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ARCHITECTURE AS SCULPTURE: FORMATION
OF A COMMON FORMAL VOCABULARY

Summary: In the article, the phenomenon of forma-
tion of a common formal vocabulary of architecture and
sculpture is considered in the context of the latest trends
in museum and public construction at the end of the
20th — beginning of the 21st century. Special attention
is paid to the plastic nature of architectural form, going
beyond the utilitarian "box-like” approach and becoming
a self-sufficient artistic body in the urban environment.
Based on the material of landmark structures by Frank
Gehry (Guggenheim Museum Bilbao, Walt Disney Con-
cert Hall in Los Angeles) and the newest objects of the
UAE (Museum of the Future in Dubai, Louvre Abu Dhabi,

Architecture is increasingly asserting itself as
sculpture, moving beyond the utilitarian under-
standing of a building as a "box” for living and
working. The volumes of structures become self-suf-
ficient forms akin to monumental sculpture, rather
than merely containers for human activity. Through-
out the twentieth and twenty-first centuries, archi-
tectural form has gradually freed itself from rigid
structural systems and the traditional tripartite di-
vision of the facade, evolving into a complex plastic
composition in which every mass, curve, or rup-
ture of volume carries meaning and emotional
charge. The architecture of iconic buildings gravi-
tates toward the language of monumental sculp-
ture, shaping light, shadow, and the movement
of the gaze through the plasticity of form — not
through an assembly of walls and floor plates.

The convergence of architecture and sculp-
ture is bound up with the revival of volume as
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Abrahamic Family House complex), it is traced how ar-
chitecture borrows and develops the methods of monu-
mental plasticity: work with volume, silhouette, light, and
cinematic sequencing of spaces. It is shown that in these
examples the building functions as a sculpture-sign,
forming an emotional spatial environment and setting
new models of perception of architecture.

Keywords: architecture as sculpture, plastic form, muse-
um architecture, architectural lexicon, sculptural lexicon,
Frank Gehry, Guggenheim Museum Bilbao, Walt Disney
Concert Hall Museum of the Future Dubai, Louvre Abu
Dhabi, Abrahamic Family House.

an active, organising principle. A building ceas-
es to conceal its spatial structure behind a flat
envelope, instead exposing load-bearing ele-
ments, projecting individual walls and cantile-
vers, and transforming details into autonomous
forms. This plastic “centrifugality” breaks the
monolithic block apart and creates an ensemble
of interacting volumes comparable to a sculp-
tural group. The contemporary landmark build-
ing is conceived as an artistic gesture within the
urban fabric — an expressive sign that enters
into dialogue with historic facades, topogra-
phy, and the everyday routes of its inhabitants.

The convergence of architecture and sculpture
manifests not only at the level of form but also at the
level of the professional language used to describe
spatial objects. Terms such as volumetric plasticity,
silhouette, tectonics, gestural form, and interior and
exterior space have become common to both disci-

plines. The vocabulary of architecture borrows from
the terminology of monumental sculpture, while
sculpture absorbs the lexicon of architecture. This
creates an interdisciplinary conceptual layer in which
a building is conceived as a three-dimensional sculp-
tural environment, and sculpture as architecture.

Architecture that becomes sculpture also trans-
forms the mode of reception. The visitor no longer
“reads” a facade as a text, but instead moves through
a sequence of plastic situations: the approach, pass-
ing beneath a cantilevered overhang, arriving unex-
pectedly on an open terrace, confronting a looming
volume. In this “cinematic” experience, space operates
like sculpture — compelling a response to form —
while the building’s functionality is preserved but
enriched by a strongly expressed artistic dimension.

One of the outstanding architects for whom the
idea of architecture as sculpture acquires a pro-
grammatic character is Frank Gehry, who conceives
architecture as a sculptural gesture. In his practice,
a building is understood as a three-dimensional
plastic artwork. He develops the composition in
the process of working with scale models, evaluat-
ing silhouettes, the rhythms of volumes, and curved
surfaces from multiple viewpoints. To realise such
forms, Gehry employs digital modelling (CATIA and
other systems), which allows plastic intuitions to be
translated into precise constructions and cladding.

