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JIO MIUTAHHA ITPO BUHUKHEHHS ITIPOMUCJOBOI'O TU3AWHY
HA MOCTPAJAHCBKOMY ITPOCTOPI. BIUVIUB KOHCTPYKTUBIZMY

Y cmammi  Oocnidoiceno numanns npo  6naue KOHCMPYKMUGIZMY HA  (OPMYBAHHS.
NPOMUCT08020 OU3AUHY HA NOCMPAOAHCOKOMY npocmopi. Posenanymo ocobausocmi cmanosieHHs i
PO3BUMKY Yb020 Npoyecy 3 RNO3Uyill mepminonoziuno2o o00IpyHmysantus. Oxapakmepuz08aHo
CMUCNI08e HANOBHEHHs NOHAMMA ‘KOHCMPYKmMugizM” 3 noensady Oeaxkux meopemuxie mozo yacy, da
MaKoxc ix cnpoou NOULYKy CUHIE3Y Midc MUCMEYMBOM, npayero i 8upobieHoo npoodykyicro, y npoyeci
aK020  popmyeanocs — “‘eupobHuuwe  Mmucmeymeo’, WO  MOJCHA  88aAdNCAMU  CBOEPIOHUM
npomoousaiinom XXI cmorimms.

Knrouoei  cnoea:  npomucnosuti  ousaiin,  6UPOOHUYE — MUCMEYMBEO,  (PYyMypusm,
KOHCMPYKMUBIZM, CMUiIb08a cucmema.
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K BOITPOCY O MOSBJEHUU ITPOMBIINIJIEHHOI'O TU3AMHA
HA NIOCTCOBETCKOM ITPOCTPAHCTBE. BJIUSAHUE KOHCTPYKTUBU3MA

B cmamve uccnedosan eonpoc o0 GnuAHUU KOHCHIPYKMUGUIMA HA  (QopmMuUposanue
NPOMBIUIIEHHO20 OU3AUHA HA NOCMCOBEMCKOM npocmpancmee. Paccmompenst  ocobennocmu
CMAHOBNIEHUs. U PAa3sUmMus. 9mo20 npoyecca ¢ NOUYUL MEPMUHONIOSUYECKO20 0DOCHOBAHU.
Oxapakmepu308aH0O CMbICI080€ HANOIHEHUe WNOHAMUSL KOHCMpPYKmuUeusm” ¢ mMOYKU 3peHus
HEKOMOPbLIX MeopemuKo8 mo20 6peMeHl, a MaKx#ce UX HNONGIMKU HOUCKA CUHME3A MedlcOy
UCKYCCMBOM, mMpPYOOM U NpOU3BEOeHHOU HNPOOYKyuell, 8 npoyecce KOMOpo2o GopmMuposanocsy
“npouzeodcmeennoe UCKyccmgo”, UMO MOJCem CUUMAmvCsi C80e0OPA3HbIM  NPOMOOUIAUHOM
XXI sexa.

Kniouesvie cnoga: npomvluinenHulii Ou3aiiH, NpOU3B0OCMEEHHOE UCKYCCMBO, DYmypusM,
KOHCMPYKMUBU3M, CIUNIEEAs. CUCMEMA.
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THE EMERGENCE OF INDUSTRIAL DESIGN IN THE POST-SOVIET AREA.
THE INFLUENCE OF CONSTRUCTIVISM

The beginning of industrial design’s formation (“production art”) started in the 20’s years of
the last century. As it was the time of ambiguous and controversial phenomena, the further refinement
and clarification of theory based on factual data is required. At that time the concept of new relations
between art and production was developed, as well as its ideological saturation and functional
purpose. One of the key elements in this concept is the phenomenon of constructivism and its impact
on the emergence of industrial design in the post-Soviet space.

These fundamental and often irreconcilable complexities and contradictions can be traced in
numerous articles of theorists: N. Punin, B. Kushner, A. Ghan, M. Ginsburg, N. Chuzhak and others.
Each of them has a personal point of view in terms of semantic content of “constructivism”. Their
vision of constructivism is essential for reconsidering and refinement of those processes in context of
socio-economic and cultural formations of that time.

