Hacnegue

We are publishing here a fragment from
the book by Georgi Stanishev, Bulgarian
architect, and architecture critic
(Stanishev, G. (2016). Architectural
theory in monologues 1985-2015.
Sofia: Iztok-Zapad).

The book features the development

of architectural concepts in the
transitional period at the edge between
the 20th and the 21st centuries through
the discourses and thoughts of the
most prominent architects in these
times. Originally, some part of the texts
included in the book were in the form of
dialogues or interviews with architects
taken by Georgi Stanishev. From

1987 to 1997, Stanishev directed and

produced the section “Concept” for the
World Architecture magazine (London),
where these interviews were published
initially. Then the author continued

to enlarge his collection thanks to his
meetings and even collaborative work
with several prominent architects of the
21st century. The book being prepared,
Stanishev decided to exclude his own
questions from the interviews and
convert the architects’ discourses into
monologues.

The monological genre gives a
manifestation tone to the texts and
addresses the text directly to the
readers, implying an immediate
communication with them. The

collection of monologues thus forms

a text field, where architects not

only develop their concepts of the
space, the world structure, culture

and architecture, but also enter

into dialogues and debates between
each other in the reader’s mind. The
chronological order of the texts gives a
sense of the progress of time with the
changing focuses, topics of discussions
and terminologies.

The book includes the texts based

on the interviews with 25 leading
architects taken by the author within
the last three decades: Charles Jencks
(1987), Yuri Lotman (1988), Zaha
Hadid (1990), Adriaan Geuze (1992),

3axa Xagupa: Mexay BU3MOHEPHbIM U nparMatuyeckum /
Zaha Hadid: Between the Visionary and the Pragmatic

Ny6nnKyeMmblit TEKCT — pparMeHT

kHuru leopru CtaHuwesa, 6onrapckoro
apxuTeKTopa, TeopeTUKa U KpUTUKa ap-
xutekTypbl (CTaHuwes . ApXUTEKTYPHU

Teopuu B MoHONo3n 1985-2015. Cochusa :

N3tok-3anap, 2016). Kuura npepcras-
nset co60oit naHopamy pasBUTUSA apxu-
TEKTYPHbIX KOHUenuuit py6exa XX u XXI
BEKOB, NPeACTaB/leHHYI0 Yepe3s peyb U
pasmMbilWNeHns Haubonee APKUX apxm-
TEKTOPOB 3TOro NepexoAHOro nepuopa.
MNepBoOHaYanbHO TEKCTbI, BXOAALLME B
KHUTY, BbIFNAAENU KaK AUanoru, uHTep-
Bblo feopru CTaHuwweBa ¢ apxuTeKTopa-
mu. B 1987-1997 ropax Cranuwes 6bin
AMPEKTOPOM U NPOAYLLEEHTOM CaMOCTOSA-
TenbHou py6pukmu Concept, KoTopyio oH
Ben ansA xypHana World Architecture,
(JloHAOH), 1 YacTb MHTEPBbIO GbiNK
nepBoHayanbHoO Ny6ANKOBaHbI UMEHHO
Tam. B panbHeiflwem aBTop NPoOAOIKUA
1 pacwmpun ceBolo Konnekuuio, 6naro-
AapsA BCTPe4YaM M COBMeCTHOIA pabote

C pAAOM M3BECTHbIX apxuTeKTopos XXI
BeKa. 3aTeM BO3HMKNA uaes — y6parb
13 TeKCTOB €ro BOMPOChI M NPeBpaTuUTb
peyb MHTEPBbIOUPOBAHHbIX aPXUTEKTO-
POB B MOHOJIOTUYECKYIO.

MoHonoruyeckuit JxaHp NnpuaaeT TeKCTy
MaHu(ecTayMoHHOe 3By4aHHue 1 Noapa-
3ymeBaeT npsAMoe obpauieHue nepco-
HaXKa K YuTaTenio, HemoCpeACTBEHHbI
pasrosop ¢ HuM. Co6paHue MOHONOroB
o6pa3syeT TeKCTOBOE None, B KOTOPOM
APXUTEKTOPbI HE TOJIbKO Pa3BUBAIOT
CBOM NpepCTaBieHns 0 NPOCTPaHCTBe,
YCTpOCTBE MUPA, KYNbTYpe, apXUTEKTY-
pe, HO U — B CO3HAHWUU YMTATENs — BCTY-
natot Mexpay co6oii B guanoru, cnopat.
PacnonoxeHue TEKCTOB N0 XPOHOJIO-
rMYecKoi 0CU CO3AAET olyLieHHne X0Aa
BPEMeHU: MEHAIOTCA aKLUeHTbI, TeMbl
AUCKYCCHUI, TEPMUHONOTUA.

B KHUre co6paHbl TEKCTbI, 0CHOBaHHbIE
Ha UHTEpPBbIO, B3ATbIX aBTOPOM Yy 25

Paolo Soleri (1993), Shizuo Harada
(1994), Kai Wartiainen (1995), Andrew
Yeoman (1995), Toyo Ito (1995),

Marc Hawker (1996), Lebbeus Woods
(1996), Hani Rashid and Lise Anne
Couture (1997), Kiyonori Kikutake
(1997), Rudy Ricciotti (1997), Frank
Gehry (1998), Peter Zellner (1998),
Jean Nouvel (1998), Gavin Robotham
(1998), Winka Dubbeldam (1999),
Riichi Miyake (2000), Alvaro Siza
(2010), Fumihiko Maki (2012), Andrey
Chernikhov (2014), Hans Ibelings
(2015).

At the present time, Georgi Stanishev
is a professor of University of
Architecture, Construction and

BeAYLUX aPXUTEKTOPOB B pasHble Fofbl
nocnepHero TpuaLuaTuNeTUA:
Yapnc Ixkenke, 1987

lOpwuit lormaH, 1988

3axa Xaaua, 1990

Appuan lMose, 1992

Naono Conepu, 1993

Lliuzyo Xapapa, 1994

Kai Baptuaitnen, 1995
Auapio HomaH, 1995

Toio Uto, 1995

Mapk Xokep,1996

Jle6buyc Yac, 1996

XaHu Pawup v Jius An Kytiop, 1997
KuitoHopu Kukyrake, 1997
Pyau Puunotn, 1997

®pank lepu, 1998

Nutep 3ennep, 1998

YKaH Hysen, 1998

KesuH Po6oTtam, 1998
BuHKa fly6naam, 1999
Puunumn Musake, 2000

AnBapo Cu3a, 2010
dymuxuko Maku, 2012
Anppeit YepHuxos, 2014
XaHc W6enunrc, 2015

B HacToswee Bpems leopru CraHnwes
- npodeccop YHUBepcUTETa apxXUTEK-
TYpbl, CTPOMTENBCTBA U FEOAE3UM B
Cochum 1 oauH 13 BeAyLIUX apXUTEKTO-
poe B bonrapuu. Pa6oTaer TaKke u co
BCEMUPHO U3BECTHbIMU APXUTEKTYP-
HbiMU Komnanuamu Foster and Partners
un Libeskind Architects. Mbl paapl, uTo
MoXXeM Ha3Batb feopru CTaHUweBa
60nblIKMM APYrOM HaLLEro JypHana.

K coxxaneHuio, }xypHanbHbli hopmar He
no3BoJIAET NONHOCTbIO ONYy6AUKOBaTL
€ro KHUTy B NepeBofie Ha PYCCKMii A3bIK.
MbI nnaHupyem nepesectu U ony6nu-
KOBaTb JINLIb HEKOTOPble MOHOJONU B
cepuu MaTepManoB, KOTOpas OTKPbIBa-
eTCA B 3TOM HoMepe.



Geodesy in Sofia and one of the leading
architects in Bulgaria. He also works
with internationally known companies
Foster and Partners and Libeskind
Architects (Milano offices). We are glad
to call Georgi Stanishev a good friend of
our journal. Unfortunately, the journal
format restricts us from publishing the
full Russian translation of his book. We
are planning to translate and publish
only several monologues in the series
launched in this issue.

Hecmomps Ha npexdespemeHHy0
cMepmb c80€20 0CHOBAMEIA U ude-
pa, cmyous «3axa Xadud Apkumex-
mc» npodosxaem 6bimb 00HUM U3
cambix akmusHbix 61opo 8 JIoHOOHe,
pacceusas c8oU NPoeKMmbl No Bcemy
mupy. Ho 8 Hayane 90-x 20008, Koeda
COCMOAACA 3MOM pa32080p 8 ee
cmyouu Ha 10 Bowling Green Lane 8
JloHOoHe, 3axa Xaduo 6bina ussecmHa
8 OCHOBHOM CBOUMU «KBA3UBU3LOHED-
CKUMU» NPOEKMAMU C BeUKONIeNHbI-
MU Npe3eHmMayuaMu, HaNOMUHaKWU-
MU 60/1bWE A6CMPAKMHbIE KAPMUHBbI
KandutHckoeo u Manesuya, yem
apxumekmypHsle npoekmsl 30aHuli u
KOMNJIKCOB. ..

