s

YKPATHCBKI KYJIBTYPOJIOTTYHI CTY/II 1(6)/2020

TEOPETUYHA KynbTYPONOrina

YOK 008.74+1:712

Y. O. Butsykina, PhD, assistant professor
Taras Shevchenko National University of Kyiv
60, Volodymyrska Street, Kyiv, 01033, Ukraine

gudzenkozh@gmail.com

VERNACULAR DESIGN AS VISUAL PRACTICE OF URBAN SPACE ORGANIZATION

Article discusses specific status of the vernacular design in the visual style of the modern Ukrainian city, where indigenous
dwellers coexist with those who came recently from the country. The vernacular regions in Ukrainian cities are analyzed as
complex, eclectic and grass-roots. The vernacular design is understood within the complex cultural environment, where different

traditions and cultural identities coexist. The terms "vernacular life", "vernacular landscape” are explicated. The vernacular
landscape is interpreted in the context of the everyday human activities brought into the public urban spaces. The crucial
characteristic (amateur, brutal, trying to be visible and being invisible, economical, tactical, irrational, anachronistic) and the
main principles (constraint, thrift, durability, commonness) of the vernacular design are studied within the interpretive context of

urban culture collective identity.
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Formulation of the problem. Within the framework of
contemporary cultural studies of Ukrainian urban
landscapes and their spatial organization, attention is paid
to such widespread phenomenon as vernacular design.
This way of organizing urban space is more than
contradictory and often criticized by researchers and
intellectuals. On the other hand, vernacular design plays a
big role in the visual style of the modern Ukrainian city, and
transforms from unorganized and unregulated practices
into the status of official transformation of the city (in
particular, by companies responsible for the decoration of
public urban spaces and do it for budgetary funds).

Analysis of research and publications. Significant
contribution to the analysis of issues around the problem of
everyday experience, the experience of being in the city,
urban and vernacular design was made by such researchers
as J. B. Jackson, G. Huang, H. Lefebvre, L. Lofland,
G. Simmel, J. Krase and T. Shortell, K. Yu, Z. Wang. Applied
research of current practices of vernacular design in rural
and urban environments are conducted by A. Asadpour,
K. Bjornard, J. Palmer, E. Zielinska and J. Cieslak. Modern
researches of the Ukrainian urban space and the issues of
the vernacular environment in Ukraine are being conducted
by I. Gukalova, V. Miroshnichenko, E. Sarapina.

Purpose of the article. This article is devoted to the
analysis of the vernacular design practices in the urban
public spaces, their main characteristics and principles that
can help professional designers in profound visual
transformation of Ukrainian cities.

Exposition of the main material of the study. The
term "vernacular" is related with "native of..." or "common
to a location or region". It can be treated as a visual
reflection of different cultures and styles of living
combination in one city region, especially of a combination
of rural and urban post-soviet Ukrainian visual cultures.
Thus, within analyzing the vernacular design we can better
understand the complex cultural environment, where
different (often opposite) traditions and cultural identities
are implicit. But before this, there is a need to formulate a
context around this notion, that is a need to explicate the
terms "vernacular life", "vernacular landscape”, which lead
to the creation of the vernacular design and reaction to it.

The "vernacular life" usually refers to the mundane
urban development, the structure of streets and public
spaces — everything that comes into the lives of residents,
and this city is a temporary environment. As E. Sarapina
states that the vernacular life is "...the idea of mental
construction, which in some part coincides with the
physical space of the city" [3, p. 52].

This means that the city dwellers (with the specific
history of Ukrainian cities, such as Kyiv, that have an
eclectic architecture in the city center, transformed with the
new high-rise buildings) have their values, tied to a specific
urban landscape, which they usually remember from
childhood and are not ready for its radical changing. "The
vernacular environment is changeable and variative not
only because of physical changes in the city, but also
through transformation, made the inhabitants aware of the
"authentic" image of the city. Although the vernacular urban
environment means the modern construction, public
spaces and urban morphology, the dwellers often formulate
it, meaning the notion of architectural style" [3, p. 56].