The aesthetics of artistic designing was based on rejection of artistic idea as well as
decorative elements and other old forms of art so orientation towards the functional requirements in
everyday things was the priority. It was happening due to the fact that old forms of art represented a
certain social position of human in a society where the relations of people are often replaced by the
relations of things. Another reason for abandoning the artistic forms of past also has to do with the
social area of that time when useful things were opposed to pieces of art associated with luxuries that
were unacceptable in those difficult and contradictory conditions of life.

The theoretical support of “constructivism” term was provided by Oleksiy Ghan and his book
“Constructivism” published in Tver in 1922. A. Ghan and his followers understood constructivism not
only as “conventional” art, but as “intellectual and material production” associated with science and
technology, which is the basis of industrial design of today.

Thus, the formation of “production art” in the 20’s of the twentieth century went under the
significant influence of constructivism. There are also some several conflicting points regarding the
phenomenon of constructivism, namely the primary meaning of this term. Some researchers focus on
the formal side of constructivism than on its social content. Meanwhile, there are several substantive
levels of perception of constructivism, namely the connection with technical construction, connection
with the structural organization of work of art, which also represents a certain construction;
connection with construction process, for example, with methods of engineer’s work; connection with
the purpose set by organization, that is, the construction of subject environment.
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This multilevel semantic diversity of “constructivism” term also reflects the wide range of
phenomena covered by this concept. It has more than a purely stylistic sense, for example in design
and architecture, and cannot be linked to the literal manifestation of an object’s construction. As
S. Khan-Magomedov have noted, constructivism, first of all, was understood as a new method of
designing. In other words, it is essential for solving problems of shaping, and the process of form
creation is fundamental in design, especially in industrial design.

Keywords: industrial design, production art, futurism, constructivism, style system.

[Mouatox ¢GopMyBaHHS NPOMHCIOBOTO IU3aiHY, TOAI ‘“‘BUPOOHMYOrO MHUCTENTBA”, Ha
HAIIMX TEPUTOPisAX mpunanae Ha 20-Ti poku MuHYyJOro cromitts. [loamii Toro uacy, mo HaBiTh
CHOTO/IHI MOXYTh CIPUMMATHCA HEOJHO3HAYHO 1 CYIIEpedIMBO, a TOMY NOTPeOYIOTh 10AaTKOBOI'O
YTOYHEHHS 3 YypaxyBaHHSIM (AKTOJOTIYHUX JaHUX, TMOCIYXWIH ICTOTHUM UYHHHUKOM Y
pPO3pOOJICHH] KOHIIEMII HOBUX BiITHOCHH MHCTEITBA 1 BUPOOHUIITBA, i3 TICBHUM 1JICHHUM
HAaCWYCHHSIM Ta (YHKIIOHATbHUM Tpu3HaueHHsAM. OpHIEI0D 3 TakuX TOAIH € sSBUIIE
KOHCTPYKTHBI3MY 1 HOro BIUIMB Ha BHHUKHEHHS IPOMHUCIOBOTO AM3aiiHy Ha MOCTPAASHCHKOMY
IPOCTOPI.

Li ckmagHOCTI Ta MPOTHPIYYs MOXHAa TPOCTEKUTH B YHCICHHUX CTAaTTAX HACTYIHHX
JTOCJTI THUKIB: M. Ilynina [4], b. Kymaepa [5], 0. I'ana [2], C. Xan-Maromenoga [7],
M. I'inz0ypra [3], H. Uyxaka [8], M. AceeBa, b. ApBarosa [1] # inmux. Lli cTaTTi 7ar0Th MO-HOBOMY
NOIJITHYTH Ha IMPOLECH, IO BiOYBAINCS TOAI, 3 OTJSLYy Ha COLIANbHO-€KOHOMIYHI Ta KyJNbTYpHi
(dopmariii, npuTaMaHHi TOMY 4Yacy.

MerTa cTaTTi — BUCBITINTH BIUTHB KOHCTPYKTHBI3MY HAa BUHUKHEHHSI IIPOMHUCIIOBOTO JIM3aiHY
Ha MocTpaasHCbKOMY IpocTopi y 20-X pokax XX CTONITTS, PO3IISIHYTH 0COOIMBOCTI CTAHOBJICHHS 1
PO3BHTKY LIBOTO MPOIECY 3 TO3UIIH TEPMiHOJIOTIYHOTO OOTPYHTYBaHHSI.

