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We live through Correalism.

Science, Art and Philosophy try to make us understand this fact,
more and more, deeper and deeper, richer and richer.

All our being is conditioned by a consciousness of Correalism.
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NepepmoBa

Y uac, HaCMYeHWI WBUAKOMINHHICTIO Ta 3HAKOBICTIO NOAI 0COBNNBO BaXKNMBUMM € 3aX04Mu,
O CNPUAIOTb HOBOMY YCBIAOMJIEHHIO PO3YMIHHA KYNbTYPHUX Tpaguuin ceiTy. Katanor nep-
Wwoi B YKpaiHi MiXXHapoAHOT BUCTaBKM TBOPYOro AOPOOKY KONMILHBbOrO YepHiBUAHUHA, CBOE-
pigHoro i HeNoBTOPHOTO rpomagaHMHa cBiTy Opepepuka Kicnepa sk XyLoXHVKa, apxiTekTopa
Ta Bi3ioHepa — ACKpaBe NiATBEPAKEHHA TOMY. 3HaIOMCTBO UMTaya 3 Moro 6aratorpaHHUM
i Ha3BMYANHO LiTICHUM TBOPYMM AOPOOKOM CMOHYKAE 10 HOBUX 3BEpLUEHb, 6aKaHHA 3HOBY
i 3HOBY BiluyBaTU Ta PO3YMITI TON 6E3MEXHUIA FOPU3OHT MOXKINBOCTEN «3010TOT NiHiT» AyxO-
BHOI rapMoHii TBopuA, AKNIA 06'eAHYE NOro XNUTTA Ha 3emni Mixk OkeaHoMm i Hebom.

YHiKanbHUI MynbTUMUTELb, NOJAPOBaHN CBIiTOBI ByKOBUHCbKOKO 3emsielo MaB CBOI Mpii,
YABNIEHHSA, NepeKoHaHHA i NpucTpacTi. AK iHiluiaTop Ta opraHizaTtop 6araTbox NpeseHTaLin
TBOPUMX JOCATHEHb MUTLIB y cdepi 06pa3oTBOPUOro Ta TeaTpasibHOro MMUCTELTBA BiH 3yMiB
y CKNagHWIN MiXXBOEHHMIA Yac XX cT. 06’eiHaTH pi3HOMNAHOBI TBOPYi JOCATHEHHA MUTLLIB 3 Pi3-
HWX KpaiH CBITY: Bif lereHAapHOro Manctpa ykpaiHcbkoro Teatpy Jleca Kypbaca, 3HameHM-
TOrO BiA€HCbKOrO apxiTekTopa i AnsanHepa Moseda lopdpmaHa — A0 BCECBITHLO BU3HAHOIO
ctoppeanicTa Mab6no Mikacco Ta iHWMX MUTLIB CBOET cnpaBu. BiH nto6uB Te, unm 3aiimaBcs, 6yB
HEMoBTOPHMM Y BCbOMY. | came 3 npuTamaHHUM YepHiBYaHaM MyApPVM POMAHTU3MOM CBOIX
nornAAiB Ha XUTTA Kasas: «A — vapiBHKK! A cTBoploto ocobnumei peuil» Tomy, HaneBHo, BiH
i cTaB y panekomy Hoio-Mopky Opeaeprikom [xoHom Kicnepom: XyaokHUKOM, apXiTeKTOpOM,
Bi3ioHepoMm, fun3aliHepom, nepgarorom i ginocodpom-teopeTukom. 3aranom, BiH 6yB TaknM AK
i 6iNbLWiCTb ¥ TON Yac: POMAaHTUYHUM i CEHTUMEHTaNIbHUM. JToOMB XNTTS, TBOPYICTb, MUCTE-
LTBO i NiTepaTtypy, YyAOBO rpaB Yy LWaxu, BiAPi3HAYNCb NPY LbOMY NNLLE TUM, O HIKOAN He
3pafXyBaB CBOIM ijeAM i NepeKOHaHHAM.

Voro naneka gopora [0 BU3HaHHA Y PigHOMY MICTi JOBXMHOK B 125 POKIB Bif AHA Hapo-
[KeHHA HafMxHyna Jo CninbHoI cniBnpadi i YepHiByaH. 3a TBOPYMM 3a4yMOM 1 iHiLiaT1BO
rofIOBHOro apxitektopa YepHisuis Hatanii Xinbko 3 KOAWLLHIM CTYAEHTOM, IOHUM apXiTeKTo-
pom Onekciem MantoKom, BTiNOBaTUMETbCA NPOEKT 61aroyCcTpoto YepHiBELbKOTO ABOPUKa, ie
cepep «aepes, AKi nam'aTaloTb Kicnepa», 6yae opraHi3oBaHo BifNOUYNMHKOBY 30HY 3 ra3oHamu
Ta aneAMy y KOHLeNTyaNbHOMY MOEAHAHHI TPbOX CBOEPIAHMX «OCTPOBIB TBOPUMX MOLUYKiB»
MUTLA, 06'€AHAHNX EANHOIO CKMNAAHO | HEMOBTOPHOIO «PIKOI0 KUTTA»,

DOpepepuk Kicnep Ak HIXToO iHWWIA 3ymiB 06'€eqHaTU Y CBOIIA BaraTorpaHHiin TBOPUOCTI B OAUH
KMBUIN OPraHiaM MUCTELTBO, AV3aliH | apXiTeKTypy.

MwTeLb 3HOBY NOBepTaETbCA Y piaHi YepHisLi, Ha YKpaiHy!
KoopouHamop mixHapooHo2o npoekmy,

KaHoudam mucmeymaeo3Hascmaa, doyeHm KHYBA
CeimnaHa bineHkosa



NepepmoBa

KaTanor nepuwoi B YKpaiHi ABCTpilicbKo-yKpaiHcbKoi BUcTaBky «Openepuk Kicnep — xynox-
HUK, apXiTeKTop, Bi3ioHep» — CBOEPIAHMI NiIACYMOK TBOPYOro 3aiyMy NpodpecopCbKo-BrKNa-
JaubKoro KonekTtmy KUIBCbKOro HaLioHanbHOTO yHiBepcuTeTy OyAiBHMLTBA i apXiTeKTypu
y HanarofpkeHHi crisnpawi 3 BUBYEHHSA i nonynapusaLii TBOPYOro JOPOOKY BU3HAHOMO CBi-
TOM Xy#OXHUKa, apXiTeKTopa, Au3anHepa i dpinocoda-neparora. Lien npoekr 6yB 3anoyatko-
BaHWI OeKibKa pPOKiB TOMY BiAKPUTTAM HayKOBO-Ni3HaBa/bHOrO MPOeKTy «YKpaiHy Mni3Hae
CBiT», AKUI CTaB CBOEPiAHO NIaTGOPMOI0 BTiNIEHHSA KpeaTMBHMX ifell TBOPYO HanalluToOBaHOI
Mosofii yHIBEPCUTETY K HOBOIO MOKOJIHHA MallbyTHIX apXiTeKTopiB, An3aHepiB | MUTLIB, O
TBOPUTUMYTb apxiTeKTypy XXI cTopiuys.

