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Abstract The current research arises from the dilemma
between sculptural form and architectural utility, and how
it is possible to link both disciplines by considering the
boundaries  between each. Contemporary artistic
movements propose the immersion of the viewer in the
artworks, generating habitable sculptures in contrast to
contemplative architecture. Subsequently, this motivates
the search for criteria for the integration of sculptural
narrative into the architectural object, based on a
theoretical foundation, a pragmatic analysis of the works,
and the career of a reference with extensive experience in
sculpture and architecture. The methodology included
interviews with this reference, as well as the comparison of
the information gathered in two building projects,
verifying the integration of sculptural and architectural
principles in specific elements. The research is qualitative
in nature, and to ensure the reliability of the conclusions, a
theoretical framework structured in three phases is
proposed. In the macro phase, the main definitions of
sculpture and architecture are compiled, along with the
initial reflections of great masters on the interplay between
the two. In the meso phase, we delve into artists whose
sculptural work has integrated architectural concepts. In
the micro phase, we analyzed the work of the renowned
Ecuadorian architect and sculptor Jaime Andrade
Heymann, and that of his father, the sculptor and muralist

Jaime Andrade Moscoso. Timelines are created to structure
the evolution of both professionals, their most relevant
works for the research are analyzed, and the work is
complemented with interviews with the architect. Finally,
we analyzed two projects developed by Workshop four
(Taller 4), being an architectural studio of which Jaime
Andrade Heymann was a fundamental part, the Gudpulo
Habitat in Quito and the Former Central Bank of Riobamba.
The visual resources in these artworks allowed us to
propose three levels of sculptural integration within
architectural elements, with the aim of fostering a critical
appreciation  between superficial aestheticism and
proposals with conceptual and cultural foundations.
Hereby, empty formalisms were avoided, promoting
dialogue between work, context, and society.

Keywords Sculpture, Influence, Heymann, Timelines,
Comparative Analysis

1. Introduction

Although sculpture and architecture are arts with
compositional and structural similarities, the boundaries
between the two are often blurred [1-3]. Although the
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former is a pure art and the latter a utilitarian art, the
combination of architectural and sculptural criteria may
enrich a work or, failing that, compromise its functionality
if it does not correspond to a well-founded logic [4, 5]. In
this sense, it is important to recall the concept of the "will
of form," which consists of rationalizing the artistic aspect
of architecture and integrating the utility of each element
with the intrinsic beauty of its functional effectiveness [6,
7].

Following this line of thought, the key question of this
research arises, by asking: How can sculptural principles
be integrated into functional elements without
compromising their utility, and through what categories
can we classify the resulting hybrid objects situated at the
intersection of sculpture and architecture, in order to
understand how these manifestations reveal the
contemporary relationship between utility, beauty, and the
experience of dwelling. The theoretical proposal of this
research suggests that an architectural-sculptural object is
not merely a formal fusion, but rather a manifestation of
the will of form where aesthetics and utility coexist in
balance, with form being a direct consequence of a
culturally grounded functional intention. In this way, three
levels of synthesis between art and inhabitation are
generated. This integration allows to classify hybrid
architectural-sculptural objects based on their degree of
spatial, expressive, and structural fusion.

To understand how an element is integrated into a
building by combining sculptural principles with
architectural criteria, the sculptural work of architect Jaime
Andrade Heymann was analyzed, along with its influence
on his participation as part of Workshop 4 in the
architectural projects, including Gupulo Habitat and the
former Central Bank. The formal reading of proportions,
relationships between mass and void, as well as other
concepts present in his works is fundamental to propose
three levels of integration of a sculptural-architectural
element into a work [8-10]. Furthermore, it was also to
develop an interpretive critique that contrasts the criteria
explored by the author in the interviews and supported by
the studies and interpretations of various sculptors and
architects who define the term "Architectus - Sculpere” for
objects on the border between architecture and sculpture in
their research, titled in the same way, which establishes the
elements that are found on the border between architecture
and sculpture [11, 12]. This is also the case in "Sculptural
Form vs. Architectural Function: Interpretive Categories of
Contemporary Architecture,” which explores sculptural
and architectural construction forms to establish links that
complement but do not replace them [13, 14].

To support the levels of sculptural integration, it should
be understood that this principle goes beyond the simple
addition of artistic forms, but rather the incorporation of
sculptural principles (mass, void, rhythm, textures) into the
very configuration of the architectural object without
hindering it, but rather enriching its experience. A
theoretical framework was developed at the macro to micro
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levels, based on which three timelines were developed with
their respective analyses. Two interviews were also
conducted with one of the authors of the works referenced
in the research, and individual pieces in both projects were
analyzed. This should serve to conclude the proposal of
levels of integration of sculptural-architectural elements
defined based on the three architectural principles
established by Vitruvius [15, 16].

Because this study encompasses the convergence of art
and architecture, the approach is not purely aesthetic or
technical, but rather critical and phenomenological.
Through  empirical ~ observation of  symbolism,
interpretation of textures and materials, and visual
experience, the aim is to explain how inhabitation can be
assigned a sculptural value, preserving its functional
dimension and enriching its experience. The objective has
been firstly to identify and classify these manifestations
and also to reveal how they operate aesthetically,
structurally, and functionally. Furthermore, we aimed to
evaluate what spatial logics they follow, and what meaning
they acquire in the contemporary architectural context,
supported by a specialized reference in both disciplines.