The vernacular life means the continuous feeling of
comfort and identification with the space a person lives in:
"...the city dweller is aware that it is not as well known for
architectural value structures as the usual environment as
interaction of people with past and present, with buildings,
spaces and among themselves necessary in urban
dynamics and creates a spirit of life" [3, p. 57]. It's not
homogeneous and involves many different areas and
styles with different categories of people living there.
Though usually talking about a city we mean a center
historical area, which id the most popular for the dwellers
and the tourists. But different social groups of people in
the city have their different associations with the area:
"Vertical inheritance is a flexible way of describing the
historical values it shares a relatively small group of
people. It may be locally specific in style and subject
matter or familiar only to those who share a common
language and set of experiences" [3, p. 59].

That is why there is a common narrative of urban
vernacular areas evaluation and rating. V. Miroshnichenko
analyses this phenomenon using the example of Kharkiv
and its notion of prestigious regions for living (buying the
property) and the notion of vernacular region: "The prestige
of the vernacular region is formed by objective properties of
the urban environment, such as aesthetic attractiveness,
high level of social and transport infrastructure, good ecology
status and others, then becomes such a property that begins
to influence the mass behavior of people, becoming one of
the leading factors shaping demand for housing” [2, p. 125].

Speaking about the vernacular urban space, we should
compose the spiritual and utilitarian values of the people
living there, the main purpose of which is the spatial
identity. . Gukalova describes this notion in her research:
"...spatial identity is the lived or realized meanings of
subjective socio-geographical reality that shape a person's
sense of belonging to a particular space and society. It is
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not an aggregate of individual mental impressions, but an
awareness mediated by socio-economic, cultural and
political factors" [1, p. 27-28].

The priority relevance of interconnected consideration
of territorial identification and migration issues is due to the
lack of experience of the place as such without movement.
To better understand the space of one's life, people should
see it from the outside. It is the experience of travel, work
voyages (migration) that is significant in forming initially
objective ideas about your place of life: "...migration should
be considered not only as a process of mechanical
movement of the population, but also as a process of
moving people in "sections" of identities (professional,
linguistic, cultural, ethnic, etc.)" [1, p. 28].

Only identified with the territory they live in and the
territorial community, people get a need of fighting for this
territory, its unique and genuine view, of struggling for the
right to determine the boundaries of these territories.
I. Gukalova calls this "spatial identity consolidation"
important, because it "...requires the use of strategies to
construct it. Here are two possible directions, which differ in
what exactly the meanings are attributed to particular
territories: — a past-based authentication strategy, — creation
of new brands, myths, values based on existing resources
and history of development of the territory" [1, p. 29].

A space preserved and transformed by the people, who
live that and feel identified with it, can be called "a
vernacular landscape". This term is actively used within
social, cultural and urban studies. J. Krase and T. Shortell
"Urban spaces are filled with signs of collective identity. In
the physical environment, architectural details, commercial
signs, and graffiti, among other things, signify the flows of
people and culture. So too do social practices, such as
commercial transactions, socializing, and commuting in the
public spaces of vernacular ethnic neighborhoods" [6,
p.375]. The researchers argue that the vernacular
environment is always unstable and dynamic, as much as
the city life. "Vernacular landscapes are everywhere and
changing as a result of globalization, urbanization,
modernization, immigration, and other forces that create
layers, or palimpsests, of competing North American,
European, Asian, African, and Latin American cultural
artifacts. As people move from their home nation, they take
signs of their culture and implant these in their
neighborhood in the host nation through their social
practices. This includes everything from physical changes
in the built environment to their mere presence in the social
spaces of the new neighborhood. Immigrants generally
lack the power to recreate the valued spaces of their home
cultures, but their day-to-day lives are full of expressive
and phatic signs of their ethnic, religious, and class
identity" [6, p. 377]. This context can be seen as crucial for
the situation in Ukrainian cities, where indigenous livers
coexist with those who came recently, bringing with them
new values concerning the city and the region or their
absence. So, the vernacular regions of the cities of Ukraine
are complex, eclectic and often grass-roots.

