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IIpocTpaHCTBEeHHAsI CEMUOTUKA U ypbaHUcTHUUYecKast Mopdosiorusa
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IIPOCTPaHCTBEHHAs CEMMOTHKA
ypbaHucTuieckass MopdosIorus
Bonbiioit Coun

COBETCKMI HEOKJIACCUIIU3M
COBETCKMI MOZLepHU3M
OJIMMTIUMCKUI CUMYJISIKP
JIMHEMHBIN TOPOJ,
KMHETUYEeCKU ypbaHU3M
CeMMOTHUYeCKoe BBITeCHEeHUE
MIPOCTPaHCTBeHHAas Tpuazia
Jlepepa

“ B. B. Maunan IIpocTpaHCTBEHHasi CEMMOTHKA U ypbaHUcTHUYecKass MopdosIorus

AHHOTALIVA

CTaTbsl IpeAcTaBisieT co60i1 IepBYyI0 YacTh KOMIIJIEKCHOI'O CEMUOTHUYe-
CKOT'0 ¥ Yp6aHUCTUUECKOT'0 Uccaef0BaHMs Boybioro Coum — yHUKaIb-
HOV JIMHENHOM aryioMepanuu YepHOMOpPCKOro mobepexxbss KaBkasa.
Omnupasice Ha MOCTCTPYKTYPAIMUCTCKYIO YPOAHUCTUKY, IPOCTPAHCTBEH-
HYI0 CEMMOTMKY M KyJIbTypHylO0 reorpaduio, aBTOp paccMaTpuBaeT
CouM Kak CJIOKHBIM TeTepOreHHBIM TEeKCT, MOoJaeXalliuil JeKoAupoBa-
HMIO Yepes IIPU3MY 3HaKOBBIX CUCTEM, MUQOJIOreM U UAE0IOTUUYECKUX
HacJIOeHM1. B leHTpe aHa/M3a — MCTOpMUYeCcKasl 3BOJIIOLMS IIPOCTPaH-
CTBEHHBIX KOZI0B arjioMepanuu: OT CTaJIMHCKOTO TOTQJIMTAPHOTIO
HeOoKJIacCUIIM3Ma, KOZMpOBaBIIEro IpojeTapCKMUil 3CKAIMU3M M IoCy-
JapCTBeHHYIO 3a60Ty uyepe3 [ BOPLbI-CAHATOPUM, K COBETCKOMY MOZep-
HU3MY 1960-1970-X TOJ0B C €r'0 3CTeTUKOI IIPO3PavyHOCTU U MacCOBO-
cti. Ocoboe BHUMaHMe Y7 eIsieTcsl TOCTCOBETCKOM TpaHchopMauuym —
pacrany Muda «BCECOK3HOM 3APaBHUIIBI», KOMMOAMUUKALUMU IIPO-
CTPaHCTBa M IOSIBJIGHMIO HOBBIX 3HaKOB COL[MaJIbHOI'O HepaBeHCTBa.
OJMMIMICKUI MeTralpoeKkT 2014 roja aHaJIM3UpyeTcs KaK pajguKallb-
HBII MHCTPYMEHT pe-CeMMOTM3alluy, MOPOAMUBILIUII TPU CeMMHOTUYe-
CKMX siipa: uctopudyeckui 1neHTp Couu, [IpMO6PEXXHbIN OIUMIUNACKUNA
KJacTep B VIMepeTMHCKOM HM3MEHHOCTM M TOpHBIN KiacTep KpacHom
[Monsubl. OTAeNbHO UccIenyoTcsl GeHoOMeHBI «daBesnin3mMa» u Hedop-
MaJIbHOM MOpP}OIOTUM KaK KOHTP-TEKCTOB 0PHUIIMaIbHOI'0 KyPOPTHOT'O
HappaTuBa, a Tak)Xe 6apbepHasi PoJIb XXeJIe3HOM JIOporM KaK CeMUOTH-
YecKo} TpaBMBbI pa3/ie/IeHHOCTM I'opoJia U MOpsi. AHAJIU3 yepes IIPU3My
IIPOCTPaHCTBEeHHON TpuazAbl JlepeBpa («3aMblllIsieMoe», «BOCIIPUMHU-
MaeMoe» U «IlepeXKyBaeMoe» IIPOCTPAHCTBA) BHISIBIISIET ITyOOKMe pac-
KOJIBI MeXJy yTONIMYeCKMMM IIPOeKTaMM BJIacTM U NOBCeJHEBHOII pe-
aJIbHOCTBIO >XUTeJseil. JIMHelHasi CTPyKTypa ropofa, ero «KuHeTudye-
CKUM ypb6aHu3M» 1 peHOMEeH «CeMMUOTMYECKOrO BBITECHEHUSI» — Map-
TMHaJM3alMM MaMsTM KOPEHHBIX HapoZOB M PaHHECOBETCKOI'O IIPOo-
IIJIOTO — 3aBeplLIaoT IIaHOpaMy IIepBO YacTy MCCiefoBaHUsI. ABTOpP
IIPUXOAUT K BBIBOZY, UTO COBpeMeHHbIN Couu QyHKIIMOHUPYET Kak Ia-
JIUMIICECT, B KOTOPOM CMeHSIolMe Apyr Apyra LIMUBUJIM3ALMOHHBIE
MUOBI OCTABUIIM KOHKYPUPYIOIIME Y YacTO B3aMMOMCKJIIIOYaoIye Ipo-
CTpaHCTBeHHBbIe aBTOrpadml.
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Spatial semiotics and urban morphology of Greater Sochi:
from Soviet utopia to Olympic simulacrum
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ABSTRACT

This article constitutes the first part of a comprehensive semiotic and
urbanistic study of Greater Sochi — a unique linear agglomeration along
the Black Sea coast of the Caucasus. Drawing on post-structuralist ur-
banism, spatial semiotics, and cultural geography, the author examines
Sochi as a complex heterogeneous text to be decoded through its sign
systems, mythologemes, and ideological strata. The analysis centers on
the historical evolution of the agglomeration's spatial codes: from Sta-
linist totalitarian neoclassicism, which encoded proletarian escapism
and state paternalism through palace-sanatoriums, to Soviet modern-
ism of the 1960s-1970s with its aesthetics of transparency and mass
recreation. Particular attention is paid to post-Soviet transformation —
the disintegration of the “All-Union health resort” myth, the commodi-
fication of space, and the emergence of new signs of social inequality.
The 2014 Olympic mega-project is analyzed as a radical instrument of
re-semiotization that produced three semiotic nuclei: the historic center
of Sochi, the Coastal Olympic cluster in the Imereti Lowland, and the
mountain cluster of Krasnaya Polyana. The phenomena of “favellism”
and informal morphology are examined as counter-texts to the official
resort narrative, alongside the barrier role of the railway as a semiotic
trauma of the city's separation from the sea. Analysis through
Lefebvre's spatial triad — conceived, perceived, and lived space — re-
veals deep rifts between the utopian projects of power and the everyday
reality of residents. The article concludes with an examination of the
city's linear structure, its “kinetic urbanism”, and the phenomenon of
“semiotic displacement” — the marginalization of indigenous memory
and early Soviet history — which together define the first arc of this
ongoing investigation.

Mailyan, B. V. (2026). Spatial semiotics and urban morphology of Greater Sochi: from Soviet utopia
to Olympic simulacrum. Urbis et Orbis. Microhistory and Semiotics of the City, 6(1), 6-23.
https://doi.org/10.34680/urbis-2026-6(1)-6-23
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BBemeHnue

ViccnepoBaHMe NPOCTPAHCTBEHHOM OpraHM3aliM UM 3HAKOBO-CMMBOJIMYECKUX CU-
CTeM KPYIHBIX KyPOPTHBIX arjioMepanuit KaBka3ckoro rnobepexnsi [IpyuepHOMOpPbS Tpe-
6yeT MPUHIMIIMAJIbHOI'O pacUIMpeHMsI MeTOL0J0TMYEeCKOT0 MHCTPYMEHTapus, Haxons-
LIEerocsl Ha CTBhIKe MOCTCTPYKTYPAJIUCTCKOM YPOAHUCTUKU, KYJIbTYPHOU reorpaduu u ce-
MMOTUKM IPOCTPAHCTBA. KypopTHBIN Iropoj;, B J@HHOM KOHTEKCTe IIOHMMAaeTCsI He IIPOCTO
KaK YTMJIUTApHasi COBOKYIIHOCTb peKpeallMOHHBIX MOIIHOCTEeN, TPAHCIOPTHBIX Y3JI0B U
ceIMTEOHBIX 30H, & KaK CJIOXXHBIN I'eTEPOTeHHBbIN TEKCT, NMoAJIeXalluil JeKOAMPOBaHUIO
yepe3 IPU3MY €ro 3HAKOBBIX CUCTEM, MUQPOJIOTEM U WUAEO0JIOTUUECKUX HACJIOEHUN
(Baudrillard, 1994, p. 34; Barthes, 1986, p. 92). B reorpaduueckon Tpaguuuu 3TOT MOJ-
XOJl, COOTHOCUTCSI C KOHIIENIMEeN KyJbTYPHOTO JaHAIIadpTa U CEMUOTUKU TTOCTUHAYCTPU-
asibHOTO ropoja (3aMsiTuH, 2006, C. 15).

HamnboJsiee perpe3eHTaTUBHBIM ITOJUTOHOM [IJIsI TTOJO06HOTO MEXAUCIUIIJIMHAPHOTO
aHaM3a BeICTynaeT Bosbuion Coun — yHUKaJbHas JIMHEMHAas arjaomepalus, ybs ypba-
HUCTUYEeCKass TKaHb GOPMMPOBAJIACh B YCIIOBUSIX XKECTKOT'O ITIepeceueHUs: reonoJuTmnye-
CKMX aMb6ULIMM, peKpealMOHHbIX YTONIMM U paJMKaJIbHbIX SKOHOMUYECKUX TpaHcpopMa-
uuit. HaunHasi ¢ paHHEeCOBETCKOro Iepuoja, korza YepHoMopckoe nobepexxbe KaBkasa
KOHILIENTYyaJIM3MPOBAJIOCh KaK «BCECOI03HAasl 3[jpaBHULIA», M 3aKaHUMBAsI MacCIITaOHBIMU
MeralpoeKTHbIMMU ITpeobpa3oBaHMsIMM Hadasa XXI Beka, CouM aKKyMyJIMpOBasl B cebe
CMeHsIoIMe APYT ApyTra IPOCTPaHCTBEHHBIE KOAbl. Kak oTMeydaloT ucciaezmoBarean, Coun
MpoIIesl YHUKaJIbHBIN Iy Th OT 3aKPBITOrO HOMEHKJIATYPHOTO 37leMa K OTKPBITOM, a 3aTeM
TOTAJIbHO KOMMEPILIMAJIM3UPOBAHHOM CTPYKType (EpMaukoB, 2016, C. 43-49; OHUIIEHKO,
2009, C. 239-240).

B pamkax yp6aHUCTUUYECKON CEMMOTUKMU TOPOACKOE IMPOCTPAHCTBO paccMaTpuBa-
eTCsI KaK JMHaMMUeCcKoe O3Havamwlllee, I/ie MaTepuajibHble 00 beKThl — 3ZIaHMsI, Habepeix-
Hble, ITapKOBbIE€ 30HbI, JOPOXKHBIE PAa3BSI3KM — BBICTYHAIOT B POJIM 3HAKOB, TPAHCIUPYIO-
LIUX OIlpeeJIeHHbIe CMBICJIBI, IIEHHOCTU U BJlacTHbIe MHTeHIuu (Eco, 1986, p. 58). JIu-
HelHasi CTPyKTypa Bosbiioro Coun, pacTsiHyBIIasics BAOJIb ITo6epexxbst 60Jiee yeM Ha CTO
KMJIOMETPOB, AUKTYeT ClelMPUUECKYI0 JIOTUKY BOCIPUSTUS 3TOTO NPOCTpaHCTBa. OHa
paspyliaeT KjacCMUeCKYI0 LleHTPUUECKYI0 MOZesIb II0JIMca, IpeBpalliasi TOpPo7, B LIEIIOYKY
HEeIMpPepBIBHOTO TPaH3UTa U JTUMMHaIIbHOTO onbiTa (Shields, 1991, p. 114). 31eck ceMuo-
TUYECKoe Iojsie GOPMUPYETCS 3a CUET KOHTPACTA MEXAY IPUPOAHBIM JaHZAIIapTOM
U arpecCUMBHBIM aHTPOIIOT€HHBIM BTOpPXXEHMEM, TIZle eCTeCTBEHHass reomopdosiorus
KaBKa3CcKuX rop 1 YepHOTro MOpPSI BBICTyIAeT He MPOCTO POHOM, HO aKTMBHBIM COy4YacCT-
HUKOM CEMMO3MCa.

CoBeTCKUM nmepmo: OT TOTAJIMTAPHOI'O HEOKJIACCUMIIU3MaA K MOAEPHU3IMY

ApXUTeKTYpHBIN 06K COUM COBETCKOM 3MOXM, 3aJI0XKEHHBIM IeHepaIbHBbIM Iljia-
HOM 1930-X T'OZI0B, OIIEpMpPOBaJ KOJaMM TOTAJIUTAPHOTO HEOKJaCCUIM3Ma, KOTOPBIN
B KypPOPTHOM KOHTEKCTe Ipuobpes 4yepThbl TaK HAa3bIBAEMOI'O «CTaJIMHCKOI'O aMIIupa»
C BBIP@)XXEHHOM NaJUIaZJMaHCKON MaTpulleil. CaHaTOPUM-ABOPLbI, TaKMe KaK CaHaTOpUM
uMeHu Cepro Op[KOHUKUA3E MJIM CAHATOPUM «MeTayurypr», MPpOYUTHIBAJIUCh KaK pe-
MIpe3eHTal M COLMaINCTUUECKON YTONIUY, Tlie ITpoJieTapuaT MoJydas AOCTYIl K apUCTO-
KpaTuUuyeckuM kozam gocyra (Groys, 1992, p. 45). DJ1eMeHTbl KJIacCU4YecKoro opjepa —
KOJIOHHaZIbl, IOPTMKM, POTOHABI, 6OaniocTpaAbl — (QYHKIMOHMPOBAJIM KaK 3HaKMU
TpuyMda uesoBeKa Haj, [MKOM INPUPOL0I CYyOTPONIMKOB ¥ O HOBPEMEHHO KaK CMMBOJIBI
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IOCTYIIHOCTY BBICIIMX 6Jiar B paMKax IMaTepHaJIMCTCKOM MOJieau rocyfapcTBa. VIMeHHO
3TOT nepuof, cGopMUPOBAJ «30JIOTOM KAaHOH» ropoja Kak LieJocTHoro aHcambis (Cy6-
60TUH, 2021, C. 110-111).

B 3TOM CeMMOTHMUYECKOM CUCTEMeE KJII0UeBOoe 3HaueHMe MMeJsa OCh «Iopa — Mope»,
rZle CaHaTOpHbIe KOMILJIEKCHI, pIaHKMPYIOLMie TOpHble CKJIOHBI, BBICTYIIAJIM B KauyecTBe
CTyIleHel MepapxM4ecKoyl JIECTHUIIbI, BeAylllel K I'JIaBHOMY peKpealjMOHHOMY MeZua-
TOPY — MOpPCKOMY Ito6epexxbio. [lapkoBble aHCaM6J1M, OKpY Kalolljye 3TU ABOPIbI 340P0-
BbsI, BBINOJIHSIIM POJIb MU EeaIM3MPOBAHHBIX TreTepOTONMM, M30JUMPOBAHHBIX OT IIOBCE-
IHeBHOTO Aeduumra coBeTckoro 6niTa (Foucault, 1986, p. 24). JlanamadTHAST apXUTEK-
Typa Coum 3TOro Iepuoja olnepupoBaja MHTPOAYLMPOBAHHON GI0poy (MalbMBbl, KUIIa-
PUCBI, MAarHOJIMM ), KOTOpasi caMa 1o cebe sIBJIsyIach 9K30TUYECKMM 3HAKOM «Iora», leKo-
PUPOBAHHOIO MOJ, «pal», UCKYCCTBEHHO CKOHCTPYMPOBAHHOIO [IJIsI COBETCKOT'O TPYyXKe-
HUKa. YpbaHucTHUecKasi TKaHb CouM, TakMM 06pa3oM, KOAMPOBaIach KaK IPOCTPAHCTBO
JIETUTUMHOI'O TeZlOHM3Ma, >XeCTKO perjaMeHTMPOBAHHOTO TI'OCyZapCTBEHHBIMUM MeJu-
LMHCKMMMU IPOTOKOJIaMU. CEMMOTHKA «KKYPOPTHOTO poMaHa» U 3CKanmu3Ma COCyILeCTBO-
BaJla C AUCUMIJIMHAPHBIMM KOJAMM CAaHATOPHOTO peXMMa, COo3/aBasi YHUKAJIbHbIM I'M-
6puaHbIi xpoHoTon (Bakhtin, 1981, p. 84).

C mepexo/0M K 310Xe COBETCKOI'0 MoZlepHU3Ma 1960-1970-X TO,0B IIPOCTPAHCTBEH-
Hble Ko/ bl Bospioro Coun npeTeprieBalOT paiuKaabHylo TpaHchopMaluio. Ha cmeHy Ts-
JKEJIOBECHOM peIpe3eHTAaTUBHOCTU CTAJIMHCKOI'0 HEOKJIacCUIIM3Ma IMPUXOAUT 3CTEeTUKa
MHTEPHALIMOHAJIBHOTO CTUJIS, OIlepUpyIollasi 3HaKaMU JIETKOCTU, TPO3PavyHOCTU U T'eo-
MeTpudeckoy yucTtoTsl (Frampton, 2007, p. 210). O6'beKThI BPOZie TOCTUHUUYHOTO KOM-
IjIekca «/laromMbpIC» MJIM MMAHCMOHATOB B IInLyHAe U Afjiepe HauMHAIOT TPaHCIMPOBATH
CMBICJIBI MOZIEPHM3allMOHHOTI'O PBIBKA, TEXHOJIOTMYECKOro IIporpecca M OTKPBITOCTU
MUPY. APXUTEKTYPHBIM 3HAK Telepb M36aBJsseTCs OT M3OBITOYHOI'O JEKOpaTUBU3MA,
dokycupysicb Ha QYHKIMOHAJIBHOCTM M MHTerpaluy BHYTPEHHEro M BHEILIHEro IIpo-
CTPAHCTB uUepe3 CIJIOIIHOE OCTEeKJIEHME M UCIOJIb30BaHMEe MOHOJUTHOTO 6eToHa (AHTO-
JIOTUSI KypOPTHOM apXUTeKTypHl, 6.4.; CazkoBa, 2026; CaM0ilioB, 2026). B ypbaHuctu-
YeCKOM IJIAaHMPOBAHMM 3TOT'0 Iepuozia akleHT CMellaeTcss Ha MaCCOBOCTh peKpealioH-
HOTO OOCJIy)XMBaHMsI, YTO NPUBOAUT K YIUIOTHEHUIO JIMHEMHOWM CTPYKTYpbl ropoja
1 GOPMMPOBAHUIO HOBBIX Y3JIOBBIX TOUYEK, pa3pbIBAIOLIMX MOHOIIOJIUIO MCTOPUUYECKOTO
neHTpa Coun.

ITocTcoBeTcKasa TpaHcopManys u OIMMOUICKUIA MeramnpoeKT

Haubosiee paMaTUYeCKUI CEMUOTUYECKUN U YPOAHUCTUUECKUI Pa3pbIB MPOU30-
1IeJl B IIOCTCOBETCKUM IepUOJ, KOTZa ropof, CTOJIKHYJICS C BbI30BaMM JMKOTO KalluTa-
JIU3Ma, XaOTMYHOM [eBeJIONepCKO}M 3KCIAaHCUM U IOC/eAylolleil IIceBAo0snbepaslbHOM
MOZlepHM3allMXM B paMKax IOATOTOBKM K 3MMHMM OJMMIMMCKMM UIpaM 2014 roza
(Harvey, 2005, p. 67). ITocTcoBeTckuit CouM Iepexus AeKOHCTPYKILMIO IIpeXHero Ie-
JIOCTHOTO MUda «BCECOIO3HOM 3ZpaBHUIbI». IIPOCTPAHCTBO I'opoZia MOABEPTIOCH ppar-
MEeHTAalUUM U KOMMOAMPUKAIIMY, TIPU KOTOPOM KAXKIBIN y4aCTOK NPUOPEXHOM U IIpes-
TOPHOM 30HBI ITpeBpaTuUiIcs B ToBap (Sassen, 2001, p. 142). CeMMOTHUKA 3TOrO nepuoza
XapaKTepu3yeTcsl SKJIeKTUKON ¥ BM3yaJIbHBIM LIYMOM: MCTOPUUYECKME MOJEPHUCTCKME
U KJIaCCUIIMCTUUYECKMe MapKephbl 0Ka3aIMCh MOrpebeHbl N0/, HallJIaCTOBAaHMUSIMU KOMMep-
YeCKOM apXUTEeKTYPbl, BBICOTHOTI'O TOUEYHOTO JleBeJIOIIMEeHTa ¥ CyppOTaTHBIX 3HAaKOB IJIO-
6a71bHOT0 KOHChIOMepHM3Ma. [10sIBJIeHMEe 3JIMTHBIX XKMJIbIX KOMIIJIEKCOB, Y3yPIIMPOBABIINX
BU/IOBble XapaKTepPUCTUKU U IEePeKpPBbIBLIMX JOCTYIl K MOpIo, chOpMMPOBaIO HOBBIE
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3HaKM COLMaJIBHOTO HepaBeHCTBa U MckaodyeHus: (Bo3uH & Bom6uH, 2011, €. 153-155;
TpyxaueBa & Illanupo, 2014). F'opozckas cpefia yTpaTuia CBOIO CEMUOTUUECKYIO CBSI3-
HOCTb, IPEBPATUBIINCH B NTAJIMMIICECT, I'/le CKBO3b HOBBIE IJISTHI|EBble IOBEPXHOCTU IIPO-
CTyHaJI PyUHBI COBETCKOM MHPPACTPYKTYPHI.

OJIMMIMUMCKNI MeralpoeKkT 2014 rofia cTaj paiuKaJbHbIM MHCTPYMEHTOM pe-CeMMU-
oTusauuu Bosabiioro Coun, MOJHOCTBHIO NTepePpOpMaTHMPOBABIINM €ro ypbaHMUCTUUECKYIO
naeHTUYHoCTh (Miiller, 2014, p. 630). B pamMKax 3TOro IpoeKTa IMPOU3O0ILJIO CMellleHue
dokyca ropozia 1 co3faHyMe BYX HOBBIX MOIHBIX CEMMOTUYECKUX sifiep: IPUOPEKHOro
KJlacTepa B VIMepeTMHCKOM HM3MEHHOCTM (HbIHe IrT CHMpUyC) M TOPHOT'O KJjacTepa
B KpacHoi1 [TosnsgHe. MiMepeTHMHCKasi HU3MEHHOCTD, OBIBIIASI pPaHeEe JeJIbTOBOM, 60JI0THU-
CTOM TEePPUTOPUEN CO CTAPOOOPSIAUECKMMHU MOCEIEeHUSIMM U YHUKAIBbHOM 3KOCUCTEMOIA,
6bLy1a IO BEpPTrHYyTa TOTAJIbHOM KeHTpubuKkauuu 1 achaabrupoBanmio (Koporaes, 2015,
C. 105). 31ech ObLJI pa3BEPHYT OJIMMIMUMCKUI MapK, Ubsl IPOCTPAHCTBEHHASI CEMMOTUKA
6a3upoBasiach Ha KoJax xal-Teka, PyTypusMa U rocyZlapCTBeHHOM Molu. CIIOPTUBHBIE
CTQAMIOHBI-TUTAHThl («®UIMIT», «BosablIo», «Ilaiba») GYHKUMOHMPOBAJU KaK MOHY-
MeHTaJIbHble 3HaKM BKJIIOUYEHHOCTM Poccum B r106asbHBbIM CIOPTUMBHO-pa3BjeKaTeslb-
HBIM JUCKYPC M JEMOHCTpAlMM TEXHOJIOTMYECKOro cyBepeHUTeTa (AHUCMMOB, 2015,
c. 67-68). Kak oTMeuaeTcsI B UCCAeLOBAaHUM HOCTOJIUMMIMMCKUX TpaHCPOpMaLU, 3TU
06'beKThI CPOPMUPOBAJIM MTOJTHOCTHI0 aBTOHOMHYIO COI[MaIbHO-9KOHOMUYECKYIO U CEMMU-
OTUYecKylo 30Hy (Jpensuc, 2018, c. 134-135).

YpbaHucTuka ViIMepeTMHCKOTO KjlacTepa Co3/aBajlach «C YMCTOTO JIMCTa» Ha OCHOBE
aBTOMOOMJIbHO-LIEHTPUYHOM MOJEeU, faleKOU OT TPALAUILLIMOHHOM COUMHCKOM IelIeXo/ -
HOM MacHITabHOCTU U TEHUCTOM MapKOBOM Cpefibl. 3TO MPUBEJJO K BOSHMKHOBEHUIO CIle-
IMPUUECKOT0 MPOCTPAHCTBEHHOI'0 OTUYXXJIEHMSI: OTPOMHBIE OTKpPBIThle NPOCTPAHCTBA,
achasbTOBBIE MOJISI U MacCLITabHbIE COOPYXXeHUsI cCGOPMUPOBAJIM TUIIEppPeAJIbHYIO Cpeny,
HAIllOMMHAWIILYI0 CUMYJISKpPbI Jlac-Beraca uam lyb6as (Soja, 1996, p. 240).

T'opubin kactep (KpacHas IToasiHa, Po3a XyTop, OcTo-Ca0k), B CBOIO OUepeb, MO/ -
Beprcsi CEMMOTUYECKOM KOJIOHU3AI MM IO, 3HAKOM «pycckoi IIIBeMiapumn». ApXUTEKTYyP-
Hast Mopdosioruss kypopra «Po3a XyTop», MMUTUPYIOIAss TICEBAOMCTOPUUECKUI €BPO-
nemckuil ypbaHM3M C paTyLIHBIMM IJIOLIAZISIMM, Habepe>XHbIMU BAOJIb peku M3bIMTa U
CTUIN30BaHHBIMMU dacaZiaMy, MpefCcTaBisieT co60M KJIaCCUYECKUN NMpUMep MacTUIIa U
cuMyJsisikpa (Jameson, 1991, p. 18). 3TOT KOA IIpU3BaH KOMIIEHCUPOBATh HEBO3MOXXHOCTD
WY 3aTPyAHEHHOCTh OCTyIla POCCUMCKOTO MOTPebuTesNsT K 3alaJHOEeBPOINENCKUM KY-
popTawM, IipefJjiarasi BHyTPEHHUM cypporaT BbICOKOr'o KadecTBa. Cemuotuka KpacHoi ITo-
JISTHBI TIOCTPOEHA Ha CUMYJISIIMY 6YPIKya3HOTO YIOTa, aJIbIIMMACKON ayTEHTUYHOCTU U KO-
JIOTUYECKOro 6J1aroInoyyumsi, KOTOpble HaJIOXXeHbl Ha JXECTKYI0 CEeTKY ZeBeJIONepPCKOro
KalyuTajaM3Ma U MacliTabHoro rnpeobpasoBaHusi ropHoro JsiaHzadTa. ITo oeHkam rpa-
IIOCTPOUTEJIbHBIX 3KCIIEPTOB, JaHHASI MOJie/ib « MMIIOPTUPOBAHHOM UAEHTUUYHOCTU» BO-
IIJIa B KJIMHY C JIOKQJIbHBIM JIaHAIaPTHBIM KOHTeKcTOM (PbICUH, 2015, c. 79-80).

TakuM o6pa3oM, coBpeMeHHas ypbaHucTuueckasi CTpykTypa Bosbiioro Coun pyHK-
LIMOHMPYeT KaK TPeXCOCTaBHasi CeMMOTMYecKasi cucTeMa: ucropudeckuin Coum (coBet-
CKMM KJIaCCULIM3M M MOAepHU3M), [IpuMOpe>XHbIN OJIMMIMUMACKUN KacTep (ry106aabHbIN
byTypu3m U TexHO-penpe3eHTalusi) U [OpHBIM KjaacTep (IICEBA0EBPOINENCKUIM albIIUiI-
CKMU CUMYJISIKP). MeXAy 3TUMMU TpeMs siipaMy paclipesessiloTCsI MHTEHCUBHBIE IIOTOKU
MasiTHUKOBOM MUTpalM}, TYPUCTOB U PECYPCOB, CBSI3bIBaeMble HOBOM TPAaHCIOPTHOM MH-
dpacTpykTypoit (coBMellleHHasi aBTOMOOUJIbHAsI UM >Keje3Hasl Aopora), KoTopasi caMa
1o cebe BBICTYNAEeT BaXXHEMIIMM ypOaHUCTUUECKMM 3HAKOM MOJepHMu3aluy, 6yKBaJbHO
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IIpope3arpIIMM KaBKa3CKM JaHAadT TYHHeJISIMU U 3cTakazamu (BpuHux, 2014, c. 58-
60). DTa TpaHCHOPTHAasl 0Chb QYHKIMOHMUPYET KaK CMHTArMaTudeckasl 1elb, COeIVHSIO-
1asi pa3po3HeHHble IapaZiurMbl B eAMHBIM TEKCT arjoMepanuu. B To >xe Bpems
noAo6Hoe MacuiTabHoe BTOp)XeHMe OOHa)KaeT KJII0UeBOe MPOTUBOpeuMe ypO6aHUCTUKU
Bosbmioro Coun — KOHQIMKT MeXXy 3HAKOBOM pelpe3eHTallMeil «3KOJIOTMYeCcKoro Ky-
popTa» U peasibHbBIM 3KOJIOTMUYECKMM KPU3UCOM, CIPOBOLVMPOBAHHBIM IrunepypbaHu3a-
uuen (I'yaxoBa, 2015, C. 94-95). IIpocTpaHcTBO CouM AeMOHCTpUpPyeT GPeHOMEH «BUT-
PUHHOTO ypbaHu3Ma», rze ¢acaZiHasi YacTh 3HaKa TUIATEJILHO IOJUPYETCs, a ero Mare-
pUaIbHBIM pePepeHT HaXOAUTCS B COCTOSIHUYM IIepMaHeHTHOTO Kpu3uca (Ouao6ok u ap.,
2011, c. 1394).

KoHTp-TeKcThI ropoja: ¢pasennmnsm u HepopmaabHast Mopdosiorus

Oco6bI MHTEpeC AJIsl CEMMOTUYECKOT0 aHa/In3a IpeCcTaBasieT peHOMEeH COUMHCKUX
«rapaxei-He60CcKpe60B» ¥ HePpOopMaIbHOM 3aCTPOMKH B XKMJIBIX MUKpOpalioHax (Hanpu-
Mep, Ha CBeTJlaHe MJIM B MUKpOpaioHe BrITxa). OTOT IJ1acT ypbaHuCcTUUYeCKou MopdoJI0-
My GyHKUMOHMPYET KaK HU30BOM KOHTP-TEKCT, IPOTUBOCTOSIIINI OPUIIMaTbHOM MTapa-
IUTMe ITapajHoro Kypopra. MHOTO3TaXXHbIe XXUJIble HaACTPOMKM HaJl CTaHAapTHBIMMU JIO-
IOYHBIMM KOOIlepaTMBaMM M TapaXHbIMMU 6OKCcaMM, JMIIEHHble NMPodecCMOHATIBHOTO
MIPOEKTUPOBAHMS U JIETUTUMHOIO CTAaTycCa, MPeACTaBISIOT CO60M YHUKaJIbHbIM peHOMEH
coumHcKoro ¢pasesmaMma (Roy, 2005, p. 148). CEeMMOTUUYECKM 3TO MaHUDECTALIUST BBIXKU-
BaHMSI MECTHOTO HaceJIeHUsI B YCJIIOBUSIX HEOJIMbepasbHOM TyPUCTUUYECKON 3KOHOMUKMU,
rZie KaXX/JbIM KBaZIpaTHbIM METP A0JDKEH ObITh MOHETUM3MPOBAH IO/, AUy B apeH/y OT-
IBIXAIOUIMM. DTa XaOTUYHasl, BUPYyCHAsI apXUTEKTypa ollepupyeT KoZlaMy 6puKosiaxa, ca-
MOCTpOSI U 3axBaTa, O6HaXkast TJIyOOKMUIM COLMaJbHBIM PAacKOJI MEXAY MMUPOM 3JIUTHBIX
OJIMMIIMMCKMX O6'bEKTOB U MOBCEHEBHOM PeaJbHOCTbIO MECTHBIX JKUTEJIEN, BBITECHEH-
HBIX Ha 060UMHY NpPa3fHMUYHOI0 Auckypca. O Mmacimitabax U rpaOCTPOUTEIbHBIX PUCKaX
COUYMHCKOT'O CaMOCTPOSI COOOIIAIOT aHAJIMTUUYECKMe MaTepuasbl Ha CIelMalIu3MpoBaH-
HBIX pecypcax (JIyneHko, 2023).

YpbaHuctuyeckass ceMmoTuka Bosbiioro Coun Takyke Hepa3pbIBHO CBsI3aHa C peHo-
MeHOM ruzpodunuu u rugpodobun B ropoiCKOM IJIAaHMPOBaHUU. Mope, SABISSCh IJ1aB-
HBIM IIPUPOJHBIM O3HAYAIOUIMM KYpOpTa, MMapajoKCcaJbHbIM 0O6pa3oM OTpe3aHO OT I'o-
pPoOZia BO MHOTHX €ro 4acTsX )XeJe3HOZOPOXXHBIM IIOJIOTHOM, IIOCTPOEHHBIM ellle B jope-
BOJIIOLIMOHHBIN M paHHECOBETCKUI Mepuobl. ITa XKeje3Hasl Aopora, uayiasi BAOJIb ca-
MOTr0 ype3a BoAbl oT Tyarce 0 AZijiepa, BbICTYyIIaeT B POJIM XKECTKOM PU3MUecKou U ce-
MMUOTUYECKOM I'paHUILBbI, 6apbepa MeXAy ceauTebHOM 30HOM U IUIshkeM. ['opojickas yp-
6aHMCTHMKA Ha NIPOTSHKEHUM CTa JIET IbITAaeTCsI IPeo/0JIeTh 3TOT Pa3pblB C IOMOIIBIO CU-
CTeMBbl MMO/3€eMHBIX IIePeX0/I0B, BUAZYKOB U MMPOMEHA/I0B, OTHAKO TpaBMa pa3/ieIeHHO-
CTU T'OpPOJia ¥ MOPSI OCTAeTCsI HEU3JIeUEeHHO.

IlnsixHast 30Ha Couy, B CBOIO ouyepezb, IpeficTaBisieT co60i cnenudrueckoe ceMu-
OTMYEeCKOe IMIPOCTPAHCTBO TOTAJIBHOTI'O TEJIECHOT'O NPebsIBJIEHMSI M KOMMepPUeCKO KOM-
npeccun. IsHK 3A4ech QYHKIMOHMPYET KaK MaJIMMIICECT, IZle Ha Y3KOM I10JI0Ce TaIbKU
CTAJIKMBAIOTCSI COBETCKME IPaKTUKM KOJIJIEKTMBHOI'O O3/0pPOBJIEHUSI U COBpPeMeHHbIe
KOMMepUecKre cepBUCHl (b6yHraso, VIP-30HbI, HaBSI3UMBAasi TOPrOBJis). B KOHTEKCTe
COBpeMEHHBIX YPOaHUCTUUECKUX AUCKYPCOB Bosbliioit COUuM CTaJIKMBAETCsI C HEOOXOa M-
MOCTBIO BBIPAab0OTKM HOBOTO $3bIKa, CIIOCOOHOI'O MPMMUPUTL €ro MCTOpUYEecKoe
Hacjlenye, OJMMIIMMCKME CUMYJISIKPbl UM TpebOBaHMUSI 3KOJIOTMYECKOM YCTOMUYMBOCTU.
Pa3spaboTka HOBoOro I'eHepasIbHOTO IlJIaHA ropoZia [0 2044 roza QpUKCUpPYeT MIOIBITKY
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MHCTUTYLIMOHAJIbHOT'O KOHTPOJISI HaJl, CEMMOTUYECKMM Xa0COM ITOCTCOBETCKOIO Iepuoza.
OfHAKO MHepLMs KallUTAJIMCTUUECKOT'O OCBOEHMSI MPOCTPAHCTBA U BBICOKMM CIIEKYJISI-
TUBHBIM IIOTEHIMaJI COUMHCKOM HEIABMKMMOCTU IIPOJOJDKAIOT I'eHepupoBaTb HOBBIE
30HBI IPOCTPAHCTBEHHOr0 HanmpshkeHus (Modde, 2023).

AHaiu3 yepe3 NMpMU3MYy HPOCTPAHCTBEHHOM Tpuaasbl A. JlepeBpa

PaccmaTtpuBass CouM yepe3 ONTUKY HNPOCTPAHCTBEHHOM CEMMOTUKM, HEOOXOAUMO
06paTUTHCS K KOHLEMIUU «IIPOCTPAHCTBEHHBIX MPaKTUK» AHpU JlebeBpa, COTIaCHO KO-
TOPOM T'OPOJCKOEe MPOCTPAHCTBO IIPOU3BOAUTCS depe3 TpUaZy BOCIPMHMMAEMOro, 3a-
MbllIIsieMoro u nepexusaemoro (Lefebvre, 1991, p. 38). B xoHTekcTe Bosibiioro Couu
3Ta Tpuaja obHapy>XMBaeT r1yboKre BHYTPEHHME PACKOJIBI.

«3aMblIIIJIsIEMOE» TPOCTPAHCTBO — 3TO chepa AesITEJIbHOCTU TOCyAapCTBEHHBIX
IJIAHMPOBIIUKOB, apXMUTEKTOPOB M KPYIHBIX JEeBeJOINEepPOB, KOTOPble Ha MHPOTSKEHUU
Bcero XX u Havasia XXI BeKka HaBsI3bIBaJIM T'OPOZLY MacHITabHble YTOIUUYECKME UJIU TICEB-
IonubepanbHble ClleHapuy pa3BUTuUs. COBETCKUM IJIaH « PEKOHCTPYKIMU KypopTa Coun-
Maitecta» 1933-1937 I'oZloB 6bLJI KJIACCUYECKUM ITPUMEPOM TAKOT'O 3aMBbIIILJISIEMOT'O ITPO-
CTPAHCTBA, I/le TOTAJIMTApHOE TOCYyAapCTBO MPOEKTUPOBAJIO MJeaJbHbIM dacaz coiua-
nu3Ma (Borzgaps & PeicuH, 2025, €. 103-105). B 3TOM npocTpaHCTBE KaXXAbIM 3JIEMEHT —
OT MOHYMEeHTaJIbHOT'0 3jaHusi Mopckoro Bok3asna (apxutektopsl K. C. Anabss, JI. B. Kap-
JIUK) CO LIIIMUJIEM, YCTPEeMJIEHHBIM B He60, 0 mapKa «PuBbepa» — MOJKEH ObLJI TPAHCIIM-
pOBaTh ONMTUMMM3M, UEPAPXUUYHOCTb U HE3bI6JIEMOCTh COBETCKOI'O CTposi. 3maHue Mop-
CKOT'0 BOK3aJla B 3TOM CEMMOTUYECKON cucTeMe GYHKIIMOHMPOBAJIO KaK TpuyMdaabHbie
BOpOTa ropoja co CTOPOHbI MOPS, KaK 3HaK COBETCKOI'0 MPUCYTCTBUS Ha YepHOM MOpe.
Ero apxmurekTypHasi CeMaHTMKa, HacCblllleHHAasl CKYJIBIITYPHBIMM IpyNnnamMu, CMUMBOJIN3U-
PYIOILIMMM BpeMeHa rojia ¥ HalpaBJIeHUsI CBeTa, YTBEP KZajla TOTAJIbHBIM KOHTPOJIb HaJ,
MIPUPOAHBIMU LIMKJIaMU U reorpadpmyecKuM IIPOCTPaHCTBOM.

B ITOCTCOBETCKUM XXe MePUO/, «3aMbIILIsIeMOe» IIPOCTPAaHCTBO CouM CTaJIO IIPOU3BO-
IUTBHCSI TPaHCHAI[MOHAJbHBIMU apXUTEKTYPHBIMM OIOPO M KOPIIOPATUBHBIMU CTPYKTY-
paM¥, OpMEHTUPOBAHHBIMM Ha JIOTUMKY IJI06aJIbHOT'O KanuTaaudmMa. OJIMMOuinckmue o06sb-
€KTBhl U COIYTCTBYIOUasi MHPPACTPYKTypa MPOEKTUPOBAINUCH B OTPbIBE OT JIOKAJIbHOTO
KOHTEKCTa, KaK YHMUBepCaJIbHbIe 3HAKU I106aJIbHOM CHOPTUBHOM MHAYCTPUU. DTO TIPU-
BeJIO K BO3HMKHOBeHMIO peHOMeHa, KOTOPbIM aHTponosior Mapk Oxe (Augé, 1995, p. 77)
Ha3bIBaeT «He-MecTaMu» (non-places). AspornopT CouM, HOBbIE XKEJIEe3HOLOPOXXHbI€ BOK-
3asbl B Apnjiepe u KpacHou ITosisiHe, OJIMMIIMMACKME MeAMalleHTPbl — BCe 3TU MPOCTpPaH-
CTBa JIMIIIEHBI JIOKAJIbHOM UAEHTUYHOCTU, OHU CEMMUOTUUYECKM CTEPUJIbHBI M B3aMMO3a-
MeHSIEMBI C aHAJIOTMUHBIMY 00'beKTaMU B JII060M A pyroy ToUuke Mupa.

«BocnpMHMMaeMoe» MPOCTPAHCTBO Bosbiioro Coun — 3To chepa MaTepUaaIbHOMN
MMOBCEJHEBHOCTH, peaJibHbIX GU3NUECKUX ITepeEMeELLeHUN U MaTepUaIbHbIX 06'bEKTOB, KO-
TOPbIE€ YACTO BCTYIMAIOT B KOHQJIUKT C 3aMbIIJIIEMBIMU MOJEISIMU. V3-3a YHUKAJIbHOMI
JIVHEHOM MOpP$OJIOTUM TOpoja, BEITSHYTOT'O B0JIb ITI0O6EPEXXbSI U 3a)XXaTOT'0 MeXJy MO-
peM u ropamu, puandeckoe Bocrpusitue Coum AUCKPeTHO U pparmeHTHpoBaHOo (Lynch,
1960, p. 46). JKutenp uau Typuct B CouM Bcerga HaxOAUTCS B CUTyalluU IIPEeOoS0JIeHUS
IMpocTpaHCcTBa. PaccTosiHMs Mexay panoHamu (JIazapeBckuii, LleHTpaabHbIM, XOCTUH-
CKUM, AZIJIEPCKUI) HACTOJIBKO BEJIMKU, UTO OHU QYHKIMOHUPYIOT CKOpee KaK OTAesIbHbIe
MMKPOTOpoZia CO CBOMMM COOCTBEHHBIMM CEMMUOTUUYECKMMU MUKpocucteMamMu (OHM-
meHko & MlapadyTanHOB, 2023, C. 38-40). OTa reTepOreHHOCTb JieaeT bosbiioi Coun
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CJIOXXHBIM Yp6aHMCTUUECKUM KOHCTPYKTOM, I'/ie OTCYTCTBYeT eIMHbBbI/ MeHTaJIbHbII 00-
pas ropoja B IIpe/iCTaBJIEHUM ero obuTaTesen.

«IlepexxBaeMoe» IPOCTPAHCTBO COUM — 3TO IMPOCTPAHCTBO penpe3eHTaluu U
BOOOpaXkeHMs, HaCBILIEHHOE CUMBOJIMYECKMMM 3HaueHUSMU. OLHUM U3 KJIIOUEBBIX
ero 3JIeMeHTOB SIBJsieTcss MUP 0 « COUMHCKOM pae» — MeHTaJIbHasi pelpe3eHTalus ro-
poZia KaK 30HBI abCOJIIOTHOM KJIMMATUUECKOM U COLMaJIbHOM UCKJIIOUUTEJIBHOCTU B I'pa-
Humax Poccum (OcuHIleBa-PaeBckasi, 2013, c. 116-118; CoaTaHu, 2015, c. 258-260).
ITanbMa B COUuM — 3TO He IPOCTO 60TaHUUECKUM 06'BEKT, 3TO KJII0UEBOU ULe0JI0TUIECKUN
3HaK, MapKep rpaHMIIbl MeXAy «00bIZIeHHOM Poccuein» ¢ ee CypOBBIM KJIMMATOM U «XKe-
jlaeMoi Poccueli» — MPOCTPaHCTBOM BEUHOT'O IIpa3/iHUKA U Tellyla. MHTPOAYKLMS MTaJlbM
B COUMHCKMU jaHAmadT, HauaTas ellle B LLapCKUil Tepuoj, 1 MacuiTabupoBaHHasi B CO-
BeTCKoe BpeMsi, Obljla aKTOM CO3HATEJIbHOTO CEMUOTUYECKOT'0 KOHCTPYMPOBAHMUSI IPO-
cTpaHcTBa ([pKaHKyra3oBa, 2008, 2013). B mocTcoBeTCKMM NTepuo/, 3TOT 3HaK 6BIJI KOM-
MepLMaJIM3MPOBaH: M306pakeHre NaJIbMbl CTaJIO 06s13aTeJIbHBIM aTpUO6YyTOM J1H060T0 JIO-
KaJIbHOTO 6peH/ia, OT BBIBECOK LIAIJIBIYHBIX [0 JIOTOTUIIOB 3JIMTHBIX JKMUJIBIX KOMILJIEKCOB.

IIn¢ppoBU3anus, CEKbIOPUTU3ALMS U KaIUTAJI UJEHTUIHOCTU

B pamkax ypb6aHMUCTUYECKON CEMMOTUKM BaXKHYIO POJIb UT'PAaeT MOHSITUE «TOPOJ-
CKOT0 MHTepdeica» — CUCTEMBI MeAMaTOPOB, Uepe3 KOTOPhIE UeJIOBEK B3aUMOLeICTByEeT
C TOPOACKUM NIPOCTPaHCTBOM (Aurigi & De Cindio, 2008, p. 102). B Bosibiiom Couu 3TOT
uHTepdelc noaBeprcss pagmKajabHOM UMPPOBU3AL UM UM KOMMEpPIMaIU3alluM B MMOCIIE] -
HUe rofpbl. [IpOCTPaHCTBO ropojia Tenepb CYUTHIBAETCSI Yepe3 3KpaHbl CMapTHOHOB, IPU-
JIOXKEHMSI HaBUTAlLIMM, arperaTopbl apeH/bl XXUJIbSI U COLlMAJIbHbIE CETU. DTO MOPOXKAAET
beHOMEH «MHCTarpaMHOM apXUTEKTYPbI» — MPOCTPAHCTBA, CIIPOEKTUMPOBAHHOIO paau
BU3YaJIBHOT'O ITOTpebsieHMs B IMPPOBOI1 cpefie (PacTOBCKasi, 2021). 3a KpaCUBBIMU Jiepe-
BSIHHBIMM HaCTHJIaMU, IIeprojiaMyu ¥ HEOHOBOM IIOJ,CBETKOM CKPbIBAETCS BCE Ta e IPo-
671eMa KOMMepLaan3aluum o611eCTBEHHBIX IPOCTPAHCTB, IZie 6ecIIaTHBIN JOCTYII K T'0-
POZACKMUM 6J1araM IIOCTENIeHHO Cy>KaeTcCsl.

CemuoTuka CouM Tak>Ke BKJIIOUAeT B Ce6sI CJIOXKHYIO CUCTEMY KOZOB 6€30I1aCHOCTH,
CTaBIIyI0 AOMMHMpYyIOLeN Iocae Onummnuazbl 2014 roza. I'opopckoe IPOCTPaHCTBO
Coum cerofiHs — OJHO M3 CAMBIX KOHTPOJMPYEMBIX U CEKbIOPUTU3UPOBAHHBIX IIPO-
CTpaHCTB B Poccuu. 3ab60pbl, paMKM MeTaslJIOMCKaTesel, KaMepbl BUIEOHAbII0eHNs
C CUCTeMO¥ pacIlio3HaBaHUs JIUI], 30HbI TPAQHCIIOPTHOM 6€30MacHOCTY — BCE 3TU MaTepU-
aJIbHbIe 06 beKThl QYHKIMOHUPYIOT KaK 3HaKM TOTAJIbHOT'O I'OCYZapCTBEHHOI'O KOHTPOJIS
u Hapg3opa (Coaffee, 2009, p. 156). Ypbauuctuka Coun nmpeBpaTuiach B ypbaHUCTUKY UC-
KJIIOYEeHUS U QUIbTPaAlLMM IIOTOKOB. DTOT KOJ, 6€30I1aCHOCTM BCTyIlaeT B IpPsIMOe IIPOTU-
BOpeYMe CO CTapbIM KOJOM KYPOPTHOM CBO6OABI, pacciabjeHHOCTU U KapHaBaJIbHOCTU.
TpaHchopmanysi CoumM U3 OTKPBITOT'O COBETCKOT'O KypoOpTa B 3aKpPbITYIO, CEKbIOPUTUIU-
POBAHHYIO 30HY IICEBJ0IM6EPAIBHOTO TYpMU3Ma — OAUH U3 I'JIaBHbIX UTOTOB YPOAHUCTU-
YeCKOM 3BOJIIOLMM ropoja.

ApxuTtexkTypHass Mopdosiorusi Boabiioro Counu Takyxe HeceT Ha cebe cieZbl «KaIu-
Tajla UAEHTUIHOCTU» (Zukin, 1995, p. 43). B ycimoBuUsIX ri106aJ1bHOM KOHKYPEHIIUM TOPO-
0B Couy BBIHYX/IeH IIOCTOSIHHO M306peTaTh CBOI0 M EHTUYHOCTb, KOMOMHUPYSI HECOB-
MeCTMMBble NIPOCTPAHCTBEHHbIe KOAbl. OAHUM M3 TaKMX KOJOB SIBJISIETCS MMIIEPCKO-HO-
CTaJIbIMYECKUI, KOTOPBINM BhIpa)kaeTcsi B MUdosIorn3annym 06’beKTOB 1[apCKOro mepuoza
U KOHLenTe «Pycckol PuBbepbI». OTOT AOPEBOJIIOLMOHHBIN MU} CerofHsi akTMBHO 3KC-
IUIyaTUpPyeTcsl AeBesiollepaMy 3JIMTHOM HEeABMXMMOCTH, [AIOLUIMMM CBOMM OO6BbeKTaM
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Ha3BaHus Bpoge «KaBkasckass PuBbepa» wuam «PomaHOBckul» (BoHpapp, 2024,
€. 219-221). OfHAKO UMIIEPCKUM HIMK TOCTOSIHHO CTAJIKMBAETCSI C MOUIHBIM ILJIACTOM CO-
BETCKOM MOHYMEHTAJbHOM CEMaHTUKM, KOTOPYIO HEBO3MOXXHO IIOJTHOCTBIO BBITECHUTH:
COBETCKME CaHATOPUM MPOJOJIKAIOT JOMMHMUPOBATh Hay saHAamadpTom Coum 6arozmaps
cBoeMy MacuiTady, BbICTyasi Kak MaTepuajJbHble CBU/ETEIbCTBA aJIbTEpPHATUBHOM LM-
BUJIM3AILMMOHHOM MOJIE/IN.

CeMmMoTHKa BOAbI U JIaHAIIAPTHBIM NAaCTUII TOPHOI'0 KIacTepa

CeMMOTUYECKUM CTATYC XKEeJIe3HOLOPOXXHOM I'PaHUILbI IBOSIK: C O HOM CTOPOHBI, 15
raccakyupa rnoesza, nog’be3dxaroiero k Couu, oHa OTKpbIBaeT IAHOPAMHBIN BUJI, Ha MOpe,
GYHKUIMOHMPYS KaK KMHeMaTorpapuueckul MHTepdemc, TpaHCAUPYIOUUI 3HAK NpUOBI-
TUSI B paii. C Apyroy CTOPOHBI, AJis IellexoZia B caMOM TOopojie 3Ta jXeje3Hasl Aopora
SIBJISIETCSI 30HOM OTYYXXJEeHUsI, LllyMa M OMAacHOCTH, OTpe3arollleil TOPOACKYI0 TKaHb OT
TIsDKaA. [IONBITKY IPEO0JIETh 3Ty TPAaBMY pa3ZleJIEHHOCTY IIPUBEJIM K CO3ZLaHUI0 MHOT'O-
YPOBHEBBIX Habepe)XHbIX-3CTaKa/, KOTOpble MBITAIOTCSI HaACTPOUTHCS HaZ, XKeJIe3HOZ0-
POXXHBIM IIOJIOTHOM UM COBMECTUTHb QYHKIIMM MEeNIeXOAHOr'0 MpoMeHaZia, KOMMepUYecKoun
30HBI ¥ 6epero3aiuTHOTO COOPYXKEHMSI.

CeMMOTMKA COUMHCKOM HabepeXXHOM — 3TO CeEMMOTHKaA HENPEPbIBHOT'O CIIEKTAKJIS,
rZie TJIaBHBIM JeMCTBUeM siBJisieTcss ¢paHupoBaHue (flanerie) (Benjamin, 2002, p. 262).
HabepexxHas LleHTpasbHOTro COuM yCTpOeHa KaK JIMHENHbIM TeaTp, rze ¢paaHupyooline
KyPOPTHMKM OJJHOBPEMEHHO SIBJISIIOTCS M 3PUTEJISIMU, M aKTepaMu. B mociaefsHue rozbl
ypbaHucTuyeckast MbICJIb COUM MBITAETCSI IEPEOCMBICIIUTD 3TO IPOCTPAHCTBO B CTOPOHY
60s1bIlIET0 MMHMMAJIN3Ma U 3KOJIOTUYHOCTHU. B TO >Xe BpeMsl 3TOT HOBbIM ypbaHUCTUYe-
CKMM SI3bIK HaTAJIKMBAETCS Ha COIIPOTUBJIEHME CYLILeCTBYIOIIEN SKOHOMMUYECKON MOJIeHN,
OPMEHTMPOBAHHOM Ha MaKCUMM3ALUIO NMPUOBIIM C KAXK/A0T0 KBaJpaTHOT'O CaHTUMeTpa
MpUOPEXHOM 3eMIIN.

T'opHBbIN Ky1acTep cGOpMUPOBAJ COBEPIIEHHO HOBBINM AJ1s1 Poccun tun ypb6aHusupo-
BaHHOro ropHoro ygaHguadra. Cemmormka KpacHou ITonsiHel 1 Po3bl XyTOp MOCTpOeHa
Ha UMUTALMU aJIbIIMICKOM lepeBHU, CUUTHIBAIOIIENCS B POCCUMCKOM KYyJbTYPHOM KOH-
TEKCTe KaK 3HaK BBICILIEro KauyeCcTBa KM3HU U eBPONEeMCKOT0 KOMPOopTa. ApXUTEKTYPHBIN
nactuil Po3el XyTOp C ee paTyuieit, 4yacoBoyu 6bamiHen u pacajgaMu B CTUJIe «OpHAMEH-
TaJIbHOTO MCTOPM3Ma» — 3TO CO3HATeJbHOE KOHCTPyMPOBaHME CUMYJISIKpa, He MMelo-
11ero KOpHel B JIoOKaJIbHOM ucTopuyu KaBkasa. 37ech ypbaHucTuueckas cpega QyHKIIMO-
HUPYyeT KaK TeMaTU4YeCKUM NapkK, IJe TypUCTy IpejlaraeTcs pas3birpaThb clieHapum 6yp-
YKya3HOT'O €BPOIEeNCKOro OTAbIXa. MIHTEPECHO, YTO 3TOT aJbIIMICKUIM KO COCYLLECTBYET
C KOZlaMM KaBKa3CKOTO IOCTENPUMMCTBA M JIOKQJIbHOM racCTPOHOMMUYECKOM KYJIBTYpPOW,
co3ziaBasi IpUYyAJIMBbIe TMOPUIHBIE 3HAKU.

ITpOCTPAHCTBO T'OPHOT'0 KJIacTepa TaKXXe AeMOHCTPUPYET BBICOKYIO CTEIleHb KOM-
Mepueckoi ctpatudukanum. Kypopt «KpacHas ITosissHa», CIPOEKTUPOBAHHBIN B KOHILIETI-
LIMM «HOBOT'O KJIaCCUIIM3Ma», OIlepupyeT 3HaKaMM OpAepHOM apXUTEeKTyphl U aMbuTeaT-
poB. O HaKO B peaJIbHOCTY 3TO IMIPOCTPAHCTBO OKa3aJ0Ch ITOJUYMHEHO JIOTMKe KOHChIOMe-
pu3Ma, IpeBPaTUBILINCH B JIeKOPALMIO [JIs1 Ka3MHO, SJIUTHBIX OTeJIEN U TOPTrOBBIX LiEeH-
TPOB. CeMMOTMYECKOoe I10Jie TOPHOT'0 KJacTepa COTKAHO M3 Pa3jIMYHBIX LIUTAT U PEIIMK
€BPOIIEIICKOM apXUTEKTYPHOM MCTOPUM, COOpaHHBIX Ha KaBKa3CKOM 3eMJie paZiy co3fa-
HMSI WIJIIO3UY BKJIIOUEHHOCT! B I'JI06a/IbHBIM MMP POCKOIIM U AOCYTa.
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CeMHOTUYECKOE BbITECHEHME U KMHETUYECKUI YPpO6aHU3M

OBOJIIOLIMSI IIPOCTPAHCTBEHHOM CTPYKTypbl Bosbiioro Coum BBISIBIASIET (QpeHOMEH
«CEMMOTUUYECKOTO BBITECHEHMSI» — CTMPAHMS HeXejlaTeJbHOU NMamsaTu (UepToB, 2023,
c. 8-26). B nmpouecce nmoaroroBku Kk Onmumnuaze 2014 roga MHOTME UCTOPUUYECKUE CIIOU
M MapKepbl JIOKAJIbHOM UAEHTUYHOCTU ObLIIM CO3HATEJIbHO MapTMHaJIU3UMPOBaHbl UIN
IIOJIHOCTBIO YHMUTOXeHBI (KopoTaes, 2015, ¢. 106-107). DTO KacaeTcsl He TOJIbKO 3KOCU-
cTeM VIMepeTMHCKOM HU3MEHHOCTH, HO U KyJIbTYPHOTO JIaHZAITIaQTHOTO HACIeAUsI KOpPeH-
HBIX HapoZoB KaBka3a (UepKkecoB, LIAIICYTOB), Yb€ MCTOPUUECKOE IIPUCYTCTBME Ha 3TOU
TEPPUTOPUM NIPAKTUUECKM HE apTUKYJIMPOBAHO B OPUIIMATIBHOM YPOAHUCTUUECKOM TEK-
cTe coBpeMeHHOro Coun (Ku3uaoB, 2020, €. 73-74). JIOKaibHble 3THOrpapuieckue Map-
Kepbl IPUCYTCTBYIOT B IPOCTPAHCTBE IopoZia JIUIIb B BUJle PeAYyLIMPOBAHHBIX, 9K30TU3U-
POBaHHBIX TYPUCTUYECKMUX 3HAKOB, JIMIIEHHBIX PeaibHOIO0 MCTOPUUYECKOTO M Tparuue-
CKoro KoHTeKkcTa KaBka3ckoi1 BoMHbI (CycioBa, 2016, c. 94-95). [Ipou3o1iia caHUuTapHast
ob6paboTka ucTopumM, IpMU KOTOPOM CJI0XKHOE, KOHPJIUKTHOE MIPOILILJIoe permoHa 6b110 3a-
MeHeHO 6eCKOHQPIMKTHBIM, KOMMepUYeCcKy pUBIeKaTeIbHbIM MUPOM O MYJIbTUKYJIBTYP-
HOM KaBKa3CKOM I'OCTEIIpUUMCTBeE.