2. Materials and Methods

The methodology employed in the current research is
primarily qualitative and historiographical. It is also
primarily phenomenological, since this perspective allows
us to understand the experimentation of the work from its
sculptural dimension, appealing to the existential
perception of space as that meaningful environment
inhabited by human beings, as described by
Norberg-Schulz. Regarding the historiographical approach,
the analysis of the professional careers of the Ecuadorian
authors through timelines and documented interviews is
useful for identifying formal, aesthetic, and conceptual
influences [17-19].

2.1. Theoretical Foundation

To determine the influence of sculpture on architectural
practice, it is necessary to approach the subject from a
global perspective (macro), reviewing historical and
evolutionary concepts of art and architecture, as well as
aesthetic and compositional concepts that allow to
understand the difference between grounded form and
aesthetic whim, reviewing conceptual art and then delving
into a more detailed analysis (micro). This process begins
with the elaboration of a comprehensive theoretical
framework, which explores the classical concepts of
architecture and sculpture, as well as the diverse
approaches of different authors that address the
relationship between both arts in a broad and generalized
way [20-24].

The result of this stage reveals a profound historical and
conceptual symbiosis, being fundamental in spatial
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definition, ideological expression, as well as aesthetic
experience. Traditionally, the two disciplines were
differentiated in their relationship with space. While
architecture creates habitable spaces, sculpture occupies or
transforms them, without containing them. Historically,
architectural sculpture, understood as the incorporation of
sculptural elements into architecture, has existed since
ancient civilizations (Mesopotamia, Greece, Egypt, Rome,
Nabataea). Sculpture has intervened in architecture beyond
an ornament, but also been a structural and symbolic
component. This relationship is key to understanding
contemporary sculptural integration, as sculpture acquired
functional connotations beyond its aesthetics. Therefore,
its criteria permeated the way of making architecture,
highlighting the beauty of every object whose form is
perfectly adapted to its function, allowing it to efficiently
fulfill its purpose [25, 26].

Since the 20th century, sculpture has begun to generate
walkable spaces that integrate the human body into their
spatial conception, while architecture has increasingly
incorporated sculptural dimensions into its creations,
influenced by new materials and technologies [27-29].
According to Heidegger, from an ontological perspective,
inhabiting is understood as the essential mode in which
humans exist on earth. Therefore, building is not only a
technical action but also an unconcealment of being,
transforming architecture into a gesture of care and
permanence. Additionally, the sculpture present is not
present merely as an ornament but as a manifestation of the
lived world [30].

Below, meso-level concepts are developed, identifying
specific similarities between architecture and sculpture.
Each relationship is studied through specific sculptural
references that have worked at the intersection of both
disciplines. This includes Jorge de Oteiza's development of
the void in his work and the relationship of mass to space
and volume to void; Eduardo Chillida’s large-scale projects
and their relationship to their environment; Alexander
Calder's mobile, monumental sculpture that integrates
interior and exterior; and finally, Bruno Munari's
development of a critique of both disciplines. All this is
accomplished with the aim of identifying the main
influences of sculpture on architecture, complementing
above all those works and references that reconcile
sculpture with architectural practice [31-34].

At the micro level, the research focuses on architect
Jaime Andrade Heymann, a member of Workshop 4, which
is an architectural studio comprised of architects Jaime
Andrade, Mauricio Moreno, and Carlos Veloz, being
recognized for his distinguished career in sculpture and
architecture. This is also supported due to the influence of
his father, Jaime Andrade Moscoso, who is a pioneer of
muralism and sculpture in Ecuador. To obtain direct
information about his experience in both disciplines and
his connection with his father's work, an interview with
architect Heymann is proposed. This interview will
provide valuable insights into his personal experience and
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the interrelationship between sculpture and architecture in
the national context [35].

2.2. Timelines

With  the information gathered within the
micro-theoretical framework, a detailed analysis of the
sculptural work of Jaime Andrade Moscoso and Jaime
Andrade Heymann is conducted through timelines. This
was realized with the objective of identifying direct
influences on themes, concepts and the development of a
unique language in their work, in addition to the analysis of
the subtractive and additive techniques of their works [36].

The analysis starts with the artistic evolution of Jaime
Andrade Moscoso in the field of relief sculpture. It is
observed how his early works were based on classical high
and low relief techniques, and how, over time, he
incorporated innovations such as mosaic, an avant-garde
technique for its time, thus reflecting a transition from the
influence of art from the past to a more contemporary art.
This examination allows us to understand Moscoso's
technical and stylistic progression in this sculptural
modality [37, 38].

The evolution of Moscoso's sculptures in the round is
explored below, analyzing his experimentation with
different materials throughout various stages of his career.
His critical approach to indigenism, which differentiated
him from the predominant manifestations of the style of his
time, and his subsequent transition to abstraction in his
later works are highlighted. This evolution demonstrates
not only technical mastery but also conceptual mastery in
the incorporation of emptiness, texture, and symbolism as
structural elements of his sculptural language [39].

In the case of Jaime Andrade Heymann, an analysis of
his sculptures reveals a clear inclination toward the use of
materials such as steel, copper, and ceramic, as well as the
creation of mobile sculptures. Although influences of
constructivism, abstraction, and symbolism can be
recognized in his works, these do not completely define his
style. As his career progressed, Heymann developed a
unique sculptural language that fused function with
aesthetics and the extremes of matter and void. This has
been evidenced by the integration of sculptural elements
with practical functionalities, such as interior lamps,
exterior lights, and reliefs in his architectural projects [40,
41].

