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BcemupHyto cnaBy Pyan Puyunottu npuHecnu npoexTbl, OTHOCALME-
€A K nepexoAHbIM 30HaM. B nepsyio ouepesb 3T0 MOCTbI U KYNLTYp-
Hble LeHTPbI C NPO3PaYHbIMKU, AXKYPHbIMKU hacafamu, BbINaeCcKUBa-
loumecsa B ropoAcKylo Cpeay M BnycKalowme cpeay BHYTpb 3aaHUA.
B pa6oTax 3T0ro N03TMYHOro MacTepa MHTEpPbEpP ropofAa NAABHO U
He3aMeTHO nepeTeKaeT B UHTEPbeP 34aHM1A, @ MOCTbI COEAUHAIOT
(hparmeHTbI rOPoAa, KaK MEXKKOMHATHblE BEPU.
Jina coBpeMeHHOro ropoXaHUHa, XXUBYLLEro B UCKYCCTBEHHOM
cpepe, NPOCTPAHCTBO ropoAa 3a npeAenamu KBapTupbl unm opuca
BOCNPUHMMAETCA KaK CpeAia OTHOCUTENbHO ecTecTBEHHas, He noane-
awan nosHoMy YenoBeyecKoMy KOHTponto. B npocTtpaHcTee ropoaa
6bIBaeT JOXAb U CHEr, MOTYT BCTPETUTLCA He BMOJIHE OAOMALUHEHHbIe
MWBOTHbIE, NTULbI, PaCTeHMA... B paboTax PuyunoTT pasmbiBaerca
rpaHMLa Mexay TOTaNbHO UCKYCCTBEHHOM CPefloil HTepbepa 3AaHuA
M UHTEPbEPOM FOPOAA, UCKYCCTBEHHBIM NIULLb YACTUYHO.
BepoaTHo, N0 Mepe TOro, KaK ropoACKas cpeaa CTaHOBUTCA BCe
6onee NOAKOHTPOJILHOIA Ye10BEKY, HO OAHOBPEMEHHO HapacTaeT 1
HOCTaNnbruA N0 eCTECTBEHHOCTU — HAXOAKM W OTKPbITUA Pyau Puyun-
OTTH GYAYT CTAHOBUTCA BCe 6onee aKTyanbHbIMU U BOCTPE6OBaHHBIMY
B HaweM yp6aHusupyiowemca mupe.
KnioueBble cnosa: Pyan PuyunoTTu, apxuteKktypa, UHTEpBbLIO, Cpeau-
3eMHOMOPCKasA KynbTypa
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CpeduzemHoMopcKas Kynbmypa toxHold paHyuu 6auxe
K cocedHum paiionam Ucnanuu, Umanuu u daxe CesepHoli
Agpuku, 4em Kk Hekomopsim obaacmam LleHmpansHol u
CesepHol Ppaxyuu. Imu 0ocobeHHOCMU OMPa3uUNUCL 8 MamMe-
pUAbHbIX NPU3HAKAX: 6esble CmeHbl, 0epessHHbIe meppacsl
U 2paghudHble CoNHeYHbIe MeHU, a 8 UesIoM — B aPXAUYHbIX
06epmoHax, CCbIIKAX HA UCMOPUIO U 8 CBA3AX C Npupodoli.
leoepaguyecku ykopeHeHHble 8 (peduzemMHOMOpbE, HO UCMO-
puyecku — 8 «wecmudecamHudyecmsey, pabomsi Pydu Puyyu-
ommu npedcmassieHbl 30ecb mekcmom uHmepssio 1997 200a
8 codemaHuu ¢ Hawumu 6ecedamu 8 2015 200y E2o udeu
coyemarom NOJIHYIO KU3HU, BUMAIbHYIO CPEOU3EMHOMOPCKYIO
Ky/Ibmypy € MOPAAUCMUYeCcKUMU NO3UYUAMU, YHACNe008aH-
HbIMU 0m nocie0He20 nepuoda pa3sumus MoOepHU3Ma.

Pydu Puyyuommu - 6recmawuli apxumexkmop u BOUH.
E20 nuyHOCMb cunbHa u o6asmensHa. E2o mbicau padukans-
HO HeOXUOAHHbI, NPOBOKAYUOHHbI U CNI0XHbI. Kakosa ezo ap-
xumekmypa? [lo e2o cnosam, xopowas apxumexmypa — 3mo
nosumuyeckoe, KysbmypHoe u 3cmemuyecKoe NpuKYyeHue.

Rudy Ricciotti has become world-famous thanks to his projects re-
lated to transitional zones: first of all, they are bridges and cultural
centers with transparent lace facades blending in the urban environ-
ment and letting this environment inside the buildings. In the works
by this poetic master, the city interior is gradually and unnoticeably
flowing into the interior of the building, and the bridges link the
fragments of the city like interior doors.
A contemporary citizen living in the man-made environment
perceives the urban space beyond their apartment or office as a
relatively natural environment, which is not subject to full human
control. There can be snow, rain, not fully domesticated animals,
birds and plants in the city space... The works by Ricciotti blur the
boundary between a totally artificial environment of the building
interior and a city interior, which is only partially artificial.
Probably, as the city environment becomes more controlled by man
and the longing for naturalness grows, the discoveries made by
Rudy Ricciotti will gain more vital importance and demand in our
urbanizing world.
Keywords: Rudy Ricciotti; architecture; interview; Mediterranean
culture.

Konstantin Lidin

«Apxumekmypa — 6umsax, — 208opum Pydu 8 00HoU u3
cBoux nocnedHux kHue [1]. E2o 6umssl — npomug MUHUMG-
JIU3MA, @ MAKXe NPpomus Makcumu3ma, npomus paouKaabHo-
20 WUKa, Ho u npomus Akademuu c ee pumyanamu, NPomus
coenawamenscmaa, nocpedcmeeHHOCMU, NPOMUB CmMekad
u xonoda cmanu. Ezo opyxue — BFUP [2], 6emoH 8bicokoli
naomHocmu u HeseposmHoU Hecywel cnocobHocmu.

