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The aim of the article is to analyse the experimental trends and theoretical concepts in the architectural
environment design of the second half of the twentieth century that reflected changes in the political, social,
and cultural spheres. Results. The study analyses the experimental trends in the design of the architectural
environment that emerged in Ukraine in the second half of the twentieth century. It is noted that some of
these trends manifested themselves in the design of new buildings, cities, and architectural complexes. The
significance of the experiment and its implementation in the architecture and design of the specified period are
explored. The focus is placed on such experimental areas as the rethinking of geometric spatial perceptions and
spatial concepts in design theory and practice; the application of geometry in the formative practice of design
and architecture; the development of kinetic form generation practices; the spread of experimental design; and
the development of bionics in experimental creativity and research in the 1960s — 1980s. It is argued that the
processes of architectural and design development in Ukraine during the second half of the twentieth century
were closely linked to global trends of that time. A comparison is made with the work of famous international
designers such as R. Fuller, E. Pifiero, and D. Hambidge. The scientific novelty lies in identifying the historical
patterns of architectural and design development of the second half of the twentieth century, highlighting the
experimental design trends of that period, and in establishing their connection to global trends in artistic and
design activities. Conclusions. The analysis of the development of architectural design in Ukraine during the
second half of the twentieth century is conducted through the prism of the concept of “experiment”. Experiment
has always been an integral aspect of human activity in all its forms. It is revealed that in circumstances where the
creative process is not influenced by external factors, particularly ideological and political ones, the experiment
becomes an organic component of the architectural and design system of form generation. It is argued that the
diverse search movement that took place in the creative environment of the Soviet era was interconnected.
The creative and conceptual achievements of the experimental search were on par with global achievements in
similar directions. However, the “experimental and search laboratory” of the Soviet period was too detached
from real life, focusing on formal foundations, ideas, and principles of things rather than specific objects or their
projects in a complete form. The research shows that the technology of form generation and the formal and
aesthetic language of architecture and design have inexhaustible reserves for external enrichment. The active
cross-cutting search, which continued for a relatively short period, demonstrated this potential. One of the main
consequences of the Soviet “experimental research laboratory” was the confirmed need to implement certain
functions under constraints characteristic of the “live” process of forming the subject-spatial environment. It is
revealed that experimental trends in the design of the architectural environment in Ukraine in the second half
of the twentieth century reflected a wide range of changes in society, culture, and politics. They influenced the
development of the architectural environment, creating new innovative approaches to design and construction,
and also reflected the national identity and cultural heritage of Ukrainians.
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Introduction

Contemporary assessments of the Soviet peri-
od’s artistic phenomena are often biased, due to the
negative attitude of researchers to the ideological and
political conditions of the society of that time. The
specific nature of these conditions was characterised
by the state’s heavy interference in creative processes,
with the intention of aligning them with ideological
and pragmatic development principles in all spheres of
life. As a result of this influence, an unofficial, uncon-
trolled movement emerged in the field of architecture
and design in Ukraine in the 1960s, which assumed
freedom of creativity but did not yield direct prac-
tical results and complicated the situation in the art
and design industry as a whole. This study examines
and analyses the complex picture of the recent past
through the prism of the concept of “experiment”.
This approach enables not only the identification of
distinct patterns in the creative processes of architec-
ture and design in the second half of the twentieth cen-
tury but also an understanding of their connection to
global current trends in artistic and design activities.

Recent research and publication analysis. The
history of the second half of the 20th-century design
has been covered in various aspects by foreign and
Ukrainian researchers. M. Droste’s work Bauhaus:
1919-1933: Reform and Avant-Garde (2015) explores
the fourteen-year period when the German Bauhaus
School of Art and Design changed the face of moder-
nity. The author E. Wilhide (2022) examines design
within technological, cultural, economic, aesthetic,
and theoretical contexts, cites iconic works that mark
significant steps forward or characterise a particular
era or approach, and outlines the framework of ideas,
intentions, and technologies in which various design
approaches developed.

Among the domestic authors, V. Danylenko
(2006), O. Kostiuchenko and V. Symonenko (2020),
T. Malik (2003), and others have addressed the fea-
tures of design development. R. Wittkower (1995),
S. Giedion (1941), R. Arnheim (2004, 2009), and oth-
ers have focused on spatial concepts. Such scholars as
M. Yakovlev, V. Mykhailenko, V. Timokhin, N. Kut-
senko, and N. Shebek have explored the role of ge-
ometry in architectural and design creativity in their
studies. Despite the wide range of issues covered, the
history of Ukrainian design in the second half of the
twentieth century still requires filling the gaps related
to experimental research, conditioned by both the ide-
ological guidelines of the Soviet era and the rational
and creative approaches of designers and architects.