Finally, to assess Jaime Andrade Moscoso's artistic
influence on Jaime Andrade Heymann's work, a
comparison is made of the most significant events in their
careers. This analysis covers aspects such as their academic
training, the positions they have held in their respective
fields, and the recognition they have received throughout
their careers. This approach allows us to understand how
Moscoso's work has influenced the development and
evolution of Heymann's work, highlighting the connections
and continuities between their artistic practices.
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2.3. Interviews

Two interviews were conducted with Jaime Andrade
Heymann, one at the beginning of the research and another
near its conclusion, with the aim of comparing the
guidelines initially established with the results obtained
during the development of the project. In these interviews,
valuable information was gathered about the architect's
creative process and his perspective on national
architecture.

This concept does not correspond to a uniform style, nor
is it a patriotic or political criterion, but rather reflects a
design sensibility that articulates local materials, collective
memory, and vernacular principles that seek to consciously
project with the environment and context, in order to
respect and highlight the culture of the place. This position
has already been addressed by thinkers such as Frampton,
who maintains a critical stance toward the cultural
homogenization that has fostered a globalization of generic
architecture. In opposition to this, he proposed the concept
of “critical regionalism,” an architectural strategy whose
objective is to critically reinterpret traditional architecture
to build with its own identity without falling into nostalgic
romanticism [42, 43].

2.4. Analysis of the Works

Finally, the architectural works are analyzed,
understanding the influences and criteria the architect
seeks to convey in his projects as part of Workshop 4,
comprised of architects Mauricio Moreno, Carlos Veloz,
and Jaime Andrade. Through collaborative work, these
professionals developed two of Ecuador's most significant
projects, which are essential for understanding how
sculpture integrates into architecture, enriching the final
result [44, 45]. The purpose of the analysis is to understand
architecture beyond a rational or visual construction, but
rather a way of philosophizing about the world through the
act of building and thinking from matter toward a poetics
of touch and sensitive inhabitation [46, 47].

2.4.1. Guapulo Habitat

The project is located along the Orellana Road, one of
the main access routes to the neighborhood from the
northern part of the city of Quito, Ecuador. It also holds
significant historical significance, as, at the beginning of
the Spanish conquest, as Francisco de Orellana used this
route to discover the Amazon River.

The projects surrounding the work have a predominantly
residential character. However, the building faces two
distinct urban realities on its two fronts, while Larrea Street
presents a metropolitan setting, and Orellana Road presents
a rural context. In this way, the project establishes itself as
a link between the two environments. The use of materials
in their purest form, such as stone, concrete, and wood,
without concealing their truth, creates an atmosphere of
material honesty. Zumthor suggests that properly arranged
materials construct not only an object but also a sensory
experience with memory. The path between the blocks and
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levels responds to a series of thresholds that transform
perception both inside and out, emphasizing this
relationship between body, material, and landscape [48,
49].

The terraced location of the Gudpulo Habitat (Figure 1),
can be interpreted as a sculptural gesture that dialogues
with the natural relief, thus reinforcing the formal
integration of the element with its context, an action that
clearly reflects the national architectural criteria proposed
by Workshop 4. The four blocks of the project are arranged
in staggered order on a regular 6x7 grid with 7.50x6 m
spans, forming a sequential system that reinforces the idea
of an inhabited sculpture. The path from the pedestrian
bridges generates a connecting experience that
progressively connects the observer with the volumes and
the terrain [50, 51].

Figure 1. Gudpulo Habitat - Rear Perspective

2.4.2. Former Central Bank

The preliminary design competition, in which Workshop
4 was the winner, provided the studio with the opportunity
to powerfully materialize the principles that underpin its
architecture, such as the incorporation of local materials
with vernacular intentions, or the benches attached to the
facade as living extensions of the public space, hereby one
of the gestures that embrace the culture of its people and
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Figure 5. THE HISTORY OF HUMANITY (1948-1954), Jaime
Andrade Moscoso

Beginning in 1959, his relief sculptures reveal a search

for new frontiers, abandoning his fixation on abstract forms.

During this period, he gradually implemented ceramic
mosaics, a technique learned from the Israeli sculptor
Noemi Hendruk, resulting in compositions that do not go
unnoticed, such as the "Central Bank Mural" of 1965
(Figure 6) and "Dancers 1" of 1967 (Figure 7). Finally, he
culminated his career with an abstract composition in
laminated metal for the mural in the former Central Bank
of Housing in 1986 (Figure 8), marking his last mural
sculpture [53].

Figure 6. CENTRAL BANK MURAL (1965), Jaime Andrade Moscoso
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Figure 7. DANCERS Il (1967), Jaime Andrade Moscoso
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Figure 8. MURAL IN THE FORMER CENTRAL BANK OF
HOUSING (1986), Jaime Andrade Moscoso
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Figure 10. EMBRACE I (1963), EMBRACE Il (1963), EMBRACE III
(1968), Jaime Andrade Moscoso

Figure 12. LOVERS (1969), Jaime Andrade Moscoso

Regarding the relationship between the 1969 sculpture
of a couple (Figure 11) and lovers (Figure 12), something
similar occurs to the previous example, but more directly,
as the transition from figuration to abstraction is evident,
the difference is that the wrought iron material and
technique are similar [55].

The evolution of materials and techniques in Jaime
Andrade Moscoso's work is notable. After graduating from
Fine Arts, his first sculptures were made of stone and
carved wood, as can be seen in the 1940 portrait of Luisa
Villamar (Figure 13) and in "The Virgin and Child" from
1958 (Figure 14). Later, he began working with wrought
metal and metal and rock assemblages, as evidenced in his
1970 work "Flying Wheel I" (Figure 15) and 1976 Sundial
(Figure 16). At this stage, although culture continues to be
a recurring theme in his work, flying compositions and
sculptures take center stage, as well as some wire
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sculptures, reminiscent of Calder's mobile sculptures and
wire sketches. Based on the latter, Moscoso creates People
on Stilts from 1979 (Figure 17). Finally, he incorporates
laminated metal together with intact rocks in assemblages
that respond to the sculptor's criteria regarding the stages of
stonework in his sculpture. An example of these works is
compositions 11, 1V, V and VI from 1982 (Figure 18) [56,
57].