YHiKkanbHUi mynstUMmTeLb 3 YKpaiHu, ABcTpii Ta Amepukin Opegepurk [xxoH Kicnep nosrun
yac 3anuLaBCcAa Ha CBOIN ICTOPUYHIN BbaTbKiBLWMHI Maike HeBigoMMM. HUHI noro npoekTn
BUMAQAIOTb BEPLUMHAMWN apXiTEKTYPHOI Ta MUCTELbKO-AN3aliHePCbKoi AyMKM XX cTopivus,
AKa 3HaYHO BUMepe[Kana TOroyacHi apxiTeKTypHi yaBneHHs. /loro BuHaxoam Ans Haworo
yacy 3a/MLWAaTbCA He MPOCTO YHIKaIbHUMY NPOoeKTaMu, a CBifYEHHAM ACKPaBOro BTINIEHHA
HOBOI $inocodii NPOCTOPOBOT apXiTEKTYpPU AK iAealbHOro KOCMIYHOrO yHiBEpCymy Ta MIC-
TeLbKoi yTonii ManbyTHbOro.

Mw wupo BaAYHi MixkHapogHomy doHAy imeHi Opepepuika Ta JliniaH Kicnep y BigHi Ta Kynb-
TYPHUM iHCTUTYLiAM oconbcTBa ABCTPIi B YKpaiHi, BCIM TUM, XTO CNPUAB BTINEHHIO LibOro
NPoeKTy B XUTTA. Pafi TOMy, LLO came HaLIOMy YHiBepCUTETY [OBIPEHO BIAKPUTK CBOEpiAHE
«KONO noBepHeHHA Kicnepa Ha iCTOpUYHY baTbKiBLWMHY» Yy BUMAALI NepecyBHOI BUCTaBKM
B perioHasibHMX LieHTpax apXiTeKTYPHUX HaBYaNbHUX 3aKNajiB KpaiHW NiCnA 3aBepLUeHHA il
npeseHTauii y pigHmMx nomy YepHisusx.

leHianbHWI Xy[OXHWK, apxiTeKTop i BisioHep ®pepepuk Kicnep y pik BiA3HaueHHa 125-piu-
Horo toBineto 3 [1HA HapoakeHHA, 50-pivya 3 BigKPUTTA YHiBepcanbHOro Xpamy-my3eto cTapo-
BMHHMX MaHycKpunTiB MepTtBoro mopsa B €pycanumi (Shrine of the Book), cnpoekToBaHoOro
cninbHo 3 Apmangom Qininom bapTocom, Ta 50-piuua 3 OHA CMepTi apXiTeKTopa CTaB CIMBO-
NiYHUM 3€PHOM AYXOBHOTO 3B’A3KY MiX CBITOM TBOPUMX iAe MUTUA Ta CMIIMBUX MPIl CTy-
OEHTCbKOI MONoA,.

3 nosazoro i WupuMu NO6AXAHHAMU HOBUX MBOPYUX 3/1emie
pekmop KHYBA npogecop lMempo Kynikos
ma OekaH apximekmypHozo ¢akynbmemy npogpecop OnekcaHop KauwjeHko



NepepmoBa

BupaTHi ocobucTocTi fK i BeNuKi ifel HapoaXKyTbCsa Yy MiCTax, ie MEPETUHAITLCA KyNbTypu
Hapogis i cBiTiB. YepHiBUi — came Take micTo. TyT, Ha ceMu narop6ax HEMOBTOPHOIO MiCbKOTro
naHgwadTy HapoaKyBanucs i GopmyBanumca ocobnCToCTi, TBOPYI NOMNALM AKX 3HAYHO BUMe-
penx<anu Ton yac, B AKOMY BOHW Xunu. [1o Taknx BigOMMUX TBOPLIB CBITOBOI Ky/bTypu Hasne-
XWTb | yepHiBuaHNH Opepepuk Axy6 Kicnep, nogapoBaHuii ceitosi 22 BepecHs 1890 poky.

ByTv npuyeTHUM po cBiTNOI Nam'ATi reHianbHOro MUTUA BUAAHHAM LPYKOBAHOrO aHrio-
YKpaiHCbKoro Katanory nepuoi B YKpaiHi MixHapogHoi Buctasku «®Opegepuk Kicnep —
MUTELb, APXITEKTOP i Bi3iOHEP» 0COBMMNBO XBUIOKOYE | MOYECHO.

Y pik 125-piyya 3 OHA HapOMXKEHHA BCECBITHbO BIJOMOro aBCTPINCbKO-aMepUKaHCbKOro
XYAOXHUKa, apXiTeKTopa, An3aliHepa, TeaTpanbHOro BisioHepa, dpinocoda i TeopeTrka Ope-
fdepuka [IxoHa Kicnepa, HapogkeHoro y YepHisuax; 50-piuua 3 BIiAKPUTTA YHiKasbHOro
Xpamy-my3eto CTapoBMHHKX MaHYCKpunTiB MepTBoro mops B €Epycanumi (Shrine of the Book),
CNPOEKTOBAHOrO CMifIbHO 3 aMepUKaHCbKUM apxiTekTopoM ApmaHaom Qininom baptocom, Ta
50-pivus Bif AHA CMepTi apxiTeKTopa WUpy BAAYHICTb BUCNOBIIOEMO AnpekTopy MixHapoa-
HOro aBCTPiliCbKO-amepuKaHCcbKoro npusatHoro poHay Openeprika Ta Jlinian Kicnep y BigHi
naHy goktopy Metepy borHepy 3a NigTPUMKY HalmMx noymHaHb. OcobnrBa noaaka Kynbryp-
HUM iHcTUTYUiAM MoconbcTBa ABCTpIl B YKpaiHi Ta BCIM TUM, XTO B3AB yyacTb y peanisauil
LibOro LjikaBOro Mi>HapoAHOro NPOEKTY Y Yac JONEHOCHWX Ana YKpaiHv Nogin.