IneosioriuHo0 6a3010 A (OPMYBaHHS MMPOMHUCIOBOTO JU3aliHY TOTO 4acy — “BUPOOHHYOTO
MUCTENTBa”, HANOYaTKy ciayryBamu imei gyrypusmy. DyTypusm sK sBHIlle BUHUK y Pociiichkiii
iMmepii B mepmoMy AecATWITTI XX CTONITTS, Ta, 32 TBEPKEHHSAM CYYacHUKIB, Hamarabcs
MOTJIMHYTH POCIMCHKUHN IMIPECIOHI3M 1 CHMBOJIi3M, JOBIBIIM iX JI0 JIOTIYHOTO 3aBEpIICHHS. 3a TPOXH
OinpIe K AECATUPIYHUI TEpMiH CBOTO iCHyBaHHS (pyTypH3M IMPOWIIOB KiJbKa €TaIliB PO3BUTKY,
MMOYMHAIOYN 3 JIaDOpaTOpHO-(POPMATFHOTO, KOJM CTaBCS MPOPHUB Y 3MiHI BHKOPHCTOBYBaHWX
300paXyBaJbHUX 3ac00iB; TPUOYHO-TUTAKATHHUN €Tam, M0 BiJ3HAYMBCS BHUHUKHCHHSM y MUCTEITBI
NEPHIMX PEBOJIOIIHHO-TIPOJIECTAPCHKUX 3MICTOBHOCTEW; Ta KIHUEBHH €Tam 3JIMTTA MHUCTELTBa 3
BUpOOHHUIITBOM [8, c. 19].

3rogoM wi izmei TpaHcmoBanucs B kypHanmi “JIE®” (xypnan JliBoro ¢poHTYy MHCTEUTB mif
penakuiero B. MaskoBcbKOT0), M0 i CTaB TOJOBHHUM PO3MOBCIOMKYBadeM iJeil LbOro HOBOTO,
“BHpOOHMYIOTO MHUCTENTBA . Y TepmomMy, 6epe3HeBOMy HOMEPI KypHATy, 1o BHUAMIOB y 1923 pori,
OyJa 3aexiapoBaHa nmporpama i Hboro GpoHTy, Horo imeosoridna miardgopma. Y KiJIbKOX po3aijaax
NpOrpaMu y4acHHUKH Mpolecy c(hOopMyIIIOBajIl OCHOBHI 3aBIaHHA i HAMITWIIM LUIAXH 1X JTOCATHEHHS.
Y miacyMKOBiM YacTHWHI IIHOTO JOKyMeHTa OyB chopMynboBaHWN 3akiIWK 1 10 MaHOyTHIX
“nmu3aiiHepiB’:

“Konctpykrusicti! <..> CTOITh MUTAaHHS MPO caMe iCHYBaHHs MUCTEUTBa. KOHCTPYKTHBIZM
NOBUHEH CTaTH HaWBUILOI (OPMaIbHOIO 1HXKEHEpi€lo YChoro JKHUTTS. KOHCTPYKTHBI3M B
pO3irpyBaHHI MAaCTYIIMX MacTopaieit — aypHuisd. Harri imei moBMHHI PO3BMBATHCS HA ChOTOIHIIIHIX
peuax” [1, c. 10].

Came ¢yTypusM Ta HOro mposiB y CYCHUIbHO-KYJIBTYPHOMY JKUTTI KpaiHH CHpUSB
BUHHKHEHHIO KOHCTPYKTHBI3MY, IO MOXXHA BB&KaTH iCTOPHUYHMM (YyHIAMEHTOM Cy4YacHOTO
NPOMHCIIOBOIO JM3ailHy B YCiX MOCTPaJsSHCHKUX KpaiHaX, CTHJICYTBOPIOBAIBHOIO MpPEATEdeto
CBOTOITHINIHBOT (POPMOTBOPUOCTI CydacHUX HW3alHEpiB. 3BHYANHO, el CTHUICYTBOPIOBAIHHHMA
dhyanamenT, 3axmangennii y 1920-Ti poku 3a BHPIMIAIBHOI POTi KOHCTPYKTUBI3MY ((pyHKIIOHATIZMY),
YTBOPUB CTHJILOBY CHUCTEMY HE Ha OJIHE MOKOJIHHS i, MOXKJIMBO, HE Ha OJlHE CTOMITTS. XX CTONITTS
MUHYJIO T[T 11 raciiaMu, TJIaBHO TIEPECyBAOYNCh Y TPETE TUCTIOMTTA. LIinKoM MOXIHBO, 110 Tak Oyze
TPUBATH 1 Jalli, OCKUIBKH HIYOTO MPHUHIIAIIOBO HOBOT'O B NMUTAHHSX CTHIIE- Ta (POPMOYTBOPEHHSA y
HABKOJHMIITHHOMY IPEAMETHO-IIPOCTOPOBOMY CEPENIOBHIII, LI0 MOXKHa Oylno O MpPOTHUCTaBUTH
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3aKJaIeHIl y TI pOKM CTHJIBOBIM CHCTEMi KOHCTPYKTHBI3My, CTBOpeHO He Oymno. Bechb wmeil wac
Ju3aifHepy 30aradyBaiiil i PO3BUBAIM MIiAXOAHM 10 (OPMOYTBOPEHHS, 3amporioHoBaHi B 20-Ti poku
MUHYJIOTO CTOJITTSI.