Figure 13. PORTRAIT OF LUISA VILLAMAR (1940), Jaime
Andrade Moscoso

Figure 14.
Moscoso

THE VIRGIN AND CHILD (1958), Jaime Andrade

Figure 15. FLYING WHEEL 1 (1970), Jaime Andrade Moscoso



Civil Engineering and Architecture 13(5): 3593-3617, 2025

Figure 18.
Moscoso

COMPOSITION 1II, 1V, V, VI (1982), Jaime Andrade

Throughout his career, the sculptor identified three
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stages in his relationship with stone. The first corresponds
to rock carving, a phase in which he mistreated the stone as
it was worked and chiseled. The second stage is marked by
the creation of mosaics, where the sculptor "took revenge"
for the mistreatment suffered by fragmenting the rocks into
small pieces. Finally, the third stage is characterized by
respect for the natural form of the stone, incorporating it as
an integral in his works [52].

3.1.3. Timeline of Sculptures by Jaime Andrade Heymann

After observing the timelines (Figure 19), it can be
concluded that the sculptural work of Jaime Andrade
Moscoso, especially from his approach to abstraction, is
the one that exerts the greatest influence on the work of
Jaime Andrade Heymann. When comparing the architect's
sculptural works, one can notice a notable absence of
human figures. Instead, the sculptures and crafts (Figure 20)
that marked his early stage stand out, as he himself
expresses in the interview presented later in this research
[58].

When analyzing the sculptures collected in the timeline,
it can be seen that the works assembled in steel, copper and
ceramics predominate (Figure 22) with a notable national
influence, as well as other works that use similar materials
but outline criteria of constructivism and movement seen in
Calder (Figure 21), as well as flying sculptures, and those
exhibited in the College of Architects of Quito that play
with the voids emphasized by Oteiza, but replacing them
with light (Figure 24). Also notable is the work of kinetic
sculptures on a small and large scale such as the sculpture
"Absal&n" located in the Metropolitan Park of Quito,
Ecuador [59].

While it is possible to identify certain characteristics of
constructivism and abstraction in his sculptures, it is not
appropriate to say that these movements define his work.
As the architect evolved in his sculptural and architectural
work, he developed his own language, creating elements
that combine function with sculpture. An example of this is
the incorporation of light into his sculptural pieces, which
give rise to interior lamps (Figure 23) or exterior
lighthouses (Figure 24), such as the works exhibited at the
College of Architects [58, 59].

A criterion clearly reflected in his father's work is the
respect for materials and elemental structures, something
that can be observed in the architect's most recent works,
where the original forms of various types of rocks are
preserved (Figure 25). However, this sensitivity towards
materials is not limited solely to his sculpture. It is also
evident in his work within Workshop 4, as its projects were
executed under the principles of national architecture,
which rejects the supremacy of the visual in favor of the
sensorial, prioritizing its colors and textures. In the
architectural field, conscious responses to the environment,
climate, and topography are prioritized, adopting
constructive logics consistent with the site [43, 60].
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Figure 19. Timeline of sculptures by Jaime Andrade Heymann

Figure 20. VESSEL | (P. O.), Jaime Andrade Heymann Figure 21. EYE (2022), Jaime Andrade Heymann
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Figure 22. STEERING WHEEL (BEFORE 2017), Jaime Andrade
Heymann

Figure 25. ROCK ASSEMBLY II* (2023), Jaime Andrade Heymann

3.2. Interviews

The interviews were conducted as an illustrated
interview, with sketches of the sculptures analyzed along
with relevant architectural details to understand the criteria
used in their projects. In this way, architect Heymann
shared his reflections on sculpture and its role in society,
his creative processes and artistic evolution, as well as the
criteria that have permeated disciplines and have been
reflected in his work (Figures 26 & 27).

Figure 24. Mobile ceramic (BEFORE 2017), Jaime Andrade Heymann

Figure 26. MOBILE ASSEMBLY, Jaime Andrade Heymann
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Figure 27.

"ABSALON", Jaime Andrade Heymann

When asked about his vision of "national architecture,”
the architect emphasized the importance of recognizing
and valuing the cultural and constructive roots of the place
where a work is located [16]. Elaborating on the
relationship between architecture and sculpture, the
architect noted that both disciplines share the same goal: to
create spaces and objects that move and move human
beings.

Regarding the second interview, the architect
contributed with reflections and specific clarifications to
questions that had arisen during the development of the
research, such as the organization of workshop 4 in the
creative stage of project development and compositional
criteria of important features of both projects, being
"Gudpulo Habitat" and "Former Central Bank".

3.3. Analysis of the Art Works

The use of concrete, reliefs, and structural modulation
reveals concepts that articulate form, function, and
technique. According to Giedion, these design discussions
demonstrate an understanding of space as fluid, a
functional entity filled with cultural significance. In these
works, sculpture is not an add-on but is intrinsic to the
space and its expressive spirit [61].

3.3.1. Guapulo Habitat

Prior to construction, the land where Gudpulo Habitat is
located served as a car salvage yard. After the initial
project plans were proposed, adjustments had to be made
due to the appearance of a geological fault that required the
construction of retaining walls. The materials used were
consistent with those used in surrounding buildings, such
as wood, stone, concrete, tile, and soapstone brick for the
masonry. There are several sculptural elements in the
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communal area, but the most striking feature is the relief
mural created on the retaining wall of the communal
courtyard (Figure 29), using concrete formwork during its
setting. The versatility of the construction system and the
ease of maintenance of this element made it ideal for use in
a sculptural composition.