C TOYKM 3peHMs] NPOCTPAHCTBeHHOM Mopdosoruu Bosbiioin Coum sIBIsIET CO60i1
IIpMMep 3KCTPEeMasIbHOT'O JIMHEeMHOro ropoga (MuaTHH, 1930, C. 45). 3Ta JIMHEMHOCTD
npeaornpeaessieT YHUKaJIbHble JIOTUCTUUECKME M KOMMYHMKAIIMOHHBIE CBOMCTBA aryio-
Mepauuu (Jlanmno, 1997, c. 122). F'opoJ, He MMeeT e MHOTr0 reorpapmuyuecKkoro 1eHTpa; ero
CTPYKTypa MyJIbCUPYET BAOJb deflepasbHOM TPACChl A-147 U XKeJIe3HOLO0POXHOM BETKU
(TapHara u gp., 2022, c. 35-36). OTa JIMHENHAas1 CBSI3aHHOCTb CO37laeT crienudpuuecKui
TUII YPOAHMUCTUYECKOTO OIIBITA, KOTOPBIM MOXKHO OXapaKTepU30BaTh KaK «KMHETUYECKUN
ypbaHu3am». BocripusTue ropoza MpoUCXOAUT He B CTATUYHOM CO3€epLaHUU IJIOLIA/leN U
paZiiaJbHBIX yJINII, @ B IOCTOSIHHOM JIBM)XEHUM Ha aBTOMO6MIIe, aBTObyce MM IIPUTO-
ponHOM noesfe «JlacTtouka» (JIexxaBa, 2009, c. 67-68). CKOPOCTb ABMUXXEHMS ONIpefiesisieT
CTeNeHb JeTaJu3aluy BOCIPUSTHUSI: HOBbIe 3CTaKa/bl, Pa3Bs3KM U TyYHHEJIU, IOCTPOEH-
Hble K OnuMMIMazie, MpeBpaTuUIu nepeMeunieHue 1mo Couu B CKOJIbXX€HME CKBO3b JIAH/[-
madT, rae ¢pusnveckoe MPOCTPAHCTBO MEX/Y Y3JI0BBIMM TOUKaMM CXKMMaAETCs U leMaTe-
puanusyetcs (UepTos, 2015, c. 58-60).

YpbaHuctuyeckass TkaHb Coum riay6oko ppakTasbHa: 3a IpefesiaMy IJIaBHBIX Ma-
TUCTpaAJIell TOPOJ, paclaZiaeTcss Ha MHOXXECTBO M30JMPOBAHHBIX YIIEJIUI UM TOPHBIX I10-
CEJIKOB, KX bIM U3 KOTOPBIX XXMBET 10 CBOMM COOCTBEHHBIM 3aKOHaM, YacCTO JaJIeKUM
OT HMapaZHbIX CTAaHAAPTOB OJUMIIMMCKON cTosaulbl (KOo3uMHCKUM U Ap., 2015, c. 87-90).
KoHQAMUKT MexAy mapaZiHbIM KMHETUYeCKMM ¢acajoM UM TYIMKOBOM PpPaKTaJIbHOCTBIO
BHYTPEHHUX IPOCTPAHCTB — OAHA M3 PYyHIAMEHTAJbHBIX XapaKTEPUCTUK COUMHCKOTO
ypbanusma (CropoxxeHko & Beprman, 2023). Kpome Toro, ypbaHuctuueckoe pa3BuUTHUe
Bosbiioro Coun B MOCTOJIMMITMICKUI TTEPUOZ, BOLLIIO B pa3y «IkeHTpudukanmm obpasa
>Xu3HM» (BOMKOBa, 2013, C. 21-23): TOPOJ, CTaJI IPUBJIEKATh TIOCTOSIHHBIX MUT'PAHTOB U3
KPYIHBIX POCCUMCKMX METalloJnCOB, HECYIUX C OO0 3alpoChl Ha CTaHAAPTHI I106aJIb-
HOT'0 MeraroJiyica ¥ TeM CaMbIM IIepeKOAMPYIOLIUX COUMHCKOE TPOCTPAHCTBO 10/, HYXX/bI
KpeaTuBHOro kjacca (MypyHOB, 2026).
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3aKjJIIouYeHue

IlepBasi 4acTb HaCTOSIIIEr0 MCCIeZOBaHMSI I103BOJISIET CZejlaTh BBIBOZ, O TOM, YTO
Boabiioit CouM nmpepncTaBiasieT cO60M T'MIaHTCKYIO0 IPOCTPAHCTBEHHYIO MAlIMHY, IIPOU3-
BO/SIIIIYIO0 CMBICJIBI, 3HAaKM ¥ CUMYJISIKPBI Ha IPOTSKEHUM JBYX CToJeTuil. ['eorpaduue-
ckasi cpefia YepHoMopckoro mnobepexxbsi KaBkasa, AeTepMMHMpOBaBIIasi JIMHEMHYIO
CTPYKTYpy arjioMepanyuy, okasajaacb apeHoi [Jisl pealiu3aluy CMeHsI0WuX ApyT ApyTra
UMBUIN3ALUOHHBIX MUPOB. MMmnepckuit mudp o «Pycckoir PuBbepe», COBETCKUM MU
0 «Bcecow3HOM 37 paBHUIIE», IOCTCOBETCKUIM KOMMEPUYECKUIM XaoC U ICeBAoIMbepab-
HBIM OJIMMIIMMCKUIM PYyTypU3M OCTaBUJIM KOHKYPUPYIOIIME IMPOCTPAHCTBEHHBbIE aBTO-
rpadsl B apXUTEKTYPHOU MOpPHOJIOTrUM U JaHAIIAPTHOM CTPYKType ropoga. AHaIuU3 ye-
pe3 Tpuany JlepeBpa BHISIBISIET CUCTEMHBIN PAa3pPbIB MEX/Y 3aMbILLJISIEMbIMU YTOIUSIMU
BJIACTY U PeaJIbHOCTbIO BOCIIPUMHMMAEMOT'0 U IlepeXXMBaeMoT'0 IPOCTpaHCTBa. PeHOMEeHbI
«KMHETUUYEeCKOro ypbaHusma», «CeMMOTUUECKOTO BbITeCHEHUSI» U ¢aBeyin3Ma PUKCHU-
PYIOT CTPYKTypHbBIE IIPOTUBOPEUMsI arjoMepaly, KOTopble He MOTYT OBITh pa3pellieHbl
KOCMeTMYeCKMMM BMellaTeJlbCTBaAaMM. BTopass yacTb mucciaefoBaHMsI ob6paTUTCS K aHa-
JIn3y reoMop@osIornueckoro cybcrpara, BU3yaJbHOM 3KOJIOTUU, APXUTEKTYPHOM MOpPdO-
JIOTUU CTUJIEN, MeAMapelnpe3eHTal il M UTOTOBOM AMATeKTUKU COUMHCKOTO ypObaHUCTU-
YeCcKOr'o TeKCTa.
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KJIFOUEBBIE CJIOBA
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KOJUUIEKTMBHAS ITaMsTh
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KyJIbTYpPHasi aHTPOIIOJIOTUSI
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AHHOTALIVA

CTaThs MOCBSIIeHa KOMIIJIEKCHOMY KyJIbTYPOJIOTMYECKOMY MCCIeL0Ba-
HMI0O PeHOMEeHa «UyXXOI'0o» Ireposi B CUCTeMe MOHYMEHTaJIbHOM CKYJIbII-
TYPBI ¥ COBPEMEHHOM IOpO/CKOM HaBUTallMM KaK MHCTPyYMeHTa TpaHC-
dbopMan MM KOJUIEKTMBHOM HaMSITU. AKTYaJIbHOCTH paboTbl 06yCIIOB-
JleHa KPMU3MCOM TPaZiUIMOHHBIX KOMMEMOPATUBHBIX IPAKTUK U M3Me-
HEHMEM BOCIIPUSITUS FOPOACKOro jaHzmadTa B yCIOBUAX I1o6anmusa-
M. ABTOP aHaJIM3MPYeT 3BOJIIOLMIO IPUCYTCTBUSI S3KCTEPPUTOPHAIID-
HBIX ¥ BBIMBIIIJIEHHBIX IIEPCOHAXXeM B IIPOCTPAHCTBE ropofia, npezJia-
rasi paccMaTpMUBaTh ero KakK CJI0XXHBIM «CEMMOTMYECKUI MeXaHU3M»
M MaJIMMIICECT, I'Zle HOBble CMBIC/IBI HacjlauBalOTCSI Ha MCTOPUUYECKUN
KOHTEKCT, BCTyIlasi C HUM B AMajior uinu KOHPJIUKT. B paMkax ucciaeso-
BaHMSI BBIZIEJISIIOTCS [iBa KJIIOUEBBIX 3Talla pa3BUTUS JaHHOro deHo-
MeHa. [IepBbIil 3Tall CBSI3aH C paJMKaJIbHBIM UE0JIOTUYECKMM UHTep-
HaIMOHAJIM3MOM pPaHHECOBETCKOM 3I10XM, HalleJIMM BbIpa)keHue
B JIEHMHCKOM IJlTaHe MOHYMEHTaJIbHOM IIpomaraHjibl 1918 roja.
Ha sToM 3Tame «4y»ou» repoi (oT ucropuyeckux puryp Pobecrnrepa
1 Mapata 70 nonymuduyeckoro Vyznl) UCIIOIB30BAJICS KaK CPeZCTBO
arpecCUMBHOIO «BCIIapblBaHMS» JIOKAJIbHON UAEHTUUYHOCTU UM UHCTPY-
MEHT YTBEp>XJeHMsI HOBO}, HaATEeppPUTOPMATIbHOM CUCTEMBI LIEeHHO-
cTel. BTOpoyt 3Tan COOTHOCUTCSI C COBPEMEHHBIM COCTOSTHMEM «3MOILIU-
OHaJIBHOT'O Heo-ypb6aHM3Ma», Ifie MaMSITHUK OKOHUYAaTeJIbHO TepsieT
CBOIO MO6GMaM3anMoHHy0 OGyHKIMI0. Omnupasch Ha TeopeTMdecKue
koHuenuuyu II. Hopa («Mmecta mamsTtu»), XK. Bogpuisipa («cumyssi-
kpbI») u LI. 3ykuH («aucHenukanus gaHpmadTa»), aBTOp LOKa3bl-
BaeT, 4YTO COBpPEMEHHBIM TOpoJ, aKTUMBHO 3KCILIyaTHMpyeT o0b6pasbl
MaccOBOM KyJbTYPbl — KMHOTE€POEB, CKA30UHBIX IIEPCOHAXKE U ITOI-apT
06'beKTBl — [Jist OoCTMKeHUsT 3ddeKkTa aHecTe3s UM MUCTOPUUECKOTO
CO3HaHMsI. BBIMBILUJIEHHBIM TI'epOi, JIMIIEHHBIN IOJIUTUYECKOM KOH-
GIIMKTHOCTY M MCTOPMYECKON IJIOTHOCTH, 3aMeHsIeT co60il Tpaguum-
OHHBIN KoHLeNT Genius Loci (reHuss mecra). 3TO IpeBpallaeT JaH[-
madT U3 apeHbl UIEO0JIOTUYECKOM 60PBOBI B IMIPOCTPAHCTBO CTEPUJIDL-
HOT'O IICMXOJIOTMUYecKoro KoMdopTa, HaBUTAIMOHHOIO yA06CTBa U
BU3YyaJIbHOI'O aTTpakluoHa. B paboTe noApo6HO aHaIU3UPYIOTCS
pa3Hoo6pa3Hble KelMChl MOHYMEHTAJIbHOI'O IIpUCYTCTBUSI B MOCKBe,
Exarepuubypre, Onecce, Pure, EpeBaHe, IunmxkaHe, Bosorze u Pelikb-
sIBUKe. PaccMaTpuBalOTCsI IPUMepPhl OT TeXHUUYECKOM MyTallMM COBeT-
CKMX TIaMSITHMKOB J10 HOCTAJIbTMYECKOM «KMHO-pecTaBpaluu» ropoj-
CKOT'O JlyXa M 3axBaTa HaBUTALlMOHHBIX CTPYKTYP BbIMBILIJIEHHBIMU
MMeHaMM. B 3aKJIIOYEeHUM [ejlaeTCsl BBIBOJ, O TOM, UTO COBpPEeMEHHas
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ABSTRACT

The article presents a comprehensive cultural study of the “alien” hero phe-
nomenon in the context of monumental sculpture and modern urban navi-
gation, which serves as a tool for transforming collective memory. The re-
search is relevant given the crisis in traditional memorial practices and the
changing perception of the urban landscape in the context of globalization.
The author analyzes the evolution of extraterritorial and fictional charac-
ters in urban space, suggesting that the city be viewed as a complex «semi-
otic mechanism» and a palimpsest in which new layers of meaning overlap
with the historical context, engaging in either dialogue or conflict. The re-
search identifies two key stages in the development of this phenomenon.
The first stage is linked to the radical ideological internationalism of
the early Soviet era, as manifested in Lenin’s 1918 plan for monumental
propaganda. During this period, the «alien» hero (from historical figures
like Robespierre to the semi-mythical Judas) served as an instrument for
the aggressive dismantling of local identity and the assertion of a new, su-
pra-territorial value system. The second stage concerns the current state
of «emotional neo-urbanism», in which the monument loses its function
of mobilization. Drawing on the theoretical frameworks of P. Nora («sites of
memory»), J. Baudrillard («simulacra»), and S. Zukin («Disneyfication of
the landscape»), the author argues that the modern city exploits images
of mass culture — film icons, fairy-tale characters, and pop-art objects —
to achieve an anesthesia of historical consciousness. Devoid of political con-
flict and historical function, a fictional hero replaces the traditional concept
of places of genius. This situation transforms the landscape from an arena
of ideological struggle into a space of sterile psychological comfort, ease of
navigation, and visual appeal. The paper provides a detailed analysis of di-
verse cases of monumental presence in Moscow, Yekaterinburg, Odessa,
Riga, Yerevan, Dilijan, Vologda, and Reykjavik. It examines examples rang-
ing from the technical mutation of Soviet monuments to nostalgic «cine-
matic restorations» of urban spirit and the takeover of navigational struc-
tures by fictional names. The study concludes that the modern monumental
environment reflects the capitulation of historical consciousness to the en-
tertainment industry and the public need for security and predictability.

Alexandrovskiy, I. S. (2026). From Judas to Shrek: An apology for an “Alien” hero (Monumental propa-
ganda as a medium of spatial disruption and reconfiguration of the urban landscape). Urbis et Orbis.
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BBemeHnue

T'opoj, KaKk MAJIMMIICECT ¥ apeHa CMMBOJIMYECKOM 3KCIIAaHCUU

T'opoZickoe MPOCTPAHCTBO HUKOT/A He BBICTYIIAeT B POJIM HEMTPaJbHOTO POHA AJIs
IMoBceLHEBHOM ku3HU (JledpeBp, 2015, €. 7-16). B ONITHMKE COBPEMEHHOM KYJIbTYPHOM aH-
TPOIIOJIOTUM M CEMMOTUKMU JaHAIadpTa ropof, NpeacTaéT KaK CI0XXHBIN MaJUuMIICEeCT —
TEKCT, KOTOPBII1 6€CKOHEYHO IIepenuchbiBaeTcsl, I'7le HOBble 3HaKM Hac/JauBalOTCs Ha CTa-
pble, BCTyIasi C HUMU B CJIOXKHBIM AMAJIOT, UPOHMUYECKYIO NEPEKINYKY MJIMU OTKPBITHIN
KOHQUKT. Kak oTmeyvasn FOpuit JIoTMaH, TOpoJ, — 3TO CJIOXKHBIM «CEMUOTUYECKUN MeXa-
HU3M», He IIPOCTO BMECTUJIMIIE CMBICJIOB, HO UX I'eHepaTop, I'Zle apXUTeKTypa U MOHY-
MeHTaJIbHOe MCKYCCTBO GopMUPYIOT crnenyudyuueckoe NpOCTpaHCTBO HNaMsATH (JIoTMaH,
2000, c. 252). KiItoueBbIMM «3HaKaMy IpeNMHaHUSI» B 3TOM YpOAHUCTUUECKOM TEKCTe
TPaZUIMOHHO SIBJISIFIOTCSI MOHYMEHTHI. IIaMSITHMK B TOPO/ICKOM Cpe/ie — 3TO He IIPOCTO
acTeTU3MpoBaHHasE ¢opMa M3 6POH3bI MJIM TPaHUTA, 3TO MHCTPYMEHT CMMBOJIUYECKON
BJIaCTH, TOUYKa PUKcaluy roCHOACTBYIONIEN MUAEO0JOTUMM U CAHKIMOHMPOBAHHOE IIPaBO
TOM MJIM MHOM T'PYIIIbI Ha BJIaJleHMe MaMsTbhI0 U TPOCTPAHCTBOM.

Kiaccuueckasi eBponeilickasi ypbaHUCTMUecKasi TpaZulus Ha IPOTSHKEHUM CTOJIe-
TUM onMpasiach Ha KOHLEeNT Genius Loci — «reHust mecta». B 3Tol napagurmMme naMsiTHUK
BBICTYyIIaJI KaK OpraHMYHOEe MPOJO/KEHME JIOKAJIbHOM UCTOPUN: 6YAb TO CBSITOM IOKPO-
BUTEJIb, MOHAPX-OCHOBATEJb MU NIPOCBETUTENb, GUTypa Ha NbefiecTajie Jo/KHa Oblia
06J1aaTh 6€3yCJIOBHOM «T'€HeTUUeCKOM» CBSI3bI0 C IIOYBOM, Ha KOTOPOM OHA CTOUT. Co-
rjlacHO Teopuu Mopuca XanbbBakca, KOJJIEKTMBHAS MaMsTh Bcerzia HyX/laeTcsl B IIpoO-
CTPAHCTBEHHOM QUMKCAIMU: COLlMaJIbHAs TPyIIa «IIPOeLupyeT CBOI popMy Ha Ty Cpeny,
B KOTOPOM OHa MpebbiBaeT» (XanbbBakc, 2007, C. 142). Takum o6pa3oM, MOHYMEHT CJIy-
XXUJT «SIKOPeM MIIeHTUYHOCTU», CBSI3bIBasi BOEAMHO JIaHAIAdT, UCTOpUUECKOE BpeMS U
KOJIJIEKTMBHOE CO3HaHMe ropoxaH (AccMmaH, 2004, €. 139-153).

OpHako uctopus XX u Hadyasa XXI BEKOB eMOHCTPUPYET HaM pPaJUKaJIbHbIA METO-
ZILOJIOTUYECKUM pa3pbiB C 3TOM Tpaauuuen. Mbl Bcé yallle CTaJIKMBaeMcs ¢ QeHOMEHOM
MHCTPYMEHTAJIBHOT'O OTUYXX/eHU S, KOTZla CyO'beKT roOpoACKOM MOJIUTUKU — OyAb TO pe-
BOJIIOLIMIOHHAS BJIaCTh, MyYHULIMIIAJIbHAS aJMUHUCTPALIUSI UIIM KPYIIHBINM 6M13HEeC — CO3Ha-
TEJIbHO BbIOMPAET CBOMM CMMBOJIOM QUTYPY MOAUEPKHYTO «UYXKYI0». DTO repoil, JIUIIeH-
HBIJM JIOKQJIBHBIX KOPHEM, HUKOrJa He MMEBIIMI OTHOLIEHMs K JaHHOU reorpadpmuu,
a B psijie cilydyaeB M BOBCe He 06J1aZlaBLIMII MCTOPUUYECKOM IIJIOTBIO, SIBJISISICh IPOAYKTOM
9KPaHHOTO MJIM JIUTEPATYPHOT'O BBIMBICJIA. B 3TOM CBSI3M HEO6XOAMMO 06paTUTBCS K KOH-
uenuuyu «MecT namsatTu» (lieux de mémoire) IIrepa Hopa, pukcupyrouieir MOMEHT OKOH-
YaTeJbHOT'O pa3pbliBa MeXAy UCTOpMUeEN U maMsThlo. [Io MHeHMI0O Hopa, ecsiu naMsTh 1o-
MelljaeT BOCIIOMMHaHMe B 06J1aCTh CBSILIEHHOT'O, TO UCTOPUSI HEM3O6EXXHO U3TOHSIET €ro
OTTyZa, Aejas nIpo3andyeckuM. [IaMaTh Bcerzia yKopeHeHa B KOHKPETHOM — B IIPOCTPaH-
CTBe, >XecTe, obpa3e 1 06beKTe, B TO BpeMsl KaK MCTOPMS He NPUKpeIJieHa HU K YeMy,
KpOMe BpeMEeHHBIX NPOTSXKEHHOCTEM, SBOJIOLMM U OTHOLIEHUM Bellleil. IIaMsATh IOPOXK-
ZlaeTcsl KOHKPeTHOM COLMaJIbHOM T'PYyNIION, KOTOPYIO OHA CIJlauMBaeT (UTO BO3BpalllaeT
Hac K Te3ucy XajbbBakca 0 MHOXXECTBEHHOCTHU MaMsITel), B TO BpeMsl KaK MCTOPUSI IPU-
HaJIJIeXXUT «BCEM Y HUKOMY», UTO JlejlaeT YHUBEPCAJIbHOCTD ee IpU3BaHUEM.

ITaMATh — 3TO abCOIOT, @ UCTOPUS 3HAET TOJIBKO OTHOCUTETIbHOE. B camoMm cepAlie
UCTOPUMU PabOTaeT «AeCTPYKTUBHBIM KPUTULIM3M», HAIIPABJIEHHbBIN IIPOTUB CIIOHTAHHOMI
MaMsITH, U e€ UCTUHHAsI MUCCUSI COCTOUT B TOM, YTOOBI Pa3pyLUUTh U BBITECHUTD JKMUBOE
BOCIIOMMHaHMe. B COBpeMeHHYI0 310Xy 3TOT IIPOIecc MPUBOAUT K TOMY, UTO ITOAJIMHHAS
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JKMBasi MaMsATh 3aMellaeTcsl CKOHCTPYMPOBAHHBIMY BHEIIHMMM CUMBOJIaMM, CTAHOBSICh
06'bEKTOM MaHMNyJISALUM U penpedeHTauuu (Hopa, 1999, c. 20). B maHHON cTaTbe
MBI IIpejJiaraeM pacCMOTpPeTb 3TOT IIPOLieCC yepe3 COIOCTaBJIeHMEe [IBYX, Ha IepBBINA
B3IJISIJL, TIOJISIPHBIX KYJbTYPHBIX 310X, 06'beIMHEHHBIX eJMHOM JIOTMKOM CMMBOJINYECKON
9KCIIaHCUMU:

[lepBasi BosiHA: PaiuKaJIbHBIM MHTEpPHAIMOHAJIM3M. MBI IpoaHaJaU3UpPyeM arpec-
CUMBHBIM MOHYMEHTAJIM3M PaHHECOBETCKOM 3I0XM, MHUIMMPOBAHHBIN JIECHMHCKUM Je-
KpeToM 1918 roga. 3To 6bLJI MacUITAOHBIM MPOEKT MO «BCIAapbIBAaHUIO» UAEHTUUYHOCTU
TPaAUIIMOHHOT'O I'Opo/ia Yepes JleCaHT MUPOBBIX PEBOJIIOLMOHEPOB — OT BpyTa u Crap-
Taka 70 Pobecribepa u Mapara. 1lesipio 3TOro Xecta 66110 6yKBaJIbHOE BbDXKMUT'AHME CTa-
PO HALIMOHAJIBHOM U PEIUTMO3HOM MIAEHTUYHOCTU KaJIEHBIM >KeJIe30M «MMIIOPTHBIX»
CMBICJIOB, IIpeBpallleHye ropoJia U3 KoJIblbeau Tpagulium B IJIOLLAAKY IJI06aJIbHOTO YTO-
MIMYECKOI'0 SKCIIepMMEeHTa.

BTopas BoJIHa: DMOLIMOHAJIbHBIN Heo-ypbaHu3M. Mbl 06paTMCsi K COBPEMEHHOCTH,
rZie Ha CMEeHY CypOBBIM TpUOyHaM NMPUXOASAT repoy MacCOBOM KyJIbTYpPbl. 371eChb MbI OIIU-
paeMcs Ha KOHILeNLMIo CMMYJIsIKpoB XKaHa Bogpuiisipa: maMsITHUK BBIMBILIJIEHHOMY IIep-
COHa)y CTAaHOBUTCSI «KOIMeil 6e3 opurmHasaa», KoTopasi, TeM He MeHee, yCIIeLIHO KOJIO-
HU3UPYeT peasibHOe NpocTpaHcTBO (Boxpuiisap, 2015, c. 7). I[louemy ceropgus llpek, ma-
ructp Mopa, Illepok X0aMC MM IIEPCOHAX M COBETCKOM MYJIbTUILIMKALIMM CTAHOBSTCS
6oJsiee keJITaHHBIMM OOMTaTeJISIMU CKBEPOB M IIapKOB, YeM peaibHble MCTOPUUYECKNe iesi-
Tesnu? MBI BbIZJBUTAEM T'MIIOTE3Y, YTO COBPEMEHHBIN I'OPO/I UCIIOIb3yeT «UYyXKOT'0» repost
Kak popMy Tepanmu, 3aMeHsIsI KOHPJIMKTHYIO UCTOPUUECKYIO TaMATh 6€30acHbIM U CTe-
puIbHBIM adpPeKTOM.

SIBISIETCSI JIX 3TO «MHTEJIJIEKTYaJIbHOM KalIUTYJISILMe» rOpojCKOTo MIPOCTPAHCTBA,
WJIM Xe Mbl HabyozaeM poXKJeHMe HOBOM MeXaHMKM CcaKpasiM3alMyM BbIMBIC/IA B 3IIOXY
nocTMozepHa? Hamla 3azjaya — MpocjaeuThb NIYTh OT MOJIyMUMUYeCcKoro naMsiTHuKa Myze
1o 6pOH30BOT0 MeZBeXKOHKA [1aIMHITOHA U MOHSTh, KaK «4yXXOI» repoil IOMOraeT Co-
LMYyMYy KOHCTPYMPOBaTh HOBYIO PeaIbHOCTb.

I. UHCTpyMEeHTaJIbHOE OTUY)XJeHue: JIeHMHCKUM IJIaH 1918 roga

1.1. DKCTEpPUTOPUAIBbHBIM NAHTEOH: JleCAHT MUPOBBIX UMEH

12 ampens 1918 roza 6611 onybamkoBaH gekpeT CHK «O nmamsiTHUMKax Pecriybamkm»,
KOTOPBIN Jle-GaKTO CAaHKIMOHMPOBAJI HayaJIo IIMPOKOMACIITAOHOM «BOMHBI CMMBOJIOB»
(OexpeTnl COBETCKOM BJIACTH, 1959, €. 95-96). IJis1 60JIBIIIEBUCTCKOTO PYKOBO/ICTBA OBIJIO
oueBUAHO: GM3UYECKOT0 KOHTPOJIS HaZ, TEPPUTOPUEN HELOCTATOUHO, HEOOXOAMMO yCTa-
HOBJIEHME KOHTPOJISI HaJl, CEMMOTUYECKMM IPOCTPAHCTBOM ropozia. JlekpeT npeZnycblBal
He MPOCTO CO3UJIaHMe HOBOT'O, HO IpeXJie BCero — paJiuKajibHOe pa3pylleHue CTaporo.
B mMyHKTe 1 IOKyMEHTA MPSIMO YKa3bIBAJIOCh: «IIaMSITHMUKM, BO3ABUTHYTHIE B YECTD 1LIapein
M UX CJIYT U He IpeCTaBJISIONMe MHTepeca HU C UCTOPUYECKOM, HU C XYZL0XKECTBEHHOM
CTOPOHBI, TTOAJIEXAT CHSITUIO C IJIolaAen u yauiy» (Tam xe).

O HaKO 3/1eCh BO3HUK OCTPBIN AePULIUT KOMMeMOpPaTUBHOro pecypca. TpaguiuoH-
HBIM «IIAHTEOH» POCCUIICKON MMIepuu O6bLJI He MPOCTO UYXKJ, HOBOM BJIaCTU — OH ObLI
riiyboko BpaxkziebeH. PemieHne, npenjoxxeHHoe B. M. JleHuHbIM U A. B. JIlyHauapCKuM,
3aKJIIOYAJIOCh B paZiKaJbHOM MMIOpPTe CMBICJI0B. CHMCOK, BKJIIOYABUIMI IOpsifiKa
70 UMEH, YTBEPXAEHHBIX JIJIsl YBEKOBEUMBAHMSI, IIPeLCTaBJIsII CO60 YHMUKAIBHBIN IIpU-
Mep «3KCTepPUTOPMAJIBHOM» IaMsSTU. B HeM AOMMHMpPOBaIM PUIypbl, HE MMEBIINE
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HMKAKOM CBSI3U C UCTOPUYECKOM TKaHbio MockBbI uau Iletporpazga: bpyt, I'pakxu, Cnap-
Tak, Pobecnibep, JaHTOH, Mapar, ®ypbe, CeH-CUMOH, 'apubanbau.

C TOYKM 3peHMSI CEMUOTUKM I'OpoJa, 3TO ObLJI aKT MHCTPYMEHTAJIbHOTO OTYYyX/e-
Hus1. Kak oTMedaeT ucciefoBaTes/b MOHYMeHTaJIbHOro uckycctsa C. O. XaH-Maromezos,
3a/jaya CToslla He B TOM, YTOObI «BIIMCaTh» HOBBIX I'epO€B B Cpefly, a B TOM, UTO6BI caMa
cpezna 6bLIa B3JIOMaHa UMX MIPpUCYTCTBUEM (XaH-Maromeznos, 2003, C. 112). YCTaHOBKA Ia-
MsITHUKa Pobecnibepy B AsleKCaHZPOBCKOM cazy (ckyabnTop BeaTpuca CaHzoMupcKasi)
uan namsiTHuKa BpyTy B IleTporpaze 6blja Impu3BaHa pa3opBaTh CBsI3b IOpOXXKaHMHA
¢ 1oKasibHBIM Genius Loci. F'opoz nmpeBpalijaacs B YyHUBEPCaJIbHBIN ITIOJIUTOH MUPOBOM pe-
BOJIIOLIMMY, TAe «CBOE» (HalMOHAJIbHOE, PEeJIUTMO3HOE, MMIIepPCKOe) 3aMEeHSJIOCh «4y-
XMM», HO U/J€0JIOTUYECKU BEPHBIM.

CMMBOJIMYHO, YTO MHOTME U3 3TUX MOHYMEHTOB, CO3ZlaHHble U3 HEeNO0JTOBEUYHBIX
MaTepuaJoB (ruIic, 6eTOH, epeBo), IPOCyllecTBOBaIN KpaliHe Hefoiro. [TaMAaTHUK Po-
6ecnibepy B AJIEKCaHAPOBCKOM CaZly 6yKBaJIbHO ITpeKpaTuj CBOE CylleCTBOBaHME CIIyCTs
TPU [HS OCJIe OTKPBITUSI — B HOYb Ha 7 HOSI6ps 1918 roza. OdunmaabHass Bepcus Tex
JIeT yKa3blBaJjla Ha TEXHUUYECKUM O6paK M MOpPO3, B pe3yjbTaTe KOTOPbIX MOHYMEHT OyK-
BaJIbHO PAcCChINaJICS CIIyCTsI TPU AHS IIOCjae OTKPbITUS (XaH-Maromenos, 2003, €. 114).
O HAaKO CTPEMUTEJbHOCTh MCUYE3HOBEHMS 06'beKTa B CTOJIb 3HAYMMYIO ATy Iopojusa
YCTOMUYMBBIMA TOPOACKOM HappaTUMB O IpefHaMepeHHOM IIOo[pbIBe MOHYMEHTa «3JI0-
YMBIIIJIEHHUKaMU» UJIN « KOHTPPEBOJIIOLIMOHEpaMM». OTOT CJIYX CTaJl CAMOCTOSITEJIbHBIM
KyJbTYPHBIM $aKTOM: [IJIsl COBpEMEHHMKOB pa3pylileHue Pobecnbepa cTaso 1160 aKTOM
KOHTPPEBOJIIOLIMOHHOT'O BO3Me3Msl, IM60 HarJISSAHBIM CBUJETEIbCTBOM «HeIpMXKMBae-
MOCTM» MMIIOPTMPOBAHHOI'O reposi B MOCKOBCKOM mouBe. Tak, UCKycCTBOBes, Hukosan
I[IyHMH, aHaJIU3UPYS 3TU NepBble ONBITHI, YKa3blBaJl, YTO MOHYMEHTAJbHOE MCKYCCTBO
PEBOJIIOLIMM JOJKHO OBITh BbIPpaXXEHMEM [AMHAMMUYECKOr'O IMOpbIBa, MHAUE OHO HEU3-
6e)XHO 06pedyeHO Ha pPoJIb IIyCTOM ZieKopauuu. B craTtbe «O maMsiTHMKaX», OMy6JIMKOBaH-
HOM B rasere «VICKyCCTBO KOMMYHBI» 9 MapTa 1919 roja, oH MoJuepKMuBaeT, YTO MOHY-
MEeHTaJIbHOE MICKYCCTBO B 3II0XY PEBOJIIOLMM HEe MOXXET OTHBIHE CIYXXUTb CTapou Xy[0-
>XeCcTBeHHOM popMoit: «popMa LoKHaA 6bITh M306peTeHa 3aHOBO... OHA HaBepHsIKa OyzieT
671M3Ka K mpocTteniuuM popMaM, JOOBITEIM XyA0XXHUKAMU-U306peTaTesISIMU 3a MMOCIe[ -
Hee BpeMsi. POPMBbI 3TU, OUEBUHO, OYAYT MPOCTENIIMMU: KYyObI, LMJIUMHPHI, LIAPHI...»
(ITynuH, 1919, C. 2).

Kak oTmMevaloT COBpeMeHHBbIe MccaefoBaTeln, TapaJoKC JEHMHCKOT'0 IJIaHa 3aKJIIo-
YyaJicsi B TOM, YTO IIaMSITHUK, OyZlyuM IMMOJIUTUIECKUM pellleHneM, KpailHe peJKO pe30HU-
pOBaJI C peaJIbHBIM MHEHMEeM I'OpOXKaH, 0CTaBasiCh [JISI HUX «Uy>XMM» HaBSI3aHHBIM 3Ha-
koM (IlIkasipckasi, 2012). 3Ta 3peMepHOCTh NOAUYEPKMBAJa POJIb MEPBBIX MaMSITHUKOB
He KaK OO6BeKTOB «BEYHOCTM», a KaK ONEepPaTUBHBIX MHCTPYMEHTOB CHMMBOJIMYECKON
MHTEPBEHIIM}M: OHM BOLJIM B FOPOJ, KaK MPMU3paKy U MCUe3JIM, OCTAaBUB IT0CjIe cebs IUIIb
MU} 0 CBOEM IPUCYTCTBUMU.

1.2. Metadu3suka OTpUILLAHUS: UCTOPUS TaMATHUKA Uyae

Eciyu ycTaHOBKA MOHYMEHTOB Pobecnbepy mamu BpyTy 6blya aKTOM IOJIUTUYECKOMU
3KCIaHCUM, TO NoAyMubuUecKkuit IpoeKT yBekoBeuuBaHus Myzbl VickapuoTa npeacTaB-
JIA7T cob0M TpeesbHYI0 TOUYKY CMMBOJIMUECKOTO B3jioMa JjaHpmadTa. KiaoueBbIM
UCTOYHMKOM, 3aPMKCHUPOBABIIMM 3TOT CIOXET, CTaJIM MeMyaphbl JAaTCKOro AuIljioMaTa
XeHHuHra Kesiepa, KOTOpPBI ONMUCBHIBAJI YCTAHOBKY IaMSsITHMKaA «IIepBOMY OyHTapio»
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B CBMSKCKE B aBrycre 1918 roza npu yuyactuu JieBa Tpoikoro, mosta lembsiHa begHoro
u npamarypra BceBosioma BuitHeBckoro (Kehler, 1922, pp. 148-158).

HecMOTpsi Ha OTCYTCTBME CTPOTMX apXMBHBIX IOATBEPXAEHUM CyIleCTBOBaHUS
MOHYMEHTa MMeHHO Uyne, caM pakT BO3HMKHOBEHMSI 3TOT'O HappaTUBa KpalHe Ba)XeH.
Myna B 60JIb1IEBUCTCKOM (MJIM IIPUNNUCBIBAEMOM MM) MuUde NMpeacTaéT Kak MUAeaTbHbIN
«YYXKOM». DTO repoy-oTIlIeNneHell, Ybsl IJeHHOCTb 3aK/JI0UaeTcsl B aKTe TOTAJIbHOT'O pas-
pPbIBa C TOCIOACTBYIOLIEN CaKpaJIbHOM TpaZiuiiMieil. B CoOBpeMeHHOM MeAUMHOM U MCCIie-
ZlOBaTeJIbCKOM II0JIe€ 3TOT CIOXKeT IIPOZoJ/KaeT IIPOBOLMPOBATh AUCKYCCUM, HAIlpaBJI€H-
Hble Ha MOMCK pallMOHAJIbHBIX KOpHEM JaHHOM MUPOIOreMBl.

B 4acTHOCTHM, B KaueCcTBe OZlHOM 13 Haubojiee BepOSITHBIX BepCUll pacCMaTpuUBaeTCs
UCTOPUYECKUN UHLIUAEHT, CBSI3aHHBIM € TMbesibio KpacHOTo KoMbpura SIHuca KOguHblia
(AIna IOpmHa). OH 6BLJI CMepTeJIbHO paHeH 12 aBrycTa 1918 roga Bo BpeMs 60eB 3a KazaHb
U TIOXOPOHEH Ha cTaHUuM CBUSDKCK. Kak mpezrosaraloT ucciaeoBaTenm, co3pyune da-
MMJINU Teposi C uMeHeM 61bieiickoro nepcoHaxa («OauH — Myza») B YCIOBUSIX arpec-
CMBHOM aHTUPEJIUTUO3HOM IIponaraH/ibl TOr0 BpeMeHU MOTIJIO OCY>KUTb TPUTTEPOM ISl
BO3HMKHOBEHMS CIIyXOB 06 ycTaHOBKe ITaMsiTHMKA VickapuoTy (CyeTa BOKPYT Myzibl, 2012).

OfHaKo, BHE 3aBUCUMOCTU OT peasIbHOM IPOTOTUIIMYECKON OCHOBBI, CEMMOTUYE-
CKasi pyHKIMS 3TOTO «Ipu3paka» B JaHAmadTe oueBuAHaA. ECIM KIaCCUYECKUN TaMsIT-
HUK CBSTOMY WJIM 1lapl0 YKPEIUISIJI BepTUKa/JIb TPaAuUlIMM, TO MaMSTHUK Uyae (Mau ero
«IIpMU3paKk» B KOJJIEKTMBHON MMaMsITM) 6bLJ HalpaBJjieH Ha €€ aHHUTMIISLUIO. 3eCh Mbl
BUAMM aIlOTeM MCIIOJIb30BAHUS «UYXKOTO» MEepPCOHAXa: OH BbIGMpAeTCs He 3a CBOU 3a-
CJIyTU Tlepej, «II0YBOM», a 3a CBOIO Pa3pyIIUTEIbHYIO CUJIYy II0 OTHOLLIEHMUIO K 3TOM IIOYBe.
Myna CTaHOBUTCSI CMMBOJIOM TOT'O, YTO HOBasl BJIACTb I'OTOBA «MMIIOPTUPOBATBH» JaXKe
caMble 0jM03Hble GUTYPBI MUPOBOM MCTOPUM, €CJIU OHM CIIYXKAT UHCTPYMEHTOM JI€KOH-
CTPYKLIMMU JIOKAJIBHOM UEHTUYHOCTH.

OTOT 3MM30[, 3aBepllaeT MIePBYI0 BOJHY MHCTPYMEHTAJIbHOTO OTUYXJEHUS: TOPOZ,
3axBaTbIBaeTCsl obpa3aMy, Ubsl IJIaBHasA QYHKIUSI — OBITh He c060J, HO paZlMKaJIbHO
MHBIMM 110 OTHOIIEHMIO K IPMBBIYHOM HOpMe JlaHAmadTa.

I1. Dmoxa «CTEPWJIBHBIX» CMBICJI0B: OT UAeoJ0ruu K apdexry

Heob6xoauMo NpU3HATh, YTO Ha MPOTsHKeHUM 6oJiblIeit yacTu XX BeKka — Kak B CO-
BETCKOM, TaK M B MMPOBOM KOHTEKCTE€ — MOHYMEHTaJIbHOE MCKYCCTBO pa3BUBaJIOCh B
pycJie yCTOMUYMBOM, B YeM-TO KBa3MCpeHEBEKOBOM TpaAuL M. [TaMSITHUK MBICIMUIICS KaK
He3bI6JIEMBIM KaHOH, AUIAKTUUYECKUM OO0beKT, MPU3BAaHHBIM TPAHCIMPOBATh 6OJIblIVE
CMBICJIBI U yTBEPX/ATh LIeHHOCTHYIO Mepapxuio. I103JHECOBETCKMII MOHYMEHTAIMU3M
1950-1980-X I'oZI0B, MPU BCeM €TI0 CTUJIUCTUYECKOM 3BOJIIOIMMU U MOMUCKE HOBBIX PopM,
OCTaBaJICS YaCThIO 3TOT'0 «HOJIBIIOTO CTUJISI». ['epoit 371ech, Jaxke OyAyun IKCTEPPUTOPU-
aJIbHBIM, 06peTasl IETUTUMHOCTD Uepe3 IPUYACTHOCTD K 00111eMy 1/1e0JI0TUYEeCKOMY ITPO-
eKTy WU TrocyfapcTBeHHOMY Mudy. JlaHzanadpT B 3TOM MapaurMe BcCe ellé COXpaHsI
CBOIO CAaKpaJIbHOCTb, @ MOHYMEHTAJIbHBIM JXECT — CBOIO IIPOCBETUTEIBCKYIO CEPbE3HOCTD.

B 3TOM cucTeMe KOOpAMHAT 6eCKOHeUYHbIe psi/ibl TUIIOBOM «JIEHMHMAHBbI», CypOBBIE
TpPaHUTHBIE CTeJIbI B 4YeCTb repoeB Benmkoil OTeyeCTBEHHOM BOMHBI M 3aCThIBLIVE
B 6poH3e ¢UIyphl NapTU3aH BOCIPUHMMAINCDH He KaK CydyaliHble BTOPXKEeHMSI, a Kak ab-
COJIIOTHO JIOTMYHBIE U OXXMJaeMble 3JIeMeHThI JaHamadTa. KoCMOHaBThI, yCTpeMJIEHHbIE
BBBICH Ha CBOMX IIOCTaMeHTaX, BeJIMKMe IOJIKOBOZIbI M HEM3MeHHbIe «IIYLIKMHBI», pac-
ChITIAHHBIE TI0 BCEM LIMPOTAM OTPOMHOM CTpPaHbl, POPMUPOBAIU €MHYI0 Tonmorpadpuio
cMbIcsa. OHM IIpeBpaliaay 60 ropos, — OT 3aI0JISIPHBIX OKPauH /0 Cpe/iHea3MaTCKUX

U. C. Anexcanoposckuili Ot Uyppl o Illpeka: aloJorus «4yXXoro» repost



Urbis et Orbis. 2026. 6 (1)

pecny6JuK — B 4acThb 061Llero repoMueckoro Tekcra. Jlaxke ecjay TOT MJIM MHOM ITepCOHaXK
He uMeJl IpsiMoM 61uorpadmyeckoy CBsSI3UM C KOHKPETHON reorpadmyeckoy TOYUKOW,
ero JIETUTUMHOCTbD 6bly1a 6€3yCJIOBHOM: OHA Yyepnajiach 43 MacliTaba rocysapCTBEHHOTO
Muda. 3T MOHYMEeHThI paboTasiM KaK BU3yaJbHble TapaHThl TOT'O, YTO JIOKAJIbHOE IIPO-
CTPaHCTBO He 6pPOIIeHO0, a Ha/I8XXHO BKJIIOUEHO B 60JIBIIYI0 UCTOPUIO, Te KaXKAbIM «Uy-
YKOM» repoy II0 yMOJTYaHMIO IPM3HABaJICS CBOMM.

TeMm He MeHee, K KOHILY CTOJIETUSI 3TOT AJIMTEbHBIN NIepUOoJ, CTabUIIbHBIX CMBICIIOB
CMEHMJICS 3TI0X0M TOTaJIbHOM pparmMeHTanuu. CoBpeMeHHbIN ropoJi, Ha IepBbIN B3TJIS/,
UAET TeM >Xe MYyTéM 3KCTEepPUTOPUAJIBHOCTH, MPOJ0JKasi HaChILATh JaHAmadpT obpa-
3aMM, He MMEeKIIMMM KOPHeH B JIOKaJIbHOM ITo4yBe. OJHAKO 1jeJIM 3TOM «OKKyNalum» pa-
OVIKQJIbHO M3MEHMJIUCh. Ecayu 60JbIIEBUCTCKUM TIJIaH MOHYMEHTA/JIbHOM IIpOIaraH/bl
HaBSI3bIBaJI «Yy>KOT'0» I'eposi KaK 3TUUYECKUM MMIIepaTUB M IIPOEKT BOCIIUTAHUS «HOBOT'O
yeJjIOBeKa», TO COBPeMeHHBI ypbaHM3M MCIOJIb3yeT 06pa3bl MacCOBOM KYJIBTYPbl — OT
Maructpa JMofpl 10 repoeB BceJeHHOM Marvel — 1 co3/jlaHMs 30H TOTaJbHOT'O MCUXO-
jloruyeckoro komopra.

BBIMBINIJIEHHBIN I'epOil B IPOCTPAaHCTBe XXI BeKa — 3TO, IIpeX/e BCero, UAeooru-
YeCKM CTepUJIbHbINM 06beKT. B oTainmune oT Pobecnibepa uiau BpyTa, OH 061azaeT yHUKaIb-
HBIM IIPEMMYIIEeCTBOM: Y HEr0 HeT NOoJAuTuYeckon 6morpaduu. OH He yyacTBOBaJ B pe-
IIpeccusix, He IMOAINMCBhIBAJI PacCTPeJIbHBIX CIIMCKOB M He MOBBIIIAJ HaJIOTU. DTa «YU-
CTOTa» JiejiaeT ero ueaJabHbIM «COCEeJ0M» B UCTOPUUECKM IIeperpy’>XeHHOM U KOHQIMUKT-
HOM T'OPO/ICKOM ITPOCTPaHCTBE.

Be3yCJI0BHO, 37leCbh MOXXHO YCMOTpPEThb II0JIEMUMUYECKMI BbI30B: pa3Be MOXXHO Ha3bl-
BaTb «OHTOJIOTMUYECKM IIyCTBIM» IlepCcoOHaXka Kanubpa JapTa Beiiziepa, Hecylero B cebe
MOUIHBIM 3TUYECKUN 3apsif, PUI0COPUI0 KTEMHOM CTOPOHBI» U IJIyOOKYIO ApaMy UCKYII-
sneHusi? OLHAKO 3TOT «b6arak» IepcoHa)ka He BBIXOZIUT 3a IpeJiesibl CIoXKeTa. DTuuecKast
Harpy3ka BBIMBILIJIEHHOTO Ieposi repMeTHMUYHa: OHa pa3BOpauyMBaeTCsl B IIPOCTPAHCTBE
SKPAaHHOM WJIM JIUTEPATYPHOM peasibHOCTM, He MMes MPSIMOTro BbIXOJa B COLMaJIbHYIO
MIPaKTUKY 3pUTeJIs. B OT/IMuMe OT UCTOPUUECKOTO AesiTesIsl, Yel XKeCT B JaHzadpTe Bce-
rZia SIBJISIETCSI HAallOMMHaHMEM O pPeaJIbHOM KPOBU MJIM peasIbHBbIX MOJUTUYECKUX TPaHC-
dbopmanusax, Japt Beligep B TOpOLCKOM IPOCTPAHCTBE — 3TO «be3omacHoe 3710». Ero npu-
CyTCTBUE He TpebyeT OT ropoXXaHMHa MOPaJbHOTO BbI6Opa MJIM I'PaKTAHCKON OLleHKU
npouuioro. Takum o6pa3omM, OHTOJIOTUYECKasi IyCTOTa 3/leCb IOHMMAETCsl He KaK OTCYT-
CTBME KAa4yeCTB, a KaK OTCYTCTBME MCTOPUUYECKOI OTBETCTBEHHOCTY. BHIMBILIJIEHHBIN T'e-
PO CTEpUJIEH UMEHHO IIOTOMY, YTO €r0 «IPECTYIJIEHUSI» U «IIOJABUTU» HE MMEIOT Beca
B CUCTEMe Hallleil aKTyaJIbHOM UCTOPUMU, YTO U IIO3BOJISIET €My OeCITpPelnsITCTBEHHO BXO-
IVUTb B IOBCEJHEBHBIM JaHAIaT B KaueCTBe 3JIeMeHTa JieKopa UM HaBUTalluu.

[TpoucxoauT GyHAAMEHTAIBHBIN CABUT: «UYXKOWM» Irepoit 60bIle He TI0JXKEH BbI3bI-
BaTh TpeneT MUaM NMoOyxZaTb K 60pbbe; OH MOKEH CIY)XXUTb MHCTPYMEHTOM 3MOLIMO-
HaJIbHOM pa3psiiKy, IpeBpallasich U3 «yUYUTEJIsI» B «aTTPAKIMOH».

2.1. OT rpaxJaHMHa K HoTpebuTesnio, uau CMeHa aHTPONOJOIrMYECKOro 3anpoca

TpaHchopMaL sl «Uy>KOT'0» reposi B TOPOLCKOM IIPOCTPAHCTBE HEPA3PbIBHO CBSI3aHa
CO CMeHOM camoil GUrypsl ropoxkaimHa. Eciu B Hauasie XX BeKa MOHYMeHTaJIbHasl IIPO-
naraHzia 6mpyia obpallleHa K «YeyIoBeKy-Macce», KOTOPOro cjefoBasio MOOMUIM30BATh,
OVICUMILIMHMPOBATL U 0OYUUTDH Yepe3 BM3yasIbHBINM 1Madoc, TO COBpeMeHHBbI1 ypbaHMU3M
MMeeT [esi0 C «4YeJOBeKOM-IoTpebuTesieM». B 3TOM HOBONM CUCTeMe KOOpAMHAT
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FOpPOJICKOE TIPOCTPAHCTBO IIepecTaéT OBITh apeHOM KJIAaCCOBOM WMJIM HAIMOHAJIBHOM
60pb6BI, MpeBpalllasicb B IPOCTPAHCTBO CEPBUCA U peKpealuu.

B 3T0J1 OITMKEe aMepMUKaHCKas MccaefoBaTebHUIA, TIPodeccop COLMOIOTUA U OAUH
U3 BeZyIIUX TEOPETUKOB COBpeMeHHOro ropoza [llapoH 3yKMH nofBepraeT XECTKOM KpU-
TUKe YHUPUIMpPOBaHHbIE KOMMepUecKkyue obIllecTBeHHble IIPOCTPAHCTBA, yKa3blBasi Ha
TO, UTO Haubojiee 3HAUMMBIMU pelpe3eHTalUsIMU «0bIIeCTBEHHOro» B KOHIe XX Beka
CTAHOBSITCSI He IIoWaznu u Gopymsel, a JucHeinenn u JucHenmup (Disneyworld). OTtu
IIPOCTPAHCTBA CTOSIT BbIIIE 3THUYECKMX, KJIACCOBbIX Y PETMOHAJIbHBIX U EHTUYHOCTEN,
npepJjiarasi rj106ajbHyI0 KyJIbTYPY, OCHOBAaHHYIO Ha 3CTeTU3AllMM pa3IUuUM U yIpaBie-
HUU cTpaxoM (3ykuH, 2015, c. 81). I'’/1aBHOe JOCTMXXEeHMe NOLO0OHBIX IPOEKTOB — JIeMOH-
cTpauusi 6e3rpaHMYHOM XXU3HECIIOCOOHOCTY KYJIBTYPHOU MHAYCTPUU B MUPE >KECTKUX
MaTepMaJIbHbIX OTPaHMYEHMM; ycrex [IucHess WIIOCTPUPYET NpUMep 3KOHOMMUYECKOTro
Pa3sBUTHS Ha MTOJTHOCThIO «HEMPOMU3BOACTBEHHOM» OCHOBe (3yKUH, 2015, C. 84).

B paMKax 3TOro mozxojJa BO3HMKJIO IIOHMMAaHMe, UTO BU3yaJibHasl 1[eJIOCTHOCTD
naHpadTa MOXeET 6bITh COLMAIBHO MOJIE3HON TexHosiornei. JlaHamadpTt «aucHendu-
LIMPOBAHHOT'O» IIPOCTPAHCTBA CO3LaéT crieluPpMUecKylo KyJIbTypy Ha OCHOBE IIPaBUJI I10-
BeleHUsI U 6e30IIaCHOCTHM, IPUCYIIUX UAeaIM3MPOBAaHHOMY MMPY NPOLLIOro. 3/1eCh HET
opy>xusi, 6e340MHBIX M HAPKOTUKOB. He NpuMeHsisI OTKPOBEHHO PelpecCMBHON MOJIUTU-
YeCKOM BJIAaCTM, TaKOM JaHAmAPT 0Oy3abIBaeT HEMOKOPHYIO Pa3HOPOAHYIO NMyOJIMKY —
U OpABI TYPUCTOB, U OOCIY>XUBAKILINN IIEPCOHATI. YPOKM JIMCHeMMMpaA LAIOT BJIACTU U
613Hecy HaZleXXy, UTO COoliMaJIbHOe pa3Hoobpa3me B OyZylleM IlepecTaHeT BbI3bIBAThb
oIaceHus, eCjIM 06leCTBEHHbIe IPOCTPAHCTBA 6yAyT HaZlE)XKHO «CTEPUIM30BaHbI» yepe3
In3alH U KOHTPoJIb (3yKUH, 2015, C. 85).

B 3TOM JIOTMKe «4UyXOo¥» repout (6yap To IlIpek Mau nepcoHax BcesieHHOM Marvel)
BBINIOJIHSIET POJIb MJleaJIbHOTO MeauaTopa. Ha cMeHy «BepTuKanu Tpeneta» Pobecnbepa
NIPUXOOUT «TOPU30HTAJIb KOMdopTa». IITaMATHUK IepecTaeT 6bITh TPAHCASITOPOM Bojib-
oy Yiey 1 CTaHOBUTCS TPAHCISITOPOM MI'HOBEHHOT0 adpdekTa. Bojiee TOro, B yCIOBUSIX
«3KOHOMMKM BHMMaHMsI» (attention economy) Takoi repoit BICTyNaeT B POJIM BU3yaJib-
HOTO «SIKOpSI» WMJIM «BU3yaJIbHOT'O aTTpakTopa». B OoTimMumMe OT KJIaCCMYECKOTrO0 MOHY-
MEeHTa, Tpebylolero AUCTaHLIUM U CO3epLLaHMs, MOI-KyJbTYPHBIN IEPCOHAX IMPOBOLM-
pyeT nHTepakuuo. OH BIIMCaH B JIOTUKY cesidu-ypbaHu3Ma, rzie leHHOCTb 06'beKTa oIlpe-
nesisieTcsl ero GOTOreHMYHOCThIO M CIIOCOOHOCTBHIO OBICTPO I'eHEepUpPOBaATh COLMAJIBHBIN
KanuTaj B UMPpPOBOI cpefie. «UyXO0i» 37eCh HE OTUYXXJAeT, a, HAIIPOTUB, IIpejaraeT
nérkyio GopMy conmanusanyumu: obHuMasi 6poH30BOT0 KMHOT'eposi, TOPOXKaHMH Ha MTHO-
BeHMe MpeosjojieBaeT aHOHMMHOCTD Merarojmuca Yepe3 COpUYaCTHOCTh K I'JI06aIbHOMY
Meaua-Mmudy.

2.2, CI/IMYJIHKP KaK MHCTPYMEHT aHECTEe3UMn J'IaHI[IHa(l)Ta

[IpyMeHeHMe KOHIeNUuu cuMyJssikpa XXaHa Bogpuiisipa 1mo3BoJjisieT yBUETH B CO-
BPEMEHHBIX «UYXXUX» reposIX MeXaHM3Mbl aHECTE3UU UCTOPUYUECKOM TaMsTU. JIro6oi pe-
QJIbHBIM UCTOPUYECKUM [esIiTesIb B IOCTCOBETCKOM MJIM IOCTKOJIOHMAJIbHOM IIPOCTpPaH-
CTBE — 3TO «MMHA 3aMeJJIEHHOTO ZIeMCTBUSI». B yCIOBUSIX He3aTUXAIOUUMX «BOWH Ila-
MSITU» YCTAaHOBKa MaMSTHMKA JII06011 peajlbHOM JIMYHOCTY HEU3O6EXXHO BBI3BIBAET ITPO-
TECT, aKTyaJIU3UPYysI CTapble TPaBMbl 1 061/1bl. PeasibHBIN I'epol Bcerpa HeceT B cebe mu3-
6BITOK CMBICJIOB, KOTOpPble HEBO3MOXXHO ITOJIHOCTbIO KOHTPOJIMPOBATh.