00uH u3 OCHOBHbBIX NPUHYUNOB, OMPAXeHHbIX 8 pabome
u ¢unocogpuu Puyyuommu, — pyHoameHmanbHas onno3u-
yus Mexdy UCKyccmBseHHbIM U ecmecmseHHbiM. Ho 8 e2o
nocmpolikax 3ma onno3uyus 8ce20a YacmuyHd, OHa ocmas-
J15em npocmpaHcmao 015 0uanoza mexoy 08yMs CyusHo-
cmamu. [loamomy, xoms e20 30aHUA 06bIYHO BbI2AAOAM KAK
ecmecmseHHbI 1aHOWagm ¢ MUHUMAAUCMCKUMU 2e0Me-
mpusmu u popmMamu, OHU 4Acmo «o0emsbl» 8 NOBEPXHOCMU,
coomsemcmayouue okpyxakueli cpede, uHmepnpemupys
U nepeBo0s NpupoOHble Mamepuasnsl U3 BHeWHe20 Mupa
B UCKYCCmBeHHYI0 cCmpyKkmypy npoekma. Takum 06pa3zom,
«apxumeKmypHas Koxa» oelicmsayem KaK NOCPeOHUK Mexoy
30aHuem u npupodod. lossneHue NepcoHanU3UPOBaHHOL
apxumexkmypsl Puyyommu, noxoxe, yxooum KOpHAMU 8
OpesHue noamuyeckue mpaouyuu CpeduzemHomopes. B
YacmHOCMU, OHA HANOMUHAEM NPUHYUN NPeobpa3o8aHus
seweli 8 «Memamopgozax» 0sudus, 20e npoucxoxoeHue
ABAGHUL NPUPOOBI — KUBOMHBIX, OepPesbEes, X0IMO8 — 00b-
ACHAeMcA 8 MUpON02UU KGK Npeobpa3osaHue Yyenosexa, mo
ecme, UCKYCCmBeHHbIe KybmuBUPOBAHHbIE KAYecmsd — 8
ecmecmseHHble. Hanpomus, 8 pabomax Puyyuommu apxu-
mekmypHblIli npoekm, no-sudumomy, cmasum csoeli yesbio
MaHbepUCmMuYyecKy mpaHcoopmMayuio ecmecmsaeHHbIX HOpM
B UCKyccmseHHoe npocmpaHcmso. (8a3visanwue 08a Mmupa
— ecmecmBeHHbIl U UCKyccmBeHHbIl — pabomsl Puyyuommu
Hecym omne4amok npoyecca nepexoda. lloamuka 3moao
nepesioma A8/18€Mcs KOYOM K BU3YAJIbHbIM NPOMUBOPEYUAM
e20 npoussedeHuli: nosiBeHUe NPAMOY20/1bHO20 20pU30HMA
8 00HOM U3 e20 30aHuli nodpasymesaem, 4mo 3ma, camas
UCKYCCMBeHHAs U3 (hopM, poxxoaemcs U3 camozo npupooHo2o
naHowagma. llosmomy 8 MaHbEPUCMUYHBIX NOCMPOLUKAX
Puyquommu pasdensromcs 06e npomusono0XHbIe Yepmsl:
OHU, 00HOBPeMeHHO, paduKaabHo nodasasiom nelizax u
ucyes3arom 8 Hem.



The Mediterranean culture of southern France is closer to the adjoin-
ing regions of Italy and even to North Africa than to some of the regions
of central and northern France. This culture is reflected in the material
aspects of white walls, wooden terraces and graphic shadows of the sun,
and, generally, in archaic overtones, historical allusions and connection
with nature. Geographically rooted in the Mediterranean, but historically
— in the ‘sixties’, the works by Rudy Ricciotti are presented here in the
interview taken in 1997 together with our conversations held in 2015.
His ideas combine a vital Mediterranean culture with moral principles
inherited from the last period of the development of modernism.

Rudy Ricciotti is a brilliant architect and fighter. He has a strong and
captivating personality. His ideas are radically unexpected, provocative
and complicated. What is his architecture? He says that a good archi-
tecture is a political, cultural and aesthetic adventure. “Architecture
is a combat sport”, says Rudy in one of his latest books [1]. He fights
against minimalism and Marxism, against a radical stylishness and the
Academy with its rituals, against conformity and mediocrity, against
glass and cold steel. His weapon is BFUP [2], high-density concrete with
an excellent load-bearing capacity.

One of the basic principles demonstrated in Ricciotti’s works and
philosophy is a fundamental opposition between the artificial and the

Rudy Ricciotti:

“Architecture in the State of Panic Survival”

Ecnu BBl CNpOCHTE MEHS, KAKOW TEPMUH A 6bl MCMONb30-
BaJl, 4Tobbl ONKMCcaTh CBOK paboTy Hanbonee TOYHO, TOrAA 5
Gbl BbIOPAN TEPMUH «aBTOHOMUA». S MOHUMAIO aBTOHOMMUIO
KaK Ny4lwuit cnocob coxpaHuTb npupogay Belei. B To Bpems
KaK fyylmit cnocob 3apaboTtath A€HLIM TOXE HEOBX0AMMO
cobniofath — BO 4TO 6bl TO HU CTANO.

Ho 7 mosmKeH Npu3HaTh, 4To, KOrAa Bbl CNpaWNBAETe MEHs
0 C/I0BaxX, I MOTY YKa3blBaTb U Ha3blBaTb Gonee «Bpamaet-
Hble» CIOBA, YEM «APYKeCTBeHHble». OHU NpUCyTCTBYIOT
B MOEM MUpe, PaBHOMEPHO pa3fieNieHHble Ha NPOTMBOMNO-
JIOXHbI€ Napbl... S 33 aBTOHOMMUIO, HO MPOTUB OTHYKAEHMS.
CeroaHs CKaHAaNbHO roBOPMUTL, YTO Ky APXUTEKTYPbI HET
Gyayiierox». [Insa MEHA CErofHA «xail-TeK» 3BYYUT KUTYEM.
HasbiBaTh apXMTEKTYPY «3HEPTUYHBIMUY 3BYKAMU — NPeTEH-
umno3Ho. OnpeneneHme Yero-To Kak «MHTErpMpoOBaHHOIO»
ABNAETCA KOHDOPMUCTCKUM U Aemaroruyeckum. Ckasar,
YTO HEYTO — «TOPOACKOE» 03HAYAET — KC/ULIKOM KOMMepYe-
cKkoe». [0BOPUTb «MUHUMANbHBIA» — 03HAYAET «IULEHHBIN
weapocTu». He ckasatb «HUYero» — rpycTHo. Fo0BOPUTL «aa»
03HayYaeT «He rOBOPUTL HUYETO» U TaK fasnee.

PapocTb npoTuBopeunii

Torpa uTo Bbl XOTUTE NOKa3aTh B CBOEH COOGCTBEHHOM
apxutekType? Bcerpa cywectByeT npoTMBOpeyne MeXay
takTnyeckoi, hnsnyeckoi apTUKyNALMEN NPOCTPAHCTBA B
MpoeKTe 1 ero BUPTYaNbHbIM apXUTEKTYPHbIM BbIPAXEHUEM.
Al cumTato, 4TO CoxXpaHeHue GONbIIOTO PACcCTOSHUA MEXAY
3TUMU IBYMA CUCTEMAMM BbIPAXKEHNUA — €AUHCTBEHHbIN
€nocob BbIXMTb B apXUTEKType. ApXUTEKTYpa CerofHs Haxo-
ANTCA B CTaAMM NAHWUYECKOTO BbIXMUBaHUA. Ha npoTsaxeHuu
MHOTUX NIET HE MOABNANOCh HUYEr0 HOBOFO B KPUTUYECKOI U
3CTeTUYECKO Mbichu. BHyTpunpodeccmoHanbHble BO3MOX-
HOCTU AN OOHOBNEHUS apXUTEKTYPbI NOSHOCTbIO UCYepna-
Hbl. HO apXWUTEKTOpPbI 3TOr0 HE MOHKUMAIOT, U OHU AeNCTBU-
TeNbHO HAax0JATCA B COCTOAHMU NaHuku. OHM BoCCTanu u
pasapobunu npodeccuio Ha cneyuanbHOCTM U cneluanusa-
LMK 1 CO3LANU UCKYCCTBEHHbIE pa3feneHns B npodeccuu. ..
B npodeccuu, KOTopas Koraa-To 6bina yHUBEPCANbHOM,
BMIOTb 10 BOM/OWEHUS B Heil KOCMMYECKOro BceobLiero
Hayana. 3T 6poxeHns 6ecnonesHsl. bonee T0ro — oHM
BpefHbl. ApXMTEKTOPBI, KaK KacTa, MOryT BbIXWUBATb TObKO
npu LenbHOM NOAXOAe K CBOel npodeccuu, NPUHATON B

