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UHUMANTU3AM Y APXUTEKTYPU:
MATEPWJANTA KAO UHCTPYMEHTW NEPLENLUJE HEMATEPWJANTHE
PEAJTHOCTH
INIMALISM IN ARCHITECTURE:
MATERIALS AS AN INSTRUMENT OF PERCEPTION IMMATERIAL REALITY

Dlparana Bacuncku,*

paa npumibeH: Hosembpa 2012, paa npuxsaheH: mapta 2013.

Ancrpakr

Matepujanu, kao MHCTPyMEHTH KojuMa ayTop CaomLUTaBa CBoje
WAeje 1 CMeLLITa uX y NpocTop 1 Bpeme, NPeACTaBsbajy CTanHy
TeMy apXuTEKTYpe, joLL U3 BpeMeHa BUTPYBUjaHCKe Tpujade
(pupmuTac).

Y MuHUManu3my matepujanu 0611Kyjy npocTop U M3paxasajy
FberoBy CYLUTMHY Koja Ce Hanasu y HeCBOA/bUBOM MUHUMYMY.
Mpuctyny pagy je MeTogonoWKN feduHIcaH JOMeHOM
APXUTEKTYPE KOj je OHO YMETHUYUKO Y H0j, AaK/ie BU3YeTHUM
(pencTBUMa Koja MaTepujaini NpecTaBbajy, Ca TeXHbOoM fa ce
OTKpUje 3Hauerbe y OHOM LUTO BUAMMO. [TpuHLMNKM BU3YenHor
[0XMBIbaja NPBEHCTBEHO fiefyjy y NoApyuyjy 3aKoHa nepuenvuje
[0 KOjuX je ZioLLia NCuXonorija onaxaja, KOHKpeTHo Teopuja
Koja Ce Ha3uBa relwtant. Kako cy y MaTepujanuma cagpaHe
KOMMOHEHTe onunsbUBON, anu 1 ocehajHor, 3a ocTBapuBakbe
FbUMXOBOT OJHOCA NOTpebaH je AyanuTeT y MaTepujanu3awnju
Koju ce nocTue ynotpebom matepujana Kpo3 tlixoB n3pas
HematepujanHocTu. Taj u3pas HematepujanHoCTu fajy
UCTUHUTOCT (NPUPOAHMX MaTepujana), TakTNHA BpeaHOCT
(cTpyKTypa v TekcTypa) u,nokpeT” MaTepujana (cnocobHoCT
TpaHchopmaLimje). AyTopcku npucTyn matepujanuma kao
UHCTPYMeHTMMa M3paxaBarba HematepujanHocTin omoryhino

je noumar-e MUHUMANNCTUYKe apXUTEKTYpe Ha MHOTO BULLEeM
ymeTHUUKoM HuBoy (Tetap Liymtop — Peter Zumthor) kao u
13a311Bakbe jaKIX eMOLIMOHANHMX peaKLinja mpu CYCpeTy a Tako
(TBOPEeHUM apxuTekToHckuM Aenuma (Tagao Ango —Tadao Ando).
TpaHchopmaumja matepujana ocTBapyje ce Kpo3 UCTpaXiBarbe
HOBIIX TpeTMaHa 1 TexHuKa (Kenro Kyma — Kengo Kuma), a ca
pa3Bojem TexHomnoruje 40 HecnyhieHUX rpaHNLIa Metba ce 1 HaulH

noumatba ctapHocTi (Xepuor&ae Mepot — Herzog & De Meuron).

WcTpaxkuBatbem matepujana, Tj. HaUMHOM HeroBe NpuMeHe,
MOXe ce nocTufin pasymeBatbe MUHIMaNM3Ma Kao uaeje y
apXUTEKTYpU.

KrbyuHe peun: muHumanusam, apxumexmypa, mamepujany,
nepuenyuja, 2eLImanm nNcuxoa02uja, Mexkcmypa, UCmuHUMocm
(npupodHux mamepujana), ,nokpem” mamepujana

Abstract:

Materials, as an instrument for author’s report of his ideas
and puts them into the space and time, is a recurring
theme of architecture, from the time of Vitruvius triad
(firmitas). In minimalism, materials shape space and
express its essence, which is the irreducible minimum. The
approach in this paper is methodologically defined by
architecture domain that is art within it, therefore what
the visual means are materials, with the aspiration to
discover meaning in what we see. The principles of visual
perception are primarily active in the field of law
perceptions reached by the psychology of perception,
specifically the theory called Gestalt. As the material
contained in the tangible components, and sentient, such a
relationship is required for duality of materialization, which
is achieved by the use of their material expression of
immateriality. This expression gives the truth of
immateriality (natural materials), tactile value (structure
and texture) and the "movement" of the material (the
ability to transform). Author's access to the material as an
instrument of expression immaterial, provided the concept
of minimalist architecture at a higher artistic level (Peter
Cumtor) and causing severe emotional reaction when
meeting also created architectural works (Tadao Ando).
Transformations of materials are achieved through the
exploration of new treatments and techniques (Kengo
Kuma), and the development of technology to
unimaginable limits changes the way of understanding
reality (Herzog & de Meron). Researching of materials, in
the way of its application, can be achieved understanding
of minimalism in the architecture as an idea.

Keywords: minimalism, architecture, materials, perception,
gestalt psychology, texture, truthfulness (natural materials),
the "movement" of the material.
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YBop

+Hucam curypaH Koje matepujane ogabpatu. Uaeje mu fonase
HemaTepujanHe, NMHUje Ha 6enom NUCTY; a Kaja X Xenum
dukcupat, npefoMMbBAM e, U3MUYY MK, YeKajy Ha
ynameHoctn” (Siza, 2006: 168).

Matepujann npeacTaBbajy CTafHy Temy apxuTeKkType, jow 13
BpeMeHa BUTpYBUjaHcke Tpujade (GupmuTac), npeko [upaHa’
(Diran, 2005:29) uJlogonua? (Carlo Lodoli, 1690—1761) (Kaufman,
1964: 159-175), Pajra (Frank Lloyd Wright) n benwepa® (John
Belcher), ma po Hawwmx gaHa. [laHac, Kao LeHTpanHe Teme
(aBpemeHe YMETHOCTU 1 apXuTeKType, MaTepujanu noctajy u
,Ba3yX, rac, Bavpa, 3ByK, MUPUC, MarHeTHe cune, CTpYja,
enektponuka” (Hill, 2006: 76), T1j. matepujanu Koju Hemajy
HarnaweHy mMacy v TexuHy. HoBu CeH3nbUnuTeTIn y apxuteKTypu
Kasyjy [Ja Ce apxuTekTypa  oKpefie  HarnawaBamy
JAemartepujanHoCTA, KOjoj ce TeXN Kpo3 TeXHONOLLIKA AOCTUTHYRa.
Kao na oarosapamo Ha Yymujeso (Bernard Tschumi) nutarwe:,[a
NN je MaTepujanu3aLinja apxuTeKType HeONXOAHO MaTepujanHa?”
(Tschumi, 2004: 57). Wnu je To noTBpAa Texwe Pajra, Muca
(Ludvig Mies van der Roe) u Kopbu3mjea (Le Corbusier) aa ce
ApXUTEKTYpa ,AeQUHMLLE (BOjOM COMCTBEHOM MPa3HUHOM,
HemaTepujanHuM  CpeACcTBUMA:  Ba3fyxoM, cBeTnowhy u
nejaxom” (Yapanuh, 2008: 23-32). [lematepujanu3aumjun kao
MyTy [0 HeCBOAbUBOT MUHMMYMa KOj) MpPeACTaBiba CYLITUHY
TEXM Ce 1y MUHUMaNu3My.

(Boja BOjCTBa MaTepujani npeaajy NpocTopy Koju rpage, uume
dopmupajy je3nK Kpo3 Koju rpajuTesb CaonLiTaBa CBoje uaeje, 1
Ha M3BeCTaH HauWH NpeAcTaB/bajy WAEHTUTET rpajuTesbese
NINYHOCTY, HeroB notnuc. Tako cy nojefnHN CTBapaoLy noctanu
MO3HaT! Mo MaTepujanima Koje cy ynotpebmbasanu: Anto (Alvar
Alto) je 6uo 3amybmen y apso, Hepau (Pier Luigi Nervi) y
apmupatn 6etoH. Ckapna (Carlo Scarpa) je objeauHuo uctopujy u
(ajallboCT, Kpo3 Matepujane 1 Kpo3 Bpeme, Na Herosi
Martepujany, Koji aHraxyjy jefAHu fipyre, y UCTo Bpeme yKibyuyjy
1 Hac. KaHoB (Louis Kahn) moHymeHTanu3am je HanpesoBao y
CBOjUM OZNyKama Npu NpUMeHIn MaTepujana: 6eToH, TpaBepTUH
W ApBO Cy UManu 3ajatak ja ancopbyjy ayropouHe edekte
BpeMeHa, y3 AMHaMMKy NPUPOAHe CBETNOCTU Koja Teye NpeKo
HbUX0Be MOBPLUKHE. [To3HaT je HeroB onuc ynotpebe oneke u
6eToHa Kao npociaBe TpeHyTKa Kaga ce cycpefy ABa MaTepujana.
Kapa roBopumo o matepujany, KaHoBa no3uuuja je 6una 6nucka
PajToBOj, umju cy npupogHu matepujani objeaurbaBani Besy
Cnosballkber U yHyTpallkwer cseta, notBphyjyhu aytopose

! lupak je y cBOM (GyHKUMOHANU3MY UCTULA0 BAXHOCT MaTepujana (Mopes
pacnopezia npocTopyja u KOHCTPYKLMje). Y CBojUM NpefaBatbiiMa HaBOANO
je Tpu BpCTe MaTepujana: uBpcTe (ayro v Tewwko ce obpahyjy, na cy ckynu),
Meke (nako ce obpahyjy na cy jedTuHUj) 1 OHe Koju Crye 3a Be3nBatbe
0CTanuX Matepujana

Nogonu, uTanujaHckin TeopeTyap apxuUTEKType, 3anarao ce 3a MojMoBe
YHKUMOHANM3MA 1 MCTUHUTOCTU MaTepujana, y CMIACTY [1a apXMTEKTOHCKe
dopme u nponopuuje byay U3BeaeHe U3 CNOCOOHOCTM MaTepujana Koju ce
KOPUCTH. IHCICTMPAO je Ha OCTOjatby apXMTEKTOHCKOT 13pa3a Koju HacTaje
KOA MaTepujasna NpuMerbeHix no 3aKoHIMa reomeTpuje.

OpraHcke MpUHLMNE W HberoB MOKYLWAj Aa YKMOHW TpaHuLy
u3mely NpUPOAHOT 1 apxuTeKTOHCKor. [la 61 npefcTaBmo CBOjy
CTPYKTYpHY areHay, Muc je roBopuo WCK/byuMBo OpuTKUM
jeankom yenuka. ,(Baku OBaj uMaH MOJEPHOT MaHTeOHa
KOpUCTMO je W 3aBUCMO Of MaTepwjana Kako 6u mogpao
ogpehenn dunozodckn npuctyn” (Pasnik, 2005: 9-10), kao
causa efficiens® (Xajmerep, 1999: 11). U y muHumanusmy
matepujan  npeAcTaB/ba  MAEHTUTET  INYHOCTW  ayTopa.
WcTpaxuBarbem ayTopckor NpucTyna  matepujaniuma  Kao
WHCTPYMEHTUMA W3paXkaBakba HemaTepujalHoCTh, MoXe ce
nocTufin pasymeBarbe MUHUMaNM3Ma Kao eje y apxuTekTypu.

CUXONOLLKW NOKUBIbA) MATEPUIANA

Mpuctyn y papy je MeTomONOWKM AeduUHUCAH [OMEHOM
apXUTEKTYpe KOjil je OHO YMETHWYKO Y 1b0j, AaKNe BU3YeTHUM
(pencTBMMA Koja MaTepujany NpeAcTaBsbajy, a TeXHOM Ja e
OTKpUje 3Hauerbe y OHOM LUTO BUANMO. LlenokynHo YoBekoBo
guberbe cnaga y obnact ncuxonoruje, na je pasymib1ueo Aa je
npouec cTBapata M [J0XMB/baBatba YMETHOCTU YBEK Y
HernocpeaHoj Be31 ca ncuxonornjom. Kao ctBapanauku npouec,
YMETHOCT je ¥ cama AyboKo ncuxonowku npouec. Uy
apXUTEKTYpW, jefiaH Of OCHOBHUX LSbeBa jecTe AeQuHucare
BpCTe mocmatpama MnpumeHoM JocturHyha  ncuxonoruje
onaxaja, Ha 0CHoBY Koje je moryhe dopmupatu ogpehene cyaose
0 apXMTEKTOHCKOM Jefly W NpoCTOpy KOju apXuTeKTypa
AeduHuwe.

[IHTepaKkTMBHN OZHOC MCUXONOTMje W apXUTEKType MOXe ce
WCTPaXMBaTV KPO3 CMICA0 [1BA OCHOBHA NCUXOMOLLKA CTajujyma:
nepuenuujy u casHawe. [lepyenyuja (onaxarbe, Onaxaj)
KBOTHE CPefMHe, y CBOM HajyKeM CMICITY, 0iHOCH Ce Ha NpoLieC
Yy KOMe Y0BeK MoCTaje (BeCTaH MPOCTOpa Ha OCHOBY CTULakba
uHdopmaLmja ceH3aumja BUAA, Cyxa, MUPICA, SOAMPA U YKY(a,
unu, Kako aedunuwe Byjaknuja: ,Mepuenumja (lat. perceptio)
NCuX. ONaxare, Onaaj, (BU OHU JYLIEBHW MPOLECK Koju e
HenocpeaHo 13a31Bajy UyNHUM Happaxajuma” (Byjaknuja, 2002:
697). Lieau (Bruno Cevi) nuwwe: ,Mepuenuuja je cnoxen ¢punukn
NpoLec Koju ce yKpaTko Moxe AedMHMCATU Kao HemocpesHo
(a3Hatbe 0 MpefmeTMMa ¥ forahajuma Ha OCHOBY MofaTaka
NPUKYMIbEHNX O} CTPaHe uyna 1 Apyrux KOrHUTUBHUX MpoLeca”
(Zevi, 2007: 112). (a3Harbe (KorHuumja) je MeHTanHa obpaaa
0BUX CeH30pHUX MHdopMaLja. OHo MOXe [a 0byXBaTa akTUBHO

3 Pajry3Bukyje:,Matepujanu, kako 6oratcrso!” (cf. An American Architecture,
str. 96). Y OpaHuyckoj je 1912. rop. npeBeaeHa kwura LloHa benwepa
lpuryunu apxumexmype (Belcher, John, Les principles de [‘Architecture,
H. Laurens, Ed. Paris 1912:117), ca no3HaTum CTaBom 13 TOr BpeMeHa:
,Matepujanu cy ocHoHu pakTop cBake rpahesune” (Pagosuh, 1998: 191).

Jpe ce clefe uWbeBM W KOpUCTe CPeAcTBa, [Ae  rocnofapu
WHCTPYMEHTANHOCT, Ty BRada Y3POYHOCT, Kay3anHocT. Beh BekoBuma
dunozoduja Hac yum pa noctoje uetupn y3poka: 1. causa materijalis,
matepujan, rpaha of Koje ce npasy cpebpHa Yalua, Ha Npumep; 2. causa
formalis, dopma, 06wk koju maTepujan nobuja; 3. causa finalis, uwb, Ha
NpUMep NpUHOLLEtbE XPTBe Koje oapehyje kakas hie 06nMK umaTi notpedHa
yawa v og vera hie oHa 6uTi HanpaBbeHa; 4. causa efficiens, y3pok Koju
MpON3BOAN YUMHAK, FOTOBY, CTBApHY yaLly: 3natap” (Xajaerep, 1999: 11).
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Introduction

"I'm not sure which material to choose. Ideas come to me
immaterial, the lines on the white list, and when | want to fix
them, the second thoughts, getting out of me, waiting at a
distance" (Siza, 2006: 168).

The materials are a constant topic of architecture, from the time of
Vitruvius triad (firmitas) through Diran' (Diran, 2005:29) and
Lodoli* (Carlo Lodoli, 1690 - 1761) (Kaufman, 1964: 159-175),
Frank Lloyd Wright and John Belcher (1912)%, up to the present day.

Today, as a central theme of contemporary art and architecture,
materials have become "air, gas, fire, sound, smell, magnetic
forces, electricity and electronics" (Hill, 2006: 76), ie. materials
that do not have emphasized mass and weight. New sensibilities
in architecture show that the architecture turns highlighting
immateriality, which seeks through technological advances. As if
reply to Bernard Tschumi question: "Is it necessary material
materialization of architecture?" (Tschumi, 2004: 57). Or is it the
confirmation of aspirations Wright, Mies, Corbusier and the
architecture, "defined by its own emptiness, intangible assets: air,
light and landscape" (Carapi¢, 2008: 23-32). Dematerialization
pursued in minimalism, as a way to irreducible minimum, that is
the essence.

Materials submitted its properties that make up the area, thus
forming a language through which the builder communicate its
ideas. In some way, represent the identity of his personality, his
signature. Thus, some authors have become known for the
materials that are used: Alvar Alto was in love with a wood, Luigi
Nervi in reinforced concrete. Scarpa, united history and the
present, by the materials and the time. So, his materials that
engage each other - at the same time, including us. Louis Kahn
monument has progressed in his decisions of materials
implementation: concrete, travertine and wood have to absorb
the long-term effects of time, the dynamics of natural light that
flows through their land, and the use of brick and concrete
described as a celebration of the moment two materials meet.
When we talk about the material, Khan position was close to
traditional Wright. Wright natural materials are uniting exterior
and inner world, confirming the author's organic principles, and
his attempt to remove the boundary between the natural and
architectural. To represent his structural agenda, Ludwig Mies van
der Rohe spoke by exclusively sharp tongue of steel. "Every
member of this modern Pantheon is used and depended on -
material to support a philosophical approach” (Pasnik, 2005:
9-10), as a causa efficiens* (Heidegger, 1999: 11). In minimalism,
the material is the identity of the personality authors. Access to

! Diran in his functionalism emphasized the importance of the material

(in addition to layout and design). In his lectures, he cited three types of
materials: solid (long and difficult to handle, and are expensive), soft (easy to
handle and less expensive) and those that serve for binding other materials

Lodoli, ltalian theorist of architecture, advocated the concepts of
functionalism and truthfulness of material, in terms of architectural forms
and proportions are derived from the ability of the material used. He insisted
on the existence of architectural expression that occurs in materials applied
under the laws of geometry.

copyright materials research as an instrument of expression
immateriality, can be achieved by understanding the architecture
of minimalism as an idea.

