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Abstract: The subject of this research includes design princi-
ples through which the integration of interior and exterior can
be achieved. The principles are grouped according to the role
they play in achieving the relationship between outer and inner
space. Two directions of possible interactions are considered: a)
the influence of the interior on the exterior and b) the influence
of the exterior on the interior.

The structure of design principles is conceived by applying the
deductive method and is derived from the basic motives that
most often cause interactions between the interior space and
the environment. The analysis of characteristic motives, which
are mainly a consequence of the extroverted or introverted na-
ture of the user, the desire for intimacy or presenting material
status, etc., formulates design principles that provide an answer
to the needs for integration of interior and exterior. The prin-
ciples are clearly presented using characteristic examples of
modern concepts of spatial organization and interior design.
The main goal of the research is to determine a methodical
structure of creative principles, which enable the integration of
interior and exterior, and supporting that relation at the same
time, but also to check the stance that the architect’s shaping of
the user’s desire to perceive the immediate environment is suf-
ficient for the basic connection of external and internal space.
In addition, it is important to emphasize that for higher levels
of the mentioned integration, it is necessary for the user to see,
but also to be seen, i.e. that there is a mutual interest in the in-
teraction of both the user of the interior space and the observer
who experiences the interior from the environment.

The results of the research indicate, first of all, the existence of a
larger number of creative principles by means of which it is pos-
sible to connect the interior space with the immediate environ-
ment. On the other hand, the paper states a close cause-and-ef-
fect relationship of motives, which arise from the specific users’
needs and the architect’s competence to recognize the wishes of
users and articulate them in a contextual visual expression.
Keywords: architecture, interior, context, human needs, expe-
rience of space.
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INTRODUCTION

Influential factors that determine the context of each interior space or building
can be: a) program (human needs and users’ desires conceived in the form of a
project task), b) location (natural or artificial), and c) time (socio-cultural and tech-
nical-technological). Influential factors include the basic parts that determine the
levels and types of design process arrangement as well as the ways in which they
are embodied in space.” These factors must be understood, analyzed and adopted
in order for the building to be integrated into its context. In architecture, there is
a view that a house designed in response to its specific urban and natural environ-
ment is called contextualism. It should be emphasized that contextualism is not
a style, but a creative preference or tendency, and that in a certain sense, and in
different ways, it is always present in architecture.? If the previous attitudes are
translated to the level of interior space, i.e. interior design, identical relations can
be ascertained that exist at the level of the architectural object as well. In the do-
main of interior design, the context encompasses the entire physical structure of
the building to which that interior space belongs, but also all the other mentioned
factors, more broadly.

Numerous researchers have dealt with the interpretation of the context in ar-
chitecture,® however, there are quite a few scientific papers dedicated to the re-
lations between interior and exterior. One of the significant papers on this topic
is the work of Leila Ayoub and Hidetsugu Kobayashi, who analyze the concept
of interior openness in an architectural context and its role in various human ex-
istential needs, as well as cultural and social interests.* Marija Stamenkovi¢ and
Aleksandar Kekovi¢ dealt with the analysis of the interior of commercial buildings
by the method of defining the boundaries of the designed internal space and the
external environment, i.e. the connection of spaces for different purposes. The
authors conduct a concise classification of the way of connecting the interior with
the outside environment, emphasizing that the relationship between interior and
exterior is primarily realized through openings on the facades, then, by modeling
and materializing the entrance front and accentuating elements in the interior with

1 [. Mapywuh, MpojekToBatbe 2: BuiienopoanyHo ctaHoBame — CBecka 4, beorpag, 1999.

2 M. Tabarsa et N. Younes, “The Role of Contextualism in Architectural Design of Muse-
ums”, Journal of History Culture and Art Research 6/1, 2017, 356.

