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Anotauis. Xoua B icTopiorpadii 3axigHoi apXiTeKTypy NOCTMOAEPHI3M y>ke AaBHO
i Wpoko pocnipykeHo, y CxigHin Ta LieHTpanbHin EBponi oMy novany npuainsTi
AOCTaTHbO yBaru nuile HewopasHo. DeHomMeH NocTMoAepHiaMy Po3BMBaBCS 3a
Me>XXaMU PaasiHCbKOrO CBITY, TOX Te, L0 Tak 3BaHa KyNbTypHa forika Ni3Hboro Ka-
niTaniamy nepeTHyna KOPAOHY «3ani3Hoi 3aBicu», — Tpeba BBaXkaTu HacnifKom
rnobanisadii. 3 iHLOro 6oky, BCeCBiTHI TeHAEHLLii 36irnnes B Yaci 3 po3BUTOM MicLie-
BUX MiAXOAIB B apXiTEKTYpi: NparHeHHsMU 36epertu CBoIo iBeHTYHICTb, yBaroio Ao
KOHTEKCTY Ta PO3BUTKOM PerioHanbHUX Tpapuuin. PagsiHebki BUpaHHs npeacras-
NS MOCTMOAEPHI3M sIK 3axiAHe siBULLE, ane BOQHOYAC 3ayBadkyBasnl, WO BOHO
MO>Ke BUSIBUTUCS KOPVICHUM i ANisi MicLieBUX apxiTekTopis. Lle He o3Havano sanpo-
LUEeHH$ o iMiTaLji 3axifHVX Koner, a papaLUle BKa3yBano Ha NeBHi apXiTEKTYpPHI LiiH-
HoCTi, sIKi Habyny BCECBITHBOI Baru sk y KanitanicTuiHomy, TaK i B coLianicTiyHomy
iHgycTpianbHomy cBiTi. CTaTTs Mae Ha MeTi BUSIBUTY, SIK BifByBanocs nepeHeceHHs
(mocT)MopepHiaMy Ha MICLIEBUI TMTOBCBKIUN FPYHT Y KOHTEKCTi MakCUManbHOro
PO3BUTKY Lii€i TeHAEHLii B OCTaHHI AECSTUNITTS pafAsiHCbKOI BNagw.
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Abstract. After being widely explored in the historiography of Western
architecture, postmodernism has only recently started receiving adequate
attention in Eastern and Central Europe. The phenomenon of postmodernism
developed beyond the borders of the Soviet world, so the so-called “cultural
logic of late capitalism” crossing the boundaries of the Iron Curtain has to
be considered a consequence of globalization. On the other hand, this global
trend was synchronized with the local expression of architecture: the pursuit
of identity, attention to context and continuation of architectural traditions.
Soviet publications presented postmodernism as a foreign phenomenon,
but simultaneously noted that it could be useful to local architects as well.
This did not imply an invitation to imitate Western colleagues, but rather
signaled that certain architectural values had become globally significant
to both, the capitalist and socialist industrial world. The text aims to uncover
the local translations of (post)modernity in Lithuania in the context of the
tendency’s peak period: the final decades of Soviet rule.

Keywords: modern and postmodern architecture, modernity, Soviet mo-
dernity.
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BCTVYII
Y ny0aiunux 6i6aioTexax AUTBU 41 B 0OCOOMCTHX KHUTO30IPHSIX apXiTEeKTOPIB
yce 11le MO)KHA HATPAIUTH HA AUBHOTO BUTASIAY IPUMIpHUKH 3HAHOMOTO XYp-
Haay. TbMsiHa 4opHO-6ira 0OKAAAMHKA 3 POCIHCHKOI0 HA3BOK IIPHXOBYE BCE-
peauHi GppaHIysbKHI apxiTeKTypHHUE >XypHaA. Pocificka Bepcis «Apxitek-
Typu cporopHi» («LArchitecture d’aujourd’hui») Buxoanaa y koanmmssomy
Papstcekomy Corosi 3 1961 poky i cTasa OAHUM i3 KaHAAIB O3HAMOMACHHS
IPOMAACBKOCTI i3 3aXipHOIO apxiTekTyporo. Cepea paAsSHCPKHX apXiTeKTOpIB
XKypHaA OyB Ay>ke HOMYASIPHUM. 3TOAOM Lie ABOMOBHE BUAQHHS i3 TEKCTaMU
paHLy3bKOIO Ta POCIHCHKOIO IEPETBOPHAOCS HA ACLIO HEADAAY KCEPOKOIILIO,
A€ TIEPEKAAAECHOIO 6yAa TIABKM Ha3Ba HA OOKAAAUHIN — « Cy4acna apxitekTy-
pa» («Cospemennas apxutexrypa») (ia. 1). ¥ 1980-x sxypHaa i Aasi mpea-
CTaBASIB IA€l IOCTMOAEPHOI apXiTEKTYpPH, AKi xKapibHO CIIPUMMAAO MOAOAE IO-
KOAIHHS apXiTEKTOPIB PaAsSHCHKOTO 6A01<y.

3apas, MaiKe ITiB CTOAITTS [IOTOMY, TOPTAIOYH CTOPIHKU IIbOTO ITOraHO IIe-
PEKOIIMOBAHOIO JKYPHAAY, YUTa4 MOXKE MOCTABUTU ACIIO HAIBHE 3aIIUTAHHSI:
qu 6yB PAAAHCHKUI IOCTMOAEPHI3M TiABKH 6AsKAOIO KOMi€Io 3axigHOro? Yu
K BiH HATOMICTh KEPYBABCS AOTIKOIO PO3BUTKY MICIL[EBOI aPXITEKTYPHOI KyAb-
TypH, 6yB «iHIIMM BUAOM> CBITOBOIO pO3MAITTs IOCTMOACPHI3My? B ocran-
HBOMY BUIIAAKY: SIKi pEriOHAaAbHi, iCTOPUYHI, BEPHAKYASPHI PUCH AOAAAHUCS
AO TAODAABHOI KOHIIEIIHI MOCTMOAEPHI3MY? Skuil moAiTHdHMIT KAiMaT Mir
nopoautH Taky apxirexrypy? Lo pobuao Taky apxiTekTypy NpHHHSATHOW?
V crarTi AeTasbHillle POSLASHYTO KYABTYPHE IIAIPYHTA IiSHPOPAASHCBHKOTO
IEPiOAY, MOTHBALIIIO AO «IIOCTMOACPHOTO OBOPOTY> Ta IIEpPeHECeHHS (I10CT)
MOAEPHI3My B MiCIIeBi peaail.