The aim of the article is to analyse the experi-
mental trends in architectural environment design of
the second half of the twentieth century.
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Results

Experiment and its manifestation in the history
of Soviet architecture and design. An experiment has
always been an integral aspect of human activity in
all its forms. The initiative to experiment is a natural
human need, a prerequisite for change and improve-
ment. And the more advanced human development
becomes, the further it moves away from the primary
forms of life, the greater is the importance of exper-
imentation, and the more space it occupies in pro-
cesses of various kinds and scales. This is especially
evident in the evolution of art and design. In ancient
historical epochs, experimentation (if understood as
the preliminary testing of creative ideas, their appro-
bation before implementation) was practically absent
from the structure of the creative process. For exam-
ple, in architecture, testing was carried out through
the actual construction and the life cycle of buildings.

The implementation of the projects was absolute,
and the design technology was waste-free. There was
no need for experimentation as a parallel creative pro-
cess. The slow pace of social and technical changes
that influenced architectural and object forms allowed
the creators to keep up with these changes within the
design process and do without additional experimen-
tal testing of projects.

However, with the progress of science and tech-
nology and the overall development of society, this
favourable correspondence is slowly breaking down.
The creator begins to struggle to keep up with the pace
of external changes, and he or she gradually loses the
ability to quickly assimilate social and technical inno-
vations, to assess the viability of creative ideas using
design methodology. It is necessary to complicate the
creative process in architecture and to perform ad-
ditional research and testing activities in the overall
technological process.

Experimental functions are developing in the
structure of design and architectural activity, covering
a variety of problems related to design and implemen-
tation. The experiment becomes an essential compo-
nent of the overall process of forming, ensuring its
creative quality, stock, and selection of the best ideas.
In ideal social conditions, in which the creative pro-
cess is not subject to any outside influences (including
ideological and political ones), the experiment is or-
ganically combined with the entire architectural and
design system of forming, and all its levels are even-
ly saturated with experimental creativity. With some
conventionality, we can talk about three main levels:
the primary or pre-design, the actual design, and the
level directly related to the implementation issues.

However, in the conditions of Soviet society,
which was itself experimental and was built in vio-
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lation of fundamental social and economic princi-
ples, the status and role of experimental activity in
the field of design and architecture had their special
features. From the point of view of identifying these
features in the development of Soviet architecture,
several distinctive periods can be distinguished. The
first is the period that took place immediately after
the revolution. It is characterised by the fact that all
the energy of experimental research is almost entire-
ly concentrated on the pre-project level. At the same
time, the traditions of the classical past were rejected
in an attempt to start from “scratch” and create a new
formal basis for the architecture of a new society. The
avant-garde of the 1920s was a vivid product of this
period. During this period, innovative initiatives cov-
ered all areas of design. At this stage, the experiment
was primarily conceptual and searching, even though
it also had some specific practical outcomes (for ex-
ample, constructivism and functionalism).

The second is the period of the Stalinist era. It
was an experiment that essentially aimed at creating
a socialist style in painting, graphics, architecture,
and design, and it completely shifted to the level of
project implementation. Once again, the creative her-
itage of the past is rejected. Instead, a return to classi-
cal traditions and the methodology of decorativism is
demonstrated. The futility of this approach becomes
apparent against the backdrop of the rapid growth in
the need for mass construction that took place in the
postwar years.

Once again, under the guise of a sharp rejection
of the methodological principles of the previous stage,
another period of experimentation begins. It was the
so-called Khrushchev Thaw. “Away with the excess-
es!”, i.e., away with everything that has a purely deco-
rative value and hinders the pace of construction. This
is the new creative slogan of design and other types
of creativity. Nowadays, fashion is dictated by the
engineer-technologist who initiates a technological
experiment. Architecture and design, and mass con-
struction are becoming industrialised. Thus, the ex-
periment moves to the level of implementation issues.
At the design level, the creativity of the designer and
architect becomes subordinate. A system of standard
design is being developed. It ensures the rapid repli-
cation of projects and, ultimately, the rapid pace of
industrial construction.

