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RUINS AS ARCHITECTURE OF ADAPTABILITY

Summary: The article presents a critical review of
the Second Edition of the Sharjah Architecture Tri-
ennial (SAT), which was held from November 11th,
2023, to March 10th, 2024, under the curatorship
of Tosin Oshinowo from Nigeria. The innovative re-
thinking of ruins and the development of their new
image, which highlighted delicate facets of contem-
porary reality including ecology, ethnicity, and tra-
dition, reflected the Triennial's central topic - The
Beauty of Impermanence: An Architecture of Ad-
aptability.

The author analyses the phenomenon of ruins
not only as an architectural object but also as a sub-
ject of philosophical research - ruins as a space of
dialogue with the past, as an artistic context for lit-
erary, philosophical and creative research, as a re-
flection of the experiences of modernity; thus, a
universal image that has been proven over centuries.

The article describes the most expressive projects
of the Triennial presented on abandoned and ruined
sites. These are Al Qasimiya School, Al Jubail Veg-
etable Market, Old Slaughterhouse, Industrial Area
5. Sharjah Mall and the deserted sandy village of Al
Madam. The authors of the objects and installations
presented at the Second Triennial of Architecture in
Sharjah strived to overcome the symbolic and fig-
urative meanings of ruins, associated with images
of a bygone time, abandonment, the destructive
power of time and the elements. They suggested
looking at them through the prism of adaptability.

20

The architectural projects of the Triennial demon-
strate an attempt to overcome the symbolic death
of architecture, which was the result of its unex-
pectedly revealed uselessness and inexpediency.

Keywords: the second edition of the Sharjah Ar-
chitecture Triennial (SAT), ruins, architecture of ad-
aptability

Ruins as an architectural object, as an artistic
image, as a historical context have been present in
culture for centuries. Ruins are many-sided. They
are a symbol of the past and a context of identity,
an image of a bygone time and a kind of roman-
tic flair on the face of death. Images of ruins are
constantly presented in art. They can be found in
literary and artistic works, where they are used as
settings for mysterious and dramatic plots. Mod-
ern filmography often illustrates fantastic images
of the future of civilization with destruction and
ruins reflecting insurmountable elements. Interest
in this topic does not wane and, from time to time,
produces grandiose projects. For example, the au-
thors of the exposition idea for the Ruin Lust exhi-
bition (2014) at the Tate Gallery in London, where
works from the 17th to 20th centuries were shown,
view ruins as images of transience, doom and lyrical
melancholy. In contrast, the Sharjah Triennial offers
a new way of understanding ruined buildings: utili-
ty and adaptability.

Ruin is the antipode of creation and vitality. Time
always runs backwards here. What makes humani-

Il 1. Collaboration:

Henry Glogau and Aleksander Kongshaug. Resource Autonomy. 2023
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Il 2. Limbo Accara, SUPER LIMBO. 2023.

Il 3. Limbo Accara, SUPER LIMBO. 2023. Photo by Danko Stjepanovic. Courtesy of Sharjah Architecture Triennial

ty return to this tragic image again and again? Per-
haps the answers to these questions can be found
after visiting the second edition of the Sharjah Ar-
chitecture Triennial (SAT), which was held from No

vember 11th, 2023, to March 10th, 2024, under
the curatorship of Tosin Oshinowo from Nigeria. The
innovative rethinking of ruins and the development
\\\of their new image, which highlighted delicate
facets of contemporary reality including ecology,
ethnicity, and tradition, reflected the Triennial's cen-
tral topic - The Beauty of Impermanence: An Archi-
tecture of Adaptability.

SAT presented projects of 29 participants from
different countries. All of them were united by such
an extraordinary similarity in the conceptual under-
standing of modern architectural thinking that, with
rare exceptions, it was perhaps difficult to identify
the participants and determine the unique creative
style; they were so united in the common feeling of
the theme and its expression.

A number of abandoned or ruined buildings, un-
inhabited environmental areas, which, in principle,
were not easy to find in the rapidly developing con-
struction industry of the UAE, where new buildings,

dazzling with advances in architectural forms and
design, emerge instantaneously, rapidly capturing
empty territories, became the SAT sites. Against their
background, ruins take on the meaning of an an-
tithesis to this splendour of new construction tech-
nologies and architectural achievements, declaring
a kind of “new reality”, used as an image of mem-
ory, nostalgia, and resistance to time.

By building new structures into casings, walls,
and skeletons of destroyed and abandoned build-
ings, the authors of the installations endow them
with new meanings, thereby giving them new life
as a ticket from the past to the future. Bearing el-
ements of chance and destruction, a ruin acquires
structures and meanings of reflected modernity,
which equates it with new images of architecture.
A.Schonle spoke wonderfully about this transfor-
mation: “They (the ruins) declare the intersection
of the past and the present, the multi-channel na-
ture of history, the existence of alternative historical
series, the return of the past or its latent presence
in the present”’ .

1. Schonle A. “"Apology for Ruins in the Philosophy of History
// New Literary Review. 2009, No. 5 (95), Pp.24-38.
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Il 4. Sharjah Architecture Triennial. Installation view

The SAT was held at several and fairly widely sep-
arated locations throughout Sharjah. These were Al
Qasimiya School, Al Jubail Vegetable Market, Old
Slaughterhouse, Industrial Area 5, Sharjah Mall and
Al Madam Village.

It is obvious that the basic concepts for the Tri-
ennial participants were: ecology and consumption
of modern society, the use of recycled and natu-
ral materials; locality and emphasised value of tra-
dition and ethnic culture. It should be noted that
all installations presented were delicately and har-
moniously integrated into the spaces presented to
the participants.

Not all objects look like ruins in the literal sense.
For example, an empty typical school building with
a large courtyard appears to be partially intact and,
with the exception of some peeling plaster in places,
does not show much damage. However, the abso-
lute desolation of the space left behind is poignant.
Classrooms, in which there is no school furniture or
school supplies left, are empty, doors are wide open.
Eighteen participants presented their projects here.
Small architectural forms built in the school yard
are among the most expressive objects. The domed
pavilion, created from nearly 1,500 tires collected
from Sharjah's landfills, is called the 3-Minute Cor-
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L. 5. Miriam Hillawi Abraham. The Museum of Artifice. 2023

ridor2. It is created by Wallmakers (an architectural
firm founded by Vinu Daniel from Kerala). Desert
sand, which is considered unsuitable for construc-
tion, was the “finishing” material for the walls of
the pavilion.

Not to mention the artistic and aesthetic objec-
tives of the 3-Minute Corridor, the creators of the
pavilion emphasise its conceptuality, putting global
environmental problems and waste disposal in the
foreground: “Car tires are a global environmental
problem and account for 2% of all waste collected
throughout the world. More than 280 million tires
are thrown away every year; however, only 30 mil-
lion are recycled or reused”? .

