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Anctpakr

(Bako apx1TEKTOHCKO €10 HacTaje Ha NPUHLMMY KOj1 Cajpu
ofpeheHIn CM1Cao, a 3aTM Ce TO JIeNo YuTa Kao apTedakT Tor
ofpefeHor 3Hauerba. (pedcTBa KojuMa Ce Hajnpe 3Hauetbe rpadin,
a Koja cy NOANI0XKHa TpaHchopmaLinjama, Kao 1 ycmepaBatbe
pasymeBatba Nopyka (AekoAnparbe) Koje apXuTeKTOHCKO ieno
HOCK, NPeAMET Cy Teopyja Ccem1onoruje 1 KOMyHUKaumja, Koje cy
OAUrpane v 3a apxuTeKTypy 1 3a apxuTeKTe 3HauajHy ynory.
MuHumanu3am y apxutekTypi, Kao napagurma apxutektype XXI
BeKa, NpeACTaB/ba Tparatbe 3a CyLITUHOM Koja Ce Hanasn y
HeCBOA/bUBOM MUHUMYMY. HaZlaxHyTa ynoTpe6a apxmTeKTOHCKIX
LienvHa (apxeTUnCKmX enemeHata), kpo3 paHtasmy
jeRHOCTABHOCTH, Npey31Ma Hajsehy 0AroBOPHOCT 3a AaBatbe
WEeHTUTeTa 00jeKTy, jep yuecTByje y popmuparby HeroBor jesinka
113607 TOTa M Y HeroBoM umTarby. YucT jenk dopmupa BonymeH
KOju rpajy ekcnpecujy GryuaHor npoctopa ocniobofeHor notpebe
3a Jonyrasarem. (BefieHu je3nK apxuTekType ofrosapa 4oby
o6enexeHoM efeKTPOHCKUM KOMYHUKaLMjaMa.

KrbyuHe peun: jesuk, cemuomura, apxumexkmypa,
MUHUMGJIU3GM, U3pa3, apXemuncku enemeHmu, 3ud, npo3op,
(menenuye

MINIMALISM IN ARCHITECTURE:
ARCHITECTURE AS A LANGUAGE OF ITS IDENTITY

Abstract

Every architectural work is created on the principle that includes
the meaning, and then this work is read like an artifact of the
particular meaning. Resources by which the meaning is built
primarily, susceptible to transformation, as well as routing of
understanding (decoding) messages carried by a work of
architecture, are subject of semiotics and communication
theories, which have played significant role for the architecture
and the architect.

Minimalism in architecture, as a paradigm of the XXI century
architecture, means searching for essence located in the
irreducible minimum. Inspired use of architectural units
(archetypical elements), trough the fatasm of simplicity,
assumes the primary responsibility for providing the object
identity, because it participates in language formation and
therefore in its reading. Volume is form by clean language that
builds the expression of the fluid areas liberated of recharge
needs. Reduced architectural language is appropriating to the
age marked by electronic communications.

Keywords: language, semiotics, architecture, minimalism,
expression, archetypical elements, wall, window, stairs
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YBop

,Halwe goba cBakora faHa notephyje cgoj ctun. OH je Ty, npen
Hawwum oumma. lMpeg ounma Koje He Buge.” (Kopbusuje, 1977:78).
MuHumanu3am y apxutekTypu, Kao napagurma apxutektype XXI
BeKa, CBOjUM CeH3MOMNUTETOM Tpara 3a CyLUTUHOM W YCMOCTaB/ba
paBHoTeXy u3mehy MaTepujanHor u ayXoBHor, u3mehy Gusnukix
KBanuTeTa U ancTpakumje, u3mely cBakoAHEBHOT M ancoNyTHOT.
Tparatbe 3a CyWTMHOM [0BOAN [0 HECBOA/LUBOI MUHUMYMA
Koju npeacTaBiba Ty cywTuHy. ,0akne yosek yonwte gobuja
3axTeB Aa [onpe 0 CyLTUHe Heke cTBapu? Taj 3axXTeB OH MOXe
fa pobuje camo opaHfe ogakne ra npuma. OH ra npuma og
je3mKa Koju My roBopH [...] je3uK HaC — uCnpB.a, a 3aTum OneT Ha
kpajy — ynyhyje Ha cywTuHy Heke ctBapn.” (Xajaerep, 1999:151)
WcTpaxuBarbe y npasLy 0HOCA apXUTEKTYpe U je3uka Hamefie
HaM Ha caMoM noyeTky 6pojHa NuTarba. Ha npumep: kako ce
LeduHMLLIE apXMTEKTYPa K0 je31NK I LUITA 3HAUM APXUTEKTOHCKN
je3uk? Vnu, WwTa je To LUTO apXMTEKTYpa MOXe Aa Kaxe, 1 Ha Koju
HauMH OHa To unHU? [pBa 1 ounrneaHa naeHTUOUKaLuja usmehy
APXUTEKTYPE U je3UKa NIEXIN Y tUXOBOj 3ajeAHNUKO] CEMUOTUYKO'
N cemaHTMukoj Mohwu. Anu, apXuTeKTypy, Kao cuctem
KOMYHUKaLWje 1 u3paxaBarba, KapakTepuLue HejacHoha cnvka u
06/1Ka, LWTO Y 0iHOCY Ha jacHohy BepbanHor AnCKypca 3Haum Aa
APXUTEKTOHCKM 3Hauaj HWKada Hehie MMaTh CeMaHTUUKy
NPeLM3HOCT U3roBOPeHe UMK HaMUCaHe peyn, UK KaKko To Kaxe
Xajnerep (Martin Hidegger): ,Je3uk Hac — ucnpBa, a 3aTm onet
Ha Kpajy — ynyfiyje Ha CywTuHY Heke cTBapu. Mnak, To HUKag He
3Hauy Aa Hac je3nK y (BaKoM NPOU3BObHO Y3€TOM BepbanHom
3Hauey — HemocpefHO UM  KOHauHo —  ONCKpOmbyje
TPaHCNAPEHTHOM CYWUTUHOM CTBapW, Kao Ja je 0Ba CyLITUHA
npeamer rotos 3a ynotpeby” (Xajoerep, 1999:52).

Kako Oucmo pasjacHunu  3amplueHe  ofHoce  umehy
APXMTEKTOHCKMX W IMHTBUCTUYKMX 3HAKOBA, MOXEMO NOYeTH (a
jacHom pasnukom usmehy jesnka, Koju je HauMH KOMyHUKaLuje,
N TeKCTa Koji je Cappxaj W 3Hauerse. TekcT ce cactoju of
,CEMaHTMKe", Cajpxaja pasyMibWBOr CBMMA Y 3ajesHuuu, u
,Mparmatiike’, UMMAKKaLyje Koja Npou3nasmn U3 BULLE NOYYHe
BecTu TekcTa. OBakBa WCTpaxuBala OfHOCE (e Ha
ycnocTaB/barbe  aHanoruje  u3Mely OCHOBHUX —enemeHara
apxuTekType (Matepujana, opHaMmeHata, nojeMHUX [enosa) u
OCHOBHWX jeAMHWLA NMHIBUCTUKe (peun, BoKabynapa, wta).
JenHOCTaBaH je3nK MUHUMaNU3Ma je je3uK uujy CeMaHTUKy
(BaKO MOXe pacno3Haty, anu yHyTap jeuka noctoje aujanektu
KOj1 KOpUCHULIMMA JOHOCe Noce6aH ApYLUTBEHU CMUCAO.

llpyra ouurnegHa, M MHOro ULMTUpaHa uAeHTUUKaLMja
apXuTeKType W je3nka Hanasu ce y obnactu JujameTpanHo
Pa3NuunToj Of CEMMOTUUKE WAM CEMAHTUUKe Mofin je3uka: y
CTPYKTYPHOM 1 HEMUMETWYKOM KapakTepy o06a Auckypca
(Clarke, Crossley, 2000:11).

1 Cemuotuka (rpu. semeiotike) — ¢un. yuerbe enukypejua Ounogemoca no
Kojem peunm HUcy Cimke Befi Camo 3HauW, O3HaKe HaWWX MpefcTaBa
(Byjaknuja, 1980 : 832). Kao Hayka Koja ce 6aB1 npoyyaBarem 3HaKoBa, OHa
je pacnpocTpareHa Y KrbWKeBHOCTU (cemuonoruja), y AYXOBHOCTH,
YMETHOCTH, y KUBOTUHCKOM (BeTy (zoosemiotika) W Kao MeAuuMHCKa
CemMUOTIKa.

2 (emaHTuKka (rpy. semantikos) — Koju 03Hauasa, koju 3Haun (Byjaknuja,
1980: 832).

Introduction

“Our age every day confirms it’s style. It is there infront our eyes.
Infront the eyes that can not see.” (Le Korbizije, 1977:78)
Minimalism in architecture, as a paradigm of the XXI century
architecture, uses his sensibility in search for the essence and
made balance between material and spiritual, between physical
quality and abstraction, between the ordinary and the absolute.
Search for essence leads to irreducible minimum that represents
that essence. “Where does one get the request to reach the
essence of things? This request he can only get from there where
it receives. He receives it from the language he speaks ... our
language-correct us and then again at the end points us to the
essence of things” (Hajdeger, 1999:151).

Research in the direction of the relationship of architecture and
language, impose at the beginning many questions. For example:
how to define the architecture as a language or meaning of the
architectural language? Or, what is it that architecture can say,
and how she does it? The first and obvious identification between
architecture and language lies in their joint of semiotic' and
semantic power’. But the architecture as a system of
communication and expression is characterized by blured images
and forms, as compared to the clarity of verbal discourse means
that the architectural significance will never have the semantic
accuracy of words - spoken or written, or, as Heidegger says: “The
Language of us - at first and then again at Finally - refers to the
substance of things. However, this never means that our language
in any arbitrarily taken verbal meaning - directly and finally —
supply us with the transparent substance of things, such that this
essence is subject being ready for use” (Hajdeger, 1999:152).

In order to clarify the intricate relationships between architectural
and linguistic signs, we can start with a clear distinction between
language, which is a way of communication, and text that
represent content and meaning. The text consists of “semantics’,
the content understandable to everyone in the community, and
“pragmatic” implications arising from the more educational
awareness of the text. This research is related to the establishment
of analogies between the basic elements of architecture
(materials, ornaments, some other parts) and the basic linguistic
units (words, vocabulary, etc.).

Asimple language of minimalism is the language witch semantics
everyone can recognize, but there are dialects within the
language that are holders of special social significance for users.
Another obvious, and much quoted, the identification between
architecture and language are located in areas diametrically
different from the semantic or semiotic power of language: the
structural and non-mimetic character of both discourses.

1 Semiotics (Greek semeiotike) fil.teaching of epicurean Filodemos in which
words are not images but only signs, signs of our ideas (Vujaklija, 1980: 832).
As a science that studies signs, it is widespread in the literature (semiology),
in spirituality, in arts, in the animal world (zoosemiotics) and as a medical
semiotics.

2 Semantics (Greek semantikos) indicating, that mean (Vujaklija, 1980: 832).
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MOKPETU (CTUNOBU) U APXUTEKTOHCKU JE3NK
,Peunma je TecHo, a MUCIMa NPOCTPaHo’, pekao je fopkm o
YexoBy.
+ApxuTeKTypa je nouena Aa ce pa3sija kao 1 (Bako nucmo. OHa je
Hajnpe 6una asbyka [...] KacHuje cy HanpaebeHe peun. Jbyam ¢y
Hacnaranu Kamere jefiHO Ha Jpyro, noBe3anu 0Be rpaHuTHe
CI0TOBe 1 TaKo je HacTana npsa peu [...] Hanocnetky cy nouene
fa ce nuwy Kibure [...] U Tako je y Toky npBuX LWecT Xubaja
FOAMHA y WUCTOPWjW (BeTa apxuTekTypa npenctasbana |...]
FMaBHO MUCMO KOjUM Ce CITYXMO JbyYACKI pog [...] CBOjy CTpaHuLy
1IMa He Camo (BaKI Bepcku cuMbon, Hero 1 (Baka Jbyacka MUcao”
(Wro, 1985 : 192, 193). Y kru3n bozopoduyra ypkea y lapusy
Buktopa Wroa, noctoju nornasme nog Hasueom 0so fie y6umu
0HO  Bambe Kruea fie y6umu 2pahiesury. NMincal, MHCMCTUPA Ha
TOMe 1 je apxuTeKTypa oayBek 6una Moha npeHocunal nopyka
11 3HaKoBa, PENUTUjCKIX, AYXOBHUX, COLMjanHuX, 1 Aa fie nojaBom
Krbure, apxutekTypa Hectaty (Mro, 1985: 190—206). OBo je jesaH
Of1 HajNenLunX eceja o apXUTEKTYPY KOjU je NKaja HanucaH, Heka
BPCTa CETHOT (Tpaxa 3a MONOXaj apXUTeKType Y HOBUM
uvBunu3aumjama. fo3Hato je fa je oBaj TEKCT HecymiblBe
[lyXOBHe fienoTe M3BpLUMO BeNuKM yTHUaj Ha Pajta (Frank Lloyd

Wright).

(Tun je KapakTepuUCTUYaH HAuMH U3pakaBarba, CTUA je 13pas,
faKkne CTun je jesuk. Y apXuTekTypu, MCTOPUjCKM CTUAOBM
YecTo Hoce IMe Koje MX OMiCyje, @ MOHeKas je apXUTEKTOHCKM
CTUN MAEHTUGUKOBAH Kao MOTEHLMjaNHU 3HAK HALMOHANHOT
WaeHTMTeTa (Ha npumep: MaHyenuHcku ctun y Moptyranuju).
TaKo, Kaia roBOpUMO 0 CTUNY Y APXUTEKTYPI, FOBOPUMO O je3UKy
Y apXUTEKTYpU.

AHanorvja u3mely apxuTekType M jesuka je Beoma CTapa,
anu MCTOBpeMeHo U HOBa. ,0Ha je y CyWTMHU CTapa Kao u
Butpysuje (Vitruvius) n kao Xopauwjeso nopeherse nsmehy
noesuje u cukapcTa (Horace’s ut pictura poesis), v une yHasag
¢Be 10 Apuctotenose noetuke (Poetics) n npema [lnytapxy Ao
(umonmge ca Keoca (Simonides of Ceos)” (Clarke, Crossley, 2000
:8). PeHecaHCHM XyMaHUCTH Cy GopMUpanin aHanorujy y Kojoj je
Tpararbe 3a KAHOHOM apXUTEKTOHCKUX NpaBuna 6uno nogesaHo
(a NUTepapHOM UMUTALIMjOM NATUHCKUX MajcTopa, 3a Kojy Cy
(MaTpanu Aa NpeAcTaB/ba LieHTpanH NPUHLMN apXUTEKTOHCKe
Teopuje.

