[Mepsble Mepbl MO OXpaHe WCTOPWHECKWMK 3aaHuA Cbinn
NPMHATEN MvNepaTopomM MarkopuaHom!, VIMv oH HapeRncs
COMDaHUTE «Matepuios 1 «0bmmks woew o locypapcTee,
COENaBLISH BEMMKON MMNepuio ewle 0o CanoHMKMACKOMD K
DEOOOCHIACKIX YKA30B. STWUM aKTOM MMNEepATOD Hamepe-
Bancs OOHOBPEMEHHD 3alLMTWTL LIBHHOCTM, KOTODBIE, MO
€0 MHEHWO, OO/KHBI BbliM  NPOOOITKATL  CIYAHWTL
OCHOBOW LIMBINM3ELMW, NOOODBAHHON BBEAEHMEM XDUCTH-
aHCTBa, 2 TAroKe NOMbITATECH NepecTROUTE UCHESAIOLLYIO
PUMCKYIO MMMZPUAD.

B 0efcTBATENEHOCTM 3TO 3aMETUIM NKLLE CTPOWTENW, T.K.
CTPOWKKM HEe MOmK Bonble CHatMKATLCA MaTepranoM oT
Pa3OMPEEMBIX  F3LIMECKMX  XPaMOB 11 OBLLECTBEHHBIX
3NAHWIA. TaK He Kak HUKTO He npuaan ocoboro aHaqeHma
TOMY (DaKTy, YTO KomaHgyiouwmin Opcakp oTocnan sHaku
WMMENETOPCKOMD AOCTOMHCTES BAZEHTUACKOMY MMNEDaTD-
py Osero. Mepemerbl, HakoHel, BbU 3amedeHbl, KOrma
KOpONs OCTroToB Bymumpxec npuvkasan obpesats akeemy-
Ki, cHabwaowwme Puav Bogoi, W ropog Bein obpeyeH Ha
3acyxy. Pum ymupan,

MoGansHee MAMEHEHUA, KOTOPKIE 3aCTARMSAIOT OTKNOHUTECA
OT CUCTEMbI CROMUBLLMXCA HODM UM [I8KE MHOMIA NofpbiBa-
0T 88, He Cpasy BOCTIDWHWMAIOTCH, & OCTAIOTCH Ha 3a0Hem
MNaHe MBICIWTENLHOR CTOYKTYDbI CDEOM SACTHIBLUIMK, OKaMe-
Hensx NpvBsek, OcosHaHue, Bones Toro, NpYHATIE Nogos-
HblX MBMEHEHWIA — 3TO NPOLECC, PasBBAIOLLANCS NO3TanHo,
TPEOYIOLWA YCUNWA, TpyAA, BHUMaHuA. Taxk 410, Korfa B
2002 rogy HemeLkwii NapnameHT, ABMSOLMACA HanBBICLLIMM
M3LABUTENEM BOMWM HapoAa, OACDPW MPaKTUHECcKH earHO-
MMACHO PEKOHCTRYKLMIO MO MPMHLMTY «kaK Bbno, rog Bbunos
BepniHekoro fopoackoro geopua (Berin Schioss), HUKTO He
NPWIES 3HAYEHWA TOMy, YTO MoAcGHLIA 8KT CTaBuT nod
COMHEHME BCIO HODMATVBHYIO CWCTEMY pECTaBpaLyM,
NPEXe BCErD, 3anpeLLeH1e PeKOHCTPYKLMK, Crenpearens-
HO, HUKTO HE 3aMETWI, YTO STO CTAND HA4AmNomM NpoLLaHUA C
CVCTEMOW, BOOXHOBNEHHOWM wioesmu Yesape Bpadow, a
TAKKE KOHLENUMER «MCTOPMYECKOIN NOAQEK», NOAOEPM-
BAEMOW Ha NDOTSDKEHWMM MOMYBEKA, TECHO CBASEHHON C
3AMPETOM Ha PEKOHCTPYKLMIO.

Mel ryBoro yBesneHsl, YTo faHHas Tema fonxHa Bems
Bonee NoapobHO 13yHeHa, He TOMBKD B PaKypcax, Kacaio-
LLMXCA DEKOHCTRYKLAWA MamATHWKOB, HO TOpasno Luvpe.
PaccmoTperve OOMHHO OXBATLIBATE PaanMHHbIE 8cnexTbl
WCTOPMHECKOND HACNEOMA HAWe CTpaHbl, TakMe Kak
APXMTEKTYDHBIA, KyNBTYPHLIM, NEAsaHLIN, NonBepraowe-
FOCA 3a4acTyi0 PaspyLLMTENBHOMY B/MAHWIO CeRCMIYE-
CKOI aKTUBHOCTW, TakuM 0BpasoM, Mel PACCMATPHBAEM, C
QfHON CTOPOHLI, PBKOHCTPYKLIAIO NaMATHUKA B KOHTEKCTE
BOCCO3[aHMA WMCTOPUHECKOR ASRCTBUTENbHOCTM, a ¢
Opyroli — BOCCTAHOBNBHWE MCTOPUHECKMX YacTel ropoaa B
KOHTEKCTE YPB3BLIMAIAHBIX CUTYELIWA.

TTH TeMb! M3yHarnnch OTAENEHO B CUIY Hay4HOM cneumdm-
KA M PasHbIX  KOMMYHUKATMBHLIX BOSMOMHOCTERN, B
[IBACTBATENEHOCTI XKE OHW TECHEALLMM 0Bpa3’oM CBA3aHL!
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[BEP ®EAEPVIKO KAJTBAPY,
MACCIKIMO BEJITIOTTU

NMPOBJIEMA PEKOHCTPYKLIN N

KOHELL PECTABPALV

BocrpvsTie anoxanisHslx UBMEHEHIMA HE BOSTTA NOPOXIA-
€T peansHoe DCOZHAHWE, HO MDY 3TOM (MKCWDYETCA B
nogeosHaHn. B 2002 rofy HEMELKIN HaLWOHENBHEE
NapRaMaHT oRoEOMN DEKOHCTRYKLIAD BapnMHCxKOro samka,
COBLITUE, CTABALLBE NOL COMHEHWE BCIO TEORUO
COBpEMEHHOA PECTABpALIM, NPOLLAHVE C CUCTEMON
3aNPETUTBNLHBLIX MEP Y KDMIUC MEKCHMATHLX 3aRBNe-
HIAl, KOTOPBIZ ONPEAENANA CMCTEeMy paboTsl C UCTOpUYE-
CKIM HACNBOMEN, AERCTBYIOLLME DETNAMEHTEI U HOPMb,
MNepBas KOHLIBMNLMA, KOTORERA NEPEXMBAET KOWMAWGC, — 3T0
“MCTOPMHBCKERA NOOAENKAs, NOCKONBKY PErTKALIR
OPMTAHANEHON DOPMbI, OTMEMEHHON MCTODKHECKIAIA
COBLTURMA, DACCMATPMEASTCSA BHE DEATSHOTD BEMEHM,
KOHUEMUWMA, KOTOPOIA B TRAGVMLIMFAX 38Ma0H0IA apMUTexTy-
D6l Ha CaMoM [ENe [arke He CYLLIBCTBYET, THe «NOALE ke
DACCMATPMBABTCA KK KOMMYHAKATUBHAS TEXHWKE
npoekTa. BTopoe NOHATE, NCNbITLIBAIOLLEE KOM3WC, — 3T0
DECTABPALIAR TOMBKO MBTEDMANEHON HYacTy, B OTIMHME OT
ofpaza, KOTOpLIM HENL3A BOCCo3aaTE 663 hanscudmka-
LA NORMHHOCTH, STO Napaanva, CEAEHHEA C
MpUMEHEHMEM HUNOCOMCKIAX MEMHLMNOE, OCHOBAHHSIX Ha
DaBMHA MEKLY (HOPMOR M CONBDMAHEM