SYCHOLOGICAL EXPERIENCE OF MATERIAL

The approach in this paper has been methodologically defined by
domain of architecture that is art in it, so at the visual means
materials are, aiming to discover meaning in what we see. The
entire vision of man is in the field of psychology, so it is
understandable that the process of creating and experiencing art
is directly related to psychology. As the creative process, the art
itself is a deep psychological process. In architecture, one of the
primary goals is to define the types of observations using the
achievements psychology of perception, according to which it is
possible to form some judgments of the architectural work and
space that architecture defines.

The interactive relationship between psychology and architecture
may be explored through the meaning of two basic psychological
stages: perception and cognition. Perception of the environment,
inits narrowest sense, refers to the process by which one becomes
aware of space on the basis of information acquisition sensations
of sight, sound, smell, touch and taste, or how it define Vujaklija:
"Perception (lat. perceptio ) Psych. perception, perception, all
those mental processes that are directly caused by sensory
sensations” (Vujaklija, 2002: 697). Zevi writes: "Perception is a
complex physical process that can briefly be defined as direct
knowledge about objects and events based on information
gathered by the senses and other cognitive processes" (Zevi, 2007:
112). Knowledge (cognition) is the mental processing of the
sensory information. It can involve actively thinking about
information, or evaluation of their memory. "Cognition (lat.cognitio)
the power of cognition, knowledge" (Vujaklija, 2002: 431).

“Immediately sence knowledge is base of sensual perceptive
process, only the cognitive process made adequate superstructure
that makes full information” (Alihodzi¢, 2007). There are two
levels of perception: "The first, which means just seeing bodies
and forms and the second level that this perceived form is
transferred into the mind and reveals knowledge" (Mako, 2003:7).
Or, as Heidegger said: "In its essence, repraesentacio is based in
reflexio. Therefore, the essence of the subject matter as such
becomes clear only where the essence of knowledge and opinions
explicitly meets as "something | think," that is - as a reflection
(Heidegger, 1999: 65).

3 Wright exclaimed:" Materials, what a treasure!" (Cf. An American
Architecture, p.96). In France in 1912. translated Belcher’s book “Les principes
de L'Architecture”, with well-known attitude of the time: "The materials are
the main factor of any building" (Radovic, 1998: 191)

4 Where are followed goals and used benefits, where is the master of instru-
mentality, there is the government of causality, causality. For centuries
philosophy has taught us there are four causes: 1. causa materialis, mate-
rial, structure silver glass is made by, for example: 2. causa formalis, form,
received materials shape; 3. causa finalis, aim, such as sacrificing defines the
exact shape required for a glass it will be made by; 4. efficiens causa, cause
that produces the effect, ended, real glass: jeweler
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pasmMuLbatbe 0 MHPOpPMaLMjama, tUxoBo namherse uam
BpeaHoBame. ,KorHuumja (lat.cognitio)  moh ca3HaBamba,
(a3Harbe, 3Hame” (Byjaknuja, 2002: 431). ,HenocpeaHo uynHo
(a3Harbe 0CHOBA je omaajHor mpoueca, Aa 61 Tek casHajHu
MpoLec Hanpasuo afeKkBaTHYy HaArPaiby Koja uMHU MyHy
uudopmaumjy” (Anuxouuh, 2007). Tloctoje nBa (CTeneHa
nepuenuuje:,MpBu, Koju 03HauaBa HenocpeHo Buherbe 0bnmka
y Tenuma, U Jpyrv CTeneH Kojum ce 0BaKo OnaxeHn 061K
MpeHoOCK Y M 11 0TKpYBaA e ca3Hamy” (Mako, 2003:7). Unu, kako
6u pekao Xajaerep: Mo CBOjoj CyLITMHY, representatio ce TemesbU
y reflexio. CTora cywTvHa NpefMETHOCT Kao TakBe MocTaje
ouurnefHa TeK Tamo Fe ce CYWTUHA MULberba Cno3Haje u
eKCINLMTHO UCMYHHaBa Kao ‘ja HeLWTo MICAUM; TO jecT — Kao
pednekcuja” (Xajmerep, 1999: 65). (Bako onaxarbe je y uCTn Max
N MULWberbe, (BaKo pacyhuBarbe je UCTO Tako U UHTYULMja,
(BaKa oncepsauuja je n uxseHuuja. ,lLita je oHo cTBapHo LWTO Ce
Hanasu y cteapu? LUta je ctBap no cebu? [lo ctBapu no cebu
A0CNeBamo TeK MOLUTO je Halle MULLberbe J0Cerno CTBap Kao
crBap” (Xajoerep, 1999: 133). YmHo onaxare Hagrpahyje
NMaHeHTHa (BOjCTBA apXuTeKType W NpubauKasa Hac BULIMM
(a3HajHMM HIBOMMA. Ha Kpajy ce cno3HajHu npouec cybnumupa
Kpo3 nepyunuparbe Yenosumoz apxumekmoHckoz 0end y
KOHMeKcmy OKpyXerbd, Tfe Ce BPLUN KOMNAEKCHa CUHTeTU3aLuja
npehaLukbIX NCKYCTaBa U Ca3Hakba.

Hauena ncuxomowkor npucTyna, W3 Yyria carnedaBarba
NoCTaB/beHe Teme, NOTIAYY 0f Teopuje reLuTanTa — NCUXoNOLLKe
ANCLMNNAHE Koja Ce Off MOYETKa NPOLLIOr BeKa MpuMetbyje Ha
rPyny HayuHUX Hauena W3BEIEHWX YIMaBHOM U3 OrMefa o
YyNHOM  OMaX<atby. [ewTanT Teopuja BU3YENHOT ONaXatba
CACTEMATUYHO je Carnefiana 0Baj MPOLEC y CBUM HErOBUM
acnekTvma u cniojeBima. Onaxatbe je onucaHo Kao NpoLec Koju
0CAM 00jeKTa OMaxatba YK/byuyje M KOHTEKCT OAHOCHO
OKpyXetbe 06jeKTa onaxatba. KnacuuHu npumep Hauena purype
W no3aguHe je mpukasaH Ha (n. 1. Op camor cBOr MoyeTKa,

2ewimanm ncuxonozuja je 6una nogesaHa ca ymetHowhy (gestalt
Ha HemauKkom 3Hauu 0bnuk, opma). Aytop eceja (0 ksanumemy
(opme, Uber Gestaltqualitaten, 1890) no kome je Teopuja Ha3BaHa
je Kpuctujan dou Ependen3 (Christian von Ehrenfels), koju je
MCTaKao f1a ako CBaKM Of iBAHAECT UCMIMTAHWKA CYLLA jedaH Of
ABaHaeCT TOHOBA Heke menoauje, 361up HUX0BUX AOKUBIbaja
Hehe ogroBapaTi OHOMe LUTO 61 0CETIO Heko Ko bu CyLwao ey
menoaujy. 3a [ewTtant TeopeTnyape, (Baka CTBap je MHOTO BuLLe
0f NpocTor 361pa ieHuX AenoBa, 0OAHOCHO LieNMHa je Apyrauuja
0/l Cyme CBOj/X 1e10Ba, jep je MpUHLMN pada Mo3ra XONUCTYKIA,
napasnenaH 1 aHaoraH, ca (dMo0praHn30BaHNM TeHAeHLjaMa.
Knacuunn lewrant npumep je mexypuh canyHue, unju chepHn
00711K Hije feduHUCaH HeKOM maTeMaTiukom dopmynom, seh
CMOHTAHO U3BUpE 113 NapanesiHe akLyje NOBPLUNHCKE HaNeToCTy
Koja MCTOBpEMEHO JieNyje Ha CBe Tauke NOBpLLMHE.

lewwTanT, Kao NCUXONOLLKA AMCLMMANHA, UIMAO je 3HaTaH YTULLaj 1
y chepu apxuTEKTOHCKOr CTBpanawTga: ,llcuxonosu rewTant
MOKpeTa jacHO Cy MOKa3anu Ja Cy MojaBHU OFHOCK u3mehy
ZenoBa (06jekTa) y dyHKUMjU LienHe, OBHOCHO Aa nepuenuuja
Bapupa 3aBucHo of KoHTekcta” (Norberg-Schulz, 1965: 45).
,BUIETM HEWTO 3Hauu oApeauTM My MeCTO Y [AT0j LenHu:
CMELUTEHOCT Y MPOCTOpY, 03HaKy Ha MeTPY 3a BeNUMHY, Wn
CBETANHY UK pasgamiHy” (Apxajm, 1998: 17). Kao wro je jeaHa
BOZIeHa Maca relUTaNT 3aTo LUTO OHO LUTO Ce Aoraha Ha jesHOM
mecTy denyje Ha uenuHy” (Apxajm, 1998: 63), Tako je u ym
uennHa: ,lloctano je ouurnegHo Ja ocobuHe Koje pajy
AOCTOjaHCTBO MUCIMOLY M YMETHUKY OAJIAKYjY CBe padrbe yMma.
lcTa Hauena Baxe 3a NpaBe MeHTasIHe CNOCOBHOCTM 3aTO LUTO YM
yBeK QyHKuMOHMWe Kao uennHa..” (Apxajm, 1998: 10).
PasymibuBo je cTora jja, ako Xenumo Aa fobujemo npuctyn y
YMETHUYKO JieNno, MOpaMo a ra carfiefiamo y uenunu. Manacma
nuwe: ,ApXUTEKTOHCKM paj HWje JROXUB/bEH Kao 36up
N30M0BAHWX BU3YENHUX CMKa, BeR je TO NOTNYHa MaTepujanHocT
npoctopa v cniuputyanta npucytHoct” (Pallasmaa, 2007: 44).

. 1.

TewTanT ncuxonoruja: cnobopa Bukrop Xopra: Kyha Hapopna, bpucen, 1897 - 1900, cpywieHa 1965.
MHTepnpeTaLuje — ABOCTPYKO 3Haueke Fig. 2.

Fig. 1. Victor Horta: Maison du Peuple, Brussels, 1897 — 1900, demolished 1965.

Gestalt psychology: freedom of
interpretation — the double meaning
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Each observation is thinking at the same time, all reasoning
is also intuition, all observation is also invention. "What
is that really what's in the stuff? What has thing itself? Do
things on their own are not getting just because our opinions
reach matter as a matter" (Heidegger, 1999: 133). The mind
immanent perception builds architectural features and
brings us closer to the higher cognitive levels. At the end,
the cognitive process become summarized by the perception
of a comprehensive architectural works in the context of the
environment, where they performed a complex synthetic
review of earlier experiences and knowledge.

Principles of psychological approaches from the perspective
of perceiving the theme, derived from Gestalt theory -
psychological discipline from the beginning of the last
century, the group applied scientific principles derived
largely from experiments on sensory perception. Gestalt
theory of visual perception is systematically comprehend this
processin all its facets and layers. Perception can be described
as a process that involves other than the object of perception
and the context or environment object perception. A classic
example of the principles of figure and ground is shown in
Fig. 1. First Since its inception, Gestalt psychology has been
associated with the arts (in German language Gestalt means
form, shape). Author of essays ("The quality of form", "Uber
Gestaltqualitaten”, 1890.) to whom the theory was called, is
Christian von Ehrenfels, who pointed out that if each of the
twelve subjects listened one of the twelve tones of a melody,
the sum of their experience will not match that one who
would listened to the whole song. For Gestalt theorists, every
thing is much more than the sum of its parts, that is a
different entity than the sum of its parts, for the principle of
the brain work is holistic, parallel and analog, with self-
organized tendencies. The classic Gestalt example is a soap-
bubble, whose spherical shape is defined by a mathematical
formula, but spontaneously springs from the parallel action
of surface tension, which acts simultaneously on all points of
the surface.

Gestalt, as a psychological discipline, had a significantimpact
in the field of architectural creation: "Psychologists Gestalt
movement clearly showed that the emergent relationships
between the parts (the building) as a function of the whole,
or that the perception varies depending on the context"
(Norberg-Schulz, 1965: 45).

"See something means to determine his place in a given
series: place in space, the label on the meter size, or
brightness or distance” (Arhajm, 1998: 17). As is "a water
mass Gestalt because what happens in one place affects the
entire" (Arhajm, 1998: 63), so is the entire mind: "It has
become obvious that the properties that give dignity to
thinker and artist has all the action of the mind. The same
principles apply for the right mental abilities because the
mind always functions as a whole ... "(Arhajm, 1998: 10). Itis
understandable, therefore, that if we want to get access to
the work of art, we have to look at it as a whole. Palasma

writes: "The architectural work is not seen as a sum of isolated
visual images, but it is full materiality of space and the spiritual
presence” (Pallasmaa, 2007: 44).

Itis quite certain that the processes of perception and cognition in
the context of architectural creation are very complex elements, a
set of particular conditional variable factors that determine the
meaning aspects of an architectural structure. Tendency, towards
an understanding of these processes and their proper direction,
are trying to rationalize and valorize the perceptual content of the
material as an assembly of each element in the function of the
whole. This complex process, initiated perceptual - cognitive
transaction, is required in order to truly understand and
purposeful individual architectural structures.

MATERIALS AS A SENSORY EXPERIENCE

It is usually emphasizes distinctiveness importance that the
architecture (implemented materials) is an extremely accessible
by the senses of touch and sight, which is considered the most
important as perceiving space and confirmation of our existence
within it. Even Plato in his work Timaeus, considered as a process
of observation, description of the physical process of seeing. He
argued "that noble fire that warms the human body flows
through the eyes of a smooth, thick stream of light. Thus was
established a tangible bridge between the observer and the
observed fact, over the bridge and pulses of light emanating from
the object traveling to the eye and thus to the soul" (Arnheim,
1998: 43). Mind that many thinkers recognize precedence among
the senses, known as St. Thomas Aquinas (1225-1274) and
Leonardo de Vind (1452-1519), whose quiding thought was
"Saper vedere" (wise see ie. to know how to see). Of all the senses,
Georg Wilhelm Friedrich Hegel insisted on touching, because he
believed it was the only sense which gives us the experience of
deep space, because the touch "feel the weight, strength, and
three-dimensional space (Gestalt) of the body of material, and it
seems that we know what from us providing in all directions
"(Pallasmaa, 2007).

Defining the quality of a certain architectural structure strongly
depends on the senses, that is. sensory characteristics of the
material. In the words Arhajm: "We definitely see the materials
on the basis of what our senses tell us about them. The term is
separated from the perception, and thought moves among
abstractions" (Arnheim, 1998: 9). He stresses the importance of
all the senses in a complex perceptual process of architectural
work: "One building is, therefore, in all its aspects, the fact of the
human spirit. It is an experience of the senses of sight and hearing,
senses of perception, heat and cold, muscle behavior and
thoughts and aspirations resulting therefrom (Arnheim, 1990:
11). Certainly, architecture as an art, is characterized by the fact
that it, unlike the other arts, communicates through all the senses
to the user or viewer. Although the dominant characteristics of
the environment has more knowledge on the basis of sight (even
83%) (Djordjevic, 1981: 11), which is the visual experience of his
architectural works "most prominent effect" (Arheim, 1990:
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(acBuM je U3BeCHO Aa Cy MpOLECH Mepuenuuje u KorHuumje y
KOHTEKCTY apXUTEKTOHCKOT (TBapanaluTBa BEOMa KOMMIEKCHI
eNeMeHTI, YCNIOB/LEHU UYMTABUM  CMAETOM  BapjabunHux
UMHMNALA KOjU [ETEPMMHULLY acneKTe 3Hauetba jegHor
apXMTEKTOHCKOT Aena. Tex oM Ka pasymeBatby 0BUX NPOLiECa i
tbUXOBOM  OAroBapajyieM  ycmepaBaky,  HacToje  ce
paUMOHaN30BaT! 11 BANOPM30BATA MEPUENTUBHU CaZpXaju
Martepujana Kao cKnona nojeANHauHUX enemeHata y GyHKumju
uenvHe. OBaj CNOXEHM MpoLeC, WHALMPaH MNepLenTUBHO
(a3HajHOM TPAHCAKLWMjOM, HEOMXOAAH je Y LWiIby UCTUHCKOT W
(BPCUCXOAHOT pa3yMeBatba NojefNHOT apXUTEKTOHCKOT Aena.

ATEPWJANN KAO YYJTHN AOMUBIbA)

06uuHo ce Harnawasa noceGHOCT 3Hayaja Aa apxuTeKTypa
(peann3oBaHa matepujanuma) byae u3y3eTHo JOCTYMHA YynnMa
[04upa W BUAQ, KOjU Ce CMATpajy Haj3HauajHUjUM NPUANKOM
nepuunuparba NpocTopa 1 NoTBPAE Haller NocTojarba y oKBUpY
tbera. Jow je lnatoH, y cBom Jeny Tumaj, pa3maTpao onaxarse
Kao npouec, Kpo3 onuc Guanukor npoueca Buhersa. Tpauo je
,KaKo nnemeHuUTa BaTpa Koja 3arpeBa JbyAcko Teno CTpyju Kpo3
04y Y FNATKOM, FYCTOM Mna3y CBETNOCTM. TaKo je yCnocTaBbeH
ONUM/BLUB MOCT M3Mehy nocmatpaya U nocmatpaHe CTBapi, a
MPeKo MoCTa MMMYICK CBETNOCTY Koja 3paum 04 NpeAmeTa nyTyjy
10 ounjy a Tume n fo aywe” (ApHxajm, 1998: 43). Buay cy mHoru
MUCAOLM NPU3HABaNK NpBEHCTBO Mey uynuma. MosHatu cy
(8. Toma AkBuHcku (Thomas Aquinas, 1225—1274) u JleoHapao
Aa Bunun (1452-1519) umja je Mucao Boausba buna saper vedere
(Mygap sugm Tj. ymetn Bugetn). O cBux uyna, Xeren (Georg
Wilhelm Friedrich Hegel) je uncuctupao Ha mopupy, jep je
CMaTpao Aa je To jeHO Yys0 Koje Ham Aaje AOXIBIbaj 0 AyOuHY
npocTopa, 3ato LWTO AOAUP ,0cehia TeXuHy, OTMOPHOCT W
TPOAVMEH3MOHANHI NPOCTOP (rewwTant) Tena matepujana, u To
YMHU i@ (MO CBECHYM CTBApU Koje ce 0 HaC Npyxajy y (BUM
npasuuma” (Pallasmaa, 2007).