3 C. Alderson, “Responding to Context: Changing Perspectives on Appropriate Change in
Historic Settings®, APT Bulletin: The Journal of Preservation Technology Vol. 37, No. 4,
2006,22-33.; L. Ayoub et H. Kobayashi, “The Concept of Openness in the Architectural
Context”, Journal of Architecture and Planning Vol. 66, No. 546, 2001, 305-313.; B.
Brent, Arhitektura u kontekstu, Beograd, 1988; K. Demiri, “New Architecture as Infill
in Historical Context”, Architecture and Urban Planning No. 7, 2013, 44-50; L. Farrelly,
The Fundamentals of Architecture, Lausanne, 2007; K. Frampton, “Towards a Critical
Regionalism: Six Points for an Architecture of Resistance”, in: Postmodernism: A Reader,
ed. T. Docherty, 2016; A. S. Jakobsen, (ed.) Context 2010/2011, Aarhus, 2012.; 1.
Mapywuh, MpojexToBake 2: BuienopogruHo cTaHoBame — CBecka 4, beorpag, 1999.;
P. Pani¢iR. Dinulovi¢, ,0dnos nove i stare arhitekture: Projektovanje novih objekata u
istorijskom okruZenju”, u: Zbornik radova Fakulteta Tehnickih nauka No. 5,2009, 1731-
1734.; C. Smith, “Inside-Out: Speculating on the Interior”, IDEA Journal, 2004, 93-102.;
M. Stamenkovi¢ i A. Kekovi¢, ,Analiza enterijera kroz povezivanje unutrasnjeg pros-
tora sa spoljasnjom sredinom”, Nauka + Praksa 11, 2011, 69-74.; V. Stankovi¢ Sim&i¢,
(2010) ,Integracija staro-novo”, Arhitektura raziskave br. 2, 2010, 31-40.; M. Tabarsa
et Y. Naseri, (2017) “The Role of Contextualism in Architectural Design of Museums”,
Journal of History Culture and Art Research 6/1, 2017, 354-365.; etc.

4 L. Ayoub et H. Kobayashi, “The Concept of Openness in the Architectural Context”,
Journal of Architecture and Planning Vol. 66, No. 546, 2001, 306.
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colors and lighting.® In an essay entitled “Open or closed apartment” (,OTBopeHH
Wnv 3aTBopeHH cTak”) Mihailo Canak states that there is an internal and external
openness of the apartment and that external openness can be planned (desired)
or utilitarian (imposed), as well as that it directly depends on the natural, built and
social environment.®

In this research, by applying scientific analysis, the possible directions of inter-
actions between the interior space and the environment will first be considered in
more detail, and then the principles of connecting the interior with the exterior will
be ascertained and formulated.” The aim of this paper is to examine the character-
istic relations of interior space to the immediate and wider context and to check the
view that for a complete synthesis of interior and exterior it is necessary to have a
two-way relationship and interest in connecting them.

DIRECTIONS OF INTERIOR AND EXTERIOR INTERACTION

Analyzing the different types of relations between the interior and the exterior,
two possible directions of interaction can be stated: a) exposing the interior to the
exterior and b) integrating the exterior into the interior. The mentioned interactions
between the interior and the exterior occur as a consequence of different motives
(users or architects) that aim to meet specific human needs. When the motives are
clearly defined, they can be conditioned by the wishes of the user, or they can be
part of the architect’s attitude on a certain topic or space. The most common mo-
tives of users that determine the connection between the interior and exterior are
present in situations when:®

1. the user wants to be seen,

2. the user does not want to be seen,

3. the user wants to see but not be seen,

4. the user wants to to be seen but not to see.

These motives are mainly a consequence of the extroverted or introverted nature
of the user, the desire for intimacy, presenting material status, etc. On the other
hand, in addition to the mentioned motives of the user, which the architect inte-
grates and interprets through his creative vision, the architect can strive to apply
different concepts: organic approach to architecture and interior design, expressive-
ness of space, performative facade, motifs from the environment, etc. In addition
to the aforementioned creative motives, there are other influences that architects
take into account when deciding which concept of external openness of the plan
will be applied.

5 M. Stamenkovi¢iA. Kekovi¢, ,Analiza enterijera kroz povezivanje unutrasnjeg prostora
sa spoljasnjom sredinom”, Nauka + Praksa 11 (Ni3), 2011, 69.

6 M. YaHak, ,OTBOpeH 1nu 3aTBopeH cTaH’, Apxutliekypa u ypdaHuzam 38 (beorpap),
2013, 67.

7 Itis important to point out that the subject of this research is not the indirect relation-
ship between interior and exterior through the intermediate (inbetween) space, but
the direct relationship between interior and exterior.

