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1960-1980-7i pokwu ana ykpaiHcbkoro rpadiuHoro ausainHy — KnoYo-
BMH, X04 | Nnpu3abyTuii nepioa. Came Toai sigbysanoca ctaHoBneHHA
npodecii Ta popMynioBaHHA 3aBaaHb chepu, AKY MK 3apa3 Ha3MBaEMO
KopnopaTueHoK igeHTUYHicTio. OaHak 3HaHHA Npo Ti NpoUecH 3roaomM
6yno erpayeHo. LM BuganHaM M1 cnogieaemMoca 3anoBHWMTH Nporanum-
HH B icTopii po3BMTKY nokaneHol rpadiyHoi dopMK B ranysi ToeapHoro
3HaKa, A0AABIWM NOBHOLIHHOCTI CUCTEMI KOOPAWHAT AIANBHOCTI CyYac-
HOro AM3avHepa.

MNMpaurosaTh 3 BUBYEHHAM icTOpil TOBapHKMX 3HaKie B YkpaiHi HenpocTo —
ua inpopmMauia MaTepianeHo BpasnMEa, il 3MicT HegoouiHeHo. Maime
BCi TOBapPHi 3HaKKW 3HWKNKW Pa3oM i3 pafAHCBKUMMK NiANPUEMCTEBAMM, ANA
AKWUX X Byno cTBOpPEHOD, NMLIE HEBENMKA YaCTHUHA MOXe AoCi TPannATH-
€A HaM ¥ NobyTOBOMY NOBCAKASHHI, BUNaaKoBO 3HaWTHUCA Ha Bapaxonui
abo B My3ei TexHikn. Apxien Toproeo-npomucnoeoi nanatu (TIM)
Yipainu, npagoHacTynHMUI pagaHceKo1 opradisadil, signosigansHol

3a peecTpaLilo BCiX CTEOPEHUX TOA| TOBAPHMX 3HAKIB, TEX HENOMPAaBHO
nocTpaxganu nicna posnagy CPCP.

ApxiTeKTYpHI NaMATHMKKM TaKOM NOTEPNaKOTh Bif BaHAANIIMY i HecTavi
yBaru, NpoTe 3acTMrne B KaMeHi Bce 0AHO AOCI He3anepeyYyHo NPUCYTHE
Yy BizyansHoMy cepepoeuwi. [padiui ToeapHMx 3HaKie cknagHo NpeTeH-
AYBATH Ha TaKy camy MaclTabHy yeary, AK NaM aTHUKaM 30A4ecTBa,

| BOHA Maiike He Mae WwaHcy 6YTH NpeacTaBneHoK B My3ei nopan

3i CTAHKOBMMM BMAAMMW MUCTEUTBa. BUHATKaMKM € An3aliH-HanpawosaHx-
HA 3HAMEHMTUX XYAOMHUKIE NeperaXHO nepwoi yeepTi XX croniTTs,
ane 3rofoM NepegoBe KONUCh «BMPOBHMYE MUCTEUTEBO» CTaE AONED
BesimenHunx asTopie. Tomy npuknagHi Teopu noTpebyioTs cnewians-
HWUX 3YCWNb WOAO OCMUCNEHHRA, 3bepexeHHa U aBTopM3auil.

Ina Hac poboTa Hap BMAAHHAM — Ue KpUTHMKa gediumnTy ausaiu-apxisy,
AW33itH-MYy3€l0, AN3ailH-KypaToOpCTBa, AM3aHO3HABCTEA, 3 TAKOXK
Mpif NPo WOro HafoNY)KeHHH.