In 1992 he created the sculpture Peix (Fish) on
the Barcelona waterfront, transforming the image
of a marine creature into a lightweight metal “pavil-
jon.” Here Gehry demonstrated how sculpture can
employ the methods and practice of architecture.
This experience was developed in the creation of
the Guggenheim Museum Bilbao (1997), which be-
came one of the most influential examples of archi-
tecture as sculpture. Its composition is an ensemble
of intersecting and flowing volumes clad in titani-
um, glass, and limestone, creating the impression
of a giant metallic “ship-sculpture” unfolding along
the Nervion River. The building — devoid of right
angles and any semblance of conservative archi-
tecture — resembles a colossal abstract sculpture
offering multiple vantage points. The curved wall
surfaces respond to light and the reflections of wa-
ter, continuously shifting the building's visual image.

The urban La Salve Bridge is incorporated into
the museum’s architectural composition: the build-
ing "wraps around” the bridge's piers, drawing it into
its own ensemble. In the vast, open exhibition spac-
es, Richard Serra’s installation The Matter of Time

Alexander Archipenko. King Solomon. 1963. Saarland
Museum

Barbara Hepworth. Oval Sculpture. 1943

(1994-2005) is on permanent display, intensifying
the sensation of inhabiting the interior of a sculpture.

Walt Disney Concert Hall in Los Angeles
(2003) continues this trajectory. The hall’s exteri-
or is an asymmetrical composition of curved stain-
less-steel planes perceived as frozen movement.
The decision to abandon the originally planned
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stone cladding in favour of metal allowed Gehry
to achieve greater plastic freedom, enhance the
effect of fluid form, and emphasise the sculp-
tural nature of the object. The gleaming metallic
shell, assembled from individually curved panels,
transforms the building into a dynamic sculpture.

Both works demonstrate that in Gehry's practice
the architectural programme — a museum, a con-
cert hall — is realised through a sculptural reading
of composition and formal treatment. The Bilbao
museum effectively raised the question of whether
a building can be the “primary exhibit” of a muse-
um, while Walt Disney Concert Hall was received as a
monument to music, materialised in metal and space.

The transformation of architecture into sculpture
is nowhere more clearly evident than in the most re-
cent landmark projects of the UAE, where buildings
are conceived from the outset as a plastic sign with-
in the urban environment. Volume functions here as
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a monumental form, and the building’s programme
is inscribed within an already-established sculptur-
al silhouette. A vivid embodiment of this synthesis
is the Opus complex (2020) in Dubai — one of the
last works of Zaha Hadid. At first glance the Opus
does not appear to be a building — rather, it is a
monolithic volume bisected by a void. Externally it
resembles an enormous cube from which a fluid, ir-
regularly shaped “cave” has been excised. This cav-
ity is not merely an aesthetic device; it is the central
image of the structure. Hadid literally “carved” a void
out of the architectural block, endowing the build-
ing’s mass with the meaning and image of sculpture.
Interior and exterior surface work together as positive
and negative in relief, demonstrating a new mode of
plastic thinking in twenty-first-century architecture.

The theme of void and the visualisation of inte-
rior space is taken up and developed by Shaun Kil-
la, who created, precisely at the boundary between
architecture and sculpture, the unique form of the
Museum of the Future (2022) in Dubai. Its toroidal
volume with a void at the centre — recalling the
abstract sculptures of Barbara Hepworth — is con-
ceived as an autonomous abstract sculpture to be
circumnavigated, its continuous curved surface read-
ing as an uninterrupted plane inscribed with Arabic
calligraphy. The ring form is interpreted as a sym-
bol of humanity and knowledge; the green hill as the
Earth; and the empty core as the unknown future.
It is difficult to imagine a more resonant image for
that which is unknown, undescribed, and unspoken.

Louvre Abu Dhabi (2017), designed by Jean Nou-
vel, presents itself as a spatial sculptural compo-
sition: a vast dome approximately 180 metres in
diameter, woven from a multi-layered geometric
“star” pattern, covers an entire “city” of white cu-
bic volumes. Light filters through thousands of ap-
ertures in the latticed dome structure, flooding
the entire space beneath it with the dappled re-
flections of a "rain of light” — reinforcing the per-
ception of the ensemble as a unified artistic body.