8 L. Ayoub et H. Kobayashi, “The Concept of Openness in the Architectural Context”,
Journal of Architecture and Planning Vol. 66, No. 546, 2001, 308.
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Table 1. Motives for the emergence of external openness of the plan (Source: B. Andunpesuh n C. CimoHosrh
Ancupesuh, ,OTBOpeHH NNaH y cTamdeHoj apxuTekTypH: [Mopeksio, pa3Boj U MPUCTYMNH MPOCTOPHOM
uHTerpucatby / Open-plan in Housing Architecture: Origin, Development and Design Approaches for Spatial
Integration”, Apxulliek@ypa u ypdaHu3am 43, 2016, 51).

a) Natural influences:

b) Impacts of the built environment:

¢) Social influences:

* orientation of living spaces
towards natural motifs and
views in the environment,

* orientation of living spaces
opposite to the direction of
strong and dominant winds,

e orientation of residential
premises to the south (in
northern countries),

* blocking the sunny sides
of living spaces (in tropical
regions), etc.

* orientation of living spaces opposite to
loud noise sources,

* orientation of living spaces opposite
to the sources of visual, acoustic,
olfactory and other disturbances in
densely populated areas, etc.

e orientation towards inner

courtyards and atriums in places of

potential social unrests,

* orientation of living spaces
towards inner courtyards as a

part of cultural and architectural

heritage (Middle East),

* orientation of living spaces
towards the environment in

stable and peaceful environments

(northern Europe), etc.

Depending on the aspect of observing the relationship between interior and exte-
rior, i.e. with which goal their connection is formed, the directions of interaction can
be distinguished.® If viewed from the aspect of the interior, it will be considered the
introduction of elements from the exterior to the interior in terms of their mutual
integration, and vice versa - if viewed from the aspect of the exterior, it is important
to expose the interior and the way it is experienced from the outside. There is, of
course, a situation when it is important for both the interior and the exterior space
to achieve a mutual relationship, which achieves the strongest connection, as is the
case with some public buildings (such as shopping and cultural centers, exhibition
spaces, etc.). In such cases, there is no significant need for the intimacy of the inte-
rior space, but instead there is a mutual interest and need to experience the interior
from the exterior and the exterior from the interior space.

PRINCIPLES OF CONNECTING INTERIOR AND EXTERIOR

a) Opening the interior to the exterior

The openness (extraversion) of the interior to the exterior is achieved in sever-
al ways: a) by designing an adequate size of openings and their arrangement on
the fagade, b) by configuring the interior, c) by applying an enfilade with a “bright
background”, d) by designing regulated communication that ends with a view, etc.
According to the authors Leila Ayoub and Hidetsugu Kobayashi, the openness of
the interior does not only mean achieving visual transparency, but is connected with
the experience of all the senses. By combining different experiences, the identity
and character of the space that makes up different atmospheres can be achieved.™

Size and layout of facades’ openings
The size of the openings and their arrangement on the fagades can be of greatim-
portance in establishing relations between the interior and the exterior, especially if

9 A. Rapoport, “The Study of Spatial Quality”, The Journal of Aesthetic Education 4/4,
Special Issue: The Environment and the Aesthetic Quality of Life, 1970, 81.

10 L. Ayoub et H. Kobayashi, “The Concept of Openness in the Architectural Context”,
Journal of Architecture and Planning Vol. 66, No. 546, 2001, 311.
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the openings are in a direction that connects motifs from the environment with the
most common positions of their perception from the interior. So, not any opening
on the facade is purposeful, but only the one that connects the motifs from the en-
vironment with the positions of static use or directed movement in the interior from
which the motifs can be seen. When designing, it should be considered whether the
motifs from the environment can be characteristic shapes such as trees and rocks,
certain parts of the landscape or the whole panorama, because the level of openness
to the environment can directly depend on it. The degree of facade openness has a
significant role in achieving the relationship between interior and exterior, because
increasing the size of the openings and their number reduces the solidity of the
boundary that separates the interior from the outside. (Fig. 1)