The authors invite the visitor to take a 3-minute
walk, reflecting on the enormous scale of industrial
waste. It should be especially noted that the authors
tried to really solve a number of pressing problems
in the rational use of tires. For instance, they car-
ried out impressive “laboratory” work on thermal
insulation. The interior space of the pavilion, de-
spite its openness, is surprisingly cool, which is im-
portant for the local climate.

2. Wallmakers. The 3-Minute Corridor, 2023. 1,425 recycled
tires, sand, 200 m2.

3. The Beauty of Impermanence: An Architecture of
Adaptability. Sharjah Architecture Triennial, 2023

Ill. 6. Concrete Tent by DAAR. Sharjah Architecture Triennial. Photo by Herman Hjorth Berge

The Resource Autonomy objects, interesting and
elegant exhibits at the Al Qasimiya School site, were
created by Henry Glogau & Alexander Kongshaug.
Responding to the ideas proposed by the curator of
the Triennial, they presented low-tech devices ad-
aptable to any space. When creating them, the au-
thors used available materials - bamboo trunks, used
fabrics, used batteries, hoses, plastic water contain-
ers. The project demonstrates architectural objects

that are distinguished by a certain self-sufficien-
cy and independence from modern technological
processes and materials. At the same time, these ex-
pressive forms, reminiscent of tents, demonstrate
utility - each has a special function. One is a place
to store water, another is a desalination device pow-
ered by sunlight, and the third one uses brine to
create air purifying filters. These problems are a pri-
ority for the authors.

The Al-Jubail vegetable market, which has been
empty for almost ten years, is the next site of the
triennial. Works of six authors presented here ad-
dress various aspects of Sharjah's industrial and ag-
ricultural activities through the lens of environmental
and social issues. The installation SHJ 1X72
— 1X89, made up of 3D prints, videos, models, tell-
ing the history of architecture in the Emirates over a
half-century period, is among the exhibits. For the

author, Brooklyn-based artist Olalekan Jeyifous, the
theme of “people - environment - oil” is a priority
here. Rods with banners attached to them with pho-
tographs on an urban theme, as well as with char-
acteristic images reflecting social problems, hang
from the ceiling. On one of them, the phrase “Smile
You are in Sharjah” is written over a photo of a tex-
tured dirty wall. The appeal, lined with flowers in
the flowerbeds but containing a bitter hint of ridi-
cule due to the context, became one of the slogans
of the Triennale.

Through the narrow, long space of Al-Jubail,
French architect and designer Thomas Egoumenides
stretched a long composition assembled from thin
metal rods, wires and coils, forming static and dy-
namic elements. It is the mythical Ship of Theseus*.
The transparent and weightless design is geometri-
cally verified and structured. The minimalism of the
object is enlivened only by two colours of plastic
reels - orange and green. The name of the installa-
tion is due to a term that has become a household
word owing to a well-known philosophical paradox.
According to the myth, the ship of the conqueror of
the Minotaur, Theseus, became a relic for the Athe-

4. Thomas Egoumenides, Ship of Theseus, 2023. Mounting,
plastic thread spools, metal threaded rods.
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nians; it was prepared annually for the voyage to
the island of Delos. After returning home,

it was repaired as necessary, replacing boards and
tackle that had become unusable. As a result, this
sacred artefact became practically new, which start-
ed to be the subject of philosophical debate. Iden-
tity is considered here. What remains authentic?
Only the name. Thus, Thomas Egoumenides's in-
stallation became another illustration of the well-
known paradox. Can we call it a ship? The point is
not that there is not even a sliver of some genuine
ship, there is absolutely no figurative resemblance
to any kind of floating craft - neither a liner, nor
a fragile little boat, nor a raft. However, there is a
name. The author undoubtedly appeals to the topic
of identity in the context of globalisation, trying to
find answers to current problems, including in an-
cient philosophy.

The theme of living historical heritage is shown
by Miriam Hillawi Abraham, presenting the Museum
of Art, the content of which is the so-called “digital
twin” of the stone temples of Lalibela carved into
the rocks of Northern Ethiopia. The author literal-
ly recreates the image of sacred walls with cross-
shaped small window openings from blocks of pink
salt, exuding the aroma of oils and incense used
during church services. In the interior space, ritu-
al accessories formed from salt crystals are laid out
on cubes made of salt blocks. A kind of metaphori-
cal bridge along which you can walk from one geo-
graphical, historical and religious space to another.
Here the theme of reuse and social benefit, stat-
ed by the organisers of the SAT, comes to fruition
in the final. When the Triennale is over, the facade
and all the objects on display at the Museum of Art
will be dismantled, ground up and returned to the
original material - turned into aromatic salt, suita-
ble for reuse.

The idea of utility is everywhere here. Each ob-
ject emphasises it specifically. Thus, in the space of
the Old Slaughterhouse, the Kenyan studio Cave_
bureau presents a project called the Anthropocene
Museum, negatively highlighting the area of thought-
less and excessive use of the animal world. In the
context of the slaughterhouse ruins, it is one of the
most dramatic objects of the Triennale, accumulat-
ing installations, videos, artefacts, and sound ef-
fects related to the field of livestock breeding and
the processing of its products. Visitors are invited
to follow the route of the animals: first they enter
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the pens, then go to the slaughterhouse and then
end up in the processing room.

Installation by Adrian Pepe, Utility of Being: A
Paradox of Proximity®, made of wool at various
stages of its processing, sheep skins, as the author
puts it - a by-product of the slaughter process. The
domed-roofed module which he built is covered in
perfectly crafted sheep's wool as a metaphor for
the tense bonds between man and animal driven
by survival and commerce.

The grandiose shell of the unfinished and aban-
doned Sharjah shopping centre, covered with a huge
glass dome, reminiscent of the ruins of Piranesi, is
one of the most emotional and memorable artis-
tic images of the SAT. Some walls are missing, the
spaces are open. There are numerous bird nests in-
side. Only the local hot climate became an obsta-
cle to the growth of vegetation through collapsed
stairs, passages and gaps in ceilings. In this emp-
tiness, hanging from the space under the dome,
obeying the wind, huge panels rise with noise and
fall. This is Super Limbo presented by Limbo Accra
(a spatial design firm founded by Dominique Pet-
it-Frere and Emil Grip). Once conceived as a grand
shopping centre with an area of almost 65,000m of
retail and entertainment space, the centre, accord-
ing to the authors, is one of the largest failed con-
struction projects in the Emirates. By transforming
it into an art space, the authors declare "a tribute
to the potential of unfinished spaces”® .

