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Introduction

Polychromy in architecture is one of the important char-
acteristics that give us an understanding of how architec-
tural objects, complexes or cities look like. Polychromy 
indicates the age of a building, its style, and often the ar-
chitect. Moreover, specific aspects of polychromy, related 
to geographic and climatic conditions prevail in certain 
areas. The natural colouring of the area, availability of 
building materials and natural lighting play an extremely 
important role in the polychrome design of façades and 
interiors. In research on the history of architecture and 
art, aspects of polychrome design in architecture have 
certainly been mentioned, yet there has been no com-
prehensive account of polychromy especially in the con-
text of environmental conditions.1 However, Volodymyr 
Vujtsyk, Myroslawa Majorchuk, Kost` Prysiazshnyy, Pavlo 
Grankin, Romana Cielątkowska, and Yurij Biriuliov among 
others have considered some regional features of poly-
chromy, namely in the architecture of Lviv.2 These authors 
have described the evolution of polychromy in Lviv archi-
tecture as the evolution of certain techniques3, architects4 
and periods.5 The aim of this article is to classify and ana-
lyse the evolution of polychromy in the context of its links 
to or lack of them to the environment on the basis of my 
bibliographical and field research on Lviv´s architecture.

The classification of polychromy  
depending on natural conditions 

The available building materials, and the natural poly-
chrome of an area play an extremely important part 
in the polychromy of architecture. We can define two 

1  Guber et al. 1966; Yaralov et al. 1966; Markuzon et al. 1967; Bunin, 
Kaplun and Maksimov 1969; Khalpakhch’yan et al. 1970; Markuzon 
et al. 1973; Rzepińska 1989; Yefimov 1990.

2  Prysiazhnyi 1998; Prysiazhnyi 2002: 16; Bevz (ed.) 2004; Biriuliov 
2005; Cielątkowska and Oniŝenko-Švec’ 2006; Grankin 2010.

3  Kazantseva 2005, 2014, 2015b.
4  Kazantseva 2016c.
5  Kazantseva 2015a, 2016a, 2016b, 2017.

sta ges for polychromy in architecture: 1) passive poly-
chromy or the polychromy of building materials. This 
is the earliest stage, when architecture is merging with 
the environment due to the use of local building materi-
als; 2) active polychromy or the polychrome technology 
which is a developed stage aimed at differentiating ar-
chitecture from the environment. The desire to merge 
or to differentiate architecture from the environment by 
the means of polychromy, which can be active or passive, 
already existed in the architecture of ancient times. In 
primitive cultures, the polychromy of building materials 
existed, which we can consider passive. This polychromy 
unites architecture with the environment because it uses 
the available materials of the area, e.g., the adobe archi-
tecture of the city of Shibam, Yemen, which has been 
built of adobe without the use of additional colour from 
ancient times. Depending on the materials used, we can 
differentiate clay, stone, adobe and ice architecture. 
Green architecture, with its desire to integrate buildings 
into the environment, ranges from ancient Norwegian 
buildings with green roofs to Peter Vetsch’s houses and 
Patric Blanc’s designs are also the type of passive poly-
chromy. 

Another, the more developed stage, is defined by 
polychromy techniques, which aim to differentiate archi-
tecture from the environment. These active. polychromy 
techniques include all possible varieties of paintings, in-
lays, mosaics, claddings, etc. created by man with deco-
rative purpose in the process of architectural evolution. 
Obviously we often encounter combined versions of both 
types of polychromy.

In Ancient Egypt, buildings merged with the environ-
ment due to their construction from local building materi-
als (granite, dolomite). However, in order to differentiate 
architecture from its desert environment their reliefs 
were painted in white, yellow, red, green, and blue. The 
will to identify the interior with cool blooming oases was 
expressed in wall and floor coverings using blue and green 
majolica tiles, which are associated with water. All the ar-
chitecture of Middle Asia is characterised by this desire 
to imitate water, which is expressed in the use of smooth 
brilliant surfaces of majolica tiles on walls and domes. 
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Ancient Crete was a verdant island surrounded by the 
blue sea, both of which are reflected in its polychromy. 
Therefore, in their paintings ancient Cretans used a blue 
palette dominated by bright plant motives, which unites 
the building’s interior with its natural surroundings. 
The columns were emphasised with red colour, which 
expresses their constructive meaning and man-made 
origin.