A. Asadpour, analyzing the ideas of Krase and Shortell,
defies vernacular landscape as "...a combination of natural
and human structures in the context of the lives of ordinary
people that traditionally has been studied in rural and semi-
rural areas with a historical approach" [4, p. 2]. As the
researcher states, for qualitative analysis of the vernacular
environment, there should be an understanding of the
different philosophical, cultural, social, historical and design
contexts of the territory: "This interpretation of vernacular
landscape is highly semiotic, textual, and postmodern, and
as the ethnic and human races in the natural and climatic
context of their geographical and ecological regions

throughout history have been depicted, the contemporary
interpretation of the vernacular landscape is also a product of
marking of the variety of ethnic and race-linguistic groups in
the metropolises and global cities of the present era, which is
represented by neighbors and neighborhoods" [4, p. 9].

The vernacular landscape has to be interpreted only in
the context of everyday: with the everyday human activities
brought into the public urban spaces, that thus being
transformed, sometimes in a good way and sometimes not.
«In this view, the "urban vernacular landscapes" are
embodied in visual data of artificial space and social data of
urban neighborhoods. An opportunity that allows different
city groups to adjust the spatial identity, means changing the
paradigm of the native landscape from the "villages and
suburbs" to the "world or global city"» [4, p. 10]. Designers
have to deal with this situation and use the vernacular urban
practices as the visual communication of the city dwellers.

That is, Polish researchers E. Zielinska and J. Cieslak
presented a case of professional designers of post-soviet
Wroclaw, using the vernacular designs of local
entrepreneurs as a visual and social basis. For this, they had
to analyze the vernacular design practices to get the basic
characteristics of it: amateur, brutal, trying to be visible and
being invisible, economical, tactical, irrational, anachronistic.

Firstly, vernacular design is always made by amateurs,
not be the professional designers: "...it is mostly agnostic
to the language of professional design. It does not know of
the marketing terminology — that of effectiveness,
appropriateness, ambiance, brand awareness" [8, p. 118].
That is why it's always unpredictable in performance and
matching. The brutality of such a design is connected with
no historical and aesthetical context took in account by the
authors: "It is often described as eye poking. The subtlety
is seldom a mean of expression. The sense of humour is
often crude and sexist" [8, p. 120]. The vernacular design
has nothing to do with traditions and cultural values
connected to the territory. Visibility is very important for the
entrepreneurs that create the vernacular design because
that is how they see the success of the exterior designing
itself: «"Visibility" is probably the only principle that was
fully adopted from the mainstream language of branding,
and then driven to the extreme» [8, p. 120]. But the irony is
that such a shouting visibility is not seen by the people
because it usually turns into the visual noise: "...something
prevalent, invasive, persistent, but not worthy, devoid of
individual value, something that must exist around us, but
makes us turn our heads the other way. These rather
desperate and uncoordinated attempts to get noticed lead
to ever more visual chaos, where the individual messages
drown, and are even more ignored" [8, p. 120]. In Ukrainian
cities it is a common picture.

But the next characteristic — economical — is not always
relevant to the local specific design practices. For the
Polish researchers, in vernacular design "...used materials
are hardly ever considered for their quality or original
purpose, but rather, for how they can be refitted for use in a
current "project". Everything in vernacular sign making is
recyclable, all elements can be repurposed, and it often
seems that the nearby junk yard is the prime resource of
components" [8, p. 121]. In Ukraine, there are vernacular
design elements often made of expensive materials, or
those that should resemble expensive ones. And they are
vernacular because they are executed not professionally
and not qualitatively. That is why being tactical is another
important characteristic, because the vernacular design
elements are always created for the narrow purpose — to
attract the local target audience, here and now: "It does not
know of strategic planning. It does not care about the
broader context, or the past, or what will come after. It is an
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instant communication tool for here and now, using all
means available at hand" [8, p. 124]. All these characteristics
lead to the irrationality, anachronism as the main ones.

