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APXUTEKTYPA MYS3EEB

bPOCAET BbI3OB
CBETOAN3AUHEPAM

CospemeHHble mexHO/102UU 0C8eLeHUs OMKPbIBaM WUPOKUE 803MOXHOCMU 0/151 UHMezpayuu
C8emosbIX cUCMeM 8 apxumekmypy U pewueHust CI0XKHeUWUX PYHKUUOHATbHBIX U XyO0XXecmeeHHbIX
3a0ay4, Ymo 015 My3es npuobpemaem nepsocmeneHHoe 3HaYeHuUe, MaK Kak ceem 30ecb 8bicmynaem
Nnpo8oOHUKOM 8 Mup UCKyccmeaa. TeHOeHUUU Oc8eleHust My3eee Ha npumepe npoeKkmos ceoezo
6ropo paccmampusaem cgemoodu3atiHep AHOpeac Lyney, (Licht Kunst Licht)

Contemporary lighting technologies provide wide opportunities

for integration of lighting systems into the architecture and for successful
resolution of the most complicated functional and artistic problems,
which becomes of paramount importance to the museums, where

the light serves as the guide to the world of art. The lighting designer
Andreas Schultz from Licht Kunst Licht talks about the contemporary
museum lighting trends based on examples of his studio’s projects

Museums' architecture
poses a challenge
to lighting designers
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Becmanvckuti my3eli uckyccmea u kyavmypbl 8 MioHcmepe 0mKpbLacs nocjle peKOHCMpyKyuu

8 cenmabpe 2014 200a. ITo npoexmy 610po Staab Architekten 30arue 1908 200a 6bL10 coeduHeHO ¢ HO-

8bLM KOPNYCOM, KOMOPbLU NOSBUILCS HA Mecme 008emuiaswezo Pauzesis, — menepb 8 pacnopsieHu
My3est 51 8blCMABOUHbBLUL 3dJ1, OUOTIUOMEKA, JIEKIMOPULL, 30HbL 0MObLXd, KHUNCHbLU MA2d3UH U PECNOPAH.
Cneyuanucmut Licht Kunst Licht cnpoekmuposaiu 0115 00H08/IeHHOU 8bICMABOYHOU NILOWAIKU 2UOKYIO
cucmeMmy IKCNO3ULUOHHOZ0 0CBEWEHUS, MAKMUUHO BNUCAHHYI0 8 APXUMEKMYPHDLU C8eMO080U NIAH.

BecTdanbCKuUi My3ei UCKYCCTBA M KyAbTYpsI (LWL) T ] Westphalian State Museum of Art
MecTo MioHcTep, lepMaHus and Cultural History (LWL)
3akasuunk Landschaftsverband Westfalen Lippe, MioHcTep Location Miinster, Germany

. Client Landschaftsverband Westfalen Lippe, Miinster
ApXVITeKTypa Staab Architekten GmbH' BeanIH Architecture Staab Architekten GmbH, Berlin

ApxuntekTypHoe ocselleHue Licht Kunst Licht AG, boHH/Bepnaunx Lighting design Licht Kunst Licht AG, Bonn/Berlin
BbicTaBouHbI an3aiiH Space4 GmbH, WTyTTrapT Museum design Space4 GmbH, Stuttgart
JkcnosnumoHHoe ocsellervie LDE Belzner Holmes, WryTtTrapt Museum lighting LDE Belzner Holmes, Stuttgart

Start of project development 2008
Implementation 2014

Havano npoexkTnposaHung 2008
Peannsaunga 2014

B 3anuToM cBeToM (hoiie BecThambckoro Mysesi € TEPBBIX )Ke MUHYT YyBCTBYETCS 0C00ast CUJIa €T
apXUTEKTYPHL. [I0TOJIOK TPEXYPOBHEBOTO JI066M COGPAH U3 CTEKITHHBIX 3IEMEHTOB, 3aTAHYTHIX MaTO-
BOVI IVIEHKOM, — B COJTHEYHBIE THY 3Ta IUIEHKA PAacCeMBAET IIPOXO/ALIINE CKBO3b Hee JIy4Yy, Y IIPOCTPaH-
CTBO OKVMBAET 32 CUET UI'PHI CBETA M TeHeW. XapaKTep pacrpeieleHMs U AMHaMMKa JHEBHOTO CBeTa
BIOXHOBJIAIOT TOCETUTEJISI HA JATTBHENIIIEE UCCITeAOBAHME 3aHMA. ITyTh HA BEPXHUM ITaXK OCBEL]AET
BCTPOEHHBIN JTMHENHBIN PO MIb. CKPBITHIE B CJIOTe TPUOOPHI 06€CIIeYNBAIOT LOCTATOYHbIN YPOBEHD
OCBELIIEHHOCTH CTyTIEHE, U36aBJIssa OT HEOGXOJUMOCTH TPUMEHSITH Ha IIOTOJIKE TPALUIIMOHHBIN «CBe-
TOBOM KOBEP».

OJKCIO3MIIMI0 06CITYKMBAeT KOMOMHMPOBAaHHAS CXeMa OCBell[eHNs. IHTerpMPOBAaHHBIN B ITIOTOJIOK
MIePUMETPAILHBIN CBETOBOM KapKac, CO3JAIOLINI BIIEYAT/IeHM e [Je/IbHOTO CBETAIErocss MOHOJIUTA,
ob6ecriednBaeT paBHOMEPHYIO 3a/IMBKY CTeH. MeX /[y CBETOBOM PaMOM 1 LIEHTPATbHOM YaCThIO ITIOTOJI-
Ka IIPOJIOXKeH TPeK, Ha KOTOPOM pasMelIaloTcs IIPOXKeKTOPHI HAaITpaB/IeHHOTO cBeTa. B 3aBucuMocTy
OT COCTAaBa YKCIIO3UIIUU U TPEOOBAHUM, TPEbBIAEMBIX K OCBEIIEHUIO, TIOTOJIOYHAS MHCTAJIAIUA
¥ CBETWJIBHUKM 33/I€MICTBYIOTCS aBTOHOMHO MJIU TAPAIIENIBHO. APXUTEKTYPY KOKIOT0 U3 IISATH 33JI0B
Ha BepXHEM 3TKe OIIPefiesIieT CBETOPO3PAYHbIN ITOTOJIOK. 3[1€Ch TAK)KE IIPUMEHAETCS COYeTAHNE
CBETALIMXCA TOTOJIOYHBIX MOZY/IEN M ITPO’KEKTOPOB HA TPeKe — MX HACTPOMKY OIIPeZe AT S Tapame-
TPaMM €CTECTBEHHOT'O OCBEIIIEHMSI.
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HenTpasbpHoe cOaaHCMPOBAaHHOE OCBEIeHNEe —
HanboJiee TOUHbIM OTBET (PYHKIIMHU U CAEPIKaHHOU
clieHorpacuu rajiepey Kj1acCuyeckoro MCKyCCTBa

The neutral and balanced lighting
is the most precise answer

to the functionality and reserved
scenography of the classical

art galleries

© LicHT KuNsT LICHT / MARCUs EBENER
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MJTAH TEHAEHUUMK

ApT-00BEKTHI, KOTOPbIE BO BCE BpEeMeHa
CO3/1aBaJIUCh M CO3J,AI0TCS MTPU THEBHOM
CBeTe, IpeX/ie BCero Hy X 1aloTcs

B €CTECTBEHHOM CBETOBOM KJIMMaTe 1 TOJbKO
rocJie COOTIOAEHM STOTO YCIOBUS —

B aKI[EHTUPOBAHUY TE€X MJIM MHBIX leTasien

The objets d'art, which at all times
had been and continue to be
created in daylight, primarily require
the natural lighting climate —

and only after this condition is met,
there can be talk about emphasizing
certain details
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B npoekTte Hosoro kopnyca LUTtenenesckoro
My3es CBETOBOE peLLeHVie ABNSETCH HeoTb-
eM/IeMOit YacTblo apxuUTeKTypbl. BpesaHHble
B MOBTOPSIOLLYIO CUY3T XOIMa KPOB/HO
NPSAMOYroNbHOW B nnaHe NoA3eMHON
ranepeun 195 3eHnTHbIx hoHapen (AnameTp
1,5-2,5 M) HacbILLalOT 3a/1bl €CTECTBEHHbIM
CBETOM B IHEBHOE BpeMs

In the design of the new building
of Staedel Museum, the lighting solution
is an integral part of architecture. Em-
bedded in the repeating silhouette of the
hill roof rectangular in terms of the un-
derground gallery 195 zenith lanterns
(diameter 1.5-2.5 m) saturate the halls
with natural light in the daytime

Bovluzpasuiue koHKypc Ha npoekm pacuiuperus myses IlImedenv apxumexmopul
schneider + schumacher npeonoKuIU CNPAMAMb HOB0€ KPbLLO NOO XOTLMOM

80 8HympeHHeM deope. [Ipobrema oceeweHus No003eMHbLX naowadeli 6vlid peuiend
¢ nomowbto 195 c6emosbix 10K06, NPespamusuux 2a3o0H 6 UHCIMAIIYUI0
COBPEMEHHO020 UCKYCCMEBA.

Mys3eii lllTemenn The Staedel Museum
MecTto ¢paHK¢ypT—Ha—Ma17|He, Fepmava Location Frankfurt am Main, Germany
Client Stadelsches Kunstinstitut

3akasuuk LTepeneBCKUM UHCTUTYT KYNbT bl
A yTHRY yp Architecture schneider + schumacher

ApxntekTypa schneider + schumacher Planungsgesellschaft GmbH, Planungsgesellschaft GmbH, Frankfurt am Main
PpaHkpypT-Ha-MainHe Museum lighting Licht Kunst Licht AG, Bonn/Berlin
SkcnosunumoHHoe ocsellieHne Licht Kunst Licht AG, BoHH/BepnuvH Implementation 2012

2
Peanusauua 2012 Total area 4100 m

O6uwag nnowanb 4100 m2

JJ1s1 HOBOTO TTO/I3€MHOTO KOpITyca 3HaMeHHToro IlITesie1eBCKOro My3es, I/ie CEerofgHs
MTPOBO/ISATCS BPEMEHHbIE BBICTABKM, TPEOOBAIOCH CO3aTh FTMOKYIO CUCTEMY SKCIIO3UIIU-
OHHOTO OCBELI[eHNs, PACCYMTAHHYIO Ha Pa3Hble (popMaTh Tpe3eHTal UM UCKYcCTBa. [To-
CJTY>KUBILIVIE OCHOBOY PELIIeHMs CBETOBbIE JIIOKM ¢ LED-06BO/IKOM, Uepe3 KOTOPBIE B 3aJTbI
ITPOHUKAIOT COTHEYHBIE JIYIH, 060PYL0BAHbI CIIELIMAIBHBIMMY MEMOPaHAMU Y MHTEJIEK-
TYaJIBHOM CUCTEMOV KOHTPOJIS: YPOBHY JHEBHOTO ¥ MCKYCCTBEHHOTO CBETA HACTPAMBa-
IOTCSI C YYE€TOM COCTABA IKCIO3ULIUU — CKYJIBIITYPA, )KMBOIIUCH Y CBEPXUYBCTBUTEIbHAS
K Y/IBTPaMOIETOBOMY U3TyIeHMIO TPadMKa HYKAAIOTCS B PA3HBIX CBETOBBIX YCIOBUSIX.

© ZUMTOBEL
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CvicTeMa WCKYCCTBEHHOTO OCBELLEHNS
— Lile sl ol COCTOMT W3 UHCTa//IMPOBAHHBIX B /IOKM

i b LED-koneL, ¢ uHTeNneKTyanbHol cucte-
MOV KOHTPO/IS, MO3BONAOLLLEN CMELINBaTh
Tenno-6ensinn (2700K) n xonoaHo-6enbiit
(5000K) cBeT B pasHbix NPOMoOpLMsIX, 4To
obecneuvsaet cbanaHcMpoBaHHoe pas-

HOMepHOe ocCBelleHNe AaxKe B NacMypHble
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AHW. Mprbopsbl ANs CO3aaHNs CBETOBbIX
aKLEHTOB NpW HEOBXOAMMOCTIM MOHTHPYIOT-
€S B CMeLanbHble rHe3aa B KpoBssle
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The artificial lighting system con-

sists of LED-rings installed in hatches

PacceunBatoLas cBeT HaTsxkHas nneHka Stretch foil, light-scattering m
- = = -

with an intelligent control system that

N Accent lighting
—
R
""1:‘___._,.#"'

AKLeHTHOe ocBellleHne -\l‘.}‘%

allows mixing of heat-white (2700K)

and cold-white (5000K) light in different

proportions, which ensures balanced

uniform illumination even on cloudy days.

- Instruments for creating light accents,
/ — if necessary, are mounted in special nests

—— in the roof

CBeToBbIE JIOKM, PACCUMTaHHbIE Ha NPK-
MeHeHVie B KauecTBe NHAMBYAYabHbIX
CUCTEM OCBELLEeHNS 15 BDEMEHHbIX 33108,
cobpaHHbIX M3 MOOU/BHbIX MEPEropoAoK,
npe/ycMaTpUBatoT BO3MOMXHOCTb TOHEUHOM
HaCTPOMKW OCBELLEHNS OTAEbHbBIX IKCMO-
HaToB. [loCTyn AHEBHOrO CBETa B 3KCMNO3K-
LMOHHOE NPOCTPaHCTBO KOHTPOMPYeTCS
ynpasnsieMbMu MemMbpaHamu, KoTopbIMM
T————  060pyaoBaHbl UANoMMHATOPbI. HysxHast
LBeTOBasi TemnepaTypa AOCTUraeTcs 3a cueT
CMeLLeHMs TeNIoro 1 XONOAHOrO U3Nyye-
HUI 6enbix CBETOAVOA0B
The skylights, designed as individ-
ual lighting systems for the temporary
rooms created with mobile partitions,
allow for selective adjustment of lighting
for specific exhibits. The entrance of day
light into the display area is controlled
with operated membranes attached
to the windows. The necessary col-
our temperature is achieved by mixing
the warm and cold emissions of white
LED lights

VYenex sToy CI0XKHEeNIen peanmsanum nNpexnae BCEro CBA3aH C MIMPOKUM ITPpUMEHE-
HUEM TEXHOJIOTUYECKUX I/IHHOBaHI’II;I. B IIPOEKTE Baﬂef/‘ICTByI'OTC}I IIepeaoBbI€ MHTEJIIEK-
Tya/JIbHbI€ IIPOTOKOJIBI YIIPABJIE€HHUA UCKYCCTBEHHBIM OCBEIIEHMUEM U MYJIBTUCLI€EHAPHAA

CUCTEMA KOHTPOJIS JHEBHOTO CBETA, UCIIOJIb3Y-
I011ast CEHCOPHBIE JaTYMKH, KOTOPBIE OTBEYAIOT
32 MOAIePAKKY TpebyeMOro MM MaKCUMMAIBHO
Heo6X0AMMOTO /I JAHHOTO THUIA SKCIIOHATOB
YPOBHS OCBeleHHOCTHU. CIIelIMaIbHO pa3pa-
60TaHHBIN AJITOPUTM CBEIEHUS JTHEBHOTO U
MCKYCCTBEHHOTO CBETA TIOJTyYMJI Ha3BaHME «Ha-
CTpaMBaeMbIii GeJIbIN»: B KaX/0€e I0TOJIOYHOe
OTBEPCTHE MHCTA/TMPOBAHBI KOJIbIIEOOpa3HbIe
LED-cucTeMBl, KOTOPBIE ITO3BOJISAIOT CMEIIMBATh
Teru10-6e1bii (2700K) 1 xonogHo-6esbii (S000K)
CBET B PA3HBIX ITPOIIOPIMX, YTO 06eCTIeYnBa-
eT c6aIaHCUPOBAHHOE PABHOMEPHOE OCBellleHNe
JlaXke B TacCMypHBIE THU.

dopMar BpeMEeHHBIX BBICTaBOK, TPU KOTOPOM KyPaTOPbl

Y IM3aiHEePbl SKCIIO3UIMHM TPUTJIALIAIOTCA Ha 000PYIOBaHHbIE
TUIOLIAIKM, TIOZIpasyMeBaeT HaJlnuue r’MOKOoM CUCTEMbI OCBEIlleHUs,
HalleJICHHOM Ha pelleHMe PasHbIX 33/1a4.

The temporary exhibition format, when curators
and exposition designers are invited to the already
furnished facilities, implies the presence

of the flexible lighting system aimed at addressing

all kinds of problems
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. - : ; - - Mys3eit 6aBapCKMX KOpoJei

MecTo XosHwBsaHray, lepmaHus
; 5 3aKasunk

; ’ ; - ' ; | Wittelsbacher Ausgleichsfonds,
MionxeH; Schlosshotel Lisl
; _ GmbH & Co.KG, Xo3HwBaHray
1 - v ~ X PeKoHCTpYyKLMA, paclumnpeHme

1 ¥ 30aHMs, AM3aiH 3KCNo3nUMm

Staab Architekten GmbH, bepauH

ADPXNTEKTYPHOE ¥ 3KCMO3WLMOHHOE
ocBelleHve

Licht Kunst Licht AG, Bonn /Berlin
Peanusauna 2011

Museum

of Bavarian Kings
Location
Hohenschwangau,
Germany

Client

Wittelsbacher
Ausgleichsfonds,

Munich represented

by Schlosshotel Lis| GmbH
& Co.KG, Hohenschwangau
Architect reconstruction
and extension, exhibition
design

Staab Architekten GmbH,
Berlin

Lighting Design

Licht Kunst Licht AG,
Bonn / Berlin
Implementation 2011

Mpu CO3AaHUM NOCTOSHHOW IKCMO3NLMM
My3eliHas cLeHorpadys 1 nokanmsaums
KaXK[0ro 9KCMOHaTa, @ 3HauWT, 1 NaaH
OCBeLLieHVs ONPefeNsioTcs Ha CTaanmn nNpo-
eKTUPOBaHMS BbICTABOYHOrO NMPOCTPaHCTBa
In creating the permanent exposition,
the museum scenography and location
of each exhibit, along with the lighting
layout, are determined at the stage
of the exhibition space design

T

Habwuparotias cuay TeHAEHIMS K CO3JaHUIO BLICTABOYHBIX
MHCTUUISALMN B popMaTe aTTpaKLMOHA TPUBOJUT

K IIepeCMOTPY TPaAUIIMOHHBIX IPUHIIUIIOB OCBEIleHUS
9KCIO3UIIMOHHBIX TPOCTPAHCTB. My3eu, OpUEHTUPOBAHHbIE
Ha 06pa3oBaTe/IbHO-pa3B/ieKaTeIbHbIE ITPOEKTHI,

BCe Yallle TPMOEerarwT K CBETOBOM IpaMaTypruu, KoTopas
CTAaHOBUTCSA HEOTHEMJIEMOU YaCThIO IKCIIO3UIIUU

The up-an-coming tendency to present the exhibition
i in the form of amusement leads to reinterpretation

of the traditional principles of exposition space lighting.
Museums with many educational and entertainment
projects often resort to visual dramaturgy, which forms

an organic part of the exposition

BbicTaska B [apsrHoBCKOM My3ee PocTokckoro 3oonapka, lepmaHns
The exhibition at the Darwin Museum in Rostock Zoo, Germany
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HayuonanbHutti myseti Kamapa — macwmabHbill npoekm 6 npozpamme KyibmypHoeo pas-

BUMUL, KOMOPAs pednusyemcs Ha oHe IKOHOMUUECKO20 NPOYBEMAHUSL U CIPEMUMESIbHOU

MOOepHU3AYUU CIMPAabl. AHCAMOTIb MY3eliH020 KOMTIIEKCA, PACNOIONEHHO20 HA IOXHCHOM

Konvye Habepexcrou Kopruw 6 Joxe, 06bedunsem ucmopuueckoe 30anue Kamapckozo my-

3es — dsopey, duHacmuu Anb-TaHU — U NIMb HOBbLX NABUILOHO8 B0KPYE He20, APXUMeKmMypa

KOMOPbLX OMCbLdem K POpMe 2UNCOBbIX KPUCAILILO08, <PO3 NYCIbIHUY, NOSBNSOWUXCS

nocie 00%0s 8 6epXHEM CIl0e necuaHblx 0toH. 06pa3 XpynKozo necuaHozo Yeemxd mpaHcaupy-

em MUCCUI0 My3es — COXpaHeHUe KYbIMypbl KOUeBHUKO08, HAX00uelicst nod yepo3oti ucuesHo-

8EHUS, He MOJIbKO 01 6Y0yWuX nokoleHUti MecmHbLX ¥cumesetl, HO U 0715 6ce20 Mupd.

Myselinoe npocMpaHcmeo 0p2dHU308AHO U3 CIMPYKIMYD, KOMOPble, nepecekasicb 0pye

¢ 0py20M, 06pa3yom cmeHbl U NoJ nasunboros. Kapxac 30anus cobpan u3 cmanvhbix epm,

8eEPOM PACXOOSWUXCS OM YeHMpd, — 2U2aHMCKUe Jlenecmu 3aUnbl OXPUCMbLM CMeKJL0-

Pubpobemorom. JononHumesnbHble ONOPbL CKPbIMbL 6EPMUKATLHBIMU OUCKAMU — NpoMe-

HYMKU MeN0Y HUMU 3aUUUEHDBL 2TYOOKUM 8LIHOCOM NePEKPLIMULL U CIMeKIIOM C IKPAHAMU,

omcexarowumu UV-usnyuerue.

JxcnoHuposarue My3el‘iHbe KOMGKuqu 30echb niaHupyemcs couemamb 'Posa MyCTbIHK, UM PO3a MecKoB, — CKomne-

¢ noxasom Punvmos o Kamape, CHAmMbLX U36eCMHBIMU PerUccepamu. WS IMHSOBUAHBIX KPUCTAN/IOB TUNCa, KoTopble

KoHnuenyus nanowagmnozo duzatina npeonondedem napk ¢ nec4aHblmu f,lipaw'?m B (7106 NECKa, SAxXBATLIEAA VS nero
NbYauniine 4acTtuLbl.

OIOHAMU U MEPPACHBIMU CAOAMU.

HanwuoHnanbHbIN My3eit KaTapa National Museum of Qatar
MecTo [oxa, KaTap Location Doha, Qatar
Client Qatar Museums Authority
3akasuvk YnpasneHue mysesmu Katapa )
) Architecture Jean Nouvel —
ApxutekTypa XaH HyBenb — Ateliers Jean Nouvel, Mapwxk, ®paHums Ateliers Jean Nouvel, Paris, France
NHxuHnpuHr Arup Engineering Arup

Interior lighting consultant Scherler

KoHcynsTaumm no oceelueHmto nHTepbepos Scherler ! g col
Architectural lighting consultant

KoHcynbTaumn no apxutekTypHomy ocselleHnto AIK (i1 Kepcane/Yann Kersale) AIK (Yann Kersale)
SkcnosuumorHoe ocsellerue Licht Kunst Licht AG, BoHH/Bepnun Museum lighting
.. Licht Kunst Licht AG, Bonn/Berlin
Mynbtmeama Innovision . L
Multimedia Innovision
MpoekT 2008 Start of project development 2008
O6uwad nnowags 53 000 m2 Total area 53,000 m?
Mnowanb NOCTOSHHOM 3Kkcno3uLmm 8000 M2 8Ar§300f the permanent exposition
. m
1 2
Mnowanb BpemeHHoM akcnosuumm 2000 m Area of the temporary exposition
2,000 m?

ApXMTeKTypa COBPEMEHHBIX MY3€€B YBEPEHHO 3aKPEIIIAET 3a cobon CTaTyC UCKYCCTBa.
OnuH U3 APKUX IPUMEPOB — HOBBIN HalmoHanbHbIli Myseit Katapa. Begyiuiue crpon-
TE€JIbHbIE KOMIIAHUM MDA J0JITO HE PEIIAJIUCH B3ATHCA 3a 3TOT IIPOEKT JKana HyBe]'[ﬂ —
MOYTH J{BA FO/Ia YIIUIO HA TO, YTOOBI
HAJ{TV TeHITOAPAYNKA, KOTOPBIiA Ycnex my3ses I'yrrenxaima B Buias6ao, ybeiuBIIMM MUP B TOM,
COrNACHIICA Gbl BOIUIOTUTE CMEMBIA 1y 4y ek Ty A CIIOCOGHA CTUMYJIMPOBATH SKOHOMUIECKHIL POCT,
3aMBbICeII. 9KCHpeCCI/IBHaﬂ APXUTEK-
Typa My3es IIpeTeHyeT Ha aKTUB- SHAUMUTETIBHO ITOBBICUJI CITPOC HA APKUE CaMOAOCTAaTOYHbIC PELICHNUA. Necnu
HYI0 POJIB B SKEHOSUAII = JIOTUKA 15 917010 MOMEHTA CBETOAM3AMHEPHI YIaCTBOBAJIM B CO3JaHUY HEUTPAIbHBIX
PasBUTHUA My3eHHBIX TPOCTPAHCTB
VIHODMPYeT IPUBbIIHbIE IpeficTas-  [TPOCTPAHCTB JIJIS TI0Ka3a IIPOU3BEIEHMI MCKYCCTBA, TO IJIABHBIN TPEH/,
JICHHA O HVX: SACCH HET TPAAIMOR™ ) 130 IHOTO OCBEIEHUSA CETOAHS — TOUCK MaKCUMaJIbHOTO B3aMMO/EMCTBUS
HBIX 111 MY3€UHOU MOpq)O.TIOFI/II/I
BEPTUKA/IBHBIX CTE€H, KOTOPBIE ObI c apXMTeKT'ypHOﬁ KOHILIETIIeN
BCTPEYAJIMCH C TOPU3OHTA/IbBHBIMU
IJIOCKOCTSIMY — BCE MEPETOPOKM U30THYTHI, HAKJIOHEHBI INGO TIEPEXOMISAT B CBOUATYIO
KpoBtio. Takas apXuUTeKTypa 6pocaeT BhI30B pa3paboTIMKAM CBETOBBIX PELIIEHUM JJISI BbI-
CTAaBOYHBIX IIPOCTPAHCTB.

© ATELIERS JEAN NOUVEL
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@®0TO U3 APXUBA TATbSAHbl BAOAAHWUHOW U BNAAUMUPA HACEAKUHA

OBLWNA 93blK WckyccTBO

BJIATUMUP

HACETKHH
TATHAHA
BATAHHHA

NIPYTOU MACIITAB

Ceoe omHoweHue K ceemy nposdacHsAtom XyaO)KHUKU TameaHa badaHuHa

u Bnadumup HacedkuH

CBeT Bcerpa roBOPUT Yepe3 BallM paboThI —
Jiarke eCJIM /I UX CO3XAHU A UCIOIB3YIOTCA
necoK ¥ ¢haHepa, Kak B cIy4ae C apXUTEKTyPp-
HOM MHCTaNNAnue «Banna». Yto g Bac
3HA4YHUT CBET?

BiiaanMup HACEIKUH: CBeT Kak pusnye-
CKOe SIBJIEHME [ajIeKO He BCer/ja CTAaHOBUTCS Ya-
CThIO ITPOM3BE/IEHN, HO TaK MJIM MHAYe MbI BCerAa
0 HeM fiymMaeM — JiJId Hac 3TO Ba)kHas u306pasu-
TeJIbHas CUJIA.

B «BaiiiHe» cBeT BBINOJIHSAET PabOTy CKY/IBIITOPA,
OH JIEIUT ¥ CAKPAJIU3YET BRICTPOEHHOE ITPOCTPaH-
CTBO. 3pUTEJIb IBUXKETCS BMECTE CO CBETOM, KOTO-
PbIV TPOHUKAET CBEPXY U B aMOpa3ypel cTeH. O6b-
€KT ObLJI yCTAaHOBJIEH Y 3[laHMUA TaK, YTO6bI OCHOBHAS
TOYKa 0630pa pacroJiarajaach Ha ypoBHe BTOPOTO
3Ta)ka — cBepxy «ballTHsA» HATIOMMHaeT rep6 IIKOJIHI,
Ha TEPPUTOPUM KOTOPOY HAXOIUTCS M KOTOPAs
32 TPM rofia 10 TPUEHHAJIe 3aKPhLIACh, IOTOMY
YTO JIETEY B 3TOM JIETIPECCUBHOM paitoHe SIMoHuH,
OTKY/ja BCe Ye3)KaloT, 601bliIe HeT. OCTaIuCh OLHU
CTapMKM: BCe 3aHATHI TSDKeIeMIIUM KPeCThbIHCKUM
TPYZAOM, BO3/Jie/IbIBAIOT KPOILIIeYHbIe YUYaCTKM 3eMJIN
B TOPax, 3MMOM GOPIOTCS CO CHET'OM — BBICOTA CYI'PO-
60B JOCTUTAET YeTHIPEX-TIATY METPOB.

«BalIHA» BBI3BIBA€T B MAMATH CUIIY3T
CroyHXeHAKa U TOT 3¢ eKT, KOTOPHINA PoXKAa-
€TCA OT UI'PHI TUTAHTCKUX KaMeHHBIX 06'be-
MOB ¥ COJIHETHOI'0 CBeTa. ITO CO3HATe/IbHAS
OTCBLIKA?

BH: Takue acconyanuy poxXJarTcs y MHOTUX.
OmryuieHye cakpabHOTO 37leCh BO3HMKAET He TOJIb-

Bonpocbl

AHHa Manonuc

KO TIOTOMY, YTO 51 HAMEPEHHO ITperpayJI JOCTYII
B «BamrHo0», — 0HO co3faeTcs 61aropaps popme 06b-
€KTa, IBMXKeHMIO CBeTa CKBO3b aMOpa3ypsl — Tpex-
MeTpOBBbIe BXOZBI U BbIX0 bl CeMb nosrycdep, Ko-
TOpPbIe COeJVHAIOT BePTHUKAJIbHBIE IIJIOCKOCTH BCEH
KOHCTPYKIIMM, CUMBOJIM3UPYIOT CEMB JIEPEBEHB,
OTKY/]a POZIOM I€TH, YIMBIIMECS B ITOM LIKOJIE; TPU
BEPTMKAJIbHbIE CTEHBI — TPU PEKM, OKPYIKalolue
3TY IePEBHIO, — IIPerpaXkiatoT BXOJ, B CAKPaIbHYIO
30HY, TZle CTOAT UIKOJIbHASA NTapTa U cTyJI. Bce atn
JileTaJIX XOPOIIIO BU/IHBI CBePXY. MHe 6b1J10 BaXKHO
OCTABUTb TPOCTPAHCTBO BHYTPYU OTKPBITHIM, UTOGBI
CTOJITI CBeTa KaK ObI BXOJMJI B HETO, OITyCKAJICs
u noguuMaJics. Ecte faxke ororpacdumy, rae o6beKT
KaK 6YZITO CBETUTCS, X 3TO CTPAHHO, IOTOMY UTO
«BamrHaA» caenaHa U3 aHepsl ¥ MOKpallleHa B I[BeT
IIKOJIBHBIX CTEH — CEPBIN ¢ TecKoM. Ho MHorume 3pu-
TEJIY, B TOM YMCJIe APXUTEKTOPHI, GBIV YBEPEHBI,
YTO OHA IIOCTPO€eHA U3 6eTOHA.

BbI CMOTpPHTeE Ha CBET C TOUKU 3peHU
reoMeTpuu?

BH: A6cot0THO BEpHO. 1 XyAOXKHUK-TpaduK
VY BUOKY MUP B IPAMBIX Y )KECTKUX JIMHUAX, MOM
MMP — 3TO MUP reoMeTpuu. 1, KOHETHO, CBET, €T0
reoMeTpys B APXUTEKTYPE, B MUHTEPhepe JJI1 MeHsI
MMeeT IPUHIMIMAIbHOe 3HaueHe. CBeT BJIOXHOBJIA-
eT Ha Co3/laHMe HeGOIbIIUX Keutorpaduii 5 x 10 cMm
Y OTPOMHBIX XKMBOIIMCHBIX TTOJIOTEH 3 X 4 M. A CBA3BI-
BaeT 3TY Pa3Hble MacIITabbl reoMe-
TpUA, apXUTEKTypa ceeTa. B1996 rogy
MBI GBLIM HA CUMIIO3MYMe B ABCTPHY,
M TaM POZIMJIAch Cepys a6CTPAKTHBIX

1

«BawHs» 6bina nokasaHa Ha MexayHapos-
HOVi TPMEHHaNe COBPEMEHHOro UCKYCCTBa
Ichigo Tsumari B inoHuw (2015)
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@®0TO U3 APXUBA TATbSAHbl BAOAAHWUHOW U BNAAUMUPA HACEAKUHA

PpaboT, KoTopas MpoM3BeJia BlieyaTaeH e Ha MECTHBIX
XYIOXHUKOB, a JI/IsI MeH CTajia 3STanHoM. OfHOKABI
YTPOM 51 YBUJIEN, KK CBET COJTHIIA ITAaeT Ha 6ETOH-
Hble KaHaJIbl, IPOJIOXKEHHbIE B ropax A1 coopa cTou-
HBIX BOJI,  CTaJI 3aPUCOBBIBATh IOPA3UTETBHYIO UTPY
CBeTa M TEHU — [IJI1 MeHSI UMEHHO ITPUPOJIA SIBJIAETCS
TIePBOMCTOYHUKOM BIOXHOBEHU, 51 CKOPEe PeasIuCT,
yeM abCTPaKLIMOHUCT. YTPOM JieJIato 3CKM3 C HAaTYPBI,
a Be4epOM IIOJTHOCTBIO ITOT'PYKAIoCh B MUP JIMHUN

¥ rpadpuMYecKnX CUMBOJIOB — BMECTO TPaBbl U IEpPeBb-
€B PUCYIO TOJIBKO UT'DY CBETA M T€HH, PA3BOIL/IONIAA
3/IEMEHTHI TPUPOJbI HA IPaUIeCcKUe COCTABIIS-
IOLIVe: TMHUY, IATHA, TOYKY, TYHKTUPLL [Ipyroit
npuMep — (ppaHIy3CKUM IIUKJI a6CTPAKTHBIX PaboT
«CTPYKTYPbI», KOTOPBIV BBIIIEJ U3 APXUTEKTYPHI
cBeTa KaTo/MuecKux XxpaMoB. [IpeficTaBsTe roTuye-
CKMe COOOPBI C X TAMHCTBEHHBIM MTOJTyMPAaKOM: HET
MKOH, 6JIECKA, BEJTUKOJIETTMSI OKJIaJIOB ITPABOC/IABHBIX
LIepKBei — BCe IPOCTPAHCTBO CTPOUTCS Ha TeoMe-
TPUU CBETA, UTPE TEHEN.