Onpengnerve pecTaspalym no “esape bpanow,
MPEanaNaraeaT, Y10 BOCCTAHOBNEHE HE OTHOCWTCA K TOMY,
HTO HE NPWEHASTCH KaK NDOW3EENEHINE MCKYCCTBE WK
MAaMATHIK. ECni 06 1EKT He BIMCHBASTCR B 5T0 ONpaaene-
HIAB, Mb! MOKEM MOBODUTE HE O PECTEBDAELNY, 8 O
*MPOCTOM® (OYHKLMOHENBHOM BOCCTEHOBNEHWA, HakOHEL,
CTHMCTHHECKER DEKCHCTRYKLAR NOABEDIMACE COKPYLLIW-
TENBHON KDWTVKE CO CTOPOHB! DDTOAOKCANEHOI pecTaspa-
LW, ANETERHATWBOR MOMET NOCTYAMTE HOBBE
KAHECTEEHHLIN YPOBEHE NPOSKTHOND MeILLNEHA 1
peanvIaLK, NOSEONAUAN BOBPETUTE LIENOCTHLEIA
06paa yTPaqEHHOMD NMaMATHIKE KOHTEKCTE MCTODIMM 1
mecTa, Ho pexoHcTpykups BepnvHCKorn ABopUg, XOTH U
ONPEBAAHE B «My38AHOM» NIMEREHUK, ABNRETCH,
GE3YCNOBHO, CTUNMCTUHECKON, NOKAZLIBAHILLER TOMKO
MaHAYANLHL 06pA3 MCHEAHYRLLIErD NaMATHIKE, B 3Tom
CMBICINE COBDEMEHHAR TBOPWA PECTEBPELIAN HaXOMT CBOE
«Barepnoo» 8 Bepnvne

Kniouessia CNoBa; DEKoHCTOYKLIMA, PEcTaBRAaLMA,
YTEHTHYHBIN  CDMTMHADN, XYOOKECTEEHHLIA 00pas,
BOCCOINAHNE, KOMMYHUKBLIMA, CTUIMACTVHECKOS BOCCTa-
HOBNEHWE, KOMNWA



Oy C Opyrom, W, Npesae BCEero, C «TeopWen paspylue-
HWF», PACCMATOMERIOLLEN YTRATE ECTECTBEHHOMND, TEXHD-
MEHHOIM W, KOHEHHO »Ke, BPeMEHHOID xapakTepa C y4eToM
NOTEHLWANE KyNETYDHOM Hacnegua.

[arHan Tema OGblna paccMOTpeHa B pamkax Bpy-YeHWA
npemiav Mupanesn B8 Pive B 2017 rogy (Piranesi-Prix de
Rome — 2017), ozarmasneqHon  «PexoHcTpywposaTts /
BoccTraHaenveaTh Nocne okoHHaHs MoaepHMama. ApXATEK-
TYPHBIA NPOSKT M cnefpl ApesHocTels (To reconstruct /
Rebuilding after the end of the Modem. The architectural
project on the remains of the ancient'? B 2018 rooy Temoit
OMCKYCCHM CTBHET DEKOHCTRYKLWMA NOCNE 3EMNETRACEHAA,
KoHeyu pecTaBpaumn

[Mon «kKoHUOM pecTaEpauis NOOPRa3yMEBASTCH KDMEWC
Ha308bi WOSH, 3AN0MEHHLX B OCHOBY XapTWiA No pecTas-
paLW, a BMECTE C HAMW WOSKH 1x ocHoBaTEnei®, Monoco-
BaHve B ByHOoecTare npuBENO K NOMHOW NepecusHke
MaBHOI COCTEBNAIOWEA CUCTeMbl pecTaBpali, BHOBb
obosHaYan [OWMCKYCCMIO O CBOBOOE PEeKOHCTRYWLIMM,
FBNAOLIEACH  BCTECTBEHHLIM  JIOMMYECKMM  BeIBOPOM
ApXATEKTOPA, KOTOPLIA CTANKMBAETCA C NOTEDSH MCTOPK-
YeCKOoro NpoM3BedeHA. Ha camom gene, nNocne semne-
TpACEHMA WM GomBapompoBkK Bbno Bbl HEBO3MOMHOD
BOCCTAHOBMTE COOPYKEHWE B M0 NepBOHa4ANEHOM BUOE,
«rae Bbino, Kak Bbino», HE MMER KaKoW-NMBO peanbHON
(KpOME HNCTO XYOOHKECTBEHHOW) NPUYMHLI ANA M3MEHEHUA
CNOMMBLLSIACA CUTYaLMK

MocTapaemca MOHATL, Kakue e napagurMel  Bbim
NOCTaBNEHE! NMOE, COMHEHWE NOCNe MNocoBaHuA B Hemed
kom MapnamerTe. MNpexxae BCEro, KOHUSNUAR NOOOenkW
«N0g CcTapwHy=, OHa pOXOASTCA KaK XyOOMEeCTBEHHLIA
BLIMLICEN HA CThiKE OBYX MDOTMBONONOMHLI NOHATWA:
WCTODM3ME, YXOOALLENO KOPHAMK B HEMELIKMA DOMaHTI3M
(oCHOBAHHEIR Ha KOHUENUMM BDEeMEHW, CBAR3AHHOR C
HENOBTOPWMMOCTEIO M HEOBDATMMOCTEIO  MCTODUYECKOMD
npouecca), ¥ MOgepHMaMa, METaMCTODWHBCKOR 1, Cneto
BATENBHO, BHEBPEMEHHOIN KATEMODIMA.

