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Abstract. The current tendency of preserving monuments of immovable cultural heritage has gained
negative connotations since the conservation treatment activities executed by state and religious communities
that become ‘owners’ of significant sacred objects still lacks the sufficient legislative regulation. The
synchronization of multidisciplinary studies of specialists in different areas is extremely important for the
comprehensive preservation of an architectural object. A bright example is constituted by the preservation
state of murals by Modest Sosenko (1875-1920), a famous modernist of the first quarter of the XXth century,
which are painted in the interior space of Ukrainian churches. Deterioration processes, ideological
prerogatives, and changes of aesthetic principles have resulted in the total destruction of these unique pieces
of decorative and monumental art. The preservation state and the problematics of restoring sacred
polychrome paintings by Modest Sosenko on the terrains of Lviv region have been analyzed as those based
on the empirical, scientific, and restoration studies.

Key words: polychrome painting, sacred architecture, Modest Sosenko, preservation, restoration, physical
and chemical research, restoration probing.

1. Introduction

Taking into account the dynamics of destructing the authenticity of architectural monuments,
particularly the total ‘renewal’ of polychrome paintings and the supplementation of temple interiors with
objects, the interdisciplinary approach to observation, scientific identification, certification,
comprehensive conservation, and restoration of an object becomes more topical. Conclusions of the art
expert evaluation, which are based on the archive documents, literary sources or visual observation, do
not always render the real state of preserving the authenticity of a definite work. To determine the objective
state of preserving original murals within an architectural monument, scientists apply the method of
scientific and restoration research of the material structure of polychrome paintings, which enables the
possibility of elaborating the efficient scheme of actions for the comprehensive preservation of
architecture.
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2. Analysis of recent studies and publications

The idea of determining the efficient ways of preservation and the aesthetic approach to
conservation and restoration practice within the area of decorative and monumental art within an
architectural object is analyzed by Cesare Brandi (Cesare Brandi, 2006, p. 7-66). The information about
preservation of church polychrome paintings and iconostases by Modest Sosenko is taken from the
publications of the art expert O. Semchyshyn-Huzner (O. Semchyshyn-Huzner, 2014, p. 46-52), the
restoration artist V. Radomska (Radomska, 2009, p. 190-195, 2010, p. 171-178). The topic of uncovering
and preserving polychrome paintings is highlighted in the articles of I. Z. Dutkevych, O. B. Rishniak,
0. Ya. Sadova, P. Bolinskyi, R. S. Herman, A. I. Pochekva, T. O. Kondratiuk and the XIth International
Scientific and Practical Conference organized to mark the 80™ anniversary of founding the National
Scientific and Research Restoration Center in Ukraine (NSRRC), 2019, Kyiv (edited by Strelnikova, 2019,
p.109-114, 177-182, 246-250, 376-380).

3. Research objective

The objective of the article is to highlight the current preservation state of polychrome paintings by Modest
Sosenko in the interior space of Archangel Michael Church (Arkhanhel Mykhail Church) in Pidberiztsi village,
St. Nicholas Church (Sviatyi Mykolai Church) in Zolochiv, and Church of Resurrection of Christ (\Voskresinnia
Hospodnie Church) in Polyany village, Lviv region, as based on the scientific and restoration analytics. The
research aims at determining the authenticity of murals, the stages of restoration interventions, the preservation
state and the non-destructive ways of conservation and restoration work. The analytics outlined in the article is
based on multiple expeditions to architectural objects, physical and chemical laboratory analysis, and practical
application of restoration procedures (2015), which facilitate the professional preservation of authenticity of
polychrome paintings by Modest Sosenko in the interiors of Archangel Michael Church in Pidberiztsi and Church
of Resurrection of Christ in Polyany.

4. Results and Discussion

The key component of adapting monuments of art and architecture to the requirements of any epoch
is time, which performs the function of mediation between the final creative process and the moment when
this creative act, i.e. monument of art and architecture, arises in the consciousness of an observer belonging
to a certain epoch. The distance between the moments in time with respect to evaluating the eternal and
the historical aspects brings about the conflict that can significantly affect the preservation of an object.
As a result of transformations, different alterations in terms of shape and content, destructions,
reconstructions, and reformatting, a certain art object becomes topical for the society and, simultaneously,
remains a part of cultural and historical past (Cesare Brandi, 2006, p. 35-39). A study of the main
principles of stratigraphic and technological structure of wall paintings as an example of decorative and
monumental art constitutes the significant stage of preserving the monument in general. The search for
new technological materials and the change of aesthetic, social, and cultural prerogatives significantly
changes the methods and the technical and technological principles of decorating architectural buildings.
Currently, the study of authenticity of monumental art dating back to the first half of the XX™ century,
namely the determination of authorship, the confirmation of previous attributions or the attribution of new
objects, is at the initial stage of development as compared to the study of panel painting. Art expert
evaluations based exclusively on archive and historic data do not always correspond to the real state of
preservation. The situation becomes more complicated when the preserved architectural ensembles are
dated or identified taking into account only the indirect evidence, such as age determination of an
architectural environment (data taken from the history of a temple, graffiti with dates on the walls,
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paleography, inscriptions, etc.). Another type of evidence, which is iconographic and stylistic analysis,
cannot always serve as the basis for dating or identification of an author because paintings can be changed
and renewed multiple times. For the sake of establishing the chronological connection between interior
decorations and architectonics of a construction, we should pay attention to the decisive role of the
scientific and technological study of the physical structure of layers that constitute a certain type of
architectural monument. The topic that has not been highlighted so far in the national scientific
historiography deals with the creation of an analytical database of individual methods, principles, technical
and technological specificity of the Ukrainian monumental artists who created their works in the first
quarter of the XXth century. One of the talented representatives of this group of innovators is Modest
Sosenko (1875-1920), who in the early XXth century introduced a new type of organizing the interior
space of sacred buildings and, thus, created ‘Ukrainian” Neo-Byzantine direction combined with the
strongly pronounced modernism stylistics of that time. Taking into account the research objectives, we
have determined the preservation state of polychrome paintings by Modest Sosenko in the architecture of
three churches in Lviv region and outlined the set of recommendations concerning their preservation and
restoration. The general scientific and special methods of research have been applied. They served as the
basis for developing the comprehensive methodology of studying polychrome paintings in architecture,
which apart from the theoretical aspects presupposes drawing scientific and restoration conclusions on the
basis of field observations, physical and chemical laboratory examination, research interviews.

The construction of Archangel Michael Church in Pidberiztsi, Pustomyty district, Lviv region (architect
V. Nahirnyi) was finished in 1891. Modest Sosenko executed organization of the interior space in 1907-1910
actively collaborating with the firm of I. Levynskyi as a stylist and decorator, icon painter, designer of stained-
glass windows and iconostases.

This is a brick crossed-dome temple, which has a two-armed cross with a longer descending part
(nave, narthex) and an octagonal drum of a dome at the transept crossing (four main sides are smaller),
which is crowned by a lantern with an onion dome. The eastern part of the temple has a rounded apse with
a hemispheric top (Fig. 1). The architectural space of the temple is divided in accordance with the basic
functions of a temple of the byzantine rite. The temple interior is the expression of harmony and
interconnection between the architectural and constructive intention of the architect and the stylistic
organization of the sacred space (Fig. 1-3). At the first glance, the preservation state of the authentic
polychrome paintings by Modest Sosenko is satisfactory. However, as those of 2019, the material structure
of the paint layers is exposed to serious deterioration processes. In 1980s, the group of professional
restoration artists under the supervision of N. Prysiazhna performed the reinforcement test of the
powdering pigment of authentic polychrome paintings and cleaned the surface contamination that partially
distorted the original coloristic patterns (last eastern pilaster of the nave). However, restoration works
were stopped due to the lack of funds. During mechanical interventions, the powdering nature of pigment
causes its loss and gradual peeling from the wall. Such mechanical damage ruins the elegance and integrity
of a colorful compositional image of a painting and causes its elimination with the help of faster and less
pricy procedures, as it happened with the repainting of transept niches back in 2008. One of the priorities
of the further monument preservation is to discontinue the practice of fragmentary renewals that occur in
the structure of polychrome paintings (authentic inscription above the narthex, repeated oil-based coats of
panels in the nave). The availability of multiple oil-based coats led to the cease of ventilation of walls
and plaster. The condensed moisture in the brick laying and the lime and sand plaster resulted in
accumulation and reproduction of microbes, appearance of salt efflorescence, etc., and, consequently,
its detachment from the walls and powdering. In July 2008, “Restoration practice” (restoration artist
V. Radomska) was organized and its primary objective was: — to uncover the original polychrome
paintings by M. Sosenko located in the northern and southern niches of transept from the re-paintings
made in 1970s and 2008; — to cease the subsequent unprofessional restoration interventions; — to develop
and test in practice the program of the subsequent comprehensive restoration of this unique monument
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of architectural polychrome, created by Modest Sosenko in the first quarter of the XXth century
(restoration artists I. Dutkevych and V. Radomska).

The stratigraphic analysis of historical and technological layers, as well as the physical and chemical
examination conducted in the laboratory at the Faculty of Conservation and Restoration of Works of Arts at
the Academy of Fine Arts in Krakow (ASP, Krakow, Poland) served as the basis for elaborating and
implementing the restoration program. The selected techniques were practically tested on different
problematic areas of the object. High stabilizing possibilities of the applied techniques were noticed in
regards to the powdering nature of polychrome pigment. The restoration program would enable the
possibility of reinforcing the surface of the painting and simultaneously making the surface contamination
that distorts the coloristic patterns of the murals much thinner.

Fig. 1. Arch. Michael Church, Pidberiztsi (a); Fig. 2. Polychrome painting, Fig. 3. Arch. Michael Church,
Fragment of mural by M. Sosenko (1907) on the central dome of transept (c); Pidberiztsi;
apse top (b); photo by A. Tyrpych, 1996 Layout of Arch. Michael stained-glass window, northern wall

Church, Pidberiztsi performed of apse; photo by A. Tyrpych, 2005
by A. Tyrpych (c1), 2015

St. Nicholas Church in Zolochiv, Lviv region, is the architectural monument of the XVIth century,
which back in the past used to be a part of the defensive constructions of Zolochiv in Hlynianske suburb.
The defensive features of St. Nicholas Church are preserved nowadays and include thickness of walls,
window apertures, fittings, etc. The construction started in the XVIth century and finished in the early
XVIIth century; its founder is Mykola Vasyl Pototskyi; the church was restored in 1765; the sculptor of
the stone plastic arts on the church facade is Frantsisk Olenskyi; the author of polychrome paintings of
1911-1913 is Modest Sosenko (Hupalo, 2007, p. 12-15). The inscription states that back in 1911-1913
the interior space of the church, namely murals, was fully reconstructed and restored. The task was
assigned to Modest Sosenko, who created the new conception of decorating spatial composition of church
interior with the help of polychrome paintings and followed the traditional for him idea of combining Neo-
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Byzantine stylistics and modernist aesthetics. In 1940s, during the Soviet period, St. Nicholas Church
housed the museum of atheism. The iconostasis was dismantled; the icons and the elements of carvings
and plastic arts were sent to Lviv National Museum named after A. Sheptytskyi, Museum of History of
Religion and Lviv Art Gallery. In 1990, when Greek Catholic church was legalized, the building was
transferred to serve the liturgical needs of Zolochiv Basilian Monastery. In 1991, scientific expedition
(V. Radomska) was organized and its objective was to examine the monuments of architecture with murals
and iconostases by Modest Sosenko. It helped to record the real state of polychrome painting preservation
as of the moment of changing the functional purpose of the interior space (Fig. 5). In general, the
expedition noted the satisfactory and integral state of mural preservation, which could enable the
possibility of carrying out the professional conservation and restoration works. Murals in the sanctuary
part of the church are preserved most fully, because it used to be the staff area for the museum workers.
Repeated changes and renewals are spotted at the narthex top and walls. The reasons for this are the
waterproof defects in the roof cladding and the mental habit of “renewing” the entrance transit zones in
public buildings. The original name inscriptions on the northern and southern supporting walls of the nave
and the narthex were partially covered because the content and the mentioned personalities were “hostile”
to the Soviet ideology. As of the spring of 1991, the conclusions of the scientific and restoration expert
evaluation outlined the following problems: general powdering of the polychrome painting structure (loss
of binding media) and weakening of its connection with the plaster base; cracking, detachment of layers
and peeling of plaster; significant surface contamination of the structure of paint layers; salt efflorescence
in the structure of plaster and painting; repainting of certain fragments of art work; partial peeling and
mechanical damage of paint layers.

In 2013, the next expedition (restoration artist V. Radomska) was organized and it detected the
following changes in the interior space of the architectural monument: — the reconstruction of iconostasis
was carried out with the serious changes in stylistics and iconographic content; — the conducted restoration
works caused the significant losses in the original coloristic patterns and the texture of polychrome
paintings.

The capital repair of the building was conducted in 2000 by efforts of Father Hegumen Volodymyr
Palchynskyi. Following the initiative of Father Vasyl Tuchapets, Hegumen of the Basilian monastery, the
group of specialists from the Lviv branch office of National Scientific and Research Restoration Center in
Ukraine restored the wall murals painted by Modest Sosenko (Utkovych, 2008, p. 130-135). Restoration
was executed using the method of preserving the patterns and compositional structure of the original
intention of Modest Sosenko. It included integral repainting of an area and partial replication in accordance
with the author’s painting and coloristic patterns. The technique of restoration toning in the areas of
original painting loss was not detected (Fig. 6). Macro photofixation used in the process of examining the
polychrome paintings has outlined the significant differences between the original and the “renewed”
coloristic patterns. The subtle texture of glue paintings by Modest Sosenko was leveled down and became
monolithic and dumb. The date of “restoration” is recorded at the memorial inscription, located at the
supporting northern wall of the nave and the narthex. Later in 2001-2003, the iconostasis was restored by
efforts of Father Hegumen Klymentii Stasiv. The external architectonics of the church has also changed.
In the past, the lower part of the building socle and the buttress used to have the bare brick texture of the
calcareous rock. However, as of 2014, the stone foundation was covered with plaster, most probably
without the preliminary correction of the horizontal waterproof system. It affected plaster and caused the
increase of humidity in the lower part of foundation and walls. Macro photofixation revealed the tendency
of the selective monument preservation, as the earliest architectural details and limestone sculptures made
by F. Olenskyi are undergoing the process of gradual deterioration. In general, the object is hypothetically
preserved, even though the authenticity of the elegant coloristic patterns and the specific texture that
belong to the characteristic technical and technological features of polychrome paintings by Modest
Sosenko are irreversibly lost.
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Fig. 4. St. Nicholas Church, Zolochiv, Fig. 5. Polychrome paintings Fig. 6. Polychrome paintings
graphics by A. Tyrpych, 2015 by M. Sosenko (1911-1913), by M. Sosenko (1911-1913),
photo by V. Radomska, 1991 photo by A. Tyrpych, 2013

Church of Resurrection of Christ, located in Polyany village (Rykiv village till 1946), Zolochiv
district, Lviv region, was designed by the architect V. Nahirnyi and dates back to 1903. In 1913-1914,
Modest Sosenko created icons for the iconostasis and the two side altars and painted the central dome of
the nave (Fig. 7-9).
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Fig. 7. Church of Resurrection of Fig. 8. Polychrome paintings Fig. 9. Polychrome paintings
Christ, Polyany, graphics by by M. Sosenko (1913-1914), by M. Sosenko (1913-1914),
A.Tyrpych, 2015 photo by A. Tyrpych, 1991 photo by A. Tyrpych, 2015

During the expeditions aimed to evaluate the preservation state of the monument of architecture
(V. Radomska, 1991, 1996, 2016), we have noticed the gradual self-deterioration of Modest Sosenko polychrome
paintings, located at the junctions of wooden constructions under the central dome space
(Fig. 9). Partial detachment of linen canvas at the junctions of wooden boards resulted in the peeling of levkas
and paint layers of the polychrome paintings. The situation was worsened by the unsatisfactory waterproof
characteristics of the church roof cladding. The unstable temperature and humidity regime triggered the
deterioration of joints between wooden boards and the appearance of fungi spores, etc. (Fig. 9). It should be
pointed out that in 2018 the region council allocated funds to cover the central dome of the church, which could
significantly influence the preservation of polychrome (elected official M. Babinska). Currently, those unique
murals that are still preserved in their authentic form require urgent attention of experienced and professional
restoration artists who specialize in the area of preserving decorative and monumental art objects, located in the
structure of an architectural building. The program of restoration works should be based on the idea of preserving
original texture, coloristic patterns, and technical and technological peculiarities. It should prevent the
unprofessional approach and the “renewal” experience observed in St. Nicholas Church in Zolochiv. The
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preservation state of the icons in iconostases and two side altars, created by Modest Sosenko, is satisfactory and
no renewals were made.

5. Conclusions

The study of the material structure of an object from the stratigraphic aspect gives the possibility of
conducting professional restoration and eliminating the consequences of aesthetic renewals that deteriorate
the authenticity and hinder the subsequent preservation of an object. Contrary to renewals, professional
restoration aims at discarding the influence of new layers that were made with time and uncovering the
authenticity of an artwork in the eyes of the contemporary society. Such works become topical while
remaining a part of the past that is embodied in the consciousness of the contemporaries. However, the
preference for the aesthetic and stylistic factor results in some differences in terms of the principles of
preservation, conservation, and restoration of this authenticity. The restoration theory failed to elaborate
the uniform principles of preserving a work of art which would not be a matter of controversy and
“supremacy of taste”. These assumptions about the preservation state and the principles of restoration of
polychrome paintings by Modest Sosenko are based on the examples of three churches in Lviv region. In
one of them (St. Nicholas Church in Zolochiv), the complex original authenticity is lost, while in two
others (Arch. Michael Church in Pidberiztsi and Church of Resurrection of Christ in Poliany), the
authenticity is being self-deteriorated due to the lack of funds. The absolutely vandal approach to
“restoration” can be observed as based on the example of Dormition of Mother of God Church in Slavsk,
Lviv region, which was decorated with the polychrome paintings by M. Sosenko (though significantly
renewed and reconstructed). For the period of a week the local community destroyed the historic layers of
plaster with polychrome paintings without any approval (June, 2019).

The combination of scientific and practical studies of art experts, restoration artists, chemists and
technologists can prevent the subsequent unprofessional interventions which are accompanied by the
change of aesthetics and material structure of a work and the disregard for its historical and artistic value.
The comprehensive research of one object can serve as the basis for preserving and protecting sacred
cultural heritage of the first half of the XXth century, which is presupposed by the Ukrainian legislation.
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bozoan Yeprec, Bionemma Padomcora

CYYACHHUM CTAH 3BEPEXKEHOCTI TA IPOBJIEMATHKA PECTABPAIIII IIOJIXPOMII
MOJIECTA COCEHKA B CTPYKTYPI CAKPAJIbHOI APXITEKTYPH

Anomauin. Cyuacna menoenyis 30epedicents nam’imoK HepyxXomMol cnadwunu Habpana eKpail He2amugHo20 Xapakmepy,
OCKIIbKU HAOANT 3ATUAEMbCI HEBPe2YIbOBAHOK 3AKOH00A8YA NAM AMKO-0XOPOHHA OIAIbHICIb 0epicasu ma peniciinux 2pomao,
AKI CMarme <GIACHUKAMU» BUSHAYHUX CAKPATbHUX CHOPYO. [N KOMAIEKCHO20 30epedceHHs. apXimeKmypHo2o 00’ eKkma 6Kpail
8AJICTIUBO CUHXPOHIZYBAMU DACAMOBEKMOPHI O0CAIONCEHHS Paxieyia ycix Hanpamie. ACKpasum npukiadom modice CiLyeyeamu Cman
36epesiceHocmi CmiHONUCI8 8i00M0o20 ModepHicma nepwioi ueepmi XX cmonimms Mooecma Cocenxa (1875-1920), suxonanux y
CMpYKmypi iHmep’ €pHo20 cepedosuya YKPAiHCbKux yepkos. PyliHigHI npoyecu, i0eoNo2iuHi npepoeamusu, 3MiHa eCmemuyHux
NPUHYUNIE Npu3eenu 00 MOMAIbHO20 3HUWEHHS YUX VHIKAIbHUX NaM’ SMoK 0eKOpamueHO-MOHYMeHMAaibHo2o mucmeymsa. Ha
OCHOBI  eMNIPUYHUX, HAYKOBO-PeCMABPAYIUHUX OOCHIONCeHb PO32NAHYIMO 30epedceHicmy ma npooieMamuka pecmaspayii
caxkpanvhux nonixpomii Mooecma Cocenra na mepenax Jlvsiecokoi obnacmi. Ceped 3HauHoi Cnaduwury YyepKosHUX CMIHONUCI6 ma
ikoHocmacis, a ye noHao 12 06’ exkmis, cmanom Ha cb0200HI 30epecnioch. mpu IKOHOCMACU, YEPKOBHI NOLIXPOMIL 8 MPbOX XPAMAX.
Busnauumu cman 36epesxcenocmi  agmopcbKux NOAXPOMIL ma po3pobumu pekomenoayii wooo O0XopoHu i pecmaspayii
0eKOPAMUBHO-MOHYMEHMATLHUX MEOPI8 8 apXimeKmypi 6Kpail 8aAiCiuU60, OCKLIbKU MAEMO HEWOOABHI He2amusHull nam’ amKo-
OXOPOHHUTL 00CBI0 NOBHO2O 3HUWEHHS ICMOPUKO-MUCmeybKol cnadwunu — cminonucie Mooecma Cocenka ma FOniana byymanioxa
6 yepksi Yeninns Bozopoouyi, cum. Craecwre Jlvsiscvroi 0611 (wepsens 2019 p.). Ha ochosi yzazanvhenns 00c6i0y YKpaiHCbKux ma
IHO3eMHUX HAYKOBYI8 I pecmagpamopie po3spoOieHo peKoMeHOayii Woo0o 0XOPOHU ma pecmaspayii we iCHYIUUX A8MeHMUYHUX
cminonucis [ eimpasicie asmopcmea Mooecma Cocenxa (1907-1910 pp.) 6 inmep’ epi yepxeu Apxucmpamuza Muxaina c. ITiobepizyi
Jlvsiscokoi obnacmi. Takuil 06’ €km 00YinbHO BKIIOUUMU 8 NEPENIK KVAbMYPHOT cChadwunu 015 3anecenus 00 [lepaicasHoeo peecmpy
Hepyxomux nam'samox Yxpaiuu, sik 06'exm monymenmanvrozo mucmeymea. Cyuacna HayKogo-pecmaspayiiina 2any3s 30008’ 13ana
po3pobumu 0ie8y KOHYenyio NONYIapu3ayii, RPOCEImHUYmMea ma micHoi cnienpayi 3 akmueom 2pomao 0 30epedceHHs nam’ smoxK
Hepyxomoi cnadwjuHu, sKi nepexooams y iXuw enacHicmy. Pezynrvmamu 0ocnioscens cnpusioms sUpiuieHHo npooiem 0XopoHu,
pecmaspayii, 30epedxcents ma UKOPUCMAKHA apXimekmypHol cnadwunu Ykpainu, wo 6ionogioac nompebam 3a2anibHo0epHCaAGHUX
Ma MiCbKux npospam po3gumxy.

Knruoei cnosa: nonixpomis, cakpanvua apximexmypa, Mooecm Cocenko, 30epesicenicms, pecmaspayis, Qisuko-ximiyni
00CNI0NHCEHHS, PeCAB8PAYIIHULL 30HOAKC.
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Abstract. Development of compositional characteristics of the urban environment in various countries has
been characterized by a pervasive tendency to unification. In today’s context, the main threat for the architecture
is an absence of individuality. Support of the local identity of the architectural space is essential not only in the
context of tourism, but, first of all, for the meaningful socio-cultural functioning of a country.

Key words: urban space, architectural identity, concept of environment formation.
1. Introduction

Since ancient times, approaches to formation of the urban space in the territory of Europe have been
different. In various cultures, due to the influence of geographical and climatic situation, aesthetic and ideological
social priorities and other factors, the urban space differed by density and height of buildings, percentage of green
areas and their role in the architectural composition, by the character of planning, its association to the local
landscape, etc. Together with special features of buildings themselves, these characteristics of the urban space
essentially influenced formation of the architectural identity of the environment (B. Cherkes, 2008), which allows
to identify the affiliation of a specific object with a certain country or national culture even after a brief inspection.
Notwithstanding the broad range of possible variations of the architectural composition, there are two main
concepts that incorporate these variations to a greater or a lesser extent.

One concept positions formation of the urban space as an open architectural composition connected with
the local landscape. The other concept is based on the regular composition of self-sufficient closed spaces, where
visibility of the surrounding landscape does not have a crucial significance. Each of these concepts of formation
of the urban space provided the basis for the historically developed architectural identity of specific European
territories.

In particular, the architectural identity of Ukrainian cities was developed on the basis of a close
connection of architecture and landscape, preservation of open visual corridors, dispersed urban housing
system interspersed with green areas and irregular picturesque composition of architectural ensembles
(1. Dyda, 2009).