51 0ueHB JII06JTI0 YEPHBIY IIBET — OH IT03BOJISET
BBISIBUTDH M OLIEHUTH CBET. [IJI1 MEHS YePHBIN — 3TO
Jla)Ke He IBET, a CKOpee CBET, 0T KOTOPOTO S OTCEKaI0
JIMIIIHEEe, OTKPBIBAS TPOU3BeeHHE. Y KaXKI0TO
XYI0XKHUKA CBOSI UCTOPUS € «HepHBIM KBaIpaToM»
Kasumupa Manesnya. Kak MMHUMaINUCT, 1 ULY
OT CJIOXKHOCTH K ITPOCTOTE U CTapaloch CKasaTh
He KaK MOKHO 60JIbIIIe, HO KaK MOYXHO MEHbIIIE —

M BOT OCTAJIOCh TOJIBKO ISITh IMHUM, TIOTOM TPH...

a masbine «<YepHBIN KBaIpaT» Kak npegeit. [louemy
9TO BeJIMKas Bellb? [IoTOMY UTO 3Z,eCh TOUKA OTCYETA
¥ OJHOBpeMeHHO KoHell BceMy. [Ipezen, fanblie
KOTOPOTO HEKYZa BUraThCs, TAaK UTO ITPUXOUTCA
OTIATh YXOAUTh B MHOTOT0JIOCHE, HA HOBBI BU-

TOK — M OISATh BEIYMIILIAEIllb, Y OTISITh TOBOPUIID BCE
MEHBIIIE Y MEHBIIIE: IATh IMHUH, TPH...

IIpoexT «'eoMeTPHUA CBETa», BIEPBEIE IO-
Ka3aHHBIN B 'ocyapcTBeHHOM My3ee apXu-
TeKTypsI uM. A. B. lllyceBa, mpoImibIM JIETOM
BBICTABJIAJICS B My3€ee COBPEMEHHOI'0 MCKYC-
cTBa «JpapTa», — KaK OH 3BOJIIOIMOHUPOBAJI
3a BpeMs CBOEH XKU3HHU?

BH: [IpoeKT CTpOUTCS Ha CONIOCTaB/IEHUM CBETO-
BBIX MHCTAJLIAIUI U OITUYECKMUX 06BeKTOB TaThs-
HbI BaJaHMHOM 1 MOMX I'PaUUHBIX, KOHTPACTHBIX
M KeCcTKUX pabor. K metep6yprckoyt BRICTaBKe
B IpOeKT Boes1 «<PekBueM» TaTbsHBI, a KOPIYC
MoeM 60JIBIION YXUBOITMUCH IOTIOTHMIIA cepHsi HOTO-
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rpaduii «Tenu Tubeta» — dpukcanus Ha 6ymMare yau-  Bnaavmup Haceakun, «bawwHs», 2015

BUTEJIbHOM 4epHOTHI Tub6eTa. He 3Har0, ABIAETCA TN Vladimir Nasedkin, ‘The Tower", 2015

TOMY IPUYMHOM PaspsyKeHHbIN BBICOKOTOPHBIN

BO3/IYX, HO TEHU Ia)Ke OT GBITOBBIX TPEAMETOB — Ha- Bnanumup HaceakuH, «feometpus ceeTan,
MpUMep, OT MaHTaa — B 'MMaasx BBITJISAAT KakK 2004

KOCMOC, KaK 4TO-TO MUCTHUYeCKOe. U 3T0 aGCOTIOTHO Vladimir Nasedkin, ‘Geometry
HaTypabHbIM 3¢ PeKT, 6e3 06paboTKH U poTowIoNa. of light', 2004

OpHa M3 BallIMX POrpaMMHBIX paboT —
«['eHepaTOpPBI pagyru» — OTCHIJIAET K 6M6Iei-
CKOMY CIOXKeTy 0 BceMupHOM norone, 06 OKOH-
YaHUM KoToporo Bor Bo3Bectun Hos pagyroi.
IToueMy BBI 06PaTHIIUCH K 3TOM TeMe?

TATbAHA BAJAHUHA: IIpoekT «['eHepaTopsl pa-
LyTu» 6bLI 3a[yMaH KaK MacIiTabHas MHCTJLIALNUA
A1 1epKBu. JIyd oT MCTOYHMKA [ToTIaZjaeT Ha IIpH-
3MY, ITPeJIOMJISIETCSI — M BO3HMKAeT pajgyra. Tam, rae
OHa yracaeT, pa3MelaeTcsl HOBBIM MCTOYHMK CBETA,
U Tak pasee. [Toka uzies peasn3oBaHa B MEHbIIIEM
Maciurabe. Ellle ofiMH IPOEKT [ XpaMOBOTO
npocrpaHcTsa — «besnble ofgex s> B 2007 rogy oH
65171 ToKa3aH B CepadyMo-3HaMeHCKOM CKUTY —

B KaTaKoM0ax HM)KHETO XPaMa, 3aTeM BBICTABJISJICS
B My3ee apXUTeKTYPHI, a B 2014 rofy Mbl IIPOJIOXKU-
JIV IATHAAQTYMETPOBBIN ITyTh U3 6€JIbIX OfEXK ]
OT 3BOHHMIIBI K XpaMy («Bep6HOe BOCKpeceHbe»),

Bnagvmup HacegkuH, «TeHn Tubeta», 2000
Vladimir Nasedkin, 'Shadows of Tibet',
2000

Ibxon Boynm, uckyccmeosed: Eciv aptedakTsl HaceKmHa co3maioT
BIleUaT/ieHMe TTOCTOSTHCTBA M HEeTToOeIMMOCTH, TO paboThl bajaHuHOM —
JIeTIHbI€E, IJIACTUUHBIE, MBMEHUMBLIE U [BOMCTBEHHbIE

Yy caMoi 3BOHHMIIBI B He60 ogHUMaeTcs «JleCTHU-
1]a» — CBETOBOV OO'bEKT, KOTOPHI CO3/1aBaJICS AJIs1
BhICTaBKY «MHTepBEHIM» BO BcepoccuiickoMm My3ee
JEKOPaTUBHO-TTPMKJIATHOTO ¥ HAPOJHOTO UCKYCCTBA
M BIIOCJIE/ICTBUY GBI TTEpEHeceH B CKUT. U BOT yke
JIEBATH JIET TPOEKT «BeJible OfleXK IbI» )KUBET ITpaK-
THYeCKY He3aBUCHMO — TaKOe YyBCTBO, CJIOBHO OH
caM pellaert, rie 6y/ieT IoKa3aH U B KAKOM COCTaBe,

M TIPOCTO BeZIET MeHsI 3a c060¥. OH M POXK/AAJICSA TaK —
MTOCTOSTHHO BCILTBIBAJIX HOBBIE MBICJTU U IMOIUH;
HaIpUMeED, He CPa3y MOSIBUIIACE Ui PACCTETUTD 3TU
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OJleXX /1l Ha I0OPOXKKe. MHOT0e ITPOM30I11JI0 He TOJIBKO
10 MOEMY JKEJIAHUIO — OT HACTOSTEIBHUIIBI TPe6O-
BaJIach 60JIbIIASA CMEJIOCTD, YTOOBI PAa3PELIUTh COBPE-
MEHHOMY MCKYCCTBY BOMTH B XpaM, U 5 cTapaaach
CZieJIaTh 3TO BHE/IPEHMeE B CyIIeCTBYIONLYI0 KAPTUHY
MaKCUMaJbHO FTapMOHUYHBIM.

Bac mpuMHMMaeT XpaMOBOe IPOCTPAHCTBO?

TB: B2005 rogy, korga cozgasacs «[Iokpos
Boroponuiisi», MbI 6b1IM O4EHB OCTOPOXXKHBIMM.
VIHTYUTHUBHO XOTeJIOCh CLleIaTh TPOCTPAHCTBEHH YO
MKOHY, HO B TOT MOMEHT He XBaTaJI0 TEOPETUIECKOMN
6a3bl1. [To3HEE MBI TIO3HAKOMMJTUCH C TTPOdecco-
poM AnekceeM MuxaitiosnieM JINZOBBIM — OH
paspabaThIBaeT TEMY CAaKPAJBHOTO TPOCTPAH-

CTBA, IPOCTPAHCTBEHHOM MKOHBI, TPOUCXOAAIIEN
13 BusaHTUM, — TaM COSTHEUHBIN U TYHHBIN CBET
OBI/IM YaCThIO JIUTYPIUK. BBICHMIOCH, UTO ¥ Teope-
THYECKast, ¥ UICTOpMUEeCKas 6a3a /I MOUX MPOeK-
TOB CYILIeCTBYET M B 5TOM CMBICJIE OHU SIBJISIOTCSA
MTPOZIOJKEHUEM JIPEBHEN TPAULIU Y.

IToyeMy BBI peHINJIY BKIIIOUUTH B CBOIO ITAJIU-
TPy cBeT?

TB: XyZo)HUKY paboTaIoT CO CBETOM JIaBHO,
TOJILKO He Y HacC B CTPaHe, YeMy CJI0KHO HAaUTU 00b-
sicHeHMe. S mpuIIia K CBEeTy Ha BHYTPEHHEM yPOBHE:
KOT/Ia He XBATaET ITOJIOKUTETbHBIX IMOIUH, XOPOIIIe-
T'0 OKPY>KEHUS B XKU3HMU, UILIEIITH CIIOCO6 BHIPBATHCS.
ITo B KEHME CHaua/Ia HeolpeJie/IeHHOe, TAWH-
CTBEHHOE, HEOCO3HAHHOe — JJa)Ke B XKMBOIIMCH Y MEHS
TIOSIBMJIMCH TaK¥e 3aBeCHI. 5 MCKaia 0CBOGOXKAEHU ST
OT YKECTKOT'O MMUPA, KOTOPBIN MEHS B TOT MOMEHT
OKPY>KaJI: UHAYCTPUAIbHBIN F'OPOJ, B UCKYCCTBE —
corpeannsM. U >KMBOIUCH BRICBETIIAIACH U BHICBETIIS-
J1ach, a KOTZa ¥ 6es1bli LiBeT IlepecTasl yCTPauBaTh, I10-
SIBUJIMCh OOBEKTHI M3 CBETA — CAKPAJIBHOM MaTepuH,
HaIpsaMYyIo cBsg3aHoM ¢ He6oMm, ¢ KocMocoM.

B KaKOM-TO MOMEHT MHE CTaJIO SICHO: BCE, YTO
TTPOUCXOIUT C YEJIOBEKOM — CEMYAC MJIM PaHBbIIIe, —
BCe onMcaHo B bubmuu. TaM MOXXHO HalfTH TOPaszo
6071b11Ie, YeM MBI cebe ITpeficTaBisgeM. BergymaTs
YTO-TO HOBOE HeJlb34. Bce mepe>xuBaHMA yxe
OINMCAHBI, TPOCTO (hopMa MOET0 Xy0XKECTBEHHOTO
BBIPQ)KEHMUS CETOAHS COOTBETCTBYET HBIHEIITHUM
BO3MOXXHOCTSIM: 51 MOT'Y UCIIOJTb30BATh JIAMIIOUKY —

axygoXKHUKY XV Beka HeT. CHavyaj1a s IbITaaach

B KMBOIIMCH NTepe/laTh TAMHCTBEHHBIM CBET, UYL
M3 IIPOCTPAHCTBA KAPTUHBL ITO OUeHb CI0XKHAS
3a/ladya — cfie/IaTh TaK, YTOOBI XOJICT CBETUIIC.

Sl pemaro ee 3a c4eT OTYTOHOB: pe3KMe KOHTPACThI
He JIa0T OIYIIeHN T M3UIECKOTO ITPUCYTCTBUS
CBeTa, MHe XKe XOTeJIOCh IlepefiaBaTh BHYTPEHHee
cBeyeHMe. Tak — ITOCTETIEHHO — 5 YXOXY B CBET.

CBeT B BAIIUX MHCTAIALUAX OTKPBIBAET
HOBBIe KadyeCTBa IPOCTPAHCTBA.

TB: Jaxxe usmepenus. B mpoekre «besbie ofex-
JIbI» CBET UET U3HYTPY 06BEKTA, CKBO3b OJIEXK I BI;
HO 5 ellje ¥ CHAPY XM OKPY’Kalo MX CBETOM, YTOOBI
3PUTeJIb OLTYIIIAJ CBET ¥ UBHYTPHU, ¥ CHAPYXKHU.

He n106110 3aTeMHATH TPOCTPAHCTBO, TZle BHICTAB-
JIeHBI paboThI: HYXKHO, YTOOBI Be3jie 65110 CBeTIIO!
3a cuer aToro focturaeTcs 3¢ deKT pacnaga
MaTepuH, leMaTepuaInu3anum — peJMeT Kak Obl
PacTBOPSIETCS, CTAHOBUTCS HEMATEPUAJIBHBIM,

He IIPMHAJJIeXAL MM HallleMy MUDY.

TeM He MeHee B Balllel )KUBOIIMCHU U 06'b-
€KTax 4acTo Ha IePBHIH IJIaH BhIBeieHa
reoMeTpuiecKas CTPyKTypa — ceTKa CO 3Be3fia-
MM Ha IepeceYeHNAX.

Tb: B3TOM HeT IPOTUBOPEYMS, [IOTOMY YTO
BcenenHas cTpyKTypMpoBaHa. B pabote «YTpeHHUE
3Be3ZbI» 1 06pAILAI0Ch K TU(ATrOpecKoMy yue-
HMIO 0 MY3bIKaJIbHO-MaTeMaTU4eCKOM YCTPOMCTBe
kocmoca. [Tndarop canTat, 4To Bce mpeMeThl
HaIllero MaTepyaJbHOTO MUPA 3By4aT — M CJIBIIIAJ
3Ty MY3bIKY c(hep, KOTOPYIO ITPe/ICTaBIIsI KaK
TapMOHMIO YMCJIOBBIX COOTHOIIEHU M. MUp y1iops-
Jl04eH MaTeMaTUYeCKU. «30JI0TOe ceuyeHe» MOXKHO
06HApPY>XUTh TOBCIOAY, ¥ UeM fiaJIblile, TeM OO0JIbIle
MIOATBEPXKI€HUI MBI HAXO MM TOMY, YTO C MaTeMa-
TUYECKOM TOYKY 3PEHMS BCe B MYPe FTapMOHMYHO.

51 He y4eHBIN, HO MHTYUTUBHO YyBCTBYIO, YTO B OCHO-
Be MUPO3JaHU JO/KHA 6BITh CTPYKTYPA, IIO3TOMY
PUCYIO CeTKY: KDECTUKH, 3Be3/]bl, KOTOPbIE YIIOPA0-
YMBAIOT Hallle IPOCTPAHCTBO, CTPYKTYPUPYIOT eTo.
Tak — U3 omy1eHMs — B MOMX PaboTax MOABIAETCS
reoMeTpus. X04eTCsi CTPEMUTHCS K FTApMOHUMA

KaK HeKoJ Touke rokos. B IIcanime 54 ecTs Takue
coBa: «Kto 1ay1 661 MHe KPbUIbs, KaK Y TOTy0s1?

leHepaTopbl pagyru
12 obvekmos. 2008-2012

TamesHa badaHuHa: Benblit UBET 1 cBeT —
bopma 1 cofepkaHmne moux pabot. benbii
LIBET MMEeEeT MHOXECTBO MeTadopuye-
cKux 3HadyeHnit. OH poxaaeT Bce LBeTa
CO/THEYHOTO CMeKTPpa, CEMULIBETHYIO apKy
Ha Hebe — paayry. Tak nosBuaCcs 3TOT
npoekT. Pafyra B UHTepbepe — pesynbsrat
npenomneHuns Gesbix CBETOBbIX y4elr Npu
MOMOLLY Pa3ANUHbLIX ONTUYECKMX NpW-
cnocobneHnit. 3T camopenbHble pasyru
HanoMMHaloT 3HaMeHWe 3aBeTa Mexay
Borom v «mexay BCAKOIO yLIO0 YKNBOIO
BO BCSAKOV M0TU, KOTOpast Ha 3emne»
[BbiTnie 9:16]

Rainbow Generators

12 objects. 2008-2012

Tatyana Badanina: White colour and light
are the form and content of my works.
The white colour has many metaphorical
meanings. It gives birth to all the colours
of the solar spectrum, and the seven-
colour arch in the sky, the rainbow. That
was how the project was born —it was
the birth of rainbow inside the building,
created by refracting white rays of light
with the help of various optical fixtures.
These handmade rainbows remind of the
sign of the covenant between the God
and ‘all living creatures of every kind

on the earth' [Genesis 9:16]
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Sl yneTen 651 M yCIIOKOMIICS OBI; JAJIEKO YAATUIICS ObI
s1 M OCTaBaJICs ObI B TYCThIHE; TIOCTIEIINIT ObI YKPBITH-
Cs1 OT BUXPSI, OT Oy pu». TIpoeKT «KpbLibsi» 51 fieiajia

C 3TOV MBICJIBIO: IOJHATHCS Y TIONACTh TYAQ, Tie
MOYXHO 06PECTH TIOKOM.

CBeT — 3TO CTUXM A, ¥, HABEPHOE, He BCcerja
JIETKO HAaM T AMAJIOT C My3€HHBIM IIPOCTPaH-
cTBOM?

TB: [IpocTpaHCTBO B My3ee HY>KHO CHavasIa
HauTH (cMeertcst). [TouTH Bcerzja ocTaeTcss YyBCTBO
HEY/IOBJIETBOPEHHOCTH — HEOOXOZ UM COBCEM
Ipyroy MaciiTa6. OGBIYHO MY3€eH ITPOCAT paboTaTh
6BICTPO, C 0OYEHb CKPOMHBIMMY GIOKETaMU ¥ 60JTb-
UMMM TEXHUYECKUMY OTPaHUYEHUAMU. A eCJTU Obl
YCJIOBUS CXOAMIUCH — TPOCTPAHCTBO, GIO/KET,
BPeMI, TO TPOEKTHI ObLIM ObI COBCEM APYTUMMU
M CUTYaLMs UBMEHMJIACh — B I1€JI0M, He TOJIBKO IS
MeHs1. Celfyac MHOTMe€ TPOEKTHI HAIIMX XYOKHMU-
KOB 3aMMPAIOT Ha YPOBHE 3CKM30B: M/IEY MOIITHEIE,
HO, IOCKOJIBKY BOTLJIOIIAIOTCSI OHM PEYIIMPOBAHHO,

3aMBbICeJT He PACKPBIBAETCS TIOJTHOCTRIO. Sl He yMa-
JISTI0 JOCTOMHCTBA paboT: UX NOsIBJIeHNe — 6e3yCI0B-
Hasl LIeHHOCTb, ¥ TEM He MeHee B COBpeMeHHOM MUpe
He XBaTaeT MacIITabHbIX ITPOEKTOB, IKCIIEPMMEHTOB
C OTPOMHBIMM NTPOCTpaHCcTBaMM. ['os1oc McKyccTBa
3BYYMT BCE THUIIIE.

MeH»lIe HIAHCOB GBITH YCIBIIIAHHBIM?

TB: [llaHCOB Ha OTKJIMK IIPM JIF0OOM MacIiTabe
He Tak MHoro. Hy>XHO MMeTb 0co6ble yIlIeBHbIe
HaCTPOMKM, YTOOBI CJIBIIIATh TOHKME BEII, — YMeThb
CJIeIUTD, HA6I0ATh. ITO paboTa. Ho XyH0XKHUKY
HeJIb3s1 BCIO )KM3Hb IIENTAaTh — MHOTAA BA)KHO ITPO-
CTO CJIBIIIATh COOCTBEHHBIM TOJIOC.

Kpblibs

Wrnemannauus, 2003

BoobpaskeHue BbIXOAWT 3a OrpaHundeHus
BPEMeHU 1 NpocTpaHcTsa. KpbinaTble
00bEKTbI CUMBOIM3MPYIOT YCTPEMIEHUS
Niofen K MeuTe, MOABEM Haf, peasbHO-
cTbto. CeroiHa Ka/JoMy AaHbl ABa Kpbina
BPEMEHW — npoLunoe v byayllee. 3T ABa
Kpblla NoMoratoT NPeoAoNeTb CONPOTVBIIE-
Hvie BpemeHu. [lpyrie aBa Kpbiia — OnbiT 1
MeyTa — NoAHMMaIOT YesloBeka Haf, Bpeme-
HeM. Kpblabsi — 3TO ONIMLETBOPEHNE YCUAWA,
HanpaB/ieHHbIX Ha MPeofoNeHNe BpEMEHN
1 NpocTpaHcTBa. bnarofapa noanepxm-
BaloLLelt cue KPbIbsi CYUTAIOT CUMBOJIOM
nanoMHUYeCTBa AyLUn B He6O

Wings

Installation, 2003

Imagination transcends the limitations
of time and space. The winged objects
symbolize people's aspirations to rise
above the reality. Today, everyone has
two wings of time — past and future.
These two wings help to overcome

the resistance of time. The other two
wings —experience and dream — raise
the man above time. The wings are the
embodiment of efforts to overcome time
and space. Thanks to their buoyancy,
the wings are considered the symbol
of soul's pilgrimage to the skies
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Benbie opexabl
«[lobexaatoLmi ob1eveTca B Oesble 0aexK-
abl...» [OTkposeHye 3:5]

O6wvexkmel, 2007

Y10 03HauatoT benble OAeXAbl, B KOTOPbIE
obnekatoT nobexaatounx? benoiit uset
Bcersia Obi LIBETOM PafoCTy, TOPXKeCTsa U1
nobeabl. Kpome Toro, oH 6bI/1 3HaKOM Yui-
CTOTbI. Hayanom 3Toro npoekTa Nocayxuna
nofapeHHas MHe penpoaykuus pusbl Mpe-
cssTon boropoawupl. [Nepsoe nnatbe 3100
LMKa — pusa 13 bymaru py4Horn paboTb.
CpenaTb opex/pl 13 bymary MeHs BAOXHO-
BUAK paboTbl Moelt fouepun AHHbl Cepre-
€HKO, — BCe 3CKM3bl K CBOMM KOJIEKLMAM
OHa genana mn3 6ymam B TEXHMKE KOJ11axa.
[nasHas konnekumns «4epHoe = benoe»
3akaHurBanacb GeNOCHEKHOM OAEXA0MN,
KoTOpylo AHsl Nto6VIa EMOHCTPUPOBaTH
cama. MHorve «aHrenbckme» oaexapl 13
6enor bymaru NoBTOPSHOT GOPMbl AHUHBIX
nnatbes

OBLWNA 93blK WckyccTBO

White Garments

'He that overcometh, the same shall be clo-
thed in white raiment...' [Revelation 3:5]
Objects, 2007

What is the meaning of white garments
worn by the winners? The white colour was
always the colour of happiness, triumph
and victory. It was also the symbol of
purity. This project was born out of the re-
production of the robe of the Holy Mother
of God, which | received as a gift. The first
dress in this series was a robe made out of
handmade paper. | was inspired to make
paper clothes by the work of my daughter
Anna Sergeenko — all of the sketches for
her collections are done as paper collages.
The principal collection Black = White
would end with snow-white clothes that
Anna liked to showcase herself. Many of
the 'angel’ garments made out of white
paper reiterate the shapes of Anna's
dresses
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' Different scope

Artists Tatyana Badanina
and Vladimir Nasedkin explain their
relationship with light

The light always speaks through your works, even if
their creation requires sand and plywood, like it was
with The Tower architectural installation'. What does
the light mean for you?

ViaDIMIR NASEDKIN: Light as a physical phenomenon
doesn't always become a part of our artistic work, but we
always think of it in one way or another, as it's an important
visual instrument for us.

In The Tower, the light performs the work of a sculptor, by
molding and sacralizing the established space. The visitor
moves along with the light, which penetrates from above
and through the wall portholes. The object was installed
next to the building in such a way that the main observation
point was located on the second-floor level — from above,
The Tower resembles the coat of arms of the school, on
whose territory it was located. The school itself was closed
three years prior to the triennale, because everyone is
leaving this depressed region of Japan, and there are no
more children. Only old people are left: they are all engaged
in hard peasant labour, cultivating tiny plots of land in the
mountains, fighting snow in the winters, because the snow
piles there reach four or five meters.

The Tower brings to mind the Stonehenge silhuette
and the effect born of the interplay between the giant
rocks and sunlight. Was this a conscious reference?
VN: Many people remark of such associations. The feeling
of sacredness is created because | deliberately blocked
access to The Tower, but also because of the object's very
form, and the movement of light through the three-meter
high portholes of entrance and exit. Seven hemispheres,
which connect the vertical surfaces of the whole structure,
symbolize the seven villages, from which the children, who
used to go to this school, came. Three vertical walls — the
three rivers that surround this village — block the entrance
to the sacred zone, where the school desk and chair stand.
All of these details can be clearly seen from above. It was
important for me to leave the internal space open, so

that the column of light would enter it, descending and
ascending. There are even photographs where it seems that
the object is radiating light, which is strange, because The
Tower is made out of plywood and painted the colour of
school walls, gray with sand. But many visitors, including the
architects, were convinced that it was made of concrete.
Your dimension is the geometry of light?

VN: That's absolutely right. | am a graphic artist, and | see
the world as full of straight and rigid lines. My world is the
world of geometry. And, clearly, the light, and its geometry
in architecture and interior design has utmost importance
for me. Light inspires me to create small block prints the
size of 5 by 10 cm and giant paintings of 3 by 4 m. These
different scales are brought together by the geometry and
architecture of light. In 1996, we were at this symposium

in Austria, and a series of abstract works was born, which
made an impression on the local artists and became a
milestone for me. One morning | saw the sunlight fall on
concrete aqueducts laid in the mountains to collect the
greywater, and | began to sketch the amazing interplay

of light and shadows. For me, the nature is the primary
source of inspiration, | am more of a realist than an abstract
painter. In the mornings, | sketch from life, and in the
evenings | fully submerge myself in the world of lines and
graphic symbols — | replace the grass and trees with only
the play of light and shadow, disembodying the elements
of nature into graphic components, such as lines, blots,
spots, and dashes. Another example is the French series of
abstract paintings called 'Structures’, which was based on

Questions by
Anna Mapolis

the architecture of light in the Catholic cathedrals. Imagine
the Gothic cathedrals with their mysterious semi-darkness:
there are no icons, no glitter, no exuberance of the Orthodox
church icon frames — the whole space is built on the
geometry of light and the play of shadows.

| really like the black colour, as it enables the artist to elicit
and appraise the light. For me, black is not even a colour, it's
more of a light, from which | cut everything extra, revealing
the work of art. Each artist has its own story to tell about
Kazimir Malevich's Black Square. As a minimalist, | move
from complexity to simplicity, and attempt to say as little

as possible —and here, only five lines are left, and now only
three... and then it's the Black Square as the limit. Why is

it a great work of art? Because here the starting point is
simultaneously the end of everything. It's the limit, beyond
which there can be no movement, and so you are forced to
return to the polyphony, to the new loop —and once again you
start to clear away and speak less and less: five lines, three...
Last summer, the Geometry of Light project, which was
first presented at the State Shchusev Architecture
Museum, was exhibited at the Erarta Contemporary
Art Gallery. Has it evolved over time?

VN: The project is based on juxtaposition of Tatyana
Badanina's light installations and optical objects and my
graphic, highly-contrasted and rigid works. For the show in
St. Petersburg, the project was augmented with Tatyana's
Requiem, while the body of my big paintings was expanded
with the photograph series called Shadows of Tibet, which
commited to paper the astonishing blackness of Tibet.

I don't know whether it's the rarefied high-altitude air, but
even the shadows of everyday objects, such as a charcoal
grill, look like deep space in Himalayas, like something
mystical. And this is a totally natural effect with no
Photoshop.

John Bowlt, art historian: If Nasedkin's artefacts create the impression
of stability and invincibility, Badanina's works are moulded, plastic,
fickle and ambivalent.

One of your flagship works — Rainbow Generators —
refers to the Biblical story of Noah's Flood, the end

of which was signaled by God with a rainbow. Why did
you turn to this subject?

TATYANA BADANINA: The Rainbow Generators project was
envisioned as a large-scale installation for a church. The ray
of light falls onto a prism, is refracted —and rainbow appears.
In the spot where it fades away, a new source of light is
placed, and so on. For now, the idea has been realized on a
smaller scale. Another project for a temple space is called
White Garments. In 2007, it was showcased at the Seraphim
Znamensky monastery, in the catacombs of the lower temple,
and later was exhibted at the Architecture Museum. In 2014,
we paved the fifteen-meter way from the belfry to the church
with white garments, the project was called Pussy Willow
Sunday. Next to the belfry we installed The Staircase to the Sky,
a light installation that was initially created for the Intervention
exhibit at the All-Russian Museum of Applied and Decorative
and Folk Arts, and was later moved to the monastery. For
nine years already, the White Garments project exists virtually
independent of me —it seems as if it decides on its own,
where it will be shown and how, and simply takes me there.
This was actually how it was born —new thoughts and
emotions would come to me at all times. For example, the idea
to lay out the garments on the road came to me much later in
project's life. It wasn't just about my wishes also —the Mother
Superior required a lot of courage to permit the contemporary
art to enter the temple, and

| tried to make sure that this
implantation into existing picture
was as harmonious as possible.

"The Tower was showcased at the Ichigo
Tsumary International Contemporary Art
Triennale in Japan, in 2015.
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Do you feel accepted by the temple space?

TB: In 2005, when we created The Protecting Veil of the Holy
Mother of God, we were very careful. Intuitively | wanted to
create a spatial icon, but | lacked the theoretical foundation
at that time. Later, | got to know professor Alexei Lidov,
who works on the subject of sacred space and spatial icons,
which come from the Byzantine tradition, where the sunlight
and moonlight were a part of the liturgy. | discovered

that my projects have both a theoretical and historical
foundation, and in this regard they continue an ancient
tradition.

Why did you decide to add light to your palette?

TB: The artists have been working with light for a long time,
but not in Russia, which is difficult to explain. | came to

light at the inner level: when you feel a shortage of positive
emotions and good environment in life, you look for the way
to escape. This movement is at first undefined, mysterious,
subconscious. | sought liberation from the rigid world that
surrounded me at that time: an industrial city, and Socialist
Realism in art. And so my paintings were getting lighter

and lighter, and when even the white colour was no longer
enough, | moved on to working with light, which is a sacred

substance, directly connected to the Heavens and outer space.

At a certain moment, it all became clear to me: everything
that is happening to the people —today or before —has
been described in the Bible. In this book, we can find much
more than we can ever imagine. You can't invent something
new. All of the emotional upheavals have already been
described, it's just that the format of my artistic expression
corresponds to the present solutions: | can use an electric
light, while the 15th century artists could not. At first,

| attempted to reproduce the mysterious light, coming out
of the paintings. It was a very difficult task—to make the
canvas radiate light. | manage it with the help of half-lights:
the sharp contrasts create the feeling of light's physical
presence, while | wanted to communicate the internal
luminosity. This is how | gradually move into light.

In your installations, the light unveils new qualities

of the space.

TB: | would even say, new dimensions. In the White Garments
project, the light radiates from inside the object, through
the garments; but | also surround them with light on the
outside, so that the spectator could feel the light both inside
and out. | don't like to dim the exhibition space, | want the
light to be everywhere! This helps me to achieve the effect
of substance disintegration, dematerialization — the object
seems to dissolve, become immaterial, out of this world.
Nonetheless, many of your paintings and art objects
have a geometric structure, a grid with stars placed at
the intersections, in the foreground.

TB: There is no contradiction because the Universe is
structured. In my work Morning Stars, | use the Pythagorean
theory of cosmos as a mathematical-and-musical structure.
Pythagoras believed that all the objects in our material
world make sounds —and he could hear this music of the
spheres, which he imagined as a harmony of numerical
relations. The world is ordered mathematically. The 'divine
proportion' can be discovered everywhere, and as we

go forward, we find more confirmations of the fact that
everything is harmonious in the world from a mathematical
point of view. | am not a scientist, but intuitively | feel that
the universe is based on a structure, which is why | draw
the grid with its stars and crossections that align and
structure our space. So, geometry appears in my works out
of perception. | want to aspire to harmony as a certain point
of rest. There are lines in Psalm 55: 'And | said, Oh that | had
wings like a dove! for then would | fly away, and be at rest.