MNonobHoe BpeMeHHOS M3MEDEHWE B CBOK C4epels Oano
Ha4qano Moesm O NPOOOITKAHOLLIEMCH HACTOALLIEM K, NOZXKE,
0 KOHLE MCTOPWHECKOND BDEMEHH,
CnepoBatencHo, KOHUENUMA NOOOEnkA «Nog CTapuHys
BOCXOOWT K HEpaspeLueHHOMY KoHDNMKTY MesTy WCTopW-
YECKOM BOEMBHHOCTBIO M NPOLOITKAIOLLMMCH HACTOALLIM.
C onHoi CTOPOHDBI MCTOPUHECKWE COBBIMUA HOCAT Heobpa-
TUMBIA X8DaKTEP, C OPYOR HACTOALLES CMOTPWT Ha HuWX
BEpTMKANGHO, 623 cBasv. COBPEMEHHOCTL  SBNRETCA
PYTVM. 3HEYIT, BOCTPOU3BEAEHWE DPMIMHANBHOM hOopMbI,
OTMEHEHHOA MCTOPWMHECKIMMIM CODLTAAMM, BOCTIDMHMMAETCA
KaK BHEBPEMEHHOE: KaK BHE WCTOPUYECKOID BpEMEHK, TaK
W BHE HACTORLLEMD
Taxim oGpasom, Boe Gonee YTBEDMOAETCA MOSA O TOM, YTO
aYTEHTHUHHEIA OPMIMHADN HE MOMET BbiTe %-Sepall.é!-l, NOTOMY
ke Gonee He ABNASTCA ayTEHTUHHBIM, WM KIIOH ONA NpoYTe-
HWA B JaHHOM Ciy4ae 3T0 TOMsko Hactoswee. [lanHbie
DACCYAIEHMA MOMYT NOKA3ETLCA WIPOW CNOB, HO Ha CamMoM
Aene 3AeCb UMEET MECTO NPOTUBOPEYME MEXTY OpMOi U
COAEPMAHMEM SCTETWHECKOM KOHLEMNLAM BREMEH.
Ecrw 6b cywecTeoBana NOLAENka <nNofd CTapuHys, BCe
rPeKo-PUMCKDE  MCKYCCTBO, CyTRIO KOTOpOrD  ABNAETCA
noapaxaHWe 1 BocrpouseeneHve, Geno Bl NOCTaBNeHo Nog
COMHEHWE. W, CNenoBaTENsHO, Mb! A0MHHL! Bt Bl pacTon-
TaTb CTATYIO AnonnoHa BenbBeaspekoro, NoToMy YTO OHa
ABMNAETCA MPaMOpHOW KOMWER peYeckoro  BpoH3oBorD
opvrMHana, v caenats npeynpexaeHve BuHkensmaxHy,
KOTOPbLIA HA3BAN Er0 BhICOHARLLIMM BLIDEMKEHWEM BHTU4HOM
(v nocnegyiowero) uckycetea (puc. 1). ComacHo 3TiM
MOeAM, cnepoeanc Gl BOCMDUHMMATE BCHO NOCTTOTUHECKYD
APXATEKTYPY, A0 OEBATHAOUATOMD BEKA BKIMIOHUTENBHO, KaK
WHTEMNEKTYANEHYIO TRAHCTINAHTALMIO 8HTHHOR KyNsTYDY B
COBPEMEHHOCTD, W, LTupys [laenna YoTkuHa, B CyLHOCTH
KaK BOBPOMASHME MIEKO-DUMCKOIR apXMTEKTYPEI (pUe. 2).
Kak e BbTe C TeM, YTD KE#0e HOBOE BpEMA, «COBPEMEH
HOCTE* HA NMPOTAMEHW CTONETWA TaK 1 HE MOMET YMEHL-
LLMTE NOTOK MCTOPMHECKOR NPEeMCTBEHHOCTIT




Pedb 1oeT He TOMBKO O KOHTEKCTaX, PacLieHnBaeMbX Kak
JOKasbHble, B KOTOPbIX MPOLOMKAETCS  CTPOMUTENBCTBO
30aHWIA MO TPaULAW, KaK STO BCera MpoMcxomuio, HO U O
Tex, rAe BbINOMHAOT HOBbIE 3akadbl, BO3BOMAS MPEKpacHble
BNkl Ha ceBepe CLLIA nnm B cenbCkon MECTHOCT AHTIN,
naeHTrHo (allidentique) 1 B TO4HOM CTUNE opurvHanat.

B ofLem 1 LienoM, ecim Mbl OTHOCKM Cebst K TpaamLmm
3arafHoON apXUTEKTYPbl, TO KOHUENUMM MOAAENKA «Mof
CTapuHy» He CYLLECTBYET, U CriedyeT NPUHATL «hanbcndm-
KaLyito» (MM MMUTALMIO) B Ka4eCTBE KOMMYHVKATUBHOM
TEXHUKW, KaK paHee 9TO [denam pUMIIsHe B Clydae C
rPEYECKON  apXUTEKTYPOM  (BCMIOMHUM  MpuMep  Bunsbl
AnpviaHa), N B anoxy BogpoxxaeHnst ¢ aHTUYHBIM UCKYC-
CTBOM B LIESIOM.

BTopoe yTBepxaeHe, elé 6onee BblHypHOE 1 HEECTECT-
BEHHOE, BbI3bIBaIOLLIEE COMHEHVIS, PACCMAaTPVBAET PecTaB-
paLyio TOMbKO B MaTepuaibHOM MiiaHe, a He B 06pas3HOM.
To eCTb, pecTaBpaLmv NOABEPraeTCs MLLb MaTepus, a He
06pas, KOTOPbIA HE MOXKET 1 HE AOMKEH MPMHUMAETLCS BO
BHMMaHVE B MPOLIECCE, YTOBb! HE NCKadUTb MOLIMHHOCTb.
B omamumm ot cneumdrkin n3obpasutenbHbIX UCKYCCTB, B
Cny4ae C KOTOPbIMA MOXHO COMTIaCUThCs C  A@HHBIMK
YTBEPXKAEHSIMA, B apXVTEKType, HarpoTvB, MaTepust u
0bpas He MoryT BbiTb pazaeneHbl. C AaHHbIM yTBEPXKOEHM-
&M MVD PECTABPATOROB AOMKEH Obln Bbl TENEPb CMYPUTL-
Cf1, TaK Kak 1MMeHHO B 06pase NPOVCXOAUT pacroaHaBaHe
MEXy CybbexkTamn, CybbekTamm 1 OBLLIECTBOM, CyObek-
Tamm 1 OBLLIECTBEHHbIMU UHCTUTYTaMU. HaobopoT, BO3HM-
KatolLast MpobreMa paccMaTpyBasTCsl C MPOTUBOMOSOX-
HOW TOYKW 3pEeHWst: MaTepust JO/PKHA PecTaBpMpOBaTLCS
WMEHHO MOTOMY, 4YTO HEeoBXOAMMO COXpaHUTb  0bpas.
CMellleHvie obpaga Ha 3afHWiA MiaH Mo cpasBHeHWIo C
mMaTtepuer 6bl10 caenaHo MCKYCCTBEHHO, MO MpuYHam B
OCHOBHOM SCTETUHECKOrO XapakTepa, Y KbIM MpaKTi4e-
CKOW HanpaBneHHOCT apxuTekTypbl. Ho mpexxne Bcero
3TO CTano 60sbLLION OLIMEKOM, BbI3BAHHOW NPVKNaoHLIMN
PrNOCOmDCKMN MPUHLIMNaMM Pa3aeneHs Mexxay opMOoi
1 cybCTaHLmen. OTo pasfeneHiie, NyCTb Aadke onpaBraH-
HOE MPUCYTCTBYIOLLM B apXVTEKTYPE AyasM3MoM («4BOWA-
HOW [yLLIOW»), haKTUHeCK OTOABVHYIO KOMMYHUKATBHBIE
aCMeKTbl Ha BTOPOW MaH, C NMocneayoLLel KnaccudukaLy-
e 0bpasa, OTAENEHHOrO OT ero MaTepUasbHOMO BblpaKe-
HUA. VI CMOBHO He MMEET 3HaueHus, YTO aTa BenvumHa
SBMAETCA CBOEro Pofa Xy[AOKECTBEHHBIM MPOBOAHNKOM,
XOTb 1 UMEIOLLIIM MaTepyasibHytO MOOASPKKY.