Urban environment in Southern and Western Europe was developed on the basis of the concept of
formation of a system of closed interior spaces encompassed by densely built-up areas with high-rise buildings.
This concept was especially distinct in the European territories that previously belonged to the Roman Empire —
in Italy, Spain, Portugal, France and other countries. Urban architectural space in these countries formed a basis
for the concept of “a real European city”.
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Traditional identity of the urban space in the specific zone is formed as a result of interaction of objective
circumstances. Therefore, it is logical that the change of these circumstances leads to certain transformations of
the identity of urban architectural space in such zone. The purpose of our article is to analyze trends of
transformation of the architectural identity of cities in the Eastern and Western Europe, general tendencies of the
modern development of this process.

2. Basic Theory Part

Urban architectural identity, which is autochthonous for the East-European territory and forms a
basis for the concept of compositional cooperation of architecture and landscape, was preserved in the
territory of Ukraine for a long time. According to bibliographic and iconographic sources, in particular
sceneries of Ukrainian cities pictured on artists’ paintings (Fig. 1-3), these peculiarities of architectural
identity survived in the Ukrainian urban environment until the 18th — 19th century. Since that time,
Ukrainian urban development was characterized by active tendencies to purposive harmonization of
traditional city planning with regular classical schemes. According to V. Tymofiyenko et al. (2003,
p. 246), based on the concepts of the Age of Enlightenment, urban compositions ought to correspond to
the schemes of “ideal cities” developed in times of Renaissance and be characterized by a strict geometric
shape that became a symbol of intelligence and harmony. Ideas of centralism, which emphasized order,
were implemented gradually. In 1763, the Empress of Russia Catherine Il issued a decree “On fulfillment
of special plans for each governorate by all cities, their buildings and streets”. As a result of this decree,
practically all Ukrainian cities underwent radical replanning (Fig. 4, 5), and a concept of new replanning
differed a lot from the historically developed concept in cities of Eastern Europe. These processes were
ideologically grounded by a need of “Europeanization” of the urban space, its approximation to the West-
European standards. At that time, Western European countries were more successful in the economic
aspect, and modification of the urban space according to the West-European standards had to prove the
affiliation of a certain territory to this successful European cohort. It is important that appearance of such
tendencies coincided in time with the loss of the state independence by Ukraine. The imperial government
of Russia initiated change of concepts of formation of the architectural space of Ukrainian cities. Instead,
both the community of Ukrainian architects and their construction customers showed dissatisfaction with
such tendencies in the urban space as urban densification, separation of planning of street networks from
the local landscape, formation of visually closed areas encompassed by high buildings, since they
gradually and purposefully destroyed the traditional local architectural identity. V. Vecherskyi (2001,
p. 227) gives documentary evidence of longstanding ignoring of new urban development approaches by
local people. In particular, it concerned the decree on observing the single “red” line of street development.
This issue had an essential meaning for the architectural identity of Ukrainian cities. Following the
requirement on location of buildings in one even row along the straight prospect, the urban development
composition, which was traditionally linked to the local landscape and created based on the sculpture
landscape principle, could no longer preserve its irrational intrinsic character. In this case, the concept
changed radically: from an irregular open composition — to a regular, metrical, closed one. Ukrainian
writers expressed intuitive feelings of ordinary people. For example, Mykola Hohol, characterizing
architectural reconstructions of Ukrainian cities in the classicism style, wrote: “... new cities have no
appearance. They are so correct, so smooth, so monotonous, that after walking along one street you feel
bored and refuse to peep into the next one. It is a row of walls and nothing more...” (V. Vecherskyi, 2001,
p. 229). It should be noted that according to M. Hohol the main disadvantage of a new identity of the urban
space was the absence of vivid visual impressions and features that could stick in one’s memory for a long
time and be associated with a specific city.
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Fig. 1. The view of Ternopil, the 19th century Fig. 2. The view of Kyiv, the 17th century
(S. Majerski, 1900, t. II, p. 279) (V. Vechersky, 2003, p. 140)

Fig. 3. The view of Romny in 1770: reconstruction by V. Vechersky
(V. Vechersky, 2001, p.118)
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Fig. 4. Zhytomyr. Reconstruction project, Fig. 5. Katerynoslav (now Dnipro) on the print of the 19th century
1827 (V. Tymofiyenko, red., 2003, p.266) (V. Tymofiyenko, red., 2003, p. 268)

In the Soviet period, the Ukrainian urban space continued to lose its traditional identity. Ideology of the
hereditary evolution of urban development “was destroyed in the 1920-ies under the pressure of spiritual outbreak
of the so-called Russian communism” (V. Vechersky, 2001, p. 230) and the historic nihilism penetrated into the
architecture and urban planning for many decades, being inconsistent with the notion of the traditional
architectural identity.

Although socio-economic, technical, and production factors (development of transport, increase in
population, requirements of industrial production) undoubtedly actively impacted the change in the
architectural identity of Ukrainian cities, the main accelerator of these changes was represented by an
ideological factor in a form of outside authoritarian administrative influences dictated from above: at first
by the Russian czarist regime, later on — by the Soviet government. Therefore, we have grounds to assume
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that in conditions of a stable statehood Ukrainian cities would have had a possibility to continue formation of
the identity of their architectural space in line with the traditional concept of cooperation with landscape.

In contrast to Ukrainian cities, which were continuously changing in the period of last centuries due
to objective external circumstances and systematic hostile interferences, cities of Western European
countries had a possibility to develop their architectural space without an outside pressure, continued to
freely apply their traditional compositional approaches and preserve local architectural identity.
Traditional for the Western Europe peculiarities of the urban space were particularly clearly manifested
on the South — in Italy, Spain, Portugal, France.

However, notwithstanding the favorable circumstances for preservation of the national architectural
identity in West-European cities, it should be noted that theoretical works of urbanists of the end of the
19th century also contain criticism of changes in the urban environment of Europe of that time. It is
interesting that the main reason for dissatisfaction of scientists with the appearance of a contemporary city
was its loss of the traditional local identity. It was emphasized that new European city planning involved
a change in proportions of built-up areas and undeveloped lands. C. Sitte (1993, p. 135) writes:
“A correlation between built-up and unbuilt areas in the modern city planning radically changed.
Previously, a free space (streets and squares) was a closed integrated whole aimed at a certain artistic
effect; now the whole territory is split into enclosed regular zones and spaces left between them are called
streets and squares”. Apart from that, C. Sitte (1993, p.135) is concerned about excessive introduction of
green areas into the city space, planting of rows of high trees along the streets and around the perimeter
of squares that, in his opinion, prevented from adequate perception of the composition of facades of city
houses. C. Sitte explains such undesired changes by overindulgence of architects of that time by right
angles and parallel planes that leads to appearance of visual corridors and impedes the formation of a
traditional closed urban space. In the opinion of C. Sitte, such features as the straight line of uninterrupted
housing, ideal visual closeness and compositional self-containment of spaces of urban squares created an
image of a real European city. He wrote: “According to the historical principle of development, an
uninterrupted line of housing that is still preserved in villages, closeness of space and artistic
distinctiveness in old cities remain a starting point for all construction activities” (C. Sitte, 1993, p.151).
As a positive example of an approach to formation of the architectural space, he cites the Bavarian Building
Code of 1884 with its main aesthetic requirement: “...in composition of facades one should avoid anything
that can ruin the symmetry and morality...” (C. Sitte, 1993, p.100).

In the traditional identity of a West-European city, green areas were never perceived as an equal
and independent element of the urban space. They usually had a decorative role, only emphasizing and
enriching the artificially created architectural space. From the perspective of such perception of the role
of plants in the city, C. Sitte (1993, p.149) categorically protests against the mass appearance of high trees
on the city streets and squares in the 19th century: “Huge monumental squares of the ancient age, medieval
times and Renaissance were the centers of fine arts, mainly of architecture and sculpture. Planted trees,
especially miserable unhealthy alleys of circular streets, stand in the way of such works of art... Maybe it
would be better without them? What is a visually open square supposed to mean, if it is closed by leaves?
It follows that trees should never be a visual obstacle...”. Further, he cites such practical recommendations
for architects: a row of trees should be interrupted before monumental buildings, since aesthetic losses
from impossibility to perceive the facade are more essential in comparison with the little use of the
greenery for the environment. Therefore, the architects should choose the lesser evil and refuse to plant
trees on the city streets.

Analysis of these critical remarks shows that C. Sitte mostly worries not about the fact that the time
brings certain changes in planning and architecture of his contemporary European city (for example,
changes in the style of buildings or origination of some other concept of formation of the urban space).
He is disturbed by the fact that the urban space loses its traditional features, which are replaced by
“greyness”, non-specificity, uncertainty of the urban composition, absence of certain characteristics that
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would define its identity. He does not like the fact that West-European cities lose traditional visually
closed spaces, which are replaced by partially closed and partially open “intermediary” spaces; that rows
of trees were planted on the paved, closed, interior in their nature streets and squares, where plants were
previously used only for decoration of windows and balconies, and now these areas are no longer perceived
as “urban interior” and became partially green, but yet far from being a blossoming garden. In view of
these semi-steps towards an opposite compositional concept, a West-European city loses its identity, its
image and specific beauty. In contrast to the situation in Ukrainian cities in the 19th century, these changes
were not dictated by the desire of the state to borrow some more accomplished and popular way of urban
space composition from neighboring countries. Obviously, in this case, there is some general tendency for
transformation of the urban environment towards its unification.

In order to verify whether the evolution of architectural composition of spaces in West-European
cities followed the direction described by Camillo Sitte, we can carry out a comparative analysis of
iconographic materials. As we can see from old paintings and photos picturing panoramas of European
cities of the end of the 19th — beginning of the 20th century, cities had few or no green zones at all. For
instance, if we compare the panorama of Glasgow central street on the engraving of the 19th century with
its modern appearance, we can see that a row of trees was planted along the street that now became a
pedestrian one. The same tendency can be revealed concerning Puerta del Sol in Madrid (S. Majerski,
1900, p. 80). As compared to the image on the graphical painting of the 19th century, modern wide open
space of the square is filled with numerous elements of the urban design (Fig. 6, 7). In conditions of the
hot climate, tree plantations are rather scarce here, however new elements such as billboards, small
architectural forms, street lamps have the same visually destructive function in the compositional aspect
as rows of trees in critical remarks of C. Sitte, i.e. hinder perception of the historic development of the
square as a uniform architectural ensemble. The book “Opis ziemi” (S. Majerski, 1900, p. 89) gives a
graphic image of the panorama of Lisbon of the 19th century. It pictures no tree at all. Certainly, it does
not mean the real absence of any green areas in the city of that time, however it proves that trees had no
meaning for the architectural identity of Lisbon (as a comparison, it would have been impossible to picture
the panorama of Kyiv of the 19th century without large-scale areas of planting, since the nature component
was very significant for the architectural identity of the Ukrainian capital (Fig. 2). Green areas on the
photos picturing panoramas of modern Lisbon are more noticeable.

In the 20th century, a tendency to introducing green areas reached the USA. For example, in the
book “Chicago then and now” (E. McNulty, 2000) picturing old photos of separate architectural landscapes
of Chicago accompanied by modern images of these places, we can see that more trees and vertical
greenery on facades appeared at the beginning of the 21st century, and due to this fact the buildings
themselves are perceived fragmentarily. For example, at the end of the 19th century the building of
St. Ignatius College had no tree around, so all facades were fully perceived by people walking by. Instead,
the photo of the end of the 20th century pictures a row of trees that partially close the half of facades of
buildings (Fig. 8). A similar situation can be observed on the square near Dearborn railway station,
Franklin Company building, Presbyterian Church on Michigan Avenue, on the so-called “Street of Forty
Doors” created by blocked workers’ houses designed by architect Joseph Brompton in 1904 (E. McNulty,
2000, c. 46, c. 47, c. 48, c. 49, c. 62, c. 63, c. 118, c. 119), and other images. Apart from trees, new
buildings appeared in the midst of many old houses, visually competing with them. As a rule, they are
higher, more ponderous and compositionally standard, therefore, they often turn into visually aggressive
planes that prevent from adequate perception of a historical object. Transport system also adds to an effect
of visual discomfort of the modern urban environment. Its destructive impact on perception of the
architectural ensemble manifests in two ways: a) directly, when high buses or trucks close the facades;
b) indirectly, when quick movement of vehicles on the streets distracts attention and does not allow to
concentrate on perusal of architecture.
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Therefore, one can assert that the character of the urban space in those countries that developed its
architectural space without an outside ideological pressure has been also gradually changing during the last
century, estranging itself from the initial compositional principles.

Fig. 6. Madryt, the 19th century Fig. 7. Puerta del Sol in Madrid, the 21st century
(S. Majerski, 1900, p. 80) (https://ispaniagid.ru/puerta-del-sol-serdtse-madrida/)

Fig. 8. The building of St. Ignatius College (Chicago) at the end of the 19th century and in the end of the 20th century
(E. McNulty, 2000, pp. 98, 99)

3. Results and Discussion

At first sight, these compositional changes that took place in the urban environment of Ukrainian
cities in the 19-20th centuries and changes in the urban space of West-European cities differ greatly
in a qualitative aspect. Ukrainian cities that initially appeared as an architectural and landscape
ensemble, where green areas and nature elements had a significant compositional and even utilitarian
function (defensive, memorial, symbolical), suffered transformations towards an increase of density and
height of buildings, reduction of green zones. It led to the visual closeness of urban spaces and loss
of visual connections with the landscape, while regular geometric planning of streets was leading to
the loss of interconnection between street tracing and local relief. Cities of the West-European type,
which originated as a complex of visually closed spaces encompassed by densely built-up areas
and designed on the basis of a rational geometric approach to planning with minimal quantity of
green zones within the city territory, underwent transformations towards expansion of the city territory,
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inclusion of open green areas, formation of a visual connection of the city center with the surrounding
landscape, planting of trees on city streets.

However, if we analyze these changes in the context of their non-material, visually sensual result,
in the context of their impact on the condition of the architectural identity of the urban environment, we
can assert that they are very similar. Processes taking place in the urban environment of West-European
cities, criticized by C. Sitte (1993, c¢. 135), are actually a mirror reflection of parallel processes in
Ukrainian cities. In both cases, their action had a centrifugal direction: from the space with distinct
characteristic features to the space, in which these features become more and more indistinct, vague and
unnoticeable. As a result, irrespective of the initial compositional characteristics of the traditionally
formed environment in a certain country, for the last two centuries they have been complemented with
their antipodes, and the image of the urban space in various countries approaches a certain average level,
where neither of characteristics is pronounced strongly enough to become a basis of the architectural
identity of the environment.

At the modern stage of urban development, when new construction in the whole world follows a
similar technology, when the same popular design bureaus with clear stylistic and aesthetic priorities
receive orders in cities of various countries, when famous trade companies, having developed the unified
style of their buildings with an advertisement purpose, place them into the environment of different
country — the process of losing the national architectural identity actively continues. Taking into account
the pace of construction and dimensions of modern buildings, new elements of city architecture will have
a visual advantage in the near future in every country of the world. Globalization of the city space and its
negative socio-cultural impact is a long-recognized world problem. To a certain extent, it can be
neutralized through a revival of a traditional local concept of formation of the urban space with the help
of modern architectural and constructive possibilities and resources. There are scientifically proven
arguments for preservation and targeted formation of a local territorial identity, in particular in the
economic aspect — as a precondition of an efficient development of the tourism industry.

Architectural identity of an environment is a result of a complex interaction of material and social
factors, objective and subjective circumstances. Among numerous factors such as, for instance, economic,
technological, climatic, historical ones that cannot be impacted by a local architecture, there are factors
belonging to a psycho-emotional realm. Namely, these factors have a certain potential to influence the
choice and use of a certain concept of formation of the urban space, since every nation or ethical group
expresses its identity in its own architecture, while presence of local traditions in the architecture evolves,
in its turn, into an important factor of support and development of a local identity. Emotional, educational
and psychological impact of the architectural space allows to draw some parallels between the architecture
and language. Architectural forms, architectural composition help to convey understanding of aesthetic
priorities, moral principles, even a behavioral model. Unlike the verbal language, the architectural
language has a very long history of existence; and in contrast to the literature, the architecture is more
cooperative irrespective of the human desire. The expression “Hic mortui vivunt et muti loquuntur” (“Here
the dead live; here the mute masters speak”) on the wall of the library of Lviv Polytechnic National
University is very appropriate for characteristics of the architectural environment. Therefore, certain social
processes taking place in the language environment have their reflection in symbolics of architectural
forms. In particular, in conditions of absence of statehood, more wealthy and educated groups of local
population as a rule speak the language of a dominating country in order to achieve a certain social status.
A similar phenomenon can be observed in the sphere of architecture, when less successful countries try to
copy the architectural environment of those countries that have the biggest economic and political
influence. In such a manner, they want to improve their image and raise their self-esteem. For a long time,
Ukrainian architecture tried to follow foreign examples, and this practice also did not do any good to
preservation of the local architectural identity. In recent years, increased social consciousness and interest
in the national arts and culture created preconditions for positive improvements in the aspect of the
Ukrainian architectural identity. However, since qualitative changes in the architecture have significant
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inertia, efficient implementation of these changes requires efforts on the part of both architects and state
government institutions. Due to the huge emotional and educational potential of the architectural space,
support and development of its own traditional identity have a crucial significance for survival of the state,
first of all, in the socio-cultural aspect.

4. Conclusions

Therefore, identity of the architectural environment in territories with its own historically developed
architectural traditions and original concepts of composition of the living space, which in architectural
and urban development aspect significantly differed by many distinctive features, has been consistently
moving towards mutual rapprochement, a certain “common denominator” for the last two centuries. In the
architectural space of modern cities, irrespective of their geographical location and historical
circumstances, there is a continuous general tendency for transformation of the urban environment towards
its unification.

In summary, the same shared threat for the architectural space of any country exists in modern times —
a loss of the traditional identity as a result of an absence of individuality. Therefore, efforts to copy foreign
architectural examples, even the best ones, only worsen the situation leading to further unification of the space.
Later on, it may lead to real economic losses of local budgets due to the lost opportunity to earn on the international
tourism. Apart from that, because of this “strategy of borrowing ideas” the potential of emotional impact of a new
standardized architectural space will form a cosmopolitan “citizen of the world”, not a conscious citizen of the
motherland.

Therefore, it would be expedient to choose a search for methods of formation of the modern urban
space on the basis of local architectural traditions as the main direction of scientific studies in the theory
of architecture and urban studies, to pave our own way in the architectural space composition, using
achievements of other countries for a comparative control of the quality of practical implementation of
architectural projects.
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J0 MPOBJIEMU IJEHTUYHOCTI MICBKOT O ITPOCTOPY:
AKTYAJIBHICTb IHAUBIAYAJIBHOCTI

Anomauin. Apximexmypna KOMRO3UYIS MICbKO20 RpOCMOpPY [ OKpeMUX 1020 CKIA008UX eNleMEeHMI8 Nni0 GNAUOM
00’ ekmusHux obcmagun, novunaouu 3 XIX cm., 8 yinomy ceimi 0eMOHCMPYE MEHOEHYII0 00 83AEMHO20 0OPAZHO20 30MUNCEHHS.
B Vkpaiui yinecnpsamosane nepenianysanus Micm Ha KEBPONECUCLKUL» 10 Npu3seno 00 smpamu Oiibuocmi mpaouyitinux 0is
VKPAIHCObKUX MICM XApakmepucmux, OCHOGOIO SIKUX 0y8 KOMRO3UYItHULL | 8I3yanbHUll 36°5130K apXimekmypu 3 JaHOuAgmom.
Beaoswcaemocs, wo ye cmano Haciiokom asmopumapHux a0MiHICIpamueHUX 6NIUGI6 8 YMOBAX 8i0CYIMHOCMI 61ACHOT 0epAHCABHOCHI,
aodace mooi GIOKUOAIU NPOEKMU, 3PO0JIeHI YKPATHCOKUMU apXiMeKmopamu 32i0H0 3 Micyesumu MicmoOyoieHuMU mpaouyismu, a
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nepeeazy Ha0ABAIU KNIACUYHUM NPONO3uyism apximexkmopie 3 Mockeu i Ilemepbypea. B moii uac 3axionoeeponeiicoki Kpainu manu
MONCTUGICIb PO3GUSAMYU APXIMEKMYPHUL NPOCMIp Micm 6e3 CHMOPOHHLO20 MUCKY, 32I0HO 3i C60IMU 61ACHUMU NOAAOAMY |
mpaouyiamu. Ane, ne3sadicarouu na maxi cnpuamausi oocmasunu, 8 Kinyi XIX cm. micvke cepedosuwye moeouacnoi €eponu uacmo
niodasanocy kpumuyi 3a empamy micyegoi idenmuyrocmi. AKuo npocmip YKpaiHcbKo2o0 Micma mpaHc@hopmysascss y HAnpsmi
YuinoHeHHs: 3a0y006U | 6mMpamu 8i3yanbHUX 36’ A3Ki6 3 AAHOWAGMOM, MO NPOCMIP 3aXIOHOEEPONEUCHKO20 MICA 3MIHIO8ABCS )
NPOMUNEHCHOMY HANPAMI — Yepe3 NPOBAONCEHHS BIOKPUMUX O3eleHEeHUX MePUMOpIil | 6mpamy 8i3yanbHOi 3aKpumocmi Micbko2o
NpOCMopy — OCHOBHOI O3HAKU 11020 apXimekmypHoi idenmuynocmi. Omoice, UOemMbCsi NPo 3a2aibHy MeHOeHyito 00 YHigixkayii
KoMno3uyii Micbko2o npocmopy, sika novana nposeismucs 6 XIX cm i mpueae domenep. Hezanesicno 6i0 nepsicHux KOMno3uyitiHux
Xapakmepucmuk — cepedosuwyd, IX HOCMYR080  OONOGHIOIOMb  IXHI  aHMunoou, HAOAUNCAIOUU — MICMO 00  NeBHO20
CcepeoHbOCMAmUCmMu4Ho20 pi6Hs, 0e JHCOOHA 3 XAPAKMEPUCTIUK He € HACMINbKU SCKPABO BUPAICEHOI0, Wob cmamu OCHOBOI0
apximexmyphoi i0eHmuyHocmi. Y niocymKy 6 CyuacHux ymoeax 015 apXimeKmypHo20 npocmopy micma 6yOv-saKoi Kpainu icHye
CRiNbHA 3a2p03a — 6Mpama mpaouyiiiHoi i0eHmuyHoCmi yepe3 gi0CymHicmy iHOUBIOYATbHOCHII.

Knruogi cnosa: apximexmypne cepedoguwye, 1anouwaghm, ypoaHicmuiHa KOMno3uyis.
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Abstract. The analogies in the grammar of architectural space in an icon and the architecture of
deconstructivism have been revealed, the factors of influence on the formation of the grammar of the architecture
of deconstructivism and architectural space in an icon have been listed, as well as the comparison of the grammar
of the architecture of deconstructivism and architectural space in an icon has been made.

Key words: perceptual perspective, reverse perspective, architectural space in an icon, the architecture of
deconstructivism.

1. Introduction

1.1. Problem stating: The evolutionary scientific tendency to knowledge gaining and the psychological
peculiarity of human perception through associative-figurative interaction of objects led to the discovery of
common rules in construction of the architecture of deconstructivism and architectural space of an icon. A new
look at the well-known things generates new knowledge. Destructive fragments of the architecture in icons, which
are built according to the laws of perceptual perspective, generate associations with the architecture of
deconstructivism and, as a result, encourage deeper understanding of the associative relations between them.

1.2. Article objectives: 1) To show the connection of the perceptual perspective in an icon and the
architecture of deconstructivism with non-Euclidean space, with n-dimensional space; 2) To reveal the ideological
(conceptual) factors which influence the development of the grammar of the architecture of deconstructivism and
architectural space in an icon; 3) To identify general rules of the grammar of the architecture of deconstructivism
and create the image system in an icon with the help of architectural forms (so-called “chamber writing”).

1.3. The analysis of recent studies and publications has shown that the theory of perceptual perspective
in an icon was revealed by B.V. Rauschenbach [1975], reverse perspective — by P. Florensky [2008]. Poetics and
in particular the grammar! of architecture of deconstructivism are disclosed by C. Jencks [1985], I. A. Dobritsyna
[2004], which is based on the concepts of such philosophers as J. Derrida, M. Foucault and semiotician R. Barthes,
as well as on the theoretical architects of deconstructivism Peter Eisenman, Bernard Tschumi, Remment
Koolhaas, Daniel Libeskind and Zaha Hadid. The author does not know any publication, which reveals the idea
of comparing and collation of the construction of architectural space with an icon and the architecture of
deconstructivism.