7 Lo, then would | wander far off, and remain in the wilderness.
Selah. 8 | would hasten my escape from the windy storm

and tempest'. | did the Wings project with this thought in
mind —to rise up and find myself there, in a place of rest.
Light is the element of nature and it must be difficult
sometimes to build a dialogue with the museum space?
TB: You first have to find the museum space (laughs). I'm
often left frustrated <by collaborations with museums>,

because | need a different scale. The museums usually ask
the artists to work very fast, with very modest budgets

and serious engineering constraints. If all the requirements
came together — space, budget, time —then the projects
would be completely different, and the situation would
change, overall, not just for me. Right now, many of our
artists' projects are stopped in their tracks at the sketching
stage: the ideas are powerful, but because they can only

be brought to life in the reduced state, the idea can't be
brought to light in full. | don't want to disrespect the works:
their appearance is unconditionally valuable, but nonetheless
| believe that contemporary world has a shortage of large-
scale projects and experiments with giant spaces. The voice
of art is getting quieter.

There are less chances of being heard?

TB: Whatever the scale, chances for a feedback are never
many. You have to have special emotional settings in order to
hear delicate things —to be able to watch and observe. This is
real work. But you can't whisper to the artist his whole life —
sometimes it's important to simply hear your own voice.

NectHuua B Hebo

Wuemannauus, 2016

JlecTHuLa cBeTa CMBONN3MPYET Nepexos,
Ha Hebo — OHa yKa3sblBaeT Ha XenaHue
BOCCTAHOBUTb KOHTaKT MEXAY 3eMei

1 HeboM, Mexay Yenosekom 1 borom,
Kavk[ias CTymneHb COOTBETCTBYET Onpene-
NeHHOMY 3Tany [yXOBHOMO BOCXOXAeHWs

Staircase to the Sky

Installation, 2016

The staircase of light symbolizes
transition to the sky —it points out the
desire to restore the contact between
earth and sky, between human and God,
and each of its steps corresponds to a
certain stage of spiritual ascent
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MNAH OBBEKT

MoodepHucmckas sapuayusi Ha memy pumckol sunnel, komopyto Jlyuc KaH
peanusosan 8 apxumexkmype XydoxecmeeHHozo my3est Kum6enna (1972),
80W/10 8 UCMOPUIO KAK NPO2PAMMHOE 8bICKA3bI8AHUE MACMepa U CUMBO/T
KyslbmypHo20 803poxdeHust @opm-Yopma — cepdua [ukozo 3anada.

PeHuyo lMbsiHO, copok 1lem cnycmsi npu2/i1aueHHbil Ha NPoekm pacwupeHust
Kimbell Art, oceobodun 06pa3 3HaMeHUMo20 MeopeHUst c80e20 HOCMABHUKA
oM Hacs0eHUl pempocnekuuu, cblepas Ha MoHKoM KoHmpacme. Omcolaka

K OpesHezpeyeckoMy nepunmepy, NpUMeHeHHasi 8 MAaKmMu4HOM, 8blI8ePEHHOM
0o demasnu omeeme aMepUKaHCKOMY nNpoYmMeHUo NO30HEAHMUYHO20 KAHOHQ,
pPaodUKaAIbHO MeHsiem KOHMeKCm: KOMNO3UUUOHHbIe napasnenu, couxarouiue
UHMPOBEPMHYIO 3aMKHYMOCMb KyHCmkamepbl KaHa U 8ceieHcKyo
omkpslimocme mycetioHa MesiHO, yoepxkusarom 06a 06vbekma 8 HanpsixeHuu,
HU 0OHOMY U3 HUX He ocmae/isisi WwaHca 0OMUHUposame & aHcambie. Kod
apxumexkmypHoU mpaHcpopmayuu 06HaXeH 8 cxeme 3KCNO3UUUOHHO20
0ce8eleHUs HOB020 Kpblaid — CX00CMB0 HA yposHe c8emoso20 a¢pekma
docmuzaemcs 3d cyem UHBepcuU KOHcmpykuyuu npomomuna. CueHaputi
passumusi 3HaMeHUmMoU apm-uHcMumyyuu 80ccmaHasau8aem UCMopuk
apxumexkmypol AHHa bpoHosuuykas

KJIACCHURY

XymoXkecTBeHHBIN My3elt KuM6eia ¢ ero BeyaT/Isioniel KOJUIeKIMeN CTaphIX MacTePOB U HeeB-
POIIeNCKOTo MCKYCCTBA MOSBUIICSA B Pe3y/IbTaTe TUIIMUHO aMepuKaHckon uctopun. Y Kes Kumbesnna
(1886-1964) 66110 cEMB KT1aCCOB 06pa30BaHMsI, GOJIBIINE ZEIOBbIE CTOCOOGHOCTY M MHTEPECOBABILIASICS
MCKYCCTBOM >X€Ha, HO He 6b110 fieTeit. B 1935 rogy Kumbesii cosfan Xya0:KecTBeHHbBIN (DOH CBOETO
JMIMEHU ¥ CTaJI cO6MPATh MCKYCCTBO C TOM >Ke SHEPTHMeH, C KaKOM CTPOMJI CBOM 613Hec. C TOMOIIbIO
HBIO-MOpKCcKoro Anepa BepHapzaa Heroxayca eMy yAanochk IpMoO6pecT OKOJIO TPEXCOT BbIJAOIINXCS
IpOU3BeIeHUM, TPEUMYILIECTBEHHO eBPONENCKUX XyHoxKHMUKOB X VIII 1 XIX BeKoB. CBOIO KOJUIEKIIUIO
¥ 60JIBIIYIO YACTh COCTOSTHUS OH 3aBelnas ropoy ®PopT-YoprT ¢ ycsroBueM, 4To 6yZeT IOCTPOEH «Iep-
BOKJIACCHBIN My3elr». BenrbMa Kumbest ocefoBana npuMepy My>Ka M B CBOM CPOK TOXKe 3aBeljana
OTPOMHYI0 CYMMY Ha flaJIbHeMIIIee PasBUTHE My3es.

T'opog, B 3T0 BpeMs aKTMBHO paboTal Hafl GOPMUPOBAHMEM ITOIOXKUTETBHOTO MUMU/KA: ]Iyuc Kawu:
ucropuyeckas cinasa Popr-Yopra, mosb3osasierocs B XIX Beke MosoKeHUeM IjeHTpa Top-
TOBJIY CKOTOM, CBSI3aHa C KBAPTAJIOM, 3aC/Ty>KEHHO ITPO3BaHHBIM AKp AJla, — CaMbIM 3J/1a4-
HEIM MecToM B Texace. K cepeiHe XX BeKa ¢ IPUTOHAMMU IIOKOHYMIN, U CETOHA TOPOZ, HET apXUTEKTYPHI.

16-1 o BennnunHe B CILIA, mpoaBuraet ce6s Kak «ropoj, KoB6oeB 1 KyJIbTypbl». Kpome My-

3es KuMbesa, 3gecs MMeroTcss Myselt COBpeMeHHOT0 UCKYCCTBA, 3/[aHNe KOTOPOTo CIIPOeKTUPOBAHO
Tamao Aupo (2002), My3eit aMepUKaHCKOTO MCKYCCTBA, IOCTPOEHHBIN ¥ MHOTO JIET CITyCTS PEKOH-
crpyupoBanHbi Oumumnmom [JxorconoM (1962 u 2001), M HECKOIBKO YHUBEPCUTETOB.

[ToBOPOTHBIM B 3TOM TpaHchopMaLiuu cTaj 1965 rof, Korga nepseiM AupekTopoM Kimbell Art 6511
Ha3HaveH uckyccTBoBeg Puuapz ®opg BpayH. [lepen Tem BpayH pa6oTan Haf CO3LaHMEM XyI,0XKECTBEH-

Horo My3es B Jloc-Aumxkesnece (HbiHe 3HaMeHnTass LACMA'), Ho BCTynuI B KOH(QJIMKT C COBETOM IT0-

IeuyTesiey 13-3a BbIOOPA apXUTeKTOpa: OH peKoMeHZ0BalI Muca BaH fiep Pos, KoTopoMy Ipejnodin

Yunesama [lepenpy, OCTPOUBIIETO AOBOIBHO 3aypsaHoe 3nanue. B @opT-Yopre BpayH no-

Tpe60oBaJI eJMHOJIMYHOTO KOHTPOJIA HaJ, apXUTEeKTYPHOM YaCThI0 — M oTyum ero. OH pas- "Los Angeles County Museum of Art —
paboTa 3CKU3HYI0 KOHIIEMI[UIO, COTJIACHO KOTOPOI 3[aHUIO CJIEZI0BAJIO ObITh HEBHICOKMUM, Myseii nckycers okpyra Jloc-Anaxenec.

['1e HeT ecTeCTBEHHOTO CBETa,

57
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Jlyuc Kan: S paborato

Ha/l Xy/I0)KeCTBEHHBIM My3eeM

B Texace. B aToM nipoekTe [...] cBeT,
CTPYKTYPMPOBAaHHBIM B O€TOHE, OyIeT
CUATB ITOJLO00HO cepebpy. S 3Hat0, YTO

B KaPTUHHYIO rajlepeto eCTeCTBeHHbIU
CBET JJOJKEeH MPOHMKATH JIUIIb

B OrpaHM4YeHHOM oObeMe. es
3aKJIF0YaeTCs B TOM, YTOOBI COCTaBUTh
roMeleHue My3es U3 TOCIe0BaTeIbHO
BBICTPOEHHBIX TPOCTPAHCTB, HAKPHITHIX
UKJIOUAHBIMM CBOIAMMU C €IMHBIM
MPOJIETOM — CTO (DYTOB B AJTUHY

Y IBAALATh B ILMPUHY. KaXXy10 13 3TUX
rajiepey BeHJaeT Mpope3b, oOpalleHHas
K HEOY, M 3ePKaIbHBIN 3JIEMEHT

JJ11 OTPaXKeHM s IHEBHOTO CBETa B CBOJIE.
[TpoCTpaHCTBO HATIOJITHUT CBEUEHME
TepesMBarollerocs cepebpa, He Kacasich
MPOU3BEIEHUU UCKYCCTBA HATIPSAMYIO, —
3TO 1aCT MOCETUTEJIAM BO3MOXKHOCTh
OPMEHTUPOBATHCA BO BDEMEHM IO APKOCTH
COJIHEYHOTO CBeTa.

YTOOBI He TIePEKPBIBATE BU, HA TOPOJ, AJIsI CTOSIILIErO YYTh BBILIE HA CKJIOHE X0/1Ma My3es aMepuKaH- Xymo>KeCTBEeHHBIN My3eH
CKOTO MCKYCCTBA M 00€CIIEYUTH JOCTYTI B TajIepey paccessHHOTO JHEeBHOTO cBeTa. [IpoBe/is 1eperoBopsl Kumb6enna

C HECKOJIBKMMMU KPYITHENIIMMY apXUTEKTOPAMHU, B YMCJIe KOTOPbIX 66111 Mapcens Bpeliep, Muc Ban
nep Pos u [Teep-Jlyumxu Hepsu, on otgan 3akas Jlyucy Kany. [Tpu aToMm, 3Has, 4TO reHUATBHBIN apXU-
TEKTOP CUCTeMaTUUECKM CPhIBAeT CPOKY M HUKOT/IA He YKJIaJbIBaeTcs B 610/ KeT, BpayH nogxiouni
K peaynM3aluy rpoekTa MectTHoe 610po [TpectoHa M. 'epeHa — mpu3eMJIEHHBIX, HO KpEIIKUX ITpodec-
CHOHAaJIOB. B pesysbrare 3a ueTsIpe roza (1968-1972) myse 6511 mocTpoeH. Tak @opT-YopT mosmyuni
CBOIO IVIABHYIO IOCTOIIPMMEYATEeIbHOCTD, IPUBJIEKAIOIIYI0 IIOKJIOHHMKOB M 3HATOKOB aDXUTEKTYPHI
CO BCEero Mupa.

ITpu opmupoBanmy KosuteKIuu BpayH u nocienyoiye fupekropa Myses Kumbesia HeM3MeHHO
OT/IaBaJIM IIPEIIOYTeHMEe KaueCcTBY Ilepe]] KOJIMUeCTBOM, OUeHb U361 paTe/IbHO TPMo6PeTas IIpou3Beie-
HMS McKyccTBa. TeM He MeHee CO BpeMeHeM My3€l0 CTaJIO TECHO B CTaphIX CTeHAaX, K TOMY JKe My3el{Hble
(yHKIMK IpeTepIe/n cepbe3Hble M3MEHEHM 110 CPAaBHEHMIO € KOHIIOM 1960-x. ITepBas IOMBITKA pac-
urupenus Kimbell Art 6b11a npeanpuHsATa eltle B 1989 rogy, Korza 6s1BIIni coTpyAHMK Kana Pomansio
JXyprosa CrpoeKTUPOBasl HOBbIe KPBLIbS, pyIaHKMPYIOLIe OCHOBHOM KopIryc. [IpoeKT BbI3BasI Ta-
KY10 6y P10 BO3MYIIIEHU, YTO OT HETO OTKA3JIMCh, ¥ COBET ITOIIEUNTE e OTBAXKMJICS BHOBb ITOCTABUTD
BOITPOC O HEOOXOMMOCTH IOIIOJTHUTEIbHBIX IIOMellleHUM TOIBKO B cepefivHe 2000-x. Ha sToT pas
pellieHo 6b1J10 He fiesIaTh IPUCTPOMKY, @ COOPYAUTh HOBOE 3flaHNe Ha HEKOTOPOM JMUCTAaHLIMM OT CTApPOro.
B 2007-M 6e3 06bsiBNIEHUS KOHKYPca puriacuiu Peno [TesHo. [TpociaBuBimiics B 1970-X Kak aBTOp
napykckoro Lienrpa XKopyka ITommupy (coBMecTHO ¢ PuuapgoMm Pomxepcom), [TbsHO TOCTPOMII € TEX
TIOp HEMAJIO MHTEPECHBIX My3€eeB, B TOM uKciie Tpu B Texace. B osb3y 3Toro BeI60pa CBUETENBCTBO-
BaJIO TAaK>Ke TO 06CTOSTEILCTBO, 4TO B 1960-x [ThsHO ycrien nopaboTaTts B 610po KaHa 1 Bcerzia Ha3bIBal
CTaplllero MacTepa OJJHUM U3 CBOMX YUMUTeJIel, a 3HAUUT, 0/DKEeH 6bL1 9yTKO OTHECTUCH K €T0 Hacjle-
Iu10. 3TO 6b1JI0 0COOEHHO BXKHO, TOTOMY UTO CTOsI/IA 33/ja4a He TOJIBKO CIIPOEKTUPOBATh HOBOE 3faHMe,
HO M OTPECTaBPMPOBATH CTAPOE,  TAKIKE CO3AATH LIeJIOCTHBIM JTAHA AT PACIIMPHUBIIETOCA My3eHOTO
y4acrka. [Tpy 3ToM Hy>XHO 6b1/10 MCITPAaBUTh CEPhE3HBIN HeZloUeT IIPeXKHEeN IVTAHUPOBKM: B CBOE BpeMs
KaH, 4TO6GEI He TOPTUTH BUJ, PACIIOIOKMII TAPKOBKY Ha 3aZiHEM IBOPE, 110 STOM ITPUUYMHE 6OJIBIIIMHCTBO
TIOCeTUTe IeN NOTIa/IaTy B My3€eH, He [10JIb3YsICh IIapaZiHbIM BXOZ,0M, M YITYCKaJIM BO3MOXXHOCTD IIepe-
ceyb 6e3yTIPeYHO CPEXXMCCUPOBAHHBIN JIAHAIIAMT, KOTOPBIN L0JIXKEH ObLI TOTOBUTD UX K BOCIIPUATUIO
nckyccrBa. OTkpsiBiIeecs B 2013 rogy 3ganne [1bs1HO CBS3aHO € TOA3E€MHBIM rapa)koM, TaK UTO Tellepb
TTOCETUTE I CHAYaJIa HOAHUMAIOTCS K BECTHOIOJII0 HOBOM YaCTH, & OTTYA MOTYT ITIPOMTH yrKe 160
B 3QJIBI 3TOTO )K€ KOPITyca, 1160 Yepe3 ABOP K IJTABHOMY BXOJY B CTapbINL.

MecTo @opT-YopT, Texac, CLLUA
Peanvzauna 1968—1972
ApxutekTtop Jlync Kan
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HAayAno

B Hauvaste cBoel Kaprepbl, KOTOpoe MpUILIock Ha 1930-1940-e, KaH cTpousI MpenuMyIecTBEHHO COLU-
aJIbHOE XKUJIbe B JOCTATOUHO HEMTPAIbHOM MHTepHALIMOHATBHOM cTuie. Ho mpoBezis 1950 rof B pesu-
JleHIIMM Ip1 AMepUKaHCKOM akazieMun B PuMe, OH Co371a/1 COGCTBEHHYIO BEPCHIO MOZIEPHMU3MA, B KO-
TOPOM OTKPBITHIM OETOH M OTCYTCTBUE [JeKOPa COYETAIOTCA C OTCHUIKOM K MCTOPUUECKUM ITPOTOTUIIAM.
VIMeHHO 3TOT oA X0, IPOABUJICA B IPMHECIINX eMy MUpoBoe pu3Hanue MactutyTe Conka B Kann-
opuum (1959-1965) m HaunonansHoM Accambiiee Banrnazgen B lakke (1962-1974). My3eit Kumbesna
3amyMaH KaHOM Kak cCOBpeMeHHas BEpCUsI OKPY>KEeHHOM CaJJOM PUMCKOM BUJLIBI, B KOTOPOU CUMMe-
TPUYHbBIE KPBLIbS BBIIBUHYTHI ITepeji LieHTPaIbHOM YacThIo (hacaza. 3x1annue chopMUPOBAHO LIIECTHA-
LIaThI0 ITapaJIIe/IbHBIMM CBOAYATHIMM 06eMaMM OJJHOTO pa3Mepa, TapaMeTphbl KOTOPBIX HarIsAjHee

B (pyTax: 100 x 20 x 20 (30,6 M B Z/TMHY, 6 M B BBICOTY OT I10JIa IO CBOZ,A U 6 M B IIIMPUHY OT CTEHBHI 0 CTe-
HbI). He6osbIast BbICOTA 3/]aHMsA, 06YCIOBIIEHHAsI HEOOXOJMMOCTBIO He IIePEKPBIBATh BUAOBBIE TOUKH,
3aCTaBWIA 3aTTyOUTH CITy>KeOHbIe TOMeIeHN s IO, 3eMJII0. LleHTpasibHasg YacTh MMeeT YeThIPe CBOAA,
a 60KOBBIE IO LIECTD, TPUYEM CO CTOPOHBI IVIABHOTO (hacazia mepeHMe CBOIBI OCTaBJIEHBI 6€3 HApyXK-
HOM CTeHBI, 06pa3ys HaBec.

B oiMume oT ;peBHEPUMCKIUX OETOHHBIX CBOJIOB, BCEH CBOEM TAXKECTHIO IaBAIIUX HA CTEHbI, CBOYA-
Thle 060JI0YKM 13 >KeJ1e300eTOHA OIMPAIOTCS TOJIBKO Ha YeThIPe OIIOPHI 110 YIJIaM, 8 MEeXAY HUMMU U CTe-
HaMM OCTaBJIeHBI 11le/I}, TPOITyCKAoIIe BHYTPb eCTeCTBEHHBIM CBeT. [l yCUIeHUs UCTOPMYeCKMX ac-
COLIMAI[MI TOPIIEBBIE ITPOEMBI M CTEHBI KPBLIBEB MO/ HABECAMY OOJTUI[OBAHbI 6;10KaMu TpaBepTuHa (da-
ca/iHasA CTeHa IIeHTPAIbHOM YaCTH CTEKJITHHAs), KPOBJIS JKe OGIINTA JIMCTAMY CBUHIIA, KAK 3TO CAEJIAaHO
B CTAPMHHBIX UTAIBSTHCKUX IIOCTPOMKAX. Bo BHyTpEeHHEY OTe/IKe HAapsLy C TPAaBEPTUHOM UCIIOTIB30BAH
CBeT/IbIN 1y6, 2 IOBEPXHOCTh OETOHHBIX CBOJIOB OTIIOJIMPOBAHA /10 671ecKa. B BepxHel Touke KaXI0ro
CBOJIa ITpOpe3aHa I1ieJIb, II0f, KOTOPOM MHCTA/UIMPOBaHA cUcTeMa (PUIBTPOB U 3epKaJl, PaCIpeesisio-
LIUX COTHEUHBIM CBET I10 IOBEPXHOCTH CBOAA, YCTPOEHHOM KaK OTpakaTesb. biiarofaps sToMy 3aJ1bl
TIOJTY4aloT MATKOE eCTeCTBEHHOE OCBellleHMe, KOTOPOE CBOJUT K MMHMMYMY HE0OX0IMMOCTh B UCKYC-
CTBEHHOM CBETE M CO3aeT UAeTbHbIE YCIOBUA AJI BOCITPUATHS XKMUBOIMCH. Kpome TOro, B 31laHUM €CTh
TPY HEGOJIBIIUX TTATHO CO CTEKJITHHBIMY CTEHAMMU, TAK)KeE CIy Kallliie UCTOUHUKAMM eCTeCTBEHHOTO
cBeTa JiJ1s rajiepeit. JleTanu ogUMHEHB! 0611 ujee — KaXABIM LITPUX ITOAJeP>KUBAET UyBCTBO YMU-
POTBOPEHUSA ¥ TADMOHUY YeIMHEHHOTO0 I0CyTa Ha JIOHE IIPUPOJ bl UTOOBI IPUJATh MeTa//IMUECKUM
3/7IeMeHTaM >XUBYI0 MaTOBOCTh, KaH 3apskaeT eCKOCTPYMHbIM alapar ToJT4YeHO0M OPeX0BOM CKOPJIy-
oM. B IoMeleHusAX, I He BBICTABJIAETCA MCKYCCTBO — B BeCTHO0JTE, KadeTepun U 6UOIMOTEKE, — IIOZ,
LIEJTBIO B CBOZIE HET 3€PKaJl ¥ CKBO3b (OMIIETPBI MOXKHO BUZETD OeTyIye o HeGy 06J1aKa.
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Konnekums Kimbell Art oxsaTbiBaeT xyao-
YKECTBEHHbIE [OCTUXKEHUS Pa3HbIX 3MOX —
CTaTyu rpe4eckoro 1 POMaHCKoro nepuo-
1108, ApeBHee vckyccTBo HOro-BocTouHow
A3uu, Wenespbl MacTepos BospoxaeHus
1N MOAEepPHM3Ma [0 cepeanHbl XX Beka

The Kimbell Art collection encom-
passes the artistic achievements of dif-
ferent ages — there are ancient Greek
and Roman statues, the antique art of
the South-East Asia, the masterpieces
of the Renaissance masters and the works
of Modernists up to the mid-20th century



MNTAH OBBEKT




MQST wmy3selt | museum 2017

© 2013 KIMBELL ART MUSEUM, FORT WORTH © OHDESIGNBLOG.FILES.WORDPRESS.COM © AERIAL PHOTOGRAPHY INC

IIPORONKEHUE
OKa3aBUIUCh B CUTYAIUH, KOTJIA apXUTEKTOPY HY>KHO CJIEI0BATh BpAaueOHOM 3aII0BEY «<HE HaBpeIn»,
[TbsiHO, GYAYYM OHMUM M3 CAMBIX UCKYCHBIX MaCTEPOB HaIIIeTO BpEMEHH, CYMeJI CO34aTh HEUTO OJJHO-
BPEMEHHO [Ie/IMKATHOE ¥ OPUTMHAIBHOE. 3TaHMe [TO/Ie/IEHO Ha IBA COeAHEHHBIX ITEPEX0/JOM KOPITy-
€a, OIH M3 KOTOPBIX, PACIIOJIOXKEHHBIN Ha TPAHMIIE YYACTKA, TIOUTH IIOTHOCTHIO ITOTPY>KEH B 3€MJITIO
¥ 3aMaCKMPOBaH epHOM. B HeM pasmecTuiics 3puTeIbHbIN 321 Ha 298 MecCT, HOBas, 60Jiee POCTOPHAS
6161M0TeKa, 06Pa30BaTEILHBIN OTAEI U TajIepey JJIs SKCIIOHUPOBAHNSA Uy BCTBUTEIBHOM K CBETY
rpadmku. Bropoy KopIryc, Ha3BaHHBIN «JIeTALMM aBUIBOHOM>, IIOCTPOEH MPSIMO HAIIPOTUB 3aHUSI
Kana: dacagsl pasgenser guctTaHius B 60 METPOB.

I[TbsIHO MOJYMHMII KOMITO3UIIMIO CBOETO IIABUJIFOHA ITPEALIECTBEHHUKY: IIPMMEPHO Ta e BBICOTA
M AJIVHA, TAK JKe pasfieJIeHHBIN Ha TPY 9acTH (acas ¢ Toy e ocsio cuMmMeTpun. Ho ecnin KaH paboTan
€ 06pa3oM PUMCKUX CBOJOB, [TbSHO ITPeI0K 1 MOJIEPHU3MPOBAHHYIO BEPCHIO I'PEYECKOM CTOEY-
HO-6aJIOUHOM cUCTeMBL. Yepeia OIMHAKOBBIX KBaJPATHBIX B CEUEHUM OTIOP HECET CUJIBHO BHICTYIIAIO0-
11Me BIepe] CIBOEHHBIE 6aJTKV ¥ KPOBJIIO C KJIACCUYECKUM BBICTYIIOM KapHM3a.

[IpUHIUT «CXOHO, HO OT/IMYHO» IIOC/Ie0BATEFHO BhIIEPXKAH Ha HECKOTBKUX YPOBHSIX. B HOBOM
TIaBWJIBOHE MCIIOTb30BaH TAKOM JK€ OTKPHITHIN GETOH M MOJIBI TOKPHITHI TAKMM K€ CBET/IBIM IyGoM,
HO CTEHBI OCTaBJIEHBI GETOHHBIMHY, 6€3 TPABEPTUHOBOM OGJIUI[OBKH, & TOTOJIKY pacyepUyeHbl He Me-
TUUIMYECKMMY OTPAXKATEIAMH, 2 6TKaMM U3 TJAMMHUPOBAHHOM €JI0BOM fpeBecHHbL. Kak 1 B 3gaHnm
KaHa, ecTecTBEHHBIN CBET TPOHMUKAET B 32JTbI B OCHOBHOM CBEPXY, HO YCTPOEHO BCE COBEPIIIEHHO MHAYE:
KPOBJIS BBITIOJTHEHA U3 MAaTOBOT'O CTEKJIA, & IIOTOJIOK MEXAY 6aTKaMy OOILITUT TKaHbI0, GUITIETPYIOIIEN
COJIHEUHBIV CBET U CKPBIBAIOIIIEH JIAMITHI, KOTOPBIE BKJIIOYAIOTCS B IIACMYPHYIO IIOTOAY U ITPU HaCTYy-
TIJIEHUM TEMHOTBHI. JIOTIOTHUTENTBHO CBET PETYIUPYETCs BHELTHUM CJI0EM METALTUIECKUX YKATIO3H.
I[Tpy 3TOM 3aKperIeHHBIE B 6aTKaX TPO)KEKTOPHI-CIIOTHI CTUJIMCTUIECKH COTTIACOBAHBI C TEMM, UTO MC-
ITOJIB3YIOTCS B CTAPOM 3[aHUMU.

B KPbUIBAX PA3MEUTAI0TCA SKCITO3ULIMOHHBIE 3aJTbI (B I0’KHOM [1J11 BDEMEHHBIX BBICTABOK, a B CEBEP-
HOE TIepeesieT YacTh TOCTOSTHHOM SKCITO3UIINY), B CPeTHEN YacTH — BECTHUOIOIB C rapiepo6oMm, Kade
¥ My3eHHbIN Mara3uH. Cy)keGHbIE Y TEXHUUIECKME TOMELeHUS HaXOASITCS Ha HYKHEM, TT0/[3eMHOM
YpOBHE. MeXXAy BHICTYTIAMY KPBLILEB, IIepe]] BXOZOM B BECTHGI0JIb, PACTIONIOXKEHbI BRIXOABI U3 MOJ-
3eMHOTO rapaka.

[ThsiHO OMIMCHIBAET CBOIO IMOCTPOMKY KaK JIETKYIO ¥ ITPO3pavYHY10. [leCTBUTEIFHO, ee GOKOBBIE CTe-
HBI TTOJTHOCTBIO CTEKJISTHHBIE, KaK ¥ CTEHA BeCTUOIOIS, OTKYAA OTKPBIBAETCS BUJ, HA KJIACCUIECKYIO
noctporky KaHa. BrieyaTsieHue IErKOCTH LOCTUTAETCS CBET/IHIM TOHOM 6€TOHA, TOHKUM ITpoduieM

KPOBJIH, BU3YAJIBHBIM 3a30POM MEXAY HECYITMMU U HECOMBIMHU 3JIEMEHTAMMU, A TAKXXE€ BEPTUKAJIbHBIM

PUTMOM KOJIOHH Y OCTEKJIEHUSI.
HecMoTps Ha 60JIBIIYIO IJIOIIAZE OCTEKJIEHMS, ¥ HOBOTO 34aHMs My3esi KuM6esia mpekpacHble
3HeprocbeperaInye XapakKTEPUCTUKH, KaK U IT0JJ00aeT 06BEKTY TAKOTO YPOBHA. [OCTUraeTCs 3TO
L[€JIbIM PSAZOM NpueMoB. Ha KpoBjie ycTaHOB/IEHBI (DOTO3IEMEHTHI, TUTAIOLIE CBETOAMO/JHBIE OC-
BETUTEIbHBIE TPUOOPHL. 36 Te0TEPMATbHBIX KOJIO/IEB 06eCIEUMBAIOT IKOJIOTMYHOE OTOIIEHME
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HoBBIN MaBUIBOH

MpoekT n peannsauns 2007-2013
KnneHT Kimbell Art Foundation
ApxuTekTypa Renzo Piano Building
Workshop B coTpyaHuyecTse

c Kendall/Heaton Associates
YnpasnstoLlas KoMnaHus

Paratus Group
NH>eHepHO-KOMMYHUKALMOHHbIE
cetn Arup

ﬂaHLLLuanTanZ On3anH

Michael Morgan Landscape
Architecture, Pond & Co.
CucTembl ocBelLeHNs

Arup Lighting

AxycTuka Harvey Marshall Berling
Associates

Obwas naowans 9395 m2

BiomxeT $135 MAH
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M OXJIXKIeHMe ToMeleHUI. Db peKTUBHBIE CTEKIONAKEeTHl MUHUMHU3UPYIOT IIOTEPH TEIIA B XOJIO-
HYIO0 [TOTOZIY ¥ HaTPeB B XKapKy10. BHOCUT CBOM BKJIA/] B TEPMOMU30JIALIMIO ¥ KPBITasi TOP(OM KphILia
3agHelt yacTy 3fanus. CucteMa BEHTWIALIMY KOMOMHUPYET BHICOKOTEXHOJIOTMYHBIE YCTAHOBKM C UC-
10JIb30BAaHMEM €CTECTBEHHOTO TOKA BO3JyXa. B [1€/7I0M pacxo sHEpruy Ha eAMHUILY TIOLUIAIX B HOBOM
3[JaHUY BJJBOE MEHBIIIE, YeM B CTAPOM.

JKUBAM CBA3D
IMepBoHauanbHbIM AU3aMH fBopa Myses Kumb6esa 6611 co3gad KaHoM coBMeCTHO ¢ TaHAmadTHHIM
apxutekTopoM u3 Punanensdum JxopaxeM [15TTOHOM, TOUHee, ¢ COTpYLHULEH 610po [TsTTOHA Xap-
puer [IsTTHCOH, KOTOpas 6b1y1a T060BHUIIeM KaHa 1 MaTephlo ero cbiHa HaTaumusid, BocaeicTBUU
CTaBIIETO KMHOPEXXMCCEPOM U CHSIBIIIETO O CBOEM OTIie uibM «Mo apxuTekTop» (2003). iIMeHHO
ITsrTHCcoH npenoxxuia Kany cienars nepef acazioM My3est HaBechl, CO3/1aB [TepexX0HOe IPOCTPaH-
CTBO MeXJY BOPOM U MHTephepoM. [To 3ambicy KaHa, moceTuTe M SOKHBI ObUIU TOJXOAUTD
K My3€l0 CHayaJIa 1o ajijiee, a 3aTeM Yepe3 POLIMITY YA HbIX [1afy60B, CBIIIA, KK HIe/IeCT TUCThEB
Y IIOPOX IPaBUs I107; HOTAMM 3aITyIIaeTcs XKypUaHUeM BOZbl B 6acceiHax, BEITAHYBIIMXCS BIOJb
KPBIJIBEB.