Ho Mopanvam pectaBpaLn, He MPYHUMAIOLLEN apXTEKTY-
py TakoW, Kakas OHa eCTb, MPUBOAUT K MOSIBNEHUIO He
3apacTalolert  «TpelyHbl» B BOCMPUATUAM,  MomeLLast
apXVTEKTYPY B PEHOMEHOMONHeCKoe NMPOCTPAaHCTBO, rae
pasnuure Mexxay BbITeM 1 CYLLIHOCTHIO (Mo 3.INA. Tyccep-
10) 3aKno4aeT B cebe Cy»KaeHe UCTUHbI.

B aT0M rvnoteTyeckon 6opbbe Mexxay AoOpOM U 310M B
BOCTIPUSITAN @pXUTEKTYPbI VMENO peLuaoLliee 1, Ha Hall
B3I, COMHUTENBHOE SHaYeHWe orpeneneHne pectaspa-
v, npennoxeHHoe Yesape BpaHam, KoTopoe v cocTas-
NSET TPEThE YTBEPXAEHNE, NMOCTaBNEHHOS MO, COMHEHME
HEePAMHCKMM COBBITUAMM. Kak 13BecTHO, BpaHan onpene-
N8eT  pecTaBpauMio, Kak  «METOLOMOrMHYECKUA  MOMEHT
MPV3HaHWS NPOVSBEAEHNA UCKYCCTBA B 6ro (h3UHECKO
Cy6CTaHLMM 1 B €ro ABOMHOM NOMSIPHOCTN — SCTETUHECKOMN
1 NCTOPWHECKON, BBUIY €ro nepenayqv B byayliee». B aTom
MOMOMEHN HE MPEAYCMOTPEHO MPaBO Ha pecTaBpaLiyio
TOro, YTO HE MPU3HAHO MPOVI3BEAEHVEM NCKYCCTBa, Hanpu-
Mep, BCE TO, YTO Mbl CHATAEM MPOM3BEAEHWSIMA MaTepH-
aNbHON KyMbTYPbl, TaKUMU Kak MPEAMETHBIA An3aiH 1nimn
NoKasbHble, MO0  OTAeNbHblE, HO  COCTaBMsOLLME
aHcamMbrib  MamAaTHKLA - apxuTekTypbl.  CrenoBaTtessHo,
pecTaBpaLs He MPUMEHUMA K HEeMpu3HaHHbIM - Yepes
YCTOSIBLUEECS «METOAONOMHECKOe 3Ha4eHVe» Mpon3Bene-
HUSIM MCKYCCTBa. ECn »xe faHHOE «3Ha4eHne» OTCyTCTBY-
€T, HeMb3A roBOpUTL O PECTaBPALIM, HO NLLb O MPOCTOM
(YHKLMOHANBHOM  BOCCTAHOBMEHWW.  XOTS  XapTvm Mo
pecTaBpaL LOCTOMpUMEYaTeNbHOCTER  BrOCNencTBM
npeacrasuM 6onee obLLWe OMpefeneH/s, He COBCeM
TOYHO CriemytolLie onpeneneHio bpanay, BKMIOYMB B
MUP pecTaBpaLn Takke 13obpasnTesibHble MCKYCCTBa U
NCTOPUHECKME LIBHTPbI (C MPaKTUHECK CMEXOTBOPHbIM
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VHCTPYMEHTaPWEM), BCE >Ke ero BAMSHME Ha BEOOMCTBA
OXPaHbl KyNETYPHO-UCTOPUHECKUX LIBHHOCTEM BbIIIO OrpoM-
HbiM. 1 ByaeT coBceM Henerko AoOWUTbCs BOCTPUATHS 1
MOHUMaHNS U3MEHEHIA B JaHHBIX KpyraxX.

V' HakoHeL, aBTo-pedepeHumansHOCTh (self-referentiality)
HOPMAaTVBHOM CUCTEMbl pecTaBpaLy, OCHOBaHHOM Ha
MPUHUMNE  «MPOHTEHUS», TakoKe WCMbIThIBAET HeMasble
3aTPyAHEHVS. TlodeMy ke CTUIMCTUHECKOE BOCCTaHOBE-
HMe, VMelollee LeMb «mepefaqn apxXUTEKTYPHOro Tena
30aH1A B ByayLLiee», 683 AEMOHCTPALMM NOMYyHEeHHbIX «paH»
N «TPaBM», JOMDKHO BCE XKE CBUOETENbCTBOBATL O PasdHi-
Le, MatepuabHOM U XyOOKECTBEHHOM, OO U NOCne Tpark-
4eCKX cobbimnin? OTBET XapTuii 3aKItoHasICa B MOSTHOM
OTPULAHWM CTUNMCTUHECKOM PeCTaBpaLn, He NpusHasas
[axke npaBa Ha eé ucronb3oBaHWe. TakuMm 0BpasoMm,
npekpacHble paboTbl Buonne-ne-[ioka, BonnoLaoLlye
€ro KOHLBMUMIO BOCCO3MaHVIS apXUTEKTYPHOMO NaMsTHVKa
Ha onpendeneHHbI Mepron UCTOPWKM, AOMKHBI CHUTATLCS
HeraTvBHbIM - MPUMEPOM...(pnC.  3) CUMbHYIO  KPUTUIKY
Bbi3Ba/la  TaKKe  CTWIUCTUYECKAS — PEKOHCTPYKUMS
KonokonbH cobopa Cestoro Mapka (BeHeuyst) v aByx
MOCTOB B BepoHe, paspyLLeHHbIX HaLmcTamu (puc. 4). Ho B
NEACTBUTENBHOCTU PeYb MAET O BOCKPELLIEHN YTEPAHHBIX
MaMSITHUKOB KymsTYPbl, 06 VX Ka4eCTBEHHOM BOCCO3AaHN
B KOHTEKCTE UCTOPUHECKON 3aCTPOVKM. [ BOMHCTBYIOLLE
HACTPOEHHbBIX PECTaBPaTOPOB PEeYb LUfa BCEro Milb O
Mepax, HaBesiHHbIX BPEMEHEM, B VHOM Criydae Herpremse-
MbIX. [TPVHLMAN  «IPOYTEHWS» MaMSATHUKE, CBA3AHHBIN C
KNaCCUHECKON TPpaaULMEN apXUTEKTYRbI, OTChINaET Hac K
TEOPUN  PEecTaBpaLn. APXUTEKTYPHOE BMeLLaTeNbCTBO
LOMKHO OT/IMHATBECS MHBIM «MPOYTEHUEM>, HEXKENM OpUri-
Hau1, U MO BO3MOXXHOCTU UMETb 0BpaTUMbI XapakTep. STu
YCINOBVSt  rapaHTVpYIoT — BO3MOXXHOCTb  iepecTaBpaLin
(de-restoration) ¥ nocrenylolMe  PECTaBPALMOHHbIE
paboThbl Ha OCHOBE Kak COBPEMEHHOW, Tak W OGyaylien
VHTEPMNPETALMN KYTBTYPHOrO Hacneous.