(ucTeM KOMYHMKaLWja, Koju je CNOXeH ycned yHyTpalukber
OfHOCA eneMeHaTa Koju ra YMHe, npeAcTaBba CUCTEM
APXUTEKTOHCKMX  acoumjaumja.  ApxuTekTypa roBopu 1
KOMYHULIMPA, OHa je 061K ,IpUMMapHe aKTMBHOCTH', Ko LUTO je
1 je3uK, Ha K0joj Ce 3aCHMBa JbYACKO APYLUTBO, Kako TO TBPAN
botepo (Bottero, 1967: 66). [le Oycko noHoCH ucTopujcke cTyamje
Of\HOCA apXUTEKTYpa — je3nk, Ca TOM PasfMKOM LTO Apyre
YMETHOCTV MPOI3BOAE C/IMKe, @ apXUTEKTYPa NPOM3BOAM CTBApH
(De Fusco, 1973:9,21). ,(Baka rpafeBuHa Tpeba Aa Ham HewwTo
kaxe”, mucin benwep, anu ocTaje 3ajaTak OTKpUTH LUTa 1 Ha
KOj1 HauUH, KOjuM CpeaCTBMMA U ca KakBuM eekTuma (Belcher,
1912:42). (Bojy naejy o Tome Aa,apxuTeKTypa roBopi” 3acH1Bao
je Ha ToMe Ja Cy apXUTEKTOHCKI fieTarbyi 06MMLM peum Kojuma ce
U3paxkaBajy MUCIN.

+ApxutekTypa Koja roBopu (IArchitecture parlante) je cTpyunu
TepmuH Benukor dpaHuyckor apxutekte XVIII Beka Knog-
Hukona Jleaya (Clod-Nikola Ledu). Jleay je TBpA1O n'y cBojUM
TEKCTOBMMA Kao M Yy CBOjuM rpafleBMHaMa MOKylIaBao Aa
noKaxe Kako je cBaka rpafjeBuHa 11 jeaaH rosop, TeKcT, Mpuuya,
ncka3. CpecTaa TOr roBopa Cy HapaBHO pa3fMunTa, Yac jacHa i
ynpolufieHa, yac npukpuseHa u komnnekcHa” (Pagosuh, 1991:
100). ipyro BenmKo ume Tor nepuoga, byne (Etienne-Louis Boul-
lee), apxuteKT 1 unaH OpaHuycke akagemuje, A0 je NpU3Hambe
npeBnacTy reomeTpuje Tako Wo je y ceom Kenotady (Cenotaph)
3a eHrneckor ¢u3nyapa, MaTematuyapa U actpoHoma lcaka
tbyTHa, npumeHno aHanorujy y cumbony rnobyca: cama cepa
npeacTaB/bana je HajnpuknagHuje CpeacTBO M3paxasarba
AnconyTHor apxuTeKTOHCKUM je3ukom (Cn. 1).

Y cBom ecejy Mpunyunu uszpadwe (1898) Agond Noc (Adolf
Loos) je HanMCao ia paBu PeYHMK apXUTEKType NeXn y Camum
martepujanuma, kao 1 fia 3rpafe Tpeba aa ocTaHy,rnyne” cnosba.
Pagukaniu  maHudecT  MofepHOr  nMokpeTa  YKibyuyje
ofbaumBarbe oncecuje 19. Beka 0XIB/baBatbeM UCTOPUjCKMX
CTUII0BA, KAo 1 reHepaLnjy apxuTeKTOHCKOT je3uka Koju je 6uo
,MCKpEH” 33 (BOje BpeMe 1 HameHy, a Koju je pednekToao
NAEOOLLIKM 1 TEXHONOLLKM AyX paHor 20. Beka.

PajT je roBopmo 0 Tome fAa je (BakM BENMKN apXuTeKTa
CTOBPEMEHO M BENMKW MECHMK 3aTo  WTo Mopa Aa Oyge
OPUTMHANHY UHTepNpeTaTop CBOT BPEMEHa 1 (Boje reHepaumje.
Hanywrarwem uctopujckux CTunoBa u Gopmu, apxutekTypa je
Mopana [ia M3MUCIM HOBU je3uK, je3uK Koju BuLe Huje
MoKa3uBao pyKy 3aHatnuje, Beh je NpuxBaTio rnaTkocT CBeTa
MallWHa, je3uK Koju Huje Bule ofpaxaBao OrpaHuyera
KOHCTpYKUMje 1 TexHuke, Beh je papuje MCNo/baBao HOBY
TeXHUuKy cnobogy. Ta cnobopja ce npukasMBana He camo Ha
dacanama, Koje cy cTajane yCubeHo Aa Nokaxy CBojy MOAEPHOCT,
Bef 1y ocHoBY, pednekTyjyfin HoBe MOryRHOCTI OTBapatba Koje
(y BuwWe ofroapane MOJEpPHOM uBOTY. KaHOHCKM pap
KOHCTpYKTMBUCTA 610 je npojexat Bnagumupa TambuHa 3a
Benukn cnomenuk Il uHTepHaumonann  (1920. rogune),
AN3ajHepCKU MoayXeaT Koju je 61O WHCNUPMCaH, Kao U Lieo
MOKPET KOHCTPYKTMBI3MA, TPUjyMGOM MoZepHe TexHonoruje, a
KOjuM je ayTop Mo3uBao oCTane YMeTHUKe Aa npate Heros
npuMep ¥ NpojeKTyjy HoBe CTPYKTYPe 3a (BAKOJHEBHM XIBOT.

Llle3geceTnx rofuHa NpoLLnor Beka, eHepruja MoAepHOr NoKpeTa
6una je n3rybrbeHa. Aptukynuiwyhin nonynapha ocehara y 1o
Bpeme, Hopman Majnep (Norman Meiler), y peTkom 6aBmbetby
aPXUTEKTOHCKOM KPUTUKOM, Hanucao je pa:,, [...] y nepuogy on
TpUAeceT rofMHa eCTeTCKN NOKPET MoXe fa ce npebauy of cune
Koja oTBapa moryfiHocTu y oHy Koja ux 3ateapa” (Chipperfield,
2009:102). OBo He3370BOSLCTBO MOAEPHUM MOKPETOM U
MOZIepHOM apxuTekTypom je pacio. Kusena uctopujal’,
y3BuKHyo je Ounun LloHco (Philip Johnson) 1960. roaute, jeaan
0/} K0ayTopa UHTepHALMOHANHOT CTUNa, nopes Xutukoka (Henry
Russell Hitchcock), m Muca (Mies van der Rohe). Y My3ejy
mopepHe ymetHoct (MOMA) y bbyjopky, ofpaHa je 1975.
roguHe wunoxba Apxumexmypa nenux ymemuocmu (The
Architecture of the Beaux Arts), ka0 npocnaBa apyror nornesa Ha
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MOVEMENTS (STYLE) AND ARCHITECTURAL LANGUAGE
“Closely with words, spacious in mind’; as Gorky said about
Chekhov
“Architecture started emerging as every letter. She was firstly an
alphabet ... Later words was made. People piled up stones on
each other, connected those granite syllables and thus creating
the first word ... Eventually they began to write books ... And so
during the first six thousand years in the world history architecture
... represented the major letter thatserved the human race ... its
page has not only every religious symbol, but every human
thought” (Hugo, 1985.:192,193). In the book “Notre Dame in Paris
“ Victor Hugo has a chapter titled “This will kill that”, in following
“The book will kill the building."The writer insists that architecture
has always been a powerful carrier of messages and signs,
religious, spiritual, social, and that with the appearance of the
book, the architecture will disappear. (Hugo, 1985: 190-206.).
This is one of the best essays on architecture ever written, a sort of
melancholyc fear for the position of architecture in the new
civilizations. It is known that this text with undoubtedly spiritual

beauty exercised an huge influence on Frank Lloyd Wright.

The style is a distinctive mode of expression, the style is
expression, resulting that style is the language. In architecture,
historical styles, often bear a name that describes them, the
architectural style is sometimes identified as a potential symbol
of national identity (eg manuelan style in Portugal ....). So, when
we speak about style in architecture, we talk about the language
found in architecture.

The analogy between architecture and language is very old
but also new. “It is essentially as old as Vitruvius, as Horace’s
comparison between poetry and painting (Horace’s ut pictura
poesis), and goes back to Aristotle’s poetics (“Poetics”) and
according to Plutarch to Simonide from Ceos”. Renaissance
humanists were formed analogy, in which the quest for the canon
of architectural rules were associated with a literal imitation of
Latin artists, which are considered to be a central principle of
architectural theory.

System of communication which is complex due to the internal
relations of forming elements, represents the system of
architectural associations. Architecture talk and communicate, it
is a form of “primary activities”, such as the language is, on witch is
based the human society, as argued by Botero (Bottero, 1967: 66).
De Fusko brings historical studies of the relationship language-
architecture, pointing on difference that the other arts produce
paintings, but architecture produce things (De Fusco, 1973:9,21).
“Each architectural object should tell us something,” thought
Belcher, but the task remains to find out what and how, by what
means and with what effect. His idea of “talking architecture”
is based on the fact that the architectural details and forms are
words that should express thoughts.

“The architecture that speaks ('Architecture parlante) is a
technical term by the great eighteenth century French architect
(lod-Nikola Ledu. Ledu has claimed in his writings and in their
buildings, trying to show that every building represents a voice,
text, story, statement. Funding of this speech are of course
different sometimes clear and simplified, sometimes covert
and complex “ (Radovi¢, 1991:100). Etienne-Louis Boullee,
architect and member of the French Academy, acknowledges

the supremacy of geometry and in the Cenotaph for the English
physicist, mathematician and astronomer Isaac Newton, he
applied analogy in the symbol of a globe, the sphere itself was
the most appropriate means of expressing the Absolute with the
language of architecture (Fig. 1).

In his essay, “Principles of Construction” (1898) Adolf Loos wrote
that the real vocabulary of architecture lies in the materials
themselves, and that the building should remain “stupid” from
the outside. Radical manifesto of the modern movement involves
the rejection of 19th century obsession with the revival of
historical styles and the generation of architectural language that
was “honest” in its time and purpose, which reflected the
ideological and technological spirit of the early 20th century.

Wright said that every great architect is an poet at the same time,
because he must be an original interpreter of his time and his
generation. With abandonment of historical styles and forms, the
architecture had to invent a new language, a language which no
longer showed the handwork of the craftsmen, in order the
language had to show the slick world of machines, languages
that no longer reflect the limitations of design and technique, but
rather demonstrated a new technical freedom. This freedom is
portrayed not only on the facades, which stood tensely to
demonstrate their modernity, but in essence, reflecting the new
opportunities that was more suitable for the modern life. The
canonical work of Constructivist was a project of Vladimir Tatljin
for amonument to 3" Internationale (1920), a design project that
was inspired, and the whole movement of constructivism, with
the triumph of modern technology, which what the author called
other artists to follow his example to project new structures for
everyday life (Modernism, 2006:42).

In the sixties of the XX century the energy of the modern
movement was lost. Articulating popular sentiments at that time,
Norman Mailer, in dealing with rare architectural critic, wrote
that: ,In a period of thirty years, the aesthetic movement can be
moved by the force that opens the possibility of closing one of
them” (Chipperfield, 2009: 102). This dissatisfaction with modern
architecture and modern movement grew. ,Long live the history,”
exclaimed Philip Johnson in 1960, one of the coauthors of the
International style, alongside Henry Russell Hitchcock, and Mies
van der Rohe. The Museum of Modern Art (MOMA) in New York,
held a 1975 exhibition ,Architecture of Fine Arts” (,The
Architecture of the Beaux Arts”), as a celebration of another view
of the architecture. In the new esseys is highlighted the renewed
interest in history (Jenks, 1977) (Rowe, Koeter, 1978). Everything
changes and everything stays the same or: a new line has become
the old and the old order became new. The postmodern movement
much of its program based on the concept of architecture as
language, sort of computer system of signs. The main Henry
Lefebvre (Lefebvre, 1974.) question is: ,Is the language logic,
epistemologycal or general spoken - preceding, accompaniing or
following the space like it is? To which extent can space be read or
decoded, deciphered? , Following Lefevre analysis of space, it is
necessary to look at the concept of architecture as a language,
meaning as semiotic dimension of architecture - the theory which
was set up Charles Jencks (Jenchs, 1977/ Dzenks, 1985.).
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ApXUTEKTYpY. Y HOBUM TEKCTOBMMA NOTEHLMPAHO je 00HOBIbEHO
UHTepecoBare 3a uctopujy (Jenks, 1977; Rowe, Koeter, 1978).
(Be e Merba 1 CBe 0CTaje UCTO MA: HOBY Pef je NocTao cTapu u
CTapu pef je NocTao HoB. lToCTMOAEPHY NOKPET BeNNKN eo CBOT
nporpama 3acHMBAa Ha KOHLEMTY apXUTeKType Kao jesuka,
NHGOPMATUUKOr CMCTeMa 3HaKoBa. [MasHo Jle¢eBpoBo (Henri
Lefebvre) nutawe (Lefebvre, 1974) rmacn: ,Jla nu jesuk —
NOTUYHO, enuUCTEMUONOLIKA WAW  yonwTeHo rosopefin —
npeTxoau, NpaTyi UK Cnem NpocTop Kao Takas? [lo koje Mepe ce
MpOCTOP MOXKE UMTATI NI ieKoAMPaTH, Aendposatia?”. Tparom
lepeBpoBe aHanu3e NpocTopa, HYXHO je OCBPHYTU (e Ha
KOHLLeNT apXuTeKType Kao je3uka Tj. CeMUOTUUKe AUMeH3Mje
apxuTeKType — Teopujy Kojy je noctasuo Yapnc Llenkc (Jenchs,
1977/Dzenks, 1985.). OH 3acTyna CTaB, Aia je 3a NOCTMOAEPHUCTE
ApXUTEKTYpa Kao 3HaK HeynopeanBO BaXHWja Of apXuTeKType
kao QyHKkunje, koju je Pobept BeHTypu HFarmbe paspapmo,
yKa3syjyfin Ha HYXHOCT KOMYHUMKaLMjcKe dyHKLMje apxuTeKType
(Jenchs, 1977/Dzenks, 1985; Venturi, 2003). Ym6epto Exo
JHerupajyfin CrpykTypy, a notBphyjyhn cTpykType” nocebHo ce
3a[pXaBa Ha BU3yenHM KOMYHUKaLjama y apxutekTypu (EKo,
1973:15). , ApXWTEKTOHCKM je3uK’, MNCA0 je OH, ,je ayTeHTMUHN
NVHFBUCTUYKM CACTEM  KOju MOLTYje MCTa MpaBuna Koja
ynpaebajy apTukynauujom npuposHux jesuka” (Clarke, Crossley,
2000:9). Leen (Bruno Zevi) npemsuba cegam npuHUMNG
(antirules) 3a kopndukaunjy jeauka apxutektype Jle Kopbusujea
(Le Corbusier), Tponuyca (Walter Gropius), Muca u Pajra. Ymecto
KNMaCMYHOT je3uka LiKone Nenux YMeTHOCTH, ca (OKYCOM Ha
ancTpakTHM NPUHLANUMA pefa, NPONopLMju N CUMETPUju, OH
MpeacTaB/ba  anTepHaTMBHW  CMCTEM  KOMYyHUKaumje Kora
OANMKYje CnoboaHa MHTepNpeTaLyja cagpxaja n dyHkumje (Zevi,
1978).