Ha cTopiHKax KaTanory untay 3yCTpiHeTbCA 3 YHiKanbHUM TBOPYMM CBITOM MUTLA, AKAA 3yMiB
y CBOiX TBOpax Bifuy Ty Halle ManbyTHE. | 3a Lie MU, YepHiBYaHW, BAAYHI 1OMY. Y MiCTi came Ha
Tivi Bynuui, e Hapoamecsa Openepuik Aky6 — manbyTHin Opepepuk IxoH Kicnep, 3anvwmnsca
e Make HeJOTOPKAHWM MICbKUA [BOPUK, «AepeBa AKOro nam’atatotb toHoro Kicnepa».
Mam’ATb NPO reHianbHOro MUTUA XMnBe y YepHiBuAX, MOro TBOPYICTb HaAMXa€E HAC Ha HOBI
3BEpPLUEHHSA i BigKpUTTA.

3 nosazoro 0o icmopii Micma i wupumu No6aXaHHAMU
HOBUX Ni3HAHb c8iMy

YepHigeybKkul micbKul 20/108a

Onexciti Kacnpyk



NepepmoBa

€Bporna — KOHTUHEHT HaUiOHaNbHOro 1 KYNbTYPHOro PO3MaiTTA Ta TiICHOI B3aEMOSil KynbTyp
i HapogiB. Mepebir icTopii TicHo NoB’A3ye 3 ABCTpi€to | YKpaiHy. 3 KonunwwHix 3emenb [lyHaicb-
KOi MOHapXxii NoxoAnTb 6araTto MUTLIB i TMCbMEHHUKIB, WO MNOEAHYE Lii PETiIOHUN 3 MOTYXXHUMY
TeuiaMy B MUCTEUTBI 1 liTepaTypi, cepef AKX ocobnmBe micLie nocifae Hacamnepes TpaauLis
aBaHrapay. barato xTo 3 BM3HaUHMX 0COOUCTOCTEN 3roAoM XMy | TBOpUIKM B €BPONI Ta CBITI,
cepep Hux | ®pepepuk Kicnep, Ak nogaeca yepes BigeHb 4o AMepurKu, NpeacTaBAaloyn
" NoLMPIOOYY TaM ifel EBPONencbKoro MogepHy.

MicnAa HaBuaHHA B TexHiuHiN BUWiN WKoni Ta Akagemii 06pa3oTBOpUUX MUCTEUTB Y BigHi
®Opepepuk Kicnep nouas peanizoByBaTu CBOI NepLui ifei AK apxiTeKTop i TeopeTuK. BiH oguH
3 TUX HebaraTbox TEOPETUKIB, AKi NOEAHYIOTb TpaauLito BineHcbKoro MoiepHy Mexi ctopiu —
LinicHoro MucneHHa Ha Kwrant OTTo BarHepa 1 Agonbda Jlooca — 3 po3BUTKOM aBaHrapay
B Mapwxi, Mpas3i i bepniHi.

OyHpauia Opepepurka Kicnepa 3 Hag3BMYaiHOK MPUEMHICTIO Brieplue 11 Yy BenukoMy ob6casi
penpeseHTye XuUTTA | TBopUicTb Opefeprka Kicnepa B YkpaiHi, a came B YepHiBuax, fe BiH
HapoAMBCA, i CNOAIBAETLCA, WO Liell HEBEIMYKMIA KaTasor JacTb 3MOTY TBOPUTU BPaxKeHHsA
NpPO NOro TBOPYICTb i BU3HAYHI TBOPU, HAZ AKMMW NpaLloBaB aBTOP NPOTAroOM Malxe Linoro
cTopivus.

CnogiBatocb, WO el KaTafor cTaHe iMnyfibCcoM AN Ginbluoro 3auikaBieHHA MOEAHAHHAM
aBaHrapgy n mogepHy B LieHTpanbHin €sponi, AKMI 30iNCHNB BENETEHCbKUIN BMNB Ha PO3-
BUTOK MOi€PHY Y CBITi 3araiiom.

Bucnoeniolo BennKy BAAYHICTb Hacamneped naHi A-p Ceitnani bineHkosil, Aka foknana
BCiX 3ycusib, abv NPULIBUALWINTI peani3aLilo LbOro NPOeKTY, a TaKOX aTalle 3 NUTaHb HayKu
i ocBiTM NnoconbcTBa ABCTpIl B YKpaiHi, kepiBHMKOBI npeactaBHnUTBa OeAD Yy JIbBOBI NaHOBI
mar. AHgpeacoBi BeHHiHrepy, nouecHomy KoHcynoBi ABCTpii'y YepHiBusax naHoBi g-py Cepriesi
Ocauyky, micbkomy ronosi YepHisuis naHoBi Onekciesi Kacnpyky i BCiM, XTO nigTprmas Lo
iHiLiaTMBY.

lemep borHep
Ooupekmop ¢pyHOayii Opedepuka Kicnepa



Opeaepuk Kicnep. XygoXKHuK, apxiteKkTop, BisioHep

Opepepuk Kicnep Hapogmsca y YepHiBusax (Ha To yac ABCTpo-YropcbKa iMnepis, 3apas:
YKpaiHa) 22 BepecHa 1890 poky. 1908 poky BiH noyaB BMBYaTK apXxiTeKTypy B Llicapcbko-
KOPONiBCbKOMY MOJIITEXHIYHOMY IHCTUTYTI (3apas3: BigeHCbKuiA TeXHIYHWI YHiBepcuTeT),
ane BXe yepes pik KMHYB HaBuyaHHsA. icna Toro HaBuaBcA B AKkagemii o6pa3oTBopUMX
MUCTELTB, OAHaK i 1i He 3akiHuuB. HeBigomo, unm Kicnep 3ammaBcsa nig yac BinHW. Cam
BiH 3rofOM Kas3aB, L0 MPOCNYXMB TpU POKK B LlicapCcbKo-KOpOoniBCbKOMY BifiCbKOBOMY
npecosomy 6t0po.

Micna BiHKM Kicnep Kinbka pokis 6yB 6e3pobiTHUM. [JoBroouikyBaHe neplue 3amoBfIEHHA
npunwno 1923 poky 3 bepniHa: opopmneHHA cueHU Ana BMCTaBM 3a n'ecoto Kapena
Yaneka “R.U.R! (Poccymceki yHigepcanbHi p6bomu) y Teatpi Ha KypdropcteHgammi. Enek-
TpomexaHiuHun kKomnnekc Kicnepa, B AKOMy BiH yXe Tofi BUKOPUCTaB KiHOMpPOeKLUito,
NPVIHIC NOMY LIMPOKe BM3HAHHA B aBaHrapAUCTCbKIMX KOMaxX y BCbOMY CBITi.

