requires “a deep 
erudition in different fields of the humanities, capability of singling out from the flow of phenomena the main 
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trends of the humanities thought, the understanding of how they correlate with concrete historical circumstances 
of a culture and with the individual psychology of the author.” The latter implies knowledge and understanding 
of literary and visual “texts” and “traditions” [10]. 

The middle of 20th century may be defined as a time of triumph of the iconological method in Western 
European science (in the former Soviet Union, iconology was viewed as a forbidden subject even more so than 
the formal approach, since the subject of  “hidden symbolism” was perceived as an insidious and ambiguous 
hint). At that time, the number of special research and periodicals grew significantly. The iconological approach 
was further developed in works by E. Panofsky’s pupil, J. Byalostotskyy, who used the term “framing subjects” 
(universal, extrahistorical ideas, motifs and themes). A great contribution to the development of iconology was 
made by Rudolf Wittkower (1901–1971), who distinguished four levels of “visual symbol” (literal, literary, 
figurative and expressive) and four levels of objectivity of interpretation (a subject level intuitively accessible to 
all, a literary level through knowledge, a figurative level through poetic perception and emotional experience, 
and an expressive level through capacity for co-creative activity. The iconological approach with respect to the 
history of architecture was used for the first time by J. Bandtmani (1917–1975). He interprets architecture as a 
“carrier of values” presented by four types (symbolic, allegoric, historical and aesthetic), which correspond to 
the four types of human conscience expressed historically in this or that architectural typology and morphology. 
Interpretation of iconology as psychologically tinged semiotics can be found in works by Ernst Hans Gombrich 
(1909–2001) and W. Hoffman (born in 1928). 

From the mid-1970s, the iconological approach was confronted with criticism from art sociologists for 
ignoring the historical and social background; psychoanalysts criticized it for rationalism and exclusive reliance 
on verbal sources; and formal school representatives criticized it for idealism in treating form as an external 
shell, filled with symbolic intuition programs. Despite this, iconology remains one of the most influential 
currents in art studies till our days.  

 

4. Conclusions 
 
As a result of the developments of representatives of the formal school and iconology, art studies gained 

a status of a fundamental science in European cultural tradition. Representatives of the formal school treated 
works of art (architecture including) as a certain formal structure, which can be described by means of a set of 
procedures and rules. While the art critic of the formal school analyzed the texture, form and other specific 
parameters of an architectural work, history and psychology, economics and politics, religious movements and 
the development of technical means were left out of the scope of his analysis. Thus, the subject of analysis was 
limited, isolated from subjective and social factors. Yet, beyond any doubt, such a concrete object of analysis 
was one of the major theoretical achievements of the “formal school” [11]. The aim of formal art studies was to 
single out structures inherent to all artistic form independently from a work, an author or a school. The use of 
formal methods in architecture contributed to the development of compositional ideas, objective methods of 
form creation and harmonization, based on the laws of perception [12]. 

The iconological approach became a logical continuation and completion of the powerful formal 
approach, even though it appeared as an opposition to the latter. A scientist put a stress not on description, but 
on explanation. E. Panofsky raised a very serious problem of historical time existence of a true work of art, 
borrowed and assimilated from the preceding artistic experience and what effect it has on the contemporaries 
and descendants [13]. Iconology focused on the problem of art language interpretation and also on 
interconnection with other kinds of creative activity and intellectual efforts (context). The principal methodical 
approaches in iconology, which took over the achievements of the formal school, remain among the most 
important methods of artistic and architectural analyses until today and are irreplaceable in exploration of the 
problem of style in architecture.  
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Abstract. The concept of forming a system of natural components at the regional level (the natural frame) has 
been suggested in the article. Such a system is complementary to a settlement system and provides a balanced 
development of urban planning systems. The natural frame as a system of poorly developed areas existed in all 
the historical periods of settlement, its decline being caused by industrialization. 
 

Key words: balanced development, settlement system, natural frame. 
 
1. Introduction 

 
A balanced development that marks today's approaches to solving urban planning problems is based on 

resolving environmental problems. The disturbance of a historically formed balance between a settlement 
system and poorly developed natural or reservation areas comes from the growth of cities, which consume 
natural resources. Since regeneration of nature increases with combining single areas in a system, the issue of 
the natural frame within a settlement network, especially a town or city, is of great importance. 

 
2. Basic Theory  

 
The history of urban development and the preservation of ecological balance are the subject of numerous 

scientific studies. The article deals with urban prognostication and its impact on natural systems. In the 1950s to 
1960s, limitations on the size of large cities and the development of small- and medium-sized towns were 
suggested. Towns with populations ranging from 100,000 to 500,000 inhabitants appeared as optimal [1]. 

The radical “superurbanism” ideas of the capitalist world of that time, consisting of an excessive density 
of developing areas initiated by Le Corbusier, were continued by European, American and Japanese architects, 
especially in the 1960s. The ideas of concentrated settlement in different spatial solutions, such as nodular, 
structural or chain-like solutions, were typical for Poland, Slovakia, Bulgaria, and the former GDR in the 1980s 
[2]. Since then, a skeptical assessment of new forms of area settlement opportunities has been observed, with 
their decline being anticipated [3].  

The approach to the creation of new forms of group settlement remains unchanged until the late 1990s, when 
group settlements were formed on the basis of other types of relations and labor places, taking on trans-regional form 
(see interstate character) [4]. This enables the use of fragments of large urban complexes, which have lost a system of 
communications previously formed (for example, the group of the socialist countries). The transformation of the 
economic conditions of a former USSR Single Settlement System (severed today) within the new sovereign countries 
is based on the principles formulated in the 1970s and 1980s, such as in Russia or with an opposite orientation of 
economic relations in the countries of the former socialist camp: Poland, Romania, Slovakia, Hungary, the Czech 
Republic, and Ukraine. The chain-like concentrated settlement program along the major transport axes, known as 
“bananas”, is offered for the current EU structure, and can be traced through the development of independent 
Ukraine, with the organization of the “corridors” related to the transit system of European communications. 
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3. Results and Discussion 
 
The information technologies allow for a change of view on the development of urbanization, giving up 

concentration models in favor of dispersed models.   
Of special significance nowadays is a gradual change in the system of concepts from “city-land as an 

opposition” to “city-land as a continuum”. This is manifested in various forms: 
– Physionomic urbanization, that is the spread of urban forms of residential architecture, public welfare 

standard into the rural area; 
– Functional urbanization, that is the spread of all the organizational structures of urban production and 

distribution, elongation of labor relations, commuting, development of new communication and 
information networks; 

– Sociological urbanization of rural space, assimilation to the living standards of urban population, its 
structures, organizational forms of work, consumption, etc. [5]. 