Tor  GepimMHCKUX  COBbITUIA, HauMHast OT  MOSUTUHECKON
CTOPOHbI [ieNa, apXUTEKTYPHOMO KOHKYPCa 1 10 peanvaaLim
paboT MOCTaBMN MOf BOMPOC BCIO TEOPWIO COBPEMEHHOW
pecTaBpaLym. Tpu hacaia, Takke Kak 1 HEKOTOPbIE BHYTPEH-
HVie YacTu, TOYHO MepenaioT OPUMVHABHOE 3aaHVe. PeKoH-
CTPYKLMS!, XOTb V1 OMpaBaaHHas My3eiHoM HarpasneHHOCTHIO,
SBMSETCSA CTUIIMCTUYECKON, BOMJIOLLAET 06pa3 1cHesHyBLLe-
ro namsTHUKa. OT MpeXXHero 34aHWA He OCTasloCh HUYero,
KDOME  apXe0MorM4ecKoro  MPUCYTCTBAST  MUMOMOHABHO
Knaoky, u3GaBnNeHHOM OT  MPOK/SATbIX  BOCMOMUHAHMIA
(damnatio  memoriae’)  KOMMYHUCTUHECKOrO  Mepuroaa.
KOHLeNTyansHO HOBBIM CTAHOBUTCS BHYTPEHHEE MPOCTpaH-
CTBO, KOTOPOE MaJio YeM HarMoOMUHAET MCTOPUYECKYIO CTPYK-
TYpY CTeH. YeTBepThiit hacan, obpallieHHbI K pexe LLinpest,
— COBPEMEHHBIN 11 He MOBTOPSIET MCTOPUHECKWI (PKC. B).
3naHve, nc4esHyBLUee LWEeCTbAECT NeT Hasam, NosiBseT-
€Sl BHOBb BO BCEM CBOeM Onecke, HO He kak addexTHast
[lekopaLys, a Kak MaBHblM 3NeMeHT rpafoCTPOUTENbHON
KOMMO3NLMM BMECTe C Apyrmn 3aHnsamn  MyseiHoro
ocTpoBa (Museumsinsel), Takke kak 1 HemaveHHast Unter
den linden («[Nog Avnamm» — oOuH 13 MaBHbIX U HaMbonee
3BECTHBIN OyrbBapoB bepnmHa).

BosporkaeHHbin OpaHko Ctenna, BepnmHckuii Topoackoi
[BOPEL|, SBNSETCA PE3Y/ETATOM MPOEKTa, BOCCO3AAIOLLErO
MPYCCKuiA 06pa3 ropopa, Y BMECTE C TeM BblpaxkaeT MpaBo
Hapoza nepevepkHyTb OTAMOLLEHHOE TshKebiIM BGpeMeHem
npoLLnoe. 3T pesynbraT Aonrux AebaToB He TOMBKO Mo
PEKOHCTPYKLMM ABOPLIA, HO 1 Mo cHocy [eopLia Pecrybnn-
K. Teopema COBPEMEHHOM pecTaBpauym HaxoouT B
BepnuHe ceoé Batepnoo.

OTO TO, HTO KacaeTcst hakToB. Mbl yBaym B ByayLLiem, byaeT
M 38METHO OTCYTCTBME «MaTWHbl BPEMEHM» U HYXKHO JIn
ByaeT XKAaTb, NOKa Ha MOCTPOVKE 06Pa3yeTCs HOBAS, UM XKe
NCKYCCTBEHHbIA My3€elHbii 06pa3 ByaeT A0CTaTouHO yoeau-
TenbHbIM, 3aCTaBNss 3a0biTb 06 OTCYTCTBUM OpUriHana.
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PIER FEDERICO CALIARI AND MASSIMO BELLOTTI

THE QUESTION OF

THE RECONSTRUCTION
AND THE END

OF RESTORATION

The perception of epochal changes does not always
generate a real awareness but remains in the
background of a mindset made of habits. In 2002 the
german national parliament approves the reconstruction
of the Berliner Schloss, an event that put in doubt the
whole theorem of modem restoration, a long goodbye
to the prohibitionist system, the crisis of the maximum
statements that have structured the main disciplinary
reference system, the "restoration papers"

The first concept to be put into crisis is that of historical
forgery, as the replication of an original form marked by
historical events, considered as an operation out of
time. A concept that, in the tradition of Western
architecture, doesn't really even exist, where the
"counterfeiting" is seen as a communicative technique
of the project.

The second concept thrown into crisis is about the
restoration of only the material part, unlike the image
that must not be considered in the restoration
processes, otherwise there will be a falsification of
authenticity. A paradigm due to the application of
philosophical principles based on the distinction
between form and substance.

The definition of restoration provided by Cesare Brandi
assumes that restoration does not apply to what is not
recognized as a work of art through the vaunted
"methodological moment". If it doesn't fit in this
definition we can't speak of restoration, but of "mere"
functional restoration.

Finally, the stylistic reconstruction is deeply criticized by
the militant restoration and viewed with deep suspicion.
Instead, it can be a matter of high quality operations
that returned to their environment and to the
consolidated image, the lost monument, with great
benefit from the context of reference.

But the reconstruction of the Berliner Schloss, although
justified in a museographic dimension, is certainly
stylistic, a pure image of the disappeared monument.
Therefore, the moderm restoration theorem finds its
Waterloo in Berlin.

Key words: reconstruction, restoration, authentic
original, artistic image, re-creation, communication,
stylistic recovery, replica

The first public safeguard for historic buildings was
promulgated by the emperor Maggioriano?!, with which the
prince intended to preserve the essence and the image of
the “idea of the state” that had made the empire great before
the Thessaloniki edict and the Theodosian decrees.

With this action the emperor intention was to preserve the
values that should continue to be the foundation of
civilization, strongly compromised by the introduction of a
new model — the Christian one — and on which he wants to
restore an endangered world — the Roman one.

In reality no one noticed anything except for the Christian
builders who could no longer get materials by dismantling
pagan temples and public buildings.

Just as no one perceived as truly significant the sending of
the imperial insignia by Odoacre to the Oriental emperor
Zeno. The paradigm shift was instead perceived when King
Vitige cut off the agueducts and Rome was put to thirst.
Rome was dying.

The perception of epochal changes, those that shift or even
subvert consolidated paradigms, does not always generate
a real awareness but remains in the background of a
mindset made of habits and positions set in stone.

Taking into consideration and, moreover, accepting the
replacement of a paradigm is, to all intents and purposes, a
process that develops through ratio difficilis, requiring
exertion, fatigue, attention. So, when in 2002 a national
parliament, the maximum expression of the democratic
delegation system, approves - amost unanimously - the
reconstruction of the Berliner Schioss as and where it was,
no one has realized that with such a “project’, the whole
regulatory system, underlying the restoration papers, is
thrown into crisis, first of all the reconstruction ban.

No one has therefore noticed the beginning of the long
goodbye to the prohibitionist system, set in the world of
restoration by the thought of Cesare Brandi, and to the
invention of the concept of historical forgery (falso storico)
that has supported it for half a century, associating it with the
prohibition of reconstruction.

We have already sensed from a few years the setback and
we think that the issue should have been deepened, not
only about the question of the reconstruction of monuments
—which presents cases carried out and much debated — but
also about a question that affects the historical, artistic and
landscaping aspects of our country, dramatically marked by
a very close series of seismic events.