K. Bjornard, on the contrary, sees good and essential
characteristics in vernacular kind of urban designing,
analyzing it as a visual communication practice that would
help the professionals: "...it is a systematic method for
creation that can guide us toward more sustainable
practices. System thinking is a leading development in
contemporary design and those systems requiring the least
resources will best serve design on its path toward
sustainability. Vernacular design offers a valuable model as
its aim is accomplishing the most with the least" [5, p. 1].

The researcher proposes three main principles of the
vernacular design that help to transform the surroundings
and create a more profound territory identification:
constraint, thrift, durability. The first and second ones are
inherent to the local small entrepreneurs, because they
have no time, money and background to thrive for
something bigger: "The constraint of locality may limit
formal elements, materials, and size to vernacular builders,
but making choices inside the presented constraints allows
for innovation to take place outside of initial expectations"
[5, p. 2]. Though, there is always a durability present in it,
because such simple decisions are sufficient and
satisfying: "The long lifespan of buildings is part of what
allows them to grow, adapt, and evolve. With that comes
consideration of material and maintenance" [5, p. 3]. That
is why, the result of these three principles being applied is
the commonness of the elements and of the tastes of
people living in the neighborhood: "Common features
survive the passage of time when they are generally
understood as "good." Over vyears, the vernacular
incorporates more and more "good" features while
eradicating "bad" ones. While we (as professional
designers) cannot always behave as conservatively as
vernacular designers, that doesn't mean we cannot adopt
their "common" ideals of constraint, durability, and thrift" [8,
p. 5]. So, as K. Bjornard shows, there is a real way for the
designers to get helpful and inspirational characteristics of
the vernacular visual practices.

To continue this, J. Palmer analyses the rural
vernacular creative practices to see how they can change
the community, and to transfer it on the city: "... the notion
of the creative countryside has the potential to gain
credence. Such creativities are distinctively different from
highbrow or commercially driven creativities; they are
everyday creative activities that use local materials,
practices, and the specificities of the geographic location
within which they are created. They are interesting
because of the person/people, place, materials, and time
involved in their creation" [7, p. 239].

It deserves paying huge attention because in Ukrainian
cities there are a lot of cases of brining the rural vernacular
public space designing elements into the urban space,
because a lot of urban dwellers in Ukraine came from the
countryside and brought with them the special aesthetics
and values: "...a rural vernacular creativity that helps people
make connections — whether it is the producer or the
apprehender — and makes aspects of place and time visible
in ways that have the potential to change perceptions of
place and landscape. it is through this getting to know and
care about places that people begin to pay attention and
explore development options in more conscientious and
responsible ways" [7, p. 253]. J. Palmer is optimistic talking
about such practices, because they are realized consciously
and adherently. In Ukraine cities, we can see sporadic and
chaotic ways of applying it: either it comes from the city
government, or it is a grassroots initiative.

Conclusion

The term "vernacular" is related with "native of.." or
"common to a location or region”. It can be treated as a visual
reflection of different cultures and styles of living combination
in one city region, especially of a combination of rural and
urban post-soviet Ukrainian visual cultures. Thus, within
analyzing the vernacular design we can better understand the
complex cultural environment, where different (often opposite)
traditions and cultural identities are implicit.

The crucial characteristic of the vernacular design is
that it is practiced by non-professionals. Other main
characteristics of vernacular design are: (in)visibility and
visual pollution; chaotic; tactical approach; the aesthetics
of ugliness; the definition of local, everyday aesthetics;
popular in the developing cities, which seek to reestablish
their own visual identity (dealing with post-communist
architectural and urban planning heritage); breaking the
rules and offending the burgher/professional taste;
creates hybrid culture.