The analysis of the interaction of nature and the settlement system in Western Ukraine shows that the 
limits of the areal settlement have mainly been reached nowadays, and their transgression may lead to the 
deterioration of the natural base as an environment for the human being. It should be noted that the spatial 
density of the location of the main production assets in the USSR was eight times higher than the average in the 
Soviet Union, while the area of degraded land was 20 times higher [6]. 

The maintenance of natural balance between the urbanized and natural environments is achieved by the 
interaction of two basic approaches: functional and areal. The first approach corresponds to a set of measures, 
which are usually known as the rationalization of the use of nature. It consists of appropriate agricultural 
machinery, regulation of industrial and other economic pressures on the area, which lead to changes in the 
environment.  The second way is the nature protective system, which is a systemically balanced method of the 
complete or partial preservation the areal complexes [7]. 

Under the natural frame, the development of areal elements are are determined by natural components. 
The modeling of the natural frame is performed at different levels: 

– The basic principles and mechanisms of forming the natural frame are developed at the regional level; 
– The potential landscape of the natural frame: its components and their potential, structure and degree 

of relatedness are defined on the level of local settlement systems that are formed in the conditions of 
a mosaic of natural bases and limited by areas of natural landscape cells with relatively intact spatial 
characteristics of landscape components; 

– The interaction of the town-planning structure with the natural base, along with the natural frame in 
each given natural landscape cell are researched at the town level. Finally, it allows for the elaboration 
of the town-planning measures at each level of realization. 

In terms of current use for the purpose of urban planning, the characteristics of the region revealed a 
number of areas under heavy development that may become a basis for the natural frame of the region. These 
areas differ in the degree of their development potential, from the heavily developing ones by one of the factors 
to those that are not subject to landscape development. Yet, the total factor analysis of the region shows that the 
heavily developing areas are not homogeneous or continuous, are not interconnected, and are characterized by a 
different potential of naturality. Thus, they do not make up a system that could be defined as a natural frame of 
the region. However, the property of integrity of the urban planning system, in fact, reflects two different 
qualities: balance and relatedness of elements [8]. 

The natural frame of a region as a planned (and to a certain degree designed) condition of natural 
environment, with a sufficient degree of naturalness for self-regeneration, can be achieved by a set of urban 
planning measures aimed at the strengthening, maintenance and development of the existing base of the natural 
frame of the region (Fig. 1). 

In addition to the modern use of the natural basis of the region, stability of individual landscape 
components is essential. Firstly, the spaces correspond to the areas that comprised the natural settlement 
boundaries throughout the whole development period of the region (nodes of naturalness) and to the areas that 
performed this role during the first and second development periods, having possessed a lesser potential of 
naturalness. The natural ecologic systems were characterized by the “healing of the wounds”, which were not 
deep in the pre-industrial period, because they concern only surface landscape elements: land, vegetation, small 
hydrographic network, small elements of the relief. However, the refusal to use them even during one of the 
periods returns them to the status of natural areas. 
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The composition of natural frames of all the settlement periods of a region, including the modern one with the 
basis of the natural frame, reveals the total potential of naturalness as the principal criterion for evaluation of natural 
areas. The nodes of naturalness should serve as a basis for the upper level of the designed natural frame – reservation 
areas. All the levels of the natural frame are presented as a hierarchy of areas with varying degrees of protection, with 
the appropriate character and mode of use and, for this purpose, with necessary facilities and organizational measures. 
At the same time the geometry (figure) of the natural frame of the previous periods allows for the linking of the 
modern disparate non-developed areas into a single system (Fig. 2, 3). 

 

   

 
1 – hills 
 
2 – ledge 
 
3 – watershed 
 
4 – big river 
 
5 – small river 
 
6 – swamp 
 
7 – continuous forest 
 
8 – an array of little cropping lands 
 

9 – geobotanical coast forest and 
forest steppe 
 

10 – geobotanical coast forest 
steppe and steppe 
 

11 – settlement of the tribes of Croats 
 
12 – village tribes of Volynyany 

 

Fig. 1. Symbiosis of settlement and natural frame area in the early periods (today – the Western Ukrainian region, as of 10th  century) 
 

 
 
 
 
 
 
 
 
 
 
 
 
 

 

 
 
 
 
 
 
 
 
 
 
 
 
 
1 – geomorphological axis 
 
2 – small rivers 
 

3 – big rivers 
 

4 – nature settlement area 
 

5 – centers of local groups (nests) 
 

6 – centers of settling systems 
 

 

Fig. 2. An extensive settling system of Volyn’, 13th century 
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1 – geomorphological axis  
 

2 – small rivers 
 

3 – big rivers 
 

4 – nature settlement area 
 

5 – centers of local groups (nests) 
 

6 – centers of settling systems 
 

Fig. 3. Stream skirts settlement system, 13th century (Podolia) 
 

The conditions of the area relatedness by the factor of naturalness permits for the allocation of spaces in 
the region. An anthropogenic pressure exceeds the capacity for regeneration of nature (mostly plain landscapes), 
in which the task of restoring elements of the natural frame is particularly complicated. Functional zoning of the 
area of the region should ensure recoverability of the natural frame. For this purpose, proposals should firstly be 
developed during the district planning of the region, as well as during the general planning for the entire set of 
settlements. It is necessary to solve the area-balance problem in functional zoning, where the ratio of urban and 
natural elements in which the ecological balance is kept. 

The structural descriptions of a natural frame are determined by its geometry and the arrangement of 
separate elements. In the most general aspect, the natural frame can be considered as a system of axes, points, 
nodes, lines and areas. The “thinnest” structural elements, which provide relatedness, must be accurately 
determined according to environmental sustainability. 