The last object of the Triennial is located very
far from the main exhibitions, at a distance of more
than fifty kilometres. Here, among the ruins of the
abandoned and sand-covered village of Al Madam,
the Concrete Tent was built. The object, of course,
meets the goals and main idea of the SAT but still,
in a certain sense, loses to its surroundings. A tent
as an image of a temporary home, made of fabric
covered with a concrete solution. Antipodean ma-
terials, fabric and concrete, embody the concept of
contradictions between the archaic past and the in-
dustrial present, between nomadism and sedentism.
Its “concreteness” speaks of the solidity of modern
construction; however, its shape and the fabric as
the base material represent the image of a wan-
derer’'s temporary home. The theme of relocation,
abandonment of home, dislocation sounds piercing-

5. Adrian Pepe, Utility of Being: A Paradox of Proximity, 2023.
Owassie sheep hides.

6. The Beauty of Impermanence: An Architecture of
Adaptability. Sharjah Architecture Triennial, 2023.

ly here. The village of Al-Madam itself, abandoned
and captured by the sands with an empty mosque
towering above the houses, reveals such a powerful
emotional artistic image that it is difficult to com-
pete with it. The authors believe that over time, the
sands will also cover the concrete tent, and it will
share the fate of the ruined houses of Al-Madam.

To summarise, it can be noted that ruins almost
always contain many meanings and are that malle-
able plastic material which always responds to crea-
tive and scientific research, philosophical and artistic
texts. Symbols of eternity, images of a bygone time,
a bridge to the past are all here.

The architectural projects of the Triennale demon-
strate an attempt to overcome the symbolic death
of architecture resulting from its suddenly revealed
uselessness and inexpediency. All SAT objects, with
all the diversity of source material and introduced
conceptual transformations, have one thing in com-
mon - human care.

This is what an empty school, an abandoned vil-
lage, and a shopping centre which was never opened
have in common.

Unfortunately, after the end of the Triennale, the
ruins return from their declared image to the orig-
inal state in which they were before they became
objects of adaptability architecture. The only irony
of time is that we know exactly the date of their re-
turn to the borderline state between the past and
the present. It is the final day of the SAT.

The ruin as a dialogue with the past, as an artis-
tic context for reflecting the experience of moder-
nity is a universal formula, proven over centuries.
It is multi-layered. Here we can see fragments of
antiquity, preserved intact, the artistic transforma-
tions of Piranesi and Robert, the ruins-monuments
of dramatic events which have become memora-
bilia, and many other special points in the history
of culture and art to which we can now include the
ruins inspired by the Second Architectural Trienni-
al in Sharjah (2023-2024).
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PYVHbI KAK APXUTEKTYPA AQATITUBHOCTW

AnHomayus: CTaTbsa NpeacTaBaseT cobon Kpu-
TUYecknin 063op ob6BEKTOB BTopon TpueHHane
apxutektypbl B Wapaxe (The second edition of
the Sharjah Architecture Triennial (SAT)), npoxo-
avewen ¢ 11.11.2023 no 10.03.2024, nog kypa-
TopctBOoM TocuH OwnHoBo (Tosin Oshinowo) n3
Hurepun. KntoueBas tema TpneHHane — «Kpacota
HEeMOCTOAHCTB: apXxuTeKTypa agantuBHocTu» (The
Beauty of Impermanence: An Architecture of Ad-
aptability) Hawna cBOE oTpaxkeHne B KpeaTVBHOM
NepeoCMbICAEHNN PYWH, CO3AaHUM ANA HUX HOBOTO
ob6pa3a, oTpaxkaroLLero Takme YyBCTBUTESIbHbIE ANS
COBPEMEHHOM peasibHOCTN acneKTbl, Kak 3KOJ0rus,
3THOC, TPaAWULMA.

ABTOp aHanun3mpyetr PeHOMEH PyMH He TO/bKO
Kak apXUTEKTYPHbIN 06BEKT, HO ¥ Kak npeamMeT du-
NoCOPCKOro nccnesoBaHus. PynHbl kak NpocTpaH-
CTBO AManora C NpPOLUbIM, KaK XyAOXeCTBEHHbIN
KOHTEKCT antepaTypHbix, dnunocobckunx, KpeaTtms-
HbIX U3bICKAHWN, KaK OTpPaXKxeHns nepexunBaHni
COBPEMEHHOCTU — YHUBEpPCa/bHbIA 06pas, Uchbl-
TaHHbIV BEKAMM.

B cTaTbe onucaHbl Hanbosee Bbipa3uTesbHble
NPOEKTbl TPUEHHase, NpeacTaBiaeHHble Ha 3abpo-
LWEHHbIX U PYMHWPOBAHHbIX NJoLLasgKkax. 31O LWKoaa
Anb-Kacnumus, oBowHOM pbiHOK Anb-[>yb6annb,
cTapas CKOTOHOMHS, NPOMbILLEHHas 30Ha 5, Top-
roBblv LeHTp LWapaxu n octaBaeHHas XUTensamm
3aHecéHHas neckamu gepesHa Anb-Magam. ABTopbl
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06BEKTOB W MHCTaNNALMI, NPeACTaBAeHHbIX Ha BTo-
pon TpueHHane apxutekTypsbl B LLapaxe, ctpemarcs
npeoAoneTs CUMBOAMYECKMe 1 0bpasHble 3HaYeHS
PYWH, CBA3aHHble obpa3amMu ylleaLlero BpeMeHu,
MOKWHYTOCTH, Pa3pyLUNTENbHOW CUbl BPEMEHWN U
ctuxun. OHM NpegnaratoT B3rAAHYTb Ha HUX Yepes
npv3My afanTUBHOCTW.

ApXuTeKTypHble NPOeKTbl TPUeHHane feMOH-
CTPUPYIOT MOMbITKY NPEOAONEHNSA CUMBONNYECKOW
CMepTW apXMUTEKTYpbl, CTaBLUEN pe3ybTaToM eé He-
OXWUAAHHO OBHapy>XMBLUENCH 6eCcnose3HoCTn 1
HeLenecoobpazHoCTH.

Knroyegele cnoea: Bropas TpyeHHane apxmTekTy-
pbl B Lapaxe (The second edition of the Sharjah
Architecture Triennial (SAT)), pyuHbl, apxuTekTypa
afanTMBHOCTU.