BBIMBIIIJIEHHBIM [IEPCOHAX pellaeT 3Ty HmpobieMy yepe3 CBOIO OHTOJIOTMYECKYIO
nycTtoTty. Marucrtp Mopma mam IlTuna TOBOPYH HpPEACTaBJISIIOT €060 «CTepUJIbHOE
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OTYYXX/EeHMEe»: OHUM YyXX/bl 3TOMy MeCTy, HO 3Ta Yy>XJJ0OCTb He BpaXkJebHa, a TepalleB-
TUYHA. DTO «MMIOPTHBIN NPOAYKT», KOTOPBIM He MpeTeHyeT Ha IlepelyCbIBaHMe UCTO-
pUM, HO YCIIELIIHO MacCKMpYyeT eé JlaKyHbI ¥ IIyCTOThI. Mbl HabrogaeM napaziokc: B COBpe-
MeHHOM JIaHZ111adTe BbIMbICEJI OKa3bIBaeTCsl bojiee JIESTUTUMHBIM, UeM GaKT, MMEHHO I10-
TOMY, UTO OH He CII0CO6eH MPUUYUHUTD MOJIUTUIECKYIO 6O0JIb.

CorstacHO Boapuiisipy, CMUMyJISIKp B CBOEM Pa3BUTUU IMPOXOAUT HECKOJBKO CTaJUM,
U B TOPOJZICKOM IIPOCTPAHCTBE MBI MMEEM JIeJIO C 3TAIlOM, KorZia o6pa3 «MacCKMpyeT OT-
CyTCTBMe PyHIaMeHTaJIbHOM peasibHOCTU» (Boapuusip, 2015, c. 12). Tam, rge ob11ecTBo
He MOXXeT AOCTMYb KOHCEHCYyCa M0 MOBOAY UCTOpMUUYeCKUx Guryp (4To 3HaMeHyeT co60i1
OKOHYAaTeJbHBIM pacla/, eqVMHOM peaJbHOCTU 061ero MpoLIoro), JaHamadT 3an0IHs-
eTcs mepCcoHa)kKaMM-3aMeHuTeasIMU. Voza B ckBepe uiu IlIpek Ha IJIOMaAY MacKUPYIOT
OTCYTCTBME YXMUBOM, OO'beIMHSIIONIEN UCTOPUIECKON ULEHTUUYHOCTH.

IIpoUCXOAUT OKOHYATeNbHasl KanuTyasuus Genius Loci nepep, riiob6ajabHbIM CUMY-
JISKPOM, KOTOPBIM KOJIOHU3UPYET NIPOCTPAHCTBO Uepe3 cob1a3H. OTo popma «MITKOM OK-
Kynainuu», rae JaHauadT nmpeBpaliaeTcsi B HEUTPaJIbHBIN «b6esiblil Kyb» rajgepeu, 3amosi-
HEeHHbIM SIPKMMM, HO JIMIIEHHBIMM OIIACHOT'O KOHTEeKCTa obpa3amMy. Takasi «aHeCTe3UusI»
ZleyiaeT TopoZ, yAOOHBIM JJIsI TypUM3Ma M KOMMepPIMM, IIpeBpalliasi ero 13 MecTa naMsaTu
B IIPOCTPAHCTBO BMU3yaJIbHOT'O aTTPaKILMOHA, I'lje OTCYyTCTBME I'JIyOOKMX CMBICJIOB KOM-
TeHCUpyeTcs: U36bITKOM y3HaBaeMbIX MeZlMa-KO/J0B.

ITII. Mop¢os10rusi BBIMBIIIJIEHHOTO NPUCYTCTBUSI

TeopeTuyeckue MOAENU «AUCHEMOUKALUMU» U «aHeCcTe3uu» JiaHpmadTa HaXOOsAT
CBOE IIpsIMOE MaTepuasibHOEe BOIUIOIIEHME B KOHKPETHBIX I'PaJOCTPOUTENbHBIX Kelcax
MocJIefHUX AecsiTuaeTui. Ilepexos OT MOHyMeHTa-UJe0JIorTeMbl K MOHYMEHTY-aTTpPaK-
LIMOHY OCYIIECTBJISIETCS Yepe3 pa3/IMUHbIe CTPAaTErMy BU3yaJIbHOT'O 3aXBaTa: OT MPSIMOM
duM3nUeckom MyTalMM CTapblX CMBICJIOB [0 CO3JaHMSI HOBBIX HaBUTAIL[MOHHBIX KOZOB.
PaccMoTpuM MOPGOJIOTUIO 3TOTO MPUCYTCTBUS Ha IMIPpUMeEpPaxX, CTAaBIIMX 3HAKOBBIMMU JJIsI
IMOCTCOBETCKOT'O U €BPONENCKOT0 MPOCTPAHCTB.

3.1. OT KPacHOro BOXZSI K YEPHOMY JIOPAY

Haubosee pafguKaJlbHBIM IPUMEPOM MNPSIMOM TpaHCPoOpMaL UM OAHOTO «UYXKOTO»
reposi B Jpyroro sBjsieTcsl INaMsaTHUK JapTy Belgepy B Ogecce (CKyJIBIITOP
AnexcaHzp MuaoB, 2015). OTOT 06'beKT YHUKAJIEH TeM, YTO OH BO3HMK He Ha IIyCTOM
MeCTe: €ero OCHOBOM TOCHYXMJI TOZAJIeXAaBIIMI [IeMOHTaXXy T'MIICOBBII MOHYMEHT
B. V. JleHMHY Ha TeppuTopuu 3aBoja «IIpeccmaiir». IIo MHUIIMaTUBE COTPYAHUKOB IIpe-
MIPUSITUS U MECTHBIX XXUTeJIeN CTapyI0 CKYJIBIITYPY COBETCKOM 30X — TUIIMYHBIN obpa-
3el] 3aBO/ICKOT0 OPpOpPMJIEHUS], K TOMY MOMEHTY U3PSAHO OO6BETIIaBIINIM, — PElIUIN He
YTUIN3UPOBATD, a MOABEPTHYTh TEXHUUYECKON MyTaluu. PUrypy BOX/s YKPENUIN CIie-
LIMaJIbHBIM COCTaBOM, I10CJIe Yero Ha Hee CMOHTHMPOBAJIM JleTaIM LOCIIEX0B, MU3TOTOBJIEH-
Hble U3 TUTAHOBOTO CIJIaBa.

3Zech MBI HabI0aeM IpeeabHy0 GOpMy CEMMOTHUUECKOTr0o NajiuMIicecTa. durypa
JleHMHa — CMMBOJI U/I€0JIOTMUECKOTO AUKTaTa MIPOIIJIOr0 — He YHUUTOXKAETCs, a «Iepe-
oZleBaeTCsI» B A0CIHeXM TeMHOTO BaaAblkyu. C TOUKM 3peHUS KyJIbTYpPOJIOTUM, STOT XKECT
O3HaMeEHOBaJI CMeHYy TUIA OTUYXAeHUs1. Ecau JIeHUH 6bLJI «4y>XUM», KOTOPbIM TpeboBa
MO6MIM3an UK, TO Beizlep — 3TO «4UyXXO0i», KOTOPbBIM ITpejJiaraeT pasBjedyeHMre. «3J10-
IleVICTBO» TepCOHaXXa KMHOCAru CTEPUJIBHO; OHO JIMIIEHO MCTOPUYECKON KpOBU U
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penpeccMBHOTO KOHTEKCTA, YTO /iejiaeT ero 6e30MacHbIM U JlaXke )KeJaHHbIM 3JIeMeHTOM
naHpuadra. [IpMMeyaTesbHO, YTO B I'OJIOBY MOHYMeHTa BCTpoeH Wi-Fi poyTep: 3To
OKOHYATeJIbHO IIepeBOAUT OOBEKT M3 perucrpa CakKpajJbHOTO CMMBOJIA B PETMCTp IpU-
KJIaZlTHOTO yp6aHMCTUYECKOro cepBuca.

Takxum obpa3om, Ha IpuMepe Ofeccel Mbl BU MM, KaK MaccoBasi KyJbTypa [IOMOTaeT
ropoAy «IIPUMUPUTHCSI» C MPOCTPAHCTBOM, M3b6erasi 1060BOT'0 CTOJIKHOBEHMS C TPYZAHBIM
MPOULJIBIM. 3HAaKOMBIM BCEM KMHOTEPOM BBICTyIIaeT 3JeChb CBOEro poja 3allUTHBIM
3KpaHOM: OH 3akKpblBaeT cO60M MMOJMTHMYECKMe IIpaMbl, IIpeBpalliasi ObIBIlIee MeCTO
UAE0JIOTUYECKMX CIIOPOB B MOHSITHYIO, 6€30MacHyI0 U yAO0OHYIO [IJIsi BCeX TOYKY I'OPOJ,-
CKOM Cpefbl.

3.2. BpUTaHCKUM CHIIIMK C MOCKOBCKOM IMPOMMUCKOM

CnepymoliyM IIaroM B Halllel Treorpaguy BbIMBICJA CTAaHOBUTCS NaMSTHUK
[Iepsoky XoJIMCYy U JOKTOPY BaTcoHy Ha CMOJIeHCKOM Habepe)xHOM B MOCKBe (CKYJIBIITOP
Anppeit Opy0B, 2007). OTOT 06'bEKT NpeACcTaBasieT cCO60M MHOM TUII PabOThI ¢ JlaHAadp-
TOM — IIPUHSITHE «UYXKOTO» Yepes3 IPuU3My 0611ei1 HOCTaJIbI'UM.

Crenmdyka MOCKOBCKOT'O TaMSITHMKA 3aK/II0YAETCs B €r0 «JBOVMHOM OTUYXIEHUN».
T'epou ApTtypa KoHaH [loitia s MOCKOBCKOT'O IIPOCTPAHCTBA SIBJISIIOTCSI MHOCTPAaHI[AMU
U IPOAYKTaMU XyZ0XXeCTBEHHOT'O BbIMBICJIa O HOBpeMeHHO. [IpyMeyaTesbHO, 4YTO Pop-
MaJIBHO CKYJIBIITOP AHApei OpJIOB cjief0Bajl KAaHOHY, CO3/4aBasi 06pa3bl Ha OCHOBE paboT
Cupanu IIsgyxeTa — MEpBOTO MIJIIOCTPATOPA PacCKa30B O IPUKII0YeHMIX XoaMca. OgHako
Ha yPOBHE MAcCCOBOT'O BOCIPUSATHUS JaHAMAPT IPUHUMAET UX He KaK KJIaCCUUYECKUX JIU-
TEpaTypPHBIX IIEPCOHAXKeN, a KaK OBelleCTBJIEHHbIe 06pa3bl COBETCKOT'0 KMHeMaTorpada.
B yeprax 6poH30BBIX GUTYp 6e3 TpyZa yrazblBaroTcs Julia Bacunusa JIiuBaHoBa 1 Bura-
nust COJIOMMHA, YTO paiuKaJIbHO MEHSIET CTATyC MOHYMeHTa. MBI MMeeM [IeJI0 C CUMYJISI-
KpPOM BTOPOT'O ITOpsiZiKa: 3TO NaMSITHMUK He CTOJIbKO IeposiM KHUTH, CKOJIBKO HallleMy KOJI-
JIEKTUBHOMY BOCIIPUSITUIO 3TUX I'epoeB yepes3 3KpaH.

Bribop mMecTa — HabepexxHas Ilepej OCOJbCTBOM BenmkobputaHuu — go6aBiisieT
KeUCy AOMOJHUTENAbHBIM CEMUOTUYECKUM CI0U. «Uy>KOU» Tepo 37,eCh BBICTyIIAeT Kak
KyJIBTYPHBIM JUIIJIOMAT, KOTOPBbIM CHMMAaeT HallpsiXKeHMe MeXly HallMOHaJIbHbIMU KOH-
TEKCTaMU. BpuTaHel] ¢ IUILL0M COBETCKOT'O aKTépPa CTAHOBUTCSI KCBOMM» IIPe/ICTaBUTEJIEM
MHOT'0 MMpa. 3To popmMa «6e30acHOT0 IPUCYTCTBUSI», Tle IIOTEHIMAIbHO YyXXasl KyJIb-
Typa IoJiaeTcsl B MaKCMMaJIbHO KOMPOPTHOM yrakoBKe. O6pa3 ChIIMKA, JIUIIEHHBIN 110-
JIUTUUYECKOM OCTPOTHI, 3alI0JIHSET JaHAmadT OlylleHueM CTabMIbHOCTY U YIOTa, XapakK-
TEPHBIM JIJISI KCTAPOT'0 LO6POro KMHOY.

B KOHEYHOM CuéTe, MOCKOBCKMI MaMSITHUK XOJMCy M BaTCOHY JeMOHCTpPUPYET
MeXaHM3M «OZOMalllHMBaHMUsI» BbIMbICJA. OKKymanus JjaHzmadpTa 3/4eChb IPOUCXOOUT
He Yyepe3 3KCIaHCUIO, a Yyepe3 y3HaBaHMe: TOPOJ, OXOTHO IMMPUMHUMAET «Yy>KOT'0» Iepos,
ecJIM TOT HaJZleBaeT MacKy 3HaKOMOTI'0 M JII06MMOro mpoiuioro. 3To eué oxHa dopma
HOCTaJIbTM4YecKoro obesbosmBalolero, rae y3HaBaeMblil o6pa3 CIy>KUT 3alUTON OT He-
NpeACcKa3yeMOCTM HaCcTOSIIero.

3.3. Cka3Kka KaK MHCTPYMEHT IOJIMTUYECKOro Beibopa

Ecniu B IpeAplAylIMX MpUMepax BbIMBICET CIAYXXWUJ [AJiSI COKPBITUSI IIPOIIJIOTO
unu ybaroKMBaHMs NTaMsTH, TO TaMSITHUMK BpeMeHCKMM My3blKaHTaM B Pure (CKyJIbIITOP
Kpucra Baymrépresnb, 1990) AEeMOHCTPMUPYET MCIOJIb30BaHME «UY>XXOTO» Teposi Kak
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MHCTPYMEHTa IOJIMTUYECKOTO camoolipeZiesieHMsi. CKyJbOTypHass KOMIIO3UIMS,
nogapeHHasi Pure eé mob6bpatumMoM BpemMeHOM, NHOSIBMJIach B 3HAKOBBII MOMEHT —
B IIepMOJ, BOCCTAHOBJIEHUSI HE3aBUCUMOCTU JIaTBUM U JeMOHTa)a COBETCKOM UJIe0JIOTU-
YEeCKOM CUCTEMBI.

Cro)XeT NMaMsITHMKA — >XMBOTHBIE, 3aIJyIsi/ibIBalolIie B OKHO JIECHOM M3OYyIIKM, —
B KOHTEKCTe 1990 rozga o6pén 4éTkoe reoloJUTHUYECKOe IIPOUTEHME. B OT/IMYMe OT OpU-
TMHAJIBHOM CKyJABITYpHI lepxapza Mapkca B BpemMeHe, rzie 3Bepu CTOSIT Y IJIyXOM CTEHBI,
pMOKCKasl Bepcusl IIoMellleHa B paMy-IIpoéM. DTO apXUTeKTypHOe pellleHNe IIpeBpalliaeT
CKa304YHYIO ClleHy B MeTadopy: repou 6paTbeB I'pUMM 3/eCh 3arjsifibIBalOT CKBO3b «Ke-
JIe3HBbIM 3aHaBeC» B OTKPBIBAIOIUIMICS UM HOBBIM MUP (BpeMeHCKMe My3bIKaHThI B Pure,
2021). [IpyMeyaTeabHO, UTO CKYJIBIITOP HaZenjia XUBOTHBIX BbIPAQXXEHUSIMM KpallHero
YOUBJIEHUS: UX MOPAbI QUKCUPYIOT He IIPOCTO JIIOGOIMBITCTBO, a IIOK OT BCTPEYU C peasb-
HOCTBIO, KOTOpasi JeCATUJIETUSIMU Obljla CKPbITa 3a UE0JIOTUYECKOM Iperpazioi. B naH-
HOM CJIyyae 3alla/IHOeBpoIlelicKasl CKa3Ka BBICTYIAeT He KaK 3JIEMEHT KYJIbTYPHOM 3KC-
TMaHCHUM, a KaK >XeJIaHHBI}M CMMBOJI BO3BpallleHUs TopoZia B 0611ieeBponeicKkoe IpoCTpaH-
CTBO. «Uy>XOlM» repoy CTAHOBUTCSI COIO3HUMKOM B 60pbbe ¢ HeJaBHUM MIPOILIbIM: Yepe3
Hero JlaHzauadT Puru MmaHudectupyeT oTKa3 OT COBETCKON UJEHTUYHOCTHU B II0JIb3Y 3a-
MaZIHbIX KYJIbTYPHBIX KO/IOB.

[ToZBOAST UTOT, PUIKCKUIM KeMC MTOKa3bIBAaeT, KaK CKa3Ka CTAHOBUTCSI «6e30IacCHBbIM
IIPOBOJHMKOM» B MHYIO peasIbHOCTb. 371eCh BbIMBICEJI He IIPOCTO CHUMAaeT 60JIb OT Iepe-
MeH, a IoMoraeT 6bICTpee CMEHUTh CUCTEMY KOOPAMHAT, IIpeBpalliasi CJI0XKHBIN MOJIUTU-
YeCKUN TPAH3UT B IMMOHSTHBIM U SMOLIMOHAIBHO KOMQPOPTHBIN CKA30UHBIN CIOXKET.

3.4. OT 3axBaTta POpMbI K 3aXBaTy MMEHU

CoBpeMeHHasi 3KCIIAHCUSI BBIMBIC/IA BBIXOAMUT 3a IpeZesibl IIacTUudecKux ¢opwm,
IIPOHMKAsS B caMy CTPYKTypy OpoACcKoy HaBurauuu (cm.: JImHy, 1982). Ha aTom sTame
MBI HabyofaeM mepexof, K Hambosiee riybOKOMYy YPOBHIO OCBOEHMSI IPOCTPaHCTBA —
HaBUTaLMOHHOMY. EC/IM oflecCKuM Keiic JeMOHCTPMPOBaJI HaM «3axBarT Tesa» (puanue-
CKYI0 MyTallMI0 MOHYMEHTa), TO IIpuMep IIOsIBJIeHUSI B PelKbsiBUKe yJaulbl JlapTa
Benpepa (Svartho6fdah6foi) manocTpupyeT MexaHU3M «3axBaTa MUMEHU».

PellleHyre O mepeMMeHOBAaHUM OJHOM U3 yJIUI, B IPOMBILIJIEHHOM palioHe MCJIaH/I-
CKOM CTOJIMILBI 6BIJIO IPUHSITO B 2015 oAy 110 MHUIIMATUBE XXUTEJIeN, KOTOpble MoAAep-
YKaJIu uziero Ha opuIiMaJIbHOM IOpoZicKOM caiiTe (B PelikbsiBMKe MOSIBMJIACH yaulia JlapTa
Beizepa, 2015). OTMeTUM, UTO 3TOT TOIOHMM IIOSIBMUJICSI HE CIy4YallHO: B VICTaHAMY ITPU-
HSITO IIEPEBOAUTHh MHOCTPaHHbIe MMeHa. M3-3a aToro JapTa Beitfiepa B cTpaHe MPOU3HO-
caT Kak Svarth6fdi, yTo B mepeBozie ¢ MCJIaHACKOTO 0O3HavaeT «YepHOTr'0JIOBBIN». B uTOre
SKpaHHBIN repoil MoJiyyaeT 37LeCh He IMIPOCTO I0OPUAUUECKUN CTATYC, @ IMHIBUCTUIECKYIO
JIETUTUMALMIO, 3aKpeIlsisl 3a C060M KOHKPETHYIO TOUKYy Ha KapTe. [Tojo6HOe repenmchol-
BaHMe TOIIOHMMMKM IpeBpallaeT jaHAmadT B ¢parMeHT ry1o6ajbHOM MeZua-BcesleH-
HOM, T'Jle MECTHBIN SI3bIK 006Cy>KMBaeT MHTEPeChl MON-KyJIbTYPHOTr'O Ko/a.

AHaJIOTMYHYIO poJb urpaet naMsiTHUK rpynmne The Beatles B ExkaTepuu6bypre. 3xecp
rJ106aJIbHBIN MY3bIKaJIbHBIM CMMBOJI, HE MMEIOIUI UCTOPUUECKUX KOPHEN B yPaJIbCKOM
IIOYBe, BBICTyNAeT MOIIHBIM MHCTPYMEHTOM KalUTaJaM3aliuy IMPOCTPaHCTBa. B 3TON
TOYKe TOpOZ, LJOO6POBOJIBPHO KalUMTYJIMPYET Iepes, JUBEPIYIbCKOM YeTBEPKOM, MpU3HaA-
Basl, YTO IJIOOAJIbBHBIM MY3bIKAJIbHBIM 6peH, 3dPeKTUBHEE «OXUBJIISIET» HabepexxHYIo,
yeM J1106as1 JIoKajJbHasl ucropmudeckass purypa. [IoL06HBIN XKeCT TaK)Ke UMeeT ellé oauH
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IOTIOJIHUTEJIbHBIN CMBICI: AJis1 EkaTepuHOypra Kak CaMOIPOBO3IJIAlIEHHOM CTOJIMUILBI
YPaJIbCKOTO pOKa IOSIBJIEHME TaKOTrO MOHYMEHTA CTAHOBUTCS «IIOKJIOHOM YUMUTEISIM».
Yepes3 3TOT NaMSATHUK yPaJIbCKUI POK MOAUEPKMBAET CBOM UCTOKU. CKYJIBIITypa CTaHO-
BUTCSI BUAMMBIM /J0Ka3aTeJIbCTBOM TOT'O, UTO MeCTHasi My3bIKa BbIPOCJa U3 TeX XKe KOp-
Heil, YTO ¥ MMUpoOBasi. BpOH30Bble CUJIY3ThI MY3bIKAHTOB TaKMM 06pa3oM paboTaroT Kak
HaBUTALMOHHBIM U KyJbTYPHBIM MHCTPYMEHT: OHM CHMMAIOT BOIIPOC 06 MCTOPUYECKON
YYXKIOCTU 06'bEKTA, 3aMeHsIsI €e MOHSITHBIM ¥ KOMMOPTHBIM CIOXKETOM O IIpeeMCTBEHHO-
CTU IIOKOJIEHUMN.

Kak BUAMM, ITepexo/, OT 3aXBaTa «TeJjia» IMaMSITHMKA K 3aXBAaTy «MMEHU» YJIUIbI
3HaMeHyeT co60M TOTaJbHOCTb OKKyHauuu jaHamadTa. 'opos npu3HaeT HaBUTALLMOH-
HOe U CMMBOJIMYECKOe ITPEeBOCXO/ICTBO BbIMBIC/IA Ha/, $aKTOM, BCTpauBasi cebs1 B ri106ajib-
HYIO CUCTEMY y3HaBaeMbIX OpeH/I0B.

3.5. BKPaHHI:Ie reépou B IIOMCKAX YTPAYEHHOI'o ropoga

Ocoboe MecTO B THUIIOJOTMM «3axBaTa JiaHAllapTa» 3aHMMaeT apMSIHCKUM KeC,
rZie TaMSITHUKM KMHOTEPOSIM CTAHOBSITCSI IONBITKOM MeAMIHON pecTaBpaluyu 6e3B03-
BpaTHO yTpaueHHOro obsuka ropoga. B EpeBaHe u JIuamxaHe BbIMbIcesJ 6epeT Ha cebs
pOJIb XpaHUTEeJSI «30JI0TOr0 BeKa», MOAMEHsisi cob0il MCcUe3alllyl0 apXMUTEKTYpPHYIO
U COLIMaIbHYIO Cpeny.

Haubosiee perpe3eHTaTMBEH B 3TOM CMbICJIe IaMSTHUK repossMm ¢uibMa 3JMOH/A
KeocasiHa «My>XuuMHBI» (CKy/AbOTOp JdaBup, MuHacsiH, 2007), YyCTAaHOBJIEHHBIM B CKBepe
MapTtupoca CapbsiHa. UeTbIipe 6poH30Bble GUTYpPBI, UAYIIME IO YIMIle, — 3TO He IIPOCTO
laHb YBa)XKeHUsI KuHeMaTorpady, a MonbIiTKa MaTepuaan3oBaTh Ayx EpeBaHa 1970-x ro-
ZIOB. B yC/I0BMSIX CTpeMUTEJIbBHOM TpaHcpopMalLuu IjeHTpa ropoja, CHoca CTapbiX KBap-
TaJIOB, IOSIBJIEHUSI HOBBIX BBICOTHBIX 3/JaHUM Y COBPEMEHHBIX XXUJIBIX KOMIIJIEKCOB, T€pOu
duibMa CTAaHOBSATCS «HOCTAJIbI'MYECKUM Yy6eXMUIleM», MaTepuaJM30BaHHOM IaMsThIO
0 «TOM CaMOM» I'opojie, KOTOpOro 60Jibllle HeT. BeIMBbICces 3/4eCh BBICTyIIaeT B POJIN aHe-
CTeTMKa, CMsrJawlero 60Jb OT yTpaThl ayTEHTUMYHOI'0 TOPOZACKOT0 JlaHAIadpTa: peasb-
Hble 3ZlaHMsI MCUe3JIM, HO 3KpaHHble 06pa3bl IPOJOIKAIOT «HACeJSThb» IIPOCTPAHCTBO,
co3/iaBasi UJIJIIO3UIO0 HEIIPEePbIBHOCTYU UCTOPUM.

Cx0>Xy10 QYHKIIMIO BBITIOJIHSIET NaMSITHUK TreposiM ¢uyibMa « MUMMHO» B JIMaMKaHe
(ckynbnTop ApMeHak BapzaHsH, 2011). durypsl Pybuka XaumksiHa, Banuko Musangapu
u ViBaHa BoJIOXOBa y MCTOUYHMKA — 3TO He HAaBUTAIMOHHBbIM OpeHJi B UMCTOM BUJlEe, KaK
B cJiydyae C PeliKbSIBMKOM, a CMMBOJI yTPaue€HHOI'O eAMHCTBA M MeaJU3UPOBAHHOTO
npouuioro. ITaMITHUK 3KCIJIyaTUpPyeT MeAUMHBIA KOJ «CAMOM BKYCHOM BOZbI B MUpe»
(BTOpoe MecTo mocyge CaH-PpaHLMCKO), IpeBpaljasi KMHeMaTorpapmueckylo IIYTKY
B rpagoobpasyomiuit Mud. 3xech jaHamadT «3axBaTblBaeTcsI» He pajau 6yayliero (ka-
NUTaIM3alMN), a paayu GUKcaluy MpoLLIOro.

ApMSIHCKMI KeJiC TaKMM 06pa3oM IeMOHCTPHUPYeT MCII0JIb30BaHMe BbIMbIC/IA KaK Te-
paneBTUYECKOrO MHCTPYMeHTa. IlTaMITHUMKYM KMHOTreposiM B EpeBaHe 1 JIMn>kaHe CTaHO-
BSITCSI «SIKOPSIMM ITIaMSITU» B HeCTabMUJIbHOM IIPOCTPaHCTBe. 'opofickoy JaHamadT, noz-
Bepraroluiicsl arpeCcCUBHOM MepPeCcTpPoiKe, HAaXOAUT CllaceHMe B 9KPaHHBIX CUMYJISIKpax,
KOTOpPbIE OKa3bIBAIOTCS 60Jiee YCTOMUMBBIMU U «HACTOSILIUMMU », YeM PpuU3ndecKasi peasib-
HOCTb COBPEMEHHOI'0 MeraloJjuca.
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3.6. OT o6pa3a K 06'beKTy: MOHYMEeHTaJIu3al sl MOBCeJHEBHOCTU
u TpuyMmd «6e3omacHoro» jJa”Hgumiapra

3aBeplIaUIMM 3TAllOM JeKOHCTPYKLIMY MOHYMEHTaJIbHOTO )KaHpa CTAaHOBUTCS I1e-
pexo/i OT BEIMBILIJIEHHOT'0 06pa3a K yTMJIMTAPHOMY 06beKTy. DTOT IIPOljecC HauMHaeTCsI
C OKOHYATEeJIbHOTO BBIMBIBAHMS U3 QUTYPHI IEpCOHAXaA JI06bIX OCTATKOB AUAAKTUKU: Te-
PO IlepecTaéT 6BITh «yUUTEJIEM» UJIN «CUMBOJIOM» M IIpeBpalllaeTcsl B UMCTBIN AeKopa-
TUBHBIM 3HaK, BIIMCAaHHBIM B FOPOJCKYIO Cpely Ha IIpaBax 3jeMeHTa opopmieHus. IIpo-
MEeXYTOYHBIM 3BE€HOM 3/leCh BBICTYIIaeT IOsIBJIeHMe 06'beKTOB, KOTOPhIe BCE elé coxpa-
HSIOT y3HaBaeMble YepThbl MacCOBOM KYJIBTYPbI, HO YK€ ITOJIHOCThIO YTPAUUBAIOT AUCTAH-
LIMI0, ITIpeBpalasiChb B 4YaCTh MHAYCTPUU pa3BIedeHUN.

Brop>xeHue IlTunel F'oBOpyH B jaHAmadT Bosorgel npencrapisieT coboyt mpuMmep
3CTETMUYECKOM MHTEePBEHI MM MOI-apTa B TPAAULIMOHHYIO cpeZly. IIpUuyAInBbIN MYJIbTU-
TUIMKALIMOHHBIM 06pa3 BCTyMHaeT B IMCCOHAHC CO CTPOTOM M aCKETUUYHOM apXUTEKTYpPOil
Pycckoro CeBepa. OfHaKO MMEHHO 3TOT KOHTPACT obecreunBaeT 3QpPeKT «3IMOLMOHAIIb-
HOM pa3psipku». IITuna F'oBOpyH 37ech — 3TO unuctast apPeKTUBHASI TOUKA, JIMIIEHHAS
KaKoM-1160 CBSI3M ¢ mouBOi. OHA CylLIeCTBYeT B IPOCTPAHCTBE ropoZia KaK MHOPOJHOEe
TeJIO, UbSl €AVMHCTBEHHas1 QYHKIMSI — OBITh aTTPAKI[MOHOM, OTBJIEKAIOLIMM OT MOHOTOH-
HOCTU 6yHEN U JaBJIEHUS KYJbTYPHOTO KaHOHA. DTOT KelC IOATBEPIKAaeT Te3UC O «CTe-
PUJIBHOM OTYYXXAeHUM». [laMATHUK-UTPYLIKA OKOHYATEJIbHO CHMMAaET BOIIPOC O CMBICJIE,
npepJjiarasi BMECTO Hero YMCTYI0 BU3YyaJIbHYIO0 CTUMYJISILIUIO.

KysbMMUHAIMEN )Ke 9TOM TeHJeHIIMYM CTAHOBUTCS NMaMATHUK Kiin3Mme B JKesie3HOBO/ -
CKe. 371eCb Mbl BUAUM QUMHAIBHYIO TOUKY 3BOJIIOLMU «4UyXXOro» reposi. Eciu B 1918 roay
repoeM 6b171 Pobecnibep, TO B 2000-X UM CTAHOBUTCSI MMKAHTHBIA MEAULIVHCKUIM UHCTPY-
MeHT. [IpoMCXOAUT IOJIHAS AecaKpain3alyusi MOHYMEHTaJIbHOTO XaHpa. O6'beKT He ITPo-
CTO «4y>X/J» JaHAadTy Kak uziesi — OH Ipe/ieIbHO MPU3eMJIEH ¥ MPOHMUYEH. DTO TpUuyMdp
YTUJINTApPHOTO yp6aHM3Ma, Ifie MaMSITHMK OKOHUATeJbHO IpeBpalllaeTcsl B «JAMU3alH
CcpeZbl», IUIIEHHbIM KaKoN-11Mb60 AUCTAaHMU. DTO SIBJIEeHME MOXXHO OIMCATh Uepe3 KaTe-
roputo nmpodaHauuu, MpeajoxKeHHy0 HKopako ArambeHoMm. CorsiacHO AraMmbeHy, Ipo-
daHMpoOBaTh — 3HAUUT BEPHYTHb Belllb, U3BSITYIO U3 CcPepbl CBSIIEHHOrO, B CBOOOZHOE
MMOJIb30BaHMeE JIIOJIel, TPEBPATUTh ee B 06'beKT UT'PhI (ArambeH, 2014, C. 78-101).

B 3TOM KOHTEKCTe MacCUBHBIN OpPOH30BBIN NaMSTHUK KJIM3Me — 3TO CMMBOJI OKOH-
YyaTeJbHOT'O «IpUpPydYeHUsI» JaHpamadTa. [epouka ucyesaeT, yCTynasi MeCTO 6bITOBOMY
addexTy u MpoHnuu. KossieKTUBHaAsI MaMsaTh 60Jibllle He MIET B I'OpOJie BBICOKMUX CMBIC-
JIOB, OHAa PaCTBOPSIETCS B YaCTHOM KoMoOpTe U MOBCELHEBHOM IIyTKe. I[IpOUCXOAUT TO,
yTo Mwuxamn BaxXTMH Ha3blBaJl TOPXKECTBOM «TeJlIeCHOTo Hu3a» (BaxTtuH, 1990,
C. 479-480): BBICOKAsl 3CTETMUKA MaMSITHUKA KalUTYJIUPYeET Iepen Gu3noJornein caHa-
TOPHOT'0 6bITa. MOHYMEHT OKOHUYATEJIbHO IIPeBPAlllaeTCs B «AM3allH Cpeibl», JIUIIEeHHbIN
nuctaHuuu. KosleKTMBHAs MaMsITh 60JIbllie He UILET B ropofie BBICOKMX CMBICJIOB; OHa
pacTBoOpsieTcss B 4aCTHOM KoM$OpTe ¥ IMOBCeJHEeBHOM LIyTKe. [[aMSITHMUK KJIM3Me — 3TO
MOHYMEHTaJIbHOE ITPU3HaHMe TOT'0, YTO B COBPEMEHHOM «ITPOCTPAHCTBE CepBUCa» Meau-
LIMHCKas npoueaypa u GuU3ndeckuul yioT CTajJIM BaXKHee UAe0J0rMUeCKMX HappaTUBOB.

34ech Halll TyTh 3aMbIKaeTCsI: MOHYMeHTaJIbHasl TpaAulLivsi, HauaBlasics B 1918 roay
C MOIBITKM U3MEHUTh MUP, 3aKaHUMBaeTcsI B XXI Beke MONbITKOM 06/1erYUTh NullieBape-
Hue. «YyXK0oN» repou mcuesaeT, YyCTyHasi MeCTO «4y>KOMy» MpeMeTy, KOTOPbI CTaHO-
BUTCSI [IJIS1 TOPOXKaHMHA OKOHUYATeJIbHO CBOMM Uepe3 y3HaBaeMOCTb 6BITOBOIO OIBITA.
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3aKjJIIouYeHue

[TpoBeAEHHBIN aHAIN3 IT03BOJISIET YTBEPXKAATh, UTO PEHOMEH «UYXXOT'0» I'eposi B I'o-
POZICKOM ITPOCTPAHCTBE IPOIIEJS CI0XKHYIO M MHOTOYPOBHEBYIO 3BOJIIOLIMIO, OTpaXkaro-
11y10 r106ajbHble CIBUTU B CAaMOM MPUPOJe KOJIJIEKTUBHOM NaMATHU. B Kj1accuuyeckou yp-
6aHMUCTUYECKOM ITapafurMe MOHYMEHT BCerzia IIpou3pacTajl M3 MeCTHOM MOouBbl. OH 6bLIT
MaTepuanusanuen Genius Loci — 6yZib TO OTel-OCHOBATEJIb, BBIAAIOIUICS 3€eMJISIK UJIN
CBSITOM IIOKPOBUTEJIb, Ube 6POH30BOE IIPUCYTCTBUE JIETUTUMMUPOBAJIIO UCTOPUIO TOpoZia U
YKPEIJIsiJI0 OPTaHUUYHYIO CBSI3b I'OPOXXaHMHaA C ero JIaHAadToOM.

JBaZillaThIi BEK paMKaJbHO pa3opBajl 3Ty CBsI3b. B paHHECOBETCKUM IMepuof; UH-
CTPYMEHTAJIbHOE OTYYXJEeHMe MCI0JIb30BaJIOCh KaK CEMMOTUYECKOE OpyXXMe: JIEHUH-
CKMI IUTaH MOHYMEHTaJIbHOM MpoIlaraHAbl BHEAPSIJI 3KCTEPPUTOPUAJIbHBIE PUTYPHI
B IIPOCTPAHCTBO [JIsSI arPECCUBHOTrO «B3JIOMAa» JIOKQJIBHOM UAEHTUYHOCTU UM MO6MIM3aA-
MKY Macc. ITo 6blyIa 3M0Xa, KOTrZa MaMSITHUK MMIIOPTUPOBAHHOMY repoio TpeboBas OT
3pUTesis UAEe0JIOTUUECKOT0 TpelneTa U JeKJapupoBajl TOTaJbHbIM Pa3pbiB C TPAAUIIMEN.

COBpEMEHHOCTh € [AEMOHCTPUPYET IPUHLUUNUAIBHO MHYI0 MeXaHUKYy paboThl
C «9y>XMM». Ha CMeHy MOJIMTUYECKOMY PafMKaJIU3My IPUIIJIA MATKAsT 3KCIIaHCUS TJI0-
6asIbHOM Meaya-KyJbTypbl. BbIMBINIJIEHHbIE MMEPCOHAXM, 3KpaHHble GaHTOMBI U TIOM-
KyJIbTYpHBble CMMBOJIbI 3aXBaTbIBAlOT JIAHAIIAPT He [JisI NMEepPeKOBKM CO3HAHUS, a OJis
obecrieyeHMs TICUXOJIOTUUECKOTO KOMPopTa «4esoBeKy-IoTpebuTesto». CoOBpeMeHHbIN
«UYXXOM» repoy obaZiaeT CriaCUTEIbHOM OHTOJIOTMYECKOM IyCTOTOM: OH JIUILIEH UCTOPU-
YeCKOM MacChl U MOJUTUYECKOTO 63KrpayHza. IMEHHO II0O3TOMY OH BBICTYIAeT B POJIU
yp6aHUCTUYECKOT'O aHECTETMKA, MACKMPYS JIAKYHBI IaMSITU U IIpejJiarasi ropo)XaHaM Te-
paneBTUYECKYI0 HOCTaJbI'MIO (KaK B ciaydae ¢ EpeBaHOM) MM 6e30MacHBIN 3CKANU3M
(xak B PenkbsiBMKe U Bosiorpge).

Takum ob6pa3oM, ecjiM BeK HalaZ, MHOpPoAHasi urypa Ha nbejecTaje 3HaMeHoBaJsa
06011 XKECTKUM TPpUyM UAEO0JIOTUM HaJl, TPAZAUILIMEN, TO CErogHsI OHa PUKCUPYET CO3HaA-
TeJbHBIM OTKa3 06IlecTBa OT CJIOXKHOT'0 MCTOPUUYECKOTo Auaaora. F'opoackoy saHamadT
MMOCTEIIEHHO TepecTaéT O6bITh HAINPSHKEHHOM apeHOM KOMMEMOPATUBHBIX BOMH, TPaHC-
bopMUPYSICh B TepanleBTUUYECKM CTEPUIIbHYIO Cpely. B 3TOM HOBOM IpPOCTPaHCTBE MOHY-
MEHTaJIbHBIM )XaHP OKOHYATEJbHO cJlaraeT ¢ cebsi cakpaJbHbIe M BOCIIUTATEJIbHbIE QYHK-
LMY, IIpeBpallasicb B KOMPOPTHBIN BU3yaJbHbIM aTTPAKIVOH, I'Zle IOTPEOHOCTb B BeIN-
KMX CMbICJTaX 3aMEeHSIeTCsI 3allpOCOM Ha 6e30ITaCHOCTb U pa3BJIeUeHME.
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Bulgarian-Armenian mutuality The article investigates the image(s) of Yerevan in Bulgarian literature
Soviet intercultural paternalism of the second half of the 20™ century, where 'literature' is understood

Bulgarian travelogues in the wider sense transcending fiction and poetry. Travelogues, a diary,
Bulgarian poetry and poems — published and unpublished alike — are submitted to close
Yerevan reading with two aims in mind: to test the relevance of the presumption

that Yerevan-mentioning Bulgarian texts would interiorise two dis-
courses — that of long-term historical Bulgarian-Armenian fraternity
(emblematised by Mt Ararat and Pejo Yavorov's poem “Armenians”,
1899) and that of vivifying communist construction under Soviet
Moscow's patronage — and to assess the relative weight of these dis-
courses within the sources analysed. Sources testify to the domestica-
tion of the pre-Soviet fraternity discourse by the Soviet one, culminating
around 1966, and to the peripheralization of the Soviet discourse begin-
ning in 1972. This publication constitutes the first part of the study,
focusing on two travelogues: one published by a politically prominent
publisher (1977) and the other kept as a manuscript in the State
Archives of Bulgaria (written in 1968). While due attention is paid to
the 1977 book as a verbal-visual composition, semantic analysis dis-
cerns strategies of Sovietising an intercultural encounter and of under-
mining a Sovietised horizon of expectations, respectively. The second
part of the study will appear in the following issue.
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1. Introduction

Bulgarians and Armenians are both neighbors and non-neighbors. Had they been
only non-neighbors, Yerevan could have become the emblem of Armenia(nness) for Bul-
garians (like Paris for France and Frenchness, and London for England and Englishness).

The silhouette of Yerevan slowly emerged in the early 1920s'-late 1950s, to be publi-
cised and widely circulated in 1966, enjoy almost ‘full-length’ (‘size’) plan depictions in 1968,
1977 and 1982, and wane away after the 1980s. Had the USSR and the “Soviet bloc” survived
longer (and had the process of intra-imperial integration persisted), the symbolic value of
Yerevan in Bulgarian imagination could have been different. Unlike image(s) of Arme-
nia(ns/-nness), image(s) of Yerevan did not enter the core of Bulgarian literary culture:
Yerevan remained in travelogues/diaries and, randomly, in second-order, both from the
standpoint of socialist officialdom? and of post-communist rewriting(s) of the literary
canon, lyrical poetry. One of these travelogues was written by a belletrist at the top of
the Stalinist establishment. However, it remained in the shadow of his novels and short
stories3. Some of the poems were written by one of the ‘three top’ poets of the first post-
Stalinist generation, the so-called April Generation, promoted by the new Communist
Party leader in 1956. However, his ‘Armenian’ poems were peripheral within his oeuvre
(one of them remained unpublished, others were published only in periodicals, and those
that reached book format did not receive compositional prominence).

Throughout its existence, the image of Yerevan hosted, as its important component
rising to the value of a semi-hidden core, an alternative, pre-Soviet emblem of Armeni-
anness and Bulgarian-Armenian contacts or, rather, mutuality+.

The pre-Soviet emblem persisted after the 1980s, but that inquiry falls outside
the scope of this research. It would suffice here to say the following. First, the co-pres-
ence of the two (potential or actual) emblems of Armenianness in the Bulgarian imaginary
(Yerevan and the statue of the Bulgarian poet Pejo Javorov in front of a Yerevan secondary
school bearing his name) is worth exploring with an eye on the ideological collision be-
tween Russian Pan-Slavism and Czecho-Slovak ‘Slavic Mutualism’. (The collision, or ra-
ther diglossia, is well known to historians of Eastern and ‘East-Central’ Europe)>.

Second, the pre-Soviet emblem is absent in the earliest Bulgarian written account of
Soviet Yerevan (1958) known to me. However, that account undermines Soviet self-affir-
mation in a subtler, and indeed radical, way (tacitly juxtaposing the images of Stalin and
Satan, and of Soviet large-scale construction activities with the archetypal desert).

The monument to Javorov was erected in the spring of 1966. This fact alone, and
a circumstance about its first year of existence (see below), drive me to re-assess its

! When some newspapers announced the establishment of Soviet power there or about the Dashnakist up-
rising soon afterward.

2 With one exception: the poet Andrej Germanov.

3 The travelogue was never republished.

4 See (Selvelli, 2011) as an introduction to the Bulgarian-Armenian mutuality/-ism. The discourse and the cor-
relative practices probably culminated in the collaboration and commemoration between members of the Inner
Macedonian-Adrianople Revolutionary Organisation and the Armenian Revolutionary Federation in the 1900s-
1930s. Despite strong secularism in both organisations, the mentioned mutualism can be viewed as a modern
re-articulation of the ideology of a ‘New Israel’ and thus as basically anti-imperialist.

5 Regarding the mentioned ideological collision/diglossia, I would single out as a suitable introduction the col-
lection of papers (Glanc et al., 2005), and esp. the contributions of Vladimir Svaton’, Marek Prihoda and Ekaterina
Velmezova; on the concept of “Slavic mutuality” and its history see the contribution of Pavlova.
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symbolical status. The statue is not so much the alternative to Yerevan (and more real)
emblem of Armenia(nness) in the Bulgarian imaginary, but the crossroads, the symbiosis
of Yerevan and what is indeed the alternative emblem - Javorov’s 1899 poem ‘Armenians’;
or the symbol of domestication of the pre-Soviet emblem by the Soviet one.

Each of the Soviet-era Bulgarian images of Yerevan has its own center of structural
reason. These centers are: a glass of cognac in combination with a bunch of grapes
(Daskalov, 1956/59); iconography of Jesus being tempted by the devil in the desert (Mat-
thew 4:1-11) (Kiril, 1958); the poetics of an illuminated letter (Xajrabedjan® & Georgiev,
1968); an image of a mountain-stone-human ‘thinking and sensing matter’ (Grudev,
1968); a multi-photo postcard (Xristov, 1976); a double-exposure image of an artist’s at-
elier fluctuating between a one-room studio and an open-air country-wide enterprise
(Indzov, 1977); an architectural space extending around and beyond interior walls”
(Virban Stamatov, 1982-83); and a minimalist image of a lighthouse (Gavrilov, 1989).

All structure-generating images, or (more properly) ‘semantic-visual anagrams’
listed, originate from travelogues/diaries. The 1968 (Grudev, 1968) and the 1958 ones
can be related to more or less prominent specimens of Armenian (Eghishe Charents) and
Bulgarian (Sevda Sevan) poetry. Yerevan is present in the works of three Bulgarian poets
(Germanov, 1972; Sevan, 1974; Petkova, 1979). Its presence in their oeuvre cannot be
reduced to a single structure-generating image.

The main sources used are 12, of three kinds. I consider “a source” a narrative piece;
a group of all lyrical pieces relevant to Yerevan/Armenia within a poetic oeuvre; and
a group of short heterogeneous pieces devoted to a single event. Thus we have: Kiril
(1958), Daskalov (1959), multiple authors (in a 1966 newspaper), Xajrabedjan & Georgiev
(1968), Grudev (1968), Germanov (1972; 1979), Sevan (1974), Xristov (1976), IndZov
(1977), Petkova (1979), Stamatov (1985), Juli Jakubov (1986a) and Gavrilov (1989). I rely
on three additional sources: selections of poems by Silva Kaputikyan (1959), C‘arenc
(1971) and Paruyr Sevak (1981) in Bulgarian translation.

Some of the texts about Yerevan are inscribed within the generic logic of a pilgrim-
age, while others within that of a eulogy. Some focalize Yerevan/Armenia as such, while
others inscribe them in a larger Soviet space: either ‘syntactical’ (with a Russian core and
non-Russian periphery), or ‘paratactical’ (built by a sequence of ‘exotic’ Soviet spaces, in
one case by the co-presence of all ‘autonomous’ Soviet spaces, exotic and non-exotic
alike). Some of the texts were commissioned by poles of political heteronomy within
the field of cultural production. Others were lyrical (published) and diary (non-pub-
lished) self-expressions. One seems to pertain to both symbolic regimes (the execution of
the top commission and self-expression) (Stamatov, 1985). One was created due to ex-
traordinary circumstances and, as a result, may fall under both mentioned regimes (Gav-
rilov, 1989). Two of the works occupy more or less an intermediate position between
private and public (or, rather, circulatable) texts (Kiril, 1958; Xristov, 1976).

The article is organized according to typological criteria to allow greater attention
to individual sources, which are hardly known even in Bulgarian-language scholarship,
and even less so in Anglophone. Out of considerations of balance and space, I will use
external sources very sparingly. As a rule, I will provide biographic data in accordance

6 Deliberately transliterated as if a Slavic name.
7 A simile of a traditional Japanese house or of a cluster/conjuncture of Mies van der Rohe villas in the vein
of Villa Tugendhat, or a house-level analogue of a ‘garden city’.
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with the standard biobibliographic notes prefacing each personal collection in the State
Archive® of Bulgaria.

2. Heights and Foothills/Bottoms: Yerevan as an artist’s studio in open air, 1977

2.1 Rhythmic structure of the book

The travelogue of IndZov, Heights and Foothills/Bottoms (BUCOTM U MOJHOXMUS),
makes zigzag movements to and from Yerevan, beginning with a de-individualised image
of a Yerevan artist’s studio (IndZov, 1977, p. 5)°. Then it jumps to Matenadaran (IndZov,
1977, p- 40), postulated as a climax yet more as a foothill, and combined with Ararat*
(Fig. 1), then to the cognac factory with the statue of its first technologist, Markar
Sedrokyan (IndZov, 1977, p. 81). Thus, more than half of the book (the chapters “Ateliers”,
“The Centuries-Aged Contours”, “Foothills”, “An Atomic Apple”, and “Stars and Constel-
lations”, five out of nine, occupying pp. 5-110 out of 196) is over.

A

BPOAT D JIEBA

CEOMHHYEHDB BECTHHKDb

29 111, 1940. PEAAKTOP® [OQHHA VIIL.
CODHS DPA ASIBOIO 5POM 581

OKOJIO TRAABBalUHKA Apapartb...

o scuvxo 3008 momONSTE U caup n

Muoro woess xosuesw, Gpefil Camo we AKO BCHIKN PENATS 53 KAWNATS K3 IAANMIATE, AR WE ¥ PAIIDYCATH.

Figure 1: [Rajko Aleksiev], “Okolo tiidjavasnija Ararat...” [Around over-there Ararat...]:
“And everything was flooded by the deluge, and only a mountain [called] Ararat
remained non-flooded”... [caricature]. Subscript: [-] What a multitude of Noah’s arks,
wow! Yet if all of them decide to land on the mountain, they may shake it...

Source: newspaper Sturec [Cricket/Grasshopper], 1940, vol. 8, no. 581, March 29, p. 1.

8 I'ep>xkaBeH apxuB, DUrzaven arxiv; in the references below, unless in the role of author, - [SA] (Central
SA, SA - Varna, etc.).

9 Hereafter, only the page numbers will be indicated in the text.

10 “T...] I would compare the Matenadaran with Ararat, because Ararat - this is the great natural height of
Armenia, while the Matenadaran - this is the human height of Armenia. Which of the two peaks is higher
and which one is seen [from] more afar, I do not know” (42). In line with Armenian grammar, but contrary
to normative Bulgarian, the author appends the name of the museum with an article.
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What remains reveals a different rhythm. The bulk of pages 111 to 121 are devoted
to the C/children A/art G/gallery'! in Yerevan, then more Yerevan objects and issues fol-
low, and more sparingly. These are the singing fountains (and the future museum of con-
temporary art) (IndZov, 1977, p. 132); the deliberation whether tuff has to be the univer-
sal building material (IndZov, 1977, 136 etc.); the opening of the city southwards toward
Ararat, as foreseen by the general plan of Tamanyan (IndZov, 1977, p. 143); the macro-
ensemble consisting of “[t]he memorial to the victims of the genocide in 1915, the [sic]
‘Razdan’ stadium, the panoramic cinema ‘Russia’” (144); the city’s location in “the bot-
tom” of “a natural amphitheatre” (IndZov, 1977, pp. 144-145); the planning of an artificial
lake in the canyon of “Razdan”, “I saw it” (Indzov, 1977, p. 145; Yerevanyan Lake is
meant).

2.2 Generic and intermedial structure of the book

As mentioned, the book consists of nine chapters, in most of which (nos. 2, 4-7)
the narrator styles himself as the “Stranger”, who now and then dialogizes with im-
portant locals'2. Such are Andranik Cagaryan'3 (professor, Director of the Anthropological
Laboratory at the Academy of Sciences) in Chapter 2; Jurij4 Xojamiryan (DTechSc,
1%t Deputy-President of the Gosplan of Armenian SSR), Ch. 4; Ludvig Mirzoyan (DMathSc,
Dept.-Director of the Byurakan Institute of Astrophysics) and Suren Melkunyan (Perma-
nent Representative of the Government of ASSR for the Government of USSR in Moscow),
Ch. 5; Alik Japarize (Georgian architect) and Henrik (“Xenrix”) Igit‘yan (DArtSc, director
of museum and art galleries of Yerevan), Ch. 6; and Arcvin Grigoryan (DArchitSc, Presi-
dent of the Union of Armenian Architects), Ch. 7.5

The image of Yerevan is gradually introduced and, near the end, accelerated into
monumentality: that is, architectural emblematism and visual representation. Most ar-
chitectural emblems of the city are either mentioned or shown through photos, or both,
on page 41 and then on pages 158-169 and 176-185 (within Chapter 8, “Heights”).
The emblems are: the Matenadaran, the Sardarabad monument, the statue of “David” of
Sasun, the Genocide memorial, Mother Armenia, the Singing Fountains, the park around
a lake', the lake itself, Lenin avenue as viewed from Matenadaran, Hotel Armenia (only
shown), the Swan Lake, and the Opera House (only shown). The indicated page spans
include illustrations 22-26, 30-31, and 33-36, i.e., eleven out of thirty-seven'’. Verbal
focus on architectural emblems of Yerevan and quantitative equality between verbal and
visual text coincide within the page interval 158-185. Thematic domination of Yerevan is
relativized twice here. First, by re-mentioning and showing three emblems of Soviet

! Deliberation about capitals reflects the uncertain - as implied by the narrative - institutional status of
the enterprise at that moment.

2 The text introduces both parties in capital letters, on a separate line and followed by a colon; but n-dash
indication of direct speech afterwards is missing.

13 Reconstructible as Jagaryan from the Bulgarian text.

4 Transliterated as Slavic form.

'S Chapter 1, from its very beginning, is a lyric prefiguration of these quasi-dramatic exchanges of lengthy
monologues. It starts with dots and a tirade addressed to the narrator, who later, while compiling the book,
cannot remember anymore its author: “whether Mik‘ael Oganesyan [Hovhannisyan] or Anatoli Grigoryan,
whether Feliks Golanyan or Alexandr T‘opc‘yan, or maybe Arkadi Grigoryan - all of them young, all fero-
cious while disputing [...]” (5-6).

16 yardavar; both the lake and the park remain unnamed.

7 None of them is titled.
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Armenia industrialization (overhead power lines, ill. 27; a plant, ill. 28; the telescope of
Byurakan observatory, ill. 29). Second, by introducing the topic of inventive childhood
into the image of cityscape (through ill. 30-32: children on a walk in a park near gigantic
counting hands with fingers protruding out of the ground; children setting sail of toy-
ships in a city lake; children constructing a toy-airplane indoors, without any signs of
topographic concreteness).

This crest of Yerevan-centered emblematisation and intermediality is followed by
a completely verbal (non-visual) end-chapter. It is approached/preceded by a semi-pri-
vate image of Yerevan which evolves from ‘chamber-ness’ (6-9) to bird-eye topogra-
phism*® (143-149).

As a whole, topography of Yerevan is present in the book as polycentric (and poly-
axial, 146). It evades being captured in a monumental (architectural, non-private, con-
densed) image - except for the ‘pre-final’ ‘acceleration’. Bird-eye topographism serves as
a bridge between the accelerated monumentalism of the penultimate chapter (NB,
“Heights”) and the semi-private image of the bulk of the book. “Heights”, like ‘the bulk’,
starts with an image of a painter in his atelier, but of a particular - and emblematic - one
(Saryan).

“Heights” objectifies - that is, brings to condensed, elevated and homogenised visi-
bility - the polycentric presence of Yerevan from ‘the bulk’ of the book. (Most of ‘the bulk’
is structured, as mentioned, like a series of dialogues, inner or not, between a local expert
in something, see a list here above, and the narrator/traveller; “Heights” is a monologue).
An entanglement of bird-eye topographic images (IndZov, 1977, pp. 143-156) across chap-
ter breaks serves as a plural lens.

‘The bulk’ starts with a generalised image of a Yerevan visual artist’s atelier (5ff)
and ends with the singing fountains (together with the future Museum of Contemporary
Art) (IndZov, 1977, p. 132).

2.3 The historical mind-set in/behind the structure

The potential symbol of “natural amphitheater” remains unused. Two more gener-
alizations appear. “The pink Yerevan - this is the city of the capital-city administration.
The new Yerevan - this is the city of a strong working class, of vast scientific and technical
intelligentsia, of the thousands of repatriates [...]” (IndZov, 1977, p. 146). Byurakan ob-
servatory and the anthropological laboratory, “Matenadaran and the children gallery,
the returning [repatriating] Armenians and the nearby border guards unit” are the “psy-
chological supporting points of Yerevan” (Indzov, 1977, p. 146).

These generalizations prove more viable within the kind of mind that organizes
the book. And they paradigmatically surpass earlier Bulgarian accounts by going beyond
the leitmotif of (pink or chromatic) tuff and, respectively, explicitly suggesting that
the city and surrounding landscapes form a dynamic unity with a permeable border be-
tween the two constituents. Most notably, it is the only account which assigns a purpose-
ful place to the remnants of the old (pre-Tamanyan) city: “[a] trace of the old city” that
was “known only for its production of cognac”, are the small houses over the stadium on
the steep slope of Razdan, which (will) serve as a museum in open air (IndZov, 1977,

18 Incl. discussion of Yerevan’s General Plans - Tamanyan’s and Grigoryan’s.
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p- 135, 146)*9. (Other accounts either dismiss them as just ugly remnants of the past or
do not mention them at all).

Heights and Foothills/Bottoms is the furthest from some kind of cosmographic con-
ceptualization (cf. here below) and from receiving/conceiving in Christian mental forms
(the same), despite considerable attention to traditional, esp. ecclesiastic, architectural
forms and objects (IndZzov, 1977, pp. 42-74, 142; photos 5, 6, 8-19). The past has been
subsumed to rational control, to the degree of museifying it and to the degree of non-
letting ‘obsolete’ mental tools co-rule®° the capacity to receive.

2.4 The plein-air artist studio in history

The book was one among fifteen devoted to the USSR republics, on the 50™ anniver-
sary of the Bolshevik revolution. Partizdat (the Publishing house of the Bulgarian Com-
munist Party) published it*'. Apparently, the book was intended to be a travelogue-eulogy
of Soviet Armenia. At a subtler level, it evolves into a pilgrimage - to a poet’s monument
(see below) and to the untouchable and ubiquitous remains of the already deceased Mar-
tiros Saryan?2, the only Armenian whose visual portrait is contained in this book (IndZov,
1977, p- 153, photo 20)23.