A natural landscape basis of a region, as well as its natural frame as a whole, should be described with the 
help of the system of spatial features, which are compared with the determining features of urban development 
structures. The relief as the main component of the landscape has two polar characteristics: the upper axes 
(watershed surfaces) and the lower axes (catchment surfaces). They are interrelated and exist in a single system 
on the principle of mutual complementarity (Fig. 4). 

 

      

Fig. 4. Natural frame in the towns, 19th century. Left – Terebovly, the autor – A. Lange. Right – Zhovkva, the autor – N. Orda 
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The basis for the detection of the natural frame as a spatial system of non-developed areas are the lower 
and upper axes of the relief, which are materialized through specific structural elements of the landscape (slope, 
terrace, ledge) and content elements (types of tracts). All the elements of a natural frame are divided into two 
groups: long and compact. The geometric shapes include the axes that make up the beds of major rivers, large 
swampy valleys of small rivers, bands of wide swampy flood plains of rivers, hilly ridges, long ledges, points, 
areas and nodes. The form of elements derives within the natural frame: the axis (a small river) may gradually 
turn into the band while increasing its width (a large river, a river in a swampy flood plain); the same processes 
can occure in the upper axes (watershed ridge). Break may also appear in a line, converting it into points 
(vertices of some hills). The development of linear forms occurs by branching out of the component, and the 
density of the latter makes it possible for the natural frame to shift into homogeneous massifs to the porous or 
solid form. Districts are made into large areas with the similar landscape features: mountain ranges, forests, 
wetlands and lowlands. The points of a natural frame are the separate components of the landscape (hill, swamp, 
a wood) that can form a dispersed area (e.g. hills along the outliers of the Holohory Voronyaky ridge). Nodes 
are formed by an intersection of linear elements or by partial matches of solid elements. 

 
4. Conclusion 

 
The process of historical settlement is defined by successive changes in significance of the components and 

structural elements of the landscape in the development of productive forces, as well as by the possibility of using 
natural resources. As a result, regional urban systems are formed at different times, with some towns appearing and 
developing, and others declining. In relation to the settlement process, natural base elements are preserved, 
forming an independent system, known as the natural frame, which goes through all levels of urban development 
projects. In modern conditions, the activation of settling leads to the fact that, in areas outside the scope of urban 
planning development, the natural frame dismembers the city structure. In areas of moderate urban planning 
development, the natural frame in the city structure is manifested in the form of separate green areas. Furthermore, 
in areas of intensive urban planning development, such a frame does not exist. Finally, in areas of intensive urban 
planning development, dispersed green areas of the city are connected into a larger system with the help of 
different components of the landscape. 
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ЕКОЛОГІЧНИЙ БАЛАНС У РОЗВИТКУ МІСТОБУДІВНИХ ПЛАНУВАЛЬНИХ СИСТЕМ: 
ІСТОРИЧНИЙ АСПЕКТ 

 
Анотація. Запропоновано концепцію утворення системи природніх компонентів на рівні регіону – природного каркасу. 

Така система є взаємодоповнювальною для мережі розселення і забезпечує урівноважений розвиток містобудівних утворень. 
Природний каркас як система слабокосвоєних територій існував у всі історичні періоди розселення, а його деградація була 
спричинена промисловою революцією. 

 
Ключові слова: урівноважений розвиток, система розселення, природний каркас. 
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Abstract.This article considers the evolution of the townscape of Lviv in connection with natural 
landscape,civil buildings and housing during the 13th – 18thcentury. 
 

Key words: city, townscape, city landscape, city plan, architectural ensemble, architectural image. 
 

1. Introduction 
 
Lviv is one of the biggest Ukrainian cities, an industrial, transport and cultural centre of Western 

Ukraine. Since the middle of the 13th century,the city has been known as one of the capitals of Halych-Volyn 
Principality, the Western part of Kyivan Rus. The town is considered to be founded by Prince Danylo Halytsky 
(Daniel of Halycz) in the formerly populated land, at the crossroads of the important medieval trade routes, linking 
the towns of Central Europe with Kyiv and the towns of Baltic Sea coast with the Pontic littoral [1]. This article 
aims to carry out an analysis of the evolution of Lviv’s image throughout the 13thto18th century, and to show 
the distinctive features of the city development. 

 

2. Basic Theory  
 
Numerous archaeological and historical materials testify that Lviv during the 13th century consisted of 

several relatively separated areas. First and foremost, the fortified core constituted the town (13th c.) and was 
situated on Prince’s Hill, whose general appearance can only be described rather hypothetically. A “pillar” 
defence tower, surrounded by earthen ramparts and wooden felling is assumed to be located there [2]. Secondly, 
there was a castle, known as the High Castle, which began to be constructed in the second half of the 14th 
century. It was built on a high hill to the east of Prince’s Hill (“Knyazha Hora”) and had been a large building of 
120 metres long and more than 20 m wide, with the high walls and several towers[3]. 

East of the vicinity of Castle Hill was the steep Leo’s Hill, which was free of buildings.There was also a 
fortified Prince’s courtyard with a treasury, located on a terrace to the South of Prince’s Hill and embraced by 
earthen and wooden fortifications. On the terraces, “the town outskirts” (“Pidhoroddya” or “Posad”), laid lower 
from the fortifications,consisting of wooden dwelling housingsas well as stone and wooden churches. 

The landscape of Lviv of that time was supposed to be a picturesque mixture of the fortifications on the 
hills and urban housing at their feet in typical environs: the hills, the terraces, and the Poltva-river valley. In the 
primary phase of the city’s development, the Prince’s and High Castles, due to their advantageous location, 
became the main architectural townscape dominants, commanding the environs. 
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3. Results and Discussion 
 
Construction of numerous temples in the territory of Posad during the second half of the 13th century until 

the first half of the 14th century had significantly altered the general view of the town. It is known that at that 
time, there were more than ten Orthodox churches and monasteries, two Armenian churches, two Roman 
Catholic Cathedrals and presumably a mosque and a synagogue in the town [4]. 

Only the church of Saint Nicholas, the church of Saint Parasceve, the church of Saint Onufry, the cathedral of 
Saint John the Baptist and the cathedral of Saint Mary of Snows have been preserveduntil now, remaining as local 
architectural dominants.The central core of the territory of Posad was the Old Marketplace (still existing), which was 
mainly located along the former Volynsky Road (“VolynskyShlakh”), the site of the present Bohdan Khmelnytsky 
Street, and had the length of 1.5–2 km. The townscape of the territory of Posadwas the largest part of the town at that 
time. From the West, the town was limited by the swampy Poltva river valley. 