The most significant buildings characterized by the introduction of external mo-
tives in terms of defining the concept are the Glass House in New Canaan (Glass
House, New Canaan, Philip Johnson, 1949) and the Farnsworth House in Plano
(Farnsworth House, Plano, Ludwig Mies van der Rohe, 1951). In both examples, the
existence of a natural environment around the buildings was significant, which gave
the architects the opportunity to establish a complete external openness of the
plan.” A representative example of one-sided openness of interior space to the
environment is the Crescent House in Winterbrook (Crescent House, Winterbrook,
Ken Shuttleworth, 2000), in which the curved shape of the living space directs all
views from the interior towards the picturesque sequence of the immediate envi-
ronment. A particularly characteristic example is the Princeton House in Princeton
(Princeton House, Princeton, Levenbetts, 2014), whose compact primary form at
first glance does not suggest that the concept of visual impression was taken as a
starting point. However, all the window openings on the building are arranged in
such a way that certain views to the immediate natural environment can be seen
from the interior like framed paintings.™

Interior space configuration

By configuring the interior space," a more significant opening of the interior to
the exterior environment can be achieved by applying an open plan, the concept of
flexibility and fluidity of the space, etc. In the housing concept called “ABC System”

11 M. YaHak, ,OTBOpeH Wnu 3aTBOpeH cTaH", Apxutliekypa u ypbaruzam 38 (beorpap),
2013, 67; h. Andupesuh n C. CumoHosuh Andupesuh, ,[MpojekTaHTCKH NPUHLMMH 3a
MOCTH3akbe MPOCTOPHOCTH y cTamberom nipocTopy / Design Principles for Achieving
Spatiality in Living Space”, Apxutiliekiiypa u ypdaHuzam 48 (beorpap), 2019, 41.

12 D.Alfirevi¢etS. Simonovi¢Alfirevi¢, ,Constitutive Motivesin Living Space Organisation”,
Facta Universitatis: Architecture and Civil Engineering, Vol. 16, No. 2 (Ni$), 2018, 196.

13 Configuration in architecture usually implies the arrangement of parts or elements in
a certain shape, space or composition.
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by ACTAR Team (ABC System, concept, ACTAR Team, 1996), the spaces in the apart-
ment are differentiated into closed and open, between which flexible partitions are
arranged. All closed spaces (sanitary and accessory rooms) are designed in the form
of elongated volumes, and disjointedly distributed in the open plan space. In situ-
ations where movable partitions are removed, the living space becomes fluid and
it is from the entire depth of the apartment that it becomes possible to perceive
the environment. A similar approach has been applied to social housing in San
Sebastidn (Social Housing, San Sebastian, José Aranguren Lopez, José Gonzalez
Gallegos, 1994) and “Stretched Houses” in Lyon (La Maison Etiree, Lyon, Barres &
Coquet, 2011). In the above examples, the integration of the interior and exterior is
achieved by moving flexible partitions, and thus the interior space becomes integrat-
ed with the environment.™ (Fig. 2) At the Riverpark Apartment in Ho Chi Minh City
(Rivaparc Apartment, Ho Chi Minh City, Nhabe Scholae, 2018), the entire interior of
the apartment has been converted into a single whole, while movable translucent
partitions allow the whole space to be seen from the entrance, as well as integration
of interior with the environment.

Unlike the application of an open plan that allows a wider opening zone towards
the facade and the environment, there are other forms of configuring the space,
such as introducing directional communication with the view at the end, which can
be physically defined as a corridor or just indicated as an enfilade. In both situations,
the experience of interior and exterior integration is achieved during the directed
movement through the space, where at one or both ends there is a facade opening
that allows a view towards the surroundings. The experience of integration with

14 . Andupesuh n C. Cumorosuh Andurpesuh, ,lMpojekTaHTCKH NPHUHLMMK 3a NOCTH3a-
tb€ MPOCTOPHOCTH y cTamdeHom npoctopy / Design Principles for Achieving Spatiality
in Living Space”, Apxutiexiiypa u ypdaHusam 48 (beorpap), 2019, 43.
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the environment can be achieved from static positions in the interior, by opening
the view in places where the person stays for a long time, such as kitchen counter,
dining table, living room furniture, office desk, etc.