C Hayana napmuepcmsa Xaoud ¢
lampukom LLlymaxepom npocpuns pa-
6ombl 8 cmyOuu MeHAemcs 8 CMOPOHY
KomMnslomepHol u napamempuyeckol
cmpame2uu npoeKmMupoBaHUs.
KynemuHayuel 3mod auHuu cman
Matugpecm napamempusma (2008).
Mapamempuyeckoe npoekmuposaHue
Hanpasasiem NOUCKU 3axu 8 CMOPOHyY
csA3ell apxumexkmypsl ¢ MOOenupo-
BaHueM ¢opm nosesbix cocmosHul,
CUMOBbIX IUHUL U meKy4ux npoyeccos
8 npupode. Mamemamuxa sbr4ucau-
MesibHbIX MAWUH MOOesupyem 380110-
YUOHHbIE NPOYECCHI BO3HUKHOBEHUS
ecmecmseHHbIx ¢popM 8 MepmBoLl
u usoli npupode... B nocnedHue
decamunemus nod sausHUeM napa-
mempuyeckoli udeonoeuu LLlymaxepa
pabomsi cmyouu sce 6os1ee nodpa-
JKaKom ecmecmseHHbsIM npoyeccam
06pa3oB8aHus NPOCMPAHCMBEHHbIX U
opmanbHbix Modened, NOXOXUX Ha
opeaHuyeckud mup. lMpusedeHHsbiii
HUXe MeKCm mem He MeHee pacKpbl-
8aem KOpHU apxumekmypHoli udeoso-

Despite the untimely death of its founder
and leader, Zaha Hadid Architects
remains one of the most active studios

in London, producing designs all over the
world. But in the early 1990s, when this
interview was being held in her studio

on 10 Bowling Green Lane in London,
Zaha Hadid was mostly famous for her
‘quazi visionist’ projects with magnificent
presentations that resemble abstract
works by Kandinsky and Malevich rather
than architectural designs of buildings
and complexes...

Since the establishment of partnership
between Hadid and Patrik Schumacher,
the studio had focused on computer
and parametric planning strategies. The
Parametricist Manifesto (2008) became

2uu 3axu Xaouo, passusaiowjuecs Ha
pybexe 80-90-x 20008 npoweduiezo
BEKA Ha NoY8e PyCcCKO20 XUBONUCHO20
U apxumekmypHo20 asaHeapoa, u
YaCMUYHO CKpbImble Pe30HAHChI C
8HympeHHUM mupom Bocmoka.

CumnTaercs, 4To KOra apxuTeKTo-
pbl 3aHUMAIOTCAA HOBATOPCTBOM, OHU
BCerga u3o6peTatT HeuTo HOBOE,
paHee He cylecTBoBaBlee. B 10 xe
BpEeMs Bbl, HABEPHOE, COrNacuTech,
4TO BCAKWUIM apXUTEKTYPHbIN NPOEKT,
[axke CaMbll OPUrMHANbHBIN, HEN3-
6€eXHO COOTHOCUTCA U NepeKknnKaeTcs
C 6ecymncneHHbIMU TUNAMK yXKe Cy-
WeCTBYIOWMX TPAAULUIA B apXUTEK-
TYpHOIi KynbType. MHOrue 13 atux
nepeKkMYeK 0CTaTCA CKPbITLIMU AN
CaMoro apxXuTeKTopa, NoABNAACH Kak
6ecco3HaTenbHble 06pa3sbl, NOYTH
Ha ypoBHe MeuThl. o3ToMy 6biBaeT
TPYLHO ONpPEAennUTb UCTOYHUKMY,
KOTOpbIE MOTNIN MOBAUATb Ha TO,
yTo Aenaetcs... Ho B camom Havane
ANsl MeHs Obl0 BNOJIHE 0CO3HAHHO
BnuAHWe Manesnya, npousseneHui
3nb Jlucuukoro u Jleownposa. Yytb
no3e s No3Hakomunack ¢ pabora-
mMu MenbHuKoBa M YepHuxoBa, XoTs
KaXablil U3 HUX MPUHABIEXKUT K
0YeHb pasHbIM, 0COObIM TUNAM MbIl-
neHus. [lBaguatble rofbl ABaALATOrO
Beka B Poccum B HacToswee Bpems
paccmaTpuBaloTcs B KayecTse nabo-

> Puc. 1. CynpemaTnyeckmit MOCT: 0TeNb
Ha mocty «Hblobepu» Hag Tem3oit B
JloHpoHe. CTypeHyeckmit npoekT 3axu
Xagup, 1978 / Suprematist bridge: hotel
on the Newberry Bridge over the Themes
in London, Zaha Hadid's student project,
1978

the culmination of that direction. The
parametric design guides Zaha toward
searching for new relations between

architecture and modeling of forms of

field conditions, force lines and fluid

processes in nature. Computer mathemat-
ics models evolutionary processes of the
occurrence of natural forms in the living
and non-living environment... Within the
last decades, influenced by Schumacher’s
parametric ideology, Hadid's projects
have more and more imitated the natural
processes of creation of spatial and

formal models resembling the organic

world. The text given below, however,
reveals the roots of Zaha's architectural
ideology, that developed at the edge of
the 1980s and 90s on the basis of Russian

avant-garde art and architecture, and
partially hidden resonances with the inner
world of the East.

...It is believed that when architects
work on innovative projects, they create
something new that have never existed
before. At the same time, you would
probably agree, that any architectural
creation - even the most original, the
most unusual - inevitably corresponds
with some tradition within architectural
culture. Most of these correspondences
remain obscure for the architect. They
appear as unconscious images, almost
dreams. That is why it is difficult to
define the sources of the architecture...
Ln the beginning I was influenced by
Malevich, then the works of El Lissitzky
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and Leonidov and after that there was
Melnikhov and Chernikhov, although
these were not from the same school of
thought. The whole period of the 1920s
in the USSR was seen as a laboratory for
novel architectural ideas; in that age,
there was no precedent, the Russian
avant-garde stood alone. That period
was for us, as students, a kind of mys-
tery. It presented a change in history of
art and in my own history, and though
avant-garde of the early 20th century
was not at all popular in the 1970s, but
my work did in fact begin with reflec-
tions on Malevich. Our intention was

to examine the ideas that were not and
could not be embodied in architecture.
This intention came not out of some

A Puc. 2. OcucHoe 3panue «Ap3aby [xy-
6bsH», Tokuno, 1988 rog. KoHuentyanbHble
3CKM3bl AU3aitHa 1 cTpouTenscTeo / Azabu
— Jyuban Office Building, Tokyo, 1988.
Design concept sketches and building

concrete book or personality. Everything
began with Malevich himself and with
the imaginary universe, embodied by

his work.

Russian experience.

The experimentation of the Russian
avant-garde at the beginning of the
century was never finished... lts lead-
ing proponents succeeded only in lay-
ing a kind of conceptual foundation for
different architectural vectors of de-
velopment, all of them oriented towards
the transcendence of the boundaries
and limits of architecture. I don’t know
whether my work can be considered an
authentic continuation of it, but it is
exactly this foundation that became
the starting point for my own line of

paTopuM NHHOBALMIA U HOBATOPCKUX
apxuTeKTypHbIX naeit. Hapo ckasars,
4TO B TO BPEMS PYCCKMI aBaHrapp,
6bl/1 HE3aBUCUMbIM, HE UMELUM

HU OfiHOTO NpeLeaeHTa. [ins Hac,
CTYAEHTOB, 3TOT NEPUOJ, PYCCKOM
KyNbTypbl Gbl1 a6CONOTHOI 3aragKo.
OH M3MeHNN UCTOPUIO UCKYCCTBA, HO
1 MOI0 COBCTBEHHYIO UCTOPHUIO, U XOTA
aBaHrapp Hayana XX Beka BOBCe He
6b1n NnonynspHoii Temoil B 70-e rogbl,
Mos paboTa iedCTBUTENIbHO Havanach
NOA CUbHBIM BUsHWEM ManeBuya.
Hawe HamepeHue cocToAN0 B TOM,

development and experimentation, and
this particularly concerns suprematism.
What struck me about the suprematists
was the fact that they would paint
things while thinking of them as large-
scale projects. It drastically enlarged
our comprehension of architecture. And,
at the same time, their achievement was
never translated into architecture, with
the possible exception of Leonidov.

I was attracted above all by the
fact that the ideas, the projects of this
period, had never been realised in prac-
tice. In part, some of the ideas had been
realised in Manhattan by Rem Koolhaas,
though never in Europe. For me, the
heritage of the 1920s was a means of
self-education in search of my own way.

YTO6bI UCCNIEROBATH €70 UAEH, AaXKe
T€, KOTOPbIE He BbIN — U He MoK
ObITb — BOM/IOWEHbI B APXMTEKTYpe.
3Ta MbIC/Ib BbIPOC/IA HE U3 OTAENbHOM
KHWUTW UK YenoBeka. [lns meHsa Bce
Hayanock ¢ camoro Manesunuya, Ho
CO BCEeN BCENEHHOMN, BbICTPOEHHOM
€ro TBOPYECTBOM, — BCErO, YTO 6bI10
0/IMLETBOPEHO €ro TBOPYECTBOM.