Nledunucare KBanuTeTa oapeheHor apxuTeKTOHCKOr fena
BEOMA MHOT0 3aBIUCK O YYNHOCTH, Tj. YYNHUX KapaKkTepucTuka
marepujana. Jep, Kako kaxe ApHxajm:,,Mu noumamo matepujane
Ha 0CHOBY OHOTa LLUTO HaM Yyna Kasyjy o buma. lojam ce oaBaja
07} onaxaja, a Mucao ce kpehe mehy ancrpakumjama” (ApHxajm,
1998:9). OH HarnaLuaBa BaXHOCT CBIX Uya y CIOMKEHOM NpoLiecy
0naxarba apXuTEKTOHCKOT Aiena:, JefiHa 3rpajia je, Aakne, y BUM
CBOjUM BUAOBUMA UNH-EHMLA JbyACKor Ayxa. OHa je JOXuBIbaj
uyna BMAA M CNyxa, Yyna onaara, Tonnote u xnagHohe,
MULWURHOT MOHalLaMba, Kao U MUCAK W TeXHN Koje u3 Tora
npouctuyy (Aphxajm, 1990: 11). (Bakako, apxutekTypy kao
(BOjeBPCHY YMETHOCT KapakTepulle nofarak Aa ce OHa, 3a
Pa3nuKy Of ApYruX YMETHOCTW, KOPUCHWKY WA MOCMaTpauy
(aonLUTaBa Kpo3 (Ba uyna. 1ako JOMMHaHTHY CnO3Hajy (BojcTaBa
0KOMMHe f06Kjamo Ha 0cHOBY uyna Biaa (uak 83%) (Hophesmh,
1981: 11), 360r uera je BU3YeNHU A0XKMBIbAj apXUTEKTOHCKOT
Jena weroBo HajuctakHyTije aejcteo” (ApHxajm, 1990: 257), He
CMe Ce U30CTaBUTI CUHTETYHOCT CBUX YyNHUX NPOLieca, Koja je y
KOHTEKCTY ~ WUCTUHCKOT ~ JOXWB/baja  apXUTEKTOHCKOT  fena

Heun30cTaBHa. AKo 61 KOMNNEKCHOCT nepuenLyje CBen Camo Ha
OKBYMpe BU3yenHor, u3rybuna 6u ce LeNOBUTOCT [OXUBIbaja
oppeheHor apxuTeKToHCKor fiena, o yemy nuwwe Manacma (Juhani
Pallasmaa): ,lpobnemu HacTajy Kaga ce U307yje OKO 04 CBOje
MpUpoAHe MOBE3AHOCTW (a APYrAM uynuma, W Kaja ce
eNVMUHMLLY 11 MOTUCKY]y Apyra uyna, a To JocTa CMakbyje u
OrpaHnyaBa JoXuB/baj (BeTa y okBupy Bu3unje” (Palasmaa, 2007:
39). OBaj $puHCKM apxuTeKTa y CB0joj Krol3u Oyu koxe (Eyes of the
skin) pa3amatpa nojam ,MyNTUCEH30PCKOT CKYCTBA” Ma HaBOAN
Ja Cy 0umny Konabopavuuju ca Tenom 1 apyrum uynuma (Pallasmaa,
2007).

Mepuenuuja je ycnoB/beHa noctojarbem ofpeheHnx CBojcTaBa
MarTepujana Koja UHTEH3MBMPAjy YyNHe JOXMUBIbaje, Tj. UMajy 3a
Lb iaBatbe JOAATHUX MHOPMALMja Koje MOMEHTaNHO N0CTajy
[1e0 MeHTaNHe CNuKe 0 MPOCTOpY, Na NpocTop ,A0XKMUBIbaBamo”
Ha HauVH Ha Koju ra 1 cam ayTop — apxuTeKTa JoX1B/baBa. Kako
apXuTeKTypa npefcTaBiba NPUANKY Ja Ce pacBeTAN COMXeHOCT
MpOCTOpa y KOMe XMBUMO 1 PaANUMO, U Kpeupa UCKYCTBO Koje ce
obpaha (BMM uynuMa, MUHUMANUCTUYKN MPOjeKTU Hyne
nparmMaTiyHa peluera [0 Kojux ce fonasu nomohy Ha HOBM
HauuH ynoTpebibeHnx matepujana. Xepuor (Jacques Herzog)
Kaxe [, peanHocT apxuTeKType He 00yXBaTa CaMo OHO LUTO je
urpahexo, Beh obyxBaTa MaHu(ecTauujy Koja je NpoAyKT
ynotpebrbenunx matepujana’. OH nouupa, peanHocT apxutekType”
y MaTepujane 3aTo LUTO ,OHU Ce HajUHTEH3UBHUje MaHU(eCTyjy
OHOA Kafa Cy YKNOHEeHW M3 CBOr MPUPOAHOr KOHTeKcTa”
(Ursprung, 2002).

BOJCTBA MATEPWUJANA KOJA NEPLIUNNPAMO
,O0 HenokpeTHor KameHa ctpacT cTBapa Aapamy” (Jle
Kopbu3uje,1977: XLV).

Tparae 3a cywTuHOM npoctopa (Koja je capp»aHa Y
HeCBOAMBOM  MUHMMYMY), Kp03  UCMO/baBate — Heuera
HemaTepujaiHor M y3BULLEHOT, YWHW Ce MNpeKo Matepuje.
MatepujanHocT cTBapa ecTeTcko UCKYCTBO Koje Tpeba Aa noTeau
,MPUCYCTBO Heuera LUTO Ce He CMe MMeHOBATW, Koje M3muye
ocehajy, ann He Moxe fa ce MaHudecTyje apyraumje Hero Kpo3
oceharba” (Perniola, 2005: 105).

Onaxarbe Huje Camo CaKynbakbe PasnuunTiX UyNHUX YTIACAKa,
Hero Onaatu 3Hauu HeLLTo ,y3eTH 33 UCTUHUTO', Y CMUCITY: OHO
LUTO Ce HyAM YynuMma, To Ce BUAW U Y3UMa Kao Hewmo. ,0Ho-
(TBAPHO jecTe OHO-Aenyjyfie, OHO-M3ZeNaHo: OHO LWTO Mpo-
U3BOAN Yy MpPUCYCTBOBAE U OHO LUTO je MpO-M3BedeHo.
"(TBAPHOCT, 3aMULI/beHa [OBO/BHO LUMPOKO, 3HAuM Taja:
y-NpUCYCTBOBatE-NPOU3BEAEHO Nexatbe-nped-Hama, y-cebu-
[OBpLUEHO MpUCYCTBOBatbe OHOT WTO cebe npou3Bopm”
(Xajmerep, 1999:36). Monasehn of pasmuibatba fAa Kao
eCTETCKO MepUno  YOMLITEHO MOCTaB/baMo MojaM  UyNHOT
onaxara, NPUINKOM UCTPaXIBatba MaTepyjana Kpo3 HIXoBY
YMETHUYKY KOMMOHEHTY, MOTEHLMPA Ce YYNHOCT MaTepujana,
nocebHO UCTUHUTOCT, TAKTUHOCT U NOKpET.
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257), should not be omitted synthesis of all sensory process,
which is in the context of true architectural work experience
indispensable. If we reduced the complexity of perception only to
the boundaries of the visual, it would lose the integrity of the
personal areas of architectural works, as says Juhani Pallasmaa:
"Problems arise when isolate some of its natural connection with
other senses, and when you cut and suppress the other senses,
and this sharply reducing and limiting experience within a vision
of the world" (Palasmaa, 2007: 39). This Finnish architect in his
book "The Eyes of the Skin" examines the concept of "multi-
sensory experience” and said that the eyes are in collaboration
with the body and the other senses (Pallasmaa, 2007).

The perception is conditioned by the existence of certain material
properties that enhance the sensory experience, ie. aimed at
providing additional information immediately become part of the
mental images of space, and space "experience” in the way that
the author - architect experienced it. As architecture is an
opportunity to shed light on the complexity of the space in which
we live and work, and that creates an experience that appeals to
all senses, minimalist projects offer pragmatic solutions that
come with a radically new way materials used. Jacques Herzog
says that "the reality of architecture not only includes what is
built, but also includes an event that is a product of the materials.”
He locates the "reality of architecture" in the material because
"they are most intensely manifest when they are removed from
their natural context" (Ursprung, 2002.).

ATERIAL PROPERTIES WE PERCEIVE

"From a stationary stone creates a drama of passion” (Le Corbusier,
1977:XLV)

Searching for the essence of space (which is contained in the
irreducible minimum), through the expression of something
intangible and sublime, seems over matter. Materiality creates an
aesthetic experience that should confirm "the presence of
something that not can be named, that elusive feeling, but it can
manifest itself differently than through the feelings" (Perniola,
2005: 105).

Perception is not just a collection of various sensory impressions,
but perceive means something "to take a true" in the sense of:
what is offered by the senses, it can be seen taken as something.
"What-what it really is - acting, it made: what pro - running in
attendance and what the pro - done. "The reality," conceived
broadly enough, then the mean in-attendance-produced front-
lie-us-in self-completed attendance what products themselves.
"(Heidegger, 1999:36). Starting from thinking that as an aesthetic
criterion generally places dogmatic concept of sensory perception,
in the research of materials through their artistic part, emphasizes
the sensuality of materials, especially the truth, tactility and
movement.

The truth of natural materials (nature of materials)

One of the greatest scholars of the nineteenth century, Gottfried
Semper, (1803-1879), had kept the law and the natural properties
of the material to such an extent that he even expressed it as the
symbolic value of architecture. The formulay =f (x, y, z, etc.) is a
mathematical expression that is the core of the architecture
values (Y is a work of art that depends on constant and variable
factors Fx, y, z). "Constants are represented by "types", and these
are defined as "original forms prescribed by requirements".
Zemper's grading system and causal relationships from four
materials: clay, wood, stone and textiles grow four techniques:
ceramics, carpentry, masonry and weaving which correspond to
the four basic elements of architecture: the hearth, the roof,
fences and foundations. Variables in the formula are defined as
materials, various natural and social conditions and the effects of
personality and education of artists, but also the customer. ... His
aesthetic conception is not materialistic one already has a built-in
idea of the materials and the creative forces that shape the
material" (Mako, 1999: 22). Zemper’s words are: "Architecture, as
well as its great teacher, nature, need to choose and apply own
materials caused by the laws of nature ... If the most suitable
material selected for its embodiment, an ideal expression of the
building will certainly get the sense of beauty and appearance of
materials as natural symbols "(Semper, 1989: 102).

"Honesty for material means that the material should be selected
to on the basis of its properties” (Kaufmann, 1955). And the
characteristics of the material which affect the pattern of how
and what it is used (Nesbitt, 1996). Therefore, the material should
not be used as a substitute for other materials, the material
because it undermines the "truth" of its properties which "cheat"
the observer (Whiteley, 1993). Theorist Richard Weston proposes
that there is a clear distinction between ontology materials and
what materials are able to realize: "The concept of materiality is
adopted as the code for the view that tends to show the material,
which relates more to the subjective effect of the observer, than
on its conventional use. The term "material nature" emphasizes
what can materials "(Weston, 2003: 193). "Let material speaks for
itself, and let it makes a further step undisquised in shape and
proportions best suited for the experience and science” (Semper,
1989: 48).

The truth of architecture involves the use of materials according to
their qualities, so that the construction methods are easily
comprehensible, and not hidden. The first building built on the
principle by theorist of architecture Le Duc (Eugéne Emmanuel
Viollet-le-Duc, 1814-1879), known for his commitment to the
“truth of architecture," was Victor Horta' (1861-1947) building for
the Belgian Socialist Workers' Party (Maison du People, 1897-
1900), Brussels, Belgium (Fig. 2). It is an open architecture design
(ieits visible steel structure), where the expression realized linear
architectural elements: brick paneling was designed to accept a
stone, a cornerstone to accept steel and glass.

At the end of the nineteenth and early twentieth century when
the movement "Arts and Crafts" became popular in the UK (1880
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WUcTuHutocT
martepujana)

npupogHMx  Mmatepujana  (npupopa

Jena og Hajeefinx Teopetnuapa XIX Beka, lotdpun 3emnep
(Gottfried Semper, 1803 — 1879), NowwTOBAO je 3aKOHUTOCTU U
MpupoAHa (BOjCTBA MaTepujana [0 Te Mepe Ja UX je yak
NCKa3MBa0 W Kao CMMOONMYKE BPeHOCTU apXUTeKType.
Oopmyna Y=F(xy,z, uTa.) npeacTaBmba MaTeMaTiuku W3pa3
KOjUM je 1CKa3aBao CywTUHy BpedHocT apxutektype (Y je
YMETHUYKO N0 Koje 3aBUCK Oy KOHCTaHTe F 1 npomeHbuBux
dakTopa x,y,2). ,KOHCTaHTe Cy NpeAcTaB/beHe ‘TMNOBMMA, @ OBM
AedrHMCaHM Kao ‘opuriHanHu obnmum Koje nponucyje notpeba’
Y 3emnepoBom cuctemy rpafaumja U y3pouHux Be3a u3 yetupu
matepujana: rMuHe, ApBeTa, TeKCTUNA W KameHa, WU3pactajy
YeTnpu TeXHIKe: KepaMUKa, TecapcTBo, TKakbe 1 3uakbe Kojuma
0/TOBapajy YETMPU OCHOBHA eNleMeHTa apXuTeKType: OrtbiLLTe,
KpoB, Orpaja u Temerbi. [lpomeHsbuBe BpesHoCT Y dopmynu
feduHncaHe Cy Kao MaTepujanu, PasfiMuUTU  MPUPOZHO-
APYLITBEHN YCNOBM M YTULAjU ANYHOCTU W 00pa3oBarba
YMETHMKA, anu 11 HapyumoLa... theroBa ecteTnuka KoHuenuuja
Huje maTepujannctuuka Beh y cebu cappxu yrpahewy ugejy o
Be3W Mmarepujana W KpeaTUBHWUX C(una Koje Taj Matepujan
obnukyjy” (Mako, 1999: 22). Jep, kako Kaxe 3emnep:
,ApXUTEKTYpa, Kao 1 tbeH BeNUKN yuuTesb, npupoda, Tpeba Aa
uabepe 1M npuMeHn (BOje Matepujane no  3aKOHUMA
YCI0BIbEHUM  MPUPOAOM... AKO je HajnorofHuju matepujan
onabpaH 3a (Boje OTenoBberbe, WAeanaH u3pas 3rpage he
HapaBHO A0OUTIA Ha NeNOTY 1 3Hauetby NojaBOM MaTepujana Kao
npupoaHor cumbona” (Semper, 1989: 102).

JowTere npema matepujany nogpasymeBa Aa Matepujan
Tpeba Aa ce Kopuctv U ja ce opabepe Ha OCHOBY HeroBuX
BojctaBa” (Kaufmann, 1955) u pga cy KapakTepucTuke
maTepujana Te Koje yTuuy Ha obpa3all Kako ce 11 3a LTa Ce OH
kopucTu (Nesbitt, 1996). [lakne, maTepujan He cMe fia ce KOPUCTH
Kao 3aMeHa 3a pyri Matepujan, jep To noTkonasa matepujany
LMCTUHUTOCT” HberoBuX CBOjcTBA U TO ,Bapa”’ mocMaTpaya
(Whiteley, 1993). Teopetuuap Puyapg Becton (Richard Weston)
3acTyna (TaB fAa MoCToju jacHa pasnuka usmely oHTomoruje
maTepujana u OHora LITo Cy MmaTepujanu y MmoryhHocTn Aa
peanusyjy: [lojam matepujanHocT je ycBojeH Kao Wwudpa 3a (TaB
KOju TeXu Ja MoKaxe LUTa jecy matepujany, a Koju ce OfHOCH
BULLE Ha CybjeKTUBHIN edeKaT Ha MOCMATpaua, Hero Ha Heropy
KOHBeHLWOHanHy ynotpeby. [lojam ‘mpupoja Matepujana’
Harnawasa wra mory matepujann” (Weston, 2003: 193). ,Hexa
MaTepujan roBopy cam 3a cee, Heka OH HanpaBm Aarby Kopak
HeNpUKpUBeH, y 06Ky M NponopLujama Koju ¢y HajnpuknagHuju
npema UckycTBy u Hayum” (Semper, 1989: 48).

WcTuHuTocT apxutekType nogpasymeBa ynotpeby matepujana y
CKnajy C bIUXOBUM KBaNUTETUMA, TaKo Aa Cy U KOHCTPYKTUBHE
MeTofle Mako carneauBe, a He ckpuBeHe. [lpBa 3rpaja
Hanpae/beHa Npema Haueny TeopeTiiyapa apxutekType Jle [yka
(Eugéne Emmanuel Viollet-le-Duc, 1814 — 1879), no3Hator no
(BOM 3aMaratby 3a ,MCTUHUTOCT apxuTeKType’, buna je XopTuHa
(Victor Horta, 1861 — 1947) 3rpaga 3a benrujcky pagHuuky

coumjanucTinuky cTpanky (Maison du people, 1897 — 1900), y
bpuceny y benrujn (Cn. 2). To je apxutekTypa OTBOpeHe
KOHCTpyKLMje (Tj. BUALUBA je HeHa YennyHa KOHCTpYKLMja), ¥
K0joj je OCTBapeHa NuHeapHa W3PaXKajHOCT apXUTEKTOHCKUX
efleMeHarta: onnara of oneke 06711K0BaHa je Tako Aa npuxBata
KameH, a KameH TaKo ja MPUXBaTa YenuKk 1 CTakno.