Dematerialization of the boundary between outside and inside

The term dematerialization implies the level of physical and visual decomposition
of an element in the interior (shape or surface), which in a certain sense makes it
“porous” and allows it to be seen through. In a broader sense, dematerialization
implies freeing architecture from the traditional constraints of strength, stability
and durability in a physical, social and psychological context.™ By dematrializing
the membrane that separates the outer and inner space, a more intense connection
between them is achieved. The most intense experience of the unity of space is pro-
vided by transparent panels such as glass membranes, while a moderate experience
of integration is achieved by applying semi-permeable barriers such as different
types of transens.

A characteristic example of transparent borders was applied at the Museum
of Contemporary Art in Kanazawa (215 Century Museum of Contemporary Art,
Kanazawa, SANAA, 2014), where dematerialization of the fagade membrane pro-
duces the effect of unity of the exterior and interior space. A similar approach to
space integration is present at The Glass House in New Canaan (Philip Johnson, 1949)
and the Farnsworth House in Plano (Farnsworth House, Plano, Mies Van Der Rohe,
1951). The impression of “erasing” the facade membrane is achieved by using large
format glass panels or their direct structural contact without metal profiles. (Fig. 3)

The role of the interior in achieving the expressiveness

and performativity of the facade

Viewed from the outside, the opening of the interior to the exterior can affect the
experience of space integration in situations when the facade of the house is trans-
parent and when the architecture or colorism of the interior achieves the expres-
siveness or performativity of the fagade. In order for the interior of the house to at-
tract attention from the outside, it is necessary that there are certain visual motives,
unexpected aesthetic expression or events in it. On the other hand, it is important
that in the environment, especially in the surrounding ground floor, the architect
determines the positions from which the interior can be observed for a longer time,
which can strengthen the relationship between outside and inside.

15 D.Alfirevi¢etS. Simonovi¢Alfirevi¢, “Design Principles for Achieving Interior Spatiality”,
in: 1%t International conference SmartArt — Art and Science Applied: From Inspiration to
Interaction, Belgrade, 28-30.11.2019, ed. M. Prosen, Belgrade, 2020, 144; A. Yapanuh,
»1a Ny je MaTepujanusaLimja apxMTEKType HeONXoAHO MaTepHjanHa’, Apxulliekypa u
ypbaHuzam 22-23 (beorpag), 2008, 25.
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At the Takeo Kikuchi shopping center in Shibuya (Takeo Kikuchi, Shibuya,
Schemata Architects, 2012), the architectural concept of the building is crucially
defined by the spatial organization behind the facade membrane. The arrangement
of the elements in the interior is characterized by the modularity of the division and
the rhythm of the profile on the glass facade, from which the complete composition
is created. The movement of users and the colorism of the interior make a type of
experience that can be seen from the environment. A similar concept was applied at
the Sendai Mediatheque (Sendai Mediatheque, Sendai-Shi, Toyo Ito, 2001), where
the unity of the facade and the interior is not emphasized, but the glass membrane
is dematerialized, and the interior becomes a visual extension of the surrounding
space. At the Georges Pompidou Cultural Center in Paris, the ground floor area in
front of the building has been designed so that the interior of the center can be
experienced as a visual performance. (Fig. 4)

b) Introducing the exterior into the interior

Physical introduction of exterior elements into the interior

In situations when the elements, which are most often from the natural environ-
ment, have a higher level of aesthetic values, there are justifiable reasons for their
integration into the interior. These are usually rock segments, massive stone blocks
of attractive shape, trees, water surface, etc. Their natural expressiveness can con-
tribute to the impression of an organic unity of the interior with the exterior. Natural
elements can be a physical part of the interior space, when in the interior they can
be experienced in the form of a tactile surface, or due to thermal conditions they
are fenced, because they still belong to the exterior space.
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A typical example of this stance is Fallingwater House (Mill Run, Frank Lloyd
Wright, 1935), where local stone is introduced into the interior to achieve organic
unity of the interior and exterior space and gain a sense of living in a natural environ-
ment. A similar approach was applied to the Miyahata Ruins Museum (Fukushima,
Furuichi and Associates, 2015) and the Barud House in Jerusalem (Barud House,
Jerusalem, Paritzki & Liani Architects, 2011), where the existing rock segment is
visually integrated into the interior, but physically separated behind a glass mem-
brane. (Fig. 5)