Thus, in the middle of the 14th century, the town landscape of Lviv possibly resembled other towns of the 
Kyivan Rus, such as Kyiv, Volodymyr, Halych, and Chernihiv. It should also be underlined that the architectural and 
urban elements, spontaneous planning of the territory, and stone and wooden housing formed a holistic unity. 

 

 
 

                        
 
From the middle of the 14th century, a development of a new urban construction started on the plain 

territory, to the South of the Old Rus Posad [5]. One hypothesis supposes that mastering a new territory had 
commenced earlier, but its clear shaping took place only during reconstruction after the devastating fire in 
1381 [6]. 

A new urban complex was created on the ground of typical planning with a rectangular Rynok Square 
(Market Square) at its centre. The square of the town, surroundedby a ring of fortified walls, totalled 18 hectares 
and contained about 250 built-up plots [7]. A regular urban planning system was typical for the central 
European towns of that time, as the sizes of urban plots were dictated by the Magdeburg Law. 

The Market Square represented the compositional centre of MedievalLviv, where the main streets, 
leading to the Halych and Cracow gates, crossed. The centre of the Market Square was occupied by the Town 
Hall with a lofty tower anda clock mounted on top, and along the perimeter of the square, the three-window 
houses of merchants and artisans were constructed. Buildings were bordered with pedestrian pavements of hewn 
stone, slightly lifted over the road. The Market Square and the main streets had cobble-stone roads.  

There was no verdure beyond the town walls, except for the small gardens of monasteries. Such 
description of the general appearance of Lvivduringthe period betweenthe 16th to 17thcentury appeared in the 
oldest reference to the city, left by Gdansk merchant Martin Gruneweg[8]. 

One can consider that during the 15th and 16th centuries, the town landscape of Lviv was shaped by 
regular Gothic planning and Gothic housing inside the rings of walls. The towers of the Town Hall, town 
fortifications, and church buildings used for worship dominated the silhouette of Lviv at the time, against the 
equal low-rise buildings of town-dwellers. 

Fig. 1. Stages of the Lviv urban 
development in XIV–XVIII cc.: 

1 – forest; 2 – city housing;  
3 – road (trade road);  

4 – Poltva river and its tributaries;  
5 – march-ridden river flow lands 
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It may be said that during the 15th and 16th centuries, atotal transformation of the town landscape’s 
accents took place. The compactly built-up sites of similar dwelling blocks, separated by the straight streets, 
became the main factor of the town’s impression from the “inside.” Perspectives of the streets are completed 
with the towers of the Town Hall, churches, and town fortifications. 

From the “outside,” the town looked like a compact formation with a variegated silhouette, encircled by 
aring of walls. Still, the High Castle located on the summit ofthe hill commanded a beautiful view of the town 
andcontinued to be a dominant element of the town’s panorama and silhouette. This can be seen in the oldest 
general view of Lviv, in the early – 17th century engraving by Aurelio Passaroti [9]. 

The defence walls played an important role in the town landscape. Except for the High Castle mentioned 
above, the two rings of walls – the internal High Wall and the external Low Wall – encircled the town. The 
High Wall was fortified with 28 square towers and the low wall had 18 semi-circular towers [10]. 

 

 
 

Fig. 2. The view of Lviv from the second part of 13th century. 
According to J. Bazarnyk. 1984 

 
Fig. 3. The Lviv and suburbs in XV–XVIII cc.  

According to J. Witwicki. 1936 

      
It should be mentioned that one could judge the general aspect of Lviv townscape before the middle of 

the 16th century, mainly based on an analysis of the historical literary sources, since old Lviv housing 
construction suffered considerable damage in the fire in 1527[11]. 

Beyond the walls, unfortified town outskirts were located. One of them, is the Northern suburb, named “Under 
the Castle” (“Pidzamche”), is the site of the former Old Rus Posad, located on Volynsky Road. It became a part of the 
outskirts of Cracow. In the south, the Halytsky suburb was formed on trade routes to Kyiv and Halych (the present 
Lychakivska Street and Zelena Street). The appearance of the outskirts essentially differed from the general aspect of 
the very town inside the walls. The suburbs had small wooden houses with gardens and orchards as verdure. 
Buildings of the Orthodox and Catholic churches and monasteries stood out against this background. 

Steadily in creasing importance of the suburbs was the main reason of their fortification and creation of nearly 
separate towns that were independent on the city council. The King’s engineers Aurelio Passaroti and Fryderyk 
Getkant created a special draft of new fortifications around the outskirts, though it was never realized [12]. 

From the second half of the 16thcentury until the end of the 19thcentury, a general aspect of the Lviv 
townscape was marked by the evolution of architectural and urban forms of the Renaissance, Baroque, 
Classicism and Eclecticism. The Old Rus churches – the church of St. Nicolas, the church of St. Onufry, the 
church of St. Parasceve and the Armenian Cathedral – were reconstructed. This also affected the oldest Catholic 
Cathedral of St. John the Baptist and the Cathedral of St. Mary of Snows, which underwent serious alterations. 
The Gothic Cathedral gained almost new architectural forms and became an example of evolution of forms of 
the classical architectural styles and their mutual supplement, beginning from Gothic through to Baroque styles. 

One of Lviv’s most revered monuments of the Renaissance style is the Ensemble of the Church of the 
Assumption, a masterpiece of the 16th and early – 17th century Ukrainian architecture. The ensemble 
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harmoniously combines the three constructions of different sizes: the 66-metre-high bell-tower, named the 
Kornyakt tower, the Church of the Assumption and the small Chapel of the Three Prelates. 

The most significant Baroque constructions of Lviv in the 17th and18th centuries include the church of 
St. Peter and St. Paul of the Jesuit Order, the church of St. Michael of the monastery of the Barefooted 
Carmelits, the church of St. Antonius, and the church of Mary Magdalene. 

The Church of the Bernardines and a church of the Dominicans occupied a special place in the spatial 
composition of the historical centre of the town. These monumental edifices actively form the image of the 
adjoining streets and squares. Their towers are the last links of the perspectives of streets and play an important 
role in the formation of the townscape of the historical centre of the town. 