HactynHoro poky BigeHcbke TOBapMCTBO MiATPUMKM CyYaCHOro MMUCTELITBA 3anpocuio
Kicnepa opraHisysat Mi>kHapofHy BUCTaBKY HOBOI CLIeHIYHOI TEXHIKI Yy MeXaX My3N4HO-
TeaTpanbHoro ¢ectranio y BigHi. 3 Liel Haroaw BiH 3anpocrB Jo BigHA npeacTaBHMKIB
PO3MaiTUX EBPOMENCHKMX aBaHrapANCTCbKIMX PyXiB — Bif, HiMeLbKoro bayraysa i Higep-
nanfcbkoro «CTuso» [0 POCINCbKUX KOHCTPYKTUBICTIB Ta iTaniicbkmx ¢yTypucTie, —
o6 npoaeMoHCTPYBaTK Ny6AiUi iXHI PeBONIOLINHI KOHLENLT 3a LONOMOrol cucTemMun
NPOCTOPOBOT €KCNO3ULii — TaK 3BaHOT «cucteMun L+T» (Him. Leger- und Tragersystem).
Kpim Toro, Kicnep ctBopuB Mopesnb «CLeHV ManbyTHbOro» HaTypasibHMX PO3MipiB, Ha
AKIN peanbHo BifdyBanuca TeaTpasbHi AiNcTBa. |aeto Takoi cnipaneBmaHOT «NPoCTOPOBOT
cueHu» Kicnepy HaBianu cnopTMBHI apeHn 1 amepuKaHCbKi FipKy, i Le 6yB CBOEPigHUIA
«TeaTp LWBUOKOCTEN».

1925 poKy aBCTPICbKMI apxiTekTop Ta AusanHep Mosed foddman nonpocus Kicnepa
odopmMnTY CeKLilo aBCTPiicbKoro TeaTpy Ha MiXHapOAHIN BUCTaBLi AEKOPaTMBHOMO
mMucTeuTBa y Mapuki. 3amicTb 3BUYHOT ekcno3uii Kicnep cTBOpuB BeNWKy CTPYKTYpY, LLO
6yna niggilweHa fo cTeni N Haye navBna B npocTopi. Lle Tak 3BaHe «MicTo B npocTopi»
Kicnep onuncas Ak mogenb NavMBy4Yoro Micta ManbyTHbOro.

Y Napwxi Kicnep nosHanomusca 3 [kenH lin, pefakTopKow aBaHrapanCTCbKOro Xyp-
Hany Little Review, aka 3anpocuna Noro opraHisysaTi CrinbHO 3 Helo B Hblo-Mlopky mix-
HapoLHY TeaTpasibHy BUCTABKY, fika Mana BigoyTnca HaBecHi 1926 poky. 19 ciuHa 1926
poky Opegepuk Kicnep pasom 3 apyxuHoto LUtedi nokmHynu €spony n BUpyLwIMan
uepes okeaH Ao Hosoro CaiTy. Ha Toi1 uac BOHM e He 3Hanu, wo Hblo-Mopk ctaHe ixHim
HOBUM MpPUCTaHULLEM.

MixHapofHa TeaTpanbHa BMCTaBKa, Wo Bigdynacb y CTeiHBen-xoni, Mana CKPOMHUN
ycnix; Kiflbkom HacTynHMM npoekTam Kicnepa He cyaunoca 3peanisyBatuca. Abu 3apo-
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6utn Ha npoxutTa, LTtedi Kicnep miwna npauosaty Ao Hblo-Mopkcbkoi ny6niuHoi
6ibnioTeku, Ae i NpPU3HauMNM BigNoBiganbHO 3a GpaHLy3bKuii i HiMeLbkuid GoHaW. Kic-
nep TMM Yacom opopMIIIOBAB BITPUHWN 3HAMEHUTOI KpaMHULi Saks Fifth Avenue, pe BiH
no-TeaTpanbHOMY BUraAanBO PO3TaLLOBYBAB MiHIMyM BUPOOIB.

1928 poKy Ha 3amoBrieHHs MixXHapogaHoT rinbaii KiHomucTeuTsa (International Film Arts
Guild) ®pepepuk Kicnep cnpoeKkTyBas iHHOBaLiHWUI KiHOTeaTp y IpiHBIu-Binnigxi, akun
BiIKpMBCA HaBecHi 1929 poKy nig Ha3soto «KiHoTeaTp rinbdii KiHo» (Film Guild Cinema).
Vloro peknamyBanu sk «nepLunii CTOBIACOTKOBMIA KIHOTeATP»; BiH BUPA3HO BiApi3HABCA
Bifl TpaguuiiHMX TeaTpiB i BignoBigaB notpe6bam HOBOrO MeAiHOrO NPOAYKTY — KiHO-
dinbmy. 306paxeHHsA MOXKHa OyNio CNPOeKTOBYBaTH Tak, W06 BOHO OXOMJOBANO CTeNto
1 CTiHW | TaKNM YMHOM CUJIbHILLE aHraXKyBano rnsagavis y aito dinbmy.

Tpweana Benuka [lenpecis, i 6inbluicTb NPOEKTIB yMUpanu, HaBiTb He BCTUTLLIM HAPOAUTUCH.
Y 1i cknagHi vacu Kicnep 3aimaBca NpoeKTyBaHHAM MeOiB | CBITUNbHMKIB, MNaHyBaHHAM
eKCnepmrMeHTanIbHOro TeaTpy AfA rpomMaan MUTUIB y ByAcTOKy, a TakoX NPOeKTyBaHHAM
MOZYNbHOrO OAHOCIMeNHOro ByAnHKY Ana cepiiHoro BupobHuuTaa (Nucleus House).

Space House Kicnepa, ctBopeHunii 1933 poky, BnepLue BUABIAE B 1Oro TBOpax 6ioMopdHi
puch 1 3HameHy€e cob60t0 MOBOPOTHUI MOMEHT Yy horo ctuni. Lle 6yna mogenb ogHo-
ciMeiHOro ByAVHKY TakUxX PO3MIpiB, WO TYAN MOXHA Oyno BBilTYW; IOr0 Npe3eHTyBanm
y BUCTaBKOBOMY 3ani Mebnesoi KomnaHii Modernage Furniture Company B Hblo-Mopky.
MpriBepTana yBary nerko 3aoKpyrieHa 30BHilLHA CTiHa; BOHa Mana OyTu CKOHCTpyIio-
BaHa fAK CyUiIbHA PIBHOMIPHO HATATHYTa MNOBEPXHS — MOAIOHO [0 AEYHOI WKapanymnu.
Lia camoHecyya 3a0KpyrieHa KOHCTPYKLA CTana OCHOBOI AnA 6araTbOX MOro NisHiLmx
APXITEKTYPHUX MPOEKTIB.