Exterior reflection in the interior

The impression of the unity of external and internal space can be achieved by ap-
plying reflective surfaces. Their thoughtful positioning, usually on the opposite side
from the light source and the natural motif or by placing it on the side that is at an
angle of 9o degrees to the direction of the facade, prolongs the visual impression of
the synthesis of the exterior with the interior. This approach is evident in R1T apart-
ments in Tel Aviv (R1T apartment, Tel Aviv, Partizki & Liani Architects, 2012), where
the application of a reflective ceiling surface introduces an inverted environment
into the interior, which gives the impression that the apartment is at a lower height
than expected. A similar attitude is evident in the Outdoor House in Milan (Camilla
Lunelli Open-air villa, Milan, LAGO), where the application of reflective furniture
surfaces forms the impression of intertwining the surrounding forest and interior.
(Fig. 6)

Continuity of materials, surfaces and shapes
An important aspect of the interior and exterior integration is the principle of con-
tinuity of materials, surfaces and shapes, which involves the physical and visual
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Fig. 8

extension of elements from the interior to the exterior and vice versa. The appli-
cation of this principle is characteristic of spatial concepts in which one wants to
achieve the impression of erasing the boundaries between the exterior and interior
and create a feeling of being in the outdoor space with all the elements of interior
comfort. An example of such stance is evident at the Fallingwater House in Mill
Run (Fallingwater House, Mill Run, Frank Lloyd Wright, 1935), House D in Bregenz
(House D, Bregenz, Dietrich & Untertrifaller Architekten, 2016) and the house in
Pegasus, Pegasus, Dalman Architects, 2020), in which the surfaces of floors, ceilings
and walls are extended from the interior to the exterior, thus achieving continuity
and the impression of unity of form and space. (Fig. 7)

Flexibility of the boundary between outside and inside

By applying a flexible boundary between the outside and inside, a “pulsation” of
space is achieved. The outer and inner spaces are occasionally mixed. If necessary,
the inner space is opened and merged with the exterior, which is achieved by using
movable (usually sliding or rotating partitions). A characteristic example of exterior
and interior synthesis, achieved by the principle of flexibility, is the Storefront for
Art and Architecture in New York (Storefront for Art and Architecture, New York,
Steven Holl, Vito Acconci, 1993). The layering of the facade, achieved by the com-
position of rotating panels, enables the opening of the Storefront interior space
towards the street, whereby there is also feedback, so that the expressiveness of
this gallery space dynamizes and colors the fagade towards the street.® (Fig. 8)

DISCUSSION

Summarizing the analyzed issues, it can be stated that there are two basic groups
of principles, which have different ways of observing. Some of the mentioned prin-
ciples can be applied to both aspects (ways of observation) — from the interior to
the exterior and vice versa:
1. Opening the interior to the exterior:

a) Size and layout of facade openings,

b) Interior space configuration,

c) Dematerialization of the boundary between outside and inside,

16 M. T, Diez, “Steven Holl: From the Hinged Space to the Chromatic Space”, in:
Congreso Internacional de Expresién Grdfica Arquitecténica, eds. C. Perea et E. E.
Valiente, Architectural Draughtsmanship, Springer International Publishing AG,
2018, 977.
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d) The influence of the interior in achieving the expressiveness and performa-
tivity of the facade.

2. Introducing the exterior into the interior:

e) Introduction of exterior elements into the interior, in a physical sense,
f) Exterior reflection in the interior,

g) Continuity of materials, surfaces and shapes,

h) Flexibility of the boundary between the outside and inside.

Each of the above principles provides an opportunity to achieve the integration
of the interior with the exterior, while a stronger effect is achieved by their com-
bination. The most commonly applied principles in architecture are related to the
possibilities of modification, perforation or dematerialization of the facade, because
“breaking the visual and physical barrier” crucially enables mutual communication
between the exterior and the interior. The group of the least used principles refers
to the introduction of elements from the environment into the interior, because for
the application of this principle it is necessary to have adequate elements that could
be integrated through the architectural concept and become part of the interior.