PyuHbI KaK apXUTEKTYPHbIN O6BEKT, KaK XyZoXec-
TBEHHbIN 06pa3, Kak UCTOPUYECKNIA KOHTEKCT NPUCYT-
CTBYHOT B Ky/IbType U3 Beka B BEK. PymHbI MHOTOAMKM.
OHW — CMMBOJI NMPOLUIOTO U KOHTEKCT UAEHTUYHOCTH,
0b6pa3 yleawero BpeMeHu 1 HeKMi pOMaHTUUECK
bnép nuka cmepTtn. O6pasbl PynH NocTosaHHO BOC-
NPOu3BOAATCA B UCKYCCTBE. Mbl BCTPETUM UX B IUTE-
PaTYyPHBIX 1 XyA0XKECTBEHHbIX MPOU3BEAEHUSAX, F4e
OHV MPE3EHTYIOTCA Kak AeKopaLMv TanHCTBEHHBIX U
ApamaTtuueckux ctoxetoB. CoBpeMeHHas puabMo-
rpadus 4acTo MANOCTPUPYETCS PaspyLUEHUAMUN U
PYVHaMM, OTpaXkaroWmMMy HENpPeo0anMble CTUXMMY,

daHTacTUUeckme obpasbl byayLLero LMBMAN3aLUN.
WHTepec K 3Toi TeMe He ocnabeBaeT 1, Bpems oT
BPeMEeHW, BbINAECKMBAETCA rPaHANO3HbIMM

npoektamu. Hanpumep, aBTopbl MAen 3KCNO3NLUN
BblcTaBkM «Ruin Lust» (2014) B ranepee TenT B
JloHpoHe, rae 661 NoKasaHbl NPOU3BEAEHMA C
XVII no XX B., paccmaTpuBatoT pyMHbl Kak 0b6pasbl
BbICTPOTEYHOCTU, OBPEUEHHOCTM U INPUYECKON
MenaHxonuvu. Hanpotuns, TpueHHane B Wapaxe
npeanaraeT HOBbIA acnekT MNPOUYTEHUA PYUHU-
POBaHHbIX 34aHUIN — NMONE3HOCTb M aJanTUBHOCTb.

PynHa — aHTUNOA CO3UAAHUIO U BUTANBHOCTH.
3aecb Bpemsa Bcerga 6exuT Hasag. YTto xe 3a-
CTaB/iAeT YeslOBEYeCTBO BHOBb M BHOBb BO3Bpa-
LLaTbCA K 3TOMY Tparnveckomy obpasy. BoamoxHo,
OTBETbI Ha 3TN BOMPOChI MOXHO HaWTW Ha BTopoli
TpueHHane apxmtekTypsbl B WWapaxe (The second
edition of the Sharjah Architecture Triennial (SAT)),
npoxoamsiwein ¢ 11.11.2023 no 10.03.2024, noa Ky-
patopctBoM TocuH OwwnHoBo (Tosin Oshinowo) u3
Hurepun. KnroueBasa Tema TpreHHane — «Kpacorta
HEMOCTOSAHCTB: apXMTekTypa agantuBHocTu» (The
Beauty of Impermanence: An Architecture of Ad-
aptability) Hawna cBOE oTpaxkeHne B KpeaTMBHOM
NepeocMbICNEHNIN PYWUH, CO3AaHUN /1S HUX HOBOTO
obpa3sa, oTpaxkatoLero Takme YyBCTBUTE/bHbIE ANS
COBPEMEHHOM peanbHOCTM acneKTbl, Kak 3KOA0TuS,
3THOC, TPaAuLuus.

SAT npeactaBaseT NpoekTbl 29 y4yacTHUKOB 13
pa3Hbix cTpaH. Bcex nx o6beanHAET CTO/b HEODbIK-
HOBEHHas CXOXEeCTb B KOHLIEeNTyaNbHOM OCMbICAe-
HWUN COBPEMEHHOTO apXUTEKTYPHOrO MblLUNEHNS,
yTO, 33 PEAKMM UCKAKOUEHMEM, NOXaNyH, TPYAHO
NAEHTMOULMPOBATL YUACTHUKOB U ONPEENnUTb YHN-
KaJIbHbl/i TBOPYECKUI MNOYEPK, CTOJIb €4UHbI OHU B
0bLLHOCTV NPOYYBCTBOBAHMNA TEMbI U €€ BbIPaXKEHUS.

Mnowaskamm SAT cTan psg GPOLLIEHHbIX UAN pyr-
HWPOBAHHbIX 3JaHNM UAN OCTaBEHHbIX NOAbMU
CPefoBbIX MPOCTPAHCTB, YTO B NpUHUMNE BblA0
He NPOCTO HalTN B CTPEMUTENIbHO Pa3BMBaKOLLNX
cTpouTenbHble MHAYCTpUM OAD, rae HOBOCTPOWKY,
cBepKatoLme HoBaLUAMU apXUTEKTYPHbIX GOPM 1
AV3aiiHa, BO3HMKAOT MFTHOBEHHO, CTPEMUTENBHO
3axBaTbiBas nycTyroume tepputopumn. Ha mnx do-
He pynHa obpeTaeT CMbICN aHTUTE3bl K 3TOMY Be-
JIMKONENUIO HOBbIX CTPOUTE/IbHbIX TEXHONOMNIN U
apPXUTEKTYPHBIX AOCTUXEHUN, AeKNapupys CBO-
eobpa3Hyto «HOBYI peanbHOCTb», BOCTpebo-
BaHHYIO kKak oH6pa3 BOCMOMMHaHMSA, HOCTaAbrny,
COMPOTUBNEHNA BPEMEHM.

BctpavBas B kopoba, CTEHbI, OCTOBbI pa3pyLUEeHHbIX
N OCTaB/IEHHbIX 34aHNIN HOBbIE CTPYKTYpPbI, aBTOPbI
WHCTaNNALMIA HaZeNAoT X HOBbIMUW CMbICAaMU, Aa-
pys TEM CaMbIM HOBYHO XW3Hb Kak buaeT 13 NpoLuioro
B OyayLuee. PynHa, Hecylas aneMeHTbl Cly4alnHoCTH
1 paspyLueHuns, obpeTtaeT CTPYKTypbl U CMbIC/bl OT-
paXxéHHON COBPEMEHHOCTU, YTO YpaBHUBAET eé C
HoBbIMW 0bpa3zamu apxmTekTypbl. O6 3TOM NpeBpa-
LLLeHWM 3aMedaTenbHO Bbickalancs A. LLIéHne: «OHu
(pyWHbI) 3a8BASIOT O NepeceyeHnmr NpPoLaoro n
HaCTOALLLEro, 0 MHOrOpyc/IOBOM XapakTepe UCTOo-
puK, O CyLLLeCTBOBaHWMW afbTEPHATUBHbIX NCTOPU-
YecKkux psaoB, O BO3BPALLEHWM NPOLLIOFO UAN ero
NoACNYAHOM NMPUCYTCTBUM B HacToALEM>» .