Kao wwTo je ueHTpanHa TeMa WCTPaXKMBatba Y apXUTEKTYpU Of
lWe3feceTx roAMHa npownior Beka 6Uno oTkpuBare 6poja
NOpyKa jeIHOT apXUTEKTOHCKOT iena (Kao W HUXOBUX OfHOCA,
HIBOA 3Hauetba M KOZOBA KOju Ce KOPUCTE), TaKo Ce 0/ KacHuX
CeflamAeceTux roMHa NpoLINOr BeKa NojaBuo W3BeCTaH 6poj
apxuTeKaTa Koju Cy enenu Ja apxUTeKTOHCKM je3uk ocnobope
(Bake o6aBese ,roBopa” W [a ra NMwWe (Bake esbe 3a
JM3paxasarbem”. OHM Cy cmaTpanu Aa ¢opma y apxutekTypu
Ma npago fAa ,MeauTUpa U Aa U3paxaea jesnHo u camo cebe”
(Tafuri, 1977:406—408). [leduHuumje apxuTekType HAaHac
UHCUCTMPA]Y Ha TOME /A je APXMTEKTOHCKO AeNo NopyKa Ha BuLle
HIUBOA M [1a BPEAHOCT TOT iena pacTe ca 6pojem KogoBa.
ApxutekTypa Kao KynTypHu objekaT Koju Harnawaea Mmoh
KOMyHUKaLKje 1 Koju o6nuky Aaje npusunerujy kao jesuunu
W3pa3 M HapaTUBHOCT, BUA/bMBA je Y deny Yymuja (Bernard
Tschumi). Y ceom no3Hatom npojekTty 3a napk Jla Bunert (Parc de
la Villette) y Mapwu3y, oH u3paxasa (TaB 0 APyLITBEHO
00MKOBAHOM  je3UKY Kao KJbydy OMwWTer pasymeBatba
apxuTekType. U ok ce JledeBp u LleHKC Kopucte MMHIBUCTUKOM
N CEMAHTUKOM 3a AeKoaupatbe npoctopa, Yymn ce okpefie
duno3opckum n3Bopuma nomohy Kojux M3Hanasu ,noetcko”
ynTatbe apxutektype. Y oBom “YymmujeBom papy [lepuanHa
(Jaques Derrida) puno3oduja fekoHCTpyKTUBN3MA ,NpeBOAN” e

kao HeMOryRHOCT 3Hauerba Y ,TEKCTY', UM YOMLUTEHO Y je3MKy,
3axBasbyjyfin AEKOHCTPYKLMjI je311Ka Y oeroBIUM TeMebuMa e
(e Mory OTKpUTU MHOTOCTPYKa 3Hauerba. Mnak, 3a pasnuky op
BeroBux (CaBpemeHuka, YymmjeBe pedepeHue npema
AEKOHCTPYKTUBIU3MY 0ABWjajy Ce BULIE HA GOPMANHOM HUBOY.
(rBaparoe Yymmja, npema TekctoBuma [epuge, kao u Xona
(Steven Holl)?, npeBoherbem punozoduje dpeHomeHonoruje, Huje
ce 6a3upano Ha JOCI0BHOj NpUMeHN uaeja, Beh Ha 036ubHOM
npesoherby Pruno30dcKor Ha jeuk apxuTeKType.

Benukw xonanackm apxutekta Xepubeprep (Herman Hertzberger)
MoKa3ao je M3y3eTHO BUCOKY CBECT je3ika MPOCTOpa, He camo y
Bojum objekTma, Beh 1 Kpo3 (Boje MMcare U Ha CBOjUM
npenasaruma (Hertzberger, 1999).

Kpuctodep Anekcanpep (Christopher Alexander) je pa3suo
acoLmjaTMBHY TeOpUjy 0 KOPECNOHAEHTHOCTUMA M3MeDy je3nka
kao obpa3aua (pattern languages) y apxuteKkTypu (Kojy oH C(MaTpa
Jienom npupogae) 1 obpasaua Aorahaja (patterns of events), koju
BOZe Ka BpeaHocT 6e3 umeHa (the quality without a name) y
K0joj HeroB BaHBPeMeHW HauuH rpahetba (timeless way of
building)  nocTxe  mcnymerbe.  30ymwyjyhie  usnaxyhu
KOHLieNTYaHe V1 je3nuKe BELUTMHE, OH Aaje U3jaBe 0 apXUTEKTYpi
Koje, 3axBa/byjyhil HWUXOBOj BENNKOj YOMLITEHOCTH, WMMajy
W3BECHY BPeAHOCT, all Koje Ce TEWKO MOry noBe3aT (a
npakTMyHuM cTBapuma. (Be wWwTo ce 6e3 mo3uBa U C MHOro
aprymeHata bpaHu CymmwuBo je eo ipso (13 came ctapn). Qui
nimium probat, nihil probat (OHaj Ko Aoka3syje npesuwe He
AOKa3yje HuWTa.)

APXUTEKTOHCKW JESUK MUHUMAJIU3MA - JE3UK
TULUUHE

Y uyseHom Aujanory ca Oegpom, Cokpart ce nuTa Koje Cy oAnmke
Aobpor roopa, na 3ak/myuyje Aa je ,roop Bohere AyLie y3
nomoh noroca”. AKo ce je3uk U MMCao pa3Bujajy y y3ajaMHOM
jeBMHCTBY, Y MUHUManU3My fieMo OZHOC je3nuHe matepuje u
tbeHe (CHare W3paxajHocTn (u3pasa) fJeduHucaT Kpo3
UCTpaXmBatbe OHora LTo fieMo Ha3BaTy je3uk TuwmHe. Mopyka
(e y apXUTEKTOHCKOM [iely MOXe HarnacuTit Kpo3 pasnuuure
acneKTe apxMTeKTYype Koju NocTajy cpencTBo KomyHukaumje. To je
CKYN peanu3oBaH1X Hamepa Koje ce y TOTanuTeTy AOXUB/bABAjY
Kao ,HewTo je y Ba3jyxy’, Kao naTeHTHa TeH3Wja, NOeTMKa,
OCMULL/BEHOCT,  JYXOBHOCT,  WAEHTUTET,  KyNTMBMCAHOCT.
M3paxajHOCT je3nKka TULWKHE O KOMe ToBOpUMO Huje moryhe
MCKa3aTi HOPMATUBHOM er3akTHowwfy (Kao Hekn KoeduuujeHT),
Beh je TO BULLE NPEAMET NpoLieHe U30LTPEHOr CeH3nbunuTeTa,
HacTao Ha Temesby ykyca npema kyntypu (Cn. 2). Censnbunutet
je duno3odcka Kateropuja Be3aHa 3a NuTara CMIUCIA, AyXOBHM
UHCPYMEHT KojuM ocehamo (BT Kao Heky BpCTY crieuuduuHor
LYKY@” eraucteHumje. To €y OCMULIBEHW  KpUTEpUjyMy,
COQUCTMLIMPAHM NOKa3aTerby CeH3UBUNMTETa, OHAKBU KaKBUM Ce
oppelyje KBaAUTeT BUHA, YKYC Yaja unu Mupuc napdema.

3 Steven Holl: A black swan theory (Teopuja uproez nabyda) Princeton
Architectural Press, 2007.
Steven Holl: Architecture spoken (M32080pera apxumexmypa), Rizzoli, 2007.
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He advocates, for postmodernist architecture as a sign is much
more important than the architecture as a function, which is
further elaborated by Robert Venturi (Venturi, 2003.), pointing to
the necessity of the communication function of architecture.
Umberto Eco, «negating the Structure, confirming the structures»
(Eko, 1973:15) specially retaines on visual communication and
architecture. «The architectural language,» he wrote, «is an
authentic linguistic system that respects the same rules that
govern the articulation of natural languages» (Clarke, Crossley,
2000:9). Bruno Zevi provides seven principles («antirules») for the
codification of language architecture of Le Corbusier, Walter
Gropius and Mies van der Rohe and Wright. Instead of the classical
language used in school of fine arts, with a focus on abstract
principles of order, proportion and symmetry, it is an alternative
system of communication that features a free interpretation of
contents and functions (Zevi, 1978.).

As the focus of research in the architecture from the sixties was
the detection of a number of posts of the architectural works (and
their relationships, levels of meaning, used codes), so since the
|ate seventies emerged a number of architects who wanted the
architectural language free of any «speech» obligation and to
deprive it of any «expression» desire. They believed that form in
the architecture has the right to «meditate and to express the one
and only itself» (Tafuri, 1977: 406-408). Definitions of architecture
today insist that the architectural work post meaning at several
levels and that the value of this part increases with the number of
codes.

Architecture as a cultural facility that emphasizes the power of
communication, and which gives the privilege as a form of
linguistic expression and narration, can be found as the part of
Bernard Tschumi’s famous project for the Parc de la Villette in
Paris, he expresses the view of the socio-shaped forms of language
as akey to understanding the general architecture. While Lefebvre
and Jencks used linguistics and semantics for decoding space,
Tschumi turns to philosophical resources to work out an “poetic”
reading of architecture. In this Tschumi’s work Jaques Derrida
deconstructionism philosophy is “translated” as inability to have
meaning in “text’, or language in general, thanks to the
deconstruction of language in its grounds, where you can discover
multiple meanings. But unlike his contemporaries, Tschumi’s
reference to deconstructionism are going to be on mostly formal
level.

Tschumi’s work, by the texts of Derrida, as well Steven Holl?,
translating the philosophy of phenomenology, it was not based
on a literal application of the idea, but on a serious philosophical
translating the language of architecture.

Famous Dutch architect Herman Hertzberger showed very high
awareness of the language of space, not only in his facilities, but
also through his writings (Hertzberger, 1999). As well as his
lectures.

3 Steven Holl: A black swan theory , Princeton Architectural Press, 2007.
Steven Holl: Architecture spoken, Rizzoli, 2007.

Christopher Alexander developed the theory of associative
correspondence between language as patterns (pattern
languages) in the architecture (which he considered part of
nature) and patterns of events , leading to values with no name
(the quality without a name) in which his timeless way of building
achieves fulfillment. Exposing the conceptual and language skills
in confusing manner, he makes statements about the architecture
which, thanks to their great generality, have some value, but that
can hardly be linked to practical matters. Anything that is
defended without being called with lot of arguments is dubious
€0 ipso (the same thing). Qui nimium probat, nihil probat (Who
proves too much - proves nothing).

MINIMALIST ARCHITECTURAL LANGUAGE - THE
LANGUAGE OF SILENCE

In the famous dialogue with Phaedrus, Socrates asks about the
characteristics of a good speech, and concludes that“the speech is
soul guidance with the logos.”If language and thought develop in
mutual unity, in minimalism will matter the relationship of
linguistic and its expressive power (the term), defined by the
study of what we call the language of silence. The message as a
part of the architecture can be shown through different aspects of
the architecture, which become the means of communication.
This is a set of intentions that are realized in the totality of
experience as “something in the air’, as the latent tensions,
poetics, purposefulness, spirituality, identity, refinement. The
expressiveness of the language of silence we are talking about is
not possible to express with normative exactness (as a ratio), but
it is more subject to assessment of sharpened sensibility,
developed on the basis of taste for the culture (Fig. 2). Sensitivity
is a philosophical category related to issues of meaning, a sort of
spiritual instrument with which we feel world as a kind of specific
“flavors” of existence. These criteria’s are designed, and are
sophisticated sensibility indicators, as they determine the quality
of wine, tea flavor or odor of perfume. Quality of space s expressed
through formed vacuum and expressive silence, to form an
expression that tends to be the architecture of simplicity (ie, her
fantasies) reveals a harmony of simplicity of life itself.

Given the different types of sensibility, the world can be
experienced selective, sensation of the world pass through a filter
that protects us, omitting that which corresponds to our
assumption about the world, our world picture. Therefore certain
things are clear, and for some we are blind (“Eyes that do not see,”
Le Corbusier), so that is why creativity can be born from
autonomous segment of the spiritual component of human,
which seeks the production of the peoples world and its shapes by
the extent of different pictures of the world. But that intention is
injuxtaposition, as with the existing culture and the organizational
tendency for standardization of such things, and determining
their per aeternam (eternal). Or, as Carl Andre said: “Art is what
we do. Culture is what is done to us”. V. Cerami writes: “The
language of silence is not always perfectly expressed with spoken
language. Instead, language is always suppressed, reduced,
because it is based on previous cultures that are often difficult to



[Qparaxa Bacuncku, AY34/2012/ctpana 42-65/MuHnmani3am y apxutekTypu: Kako je3uk apxuTeKType NpeAcTaB/ba beH UAeHTUTeT

1.

Etjen Nlyuc byne: Kenotad 3a Ucaka tbytha

Fig. 1.

Etienne-Louis Boullee: Cenotaphu for Isaac Newton

KBanuteT npocTopa je McKa3aH Kpo3 0ONMKOBHM Bakyym I
M3paxajHy TULLMHY, NIPU YeMy HacTaje U3pa3 Koju Texu Aa ce
KpO3 apXuTeKTYpy jeAHOCTaBHOCTY (Tj. theHe GaHTa3Me) OTKpuje
XapPMOH;a jeAHOCTABHOCTY CAMOT XKMBOTa.

C ob3upom Ha pasnuuute TUNOBE CeH3ubunuteta, CBeT ce
J0IB/baBa (eNIeKTUBHO, CeH3aLiuje CBeTa nponase Kpo3 puntep
KOju HaC wWTuTM, mponywTajyfiu OHO LWTO OAroBapa HaLoj
MpeTnocTaBLM O CBETY, HALLOj CTUYU (8emd. 3aT0 Cy HaM Heke
(TBApM jacHe, a 3a Heke cmo cnienn (,0un Koje He Binae”, Kako bu
pekao Kopbu3suje), na Tako 13 Tor ayTOHOMHOT CErMeHTa JbyAcKe
[yXOBHe KOMMOHeHTe U3BUPE KpEaTMBHOCT Koja TexMu
NPOAYKLMj1 CBETa JbYIM 1 HoeroBUX 06NMKa, N0 Mepy pafinunTiX
OMKa cgeTa. Ho, Ta ce Hamepa Hanasn y jyKCTano3uumju, Kako ca
nocTojefiomM KynTypoM TaKo 1 Ca OPraHi3aLmjcKoM TeHAeHLMjoM
33 (TaHAapAM3aLMjOM 1 HOPMUPaHbeM CTBAPH Kao 1 HUXOBUM
opehuBatem per aeternam (BeuHor). Unu, kako 6u o Toj Temu
pekao Kapn Augpe (Carl Andre): ,YmeTHoCT je OHO wWTO My
unHuMmo. KynTypa je oHo LiTo je Hama yunmeHo” (Art is what we
do. Culture is what is done to us). Cepamu (V. Cerami) nuwe: , Je3uk
TULMHE HUje YBeK NepPeKTHO WCKa3aH TOBOPHUM je3UKOM.
YMecTo TOra, je3nK je YBeK yrylleH, pefykoBaH, 3aTo LITO ce
33CHMBA Ha MpETXOJHUM KynTypama Koje uecto TewlKo
YOI0B/baBajy MpoLec MucaoHe  Kopudukaumje. . .Kyntypa
noTuckyje mucnu, 6e3asnexo” (Cerami 1998 :15).

(n.2.

Lincrepumjancku manactup (8. Mapuja,
Ankobaca, Moptyranuja

Fig. 2.

Cistercian Monastery de Santa Maria de
Alcobaca, Portugal

AKo je apxuTekTypa CPeAcTBO KOMyHUKauuje, fa 6u ce oHa
npoyuTana mopa noctojatu u3pas. lepuna 6u pekao: ,/3pas je
ncnosbasatbe. M3pa3s y n3BeCHO U3BaH YTUCKYje CMICA0 Koju Ce
noHajnpe Hanasu y u3BecHom YHytpa” (Derida, 1989:59).
MuHumanucTMuku  u3pas, Ha ogpeheHM HauuH ¥ Leo
MOZLEPHUCTUYKN CTUA, CAZPXI BapibUBY CMKY jeAHOCTaBHOCTU.
Ty GaHTa3my ocTBapyje 3ayCTaB/beHU je3uk Koju je y Janay
Mo3HaT Moj MojMOM ,catopu’, a y 3anmafHuM jesuuuma Kao
WHTYMumja. (atopu je WHTYWUTWUBAH yBMA Y CYLITUHY CTBapH,
HacynpoT HIXOBOM paLMOHANHOM pa3ymeBatby. [loapasymesa
yNo3HaBatbe jeHOr HOBOT CBETa KOj1 10 TPeHYTKa caTopuja Huje
610 onaxeH. 3a OHe Koj1 Cy 0CerNN CaTopH, CBET HUje BULLIE OHaj
CTapu CBET KakaB je HeKkaf 61o, 1 ofy TOr MOMEHTa Y HUXOBOM
KMBOTY HaCcTaje 3a0KpeT Koja 0TBapa yM 3a Wupn 1 ay6rbi CBeT.
(aropwu, TaKo, y Y0BEKOBOM MOPASIHOM U IyXOBHOM XUBOTY UMa
y3BuLLEHe edekTe.