These urban spaces are filled with signs of collective
identity and, often, inter-group competition. In the
physical environment, architectural details, commercial
signs, and graffiti, among other things, signify the flows of
people and culture. So too do social practices, such as
commercial transactions, socializing, and commuting, in
the public spaces of ethnic vernacular neighborhoods.
Our analysis, based on the images shown here and
hundreds of others, reveals distinctive visual
representations of social differences. Observing these
characteristics of vernacular design can bring us the
interpretive context of urban culture collective identity.

CMUCOK BUKOPUCTAHUX DXKEPEN:

1. Tykanosa . B. [pocTopoBa iA€HTUYHICTb HACeneHHs y pycni HOBMX
HanpaMmiB OOCMIMKEHHA Yy CycninbHin reorpadii [EnekTpoHHWn pecypc]
/ 1. B. Tykanosa // YkpaiHcbkuin reorpadpivHmni xxypHan. — 2015. — Ne 4. —
C. 24-30. — Pexxum poctyny: http://nbuv.gov.ua/lUJRN/UGJ_2015_4 6.B.

2.  MipowHunyeHko B. B. OuiHka cTyneHs NpecTwKHOCTI BepHaKynsp-
HUX paioHiB M. XapkoBa [EnekTpoHHuin pecypc] / B. B. MipolwHuyeHko
/I BicHMK XapkiBCbKOro HauioHanbHoro yHisepcuteTy imeHi B. H. KapasiHa.
Cepis: Ekonorisi. — 2014. — Ne 1104. — Bun. 10. — C. 117-125. — Pexum
poctyny: http://nbuv.gov.ua/UJRN/VKhNU_2014_1104_10_18

3. CapaniHa €BreHisi. BepHakynsipHun KuiB: MIiCTO MOro ysiBHOro
/I MicTo 1 oHoBneHHs. YpbaHicTuuHi cTyaii [Tekct] / NMpeactaBHnUTBO POH-
ny imeni MNanHpixa beonns; [pea. C. Wninyexko [Ta iH.]. — K.: ®OIN Mocka-
neHko O. M., 2013. — C. 51-62.

4. Asadpour, Ali. Vernacular Landscape; The Transition of the Past
Concepts to the Contemporary Context [EnektpoHHuin pecypc] / Ali
Asadpour // The IFLA Middle East Conference (MELAC 2018): Landscape
in Transition, At 07-08 May 2018, Tehran, IRAN. — Pexum pgoctyny:
https://www.researchgate.net/publication/325114659_Vernacular_Landscape_
The_Transition_of _the_Past_Concepts_to_the_Contemporary_Context

5. Bjornard, Kristian. Spectacular Vernacular Principles (and their
application today) [EnekTpoHHuin pecypc] / Kristian Bjornard, 2009. — Pexum
poctyny:  https://www.researchgate.net/publication/299576039_Spectacular_
Vernacular_Principles_and_their_application_today

6. Krase, Jerome, Shortell, Timothy. On the Spatial Semiotics of
Vernacular Landscapes in Global Cities / Jerome Krase, Timothy Shortell //
Visual Communication. — 2011. — 10(3). — P. 367—400.

7. Palmer, Joni M. Rural Public Arts: Vernacular Materials,
Landscape, and Time [EnektpoHHuin pecypc] / Joni M. Palmer // Senses
and Society. — 2015. — Issue 2. — P.237-255. — Pexum poctyny:
https://www.academia.edu/17376882/Rural_Public_Arts_Vernacular_Materi
als_Landscape_and_Time

8. Zielinska, Ewa & Cieslak, Jan. Approaching vernacular design in a
post-socialist city [EnektpoHHuii pecypc] / Ewa Zielinska, Jan Cieslak //
Drafts from sociology of design. Introduction to discussion. Editors: Paulina
Rojek-Adamek, Grzegorz Gawron. — Krakow, 2016. — P. 117-136. — Pexum
poctyny:  https://repozytorium.ka.edu.pl/bitstream/handle/11315/9131/Drafts_
From_Sociology_of Design_Rojek-Adamek_Gawron_2016.pdf?sequence=
8&isAllowed=y

REFERENCES:

1. Gukalova, I. V. (2015). Prostorova identichnist' naselennja u rusli
novih naprjamiv doslidzhennja u suspil'nij geografii [Spatial identity of the
population in line with new directions of research in social geography].
Ukrains'kij  geografichnij ~ zhurnal, 4, 24-30. Retrieved from
http://nbuv.gov.ua/UJRN/UGJ_2015_4_6.