Among the greatest achievementsof the Lviv’s Baroque style, the ensemble of the Greek-Catholic 
Cathedral of St. George should be mentioned [13]. It was built in the middle of the 18th century on a high 
hilltop, located to the west of the historical urban core, where a small wooden church of the 13th century once 
stood. The Cathedral of St. George has become one of the main elements in the town’s phisionomy. Its dome is 
easily seen from a great distance. 

The Renaissance and Baroque edifices have contributed new peculiar features to the town landscape of Lviv. 
They essentially enriched the composition of streets and squares, and formed a variegated and expressive townscape 
of the centre. In a densely built town, towers and belfries of edifices used for worship purposes became spatial 
reference points. They also informed on the national and religious affiliation of residential blocks, being typical 
features of multinational Lviv during the 13th to 18th centuries. Northern dwelling blocks were inhabited by 
Armenians (Orthodox and Catholic), central blocks by Poles and Germans (Roman Catholic), South-eastern districts 
by Jews (Israelite), and eastern dwelling blocks by Ruthenians or Ukrainians (Orthodox). 

 

 
Fig. 4. North-east corner of the Rynok Square in Lviv 

 
 

Fig. 5. Church of the Assumption. XVI–XVII cc. 

 
In the 15th and 16thcenturies, the Market Square was the largest open space in the centre of the town and 

was of great importance. The square (142m by 129m), was plannedto meet the requirements of the Magdeburg 
Law. Since the end of the 14th century, it has been constructed by dwelling houses on 52 plots along the 
perimeter of the Square [14]. 

Before the fire in 1527, the buildings were built in the Gothic style. After the reconstruction, they took 
the Renaissance and Baroque forms. Initially and throughout the 16th and 17thcenturies, buildings 
characteristically had three windows across the facades. Instead of the background of ordinary houses, large 
premises-palaces were erected. They emerged as a result of joining together several previous constructions. 

Until today, the Market Square has preserved the unity of spatial composition and has remained as a 
compositional center of the late medieval part of the town. 
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Fig. 6. Halych suburb.  
The Bernardine Monastery and Church. XVII c. 

 
Fig. 7. Cracow suburb.  

St. George Cathedral. XVIII c. 

 

 
 

Fig. 8. The view of Lviv in XVIII c. According to W. Dolynskyy. 1929 
 

4. Conclusion 
 
At the end of the 18th century, the town landscape of Lviv was formed by the following constituent parts: 

the complex of the medieval town, encircled by the double ring of fortifications, and the strip of suburbs around 
it [15]. Among the suburban is Pidzamche (Under the Castle) with the Old Rus urban territory at the foot of the 
High Castle occupied a special place. Town’s outskirts had their own spatial dominants, as for example, Cracow 
suburb with the St. George’s Cathedral, Halych suburb with the Bernardine Monastery and Church, Lychakiv 
suburb with the St. Antonius church, which at the same time were important components of the general town 
landscape, as ithas already been emphasized.  

 

References 
 

[1] The first written reference to Lviv in the Halych-Volyn Chronicles dates back to 1256. Today Lviv has a population of 
760000 and is the administrative centre of the Lviv region (“oblast”), important industrial, transport and cultural centre. 

[2] The view of the primeval urban core of Lviv during the days of Halych-Volyn Principality is described according to:  
Ivan Krypiakevych Istorychni prokhodyp o Lvovi. – Lviv, 1932. New edition 1991. – P. 13. 

[3] Ibidem. – P. 22. 
[4] Trehubova T. O., Mykh R. M. Lviv. Arhitekturno-istorychnyj narys. – Kyiv, 1989. – P. 45–51. 
[5] In the second half of the 14th century Lviv and suburban areas were incorporated into the Polish Kingdom. In 1356 the Lviv 

took on the Magdeburg Law. 



Bohdan Posatskyy 

 

40

[6] This hypothesis was published by Andriy Rudnytskyy in: Istoria Lvova // under red. V. V. Sekretariuk. – K., 1986. – P. 21. 
[7] According to researches by TetianaTrehubova see note 4. 
[8] Istoria Lvova v dokumentach i materialach. – K., 1986. – P. 61–69. 
[9] Katalog hraviur 17–20 st. (Architektura Lvova). – Kyiv, 1989. 
[10] Vujcyk V. S. Derzhavnyj istoryko-architekturnyj zapovidnyk u Lvovi. – Lviv, 1991. – Vydannia druhe. – P. 15. 
[11] Ibidem. – P. 30. 
[12] Trehubova T. O., Mych R. M. …… p. 51. 
[13] After the Church Union of Brest was endorsed (in 1596) the Greek Catholic (the Uniate) Church was formed. Ukrainian 

people were divided into Orthodox and Uniates. 
[14] Today 45 houses are located on the Market Square. 
[15] Houses beyond Lviv’s walls, perhaps, were built already in the 16th c. and the end of the 18th c. built up. 

 
Богдан Посацький 

 

МІСЬКИЙ ЛАНДШАФТ ЛЬВОВА – ЕТАПИ РОЗВИТКУ (XIII–XVIII ст.) 
 

Анотація. Розглянуто особливості еволюції міського краєвиду Львова в поєднанні з природним ландшафтом і 
комплексами громадської та житлової забудови впродовж ХІІІ–ХVIII ст. 

 
Ключові слова: місто, міський краєвид, міський ландшафт, розпланування міста, архітектурний ансамбль, 

архітектурний образ. 



ARCHITECTURAL STUDIES 

 

Vol. 1, No 1, 2015   

 
Victor Proskuryakov 

 

THE DEVELOPMENT OF A NEW TYPE OF BUILDING  
WITH THEATRICAL AND CULTURALLY-EDUCATIONAL FUNCTIONS 

 

Lviv Polytechnic National University  
12, Bandery Str., 79013, Lviv, Ukraine 

 
Received: February 05, 2015/ Revised:April 07, 2015/ Accepted: May 29, 2015 

 
© Proskuryakov V., 2015 

 
Abstract. Preliminary research and proposals for creation of a new type of public building with theatrically-
spectacular and culturally-educational functions have been highlighted in the article. The building is directed at 
accumulation, keeping, restoration and display of the outstanding works of scenographic art. 
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1. Introduction 

 
If onewishes to define a personal contribution of a scenographer to the spiritually-cultural sphere during 

the period from the end of 20th to the beginning of 21st century, one should look carefully at artists’ creative 
achievements for a certain period of time. It is undoubtedly possible to see the results of creativity in the 
theatrical performances of a scenographer. However, monumental decorations created by an artist exist for only 
a certain period of time, thus they are temporary.After the performance, most monumental creations of a 
scenographer are kept in special depositories and storage rooms behind the scenes of the theatre. As their number 
is considerable and the size of sets is massive, namely from 10 to 20 metres, it is practically impossible to keep the 
monumental works of an artist’s heritage in personal artistic studios and other buildings outside a theatre [1]. 