ITpu cTpoMTeIbCTBE HOBOTO 3[JaHM U [TO/[3€MHOTO rapaka cTapble fiepeBbs ObLIM BEIPYOJICHBI.
To, 4TO 3TO MPOM3OIIIO ¥ HOBOE 3[JaHMe BTOPIVIOCH B IPOCTPAHCTBO ITIepBOHAYaIBHOIO [1BOPA, — Ca-
MBI KPUTUKYEMBIY ITyHKT IIPOEKTa paciinpeHus My3esi. OnmnoHeHTs! [IbTHO MOYepKUBAIH, YTO

Kak 1 B 30aHuu KaHa, B nasuiboHe PeHLo
[MbSHO €CTEeCTBEHHbIV CBET NMPOHVKaeT

B 3a/1bl B OCHOBHOM CBEPXY, HO YCTPOEHO
BCe COBEPLUEHHO MHaYe: KPOB/IS BbINOHE-
Ha W3 MaToBOrO CTeK/a, a NMOTONOK MeX Ay
6ankamyt 06LINT TKaHbIO, PUNLTPYIOLLEN
COJTHEYHbIM CBET U CKPbIBAIOLLEN Nammbl,
KOTOpPbIE BK/IIOHAIOTCA B NacMypPHYIO Noroay
1 NPU HACTYNNeH TeMHoTbI. [Jonon-
HUTENIbHO CBET PEeryMpyeTcst BHELHUM
CNoem MeTanaMyecknx xanosu. Mpu atom
3aKpeneHHble B 6anKax NPOXeKTopbl-Cro-
Tbl CTUAMCTUYECKMN COMNaCoBaHbI C TEMU, YTO
1ICMO/B3YIOTCS B CTAPOM KOpryce.

Just like in Kahn's building, the natural
light mainly penetrates the rooms from
above, but the arrangement is completely
different: the roof is made out of opaque
glass, and the ceiling between the beams
is sheathed with fabric that filters the
sunlight and hides the lamps, which come
to life on overcast days and in the eve-
nings. Additional light is regulated with
the external layer of metal window-blinds.
Simultaneously, the spotlight projectors
hastened to the beams stylistically align
with the ones used in the old building.
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Penyo Ilvano:

[T033Us apXUTEKTYPBI
packphIBaeTcs yepes BUOpaluio,
CIUsHYUE C aTMOCHEPOH,
MeTaMopd035l, CBET, IPO3PaYHOCTh,
HaMpsDKeHMe MeXTY 00beKTOM
Y OKPY>KE€HUEM.
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Terneps dacaz 3nanusa Kana 6yeT cMOTPETh He Ha pocIble y6bI U BA3bI, a HA (hacas HOBOM IMOCTPOMKH,
He IpMHUMas 1oBoza IIbsSHO 0 TOM, UTO paccTosiHMe 60 METPOB — caMOe OAXOAs1IIee A1 «6ecebl» MeX-
Iy 30aHUAMMU.

RPBW u ux mapTHepbI-TaH/ad THUKM U3 ATIaHThI, 610po Michael Morgan Landscape Architecture
and Pond & Co., MpUI0XWIN CEphe3HBIE YCUIIHUSA K TOMY, YUTOGBI KOMITEHCHPOBATh TPUYMHEHHBIN YILepo.
B3aMeH YHMUYTO>XeHHBIX /lepeBbEB BHICAXKEHBI HOBbIE KPYITHOMEDHI TEX XKe TI0POJ, HO B HECKOJIBKO MTHOM
TOPSI/IKE: TTOSIBJIEHME HOBOTO 34aHMS MOTPe60BAIO UBMEHEHMH B OPraHM3allMy ITPOCTPAHCTBA.

IMokpbsITast [epHOM KPBIIIIa 33/JHET0 KOPITyca € F0)KHOM CTOPOHBI MATKO MTEPEXOAUT B JTY>KAMKY CKJIOHA,
06pazys HOBOe 03eJIeHEHHOE 0611[eCTBEHHOE ITPOCTPaHCTBO. OHAKO HEYTOMUMbIe TPOTUBHUKM TPOEKTA
3aSBJIAIOT, YTO MTO/I3EMHBIN 06'b€M BCE PABHO CJIMIIIKOM CUJIBHO BBIJIAETCS HAPYIKY, A CITY>KEOHBIN ITObE3]T
¥ CBETOBBIE KOJIOAIIHI MEIIAIOT BU/ETH B 3TOM BHITYKJIOCTY OPTAaHMYHYIO YaCTh MeM3axa.

HoBble ra3oHs! ¥ HaCXKAEHMS MTOSBWINCH U ITO CTOPOHAM 000MX 3AaHNUM, ¥ HA MeCTe GBIBIIIeN ITapKOB-
KM no3aziu kopiyca Kaza. [lepeBbs, BBICAXKEHHBIE 110 IEPUMETPY YYacTKa, CO3AAI0T IPOHUIIAEMYIO 3eJIe-
HYI0 U3TOPOJIb.

Tepputopus my3est Kumbesia BKIIoueHa B KyJIBTYpHBIN KBapTan PopT-YopTa. C BOCTOKA, BHIIIE
IO CKJIOHY, K HEJ IIPMMBIKAET CTOJIb XKe 3eJIEHBIN y4acToK My3est IMoHa Kaprepa, riie XxpaHuTCs co6paHue
aMEePHUKAHCKOTO MCKYCCTBA, a C 3aIazia — BageHns Myses CoBpeMeHHOT0 MCKyCCTBa. BMecTe oHM 06pasy-
10T OGIIMPHBIMN MTapK, CTABIINI HEMAJIOBAXXHBIM 3IEMEHTOM PeKpeallMOHHOM MHMPACTPYKTYPHI ¥ 3KO0JIO0-
I'UYECKOU CUCTEMBI TOPOJA.
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PLAN OBJECT

The Modernist variation on the classical Rome villa, realized by Louis Kahn

in the architecture of the Kimbell Art Museum (1972), went down in history as the
maestro's program statement and the symbol of the cultural renaissance of Fort Worth,
the heart of America's Wild West. Renzo Piano, who was invited forty years later

to oversee the expansion of Kimbell Art, was able to free the perception of his mentor's
genius work from the layers of retrospection by playing up the subtle. The reference

to the Ancient Greek peripter, used in the delicate and calibrated answer to the American
interpretation of the late Classical canon, shifts the context dramatically: the compositional
rhymes, which bring the introverted insularity of Kahn's Kunstkamera closer to the
universal openness of Piano's museon, seem to keep both works in the state of constant
tension, with no chance for either to dominate the ensemble. The code of architectural
transformation is revealed in the arrangement of the new wing's museum lighting, and this
similarity at the level of lighting effects is achieved through inversion of the prototype's
design. Architectural historian Anna Bronovitskaya reconstructs the scenario of the

famous art institution's development

The Kimbell Art Museum, with its impressive collection of

Old Masters and non-European art, was a result of a typically
American story. Kay Kimbell (1886-1964) had only seven
years of education, great business acumen and a wife who was
interested in art, but what he didn't have was any children. In
1935, Kimbell set up the Kimbell Art Foundation, and began

to collect art with the same energy that he used to build up
his business. With the help of New York art dealer Bernard
Newhouse, he was able to acquire about three hundred
masterpieces, mostly by the 18th and 19th century European
painters. He bequeathed his collection and the greater part of
his fortune to the city of Fort Worth on the condition that it
builds 'a museum of the first class'. Velma Kimbell followed her
husband's example, and in her turn also bequeathed a giant
sum for the further expansion of the museum.

Right around that time, the city was actively working on

its positive image: the historical reputation of Fort Worth,
which in the 19th century was the center of cattle trade, was
connected with the city quarter that was deservedly called
'Hell's Half-Acre' — Texas' greatest haunt of vice. By the
mid-20th century, the era of hellholes was over, and today
the city, America's 16th largest, promotes itself as a 'city of
cowboys and culture'. In addition to the Kimbell Art Museum,
there are the Modern Art Museum of Fort Worth, designed
by Tadao Ando (2002), the Museum of American Art,
designed and decades later reconstructed by Philip Johnson
(1962 and 2001), and several universities.

The turning year of this transformation was 1965, when

art historian Richard Fargo Brown was appointed the first
director of the Kimbell Art Museum. Prior to that Brown
worked on the creation of an art museum in Los Angeles
(the now famous LACMA'), but came into collision with the
board of trustees over the choice of the architect: Brown
recommended Mies van der Rohe, but the board preferred
William Pereira, who had built a rather unremarkable build-
ing. At Fort Worth, Brown demanded exclusive control over
the architecture decision-making —and got it. He developed
the draft concept that specified that the building should be
a low-ise, so as not to occlude the view of the city for the
Museum of American Art, which stood slightly higher up the
hill, and to provide the diffused daylight with access to the
galleries. After negotiations with several prominent archi-
tects, including Marcel Breuer, Mies van der Rohe and Pier

' A game of classics

Luigi Nervi, he hired Louis Kahn. Knowing that the genius
architect consistently missed the deadlines and run over the
budget, Brown made the local architectural and engineering
firm of Preston M. Geren the associate architect. The local
team was down-to-earth, but with a reputation for doing
everything on time and budget. As a result, the museum was
built in four years (1968-1972). This was how Fort Worth
acquired its principal landmark, which attracts the fans and
connoiseurs of architecture from all over the world.

In creating the collection, Brown and the Museum's subse-
quent directors invariably chose quality over quantity, and
were very selective in their purchases. Nonetheless, with
time, the museum had outgrown its old walls, and museum
functions had undergone serious transformation as com-
pared with the late 1960s. The first attempt to expand the
Kimbell Art Museum was made in 1989, when Kahn's former
employee Romaldo Giurgola designed the new wings that
were supposed to flank the main building. The project stirred
such rage that it was quickly abandoned, and it wasn't

until the mid-2000s that the board of trustees once again
ventured to discuss the issue of new facilities. This time, it
was decided to forego building the annexes, and to instead
erect a new building at a certain distance from the old one.
In 2007, without any preliminary competition, the board
commissioned Renzo Piano. Piano came to prominence in
the 1970s as the author of Paris' Centre Georges Pompidou
(together with Richard Rogers), and since then had built
quite a number of interesting museums, three of them in
Texas. This choice was also predicated on the fact that in
the 1960s Piano had worked at Kahn's architecture bureau,

Louis Kahn: A room is not a room without natural light.

and had always said that the old architect was one of his
teachers, which meant that he would be sensitive to Kahn's
legacy. This was especially important, because design of the
new building was only part of the task, which also included
restoration of the old one as well as the creation of the co-
hesive landscape of the expanded museum territory. This, in
particular, required correction of the serious shortcoming of
the previous plan: in designing the territory, Kahn placed the
parking lot in the backyard to avoid spoiling the
view, and for this reason the majority of visitors

"Los Angeles County Museum of Art.
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came to the museum without using its grand entrance. By
doing so they missed an opportunity to cross the immac-
ulately designed landscape that was supposed to prepare
them for perception of art. Piano's building, which opened

in 2013, is connected with the underground garage, which
means that now the visitors first come up to the entrance of
the new building, and from there they can either go to the
building's halls or cross the yard to the grand entrance of
the old one.

THE BEGINNING

In the beginning of his career, which fell on the 1930s and
1940s, Kahn primarily designed and built municipal hous-
ing in the relatively neutral international style. But after
spending 1950 as the Architect in Residence at the American
Academy in Rome, he created his own version of Modern-
ism, which combined open concrete and lack of decorations
with references to historic prototypes. This approach was
manifested in the design of the Salk Institute in California
(1959-1965) and the National Assembly Building in Dhaka,
Bangladesh (1962-1974), which created his international
reputation. The Kimbell Art Museum was envisioned by Kahn
as a modern version of the Roman villa, surrounded by the
garden, whose symmetrical wings protrude in front of the fa-
cade's central part. The building is formed by sixteen parallel
vaulted cubatures, with dimensions of 100x20x20 ft. The
building's low height, underpinned by the necessity to leave
all the vista points open, had forced the architect to place
the museum's service facilities underground. The central part
has four arches, while the side ones each have six. On the
main facade the front arches are left without the outer wall,
thus forming a canopy.

Unlike the ancient Roman concrete vaults, which weight
down on walls with all their bulk, the low-sloped vaulted
shells made out of reinforced concrete only rest on the four
pillars in the corners, but the space between them and the
walls is left open, to allow the natural light to pass through.
To strenghten the historical associations, the flank apertures
and walls of the wings under the canopy are tiled with the
blocks of travertin (the fagade of the central part is made
out of glass), while the roof is sheathed with sheets of lead,
like it was done in the ancient Italian buildings. The interior
decoration, along with travertin, uses light oakwood, while
the surface of concrete vaults is polished to a luster. In the
apex of each vault is a crevice, and underneath the crevice is
a system of filters and mirrors, which distributes the sunlight
to the dome's surface, arranged as a reflector. Thanks to
this, the halls have soft natural lighting, which minimizes the
need for artificial light and creates ideal conditions for the
perception of art. The building also has three small patios
with glass walls, which also serve as a source of natural light
for the galleries. The details are subject to the overall idea —
every accent promotes the feeling of serenity and harmo-

ny of reclusive leisure in nature's lap. To give the metallic
elements a lively matte appearance, Kahn loaded the air sand
blower with crushed nutshells. In the rooms with no art —in
the entrance hall, cafeteria and library —there are no mirrors
under the crevice in the vault, and one can see the sky and
clouds right through the filters.

THE SEQUEL

Finding himself in a situation, when the architect has to
follow the Esculapian commandment of 'First, do no harm’,
Piano, as one of the contemporary era's most skilled crafts-
men, was able to create something both delicate and orig-
inal. The building is dissected into two pavilions connected
by the passage. One of the pavilions, located on the border
of the territory, is almost fully submerged into the ground
and camouflaged with turf. In it are the auditorium with
298 seats, a new and more spacious library, the educational
department and the galleries for exhibiting light-sensitive
graphic art. The second pavilion, named the Flying Pavilion,
is built right across from Kahn's building: the facades are
separated by the distance of 60 meters.

Piano had subjugated the composition of his pavilion to

aperture —hundred feet in length and twenty feet in width. Each of these

Louis Kahn: 1 am working on an art
museum in Texas. In this project, <...>
the light, structured in concrete, will
shine like silver. | know that the natural
light should penetrate an art gallery
only on a limited scale. The idea is

to compose the museum premises out
of successively built spaces, covered
with cycloidal vaults with a single

galleries is crowned with a slot, directed to the sky, and a mirror element

to reflect the daylight in the dome. The space will be filled with the glow

of a shimmering silver, without directly touching the works of art — this will

give the visitors an opportunity to get a sense of time depending on the

intensity of sunlight.

its predecessor: it has approximately the same height and
length, and the facade, similarly divided into three parts,
with the same axis of symmetry. But while Kahn was working
with the images of Roman vaults, Piano suggested the
modernized version of the Greek load-bearing system. The
succession of uniform square pillars carries the protruding
twin beams and the roof with a classical ledge of the cornice.
The 'similar but different' principle is consistently applied on
several levels. The new pavilion uses the same open concrete,
and the floors are covered with the same light oakwood,

but the concrete walls don't have the travertin facing, and
the ceilings are lined with beams made out of laminated
spruce timber, not with metallic reflectors. Just like in Kahn's
building, the natural light mainly penetrates the rooms from
above, but the arrangement is completely different: the roof
is made out of opaque glass, and the ceiling between the
beams is sheathed with fabric that filters the sunlight and
hides the lamps, which come to life on overcast days and in
the evenings. Additional light is regulated with the external
layer of metal window-blinds. Simultaneously, the spotlight
projectors hastened to the beams stylistically align with the
ones used in the old building.

The wings of the building house the exposition halls (south-
ern wing is for temporary exhibits, and the northern one will
house part of the permanent exposition), while the central
part is filled with the entrance hall with the cloakroom,

the museum cafe and store. The administrative offices and
service facilities are located on the lower, underground level.
Exits from the underground garage are located between the
ledges of the wings, in front of the entrance.

Piano describes his pavilion as a light and transparent build-
ing. And it's true, its side walls are fully made of glass, just
like the wall of the entrance hall, with its view of Kahn's clas-
sic building. The impression of lightness is achieved with the
help of the lightly-coloured concrete, the thin profile of the
roof, the visual clearance between the structural units and
the elements that they bear, as well as between the vertical
rhythm of the columns and the glass panels.

Despite so much glass, the new building of the Kimbell Art
Museum has excellent energy conservation specifications,

as befits such a facility. This is achieved with a number of
features. The roof is covered with photocells that power

the LED lighting fixtures. Thirty six geothermal wells ensure
environmentally friendly heating and cooling of the premises.
Efficient insulating glass units minimize the losses of heat in
cold weather and heat gain in hot weather. The roof of the
building's back part, covered with peat, adds to the thermal
insulation of the pavilion. The ventilation system combines
hi-tech installations with the use of air's natural flow. Over-
all, the energy consumption per unit of area is half as big in
the new building as it is in the old.

Kimbell Art Museum

Location Fort Worth, Texas, USA
Construction 1968-1972
Architect Louis Kahn
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THE LIVE CONNECTION

The original design of the Kimbell Art Museum's courtyard
was created by Kahn in cooperation with Philadelphia-based
landscape architect George Patton, or, rather with the em-
ployee of Patton's bureau Harriet Pattison, who was Kahn's
lover and the mother of his son Nathaniel, who later became
a film director and made a movie about his father called My
Architect (2003). It was Pattison who suggested that Kahn
make the canopies in front of the museum's facade, thus
creating a transitional space between the courtyard and the
museum's interior. According to Kahn's vision, the visitors
had to approach the museum first through the alley, and
then across the woodlet of Appalachian Holly treas, listening
as the rustle of the leaves and whispers of gravel under their
feet were drowned by the murmur of the water in the water
tanks that stretched along the building's wings.

In the process of new building and underground garage's
construction the old trees were cut down. The fact that it
happened, and the new building invaded the space of the
original courtyard is the most criticized part of the muse-
um's expansion project. Piano's opponents stressed that now
the fagade of Kahn's building will look out on the facade of
the new building instead of the tall oaks and elms, rejecting
Piano's argument that the distance of 60 meters is just right
for the 'conversation' between buildings.

RPBW and their landscaping partners from Atlanta, the
Michael Morgan Landscape Architecture bureau and

Pond & Co., invested serious efforts in compensating the
damage. The cutdown trees were replaced with new ones of
the same species, but planted in a slightly different order,

as the appearance of new building demanded changes to
arrangement of the territory.

On the southern side, the roof of the back pavilion, covered
with turf, softly transitions into the green of the slope, cre-
ating a new public space. Nonetheless, the tireless opponents
of the project declare that the underground space protrudes
too much, while the employee entrance and light

tubes prevent them from seeing this bulge as a natural
part of the landscape.

The new lawns and shrubs appeared to the sides of both
buildings and in place of the former parking lot behind
Kahn's building. The trees planted along the territory's pe-
rimeter create a permeable green fence.

The territory of the Kimbell Art Museum is part of the Cul-
tural district of Fort Worth. To the east, and higher up the
slope, it is bordered by the similarly green territory of the
Amon Carter Museum with its collection of American art,
and to the west is the territory of the Modern Art Museum.
Together they form a large park, which has become an im-
portant element of the city's recreational infrastructure and
environmental system.

and its environment.
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Renzo Piano: The passion

of architectural poetry is manifested
through vibration, confluence with

the atmosphere, metamorphosis, light,
transparency, tension between the object

Piano Pavilion

Project and construction 2007-2013
Client Kimbell Art Foundation

Architecture Renzo Piano Building
Workshop in cooperation

Kendall/Heaton Associates
Administration company Paratus Group
Engineering and communications Arup

Landscape design Michael Morgan
Landscape Architecture, Pond & Co.
Lighting systems Arup Lighting
Acoustics Harvey Marshall Berling
Associates

Total area 9,395 m?

Budget $135 min
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N3 TEHMU BPEMEHMH

«PyuHa» — 8bicmagoyHoe NPOCMpPAHCMe0 U camblli 3HOMEHUMbIU 3KCNOHAM
[ocyoapcmeeHHoz20 My3est apxumexkmypel um. A.B. LLlycesa — omKpeinace nocne
pecmaspayuu. O mom, Kakyt posb 8 cydbbe NaMIMHUKA Cbl2paid YaCmHas
UHULUAmMuead, pacckaselieaem asmop npoeKkma — apxumexkmop

HapuHa Tiomueea («PoxdecmeseHka»)

Kaxk HayanIuch BalIy OTHOIIEHUS ¢ «PyuHOM»?

9TO JOBOJIBHO pOMaHTHYecKas UcTopus. [14Th et
Hazaz Vipuaa Kopo6srHa — B TO BpeMs JupeKTop My-
3es1 apxuTeKTypbl M. A.B. IllyceBa — mpezoxuiia
HaM ITPOBeCTU B «PyMHe» BLICTABKY, IOCBALIEHHYIO
20-7€THI0 Hamiero 6:xpo. 5 10/1ro 061 yMbIBajIa IKC-
TIO3UIINI0, HO HUKAK He MOTIJIa COOTHECTH ee COfiepiKa-
HMe — apXUTEeKTypHbIe Pab0ThI, MaKeThl, rpadu-
Ky — ¢ MecToM. OHO 3aBOPa)kMBaJIO C IEPBOTO XKe
B3rIsiAa. Ml ueM GoJibIlie 51 B HETO BCMaTPUBAJIACh,
TIBITASICh MBICJIEHHO TPUCIIOCOGUTD MOZ, BEICTABOY-
HbIe UJIeY, TEM SICHee OHO HAUMHAJIO ITPOSABIIATHCS
KaK He4YTO CaMOZIoCTaTouHoe. B uTore 4 pemnia, 4To
«PyMHa» He TO IPOCTPAHCTBO, TZie HaJI0 XBaCTaThCs
CBOMMM ZOCTHXKEHMUSIMM, — ITO APXUTEKTYPa A1
XYIOKECTBEHHOT0 KeCTa, akiuu. K Tomy MoMeHTY
MBI yoKe 20 JIeT 3aHMMaJTUCh TPO6IEMaMM OXPAHBI
KYJIBTYPHOTO Hacefus, TAK YTO MHe II0Ka3aJI0Ch
BITIOJIHE JIOTMYHBIM 06PATUTHCS K ITOM TEME U YCTPO-
UTb B «PyKHe» BRICTaBKY IIPO pyMHBL. Ho cHayama Mbl
OTPEMOHTUPOBAJIY MOCTKH, OTKPBLIM ¥ YACTUIHO
Ppa306paiu epBbIi 3TAXK, KOTOPBIN HUKTO HUKOT/A
He BUJIeJI, TOCTaBUIIM CBET. DKCIIO3UIUS TPECTaBII-
J1a co60M UCKYCCTBOBEUECKOE UCCIIEJOBAHUE — MBI
TIOTIBITAIUCh PAcCKa3aTh, KAKMe PYMHBI Cylile-
CTBOBAJIM B pa3Hble BpeMeHa M B PasHbIX CTPaHax,
KaKue TMOCIeICTBUS ISt apXUTEKTYPhI BBI3BAJIO UX
OTKPBITHE, KAK OHY )KUBYT CET'O/THS Y YTO 3HAYAT /LTSI
COBPEMEHHOM KY/IbTYPBI.

3HauuT, BBI pa3BuiIu ueio laBupma Capku-
CsIHA’, KOTOPBIi, COGCTBEHHO, M IPUAYMAJT
MCIIO/Ib30BaTh PYMHUPOBAHHBIN GIUTreNb JII
BBICTAaBOK?

C JaBugom u «<PynHOM>» CBSI3aH ellie OAWH, 6oyiee
PpaHHUM CIOXKeT. MbI KaK-TO ZOKHBI GBLIN BCTPE-
TUTHCA, A MHE HAKaHYHe IPUCHUJICS COH — C HUM
S ¥ BOIILJIA B 3HAMEHUTHIN KabMHET AUpeKTopa
MYVYAPa: «[Ipezacrasiselb, MHe CHUIOCH, OYATO
s TPOEKTUPYIO B «PyuHe» My3ei». laBuj HacCTOpo-
JKuJIcs (4TO BIIOJIHE MOHATHO: «<PyMHa», 6€3yCI0BHO,
€ro IeTUILlEe — OH OTKPBLJI /IJIsI TOCETUTETIEN 3TO
CTPaHHOE IIPOCTPAHCTBO, [0CTABILIEECST EMY B TAKOM
YTpaueHHOM BU/Jie, ¥ IIPEBPATHJI €r0 B IT0JIHOIIeH-
HYIO IUIOLA/IKY) U ITOCJIe HeGOJIBIIION [ay 3l CIIPo-
cu: «M 4TO 5Ke 3TO Ob1I0?». Sl OTBETHIIA, UTO BUAEIA
COBepILIEHHO 3IIePOBCKOE TPOCTPAHCTBO — HE C KOM-
HaTaMM, HO C Ty TEIIEeCTBUEM IT0 BO3AYXY, MOCTKAM

¥ 6eCKOHEYHBIM epexofaM. 1 6J1y’kaia o MHO-
TOCBETHBIM ITPOCTPAHCTBaM, KOTOPBIE TEPEXOIMUIN
IPYT B APYTa ¥ BECbMa M30IIPEHHO 3aKOJIBI[OBBIBA-
JiuCh. [TOHSB, YTO PEYH HE UJIET O KAKOM-TO CEPhE3-
HOM MTpoeKTe, [laBu/| YCTIOKOMJICS, ¥ MbI CTaJIU
BeceJio 6eceZl0BaTh O YeM M COBUPAIUCH [I0 ITOTO.
TToToM 5 3a6b1J1a PO STOT SMTMU30J — OH BCILIBLIT

B ITaMSATH TTO3KE.

My3eii cpasy DpUHAI UAEI0 UCIOIB30-

BaTh GIUress He TOJIBKO KaK IIPOCTPAHCTBO,
HO ¥ KaK 00'beKT 3KCIIOHUPOBaHUA?

CrycTsi KaKoe-TO BpeMsi TIocJie BrIcTaBKY MpuHa
Kopo6suHa ckasasa: «[]a, mpeKpacHas MbICTb —
OCTaBUTD «<PyMHY>» CAMO/IOCTATOYHBIM OOBEKTOM>.
Ho Torza y>xe ObLT yTBEP)KIEH ITPOEKT PECTaB-
pauumy, ceaTs HUYETo 6110 HEJb35, I03TOMY
sI OTOPUMJIACh — U 3aHSJIACh APYTUMU TIPOEKTAMMU.
A yepe3s 1Ba rofa My3elt oy IuI pUHAHCHPOBAHME
Ha IIPOTUBOABapuitHbIe paboThl B «Pyune» u Kopo-
6bMHa, coobIIast MHe 00 3TOM, 3a/]aj1a HEOXK U aH-
HBIV BOITPOC: MOXKHO JIM OPraHM30BaTh MPOILIECC TaK,
4YTOGBI B PE3Y/IBTATE ITPOCTPAHCTBO CTAJIO BITOJIHE
MTOJTHOI[EHHBIM U TPUTO/[HBIM /115l BLICTABOYHOM
JesITEILHOCTU? S OTBETUIIA, YTO TEOPETUYUECKHU
Jla — KaXXJbIM YKPEIJIAIOIMIMH 3JIEMEHT MOT 6bI
HECTH M 3CTETUYECKYI0 Harpy3Ky. Io ciefam aToro
pasroBopa MBI ¢ KoJIEraMy pa3paboTaiu KOHIIEN-
L[MI0, [EMOHCTPUPYIOIIYIO ITIOCHI TAKOTO TTOAXO0/A,
MpeJJIoKMUB KOHCEPBALIMIO 0OBEKTA BO BCEY ETO
YHMUKAJIBHOCTH.

Korga npoekT y1ies Ha corylacoBaHue, MbI O4eHb
TepeXXMBaJIM, TaK KaK OH BBIT/ISIE] HE COBCEM
CTaHAAPTHO — MPU HU3KOM OIO/I)KETE U CXKATBIX
CPOKaXx HaJI0 ObII0 TOMEHSITH KPOBJITIO, YKPETUTD
BCIO KJIQJIKY, C/IeJIaTh OTOIIEHME, 3aKPHITh OKHA,

TO €CTb IIPUBECTH 3[jaHNe B pabouee COCTOSTHUE, TPU
3TOM COXPAHMB €r0 BU3yaJIbHO B TOM BU/IE, B KAKOM
OHO HaM JiocTaiock. Ha ynuBieHnue,

HAPVUHS THOTYHEBA

Bonpocsl
KceHns JlowumaHoBa

®nurens «<Pyuna»,
TocyzmapcTBeHHBIN
MYy3el apXUTEKTYPhI
umM. A.B. lIlyceBa

MecTo yn. BosasuxeHka, 5/25,
Mocksa

[poekT pectaBpaumm HapuHa
TioTueBa («PoxpecTBeHKka»)
Hayano npoexTtunposaHusa 2015
OkoHuaHve cTpontenbctea 2017
MpoekT ocselleHns QPRO. Human
Centric Lighting

CseToBOE 060pynoBaHue iGuzzini
Harpanbl «CepebpsiHbIf 3HaK»

B HOMWHauumn «PecTaBpaums

N PEKOHCTPYKLMSA»

Ha Xl mexayHapoaHoM
¢decTmBane «3oa4ecTBo»

MuHKUCTEPCTBY KYJIBTYPbI KOHI[ETI U 'BbicTaBka PyuHa. Bepcus apxumekmypHozo

MTOHPaBUJIACh, ¥ ITPOEKTY ITPEAJIOKHU-
JIV IPUCBOUTH HOBBIY CTATYC — 3aMe-
HUTB IPOTUBOABAPUITHBIE PAOOTHI

6ropo «PoxdecmeeHka» npoxofnna Bo ¢sin-
rene «PynHa» ¢ 20 okts6psi no 20 Hosbps
2012 roga. B akcnosuumio 6b11u BKIKYEHbI
vHcTannauum «Bosneuerne», «Piu forte,
«Kamepa-ob6ckypa», «CMypeHne», No3Bo-

pecraBpanueit. B pesynsrare HaM He-
MHOTO0 yBeJIMYMIN OO KET, HO He JI0-
6aBuy BpeMeHy. CTpoyiKa Hayaiach
B HOs16pe 2015 rozia, a B iekabpe 2016
rojga o6bEKT OBLJI CJaH.

naoLme yBUAETb COBPEMEHHbIE CLeHapuu
Pa3sBUTUS PYMHMPOBAHHbIX MPOCTPAHCTB.
2

[vpekTop MoCyAapCTBEHHOO Hay4HO-MC-

C/ef0BaTeIbCKOro My3es apxuTeKkTypbl
um. A.B. lLlycesa 8 2000—2010 rr.
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© AB «POXJECTBEHKA»

DAUTENDL «PYUHA», gBnsoWwMnCa cerog-
HS1 YaCTbIO SKCMO3MLIMOHHOIO NPOCTPAHCTBa
focyaapCcTBEHHOrO My3est apXUTEKTYpPbl

um. A.B. LLlyceBa, 6b11 BO3BEAEH B KOHLE
XVIIl Beka B cocTaBe aHCaMb1si rOpPOACKOM
ycafbbbl, MPUHaA/IeXaBLUel CTapUHHOMY
[BOPSIHCKOMY pofly Tanbi3vHbIX, — Npu

HUX ycafpba (byayliee riaBHoe 3naHue
MYAPa) 3actpauBaetcs u npmobpertaet
xapakTepHyto ana koHua XVIIl Beka nnaHn-
POBKY, KOTOpas COXpaHuiacb B OCHOBHbIX
YepTax A0 HacTosiLero Bpemenu. aurens
MCMO/Ib30BaIN KakK KOHIOLLIHIO.

CnepytoLas cTpaHuLa UcTopun ycaab6bl
CBsi3aHa C MMeHeM CapaTOBCKUX MoMe-
LMKOB YCTUHOBBIX, NMepeexaBLunx cloja

B 1805 rogy v 3HauMTeNIbHO NepecTpo-
nBwmx aom B 1816-m nocne noxapa 1812
ropa. B atot nepuog ¢nvrens nprobpe-

TaeT AOMNOJIHUTENbHbIE 3TaXKW, B KOTOPbIX
pacrnonaratotcsi pas/iniHble CyX6bl.

B 1845 roay YcTHOBbLI NpoaatoT cBOW A0M
¢ ycagbboit KaseHHolt nanate, Befas-

et puHaHcaMn MoCKOBCKoOW rybepHuu,
KOTOopas Bnajena UM BMIOTb A0 PeBO-
UMK, — nocse Hee B 0COBHsIKe pas-
MelLLaeTcs psf NapTUNHBIX U COBETCKMUX
opraHusauuii. B 1925 rogy specb pabotana
locypapcTBeHHas nnaHoBas KOMUCCUS, 3a-
Tem — HapopHbIi KoMmuccapuaT CTULUN.
B Hauane 1930-x rogos AoM Tanbi3nHbIX
nepeaatoT B XXuUNon GoHa, u eaurens cTa-
HOBUTCA KOMMYyHaslbHOM KBapTupon. Mocne
co3paHus B 1945 rogy no nHmumnaTmee ap-
xuTekTopa A.B. Lllycesa locyaapcTeeHHoro
My3esi pycCKOM apXUTEKTYpbl GbIBLUMI LOM
Tanbi3vHbIX NepefaeTca mMyseto, a B 1948-m
OH, KaK apX1TeKTYPHbIN NaMATHUK 3MOXM
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pycckoro knaccuumusma, bepetcs nog ox-
paHy rocypapctsa. B 1946—1964 rr. 3pecb
NPOBOAWTCS Hay4YHas pecTaBpaLus, TeM

He MeHee K KOHLLy Beka BC/leACTBUe npe-
HebpeXUTeNIbHOTO OTHOLLEHWS rocyAap-
CTBa K 06beKTaM Ky/bTypbl 34aHve My3est
NpWLLIO B YNafoK, a pauresib npeBpaTuics
B PYVHY.