The proposal opens to the Tumbaco valley in a terraced
manner (Figure 28), to take advantage of the views of the
mountains, camouflaging the suburban houses with an
apartment building.
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Figure 28. STONES — PERSPECTIVE, Jaime Andrade Heymann

*  Concrete relief wall

The relief sculpture is located on the left side retaining
wall, measuring approximately 15 meters long by 4 meters
high. It was created using concrete formwork during the
construction of the structural element. This work
completes the architectural space of the garden, which
opens toward the mountains opposite Gudpulo Hill. The
architect's intention was to complement the garden with a
sculptural element, as the configuration of the four
volumes that make up Gudpulo Habitat, its functionality,
its relationship with the landscape, and the structural
requirements created an ideal space for the work (Figure
29).

%
==

Figure 29. CONCRETE RELIEF MURAL - ELEVATION, Jaime
Andrade Heymann

Initially, a pool and solar panels were planned to be
located next to this sculptural element; however, in its
current state, the space originally designated for the pool
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has been transformed into a garden combining carved stone
and vegetation, while the solar panels have been replaced
with elements that emphasize the landscape. This
modification creates a visual that integrates the natural
environment with the sculptural work (Figure 30), creating
a harmonious connection between the architectural space
and the surrounding nature. This meeting place not only
configures a physical space, but by combining the textures,
reliefs, works, and the environment, they function as poetic
condensers that invoke the intimate and the collective, as
the work does not limit itself to housing functions but
proposes a universe of its own [62].

Figure 30. SCULPTURE ASSEMBLED WITH METAL AND STONE
— PERSPECTIVE, Jaime Andrade Heymann

The concept underlying Chillida's work was to identify
the landscape's need for complementation. This work
reveals the need to imprint a presence in a place destined
for frequent visitors. In this way, and due to its dimensions,
the work shares its space with the inhabitant and
accompanies their stay like an artificial interior landscape
that converses with the natural environment.

e  Sculpture assembled with metal and stone

This sculpture is located in the corner of the garden next
to the relief of the retaining wall and the strip of vegetation
that overlooks the mountains. Previously, another
sculpture by the architect stood in this same location but
was replaced with this new element. The work consists of a
carved stone base, from which rises a steel column that
forks into four branches. In the center of the column, a
metal rod is driven into and pierces a rock, which has not
been altered beyond the perforation of its core.

The language of this sculpture bears a clear relationship
to the wvolumetric compositions of his father, who
maintained a principle of respect for visible material,
especially in the later stage of his sculptural production.
The architect, for his part, encloses this element with larger
metal fingers. The location of the work and its height
generate a visual relationship with both the exterior
landscape and the relief sculpture inside, creating a
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harmonious connection between the sculptural elements
and their surroundings. These artificial fingers imprison a
void that elevates a natural rock as a gesture of respect for
the material.

*  Rock Assemblage I'*

This pumice stone composition is one of three rock
sculptures located in the communal courtyard of Gudpulo
Habitat [63]. It consists of a large monolithic element
assembled with stones of various textures and
pigmentations. Some of these elements have smooth
sections painted in primary colors. Their rounded shape,
and one of their faces, suggest the silhouette of a heart
(Figure 31).

Figure 31. ROCK ASSEMBLY I*, Jaime Andrade Heymann

The location of these works blends harmoniously with
the surrounding space of the courtyard, generating a
landscape defined by the project that blends with the
natural surroundings of the mountains. In this way, a
private viewpoint is created, imbued with a solid artistic
proposal, which contrasts with the public viewpoint
located a few meters from Guépulo Habitat. The attention
to detail in this controlled space, according to one of the
project's authors, demonstrates that, although the intention
to use spaces may change over time, it is possible to
maintain and enrich them, provided there is sensitivity to
the environment.

3.3.2. Former Central Bank

The project was launched in the 1980 national
preliminary design competition for the construction of the
Central Bank of Ecuador branch in Riobamba.
Approximately 780 projects participated in this
competition, and the verdict was issued on March 9, 1981,
in favor of Workshop 4, formed by architects Jaime
Andrade, Carlos Veloz, and Mauricio Moreno, under the
supervision of architects Rodrigo Burbano de Lara and
Patricio Serrano. This project was to be located near the
train station, in the area where the Roma fruit and
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vegetable market was located.

The project was built between 1981 and 1986,
undergoing several changes from its initial conception to
the moment of construction. Among the most significant
adjustments was the intervention in the central public
courtyard, which maintained a connection with Veloz
Street and had to be modified. Furthermore, a sculptural
detail on the penultimate floor was omitted, as well as an
accompanying raised planter.

As mentioned, the design was led by Workshop 4, but
also by its architectural direction, which allowed the
architects to conduct weekly visits to the site to ensure that
the rigor between the plans and the final work was
maintained. This guaranteed that artistic characteristics
aligned with the authors' vision. However, the functional
layout of the building would eventually change when the
Central Bank ceased operations, and the building was
handed over to the Provincial Council. This change
required modifications to both the space's functions and
communication between certain areas, such as the museum,
which maintains its status as an independent museum,
separate from the administrative building.

The building has remained unchanged since its
construction. However, it is important to note that
maintenance  would require an investment of
approximately $4,000. Despite this, thanks to the
architects' sensitivity to the local materials, as well as the
structural rigor of the project, the building has been
preserved in an adequate state. This includes everything
from the underground parking spaces to the exterior
structural details and the skylight that covers the interior
courtyard, without major alterations beyond the
accumulation of some dust and moisture.