The art of a theatrical scenographer is a special type of art. It is a kind of a harmonious combination of 
music, light, acting in the background of sets and artist’s creative work. Firstly, scenography embraces all 
aspects of visual perception of theatrical sets. Secondly, deep philosophy of scenography is hidden in the 
general impression from performance in a setting, decorated by a certain theatrical artist [2, 3] (Fig. 1). 

Therefore, the need for creating a new type of building appeared long ago in Lviv and generally in 
Ukraine, a building which, apart from theatrically-spectacular function appearing during the play, would also 
perform culturally-educational function which personifies keeping, restoration and creation of museum 
expositions from the monumental scenographic works. 

 
2. Basic Theory Part 

 
It is worth mentioning that currently in Ukraine there are no such complex buildings that perform both 

theatrically spectacular and culturallyeducational functions. Therefore, the idea of creating “Lysyk’s House” is 
an innovative project that is particularly interesting for both the theatrical audience, the museum visitors and the 
admirers of gallery art. The creationof such a culturological object in Lviv would significantly increase the city’s 
spiritual and artistic potential at a high level. As a result, the city would receive considerable preferences in the sphere 
of education of young creative occupations and satisfy the curiosity and strict demands of the audience. 

Thus, there is a topical question of creating special buildings and houses that would ensure project 
conditions for spiritual, culturally-educational and theatrical features of a house.  

It was Yevgen Lysyk in national theatrical art who formed a special artistic world-view and made a 
significant contribution to the development of Western Ukrainian, and generally, world theatre [4, 5]. 
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Yevgen Lysyk was born in 1930 and died in 1991, and is a famous Ukrainian scenographer whose artistic 
technique took into account fundamental means and architecture methodology. He is the author of  
85 accomplished opera-ballet and drama performances in numerous theatres in Ukraine, Russia, Belarus, 
Macedonia, Turkey, Bulgaria and other countries [6]. 

 

 
а 

 

 
b 
 

Fig. 1. The example of best scenographic decisions: 
а – Ye. Lysyk, “Till Eulenspiegel”. Balletperformance, Ye. Hlebov, Opera and Ballet Theatre in Minsk, Belarus,1978; 

b –  S. Barkhin,“Cinderella”, T. Habbe. Puppet theatre, Yekaterinburg, Russia, 1976
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Ye. M. Lysykdesigned the means and measures concerning adaptation, integration, harmonization of the 
objects of his scenographic decisions in theatrical spaces and architecture of existing theatrically-spectacular 
buildings. In addition, he designed and conducted experiments in the direction of creation of his personal 
theatrical, architecturally-dimensional and active types of theatrical buildings. His workneeds to be specially 
and scientifically researched. 

The topicality of researching these particular aspects in Ye. Lysyk’s creative work is confirmed not only 
by an incredible amount of his scenographic objects, namely of horizons, curtains, pallets, but also by a large 
amount of stage space for which they were created. They also worked just as well as buildings where theatrical 
performances took place[7]. 

Building of houses of modern complex type, apart from popularization of theatrical art as such, and apart 
from the very idea of perceiving the performance of a play, should also perform the culturally-educational 
function, the main idea of which lies in demonstrating scenographic works and artistic sets from the previous 
stagings. The exclusive exhibits kept in this type of building make it possible to use them as a visual agitation in 
the process of teaching art students and creatingan incredibly emotional atmosphere where the theatrical acting 
makes a great impression on the spectator.  

The role of a scenographer in theatrical art cannot be overestimated, as most prominent theatrical 
performances have been staged in an artistic tandem of a director and a scenographer. For instance, in the 
Moscow Taganka theatre, it was the cooperation between a famous director, Yuriy Lyubimov, and well-known 
scenographer, Davyd Borovskyi that brought world fame to such theatrical stagings as Man of La Mancha,Ten 
days that shook the world and Hamlet. At the same time, it is practically impossible to separate the role of a 
director from the contribution of a scenographer, sinceonly such artistic cooperation can guarantee the success 
of a performance.  

Why is it only “Lysyk’s House” in Lviv and not a museum, a centre or exhibition complex? Owing to the 
name of the house, it is understandable that it is intended to keep, spread and inform visitors about everything 
that is connected with life of Yevgen Mykytovych and his creative path. It is a place where we can show respect 
to the artist that significantly contributed to the cultural development of national Ukrainian theatrical art.  

One can not but agree that at the end of 20th and at the beginning of 21st centuries in Ukraine there were 
enough research works dedicated to the phenomenon of scenography in general, and to the sceno-
grapherYe. M. Lysysk’s phenomenon in particular. The most important of them were the works by 
V. Proskuryakov, P. Bosij, I. Dychenko, V. Berezkinaand, D. Yarema [8, 9]. 

Lviv, which was the home for Ukrainian, Jewish, Polish and Austro-Hungarian theatrical art, was the 
place where new types of buildings would appear for the first time.Yevgen Lysyk would become a symbol of 
artistic potential of achievements in the sphere of scenography at the end of 20th century and at the beginning of 
21st century. 

In addition, apart from keeping the heritage of an outstanding Galician scenographer, “Lysyk’s House” 
would have to meet all the late-20th century and early-21st century requirements in various directions such as 
technology, multifunctioning. At the same time, it was to be the original building, which did not resemble other 
town buildings, both in construction and appearance. 