INTRODUCTION
In public libraries of Lithuania or personal collections of architects, one can still come
across a strange-looking copy of a familiar magazine. The obscure black and white cover
with a Russian title hides inside a French architectural magazine. A Russian version of
LArchitecture d aujourd hui (Architecture Today) was published in the former Soviet Union
from 1961 onwards and became one of the channels of presenting Western architecture
to the public. It was widely read by Soviet architects. Later, a bilingual magazine with
texts in French and Russian has transformed into a rather sloppy xeroxed copy with only
the translated title Sovremennaya Arkbitektura (Contemporary Architecture) on the front
cover. (Fig. 1) In the 1980s it continued to present the ideas of postmodern architecture,
which was eagerly embraced by a generation of younger architects of the Soviet bloc.
Now, almost half of a century later, while turning the pages of this poorly copied
magazine, one could pose a rather naive question: was soviet postmodernism only a

bleak copy of its Western counterpart? Or, did it follow the logic of development of local
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ITIOCTMOAEPHA APXITEKTYPA B AUTBI:

AJKEPEAA HATXHEHHA I ITIPAKTUKA

Is momenty Bipkpurts y 1989 poni B Kaynaci Mucrenpkol raaepel imeni
Muxkoaaca JKiainckaca (apxitexropu E. Miatonac, K. Kicearoc, C. FOmkic;
iA. 2) ITI0 6yAiBAIO OAPa3y BUBHAAU OAHMM i3 FOAOBHUX IPUKAAAIB IIOCTMO-
AepHoi apxitextypu B Autsi. CkAapAHA IPOCTOPOBA KOMIIO3HLIisE 3 OaraTbMa
ICTOPUYHUMH BIACHAQHHSMH, Ky BUBEpIIye PPOHTOH Ha ABOX KOAOHAX, —
yC€ 1€ 9iTKO Y3rOAXKYETHCSI 3 OCHOBHUMH MPUHILIMIIAMU 3araAbHOCBITOBOTO
IOCTMOAEPHI3My. ¥YTiM, Ha TOH 4Yac TEHACHLII IIOCTMOAEPHOI apxiTekTypu
Oyan BiAdyTHI y AUTBI yoke IIOHAA ACCATUAITTSL. I8 XpOHOAOTIYHOI/XYAOXKHBOT
HEPCIEKTUBH, IIOCTMOAEPHA apXiTekTypa AUTBH IpOBilljae mepexia Bip TeH-
ACHIIH Mi3HBOTO MOAEPHI3MY, 2 TAKOXK PETiOHAAI3MY Ta ippallioHaAizmy, —
AO 3aKOPiHEHOI Y KOHCTPYKTHUBI3Mi cnpoGu OHOBMTH XYAOXKHE BUPa)KEHHS
MopepHiaMy. [ael mocTMoaepHisMy 6araTo BaXHAHU AAS BCHOTO ITOKOAIHHS
apxitexTopis, HapopkeHHx MK 1950 i 1965 poxamu. Crapuii apxitekTopH
B LIill IpyIi AI3HAAUCS PO MOCTMOAEPHI3M YK€ MiCASl TOTO, SIK IOYAAU Mpa-
uoBatu 3a dpaxom. Moaoami apxitexropu o3HaltoMuAKCs 3 GOpMaMHU Ta iae-
SIMH TIOCTMOACPHi3My B poku HasdanHs (npubansno 3 1975 a0 1990), i ne
HealOHsIK BIIAMHYAO Ha IxHi paHHi po6oru. Y 1980-x, KoAH OCTMOACPHIZM
6yB Ha MiAHOMI, a HOro TEHACHLII MOMHUPIOBAAUCA i AUTBOIO, TOCTMOAEPHA
apxiTekTypa AoominyBaaa. [ Ipo 1ie cBiAYaTh KaTaAOTH IIPOEKTIB, pospoGAeHI/Ix
MOAOAMMH AMTOBChKUMHU apxiTekTopamu y 1980-x. Maitxe Bci po6otu B HuX
MICTHAU MEBHI BIACMAQHHS AO ICTOPULIU3MY (mo 6on TUIIOBO AASI IIOCTMO-
AépHiSMy), HABiTh MOIPH TE, IO 3 OTASIAY Ha €KOHOMIYHI YMOBH TOIO 4acy
[IOBHOIO MipOI0 BTiAMTH 6araTo 3 uux 06’ekTiB 6yro HemoxauBo. Kpuruku

architectural culture presenting itself as a “different kind” of global postmodernism?
In the latter case, what regional, historical, vernacular features were added to the
global concept of postmodernism? What kind of political climate could produce such
architecture? What had made this kind of architecture acceptable? The text tries to give
a closer look at the cultural background of the late Soviet context, the motivation of

“postmodern turn”, and local translations of (post)modernity.

POSTMODERN ARCHITECTURE IN LITHUANIA:

INSPIRATIONS AND PRACTICE

Once the Mykolas Zilinskas Art Gallery building in Kaunas (architects E. Militinas, K.
Kisielius, S. Juskys; Fig. 2) opened in 1989, it was immediately recognized as one of the
prime examples of postmodern architecture in Lithuania. Complex spatial composition
with plenty of historical references culminating with a pediment on two columns, —

everything clearly corresponded with the main principles of global postmodernism.
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In. 1

Obxaapunka
POCiiicbKOro BUAAHHS
«LArchitecture
daujourd’huix, 1981

an

L'ARCHITECTURE 0'AUJOURD'HUI

PXETEXTYPE No T=1

2810 Cospemensan aj
(apumraxTiop ROXYPIIE)
Mo nowmecze 1981 r.

MODELES
D'ARCHITECTURE
1970-1980

aotm.nogfimsem.m.