SAT NpoBOANTCA B HECKONBKUX U JOCTAaTOUHO
yAanéHHbIX ApYr OT Apyra mecTax no scewt Lapaxe.
710 wkona Anb-Kacnmus, oBOWHOW PbIHOK Ab-
O>xybaiinb, Ctapas ckoTobowHs, MNpombiwneHHas
30Ha 5, Toprosbii LeHTp Wapaxu v gepeBHs Anb-
Magaam.

OueBnAHO, UTO Ha30BbLIMU NOHATUAMMN A5 YHaCT-
HUKOB TPMEHHase CTanun: 3Koa0rmsa 1 noTpebaeHme
COBpPEMeHHOro obLLecTBa, NCNoAb30BaHNe Nepepa-
60TaHHbIX ¥ NPUPOAHbIX MaTEPMANOB; TOKaNbHOCTb
N NOAYEPKHYTas LEeHHOCTHOCTb TpaguLumm 1 oT7-
HUYecKon KynbTypbl. Heo6Xx04MMO OTMETUTb, UTO
BCe NnpejcTaB/ieHHble NHCTaNNAUNM AeANKATHO U
rapMOHMYHO UHTEFPUPOBaHbI B MPeAOCTaBEHHbIE
y4yacTHMKaM MecTa An1a npe3eHTauuu.

He Bce 06bekTbl BbIrAAAT B NPAMOM CMbIC/1E
pynHamu. Hanpumep, nyctoe TMIMYHOE LIKO/bHOE
3aHve ¢ 60NbLIMM BHYTPEHHUM JBOPOM BbITA4NT
OTYaCTM COXPaHHbIM U He ABASET, 338 UCKIOYEHMEM
MecTaMu obaynaeHHOM WTyKaTypKu, 0CObbIX pas-
pylweHunii. Ho abcontoTHas onyCcToWEHHOCTb OC-
TaBNEHHOro NMPOCTPaHCTBa — NMPOH3UTENbHa.
MycTble Knacchbl, B KOTOPbIX HE OCTanoOCb HU
WKONbHON Mebenn, HU yuebHbIX NpuHagnex-
HOCTen, pacnaxHyTble ABepu. 3aecb NpeAcTaBnAN
cBou npoekTbl 18 yuactHmkos. Cpeau Hanbonee
BblPa3nTe/IbHbIX O6BEKTOB — MaJible apXMTeKTyp-
Hble GOPMbI, BBICTPOEHHbIE B LLUKOJbHOM ABOpE.
MaBWABLOH C KyNMOAbHbIM NEPEKPLITUEM, CO3aHHbIN
13 noytn 1500 aBTOMOBUABHbBIX LINH, COBPaHHbIX
Ha cBasnkax Lapaxw, Ha3BaH «3-MUHYTHbIN KOpW-
aop»2 . OH co3gaH Wallmakers (apxutektypHoe
6t0po, ocHoBaHHOe BuHy [3aHnenom ns Kepanbl).

1. LLIéHne A. Anonorusa pyuHbl B dunocodpun nctopun // Ho-
BOe sinTepatypHoe obo3peHune. 2009. N2 5 (95). C. 24-38.

2. Wallmakers. Kopugop «3 MuHyTbI», 2023 rog. 1425 nepe-
paboTaHHbIX LWWH, necok, 200 m2.

29



«OTAeN0YHBIM» MaTEPUANOM ANA CTEH MaBW/IbOHA
CTan MecoK MyCTbIHW, KOTOPbIA CYNTAETCS HEMpPU-
rOAHbIM A8 CTPOVTENbCTBA.

Co3gaTenv NaBW/IbOHa, HE TOBOPA O XyJ0XKeCT-
BEHHbIX U 3CTETUYECKMX 3agauax «3 MUHYTHOTO KOpW-
Aopa», NOAYEPKMBAIOT ero KOHLeNTyaNbHOCTb, CTaBA
Ha nepBbIl NAaH NpobaemMbl r106anbHOM 3KONOTUN,
YTUAN3ALMIO OTXOAOB: «ABTOMOBWIIbHbIE WWHBI fB-
NATCA rNobanbHOM 3KoAOrMYeckon npobiemoin
N cocTaBnstoT 2% BCeEX OTXOAOB, CObMpaeMblx Mo
BCeMy Mupy. ExxerogHo BbibpackiBaeTca 6onee 280
MWAJIMOHOB LUWH, MPWU 3TOM TOAbKO 30 MUAAVOHOB
BOCCTaHaB/IMBAOTCA UM MOBTOPHO UCMONb3YOTCA»>,

ABTOpbI NpeanararoT NoceTUTENHO COBEPLLNTD
3-MWHYTHYIO MPOTYyKyY, Pa3MbIlLAAf 06 OrPOMHbIX
mMacwTabax MHAYCcTpmanbHbix otxogos. Ocobo
cnesyeTt OTMETUTb, UTO aBTOPbI MbITaAUCh Aeli-
CTBUTENbHO PeLLnTb PAJ HacyLWHbIX Npobiem pa-
LMOHaNbHOrO NCMoJIb30BaHuA WnH. Hanpumep,
NpoBeAn BneyaTaatoLLyto «1abopaTopHyto» paboTy
no Tenjouzonaunn. BHyTpeHHe NpocTpaHCTBO Na-
BWJIbOHA, HECMOTPA Ha OTKPbLITOCTb, YAVNBSET MPOX-
Nafio, YTO aKTyasbHO ANf MECTHOrO KauMara.

3. The Beauty of Impermanence: An Architecture of
Adaptability. Sharjah Architecture Triennial, 2023.
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Il 7. Sumaya Dabbagh. EARTH TO EARTH. 2023.