Pycckuit onbiT

Ho 3KkcnepuMeHT pycckoro aBaHrapga
TaK U He Obl1 3aBepLUeH... Begyuum
€ro NpuBEpPXeHLaM YAaNnoch Nnllb

I wouldn't say that my bias towards
Russia of the early 20th century had any
ideological basis... It was an instinc-
tual attraction by the new expressive
“architectons” of Malevich, by Lissitzky
PROUNSs, and other works... This had
to do with the incredible architectur-
al optimism of that period; and that
optimism is something which today
simply does not exist. I believe that
the existence of this spiritual upsurge
was very important for Russia. I saw it
as important for us to understand the
reasons for this spirit. I appreciate the
enormous importance of the political
situation, but I believe that behind
it stood the aspiration to change the
world through architecture. And this is

NOCTPOUTb KOHLLENTYabHYI OCHOBY
LS pasNnyHbIX apXUTEKTYPHbIX
JIMHWUIA pa3BUTUSA, KaXaas U3 KOTOPbIX
OpUEHTUPOBaHA B HanpaBieHnu,
TPaHCLEHAEHTHOM K FpaHuL,am apxu-
TeKTypbl. B cBA3M € 3TUM 5 He 3Hal,
MOTY 1 1 CYUTATb CEBS ayTEHTUYHBIM
NpofoMKeHnemM HayaToro umu. Ho
MMEHHO 3Ta OCHOBA M OblNa HAYanoM
MOEro pa3BUTUA — UCCNELOBAHMIA

1 3KCNepUMEHTUPOBAHUA B pycne
cynpematusma. B cynpematusme
MeHs nopasun ToT (akT, 4To, pucys
KOMMO3WLMMW, OHW CPa3y MbICAUAN UX
B KQuecTBe MacLITaOHbIX MPOEKTOB.
370 6bIN0 pagMKanbHOE paclupeHue
HalWMX NpeACTaBAeHUit 06 apxuTeK-
Type. W Bce e ux [OCTUKEHUs He
OblnM NepeBeAeHbl B peanbHble ap-
XUTEKTYPHbIEe NMPOEKTHI, 33 UCKII0Ye-
HUEM, MOXKET ObITb, HEKOTOPbIX paboT
JNleoHunposa.

MeHs npuBnekno To, YTo ugeun
20-X rOA0B HUKOTAA He BbinK peanu-
30BaHbl ¥ NPUMEHEHbI B peasbHOCTH.
B yactHOCTH, HEKOTOPbIE U3 3TUX
KOHLenuuit 6bInmM paccMoTpeHs! B
kHure Pema Konxaca o MaHx3TtTeHe,
HO, HECMOTPA Ha 3TO, OHW HUKOTAA
He GblIM NO-HACTOSALWEMY NOHATHI
B EBpone. [ina meHs Hacnepue
mogepHu3mMa 20-x rogos 6bi10
3TanoM camMoo6pa3oBaHUs B NOMUCKaX
C0o6CTBEHHOTO NyTH.

1 661 He CKa3ana, YTo y MOUX Npu-
CTpacTuin no oTHolweHuto K Poccun
Hayana BaALaToro BeKa Obina Hekas
MAeoNormyecKas oCHoBa... 310 6bi10
CKOpee UHCTUHKTUBHOE BNeYeHue K
HOBOW BbIpa3uTENbHOCTH, KOTOPas
npocTo GOHTaHUpOBanNa U3 apxu-
TeKTOHOB Manesunya, U3 «NpoyHOB»
3nb Jlncuukoro u fpyrux pator...



extremely important. During the I970s
and the 1980s this kind of aspiration to
change the world disappeared - it is not
an attribute of architects working in the
office of today. You know, it was not

a question to produce some beautiful
colour schemes and form elaborations.
The architects’s work was seen as an
aftermath of a certain programme, which
came out as a new space types, catal-
izing the changes in a city fabric, i.e. a
process of a totally different scale, spirit
and intention.

What is also important is the way
that plans can change architecture
itself. Furthermore, the plans which
could be generated from this kind of
architecture have to have a new kind of

Moe BnieueHue 6bI10 TakxKe CBA3AHO
C HEBEPOATHLIM aPXMTEKTYPHbLIM
ONTUMU3MOM TOTO Nepuopa — TeEM, YTO
CerofiHA NpoCTo yXe He CylLecTBy-
eT. {1 cuntalo, YTO TaKOW AYXOBHbIN
noAbeM, B3PbIB UMEN peluaioliee
3HayeHue ana Poccun. BaxHo

HaTW NpUYKHBI 3TOrO Ayxa. f LeHio
OTPOMHOE 3HaYeHne NONUTUYECKO
CuUTyaUuun, HO A CHUTALD, YTO 3@ 3TUM
CTOMUT BHYTPEHHEE OTHOLWEHNE N
CTpemfieHne U3MEHUTb MUP Yepes ap-
XUTEKTYpY. ITO Ype3BblYaHO BaXHO.
B 70-80-x rogax 3to cTpemneHue —
W3MEHUTb MUP — NUCYe3N0, OHO BOBCE
He npucylle COBPEMEHHbIM NMPaKTU-
Kylowum apxuteKkTopam. 3HaeTe nu,
Torpa Befb BOOGLE He WA peyb 0
KaKNX-TO KPaCMBbIX LLBETHLIX CXeMax
u hopmax. PaboTa apxutektopoB
Gbina CNeAcTBUEM ONpPefeNeHHO
NPOrpaMMbl, HOBOTO OTHOLWIEHUSA K
npodeccuu, 1 0TCIoAa — 3TOT HOBbIN
TWN NPOrpaMM W NpocTpaHcTs. Ecnu
Obl KTO-TO MPEBPaTUN UX B CBOETO
pofa couuanbHbIi MHCTPYMeHTapui,
OHU MOTAIN Bbl PaANKaNbHO U3MEHUTD
apxuTeKTypy v ropog. [lpyras saxHas
Bellb — 3TO MyTb, B KOTOPOM HOBbIE
MEeTO/ibl TPOEKTUPOBAHUSA MOTYT
U3MeHATb apxutekTypy. Kpome Toro,
ropofickoe naaH1poBaHue, KoTopoe
AOMKHO 6bINO BbITE MOPOXAEHO 3TUM
TUMOM apXMTEKTYPbI, UMeNo Obl co-
BEpLUEHHO HOBBIN iyX 1 BHYTpeHHee
HaMepeHue, HOBbIii MacwWTab.

Y70 e KacaeTcsa XyA0XKeCTBEHHOI
uaeonorun Kasumupa Manesuya,
BEPOATHO, Bbl MOT/IN Obl FOBOPUTH
0 NOMbITKe NPeBpaLLeHNN ero
XYAO0XKECTBEHHON CUCTEMBI B MOEM
TBOPYECTBE B YNCTYIO apXUTEKTYPY,

0 cBoeobpasHom nepesofe Manesu-

script, inner intention and scale.
Speaking of the artistic ideology of
Kasimir Malevich, you can suggest my
attempt to translate his artistic lan-
guage into that of my architecture. As a
student at the Architectural Association
(in London) I worked in the group of
Rem Koolhaas and Elia Zenghelis. We
then were attracted by the works and
artistic language of Malevich, and none
of us understood what we could get out
of all that. The answer to that came out
of one of his plastic works. This, we saw
could be made into architecture, and
then we started to research the possi-
bilities of such translation. First, we
analysed his “non-objective” tectonics
expressed in so-called “architectons”

YaHa Ha Mot COGCTBEHHBII apxuTeK-
TYPHbIA A3bIK. B KauyecTBe cTyfeHTa
ApXUTEKTYpHOI accoumauum B
JloHgoHe 5 paboTtana B kpyry Pema
Konxaca u 3nua 3enrenuca. Korga mbi
6binK yBNeYeHbl paboTamu u xyaoxe-
CTBEHHbIM A3bIKOM ManeBunya, HUKTO
13 Hac He 3HaJ, YTO MOXET BbINTU U3
TaKoro nepeBofa v BoobLe Kak 3T0
cpenatb. W BOT, 0TBET Ha 3TOT BONpOC
npuiwen oT OJHON U3 ero nnacTuye-
ckux pabot. YTo-T0 MHe nogckasano:
«M3 3TOr0 MOXHO cAenaTb apxuTeKTy-
py» — W Mbl Ha4anu uccnepoBaHne
BO3MOXHOCTel TaKo TpaHCaaLum.
Bo-nepBebIx, Mbl NpoaHanu3npoBanu
ero becnpefMeTHyI0 TEKTOHUKY,
BbIPAXXEHHYI0 B TaK Ha3blBaeMbIX
apXUTEKTOHaXx, U cTanu 06AyMbIBaT,
KaK NpeBpaTUTb €e B MEeTO/ NPOeKTU-
poBaHus. Toraa Mbl Ha4yanu gymatb 0
TOM, KaK CO3[,aTb MPOCTPAHCTBEHHbIN
OpraHu3m v aenatb NAaHbl — ecau
npepcTaBuTh cebe, YTO OpraHnU3m
ApPXUTEKTOHA ABNAETCA CTPOEHUEM,
3[aHNEM.

fl paboTana Haj NPOEKTOM AJin-
TeNbHOE BpeMs, a 3aTeM npuiuna K
BbIBOAY, YTO CYLLECTBYIOT pa3finyHble
cnocobbl peTpaHcaupoBaTh becnpes-
METHYIO TEKTOHUKY Ha A3bIK apXUTeK-
Typbl. Tak B 1976 rogy nossuncs Ho-
BbI NPOEKT — MHTEpNpeTauus ogHOro
13 apxutektoHoB Manesuya. Mpoekt
6bl YTO-TO BPOAE MOCTa Yepe3
Tem3y, HO MOCTa, NpeACTaBAAIOWEro

> Puc. 3. Tokniickuit oucHblit cTponTeNb-
Hblit npoekT, 1989. MakeT / Model of the
Tokyo office building project. Tokyo, 1989

and thought about how to make this
into architecture. Then we started
thinking of how to evolve the spatial
organism, and of how we would work out
the plans as if the “architecton’s” or-
ganism were a building. I worked a long
time on this, and after a while I came

to the conclusion that there are various
ways of translating it into the language
of architecture. n this way, in 1976,
there came into being a project-inter-
pretation of one of Malevich's "architec-
tons"; it was something like a bridge
over the Thames having a hybrid form
that combined a role of an engineering
and communication construction with
many other public functions -aclub, a
parking space etc. At the same time, we

were very much impressed by the bridge
over the Seine in Paris by Konstantin
Melnikov.

Gravity models.