Fig. 1

Covers of the Russian
edition of LArchitecture
daujourd’hui, 1981

92310 CospemerHag apxurekTypa Ne T-3
(apumTaKTIOp AOMNCYPMION)
[lo mopnucke 1981 r.

5

Roland Simounet : Musée de la Préhistoire. Nentours
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In.2

Mucrenpka rasepes
imeni Mukoaaca
JKiainckaca B Kay-
Haci. Apxitekropu
E. Miaronac, K.
Kicearoc,

C. IOuixkic, 1989
(¢oro K. FOpeae,
Llentpaspuuii
ACPIKaBHHIT

apxis AuTsH)

Fig. 2
Mykolas Zilinskas Art
Gallery in Kaunas,
architects E. Militinas,
K. Kisielius, S. Juskys,
1989. Photo

K. Jurel¢, Lithuanian
Central State Archive
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3aKHAAAHM, IO TAKA APXITEKTYPA € ACLIO ITYYHOIO, i HA3UBAAH 11 «KyPHAAD-
HOW0>». 3 iHIoro 60ky, yxe B 1980 powi 0AUH i3 HAFBIAUBOBIIINX apXiTek-
TopiB Toro yacy I. bapasikac xasas: «CyyacHa TeHA€HIL|is y CBITOBII apxi-
TEKTYPi (}IKY YaCcTO HAa3UBAIOTh HOCTMOACpHiSMOM) BUTIAHA AAS TBOPEHHS
Hamoi BaacHOI MicneBoi apxitextypu. Ilepexia apxiTexTypu Bip HiuuM He
0OMeEKEHOTO BIIAUBY TEXHOAOTII AO KYABTYPHOTO KOHTEKCTY — KOPHCHUM
HaM, OCKIABKH MU MaEMO 6araTy MICBKy Ta apXiTEKTYPHY CIAAIIUHY, AABHI
TPaAULIL 6yAiBHHuTBa y MiCTi i B CIABCBKIH MiCIIEBOCTI, a TAKOX AEILO obme-
SKEHI TEXHIYHI MO>XAUBOCTI>» (Baravykas, 1980, p. 6).

IpuiiHATTs AyXy MOCTMOAEPHY / HOCTMOAEPHICTCHKOI YYTAHBOCTI Ha
PaASHCBKOMY IPOCTOpI 3biraocs 3 MEPEOCMUCAEHHAMU COLiaAICTUYHOTO
ypOaniamy. I3 1970-x pokiB HapocTara KpUTHKa HOBOI MicbKoI 3a6yA0BH
Ta, 0COOAMBO, MiKpOpaiioHiB 3 IxHiMHU TexHO-yTomiuHuMH iaesmu. [Tlopo
MiCTO6yAYBaHH}I 6on YMMAaAO AMCKYCIH IO Te, K PO3BUBATU MiCTa AAAl,
SIK 3MILIHIOBATHU IXHIO IACHTUYHICTbD, n036yBaTI/Ic5I MOHOTOHHOCTI, pyXaTHUcs
AO PI3BHOMAaHITHOCTI Ta SIKOICh 6IABIIOI «AIOASHOCTI>, SIKOTOCH OiABII AO-
AUHO-OpieHTOBaHOro MacwTtaly. [ToBepHEHHS A0 «KAACHYHMX €ACMEHTIB
MicTa>» (KOMHOSI/Iuﬁ BYAMIIb i IAOII) BBAXKAAU OAHHUM i3 MOXXAUBHX IIASI-
XiB AOCATHEHHS PiI3HOMAHITTs Ta i€papxii MiCbKUX IIPOCTOPIB. HananAa,A,,
Ha poBeAcHii 1971 poky koHepeHLil, IPUCBAYEHIH JKUTAOBUM MaCHBAM,
apxirexrop A. 3ibepkac cTBepAXYBaB, O «iHTEpIpeTaLis TPAAULIFHOIO
apXiTEKTYPHOTO CEPEAOBHILA [...] MOXe CTaTH IMOBIPHUM IIASXOM PO3Bs-
3aHHA npobaeM iaeHTHUHOCTI MicTa» (Ziberkas, 1978, p. 3). Hepeaaisosa-
HUH Au3aiiH-poekT paiiony Exxepac y Illsyasi (apxiTeKTop A. Yepnsyckac,
1983; ia. 3) 6yB oaHi€I0 3i cIpO6 HAHOBO BBECTH TPAAMLIHHHIL ypOaHisM,

However, back then the tendencies of postmodern architecture in Lithuania had been
present for more than a decade already. From the chronological/artistic perspective,
postmodern architecture of Lithuania signifies the transition from the trends of late
modernism and regionalism as well as irrationalism to a constructivism-based attempt
to update the expression of modernism. The ideas of postmodernism were important to
the entire generation of architects born between 1950 and 1965. The older architects
within this group were introduced to postmodernism after having already started
their professional activities. The younger architects encountered representations of
postmodernism during their study years (from ca. 1975 to 1990) and it gave a powerful
impetus to their early works. In the 1980s, when postmodernism was on the rise and
its trends spread in Lithuania as well, postmodern architecture became dominant. A
possible illustration of this the dominance of postmodern architecture can be found in
the catalogues of projects developed by young Lithuanian architects during the 1980s, in

which almost all works contained some historicist references typical of postmodernism,
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BIAHOBHTH <«AyX TpapuniiiHoro micra». Ilpoexr 6yB PaAUKAABHOIO aAb-
TEPHATHBOIO IIPOCTOPOBIH po3aiacHOCTI PYHKIH i BIABHOrO IAQHYBaHHS,
naHiBHUM mipXoAaM Toro yacy. Leit MiCTOGy,A,iBHI/Iﬁ AaH QOKYCyBaB yBary
Ha HeobOXipHOCTI 3aIIPOBAAUTHU NOAIQYHKIIIOHAABHUII MIAXIA 1 IPOIIOHYBaB
3aCTOCYBAaTH TPAAULIIHI IPUHLIUIIU MiChKOTO IMAAHYBaHHS (nepnMeTpaAb—
Hy 3a0YAOBY, 110 MIAKPECAIOBaAa 6 BaXAUBICTb BYAMLDb Ta naom). [nmmm

L[iIKaBUM TIPUKAAAOM IIOBEPHEHHS AO AIOAMHO-OPiEHTOBAHOTO MacmTa6y

even though the economic conditions of the time prevented from full implementation
of many of these objects. The critics considered this kind of architecture to be somewhat
artificial and specified it as “magazine-like”. On the other hand, as carly as 1980 one of
the most influential architects of the time, G. Baravykas said: “Contemporary tendency
in the world’s architecture (which is often called postmodernism) is advantageous to
making our own local architecture. The shift of architecture from the boundless influence
of technology to the cultural context benefits us, as we have rich urban and architectural
heritage, deep urban and rural construction traditions, and slightly limited technical
possibilities” (Baravykas 1980: 6).

