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ApxiTexTypa cioppeanisMy BkIo4ae B cebe poOOTH K yKe KIaCHYHHX, TaK |
cyuacHHx apxitektopis. Lle ippauioHansHa apXiTeKTypa, Aka He BIHCYETHCA Hi B AKI
inei kKoMOpPTY; CAOPYAM PO3TATHYTI, 3IrHYTi, BUFHYTI, 3aKpy4yeHi abo HIWNM YHHOM
TpancdopMOBaHi, CKnaaeHi i3 Moaynie, Ak OGnoku [KeHrH, a TaKOXK MAlOTh PI3HI
BiKHa, OATKOHH, YM JEKOP i K2 BUXOAUTH 3@ MEXI YSBH 3 pobiT XyAOKHHKIB YH Mpiil.

Oanak HaiibGinsuwl BIAOMa KOpeaAWis MIX CcOppeani3MOM | apXiTeKTYpolo
BUHHKIE Y BHIVAAI  AECATHPIMHOrO TMNPOEKTY  ABCTPIHCHKO-aMEPHKAHCLKOIO
apxitextopa ®penepuxka Kicnepa. ITicnsa nepeizny y Heto-Hopk 3 Bigus y nepuwi
pecatTunitrs 20-ro croniTra 1 mican #oro o6’eaHaHHa 3 pyxom e Craitn, Kicnep
npawosas Haj BUcTaskor g [lerri [yrredraiiM, a Takox criBnpauiosas 3 Mapcenem
Mrowanom 1 Adgpe bpetonom Hag ausaiiHoM «3ana 3a6o6oHiB» ans «Internationale
du Surréalisme » y ITapuxi B 1947 poui.

ITicis pobotu 3 croppeanictamu Kicnep no4as akTHBHO KOHLEHTPYBATHCH Ha
CBOEMY Haiibinbw BinoMomy npoekti — «Heckinyenunii 6yandok». Konuenryansumii
TIPOEKT IPYHTYBABCA Ha Oro nonepejHix npoekrax ans «HeckiHyeHHoro teatpy», a
TakoX Ha Horo BracHiii Teopil koppeaniamy, B Akiii Kicnep moroams paximsicTs
AMHAMIYHHX Kopenauiii Mixk o0’eKTaMM, npocTOPOM i JIOACLKMM AOCBIAOM. 3rigHO
Kicnepy, «CKyabnTypa, AHMBOINHC, apXITEKTypa He NOBMHHI BUKOPHCTOBYBAaTHCA A/
TOro, wWosG po3AIIATA Hall JOCBIJ MHMCTCLTBA i XWUTTA; BOHM TYT Al1S TOro, w106
o0’eanaty Mpito i peanbHicTsy. Kicnep 3aBkKIOH NpPardyB YCYHYTH PO3PHB Mik
pCaTbHUM 1 CIOPPEATiCTHYHHM.

Bcee Te, mo panime My Mornn nobaynTi Tinekn B poGoTax Maypiua Emepa un
Canspagopa [lani ctano MOAUTHBHM B PEATBHOMY CBIiTI SK LIUIKOM npaeonoaioHi
ob’exti Mmicbkoro cepenosuta — Kam’sunus Mina Awntonio Iayai y Bapcesnoi,
Ineaneuuit nanau Pepainana lllesans Henanexo Bin Jleony, Ky0iuni Oyauuku Ilita
bnoma y Porrepaami, Kpueuii GyanHok 3a npoekTom apxiTekTopiB LHOTIHCKIX |
3anescekoro y Conoti, Tanuyiouuii aim Bnago Munyunua i ®penka epi y Ipasi,
Cranesuii 6yanHox Pobepra Bpyno y Texaci,

Croppeanism pyitHiBHHIL, ane BiH pyitHYe TiTbKH Te, L0 BRAXKAE Kaiiaanamu, fKi
odMexyloTh Haile Gauenns. Xoua croppeanism Bigirpae i npogoBxye BiirpapaTh
BUPIUWIANLHY POJIb y Cy4acHili apXiTeKTypi, BIUIMB CIOPpeaniCTHYHHX CTPYKTYP Td
00pa3HOCH 3HAYHOK MIPOKO 3ANMILIUINCS HENOMIYeHHMH.
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Cexuia 3. KoHuenuii possurwy micr MaibyTHLGro
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The architef:ture of | sumf:aiis‘m includes: the work of both classical and
contemporary architects. It is an irrational architecture that does not fit into any ideas
of comfort; structures stretched, bent, curved, twisted, or otherwise transformed, made
up of modules like Jenga blocks, as well as having different windows, balconies, or
décor, and extending beyond the imagination of artists or dreams.

However, the most famous correlation between surrcalism and architecture
came in the form of a decade-long project by Austrian-American architect Frederick
Kiesler. After relocating to New York from Vienna in the early decades of the 20th
Century and after his association with the De Stijl movement, Kiesler worked on an
exhibition for Peggy Guggenheim, as well as collaborated with both Marcel Duchamp
and Andre Breton on the design of the «Salle Superstition» for the «Exposition
Internationale du Surréalisme» in Paris in 1947.

Following his work with the Surrealists, Kiesler began to focus extensively on
his most notable project — the Endless House. The conceptual project built on his
previous designs for the Endless Theatre as well as his own theory of Correalism, in
which Kiesler argued for the importance of the dynamic correlations between objects,
spaces, and human experience. According to Kiesler, «Sculpture, painting, architecture
sheuld not be used as wedges to split our experience of art and life; they are here to
link, to correlate, to bind dream and reality». In the lineage of the surrealist painters,
Kiesler’s house sought to dismantle the divide between the real and the more-than-real
brick by brick.

Everything that we could only see before in the works of Maurits Escher or
Salvador Dali became possible in the real world as quite plausible objects of the urban
environment — Casa Mila Antonio Gaudi’s Barcelona, ldeal Palace Ferdinand Chew.'al’s
near Leon, Cubic Houses Piet Blom’s in Rotterdam, Curve House by the architect
Shotinsky and Zalewski in Sopot, Dancing House of Vlado Milunich and Frank Gehry
in Prague, Steel House Robert’s Bruno in Texas.

Surrealism is destructive, but it destroys only what it considers to be s}}ackles
by limiting our vision. While surrealism has played and continues to pllay a crucial role
In contemporary architecture, the influence of surrealist structures and images has been
largely unnoticed.
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