The notion of freedom or liberation
in the Russian culture of the early 20th
century was very clear, very adamant for
me. Lt could be grasped as liberation
from gravity and this immediately im-
plies the breaking of formal and tectonic
norms, or, one can get this out of Malev-
ich, "standing on the verge of time".

I think that he was trying to tell us that
we are very dependent on the Earth's
gravity, being Earth creatures, and how
strong is the desire for liberation from
it’s force.

The Revolution then seemed to
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embody and to realise this idea of
liberation. There is no revolution now
and that’s the basic difference. But the
architecture then does show a different
way of touching the ground, it is lighter.
I think, the Russians have it in their
culture... The feeling of levitation, the
organic feeling of weightlessness is even
inserted in their classical ballet.

No, my contacts with the heritage of
the Soviet avant-garde don't boil down
to leafing through albums and going to
museums. I have visited Russia dozens
of times, first incognito, and then invit-
ed by my friends. Nobody knew me ten
or fifteen years ago, but it is at that time
that I decided that if a woman wants to
continue her education in the field of

coboii rubpuaHyto hopmy, couerta-
fouiero B cebe posib UHKEHEPHOTO
KOMMYHWMKATUBHOTO COOPYXEHMUS, CO
MHOFMMU APYrUMU OGLLECTBEHHBIMMU
byHKUMAMU: KNyba, NApKOBKU U T. f.
MapannenbHo Mbl Toraa Gbinu yene-
YeHbl elle OfHUM NPOEKTOM — MOCTa
yepes Ceny B MNapuxe KoHcTaHTUHA
MenbHuKoBa.

Mopenwu rpasutauumn

Bbl 3HaeTe, NoHATUA «cBOGOAAY,
«0CBOOOXIAEHMEY B PYCCKOIA Ky/b-
Type B Hayane XX BeKa Ana MeHs
6b110 Hanboee NOHATHLIM Yepe3

modern architecture, then she had bet-
ter study the main cultural currents of
the twentieth century. And this is how it
all started. It was important to see the
Russian achievements — on paper, and
on the spot.

For me, Moscow was fantastic. I
think that the idea of liberating space
continues to exist. The fantastic thing
about Moscow was that, as you stand
on the Lenin mausoleum, you feel as if
the whole city is bending. And you feel
tangential in relation to the spherical
surface of the ground. I think that the
spirit of Moscow is the spirit of space.

That spirit of the city and its
synthesis with Cosmos, makes the works
of the Russians more comprehensible.

npepcrasneHne 06 0cBo6OXAEHUM
NPOCTPaHCTBA... OHO MOXET ObiTb
NPUHATO KaK 0CBOBOXAEHME OT
rpaBuUTaL MK, U 3TO CPA3Y Xe NoApa-
3yMEBAEeT HapylleHne onpeaeneHHbIX
(hopManbHbIX 1 TEKTOHUYECKMX

HOPM UK fAXKe MOJENUPOBaHNE
«COCTOSIHUA HA Kpalo BPEMEHMY, YTO
xapaktepHo ana Manesuuem. fl ny-
Malo, YTO OH MbITANCA CKA3aTb HaM,
HACKO/IbKO Mbl KaK 3eMHble CyliecTBa
3aBUCUM OT rPaBUTALUN U HACKONBKO
CUNbHO XenaHue n3baBuTLCA OT Hee.
PeBontoums nosBMAach KaK Bonso-
LeHne n peanusauus 3Ton uaem

It's quite overwhelming. You see the
Sputniks everywhere, on toothpaste, on
souvenirs, on toys. This is the incredible
spirit you start to feel as you walk about
Moscow. I really felt, for the first time
ever, as if I was free from the ground. To
make this kind of architecture, embody-
ing the notion of liberation from gravity
and from Earth, is another obsession of
the Russians. They feel the Cosmos, and
this gives birth to a new kind of spatial
organisation.

Indeed, in a number of my projects
one can feel the absence of gravity pull,
or rather, its transcendence. But this
idea is not only related to the influence
of Moscow. I had the idea, even before
I went to Moscow, that the way modern

cBoboppl. B HacTosLee Bpems He
NPOUCXOAUT HUKAKOW peBONIOLMUM, U
3T0 rNaBHOE OTANYME TOTO BPEMEHU
OT Hawwero. B ToT nepuog apxutek-
TOpbI CO3HATE/bHO 3aHUMANNCh
noucKamu cnocobos, No KOTOPbIM UX
3AaHUA KaCcaloTCA 3eMIM, TaK YToObI
BOGUTBCA OLLYLEHU HEBECOMOCTU.
Al BymMaio, 4TO y PYCCKMX eCTb 3TO B UX
KynbType... [laxe B nx Knaccuyeckui
GaneT BCTPOEHO YYBCTBO JIEBUTALMUMY,
OpraHuyeckoe YyBCTBO OTCYTCTBUSA
Beca.

HeT, MOM KOHTaKTbI C HaceaneMm
COLMANNUCTMYECKOrO aBaHrapaa He

buildings touch the ground is different
from the old ones... My buildings tend
towards lightness, as if they are made

of glass and air. They are lighter than
stone. They touch the ground like a
Russian dancer who steps only to fly up
again, whereas the English dancer seems
to be firmly rooted, like a plant...

Of course, there is a common
denominator between architectural
culture in Russia and America... A lot
of ideas happening in Russia were later
translated to America, but not fully.
Europeans tend to reach for the clouds
and beyond them, whereas Americans
go for the sky — hence the skyscrapers.
As for the Russians, they reach for the
stars. Their ceiling is higher, they are

MOTYT BbITh CBEAEHBI K JIMCTAHMIO aslb-
GOMOB 1 6AYKAAHUIO N0 My3esaM. B
nocnefHue rogsl 8 nocetuna Poccuio
LECSITKW pa3 — cHauana UHKOTHUTO,

a 3aTeM N0 NpUTAWEHNI0 APY3eii.
HukTo He 3Han 060 MHe fecsTb

WM NATHAALATL NET Ha3aj, HO Kak
pas B TOT NEpUOS A MOHANA, YTO

€C/IN KEHIUMHA XOYET NPOAOMKATH
pa3BuBaTLCA B 0671aCTU COBPEMEHHOM
ApPXMTEKTYPbI, OHA AOIKHA U3YYNUTD
OCHOBHbIE Ky/bTypHbIe TeueHus XX
Beka. Tak Bce 370 U Hayanoch. beino
BAXHO YBUAETb AOCTUKEHME Poccuu
— KaK Ha bymare, Tak 1 Ha 3emne.



less inhibited, more adventurous. I
think that people in America and Russia
are very alike, not just because their
mentality related to large-scale spaces
is similar. Americans tend to be guided
by a kind of Anglo-Saxon, or Germanic
thinking, whereas the Russians think

in a much more Eastern way. They are
occupied by the same dimensions, but
their limitations are different.

Reason and feelings.

As you know, in the architectural
history of the twentieth century there
is, in Western Europe, an avant-garde
developing in parallel with the Russian
one.

The European avant-garde starts with

[ns meHs Mocksa 6Gbina yemM-To
thaHTacTuyeckum. A pymato, 4to
upes cBOGOAHOrO NPOCTPaHCTBA TaM
NPOAONIKAET XKUTb. ITO HEBEPOATHOE
olLylEeHu e, KOrfa Bbl cTouTe y Mas-
30nes JleHUHa 1 YyBCTBYETE, KaK BeCb
ropoA crubaercs 1 Bbl CKONb3UTE MO
KacaTeNbHOW K cchepuyeckoit nosepx-
HocTu 3emnu. [lyx MockBbl ecTb ayx
npoCcTpaHCTBa.

ITOT AyX W CUHTE3 C KOCMOCOM
JenatoT paboty pycckux 6onee
macwrabHoi. MopasuTtensHo, YTo Bbl
BUAMTE Be3[ie CMYTHUK, Ha 3TUKeTe
3y6HOII nacThl, Ha CyBEHUpPax B BUAE
urpylek. 3To HeBepoATHOE YyBCTBO,
KOTOpOe BO3HMKAET, KOrfa XoAuLb
no Mockse. BnepBsble s no4yBCTBO-
Bana, Kak GYATO OTpbIBAlOCH OT
3emnu. Caenatb TaKyl apxXUTEKTYpY,
BOM/IOLLAIOLLYIO YYBCTBO CBO6GOAbI OT
TAXECTH, 3eMHOI rpaBuUTaLmm, onpe-
LeneHHo 6blNo HaBA34YUBOI naeei
pycckux. OHM YyBCTBYIOT KOCMOC, U
3TO NPUBOAMT K NOPOXKAEHUIO HOBOIA
NpPOCTPAHCTBEHHON OpraHWU3aLuu.

[lefcTBUTENBHO, BO MHOTUX U3
MOMX NPOEKTOB NpobeMa NpoTMBO-
CTOAHMSA rPaBUTALMOHHOMY NPUTSKE-
HUIO €C/IN U HE NEXUT B OCHOBE, TO N0
KpaliHeil Mepe NpUCYTCTBYET B Kaye-
CTBe OMUHUMpYlolLeit naen. Ho s 6bl
He CKa3ana, YTo C 3TOI KoHLenumen
CBA3aHa TOIbKO pyCccKas KynbTypa.