3MicToBi BNOKM KHWXXKKW — TEKCTOBI I inocTpaTUBHI MaTepianu, wo
YacTKOBO 3anoBHIOTE 6ini nnaMu B icTopii Ta sicTagnawTb yKpa-
THCbKMIA, pPaOAHCbKMMA | CBITOBMIA au3aH-koHTekeTH. JocnigHuun
awnsaitHy Onsra MlagyH posrnapae TpaHcdopmMauio zHakoeoi popmu
Ha NpuKnaai XxapKiscbKoi Tpaguuii cneuianizosaHol XyAoXKHbO-Npo-
mMucnoeoi oceitu. Okpemuit pozain BupganHa npuceayeno pobotam

i npaMii MOBi BMAATHOrO aM3aiiHepa i neparora Bonogumupa Mobe-
AiHa, y AKOMY BiH AiNMTBCA AYMKAMKU NPO NPOLEC CTBOPEHHA 3HaKIB.

Hu3aiHepka i gocnigHuua Jlia BescoHosa siaTBOpIOE 06CTaBUHM
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The 19605-1980s is a key period for Ukrainian design, even though it has
been somewhat forgotten by now. Those were the years when the craft
evolved and the tasks were being shaped for the held that is now referred
to as corperate identity design. However, through the years, the knowl-
edge about those processes had evaporated. With this publication, we
hope to fill in the gaps in the history of the local graphic form of trade-
marks to complement the reference frame for contemporary designers.

Research in the history of local trademarks can be quite challenging:
the information is physically fragile, while its meaning is undervalued.
Most of the trademarks had vanished together with the Soviet enterprises
they had been created for: by now we can only observe the smallest
part of them in our everyday lives; occasionally those can be spotted at
the flea market or discovered in a museum of technology. The archive
of the Chamber of Commerce and Industry of Ukraine, the successor of
the Soviet organization that was in charge of all the trademarks creat-

ed in that period, has also undergone an irreversible damage after the
collapse of the USSR.

Architectural landmarks have also been facing vandalism and neglect,
and yet, what is hardened in stone, is still irrevocably present in our
visual environment. Trademark graphics can hardly gain the same level of
attention as monuments of architecture do: they barely have any chance
to be presented in museums alongside the pieces of easel arts. Though
there are a few exceptions namely amidst the design projects by the
renowned artists of the early 20th century. But later, the once front-rank
“industrial art” turns into the fate of innominate authors. For that reason,
applied works require special effort in their consideration, preservation
and attribution. Working on this publication has been for us a matter of
critique of the insufficiency of the design archive, design museum, design
curatorship and research, and it is also a dream about its improvement.

Conceptual segments in this book consist of texts and illustrations which
partly fll in the gaps of history while comparing design in the Ukrainian,
Soviet, and the worldwide contexts. Researcher of design Olha Hladun
examines how the form of the graphic mark transforms within the Kharkiv
tradition of specialized training in arts and industry. A separate chapter
is dedicated to the work and the expressed thoughts of the outstanding
designer and pedagogue Volodymyr Pobiedin, who shares his insights

on the process of creating graphic marks. Designer and researcher

Liya Bezsonova recreates the conditions and particularities of work

in the time of the Soviet graphic designers. She outlines the essential
Kynutn kHury Ha canTi kniga.biz.ua >>>
003


https://kniga.biz.ua/book-znak-ukrainski-tovarni-znaki-1960-1980-0037868.html

cneundiyHol opranizauii poboTtu pagaHcekux npomMrpadikie, emaina-
oYK cepep ueHTpie po3pobkun ToBapHUX 3Hakie Xapkiecbke, Kniecbke
1 Opecske sipainenwHa TIIM. CrarTi cynpoBoaXy0TE BpisM-KOMEHTa-
pi oueBuauie | yuacHUkKiB guzaiH-npouecy 1960-1980-x pokie, ixHi
po3noeigi A3l0TE HAM 3MOrY 3aHYPUTKHCA B TOroYacHUI npodecinHmni
nobyT. TekcT nuToBCBKOrO AM3alHepa i aocnigHuka Pokaca CyTkai-
Tica nponoHye AMcTaHUiMOBaHMIKA ¥ NpocTopi W Yaci nornag Ha panaH-
CbKi NOroTHNMK Ta IXHE CNiBBIAHOWEHHA 3 NapanenbHUMKX po3pobKamMu
B €KaniTanicTyHMxX KpaiHax». KopoTtki 6iorpadii Ta cnucku aeTopie
3HaKoBOi rpadikv HaBeaeHo 3 METOK NOBepPHeHHA B iCTopio iMeH,
Hexaii i ¢pparMeHTapHo.