(aropu, Kao HajBuLLIN M3pa3 3eHa, NPUCYTaH je Y KOPeHY janaHcke
KynType Kao HOCUnaL, teHor Tpajakba 1 ayTeHTUYHOCTH, @ KaKo
(aTopu oTBapa Cpue W yMm 3a jedaH wWwupu u Jybiu yBua,
pasnuuuTe 3eH YMETHOCTM CaMo Cy PasfnyuTK M3pasn Tor
nckyctea (Bacuncku, 2010). Y cmkapctey To je cymu, Koju
CafipM CaMO Ha3HaKe NIMKOBA (UOBEK je YKNOM/beH Y Nej3ax
npupogy). Y uajHoj LiepeMOHHj1 JOMUHMPA TeXHba HeBe3MBatba
33 (BETOBHOCT. Y kanurpaduju je cBe y jesHom moTesy,
npeacTaB/batbe jeJHOT TPeHyTKa BEYHOCTI, HeMa NOHaBIbakba. Y
ypehetby nej3axa, 0fHOC Npema NPUPOAMN je UCKOHCKI 11 NpoXKeT
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condition the process of codification of thought ... the culture
suppress thought, innocently” (Cerami 1998:15).

If architecture is a means of communication, in order to read it,
there must be an expression. Derrida would say: “The term is a
manifestation. Expression in some sense outside imprints the
meaning firstly in the sense inside” (Derrida, 1989: 59). Minimalist
expression, in a certain way the whole modernist style, contains
image of deceptive simplicity. This phantasm is realized through
the stopped language that is known in Japan under the term
“satori” - in Western languages as well as intuition. Satori is an
intuitive insight into the essence of things, as opposed to their
rational understanding. Implies the introduction of a new world
which was not observed to the moment of satori. For those who
have reached the satori, the world is no longer the old world as it
once was, and from that moment in their lives they find result of
shifting that opens the mind for deeper and wider world. Satori,
s, for man’s moral and spiritual life has a sublime effect.

Satori, the highest expression of Zen, is present in the root of
Japanese culture as the bearer of its existence and authenticity
(Vasilski, 2010), as a satori opens the heart and mind for a broader
and deeper insight, various Zen arts are just different expressions
of that experience. In painting, the sumi, which contains only
hints of the characters (the man has been incorporated into the
landscape and nature). The tea ceremony is dominated by the
desire for detachment from profanity. In the calligraphy is all in
one streak, presentinga moment of eternity, there is no repetition.
In the arrangement of the landscape, the relationship with nature
and pristine imbued with respect for life as a unity in all things,
because the elements that embody the essence of the garden,
there is no water fountain (water flows naturally downwards, not
upwards). No-drama addresses the need for man to symbolically
ascend to higher dimensions, higher states of consciousness, in
order to be included in the deeper levels of life.

On this same principle is based the aesthetic of haiku poetry,
where, seizing all that is superfluous, there is a distinctive shape
that is opposed to the symbolic meaning. Haiku poem has five
lines, 20 words, 80 letters of pervasive emotion, that evoke a
thought, experiential resonance. Haiku is a direct expression of
the poet’s experience, while in it is not involved the thinking or
reasoning. The beauty of haiku is its authenticity, immediacy, and
especially in the fact that man has experienced something already
known but in a new way - cleaner, stronger, deeper. The time in
which the haiku occurs almost exclusively is the present: haiku
poetry is here and now.

Minimalism is the spatial haiku. “Pure expression can occur only
when the communication is stopped” (Derrida, 1989: 62). This is a
spatial language of reduced syntax, and composed of refined
metaphor. It is a persistent quest for purity, the search for the
dignity of silence as a presence, for the density of space, for
borderless space where silence speaks for itself. The sharpness of
the primary elements: lines, edges, surfaces on one side and use
the subtleties of light, devoid of complex permeation, grade
expression of the fluidal space freed from need to recharge. The
emptiness of space is equivalent to the emptiness of spirit as a
state that does not cling to anything in which we live fully in the

present moment. This is a reduced language that expresses the
essence of architecture and corresponding to an age marked by
electronic communications.

Belief in the concentrated essence of architecture that speaks
their language and can be clearly distinguished from what is
architecture, underlying the work of Peter Zumthor: I believe that
architecture today needs to be reflected in certain jobs and
opportunities that are exclusively and only bonded with
architecture. Architecture is not a vehicle or a symbol for things
that do not belong to its essence. In a society that welcomes
irrelevant, architecture can resist, thus preventing loss of form
and meaning, through the speech with his own language “
(Zumthor, 1998:22).

LANGUAGE MATERIALS - ARCHETYPAL BUILDING
ELEMENTS

“I do not work in architecture. I'm working on it as the language,
and | think you need grammar. The language must be alive, must
be changeble, thus changing the grammar. When you learn to
adapt to changes and grammar, then you can use it, you have
knowledge about or normal work, and you speak in prose. If
you're good at it, you use beautiful prose, and if you're really good
you can be a poet. But it is the same language, it is characteristic.
The poet does not produce a different language for each song. Itis
not necessary, he use the same language, even use the same
words. | think it's the same in architecture “ — David Chipperfield
(Chipperfild, 2009).
Architectural language, through term represents the
communication of essential features, quality and meaning.
Functionality, technical, aesthetic and visual identity of the
architecture  is with expressiveness transformed into an
architectural work of art that has a purpose and place in space.
Architectural elements, components and parts, are developed in
wide circles of relations, based on many aspects of architecture. In
agood building, each unit, no matter how much quality is present,
in fact is only part of the building and as such must always be
evaluated. Thoughts of Donald Judd just confirmed to us that the
whole is what produces the expression: “Yes, the whole is what
matters. Maintain the sense of unity, always represents a big
problem. ”
If we accept the primary geometry as the primary means of
expression in minimalism, then it is expressed through the
archetypal elements: walls, windows (doors), and stairs. Wall
represents border between the inside and outside, breakthrough
this border is done through the window (door) and stairs, which
open up the inside to the outside, setting up the interaction and
reconciliation and create volume which is an expression of its
identity.
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MOLUTOBatbeM KMBOTA Kao jeIMHCTBA y (Bemy, 3ato mehy
eNemMeHTUMA KOju U3paxaBajy CYWUTUHY Y BPTYy He nocToju
BOJOCKOK (BOZa NpUPOSHO Teue npema fone, a He npema rope).
Ho-apama ynyhyje Ha noTpeby uoBeka Aa ce cMmMbBONNYKN
y30UrHe y BULIE AUMEH3Mje, BILLA CTatba CBECTM, Kako 6u 61o
yKIbyueH y fiybrbe HUBOE XMBOTa.

Ha oBOM MCTOM MpUHUMNY 3aCHOBaHa je W ecTeTMKa Xauky
noesuje rge, Ofy3UMarem (Bera LITO je CyBULLHO, HacTaje
n3paxajaH 0bNMK Koju ce CynpocTaBiba CUMOONNYKOM 3Hauekby.
Xauky necma uma net ctuxoBa, 20 peun, 80 cnoBa Koja
npoxumajyhy ocjehajHoct, nobyhyjy Mucao Kao MCKycTBeHy
pe30HaHLy. XauKy je HenocpeaHN n3pas NecHUKOBOT JOXUBIbaja,
Mpy Yemy Huje y4ecTBOBANO pasMULLIbatbe WK 3aK/byumBatbe.
JlenoTa XauKy je y HeroBoj UCTUHUTOCTW, HEMOCPeSHOCTH, U
noce6HO y TOMe LUTO je toliMe HelTo MOXAa Beh paHuje no3HaTo
[LOKMBJbEHO Ha HOBY HAaUMH YMCTUje, CHAaXHMje, Aybibe. Bpeme y
KojeM ce xauKy foraha je rotoBo UCKIbY4MBO CafaLLHOCT: XalKy
je noe3uja oBe 1 caga.

To je npoctopHu je3uk cBedeHe CMHTaKCe, Ca3fiaHe of
paduHupanux metadopa. To je MCTpajHO Tparare 3a YMCTOTOM,
Tparate 3a [OCTOjaHCTBOM TULIWHE Kao MpUCYCTBOM, 3a
[YCTMHOM MpoCTOpa, 3a Heu3mepHowhy npoctopa y Kome
TULLMHA roBOPU Cama 3a cebe. OLUTPUHA NPUMApHUX enemeHaTa:
NWHWja, UBULA, NOBPLUMHA U CYNTUAHOCT ynotpebe CBeTOCTH,
NNLLIEHN KOMIEKCHUX NPOXKMMAtba, Fpae ekcnpecijy pnynaHor
npocTopa ocnobofeHor f[oAaTHMX 3HakoBa W moTpebe 3a
[onyraBatbeM. Toj NMPOCTOPHOj Mpa3HUHM eKBMBaNeHTHa je
npa3HiHa JyXa Kao CTarbe y Kome Ce He Be3yjeMo Hu 3a LWTa 'y
KOMe Y MOTMYHOCTU XUBUMO Cajiallitby TpeHyTak. To je cBeaeHn
je3UK Koju M3paxkasa CYLITUHY apXUTEKTYpe U Koji 0AroBapa
00y 0benexxeHoM eneKTPOHCKIM KOMyHUKaLmjama.

BepoBatbe y KOHLEHTPUCAHY CyLUTUHY apXUTEKTYpE, Koja roBopH
(BOjUM je31KOM TaKo [ Ce jacHO pasnuKyje o4 OHOra LUTO Huje
apXuTeKTypa, nexu y ocHou papa fMetepa Lymropa (Peter
Zumthor): ,Ja Bepyjem [.a apxuTekTypa AaHac Tpeba pa ce
pednekTyje Ha oapeheHM NocoBIUMA U MOTYRHOCTUMA Koji Cy
WCKIbYYNBO 1 CAMO HbeHU. ApXUTEKTYpa Huje NpeBo3HO CPeCTBO
unu cumbon 3a CTBapu Koje He MpuUnaajy weHoj cywTuHu. Y
APYLITBY Koje no3apaBiba HeOUTHO, apxUTEKTypa Moxe Aa ce
opynupe, cnpevasajyfin Tako rybutak ¢opme 1 3Hauerba, kpo3
roBOP CBOjUM CONCTBEHNM je3ukom” (Zumthor, 1998:22).

JE3NYKA MATEPWJA — APXETUNCKU TPAREBUHCKK
ENEMEHTU

»Ja He pagum Ha apxutekTypu. Pagum Ha 0 Kao fa je je3uk, a
MUCAIMM 1@ MOpaTe UMaTV rpamaTuky. Jesuk mopa aa byse xus,
MOpa Jja (e Metba, a CAMUM TUM Metba e 1 rpamatuka. Kapa
HayuuTe Aa ce npunarohasare npoMeHama 1 rpamaTuLL, OHAa je
MOXeTe KOPUCTUTH, 3HaTe 33 HOpManaH pag 1 roBopuTe y Npo3iu.
Ako cte fobpu y Tome, Bi AUBHO FOBOPUTE MpPO3Y, @ aKo CTe
3amcta 406pyu 0HAA MoXeTe 6uTH necHuK. Anu, TO je NCTY je3uK,
T0 je KapakTepucTuka. MecHuK He Npou3BOAM APYrU je3nK 3a
Baky necmy. To Huje NoTPe6HO, OH KOPUCTI UCTH je3UK, OH Ce
KOPUCTM YaK M WCTUM peyuma. Mucaum fa je ucto u y
apxutektypu” Jlasup Yunepdung (Chipperfild, 2009).

ApXUTEKTOHCKIN je31K, Kpo3 u3pas, NpedcTaB/ba KOMyHUKaLKjy
CYLUTUHCKMX 0COOMHA, KBanNTeTa U 3Hauerba. OYHKLMOHANHOCT,
TEXHWUYKM, €CTETCKW W BU3YeNHW WAEHTUTET apXUTEKTYpe
n3pakajHoLhy ce TPAHCOOPMULLY Y APXUTEKTOHCKO YMETHUYKO
JeN10 Koje IMa CBOjY CBPXY U MECTO Y NPOCTOpY. APXUTEKTOHCKM
€NIEMEHTI, AENOBM W UENUHE, PasBujajy Ce Y LINPOKUM
KpyroBMMma pefaLuja, Ha TeMesby MHOTUX acneKaTa apxUTeKType.
Y mobpoj rpaheBuHn (Baka jeanHuua, 6e3 ob3upa konuko uma
KBaNuTeTa, y CTBAPY je Camo [1€0 LiesIMHE 1 Kao TakBa Mopa yBeK
6utn BpegHoBaHa. Peun llapa (Donald Judda) camo Ham
noTephyjy Aa je LenuHa To WTo Npou3Boay u3pas:,[a, uenuHa je
OHO LTO je 6uTHo. OZpXKaTh CMMCao 3a LENMHY, TO je BeNuKu
npo6nem”.

AKO NpUMapHy reoMeTpujy NPUXBATUMO Kao OCHOBHO CPEACTBO
W3pasa y MUHUMaANM3My, OHOA Ce€ OHa WCKasyje NpeKo
ApXETUNCKUX eNemeHata: 3uaa, Npo3opa (Bpata) u cTeneHuua.
3un npeacTaBba rpaHuLy u3mely yHyTpa u cnosba, npobujatbe
Te rpaHuLie e BpLUKM NPeKo Npo3opa (Bpata) W cTeneHnLa, Koju
0TBapajy YHYTPaLWOCT NpPeMa CnosballtbeM, YCNOCTaBIbajy
HbUXOBY HTEPAKLMjY 1 NOMUPerbe U GOpMUPA]y BONYMEH Yju
13pa3 Npe/CTaB/ba HeroB UAEHTUTET,

3na

Y cBeTy umbona, no npegatby, 3ud je ,3aWTUTHN befem Koju
3aTBapa HeKM CBET 1 CMPeyaBa Jia y thera NpoApy LWTETHN yTLaju
Huxer nopekna. lotewkoha je y Tome wWTo nogpyuje Koje
3atBapa oH u omehyje [...]” (TepbpaH, LeBanuje, 2009:093).
3Mp0BU Cy CNIMKe MpanoyeTKa LMBMAU3aLMje, OKBUPU WAeja 1
BOAWBE MPOCTOPHUX 06pasaua, ornefana pasgoja unu naja
komnneTHux upeonoruja. O nosHator bemor 3mupa, koju je
pa3pgajao loptbu 1 lorbu Erunar, npeko Kuneckor 3upa (Cn. 3)
TEWKOT, MOHYMEHTANHOT U 3aWTUTHUYKOT, WK  MpeKo
neTocnpatHor 3ua Manate BeTpoBa (Hawa Mahal, Jaipur, India,
1799. roaude) (Cn.4) uwmnkactor W TPaHCMApeHTHOr, .0
bepnuHckor 3upa XX Beka, 31 je yBek npeAcTaB/bao 0apas
peanHoCTi CTBApHOT XUBOTA. ,ICTOpUja apxuTeKType je uctopuja
313, a UCTopija 31Aa je UCTOpKja OApULAtba GU3MUKOT CMUCTA
koju 3up uma.” (bpkuh, 1992:18).