The architectural image of the Abrahamic Fam-
ily House (2023) in Abu Dhabi explores the trans-
formation of architecture into minimalist sculpture
through rigorously clear cubic forms and a pro-
nounced, poetic spatiality. Architect David Adjaye
designed three powerful cubes. Their monolithic vol-
umes are set on a shared stylobate and equalised
in scale and mass, underscoring the equal stand-
ing of the mosque, the church, and the synagogue.
The strict geometry, stripped of superfluous orna-
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Museum of the Future in Dubai. Architect: Killa Design

ment, transforms architecture into a plastic formula
of faith. The unique interior space of each struc-
ture — the arcades and lattices of the mosque, the
columns of the synagogue, the “grove” of columns
and the vast Bethlehem Star radiating wooden ribs
within the church’s dome — allows the distinctive-
ness of each tradition to be sensorially experienced.

14

In all the examples examined — from Frank
Gehry's museums to the museum and religious
complexes of the UAE — architecture deploys the
devices of monumental sculpture: the articulation
of silhouette, the plasticity of surface, the handling
of light, and the sequencing of spaces. A build-
ing is conceived as a plastic artwork existing in the

round, actively engaging with landscape, sky, and
urban environment. The visitor inhabits architecture
as a series of plastic episodes in which movement,
shifts in scale, and the appearance and disappear-
ance of light compose a kind of spatial “poetry.”

Contemporary architecture, by acquiring a shared
lexicon with sculpture, not only transforms the ur-

ban landscape but forms a new mode of aesthet-
ic experience. The architectural object functions as
a visual and symbolic accent capable of changing
the identity of a place and generating new scenari-
os for the human engagement with environment —
from the "Bilbao effect” in a Spanish city to the
symbolic images of unity and the future in the UAE.
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APXNTEKTYPA KAK CKYJIbIMTYPA: ®OPMWNPOBAHWE
OBLLETO MNAACTUYHECKOIO JIEKCMKOHA

AHHOTaumA: B ctatbe paccmaTtpuBaetca GpeHOMeH
dbopmMmpoBaHMs 06LLErO NAACTUYECKOTO IEKCMKOHA ap-
XUTEKTYPbI U CKYAbMTYPbl B KOHTEKCTE HOBEWLLINX TEHAEH-
LA My3eHOTO M OBLLLeCTBEHHOIO CTPOUTE/IbCTBA KOHLLA
XX — Hauana XX| Beka. Ocoboe BHVMaHWe yAeneHo naa-
CTUYECKOM NPUPOAE apXUTEKTYPHOMN GOPMBI, BbIXOAALLEN
3a paMKu1 yTUANTaPHOIO «KOPOBOYHOrO» NOAXOAa U CTa-
HOBALLENCA CAMOLEHHbBIM XYAOXECTBEHHbBIM TEJIOM B TO-
poackol cpese. Ha maTepurane 3HaKOBbIX COOPYXXEHWNI
®psHka lepu (Mysen l'yrreHxaima B bunbbao, KoHuept-
HbI 3an Yonta AncHes B Jloc-AHAXenece) U HOBENLLMX
obbekToB OAI (My3eit byayuiero B [lybae, Jlysp Aby-[a-
61, komnnekc Abrahamic Family House) npocnexwBaetcs,