Bapro 3a3maumtn, mo 3a medl wac Oyno 3poOiieHO Kimbka crnpo0d BimiTH  BiA
CTHJICYTBOPIOBAIEHOTO CTPIIKHS KOHIEMIIT KOHCTpYKTHBI3MY. [lepmra cripoba mpumamae Ha 1930-i
poku, micist Benukoi nenpecii y Crionydenux Illtatax AMepukn Ta TOB’S13aHOIO 3 HEIO €KOHOMIKOIO
€BporH, KO XBIJISL HEOKIIACHKH MPOKOTMIIaca OarathMa KpaiHaMu. Toi mie Oy sKHBi CITOTaAH PO
MOJIEpPH TOYaTKy CTOJNITTS W aKTUBHO IPAIFOBAJIM NPEICTaBHUKM IIi€l Tedii, aje I mepiia XBHIISA
CTHJII3alil 1 eKIeKTHKM TaK 1 3aJIMIIMIACH ICTOPUYHHM IUIACTOM Y 3arajbHid MHCTEHTBO3HABYIH
napaaurmi. Jpyra XBuis TpaJMIiOHANICTCHKOI cThmizaulii BigOyiacs B 1950-Ti poku, mepeaycim y
CIIIA, Ha xBWji iHTEpEeCY A0 KOCMIYHUX JOCTIKEHbB, 1 K PE3yJIbTaT, KOMEPIIHHOTO BUKOPHUCTAHHS
HoBUX MarepiaiiB. Came B ueil yac (1959) Oynu cTBOpeHi “iKOHH~ aBTOMOOIILHO-a€POKOCMIYHOTO
mm3aitny Cadillac Series 62 convertible and Eldorado Seville, Chevrolet Impala Sport Coupe, Imperial
LeBaron Charles Schridde Ta iamri. A e panime, B 1950 porii, au3aitaepn me0miB Peit 1 Yapnes Im3u
(Charles & Ray Eames) 3amourakyBanu konekiiro “Eames Plastic Side Chair”, 3 axoi “Fiberglass
Chair” GyB HepIINM IIaCTMKOBHM CTiIBIIEM, 3allylIEHMM Y MacoBe BUPOOHMITBO. Moro cBopumu y
nBox Bapiantax: DSR (Dining Height Side Chair Rod Base) — 3 metaneBumu Hixkkamu i DSW (Dining
Height Side Chair Wood) — 3 mepeB’sSHUMH HIXKKaMH, i BiH OZpa3y CTaB KyJbTOBHM IPEIMETOM
meOmiB XX cromitrsa. ChOroAHI Iei CTiTelh MOXHA TO0AYUTH B 0araThOX iHTEp’€pax MPHBATHOTO
KUTIA Ta FPOMAJCHKHUX MIPOCTOPIB.