,0BpaTaK 3ufa y MofepHy apXuTeKTypy, BUTAfIHOCT OBOT
eNnemeHTa, CTasHe TpaHCpopMaLmje Koje 3U4 He camo Aa Tpnu
Hero 1 13a3uBa, NoTBpNYjy HeroBe BPesHOCTM, CaBpLUEHO
He3aBHCHe 0ff CTU0BA, Moge 1 NnuHuX ykyca” (Pagosuh, 1998:
376). OBa mucao ce notephyje kpo3 bpojHe npumepe rae je 3ug
6uo, nopen CBoje KOHCTPYKTMBHE (QYHKLMje, yBeK W Hocunay
oppehennx ugeja. Paunonanuctu XVIII Beka 3ua cy Kopuctuin
Kao NeruTUMHO CpefcTBO 3a  (opmuparbe MpUMapHUX
reomeTpujckux Tena. byne n Jlegy cy cyBepeHo Bnajanu
31a0BuMa. ,[...] byne, Koju je Boneo HempekuHyTe 3uFoBe,
MoZ03pYBO je rNedao Ha OHO LUTO 0TBOPY MOTY NOLLE [1a YunHe
(nosballkb0j mbycuy 3rpapa.” (Apxajm, 1990:197). 3un 19. Beka
6uo je ontepefieH fekopauujom, Aa 6u OTKpuBarbe ecTeTcke
BPeSHOCTY ,unCTe NOBPLLMHE, Yija je ekcnpecuBHa CHara buna
n3ry6sbeHa jow of erunatckor BpemeHa’, y CMUcy KoHuenuuje
npoctopa 1 BpemeHa, 3anoyenn nocne 1920. ropune Lecbypr
(Theo van Doeshurg), Puteena (Gerrit Rietveld) n Muc (Tuauon,
1968:31).
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WALL

Inaworld of symbols, according to tradition, the wall is “protective
barrier that encloses a world and it prevents the damaging effects
of penetrating the,low caste” born influance. The problem is that
the area enclosed is also bounded around ... ” (Gerbran, Sevalije,
2009: 1093). The walls are pictures of very beginning of the
civilization, ideas and frameworks guiding the spatial patterns,
mirrors of development or fall of ideologies. From the famous
White Wall, which separated the Upper and Lower Egypt, through
the Great Wall of China (Fig. 3), monumental and protective, or
through the wall of five stories Hawa Mahal (Jaipur, India, 1799)
(Fig. 4), laced and transparent, the Berlin Wall in the twentieth
century, the wall is always represented a reflection of the reality
of real life. “The history of architecture is the history of the wall, a
history of wall is the history of the meaning of physical sacrifice by
a wall” (Brki¢, 1992:18).

“The comeback of the wall in modern architecture, the vitality of
this element, the constant transformation of the wall, not only
what tolerate but also causes, confirm its value, perfectly
independent of style, fashion and personal taste” (Radovi¢, 1998:
376). This thought is confirmed by numerous examples, where
the wall was in addition to their structural features, still the
holder of certain ideas. Rationalists of the eighteenth century the
wall used as a legitimate means for the formation of primary
geometric bodies. Boullee and Ledu are the sovereign rulers of the
walls. “.. Boullee, which liked continuous walls, looked with
askance at what can openings do bad to the outer shell of
buildings” (Apxajm, 1990:197). Wall of the 19th century has been
burdened with ornaments, to discover the aesthetic values of”
pure land, whose expressive power has been lost since Egyptian
time” (Gidion, 1968:31) in terms of concepts of space and time,
began after 1920 by Theo van Doesburg, Gerrit Rietveld and Mies
van der Rohe.

Frank Lloyd Wright emphasized the strength of the wall in one of
his most famous works - Larkin building (Fig. 5), for which he
said: “Almost all the technological innovations that are used today
were proposed in 1904 at Larkin building.” Amsterdam School in
Oud based work on the wall, using bricks, and has made rich
forms of modern morphology. Berlages Stock Exchange in
Amsterdam built in 1903 is one of the first buildings in Europe
which had the facade of which is treated as a smooth wall surface.
Adolf Loos manipulate with freedom with the masses of the wall,
connecting true with aesthetic. Alvar Aalto has placed the wall in
the center of the modern architecture. In his Finnish Pavilion (Fig.
6), shown at the world exhibition in New York in 1939, was
“without doubt the most spirited architectural work” (Gidion,
1968:384) shown in this exhibition. “His curved walls surrounds in
free space three-storey height building, not vertical but tilted
forward in space.” His House of Culture in Sturenkatu, Helsinki,
Finland (Fig. 7) is a facility in which was developed the wedge-
shaped brick for making wave formed outer wall.

"Graceful form of a brick wall represents Aldos ambition to attain
organic architecture rich in nuanced form” (Lahti, 2004:74). Le
Corbusier set up a wall in the center of the story about architecture
(his second point relates to the functional independence of the

skeleton and the wall). Louis Kahn has posted a new way to set
the expressiveness of the wall, for example, walls in Ahmedabad
(Institute of Public Administration, at Ahmedabad, India, 1963.)
(Fig. 8), so it is quite understandable why the builders was
amased bz Kahns work. “Louis Kahn’s laboratory in Philadelphia
were the sensations of America building in 1960, which are, as we
believe, very closely related Larkin Building” (Giedion, 1969: 271).
Wall as a motive culminates with the third generation. In one text
Charles Jencks believes that the third generation is fascinated by a
wall, so he even the modern architectural movement call
“wallism” (Sharp,1978: 225). Daniel Libeskind develops the wall
theme in architectural structures, initiated the idea of the wall,
lifting it to a higher cognitive level (Fig. 9).

In minimalism, the wall is very differently used, its expression can
be compared with ,all said”, but always through the language of
silence. If we remember Khan's question “What building wants to
be?” we have to ask the question, “What wall wants to be 2" If it is
“... the something where the modernists were the best: abstract
wall handling..” (Traktenberg, Hajman: 2006:507), the
lightmotive in minimalism, in terms of searching for the essence,
then the wall is the embodiment of authorial attitude. If the wall
is understood as border between inside and outside, the author
expresses his views on the borders, so the language represents
authors identity. The wall becomes a rich visual experience
expressed by the language of silence.

Tadao Ando, sets the wall pure and raw as the holder of the process
and volume, and using it he express his strength and durability of its
artistic expression in symbiosis, which leads to a different spirituality
but always tied to tradition (Fig. 10). The wall sometimes express
the authors rejection of alienated urban environment (Fig. 11). So
Ando is using basic geometry as the primary aspect for expression
and control, which becomes an expression of quiet serenity of the
natural environment or the saturation of urban chaos. The wall has
a certain rigidity, mass continuity, and those properties are
transposed to the building itself, which defines the basic character
of his expression. Claudio Silvestrin also sets clear wall, as an
impressive, massive, tall (9 meters) and mortared wall of outside
facade, interrupted with vertical gap which interrupts the border to
give functionality for the door (Fig. 12).

Louis Barragan used a white wall in his house in Las Arboledas as a
screen on which he can read the changes in light and a effect similar
to shadow of fluttering branches (Fig. 13). In order to express the
essence of the building, he is using two walls, high and lower one,
and connects them with a big wooden door (Fig. 14). Silence,
stillness, a sense that time stands still and provides spirituality to
Baragans work, as well as representing an outstanding example of
form in architecture that is completely immune to other influences
exept those of personal and internal nature, undoubtedly
contributed to the new generation of minimalist to orientate in
their attempts to form their own expression. One of them is
certainly Eduardo Souto de Moura (Fig. 15).

A somewhat different expression of the wall, growing out of
copyright attitude towards the wall as a border, can be seen at
two facilities in Munich. The first is Brandhorst Museum (Fig. 16),
whose facade is a wall of abstract painting that hides what is

(5]
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n.3.

Benuku 3ug, Nekunr, Kuna, 1345.
Fig. 3.

The Great Wall, Beijing, China, 1345.

PajT je noteHumpao uspctofiy 3MAa y jemHOM O CBOjuX
Hajno3Hatujux aena — o6jekty Nlapkun (Cn. 5), 3a Koju je cam
pekao: ,[0TOBO (Be TexHOMOLIKE WHOBauuje Koje ce AaHac
KopucTe bune cy npeanoxete y 06jexty lapkux 1904, rogue.”
(Kaufmann, 1998:37—138). Amctepaamcka wkona y Oyay je Ha
TeMelby 31da, y3 ynotpeby oneke, ocTBapuna borate obnuke
mopepHe mopdonoruje (Joedicke, 1961:170). bepnaxeosa
bep3ay Amctepaamy 13 1903. roguHe je jefaH oa npBux objexata
y EBponu koju je umao pacady umju ce 3uz TpETUPao Kao rnatka
noBpLuMHa (TuanoH, 1968:212). Nloc je cnobopHo MaHumynncao
Macama 3uga, cnajajyin ectetcko ca uctuHckum. Anto (Alvar
Aalto) je nocTaBuo 31z y LeHTap MoZepHe apxuTeKType. Y cBom
duHcKom naBurboHy (Cn. 6), IPUKa3aHOM Ha CBETCKO] U3N0K0M y
Hbyjopky 1939. roauHe, Koju je ,6e3 cymibe HajofBaxHuje
APXUTEKTOHCKO [eno” MnpukasaHo Ha 0Boj u3noxbu, Anto je
BeoMa cno6oaHo kopuctno 3ug (Tnauno, 1968:384)., Hheros 3ua,
n3BYyYeH y cnobodHMM KpUBMHAaMa, onacyje NpocTop Kpo3 Tpu
(npaTHe BWCMHE, He BepTUKanHo Beh je HarHyT Hanpeg y
npoctop”. HberoB KyntypHu ueHtap y Crypekaty (House of

(n. 4.

XaBa Maxan unu
Nanara BetpoBa,
lajnyp, Unpuja,
1799.

Fig. 4.

Hawa Mahal or
“Palace of the
Winds", Jaipur,
India, 1799.

Culture), Xencunkm, Ouncka (Cn. 7), objekar je y Kome je ,pa3Buo
KNMHAcTo 00MMKOBaHY OMeKy 3a 3aTanacaHu CMofbHU 3u.
JpaxecHa ¢opma 0BOT 3uAa Of Oneke npefcTaBba AnjioBy
ambuLmjy 3a LOCT3atbeM OpraHCKe apxUTEKType Y HUjaHCUpaHo
6oratoj popmu” (Lahti, 2004:74). Kopbusuje je noctaBuo 3ua y
CpeauLLTe NpUye 0 apXUTEKTYpH (HeroBa Apyra Tauka ce OfHOCH
Ha $YHKLMOHANHY He3aBMCHOCT CkeneTa v 3uaa). Kau (Luis Kahn)
je Ha HOBYM HauWH MOCTABMO eKCMPECUBHOCT 3MAa, Ha NpUMep
3ugosn y Axmepabagy (Institute of Public Administration,
Ahmedabad, India, 1963), (Cn. 8) na je cacBum pasym/ibuBo
3aWTo cy ce KaHy HajBuiwe auBuAN rpagutesbu. Jlabopatopuje
Nyuc Kana y Ounapendmju 6bune cy rpaheBuHcka ceHsaumja
Amepuke 1960, a 0He Cy, Kao LUTO Bepyjemo, BP0 611CKO CpoaHe
Napkun 6ungunry” (Tnauon, 1969:271).

31A Kao MOTMB KynMuHupa ca Tpehom reHepaumjom. Y jeaHom
(BOM TeKCTY LleHKc cmaTpa Aa je Tpeha reHepauuja dacumHupaxa
31poM, na 360r Tora OH YaK Taj MOKPET MOJEPHe apxuTeKType
Hasuea ,3uamsam” (wallsm) (Sharp,1978:225). Jlubeckuna
(Daniel Libeskind) Temy 31aa pasBuja y apxuTeKTOHCKN CKnon

7.

Ansap Anto: Kyntyphu uentap y (rypenkary,
Ouncka, 1958.

Fig. 7.

Alvar Aalto: House of Culture, Sturenkatu,
Helsinki, Finland, 1958.
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(n.5.

Openk Jloja Pajt:

AAMMHMCTpATMBHA

3rpapa Jlapkuu,

Bydano, 1906.

Fig. 5.

Frank Lloyd Wright: 7

Larkin I

Administration 3
Building, 1906.

going on inside. Another object of the Church of St.Heart (Fig. 17),
two cubes in each other, full of light and life, with opaque glass
facade enclosing the inner wall of a wooden shell. The front glass
facade of the building is a large door that opens during special
holidays.

Wall as a full dematerialization of space, as well as imagination,
the abolition of border inside - outside, are using John Powson
and Shigeru Ban, but in different ways.

Pouson building has some extended cold poetic aspiration (El
Croquis, 2005), which is based on the sense of time passing, and
which approaches the nature of the object. The holder of the
aspirations of the massive wall, with its continuity, realizes the
interaction between the exterior and interior. Potential border
inside-outside is breaked by the glass wall with its transparency
and ease, but in quite another way: the boundary that is deleted,
becomes a reference to the memory (Fig. 18).

Ban is treating the wall as skin, and that way he express his
attitude about border (McQuaid, 2003).. Decisive characteristics
of the skin, like a layer, is its ability to adapt. The same happens
with the buildings, the walls of their facades adapt. When it is
about the natural environment, Ban expressed his view with
architecture of transparency: when the sliding glass door is
collapsed, the wall dissapears (Fig. 19), the architecture is
surrounded by the natural environment. As for the urban
environment, the elimination of the wall (facade) is an unusual
move: double curtain can be closed completely and thus provides
indoor climate and intimacy (Fig. 20).

(n. 6.

AnBap Anto: OuHckn naBubOH, tbyjopk, 1939.
Fig. 6.

Alvar Aalto: Finnish Pavilion, New York, 1939.

WINDOW

“Window is a place in wall where we can enter or leave, while the
body does not move. The window symbolizes a connection with
those outside, the unknown that is the subject of knowing. The
change of the semantic field is static, we can get out through the
window or go, while we go nowhere” (Gerbran, A.; Sevalije: 763).
The windows of Renaissance palaces are compared with the eyes
(Apxajm, 1990: 198). “As an opening to air and light, the window
symbolizes the ability to receive; if the window is circular, so is the
reception, signifying the one who has the eye and mind; if it is
square, it is a terrestrial reception in comparison to what comes
from the skies” (Gerbran, Sevalije, 2010:750). A window as an
element has always been the bearer of the idea of certain stylistic
features : as an element of decoration (Fig. 21), as recognizable
feature and always as the same facade identity (Fig.22), as a
romantic vision (decorative lid only tells that there may exist a
window ) (Fig.23) or as a segment of fagade canvas with height of
15m (Fig. 24).