CONCLUSION

The importance of this topic is reflected primarily in the systematization of design
principles and a general review of their applicability in different situations when it
is necessary to achieve the integration of the interior and exterior. In this research,
creative principles are analyzed in general, and their role in both residential and
public buildings is considered. Taking into account systematically derived apparatus
of analysis, further research could be directed towards specific individual situations.
Based on the analysis of different principles, it can be concluded that for the com-
plete integration of interior and exterior, it is necessary to have a two-way relation-
ship and an effort to connect. This can be achieved by dematerializing the facade
and directing the observer’s attention from the interior to the exterior, as well as
from the outside environment to the interior.
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archdaily.com)

IKapakTep1cTHUHH NpuMepH yBohetrba enleMeHaTta ekcTepujepa y eHTepujep: a) Fallingwater

House, Mill Run (Frank Lloyd Wright, 1935); b) Miyahata Ruins Museum, Fukushima (Furuichi

and Associates, 2015); c) Barud House, Jerusalem (Paritzki & Liani Architects, 2011). (M3Bop: www.
archdaily.com)

6: Characteristic examples with reflections of the exterior in the interior: a) R1T apartment, Tel Aviv
(Partizki & Liani Architects, 2012); b) Camilla Lunelli Open-air villa, Milan (LAGO). (Source: www.
archdaily.com)

IKapakTep1cTHUYHK NpUMepH ca pedriekcHjama ekcTepujepa y eHTepujepy: a) R1T apartment, Tel Aviv
(Partizki & Liani Architects, 2012); b) Camilla Lunelli Open-air villa, Milan (LAGO). (M3Bop: www.
archdaily.com)

7: Continuity of materials, surfaces and shapes on the border of interior and exterior: a)
Fallingwater House, Mill Run (Frank Lloyd Wright, 1935); b) House D, Bregenz (Dietrich &
Untertrifaller Architekten, 2016); c) Pegasus House, Pegasus (Dalman Architects, 2020). (Source:
www.archdaily.com)

ICOHTHMHYHTET MaTepHjana, NOBpPLUMHA M 00/IMKa Ha FPaHHLIM EHTEpHjepa U ekcTepHjepa: a)
Fallingwater House, Mill Run (Frank Lloyd Wright, 1935); b) House D, Bregenz (Dietrich &
Untertrifaller Architekten, 2016); c) Pegasus House, Pegasus (Dalman Architects, 2020). (M3Bop:
www.archdaily.com)

8: Flexibility of the boundary between outside and inside: a,b) Storefront for Art and Architecture,
New York (Steven Holl, Vito Acconci, 1993). (Source: www.archdaily.com)

®nekcndunHocT rpaHuLe 3mehy crnosba 1 yHyTpa: a,b) Storefront for Art and Architecture, New
York (Steven Holl, Vito Acconci, 1993). (M3Bop: www.archdaily.com)
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Cawa P CHMOHOBHWHR AJTOHUPEBHR, hophe H. AITOHUPEBHHR
EHTEPHJEP Y KOHTEKCTY: MPHHUHMH UHTETPALIUJE EHTEPH)EPA U EKCTEPH)EPA

Pesume: KoHTekcT (nar. contextus — Be3a, Cnoj peyr, CMMCao) je TEPMHH KOjH y OMLUTEM CMHCITY O3Ha-
4aBa Be3y MHC/IH Y roBopy. TepMHH je y ynoTpedH y rotoBo cBMM 0d1acTHMa JbyACKOT CTBapanaluTaa,
n3mehy ocTanor vy apxuTeKTypH v iM3ajHy eHTepujepa. Kaga ce npumetsyje, 0OMUYHO nogpasymesa
penauujy fena Hevera npema LefIMHH. JefaH UCTH NojaM UK eIEMEHT MOXE UMaTH PasfIMuMnTO 3Ha-
Yyere Y 3aBMCHOCTH Of] KOHTEKCTa Y KOMe ce Hanasu. Y Au3ajHy eHTepujepa, Kao My apXHUTeKTypH,
KOHTEKCT MMa [iBa HWBOA 3Haueha. Y y)KeM CMHCIY, MOApasyMeBa HenocpenHo GHU3HUKO OKpYKere
OKO 0d/MKa MK MpocTopa KojH ce MpojekTyje. Y WHpem CMHCITY, KOHTEKCT je CKyM CBHMX YTHLLajHHX
cbakTOpa KOjH YTHUY Ha KOHLIMMHpake NPOjeKTHOT peLleka.