The negative consequences of the technological
experiment became apparent in the 1960s, with its
first practical successes. This is a tendency towards
simplification and uniformity, towards aesthetic im-
poverishment, the formation of image stereotypes
in the architecture of mass buildings, and in the ex-
ternal features of the entire object-spatial environ-
ment. Therefore, it was a predictable outcome of the

one-sided approach to the policy of creativity, that is,
an approach based on the principles of unification and
standardisation, without considering the active role of
artistic and creative initiative. However, this time, un-
like previous experiences, the negative consequenc-
es of the experiment did not cause a sharp change in
architectural policy. In general, the course towards
technologisation has justified and continued to justify
itself in the context of the current social tasks of ar-
ranging the design environment.

At the same time, all the issues and contradic-
tions generated by technologisation have created the
preconditions for another round of creative experi-
mentation. This time, the tasks and orientation of the
experiment are not planned from above. Experimental
impulses arise in the professional design environment
as a natural reaction to the actual creative and, above
all, artistic problems of the situation, as attempts to
make a breakthrough beyond, so to speak, the official
channel of creative thinking, which is dependent and
limited.

Innovators — “free-spirited” creators who ap-
pear in design as well as in related fields, such as
arts and crafts — see their role as generating new
formative ideas and actively developing the palette
of techniques and means of forming. Therefore, now
the experiment is returning to the pre-project, i.e., the
fundamental level. As in the avant-garde of the 1920s,
it is characterised by, on the one hand, a deep search,
a return to the basic foundations of form-making; on
the other hand, the diversity and variety of explora-
tions, and the extension of the experiment to all areas
of artistic creativity.

At the same time, the experiment of the 1970s
through 1980s was characterised by high research ac-
tivity, in particular the development of the so-called
“crossover” searches aimed at the fields of science,
technology, and nature, i.c., beyond the sphere of ar-
tistic form-making itself. If we recall the specific di-
rections and themes of the experiments of this period,
first of all, these are searches related to the problems
of form formation. In particular, they are developing
in the direction of deepening and using the knowledge
of geometric patterns of forming.

In the 1970s and 1980s, the area of architecture
and design witnessed, without exaggeration, an ex-
plosion of interest in geometry. Examples of abstract
geometric modelling, specific geometric research, and
design creativity based on geometric ideas are widely
spread. Geometry becomes a source of renewal of the
architect's and designer’s formative palette.

Reconsideration of geometric spatial representa-
tions and spatial concepts in design theory and prac-
tice. The fundamental prerequisite for the experimen-
tal nature of methodological and creative activity in
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the direction of geometric forming was the restruc-
turing of philosophical thinking in the creative envi-
ronment of architecture and design, in particular in
terms of the concept of space. Undoubtedly, powerful
“wave effects” emanating from the depths of the natu-
ral sciences tangentially influenced the state of spatial
representations in the field of art. However, the un-
dermining of the classical concept of space in art was
caused primarily by creative, in other words, purely
internal processes that did not directly depend on the
events of scientific life in the early twentieth century.
In the creative environment of this period, there was
already an awareness that the artist's means of spatial
expression had lost touch with contemporary life. The
emergence of Cubism in Paris was the result of specif-
ic efforts to restore this connection.

The notion of “spatial relations” developed by
the Cubists reflected the plastic principles of the mod-
ern approach to world perception. The philosophical
processing of new ideas about space by art theory and
their development into the concept of “space-time”
occurred later. A well-known researcher of the theo-
ry of space in architecture, R. Arnheim, considers the
space concept in connection with the studies of the
patterns of visual perception of the object-spatial en-
vironment (Arnheim, 2004, 2009).

The primary concept of space, which emerged
in science and art as a result of direct perception and
corresponds to Euclidean geometry, helped to under-
stand architecture “as a skilful arrangement of struc-
tures” within a given continuous space. According to
R. Arnheim (2004), “However, this primary concept
does not correspond to modern physical knowledge
and does not coincide with psychological knowledge
of the perception of space. Mutual influence defines
the space between material objects. Distances can
be described by the amount of energy an object per-
ceives; by the gravity that binds separate bodies; by
the time it takes for one body to reach another. Space
does not exist physically if it is separated from the
energy that permeates it... its perception (experience)
is achieved only through the interconnectedness of
objects. Thus, Arnheim concludes, spatial perception
is possible only in the presence of perceived objects”.