ApxunTeKkTypa BCe HacToMuMBee 3asBAseT o cebe
Kak O CKy/NbNType, BbIXOAS 32 Mpeienbl yTuantap-
HOrO MOHMMaHWsA 34aHNSA Kak «<KOPOBKM» AN XKN3-
HU 1 paboTbl. O6beMbl COOPYXXEHUA CTAHOBATCS
caMoLLeHHbIMY GopMamMu NOAOBHBIMY MOHYMEH-
TaJlbHOW NAacTuKe, a He NPOCTO MPOCTPAHCTBOM
ANA yenoBeyeckow akTuBHocTU. B XX—XXI Bekax
apxuTekTypHas GbopMa NoCTENEHHO OCBO6OXAAET-
CSl OT XKEeCTKOM OpAEepPHON CUCTEMbI U TPAAULMOH-
HOro Tpex4yacTHOro aeneHus Gacaga, npespaLya-
fICb B C/IOXHYHO MIaCTUUECKYH KOMMO3ULUIO, TAe
Kaxzas macca, n3rnb uam paspbiB ob6bema HeceT
CMbICN Y 3MOLMOHAbHbIN HAaCTPOW. APXUTEKTY-
pa YHUKaNbHbIX 34aHUIN TaroTeeT kK obpazam Mo-
HYMEeHTaNIbHOW CKYAbMTYypPbl, MOAENMNPYS NAACTN-
Ko GOpM CBET, TEHb N ABMXKEHWE B3rA4a, a He
Kak Habop CTeH 1 NepeKkpbITUN.
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KaK apXuTeKTypa 3aMMCTBYeT V1 pa3BMBaeT MeToAbl MO-
HYMeHTaNbHOW NAaCcTUKN: paboTy C 06BEMOM, CUNYITOM,
CBETOM ¥ KMHeMaTorpapuyHon nocnes0BaTelbHOCTbIO
NpOoCTpaHCTB. [okasaHo, YTo B 3TUX NMprMepax 3AaHve
bYHKLMOHMPYET Kak CKy/IbNTypa-3Hak, popmMupytoLias
3MOLMOHa/IbHOE CPejoBOe NMPOCTPaHCTBO 1 3ajatoLias
HOBble MOZENN BOCMPUATUAS apXUTEKTYPbI.

KnioueBble cnoBa: apxumekmypa Kak CKylbhmypa,
naacmuyeckas ¢opma, myseliHas apxumekmypa, ekcu-
KOH apxumeKkmypebl, 1eKCUKOH cKyaenmypel, ®paHK lepu,
Myseli ['y2eeHxalima e bunsbao, KoHyepmHeili 3a1 Yonma
JucHes, myseli 6ydywezo e Aybae, /lysp Aby-Aabu, kom-
nnekc Abrahamic Family House.

CoNMKEHME apPXMTEKTYPbI U CKY/IbNTYPbI CBA3aHO
C BO3POX/AEHMEM 3HaueHUs obbema Kak akTUBHO-
ro opraHu3yoLLero Havana. 3jaHune nepecraer ma-
CKMPOBAaTb NMPOCTPAHCTBEHHYIO CTPYKTYpPY 3a MNjio-
CKOCTHOM 0H60/N10UKOW, BbICTaBAAS HaPYXy HecyLume
3/1€MEHTbI, BBIHOCA OTAE/bHbIE CTEHbI Y KOHCONN U
npeBpallas feTann B caMmocToaTeNbHble GOPMbI.
MopobHas niacTmyeckas «LeHTPOBEXHOCTb» pas-
pyLlaeT MOHOJNNTHOCTb 610Ka 1 co3aaeT aHCcambib
B3aUMOZENCTBYHOLLMX 06BEMOB, CONOCTaBUMbIX CO
CKY/JIbNTYPHbIM aHcambaem. COBpeMEHHOE YHUKab-
HOe 3f,aHNe MbICANTCA KaK XyJ0XKECTBEHHBbIV XeCT B
FOPOACKOW TKaHW, KaK Bblpa3uTeNbHbIV 3HaK, BCTY-
naroLLMiA B AManor ¢ uctopuyecknmm dacagamu, pe-
NbedoM M NOBCEAHEBHBIMW MapLUpyTaMu NtOAeN.