1 Grammar includes morphology, syntax and morphogenesis regularity (form creation).
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2. Basic theoretical section

2.1. The system of perceptual perspective in the light of spatial theories.

The formation of perceptual space (the process of perception of space) occurs according to the
following scheme of objective space — image on the retina — perceptual space (compressed information is
needed in this context) [Rauschenbach, 1975, p. 129, 153]. The perceptual perspective is something between
the spatial and plane images of the object. B.V. Rauschenbach [1975, p. 154] proves that the properties of
the perceptual perspective due to the psychology of human perception at small distances (12m-19m — the
space of the immediate environment of a person) can be formally described as the properties of Riemann
space of a negative curvature (1851), that is the properties of Lobachevsky space (1826), which at the same
time are the properties of a reverse perspective. The perceptual perspective includes a reverse perspective.
According to P. Florensky [2008, p. 62] a reverse perspective 1) does not believe in three-dimensionality,
homogeneity of the Euclidean space; 2) excludes a special single point of ascension, while all places of space
are equal; 3) uses the mechanisms of a binocular vision, not a monocular one as a linear perspective; 4) does
not think that the world is immovable and unchanged, shows the subject from different points of view;
5) includes all psycho-physiological processes of the act of sight, which are accompanied by memories,
spiritual efforts and knowledge. All this indicates the non-Euclidean nature of the perceptual space that
surrounds us. Characteristics of the Euclidean and non-Euclidean spaces are presented in Table 1.

Table 1
The system of perceptual perspective and non-Euclidean space

Euclidean space Non-Euclidean space (by Lobachevsky and Riemann )

Euclidean geometry — two straight
lines perpendicular to the third one
are parallel

Hyperbolic geometry — two straight
lines, perpendicular to the third one
“run away” from each other, in case
of moving from the points of
intersection with the common
perpendicular

Spherical geometry — two straight
lines, perpendicular to the third one,
gradually “get close” to one another
and eventually intersect

Zero curvature of the space -
constructs the axonometry of the

Negative curvature of the space —
forms the reverse perspective of the

Positive curvature of space — forms a
linear and curved perspective of the

middle plan foreground middle ground and the background

pseudosphere

The curvilinear perspective (negative and positive curvature) was used in icons depicting thrones, beds
and other constructions. V. N. Prokofiev [Rauschenbach, 1975, p. 180] points out that the masters of the
Northern Renaissance (Bosch, Bruegel) noticed the effect of the concavity / prominence of the horizon line,
the cup-like appearance of the earth's space, while the space of the artist P. Sezanne is a spheroidal-dynamic
field (by Lilian Gerry). B. V. Rauschenbach [1975, p. 162] indicates that the perceptual space is much more
complicated and the closest analogy to the perceptual space is a four-dimensional model of Einstein's space-
time, which has a variable curvature caused by the placement of masses in space. Thus, the energy of the
gravitational field (generated by substance) is capable to deform space-time so that the lines in space and
time have the properties of “curved” lines (Pic. 1). If we talk about the analogy between Einstein's space and
the perceptual space, a priori information of the observer (the constant of the form and value) plays the role
of mass in Einstein's space: just as the increase in the quantity of mass in some area of the physical space
causes an increase in the curvature of space, as well as an increase in a priori information about objects of a
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certain area of perceptual space causes an increase in its deformation (use in the image of a spatial object on
the plane of the method of a moving point of view in all directions).

The morphology of the perceptual space as a result of the performance of the mechanism of the
constant value becomes the Riemann space of an alternating curvilinear (negative, positive) reflected in the
image of the road (Pic. 2).

In the basis of the futuristic, cubist, surrealistic, suprematic painting, sculpture, architecture of
deconstructivism and nonlinear architecture lays the expression of motion in two forms: “penetration
inside” as a method of multiplying and “simultaneity” (so-called illusion of a one-way movement) — a long
period of time in one moment to comprehend the space which is depicted not from one privileged point of
view. In this case, the perceptual perspective is hyperbolized, which is built on the mechanism of constancy
of the form. Analytical cubism by avoiding colours simplifies natural forms to geometric, analyzes two or
more object views simultaneously (side and top projection of dishes, a table), presenting them together in
the same way as in icons. But still deconstructivism first comes to one’s mind while looking at the
architectural space in an icon.

i

Pic. 1. Einstein’s theory about a four-dimensional model of space-time. Pic. 2. A picture of the road
Image source is http://www.zamandayolculuk.com/html-1/relativityfile.htm in a perceptual perspective
[Rauschenbach,1975]

2.2. Grammar of architectural space in an icon.

The grammar of the space construction with architectural objects (the method of “chamber writing”)
in an icon developed in the Palaiologan period of Byzantine art (1261-1453.) It is the space with the effect
of metaphysics and the interactive? attraction of the viewer into the space of the Universe of other-existence.
Thus, an icon looks at us due to its construction in the system of perceptual perspective and in particular the
reverse one, where the meeting point of these reverse-spatial constructions is a real person. For Byzantine
and Ukrainian icon painting as well as medieval painting, there is a characteristic perceptual perspective.
The system of perceptual perspective is characterised by complex differential equations in contrast to the
linear one, although it was built by artists intuitively without complex geometric theory while the linear one
requires certain knowledge in construction. The perceptual perspective takes into account two factors:
1) optical illusions in perception; 2) real knowledge about the environment. Using the perceptual perspective
an icon painter has the possibility to construct the architectural space of an icon (he chooses which parts of
the object or the plane to depict in a curved way and in what perspective to depict each architectural object
or fragment of the object, for example, isometry, the combination of orthogonal projections, reverse, linear,
curved perspectives (Pic. 3a), as well as an architect who works in the style of deconstructivism can compose
spaces and planes in different variations. The degree of deformation of the perceptual space depends on a
priori information about the objects which are possessed by the observer. The system of perceptual
perspective gives an opportunity to an artist to transfer locally correct images taking into account the

2 Interaction is the ability of the onlooker to act upon an artistic object with the aim of its transformation
(1. A. Dobritsyna), involving the onlooker in the process of understanding of a certain information (S. M. Linda,
B. S. Cherkes)
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mechanism of magnitude and form constancy, for example, by showing two angles correctly in the object of
the parallel-shaped form, and the third one is curved. The sum of angles of a parallelepiped in the perceptual
perspective will be 270°<a<B<y<360°. The mechanism of magnitude constancy redefines the image on the
retina in a whole, while the mechanism of form constancy acts only on those elements of the image on the
retina, which are well-known objects to the viewer from his life experience (vision plus knowledge).

It should be noted that in the article we compare the perceptual perspective (plane-spatial), which
reflected objects form, in our case, they are the architecture in an icon and the real space created by the
architecture of deconstructivism. A continuous depiction of a three-dimensional space (for example,
n = 3) on a plane (m = 2) is only possible with refusal of unambiguous conformity if m<n. Similarly, with
forms in four-dimensional space, when we change them into three-dimensional one, we obtain a hyper-
surface® (hypercube — tesseract). The new possibilities of spatial measurements the artists call the fourth
dimension?, the three-dimensional Euclidean space has changed to the space of the vastness in all
directions, and every moment, “the fourth dimension gives the objects a plasticity” (G. Apoliner). Today,
the fourth dimension projected into three-dimensional space is understood through the hyper-surfaces. The
method of transmitting the four-dimensional space in an icon happens due to the splitting method. As a
result the coexisting three-dimensional spaces, for example, in an icon, the objective and mystical spaces
(parallel worlds) are shown alternately. Moreover, the transmission of two three-dimensional “layers” of
a four-dimensional space is reduced to the transmission of the geometry of the three dimensional space,
where the areas (fragments) of these layers "adjoin™ with each other, and are not “superposed” upon the
other. The mutual penetration of the plans in the space of an icon is created with the method of layering
of light, bleached ocher on the colored background and the method of geometric contradictions (Pic. 6, 9).
In an icon, a small spatial depth is revealed with the help of a moving point of the view as vertically
(different levels of the horizon (the view from the bottom is combined with the view from the top), and
horizontally (combining the appearance of the object from three sides), methods of geometric and light-
shadow contradictions in perspective constructions, effects of omission in the construction of forms, which
allows to complete it in different variations, "transitions / refractions of the frontal plane of the walls in a
binary curvature — all this creates the decentralization of the perspective, the complexity of perception and
metamorphology of architectural space in an icon (Pic. 3a, Pic. 7).

2.3. Conceptual principles of the architecture of deconstructivism and architectural space in an icon.

The philosophical concept of the deconstructivism involves revealing of the hidden content, which is
visualized with the help of formal methods of fragmentation, multilayer, fracturing of planes, complex geometry
of an architectural image and its aggressive invasion in the urban environment. Theological conception of an icon
is a manifestation of supersensible, immortal, invisible world through a system of perceptual perspective as
sensual, real and visible one by applying the figurative methods of iconography, besides that an ontological
connection is established between the image and the icon.

The main task is to strengthen the ideological and artistic dimensions of an icon and an architectural
object of deconstructivism, to create a metaphysical space. But the ideological factors that influence the
formation of the grammar of the architecture of deconstructivism and architectural space in an icon are
slightly different (Table 2).

3 Hypersurface is a generalization of the concept of the usual surface in a three-dimensional space in case of a
multi-dimensional space.

4 A four-dimensional space (marking: 4D or R4) is a mathematical object that summarizes the properties of a
three-dimensional space. It should not be confused with the four-dimensional space-time theory of relativity (the space
of Minkowsky). Algebraically, four-dimensional space can be constructed as a set of vectors with four valid
coordinates. Geometrically, in the simplest case, the four-dimensional space is considered to be the Euclidean space of
four dimensions; in general, it has a non-Euclidean metric, which is varied from point to point. Available at:
https://uk.wikipedia.org/wiki
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Table 2

The difference between the ideological factors in the formation of the grammar
of the architecture of deconstructivism and the construction of the architectural space in an icon

The architecture of deconstructivism
(the principles of post-structuralism concepts)

The architectural space in an icon

The impossibility of a modern man to experience the world
order as harmony and integrity, the transformation of the
ontological connection with the metaphysical

An ontological connection is established between the
image (icon) and its original image (God) and a man

The architecture of deconstructivism is an experiment with
reality — creating another reality. The space of the
experiment space with form and meaning. Deconstruction as
a method of analysis

The architectural forms in an icon express the
ontology of reality (the embodiment of the synthesis
of the sensory experience of the form and the spiritual
efforts of recognition, the process of contemplation-
perception, the understanding of Eternity)

Violation of the mechanism of form constancy, broken
perfection

Application of the mechanism of form constancy.
Search for perfection.

Mechanistic aesthetics of forced de-structuring, aesthetics of
disturbed perfection. Mechanical installation. Doubts about
the values of the structure

Aesthetics of visible and spiritual experience

“Open Architecture” — in which the syntactic structures of
the architectural language are freed from connection with

Each form is symbolic and works on the plot, the
event of an icon

utilitarian needs (functional and semantic), “sign fighting,”
the complexity of meaning reading “meaning flicker”)

The emphasis on the new syntax and morphogenesis as
opposed to existing ideas about architecture, the concept of
equivalence of form and space

The emphasis on metamorphology (thorough
uncovering of sensual and spiritual experience of
perception of existing reality, complex syntax of
forms and space)

2.4. The principles of grammar of deconstructivism

As it has been mentioned above, the system of perceptual perspective in an icon consists of separate
perspectives of the image of architectural objects and objects of interior: axonometric, linear, curved and
inverse (Pic. 3a). Moreover, if the general outline of buildings is approaching axonometry, fragments,
details of these buildings are constructed in reverse, linear and curved perspectives, and these perspectives
create similarities between architectural forms or interior elements and form the ensemble of the
architectural space of an icon. It is the same “romance of scale”®, which was used in Gothic (latitudinal)
and baroque (hyperbolisation) due to the similarity of parts to the whole which created the effect of
metaphysical space. By the modern architectural terminology this method is called “staccato” —
dissolubility that creates a scattered perspective of the image, without a specific point of ascension,
simulates the situation of equivalence of elements of the universe which is also typical for the style of
deconstructivism. The main manifestos of deconstructivism are 1) deformation of the compositional
motives of constructivism; 2) curvilinear architecture. This first concept can already be found during the

5 «Romantic of scale» is a manifestation of the principle of analogy, similarity, the creation of values of similar
forms and sizes primarily in architecture. Creating nuances, with the help of which different values in the architectural
composition are in harmony with each other. The common “romantic of scale” in Gothic: the same form on the facade
was repeated in the interior, altars, choral chairs, relics, so-called miniaturization. In baroque the details increased in
size (maximization): cartouches, volutes, balusters, which decorate the buildings. In both cases, the compositions create
a certain metaphysical space, as the forms change into one another, there is a decreasing or enlarged reflection.//
Dictionary. V. V. Vereshchagin. The Internet source: http://www.veresshagin.ru
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Italian Mannerism of 1525-1620 as a parody of the classics, where constructive elements such as triglyphs
and metopes or castle stones, columns are depicted athectonically on purpose (for example, the architect
Julio Romano Palazzo del Te in Mantua). The curvilinear architecture of deconstructivism sends us to the
baroque plastic arts.
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Pic. 3a. Perspectives of the image of architectural objects Pic. 3b. A real combination of forms.
in an icon as a way of perception of reality: 1) linear (direct); Vitra Design Museum at Weilly-on-Rhine,
2) axonometric (parallel); 3) reverse; 4) convex Germany, 1990. F. Gary

Deconstructivism is characterized by atectonics, it is not clear how certain structures carry out their
bearing function, the feeling of the absence of gravity. The basic principle of deconstructivism is a hidden
work of structures. In interiors of the style of deconstructivism, a person gets into the space conditions, which
is difficult to assess in its geometry, and which is typical for the virtual world [Zymina, p. 276]. For
deconstructivism, the method of induction or juxtaposition is a characteristic one (typing figures one into
another or their chaotic imposing one on another), which is built according to the scheme of assembling —
dismantling — reassembling. Syntax of dismantling: stratification, doubling, cutting, turning and, according
to re-assembling, it can be with intended displacements, rearrangements, merging, bias, and other inverse
interspersions. The leader of deconstructivism, Bernard Tschumi, also accepts the juxtaposition as a semantic
plan: juxtaposition is a chaotic imposing of various cultural meanings, a stick, and a collision of uncertain
cultural meanings. Uncertainly, dynamics is a characteristic feature of a new type of space (P. Eisenman)
[Dobritsyna, p. 135-158]. A task to create a dynamic new type of space was put forward by the masters of
the Italian mannerism, baroque, avant-garde, deconstructivism, and now is put by the masters of the
electronic baroque.

Table 3

Comparison of the architecture of deconstructivism and architectural space in an icon

Deconstructivism Icon painting

Pic. 4. Todoroki’s residence 1976, Pic. 5. Central library in Seattle, USA, 2004, Pic. 6. An icon of Presentation of
Hiromi Fuji. Remment Koolhaas Jesus at the Temple, the XVv-
XVIt centuries, village Rohatyn
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Pic. 7. A building in Berlin,
P. Eisenman

3. Results

The system of perceptual perspective makes the
Comparison of the grammar of the architectural space

Pic. 8. A building project. Hiromi Fuji T39

huk, Olga Chelombitko

=
=

Pic. 9. Blessed Virgin Mary Nativity

the XVI" century, village Rohatyn,

St. Demetrius church (now territory
of Poland)

basis of the grammar of the architectural space in an icon.
in an icon and the architecture of deconstructivism, which

includes the morphology, syntax and regularities of morphogenesis (form creation) is summarized in Table 4.

Common grammar rules for the

Table 4
construction of architectural space

in an icon and the architecture of deconstructivism

The architecture of deconstructivism

The architectural space in an icon

1

2

1. Regulariti

es of morphogenesis

1.1. An image of a four-dimensional or n-dimensional
space in a three-dimensional space (m)

1.1. An image of a three-dimensional space in a two-
dimensional space

1.2.

m<n

1.3. Increased postmodernism sensuality in perception
(intuition, metaphor) is caused by the unstable position
of a man in the world

1.3. Perceptual perspective semantic  (sensory-
perceptual) and semantic knowledge about reality

1.4. Anamorphic distorted projection of reality. Feeling
the impossibility of space

1.4. Geometric contradictions — a conscious distortion of
the form of the depicted subject (Pic. 6)

1.5. The effect of the designing process, combinatorics,
the state of uncertainty. Imperfection — as a designing
option

1.5. Method of understatement (it is given an opportunity
to perceive an object as in axonometry as in the reverse or
linear perspective)

2. Morph

ology and syntax

2.1. Deconstruction is a distortion of “architectural
logic and the laws of tectonics”. The degree of the
distortion depends on imagination — the process of play
(artistic trails: alogism, paradox)

2.1. The degree of a space deformation depends on a priori
information which a person has about the depicted subject
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Continuation of table 4

1 2
2.2. “Irregular” form, |bright contrasting colours
Trimming, consoling, preservation of the dimensional origin, the effect of irreality, antigravity effect (Pic. 5, 7, 6, 9)
2.3. Method of juxtaposition, superposition (Pic. 4, 9)
2.4. The labyrinth reality, the perception of a strained space (Pic. 6, 8, 9)
2.5. Multilayer space, scale changing (“romance of scale”), a dialogue between a part and whole (Pic. 4)

2.6. Perspective decentralization 2.6. Scattered perspective, multicentre perspective. The
Condition of uncertainty (Pic. 3b) equivalence of all elements of the structure, each element
has its own horizon.
Condition of uncertainty

2.7. Fragmentation (evil, dimensional turns). 2.7. Fragmentation (a combination of linear, curved,
Disclosure of shallow spaces, aspect composition parallel, reverse perspective of separate objects)

2.8. Angular capacities (main angles of perception on | 2.8. Depiction of architectural objects from the corner
the corner), Pic. 5, 7 (revealing the depth and completeness of knowledge about

the object), Pic. 6, 9

2.9. Language of confrontation (dynamics-statics, | 2.9. Presentation of the form from different points of view
symmetry-asymmetry) (combination of the top and bottom views, and of
axonometry and orthogonal projections, combination of
orthogonal projections, the method of simultaneity

4. Conclusions

The perceptual perspective in an icon is subordinated to a subjective factor (it allows to freely apply
knowledge about the object) as well as in deconstructivism, where the mechanical assembling of parts is
generated by the aesthetics and semantics of subjectivity. The distortion of the architectural space in an
icon is caused by the psychology of the perception of several plans by a person, namely, the nearest plane
is seen according to the laws of the inverse perspective (negative curvature). The middle plan is spherical,
so-called convex perspective, and the background is the linear perspective (positive curvature). The
maximum artistic expression, which the grammar of space building in deconstructivism works on, causes
the game of contents: the attempt to find ambivalence, the recognition of competitive interpretations, while
the grammar of the architectural space in an icon embodies the spiritual experience in the cognition of the
metaphysical world.

Similar methods of constructing of the architectural space in an icon and the architecture of
deconstructivism are: 1) scattered, decentralized perspective of an image which leads to the fragmentation and
disclosure of shallow spaces; 2) depiction of the form from different points of view; 3) the methods of geometric
contradictions (icon) and unreality of forms (deconstructivism); 4) the method of juxtaposition, superposition and
disperse multilayer space; 5) the method of understatement (the possibility of the form perception as in
axonometry as in reverse or linear perspective).

The similarity of the purpose of the space constructing in an icon and in deconstructivism which is to reveal
the hidden meanings, the essence, to achieve the quality of metaphysical forms. The difference is in the
interpretation of reality. Thus, the architectural forms in an icon express the ontology of reality (the embodiment
of the synthesis of sensory experience of the physiological space of a man and spiritual experience in
contemplation-cognition), while the architecture of deconstructivism is an experiment with reality (distortion),
mechanistic aesthetics of violent destruction, changed perfection, which is caused by increased sensitivity to the
problems in relationship “man — the modern civilized world”. An icon focuses on metamorphology
(comprehensive disclosure of sensual and spiritual experiences of perception of existing reality, complex syntax
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of forms and space), when deconstructivism focuses on the new morphogenesis and the concept of forms and
space equivalence.
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Xpucmuna Kpamapuyx, Onvea Yenombimoko

HNOAIBHICTb TPAMATHUKU APXITEKTYPHOI'O ITPOCTOPY B KAHOHIYHUX IKOHAX
TA APXITEKTYPU JEKOHCTPYKTUBIBMY

Anomauia. Y cmammi po3ensinymo epamamuxy apximeKmypHo2o npocmopy 8 ikoni (300paicenHs. mpusuMipHo2o npocmopy
¥ OBOBUMIPHOMY) MA SPAMATMUKY APXiMmeKmypu deKOHCmpPyKmugizmy (300pasicents N-UMIPHO20 NPOCMOPY Yy MPUBUMIPHOMY), Oe 3a
CHibHY OCHOBY 6351M0 3AKOHOMIDHICIb MOphoceHe3y . 300padiceHHs Y MeHuomy M-6UMIDHOMY NPOCMOpPI, 0inbuio2o N-8UMIDHO20
npocmopy. Poskpusaemoca epamamura 6a3060i nepyenmusnoi nepcnexmusu 6 ikoni. [lepyenmuena nepcnekmuea nionopaokoeana
¢y6’ ekmueromy yuHHUKy (0ae 3M02y GLILHO 3ACMOCO8Y8AMU 3HAHHSL NPO 00’ €KN) MAK 5K [ 8 OCKOHCMPYKMUBIaMI, 0e MexaHiuHuil
MOHMANC YACMUH NOPOOIHCEHUL eCIEMUKOI0 | ceManmuxoro cyo’ ekmueizmy. Bukpuenenicms apximexmypHozo npocmopy 6 iKoHi
3YMOBIeHA NCUXONIO2IEI0 CHPULHAMMA NAAHOBOCMI TIOOUHOIO, 4 came, OUICHI nPOCmopu 1I00UHA OAUUMb 34 3AKOHAMU 360POMHOT
nepcnexmugu (8i0’emna kpusuna). CepeOniii nian € cepuunum, max 36aHa ONYKAA NEPCReKMued, a 3a0Hill Niam — JIHIHA
nepcnexmuea (0ooamna xpusuna). Maxcumanvha XyOOdCHA SUPABHICMb, HA SKY NPAYIOE ZPAMAMUKA NOGYO08U NPOCMOPY 6
O0EKOHCPYKIMUBI3MI NOPOOIHCYE 2Py 3MICINAMU: HAMASAHHA 3HAUMU AMOIBAIEHIMHICNb, BUSHAHHS KOHKYDEHMHUX IHmepnpemayii,
UM YACOM K SPAMAMUKA APXIMEKNYPHO20 NPOCMOpPY 6 IKOHI 6MINIOE OYX08HUL 00CBI0 Y NI3HAHHI MeMAai3uuHO20 C8imy.

Busnaueno, wo oonaxosumu memooamu nobyoosu apxXimexkmypHoz2o npocmopy ikoHu i apximexmypu 0eKOHCIMpPYKmMugizmy
e: 1) posciana, deyenmpanizosana nepcnekmusa 300paxicens, 36i0cu GpPacMeHmapHicms [ pO3KPUMmMs He2IUOGOKUX npocmopis;
2) nooaua popmu 3 piznux noansaodie; 3) npuiinamms ceomempuynux npomupiy (iona) i Hepeanvricmo Gopm (0ekoncmpyKmugizm);
4) npuiitnamms Oxcaxcmanozuyii, cynepnosuyii i OUcnepcHo2o 6a2amowapoo2o npocmopy; 5) nputinamms HeooMOGIeHOCI
(moxncnusicmov cnputinimmst ghopmu i 6 axconomempir, il 8 360pOMHILL abO NIHIHIL NePCReKmUsi).

Busgreno nodibnicme memu nodyoosu npocmopy 6 iKoHi, AK i 6 0eKOHCIMPYKMUGIZMI — PO3KpUMU NPUXo8ani 3micmu,
cymuocmi, 00cseHymu skocmi memaghizuunocmi opm. BiOominHicme Y mMpakmyeanHi peaibHOCmI: apXimeKkmypHi popmu 6 iKoHi
BUPAIICAIOMb OHMONL02II0 peanbHocmi (GMILeHHs. CUHME3Y YYmMmEB020 00C8i0y (DI3ioN02iuH020 NPOCmMopy MOOUHU i OYXO8HO20
00C8Idy Y CHO2NAOAHHI-NIZHANHKI), B0OHOYAC APXIMEKMYpa OeKOHCMPYKMUGI3MY ye eKCnepumenm 3 peanbHicmio (UKPUGTEHHST),
MEXAHICMUYHA ecemuKa HACUTbHOT pyUuHayii, nopyueHoi 00CKOHAIOCMI, CNPUYUHEHA NIOBUYEHHOI0 YYMMESICMIO 00 npodiem y
GIOHOWIEHHI «IOOUHA — CYYACHull yusinizayitnuti ceim». Ikona akyenmye yeazy na memamopgponozii (écebiune posxpumms
YYmmego2o i OYX08HO20 00CEI0Y CHPUUHAMMA  ICHYIOUOI peanvHOCmi, CKAAOHUll CuHmakcuc Gopm i npocmopy), a
OEKOHCMPYKMUBIZM — HA HOBOMY MOpghoceHe3i Ui KoHyenyii pieHO3HAYHOCMI opMU I NPOCOPY.