Kpajem XIX u nouetkom XX Beka, Kafa je MOKpPeT ,yMETHOCTH 1
3aHatn” (,Arts and crafts”) noctao nonynapaH y bputanuju (1880
—1910) ny CAL-y (1900 — 1905), /byam cy BpeAHOBaAM CTaB 0
UCMUHUMOCMU Martepujana, Koju nowrtyje ayboky u ypoheHy
KapakTepucTuky matepujana. Qopmupanu cy MOHM3aH OAHOC
npema martepujany, cnywajyhin ra n nokywasajyhn aa casHajy
(BaKy OMTHOCT U3 WAeHTWTeTa maTtepujana. Jep, matepujanu
UMajy CBOj COMCTBEHM je3nk. KameH kao da roBopu 0 CBOM
[ABHOM TeONOWKOM MOpeKny, TPajHOCTU W HeoABOjUBOM
cumbony NOCTOjaHOCTI; OMeKa Kao Aa Kasyje 0 TpaauLMOHaNHUM
HauMHUMa KOHCTpyKUMje objekaTa; OpOH3aHW MaTtepujanu
€BOLMPajy yCnomeHe Be3aHe 3a MaHydaKkTypHu pag; ApBO Kao
[la MMa /iBa pa3fiBojeHa MocTojakba: NPBO, Kao bU/bKa Koja je
pacna, a Apyro Kao JbyAcku apTedakt. Y CBakom Ciiyuajy,
NpuUpogHU  Matepujann  uMajy  MoryRHOCT — M3paaBarba
CONCTBEHe UCTOpUje, jep Kao Aa JomyliTajy Hawem Buay Ja
npoape WCNOA HbMX0Be MOBPLUNHE. POMaHTYHA NMpefcTaBa
3aHaTa MoXe OUTU y U3BECHOj MepU OACYTHA Y Hallem CBeTy
J[aHac, anu beHn eQeKTy, teH KapakTep 1 keHe eMoLmje 0CTajy
BUA/bUBE Y AHANIOrHOj BUTANHOCTU MaTepujana. 0Bo Hac noaceha
Ha TEKCT UTanujaHCKor MOAEPHUCTYKOT apxuTekTe MopeTuja
(Luigi Moretti, 1907 —1973). OH je n1cao o Haj3HauajHujoj CHa3n
YMETHOCTH, KBANUTETY ,KOHAEH30BaHe CTBAPHOCTIA". YMETHOCT je
,MPeacTaBa Koja Mopa 00jaBuTu TyCTUHY eHepruje Beoma
cynepuopHy y cTBapHom xuBoty” (Moretti, 1974: 116). PeanHoct
maTepujana Be3aHa je 3a eroBy npupopy, ynotnykeHa je
CMYHAM  KapaKTepUCTMKaMa Herope TycTHe YMETHOCTH.
Ou3nuke KapakTepucTvke Cy amo MonoBMHA edekTa. A Kao
NnocNeAnLa eHeprije Unju Cy OHWU HOCMOLM, apXUTEKTOHCKM
pagoBu Hyae AOAATHU — MaTepujanHu — rac Koju je notnuc
apxutekTa. Kopbu3uje je onucao oBo JOAATHO NPUCYCTBO: ,JefaH
KOPUCTY KameH, ipBO, LIEMEHT 1 peTBapa ux y Kyhe unu nanarte,
70 je rpaheBuHapcTBo. OHO NO3MBa Ha BeLTMHY. Anu M3HeHaja
AOAMpYje Moje cpue, unHu Aa ce oceham fobpo. Ja cam cpehaH.
Ja kaxem: To je neno. To je apxutektypa. To je ymetHocT” (e
Kopbusuje, 1977: XLV).

ety Boowby MMajy U OHM apXWTeKTU MUHUMANU3Ma Koju
MPUINKOM Tparatba 3a CyWTUHOM, Kpo3 jeJHOCTaBHOCT MOHOBO
OTKpUBatby BPEAHOCT KBanUTeTa [JPeBHUX U 0OUYHUX
maTtepujana, na MpojekT MoKasyjy npowuperse MoryhHocTH
Koje umajy matepujanu u jow Befly cnocobHocT ayTopa Aa
ybpu3ra xuBoT Matepujana y uaejy rpafesuHe.

JepaH op ayTopa Koju Harmawasa ,JAyOMHY NpPUPOZHMX
matepujana” jecte Lon Moycon (John Powson). Y weroBom pagy
Huje TONNKO BAXHO MUTatbe Koju Matepujan kopuctu, Beh je
BaXaH HauMH Ha Koju ra kopucti. Bomm KpynHe komage, jep
CMaTpa Aa MOHOMUTHYM MaTepujan (HNp. YBPCTU Mepmep) UMa



Dragana Vasilski, AU37/2013/pp. 3-27/Minimalism in Architecture: Materials as an Instrument of Perception Immaterial Reality

-1910) and in the USA (1900 - 1905), people were valued position
on the truth of materials, deep respect and an innate material
property. They have formed a humble attitude toward the
material, listening and trying to learn the identity of the
importance of each material. Because, the materials have their
own language. Stone tells something of its ancient geological
origin, and indispensable symbol of permanence in patience as
the brick that shows the traditional way of construction of
facilities; bronze materials evoke memories of the manufacturing
operation; wood as having two separate existence: first as a plant
that is grown and the other as a human artifact. In any case,
natural materials have the possibility to make their own history,
as well as to allow our mind to penetrate beneath their surface.
Romantic notion of crafts may be somewhat absent in our world
today, but its effects, its character and its emotions remain visible
in analog vitality materials.

This situation reminiscent of the text of the Italian modernist
architect Luigi Moretti (1907-1973). He wrote about the most
significant effect of art, the quality of "condensed reality". Art is
"a performance that must publish a superior energy density in
real life" (Moretti, 1974: 116). Reality of material is related to its
nature, is complemented by the similar characteristics of its
density of art. The physical characteristics are only half of the
effect. As a result of energy which they carry on, architectural
works offer extra - physical voice that is the signature of the
architect. Le Corbusier described the further presence of this:
"One used stone, wood, cement, and turns them in the house or
palace, itis civil engineering. It calls for skill. But suddenly touches
my heart, it makes me feel good. I'm happy. | say, that's nice. Itis
an architecture. It's an art. "(Le Corbusier, 1977: XLV).

The same guideline have been chosen by those architects in
minimalism during a search for the essence, of re-discovering
through simplicity the value of quality ancient and ordinary
materials, and expansion projects show possibilities with
materials and a greater ability to breathe life of materials in the
building idea.

John Powson is an author who points out "the depth of natural
materials”. In this work, the so important question is not which
material is used, but the way the material is used. He likes big
pieces, because he believes that monolithic material (eg. solid
marble) has intellectual simplicity (Fig. 3). And if he uses wood,
planks are “as wide as the tree trunk from which they were cut
and run the entire length of the house. Used like that you are able
to enjoy the seamlessness of the material; there are no cuts in the
boards. Seamlessness, to me, brings a sense of wholeness, it
means not having your visual concentration broken. There is
nothing jarring, you can sit anywhere in the room and always feel
entirely comfortable visually” (Powson, 1996:14). Precisely
thanks to "visual comfort", he usually uses natural materials due
to their very depths, as he says: “because they are living materials,
which | suppose is what distinguishes a natural material for me
from an artificial one. When | used black vinyl on a floor, | was
immediately unhappy with it. The eye stopped instantly, never
giving a feeling that the material continued beneath the

surface. .. to me, the quality of the each materials from which
architecture was created is of much more significance than an
exhibitionistic or virtuoso approach leading to the introduction of
one unexpected material to another in a design” (Powson,
1996:14).

Claudio Silvestrin is known for discovering the "soul of modest
materials" (Fig. 4). By choosing a simple palette of natural
materials, his attention was attracted by "the flow and thickness"
of space and light - which he intensely felt and experienced. Soul
of "modest" used materials is the meeting point between the
horizontal and vertical - heaven and earth, and the balance
between geometry and instinct, heaviness and lightness,
sensuality of curves and rigor of straight line, between the stone
and the space it inhabits, between the building as the apartment
and as a shrine (Alberoni, 2002).

Tactile value - the texture of the material

Henry Focillon (1880 - 1943) says that the material has a very
important feature, special expressive power, since they carry a
certain predisposition or as he says "some formal vocation"
(Focillon, 1964). It is a tactile of material. Tactile (1. tactilis):
relating to the senses touching, tangible, touchable (Vujaklija,
2002:892). By its tactility, materials related to man and other
people - either roughly or intimate, spontaneous or cold, repellent
or human. Visual and tactile quality of the surface is defined
through the notion of texture. Texture (Latin textura), weaving
fabric, assembly, composition, compound (Vujaklija, 2002: 900),
as one of the elements that we perceive by the senses when
observing or contact of a material within the architectural
structure, aims perception of more information, as a consequence
of the tactile senses, instantly become part of the mental image
of a particular space.

The texture is a characteristic of all natural things, organic or
inorganic, and is seen as a manifestation of the internal structure
of the surface. In texture, it is important to properly understand
and differentiate the two concepts: the concept of the term
structure and texture. The structure is the material of some thing,
and the texture is the relief that comes from natural structures or
technical processing (Butina, 2000: 80). How is the texture of the
material distinctive compositional features of the physical
structure of materials, especially with regard to the size, shape,
and arrangement of components, it allows architects to design
the space according to their emotions. The importance of texture,
ie. tactile and visual experience in creating architectural space,
explained Pallasmaa (Pallasmaa, 2007), through the creation of a
conceptual framework in which it is sought to make a connection
between the dominant sense of sight and sense of touch. The
texture characteristics of the materials has been used by some
authors as a leitmotif of theirs oeuvre (Tadao Ando, Kengo Kuma,
Herzog & de Meuron).
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llon Moycon: Manactup Hosu [iByp, Yewuka, 2004.

Fig. 3.

John Powson: Monastery of Aur Lady of Novy Dvur, Czech

(n. 4.
Knaypamo Cunsectpun: Kyha Hojojaop¢, Majopka, 1989.
Fig. 4.
Claudio Silvestrin: Neuendorf House, Majorca, 1989.

UHTENeKTYyanHy jeaHoctaBHocT (Cn. 3). A ako KopucTi ApBo,
KaXe i Cy flacke ,CTO TONMKO LUMPOKe Kao CTabno ApBeTa of
KOra €y wWceyeHe W upy no uenoj AyxuHu kyhe. TakBum
Kopuwhetbem MoXeTe fia yxuBaTe y Matepujany 6e3 cnojesa,
Hema pe30Ba Ha NoBpLUMHY. [oBpLLKHe 63 cnojeBa MK CTBapajy
ocehaj LenuHe, WTO yTuye fa Ce BU3YeNHa KOHLeNUMja He
pemeti. HuwTa Huje y3Hemupasajyhe, Moxew Aa cepuw 6uno
raey cobu 1 aa ce ocehall noTnyHo yaobHo y BU3yenHom cmucny”
(Powson, 1996:13). YnpaBo 360r TakBe ,Bu3yesnHe yaobHoCTI',
36or touxoBor ocehaja aybuHe, oH 06uyHo ynoTpebrbaBa
NPUPOLHe maTepujane, jep Kako Kaxe: ,...3aTo LUTO Cy OHU XKIBY
MaTepujani, a ja npeTnocTaB/bam fia NoCToju pasnuka usmehy
NPUPOAHNX U BELUTAUKIX MaTepujana. Kasa cam KopucTuo LipHu
BUHUN 3 N0, 61o cam ogmax HecpehaH ca M. OKo ce ofmax
3aycTaBuno, He Aajyfin ocehaj aa ce matepujan HacTasba UCNog,
noBpLUMHe... lpema MoMe MULIberY, KBanuTeT MojefuHuX
maTepujana of Kojux je KpempaHa apxutektypa, op Behe je
BaHOCTY 0 er31OULMOHICTUUKOT U BU3yeNHOT MPUNasa, LTo Y
[N3ajHy 0BOAN 10 YBOHetba jeiHOr HeoueKNBaHOT MaTepijana
fo apyror” (Powson, 1996: 13).

Knayawo Cunectpu (Claudio Silvestrin) je no3Hat no oTkpuBaty
LJAywe ckpomHux matepujana” (Cn. 4). OH 6upa jesHoCTaBHY
nanety NPUPOJHUX MaTepujana jep Heropy Nakiwy npusnave
,MPOTOK 11 fieb/biHA" NPOCTOpA 11 CBETNOCTY, KOje OH UHTEH3UBHO
oceha n poxuBmbasa. [ywa ,cKpomHuX” Matepujana Koje
KOPUCTY jecTe Tauka CycpeTa XopU30HTane 1 BepTukane — 3eMibe
1 Heba — v paBHoTeXa u3mely reoMeTpuje N HCTUHKTA, TeXUHe
N nakofe, CeH3yanHOCTM KpuBe NMHWje M CTPOrOCTU npase
NuHUje, n3mehy KameHa 1 NpocTopa Koji ra HacTakbyje, uamehy
3rpajie kao cTaHa u ceetunuwta (Alberoni, 2002).

Republic, 2004.

TakTUNHa BpeAHOCT — TeKCTypa MaTepujana

OocuoH (Henri Focillon, 1880 — 1943) kaxe fa matepujanu umajy
BP0 3HauajHO CBOjCTBO, MOCeOHy ekcnpecuBHy Moh, jep Hoce y
cebu n3BecHy npesoapeheHoCT UK, Kako OH Kaxe, ,M3BecHy
dopmanty Bokauwjy” (Focillon, 1964). To je TakTUNHOCT
marepujana. ,Taktunan (L tactilis): koju ce Tude uyna nunara,
onunbue, Joaupbue”  (Byjaknuja, 2002: 892). (Bojom
TaKTUNHOLWRY, MaTepujanu ce Npema YoBeKy 0f\HOCe Kao 1 Jbyan
— Tpy6u Cy UAM MHTUMHY, XNAJHU UAN CMOHTaHU, 0400jHI UK
XyMaHu. Bu3yenHu 1 TakTUNHN KBanuTeT NoBPLUNHE AeuHMCaH
je kpo3 nojam TekcType., TekcTypa (nar. textura): Tkatbe, TKaHNHa,
cknon, cactas, cnoj” (Byjaknuja, 2002: 900), kao jegaH of
efleMeHata Koje 0naxamo uynuma npuinkom nocMatparba Ui
npu Joaupy oppeheHor maTepujana y OKBUPY apXUTEKTOHCKOT
Jiena, Ma 3a Lusb nepLenuujy AoAaTHUX MHPOpMaLmja Koje, Kao
nocneAnLa TAKTUITHOT Uyna, MOMEHTaIHO N0CTajy Ae0 MeHTaNHe
cnke o ogpefeHom mpocTopy.

TekcTypa npeacTaba 0COOUHY C(BUX MPUPOJHUX CTBApH,
OpraHCKMX NI HEOPraHCKKX, Na ce carnefiaBakao MaHudectauuja
YHYTpaLUHbe CTPYKTYpe Ha noBplunHi. Kog TekcType BaHo je
pa3fKkoBaTM M MpaBWAHO pa3ymeTU [Ba MojMa: Mojam
cmpykmype 1 nojam mekcmype. CTpyKTypa je rpaha Heke CTBapy,
a TeKCTypa je pe/beHOCT MOBPLIMHE Koja mpousnasn 13
NpUpOAHe CTPYKType unn TexHuuke obpage (bytuna, 2000: 80).
Kako TekcTypa matepujana npeactamba ocobeHe usmuke
KOMMO3ULIMOHe ~ KapaKTepucTUKe — CTPYKType — mMatepujana,
noce6Ho ca 0CBPTOM Ha BeNUMHY, 001IMK 1 pacnopes cacTaBHUX
[ienoBa, OHa omoryhaBa apxuTekTUMa [a Kpeupajy npoctop
(XOZHO CBOjUM emoLMjama. 3Hayaj TeKCType, Tj. TAKTUIHUX U
BU3YeNHUX  [OXWB/baja MpU  Kpeupamy —apXMTEKTOHCKOT
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Xepuor&pe Mepon: Bunapuja flomunyc, Janteun, KanugopHuja, 1998.
Fig. 5.

H&deM: Dominus Winery, Yortville, California, 1998.

“Movement" of material - material's ability for
transformation

Projects of minimalist objects fully accept the ability of the
material for transformation when shaped by light, which allows
them to "move" so that they affect our senses. The light is directly
related to the materials, making them visible, and wrap in a
variety of ways allows seeing the color and surface. The
relationship of materials and light has become extremely
important because it builds the expressive character of the
material. The proper modulation of light allows its subtle
relationship with the material, causing a transformation in terms
of its "movements", and it is clear why the old, ancient materials
are not used as a solid mass, large-volume, as large pieces that do
not change their expression. Elongated rectangular Dominus
Winery in California (Fig. 5), which was designed by Herzog and
de Meuron, known for its use of natural stone in just this way.
Concrete walls have been covered with wire baskets filled with
local basalt stones, arranged in layers of different thicknesses, so
that miss the Light: natural daylight reaching the interior, and
artificial radiates out. Thus obtained coating, like the skin, has
different degree of transparency.

Modern atomic physics has destroyed the concept of "absolute”
specificity matter. Artists started to think about the "magicitems”
and "hidden soul" of the stuff. Italian painter Carlo Carra (1881-
1966) wrote: "Just ordinary things show simplicity of form
through which we can understand what more important state of
being in which rests the magnificence of art." Paul Klee (1879-
1940) said: "The subject is expanding beyond the borders of their
appearance with the help of our understanding that the matter

(n.6.

An6epro Kamno baece: [le bnac kyha, Mappup, Winauuja, 2000.
Fig. 6.

Alberto Campo Baeza: House De Blas, Madrid, Spain, 2000.

more than what shows us her outside." Jean René Bazaine (1904-
2001) wrote: "Object wakes our love just because it looks like it
has the powers that are bigger than himself "(Jung, 1996: 320).

In minimalism, the light is the one that leads to the "hidden soul"
or irreducible minimum. The interaction of light with materials is
the integration of nature and architecture as an artifact. Kahn
(Louis Kahn) is defined as material "spent light" and Baeza
(Alberto Campo Baeza) pointed out that there is no architecture
without light (Vasilski, 2010: 1-20). He built the house in
accordance with his theory of gravity and light, as a symbolic
connection stereotonic (what belongs to the earth) and tectonic
(what belongs to heaven). It is his position that displays essential
antagonism in architecture - one side for attachment to the
ground (horizontal position), and the other to spiritual aspiration
(vertical line). "The focus of building space, light construction
time and provides a reason for time. There is a central issue of
architecture: control and focus and dialogue with light. The future
depends on the new architecture, ability to comprehend these
two phenomena "(Baeza, 1999: 12). De Blas House (Fig. 6) - visual
static of simple forms of boxing highlights the material (stone)
which is connected to ground, while the lighter transparent
material (glass) in the upper part indicates the pursuit of non-
material, spiritual orientation to the vertical. "The object is trying
to be an correct translation of the structural box mounted on the
stereotonic: stereotonic piece set in the box. Dilution of what is
essential in architecture. Once again, "more with less". (A.Campo
Baeza in Bertoni, 2002: 196). In this project, it is clear pursuit of
materials expressed by their materialization through the release
of a solid attachment to the ground architecture.
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npoctopa, objachuo je Manacma (Pallasmaa, 2007), kpo3
Kpeupatbe KOHLIenTyanHor 0KBMPa Y KOMe je TeXuo a Hanpasu
Be3y 3mel)y AJOMUHAHTHOT Yyna BUAa 11 uyna foaupa. Ynpaso je
TeKCTypa KapakTepucTuka matepujana Kojy Cy Heki aytopu
ynotpe6uni kao najtmotue ceor onyca (Tagao Ango, Kenro Kyma,
Xepuor&ae Mepo).