Ob6bekTbl «<ABTOHOMUS PECYPCOB» — UHTEPECHbIE
W 3NneraHTHble 3KCMOHaTbI Ha Mo agKe WKoabl Ab-
Kacumus 6bian co3ganbl FeHpu MTnoray n Anek-
caHgpoM KoHrwayr (Henry Glogau &Alexander
Kongshaug). OTKANKHYBLIKCE Ha naen, Npeano-
XeHHble KypaTOpOM TpUeHHasie, OHW NpeacTa-
BUN MaNOTEXHOIOTUYHbIE, MpUcnocobasembie K
N060OMYy NpOoCTpaHCTBY yCcTporicTBa. MNpu nx cos-
JaHuM aBTOpPbl MCMOJIb30BaAN NOAPYYHble Ma-
Tepuanbl — cTBOAbl 6ambyka, TKkaHu, ObiBWIVE B
ynotpebaeHumn, oTpaboTaHHble HaTapew, WaaHru,
MNacTMKOBblE EMKOCTU ANS BOAbl. [TPOEKT AeMOH-
CTPUPYET apXMTEKTYPHbIE OBBEKTHI, OTINYAOLWMNECS
onpegenéHHoM camoA0oCTaTOYHOCTbIO, HEe3aBUCHU-
MOCTbHO OT COBPEMEHHbBIX TEXHOIOTMYECKMX NPoLLec-
COB 1 MaTepuanos. Mpu 3TOM 3TV BbipasuTebHble
bopMbI, HaMOMMHatoLWMe WaTpPbl, AEMOHCTPUPYIOT
MONE3HOCTb — KaXAbli HECET 0COBY0 BYHKLMIO.
OZVH U3 HUX — MeCTO AJis XpaHEHWS BOAbI, APYroW
npegcTaBaseT coboi onpecHUTENbHOE YCTPOCTBO,
byHKUMOHMpPYtoLLee Baarogaps CONHEUYHOMY CBETY,
TPETUI — NCNOb3YeT CONAHOW PacTBOP ANS CO3AaHNA
BO3/yXOOUNCTUTENBHBIX PUALTPOB. ITV NpobaeMbl
ABASIOTCA A5 aBTOPOB NPUOPUTETHBLIMMU.

 #

Il 8. Tomas Egoumenides. The Ship of Theseus. 2023. Photo by Danko Stjepanovic. Courtesy of Sharjah Architecture Triennial

Cnegytolas naowlaska TpMeHHane — NycTyoLmi
MOYTW AecaTb IeT OBOLLHOMN pbIHOK Anb-[>y6arins.
PaboTbl WecTn aBTOPOB, NpeacTaBieHHble 34€eCh,
3aTparmBatoT Paz/iyHble CTOPOHbI MPOMBbILLAEHHOM
N CeNbCKOXO3ANCTBEHHON AesaTenbHocTu Lapaxn
CKBO3b MPU3MY 3KOJOTMYECKUX 1 COLManbHbIX NPob-
nem. Cpegm 3KCNOHaTOB — MHCTannauna «SHJ 1X72
— 1X89», coctaBneHHas u3 3D-NpuMHTOB, BUAEO, Ma-
KeTOB, pacckasblBaroLLas 06 NCTOpUN apXUTEKTYpPbI
OMMpaTOB 3a NoJyBEKOBON nepuog. Ans aBTopa —
6pyKAnHCKOro xyaoxHuka OnanekaHa Jxennoyca
(Olalekan Jeyifous) — npuopwuTteTHOM 38€eCh ABASETCA
TeMa «IAN — OKpy>Katowas cpega — HedTb». C no-
TOJIKA CBUCAIOT LUTAHIN C YKPENJAEHHbIMU Ha HUX
6aHHepamu ¢ doTorpadumamm Ha ypbaHUCTMYECKYHO
TeMy, a TakXe C XxapakTepHbIMy obpasamu, oTpaxa-
FOLLMMUY coumanbHble Npobaembl. Ha 04HOM 13 HMX
nosepx GoTo GakTypHOW rPA3HOM CTeHbl Hanuca-
Ho «Smile You are in Sharjah» (Ynbibalitech, Bbl
B LWapgaxxe). Mpu3bIB, BbINOXEHHbIN LiBETaMM Ha
Knymbax, HO 34eCb Cofep>Kallnii ropbKUin OTTEHOK
HacMeLLKW 13-3a KOHTEKCTa, CTasl O4HUM U3 CIOTaHOB
TpUeHHane.

CKkBO3b Y3KO€ A/JIMHHOE NMPOCTPaHCTBO Ab-
O>xxybanna dpaHLy3CKUI apXUTEKTOP U AN3alHep

Tomac 3rymeHungec (Thomas Egoumenides) npo-
TAHYA AIMHHYFO KOMMO3WLMIO, COBPAHHYHO 13 TOHKMX
METaNINYECKMX CTEPXKHEN, MPOBOOK U KaTyLUek,
06pa3ytoLnx CTaTUUHbIE N AUHAMUYHBIE 3NEMEHTBI.
3710 — Mudunuecknin «<Kopabab Teces» (“The Ship of
Theseus")*. Mpo3payHas 1 HeBecoMas KOHCTPYKLUs
reoMeTpuMyeckn BbiBEpEHa U CTPYKTYpUpoOBaHa.
MuHMann3m obbekTa OXMBAAIOT NNLLb JBa LiBeTa
NAaCTUKOBBIX KaTyLIEK — OPaHXEBbIN U 3eNEHBbIN.
HazBaHune nHcTannauum obycnoBaeHoO TEPMUHOM,
CTaBLWMM HapuvuaTtesbHbIM 6aarogapa n3BecTHOMY
dunocodckomy napagokcy. CornacHo Mudy, kopabnb
nobeautens MuHotaBpa — Teces cTan ans aPpuHsaH
pesnKBUEN, KOTOPYIO eXerogHo CHapaXanu B naa-
BaHMWe K ocTpoBy [lenoc. Mocne Bo3BpaLLeHWs 4OMOW
€ro No HeoBXOAMMOCTU UMHWAW, MEHAA NpULleLIVe
B HErogHOCTb AOCKW 1 cHacTu. B pesynbTate, 310T
cakpanbHbIli apTedakT cTan NpakTUYeckn HOBbIM,
yTO M CcTaNo NpeameToM dunocodpckoro cnopa. Peub
NAET 06 NAEHTUYHOCTU. YTO OCTaNOCh NOANMHHbBIM?
Tonbko nma. Takmm obpasom, nHcTannsauma Tomaca
JryMeHwuaeca ctana ewé ogHOW nantocTpaLmen mns-

4. Tomac 3rymeHungec. Kopabab Teces, 2023. MoHTax, nna-
CTUKOBbIE KaTyLIKV C HUTKaMW, MeTasnyeckne CTepxHu ¢
pe3bboli.
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BeCTHOro napagokca. Moxem an Mbl Ha3BaTb eé
kopabnem? [leno He B TOM, UTO HET Aaxe Lenku
OT HEKOTO NOANNHHOTO Kopabsis, abCoNOTHO HET U
06pazHOro CxoACTBa € Kaknm 6bl TO HY ObLIO NAa-
BaTe/IbHbIM CPEACTBOM — HU C IAHEPOM, HU YT/bIM
CYAEHbILLKOM, HU € NNoTOM. Ho ecTb nma. AsTop
HEeCOMHEHHO aneannpyet K TeMe UAEHTUYHOCTU B
ycnosusax rnobanmsaymm, nbitascb HalNTM OTBETHI
Ha aKTyasbHble NPobHAeMbl, B TOM YNCAE U B @HTUY-
Hol dunocodpun.