v AXKypHas «KoXa» BHewW-
Hero acaga, cTagnoH «XKaH
ByaHx, Mapux, 2007 / A lace
‘skin’ of the external fagade,
Jean-Bouin Stadium, Paris,
2007
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v HauuoHanbHblit xopeorpa-
thuyeckuii LeHTp B IKC-aH-
MposaHc, 1999 / National
Choreographic Center,
Aix-en-Provence, 1999

v POK-KOHLepTHbI 3an
«Craguym» B Butponne,
1995, doTorpacms Paul-
Raftery / Salle de rock
“Stadium”, Vitrolles, 1995,
photo by Paul-Raftery

natural. But in his buildings, this opposition is always partial. It leaves
some space for a dialogue between these two substances. And though
his buildings usually look like a natural landscape with minimalistic
geometries and forms, they are often ‘dressed’ in surfaces that corre-
spond to the environment, while transferring natural materials from the
outer world into the artificial project structure. Thus, this ‘architectural
skin” acts like a mediator between the building and nature. Ricciot-

ti’s personalized architecture seems to be rooted in ancient poetic
traditions of the Mediterranean. Particularly, it resembles the principle
of transformation of things in Ovid’s Metamorphoses, where the origin
of natural phenomena — animals, plants and hills - is explained in the
mythology as transformation of a human being, that is transformation
of artificial cultivated qualities into natural ones. On the contrary,
Ricciotti’s architectural design seems to aim at mannerist transforma-
tion of natural norms into an artificial space. Linking the natural and
the artificial world, Ricciotti’s works bear the impress of the transition.
The poetics of this turning point is a key to visual contradictions of his
works: the rectangular horizon in one of his buildings implies that this
most artificial form takes origin from the natural landscape. That is why
Ricciotti’s mannerist constructions separate two opposite features: they
radically suppress the landscape and, at the same time, blend in it.

If you ask me what term I would use to describe my work more pre-
cisely, I would use the term ‘autonomy’. I understand autonomy as the
best way to preserve the nature of things. At the same time, I should
also keep to the best way to earn money.

But I should admit that, when you ask me about words, I can use
the words that are more ‘hostile” than “friendly’. In my world, they are
evenly separated into opposite pairs... I am for autonomy, but I am
against estrangement. Today, it is scandalous to say that ‘architecture
has no future’. For me, Hi Tech sounds like a kitsch nowadays. It is
pretentious to use ‘energetic’ sounds to define architecture. It is con-
formist and demagogic to say that something is ‘integrated’. To say
that it is ‘urban” means it is ‘too commercial’. To say ‘minimal’ means
that ‘it lacks generosity’. To say nothing is sad. To say ‘yes’ means to
say nothing, and so on.

Happiness of contradictions

Then what do I want to show in my own architecture? There is
always a contradiction between a real physical articulation of the
project space and its virtual architectural expression. I believe that
keeping a large distance between these two systems of expression is
the only way to survive in architecture. Today's architecture is at the
stage of panic survival. Nothing new has been produced by the critical

LieNoM, HO aTaKOBaHHOM C HEKOTOPOro PacCTOSHUA, C BHeLl-
Hel TOYKM 3peHuns. TouHee, C pa3HbIX TUNOB PACCTOAHMIA:
npefenbHoe paccTosiHue — pacCYUTaHHOE Ha NONUTUYECKM
HauGonee aKTUBHBIX; KONNabopaLuMoOHUCTCKAs JUCTAHLUSA —
LJA CaMblX M3BPALLEHHBIX; KOPNOPATUBHAA AUCTAHLNA — ANs
CaMbIX MOPOYHBIX...

KakoBo Moe paccTosHme, oTpaxatoliee moe npodeccuo-
HanbHOe oTHOoWeHMe? MHe HpaBUTCA B3auMogencTaue npo-
TUBOPEYNiA U NPOTUBOMONOXKHOCTEN MEXAY eCTeCTBEHHbIM,
BapBapCKNUM, AUKUM U UCKYCCTBEHHbBIM — UCKYCCTBEHHBIM,
KOTOpOe KyNbTUBUPYETCA XU3HbIO U BbIPaXKaeTcs B KOCMOCe.
B apxuTeKType 3T0 paccTosiHWe peanusyetcs Kak npeobpa-
30BaHMe eCTECTBEHHbIX MPUHLMMNOB U HOPM B XapaKTepucTu-
KM NCKYCCTBEHHOTO NPOCTpPaHCTBa. [103TOMy 5 NONHOCTbIO
COTNaceH € TeMU, KTO MeHS Ha3blBaeT KMaHbEPUCTUYHBIM ap-
XUTEKTOPOM» U JOBOJIEH TEMMU XYL 0KECTBEHHbIMU BO3MOXK-
HOCTAMM, KOTOpble cnoco6eH o6ecneynTb MaHbepu3M. Ho
A TaK)Ke OTHOLWYCh K Tpaauumm 6apokko. Sl 0OiHOBPEMEHHO
MY)KeCTBEHHBI U 6apoyHblil. 3aBUCUT OT iHEN U CE30HOB.

1 06bIYHO — MyXKUMHa C 8 yTpa A0 8 Beuepa, B TO BPEMS Kak
s — 6apokko ¢ 8 yTpa Ao 8 yTpa. fl cTapatoch genatb BCe,
4TO MOTY M flaXe TOo, 4TO A He Mory caenatb. CerogHsA MeHs
NpWBNEKAOT KOHLENTYaNbHble aCneKTbl NOWNOCTH, KOTOPbIe
A HAXO0Xy 3CTETUYECKON cybGauMaLlueit weapocTu.