Yerevan serves the purpose of eulogizing Soviet Armenia as an integral part of
the USSR in diverse ways; perhaps most notably by emphasizing scientifically informed
industrial progress and a secure state border (thematized in the last chapter). The pres-
ence of brotherhood of peoples under the auspices of the Soviet Union is being felt. Within
this image and this presence, older ones are inscribed: of the Bulgarian poet Pejo Javorov,
and of the Bulgarian-Armenian fraternity under and against the Ottomans (and, earlier,
the Byzantines). This is the link between pre-communist modern Bulgaria and pre-com-
munist (and diasporic) modern Armenia. In communist Yerevan, a school was named af-
ter Javorov, and his statue was erected in front of the building. This statue and this cul-
tural memory are given near-utmost compositional priority in the book, as ill. 36 (the pe-
nultimate). This picture combines the architectural and children’s topics across the illus-
trations and is thus a pictorial culmination. However, it bears Soviet decoration?4, and

9 The book contains a similar passage (IndZov, 1977, p. 148) referring to diverse objects in the city center
and to the neighborhood of Kond as well. However, it is part of a monologue by Arcvin Grigoryan, not
the narrator.

20 Speaking of such co-rule, a case in point is Grudev’s account, co-created by a non-believing or at least
secular ‘external’ author and an implicit author committed to Christian cosmography.

21 Partizdat publishes some of the books from the series; while others are published by Narodna mladez
(the publishing house of the Bulgarian Komsomol).

22 “Armenia today is Martiros Saryan, whom I was not able to see personally [...]. [...I]n whatever direction
I looked amidst monasteries and observatories, amidst antique manuscripts and industrial contours, I saw
something from the canvases of this painter. [...T]he eternal presence of Saryan [...] is present in the very
breathing of Armenia” (Indzov, 1977, p. 154).

23 A third, a lyrical autobiographic layer of the text is exposed when the author confesses he had been in
Armenia for the first time about ten years before (14). He first quotes nine quatrains from his own narrative
poem inspired by that trip (IndZov, 1977, pp. 14-15) and then reconstructs in prose the following poetic
vision: “Yerevan... / I saw it for the first time in an unusually foggy winter. Through the bluish smoke of
the cold and windlessness the city appeared to my sight at times here at times there with rising through
the fog pink contours, as if I grasped the glare of a fireplace which flares up out of the breathing of a human”
(Indzov, 1977, p. 133).

24 On the school facade behind the statue, one sees a banner with the Bulgarian-language slogan “[L]ong
Live the Fraternity between the Bo[lgarian and Armenian People]”, where Russian o stays for Bulgarian s
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the text (IndZov, 1977, p. 181) lacks essential information linking the two ages of Bulgar-
ian-Armenian fraternity (pre-Soviet and Soviet).

Beyond the artist who embodies that fraternity and the monumentalized memory of
this embodiment, lie two objects: illustration thirty-seven?>, and the pictureless last chap-
ter, “Shield” (the zone of the sublime-prohibited-for-direct-representation).

3. From Leningrad to Yerevan (A Lyrical Travelogue):
Yerevan as a metaphysic unity of humanity and stone, 1968

The unpublished travelogue of Stefan Grudev, Om JIenuHepad do EpesaH: /lupuuecku
nsmenuc, distills a syntactic ensemble of Soviet spaces present in the texts of Patriarch
Kiril and the Dimitrov Prize laureate Stefan Daskalov from the late 1950s. The spatial
ensemble is grounded in the structure of 19th-century Russian imperial space. The latter
has been textually shaped, most notably from the perspective of our concern, by such
texts as the travelogues of a French geologist from the 1890s (Stanislas Meunier, De Saint-
Pétersbourg a l’Ararat) (Meunier, 1899)?° and of a Russian modernist writer from
the 1920s (Andrei Bely, Wind from the Caucasus (Bely, 1928; Bely, 1985)).

Unlike Bely’s and like Meunier’s, Grudev’s text has Armenia as the center of its
‘trans-Caucasian’ experience. Unlike Meunier’s, Grudev’s text does not stop narrating af-
ter Armenia. It enters into spaces not implied by the title - Baku and, upon the expected
return to the ‘imperial’ ‘core’, Moscow, to Jasnaja Poljana: the site of pilgrimage to the re-
mains of Lev Tolstoj, a world-famous novelist and, in his late years, a Christian sectarian
with worldwide impact.

The ‘Armenian’ chapter occupies ff. 201 (from the middle) - 224 (the upper one-
sixth), out of 268.

3.1 Spatial axes: topography into cosmography

Oscillation along an axis linking Lenin Square (as immediate environ and starting
point) and Matenadaran (as site of anticipated experience) - this is the main movement
within Yerevan in Grudev’s travelogue, charted early in the narrative (Grudev, 1968,
f. 205-20627). Along this topological axis, we have a reversal of the topographic perspec-
tive as determined by the relief: Matenadaran is said to be at the bottom, not the top, of
Lenin Avenue (f. 206; quotation below). We see here a kind of ‘reverse perspective’?8,
known from cult images of the Byzantine realm, in service of an atheistic narrative. To-
and-fro movements along the axis are preceded (f. 203) by (and, in effect, made more com-
plex through) rhythmic penetrations across unspecified but several ‘facades’ of boulevards
into the “backyards” of narrow streets and neglected backyards proper2°. Thus, an infra-

in the first syllable of “Bulgarian”; and a Russian-language poster with the title “[A] Decade of Bulgarian
Culture [in Armenia]”.

25 It presents a definite contrast to ill. thirty-six and a kind of visual epilogue to the visual facet of the book:
one sees a motorway coming from the left and going to the right, flanked by two poplars on each side, and
by Sis and Masis on each side of the poplars.

26 Paris, Société Francaise d’Editions d’Art, 1899.

27 Leaves’ reverse sides are usually blank and sometimes contain preferred variant readings of passages on
the corresponding (preceding) front sides.

28 Some detail, and a modifying interpretation, see here below.

29 “Now and then I was hearing non-understood by me commands to the driver, and the car vehemently
darted now along wide boulevards, then along narrow streetlets, and in the end I realised that my guidess
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image of sewing and a sewing machine emerges as the background; the physical location
of the narrative agency coincides with the needle tip. Yet another, static one backs this dy-
namic infra-image: of stone and Armenian humanity “in metaphysical unity” (f. 202-203).

The two ‘infra-images’ are foregrounded by a female image - of a young Armenian
poetess with the pseudonym of Metakse3°, the narrator’s guide around Armenia or, in
more attentive view, across Armenia’s inferno, purgatory and heaven. During his guided
tour, the narrator is accompanied by a younger person of a more prestigious profession
and a different ethnicity than his own. That younger person waits at the airport with
Metakse and has already spoken to her in the familiar second-person singular (cf. Spanish
“t”) rather than the polite second-person plural (cf. Spanish “Usted”): a Russian math-
ematician named Jurij. Hence, Metakse is associated with Beatrice, and Jurij with Virgil.
The latter association is supported by two details: first, the associative link between Jurij
(Russianised form of George) and Georgica, an emblematic work by Virgil; second, an in-
ter-ethnic proportion that juxtaposes genealogy, chronology, and symbolic rank: Romans
to Italians is like Russians to Bulgarians. (A mental topos of Russian-Bulgarian historical
‘friendship’ is that Russians took the gift, or the archetypal invention, of the Slavonic
script from Bulgarians and brought it to unprecedented geographical expanse and intel-
lectual depth, and have since about the 17th century been returning it to the Bulgarians.)
In various and subtle ways, the modern grandeur of Russia and hence the figure of
the ‘bigger brother’ within the discourse of Bulgarian-Russian/Soviet friendship is essen-
tialized and extrapolated into the past. To put it aphoristically: ‘Child has become/is fa-
ther to the man’. This semantic mechanism cannot but work - or be referred to or under-
mined... - in a Bulgarian text from the communist period.

The chronotope of Armenia in this travelogue approaches the tripartite chronotope
of Christian Otherworld through three key points of resemblance. First, it is the feeling
of heaviness inexplicable by heat, experienced by the narrator in his initial encounter
with the Armenian landscape (Grudev, 1968, f. 202)3". It is, second, the repeated urge,
voiced by Metakse addressing both the narrator and Jurij, to take a bath in Sevan to “wash
out the unpleasant experiences of Yerevan” (Grudev, 1968, f. 221, 222). And, third, it is
the final non-appearance of Ararat to a narrator who has declined the purification proce-
dure and who is granted, instead Ararat, the farewell image of a lake Sevan coloured in
grey and, less clearly, the memorized image of Metakse32. The text builds a half-hidden
image of a tripartite, Otherworld-like Armenia, turning her heavenly dimension away
from the narrator. Within this image, Yerevan is anchored in the zone of Inferno, while
one of its most important sub-locations, Matenadaran, takes the position of Inferno’s en-
trée, the habitus of ‘virtuous pagans’.

had not at all the vainglorious intention to show me only the parade side of the (sic) throne city, but also
the backyard” (203).

32 Grudev’s handwriting was often enigmatic to me. I wondered between various readings of the poetess’
name, opting in most cases for “Litona”. Acquaintance with the published travelogue of Stamatov (Stama-
tov, 1985) solved the problem. - I refrained from the spelling “Metaxe” (the expected one for Anglophones)
in order to preserve x for a different sound (like the last one in loch) in transliterations / transcriptions
from Armenian and Bulgarian.

3 The image of metaphysical symbiosis between men and stone that comes as an explanation diverts
reader’s attention from the topic of Otherworld.

32 Heaven is denied but probably not forever, but probably not any heaven: a possible one would have shown
itself, either allegorically or symbolically, through a ‘Platonic’ love between Metakse and the narrator, had
the author been more amative and the narrator less virtuous.
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It is stressed (Grudev, 1968, f. 204) that the duration of the narrator’s stay in Arme-
nia is three days, which could have supported the identification of the travelogue with
a cosmography. Moreover, the stress is made stronger by the omission from the count of
the arrival day, which is tacitly taken for ‘day zero’.

The ‘zero’ day includes two general tours across Yerevan, the second including Ere-
buni and “Cicernagaberd”, the statues of “David” of Sasun and of Mother Armenia
(Grudev, 1968, f. 202-209). The first day includes Garni and the Yerevan school named
after Javorov, as well as Gegard (f. 209-214). The second one - Ejmiacin, Zvart‘noc’, and
a ballet performance in the National Opera (Grudev, 1968, f. 214-218). The third one -
Matenadaran, again “Cicernakaberd”33, Historical Museum, a meeting with a high func-
tionary34, Sevan, and departure (Grudev, 1968, f. 218-223). It is possible to trace a cos-
mographic route that vaguely follows the expected upward sequence: ‘on the ground’ (day
zero), ‘under the ground’ (first day), slightly ‘above the ground’ (second day), on a higher
elevation (third day) - the last object being the highest (lake Sevan). Or a route which
extrapolates the ‘Dantean’ sequence onto the horizontal plain: as short (1%t day), a bit
longer (2" day)35 and a longer (3™ day, 60 km) excursion out of Yerevan. A third option
would be to recognize a sequence of trips to the right (East, from then Hotel Armenia on
then Lenin Square), then to the left, and finally straight ahead. A minor detail in the sight
from a high point on the highway to Sevan supports the general relevance of cosmo-
graphic reading: “Ararat with its two extramundane/transcendent (3amnpezgenun3®) peaks
fantastically outlined itself in the azure” (Grudev, 1968, f. 221). Metakse “reads
the thoughts” of the narrator and offers a politico-theological and historiosophical expli-
cation (or, rather, a questioning)3”7, which adds to the metaphysic air of “3anpegennn”
a cosmographic concreteness and dimension. The repeated reference (Grudev, 1968,
f. 221, 222) to the superstition (a personal superstition of Metakse?) that one has to take
a bath in Sevan in order to cleanse his/her “bad impressions” from Yerevan/Armenia adds
an ecclesiological dimension. One is able to associate now Ararat with an apse behind
a church altar, Lake Sevan with an in-church baptistery, and Gegard-Garni and
Zvart‘noc‘-Ejmiacin with the left (‘north’) and right (‘south’) prolongations of a transept
respectively.3® Biographical exploration would clarify whether and to what extent
the cosmo-ecclesiological plan of the Armenian chapter in Grudev’s travelogue is inten-
tional. It would suffice to say here that the general title, From Leningrad to Yerevan,
whereby the chapter “Yerevan” is not the last one, makes the positive answer likelier.
Within this vision, Yerevan itself coincides with a (part of a?) nave.

Cosmographic (‘added’) value of topographical objects does not necessarily coincide
with their topographic (‘natural’) one: “In the bottom of the Lenin Avenue Metakse points
out to us the famous book depository Matenadaran, of which I already mentioned”3°

33 This time, on f. 220, with -k-. The narrator does not explain that he is there for a second time.

34 The chair of the Union of (Soviet) Armenian Writers.

35 But actually, Ejmiacin is closer to Yerevan than Garni.

36 Lit. ‘beyond the limits/margin/boundary’.

37 “— Noah, after the Deluge, landed with his ark on Ararat. After Adam and Eve [it is] from Armenia [from
where] started new life on earth. [...] But after this godly choice was it necessary for the fate to allot us
Turkey for a neighbour?!”

38 1 believe that the improper orientation of this design within the geographic space (the altar apse occurs
in the southwest instead of east) does not rule out the interpretation.

39 A verbatim translation; with normal English word-order: ‘Metakse points us to the famous [...] at the bot-
tom of [...].
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(Grudev, 1968, f. 206). As well known to anyone who has visited Yerevan (or who has
inspected relevant maps), Matenadaran is located at the top of the mentioned avenue.
The strange reversal may be accidental or not. On the one hand, immediate lexical context
is indicative of intention: “To my question whether we are going to visit it, our guidess
with a smashing smile answered: / - This pride of ours is not visited in a fluttering way,
time is needed” (Grudev, 1968, f. 206; emphasis added), — spatially low position is asso-
ciable with heaviness/gravity. On the other hand, my perception did not stumble upon
other such instances of contrast between the topographic vs. cosmographic value of
an object. One may safely hypothesize that, had the manuscript been published, the con-
trast would have either being removed or multiplied (depending on the poetological strat-
egy of the traveloguist).

Armenian ‘Beatrice’-Metakse co-builds the image of Mother Armenia, in concert with
the eponymous statue overlooking Yerevan's central part from the north(east). Metakse
has a five-year-old child (Grudev, 1968, f. 209) and is married, while the aforementioned
statue is quite unobtrusive; it is mentioned (and paid tribute to) only once (Grudev, 1968,
f. 207). (Being prominent in central published travelogues from 1968 and 1977). Metakse
is married to a scientist in physics4® who is introduced as the actual ‘author’ of the thought
that Armenians are the only people metaphysically linked to stone (f. 203), hence the ‘au-
thor’ of the grounding image of the travelogue. Thus, the basic ‘principle’ of “dialectic ma-
terialism”, the Leninist redaction of Marxism, namely, “the conflict and unity of opposites”
is embodied in the foundation of the travelogue’s imagery and plot. On the level of plot,
the principle is deployed mainly through the opposition between explicit youth (the guiding
Armenian poetess) and implicit old age (the guided Bulgarian writer and scholar - explic-
itly characterized only as a musician/musicologist#!, but here the art-theory topos of ‘ar-
chitecture is frozen music’ is present to reveal another facet of the “principle”).

The Lenin Square-Matenadaran axis is complemented with two more. One runs per-
pendicularly and links the Erebuni fortress (in the southeast) and the monument to
the victims of the Hamidian massacres in 1895-1896 and of the Genocide (in the south-
west) (f. 207). The other is almost a double of the basic one and links the Mother Armenia
statue and the statue of Lenin on Lenin Square. The first can be called an axis of
memory/turmoil:

We ascend the hill Arin-Berd, where now too [/even now] excavations are made. Starting with
its foundation [...] the city had been destroyed several times [...] During the Civil War4?, in
1919, in Yerevan 20,000 people die from diseases and starvation. But Yerevan has not forgotten
as well the perished in 1895 and 1896 [...]. On the heights Cicernagaberd, we stay humbly
before the memorial43 of victims (Grudev, 1968, f. 207-208; emphasis added).

49 Had From Leningrad to Yerevan been a fictional work, I would have said that combination of professions
in Metakse’s family refers to the ostensibly central competing pair of subcultures in the Soviet 1960s,
brought to the surface in a 1959 poem by Boris Sluckij. As argued in (Ignatova, 2015), an emerging hiatus
between cultures of people educated in natural sciences and those educated in the arts and humanities had
been underway on both sides of the Iron Curtain and had been discerned a bit earlier by the physicist
Charles Percy Snow in a public lecture from May 1959, “The Two Cultures”. Ignatova’s research article of
nowadays shares the ‘dialectical optimism’ of Grudev’s travelogue.

41 “Metakse knows that one of my legs is in music [...]” (Grudev, 1968, f. 217).

42 As usual, Russian realities are normatively superimposed on the history of peoples from the imperial
realm. This superimposition serves the double task of retroactive presentation of that realm as constant
in its span and duration and of downplaying the role of non-Bolsheviks in 1917-1920.

43 The word nameTHUK is usually translated as “monument”, but the word’s root, nameT, means ‘memory’.
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And the second one - an axis of victory/stability:

The huge statue of “Mother Armenia” with a withdrawn sword is an image-symbol of the found
at last calm - under Soviet power - path to peaceful and constructive labour. [...] We are again
on Lenin Square. On a granite postament rises the impressive figure of the proletarian leader
(Grudev, 1968, f. 208; emphasis added).

These secondary axes have their cross point44, both symbolically and (more or less)
topographically, in the statue of Davit of Sasun in front of the central railway station
building. Davit embodies fight - and an intermediate condition between suffering
memory and petrified glory: “The memorial of [‘monument to’] this epic people’s hero is
erected in front of the railway station. The monumental figure of the bogatir4>, bestridden
a flying horse, menacingly holds the ‘sword-bolt’ [...]” (Grudev, 1968, f. 208; emphasis
added). A topographically unaware reader could have acknowledged the aforementioned
pairs of physical objects as pairs and axes for three reasons. These are semantic (dis)sim-
ilarity (note the divide between ‘opaque/exotic’ and trivial names of places), lexical syn-
onymy, and syntactic anaphors: “hill of Arin-Berd [...] heights of Cicernagaberd”; “We are
on the ‘Hill of Victory’ [...] We are again on Lenin Square” (Grudev, 1968, f. 208; emphasis
added). The sequence of mentioning is as follows: Erebuni, Ciceinakaberd, Davit of Sasun,
Mother Armenia, Lenin. One is tempted to perceive them as the edges of a five-edged star,
but a look at the map precludes such an identification. (Hypothetic contour of a cross
remains unsupported too).

3.2 The speaking substance

The sensual-emotional ‘substance’ supporting images and rationalizations starts
from inexplicable graveness (ostensibly linked with the combination of heat and rocky
landscape) (Grudev, 1968, f. 202) and compassion (Grudev, 1968, f. 204), to transmute
into a supersensual “lucidity” compared by the narrator to a “beautiful sun spot” (f. 224)
and identified by him as the love of Metakse towards her country:

Ileave Yerevan: The swarthy face of Metakse is easy to lose track of amidst the multicolourness
of the seers off, and next to her [is] her little daughter. [...] I think about the mother [...], and
over everything beautiful that I came to know from her about a people [that is] close in its
destiny to ours, started floating, even if still unsettled, something lucid like a beautiful sun
spot. It [...] still dominates in my idea of the mere [lit. ‘counted’] hours that I spent in Yerevan.
It is her love for [her] homeland. This love never asserted itself [...] (Grudev, 1968, f. 224).

It is noteworthy that the transmuted substance emerges into the narrator’s mind
after the chapter “Yerevan” is over, within the subsequent one (“Baku”). The specific
standpoint is compared by the narrator himself to “images from a[n already] read book”
(Grudev, 1968, f. 224), but I would think of cosmological and ecclesiological identifica-
tions.

44 The difference between the two pairs of objects can be identified with the symbolic difference between
a sea and a harbor; and with the Christian-anthropological one of man being created by likeness and
in the image of God (Gen. 1:26-27). Monuments as memorials require a specific behavior, whereas statues
are static images; lastly, with the Christological idea of humiliation and triumph in the face of Jesus beaten
and crucified and in eternal glory.

45 Bulgarian transcription of the well-known Russian word.
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Stony graveness and compassion are given the shape of the Armenian poetess’ voice
declaiming, in Armenian translation, the rhymed thought of the white-stone effigy of
a Bulgarian poet (Grudev, 1968, f. 212). Thus, the potentially ‘centauric’, stone-human
but also male-female, nature of Metakse is given a second expression. This time, human-
ized stone expresses not the genius of the place, but the spirit of Bulgarian-Armenian mu-
tualism; it reminds the implicit reader not of the sword of Mother Armenia, but of Javorov
as guerilla activist and memoirist.

Whence the image of humanized stone? The traveloguist was born in the distant
1900, and his formative years should have been saturated with much more religious cul-
ture than our secular common readerly mind could assume today. In maintaining
the ‘stone-human’ theme he must have been alluding to, or being driven by reminiscence
of, the ‘crying stones’ from the Bible (Luke 19:39-40): “Some of the Pharisees in
the crowd said to Jesus, ‘Teacher, rebuke your disciples!’ / ‘I tell you’, he replied, ‘if they
keep quiet, the stones will cry out’”. What would they cry out in an Armenia introduced
to by Metakse and perceived by Grudev? Memories of violence, humiliation, and spectac-
ular impunity of evil.

Whatever the case, the pathetic solution of the ‘centauric’ theme receives a parallel
‘low’ (bordering comic) solution4®. The second “surprise” prepared by Metakse for him,
after the visit to the Javorov statue, was the attendance of a luxurious restaurant to be
acquainted with its female manager, Luisa ArSak, who spoke Bulgarian (being a repatriate
from Bulgaria or the Bulgarian wife of an Armenian either repatriate or official in Bul-
garia). It is left to the reader to conclude that these two women (the second one maybe
too emotional, sentimental, and talkative) embodied the spirit of Yerevan.

From the standpoint of ‘afterward’, the “metaphysic link between stone and human-
ity” that was said to be peculiar to Armenians, attained its final embodiment, which was
relieved from the gravity of stone:

This love [of Metakse to her country] never asserted itself4’, and though the dialogue was only
between the two of us, I firmly acknowledge that through her, the whole of the Armenian
people spoke. How I would wish that when a foreigner visits our country, he took with him
similar feelings, a similar confidence (Grudev, 1968, f. 224).

This image had been prefigured by the image of Metakse reciting the poem “Arme-
nians” by Javorov at his stone effigy in Yerevan. Both images are structured as sequences
of enframing-and-enframed mirrors hosting an Armenian-Bulgarian/Bulgarian-Arme-
nian dialogue.

Linking of stone and humanity in the face of the Armenian people and its poets-
associates goes beyond the literary archetype of Exegi monumentum twofold: by elimi-
nating the ontological divide between a poet and a public, and by intimately linking itself
to the Biblical archetype of “crying stones”. There is an Armenian poem known to edu-
cated Bulgarians interested in Armenian poetry, which is close to the consensus on stone
and humanity that links Metakse and Grudev. The poem could have influenced any of
them, as well as its Bulgarian translator, Germanov. It is an untitled stanza of six lines

46 Grudev was a student and graduate (1920-1924) in Violin and Theatre Studies of the Dresden Conserva-
tory; due to complications after a frostbite of hands, he had to requalify, graduating from the Law depart-
ment of Sofia University (1927) (State Archive “Grudev” par. 1-2 of 9).

47 Cf. Paul 1 Corinthians 13:4: “love does not parade itself”.
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by Charents, created in 1937 and not published in his lifetime. “As stones, thrown against
Ararat, / your dirty slanders are turning back, / without even scratching me in the short
fight - / off the iron will, off [my] character/ricochet [they] into the dirty swamp, back,
/ as stones, thrown against Ararat” (my literal translation of the Bulgarian text, (C‘arenc’,
1971, p. 174)%%.

I am inclined now to rethink the triad of Ararat (not seen through the clouds), Sevan
(physically seen in its light-greyness) and Metakse (seen both physically and metaphysi-
cally), as it appears in the first page of the chapter “Baku”, in terms of trinitology - as
images of Father, Holy Spirit and Son respectively.

3.3 Russian supervision undermined

In this unpublished travelogue, the Soviet Russian auspices that overarched the re-
articulation of Bulgarian-Armenian mutualism in the 1960s (see below) are minimized.
They occupy a marginal discursive position, reduced to a presence in the plot. One can
speculate whether the young Russian mathematician Jurij was a KGB agent. More im-
portantly, his superimposition, and implicit cultural superiority (as a scientist and as
a Russian), was undermined:

On the heights of Cicernagaberd, we stand in humility before the monument to the victims.
[...] Jurij is young. After the guide's account, and unaware of the victims [referred to] on
the wall, his mind short of grasping and perplexed+?, [he] listens about the vandalisms of
the neighboring civilized country (Grudev, 1968, f. 208).

I believe the act of undermining was intentional and impersonal. Jurij’s youthfulness
of mind was partly intended to signify the (perceived) immaturity of Soviet Russian his-
torical memory>°-5,

The Declamation of Javorov’s poem in front of the school/statue may have become
a semi-official welcome ritual in later decades.

Almost all Bulgarians who have set foot on Yerevan soil visit the school named after Javorov.
[...] And here we are too in front of Javorov’s monument in Yerevan. Alongside me, here are
Petiir Stiipov, Petiir Rudar and others. We put fresh flowers. [...] The school director narrates
about the school and about what they do with recognition>? for the Bulgarian poet [...]. A small
girl recites the poem ‘Armenians’ in Russian. [...]” (Jakubov, 1986b, p. 3).

The 1986 delegation, which included Stipov and Rudar, was clearly of higher status
than Grudev's in 1968. Metakse “spoke Russian as a Russian woman” (Grudev, 1968,
f. 204), and maybe she would have been able to make use of Russian translations if she

48 Anthropomorphization of mountains in Armenian folklore has not escaped the attention of later Bulgar-
ian travelogue writers, who mention it (Stamatov, 1985, pp. 120-121). - The poem apparently echoes
Mark 6:11 (“And whoever shall neither receive you nor hear you, shake off the dust that is under your feet
when you depart from there, for a witness to them. Truly I say to you, it shall be easier for Sodom or
Gomorrah at the Day of Judgment than for that city.”, cit. aft. New Geneva Edition, https://www.biblegate-
way.com/passage/?search=Mark+6&version=RGT).

49 The long phrase between the commas stands for HegoymsBau.

50 Unlike Grudev’s narrator, I would argue for that memory’s cynicism.

5! The travelogue contains a half-page comparison between Armenian and Russian religiosity (f. 215), which
however falls outside our topic.

52 [Ipu3HATEJIHOCT - a loose synonym of ‘gratitude’.
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had wanted to53, but she chose Armenian to recite. Such a choice seems normal within
a/the discourse of Bulgarian-Armenian mutuality. Publicization and routinization of rit-
ual have submitted recitation to Russian - the language that bore, in the USSR and the So-
viet Bloc, the functions of a vehicular, referential and sacral>4 language at the same time.
Paradoxically, recitation in Russian may have been intended and perceived as a furthering
of the mutuality discourse, not as its submission to a common patron: Russian in this case
may have served as an ‘Ersatz’-Bulgarian>>. However, the question arises: why did the lit-
tle schoolgirl not recite in proper Bulgarian? Someone and somewhere in mid-1980s Ye-
revan, in or outside that school, taught Bulgarian for sure; and there was a non-tiny com-
munity of repatriates from Bulgaria, some of them still first-generation. The conclusion
is unavoidable: brotherhood had to be monitored and kept in check5®.

Conclusion

IndZov’s Heights and Foothills (1977) offered opportunities to be viewed as a mean-
ingfully organized verbal-visual whole. As it turned out, macro- and meso-level semantic
intimations, based on the combination of codes, supported micro-level verbal proposi-
tions that displayed Soviet loyalty and control over pre-Soviet discourse on Armenian-
Bulgarian fraternity. The mentioned intimations, however, demarcated a potential alter-
native to the still-powerful Soviet general image of a country under construction and pro-
tection: towards an image that underlines artistic creativity, imagination, and design.
Grudev’s From Leningrad to Yerevan (A Lyrical Travelogue), intentionally or not, offered
two strategies of undermining the officialized ideology of friendship of peoples under
the Soviet-Russian patronage: through building the chronotope of Yerevan inscribed in
the one of Soviet Armenia according to a specimen and rules of Christian cosmography,
and through dispelling (on two particular narrative occasions) of the premised Russian-
Soviet patronage over Armenian-Bulgarian symbolic interaction.

53 There had been about four such published by then, and two of them (1913, 1958) should be available
in Yerevan. Translations of this poem (into diverse languages) are republished in (Yavorov, 2018 [2019]).
54 I refer here to the macro-sociolinguistic typology of Henri Gobard (Gobard, 1976, pp. 34-38); the fourth
type of language participating within a pluri-lingual setting being the vernacular.

55 It has been more or less common lore or belief across the USSR and the Soviet Bloc that the proximity of
Bulgarian and Russian was on the verge of inter-comprehensibility. I am a personal witness to the longevity
of the belief - across different countries in that space - well into the 2010s.

56 At “the [F]east of [S]ong” in front of the Sardarapat Museum in Ejmiacin on 9 May (1983?) another Bulgar-
ian travelogue author remembers that the director of the secondary school “Javorov” told him that some years
before a Bulgarian poet had cried after hearing pupils recite in class “Armenians” in Bulgarian (Stamatov,
1985, p. 89). Putting ‘accidentals’ (like availability of pupils at a given moment and personal preference)
aside, I would suggest that ‘in class’ was a less public place than ‘in front of the monument/school’, so that
Bulgarian was appropriate there.
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I'. C. Mapzapan EpeBaH B My3bIKaJIbHO-CJIOBECHOM TEKCTe

AHHOTAIINA

CraTbsi NOCBsIIIleHa KOMIUJIEKCHOMY aHaJIM3y MY3BbIKaJIbHO-IIO3THYe-
CKMX TEKCTOB apMSHCKMX aBTOPCKUX IIeCeH IocefHel yeTBepTu XX -
Havasia XXI BeKOB, MOCBSIIEHHBIX EpeBaHy KakK LIeHTPaJbHOMY 06pa3y
apMsIHCKOM 6ap/IOBCKOI KyJIbTYypbl. ApMSIHCKasi aBTOpPCKasi IIeCHsI pac-
CMaTpUBaeTCsI KaK CaMOCTOSITeJbHBIN COLMOKYJIbTYPHBIN ¢eHOMEH,
chopMMPOBABIINIACS B YCIIOBUSIX COBETCKOM M ITOCTCOBETCKON T'OPOJ-
CKOJ KyJbTYpPBbI U 06JIaZlaloluil PSAAOM YepPT, OTJINYAIOMIUX €€ OT pyc-
CKOJ aBTOPCKOM Tpagunuu. B oTianume oT mocjaegHen, TATOTEOIEN K
MIPUPOSHBIM, IMOXOAHBIM M JIalepHBIM TOIIOCaM, apMsIHCKasl aBTOPCKas
IIeCHsI C caMOro Hauaja 6pl1a IJIy6OKO YKOpPeHeHa B I'OPOJICKOM IIPO-
CTPaHCTBE U afpecoBaHa eMy. EpeBaH BBICTyIIaeT 3/1eCh HE IIPOCTO I'eo-
rpa¢puyeckum GOHOM, HO NMOJAJIUHHBIM CyO6'EKTOM JIMPUKU — JXKUBBIM,
OBILIAI MM, TPOLIAIOIIMM, TOMHSIIUM. JIJ1s1 aHau3a 0To6paHbl Hanbo-
Jiee pelpe3eHTAaTUBHEIE U JIID6MMBIE €PEeBAHCKOM ayLUTOPUEN MECHU
YeTBhIpEX aBTOPOB: PybeHa AxBepzsiHa, Dayapaa 3opuksHa, Kpucra Ma-
HapsiHa U ®opmia (BaaHa leBoprsiHa). KaXXaplii U3 HUX IPENCTABIISIET
0CO6BIN Xy 0XKeCTBEHHbIN U 6uorpabuyeckuit Tun 6appa: AXBepasiH —
IeBel, HOYHOI'0 ropo/ia ¥ He36bIBHOM HOCTAJIBI'MN; 30PUKSIH — XpPaHU-
TeJIb COBETCKOI'0 6apJ0BCKOr0 KOJa, I'0JIOC «COBKOBOM» MHTEJIJIUTeH-
LMY, He IIpefaBliiei Topo/i B TsDKEJbIe I'ofibl; ®Oopll — My3bIKaHT HOBOM
bopManmy, coeqUHSIONNMA 6apA0BCKYI0 TPAAUIMIO C TPpodecCuoHaIb-
HBIM apPaH>XMPOBOYHBIM MbINIJIEHNEM U }KaHpOBOf;I YHUBEPCaAJIbHOCTbBIO.
MeTo[0JIOTHSI UCCIIE0BaHUs COYeTaeT aHaIM3 BepOIBHOTO U MY3bI-
KaJIPHOT'O TeKCTOB, CEMMOTMYECKUI IOJXOM, K TOPOACKOMY IPOCTPaH-
CTBY, KYJbTYPOJOTMYECKYI0O KOHLEMIUIO AMAJIOTa U MHTEPIPETATUB-
HBIM MeTOJI. B cTaTbe McCiiefyl0TCsl COOTHOIIIEHMEe ITI03TUYECKOT0 U My-
3bIKAJIBHOT'O HavyaJI B KaXXKJ0M M3 aHaJIU3UPyeMbIX IIPOU3BeZleHU 1, 0CO-
6eHHOCTM TapMOHMYECKOM M PUTMMUUYECKO} OopraHM3aluM, a TaKXKe
dakTypHBbIe IOCTPOeHMsI. BbIIBISIOTCS crienubuyiecKkue YepThl apMsIH-
CKOJ TOPOZCKOM aBTOPCKOM MECHU: MEePCOHUPUKAINUS U OZyIIeBIEeHUE
ropojia, akMeucTcKasi IpeIMeTHOCTb 06pa30B, SIIMYECKUI KaTaIoT KaK
KOHCTPYKTUBHBIM IPUHILIUII, HOCTAJIbI'US KaK JOMUHUPYIOIIMI 3MOI M-
OHaJIBHBIM Moayc. Oco60 aHanmu3upyeTcsi PEeHOMEH «epPEBAHCKOI'0O TEK-
CTa» KaK IIPOCTPaHCTBa KYJIbTYPHOM NaMsTH, I'e JudHas 6uorpadpus
aBTOpa HeoTZeauMma oT 6uorpadum ropoga. ABTOPbI NIPUXOAST K BbI-
BOJYy, UTO apMsIHCKasi aBTOpCKasi IlecHsI 0 EpeBaHe IpefcTaBJisieT cO60i1
YHUKaJIbHYI0 GOpMY YpOaHUCTUUECKOM JIUPUKY, HE MMEIOIIeN ITPSIMBbIX
aHaJIOr'0B HU B PYCCKOM, HU B 3aIaZiHOM 6ap/L0BCKOM TPafuULIUN.
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ABSTRACT

This article analyzes the musical-poetic texts of Armenian singer-song-
writer compositions from the last quarter of the twentieth and the early
twenty-first centuries, dedicated to Yerevan as the central image of Ar-
menian bard culture. The Armenian author's song is examined as an in-
dependent socio-cultural phenomenon that emerged in the context of
Soviet and post-Soviet urban culture that distinguish it from the Russian
bard tradition. Unlike the latter, which gravitates toward natural, hik-
ing, and camping topoi, the Armenian author's song has, from its very
beginnings, been deeply rooted in urban space and addressed to it. Ye-
revan functions here not merely as a geographical backdrop but as
the true subject of lyric poetry — living, breathing, forgiving, remem-
bering. Four of the most representative and beloved composers are se-
lected for analysis: Ruben Akhverdyan, Eduard Zorikyan, Khrist Man-
aryan, and Forsh (Vahan Gevorgyan). Each represents a distinct artistic
and biographical type of bard: Akhverdyan is the singer of the nocturnal
city and inexhaustible nostalgia; Zorikyan is the keeper of the Soviet
bard code, the voice of the intelligentsia that did not abandon the city
during its difficult years; Forsh is a musician of a new formation who
unites the bard tradition with professional arranging sensibility and ge-
neric universality. The research methodology combines analysis of ver-
bal and musical texts, a semiotic approach to urban space, the cultural-
dialogic conception, and the interpretative method. The study examines
the relationship between poetic and musical elements in each work, as
well as the specifics of harmonic and rhythmic organization and textural
construction. Distinctive features of Armenian urban author's song are
identified: personification and animation of the city, Acmeist concrete-
ness of images, the epic catalog as a constructive principle, and nostal-
gia as the dominant emotional mode. Particular attention is paid to
the phenomenon of the “Yerevan text” as a space of cultural memory in
which the author's personal biography is inseparable from the city's bi-
ography. The authors conclude that the Armenian author's song about
Yerevan represents a unique form of urbanistic lyric poetry without di-
rect analogs in either the Russian or Western bard traditions.

Margaryan, G. (2026). Yerevan in the musical-verbal text of Armenian singer-songwriter art of the sec-
ond half of the 20th - early 21st centuries. Urbis et Orbis. Microhistory and Semiotics of the City, 6(1),
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BBemeHnue

Iles1bl0 CTATbU SIBJSIETCSI KOMIIJIEKCHBIM aHa/JIn3 BepOasibHBbIX U MY3BbIKaJIbHbBIX TEK-
CTOB apMSIHCKMX aBTOPCKMX IleCeH IocjaenHel yeTBepTu XX — Havajsa XXI BB., ITOCBSI-
1EéHHBbIX EpeBaHy. BoibpaHHbIe 151 aHa/IM3a IeCHU He TOJIBKO MONYJIsIpHbI B ADMEHUU —
OHM CTaJI¥ 3HAKOBBIMU [IJIs1 YKa3aHHOI'0 MCTOPUYECKOI'0 Nepuosa. ABTOPHI IIeCeH — II0-
IMyJsipHbIE U JII06MMBbIe epeBaHllaMyu PybeH AxBepZsiH, dayapn 3opuksiH, Kpuct MaHapsiH
u ®opul. B cTaTbe NpoBeZEH aHa/IM3 KOMIO3UIIMOHHBIX Y CTUJIMCTUYECKUX OCOOEHHOCTEN
TIeCEH, a TaKXXe U3y4YeHbI CII0CO6bI pedyieKCcuM KakK aBTOPOB, TaK U CIIYIIATEIbCKOM ayau-
TOpPUM. BBISBJIEHBI CBSI3YM aBTOPCKMX IleceH O EpeBaHe C OCOOEHHOCTSIMM apMSIHCKOM
JIMHTBOKYJIBTYPbI U TOPOZCKOTO QOIbKIOpA.

C xoHIIa XX BeKa aBTOpCKas MecHs1 B Poccuy He pa3 CTaHOBUJIACh OO'BEKTOM IIpHU-
CTaJIbHOTO BHMMAaHMSA YUYEHBIX. B ApMeHUM >Ke aBTOpPCKas IeCHS, Ha Halll B3rJIdaL, U3y-
YyeHa He CII0JIHA, XOTSI OHAa JOCTOMHAa BHMMaHUs MY3bIKOBeJ0OB, PMII0JIOTOB, KYJIbTYPOJIO-
r'OB U IIPOYUX CIIELIMAJIUCTOB.

Bapabl

[leceHHOEe TBOPYECTBO, IOXKAJIYM, KaK HUKAKOM APYTroM BUJ MCKYCCTBA, SIBJISIETCS
MHAMKATOPOM O6I1lleCTBEHHBIX IepeMeH U OTpakaeT M3MeHeHMUs B obpa3e )XU3HU, MO/JIE,
TEXHOJIOTUSIX U APYTUX acneKTax KyJbTypbl. OCcoOyI0 pOJib AJisi OCMBICJIEHUSI TIECHMU,
B KOTOPOM CONPSI)KEeHBbI YyBCTBEHHOE M MHTEJIJIEKTyaJIbHOE MOCTUXXEHME MUpa, UTParoT
aBTOPCKME IEeCHU. B HUX HPOUCXOAUT TpaHchopmalusi TEKCTA B OCOOBIN TeHepaTop
cMbICIOB (JIoTMaH, 2010, c. 66-67; BapT, 1994, c. 81-93; BaxTuH, 1975, C. 104).

Bo BTOpPOI1 MOJIOBMHE XX B. CTaJIM pa3BUBAThCSI HOBbIE HAIIPABJIEHUSI B UCKYCCTBeE,
MMOJIYYMBIIME Ha3BaHMeE «aBTOPCKUX», CPeZiM HUX aBTOPCKAs ITeCHsI, B KOTOPOM MPOsIBJIe-
HMEe aBTOPCKOT'O CO3HaHUS puobpeTaeT 0cob60 3HaYUMMY0 poyb (KOHOBa, 2013a, . 8; Ko-
HOBa, 2013b, c. 138-143). 1oz, aBTOPCKOM MOApa3yMeBaeTcsl >XKaHp IEeCHU, CJI0OBa U MY-
3bIKa KOTOPOM NMPUHAAJIEXAT OTHOMY MJIM HECKOJbKUM aBTOPaM, UCIIOJIHSIIOTCS TPEUMY-
LIECTBEHHO IOJ, TUTapHbIM aKKOMIIAaHEMEHT, HECYT OCOO6YI0 CMBICJIOBYIO Harpy3kKy U siB-
JISSFOTCS HETIOCPeACTBEHHOM COCTABHOM 4YacTbhi0 6apAoOBCKOM CybKyIbTYyphl (Ky3bMMHA,
2010, C. 3). BeIZ1atoIMiACs COBETCKUM U POCCUNCKUM TTO3T U 6app Bynat OkyaykaBa roBo-
PWJI, UTO B €r0 MIOHMMaHUU aBTOPCKAs IMMEeCHSI — 3TO «IT03THI, MOIOIME CBOU CTUXU», POXK-
IEHHbIe BpeMeHEeM «XPYIIEBCKOM OTTeNeJau» M HaZleXXJaMMu Ha OOHOBJIeHMe 06lecTBa
(Cyxapes, 2000; OkyayxaBa, 1989, c. 3-4).

[lepuof, XpyLIEBCKOM OTTEINeNM — OAUH M3 3TAloB NepepopMaTUPOBAHUSI COBET-
CKOM KyJbTYPHI. [I0CjIe 10JIToro nepmnojia MHOXXECTBEHHBIX OTPaHMYEHU M TTOSIBUJIaCh BO3-
MO>XHOCTb CBOOOJHOrO CaMOBBIPaXXEHMSI, UYTO CIIPOBOLIMPOBAJIO POXKJEHME aBTOPCKOM
TeCHM, MOSIBUBIIIENCSI B CTyZleHYeCcKoM ayautopuu (Bopoxgait, 2012).

HenmpeMeHHOe yCJIOBME aBTOPCKOM MecHU — HepopMasIbHOCTh ITeppopMaHca U caMoTo
ucrnosHeHus (CTepHUH, 2002). VICIOJIHUTENb CO34,aET COOCTBEHHBIE TEKCTHI U MY3bIKY, ITPU-
BHOCSI CBOM XY/ 0XXE€CTBEHHBIM CTUJIb M MHAUBUAYAJIBbHOCTb. [I03TOMYy B aBTOPCKOM IIeCHe
yallle MOXXHO YC/IBIIIATh HEe «MbI», a «sI». KpoMme TOro, aBTOpcKasi IeCHsI M03BOJISIET MUCIIOJI-
HUTEJII0 3KCIIEPUMEHTUPOBATh C PA3JIMYHBIMU MY3bIKAQJIBHBIMU JXaHpaMu — OT QoJIKa U
poka o 6;1103a. ABTOp IOCTOSIHHO 6aJIaHCUPYET, MbITAsICh YZep>XaTh paBHOBECUE MEXY
MY3bIKOM, UCIIOJIHEHMEM U MMO3TUUYECKUM TeKCcToM (Jpkarasaos, 2009, €. 210).

ABTOpCKasl IeCHS MOBJIMSIJIA M HA TBOPUYECTBO MHOTMX NMPodeCcCUOHATbHBIX KOMIIO-
3UTOpPOB, KOTOpble B 70-80-e CTajJM CO3[4aBaThb HApPOYUTO NPOCTble IMPOU3BEAEHUS,
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6J1M3KMe IO HaCTPOEHMIO K aBTOPCKMM NecHsAM. HaumHas ¢ 60-x rr. XX Beka, aBTOpcKasi
TecHsI B ApMEHUM CTajla OLHOM U3 BOCTPebOBaHHBIX POPM IECeHHOM KYJIbTypbl, CBOETO
poZia COLMOKYJIBTYPHBIM (peHOMeHOM M (GOpMOM BHYTPUKYJIbTYPHOM KOMMYHMKAIIUU.
MeJsioausi B apMSIHCKOM aBTOPCKOM IecHe, 6yAy4M KyJIbTYPHBIM TE€KCTOM CO CBOMMM
criocobaMu mepefauy M MHTepIIpeTaluy, sIBJISIeTCs BbIpakKeHMEM [BMIXKEHUSI MBICIIU
(KoHoBa, 2013b, c. 139).

ApMSsIHCKasi aBTOpPCKasi IeCHSI B HEKOTOPOM pOZie OTJIMYAeTCs OT aBTOPCKOM IeCHU
B Poccun. 3a pefKMMM UCKJIIOUEHUSIMM, POCCUMCKME aBTOPHI eI CBOM ITIeCHY Ha CTOSIH-
Kax reoJIOTMYECKMX IKCIEeAUIIMI, BO BpeMs JaJIbHUX IJIaBaHUM, HA apKTUUYECKUX 3MMOB-
KaxX WIN y KOCTpa B TYPUCTUUYECKUX ITOXOAaX. Y3HABaeMOy 4epTOM apMsHCKMX aBTOPCKUX
TeceH 6bLyIa UX TeCHasl CBSI3b C TOPOJIOM — OHM Yallle BCero MCIOJIHSIJIUCDH B TOPO/ie U 6bLIN
IIOCBAILLEHBI TOpOAy. AzpecoBaHHble EpeBaHy cioBa ®opma: «£n dwuht Eu pd pnnp
tpgtpp» («O Tebe Bce MOM MECHM») CIIPaBeZJIMBBI IO OTHOIIEHMIO KO MHOTMM apMSTHCKUM
aBTOPCKMM IlecHSIM. ['OpoJi — ryIaBHBIN I'epoil, caMasi 60bliast JJI060Bb apMSIHCKMX aBTO-
POB: C HEro BCE HAaUMHAETCS M MM 3aKaHUMBaeTCs 4yeloBeueckoe 6bpITHe. VI3HauaJIbHO ap-
MsIHCKMe 6apZIoBCKMe IeCHU MCIIOJHSIJIMCh 3a CTOJIOM, a 3aTeM BBILLIM Ha ClleHy. TeKCT
TIeCHY apMSIHCKUX 6apZloB «)KMBET» He B 06/1aCTU IIECHY, & 3aHMMAaeT HUIIY COBPEMEeHHOT'0
06111eHM S, CTAaHOBSICh POPMOM ITOBCEJHEBHOIO iMajiora — 3By4alllMM SI3bIKOM 3II0XU.

Py6eH AXBepAsiH

3aunHaTe b apMSHCKOT0 6apZ0BCKOr0 UCKycCTBa PybeH AXBepZisiH — OUeHb ropofi-
CKOM MCIOJHUTEJIb KaK I10 IPOUCXO0XKIEHMIO, TaK U 110 AyxXy. Poauncs B ceMbe M3BECTHOTO
SI3bIKOBeZla M TeaTpoBeZa akazeMuka JleBoHa AxBepasiHa u ¢uyosora COHbI AIOHII.
Yunscs B My3bIKaJIbHOM IIKOJIe M. ClIeHZMapoBa, 3aKOHUYMJI Xy/I0)XXeCTBEHHO-TeaTpalb-
HBIM MHCTUTYT, IPaKTUKy Npoxoaus B TeaTpe caTupbl y Mapka 3axapoBa. [Iocie OKOH-
YyaHMsI paboTasl Ha LEHTPaJIbHOM TeJIeBUAEHUM APMEHUH, ¢ 1989 T'. MO3UIMOHUPYET cebst
KaK CBOOOZIHBIN XY/J0XXHUK.

B camMo IOMyJIIpHOM M JIO6MMOM epeBaHIlaMM ITeCHe AXBepZsiHa IOETCSI O TOM,
4YTO KTO-TO, HEKOTZla MOKMHYBIINM EpeBaH, BAPYTr B HOUM IIOCTy4YaJ B BEPD:

...Bxo0du, 8xodu, HY Ye20 0CMaHOBU/ICA,
Kakas npoxnadHasi HOub,

KMO-mMo 8CNOMHU/ MEHS,

OH HanomHua o 3abblmom

On mos1 Hadexc0a, MOsL Yy8epeHHOCMb,
OH — Mmoll ceem 8 MEMHYI0 HOUb...
Omo mom, kmo npuwén,

Umob6bl UBMEHUMb MO HCU3Hb,

Ho yice no30HO, 8C€ 8 myMmaHe,

JI10608b 6blL1a HeXcHa 8 HOYU.

3axodu, 3axodu,

Ymo 3acmbla ¢ 2aynoil yawvlbkoll Ha auue?

Jemka, smo EpegaH, 30ecb mbtL doma,

30ecb mebs no-npexcHemy #oym 6 HOuU.

30ecb nubo nrbam, aubo bpaHam,

Koe20a xomam HanomMHumMb 0 MoM, Ymo ycnesno no3abblmbCsl.

I'. C. Mape2apsH EpeBaH B My3bIKaJIbHO-CJIOBECHOM TEKCTe



Urbis et Orbis. 2026. 6 (1)

30ecb meos yauua — WKoAa HU3HU,
I'de meba nomHam, 30ecb mbl He 3ab6blim.

«3T1o0 EpeBaH...» (1995, Uu Gplwl L...)*

B sToi necHe AxBepasiHa EpeBaH mpezcTaéT BepHBIM, JOBEPEeHHBIM ApyromMm. Ero
ZIIBEPY OTKPBITHI Ilepe], IOKMHYBIUIMM POJHbIE IIeHAaThl CKUTaJIblleM. BIIyAHbBIN CTPaHHUK
TYLIyeTCsl, He pellasiCb BOMTU B IOM CTaporo Zipyra, HO TOT LUMPOKMUM >XECTOM IIpuUrjaa-
1maeT BOUTHU. B EpeBaHe cBOMX 6paHAT, HO MpoIaloT. OCTaéTcs IUIIb HEM3O6BIBHOE UYB-
CTBO Iropeuy 1o IMOTEePSIHHBIM I'oZjaM M YIYIIEHHbIM BO3MOXHOCTSIM.

B ¢aKTypHOM IIOCTPOEHMM IleCeH AXBepsiHa O4YeBUJHO UETKOe pas3rpaHUUYeHMe
GYHKIIMI rojioca ¥ CONMPOBOXAeHMs. I'0JI0C TTepesaéT CI0BECHO-II03TUUECKY0 MHpopMa-
L1110, TUTapa obecreynBaeT YMCTO FrapMOHMYECKUIM aKKOMIIAaHEMEHT, MMIIPOBU3aI[MOH-
HBIM II0 XapakTepy. I'MTapHBIM aKKOMIIAaHEMEHT [ OIIOJIHsSIeT M HachIljaeT BOKaJIbHYIO
MapTHIo, He o6aZiasi IpU 3TOM MHAMBUAYAIBHO-JIMYHOCTHBIM XapakTepoM (YJIbMacoB,
2017, c. 21). ITlecHa «3To EpeBaH» 3BYYUT B TPAAULIMOHHOM TPEXJ0JIBHOM COIIPOBOXZE-
HUY C BKpaIJIEHUSIMU T'yOHOM rapMOHMKM, KOTOPasi 3aMeHsIeT MapTUIO IeBlla IT0cje KaX-
ZlOT'0 KyIUIeTa.

Jpyras nomyJjsipHasi IeCHsI — O IIOTEPSIHHOM JII06BM, 0 6€CCOHHbIX HOUHBIX 6Ty XA a-
HUSAX I10 TPA3HOMY I'OPOAY M I'p€3ax O MPOIJIOM:

B EpegaHckoil Houu

Kamumcs 6ar00euko JIyHbl,

U 8 2opoda okpauHax

Cepebpo ocmasnsem csiedbl

Koz0da 2yasto 1 00uH,

IITa2u 8edym meHs ctoda

Bcmpeuato s 8 00HOM cady

Csou 8ocnomuHaHUS

B 6e300HHOM K0/100Ue MOoUuxX 80CNOMUHAHULL
Te0é 6e3yMHOe ompadiceHbe Nableém,

MHe 8 s3mom 3acopeHHOM 20pode He xgamaem OblxaHUsl,
M oceob0ixcOenbe 30ecb HUKMO He Halldém

A c80é npourioe ocmasun
B epesaHCKUX HOYaXx...

«B epeBaHckoy Houn» (Gplwuh ghobpubpnid)?

[TecHu AxBepAsiHA 3By4aT IPOH3UTEJILHO, BBI3bIBAsI HOCTAJIbI'MUECKEe BOCIIOMMHA-
HUS 10 ylIe[IIMM BpeMeHaM M o6MaHyTBIM HajaexzgaM. Ocobass 3aciyra AXBepAsiHa B
TOM, YTO OH cOpPMMPOBaJI CBOe0b6pa3HbIN Ki1yb robuTeseit 6apA0BCKOM TECHU, B OCHOBE
06IIIeHM ST KOTOPBIX JIEXKAJIO TOHUMMaHMe KoZa 6ap/L0BCKOI MeCHU KaK CI1oco6a BKIIIOUEH-
HOCTU B IIPOCTPAHCTBO 0CO60M 3K3UCTEHLIUMN.

! https://www.youtube.com/watch?v=yccIlzOgehnE
2 https://www.youtube.com/watch?v=2QaMS2dF9UE

Gayane Margaryan Yerevan in the musical-verbal text
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Aayapa, 30pUKAIH

HecMOTps Ha NOAUEPKHYTO ITaTPUOTUUECKOE CofleprKaHMe IIeceH, TUIIMYHBIM COBET-
CKMM 6apZioM — II0 pUTMMKE, MaHepe UCIIOJIHEHUS U pedieKcum — 6B U OCTaéTcs dAy-
app, 3opuksH (Enniwupn @nphljjut). OH yumics Ha reodake EpeBaHCKOTO IrOCyiapCTBEH-
HOTO YHMBepCUTeTa, IPUHMUMaJI ydacTHe B reosioro-reoPpmsmuyeckux sKCIemuuusx, mna-
paJIyIeJIbHO 3aHMMaJICS JIIOOUTEIbCKMM UCIIOJIHEHMEM, 3aTeM ITOJTHOCThIO ITePeKII0UMNIICS
Ha TBOPYECKYI0 paboTy B TeaTpax, Ha TeJeBUJEHUM U paZyuo. 30PUKSH SIBJISIETCS aBTO-
poM 60Jiee 300 eCeH U CTUXOB.

CTep>XHeBOM Ueell TBOpUYeCcTBa 30pUKSIHa SIBJSIETCSI CBOEro poja obua Ha Heclpa-
BEeJIJIMBOCTb MMpa — XapaKTepHasi 0CO6€HHOCTb 6ap/A0BCKOM ITeCHU B 1jeJIoM. COBeTCKUM
6apZOBCKUM CTUJIb, BHYTPEHHUM HACTPOM KOTOPOT'O MOXXHO OXapaKTepu3OoBaTh KaK MC-
IIOJIHEHME «Ha I'0JIOM HepBe», SIBJISIETCSI OTIMYUTEJIbHOM YePTOM MCIIOJIHEHM ST 30pUKSIHA.
Ero ayauTopusi — epeBaHCKasi «COBKOBasi» MHTEJUIUTEHIIMSI, HOCTAJIbIMPYyIoliasi 0 «CTa-
PBIM BpeMeHaM» U IpexxHeMy EpeBaHy:

Moti 20po0d, mos kpenocme,

KameHHas Konblbenb Moux ompoyeckux 60CNOMuUHaHULL.
Tpenewyuiasa UCmMoOpuUs C KAUHONUCHbLM NPOULIbLM,

PykomeopHblil, 8blceveHHblll U3 mygpa my3eil no0 OMKpbLMbIM He6oM,
Zlns mens 0om u kpoens, 049 4yrcakog — 20CmuHuya.

C HenpoHUUuaemoll HaKUJKOlUL 3e/1EHblX cados.

SIpkue anneu, c108HO 6a1a20yxaHHblE UBEMHUKLU,

Haoéxcroe ykpovlmue 81106/1EHHbIX hap,

Zlna meHs HadexcOa u 110608b, 049 MeHA KHuza kHue2,

PoodHas moa yauua, wko1a nod 0mkpbLMblM He6oM,

B mémHble U X0/100Hble 200bL HEKOMOPble NOKUHYALL Mebs,
Mpul ace ¢ moboil pazdeaunu auweHus U usobuaue,

MpblL eMecme nepedxcuau 6ce Hanacmdu,

OmmublHe emecme 6ydem cmapumaucs,

KameHHas konblbenb MOUX OMPOUecKUX 80CNOMUHAHULL.

«Mot1 ropo/;, MOsI KpernocTb» (2013)3

[lecHs1 6bLyIa HamMcaHa B TSDKEJbIE [JisT ApMEeHUM BpeMeHa IepBOM KapabaxcKou
BOMHBI U 6JI0Ka/ibl, KOT/Ja MHOTYME epeBaHIlbl MIOKMHYJIU POSHON ropof. B Hel MOETcs o
TOM, KaK aBTOp CKy4aeT 1o EpeBaHy — ropofly OTpoYeCKMX BOCIIOMMHAHUM, KaMEeHHOMI
KpeInocTy, POAHOMY AOMY /ISl CBOMX M TOCTMHUILE [JIs1 Yy>KAaKOB, LIKOJIE I10J, OTKPBITHIM
HeboM. C HUM aBTOpP I'OTOB pas3/ie/IUTh JOCTATOK U JIULIEHUS], C HUM — COCTApPUThCSI.