The process of theoretical rethinking of the spa-
tial concept that was carried out in the field of design
in the first half and middle of the twentieth century
was of fundamental importance. Examples include
the restoration of cities and buildings in the postwar
years when architects and designers tried to correct
old flaws and added new objects as a result of re-
thinking space. This is how Khreshchatyk, the central
street of Kyiv that was completely destroyed during
the war, was rebuilt. In 1949, a project was proposed
for the restoration of Khreshchatyk, which envisaged
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changing its layout, although there was a “respect
for superficial decorativism” (O. Vlasov, A. Dobro-
volskyi, V. Yelizarov, O. Malynovskyi, B. Pryimak).
The spatial changes were associated with the recon-
struction of the pragmatic design methodology, and
its transition to a new understanding of space and
time. Indeed, for the first time in the history of art and
design, such a principal reconstruction of the funda-
mental concepts of space and time that underlie the
scientific construction of art theory took place. This
process vividly demonstrated the tendency of interac-
tion between scientific and artistic and philosophical
thought, their complementarity.

The application of geometry in the formative
practice of design and architecture. In the actual
form-making practice, specific methodological ap-
proaches, types of form-making tasks, and an arse-
nal of form-making techniques and tools have been
formed under the influence of industrial production
technology. Let us consider some of them.

First of all, we are talking about a group of tasks
related to the problem of the “standard of diversity”,
which is typical for industrial production. Its condition
is the creation of several (or a large number) compo-
sitional versions based on a minimum nomenclature
of typical elements with combinatorial and variable
properties. In design practice, the principle of a “var-
iable element” is used, for example, in designing
mobile exhibition structures, advertising equipment,
furniture, parquetry, children’s toys, etc. In this case,
as a rule, the object of design is primarily the varia-
ble type element itself (or a nomenclature of type el-
ements), which usually constitutes a constructive link
(part) of a composition or structure. It can be a univer-
sal node, rod, panel, or block. In many cases, simple
geometric shapes are used as variable elements.

If the combinatorial conditions are strictly for-
mulated, multivariate problems can have a finite num-
ber of solutions. They can be solved using methods
of exact analysis. Therefore, geometric knowledge is
fundamental to this type of design practice. In par-
ticular, the role of knowledge about shapes and pol-
yhedra, systemic planar and spatial structures, their
morphology, combinatorial and symmetric properties,
and methods of shaping is essential. In the 1960s and
1970s, the first manifestations of a new geometrised
imagery of architecture, the use of modern industri-
al structures and progressive building materials were
realised. Examples include the Palace of Sports in
Kyiv (M. Hrechyna, O. Zavarov); Khreshchatyk
(A. Dobrovolskyi, V. Yelizarov, etc.); University
(G. Holovko, M. Syrykin, etc.); and Holovko, M. Syr-
kin, etc.); Tarasova Hora Hotel in Kaniv (N. Chmuti-
na, E. Husieva, V. Shtolko, etc.); Palace of Children
and Youth in Kyiv (A. Miletskyi, E. Bilskyi), etc.
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The task of “modularised structure (system)” has
become widespread in the creative practice of design
and architecture. The modularity of a structure is in-
terpreted as a property that indicates the presence of
repeating elements in its construction — modules of
geometric, structural or functional types. The shape of
the modules can be determined based on the composi-
tional requirements. However, in most cases, modular
elements satisfy at the same time both technical and
artistic and compositional requirements. The idea of
modularity is widely used in furniture design, stand-
ardised structures for engineering, architectural and
artistic and design applications.

Examples of modularised systems include R Full-
er’s dome constructions, and spatial core systems
such as “structural plates” that are created on the basis
of regular geometric systems (Fuller & Applewhite,
1997). The modularity principle is also applicable to
flat, spherical, hyperbolic and other types of surfaces.
R. Fuller’s method not only opened up fundamentally
new possibilities for engineering and technical solu-
tions for dome systems but also ensured the achieve-
ment of unusual aesthetic effects in the architecture
of dome structures. R. Fuller’s idea destroyed the
stereotype of the classical radial-ring (axisymmetric)
dome scheme, and most importantly, the stereotype of
spatial thinking, which was constrained by the idea of
the superiority of the vertical direction in the “ground
space” where gravity acts. The geometric problem
posed by Fuller was extended to other types of sur-
faces. As a result, the designs of hyperboloids, hyper-
bolic paraboloids, and others were developed, i.e., the
limits of the search for combinatorial geometric ideas
were set as wide as possible.

A separate thematic variety is the practice of ki-
netic form-making. The general goal of these tasks is
to create forms that possess the property of kinetics
(transformability), ensuring their spatial variability.
Thanks to kineticism, transport compactness, multi-
functionality, compositional variability of forms, their
packaging efficiency, installation and dismantling,
etc. are achieved.