The work embraces both brutalist criteria and what the
architects called "national architecture,” a vision that
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moves away from a patriotic approach and instead
embraces a deep understanding of the context. Therefore,
construction elements from the quarries near the city are
utilized, employing carved stone skins, exposed concrete
with steel angles in the profiles, and a thick glass skylight
that responds to a functional need. This design contrasts
with the small glass windows, which admit light but
intentionally limit contact with the outside world.
Furthermore, the exposed concrete structural details
reinforce this aesthetic and functionality.

The pictorial and sculptural influence on the work is one
of the most notable aspects of its composition, as it can be
appreciated both in the volumetric arrangement of the
spaces, which respond to their function, and in the
smaller-scale details present throughout. The use of breaks
and the 45-degree rotation of blocks generate visuals that
complement the circulation corresponding to the corners of
each street. Furthermore, the project creates an artistically
enriched internal landscape (Figure 32).

As Merleau-Ponty states, the body is not simply in space,
but inhabits it, and the transition between the exterior and
the interior landscape of the former central bank is not only
physical but perceptual. The displacement, light, scale, and
textures correspond to an environment of bodily resonance
[64].

Tile

All the layers covering the roofs and in contact with the
exterior maintain a homogeneous design, which is only
altered in certain sections where the tiles are larger. The
colors of the tiles are a combination of blue, indigo, burnt
sienna, and pale yellow. This chromatic composition is a
sculptural strategy that establishes a visual dialogue
between the building's skin and the urban environment.
(Figure 33).

Figure 32.

Individual elements Ex Central Bank — interior
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Figure 33. East elevation with representation of its layers, Former Central Bank

. Brick

The cladding in this section features a composition
reminiscent of a mosaic of tiles in sienna, blue, ochre, and
yellowish brown. In contrast, the remaining layers retain a
composition like that of the ground floor, with the bricks of
the upper and lower profiles arranged uniformly, i.e.,
vertically and parallel. The main distinction is that the
bricks arranged between these profiles maintain an
intercalated pattern, which only changes depending on the
dimensions of the required parapet.

One of the most important elements of what was once
the Central Bank is the security vault (Figure 34), which is
currently used as a document archive. The layer covering
this work presents a language repeated in another element
that we will analyze later. The most notable feature of this
covering is an orthogonal grid composition, with elements
that stand out in relief and a decoration representing the
golden mask, symbol of the former Central Bank. This
combination of a sculptural element in relief, evoking a
mask with details alluding to the sun, together with the
relief composition that complements the element, bears a
clear influence from the sculpture of the mural at Mariscal
Sucre Airport by Moscoso, created in 1960.

Figure 34.

Interior perspective of vault

In the interior plaza, two elements stand out for their size
and composition (Figure 35). These elements were
designed to take advantage of their strategic location, as
they were intended to serve as a means of containing the
directions of the different spaces in the project.
Furthermore, the goal was to give the diaphragms their
own unique character by extending the pieces and rotating
them to frame the views of the interior courtyard,
generating an interaction between the architectural space
and the surroundings.

Figure 35.

Interior perspective of monolithic detail

The stairwell itself is a striking element in the interior
plaza. This exposed structure encloses both the stairs and
the sculpture they contain, creating a unique finish for
circulation and contemplation of the space. The sculptural
element consists of vertical blocks of precast concrete,
arranged in a replicated manner and rotated individually.
The colors of each piece vary from green to blue, passing
through violet, suggesting a chromatic scale that evokes the
landscape, from the grass to the light blue of the sky
(Figure 36).
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Figure 36. Sectional perspective of interior detail

The walls that support the stairs and contain the
sculpture also feature a bas-relief that alludes to the
difference between levels, given that they are also precast
pieces. This detail is similar to that found on the columns of
the interior courtyard, creating a cohesive aesthetic and
design of the space.

4. Discussion

4.1. On the Object between Architecture and Sculpture

After exploring the general criteria encompassed by both
disciplines, establishing the common concepts that link the
object to the space and its context, and understanding the
influence that defined the author's intuition, we have
managed to understand and, in a sense, "read" the language
of his architecture. Just as verbal language uses words to
communicate, architectural language employs a set of
formal, spatial, material, and symbolic resources to express
the diverse dimensions of living, consolidate an identity,
and generate an experience through architecture. This
process has allowed us to unravel the profound connection
between sculpture, architecture, and the environment,
revealing the essence of the author's design.

Therefore, and to categorize those elements that possess
aesthetic and artistic value within an equally enriched
architectural context, we seek to enable all those who share
a vision of an architecture sensitive to art to integrate these
elements. Following the vocation of art to be an experience,
beyond the mere expression of an idea, the objective is to
enrich the experience of experiencing architecture.

Thus, three levels are defined in which a sculpture
intervenes in the architectural event in different ways,
integrating itself as an element that defines the character of
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the work, while simultaneously interpreting the artistic
sensibility that guides the sculptural form, and adapting to
the delimitation of the architectural volume while still
fulfilling its function. This classification is based on
Vitruvius's three architectural principles. Hereby, the
elements have been classified as isolated, attached, and
annexed, and each is exemplified by elements analyzed in
Gudpulo Habitat and the former Central Bank.

4.2. Isolated Elements

These are specific elements, of smaller or larger
magnitude in relation to the human scale. Their aesthetic
value predominates over their solidity, as they can share an
architectural language that integrates them with their
surroundings or, failing that, be a purely artistic element
that supports only their own weight. These elements can be
both fixed and mobile. Their function is primarily
decorative, although they can also become a landmark or
incorporate specific characteristics, as will be seen below.
This section includes elements that can be incorporated
into the walls of a project, but which do not meet the
characteristics of the next level unless they are attached
(Figure 37).