Mesioausi KymjieTa M IpuIeBa sICHbI U 6e3BbICKYCHBI. /Iuana3oH MecHU HebOoIbIIoN —
JIErKoe Kpy>XeHMe BajibCa C TUTAPHBIM aKKOMIIaHEMeHTOM. Pa3BuUTue MeIoAUU HOCUT
CKOpee TOPM3OHTAJIbHBIN, HEXeJIU BepTUKaJIbHBIM XapakTep. OAHOM M3 0COOEHHOCTEN
MeJIOAUM CTaJIM IIOBTOPSIIOLIYIECS] 3BYKM C FTapMOHMYECKH MO lepXKMBaIOLIMMM UX HEHa-
30MJIMBBIMM aKKOPJOBBIMM IIOC/I€[0BATEJIbHOCTSIMM. My3blKa IIpUIIEBA OTJIMYAETCS
60JIbIIMM IIOCTYIIaTeJIbHBIM JIBM)XXE€HMEM, Pa3BMUBasiCh TO B BOCXO/SIIEM, TO B HUCXO/SI-
LIleM HallpaBjieHuu, 6s1arogapsi 4eMy BO3HMKAIOT BOJTHOOOpa3Hble Nepenajbl, obecreun-
Balolllyie CIIOKOJHOe IIJITaHOMepHOe KOMIIO3UIIMIOHHOE pa3BUTHeE.

3 https://www.youtube.com/watch?v=6NLoqusOrfE
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dopiu

[Toxxasnyil, HM y Koro u3 6apZioB epeBaHCKasl TeMa He 3BYUMT TaK TPOTaTeJbHO U
JIUPUYHO, HEe IPOHMKHYTA TaKOM MSTKOM, 06BOJIaKMBaIOIIell HOCTaJIbruel, Kak y BaaHa
F'esoprsiHa (dQwhwt Glunpqyuu), 6oabuie nspecTHoro kak dopiui. Ero ceeTibie U XXU3He-
JIt06MBBIe TIECHM TPOHUKHYTHI BepOJi B 3aBTPALIHUI IeHb, UTO cpeAu 6apZ0BCKUX I1E€BIIOB
caMo 110 cebe siBJIeHMEe He JacToe.

dopil 3aKOHUYMJI CIIeLaIM3UPOBAHHYI0 MY3bIKQJIbHYIO LIKOJY MM. YallKOBCKOTO I10
KJIaCCy CKPMIIKM, TIOCJIe Yero MpoAo/DKMuI obydyeHne B KOHcepBaTopuyu M. Komuraca, 4To
CKa3bIBaeTCsl Ha ero TBOPUYEeCTBe, OT/IMYaoleMcsl IpodpecCMOHaIM3MOM U CTUJIEBBIM pas-
Hoob6pasyueM. B 1995 rozy oH co3faj cO6CTBEHHBIN 63H7, «Pe MMHOP», B 2008 rogy — To-
BapulecTBO «DOpII U Zpy3bsi», OpraHM30BaBllIee MeXIYHapoaHbIM decTuBaib «My3bI-
KaHTBI BO UMs Mupa». dopir cBO60HO BiaZieeT Pa3HbIMM MY3BbIKJIbHBIMM MHCTPyYMEH-
TaMM: CTPYHHBIMM (CKPUIIKA, TUTapa), KJIaBUIIHBIMU (POsijib), TYyOHOM rapMOHUKOM. By-
Zlydy 4eJ0BEeKOM HOBOM popMalluy, OH yMeJIO IPMMeHsIeT COBpeMeHHble TeXHOJIOTUH, CO-
yeTasi BepbasibHble, My3bIKaJIbHbIE ¥ BU3yasIbHble CIIOCOOBI BO3/IEMCTBUSI Ha ayAUTOPUIO.

B oTsinune oT 60/bIIMHCTBA 6APZIOBCKUX II€CeH, I'Zie My3bIKaJIbHBIM TEKCT CIYXUT
JIMIIB TTOZIIEPXKKOM JIUTepaTypPHOMY HappaTUBY, B IlecHsIX PopIiiia My3bIKaJIbHbIN TEKCT —
PaBHOINIPAaBHBIM YYaCTHUK Happaluu.

DOmo sauwl 20210¢, a 3Mo e20 3x0,
Omo sawa dywa, umo becugemHas odexcoa,

Omo moil dpyz Autom I'egop2siH,

5mo e2o cobaka, komopasi Hukoz20a He naem,
Tak U #ueém 8 11bumMom Halllem 20pode.
Smo mpoanetibyc, 3mo aesmobyc.

Bom Pyb6eH AxgepOsH,
OH Haw macmep-HacmasHux,

Smo JlesoH ManxacsiH,
OueHb NOpAdoUHbLL Uenoeek 8 Hallem 2opode.

Smo apmucm Cepezell JJaHUeNSH,

Smo ApmeH DnbaksiH,

Smo Bu2eH co C80UM 2Y/AKUM 20/10COM,
INycmb npocmam meHs 86ce me napHu,
Ybux umMéEH 1 He Ha3ean,

Takoe Haw 20p00, makos8 Haul meamp.

«Tak ¥ XuBéMm...» (Zkug wyjuyhu b wypnid Lup)*

XapakTepHOM 4YepTOM 3TON MEeCHU SIBJISIETCSI CBOeOOpa3HbI aKMEUCTCKUM AUCKYPC.
[T0O3TUYECKUI TEKCT SIBJISIET CO60M IKJIEKTUYHOE IepeurcieHne J/el 1 Belllen, acColM-
upyembix ¢ EpeBaHOM, — Cy6'beKTMBHOE [0 IIpefesa. VM3 3Toro Kaxyuerocsi 6eccucrem-
HBIM KaTaJlora CKJIa/iblBaeTcs LieJibHasi KapTVHa ropo/ia, MMeIOIero CBOil HEeIIOBTOPUMBIH,
sipkuit 06;1MK. EpeBaH B kapTuHe Mupa dopiia — 3TO OAMH 60JIbLION HECKYUYHBIN JI0M, T/ie

4 https://www.youtube.com/watch?v=PwovqckD340
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“ I'. C. Mape2apsH EpeBaH B My3bIKaJIbHO-CJIOBECHOM TEKCTe

KaXXbIJ 3HAET Apyr Apyra. EpeBaH ZelCTBUTENIBHO MOX0XK Ha TeaTp, HEOOJIbIION TeaTp,
OTKyZla HE TOPOIISITCSI YXOAUTD JaXKe MOoCJie TOro, KaK 3aHaBeC OIyCTUJICS.

B KakKOM-TO cMbIcie necHs1 dopllla 0 epeBaHIjax HallOMMHAET CKaJbAUUeCKYyIO XBa-
JiebHYyI0 MeCHb — Jpalny, a Tak)Xe rpedyeckue parcoauydecKkyue oAbl JPEeBHUM reposiM, B
KOTOPBIX IEepeUuMnCIsiioTCS CJIaBHbIe MY>XXMU, [OCTOMHBIe BocneBaHusl (I'ypeBuu & MarTio-
mMHa, 1999; CamapuH, 1984, c. 486-490; Crebann-KameHcknii, 1984). Takasi mosaTuue-
ckasi popma npugaéT necHe MMUPO-3NMMUUECKUIM AUCKYPC: 3HAKOMBIE JIIOAY U ITOBCEHEB-
HbIe IIpeAMeThl BAPYT 06peTaloT aNuYecKoe BeJndye U 3HauMMOCTb.

KOMITO3UIIMOHHO MEeCHSI CTPOUTCS U pa3BUBaeTcs 6jarozapsi CEKBEHTHOMY JBUKe-
HUIO. SIIPOM CeKBEHIMMU SIBJISIETCSI IPOCTOM, HEIIPUTSI3aTeIbHbIM HUCIIAAAI0I I MOTUB.
Bocxoasamiuii XpoMaTUYeCKU MOZYJISLIMOHHBIN 1LIar CTAaHOBUTCS AVMHAMMU3UPYIOUIUM
CpeZCcTBOM, b1arofgaps 4eMy HEM3MEHHBIN MOTUB KaXXbI! pa3, IOBTOPSISICh HA MHOM BhI-
COTe ¥ B MHOM TOHAJIbHOCTHU, IIpMobpeTaeT HOBble CMBICJIOBblE 3HAaUEHUSI. B MHCTpyMeH-
TaJIbHOM CONIPOBOXIEHUM KaXKbIM U3 MHCTPYMEHTOB OTJIMYAETCsI OTHOCUTEIbHOM CaMO-
CTOSITEJIBHOCTBIO U3JIOXKeHUs. [IapTusl KJIaBUIIHUKA OTJIMYAETCS BUPTYO3HOCTBIO U SIp-
KOM KOHILIepTHOCTBbIO. OCO6BINM 1LIapM NpUAAET 3BydaHMe T'yOHOM TrapMOLIKM, KOTOPOU
BUPTYO3HO BJIaZieeT caM DOpIi:

ITpubasb Kk KaMHI0 CONMHUA U HEMHONCEUKO N11068U,
Ioaywumcs Haw 20pod — Hawl EpesaH.

Cmapuk c 006pblm AULU,0M, MOl ManeHbKuil 20po0,
I'de 09 meHA poOHble Kaxc0aa yauya u kaxcowlil 080p.
EpesaH — amo He dom U 30aHusl,

EpesaH — 3mo mul,

UckpenHe nrobums EpesaH — 5mo HenucaHblil 3aK0OH.
Y kaxcdozo 2opoda 8 mupe ecms cmydauiee cepdue,

Y EpesaHa, kpome cepdua, ecmsb u dyuua.

«EpeBaH — 3T0 MbI» (Gplwp Ukup Eup, 2014;
Mmy3bika Kpucta MaHapsiHa, cj1ioBa ABeTa BapcersiHa)®

OTa necHsi — cBoeobpa3Hasi ofia rOpoZy, ITOCTPOEHHasl 110 IPMHIIUITY IIPOCOTIeU — OJIN-
ueTBopeHys. OfHaKO OJIMIeTBOPEHME 3/1eCh CBOe0bpa3Hoe, He MeTadpopuyecKkoe, a HeIoCpe/i-
CTBEHHOE€, IpeaMeTHoe. EpeBaH — 3TO He CTPOEHMS U He yaulibl, EpeBaH — 3TO epeBaHIibI.
TakuM 06pa3oM, TOpoZ, He IIPOCTO OJIMLIETBOPSIETCsI, HO U oayuieBsieTcsi. Kak Bce necHu Kpu-
cta MaHapsiHa 1 ©opliia, 3Ta IIeCHS [10JIHa OIITMMM3Ma U BEPbl B HOBbIE BO3MOXXHOCTMU.

I'de Haw nomepsiHHbLIL 20p00, YAblOKU, M2HOBEHbA ?

I'de Hawu 6ecuucneHHble 0pYy3ba? B KaKuX OHU Kpasx?

I'de uckame Hawu wepbamele mpomyapbl, Haul 080p, HaWU Kpbluu?
I'de 3Hakomble cobaku, doma, HOPbL?

I'de npexcHue ceudaHku? I'de 6cé amo? Kmo eepHém 6cé o6pamHo?
I'de napHu u3 Hawezo dgopa? I'0e ux cmuxuiiHoe 6Yyiicmeo?

IITy pamnapyméa! Iy pamnapymoéa!

«I'me 6bLIbIe HAIIY JEHbKU?» (ﬂDLp Ludtp whgwd optpp...)®

5 https://www.youtube.com/watch?v=UAWFEBjVEYY
6 https://www.youtube.com/watch?v=UmXvFKPgFBo
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[Toxanyil, eqMHCTBEHHAsI HOCTaJIbIMUYeCcKasi ¥, B KAKOM-TO CMbICJIe, TIECCUMUCTUYE-
ckasi necHs1 doplila, IOCTPOeHHasl Ha JIeKaZleHTCKO pUTOpPUKe. ApXeTUIIMUecKasli TOoCKa
1o npe>xHeMmy EpeBaHy, ropoiy BpeMEH MOJIOAOCTU, CKBO3HOM JIMHUEN IIPOXOAUT Uepe3
Bepb6asIbHBIM U MY3bIKQJIbHBIM TeKCTbl. OCHOBHOM UJeel NeCHU SIBJISIeTCS MeJJIEHHOe
0CO3HaHMe Hen36eXXHOM U HeobpaTuMoi1 AeBoaonunu. OHAKO aBTOP He BIIaZlaeT B 6pro3-
>KaHMe — eMy yAaéTcsl BOCIIPOM3BECTH 3CTETUKY Pa3JIOXKEHMUs], KpacoTy yMupaHus. IlecHs
HallMCcaHa B 3CTETUKE PETPO, UM JIOy-Paii, HATOMUHAKIIEN O TEXHUYECKOM OTPaHUYEeH-
HOCTY NPOLUIBIX AecATuaeTui. Kak u B «Tak M XXUBEM...», 37IeCh IIPOCTIEKMBAIOTCS aK-
MeUCTUUYEeCKMe TeHAeHIMU K IPeIMeTHOCTU 06pa30B:

K 6eckoHeuHOMY WYyMY Yauy,
IIpumewas ceolil becneuHblil caucm,
MOy HecnewiHo, 6e3 uenu,

S nro6aro ceoll dpesHull 20po0d,

S 1106110 €801L NbLAKULL 20p00,
Koz0a nepsabvle 38€30bL cusatom.

Cnadkuil apomam axkayuu
Pasznuncsa 6 3Hakomom 0sope,
A uenyro Hu3Hb 30eCb NPoXHCUN,

ZleHb cmaHo8UMCs HOUblo,
3adxcuzaromces uygemHbule 02HU,
Kage 308ém 6 ceou o6sssmus,
Cs0y u 6ydy ecnomuHamy,
Koge moil ocmblHem,

Bydy aucmams KHU2Y namsamu.
Smom 20pod — moii dom,

CKO0/1b HO8bLIl, CMoab U OpesHLLL,
T'opod socnomuHaHuil — EpegaH.

«IIporyaka 1o EpeBany» (Qpnuwip Gphwuny)”

dopiir co3aéT 06pa3 EpeBaHa KaK >XMBOT'O IPOCTPAHCTBA ITaMSITH, T/le KaXX/ bl yro-
JIOK XPaHUT JIMUHYIO UCTOPUIO. JIOBEpUTETIbHBIN TOH €ro neceH, 60raTcTBO pUTMUUECKON
MyJbCalMy, HeO6OJIbIION BOKAJIbHBIN AMANa30H, MOAUYEPKHYTO «CIIOKOMHBIN» 06pa3HO-
3MOLIMOHAJIbHBIN U BMECTe C TEM U3bICKAHHBIM MHTOHALMOHHBIN CTPOM OKa3aJIUCh CUJIb-
HEMIIIUM CPeJICTBOM BO3JENCTBUSA HA CiyliaTtesas. Cayiiast mecHu ®dopiiia, HEBOJIbHO BO3-
HUKAIOT accoLMallMM C )KaHPOM 60cca-HOBa, CJIOXXMBIUIMMCS B KOHILIe 1950-X T'O/I0B U IO
cell JieHb OCTAIOIIMMCSI OJHMM M3 BOCTPeOGOBAHHBIX B JIATMHOAMEPUKAHCKOM JKase
(HaropHoBa, 2015, C. 79). 3a KaXyllelcs IPOCTOTOM MY3bIKaJbHBIX U ITIO3TUUYECKUX TEK-
CTOB CKPBIBAETCSI EMKOCTh ¥ KOHIIEHTPUPOBAHHOCTb 06pa30B, coZiep KallluX B cebe MHO-
>KeCTBO B3aMMOCBSI3aHHBIX CMbICJIOB. VICTIOJTHUTEJIbCKAsI CAEPYXKaHHO-CIIOKOMHAasI MaHepa
dopiia cXoLHA C MaHEPO KyJI-/I)Ka3a, KOTOPOMY CBOMCTBEHHA aHTUKOHTPACTHOCTD U OT-
CYTCTBME MaKCUMaJIbHOM M MMHUMaJIbHOM 3mouuu (Campos, 1974, c. 18).

7 https://www.youtube.com/watch?v=H1l-bxLAyoQ
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3aKjJIIouYeHue

17151 TOHVMMaHUsI UCTOPUU TTOBCELHEBHOCTHU U KYJIbTYPHOTO GOHA CTPAHbI U3yYEHUE
Bep6aJIbHBIX M MY3bIKQJIbHBIX IIECEHHBIX TEKCTOB MMeeT 60JIbliloe 3HaueHue. [IecHU pea-
TUPYIOT Ha COLMaJbHble CABUTY U KJIIOUEBbIE MCTOPUUYECKME COOBITUSI, OTpaXKash He
TOJIBKO TOBCEIHEBHOCTb, HO M 3MOLIMOHAJIbHbIE U 3CTETUUYECKME aCMEeKThl KYJIbTYPHI.
VX aHaJIM3 pacKpbIBaeT HACTPOEHMSI, IIEHHOCTU M BKYChI JIIO/Iel B ONpe/esIEHHBIN UCTO-
pPUUYECKUI IepUOZ,.

ApMSAHCKME aBTOPCKMeE ITeCHM KOHIa XX — Havasia XXI BEKOB allOJIMTUYHBI U auCTO-
PUYHBI: B HUX EpeBaH >XUBET CErOfHSIUIHUM IOHEM, IOTPY)XEH B COBPEMEHHBIE IIPO-
61eMbl, HE IPUKPBIBAETCSI CJIABHBIM MPOLLIBIM. APDMSIHCKME aBTOPbI IEPCOHUPUIIUPYIOT
EpeBaH: B UX MMECHSX rOPOJ MMPeACTAaET XUBBIM, AbIIIAIMM, POJHBIM, O6PBIM, BEJIMKUM
U mpoianiM. EpeBaH BpacTaeT B KPOBb U IJIOTh, ET'0 HEBO3MOXXHO 3a6BbITh — BCe JI0-
poru u3 EpeBaHa BenyT B EpeBaH. ATMochepa B HEM ocobasi, TO3ITOMY TOpoJ, POXKIaeT
0COOBIX JIIO/IEeM: MMEHHO JIIOZ M, a He CTeHbI, eCTb NOAJIMHHBIN EpeBaH. Be3 nwozei, 6e3 ux
JIFO6BU TOopoJi He 6bLJ1 6bI TAKUM, KAKMM OH CTaJl.
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ABSTRACT

The formation and development of jazz in Yerevan were directly shaped
by Soviet cultural policy and its ideological constraints, generating a set
of adaptive mechanisms that governed the evolution of urban jazz cul-
ture. These mechanisms, continuously reconfigured under shifting po-
litical conditions, constituted a flexible cultural toolkit for negotiating
restrictions and prohibitions. One of the central strategies for circum-
venting official control was the emergence of diverse jazz environments
embedded within the urban fabric of the city, operating across a spec-
trum of institutional, semi-institutional, and informal spaces - state-
supported concert venues, public entertainment sites such as parks and
cinema foyers, and marginalized underground settings including private
apartments, workshops, and university basements. The article concep-
tualizes Yerevan as a multilayered urban organism in which jazz func-
tions simultaneously as a cultural practice, a symbolic system, and
a spatial organizing principle. It argues that jazz environments contrib-
uted to the formation of a “three-storied” urban structure consisting of
official (frontal), underground, and - following independence - elite di-
mensions, each corresponding to specific socio-political and cultural
configurations. Within this framework, jazz is interpreted not merely as
a musical genre but as a mechanism of spatial production and social
differentiation. Drawing on theories of social mapping, urban semiotics,
and the interaction between sound and space, the study examines how
musical practices shaped, and were shaped by, the ideological and spa-
tial organization of the city across the Soviet and post-Soviet periods.
Methodologically, the research combines historical analysis, cultural in-
terpretation, and spatial theory, drawing on primary sources, including
archival materials and firsthand testimonies from jazz musicians and
participants, as well as secondary literature. The findings demonstrate
that jazz in Yerevan functioned as a mediating force between ideology,
space, and identity, producing alternative cultural geographies that ex-
tended well beyond the Soviet period and continued to influence post-
independence urban transformations and cultural hierarchies within
the city.
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Introduction

An urban area is a constantly developing, rhythmic, and absorbing organism that
can expose both historical and current layers. These layers are shaped by the interaction
of various social groups’ interests, youth subcultures, and the urban environment.

Each city dweller possesses some fundamental resources borrowed from the city and
from imaginary “other cities” formed from those resources, that is, cities within the city.
This phenomenon is theoretically defined as social mapping. According to Lynch, a mental
map is an association map of an individual or a social group (Lynch, 1960, p. 9-12). Men-
tal maps are created through memories in the form of symbols of squares, parks, signifi-
cant streets, and other cultural landmarks (Vermishyan et al., 2015, p. 63). As a conse-
quence, an abstract, non-limited environment is shaped in which the above-mentioned
individual or social group exists, facilitating their orientation and activity in the real city.

Sound, or music, and space are included in certain relationships, in addition to the in-
teractions between an individual, a social group, and space. A sound is produced by the vi-
bration of elastic objects distributed in space: the source of the sound is localized at a de-
fined point and spreads into the surroundings. On the other hand, our space perception
depends on our ears and our interpretation of sounds (Belgiojoso, 2021, p. 93). In other
words, music can greatly impact the space and, in turn, be changed by its environment.

T. Adorno asserts that public opinion has a reverse influence on music and, if possi-
ble, alters it: the real role of music is mainly carried out by the dominant ideology
(Adorno, 1976, p. 138). Undoubtedly, Adorno’s approach is of Marxist nature, and it can-
not be applied to all directions in music.

Let us consider the spatial abstraction of Yerevan shaped as a result of music, soci-
ety, and mainstream ideology interactions — initially in the context of Soviet Armenia
and then that of independent Armenia — examining how music became the coordinator
of the urban space environment, influenced and was influenced by the process, and
shaped the outlines of further development. It will be illustrated through the example of
jazz as shaped by Yerevan’s urban cultural milieu. It is notable how the jazz abstraction
of the city, shaped by several social layers, began to shape the overall image of Yerevan,
leading to the outline of a three-storied jazz Yerevan.

Early Soviet era, new economic policy,
and the basics of Yerevan jazz culture (1921-1928)

The post-revolutionary and post-war period in Russia (1918-1921) posed serious
economic challenges for the newly emerging giant state, and to overcome them, the po-
litical elite resorted to partial compromises. Thus, in 1921 Moscow launched the New
Economic Policy (NEP) and offered concessions to foreign investors and capitalists (Fink,
2014, p. 12). Lenin’s precedent for NEP tolerance facilitated the smooth integration of
jazz into the Soviet system (Slobin, 1984, p. 54). Despite its very short life, the NEP also
sparked a wave of criticism against jazz, making it a symbol of bourgeois, low moral
values. Jazz was associated with the NEP, earning the notorious title “Music of the Nep-
men,” and was isolated from mainstream entertainment, confined to newly formed mar-
ginal salons and inns.

After the end of the NEP, when jazz had acquired the epithet “the music of the NEP-
men,” it needed to restore its reputation in order to serve Soviet ideology. For this reason,
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the process of “whitening” jazz began in the USSR. As early as 1926, the People’s Com-
missariat for Enlightenment (Narkompros) sent Russian musician Leopold Teplitsky on
a mission to the United States to study jazz so that it could be adapted for the USSR
(Fejertag, 2014, p. 23).

During those years, several major organizations were established in the Soviet Un-
ion to organize Soviet musical life. RAPM (Russian Association of Proletarian Musicians)
and ASM (Association for Contemporary Music) emerged, with the former being jazz and
modern Western music’s number one enemy. However, finding arguments against jazz
was one thing, but finding a musical direction equivalent to jazz as a replacement was an
entirely different matter, as jazz had gained immense popularity among the urban popu-
lation during the NEP years. The proponents of proletarian jazz found support for legal-
izing jazz in the Marxist articles by Michael Gold, a representative of the Communist Party
of the USA and editor of the Daily Worker, and Edward Charles Smith. They argued that
there could be “true” proletarian jazz that could promote class consciousness (Smith, 1933).

According to this logic, jazz in the Soviet system was divided into bourgeois jazz
(the music of the NEPmen) and “true” proletarian jazz (the music of the common working
class). This division created an ideological extremity between American and Soviet jazz,
leading to a hostile conflict. Russian Soviet musicologist Alexei Batashev also emphasized
the importance of the ideological and politicized concept of jazz through the music of
Duke Ellington, which played a significant role in shaping proletarian jazz during the Sta-
linist era, noting that the ideological concept of jazz as the music of ordinary Black people
was adopted by American communists of the 1920s, who in turn referred to Lenin.

In the 1930s, jazz interested the Soviet political elite purely from the perspective of
party propaganda. Soviet musicologists and proletarian jazz brilliantly utilized this ideo-
logical concept — aligned with socialist ideology — and became an essential part of the So-
vietisation of mass art, shaping Stalinist agitational “Red” jazz (Pereverzyev, 2020,
pp. 146-147). Of course, this artificial division applied to jazz is now subject to serious
criticism. However, it highlights the two main directions in jazz during the Soviet period:
mainstream (official) and underground. Thus, in the 1930s, the slogan “The Song is the
Komsomol’s Assistant” emerged and gained state-level significance. The creation of pro-
letarian, urban songs became a priority (Raku, 2009).

The outline of Yerevan in the Stalinist “Red” era:
frontal and underground jazz

The second half of the 1930s is marked by the completion of Soviet cultural policy,
whose ideological foundation was socialism, and whose governing mechanism was mass
appeal and national ideology. Cultural institutions became distinctive mechanisms func-
tioning for the state, and jazz became part of the agitational apparatus.

Yerevan also witnessed the second wave of repatriation in the 1930s, which led to
the resettlement of a diverse population. As a result, “maylas” (neighborhoods) and
“t’aghers” (districts) were formed, creating a social stratum with a unique value system
and clearly defined territorial boundaries.

The immigrants of the 1930s, who had come from Greece, Bulgaria, France, and
other countries, were called “the French” by the locals, just as the immigrants of
the 1920s were given the general label “the Poles” (immigrants from Constantinople).
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French Armenians were in particular demand: from a political standpoint, people arriving
from a developed capitalist country enhanced the USSR’s international reputation (Ste-
panyan, 2010, pp. 73-75).

This situation is vividly illustrated by a famous 1932 article in Khorhrdajin Arvest
magazine, which included a caricature depicting locals eavesdropping at the door to hear
the loud music the repatriates are listening to, and criticizing it (Khochik, 1932, p. 30).
Repatriates, some of whom were bearers of Western culture and values, resettled
in the city’s suburbs. Later, in the late 1940s, they became the foundation for the stilyagi
subculture, which is addressed below.

In Armenia, jazz skipped the NEP stage entirely and started directly from the Red
Era. The division of Yerevan’s urban jazz zones thus took place in a two-storied format —
frontal and underground — determined by authoritarian political ideology and the barri-
ers it imposed.

The forefront of urban jazz environment organization developed in two vectors:
large concert stages and state representation on the one hand, and local mass entertain-
ment on the other. The underground movement spread on a larger scale in the late 1940s,
during the Cold War, in contrast to the massive struggle against formalism and “those
who bow to the West” in 1948 (Artizov & Naumov, 1999, p. 175).

Unlike mainstream official jazz, Soviet underground jazz developed in marginalized
spaces — in the apartments of repatriates, studios, basements of universities and facto-
ries, and other deviant locations. Soviet Armenian jazz musician Armen Tutunjyan recalls
that he and his fellow jazz enthusiasts tried to gather information about repatriates and
meet them to visit their homes or studios to listen to jazz or learn more about it. As Tu-
tunjyan remembers, there were two ways to acquire American jazz records and maga-
zines: through immigrants themselves and their connections with friends and relatives
abroad, and through the so-called “black market” of hidden spaces that resold illegally
imported goods. This phenomenon was widespread not only in Soviet Armenia but
in nearly all republics of the USSR (A. Tutunjyan, personal communication, May 20,
2012). In Yerevan’s “black market,” located in the Silachi neighborhood, one could find
everything unavailable in stores. Immigrants sold their clothing and items brought from
abroad, including foreign vinyl records and musical instruments (Stepanyan, 2010, p. 185).

The mainstream jazz direction in Yerevan was primarily limited to two major
entities: the state jazz orchestra and the estrada symphonic orchestras of radio and
television that continued this trend from the 1950s, along with several smaller ensembles
with state status. Radio and television also provided the musical backdrop for jazz in
the city. While public radio organized public time, audiences were largely tuning in
to prohibited channels, particularly Willis Conover’s Jazz Hour on the Voice of America.
During the Cold War, Conover was one of the most listened-to presenters on that channel;
his program was specifically aimed at third-country audiences, including the USSR,
and was partly part of American cultural policy. Conover believed that the power of music
and radio could mitigate misunderstandings and improve international relations
(Ripmaster, 2007, p. 22).

There also existed intermediated environments where Soviet entertainment was
combined with Western trends — cultural spaces intended to organize public time that
were gradually transformed into intermediated jazz environments.
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Underground jazz Yerevan
Soviet avant-garde, jazz and circus

In terms of aesthetic tendencies, jazz entered the USSR within the Soviet avant-
garde. Contemporaries saw jazz as a musical reflection of a new, dynamic life, revealing
an associative affinity with the rhythm of the modern city (Kovalenko, 2014). It was not
accidental that the innovative, experimental, and eclectic field of art characteristic of
the twentieth century made room for inherently exotic jazz within the context of Soviet
absurd theatre and circus eccentric performances, and the first jazz concerts in the USSR
took place alongside circus programs and theatrical presentations.

Consequently, Soviet jazz, unlike other international branches, was born in a theat-
rical environment, and its initial steps were associated with visual entertainment. It had
formed within the milieu of prominent Soviet theatrical figures such as Meyerhold, Ei-
senstein, Foregger, and others (Batashev, 1972, pp. 10-11). Following the same logic,
the Soviet jazz pioneer was not a musician but a poet, choreographer, and representative
of experimental art — V. Parnakh (Kravchenskiy, 2018, pp. 110-115).

It is precisely this eccentric, theatricalized line of jazz that became the foundation
of the Armenian State Jazz Orchestra, which, in addition to its jazz repertoire, was en-
riched with musical numbers featuring theatricalized, noisy orchestras with pots and
other metallic instruments.

Regarding the theatricalization of jazz formation in Armenia, Ayvazyan writes in his
autobiography: “The higher organizations wanted to create a lively, cheerful, and na-
tional orchestra in Armenia — something like jazz. This task was entrusted to me. At first,
I was very afraid. Having received a ‘respectable education,’ I had never done anything
like this. However, I decided to try my hand at the ‘light genre.” Although this ‘light genre’
apparently promised to become a very complex genre for me. I resolutely decided to cre-
ate an original, bright, and colorful jazz orchestra based on national elements. It was
more than complex, and I would say it was experimental work. This endeavor had no tra-
ditions; I had no examples to guide me in the right direction. Moreover, there was no es-
trada in the Caucasus at all. Additionally, I wanted this jazz to be cheerful, eccentric, and
theatricalized” (Ayvazyan A., Memoir).

The theatricalized line of the State Jazz Orchestra continued the widespread trends
in jazz perception in the USSR during the 1930s and 1940s. This aesthetic direction was
resolved only starting in 1956, when the orchestra underwent significant reform and
composer and jazz musician Konstantin Orbelyan became its artistic director.

The kinship between jazz and circus eccentricism is also evident in the famous Soviet
Armenian film Road to the Circus', whose music was composed by Orbelyan himself, with
his orchestra performing it (Hayastani Azgayin Kinokentron, 2020).

Parks as jazz venues

The garden was the second environment for underground jazz. Chief architect A. Ta-
manyan specifically used Howard’s garden city model as the basis of Yerevan’s plan, cul-
tivating the city parks on the principle that parks and major public and cultural buildings
should be placed in the city center. In the USSR, the ideological basis of this model was
entertainment socialization.

! https://www.youtube.com/watch?v=GzBiP29zDIU&t=144s
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Despite the state-regulated paradigm that opened public areas and the entertain-
ment in those areas was meant to urge and complement the development of a “Soviet
person”, in practice it led to quite a different destination. It was in the garden environ-
ment that popular “garden music” was formed in several Soviet cities, including Yerevan.
In the 1920s, this music consisted of Western dances played by self-initiated brass
bands — one-step, two-step, foxtrot, boogie-woogie, and other Western dances — with
bands receiving the epithets of “noisy” or “orchestras of things” in society. “Noisy or-
chestras” were involved in various campaign events in the 1920s and 1930s, including
“living newspapers” (Batashev, 1972, p. 14).

The garden environment, intended for state-regulated propaganda, thus took on
a different meaning through music and consequently changed the space’s function. Dur-
ing those years, a jazz atmosphere was created in Flora Garden, 26 Commissars’ Garden,
Builders’ Garden, and the Philharmonic Garden (Tutunjyan, 2014, p. 52) — platforms
where Western cultural forms and their Soviet versions were intertwined.

Following critical articles in Soviet magazines, it can be concluded that a large number
of young people were obsessed with Western views (At the park of the 26 Commissars,
1938, p. 3). The youth consisted of both native Yerevan residents and those who had arrived
during the first wave of repatriation, with French Armenians standing out in particular.

The importance of the garden environment in the context of jazz formation in Arme-
nia is also mentioned by the founder of jazz in Armenia, Artemi Ayvazyan, in his un-
published autobiography:

“Continuing the search for musicians for the jazz orchestra, one summer, I vis-
ited the 26 Commissars’ Garden. Evening was approaching, but the summer heat
had not yet subsided. Scattered here and there on the trees were pieces of paper
nailed up with nails, handwritten with ink that read: Western dances today...
This is how I found the dancing Ordoyan brothers...” (Ayvazyan A., Memoir).

It was in the garden environment that the first concert of the State Jazz Orchestra of
Armenia, formed by Artemi Ayvazyan, took place — recorded in history as having occurred
on April 9, 1938, at Flora Garden. However, the garden concerts of the state jazz orchestra
differed from the concert hall performances of the same orchestra, both in repertoire and
in the freedom of musicians and the audience’s attitude (Ayvazyan A., Memoir).

As contemporaries recall, the young people were pleased, while the adults criticized
and condemned the youth, sometimes even throwing tomatoes at the orchestra musicians
(M. Vardazaryan, personal communication, April 6, 2022). Later, during the Cold War
years, when jazz was officially banned, the jazz pieces performed in concert halls were
preceded by small satirical sketches mocking bourgeois jazz — only after which did the
performances take place, thus presenting jazz as a negative phenomenon (Ayvazyan A.,
Memoir).

Cinema as a jazz club platform: passage areas between the Soviet and the Western

As Lenin famously declared, “The most important of all kinds of art for us is
the cinema.” The cinema of 1930-1936 was one of the main ideological mechanisms for
organizing Soviet society’s leisure time, carrying significant social and political signifi-
cance (Korjova, 2006, pp. 34-35). The screen image, as a semiotic structure, is a visual
message that encodes and transmits information about both the city and the citizen
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(Avanesov, 2022, p. 45). Long before World War Two, music was in almost all Soviet
movie theatres, accompanying silent films.

The connection between cinema and jazz was not a new concept, with traditions
tracing back to the birthplace of jazz — the USA. It is no coincidence that the first Holly-
wood sound film, The Jazz Singer, touches upon the themes of jazz and the jazz musician.
However, in the Soviet environment, cinema and jazz were linked more by ideological
connections. Both in cinema and in Soviet jazz, also known as Song Jazz, there was an em-
phasis on text as the best means of interpreting socialist ideology.

In the field of sound cinema, the role of the musician changed in the 1930s: the mu-
sician who previously provided the movie soundtrack altered his function. Now bands
provided entertainment during movie breaks, and each Soviet cinema had its own orches-
tra that gave concerts in the foyers. The chairman of Goskino, B. Shumyants, wrote
in 1939: “We need our Soviet jazz, Soviet jazz operetta, our Soviet jazz film” (Pereverzyev,
2020, p. 256).

Like elsewhere, cinemas opened one after another in Yerevan. In 1936, with the con-
struction of the Moscow Cinema, a jazz band composed mostly of repatriates was formed;
two years later, this band served as the basis for the establishment of the State Jazz Or-
chestra of Armenia (Ayvazyan & Adoyan, 1997, p. 99).

“The jazz at the ‘Moscow’ cinema was among the best, as the artistic director of
the orchestra was the renowned trumpeter Tsolak Vardazaryan, who had re-
ceived his education at the Moscow Conservatory and had listened to various
jazz groups that had visited the USSR during his student years. The orchestra’s
success was also linked to the returnees; for instance, jazz musician Martin
Vardazaryan recalls that most of the orchestra’s members knew what ‘real’ jazz
was, referring to American jazz. In the foyers of the cinemas, besides the musical
numbers from the day’s film, the music from well-known films of that time, such
as Sun Valley Serenade and Let George Do It!, could also be heard” (K. Petrosyan,
personal communication, September 11, 2023).

Almost every cinema operating in Yerevan had its own jazz orchestra. For several dec-
ades, cinemas such as Moscow, Nairi, Sasuntsi David, Hayrenik, and others, as well as
some theatres, were associated with jazz music. Jazz musicians M. Vardazaryan, E. Yer-
zinkyan, K. Petrosyan, L. Malkhasyan, and others spoke about their jazz orchestras that
performed in various cinemas over the years.

Significant differences emerged between orchestras with state status and those per-
forming during intermissions in cinemas. Formally censored concert programs were
closely monitored, both through detailed examination of the programs and through
the presence of high-ranking officials at the concerts. In contrast, the concert programs
during film screenings often took alternative routes. Composer, pianist, and jazz musician
K. Petrosyan mentions that they would present one program but actually perform a com-
pletely different one, or they would translate the name of a jazz standard and attribute
it to a fictional author, thus resolving the issue — though this, of course, only held
in the press (K. Petrosyan, personal communication, September 11, 2023). Such enter-
taining events were not spared from critical articles in Sovetskoe Iskusstvo, Pravda, and
other publications (Sardaryan, 1959, p. 66). A popular perception of the area was sum-
marised in the phrase: “Let us go to the cinema to listen to jazz.”
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“Imaginary West” and its localization in Yerevan streets and cultural places

As a consequence of Stalin’s bans and repressions, in the 1950s the subculture of
stilyagi (style hunters) developed and spread widely across the republics of the USSR.
The term comes from the English word “style” and carries a mocking connotation.
The representatives of this subculture were followers of Western values who wore for-
eign clothes, listened to jazz, and, under conditions of the Iron Curtain, developed their
own model of some “imaginary West” (Yurchak, 2014, pp. 334-335). The idea of existen-
tial freedom, typical of jazz culture, became a musical reflection of various youth, subcul-
tural, and social movements.

Stilyagi identified streets and symbolic landmarks of Soviet cities with those of New
York or other famous American cities. Gorky Street in Moscow, Nevsky Prospekt in Len-
ingrad, and Stalynyan Avenue (Prospekt) in Yerevan were nicknamed Broadway (Baykov,
2015). The vicinity of Prospekt, Abovyan Street, and the Moscow Cinema served as meet-
ing places for stilyagi, with the nearby Small Philharmonic Concert Hall (A. Adamyan,
personal communication, May 6, 2020). Georgy Litvinov’s documentary novel Stilyagi:
How It Was and the 2008 film Hipsters, based on the book, provide vivid descriptions of
the subculture.

Apartments, studios, and university campuses as underground jazz environments

The years of the Khrushchev Thaw (1953-1964) and the relative freedom it brought
also transformed Yerevan’s jazz scene. Alongside state-run and popular jazz occupying
the front line, smaller jazz platforms were being formed: apartments, studios, and
the basements of universities and other organizationsorganizations. This is how self-ini-
tiated jazz began.

As the artist Grigor Khachatryan recalled: “We studied banned literature from cen-
sorship articles. Without understanding, the highest authorities helped us and then won-
dered how these young people knew so much about the West, jazz, and alike. There were
progressive painters’ studios next to the Barekamutyun subway station, where the Hayas-
tan Department Store stood in the 1970s. Artists, deviating from the Soviet system and
time, gathered and talked about jazz, rock, modern literature, and decided how to break
the Iron Curtain of the Soviet Union to learn more about the Rolling Stones, the Beatles,
and others” (Stepanyan, 2014).

The jazz gathering places in Yerevan included the apartments of drummer Armen
“Chiko” Tutunjyan and French-Armenian repatriate Varuzhan Kyuregyan, where young
Soviet Armenian students gathered. The connection with renowned jazz producer George
Avakian, who lived in France and the United States, provided great opportunities: jazz
magazines, records, sheet music, and even musical instruments were sent to Armenia,
stimulating the jazz scene in Yerevan. There was also a significant boost in self-made jazz
recordings on used medical tapes, which contributed to the spread of American jazz.

With the next wave of repatriation in Armenia (the 1950-1960s), American jazz be-
gan to develop significantly. The influence of French-Armenian immigrants on local cul-
ture was especially notable — the novelties they brought and the European spirit were
different and unusual to the local population, particularly in clothing, free, independent
behavior, and music (Stepanyan, 2010, p. 76).

The repatriates became a fertile source of cultural capital. Those were mainly Arme-
nians aged 30-50 who had immigrated from France, the USA, and Greece, and they had
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a significant impact on the development of jazz. A vivid example of the blend of Yerevan,
Western culture, and jazz is Jacques Duvalyan’s songs “Yerevan is Speaking,”
“In the Streets of Yerevan,” and “In Baghramyan Street,” which demonstrated the process
of foreign culture localization while not being welcomed by the authorities. Almost every
workshop or organization had its own self-initiated pop or jazz band.

Varuzhan Kyuregyan, an architect at ArmStateProject Institute, was a pioneer who
made significant contributions to jazz coverage and teaching. As a French-Armenian,
he had the opportunity to build a large jazz vinyl collection and to subscribe to the French
Jazz Magazine (Tutunjyan, 2014, p. 112).

A passage from Gurgen Khanjyan’s novel Give Me Your Hand, Kiddie presents
the universal mood of Yerevan, jazz, and freedom:

“To the left of the Sanasar-Baghdasar café, not far from the Getar River, at
the corner of Charents Street, there is a building of the Armproject Institute,
with a jazz concert in its hall. Listening to jazz in the Soviet country is like a po-
litical plot; still, many people are willing to take part in the conspiracy. There
are no free seats in the hall, only places to stand; well, there are aisles where
they can sit on the dusty carpet, having a tight squeeze... Here are the initiators
of the conspiracy: Arthur, Chico, Alik, Malkhas, taking the stage. Alik wets
the saxophone’s mouthpiece in his mouth, taps the pearly pads with his fingers;
Arthur ‘stands up’ the red double bass, touches the thick rope-like strings, does
not like it, twists the nickel-plated pegs, tries again, ready; Malkhas slides his
finger over the keys of the piano, hits a few chords, it’s OK; having tried the big
drum, Chico is already beating the sticks, one, two, one-two-three-four, here
they go... The close, metallic sound of the saxophone comes out freely, spreads
through the hall, takes out to the city” (Khanjyan, 2017, p. 219).

Along with workshops, university campuses were very important. Student jazz or-
chestras of Yerevan State University, the Polytechnic and Brusov Institutes stood out,
producing L. Malkhasyan, A. Tutunjyan, E. Yerznkyan, A. Bakunts, V. Asatryan, and oth-
ers, who became jazz symbols of Soviet Yerevan. In 1968, the Brusov Institute campus
hosted the first Rhythm-68 Yerevan Jazz Festival (Shamtsyan, 2019, p. 18).

Alternative Yerevan: formation of café culture and hotels

The 1960-1970s were the period when a café culture was being shaped in Yerevan —
the Poplavok, the Koziryok, the Skvoznyachok, the Derasanakan, the Kopeyka, the Araks,
the Krunk cafés — public places where, outside Soviet ideology, an “alternative discourse”
was formed. Jazz and newly sprouted rock served as the musical background for that
discourse.

Along with professional musicians, people from various professions also began play-
ing jazz. Jazz retained its hobby status and remained popular mainly among young people.
Many government officials, engineers, architects, and others devoted to jazz, a diverse
source of support, played a major role in its development, allowing it to find new mech-
anisms of survival.

The president of the Composers’ Union, E. Mirzoyan, and the secretary, K. Koltu-
khchyan, provided substantial support for the advancement of jazz in Armenia, resulting
in several jazz festivals being organized, such as Jazz Panorama Yerevan-85 and Jazz Pan-
orama Yerevan-86, and auditions of jazz ensembles were held (Koltukhchyan, 2004,
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pp- 24-25). Koltukhchyan recounts: “And we began the fight for the festival... After a year
and a half of navigating through all possible and impossible instances, with the active
support of USSR People’s Artists and composers Eduard Mirzoyan and Konstantin
Orbelyan, and a rather difficult meeting with Armenia’s Minister of Culture Yuri Melik-
Ohanyan, finally... finally, on June 25, 1985, the first All-Union Jazz Festival ‘Jazz Pano-
rama Yerevan-85’ opened in the grand hall of the Aram Khachaturian Concert Hall.”
Eleven ensembles participated, including Orbelyan’s and Nazaretov’s jazz bands,
Lukyanov’s and I. Bril’s ensembles, Goloshchyokin’s group, and others (Koltukhchyan,
2004, pp. 26-27).

Another alternative platform for jazz was provided by the city’s hotels: the Ani,
the Armenia, the Intourist, and the Dvin. In 1969, an unexpected jam session took place
at the bar section of the Ani Hotel, featuring the legendary B.B. King and Armenian
jazz musicians. This impromptu performance left the Soviet audience in awe. It is no
coincidence that Armenian jazz veterans state that jazz was not banned in Armenia
(L. Malkhasyan, personal communication, February 8, 2019) — proof that there were
always mechanisms and interested individuals in the Soviet era who enabled jazz to sur-
vive and advance.

Jazz in Yerevan during the period of independence

Following the independence settlement, a transition process from Soviet socialism
to liberal democratic capitalism began in Armenia. A demand appeared for the “independ-
ence” of jazz from the Soviet jazz tradition and the formation of a new model for its
development. In independent Armenia, jazz culture had the opportunity to evolve in all
directions, reflecting both modernity and the influence of different social strata, which,
in turn, formed various, often contradictory jazz subcultures.

A new cultural ferment emerged in Yerevan’s urban environment, developing along
several vectors. Elite jazz, mainstream jazz, underground marginal jazz, café background
jazz, and restaurant “rabiz-jazz” emerged in urban cultural settings. In the latest decade,
open-air jazz festivals have been established, organizing various jazz venues both indoors
and outdoors in public spaces within the context of urban culture.

Elitism as a new environment of jazz in Yerevan

In the late 1990s, jazz began its transformation from a predominantly mass culture
into an elite culture in Armenia. As a result, jazz also changed the organization of urban
space. In contrast to the strategy of popularising jazz in the Soviet era, during the years
of independence jazz became concentrated in Yerevan’s center, gaining new status and
limiting its audience to the select. To listen to jazz became fashionable and a marker of
taste (A. Hyusnuts, personal communication, February 10, 2018).

The years of President R. Kocharyan’s rule completed the process of jazz elitisation.
Jazz clubs and cafés emerged; the Aragast café became the main hub of Yerevan’s jazz
scene among the city’s political elite. Karine Ter-Sahakyan accurately describes this pro-
cess in her memoirs: “The Tekeyan Center was established in the place of the Krunk café,
but jazz, our jazz, remained. The Krunk café model of 1966 was indeed transferred to
the Aragast café of the 1990s; however, the Poplavok café of our time has survived, de-
spite undergoing many changes. Now it glitters with its high prices. Anyway, it is a trifle,
as Malkhas is here and he plays jazz...” (Ter-Sahakyan, 2005, p. 15).
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The Aragast café, among the major centers of café culture formation in Yerevan
in the 1960-1980s, suddenly became a jazz elite “laboratory”2. The process of making
the jazz elite was driven by the pro-Western image of the second president of Armenia,
which emphasized jazz and basketball. The actual phase of jazz elitism lasted until
the second half of the 2000s, when the Malkhas Club and the Mezzo clubs opened, and
Aragast began to lose ground.

The process of elitisation was also influenced by the “Sharm” company, which, dur-
ing those years, was one of the main organizers of jazz events in Yerevan. Its director,
Ruben Jaghinyan, known as Jazz Rubo, organized the major jazz festivals of the 2000s
(D. Babayan, personal communication, August 29, 2023).

The city’s jazz identity was actively supported by Radio Jazz, which launched in 2008.
Its morning jingle, voiced by actor Armen Elbakyan, announced: “The city is listening to
jazz.” A telling vignette is provided by the press: “Each morning, 36-year-old economist
Gevorg drives to work, and when he hears Elbakyan’s words on the radio, he turns up
the volume so that everyone knows he is listening to jazz. He admits that he does not know
the name of a single jazz artist but is fully aware that in Yerevan, jazz is a marker of taste
and status”3.

The slogan “Yerevan is listening to jazz” and posters with the same title adorned
the streets of Yerevan for several years, emphasizing at a subconscious level Yerevan’s
identity as a jazz city and positioning jazz as an elite art form (A. Manukyan, personal
communication, May 6, 2020). In 2015, the Yerevan Municipality organized the “Yerevan
Summer 2015” event series, featuring jazz concerts titled “The City is Listening to Jazz”4.
In 2018, the slogan became central to the city’s 2800th anniversary celebration>. Even
in 2024, Yerevan’s city day celebration was marked by a jazz concert at the Cascade under
the same slogan®. Although jazz is not the leading genre in Yerevan’s overall musical
tastes, the city’s image as a jazz city remains unchanged. As Russian rocker Yuri Shevchuk
once remarked: “Yerevan is a jazz city””.

Creation of innovative, experimental club environment

In contrast to the open concert formats of the Soviet period, in the 1990s jazz
clubs sprang up one after another in Yerevan’s basements. Jazz platforms that had oper-
ated in studios and university basements during the Soviet period — developing marginal
jazz — thus became legitimate during the years of independence. The Avant-garde Folk,
the Stop, the Subway clubs, and later The Club became platforms for a group of jazz mu-
sicians to experiment with various postmodern music.

Jazz performances have been taking place in Yerevan since the 2000s, featuring
such performers as A. Tunjboyajyan, the Armenian Navy Band, and V. Hayrapetyan.
Underground jazz found its established form in different clubs at different times
(the Avangard Folk, the Stop, the Down-town, the Lady Jazz, the Ulikhanyan clubs), form-
ing an established audience and a model typical of Yerevan’s new jazz culture.

2 https://mediamax.am/am/news/yerevan-XX-century/7778/
3 https://blansh.wordpress.com/2009/01/29/jazz/#more-344
4 https://www.azatutyun.am/a/27199291.html

5 https://armenpress.am/hy/article/934528

6 https://www.yerevan.am/hy/news/erewane-jaz-e-lsowm/

7 https://hy.armradio.am/archives/31001
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Jazz as the organiser of the restaurant “Rabiz” environment

Business was developing so-called “rabiz jazz.” Interesting parallels can be drawn
with the period of Soviet jazz’s formation, when, in the 1920s and 1930s, all forms of
garden and salon music were called “jazukha.” In this case, “jazz” became a trend, and to
commercialize, many bands added the term “jazz” to their name in order to become more
competitive in the music market.

One of the most noticeable recent manifestations of this trend has been the jazz
interpretation of the musical composition “Khorovats is a Very Good Thing,” which typi-
cally accompanies the serving of khorovats (Armenian BBQ) in restaurant complexes.
This fusion highlights the interaction between traditional Armenian culture and contem-
porary jazz, showcasing how jazz is increasingly used to appeal to modern tastes while
preserving local cultural elements.

In the past decade, Armenian jazz culture — previously concentrated in Yerevan — has
adopted a decentralization strategy. Efforts are being made to cultivate a diverse musical
and cultural scene in other cities across Armenia, stimulating tourism development and rep-
resenting an attempt to transfer Yerevan’s jazz character to other regions of the country.

Conclusion

Jazz is a universal platform in the field of intercultural communication, a unique
structural model that works across different socio-cultural systems, absorbing the ideo-
logical, political, and other influences of the cultural traditions in which it operates while
greatly shaping the organization of its environment.

The changes distributed between music culture and urban space are never com-
pletely separate from the crossroads of postmodernist discourse, power, and subject.
Time has shown that postmodernist theories have become indispensable for understand-
ing the role of music in identity formation (Krims, 2012, p. 162).

Through partially associative maps, a distinct abstraction of jazz culture is shaped.
In the context of Yerevan, this abstraction takes the form of a three-tiered demarcation
of the city, each floor performing certain ideological and social functions. In the Soviet
period, it evolved in two dimensions: the frontal, state-regulated, overt dimension; and
the underground, basement-level, marginal dimension — both of which in turn influenced
the organization of the urban environment, shaping unique jazz surroundings.

As a consequence of elitisation in the period of independence, a third dimension was
added: jazz in the “attics” of inaccessible or elite spaces. The jazz trends in Yerevan’s
musical image stemmed from the predominance of jazz resources at the heart of the pop
music that emerged in the Soviet era, which had already shaped public opinion during
the years of independence, associating the musical image of Yerevan with jazz.

During the period of independence, this vision persisted, though undergoing ideo-
logical transformation. While in the Soviet period Yerevan’s jazz associations were con-
nected with large-scale pop and underground apolitical subcultures, in the period of in-
dependence they became connected with elite and trendy tendencies. What remained con-
stant across both periods was jazz’s role as a spatial organizer, a mechanism of cultural
differentiation, and a symbolic resource through which successive generations of Yere-
van’s urban population negotiated identity, ideology, and belonging.
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ABSTRACT

This study examines the digital narratives of Russian emigrants who left
the country after 2022, focusing on how they construct urban imagi-
naries of their host cities on Telegram. Drawing on four publicly acces-
sible Telegram channels (from their creation in 2022 through April
2026), it explores representations of Yerevan, Buenos Aires, Herceg
Novi, and Belgrade. The corpus broadly reflects the sociological profile
of the post-2022 emigration wave: urban, highly educated, and rela-
tively affluent. Using narrative analysis, the study identifies recurring
themes and rhetorical strategies through which emigrants make sense
of their new environments. Particular attention is paid to everyday top-
ics such as weather and seasonal rhythms, sensory impressions of urban
space, gastronomy and food practices, encounters with host-community
members, and the gradual cognitive mapping of the city. These brief,
episodic sketches, addressed to online audiences, produce dynamic and
evolving urban imaginaries that are neither fixed nor purely individual
but co-constructed through circulation within diasporic digital net-
works. The findings show that these imaginaries emerge through an on-
going negotiation between emigrants and place. A key dimension of this
process is affective: as narrators move beyond tourist perspectives and
engage with the city’s everyday routines and less visible spaces, they
develop forms of place attachment, articulated through the interchange-
able use of “falling in love” with the city and “feeling at home.” Sensory
familiarity, personal landmarks, and humorous encounters with locals
all contribute to this transition from displacement to dwelling. While
integration into local communities may remain limited, attachment to
the urban environment becomes a crucial resource for reconfiguring be-
longing and constructing new, place-based identities. Urban imagi-
naries thus function as affective and symbolic tools for negotiating dis-
placement and re-establishing agency.
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Introduction

The outbreak of the war in Ukraine in February 2022 triggered a wave of emigration
from Russia. Although estimates of the size and distribution of the post-2022 diaspora
remain uncertain, ranging from 800,000 to 1 million people (Bouchet, 2024; Krawatzek &
Sasse, 2024), due to the rapid pace of movement and the lack of comprehensive official
data, available evidence provides insight into its key characteristics and preferred desti-
nations. This diaspora is highly fluid and often described as being in a “state of flux”.
Migrants frequently relocate between countries, and even returns to Russia may function
as strategic, temporary retreats to regroup, secure resources, and prepare for renewed
emigration. For some, organizing a subsequent departure can take years rather than
months, which underscores the cyclical and unpredictable nature of these migration tra-
jectories (Kamalov & Sergeeva, 2024). According to the Re: Russia Project (2024), at least
two-thirds of this population resides in countries bordering Russia to the south, including
Armenia, Georgia, Turkey, Kazakhstan, and Kyrgyzstan, while other common destinations
include Israel, Germany, Serbia, the United States, Spain, and Argentina (Bouchet, 2024).

This new wave of emigrants is notably younger, predominantly male, highly educated,
and more affluent than the general Russian population, with many transferring significant
financial assets abroad (Inozemtsev, 2023). They are largely urban and globally oriented,
characterized by cultural adaptability, digital literacy, and familiarity with international
mobility and higher living standards (Ibid.). While maintaining strong ties to Russia
(Kamalov et al., 2025), they simultaneously seek to establish roots in their host societies
by building social networks, everyday routines, and practices of home-making. Digital tech-
nologies play a central role in this process. Online communities such as Telegram and Fa-
cebook groups, as well as personal blogs documenting migration experiences, enable indi-
viduals to sustain connections, negotiate belonging, and construct meaningful narratives
within highly mediatized and transnational digital environments.

The abrupt and, for many, constrained nature of post-2022 emigration from Russia
also shaped the choice of destinations. Rather than being guided by lifestyle preferences or
long-term aspirations, relocation decisions were often driven by practical considerations,
such as visa-free entry, the relative ease of obtaining legal status, and affordable living
costs (Jerstad & Barrosa, 2024; Amiryan & Sokolova, 2022). In some cases, destinations
were determined by employers offering relocation options, with the alternative being
the loss of employment. As a result, cities such as Yerevan, Belgrade, or Buenos Aires were
not necessarily perceived as inherently desirable but were selected as viable and accessible
points of entry. By emigrants’ own accounts, many departed with only a vague understand-
ing of what awaited them, relying heavily on information circulated through social media
and migrant networks (Zejnulahovic¢ et al., 2024). This initial lack of familiarity often ren-
dered their early encounters with the host environment uncertain and, at times, fraught,
shaping a complex and evolving relationship with the place of destination.

Some emigrants created personal blogs on social media to document their migration
experiences. Beyond practical uses, these blogs function as spaces for meaning-making,
community building, and therapeutic spaces for grappling with the hardships of displace-
ment. Many left Russia abruptly, without time to prepare for the personal, professional,
and social consequences of migration, and some explicitly describe their blogs as safe
spaces “for whining” or venting about disrupted routines, lost careers, and shattered plans.
While this exodus shares features of voluntary migration, elements of constraint complicate
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its classification. For many, leaving Russia marked a profound biographical disruption,
involving the breakdown of established careers, urban lifestyles, and social networks.

These blogs also serve as sites for negotiating and renegotiating identity. Emigrants
confront the difficulties of building a new sense of self as outsiders in unfamiliar socie-
ties, balancing the retention of Russian cultural, social, and linguistic ties with the need
to adapt to host environments. Through blogging, they construct narratives that allow
them to reflect on their past lives, manage uncertainty, and explore new forms of belong-
ing. This process is closely tied to their relationships with the cities in which they settle.
As emigrants navigate everyday life in new urban environments, they develop evolving
forms of attachment, perception, and imagination that shape their sense of place. Exam-
ining these dynamics through concepts such as sense of place, place attachment, and ur-
ban imaginaries provides a framework for understanding how migrants experience, in-
terpret, and inhabit their host cities.