Knrouogi cnosa: nepyenmugna nepcnekmusa, 360pomna nepcnekmusd, apxXimeKmypHuii npocmip 8 ikowi, apximekmypa
OEKOHCIPYKIMUBIZMY.
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Abstract. The concept of architecture as Gesamtkunstwerk exemplifies a model for creating an artistic
building’s character. This article explores how it is reflected in non-ecclesiastical edifices of Volodymyr
Pokrovsky (1863-1924) during the cultural Renaissance of the early twentieth century in Ukraine within the
context of the fin de siecle’s architecture.
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cultural Renaissance of the early twentieth century, Kharkiv, Ukraine.

1. Introduction

A style is a reflection of worldview and attitude to life. At the turn of the nineteenth and twentieth
centuries, breakthroughs in science such as X-ray discovery; theories of special and general relativity with
its empirical proof; discovery of radioactivity and radioactive elements; the notion of noosphere; and the
birth of quantum physics significantly changed human understanding of the fundamental laws of nature.
It was of utmost importance for human consciousness. Along with many spectacular technological
innovations, including electricity and flying machines, scientific discoveries played a formative role in
visual arts, literature and architecture. New ideas about space-time left a profound imprint on the way
artists and architects viewed the world and interpreted perspectives and proportions. The Art Nouveau
convincingly demonstrated this. Each country assimilated Art Nouveau in a different way, adapting it to
suit its own historic tradition in terms of design, materials and techniques. Although Art Nouveau was
born in Britain, eventually its final chord sounded in Eastern Europe. In Ukraine, which was divided
between the Austro-Hungarian and Russian Empires at the time, the style widely varied whilst its specific
features depended on the local art school and on the techniques and materials used. It was not until the
collapse of the Soviet Union that Art Nouveau became a theme for research. When the Western European
art historians were rigorously studying Art Nouveau in the twentieth century, Ukrainian Art Nouveau
stayed essentially undiscovered due to the robust Soviet regime. Art Nouveau architecture was coined as
the architecture of capitalism whilst Ukrainian Art Nouveau was regarded as a manifestation of
nationalism. Once Ukraine gained independence in 1991, a number of scholars began extensive exploration
of Art Nouveau architecture, featuring fascinating stylistic peculiarities. One of its most distinctive
characteristics was the synthesis of arts — Gesamtkunstwerk®, where the emphasis was put on the coherence
and homogeneity of every constructive and decorative detail of the building, packing as much decorative
art as possible into the premises’ spaces.

6 Gesamtkunstwerk (from German) — coherent and homogenous artistic work: gesamte — overall, whole; die
Kunst — art; das Werk — work.
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2. Basic Theoretical Section

The term Gesamtkunstwerk was first introduced by a representative of German romanticism, a philosopher
and theologian Carl Friedrich Trandorff (1782-1863) in the work Asthetik oder Lehre von Weltanschauung und
Kunst (1827). Wilhelm-Richard Wagner, a German composer and art theorist, developed this concept in his essays
Art and Revolution (1849) and The Artwork of the Future (1849). Due to these works, the term Gesamtkunstwerk
became known in local artistic circles and spread further afield.

In architecture, there could be no better example of the aspiration towards an integrated and stylistically
coherent architectural environment than the architects’ houses. The artists and architects of this period expressed
their talent in the creation of their own homes — making the home a kind of tangible artistic manifesto, e.g. Philip
Webb and William Morris in Red House, Bexleyheath, London, UK, 1859-1860 [1]; William Burges in Tower
House, London, UK, 1875-1881 [2]; Oleksiy Beketov in his private house, now the House of Scientists, Kharkiv,
Ukraine, 1900-1901; Vladyslav Horodetsky in House with Chimeras, Kyiv, Ukraine, 1901-1903 [3].

A peculiar reflection of such synthetic ideas manifested in the architecture of Volodymyr
Mykolayovych Pokrovsky (1863-1924) during the cultural Renaissance of the early twentieth century in
Ukraine (Fig. 1). Trained as an architect and artist at the Imperial Academy of Arts in Saint Petersburg [4],
he became a junior assistant in the architectural offices of Albert Spiegel in 1888-1891 [5], a leading figure
in Kharkiv’s architectural realm at the time. From 1891 until 1905, Pokrovsky had diverse architectural
experience in Poland [6], leaving behind a remarkable heritage in Sloboda Ukraine. The decade of 1905-
1915 marked heyday of architecture in Kharkiv, the fourth largest city in the former Russian Empire at the
time. Although holding a position of the Kharkiv diocesan architect from 1905 until 1918 and designing
mostly the religious edifices for the parishes of the Kharkiv Province (currently Kharkiv, Sumy and northern
part of Luhansk oblasts in Ukraine), Pokrovsky faced more complex tasks — he designed numerous non-
ecclesiastical buildings: residential, administrative, educational and cultural. His public buildings of the
1910s chronicle his virtuoso skills, which he developed over time. Pokrovsky, consciously or unconsciously,
mirrored the ideas of John Ruskin (1819-1900) — an advocate of the Pre-Raphaelite Brotherhood and the
mentor of the Arts and Crafts Movement — yet still in tune with the Zeitgeist of the early twentieth century.
He followed the path of Ruskin — “the return of beauty on earth” — established by him in The Seven Lamps
of Architecture (1849) and The Stone of Venice (1851-1853). The quintessential characteristic of Art
Nouveau architecture — Gesamtkunstwerk — was reflected in Pokrovsky’s public buildings of two major cities
in Sloboda Ukraine — Kharkiv and Sumy — from 1910 until 1915 (Fig. 2).

The Tree of Life. “Ruskin’s view of the importance of direct and careful observation of nature as a
means to truth in art, a truth both moral and material” [7] would have been familiar to Pokrovsky. A whole
vocabulary of tree imagery, both formally and artistically, is present in every possible expression in the
asymmetrical building at 10 Universytetska Street, Kharkiv. In 1912, Pokrovsky fundamentally reconstructed
the department store built by Kharkiv municipal architect Olexander Rakov (1840-?) in 1871 and lately
rebuilt by Volodymyr Nemkin (1857-1908) in 1889 [8], giving it a new image with a fagade bloom, plant
shaped reliefs, flamboyant pediment and colonnade. Initially designed as a department store, the premise’s
space changed its functional purpose to a museum. The house stands out for its symbolic tree design with
intersections of stems, leaves and blossoms. The source for the lavish décor on the fagade seems to be an
amalgam of many influences. There are direct historical associations with the refined reliefs of the Western
European Romanesque churches, e.g. cathedral of Saint-Pierre, Anglouléme, ¢. 1136 [9]; the church of Notre-
Dame-la-Grande, Poitiers, from the middle of the twelfth century [10]; or portal archivolts of the abbey
church of Sainte-Marie-des-Dames, Saintes, from the second third of the twelfth century [11]. At the same
time, it resembles the elegant white-stone carving of Vladimir-Suzdal temples of the twelfth century, such
as the Church of Intercession upon the Nerl River and the Cathedral of Saint Demetrius [12]. Mascarons add
the sense of spirituality to the blossoming tree and a mist of eternal life. Two thirds of the fagade area is
covered by glass, which creates transparency indoors and an exterior lightness. The ceiling windows are
designed in the form of geometrically intricate iron structures whilst floor ceramic tiles create a rhythm in
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the interior space. Pokrovsky thus convincingly translated the universal language of trees and flowers into
the symbol of the Tree of Life. “This premise” — stated the leading Ukrainian scholar Volodymyr Yasiyevych, —
“has become one of the bright and original manifestations of Art Nouveau in Kharkiv” [13].
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Decorative Object
Philip Webb
Private Residence i 2 - i==2 ,:‘
Commissioned by e e W W
William Morris ENLNEN B TRrEl . W
] M R
Red House
; x
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© Victoria and Albert Museum, London
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Fig. 1. Architecture as Gesamtkunstwerk in the late nineteenth and early twentieth century
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Fig. 2. Institutional and residential buildings. Volodymyr Pokrovsky. Ukraine, 1910-1915
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The Garden of Eden. The corner apartment building at Chernyshevska Street, 66, Kharkiv, is full of
narratives that carry their own stories. The impression here is that Pokrovsky sought to render the essence of
natural creation at the moment of greatest tension and exuberance. Compositionally dissymmetric
architecture is a paraphrase of the Gothic architecture with typical corner turret, bay windows and sharp
front-gables. The verticality of structures, underlined by the use of uncovered brick, is accompanied by rich
decoration with floral and fauna reliefs, cornices and intricate ornamental friezes and mouldings. They
resemble the mysterious wealth of symbols of Romanesque sculptured capitals, e.g. monastery of Santo
Domingo in Silos, ¢. 1085-1100 [14]; Saint-Trophime in Arles, after c. 1150 [15]; the Church of Notre-
Dame in Serrabone, ¢. 1150 [16]; San Martino in Lucca, ¢. 1204 [17]; fagade relief of San Pietro in Spoleto,
c. 1200 [18]. Like a poetic refrain, ornamental details are evident in balcony balustrades, metal railings and
fenestration. The content of architecture can be read as the Garden of Eden whilst the atmosphere reflects
Pokrovsky’s lifelong pursuit to increase his vocabulary of beauty.

A Rainbow. The asymmetrically spatial composition of a two-storey blue-and-white building in Yuriyivska
Street, 8, Kharkiv, can be seen as an illustration of the natural phenomenon — the rainbow. It represents an allegory
for Iris — the goddess of the rainbow and the messenger of the Olympian gods in Greek mythology. Pokrovsky
defined the essence of naturalism, as where forces operate just as in nature. This building contains those qualities
of vitalism or distilled naturalism, which characterised authentic Art Nouveau. Pokrovsky also repeated floral
motives in various architectural décor whilst accentuating most narrative detail in the form of a rainbow. Overall,
it must be recognised that majestic, impressive premises can be viewed as a new appearance of the ancient symbol
in architecture.

The Gingerbread House. The striking asymmetrical administrative premises of the Saint Panteleimon
Monastery ensemble in Sumy had a fagade in exquisite brickwork layers — echoes of the quattrocento architecture.
Reminiscent of the ornaments from Florence and Venice, it has effects of the polychromy of High Victorian
Gothic. Richness of arabesque patterns, round decorative inclusions and decorative semi-columns at the corners
could be traced to the polychromy in Ruskinian Gothic, e.g. Chester Town Hall, 1863-1869, of architect William
Henry Lynn. On the other hand, the building has a touch of the seventeenth-century Russian terem architecture.
Its asymmetrical tri-spatial composition represents a crescendo to the lavishly decorated portal with the open-
sided balcony on the massive columns. The decorative richness of the premises tends to remind us of the
Gingerbread House in Hansel and Gretel fairy-tale or a Candyburg’s building from The Nutcracker.

A Knight. In the five-storey building at Chernyshevska Street, 79, Kharkiv, Pokrovsky advocated the return
to the Middle Ages. His choice for functionally combined premises — educational and residential — was completely
harmonious, yet had a strong trace of chivalry. Solemn composition with decorative gable roof in the central part,
strong axial alignments riddled with symbolic reliefs represent the legend of a knight. Medievalism became the
source of reference but it is not just a reminiscence of medieval art and architecture — this premise could be read as
an allegory for a knight. The building has a Gothic air, though in harmony with its functional purpose, showing
concern for synthesis and structural essentials. Its Neo-Gothic perpendicularity combined with eccentric
fenestration was tempered by a good dose of common sense. Thoughtful functionality of corridor structures was
designed for the educational part of the private gymnasium run by the architect’s sister Olena Pokrovska, as well
as a residential section for the architect’s family. The architect sought model dwelling for artistic and social
activities, including literary and musical events. Intricate design of the stair railings and the mosaic flooring,
illustrates the architect’s careful approach to all parts of the building. He incorporated a collection of symbols —
coded messages to those few who could read it. As a symbolist, he harnessed the power of myth, conjured
chimeras, foliage and knights in armour. Besides typical Art Nouveau birds and animals, crooks and foxes,
Pokrovsky also integrated bizarre and grotesque creatures. But medievalism was more than a stylistic trait: it was
part of Pokrovsky’s thinking. He became a committed medievalist.

From 1892 until 1914, Pokrovsky extensively travelled around Western Europe, with a number of visits to
Italy [19]. These trips strengthened his knowledge and enabled him to establish contacts with construction factories
in Germany and France. In Kharkiv, Pokrovsky’s social commitment was genuine and led him and his wife Anna
Pokrovska, née Vyrubova, to open a salon and form friendships with artists, poets, composers and musicians,
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philosophers and politicians at the time. A prominent poet and painter Maximilian Voloshin (1877-1932) was one
of the family’s closest friends [20]. Poetry readings, philosophical and theosophical discussions, musical
performances and political debates were frequently held at the Pokrovsky’s salon. Furthermore, his range of
activities expanded to include painting, drawing, piano playing, organising literary, musical and art public events,
publishing books [21], teaching (he was a professor at the Construction Department at the Kharkiv Technological
Institute (1919-1922) [22] and at the Architectural Department at the Kharkiv Art College (1921-1924)) [23]; and
lately politics (he was elected to the Kharkiv City Duma during the Civil War) [24]. Pokrovsky also expressed his
fascination with emerging technologies and was a member of the Automobile Club (1911-1917) [25]. His
expertise spanned a number of subject areas that his personality could be regarded as homo univesalis of the early
twentieth century.

3. Results

If one could weigh the constituents of the Vitruvian Triad in the context of Art Nouveau architecture, then
its dominant would be venustas. Richly decorated buildings, fragments of flora and fauna in the ornaments on the
facades, fantastic chimaeras, bold use of majolica, stained glass, artistic iron castings and colourful mosaic have
little in common with utility and durability. Pokrovsky did not oppose the results of industrial revolution but
disliked excessive simplification. Ornament was a strong instrument in interior and exterior décor. The architect
placed an emphasis on coherence and homogeneity of decorative and structural elements, which led to integration
of premises’ macrostructures with microstructures. These were emphasized by widespread use of metal, which the
architect generously applied in window decorations, staircase railings and gates. He paid particular attention to
fenestration, varying shapes from oculus, arches, trapezia-like hexagonal windows, octagonal shapes in varied
compositions, which participated in the rhythm of the whole building’s structure. Pokrovsky used themes taken
from nature, and also put forward Medieval ideals as his chief frame of reference. Hence, he headed towards
synaesthesia, literally a “mutual sensation” [26]. “Art Nouveau condensed synaesthesia into reality: great waves
of thick hair, ornamental curves and plant arabesques resemble graphic notation” [27]. The fleur mystique can be
viewed as a central leitmotif of his creativity. The mystic flower, this highly conscious inclusion, occurs frequently
enough throughout his work to show that they express a constant infatuation with the natural world. He never lost
this fascination. It occurs in passages of foliage or breaks through the ornamental mouldings. In non-ecclesiastical
architecture, the artistic vision became a working model for Pokrovsky, where the common denominator —
thematical, philosophical and aesthetic — was the Symbolism and the constant aspiration to move from realia to
realiora [28]. Beneath the feast of the fagade’s decoration — “flickering, feathering, flowering linearism” [29] —
there was a sinuous, practical and precise approach. Underneath it, all was a master builder and at the heart of his
work, there was a form. He looked beyond Ukrainian and Russian tradition, to the art of European Medieval
architecture, glittering mosaics of Byzantine churches and European wooden architecture of the seventeenth
century. Above all, he designed functional buildings. The study considered Pokrovsky’s public buildings of 1910—
1915 for the first time in the context of the British and Continental Art Nouveau architecture. The peculiarities of
Ukraine’s Art Nouveau architecture of the early twentieth century could be a significant addition to the European
history of architecture as a whole.

Discussion. The public buildings show Pokrovsky to be a disciple of the fin de siecle. Although he chose
the language of symbols, for him “symbolism was far more than a mere aesthetic tendency; rather, it represented
an entire world view and a way of life which engaged intense dreams, religious explorations, decorative rhetoric,
and various kinds of metaphysical creativity” [30]. Like many scientific discoveries, which proved that one could
see the world beyond its outer appearance, the same is true with architecture: one can see the allegorical image
beyond the construction’s structure. In fact, Pokrovsky’s initial reputation was formed as an original designer of
religious edifices, including his masterpiece Three Saints Church in Kharkiv, 1907-1915 [31]. It would be
worthwhile to consider Pokrovsky’s ecclesiastical buildings within the context of architecture as
Gesamtkunstwerk. Pokrovsky occasionally designed the interior details and appointments for his ecclesiastical
buildings, for example, iconostasis [32] and ferramenta window traceries. Nevertheless, the combination of other
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decorative parts such as geometrical patterns of flooring tiles and wall painting were the results of his teamwork
with craftsmen and artists. Yet it illustrates another sign of integration of the arts and crafts in architecture.
Furthermore, a comparative study of Pokrovsky’s religious buildings with Aleksei Shchusev’s interior of Saints
Anthony and Theodosius of Pechersk Church, Kyiv Pechersk Lavra, Ukraine, 1902-1910 [33], as well as exterior
and interior of Trinity Cathedral, Pochayev Lavra, Ukraine, 1906-1912, would make a fascinating case study.

Conclusion. Pokrovsky’s non-ecclesiastical buildings in Ukraine of 1910-1915 can be described as the
true essence of Art Nouveau and illustrate the manifesto of the new style in Sloboda Ukraine. He put an emphasis
on shaping an artistic image of a building. The parts of his buildings are intimately interconnected and explicable
only by reference to the whole. Each premises constituted to the same principle — symbolism. On the other hand,
he achieved a masterly balance between constructive principles and décor whilst felt liberated to use all the
construction elements considered important. However, Pokrovsky never succeeded in freeing himself entirely
from tradition and academism, designing premises with Neo-Classical, Neo-Romanesque or Neo-Gothic elements.
Art Nouveau was part of a larger trend in Ukraine’s territory, where Kharkiv’s architectural school illustrated its
distinctive features, notable in the history of the European architecture. Volodymyr Pokrovsky formed the
characteristic visage of an era, managed to produce an overall sense of design, which both fascinated and unified
whilst speaking a universal language. He was, thus, a true Art Nouveau architect, an architecte d’art.
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Oxcana Konopamovesa

«I'E3AMTKYHCTBEPK» AK ®OPMYJIA CTBOPEHHS APXITEKTYPHO-XYJIOXKHbBOI'O OBPA3Y
B BYIBJISAX B. M. IOKPOBCBKOI'O

Anomauia. Hayxosi éioxpumms xinys XIX — nouamky XX cmonimms 0OKOPIHHO 3MIHUNU CEIMO2TIA0 MA PO3YMIHHS MOHKOL
cmpykmypu 6cecgimy. Hoee ceimocnputinsimms Oyno 83a€MON06’ A3aHE 3 KPEHECAHCOM» 8 00PA30MEOPUOMY MUCMEYMBI, MY3UY,
meampi, apximexmypi, ¢inocohii, a Cunmes pisHOMAHIMHUX MUcCmeyme i Mucmeyms 3 HayKow, ¢inocogicio ma peniciero cmanu
yenmpanoHumu y meopuocmi yumanoi kocopmu mumyis fin de siecle. Ife 6ys uac eceocsoicnoi «kynomypnoi pesomoyii». Tepmin
Gesamtkunstwerk enepute ysis 0o arcumxy npedcmagruk Himeybko2o pomanmusmy, gitocogp, meonoe Kapn @piopix Tpanooppgh
(1782-1863). Himeyvkuii komnosumop i meopemux mucmeymea Binveenom-Pixapd Baznep po3sunyé yio KOHYEnyiio 6 ecesix
«Mucmeymeo i pegonoyia» ma «Teip mucmeymea manioymuvoeo» 1849 poxy. Came 3a80aku npayim K. @. Tpandoppgha ma
B. P. Baznepa mepmin Gesamtkunstwerk cmas éioomum Y mucmeyvkux i mucmeymeosnaguux xonax. Ceoepionum 6i003epKaieHHAM
Yux cunmemuyHux ioeti cmas po3eumok Kouyenyii «apximexmypa sx Gesamtkunstwerk», sxy eminosanu, cmeoproiouu yinicui
o6pazu-6yoieni ma ynieepcanvhi npocmopu, apximekmopu Dininn Be66 («Yepsonuti 6younok», npusamuuti 6younok, JIonoom,
1859-1860 pp.); Binvam Bepooicec («Byounok Bawma», npueammnuii 6younok, Jlonoon, 1875-1881pp.); Onexciit bexemos
(npusamnuit 6younok, nuni — «Byounox euenux», Xapxis, 1900-1901 pp.), Braoucias I'opodeyvkuii, (npusammuii 6yOuHOK, HUHi —
«Byounox 3 xumepamu», Kuie, 1901-1903 pp.).

Teopua ynieepcanvnicmo 6yna npumamanna i apximekmopy-xyoodcuuxy B. M. IToxkpoecwvromy (1863-1924). Amnrimyoa
11020 JACUMMEMBOPHOCMI 6I03HAUEHA HAOZBUUATHUM POSMAXOM. APXIMeKmop-XyoodcHuK, ousaiinep (0exopamop), pecmagpamop,
Kepi6HUK YUCIeHHUX 0Y0I8eIbHUX NPOEKMIE, 2POMAOCLKULL 0iAY, BUKIA0AY — npoghecop XapKiecbKoeo mexHOI02IYHO20 THCIMUMYny
1919-1922 poxis, npoghecop Xapxiecvkoco xyoosxcnvoeo mexuikymy 1921-1924 poxie. B. M. Ilokposcvrkomy 6yna enacmuéa
6aMNCIUBA, 2MUOUHHA puca meopuoi esomoyii: eunyckHux Imnepamopcvkoi akademii mucmeys, €napxXianbHull apxXimexkmop
Xonmewro-Bapuwascokoi | Xapkiscokoi enapxiil, 8in cmae 0OHUM I3 HAUGUZHAYHIWUX Maticmpie MoOepHY 6 Ykpaini.

l0es «apximexmypa sx Gesamtkunstwerk» uaileupasniuwie 6iddzepkanunacs y 1020 apXimekmypHux meopax, siKi Oyau
cmeoperi nio yac akmueHoi npoexmuoi npakmuxu Ha mepenax Cnobdiocvkoi Yxpainu ynpooosxc 1906-1915 poxis. Bracmugocmi
BCEOCANCHO20 MEOPY» OYIU NPUMAMAHHI AK 11020 YUBLIbHIL, MaK I KYIbMOSI apXimekmypi, npome cmamms 30CepeONHCYe yeazy
Ha epomadcvkux ma scumnogux Oyoiensx 1910-1915 poxie y Xapxosi ma Cymax. B apximexmypHux gpopmomseopax apximexmop-
XYOOJICHUK 80AN0 NOEOHYE MEXHIuHl Q0CAcHeHHs, OYOiGNi GUPIZHAIOMbCA APXIMEKMYPHOI KNONICMUNICIMUKOIO», 2aPMOHIUHUM
CUHME30M DISHOMAHIMHUX 6UOI8 OEKOPAMUBHO-YIHCUMK08020 Mucmeymea. Koocna i3 yux cnopyo — ocobnusa, aie mixc Humu
MOJICHA NOUYMU GHYMPIWHIO PUMY — BOHU € APXIMEKMYPHO-XYOodcHiMu obpasamu. Pigenv ix ecmemuunoi inmencusHocmi
niokpecnioe sucomy meopuoi Oymxu B. M. [Iokpoecbko2o, 11020 MidkcOUCYUNTIHAPHE MUCTEHHA Y CINBOPEHHI 6CEOCAICHO20 MBOPY.

Knwwuoei cnosa: meopuicmv apximexmopa-xyooxcnuka B. M. [lokposcvkoco, enapxianohuil apximekmop, Cunmes
Mucmeyme, apxXimexmypHo-xy00xcHitl 06pas, KyibmypHuil penecanc nouamky XX cmonimms, Xapkis.
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Abstract: The article has been devoted to the analysis of the architecture and urban structure of utopian
cities and states, their interrelation with social and political aspects in the works of “Republic” and “Laws” by
Plato, “Utopia” by T. More and “The City of the Sun” by T. Campanella.
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1. Introduction

The notion of utopia is used to characterize the model of an ideal social system. The term “utopia” consists
of the Greek words ov — “no” and toémoc — “place”, and is translated as “a place which is not”. It comes from the
eponymously-named book by Thomas More, which is considered to be the first work to be written precisely as
utopian.

Utopia means a certain country or place, often fictitious, where everything is perfect (English Oxford
Living Dictionaries). There are significant numbers of utopias, among which we distinguish architectural utopias
that are derivatives from socio-political ones. Utopian philosophers, appealing to the historical ideas of mankind
about the ideal, described the planning structure of city states. Forming perfect models of social structure, they
used architecture as a background to provide a comfortable and functional space that would meet the requirements
of an ideal society.