BizyanbHuii HapaTWB BUOAETLCA HAM KPAaCHOMOBHMWM | CAMOCTIMHMM.
Mopaxua 306paxexb € cBOEPiIAHUM KaTanoromM npuiomis. MNigbupaoun
MaTepian, MM He obMexysanuca yacosmmm pamkamm 1960-1980-x poxkie
i reorpadieio 3Hakie, Wob HAOMHO NPOCTEMMTH PO3BUTOK 3HAKOBOT
dopmu, ii nepegicropio i nopgansilwi nepeTeopeHHsa, TOMY B KHMMLL
TaKOM NPUCYTHI poboTk yKpaiHcbKkMx asanrapaucrie 1920-x pokie

i norotunu 1990-2010-x, cTeOpeHi BUNYCKHMKaMM YKPaiHCbKMUX BMLLIB
ye noza mexamu YKpaiHu. 3Haku 3icTaBneHo He nMwe 3a XpoHonoriy-
HMM NPUHLMNOM, a3 U CNMPaKYKMCh Ha BigcTeXeHHna nogibHocTel i Big-
MiHHOCTEW GOopManbHWUX NPUHOMIB, WO NOASKONW BUKOPUCTOBYBAaNM
AECATUAITTAMM, 8 TaKOXK ixHiM esomouiam. [Npu eigTBOpeHHI 3HaKiB MK
NparHynuM AOKYMEeHTanbHOCTI: 0buMpanu pykoTBOpHI OpMriHanu i asTop-
CbKi peKOHCTPYKUii abo HaBMuUCcHO, Baxaoum BifobpasvuTK cTaH apxieis,
3bepiranu cneundivHy aKicTb APYKY paasHCBKMX KaTanorie i dainis iz
Hegbano oundpoeaHUMK 306paeHHAMM, AKI 3aNUILMNUCA ESUMHUMM
AXepenaMu 3HayHoi yacTuHM pobit. Okpemy yeary npuaineHo ceia-
HEHHAMM «IKUTTA® 3HAKIB He nuwe B nonirpadii, a  Ha pi3HOMaHITHUX
MaTepianbHUX HOCIAX: Big cyBeHipiB Ao niTakis.

MpeacrasneHwni MaTepian YacoM yHiBepcansHWM, iHOAI pagMKanbHWA,
YacTo AMBHWM | caMODYTHIN y CBOIX HAaWMapriHanbHiWMX NposBax.
3amicTb NiICNAMOBM MK NPONOHYEMO PO3INAGATH «apXiB» AK aKTyanbHy
6asy ana dopmManbHWX BNpae Ta iHTepnpeTauii. Hacamnepen Hac wika-
BEWTb HOTO MNPaKTUYHE 3HAYEHHA — YCTaneHi AW3aWH-MEeTOAWKN M HWHIW-
Hi Moxnuei cnocobu poboTu 3 ycnagkosaHow dbopMoio. 3BepHeHHA 00
KOHKPETHWX aBTOPIB | Npouecis y MMHYNOMY Aa€ 3MOry NeBHoIo Mipoo
HabnMaWuTK U NEpPerUHATH TXHIKW goceig — abo X NOAWCKYTYBaTH 3 HHM.

Y, H,A konekTue
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centers for the creation of trademarks in the Chamber of Commerce and
Industry branches in Kharkiv, Kyiv and Odesa. The texts are accompanied
by extracts presenting comments by eyewitnesses of the design process
in the 19605-1980s: their stories enable our exploration of the everyday
life in this occupation back at the time. The text by Lithuanian designer
and researcher Rokas Sutkaitis presents his perspective detached in
space and time, studying the Soviet logos, and how they correlate with
similar projects of that period produced in the capitalist countries. Short
bios and lists of graphic marks’ authors serve for revisiting the history of
names, even though in a fragmented fashion.