Big 1934 poky Opepepuik Kicnep noHag ABa AecATUPIYYA MpaLioBaB XyOOXHUKOM-
LEKOpaTopoM i BUKNagauem y [KynbsapACbKin WKoni Mmy3unku. Teatp 3abe3nedysas iomy
He N1Le NOCTINHWUIA [oXid, a  MOXNMBICTb anpoboByBaTy HOBI igel. Big 1937 poky Kic-
nep BuKnagas Takox y LLkoni apxitekTypu Konymbiicbkoro yHiBepcuTeTy, fie 3acHyBaB
nabopaTtopito Kopenauii An3ainHy, Akot Kepysas Ao 1941 poky. MeToto ui€i nabopaTtopii
6yno BMNpaLoBaT HayKoBUIA Niaxia Ao An3aiHy. B o yac Kicnep pani po3BsrBas cBOtO
Teopito «koppeaniamy» i pa3oMm 3i CTyAeHTamy NpaLioBaB Hag NPOTOTUNAMM MOBINbHUX
KHVXXKOBUX cTenaxiB (Mobile Home Library) Ta TpuBMMipHOro anapaty Ana Bisyanisauii
npotiecy noacbkoro 3oposoro cnpuinmanHs (Vision Machine).

1940-i pokn o3HameHyBanuca ana Kicnepa, 3 ogHoro 60Ky, Hanarsom 1o Hbto-Mopka
BEJINKOT KiNbKOCTi €EBPOMNENCbKMX MUTLIB, MMCbMEHHUKIB Ta iHTENeKTyaniB, AnAa AKUX BiH
He3abapoMm CTaB OCHOBHOI KOHTAaKTHOI 0C06010 B AMepuLi, a 3 iHWOro 60Ky, Moro HoBa-
TOPCbKMMM KOHLIENLiAAMM 0DOPMIEHHA BUCTABKOBYX 3aniB. 1942 poky Merri lyrreHranm
3aMOBWMa NOMY MPOEKT nepeobnafHaHHA ABOX KONMLLHIX KpaBeLbKMX MaicTepeHb nifg
BMCTaBKOBY ranepeto ansa cBoei konekuii. OgHe 3 npumileHb y ranepei-mysei 3 Ha3Bow
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«MucTelTBO LUbOro ctopivusa» (Art of This Century) 6yno npusHaueHe gns cioppearnic-
TUYHWUX TBOPIB: BiABIAYBAaY OMUHABCA B 3asi, e 6yNno YyT! MOTOPOLUHWUIA 3BYK Habnu-
YKeHHSA NoTAra, a MeXaHiuHi NPUCTPOT NPOCTArann MOMy Ha OrnAg HeobpameHi KapTUHN.
HaTomicTb y cycigHboMy 3ani abCcTpaKTHI 06'€KTY Oy NPUKPINAEHi [0 IMHB, HATAFHY TUX
Bifg cTeni go nignoru.

1947 poky Kicnep ctaB aBTOpPOM [BOX HOBATOPCbKUX KOHLEMLiA CloppeanicTUYHnX
BUCTaBOK — Bloodflames 1947 y ranepei "ioro B Hblo-Vlopky i Exposition Internationale
du Surréalism y ranepei Mar'y Mapwxi. Ha unx BUCTaBKax eKcnoHaTy 3BMcanu 3i cteni, cto-
ANN Ha NiAnosi abo > 6yny NPUKPUTI HATATHYTOIO TKaHKHOIO i iX MOXHa 6yno po3rnegiti
nuwe yepes creuianbHi otBopU. AMGITHOI MeToto Kicnepa 6yno noeaHaHHA BCiX MUC-
TeLbKNX ANCLUMNITIH — >KMBOMWCY, CKYNIbNTYPW Ta apXiTeKTypy — B €EAUHOMY MUCTEL|b-
KOMY TBOPi.

1950 poky ®pepepuk Kicnep BrCTaBUB CBOIO MepLly ManeHbKy FMNHAHY Mofenb «be3-
KOHeuHoro 6yauHKy» pasom i3 ckynbntypoto [esiga fapa y ranepei Kytua B Hbto-Mopky.
lnea «6e3koHeuHoro GyaMHKy» nepecsigyBana Moro Ao KiHUA XWUTTA, OfHaK il Tak i He
cypunoca 3peanisyeatuca. B ogHomy 3 TekcTiB Kicnep nucas npo nnasHi nepexoan Bce-
peauHi anueBmagHOro OyAMHKY: TaM He Mano 6yTW YiTKOro MoAiny Ha OoKpemi KiMHaTu.
Kpim Toro, BiH MipKyBaB Hag NCUMXOMOTYHUM epeKTOM CBiTNa i Hag TUM, AK «6e3KOHeY-
HWUIA BYANHOK» Mir 61 NiIACUANTY IHTEHCUBHICTb A@HHOTO CBiTNa.

Y 1957-1962 pp. Kicnep kepyBaB apxiTeKTypHUM 6i0po pa3om i3 ApmaHgom baptocom.
PesynbTaToM iXHbOI cniBnpaLi ctana ranepes B roteni Carlyle y Hbio-Mopky, ctBopeHa
Ha 3aMOB/EHHSA KoneKuioHepa lepbepTta Maepa (World House Galleries) Ta Xpam KHurm
B €Epycanumi. Y Uil BUHATKOBIM OyaiBni 36epiraloTbca Tak 3BaHi KympaHCbKi cyBOi —
¢dparmeHnTn bibnii, BUABNEH Mig yac po3konok y KympaHi Ha 6eperax MepTtBoro mops.
Xpam KHurn — ue yHikanbHWUA 3pa3ok CUMBONICTCbKOI apXiTeKTypu. BuctaBkoBi 3anu
3HaxXoAATbCA Nif 3eMAelo, a Ha NMOBEPXHi BUCOYIE nuwe 6eTOHHUIA Kyrnos, 0bKnageHuin
6inMm Kaxnem, a fani TArHeTbCA YopHUI 6asansToBUiA Myp. Kaxni noCTinHO 06npuckyoTb
BOJOI0, BHAC/IIOK YOO CTBOPIOETHCA ONTUYHUIA aHTAroHi3M 3 ByNKaHiYHUM 6a3anstom,
o cmBonisye 6opoTtbby [Jobpa 3i 3nom.

1958 poky Mysein cyyacHoro muctelTtsa Hagas Kicnepy AOBroouvikyBaHy MOXIMBICTb
3peanisyBaTu KoHLenLito «be3koHeyHoro 6yanHKy» y dopmi Mofeni HaTypanbHNX PO3Mi-
piB, AKa Mana 3aHATY MicLe B cafly CKyNbnTyp mMy3eto. Y HacTynHi poku Kicnep ctsopus
KiNbKa ecKi3iB i KpecnieHb, a TaKoX HMU3KY HEBENUKNX TPUBUMIPHUX CTydin. Moaenb HaTy-
panbHMX PO3MIpiB TaK i He 3'ABunacs, ane Kicneposi CTyAil eKCNOHyBanu Ha BMCTaBKax,
3aBAAKM YOMY BOHM 3peLuTolo 3406ynu CBITOBY C/aBy.