One of the crucial elements of composition in modern architecture,
is @ window. Broad, horizontal windows so. “Chicago windows’,
the symbol of the Chicago school (in which is the first time since
the 19th century overcamed the separation of design from
architecture) from the late nineteenth century, were modere
performance commercial buildings. “Initially, the window was a
hole in the wall - relatively small area with simple contours in the
“casement” of the large wall area ... there is something disturbing
about the perceptual and modern windows, which are simply
slots...” (Apxajm, 1998:205). “One of the characteristics of modern
architectureis a horizontal window” (Vasari, 1970: 20).“Horizontal
window at Mies, 1922. (Joedicke, 1961: 122), seems to be the
phase between the traditional windows (including the one that
was mentioned by Cukarija in Rome around 1590 (Santories,
Encyklopedie: 113), and curtain wall where the windows no
longer open” (Radovi¢, 1998:371). Le Corbusier is always turning
to the windows as necessary motives of its architecture: from the
Savoy Villa, where is used a join type window as a high principle
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(n.8.

Nyuc Kan: UncTutyT jaBHe agmuHucTpaumje,
Axmepabap, Unauja, 1963.

Fig. 8.

Luis Kahn: Institute of Public Administration,
Ahmedabad, India, 1963.

VHULMPaH AEjOM 313, NoAKYfin ra Ha BULLY CMO3HajHY paBaH
(Cn.9).

Y MUHUManu3my, 314 Ce BEOMa Pa3nnuMTO KOPUCTH, HEeros
13pa3 ce MOXe NOpeAuTH Ca CBUM Behi U3HETUM, ai YBeK Kpo3
je3uk TuwmHe. Ako ce cetumo KavoBor nuTamba: ,LUTa 3rpaga
*enu Aa byme?’, Moxemo noctasuti nutarbe , LLita 3ug xenu ga
6yne?” Ako je ,[...] OHO y uemy cy MmopepHUCTY bunm Hajborby:
ancTpakTHO — pykoBame 3upoBuma [...15 najtmoTm Y
MUHUMANKM3My Y CMICTY Tpararba 3a CYLITMHOM, OHAA je 3uj
oTenoTBopetbe aytopckor ctaBa (TpakteHbepr, XajmaH: 2006:
507). Ako 31Uz CXBaTUMO Kao rpaHuLy usmehy yHyTpa u cnosba,
ayTop U3paxaBa (Boje Buljerbe Te rpaHuLie, Na je3nk npefcTaBsba
AyTOPCKM WAEHTUTET. 3uA nocTaje Gorato BU3YeNHO MCKYCTBO
NCKA3aHO je3MKOM TULLIMHE,

Tapao Anpo (Tadao Ando) umcTo M CMpOBO MOCTaB/ba 31A Kao
HOCMOLLa MpoLieca U BOYMeHa, MPeKOo Hera UCMosbasa cHary u
MOCTOjaHOCT CBOT JIMKOBHOT 1U3pa3a y cUMOMO3N Koja BOAM Ka
JApyraumjoj ByXxoBHOCTU i Be3aHoj yBek 3a Tpaguunjy (Cn. 10).
3un Hekazia n3pakaBa ayTopcki CTaB O HempuxBaTakby oTyheHe
ypbane okonuHe (Cn. 11). Tako AHZO KOpUCTW npUMapHy
reomMeTpujy Kao OCHOBHO CPeACTBO M3pa3a W KOHTpone Koja
nocTaje M3pa3 TULLMHE Y MUPHONM NpUPOAHOT ambujeHTa unm y
npe3acufieHocTn ypbaHor xaoca. 3up nocepyje ogmpeheHy
KpYTOCT, KOHTUHYUTET Mace, 1 Ty CBOjy 0COBUHY TPaHCMOHYje Ha
(am o6jekat, unme My feduHILLE OCHOBHU KapaKTep u3pasa. 1l
Cungectpud (Claudio Silvestrin) uucto noctaB/ba 31, Kao
UMNpecuBaH, MaciBaH, BUCOK (9 M) omanTepucaH 3ug CnosbHe
dacagie, MPeKMHyT BepTUKANHOM MPa3HMHOM Koja npekuaa
rpatuuy y ¢yHkumju Bpata (Cn. 12).

baparaH (Louis Barragan) je ynotpebuo 6enn 3ug, y cBom
objexTy y llac Apbonenacy, kao ekpaH Ha KOMe MO3Xe [ia e unTa
MpoMeHa CBETNOCTY U OHO LITO NofceNa Ha CeHKy nenpLuaBux
rpaHa (Cn. 13). Kako 61 u3pasuo cywuHy rpahetba, Kopuctu
[Ba 313, BUCOKN 1 HIKM, U NIOBE3Yje UX BeNKUM JpBEHUM
gpatuma (Cn. 14). TuwmHa, mupHoha, ocefiaj BpemeHa Koje joLu
cToju v 06e36efhyje ayxoBHocT, y baparaHoBuMm pasoBuma, UCTO
Kao LTO perpeseHTyje u3BaHpefaH npumep dopme Yy
apXUTEKTYPU KOjui je y NOTMYHOCTI MMYH Ha (Be pyre yTuuaje
(eM OHMX NIMUHe U YHYTpallitbe NPUPOLE, HECYMIbUBO CY
LOMpPUHENM HOBUM TeHepauujaMa MUHUManACTa fda (e
OpUjeHTMLLY Y CBOjUM MOKyLajuma dopmuparba CONCTBEHOT
n3pasa. JenaH of mwux je ceakako u Coto ge Mopa (Eduardo
Souto de Moura) (Cn. 15).

Hewto apyraumju u3pa3 3uha, HacTao W3 ayTopckor (TaBa
npema 3uzy Kao rpaHuLiy, MoXe ce carnefaTil Ha iBa objekTa y
Munxey. Mpau je bpangxopct my3ej (Cn. 16), umju 3ua dpacage
npefcTaB/ba ancTpakTHy CINKY Koja CKpUBa OHO LTO e foraha
yHyTpa. [lpyru objexar je Lipkea (8. Cpua (Cn. 17), Age Kouke
jeaHa y apyroj, nyHe CBETNOCTM W XWBOTA, Yj HEMPO3MPHU
CTaKnenu GacagHu 3ud obasuja yHyTpalLiby APBEHY Jbycky.
lpenrba cTakneHa Gacana 3rpafe NpeAcTassba Benka Bpata,
Koja ce 0TBOPajy 3a BpeMe nocebHIX NpasHIKa.

3ua Kao NOTNyHy [ematepujanu3auujy NpocTopa, Kao
UMaruHauKjy, ykuaatee rpaHule yHytpa — crofba, Kopucre
MoycoH (John Powson) u ban (Shigeru Ban), anu Ha pasnuuute
HauuHe.
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. 9. (n.10.

[Ianuen Nlu6eckunp: Cryano Beun, Can Tapao Anpo: Cajamanke ucTopujcku mysej,
Kapnoc, Majopka, Linanuja, 2003. Ocaka, Janan, 2001.

Fig.9. Fig. 10.

Daniel Libeskind: Studio Weil, San Carlos, Tadao Ando: Sayamaike Historical Museum,
Mallorca, Spain, 2003. Osaka, Japan, 2001.

.11,

Tapao Anpo: Kyhia Auyma, Ocaka, 1975.

Fig. 11.

Tadao Ando: Azuma House, Osaka, 1975.

(n.12. . 13.

Knayawo Cunsecrpun: Kyha Hojenpopd, Nyuc baparan: QoHtaxa, Nlac Ap6onepac, Mekcuko
Majopka, 1989. Cun, 1963.

Fig. 12. Fig. 13.

Claudio Silvestrin: Neuendorf House, Louis Barragan: Drinking Trough Fountain, Las

Majorca, 1989. Arboledas, Mexico City, 1963.
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(n.14. (n. 15.

Nync baparan: Mactep nnaH 3a Jloc Kny6ec, Epyapao Coto ge Mopa: Kyha Maja,
ynas 3a nocnyry, Mexkcuko Cutu, 1968. Maja, 1993.

Fig. 14. Fig. 15.

Louis Barragan: Master plan for Los Clubes, Eduardo Souto de Moura: Maja House,
Service entrance, Mexico City, 1968. Maja, 1993.

n.17.

AnmaH Catnep Bannep:
LipkBa CB. Cpua, npearwa
1 6ouHa pacapa,
Mumnxen, 2000.

Fig. 17.

Allmann Sattler

(n. 6.

Cayep6pyw XyToH: My3ej W_appner: The Herz Jesu
Kirche, (Church of the

Bbpanpxopct, Munxex, 2000.

Fig. 16. Sacred Heart), front and

Sauerbruch Hutton: Brandhorst Z'de facad;:ohgunlch,

Museum, Munchen, 2000. ermany, .

MoycoHoBa 3rpaZa UMa W3BECHY MPOLUMPEHY XNafHY NOETCKY TeXHby, Koja je 6asupaHa
Ha ocefatby NPONa3HOCTI BpemeHa, a Koja npubnuxasa objexat npupoam (El Croquis,
2005). Hocunau Te Textbe je MacuBaH 3uf Koju CBOjUM KOHTWHYWUTETOM OCTBapyje
uHTEpaKUMjy u3mehy exctepujepa u eHtepujepa. loTeHuwjanHy rpaHuuy yHyTpa —
CNosba YKUAA 1 CTaKNeHn 3ua CBOjoM TpaHcnapeHTHoLLy 1 nakohom, anu cacBUM Ha
APYriA HAYNH: rPaHMLA Koja ce BpuLLe nocTaje HaroBewwTaj cehatba (Cn. 18).

baH (B0j CTaB 0 rpaHuuM u3paxasa Tpetupajyfin 3up kao koxy (McQuaid, 2003).
Onpegerbyjyhia KapakTepucTuka Koxe, Kao OMOTaua, jecte HeHa CMocobHOCT da ce
apantupa. Ucto ce fewasa u ca 06jeKTMa, 31B0BU UX0BUX dacaja ce afanTupajy.
Kaja ce pagu o npupogHOM OKpyetby, baH (BOj (TaB M3paaBa apxuTeKTypom
TPaHCMapeHTHOCTI: Kafa Cy KAN3HA CTaKneHa Bpata ckynibeHa, 3uda Hema (Cn. 19),
apXuTeKTypa ce yTana y npupogHo okpyxetve. Kada ce pagn o ypbaHom okpyxetby,
enMMmuHaLmja 3uga (dacape) npeactasba HeobuyaH note3: ABOCTPYKa 3aBeca Ce Moxe
3aTBOPUTM NOTNYHO Kako 61 ce 06e36eaunu yHyTpaLLkba knuma n uHTUMHOCT (Cn. 20).
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(n.18. Cn.19. (n.20

llon Moycon: Kyha Moycon, Llnrepy ban: Kyha nposopcka cnuka, Uy, Llurepy ban: Kyha ca 3up 3aBecom,
Nonpon, 1999. Llinsyoka, Janan, 2002. Wra6awm, Tokuo, 1995.

Fig. 18. Fig. 19. Fig. 20.

John Powson: Powson House, Shigeru Ban: Picture Window House, Izu, Shigeru Ban: Curtain Wall House,
London, 1999. Shizuoka, Japan, 2002. Itabashi, Tokyo, 1995.

k4

n.21. .22 n.23.
Manacrup Ceeror hiepouma, Jlucabon, KonenxareH: HuxaBH, KyntypHo Hacnehe n bawra Maxopen, Mapaxkew, Mapoko
Moptyranuja (maHyenuHckn cTun) nyka, XVII gek (maHac my3ej, Hekapa Kyha WB Cen
Fig. 21. Fig. 22. Nopena)
St. Jeronimo Monastery, Lisbon, Portugal Kopenhagen: Nyhavn, heritage harbor, Fig. 23.
(Manueline style) XVII century Jardin Majorelle, Marrakech,

Morocco (museum today, ex Yves

(n. 24. Saint Laurent’ House)

CHoxeTa: Onepa, Ocnio, nornep Ha
npo3op u3 eHTepujepa

Fig.24.

Snohetta: Opera, Oslo, window
seen from interior

of modernism, to Ronchan which uses a complex system of holes. In a long series of house
projects (Fig. 25), is constantly present memory of the “mysterious holes,” as described in
a sketch parts of the villa of Hadrian at Tivoli (Jacobus, 1966:89).

“Openings on Wright ‘s building, on the other hand, are not inconsistent with the
surrounding area but its continuation. Wright said: “There is no meaning to talk about the
doors and windows.” His openings are as in the textile weaving: they are what is left
between the forms” (Apxajm, 1990:198). Wright Prairie house, may be viewed as a series
of “protruding windows” that were thrown out parts of space which they belong.
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P0O30P

,Npo30op je mMecTo Ha 3uay rae moxemo yhu un usahu, a aa
MPUTOM U He NoKpeHemo Teno. [po3op cumbonuLLe noBe3aHoCT
C OHMM W3BaH, Hemo3HaTuM, Koje je MpegmeT Cno3HaBarba.
[pomeHa CeMaHTUYKOT NoJba je CTaTYHa, 3axBasbyjyhin npo3opy
moxemo u3ahn uan yhu, a fa nputom Hurge He ogemo.”
(Tepbpan, LLeBanuje, 2009:763).

Mpo3opu peHecaHcHUX nanata cy ynopehuBaHn ca ounma
(Apxajm, 1990:198). ,Kao otBOp Npema Bazayxy W CBETNOCTH,
npo3op cumbonu3yje CNocobHOCT MpuMarba; ako je npo3op
OKpYrao, Takas je 1 npujem, 3Hauu Kao OHaj Koju noceayje oko n
(BECT; aKo je YETBPTACT, paJu Ce 0 3eMalbCkoM Npujemy y 0AHOCY
Ha OHO LWTO Aonasu ca He6a” (fepbpan, Leanuje, 2010: 750).
Mpo3op Kao enemeHT yBek je 610 Hocunay ofpeheHux ugeja
Kpo3 CTUICKe oAnuKe: Kao enemeHT aekopaumje (Cn. 21), Kao
npeno3HatbiB 1 yBek Ut dacaaHm uaentutet (Cn. 22), kao
POMaHTUYHa BU3Uja (LeKopaTuBaH Kanak camo roBopu Aa om Ty
morao Aa noctoju npo3op) (Cn. 23) wan cermeHT acagHor
nnatHa BucuHe 15 m (Cn. 24).

JegaH of oanyuyjyfinx enemeHata Komnosuuuje y MoAepHo;j
apxutekTypu jecte npo3op. LLupoku, xopu3oHTanHu nposopy,
13B. ,umkawkm nposopu” (Chicago windows), cumbon umkatuke

wKone (y Kojoj je npBm NyT oA 19. Beka HaBNaAano oABajare
KOHCTpYKUMje of apxuTekType) ca Kpaja XIX Beka, 6umm cy
neppomaHca MoiepHe nocnoBHe 3rpage. ,lpBobuTHO, Npo3op
je pyna y 3ugy — Cpa3mepHO Mana MOBPLUMHA jefHOCTaBHe
KOHType y OKBMPY Benuke noBplinHe 3uja [...] uma Heuer
onaxajHo y3Hemupasajyher y Be3u ca MoepHUM Npo30puMa,
koju cy npocto npope3u [...]" (Apxajm, 1998:205). ,JeaHa op
KapaKTepucTka MOJepHe apXUTEKTYpe je XOpU3OHTanHu
npo3op” (Vasari, 1970:20). ,Xopu3oHTanaH npo3op kog Muca u3
1922. roguHe (Joedicke, 1961:122), ka0 pa je etana usmehy
TPaAnUMoHanHux npo3opa (Mehy kojuma je 1 oHaj Llykapuja koju
rosopu y Pumy u3 1590. roaute (Santories, Encyklopedie : 113) u
311/1a 3aBece Ha KoMe Ce Npo30pH BuLLe 1 He 0TBapajy” (Pagosuh,
1998:371). Kopbusuje ce ctanHo nocsehyje npoopuma Kao
OUTHMM MoOTMBMMA CBoje apxuTekType: op Bune (aBoje, rpe
KOPUCTW  YAPYXHW NPO30P—Tpaky Kao BMCOKM MPUHLMN
MOfepHu3Ma, A0 POHWaHa, rae KOpUCTM COXEHW cUCTeM
oTBOpa. ¥ Ayrom Hu3y npojekata kyha (Cn. 25), npucyTHo je
CTanHo cehare Ha Te ,MUCTepUO3HE OTBOPE", KaKo je onncao y
jenHoj ckmun enose XaapujaHose une y Tuonujy (Jacobus,
1966:89).

n.25.

e Kop6usuje: Haceme Bajcenxod, LityTrapr,
Hemauka, 1927.