The aim of the article is to determine the main geometric characteristics of ideal cities, based on the
analysis of architectural descriptions and urban planning; establish the relationship between socio-political
ideas in the treatises by Plato, Thomas More and Tommaso Campanella. This will allow us to trace the
relationship between social ideals and possible attempts to implement them, since we get a list of certain
patterns and signs that can be used to analyze the concepts of urban development or architectural projects
and it will help us get more insight into the influence of utopian works on real changes in society and the
architecture of that time and present.

This article presents an analysis of three most famous socio-utopian treatises — “Republic” and “Laws” by
Plato (2000), “Utopia” by Thomas More (1988, p. 16-130) and “The City of the Sun” by Tommaso Campanella
(1988, p. 131-182). These works are considered to be the first ones to describe the models of utopian states and
have a strong influence on all subsequent works of utopian philosophers.

When we talk about the ideal model of society, we focus on social and political aspects, without paying
enough attention to the environment in which the inhabitants live. However, analyzing the developments in
relation to utopias, it's hard to ignore how in detail the authors of sociological, political or philosophical works
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deepened in urban planning and architectural aspects. Some scientists have outlined the problem of coverage of
architecture and structure of the city in Plato’s, Thomas More’s and Tommaso Campanella’s works: Heorhiy
Hradov (1968); Tatyana Savarenskaya (1984); Michael Chyutin (2006); Tessa Morrison, Mark Rubin (2014); Eva
Eylers (2015); Andrew Simoson (2016) and others.

For example, T. Savranskaya (1984, pp. 77-80) analyzed the planning features of Atlantis, which were
described in the work of Plato “Critias” as the architecture of the utopian country. In contrast, M. Chyutin (2006,
p. 178), writing about the ideal city-state of Plato, gives an analysis of the architectural aspects of the country
from the “Laws”. Among contemporary researchers, it is possible to distinguish works by Tessa Morrison and
Mark Rubin (2014), who analyzed and systematized information about the geometric characteristics of ideal cities
and created 3D digital models.

2. Basic Theory Part

The first works in which the ideal social and political system are described were Plato's “Republic” (2000),
“Utopia” by T. More (1988, pp. 16-130) and “The City of the Sun” by Campanella (1988, pp. 131-182). They
are characterized by attention to everyday life and relationships between people who must be a subject to specific
rules and regulations.

Plato's “Republic” (360-370s BC) is his main work, which describes the basic principles of an ideal
country. Despite the detailed description of various political and social aspects, this treatise does not provide a
clear understanding of the city-building configuration of the republic and cities. The most detailed description of
architecture was given in philosopher’s late work “Laws” (1994, pp. 71-437), which was written in about 354
BC., where he partially reviewed his own ideas and supplemented them with new details. There is one main city
(policy) with twelve colony-villages around. The form of government that Plato prefers is an electoral aristocracy
or monarchy; the state is headed by a philosopher who is a wise ruler. There is no private property in the country,
so people live in common residential buildings

More precise is the description of architecture in “On the Best State of a Republic and on The New
Island of Utopia” by Thomas More, which he wrote in 1516. Following Plato’s ideas about common property,
More described an island whose inhabitants were living in a country without private ownership and with a
clear hierarchy. Thus, the term “utopia» comes from the name of his work. The form of government is a
representative democracy and the ruler is elected for life. Thomas More stresses that there is slavery in
Amaurot — it serves as a punishment for serious crimes and a travel ban between cities without the prior
consent of the ruler. The island was named after- Utop, who was the founder of the island and the cities and
the author of the basic idea of area planning

Under the influence of Plato and More, Tommaso Campanella wrote his own work — “The City of the Sun»
in 1602 (1988, pp. 131-182). City of the Sun is located on a hill and is an one of the four states on the island in
the Indian Ocean. The author considered that everything had a common beginning and was interconnected.
Campanella deduced his own model of the unity of people between themselves and with the outside world based
on his knowledge of astrology. A theocratic monarchy is a proposed form of government in “The City of the Sun”,
so the state is headed by a priest. The basis of his utopian model is the notion of social equality for all residents,
which is achieved due to community ownership, division of labor and responsibilities.

3. Results and Discussion

For better comparison of the architecture and urban characteristics of the utopian countries that were
described by Plato, More and Campanella, the data are structured in Table Characteristics of Urban and
Architectural Design in the Works of Social Utopian.
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3.1. Architectural and Urban Design in Plato’s “Republic” and “Laws”

To ensure the implementation of social utopia, Plato used the correct geometric form-circle, thus forming
the circumferential and radial roads in the city. Agora is the main market square in the center of the city and the
country and the main public square at the same time. There are public buildings near agora, which looks like a city
center with public function. The city around the agora is divided into 12 equal parts — districts of the city. Identical
residential buildings create protective walls, because of the very location density (Plato, 1994, pp. 71-437). The
city is surrounded by moat.

The territory of the whole country was also divided into 12 equal parts. The colony-village is in the center
of each part. The location of gymnasiums (in the city) and hippodromes and sport grounds (outside of it), could
be arbitrary, but at the same time, they had to be at the same distance from each other, providing all residents with
equal opportunities for their use (Fig.1).

Fig. 1. Scheme of the utopia city by Plato:
1 — agora — the center of the city; 2 — public buildings; 3 — district of the city; 4 — gymnasium;
5 — earth moat; 6 — colony-villages; 7 — hippodromes and sport grounds
(Drawn by Author from the description in Plato’s “Laws” (1994, pp. 71-437))

Plato paid special attention to numerical characteristics: exactly 5040 families should live in the city, since
this number is most convenient for its proper division. Author did not pay attention to the materials or architectural
solutions, but emphasized the comfortable and reliable buildings (Plato, 1994, pp. 71-437).
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3.2. Architectural and Urban Design in Utopia by T. More

T. More (1988, pp. 16-130) gives a sufficiently detailed description of both urban and architectural and
constructive solutions. In spite of this, a number of questions arise as to the correct interpretation of these
descriptions. For instance, A. Simoson (2016) gives examples of possible variants of the configuration of the
Utopia Island, the rivers and mountains on it, according to various mathematical models. An island that is located
in the sea (the name of the sea is not specified), separated by an artificially created canal 15 miles wide (24 km)
from the mainland.

The shape of island is close to the correct form and remote from the mainland by 2.4 kilometers by an
artificially created strait. The capital of the country — the city of Amaurot is located in the central part of the island
that enables residents of all cities to have equal access to it (More, 1988, pp. 16-130).

T. More used the grid pan in the planning structure of the city. He divided the city into four equal
areas- districts with 50 residential neighborhoods of each. The lack of private property affects the fact that
all buildings should have the same architecture and plan, and all residents have equal access to all buildings
on the island. There remains an open question of the location of schools and temples, as well as the Senate
and major public institutions. For example, soviet architect H. Hradov (1968, pp. 30-36) drew a scheme of
Amaurot, where place around the river is a big public space with sport and public buildings there. Instead,
E. Eylers (2015) has drawn the temples and the rest of public facilities on larger quarters than residential and
located them around the city.

Fig. 2 shows a simplified general plan of the city with an author's interpretation of the location of the river
and some public buildings.
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Fig. 2. Scheme of the utopia city Amaurot:
1 — market square; 2 — residential quarter; 3 — hospitals; 4 — river; 5 — stone wall with bastions and towers; 6 — moat; 7 — fields
(Drawn by Author from the description in “Utopia” by More (1988, pp. 16-130))
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3.3. Architectural and Urban Design in “The City of Sun” by T. Campanella

In “The City of the Sun” Tommaso Campanella (1988, pp. 131-182) used circumferential and radial roads.
His city has four main roads, which are oriented around the world. The central object of the utopian city is a
temple, whose architecture had been given considerable attention (Fig. 3). An important part of the city space is
the decoration of the buildings-walls drawings, because they become not only the decoration of the city, but also
the main place for educating children.

The main difference between the architecture of “The City of the Sun” from the architecture of the cities
of Plato and More is not only the astrological context, but also a lack of a significant number of public buildings
as separate structures. More (1988, pp. 16—130) allocated separate dining-house buildings in each residential area,
foreseeing buildings for hospitals and the Senate, Plato (1994, pp. 71-437) proposed to build a large number of
public buildings around the agora. In contrast to them, the main public functions in the city of the Sun are
performed by the first floors of residential buildings and the temple of the sun.
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Fig. 3. Scheme of the Campanella’s utopia city: 1 — temple; 2 — public space; 3 — belt of residential
and public buildings that act as defensive walls; 4 — main road; 5 — earth wall and moat; 6 — fields
(Drawn by Author from the description in “The City of the Sun” by Campanella (1988, pp. 131-182))
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Characteristics Of Urban And Architectural Design In The Works Of Social Utopians

“Republic” (2000) and

“Utopia” by More

“The City of the Sun”

consumers with all what they
need.

an artificially created canal
15 miles wide (24 km) from
the mainland.

Source “Laws” (1994, pp. 71-437) by Campanella
by Plato (1988, pp. 16-130) (1988, pp. 131-182)
1 2 3 4
Type of state, by | City-state Island country City-state
territorial
characteristics
Main city There is one main city Amaurot -
(policy) with twelve colony-
villages around
Forms of Elected aristocracy or Representative Democracy. Theocratic monarchy. The
government monarchy, the country is The ruler is elected for life state is headed by a priest
headed by philosophers
Territorial The city-state is located in An island that is located in One of the four states on the
location of the the central part of its suburbs, | the sea (the name of the sea is | island in the Indian Ocean.
country on the areas that can provide | not specified), separated by Located on a hill, the

diameter of which is 2 miles
(3.2 km). The city is
surrounded by the plain.
There are four cobbled roads
in direction to the ocean.
Near the city, there are
villages, groves and forests.

Author / Chief

The author is Utop — a founder

parts.

The outskirts of the city are
also divided into 12 equal
parts.

planning. The minimum
distance between them is

24 miles (38.4 km), and the
largest one allows a pedestrian
to come from one city to
another during the day.

Also, there are villages, the
distance between them and
their number is not
normalized

Architect of the island and the city
Administrative The main unit of the country | The country is divided into 1 City
division is a city, which consists of 12 | 54 cities with the same Village or villages on the

outskirts of the city

The population
of the city / town

There should be exactly 5040
families in the city. If the
number increases, they are
resettled in a colony-village,
whose number of inhabitants
is not normalized

Each city has 6,000 families;
each has from 10 to 16
adults. There is a total of
60-96 thousand adult
residents without children.
The number of village
families is not specified. It is
known that there are about 40
adults in each peasant family,
and two slaves

The shape of the
city

Circle

Almost square, each side of
which is almost 2 miles
(3.2 km)

Circle, with a diameter of 3.2
km (the size is indicated
according to the horizontal
section of the hill where the
city is located)
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Continuation of table

1 2 3 4
The planning Circumferential and radial Grid plan. Circumferential and radial
scheme of the roads The city is divided into four roads.
city street big districts, and 200 small The city consists of seven
network residential quarters .The rings and four radial roads

width of the streets is about 6
meters

Fortifications of
the city

The city is surrounded by
moat. There is no reason to
build stone walls because of
the residential houses, located
in a close proximity, thus
forming protective walls.

There is a stone wall with
bastions and towers. The
three sides of the city are
surrounded by dry moat and
hedge, and the fourth one is
surrounded by river.

There is a stone wall with
bastions and towers. The city
is surrounded by moat.

Public space

— Agora — the main market
square, which is located in
the city center, and is the
center of the country too. It
serves as the main public
space for the residents,
performing market functions,
and place for judicial and
other meetings.

— 3 sports grounds, which are
outside the city, near
hippodromes

— Small streets

— Streets that are located
along row of residential
buildings (6 m wide)

— Gardens located in the
middle of residential
neighborhoods. Planted with
a large number of different
trees.

— 4 main market squares,
which are centers for 4 parts
of the city.

— Galleries for walking,
peristyles that are located on
each ring of the city

— 4 main streets

— Pools, which are
constructed both on the
outskirts of the city and
within its borders

— Trading areas outside the
walls

Public buildings

— Temples, which are located
around agora

— Administration buildings,
which are near the temples
— 3 educational buildings —
gymnasiums, located at the
same distance from each
other within the city. Also, it
is mentioned about college
— 3 hippodromes, next to
which there are equipped
areas for sport: exercises in
throwing, archery. They are
located outside the city

— Three types of prisons: the
first one is on the square of
the city, the second one is
near the meeting room, the
third one is outside the city,
on the most distant area

— Public baths

— Theaters

— 13 temples that are built as
true works of art. The interior
space of the temples is semi-
dark, according to the advice
of the clergy

— Palaces of Syphograntus
(heads of districts). They are
located in each quarter at the
same distance from each
other. Serving as a dining
room and a gathering place
for residents. Divided into 2
main rooms, each of them
accommodates 15 families
(in general, these buildings
are for 60 families), and they
include a separate room for
mothers with infants

— Schools

— There are no prisons

— 4 public hospitals, which
are located on the outskirts of
the city, and are large in size

— Temple. It consists of two
domes, smaller dome relies on
the larger one, which is on the
columns. The diameter of the
temple is 350 steps, which is
approximately 310 meters. The
large dome is decorated with
drawings of stars. Clergy's
rooms are near the small dome.
The temple also serves as the
venue for the courts

— Shops

— Warehouses, kitchens,
dining rooms, baths — are
located on the first floors of
buildings

— Bakery, various workshops
for tailoring, forging, joiner's
and others

— Schools. The walls are the
main area for learning, since
they represent a significant
amount of information that
needs to be learned.

— Public buildings for
mothers and infants

— Palaestra for sport

— Tower, which is the prison
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Continuation of table

pillars, etc.

— Solid stone, sandstone,
brick — the outer walls of
buildings

— Special coating for roofing
— Glass or cloth — used in
windows

1 2 3 4
Residential The city is divided into 5040 | Residential buildings are Residential buildings are in
buildings sections for residential three stored and blocked into | common property (residents
buildings, according to the each other, thus forming change their housing once
number of inhabitants. The quarters with common every 6 months). The
buildings are identical, and gardens in the middle. buildings are embedded in
locate in close proximity, All buildings have identical the outer walls of each of the
thus forming protective architecture and are common | seven rings, forming a solid
walls. There is no private property. The houses have row of buildings. Entrance to
property in the country — two entrances, one from the the house is from the inside
residents cannot change street and the other from the of the wall. The first floors
anything in the planning or garden. Residents change are devoted to public
architecture of their home. their homes every 10 years functions, living rooms are
according to the decision of located exclusively on the
the landlord. Rural residential | second floor. From the
buildings are identical and outside of the building there
equipped with everything you | are galleries for walks
need
Memorial The burial place is located — Historical statues and — Historical statues and
monuments / beyond the boundaries of the monuments are erected at the | monuments are erected at the
cemeteries city, on the territory of non- square square
fertile soils. Residents are — There are equipped burial — There are no cemeteries
forbidden to put monuments on | places, with a column with
the graves, and the tombstones | the name of the deceased on
should be of such size that they | them
can accommodate at most four
praise poems about the
deceased
Building Stones — Wood: Used for the — Paver — used for paving
materials construction of bridges, roads

— Marble as a material for
stairs in buildings

— Stone — for the erection of
walls, as well as lava around
the temple

— Iron - doors, shutters

— Precious stones used as
floor coverings in the temple

Constructive
characteristics

— The walls are made of
stones and brick, the inner
gap between them is covered
with crushed stone

— Roofs are flat

— The thickness of the outer
convex walls of residential
buildings — 88.9 cm, concave
—53.34 cm.

— Interior partitions have a
thickness from 17.78 to 26.67
cm

Infrastructure:
water supply
systems

Primitive constructions for
collecting rainwater. There
are also special channels that
provide water to all areas of
the city throughout the year

Within the city, there is a part
of the river, from which
water disperses all over the
city through the pipes. It is
foreseen to collect rainwater
in tanks in those areas where
it is impossible to supply
water because of the relief.

Water supply is provided in
the bathhouse and in the
fountains. There are drains
and mourning for dirty water,
and special storages for
storing rainwater for further
use.
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The end of the table

1 2 3 4
Applied arts — Making tableware from — Tableware are made of — Lamps, tableware, jewelry
gold, bronze, silver clay, but night pots are made | made of gold and silver —
— Wooden and stone products | of gold and silver — Mosaic for decorating
for the glorification of gods — Ornaments and chains for lower galleries
slaves are made of gold — Paintings adorn all the

walls and walls of the city.
The paintings provide
detailed information on the
science, history of the city
and crafts

4. Conclusions

1. Utopian thinking has always guided the trajectory of creative thought, based on it as life-affirming
goals, as well as ways to search for new social and artistic values. Actually, urban planning and architectural
solutions embodied in perfect forms helped visualize utopian ideas, so architecture has become an important part
of thinking about the place “which is nowhere”.

2. In their writings, Plato, More and Campanella focused on architectural and urban aspects as an
important level of social utopia. In their works, special importance was paid primarily to the functional purpose
of certain elements of the urban structure, which was expressed in the correct geometry of urban formation
(aesthetic and visual characteristics, as a rule, were left out from the attention of philosophers). For example,
Plato's work is characterized by greater attention to the location of public buildings in the structure of the city,
while More and Campanella define them very broadly. This demonstrates the differences in their socio-political
models, since Plato focuses on the complex and more precise hierarchy of various processes, while More and
Campanella — on processes integration into everyday life is (as an example, using images on defense rings-ants
for teaching children in “The City of the Sun» by T. Campanella).

3. The desire to create the ideal structure of the city, which should reflect the ideal social order, is quite
significant. Urban formations are described as ideal geometric shapes (circle or square), divided into identical
fragments, forming a holistic centric and at the same time equivalent architectural composition in the direction
from the center to the periphery.

4. The central structure laid by Plato and Campanella reflects the concept of vertical hierarchy of the
organization of society (domination of law and authority) and horizontal equivalence (social and property
equality, lack of private property). At the same time, such geometric structures of cities appeal to archetypal ideas
about the ideal world order in human consciousness (the concept of the world tree, mandala, etc.).

5. Numerological aspects that utopian philosophers use to confirm the ideality of their models, can be
traced in all works of social utopians. Plato lays the city, which is divided into 12 equal parts, with a population
of 5040; T. Moore writes that the state is divided into 54 cities, each of which has 6,000 families; T. Campanella
describes a city with 7 building belts that are intersected by 4 main streets.
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Y NOIIYKAX ITEAJTbHOI ®OPMHA: TEOMETPISI MICTA
Y TPAKTATAX IIVTATOHA, T. MOPA, T. KAMITAHEJIJIN

Anomauia. Cmammio npucesayeno ananizy 2eoMempuyHux XapaKmepucmuk, MicmooyoieHoi cmpykmypu ma apximexmypu
YMORNIYHUX MiC ma 0epicas, a MaKoldc iXHb020 3AE€MO36’A3KY 3 COYIANbHUMU MA NOMTMUYHUMU ACHEKMAMU Y MPAKmamax
Inamona ““/lepocasa» ma “3axonu», T. Mopa “3onoma knudiceuxa, maka s KopucHa, Ak i 3a0a6Ha, npo HAUKpawuil ycmpii
Oepoicasu i npo Hosutl ocmpie Ymonis» ma T. Kamnanennu *“Micmo Conys». [locniodxcenns ioeanvhux Micm-0epicas, OnUCanux
@inocopamu-ymonicmamu, 4acmo 3600UmvbCs 00 AHANI3Y IXHIX NOATMUYHUX Ma coyianbHux xapakmepucmuk. OOHaK, po3enioaodu
00CKOHANI MOOeNi cycniibHo2o ycmpoio, inocou 3amopKysanu yci cgepu T00CbKO20 HCUMMS, MUM CAMUM NOKA3VIOUU IXHIO
83A€MO3aNeACHICMb Ma Pi6HO3HAYHICMb ) npoyeci hopmyeanns eounoi cucmemu. [l ixuwix mpaxmamis xapakxmepna ysaza 00
2e0MEMPUYHUX XAPAKMEPUCMUK MICI MA apXiMeKmypu, 3 Memolo CIMeopeHHs 8I0N0GIOHUX YMO8 Hcumms OJid MeWKAHYi8, 8 AKUX
60HU MO2TU O peanizogyeamu mi munu no8ediHKuU, AKi nepeddayano 8io Hux cycnitbemeo. Opasmenmapri onucy apximexmypu ma
NIAHYBATLHOT CIMPYKMYPU MICI NPU3800amsb 00 HUSKU HEMOYHOCMel Ma PI3HUX 8apianmis iHmepnpemayii niany8anHs Micmd.
Dinocodu-ymonicmu, aneniorouu 00 iCMOPULHO-CHOPMOBAHUX YABTEHb TIOOCMBA NPO i0edbHe, ONUCYIOUU NAAHY8ANLHY CIPYKMYPY
Micm-0eparcas, 8UKOPUCOBYBAU NPABUNIbHI 2eoMempuydHi gopmu, idero cumempii ma yenmpuunocmi. Dopmyouu 0ocKoHari
MOOeni  CyCRilbHO20 YCMPOIO, BOHU NOCAY208YBANUCL APXIMEKMYPOIo, AK (OHOM Ons 3a0e3neuenHss KoM@popmuozo ma
@dyHKYyioOHANbHO20 NPOCMOPY, AKULL 8I0N08I0A8 OuU euMo2am i0edarbHO20 cycnitbemea. B cmammi npedcmasneno po3pobneni
asmopamu cxemu Micm-0epaicas, 8iOn08IOHO 00 IXHbO20 ONUCY, d MAKOIC NPOAHANIZ08AHO MA CUCMEMAMU308AHO THHOpMaYiio
Wo00 2eo0MempUdHUX XAPAKMEPUCMUK Micm, HYORIMHUX NPOCMOPIG, 2POMAOCOKUX MA JHCUMA08UX 0ydieenb, w0 Onucawi 6
mpakmamax ginocogpis. Tak, y npaysax I[hamona, T. Mopa ma T. Kamnanennu micma maiome npasuiibHi 2eoMempuyti ¢opmu
(kono, keadpam), po3bumi na pieni 3a NIOWEIO HACMUHY, CUMEMPUYHE NIAHYBAHHA MA YHIQIKOBAHI JHCUMNOGI MA 2POMAOCHKI
0y0i811i, — 6Ce Ye € 8ANCIUBUM eTIeMEHMOM OOCASHEHHS YIMONIUHOT MOOeNi CYCniitbemed.

Knruoegi cnosa: ymonis, apximexmypua ymonis, nyoaiuHuti npocmip, 2poOMaoCyKi ma icumiosi 6yoieni.
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Abstract. The main tendencies of transformation of the city's architectural and artistic field in connection
with social and political changes caused by the World War Il have been explored on the example of two key
contests for the development of Kyiv city center (Government quarter in 1934-1935 and Khreshchatyk in 1944).
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Starting with the establishment of a vertical control over art and culture that was finally crystallized in the
USSR in the mid-1930s, and by the mid-1950s, Soviet architecture as a whole and the architecture of Kyiv, as
the capital of the second in terms of the republic's significance, were primarily ideological and declarative,
representative character. The main task delegated to the ruling elites was to legitimize the new social order and
establish its power by creating an appropriate mythological field, which, like any invented tradition (according
to Hobsbawm), was emphasized by historical reminiscences: “In fact, where possible, they [invented traditions]
normally attempt to establish continuity with a suitable historic past” [1, p. 1].

However, the conditions prevailing within the relevant cultural and artistic environment were not
homogeneous, substantially changing in time under the influence of a powerful external factor — the World War
1. Conditionally breaking the corresponding field into “before” and “after”, the military conflict has made
powerful deformations in the global perception of the development vectors of Kyiv architecture, which we will
talk about in this article.

The architectural and artistic life in the capital of the Ukrainian SSR in the corresponding period was full
of vivid events, from which we distinguish two main, most characteristic and representative, both in terms of
scope and meaning, and by the galaxy of the represented masters: two contests for the development of the
Governmental quarter in 1934-1935 — “before”; and the reconstruction of Khreshchatyk in 1944 — “after”.

The selection of competitive works is not accidental: in our opinion, conceptual projects are most
presentable both in terms of manifestation of the ideological and declarative requirements of the customer, power
elites, and the true creative idea of the architect. It is precisely in pure “paper” projects that both the declarative
and the ideological and artistic component can be traced without the subsequent changes and layers that arise
during implementation, often lead to impoverishment and distortion of the original idea due to various structural
and financial obstacles.
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Both contests were well covered both in the professional and in the widely popular media. Specific
literature sources can be divided into two main groups: 1) Eyewitnesses and contemporaries of relevant
events; 2) Later researchers from the Soviet and post-Soviet periods. Within the first group we should
especially note the architect O. G. Molokin, who was the direct participant of the first contest and gave its
detailed description in the article “Designing the Government Center of the Ukrainian SSR in Kyiv” [2];
and researcher M. P. Bilinkin, who described the second contest in the article “Main Highway of Kyiv:
designing the Khreshchatyk” [3]. Almost all participants of the events touched them in their memoirs.
They have not been left out from the attention of a large number of Soviet and modern researchers from
Yu. S. Aseyev, S. K. Kilesso, A. V. Ikonnikov, M. 1. Grechini to B. L. Yerofalov-Pylypchak, B. S. Cherkes,
V. E. Alyoshin, D. S. Khmelnytsky and others. We, as the author, have also devoted more than a dozen
articles to this topic.