The arrival of postmodern sensibilities to the soviet space coincided with the
revaluation of socialist urbanity. From the 1970s onwards, new urban developments and,
especially, microdistricts (mzicrorayony) with their techno-utopian ideas were getting
increasingly criticized. On the urban scale, there were a lot of discussions about how to

develop them further, strengthen their identity, get rid of their monotony, and pursue

In.3

I'aan paiiony Exepac
y Lstyasti. Apxitexrop
A. Yepusyckac, 1983
(pucyHox 3 apxiBy

A. Yepnsyckaca)

Fig. 3

Project of EZeras quarter
in Siauliai, architect

A. Cerniauskas, 1983.
(Drawing from the archive
of A. Cerniauskas)
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6yAI/I IPOEKTH MILIOXIAHUX BYAHLb. Y HaMOIABIIUX AUTOBCHKMX MicTax 3a-
HOBO p03p06A51AI/I HOBI MiIIOXiAHI 30HH 260 pexoHcTpyoBaAu cTapi. Byau-
us Bissnsyc y Hlsyasi (apxirexrop B. Taysuckene, ausaitnep B. ITyponac,
1974-1986; ia. 4) BUPISHAETBCA SIK NPUKAAA KOMIIACKCHOTO IHAXOAY AO
[POEKTYBAHHSA CHCTEMH KPAMHHIIb, MAAHX apXiTeKTypHHUX (pOpM, O3eAc-
HEHHS, EACMEHTIB Bi3yaAbHOTO AU3AIHY. Karo4yoBuMu eaemeHTaMu y L
MIPOCTOPOBIN KOMITO3ULii 6YAI/I BECEAI Ta ipOHIYHI Bi3yaAbHi 3HAKHU i CUMBO-
an. I xoua ni ipel, mopibui A0 TPOIIiB MOCTMOAEPHOI ApXITEKTYPH, HIKOAU HE
Oyau peaisoBaHi y BeAMKOMY MacuTabi (IpUMipoM, y HPOEKTaX KUTAOBUX
paﬁOHiB), X OiABII YCHILTHO BUKOPUCTOBYBAAU AASI < OAIOAHEHH S » r[y6Ai‘{—
HUX IIPOCTOPIB Ta HAAAHHSA ITUM IPOCTOPAM «BIAIYTTS MiCIIsI> .

PYCTUKAABHHI ITIOBOPOT, IOBEPHEHH
AO ICTOPII TA KOHCIOMEPU3MY
Haseaeni Bulle MPUKAaAU HE IMPETECHAYIOTh Ha Te, IO IX BBAXKAAU «4H-
CTUM> IOCTMOAEPHI3MOM, PAALIE BOHU € PE3YABTATOM PO3AYMIB IIPO PaASIH-
CBKHI MOACPHI3M, BIAPOAKEHHS IHTEPECY AO KOHTEKCTY, aTMOC(epH/BiAdyT-
T5 ICBHOTO MiCIIsI, iCTOPII, a TAKOXK ITOLIYKY HAILiOHAABHOI iaeHTHYHOCTL. Take
O3MPaHHs HA3aA HA €THOICTOPIIO, CHOPiAHEHE 3 HOHKOHPOPMICTCBKUM i CKer-
THYHHM CTaBACHHSM AO MOACPHI3alil, 3aCTYNHAO IPOrpecUBicTChKI Ta y-
TYPHCTHUYHI IMIyABCH/CIIOHYKH cOLiaAlcTHYHOI MOAEpHOCTI. Bpurancekuit
kypHaaicT A. AiBeH ONMCyBaB IMIUPINY TOTOYACHY KYABTYPHY CHTYALIIO TaK:
«...ITicast emepri Craaina Ta xpymoscskoi “Biaauru” 1950-x Mu 6auumo
ITOCTAHHS ICTOTHOTO HATIPSIMY B AiTeparypi, ocobauBo B AuTBi it AaTBil, ArS
SIKOTO XapaKTEPHE 3BEPTaHHS A0 POABKAOPHHX TeM Ta 06pasis. [...] Huni e

different and ostensibly more “humane” scale. The return to “classical urban elements”
(composition of streets, squares) was seen as one of the possible ways to achieve a
variety and hierarchy of urban spaces. For instance, in the 1971 conference dedicated to
residential districts, architect L. Ziberkas claimed that “the interpretation of traditional
architectural environment [...] could be a possible way of solving problems of city identity”
(Ziberkas 1978: 3). One of the attempts to reintroduce traditional urbanity was the
unrealized design project of the Ezeras district in Siauliai (architect A. Cerniauskas,
1983; Fig. 3). The project presented a striking alternative to the dominant at the time
spatial separation of functions and free plan. The proposed urban plan focused on poly-
functional necessity and suggested applying the traditional urban planning principles
(perimeter development highlighting the importance of streets and squares). Another
interesting example of the reintroduction of human scale was projects for pedestrian
streets. New pedestrian zones were designed anew or reconstructed in major Lithuanian

cities. Vilnius street in Siauliai (architect V. Taujanskiené, designer V. Puronas, 1974-
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BHP>KAETHCA HE TIABKH y IIPSIMOMY BUKOPHCTAHHI TPaAULIIFHUX $pOpM i MO-
THUBIB, 2 i Y BUTOHYEHHUX OCTMOACPHHX ix nepepobkax» (Lieven, 1993, p.
126). PoabKAOpHI TPaAULIT B apXiTEKTYPi SIK IIPOAOBKCHHS BEPHAKYAS PHHUX
I perioHaAbHUX TEHAECHIIIN 3A€6iABIIOTO peaAisyBaAMCs B CiABCHKIH Miclle-
BOCTI. TpaAmuiI?IHi $opMH 1 MOTHBHU CTaAH IONYASPHUMH B IIPOEKTYBaHHI
OYAMHKIB KyABTYPH Y MEHILHX MicTeuKax 200 6a3 BIATIOYHHKY Ha KypOpTax.
OauH i3 HafBUPa3HINIMX MPHUKAAAIB BEpHAKYAsIpHOI apxitexTypu — AiT-
Hiit 6yannox y Ipefiai Incturyry isnku Axapemii Hayk (apxiTexTop