The initial question of the future building’s location caused a heated argument among the teachers and 
students of Lviv National Polytechnic University, who decided to sketch a building plan in spring 1992. Having 
analyzed all advantages and disadvantages, the authors of the project chose a square called “Vicheva,” opposite 
M. Zankovetska Theatre. There are certainfactors that particularly influenced the choice of this location. These 
factors are the following: If the building was located in Vicheva,its façade, which faces Teatralna Str., 
L.Ukrainky Str. and Kortnyaka Str., would complement the creation of an ensemble, in which Lviv theatre 
culture rose, developed and formed. It is worth mentioning the Late theatre in the Franciscan church, National 
M. Zankovetska Academy and Drama Theatre (former Theatre of count Skarbek), Lviv National Academic 
Opera and Ballet Theatre Named After S. Krushelnytska (former Great Theatre), Lviv Regional Puppet Theatre 
situated in a former House of Craftsmen.  

The area corresponds to the calculations and sketchesdeveloped by architects Johann Salzmann and 
LudvigPikhl, who had designed the theatre of the count Skarbek. It seems to be situated in the centre of gravity 
between the corresponding above-mentioned theatrical buildings. The physical size of this square allowed for a 
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building that would be larger than the National Museum in the building of a former artistically-industrial 
museum,designed by architects Leonard Markoni and YuzefKaetanYanovskyi, which forms the façade from the 
south. The particular location of the modern and massive “Lysyk’s House” Lviv’shistorical centre would 
negatively influence the general landscape of the city centre. However, at the same time, Lviv dazzles 
spectators:if one wouldgo up to the High Castle or to the Lion’s mountain, they would be fascinated by the 
views of roofs, domes, bell towers and chimneys; everything impresses from mansards, domes, cornices, 
lanterns to wind vanes and spires. All of it has been created by genius architects and Lviv residents.  

 

3. ResultandDiscussion 
 
One should not forget that all this architectural beauty did not appeared overnight, but was created 

gradually over many years. When discussing the specific location chosenfor the “Lysyk’s House,” it should be 
noted that the silhouette of an ensemble of this central part was being formed in 13th and later in 19th and 20th 
centuries. Ideally, the ensemble would be completed with a new building at the beginning of 21st century, as it 
would correspond to its authenticity. It would likely intensify its integrity, rather than destroy it, and would 
complement it without excessive overload. The roof of the building can be seen from the Lviv hills or from a 
bird’s eye view. As a rule, a person perceives architecture at a level of their height and feels it due to the 
appropriate comfort and beauty of the interior. The main solutions have been suggested for “Lysyk’s House.” 
All proposals had certain construction and technological decisions designed, a variety of recourses used and a 
search and realization of projected parameters conducted. Lviv’s designing practice has never had any similar 
buildings that could fulfill all the necessary specific conditions. Depiction of a soul and image in the appearance 
of a building and its architecture was the most complicated problem in the design process, since this house was 
projected as a symbol of a man’s life and the memory of him. The authors used experience of theatre leaders 
and professionals from different spheres to solve the architectural and industrial planning issues.However, every 
author had his own idea and architectural solutions concerning each proposal, which had been formed via 
acquaintance with Lysyk’s creative works during performances and artistic works. According to the first version 
of the authors (prof.V. Proskuryakov and arch.I. Romanyuk), the building of Lysyk’s House looked like a comet 
that fell in the middle of Lviv (Fig. 2). 

 

 

Fig. 2. Sketchof “Lysyk’s House” in Lviv. Authors: prof. V. Proskuryakov and arch. I. Romanyuk 
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A comet is a symbol of the dynamic, creative life of Yevgen Lysyk, who used space measuring. The 
comet left a trail and encountered an organ, which is a symbol of harmony that would change its direction. It 
had a shorter trajectory and transformed into an egg, which is a symbol of eternal universe, art, spirit and faith. 

These symbols and images are the main elements of architecturalplanning and construction solutions of 
the building. The tail of the comet is the roof that covers the house, simultaneously serving as a special scenic 
space for the display of the stage sets thatare kept in the rooms of the building. It could also be used as a stage, 
screen or communication system. The enormous egg is the space with a main hall, galleries, boxes, and 
balconies, all of which could be transformed into any kind of theatrical performance.  

In the second version of Lysyk’s House, designed by prof. V. Proskuryakov, the building is similar to a 
great theatre yard looking like an arch covered with a lantern-transformer. Balconies, audience seats and the 
roof are connected by a transparent passage, where the stage and some equipment are situated, allowing for 
exhibitions ofany Lysyk’sworks. The author designed a system of different halls along the perimeter of the main 
space to meet the demands of the exhibition connected with theatrical process.  

In the third version, authorprof. V. Proskuryakov and architect M. Dmytryshyn decided to design 
“Lysyk’s House” in simple cubic forms and suprematist details. The main exhibition space sphere is situated in 
a great cube, divided diagonally by an inclined surface. This idea of space sphere was the master’s desire to 
fulfill one of his dreams – to see what theatrical sets look like inside and outside of theatrical sphere object.  

The students of Lviv Polytechnic National University at the Department of Design of Architectural 
Environment completedthe original projects of Lysysk’s House. They were university graduates of the Institute 
of Architecture: Myroslav Horyn, Oleh Bonchuk, and Vladyslav Mastykash, under the supervision of 
V. Proskuryakov. 

Having thoroughly analyzed all recent projects on the topic of Lysyk’s House suggested by their 
precursors, they materialized their personal ideas in sketches and pictures which defined what the House would 
look like, what it would symbolize and where it would be located.  

Myroslav Horyn considers that Lysyk’s House has to be situated in the area of town bordered by 
Chornovola Str., Zernova Str., Kulisha Str. and Vagova Str. Yevgen Lysyk worked and created most of his 
pieces exactly there. The author sees this project as a syncretic complex of new and old buildings, combined to 
become the inside yard of hotel “Lviv.”The new houses wereaimed at accumulating, keeping, restoring and 
displaying famous works by Lysyk, where they would form the main part of the façade in Kulisha and Vagova 
Streets. The author decided to designthe main entrance in Vagova Street so that the complex of the House and 
Opera House created an integral visual connection. Stylistics of architectural solution of new buildings had to 
support such decision since the author used architectural ornaments and decoration motives of the Opera House. 
The project foresaw the general reconstruction of hotel “Lviv” and partial reconstruction of the house with 
façades facing VagovaStreet.  