The theme is therefore, on the one hand, the reconstruction
of the monument in a framework of iconic and identity
restitution, and on the other the reconstruction of the
historical centers and whole parts of the city in a context of
environmental emergency.

The two themes were treated analytically and separately for
reasons of scientific and communicative opportunity, but,
they are closely connected and deal with a common theory
of ruin that includes indistinctly the destructions by natural
events, those by war events and of course those by the
passage of time, each examined in a formal perspective of
the vestiges and their potential for persistence as a heritage.
The venue for further study and discussion was the
conference organized at the end of last August in the
framework of Piranesi-Prix de Rome 2017, entited "To
reconstruct / Rebuilding after the end of the Modem. The
architectural project on the remains of the ancient?" (the
2018 editon will host the discussion on post-seismic
reconstruction).

The end of restoration

With "end of restoration" we mean the crisis of the maximum
statements that have qualified and structured the main
disciplinary reference system, precisely the ‘restoration
papers", as well as some paradigmatic positions of their
main inspirers.  The Bundenstag vote completely
de-legitimized the most dogmatic and religious component
of the restoration system, reopening a fundamental issue
that has to do with the "freedom to rebuild", which should be
one of the possible options — if not logically and
chronologically the first — available for the architectural
project when confronted with the loss of a historical artefact.
It is in fact quite unique that in front of a traumatic loss — let
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us imagine that produced by an earthguake or a bombing -
we can't rebuild a building as it was where it was without
upsetting the status of time that modemity has imposed on
the world without a real reason that is not ideclogical-literary,
that is to say, the call out of history.

Let us try to understand what paradigms were thrown into
crisis with the Bundenstag vote,

First of all, the concept of historical forgery. It was bom as a
lterary invention produced by the encounter between
historicism rooted in the world of German romanticism

(centerad on a notion of time linked to imeversible and
unrepeatable events) with its opposite, that is, modem,
understood as a metahistorical category and therefore out of
time. This dimension of modemity has developed the idea of
itzelf, and therefore of the continuous present, as the "end of
historical time". The concept of historical forgery arises
therefore from a corflict, never resolved, between historical
temporality and, indeed, the continuous present. If on the
one hand the events are imeversible, on the other, the
present looks at history vertically and without connection of
continuity. The modem is something else. Thus, the
replication of an original form marked by historical events is
in tum considered an operation out of time, both from the
historical one and from that of the present continuous.

The consclidated idea Is that all that is original and authentic
can't "go back', but it can't even go ahead with its original
image-form, because it is no longer authentic, and the
reading register is constituted only from the present. it seems
like a play on words, but, In reality, it is only the contradiction
between form and substance of an ideological vision of time.
If there was a historical forgery, we should look with
suspicion all the Greek-Roman art, in which the essence is
mimesis and replica, And we should shatter the Apollo of
Belvedere because it is a Roman marble copy from a Greek
bronze original and, at the same time, admonish
Winckelmann, because he considered it the highest
expression of ancient (and later) art (figure 1)

Following this idea, we should look with the same suspicion
at all post-Gothic architecture up to the nineteenth century,
as an intellectual operation of insertion of the ancient in
modemity and, quoting David Watkin, substantialy as a
revival of Greco-Roman architecture (figure 2).




about all those realities in which modemity has not managed
to cut the thread of historical continuity over the centuries?
This does not only concem those contexts, considered
vernacular, in which we continue to build constructions as
we have always done, but also those contexts in which we
continue to build with orders, creating beautiful vilas in the
English countryside and in the north of the United States,
where buildings are restored all'identique and are enlarged
using the same style of the original, without profiles of
discontinuity4.

In short, if we recognize ourselves in the tradition of Western
architecture, then the historical forgery does not exist, and we
must accept the "counterfeiting” as a value and communicative
technique of the project, as the Romans have always done
with Greek architecture — as for example Villa Adriana — and the
Renaissance with the ancient one in general.

The second paradigm that is thrown into crisis is that which,
even more artificially than the previous one, considers the
restoration a field of application that is only material and not
iconic. That is, only the material part is restored, unlike the
image that can't and must not be considered in the
restoration processes, otherwise there will be the falsification
of authenticity. Apart from the specific issues conceming the
figurative arts, on which one can also agree, in architecture
the question is profoundly different because, in architecture,
material and image can't be separated. Now the world of
restoration should somehow accept it, since it is in the iconic
image that recognition occurs between subjects, between
subjects and society and between subjects and institutions.
On the other hand, the problem that arises is arranged
exactly from the opposite point of view: it restores the
material and must restore it, precisely because it is
necessary to preserve the image. The shit in the
background of the image over to material is, and it was, in
fact, another great artifice, another great invention,
substantially literary, tied to a concept of having to be
founded on beliefs extemnal to architecture, external to its
condition, eminently practice. But it was above all a great
mistake, due to the application of philosophical principles
based on the distinction between form and substance.
Distinction that, although motivated by the identification of a
double soul present in the body of architecture, has in fact
generated the imposition of a moral duty capable of
relegating the communicative aspects of architecture to a
dangerous level, with the consequent classification image as
an entity separated from its support. And nothing matters if
this entity is the vehicle of the condition of artistry, although
materially supported.

But, the moralism of restoration, that is insensitive to the
understanding of architecture for what it is, is produced in a
further literary fold, placing architecture, but also the same ruin,
in a phenomenological dimension, in which the Husserlian
distinction between existence and essence implies a
judgment of truth value. In this alleged game played between
good and evil in the perception of the architectural entity, the
definition of restoration offered by Cesare Brandi has played a
fundamental role and, in my view, equally disputable, which
constitutes the third paradigm put in crisis by the Berlin event.
Brandi, as known, defines restoration as "the methodological
moment of the recognition of the work of art, in its physical
consistency and in its dual aesthetic and historical polarity, in
view of its transmission to the future". In this definition there
is no possibility of restoration to what is not recognized as a
work of art and therefore, for example, to all that we can
consider as a product of material culture, such as design,
such as machine tools or vernacular informal architecture,
isolated or in compact groups generating urban pattems, or
the typologically homogeneous contexts, but not
"designed". The restoration does not therefore apply to what
is not recognized as a work of art through the vaunted
"methodological moment". In the absence of such a flash of
inspiration, we can't speak of restoration, but of "mere"
functional restoration. Hence the religious opposition to the
idea of restoration and in particular to its consequences in
terms of style. Although the restoration papers have
provided very general definitions and no longer strictly
adhering to that of Brandi - annexing to the world of

KPYITIbIM CTOS - KOHLIEMLM B HOBEMLLEM APXUTEKTYPE \\\ ROUND TABLE - CONCEPTS IN THE LATEST ARCHITECTURE

restoration practices also the decorative arts and historical
centers (for the latter with a truly laughable instrumentation) -
the spirit of this definition and the influence of Brandi in the
world of superintendents and protection bodies has been
almost total. And it will not be easy to introduce and to let
understand the paradigm shift in these environments.
Finally, the self-referentiality of the regulatory system of
restoration comes into crisis, based on a principle of
readability that architecture has never held to itself. Why a
stylistic restoration, whose main objective is to transfer an
architectural body in the future without exhibiting the signs of
wounds due to events, should, on the contrary, denounce
the material and perceptive difference between the first and
the after trauma’? The answer of the papers has always been
not to accept the stylistic restoration as one of the
possibilities available to the project, but instead the absolute
prohibition of stylistic restoration. So the beautiful works of
Viollet Le Duc should no longer be considered masterpieces
of a way of understanding the duration of a building in
history, but negative examples to be rejected as
degenerates (figure 3). Operations such as the stylistic
reconstruction of the bell tower of San Marco or the two
bridges of Verona destroyed by the Nazis, to make two
examples, have always been deeply criticized by the militant
restoration and, even today, viewed with deep suspicion
(figure 4). Instead, it was a matter of high quality operations
that returned to their environment and to the consolidated
image, the lost monument, with great benefit from the
context of reference. But, from the perspective of militant
restoration, it is only the intervention generated by the spirit
of time — through its language — that is positive. The rest is
otherwise unacceptable.