1986; Fig. 4) stands out as an example of a comprehensively designed system of shops,
street furniture, greenery, elements of visual design. Cheerful and ironic visual signs and
symbols were used as the key elements of this spatial composition. Although these ideas,
similar to tropes of postmodern architecture had never been implemented on a larger
scale (like in projects for housing estates), they were more successfully employed for

humanizing the public spaces, and providing them with a sense of place.

RUSTIC TURN, RETURN OF HISTORY AND CONSUMERISM

The aforementioned examples did not claim to be pure postmodernism, rather they had
grown out of reflections on soviet modernity, renewed interest in the context, sense of
place, history, as well as search for the national identity. Such alook back at ethnographic
history related to nonconformist and skeptical attitude towards modernization had
replaced progressive and futuristic impulses of socialist modernity. British journalist A.

Lieven described the broader cultural situation of the time as follows: “[...] after Stalin’s

In.4

Byanns Biasusyc

y ILstyasii. Apxitex-
top B. Taysirckene,
ausaiinep B. [Typo-
Hac, 1974-1986

N
Fig.4

Vilnius street in

Siauliai, architect V.
Taujanskiené, designer V.

Puronas,

1974-1986
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Airniit 6yansox
Tncruryry disuxu
Axapemii Hayk,
Ipeiiaa. Apxitexrop
T TeaxcHic,
1978-1985

($poro H. Tykait)

Fig. 5

Summer house

of the Institute

of Physics of the Academy
of Sciences, Preila,
architect Gintautas
Telksnys, 1978-1985.
Photo by N. Tukaj

I. Teakcric, 1978-1985; ia. 5). PopMOIO i KOHCTPYKTUBHUMH €AECMEHTAMH
s 6YAiBA}I 6araTo B JOMY 3aBASIYYE TPAAULII HAPOAHOI apXiTEKTYPH, TOAIL
SIK AEKOPAaTHUBHI A€TAAl Ta HAAMipHA OPHAMEHTALlisl BIACHAAIOTh AO AOTIKH
ckaapHOCTI Ta cynepedansocti (complexity and contradiction) Po6epra
Bentypi. basancyrooun Ha Mexi npodecionasismMy Ta aMaTOpcTBa, Taki TeH-
ACHIII 4aCTO 3BEPTAAMCS AO CCHTUMEHTAABHO eTHOrpadiyHuX GOpM, Y CBiit

CIOCi6 MPOAOBXKYIOUH MOIIYKH «HALlIOHAABHOTO CTHAIO> MIKBOEHHOI AOOH.

death, and Khrushchev’s “thaw” in the 1950s, there was a tangible literary move, especially
in Lithuania and Latvia, towards folkloric themes and imagery |...] Today this is reflected
not only in straightforward uses of traditional forms and motifs, but in sophisticated post-
modern reworkings of them” (Lieven 1993: 126).

Folk traditions in architecture as a continuation of vernacular and regional tendencies
were mostly applied in rural settings. Traditional forms and motifs became widely popular
in designs for culture houses in smaller towns or vacation complexes in resorts. One of
the most vivid examples of vernacular architecture is the Summer house of the Institute
of Physics of the Academy of Sciences in Preila (architect G. Telksnys, 1978-1985, Fig. 5).
While its forms and elements are indebted to folk architecture, the decorative details and
excessive ornamentation refer to the logic of complexity and contradiction of Robert
Venturi. Balancing on the borderline between professionalism and amateurism, such
tendencies often veered towards sentimentally ethnographic forms and, in their own way,

continued the interwar pursuits for a “national style”. This informal cultural tendency,
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Lo HepopMaAbHY KYABTYPHY TECHACHILIIO, €CKAIICTChKE IOBEPHEHHSA AO
TPAaAULIIHHUX LIHHOCTEH AOCAIAHMIA icTOpil KyabTypu B. AaBoarore onu-
Cy€ SIK «PyCTHKaABHHI HOBOPOT>». BOHa TAYMaduTh HOro SIK «IOBEPHEH-
HA AO CIABCBKOI, AOMOAEPHOI OCHOBHU IAGHTHYHOCTI>, AKY CIPUMMAAU SIK
«Micrese, nepudepiiiHe i BOAHOYAC Ay)Ke IIOTY)KHE BUPASKCHHS [TOBEPHEH-
ms mam’ari”» (Davolitite, 2013, p- 125).

OaHi€0 3 HaFOYEBHAHIIINX PUC IIOCTMOAEPHOI apXiTeKTYpH € icTopu-
uusM. [Tocuaanns Ha icTopudHi cTHAL COPUIIMAAH i SIK HE3aACKHUI MAXIA
AO KpAIlOro 3HaHHsA iCTOPIL, 1 5IK OAHY 3 pOPM KOHTEKCTyaAi3My. AHaAI3y-
I0YM 3aCTOCYBAaHHS iCTOPUYHUX Cl)OpM Yy AUTOBCBKIH apXiTEKTYpi, HE MOXKHA
OMHHATH MM PIINI ICTOPUYHUI ACIIEKT pereHepariii MicTa. Y HOBOEHHY Ao6y
ONTHMI3M Ta YacTO PAAUKAABHI NEPETBOPEHHS YpOAHICTUYHUX CTPYKTYp
6yAI/I npUTaMaHHi i conjaaicrudnuM, i KamiTasicruanuM kpainam. Hacryn-
HUH IIepiop MEPEOCMUCAEHHS IPUHIC YCBIAOMAECHHA: HEXTYBAHHS CIIAA-
IMHOIO TAKOX O3Hayae pyHHyBaHHA KyabTypH. Lle mepepycim BusiBAsIAOCS
y IIparHeHHI 3AIMCHUTH PEKOHCTPYKLiI0/pereHepanio Micra, 3bepiraodn
IpU LIbOMY iCTOPUYHI CTPYKTYPH Ta AOTPUMYIOUUCH IPUHIIUITY BIATBOPEHHS
IiA Yac PEKOHCTPYKLil 6yAiBCAI>.