B 2000 roay mysen sosrnasun Jasug,
CapKu1csH — MMEHHO eMy NpuHaanexana
naes Ucnosib3oBaHUs PyMHUPOBaHHOMO
npocTpaHcTBa ¢aurens Ans nposeseHUs
BblcTaBoOK. C 3TOro BpeMeHu Gpurens npu-
obpen Ha3BaHWe «PyuHa», NpeBpaTUBLLNCH
13 06beKTa X03MCTBEHHOIO NpeHebpexe-
HUSI B 0OBEKT, MMEIOLLMI CaMOCTOSITE/IbHYIO
3CTETUYECKYIO U KY/IbTYPHYIO LLeHHOCTb.

B ocHoBy npoekTa npucrnoco6neHus
¢bamrens nNosoXeHo OTHOLLEHWE K CaMo-

My 3[aHUI0 KaK K 3KCroHaTy. PasnunyHble
MCTOPUYECKME NEPUOAbI KUSHU NAaMATHU-
Ka, BUAMUMbIe Ha dacafax v B MHTepbepax,
OTKpbITbI 6Nnarofapsi ero coBpeMeHHo-

My MOJTlypPyMHUPOBAHHOMY COCTOSIHMIO.
BmecTo BoccosfaHus He NpeCcTaBASIOLLMX
XY[L0XKeCTBEHHOMN LIEHHOCTU MHTEPbEPOB

1 WTyKaTypHbIX Ppacagos XIX Beka, apxu-
TekTOpbl 610p0o «PoXAeCTBEHKa» npea-
JIOXW/IN BbISIBUTb BPEMEHHbIE HaC/I0eHUs
BHYTPU W CHapY>XW 3[aHus, caenas ux
npeAMEeTOM 3KCMOoHMpoBaHus. He noTe-
pSATb 3Ty UCTOPUHECKYIO MHOTOC/OMHOCTb
CTeH, HO MposiBUTL Hanbonee LieHHble

1 KpacuBble 3/1eMEHTbI BHYTPU U CHapYXM,
nofYepKHYTb UCTOPUUECKYIO LEeHHOCTb

Ha KOHTpacTe C COBPEMEHHbIMU pelle-
HUSIMU BbICTABOYHbIX MPOCTPAHCTB CTaso
rnaBHON 3ajavel NpoekTa.

Kaxk BBI IPUIIIIM K UTOTOBOMY PeIlIeHUI0?

CHayaJia 651710 TIATeTbHOE MCCIIeJOBAaHNE 06BEK-
Ta — METOMKY Pa3pabaThIBaIM MbI CAMY, IOCKOJIBKY
HMYEero II0X0XKET0 B MMPOBO ITPAKTHKE He HAIIJIOCh.
3naHue pa3duIM Ha KBaJ[PaThl, KX I U3 KOTOPBIX
ITpOILIeT BU3YaJIbHYIO IMAaTHOCTUKY — M CHAPYXH,
¥ BHYTpU. Ha ee ocHOBe Ob11IM COCTaBJIEHBI KapThl
M IO poOHBIE PeKOMeHAALMN. «PyUHY» 6YKBaIbHO
repe6pasiy 1o KUPIUINKY — Y TI0 BO3SMOXKHOCTH BCE
OCTaBMJIY Ha CBOMX MECTaX.

YTo 6BIJI0O CAMBIM CJIOXKHBIM B IPOEKTe?

TpyaHOCTY BO3SHUKIIM, KOTZA BBIACHUIIOCH,

YTO Y (DJIUTesIsI YaCTUUHO OTCYTCTBYeT (pyHaMeHT.
Ho caMbIlt ;paMaTHYHbIN CI0XKET Pa3bIrpaicsa

C KpOBJIey — OHa 6b1JIa cliesiaHa BO BpeMeHa JlaBuja
CapkucsiHa KaK TPOTMBOABAPUIHAS U TPe6oBaIa
3aMeHBIL: B 1990-e mpousoliies1 oXKap U y 3faHus
HapyLIWIach BHYTPEeHHsA CTaTUKa — 6aJika,

Ha KOTOPYI0 ONIMpajachk KpoBeIbHas KOHCTPYKIINS,
nedopMMpoBata KOPITYC, ¥ ee Haflo 6bIIO YAAIAT.
B yTOre MBI 0OCBOGOAMIIM TPETHUM ITAXK U TIEPEKPHI-
u ero 18-MeTpoBbIMHU hepMaMu. KpaH oforsaTs
ObIJIO HeJIb3s, ¥ BCe [Ie/1aJIoCh BPYUYHYI0, BK/II0Yas
caMu pepMbl, — UX COOUPaK TPSIMO HA CTPOMKE

¥ MOHTMPOBAJIU IO YaCTAM, 6€3 IpMMeHeH!s Ka-
KOV ObI TO HM GBIJIO COBpEMEHHOM TeEXHUKM. Boobitie,
MIPOILECC YKPETJIEHUS U YCUIIEHM ST BCEM CTPYKTYPBI
0Ka3aJICs JOBOJIBHO TSXKEJIBIM McIbITaHueM. CocTo-
stHUe «PyUHBI» He COOTBETCTBOBAJIO TEXHUYECKOM
JOKYMeHTallMM, JOCTABIIeNCs HaM IO Hac/IefICTBY,
M03TOMY NTPO6JIeEMBI TPUXOAMUIIOCH PeIIaTh 110 Mepe
MX BOSHUKHOBEHM.

HackoJIbKO ITOJIHO YAa/I0Ch IPOABUTH Bpe-
MeHHBIe IIACTBI «PyUHBI»?

Buorpadus 3ganus 1erko unTaeTcs o Kup-
MIMYHOM KJIaJiKe U CJIOSIM Kpacky, KOTOpbIe Bce
ceromHs BUAHBL [Tof1 BepXHeM MacITHOM KPacKou —
He 10 KOHIJA CHATOM, OTKPBUIMCH ITPE/IIIeCTBOBABIINE
BOZIHbIE KPACKM MHTEPHEPA; 3TO [JAJI0 HEOXKUAAH-
HBIM 3 DEKT — KKETCs, YTO paboTast JKMBOIMUCELL.
EziBa 11 TaK BO3MOXHO CZIeJIaTh CIelMaIbHO.

MBI TOJIBKO He CTajIY BO3BPALLATh I€PEKPHITUS
Y IPEXXHIOK [IJITAHMPOBKY: AeACTBUTEJIBHO LIEHHBIM
ABJIAETCA MEPBBIY 3TAXK — CBOZYATHIE IIPOCTPAHCTBA
OBIBILIEN KOHIOIIHM C 6€I0OKaMEHHBIMU JeTaTIIMU
B KMPIMYHOM KJIa/IKe, KOTOPbIE ITPOSBUIIUCH IIOCIIE
TOT0, KAK BCE GBLJIO OUMILEHO. 3ZaHUE YCaLBOBI
PasBUBAJIOCh KAK CITY>Ke6HBIN (hIUTeIb; TOTOM 3TO
6v11a KaseHHas nasiaTa. B coBeTckoe Bpems 37iech
pasMelannck Kakue-To yupeXxleHus, 3aTeM —
KOMMYHaJIbHbIe KBaPTUPBI, ¥ TOJIBKO B 1945 rogy
JIOM IIepeia/iy My3el0: IIpPUMeYaTe IbHO, YTO UMEHHO
B «PynHe» Haxonuiicsa HayuHo-MccieoBaTe IbCKUM

Hapuns Tromuesa: 310 3maHne mpeKpacHoO TeM, 4TO BUIHA
€0 aHaTOMM M KX bIV CJIOU MTO3BOJIAET ITOYYBCTBOBATH BPEMS.

MHCTUTYT TEOPUU U UCTOPUU APXUTEKTYPHI U rpa-
nocrpoutenbcTBa (HUUTUAT). B 1990-e rops 66112
HayvaTa pecTaBpaliys, IOTOM CJTYUMIICS OXKAP —
TaK 4TO (PJIUTeTb JOCTAJICSA HAM B COBEPIIEHHO
PYVHUPOBAHHOM, BCKPBITOM COCTOSTHUU.

A coH, 0 KOTOPOM BbI paccKa3bIBanu JlaBupy
CapKHucAHY, COBIICA?

Bce cBs13a/10Ch OUEHB JTIOGOTTBITHBIM 06Pa30M.
B «PyuHe», ec/iut BBl IOMHUTE, He GBITI0 OKOH — UX
326K (paHepoIt 1 3aTAHY/IU YEPHOM TKAHBIO,
Y BU3yaJIbHas CBA3b C BHEIIIHUM MUPOM OTCYTCTBO-
Basia. Korja >ke OTKPBLIY BCe ITPOEMBI — 0COGEHHO
Ha IIEPBOM 3Ta’Ke, B 3TO ITPOCTPAHCTBO HEOXKUTAHHO
LIarHYJI TOPOJ, ¥ OHO CTaJI0 HEBEPOSITHO OOJTBILIUM,
CJIOXHBIM, MHOTOITJIAHOBBIM. O HAXK/IBI ST TPUILIIA
TY/]a B COJIHEUHBII IEHb — COJIHIIE UTPAJIO KaKu-
MM-TO HEBEPOATHBIMY TEHSIMH, U BCE 3TO KUTIEHUE,
MPOHM3aHHOE CBETOM CBEPXY AOHU3Y, CO3[ABAIO
YAUBUTEIbHBIE KAPTUHBL. TOT/IA ST M BCIOMHMJIA CBOM
JaBHUM COH — KaK JIeXKaBIo0.

HckxyccTBeHHOE OCBeI[eHHE MOAAePXKUBAET
00pa3 MPOHM3aHHOT'0 CBETOM 06'beMa?

HaBepHoe, mpuBHECEHHAS XY0)KECTBEHHOCTh
MPOTUBOPEYMIIA OB /iee PYMHBI KaK TAKOBOM,
K TOMY K€ 3TO MY3€eM U 3[1eCh BA)KHEE PEIIUTH BCE
(byHKIIMOHABHbIE 33/Ja4H, UTO TP HEGOJIBIIIOM
Gr0[KeTe HelpoCTo. B «<PyuHe» 3a1TpoeKTUPOBAHO
mpodeccuoHaTbHOE MY/IBTUCIIEHAPHOE MY3eiHOe
OCBellleHMe — YHUBEPCAJIbHbIE TPEKOBbIE CBETUIIbHU-
KM iGuzzini Mo3BOIAIOT IEMUTH CAMO MMPOCTPAHCTBO
¥ BBICBEYMBATH SKCIIOHATHI, TPY 3TOM 0becriednBas
HEOOGXOIMMBIN YPOBEHD OCBEIIEHHOCTH. CBET aKIIE€H-

CBeT aKIleHTUPYyeT BHMMaHMe Ha MCTOPUUECKOM KJlaJiKe CTEH,
Ha JIECTHUIIE, Ha CBOJIaX — BCKPBITHIE OCBEIleHHbIE CBO/I b
BOCCO3/1at0T aTMOCGhepy IrpaBrop Jiiepa

TUPYeT BHUMAaHMe HAa UCTOPUYECKOM KJIaZIKe CTeH,

Ha JIECTHUIIE, HA CBOZIAX — ITOJTYYMBIIMECA BCKPBITHIE
OCBeII[eHHbIE CBOZIBI BOCCO3/]AIOT TY CAMYI0 aTMocde-
Py rpasop durepa. B ycioBusax orpaHn4eHHOr0 6107
>K€Ta MBI MCII0JIb30BAIM MMHUMYM 060PYyJOBAHMS,
HO ITPOEKT pa3pabaThIBasICs C yYETOM BO3MOXKHOTO
pacIIMpeHns 1 IONOIHEHU 1. MBI 6/1ar0flapHBI CIIOH-
copam’, o6ecrieunBIuM «PyrHY» COBPEMEHHBIM
3KCIIO3UIIMOHHBIM cBeTOM. Hazietocs, moTeHIman
CO3JJAaHHOTO CBETOBOT'O PEIIEeHN
TIOJTYYMTCS IIPOSIBUTD Y)KE Ha TIEPBBIX
K€ BRICTaBKaX.

3Cl'IOHc:op npoekTa — iGuzzini B napTHepcTBe
¢ QPRO. Human Centric Lighting.
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B cBsA3M cO CMeHOM pyKoBoAcTBa My3esn
apXUTEKTYPHI 3KCHO3UMIIMOHHAS MOJIUTHKA
ceyfyac mepecMaTpUBAETCA, a KAaK PelIeHO BBI-
CTaBOYHOE IPOCTPAHCTBO B BallleM IIpoeKTe?

Ipepmonaranocs pasMecTUTh Ha IIEPBOM 3TaXke
TIOCTOSIHHYI0 9KCIIO3ULINIO, UHTETPUPOBAHHYIO
B IIPOCTPAHCTBO MY3esl, — Mbl TPe/II0KU/IY U3BJIeUb
13 3anacHMKoB MYAPa yHUKa/IBHYIO KOJIJIEKI UI0
KUPIIMYA ¥ U3Pas3L0B — caMyto 60sb11yI0 B Poc-
CUU, BTOPOM ¥ TPETUM ITAXKU OTAATH IO CMEHHBIE
BBICTaBKY, JIEKIIOHHBIE 3aJIbI — MOJ TIPOCBETUTEIb-
CKMe ITPOeKTHI. Ellle 0fiHY 3KCITO3UIINIO XOTeIN pas-
MeCTUTb CHAPY>XM — B OKOHHBIX ITpoeMax «PyUHBI».

Ee cocTaB 06Cy>KAAJCA C IPEXKHUM PYKO-
BOJICTBOM MYy3es?

Bsly1a Mzies BBICTABAATh TAKMM 00pa30M peas-
Hble (pparMeHThl YHUUTOXKEHHBIX apXUTEKTYPHBIX
TaMATHUKOB, KOTOpbIe OCTYIIMJIM B My3elt U3 [loH-
CKOT'0 MOHACTBIPS, OfIHAKO M3-32 TEXHUUECKUX
M IOPUIMYECKUX OTPAHUYEHMH, CBA3AHHBIX C CO-
XPaHHOCTBIO 9KCIIOHATOB, Pa3MeCTUTh B TpOeMax
JKVBbIe O€JIOKaMEeHHBIE JIeTaIX 0Ka3a/I0Ch HEBO3-
MO>XHBIM, II03TOMY MBI PEIIMJIY BOCIIO/Ib30BATHCS

MX aKPUJIOBBIMM KONIMSIMY, OPUTHMHAJIBI TIOKA3bIBATh
B «PyuHe», a He BoIlleillIMe B 3/JaHNMe T10 TabapUTaM

Y BeCy HECKOJIBKO HaZIrPOOMI OCTAaBUTh CHAPY XM

BO JiBOpe. ATTUK BuTanu ToXXe JIaHMPOBAJIM BBICTA-
BUTb Ha yJIUIle Ha CIIel[MabHOM IO IIOPHOM CTeHe —
c Topua «PyuHbI» 6y/leT pa36bUT MapK B paMKax Ija-
Ha 6J1aroyCcTpoCTBa IIpMJIeralouie TEppUTOpuH,
HO 3TO Y2Ke CJIeLYIOLINI ITAIl IPOEKTa.

4 3HamennTelin aTTUK ckynbnTopa MeaHa

MeTpoBuua Butanu (1794—1855), BeHuaBLumit

B Hauane 30-x rogos XIX Beka CupoTckui
npuioT Ha 3HaMeHKe, B KOTOPOM Mo3jHee

|
|
|
\

MUHUMaAUCTUYHBIN AN38IH CBETUbHM-

KOB — TaKTM4HOE NMPUCYTCTBYE COBPEMEH-

HOCTV B MCTOPMYECKOM KOHTEKCTE «PyuHbi»
The minimalistic design of the light

fixtures guarantees the tactful presence

of modernity in the historical context

of The Ruin

pasmecTnsiochb AJ'IeKCaHLI,pOBCKOe BOEHHOE y4n-

Nuile, a B COBETCKMe roapl HapkomBoeHMop —
Hapkomat 060poHbl (MUHMCTEPCTBO 060POHBI

CCCP). o 1947 ropa atTuk 50 net BbicTaBascs
B [loHckoM moHacTbipe. Ceityac B pazobpaHHOM

BUAe HaxoauTcsa Bo Bope MYAPa.
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[MbKoe cBeTOBOE peweHne paccymTaHo
Ha peannsaunto cueHapmes pa3H0|7|
CNNTOXXHOCTW B 3@BMCMMOCTK OT IKCMNO3U-
LUMOHHbIX 3a4a4

Hapuns Tromuesa: PyviHa — 3T0 1 Hallla UCTOPUA U Hacieine,

MCTOYHMK ITO3HAHUMA M BAOXHOBEHHUA, U O6"b€KT, Tpe6'y}OH_U/HZ The flexible lighting solution is op-
timized for implementation of variously
APXUTEKTYPHOTO M CTPOUTEJILHOT'O BMEIIATE/TbCTBA, I[TJI0IIafKa complicated scenarios that depend

on the exhibit's objectives

IJIS pellieHys CeTOHAIIIHMUX MPaKTUUeCKMX 3a/1a4 M eMKas
XYIOXKeCTBeHHO-(hrmocodckas MeTadopa, BhIpaXkaroias 6peHHOCTh
cyuiero. OTHOIIEHWE K pyrHaM B pa3Hble BpeMeHa U STIOXU
OTpeziesIsiio BO MHOTOM XapaKTep caMoM 31oxu. OTHOIIIeHe HapO/0oB
K CBOMM PyMHaM OIpeieisiioch OTHOIIIEHUEM K CBOEM KYJIBTyPe

M HallMOHaIbHOU camMouieHTUdUKauu. g copeMeHHoU Poccun,
710 CUX TIOP He OTIpe/leIMBILIEeNCS C OTBETOM Ha BOTIPOC «KTO MbI?»,
cosepliaHue COOCTBEHHbBIX PYUH — He Mpas/iHasd 3a/1a4a’

W3 KypaTopcKoro maHudecTa BbiCTaBKM
PyuHa. Bepcusi apxumekmypHozo 61opo
«PoxdecmaeHka».
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'From the shadows of time

The restored Ruin Building of the Museum
of Architecture in Moscow has been
opened up to the public. Interview with
Narine Tyutcheva (Rozhdestvenka Bureau)
about the restoration of this exhibition
space, which doubles as the main exhibit
of the Shchusev Museum of Architecture

How did your relationship with The Ruin begin?

Oh, it's a rather romantic story. Five years ago, Irina Korobyi-
na, who was then the director of the Shchusev Museum of
Architecture, suggested that we use The Ruin to organize an
exhibit in honour of our bureau's 20th anniversary' | thought
about the exhibit for a while, but had a difficult time corre-
lating its contents —the architectural projects, models and
sketches — with the place itself. It enchanted me the first
time | saw it. The more | looked at it, trying to adapt it to the
exhibition ideas, the clearer was my vision of it as some-
thing that was self-sufficient. In the end, | decided that The
Ruin wasn't the right space to boast of our achievements,
because its architecture requires artistic gestures and bold
actions. By that time, we've been engaged with the issues

of cultural heritage protection for 20 years, so it seemed
logical to me to address this topic and use The Ruin to hold
an exhibition about ruins. But first, we fixed the scaffolding,
opened and partially dismantled the first floor, which nobody
had ever seen, and installed the lighting. The exhibit was a
representation of art history research — we tried to show
the audiences the ruins that existed at different times in
different countries, the consequences their discovery had for
the architecture, the way they are operated today and the
meaning they hold for contemporary culture.

Does this mean that you expanded on the idea of David
Sarkisyan’, who originally wanted to use the ruined
annex for the exhibitions?

There's another, earlier, story about David and The Ruin.

We had a meeting once, and on the eve of that meeting |
had a dream —and when | came to the famous office of the
Museum's director the next day, the first thing | told him
was: 'Can you imagine, | had a dream that |I'm designing

The Ruin as a museum'. David immediately grew suspicious
(which is understandable since The Ruin was definitely his
brainchild, as he was the one to open this strange space,
which he inherited in such desolate condition, to the au-
diences and to turn it into a full-fledged venue), and after

a pause he asked me: ‘And what was it?' | told him that in
my dream | saw an environment inspired by Escher, which
had no rooms, but took the visitors on a walk through the
air, around scaffolding and endless passageways. | wandered
the voids, which transitioned one into the other through
intricate connections. After he realized that this wasn't some
serious project, David grew calm, and we had a fun con-
versation about whatever we planned to discuss that day.
Afterwards, | forgot about this episode, and it resurfaced in
my memory years later.

Did the Museum easily accept your idea to use the an-
nex both as an exhibition space and an exhibit itself?
Some time after the exhibit, Irina Korobyina admitted: 'Yes,
it's a great idea to let The Ruin remain a self-sufficient
object'. But the restoration project was already approved,
nothing could be done, which upset me —and to get my
mind off this, | dedicated myself to other projects. Two years
later the museum received financing for accident-prevention
works at The Ruin, and Korobyina informed me about this
with a surprising follow-up question: can the process be
organized in such a way, she asked, that the resulting space
would become fully functional and suitable for exhibition

Questions by
Ksenia Loshmanova

The Ruin annex,
Shchusev Museum
of Architecture

Location Vozdvizhenka street, 5/25,
Moscow

activities? | told her that theoretically it was possible, so
that every reinforcing element had an aesthetic duty as well.
Following this conversation and working together with my
colleagues, | developed the concept showcasing the advan-
tages of such approach, suggesting the venue's conservation
in all its unique glory.

When the project was sent for approval, we were real-

ly worried, since it was in no way standard —given a low
budget and limited time, we had to replace the roof, rein-
force the brickwork everywhere, install heating, and close
the windows. In other words, we had to make the building
operational, but visually it had to be preserved in the way

it was handed over to us. Surprisingly enough, the Ministry
of Culture liked the idea, and it even suggested granting

the project a new status, replacing the accident-prevention
works with restoration. As a result, we were given a slightly
bigger budget, but no extra time. Construction began in
November 2015, and the facility was handed over to the
Museum in December of 2016.

Restoration project Narine Tyutcheva
Start of design process 2015

End of construction 2017

Lighting solution

QPRO. Human Centric Lighting
Lighting equipment iGuzzini

Awards Silver Sign in the Restoration
and Reconstruction category

at the 13th Zodchestvo international
architecture festival

Narine Tyutcheva: What's splendid about this building is that
its anatomy is visible, and every layer enables us to get a feeling
for the relevant time period.

How did you arrive at the final design solutions?

We began by carefully examining the venue —and developed
the methodology ourselves, since we couldn't find anything
similar in international practice. The building was divided
into squares, and each square underwent visual diagnostics,
both inside and out. On the basis of this diagnostics, we
compiled the maps and detailed recommendations. The Ruin
was literally reassembled brick by brick—and as much as we
could, everything was left in its place.

The light brings attention to the historic brickwork of the walls,
the staircases, and the vaults, and the resulting exposed illuminated vaults
recreate the atmosphere of Escher's engravings

What was the hardest part of the project?
We ran into some difficulties when we discovered that the
annex partially lacks foundation. But the most dramatic
story involved the roof —it was done in the years of David
Sarkisyan's directorship as an anti-wreck protection and de-
manded replacement: in the 1990s, there was a fire, and the
building's internal static was upset because the beam, which
supported the roof structures, distorted the carcase and had
to be removed. As a result, we cleared the third floor and
bridged it with 18-meter arched girders. We couldn't bring
the construction crane to the building, and everything had
to be done manually, including the arched girders them-
selves, which had to be assembled right at the construction
site without the use of any sophisticated technology. Gen-
erally speaking, the process of strengthening and reinforcing
the whole structure turned out to be a difficult ordeal. Con-
dition of The Ruin was at odds with the conclusions of the
engineering survey that we inherited, and so, many problems
had to be resolved as they arose.

Did you purport to display the building's biography?
Yes, the building's biography can be easily read in the brick-
work and the layers of paint, which are all
visible today. Under the top layer of oil paint,
which we didn't shave altogether, the preceding
watercolours of the interior were discovered,
and this produced a surprising effect, which
resembles the work of a painter. | doubt we
could've done something like this on purpose.
But we didn't bring back the lift slabs and

the former floor plans, because the real gem

! The Ruin. Version of the Rozhdestvenka
Architecture Bureau exhibition took

place in The Ruin annex on Octo-

ber 20-November 20, 2012. The exhibit
included installations Engagement, Piu
forte, Camera obscura, and Humility, which
presented contemporary scenarios for
the development of ruined spaces.

%Director of the Shchusev Museum
of Architecture in 2000-2010)
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THE RUIN ANNEX, which today

forms a part of the exhibition space

of the Shchusev Museum of Architecture,
was built in the late 18th century as part
of the city estate that belonged to the old
noble family of Talyzins. The Talyzins de-
veloped the estate, erecting the mansion
(the future principal building of the Muse-
um of Architecture) and using the charac-
teristic late 18th century layout, which has
been mostly preserved to this day. The an-
nex was given over to the horse stables.
The next page in the estate's history is
related to the Ustinov family of Saratov
landowners, who acquired the house in
1805, and reconstructed it considerably

in 1816, following the Great fire of 1812.
During this period, new floors were added
to the annex to house various services.

In 1845, the Ustinovs sold their mansion
and estate to the Treasury chamber,
which managed the finances of the Mos-
cow Governorate and owned the building
up until the Revolution of 1917. After the
revolution, the mansion was settled by

a number of Bolshevik party and Soviet
organizations. In 1925, the State Planning
Commission worked here, and later the
building was settled by the People's
Commissariat of Justice. In the early
1930s, the Talyzin house was transformed
into residential quarters, and the annex
became a communal flat. In 1945, the
Soviet architect Shchusev spearheaded
the establishment of the State Museum
of Russian Architecture, and the former
Talyzin house was handed over to the
Museum. In 1948, it was given protection

COMMON GROUND ARCHITECTURE

of the state as the architectural monu-
ment of the Russian Neo-Classicism. In
1946-1964, the building underwent sci-
entific restoration, but by the end of the
century, following neglect by the state,
the Museum building fell into disrepair,
while the annex became a ruin.

David Sarkisyan became the Museum's
director in 2000, and it was his original
idea to use the annex's ruined space to
organize exhibits. It was then that the
annex was given its name, The Ruin, and
was transformed from the subject of
managerial neglect into the object with its
own aesthetic and cultural value. The pro-
ject for adaptation of the annex is based
on approach, which sees the building as
an exhibit in its own right. The different
historical periods of the monument's life,

of the building is the first floor, the vaulted spaces of the
former horse stable, with white-stone detailing among the
red brickwork, which manifested itself after everything

was cleared out. The mansion's building was first a service
annex and then a Treasury chamber. In the Soviet times, it
first housed some offices, followed by communal flats, and
it wasn't until 1945 that the building was given over to the
Museum. It is telling that this annex was home to the Scien-
tific Research Institute of Theory and History of Architecture
and Urban Planning. In the 1990s, the restoration began, but
then there was a large fire, and we inherited the building in a
completely ruined and exposed condition.

And what about the dream that you shared with David
Sarkisyan, did it come true?

Everything was interconnected in a curious way. If you
remember, The Ruin had no windows — they were nailed
shut with plywood and covered with black fabric, so there
was no visual connection to the outside world. When all of
the apertures were opened, especially on the first floor, the
space was suddenly 'invaded' by the surrounding city, and it
became unbelievably large, complex and multidimensional.
Once, | came there on a sunny day —the sun was casting
incredible shadows, and all of this effervescence, pierced by
light from the top to the bottom, created astonishing visual
images. That was when | remembered my old dream, which
came to me as a deja vu.

Did the artificial lighting support the image of the
space, pierced by light?

I think that the superimposed artistry would contradict the
idea of a ruin as it is, plus we had to remember that this is a
museum, and the important part was to meet all the func-
tional challenges, which wasn't easy, considering the limited
budget. For the restored Ruin we designed the professional
multi-functional museum lighting —iGuzzini universal track
light fixtures enable shaping of the environment itself,
highlighting the exhibits, and providing the necessary level
of overall illumination. The light places the emphasis on the
historic brickwork of the walls, on the staircases and vaults —
and the resulting exposed illuminated vaults recreate the at-
mosphere of Escher's engravings. With a limited budget

at our disposal, we used the minimum of equipment, but
the project was designed to take into account the possible
expansions and additions. We are grateful to the sponsors?,
who furnished The Ruin with state-of-the art museum
lighting. | hope that the first exhibition will demonstrate the
potential of our lighting solution.

In view of changes in the Architecture Museum's
management, the exposition policy is currently under
review. How did your own project envision the exhibi-
tion space?

It was proposed that the permanent exposition, integrated
into the museum space, would be set up on the first floor.
In particular, we suggested retrieving the unique collection

of bricks and Dutch tiles from the Shchusev Architecture
Museum's depository, Russia's largest. The second and third
floors would be used for temporary exhibitions, and lecture
halls — for educational projects. We would love to set up
another exposition outside —in the window apertures

of The Ruin.

Did you discuss its content with the Museum's previous
management?

Initially we envisioned the use of real fragments of the
destroyed architectural monuments that were transferred

to the Museum from the Donskoy Monastery, but this would
inevitably create technological and legal problems of the
exhibits' conservation. In view of this we abandoned the idea
of placing the real white-stone fragments in the apertures —
they can be replaced with acrylic replicas, while the originals
will be exhibited in The Ruin. Several of the tombstones that
cannot be placed inside the building due to their weight and
dimensions will be left outside, in the courtyard. We also plan
to exhibit the Vitali's Attic* outside, on a special sustaining
wall —at the abutting end of The Ruin, a park will be laid out
as part of the adjacent territory's beautification, but that's
the next stage of the project.
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visible on the facades and in the interiors,
have been opened to the public with the
help of its contemporary semi-ruined
state. Instead of recreating the 19th
century interiors and stucco fagades with
no artistic value, the architects of the
Rozhdestvenka Bureau suggested the ex-
posure of the temporal layers both inside
and outside the building, turning them
into exhibits. The project's main objective
was to preserve the historical multilayers
of the walls, to expose the most valuable
and beautiful elements both inside and
out, and to stress the building's histori-
cal value, contrasted with contemporary
exhibition space solutions.

Narine Tyutcheva: The Ruin is both our history and heritage,

a source of learning and inspiration, a facility that requires

architectural and structural interference, a venue for addressing

contemporary practical problems, and a succint artistic and philosophic

metaphor that expresses the frailty of all matter. The attitude to ruins

prevalent at different times and eras in many ways determined the

character of the era itself. The attitude of different peoples towards their

ruins was defined by the attitudes towards their cultural and national

self-identification. For contemporary Russia, which still seeks an answer

to the question 'Who are we?', the contemplation of native ruins

is not a non-futile task.’

3The project's sponsor is iGuzzini in
partnership with QPRO. Human Centric

Lighting.

“The famous attic by sculptor Ivan Petrovich
Vitali (1794-1855) in the early 1830s crowned
the Orphanage at Znamenka, which later
housed the Alexander Military School, and

in the Soviet times was home to the People's
Commissariat of Defense (Ministry of
Defense). For 50 years, until 1947, the attic
was displayed at the Donskoy Monastery.
Today, it can be found in knocked-down
condition in the courtyard of the Museum

of Architecture.

5From the curator's manifesto
for the exhibition The Ruin. Version
of Rozhdestvenka Architecture Bureau.
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MacwmabHas pekoHcmpykuusi, npooausuwiascs decsime aem

u cmouswas 375 mnH espo, npespamusa Pelikcmy3eym u3 06pa3y08oli
Xpecmomamuu 30/10mo20 8eka 20/11aHOCK020 UCKYcCcmaad 8 usol
nopmpem Hauuu. [Tpeumyuiecmsa pazpabomaHHol 0715 3mMo20 npoekma
cucmembl 3KCNO3UUUOHHO20 0c8euleHusl packpeisaem 8 NoOpo6HOM
omyeme 0 NPolideHHOM Nymu asmop KOHuenuyuu — ceemoodu3atiHep

Pozup eaH dep Xelide

PecTraBpanus PelikcMy3eyMa AJIMIACSH fe-
CATBH JIeT, a BBI IPOPaGOTaIN HAZ 3TUM IIPOEK-
TOM, KOTOPHIN B MaclITabax Bamei Kapbephl
o6peTaeT MOMCTHHE SMUYECKUI Pa3Max, BOCEM-
Hapuarts geT. Kak 3To mosmyuunaocs?