KOHTeKCT KaK HeraTuBHbII NpeTeKcT
Ecnv npupopa vrpaet ponb NpOTMBHMKA B MOEM apXu-
TEKTYPHOM AUCKYPCE, OKPYXaloWMnin nanawadT senseTca
NPETEKCTOM ANA PelleHus, KOHLENTYanbHO OTPULATESbHbIM
npeTekcToM. Sl AyMato, 4TO XOPOLIas UHTErpaLus B OKpyxa-
IolLyI0 CPefy BO3MOXKHA TOJIbKO Gnaropaps paspbiBy 1 ee
yCTaHOBKe B KayecTBe Yero-To pafnKanbHO NPOTUBOMONOXK-
Horo. TaK e, KaK 370 fleNaeTcs B COBPEMEHHO My3blKe:
BeLYM, KOTOPLIE MPOTUBOPEYAT APYF APYrY, HO KOTOpbIE, B
pesysnbTaTe, CPaBHUBAIOTCA U ypaBHOBeWMBatoTcA. Hanpu-
Mep, i CYNTaI0, YTO, YeM flasblue NaHAWAPT HAXO[UTCSH OT
rOpU30HTaNbHOI NOBEPXHOCTY, TEM FOPU30HTaANIbHEE OH
AOJKEH NONYYUTLCA B 3AaHUN. Sl HEHABUXKY CUMYIUpYiOLne
eCTbl MaTepPUanbHOI MHTErpaLyumu apxuTeKTypsl € NanAwad-
TOM, UMUTALUUN ee TOI'IOFpad)VIVI.

BbipaxeHue «3KCNPecCUBHBbI MUHUMANU3M» MOXKET NoKa-
3aTbCsA BaM 3a6aBHbIM... X0TA f 06bIYHO HE COOTHOLLY CBOM



and aesthetical thought for years. The inner professional opportuni-
ties for renovation of architecture have been completely exhausted.
But architects do not understand that. They are really is the state

of panic. They rose in revolt and split the profession into specialties
and specializations. They created artificial divisions in the profes-
sion... the profession which used to be universal up to the overall
space origin. Such agitations are useless. Moreover, they are harmful.
Architects as a caste can survive only if there is a holistic approach to
their profession. The architectural profession should be accepted as

a whole but assailed from a certain distance, from an external point
of view. Or, rather, from different types of distances: the maximum
distance - for those who are the most politically active; the collabora-
tionist distance — for those who are the most perverted; the corporate
distance - for the most vicious ones...

What is my distance reflecting my professional attitude? I like
interaction of contradictions and oppositions between the natural,
barbarous or wild and the artificial cultivated by the life and expressed
in the space. In architecture, this distance is realized as transforma-
tion of natural principles and norms into characteristics of artificial
space. Thatis why I fully agree with those who call me a ‘mannerist
architect/, and I am satisfied with the artistic opportunities provided

paboTbl C MUHUMANMU3MOM: MO KpaiiHei Mepe, MUHUMANU3M
— 3T0 MOs OTrOBOpPKA. HU3KOTEXHONOrMYHbIE KOHCTPYKLMUY
M CKPOMHOCTb B OTAENOYHbIX MaTepuanax CKopee oTpaxarnT
MOW 3TUYECKME 3a60Tbl U NPEACTaBAAIOT COGOM MOt CO3Ha-
TeNbHBbII U OTBETCTBEHHbIN BbIGOP. 3TO MOE NoNUTUYECKOE
KpeAo — NPOTUB pa3fyBaHUs PacXOL0B Ha CTPOUTENLCTBO,
NPOTUB aKafleMUYECKOM KyNbTypbl U TOCMOACTBA NONUTUKY B
apXMTEKTYpe, KoTopas GOpMUPYeT IBOMOLMIO APXUTEKTYPbI
CErofHs.

Kpusuc apxutektypHoi npocdeccuu
EcTb 1 Hapgexa, YTO apXMTEKTYpa CMOXET BbINTU U3 Hbl-
HeWHero KOHLEeNnTyanbHOro Tynuka? fl He 3Hato, B COCTOS-
HWUM N OHA CNPABUTLCA B OAMHOYKY... K cyacTblo, Apyrue,
BHELHME N0 OTHOLEHUIO K apXUTEKTYpe BAUAHUA BXOLAT B
Hawy npodeccuio ...

B camom pene, B Moeil 06LeCTBEHHOM KU3HU Y MEHS
04YeHb MaNo KOHTAKTOB C apxuTekTopamu. Mou apy3bsa —

by Mannerism. But I also refer to the tradition of Baroque. I am both
manly and baroque. It depends on days or seasons. I am usually
manly from 8 a.m. till 8 p.m., and I am baroque from 8 a.m. till 8 a.m.
I try to do everything what I can and even what I cant do. Today I
am attracted by conceptual aspects of vulgarity, which I find to be an
aesthetic sublimation of generosity.

Context as a negative pretext

If nature acts as an opponent in my architectural discourse,
the surrounding landscape is a pretext for solution, a conceptually
negative pretext. I think that a good integration in the environment
is possible only when breaking it and installing something radically
opposite into it.

It is like in the contemporary music, where contradicting things are
finally compared and balanced. For example, I believe that the farther
the landscape is from the horizontal surface, the more horizontal
it should be in the building. I hate simulating gestures of material
integration between architecture and landscape, imitations of its
topography.

The term ‘expressive minimalism” may seem funny to you...
However, I usually don't associate my works with minimalism: at least,
minimalism is my pretext. Low-technology structures and modesty

< Myz3eit XXaHa KokTo B
MenToHe, 2007 / Gallery
of Jean Cocteau Museum,
Menton, 2007

< Myzeii CpegusemHomop-
CKOW KynbTypbl U LMBUAK3A-
uuu B Mapcene, 2012 / the
Museum of European and
Mediterranean Civilizations
(MuCEM), Marseille, 2012
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v JlyBp, oTAeN ucnamckoro
MCKYCCTBA. ICKNU3 BHYTPEH-
Heit CTPYKTYpPbl 1 GOpMbI
nokpbiTuA. Mapwx, 2007 /
Islamic Arts department
at the Louvre. Sketch of
the internal structure and
covering, Paris, 2007

in finishing materials reflect my ethic commitments and present my
conscious and responsible choice. It is my political credo: against
bloating construction costs, academic culture and dominance of poli-
tics in architecture which defines evolution of architecture today.

The crisis of the architectural profession

Is there a hope that architecture will be able to break today’s
conceptual deadlock? I don’t know if it can do it alone... Fortunately,
other influences come into our profession from outside...

Indeed, in my social life, I have very few contacts with archi-
tects. My friends are artists. My free time is occupied with artistic
activity: art galleries; art experiments and cooperation with artists.