CbmKeHMe apXUTEKTYPbI U CKYAbNTYPbl NPOSAB-
NIIETCS He TOJIbKO Ha YPOBHE GOpMbI, HO ¥ Ha yPOB-

He NpodeccnoHanbHOro A3blka, ONUCbIBatOLLErO
NPOCTPaHCTBEHHble 06bekTbl. OBLWNMM CTaHOBAT-
€S TakMe MOHATUSA, KaK niacTvka obbema, CuayaT,
TEKTOHWKA, XeCT GOopMbl, BHYTPEHHEE N BHELLHEee
NpoCTpaHCTBa. JIEKCMKOH apXUTEKTYPbI NepeHm-
MaeT TEPMUHbI MOHYMEHTaJIbHOW MAacTUKK, TOTAa
KaK CKy/lbNTypa OCBaMBaeT C/I0Bapb apXUTEKTYpPbI.
310 GopMUPYET MEXANCLMUMNAMHAPHbBIA NOHATUN-
HbIW CNOM, B KOTOPOM 34aHMNE MbICAUTCS Kak Tpex-
MepHas CKyJbNTypa-cpesa, a CKyabnTypa — Kak
apxuTekTypa.

ApXWTeKTypa, CTAHOBALLAACSA CKYAbNTYPON, Me-
HSeT U TUN 3pUTENbCKOro BoCnpuaTMs. Yenosek
6osblue He «ynTaeT» dacas Kak TEKCT, a NPOXU-
BaeT NOC/NeA0BATENbHOCTb MAACTUUECKMX CUTYaLINIA:
NpUGANKEHNE, NPOXOA NOJ KOHCONbIO, BbIXOA Ha
HEOXMIAaHHO PacKpbITYO Teppacy, CTONKHOBEHMeE
C HaBucarowmm obbeMoM. B 3Tom "knMHemaTorpa-
bMUHOM" OMbITe MPOCTPAHCTBO AeUCTBYET NOA0O-
HO CKyNbNType, 3acTaBAsAsf pearnposaTb Ha Gopmy,
Npwv 3ToM GYHKLMOHAIBHOCTb 3JjaHWNs COXpaHseTcs,
HO OMOJIHAETCA APKO BblPaXeHHOM XyA0XKECTBEH-
HOW COCTaBAAOLLEN.

OZHVM 13 BbIAAOLLUXCS apXUTEKTOPOB, Y KO-
TOPbIX UAEN apXUTEKTYpPbl Kak CKYAbMNTypbl NProb-
peTaeT NporpaMMHbIl XxapakTep sBasetcs PpaHk
Fepu, NPeACTaBAAIOWNA apXUTEKTYPY KakK CKy/b-
MTYPHbIN XecT. B ero npakTuke 3saHne OCMbICASeTCs
KaK TpPeXMepHbI MAacTUUECKUI XYAOXKECTBEHHbIN
06bekT. ApxuTekTop GOpMUPYET KOMMO3MLMIO 34a-
HWA B Npouecce paboTbl C MaKeTOM, OLLeHUBas Cu-
NY3Thbl, PUTMbl OOBEMOB Y KPVMBOJIMHENHBIX MOBEPX-
HOCTeN C pasHbIX Touek 3peHus. ns peannsauunm
noAo6HbIX GopM lepu akTUBHO MCMOAb3yeT Lund-
posoe mogennpoaHue (CATIA v apyrue cncremel),
YTO MO3BOJ/IAET NEPEBOAUTL NMiacTuyeckme daHTa-
3UKN B TOUHbIE KOHCTPYKLMN N 060S0UKN.

B 1992 oH co3pan ckynbnTypy «Pbiba» Ha bapce-
NIOHCKOW HabepexxHOoW, npeBpaTB 06pa3 MOPCKOro
>KMBOTHOTO B IEFKMIA METaNIMUECKUIN «MaBUIbOH».
3aecb epy NnpoaeMOHCTpMpPOBaN, Kak CKyabnTypa
MOXET NCMOJIb30BaTb METO/b! U NMPaKTUKY apXuTek-
Typbl. DTOT ONbIT 6blA PA3BUT NPU CO3LaHNN My3es
l'yrreHxarima B bunbbao (1997), koTopblin cTan og-
HMM U3 CaMbIX BAVATENbHbIX MPUMEPOB apXUTEKTYPbI
Kak CKynbnTypbl. Er0 KOMNo3umLma npeacTaBaseT co-
601 aHcamMbb NepecekaroLLMXcs 1 NepeTekaowmnx
06beEMOB, OOLINTBLIX TUTAHOM, CTEKIOM U N3BECTHSA-
KOM, CO3atoLLMX BreYvaTaeHne rmraHTCKom MeTan-
JINYECKOW «CKyNbNTypbl-kopabas», pasBopaunBsa-
toLLEeliCs BAOb pekn HepBbOH. 3aaHne, inLeHHoe