Temy X1BOro NCTOPUYECKOro Hacneans npe-
3eHTyeT Mupuam Xunnapu Abpaxam (Miriam Hilla-
wi Abraham), npeacraBnas «My3selt nckyccre»,
cofepXaHMEM KOTOPOro CTan Tak Ha3biBaeMbli
«UndppoBon 6an3HeL», BbiceUeHHbIX B ckanax Ce-
BEpPHOW DPpMonmm KameHHbIX xpamMoB Jlanmbensbl.
ABTOp ByKBa/NbHO BOCCO34aET 0Opa3 CBALLEHHbIX
CTEH C KPecTyaTbIMU MaseHbKUMM OKOHHbIMMW NPO-
éMamu 13 610K0B PO30BOI CONW, UCTOYAIOLLMX apo-
MaT Macen u najaHa, UCMosb3yeMbiX BO Bpemsa
LLlepKOBHOM Cy>6bl. BO BHYTpeHHeM NpocTpaHcTBe
Ha Kybax 13 coNsiHbix 610KOB pa3NoXeHbl pUTyasb-
Hble MPUHAANEXHOCTU, COOPMUPOBAHHbIE N3 KPUC-
Tannos conv. CBoeobpasHbii MeTahopruyeckmin MocT,
Mo KOTOPOMY MOXHO MPOWTH N3 OAHOrO reorpa-
burueckoro, NCTOPMYECKOro N PENNrMO3HOro Npo-
CTpaHCTBa B Apyroe. 34ecb TeMa NOBTOPHOro
MCMO/b30BaHMA U COLMANbHOM NOJb3bl, 3asABAEH-
Has ycTtpoutenamm SAT, ocyulecTBuTCa B duHane.
Koraa TprneHHane 3aBepwuTtcsa, dacag n Bce
npeameTsbl 3Kkcno3unuum «Mysesa nckyccTs» ByayT ge-
MOHTWPOBaHbI, MePEeMOIOTbl U BHOBb CTaHYT UCXOA-
HbIM MaTepuasoM — NPEBPATATCA B apOMaTUUECKYHO
COJb, TOAHYO A/1f MOBTOPHOIFO MPUMEHEHMS.

Vaes nonesHoCTM NpuCyTCTBYeT 34eCh NoBce-
MecTHO. Kaxabli 06bekT akLeHTMpyeT eé ocobo. Tak
B NpocTpaHcTBe CTapoi HOMHW KeHucKasa cTyamns
Cave_bureau npeseHTyeT NpoekT Noj Ha3BaHMEM
Myszel aHTponoueHa (Anthropocene museum),
HeraTMBHO ocBellas chepy HEOCMbICIEHHOTO U
136bITOYHOrO MCMOb30BaHMA XMBOTHOTO MMpPa.
B KoHTeKkcTe pynH CKOTOHOWMHM 3TO OAMH U3 CaMbIX
ApamaTnyeckmx o6 beKTOB TPUEHHaNe, akKyMyam-
PYHOLLMIA UHCTAANALMK, BUAEO, apTedaKTbl, 3BYKOBbIE
3ddekTbl, cBA3aHHbIE C 061aCTblO JOMaLLHEro
CKOTOBOACTBa M NepepaboTKol ero npoayKumum.
MoceTnTenam npeanoxeHo nNpociefoBaTb Mo
MapLUPYTY XMBOTHbIX: CHayana OHW NonajaroT B
3aroHbl, fanee NPOXoAAT Ha MecTo 6OMHM 1 3aTem
0Ka3bIBalOTCA B MOMeLLEHUN Ana nepepaboTku.
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WNHcTannaumna Agpuana Mene (Adrian Pepe)
«[MonesHocTb 6bITMA: NapagoKCc 6aM30CTU» 3,
COCTaB/IeHHasn 13 LWePCTWN Ha PasHbIX 3Tanax eé ne-
pepaboTky, WKYp OBeL, Kak BblpaXkaeTcs aBTop, —
noboYHOro NpoaykTa npotiecca y6os. BbICTpoeHHbIN
UM MOZAY/b C KynonoobpasHoWM Kpblwen NoKpbIT
ngeanbHo 0bpaboTaHHOW OBeYUbEW LLEPCTbIO Kak
MeTapopoin HaNPSXKEHHbIX CBA3EN MeXAY YesoBe-
KOM M XXMBOTHbIM, 06YCNOBAEHHbBIX BbI)KMBAHUEM U
KOMMepLMen.

OanH 13 Hanbonee 3MOLMOHANbHBIX N 3a-
NMOMWHAIOLLMXCA XYA0XKEeCTBEHHbIX 06pa3oB SAT
— NepeKpbITbIl OFPOMHbIM CTEKASHHbIM KYMO-
JIOM TPaHAMO3HbIN OCTOB HELOCTPOEHHOIO U
3abpoleHHoro Toproeoro ueHTpa Wapaxw, Ha-
NMOMWHaOWKN pyuHbl MNMupaHesn. YacTb cTeH
OTCYTCTBYeT, MPOCTPaHCTBa OTKPbITbl. BHyTpn —
MHOTOUMCAEHHble THE3aa NTUL,. TONIbKO MEeCTHbIN
packanéHHbIA KAMMaT cTan NoMexoln Ans npo-
pacTaHUA pacTUTENbHOCTM CKBO3b OBpYyLLEeHHble
NEeCTHWLbI, NEPEXOAbl M NPOBasbl B NEPEKPBITUAX.
B 31Ol nycTOTe, CBEWMNBAACH U3 NOAKYNOAbHOIO
NPOCTPAHCTBA, MOAUNHAACL BETPY, B3bIMAKOTCA C
LUYMOM W OnajaroT OrpOMHbIe MOAOTHULA. ITO
— «Super Limbo», npegcraBneHHoe Limbo Accra
(btopo NPOCTPaHCTBEHHOIO AM3aliHa, OCHOBAHHOE
JdomuHnkom Metn-®pe n Imunem pyunom). 3aay-
MaHHbI KOraa-To Kak rpaHAMO3HbIN TOProBbIN LIEHTP
¢ naowaabto 6e3 manoro 65 000 M2 TOproBbIx U
pa3BJsieKkaTe/IbHbIX MPOCTPAHCTB LIeHTP, MO onpe-
AeNleHNI0 aBTOPOB, ABAAETCS OAHUM U3 KPYMNHeN-
LUMX HECOCTOABLUMXCA CTPOUTENbHbIX O6BbEKTOB
SmMupatoB. [MNpeobpakas ero B apT-npocTpaHCTBO,
aBTOPbI AEKNAPVPYIOT «ZaHb YBaXeHWs NoTeHLmany
He3aBepPLUEHHbIX NPOCTPAHCTB»® .