The visual narrative as it appears to us is rather eloquent and autonomous.
This collection of images is a kind of catalogue of techniques. Our choice
of material was not limited to the period of 1960s-1980s, or a geography
of graphic marks, it was rather an attempt to trace the development of

the graphic form, its background and the subsequent transformations.
Hence, the book also displays pieces by Ukrainian avant-garde artists of
the 1920s, as well as logos created by the graduates of Ukrainian schools

in the 1990s-2010s outside of Ukraine. The pattern of comparison of the
graphic marks was not only chrenological, but also Followed the similari-
ties and differences in the formal techniques that were sometimes used for
decades, as well as their further evolution. We aimed to pursue a documen-
tary approach in our display of the elaborate emblems: either choosing
the original handmade projects and their reconstructions by authors, or
deliberately following the intention to uncover the state of the archives,
preserving the particular printing qualities of Soviet catalogues and ne-
glectfully digitalized images that are now the only copies of a large part of
the works. We've made a special focus to the traces of the “life” of graphic
marks not only in the publishing realm but also their presence on other
types of material media, from souvenirs to aircraft.

The materials presented in this collection are sometimes universal,
sometimes radical, and often bizarre and unique in their most marginal
expressions. Instead of an afterword, we propese to discover the
“archive” as an actual ground for formal exercise and interpretation.

We are above all interested in its practical meaning: the crystallized
methods and the possibilities to work with the inherited form nowadays.
Addressing particular authors and processes in the past should enable
us to draw their experience closer, to learn from it, or even to debate.

U,N,A collective
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1920-i

¥ 1920-x poxax y XapkoBi rpadiuHe MUCTEUTEO PO3IBMBANOCA Ha Basi xyaomHso-
NPOMMCNOBOND YMMNWILE CEPEAHbOND THY 3 TPaAMUiaMuK, Wo ix 3anana we Mapia
Pacaceia-legaqosa. (Y 1868 poui soHa 3acHyeana g mMicTi nepwy 8 Pocicexin imnepii
MPMKNASHY NPUBATHY WKOMY PUCYHKA W WHMBONMWCY, Ha ocHoBi Akl B 1912-my Byno
CTBOPEHO XYAOKHLO-NPOMUCIOBE YUMNMWE),

OnMuM i3 HoBOBBEAEHL Binainy obpaszoTeopuMx MMCcTEUTE HapoaHoro komicapia-

Ty oceitk YPCP cTana peopraHizauin XapKiBCbKOro y4MnMiLa B A8PMABHI MAUCTEPHI.
CRpURHATTA XyOCHHWKE AK MaicTpa ynogibHioranoca nonituui BXYTEMACa ax yTi-
neHHA Ha npaKTuyi igeid supobruukmkie. |3 nepworo pory Gyno enposanmeHo «obex-
THEHWMHA METOL® BMKNAAaHHA, WO CNMPABCA Ha HAYKOBY OCHOBY | CTaB €AWHWUM ANA BCIX
BMAIE Xy40MHECT TEOPYOCTI. |ae Haykosoro, noriuHo-oBeKTUEHOrS NigXo4y NOBA3YEa-
AW 3 BiAXOOOM Big NnpeaMeTHHX 306pameHb Yepes rapMoHiAHE BUKOPUCTaHHA Nepwo-
eneMeHTIe rpadiuHol dopMK: nidia, NnaMa, Konip, GakTypa M BUXIA ¥ IHaK.