However, the outstanding importance, scale, complex and multifaceted ideological, political, social
and artistic factors, a galaxy of invited masters and the fundamental issues posed by questions still inspire
researchers to discover more and more facets of relevant events. In this article, we will analyze the
transformations that took place in the specified architectural artistic field and try to interpolate the
revealed trends and patterns on the general processes that took place in the construction life of Kyiv in
the second half of the twentieth century.

Let us start with the identification of identities: both contests were initiated at the highest level of political
elites, both of them invited the best architects of the country, both of them were supposed to change the historical
center of Kyiv in a key way. Both almost did not touch (and according to D. S. Khmelnytsky, directly ignored)
the surrounding residential development, highlighting only key administrative and public facilities as meaningful.
However, the tasks and strategies for their solution had a number of fundamental differences, dictated by the
transformation of the social and political paradigm.

The first contest for the development of the Governmental Quarter was initiated by the decision of
the Central Committee of the Communist Party (b) of Ukraine [4] after returning the capital from Kharkov
to Kiev in 1934, when the question arose about the creation of a new center for the governing apparatus of
the Ukrainian SSR. A massive redevelopment was planned: the capital of Soviet Ukraine had to be
transformed from “priestly-philistine <...> into the advanced industrial center"”, according to the head of the
Kyiv city council R. R. Petrushansky. It was planned to lay new transport arteries, change the zoning of the
territory and, unfortunately, the demolition of numerous religious buildings. The new government quarter
concentrating a number of administrative buildings, primarily the houses of the RNK and the Central
Committee of the CPU (B) U, grouped around a large square for the ceremonial parades and demonstrations
had to become the key core [5, p. 1].

The three rounds of the contest were attended by brigades led by:

Round I: Y. A. Steinberg, F. F. Oliynyk, V. G. Zabolotny, O. G. Molokin, V. K. Trotsenko, V. O. and
A. 0. Vesnin [2, p. 12];;

Round II: I. O. Fomin, K. S. Alabinyan, V. O. and A. O. Vesnin, D. M. Chechulin, F. F. Oliynyk,
J. G. Langbard and P. F. Aleshyn, V. M. Rykov, J. A. Shteinberg and V. G. Zabolotny [2, p. 12];

Round I11: 1. O. Fomin, K. S. Alabinov, S. V. Grigorjev, D. M. Chechulin, and J. G. Langbard (The third
round, whose participant works were often attributed to the second one, was discovered by the researcher during
the processing of the materials in the archives of the Sofia Kyivska National Reserve, more details are given in
other articles of the author [6, 7, 8 etc.]).

Thus, 21 projects of 13 brigades from all over the Soviet Union were presented at the contest, which makes
it quite representative in terms of general trends of contemporary Soviet architecture.

The second contest for the restoration of Khreshchatyk, blown up by Soviet undergrounds
[9, p. 286], was announced before the end of the World War Il, which shows its great ideological and
propaganda significance. “June 22, 1944, the Council of People's Commissars of the Ukrainian SSR
announced a contest for the planning and development of Khreshchatyk. The initiator of its conduct was
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the current leader of the Communist Party of Ukraine Nikita Khrushchev. The definition of the function
of new structures was influenced by political factors ...” [ 10, p. 67].

The first round of the contest was attended by “full members of the Academy of Architecture of the USSR
K. Alabyan, G. Golts, the full members of the Academy of Architecture of the Ukrainian SSR
P. Alyoshin, O. Vlasov, V. Zabolotny, correspondent members of the Academy of Architects of the USSR
V. Gelfreich, E. Levinson, I. Fomin, M. Parusnikov, I. Sobolev, Kyiv architects O. Tatsiy, A. lvanchenko, prof.
Steinberg heading the group of architects in Kiev, an architect from Kharkiv O. Kasyanov and others» [9, p. 286].
Vlasov, Tatsiy and Zabolotny were invited to the second round — the latter refused to participate [9, p. 315].

Consequently, considering the range of outstanding masters, the direct participation of senior party
functionaries in the composition of jury commissions, and extensive press coverage, we can assert the approbation
of competitive projects of national architectural tendencies, which, according to Khmelnytsky, automatically
acquired the force of law and were obligatory for implementation.

Summing up the global similarity of the competition tasks, the environment, the conditions of
implementation and the composition of the participants, let us turn to the study of differences. Not having the
opportunity to submit an analysis of each of the bids within the same article, we will be inductive to identify the
general tendencies that were followed in the contests and their stages.

1. Regard to existing development.

Contest for the development of the Governmental Quarter was started with the choice of a plot for future
construction. Six principle decisions were developed regarding the location of the future center:

1. The Zvirynets variant, proposed by the architects V. M. Nesterenko and A. Ya. Zinchenko, proposed
to place the center on the territory of the former Zvirynetsky fortress, at the highest point on the slopes of the
Dnipro.

2. The Pechersk variant of the architects M. I. Grechin, M. Kholostenko and V. M. Onashchenko
envisioned a government block on the territory of the racecourse.

3. The Lypky version of the architect P. F. Alyoshin with the team transferred the government area to
the crest of the slopes between the modern streets Lypska and Shovkovychna.

4. A variant of the Proletarian (Pioneer) garden by V. |. Zabolotny with the team disclosured
Khreshchatyk to the Dnipro. Unfortunately, the perspective solution was not fully appreciated by
contemporaries.

5. An option proposed by a group of architects under the direction of V. G. Krichevsky, provided the
dispersion of large administrative and public buildings along the uphill part of Kiev.

6. Architects P. G. Yurchenko and Y. Y. Karakis proposed placing the center on the site of
the Mykhailivsky Golden-Domed Monastery (first turn) and Government Offices (second turn)
[11, p. 53, 54].

The Contest Commission selected a plot on the place of the Mykhailivsky Golden-Domed
Monastery, Vasylkivska (Three-Holy) Church, the Square of the Red Heroes of Perekop [12] (now Sophia
Square) and the Government Offices. The square should have been 130 meters wide and more than 600
in length [5, p. 2].

The chosen plot caused a lively debate due to the proposal to demolish Mykhailivsky Golden-Domed
Monastery. The modern Ukrainian periodical and special press often blames the choice for the architectural and
artistic elite of the 1930s, in particular Yosyp Karakis, although his variant was the only one on the designated
site, which preserved the cathedral building, with the placement of the building of the Central Committee of the
CP (b) U on a semicircle, bypassing the temple. The insufficient force of protests and appeals for preservation of
the monument is emphasized. However, most historians regard P. P. Postishev as the one who played a decisive
role, the second secretary of the Central Committee of the CP (b) U, and, subsequently, the first secretary of the
Kyiv regional committee of the party [13], who, ignoring the opinion of experts, influenced the final decision of
the commission.
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In the case of the second contest, the pre-destroyed Khreshchatyk street was selected as a building
site. All submitted projects did not require significant destruction of the survived structures, in particular
leaving the buildings of the Bessarabian market and the Central Department Store, built in pre-
revolutionary and interwar periods, respectively. That is, in the postwar Kyiv, the setting of the conditions
for a contest for the development of a new main artery of the city was much more loyal to historical
development, which was completely ignored (and according to the opinion of many researchers, including
the author, purposely destroyed) in the previous competition. In our opinion, this was due not only to the
financial calculations and to the fact that the site was almost free — in the case of the Governmental quarter,
Zvirynets and Lypky variants were also relatively vacant, and were rejected. The Proletarian version
partially coincided geographically with the new contest and outstripped its task, offering the disclosure
of Khreshchatyk to the Dnipro.

After the tremendous destruction caused by the World War 11, the world generally changed its
attitude to the historical heritage: large-scale loss of cultural heritage led to the creation of UNESCO as
an organization designed to protect and cultivate the heritage of previous eras. Examples of destroyed
cities and burnt down historic centers have reinforced the society's demand for the preservation of unique
and original buildings.

In our opinion, the corresponding tendency also took place in the USSR, because the state rhetoric
of 1941-1942 began an active appeal to the historical past as a means of mobilizing patriotic sentiment.
As the confirmation of above there were numerous posters of the time of Moscow's defense, which follows
a straight line from the prince's Russia through Peter to the power of that time; the official restoration of
the church (and the suspension of the mass destruction of religious buildings), and so on. Despite the
revisionist’s attitude to the history of the Stalinist regime, in the postwar period, certain elements of the
historical past are again “legitimized”, to underline, according to the canons of the invented tradition, the
connection of a modern regime with previous experience. Appropriate trends also penetrate into
architecture, reflected, on the one hand, in a relatively leaner attitude to surviving objects and in the use
of “folk» figurativeness and ornamentation on the other, as we will discuss further. Global trends in the
growth of the moral value of historic buildings and the crystallization of conservation and museum design
approaches in the present form begin precisely in the postwar period. We can see the echo of the relevant
tendencies on the example of changing the approach in the contests.

I1. Social and city-forming role.

The task for a contest in the government quarter contained clear requirements for the houses of the RNK
and the Central Committee of the CP (b) U, grouped around a large square for the celebration of parades and
demonstrations [5, p. 1]. Most of the task was focused on the square and concomitant facilities:

. “Place the square near the main city highways and at the same time it should not be transit;

Il.  The square should have a good connection with the railway and river stations;

I1l. The square should dominate the city with the disclosure of the ensemble to the Dnipro, with the
discovery of its unique topography;

IV. Placement of the square should not cause large demolition of structures (primarily, housing stock);

V. The central square should be located in the most upscale part of the city;

VI. The chosen place of the square should provide the best compositional possibilities in creating an
interesting architectural ensemble” [14, p. 16].

A separate place, according to Molokin, since the second round of the contest, was given to the monument
to Lenin [2]. Construction of non-administrative, cultural structures was not mentioned. Housing construction
was not foreseen.

In the contest in 1944 Khreshchatyk was considered as a street with not only administrative but also
cultural buildings — in the projects you can see the city council, the Red Army Theater, the Museum of the
Patriotic War, the Post Office and the dwelling. B. S. Cherkes points out that the corresponding multi-
functionality had far-reaching goals: “Stalin was in a hurry with the creation of the United Nations and tried




Transformation of paradigm in contest for the development of kyiv city center in the 1930-1940s 49

to get as many places as possible in this organization by introducing his loyal satellites to it. <...> Therefore,
the task of designing Khreshchatyk was supposed to place here, first of all, the structures of government,
representative and public character and thus provide Kyiv with formal features of the capital of the state. ”
[10, p. 67].

D. S. Khmelnytsky in the article “Soviet Town Planning during the War 1941-1945” substantiates and
consistently criticizes the very setting of the problem of such contests, states: “The city was considered as a feudal
center with impressive architectural ensembles surrounded by indistinct and elemental mass of schematically
indicated districts. The ‘art of urban planning’ was taken to mean the planning of conspicuous ensembles and
nothing more” [15, p. 329]. In fact, the situation for a city where a large number of people were completely
deprived of their roof or lived in a so-called barrier-type temporary housing fund raises a lot of questions. The
housing, which was erected on Khreshchatyk, did not solve the problems of the city as a whole, and it was
intended primarily for the privileged groups of the population.

However, with all formalism and representative rhetoric, the key change in approach, the departure from
a clear division of the city into “quarters”: closed government and the rest, which was directly put in the contest
in 1934-1935 biennium, cannot be overlooked. The tendency to create a holistic space of the central part,
saturated not only with administrative but also with other structures, the gradual transformation of the type of
building from the facade on the red line to the dispersed tends to “humanize” the urban space, deploying it to the
ordinary urban, which will develop in urbanism from the second half of the 1950s. An example of Khreschatyk
blurred the territorial barrier between the “government” and the “public” part of the city, which began to prevail
before the war.

III. Transformation of monumental propaganda.

After the first round of the contest in 1934-1935, the State Commission noted that “the central monument
(monument to Lenin) in all projects did not receive proper significance and expressiveness”
[2, p. 13]. Namely, the ruling elite, acting as a customer, prompted masters to change the compositional accents
in the direction of monumentalization of the sculpture, as the core of the complex. As noted earlier, starting with
the second round, the researchers, O. Molokin, the direct participant of the event, and S. Kilesso, our
contemporary, mark the leading role of the monumental approach to the contest task. The customers of the
competition, the Central Committee of the CP (b) U, require, first of all, a figurative solution of the buildings,
and architectural tasks only after that. It is necessary “to find comparable and well-specified with the buildings
interpretation of the monument, giving it a silhouette and character, corresponding to its value” [2, p. 15].

Fomin and Zabolotny interpret buildings as a peculiar background, a background for a monument
of heroic scale. Significant hypertrophy of the sculpture manifests itself in the work of Alabyan — a
monument, in fact, dominates in space, shifting the compositional accent. In the projects of Alyoshin,
Langbard and Rykov, there is a continuation of the trend of installing a monument on a pedestal column,
which is executed accordingly to the general style solution of the complex. The proposal of Chechulin in
general transforms the complex of structures of the RNK and the Central Committee of the CP (b) U into
a colossal pedestal, a cupboard, a sculptural arch crowned by a monument to the leader. The only project
that departed from the general course, one can consider the architect's choice of Oleinik — but his idea
was subjected to decisive criticism.

In the contest projects of Khreshchatyk in 1944, the sculpture plays a much smaller role — in all the
proposed projects, the authors solve vertical accents due to architectural forms: campanile towers, as
G. P. Golts, P. F. Alyoshin or V. I. Zabolotny; obelisks like O. T. Tatsiy or residential development, as
0. V. Vlasov. And although the bathos of personality cult is still far away, the tendency towards un-
personalization, the creation of monuments by architectural, and not just sculptural means, the departure
from a monument of heroic scale toward multisculptural compositions is directly reflected in urban studies.
The transformation caused by global social and psychological shifts in society, where each individual in the
practice of war felt the power of the collective, and not a separate leader, reinforced by the rhetoric of




50 Andrii Markovskyi

propaganda about the “nationwide” victory, is directly implemented in changing the approaches of even the
formal capital ensembles.

IV. The return of folk motifs.

The history of the Ukrainian Art Nouveau and Neo-Baroque in the Soviet architecture is surprisingly
complex and dramatic. After obtaining free development in the first post-revolutionary years and some state
support in the course of the policy of “root-fixing”, the National Art Nouveau and Neo-Baroque became the first
victims of censorship cleansing and repressions of the mid-1930s. And if some of the master's projects are simply
corrected as the V. G. Krichevsky's Shevchenko Museum in Kaniv [16], others with the corresponding projects
lose their contests and are criticized for “inconsistency with modern architecture”, such as P. F. Alyoshin and
V. G. Zabolotny at the contest for the Governmental Quarter, some are repressed and eliminated, accused of
bourgeois nationalism, as D. M. Dyachenko. Accordingly, the three stages of the 1934-1935 contest
tendentiously show an unofficial ban on the citation of Ukrainian traditional architecture and any national
historical variations.

However, a change in the propaganda paradigm during the war and the self-legitimization of the
ruling elites through the mythological connection with the historical past leads to a revision of these
guidelines, as it has been mentioned before. Along with the marked increase in the moral value of
historical achievements against the background of massive destruction, it leads to a revival of interest in
folk architecture and the Ukrainian Baroque as a means of architectural and artistic expression and
underscores the national and local figurative identity (which, according to Cherkes, also had political
motives when the UN was created [10]).

Accordingly, the contest for the reconstruction of Khreshchatyk was a collection of vivid ideas and
variations on the topic of Ukrainian motifs, expressed in the citation of baroque or traditional rural
architectural forms, as well as in decoration, color scheme, selection of materials for decor. The projects
of V. G. Zabolotny and O. O. Tatsiy have been particularly distinguished in it. In the final version, the
corresponding trends become more restrained, in the meanwhile, in the widespread use of ceramic
decoration of facades with folk motifs, small sculptural plastics and decor. Considering similar projects
in other Soviet republics, we can assert the formation of a certain canon of the Soviet post-war neoclassic,
which by slightly reducing the heroic scale of elements, allows their national diversity to be identical to
the basis of neoclassical forms of structures: a kind of compromise between the interwar Empire style and
national variations.

Conclusion

In complex conditions of the Stalinist dictatorship, creative searches and certain uncertainty, national
architectural contests are gaining the leading importance, as a possibility on the one hand, dialogue in artistic
circles, and on the other — direct delegation of the will of the ruling elites. Starting from contests for the Palace
of Workers in Petrograd in 1919 and the Palace of Labor in Moscow in 1922-1923 [17], open and closed multi-
stage contests define the vector of development and determine the leading accents. Architectural contests were
an extremely important phenomenon, which went beyond the choice of a particular project for a specific task —
it was a place of synthesis, the creation of a new stylistic doctrine and the approval of the development vector in
architecture of those years.

Based on the analysis of two contests in Kyiv: Government Quarter in 1934-1935 and reconstruction of
Khreshchatyk in 1944, we followed the important tendencies of the gradual transformation in architectural and
artistic field under the influence of global social and political changes caused by the World War 1.

Trending in the direction of a certain liberalization:

1. The regard of ruling elites to previous development and historical experience as a whole;

2. Social and city-forming role of the central part of the city and reducing the territorial barriers between
the elite and the average population. Conditional humanization of the administrative center;
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3. Transformation of monumental propaganda with a gradual departure from the heroic scale and cult
of personality;

4.  The return of folk and Neo-Barogue motifs to architecture as a means of national identity and creative
distinct expressiveness.

Accordingly, the indicated tendencies can be extrapolated to a broad public cultural and artistic field of
Kyiv and Ukraine in the mid-1930s — mid-1950's.
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Anopiu Mapkogcokuii

TPAHC®OPMAIIA HAPAJIUIM Y KOHKYPCAX
HA 3ABYJ1IOBY HEHTPY KHUEBA 30-40-x pp. XX cT.

Anomauia. Y cmammi docnioxceno mpancgopmayii apximexmypHno-mucmeywvkozo nons Yrpainu 1930-1940-x poxie ma
oani 0o cepedunu 1950-x, nio eniusom 308HiuHIX (hakmopie, 3yMoeieHux [py2oto c8imoeoio 8iiiHo0. 3a 0CHO8Y NOULYKIE NPULIHAINO
Mamepianu 080X NposiOHUX KOHKYPCI8: Ha 3a0y008y ypadosozo keapmany 1934-1935 pokie ma 6i06yoosy Xpewamuxy 1944 poxky,
AK HAUOLIbw meHOeHyilini ma npedcmagHuybki nodii y Kuiecokiti apximexmypi nepiodie ““00» ma *‘nicisa» @itiHu 6 03Ha4eHOMY
XPOHONIO2TYHOMY THMeEPEai.

V cknaonux ymosax cmanincokoi oukmamypu, meopuux NOULyKie ma negHoi HesUsHaA4eHOCmi, NPOBIOH020 3HAYEHHS.
Ha6y8aromov 3a2aibHO0EPIHCABHI APXIMEKMYPHI KOHKYPCU, AK MONCIUBICMb 3 00HO20 OOKY, diano2y y MUCEYbKUX KOIax, d 3
iHUW020 — NPAMO20 Oeney8anHs 6oni npasisyux enim. Iouunaiouu 6id 3aédans Ha Ilanay pobimnuxie y Ilempoepaoi 1919 p. ma
THanay npayi y Mockei 1922—1923 pp., 6iokpumi ma 3axpumi 6azamoemanti KOHKYPCU 3A0a8au eKMOp PO3GUMKY, SUSHAYALU
NPOBIOHI aKyeHmu paosHCLKOL apximekmypu ma Oyiu HA036UYATIHO GANCTUBUM SIGUULEM, WO GUXOOUILO 3d MeJCi GUOOPY MO20 YU
iHWO20 npoekmy ni0 KOHKpemHe 3a60anHs — ye OYI0 Micye CuHmesy, CMEOPEHHS HO80I CMUNICMUYHOI OOKMpUHU md
3amMEepOACeHHsI BeKMOPY PO3GUMK) APXIMEKMYpPU Mux poKie.

Hocnionuxom 63smo 3a 0CHOBY 3a2anbHy nOOIOHICHb YMO8 NOJISL, 6 SIKUX ICHYBAI0 apXimeKmypHo-mucmeyvke dcumms Kuesa
30-x i 40-x poxkis XX cm.: niocunenns sepmurani iMnepcobkoi 61a0u, 0epic3aMOGIeH s, PEnpecii ma 0eKiapy8ants ioei npasIauux
enim Hanpsamy uepe3 3acobu MOHYMeHmAanbHOi nponazanou. Taxodc 6paxoeawi OeHMUYHICMb MAMEPIANIbHO-MEXHIYHUX
Modicaugocmeti ma nooibHull ckaad yuacHukie. Tum wacom GIiOCAIOKO8YEMbCsL HUZKA BAICIUBUX 3AKOHOMIPHOCTEL NOCMYNOGOT
mparcgopmayii nois nio BNAUBOM 210OATLHUX COYIONOTIMUYHUX 3PYULEHb, CHPUYUHEHUX [[pY20t0 C8IMOB0I0 BIIHOI).
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Tenoenyitino mpancpopmyromocs y 6ik nesnoi nibepanizayii:

1. Cmasnenns npasasiuux enim 00 nonepeonvoi 3a6y008u ma iCMopuYHO20 00CEI0Y 3a2aloM,;

2. CoyianbHo-micmogopmysanbhia poib YeHMPAalbHOl YacmuHu MICIMA mMma 3MeHWeHHs. mepumopiansHux 6ap’ epie misc
enimor ma nepeciyHuUM HACeleHHAM. YMO8HA yManizayis aOMIHICMPamueHO20 YeHmpy,

3. Tpancopmayis monymeHmanbHoi nponazanou 3 NOCMYNOBUM i0X000M 6I0 2epoi308aH020 mMacwmady ma Kyrbmy
ocobucmocmi,

4. [losepHenHs HApOOHUX Ma HeobAPOKOBUX MOMUGIE 6 APXIMEKMYpPY 5K 3acCiO HAYIOHANbHOI i0enmugikayii ma meopuoi
camooOymmvoi 6upasHocmi.

Bionosiono, oznaueni menoenyii Modxcymo 6ymu 3a 00NOMO20H0 THOYKMUBHO20 MEMOOY eKCMpPAanoibO8aHl HA WUPOKULL
3a2an KyibmypHo-mucmeywbko2o noias Kuesa ma Yipainu cepeounu 30-40-x pokie XX cm. (i 0ani 0o cepedunu 50-x pp. XX cm.).

Knrouosi cnoea: apximexmypa Kueea, xouxypc, ypaoosuii keapman, Xpewamux, mpancgopmayis napaouam.
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Abstract. Based on the analysis of modern experience of architectural organization in shopping and
entertainment complexes, in this study authors have identified the main functional-planning schemes of the
Iranian shopping and entertainment complexes. A correct approach to compositional solutions and shopping and
entertainment complexes formation has been considered in this article. The existing models of this type of
buildings in contemporary cities of Iran have been analyzed, large shopping and entertainment complexes have
been particularly regarded.

Key words: shopping and entertainment complex (SEC), functional-planning structure, composition
solutions.

1. Introduction

The rapid development of science and technology, which we can observe over the past decades, has
been reflected in the architectural space of the whole world and also affects the architecture of Iran. A
large number of established stereotypes has been changed, new gadgets and social networks are close to
replace many functional processes from our everyday life, including the formation process of surrounding
space (Abyzov, V. A., 1985). All these aspects allowed to create new conditions and requirements for
architectural environment designing in the East. The interior and exterior space gradually ceases to exist
separately and it’s synthesizing in forming new systems, sometimes even peculiar ecosystems and the
center of those is human.

Environment is a concept of a global scale, it covers natural conditions of the material world which cannot
be influenced by them (natural environment), and the adapted conditions of all processes and types of life activity
(artificial environment) as well. The world of artificial and natural environment is also a subject of interpenetration
and synthesis due to the increasing human activity. However, in any form-making activity there are some issues
that combine variety of aspects into one, therefore the object which is projecting becomes more perfect and self-
sufficient (Timokhin, V. O., 2010). It is important to take an integrated approach to the environmental design
process, which provides the predevelopment of algorithm for actions that pass through certain “filters” of the
variable selection to get the best solution.

Modern technologies allow to solve many issues including the artificial environmental formation issue.
But the environment itself constantly requires elaboration of additional techniques and methods for its
organization and development, reconstruction and modernization (Sleptsov, O. S., 1999). For example, it is easier
to develop the structure of a dwelling unit due to its small size and the structure of large social and cultural centers
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is much more difficult to form because of the size and expanded room nomenclature. These premises are designed for
various functions such as work, leisure, education, culture, that is why it is very difficult to combine them together. In
conditions of contemporary Iran, such complexes are subject to very significant changes, frequent replacement of
functions, modernization, which is why the principles of universality and transformability in the architectural and
planning organization of Iranian construction are most relevant. The transformability and universality principles may
be well supplemented by a number of other architectural forming principles which are characteristic for space
organization, such as the principle of complexity, flexibility of space, functional accessibility, spatial development,
systematicity, etc. (Attavna, Bashar., 2011). Consideration of such problematics on the basis of the Iranian SEC
construction is possible through the prism of typological features that determine the functional-planning and volume-
spatial structure of a building.