NPAMBIX YTN0B U Kakux n1Mbo nogobuin KoHcepsa-
TUBHOW apXUTEKTYpPbl, HANMOMMWHAET TMraHTCKyro ab-
CTPaKTHYH CKYJbMNTYPY C MHOXECTBOM TO4YeK 0630-
pa. KpuBOANHeNHbIE NMOBEPXHOCTU CTEH pearnpyet
Ha CBeT 1 OTpPaXKeHWA BOAbl, MOCTOAHHO MEHAN BU-
3yanbHbIli 06pa3 3gaHus. B apxutekTypHyto komno-
3ULMIO My3es BKJIKOYEH ropoackoi MmocT Jla-CanbBe.
3paHne My3esn Kak 6bl «0H6BMBarOT» OMNOPbI MOCTA,
npeBpallas ero B 4actb COGCTBEHHOIO aHCaMbs.
B orpoMHbIX cBOHOAHBIX 3KCMO3ULMOHHBIX MPO-
CTPaHCTBaX 3KCMOHMpPYeTCA NHCTaanaumna Pruuapaa
Ceppa The Matter of Time (1994-2005), uto ycuau-
BaeT oLLyLeHWe NpebbiBaHWSA BHYTPU CKYbMTYPbI.

KoHuepTHbIM 3an YonTta AncHes B Jloc-AHaXe-
nece (2003) npogonxaet 3Ty AMHUIO. BHewHWiA 06-
NNK 3ana — 3TO aCMMMeTPUYHas KOMMNO3MLUA 13
WN3OrHYTbIX CTaJlbHbIX MAOCKOCTEN, KOTOpPble BOC-
NPUVHUMaOTCA KaK 3acTbiBllee aBuxeHne. OTkas
OT NepBOHaYabHO 3ayMaHHbIX KaAMEeHHbIX 06/11-
LLOBOK B MOJIb3y MeTanna nossoaun lepu gobutb-
ca bosblueln naacTmyeckon ceoboabl, ycnanTb 3¢-
bekT TekyuecTr GopM 1 NOAUEPKHYTb CKY/IBNTYPHYHO
npupoay obbekTa. baectawas metannnyeckas obo-
Noyka, cobpaHHas U3 MHOXeCTBa MHANBUAYANbHO
M3OrHYTbIX NaHenewn, npeepaLlaeT 34aHme B AUHa-
MUYECKYH CKYAbNTYypY.

Oba nponsBeAeHNs JeMOHCTPUPYIOT, UTO B pa-
6oTax l'epu apxuTekTypHas nporpaMmma — My3ew,
KOHLIEPTHbIN 3an — peanv3yeTcs yepes CKy/bnTyp-
HOe NPoYTEHME KOMMO3NLUN 1 TPaKTOBKN GOpMbI
3paHusA. My3sei B bunbbao paktuyecku nocrasun
BOMPOC O TOM, MOXeT A1 3AaHne HblTb «rNaBHbIM
3KCMOHATOM» My3es, TOr4a Kak KOHLLepTHbIV 3aa Yo-
nta [lncHes 6bln1 BOCNPUHSAT KaK MOHYMEHT My3biKe,
MaTeprann3oBaHHbIA B MeTaale 1 MPOCTPaHCTBE.