I do believe that today artistic experience is more important than
architecture. My intellectual and spiritual exchange with artists is
very important for my work in architecture, and a viewer’s artistic
experience is important to understand my buildings. We live in a
postconceptual period. In fact, having sunk in high technologies, ar-
chitects do not understand the importance of this world. A conceptual
idea is not something that can live without the architectural fabric. A
concept is an originating principle, according to which a work of art
or architecture is built up. The concept should be integrated in the
material through the creative activity. More than ever, architecture

XYAOXHUKM. Moe cBobOAHOE BpEMS NOCBALLEHO XyA0XKe-
CTBEHHOW XW3HU: XYA0KECTBEHHbIE ranepeu, XyA0XKeCTBEH-
Hble 3KCMEePUMEHTbI U COTPYAHMYECTBO C XYAO0KHUKamMu.
JeNCTBUTENIbHO CYMTAID, YTO CErO[HA XYA0KECTBEHHbIA OMNbIT
BaXHee apxuTeKTypbl. MO HTENNEKTYaNnbHbIA U AYXOBHBINA
06MeH C apTUCTaMM 0YeHb BaXKeH A5 Moeii paboTsl B 06/a-
CTW apXUTEKTYPbI, U XY[OXECTBEHHBII ONbIT HabNofaTens
Ba)KeH, YTOObI MOHATb MOW 34aHUsA. Mbl JXMBEM B MOCTKOH-
LenTyanbHbIi nepuod. Ha camom fene, Norpy3uBLINCH B Tex-
HONOTUM, apPXUTEKTOPBI He MOHUMAIOT BaXXHOCTU 3TOr0 MUPa.
KoHuenTyanbHas uaes He ABAAETCA YEM-TO, YTO MOXET XMUTb
BHE TKaHM apxuTeKTypbl. KoHUenuna — 3To nopoxaatolwnii
MPUHLMN, NO KOTOPOMY CTPOUTCA NPOU3BEAEHNE UCKYCCTBA
unu apxutekTypbl. OHa AOKHA ObITb MHTErPUPOBaHA B CaM
maTepuan yepes TBOpPYeCKylo AeAaTenbHocTb. bonee uem
Korga-nubo apxutekTypa AoKHa 6biTb ynofo6aeHa cBoero
pogaa nucbMeHHol hopme (hopmanbHoe camoBbIpaXeHue
Ha A3blKe POPMbI B CYLIECTBYIOLEM TPEXMEPHOM NPOCTPaH-
cTBe). YUTO MeHs MHTepecyeT CErofiHA, Tak 310 6naropofcTeo

should be assimilated with a written form (a formal self-expression
in terms of the form in the existing three-dimensional space). Today
I am interested in the nobility of the material in this written form, so
that the spatial art can be comprehensible as an expression through
the system of forms in the three-dimensional space.

Restrictions and obligations

I don't know the location of the boundaries separating art from ar-
chitecture, architecture from politics etc. There cannot be any bound-
aries at all... Architecture is going behind the development of artistic
processes. Architects have lost their political obligations, while artists
still try to save them. Art is no more an independent discipline.

The practice and development of conceptual art have blown out
this classical definition of art, though architecture still maintains
certain academic characteristics and is frozen in its social dimensions.
Unlike artists, architects are stifled by the power. They are collabora-
tionists... They don’t work in the field determined by the pure social
and political position, like it used to be in the 1920-30s. They only
reproduce the architectural methods of those years, while exhausting
and denying the forms and becoming reactionaries. I believe that
architects will be interested in radical extension of their critical
responsibility, in unification and support of their critical positions de-

MaTepuana B 3TOM NUCbMEHHOM BUAE, YTO NPOCTPAHCTBEH-
HO€e UCKYCCTBO AOMKHO GbITb MOHATO KaK BbIpaXeHue Yepes
cuctemy hOpM B TPEXMEPHOM NMPOCTPAHCTBE.

OrpaHuyeHuUsa u 06a3aHHOCTH

I He 3Halo, rae NPOXOAAT FPaHULLbI, OTAENAIOLIME UCKYC-
CTBO OT apXUTEKTYPbI, APXUTEKTYPY OT NOJUTUKM U T. A. Tam
NPOCTO He MOXET ObITb rpaHnL... ApXUTEKTYpa He ycresaeT
3@ Pa3BUTMEM XYAOXKECTBEHHbIX MPOLECCOB. APXUTEKTOP
noTepsN CBOM NOAUTUYECKME 06A3aHHOCTH, MOKA XYAOKHUK
BCE €Le NbITAETCS COXPAHUTb UX XKU3Hb. VICKYCCTBO yKe He
CaMOCTOATENbHASA AUCUMMINHA.

OnbIT ¥ paseuUTHUE KOHLENTYaNbHOro MCKYCCTBA B30pBaNu
KNaccuyecKoe onpeaeneHne UCKYCCTBa. XOTA apxuTeKTypa
BCE €ele ABNAETCA AUCLUMUNIMHOM ONpefeNeHHOro akagemu-
4eCKOro xapaKkTepa, 3acTbiBLUEN B ee COLUaNbHbLIX U3Mepe-
HUAX. B OTIMYME OT XY[OKHNUKOB, ApXUTEKTOPbI CEroAHsA
3ajylieHsl BAacTblo. OHM — KONNabopaunoHUCTl... OHKM He
paboTaioT B nose, 0603HaYEHHOM YUCTON COLMANLHOM U
NOJUTUYECKON NOo3uLMeit, Kak 310 Obiio B 20—-30-x rogax




veloping in the artistic circles. But it seems to be a very high demand
for our profession overloaded by consumption, technological, financial
and entertainment demands and advertising opportunities. Now it is a
hedonistic architecture...

Capitalism and bureaucracy

The building industry is seized by financial and bureaucratic
vampirism, whose corporate orientation can kill small and medium
handicraft industries and cultures of high quality. This threatens cre-
ative culture and traditions. Carpenters, woodworkers and metalsmiths
still produce goods of high quality, which represent ancient building
culture. But craftsmanship is dismissed for the sake of effective man-
agement and mass standardized production of plastic and aluminium
goods. On the building sites of Europe, there are only apprentices,
second-rate engineers and managers devoid of proper supervision
over the building process. Listen... I am not a Marxist, but I cannot
be a silent eyewitness of how capitalism destroys a living fabric of our
culture...

Enterpreneurs usually try to save time and money at the expense
of architecture, in particular, reducing the terms of exploration works
and the design process. The result of this constant conflict influences
not only the quality of the project, but also the degree of its conformi-

XX Beka. OHM TonbKo 6eCcroMOLLHO BOCNPOU3BOAAT apXu-
TEKTYPHbIE METOAbl 3TUX NIET, U3HYPAA 1 0TBepras GopMmbl 1
npespawanch B peakyoHepos. [Monaraio, 4T0 apxMTEKTOPbI
OyAyT 3aMHTEpecoBaHbl B PafuKanbHOM pacliMpeHnn cBoei
KPUTUYECKON OTBETCTBEHHOCTH, B 0OBEAUHEHUN U NOAAEPX-
Ke KpUTUYECKMX NO3MNLMIA, CO3PEBAIOLMX B XY[0KECTBEHHbIX
kpyrax. Ho 370, no-BUAMMOMY, 0YEHb BbICOKOE TpeboBaHe
ANs Hawew npodeccuu, neperpyxeHHoi noTpeGHOCTAMY
noTpebeHus, TEXHONOTMYECKUMU, PUHAHCOBBLIMYU, pa3BiieKa-
TeNIbHbIMU NOTPEGHOCTAMMU U PEKNAMHBIMU BO3MOXKHOCTAMMU.
Tenepb 370 refOHMCTNYECKAA aPXUTEKTYPA...