2. Analysis of recent research and publications

The publication analysis considering issues of space harmonization and architectural — planning features of the
SEC buildings organization as the main scientific directions of the architecture development in SEC of Iran and the
world. Many scientific studies of local and foreign authors are devoted to the environmental typology issues. It is
necessary to mention scientific studies of Abyzov V. A. (1984, 240 p.), Kutsevich V. V. (2004, 455 p.), Timokhin V. O.
(2008, 628 p.). These and other authors use the concept of a systems approach, considering architectural environment
as the integrity of the human material world conditions on various levels of its modeling. Breus A. 1. (1990, 199 p.) and
Attavna Bashar (2011, 245 p.) paid a lot of attention to the development of shopping and entertainment architectural
complexes. However, the topic of functional planning of the space remains not fully opened, which determines the
relevance of this research.

3. Research findings

To compile up recommendations for designing and arranging the internal space of shopping and
entertainment complexes of Iran, it is efficient to analyze already existing global and local experience of such
type of building design and eventually determine its area and functional planning solution.

The research is focused on searching of necessary aspects of space development of the SEC due to its
modernization, universality and complementarity of various functional zones. Complex functional-planning
schemes of shopping and entertainment complexes include a wide range of zones which are blocked by a
developed communication system of interconnections (vertical and horizontal). (Abyzov, V. A., 1985). It is
necessary to remember that while drafting up functional-planning schemes of the Iran's SEC, it is needed to follow
some requirements such as economic, functional and technological, ecological, aesthetic, socio-demographic,
ergonomic and traditionally-cultural, which are the basis for this type of planning. For example, functional and
technological requirements allow to take into account construction conditions to make posible the usage of new
technological processes inside of the building and allow possibility for further re-planning and transformation of
space. Economic requirements make possible to use materials that guarantee a reduction in construction costs, to
apply constructive technologies and rational architectural solutions. And cultural-traditional requirements allow
us to find the right approach to the SEC architecture formation taking into account the features of culture and
traditions of Iran.

Systematization of contemporary types of shopping and entertainment complexes has a great meaning
in principles defining their architectural and planning organization. SEC are usually classified according to
such basic features as size, planning organization and place in the service system, seasonality of use,
compositional solution, form of plan and its location in the planning structure of the city (Kutsevich,
V. V., Abyzov, V. A., 1990).

The functional-planning schemes of SEC are characterized by four main types of this building: small,
medium, large and very large (complex). This kind of classification is also characteristic of the Iranian shopping
and entertainment architectural complexes (Fig. 1).
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Fig. 1. Suggestions for functional-planning organization of shopping and entertainment complexes
Source: scheme by Ali Alimadad Soltani
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Small SEC (shopping centers in microdistricts) serve microdistricts for 6000-30000 inhabitants and
combine several small enterprises and institutions, their area is 1000—-3000 m2. Radius of transport and pedestrian
accessibility is 500 m, approximately 5-10 min. Accommaodate from 6000 to 10000 visitors.

Medium SEC (District shopping centers) serve residential areas for 30-100 thousand inhabitants with a
large number of enterprises, institutions and public service organizations. The area varies from 3000 to 9000 m2.
The radius of walking and transport accessibility is 5-10 minutes. The number of visitors is up to 40,000 people.

Large SEC (regional shopping centers), urban significant, serve areas of more than 100 thousand
inhabitants and combine multi-component facilities with various forms of trade, food, leisure, communication,
entertainment and information. Area is from 9000 to 30000-85000 m?, able to accommodate more than 100,000
visitors. The radius of walking and transport accessibility is from 10 to 30 minutes.

Very large (complex) SEC (Superregional shopping centers) are located in the public centers of large
cities, combine multi-component cultural, everyday, shopping and entertainment facilities. The area varies from
50,000 m? to 150,000 m? or more. The radius of walking and transport accessibility is from 30 minutes to
1.5 hours. Capable to accommodate over 150,000 visitors. Large shopping and entertainment complexes include a
group of retail premises and a group of entertainment premises (which may include playgrounds, multiplexes and
leisure facilities), general purpose premises, consumer services, catering establishments (cafes, restaurants, bars,
canteens), business center premises, administrative and business institutions, boutiques, exhibition halls and more.

Natural and climatic conditions, the same as a design and construction zones, play an important role in
designing of trade and entertainment complexes of Iran. All volume-spatial solutions of SEC and its accepted
scheme (open, covered, half-open) are often dependent on such zoning.

The system approach will help in modeling of necessary parameters of space, develop acceptable
search options for the future model, classify and systematize the SEC according to various typological
characteristics, which, in general, will allow for the complex formation of the architectural space of the
institution, starting with trade, recreation and leisure zones and ending with the landscape of the territory.
Purpose of the research outlines the boundaries of this article and the possible development directions of the
designed space of SEC in Iran (Linda, S. M., 2010).

4. Conclusions

There is a reasonable need in searching for a new ways and methods of complex architectural space
designing of shopping and entertainment complexes in Iran. The authors propose new models and approaches to
the harmonization of compositional solutions and ways of space reorganization in the structure of contemporary
megapolices and especially of large shopping and entertainment structure complexes in the cities of Iran.
Conclusions of the research provide for an integrated approach to the architectural environmental analysis of the
East. Such models are completely dependent on the algorithm of the developed sequence of the designed modules
of various sizes and specificities. The contemporary design of SEC in Iran is based on the individual design, which
is grounded on the previously developed basic typological models and those models are conditional theoretical
models obtained by the experiment. So, the designers introduce conditional hypotheses “what if?”. Predicting the
possible development of space for various functions that may appear in this zone, the architect will be able to
improve and modernize space, to determine the degree of possible interpenetration for different functional zones
into each other.

The main research conclusion is that the proposed method will help to significantly improve the
architectural space design of the Iranian shopping and entertainment complexes, to harmonize the environment
and interconnect the functions of leisure and shopping.
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Onee Cnenyos, Ani Animadao Conmani

OCOBJINBOCTI @®YHKIIOHAJIBHO-IIVTAHYBAJIBHUX BUPIIIIEHDb Y ®OPMYBAHHI
APXITEKTYPU CYYHACHHUX TOPT'OBO-PO3BAKAJIBHUX KOMIIJIEKCIB IPAKY

Anomauia. YV ybomy 00CniodxnceHHi, OCHOBAHOMY HA AHANI3L CYYACHO20 00CGI0Y apXimekmypHol opeanizayii mopeoeo-
PO36ANCATLHUX KOMNJIEKCIB8, BUABLEHO OCHOBHI yHKYioHanbHo-naaHyeanvui cxemu TPK. Ilodano npasunvbHuti nioxio ujo0o
KOMROZUYIIHUX 8UDIUEHb | (POPMYBAHHS MOP2OBO-PO3EANHCANLHUX KOMNIEKCIE MA NPOAHANIZ08AHO 8XCE HAABHT MOOENT Yb0O20 MUNY
0yoigenv y cyuacHux me2anonicax, 30Kpema po3enaHymo GenuKi mop2osi i posgadicanvHi komnaekcu. Ocnogna cnpamogaHicms
O00CNIONCEHHsl NOJIS2AE 8 NOULYKY HeoOXiOnux acnekmis poszeumky npocmopy TPK 3a paxynok iioco moodepuizayii, tioeo
VHIBEPCANbHOCI Ul 63AEMOOONOBHIO8AHOCI PI3HUX yHKYioHANbHUX 30H. CKIAOHI YHKYIOHATbHO-NIAHYBANIbHI CXeMU MOP2060-
PO36ANCATLHUX KOMNJIEKCI8 OXONJIOIMYb WUPOKULL NepeiiK 30H, o OIOKVIOMbCs 3A805KU PO3GUHEHI KOMYHIKAYIUHIN cucmemi
63aem036'a3ki6 (6epmuranvrux i copuzonmanvhux). CucmemMamus3ayis Cy4acHux munie Mmopeo8o-po36aANCANLHUX KOMNIEKCI6 MA€E
Oyorce enuKe 3HAYEHHs Y 6USHAYEHHI NPUHYUNIG iX apXimekmypHo-naanyeanvroi opeanizayii. TPK nputinamo xkiacughikyeamu 3a
MAaKuMu OCHOGHUMU O3HAKAMU AK GeNUYUHA, NIAHYBANbHA Op2aHizayis i micye 6 cucmemi 00CNY208Y8aAHHSA, CE30HHICMb
BUKOPUCAHHSA, KOMRO3UYIIIHe PieHHs T (popMa NAaHy, POSMAULYBAHHA 6 NIAHY8ANbHIU CIpPYKMYpi micma. [l yHKYioHanvHo-
naanysanvhux cxem TPK naiixapaxmepniuii vomupu ocHoeHi munu yiei 6yoieai: mani, cepedni, eenuxi i Oysce eenuxi (Komniexc).

Kniouosi cnosa: mopeoso-possadcanvhuii komniexc (TPK), ¢gyukyionanvho-nianysansha cmpykmypa, KOMRO3UYIUHI
BUDIUECHHA.
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Seredyuk Igor (1929-2016) — Ukrainian architect and designer, theorist of architecture and contemporary
design, professor.

In the 70’s and 80’s he became one of the key figures in the theory of architecture and design,
architecture and design education in Ukraine and influential figure in the education system of Central and
Eastern Europe.

Igor lvanovych Seredyuk was born in 1929 in Poland. He received his architectural education at Lviv
Polytechnic Institute, having graduated from the Department of Architecture (1948-1953) and postgraduate
studies (1960-1962).

He had a powerful scientific and practical influence from the scientific supervisor during postgraduate
studies, the Head of the Department of Architectural Design, Professor I. Bagensky. Moreover, an overall creative,
democratic atmosphere prevailed at the department. It also encouraged a young scientist.

Talent, perseverance, inclinations of the leader and exceptional desire for the best result — these qualities
were noted by the colleagues of I. Seredyuk. The traditions of Lviv School of Architecture and Design in the
sphere of formation of the subject world and the environment of human activity had a significant influence on the
formation of his professional outlook and creative personality.

In the period of post-war recovery of Ukrainian economy, there were radical changes in all social sectors,
the transformation of traditional industrial paradigms, and changes in value orientations. Design activity became
an integral part in terms of social and cultural dimension. In the context of pan-European trends, in 1959 there
was a training of specialists by “Interior and Furniture Design” specialty at Lviv Polytechnic, and in 1960 —
“Architecture, Furniture, Interior”. Designing activity was shaped and developed as a socially and culturally
necessary phenomenon, caused by socio-economic and cultural-ideological development of society, social
production and consumption.

I. Seredyuk was one of the first to evaluate the role and importance of design in shaping the human
environment and actively engaged in practical and theoretical solutions to this important problem. At the
beginning of the 1960s, the Student Design Bureau (SDB) of Lviv Polytechnic developed a program of built-in
transformed equipment for student dormitories. A piece of equipment of this program (introduced by
I. Seredyuk) was exhibited at the Exhibition Achievements of National Economy in Moscow in 1962 and had a
silver medal award. This program has become a model for the conceptual approach to the formation of economic
and social housing, which would provide on this basis the minimum needs of the consumer. In 1964 Igor Seredyuk
developed upholstered chairs for the assembly hall of the first building of Lviv Polytechnic. At the beginning of
the 70’s he and S. Migal took part in the development of a program of furniture and equipment for educational
institutions of the Ministry of Education of Ukraine, which was soon implemented.

In 1963, I. Seredyuk defended his thesis “Architectural and structural prerequisites of designing furniture
of modern apartments” and received a scientific degree of Candidate of Architecture.
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In 1964 he underwent a scientific internship in France. Personal meetings with Le Corbusier in his
workshop, permission to use the library, archive and communication within the workshop expanded the range of
professional interests of I. Seredyuk. Attending cycles of lectures at the Ministry of Construction and at the
Science and Technology Center in Paris, read by V. Bodiansky, J. Candilis, M. Lads, B. Lassou, J. Pruve, J.
Schein, as well as personal contacts, exchange of articles, monographs and scientific ideas with M. Benz, A. Baie,
B. Barkin, R. Bosil, K.Dvorzak, U. Eko, G. Lavrik, G. Minervin, A. Mol, J. Friedman,
I. Strautmanis, V. Kurt — Umerov, O. Shvidkovsky contributed to the formation of critical analytical approaches
to architecture and alternative views on its theoretical problems, broad understanding of the environment as a
complex multifactorial and mobile phenomenon, the study of patterns of which requires the usage of
interdisciplinary approaches. The main theoretical results, combined into a corresponding system of psychological
analysis of the environment, are the consequence and further development of the ideas generated in the works of
V. Dakhn, M. Demin, G. Lavryk, V. Mironenko, I. Fomin, A. Yablonsky. The works of these authors actually
laid the foundations for the development of national science in the design of the architectural environment of the
late XXth century.

In the 1965-67s I. Seredyuk worked as a Head of the Department of Building Materials at the Royal
Technical University in Cambodia. Along with his teaching activities, he designed several villas for the university
directorate and they were built. For his successful national training and cultural development, he obtained an
award of the Order of Commander Cambodia by the People's Republic of Sihanouk.

I. Seredyuk was one of the active organizers of architectural and design education in Ukraine. In 1971 the
Department of Architecture was restored at Lviv Polytechnic Institute (since 2001 — the Institute of
Architecture), the dean of which was I. Seredyuk, which contributed to the qualitative evolution of
architectural education in Lviv. The structure of the institute included the following departments:
“Architectural Design” (the head of the department is Prof. I. Seredyuk); “Urban Planning” (Head of the
Department — Prof. A. Rudnytsky); Architectural Structures (Head of the Department — Assoc. Prof.
Y. Shvets); “Drawing and Painting” (Head of the Department — Assoc. Prof. R. Lypka, since 2003 —
Department of “Design and Fundamentals of Architecture”, Head of the Department — Prof. B. Cherkes).
In 1992, there was the Department “Reconstruction and Restoration of Architectural Complexes” (now
“Restoration of Architectural and Artistic Heritage”, headed by Professor M. Bevz).

There is a democratic atmosphere at the Department. The staff of teachers and students was the only family
for which the sole purpose and sole criterion was Architecture. The School of Architecture is becoming a powerful
“locomotive”, which forms and produces talented specialists. It not only generates new ideas and design methods,
but also pioneers fundamental changes in the pedagogy.

In the 60-70s I. Seredyuk took part in the work of the state boards of the Ministry of Industrial Policy
of Ukraine on the assessment of the quality of household goods and consumer goods. The experience gained
is used in the program materials of “Lviv Integrated Product Quality Management System (IPQMS)”, which
is implemented in its territory on the recommendation of the USSR leadership. It is also worth noting that
during this period Lviv became one of the centers of Central and Eastern Europe in the field of industrial
design. The serial bus “Tourist” (designed by Ya. Trach, R. Mirensky) at the World Exhibition in Belgium
(Brussels, 1958) was marked with a gold medal, while the buses “Ukraine — 67” and “Ukraine — 69” (V.
Pyvovarov, P. Chepel) at the 18th and 19th international weeks in France (Nice, 1967, 1969) received a silver
medal and a Grand Prix for high performance and comfort. The first domestic TV models of the Ist — I\VVth
generation were being developed at the SDB of Lviv Television Plant: Lviv, Verkhovyna, Vognyk, Electron
(A. Glushko, B. Bratyko, M. Zubchenko). SDB of Lviv Forestry developed conceptual furniture (S. Migal)
for study rooms and laboratories, which had a gold medal award at the Exhibition of Achievements of
National Economy in Moscow (1972, 1975). With the opening of Lviv House of Models in 1954, costume
collections (S. Semenko, L. Mazur, A. Shevchenko) amazed visitors and juries of exhibitions of fairs in
Tokyo, Marseille, Paris, New York, Moscow, Warsaw, and Budapest with the creative imagination.

As an ideologist and a bright representative of Lviv School of Design, the so-called “star generation”
of Ukrainian design in the 60-80s, I. Seredyuk advocates the necessity to transform the methodology of
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designer training, to integrate all types of plastic art into the architectural environment. “Functionalism, as
I. Seredyuk noted, which for decades has unified, standardized and unified our environment — architecture,
urban planning, design, has come into sharp contradictions with real human needs and opportunities.
A person no longer wants to live in the same residential buildings, work and study in the same interiors, walk
the streets with monotonous construction ... The central aspects of creativity — cultural, psychophysical and
semantic ... The modern creative process is complex, systematic”.

In 1977-1987 I. Seredyuk — Rector of Lviv State Institute of Applied and Decorative Arts (LSIADA, since
2004 - Lviv National Academy of Arts). The training of artists in decorative and applied arts at the Institute was
conditioned by the traditional art and craft model by type of the Bauhaus School of Architecture and Art (1919—
1933) on the basis of combination of education and craft. Handwork with materials was considered a perfect and
irreplaceable school of artistic skill and development of creative abilities. The ideology of decorativeism largely
dominated the institute.

In the period of post-industrial society formation, radicalism in architecture and design, transformation of
industrial paradigms into new post-industrial ones, different attitudes towards creativity, traditional principles and
norms of design were formed. The foundations of these searches were laid by prominent designers — educators of
the Ulm High School of Formation (1953-1967) by M. Bill, T. Maldonado, and H. Gugelot. Their aim of
creativity was in modeling in the social space of new reality in the context of combination of scientific and
technological progress and aesthetics.

The idea of projection, formation of culture of project interdisciplinary thinking and culture of
artistic education served as the basis of fundamentals of the training of specialists’” methodology by
Professor I. Seredyuk. To accomplish these tasks, together with the Departments of “Interior and Furniture
Design” (S. Migal, Head of the Department) and “Design of Clothing” (T. Kuzminska, Head of the
Department), he created the qualification characteristics and models of specialists for acquiring new
knowledge, skills and capabilities. A number of disciplines have been introduced into the curricula with a
focus on a broad integration with manufacturing. The subordination of all academic disciplines to the main
one — design, promotes qualitative preparation of specialists for the conditions of real practical activity,
as well as tangible practical usefulness of the obtained knowledge. The theory and practice of design,
combined with the modern production and technological sphere, became one of the initial models for the
introduction of new ideas, conceptual and contextual approaches. It was also facilitated by the
experimental and creative associations of teachers and students, created in the research sector of the
Institute: “Prestige” in the field of costume design, “Spectrum” — environmental design and SDB in
furniture design. The structure of the Association “Prestige” (supervised by O. Korovytsky) included all
sewing schools in Lviv, which implemented creative ideas of students of the Institute. The design of
furniture — the program of furniture “Universal” (B.Kurlishchuk, S.Migal) for Production Association
(PA) “Lvivderev”, due to which nine experimental sets of furniture were exhibited at the regional
exhibition (Lviv, 1981) — provoked positive public resonance. In 1982-83, a series of chairs and sets of
cabinet furniture “Vatra”, “Crystal” and “Systema” (co-authored with V. Pavlov and O.Tazalov) were
developed under this program. They were presented at the IVth All-Union contest “Furniture-83” in
Moscow and honored with juries I, Il and special prizes respectively. The preparation of artists of
decorative art in interior and furniture, modeling of clothes was carried out with the implementation of
complex coursework and diploma works on real subjects and taking into account their further work in the
conditions of industrial production. These are numerous interior design of public buildings, playgrounds
in Lviv, socio-cultural environment in the National Historical and Cultural Reserve “Naguevychi” —
“Pathways of Ivan Franko”: etc.

The project conceptualism of interior and furniture design, artistic modeling of clothing, consumer
goods in the field of innovation and the search for national identity became a specific project form of
knowledge of Lviv School. They are an example of new thinking and a reflection of globalization and
national aspects of environmental design within the walls of LSIADA. Reviews of diploma works of students
of architectural and artistic universities in Central and Eastern Europe serve as a proof. Scientific and
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methodological council for aesthetic education and art education at the Academy of Arts of the USSR and
the Ministry of Education of the USSR by annual materials of All-Union exhibitions of diploma works of
students of art universities in Vilnius (1978), Kiev (1979), St. Petersburg (1980), Baku (1981), Thilisi (1984),
highly appreciated new searches and professional level of completion of diploma projects of interior design,
furniture and clothing of Lviv School. In these forums Professor I. Seredyuk acted as a representative of the
Ukrainian School of Architecture and Design, and the rector of the National Academy of Fine Arts and
Architecture (Kyiv), People's Artist of Ukraine, Professor of Fine Arts Oleksandr Lopukhov. Meetings with
leading artists, academicians of the Academy of Arts, leaders of the Republics, where forums were held,
facilitated the establishment of organizational and creative contacts.

The first persons of Azerbaijan (G. Aliyev) and Georgia (A. Shevardnadze) separately received the
reception of Lviv delegation, as Lviv citizens were preparing national personnel for these Republics. LSIADA is
on a par with the Lithuanian and Latvian Academies of Arts, Moscow Art and Industrial Academy named after
S. G. Stroganov (Russia). It was facilitated by the great work of Professor I. Seredyuk in the scientific and
pedagogical field and his high regard.

During the principalship of I. Seredyuk, the social and physical infrastructure of the LSIADA was
enhanced. A new experimental and laboratory building of the Institute (architect M. Vendzylovych) and a food
processing plant (architect A. Konsulov) were under construction. The design and equipment of these buildings
by their employees and pupils was carried out in accordance with Lviv tradition of constructing and designing
educational buildings, initiated by Rector of Lviv Polytechnic Yu. Zakharievych.

In 1982-1985 he became a UNESCO expert and head of the Ministry of Higher and Secondary
Specialized Education of Ukraine on long-term, cross-national research in the topic No. 11 “New
Technologies in Education”. In 1992 he became a Ukrainian correspondent from the international magazine
L'Arca (Italy, Milan).

In 1988-1999 I. Seredyuk — Professor of the Department of Architectural Design of Lviv Polytechnic. In
1999 Professor I. Seredyuk celebrated his 70th birthday at the Architecture Department of Lviv Polytechnic and
moved to live in Prague with his daughter, who worked and lived there. I. Seredyuk died at the age of 87 in
Prague, where he lived in his recent years.

Professor lgor Seredyuk is the author of about 80 articles, 8 of which were published in foreign
publications (France, Russia, Italy, Cambodia), 3 monographs “Culture of your apartment” (1970),
“Perception of the urban environment” (1979), “Urban environment and optimization of human activity”
(1987, co-authored). The latest monograph gave rise to school of psychophysical analysis in architecture,
recognized by the Institute of Social Psychology of the University of Strasbourg (Prof.
A. Mol). The published materials on this issue have received positive reviews in the Czech Republic,
Germany, France, Italy.

Public speeches, lectures, numerous articles by Professor Igor S. Seredyuk made a significant impact on
the development of project ideology and practice.
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bozoan Yeprec, Cmanicnas Mueans

ITOP CEPEJIOK-MUTEID, 11O BUTIEPE/JKAB YUAC

Izop Cepeoiok (1929-2016) — yxpainceruii apximekmop i ouzaiinep, meopemux apXimeKmypu ma Cy4acho20 Ou3atiny,
npogecop.

Y 70-x ma 80-x poxax cmas oouicio 3 kmo1wosux gicyp 6 meopii apximexmypu ma OusatHy, apXimexkmypHo-Ou3aiHepCcoKill
oceimi ¢ Ykpaini ma eniueoeoio nocmammio 8 cucmemi oceimu kpain Llenmpanvroi' i Cxionoi €sponu.

leop Isanosuu Cepeorox napoouscs ¢ 1929 p. y Ionvwi. Apximexmypry oceimy ompumag y JIb6iecoKoMY NOLIMEXHIYHOMY
incmumymi, 3axinyuewu apximexmypruti ¢paxynomem (1948-1953) ma acnipanmypy (1960-1962).

Tomyorchuil HayKo80-npakmuyHull 3apso 6iH OMPUMye i0 HAYKOBO20 KEPIGHUKA HABYAHHS 6 ACHIPpAHMYpI, 36i0yeaya
Kageopu apximexmypHozo npoekmysarisi, npogecopa I. bacencvrozo. L{bomy cnpusna makoic 3a2aibha meopud, 0eMOKpaAmMuyHa
ammocgepa, siKa nanysana Ha Kageopi.

O60aposanicms, 3a83amicme, 3a0AmMKU 1i0epa Mma GUHAMKOBE NPACHEHHs 00 HAUKpAujoco pe3yromamy — yi saKocmi
siomivanu xonezu 1. Cepeoroxa. 3naunuii eniue Ha (opmyeaHHs ma CMAHOGIEHHA 1020 NPoQecilinozo cgimoanady i meopuoi
iHOugioyanvHocmi manu mpaouyii JIbeiscokol apximekmypHo-ou3aiHepcokoi WKoIU y cepi hopmysants npedmMemHozo ceimy ma
cepedosua HCUMMEIATLHOCMI THOOUHU.