In practice, we can distinguish between two types
of kinetic systems: rod and leaf-fold ones. In rod sys-
tems, the variability is provided using hinges installed
in the nodes, which can be planar and spatial. Rod
spatial systems are widely used in combination with
awning structures and cables. Famous examples are
regular rain umbrellas or sun umbrellas for beaches,
street trade, and summer pavilions. The experience
of designing transformable rod-and-screw systems
by designer F. Escrig (2013) is illustrative. In his
developments, we find experimental designs of self-
erecting structures for rapid installation and assem-
bly in extreme conditions. The constructions, based

on the use of combined rod-and-shaft and rod-and-
tent systems, deploy from a compact transport state to
a functional one spontaneously, under the influence of
their weight.

It is interesting to note that the kinetic con-
structive systems were studied by Leonardo da Vin-
ci (Zollner, 2017). As a typical example of a unique
kinetic design, it is worth mentioning the combi-
natorial geometric game Rubik’s Cube, which was
widespread in the 1980s. The popularity of this
game in the 1980s was enormous, and it aroused
the interest of people of various ages, profession-
al, and social categories. In this regard, it is fair to
say that at that time a certain intellectual mood and
certain figurative patterns dominated the conscious-
ness of the social masses and that the Rubik’s Cube
was a kind of indicator of them. Undoubtedly, this
consciousness was directly influenced by the aes-
thetics of the surrounding object-spatial environ-
ment, characterised by simplified structure, “bare
geometries,” regularity, etc., which, in turn, were
the result of simplified technological methods and
principles of its formation.

Pointing once again to the technology factor as
the causal basis for the geometry used in form-mak-
ing, let us pay attention to another very noteworthy
area of creative practice in design and architecture
that was based on geometry. We are talking about
experimental design, which became the most wide-
spread in 1970-1980. After a long period of indus-
trialisation, especially in the building industry, the
“epidemic of monotony” began to manifest with
particular acuteness, affecting almost all new build-
ings in the country’s cities. The complete domi-
nance of orthogonal, cubic structures in the mass
housing architecture led to a sharp artistic impover-
ishment, which led to the search for an alternative.

This was possible, at least at the level of ex-
perimentation. Many architects and designers
responded to the problem with design propos-
als. In the 1980s, a huge number of experimental
projects were published in the press, all of which
shared the common idea of replacing the ‘“ge-
ometric frame” of architecture: rectangular with
nonrectangular. The object of the experiment was
mainly residential architecture, which suffered the
most from industrialisation. Thus, the experimental
design was a specific form of methodological re-
search, during which the task was to find out the
possibilities of adapting nonrectangular geometric
shapes and structures in architecture, in particular,
to test them for architectural and planning (func-
tional) suitability, volumetric-compositional and
artistic qualities, constructive and technological
capabilities, etc.
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Special attention was paid to the issue of design
variants. How to reach a diversity of compositional
and architectural planning solutions based on a limit-
ed set of typical elements? In this regard, the possibili-
ties of using structures in different spatial orientations
are being explored. This approach proves to be effec-
tive for almost all types of structures. Certain types of
structures, such as the cuboctahedral structure, have
been tested for the possibility of their application to
objects of various functional purposes.

The development of bionics in experimental
creativity and research in the 1960s-1980s. One of
the authoritarian areas of experimental creativity
and research in the 1960s-1980s developed in the
context of the theme of natural form formation. In
many ways, this trend continued the long-standing
tradition of studying nature in art and architecture.
However, unlike the problems posed by the classics
of proportion theory, which were mostly limited
to the study of aesthetic and harmonious features
of biological objects, the theorists’ research of the
1960s-1980s was aimed at identifying not only for-
mal but also constructive, structural, morphological,
and functional patterns of natural forming.

The practice of design and architecture of the
time, which developed under the dominance of in-
dustrial technology, necessitated finding out how
nature solves the problem of “standard and diver-
sity,” how the principles of constructive rationality,
economy, manufacturability, and so on are realised
in the processes of biological formation. Such ques-
tions stimulated the development of a new branch
of natural science, bionics, which studies the laws
of natural forming to use in artistic, architectural,
design, engineering, and technical creativity.