Ecu 61Tk TOYHBIM, TO [IeBATHAZIIATh — KPBLJIO
Philips oTkpbinock B 2014 Togy. B 1elicTBUTETBHOCTH
JI7151 MEHSI 9Ta MUCTOPH S Ha4aJIach C TpeJIIoCc/IeHeN —
«IIepexo/HOM» — pecTaBpanun PeiikcMy3eyma cepe-
IMHBI 1990-X, KOTOPOM PYKOBOJMJT aMCTEPAAMCKHUM
apxuTekTop ['aHc ProviceHaapc. S B To BpeMs aKTUBHO
3aHMMaJICs pa3BUTHEM CBOETO 610pO CBeTOAM3aHA —
Hollands Licht, a ProiceHaapc GbLT HAIllMM TTOCTOSTH-
HBIM ITapTHEPOM. 1 BOT OfiHAXK B! (3TO CITYYUIIOCH
B 1995 rozy) OH MO3HAKOMMJI MEHSI C TOTAAITHUM
nupekTopoM Peitkemyseyma — PoHaseoMm e Jle-
yBOM. f moryunI 3akas 1 Hayas paboTaTh — MHe
OT/ZIaJTY LIOKOJIBHBIM 3TaX, TZe ceityac pasMelaloTcs
l'anepen cpefHeBeKOBOro UCKyccTBa M CrieljaIbHbIe
KOJUJIEKIIMY, a TaK)Ke ['anepero moueTa, ¢ ee KOMOU-
HMPOBAHHBIM OCBeIlleHUEM. A B 1999 romy My3en
IIPUHSAJI pellleH}e 0 TeHepaIbHOM pecTaBpaluu
¥ 06BSABUJI KOHKYPC Ha JIVYIITYI0 apXUTEKTYPHYIO
KoHIenuio. Ero uepes Ba rofia BBIMTPajIv UCIIAHIIBI
Cruzy Ortiz Arquitectos — a 1 MEX/Ty TEM YCTPOMIICS
B KOMIIaHMIO Arup, KOTOpas BOIILJIA B IPOEKT KaK
Ppa3paboTuMK MH)KEHEPHBIX CHCTEM 3,aHN . Mos
BTOpas BCTpeya ¢ JupeKTopoM PelikcMy3eyMa cocTo-
SJ1aCh TOJIBKO B 2004 rofy, BCKOpe IocJIe IIpe3eHTa-
uuu Makera Cruzy Ortiz. [le JleyB fa MHe TOHATB,
YTO rAapaHTH Ha BO30OHOBJIEHME COTPY/JHUYECTBA
B HOBBIX YCJIOBHSIX OBITh HE MOXKET, CITPABEAJIMBO
HacTauBas Ha IPaBe apXUTEKTOPOB HE3aBUCUMO
BBIGMPATD CBETOAM3AMHEDPA, IOCKOJIBKY UX ITPEAIJIO-

JKeHMe OCHOBBIBAJIOCH HA INTy60KOM B3aMMO/IeHCTBIM
CBETA M apXUTEKTYPHL. 3aberas Brepes, OTMETY, ITO
y Autonmo Kpysau AHToHMO OpTHCa — O3/ HEE MBI
BCe Ha3bIBaJIM MX «“AHTOHMOC» — OBLIN YeTKMe Ipeji-
CTaBJIEHUS O TOM, UTO OHY XOTST IOJTYUUTH OT CBETO-
BOTO pellleHNsI ¥ KaK AOJIKHBI CTPOUTHCS OTHOIIEHUS
co ceeToAM3aHepoM. Ho 1oka 51 Huvero 06 sToMm

He 3HaJI ¥ IPOCTO IToexaj K HUM B CeBUIIBIO.

BrICTpO HAmIIK 06U A3BIK?

B crynum Cruzy Ortiz s yBUzAEe KOMaH[Y, KOTO-
pas 06 yMbIBaIa KAXKYIO IETaJIb C HEBEPOATHOM
CKPYIY/IE3HOCTBIO U TJTy6OKOM YyBCTBUTETBHOCTHIO
K UCTOPMM ¥ CAaMOOBITHOCTH 371aHuA. PeiikeMyseyM
ObLI TOCTPOEH I10 TPOEKTY TOJIJIAH/ICKOT0 apXH-
tekTopa Ilerpyca Kéitriepca B 1885 rozy. 3To 04eHb
MHTepecHas apXUTEKTypa c TOHKOM ITpopaboTKoM
Jetaney u (paHTacTHUECKUM AeKopoM. B XX Beke
MpaBUTeNbCTBO HUiep/1aH/0B PELInIo «OTPEe3BUTh»
3[laHye roCyAapCTBEHHOTO My3es — JIMIINUTD ero Po-
MaHTHUYECKOT'0 0Pe0JIa 1 cfiesIaTh 60j1ee pu3eMIIeH-
HBIM: (PpecKy 3aMasai, yopain 30J10TO, KeJIThie
TJIMHSAHBIE KUPIIMYM [T06eTUIIY, BHYTPEHHME JBOPHI
yacTHM4HO 3acTpomnn. Kpysy u OpTucy npeacrosio
coBepnTh «Bo3ppamienue k Kérmnepcy» — TakoB
OBLJI 1eBU3 PEKOHCTPYKIMM — Y TEM CAMBIM I1OBBI-
CUTb IPUBJIEKATEIBHOCTD PelfKcMy3eyMa B KauecTBe
KOJUIEKIIMM UCKYCCTBA M apXUTEKTYPHOTO IlefieBpa
O HOBPEMEHHO.

S nopenunncs c HUMU cO6CTBEHHBIM IIOHMMaHMU-
€M apXUTeKTYPBI 34aHUA — NIPeAJI0oKeHIe MATKO
0603HaYUTh CBETOM I'PAaHMUIIBI IIPOCTPAHCTBA,
0CO6eHHO ITOTOJIOYHBIE CBOJIBI, ¥ [IATh BOJIIO €CTECT-
BEHHOMY CBETY TaM, I'/ie OH I0JIXKeH OBIT 110 IepBO-
HavyaJIbHOMY IIPOEKTY, apXUTEKTOPbI BOCIIPUHSIN

Bonpock 1 nepesog
3nuHa Jlobaukas

T'enepanpHas peKOHCTPYKIIUSA
M pecTaBpanus
PeitkcMy3eyma

MecTo MyseymcTpaar, 1,
AmcTepaam

3akasunk Programmadirectie Het
Nieuwe Rijksmuseum

MNpoekTrpoBaHue 1 peannsauns
2000-2006/2003-2013
PekoncTpykuwms Cruz y Ortiz
Arquitectos

Pectaspaung Van Hoogevest
Architecten

DKCNO3ULUUOHHBIM AM3aliH
Wilmotte & Associés
KoHuenuus ocselleHns

Porup BaH gep Xenge

CucTema IHEBHOIO OCBeLLeHNS
Arup

CrcTema 3KCNO3ULIMOHHOIO
ocselleHns Arup, Beersnielsen
ApXUTEKTYpHOE 1 NnaHawadTHOE
ocseuleHue lNMeTpa XwonbCT,
Bpan KopHep

CseTtoBoe obopynosaHrue Philips
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C 3HTY3Ma3MOM. Mosi UJiest OTBeuYasia UX CTpaTerum
pecTaBpaluy BHyTPEeHHUX IBOPOB MYy3es, KOTOpbIe
[IOJIKHBI GBIV HATIOJTHUTHCS FHEBHBIM CBETOM, OT-
cplIas K HaMepeHuio Kérmnepca co3gats cUsouun
BeJIMKOJIETTMEM LIEHTP MY3esl.

YT0 6BIJIO CIIEAYIONIUM LIATrOM?

JloHAoHCKUY opmc Arup cIaBUTCSA KOJIOC-
CaJIbHBIM OIBITOM PaGOTHI C MY3€sIMH, TAK UTO
€IVHCTBEHHOE, YTO OT MeHs TPe60BaJIOCh B TOM
CUTYaI[MH, 3TO PACIIUCATD IO POOHBIN CIIUCOK 3324,
omupasick Ha KoHnemnuio Cruz y Ortiz, u mepenats
6pMTAaHCKUM KOJIJIeraM-CBETOAM3alHepaM. A IoKa
OHM JieJIaJT TIEPBbIE 3CKU3bI THEBHOT'O OCBeEIIle-
Hus 1151 Tajiepey moyeTa v IPyrux MPOCTPAHCTB,
BKJIIOYAST HOBBIE IBOPBI, 1 cBsA3asics ¢ Wilmotte &
Associés, B YbeM BeIEHUY HaXOMUJICS SKCIIO3UIIHU-
OHHBIY 1132l H PeliKcMy3eyMa, YTOObI ITOJTyIUTh
MCYEPIIBIBAIONIME KOMMEHTAPUM IO UX YaCTHU
npoekTa. XKan-Muiesnb BUIbMOTT B TOT MOMEHT
OBbLT 3aHAT Pa3pabOTKOM MOJBECHBIX KOHCTPYKITUI
st 060pyoBaHus. PaccMaTpuBas ero HaGpockH,
S TIOZyMaJT, YTO MEXAUCIUITIMHAPHAS KOMaHA
MH>XeHepoB Arup, BEPOSITHO, MOTIJIa 6bI ITPEBPATUTH
3TOT 3IEMEHT B HACTOALIYIO <MY3€MHYI0 MAIIMHY»,
CBSI3BIBAIOIIYIO B OZHOM TEXHUYECKOM peIleHU!
aKyCTUYECKME CUCTEMBI, JTaTUUKH, IeTEKTOPBI IBIMA
¥ 6€30I1aCHOCTH U, PAa3yMeeTCsl, JJIEKTPUIECKUN
CBeT. BUJIBMOTT Opa/ioBasICcs 3TOM Ujee — MOTHASL
MHTErpanus pasrpykaia MOoTOJOK U TEM CAMbIM
neasia Hac eite 6;1mxe k Kénnepcy. Kpome Toro, Ta-
Kasl CUCTeMa OCTaBJIsLJIa BO3MOXXHOCTH JIJIsI TMOKOTO
TIO3UIIMOHUPOBAHMS CBETUIBHUKOB.

Kaxk pa3BuBaJIKCh COOGBITHSA ITOCJIE COTJIACO-
BaHMA Ballle¥ KOHLEMIIUU?

JIOHAOHIIBI B351/IM Ha ce6s1 TPOEKTHPOBaHME
CUCTEMBI JHEBHOTO OCBEIIEH N, 2 MBI B AMCTep/ia-
Me c(HOKYCUPOBasIach Ha SKCIIO3UI[MOHHOM CBETeE.

TecTsl, BOPKILIOIIBI ¥ KOHCY/IBTAIIUY CJIEIOBAJI JPYT
3a IpyroM 6e30CTaHOBOYHO. MBI BCTPEYAJIHCH C KO-
MaHZIOM My3es HECKOJIBKO Pa3 B HEJIEII0 — 06Cy K-
JIaJTY KQXKIYI0 feTasb. My3eMHbI MU KOHCEPBa-
TUBEH, UTO BIIOJIHE OOBSCHMMO: HUKTO HE UMEEeT
IpaBa PUCKOBATh 6eClieHHbIMM XY/I0)KeCTBEHHBIMU
COKPOBUIIIAMY MUPOBOT0 3HaUeHMs1. FIToroM Hatein
COBMECTHOM, IOMCTUHE TUTAHUYeCKOM paboTsI (14
TOMOB MCC/IeI0BaHMI!) cTaa cXeMa, OCHOBaHHAsA

Ha IPMMeHeHM SKCIIO3UITIOHHBIX BUTPHH C UH-
TerpPUPOBAHHBIM CBETOM U CHCTEMBI TPEKOBOT'O
3JIEKTPUYECKOT0 OCBEIIleHMsI HA HU3KOBOJIBTHBIX
rajoreHHsIx aMmnax ¢ UV-u IR-guasrpamy, obe-
CIIEYMBABLIMMMY 3aLUTY ITPOU3BEIEHUH UCKYCCTBA
OT paspy1eHus. BeccriopHo, mpejioyxeHne He 651710
MAeaTbHBIM: JUMMMPOBaHME BOJTb(PPaMOBBIX UCTOY-
HUKOB 03Ha4aJIo TIOTEPIO €AYHCTBA LIBETHOCTY CBETA
T10 BCEY SKCIIO3ULIMM, He CUMTAS TPOOJIEM C BHICOKOM
TEIUIOOTAauel 1 yCI0KHEeHMEeM SKCIITyaTaluyu

M Tex06CyKMBaHNUA. OFHAKO B MY3eHOM ITPO€EK-
TUPOBAHUY KOMITPOMMCCHI HEM36EIKHBI, K TOMY JKe
MBI IOHMMaJIH, YTO ITPOIMCATE B IJIAHE CBETOU-
OZ1bI 61710 OBI CIMIIIKOM PUCKOBaHHO: B 2005 rozgy,
HECMOTPs Ha CTPEeMUTe/IbHOE PaclpocTpaHeH e
LED-ocBenieHMs, HA Y KOT'O He 6BLJI0 IOCTOBEPHOM
MHGOPMALIMHM O BO3/IEMCTBUY ITOJTYTIPOBOJHMUKOBBIX
MCTOYHMKOB HA MaTEPHAJIBL, U, UYTO He MEHee BAXKHO,
MX L|BETOIIepeiaya He 0TBeYasIa CTPOrUM Tpe6oBa-
HUSAM KCIIOHMPOBAHUA MCKYCCTBA.

M Bce-TaKM OT 3TOro IJIaHa IPUIIJIOCH OTKa-
3aThcs.

[a, mepBOHAYaIbHBIN ITPOEKT B KOHIIE KOHIIOB
3a0paKoBaM — I10 PAAY IPUYMH. Bo-IepBhIX, 32 Bpe-
M3 pecTaBpaliuy My3esl TeXHOJIOT MY OCBEIeHUA
3HAYMTEJIFHO IPOABUHYINCE. Bo-BTOPHIX, Wilmotte
& Associés v My3el TOJTHOCTBIO ITEPEBEPCTAN IKC-
MIO3UIIMOHHYIO CETKY, YTO aBTOMATUUECKY OTMEHAJIO

B ranepesx uckycctsa XVII-XIX BB. cBer,
HaK/1afblBasicb Ha LiBETOBOe pelueHue
MHTepbepa, co3aaeT cbanaHCMpoBaHHYtO
OAHOPOAHYIO Cpesy, B KOTOPYIO MOrpy>KeHbl
apT-06bEKTHI.

Together with the colour of the walls,
the light in the museum galleries of
the 18th and 19th century art facilitates
a balanced environment that seems
to envelop the artifacts
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lanepes noueta 1 3anel 301071010 XVl Beka
Ha BTOPOM 3Ta)Ke HanosHeHb! OLLyLLeHNeM
AHEBHOTO CBETa B COOTBETCTBMN C MNaHOM
Keénnepca

The Gallery of Honour and the sec-
ond-floor rooms with 17th century art
are full of daylight just like Cuypers
envisioned

CooTHOLLIEHVIE MY PaCCEAHHBIM XONO0A-
HbIM CBETOM, MPOXOAALMM CKBO3b MOTO-
NIOYHOE OCTeK/EHME, W IKCMO3MLMOHHbIM
ocBellieHVieM NogobpaHo TakuM 06pa3om,
4TO6bI MPOXKEKTOPBI U TPEKW OCTaBaNNCh
He3aMeTHbIMY 1 BO3HMKaNa UNio3ns cee-
HeHWs cammx KapTuH

The Rijksmuseum's daylighting project
was carried out by the team of lighting
designers from the London office of Arup
under the leadership of Florence Lam.
Correlation between the diffused cold
light that comes through the roof sky-
lights and the electric lighting is set in
such a way as to make the spotlights and
tracks unnoticeable and to create the
illusion of thepaintings radiating light
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CTapyIo CBETOBYI0 cxeMy. 1 caMoe IJ1aBHOE, Bee CTO-
POHBI, YYaCTBYIOLIYE B IPOEKTE, HA OTIPEZIEIEHHOM
JTarie IOCTUT/IY TOTO YPOBHS B3aMMOIIOHUMAHM S,
Tle OTKPBIBAIOTCA GecpeliefiIeHTHbIE BO3MOXKHOCTHU
115 COBMECTHOT'O TBOPYECTBA, Yero He 6110 BHAYA-
Jie. [Tponso11I0 Bce 3TO ropaszo rosxe, a B 2006 rogy
JIOH/IOHCKASI KOMaH/Ia Arup yCIEeIIHO 3allUTHIa
IIPOEKT JJHEBHOTO OCBEILEHM I, KOTOPBIN ObLJI pea-
JIM30BaH 63 U3MEHEHM, YeMY 5 Upe3BbIYaifHO Pa/,
TaK KaK B HEM eCTECTBEHHBIV CBET BBICTYTIAET B POJIU
TIPOBOAHYUKA K IIPOU3BEZEHMIO, A ITO TPUHIIUIIN-
QJIBHO JIJ151 BOCIIPUATHSA TOJUTAH/ICKOTO MCKYCCTBA.
JKuBomnmch 30/10TOT0 BeKa 6yKBaJIbHO HATIMCAHA
cBeTOM. {1 Iake He TOBOPIO O TIeH3a)kaX — B3TJITHUTE
Ha «<MOJIOYHUITY>» U IpyTHe paboThl Bepmeepa:

3[1eCh IIepeJaHO TAKOE YKMBOE YYBCTBO CBETA M TAKOE
1J1y60KOe MPEKJIOHEHNE TTepe]] ero CIIOCOGHOCTHIO
TBOPUTbH HOPMY, YTO COMHEHUY He BO3HUKAET: UMeH-
HO CBET — TJIaBHBIY repoit KapTUHBL. [103TOMY TP
JIEMOHCTPAIIMM [OJIOTEH FOJIJIAH/CKUX MacTepOB
6e3 THEBHOT'O CBETA He 0GOUTUCH — OH SBJISIETCS
HEeO6XOVMMBIM YCJIOBMEM LIS BCTPEUM C TPEKpac-
HBIM. J]a ¥ B I1€JI0M, COJTHEUHBIN CBET — 3TO CTUXUS
MUCKYCCTBA.

BeI 3aBepIIMIK PaGoOTy B cOCTaBe APYroi
KOMaHABI — KaK¥e MePCHeKTUBHI OTKPHLI
Bam nepexop B Philips gisa mpoexTa u gis Bac
JIUIHO?

JIngHO MHe IpUcoeAVHEHNE K CBETOBOM KOMIIA-
HMM C BBICOKOM KOMIIETEHIIMe B 06JIaCTH HAYIHBIX
MCCIeIOBAHMM U MOIIHOM SKCIIEPUMEHTAIBHOM 6a-
301 1aBaJIO IIAHC BEPHYTH BIUSHUE — TO BIUSHUE,
KOTOPBIM 006J1a5a /¥ CBETOAM3aMHEPHI B aHAJIOTO-
BYI0 3Dy ¥ KOTOPOE TEePELLIO K TPOU3BOAUTESIM
B IMdpoByI0 3n10xy. UcTOpKsa Moero coTpyHuIe-
cTBa ¢ PelikcMy3eyMOM BITOJTHE MOXKET CITYXKUTh
MJUTIOCTPALIMEN ITPOMU30ILEALIEN 32 IBA/IIATD JIET
TepeMeHbIL: pa3Be BHavaJie KTO-HUOY/ b U3 HAC MOT

MIPEJIOJIOKHUTD, YTO POJIb TPOM3BOAUTES Ha-
CTOJIbKO Bo3pacTeT? UTo KacaeTcs CyAbObI TPOEKTa,
to 1 ¢ Philips, reHepabHBIM cCLIOHCOPOM Pelikemy-
3eyMa, 0Ka3aJIoCh He BCe pocTo. My3eit ocTaBUI
3a 0601 pelaIMii TOJI0C M pacCMaTPUBa
MHO)XeCTBO aJIbTEPHATUB — MbI KOHKYPUPOBAIN
C HallIMMY CONIEPHUKAMU Ha OGLIUX OCHOBAHUAX.
Kaxk BBI oOpraHu3oBaiu pabouui mpouecc?
[ HavYaIa s Mpe0CTaBUII B ITOJTHOE PACIIo-
psi>keHMe My3esl Bce PeCcypChl, KOTOPBIE GbLIN
y Philips. l'onanackuit oduc obecrieanBan
MeHe)KMEHT, OTZeJI AU3alHa 06 beJMHNUIT YCHU-
niusi ¢ Wilmotte & Associés u ¢ MHXeHepaMu
Bronnenberg, 4To6bI TpOopaboTaTh UZEI0 CBETOBBIX
KapKacoB, 0 KOTOPBIX MbI TOBOPMJIU € BUbMOTTOM
ellle [IeCTh JIET Ha3a/[], ITPM ITIEPBOM BCTpeYe, — K ITO-
MY ITpeAJIOKEHUIO MY3el BEpHYJICS IIOCIe OTKa3a
OT TPEKOBOM CUCTEMBI Arup. ITO GBI YAUBUTEb-
HbI1 ontbIT. Wilmotte & Associés K ToMy MOMEHTY
3HaJIY MY3€l ¥ COCTAB IKCITO3UIIVH BIOJIb U T10-
nepex. 5l MOMHIO ITPO/IOJKUTETbHBIE TUCKYCCUY
0 TOM, KaKy10 (opMy HE0O6XOAVMO IPUATH ITUM
KOHCTPYKIIUAM — KOJIBL[EBYIO MJIU TPSMOYTOJIb-
Hy1o. [IpUHATH pemeHye (KOJIbIa HA HU)KHEM YPOB-
He — KBaJIPaThl ¥ B €AMHUYHBIX CTyUYasAX TUHENKYI
HAa OCTAJIBHBIX 3TAXKAX) IOMOTJIY TECTHI: B IO/ BAJIE
My3esl — B CTPOXKaMIeM CEKPeTe OT OCTaTbHBIX —
MBI 9KCIIEPUMEHTHUPOBAJIH C TIOJTHOMACIITA6HBIM
MAaKeTOM raJjiepen.
[l pa3paboTKy HOBOTO ITPOEKTA OCBEIEHM S
M MHTErPally BCEX PEIIEHU 5 IIPUBJIEK CBETO-
Iu3aiHepcKoe 61opo Beersnielsen — XKrobeTT
Hunbcen 6v11a Moelt yueHutei B 1990-e, a motomM
OTKpBLJIa COGCTBEHHYIO MPAKTUKY — OHM GBICTPO
BBICTPOMJIY OTHOILIEHWS C My3€€M U BJIUJIUCD
B HaIIy UCTOPHIO. O TAKOM CMHEPT UM MOXXHO TOJIBKO
MeuTaTh. Hac BIOXHOBIIIA 0611A I1e/Tb, KOTO-
PYI0, MOXKHO CKa3aTh, CJTy4aHO chopMynnpoBa

8000 akcnoHatos B 80 3anax pacckasbiba-
toT 800-neTHio0 nctoputo fonnaHanm n ee
KyneTypbl T CpeHux Bekos 4o MoHapuaHa

8,000 exhibits in 80 exhibition spaces
tell the 800-year-old history of the
Netherlands and the Dutch culture from
the Middle Ages to Mondrian
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ARUP: Hauano

B 2005 200y komnaHus Arup nonyyuna
30KA3 HO NPOEKMUPOBAHUE cucmeM OHes-
HO20 U 371eKmpuYecko20 ocseujeHust — obe
KOHUenyuu paspabamel8alce 8 MecHOM co-
mpyoHu4Yecmee ¢ My3eem U apxumekmopamu.
B npoekte MNetpyca Kéinnepca ocobblii
aKUeHT cienaH Ha AHEBHOM OCBeLLeHNN:
NPOCTPaHCTBO HacbIWaeTcs cBeToM 6na-
rofapsi O6LIMPHbLIM CBETOBLIM MOTO/IKaM,
$oHapsiM 1 BbICOKMM OKHaM. OfHako

B XX BeKe M13-3a HeJ0CTaTKOB 3KCMnya-
TaLWKU CUCTEM MOTOSIOYHOTO OCBELLEHMUS
(neperpes, BbicoKasi BNarornpoH1LaemocTs,
UV-u3siyyeHne) MHOrve CBETOBbIE JTHOKM
6bI/IN YACTUYHO UIN MOJSTHOCTBIO MEepPeKpbI-
Tbl. [eHepanbHas PEKOHCTPYKLUS, HavaB-
wasca 8 2003 roay, No3BoMAa KOMMAeKC-
HO MOAONTU K peLLeHUIo 3TUX Npobnem.

JAHeBHOe ocBelLeHUne

Mcxons U3 aHanusa pacyeTHbIX Nnokasa-
Tenen UHCONALMU NPU UCNONb30BaHNN
CTaTUUHBIX U Peryanpyembix GpuaLTpoB
Ha OKHax ¥ (pOoHapsX BbICTABOYHbIX 3a/10B
KOMaHJa CBeToAM3aiHepoB onpeaenuna
crocobbl NofAepXKaHusi HeO6XOANMBbIX
YPOBHell BepTUKa/IbHON U FOPU30HTasb-
HOW OCBeLL,EeHHOCTM B Npejenax rofosomn
AvHaMuky. Ha ocHoBe 3TUX AaHHbIX Aas
KaXk[,0ro MpocTpaHcTBa Npu yuyactum
apXUTEKTOPOB U pecTaBpaToOpoB Oblin
paspaboTaHbl MHAVMBUAYa/IbHbIE CXEMBbI,
nosBoAsioLLMe M36exaThb npesbilLeHUs
LLONYCTUMBbIX 3HaYE€HWUI CONHEYHOro 061y-
YeHusi U ycuamsaiole apdeKT AHEBHOMO
cBeTa B My3ee.

Fanepen

B cBeTOBOI HakoNWTe/lb MEXAY MOTON0U-
HbIMW CTEK/ISIHHBIMW MaHeNSIMU U Npo3paY-
HbIMW CEKLMSIMU B KpbILLIE, Yepes KoTopble
CBeT MOCTyMnaeT Ha BePXHUIA 3Tax, UHTe-
rpUpoBaHbl COBPEMEHHbIE CUCTEMbI KW~
MaT-KOHTPOSISi, CTabunusupyiolmne Bax-
HOCTb 1 TeMnepaTypy BHYTpY ranepeu.
MprMeHeHHas cxema UCMosb3yeT pacyeTbl
B/INSIHUA CKalnalTa Ha cpefoBble Napame-
Tpbl rafniepei HUKHUX YPOBHEW, pe3ybTaThl
aHanM3a paBHOMEPHOCTU JHEBHOTO cBeTa
Ha CTeK/ITHHOM MOTOJIKe U laHHble TeCTU-
poBaHuUs cepun Anarpamm ceetopacripene-
NeHUst Ha MaclTabHbIX MOAENSIX, KOTOpble
6blIM NOCTPOEHBI C MOMOLLBIO LIPPOBLIX
MeTO/[I0B TPacCUpoBKw Nyyeit. PeleHue co-
CTOUT B 3aMeHe OCTEK/IeHUs FOPU30HTa b
HbIX MOTO/IOYHBIX NaHesel 1 PaCcroNOXeH-
HbIX Bbllle KPOBe/IbHbIX CBETOBbIX /IIOKOB

C NOCNeAyoWMM OCHALLEHNEM 3EHWUTHBIX
¢doHapel perynnpyembiMu LITOPKaMu,
YCTaHOBJ/IEHHBIMU C BHYTPEeHHel CTopo-

Hbl U MEHSIIOLLIMMU CBOIO KOHUIypaLmio
yeTblpe pasa B rof — Mpu CMeHe ce3oHa.

B 3a30pe Mexay CTeKAsIHHbIMW NaHensi-
MW U CBETOBbIMMU JIOKaMU1 yCTaHOBJIEHbI

BEERSNIELSEN:

$UHaNbLHLIN CBeTOBOW NNaH
Adanmayueli u Hacmpolikoli paspabomaH-
HblX Ha npedbldylemM smane UHOUBLOY-
0/16HbIX C8EMOBbIX peweHul 3aHUMALCL
cneyuanucmel 6ropo Beersnielsen.

KomaHpa Beersnielsen npuctynuna

K ¢pUHaNbHOMY MPOEKTUPOBaHMIO B MapTe
2012 roga, nocne Toro Kak Mysein o6bsBUA
Philips TexHMYeckMM NnapTHEPOM PEKOH-
cTpykuun. MNepep, ceeToan3aiHepamu
cTosina 3ajada NoAroToBUTL AeTannsu-
pOBaHHbI CBETOBOW MNaH Ha OCHOBe
obopynoBaHusi, paspabotaHHoro Philips
creuvanbHo At OCBELLEHMS IKCMO3ULUM
Pelikcmy3eyma. [NaBHbIM BbI30BOM SBUIOCH
TO, YTO B MHCTa/ISILMM UCMOJ/Ib30Baach
oflHa MofAe/b CBETU/IbHUKA Npu 6ecko-

JIOMUHECLIEHTHbIE CBETU/IbHUKM, paboTa
KOTOpPbIX KOHTPOAMpYeTCs creumarb-
HbIMW AaTurKaMu, — OHW obecrieynBaioT
cbanaHcupoBaHHOe cBeTOpacnpejeneHne
1 HEO6XOAMMbIN YPOBEHb OCBELLLEHHOCTM

B CYMepKW U NacMypHble AHW.

B uensix yBenuueHms niowanmn akcnosm-
LIMOHHOTO PPOHTa BCE OKOHHbIE MPOeMbl
Ha NPOMEXYTOUHbIX U HAa3EMHbIX YPOBHSIX,
KpOMe Tex c/ly4aeB, KOrfia OHU BbIXOAST

BO BHYTPEHHWe ABOPbI MW COBMaAatoT

C K/IIOYEBbIMU BUAOBBLIMU TOUKaMM, 6bian
3alIMThI U NpUCMoco6eHbl ANS pasBe-

CKM KapTUH UM B,eMOHCTpaLumn Apyrux
npousBeAeHNi NckyccTea. PesynstaTtom
BBeJEHMSI 3TUX Mep CTa/l MePEXoA, Ha 3/ieK-
TpuYecKoe ocBellleHMe B NMPOCTPaHCTBaXx,
JIMLLIMBLLMXCS OKOH.

BosBpalleHne opurMHanbHbIX CBOAYATbIX
MoTO/IKOB B rasiepesix TpeboBano TexHuye-
CKOW NoAAepXKM OMNLMKU apXMTEKTYPHOTO
OCBellleHUs B paMKax eJHOI CBETOBOM
KoHUenuun. Ha nepBoM 3Tane yyacTHUKM
npoekta — Arup, Wilmotte & Associés

1 PellkcMy3eym — NPUHSAN pelleHve

06 MHTerpaLumn Bcero MyseiHoro o6opyao-
BaHWs B CreLuasibHble KapKachbl C MOTO/04-
HbIM Kper/ieHUeM, KoTopble BMOC/eACTBUN
6bIK ycneLHo pa3paboTaHbl 06beaun-
HeHHoM komaHgon Wilmotte & Associés,
Bronnenberg u Philips Lighting. Henpsmon
CBeT Ha MOJBECHbIX KOHCTPYKLMSX NPopu-
COBbIBaEeT CBO/IbI, CO3/laBasi OJHOPOJHOe.,
6ecTeHeBOE O6LLee OCBeLLEHE, — eUHUNY-
Hble CMOTbI Ha HWKHel cTopoHe depM Ha-
Lie/leHbl Ha apT-06bekTbl. CBETOBOM NnaH
BEPXHVX rasiepeil opraHM3oBaH Mo ToMy e
NPUHLMMY, HO Ha APYroil KOHCTPYKTUBHOM
6ase: paccesiHHOe OCBeLLleHWe obecreynBa-
10T JIIOMUHECLLEHTHbIE MCTOYHUKM, CKPbITble
3a CTEK/ISIHHBIMU MOTO/IOYHbIM MaHessi-
MW, — CMCTEMA SKCMO3ULMOHHOTO CBETa
yCTaHoB/IEHa Ha TpeKax, 0bpamAsioLLmnX
cKainawr.

ButpuHsbl, cnpoekTupoBaHHble Wilmotte

& Associés, He MCNONb3YIOT BHYTPEHHeN
NMOACBETKM — 3KCMOHMpPYEMbIe B HUX NPOU3-
BeJ,eHUS UCKYCCTBa OCBELLAIOTCS C MOTO-
JIOYHbIX CBETOBbIX paM. [11s obecneyeHus
MaKCUMasibHOM NPOo3pa4HOCTH GOKCbI
M3roTOBJ/IEHbI U3 CreLMasbHOro aHTMGn-
koBoro ctekna. Loykencel Asnatckoro
naBW/IbOHa 060PYAOBaHbI MUHUATIOPHBIMU
LED-cnotamu.

BHyTpeHHMe ABOpSI

B aTpuymax, rae AiHeBHOW CBeT He npes-
CTaB/IsieT Yrposbl A1 COXPaHHOCTH
BbICTAB/IIEMbIX apT-06bEKTOB, BHUMaHMe
cBeTOAM3alNHepPOB 6bIN0 cPoKycMpoBa-
HO Ha CO3AaHUK NPUATHOM aTMOCdepbI

1 obecneyeHnn kompopTa noceTutenei
1 COTPYAHWKOB, TaK KaK 3/eCb Pacnosno-
YKEHbI BXOZHbIE XO//1bl Y COCPEOTOUEHbI
OCHOBHbIe My3eiiHble CepBUChI.

He4yHOM pa3Ho0bpasun apT-o6bEKTOB

1 KosiebaHMm BbICOTbI MOTO/IKOB B AMana-
30He OT Tpex A0 AecsiTU MeTpoB — cTpaTe-
s, NPOAUKTOBaHHAs XyLOXeCTBEHHbIMU
3a4a4aMmn 1 HeobXoAMMOCTbIO J406UTbCA
O[JHOPOJHOCTY CBETa MO BCEMY IKCMO3ULM-
OHHOMY PPOHTY My3es.