Crumictruni Metamopdo3u 1980-x 1 HACTYIHHX POKIB YK€ HE MPOTHCTABIISIOTH, K 1HIII,
BUXiZIHUM KOHIIEMI[iAM KOHCTPYKTHBi3My. IX MOXHa po3IisjaTd i SIK MOMIYK “CBOro oOimdus’”
OKpeMux nu3aiiHepiB (“uytreBuil miniManizM” Kapima Pammna (Karim Rashid), 1 ssk cBoepinni TBOpUi
NparHeHHs Ta TOPUBH B yMOBax TpynHoOUIB Yy cdepi popmoyrBopeHHs (biomopdizmM CaHThSro
KanarpaBu (Santiago Calatrava) abo 3axu Xazin (Zaha Hadid), i six cnpoOy 3anmpornoHyBaTH HOBY
CTHJICYTBOPIOBaJIbHY KoHUemnuito (rpyna “Memodic” (Memphis Group), “Apxizym” (Archizoom) Ta
iHMIi). Anle OKH 110 OLTBIIICTh MU3aliHepiB 0aunTh BUXIJ Y TO€AHAHHI €KJIEKTUKH 1 JEKOPATHUBI3MY;
HaifyacTimie e CrpalboBy€e — €KJIEKTHKA 1 JEKOPATUBI3M sIK Taki eeKTHUBHI i, 63 CyMHIBY €(eKTHI.

[Ilomo TepMiHOIOTIi, TO MOHATTS “eKJIeKTHKa” OyJI0 OHOBJIEHO Ha “‘(h’10xeH/] rokH” (aHrdi.
Fusion, 3muTTss — cTWibh B apxiTekTypi W nu3aiiHi iHTep’epy, IO XapaKTepHHH ‘‘TIO€THAHHIM
HETNOEAHYBaHOTO”, TOOTO 00’emHye B c0OI aOCOJIOTHO Pi3HI €IEMEHTH 3 PI3HHX CTWIiB). AOO,
HANPUKIIAI, “MiHIMaII3M”, 10 ChOTOHI MMEPETBOPHUBCS HA “NTOPT”. AJie I CEPHO3HOTO CTBEPKIACHHS
PO BUHUKHEHHS HOBOI CTHJILOBOI NMapaJurMH IbOTO IMOKH IO HEJOCTATHHO: IIe, pajIle, BU3HAHHS
(yHIaMeHTaIbHOT OOTPYHTOBAHOCTI CTHIIBOBOI CUCTEMH, 3alIPONOHOBaHOi 11e B 1920-Ti pokw.

3rajaHa CTHILOBA CUCTEMa Ta i1 CTpiMKE BIPOBAIKEHHS Y Pi3HI BUIM XYIOKHBOI TBOPUOCTI
PI3KO 3MIHWJIM BUIJISAA MPEIMETHO-IIPOCTOPOBOTO CEPENOBHINA, NMPH LOMY IMPAKTUYHA CTOPOHA
mporrecy moTpedyBaia HAyKOBOTO OCMHUCIICHHS 1 TEOPETHIHHNX ycTaHOBOK. Came ToMy B Oepesni 1920
poky B Mocksi OyB opranizoBanuii [HcTuTyT XynoxHusoi kynsTypu (IHXVYK), mo niss zo 1924 poky.
ITopsim 3 HAYKOBO-AOCIITHOIO POOOTOI0, SKY 3MIHCHIOBANIM B IHCTUTYTI, ISl OpTaHi3aIlisl TaKOoX
MpeACTaBIsLIa TBOpYE OO0’€MHAHHA KUBOMHCIIB, TpadikiB, CKYJBITOPIB, apXiTEKTOPIiB 1
MHUCTELTBO3HABLIB, K1 3aiMaIUCs MUTaHHSIMH Teopii Ta icTopil XyA0KHBOI KynbTypH [7, c. 134].

Metoauka gocmimpkeHHs B mporpami  IHXVYKy, mo pospoous B. Kanguncekui,
30cepe/KyBaacsi Ha BUSIBIICHHI 3aKOHOMIPHOCTEH BILUIMBY TBOPIB MHUCTEITBA HA JIIOAWHY, TAaKOXK y
nporpaMi OyJiM HaMideHi TUIAaHW JOCHI/PKEHHsI 3ac0o0iB BUPA3HOCTI PI3HMX BWJIB MHUCTEITBA Ta HE
MEHII BEJIMKE 3HAYCHHS HAJaHO TOIIYKOBI aHAJOTrii 3aco0aM BIUIMBY OJHHMX BHJIIB MHCTELTBa Ha
IHIII.