The principle of readability, per se linked to the classical
tradition of architecture, is here instead moved to a
disciplinary reference level. The intervention must be seen as
different from the original and possibly conceived as
reversible.  Conditions  that guarantee the eventual
de-restoration and a new restoration intervention,
perpetuating and guaranteeing to the discipline all the
potential for managing the life of the construction, impressing
and imposing the modem interpretation also to an inscrutable
future, dominated perhaps by a different sense of heritage
and cultural contents that support its regeneration.

The outcome of Berlin events, from the political hypothesis,
passing through the competition and the assignment, up to
the building in progress have put in doubt the whole theorem
of modem restoration. The original building is faithfully
redesigned on three of the extemnal fronts of the new building
and on some fundamental interior parts proposed by the
winning project. The reconstruction, although justified in a
museographic dimension, is certainly stylistic, a pure image
of the disappeared monument and it is embodied by the
original wall thicknesses. Of the previous building there is
nothing apart from the archaeological presence of hypogeal
masonry, spared from the damnatio memoriae of the
communist period. The interior spaces are totally new and
have little in common with the historical wall texture. Instead
the front on the Spree is new and does not replicate the
historical one (figure 5). The building, disappeared for sixty
years, reappears with all its volume, not as a scenography,
but as a comerstone of the urban composition compared to
the other buildings of the Museumsinsel, as well as the
immovable terminal of the Unter den Linden.

The Berliner Schloss, rebuilt and reinvented by Franco
Stella, is the result of a plan to rebuild the Prussian image of
the city and at the same time the right to be forgotten that a
nation has decided to give itself over a part of its history,
erasing an unpleasant past. It is the product of a deeply
sentiment of identity that emerged after a long debate, not
only on the reconstruction of the castle, but also on the
demoliton of the Palast der Republk. The modemn
restoration theorem finds its Waterloo in Berlin.

This as a fact. We'll then see the result of the built work, if it
will suffer from the absence of patina and if we'll have to wait
for it to form over time, or if the museographic clarity of the
artificial skin will be sufficiently evocative of the past that was,
consuming and dissolving the absence of the original.



Hosenna MariopraHa 4 «O6 00LLECTBEHHbIX 30aHNsIX» — O COXPaHeHU 3aaHni B Pume

(«De aedificiis pubblicis», PaserHa, 11 nions 485 r.): «[ o npeasiorom Toro,

YTO HEOOXOAVIMbI KaMHV ANA OOLLECTBEHHbIX 3AaHWI, Pa3PYLLIOT MPaHAVIO3HbIE MaMATHIKY,
4106 3aTEM NOCTPOMTL YYKACHYIO MOCPEACTBEHHOCTb.

[MPOTUBO3aKOHHO OCMENMBAIOTCS YHOCUTE MaTepman Af1st MOCTPOMKL YaCTHOro AoMa,

[I2>Ke C CYAECKON MOMOLLBIO. B AENCTBUTENBHOCTY MMEHHO MIOO0BE ropoyaH

K COOCTBEHHOMY MOPOLY [OMKHA CAY>KUTE TOMY, YTOBbI MPOBOAMVCE HEOOXOOMMBIE
pecTaBpaLyoHHble PaboTsl 4151 COXPaHEHIs ero kpacoTsl. [10CTaHOBMSEM 3arpeLlaeTcst
riopya UM CHOC JToObIX OBLLIECTBEHHBIX 3AaHu, Oyab TO Xpambl UK Niobble Apyrie namsaTHA-
KV, BO3BELEHHbIX APEBHMM, Ha Kaxkaoro MarvcTpata, AonyckatoLLero nogobHoe, Oyaet
HanoxxeH wtpad B pasmepe 50 3010TbIX MYHTOB. [MOAHUHEHHBIN MY YMHOBHWK, OKa3bIBaOLLIN
MOBVHOBEHVIE 1 HE BOCTPENATCTBYIOLLMIN STOMY, OYAET BhICEHEH PO3ramn v HakasaH
OTCEYEHVIEM PYK 3a OCKOPONEHME aHTUYHBIX MaMSATHVKOB. ..» [1]

2B KoHepeHLn, rae aBTop CTaTby BbICTYMNan KypaTopoM, BMECTe

¢ Oparko Ctenna NpuHam ydacTtre Jlynmkm GpaHqoavHi (BocctaHosneHne

ynUbl Bribepatyika B komnnexce PoiHka TpasHa), Xocen Mviac (BocctaHoBneHve

CVICTEMbI BOLHbIX KaHarnoB B MCTOPUYECKOM LieHTpe Banboneca), Maono [13epmann
(PexoHcTpykumsa myses Ciopua BrckoHTn B Hosape), Josng Hvinnepdung,

(PexoHcTpykums HoBoro My3est B beprvHe).  BbICTYnIeHNs MOXHO MOCMOTPETb

Ha kaHane Youtube Piranesi_Channel.
https:/Awww.youtube.com/channel/UCR_8RyNaoOFdInX58gha7sA

3«KoHeL, pecTaBpaumm» — 310 0bpasHas PoPMyIMPOBKA, KOTOPast MPUCYTCTBYET B

LIEHTPE PUNOCOMCKO-MUTEPATYPHBIX AVICKYCCUI, @ TakoKe 1 apXUTEKTYPHO-XYAOKECTBEHHBIX,
Ha4HasA ¢ koHLa 1970-x rogos 1 Ao BTOpor nonosuHel 1980-x. KHura XKara-®paHcya

Jnotapa «CocTtosHne noctMopepHa. doknag o sHaHmm B XX Bexe» («La Condition Postmodeme.

Rapport sur le savoir au xxe siécle», nsa. GentpuHenm, 1979 1), B kKOTOPOM B pamkax

TEOPUM SA3BIKOBBIX UMD aBTOP M3naraeT KpM3MCHOE COCTOSIHUE METaHapPaTVBOB CMEKYIATVBHO-
ro xapakrepa, npexae Bcero VnniommHmrama 1 Mapkcrama, KOTOpble XapakTepmnayioT
[NocTvonepHMam [2].