Conceptual and methodological framework

Conceptually, this study draws on a set of interrelated concepts that explain how
individuals relate to places, including sense of place, place attachment, and urban imagi-
naries. Sense of place refers to the subjective meanings individuals or groups assign to ge-
ographic locations (Rezeg et al., 2025) or, as Edward Relph defines it, “the ability to grasp
and appreciate the distinctive qualities of places” (Relph, 2006, p. 19). It is a multidimen-
sional concept encompassing emotional, cognitive, and behavioral relations to environ-
ments, which vary in intensity and valence (Gillespie et al., 2022). Classic formulations,
such as Tuan’s notion of topophilia (Tuan, 1990), emphasize the affective dimension of
place experience, highlighting attachment through familiarity, belonging, and sensory
engagement. As Rubinstein and Parmelee (1992) note, space becomes place when it ac-
quires emotional and functional significance, thereby contributing to spatial identity.

In the context of migration, however, such meanings are not pre-given but actively
produced. Entering a new urban environment involves a gradual process of learning,
interpretation, and adaptation, through which migrants develop affective and cognitive
bonds with unfamiliar surroundings. Migration can therefore be understood as a process
of reconfiguring both identity and spatial belonging, as individuals translate everyday
experiences of displacement into evolving attachments and urban imaginaries (Koirala
et al., 2025).

Place attachment overlaps with sense of place but places stronger emphasis on
the emotional bond between individuals and meaningful locations (Williams & Vaske,
2003). It can also be understood more broadly as the interplay of affect, knowledge, and
behavior in relation to place (Low & Altman, 1992). These bonds emerge through repeated
interactions and lived experience, gradually acquiring symbolic significance and contrib-
uting to place identity, understood as the incorporation of place-related beliefs, values,
and emotions into one’s sense of self (Proshansky et al., 1983). For migrants, place
attachment is particularly significant because it becomes central to processes of home-
making, belonging, and ontological continuity in conditions of displacement. It provides
both emotional grounding and practical orientation in unfamiliar environments, thereby
shaping how migrants negotiate stability, identity, and wellbeing in new urban contexts
(Sieng & Szabo, 2023).

Urban experience is shaped not only by attachment but also by embodied and sen-
sory engagement. Cities can be understood as rhythmically structured spaces produced
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through routines, movements, and social interactions (Lefebvre, 1991). Practices, for ex-
ample, walking, function as key modes of perceiving and interpreting urban space, gen-
erating knowledge, affect, and attachment (Wunderlich, 2008). In this sense, experienc-
ing place is inherently affective and embodied (Duff, 2010). The figure of the flaneur cap-
tures this attentive and reflective mode of urban exploration (Benjamin, 2006). Migrants’
everyday movements through the city similarly generate sensory impressions and mean-
ings, which are later translated into narrative form.

We argue that emigrants’ narratives contribute to the production of urban imagi-
naries, understood here as evolving, interpretive frameworks through which individuals
perceive, evaluate, and represent urban environments. Such imaginaries are not fixed.
Upon arrival, migrants often encounter dissonance between expectations and lived real-
ities, prompting an ongoing renegotiation of meaning. Urban imaginaries therefore
emerge through the interaction of prior assumptions and situated experience, continu-
ously reshaped through everyday encounters and reflections (Koirala et al., 2025).

The digital dimension extends these processes. Migrants transform their lived
experiences into online narratives that circulate within diasporic networks, contributing
to shared representations of specific places. This “digital sense of place” encompasses
social media interactions and mediated representations that both complement and
reshape physical experience (Dai & Liu, 2024). Together, these practices participate
in the ongoing production of place identity and collective urban imaginaries within
transnational communities.

Methodologically, this study is based on a qualitative analysis of four personal Tel-
egram channels created by Russian emigrants after 2022. The channels vary in size, rang-
ing from approximately 1,000 to 15,000 followers as of April 2026, and broadly reflect
the sociological profile of the new emigrant wave, which is urban, highly educated, and
relatively affluent (Krawatzek & Sasse, 2024). Each channel explicitly addresses the ex-
perience of emigration and was actively maintained from its creation until 1 April 2026.
Although not exclusively focused on particular cities, the blogs deal with lived experience
in urban contexts as the narrators describe and devote significant attention to their host
cities - Belgrade, Yerevan, Buenos Aires, and Herceg Novi.

All channels are publicly accessible (no invitation link is required to view their con-
tent) and regularly updated. While they include interactive features such as comments
and reactions, this study does not analyze comment sections. All materials were originally
published in Russian and translated into English by the authors, and channel names have
been anonymized for ethical and safety reasons.

The analysis adopts a narrative approach, focusing primarily on textual content.
This approach allows for an in-depth examination of how emigrants construct and artic-
ulate their experiences, identities, and relationships to place over time. Although each
blogger has a distinct narrative voice and thematic focus, there are recurring patterns,
themes, and representational strategies shared by some or all of the narratives in ques-
tion. These patterns form the primary analytical focus of the study.

The guiding research question is: How do post-2022 Russian emigrants construct
urban imaginaries of their host cities on Telegram, and how do these narratives reflect
processes of negotiating belonging and affective attachment? Following the conceptual
and methodological section, the study proceeds with empirical analyses focused on rep-
resentations of weather and seasons in host cities, sensory impressions of the urban
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environment, gastronomy and food practices, encounters with locals and urban land-
scapes, and concludes with a discussion of the main findings and their implications.

Experiencing the city through weather and seasons

Although each narrative reflects a highly individualized journey and a unique pro-
cess of constructing a personal topography of the host city, a number of recurring themes
can be identified across the material. These themes often emerge through short, everyday
sketches that emigrants choose to share in their blogs. One such recurring motif is
weather. Descriptions of weather in the host city are frequently juxtaposed with memo-
ries of weather in their home cities, sometimes explicitly inviting followers to share their
own impressions. Seasonal changes and atmospheric conditions become a continuous
source of attention and reflection. The fact that weather itself becomes “tellable”, that is,
worthy of being recorded and shared, suggests that it is not perceived merely as a neutral
backdrop. Rather, it actively shapes the narrator’s experience of the city and their affec-
tive state, becoming part of the process through which the unfamiliar environment is
observed, interpreted, and gradually made meaningful.

These narratives construct a distinctive portrait of host cities through attention to
weather patterns and seasonal change. The unfolding of the yearly cycle, marked by shifts
in temperature, light, and atmosphere, is closely intertwined with observable transfor-
mations in the urban and natural environment. Bloggers note, for instance, the blooming
season of mimosa, the onset of the tourist influx along the Adriatic coast, periods of in-
tense summer heat, or the beginning of the heating season accompanied by smog in Bel-
grade. These temporal rhythms are further punctuated by local celebrations and festivals,
such as the Mimosa Festival in Montenegro or Vardavar in Armenia, which become inte-
grated into emigrants’ experiential calendars. Through such recurring observations,
the city is experienced not as static but as temporally layered and rhythmically changing.
These seasonal and festive markers become key reference points in the narrators’ ac-
counts, shaping their sensory and emotional engagement with place and contributing
to their evolving urban imaginaries.

Emigrants who remain in the same location gradually accumulate an intimate
knowledge of the city’s rhythms, including seasonal changes, weather patterns, and
the local calendar of festivals and events. In their narratives, key temporal markers
are not only their emigration “anniversaries” (e.g., “it’s been two years since we arrived
in Yerevan”) but also recurring observations of seasonal and weather cycles.
This knowledge allows narrators to form expectations about the environment and express
surprise or curiosity when these expectations are disrupted, noticing “anomalies”
in the usual patterns (“In the third year, I began to get used to things, and suddenly
Yerevan experienced a snowy winter. Of course, it snowed everywhere, but in Yerevan,
it felt especially remarkable.”). These accounts are often enriched by references to
the locals, confirming that the events or deviations that emigrants observe are quite
ordinary or, on the contrary, anomalous.

I just read that the Moscow Department of Transport is urging residents to avoid
traveling around the city because it’s very hot outside (+33°C). It’s funny how we
laugh at southern countries when everything seems to fall apart at zero degrees, yet
we ourselves are afraid of the heat.

In Belgrade, temperatures above 30°C started at the end of April and didn’t let
up until I left at the end of May. Everyone kept warning me that this was only
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the beginning - that the real heat would come in July, and in August I would find out
what hell really feels like. And yet, no one stops going about their business in the city.
You pull on a hat, put on your sunglasses, and head off across Belgrade to wherever you
need to go. The main thing is not to forget to turn off the air conditioner before leaving
the house - otherwise the electricity bill will be so high it’ll make your head spin.

Herceg Novi is wonderful on winter days, but after a thoroughly heated Moscow,
I found myself freezing at home today. It’s +11°C outside, +21°C inside, with 53% hu-
midity indoors - and I’'m still cold. I’ve been working at the computer all day, so I've
now turned on all the wall heaters and set the air conditioner to heating mode.

The blogs operate between two poles: the familiar, grounded in repeated everyday
experiences, and the exotic, which highlights novelty and difference. This tension reflects
the transitional nature of early migration: elements of the host city gradually become
familiar while others are still framed as unusual. Bloggers strategically foreground this
contrast in a way reminiscent of travel writing, using it to maintain audience engage-
ment. Attention to weather and seasonal change further structures urban imaginaries
temporally, producing a cyclical rather than linear sense of time organized around recur-
ring atmospheric and seasonal rhythms.

The city as sensory impression

The impressionistic sketches of moving through the city are rich in sensory descrip-
tion, including visual, auditory, olfactory, and tactile experiences. Rather than relying on
a “tourist gaze” or an “Instagrammable gaze”, that is, the selective focus on recognizable
landmarks or photogenic sites, narrators foreground other sensory dimensions. Attention
shifts to ambient sounds, subtle visual cues, smells, and bodily sensations, such as the ab-
rupt chill of being splashed with cold water on a hot day during Yerevan’s Vardavar Fes-
tival (“Vardavar is a unique festival, making you crave hot tea and socks even at +42°C.
Exhausted, soaked, frozen - it’s just awful. Next year we’ll go again”). This emphasis
produces a more embodied and situated experience of the city, where it is lived and felt
rather than merely observed, contributing to the formation of personal urban imaginaries
and affective attachments to place:

Belgrade smells of hot leaves. It’s very hot here.

Sometimes you can smell something burning outside because of the heating. You
walk and think - fire? No, probably just the heating. Then you look closer, and see
smoke rising from the first floor. No, you think, that’s definitely a fire; I should call
the fire brigade. You watch carefully - no, it’s just some café that opened, everyone’s
crowded inside, smoking.

Everything is in bloom and fragrant; the tropical relative of our bird cherry has
blossomed, turning the sweet note of its scent up to the maximum. The effect is lovely.

A new country, a new soundscape. The leaves rustle differently here. When the
wind swayed the top of a palm tree, at first I thought it was raining. And just imagine
what sounds would accompany you if you decided to watch a TV series on your balcony
back in Russia in the evening?

In Herceg Novi, the scene was like this:

The loud, joyful cries of Montenegrin children, “Aide! Aide!”

The neighbor (again) vacuuming or drilling

Instead of swifts, bats (!) flying around

The scent of the sea




And just now. Right this moment. Behind me. At the Cascade, the FOLK DANCE
FESTIVAL has started. It’s hard to express the sheer excitement I feel. What were the
chances that I would go out to work calmly and immediately stumble into a damn
festival of damn folk dances? Everyone is running, dancing, and shouting; folk music
is playing. And Armenian folk music — well, it always includes the zurna. Do you know
what a zurna is, my friends? It’s an amazing, one-of-a-kind instrument, memorable
not least because you cannot ignore it, even if you were dead. The zurna hits straight
into your bone marrow and fills you from the inside with the desire to live. Even if
only by sheer force.

Each narrator constructs a distinct sensory portrait of the host city, carefully de-
scribing its smells, sounds, and textures. This is a dynamic process in which sensory ex-
perience and emotional interpretation mutually reinforce one another, gradually shaping
place attachment over time. As this attachment deepens, even initially unpleasant sensory
elements, such as the smell of smoke during Belgrade’s winter or from cigarette smoke
in public spaces. It may come to be perceived positively or as part of the city’s familiar
atmosphere. In this way, sensory impressions contribute to an evolving and increasingly
intimate relationship between newcomers and the urban environment.

Gastronomy and place-making

Another key theme in the narratives is food and eating. All of the channels feature
typical lists of “must-visit” restaurants or announcements of new eateries, a common
genre across emigrant channels and chats. They also aim to serve an informational func-
tion by alleviating fellow emigrants’ concerns about the availability of good food in their
location, especially in more distant or unfamiliar settings such as Buenos Aires (“There
are dozens of types of cheese and sausage, excellent meat of every imaginable kind - beef
heart, tongue, pork knuckles, tenderloin. Right there in the supermarket. Dozens of kinds
of chilled ravioli with all sorts of fillings, less than 100 rubles a pack”). Narrators pay
close attention to local culinary practices and habits, as well as to the challenges and
surprises of sourcing familiar Russian ingredients or visiting establishments opened by
fellow Russian emigrants. This close attention to food and eating contributes to the con-
struction of gastronomic maps or, to put it more precisely, gastronomic imaginaries of
the host cities.

Encounters with food extend beyond consumption: buying groceries, navigating
markets, or eating out becomes a site for interactions with the host community. These
interactions are not always smooth, yet they provide rich material for storytelling, allow-
ing emigrants to reflect on cultural differences, negotiate their place in the city, and share
humorous experiences with their followers. At the same time, narrators often highlight
unexpected points of commonality with local eating habits, such as a shared love for khin-
kali, which complicates simple distinctions between “familiar” and “foreign”:

If you start reading reviews of restaurants and deliveries in Yerevan, about 80%
are dedicated to khinkali. Hipster-relocants with pumpkin lattes love them, as do the
local serious folks in suits and boots, and children of all ages. People go eat them in
large groups, with family, or alone. A few days ago, my friends flew to Yerevan from
Russia. Of course, for lunch we went to the restaurant famous for its khinkali. We
waited for the khinkali, photographed the khinkali, divided the khinkali, and ate the
khinkali. They ate, I didn’t. Most other customers were also eating khinkali, even
though there’s tons of other food on the menu.
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Numerous occasions for storytelling arise from the clash between emigrants’
expectations, shaped by life in large Russian metropolitan cities where diverse cuisines
and a wide range of eateries are readily available, and local habits in host cities where
such diversity may not exist on the same scale (“The veterans are already rolling under
the table, while the newbie has no idea what he just asked. He might as well ask why
the local store doesn’t sell black tea. Seriously, he’s already been to three stores - where’s
the black tea?”).

As emigrants strive to maintain their urban or “hipster” lifestyles in a new environ-
ment, the discrepancy between their expectations of what “normal” food or “normal”
eateries should be and the gastronomic realities of host cities is often treated with hu-
mour. One blog, for example, describes the Serbian preference for meat, which can trans-
form even classic Asian dishes into localized Serbian versions, while also offering
an equally humorous account of a new Russian emigrant café in Belgrad:

Honestly, I really like the cafés opened by Russian emigrants here. [...]. The food
is excellent, the interiors are great, the people are friendly, and overall these are nice
places. These are the kind of Moscow-style hipster cafés in emigration. And all of them
have very funny menus. They obviously created them by making a list of everything
Moscow IT people love but can’t find in Belgrade, or that would taste strange. [...]
Voila. [...] Tom Yum with shrimp, okroshka, chebureki, hummus with nachos, kha-
chapuri ....

The Asian restaurants themselves are also peculiar. Once in a Japanese place,
they loaded the miso soup with bacon - more bacon than seaweed. Apparently, it was
meant as a compliment from the chef; they must have been embarrassed to serve
the guest just that bland tofu water, so they decided to feed them properly. For the re-
ally health-conscious, there are “healthy food” restaurants. You can smoke in them
like anywhere else. You walk in and think - fire? What’s happening? Has someone
called the firefighters already? No, everyone’s just smoking. But they have healthy
food in abundance: gluten-free carrot cake, cucumber smoothies, eat up, it’ll suppos-
edly help you live to 100.

Alongside descriptions of emigrant cafés catering to compatriots’ tastes are humor-
ous accounts of sudden cravings for familiar food that emerge even for items to which
migrants were previously not strongly attached. The search for such familiar dishes often
takes the form of a “quest” narrative, in which attempts to obtain the desired food culmi-
nate either in success or in failure. These quests also prompt emigrants to explore previ-
ously unknown locations, such as specific shops and food outlets, thereby expanding their
knowledge of the urban landscape:

Even more surprisingly, I found myself missing vareniki at the store! In Yerevan,
the ready-made options are delicious, plentiful, and fresh, but almost always filled
with meat. I wanted simple potato vareniki. I tried everything in the local Belarusian
stores - spoiler: not only was it bad, it was barely edible. Luckily, I didn’t try
the pumpkin latte back then - I would have been embarrassed.

Visiting eateries and purchasing food also serves as an important point of contact
not only with local culture more broadly but also with local residents (a theme that will
be explored in more detail in the following section):

Once, a few blocks from our apartment, I saw a cozy old lady selling a little bit
of everything, with cabbage neatly packed in small bags. I approached and asked:
“May I have some cabbage, please?” - “Of course, jana, of course,” she smiled. “So,




cabbage, garlic, lemon - three thousand drams!” She looked at me in a motherly man-
ner. The lady looked about 100-150 years old, and my conscience wouldn’t let me say
I didn’t want the rest. Fine, I thought on the way home - I'll use the lemon and garlic
elsewhere, and buy cabbage next time. In the evening, we sat down for dinner, and
I realized that this was, no joke, the best cabbage of my life. Perhaps the patron saint
of sauerkraut sold it to me that morning in the guise of a grandmother. Dima and I ate
half a kilo without clinking glasses, and the next morning I went back to the lady.
(the story goes on to tell how the narrator returned to the same old lady for her cab-
bage many times again but was still too embarrassed to confess that she didn’t need
lemon and garlic and kept buying those as well).

Thus, digital narratives reveal a pivotal transition in the emigrant’s construction of
the urban imaginary: the shift from the tourist gaze, which consumes the city as an aes-
thetic spectacle, to a migrant's labor of dwelling (see T. Ingold (2000)). Narrators move
beyond the superficial “exotic” adventure and into the realm of embodied practice. These
sensory reports record the efforts of the self to become inscribed into the new environ-
ment. In this context, the physical and the sensory become a means of radical adaptation.
Following the Kantian tradition where space and time function as the necessary forms of
sensibility, the emigrant’s struggle with new seasonal and diurnal rhythms, outdoor and
indoor temperature regimes, atmospheric qualities and smells, and the re-wired muscle
memory of hilly or flat cityscapes is, fundamentally, an effort to reconstitute the condi-
tions of their own existence. The focus on these experiences in digital narratives reflects
the process of becoming a new “embodied self” in a new place and emphasizes that the ur-
ban imaginary is not merely a mental map, but a visceral, rhythmic synchronization be-
tween the body and the host city.

Encounters with host communities: from oddness to familiarity

Much of the communication among new Russian emigrants occurs within diasporic
communities, as many find integration with local populations difficult or are reluctant
to pursue it (Amiryan & Sokolova, 2022). In the early stages of migration, language bar-
riers (though less pronounced in post-Soviet contexts) and the challenges of settling
in often lead to limited engagement with locals. Encounters with host communities
are therefore relatively rare but highly salient. They are frequently recounted in detail
on blogs, where narrators share experiences of surprise, enjoyment, and occasional frus-
tration or awkwardness.

Alongside accounts of encounters, the blogs also include observations of local habits,
cultural practices, and everyday peculiarities, often presented in contrast to life in Russia.
These reflections reveal the emigrants’ outsider perspective, marking aspects of the host
culture as notable, surprising, or worth sharing with a Russian-speaking audience (cer-
tain features are clearly marked as “exotic”, such as, for example, Serbians’ habit of
smoking everywhere). Through both encounters and observations, the urban landscape
is experienced as a transitory, in-between space: the emigrant is no longer (or was never)
a tourist, but not yet - or perhaps never fully - a local. These fleeting social and cultural
interactions, coupled with attentive observation, contribute to the construction of per-
sonal urban imaginaries and shape the emigrants’ evolving sense of belonging.

[...] older people in Belgrade look well-off. In Moscow, it’s hard to leave
the house without encountering beggars or miserable pensioners. In Belgrade,
I don’t see that. The local older people are lively, dress decently, buy proper food, and
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don’t fuss over every penny at the checkout. In the kafanas, spirited old ladies chat
about who has passed away and who has married for the fifth time. The depressive
Russian vibe is absent, even though salaries and pensions are in the typical depressive
Russian style.

I suspect there’s a law in Yerevan prohibiting the wearing of hats. Or maybe it
only applies to locals and doesn’t affect repatriates and emigrants. It was -13°C outside
in the morning! Everything is covered in snow. And so? Only the kids and I were wear-
ing hats.

Another popular genre of emigrants’ notes consists of humorous sketches in which
the naive or unsuspecting migrant becomes familiar with local urban practices, often re-
sulting in embarrassing or simply amusing situations. The relatively limited number of
explicitly “unpleasant” surprises in these blogs may reflect the particular interpretive lens
adopted by the authors, in which the local community is often portrayed as inscrutable yet
generally friendly and hospitable. For instance, the blogger writing about Buenos Aires
recounts another emigrant family being robbed at home and subsequently leaving
the country, while emphasizing that nothing similar happened to their own family and
that such incidents are exceptions rather than the rule. Encounters with locals are thus
incorporated into an overarching narrative of “successful” emigration, in which eventual
integration and adaptation function as the implicit endpoint. Quite illustrative, therefore,
are the following two sketches describing the narrator’s encounters in Yerevan:

Yerevan, my darling. So gentle, so open, and so beautiful in the summer, of
course - but that’s not even the most important part. The most important part is that
I was walking home with my groceries when a butcher literally jumped out at me.
He leaped out of his shop and started yelling at me. And even though he was shouting
in Armenian, I could understand perfectly from his gestures and intonation what he
meant: “Who carries bags like that?! Don’t you see everything’s all crooked? You're
squashing the figs and don’t even notice! Give them here, for heaven’s sake; what
a mess, your mother should be ashamed!” He took all my bags, emptied them, re-
packed everything, tied them up, put them into his beautiful bag, and hung it on my
arm. At the end, he even waved his hand at my thanks, so I would understand that he
only did it out of respect for the figs.

I went to a pharmacy today. [...]

- “Barev dzez,” says the pharmacist, “you absolutely must check out our cosmet-
ics! We have really good cosmetics - French, therapeutic! Very effective for... all of
that.” makes broad circular gestures around my face

- “Merci shat,” 1 say, “but I have my regular cosmetics; I don’t switch, I only
use them.”

- “Well, you can tell,” the pharmacist replies, with a knowing smile.

I'laughed so hard I thought they’d have to carry me out of the pharmacy. Only in
Yerevan do they manage to violate personal boundaries with such charm.

The construction of the urban imaginary relies as much on navigating interpersonal
"friction" as it does on physical adaptation to climate or topography. By documenting
these moments of boundary-crossing - whether through unsolicited help or reciprocal
ironic exchange - emigrants transform the “exotic” other into a familiar, albeit still
distinct, social partner. Ultimately, these narratives move the emigrant beyond
the detached observation of the outsider, using humor and social contrast to perform
a symbolic “inscription” of the self into the host city’s complex cultural fabric.




Mapping the city: attachment and urban knowledge

In their daily movements around the city, emigrants often navigate its “backside” or
“underbelly,” which presents a remarkable contrast to the polished, official facade visible
to tourists. By moving through these less visible spaces, emigrants develop intimate
knowledge of the city’s streets, corners, and everyday rhythms, which brings them closer
to the locals and sets them apart from tourists and newcomers. A recurring rhetorical
device is, therefore, to contrast the negative emotions that the same location may provoke
in outsiders with the narrator’s delight in having come to know the place, highlighting
both the city’s distinct personality and the comforting sense of familiarity and belonging
(“A friend on Facebook recently moved to Belgrade. She really tries to speak politely and
not be too blunt, but sometimes something slips through. She writes: “Just five meters
away from the center and the slums begin.” She attaches a photo of the slums. I look at
the slums and think: “Belgrade, my love, can’t wait to get there! This is so cool, just like
in the photo! Love it! What a city, I'm gonna live in Belgrade, can’t wait to come back!”).

On the other hand, unlike locals, emigrants often notice details that residents take for
granted, and their narratives frequently document these small discoveries. For example:
“On my 670™ day in Herceg Novi, I discovered yet another of the thousands of little stair-
cases that make this wonderful city famous! I wonder how many more I'll find - and when
I'll have discovered 100% of them?” This reflexivity of the emigrant gaze is evident in other
observations as well; for example, regarding street names, the narrator living
in Belgrade notes that some buildings display plaques listing all previous names of a street,
showing that it has been renamed three times in less than ten years, as circumstances
changed, which makes her wonder about the Serbian way of naming streets and
the historical conditions that led to the practice of multiple renaming or keeping all the
names at once.

This intimate engagement is further emphasized through the narrators’ use of pho-
tographs, either taken by themselves or, more rarely, shared from others. In the blogs,
these images are often described as capturing the core or essence of the place, highlight-
ing the narrator’s sense of having true, intimate knowledge of the city. The narrator pre-
sents themselves as possessing the expertise and authority to point out these details to
their audience, while simultaneously inviting those members of the audience who are
“knowledgeable” (that is, having been living in the city long enough and sharing in their
fascination and familiarity with the place) to contribute their own interpretations of what
the city is really like.

As daily routines take them along the same routes, certain signs, buildings, and other
elements acquire personal significance, gradually forming each narrator’s unique topog-
raphy of the city (“I’ve developed favorite spots, favorite foods, streets I enjoyed walking
down, and some personal landmarks - like, “Oh, the ‘Fuck NATO’ graffiti, that means
the shoe shop is just one block away.”). New experiences intertwine with older memories,
creating an individual history of the emigrant’s relationship with the urban environment.
In some cases, certain elements of the urban landscape or feelings associated with them
come to feature prominently as defining motifs of the city’s imaginary: e.g., fountains in
Yerevan, graffiti in Belgrade, staircases in Herceg Novi, or the sense of freedom conveyed
by the wide streets of Buenos Aires.
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Another recurring motif is the layered history of the city; traces of the past, which
sometimes are barely visible beneath newer constructions, allow narrators to reconstruct
their own version of the city’s and country’s history:

I read just yesterday that Belgrade has been seized and destroyed 38 times.
Moreover, each time, it rose from the ashes with all its streets, verandas, and cheerful
spirit intact.

[...] Belgrade has really interesting architecture: you walk down the street, and
suddenly it’s Italy, indistinguishable. Turn the corner - and you’re in Istanbul. Over
here, we have Austro-Hungarian chic. Here are the traces of NATO bombings. And that
wall? We stand there and discuss who among the Yugoslav criminals actually was
a criminal and who wasn’t.

Emigration inevitably prompts the narrators to compare their own journeys with
those of earlier waves of Russian emigrants, particularly when they encounter traces of
these predecessors in the landscape, or with the broader history of global emigration,
revealing the shared emotions and challenges common to all emigrants:

I’'m not very strong with historical parallels, but I want to share a thought: Bue-
nos Aires, for me, is in many ways reminiscent of New York about a hundred years
ago. Back then, it was a magnet for those disillusioned with Europe, looking for a new
home, ready to start from scratch. The world is different now, of course. However,
there’s still that overseas remoteness, the openness to immigrants (it’s even en-
shrined in the Argentine Constitution), other freedoms, the blue sky... And the way
I perceive the Russians I interact with—some lost, others determined and purposeful,
many babies, many arriving with their families. A local community with its own cul-
ture is taking shape. [...] That’s roughly how I imagine the wave of immigrants who
arrived in the U.S., and now, spring has begun here, and it feels as if new hopes are
hanging in the air.

The Savinsky Monastery, at the very top of the mountain [...] It’s very touching
that they have preserved these graves of Russians. Most were buried between 1928 and
1942; I haven’t seen any later ones. In 1942, some were shot by the fascists. So, almost
exactly 100 years ago, these people arrived here, mostly from the 1870s, but also from
the 19" century. History repeats itself. Online, I found biographies of many of them [...]
Besides the military, a few doctors are buried there too, though I couldn’t find any in-
formation about them. What an unsettling coincidence - I am the daughter of an officer
and the wife of a doctor. The same types, in the same place.

Comparisons are also frequent in emigrant narratives, either with their home city,
such as noticing the relaxed, “dacha-like” atmosphere of a small Montenegrin town com-
pared with bustling Moscow, or with other cities they have visited, such as New York or
Barcelona. While these comparisons often highlight positive aspects of the new place, for
example the narrator in Buenos Aires noting how relaxed and free people seem compared
with war-time Moscow, they can also reveal notable absences, showing what the host city
lacks relative to the home city, and evoke feelings of nostalgia:

I saw comments from people who had moved from Siberia, the Urals, or the central
regions to Armenia or Georgia, saying how terribly they missed a snowy winter [...] I
read them and thought, how lucky I am that I don’t miss anything - only the people. But
after a while, I realized that I really missed “big water.” In Rostov, you always know that
the Don River is nearby - you can see it, smell it, the city is built on it. In Yerevan, there’s
no big water; it’s completely different, not about that at all. [...] I suddenly felt with my
whole being that I needed to go, sit, and watch a river with a lot of water flowing.
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The home city-host city dichotomy is emotionally charged and features prominently
in many of the narratives, particularly as the narrators make trips back to their home
cities (Moscow in three of the blogs), which they describe in some detail. It should be
noted, however, that this dichotomy is far from straightforward. The host city is con-
trasted not only with present-day Moscow, which can feel both painfully familiar and
strangely menacing, but also with pre-war Moscow. Paradoxically, this comparison
brings the memory of the pre-war city closer to the emigrants’ experience of the new city:

Inexplicably, life here has become very similar to what it was before in Moscow.
Of course, before 2022.

We went to a nice café for dinner. Furthermore, that nostalgia stayed with me
constantly - the feeling that the two of us were carefully peeking into the past - Mos-
cow in the early 2000s.

Recently, Vika and I have discussed several times a very important advantage
of Argentina for us. It is that it has, in a way, frozen in the past. Life here, unlike in
many other countries, is less influenced by modern technologies and has little digital-
ization. It feels like a different pace of life. I used to think this was something to suffer
over, because it contrasted so sharply with Moscow. [...] However, it turned out that
I really enjoy living as if in the past. And raising children here is very pleasant.

The pre-war home city is remembered with nostalgia. At the same time, the war-
time urban space is portrayed as alien and no longer home, as narrators recount military
banners in the streets, tense interactions with friends and neighbors, drone attacks, and
other visible ‘signs of the time’. In this context, the host city emerges as a new and wel-
coming home, offering the emigrant safety, comfort, and respite, so that returning from
Moscow already feels like ‘coming home’ (“Now I say “I’m going home” meaning Herceg
Novi. It’s a little unsettling to realize that Moscow is no longer “home,” and I’'m still re-
sisting that - though not so desperately anymore”). Still, the home city remains in many
ways a reference point, for example, in terms of prices, crime rates, weather, or access
to services - a perspective that may be shaped in part by the audiences to whom the nar-
ratives are addressed, often composed of former or current residents of the capital.

The narrators’ relationship with the city tends to be described in affective terms,
reflecting the evolving, personal history of their life in this place. While not all narrators
recount their initial impressions, some describe a gap between their first encounters and
the feelings they developed after spending time in the city. For instance, initial fear or
disorientation may later give way to fascination and a sense of familiarity. This is how
one of the narrators describes her first months in Belgrade:

I went through all of this back in March. I remember rushing around rainy Bel-
grade between bank branches, mobile phone shops, the police station, and the post
office, and feeling like I was in hell. I told my friends that this city was perfect if you
wanted to go crazy, get high on heroin, or write your own version of [Maxim Gorky’s]
“The Lower Depths”, but for anything else, the city was terrible.

In yet another posting, she writes: “Belgrade just seemed to me like the kind of city
where it would be easy to get hit on the head with a crowbar.”

The same narrative features what might be called an “epiphany” moment, when
fleeting daily impressions of the city suddenly sparked a sense of recognition and affec-
tion, described by the narrator as the moment of “falling in love” with the place (“There
was this sudden spark - I physically felt myself fall deeply in love with this city. I can’t
remember the exact moment I fell for all of the men in my life. However, with Belgrade,
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I remember everything”). Yet another narrator confesses feeling “in love” with the city
immediately after he arrived there: “I expand my boundaries of acceptance when I meet
people who, like us, moved from Moscow but aren’t at all thrilled with Argentina and
Buenos Aires. I'm surprised, I try to listen calmly without starting an argument. I'm in
love with everything here. Literally, no “buts.”’. The relationship with the city is meta-
phorically compared to a relationship with a person, involving elements of familiarity,
surprise, attraction, and attachment. The first narrator also explicitly connects the mo-
ment of falling in love with the city to the sense that it is now home - a powerful, sudden
realization of attachment and newly found belonging.

Sometimes, the process of developing attachment to a place is not depicted as a sud-
den “falling in love,” but rather as gradually “catching the vibe” of the city, tuning into
its rhythms, mood, and distinctive atmosphere. This involves noticing subtle, hard-to-
define qualities, the je-ne-sais-quoi, that make the place unique, memorable, and ulti-
mately endearing. For instance, the narrator, describing her experience of settling down
in Herceg Novi, reflects on how she gradually adjusted her manner of dress as she attuned
to the city’s relaxed atmosphere. She also characterizes the place's unique “personality”
with the Russian word intelligentny (refined, cultivated), a term typically applied to
a person rather than a place.

A recurring reflection found in several blogs is that emigrants often thought they
could only love their home cities, but after experiencing the new place and “falling in
love” with it, they realize that they can love other places as well and make home in them -
an experience that proves deeply empowering for them:

The fact that I’'ve settled in Herceg Novi - is that my personal ability to find
beauty everywhere and fall in love, or is it the magic of this particular place, where
I happened to end up by a twist of circumstances? Will my life be just as wonderful
after the next move, or will I ruin it and end up biting my elbows, wondering - why
did I leave?

I have a feeling that we are finding a home. Buenos Aires has become familiar.
I can get around pretty well, I can reach anywhere by public transport, I can ask for
directions, and I’'m not as afraid as I used to be of strangers - or even people I know
(I mean, I’'m not afraid of small talk like “¢Qué tal? Todo bien”).

Through the intimate mapping of “backside” spaces and the identification of per-
sonal landmarks, the emigrant’s urban imaginary evolves from detached observation into
a deeply personalized topography of belonging. The city is no longer a site of refuge but
an empowered reconstruction of home.

Conclusions

The narratives of Russian emigrants settling in new cities reveal their complex and
evolving relationship with urban space. Unlike long-term residents, emigrants carry no
extensive history in the city, yet they are far from mere tourists: their engagement is both
affective and active. Even in moments of routine, they pause to notice and record impres-
sions, transforming everyday encounters into digital narratives shared with online audi-
ences. Blogs serve simultaneously as archives of memory and as vehicles for emotion-
imbued urban imaginaries. Place attachment develops through both attentive observation
and embodied experience, as knowledge of the city is gained through walking its streets
or navigating via taxis.
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The affective dimension of these narratives is central: for the narrators, loving
the city is inseparable from feeling at home, safe, and comfortable. Emotional, cognitive,
and functional bonds coalesce into a sense of belonging and topophilia, illustrating the dy-
namic interplay between place attachment and place identity. By exploring the city and
building a personal topography, emigrants create symbolic and corporeal connections
that anchor them within the urban environment.

The digital form of the narratives amplifies this process. Fragmentary Telegram
posts, often accompanied by photographs or videos of the place, capture episodic encoun-
ters with the city, its inhabitants, and its urban landscapes. Material sites, everyday
events, memories, and reflections are interwoven into a mosaic that represents both
the immediacy of lived experience and the broader temporal and historical context of
the city. In doing so, these digital accounts function as instruments of urban imaginary,
enabling emigrants to narratively construct and negotiate the city as a meaningful space,
simultaneously personal and shared.

Through these narratives, the city becomes a source of support and empowerment,
a platform for re-established agency and control over one’s life. Engagement with the ur-
ban environment allows emigrants to reconstruct their identities in a new context: while
they may not become fully assimilated as Serbs, Argentinians, or Armenians, and at
the time of writing do not appear particularly inclined to do so, they may nevertheless
develop localized identities as Belgradians, Portefios, or Yerevanians. This process high-
lights the role of place attachment and urban imaginaries in fostering belonging, provid-
ing both psychological and social resources that help migrants navigate displacement and
participate in the cultural life of their adopted cities. By sharing their impressions with
online audiences, narrators also contribute to the ongoing circulation and co-construction
of urban imaginaries within digital diasporic spaces, thereby participating in the emer-
gence of shared representations such as diasporic Belgrade or diasporic Yerevan.

In sum, place attachment, place identity, and urban imaginaries are, for these emi-
grants, lived, practiced, and narrated phenomena — formed through embodied explora-
tion, affective engagement, and reflective storytelling. The Telegram blog emerges as
a distinctive genre in which displacement is not merely endured but actively reworked
into a new sense of home.
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MiéBo

JJisi TUTUPOBaHUS:

AHHOTAIINA

CraTbsi NIOCBSIIIEHa WCCAELOBAaHMIO MeEXaHU3MOB MMUQPOTBOPUECTBA,
MIPOUCXOASIIEr0 Ha NPOTSDKEHUM TOCIENHUX ABYX CTOJIETUN BOKPYT
JBYX KJII04UeBbIX QUIYp HOBIOPOZCKOI MCTOPUM — JIeTeHLapHOI'0 KHSI351
PropuKa ¥ ONIO3ULIMOHHON AesiTeIbHUIbI Mapdbi-nmocaguuiisl. Ha ma-
Tepuasie COGpaHHbBIX IOJIEBBIX JAHHBIX, KpaeBeAYECKOM U MyOIUIUCTU-
YeCcKOM JIUTepaTypbl aBTOPbl PEKOHCTPYMUPYIOT IIPOLLECCHl « BTOPUYHOM
CEMMOTU3AIMNU» HECKOJbKMUX 3HAUMMBIX O06bEeKTOB B HOBropojickoii,
JleHMHTpacKoil 1 TBEPCKOM 06J1acTsIX. ABTOPHI IMOKA3bIBAIOT, KaK MC-
TOpUYECKasi HEOIPELEJIEHHOCTb U CKYAOCTb MCTOYHUKOB IMOPOXKIAIOT
KOMIIEHCATOPHYI HappaTUBM3aluio0: GaHTOMHBIE MOTMJIBI Popuka u
Map¢bI-TocagHUIBI CTAHOBSITCS «MECTaMy IIaMsITU», IT03BOJISIOIIUMU
JIOKAJIBHBIM COO6IIlecTBaM BIIMCATh CBOK MaIyI0 POAMHY B KOHTEKCT
6osb110i1 UcTOpUKU. Ocoboe BHMMaHMe yAenseTcs caydasam “OjieroBoi
Mormibl”, lIlym-ropsl 1 ¢. Miégo, rge Mmudosoruuyeckue HappaTUBHI,
BO3HMKIIINME B HAYYHOM MJIU MYyOGJIMUIUCTUYECKON cpefie, 6bUIM aZlanTu-
pOBaHBI HAPOAHOM TpaAuIueil U NpeBpaTUINCh B MHCTPYMEHT IIOBBI-
HIeHUs] CMMBOJIMYECKOI'0 KaluTasaa TeEPPUTOPUN.
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site of memory The article is devoted to the investigation of the mechanisms of myth-
Rurik making that have been taking place over the past two centuries around
Martha the Mayoress two key figures of Novgorod history - the legendary Prince Rurik and
myth making the oppositionist Martha the Mayoress. Based on the field data, local
Veliky Novgorod history literature and other publications, the authors reconstruct
Staraya Ladoga the processes of “secondary semioticisation” of several significant ob-
Shum-gora jects in the Novgorod, Leningrad, and Tver regions. The authors show
Mlyovo how historical uncertainty and scarcity of sources generate compensa-

tory narrativisation: the phantom graves of Rurik and Martha become
“memory spaces” that allow local communities to place their homeland
in the context of “large history”. Special attention is paid to the cases
of the Grave of Oleg, Shum-Gora, and the village of Mlyovo, where myth-
ological narratives that originated in academic and journalistic circles
were adapted by the folk tradition.
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BBemeHnue

Korzia McTopuyeckye MCTOYHUKM CKYIIbl ¥ MPOTMBOPEYMBEI, 6eCIIpepbIBHO pOX/a-
IOTCSI ¥ OKa3bIBAIOTCSI OUe€Hb BOCTPE60OBAaHHBIMM MHOT'OUMCJIEHHbIE HayUHbIE U IICEBIOHA-
y4YHble TMNOTe3bl. TakMe MHTeJJIeKTyaJbHble OpOXXEeHMSI y)XXe He O HO CTOJIeTHe ITPOUC-
XOZSIT BOKPYT JBYX KJIIOUEBbIX PUI'yp HOBrOPOACKOM MCTOPUM — JIET€HJapHOTO KHS35
PropuKa ¥ ONIMO3ULIMOHHOM AesATeIbHUIbI Map$bl-TTI0CagHUILBI.

B IaHHOM CTaTbe MbI IOIPOoO6yeM PeKOHCTPYMPOBATh MeXaHMU3Mbl MMPOTBOPUECTBA,
CBSI3aHHOT'O C ZIBYMSI 3TMMM MMEHaMM, M IIOKa)keM, KaK MCTopuYecKkasi HeolpeZeseH-
HOCTB ITOPOJ KOHBEPTUPYETCS B COLIMAJIBHO 3HAUMMBbIN pecypc. OCHOBBIBAsICh Ha KOHILIETI -
uuu “6pukosaaxa” K. Jlesu-Crpocca (Jleu-Crpocc, 2008) u teopuu muda P. Bapra (Bapr,
2008), oz, MMPOTBOPUECTBOM MBI OyZleM IOHMMATh He JIOXKHOe 3HaHMe, a Ipoliecc ce-
MMOTUYECKOT'0 JOCTPpauBaHMsl IPOLIJIOT0 AJISI YAO0BJIETBOPEHMS] HACTOSIIUX IMOTPebHO-
cTel coobIecTna.

VICTOUHMKOBOM 62301 MUCCIIe0BaHUS MTOCTYXKUJIU II0JIeBble MaTepuasibl, COOpaHHbIe
aBTOpaMM Ha Tepputopum HOBropopckoi, JIeHMHIpaZcko U TBepckoit obsacTein
B 2015-2022 IT., a TaK)XXe KpaeBeZiueckas U MybaunucTuyeckas aureparypa.

“3o0s10TOM IPpo6 Propuka”

IIo ApeBHEPYCCKUM JIETONIMCAM MbI 3HaeM PlopMKa KakK IIpeBOAUTESI Bapsros,
NIPM3BAHHOTO M3-3a MOps Ha Pycckme 3emsn B 862 r. I xoTs Propuk — ¢urypa Heco-
MHEHHO JIereHJapHasi, B JIUTepaType MO-IIPEeXHEMY MPOJOJ/IXKAIOTCA CEpbe3HbIe CIIOPHI
O TOM, OTKyZia ¥ B KaKOM MMEHHO PYCCKUI TOpOJ, OH NPUOBLJI, IPU KaKUX 0O6CTOSTEb-
CTBax yMep U rje IIOXOpPOHEH.

MeI He 6yZieM IBITAaTbCS AATh OTBETHI Ha 3TM Hepa3pelluMble BOIPOCH, a 06paTum
BHMMaHMe Ha ZIpyroy, Kak HaM Ka)XeTCsl, He MeHee MHTEePeCHBIM acleKT. 3apoAUBIINCh
B HAy4YHOM MJIM OKOJIOHAY4YHOM Cpefie, TAaKOIr'0 poja CIIOPhI MOPOXK AT TEKCThI, KOTOPbIE
IIpU OIpeeIEHHBIX 06CTOSATENIbCTBAX MOTYT IPOHUKHYTD B POJIBKJIIOPHYIO TPaJUILIAIO.

Hamnpumep, Ha CeBepo-3amnage Poccum JOBOJIBHO ILIMPOKO PACIIPOCTPaHEHbI CKa3a-
HUSI 0 PlOpuKe, TIOXOPOHEHHOM B 30JI0TOM rpoby (TpaauLMOHHBIM GOJBKIOP, 2001,
C. 435). CKopee BCero, 3Tu nNpefaHusi BO3HUKJIM AOBOJIBHO MO3HO: 6BITh MOXET, JIUIIb
B XIX B. A. A. CenuH, HanpuMep, CBSI3bIBaeT MX MOSIBJIEHME C YCTAHOBKOM IMaMSTHMKA
ThICSIUeIeTUI0 Poccuy B HOBropozie 1 ocBellleHMeM 3TOr0 COOBITHSI B TOTZAIIHEN IIpecce
(CenuH, 2016, c. 94). BO3M0>XHO, OTKPBbITHE B 1862 I'. MOHYMEHTA, rae durypa Propuka
3aHMMaJla IleHTpaJbHOE MeCTO, CTaJI0 TeM MOILIIHBIM KaTaJanu3aTOpPOM, KOTOPBIN pa3byaui
MHTepec xxuteaeu CeBepo-3amnaja K 3TOM JIEreHAAPHOU JIMUHOCTU.

BnpoueMm, B Crapoil Jlajore KpelnocTb MMeHOBaJM PIOPMKOBBIM 3aMKOM Jiake
paHblile, B nepBoy nosioBuHe XIX crosetus (BiaHzos, 2016, c. 74). [IpyMepHO TOrAa Ke
B IIyOJIUIIMCTUYECKOM, KpaeBeJueCKOM M HayYHOM JUTepaType 3a IPEBHUM TOPOAUIIEM
B OKpPeCTHOCTSX HoBropoga sakpenmjocb HauMeHoBaHMue PopukoBa ropoguia (IHMH &
AJIEIIKOBCKUM, 1971, C. 35).

Kak 651 TO HM 6BLJIO, TIpeJaHUS O KHSI3€e, KOTOPble cerogHs1 PUKCUPYIOTCS Ha CeBepo-
3anazge Poccun, — 3TO He apxXaMvHBIN IJIACT HApPOAHOM MaMsITH, a GOJIbKIIOPHBIN OTKIUK
Ha Ny6JMLUCTUKY U APYTYIO MOMYJISPHYIO JuTepaTtypy. ViMms Propuka MOTJIO OSIBUTHCS
B YCTHBIX paccKa3axX HOBIOPOJCKMX KPeCThbsiH 6s1arozapsi AesiTeJIbHOCTU IIKOJIbHBIX YUU-
TeJiel, KpaeBeJoB, a TAKXKe apXeoJIoroB, KOTOpble HayaIM MPOBOAUTh MaclITabHbIe ap-
XeoJIOTMUYeCKMe PACKOIIKM B perMoHe B IIepBOM MOJIOBMHE XX B.
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OCTaHOBMMCSI Ha HEKOTOPBIX TeKCTax NozZpobHee:

«M nocne 80UHbL Yxce xodunu, 6om Propuka 6 3010mom 2poby uckaau, 6om uckanu
€20, — pacckasblBajla XXUTeJbHUIlAa BaTenikoro panoHa. — I'de 3apbim? Bom Ha Kakux-imo
conkax mexc0y Hoszopoda u JIyzoil u eom 20e-mo 30eCb 8 HaWUX palloHax. <...> M Hawu
dedbl, npadedbl pacckasbleéanu, U nana... Ho kako mecmo, HUKmo He 3Haem, nOXopoHeH. Ymo
OH NOXOPOHEHHbLIL 8 3010MOM 2poby, 3010mble canoa2u, ¢ 30.10moll cabael; 8ecb, 60mM 3mo,
8 Kacke 30a10molil. Boujem, secv 2pob u3 3on0ma. Bce u3 301oma. <...> Bom Ha3blganu Pro-
puk, a kmo makotl Propuk? Kakoii-mo 6bl1 kak 80ska, kakoli-mo 6ui1 2nasHulil» (Tpaguim-
OHHBIN QOJIBKIIOP, 2001, C. 221).

Kakx MbI BUAUM, paccKkasbl O PIOpMKe yCIelIHO aZlalTUPYIOT TPaAULIMOHHbIE (POJIbK-
JIOpHBbIe MOTUBBI (IorpebeHue 1aps B 30JI0TOM I'poby U C 30JI0TOM cabyeln) MaM camu
BCTpPauBaIOTCS B OBITYIOI[ME B TOM UJIM MHOM MECTHOCTMU CIOXeThI. [IpM 3TOM MMS KHSI35
IIOpPOM He MMeeT 3HaueHUsl. DTO MOXeT 6bITh U Plopuk, u OJser, u AnekcaHap HeBckui
(B1anzmos, 2017, €. 19). B 3TOM OTHOLIIEHMM OYeHb II0Ka3aTeJbHbI TEKCThI, PUKCUpPyeMbIe
cerofiHsl B oKpecTHOCTsiX Ctapoit JIaforu.

Moruasl Propuka u Onera B Ctapoy Jlazore

B XX B. OJHY M3 CTApOJIaZi0XKCKMUX COIIOK B HAYUHOM M KpaeBeUyeCKOM JUTepaType
ctanu 6e30CHOBATEeJbHO Ha3biBaTh Mormsion Osera Bemjero (ITaHueHKO M Jp., 1999,
c. 82-91). losroe BpeMsl XXUTEJIU OKPECTHBIX JlepeBeHb HU4Yero 06 3TomM He 3HaJIU, U HU-
Kakux npegaHumt o6 Oserosoy morusie B Ctapoi Jlagore He ¢puKCHMpPOBaIoch. O HAKO aK-
TUBHAsl [IesITEJIbHOCTb KpaeBeJoB, MYy3elHbIX PabOTHMKOB, 3KCKypcoBOZoB u CMMU
He OCTajlach He3aMe4eHHOM, B pe3yJIbTaTe Yero NOsIBUJIUCh TeKCThI, 3allMCaHHble HaMU
B XO/ie TI0JIEBBIX UCCIeJ0BaHUM:

«A Conku — som oHU, 8001b 6epeza. Cuumarom, umo mam moauna smozo Oneza, 20-
sopsim, umo Osie2zoea moz2u1a Ha3bleaemcsa»'.

“Tanvwe udume u ysudume Conku. ITo acanbmy notideme, no dopoze u yguoume —
mam odHa eom conka, nomom danvule ewe conku. Hy mam ecé 2oeopuau, umo Onez mon
noxopoHeH. E20 mam aK06bl KOHU NOXOPOHEHbL. B obuwem, ecsikas epyHoa, Mbl He 8epuMm,
HaeepHoe. S He sepro™.

“Conku — amo Onez mam co ceoeu Onbzou cudenu, mam mexcdy conkamu 2yaanu, HY
Kak, omoblxaau mam, Hakpblmbl CMOoAbL 6bL1U uM. B 00HOU U3 CONOK — HY celldac yxice 6cé,
HagepHoe, coscem 3apoci10 — b6blra dvlpka. Hy Mbl dce 11060nblmHble, 8 WKOAY e 8 Cmapyro
Jladoz2y xoduau, u Yy Hac 00uUH manvdux myoa onycmunacs. ITo0 conky 6vLau xo0bL”3.

[IpyMeyaTesbHO, UYTO HapsaAy ¢ OJeroM B pacckas3ax 0 CTapoJIaZlodXKCKUX COMKax pu-
TYPUPYIOT U IPYyTYE UCTOPUUECKME TIEPCOHAXKMN:

«Conku — amo mam, 1 moxce cavlwana, Ymo mam noxoporHeH FOpuil /Jonzopykuti»4.

«Tam, 2080psim, NOXOpOHeH KmMo-mo 8 amux Conkax. Bom Prwopuk, Propuk 3mo mam
80M, 2080psLM, NOXOPOHEH, Mam uau 20e OH NOXOPOHEH, Sl He 3Hat0, 20€-1M0 NOXOPOHEH»5.

! TloneBble MaTepuanbl A. A. BianzoBa (ganee - IIMA). JleHuHrpazckast 06J1., BosixoBckuii p-H, c. Ctapas
Jlapgora, 2015 T.

2 [IMA. JleHuHrpazcKkas 06., BoaxoBckui p-H, c. Crapas Jlagora, 2016 T.

3 [IMA. JleHuHTpazcKas 06J1., BOIXoBCckui p-H, 1. TpycoBo, 2021 T.

4 TIMA. JleHuMHTpazickast 06J1., BOJIXoBCKU p-H, ¢. Ctapas Jlazora, 2015 T.

5 TIMA. JleHuHTpazackas 06J1., BOJIXOBCKUII p-H, A. MAKMHKMHO, 2015 T.
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“Conku — kypeaaH makoll u ecms. Tam Propuk noxopoHeH 6 Conkax. PaHblule MblL Ma-
/NieHbKUe 6bL1u, 8cé myoda siliya xodunu kamams Ha ITacxy. 3abepemcs Hagepx — cellvac oHa
MeHbule cmana, oHa kyda-mo desasnacy, HasepHoe™®.

IIpepnosiaraeM, 4YTO M3 BCeX Ha3BaHHBIX MHPOpPMaHTaMM KHs3ell PIOPUK MOSIBUJICS
B JIOKQJIbHOM YCTHOM TpPaZAULIMM paHblie Bcero. CJIyxy 0 IOXOPOHEHHOM B TOM MJIM MHOM
comke KHsi3e 6pIToBanM B HiuxkHeM IToBosixoBbe ¢ XIX B. Hanpumep, B 1913 I'. B MECTHOM
raseTe COO6IATIOCH:

“19 masa apxeonoz 2. PenHukos 6ydem c komuccuell npou3so0ums packonku Kyp2aHos
okon0 kpenocmu Cmapotil J/lado2u u 8 umeHuu npedsodumens dsopsHcmsea 2. ILllsapua.
B smux kypeaHax npednoaazarom Halimu 2po6 Propuka. Ecau 6ydem HatlldeH 2pob Propuka,
mo smo 6ydem genuualiulee apxeo/102udecKkoe OMKpblMue He moavko 045 ecell Poccul,
HO u 014 e8ce2o ceema™’.

IIIym-ropa

IToxxasnyy, caMoy u3BecTHOM Ha CeBepo-3amnazge Poccum “mormsion Propuka” siBiasi-
eTcs T. H. lllyM-ropa — BHYLIUTEJIbHBIX Pa3MepOB KypraHHas Hacblllb, pacllOJIOXKeHHas
Ha JieBOM bepery peku JIyru B BaTenikom paitoHe HoBropopckom obsactu (IliaToHOBa U
Ip., 2007, C. 146). B XIX B. HUKAaKMX TEKCTOB O PIOpMKe IPUMEHUTEIBHO K 3TOMY OO'BEKTY
He ¢pukcupoBasock (BeicTpoB, 1879, c. 381-410; MypaBbeB, 1896, c. 59-62). Bo3MOXXHO,
OHM MOSABUIUCH B XX CTOJIETUU U CTaJIM LIMPOKO U3BECTHBIMU B OKPECTHBIX JePEBHSIX
TOJIbKO B HefaBHee BpeMs (KopoTkeBuu & IlnaToOHOB, 2010, €. 79-96). MOXHO IIpezIio-
JIOXXUTb, YTO He MOCJIEHIO POJIb B MOMYyJasipU3aliuM Bepcuu o norpebeHuu Propuka Ha
6eperax JIyru chirpajiv MecTHbIe KpaeBe bl 6paThbs C. C. u M. C. AjleKCallluHBbI.

ITpouuTHpPyeM JBa 3allMCaHHBIX HaMM B TOM MECTHOCTMU NpeJaHusI:

“I'0e-mo mam, 2o08opsim, Propuk noxopoHeH. Bblau Yy Hac Hecko/bko siem nodpsad mam
2ynanus. Ilpuesdcanu, He 3Har0, mam ¢ MOCK8bl, U3-3a 2paHulbl, 2060pAM, 4MoO npoceevu-
ganu ee. Boobule, kak cka3aau, umo eom 20e IIodz2opbe, 60mM UepKeywkKa CmapeHbKas
cmoum, Wmo mam u3HadanbHO xomeau cmpoums Beauxkulu Hogz2opod. Hy onsamb e
He 3Hato. 'osopsim, umo eom 3a Ilod2opbem, Ha peuke mam makue ocmamku ecms, 20e-mo
8 MOM palioHe s1K06bl HauL1U 100Ky 8UKUH208. M ellle 00HO, 3MO A Yxce cam MOo2Yy ckaszamb,
Mbl Mmam XOpoHUAU podcmeeHHUKa Kak pa3 Ha knadbuule. Hy u HamkHYAuCb Ha wepena.
MHoz0 uepenos, HO uepena oueHb boavwue. HYy 6om, ckopee 6ce20, 4Ymo 3MmMoO KMo-mo us3
8uKuH208. Moxcem, 6bL10 KaKoe-mo 3axopoHeHue™s,

«9mo conku, mam PrOpuk noxopoHeH, 0a, /Jonzopykuil, ocHogamenb 8006we Hos20-
podckull 2ybepHuu. 3Haeme, umo ®CE 3a HUuMu cmompam? Tam MUAAUOHEPbL 8alllu numMep-
cKue, Yy HUX mam dadu omcmpoeHsl. M oHu Habarwdarom. To ecmb, ecau mol, donycmum,
Mempos Nsimb-cemb Hapywuwlb meppumoputo, mol 6ydews apecmosaH. Cpa3y, da. OxpaH-
Has 30Ha gocembcom mempos. Cmompume camu, xomume — udume. Tam 3010MO paHbule
Konanau, u Hawau, da»®.

IIpuBefeHHbIe CJIOBA MECTHBIX XXUTeJIeN SIBJSIIOTCS IIpUuMepaMy “BTOPUYHOM CEMMU-
oTM3aLMM”: TPaH/AMO3Hasl COMIKa He MOXeT OBbITh IPOCTO XOJIMOM M Jla)ke IIPOCTO MOTU-
JIO KHS1351, €e 3HaUMMOCTb JOIIOJIHSIETCSI CEKPETHOCTBIO.

6 IMA. JleHMHTpaACcKast 06J1., BOIX0OBCKUM p-H, 1. UBaHOBCKUI OCTPOB, 2016 T.
7 [Be3 aBTOpa.] Packomnku // O3epHOM Kpai. 1913. N2 24.

8 [IMA. HoBropogckas o6J1., Bateixuii p-H, n. ITom6epesbe, 2018 T.

9 IIMA. HoBropozckast 06J1., Batenknuii p-H, . 3anojibe, 2018 T.
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Mapda-nocagHuiia

Obpatumcs Temneps K caydaro Mapdbi-nmocagHuiibl. C sierkout pyku H. M. Kapam3uHa
3Ta XXeHIIMHA CTajJla OAHUM U3 CaMbIX U3BECTHBIX IIEPCOHAXeM HOBTOPOZCKOM UCTOPUMN.
He ciyuyaltHoO c eé MMeHeM CTaJiM CBSI3bIBATh pa3JIMUHbIe 06'beKTHI B BesikoMm HoBropoze.