Cepuisi HaTYpHbIX TECTOB M aHaN3 BO3MOX-
HOCTel HOBOro 06opyAOBaHWS NO3BOANIN
cpopMynMpoBaTb NPUHLMUIBLI OCBELLEHUS
ANS Kaxaon ranepeu. MNocnenosatenibHO
afanTupys UX K KOHLENUMsaM, Co3aaHHbIM
apXUTEKTOPaMM 1 3KCMO3ULMOHepaMmn ANs
80 nnowaaok, Ha KOTOPbIX NpefcTaBieHo
8000 akcrnoHaToB, cBeToAM3aNHepbl 3a ABa
MecsiLla co3aann GpUHasbHbIA CBETOBOM
nnaH PelikcmMy3eyma, onpeaenmsLini
KO/INYECTBO CBETOTOYEK B IKCMO3ULUMU

OB 93blK CBETOAN3A#H

B nHeBHOe BpeMs cBeT paBHOMeEPHO 3aroi-
HsIeT KOJIOALLbI aTPUYMOB, MPOHUKasH CBEPXY
uepes npo3pauHyto Kposto. BeuepHee
OCBeLLeHMe BbICTPOEHO Ha JIOKaslbHbIX
CBETOBbIX rpynmnax, MO3BO/SOLLMX MONAYUUTD
3bPeKTHYIO KOMMO3ULMIO U OAHOBpE-
MEHHO peLunTb GpyHKLMUOHa/IbHbIE 3a4a4K,
BK/Ilouasi obecrieyeHne Br3yabHOrO
KomdopTa 1 UHGOpMaTUBHOCTU cpeapl, 6e3
BTOPXXEHVSI B apXMTEKTYPY NCTOPUUECKMX
¢dacanos. KoHuenuuio yaanock peannso-
BaTb 6/1arofapsi NPUMeHEHMIO creLuasnbHO
CMPOEKTUPOBaHHBIX MOABECHbIX 3/1IEMEHTOB,
06beAMHSIIOLLMX YHKLUM aKyCTUYeCKMX
naHesnei U CBETU/IbHUKOB B OAHOMN CTPYKTY-
pe. BHeApeHHbIe B KOHCTPYKLMIO anianThl,
BbICBEUMBAs KapKac, CO34aloT 06beM,
KOTOPbIV onpeaensieT NPOCTPaHCTBEHHbIN
CTPOW, TOrAa Kak MUKPOCTOTbI, O4epUm-
BaloLLME HMKHUIA KOHTYpP KaXaoro sipyca
STOW MMraHTCKoOW NtOCTpbI, obecneyrBatoT
ocBeLleHVe NeCTHULbI, MHPOPMALIMOHHOM
CTOVKM 1 BCEro ABOPa B LLEIOM.

ApxuTeKTypa NoA3eMHON TpaH3UTHOM
30HbI, Fe HaxoAsTcs rapAepob, 6uieTHas
Kacca, MarasuH 1 JIeKTOpUi, akLeHTMpoBa-
Ha CBETOBBLIMU JIMHUSIMU, MOAYEPKMBAIOLLN-
MU CBSI3b MEXAY BOCTOUHBIM U 3amagHblM
KPbIIOM, YTO fenaeT 370 MecTo KoMbopT-
HbIM A/151 NPebbiBaHWs, OHOBPEMEHHO
3aKpennss 3a HUM CTaTyC NPOCTPaHCTBEH-
HOro OPUEHTMPa B CUCTEME BU3Ya/IbHON
HaBurauum myses.
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C YTOYHEHWEM MO3ULMOHUPOBAHUS U yrna
packpbITUS flyua npoxkekTopos. CornacHo
3TOMY JOKYMEHTY B NpoeKTe 3a4eicTBOBa-
Ho 3640 cBeTUbHMKOB U 2500 NNHS.

Mo3nunoHnposaHue n HacTpoiika ceeTa
Bce npubopsl TpeboBanock nponuncatb

B cucteme Dali n yctaHoBUTL B nogsec-
Hble KOHCTPYKLMMN — 3Ty 3a4a4y yCrewHo
pewwmnau cneunanmctsl komnaHum Toverli.
MHcTannmnpoaHHoe 06opyAoBaHue NocTy-
nasno B pacropsikeHue cCBeToAN3anHepoB
Beersnielsen, koTopble ocylecTBASN
VHAMBUAYaNIbHOE A1 KaXKA0ro ob6bekTa
HalenMBaHue CBETUIbHUKA U MOATOHKY
Jlyya nyTem fo6aB/ieHUs IMH3, @ TaKkxKe
MPUHUMaIN MePbI MO UCK/TIOUEHUIO HeXe-
naTeNibHbIX TeHel, 6/IMKOB U OTPaXKEHWN.

YpOBHM OCBELLLEHHOCTUN yCTaHaBANBaUCh

C y4eTOM MaKCMMasibHO AOMYCTUMbIX
3HauYeHWI, OCBELLLEHHOCTU OKPY>KaIOLLUX
rpeAMeToB U OCBELLEHWS!, CO3aHHOIO
annanTaMu UAn ckannantTamu. B atom
rpoL,ecce OrpoMHYI0 Posib Cbirpasio Kypa-
TOPCKOE CONPOBOX/AEHWE: CBETOAM3ANHEPDI
MOSTy4NAN MCUeprbiBatoLLyto MHbopMaLmIo
0 KJIHOUEBbIX OCOBEHHOCTSAX KONIEKLMNA,
TaKUX KakK xapakTep rnpeseHTaLun, cuctema
BU3yasbHbIX aKLLEeHTOB, OrpaHu4eHus,
06YyC0B/IEHHbIE CBETOYYBCTBUTENIBHOCTHIO
06beKTOB U Apyrumun paktopamu. PuHab-
Hasi TOHKasi HacTpoVika Npou3BoAuIach
npu yyacTum KypaTtopos. B pesynbrate
yAanocb NOAYEPKHYTb MHANBUAYAIbHOCTb
KaXK[,0M KO/IEKLIMN, BblIEpPXKaB CBETOBOM
6anaHc No BCen 3KCNo3nLUm.
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IUPeKTOP 1o sKcno3unuu Tum 3enenk: «5 mpocto
XOUY CAMBI JTYUIINI CBET», — 3a5BMUJT OH KaK-TO
HAa COBELIIAHUH, He 326BIB YTOUHUTH, UTO CAMBIN
JIYYIINH He HYKHO ITYTaTh C CAMBIM JJOPOTUM.
U xa>x/ b1}l B KOMaH/I€e C TeX 10 TOYHO 3HaJI: MBI
JieslaeM CaMbIY JTYUIIIUY CBET.

A 4TO TaKOe JIYYINUH CBET B BalleM
MOHMMaHUU?

JI7st MeHS 3TO 03HAYAET, UYTO MBI 06ecIieynBaeM
KoM@opT. Ho He B cMBIC/IE GOTBIIIOTO 3aCTOhS
M TBICSTYU APYTUX MPUATHBIX Belliey, a KOMGOPT,
BO3HMKAIOLMI OT OLYIIeHM s, YTO BB AEMUCTBU-
TeJIBHO MOXKeTe BUJIETh Bce 63 pycKa YIIYCTUTD
KaKYI0-TO JIeTaJIb 13-3a HEMIPABUJIBHOTO CBETA.
KoMdopT ¥ BIOXHOBEHME TAKOT'O POAA ITOSIBIIS-
I0TCSI, KOTZA MBI Y€TKO OCO3HAEM, UTO IIOKA3bIBA-
€M MCKYCCTBO HaWJIYYIIMM 06pa3oM, COeMH A
apXUTEKTYDPY, apT-00bEKTHI, UCTOPUU, KOTOPBIE OHU
pacckaspIBaloT, @ TAK)Ke YM M TaMATh TIOCETUTEA.
OZHOBpPEeMEHHO JIYUIINY CBET IpeAIoiaraeT 6e3o-
MACHOCTb ¥ COXPAHHOCTH ITPOU3BEJIEHUH, A TAKIKE
HAIIy TOCTOSHHYIO paboTy B 3TOM HAIIPABJIEHNUH.
Ho u 3xecs emnje He pezesn. O61enne ¢ Tumom
3e/leMKOM BIIJIOTHYIO IIO/iBEJIO MeH s K IPOCTOMY,
Ha TIEPBBIN B3TJIsA[], OTKPHITHUIO, OT KOTOPOTO, TEM
He MeHee, 3aBUCeJIO Bce. Sl BAPYT MOHSLII, YTO CBET
JOJKeH BHYIIATh 3pUTEJTI0 YYBCTBO COMTPUKOCHOBE-
HYSI C PEIBHOCTBIO Tpou3BefieHus. [TIono6Ho ToMy,
kak Kpysy u Oprucy yzanocs BepHyTh Kéitnep-
ca, MHe XOTeJIOCh CO3/aTh OCBelljeHNe, KOTOpoe
BO3BpalIajo Obl )KMBONUCH caMoi cebe. 1 3To 651710
CO3BYYHO c/ioBaM 3ezelika: PeifkcMy3eyM 3a60THUT-
Cs1 0 YUCTOTE M MPOCTOTE MPE3eHTAIMM UCKYCCTBA —
apT-06BEKTHI He JOJIKHBI 6BITh HUYEM IPYTUM,
KPOME TOT0, YeM OHMU SIBJISIOTCS.

Hogas ¢dopMynupoBKa 3aayy MOMOIJIa BAM
HaWTH pelreHne?

B 3HauMTETBHOM CTENEHU. S 6B OZIEP>KUM ITOU
uneen, moKa OHKABI He YBUJEIT, UTO TEXHUIECKU
peanu30BaTh €e MOXKHO TOJIBKO Ha CBETOAMO/AX,
TIOCKOJIBKY MX CBET ITPY AMMMMPOBAHUM COXPAHSET
1[BETOBYIO TEMIIEPATYPY. ITO YCTPAHSIIO BCE ITPO-
6y1eMbl: ¢ LED-McTOYHMKaMM MOXKHO AMMMMPOBATh
CBET MHAMBUIYAJIBHO [JI51 KXKJJOT0 apT-06hEKTa,
COXPpaHsis IPU 3TOM ITPOYHOE CBETOBOE CIETIIEHNE
TI0 BCEM rajiepee 1 1o BceMy My3elo. U 51 pemun
TIPeAJIOKUTH CBETOAMOLHOE IKCIIO3UIIIOHHOE
OCBell[eHMe — He U3 CO0OPaKEHUM «yI06CTBA IKC-
TTyararnuy 1 3¢ ek TMBHOT0 3HEPrOMOTb30BAHMI»
(crangapTHOe o6ocHoBaHMe LED-cBeTa B My3ee),

a 151 JOCTMIKEHM I TJIaBHOM XY/I0XKECTBEHHOM IIeJTN:
TIPEBPATUTH OCMOTP cOOpaHuit PerikcMy3eyma
B OCO3HAHHBIN KOHTAKT C PeasibHOCTHIO.

TpyaHO 661710 y6eAUTH MY3€i COrJIaCUTHCA

C 3TUM IUIAaHOM?

CeT 0OecrieunBaeT XMBOM KOHTAKT 3PUTEJIA C TTIPOU3BEAEHUEM UCKYCCTBA

9TO CTaI0 HOBOM TOYKOM OTCUETA BCEM UCTOPUM.
22 ¢eBpass 2011 rofa mocJie mpe3eHTaI[Mu rajoreH-
HOTO OCBEIIIEHUS OJJHOT'O U3 3aJI0B 5 €XaJI 10 AM-
CTepAAMY JOMOY Ha BeJIOCUIIe/ie: YIUILBI, IIOMIA TN,
BBIBECKM MeJIbKaJIM CJIOBHO KaJIPhI U3 KMHO —
¥ BAPYT Ma33J1 B MOEN rojIoBe HAaKOHEL] CJIOXKMJICS.
B Ty )Xe HOUB 51 HaTMca Bumy [Meit6ecy'’: «YBaxa-
eMbIl BuM, yMato, eciu Mbl 06beIMHUM HaIly
PecypCHl, Y HaC MOSBUTCS OTJIMYHBIN IIAHC CAEJIaTh
YTO-TO JTyYIllee, YeM Ta CUCTEMA, KOTOPas 6511
TIPOAEMOHCTPUPOBAHA CEeTOAHs. B Hammx cumax
CO37aTh CAMYIO ITPOTPECCUBHYIO0 CXEMY IKCIIO3UIU-
OHHOTrO0 OcBelleHKs1. Ho y MeHs ecTh mapa BOITPOCOB,
KOTOPBbIE XOTeJIOCH ObI TPOSCHUTH. [OTOBBI JIU BBI
ccopMMpoBaTk co-

BMECTHYIO KOMaH[y? ! fiupekTop Peiikcmyseyma (2008-2016).
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becnposoaHoe AYMMUPOBaHUWE CNOTOB
¥ annaiTos, MHAMBKAYaAbHOE W rpyn-
namu, B pexxume peasibHOro BpeMeHu Jaet
BO3MOMHOCTb BbICTPaMBaTL IKCMO3NLMIO
Ha TOHKVIX CBETOBbIX aKLEeHTax

The wireless dimming of spotlights
and uplights, done in real time, individu-
ally or in batches, creates opportunities
for building an exposition with the help
of delicate light accents

CneumnanbHble KOMEKLMN, PACNONOXKEHHbIE
B LIOKO/IbHOM 3Take Nof, HU3KMMIN CBOAAMM
XpaHWAWLLA, Mo 3aMbIC/Ty KypaTopoB, AOMK-
Hbl BbITISAETb KaK COKPOBHLLHMLA, NO3TOMY,
B OT/IMUMeE OT OCTasIbHbIX 3a/108, CBET 3/1€Ch
chOKYCMpPOBaH TONbKO Ha 0bbekTax

As envisioned by the curators,
the Special Collections, located on the
ground floor, under the low vaults of
the repository, have to look like a treas-
ure trove, which is why, unlike in all the
other rooms, the light here is solely
focused on the artifacts
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Cexums kpbina Philips, nssectHas

noz, HassaHvem OparmMeHT, CNoxeHa
13 yLeneBWwmnx YacTelt pa3pyLeHHbIX
NCTOPUYECKMX COOPYXKEHWI — B 3Ty
XKMBYIO 3KCMO3ULIMIO BOLLIN: GaLLHS

C necTHuLeit 13 PpaHekepa, apku

13 NIECTHUUHBIX NMPO/IETOB OCOBHSKa
KoHcTaHTelMHa XélreHca us laaru, cte-
Hbl KOHIOLLEH 13 3aMKa bpenpl

A section of the Philips wing,
known as The Fragment, is made up
of the remaining parts of ruined his-
torical buildings. The unusual exhibit
includes a tower with a staircase
from Franeker, the arches of the
staircase flights from the Hague
mansion of poet Constantijn Huy-
gens, and the horse stable walls from
the Breda fortress
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INoxaep>xuTe 11 BB CBETOBOM IJIaH, OCHOBAHHBIN

Ha O[HOM-eIMHCTBEHHOM TEXHUYeCKOM pellle-

HMM IJ151 BCEX BRICTABOYHBIX IPOCTPAHCTB BO BCEX
ranepesx? — Sl ¥Melo B BUZLy CBETU/IBHUK, HACTOJIBKO
TUOKMI, UTO €T0 MOXKHO MCII0/Ib30BATh I10 BCEMY
MYy3€el0 — B JII060M ITPOCTPAHCTBE, ITPU JIF06OM BBI-
coTe IIOTOJIKA, AJ151 TH060r0 Tpou3BeieHus». [leitbec
TIPUHSLI BCE YCJIOBUS, ¥ ObLJIa OpraHM30BaHa paboyas
TPYIINa U3 TYYIIUX CIIEIUATUCTOB. A KOTZA MBI YKe
TIOr'PY3UJIUCh B U3YUEHVE HOBOY TEMBI ¥ HAYAJIA
TECTUPOBATh CBETOAMOABI, Lumileds, Hay4HO-Tpons-
BOZICTBeHHas cTpyKTypa Philips B CILIA, 06sB1Ia

0 BBITTYCKe HOBOT'O CBETO/[MOZA C TIPEBOCXOHOM
LIBETOTEpeavels U I[BETOBOM TEMITEPATYPOM Uy Th
Beite 3000 K, KOTOpBIN, KaK BRIICHUIIOCH, OJ1eCTsIe
CITPABJISJICS C 334a4aMU KCIIO3UIIMOHHOTO OCBelIle-
Hus. B coctaBe He60JTBIION I'PYTIIIBI MBI pa3paboTaan
OTIBITHBIN 06pa3el] U B OKTA6pe 2011 rozia mokasammu
Mupy «<HOUHOM [1030p» — 3HAMEHUTBIH IIefIEBP
PeMm6paH/[Ta 1 I[eHTPAIbHBIN IKCITOHAT PelikeMy3e-
YMa, OCBEI[eHHBIN UCKITIOUYUTETHHO CBETOAMOJAMH.
Ycrex 65171 HEBEPOSITHBIN: KOTZA BCIIBIXHYIIHU 3TU
1IecTHaALATH OHAPUKOB, ITy6IMKA B30pBaIach
arIoAXCMEHTaMy, a Ha C/IefiyIolliee YTPO O Halllel
LED-uHCTan11MM HallMCaJIM BCe Ta3eThl.

Yo emre, KpoMe KJII0YEBOT0 PEIIeHU U CJIa-
KEeHHOM paGoThI MYJIBTUAUCHUIIINHAPHON
KOMAaHJAbI, BBl OTHOCUTE K YUCIY 6€3yCIIOBHBIX
yZad npoexkra?

Bce ocTasnibHOE 651710 Pe3y/IbTaTOM BCTPEUM
9TUX ABYX ycaoBui. Hukorga He 3a6y Ay, Kak Halll
cBetonu3saiHep Bpang KepHep ropzo npogeMoHCTpH-
POBaJ METAJIUYECKOE KOJIEUKO BHYTPY OTPaXKare-
J151 CBeTMJIBHUKA, 3 EKTUBHO yCTpaHAIoLee Bce
He)XeJlaTe/IbHble 6IMKM — TPOBIEMY, C KOTOPOM MBI
OYeHb JI0JITO U 6e3ycIelIHo 60posuch. Tereps 3To
KOJIBIL]O YCTAHOBJIEHO BO BCeX 4000 CBETMIBHUKAX —
MBI HasbIBaeM ero «bradguard»>

[1Th TMH3 C HAHOOIITUKOM ITO3BOJIMJIA HAM
MCII0/Ib30BaTh, KaK 51 ¥ 06era B muceMe Ilerbecy,
OJTMH-€IVHCTBEHHBIN CBETOAMOIHBIN TPUOOP IMOBCIO-
Iy. BeicoTa IOTO/IKOB BapbMUPYETCs OT TPEX METPOB
Blasepesx cpefjHEBEKOBOTO MCKYCCTBA /10 TPUMeED-

Konnekuus XX Beka npeactasneHa 8 6enom
MOZLEPHMCTCKOM MPOCTPaHCTBE, HACbILLEH-
HOM paccesiHHbIM CBETOM,— apT-06beKTbI
npopaboTaHbl WUPOKUMI SyHami
Collection of the 20th century art
is showcased in the white Modernist
space full of diffused light, and the arti-
facts are lit with wide rays

HO JIECATH METPOB B 3aJ1€, T7ie BhiBeleH «HouHo
JI030p», TaK YTO MOYKeTe ce6e TIPEeICTaBUTh, HA UTO
CIIOCOGHBI ITY HEBECOMbIE KYCOUKM TTACTUKA.
JIMH30Bas CUCTEMA BHIOOPA YT/Ia PACKPBITHUSA JTyda
3HAYUTEJIFHO YIIPOIIAET TPOIIECC HACTPOMKH IKC-
MTO3UI[MOHHOTO CBETA, TAK KaK He TPeGyeT 3aMeHbI
¥ TIOBTOPHOT'O MTO3UI[MOHUPOBAHNS 060PYJOBAHMSL.
WHIVBKUYATBHOE JUMMUPOBAHME CBETUITHHU-
KOB OCYIIIECTBJISIETCS 10 6ECITPOBOAHOMY MPOTOKOJTY

[TocTpoeHHas Ha OIHOM MOJE/IU CBETUIBHUKA, CUCTEMa
LED-ocBerienns Perikemyseyma, o3BoJIseT CO3/1aBaTh
VHIWBUYJIbHbBIE CBETOBbIE IJIAHBI [ KQXK/0T0 apT-00BbEKTa,
MO IEP>KUBAs €IMHCTBO SKCITO3UIMOHHOM CPE/Ibl 3a CYET

COXPaHEHMA IBETHOCTH CBETA ITPU AMMMMPOBAHUMN.

yepes iPad. Mcrionp3ys Takyo CXeMy yIIpaBJIeHus,
BBICTABJIATh YPOBHY OCBELIEHHOCTY MOXKHO Ha Me-
CTe — IJIAZA HA KAPTUHY C TOM TOUKY, OTKY/IA HA Hee
CMOTPUT 3pUTEJIb. ITO IIOMOTAET BOCCO3/ATh yCJIO0-
BYA BOCIIPUATHUA, OTBEYaloll1e Halllel KOHIeM U
BO3BpaleHus. Toy e uee MOAYMHEHO U HAPYKHOe
OCBellleH}e, KOTOPOe CIIPOeKTMPOBa/Iy CBETOAU3AM-
Hepsl [TeTpa X10JIbCT 1 yKe HeGe3bI3BeCTHBIN Bpag,
KopHep B coTpyAHMYECTBE C TOPOJCKON afiMIHA-
crpanueyt AMcrepiama. CMIOM X MacTePCTBA 3TOT
cBeT Bo3Bpaujaet Kérmnepca BMecTe ¢ yAUBUATETB-
HBIMU UCTOPUSAMH, PaCCKa3aHHBIMM €T0 ITOJTHOM
CIOPIIPU30B apXUTEKTYPOM, B HOUHOM AMCTepAiaM.
HecoMHeHHOM yziauelt CTajio BHUMaHMeE K Hallle-

MY IIPOEKTY CO CTOPOHBI KOJLJIET
M KPYTIHBIX My3eeB Mupa. B rane
MOero IpodecCOHATBHOTO Pa3sBUTHUA
CaMBIM B)KHBIM 0Ka3aJI0Ch TO, YTO

s [OCTUT HAMEYEHHOM L[e/TX UMEHHO
TaK, KaK 3aZ[yMaJl, a Ty Th, KOTOPBIN
IIPUBEJI K STOMY, HAYYMJI MEHs BEPUTh
B ce6sI M HUKOT/IA He C/JaBaThCA.

“Ha nepBbiit B3rS4 NPO3payHas Urpa cios
(Ha cnyx aHrnumickoe bradguard mosxet Boc-
NPUHUMATLCSH ABOSAKO: «lWTUHTOBAS 3aLumMTa»
v «3awuTa bpaaa») ofHOBpeMEHHO coaep-
XXUT HamMeK Ha nepenomMHbi Ans Huaepnax-
£0B 3nn304 U3 BocbMuaecaTuneTHen BOVHbI,
Korga ronnaHALbl, nosTopus Tpiok Ogucces
¢ TpOSIHCKMM KOHeM, 6bicTPOo 1 6e3 noTepb
B35/11 3aHATYI0 McnaHuamu kpenocTe bpena
(1590), dparmeHT dpacasa KOTOPOW B NamMaTb
06 370l Nobepe akcnoHupyeTcs B Pelikcmy-
3eyMe Kak 4acTb apxuTekTypbl Kpbina Philips.
— npum. peo.



OB 93blK CBETOAM3A#H

¥
y

\

11

HbiHelwHee kpbino Philips — pesynstat
HeCKO/IbKIMX NoceoBaTe/bHbIX pac-
LUMPEHWUV TNABHOMO MY3EMHOTO 34aHug,
NpeaAnpuHATLIX B KoHUe XIX 1 Hauane
XX Beka (1909-1916) Kérnepcom v ero
cbiHoM Vlocom.

The current Philips wing is the re-
sult of several successive expansions of
the principal museum building undertak-
en at the end of the 19th and beginning
of 20th century (1909-1916) by Cuypers
and his son Joseph.

© CRUZ Y ORTIZ ARQUITECTOS
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The Flying Dutchman
The museum Odyssey
of Rogier van der Heide

The major reconstruction, which lasted
ten years and cost 375 min euros,
transformed the Rijksmuseum from an
exemplary anthology of the Golden age
of Dutch art into a living portrait of the
nation. The lighting designer Rogier van
der Heide talks in great detail about
the system of museum lighting that he
designed for this project and shares

his thoughts on its advantages

Restoration of the Rijksmuseum lasted ten years, but
you have worked on this project, which seems to have
some truly epic proportions within the scale of your
overall career, for eighteen years. How did this happen?
Nineteen years, to be exact, since the Philips wing opened
in 2014. For me, this story began in the mid-1990s,

with the penultimate, 'transitional’, restoration of the
Rijksmuseum, which was directed by Amsterdam-based
architect Hans Ruijssenaars. Back in those years | was
actively working on expansion of my light design bureau
called Hollands Licht, and Ruijssenaars was our regular
partner. Once, in 1995, he introduced my to Ronald de
Leeuw, who was the Rijksmuseum's director at that time.
He gave me an assignment and | set to work at the ground
floor, which currently houses the Medieval Galleries and
Special Collections, as well as the Gallery of Honour with

its combined daylight and electric lighting. In 1999, the
museum announced the plans for the general restoration
and a design competition for the best architectural concept.
Two years later the competition was won by the Spanish
bureau Cruz y Ortiz Arquitectos, and | moved to Arup, which
joined the project as the designer of all engineering systems.
My second meeting with the director of the Rijksmuseum
didn't happen until 2004, after Cruz y Ortiz presented the
preliminary design. Mr. De Leeuw made it plain that there
could be no guarantees of our continued cooperation, as he
rightly believed that the architects had the right to select
the light designer independently, since so much of their
design was based on the deep interaction between light
and architecture. | do want to note that Antonio Cruz and
Antonio Ortiz, 'The Antonios' as we later called them, had a
clear idea both of the objectives of the lightining and of the
way they wanted to work with the lighting designer. But at
that moment, | knew none of this, and simply went to visit
them in Sevilla.

Did you hit it off?

At Cruz y Ortiz, | found a team that approached the

project with unbelievable thoroughness and profound
sensitivity to the history and authenticity of the building.
The Rijksmuseum was designed by the Dutch architect
Pierre Cuypers and completed in 1885. It's an outstanding
piece of architecture with elaborate details and fantastic
decoration. In the 20th century, the Dutch government
decided to 'soberize' the building of the state museum

by relieving it of the romantic aura and making it more
grounded: the frescos were painted over, the golden
decorations removed, the yellow clay stone bricks covered
in white stucco, and the courtyards were partially built over.

Cruz y Ortiz were briefed to design a 'Return to Cuypers',
which was the reconstruction's slogan, and thus to recreate
the Rijksmuseum's attraction both as a collection and an
architectural masterpiece.

| shared my own vision of the building's architecture,
suggesting that we could softly light the architectural
boundaries of the spaces, notably the ceilings, and celebrate
the natural light in spaces that were originally designed to
showcase it —and the architects were enthusiastic. My idea
seemed to be a continuation of their own strategy for the
restoration of museum's courtyards that were to be filled
with daylight, celebrating Cuypers' original intent to create
a glorious center of the museum complex.

What came next?

The London office of Arup is known for its tremendous
experience of working with museums, so the only thing

| had to do was compile a detailed 'scope of work’ list
based on the Cruz y Ortiz concept, and to pass it on to

my British colleagues. And while they worked on the first
visions of daylighting for the Gallery of Honour and the
rest of the spaces, including the new courtyards, | got in
touch with Wilmotte & Associés, who were working on

the Rijksmuseum's gallery design, to get a comprehensive
understanding of their part of the project. At that moment
Jean-Michel Wilmotte was totally immersed in the question
of suspended 'racks' that would accomodate the equipment.
Looking through his drafts, | thought that the inter-
disciplinary engineering team at Arup could probably turn
this element into an ultimate 'museum gallery machine’
that would include speakers, sensors, smoke detectors and
security equipment as well as lighting. Wilmotte liked the
idea as such integration would mean a much cleaner ceiling
that would bring us closer to Cuypers. It was also very

important that such system would enable flexible positioning

of lighting fixtures.

How did the events unfold after your concept was
approved?

The London team was designing the daylighting system,
while here, at Amsterdam, we focused on electric lighting.
We had non-stop tests, workshops and consultations.
Several times a week we would meet with the museum's
team to discuss every single detail. The museum world

is conservative, which is understandable as no one has

a right to risk the invaluable art treasures of universal

importance. The result of our joint titanical work (14 volumes

of research!) was an arrangement based on the use of
expository cases with integrated lighting and a tracking
system of lighting with low-voltage halogen lamps with

UV and IR filters that protected the works of art from
disintegration. There's no doubt that this was nowhere near
perfect: dimming tungsten meant colour of lighting started
to flactuate across the gallery, not to mention high heat
emission and complication of maintenance and servicing.
But compromises are unavoidable in museum design, and

we understood that specifying LED lamps in the plans would

be too risky. In 2005, despite the rapid proliferation of LED

technology, no one had any authoritative data on its damage

factor, and, no less important, their colour rendition didn't
meet the strict requirements of the museum world.

But in the end you had to forego this plan.

Yes, the original design was finally rejected for a number
of reasons. First, the progress that the lighting technology
made while the museum was under reconstruction.
Second, Wilmotte & Associés had changed the gallery
layout completely, automatically annulling the old lighting

Questions by
Elina Lobatskaya

General reconstruction
and restoration
of the Rijksmuseum

Place Museumstraat, 1, Amsterdam

Client Programmadirectie Het Nieuwe
Rijksmuseum

Dates 2000-2006/2003-2013
Reconstruction Cruz y Ortiz Arquitectos
Restoration Van Hoogevest Architecten
Museum design Wilmotte & Associés
Lighting concept Rogier van der Heide
Daylighting system Arup

Electric lighting system Arup, Beersnielsen

Architectural and landscape lighting Petra
Hulst, Brad Koerner

Lighting equipment Philips
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ARUP: the beginning

In 2005, Arup was commissioned to design
both the daylighting and electric lighting
service for the Rijksmuseum. Both consepts
were developed in close collaboration with the
museum and the architects.

Pierre Cuypers' original design placed

a special emphasis on daylight: the
environment is filled with light through
the extensive skylights, lamps and high
windows. But during the 20th century
many skylights were partially or fully
covered because they were increasingly
seen as problematic due to overheating,
water ingress and UV emissions. The
major reconstruction, which began in
2003, offered an opportunity to address
these problems comprehensively.

Daylighting

Based on analysis of expected daylight
levels using static and adjustable window
and skylight treatments, the lighting design
team determined the various options

for maintaining appropriate vertical and
horizontal illuminance levels throughout
the year. Based on this data, the lighting
designers, working together with the
architects and art restorers, created
individual lighting schemes for each room,
which help to avoid over-exposure from
natural light while maximising the daylight
experience in the spaces.

The galleries
The light collector between the ceiling
glass panels and skylights in the roof,

BEERSNIELSEN: final lighting plan
Beersnielsen was responsible for adaptation
and fine-tuning of the custom lighting
solutions designed at the previous stage.
Beersnielsen lighting designers began the
final design efforts in March 2012, after
the Rijksmuseum had chosen Philips as
its partner in reconstruction. The lighting
designers had to develop a detailed
lighting plan using the equipment that
was specifically developed by Philips for
museum lighting at the Rijksmuseum.
The biggest challenge was that only one
type of lighting fixture was to be used for
lighting the endless variety of artifacts
while hanging at different heights ranging
from three to ten meters. This strategy
was dictated by the artistic objectives and
the need to achieve uniformity of light

which admit the daylight to the upper
floor, is equipped with integrated systems
of climate control that stabilize the air
humidity and temperature inside the
gallery. This scheme required determining
the effect of skylights on the galleries
beneath, analizing the uniformity of
daylight on the glass ceiling and testing
various arrangements of light distribution
on scale models that were visualised and
calculated using the digital methods of
ray tracing. The final solution consisted
of replacing the glazing of the horizontal
ceiling panels and the skylights of the roof
above, and fitting the interior of skylights
with adjustable louvres that are set

four times a year in line with change of
seasons. In the cavity between the glass
panels and skylights, fluorescent lighting
fixtures were mounted to ensure an even
light distribution and the required light
levels when there is insufficient daylight;
these luminaires are linked to a daylight
sensor.

In order to increase the wall space for the
artworks, all of the vertical windows on
the intermediate and ground levels, except
for those that opened to the courtyards
or offered cruicial viewing points from
the building, were closed off and used

as surfaces for hanging paintings or
exhibiting other artwork. As a result,

the spaces that lost their windows were
moved to the electric lighting scheme.
The return of original vaulted ceilings

in the galleries required the design of
electric lighting to align with this restored

across all the museum's wall spaces.

A series of in-situ tests and analysis of the
new lighting equipment's characteristics
allowed the team of designers to define
the principles of lighting for each gallery.
Systematically adapting these principles
to the concepts created by the architects
and museum specialists for 80 exhibition
spaces showcasing 8,000 exhibits,

the lighting designers created the final
lighting layout plan of the Rijksmuseum
in a matter of two months. The final
layout plan determined the number of
lighting spots across the museum, with
specifications on their positioning and
beam angles. In accordance with this
document, the lighting system of the
Rijksmuseum consists of 3,640 light
fixtures and 2,500 lenses.

COMMON GROUND LIGHTING DESIGN

architectural expression. At early stages
of the project, Arup, Wilmotte & Associés
and the Rijksmuseum decided to integrate
all the museum equipment into special
ceiling-mounted racks, which were
subsequently successfully designed by
the unified team of Wilmotte & Associés,
Bronnenberg and Philips Lighting. The
indirect light from the racks accentuates
the vaulted spaces and creates a
homogenous, shadow-free overall
illumination. On the undersides of the
racks, individual spotlights are mounted to
illuminate the various art objects. For the
upper galleries the lighting system follows
the same principle, but uses a different
foundation: the diffused illumination

is provided by the fluorescent lighting
sources hidden behind the glass ceiling
panels. This lighting system is integrated
with the recessed tracks along the edges
of skylights.

The display case design created by
Wilmotte & Associés does not include
integrated lighting, as it relies on the

rack and track systems above to light

the artworks in the cases. To guarantee
maximum transparency, the cases are
made of special non-reflective glass. The
display cases in the Asian Pavilion do have
integrated miniature LED spotlights.