B ocTaHHi poku xutTa Kicnep 6inbwe 3ocepenmsca Ha ckynbntypi. CBOi po6oTn BiH
Ha3BaB Galaxies, Shell Sculptures Ta Environmental Sculptures. Kinbka ckynbnTyp — feski
PO3MipOM 3 Liny KiMHaTy — eKCMOHYBanu B CyrnpoBOAi CBITNOBYUX i 3BYKOBUX iHCTanALiN.
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Y pamkax rpaHTy ¢oHay Qoppa Kicnep npautoBaB Haf NpoeKkTaMu ifeanbHOro TeaTpy,
Je nifgcymyBaB yci CBOI KOHUenNUil Ta NoCTynaT MUHYnmx gecatupiy: The Universal mas
3abe3neuyBaT MaKCMMasbHYy THYUKicTb, O Toro X Kicnep nnaHyBaB fofati A0 HbOrO
[lecATnnoBepxoBuin odiCHWUI LEHTP, padiocTaHuii Ta ranepel. NMpoekTn Kicnepa i anto-
MIHIEBY MOJENb eKCMOHyBanuM pa3oMm i3 CiMOMa iHWMMW NPOeKTaMu Ha MnepecyBHil
BUCTaBLi [0easnbHUl meamp: gicim KoHYenuid.

OcTaHHiM 3annaHoBaHuM (i HepeanizoBaHMM) apxiTeKTypHUM npoekToM Kicnepa 6yB
[pom 0518 medumauid pna rpomaan micta Hoto-fapmoHi B waTi IHAiaHa. Lia cumBoniuHa
6yniBnA mana gonomaraTi NtogAamM BCTaHOBIOBATY 3B'A30K i3 KOCMIYHMM CBITOM.

Y BepecHi 1963 poky apyxuHa Kicnepa LUtedi nomepna Big paky nereHb. BiH y 6epesHi
1964 poKy nepexmB iHGapKT i HeBAOB3i OAPYXKMBCA 3i CBOEIO KOJIMLUHbOK aCUCTEHTKOIO
N [OBroniTHboW cniBpobiTHMLeto JliniaH OniHci. Y KBiTHI 1965 poky B €pycanumi ypo-
yncTo BiAKpuaM Xpam KHUrm — eamHui 3peanizoBaHun npoekt Kicnepa, AKNA iCHye
[OHMHI. 27 rpyaHa 1965 poky Openepuk Kicnep nomep y Hoto-Mopky.
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[lekopauii go BrcTaBu 3a n'ecoto Kapena Yaneka “R.U.R!, Teatp Ha KypdropcteHaammi, BepniH, 1923 p.
Stage design for Karel Capek’s play “R.U.R.; Theatre am Kurfiirstendamm, Berlin, 1923

MpocTopoB.a cueHa, MixHapofHa BUCTaBKa HOBOI CLIeHIYHOI TeXHiKK, BigeHb, 1924 p.
Space Stage, International Exhibition of New Theatre Techniques, Vienna, 1924
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Opepepvik Kicnep nicna npubyTTa fo Holo-Vopka, 1926 p., doto: Underwood & Underwood
Frederick Kiesler in New York, 1926, photo: Underwood & Underwood

OdopmneHHa BITpyHYU ana kpamHuLi Saks Fifth Avenue, Hblo-Mopk, 1928 p.
Design of shop window of Saks Fifth Avenue, New York, 1928
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OparmeHT BrcTaBkM Bloodflames 1947, ranepes ["oro, Hblo-Mopk, 1947 p.
A view into the exhibition Bloodflames 1947, Hugo Gallery, New York, 1947
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Foreword

In the time full of fleeting and symbolic events, of particular importance are activities that
promote a better understanding of global cultural traditions. One proof of this truth is the
catalogue of the international exhibition of the works of Frederick Kiesler — an artist, an
architect and a visionary, an original and unique citizen of the world, born in Chernivtsi. His
oeuvre, multifaceted and remarkably consistent, stimulates the reader to rise to new chal-
lenges, to sense and comprehend, time and again, the infinite horizon of possibilities of the
artist’s spiritual harmony that fills his life in this world between the ocean and the blue sky.

Born and raised in Bukovyna to become a multiartist with international renown, Kiesler had
his own dreams, ideas, beliefs and passions. As a sponsor of many exhibitions of modern arts
Kiesler managed to put together various artworks produced by artists from different parts
of the world — from legendary master of the Ukrainian theater Les’ Kurbas, from famous
Austrian architect and designer of consumer goods Josef Hoffman to world-known surrealist
Pablo Picasso and other artists. He loved what he was doing and he was unique in every-
thing. He used to say — with a touch of that Chernivtsi-style wise romanticism:“l am a wizard.
| create unique things!” That is, probably, why in distant New York, he became Frederick John
Kiesler — an artist, an architect, a visionary, a designer, a pedagogue and a theoretical philo-
sopher. In general, he was like most people of his time — romantic and sentimental. He loved
life, art and literature; he was a good chess player; his only distinction was that he never
betrayed his ideas and beliefs.

The long-awaited recognition from his native Chernivtsi came only 125 years after his birth,
and it inspired the citizens of Chernivtsi to undertake a common project. On the initiative
of the city architect Natalia Khilko and her former student Oleksiy Haliuk, a young architect,
the city will beautify a garden in Chernivtsi, where among “the trees that remember Kiesler”
a recreation area will be created with lawns and alleys, designed as a conceptual composition
of three “islands of artistic quest”in a complex and unique “river of life".

In his multifaceted work Frederick Kiesler managed to unite art, design and architecture into
a single living organism.

The artist comes back to his native Chernivtsi, to Ukraine!
The coordinator of the international project,
PhD in Art Studies, Associate Professor of

Kyiv National University of Construction and Architecture
Svitlana Bilenkova
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Foreword

The catalogue of the first Austrian-Ukrainian exhibition Frederick Kiesler. Artist, Architect,
Visionary is a result of the collective effort of the staff of Kyiv National University of Construc-
tion and Architecture, aimed at popularizing the oeuvre of the world-known artist, architect,
designer, philosopher and pedagogue. The effort started several years ago with the educa-
tional project The World Explores Ukraine, which provided a platform for creative ideas of the
university’s progressive youth as a new generation of architects, designers and artists that
will create architecture in the 215 century.

In his historical homeland, the unique multiartist from Ukraine, Austria and the United States
Frederick John Kiesler remained almost unknown for a long time. Today, his projects seem
the summit of the 20" century architectural and artistic thought, far more progressive than
the contemporary architectural mainstream. For our time, his inventions are not just unique
projects; they are bright representations of the new philosophy of spatially organized archi-
tecture as an ideal cosmic universe and artistic utopia of the future.