Fig. 25.

Le Corbusier: The resort Visenhof, Stuttgart,
Germany, 1927.

(n. 26.

Ckapna: yraohu npo3op, [uncoreka KanoBuaHa,
TpeBu3o, 1957.

Fig. 26.

Scarpa: Corner window, Gipsoteca Canoviana,
Treviso, 1957.
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The author who has built his compositional system in solving the
windows and light, by being made usable two developmental
characteristics of modern architecture, is Carlo Scarpa. The first
made “arched window” of secession without the interference of
classical knowledge, and the other is that he then became a
corner window as can be found in Wright's and the De Stijl
movement. Scarpa has translated the corner window of the new
spatial concepts in the vocabulary of Venice: the light that creates a
window inthe cornerbecomes chromatic brilliance full transparency,
typical of regional visual art through the ages (Fig. 26).

Bearing in mind that the light is the central theme of the identity
of minimalism in architecture (Vasilski, 2010: 1-20), it can be
concluded that the window remains her constant theme, whether
it is reduced to a point, line, or the whole area, serving both
functions and expressive tasks. The elements have so diverse
positions and destinies, and the window between them, and all
the openings, that to them may not be made definitive theoretical
conclusions.

Inmany Barragan’s works, modest facade has very strict finishing.
In its simplicity the only decorations are convected windows and
bars on them with frames that form a network. Some of its formal
designs, including the frameless windows in his house, were the
subject of detailed analysis of architects such as Tadao Ando,
Alvaro Siza, Claudio Silvestrini, Eduardo Souto de Moura. Among
the motives that form the language of minimalism, certainly one

(n.27.

Nyuc baparan: Kyha baparan,
1947.

Fig. 27.

Luis Barragan: Barragan
House, 1947.

(n. 28.
Tapao Anpo: LipkBa cBetnocty,
N6apaku, Ocaka, JanaH, 1988.

Fig. 28.
Tadao Ando: Chirch of Light, Ibaraki,
Osaka, Japan, 1988.

that is best known as the taken motives from Barragan home (Fig.
27) - took by Tadao Ando to design his Church of light (Fig. 28)
and Baes, who applied it in the Turegano building (Fig. 29) . When
Ando visited this house he admitted that the Barragans window
was the inspiration for his project.

The composition of the window allows the interpretation of non-
living forms. In contrast to the volume that can be formed
unconsciously, positioning windows - holes are planned by the
composition. SANAA in school object in Essen (Fig. 30) uses a
different size windows in the exterior walls so that each job place
receives the required amount of daylight and simultaneously
achieves a visual connection with the environment. Chipperfield
also act similarly in their residential building in Madrid (Fig. 31),
each window on the facade has an unique position. Baeza in his
bank office building (Fig. 32) in Granada, pulls windows inward,
and thus on the south facade receives brsoleil, while on the
northern side provides a homogeneous, continuous light specific
to the northern side where the individual offices are located.
“Breaking the limit for moving from one semantic field to another
is associated with the notion of opening. As for the imaginary
hole is richer in meaning than mere gaps: full with all possibilities
of what will be met or that which will pass through its opening, it
was full of waiting, or the sudden presence of some knowledge”
(Gerbran, A.; Sevalije: 571). Neutral and elegant windows all over
the surface of the wall, give special effect in the interior, entering

W= -

(n. 29.

An6epro Kamno baece: Kyha
TyperaHo, 1988.

Fig. 29.

Alberto Campo Baeza: Turegano
House, 1988.
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,0TBOpY PajToBe 3rpaje, C Apyre CTpaHe, He CToje y CynpoTHOCTU
(a OKOJIHIM NPOCTOPOM, Hero Cy HeroBo npopyxerse. Pajt je
roBopuo: ‘Hema BuLLIe HUKAKBOT CMICNA ia Ce FOBOPY 0 BpaTUMa
1 npo3opuma’. berou 0TBOPHU €y Kao y TEKCTUIHOM TKakby: OHU
Cy OHO WTO npeoctaje u3mehy obnuka.” (Apxajm, 1990 : 198).
PajroBa Mpepujcka kyha Mox/a ce Moxxe nocmaTpaTy Kao cepija
,M300ueHnx npo3opa” Kojuma cy usbaueHn AenoBn npoctopa
Koju UM npunagajy.

AyTop Koju je CBOj KOMMO3WLMOHW CUCTEM W3rPagno npu
pelaBarwy npo3opa W (BETNOCTM, TUME LUTO je YYMHMO
ynotpe6/bBUM  [iBe  pa3BOjHe  KapaKTepucTuke MOAepHe
apxurekType, jecte Ckapna (Carlo Scarpa). MpBa je HanpaBuna
,300ueH npo3op” ceiecuje 6e3 ynamuTarba KNACUYHOT 3Haba, a
JApyrajeTa /a je OH OHA NOCTA0 YraoH! MPO30p Kao LUTO Ce MoXe
Hafin kog Pajta unny [le Crujn nokpety. Ckapna je npeBeo yraoHu
Npo30p HOBOI MPOCTOPHOr KOHUenTa y Bokabynap BeHeuuje:
(BTIOCT Koja Ce (TBapa y OBMM YraoHMM Mpo30puma nocTaje
XPOMaTCKM Cjaj NyH TPAHCNAPEHTHOCTM, TUMYAH 3a PeruioHasHe
BU3yeNHe yMeTHOCTH Kpo3 Bekose (Cn. 26).

Kapa ce umay By Aa je CBETNOCT LLEHTPaNHa TeMa 3a MAEHTUTET
MUHUMANKU3Ma y apXUTEKTYpH, MOXe Ce 3aK/byuuTi Aa npo3op
0CTaje HbeH CTanH1 MoTUB, 6e3 063upa fa Ny je CBefieH Ha Tauky,
NVHM)Y WKW je Lena noBpLUIMHA, CTyxehi UCTOBpeMeHo U
dyHKUMjama 1 n3paxajHum 3agaumuma (Bacuncku, 2010 : 1-20).
EnemeHTn umajy Tako pasHonuke nouuuje u cyabuHe, na u
npo3op mehy iMma, Kao 1 (B OTBOPH, Aa Ce Ha HUMa He CMejy
NpaBUTY JeOUHUTUBHY TEOPETCKM 3aKIbYULM.

(n. 30.

Ha mHorum baparaHoBuM Aenuma, CkpoMHa Gacajia Mma Beoma
CTpory 3aBpLuHy 06pagy. Y Toj jeAHOCTaBHOCTU jeMHM YKpac cy
n3bayeHn npo3opu U pelleTke (a OKBUPUMA Ha HUMA Koju
dopmupajy mpexy. Hekn of weroBux dopmanHux peLuerba,
mehy Kojuma cy n npo3opu 6e3 okBUpa Ha Herosoj Kyhu, bunu cy
npeaMmeT JeTalbHUX aHanN3a apxuTeKara kao o cy Tagao AHgo,
Angapo (u3a, Knayamo CunsectpuH, Eayapmo Coto ge Mopa.
Mehy moTuBMMa Koji GOpMMPajy je3nK MUHIUMaNN3Ma, (BakaKo
je Hajno3HaTuju oHaj koju cy u3 baparaHose kyhe (Cn. 27)
npey3enu Tagao AHA0 3a (Boj npojekar Lipkea ceetnocTy (Cn. 28)
kao n baece, koju ra je npumenno y Kyhn TyperaHo (Cn. 29).
Mpunukom nocete 0Boj Kyhi, AHAO je npu3Hao Aa je baparaHos
npo3op 610 MHCMMpaLKja 3a HeroB npojexar.

Komno3uumja npo3opa omoryhaBa Tymauere Hexuse dopme.
3a pa3nuky of BONyMeHa Koju Moxe ja 6yne HecBecHo
dopmupaH, No3MLMOHMPatLe NPO30pa — 0TBOPa — NAaHuMpa ce
npema komno3uumju. CaHa (SANAA) y objekTy wkone y Eceny (Cn.
30) KopucTM pasnuuuTe AUMeEH3Mje Npo3opa Y Cnosballbum
3UJ0BMMA, TaKo [a (Bako pagHo Mecto fobuja notpebHy
KONMUMHY [HeBHe (BETIOCTM U WCTOBPeMeHO OCTBapyje
BI3yesIHe Be3e ca 0KonuHoM. U Yunepduna noctyna cnnuHo Ha
BoM cTambeHom 06jexty y Magpuay (Cn. 31), jep cBaku npo3op
Ha dacaau jeAMHCTBEHO MocTaBiba. baece, y CB0joj NOCIOBHO)
3rpagu 6anke (Cn. 32) y [paHagm, noBnauu nposope npema
YHYTPa, Na Ha Taj HaulH Ha jy>KHoj Gacapm Aobuja bpuconeje, foK
Ha CeBEPHOj, Ha K0joj Cy CMeLLTeHe MHAVBIAYaNHe KaHuenapuje,
UCTUM  NoCTYnKom  obe3bellyje  xomoreHy,  KOHTUHYyanHy

CneLuPuuHy CBETNOCT.

CAHA: LionBepun
wKona, Ecen,
Hemauka, 2002.
Fig. 30.

SANAA (Kazuyo
Sejima + Ryue
Nishizawa): The
Zollverein School,

Essen, Germany,
2002.
Cn.31.
Nlasup Yunepdunp:
BunaBepAe CTaHOBambe,
JMpobujarbe rpaHuLe pagu npemellTara M3 jefiHOra CEMaHTUYKOr nosba y Apyro Magapua, Wnanuja, 2005.
MoBe3aHo je ¢ Nojmom 0TBOpa. Ha nnaHy umarvHapHora pyna je 6oratuja 3Hauetuma o Fig.31.

David Chipperfield: Housing
Villaverde, Madrid, Spain,
2005.

nyKe npasHuHe: bpemeHuTa je (BUM MOryfHOCTMMA OHOra LUTO hie je MCMyHUTY UK OHOTa
wro hie npofin Kpo3 te31H 0TBOP, OHa je MyHa UeKatba U1 M3HeHaJHe CNo3Haje Kakee
npucytHoctu” (TepbpaH, LWeanuje, 2009:571). HeyTpantu u eneraHTHi npo3opy Liesiom
MOBPLUMHOM 3Ufia YHOCe nocebaH edeKat y eHeTepujep, yHOCE AUMEH3MjY XUBE CINKe
unn dunma. OBakas NpuCTyn je Beoma 4ect y Matbum ranepujama (Cn. 33) kao n y
NHAMBMAYanHUM cTambenum objektuma (Cn. 34, 35). Tpen oBakBMM Npu3opuMa
MocTaB/bamo NuTakbe: [la i je To CTaKNeHn 3ua Ui je To Beanku npo3op? [a nn je
ogroBop Moryh 1 fia m je yonwte 6utan? To je u3pa3 TULLKHE Y KOMe YOBEK NPOHaNasu
cebe, nocTaje cBeCTaH (BOT NOCTOjakba OBAE 1 Caia U BPeAHOCTU TPeHYTKa XMBOTa.
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the dimension of live pictures or film. This approach is very
common in smaller galleries (Fig. 33) as well as in individual
houses (Fig. 34), (Fig. 35). Seeing such things there raise the
question: Isita glass wall oris ita window? Is it possible to answer
and whether it is at all important? It is an expression of silence in
which man finds himself, becomes aware of its existence here and
now and the time value of life.

White geometric volume around the pool is the focus of the
project, which develops outside into side walls (Fig. 36). The
ambiguity of contours, caused by volume, creates a dynamic
relationship between the inner and outer space. Openings in the
peripheral wall are fragments of green environment, as well as
windows, no windows or windows without glass (Schleifer,
2006:34).

(n.32.

An6epro Kamno baece: YnpaBHa 3rpapa Kaja leHean e
Axopoc, [panapa, Winanuja, 2001.

Fig.32.

Alberto Campo Baeza: Head Office of the Caja General de
Ahorros, Granada, Spain, 2001.

STAIRS

Stairs are the dynamic principle of mastery of different heights,
they talk about the human need for ritual: to arrive, ascend,
enters. The ladder is symbolic related to axis of the world, “those
are the classic upward symbol, denotes not only cognitively, but
climbing in elevation and integral rise of whole being. They also
have a negative aspect: it is the descent, fall, return to the earth or
the underworld. Steps, namely, connecting three cosmic world in
them, not in the column, it adds all the drama of rectitude”
(Gerbran, Sevalije, 2009:647).

“All rising to great place is by a winding stair.” said Francis Bacon.
Mastering the height at the entrance to the building or in its
interior can be achieved by other means, but none is so filled with
parades and a sense of drama. The ancient Greeks built their
theaters, Epidaurus in the IV century BC was probably the best
known example of how the steps are simple to use as a seat (not
to mention the reason - knowledge of structures), a continuous
source of inspiration even in the twentieth century, when he
moved to work in Alvar Alto and Denys Lasdun (Powson, 1998:
94). Leisdan modelled the main auditorium in Royal National
Theatre in London, on ancient Greek theater at Epidaurus.

(n.33.

Knaypuo Cunectpun: fanepuja Buktopua
Mupo, Oupenua, Utanuja, 1990.

Fig. 33.

Claudio Silvestrin: Victoria Miro Gallery,
Florence, 1990.

(n.34.

NaBup Ynnepdunpa: Npusatha kyha, Kopy6epo,
Fanuuwja, Wnanwuja, 2002.

Fig. 34.

David Chipperfield: Private House, Corrubedo,
Galicia, Spain, 2002.
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Fig. 35.

Alberto Campo Baeza:
Turegano House, Madrid,
Spain, 1988.

(n.35.

An6epto Kamno baece:
Kyha Typeraxo, Magpua,
Llinanwja, 1988.

CTENEHWULLE

(reneHunue npemTaBrbajy AWHAMWYHO Hayeno CaBJiafjdBatba Pa3jINyUTUX BUCKHA, OHE

benn reometpujcku Bonymen oko 6aseHa npepcTaBiba Gokyc
npojekTa Koju ce cnosba pa3suja y obopHe 3ugose (Cn. 36).
JIBOCMUCNIEHOCT KOHTYpa, NPOy3pOKOBaHa BONYMEHOM, Kpeupa
AMHAMUYaH OfHOC u3Mely YHYTpalWer U Cnosballtber
npoctopa. 0TBOpY y 0604HOM 3y NpeacTaBbajy GparmenTe
OKpYXetba, Kao NPO30pCKM 0TBOPM, OTBOPY 6e3 npo3opa uam
kao npo3op 6e3 cTakna (Schleifer, 2006:34).

(n.36.

Manyen Aupec Mareyc: Kyha
y AneHkyepy, lMoptyranuja

Fig. 36.