Courtyards

In the courtyards, where daylight
doesn't pose a threat to any light-
sensitive artwork, the lighting designers
concentrated on creating an attractive

Aiming and tuning the light

All of the fixtures had to be integrated
into the ceiling-mounted racks and
connected to the Dali software system.
This task was successfully performed by
the specialists of Philips partner Toverli.
The installed equipment was delivered

to Beersnielsen lighting designers who
individually aimed the fixtures, added
lenses and made sure to exclude the
unwanted shadows, glare and reflections.
The levels of illumination were tuned

to not exceed the maximum amount

of lux levels tolerated and were also
balanced with the light levels of the
surrounding objects and the spatial
lighting created with the uplights and
skylights. The curators' role in the process
was crucial: the lighting designers were
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and comfortable environment both for
the visitors and the employees, as the
courtyards contain the entrance halls and
the majority of the museum services.
During the day, the courtyards receive
ample daylight through the transparent
ceiling. At night, the lighting is built
around local lighting groups that create
spectacular visuals while simultaneously
ensuring visual comfort and enhancing
informative value of the environment —
all without damaging the original facades.
The solution was to integrate the lighting
in the large suspended architectural
objects — chandeliers, which combine
acoustic panels and lighting fixtures. The
small uplight fixtures integrated in the
panels create a large glowing volume at
night, while the spotlights concealed in
the underside of the structure provide
lighting of the steps, reception counters
and the courtyard space in general.

The architecture of the underground
transit zone, which houses the coat check,
the ticket office, the museum store and
lecture hall, is emphasized with light lines
that accentuate the connection between
the east and west wings, turning this
relatively low space into a comfortable
area and anchoring it as a reference

point within the visual system of museum
navigation.

given exhaustive information about the
collections' key features, such as which
objects had to be highlighted, which were
sensitive to light, and so on. The final
‘fine-tuning’ of the lighting was done
together with the curators. The result
was a special individual atmosphere for
each collection, with the lighting balance
preserved throughout the whole museum.
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scheme. But mostly it was because at some stage, all of

the parties to the project had reached such a level of

mutual understanding that provided us with unprecedented
opportunities for joint creative work, opportunities, which we
didn't have in the beginning. That happened much later, and
in 2006, the London team of Arup successfully presented

its daylighting design, which was implemented without any
changes. | am very happy about this, because this lighting
scheme uses the natural light as a guide to the works of art,
which is cruicial for the perception of Dutch art. The works of
the Golden age are basically painted with light. I'm not even
talking about the landscapes —just take a look at Vermeer's
Milk Maid and other works. The artist shows such a real
feeling for light and such profound admiration for its shaping
properties that there can be no doubt that the light is the
main protagonist of his paintings. This is why the daylight is
simply a prerequisite to showcasing the Dutch masters. On
the whole, too, the sunlight is the element of art.

You completed this project as part of another team at
Philips — what did your transition mean for the project
and you personally?

For me, joining a lighting company with strong competences
in scientific research and a powerful experimental foundation
was a chance to win back the influence that was enjoyed

by the lighting designers in the analog era and that had
shifted to the manufacturers in the digital era. The story of
my cooperation with the Rijksmuseum is a great illustration
of the changes that happened over the last twenty years:
could any one of us suppose in the beginning that the
manufacturer's role would become so much greater? As

for the project's prospects, it wasn't all easy even though
Philips was the Rijksmuseum's largest sponsor. The museum
considered many alternatives, and we competed with our
rivals on equal basis.

How was the working process organized?

The first thing | did was to make all the resources that

[=][=][=][=]
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Philips could offer available to the museum. The Dutch
office provided project management, the product

designers collaborated with Wilmotte & Associés and with
Bronnenberg engineers to work on the idea of lighting racks
that we discussed with Wilmotte six years ago, at our first
meeting, as the museum decided to go back to that idea
after rejecting Arup's tracking system. This was an amazing
experience. By that time, Wilmotte and Associés knew the
museum and its collection inside and out. | remember we
had extensive discussions about whether these 'light racks'
should be shaped as circles or rectangulars. We ended up
using both: the circles on the lower level galleries, and the
squares (and several linear versions) on the other floors.
Mockups greatly helped the team to make the decision, and |
remember how we spent considerable time in the basement
of the museum building, experimenting —in utmost

secrecy — with a full scale mockup of the gallery.

To develop the new lighting design and integrate all the
solutions, | invited the lighting design bureau Beersnielsen —
Juliette Nielsen was a student of mine in the 1990s, and later
opened her own bureau. The team was able to quickly build

Light ensures that visitors have real contact with the artifact

a relationship with the museum and became fully engaged
with our story. | could only dream of such synergy. We were
all inspired by the common goal, which was accidentally
stated by the museum's Head of Presentations Tim Zeedijk
who told us during one of the meetings 'l just want the best
light', clarifying afterwards that the best doesn't necessarily
mean the most expensive. From that moment on, everyone
on the team knew: we are making the best light.

What does 'the best light' mean for you?

For me, it means that we provide comfort. Not the comfort
of a large feast or a thousand other pleasurable things, but
the comfort that is created by feeling that you can really
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see everything without missing anything because of the
wrong light. The comfort and the inspiration of such kind
come when we clearly understand that we present the art

in the best possible way, bringing together the architecture,
the artifacts, the stories that they tell and the visitor's own
mind and memory. At the same time, the best light envisions
safety and integrity of the artifacts and our constant work
on improving these factors. But even this is not the limit.
My conversations with Tim Zeedijk had brought me to this
seemingly simple discovery, upon which rests everything else.
| suddenly realized that the light has to convey to the visitor
the feeling of engagement with the artifact's reality. Just like
Cruz and Ortiz were able to bring back Cuypers, | wanted to
create electric lighting that would bring the painting back to
itself. This was very much in line with what Zeedijk told me:
he always explained that the Rijksmuseum is all about purity
and simlicity of what's on display, as the artifacts shouldn't
be anything else other than what they already are.

Did the new definition of problem help you to find the
solution?

To a great extent. | was obsessed with this idea until | finally
saw that the only way to implement it would be to use

LED lighting, because the colour temperature of LED lights
remains constant even when they are dimmed. This would
get rid of all the problems: with LED lighting you could dim
the light individually for each artifact, while maintaining a
strong cohesion across each gallery and the whole museum.
And so, | decided to suggest the LED electrical lighting,

but not for reasons of 'easy operation and energy savings'
(which is a standard reasoning for LED lighting in museums),
but to fulfill the most important artistic ambition: to

make the viewing of art in the Rijksmuseum a deliberate
experience of contemplating Reality.

Was it difficult to convince the museum?

This became the new starting point of the whole story. On
February 22, 2011, after presenting the halogen lighting for
one of the museum rooms, | was riding my bicycle across
Amsterdam: the streets, squares and signs tumbled past me
like some movie stills —and suddenly the puzzle in my head
was complete. That same night | wrote to Wim Pijbes': 'Dear
Wim, After we have seen the mockup today, | think we can

do much better. Together, we can create the best museum
lighting one can imagine. But | have many questions for you
before we can start. The most important are: 1) do you want
to form a joint team, and 2) would you entertain a solution
based on just on single fitting for all exhibit lighting across

all galleries? What | have in mind, is one single light fitting
that is so flexible, that you will be using it across the entire
museum; any space, any ceiling height, any artifact'. Pijbes
accepted all of my conditions, and we organized a team of the
best specialists. We started to explore the possibilities of LED,
when Lumileds, the LED research and manufacturing facility
of Philips in the US, announced the launch of a new LED with
superb colour rendition at a colour temperature just above
3,000 Kelvin, which turned out to be excellent for museum
lighting. We worked as a small group on the sample LED
lighting rack, and in October 2011 we showed the world The
Night Watch, Rembrandt's masterpiece and the Rijksmuseum's
flagship exhibit, lit entirely by LED. This was a great success:
when the sixteen lights were turned on, the public erupted in
applause, and the next morning all the papers came out with
a story about our LED installation.

What else, in addition to this key decision and the
teamwork of your multidisciplinary group, do you
consider the project's unconditional success?
Everything else was the result of fulfilling these two
conditions. | will never forget our lighting designer Brad
Koerner proudly presenting a small metal ring inside the
lamp's reflector, which effectively removed all the unwelcome
glints —this was a problem that we tackled unsuccessfully
for a very long time. Today, this ring is installed in all of
4,000 lamps, and we call it ‘bradguard".

Just like | promised in my letter to Pijbes, five lenses with
nano optics allowed us to use a single light fitting across
the whole museum. The ceiling height varies from three

COMMON GROUND LIGHTING DESIGN
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meters in the Medieval Galleries to about ten meters in the
room with The Night Watch, so you can imagine how these
weightless pieces of plastic perform. The lense system for
changing the light angles greatly simplifies the process of
fine-tuning the museum lighting since it doesn't require
replacement and repeated positioning of equipment.
Individual dimming of lights is controlled wirelessly with an
iPad. This means that you can stand on the floor and control
the dim levels from the viewpoint of the visitor. This helps
to recreate the conditions of contemplation that fulfil our
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The Rijksmuseum's system of LED lighting, built around one single model

of light fixture, enables creation of individual lighting plans for each

artifact, and supports the unity of the museum environment by preserving

the colours of dimmed lights

concept of bringing back the past. The same idea is applied

to the outside lighting that was designed by Petra Hulst and
Brad Koerner in cooperation with the City of Amsterdam. Their
mastery helps to put Cuypers, together with

the amazing stories told by his architecture, !Director of the Rijksmuseum, 2008-2016.

back on the map of night-time Amsterdam.
| think we were very lucky because so many
of our colleagues and large museums paid

it was important that | achieved my goal in

the road, which took me there, taught me
to believe in myself and to never give up.

“This is a double wordplay, which alludes
both to the designer's name and the Breda
fortress capture, an episode of the Eighty
Years' War, when the Dutch were able to
attention to our project. For me professionally quickly and bloodlessly capture the heavily
protected city of Breda, using a clever tactic
. . reminiscent of the Trojan horse (1590).

the way that | originally envisioned, and that The fragment of the fortress's facade is
exhibited in the Rijksmuseum's Philips wing
in memory of this victory).
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The Yeltsin Presidential Center is probably the world's only case

of transforming the partially constructed piece of commercial estate into

a public space that offers a rich palette of uses —and on the architectural
level it reiterates the communication matrix implemented inside. Acting

as a giant installation and an artistic symbol, the building generates the
surrounding display area, which integrates different activities and social
groups. The scale of this intervention becomes clear in the evening, when
the building's architectural shell dissolves into darkness, replaced with

the light graphics of the media facade, to which the attention of the whole
city of Yekaterinburg is drawn. The technique of architectural recycling,
used in this project by Boris Bernaskoni,' is analyzed  ‘interview with Boris Bernaskoni

about his work principles and

by architectural historian Maria Troshina more on p. 176

Medium is the message

RAK [IPMEM

MQST wmy3elt | museum 2017

© Bnaaucnae Eoumos

EnbyuH-ueHmp —edsa u He eQUHCMBEHHbIU 8 MUPOBOL NpakKmuke

cay4al mpaHcpopmayuu HedocmpoeHH020 0bbekma Maccos8ol KoMMepYecKoU
HedsuXxumMocmu 8 obuecmseHHoe npocmpaHcmeo ¢ 6oeamot naaumpou
GyHKUUU, 0P2aHU3080HHbIX BOKPY2 My3es,—Ha 2padocmpoumesnbHOM yposHe
nosmopsiem KOMMyHUKAGMUBHYIO Mampuuy, peanusyemyro sHympu. Beicmynas kak
2U2a0HMCKAs apm-uHCManasyus, XyooxxecmeeHHoIl 3HAK, 30aHUeE 2eHepupyem
80OKpY2 cebsi IKCNO3UUUOHHOe nose, Komopoe 0bveduHsiem pasHele aKmugHocmu
u coyuasibHele 2pynnel. Macwmabel amol UHMepseHUUU CMaHoesimcsl sicHel
8eyepoM, K020a CKy/lbnmypHasi 060/104Ka 30aHUSI pacmeopsiemcsi 8 meMHome,
ycmynas mecmo ceemosou 2paguke meouapacada, pokycupyrouiet Ha cebe
8HUMaHUe sce2o EkamepuHbypaa. TexHUKy apxumekmypHo20 pecalik/iuHead,
npumeHeHHyto 8 npoekme bopuca BepHAcKoHu, aHanu3upyem ucmopux
apxumekmypel Mapus TpowuHa

OTKPBIBIIMICS B ITPOLIJIOM TOy ENBIIMH-TIEHTP TPUHATO CYUTATH My3€€EM TIEPBOTO ITPE3UTEHTA
Poccuu, XOTs SKCITO3ULINS, TTOCBSAIIeHHAS ENBLIMHY, — JIMIIIb YacTh 60JIBIIOTO KOMITJIEKCA, B KOTOPBIN
BXOZSAT OMOIMOTEKA, ApPXUB, 00pa30BaTEIbHbBIN U JETCKUM LIEHTPbI, AyAUTOPUH JJ151 TPOBEJEHNS
CeEMMHAPOB, KOHMePeHLIUH, ITyOIMYHBIX JIEKLIMH U aXKe 0DUCHI MTOJ] CAAYY B apeHAY. ApXUTEKTYpa
EnpIiMH-1IeHTpa — pe3y/bTaT Npeobpa3oBaHMs HELOCTPOEHHOr0 00beKTa TOProBoi MHPPACTPYKTYPHI
06pasia eBTHOCTHIX B COBPEMEHHOE MHOTO(MYHKIIMOHAIBHOE ITPOCTPAHCTBO TMOGPUIHOTO TUIIA, 00'be-
JMUHSIONIEE 06IIeCTBEHHbBIE M KOMMepYeCcKMe (PYHKITUH.
Unes co3panus B EkaTepuHOypre My3est, MOCBAIIIEHHOTO IIEPBOMY POCCUMCKOMY ITPE3UEHTY, UbsI
TIOTUTUYECKAsA KApbepa HAYMHAIACh B 3TOM TOPO/Ie, POAMIIACE 33/I0JITO /IO CTapTa IMTpoeKTa. B HoBe-
ey uctopuu Poccuu 3To EPBBIN OJ06HBIN OIIBIT, TOT/IA KAK COBETCKUY ITepUoJL 6orar
npUMepaMyU MEMOPHUAJIBHBIX KOMITJIEKCOB, ITOCBAILEHHbBIX PYKOBOAUTE/IAM CTPAHBI, — IBOpl/iC bepHackoHun 0 cBOMX NpUHLMNax
OT CKPOMHBIX IOMOB-MY3€€B 10 MacIITa6HbIX IEHMHCKIMX MEMOPUAJIOB — B Y/IbTHOBCKE paboThl — B MHTEpBbLIO Ha C. 176
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(apx. Bopyuc Mesen1ieB) 1 B l'opkax (apx. Jleonuz I1aBos, 1987) — ¢ akIleHTOM Ha YBEKOBeUEHUY TaMSITH
BOXKJ1 MMPOBOTO ITpojieTapy1aTra Yepe3 MOHyMeHTa/IbHOCTh ¥ TOP>KeCTBEHHOCTb, UTO BIIOJTHE COOT-
BETCTBOBAJIO CBOEMY BpeMeHU U MAIe0JIOTMHU. 3anafiHble 00pa3libl TAKMX LIeHTPOB — [Ipe3ugeHTcKas
6u6mmoTexa-Myseit [pxona ®. Keaneau o mpoeTy M. M. ITes 1 npesuaeHTcKuit eHTp KuToHa —
CO3,aHBI 110 [PYTOMY ITPUHIIMITY: 37eCh CTaBKa Jle/laeTcss HA MHOTO(YHKIIMOHATIBHOCTh HATIOJTHEHU S

Y COLIMIbHYIO POJIb — aPXUTEKTYPa 4acTo OTCTYIIAeT HAa BTOPOM IIaH.

ITporpaMma nepBoro npe3uJieHTCKOro lieHTpa B Poccuy onpeenseTcs 3akoHOM «O IleHTpax UCTOPH-
4ecKoro Hacjefus npe3ugeHToB Poccuiickoit @efepaliny, IpeKpaTUBIIMX UCIIOJTHEHME CBOUX IIOJTHO-
MOYMI», TZje IPOIIMCAHBI OCHOBHBIE €T0 GYHKLIMM — My3el, OM6/IM0TeKa ¥ apXMUB — Y BOSMOXKHOCTHU UX
pacuIMpeHus U IONOJTHEHU.

[TpoexkTHpoBaTh ENbIIMH-IIEHTDP IPUIJIACUIIM MOCKOBCKOTO apxuTekTopa Bopuca BepHackonmu. IToce
JOITUX IIOUCKOB IUIOLANKHM [JIs Peau3aliMy MacITaOHbIX aMOUIUI ITPOEKTa, COBMEIIAIOIEero MeMo-
pHuabHble QYHKIMY C 0611[eCTBeHHBIMHM, 6511 BBIOPAH YUaCTOK C HeIOCTPOEHHBIM O(hMCHBIM 3[JaHMEM
«[leMuoB-171a3a». OrpoMHOe IyCTYIOlee COOPY>KeHMe Ha BhICOKOM Oepery peky ViceTs flaBHO uUrypu-
POBAJIO B CIIUCKe KaHAMATOB Ha CHOC, HO ero XAaJla ipyras Kapbepa.

PeHoBarus 3qaHUM, B TOM YMCJIE U TPeAHA3HAYEHHBIX JJIsI TOPTOBJIM, — TEMA XOPOIIIO OCBOEHHAS.

U3 mocyieIHUX 3aMeTHBIX IIPOEKTOB — PEKOHCTPYKIIMS HEKOTa KpyHeliero B EBporie Toprosoro
renTpa KaDeWe B Bepiinae, mposesieHHast 610po OMA: KoMMepuecKast QYHKIMS COXPaHsIETCs, HO T10-
JIy4aeT HOBOe IIPOUTeHMe, COOTBETCTBYIOIIee YCIOBUAM LM(POBOM STI0XHU U [TI06a/IbHOM S5KOHOMU-

KU, — IIPY COXPaHEHMUM BHEIITHETO 06JIMKA MeHseTcs BHyTPeHH:As cTpyKTypa. Ho ogHo feto — nepeoc-
MBbICJIEHMe 3/IaHUA ¢ 6oraToi 6uorpaduent, U CoBceM pyroe — Mpeodpa3oBaHME TaK U He IOCTPOEHHOTO
TUIIOBOTO TOPTOBOT'O KOMITJIEKCA B O6IIECTBEHHO 3HAYMMBIN OOBEKT.

VHUKaTBHOCTH MPOeKTa ENMBIMH-IIeHTPa B TOM, YTO 3TO He IIOBTOPHOE MCII0JIb30BAHME 3aHMUS,

a MMeHHO TpaHchopMalusa HeCTyuYUBLIENCA (PYHKLIMY Y apXUTEKTYPBI — CBOETO POJa PECAaMKIUHT
TOPOACKUX PecypcoB. VI XOTs B CIMCKe apXUTEKTOPOB, TOIyYUBIIKX B 2014 rofy nmpeMuio «Pyka ma-
cTepa» 3a MPoeKT ENbUMH-IIeHTPa, GUTYPUPYIOT U aBTOPHI «/leMuzoB-11a3bl» (Cepreit AJIeTHUKOB,
Tanmua Anekceesa, Bnagumup 'pomaza nz 000 «ApXUCTPOUTPOEKT-A»), apxuTeKTypa EapIiuH-11eH-
TPa, IaBIIas IIOBOJ J/Is1 MHOTOYMCIEHHBIX CIIOPOB ¥ PasroBopoB, — pabora Bopuca BepHackony,

ApT-ranepes. BoictaBka «90-e».
Kypatop EneHa CenviHa

Art Gallery. '90's' exhibition.
Curator Elena Selina
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KOTOPBIM He TOJIBKO MHTETPUPOBAJ HEOOXOAMMBbIe (PYHKIIMU B CYILIECTBOBABIINM 06'bE€M, HO U CO3/AT
KavyeCcTBEHHO HOBYO /i1 EkaTepuHOypra ropoficKyo Cpezny.

PexoHcTpyKIMaA Havanack B 2013 rogy. O61ecTBeHHBIE TPOCTPAHCTBA CMECTMIINCE B I0)KHYIO YaCTh
3paHus — sapoM LieHTpa foyKeH 6pU1 cTaTh My3eit Bopuca EnblinHa, BOKPYT KOTOPOro (opMupy-
f0TCS IpyTHe PYHKIMU: apXuB, 6ubaroteka. Co6CcTBEHHO ENBIIMH-TIEHTD 3aHMMAET YETBEPTH BCEX
TUTIOIIA/IEM — OCTJIBHBIE METPHI CIAIOTCS B apeHy. KoMMepueckoe rpeHa3HauYeHUE U3HAYATBHOM T10-
CTPOMKMU CBITPAJIO CBOIO ITOJIOKUTEIBHYIO POJIb B OPraHM3AI[MM OOIIIECTBEHHOTO IIEHTPa HOBOTO hopMa-
Ta C TMOPUIHBIMU PYHKUMAMU: apeH/ja OPUCHBIX IUIOIIA/IeN CeroIHA YaCTUYHO ITOKPBIBAET PaCcX0/ bl
HEKOMMePUYeCKUX CTPYKTYP — apXuBa, Ou6IMOTEKH, My3es.

BeTOHHBIN MHOTOYPOBHEBBIN 06B€M CO CTEKJITHHBIM KYIIOJIOM HE CAMOe UAeaTbHOE MECTO JIJIs 9KC-
TIO3UIIUY — IOCTATOYHO BCTIOMHMUTD CJIOKHBIE OTHOILIEHUS KYPAaTOPOB M XYI0XKHUKOB C «PaKyIITKOM»
HBIO-MOPKCKOTo My3es ['yrrerxaiima o mpoekTy @.-J1. Payita. He yauBuTenpHO, YTO QyHKIMOHATBHOE
30HMPOBaHME MTOTPe6OBAJIO AOTIOTHUTETBHBIX UCCIIEA0BAHMM, TO3BOJIMBIIMX ITPEIEIBHO TOYHO COOT-
HeCTY BHYTPeHHI0I0 Tororpaduio ENbIMH-TIEHTPa C ero o61MpHOM ITporpaMmoii. [lepBoIii 3Tax rpes-
CTaBJISIET COOOM ATPUYM /15 TPOBEJEHMS MY3bIKQTbHBIX Y TEATPaIbHBIX IIPEACTABIEHM, 31€Ch XKe Ha-
XOASTCS KOH(DEepEHI-3aJI M KUHOTEeATpP. BTopoit aTak oTHaH moj 6u6amnoTeKy, kade «1991», mapk-mysen
HayKU I IeTeM M KHWOKHBIY MarasuH «[[MOoTpOBCKUI», TepeexaBini ctoza u3 [lepmu. Ha TpeTbeM
3Ta)Ke pa3MeCTUIACh TTOCTOSTHHAS BbICTABKA «7 JIHEM».

3a Mysen orBeyasa kommaHus Ralph Appelbaum Associates, 3aHMMaBIIasACsA COOCTBEHHO IKCITO3U-
LMeH, pexxuccepoM KoTopoi BeicTyrini [1aBes JIyHruH. JIoruka pa3BepThIBaHUSA SKCIIO3ULIMOHHOTO
MIPOCTPaHCTBA OTCHUIAET K 06pa3y TYpOMHBEI, 3aITyCKAIOL[EN KPYTOBOE ABVDKEHNME, — MAPLIPYT MO3BOJIs-
€T IIIar 33 IAaroM IPOoUTH My Th Bopuca ExpuyHa ¥ 0cO3HATD BCIO CJIOKHOCTH TEPCOHBI M HEOZHO3HAY-
HOCTb POJIY [TEPBOTO MPe3u/IeHTa B UCTOpUU Poccum.

Konuenuio ocBeleHMs pa3pabaThIBaIY CIIEIMATUCTBI poccuickon kKommauuu QPRO. Human
Centric Lighting, koTopble MPUHSIU B pacyeT BCe IOCTOMHCTBA M HEJOCTATKM KOHCTPYKIIMU 3TaHUS
C TIOJTYTIPO3PaYHbIM (hacasioM, I7ie 3aKPhIThIe TIOMellleHUs YepeyI0TCs C IBYCBETHBIMM ITPOCTPaH-
CTBaMMU, ¥ CyMeJU JOOUTHCSA OIIYILIeHUS JIETKOCTU ¥ OTKPBITOCTH B 3aJ1aX, IMIIEHHbIX €CTECTBEHHOTO
cBeTa. B 30HaxX UPKY/IALUM M HA arope MpUMeHEHO paBHOMEpPHOe 0611iee ocBelieHMe. Oco60e BHUMA-

MNAH CTPATErus

MyzeliHoe kade «1991»
Museum cafe 1997’
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Bopuc Beprackonu: HoBoe coopyXeHMue T0BOJIbHO HEUTPabHOE Y CKPOMHOE
T10 OTHOIIIEHMIO K OKPY Kalollei 3acTpoyke. Ho eciv mpucMoTpeThes,

TO €r0 UYeTKMU U BbIBEPEHHbIM CUJTY3T CBOEM IMTOBEPXHOCTHIO OT/IMYAETCS

OT BCETO, UTO €CTh B TOpoie. 51 Obl He CTasl pacCMaTPUBATh 3Ty HOPMY Kak
apXUTEKTYPY — 3TO TaKas ropo/ickas cyreprpadmka. AiieHTMKa 000/10UKM
dacazia mepexouT B MUHTEPLED — B HABUTAI[MIO 1 CYBEeHUPHI. Hamprmep,
KPYTJIBIU 3/IeMeHT ¢acazia CTal 3HauKOM, KOTOPBI MOXXHO TPUOOPECTU

B MY3eMHOM JIaBKe, TaK 4TO rpacduKa BCTpedaeTcs 371eCh M CHapYXHU,

1 BHYTPU. C TOUKM 3peHUs TPOrpaMMBbl, 31aH1e, KpoMe My3esl 1 apXMBa,
npefijiaraeT MoJIb30BaTeo ellle ¥ MHOTO TOPOJACKMUX (DYHKITMM —

TYT MOXKHO TTPOTY/IMBATHCS, Ha3HAYaTh BCTPEUN.

EABUMH-1IEHTP YCTPOEH KakK ecTeCTBeHHas cpefia

M TIPOZI0JIXKEeHMeE Topo/ia.

IIpe3supenTckuit ueHTp Bopuca Enpiuna

DYHKUMN My3el, apxuB-6ubamoTeka,
KoHbepeHL-LeHTp, 06pa3oBaTesibHbIN

LEeHTpP, AeTCKUW LieHTp, apT-ranepes, aTpuym,
TYPUCTUYECKUI LLEHTP

MecTo yn. bopuca EnbuuHa, 3a, EkatepuHbypr
MNpoekTuposaHue n ctpontenbctso 2011-2015
Obuwas nnowans 84 000 m2

KomaHaa npoekTa bopuc BepHackoHu,

HOnna dunnnnosa, Onua JaHnnosa,
ExkatepuHa LLlenokosa, Hatanus CrpbikoBa,
KceHuna Makcumosa, ToHa banauHa,
EkaTtepuHa AHTowkMHa, Mapusa boromonosa,
Anekcen MapkuH

First Russian Presidential
Center

Function museum, archive library,
conference center, education center, child
center, art gallery, atrium, tourist center
Place Boris Yeltsin Str., 3a, Yekaterinburg
Design process and construction 2011-2015
Size 84 000 m?

Project team Boris Bernaskoni,

Yuliya Filippova, Yuliya Danilova,
Ekaterina Shchelokova,

Nataliya Strykova, Kseniya Maksimova,
Tonya Bajdina, Ekaterina Antoshkina,
Mariya Bogomolova, Aleksei Markin
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HMe yfieJIeHO aTPUYMY C BEPXHUM CBETOM, I7je YCTAaHOBJIEH TPOEKIIMOHHBIN 3KPaH BO BCIO CTEHY. Jlns
BBICTABOYHBIX ITPOCTpaHCTB — ['asepen CBO6OABI, Xy[0XKeCTBEHHOM rajiepet M BeCTUOI0IA, ITie TaKKe
I10 CTeHAM PacII0JIaraloTCs SKCIIOHATBI, IPOMMCAHBI Pa3/IMYHbIE CBETOBbIE CLIEHAPUM C aKL|€HTOM

Ha [TOBEPXHOCTH CTEH.

Brycarp ENbUMH-TIEHTP B TOPO/ICKYIO CPeLy, TpeBPaTUB 6e3TMKUIM 0(pMCHO-TOPTOBBIN LIEHTP B UKO-
HMYEeCKUI 00BEKT, YAJI0Ch 3a CUeT 06Pa3HOro pellleHNs], KOTOpoe 0TBedaeT 3HAYMMOCTU IIPOEKTa,
MIPU3BAaHHOTO YBEKOBEUUTDh AMATD O ITEPBOM ITpe3uzenTe Poccun. HEBHATHOCTD KOMITO3UIIUY U3-
Ha4YaJIbHOM ITOCTPOMKM, YTOIZIEHHOM BIVTy6b IIOLAIH, CKPhLIA 06beMHAasI OIIPaBa, KOTopas CBsi3ana
IIpeXx/ie pa3po3HeHHbIe 3IeMEHTHI B OHO 1ieJioe. 3Ta 060JI0YKa, BhIeIIoNIas 35aHue ¥ IpU/Iaomas
€My MOHYMEHTAJIBHOCTb ITPY B3IJIsA/IE C AA/IbHUX TOUEK, TI0 CyTH NIPeACTaBIIAET COO0M Xy0XKeCTBEHHbIN
>xecT — Bopuc BepHackoHM, aBTOp ITPOEKTa, Ha3Bajl ee FOPO/CKOM cyneprpagukoi. B To >xe Bpems oHa
pelaeT ¥ GYHKLMOHAIbHBIE 3371auk, HOPMUPYS BXOIHYIO I'PYIIITY ¥ OPraHU3ys BHyTPEeHHee IIPOCTPaH-
CTBO M IPOCTPAHCTBO Iepefi KOMIUIEKCOM. PazMamucras AMHAMUYIHAS JTMHUSA HOBOM CTPYKTYPHI, I10 3a-
MBICITy apXUTEKTOPA, AOJDKHA 6BLIA ITPOJOJIKUTHCS MOCTOM uepes ViceTs, coefMHAA TAKUM 06pa3oM
EnpuyH-1IeHTp ¢ ApyruM 6eperoM peku 1 yTBepXK/iast ero KOMMYHUKATHUBHYIO (QYHKIIHIO.

Tema TpaHchopMany 06beKTa ¥ OKPYXKEHUA XY 0>KeCTBeHHBIMMU CPeZICTBAMM Ha MaKPOYpOB-

He pellleHa ¥ ¢ IOMOIIIbI0 CBETOBBIX TeXHOIOTUH. [TepdopupoBaHHbI Meanadacaz — elie ofHa
apT-MHTEPBEHIMA, KOTOpas AenaeT ENbIMH-IIEeHTDP He ITPOCTO 3aMeTHBIM 0ObEKTOM, HO U CO3/JaeT MHTe-
PaKTUBHOE T10JIe — TOUKY IPUTIKEHUSI B TOPO/Ie, B KOTOPOM MaJIo OO1IeCTBEHHBIX ITpocTpaHCTB. acay,
COCTOMT U3 TPEX CJIOEB: 33 AIIOMMHUEBBIMU ITAHEIIMY CKPBIBAIOTCS CBETOAMOLHBIE MOLYIIH, & 32 HUMU
COOCTBEHHO TeIUTbIM KOHTYD. [TaTTepH nepdopanuu dacaza er B OCHOBY alifIeHTUKH IIEHTPA, KOTOPYIO
TaK>ke paspaboTany B 610po bopyuca BepHackoHM, — 3HaK M306pakaeTcsl Ha CyBEHMPHOM ITPOAYKIIUY

M UCIIOJIB3YETCA B HABUTALIUM.

B BeuepHee BpeMs BK/IIOUeHHBIN Meuacdacasi — eBa i He eJMHCTBEHHBIN IIOCTOSIHHO JIeCTBYI0-
¥ B Poccun — co6upaet BOKPYT ENbIIMH-TIEHTpa rOpoKaH U TYPUCTOB. ABTOP ITPOrPaMMBbI CBETOBOTO
oy — HeMelkuy xynoxHuK Iltedpan XopmaHH.

I11a3a nepej, KOMIJIEKCOM IIOJXBAaThIBAET M0 SKCIIAHCUMU: 3[1eCh ITPOXOAAT PA3IMUHbIe MEPO-
NIPUATUA — APMapKU U IIPe/ICTaB/IeHNs, 06 beJMHAIOII e TPYIIIbI JII0/Ie} C PA3HBIMU MHTEPECAMMU.

TpaHchopMalus npo61eMHOT0 AOATOCTPOA B OTKPHITYI0 KOMMYHMUKALMOHHYI0 I1aTopMy
C BBICOKOM COIIMaJIbHOM IIEHHOCTHIO ITPOIIJIA YCIIEITHO — MEHee YeM 3a roJi paboTsl ENbLIMH-1IeHTD
PpacpoCTpaHWII CBOE BJIMSTHUE HA XKU3HB BCETO TOPOJIA, ¥ KOTOPOT0, KCTAaTH, B 3aIace elle MHOTO
CKPBITBIX PECYPCOB.
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[ins megmadacana paspaboTaHbl pasHble
CBeTOBbIE CLEHapWN

Different light scenarios are
developed for the media facade
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