We are grateful to the Austrian Frederick and Lilian Kiesler Private Foundation in Vienna,
to the culture divisions of the Austrian Embassy in Ukraine as well as to all those who con-
tributed to the implementation of this project. We are happy that our university has been
entrusted with the mission to start Kiesler’s return to his homeland with the opening of the
travelling exhibition, which will make a tour of other regions of Ukraine after its closure in
Kiesler’s native Chernivtsi.

On the 125™ anniversary of his birth, on the 50* anniversary of the opening of the Shrine of
the Book, a unique museum in Jerusalem housing the Dead Sea Scrolls, that was designed by
him and Armand Phillip Bartos, and on the 50" anniversary of his death, the brilliant artist,
architect and visionary Frederick Kiesler has become a symbolic spiritual link between the
world of the artist and bold dreams of students.

With warmest regards and wishing the readers

new flashes of artistic inspiration,

Professor Petro Kulikov, President of Kyiv National University of Construction and Architecture,
Professor Olexandr Kaschenko, Dean of the Faculty of Architecture
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Foreword

Outstanding personalities and great ideas are born at crossroads of cultures and worlds.
Chernivtsi is exactly such a place. Here, on the seven hills of the unique urban landscape,
great personalities were born and shaped, whose artistic worldview was well ahead of the
time they lived in. Frederick Kiesler, born in Chernivtsi on 22 September 1890, was one of
such famous creators of the world culture.

It is a great honour to be involved in the publication of the English-Ukrainian catalogue
of the first Ukrainian exhibition Frederick Kiesler. Artist, Architect, Visionary, organized in his
memory.

On the 125%™ anniversary of the birth of the world-known Austrian-American artist, architect,
designer, theatrical visionary, philosopher and theoretician Frederick John Kiesler, born in
Chernivtsi, on the 50" anniversary of the opening of the Shrine of the Book, a unique museum
in Jerusalem housing the Dead Sea Scrolls, that was designed by Kiesler and Armand Phil-
lip Bartos, and on the 50™ anniversary of Kiesler's death, we are expressing our gratitude to
Mr.Peter Bogner, the director of the Austrian Frederick and Lilian Kiesler Private Foundation
in Vienna, for his support for our initiatives. We are particularly grateful to the culture divi-
sions of the Austrian Embassy in Ukraine as well as to all those who contributed to the imple-
mentation of this international project, at the time when Ukraine’s destiny is being decided.

The catalogue will introduce the reader to the unique world of the artist, who managed to
sense our future through his works. And that is why we, the citizens of Chernivtsi, are grateful
to him. In our city, on the very street where Frederick John Kiesler was born, there is a small
garden, that has remained almost intact, where “the trees still remember young Kiesler”.
Kisler's memory lives on in Chernivtsi, his oeuvre inspires us to new achievements and dis-
coveries.

With respect for the city’s history and wishing the readers
new knowledge of the world,

Oleksiy Kaspruk

Mayor of Chernivtsi
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Foreword

Europe is a continent of ethnic and cultural diversity and exchange. The course of history
binds Austria and Ukraine together. The former lands of the Danubian monarchy produced
a lot of artists and writers, which fact connects these regions with important trends in art and
literature, particularly the avant-garde tradition. Many of those prominent figures later lived
and worked in other parts of Europe and the world, including Frederick Kiesler, who traveled
first to Vienna, and then to the USA to represent and spread there the ideas of the European
modernism.

Following his study at the Imperial-Royal Polytechnic Institute and the Academy of Fine Arts
in Vienna, Kiesler started to implement his first ideas as an architect and theoretician. He is
one of the few theoreticians who link the tradition of the Vienese modernism of the turn
of the century — the holistic thinking a la Otto Wagner or Adolf Loos — with the develop-
ment of the avant-garde in Paris, Prague and Berlin.

It is a great pleasure for the Frederick Kiesler Foundation to present for the first time Frede-
rick Kiesler’s oeuvre in Ukraine, in Chernivtsi, the city where Kiesler was born. | hope that this
small catalogue will help the readers to form an idea about Kiesler's outstanding works, on
which he was working for almost a century.

I hope that this catalogue will encourage a greater interest in the interplay of the avant-garde
and modernism in Central Europe, which had a significant influence on the development
of modernism in the whole world.

I am particularly grateful to Dr. Svitlana Bilenkova, who has spared no effort to make this
project happen as soon as possible with the support of MMag. Andreas Wenninger, Attaché
for Science and Education of the Austrian Embassy in Kyiv and Manager of the OeAD in Lviv,
Dr.Serhiy Osachuk, Honorary Consul of Austria in Chernivtsi, Mr. Oleksiy Kaspruk, Mayor of
Chernivtsi, and all those who supported this initiative.

Peter Bogner,
Director of the Austrian Frederick and Lilian Kiesler Private Foundation in Vienna
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Frederick Kiesler. Artist, Architect, Visionary

Frederick Kiesler was born in Chernivtsi (then part of the Austrian-Hungarian Empire,
now Ukraine) on September 22, 1890. In 1908, he began to study Architecture at the
Imperial-Royal Polytechnic Institute (today: Vienna University of Technology) but
dropped out after only a year. He also left the Academy of Fine Arts without a degree.
Little is known about what Kiesler was doing during the war. He himself mentioned later
that he served in the Imperial and Royal War Press Bureau for three years.

After the war, he was unemployed for several years. The long-awaited first assignment
came from Berlin in 1923, from the theatre: the stage design for Karel Capek’s play
“R.U.R" (Rossum’s Universal Robots) at the Theatre am Kurfiirstendamm. Kiesler’s elec-
tro-mechanical set already used film projection and was acknowledged by the interna-
tional avant-garde.

In the following year, the Society for the Support of Modern Art in Vienna (Gesellschaft
zur Forderung moderner Kunst in Wien) invited Kiesler to organise the International
Exhibition of New Theatre Techniques in the course of the Music and Theatre Festival
of Vienna. This provided him an opportunity to invite representatives of various Euro-
pean avant-garde movements to Vienna — from Bauhaus and De Stijl to the Russian
Constructivists and Italian Futurists — and to exhibit their revolutionary concepts using
a spatial presentation system — the so-called‘L and T System’ (Leger und Tréiger). Further-
more, Kiesler created a 1:1 scale model of a‘stage of the future, where a play was indeed
performed. This spiral Space Stage was inspired by sport arenas and roller coasters and
was described as a theatre of speed.