2. Miroshnichenko, V. (2014). Ocinka stupenja prestizhnosti
vernakuljarnih rajoniv m. Harkova [Assessment of the prestige of the



() @

~8~

YxpaiHchbKi KyJabTypoJIoriuHi cTymii

vernuclear districts of Kharkiv]. Visnik Harkivs'kogo nacional'nogo
universitetu imeni V. N. Karazina. 1104(10), 117-125. Retrieved from
http://nbuv.gov.ua/lUJRN/VKhNU_2014_1104_10_18

3. Sarapina, E. (2013). Vernakuljarnij Kiiv: misto mogo ujavnogo
[Vernacular Kyiv: the city of my imaginary]. Misto j onovlennja. Urbanistichni
studii. Kyiv, FOP Moskalenko O. M., 51-62.

4. Asadpour, Ali. (2018). Vernacular Landscape; The Transition of the
Past Concepts to the Contemporary Context. The IFLA Middle East
Conference (MELAC 2018): Landscape in Transition, At 07-08 May 2018,
Tehran, IRAN. Retrieved from https://www.researchgate.net/publication/
325114659_Vernacular_Landscape_The_Transition_of the_Past_Concepts
_to_the_Contemporary_Context.

5. Bjornard, Kristian. (2009). Spectacular Vernacular Principles (and

6. Krase, Jerome; Shortell, Timothy. (2011). On the Spatial Semiotics
of Vernacular Landscapes in Global Cities. Visual Communication, 10(3),
367-400.

7. Palmer, Joni M. (2015). Rural Public Arts: Vernacular Materials,
Landscape, and Time. Senses and Society, 2, 237-255. Retrieved from
https://www.academia.edu/17376882/Rural_Public_Arts_Vernacular_Materi
als_Landscape_and_Time

8. Zielinska, Ewa & Cies$lak, Jan. (2016). Approaching vernacular
design in a post-socialist city. Drafts from sociology of design. Introduction
to discussion. Krakow, AFM Publishing House, 117-136. Retrieved from
https://repozytorium.ka.edu.pl/bitstream/handle/11315/9131/Drafts_From_
Sociology_of Design_Rojek-Adamek_Gawron_2016.pdf?sequence=
8&isAllowed=y

their application today). Retrieved from https://www.researchgate.net/
publication/299576039_Spectacular_Vernacular_Principles_and_their_appli

cation_today. Received Editorial Board 20.04.20

€. O. byuukiHa, kaHA. dinoc. Hayk, acucT.
KuiBcbkui HalioHanbHUI yHiBepcuTeT imeHi Tapaca LlleBuyeHka,
Byn. Bonogumupcbka, 60, m. Kuie, 01033, YkpaiHa