Researchers have come across many features
that resonate with the characteristic patterns of the
structure of industrially produced architectural and
object forms. These are structural regularity, sim-
ilarity, combinatoriality, etc. As many examples
demonstrate, nature perfectly uses the principles of
unification and variation, modular structuring and
compact packaging, implementing them in various
planar and spatial forms, from the structures of bio-
molecules and cellular tissues to the forms of organ-
isms as a whole or their parts. Plant tissue structures
are characterised by patterns similar to hyperbolic
surface partitioning systems, which are also widely
used in the design. One of the most common patterns
in living nature that has analogues in creative prac-
tice is the symmetry of similarity. It is widespread
primarily in the forms of the plant world. In particu-
lar, it is realised in the branching of trees, the struc-
ture of leaves, the rhythmic construction of plant
stems, etc. The scientist J. Hambidge considered the

122

logarithmic spiral as a form that expressed the idea
of uniform (rhythmically repeating) growth in liv-
ing nature (Hambidge, 1967). Another technological
principle is inherent in snail shells. The shell growth
occurs on the periphery and is governed by the law
of the stable marginal angle. Other technologies of
nature generate a spiral: the principle of the spiral is
realised in various material environments — air, wa-
ter, and space. In these cases, the formation mecha-
nisms are based on purely physical laws.

The widest range of regular structures is real-
ised in inanimate nature. First of all, we are talk-
ing about minerals in the structure of which the full
range of 230 symmetry groups possible in Euclidean
space is reproduced. Moreover, these reproductions
are geometrically perfect. Absolutely precise mod-
els of crystallographic structures are often used in
the design of rod-lattice structures such as “struc-
tural plates”.

Thus, numerous studies of the morphological,
constructive, aesthetic, and proportional properties
of natural forms developed in bionics cover a signif-
icant part of the formative arsenal of wildlife, which
has much in common with the formative palette
of architecture and design. The knowledge gained
opens up new possibilities for enriching the practi-
cal means of forming. Satisfying a purely pragmatic
goal, the theory of bionics is intensively developing
in theoretical, methodological, and practical aspects.

Conclusions

Having analysed the creative experiments in the
field of design and architecture of the 1960s—1980s
such as the rethinking of geometric spatial rep-
resentations and spatial concepts in design theory
and practice, the use of geometry in the formative
practice of design and architecture, the develop-
ment of kinetic forming practices, the spread of
experimental design, and the development of bion-
ics in experimental creativity and research of the
1960s—1980s, it can be noted that the entire diverse
search movement that took place in the creative
environment of Soviet society, despite its various
directions, was quite interconnected. Special exhi-
bitions, seminars, and conferences devoted to the
issues of form-making were organised in research,
architectural, and design institutions, allowing for
the demonstration of the results of innovative re-
search and providing a comprehensive understand-
ing of their level. It should also be noted that the
creative and conceptual level of these results was
quite on par with the world’s achievements in sim-
ilar fields. However, the Soviet “experimental re-
search laboratory” (unlike Western laboratories)
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was too detached from real life. This was likely due
to the overall limited technical capabilities for im-
plementing creative ideas in the USSR. Soviet re-
searchers and experimenters did not aim for direct
realistic embodiment or even experimental practi-
cal testing of creative ideas. They focused more on
developing formal (functional, constructive, tech-
nological) principles, “semi-finished products,” and
ideas of objects rather than fully realised objects or
their projects. There was a deliberate attempt to
detach themselves from the existing level by aban-
doning all the factors of form creation that deter-
mine that level.

In a relatively short period of active cross-
cutting research, it was shown that the technolo-
gy of form-making and the associated formal and
aesthetic language of architecture and design have
inexhaustible reserves of external enrichment. This
was one of the main consequences of the Soviet
“experimental research laboratory”, which con-
firmed the need for implementing a certain func-
tion under constraints characteristic of the “live”
process of forming the subject-spatial environment.

The fate of the Soviet school of experimental
form-making and scientific and methodological re-
search of the 1970s and 1980s is in many ways sim-
ilar to that of the Soviet artistic avant-garde of the
1920s and 1930s. They are similar primarily in their
conceptual orientation to the formal, artistic, and
social issues, as well as in their role of destabilising
traditional stereotypes and attempting to pave new
paths of creative development. At the same time,
the fate of these phenomena is also similar in the
absence of direct ways of life adaptation. The “cre-
ative products” of the “experimental research labo-
ratory” as a whole remained without social demand
and were not requested by real practice. However,
the significant gap with which it surpassed the gen-
eral course of form-making processes created a re-
serve lifespan for these ideas in the future. From
their level, these ideas will continue to gradually
settle and bear fruit on the ground of real architec-
tural and design practice for a long time to come.