SKmo crnoyaTKy AisUTBHICTE [HCTUTYTY XyIOXKHBOI KyJIbTYpPH TpUBANA Wi BIUIUBOM “TiBHX
Te4iil B 00pa30TBOPYOMY MHCTENTBI (O€3MpeIMEeTHOTO Ta 1HINNX) i CTABWIJIA 3aBIAHHS JOCITIKCHHS
(hopManpHHUX 3aCO0IB Pi3HUX BHUJIB MUCTENTBA (MY3UKH, T€ATPY, KUBOMHUCY, Tpadiku, CKyIbINTYPH i
iHmmx), To 'y 1921 poui B IHXVYKy BinOysocs po3mMeskyBaHHS MK MPUXHIbHUKaMU i€l popmanbHOT
MPOTPaMH i THMH, XTO TIParHyB 3aCTOCYBAaTH PE3yJbTaTH TECOPETUYHUX YCTAHOBOK 1 €KCHEPHMEHTIB
ycdepi XyAOKHBOI TBOPYOCTI B  TIOBCAKICHHIN TPaKTUYHIA  JiSUTBHOCTI, 30KpeMa B
npoMucIioBocTi [7, ¢. 136].
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Came Tozmi B IHXVYKy cknanacs “Ilepmia poOoua rpyna KOHCTPYKTHBICTIB”, fKa 3aiiMaacs
TEOPETUYHUM  PO3POOJICHHSAM TPOOJIIEM KOHCTPYKTHBI3MY 1 BHPOOHMYOTO MHCTENTBA Ta
EKCIICPUMEHTYBaHHAM Yy Taly3i XyJI0KHbOIO KOHCTpYyrOBaHHsS. Skiio mepine ogimiliHe 3acigaHHs
MOCKOBCBKOI I'pyny KOHCTPYKTHBICTIB natoBaHe 18 Oepesns 1921 poky, To HeodiuiiiHi 3i0paHHA
inimiatuBHoro siapa — O. M. T'an, O. M. Poguenko i B. ®@. CrenanoBa BigOyBamuch i paHilie,
23 moToro, 3 0OroBOPEHHSIM MPOTPaMHUX Ta OpraHi3aliiHUX MUTaHb TPYIH [7 c. 138]. HpOTOKOH
unx 300piB € nepHmM i3 yHMcna BIIOMHMX JOKYMEHTIB, Ji€ BXKUTO TEpMiHM “KOHCTPYKTHUBI3M™ 1

“KOHCTPYKTHBICT .

i inei BupoOHMUYOro MucrenTsa, mo nepeaxanu B IHXYKy 3 1921 poky, manu Benukuii
BIUIMB Ha TEOPETHYHY 0a3y KOHCTPYKTHBI3MY B Pi3HHMX BHJaX MHUCTEUTBA: KiHO, moiirpadii, Tearpi,
JiTepaTypi, 3apOoKyBaHOMY TOJII AwM3aiiHi. B OCHOBY ecTeTHKH XyIOXHHUKIB-KOHCTPYKTHBICTIB OyI0
MOKJIa/IEHO 3allepeueHHs XyA0KHBOIO BUMHCITY 1 MPUCYTHOCTI AEKOPATHBI3MY Ta iHIINX CTapuXx GopMm
MHUCTENTBa, TOOTO [OMiHyBaja Opi€HTauis Ha (QYHKIIOHATBHI BUMOTH B MoOyTOoBUX peyax. lLle
OB’ s13aHO, HAacaMIIepe I, 3 THM, 0 CTapi XyZoXHi (OopMH yOCOOTIOBAIH ITEBHE COIliahbHE CTAHOBHIIE
JIOAVHHA B CYCIUIBCTBI, i€ CTOCYHKHM JIFOAEH HEpiIKo MiAMiHIOBaTM cToCcyHKamu pedeit. llle omgHa
NpUYMHA BiAMOBH Bil XyJ0XHIX ()OPM MHHYJIOTO TaKOXK IMOB’s3aHa 31 COLIANBHUM ITOJIEM Ti€l ernoxwu,
KOJIM KOPHUCHI pedi MpOTUCTABIUIM TBOPaM MHCTELTBA, acOLiOBaHUM i3 MpeAMETaMH PO3KOIL, IO
OyJI HEAOITYCTUMI B THX CKJIATHUX 1 CYNEPEUTUBUX YMOBAX JKUTTI.