22 pepeckHs 1921 poky BinBynocsa odiyidHe BigKpUTTA XapKiBCOKOMO XyAOMHbOTO TEX-
Hikyry. (TakKia TMN HasdanbHKMx 3aknanie y 1920-x pokax Hanexas A0 Mepemi BULLGIT
oceiti). ¥ ciudi 1922-ro B TexHikyMi Biakpunu rpadiuHy MalcTepHio, Weo i oYonuB
Bacune Epminos. Bin excnepumenTyBas i3 popmoro Ta PaKTYPOKD M BUKOPWCTOBYBaE
WHPOKY raMy MaTepianis: Aepeso, METan, CKNO, TKaHWHY; po3pobnae npobneMu konbopy.
Mo uboro Yacy TaKom HANEMMTE CTEOPEHHA KEPMINOBCHKOro® WPWGTY. IHa4He Micue
¥ TBOpYiA poboTi MalcTpa nocigana pexknaMHa | 3Hakosa rpadika. [Nowykw Bacuns
Epminosa 6araTo B YoMy NEpPEryKyBanuca 3 excnepuMentamu Bonogumupa Tatniva,
Nazaps Nucuupkore, Onekcanapa Poguenka Ta supiaHanycs eMoUiRHICTIO, Nigan-
WEHOK ABKOPATUBHICTIO, BiQYYTTAM 3BA3KY 3 YKPAiHCbKHUM HAPOOHO-YHHUTKOBMM
MucTeuTsoM, wo B 1960-1970-x pokax cTaHe COHIER 13 CTUNBOBMX O3HAK XapKiBCEKOT
rpadikn. Ceocio aisnsHicTio Bacune Epminoe 3aknae au3aiiHepceki Tpaguuii B Yipaiui,
3o0Kpema B XapKosi.

3aranom,y 1921-1923 pokax cMcTeMa XyAOKHLOMO HABYAHHA 3ANMLWANACA BKAAEMIYHOK
i He Bignoeigana snpobHuyomMy (AM3adHepCEKOMY) HanNpaMy, ToMy B 1923-my cepen,
iHWKWX BUKKNagauis go Xapioea 3anpocwnw leana MNaganky. o novatiy poboti 8 Xap-
KIBCBKOMY TEXHIKYMI BiH, Ak | Backne EpMinoe, 3aliMaBcs MOHYMEHTANEHWUM MHUBOMWCOM,
odopMASHHAM CBAT, INOCTPYBAHHAM KHUMOK | XypHania. ¥YTiM, akwo EpMinosa wikasKrnm
GopManbHi gM3adHepCLKi 3aBOaHHs, TO 3 NpUXoaoM Ao rpadivHol MancTepHi Maganio
Ha POPMYBAHHA NNACTHUYHOT BUPA3HOCTI XYAOHHBOMS TEOPY NOYANKM BNAMBATH CPHAMEH-
TANEHO-NAOWKMHHI NPHUIACMK, 3BEPHeHi A0 rpyByBaTol CTURICTHMKK YKpaiHCeKOTD NyBra.
KoucTpyxtueicTeeki igei Bacuna Epminosa it HeonpumMiTueicTceki leana Magankw, Ak asa
MOMIOCK OOHOMD ABMLLE, POPMYBaNK HOBY AW3aHHEPCEKY CHCTEMY NigroToekwn daxisuie

| BMABNANM HaLlioHaneHy camobyTHieTs. Cneymdika rpadivnol manepu leana MNapankw
NOAAraE B TOMY, WO 3a8AAKK Horo ocobnueii nnacTyui fopmMa HabyBaE exCnpecuBHO-
OPHEMEHTANbHOMD XapaKTepRY, WO HagaE 300paXeHHI0 BIATIHKY IHAKOMOBHOCTI 3HaKa.
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1920s

In the 1920s in Kharkiv, graphic art saw its development on the premises of the spe-
cialized middle school of arts and industry, which had its traditions established back in
the times of Maria Rayevska-Ivanova. (In 1868, she founded the first private school of
applied graphics and painting in the Russian Empire that later became the basis for the
school of arts and industry).