OcobeHHO ACHO NpeBpalleHNe apXUTEKTYPbI B
CKYNbMATYPY NPOSBASETCA B HOBENLIMX 0OBbeKTax
OAD3, rae 3aaHMNA N3HAYaNbHO 3aMbILUNAKOTCA KakK
NAacTMYeckuUin 3Hak B ropoackoin cpege. Obbem
3eCb GYHKLMOHMPYET Kak MOHYMeHTabHas Gopma,
a QYHKLMOHaN apxmTeKTypbl BNNCbIBAETCA BHYTPb
y>Ke CO34aHHOro CKY/AbMNTYPHOro cuayaTa. Apkum
BOMJIOLLEHNEM 3TOrO CMHTEe3a cTan komnaekc Opus
(2020) B lybae — osHO M3 NOCNeAHMX NPOU3Bese-
HWI 3axn Xagma. C nepsoro B3rasga Opus He Ka-
KETCA 3jaHNeM — CKOPee, 3TO MOHOUTHbIN 06BbEM,
pacCceyéHHbI MycToToN. BHelwHe OH HanmoMuHaeT
OTPOMHbIN Kyb, B KOTOPOM Bblpe3aHa Teky4as «ne-
Wepa» HeNpaBUAbHON GOPMbI. DTa NONOCTb CTAHO-
BUTCA He TOJIbKO 3CTETUYECKUM MPUEMOM, HO 1 LieH-
TpaibHbIM 06pa3om coopyxeHus. Xaang bykBanbHO
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«BbICEKNa» MYCTOTY U3 apXMTEKTYPHOro 610Ka, Npu-
faB KOpPOOKe 34aHMA CMbICA 1 06pa3 CKyAbNTypbl.
BHYTpPEHHOCTb 1 BHELUHAS NOBEPXHOCTb paboTatoT
BMeCTe, Kak MOJIOXMTENbHOE U OTpuLaTelbHOE B
penbede, AEMOHCTPUPYSA HOBBIN CNocob niactuye-
CKOTro MbllNeHnsa B apxutekType XXI Beka.

Tema NycTOThI, BU3yanu3aLum BHyTPEHHEro npo-
cTpaHcTBa bykBanbHO BUTaeT B Bo3ayxe. Ee noaxea-
TbiBaeT v pa3suBaeT LLoH Knan, cozgas 6ykBanbHO
Ha rpaHuLLe COeAMHEHWS apXUTEKTYpPbl U CKYAbMTY-
pbl YHWKaNbHbIA 006pa3 3gaHua My3ses byayuiero
(2022) B [lyb6ae Ero TopomaanbHbln 06BEM € NycTO-
TON B LLEHTPe, HaNOMUHaIOLLMIA abCTpakTHbIe CKYb-
nTypbl bBapbapbl XenyopT,MbICANTCA Kak camOCTOA-
TeNbHasA abCTpakTHasA CKyAbNTypa, KOTOPYHO MOXHO
06X0ANTb MO KPYry, CYMTbIBAS HEMPEPbLIBHYHO KPW-
BOJIMHEVHYHO NMOBEPXHOCTb C NPOPE3sMU apabCkol
kanaurpadum; konbLesasa Gopma NHTEPNpeTMpyeT-
€Sl KaKk CMMBOJ1 YeNOBeYeCTBa W 3HaHWs, 3eNeHbIN
XONM — Kak 3emns, a nycroe aApo — KakK Hens-
BeCcTHoe byayuiee. bonee Apknin No coaep>kaHnto
06pas, BOMAOTUBLUNIA HEN3BECTHOE, HEOMNCAHHOE,
Heun3peyéHHoe byayLiee, TpyAHO cebe NpesCTaBUTD.

Nysp Aby-labwn (2017), cnpoekTnpoBaHHbIv Xa-
HOM HyBesnem, NpesAcTaBAseTCs NPOCTPAaHCTBEHHOM
CKY/NIbNTYPHOM KOMMO3MLNER: TMTAHTCKUIA Kymno
AvameTpoM okoo 180 M, CNOXEHHbIN U3 MHOrO-
CNNONHOTO «3BE3/JHOr0» OPHAaMEHTa, HaKpbIBaET Lie-
NbIV «ropog» U3 6enbix Kybuueckmnx obbemos. CBeT
NMPOXOANT YePE3 ThICAYM OTBEPCTUI peLLeTyaTon
CTPYKTYpbI Kynona. Bce npoctpaHcTBO nog HUM npo-
HW3aHO BANKaMWN «CONHEYHOTO AOXAA», YTO YCU-
/InBaeT BOCNpUATME aHCaMbas Kak eauHOro XyAo-
XEeCTBEHHOro Tena.