Al umena npefcTaBneHME 0 TOM, YTO
€noco6bl, KOTOPbIMU COBPEMEH-

Hbl€ 3[aHWA ONUPAIOTCA Ha 3eMIio,
OT/IMYAETCA OT TOrO KaK 3TO ieNnanochb
paHblue... Mou npoeKTbl CTpeMATCA K
JIETKOCTU.... 3[aHunsA KaK 6bl CAenaHbl
U3 cTekna u Bo3gyxa. OHu nerye, yem
kameHb. OHM NpuKacaloTca K 3emie,
KaK pyccKas TaHL0BLMLA, Kacaschb

Marinetti and futurism, and culminates
in Le Corbusier, Mies van der Rohe,
Gropius. But there is a fundamental dif-
ference between these two types of the
culture here on the level of thinking.
There are two kinds of minds in Western
Europe: one is the emotional, the
intuitive, and the other is the rational,
based on logics. And they have never
been able to understand that these two
principles can exist in a kind of unity.
Intuitiveness is not simply based
on the wish to do something in a
certain way, it is grounded in a certain
experience and understanding of the sit-
uation... Whereas in Russia, things are
rather different. The emotional colour
there is much more intense, and they

ee, — TONbKO YTOGbI B3NI€TETb BHOBb,
TOrAa KaKk aHTANACKNIA TAHLLOP KaXeT-
CA NPUPOCILNM K NOBEPXHOCTH, KaK
pacTeHue...

KoHeuHo, ecTb 06wWmit 3Hame-
HaTeslb MEXAY apXUTEKTYPHOI
KynbTypoi B Poccun n Amepuke...
MHorue upen nossunuces B Poccun, a
No3Xe OHM NOABNAIOTCA B aMepUKaH-
CKOM NepeBOfe, HO He NOIHOCTbIO.
EBponeliupl, Kak NpaBuUNo, TAHYTCA K
o6nakam W Hap HUMK, KaK aMepuKaH-
Libl, CTPEMATCA K Heby — OTCIOAa UX
Hebockpebbl. PoccusHe obpawaroTcs
K 3B€3AaM. [InA HUX NOTONOK Bblle,

Y HUX MeHblle 3anpeToB U 6onblue
aBaHTIopu3ma. f gymaio, 4To NioAK

B Poccuu u Amepuke oueHb MOXOXK
— He TOIbKO M3-3a CXOXEeN MeHTaNb-
HOCTM, CBAA3AHHOM C 60NbWIKMMU MAC-
wrabamu NpocTpaHcTs. AMepUKaHLbl,
KaK npaBuio, pyKOBOACTBYIOTCA aH-
FN0CAKCOHCKUM UNU HEMELKUM MblLU-
JIeHWEM, B TO BPEMSA KaK poCCUAHe
MbICNAT, CIeAys CKOpee BOCTOYHbIM
mozensim. OHW UMEIOT JeNo C OAHUMU
1 TEMM JKe Pa3MEepPHOCTAMM, TONbKO UX
OrpaHNyYeHUs pasnuyHsbl.

Pa3ym n yyBcTBa

Bbl 3HaeTe, KOHEYHO, YTO B UCTOPUK
apxuTekTypbl XX Beka aBaHrapy B 3a-
nagHoi EBpone pa3suBaertca napan-
NenbHO C poccuinckum. EBponenickuit
aBaHrapp, HauuHaetcs ¢ MapuHetTu

1 yTypuU3Ma 1 [OCTUraeT KyNbMu-
Hauuu B pabotax Jle Kop6iosbe, Muc
BaH aep Po3, Mponuyca. Ho ectsb
(hyHAAMeHTaNbHOe pasnuyne Mexay
ABYMA TUNAMM 3TON KYNbTYPbl, U OHO
3aK/l04aeTcs B cnocobax MbllWneHus.
B 3anapHoii EBpone cywectsyet aBa
TUNA MbIWWEHNA: IMOLMOHANbHbIN

tend to overstep rules and regulations
generally accepted in the West. On the
one hand this transgression produces
an uncomfortable feeling, and on the
other it has to do with liberation...
They live between transgression and its
overcoming...

There are two things now, at the
end of the twentieth century, that are
of prime importance for architecture.
One is to use the latest technology and
make our lives easier without interfer-
ing with the environment. The other
is to keep the notion of simplicity and

easiness of relations. Today, at the edge

of the century, it is harder to design a

simple building than a complicated one.

One reason that people are abandon-

ing Modernism is because it is not
decorative, and it’s so difficult to hide
one’s mistakes. It is easy to spot the
mistakes in a simple building, and it is
easy these days to camouflage mistakes
in decorations - like decorating a cake.
I began with the notion of abstraction -
it is not for nothing that I have a degree
in maths.

What is my internal, “ancestral”
world-view connected with the East?
I have lived abroad other than in Iraq
where I was born. Of course, there are
inherited things. But they are to do not
so much with the East as such, but with
the conditions of my upbringing, my or-
igins, my family, my school in Iraq. It is
hard for me to specify the leading one.
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Culture is interaction, history is inter-
action, our own build-up is the result of
interaction, and it is difficult to point to
one specific thing. There are, of course,
degrees of morality, rules of ethics that
are an integral part of my personality.

But they are also a part of my education.

My background is among the best - I
have always been encouraged to think
progressively and independently. All of
these elements of culture are intercon-
nected, and that’s typical of the Middle
East. My father was from the generation
that fought the British Mandate and
was against imperialism, and he was a
socialist. He went to school here, as did
my brothers, so my background is not

typically Middle East. And we trav-
elled a lot when I was young. I always
ask myself, to what extent I feel my
consciousness connected with the East
and whether this connection influences
my projects or not... Some critics see
a connection between my layouts and
Arabic calligraphy... I don’t know...
Maybe they mean fluidity of the lines...
Turning back to the field of architecture,
I would say that the original conception
undergoes serious conversion, before
getting to the stage of this “calligraphy
of the plan”...

Drawing as a strategy.

On the whole, the project begins as a
notion of abstract composition and its

fragmentation. The plan, whether it is
an urban plan or an architectural plan of
a building, is articulated and dissected.
Then the analysis of its components
serves as a basis for making conclusions
about the synthesis of the new project.
Some of its areas become energetic,

and others are fluent. The plan then is
refunctionalised by way of a series of
metamorphoses. This was the way it
started, this was the boom of my student
years.

You can't start a new thing in the old
way. The projections, the drawings, the
studies could not be done in conven-
tional terms. This was the breakthrough.
Stuck together, these things made a

(MHTYMTUBHBIIA, MPPaLMOHANBHBIN) U
OCHOBAHHbIN Ha NoruKe. 3anagHoes-
poneiiLbl 4O CUX NOp He MOTyT cebe
NpPeACTaBUTb, YTO 3T NPUHLMNBI MO-
ryT CyWecTBOBaTb U B hopMe CUHTEe3a,
TO €CTb MOTYT BbiTb 06bEeAUHEHbI.

WHTYUTUBHOCTb HE NPOCTO OCHOBa-
Ha Ha CTpeMIeHUM fenaTb Belm onpe-
JeneHHbIM 06pa3oM, OHa poXKAaeTCs
B ONpefieNIeHHOM ONbITe U NOHUMAHUM
cutyauum. B Poccum coscem ppyroe.
JIMOLMOHaNbHAA OKpacka ropasao
6onee MHTEHCMBHASA, KaK NpaBUIo, OHa
BbIXOAMT 33 PaMKM 06LLENPUHATBIX
Ha 3anage HopM. C 0fiHOi CTOPOHBI,
3TO HapylWeHWe NpaBua co3aaet
HENpUATHOE OLLyLieHWe, a C APYroi —
OHO UMeeT CBA3b co cB06OAOM... OHM
JKUBYT MEXAY NPECTyNnNeHneMm 1 ero
npeofoNeHuem...

B koHue XX Beka cywecTsytoT
ABE Bel, KOTopble MMEIoT GoNbluoe
3HayeHue ans apxutekTypsl. 0gHa
33K/I0YAETCA B TOM, YTO HEOOXO-
AMMO UCNONb30BaTh COBPEMEHHbIE
TEXHONOrUH, YTOBbI CenaTh Hally
U3Hb NpoLye, He NOBPEAMB NPU 3TOM
OKpyXatolyto cpepy. Bropas — B He-
06X0ANMOCTH CTPEMIIEHUS K NPOCTOTE
U HENPUHYXAEHHOCTU OTHOLWEHUH.
CerofHs, Ha pybexe CTONETHiA, TPYA-
Hee CNpOoeKTUpPoBaTb NPOCTOE 3AaHue,
yem cnoxHoe. OgHa U3 NpUYKH, No
KOTOpPOW II0AM OTKA3bIBAKOTCA OT
MOZIEPHWU3MA, COCTOUT B TOM, YTO OH
NNWEH BeKOPaTUBHOCTH, TaK YTO YbU-
TO OWMBKM TpyAHO cnpsaTaTh. OHK
0Y€Hb 3aMeTHbl B NPOCTOM 3[jaHUK,
HO Tenepb UX NIETKO 3aMaCKUPOBaTh
VKpaleHneM — NOCKONbKY Mbl YKpa-
waem 3aaHue, Kak TopT.  Hayana
C KOHUenuuu abcTpakLmu, u 310 He
CNy4YaiHO: y MeHs eCcTb AUNIOM N0
maTemaTuke.

new mode and rhythm of work. Plus,
they stimulated my constant desire

to do something new, to make a new
programme, a new architecture. As I
have already said, my work is an attempt
to reject conventional things... In fact,
I cannot really present my project in
conventional terms. It is important for
me to see it in a different light. The
stage of drawing is always the testing
ground for my ideas. Thus, drawing in
my work has a double or even ambiguous
function, it is also an instrument for
experiments and a final product of a new
genre of making perspective architec-
tures. I draw not to illustrate, but to
check out ideas which I want to bring

KakoBo Moe BHYTpeHHee, «Ha-
CNeACTBEHHOE» MUPOBO33peHHue C
BocToka? fl )una B 0CHOBHOM 3a rpa-
Huue#, a He B Wpake, rae poaunace.
KoHeyHo, 4to-TO A yHacnegoBana.