B apxuTeKTypHO cpeae LMpokoe BnsiHKe obpena MoHorpadus Mintepa AigeHMaHa

«KoHelL| knaccryeckoro» («The End of Classical»), KoHLEHTPYPYIOLLAR BHUMaHWE Ha Kprance
Maew (penpeseHTauyn, CMbICa 1 3Ha4eH1s, MPoobpasa 1 MPOTOTVING), XapaKTepU3YIOLLMX
Knaccuyeckoe 1ckyccTso [3]. B 1985 rony [xaTepesro BaTTumo nyoimkyeT Cepuio O4epKOB
nog, 3arofIoBKoM «KoHew, mogepHvamvar («The End of Modernity») [4], B kOTOpbIX aHaM3npyeT
TPaHCHOPMALMIOOTHOLLIEHW MEXKAY MONUTUKON, HaYKOW, PESUIVEN, NCKYCCTBOM, KOMMYHIKA-
LIMEN, SKOHOMMKOW 1 PEafisHOCTHIO C TOYKIA 3DEHVS HyBCTBUTENBHOCTY NocTMOAepH/3Ma B
FEPMEHEBTUHECKOMMN HUMUAMCTUHECKOM KITIO4E, OTTaNKMBAsICh OT Pa3MbILLNEHM O KOHLIE
ncTopyn Hudlwe 1 Xavperrepa.

4o aTOMy BOMPOCY MOMYT MPECTaBUTL OMPeaeneHHbli VHTEPEC MPOEKThI KNaCCUHECKIX
3naHu B HoBo Knaccudeckon ApxutekType. VHTepecHble paboTsl MpeacTasneHsi

B cHbopHmke nop pefaxmen Josnaa YotkiHa (David Watkin) «MpaxTvika knaccu4eckoi
apXUTEKTYPbI.APXUTEKTYPA KymHnaHa 1 ®psHeuca Teppw» («The Practise of Classical
Architecture. The architecture of Quinlan and Francis Terry», 2006-15 rT.) [8], ¢ npeascnoBrieM
Ero Koponesckoro BeicovecTsa IMNpurHLa Yansckoro (Rizzoli International Publications, New York,
2015 r.). Cm. Toro »e napatens: Annan MpuHbepr «Annaq [prHEepr: apXUTeKTop-KNacCuLMCT»
(Allan Greenberg, «Allan Greenberg: Classical Architect») [6], ¢ npeavicnosiem KaponaiH Poam
(Caroline Roehm. New York, 2013 r). Mo nosogy AnnaHa MpuHbepra, KpUtrk

[Mon fonpbeprep B 1986 roay TakimM 06pa3om Orpeaensiai CMbIC ero paboTbl:

«[1E10M €r0 »KV3HM ObINO YCTaHOBUTL OOOCHOBAHHOCTb KIACCHILIVI3MA KaK apXUTEKTYPHOMO
A3blka B HaLLe Bpems» (“his life's work has been a mission to establish the validity of classicism
as an architectural language in our time”).

Hosast Knaccudeckasn ApxutexTtypa (New Classical Architecture) mpenctasnsieT coboi

He TONBKO PaCMPOCTRaHEHHYIO MPaKTVIKY Kak asTepHaTBY MOAEPHN3MY B OTAENbHBIX
KOHTEKCTaX, HO Vi MPENOAasTCH B YHUBEPCUTETE, VMEET TEOPETUHECKYIO 6asy.

CyliecTByeT Taroke ocobas npemust Driehaus Architecture Prize,

Kak aHanor npemun Pritzker Prize 3a COBPEMEHHYIO apXTEKTYPY.

s[pum. MepeBoaurka: damnatio memoriae (nar. MPOKAATVE NaMsaTH) —

(hopmMa MOCMEPTHOMO HaKa3aHMA roCYAaPCTBEHHbIX MPECTYNHMKOB B pesHem Prve.

[Nepesodpl:
C UTaNBbAHCKOrO Ha aHmuneKknn - Dabra Tettamanti.
C UTasbsHCKOrO Ha pycckui - Ryabkova Valeria \\\ B.B. Psibkosa
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Novella Maioriani 4, De aedificiis pubblicis, on the conservation of the
monuments of Rome (Ravenna, 11 July 458).

"On the pretext that the stones are used for public works, the solemn scriptures
(sic) of ancient palaces are destroyed and great works are demolished to build
who knows where mediocre and ugly things. From here arise the abuses for
which even those who build a private house have the audacity to take away
from the public monuments the material that they need, with the favor of the
judges; and instead it should be the love of citizens to provide the necessary
restorations for the cities to preserve their splendor. We therefore decree with a
law that does not include exceptions that with regard to all the buildings erected
by the ancients for utility or for public ornamentation, whether temples or
monuments of any other kind are forbidden that they be destroyed or
deteriorated. Any magistrate who permits such a thing will be punished with a
fine of fifty pounds of gold. Any subordinate or numerarius official who lends him
obedience and does not oppose his orders will be punished by the whipping
and cutting of hands for having offended, rather than protected, the ancient
monuments ..." [1]

2At the conference, curated by the writer, were invited, in addition to Franco
Stella, Luigi Franciosini (Restitution of the Via Biberatica to the Mercati Traianei
complex), Josep Mias (Restitution of the water canal system in the historical
center of Banyoles) Paolo Zermani (Reconstruction of the Castello
Sforzesco-Visconteo di Novara), David Chipperfield (Rebuilding of the Neues
Museum in Berlin). The speakers' interventions are available in video format on
the Piranesi_Channel Youtube platform.
https://Awww.youtube.com/channel/UCR_8RyNaoOFdInX58gha7sA

3'End of restoration" is a narrative formula that is linked to the whole tradition

of thought that has animated the philosophical-literary debate,

but also the architectural-artistic one, starting from the late seventies up

to the second half of the eighties. The most emblematic of the essays
published in those years is certainly that of Jean Francois Lyotard, La Condition
Postmoderne. Rapport sur le savoir au xxe siécle (Feltrinelli, 1979), in which the
author exposes, in the framework of the theory of linguistic games, the crisis
condition of the speculative-emancipatory metanarratives that have
characterized modemity, Enlightenment and Manxism first among all [2]. As part
of the reflection on architecture, Peter Eisenman's monograph entitled The End
of Classical, a cryptic essay focused on the crisis of ideas of representation,
meaning and model as reference systems characterizing the classical episteme,
was very influential [3]. In 1985, Giateresio Vattimo published a series of essays
collected in the volume entitled The End of Modemnity [4],

in which he analyzed the transformation of relationships between politics,
science, religion, art, communication, economy with reality, from the point of
view of sensitivity postmodemism in a hermeneutic and nihilistic key, traced
through the reflections on the end of the modem inthe thought of Nietzsche and
Heidegger.

4n this regard it is interesting to observe the design outcomes that are
produced by this continuity in the design of classical buildings, in that cultural
area defined as New Classical Architecture. Interesting works are present in
David Watkin (ed.) The Practice of Classical Architecture. The architecture of
Quinlan and Francis Terry (2005-15) [5], With foreword by HRH The Prince of
Wales. Rizzoli International Publications, New York, 2015. See also by the same
publisher, Allan Greenberg. Classical Architect [6]. With foreword by Caroline
Roehm, New York, 2013, About Allan Greenberg, the critic Paul Goldberger in
1986 said that "his life's work has been a mission to establish the validity of
classicism as an architectural language in our time". The experience of the New
Classical Architecture is not only a professional practice widespread in contexts
open to the alterative to modemity, but it is also a university teaching and a
critical and literary diffusion. Institutionally it finds an important confirmation in the
Driehaus Architecture Prize, corresponding to what the Pritzker Prize represents
for contemporary architecture.
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