YV AUTOBCBKIl apxiTeKTypi iHTepIpeTanis icropudHux popm 6a3yBaAa—
Cs1 HE TIABKHU HA y3aTaAbHEHIM CHAAIUHI icTOpIT apXiTeKTYypH, a i HAa OpHU-
riHAABHIN MiCIEBIl apXiTEKTYPHIN TpaAMIlil Mi)XBOEHHOTO MOAEPHi3MY.
Oco6A1BO BapTO 3a3HAYUTH TOCTMOACPHY apxitekTypy KayHnaca, sika, ok-
PiM iHIIMX BIAMBIB, IPYHTYBAaAaCs HA aBTEHTUYHIM iCTOpUYHIN crapliu-
Hi nporo MicTa. IHTeprperanil Mi>KBO€HHOI apXiTEKTypH y Mi3HbOPAASH-
CBKHUI MEPiOA OYEBUAHI Yy 6araTpox MPOEKTAX KAyHAChKUX aPXiTEKTOPIB,

the escapist return to traditional values, was described by cultural historian V. Davoliate
as “the rustic turn”. It was explained as “the return to the rural, pre-modern identity
roots” and perceived as “alocal, peripheral and simultaneously very strong expression of
“return of the memory” (Davoliité 2013:125).

One of the most evident features of postmodern architecture is historicism. References
to historical styles have to be perceived both, as an independent approach to raising
awareness of history, and as one of the forms of contextualism. Analysis of application of
historical forms in Lithuanian architecture cannot sidestep the wider historical aspect of
urbanist regeneration of the city. During the post-war period, optimism and frequently
radical transformations of urban structures were typical in both, the socialist and capitalist
countries. The subsequent period of reflection brought in the realization that disrespecting
the heritage also means destruction of culture, which was primarily manifested in
aspirations of performing urban regeneration while retaining the existing historical city

structures and upholding the principle of re-creation in reconstruction of buildings.
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HAIPUKAAA B AAMIHICTPaTUBHIN 6yAiBAi o Byauni Ieprpyaoc (apxiTeKTop
K. ITaaBapckac, 1985) a6o y sxuraoBomy 6yauHKy 1o Byauni Bacapio, 16
(apxirextop B. Kyaemroc, 1989). Oanum is Halikpaiux 3paskis «KayHac-
TUYHOI» apXiTEKTYPH € 6y,A,iBA;1 MyHinumaaitery micra Aairyca aBTOp-
crBa C. FOmkica (1985-1986, mobyaosa y 1987—1989 poxax; ia. 6). Ii
XapaKTEPU3YIOTh SIK TPAAHLiiiHA KOMIIO3ULiA KoMraekcy (06’ekT yTBO-
PpIO€ IPaBUABHUII MiHIKBApTaA MiCTa), Tak i BAACHE MAACTHYHE PilllcHHS
6yaiBai (iHTep’epHa rpadika, mpocroposa koMnosunis 3 Bexero). Opien-
TOBAaHICTh XYAOXKHBOTO PilllEHHS Ha Mi>XKBOEHHUH MOAEPHi3M HaibiAbIIE
BHPa)XCHO Y BEXi KOMITAEKCY (SKY CIepily, AAsl KOHKYPCY, CIIPOEKTYBaAH
31 CKATHUM AQXOM, aA€ 3TOAOM 3aMIHHAU AQX Ha CTyninaCTnﬁ), 110 Hara-
Aye Bexy Bitosra y Mysei [Tepmoi cBitosoi Biitnu y Kaynaci (apxitextop
B. Ay6enenxic, 1937).

Exonomika 6pexHeBCchKOl 400K 3acToM0, sika cTabisisyBasacs i possu-
BAaAACS, IOPOAHAA PAASHCHKUH KOHCIOMEpPH3M. BusHaBmM Te, 1[0 Mporma-
I'YBaTH CHOKUBAHHS — II€ HEOOXIAHUH eAeMEeHT MOA€EpHi3anii, AepkaBa
IoYaAa 3alMaTHUCs MOKPALIEHHAM )KUTAOBUX YMOB Ta MAaTE€PiaAbHOTO CTa-
HOBHIIL}A HACEACHHS. JPEIUTOIO Li¢ BTIAMAOCS y AM3aiHI iHTep’epiB rpoOMaa-
CBKHX CIIOPYA, IO CTaAO LIIKaBOIO THIIOAOri€o Toro yacy. Kpim Toro, Buai-
A€HHS KiABKOX BIACOTKIB KOIITOPUCY 6yAiBHI/mTBa 6iAbIIOCTI IPOMAACHKHUX
CIIOPYA Ha 3aKyIBAIO TBOPIB MHMCTELTBA CTAAO IOIMIHMPEHOKI MPAKTUKOIO.
I'lisHpopassHCHKUI HEpioA 6yB 30A0TOI0 A0HO0I0 MOHYMEHTAABHOTO MHC-
TELITBA, TAKOTO SIK PPECKOBHI SKUBOIIUC, CKYABIITYPH, BiTpaxi. Ao pobotu
3 ApXITEKTOPAMU AOAYYAAU AM3AHHEPIB, SIKI AOAABAAU AO KiHIIEBOTO 3aAYMY
CcBO€ OavyeHHS. I'lepuii nmpoexTH, sKi AOPyYaAH MOAOAOMY ITOKOAIHHIO ap-