,JoKpeT” maTepujana — cnoco6HOCT matepujana pa ce
TpaHcpopmuLue

[pojeKTn MUHIMANUCTUYKNX 0bjekaTa y NOTNYHOCT NPUXBaTajy
(nocobHOCT MaTtepujana da ce TpaHchopmuwy Kapga cy
o6nukoaHu nomofy cBetnocTi Koja Um omoryhasa ,nokper’,
TaKo J1a OHI YTUYY Ha HaLwa uyna. (BeTNocT je y AUPeKTHoj Be3u
(@ MaTepujanuma, YMHU UX BUA/BUBUM, [OK Npenamarbe Ha
pa3nuuuTe HauuHe omoryhasa Aa youumo 60jy 1 MOBPLUNHY.
OnHoc MaTepujana v CBETNOCTH je MOCTA0 M3Y3€THO BaXaH, jep ce
Kpo3 ’bera rpagM W3paxajHn Kapaktep  MaTepujana.
Onroapajyha mogynauuja ceeTnoctit omoryhasa teH cyntunas
O[IHOC Ca MaTepwjanom, 13a31Ba Heroy TpaHchopmaunjy y
MUy ,NOKpeTa’, Na je jacHO 3awWwTo ce CTapW, APeBHM
MaTepujanin He KOpUCTe Kao UBPCTe Mace, BenKe 3anpemuHe, y
BUAY KPYMHUX KOMaZda Kojil He Merbajy (BOj U3pa3. U3ayxeHa
npasoyraoHa BuHapuja Jomuuyc y Kanudophruju (Cn. 5), kojy cy
npojekToBann Xepuor u fe MepoH, nosHata je no ynotpetu
MPUPOAHOT KaMeHa yNpaBo Ha 0Baj HauuMH. beTOHCKM 31aoBY
00NOXeHN Cy KIYAHUM KOpMaMma HamykeHUM NOKanHUM
0azanTHUM KametbeMm, nopehaHum y CnojeBe pasnuumTe
Jeb/biHe, Tako Aa MponywTajy CBETNOCT: MPUPOAHO JHEBHO
(BETNO JoNupe [0 eHTepujepa, a BeLUTAuko WCHjaBa Hamosbe.
Tako pobujeHa obnora, Kao Koxa, pasnuuuTor je CTeneHa
TPaHCNapeHTHOCTA.

"

MogepHa aTomMcka Qu3nKa YHULITMNA je KOHLENT ,anconyTHe
KOHKpeTHOCTU MaTepuje. 0, MarnyHoM npeamety” u,,CKpUBEHO]
Jylwu cTBapu” MpBU Cy MOYENM a PasmuLLbajy ClIMKapu.
Wranujackn cinkap Kapno Kapa (Carlo Carra, 1881 — 1966)
3anucao je: ,YnpaBo 06uuHe CTBapu OTKpMBajy opme
jenHoCTaBHOCTU NOMORY Kojix MOXeMO Aa CXBaTUMO OHO BHLLe,
3HauajHuje cTare buha y Kome nounBa (Ba BENMUAHCTBEHOCT
ymetHoctn”. Tayn Kne (Paul Klee, 1879 — 1940) je pekao:
Mpenmer ce LWMpK U3HAZA rpaHuLe CBoje MojaBHOCTM Y3 nomoh
Halle CMo3Haje Ja je (TBap BULIE Of OHOra LUTO HaM HbeHa
cnosbawkbocT npukasyje’, a AKaH baseH (Jean René Bazaine, 1904
—2001) je Hanucao: M npeamet byan Hawy fby6aB camo 3ato
LITO 3rnesda Kao Aa noceayje mohiu Koje cy Befie of tera camor”
(Jynr, 1996: 320).

Y MuHUManu3my, CBETNOCT je Ta Koja BOAM Ka ,CKPUBEHOj AyLLK
UMM HEeBOA/BUBOM MUHUMYMY. MHTepakumja cBetnoctn ca
matepujaniMa npeAcTaBba  objedubaBakbe npupoge U
apxutekType Kao apTedakta. Kan (Louis Kahn) je pedunucao
matepujan Kao ,yTpoweHo cBetno’, a baece (Alberto Campo
Baeza) je Harmaco na Hema apxutekType 6e3 cBetnocTu
(Bacuncku, 2010: 1-20). O rpagn Kyhy y cknagy ca Bojom
TEOPUjOM TEXUWTA U CBETNOCTA, Kao CUMOONMYKM Cnoj
(TepeoTOMUjCKOT (OHOra LUTO MpuUnaja 3emiby) U TEKTOHCKOT

"

(oHora wro npunaga Heby). To je Heros cTaB KojuM npukasyje
CYLUTMHCKM aHTaroHW3am Y apXwTeKTypu — (a jefHe CTpaHe
BE3aHOCT 33 3eMiby (XOPU3OHTANHOCT), a Ca Apyre TeXHy Ka
[LyXOBHOM (BepTUKaNHOCT). ,TexuLuTe rpagu npoctop, CBETNOCT
rpafu Bpeme W Mpyxa pasnor BpemeHy. MocToju LeHTpanHo
MUTatbe apXUTEKTYpe: M KOHTPONA TeXWWTa W Aujanor ca
csetnowwhy. byayhHocT apxuteKType 3aB1cy 04 Hoe MoryhHoCTY
(xBaTatba 0Be fiBe nojase” (Baeza, 1999: 12). Kyha [le bnac (Cn.
6) — BU3yesIHa CTaTiKa jeiHOCTaBHe GopMe BOKCa Harnaluaga ce
maTepujanom (KameH) Koju je Besyje 3a TN, JOK Ce NaKLINM
TPaHCMapeHTHUM Matepujanom (CTaknom) y roprem feny
Ha3HayaBa TeXHba 3@ HeMaTepujanHUM, YCMEPEHOCT Ka lyXOBHO]
Beptukanu. ,06jekaT nokywasa fJa Oyde TayaH npeBoj
CTPYKTypHOT 60KCa NOCTaBILEHOr HA CTEPEOTOHNYHOM MUTatbY:
KOMag NoCTaB/beH Ha CTepeoToHMYHOM Bokcy. Pa3BoprbaBarbe
OHOTa LUTO je CYLUTMHCKO Y apXUTEeKTYpu. JoLwl jeaHnyT, ‘BuLLE Ca
matbe” (A. Campo Baeza u Bertoni, 2002: 196). Y oBom npojekTy
eBUJEHTHO je Tparate 3a moryfiHocTUMa martepujana, Kpo3
FbUX0BY AemaTepujanu3auujy nocturdyty —ocnobaharem o
YBPCTOT Be3WBatba apXUTEKTYpe 3a TNO.

Y MuHUManu3my CBETNOCT NPefCTaBIba U MaTepujy 1 Matepujan.
inu moxeMo Ja Kaemo [a je OHa JematepujasiHi enemeHT
matepujanu3auuje. ToeHyTHe NpomeHe CBETNOCTH (aTMochepckn
yTULaju, pa3nuuuTo foba AaHa unu roguiltber goba) Creapajy
CeHKy Koja ce TpaHchopmuiie u Hectaje. (eHKy Kojy je Kao
cumboNMYHe NPU3BYKe NPAKTUYHOT XIBOTa 0Nncao MaH HKinoHo
(Jean Giono) y jeaHom nacycy pomana Jla je moja padocm mozna
ocmamu (Que ma joie demeur): ,Jlobuja ce yTucak ga sbyau y
OCHOBY He 3Hajy TauHO LUTa paje. 3uAajy KAMEHOM, anu He Buge
[1a (BaKM MOKPET Koju HauuHe nocTaB/bajyfin KameH y mantep
MpaTu CeHKa MOKpeTa Koja MOCTaB/ba CEHKY KaMEHa y CEHKY
mantepa. A Ta 3rpaja of ceHke je cywTuHa” (ApHxajm, 1990:
183). (Be ce Merba 1 Ha HOBY HAuH 40XKIB/bABA Y TPEHYTKY, Na
3aT0 M KpeTarbe MocMaTpaya yTuue Ha nepLenwijy CTBapHOCTI.
KombuHauuja pa3nuuuTix matepujana faje KOHTpacT usmehy
TPaHCNapeHTHOCT 1 HenpoBUAHOCTI. (Be Cy 0BO iemaTepujantu
eNeMeHTU MatepujanusaLuje Koju yTuuy Ha nponasHocT W
KPXKOCT 13pa3a Kojiu Ce Mepuunupa, Koju NpeAcTaBIbajy wapm
MUHUMANUCTUYKOT 06jeKTa M OTKPUBAjY HEroBy CyLUTHHY.

ATEPWANNY MUHUMANKN3MY KAO AYTOPCKU CTAB

Y MUHUManu3My je MNpUCYTHO WCMUTMBatbe MOryRHOCTU
matepujana Koju jemHocTaBHOM 06nmMky (KybuuHa dopma,
00KC), 3aBMCHO 04 OQYHKUMje W OKpyxeta, Aajy NOTNyHO
Apyraunje edexte. lpumetbyje ce jykctanosuumja CTapor u
HOBOT MaTepujana, Kako 01 e OTKpUNO HeoueKBaHO 3Hauerbe
u jenHux n fpyrux. Kaga nuiwe o KomnatubunHoCT matepujana,
LlymTop nuwwe o k1Xx0BOM NPUCYCTBY — CadalLbocTu (,presence”
of the materials): ,Matepujanu pearyjy jeaHu ca Apyruma u To
TaKo 2 NOCTUXY (jaj, Tako Aa HIXOB acTaB omoryhasa HewwTo
jenmHcTBeHo. Matepujan je 6eckpaja” (Zumthor, 2006).

Harnawexa matepujanHocT, y Tparaky 3a CyLUTUHOM NPOCTOpa
(Kojaje cappkaHa y HeCBOAMBOM MUHIMYMY), KO3 CMOJbaBakbe
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[n minimalism, light represent the matter as well the material. Or
we should say, that it is immaterial element of materialization.
Current light changes (ambient conditions, different part of day or
the season) creates a shadow which transforms and disappears.
Shadow, which symbolic overtones of practical life described Jean
Giono in a single part of his novel "That my joy could remain”
("Que Ma Joie Demeure"): "The impression is that people basically
do not know exactly what they are doing. They are building by
stone, but do not see that every move they make by placing a
stone in mortar shadow follows the movement that sets the
stones in the shadow of a shadow render. And this building is the
essence of the shadows" (Arhajm, 1990: 183). Everything is
changing and a new way of experiencing the moment, and
therefore affects the movement of the viewer's perception of
reality. The combination of different materials provides a contrast
between transparency and opacity. These are all immaterial
elements that affect the materialization of the transience and
fragility of expression that is perceived, representing the charm of
minimalist object and show its essence.

ATERIALS IN MINIMALISM AS AUTHOR'S POSITION

The minimalism is already investigating the possibility that a
simple form of material (cubic form, box), depending on the
function and environment, give completely different effects.
Juxtaposition of old and new material applies, in order to discover
the unexpected significance of both. When he writes about the
compatibility of materials, Cumtor writes about their presence
- present ("presence” of the materials): "The materials react
with each other in such a way they meet brilliance, so that their
composition provides something unique. The material is endless
"(Zumthor, 2006).

Emphasized materiality, searching for the essence of space (which
is contained in the irreducible minimum), through the expression
of something intangible and sublime, it is precisely through
matter (material). Materiality creates an aesthetic experience
that should confirm it "the presence of something that not can be
named, that elusive feeling, but it can manifest itself differently
than the feelings" (Perniola, 2005:105). Materials are used in
minimalism in a way to represent the voice of reported speech
and silence, show something intangible. They are the ones who
create aesthetic experience, which is to cause an emotion which
does not allow a statement (feeling in which we say that we do
not find the right word). Their meaning is completely changed
when they reach a specific effect of each project individually, or as
described Zumthor: "The sense that | try to introduce the material
is beyond all rules of composition, and their tangibility, smell, and
acoustic qualities are merely linguistic elements that are required
to use. Feeling arises when | succeeded in presenting specific
meanings of certain materials in their buildings, meanings that
can only be seen in just this way in this one building" (Zumthor,
2006).

Reinterpretation of the ancient values of natural
materials: Peter Zumthor

In all bustling search of sensational, our civilization is concerned
with new discoveries, forgetting the thousands of years layers of
experience. Cumthor effort is oriented towards reinterpreting
ancient values of collected experience, and that is the vanguard of
his work. Searching for a message that materials may have,
defined by the use of primal, he tends to emphasize the core of
the material, which is above all the common cultural meanings.
Natural materials like stone, brick and wood, allow penetration
beneath their surface and thus emphasize their credibility as
matter, talking about their background and track use. During the
research of Zumthor’s work irresistibly imposed connection with
paragraphs of Adolf Loos, who, through his work aspired epochal
discovery while celebrating the material, but also the influence of
Le Corbusier, who was under constant opposition to common
values, still finding his way by giving his interpretation, based on
his own experience.

Zumthor sees interiors like large instruments, which collected the
sound, amplify and spread it. This is related with the peculiarities
of each room, surface materials and the way that they are placed.
As aresult of the use of materials and design space appear energy,
which he constantly emphasizes importance of "the unique
density and the mood, a sense of being, harmony, beauty ... under
which you feel something in a way that otherwise would not have
an equivalent." (Zumthor, 2004: 13)

Cumthor when speaking about materials, expressing strong
emotional approach. "I believe that the material can take the
poetic quality in the context of architecture, but only if the
architect is able to use them the right way, because they are not
material. If we succeed in this, the materials in architecture began
to glow and flicker "(Zumthor, 1999: 10). He meets a natural
material, so that through them gained a deep understanding of
the layers of the past, the meaning of the very sensitivity of the
building. As a guiding principle in relation to materials Cumtor
often cited works by Joseph Beuys (Fig. 7) and artists from the
Arte Povera group, noting accuracy and sensuality in the way
their implementation of materials.

These effects achieved in Cumthor’s architecture can be seen in
comparing the Pavilion in Hanover (Fig. 8) and The railing for
Roman archaeological site in Kur in Switzerland (Fig. 9). Although
the facility is used in both horizontal wooden planks, Cumtor
achieve different effects. Swiss pavilion at the author's intention
was to get through the application of traditional materials like
wood, emphasize the continuity of the relationship of the past
and present. The walls of the wooden horizontal beams become
completely transparent, the smell of wood fills the entire space
of the pavilion is always the same one, so for anyone who is
inside the building, the connection with nature fully achieved.
Power of materials is in their durability. Unlike the pavilion, in the
example in shelters Kur that impression emphasized horizontality
is achieved planks that do not leak light, but only partially air
and sound, according to the author's intention that the noise of
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Heyera HemaTepujanHor U y3BULLIEHOT, Y/HM Ce YnpaBo MpeKo
matepuje (matepujana). MatepujanHocT (CTBapa ecTeTcKo
NCKYCTBO Koje Tpeba fia NoTBAM, NPUCYCTBO HEYera LUTO Ce He cme
NMeHoBaTH, Koje u3muue ocehajy, anu He Mmoxe fda ce
MaHudecTyje apyraunje Hero kpo3 oceharba” (Perniola, 2005:
105). Matepujanu ce y MuHUManU3My KOpucte Ha HauuH Aa
MpeAcTaB/bajy WHAMPEKTAaH TOBOP W [Nac TULMHe, Jakne
0fipa)kaBajy HewwTo HematepujanHo. OHM Cy TM Koju CTBapajy
ecTeTcko MCKYCTBO, Koju Tpeba Ja M3a30By emouujy Koja He
[03B0/baBa cka3 (oceharbe Npu Kome Kaxemo Ja He Hanasumo
npasy pey). tbxoB CM1Cao ce y NOTNYHOCTU Mekba Kaaa ce ihima
NOCTUrHe cneurduyaH epekar y cBaKOM NpojeKTy nojeAnHauHo,
unm Kako je To Llymtop onucao: ,Ocehaj Koju cam nokywao Aa
yBeileM y Matepujane je U3Haj CBUX npaBuna Komnosuuuje, a
FbUX0BA OMUM/BUBOCT, MUPUC U aKYCTUYHE 0COBUHE Cy camo
enemMeHTH je3uka Koje cmo y 06aBe3sn aa kopuctumo. Ocehaj ce
jaB/ba Kada (am yCneo Yy W3HOLLEHY KOHKPETHUX 3Hauerba
nojefMHUX MaTepujana y CBOjUM 3rpajama, 3Hauerwa Koja ce
jenMHO MOry MoCMaTpaTi 1 CaMo Ha 0Baj HauWH Y 0BOj jefiHOj
3rpaan” (Zumthor, 2006).

PenHTepnpetaumja MCKOHCKUX BPeRHOCTM NPUPOJHMX
martepujana: letep Liymrop

Y (Be yxypbaHujem Tparaty 33  CEH3aUMOHANHUM,
Halla UMBMIM3ALMjA je 3a0KYM/beHa HOBUM OTKpuhinma,
3a60paBbajyfin Npu TomMe XubaayrofuLiikbe Hacnare UCKYCTBa.
LlymTOpOB Hanop ycmepeH je Ka peuHTepnpeTauyjin CKOHCKIX
BPEAHOCTM CaKyM/beHOT UCKYCTBA, U TO je aBaHrapaa Hberosor

(n.7.
Josed bojc: [le6ena cronuua, 1964 — 1985

Fig. 7.
Joseph Beuys: Fat Chair, 1964-1985.

paga. Tparajyhu 3a nopykom Kojy MaTepujanu Hoce y cebu, a Koja
je BeduHMCaHa Kpo3 MCKOHCKY ynoTpedy, OH T Aa UCTaKHe
amy Cpx Tor matepwjana, Koja je u3Hap cBux yobuuajeHux
KynTOPOSOLUKNX 3Hauerba. Y ToKy uctpaxuBarba Llymroposor
paja, Heopo/buBo ce Hamehe Be3a ca cTaBoBuMa Aonda Jloca
(Adolf Loos), Koju je Kpo3 CBOj pap TEXMO enoxaaHoM oTKpuhy
nctoBpemeHo cnasehn matepujan, anu u ytuuaj Jle Kopbusjea
KOjU je y3 KOHCTaHTHO NPOTUBIbEHE YCTa/bEHNM BPeAHOCTUMA
yBeK npoHanasuo soj nyT Aajyfin (Boje TyMauerbe 3aCHOBaHO
Ha CONCTBeHOM UCKyCcTBY. LlymTOp BuAw eHTepujepe Kao Benuke
NHCTPYMEHTE KOj) CaKynsbajy 3BYK, Mojayasajy ra u wupe farbe.
To je y Be3u ca ocobeHolwfy cBake mpocTopuje, NoBpLUNHAMA
MaTepujana W HAuMHOM Kako Cy OHM nocTaBibenu. Kao
nocneanua kopuwherba matepujana u 06anKkoBarba npocTopa
jaBrbajy ce eHepruje umju 3Hayaj OH KOHCTAHTHO Harfallasa:
- Ty JEAMHCTBEHY TYCTUHY 11 pacnonoxetbe, ocehaj noctojarba,
XapMOHUje, Nenorte. . . N0f KOjoM 0CETUM HELLTO Ha HauMH Ha Koji
y NPOTUBHOM TO He 61X McToBeTHO Morao” (Zumthor, 2004: 13).