YV nepioo cmuchenux ymos nicnsaeoenno2o 6i0HosNeH A cocnodapcmea Ykpainu 6i06y8aiomvbCsi paOUKaibHi 3MIHU YCIX
CYCRITbHUX 2any3ell, MpaHcoopmayiss mpaouyiiuHux iHOYCmpianbHux napaouem i 3miHu yiHHICHUX opienmupig. Hesiominnum
KOMNOHEHMOM KVIbMYPU CYCHIIbCMBA Cmae OU3aliHepcbka OisibHicmy. B konmexcemi 3azanvhoeeponeticokux menoenyit y 1959
poyi y JIbsiscoKill nonimexuiyi 6i0Kpusams nio2omosKy gaxiseyie sa cneyianvricmio «Ilpoexmyeanns inmep’epy ma meonie», a
1960 — «Apximexmypa, mebni, inmep’ep». /[usaiinepcoka OisanbHiCMb GOPMYEMbCA MA PO3BUBAEMBCS AK COYIATLHO 1 KYIbIYPHO
HeoOXiOHe ssuwe, 3YMOGICHEe COYIANbHO-CKOHOMIYHUM | KYIbMYPHO-I0e0N02iYHUM DO3GUMKOM CYCNITbCMBA, ZPOMAOCHKO20
BUPOOHUYNBA | CHONCUBAHHS.

1. Cepeorox 6y8 00HuUM i3 nepuux, Xmo OYiHUE POoJb | 3HAYEHHSA OU3AUHY Y POPMYBAHHI CepedosUA HCUMMEOILIbHOCMI
JIOOUHU MA AKMUBHO NIOKTIOUUECS 00 NPAKMUYHO20 | MeopemuyHo20 po3g’ a3anta yiei gaxcaugoi npobaremu. Ha nouamky 60-x
poxie CIIKE Jlvsigcvkoi nosimexuiku po3pooase npoepamy 606y008ano20 mpac@opmosano2o 001a0HaAHHA O HCUMLOBUX KOMIPOK
cmyoenmcvkux 2ypmoxcumxie. Opaemenm obnaonanus yiei npocpamu (aemop I. Cepediok) y 1962 p. excnonosano na Bucmasyi
00CsigHeHb  HApOOHo20 2ocnodapcmea Yy Mockei 1l 6i03naueHo cpibnoto medarmo. L{a mpoepama cmana mooennio 0ns
KOHYenmyanbHo20 nioxody 00 (opmMy6éanHs: eKOHOMIUHOL ma COYianbHOI HCUmMA060i KOMIpKU, AKka 6 3abe3neuysana MiHIMATbHO
HeoOxiOni nompebu cnoowcusaua. B 1964 p. leop Cepeodiox ona axmogoi samu Ilepuoco naguanvhoeo xopnycy Jlvsigcvkoi
noaimexuiku po3pobnse kpicia-nionimpu. Ha nouamxy 70-x pokie 6epe yuacmo cninono 3 C. Mucanem y po3pobaenni npoepamu
Mebnig | 001a0HANHHA 015 HABUANBHUX 3aK1a0ie Minicmepcmea oceimu Ykpainu, Ky 6Mpo8a0#CeHO 8 HCUMMAL.

V 1963 poyi I. Cepediok 3axuwae oucepmayiiiny pobomy Ha memy <ApximexmypHO-KOHCIMPYKMUGHI NnepeoyMosu
NPOEeKMYBanHsi MO8 CYUACHUX K8APMUP» I OMPUMYE HAYKOBULL CMYNIHb KAHOUOAMA apXimeKmypu.

V1964 poyi npoxooums naykose cmasicysanus y @panyii. Ocobucmi 3ycmpiui i3 Jle Kop6rwo3sve 6 iio2o maticmephi, 003671
Ha KopucmyeanHs 6i61iomexoro, apxieom ma CRiIKy8aHHs 3 NPAYIGHUKAMU MATICMEPHI POZWUPUIU OIaNa30H NPoGeciiinux noziioie
1. Cepeoioka. Biosioyeanna yuknie nexkyiti ¢ Minicmepcmei 0yoienuymea ma 6 Haykoso-mexuiunomy yewmpi OyoieHuymea &
Hapuxci, saxi wumanu B. Boosncokuil, JK. Kanoinic, M. Jleoc, b. Jlaccro, XK. [Ipyse, U, aiin, a makosic ocobucmi konmaxmu, 06Min
cmammsamu, MoHoepagiamu ma uaykosumu idesmu 3 M. bense, A. Baui, b. bapxinum, P. Bocinom, K. eopacaxom, V. Exo,
I. Jlaspukom, I'. Minepsinum, A. Monem, H. @piomanom, 1. Cmpaymmanicom, B. Kypm-Ymeposum, O. Ilsuokoscokum cnpusiu
DOPMYBAHHIO KPUMUUHUX AHATIMUYHUX NiOX00I6 00 apXimeKkmypu ma aibMepHAmUGHUX no2iaodie Ha ii meopemuuHi npobremu,
WUPOKOMY PO3YMIHHIO cepedosuya K CKIaoH020 6azamoghakmopHo2o ma MooiibHO20 A8UWA, BUGYEHHS 3AKOHOMIDHOCEN K020
nompebye 3acmocy8anHs MinCOUCYUNTTHAPHUX Ni0x00i8. OCHOBHI meopemuyni pesynomamu, 00’ €OHAHI Y 6iONOGIOHY CUCMEMY
NCUXON0STUHOL0 AHANI3ZY Cepedo8ULYd, € HACTIOKOM Ma NOOAILUWUM PO36UMKOM idell, 2eneposanux y npaysax B. Jaxna, M. [Jeomina,
I'. Jlaspuka, B.Muponenka, I. @omina, A.AHbnoucvroeo. Ilpaysmu yux asmopis 3axkiadeHo @GAKMUUHO OCHOBU PO3GUMKY
HAYiOHATbHOL HAYKU 8 OU3AUHI apXimeKkmypHoeo cepedosuwya Kinys XX cm.

¥V 1965-1967-x pokax 1. Cepedrox npayiosas 3asioyeauem kageopu 6ydisenvrux mamepianie Koponiscokoco mexmiuno2o
yuigepcumemy 6 Kamboooci. I[lapanenvno i3 6uk1aoaybkow OISIbHICMIO 6IH CHPOEKMY8a8 OeKilbKa Giil 0 Oupekyii
yHigepcumemy, sKi 6y10 cnopyoddceno. 3a ycniuny nid2omoeKy HayiOHANbHUX KAOPI8 Ma po36UMOK KYAbMYPU HA20POO#CEeHUL
xoponem Kamboooxci Hapooomom Cianyxom opoenom Komanoopa Kambooorci.

1. Cepeoiok Oy8 00HUM i3 AKMUBHUX OP2AHI3AMOPIE apXimexkmypHo-ousaiinepcokoi oceimu 6 Ykpaiuni. ¥V 1971 poyi y
JIvgigcewkitl nonimexuiyi 8ionosmoemucst apximexmypruti paxyiomem (3 2001 p. — Incmumym apximexmypu), 0eKaHOM K020 cmae
1. Cepeoiox, wjo cnpusino sKicuiti esomoyii apximexmyphoi oceimu y Jlbeosi. B cmpykmypy ¢haxyromemylincmumymy 6xoosmo
Kageopu: apximexmypnozo npoekmysanns (3as. kageopu — npogh. I. Cepediok); micmobyoyeanns (3as. xagedpu — npog.
A. Pyonuyvruil); apximexmyphux koncmpykyiti (3as. kageopu — doy. A. [lleeyv); pucynky ma sxcusonucy (3as. xagedpu — ooy.
P. Jlunka, 3 2003 p. — kapedpa duszatiny ma ocrnos apximexmypu, 3as. kag. npogh. b. Qeprec). 3 1992 poxy na gaxyrememi
@yuryionye opeanizosana i ovomosarna A. Pyonuyvkum rageopa pexoncmpykyii ma pecmagpayii apximexmypHux KOMNIEKCi8
(menep pecmaespayii apximexmyphoi i mucmeyvkoi cnaowunu, 3as. kageopu — npogh. M. beg3).
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Ha ¢ghaxynomemi cpopmysanocs demoxpamuune cepedosuuje, 0e KOIeKMug GUKIa0ayia i cmyoenmie 6ye poouHor, 0as Akoi
€0UHOI0 MeMOIO | €OUHUM Kpumepiem Oyna apximexmypa. ApXimekmypra wKoa cmae NOmys*CHUM <IOKOMOMUBOMY, AKUL hopmye
i sunyckae manianogumux cneyiaricmie. Bona cmae ne minoku eenepamopom Ho8ux ioeil ma mMemooie npoeKmy8anHts, aie maKox#c
NIOHEPOM KapOUHATILHUX 3PYUEHb Y CaMILL Nedazo2iyi.

¥ 60-70-x poxax 1. Cepeoiok bepe yuacmv y pobomi Oepicasnux komiciu Minicmepcmea npomnoaimuku Yxpainu 3
oyiHlO8aHHA AKOCMI NOOYMOBUX npeoMemie ma moeapie HapooHo2o choxcusanns. Habymuii 0oceio euxopucmogyloms y
npozpamnux mamepianax «JIv6iecokoi Komniekchoi cucmemu ynpaéninns saxicmio npooykyii (KCYAI)», saxa 3a pexomenoayieio
xepisnuymea CPCP enpogadoicyemucs @ dcummsl na 11020 mepenax. Bapmo iomimumu maxodic, wo 8 yeti nepioo Jlvsie cmae 00HuMm
iz yenmpie Ilenmpanvnoi ma Cxionoi €sponu 6 2anysi npomuciosozo ousatiny. Cepitinuti asmobyc «Typucm» (ouz. A. Tpau,
P. Mupencoruil) na Beecgimnuiti eucmasyi y Benveii (Bprocens, 1958 p.) sidsznauaroms 3010moio medanno, a asmodycu «Ykpaina-67»
ma «Yxpaina-69» (B. ITusosapos, I1. Yenenv) na 18 i 19 misxcnapoonux musicnsx y @panyii (Hiyya, 1967, 1969) ompumyoms
cpibHy medans ma «I pan-npi» 3a 6ucoki excniyamayiini skocmi ma xkompopmabenonicmo. Y CKE Jlbgiscvko2o menesizilinozo
3a600y po3pobasitome nepuii eimyususanHi mooeni menesizopie |-\ nokoninna: «J/Iveie», «Bepxosuna», «BocHux», «Enekmpon»
(4. I'ywko, b. Bpametixo, M. 3ybuenxo). B CKF Jlvsiscokol nicomexuiku euzomosnsioms konyenmyanvii meoni (C. Muzanv) ons
HaguanbHux Kabinemie ma iabopamopiil, siki Ha Bucmasyi docsienens napoonozo cocnooapemea y Mockei (1972, 1975) gioznaueno
sonomumu medarsimu. 3 eiokpummsm y 1954 poyi Jlvsiecvkozo Oyounxy modenei, konekyii kocmiomie (C. Cemenxo, JI. Masyp,
A. Hlesuenxo) ougyroms meopuoio panmaszieto 6iosidysauie ma sxcypi eucmasok — sapmapox y Tokio, Mapceni, [lapuci, Horo—
1710pky, Mocxei, Bapwasi, Byoanewmi.

Byoyuu ioeonocom ma scxkpasum npeocmagnuxom JIvgiecvkoi wikonu Ou3auny, max 36aH020 <3IPKOBO20 NOKOAIHHAY
yrpaincokoeo ousatiny 60-80-x poxis, I. Cepediok eucmynac 3a HeobXioHicmb mpancghopmayii memooonozii nideomosku
ousaiinepa, inmezpayilo 6 OU3AUHI apXiMeKmypHo2o cepedosuya 6cix 6udie niacmuunozo mucmeymed. «Dynxkyionanim, — AK
sasnauag 1. Cepedrok, kompuil decamupivuamu YHipiKyeas, cmanoapmu3zyeas ma yHigpopmyeas nauie omoyents — apximekmypy,
Micmo6yOyeans, Ousaiin, 6CMYnus y 20Cmpi npomupiuysa 3 OiCHUMU TI00CoKUMY nompebamu ma moxcnusocmamu. Jlioouna ne
baoicae Ginvuie Hcumu 8 0OUHAKOBUX HCUMILOBUX OYOUHKAX, NPAYIOBAMU MA UUMUCS 8 OOUHAKOBUX THMEP’ EPAx, XOOUmu @yauysimu
3 MOHOMOHHOW0 3a0Y008010... Llenmpanvhi acnekmu meopyocmi — Kyabmypono2iuni, ncuxogisuyni ma cemanmuyni... Cyvacnuii
MeopUULl npoyec Mac KOMNIEKCHULL, cCUCIeMHUTl Xxapakmep” .

Y 1977-1987 poxax I. Cepedwx — pexmop JIb8i6CbK020 0epiHca8HO20 THCMUMYMY HPUKIAOHO20 [ O0eKOPAMUBHO20
mucmeymea (JIIIIIIM, 3 2004 — Jlvsiecoka nayionanvha axaoemis mucmeyms). Ili020moeKy XyO0iuCHUKI6 0eKopamueHo2o ma
YACUMKOBO20 MUcCmeymsa 6 iHCmumymi o0yMoenioeaia mpaouyitina xXyoodcHb0-peMiCHUYA MOOeb 3a MUNOM apXimeKmypHo-
xy0ooicubol wxomu Bayeaysza (1919-1933) na ocrosi noeonanns nasuanns i pemecia. Pyuny npayio 3 mamepianamu 66axicaiy
O0O0CKOHANOI0 | HE3AMIHHOI WKON0I0 XYOOJICHbOI MaticmepHocmi il po36umKy meopyux 30i6Hocmel. 10eonoeis dexopamugizmy
BHAYHOIO MIPOIO OOMIHY8ALA 8 IHCIMUNYMA.

YV nepioo cmamnosnenus nocmindycmpianvHoeo cycnitbcmea, paoukaiizmy 6 apximexkmypi ma ousatini, mpaucgopmayii
iHOyCmpianvHux napaouem y HO8i ROCMIiHOYCMPIANbHI, POPMYEMbCS [HUE CIMABIEHHS 00 MBOPYOCH, MPAOUYIIHUX NPUHYUNIE |
HopM npoekmysants. Dynoamenm yux nOULYKie 3akia0eHo suoamuumu ousalinepamu-neoazo2amu Buwoi wxonu popmomeopenns
6 Yavmi (1953-1967) M. Binnem, T. Marnvoonaoo, X. I'yeeromom. Bonu b6auunu memy meopuocmi 6 MOOENO8AHHI y COYIATbHOMY
npocmopi 0801 peanbHOCmi 8 KOHMEKCMI NOEOHAHHA HAYKOBO-MEXHIYHO20 NPOSpecy ma ecmemuKi.

Ipoghecop 1. Cepedrok 6 ocHo8y memoodonocii nioeomogku cneyianicmis 3akiadac ioe NpoeKmHOCmi, BOPMYEaAHHS.
KYIbMypU npoeKmHo20 MidcOUCYUNTIHAPHO2O MUCTEHHSL | KYIbIMYPU XYOOICHb020 00pasomeopenns. [na peanizayii yux 3a60anb,
8IH CninbHO 3 Kaedpamu npoekmysanns inmep’epie ma mebnig (3a6. kageopu C. Mueanv) i modenosanus oosey (3as. kagedpu
T. Kysomincoka) cmeopug kéanipikayiini xapakmepucmuku i Mooeni cneyianicmie Ot HAOY6AHHA HUMU HOBUX 3HAHb, 6MIHb MA
Haguuok. [{o HABYANbHUX NIAHIE 66€0eHO HUSKY OUCYUNILIH 3 AKYEHMOM HA WUPOKY inmezpayiio 3 eupobnuymeom. Cyniopaounicme
YCIX HABUANLHUX OUCYUNIIH 20JI08HIl — NPOEKMYBAHHIO, CNPUSE AKICHIL nideomosyi (axieyie 00 yMO8 pedanbHOi NpakmuyHoi
OIbHOCE, A MAKOIC BIOUYMHOI NPAKMUYHOI KOPUCHOCME OMPUMAHUX 3HAHb. Teopis | npakmuka Ousaity, 8 NOEOHAHHI 3 CYUACHOI
BUPOOHUYO-MEXHONOIUHOI Cheporo, cmae OOHIEI 3 BUXIOHUX MoOenel OAs 6NPOBAONCEHHsI HOBUX [0ell, KOHYENmyaibHo-
KOHMEKCMYanbHUux nioxoois. L{bomy cnpusiu maxkoxc cmeopeHi npu HayKko8o-00CiOHOMY CEeKMOPI IHCMUMYmY eKCnepUMeHmanbHo-
meopui 00’ eOHanHA suKIadayis i cmyoenis: «llpecmuoic» y cehepi ousaiiny kocmioma, «Cnexmp» — ousatiny cepedosuuja ma CKb
i3 Ouszaiiny mebnie. Y cmpykmypy 06’ eonanns «Ilpecmuoic» (kep. O. Koposuyvkuil) exoounu yci weetini yuunuwa Jo606a, sKi
peanizogyganu meopui ioei cmyoenmis incmumymy. [lo3umunuil pe3oHanc epomMadcbKocmi GUKIUKAE OU3AaliH Meblie — npoepama
mebnie «Yuieepcan» (B. Kypriwyx, C. Muzans) 015 BO «JIbgigdepes», 32i0H0 3 K00 €6’ sinb eKCNepUMeHmaibHux Habopie meoie
excnonosarno na obnacnii eucmasyi (JIveis, 1981). ¥ 1982-1983 pp. 3a yicio npoepamoio po3pobieno cepito cminvyie i KOMnieKmu
KopnycHux mebnie «Bampa», «Kpucman» i «Cucmema» (v cnisaemopcmegi 3 B. ITagnosum i O. Tazanoeum), aki npedcmagieHo Ha
IV Bcecorosnomy xoukypci «Mebni-83» y Mocksi i iosnaueno cypi |, Il ma cneyianonumu npemismu 6ionogiono. Iliocomoska
XYOOHCHUKIE OeKOPAMUBHO20 MUCMeYymea wooo inmep’epy i MeOnig, MOOeno8anHs 0052y 30IUCHIOEMbCA 3 BUKOHAHHAM
KOMMIEKCHUX KYPCOBUX | OUNILOMHUX PODIM 3 PeanbHOi MeMAmuKy i 3 6PAXY8AHHAM IX ROOATbULOL pOGOMU 8 YMOBAX NPOMUCTIOBO20
supobnuymea. Lle uucnenui po3pobku inmep’epié epomadcbkux cnopyo, oumauux mauoanuuxie y Jlbeosi, coyioxyromyphe
cepedosuuye 6 Hayionanvrnomy icmopuxo-kyaemypromy 3anogionuxy «Hazyesuui»-«Cmeoicku-oopoeu leana @panxa» mouo.

IIpoexmua konyenmyanicmuxa ousainy inmep’€py ma meonie, XyOoHCHb020 MOOENIOBAHHS 00A2Y, NPEOMEMie HaAPOOHO20
CHOJCUBANHA Y piuuwyl THHOBAYI A NOWLYKIE HAYIOHANLHOI I0eHMUYHOCMI cmae cneyughiyHo NpoeKmHo opmoo NiHAHHA
JIvgiscbkoi wikonu. Bonu € npuknadom Ho8020 MUcienHs i i003epKaieHHAM 2N00aNi3ayitiHux i HAYIOHAbHUX ACNeKMI6 PO3GUMKY
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ousaiiny cepedosuwa 6 cminax JIIIM. I1po ye ceiouamv 02na0u OuniomMHux pooim cmyoenmie apximekmypHO-Xy00HCHIX BULLIE
kpain Lenmpanvroi i Cxionoi €eponu. Haykoso-memoouuna pada 3 ecmemuyno2o 8UX08anHs i Xy0oxuchuvbol oceimu npu Axademii
mucmeyme CPCP ma Minsuwy CPCP 3a wopiunumu mamepianamu 6CeCOO3HUX GUCTNABOK OUNIOMHUX POOIM CMYOeHmi6 XyO0HCHIX
suwig y Binonroci (1978), Kuesi (1979), Canxm-Ilemep6ypsi (1980), Faxy (1981), Toinici (1984) sucoxo oyiniosana nosi nouyku
ma npogecitinuil pigeHb BUKOHAHHSA OUNIOMHUX NPOEKMi6 Ou3atiny inmep’ €py, meO.iie ma oosey JIveiecvkoi wikonu. Ha yux ghopymax
npoghecop 1. Cepediok eucmynac 6ice He 5K NPeOCMABHUK YKPAIHCLKOL apXimeKmypHO-OU3auHepCbKoi WKOAU, a peKmop
Hayionanvhoi axademii obpazomeopuozo mucmeymea i apximexmypu (m. Kuie), Hapoonuii xyooocnux Ykpainu, npogecop
Onekcandp Jlonyxos — obpazomeopuozo mucmeymea. 3ycmpiui 3 npogioHuMu mumysamu, axademikamu Axademii mucmeyms,
KepigHUKAMU pecnyOaiiK, 0e NPOBOOUNUCH POPYMU, CRPUATU HANASOONHCEHHIO OPAHI3AYIIHUX | MEOPUUX KOHMAKMIE.

THepwi ocobu Azepbatioscany — I'. Anice ma I'pysii — A. [llesaponadse okpemo npuiimanu JIb6i6cbKy dene2ayito, OCKitbKu
JIbGI6 SIHU 20MY8anu HAYioOHANbHI Kaopu o1s yux pecnyonix. JIIIT/IM cmae 6 0oun pso 3 Jlumoscvkoio i Jlameiticokoro akademismu
mucmeyme, MIAXITY im. C. I'. Cmpoeanosa (Pocis). Llvomy cnpusina eeauxa npays npogpecopa I. Cepedioka Hna HayKkogo-
nedazo2iunill HUBL ma 1020 8UCOKULL A8MOPUMen.

YV nepioo pexmopcmea 1. Cepedroxa ykpinmoemuvcsa coyianbha ma mamepianrvio-mexuivna oasa JUIIIIIM. Byoyemuvca
HOBUIl eKcnepumenmanvHo-1abopamopruil  kopnyc incmumymy (apx. M. Benosunosuy) ma kombinam xapuyeanns (apx.
A. Koncynog). Ilpoexmysants i 061a0HGHHA YUX KOPHYCIG 1020 NPAYIGHUKAMU MA SUXOBAHYAMU GUKOHYIOMb 32I0HO 3 bBIGCHLKOIO
mpaouyielo 3i CnopyodtceHHs ma OOpMIEHHA HABUANbHUX KOPNYCI8, 3anoyamxosanoi uje pekmopom JIbgi6cokoi nonimexuixu
1O. 3axapiesuuenm.

V¥ 1982-1985 pp. 6ir cmae excnepmom FOHECKO ma kepiernukom 6i0 Minicmepcmea euwyoi ma cepednvoi cneyianizoganoi
oceimu Yrpainu 3 6a2amopiuHux, MidCHayioHaIbHUX 00ctioxcenb 3a memoro Ne 11 «Hoesi mexnonoeii 6 oceéimi». ¥ 1992 p. cmae
KopecnoHoeHmom i0 Yxpainu midicnapoonozo scyprany «L’Arca» (Imanis, Minan).

¥1988-1999 pp. 1. Cepeorwx — npogecop kagpedpu apximexmyprozo npoexmysanns Jlvgiscokoi nonimexuiku. ¥ 1999 p.
npogecop 1. Cepeodiok 6ioznauae na apximekmypromy paxyromemi Jlvgiecoroi nonimexuixu céoe 10-piuus ma nepeidxcoxrcae scumu
y Ilpacy 0o ceoe€i donvku, sska mam npayrosana i sxcuna. Biditiuog y eiunicme 1. Cepedrox na 81 poyi scumms y Ilpasi, oe scug
OCMAHHI POKU.

Ipogpecop Ieop Cepeowx — agmop bausvro 80 cmameii. 3 nux gicim cmameii y 3apy6ixcuux euoanusx (@panyis, Pocis,
Imanis, Kamboooica), mpu monocpagiti «Kynemypa eaweti kéapmupw» (1970), «Bocnpusmue 2opodckoii cpedvr» (1979),
«l'opoockas cpeda u onmumuzayus desmeavrocmu yeaosexka» (1987, y cnisasmopcemei). Ocmannss monozpaghis 3aknadae 0cHo8U
WKONU RCUXODIZUYHO20 AHANIZY 8 APXIMEKMYPI, WO SUHAHO IHCIMUmMymom coyianvroi ncuxonozii Cmpac6ypecbko2o yHisepcumeny
(npogp. A. Monw). Onybnixosani mamepianu 3 yiei npobiemu ompumanu nozumusni peyensii y Yexii, Himewuuni, @panyii, Imanii.

Ilyboniuni eucmynu, nexyii, yucnenni cmammi npoghecopa leopa Isanosuua Cepedloka 3HAUHO GNAUHYIU HA PO3BUMOK
npoexmuol ideonoaii ma npaKmuKu.
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