MocnegHnii 0H6BbEKT TPUEHHANE PaCMONOXKeH
BECbMa ZlasieKo OT OCHOBHbIX 3KCMO3ULMIA, Ha pac-
cToaHUK 6onee NONYCOTHN KNNOMETPOB. 34eChb cpeau
PYViH 3a0pOLLEHHOW 1 3aHECEHHOW Neckamu AepeBHU
Anb-Magam (Al Madam) BbicTpoeHa «beToHHas
nanatka»’. O6BbEKT, KOHEUHO, OTBEYAET LEeNam un
OCHOBHOW naee SAT, HO BCE e B onpeneséHHOM
CMbICNEe NPOUTpbIBaeT okpy>eHuto. MNanatka Kak
06pa3 BpEMEHHOTO XWAWLLA, NCNOJHEHHAA U3 TKa-
HUW, NOKPbLITOM pacTBOpoM HeToHa. MaTtepwuanbl-

5. AzpvaHn lMene. MNMone3HocTb 6bITWA: Napagokc 6am3ocTw,
2023. LLkypbl oBeL, oBaccy.
6. The Beauty of Impermanence: An Architecture of

Adaptability. Sharjah Architecture Triennial, 2023.

[AAP — Canan Xvnan (DAAR Sandi Hilal & Alessandro Petti).
BetoHHas nanatka (Concrete tent). NepepaboTtaHHoe aepe-
BO, >KyTOBas TKaHb.

aHTUNoAbl — TKaHb U GETOH OBELLECTBAAIOT
KOHUEMLMIO NPOTUBOPEUNA MEXAY apXanyeckmnm
NPOLLUALIM U UHAYCTPMANbHbIM HAaCTOALLUM, MEXAY
HOMAaJNUHOCTbIO N 0CeANoCTbto. Eé «BeTOHHOCTbL»
roBopuT 06 OCHOBATE/ILHOCTU COBPEMEHHOIO CTPO-
NTENbCTBa, HO eé dopmMa M TKaHb Kak 6a3oBbIl Ma-
Tepuan NpeacTaBaAstoT 06pa3 BPEeMEHHOMO Xuauila
ckuTanbLa. 34ecb NPOH3UTENbHO 3BYYMT TeMa Me-
peceneHus, 0CTaBAEHHOrO AoMa, ancinokaumu. Ca-
Ma no cebe aepeBHa Anb-Magam — 6poLleHHas
M 3axBayeHHas Nneckamu C BO3BbILWAOLWENCA Haj
AOMaMKV NyCTON MeYeTblo, ABASET CTO/Ib MOLLHbIN
3MOLIMOHaNbHBIN XyA0XEeCTBEHHbI 06pa3s, uTo ¢
HUM TPYAHO conepHMYaTtb. ABTOPbI NOAAratoT, UTo
C TeYEHMEM BPEMEH U Meckun 3aTAHYT N BeTOHHYH
nanaTky, U OHa pasfenuT yyacTb PyMHUPOBAHHbIX
AomoB Anb-Magam.

MNoaBoaA HEKOTOPbIE UTOTM, MOXHO OTMETUTB,
YTO PYMHbI NPaKTUYECKM BCErAa 3aKatoyatoT B cebe
MHOXECTBO CMbIC/IOB W ABAAIOT cCOBOW TOT noAat-
NINBBIN NAACTUYHBIA MaTepuasl, KOTOPbIA BCerga oT-
KJAMKaEeTCs Ha TBOpUECKME U Hay4YHble U3bICKaHWS,
dunocodbckme n xypo>xKecTBeHHble TeKCTbl. 34eCb U
CUMBOJIbl BEYHOCTU, 1 06pa3bl yLLIeALIEro BpeMeHH,
M MOCT B MpoLUIoe.

ApPXUTEKTYPHble MPOEKTbl TPMEHHaNe AeMOH-
CTPUPYIOT MNOMbITKY NPEOA0NEHNSA CUMBOJINYECKON
CMepPTM apXUTEKTYpPbl, CTaBLUEN pe3yNbTaToM eé He-

OXMAAaHHO OBHapyXMBLUENCs 6eCcnoNe3HOCTU U He-
uenecoobpasHocTn. Bce 06bekTbl SAT npun BCEM
pa3Hoobpa3nm NCXOAHOro MaTepuana v NPUBHECEH-
HbIX KOHLIENTyaAbHbIX Npeobpa3oBaHuii 0bbeguHAeT
oaHo obluee — yxog yenoBeka. B atom egunHbl n
nycTytowas WKona,  bpolleHHas AepeBHs, U Tak
HUKOTZa He OTKPbITbIA TOProOBbIN LEHTP.

K coxxaneHuto, nocne OKOHYaHUA TpUeHHane
PYyWHbl BO3BpaLLAtOTCA U3 AeKJapupOBaHHOTO
obpa3a K ToMy NepBOHa4YalbHOMY COCTOSHUIO, B
KOTOPOM OHM NpebbiBanmn A0 TOro, Kak CTaan 0bbek-
TaMU apxXMTeKTypbl afanTuBHoCTW. Hacmeluka Bpe-
MEHU NMLWb B TOM, UTO Mbl TOUHO 3HaeM AaTy Ux
BO3BpaLLEeHNA B MOTPaHNYHOE COCTOAHME MeXAY
NPOLUBIM W HacTOALLMM. ITO A€Hb OKOHYaHMWA pa-
60TbI SAT.

PymHa Kak granor c NpoLubiM, Kak XyJ0XecT-
BEHHbI KOHTEKCT OTPaXXeHWsA nepexmnsBaHus cospe-
MEHHOCTU — YHUBepcanbHas Gpopmyna, UCnbiTaHHas
BekaMn. OHa MHOrOC/NOMHA. 34eCb U OCKONKM aH-
TUYHOCTK, cbeperaemMble B HENMPUKOCHOBEHHOCTMY,
N XyZ0>XeCcTBeHHble TpaHchopmaumm MupaHesn
n Pobepa, n pymHbl — NaMATHUKM ApamMaTnyecKmnx
CObbITUI, CTaBLUME MEMOPUAMU, N MHOTUE ApYyrue
0COobble MYHKTbl B UCTOPUM KYAbTYPbl U NCKYCCTBA,
K KOTOPbIM Ternepb MOXHO MPUUYNCAUTD U PYUHDI,
OZyXOTBOPEHHbIe BTOpOI apXnTeKTypHOW TpreHHane
B LLapgxe (2023-2024).
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