Bcé HavyaJIoCh C TOT'0, UTO HEM3BECTHYIO KaMeHHYI0 pyuHYy Ha TOproBoy CTOpOHeE To-
poZia OKpeCTUJIN OAHUM U3 JOMOB Map@nl. A MOCKOJIbKY, COTJIACHO MCTOPUUYECKUM UCTOY-
HUKaM, eé MajaThl HaXOAWMJIUCh Ha IMPOTMBOIOJIOXHOM Oepery BosixoBa, MOSBUJIIMCH
nmpeznmojoXxeHus, yto Mapda 6bl1a BaaZiennlei cpa3y AByX JOMOB, MeXJy KOTOPBIMU,
KOHEYHO, JJOJI>)KeH ObITh IT0A3€eMHBIN XO. IloATBEPIKAEeHMEM JIeTeH bl CTaJl HEOXXULaHHO
06pa3oBaBLIMIICA B 1925 I'. IPOBaJI 3eMJIM BO [jBOpe iloMa Ha yaulie Poratuiia, B KOTOPOM
06HApPY>XMJIMUCh CTapMHHBbIE CBOZYATble KaMephbl, 3aBaJleHHble MyCOpOM. ECTecTBeHHO,
HadasIy TOBOPUTH O TOM, UTO Hal[ieH TOT CAaMbIil TOHHEJIb, KOTOPBIM COeAMHSET [iBa loMa
6osipeiHu (CekpeTapp, 1999, C. 237-239).

MO>HO JIM CUUTATh 3Ty JiereHAy (GOJbKIOPOM — OTAEJIbHBIN MCCIIeH0BaTeIbCKUN
BoIlpoc. Ho ma)ke ecsiu oHa 3apoamsiach B Ny6JIMIIMCTUUECKON JUTEpPaAType, Yyepes ra3eT-
Hble U )XypHaJIbHble CTaTby OHA BIIOJIHE MOIJIa CTaTh JOCTOSIHMEM LIMPOKOM 06IeCTBeH-
HOCTU ¥ 6BITOBATh B YCTHOU popMe.

VICTOUHMKM He COXPaHWJIM JIOCTOBEPHBIX CBeeHUM 06 0O6CTOSITeNbCTBAX U MecCTe
cMmepTtu Maposni-nocaguuibl. [Io 04HOM U3 BepCUii, IIepecKa3blBaeMOil B COBPeMEHHOM
nuTepaTtype, Mapda 6bLia cociaHa B HMXXeropoAcCKmil MOHACTBIPb, OTKyZa cbexxasa.
ITpobupasice B pogHoi HoBropos, oHa siko6sl 3abosiesia 1 ymepsa B cejie Miése Ha McTe
(MBaHOB, 2009, C. 104). DTOT HEOOJIBIION HAaCEJIEHHBIN NYHKT B TBEPCKOM 3eMJie BO3HUK
B MICTOPMM O HOBT'OPO/,CKOM 60sIpbIHE He CIy4aiHo. /leio B TOM, UTO B XIX B. HA MJIEBCKOM
KJIaJI6Mllle IPU PbIThe MOTMJIBI OblIa O6HApYy>XeHa cTapasi HaArpobHas IJInUTa C 3arajoyu-
HoM sntuTaduen Hekoent Mapde (VMBaHOB, 2009, C. 102).

B 1906 r. Mnépo nmocetmus H. K. Pepux u, To M HA OCHOBE HAPOAHBIX IIpeJaHUM, TO
i1 cob6¢cTBeHHOM daHTa3um, Hanucaa ouepk «Mapda Ilocaguuna». ITo mHeHMIO Pepuxa,
Mapda TaitHO IMpOoXXKuJja B MJIEBCKOM MOHACTBIpe 14 JIET, CKOHYa/Iach TaM >Xe U CO BpeMe-
HEM CTajla MOYMUTATbCS Kak cBsiTas. Korga cioxmscsi e€ KyJIbT — HeM3BECTHO. Pepux
yTBEP>KJaJI, UTO CBSILIEHHOCTY>XMUTEIU BEJIU 3alUCK O TIOMOLIY HOBTOPO,CKOM MTOCaTHUILbI
JIIOASM: “B cTapylo KHUTY IIpY MJIEBCKOM LIEPKBM Mepeu BOMUCAIU AJIMHHBIN Psf, yygec”.
ITo mHeHUIO Pepuxa, Mapda momorasa TOJbKO CBOMM, HOBropoauam: «C TBepCKO CTO-
POHBI He SIBJISIIOTCS Ha Moruiy Maposl. ObasiHue eé€ Tyza He mpoxoauT. K mocaguuiie uayT
TOJIBKO OT HOBT'OPOJCKUX MSATUH. IAYT, TOUeMy He 3HatoT. CiIy>XaT MoJyiebHbl. TaMHCTBEH-
HBIM aTaBU3M BeJET HOBIOPOZIIEB KO MJIEBCKOM Moruie» (Pepux, 1991, c. 194).

[TosieBble MCCIeN0BaHMUSs, IPEAIIPUHSATbIE HAMM B 2022 T., ITIOKa3aJu, YTO MOTUJIA
ILeVICTBUTEJIbHO ITOUNTAETC:

«Bom amo y Hac mozauna, Ha Kaxcdom knadbuwe ecms moa2una Mapgbl-nocadHUUbL,
cavlwan makoe? Ha kaxcdom ecmb, HO Yy Hac camast Hacmoswas. Kozda oHa ¢ kynuamu
navlaa, 30ech KHee NAbLIU 60M KYNybl, MYym mop20eanu y Hac kynubl. J oHa, kopoue, 30ech
ymepna, 60m ee Hacmoswas moz2una. 3Haellb, CKOAbKO npue3dxcarom cioda K Hell Ha smy
moauny? M neuamca ece. Ha camom Odene nomozaem! <...> S, Hanpumep, CO CnNUHOU ne2na,
MYNCUK Y MEHSL CO CNUHOU /1e2, 8bl1euun aKobbl, ckaszan»'c.

0 TIMA. TBepckasi 06J1., YIOMENIbCKUN p-H, A. MaHUXUHO, 2022 T.
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“A amo Mapgul-nocadHuUbl Mo2una, 2080psLM, WMo Hacmoswasl, nomomy 4mo eeowv Jie-
2eHOa cywecmsyem, 4mo y Hee He 00HO Mecmo 6bL10, 20e-mo eule 6bL10 Y Hee 3aXOPOHEHUe.
Hy paHble, kak 6bl 1e2eH0a makas MmecmHas cyujecmsyem, umo 30ecb npoxoouna 2paHuua
Hoez2opodckoll 3emau, u 60m 3mu 80om X0/Mbl, 80 KOmMopble 3a kaadbuiliem, 80om 0KO0/10
MaHUXUHO — 3o 80M Kak pa3 CInopoxcesble X0/Mbl, KOMOopble N0 2paHule 3emau wau”,

Haxozka miuThl B MJIéBe — KJIacCUYECKUM IIpUMep CIyYaliHOTO COBIAJeHUsI: UM,
MIPOYMTAHHOE Ha HaJArpobuu, KTO-TO CBSI3aJI CO 3HAaMEHUTOM nocagHuiei. Ho kKiodeBon
“aHTPONOJIOTUYECKMI TOBOPOT” CcOBepLIMII yXe Pepux. Ero ouepk — 3TO ayTOMO3TUYE-
ckum tekcT (Maturana & Varela, 1980), KOTOPbIM U 3allyCTUI MUP.

3aKjJIIoueHue

O6a pacCMOTpeHHBIX HaMU Kelica 06'beIHSIET MeXaHU3M CBOEro pojia KOMIIEHCATOP-
HOM HappaTuBU3aLUM UM MUPOJIOTMUECKOTO 6pUKOIaXKa, KOrjga IpMu HexBaTKe GaKkTOB
CO3HaHMe “cobyupaeT” UCTOpUUECKUI MU U3 OTpaHMUEHHOTr0 Habopa JOCTYIHBIX CUMBO-
JIM4eckux 06;10MkoB (JIeBu-Ctpocc, 2008, ¢. 168). [IpoAyKTaMyu TaKoro 6pmKosaxka CTaau
daHTOMHBIE MOTMJbl Plopuka M Mapdbl, yHKIIMOHMPYIOLIME CETOAHS KaK «MecTa Ia-
MSITU» B TOM CMBbICJIe, KOTOPBIM BKJIa/AbIBajJ B TepMUH IIbep Hopa. Jlaxke eciu cO6BITUS,
CBsI3aHHBbIE C UCTOPUUECKMMMU IepCOHAXXaMU, IIPOUCXOAMIN B IPYTOM MeCcTe MU He IPOo-
MUCXOAMIN BOBCE, Bepa co0bIIeCcTBa AejlaeT UX peaJIbHbIMMU 110 nocaeacTsusaM (Hopa, 1999,
C. 48-49).

OfHaKO 3TM MecTa NaMsSTM HUKOIZla He HeuTpasibHbl. KOHKypeHIMSI 3a CTaTycC
«HACTOSIIIIEeN» MOTMJIbI BBICTYIAeT CIIOCOO0M MOBBIIIEHMSI CMMBOJIMYECKOTO KaluTaaa
JIOKQJIBHOT'O COObIIIecTBa. 3a 3TOM KOHKYPEHIIMEN CTOUT NOTPEOHOCTD JII0/ieil IOMEeCTUTD
CBOIO MaJIYIO POAVHY BHYTPb 60JIBLION UCTOPUMN.

B 3TOM CMBbICJIe BOIIPOCHI “Kyza npuiiea Popuk?” u “rage moruaa Mapdsi?” He Tak
Ba)KHBI, KaK BOIIPOC «IIOYEMY B 3TO BEpPSAT?». BepsAT, UTOOBI IMpeos0IeTh “IyCTOTYy” IPo-
CTPAHCTBa, 06pa30BaBUIYIOCSI B CBSI3U C ITOCTEIIEHHOM yTPAaTOM TPaAULIMOHHBIX MeXaHU3-
MOB OO'BSICHEHMSI M OCMBICJIEHUS JENCTBUTEIbHOCTU. HappaTuBbl 0 30JI0TOM rpobe Pio-
pUKa U UClLestiole Moruae Mapdnl MpeBpalialoT MaIyio POAUHY B LIEHTP COOBITUI 06-
IIeHAlMOHAJIBHOI'0 MaciuTaba.
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KJIIOYEBEBIE CJIOBA AHHOTAILIMA

KyJAbTYPHBIM KOJ, ropoja IIpencraBjeHHOe 3KCIIEPTHOE WMHTEPBBIO IIOCBSIIEHO O6CYXXIEHUIO
UCTOPUYECKUM TOPOT, KyJIbTYPHOI'O KoZa Besynxoro HoBropojga Kak MCTOPMYECKOrO Iopoja.
apxXuTeKTypa Ocoboe BHMMaHMe YZeJsIeTCSI PAacCMOTPEHMIO TPAHCIHSIIUS KYJIbTYp-
pecTaBpanusa HOT'0 KO/l B apXUTEKType, a TaKXXe OLleHKe IIPOeKTOB I10 6J1aroycTpoii-
JAV3ailH-KO/, CTBY T'OPOJICKOJ Cpe/ibl U pecTaBpaluy o6beKTOB KyJbTYPHOT'O HacJe-
Besimkuit HoBropop, Iusi, KOTopble 6bLIM peasn3oBaHbl B HoBropoze B 2019-2025 rojax.
ropofcKas KyJabTypa IMoguépKMBaeTCs, YTO NP IIPOEKTHMPOBAHUM I'OPOZ,CKOI CpeZibl Heo6X0-

OVIMO aHaJIM3UPOBATh KYJIBTYPHO-UCTOPUUYECKUI KOHTEKCT TEpPPUTO-
pMM, BKJIIOYAsl pacloyIodKeHre, UCTOPUIO, JaHA AT U CyIIeCTBYIOLINeE
apXUTEeKTypHble 0CO6eHHOCTU. HOBBIE OGBEKTHI AOKHBI YUUTBHIBATH
«AyxX MecTa», He KOIMpysl ucropuueckue Gopmbel 6yKBaJbHO, HO IIPO-
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YeCKOo Ccpefibl.
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ABSTRACT

The expert interview is devoted to discussing the cultural code of Veliky
Novgorod as a historic city. Particular attention is paid to the represen-
tation of the cultural code in architecture, as well as to the assessment
of urban improvement projects and the restoration of cultural heritage
sites that were implemented in Novgorod between 2019 and 2025.
It is emphasized that, when designing the urban environment, it is nec-
essary to analyze the cultural and historical context of the area,
including its location, history, landscape, and existing architectural
features. New developments should take into account the “spirit of
the place,” not by literally copying historical forms, but by continuing
their logic through proportions, rhythm, the plasticity of volumes,
and other architectural elements. The interview also examines
the relationship between the cultural code and the city’s design code.
The principles on which the design code should be based are identified,
with the aim of contributing to the preservation of an authentic historic
urban environment.
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CnemmiaoBa E. U.: Cepreir [1aBioBuY, pazia IpuBeTcTBOBaTh! Criacubo, 4To corsa-
CUJIMCh JlaTh MHTEPBBIO, TOCBALIEHHOE 0OCYXXeHMUIO KYJIbTYyPHOro Koza Beankoro HoB-
ropojia M apXUTeKTYPHOM CpeJibl ropofia — MCTOPUYECKOI'0 ropofia, KOTOPBIM CTPEMUTCS
6BITb COBpeMeHHbIM. [IepBbIl BOIIpoc, Cepreyt I1aBIOBUY, KOTOPBIN 51 XOTesia 6bI 3a/1aTh,
KacaeTcsl OLleHKM TeX TpaHcpopMaluii, KOTOpble IPOU30LILIN 3a IIocJaefHue rojibl B Be-
nukoM HoBropoge. Peus 0 mpoeKTax, CBSI3aHHBIX C pecTaBpalieil MIbMHOM yaulbl, Habe-
pe>xHou AstekcaHzpa HeBckoro u Copuiickoit HabeperxHol. Ha Bai B3riisz, Bce 3Tu IIpo-
eKTbl HallpaBJIeHbl Ha COXPaHEeHMe MCTOPMUYECKOro obJMKa ropoja, CoOYeTaroTCsl C HUM?
Wy OHM 3aKpbIBAIOT KaKue-TO ApPyrue Lejau U NoTpebHOCTu?

CnaBuHCKuM C. II.: OTU NIPOEKThI peasM30BaHbl B paMKaxX NPUMUTUBHOM ypbaHU-
CTUYECKOM JIOTMKM, B OCHOBE KOTOPOM M3HAYaJIbHO 3aJI0KEH KOMIIPOMMUCC MEXAY UCTO-
puert 1 KoMPopTOM. MOXXHO MCXOAUTH U3 APYroro KpuUTepus, aHTPOIOJIOTUUECKOro U
dunocodpckoro, — cpepa AoKHA OBITH 06ILLEN AJsI MHOTMX TOKOJIEHUM T'OPOXXaH, a He
IIPOCTO «KPAaCUBOM» UM «yA06HON». II03TOMY OlLleHMBATh IPOEKTHI HY>XHO He II0 TOMY,
HPaBSTCS JIM OHU HaM MJIM yAOOHBI, a 110 TOMY, YCUJIMBAIOT OHM MJIM Pa3pbIBalOT CBSI3b
BpeMéH. Benukuit HoBropog, — 3To ropof, rzie MCTOpusi MMeeT 0COOYI0 LleHHOCTb. 37ieCh
KQXXZIbIM MeTp — apXeoJorus. Bce aTU NpOEKTHI pelliaay Apyrue Lesn: TOJIUTUIECKYI0 —
II0Ka3aTh M3MEHEHUs M OCBOUTH 6I0/)KeT, SKOHOMUYECKYI0 — IIpUBJIeYb TypUCTa, KOTO-
PBIN XOUeT «IJIaZiKyl0» KapTUHKY, COLMAJIBHYIO — [aTh rOpOXXaHaM TO, YTO OHU IIPOCST
(BEIOOPOXKKM, JIABOUKM, POBHBIE IOKPBITHS). DTO JerMTUMHBIE 3aZjaul X03sIMCTBOBA-
HUS B TOPOJe, HO OHM He JOJDKHBI MOAMEHSTD 3a/jau COXpaHEHUS U BBISIBJIEHUS IIOTEH-
LMajia MCTopuueckoy cpezpl. Korzia Mbl BbiZlaéM KOMGOPT 3a COXpaHeHMe MUCTOPUIECKOT0o
06JiMKa ropoja, Mbl 06MaHbIBaeM 1 cebsi, 1 ropof. To, YTO Mbl CUUTAEM KPAaCUBBIM UJIU
HEeKpacUBBIM, — ITOHATHE CYyO'beKTUBHOE; U 3aBMCUT OHO BO MHOT'OM OT BpeMeHU, YPOBHS
3CTETUYECKOM IMOATOTOBKM M HAaCMOTPEHHOCTM He TOJIBKO apXMTEeKTOpa, pecraBparopa
WU Au3aiHepa, HO U 3pUTeJIS.

Cnemninona E. M.: ViMeroTca B BULY FOpOXKaHe?

CnaBuHckuu C. IL.: /la, HO He TOJIbBKO ropoxkaHe. )KuTeny MOTyT yKa3aTb TOJIbKO
Ha O4YeBU/IHBbIE NMPO6JIEMBI, OJTHAKO OT r'OPOXXaH HEBO3MOXXHO TPeb0oBaTh IpeI0XKeHUN
110 UX pemleHMi0. OHM He MOTYT 3TOTO CAAe/IaTh, JaXe eCIM 3aX0TsT, TaK Kak He 06/1a7jaloT
HeoOXO0ZIMMBIM apCeHaJIOM MeTOJZ0B. DTO 3aZiauya CIeluaanucToB. O6JIMK UCTOPUIECKOTO
ropozia OIpeAessIIOT apXUTEKTOPbl, IPafOCTPOUTENM, UYMHOBHUKMU, MPUHMMAIOLINE
peuieHusi, U Ap. ZLoOBOJIBHO YacCTO, KOT/ia 06CYX/IaI0OTCSI CJI0XKHBIE BOIPOCHI COXPAaHEHMUS
obsMKa Tropofia, pa3pylieHMUs] ero 3CTEeTUYECKMX KaueCTB, [JOUCKYCCUSI CBOAUTCS
B pycio 6aHaJIbHBIX PAcCCy>XJeHUM 0 HeOob6XOAMMOCTU pelleHUs] YTUIMTApPHBIX 3ajad.
Ho ropo)xane o6s13aTesIbHO [OJ/DKHBI y4acTBOBATh KakK Ha 3Talle IOCTAHOBKM 3ajad,
Tak ¥ BbI6Opa BapMaHTOB pelileHui. C 3aKOHOJATEIBHOM TOYKM 3peHUs: PopM ydyacTus
rpakjaH ceiyac JOCTaTOYHO.

CnemmsioBa E. M.: A xak BbI OlleHMBaeTe pecTaBpalio 06 bEKTOB Ha SpociiaBoM
ABopuiue?

CnaBuHCKkuM C. II.: Pab0Thl, KOTOpBIE BeJIUCh HA SIPOCIAaBOBOM JBOPUIIE U BBIIIOJI-
HSUJIMCh C TIOMOIIbI0 OTOOMHOT'0O MOJIOTKA, TPYZHO Ha3BaTh pecTaBpaluei. Belsia 6e3xa-
JIOCTHO CHSITa BCS LITYKaTypKa, KOTOpas Aepi)KaJlaCb HaCTOJIBKO KPEIKO, YTO IPUXOAU-
JIOCh MUCII0JIb30BaTh TAaKOM MHCTPYMEHT. A Belb 3TO 6bljIa IOBEPXHOCTD, Hecylllasi B cebe
csefpl BpeMeHU. E€ yHUMUTOXeHMe aHaJIOTMYHO TOMY, KakK eCciu 6bl C KapTUHBI CHSIIN
Y>KMBOTIMCHBIN CJIOM U HAMMCAJIM 3aHOBO — IIYCTh Jla)Xke «KpacuBee», C IOPUCOBKOM yTpa-
YeHHBIX JAeTajiei. MHe Ka)XeTcsl, 9TO IpecTyIlleHue. Hesnb3si yHMUTOXATh MOAJIMHHbIE

Sergey Slavinsky, Elizaveta Speshilova Cultural code of Veliky Novgorod 115




Urbis et Orbis. 2026. 6 (1)

116

YacT¥ NaMSTHMKOB, IIpeBpaliasi X B UMMUTAI M. O6beKT, yTPaTUBIINMA IOLJIMHHOCTD,
nepectaéT ObBITh OOBEKTOM KYJbTYPHOTO Hacjaeaus. PecTaBpaluss — 3TO HAay4YHBIN
npouecc. Kak TOJBKO MOSIBJISIETCSI TUIIOTe3a M NIpPeAIIpMHMMAaeTCs IONbITKa €€ MmaTepua-
JIXN30BaTh 6e3 [0CTaTOYHBIX OCHOBAaHMI, pecTaBpalMsl 3aKaHUMBAETCs — pe3yJbTaT
TepsieT Hay4yHYI0 M KyJIbTYPHYIO LJeHHOCTb. Hacieame — 3TO TO, UTO Mbl IIOJIy4aem
OT NpefpIAyIIero MOKOJIEHUS U IepefaéM OyAyIIMM B HeM3MEHHOM COCTOSIHUU; ero
HeJ1b3s IOLMEHSTh.

CnemnaoBa E. U.: IlosyyaeTcs, 4TO Te IIPOEKTHI, KOTOPbIE peajn30BaJIMCh B II0-
cJieiHYMEe TOZA bl (3TO CKOpee MOE MHEHMeE, M MHE MHTEPECHO, KaK Bbl K 9TOMY OTHOCUTECH),
B KaKOM-TO CMBbICJIE SIBJISIIOTCSI OLHOOOpa3sHbIMU U YHUGULIMPYIOLIMMU. TO eCcTh Te 061iie-
CTBEHHbIe IIPOCTPAHCTBA, KOTOpPble BO3HUKJIM, C OLHOM CTOPOHBI, 6€3yCIOBHO XOPOIIN
¢ QYHKIMOHAJIBHOM TOYKM 3PE€HMSI, OHU SIBJISIIOTCSI MeCTaMU IPUTSIKEHUS [JIsl TOPOXKaH,
HO, C IPYT'O¥ CTOPOHBI, TaKMe XKe IPOCTPAHCTBA MbI CefYyac MOXXEM BCTPETUTD U B JIIOOBIX
Apyrux ropogax Poccun.

CnaBuHckum C. II.: [la, AeliCTBUTEJIbHO, 3TU NIPOCTPaHCTBa CcTaju 6osee 6aro-
YCTPOEHHBIMMU U yAO0OHBIMM [JIsl IPOTYJIOK M OTAbIXa FOpoXKaH. Ho TOUHO Takue e Mpo-
CTPaHCTBa MOXXHO BCTPETUTDH B JI060M Apyrom ropoge Poccuu. Kasanoch 6vl, yaaduHbIe
MIPOEKThI BeAYT K IMOJHOM YHUUKALUMU M CTUPAHUIO JIOKAJIIBHOM MAEHTUYHOCTU. IIpo-
61eMa 3HaUYUTEJIbHO IJIy6)Ke — He TOJIbKO B OAMHAKOBOM O0O0pPYZlOBaHMM M YHUPUKALIUN
MaTepuasioB U IIPUEMOB.

Ba)>kHO aHaJIM3MPOBATh KyJIbTYPHO-UCTOPUUECKUM KOHTEKCT TEPPUTOPUM, BKIIIOUAS
pacIosiokxeHyue, MCTOPUIO, JaHAIAPT U CyLIeCTBYIOLIME apXUTEeKTypHble 0COOGEHHOCTH.
HoBble 06'beKTHI JO/DKHBI YBAXKATD «IyX MeCTa» — He KONMMPOBATh UCTOpUUeckue GopMbl
ZLOCJIOBHO, HO IIPOJ0/DKATh MX JIOTUMKY Yepe3 IPONOpLMYM, PUTM OKOHHBIX TPOEMOB, IJIa-
CTUKY 06bEMOB U /ip. Bcero sToro B COBpeMeHHOM IIpaKTUKe He BUIHO.

Celtyuac MHOT'O BOIIPOCOB y HaC BO3HMKAaeT IIOTOMY, YTO MCYe3 3aKa3UMK apXUTeK-
Typbl KaK MCKYCCTBa, KaK OIpeZleJIEHHOIO 3CTeTUYeCKOTo noaxona npyu GopMupoBaHUN
cpenbl. A BeZlb apxXUTeKTypa OT CTPOUTEJIbCTBA OTJIMYAETCSI TOUYHO TakK Xe, KaK JIuTepa-
Typa OT MMCbMEHHOCTU. I103TOMY, KOTZlJa Mbl TOBOPUM O TPaiOCTPOUTENIBHBIX MTOAXO0aX,
ecay Obl 3[leCh NPUMEHSIIM MOAXOAbI, TPaAULMOHHbIe 151 HoBropozga, To He 6bLJIO 6BI
y Hac Takoro o6'bekTa, KOTOPbIII MOXHO OBLJIO B3SIThb M IIepEeHEeCTU B JIpyroe MecTto 6e3
yiiepba Ajis1 camoro obwekTa U 6e3 yuiepba ns cpenbl. B HoBropozie Takue 06beKThI
He MOSIBUJIUCh B COBETCKMI IIEPUOJ, HET UX U B HACTOSIIIlee BpeMsl.

Cnemmaosa E. U.: OTiimyHO. BOT 3Ta MBIC/IB O TOM, YTO OY€Hb MaJIO IIOCTPOEHHBIX
B 1ocJieflHee BpeMsi 06 beKTOB, KOTOpbIE SIBJISIIOTCSI 3HAaUMMbIMM U MaKCMMaJIbHO BIIMCAH-
HBIMM B apXUTEKTypHYIO cpeay HoBropoza, accoumMmpyeTcsi y MeHsI C TaKMM acCIIeKTOM,
KaK CeMMOTUYECKasl HaChIlleHHOCTb MPOCTPaHCTBa. B HOBropozie Mbl MOXXeM BbII€JIUTH
SIBHOE CMMBOJIMUECKOE SIIPO, CBsI3aHHOe ¢ KpeMJIEM M KJIIOUEBBIMU CaKpaJIbHbIMU 06'b-
eKTaMM, HO BCe Te pallOHbl, KOTOpPble BO3SHUKJIM B COBETCKUI IEPUOJ, KOTOPblE BO3HU-
KaloT U cenyac (Hanpumep, VIByIIk1), abCOJIOTHO He CBSI3aHbl C MUCTOPUKO-KYJIBTYPHBIM
HacieueM ropogia. OHM CyILIeCTBYIOT CJIOBHO aBTOHOMHO OT TOI'O I'OpojJia, B KOTOPOM
HaxonsTcsi. Ha Ball B3rJsiZi, CTOUT JIM HOBble pallOHbl KaKMM-TO 06pa3oM BIMCHIBATh B
apXUTEKTYPHBIN 06JIMK ropoja?

CnaBuHcKkuu C. I1.: HoBblIe palioOHbI BaXKHO CBSI3aTh C UCTOPUKO-KYJIBTYPHBIM SIIPOM
yepes3 CMMBOJIMKY, TeMaTHueckye 06 beKThl MM IPOCTPAHCTBA, OTChIJIalolIe K MCTOPUHA
ropoga. CyliecTByeT MHOXECTBO Pa3JIMUHBbIX IPUEMOB, KOTOpPbIE IIOMOTAlOT UHTETPUPO-
BaTb HOBble 0O'BEKTHI B MCTOPUYECKYIO CpeAy: YUET Cpe/iCTB KOMIIO3ULIUY M ITapaMeTpoB
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CyILIeCTBYIOIeN 3aCTPOMKY IIPU MPOEKTUPOBAHUM HOBOI'O OO'BEKTA; CTUIM3ALIUSI COBpe-
MEHHOT'0 06'beKTa C y4ETOM UCTOPUUECKUX POPM; BhISIBJIeHME 06pa3a, CTUJIS U XapaKTepa
KOHKPETHOM TepPUTOPUM NPU COYETAaHMUM MCTOPUUYECKUX U COBPEMEHHBIX 3[JaHUM; MC-
M0JIb30BaHME MaTepHuasioB, KOTOPble MOAUYEPKUBAIOT XapaKTep UCTOPUYECKUX 3aHUM,
CIIOCOOHBIX COXPAHSTh TaTUHY BpeMeHU. CiieZlyeT yYUThIBATh MaclITabHOCTb UCTOpUUE-
CKOM M COBpPEMEHHOM 3aCTpOMKM. EC/IM 3TO OTAebHasI, BU3yaJIbHO He CBSI3aHHAas C MCTO-
pPUUECKOM TEPPUTOPUSI, TO 34,eCh PYKM pa3BsizaHbl. [0poZ, I0JXKEH pa3BUBATHCS, I0O3TOMY
NPUXOOUTCSI CTPOUTH BHYTPU MCTOPUUECKOM TEppUTOPUM. DTO He 3HAUUT, UTO MBI
IO/DKHBI MMUTUPOBATh [APEBHIOI0 3aCTPOMKY. TakoM HOyThb TYNMKOBBIM, IOTOMY YTO
m060e penleHue dacaza AO/DKHO IMOAUMHSITHBCS OOIel 3aKOHOMEPHOCTHM, HO TOJIbKO
06111e¥1 — BBICOTHOCTHM, pa3peXXeHHOCTH, ONpeZleIEHHBIM PUTMMUYECKUM COOTHOIIEHMSIM.

CnemmaoBa E. M.: Mbl OKyHY/JIMCb B KOHKpPeTUKY Besmkoro HoBropozga, HO IIO-
CKOJIBKY 3TO MHTEPBbIO HaIlpaBJIEHO Ha 60Jiee HIMPOKYIO ayAUTOPHUIO, KOTOpasi MOXET
6BITh He CBsi3aHa ¢ BesnykuM HoBropozmomMm, To s mpejJjarapo cZiejlaTb HeCKOJIbKO peMapokK
B OTHOIIIEHUM HEIOCPEeACTBEHHO Halllel TeEMbl — TeMbI KYJIbTYPHOT'O KOJia ropoza. B uém
3TOT KOJ, MOXKeT 3aKJII04YaThbCsl, Ha Balll B3riisz? M Kak OH MOXeT OBbITh CBSI3aH C TeHeTU-
YeCKUM KooM? IIOTOMY UTO, HACKOJIBKO 5 yCIlesia IOUYUTaTh, B psifie paboT Bbl roBOpuUTe
0 TeHeTMUYeCKOM KOJe MCTOPMUYECKOro ropoja, M s Iojararp, 4YTo 3/4eCb MOXXHO HaUTU
KaKue-TO TOUKU IlepeceyeHusl.

CnaBuHckuu C. I1.: Ha caMoM JeJie peub 1ijIa O I'PaZloCTPOUTEIBHOM I'eHEeTUYEeCKOM
KoZie. Ba)KHO BBIZIEJIUTH OCHOBHbIE KOMIIOHEHTHI CPeZibl U ITOHSTh, KaK OHU 3BOJIIOLMIOHHO
pPa3BUBaIMCh. ECIM MOJIOXUTH B OCHOBY TaKOM MOAXOJ, IPU PelIeHUM PeKOHCTPYKIMOH-
HBIX 3a7lay, TO MbI 6yZieM MOAUYMHSITHCSI OOLIMM IIpaBUIaM TeX IPaZloOCTPOUTEIbHBIX TIPU-
€MOB, KOTOpbIe UCTOPUUECKU GOPMUPOBAINUCh. KyJIbTYPHBIN KOJ, U T'PaZOCTPOUTEIbHBIN
reHeTUYEeCKU1 KOJZ MCTOPUUECKOT'0 I'OpoJia TECHO CBSI3aHbI, TaK Kak o06a IOHSITUSI OTpa-
YKAIOT TJIYyOMHHYIO CYIIHOCTb I'OPO/ia, €ero UAEeHTUUYHOCTD U 3BoNIoLNi0. OHM GOPMUPYIOT
OCHOBY [IJIs1 IOHMMAHMSI UM COXPaHEHUS] YHUKAJIbHOCTU TOPOJCKOTO IMPOCTPAHCTBA, €ro
MCTOPUYECKON MaMsITU U IPeeMCTBEHHOCTU. MaTepuaibHble 3JIeMEeHTHI IOpoJa CIy>XXaT
HOCUTEJISIMU KYJIBTYPHBIX CMBICJIOB. HeMaTepuasibHble 3JIEMEHTHI NPUAAIOT 1LJ€HHOCTH
MaTepuaJbHbIM popmMam. JlereHZ bl U MUDBI OXKUBJIISIIOT apXUTEKTypHbIe GOPMBI, IpeBpa-
1masi X B MecTa IMaMsTU. XyA0XKeCTBeHHble 06pa3bl GOpMUPYIOT 06JIMK IopoZia U ero
y3HaBaeMOCTb, a TPAAULIUU U NTPA3LHUKYM aKTyaJIU3UPYIOT CBSI3b BpEeMEH.

CnemmioBa E. U.: 37ech eCTb BaXXHbIMI MOMEHT, CBSI3aHHBIM C TEM, UYTO BeJlMKUn
HoBropop, BOCIIpMHMMAETCSI KaK KJIaCCMUYECKMU ZIpeBHEPYCCKUM Topof, CToaulia Pycwu,
MeCTO, I'Zle BO3HMKJIA POCCUICKasi TOCyLapCTBEHHOCTh, HO IIPU 3TOM celiyac aKTUBHYIO
cuily Habupaer elé u Apyroy HappaTMB — MO3UILIMOHMPOBaHMe HOBropoza Kak mecra
BBICOKMX TEXHOJIOTMUYECKMX MHHOBAIMI1, KaK ropojia-yHuBepcuTeTa. Ha Ba B3risz, sTa
CMeHa pUTOPMKM, IlepeKIlIoueHre BHMMaHMUs ¢ Toro, 4yTo HoBropop o6sazaetr 6oraTeimMm
KyJIBTYPHBIM HacjaequeM U SIBJISIETCSI UCTOPUYECKUM T'OPOZIOM, MOXXET IMPUBECTU K Ka-
KMM-TO HETaTUBHBIM IIOCJI€ACTBUSM?

CnaBuHckuu C. II.: Pa3BuTHue camo 1o cebe — 3To sIBJIEHME MOJIOXKUTeNbHOEe. Tex-
HOJIOTMYEeCKOe, TEeXHUUYEeCKOe, KyJbTypHOe U Jitob0e [pyroe pa3BUTHe HeU36€XHO U
HY>XHO. Heo6Xxo¥MO BHMMATEJIbHO BbIOMpPATh MecTa JJIsl pa3MellleHus] TaKuX Iporpec-
CUBHBIX 06'b€KTOB. HOBBIM 06'EKT MOXXET OBITh HY>KHBIM, HO HAHOCUTb HENOIIPaBUMBIN
yiiep6 o6auky ropoza. Hanpumep, JpamreaTrp. O6'beKT HYy>KHBIM, HO ero pa3MellleHle B
CaMOM 3HauMMOM MeCTe IIPUBEJIO K IToTepe MacuTabHocTu Kpemisi, Bu3yaabHO KpeMiib
CTaJI BBITJISIZIETh «JETCKOM UTPYLIKOM». EC/IM CMOTpeTh Ha 3TO C YTUMJIMTAPHOM TOYKU
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3peHus, TO MOHSTH TaKylo Mpo6jieMy HempocTo. HecnelMaanuct 3TOro He 3aMevaeT, TaK
KaK 061IIMX KpUTEPUEB y BCEX HET. YTUIMTApPHOe y06CTBO He ONpaB/bIBaEeT pa3pylleHue
cpenpl. MOXXHO MPUBECTU IIPUMeEPHI C 3aBOZaMM IIOCpeau ropoja, A0 KOTOPBIX YA0O6HO
I061paThCs U T. 1. B 60JBbIIMHCTBE C/IydaeB pa3pylLialoliye UCTOPUIECKU 06IuK ropoza
pellleHMs] BbIMOIIIEHbI «ZIOOpBIMM» HaMepeHUsIMU. JIt060e [elicTBMe MMeeT U IOJI0XU-
TeJIbHbIe, I OTpUIlaTeJbHbIe ITIOCTIe/CTBUSI, KOTOPbIe BCcera Hy>KHO B3BEIIMBATh.

CnemmaosBa E. M.: OTo TouHO. El€ MHTEpeceH MOMEHT, CBSI3aHHBIM C KyJIbTYPHBIM
KOZIOM M ero COOTHOILIeHMeM C AMu3alH-KoAoM. Ha Bal B3ryisj, 37ieCb MOXXHO ITPOBECTU
KaKue-TO mapajuienu? JoKeH JIYM AU3alH-KOJ KaK-TO YUUTBIBATh KYJIbTypHbIE Tpaju-
MU U UCTOPUIO MecTa?

CnaBuHckuu C. IlI.: [To MoeMy MHEHMUIO, AU3allH-KO/J, UCTOPUUECKOTO Topofa ZL0JI-
)KeH OBITh HAllpaBJIeH Ha COXpaHeHMe IMOAJIMHHOM MCTOPUUYECKOM Cpezbl, YKpeIlJleHue
CBSI3Y TIOKOJIEHU, pacKpbITHE UCTOPUYECKON MpaBAbl U OCHOBBIBATHCSI Ha CIEAYIOLIMX
NIPMHIIMIIAX, KOTOPbIE 51 MONIPO6YI0 IepednciInThb:

e [IpMOpUTET NOAJIMHHOCTU Iiepef, cTuiau3zanueint. COXpaHSTb ayTEeHTUUYHbIE [ie-
TaJu — UCTOpUUYeckre GpoHapu, MOCTOBBIE, TapaleTsl, BOLOCTOUHbIEe TPYOBI, KOBaHbIE pe-
HIETKM, — JlaXKe eCIM OHU He uJieasibHbl. VX pecTaBpalysi IpUMOPUTETHEE 3aMEHBI.

e Macuitab M copa3MepHOCTb 4YeJIOBeKy. Bce ajieMeHTBI AM3aliH-KoZa (BBIBECKMU,
CKaMelMKM, OCTAaHOBKM, OCBETUTEJIbHbIE CTOJIOBI, O3eJIeHeHMEe) N OJKHBI COOTBETCTBOBATh
UCTOPMUYECKOMY MacuITaby ysaul, u mioiazeit. HefonyCTUMMBI TMTaHTCKME KOHCTPYKI MM,
peKJlaMHble LIUTHI, KPYIIHbIE TOPTOBbIE TaBUJIbOHBI B UCTOPUUECKOM cpefe. JLO/KHBI CO-
XPaHSTbCSI KOPUZOPBI BU3yaJIbHOT'O BOCHPUSATHUSI. HU OOAMH 37IeMEHT He AO0JIXKEeH Iepe-
KpbIBATh BUZOBbIE IIEPCIEKTUBBI HAa MTaMSITHUKY, XpaMbl, 6AllIHU, PEKY.

e He yHudukauusi, a BapMaTUBHOCTb. JIM3allH-KOJ, He AO0JDKEH IIpeBpalllaTh BCe
YJIMIBI B OAMHAKOBBIN «Tapk». OH LOJ/DKEH YUYUTBIBATh CIEUPUKY KaXKI0M TEPPUTOPUN:
yJiuiia, TOpProBasl IJIOLLaJb, MOHACTBIPCKUM 6eper, TUXUN XKUJIOU MepeysoK — pa3Hble
NpUHLUIIBL. [IpefiniouTeHMe SO/DKHO OTAABAThCS TPAAULIMOHHBIM JIJI51 KQX/I0M YaCTU r'o-
poAa maTtepuanaM ([AepeBo, KaMeHb, KUPIIMY, yepenuiia) U 1jBeTaM, Ho 6e3 6yTadpopumu.

e «Henm3zalH» KakK BBICIIMM AM3alH, MLJIM MMHUMMYM BMelIaTeJabCTBA. JM3aliH-KOZ,
BBOJMTCS TOJIBKO TaM, I'Zle 3TO BbI3BAaHO peaJbHbIMMU IpobeMamMy (XaoC BBIBECOK, Omac-
Hble Ilepexo/ibl, HEIOCTATOK cKaMeek). Henb3ss «byaroycrpamBaTh pagu 6aroycTpoin-
CTBa». DJIEMEHTHI CpeJibl He JIOJKHBI IPUBJIEKaTh K cebe BHMMaHMe. Jlyuliasi BbIBecKa —
Ta, KOTOPYIO He 3aMeyvaelllb, JIyulllasi CKaMelika — yZlobHasi M He3aMeTHasl.

e O6pPaTMMOCTb ¥ PEMOHTOIIPUTI'OLHOCTb. Bce HOBBIE 371eMeHThl (YPHBI, yKa3aTesu,
BEJIOMAapKOBKM) ZIOJKHBI KPENIUTHCS Ha MCTOPUYECKME ITOBEPXHOCTHU CIIOCO60M, HE OCTaB-
JISIOLIMM CIe[0B (He Ha aHKepax B IPeBHIOI0 KJIQ/IKY), U IeMOHTHPOBAThCs 6e3 yliepba.
KOHCTPYKLIMM JOJIXKHBI MMETD JIerKo3aMeHsieMble MOy (He cBapMBaTh HAMePTBO).

e YyacTue 3KCIIEPTOB, a He TOJbKO I'OpOoXaH. JIn3aiiH-KoJ, pa3pabaTeIBaeTCsl apxu-
TEKTOpaMM-pecTaBpaTopaMM, UCTOPUKAMU apXUTEKTYPHI, apxeosoramu. O6111ecTBEHHbIE
CJIyLIaHMSI YUUTBIBAIOTCSI, HO HE 3aMeHSIIOT KOMIIETEeHTHOro pelieHus. Kaxxzoe poeKT-
HOe pellleHMe J0JKHO O6bITh 060CHOBAHO CCBHIJIKOM Ha MCTOPMUYECKMEe aHaJIOTU MJIM UCCIIe-
ZlOBaHMS, a He Ha BKyC UYMHOBHMKA.

e 3ampeT Ha «TeaTpaausaiunio» u 6yrapopuio. Hemonyctumel GpaablinBble CTAaBHY,
IJIACTUKOBBIE «II07, lePeBO», HaKJIeMKM Ha KMPIIUY, HOBOZEJIbHbIEe KOJIOHHBI, UYTYHHbIE
TyM6bI 6€3 mpoToTuna. MaTtepuasabl JO/DKHBI ObITh «YeCTHBIMU». BeTOH ocTaétcst 6eTo-
HOM, /1epeBO — JlepeBOM, MeTa/IJI — MeTa/IJIOM. HMKaKOi TOHUPOBKU IOJ, «IATUHY» UC-
KyCCTBEHHBIMM METOZ,aMMU.
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o Tuxun dacazn. CTporoe peryanpoBaHue BbIBECOK U peKaMbl. BEBIBeCKM — TOJIBKO
Ha ypOBHE II€PBOI'0 3Ta)Xka, He IIepeKPhIBAal0OT apXUTEKTYPHBIE ZleTaIy, He CBETSTCH SPKO,
OYKBbI He BBbIIIe MCTOPUUECKUX IIPOIOPIMIL. 3alpeT Ha IJIaCTUKOBBIe KOpoba, 6eryiiy:o
CTPOKY, 9KpaHBbI B MCTOPUUECKOM Cpefie.

e EAVHBIA CBOJ IMpaBuj, HO He yHUopma. JLO/DKHBI OBITH O6LIMeE IPUHIMUIIBI,
HO pa3Hble pelleHus. [Iu3aH-KOJ, — 3TO He aJibOOM TUIIOBBIX ZleTajiel, a Habop MmpaBuI
(n1s neHTpa, AJ151 OKPauH MU KOHILIOB, AJISI TEpPPUTOPUM NaMSITHUKOB U T. J1.). B pa3HbIx
30HaxX — pa3Hasl CTeleHb CBOOO/BI.

Cnemimyiosa E. U.: Ecim Mbl BEpHEMCSA K KYJIBTYPHOMY KoAy HoBropoza, K IoHs-
TUIO, KOTOpOe /[0 CUMX IOp HeAOCTATOYHO IPOSICHEHO, HO aKTUMBHO yHOTpebysieTcss U B
nybaMLIUCTUKE, M B aKaZleMMUeCKuUX NyO6aMKauusax, U1 B aMUHUCTPATUBHOM JUCKYPCE,
TO MOXXHO JIM, Ha Baill B3ryisi/j, ToOBOPUTh O KaKOM-TO 0COO0 HOBTOPOJZ,CKOM KYJIbType U
€€ OTJIMUUU OT KYJIbTYPhI APYTIUX r'OPOJOB?

CnaBuHckuy C. II.: O6 0cob60 HOBrOpPOJACKOM KyJIbType TOBOPUTH HE TOJIBKO
MOXHO, HO ¥ HY>HO. Ilocjie moYTH IOJIHOI'O pa3pylleHMs ropoZia ¥ CMEHBI HaceJIeHUs B
IOCJIeBOEHHOe BpeMsl (KOPeHHBIX HOBIOpoO/leB mmocye Benukoin OTeueCTBEHHOM BOMHBI
OCTaJIOCh OYE€Hb MaJio) BO3HMKJIA HOBAsl OOLIHOCTD JIIO/Iel, MCKPEHHE CUMUTAKILIUX cebs
HoBropozauaMmu. Kak okasajaoch, UAEHTUYHOCTD ONIPEAEsISAeTCs NIPUHAAJIEKHOCTDIO K LIeH-
HOCTSIM — MHOTMe IIpMeXaiu U3 APYTUX PerMOHOB, HO CUMTAIOT cebs1 HOBropozamu 6a-
rozaps Ayxy ropozia 1 ero xurteseu. I'’;laBHas Hallla 3a7jadya — obeclieuBaTh COXpaHeHMe
U IIPEeeMCTBEHHOCTb TPaAMIMi, CBSI3bIBAIOIIMX ITOKOJIEHUS], UTO TPebyeT OCMBICIEHHBIX
ycunum. [TaMSITHUKM — 3TO IOTPaHUYHbBIE CTOJIOBI KyJIbTYpPbl, OHM OTJINYAIOT peabHYIO0
UCTOPUIO OT MUPOJIOTUYECKMX HAapPPATUBOB, NMOATBePXKAal0T pakTel. Ilonazas B Copuii-
CKMM cO60p, MBI IOHMMaeM, YTO MMEHHO Ha 3TOM MeCTe MOT CTOSIThb, HallpuMep, AJieK-
caHzp HeBckuii. LIeHHOCTb UCTOPUYECKOM CpeZibl B HEM3MEHHOCTU IMOAJIMHHBIX MEeCT —
3aMeHa MMaMsITHMKOB HOBOZeslaMM M ¢asibliMBKaMM 3aMeTHa M pas3pyluuTesabHa. Ilox-
JIMHHOCTb HOBTOPOJZCKOM MCTOPUM SIBJISIETCS JIYYUIMM IOATBEPXAEeHMEeM OTHOLIEeHUS
K HacJeOVIO U NPOSBJIEHMS KYJIbTYPHBIX KOAOB. JlaXke TO, UTO yTpayeHO, He Mucye3aeT
b6ecciieHO — OHO COXpaHSIETCsl B HI0AHCaX (Tex ke 6epecTsSHBbIX rpaMoTax), KOTOpbIe
MO>XHO BBISIBJISATh, U3y4aThb ¥ IOHMMATh UX CMBICJI.

CnemrmmsioBa E. W.: 3amMeuaTeslbHO, OYE€Hb MHTEPECHO U NPOAYKTUBHO. ONATH BO3-
Bpalllasicb K KyJIbType, MOXXEM JIM MBI CKa3aThb, UYTO KaKMe-TO COOBITHSI, MEPOIIPUSTHUS U
IeVICTBUSI NMOAUYEPKUBAIOT Ty CaMyl0 IPEeMCTBEHHOCTb IIOKOJIEHUM U Ilepefady Tpaju-
uui? CylecTBYIOT JIM y HAaC B HAaCTOSILIMIM MOMEHT TaKOTro pofia KyJIbTypHble IPaKTUKMU,
ILOCTYIIHBIE JIIO60MY TOPOXKAaHUHY?

CnaBuHckuu C. I1.: Uto Bel uMmeeTe B BUAY?

CnemmioBa E. M.: MoXeT 6bITh, Kakue-T0o pecTuBain, Haripumep, « HoBropozackoe
JIETO» MJIU 3KO-IIOBECTKA C KAKMMMU-TO KYJIbTYPHBIMU MEPONIPUSATUIMU?

CinaBuHCKkui C. I1.: ToBops 0 pecTUBaISIX, PEKOHCTPYKILUSIX M ITPUOOIIEHUN K Tpa-
OULMSIM, MHE KaXXeTCsl, YTO IIPOBOAMMbBIE MEPONPUATUS M APYyrMe HauMHaHUS B 3TOM
HallpaBJIEHMU ITO3UTUBHBI, JaXKe €CJIM OHM MHOTZA BBIMVIAAAT HaMBHbIMM. OHM BOBJIE-
KaloT JII0/le}M B IPOLLeCC COydyacTHsi. PEKOHCTPYKIIMU U PecTUBaJIM — 3TO UTpa, KOTOpas
noby>x/aeT pa3BUMBAThb MHTepeC K UCTOPUM U KYJIbType, UMTATh, M3y4yaTb UCTOUYHUKMU.
B uTore, yepe3 MHTepecC ¥ BOBJIeUEeHME IPOUCXOAUT NpHobIeHe K Tpaauuusam. CI0KHO
TOYHO OIIPEZEJINTD, UYTO ABJISAETCSA TPAAULIMOHHBIM, ¥ B KaXXZIOM KOHKPETHOM CjIy4yae Tpe-
b6yeTcs yTouHeHMe. BbIBalOT pa3Hble TPAAUIMM, HEJIb3sI BCE CMEIIMBATh U YIIPOLIATh.
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CnemnsoBa E. W.: B oTHOLIeHUM TpaAuLIuM 1 Ipeajaraio o6CyauUTh ellé OAMH 3J10-
60 HEeBHBIN BOIpOC. Ceituac B KyJIbTYPHOM IPOCTPAHCTBE OCTATOYHO aKTMBHO PacIIpo-
CTPaAHSIIOTCS UEU CIIaBSIHCKOM MUQOJIOTUN. U 3a4acTyl0 €€ HallpsIMYIO CBSI3bIBAIOT C HOB-
ropozioM, BCrioMMHas IIepbIHCKUI CKUT, a TaK)XXe HEeKOTOpble Apyrue o6 beKThbl U UCTO-
pun. Bo3HukaeT pake Heb6OJbLION KOHQPJIMUKT KyJIBTYPHBIX MHO3UIIUM, KOTOPBIM, BO3-
MOY>XHO, OTYAaCTU U onpaspaaH. C Ballleil TOUKM 3peHMUs], UMEeT JIM 3Ta TPaAULIUSI MECTO
B HOBT'OPOJICKOM cpefie?

CnaBuMHCKMM C. II.: PeKOHCTPYKLMSI APEeBHUX SI3bIYECKMX BEPOBAHMUI OCHOBAHAa
Ha KOCBEHHBIX CBUJIETEJIbCTBAX, GOJIBKIIOPE M COBPEMEHHBIX MHTEPIIPEeTalMsIX, a He Ha
Hay4HO NMOATBEPXKAEHHBIX JlaHHBIX. DTO IPUBOAUT K CO3aHMI0O MMU(DOB U HEJOCTOBEPHBIX
MpeACcTaBJeHUN O IpouioM. HeosI3pIYeCTBO — HeTPaAMIMOHHAsA CUHKpeTudecKas
dopma pesaurmMo3HOro Co3HaHus, KOTOpasi MOXKeT ObITh AeCTPYKTUMBHOM B OTHOLIEHUU
TPAAUILIMOHHBIX KYJbTYPHBIX U AYXOBHBIX lleHHOCTel. OHA coueTaeT B cebe KakK MOTEeH-
LIMaJIbHbIE KyJIbTypHble MHUIIMATUBLI (HallpuMep, u3ydeHue I peBHUX 06psfoB, GOIbK-
jiopa, MUPOB U JiereH[,), TaK U PUCKU, CBSI3aHHbIE C UCKAXXEHUEM UCTOPUU U BIUSIHUEM
Ha ColjMaJIbHbIe MPOIECChl Yepe3 paguKaan3aluio.

CnemrmioBa E. WU.: 3p16Kas mmoysa.

CnaBuHCkuM C. I1.: Heos13pIYeCTBO — OUYeHb y06Has1 OCHOBA JIJISI CIIEKYJISIIIUIA, KEM-
TO aKTUMBHO MpoJBUTraeMasi Kak aJlbTepHAaTUBa TPAAUIMOHHOM XPUCTUAHCKON KYJIbType.

CnemmaoBa E. WU.: [la, corsacHa. VM, BO3Bpallasichb K apXUTEKTYPHOMY aCIEKTY
KyJIbTYpbI Besinkoro HoBropoza, st xoresa 6b y3HaTh y Bac, kakue MecTa, Ha Bailll B3rJis/,
SIBJISIIOTCSI CAaMbIMM 3HAaKOBBIMU [iJ1s1 Benmkoro HoBropoza, a Kakue — MakKCMMaJIbHO He
BIIMCHIBAIOTCSI B TKAHb ropofia. Bel y)Xe YIIOMSIHYJIM OOUH O6'bEKT, HO, MOXXET ObIThb, IO-
MMMO HEro ecCTh elljé UTO-TO TaKoe AUCCOHUPYIolIee.

CnaBuHckui C. I1.: /711 MeHsI 3HaKOBBIMM SIBJISIFOTCSI BCe TMTAMSITHUKM U aHCaMbJIu
Benukoro HoBropopga, HaunHas ¢ Copuitckoro cobopa, 1 He TOJBKO CaMM IaMSITHUKMU,
HO M BCSI UCTOpMUYECKas cpefia, KOTopas UX OKpy)XaeT. 3HaKOBBIMU SIBJISIIOTCS U KpeMib,
u SIpocnaBoBo [IBopuile, Coouiickasi u Toprosasi CTOpoHbl — HoBropogz neamkoM. Ila-
MSITHUKU U BCSI TKaHb MUCTOPUYECKOM Cpebl BOKPYT HUX SIBJISIFOTCSI HE TOJIBKO I[€HHBIMH,
HO U 6eClieHHbIMU. DTO OTKPBITbIe IPOCTPAHCTBA BHYTPU U BOKPYT ropoja, MCTOpuUe-
CKasl 3aCTpoiKa CO CBOMM MacHITaboM, 06 bEMOM, CTPYKTypPOI, CTUIEM, KOHCTPYKTUB-
HBIMM MaTepuajiaMi, IeKOPOM U IIBETOBBIMU pelIeHUSIMU. DTO MOTYT ObITh HE TOJIBKO
06BeKTBl KYJbTYPHOTO Hacaeausi. KaXblil OTAENbHBIN MaMSITHUK — 3TO HebOoJIbIIast
yacTb o6pa3a HoBropoza. [Ijist TOro 4ToObl ONpeenuThb, BIMCHIBAETCS UM He BIIMChIBa-
€TCsI KaKOM-11M60 06'beKT B TOPOACKYIO TKaHb, HEO6XOAMMO MTPOBOAUTD CIIEIMaIbHbIN BU-
3yaJIbHO-JIaHAAaTHBIN aHaIu3, 3[eCb €CTbh MHOXECTBO IOAXO0Z0B. IMCCOHUPYIOLIME
MecCTa HY>XHO BBISIBJISITh, KAPTUPOBATD, a 3aTEM CTAPAThCS UCITPABUTh. MIHaUe MbI HE CMO-
>KeM SICHO TOHSITh, YTO Ha/i0 NpeAnpuHMMaTh. K co)xajieH11o, OTpULlaTebHbBIX TPUMEPOB
TaK MHOT'O, YTO Mbl YCTAHEM UX ITEPEYUCIISTh.

CnemmsoBa E. M.: OTo 3agaua Ha 6yayuiee. Cepren ITaBinoBud, 6aarogapio Bac 3a
TaKylo IJeHHYI0 6ecenly. Mbl MHOTO€ yCIIeJIu 06CyAUTb.

CnaBuHckui C. I1.: Cmacu6o Bawm.
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UCTOpUYECKME JIMUYHOCTU
KyJIbTypHasi IaMsTh
JVHaMMKa ropo/iCKOM XXU3HU

JJist TUTUPOBaHUS

AHHOTALISA

B 3KCIIEpTHOM MHTEPBBI PACKPBIBAIOTCSI BOIPOCH!, CBSI3aHHBIE C KYJIb-
TYPHBIM KOJIOM I'OPOJia U TOPOA,CKOM A EHTUYHOCTbIO. KYyJIbTYPHBIN KOJ,
ropojia omnpezeysieTcst Kak Habop YHUKaJIbHBIX UCTOPUYECKUX, aPXUTEK-
TYPHBIX M JaHAMWAPTHBIX OCOGEHHOCTEN TEPPUTOPUM B COYETAHUU
C MECTHBIMU TPAAULUSIMU, CTUJISIMU O6IIeHUS U LIEHHOCTSIMY, KOTOPHIE
paspesioT xuTenau. OTMedaeTcsl, YTO 3JIeMEHThI KyJIbTYPHOTO Koja
GopMUPYIOT JIOKAJIBHYIO UAEHTUYHOCTD M IIO3BOJISIIOT OTJIMYATD JXUTe-
Jieil pa3HbIX I'OPOJOB. AKLIEHTUPYETCSI BHMMaHMe Ha POJIU KYJIbTYPHOI'O
KoJja TIpY NMPOEKTHPOBaHUM OyAyllero ropoja M ero BIAMSHUM Ha Io-
poxkaH. PaccMaTpuBalOTCsl CIOCOObI TPaHCIASLMM KYJIbBTYPHOI'O KoZa
B TOPOJICKOI cpefie, B TOM 4YMCJIe B apXUTeKType, OpMEeHTUPOBaHHBIE
Ha BHYTPEHHIOIO ¥ BHEIIHIOIO ayAUTOPUIO, a TaK)Ke 3HaUeHMe UCTOPU-
YeCKUX JIMIHOCTEN B KOHTEKCTe GOPMUPOBAHUS KYJIIBTYPHOTO KOJA I'0-
poza. Ha nmpumepe Benyukoro HoBropojia BBISIBJISIIOTCSI KJIIOUEBBIe IIJIa-
CTBI KYJIBTYPHOM IaMsTH, Haubojiee IpenCcTaBJIeHHbIE B TOPOJCKOM
cpefie. DKCIIEPT OTMeYaeT, YTO eCTeCTBeHHasi MCTOPUYHOCTD Besnnkoro
HoBropoga siBjisieTcsl IJIaBHOM UepTOil ero KyJIbTYpPHOI'O KoZia, HO BMe-
CTe C TeM [ejiaeT IIPOCTPAHCTBO 3aCThIBIIMM I10 AMHAMMKe IOPOJCKOM
)KM3HU. B KauecTBe peKOMeHJaluy IIpefJjiaraeTcst YBeJIUIUTh YPOBEHD
pa3Hoo6pasusi KyJAbTypPHO-AOCYroBoi cdepbl, UTO IIO3BOJUT CHejaTh
ropoficKylo cpezly 6oJiee IpuBjIeKaTeIbHOI.
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city’s cultural code In the expert interview we explore issues related to a city's cultural code
Veliky Novgorod and urban identity. A city's cultural code is defined as a set of unique
Kaliningrad historical, architectural, and landscape characteristics of a place, com-
architecture bined with local traditions, communication styles, and values shared
historical persons by its residents. It is noted that the elements of a cultural code shape
cultural memory local identity and make it possible to distinguish the inhabitants of dif-
dynamics of urban life ferent cities. The role of a city's cultural code in envisioning and design-

ing its future, as well as its influence on urban residents is emphasized
in the interview. It examines ways of expressing and communicating
the cultural code within the urban environment — including through
architecture — for both internal and external audiences. We also discuss
the significance of historical figures in shaping a city's cultural code.
Using the example of Veliky Novgorod, the interview identifies the key
layers of cultural memory that are most prominently represented in
the city's urban environment. The expert notes that the city's authentic
historical character is the defining feature of Veliky Novgorod's cultural
code. At the same time, however, this strong historical orientation con-
tributes to a sense of stagnation in the dynamics of urban life. As a rec-
ommendation, the expert suggests expanding the diversity of the city's
cultural and leisure opportunities, which would make the urban envi-
ronment more attractive.
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IlIupoxoBa O. B.: Asekceit HukosiaeBud, o6pbiit ieHb! Pazia ¢ BaMU BCTPETUTHCS U
IIOTOBOPUTH O KYJIBTYPHOM KOJie TOPOZia ¥ TOPOJACKOM UEHTUYHOCTHU. M IMepBBIN BOIIPOC,
KOTOPBIN 51 XOTesia 6Bl 33/1aTh: KaK Bl MOHMMaeTe KyJIbTYPHBIN KOZ, ropoja?