In classical Greece, buildings were constructed from 
marble, which was an available local material. How-
ever, in natural lighting conditions this marble has a 
very strong shine, which needs to be muted. Therefore, 
Greeks used encaustic – deep painting of marble, which 
has a crystal structure and thus begins to shine from 
the middle. The Greeks used extremely vivid colours, 
which are used in order to be consistent with the bright 
colo uring of Greek nature (complementing it with the 
introduction of pure red colour), and with the desire to 
separate them from nature with by the special appro-
priation of wild material by painting. Greeks never used 
mixed colours but set primary colours against each other 
colours causing their optical mixture. Gottfried Semper6, 
proposed that this led to dynamic gleaming covering the 
building in raw colour reflections. In this case, the build-
ing can be associated with an integral element of Greek 
landscape –  namely the sea with its sparkling twinkling 
surface, which reflects additional light. According to 
antique tradition, Greeks judged colours based on how 
much light they carry. Reading Greek descriptions of 
their buildings we understand that they prioritised light, 
gleaming and shine instead of colour.7 Nowadays Greek 
architecture is differentiated with bright colouring but in 
shades of pink, blue and white. 

Ancient Rome was a great empire that united many 
states with different natural and climatic conditions and, 
which traditionally had various techniques and principles 
of polychromy, using different building and finishing ma-
terials. Therefore, in the architecture of Roman Empire, 
various attitudes to polychromy existed. These included 
the use of colour medley marbles, decorative claddings, 
painting of brick or concrete walls, the use of illusionist 
paintings (4 styles) and mosaics. In general, it created a 
rather motley and not always harmonious palette, but 
comprised all possible materials and techniques. 

The Byzantine state occupied areas distant from mar-
ble deposits, which is why marble was used only for spe-
cial decorative elements such as columns, capitals and 
altars. The walls were built with brick interspersed with 
wide mortar layers, which created a specific pink colo-
uring of façade walls due to local building materials and 
technologies. In the interior, a rich palate of techniques 
was used – at first mosaics (when the construction pro-
cess was not yet finished) and later al fresco painting. In 
the territory of the Kievan Rus̀  striped brick masonry 

6  Semper 1851.
7  Gage 1994.

had been improved using the opus mixtum technique 
which meant that boulders could be inserted and ma-
sonry became tricoloured. These stones derived from 
local hard rocks made the masonry stronger and gave 
it a new aesthetic appearance. Certainly, besides tech-
nological aspect, this phenomenon had a sacred origin, 
because the church was treated like a man with modest 
appearance and with a magnificent inner world. In the 
interior the techniques were used that aimed to present 
the God`s church if it were really God`s kingdom. Mosa-
ics and al fresco paintings gave the interior space of the 
church flamboyance and brightness, namely gold on the 
nimbus and background which increased the light in the 
church, which penetrated through little windows glazed 
with crown glass. 

In the case of Medieval European architecture, ma-
sonry from local building materials played a significant 
role in façade design. This  has a direct link to the natu-
ral environment. However, we cannot see this attitude 
to polychromy as being passive because the decorative 
combination of various local building materials used on 
the façade surface was covered with a thin layer of pink 
plaster. The use of bright contrasting colour in the cloudy 
European climate helped to contrast buildings from their 
natural surroundings. The tradition of marble cladding 
was not interrupted in Italy and during the Medieval pe-
riod and geometrically patterned façades and interiors 
were developed there. In other countries, stone masonry 
of various shapes and colour combinations were used on 
façades and the rows of stone and brick can alternate as 
an opus mixtum. During the Gothic era, in countries with 
limited deposits of stone, brick masonry was employed. 
Brick masonry with pink joints (due to the addition of 
crushed pottery) gave pink colouring to the towns. Brick 
masonry surfaces were diversified using baked or colour-
glazed bricks, which decorated door and window frames 
and decorative details or geometrical masonry orna-
ments. Timber-framing was one more version of façade 
polychromy which made diverse polychrome design of 
the wooden frame and infill possible, either using ex-
posed brick and stone surfaces or being covered with 
plaster. 