Manuel Aires Mateus:

rOBOpE 0 Jby/ACKOj NOTPe6M 3a pUTYanom: Aia Ce CTUTHE, y3AMTHe, y3Hece. (Tenenuue cy
CUMBONMYHO CPOAIHE OCU CBETA, ,0HE Cy KNACUYHM y3Ma3Hu cUMOON Koju He 03HauaBa
(aMo YCMUHbabe Y CMO3HAJHO HETO 11 UHTETPanHO y3au3atbe Lenor buha. OHe umajy u
HeraTvBaH acnekT: TO je CMNa3aK, naj, MoBpaTaK Ha 3eMiby WAM y MOA3EMHM (BET.
(TeneHuLie, HavMe, MOBE3Yje TPU KOCMUYKA CBETA, Y HIMa, a He y cTyby, cabupa ce cBa

Apama ycnpasHocTu” (fepbpaH, LLeanuje, 2009:647).

(n.37. (n.38.

Xanc BaH pep Jlan: CeHt llox Moycon: Manactup locna,
beHepukTycGepr onatuja, Banc, Hosu [iByp, Yewka, 2004.
1956-86. Fig.38.

Fig. 37. John Powson: Monastery of Our
Hans van der Laan: Saint Lady, Novy Dvur, Czech Republic,
Benedictusberg Abbey, Vaals, 2004.

1956-86.

(n. 39.

Apan6epro Jlnbepa: Kyha
Mananapre, llyHta Macyno,
octpeo Kanpu, Utanuja, 1937.

Fig. 39.

Adalberto Libera: Casa Malaparte,
Punta Massullo, Island of Capri,
Italy, 1937.

Alenquer House, Portugal
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The Romans used the stairs as the center of the ritual, as well
Maya civilization. The Mayan culture of Uxmal, Yucatan, Mexico
(Fig. 45) impacted Jgrn Utzon: “The attitude of the third
generation to the past always oscillated around the question:
How is the human experience solved some problems in the other
period and on other occasions? In the Mayan architecture, with is
made from horizontal platforms at different levels, as well as their
broad stairs, Utzon found elements he searched for “(Giedion,
1969: 409). The renaissance of the stairs were a metaphor for the
heavenly aspirations. “Steps in Rome became the most beautiful
pedestal for the construction of the church (S. Maria Maggiore)
until they have grown almost to independent buildings that were
taken in the most noble way of merging the various levels of
space (Spanish steps, 1721-1725, which connects the Piazza
Spagna to the Trinita S. dei Monti)” (Giedion, 1968:66).

Through time and space, the stairs are always represented a
special message: used in the fine arts “Beaux-Arts - as well as
elaborating the set design element’, and the Bauhaus - “as an
essential element of the building the appearance of which is
perfectly suited to its task” (Ojeda, Pasnik: 2003:111).

Language of Silence, which is transferred from Cistercian
monastery (Fig. 37) by Pouson to the Czech Republic (Fig. 38),
takes the idea of using a clean flat surfaces, as a guide in the
search for essence. Probably the best known are those stairs in the
house Malaparte (Fig. 39), timeless and sublime in its beauty of
simplicity. The point is seen and felt. The same expression worn
stairs and Le Corbusier (Fig. 40) and Barragan (Fig. 41).

Stairs, as a symbol of overcoming height, very often without any
kind of fence (Fig. 42), and if they have it, the fence is very reduced
and almost dematerialized (Fig. 43). In the interior of public
spaces, they are often over dimensioned in an attempt to point
out the straight line (Fig. 44). And then, the thought take us again
back to the Mayan civilisation (Fig.45).

(n. 40.

Kop6usnje: CrambeHa srpapay Cn. 41.

Mopt Monutopy, Napus, Nlyuc baparan: Kyha-
OpaHuycka, 1934, KaHuenapuja, Mekcuko
Fig. 40 Cutn, 1947.

Le Corbusier: Residential Fig. 41.

building, Port de Molittor, Paris, Luis Barragan: House
France, 1934. Office, Mexico City, 1947.

Condlusion

In his lectures, Robert Wilson often recalls the lessons given by
Sibyll Moholy-Nagy at the Pratt Institute in New York in the early
Sixties: ,We were shown slides during Sibyll Moholy-Nagy’s
lectures on the history of architecture. They consisted of different
forms of energy, ranging from a Byzantine mosaic to a prehistoric
Sumerian vase and a 1922 telephone. We were bombarded by
various kinds of visual information. It was different in the lessons
based on verbal information. Therefore, what we felt was not
what we saw. And we had to make free associations between
what we saw and what we heard. Not necessarily like a collage,
but as in a structure. And then there was an exam...and the
students were confused and worried because they hadn’t been
given the answers. The learning process was much longer than a
semester, or five semesters or even a five-year course. It was a
way of thinking, an experience of associations that spanned an
entire lifetime” (F.Quadri, F.Bertoni, R.Stearns, 1997:232). Or, as
Socrates taught: learning, like a life process associated with the
acquisition of experience, with changing the character and image
of the world, is possible only if there is awareness of ignorance.
Architecture should speak for itself, with its own language, there
is no manifest. It is its own manifesto. Kandinsky even wrote in his
1911 essay “About the spiritual in art”: “Every epoch has its own
measure of artistic freedom, and hence the most creative genius
can not exceed the limits of that freedom” (Jung, 1996:314).
Minimalism is not the architecture that confront itself, deviant
architecture or difference work: it is defined not by what is not
there, but the true values that are present and their abundance in
the application - experience that is spoken with its language.
Talking about minimalism in architecture, appears again a
guiding theory from Martin Hidegger, from the famous Heradlitus-
seminar led in 1966 with E. Fink: “Every day we must invent new
concepts”in pursuit of own vision of the world. Forimago mundi,
a microcosm who embodies the world of the individual, is
certainly a step towards to a more valuable life. “Nevertheless,
one goes on working, telling stories, giving form to truth, hoping
darkly, sometimes almost confidently, that truth and serene form
will avail to set free the human spirit and prepare mankind for a
better, lovelier, worthier life” (Mann, 1959:203).

(n.42.

Majkn fabenuuu:
CraH, Ibyjopk,
1985.

Fig. 42.

Michael Gabellini:
Dente residence,
New York, 1985.
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,(BeYYCNOHY 10 BAXKHOT MeCTa je N0 KPUBYAABUM CTereHnLama’,
pekao je ®peHcuc bekoH. (aBnagaBarbe BUCUHE NpU ynasy y
objekaT WM y HEroBoM YHyTpallkem MNpocTopy Moxe ce
nocTuhu 1 Apyrium CpeacTBUMA, AW HUjeHO Hutje Tako UCMYHHO
ocehajem nosopke u Apame. Crapu lpum cy nogusann (Boja
nosopuwta, EnugaypycusIVe. n. H. e. je BepoBaTHO Hajno3HaTHju
npumep, Tako LUTO Cy jefHOCTABHO KOPUCTUAN CTeNeHuLe Kao
CeANLLITa (A2 HE NOMUEMO PA3NOr — N03HaBakbe KOHCTPYKLM]a).
OBaj MoTuB 610 je HenpeKaHN N3BOP MHCMPaLMje, Yak 11 y XX
BeKy kapa ce npecenno 1 y geno Anta (Alvar Alto) n Jlencpana

,CTeneHuuy cy y Pumy noctanu Hajneniun noctameHT 3a rpafere
upku (S. Maria Maggiore) mOK HUCy u3pacau roToBO Y
amocTanHe rpafjeBuHe Koje Cy Ha HajnnemMeHUTUjn HauuH
npey3ene CTanare NpocTopa pasHux HBoa (LLinaxcku creneHuk,
1721-1725, Koju cnaja Piazza Spagna ca S. Trinita dei Monti)”
(TuanoH, 1968:66).

Kpo3 Bpeme u npocTop, CTemeHuue cy yBek npepctaBibane
noce6bHe nopyke: kopuiwheHe cy y Jlenum ymeTHocTuma , Beaux-
Arts — kao pa3pahyjyhn enement cueHorpaduje’, a y bayxaycy
,Kao OUTaH enemeHar 3rpajie unju 3rnes CaBpLUEHO 0ATOBapa

(Denys Lasdun) (Powson, 1998:94). JlemcpaH je rnasHu
ayauTopujym y cBoM KpasibeBCKOM HaLMOHANHOM NO30pULLITY Y
JToHpoHy MOZEN0Ba0 No Y30py Ha aHTUYKO FPUKO No3opuiLTe y
Enugaypycy. Pummanu ¢y kopuctunn cteneHuue kao LeHTap
putyana, kao u uuBunu3aumja Maja. MajaHcka kyntypa u3
Yumana Ha Jykatany y Mekcuky (Uxmal, Yucatan, Mexico) (Cn. 45)
yTuuana je Ha YroHa (Jern Utzon): ,(ras Tpehe reHepaumje
npema NpoLLnoCTH 0CLUAMPA YBEK 0KO NuTarba: Kako je rbyacko
UCKYCTBO peluaBano oppefeHe npobneme y Apyrom BpemeHy 1y
apyrum  npunukama’l Y apxutektypu Maja, @ teHum
XOPU30HTANHUM NAaTGOPMamMa Ha Pa3NINUYUTUM HUBOMMA, Kao U
FUXOBUM LUMPOKIM CTeNeHULaMa, HaLao je YT30H enemente
Koju cy pyro y tbemy Beh Tuwanu” (fugwmoH, 1969:409). ¥
peHecaH, cTenenuLe cy bune metadopa 3a Hebecky Texby.

terosom 3aatky” (Ojeda, Pasnik, 2003:111).

Je3nK TuwmHe, Koju je u3 uucTepumjaHckor mMaHactupa (Cn. 37)
npeteo MoycoH y Yewky (Cn. 38), oapxasa upejy ynotpebe
YICTIX PaBHUX NOBPLLIHA, KA0 BOAWIbY Y TPararby 3a CyLUTUHOM.
BepoBatHo Hajno3Hatuje crenenmue cy oHe y Kyhu Mananapre
(Cn. 39), BaHBpemeHCke W Y3BULEHe Y (BOjoj nenoTu
jenHoctasHocTi. CywTuHa ce Buam 1 oceha. Mctu u3pas Hoce 1
cteneHuue Kopbusujea (Cn. 40) n baparana (Cn. 41).

(renenuue, Kao cumbon caBnajjaBatba BUCHHE, BEOMA CY UecTo
6e3 buno kakse orpage (Cn. 42), a ako je u UMajy, OHa je Beoma
(BefieHa 1 roToBO iematepujanu3oBaHa ((n.43).Y entepujepuma
jaBHOT MpOCTOpa, OHe Cy YecTo NpeauMEH3NOHNUCaHE, Y TeXHbi
33 uctuuarem npase nunuje (Cn. 44). U mucao Hac noHoBo
Bpaha Ha umsun3asujy Maja (Cn. 45).

Cn. 45.

Komnnekc xpamoBa y
Yumany Ha JykataHy y
Mexkcuky

Fig. 45.

The complex of temples
in Uxmal, Yucatan,
Mexico

(n. 43. (n. 44.
N. Kun: bena Majkn Fa6enunu: Woypym Liun
KyTuja, Tokuo, Cenpepa, byjopk
Janan Fig.44.
Fig.43. Michael Gabellini: Jil Sender
L. Kin: The White Showroom, New York
box, Tokyo, Japan
3akmwyuak

Y cBojum npefasatouma, Pobept Buncon (Robert Wilson) uecto ce no3usao Ha npepaBatba
(nbun Moxonm Haly (Sibyll Moholy-Nagy) Ha Mpat unctutyty y tbyjopky (Pratt Institute, New
York) paHux Lwe3peceTux rofuHa NpoLUnor Beka: ,bunu cy Ham nokasaHm CnajioBu 3a Bpeme
npepasarba (ubun Moxonu Haly u3 uctopuje apxutektype. OHa cy ce cactojana u3 pasnuunTix
dopmu eHepruje, paHrpaHa o BU3AHTMJCKUX MO3aMKa U NpanCTopujcke cymepcke Base U
Tenepona 1922. bunu cmo npocto GombaphoBaHM pa3nMuUMTUM BpCTama BU3YeNHUX
uHpopmaumja. lMoctojane cy pasnuke y npefaBariMa umja je ocHoBa 6una BepbanHa
uHpopmaLuja. 360r Tora, oHo LT CMo ocehanu Huje 6uno oHo LT CMo BUgenH, u Tpebano je
Za Gopmupamo cnobopHy acoumjaumjy usmehy oHOra LUTO BIUAMMO M OHOTa LUTO YyjeMo, He
HeonXofHo Kao konax, Beh y cTpyktypu. Ul onaa 6u gonaswo ucnur [...] U cryneHTn cy bunmy
KoHy3uju 1 3a6puHyTH jep Hucy 6unu gobunu ogrosope. Mpovec yuerba je 610 MHOTO AyXK
00 CEMecTpa, WK off NeT ceMeCTapa Yak 1 04 neT rouHa. buo je To HauMH pasmuLLIbakba,
NCKYCTBO Koje ce cTuye uutasor xmBota” (F. Quadri, F. Bertoni, R. Stearns, 1997:232). Unu, kako
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je TO (OKpaT yuno: yyere, Kao XUBOTHWU npoLec noBe3aH (a
(Thlabem WCKYCTBA, NPOMEHOM KapakTepa U CnKKe (BeETa,
MOFyﬁEjE‘ (amo ako ﬂOCTOjI/I (BECT 0 HE3HAHbY.

ApxuTekTypa Mopa Aa roopu cama 3a cebe, CBOjuM CONCTBEHUM
je3ukom, He noctoju MaHudect. OHa je cama cBoj MaHudecT. A
KanamHckm je jow 1911, roauHe Hanucao y ceom ecejy 0 dyxosHom
y ymemHocmu pa: ,(Baka enoxa UMa BNacTuTy Mepy yMeTHUUKe
cnobofie, Te (CTOra HM HajKpeaTUBHUjU TeHWje He MoXe
npekopauut rpaHuue Te cnobope” (Jywr, 1996:314).
MuHumanusam Huje apxuTekTypa Koja (e CaMOHerupa,
ApXUTEKTYpa OACTYMarba UAN 0fCYCTBA: OHa je AedUHUCaHa He
TUMe WTo Huje Tamo, Bei MpaBMM BpeAHOCTUMA Koje Cy
MPUCYTHE 1 bUXOBUM BOraTCTBOM Y MPUMEHM — MCKYCTBY Koje
caoniuTaBa CBojuM je3ukom. [ roopefin o MuHumanumy y
ApXUTEKTYpH, MOHOBO (e Kao BOAWBbA jaB/ba Teza MapTuHa
Xajnerepa, u3 uyBeHor XepaknuT-ceMuHapa Koju je Boguno 1966.
ca E. Ounkom:,, [...] Mu cBaKor AaHa nojmoBe MOpamo MUCTUTY
U3HOBA', y Tparakby 3a CBOjOM CIMKOM CBeTa. Jep, Maro MyHAH,
MUKPOKOCMOC ~ KOj  KOHKpETM3yje ~WHAMBMAYanaH —(BeT
NnojeAnHua, (BaKako NpefcTaB/ba KOpPak Mpema BpeAHujem
XIBOTY. ,be3 cymibe, YoBeK Wfe Ha Nocao, npuya npuue, aje
dbopmy ncTuHw, Hadajyhm ce y Tamu NOHeKaZ roToBO Moy3AaHo,
fia fie uctuna n Beapa dopma nomohin aa ce nocturHe cnoboaa
JbYACKOT AyXa W NpUNPeMM YOBEYAHCTBO 3a 60bY, BOSbEHNjH,
BpeAHmju xuBoT.” (Mann, 1959:203).
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