Llymtop, Kaja roBopu O MaTepujanuma, W3paxasa jak
eMOTMBHY MpUcTyn. ,Bepyjem aa mMaTepujan moxe Aa nonpumu
MoeTcKe KBaNWUTETe y KOHTEKCTY apXMTEKTYpe, anu camo ako je
apXuTeKTa CnocobaH Aa X KOPUCTU Ha MpaBI HAuMH, jep camu
no cebu matepujanu ux He nocegyjy. Y<onuko y Tome ycnemo,
MaTepujanu y apxuTeKTypu Mountby Aa bnuctajy u Tpenepe”
(Zumthor, 1999: 10). OH yno3Haje npupoaHe matepujaie Kako
61 Kpo3 kKX CTEKao AyOOKO pa3ymeBatbe Hacnara NpoLLoCTH,
3Hauebe MecTa I CaMy 0CeT/biBOCT rpahetba. Kao naejy Boausby
y OHOCY Npema MaTepujanuma Llymtop yecTo HaBoan pagoBe
Jozeda bojca (Joseph Beuys) (Cn. 7) u ymeTHuka u3 rpyne Apme
nosepa (Arte Povera), mpu uemy UCTvYe NPELIN3HOCT U YYAHOCT Y
HauMHY HMX0BE NPUMeHe MaTepujana.

Te nocturHyTe edekte y LlymMTOpOBOj apxuTeKTypu MOXemo
carneaatn Kpo3 nopehete [lasumona y Xanogepy (Cn. 8) n
orpage 3a Pumcku apxeonowku nokanumemy Kypy y LLIBajuapckoj
(Cn. 9). Wako y oba objeKTa KOpUCTU XOPU3OHTaHE [ApBeHe
Tanne, Llymtop noctuxe pasnuuute edekte. Koa LiBajuapckor
MaBM/bOHA ayTOpOBAa Hamepa je 6una ja ce Kpo3 npumeHy
[PBeTa, Kao TPaAMLIMOHANHON MaTepujana, Harnack KOHTUHYUTET

(n. 8.
Metep Lymrop: LliBajuapcku naBumoH y Xanosepy, 2000.

Fig. 8.
Peter Zumthor: Swiss pavilion, Hanover, 2000.



Peter Zumthor: Enclosure for
a Roman archaeological site,
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the modern city, while the appearance associated with Roman
interiors. Wooden structure of the building, which grows out of
solid reinforced concrete base, forming a transparent wooden
panels that allow light and air to circulate into the building.

Noble woven stone facade in Thermal bath in Vals (Fig. 10) and the
outer uniform coating glass panels, simply plugged in thin metal
structure, in the House of Art in Bregenz (Fig. 11), are the two
most famous Cumthor’s works, whose ascetic modulated surfaces
are extremely sensitive to light intensity. In Vals, the use of rough
rocks in the extreme simplicity of the space, provides a water-
filled environment, the kind of archaic and primordial sense of the
term. Monumental interior (monolithic mass of rocks) is full with
silence and ancient sense of calmness and peace, without any
modern connotations of acceleration and tension. It has been
many years since a building has expressed such an external sence
of peace with so much harmony” (Francois Chaslin, in Bertoni,
2002: 156).

House of Art in Bregenz has surprising effect of dematerialization
of the object, which are made of reinforced concrete and steel,
obtained by adding remarkable simplicity: the outer glazing of
the building was done by simply glass panels. ,Reduced to static
essentials. . .the construction, material and visual form of the
building constitute a unified whole. The building is exactly what
we see and touch, exactly what we feel beneath our feel: a cast
concrete, stony body” (Bertoni, 2002: 148). "Really, architecture is
that specifically what has become a form, weight and space, her
body. There is no idea other than in things”(Zumthor, 2003:32). In
this sense, owing to his capacity to allow things to be perceived
for what they really are, Zumthor should be regarded as one of the
most radically minimalist architects. And he achieves this exactly
through materials: "Wood-like flooring light membrane, heavy
rock mass, soft fabrics, polished marble, crude steel, polished
mahogany, crystal glass, soft leather, soft asphalt heated sun -
materials of architects, our materials. We all know them. And yet
do not know. To project, to produce architecture must learn to
consciously treat them. This is a research work, it is work of
memory "(Zumthor, 2003: 60). And from that memory arises
feeling which Cumtor introduced into the material.

(n. 9.

Netep Liymrop: Orpapa
3a PUMCKY apXeosoLKM
nokanurety Kypy y
LliBajuapckoj, 1986.

Fig. 9.

Chur, Switzerland, 1986.

"Material structure": Kengo Kuma

Materials play an increasingly prominent role in Kuma’s
architecture. His relationship to the materials he presented by
idea: “I do not know whether an architecture in which the form
and silhouette disappear, leaving only materiality, is possible, but
it is something | want to pursue. From the point of view of [...]
conventional (logic), this is a contradiction. Until now in
architecture, form and material have been connected, but | want
to separate them" (Kuma and Suzuki, 2000: 5).

Kuma’s approach to materials is, in many respects, is original. The
autors which haves been experimenting with materials as diverse
as he has, are very rare; more importantly, he has applied them in
many different ways. Among the natural (old and time-proven
materials), wood is a favorite of his, although he also often applies
other materials: stone, bamboo, paper, ivy and other plants.

When relies on local materials which are available around or near
the site where he is building, his architecture appears to grow
from the place itself. This materials contribute to the creation of
those places by endowing them with special character and a
particular intimacy. An example of this locally grown architecture
is his Adobe Museum for Wooden Buddha in Yamaguchi
Prefecture, where the soil dug out from the site was made into
hanchiku (unfired bricks) and used in the construction. Z58
building (Fig. 13), by the original use of materials, light and foils
has become an example of minimalist architecture especially
devoid of identification marks, he shrouded the facade in locally
grown ivy, in doing so, he was envisioned a new kond of green
architecture that is not only eco-friendly but also unusually
attractive (Bognar, 2009: 39).

Kuma uses also artificial materials like glass-fiber/reinforced
plastic, and in his palette are used also alloys metals, ceramics,
teflon-coated fabric, thick vinyl sheets, and others. Earth, water
and light, natural and artificial, are equally important "materials"
for him, because he feels a strong commitment to them (Bognar,
2009: 34). Kuma's tend to be light and fragile, what seems to
dissolve in their environment, means the poetic metaphor in
architecture (Kuma, 1997: 6).

Cn. 10.

Metep Liymrop: TepmanHa
6amwa y Bancy, [paybynpaen
KaHToH, 1990 — 1996

Fig. 10.

Peter Zumthor: Thermal Bath,
Vals, Canton of Graubunden,
1990-96
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Tpajatba Kpo3 Be3y MpOWNOCTU W CafallkboCTiA. 3MA0BI Of
APBEHVX XOPU30HTANHUX rPpeauLa NocTajy noTnyHo Npo3payxy,
MUPUC ApBeTa Koji UCNyH-aBa YnTaB NpocTop NaBUIbOHa 0dyBeK
je MCTy, Tako A je 3a OHOTa KO je Y YHYTpaLLH0CTH 06jeKTa Be3a
€a NPUPOAOM Y NOTNYHOCTM NocTurHyTa. CHara matepujana je y
FbUXOBOj TPAjHOCTU. 3a pasnuKy Of MaBUbOHA, y MpuMepy
CknoHuwra y Kypy Taj yTMCaK HarnalleHe XOPW3OHTanHOCTY
MOCTUXe Ce Tannama Koje He mponywtajy cBeTnocT Beh camo
JeNMMINYHO Ba3dyX U 3BYK, Y CKNafly a HaMepoMm ayTopa Ja ce
uyje Oyka CaBpemeHOr rpafia, AOK U3MNej acoumpa Ha pumcke
eHTepujepe. [pBeHy CTpYKTypy 00jeKTa, Koja M3pacTa 13 uBpcTe
apmupaHobeToHcKe 6ase, Gopmupajy TpaHCMapeHTHU ApBeHN
MaHenu Koju 403B0IbaBajy Ba3AyXy 1 CBETN0CTU Aa LIMPKYINLLY y
YHYTPALIHOCTH 0bjeKTa.

OTMeHo 13aTKaHa KameHa dacana y Tepmanoj 6arbu y Bancy
(Cn. 10) u cnomawwte obnarare YHUYOPMHUM CTaKEHUM
NaHennuMa, jefHOCTaBHO YTaKHYTIAM Y TaHKY MeTaNHy CTPYKTYpY,
y Kyhu ymemnocmu y bperenuy (Cn. 11), aBa cy Llymtoposa
Hajro3HaTuja Jena, uuje Cy ackeTcKu MOAYINCaHe MoBpLUNHE
eKCTPEMHO OCeT/bMBE Ha WHTEH3UTeT cBeTnocTA. Y Bancy
ynotpeba rpybux cTeHa y CKomy eKCTpeMHe MPOCTOpHe
jenHOCTaBHOCTW faje, BOAOM WCMyHEHOM, OKpYXety BpCTy
APXaUYHOCTY M MCKOHCKO 3Hauetbe:, lTpoLLno je MHOro rofMHa of,
Kaja je Heku 06jeKaT 1cKa3ao Tako npofybrbeH ocehaj Mupa ca
TONMKO MHoro xapmoHuje” (Francais Chaslin, in Bertoni, 2002:
156). Kyha ymetHoctm y bpereHuy wu3HeHahyje edektom
Jematepujanu3aunje objekta, jep ,PenykoBaHu [0 CTaTMuke
CYWITHE. .. KOHCTPyKLMja, Matepujan W Bu3yenHa ¢opma
3rpage oppehyjy KOMNaKTHY LenuHy. 3rpaja je ynpaBo OHO LUTO
BUAUMO 11 OAMPYjeMO, YNpaBo OHO LTo ocehiamo noj Horama:
nuBeHu 6eToH, KameHo Teno” (Bertoni, 2002: 148). ,36umba,
ApXUTEKTYPa je OHO KOHKPETHO, OHO LUTO je MocTano Gopmom,
MacoM W MpOCTOPOM, HheHO Teno. Hema upeje ocum oHe y
crBapuma” (Zumthor, 2003: 32). Y oBom cmucny, 3axsamyjyhiu
HeroBOM UCTpajaBatby a 03BOMY CTBapUMa Ja byay carnesiaHe
OHAaKBMM KakBe OHe 3aucta jecy, Liymtop 6u Tpebano aa ce
(MaTpa jeHUM Of} HajpaZuKanHujuX apxuTeKatTa MUHUMANNU3Ma,
a OH TO MOCTVXe YNpaBo Kpo3 matepujane: ,Jlaliyaqn nososu
Kao naraHe MembpaHe, TeLKe KameHe Mace, HeXHe TKaHMHe,
yrnayaHu Mpamop, CUPOBW YenuK, YrnayaHu Maxarouj,
KPUCTANHO CTaK/o, HeXHa KoXa, MeKaHu acdant 3arpeja

Cn.11.

bperenu, 1990 - 1997.

Fig. 11.

Peter Zumthor: Kunsthaus,
Bregenz, 1990 - 1997.

CyHLeM — MaTepujanu apxuteKata, Haww matepujani. (Bu ux
Mo3Hajemo, a UnaK 1x He no3Hajemo. [la bucmo npojekToBanu, Aa
6MCMO NpoU3BeNN apXUTEKTYpy, MOPaMO YuuTH ONMXOAUTH Ce
(BECHO C toiMa. To je MCTpaxuBauki pag, To je paj cehatba”
(Zumthor, 2003: 60), a u3 Tor cefatba HacTaje ocefatbe y Koje Hac
LlymTop yBOAM npeko MaTepujana.

+Marepujanna ctpyktypa”: Kenro Kyma (Kengo Kuma)

Matepujanu urpajy Beoma 3HauajHujy Ynory y apxutekTypu
Kenra Kyme. (Boj oaHOC npema matepujannma OH WcKa3yje
naejom:,Ja He 3Ham fa nim je moryha apxutekTypa y Kojoj hopme
I cunyeTe HecTajy 0CTaBsbajyfi camo mMatepujanHocT, anu To je
HeLwTO WTO Xenum Aa cnegium. (a KOHBEHLMOHaANHE (noruuke)
Tayke rneguluTa.. OBO je KoHTpapukumja. (Be no caja y
apXuTeKTypn 067MK W Matepujan cy 6unu noesaHu, anu ja
xenum a ux pazagojum” (Kuma and Suzuki, 2000: 5).

Kymun npuctyn Mmatepujanuma je opuruHanaH y MHOrMM
acnekTuma. PeTkn cy ayTopu Koju Cy ekcnepumeHTMCanu ca
Matepujaniuma Tako pa3HoIMKO Kao LUTO je OH TO YNHMO, a LUTO je
jOLL BaXHUje, OH UX je MPUMEHUO HA TaKo MHOr0 PasnuyuTux
HauuHa. Mehy nmpupogHUM MaTepujaniMa, HEeroB OMUIbeH
martepujan je ApBo, Majia YecTo KOpUCTU 1 apyre matepujane:
KameH, 6ambyc, nanup, 6pLuba, cyBy TpCKy 1 Apyro bumbe. Kapa
Ce 0CNMarba Ha NoKanHe Matepujane, Koju ce Mory Habasuti y
6nM3KHN MeCTa rae Ce rpaay, HheroBa apxUTeKTypa u3rnefa kao
Ja cama pacTe ca nokauuje. OB1 matepujanu LONPUHOCe Aa Te
NoKaLmje nocTajy ClaBHe 360r noce6Hor kapaktepa u nocebHe
UHTUMHOCTU objekaTa. [lpumep 3a OBy J0KaNHO HacTany
apXUTEKTYpY je teroB AdoGe My3ej 3a dpseHoz bydy y Jamaryun
Mpedextypu (Cn. 12), roe je 3emsba MCKOMaHa Ha foKaLmju
ynotpeb/beHa fAa ce  HanpaBu  Xxawuuky (haichiku -
MpOTBNOXapPHa 0MeKa) Koja ce KOPUCTH Y KOHCTPYKLWjI. 32pada
358 (Cn. 13) je opurHanHom ynotpe6om matepujana, CBTNOCTH
n donuja nmoctana npumep MUHUMANUCTUUKe apXUTEKType
noce6HO NuLLeHe NAEHTUPMKALMOHNX 03HAKa, unjy je dacady
Kyma 06aBuo y nokanHo rajeqy pLusban, npu yemy je npesBuaeo
HOBY BPCTY €KOJOLUKe apXUTEKTYpe Koja je He camo eKOmOLLKY
no3utuBHa (eco-friendly), Beh je n HeobUYHO aTpaKTUBHA
(Bognar, 2009: 39).

NMetep Lymrop: Kyha ymetHocTn,
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Cn.12.
Kenro Kyma: Apo6e
My3ej 3a apBeHor byay y
Jamaryun lpedektypn Cn. 13.
Fig. 12. Kenro Kyma: 358,
Kengo Kuma: Adobe Illanrxaj, Kuna, 2006.
Museum for The Buddha Fig. 13.
Kengo Kuma: 258,
Shanghai, China, 2006.
(n. 14.
Benuku 6am6ycos 3up
Fig. 14.
Great Bamboo Wall

There is a growing interest in materials, all around the world,
particularly shown through research potential of new and old
material. Kuma often juxtaposes old and new materials as a
means to conjure unexpected meanings for both. Unlike of earlier
periods, mere often is used materials as bare elements or
structures, as forms towards innovative architecture. This point is
well illustrated by his remarkable Great Bamboo Wall (Fig. 14), a
mall guesthouse north of Beijing, where he used bamboo
extensively to define the boundaries of the building and the
interior of a tea pavilion.

In general, he is determined to avoid treating materials as solid
masses, material regardless, he makes every effort to break it
down to small elements. A particularly creative use of stone
appears in the LVMH Shinsaibashi building in Osaka (Fig. 15),
where the facade is composed of panels of 0,16-inch thick (four
—milimeter) translucent onyx sheets from Pakistan, sandwiched
between glass plates, alternating with panels of stone-patterned
film applied between layers of glass. This was a continuation of
his Stone Plaza, where 1.56-inch-thin (four-centimeter) and
5-feet-long (1.5-meter) stone bars provide a system of horizontal
louvers (Bognar, 2009: 34).

Kuma’s designs are characterized by stringent requirements,
greater self-restraint, it is economically and environmentally
favorable solutions, where materials occupy a prominent place.
“The conclusion | have reached after having thought about
materials in various forms is simple. Material is not a finish.
Period. .. What is important is that we distance ourselves from
the twofold division of structures...and materials...The term
“material structure’, which | coined ... treads together material
and structure into one” (Kuma, 2004: 9). Kengo Kuma's
architecture is indeed minimalist, calm, while rich in texture,
color and complicated modulated light. He unfailingly
concentrates on the totality of human experience, which involves
not only vision but all faculties of perception, especially tactility
and movement. Underlying these efforts is his recognition that
architecture by definition is a structure, a material entity that
needs to withstand a variety of environmental forces and impacts,
and this material condition has to be reckoned with when trying
to render it a phenomenon, or mirage.

13
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(n. 15. m.16.
LYMH Ocaka, 2004. Kyfia KowmHo, Awnuja, Xuoro, 1980.
Fig. 15. Fig. 16.
Aty 2 Tadao Ando: Casa Koshino, Ashiya,

Hyogo, 1980.

Kyma kopuctin u BeluTauke matepujaie Kao LUTO Cy CTakneHa
BNIaKHa M1 0jayaHa NMNacTuKa, a y HeroBoj nanety 3acTynibexe
Cy N NIerype MeTana, Kepamuka, TepnoHOM NpecByyeHa TKaHHa,
Aebenu BUHUN NNCTOBM W ApYrv MaTepujany. 3emsba, BOAA
CBETNOCT, NPUPOAHA 1 BELUTAUKa, 3a thera Cy NofjeAHaKo BaKHU
LMatepujanu’, jep oH oceha jaky nocseheHoct wuma (Bognar,
2009:34). KymuH TpeH, Koju ce ornepa y HacTojakby Aa objekar
byne CBETao 1 HeXaH [0 Te Mepe Aa ce 106uja yTucaK Herosor
pacTBapatba Yy CBOM OKpYXeky, UNHM MOeTCKy MeTadopy Yy
apxutektypu (Kuma, 1997: 6).