Various attitudes to polychromy design were also de-
veloped in the interior. Artistic polychromy often domi-
nated when the walls were covered with murals painted 
with local pigments. In architectural polychromy, the 
framing (pillars, arches, ribs) was emphasised, either 
by being bricked or plastered on to the brick wall back-
ground.8 The improvement of stained glass technique 
changed the church lighting from natural or green (be-
cause of opaque crown glass) to multi-coloured. In the 
Medieval Period, light was treated as a divine radiance 
therefore coloured stained glass was a necessary attribu-
te of spiritual inspiration, which magically transformed 
the church interior. Two attitudes to church polychromy 

8  Małachowicz 2000: 29–46.
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existed at that time: 1) stained glass with monochrome 
walls, 2) wall paintings without stained glass. According 
to the analysis of Medieval manuscripts illustrations, 
opened bright colours were widespread with the limited 
use of yellow. 

The Renaissance period can be characterised by a 
style related to the development of all of man`s capa-
bilities and talents. This gave architects the possibility to 
use all possible techniques on the façades and interiors. 
Intensive sun radiance in Italy lead to an appearance of 
sgraffito technique as the imitation of stone architectural 
and sculptural decoration9. Majolica inserts on façades 
gave an effect of point lustre. Architectural polychromy, 
which emphasises the architectural frame, was used in 
order to better reveal the architectonics of a building. In 
addition, walls were decorated with paintings in al fresco 
technique, which despite achievements in perspective 
were still depicted in bright colours without mixing. 

According to Karol Estreicher10 the Renaissance was 
characterised by blue colour, which symbolises matu-

9  Kazantseva 2002: 223–230.
10  Estreicher 1986.

rity. Lviv as a city surrounded by greenery did not use 
blue colour but green, which in combination with red 
creates colour scheme associating with fertility and har-
vest, which corresponds to the mentality of the land. 
Therefore, sandstone façade decoration of this period is 
painted in various colours – green, red, yellow, white, 
black and gold, which reflects the richness of the colours 
of the surroundings. Walls were painted in ochre, which 
made them similar to the colour of local sandstone. An-
other version of polychromy of Renaissance façades was 
painting in red colour, which was manufactured from 
local clays. particularly public and sacred buildings (City 
Arsenal, Korniakt Tower) which were painted red stood 
out in the city (Fig. 1).

However, in the interiors or on the yard façades the 
use of blue colour was also possible because of the ab-
sence of aggressive influence of the sun. According to 
research on the interior of the house in 37 Rynok Square, 
the walls and the ceiling beams were painted blue. In 
the Renaissance, the use of polychromy related to local 
building materials was popular. Each country or city had 
its own preference, such as marble cladding in Italy, ala-

Fig. 1. Use of the combination of red and 
green colours in Lviv Renaissance, which 
creates colouristic scheme associating with 
fertility and harvest, corresponding to the 
nature and mentality of the land. The en-
semble of Assumption Church and Korniakt 
Tower (16th–17th centuries), Lviv (drawn by 
T. Kazantseva)
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baster (known as Rus` marble) and pink sandstone in Lviv 
(Boim`s Chapel, Bandinelli Palace).

During the Baroque period, the principles of poly-
chromy became more complicated. As a style, the Ba-
roque is related to the architecture and polychromy of 
the Ancient Rome. Accordingly, in many countries, the 
use of the exquisite palette of finishing materials, com-
plex colouring of architectural and artistic paintings is 
common. This complex mixture of many colours, was 
obviously related to a complex world perception, which 
cannot be transmitted with the combination of opened 
colours (Fig. 2). The desire to deepen the mystique of 
the world was expressed by the introduction of illusion-
ist paintings, which imitated architectural elements, and 
added light and shadow. The colour on the façade was 
treated as a means of architectural polychromy, which 
makes decorative elements look more relief or plane. In 

the Early Baroque, architectural elements were painted 
in light colours which emphasise their volume on the 
dark background. In the Late Baroque, the opposite 
architectural polychromy was used when architectural 
decoration was painted in red or black on a light wall 
surface11. We have examples of such polychromy in Lviv 
architecture when Renaissance façades the were repaint-
ed according to the Baroque fashion in the 18th century, 
using an olive background and black sandstone elements. 