MpenmeT pafia 0BOT UCTpaXKMBakba Cy NPOJEKTAHTCKH MPUHLMIMHK NMYTEM KOjHUX Ce MOXe NMOCTHMNK HHTe-
rpaumja eHTepujepa 1 ekctepHjepa. [TpHHLMNK Cy rpynrcaHy Mpema ynosu Kojy MMajy y OCTBapHBaky
penauuja U3mehy criomallmer  yHypaluher npoctopa. PasmatpaHa cy ABa cMepa Moryhux HHTepak-
LMja: a) yTULAj eHTEpHjepa Ha ekcTepHjep K O) yTHLaj ekcTepHjepa Ha eHTepHjep.

CTpyKTypa NpHHLMMa je nocTaB/beHa Nnomohy AeflyKTUBHOT METOAA M M3BeLeHa je U3 OCHOBHHX MO-
THBa KOjH Hajueluhe y3poKyjy MHTepaKkLuje H3meDhy yHyTpaLltber NpocTopa M OKpyKera. AHanu3omM
KapaKTepUCTHYHHX MOTHBA, KOjH Cy YIMaBHOM MOCNeArL,a eKCTPOBEPTHE UK MHTPOBEPTHE NpUpoae
KOPHUCHHKA, Xesbe 3a MHHTUMHoLWNY, 3a NpHKa3HWBarbeM MaTepHjaiHOT CTaTyca 1 Ap., bopMynHcaHH cy
NpOojeKTaHTCKK MPHHLIMMK KOjU NpYXKajy OAroBOp Ha notpede 3a HHTErprcarem eHTepurjepa 1 ekcre-
pujepa. MpHUHUWMK Cy NpernenHo npukasaHu NoMony KapakTepUCTHUHUX MPUMeEpa CaBPEMEHHX KOH-
LienaTa NpoCTOpHe OpraH13aLiMje 1 eHTepHjepa.

OCHOBHH LIJb UCTpaXKHBatba je Aa Ce MOCTaBH CUCTEMATHYHa CTPYKTYpa CTBapanaykmx NpUHLMMA, KOjH
omoryhaBajy ocTBapHBatbe M jadake MHTErpaLmje eHTepHjepa v ekcTepHjepa, anu 1 fa ce NpoBepH
CTaHOBHLUTE M0 KOME je 3a eleMeHTapHO MOBe3M1Batbe Crosballiber U YHyTpallhber MpocTopa AOBO/LHO
[la apXHUTEKT YODIMYH YKesby KOPUCHHKA Ad BHIH OKpYKetbe, IOK je 3a BHLLIE HUBOE MHTerpaLje Heon-
XO[IHO [la KOPHUCHHUK BHAM, anu W Aa dyne BubeH, Tj. Aa NOCToju 060CTpaHH HHTEpeC 3a MHTEPAKLHMjOM
M KOPHCHHKa YHYTpaLlber MpocTopa v mocMaTpaya Koju [OXKHBIbaBa EHTEPHEP M3 OKPYIKetHba.
PesynTath ncTpaxuBatba yKasyjy npe csera Ha noctojatbe Beher dpoja cTBapanayukvx NpuHLMMa no-
mohy Kojux je Mmoryhe noBesaTtH yHyTpalltH NpoCTop ca HenmocpenHkm okpyxetrem. Ca opyre cTpaHe,
y papy je KOHCTaTOBaHa dnrcka y3povHo-nocnenryHa penaumrja MOTHBa, KOjH MPOWUCTHYY M3 CrieLi1-
(HYHKX NoTpeda KOPHUCHHKA K CTIPEMHOCTH CTBapaoLia fia MPEerno3Ha Xesbe KOPHUCHHKA U apTHUKyHLLe
MX Y KOHTEeKCTyanaH BU3yeslHH 13pas.

KrbyuHe peun: apxuTeKTypa, EHTEpHjep, KOHTEKCT, /by Acke noTpede, [OXKKBIbAj MPOCTOpa.
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