Ho oHo He cBA3aHo ¢ BocTokom B
LLeNIoM, CKopee C YCI0BUAMU MOEro
006pa3oBaHus, MOETO NPOUCXOXK-
NEHUA, MOEI CeMbU, MOEN LWKOMbI B
Mpake. TpyaHo onpeaennTb, 4To U3
Bcero 37oro rnasHoe. Kynbtypa — 3to
B3aMMOAENCTBUE, UCTOPMA — 3TO
B3aMMOJENCTBUE, Hall COBCTBEHHBIN
POCT — pe3ysbTaT MHOFOYUCIEHHbIX
B3aMMOAENCTBUIA, NO3TOMY TPYAHO
VKa3aTb Ha OJjHY KOHKPETHYIO Bellb.
KoHeuHo, cyliecTBytoT MopanbHble
HOPMbI, 3TUYECKUE HOPMBI, KOTOpbIE
HenpeofoAUMO ABAAITCSA YaCTbio
MeHs, Moel TuyHocTu. Ho 3T0 ToXe
yactb Moero o6paszosaHus. Mos
OKpyKatolas cpepa 6b11a 04eHb
XOPpOLLEen: MeHs BCErAa yYunu gymatb
COBPEMEHHO U camocTosTeNbHO. Bce
3TW 3NeMEHTBI KyNbTypbl B3aUMOC-
BA3aHbI, U 3TO XapaKTepHO AN
BankHero Boctoka. Moit otel, 6bin
13 NOKoNEeHUs, KoTopoe 60posoch ¢
GpUTAHCKOM KOJIOHM3aLMeEA, U OH Bbin
NpOTUB MMNEpPUM, OH GbIN coLnanu-
ctom. OH nocewan wKony 3aeck, B
JloHpoHe, 1 MOM BpaTbs TOXeE, N03-
TOMY MO€ NpoLUIOe He OYEHb TECHO
cBs3aHo ¢ bamxHum Boctokom. Mel
MHOTO MyTelWwecTBOBaM, Koraa 6biau
maneHbkumu. Al Bcerpa 3apaBana
cebe BOMPOC, B KAKON Mepe 1 YyB-
CTBYIO 1 7 BOOGLLE YTO-TO CBAA3AHHOE
¢ Boctokom v oka3biBaet au 3Ta
CBA3b Kakoe-nnbo Noaco3HaTenbHoe
BNUAHME HA MOU NpoeKTbl?.. Heko-
TOpble KPUTUKM HAXOAAT PE30HAHC
MEXAY AM3aliHOM MOUX NPOEKTOB



into architecture. I draw things which
present the idea in its most naked form.
These ideas stand divorced from the spe-
cifics of the functional task. From the
objectness of the object — exactly like
Malevich... Via a series of drawings and
changing a viewpoint several times one
can arrive at the nature of the object.
Via drawing, the object unfolds, showing
aspects that you'd never believe were
there. The drawing is not only a means
for presenting the object and its
designing, but also an instrument for
analyzing the architectural result. Even
when the drawing becomes an object of
art, like those you can see on the walls
of my studio, it is only a procedure for

1 apabckoi kannurpadueit... A He
3Hal0... MoXeT ObITb, OHU UMEIOT B
BUAY OOLLYIO ETKOCTb UHWIA... Bo3-
BPaLLanch K 061aCTU apXUTEKTYpSI,

A 6bl CKa3zana, YTo NepBoHayvanbHas
KOHLienuus noABepraeTcs cepbe3Hom
KOHBEPCUU, MPEXAE YEM OHA [OCTUT-
HeT 3Tana «Kannurpaduu nnaHa...

PucyHok Kak ctpaterus

B uenom npoeKT HauMHaeTcsa c uaen
abCTpaKTHOI KOMNO3MLKK U ee dpar-
meHTauuu. 06pa3 nnaHa, 6yab To rpa-
AOCTPOUTENbHBIA NN apXUTEKTYPHBII
nNaH OTAENbHOrO 3AaHNA, apTUKYNN-
PYeTcA 1 pacuneHseTcs, YTobbl 3aTeM,
Ha 6a3e aHann3a ero COCTaBHbIX Ya-
CTell, cfenatb BbIBOJbI OTHOCUTENBHO
CMHTe3a HOBOro npoekTa. HekoTopble
13 YacTel NNaHa CTaHOBATCA 3Hep-
TMYHBIMW U HANPAXEHHbIMK, @ Apyrue
— NNaBHbI U PasMbiTbl. [oyYeHHbI
Takum 06pa3om nnaH pedyHKLUOHa-
NIN3MpyeTCca Yepes Cepuio MeTaMop-
¢03. Tak s HaYnHana cTpouTb CBOIA
MeTof paboTbl BO BpeMeHa BymMa Mounx
CTYAEHYECKNX neT.

Hukakas HOBas Bellb He MOXeT
6bITb MOCTPOEHa No-cTapomy. Mpo-
eKLMK, 3CKMU3bI, y4eOHble 3afiaHNns He
MOF/IN BbITb BBINONHEHbI B CTAHAAPT-
HbIX YCNOBUAX. ITO ObINO ANA MEHSA
BaXKHbIM HayYHbIM OTKpbITUEM. Bce
3TO €C034aNn0 HOBbIN hopMmaT 1 pUTM
paboTbl... OHW cTUMYANPOBANU MOe
NOCTOSHHOE CTPeM/IeHUE K YeMy-TO
HOBOMY, HOBYIO NPOrpamMmy Ans Ho-
BOIl apxuTeKkTypbl. Kak i yxe ckasana,
Mos paboTa — 3TO NOMbITKA OTKa3aTb-
s OT 06LWEeNPUHATBIX, TPUBUANBHBIX
Beleii... Ha camom pene 1 6bl U He
CMOrna npepcTaBnTb CBOI NPOEKT
06wWenpuHATEIM cnocoboM. ins MeHs

revealing the nature of the design task.
Although, yes, in some cases the drawing
does take a life of its own as in the case
of Peak Hong Kong - and it can tell
whole stories too!

Changing the points of view

Actually, in some of my projects, my
idea of the city is presented as an art
composition depicted from above, as
if someone is looking at the city from
God’s position. Yes, in this case I use the
texture of the city as a canvas, in order
to paint on it giant suprematist com-
positions... From a new point of view,
drawing is a way of beginning a long
conversation that is making a project.
We draw a project, we draw the city, but

OY€eHb BAXHO NpefCcTaBUTb apxXUTeK-
TypHyto NpoGneMy B Apyrom CBeTe,

B HOBOM pakypce. ®a3a pucyHka u
XMBONUCHK BCeraa Obina ucnuiTatenb-
HOW NNOWAAKON JNA aPXUTEKTYPHBIX
Wael, KoTopble s Xo4y pa3BuBaTh B
npoekrte. Takum 06pa3om, KapTUHa

B MOeil paboTe MMeeT ABOWHY!IO,
HeoAHO3HaYHY YHKLMIO, 3TO TaKKe
WHCTPYMEHT ANf 3KCNEPUMEHTOB M
KOHEYHbI NPOAYKT HOBOTO XaHpa —
CO3/iaHWe NepCneKTUBHbIX apXUTeK-
Typ. A pucyto He pns uanCTpauum,

a ANs NPOBEPKM CUNbI UAEH, KOTOpbIe
X04y BBECTU B apxuTekTypy. A pucyto
BelLW, KOTOPble NPEACTaBAAIT KOH-
Lenuuto B ee camoii yucron dopme.
370 MAEW, KOTOpPbIEe OTCTPAHEHbI OT
cneundukn GyHKUMOHaNbHOW 3afa-
yu. OT NnpefMeTHOCTU 06beKTa — KaK
y ManeBuya... Yepes cepuio 3cku3oB
1 CMEHY PaKypCcOB MOXHO OCTUYb
rayGuHbI NpeameTa. Yepes pucyHok
00BbEKT pacKpbIBAETCS, AEMOHCTPUPYS
HOBbIE ACMEeKTbl, 0 CYIEeCcTBOBaHUN
KOTOPbIX Mbl He NOA03peBaeM. ICKM3
— 3T0 He TOJIbKO CPefCTBO NpeAcTaB-
NleHns 06bEeKTa 1 ero Au3anHa, Ho 1
MHCTPYMEHT aHanM3a apxuTekTyp-
HbIX pe3ynbTaToB. Sl MOry cKasaTb,
4TO AaXKe Koraa 3CKMU3 NOSHOCTbIO
CTAaHOBWTCA KMBOMUCHBLIM NpoOU3Be-
LEHUEM — KaK Te, KOTOpble Bbl BUAUTE
Ha CTeHax Moeil CTYANM, — OH POAMUTCS
TONbKO KaK CPeACcTBO BbIABNEHUA
CYLLLHOCTM NPOEKTHOW 3ajauyu.
MpaBaa B HEKOTOPbIX C/Iy4asiX ICKU3bI
0XXMBAIOT, KAk B MOEM NpPOeKTe ANs
Kny6a Muk B TOHKOHTE, 1 OHU MOTYT
pacckasbiBaTh Lesible UCTOPUK.