ApXUTEKTYpPHbIN 0bpa3 koMniekca Abrahamic
Family House (2023) B Aby-[labu packpbiBaeT Temy
NpeBpaLLeEHUs apXUTEKTYPbl B MUHUMAAUCTUYECKYHO
CKYNbNTYPY Yepes3 npeaenbHO AcCHble Kybunueckue

dopMbI € MOAUEPKHYTON MO3TUUHOM NPOCTPaH-
CTBEHHOCTbIO. ApxutekTop J3Bug Agxkaie cnpoek-
TUPOBaJ TPW MOLLHbIX Ky6a. IXx MOHONUTHbIE 06b-
€Mbl MOCTaBAEHbI Ha OOLLMIA CTUNO6AT U ypaBHEHbI
no Macwtaby 1 obbemMy, YTO NoJUYEPKMBAET PaBHbI
CTaTyC MeyeTw, LiepkBu u cnHarorun. Ctporas reome-
TPV, IMLLEHHAn N36bITOYHOTO OPHAMEHTa, NpeBpa-
LLE@eT apXMTEKTYPY B Naactuyeckyto Gopmyy Bepbl.
YHVKanbHOe BHYTPEHHee NPOCTPaHCTBO KaXaoM no-
CTPOMNKM — apKajbl U PELLETKN MEYETH, ONOPbI CUHa-
roru, «poLLa» KOJIOHH 1 OrpOMHas, paccbinatoLlancs
Nydamu 13 aepeBsaHHbIX peek Budpneemckas 3se3ga
B MOAKYMNOAbHOM NPOCTPaHCTBE LiepkBM — MO3BO-
NAOT YYBCTBEHHO NEPEXMTb pasnnyme TpaguLmii.

Bo Bcex paccMOTpeHHbIX NpuMepax — OT My-
3eeB OpaHka Mepn 40 My3elHbIX U PeNNTMO3HbIX
koMmnnekcoB OAD — apxutekTypa bepeT Ha BOO-
py>KeHne npuemMbl MOHYMEHTaIbHOWN CKYAbNTYpPbI:
paboTy C CMAYy3ITOM, MNAACTUKONM NOBEPXHOCTH, CBE-
TOM 1 MOC/e0BaTeIbHOCTbIO MPOCTPAHCTB. 34aHNe
MbICINTCA Kak MaacTU4eckoe Npou3BeseHme Nckyc-
CTBa, CyLLeCTBytOLLLee B KPYroBoM 0603peHUM 1 aK-
TMBHO B3aMMOJENCTBYIOLLEE C NaHAWadTOM, He-
6oM 1 ropoackon cpesoii. MoceTutens NpoXxneaeT
apXMTEKTYPY Kak CEPUIO NIaCTUUYECKMX 3MM30408,
B KOTOPbIX ABWXEHWE, N3MeHeHne MaclTaba, no-
fIBNIEHNE N ncYe3HOBeHMWe cBeTa 06pasytoT CBOEro
poza NPOCTPAHCTBEHHYHO «MO33UH0».

Takum o6pa3oM, COBpeMeHHas apxmTekTypa, 06-
peTas o6LNIA NEKCUKOH CO CKY/NbMTYPOMN, HE TONb-
KO TpaHCchOPMUpPYeET ropoACKON NaHALWadT, HO 1
bopMUpPYET HOBBIN TUM 3CTETUYECKOTO OnbiTa. Ap-
XUTEKTYPHbIN 06BEKT GYHKLMOHMPYET Kak BU3yasb-
HbIN 1 CUMBOJIMYECKUIA aKLLEHT, CMOCOOHbIV MEHATb
WAEHTMYHOCTb MeCTa M 3aZlaBaTb HOBbIe CLLeHapum
B3aMMOJENCTBMA YeNoBeKa CO CPeson — OT «3dh-
¢dekTa bunbbao» B MCNaHCKOM ropoje A0 CMMBO-
Nmyecknx obpa3os egnHcTBa 1 Hyaywero B OAD.
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