The scientific novelty lies in the identification
of historical patterns in the creative process of ar-
chitecture and design of the second half of the twen-
tieth century, in the outline of experimental design
trends of this period, and in establishing their con-
nection with global contemporary trends in artistic
and design activities.

The article does not exhaust all aspects of the
history of design in the second half of the twentieth
century; further research will highlight the trans-
formation of the creative trends in design in the last
decade marked by Ukraine’s independence.
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ExcnepyMeHTaIbHI HANIPAMY B AM3aiHI aPXITEKTYPHOI0 Cepea0BHINa
B YKpaiHi Apyroi moj. XX CToJiTTs

Outer bonnap
HamionaneHwuii yHiBepcuTeT «JIbBiBcbKa MONiTEXHIKa», JIbBIB, YKpaina

Mema cmammi — TIpoaHANI3yBaTH CKCTICPIMEHTATIbHI HAampsSMH I TEOpeTWYHI KOHIIEMIii B [H3aifHi
ApXITEKTYpPHOTO CepeloBHIIa Npyroi moi. XX CT., sKi BigoOpakamw 3MiHH B TONITHYHIH, COMIaNbHIA Ta
KyIBTypHIil cepax. Pezyibmamu 0ocnioxcenns. Y TOCIDKEHH] TPOAHATI30BaHO EKCTIEPUMEHTAIBHI HAIIPSIMU
B IM3aiHI apXITEKTYPHOTO CEPEIOBHILA, SIKI BAHUKIIH B APYTii oy, XX cromitTs B YkpaiHi. 3a3Ha4eHo, 1110 JIesKi
3 [IUX HAIpPsIMIB BiTOOPKAIHCS B IPOEKTYBAHHI HOBUX Oy/1iBEIIb, MICT, apXITEKTYPHHUX KOMIUIEKCIB. 3 5ICOBAHO
3HAYCHHS CKCIICPUMEHTY Ta (JOPMH HOTo peasti3allii B apXiTeKTypi Ta IU3aiiHi 3a3HaYCHOr0 MePioy. 3aKI[CHTOBAHO
yBary Ha TaKMX EKCIEPHMEHTAIBHUX HAIpsMax, SIK MEPEOCMUCICHHS T€OMETPUYHUX IPOCTOPOBUX YSIBICHB
Ta IPOCTOPOBOI KOHIIETIii B TeOpii 1 MpaKTHUIll JU3aifHy; 3aCTOCYBAaHHS reoMeTpil y (POpMOTBOPUiH MPaKTUIIi
JIM3aliHy Ta apXiTeKTypH; PO3BUTOK MPAKTUKH KIHETHYHOTO ()OPMOTBOPEHHST; MOIIMPEHHS eKCIIEPIMEHTAIEHOTO
NIPOEKTYBAHHS; PO3BUTOK HampsiMy OIOHIKM B  EKCIEPHMMEHTAJIbHIN TBOPYOCTI Ta JIOCII/DKEHHSIX
1960—1980-x pp. Byio 00rpyHTOBaHO, 110 POIIECH PO3BUTKY apXITEKTYPH Ta U3aiHY B YKpaiHi IPOTATOM JAPYrol
noi1. XX CTONITTS BiI0yBaIUCS B TICHOMY 3B’SI3KY 31 CBITOBUMH TEHJICHIIISIMU IIUX YaciB. [[poBe/ieHO TOpiBHSHHS
3 TIPOEKTHOIO TBOPYICTIO BIIOMHX 3apyODKHUX Ou3aiiHepiB, Takux sk Piuapa ®ymiep, Enyapno IliHbepo Ta
Honang Xem0imk. Haykosa Ho8u3Ha TOCTIKEHHS IOJIATAE y BUSABICHH] iICTOPUYHAX 3aKOHOMIPHOCTEH PO3BUTKY