BEPHAKYNAPHUA OU3AH SIK BI3YATIbHA NMPAKTUKA OPTAHI3ALIT MICbKOIO NPOCTOPY

Cmammsi npucesiyeHa 0ocideHHI0 0cob1u8020 cmamycy eepHaKyIsipHo20 Ou3aliHy 8 ei3yaslbHOMy cmuJjli cCy4acHo20 yKpalHCbKo20 micma,
0de KOpiHHIi )Xumeni cycidamb 3 mumu, xmo HedasHO npuixae y micmo 3 nepudgbepii. BepHaKynsipHi palioHu 8 yKpaiHCbKUX Micmax eu3Ha4eHi sk
KOMIJIEKCHI, ekrleKmuYHi i Hu3oei. BepHakynsipHuli du3aiiH docnioxeHull y cknadHoMy KynbmypHoMy cepedoeuui, de cnigicHyroms pi3Hi mpaduuyii
i KynbmypHi oco6nuesocmi. [laHe eu3HayeHHs1 mepMiHam "eepHakynspHe xumms", "eepHakynspHul naHowagpm". BepHakynsapHul naHowagpm
npoinmepnpemosaHull y KOHmMeKcmi noecsikGeHHoi s1t0AckbKoi AisisIbHOCMI, W0 8HECeHa 8 cycninbHuUll micbkuli npocmip. OCHOBHI xapakmepucmu-
Ku (amamopcbKull, 6pymanbHuil, mod, wio npazHe 6ymu auouMum i npu ybLOMy HermomMimHuul, eKOHOMHUU, mMakmu4Hul, ippayioHanbHUl, aHaXpPOHi-
YHul) i 20,108HI NpuHYuUNu (cmpumaHicmsb, ouwjadnueicms, eumpueasnicms, munoeicms) eepHaKysipPHO20 du3aliHy AocnidxeHi e iHmepnpemayii-
HOMY KOHMeKcmi MicbKOoi Kynilbmypu ma cmeoproeaHoi 8 Hili KosrlekmueHoi ideHmu4Hocmi.

Knro4oei cnoea: MiCbkuii NpoCTip, BEPHAKYNSPHUI An3aliH, BEpHaKyNAPHUA NaHawadT, TepuTopianbHa ifeHTudikalis, BepHaKynspHUA panioH.
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BEPHAKYNAPHbIN OU3AWH KAK BU3YATIbHASA MPAKTUKA OPTAHU3ALIMM FTOPOACKOIO NMPOCTPAHCTBA

Cmambsi nocesiujeHa uccrsiedoeaHuro ocob6020 cmamyca eepHakynsipHo20 Au3aliHa 8 eu3yaslbHOM CmuJsie CO8PEMEHHO20 YKpPauHCKO20 20po-
Oa, 20e KOpeHHbIe Xumesu cocedcmayrom ¢ memu, Kmo HedasHO npuexasn 8 20pod ¢ nepugepuu. BepHaKynspHbie palioHbl 8 YKpauHCKUX 20pO-
Oax onpedesieHbl KaK KOMM/IEKCHbIe, 3KJIeKMUYHble U Hu3oeble. BepHakynsapHbIl du3aliH uccredoeaH 8 CJI0XHOU KynibmypHolU cpede, 20e cocy-
wiecmeyrom pasfiuyHbie mpaduyuu u KynbmypHbie ocobeHHocmu. [JaHo onpedesnieHue mepMuHaMm "eepHaKysnsipHasi Xu3Hb", "eepHaKynsipHbIlU
naHowagm”. BepHakynsipHbili naHOwaghm npouHmepnpemuposaH e KoHmekcme rnoecedHeeHoOl 4Yesioeeyeckoli dessmesibHOCMU, éHOCUMOU &
obwecmeeHHoe 2opodckoe npocmpaHcmeo. OCHOBHbIE XapakmepucmuKu (aMmamopckuli, 6pymanbHbil, cmpemMAwulics 6bimb 8UOUMbIM U Mpu
amom He3amemHbIl, 3KOHOMHbIU, MaKmu4yecKuill, uppayuoHaabHbIl, aHaxPOHUYHbIl) U 2/1aeHble NMPUHYUNbI (cOepaHHOCMb, 6epexnueocms,
00J1208€4HOCMb, MUMNUYHOCMb) 8epPHaKysipHo20 du3aliHa usy4YyeHbl 8 UHMepnpemayuoHHOM KOHmMeKcme 20podckoll Kysbmypbl u co3dasaemMoli 8
Heli KonleKmueHol uéeHmu4Hocmu.