W3meHeHMne ToYeK 3peHus
[leiicTBUTENbHO, B P NPOEKTOB MOS

at the same time the drawing implies
that the city depends on many external
contexts and changes under their
influence. In the process of drawing the
abstraction we analyze the object and
change the project. These days we see
the world from different points of view.
Even 200 years ago nobody could have
seen a city from a bird’s eye view. We
can experience things from so many dif-
ferent angles these days - from a train,
a car, an airplane — we have such a novel
feeling of speed; does this not mean
that, while making a project, we have

to see the world from all these different
viewpoints? We must use the situation
that we are in, take advantage of all the

“aes ropofia npeAcTaBneHa Kak npe-
BOCXOZHAsA XMUBONUCHAA KOMNO3ULMS,
“300paxaemas cBepxy, Kak 6yaTo
KTO-TO CMOTPUT Ha rOpoj C NO3ULUK
bora. Cornawycb, 4T0 TyT NPOMCXOANUT
MCNONb30BaHWe TEKCTYPbl FOPOAA

KaK CBOEro pofia XoNcTa, Ha KOTOPOM
A NbITAOCh CTPOUTb MACWITabHble
cynpemaTtnyeckne KOMNo3uLumuu. ..
PucoBaHMe C HOBbIX TOYEK 3peHUs

— 370 NpUeM, KOTOpbI 3HamMeHyeT
Hayano NpPofOMKNUTENBHOTO ANanora,
KOTOPbIA U eCTb CO3AaHNe NpoeKTa.
ICKM3HbI NPOEKT, 3apUCOBKU ropoja,
HO B TO XXe BpeMs npoLecc pucoBa-
HUSA NOKa3blBAET, YTO rOPOJ 3aBUCUT
OT MHOXXECTBA BHELWHNX KOHTEKCTOB,
4TO OH MEHAETCA NOJ, UX BO3LeN-
cTBueM. B npouecce 3cku3nposaHus
1 abCTparupoBaHus onpeaeneHHbIx
NpPU3HAKOB 06BEKT aHaNM3UpyeTCs,

1 NpoeKT nameHsetcs. CerogHs mol
BUAMM rOPOJ C Pa3HbIX TOUEK 3peHUs.
200 net Ha3apg HUKTO He UMen BO3-
MOXHOCTU YBUAETb FOPOJ, C BbICOTbI
nTM4ybero noneta. B HacToswee Bpe-
MSl Mbl MOXEM BOCMPUHMUMATb BelLy

C pa3HbiX TOYEK 3peHus — 13 noespa,
13 aBTOMOOMNA, U3 camoneTa — y Hac
TaKoe HeobblYHOE YYBCTBO CKOPOCTU.
Pa3Be 370 He 3HaYMT, 4TO Mbl LOKHBI
paccmaTpuBaTh MUp CO BCEX ITUX
TOYeK 3peHusa B npoLecca Npoek-
TUPOBaHMA? Mbl LOMKHBI BOCNONb-
30BaTbCA CUTYaL e, B KOTOPOIA Mbl
0Ka3anuncb, BOCMONb30BATHCA HAWKUMM
AOCTUXKEHUAMU W YHUKANbHOCTbIO
3TOr0 MCTOPMYECKOrO MOMEHTA.

Kak BupuTe, B npoLecce npoekTu-
POBaHMA y MEHA HeT NpefBapUTENbHO
136paHHOI METOLONOUH, HE Tpe-
GyeTcs 3apaHee 3aaHHOro 6anaHca
MeXAY NHTYULWER N yMO3PUTENbHbIM

achievements and the uniqueness of
this historical moment.

As you can see, in the process of
designing I don't have any preliminary
methodology, there is no need to set a
balance between intuition and concep-
tual design beforehand. I begin with
thought and image which define how
the world should look after my interven-
tion. This is what most architects do,
they have an image in their head, and
then they need a couple of hours for the
design. In my case, I make experiment
after experiment, trying to get at the
target. At the same time, one must think
about the rules, the restrictions - if
you are doing a house you must not

au3anHoM. fl HauyMHat c ugen n
KapTUHbI, KOTOpas onpepenseT, Kak
BCE [LOJIKHO BbIFIAAETH B MUPE nocne
MO€ro BMelaTenbCTBa. 310 Aenaer
GONbWUHCTBO APXMTEKTOPOB, Y HUX
co3paeTcs Hekuit 06pas, a 3aTeM OHH
HYXAITCA B HECKOJIBKUX Yacax ans
npoekTupoBaHus. B moem cnyyae
A [eNalo 3KCNepPUMEHT 3a IKCnepu-
MEHTOM, NbITasCb AOCTUYD Lenu. B
TO XK€ BPeMs KTO-TO [JOJIXKEH AyMaTb
1 0 NpaBunax, peCTPUKLUAX, — ecun
Bbl CTPOUTE [LOM, HEe CTOWT 3abbIBaTh,
4TO B HEM GyayT XKMUTb Nlogu. 3aTem
MHTErpupyiTe n3obpaxeHue u
npoLecc B KOCMOC, 3aTEM NPOBepPb-
Te NONYUYEHHYI UAEH0 B KOHTEKCTE
cpefbl M nporpammbl-GyHKLnK. Bee
3TO0 JOMIXKHO NPOUCXOLUTb OHOBpE-
MeHHo. OcHOBHas uaes pa3BuBaeTcs
B KOHLENLMI0, KOHLEeNLus pa3suBa-
€TCA B NPOEKT 1, HAKOHEL, NPoeKT
LOCTUTAET YPOBHA apXUTEKTYPbI.

fl He Mory onpeaenuTh, ABNAETCA
JIN KOHeYHbI 06pa3 o6bekTa nae-
ANbHbIM, OLLYLLAEMbIM U XKENAeMbIM C
CaMoro Hayana. 3anosIHAeTCs NN OH
nocTeneHHo cyGbEKTOM, CO3HaHUeM,
pellaeTcs Kak KOHCTPYKLKA U T. A.
Wnu 06pas npoekTta nogsepxeH
3BOJIOL MM NPOEKTHOIO npouecca:
uccnefoBaHue, BApUaHTbI, 0TKa3bl,
HaxofKa u getanusauus... NHo-
raa KapTUHKA BO3HMKAET C CaMoro
Hayana, a 3aTeM 3T0 NPOCTO BONPOC
YNPOLEHUs U NOUCKA TEXHONOTUIA
L5 ee NPOMU3BOLCTBA B MaTepuarne.
WNHorpa o6pasyiotcs HeKkue LuKnu-
YeCKMe TPAeKTOPUU — Y MEHSA eCTb
npefBapuUTENbHbIA ICKM3 TOFO, YTO,
KaK MHEe KaeTcs, HyXHO NoNy4nThb,
HO NoKa A paboTalo Haj HUM, NPOeKT
LBWXETCA, yXOAMUT Kyna-To. Hepea-
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Hacneaune

forget that people are going to live in
it. So then you integrate the image and
the process in space, after which you
check out the completed idea in the
context of the environment and the
programme-function. All of this should
be happening simultaneously. The
basic idea develops into a concept, the
concept is developed into a project and,
finally, the project becomes architec-
ture.

I cannot say whether the final image
of the object is ideal, perceived and
desired from the beginning. Whether it
is gradually filled out by the subject, the
conscious, worked out as a construction
etc., or this image is subject to evolu-

A 3axa Xapup, npoekT kny6a «Muk» B
l'oHKoHre, 1982-1983 /
Zaha Hadid. Hong Kong Peak, 1982-1983

tion in the process of the designing it-
self: research, variants, refusals, finding
and detalisation... Sometimes, it comes
to me very clearly at the beginning,

and then it is matter of simplifying it
and searching for technologies for its
material production. Sometimes, some
cyclic trajectories occur: I have a kind
of preliminary sketch of what I think will
happen, and then the project changes
as I work on it. In the end of this hard
travel I often come back to the original
sketch, but even such kinds of trajecto-
ries are useful, because the project has
to be tested and simplified and worked
out until there is nothing unnecessary
in it. When an idea is born, I sketch it,

KO nocne TpyaHoro nytewecrsua a
BO3BpallalCh K I'IEpBOHaLIaﬂbHOVI
KOHLUEeNUNU, HO flaxKe 3TN TpaeKTopuu
HUKOrAa He U3NULWHU, NOTOMY 4YTO
NPOEKT [OJIKEH 6bITh npoTecTMpoBaH,
YNpoLLEH U pa3BUT, NOKa B HEM He
ocTaHeTcs Huyero nuwHero. Utak,
Korpa naesa poxpaetcs, 1 pucyto ee,
puUcyto onarpammsbl U oTnpasnato ee
CBOUM /Il0AAM. 3aTEM UAEA HAYMHAET
ABUTaThCA TyAa U O6paTHO, 3aTtem

and then I do the diagrams and send
them to my people. Then the idea starts
going back and forth, then I check it and
it begins to settle. All factors must work
together, and not simply combine. When
I was young I used to draw the same
thing thousands of times to improve it,
but it did not happen. Now my head is
clear like a screen, and I draw on that.
When my mind is clear, then I draw.

The new.

The young entering into architecture
seems to have divided into two vectors:
visionary and conceptual architecture,
architecture of ideas on the one hand
and practical architecture meant for
construction on the other. However, I

5 NPOBepSI0 €€, U OHa HauYMHaeT
ycTpauBaTtbes. Bce hakTopbl AOMKHbI
paboTaTb BMecTe, a He NPOCTO KOMOU-
HupoBaTbcs. Korpa s 6bina maneHs-
KOW, 5 NbITaNack Y4To-TO YyyLnUTh,
HapUCOBAB OfLHO U TO Xe ThiCAYY pas,
HO HUYero He nonyyanoce. Tenepb
MOS FOJ10BA YUCTa, KaK IKPaH», U

s ucnonb3yio ee. Al pabotato Hag
MPOEKTOM TO/IbKO TOTAa, KOrAa MOiA
pasym siceH.

think that what we try to do, really, is

to maintain a laboratory for developing
ideas to cover both the visionary and
the pragmatic worlds. It's very import-
ant to do this, since without this synthe-
sis you cannot develop an architecture.
When you are actually building, there
are so many limitations - not intellectu-
al ones, but to do with regulations and
that sort of thing.