In 1925, Kiesler was asked by Josef Hoffmann to design the Austrian Theatre Section
at the International Exposition of Modern Industrial and Decorative Arts (Exposition
Internationale des Arts Décoratifs et Industriels Modernes) in Paris. Instead of conventional
exhibition architecture Kiesler built a large structure that hung from the ceiling and
seemed to float freely in space. This so-called ‘City in Space’ was later described by him
as a model of a floating city of the future.

In Paris, Kiesler met Jane Heap, editor of the avant-garde magazine Little Review, who
invited him to organise an international theatre exhibition in New York in spring 1926
together with her. On January 19, 1926, Frederick Kiesler and his wife Stefi left Europe
by ship towards the New World. At that moment, they didn't know that New York was
to become the new centre of their lives.

The International Theatre Exposition at the Steinway Hall was a modest success, and
all following projects came to nothing. To ensure a steady income, Stefi Kiesler took on
a full-time job at the New York Public Library, where she was in charge of the French
and German collections. In the meantime, Kiesler designed shop windows for the
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department store Saks Fifth Avenue, where he theatrically arranged an unusually small
number of items.

In 1928, Frederick Kiesler designed a novel cinema in Greenwich Village for the Film
Arts Guild, which opened in spring 1929 as Film Guild Cinema. Promoted as ‘The First
100% Cinema; it was clearly different from the classical theatre buildings and met the
needs of the new medium. The projection could be expanded to the walls and ceiling to
atmospherically involve the audience more strongly.

During that period, the Great Depression nipped every assignment in the bud. In this
difficult time, Kiesler’s projects included furniture and lamp designs, the planning of
an experimental theatre for the Woodstock Art Colony as well as the drafting of a mass-
produced single-family modular home (Nucleus House).

From 1933, Kiesler’s Space House for the first time shows biomorphic features in his
oeuvre and thus marks a stylistic shift. It was built as a walk-in model of a single-family
home in the exhibition space of the Modernage Furniture Company in New York. The
slightly rounded exterior wall was eye-catching; it was to be constructed as a single
surface of continuous tension — much like the shell of an egg. This kind of continu-
ous tension shell construction also became the basis of many of his later architecture
projects.

From 1934, for more than two decades, Frederick Kiesler worked as a stage decorator
and lecturer at the Juilliard School of Music. The theatre gave him a regular income and
was a place where he could test some of his ideas. Between 1937 and 1941, Kiesler was
also teaching at the School of Architecture at Columbia University, where he founded
and ran a Laboratory for Design Correlation. Its goal was a scientific approach to the
design process. At the time, Kiesler further developed his theory of ‘Correalism’ and
worked with students on prototypes of a flexible book storage (Mobile Home Library)
and an apparatus to visualise the human process of perception (Vision Machine).

The 1940s were shaped for Kiesler, on the one hand, by the emigration of numerous
European artists, writers and intellectuals to New York, whose point of contact he soon
became, and on the other hand, by his groundbreaking exhibition designs. In 1942,
Peggy Guggenheim engaged him to convert two former tailor shops into a gallery
space for her art collection. The Art of This Century museum-gallery featured one room
reserved for surrealist artworks, where the sound of an approaching train scared the visi-
tors and where frameless paintings were held out towards the guests by gripper-arms.
In the adjoining room, abstract objects were attached to ropes, which were stretched
from the floor to the ceiling.

In 1947, two visionary designs of Surrealist exhibitions followed: Bloodflames 1947 at
the New York-based Hugo Gallery as well as the International Exposition of Surrealism
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(Exposition Internationale du Surréalisme) at the Galerie Maeght in Paris. These exhibi-
tions featured artworks hanging on the ceiling, standing on the floor; some were hid-
den behind a textile wall cover and could be seen only through peepholes. Kiesler’s
ultimate goal was to unify all art forms — painting, sculpture and architecture — in
a total work of art.

In 1950, Frederick Kiesler exhibited his first small clay model of an Endless House along
with a sculpture by David Hare at the Kootz Gallery in New York. The idea of an endless
house was to stay with him for the rest of his life without ever being realised. In a text
Kiesler wrote about the flowing transitions inside the egg-shaped house, there should
have been no division into single rooms. He also pondered over the psychological effect
of light and how the Endless House could increase the intensity of incoming light.

Between 1957 and 1962, Kiesler ran an architecture office together with Armand Bartos.
This cooperation resulted in a gallery at the Carlyle Hotel in New York commissioned
by rt collector Herbert Mayer (World House Galleries) as well as the Shrine of the Book
in Jerusalem. This exceptional building stores and exhibits the Dead Sea Scrolls, the bibli-
cal fragments that were discovered in archaeological excavations at Qumran. The Shrine
of the Book is an extraordinary example of symbolic architecture. The underground
exhibition space contrasts with a white-tiled concrete dome aboveground and a dark
basalt wall. The tiles are constantly sprinkled with water and optically stand in opposi-
tion to the volcanic basalt symbolizing the battle between Good and Evil.

In 1958, the Museum of Modern Art gave Kiesler the long-awaited opportunity to realise
his concept of an Endless House, namely as a full-size model at the museum’s sculp-
ture garden. In the following years, apart from several sketches and plans he produced
a series of small three-dimensional studies. The 1:1 scale model was not realised in the
end, but Kiesler’s studies became internationally known through exhibitions.

During the last years of his life, Kiesler increasingly devoted himself to making sculp-
tures. He called these works Galaxies, Shell Sculptures and Environmental Sculptures.
Some of these sculptures — sometimes room-filling — were theatrically staged with
light and sound installations.

In connection with a grant from the Ford Foundation Kiesler worked on plans of an
ideal theatre, in which he summarised all his concepts and postulations of the previ-
ous decades: The Universal had to offer a maximum of flexibility and be completed
by a ten-storey tower block with offices, radio stations and galleries. Kiesler’s plans and
an aluminium model were presented along with seven other projects in the travel-
ling exhibition The Ideal Theatre: Eight Concepts. Kiesler’s last planned (and unrealised)
architecture project was a Grotto for Meditation for the New Harmony Community
in Indiana. The symbolic building was to help people establish a connection with the
cosmic world.
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In September, 1963, Kiesler’s wife Stefi died of lung cancer. He himself suffered a heart
attack in March 1964. Shortly afterwards, he married his former assistant and long-time
confidante Lillian Olinsey. In April 1965, the Shrine of The Book, Kiesler’s only realised
and still remaining building, ceremoniously opened in Jerusalem. On December 27,
1965, Frederick Kiesler died in New York.
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Openepvik Kicnep 3a poboToto Haa apoTosoto Mogennio Endless House, Hblo-Vlopk, 1958-1959 pp.
Frederick Kiesler working on the wire model of Endless House, New York, 1958-1959

Benuka mogenb beskoHeuHOro 6yANHKY, Hblo-Mopk, 1959 p.
Large model of Endless House, New York, 1959
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