apxiTeKkTypu ¥ mu3aiiHy apyroi moi. XX CTONITTS, y BUCBITICHHI €KCIIEPUMEHTAIbHUX HANPSMIB JM3aliHy TOTO
TIepiozy Ta IXHBOTO 3B 513Ky 31 CBITOBMMH TEH/ICHIIISIMA PO3BHUTKY XYJOXKHBO-TIPOEKTHOI AiSUTBHOCTI. BucHosku.
AHayi3 po3BHUTKY JM3aliHy apXiTEKTYpHOTO cepeioBHIna B YKpaiHi npyroi mon. XX CTONITTS 3IiHCHIOEThCS
B IIOMY JIOCJII/DKEHHI 4epe3 MPHU3My HOHSTTS «EKCIepUMEHT». EXcriepuMeHT 3aBkau OyB Ta € HEBiJ €MHHM
ACIICKTOM JTFOICBKOT IISUTBHOCTI B yCiX 11 pi3HOBMAax. BHUsBIEHO, 110 32 yMOB, KOJH TBOPYHI MPOIEC HE
3a3HA€ SIKMXOCh CTOPOHHIX BIUIMBIB, 30KpeMa iJIEHHO-TIOMTHYHNX, EKCTIEPUMEHT € OPTaHIYHUM CKIIATHUKOM
apXITEKTyPHO-IM3aiHEPCHKOI CHCTEMH (popMOyTBOpeHH. OOTpyHTOBAHO, 10 OaraTOMaHITHHIA IIONTYKOBHH PYyX,
110 3IiHCHIOBABCS Y TBOPYOMY CEPEIOBHII PAITHCHKOT 10OH, OyB B3aeM03B’s13aHUM. TBOPYI Ta KOHIIETITYaIbHi
JIOCSTHEHHSI IIMX EKCIIepHMEHTAJbHUX IOIIYKIB OylM Ha PiBHI CBITOBHX IOCSATHEHb y MOAIOHMX Hampsmax.
OHaK «eKCTIepUMEHTaTbHO-TIONIYKOBa JIA00PaTOpish» paITHCHKOro nepiory Oyiia HaaTo BilipBaHa Bijl peabHOTro
JKUTTS, OpieHTyBanacs Ha (opMasbHi 3acajy, ifel Ta NMPUHIMIN pedeil, 3aMiCTh KOHKPETHHX MPEAMETIB 41
iX TIPOEKTIB y 3aBepIIeHOMY BHIIIAAL. JlOCTIKEHHA TaKOK ITOKA3ajo, IO TEXHOJIOTIA (OPMOTBOPUOCTI Ta
(opMaNpHO-eCTETHYHA MOBA apXiTEKTypH Ta AW3aifHy MArOTh HEBHUEPITHI pe3epBH 30BHINIHBOTO 30aravdeHHs.
AKXTHBHI CTHKOBI TOIIYKH, SIKI TPHBAIM MPOTATOM BiTHOCHO KOPOTKOTO IIEpiONy, MOKA3aid el MOTEHIIiall.
OIHMM 13 OCHOBHMX HACHIKIB JiSUIBHOCTI PaJsTHCBKOI «EKCIIEPUMEHTAIBHO-TIOIIYKOBOI Jlaboparopii» Oyna
MATBEp/KeHA ToTpeda pearizaiii MEeBHUX (YHKIIH yMOBaMH OOMEXEHb, IIO XapaKTEpPU3YBATH KHUBHIDY
potiec (JOpMOYTBOPEHHS MIPEAMETHO-IIPOCTOPOBOIO CEPEIOBHILA. BUsIBICHO, 1110 eKCIIEPUMEHTANIbHI HAIPSIMK
B IU3aiiH1 apXiTEKTYPHOTO cepeioBHiIa B YKpaiHi pyroi mon. XX cTomiTTs BioOpaskaiy IMMPOKUIA CIIEKTP 3MiH
y CYCIIUIBCTBI, KYJIBTYpi Ta NOJITHI[. BOHM BIIIMBaIM Ha PO3BUTOK apXiTEKTYpPHOTO CEPEIOBHIIA, CTBOPIOIOYH
HOBi IHHOBAIIIi{HI MTiIXO/TM IO MPOEKTYBAaHHSA Ta OyIIBHUIITBA, @ TAKOXK BiT0Opaskai HAIIOHATBHY 1IEHTUIHICTD
Ta KyJIbTYPHY CHIaIIINHY YKPATHILB.

Knrouosi cnosa: nuzaiiH apXiTeKTypHOTO Cepe/lOBHINA; NMPAKTHKH JAW3aifHy; iCTOpis IHU3aiiHy; eKCIIEpUMEHT;
eKCIIepHMEHTaJIbHE MPOEKTYBAHHSI; KOHIICIIsS IPOCTOPY; TeOMEeTpis; (POpMOTBOPEHHS; OiOHIKA; pasHCHKUI
nepion
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