Related to the examples at the Gudpulo Habitat are the
traveling sculptures, works by architect Jaime Andrade
Heymann and his father, Jaime Andrade Moscoso.
According to the architect, the space itself suggests the
sculptures' location. In this garden, which opens toward the
mountains, the combination of the imposing nature in the
background with human work as the finishing touch
creates a space of unique artistic value, which merges with
the architectural sensibility of the project (Figure 38).

In the particular case of the pool in the former Central
Bank, a fixed element whose function is to interact with the
water, one can see that the language of its composition
corresponds to the brutalism of the work. Although it
currently no longer fulfills its original function as a pool, it
is not perceived as an isolated element; rather, it maintains
coherence with its surroundings and integrates as part of
the interior landscape, contributing to the character of the
space (Figure 39).

\/>

Figure 37. Conclusion scheme
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A
Figure 38. Isolated element diagram 1
Figure 39. Isolated element diagram 2
4.3. Attached Elements

The aesthetic character of these elements is defined by
the complexity of their composition, which ranges from the
inherent beauty of craftsmanship to the technical
management of a process that elevates a common element
to a sculptural culmination of great artistic value. In these
cases, the structural aspect varies and depends on the
function of the element; it may be part of an integral
structure or simply attached. The function of these
elements is more in keeping with the architectural realm
than the previous level, as they can serve as skins for large
sections of the work or as finials that enhance the beauty of
common elements, as exemplified by the Gudpulo Habitat.

These elements are predominant in the case of the
former Central Bank, as the different skins that cover the
exterior of the project are also found in the interior. Each
one is integrated differently, depending on the function of
the spaces it covers. The most notable are the mosaic skins
of the vault and the museum block, which overlooks the
corner of Carabobo and Veloz Streets (Figure 40).

In the Gudpulo Habitat, we may encounter a mosaic
located in the detail of the retaining wall, forming an
integral part of it. The technical complexity of this element
lies in its composition, since its shape required the use of a
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negative mold, which was placed during formwork (Figure
41).
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Figure 41. Schematic of attached element 2

4.4. Annexed Elements

These elements are the most complex, as they possess
great value in all three aspects analyzed. Their artistic
value requires a solid integration with the architectural
language of the rest of the project to justify their intention;
otherwise, it would be interpreted as a gesture alien to its
context. Structurally, these elements not only support
themselves but also contribute to the support of structural
loads. Finally, the most important aspect is that, at a
functional level, they are incorporated into a specific need
without hindering it; on the contrary, they provide it with
an enriching experience.

An element with a coherent artistic language, a support
system that attaches to and contributes to the structure of
the work, and which adapts to a specific function, is what
allows a sculpture to be integrally integrated into the
architecture. The elements located at this level are the most
complex because they manage to bridge the functional
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boundary that separates the most purist criteria of
architecture and sculpture. The most striking element of
these characteristics in the former Central Bank is the detail
of the steps that connect the entrance level with the lower
levels. The detail consists of two diaphragms that extend
from the lower courtyard to the upper level of the stairs.
Between them are metal elements painted in colors ranging
from green to violet, which also support the load of the
ascending stairs, surrounding the sculptural detail and
visually integrating these elements with the interior
landscape (Figure 42).

Figure 42. Sectional perspective of interior detail

4.5. Will of the Architectural Form

The interdisciplinarity of knowledge allows for a better
understanding of individual disciplines, providing
mutually enriching interpretations and facilitating the
integration of knowledge. This enhances creativity and
opens up new possibilities for problem-solving, making
risk-taking based on justified criteria more viable. In this
context, the study and practice of multiple disciplines that
share common principles broaden the range of possible
solutions, fostering innovation. The goal, in this case, is to
arrive at an optimal architectural solution that not only
complies with the fundamental principles of architecture
but also enriches them with unique artistic value.

In the case of Workshop 4, this approach is
complemented by a notion of "national architecture” that
does not respond to a patriotic impulse, but rather to a
sensitivity to the material and cultural context inherent in
the purest notion of art. Speaking of the will of form, as
presented in the theoretical framework of this research,
refers to the form that arises from function, in which form
is determined according to what the function requires. This
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criterion is deeply cultural and is strongly linked to the
architectural premise that "form follows function."
Understanding these concepts at both cultural and
architectural levels can allow for the exploration of more
daring volumetric forms, while always respecting the
functional nature of a project.

In this sense, it is evident that the volumetric play of both
projects responds to a deep sensitivity to the context in
which they are located. In the case of the former Central
Bank, the distribution of its functions and the incorporation
of the criteria that determined the competition materialize
in a dynamic composition, characterized by 45-degree
breaks that complete the corners, creating meeting spaces
imbued with a rich artistic charge, both sculptural and
material. This approach and its execution give the project a
uniqueness not found in other similar works (Figure 43).

Figure 43. Formal scheme of the former Central Bank

One of the details that reflects this characteristic is the
museum block, located between Carabobo and Veloz
Streets. The main urban feature of this intersection is that
Carabobo Street acts as an axis connecting Yaruqu &s with
Guano, traversing the city transversally. Due to this
arrangement, when following Carabobo Street from
northwest to southwest, the museum block appears directly
before the pedestrian, with its mosaic structure and skins,
next to the block that formerly housed the bank. This
architectural ensemble welcomes passersby in a wide space
that, at the same time, offers a respite in a city that is
generally unfriendly to pedestrians, lightening the journey
and creating a sense of openness in the urban environment
(Figure 44).