Kanutanusm u 6lopokpartus

CTpouTenbHas MHAYCTPUA OXBaYeHa GUHAHCOBLIM U
GlopoKkpaTuyeckum Bamnupusmom. Ero kopnopatusHas
HanpaBNeHHOCTb YOUIICTBEHHA AN HEGONbLIMX U cpef-
HUX, HO BbICOKOKAYeCTBEHHbIX PEMECIIEHHbIX OTpacnei 1
KyNbTyp. 34eCb BO3HWUKAET yrpo3a TBOPYECKOI KyNbType
Tpaguumam. MNOTHUKM U CTOASAPBI, MacTepa No MeTany u B
HacTosllee BpeMs BCe elle NPOU3BOAAT BbICOKOKAYECTBEH-

ty with the environmental context. This feeling was especially acute
in 2004, when I won the competition for the Museum of European and
Mediterranean Civilizations in Marseille, which I consider to be almost
my native city. After the competition nothing was designed for many
years, but suddenly it turned out that we had to finish it the following
day.

I can't bear the administration’s contempt for the architect’s
work...

How I became an architect

Why did I become an architect? By mistake... I lived in Camargue,
going mad because of mosquitoes and becoming an autist because of
isolation. I was an ordinary pupil of primary and secondary schools,
which, of course, were the same...

Before, I was so ordinary that architecture seemed to me the only
way out. I thought that to be an architect was an easy job...
I thought that to be an engineer was much more difficult. But then
I gained an insight and I was frightened. Now, when I take part in
competitions, I am afraid... of winning them. I am afraid of this
thought and the fact that when I win, I lose, because I won't create a
building worthy to occupy the certain space... The only rescue of this
kind of fear is humour... First of all, for myself. Oh, I am sincere only
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> LleHTp coBpemeHHOro
MCKYCCTBA U MefuaTeka B
Konomuepce, 2007 / Center
of Contemporary Art and
Mediateque in Colomiers,
2007)
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with myself. An architect shouldn’t be too clever or too brave to do
their work. The key should be given by your heart, you should be just
a little mad and should not aspire to wisdom. On such conditions that
I consider being mine, I believe that an architect is suitable for their
job. But I never get used to easiness and pleasure when I work under
the pressure of responsibility taken by me and play the game that I
hate and that is called business.

-

HYI0 NPOAYKLMIO, KOTOPAs ABNAETCH HOCUTENEM iPEBHEN
CTpoUTENbHOI KynbTypbl. HO MacTepcTBO OTOpOLWEHO pasu
3t (eKTUBHOIO MeHe)KMEHTa U MacCoBOro CTaHAAPTU3N-
POBaHHOro NPOM3BOACTBA W3 MIACTMACCH U antoMuUHUA. Ha
CTpouTenbHbIX Naowafkax B EBpone cerogHs ecTb ToNbKO
YYEHWUKM, NOCPEACTBEHHbIE UHXKEHEPbI U MEHEAXEPS,
KOTOpPBIM Yy Abl (DYHKLWUM peanbHOro Haa3opa 3a cTpou-
TenbcTeOM. Mocnywail... 1 He MapKCUCT, HO s He Mory GbITb
MOJTYaNMBbLIM CBUAETENEM TOTO, KaK KanuTanu3m paspyluaer
XWBYIO TKAHb Halei KyIbTypbl...

MpegnpuHumMaTeny 06bIYHO CTAPAIOTCA CIKOHOMUTL BPEMSA
M AieHbIM 33 CYET apXMTEKTYPbI, B YACTHOCTH, COKpaLLas Cpo-
KM MOUCKOBbIX PaboT M caMoro NpoLecca NpoeKTUPOBaHUS.
370 NOCTOSAHHBI KOHMAMKT, OT UCXO[A KOTOPOFO 3aBUCUT He
TONbKO KayecTBO NPOEKTa, HO U CTEMEHb ero COOTBETCTBUA
KOHTEKCTY OKpyaloleii cpefibl. ITo YyBCTBO 6ObINO 0CO-
6eHHO oCTpbIM, Koraa B 2004 rofly A BbIUIPan KOHKYPC Ha
My3eit eBponenckoi n cpegn3eMHOMOPCKON UMBUAN3ALMK B
Mapcene, KOTOpbIA A CYUTAIO NOYTU CBOUM POAHbLIM FTOPOJOM.
Mocne KOHKYpCa B TeYEHWE MHOTUX NIET HUYEro He Aenanoch,
NPOEKTUPOBAHNE He NPOUCXOANNO — U BAPYT 0Ka3anoch, 4To
HaM BCE HYXHO 3aKOHUYUTb Ha CNedyoWnil AeHb.

[lns MeHs HeBBIHOCMMO Npe3peHune afMUHUCTPALUY K
paboTe apxuTekTopa...

Kak A cTan apxutektopom

Mouemy s cTan apxutektopom? Mo owwnbke... A xun B
Kamapr, cxons ¢ yma ©3-3a KOMapoB M CTaHOBACb ayTUCTOM
n3-3a nzonauuu. A 6bln NOCPefCTBEHHBIM YYEHUKOM B Ha-
YaNbHOM LWKOJE M B CTapLLeil WKONe, KOTOPble, KOHEYHO XKe,
U camu 6biNU...

PaHblue 51 6bl1 HACTONBKO NOCPEACTBEHHbIM, YTO apXUTEK-
Typa NpeacTaBnsnach MHe e[MHCTBEHHbIM BbIXOLOM. bbiTh
apXUTEKTOPOM — Nerkas paboTa, Ayman f... l gyman, uto
6bITb MHXEHEPOM ropasfo cnoxHee. Ho noTom s paso-
Gpancs — u MHe cTano cTpalHo. W Teneps, Korga s genaio
KOHKypCbl, 2 60toch ... Botock, 4To cMory nobepmnTs. A 6otoch
3TOi MbICM 1 TOTO (haKTa, YTO, KOTAA A BbIUTPalo, i NoTep-
Mo Heyaady, NOTOMY 4YTO A He CO3AaM 3A4aHue, KoTopoe
[OCTOHO 3aHMMaTb NPOCTPAHCTBO B 3TOM MecTe... EguH-
CTBEHHOE CMaceHue OT CTPaxa B 3TOM CMbIC/Ie — OMOP...
Mpexpe Bcero ans ce6s. 0, A TONbKO UCKPEHEH ¢ cO60M.

Firstly, we shouldn’t forget that we, architects, are responsible for
the result of our work, the project realized under our name, for centu-
ries. Nothing can compensate the load of this responsibility. Unlike
politicians and urbanists who only plan and whose work remains mere-
ly words on paper, we and our projects face the whole society, because
they are here on the ground, visible for everybody. We work with the
laws of nature... and we are responsible for this.

Any cheats, careful lawyers, cunning entrepreneurs can get away
clean, while architects are mules carrying the responsibility on their
back.

Honour of the poor

My latest interests have not yet been expressed in the form of a
manifesto, but I can answer like this... In my projects, I relied on the
idea of the minimal in opposition to the minimalist, on the idea of
the material which remembers its mode of production and follows the
principles of production at a minimum energy expenditure. That is
why I work with concrete, I develop this material...