Knrodeeble croea: ropoackoe NpoCTPaHCTBO, BEPHAKYNSAPHbIM AN3aiiH, BEPHaKYNAPHbIA naHawadT, TepputopuansHas naeHtudunkaums, BepHakynap-
HbI pavioH.
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METOAOJNONNYHA BA3A NOCHNIAXEHDb KYNNIbTYPHUX IHCTUTYTIB

Y cmammi docnidxyrombcsa "amomicmud4Hi”, "2onicmuyHi”, "meneonoziyHi" meopii coyianbHux iHcmumymis, siki 3aknada-
romb MemodosoziyHy 6a3y docnioxeHb KynbmypHUX iHcmumymis. Y po325s0i ocHo8HuUx nidxodie Ao 8U3Ha4YeHHs coyialbHO20
iHcmumymy 3'acoeyrombcsi CYmMHICHi XxapakmepucmuKu KyJbmypHO20 iHcmumymy, siki eusienisiliombCsl Y MPbOX acrekmax:
HOPMamueHOo-pe2ysIiMmueHoOMy (KOMIIeKc UiHHocmel, HOPM, npaeusi), noeediHkoeo-npouyecyasbHOoMy (noeediHkoei moderti,
iHcmumyuyitri poni, ¢popmu cninbHoi 83aemodii), disnbHiCHO-opa2aHi3ayiliHoMy (3aknadu Kynbmypu, siki aupobnsirtoms, 36epiza-
romb ma npocyearomsb KynbmypHe 6nazo). Okpecnroembcs npobrnemMHe nosne docnidxeHb KynbmypHUX iHcmumymie, wo e6u-
pae e cebe deckpunmueHuli onuc iHCMumMyUyiliHuUx NMPaKmMuk, 3'scyeaHHsi 3aKOHOMipHocmel (YyHKYiOHy8aHHs KysbmypHUX
iHcmumymie, npo2Ho3y8aHHs1 MallbymHix 3MiH iHCmMumyuyiliHUX KynbmypHUX MPakmuK y KOHMeKcmi eKOHOMIKU Kynbmypu ma
KynibmypHOI nosiimuku.

Knro4oei crnoea: JOCHIOXEHHS KyNbTYPHUX IHCTUTYTIB, COUianbHWUIM iHCTUTYT, CRifbHA AiSNbHICTb, couianbHi NpakTUKW, eKOHOMiIKa
KynbTypW, KynbTypHa norituka.

MNocTaHoBKa npobGrnemu. Y Hall 4ac BCe vacTille B
HayKOBOMY AMCKYpCi Ta B rpOMafCbKuMX AMCKYCisiX nocTa-
I0Tb MUTaHHS PedOPMYBaHHS KyNbTYPHUX iHCTUTYTIB Y Ha-
npsmi iXHbOI Komepuianidauii. MpoTe came NOHATTA "Kynb-
TYPHURA IHCTUTYT" HE € O4HO3HaYHUM. [MOSICHUTU NPUYUHU
IXHBOT MOsBM, PO3BUTKY Ta TpaHcdopMmaLil, Hagatu npo-
rHO3M MawmbyTHIX 3MiH MOXHa, CNMpalYnCb Ha BUSABMEHI
3aKOHOMIPHOCTI IXHbOro PYHKLIOHYBaHHS.

Ockinbkn [OCNIDKEHHA HCTUTYTIB 3HaxoOsaTbCA Lie B
cTafii CBOro CTaHOBMNEHHS Ta PO3BUTKY, Cy4acHi Teopii coui-
anbHWX IHCTUTYTIB He € oaHopigHUMK. Hu3ka 3 HUX nparHe
NosICHNTU cneuudpiky couianbHOro HCTUTYTY 3 ornsagy Ha
YHiBepcanbHi 3aKoHW (YHKLIOHYBaHHS cycninbcTBa. IHLWi
Teopii IHCTUTYTIB MOSICHIOKTL X Yepe3 NapTUKYMspHI, cne-
UMIYHI YMHHUKK, Gepyyn 0O yBarM OCOBMMBMIA COLLIOKYMb-
TYPHUI KOHTEKCT Ta MOXNUMBI 36irv y po3BuTKYy nofin. IHwa
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