Figure 44. Schematic external perspective of the former Central Bank

The location of the Guépulo Habitat not only responds
sensitively to the environment, adapting to the challenges
presented by the sloping terrain, but also gives the project a
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unique character by terracing the four blocks along the hill.
This approach not only highlights the harmony with the
landscape but also constitutes a critique of the utilitarian
approach of buildings that grow in height without
considering a true sensitivity to the environment, driven
solely by financial criteria (Figure 45).

Figure 45. Formal scheme of the Gudpulo Habitat

The layout of the four blocks not only adapts to the
topography but also utilizes a large communal space that
visually connects all interior facades to the mountains. This
allows for beautiful views of the Tumbaco Valley, while
each block enjoys natural lighting and green spaces that
organize the privacy and semi-privacy of the interior
spaces.

Siting a project on a hill with two facades at different
levels, both front and back, presents several challenges,
which Workshop 4 took on and solved outstandingly.
Despite being a complex of apartments, privacy is naturally
achieved using materials typical of local architecture.
Natural light penetrates every corner of the project, thanks
to the voids created by the underground parking lots and
the formal design of the building, which blends with the
hillside. The slopes of the gabled roofs, the angles of the
walls, and the details of the chimneys follow the slope of
the mountain, ensuring a harmonious integration with the
surroundings. Furthermore, the 190<angle formed by the
roofs creates a volumetric gesture that simulates the folds
of the landscape and transforms the roof into a sculptural
line integrated with the surroundings, respecting and
maintaining a close relationship with the natural
environment, creating interior patios that reinforce this
connection (Figure 46).

Figure 46. Sectional axonometry of the Gu&pulo Habitat
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It is possible to broaden our architectural vision by
integrating knowledge of the arts, not with the aim of
copying or reproducing foreign languages into our projects,
but to enrich our approach and broaden the spectrum of
possibilities. Imitating other people's results is a mere
whim, but the true goal is to broaden the horizon from
which we seek answers to solve spaces. Instead of trying to
replicate the achievements of others, we must focus on
understanding their thought processes, thereby developing
our own unique voice that allows us to materialize a formal
will that offers precise and genuine solutions.

5. Conclusions

Isolated elements are artistic objects or structures that,
although part of a larger environment, retain their formal
and functional independence. Their main value lies in their
aesthetics and their ability to enrich the space, either by
integrating into the environment through an architectural
language or by acting as an autonomous work of art. These
elements can be both permanent and itinerant, serving as
landmarks or simply decorating the space. In the Gudpulo
Habitat, the Andrade family's traveling sculptures illustrate
how these elements can enhance the environment by
interacting with nature and the surrounding architecture.
On the other hand, the pool at the former Central Bank,
although no longer serving its original purpose,
demonstrates how an isolated element is able to be
coherently integrated into its surroundings, maintaining a
harmonious dialogue with the building's architectural
language.

These elements can range from handcrafted pieces to the
results of technical processes that transform common
objects into sculptural elements of great artistic value.
Their function transcends the decorative, as they can also
fulfill structural roles or cover large surfaces of a building.
The key characteristics of these elements are complexity,
both in their composition (materials and techniques) and in
their purpose within the architectural work. The aesthetic
value they provide elevates the artistic value of the work,
whether through their intrinsic beauty or the way they are
integrated into the whole, without losing sight of their
functionality, which can include their role within the
structure or as surface coverings, fulfilling both aesthetic
and, sometimes, structural functions.

In the case of the former Central Bank, the various
"skins" that cover both the exterior and interior of the
building, such as the concrete mosaics in the security vault
and the tiles in the museum block, are examples of
complex elements that are uniquely integrated into each
space. In the Guépulo Habitat, the mosaic of the retaining
wall, executed using negative mold, manifests a sculptural
intent that transforms the structural wall into a narrative
surface. These elements not only enrich the work as a
whole but also provide aesthetic and functional value.
Their design and execution require a high level of detail



Civil Engineering and Architecture 13(5): 3593-3617, 2025

and technical knowledge, making them essential pieces
that complement and elevate the architecture. As Zumthor
suggests, meaningful architecture is not that which
impresses but that which moves from within and through
its silence.

The most complex architectural elements are those that
achieve a perfect balance between art and function. These
elements are not only aesthetically appealing but also
solidly integrated into the building's structure, fulfilling a
specific function. Their artistic value lies in their ability to
enrich the user experience without clashing with the
overall architectural language.

A prominent example of this type of element is found in
the former Central Bank: the sculptural piece that supports
the steps connecting the levels from the central plaza to the
third floor. This element fuses diaphragms that support the
staircase with prefabricated pieces of various colors,
creating a unique sculptural work that, in turn, acts as a
spatial culmination that enhances the experience of
transiting the building. These elements represent the
ultimate integration of art and architecture, challenging the
traditional boundaries between the two disciplines and
demonstrating how sculpture can be an integral part of the
functionality of an architectural space, enriching the
interaction with the environment.

It is argued that the combination of knowledge from
different disciplines, such as art, engineering, social
sciences, etc. It allows architects to find more creative and
efficient solutions to diverse design challenges. By
integrating artistic principles into architecture, richer and
more meaningful spaces can be created that go beyond
mere functionality. Key aspects concluded from the
analysis of these two projects from a sculptural perspective
are the integration of knowledge, the will to form, and the
connection to context. Architecture can be much more than
the construction of buildings. Furthermore, by integrating
knowledge from different disciplines and being sensitive to
context, architects can create spaces that are not only
functional but also aesthetically appealing and culturally
significant.
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