In Lithuanian architecture, interpretation of historical forms was based not only
on the generalized heritage of architectural history, but also on the original local
architectural tradition of interwar modernism. A particularly noteworthy case is the
postmodern architecture in Kaunas, which, apart from other influences, was based on
the authentic historical heritage of the city. Interpretations of interwar architecture
during the late Soviet period are highly evident in many projects by Kaunas architects,
such as an administrative building on Gertriidos Street (architect R. Padvarskas,
1985) or a residential building on Vasario 16 Street (architect V. Kuliesius, 1989).
One of the best examples of this “Kaunas-ist” architecture, the building of Alytus
City Municipality by S. Juskys (1985-1986, implemented in 1987-1989, Fig. 6), is
characterized both, by the traditional composition of the complex (the object forms
a proper mini-block of the town), and the design of the building’s plasticity itself
(the interior graphics, spatial composition with the tower). The artistic orientation

towards the interwar modernism is the most evident in the complex’s tower, which
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was at first designed with a sloped roof for the competition, but later replaced with

a stair-shaped one reminiscent of the tower of the Vytautas the Great War Museum
(architect V. Dubeneckis, 1937).

The stabilized and growing economy during L. Brezhnev’s Era of Stagnation
resulted in the birth of Soviet consumerism. After admitting that promotion of
consumption is a necessary element for modernization, the government started
concerningitself with improvement of the population’s domestic and material status.
Eventually, this concern had obtained the form of designing interiors of public
buildings, which became an interesting typology of the time. Besides, allocating a
few percent of the construction budget of the majority of public buildings to the
artworks became a widespread practice. The late Soviet period became the golden
age for monumental art, such as murals, sculptures, or stained glass. Architects were
supplemented with designers, who brought their own sensibilities into the final

design. Smaller-volume and cheaper objects, such as interiors of cafes, restaurants,

ByaiBas myninumaai-
Tery MicTa Aairyca,
C. IOmikic, 1985-
1986 (pucynox 3
apxisy C. FOurxica)

Fig. 6

Alytus town Munici-
pality building, by S.
Juskys, 1985-1989.
(Drawing

from the archive

of S. Juskys)
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XiTeKTOpiB, 3a3BUYAl 6yA1/1 MEHIII MAcIITabHi Ta ACIIEBII: iHTcp’epH Kade,
PECTOpaHiB, anTeK (iA. 7). I'lpoekryroun ix, MoxHa 6on €KCIIEPUMEHTYBA-
i Oiabi cmiauBo. OpAHNM i3 HafipesoHaHCHIUX OyB iHTEp'ep pecTopaHy
«Acropisi» y BiasHroci (apxiTeKTop A. Iapayckac, 1983), 03p00AeHmMIt
y SICKpaBHX KOABbOpax i3 GararbMa icropuyHumu MoTuBamu. Pectopan 6yB
posmiutenuii B icropuuHiii 6yaiBai (Temep Tam rotean), sika MaAa BAACHHMI
iCTOpUYHMIT ACKOD, 4 LIEHTPAABHUM CACMEHTOM iHTEp €py 6yAa Cy4acHa y3a-
raAbHEHA IHTEPIPETALlisl ICTOPUIHOIO AEKCUKOHY : KOAOHH CTAAU CTOBIAMU,
Karmiteai — Ky6aM1/1, a munui poOHTOHIB — TPUKyTHHUKAMHU. [HTep'ep Ta-
KO>X MiCTHUB OPHUTiHAABHI M AEIIO €KCTpaBaraHTHi MebAi y Ti#l camiit MaHepi,
p03p06AeHi AU3AIHEPOM . Iepyaaiiticom, siki MOXKHA IOPIBHIOBAaTH 3 IO-
CTMOAEPHOIO eCTETHKOI Ipynu « Memic» (ia. 8).

OpHOMaHITHE papsHCBKE CEPEAOBHUILE CTAAO 3PYIHUM POHOM AASL AO-
TEMHOCTI Ta AEKOPATUBHOCTI IIOCTMOAEPHI3MY, SK i AAST AEMOHCTPATHUB-
HOI €CTETUKM HAAMIPHOCTI, BUIIYKAHOCTI Ta <l>aAbumBo'1' pO3KoIi. VrimMm,
TaKy ri6pn,A,Hy, 4aCcOM EKCLEHTPUYHY Ta IPETEH3IHHY EKCIPECII0 TAKOX
MO>KHA POBTASIAATH 5K IPOBICHUK Maﬁ6yTHix MHOAITUYHUX Ta €KOHOMIY-
HUX [IEPETBOPEHD.

BUCHOBKU

I'lpuxia cBITOBOro MOCTMOAEPHIZMY y KpaiHH APYroro CBiTy BHBIiB Ha Iep-
HIMH ITAQH BHYTPILIHI CyNEPEYHOCTI PaASHCHKOI CUCTEMH i PaAsSHCHKOI MO-
AepHOcTi. I X04a AUTOBCHKHUIT IOCTMOAEPHI3M 3aCBOIB €CTETHYHHI ITOPSAAOK,
MOAIOHUI A0 3aXipHOTO, Yy HbOMY BCE K BUSIBUAOCS AEKIABKA ITAPAAOKCIB:
3araAbHOCBITOBAa ApXiTEKTYPHA TEHAEHIIiS AOMOMOIAA IOCHAUTH MiCLEBi

pharmacies (Fig. 7), usually were the first works by the young generation of architects.
While designing them it was possible to experiment more daringly. One of the most
talked-about objects in the 1980s was the interior of the Astorija restaurant in Vilnius
(architect A. Sarauskas, 1983), which was decorated in vivid colors and various
historicist motifs. The restaurant was located in a historical building (currently a
hotel) that had its own historical décor, and the central element of its interior was
the contemporary generalized interpretation of historical vocabulary: the columns
became the pillars, capitals became the cubes, and the gables became the triangles.
The interior also contained the matching original and slightly extravagant furniture
by designer J. Gerulaitis, which was comparable to the postmodern aesthetics of the
Memphis group. (Fig. 8)