The presence of God was deemed necessary in the 
Baroque world. Besides depicting God and the saints, 
God is expressed through the golden light, especially of 
background, which dominated in the Baroque colouring. 
Due to the surfeit of sunlight, such images take limited 
space on the façades. However, in interiors, backgrounds 

11  Brzezowski 2000: 61–70.

Fig. 2. Correspondence of complex colour 
palette, domination of gold with complex 
landscape colouring and world perception in 
Baroque. Dominican Church (18th century), 
Lviv (drawn by T. Kazantseva)



109Preventive conservation of the human environment 6 • architecture as an element of the landscape

Tetiana Kazantseva Polychromy in architecture as a manifestation of the link between man and environment

of paintings, architectural details (capitals, keystones), 
rococo decoration, sometimes putti and altars (in the 
Latin Cathedral in Lviv) were gilded. Because of the gen-
eral darkness of the church interior and harmonious 
colour palette, such amount of gold in the interior was 
not perceived as excessive but seen as necessary to give 
additional light.

Love of marble, which has Italian origin, had been 
spread throughout Europe. However, true marble was 
used very rarely, because it was replaced with scagliola 
or painted imitation. Therefore, the lack of natural fini-
shing material was compensated by its artificial version, 
which often was brighter and fancier than the natural 
stone. However, in Lviv, which was a city with old-fashio-
ned aesthetic preferences, the false marble was very 
similar to the natural stone.

Obviously, during the Baroque period, people started 
to feel the lack of space and especially the lack of light 
in the interiors. Stained glass was not used in this pe-
riod, window frames became larger. Furthermore, more 
light was needed to illuminate paintings executed with 
complex palette, which could not be appreciated in bad 
lighting conditions. Illusionary windows were painted, in 
which heaven (complete with God and angels) and land-
scapes appeared, and doors to unknown worlds were 
opened (Bernardine Church). 

During Classicism, the polychrome design of buildings 
was similar in all countries. This was not related to any 
geographic or climatic conditions, but there was used to 
create a coherent architectural urban ensemble, united 
also in its polychrome aspect (Fig. 3). 

In certain countries (e.g., the Russian empire), the 
polychrome design of buildings was severely regulated 
by special directives, with project drawings being sub-
mitted for approval. In classicism, a specific polychrome 
scheme proliferated which included light (white) archi-
tectural details and coloured backgrounds (light yel-
low, light pink, light blue). In the Empire, widespread 
polychrome schemes included: light façades and bright 
relief backgrounds, which mainly used red on façades, 
and green in the interiors. This colour scheme reflected 
Napoleon`s preferences. 

In the 19th century, architects and clients gained pos-
sibilities to travel and become acquainted with the archi-
tectural richness of various countries and people, which 
resulted in their willingness to use all possible motives 
in a single building during the era of Historicism. This 
included the imitation of the natural stone surfaces in 
plaster. Façades were coloured using an ochre or grey 
palette (Fig. 4).

In addition, during the middle of the 19th century, the 
so-called “Lviv polychromy” was destroyed. This meant 
that the coloured façades of Renaissance and Baroque 
houses were cleaned and covered with grey concrete 
plaster. At that time, the society tried to separate it-
self from nature, scientific and technical progress was 

the greatest achievement of the period, rationality and 
pragmatism resulted in the appearance of metrical and 
monotonous façades (Fig. 5). 