Some people believe that its transportation, maintenance and pro-
cessing are very difficult, but it’s not true! Steel production demands
80 times more energy, and stainless steel and aluminium - 220 times
more. Thus, these critical comments reveal drawbacks of the opponent

ApXWUTEKTOP He [ONMKEH ObITb CULWKOM YMHBIM MU OYeHb
CMenbiM, Y4TGBl BLINONHATL CBOIO paboTy. Knioy fonkHo
AaTb Balle Cepaue, Hafo 6biTb HEMHOTO CyMacLefWuM 1

He UCKaTb MyAPOCTU. Ha 3TUX yCNOBUAX, KOTOPbIE A CYUTALD
CBOWMM, A lyMato, apXMTEKTOP NOAXOAUT Ans paboTbl. Ho s
HUKOT i@ He UCMbITbIBAKO JIETKOCTU U YA0BONBCTBUA, KOTfa
paboTalo Nof TAKECTbO B3ATON Ha ce65 OTBETCTBEHHOCTM U
3aHMMalOCb CaMOW HEHABUCTHOM ANA MeHs Urpon, KoTopas
Ha3blBaeTCcs BU3HECOM.

Bo-nepBbix, Mbl HE AOMKHbI 3a6bIBATh, YTO Mbl, aPXUTEK-
TOpbI, OTBETCTBEHHbI 3@ Pe3y/bTaT Halwei paboTbl, peanuso-
BaHHbIN MPOEKT — C HAWWUM COBCTBEHHBIM UMEHeM — ByaeT
CylecTBOBaThb B TeyeHune fecatunetuit. Huuto He moxet
KOMMeHCcMpoBaTh GpeMs TakoW OTBETCTBEHHOCTU. B oTnnymne
OT NONIUTUKOB M YypOAHUCTOB, KOTOPbIE TOJBKO NAAHUPYIOT 1
Ybs paboTa ocTaeTcs B hopMe CIOB Ha OGymare, Mbl CTOUM ne-
pef BceM 0OLWECTBOM C HALWKMMKU NPOEKTaMM, NOTOMY YTO OHU
Ha 3eMJie, 3eCb OHY, BUANUMbIE Ans BceX. Mbl paboTaem ¢
3aKOHaMM NPUPOfbI... U Mbl HECEM 3@ 3TO OTBETCTBEHHOCTb.

Jlto6ble MOLWEHHUKM, OCTOPOXKHbIE IOPUCTbI, XUTPbIE
npesnpuHUMATENN MOTYT BbIOPATLCA U3 BOALI CYXUMU, HO
apXWUTEKTOP — My, KOTOPbIA HECET CBOK OTBETCTBEHHOCTb Ha
CBOEN CnuHe.

BnaropopcTeo 6epHbIX

Mowu nocnefHue UHTepechl elle He Oblan BbipaxkeHsl B hopme
MaHUdeCTa, HO A MOTy OTBETUTH CNeAyIolWUM 06pa3soM...

B Moux npoekTax f nonarancs Ha MAEK MUHUMANbHOTO B
ONMO3NULUYN K MUHUMANIUCTCKOMY, UAEI0 MaTepuana, KoTopblii
NOMHUT CBOW CNOCO6 NPOM3BOACTBA U CNEAYET NPUHLM-

naMm NpoW3BOACTBA C MUHUMANbHbIMU 3aTpaTaMn 3HEPTUK.
BoT noyemy s pabotato c 6eToHOM, A pa3pabatbiBato 3TOT
MaTtepuar...

HekoTopble CYMTAIOT, YTO 3TO OYEHb CNOXKHO AN TPAHC-
NOPTUPOBAHUSA, TEXHUYECKOTO 06CNYKMBAHUSA, NEPEPABOTKU.
Ho ato kneseta! Cranb Tpebyet B 80 pa3 6onblue sHepruu
475 TPOU3BOACTBA, @ HEPXKABEIOWAs CTa/lb U ANIOMUHUI —

B 220 pa3 6onble. TakuM 06pa3oM, B 3TUX KPUTUYECKUX
3aMeyaHuAX 0ObIYHO «TOPYAT YLIU» KOHKYPEHTHbIX OTpacien
NPOMbILWAEHHOCTU. B MOUX NpeabifyLinx npoekTax MHe npu-
XOLMNOCb NEpecMaTpuBaTh UCXOLHYIO NPOrpaMMy, YTOObI
MOT NPELIOXUTD elle OfMH COLUANbHbIA NIaH KPUTUYECKOTO



industries. I had to reconsider the initial program in my previous
works to propose another social plan of critical consideration. Now ev-
erything is different. For example, we use rough concrete for any num-
ber of storeys, which is rather unusual when it concerns a historical
monument or a museum. The modernist tradition accepts the honour
of concrete only in its vertical position. It is because of the traditions
of fine arts and the vertical position of paintings hanging on the wall.
The vertical plane refers to the iconography of power. And the prob-
lem was how to make the authorities accept the pictorial and graphic
value of concrete not only as an innovative material, but also as the
only material applicable to the horizontal plane. In the same way, I
convince my clients that expensive stone flooring looks arrogant and
immodest, like a gesture of admiration for power. That is why I present
concrete as a part of arte povera, as a gesture of honorable poverty...

Short biography

Rudy Ricciotti was born in Algeria in 1952. He studied engineering
in Geneva until 1974 and architecture at School of Architecture in
Marseille until 1980. He lives in Cassis and has an office in Bandol,
which he opened after graduating from school.

His early performances are characterized by a radical and econom-
ical approach, and diverse architectural forms full of energy. In the

paccmotperus. Tenepb Bce no-apyromy. Hanpumep, npu
N06OM 3TAXKHOCTU Mbl OPUEHTUPYEMCA Ha TPYObI GETOH, 4TO
LOBO/IbHO HEOOLIYHO, KOTAA PeYb UAET 06 UCTOPUYECKOM
namsaTHUKe unu mysee. MogepHUCTCKas TpazuLMs npusHaet
6naropofcTeo 6eToHa TONbKO B €0 BEPTUKANbHOM NON0XKe-
HUM. 3TO U3-3a TpaMLMIA U306PA3NUTENBHOTO UCKYCCTBA U
BEPTUKANbHOTO NMONOXEHNA KAPTUHBI, KOTAa OHa BUCENA Ha
cTeHe. BepTukanbHas NNoCKOCTb OTHOCUTCS K MKOHOTpatuu
gnactu. M npobnema 3akn4anack B TOM, YTOObI 3aCTaBUTb
afMUHUCTPATUBHbIE OpPraHbl NPUHATL N306pa3UTENbHYIO U
rpacuyeckyto LeHHOCTb 6eTOHA He TOJIbKO KaK MHHOBALM-
OHHOTO, HO U KaK eJMHCTBEHHO NPUMEHUMOTO MaTepuana

B FOPM30HTANbHOI NNOCKOCTU. AHANOTUYHBIM 06pa3oM s
y6exaalo CBOUX KNMEHTOB, YTO LOPOroit KaMeHb Ha NoJy
BBITIAAUT 6ECCTbIXE U HENPUANYHO, 3TO MOXOXE Ha XecT
NpPeKNOHEHUs Nepep BnacTblo. MoaTomy s npeacTasnsio be-
TOH KaK YacTb «beHOro MCKYCCTBAy, arte povera, Kak Xect
GnaropopHoii 6egHocCTy. ..