The monotonous Soviet environment became a convenient setting for the ingenuity
and decorativeness of postmodernism, as well as for the demonstrative aesthetics of

excess, refinement and fake luxury. However, this hybrid, sometimes eccentric and
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PHCH Ta HALIOHAABHY IA€HTUYHICTb; ABAHTAPAHUI TPEHA 6on BHUKOPHCTA-
HO AASI HAAQHHS iICTOPUYIHOTO Ayxy/ BIATBOPEHHSI iICTOPUYHOTO CAHTUMEHTY;
a TIOCTMOAEPHY KYABTYPY CIIOKUBAaHHS IPUHMHIAM B YMOBAaX PapsSHCHKOTO
IPOCTOPY TOTAABHOTO Aedinury Tomo. PosBuTok moctMopepHismy y pa-
ASHCBKOMY CEPEAOBUILII HEBIAAIABHUIH BiA 3araAbHOI KPUTHKU apXiTEKTYpPH,
sIKa BUIIAMBAE 3 iHAycTpiaaisaniil. PaasHcbka mporpama MopepHisanii mpar-
HYAQ AOCSITH YHipiKOBaHOI MPOCTOPOBO-COLiaABHOI CTPYKTYPH, SIKa 6yAa
6 3araAbHOBM3HAHOIO i BIII3HABAHOIO. ApxiTeKTypa, sika 3a3HaAd BIIAUBY IIO-
CTMOACPHI3MY, HaMaraAacst IOM SIKIIUTH PaASHCbKY HPOrPaMy TOTAABHOI
MOAEpHi3aLii (36ara4yloun 30BHILIHE BUPaKEHHS MOAEPHisMy) abo sampo-
MOHYBAaTH AABTEPHATHUBY 1M (BiAKI/IAa}O‘lI/I MOACpHiSM). ApxitekTypi Maiibke
HEMOXXAUBO BIDKUTH 6€3 eKOHOMIYHOT MIATPUMKH, TOX BOHA IHTEIPOBaHA
B iHppacTpyKTypy AepskaBH. BipmoBiaHO, SIKIO HAE MOBa IPO apxiTekTy-
PY B PaAsSHCBKOMY CEPEAOBHUILI, TO 0cobAuBOI Baru HaGyBae 1A€OAOTIIHUI
BEKTOp, AKUH BU3HAYa€ HeobOXiAHICTD, iepapxilo Ta HaBiTh XYAOXKHI pillleH-
HA 06’€KTiB. besymoBHO, mocTMopepHi3M He 6yB 4acTUHOI OdiLiitHOI apxi-
TEKTYPHOI AOKTPHHH, 2 ACOLIIIOBABCA PAAILE i3 TEHACHLIAMU cy6’eKTnBi3My,
HepOPMAABHOIO KYABTYPOIO, HEIACOAOri30BaHOIO AISIABHICTIO i, B IIIMPOKOMY
CEHCI, 3 OIIOPOM PaASHCBKIN MOAepHisanil. 3 iHmoro 601<y, ITOCTMOAEPHI3M
QYHKIIIOHYBAB y MEXaX TOrO, 110 auTponoaor A. FOpyak BUSHA4YMB 5K «rau-
6unne BHyTpimHe smimenns» (profound internal displacement) (Yurchak,
2005, p. 283) mOACHHOTO PAASHCHKOIO SKUTTS, SKE AOIYCKAAO TIOEAHAHHS
HauebTO HEIIOEAHYBAHOTO. oMy HMOCTMOACPHISM MOXKHA TAYMA4HTH i SIK
CIIPOTUB PAASHCBKIN MOAEpHi3amil, i sk cnp06y MEPETBOPUTH, MMOKPAIUTH
Ta TyMaHI3yBaTH ii.

pretentious expression could also be seen as a harbinger of the forthcoming political and

economic transformations.

CONCLUSION

The arrival of global postmodernism to the second world brought forward the inner
contradictions of the soviet system and soviet modernity. While having adopted
an aesthetic regime similar to western postmodernism, its Lithuanian counterpart
presented several paradoxes: global architectural tendency helping to strengthen local
features and national identity; a vanguard trend employed for historical sentiment;
embrace of postmodern consumer culture in the context of scarcity in the soviet space,
cte. The development of postmodernism in the Soviet environment is inseparable
from the unified criticism of architecture resultant from industrialization. The Soviet
modernization program sought to build a unified spatial-social structure that could

be universally recognized and identified. Architecture influenced by postmodernism
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In. 7

Iarep'ep anrexn
«Biarec» y Kaynaci.
ApxitexTop .
Mamroassiuioc, 1984
(¢oro B. Paire,
2017)

Fig. 7

The interior of Vilties
pharmacy in Kaunas,
architect J. Maciuleviéius,
1984. (Photo by

V. Ralyté, 2017)
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Iutep’ep pecropany
«Acropis» y Biab-
Hioci. Apxitexrop
A. lapayckac,
ansaitsep V. Tepy-
Aaiiric, 1983 (poro
(2018). 10 kédsiy:
Lietuvos dizaino
naratyvai. Vilnius:
Vilniaus dailés

akademijos leidykla)

Fig. 8

The interior of Astorija
restaurant in Vilnius,
architect A. Sarauskas,
designer V. Geru-

laitis, 1983. From:
Janulevidiaé, R (2018).
10 keédziy: Lietuvos
dizaino naratyvai.
(Vilnius: Vilniaus dailés
akademijos leidykla)
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attempted to mitigate the soviet program of total modernization (by enriching the
modernist expression) or to suggest an alternative to it (by rejecting modernism).
Architecture is practically unable to survive without economic support and thus is
integrated into the infrastructure of the state. As a result, when discussing architecture
in the Soviet environment, a special significance is given to the ideological vector,
which determines the necessity, hierarchy and even artistic expression of the objects.
Obviously, postmodernism was not a part of the official architectural doctrine, but
rather was associated with the trends of subjectivism, informal culture, non-ideologized
work, or, in a wider sense, the opposition to Soviet modernization. On the other hand,
postmodernism functioned within the boundaries of what anthropologist A. Yurchak
defined as the “profound internal displacement” (Yurchak 2005: 283) of Soviet everyday
life, which was capable of combining seemingly incompatible things. Because of this,
postmodernism can be interpreted both as a resistance against Soviet modernization and

as an attempt to transform, improve, and humanize it.
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