Y cBety noctoju HapacTajyfie nHTepecoBate 3a Matepujane,
HapouMTO MCKa3aHO Kpo3 UCTpaXmBatbe MOTeHLyjana HOBUX U
crapux matepujana. Kao Bupg KpeTawa Ka WHOBAaTUBHO]
apxuTekTypy, cge yelhe ce ynotpebrbaBajy Matepujanu Kao
Oro/beHu enieMeHTH unu CTpykType. Kyma uecto cynpotctarba
(Tape W HoBe Martepujane, Kao CPeACTBO Aa MOCTUrHe
HeoueKMBaHa 3Hauetba 3a o06a. 0Baj cTaB unycTpyje y cBom
npojekty Benuku 6ambycos 3ud (Cn. 14), manom naHCMoHy
ceBepHo of llekuHra, rae je Kopuctno camo 6ambyc kako 6u
AedUHINCao rpaHuMLie 3rpaie 1 YHYTPALLHOCT YajHOT NaBUIbOHA.
Y npuHLMMY, OH je ofnyyaH Aa u3berHe TpeTuparbe Matepujana
Kpo3 Benvke KOMaje YBPCTMX Maca, ma, 6e3 063upa y kom
MaTepujany padu, OH YMHN CBe Hamope Aa ra pasbuje Ha Matbe
ZAenoe. [locebHo MHOBaTUBHA ynoTpe6a KameHa nojasibyje ce Ha

3rpaau LVMH Shinsaibashiy Ocaku (Cn. 15), rae ce pacaga cactoju
0/} iBe BPCTe MaHena Koji ce HaU3MEHUYHO HacTaBIbajy. JedHy
BPCTY YMHe NpoBMAHE OHUKC nnoye u3 lakucTaHa, febmuHe 4
mm, Koje Cy nocTaB/beHe u3mely CTakneHux nnova, a Apyry
NaHenu Ko Kojux ce KameHu y3opakK y 0611ky Gunma nocraerba
n3mehy cnojesa ctakna (Bognar, 2009: 34).

KymuHe npojekte KapakTepuwy CTpoxu 3axtesu, Beha
Y3LPXaHOCT, To Cy eKOHOMCKI 1 eKOMOLLKM NOBOJbHA peLlierba, Y
KojuMa MaTepujani 3ay3umajy UCTakHyTo MecTo. ,3aKibyuak fo
KOra cam J0LLIa0 HaKOH LUTO Cam pa3MuLL/bao 0 Matepujaniuma y
paznmuutum obnuuMma je jemHocTaBaH. Martepujan Huje
3aBplueH... OHO WTO je BaXHO je Ja ce AUCTaHLMPaMo Of
[BOYNaHe rMojene CTpyKType.. UM MaTepujana... TepmuH
'MaTepujasiHa CTPYKTypa, KOju Cam WU3MUCINO... 0bjedntbyje
3ajeHO Matepujan U CTpykTypy Yy jeaHo” (Kuma, 2004: 9).
ApxutekTypa KeHra Kyme je 3aucta MUHUMAnNUCTYKA, CMAPEHa:
nctoBpemeHo Oorata TekcTypom, 60joM ¥ KOMMIMKOBaHO
mogynucaHom caetnoluhy. OH ce HENOrpeLLNBO KOHLIEHTpULLE Ha
LIeNnoBUTOCT JbyACKOT MCKYCTBA, Koje YKIbyuyje He camo BUsujy,
Bel cBe (nocobHOCTU nepuenuuje, MOCeOHO TaKTUAHOCT K
MOKpeT. Y cKnagy ca CBOjUM CTaBOM fia je apXUTeKTypa Mo (Bojoj
LedUHULMjU CTPYKTYpa, MaTepujanHu eHTUTeT Koju Tpeba Aa
30PN pa3nuumTe XMBOTHE CHare 1 yTULaje, OH TO MaTepujanHo
(Tatbe NOKyLIaBa [ia MpuKae Kao GeHOMeH unu uny3ujy.
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Cn.17. (n.18.

Kyha 4x4 Ko6e, Xjoro, 2003 LienTap 3a cemuHape Butpa, Bajn Ha Pajuu,
Fig. 17. Hemauka, 1993.
Tadao Ando: 4x4 House, Hyogo, 2003. Fig. 18.

Tadao Ando: Vitra Conference Pavilion, Weil am
Rhein, Germany, 1993.

The smooth texture of concrete: Tadao Ando

Tadao Ando is one of the first architects in the world to introduce
minimalism in the field of architecture, in the eighties of the last
century, when the minimalism is not even discussed. "I'm trying
to use modern material, concrete and special concrete walls in a
simple form... It seems to me that the concrete is the most
suitable material for realization of the space created by sunbeams
today. But concrete | use does not have the exact weight plastic.
Instead, it must be homogeneous and bright and needs to create
a surface. When they agree with my aesthetic image, the walls
become abstract, reversed and reach the maximum limit of space.
Their existence was lost and only they close the space provides a
sense of real existence. Under these conditions, the volume and
projected light wandering alone in highlighting the spatial
composition. "(Dal Co, 1995: 7.8).

Ando has developed a completely unique design aesthetic of the
original space, which results from interaction of materials
(concrete, wood) with nature (water and light) in a way that has
never before been witnessed in architecture. Through the
materials he uses his magic: transforming the inevitable
accidental. "In my opinion, three elements are required to meet
architecture. One of them is the material itself. Original, genuine
material such as bare concrete or natural wood. The second
element is a pure geometry, the base structure that ends in the

present work. The third element is the nature, not nature, in
pristine condition, but the nature of man which is imprinted
order. "(Ando, 1990).

Ando in his works (Fig. 16-19) uses a limited number of materials
and express their bare textures sensitive to touch. He is a master
of cast concrete, but relies on natural materials for places of which
a human being can touch: natural wood inevitably used for floors,
doors and furniture. Great attention was given to materials what
gives his work a distinctive austerity and tension and subtlety of
light brings life and soul to touch the viewer. What he tries to
express through the concrete is not Le Corbusier’s endurance ® but
something more subtle. Criterion for Ando's expression through
concrete lies in the rhythms of daily life based on unique Japanese
aesthetic. His calm architecture relies on a line of traditional
Japanese architecture and principles of oriental culture, its
distinctive concrete like silk panels are made of concrete in the
form of Japanese tatami mats. "Using the recombination of these
principles in the work of creating Ando’s gestalt ..." (Moraes,
2007:6). Andov unadorned walls, imbued with an elegant
Japanese purity, are powerful, heavy, almost in silence seemed
filled with sadness. Express inner strength which we discover

5 "Architecture: the creation of an exciting harmony with the raw material,"
considered Corbusier (Le Corbusier, 1977: XLV).
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Inatka TeKctypa 6eToHa: Tagao Aupo (Tadao Ando)

Tagao AHZO je jedaH oa NpBUX apxuTeKata y CBeTy Koju je yBeo
MUHUMANKU3am y Nosbe apXUTeKType, joLl oCamaeceTux roanHa
MpoWAOr BeKa, Kafa ce 0 MUHUMANU3MY HUje Hil FOBOPUAO.
,MOKylaBaM [a Kopuctum MopepaH Mmatepujan, 6eToH u
cneunjanHe 6eTOHCKe 3uf0Be Y jeAHOCTaBHOj dopmu... U3rneda
MW 1 je aHaC BETOH HajNoroAHMjn MaTepujan 3a peanusaunjy
npocTopa KpeupaHor CyHueBMM 3pauuma. Anu 6eToH Koju
KOPMCTUM Hema MNACTUYHY TauHy TeXuHy. YMecTo Tora, Mopa
611 XOMOTeH 1 CBeTao 1 Mopa Aia kpeupa nospLumHe. Kapa ce
CI0%e Ca MOjOM eCTETCKOM CIIMKOM, 31A0BM NOCTajy ancTpaKkTHY,
MOHWLLTABajy Ce 1 [OCTUXY YNTUMATUBHY rpaHuLy npocTopa.
FbuxoBo noctojatbe je U3rybibeHo U camo MPOCTOP Kojii OHM
3aTBapajy npyxa ocehaj ctBapHor noctojara. fog 0BUM
yCN0BUMA, BONYMEH W MpOjeKTOBaHA C(BETNOCT Camu NyTajy y
Harnaluaearby npoctopHux komnosuumja” (Dal Co, 1995:7, 8).

AHBO je pa3BMO KOMMMETHO jeAMHCTBEHY HEMOHOBIBUBY
OPUrMHaNHy ecTeTMKy Yy Kpewupary npocTopa, Koja Hactaje
WUHTepaKuujom Matepujana (6eToHa, ApBeTa) Ca MpUpoaoM
(Bojom u cBeTnowwRy), Ha HAUMH Koju HUKAR paHuje Huje 610
NOCBEAOYEH y apXUTeKTypu. Kpo3 maTepujane oH KOpUCTU CBOjy
marujy: TpaHchopmaLmjy CiyyajHor y HeMUHOBHO. ,llpema Mom
MULLIbEtbY, TPU enemeHTa cy noTpebHa Kako 6u ce ocmeapuna
apxumekmypa. JepaH of tuX je cam Mamepujas. OpurnHanax,
npaBu MaTepujan Kao LWTo Cy ronin 6eToH WAM NpUPOAHO ApBO.
Jpyrn enemeHT je yucma 2eomempuja, 6asa CTpyKType Koja
3aBpLLaBa AeNo y cajawbocty. Tpehu enement je npupoda, He
npupoda y HeTakHyTom CTay, Beh npupopa Kojoj je uoBek
yTuctyo pen” (Ando, 1990).

AnpoBu papou (Cn. 16-19) Kopucte orpaHuueH 6poj
marepujana M u3paxaBajy bUX0Be rone TeKCType Koje Cy
oceT/buBe Ha Joaup. OH je majcTop nuBeHor GeToHa, anu 3a
MecTa Koje /byAcko buhie moxe fa JOAMPHe OCNakba (e Ha
NPUPOAHe MaTtepujane: Hen30CTaBHO KOPUCTIA NPUPOAHO APBO

3a NojoBe, BpaTa U HameLuTaj. Bennka naxa Kojy nocsehyje
MaTepujanima iaje teroBom ey kapakTepucTinuaH acketin3am
1 TeH3Ujy, 0K CBETNOCT YHOCK CYNTUAHOCT XMBOTA U AOAMPYje
[ywwy nocmatpaya. OHo LTO NoKyLIaBa Aa M3pasu Kpo3 6eToH
Huje KopbusnjeBcka M3ApX/bUBOCT® BeN HEWTO cynTUnHUje.
Mepuno 3a AHZOBO 3paxaBarbe Kpo3 6eToH nexiny puTMoBIUMA
(BAKOJHEBHOT MBOTA 3aCHOBAHOT HA janaHCKoj jeANHCTBEHO)
ecTeTuuW. theroBa apxuTeKTypa CMUPEHUX INHUja 0CNIatba Ce Ha
TPaAMLMOHANHY apXUTEKTYpY JanaHa u NpuHLMNE UCTOYHbauKe
KYNType, teroB Npeno3Hat/bue 6emoH nonym cgusie Cy NNOYe of
beToHa y obnuky janaHckux mamamu Tenuxa. Kopuwhetbe u
pekombuHaumMja oBMX NpuHUMNa y AHZOBOM pafy (TBapa
rewrant..” (Moraes, 2007:6). AHZO0BU HeyKpallieHu 31Z0BH,
MPOXeTN eneraHTHOM janaHCkoM YnCTOTOM, MOfiHY Cy, TewwKu, y
TULWMHW TOTOBO W3MNefajy wcnykwenn Tyrom. M3paxasajy
YHyTpalliby CHary y kojoj oTkpuBamo AHfoBa Y6ehetba:
HeyKpalleHu 3uf y3AmwKe MaliTy, 3aXTeBa Aa ce nocmatpay
YKUBM, CTUMYNLLE HEroBY CBECT 0 COMCTBEHOj NMYHOCTH, baw
360r TOra WTO je HeykpalueH. YrnauaHe 6eToHCKe MOBPLUNHE
MpuxBaTajy Hawy emnatujy W GYHKUMOHMLY TOTOBO Kao
OrMefano Hawer cpua nocteneHo ancopbyjyiin Hawy cBect,
ynyhyjyhu je ga oTkpuje MX0B Ayx Martepuje. [lpeBHu
anxemuyapcku nojam ,Ayx matepuje’; 3a Koju ce BepoBano Aa
npebuBa y HeXuBUM CTBapUMa (MeTan, CTakno), TyMaueH ca
MCMXONOLIKOT CTaHOBULITA NPe/CTaBba AyX HecBecHor, Koju ce
carneaaBa Kada CBeCT UNK PaLMOHaNHO 3Hatbe JOCTUTHY (Boje
rpaHMLe W Kafa MouMibe TajHa, jep YOBEK TeXU A OHO
HeobjalitbiBO 11 TajaHCTBEHO WCMYHW Cafpajuma  CBOT
HecgecHor” (Jung, 1996: 320). Taj ayx MaTepuje BOAY OTKPUBakbY
apxetuna npoctopa: ,Ha npBu nornes Mmoja apxuTekTypa
MoApasymeBa U3narate, Kao [a (am XTeo Ja CTBOPUM BpCTY
anCTpaKTHOr NPOCTOPa Koju HaCTaje Of CKMAAHbA CBIX JbYACKNX,
GYHKUMOHANHUX M NpaKTUYHUX enemeHata. Y cTBapu, ja He
TeXMM ancTpakTHoM npoctopy Beh apxetuny npocTopa”
(Furujama, 2006).

.19.

OoHpauuja Nlanru, Hojc, Hemauka, 2004,
Fig. 19.

Langen Foundation, Neuss, Germany, 2004

S"ApxuTekTypa: CTBaparbe y3bymmuse XapmoWuje nomohy  cuposor
matepujana,” cmatpao je Jle Kopousuje (Jle Kopbusuje, 1977: XLV).
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Ando’s beliefs: unadorned wall rises imagination, requires
observers to live, stimulate awareness of his own personality, just
asitis unadorned. Polished concrete surfaces accept our empathy
and functioned almost as a mirror of our heart gradually
absorbing our consciousness, suggesting that the substances
detected his spirit. The ancient alchemic notion of "spirit matter",
which was believed to dwell in inanimate things (metal, glass),
read from a psychological point of view is the unconscious mind,
which is seen "when conscious or rational knowledge and reach
their limits when it begins a secret, because man it strives to meet
the inexplicable and mysterious contents of his unconscious
"(Jung, 1996: 320). The spirit of matter that takes the archetype of
space discovery: "At first glance, my architecture involves
exposure, as | wanted to create a kind of abstract space that occurs
after the removal of all human, functional and practical elements.
In fact, | do not aspire of abstract space, but the archetype of
space "(Furujama, 2006).

Architectural textures: Herzog&deMeuron

"A building is a building. It cannot be read like a book; it doesn't
have any credits, subtitles or labels like pictures in a gallery. In
that sense, we are absolutely anti-representational. The strength
of our buildings is the immediate, visceral impact they have on a
visitor". Herzog&deMeuron

Henri Lefebvre (1901-1991), a French sociologist dealt with the
problem of space, wrote about the facades that disappear in the
abstract space (From Absolute Space to Abstract Space), ina place
where "everything can be seen from every point of view"
(Lefebvre, 1994). Herzog and de Meuron treated facades as an
interface between the facades of individual buildings and urban
spaces, so they condense into a kind of abstract space substance,
using pictures and carefully selected materials. Since the eighties,
they show how the outer shells of buildings can be, regardless of
the structures that support them, to function as a picture, or, to
quote Herzog (Jacques Herzog), saturated images as positive. Our
civilization tends to cut the dimension of the image space area in
another sense, in two dimensions as a result of the development
of technical drawings, which replaces the imaginary picture. For
them, the essence of the strategy is the development of a new
image, a strategy that will bring down the daily observations and
ask questions than to meet the needs of redundant. Evident is
their specific impact on minimalism in architecture (Vasilski,
2008: 99). Although classified as "meta-minimalists" (Ruby,
Sachs, Ursprung, 2003: 22), their manipulation of images,
materials and typologies have in some sense antagonistic
approach towards their counterparts in minimalism and therefore
may be involved in this category only the deliberate restriction.
Herzog's words: "The reality of architecture does not refer simply
to what is constructed, but rather is manifested in the materials"
(Ursprung, 2002) show the "real architecture” in materials.
"Because they are best expressed when they are removed from
their usual context" (Fernandez, 2007) and nature. In recent years
their preferred material is plastic (Jeska, 2007), although they
initially use more natural materials, mainly stone.

The photographic images are what attracted attention of Herzog
and de Meron since they choose a photo of a plant leaf, which was
painted by Karl Blossfeldt (1865 - 1932) in twenties, as a motive
for the transparent walls and roof on the factory and warehouse
of company Ricola (Fig. 20). Design leaf done on plastic panels is
the author's part of "searching for architecture” ("recherche
architecturale"), in terms of highlighting the architectural form of
a building (Fig. 21). In this project, Herzog and de Meuron
returned to typical modernist materials: glass, concrete and steel,
while their glass facades are not completely transparent, but
partly. Internal structures are only hinted at, the degree of
transparency of the facade varies depending on time of the day
and the amount of light. The front and back of the factory and its
protruding roof consists of partially translucent polycarbonate
plates that have embossed floral designs. The narrow building
sites have been made of black concrete which remains a trace of
rain, resulting in a subtle effect: "When is wet this wall looks more
transparency than glazed one, that is the effect that we really like,
not only for its beauty but also because it leads to the fullness and
transparency "(Ursprung, 2002).

The material approach and application in the work of
Herzog&deMeuron present effects of German conceptual artist
Joseph Beuys, one of the greatest figures of conceptual art in the
world, and Donald Judd, American artist of minimalism. There is
also an obvious influence of theorist Gottfried Semper.

Parallels between creativity of Beuys and Herzog&deMeuron are
quite understandable. Beuys used the materials in the way not to
impose meaning, but merely suggest it: copper as a conductor of
electricity, felt and canvas that keep heat, gelatin as a matter of
damming, and his works are full of symbols and allegories.
Herzog&deMeuron use plywood, copper plating and coating in its
structure, using Beuys's motives, what allowed them to release of
the inheritance formalism from late modernist architecture.