Similar ideas of a young architect coincided with the ideas of T. Picevych, who designed the 
development of an Opera House and artistic studios in the 20th century.The studioswere built simultaneously 
with the Opera House for the needs of architect Z. Gorgolevskyi. At the time, this new building had some 
features of functionalism and consisted of two parts. The first part was aimed at creating scenic costumes for 
actors, while the second consisted ofstudios with shelves for storing theatrical props on the second and third 
floors and studios for different types of art on the fourth floor. According to the project, this fourth floor was 
connected with an old building by a gallery.  

Oleh Bonchuk proceeded with the topic of “Lysyk’s House” with its location in the square Nyzkyi 
Zamok between M. Zankovetska theatre and the building of the National Museum. According to O. Bonchuk’s 
idea, a semi-transparent glass crystal capsule would forma three-dimensional projection of the House both 
during the day and at night. In the afternoon, its mirrored façadeswould transform into the continuation of a 
landscape of the whole city from the egg, as if integrated and built in this half-transparent crystal capsule.  

The capsule is a constant exhibition space for Yevgen Lysyk’s works and it is painted both inside and 
outside looking as an Easter egg. The inner space under the capsule is a great hall with seats for the audience. 
The best of Ye. Lysyk’s works are carried through the hall in their original size and it is accompanied by 
corresponding music. The author has also planned compositional places on the first floor for exhibitions of other 
Lviv artists, open art days and artisticallycultural installations. The author suggested using underground levels 
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The heritage of outstanding scenographerYevgenLysyk is extremely interesting from both theoretical and 
practical points of view, since it was exactly his architecture and the fundamental rules of its formation that 
became constant means of creating high-quality environment of scenic theatrical acting.  

Apart from that,Ye. Lysyk learned and practiced harmonization of his perspectives of scenographic 
solutions with the architecture of a stage, as well as a theatre. This was first demonstrated with the Lviv Opera 
and the Ballet theatre, and later with other theatres. Scenographic solutions for performances,such as 
Demon,Spartacus,Romeo and Juliet,The Nutcracker,War and Peace and others are a confirmation of this.  

LysykYevgenMykytovych used architectural optical illusions as artistic means of intensification of the 
quality of scenographic solutions. Their purpose was either for the intensification of perceiving the scenographic 
forms or for their visual destructions. Such optical illusions include the laws of light irradiation, 
Zollnerillusions, Muller-Lyer illusions and others. This was used either for the reduction or development of the 
space of scenic action in performances Spartacus,World Creation,and Fern Blossom. 

The artist solved the plotter of the stage not only as a rectangular place of performance on a closed stage-
box, but also as space of arenas, hippodromes, craters in the shape of circles, ovals, cylinders, spirals, etc. It can 
be noticed in the plays Spartacus, World Creation, Medea, Holiday Suite In Honourof Astronauts, and Bolero.  

For construction and architecturally-scenographic forming,Lysyk used and developed contemporary and 
futuristic architectural styles. For instance, post-modern features are noticed in the play War and Peace, as the 
palace pillars are formed by projector lights. In Othello, the houses of Venice look like aquariums of ashen and 
greenish colors. 

Ye. M. Lysykused all of the above-mentioned means to adjust, integrate and arrange the devices of scenic 
action in stationary theatres and performance buildings [10]. 

Preserving the heritage of Yevgen Lysyk requires large areas for organization of meaningful display due to a 
considerable number of exhibits and monumentalism.For this purpose, the construction of a modern-type building 
was demanded. Selection of museum exhibits must be conducted by a committee consisting of theatrical experts, 
scenographers and professionals in the theatrical sphere, who, basedon special criteria of artistic value estimation (by 
sketches, models, visual works) of exhibits, decide on the list of objects for exhibiting.  

Moreover, “Lysyk’s House” has to keep, restore and exhibit scenographic sets creatednot only by 
YevgenMykytovych, but also by other outstanding Ukrainian scenographerswho have made substantial 
contribution to the theatrical culture of the country. 

Lviv currently numbers 10 theatrical establishments. Therefore, the appearance of another object of a 
new type such as “Lysyk’s House” would not create rivalry in theatrically-spectacular and culturally-
educational satisfaction to the needs of residents of Lviv city with the population of over 800 000 people. 

Thus, when choosing the objects for future expositions in “Lysyk’s House,” it is necessary to base 
oneself on high proficiency of artistic committee and over half a century experience of the author and his pupils 
in science and practical professional activity. 

 

4. Conclusions 
 
The historians of art have always rightfully attributed Ukrainian scenographic art to the elite, due to its 

external, formal characteristics. The theatrical scenography leaders, such as D. Lider, F. Nirod, Ye. Lysyk, 
M. Kuzhelev and their younger followers O. Zinchenko, T. and M. Ryndzak, O. Gavrysh, N. Gomon, 
V. Krashevskyi, M. Levytska, V. Bortnyakov, reached special heights and created magnificent objects of 
scenography. Their achievements show that the art of scenography is not only something that intensifies acting, 
but is a special kind of art which, apart from stage, also requires space for keeping and regular exhibitions. 

Isolation from widespread principles of artistic arrangement of scenic space, which happened historically, 
has caused some stagnation of national scenography. It is true that no special buildings have been built in 
independent Ukraine, where the best heritage of Ukrainian scenographers could be accumulated, kept and 
exhibited. At the beginning of the 21st century, it is a great loss not only for national scenography but also for 
national Ukrainian culture in general. 

Modern Ukrainian scenographic practice requires profound theoretical research and projects in the 
direction of development, addition of architectural typology of public buildings for spectacular shows (there are 
17 main groups, 200 types and 700 kinds), and fulfilling culturally-educational functions.   
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It is necessary to immediately begin the real designing of new types of public buildings on the edge of 
theatrical and culturally-educational functions for demonstration of famous scenographic works and for their 
accumulation, restoration and systematization using the experience of Lviv architecture school, a bright example 
of which is variant projecting of “Lysyk’s House”.  

All in all, since 2010,Lviv architecture school has started systemic theoretical research of the 
phenomenon of scenographic art and practical realization in the sphere of experimental projecting of 
theatrically-educational buildings of new type.  
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Анотація. Висвітлено попередні дослідження та пропозиції щодо створення нового типу громадської будівлі з 

театрально-видовищною і культурно-просвітницькою функціями, яка спрямована на накопичення, збереження, 
реставрацію та демонстрацію видатних творів сценографічногомистецтва. 
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