Kpartkas 6uorpacus
Pyaou Puyunottu poguncs B 1952 rogy B Amxupe. OH nsyvan
MH)XeHepHoe nckyccTeo B eHeBe fo 1974 ropa u apxu-
TekTypy B LKone apxutekTypbl B Mapcene go 1980 ropa.
OH xuBeT B Kaccuce u cpasy xe nocie OKOHYaHMA WKObI
OTKpbIBaeT cBoi oduc B baHpone.

Ero paHHWe BbICTYNNEHMA XapaKTepu3yloTCA pagnKanb-
HbIM 1 GepeXxnuBbIM NOAXO0M, Pa3HOOOPA3HbIMU apXUTEK-

beginning of the 1990s Ricciotti chose a rougher and more functional
style focused on minimalism and energy efficient solutions.

He has become world-famous thanks to his exclusive Footbridge of
Peace built in 2002 in Seoul and the Nicolaisaal concert hall built in
2000 in Potsdam.

In addition to his multiple beautiful bridges created later, the most
remarkable among his buildings are the museums, exhibition and cul-
tural centers, where he applies his conception of ‘demuseumification
of museums’: the Museum of European and Mediterranean Civilizations
(2013), the Jean Cocteau Museum in Menton (2011), the '‘Man and
the Sea' museum in Monaco, Pavillion Noir in Aix-en-Provence, Les
Arts Gstaad, the International Center of Art and Culture in Liége. In
2012 he created the Islamic Arts department at the Louvre (together
with Mario Bellini). He runs a small publishing house Al Dante, which
publishes photography and essays on architecture and poetry.

In France, he has received many honorary titles and prizes. He is
recipient of the Legion of Honour, the Order of Arts and Letters, Gold
Medal of Academy of Architecture and the National Order of Merit. He
is a member of the French Academy of Technologies.

TYpHbIMU hopmMamu, noaHbIMU 3Heprun. C Havyana 1990-x
rofos PuuunotTu BoIGUpaeT 6onee rpyObiit U GyHKLUMOHAND-
HbIl CTUNb, OPUEHTUPYACH HA MUHUMANN3M 1 3Hepro3tddek-
TUBHbIE peLleHus.

OH nonyuun mexayHapofHoe npusHaHue Gnaroaaps
cBOeMy 3KcKn3uBHoMy MocTy Footbridge of Peace B Ceyne,
noctpoeHHomy B 2002 ropy, u KoHuepTHomy 3any Nikolaisaal
B MoTcpame 2000 ropa.

MomMMMO MHOXeCTBa NPeKpacHbIX MOCTOB, KOTOPbIE OH
LenaeT no3xe, Hauboee NpuMeYaTeNbHbIMU ABAAIOTCA €ro
3[aHNUA — My3€eu, BbICTABOYHbIE U KYIbTYPHbIE LLEHTPSI, FAe
OH NPUMEHSeT KOHLENLMIO «femMy3eunsanmu mysees»: Myseit
eBpONencKoii U cpefu3eMHOMOpCKOi LuBunusauum (2013),
my3eit Kokto B MeHTome (2011), my3eit «HenoBek 1 mope»
B MoHako, MaBunboH Hyap B Ikc-aH-lpoBaHce, KynbTypHbiii
ueHTp lNutaag, LileHTp KynbTypbl 1 nckyccTsa Jibexa. B 2012
ropy oH cospan JlyBpckoe oTaeneHue NCNamMcKoro McKyc-
ctBa (BmecTe ¢ Mapuo bennunun). PuyunoTTv npuHagnexut
HebonblWwoe U3aaTenscTBo «Anb [laHTe», B KOTOPOM Ny6IMKy
0TCs poTorpadumm, cce No apxXUTEKTYpe U NO3I3UK.

Bo ®paHLmu oH Gbl YAOCTOEH MHOTUX MOYETHbIX 3BAHUI
1 npemunii: Kasanep opaeHra loyeTHoro nernoxa, naypeat
OppneHa Wckyccts u nutepatypsl, 3on0Toi meganu Akage-
Mun apxutekTypol. OH kaBanep HaunoHaneHoro opgeHa «3a
3acnyru» 1 uneH PpaHuy3cKon akagemMun TEXHONOTUA.

1. 370 KHura L'architecture
est un sport de combat,
Rudy Ricciotti, entretien
avec David D'Equainville

2. BFUP - cBepxBbICOKME
6eToHbl (UHPC) — mare-
puan MUKpPOMETPUYECKO
CTPYKTYpbI 1 BBICOKOTO
cofiepaHusa npumecei u
LieMeHTOB, ManorabapuTHbIX
HanonHuTeNnen u ymeHb-
WweHHol nopuctocTu. OH
o6napaeT UCKNoYUTENbHON
NPOYHOCTHIO U CTOMKOCTbIO
(130-250 MMNa Ha cxaTtue /
20-50 MIMa Ha u3rub), uto
UCKNIOYaeT He0BXOAMMOCTb
NaccUBHO apMaTypbl B KOH-
CTPYKLMOHHBIX 3NEMEHTAX.
OH TaKe xapaKkTepuayetcs
oueHb xopolueit obpaba-
TbIBAEMOCTbH, YACTO CaMO-
repMeTU3Npysch BO BpeMs
VKNafKu, u obecneynBaet
OTNNYHblE 3CTETUYECKNE
KayecTBa U oTAeNKy 6naro-
[aps CBoeil 04eHb TOHKOM
TeKcType

3. Kamapr - 6osnotucras
MEeCTHOCTb, PaCcMoJIOKeHHas
K tory oT Apnsi Bo ®paHuuu,
mexay CpeanseMHbIM MOpeM
1 ABYMA PEKAMU AeNbTbl
PoHa /

1. See the book L'architec-
ture est un sport de combat,
Rudy Ricciotti, entretien
avec David D'Equainville.

2. BFUP is ultra-high-per-
formance concrete (UHPC),
the material characterized
by a micrometric structure
with a high admixture and
cement content, com-

pact filling and reduced
porosity. It is defined by its
exceptionally high strength
and durability (compres-
sive strength of 130-250
MPa, flexural strength

of 20-50 MPa), which
excludes the necessity of
passive reinforcing steel

in the structure elements.
It is also characterized

by a good processibility
and self-sealing during

its placement process. It
provides excellent aesthetic
qualities and finishing
thanks to its fine texture.

3. The Camargue is a marshy
area located south of Arles,
France, between the Medi-
terranean Sea and the two
arms of the Rhone delta.
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