Judd creation they have met at an exhibition in the Museum of Art
in Basel in 1975. It was a sculpture "Six Cold Rolled Steel Boxes",
which were impressed them by beauty looks: finish, choice of
special techniques and materials, as well as fascinating Judd
processing skills. In the same museum room was represented
Andy Warhols (1928-1987) serigraph "Five deaths seventeen
times in black and white" (Fig. 22).

Twenty years later, the same themes emerged at project for the
library Eberswalde Technical School (Eberswalde) (Fig. 23), where
the principle of stacking layers in horizontal bands have been
added by images that float, printed into the glass panels and
concrete slabs. Optical quality of images is achieved by
combination of concrete and glass. For each line that embraces
the facade is one image that is repeated. Viewed vertically, proper
concrete slabs interspersed with wider glass panels so that the
same image was displayed only on the lowest and highest levels.
What connects the glass and concrete surfaces into a solid unit
properties are contrasting images which are covered by. As the
day and night, at certain moments in the facade images take on
the properties of mirrors, while others emit light as a liquid crystal
display screens. The observer, when changing the angle and
focus, soon realized the basic difference between the surfaces of
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ApxutekToHcKe TeKkcType: Xepuor u e MepoH

,3rpaja je 3rpaga. OHa He MoXe 6UTU YMTaHa Kao Ktbra, OHa
HeMa HUKaKBY 3aC/iyry, NOJHACNIOB WAN HA3WB Kao CnKa Y
ranepuju. Y TOM  CMMCTy, MM (MO  MOTAYHO
aHTupenpe3eHTaTBHU. (Hara Hawux 3rpaja nexu y
HenocpesHoM YHyTpaLlkbem YTULAjy Koju OHe 0CTaB/bajy Ha
nocmarpava.”

Xepuior n se MepoH

Nedesp (Henri Lefebvre, 1901 — 1991), dpaHuyckm coumonor
Koju ce 6aBro npobnemom npocTopa, nkcao je o Gacagama
Koje HecTajy y ancmpakmHom npoctopy (From Absolute Space
to Abstract Space), y npoctopy y Kome ,(Be Moxe 6utn
carnefiao u3 ceakor acnekta” (Lefebvre, 1994). Xepuor 1 e
MepoH TpeTupajy ¢acaje Kao uMHTepdejc  u3mehy
nojeAnHauHux 3rpafa W ypbaHor npoctopa, Tako Aa OHe
3ryLWHbaBajy ancTpakTHU NPOCTOP Y CBOjEBPCHY CYNCTaHLLy,
cnyxehin ce cIMkama 1 NaxsbUBO U3abpaHum Matepujanuma.
Jow of ocampecetux roguHa XX Beka OHM MOKasyjy Kako
Cnosballibe JbyLITYpe 3rpaJia Mory, He3aBUCHO 0 CTPYKTYpa
Koje UX Mogynupy, Aa GYHKUMOHWLLY Kao CMKe Wau, Aa
uutpamo Xepuora (Jacques Herzog), kao no3umusHo
3acufiene cnuke. Hawa umunu3aumja Texu fa peaykyje
AMMeH3uje NPOCTopa Ha CvKe NpocTopa y ApYrom CMUchy,
Ha [iBe [UMeH3je Kao nocneauLy pa3Boja TexHUUKe Cinke
Koja 3ametbyje 3amMULLbEHY CIUKY. 33 HUX CYLITUHY
npezcTas/ba pa3Boj cTpaTeruje HoBe CNKKe, CTpaTeruje Koja
fie CpylWwmUT (BaKOJHEBHO OMaare 11 MOCTaBUTU MUTakba
YMeCTo 1 3a/0B0/baBa CyBULLHe noTpebe. Maja cy cBpcTaHu
y ,MeTa-MmuHumanucte” (Ruby, Sachs, Ursprung, 2003: 22), u
Ha CneunuyaH HauMH YTULANI Ha Pa3BOj MUHUMaNKM3Ma y
apxutektypu (Bacuncku, 2008: 99), oHuM, ca CBOjuM
MaHunynauujama Cuka, Matepujana v TUNONoruje,

3ay3UMajy y HEKOM CMUCITY AHTArOHUCTUYKIN NPUCTYN Npema
(BOjUM KOnerama y MUHUManu3my u 36or Tora mory 6utw
YKIYYeHW y OBy KaTeropujy camo Noj NpOMULLbEHIM
OrpaHuyetbem.

(n. 20.

Kapn bnocdenp: pororpaduje 6umke
Fig. 20.

Karl Blossfeldt: photograph of plant

(n.21.

Xepuor u se MepoH: Qabpuka u cknaguwTe,
Komnauuja Pukona, Mynxayc-bpyHwrar,

Xepuorose peun: ,(TBapHOCT apXuTeKType He 0AHOCU Ce MPOCTO
Ha OHo wWwTo je w3rpaheHo, Behi ce npe MaHudectyje y
matepujanuma”  (Ursprung, 2002) otkpuBajy ,CTBapHOCT
apxuTekType” y mMaTepujanima ,3ato LUTO OHU Hajbosbe Jonase
[0 U3paaja OHAA Kada Cy W3[BOjeHn U3 CBor yobuuajeHor
koHTekcTa” (Fernandez, 2007), ogHocHo npupoge. Mocneamux
FOAMHA IHUXOB OMWbEHM MaTepujan jecte nnactuka (Jeska,
2007), maga Cy y nOYeTKy KOPUCTMAM BlLLE NPUPOAHe
matepujane, y IPBOM peay KameH.

YnpaBo cy potorpadicke CMKe OHO LUTO je 3a0KyMANO Maxkby
Xepuora 1 fie MepoHa oTkako cy u3abpanu gotorpaujy nucra
jente 6ubke (Cn. 20), Kojy je cnukao bnochenp (Karl Blossfeldt,
1865 — 1932) aBajeceTux roAnHa NPOLLAOT Beka, kao MOTUB 3a
npoBuaHe 31a0Be U KpoB dabpuke 1 CKNapuwTa KomnaHuje
LPukona” (Cn. 21). [luzajH nucta Ha nAacTUYHUM NaHenuma je
[eo  ayTopckor  ,Tpaxera  apxutektype”  (,recherche
architecturale”), y cmucny ucTUara apxuTekToHcke dopme
jenHe 3rpage. Xepuor 1 ae MepoH Cy yecTo KOpUCTUAW TUMNYHE
MOZIePHUCTUUKe MaTephjane: CTakso, 6eTOH 1 uenuk, Tako Aa cy
YHYTpaLUHe CTPYKType CaMo HaroBeluTeHe U [a Cy CTakfeHe
dacaje  camo  feUMIUYHO  TpaHcnapeHTHe.  (TemeH
TPaHCMapeHTHOCT Bapupa y 3aBUCHOCTM 0f Aoba JaHa U
KonuunHe ceetnocTu. lpedtba 1 3amba cTpaHa Gpabpuke 1 ek
UCTYpeH KPOB cacToje Ce Of [AENMMUYHO MPOBMAHUX
NoANKapOOHCKNX NIoYa Ha Koje Cy YTUCHYTU BUBHU MOTUBM.
Ycke cTpaHuLe 3rpage Cy o/ LPHOT 6eTOHa Ha Kojem ocTaje Tpar
0/} KuLLe yiMe ce Ao6uja cynTunaH edekar:,Kaza je BnaxHo 0Baj
31 fienyje Npo3upHuje 0f 3aCTaK/beHor, LWTO je epekar Koju Ham
Ce 3auCTa ioNaja, He camo 360r teroe nenote, Beh 11 3aTo LWTO
[0BOAM Y nuTatbe nyHohy u TpaHcnapenTHoct” (Ursprung, 2002).

Y npuctyny v HauMHy npuMeHe Matepujana y pagy Xepuora u fe
MepoHa npucyTHu ¢y yTuuaju ymetHuka: Llozeda bojca (Joseph
Beuys), HemauKor KOHLeNTYaNHoT yMeTHUKa, jefHe 0f Hajefinx
durypa KoHuenTyanHe ymetHocTh y ¢BeTy, u [loHanga llaga
(Donald Judd), amepuukor ymeTH1Ka MUHUManu3ma. EBueHTaH
je yTuuaj u Teopetuyapa lotdpuga 3emnepa.

OpaHuycka, 1993.
Fig.21. %))
Herzog & De Meuron: Production and Storage Enpv Bapxon: Met
Building Mulhouse-Brunstatt, France, 1993 CMPTY cepamHaecT
ae S . S nyTay upHo-Genom,
Lo 262x209 ym
: Fig. 22.
Andy Warhol: Five
Death Seventeen

Times in Black and
White, 262x209 cm
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various materials: pictures on concrete blocks was carved into the
material, while those on the glass are printed. This is probably the
most advanced operation that Herzog & de Meuron performed on
materials, because their optical quality images derive from the
material on which it is (Raymund, 2000). This material is
characterized by the use of experimentation with various prints,
connecting them with ideas of Gottfried Semper, one of the
greatest scholars of the nineteenth century. Their interesting in
the image, in the context of the facade, less refers to the images
as such and more on prints as prints covering a range of
photography that begins and ends by the fossil remainders.

CONCLUSION

There is a dictum in philosophy of East: "No people, only ideas."
Today, minimalism in architecture as a global idea of the world
andasaarchetype of reality marked by electronic communications,
high-technology development and the man, who still in the
depths of his soul yearns for the arts, because it "has, among its
necessary elements, the determination to set up a system of
tangible things that have the property that question, and you
never need to quench caused. The problem of art consists in the
fact that so desirable and preferred to stay constant. Creativity
seeks to create an object that itself triggers craving. That's what |
call aesthetic infinity and it clearly differs from work of art of the
other human creation "(Valeri, 2003: 30).

Because "the nature of man is to define clearly what he sees and
understand why he sees what he sees" (Arhajm, 1998: 15), the
materials in minimalism are the instruments of its understanding:
"Gradually, entire wealth of art has been revealed and come into
its own, and as we well perceive it, it begins by its message to
include all the power of our minds" (Arhajm, 1998: 15). When
Herzog asks what we are interested in the project of a building,
where he gives the answer "modeling tool for creating perception
reality and our interaction with it" (Ursprung, 2002), he stresses
the importance of materials in architecture, as a means of
interaction user and object. The material is treated in the
architecture of minimalism as an instrument for emphasis the
object reality and perception, ie. immaterial minimum like its
essence. It is always true that we have something to think about
what we see, to at least see something.

(n.23.

Xepuor n pe MepoH: bubnuoreka TexHuuke wxone
»E6epcsanp’,E6epcBang, Hemauka, 1999.

Fig. 23.

Herzog & De Meuron: Eberswalde Technical School
Library, Eberswalde, Germany 1999.
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Mapanena namehy cTBapanawrsa bojca u Xepuora u ge MepoHa
je cacBuM pasymbiBa. bojc je KopuCTUO MaTepujane Tako a OHM
He Hamehy 3Hauetbe, Beh ra camo cyrepuwy: 6akap, kao
MPOBOAHUK enekTpUYHe eHepruje, QGunay W nnatHo  Koju
3a[paBajy TONAOTY, XenaTuH Kao Matepujy 3a nperpahuBarbe,
na Cy keroBu pagoBu nyHu cumbona u aneropuje. Xepuor u fe
MepoH kopucTe Wwnepnnoyy, no3narty 1 6akap y obnararby CBojux
CTPyKTypa, npu uemy Kopucte bojcoBe moTuBe, WTO UM je
omoryhuno ocnobahame oa Hacneha dopmanuama KacHe
MOJePHUCTUYKE apXUTEKTYpe.

(a LlagoBum cTBaparbem ynosHanu cy ce Ha usnoxou y Mysejy
ymeTHocTn y baseny 1975. roguHe. buna je to ckynntypa LLecm
XNa0H08ALAHUX YyenuyHux kymuja (Six Cold Rolled Steel Boxes),
Koja WX je 3afMBWUAA CBOjOM NEMOTOM, 3aBPLUHOM 06pagoMm,
360pom CrewujanHuX TEXHUKA W MaTepujana, kao u Llanosom
dacuHaHTHOM BewwTUHOM obpage. Y UCToj mpocTopuju My3eja
6una je unoxeHa n Bopxonosa (Andy Warhol, 1928 — 1987)
cepurpaduja llem cmpmu cedamuaecm nyma y ypro-6esom” (Cn.
22).

[lBajeceT roguHa KacHuje UCTW TU MOTUBW MojaBUAU Cy Ce Y
FbUXOBOM  MpojekTy 3a  6ubnuoteky TexHuuke —LKome
,E6epceang”(Eberswalde) (Cn. 23), rme cy nmpuHuMny cnarama
C10jeBa y XOPU30HTANHe TpaKe NpUACJANN U CINKe Koje nayTajy,
OfjlLTAaMMaHe Ha CTaKIEHUM NaHenuma 1 6eToHCKIM nnoyama.
KombuHaLujom 6eToHa 1 CTakna noCTUTHYT je ONTUYKIA KBNUTET
owKa. Ha cBakoj Tpaum Koja obyjmibyje pacapy Hanasu ce no
jenHa CMKa Koja ce MOHaB/ba. [MefaHo BepTUKANHO, NPaBUTHE
OEeTOHCKe Mnoue CMeyjy (e (a HEWTO LUMPUM CTaKNEeHUM
naHenMMa Tako Ja ce ucta Gotorpaduja nojaBibyje Camo Ha
HajHIXeM 1 HajBuwem HUBOY. OHO LUTO CMaja CTakneHe u
6EeTOHCKe MOBPLUMHE Y UBPCTY LieIMHY jecy KOHTPACTHA (BOjCTBA
CMKa Kojuma cy npekpueHe. Kako ce cvmetbyjy faH u Hoh, y
MojeANHNUM TPeHyLMa ke Ha dacaau nonpumajy CBojcTBa
ornefana, ok y ipyrum eMuTyjy CBeTN0 Kao eKpaHu 0y TeUHor
kpuctana. [locmatpay, npu npomeHu yrna u Gokyca, yop3o ysuha
OCHOBHY Pa3nuKy u3mel)y NOBpLLUMHA Pa3IMUUTUX MaTepujana:
CIMKe Koje ce Hanase Ha 6eToHCKUM GNIOKOBUMA CY YKNecaHe y
matepujan, oK Cy OHe Ha CTakNy oALTamnaHe. 0BO je BepoBaTHO
HajcoducTuumpanuju 3axear Koju ¢y Xepuor v sie MepoH usgenu
Ha MaTepujanuma, jep CIMKe CBOj OMTUUKM KBANWTET Lpny u3
matepujana Ha Kome ce Hanase (Raymund, 2000). Osa
KapaKTepucTuyHa ynotpeba matepujana nyTem
eKCnepuMeHTICatba (a Pa3HOPOAHUM OTUCLIMMA NOBe3yje X ca
npejama fotdpuaa 3emnepa, jesHor of Hajsefinx Teopetnyapa
XIX Beka. tb1xoBo HTepecoBatkbe 3a CNMKe, Y KOHTEKCTY dacane,
Matbe ce OHOCK Ha C/IMKe Kao TaKBe a BHLIE HA OTUCKe, jep
0TMCLY NOKPUBAjy LUIMPOK CMIeKTap Koju nountoe dotorpadujom,
a 3aBpLLUaBa ce GOCUNHUM 0CTaLUMa.

3AKJbYYAK

Y nctourvaukoj dunozoduju noctoju uspeka: He noctoje myau,
noctoje uaeje”. MuHMManu3am y apxuteKTypu AaHac nocToju Kao
nfeja rnobanHor cBeTa, kao Napaanrma CTBapHOCTM obenexeHe
eNeKTPOHCKUM  KOMyHUKauuMjama, BpTOrMaBUM  pa3Bojem
TeXHOJOrMja M YOBEKOM, KOjin UNaK y AyOMHM CBOje AyLue yzan 3a
ymeTHowhy, jep oHa ,Mma, Mehy cBojum noTpebHUM
eNneMeHTMa, Ty PeLLEHOCT 1A YPeau jefaH cucTem onunbUBIAX
CTBapW Koje noceyjy T0 CBOjCTBO Aa NpeucnuTyjy, a Aa HuKaja
He yTone noTpeby Kojy 3a3uBajy. [pobnem ymeTHOCTY Ce cacToju
y TOMe /43 Ce YUMHIN MOXKEHLHOM 1 [ OCTaHe CTanHO NOXesbHa.
(rBapanawTBo Texu fJa CTBopu objekaT Koju cam of cebe
13a311Ba Xyarby. To je OHO LUTO ja Ha3MBaM ecTeTCKUM beckpajem
W WTO HajjacHuje pasnukyje YMETHWYKO Aeno Of OCTanux
yoBeKoBuxX TBopeBnHa” (Banepu, 2003: 30).

3aT0 WT0 ,y NpUPOAK je YOBEKOBOj Aa jaCHO OAPEAN OHO LUTO
BUAM 1 [ pa3yme 3aLuTo BMAN OHO WTo Buam” (Apxajm, 1998:
15), maTepujanu y MUHUMANU3MY Cy UHCTPYMEHTU H-eroBor
pasymeBatba: ,[locTeneHo, OTKpUBa Ham ce 1 onasu Ha CBoje
MeCTO LieN1oKynHo 60raTcTBO YMETHUYKOr fAena, M MowTo ra
0Naxamo KaKo Basba, 0HO NOYNHbE J1a CBOjOM NOPYKOM 00yxBaTa
cBe mohn Hawwer yma” (Apxajm, 1998: 15). Kaga ce Xepuor nuta
LUTa HaC 3aHMMa KOZ NpojeKTa jedHe 3rpafe, Npu yemy cam fAaje
0/ATOBOP ,MOfeNI0BatbE, Kpenparbe MHCTPYMeHTa 3a nepLenuujy
peanHocT! 11 Hawy uHTepakuujy ca wum” (Ursprung, 2002), oH
UCTUYE 3Hayaj MaTepujana y apXUTEKTYpW, Kao CpeacTBa
UHTepakLuje KopucHuka 1 objekta. Matepujan ce Tpetupa y
apXUTEKTYPU MUHUMANN3MA Kao MHCTPYMEHT nyTem Kora ce
Harmawaea ¥ nepuunupa peanHocT 06jekTa, Tj. OHj
HemaTtepujanHi MUHUMYM KOjU NMPeACTaBiba HHEroBy CYLUTHHY.
WctiHa je fia MOpamo HELTo MUCAWTY O OHOME LUTO BUAUMO Aa
01CMO MaKap HewwLTo BUAenu.
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