Certainly, the approach to the polychrome interior 
design differed from façade design, resembling the uni-
ted approach of Ancient Rome. This was inspired by the 
discoveries of ancient polychromy, which was not un-
derstood at once. With the aim to create a polychrome 
effect, all possible artistic and architectural methods 
were used. These methods were neither related to local 
natural colouring, nor with available building materials, 
they were entirely orientated on the use of polychrome 
methods dictated by Pan European heritage (Figs 6–7). 
In the interiors of dwellings, a few polychrome methods 
were used that were adapted to the urban environment. 
Wooden elements including staircase, doors, frames, 
parquetry floor dominated in the interior. At that time 
graining technique (imitation of wooden texture) was 
wide spread. The staircases of tenements were orien-
tated towards the courtyard, which was not attractive 
and devoid of greenery. Appropriately, stained glass or 
their painted imitation were inserted into the windows. 
The illusion of greenery with flowers was created with 
the textured glass of green or red colour, which was the 
cheapest version of stained glass.

However, this situation did not last long. In large cit-
ies, people were living in a large stone wastelands, of-
ten devoid of even minimal greenery, with polluted air 
because of factories. For instance, as early as the 1880s 
a painting series was completed, which presented the 
evolution of humanity aa decorating the Assembly Hall of 
Lviv Polytechnic University, the artists depicted the black 
smoke from factory smoke stacks as a progressive phe-
nomenon, not as an ecological problem. However, the 
attitude to mechanisation and quick urbanisation subse-
quently changed. The tendency to admire handiwork and 
lead a life close to nature reappeared, and rural themes 
increasingly attracted romantic interest (Fig. 8).

William Morris’ Red House opened a new epoch in the 
attitude polychrome to architecture which was based on 
the concept of the truth of materials, namely the use of 
open surfaces of building materials such as stone socles, 
brick walls and roof tiles (Figs 9–10). The Picturesque 
Style, which was transitional between Historicism and 
the Secession, demonstrated a considerable connection 
with the natural environment, using natural materials, 
local building and artistic traditions. At the end of the 
19th century, Julian Zaharievych encouraged his students 
to go to the Carpathian Mountains and to study wooden 
folk churches in order to adopt these elements into their 
architecture. At first, wooden porches, verandas, galler-
ies looked as alien elements on the façades done in the 
Historicist Style but meanwhile they are seen to create a 
harmonious ensemble of picturesque façades (Fig. 11). 
Bright vivid colours became popular again, flourishing 
on façades clothes in majolica tiles, which have Medie-
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Fig. 3. The restricted and laconic poly-
chrome design of the façade in Classicism 
Style equal for various countries. Catholic 
Archbishops Palace (the first half of the 19th 

century), Lviv (drawn by T. Kazantseva)

Fig. 4. Imitation of the natural stone sur-
face in plaster in the Neo-Renaissance Style. 
The National Bank (1895–1903), Lviv (drawn 
by T. Kazantseva)

Fig. 5. Metrical and monotonous poly-
chrome scheme of the façade in the Histori-
cism Style. Hospital in Ohiyenka Str. (the 
second half of the 19th century), Lviv (drawn 
by T. Kazantseva)
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Fig. 6. Architectural polychromy in Neo-
Renaissance building, which is not related to 
local traditions. The Building of Parliament of 
Galicia (1877–1881), Lviv  
(drawn by T. Kazantseva)

Fig. 7. Architectural polychromy in Neo-
Classicism building, which is not related to 
local traditions. Lviv Polytechnic University 
(1873–1877) (drawn by T. Kazantseva)

val and folk origin (Fig. 12). The roofs were covered with 
multicoloured majolica tiles and metal fences were 
gilded. This multicoloured attitude reached its culmina-
tion in the Galician Savings Bank, which contempora-
ries compared to a peacock. All possible means of poly-
chromy were used in interiors. Even ceramic stove tiles 
were glazed in various colours simultaneously something 
which had not been used either in Historicism, or during 
the Secession. The period of the incipient New Style, was 
characterised by the search for new links with nature in 
contrast to total mechanisation and urbanisation. In this 
period the development of scientific and technical pro-
gress became actual. Simultaneously the search for new 
ornaments in architecture and art were guided by the 
fact that nature became the only source for inspiration, 
imitation and stylisation. Complex shades of green or 
ochre colour were used on the façades, window frames, 
doors, fences, and even roos were painted in green. The 
inspiration of local plants and local landscape colour be-
came very important in Secession art. The façades are 
covered with majolica tiles, which refracted and thus in-
creased the light in the city (Fig. 13). Naturally inspired 
motifs on majolica and mosaic panels included roses, 

lilac, morning glory, poppies, chrysanthemums, grapes 
and chestnuts as well as butterflies and griffins. In Late 
Secession architecture, there was a tendency to use ter-
razzo plaster on the façades, imitating natural stone sur-
faces (Figs 14–15).