Yes, today I absolutely believe that
architecture which combines concep-
tualism and realism is more worthy
than purely practical one. Although
things become difficult when there’s
any degree of inventiveness. You know,
people in the world these days, they

Hosoe

HoBoe nokonexue, BxoasLee B
apXUTEKTYPY, NOX0XKe, Pa3feneHo Ha
[Ba BEKTOPA: BU3NOHEPHAsA U KOH-
LenTyanbHas apxutekTypa, obycnos-
JIeHHas uaesamMu, — C OAHO CTOPOHbI,
W MpaKTUYecKas apXuUTeKTypa, Npea-
Ha3HAYeHHO ANIA CTPOUTENbCTBA, — C
opyroii. Tem He MeHee 5 gymato, 4To
Mbl NbITAEMCA CO3/aTh labopaTopuio
ANns pa3paboTku ugei, KoTopble coe-
AMHAIT 06a MUpa, BU3MOHepa 1 npar-
maTuka. KpaitHe BaxHo 3710 cenatb
NOTOMY, 4TO 6€3 TaKOro CUHTE3a Mbl
He CMOXeM pa3BUBaTb apXUTEKTYPY.
Korga mbl cTpounm, cyliecTByeT Tak
MHOTO OrpaHMYeHUit — He UHTENNeK-
TyaNbHbIX, @ CBA3AHHBIX C NpaBUaaMu
W OrpaHUYeHUAMU, U T. f.

[la, A ceroaHs 3awmuwat no3uumio,
4TO apXMTEKTYpa, COYETaloWasn KOH-
LenTyanusm u peanusm, 6onee LeHHa,
YeM YUCTO MPaKTUYeCKasn apXuUTeK-
Typa. fl Bepio B 310 abconioTHo. Tem
He MeHee BCe CTAHOBUTCA UCKIIOYU-
TeNbHO TPYAHbLIM, KOTAa apXMTEKTOP
npeasnaraeT HeCTaHAAPTHbIA YPOBEHb
MHHOBALWIA. Bbl e 3HaeTe, Befib
JIOAN CETOAHA NPOCTO NOKYNaloT.
OHM NOKyNaloT TO, YTO OHU BUAAT, U
TO, YTO OHU NPUBbLIKAN BUAET. Ecnn
TaKoe 37aHue He 6bIN0 NOCTPOEHO
A0 CUX MOP, OHUM HE MOTYT ero NoHATL
¥ NO3TOMY He MOTYT paccMaTpuBaTh
€ro Kak npoAyKT. ApXuTEKTOpbI 1
LeBenonepbl CaMu HauYMHaloT cTec-
HATbCA NPOEKTUPOBATh U CO3[aBaTh
BelLW, He COBCEM y3HABAEMbIe U CaMO
coboit pasymetowmecs. OHu usberatot
PU1CKa, 4acTO 0TKa3bIBASACh OT CBOUX
uaen. Mol roBOpuUM 0 NtOAAX, KOTO-
pble, ecau 6bl y HUX He BbiNo 3TOiA
camoLeH3ypbl, Mornu Gbl cpenath



just shop. They buy what they can see
and what they get used to see. And if
this building has not happened before,
they cannot understand it, cannot see it
as a product. Architects and devel-
opers became worried about building
something that was not immediately
obvious, and they abandon their ideas to
avoid the risks — people who could have
done wonderful innovative work if it
was not for this self-censorship. And the
building industry is also at fault. They
want to maintain the existing system,
while imposing strict requirements
concerning certain ventilating facades,
metal walls, angles acceptable for walls
and that sort of thing. The minute you

OT/INYHYI0 MHHOBALMOHHYIO paGoTy.
CTpomTenbCTBO TaKKe OPUEHTUPOBA-
HO HeBepHO. OHM XOTAT 0GecneyunTb
cobniofieHe BCeli cylecTBytoLeit
CUCTEMBI, TPEAbABNAN KeECTKUE
TpeGOoBaHUA: KAKUMU [ONKHBI GbITh
BEHTUAMpYeMble thacaipl, KaKUMK
AONKHBbI ObITb CTEHbI, KAKME YrAbl
npuemnembl Ans CTeH U BCe, TOMY
nopobHoe. B TOT MOMEHT, KOrAa Bbl
NbITaeTeCh HapyLWMTb 3Ty KOHBEHLMIO,
OHU Y[Ba1BAIOT CBOI PUCK W, KOHEY-
HO e, LIeHy Ha KOHEYHbI NpoayKT. B
3T CUTYaLMM MONIOAOMY YENOBEKY
OYeHb CIOKHO CO3[aBaTb ieNCTBU-
TeNbHO MHHOBALMOHHbIE MPOEKTI.
Camoe 06bI4HOE fie/10, KOTAA OHM
XOTAT CNPOEKTUPOBATh BCE B TeUeHUe
Yaca, a 3aTeM no3BoNAT cebe yrpo-
OUTb Lenblii rof Ha NNaHWpoBaHue
cTpouTenbcTBa. A cumutat, 4To 310
NPOUCXOAMT, KOTAA NOAM, KOTOPbIE
YNpaBAsT NPOLECCOM, He BURAT U
HeJ,0CTaTOYHO MOHWUMAIOT, YTO MOHA-
TWe XOPOLLEro 34aH1s He CBOAUTCA K
Kpacusomy dacagy unu Komdoprty...
Y10 34aHMeE BOMKHO OKa3aTb BAUAHWE
Ha ropog. BoT nouemy cdpaHLy3bl
HaCcTONbKO DAHTACTUYHbI B OTHOLIE-
HUM CBOMX WIMPOKOMACLITaBHbIX KOH-
TEKCTyanbHbIX NPOEKTOB C rOCYAap-
CTBEHHbIM PUHaHcMpoBaHueM. OHu
MMetoT 0cobyto YYBCTBUTENBHOCTD K
OKpYKalolLeii cpeAe, OHM NOHMMAIOT,
4TO HYXHO pa3paborTartb HeyTo 60oJib-
Lwee, 4eM NPOCTO 06bIYHOE 3[aHNeE.

1 BUXKY, 4TO U3MEHEHUSA NPOUCXOAAT
B O[JHOM Y TOM e HanpasfeHuu

- Kak B EBpone, Tak U B AMepuKe,
MOTOMY YTO CTPOATCA AENCTBUTENBHO
Gonblume NPOEKTHI, U CTAaHOBUTCA
MOHSATHO, 4TO HEOOXOAMUMbI MOLLHbIE
WAV AN OpraHu3aLnm LenocTHOCTH

try to break these conventions, they
double their risk and prices. And in this
situation it becomes very difficult for
someone young to do really innovative
projects. The most conventional of all
is the fact that they spend an hour on
the design, and then a year planning
the building. I think it happens when
the people in charge don't understand
that it does not all boil down to a nice
elevation or comfort... That a building
has to have an impact on the city. That's
why the French are so fantastic with
their far gone context projects financed
by the government. They have an area
consciousness, they realize that they
should do more than just another build-

rOPOACKOII TKaHu. Migen ¢ uHbIM
MaclWTabom. ITo HeU3OeKHO U3MEHUT
LM3aiH 30aHnN.

[ins Hac camoe rnaBHoe Ha
NAHHbI MOMEHT — [10Ka3aTh, YTO TO,
4TO Mbl fleNlaeM, peanbHo, Y4To 3TO BO3-
MOXHO 1 YTO HOBAs apXMTEKTypa fAB-
NAETCSH BO3MOXHOW 1 XKenaTenbHoi,

ing. I see the similar changes beginning
to happen in Europe and America,
because they are going to do very large
projects, and they realize that for this
they require some very strong ideas of a
different scale to create integrity of the
urban fabric. This will inevitably change
the design of the buildings.

For us, the most important thing at
the moment is to prove that what we do
is real, that it is possible, and that a new
architecture is possible and desirable, no
weaker than the conventional architec-
ture, and is going to have more impact
on the development of the city. My main
interest, possibly as yet subconscious, is
how to make really major urban projects

4TO6bI OHa He Obina 6onee ysa3BUMOH,
Yem 06blYHas apXUTEKTYpa, U BCe
Gonee BAWANA HA pa3BUTHeE ropofa.
Mot rnaBHbI MHTEpeC, KOTOPbI BCe
ele HaxoOAMTCA Ha NOYTM NOACO-
3HaTeNbHOM ypPOBHe, — 3T0 Gonblune
ypbaHuCTUYeCKne NPOEKTLI, KOTOpble
paboTaloT Kak KonoccanbHble «Npo-

that work as giant “spatial pictures”
and present energies and vectors that
form the dynamics of the city. Thus,

I think we are gradually stepping out
of the single building scale, looking at
whole urban territories in search of new
strategies for development of the urban
fabric.

CTPaHCTBEHHbIE KAPTUHBI» U KOTOPblE
NPefCTaBaAT CUAbl U BEKTOPbI,
ob6pasyiolme AMHAMUKY ropoaa.
NTaK, MHe KaeTcs, Mbl NOCTENEHHO
nokuaaem oGbeKT euHOro 34aHus

W HanpaBsNseMcs Ha UCCnefoBaHue
Lenbix B NOUCKAX HOBbIX CTpaTerui
0CBOEHUA FTOPOACKON TKAHU.
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