TepMmin “KOHCTPYKTHBiI3M~ CBOIM TEOPETHUHHM OOIPYHTYBaHHSIM 3aBlsuye OnekcieBi
Muxaitnopuuy I'any. B 1922 poui y Tsepi Oyna onyOnikoBana kuura O. M. 'ana
“KoHCTpyKTHBI3M” — CBO€EpiIHUIT MaHiheCcT HOBOI PEBOJIONIHHOI TBOPYOCTi, /e 30KpeMa HIIIOC:
“Y KOHKpeTHI O0OCTAaHOBIII HAIIOTO JHSA CIOCTEPIracThesi TSOKIHHSA B CEPEJOBUINI  MalCTpiB
PEBOIIIOLIMHOTO MHCTEITBA Y OIK TEXHIYHOTO PO3KBITY 1 COIIIAIbHOTO OCMUCIEHHS CBOEI TIparli.
Bucrynae KOHCTPYKTHBI3M — CTpPYHKE IUTS I1HIycTpiajdbHOI KynbTypu <..> [lounmHaeThCcsi HOBe
JTOYUCIIEHHS 3 25-T0 x0BTH: 1917 poky” [2, ¢. 19].

I"an i #i0T0 MOCTITIOBHUKHU PO3yMLTH KOHCTPYKTHBI3M HE TIJIBKH SIK “yMOBHE” MHCTEITBO, a 5K
“iHTeNeKTyalbHO-MaTepialbHe BHUPOOHUIITBO, TMOB’s3aHE 3 HAYKOK 1 TEXHIKOIO, IO CHOTOMAHI €
0a30BOI0 TOYKOIO AOKJIJaHHs IIPOMHUCIIOBOTO U3aiHY.

He menm Baromwuii BHeCOK 3poOHMB iHmMI TeopeTuk — Moiicelt SkoBuu ['iH30ypr y KHH3I
“Crunp Ta emoxa” 1924 poxy BumanHsA. Ha qyMKy 1IbOTO TEOpeTHKA, KOXKHUM BETUKANA CTHIIH 3aBXKIN
3aJIeKHUTh BiJl YMOB CBO€T €IIOXH Ta BioOpakae XapaKTepHUH il eCTeTHYHUH ieal, iHIIMMH CIIOBaMH,
NpUYMHHA 3aJISKHICTh MK pealbHUMHU JKUTTEBUMH (PAKTOpaMH i CUCTEMOIO XYIO0KHBOTO MHUCIICHHS
JIOOVHA, a TakoXX (OPMATBHOIO TBOPYICTIO XyHOXHHMKa Mae Oyt BpaxoBaHa [3,c.17]. Bapro
3a3HAa4YUTH, 10 epur TeopeTryHi Bukianku M. . ['iH30ypra moao Teopii KOHCTPYKTHBI3MY Oyiu
0a3oBaHi CyTO Ha 3MICTOBOMY 3HA4€HHI LBOrO TEpMiHa, TOOTO PO3KPUBAIM TUIBKM NPOOJIEMH
B3a€MOIIT KOHCTPYKINT 1 apxXiTeKTypHOi (HhOpMH, BH3HAYAIOYM WOTO SK “OMHY 3 TpaHEH cydacHOi
eCTeTUKH’, “OdHYy 3 OCOOIHMBOCTEH, IO BXOIWUTh Yy XapaKTEPHCTHKy HoOBoro ctmwio” [3,c. 123].
3rogoM y fioro po6oTax 1ei TepMiH CTaB OLIbII y3aralbHIOBaJIbHUM Ta BCEOCSHKHHM.

IIponoBxeHHsAM MaHiecTaIliil i1eli KOHCTPYKTHUBI3MY CTam eKcrioHaTH “Ilepmroi pociiichkoi
xynoxuboi BuctaBku” (Die erste russische Kunstausstellung), 1o Oyna opraHizoBana y »oBTHI 1922
poky B OepmiHchkiii ranepei Ban JlimeHna. BucTtaBka cTana BaKJIMBUM €TarioM Yy pO3BHUTKY BiIHOCHH
MK paasHcekoro Pocieto ta Himeuunnoro. OOKIagMHKY BHCTaBKOBOIO KaTajlory BHKOHaB Eib
Jlucunpkuit (Lazar Markovich Lissitzky; 1890-1941). VYV mnepeamoBi 10O KaTalory BHCTaBKA
ynoBHoBakeHnit Hapxomocy xyaoxuuk Jl. ltepenbepr naromocus: “Llum mpuiznom mMu cTaBUMO
co0i 3a Mery mokaszatu 3axigHiii €Bporlli Bce Te, IO MOXE JaTH YSIBJICHHA MPO TBOPYi 3700yTKH
POCIMCHKOI0 MUCTEIITBA BIHCHKOBHUX 1 PEBOIIOILIIMHUX POKIB” [6, ¢. 52].