The use of majolica tiles in interiors increased their 
illumination and changed their colour. In late Secession 
interiors, false marble or alabaster cladding became 
popular, which can be classified as a polychromy of 
building materials. Ochre, grey or red coloured mar-
ble resembles the colour of Lviv´s sandstone (19 Dor-
oshenka Str.). The domination of warm shades of red, 
create a warm atmosphere in the interiors. Stained glass 
imitation in trompe-l’œil technique with floral motives 
and textured glass gave a special soft diffuse lighting to 
Secession interiors. Walls and ceilings of Secession build-
ings were decorated with paintings of flowers (stylised 
and reali-stically depicted), landscapes, angels, the sky 
with clouds and swallows, which imitated the natural 
environment. Sometimes in the interiors, polychromy 
was carried out in various techniques and material to 
express one natural theme (poppy theme in 17 Nechuia-
Levytskoho Str.)
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Fig. 8. Partial realisation of the conception of a city 
as a garden when the laconic architecture of rural house 
merges with the blooming environment. Starosnesenska 
Str., Lviv (drawn by T. Kazantseva)
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Fig. 9. Appearing of vivid colours resem-
bling brick wall on the façades in Picturesque 
Style. The drawing by the author. Villa of 
Dunikovskyj (1897–1899), Lviv  
(drawn by T. Kazantseva)

Fig. 10. Use of opened surfaces of build-
ing materials as stone socle, brick walls, roof 
tiles in Picturesque Style. Villa of Gizhytskyj 
(1894), Lviv (drawn by T. Kazantseva)
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Fig. 11. The link with vernacular style by 
the use of wooden elements, shingle roof, 
light plaster in Picturesque Style. Villa of Ra-
mult (1890), Lviv (drawn by T. Kazantseva)

Fig. 12. The combination of colour facing 
materials (majolica tiles, brick elements) in 
Picturesque Style. Villa of Svitalskyj (1890–
1891), Lviv (drawn by T. Kazantseva)

Fig. 13. Increasing of the illumination by 
the use of light façade and shining purple 
and green majolica tiles in Secession. 8–10-a, 
Dontsova Str. (1906–1908), Lviv  
(drawn by T. Kazantseva)
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Fig. 14. Delicate terrazzo plaster in Late 
Secession representing the truth of mate-
rial. The Directorate of Railways (1912), Lviv 
(drawn by T. Kazantseva)

Fig. 15. Imitation of natural stone surfa-
ces in Late Secession. Rental house of Adam 
Didur (1911), Lviv (drawn by T. Kazantseva)

The folk version of Secession (named in Lviv as Hut-
sulian Secession) entirely turned to local traditions cre-
ating façade which were identical to rural houses in their 
use of light walls, paintings under windows and cornice 
(which was substituted by majolica panels in the city) 
and high roofs covered with wooden shingles or tiles, 
supported by wooden brackets (Figs 16–17).

The interiors were decorated by majolica stoves with 
local folk ornaments, vivid rugs and paintings imitating 
folk ornaments. While in the architecture of the begin-
ning of the 20th century local traditions were held in very 
high estimation. Nowadays we observe the decline of 
folk inspired culture and the lack of understanding of 
its value. Churches are not being built with wood, as it 
has to be according to traditional building technologies 

and to harmonise with the region’s nature. In contrast, 
churches now have shining multicoloured or golden met-
al coverings of not only of their domes but also the walls, 
which unpleasantly strike the eye. In addition, wooden 
Carpathian houses are now painted in artificial violet or 
light green colours becoming disharmonious elements, 
not related to nature.