One of the new policies intreduced by the Fine Arts Department of the People's Com-
missariat for Education of the Ukrainian S5R was reorganizing the Kharkiv specialized
school into state-owned studios. The role of an artist as a master of craft got assimilat-
ed with the policy for those Higher Arts and Technical Studios (VKhUTEMAS) aimed
at a practical embodiment of Productivist ideas. From the very first year, an "objective
method” of teaching with a scientific basis had been introduced as the unique method
for all the types of artistic activity. Such scientific and logically objective approach was
linked with the shift away from figural imagery through the harmonious use of primary
elements in the graphic form: line, splash, color, texture, and on to the graphic mark.

On September 22, 1921, Kharkiv Viocational School of Arts officially opened. (This type
of educational institution was part of the system of higher education in the 1920s).

In January 1922, a graphic studio opened there under the direction of Vasyl Yermilow.
He used to experiment with Form and texture, trying out a wide variety of materials:
wood, metal, glass, fabric; he had been working on the problematics of color. The
creation of "Yermilov Typeface” also belongs to that period. Commercial and trademark
design also had an important role in his creative activity. Vasyl Yermilov's quest reso-
nated in many ways with the experiments by Volodymyr Tatlin, Lazar Lisitsky, Aleksandr
Redchenke, though it stood out in its emation, increased decorativeness, and a sense
of connection with Ukrainian national applied arts which in the 19605-1970s became
one of the features of the Kharkiv graphic style. Vasyl Yermilov is one of the founders
of Ukrainian design and its traditions namely in Kharkiv.

Generally, in 1921-1923, the system of artistic education remained fairly academic

and did not correspond te the industrial direction {design), which is why in 1923, lvan
Padalka was invited to Kharkiv together with other professors. Before starting his work
at the Kharkiv Vocational School, just as Vasyl Yermilov, he'd been doing menumental
painting, decorating celebrations, illustrating books and magazines. However, Yermilov's
primary interest was in carrying out the formal tasks of design, after Padalka had come to
graphic school, one's plastic expression would soon get influenced by the ormamental
plane techniques leaning toward a gruffish style of Ukrainian popular prints. Yermilov's
Constructivist ideas together with those of Padalka's Meoprimitivism, as two opposing
poles of the same phenomenon, were shaping the new system of training for designers
while manifesting a distinctive national character. The particularity of lvan Padalka's
graphic style was in its special plasticity that delivered an ornamental expression to the
Form, providing the image with a foreign-language tone inherent to sign communication.
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Bacwns Epminom, DparqeHT sakeTy ofenagnHiH pomany Maxanna Wonoxosa
#lliaHara winveas, 1932 Manip sa Kaproui, Ty, rvaw, annikauin, nlkyBaH=A
peachenepon 177 2 278 o HauiaHansHni xynomHia MyIod YepaiHe
Wasyl Yermilowv. Cover Layout Fragment of the edition "Pidmyata Taylina® (Virgin Soil Upturned) novel novol by
Mykhaile Sholokhow, 1932, Paper on cardbaard, ink, gouache, applique,
|'u|.ir'|E pen lining. 17,7 = 2T B cme Makicmal Art Musewm: of Lkraine

bopuc Kocaper, DOKnaguHea ansmaHaxy olens nawoc Tpus 1918, [ koneryii Hagii Kocapseoi
Borys Kosaraw, Cover of the slmanac "Sem plus tri” (Seven plus three) 1918, From the collection of Madia Kosareva
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“THT | ¥ BOix HBCTYIHWE NIANKCEX
POEMIPH BEFIAHT ¥ CAHTHMATRRY
“Here and in the Further captions
the dimansions are indicabed in
centimaters
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l=aH rl-ﬂ,qﬂ.ﬂl":ﬂ. E'B'HHHCUZ NpQHACNORoCT.
1927 Nanlp, pepeaoper. 17,7 * 12,32
3] = 25,4 (apeyw). HawioHansHMGA
EYACMHIE HYIeE Yicpaing
lvan Padalka. House of Industry. 1927,
Paper, woodcut, 17,7 = 12,3; 31 = 354
{sheet). Mational Art Museum of Ukraing
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