s Pansacepkoi Pocii Oyiu BaxInBi Oy b-sIKi aKIlii, CIPSIMOBaHI Ha 3MIIIHEHHS i MO3UILi Ha
MDKHApOJHIA apeHi, ToMy B KBiTHIi—TpaBHI 1923 poky 1 BHcTaBKa mepeixana y Cremenmik-My3eit:
Micbkuii my3eir Amcrepaama (Stedelijk Museum). Takum 4mHOM, MOXXHa BBaXKaTH, 10 B €Bpori
TEepMiH “KOHCTPYKTHBI3M~ BWUHHK jumie B 1922 p., i TaMm #oro o3By4HB, CyAsiud 3 ycboro, Emb
Jlucunpkmit. Came BiH BuiXmKaB Toxi 3 PamgsgHcekoi Pocii B Himewunny i @panmiro. I came iomy
O. M. I'an nepenas [Iporpamy i 3HIMKH POOIT KOHCTPYKTHUBICTIB.
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Otxe, “BupoOHMYe MuctenrBo” y 20-x pokax XX cTONITTA (QopMyBajocs Mmif iCTOTHUM
BIUIMBOM KOHCTPYKTHBI3MY. CBOIOIO Yeproro, 100 SBUIIA KOHCTPYKTUBI3ZMY MPOCTEKYIOTHCS KilbKa
CYMepewIMBUX aCIEKTIB, 30KpeMa MEPBUHHUN CEHC I[bOro TepMiHa. JlesKki MOCIITHUKH aKIECHTYOTh
yBary pajumie Ha popmMarbHOMY 00Ili KOHCTPYKTHBI3MY, HiX Ha HOTO collialkHOMY 3MicTi. TUM dacom
€ KiTbKa 3MICTOBHHX pIBHIB CHPUHHSATTS KOHCTPYKTHBI3My, a came 3B’S30K 13 TEXHIYHOIO
KOHCTPYKIII€I0; 3B’S130K 31 CTPYKTYPHOIO OpPTraHi3alli€l0 XyI0KHBOTO TBOPY, IO TaKOX MpPEACTaBIISE
NeBHY KOHCTPYKIIIO; 3B’S30K 13 TPOILECOM KOHCTPYIOBAaHHS, HANPUKIAA, 3 METOJAaMH poOoTH
IHXKeHepiB; 3B 430K 13 3aBJaHHIM Ti€i 4u iHIIOI opraHi3aiii, TOOTO KOHCTPYIOBaHHS IPEIMETHOTO
CepeOBUIIA JTIOJUHU.

s OaraTtopiBHEeBa 3MiCTOBHAa Pi3HOMaHITHICTh TepMiHA “KOHCTPYKTHBI3M™ TaKOX CBiIYUTH
PO IIUPOKE KOJIO SIBHIII, SIKi OXOIUTIOE II€ TMOHATTSI. BOHO Mae OinbpIre HiXK CYyTO CTHIICTUYHHH CEHC,
HaNpHUKIaA, y AW3aiiHi i apxiTeKkTypi, Ta He MOXxe OyTH MOB’s3aHe 3 OyKBaJbHUM BHSBICHHIM
KOHCTPYKLii 00’ekta. SIk cBoro wacy 3asHaumB C. XaH-MaromenoB, y KOHCTPYKTHBI3Mi Oayuin
repenyciM HOBHH METOI TMPOEKTYBaHHS, TOOTO PO3B’S3aHHSA TMEBHUX IMpoOiieM (OpMOYTBOPEHHS,
a Iporiec CTBOpeHHs ¢opMH Ta poOOTa 3 HEIO € MEPIIOOCHOBOI0 B TU3aWHI SK TaKOMY, OCOOJIHBO
y IPOMHCIIOBOMY JTU3aiiHi.
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