In the Interwar period three attitudes to façade poly-
chromy existed: 1) plastered façade with sgraffito inserts; 
2) brick façade surface; 3) combination of plaster and 
brick surfaces (7 Myrnoho Str.). Façades were covered 
with terrazzo plaster with mica and stone chips. They 
provide a high quality of façade surface and delicate but 
diverse and varicoloured polychromy connected with the 
truth of material. However, such polychromy design was 
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similar throughout European architecture of that time 
without connection with the local traditions or being har-
monious to their located in green surroundings (Fig. 18).

The interior spaces were designed with the use of 
luxurious building materials: artificial marble on the walls 
and floor, monochromatic floor tiles and terrazzo, bronze 
lamps, wood and brass for rails, latches and mailboxes 
and doors (148 Franka Str.).

Conclusions 

1. Available building materials, the natural colouring of 
the area and lighting conditions play an extremely impor-
tant part in the evolution of polychromy in architecture. 
We can define two stages for polychromy in architecture: 
1) passive polychromy or the polychromy of building ma-
terials (the earliest stage, when the architecture is merg-

ing with the environment due to the use of local building 
materials); 2) active polychromy or the polychromy of 
techniques (the developed stage which aimed to differ-
entiate the architecture from the environment).

2. On the basis of the analysis of the evolution poly-
chromy in architecture we have revealed the peculiarities 
of polychromy link with environment: in Egypt – similarity 
of interior to a blooming oasis (bright paintings, blue and 
green majolica tiles), in Asia – longing for water (ceramic 
tiles of domes and walls), in the Minoan culture – dwel-
ling as a continuation of the natural environment (blue 
palette of paintings), in classical Greece – harmony with 
the bright colouring of nature (encaustic for reducing the 
marble shine, providing its colour and luminescence), in 
Rome – unification of states with different geographic and 
climatic conditions (diversity of polychrome technique 
and materials), in Byzantium – the absence of stone and 
correspondence with the concept of Christianity (ascetic 

Fig. 16. Turning to local folk traditions in 
Hutsulian Secession (majolica, wooden and 
shingle elements). The campus of Ukrainian 
Pedagogic Society (1908), Lviv 
 (drawn by T. Kazantseva)

Fig. 17. Light façade with tile roof and 
colourful interior paintings in Hutsulian Se-
cession. Musical Institute (1913–1916), Lviv 
(drawn by T. Kazantseva)
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Fig. 18. Restricted and laconic polychro-
my in Art Deco buildings, which is appropri-
ate for villas hidden in the greenery. 5 Hlinki 
Str., Lviv (drawn by T. Kazantseva)

brick façades and magnificent interiors with mosaics and 
paintings), in Middle Ages – the brightness, expression 
of tectonic and link with God (use of local building ma-
terials, patterned brick and stone masonries and timber-
framing, stained glass, bright palette), in the Renaissance 
– illusionist tectonic and an adaptation to peculiarities of 
the specific country (sgraffito and majolica in areas with 
bright lighting, architectural polychromy and al fresco 
paintings in interiors), during the Baroque – complex 
theological world view (complex palette, gold background 
and details, illusionist paintings), in Classicism – require-
ments of hierarchy and ensemble creation (white deco-
ration and coloured backgrounds), during Historicism – 
separation from nature, desire to use all possible historic 
motives from different regions (imitation of stone on the 
façades through use of shades of grey, richness of tech-
niques in interior), in the Picturesque period – close con-

nection with nature and local culture, revival of manual 
manufacture (truth of building materials and their inten-
sive use), during the Secession – nature and folk art was 
a source for inspiration (local colouring in stained glass, 
painting, majolica and mosaic panels, shades of green), 
in the Interwar period architecture was characterised by 
rationality and elegance (sgraffito and terrazzo façade 
plaster, precious facing materials in interior).

3. When the specific links of polychromy with the 
environment are considered, we can define periods in 
which we can observe a strong link of polychromy to 
the environment such as in the architecture of ancient 
periods, Middle Ages, Renaissance, Picturesque, and 
Secession. In the Baroque, Historicist and Functionalist 
periods polychrome methods are similar, we cannot find 
a polychrome reference related to the natural colour of 
natural features. 
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