PacxoguukoB A. H.: 51 He oueHb 6OJIBIION CIIEIMAJIUCT 10 KYJbType, 3TO 60JbllIast
ob6s1acTh Takasi, I0O3TOMY $I, KOHEYHO, MOT'y TOBOPUTb MMEHHO B IIPEJIOMJIEHUU K TOPOJ,-
CKOM cpefie, K TOMY, KaK I'OpoJi BJMsieT Ha 4YeslioBeKa. Ky/JIbTypHBIM KO/, rOpoZia, Ha MOM
B3IJISIZ], 3TO TO, YTO GOPMUPYET MECTHYIO JIOKAJIIbHYIO UAEHTUYHOCTD U MIO3BOJISIET OTJIN-
yaTh XXMTeJeM pPa3HbIX I'OPOZOB: MOCKBMYM, MUTEPILBI, XkXUTeanu Benukoro Hosropoza
nau Tromenu, KpacHogapa, ITOBOJXbSI CMJIBHO Pa3jiM4yalOTCsa M II0 TEMIIEPAMEHTY, U 10
HEKOTOPBIM IMOBEJeHUYECKMM XapaKTepUCTUKaM, M II0 peuyeBbIM OCO6@HHOCTSIM. MHoroe
13 3Toro GopMMpyeTcs: Kak pas 3a CUET ropoACKOM cpe/ibl, KOTOpasi OKpy>KaeT YeJIoBeKa.
I[To3TOMY KyJbTYPHBIM KOZ, B IIIMPOKOM CMBICJIE — 3TO TaKOM HA6Op MUCTOPUUECKUX, apXU-
TEKTYPHBIX, JaHAAPTHBIX 0COOEHHOCTEN TEPPUTOPUM B COUETAHUM C MECTHBIMU Tpa-
OVLVSIMU, CTUJISIMU OOIIIeHMSI U LIeHHOCTSIMM, KOTOpbIe Pa3ZesisiioT XXUTEeIN.

Ecau cy3uTbCcs A0 TOPOACKOM Cpefbl, TO KyJbTYPHBIM KOJ, CBsi3aH IIPeXJe BCero
C apXUTEKTypPOH, C UCTOPUYECKUMHU, CUMBOJIMYECKM 3HAUMMBIMU 06b€KTaMU B ropoze,
KOTOpbIe SABJSAITCS BaXHBIMMU [JI 4YeJoBeKa. B 3TOM ciiydyae MOXXHO IOBOPUTBH O KOH-
KpPeTHBIX ero IPOsIBJIEHMUSIX — 3TO U IBeTOBasi raMMa, KoTopas npeobysaziaeT B ropoze,
U o61IMe CTUIAUCTUYECKME 0COOEHHOCTU TOPOACKUX Tel3axkel, KOTOpble Mbl MOXXEM BU-
3yaJIbHO 3apUKCUPOBATh. EC/IM MBI XOTUM BU3yaJIM3MPOBATh KYJIbTYPHBIN KO, TO HY>KHO
pa3obparhbcs C LBeTaMM, KOTOpPhIE Uallle BCEro MUCIOJb3YIOTCS B TOPOJie, U C COGCTBEHHO
TOPOACKUMMU JIaHAIIapTaMM, UX apXUTEKTYPON.

[IpuBeay KOHKPETHBIN IIpUMep, YTOOBI JIyUllle PAaCKPBITh 3Ty YacTb. Bo3pbMéM Kasnu-
HUHTpPaZ, U Jaxke B 1jeJioM KalMHMHIPaACcKylo 06/1acTh, KOTOPYIO ceifyac aKTUBHO 3acTpa-
UBaIOT. TaM pealn3yeTcss OrPOMHOE KOJIMYECTBO HOBBIX IIPOEKTOB, OAHAKO IIPU 3TOM
B apXUTEKType BCE-TaKM BbIZIeISIeTCS BOCTOYHO-TIPYCCKU CTUJIb. U la)ke HOBbIE O6'bEKTHI,
KOTOpBIE Y HUX TOSIBJISIIOTCSI, — OOBIUHbIE XKUJIblE JOMa, OObIUHbIE allapTaMeHThl — CTa-
paroTCsa He BBIXOAUTD 3a 3TOT KaHOH. OHM IBITAIOTCS NIPUAEPKMUBATHCA 3TOr'O Jaxke IIpU
PEKOHCTPYKIMSIX, KaK, HalIpuMep, Ha ynulle JIeHuHa, rfie IOJIHOCThIO IIOMeHSsIIN Bce da-
cazpl 3faHui. OHM BBIWJIEHUJIM y Ce651 3TOT apXUTEKTYPHBIM BU3YyaJIbHbIM KO/, KOTOPBIN
CBsI3aH C BOCTOYHO-TIPYCCKOM MUcTOpuen, korga KéHurcbepr 6b11 cToNMIE BocToOuHOM
IIpyccuu, ¥ OHU €ro BOCIIPOU3BOAAT. OTO AAET MM YHUKaJIbHYIO, HA CAMOM Jiejie, TaKyl
0CO6eHHOCTh. M moueMy MblI ceiyac HabOZlaeM TaM TaKO TYpPUCTUYECKUIT OyMm?
Ewié sieT 15 Ha3aJ, HUKTO He 3HaJ 06 3TOM ropozie, 1 6b1JI0 HETIOHSITHO, YTO TaM BOObOIIe
nenarb. CeMyac TaM MMJIJIMOH, JaXke 2,5 MMJIJIMOHA TypuCTOB. PaHblie u Opecca He
MoOrJjla I0OXBacTaTbCsl TAKUM 06'bEMOM TYPUCTOB, XOTSI 3TO MOPCKOM Tropofi, KyPOPTHBI.
Cutyauusa B KaiMHMHTpaZie — 3TO BO MHOT'OM pe3yJIbTaT TOI'0, YTO OHM OYE€Hb IIPaBUJIbHO
pa3obpannch B apXUTEKTYPHOM KOZle ¥ BOCIIPOU3BOAST €r0 BO BCeX HOBBIX OO'bEKTax.

IITupokoBa O. B.: Anekcert HukosaeBMY, a 4YTO Bbl cka)keTe HACUET KyJbTYPHOTO
Koza Besnmkoro HoBropoza, B Y€M OH 3akKJrovaeTcs, Ha Bamr B3risag?

PacxomuukoB A. H.: Eciu Mmbl roBopuM 0 Bennmkom HoBropoge, He06xXooMMO OTMe-
TUTb, YTO OH HAaXOAUTCS B HECKOJIbKO 3aCThIBIIEM COCTOSSHMM. MBI IOHMMAaeM, 4YTO 3TO
COCTOSIHME BCKOpe IIpeKpaTUTCs U Bac Oy/ieT 0XuAaTh CTPOUTEJIBHBIN B3PBIB — POBHO
C TOr0O MOMEHTAa, KaK TOJIbKO HAYHET IIPOPUCOBBIBATHCSA BBICOKOCKOPOCTHAsI MarucTpasib.
Kak Tospko Benukuit HOBropoz oxkakeTcsl HA MarucTpasau, Bcé, y Bac b6yzer 6yMm. M BOT
KakuM OH OyzaeT? I[IoHMMaeTe? BaM MOTryT 3acTpPOUThb BCE CTaHAAPTHBIMM KOpPOOKaMy,
U BBI IIOTepsieTe CBOM BU3yaJIbHBIN KOJ,. VIu xe, eciy 6yAyT NPUI0XKEHBI aHAJIOTUYHbIEe
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yCUJIMSI, €CIM BaM yAacTCsl IOMMaTh 3TOT BU3yaJIbHbIN KOZ, (2 OH y Bac eCTh B UCTOpUYe-
CKOJ 4acCT¥ ropojia), Mbl MOXeM IIOJIYUYUTh Uepe3 10—15 JIeT COBEePLIEHHO HeBepOsITHOMI
KpacoThI TOPO/Ji,, COBpEMEHHBIN, AMHAMUYHbBINA U JOCTaTOYHO IMPUBJIEKATEJIbHBIN.

IIInupoxosa O. B.: He KaXx/1plil TOpoJ, 061aZiaeT YETKO BbIPAXKEHHBIM UCTOPUYECKUM
AZPOM, M B HEKOTOPBIX CIIydyasiX caMO MCTOPUYECKOe PO MMEET OAHOTUIIHBbIE YepPThI
c ApyruMu ropogaMmu. He Tak faBHO s 6b1y1a B Tam60Be, ¥ LIeHTP ropojia HAaIOMHMJI MHe
eHTp TBepH, KOTOPHBIN O6BIJI BBICTPOEH IO peryasipHoMy I1aHy Exatepunsl II. ITpu aToM,
C OLHOM CTOPOHBI, B TamMb0Be OLyIIaeTCs I0XXHBIN KOJIOPUT, a C Apyrou — B nepudepui-
HBIX YaCTsIX F'OpOJia IPUCYTCTBYET COBETCKAs 3aCTPOMKa ¥ MIPOM30HBI. EC/iM MbI BO3bMEM
3aCTPOMKY «CTaHZAAPTHBIMM KOPOOKaMM», KOTOpasi NpUcyla 60JbIIMHCTBY POCCUMCKUX
rOpoZiOB, KaK TOr4a COXPaHSTh UJIM BBISIBJISITh KyJbTYPHBIM KOZ,?

PacxopuukoB A. H.: Eciiu MBI TOBOPUM O IIEPUOAE VMHAYCTPUAJIIBHOI'O CTPOUTEJIb-
CTBa, B KOTOPBI/ MOSIBUJIMCH MHOTME TOpoja, TO 3[eCb MOXHO OTTaJKMBATbCS YXe
He CTOJIBKO OT COXPaHMBIIET0CsI UCTOPUUECKOTO s1/ipa, CKOJIBKO OT IIPUPOAHBIX JaHAad-
TOB, KOTOpble eCTb Be3fe. OnsATh e, BEpHYBUIMCh K Beinmkomy Hosropopy, ormeuy,
YTO KOTZla S1 YMTalo JIeKLUM U TOBOPIO 06 MCTOPUM T'OPOZOB, O TOM, KAKMMMU OHM 6BLIN,
TO B KadyecTBe IIpuMepa IIOKa3bIBal0 IepUOJ, TOPTOBBIX I'OPOZOB, B KOTOPbIY1 OCHOBHOM
dyHKIIMEeN ropoja, obecieunBalolle ero pa3BuTHe, b6blyia TOProsis. S mokasbiBaio dio-
peHLMI0 U BeHe Mo (MCKIIUUTETIbHO IPMMOPCKMI TOPTOBBIV I'OPOJ,), S1 IOKa3bIBalo Be-
nukuil HoBropop. Y OHM OUyeHb IMOXO0XXU MpU BCEM npu 3ToM. [ToTromy uTo U HoBropoz,
u ®JIOpeHLsI CTOSIT Ha 6OJBIINX peKax, KOTOpble pa3pe3aloT ropof. Eciu mocMoTpeTs
cTapble KapTUMHKM PIOpeHIMM, KOIAa UX ellé pMucoBaiy, M CTapble KapTUHKM BesanKkoro
HoBropoga, To Mbl YBUAMM, YTO OHM BO MHOI'OM IIOXOXXY II0 COAEpXXaHUI0. Bcé 3TO TOp-
rosbie NMOPTOBBIE ropoja. ToabKo HoBropon 1 ®jaopeHLMsI HaXOOATCA Ha pekax, a BeHe-
L1151, COOTBETCTBEHHO, Ha MOpE.

OpHako, ecau roBOpUTH, K IpuMepy, Ipo Tam60B, TO TaM, CKOpee BCEero, MOXHO
MOMBITATbCSI HAaWTU YTO-TO B IMPOMBILUIJIEHHON apxuTeKkType. OHa ObLjla, MMOCKOJIBKY
3aBofjuaHe CTPOMJIM O6BEKThI, B OCHOBHOM, KOHEYHO, yIIpaBJIeHUYeCKMe, B KOTOPBIX IIPO-
CJIeXXMBaJlaCh apXUTEKTypa U IOINBITKM KaK-TO BbIZEJIUTbCA. KpoMe TOro, MOXXHO UATU
K IpMPOAHBIM JIaHAIadpTaM, IOTOMY UTO Be3/e eCTb CBOM 0CO6eHHOCTU. Y Bac 3TO Boii-
XOB, OH y Bac eCTb M Ha ¢iiare, u Ha repbe. I'me-To 3To Bosra, rze-To jecHasi 4acThb,
kak B TamboBe, HannpuMep. JpyrMMu CJI0BaMH, 3TO jieca, IpUpPoza, IKOJIOTUSI, YTO TOXKe
ceiyac BOCTpeb6oBaHO. BblI celfuac yCabIIIMTE OT MeHSI MHOI'O, HaBepHOe, paHTa3ui1
B OTHolUueHuM Benmkoro HoBropoza, moCKoJIbKY Bbl KaK MECTHBIE YXUTEJM, BO3MOXHO,
BOCIIpMHMMaeTe 3TO MHave. Ho BoT Beaukuu HoBropon. A nodyemy Benukuit HoBropog,
He KoHcTaHTMHOIIOJB? Benb 3TO >Xe KOHCTAaHTMHOIIOJBL. Yero He xBaTaeT BelmMKomy
Hogropopay, 4To6 66T KOHCTAaHTMHOIIOJIEM, BOT TeM CTapbiM KoHcTaHTHHOIOIeM? KOH-
CTAHTMHOIIOJb — 3TO ropoj-caz. lobaBbTe, f06aBbTe 3ejeHu. [lo6aBbTe MHOTO 3eJIeHU
B Benmkuit HoBropoj, — 1 BbI IOJIYyUMUTE TaKOM KakK 6bI ceBepHBbIT KOHCTAaHTUMHOIIOb.

IIupoxosa O. B.: CoriacHa! B BeaxnkoMm HoBropoge MHOI'o CMpeHM, ¥ OTYACTH €TI0 YXKe
MOXXHO Ha3BaTh IropoZioM-CaZloM, MOXXHO CKa3aTh, UTO OH YXXe Ha IIyTU K 3TOMY CTaTycCy.

PacxomguukoB A. H.: KyJIbTYpHBIN KOJ, HAM HY)X€H elllé U JIJIs1 TOrO, YTO6bI IIPOeK-
TUPOBATh OyAyliiee. B ucTopuu 1106010 roposia 66111 IJI0XME U XOpOllIMe IepUobl, 66111
CIIOpHBbIE NepuoAbl, 6bIIM Tparnyeckue MepUOAbI, M He BCE MBI JO/DKHBI IIEPEHOCUTH
B 6yayiiee. Camoe IJIaBHOE, YTO 3TOT KYJIBTYPHBIM KO, 0 KOTOPOM ceifyac MHOI'O T'OBO-
PUTCSI, TO €CTb CMMBOJIbHAsI COCTABJISIIONasl ropofa, CyLeCTBEHHO BJIMSIET Ha JIIOJEN,
0CO6€HHO Ha MOJIOZAEXD. IIpeAcTaBbTe, MOJIOJ0M YeJIOBEK POAMJIICS B KaKOM-TO ropoje
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U OTKpBIBAeT ero aJjsi cebsi. UTo OH s cebsi OTKpbIBAaeT, Kakye 3jIeMeHThI? UYTo eMy Ir'o-
BOPSIT 06 3TOM pOAUTEsN, B IIKOJIE, ellé rae-To? Ha 4To ero opueHTUPYIOT? OTO U eCThb
KyJbTYPHBIM KOJ,, KOTOPBIM IMO3BOJISIET HE TOJIBKO IIOMHUTBb CTapoe, HO M IPUBHOCUTH
snyuliiee B 6yzyiiee. B 0611eM, KyJIbTYpPHBIM KOJ, — 3TO He BCE, UTO €CThb, 3TO TO, UTO MBI
MOXXeM BBIZIEJIUTh B KauecTBe KJII0UEeBBIX 0CO6EHHOCTe} ropojia, ero 3KCKJIIO3UMBHOCTH,
ero MHAMBUAYAJIbHOCTU. VI 3TO TO, UTO OyZeT HampaBJsAIThb Hac B byzayiiee, opMupys
pa3BUTHE 3TOM MHAUBUAYATBHOCTU M HEKYIO MECTHYIO UJ€HTUUYHOCTb. Benukuit HoBro-
PO, Ha MOM B3IJIsl[,, €CJIM TOBOPUTH PO COAepKaTeJbHYI0 YacThb, IIpe/CTaBJIsIeT coOb0i
CTapeulilnit ropof;, PyCCKUM, U UMEHHO 3TO HY>XHO IMOAYEPKUBATh.

Eciu roBopuTh 06 apXMTEKType, TO s ellé pa3 BepHycb K KaJMHMHIpaZly Kak
K yaauHoMy npuMepy. OKa3ajnioch, YTO, JaXe IIPU BCeX HalllMX [IPeKpPacHbIX apXUTEKTYP-
HBIX M300peTeHMsIX, Te BU3yaJIbHble HaXxO[ KM, KOTOpble 6bLIM ellé B IIpyccuy, TO eCThb
500-600 JIeT Ha3a[,, OCTAlOTCsI COBPEMEHHBIMU U IIPUBJIeKaTeJIbHBIMU. [loueMy MBI CUM-
TaeM, 4TO apxuTeKTypa XI-XV BEKOB 1 3JIEMEHTHI 3TOM apXUTEKTYPhI CETOZHSI HE BOCTpe-
60BaHbI? [ToueMy MBI OTHOCHMMCSI K 3TOMY KaK K IaMSITHUKY, KaK K KaKOW-TO UCTOPUU?
[ToueMy OHa He MOXeT ObITh IIepeoCMbIC/IeHa B HOBBIX MaTepuasjiaxX, B HOBBIX popMmax,
HO IIpM 3TOM BOCIIpOM3BeZeHa? BO3MOXXHO, MbI IIOJIyYUMM IIPEKPaCHYIO apXUTEKTYpYy,
IIPUBJIEKATEJIbHYIO apXUTEKTYPY U MHAUBUYAJIbHYIO apXUTEKTYPY.

EcTbh pa3Hble NOAXOABI K KYJbType, O4HAKO €CTh II0AX0J, KOTOPbIM HaM, COLIMOJIO-
ram, 6Jmxe — 3To noAxof, AsekcaHapa CamoioBuua Axmesepa. OH OTHOCUII K KyJIbType
HEeKMI OIBIT JIIOJZIel M COObIIEeCTB, a K 06111eCTBY — BCE TO HOBO€, UTO IOSIBJIsieTCsl. B ero
KOHLeNLIMM ITOCTOSIHHO NMTOAYEPKMBAJIOCH TPOTUBOOOPCTBO CTAPOrO ¥ HOBOTO, ¥ OH OYE€Hb
TOYHO OO'BSICHUJI, UTO K KYJIBTyPE OTHOCUTCSI HE BCE CTapoe, a TOJIbKO TOT OIbIT, KOTOPHI
OKa3bIBaeTCs MOJIE3HBIM, )XM3HECIOCOOHBIM M NPUBOAMUT K ycCIiexy. M eciy Mbl TOBOPUM
o Beaukom HoBropoze, To ero ecTeCTBeHHasi UCTOPMYHOCTb — 3TO IJIaBHasl yepTa KyJib-
TYPHOTO Koza. ITpu 3ToM ero Toprosast yHKIMs, la)xke, CKOpee, He TOProsasi, a TOT QaKT,
YTO OH BXOAWJ B [aH3eMCKUM COI03 U SIBJISIJICS 3alaZHbIM I'OpOJ0M, OTKPBITBIM [IJISI B3a-
UMOJIEMCTBUS C €EBPOIIEMCKMMMU rOpOZiaMy, B TEKYLIUM UCTOPUIECKUM IepUo, K coXKa-
JIEHU10, HaBepHoe, He 6yZieT BocTpeboBaH. Ho korza-Hubyb, MOXKET 6BITh, 3TO BHOBbD 0y-
ZleT BOCTpeboBaHO, IOCKOJIbKY 3TO TOXXE YacTb KyJbTypHOro Koja. Eciu CaHkT-IleTep-
6ypr Bcerza moAuépKMUBaAET CBOIO €BPOIENCKOCTh, CBOI0 MHTETPUPOBAHHOCTD B 3TU CETH,
TO Besikuit HOBropoJ, moueMy-To OUeHb CKPOMHO 3TOTO He JiejiaeT.

U elé ofHa coCcTaBsiiolasi, KpaliHe Ba)KHasl COCTaBJISIONLasi, KOTOpasi MOXeT CTaTh
aKTyaJIbHOM B OyIM>Kaiilllel mepcreKTuBe, — 3TO OYeHb boraToe Hacaenue Beankoro HoB-
ropozia, CBsizaHHoOe C pesuruein. BeckoHeuYHble HOBIOPOJCKMEe MOHACThIPH, LIepKBU — Ta-
KOro 60oraTcTBa HUT/Ze HET, HACKOJIbKO 51 3Hal0, B POCCUMCKUX ropoziax. ¥ 3To ToXXe 0O4eHb
cepbé3Hasi YaCTb, KOTOpasi HECKOJIbKO HeJloolleHeHa. OHa Kak 6Bl IPUCYTCTBYET, HY U UTO?
" B CepriyxoBe eCTb CO60pbI, U BO Biaagumupe ectb cobopsl, u B Cy3pgasne, u B IIcKkoBe,
ro)kasyicra. He xBaTaeT, MHe KaXXeTCsl, IMYHOCTU [JIsI TOTO, YTOOBI 3Ty YaCTh aKTUBU-
3MpOBaTh Ha YpPOBHE KoZia. BoT mouemy, Korga Mbl paboTasiyu C BalllMMM CTyAeHTaMWU,
s1 IPOCUJI UX BBIZIEJIUTD JIMYHOCTU, KOTOPble OTHOCSITCSI K ropozy. M y Bac ¢urypupyer
KpaliHe He[l0OLleHEHHAasI IMYHOCTD [laTpuapxa Asiekcus 11, cBsi3aHHas1 ¢ ropozioM. OH sIB-
JisileTCs1 3HaKOBOM ¢urypoi ajist Poccum, Ojis1 pOCCUICKOM IPaBOCJIABHOM II€PKBU, I10-
CKOJIBKY OH 6bL1 nepBbIM IlaTpuapxoM Poccuy IMOCTCOBETCKOTO Nepuoja, pu HEM BOC-
CTaHaBJIMBAJIUCDh LiIepKBU. VM, camMoe IJ1laBHO€, OH 3aHMMaJl O4Y€Hb BbIJIEPXKaHHYIO ITIOJIUTU-
YeCKyIo Mo3ULMI0. Asiekcui 11 BbICTynasl BO BpeMs CMYT, B 1991 U 1993 rofiaxX, TO eCThb OH,
Kak ITaTpuapx, Kak Jufiep AyXOBHOTO MMpa, OTKPBITO BBICTYNAJI CO CBOEN IMO3ULMEN,
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U 9Ta N03MLMs 6blla OUeHb BbIBepeHHasl. [loueMy OH I10/Ib30BaJICS TAKMM yBakeHMUeM?
IIOTOMY YTO OH BBINOJIHSIJI POBHO Ty POJIb, KOTOPYIO OT HETO >XJET 06111eCTBO: OH BBIMOJI-
HS1JI POJIb MOpPaJIbHOTO aBTOPUTETA, CTOJIIIa MUpa U COTJIacusl.

K uemy 51 3TO roBopio? K Tomy, UTO apxuUTeKTypa 6e3JiMKa 1 OHa BCerja Jiyullle Ur-
paeT, MMesl CBSI3b C repoeM. MblI, JIIOAM, NIbITaeMCSl BCE O4YEJIOBEYUTh — U XXUBOTHBIX,
U apXUTEKTYypy. Y 3Ta cBsi3Ka, 3TOT IJIacT Benmkoro HoBropoza, KOTOPHIN CBSI3aH C Xpa-
MaMM M MOHACTBIPSIMM, HYXXJA€TCSI B TAKOM JIMYHOCTU. MOXKeT OBbITh, 3TO LOIKEH O6bITh
He AsiexcuM II, TOCKOJIBKY 51 He TaK XOPOIIO 3HaKOM C JIOKaJIbHO 3HAaUYMMBIMU UCTOpUUE-
CKMMM JIMYHOCTSIMU. MOXeT ObITh, y Bac €CTb JApyrue JMUYHOCTM TaKOro Macuiraba,
HO SI He CTOJIKHYJICS C MHQOopMal el 0 HUX.

IITupoxoBa O. B.: B HoBropoze ectb Bapsaamo-XyTbeIHCKUM Criaco-IIpeo6pa’keH-
CKMJ MOHACTBIPb, ¥ UMSsI CBSITOrO BapsiaaMa XyTBIHCKOTO SIBJISIE€TCSI 3HAUYMMBbIM [IJIs1 HOB-
ropojues. 3To 0coboe MecCTO, B KOTOPO€ CTPEMSITCSI MONACTb He TOJbKO HOBTOPOZIIbI,
HO ¥ T'OCTU Tropojia, ITOCKOJIbBKY OHO 06JiaZjaeT TOM CUJIOM U IyXOM, KOTOpPbIe COeAUHSIOT
C LPEBHOCTBIO, AaXke IIPU YCIOBUM, UTO I10CJIe BTOpOM MMPOBOM BOMHBI MOHAaCThIPb BOC-
CTaHaBJIMBaJM U3 pyuH. OUeHb PEKOMEH/yl0 MOoOBIBaThb TaM, Korja IpuefeTe K Ham
B CJIeAyIOLIUN pas.

Y pa3 MBI 3aroBOPUJIM PO MMEPCOHANIUU U UMeEHA, Asekcul Il HanpsIMyI0 He CBSI3aH
¢ HoBropozoMm, To ecTh, Ha Balll B3risi/j, IMYHOCTb MOXKET OBbITh BKJIIOUEHA B KYJIbTYPHBIN
KOJI, [la)Ke eCyI OHa HaIIpSIMYI0 He OTHOCUTCS K TOpoay?

PacxopguukoB A. H.: UTo Takoe IepcoOHaX, IMEepPCOHAIMsI, UCTOPUUECKAS] IUUYHOCTh
IJ1S1 IIoZen? DTo IpuMep AJis NoAparkaHMsl, KOTOPBIM 3akiajbiBaeT (B 60Jbllel Mepe
ZLJIS1 MOJIOJBIX JIIO/lel) oIlpe/ieIéHHble YePThl MOBeeHUSsI, XapaKTepa, )XM3HEHHBIX 1leH-
HOCTEeN, yCTPeMJIEHUH, fiejlasi UX aKTyaJbHBIMM U MHTEePEeCHBIMU. BBIOOp Tex MM MHBIX
IepCOHAJIUM KOHCTPYyUpPYyeTcsi. TOBOpSI O KyJIBTYPHOM KOZie, HEO6XO04MMO NOYEePKHYTh,
YTO OH Be3/le OUYeHb NOABMXeH. Bo3pMmurte, HanpuMmep, CapaToB. AsponopT I'arapuH.
HOpmnit FarapuH uMeeT OTHOIIeHMe K CapaTOBYy TOJIbKO B TOM IIJIaHE, UTO OH TaM IIPU3EM-
sucs. Ellé HeCKOJIbKO JIeT YUMJICS B UHAYCTPUAJIBHOM TexHUKyMe. C TaKMM JKe yCIIeXOM
3TO MOTJIO CJIYUUTBCS B JII060M ZipyroM MecTte. Ho, TeM He MeHee, OHM IIPUCBAaMBaIOT 3TOT
CMMBOJI, IPUCBAaNBAIOT 3Ty JIMUYHOCTb, Y HUX €CTb JJIsI 3TOI'0O OCHOBaHMS. VI OHM eé Kak OBl
BO3BOZST Ha IepBbIN paHr. IIo cyTH, y HUX TaM ecTb CTOJbINMH, arapuH, YepHbIIIeB-
CKMM — HeKMU Habop Jiofel, MCTOpUYECKUX IIEPCOH, U 3TOT Habop oueHb Mo BMXKeH. OH
MO/ BMKEH, IOTOMY UTO B pa3HOe BpeMsl pa3Hble Bell} CTAHOBSITCS aKTyaJbHBIMMU.

51 IOCTOSIHHO BO3Bpalljaioch K KaIMHMHTpaZly, IOTOMY UTO y BaC Mbl He yCIIeJIM IIpo-
BECTM TaKoe IJIyboKoe ucciaeoBaHMe, YTOObI MOXKHO OBIJIO TOBOPUTH Ha pakType, a Tam
MBI TaKMe UCCIIeZloBaHMs Aeanu. Mbl Buziesin, HalpuMep, 4YTo JIEOHOB — IepPBBIN Yeso-
BEK, BBILIEZIINI B KOCMOC, — JIJIsI CTaplIero MoKoJeHusI KAJIMHUHTPAZIlleB SIBJISIETCS 3Ha-
ymMoM GUTYypoH, a sl MOJOAEXM yxKe HeT. [a3aMaHOB — criopHas ¢urypa. OH MeCTHbIN
KOPEHHOM XUTEJIb, U ero nepBble ecHU Bpoje «Thl MOpsSiUKa, 1 MOPSIK» CBsi3aHbI ¢ Ka-
JIMHUHTPaAoM. Bantuiickum 6eper, Pbxasi 3apsi — 3TO Bcé Tpo KaJMHMHTpaZ, OH U Ies
Kak 6bI IIpo cBO&. OHAKO y Hero 6b1J1 KOHQJIMKT C BJIACThIO B KaKOM-TO IIEPUO/, OH JL0JITO
He IIpue3)Kajl, IO3TOMY CYIIeCTByeT HEKOTOpPOe IPOTUBOCTOSIHME C 3TOM JIMYHOCTBIO.
[Tpu3HaHMe 3TUX JIUYHOCTEM, UX POJIb U UX BeC B T'OPOJZCKOM cpefie, a TaK)Ke B CO3HAaHUU
TOPOJCKMX XXUTeJIeN SIBJISIIOTCSI OUeHb pa3HbIMU. M MBI MOXKEM 3TMM aKKypaTHO yIpaB-
511Th. Korga Mbl 0 KOM-TO HallOMMHAEM, TO HYy>XHO IOHMMAaTh, YTO OTAEeJbHbIEe IMUYHOCTU
CUMMBOJIM3UPYIOT Pa3Hble Bellly, CBSI3aHHBIE C CO00M, — JOCTMXXEHMS B KOCMOCe, O60JIblIne
NIPOM3BOJCTBEHHBIE yCIIeXM, PeJIUTMO3Hble NMOABUTY, yIIpaBjeHue (Halpumep, YeJloBeK
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6b171 Ty6epHaTOpoM). Ilouemy ecTb 3ddekT CTonbinnHa? [IOTOMY UTO OH OBLJI IpeEMbep-
MMHUCTPOM, FepoeM, KOTOporo 3actpenuan. OH fenain pepopmbl. M CapaToB O4eHb IIpa-
BUJIBHO 3TO MCIIOJIb3yeT. UepHBILIEeBCKMM Y HUX YIIEJ Ha BTOPOM ILJIaH, XOTS elé Ipu
COBETCKOM BJIaCTU OH ObLI IepPBOM 3HAKOBOM QUTYyPO.

[pyrMMy CJI0BaMM, BbIOOpP TeX MJIM MHBIX UCTOPUUECKUX JIMUYHOCTEN IO BUXKEH B
3aBUCUMOCTH OT TOT'O, UTO SIBJISIETCSI BOCTPe6OBaHHBIM B ob11ecTBe. VM, KOHEUHO, HY>XHO
CJIeIUTH 3a TeM, KaK 3TO BOCIIPMHMMAET MOJIOLEXD, KaK 3TO BOCIIPMHMMAIOT ITOXKMUJIbIE
JIOAM. DTUM TOX€ MOXXHO YIIPaBJIATH, IIOAYEPKMBAS Te€ MJIM MHbIE acleKTbl. KoHeuHo,
XOPOIIIO, KOTia IpefcTaBJIeHbl pa3HO06pa3Hble IMUHOCTH, IOTOMY UTO 3TO aéT BO3MOXK-
HOCTb BbIOOpa [IJIsl MOJIOZBIX JI0/ieli. B mepBylo ouepesib MMEHHO MOJIOZIOMY 4YeJIOBEKY
HY>XHO MMeTb reposi. ECiu HeT reposi B ceMbe, OH [OJIXKeH Hal'TU ero BHE CEMbUM — B TOM
4yycie cpeAu JIIofel, KOTopble cAeaay 4YTO-TO 3Ha4MMoe JJIsl TOpoJa, KakK, HalpuMep,
MelleHaThbl, KOTOpble OTKPbIJIYM YHUBEPCUTET, II€PBYI0 'MMHA3UI0 MJIN 3aJI0XKMJIM KaKue-
TO cepb€3Hble Bellu. C 3TMMM BelllaMy y)Ke MOXXHO OUeHb MHTepeCcHO paboTaTsb.

I'me-To MoJjiy4aeTcsl O Ha JIMYHOCTb. BoT IleTepbypr, MOHSATHO, I1&Tp. IIETp — U BCE,
U 60JsIbllle TaM HUUero He 6yzieT, OH HenpeoZoaum. KaauHuHrpaz — 3to KanTt. CapaToB —
CTosIbINNH BCE paBHO OyzeT nepebuBaTh 'arapuHa. YTo MbI MOXXEM BCIIOMHUTD elé? B
MoOcCKBe HeT TaKOI'0 CBOEero BbIPa)X€HHOr'0 reposi. MoxeT 6bITh, ObLJIM NONBITKY ¢ IOpuem
JOJITOPYKMM, HO 3TO HE OYE€Hb OYEBUHO. B Bosiorze s He Mor'y Ha3BaTh Irepos, XOTs TaM
eCcTb MaMsSITHUK KOHCTaHTHHY BaTiolKOBY Ha KpeMJIEBCKOM MJIOLLLAAM, €CTh KaKMe-TO I0-
NBITKU. He BO Bcex ropo/ax 3TO OJMH YeJI0BeK, OObIYHO 3TO KaKOe-TO KOJIMYECTBO JII0Ze.
M nmoueMy MbI IBITAJIMCh C BalllMMMU CTyZ€HTaMU BBISIBUTDH 3TO Yepe3 uccaenoBanms? Ilo-
TOMY UTO OY€Hb Ba)XXHO, KaK MCTOpPUUECKME CIOXKETHI, JIIOAU, 06'bEKTHI U COOBITUSI BOCIIPU-
HMMAIOTCSI MMEHHO B CO3HAHUM JIIOJeN — UTO OHM IIOHMMAIOT, @ YTO OHM He ITIOHMMaAIOT,
4YTO OHM IIPU3HAIOT, @ YTO OHM HE NMPU3HAKOT, KAK OHM OTHOCATCS K ONpeneIEHHOMY CO-
6pITHIO. [IOTOMY UTO, €CJIM MBI TOBOPUM O KYJIBTYPHOM KOZle ¥ BO3MOX>XHOCTU €ro pa3Bu-
TUSA, TO, KOHEYHO, MBI [JOJIXKHBI UCXOAUTD U3 TOT'O, UTO Y>X€ €CTh B CO3HAaHUM I'OPOXKaH.

IIInpoxoBa O. B.: Pa3 Mbl TOBOPMM 06 MMeHaX, TO KaKyl JIMYHOCTb, CBSI3aHHYIO
¢ Benukum HoBropogom, Bbl cunTaeTe Hanbosiee 3HAUYMMOM M BaXXHOM AJis ropoja? Mau
B 3TOM KOHTeKcTe HoBropog, st Bac 6e3nmk?

PacxogumukoB A. H.: To, 4TO g BU3yaJIbHO CUUTaJI, Haxonsch B Benukom Hosropoze,
3TO NaMSATHUK PaXxMaHMHOBY. 3TO KpacuUBO, OH yAa4HO pa3MelléH, 1 My3bIKa, M 3TO 3a-
IIOMMHAETCS OYE€Hb XOPOoIlo. bosblile 1 He YBUZEJ I'epoeB, He Halll€Jl TaKUX SABHBIX Iep-
COHaJINM, IpeiCTaBJIEHHBIX B TOPOJCKOM Cpefie, MM OHUM MHeE IIPOCTO He 3allOMHMUJINCh.

IITnpoxosa O. B.: B KOHTEKCTE TOr'0, YTO BbI rOBOPUJIM paHee: HaIll YHUBEPCUTET HO-
cut uM4 SpociaBa Myzaporo, 1, Kak MHE KaXXeTCsl, 3TO MM yAa4HO BCTPOMUJIOCH B CUCTEMY
obpa3oBaHMsI 1 Hayku. HO OHO Tak He CYUTHIBAETCS, KaK IIpMUBeZleHHble BaMy IpuMephI?

PacxoguukoB A. H.: Cmorpurte, nociaegHuin ypbanuct EBponbl AHpu JledpeBp
BecbMa TOYHO cHOpMyIMpPOBaJI, IIpaB/a, B PyroM KOHTEKCTe, YTO PEeBOJIIOLMSI HE 3aBep-
llIeHa, II0Ka He Ipeobpa3oBaHa ropojckas cpezia. A ¢paHIly3bl 3HAIOT, UTO TaKOe PeBO-
JIIOLMSI, M TIOHMMAIOT, O Y€M OHM T'OBOPSIT. B 3TOM eCTb OUueHb TOUYHBIM CMBICA. ['ie SIpo-
ciaB Myzpelil, KpoMe Ha3BaHUSI yHUBepcuTeTa? ['ie oH B ropoge? I'Zle OH B TOIIOHUMMUKE
ropoza? I'le OH B MaJIbIX apXUTEKTypHbIX popMax, I'Zle OH B APYTIUX IPOSIBIEHUSIX?
HepocraTo4HO IMPOCTO Ha3BaTh... HeT, 3TO TOXXe BaXXHO. DTO BbI IIpaBUJIBHO I'OBOPUTE,
s1 ¢ BamMu abCoOJIOTHO corJlaceH. YHUBEPCUTET NPMUO6PEN auno. M 3To To, 0 4ém
sl CKasaJl paHbllle, — €CJIM Mbl XOTUM, YTOOBI UTO-TO 3aKPENMJIOCh B CO3HAHUM JIIOZEN,
TO OHO ZIO/DKHO OBITh O4yesioBedyeHO. J[oJXKeH ObITh repoil, yejaoBeK. MBI TaK yCTPOEHHI,
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4YTO HaM IIpollle BOCIIPMHMMATh O4yeJ0BedeHHble 06pa3bl, Hexean abcTpakTHble. Ecan
pa3BuBaTh TeMy SIpociaBa Myzporo, To He06xXoAUMO, UTO6bI OHA MIPOSIBUJIACh B TOPOJ-
CKOJ cpefie: A0J/DKHA BO3SHUKHYTD yJAMIA, IJIOaZb, TapK, JOKEH IOSIBUTBHCS TaKOM JKe
MHTEPECHBbIN NMaMsITHUK, Kak Ceprero PaxMaHMHOBY, CO CBOE€M KaKOM-TO aTpUOYTUKOII,
KOTOPBIN 6Bl 3alIOMMHAJICS.

51 moyeMy Ha3bIBAlO 3TOT MaMATHUK? [IOTOMY UTO s IPMUBO3UJI K BaMm KoJyier u Bu-
ZleJl, Kak 9TO paboTaeT. SI HEOLHOKPATHO YyXXe C/IbIIIAJ, YTO IZe-TOo ellé, 1o-MoeMy, B TaMm-
60Be HaxoAUTCS ycaZbba PaxMaHMHOBA, MPOBOAUTCS MaCUITA6HBIM MYy3bIKaJbHBIN ¢e-
cTuBaib. Ho Kojeru, nobsiBaBiuive B Beankom HoBropoze, roBopsT, HOLOXAM, OH XXe
TaM, IpU4€M 37ecb Tam60B? Bcé, y HUX 3aKpennIoCh B CO3HAaHUM 3TO BIleyaT/IeHue He-
06bIYHOT0. KpacuBbIil MIaMSITHUK, KpacuBasi My3bIKa, TapK — BCe 3TU BHYTPEHHME OILYy-
LIeHMsI M IepeXXMBaHUs yXKe CIIOKMIIMCh y YesloBeKa, Co34aii HOBOE BOCIPUSITHE, I10-
CKOJIBKY 3TO ZPYyroil ropof. M Bcé, OHO CXJIONIHYJIOCh. VM 3TO y>Xe HEBO3MOXXHO BbIOUTb.
OHoO y)xe chOpMUPOBAJIOCH y IIPMUE3KETO YesioBeKa. B elé 60Jbllleil CTeleHU OHO OyneT
dbopMMpoOBaTHCS y CAaMUX XXUTeJIeH, ecyiu B ropofie 6yZieT kakoe-To 0ocobeHHOe MecTo. I1o-
3TOMY YHUBEPCUTETY MOXXHO IIPEAJIONKUTD IPOCTO Pa3BUTh 3Ty UCTOPUIO JIMOO Ha CBOEN
TEPPUTOPUM, IN60 I'Ie-TO B TOPOACKOM cpefe. Ho YTO-TO SOKHO MOSIBUTHCS, KaK-TO 3TO
MMSI [JO0JDKHO BO3HMKHYTb B T'OPOJICKOM Cpefie, B FOPOJACKOM apXUTEKType, IOTOMY UTO
JledbeBp 6bLT1 ab6COIIOTHO MpPaB.

IInpoxosa O. B.: HeckosIbKO JieT Ha3a[, B ropoje IOSABUJICS MaMATHUK SpociiaBy
MyZpoMy, HO OH HaxO[UTCSI Ha TEPPUTOPUMU YHUBEPCUTETA B OTHAJIEHUU OT OCHOBHBIX
FOPOACKMX MapLIPyTOB (B OT/IMYMe OT NaMsSITHMKA PaXMaHMHOBY, KOTOPBIM CTOUT IIPSIMO
B 1IeHTpe), U XXUTeJb UJIU TOCTh TOpofia, CKOpee BCero, IMpoiZleT MMMO Hero. B cBs3u
C 3TUM KaKue, Ha Bai B3risz, cmoco6bl TpaHCASLMM KyJIbTYPHOT'O KO a MOXXHO O6Hapy-
XUTD B TOPOJZICKOM cpefie? Kakue OHM JOJIXKHBI ObITH? M BOT, CKaXKeM, TOXXe Ha IIpuMepe
Besnmkoro HoBropoga, BO3MOXXHO, Y Bac ecTb 4TO CKa3aTh.

PacxomuukoB A. H.: [Tpexx/e Bcero, 3To Te UCTOPUUYECKME 06'BEKTHI, KOTOPbIE €CTh,
3TO MapuUIPyThl, KOTOPbIE YeJI0BEK BOCIIPMHMMAET B ropoje. HeBa)XHO, KOPEHHOM XXUTEb
VIV TIPUE3XKUM, HO YeJI0BeK BOCIIPMHMMAET ropo/i, Yepe3 MapuIpyThl, yepe3 nyTu. To, Kak
OH MZET, YTO IIPY 3TOM IIPOUCXOAUT, — 3TO OUEHb HEeJOOLIeHEHHAsI, Ha CaMOM JieJie, Bellb.
OuyeHb peZIKO KTO-TO BOOOIIEe ITbITAETCS 3TO MOHSTh.

Ho ecsy MBI TOBOPMM cel4ac O TPaHCASLMM, TO JaBauTe 6yJeM pa3rpaHUUMBATh,
YTO €CTh TPAHCIASIUU IJIsI BHYTPEHHETr'0 UCII0Jb30BaHMSI M TPAHCIISILUY [1JIsI BHELIHETO
UCIOJIb30BaHMsI. ECM TOBOPUTH IPO TPAHCASLMUM [Jis1 BHELIHEro MCIOJb30BaHUS,
TO OUeHb BaXXHO, TZle YeJIOBEK IToCeansICcsl, KorZa mpuexan B Beaukuit Horopoz. Korga s
IpMuexas B IepBbIl pa3, TO OCEJIMJICS B KaKOM-TO CTPAHHOM I'OCTUHUIIE, IZle-TO BIajleKe
OT LIEHTpa, U Y MeHs 6bLJIO O HO IpefcTaBieHue o Benmukom HoBropoge. IlepBoe, UTO s
yBuzes, aTo JeTuHel, KpeMsib, MOCT ¥ BOT 3TOT CTPAHHBIN YHUBEPCUTET, HAXOASAIIUICS
Ha TEPPUTOPUM MOHACTBIPSI. ITO, KOHEUHO, HEOOBIYHO, BOT 3TU IIEpBbIe BIleUaATIEHUSI.
A mmoTOoM s Tocenuiics yke (MHe 06'bsicHUI Astekcelt IrHaTbeBUY 1llep6MHMH, K COoXKajie-
HUIO, TaK paHO OT HacC yLIeAIINN, IZle HY>XHO IPaBUJIbHO CEeJIUTHCSI) B FOCTMHULE «BoJI-
XO0B». VI 3TO ObLJIa COBEPIIEHHO Apyrasi KapTuHa. 37ech y)xe BOKpyr XIX Bek U IO3XKe,
apxMUTeKTypa LeHTPaJIbHOrO0 aJMUHUCTPATUBHOIO 3/[JaHMsI, CAMOM I'OCTMHUIBI, BOT 3TU
3esIéHble IPOCTPAHCTBA, ¥ TOPOJ, PaCKpPbIBAaeTCsI COBEPILIEHHO MO-IPYyToMYy.

IToaTOMy, KOTZia MBI TOBOPUM O TPaHC/JASLMU KyJIbTYPHOTr'O KOZila BOBHE, HY)XHO IIO-
HMMAaTh TaKue TOUKM NIPUCYTCTBUS. BOT uesnoBek npuexas. Kyzia oH npuexan? Ha Bok3aJl.
Janplile moexas UM NOLIEN B TOCTUHUILY. DTU TOUYKU NIPUCYTCTBUS, TOUYKM BXOZa, MeCTa,
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rZie 4eyjloBeK 6y/leT )XUTh, OCHOBHbBIE TYPUCTUUYECKME MapUIPyThl ¥ 06 bEKTHI, KOTOPbIE OH
TOYHO Oy/ieT IocelaTh, — BCE 3TO LOKHO TPAHCIMPOBATh TO, O Y€M MbI C BaMM I'OBOPUM.
BoT BBI, AOycTUM, CPOPMYINPOBAIM CBOM KYJIBTYPHBIN KOJ, OH BaM IIOHPaBMJICS, BBI
BbIOpa/IM KaKue-TO ero aTpubyTel B BUJi€ LIBETOBOM raMMBbl, B BUJle KaKUX-TO afJpecoB,
rpapuyeckux mszobpaxeHmin. Bcé oHOo ecTb. Kak OHO AOJDKHO TPaHCAMPOBAThCSA? s
BHEIIHE}M 4YacTM OHO JOJDKHO TPaHCIMPOBATbCS Ha BOK3ajle, HA NPUBOK3AJIbHOM ILJIO-
1aZiv, B TOCTUHUILAX, BOKPYT HUX U Ha TeX TYPUCTUUECKUX MapUIpyTax, KOTOpbIe SIBJISI-
I0TCSI HauboJiee UCII0Ib3yeMbIMU. 3TO MOTYT OBITh BBIBECKM, KaKye-TO clieljMaabHble $o-
Hapyu MJIM KaKMe-TO CIleliaJbHble KOHCTPYKIMU K 3TUM POHaApPSIM, 3TO MOTYT OBITh rpad-
buTH 1 Kakue-TO 60bIIME PUCYHKM Ha pacasax JOMOB.

E11€ MO>XXHO OTMETUTD CJIEZIYIOLIMII MOMEHT, KOTOPBIN CBSI3aH C TeM, KaK IIepeoCMbIC-
JIMBAIOTCSI HEKOTOPbIE IMYHOCTU. DTO OUEeHb MHTEPECHO MPOMJIIIOCTPUPOBATD Ha IIpUMepe
Kasyru, B KOTOpO TpaHcaupyeTcss o6pa3 KoHcTaHTHHA 1[MOIKOBCKOT0. ECTh COBETCKUM
06pa3 LIM0JIKOBCKOTO, OTChLIAIOIINH K 3110Xe 60JIbLIMX reorpadpuiuecKkux OTKpPbITUN. U celt-
yac B My3ee KOCMOHABTMKM Bbl MOXXETe YBUJIETb HOBBIM 06pa3 — cKyabnTypy A. O. Ko-
MOBa. B cOBeTCKOM IJlakaTe — 3TO IIepBOOTKPBIBATE b, 3TO TAKOM KalluTaH I'paHT, TO €CThb
repoii, KOTOPBIN SIBJISIETCSI IEPBOOTKpbIBaTeeM. KOMOB ITIepeoCMbIC/INII 06pa3 JJisi MOJIO-
AéXU U npeBpaTuil LIMOJIKOBCKOI'O B YeJI0BeKa, KOTOPBIN MPeACTaéT IMOIyBOJILIE6HMKOM
u3 6yayiiero — oH o 6yayieM, o IojéTax B KOCMOC, 060 Bcex 3Tux Belax (M. 1).

A

M. 1. IBa obpasa KoHcTraHTHHA L[MOAKOBCKOTO B My3ee KOCMOHAaBTUKH, T'. Kasyra

Mnu, 6bpIBaeT, HAaXOAUTCSI TAaKOM YHUKaJbHBIM 06pa3, KOTOPBIN He ABUXKETCS, KakK
ITétp L. Bot [I€Tp, XOTh UTO C HUM [JieJiali, He BUXKETCsI, He TepeoCcMbIcanBaeTcsi. CTOJIbI-
IIMH He TIEPEeOCMBbICIIMBAETCS, @ BOT LIMOJIKOBCKOT'O Iepe0CMbICIIMIN. PAXMaHUMHOB He Iie-
peocmbicanBaeTcsi. OH eCTh, OH yZ,auHbIM, HE HY)XHO ero TporaTb, OH IIpeKpacHbIN. A BOT
KakK IojaTh, Hanpumep, SipociaBa MyZporo, Kak IojaTb UCTOPUIO B Buzie obpa3a? 31ech
y>Ke MOXXHO IIpMBJIEKAThb CTY[EHTOB, ZieJaTh KakMe-TO TBOpPUYECKMe KOHKYPChI, IOTOMY
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YTO 3TO HY>XHO MCKaThb MMEHHO B TOM Ccpefie, B KOTOPOM U IJisI KOTOPOM MBI 3TO 6yzem
B IIEPBYIO O4Yepeab TPAHCIUPOBATh.

IITupoxoBa O. B.: Anekceit HukosiaeBuY, BO3Bpallasicb K TPAHCASLUM KYJIBTYPHOTO
KOJla, K ero BU3yaJIbHOM COCTaBJISIIONIEN, TO, Korga Bel 66171 B Besimkom HoBropoze, BO3-
MOXXHO, 3aMeTUJIM KaKue-Inbo pUCyHKHU, MypaJibl, KOTOpble OTHOCUINUCH OBl K KYJIBTYP-
HOMY KoZly ropoza? VMau KyJbTypHBIN KoZ, B HoBropose He 0co60 TpaHCIMPYyeTCs?

Pacxomumukos A. H.: B Besimkom HoBropoge OH He BbIpa)XXeH. 3TO HE KPUTUKA, 3TO
BocnpusATye. O4eHb MHOI'O BCEI'0 MHTEPECHOI'0, HO OH KaK-TO He CKOHLIEHTPUPOBAaH, HET
KaKOT'0-TO TJIAaBHOTO 3JIEMEHTa, KOTOPbIM MOAAETCSI U KOTOPbIM IOCTOSTHHO, ITIOCTOSIHHO
MoBTOpsieTcs. /la, YHUKaJIbHBIM KpeMJyb, peka, cO60pbl U aXke apxuUTeKTypa XIX Beka
B LIeHTpe, afMMHUCTPATUBHbIE 3[laHUsA — BCE OYE€Hb KpacuBO. M 1iBeTOBas raMma ecThb
TakKas MHTepecHasi, IIeCOYHasi, KoTopasi I04eMy-TO YyBCTBYETCSI, BO3MOXXHO, IOTOMY 4YTO
OYeHb MHOIO TakMUX 3JaHUM B LieHTpe. [IOHATHO, YTO LIeHTP MEeCOYHOIo ILiBeTa — 3TO
06b1yHO XIX BeK, BCce 3TU aJjMUHUCTPATUBHbBIE 37iaHMsI. EciiM Mbl 6epéM cTapble 3ZaHus,
TO OHU Bce 6el0KaMeHHbIe, 3TO ben3Ha Takasi. Ho y Bac ecTb Kakasi-TO TéIias 1jBeToBast
raMMa B LIeHTpe, KOTopasl CUMTbIBaeTcs. [Ipy 3TOM OHa He IposiBjeHa, He cGOpMYIMUPO-
BaHa, He OToOpa)keHa B YEM-TO elllé, TO eCTb €€ HYXXHO BBIJIE/ISITh M YCUIIMBATh. 37€Ch,
KOHEYHO, HY>X€H B3IJIs1f, apXUTEeKTOPOB, IOTOMY YTO OHM 60Jibllle IOHMMAIOT B BU3yaslb-
HOM CTMJIUCTUKe, pacazax, JaHpaumadpTax ropoCKoM Cpesibl U B TOM, KaK PacCTaBJSITh aK-
LIEHTHI IIPY ITIOMOIIY LIBETOBOI'O KOAVPOBaHMS.

Kak, HanpuMep, eBponenipl paboTaroT? OHM MIPOCTO BBIKPALIMBAIOT YJIMIBI B OIIpe-
ZleJIEHHBIM I[BeT. Y HMX TOXE He BCE KpacuBO U IIPeKpacHO, HO 3a CUET L BETOBOTO
KOZAVPOBAaHUSI OHM 3TO HECKOJIbKO CIJIRXKMBalOT. [loueMy 6bI, HaIIpuMep, He MOKPACUTh
3JaHUA 20-30-X I'O0B, 3T HeCYacCTHbIe LITYKATyYPKU? MOXHO YCMJIUTB 3Ty LJBE€TOBYIO
MaJIUTPY, €€ MOXHO 3aKpenuTh. OueHb MPOCTOM NIPUEM, Ha CAMOM Jiejie, KOTOPBIM COBep-
IIEHHO IIO-APyroMy BMU3yaJIbHO pacKpblBaeT TopoJ, JejiaeT ero 6ojiee KpacUBBIM,
MHTEPECHBIM U IIPUBJIEKATEJIbHbBIM.

3a 3TuM, Ha caMOM JieJie, Jiy4dllle 06paTUThCSI K apXUTEeKTOpaM, IIOTOMY YTO OHU pa-
60TaloT B 3TOM 0b6sacTu MpodPecCUOHaATIbHO, Y HUX IJIa3 3aTOUYeH MMEHHO Ha BU3yaJIbHbIe
31eMeHTbl. OHM UX BBIZAEJISIOT M OY€Hb TOYHO ONpeesstoT. OHM MOT'YT Pa3jIOXUTh 1BETO-
BYIO CTUJIMCTMKY F'OpO/ia IO IBETOBBIM TOHaM. S Buzies1 ofiHy paborty 1o [leTepbypry, korza
MCCilef0BaTe NIy I0Ka3bIBaJIM OCHOBHBIE IIBETOBBIE KOJbI LOIIETPOBCKOI'O IepMuoja, Imociae-
IIEeTPOBCKOI'0, COBETCKOI'O IIepuoja U COBpeMeHHOro. OHM BBIJEJIS/IN LBETOBYIO NAJIUTPY
¥ OKa3bIBaJIM, YTO TaKasl LiBeToBas NajauTpa 6pls1a Haubosiee paclipocTpaHeHa B TaKO-TO
repuoz, Apyras 6puia Haubosiee pa3HOOOPa3HOM U LIMPOKOI, a B COBETCKMI ITIEPUOJ, OHA
ONISITH CYy3MJIacCh [0 HECKOJIbKMX 11BeTOB. Hy>XHO npoBecTy 1o Besimkomy HoBropozay Takyro
paboTy C 1IBETOBOJ NaJIMTPOM, C UCIOJb30BAaHMEM IIBETOB B 3[aHMSIX, YTOOBI MPUNTHU
K KaKOMY-TO 3HaMeHaTeJIX0 M [IOHUMaTh, YTO MbI ITIOAUYEPKMBAEM, UTO MBI BbII€JISIEM U IIPU
TIOMOIIM Yero 3To AesaeTcss. KoHeYHOo, caMblii TPOCTOM Crmocob6 — 3TO mokpacka ¢pacazioB
10 yJINLLAM, OHA OYeHb 6BICTPO AaéT 3PeKT AJis1 BU3yaIbHOT'O BOCIIPUSITUS.

IIInpoxoBa O. B.: Anekceir HukosaeBud, cnacubo 3a Takoi pa3BEPHYTHIN OTBET!
Ené xoTesioch 6bI 3aZlaTh BOIIPOC OTHOCUTEJIBHO KYyJIBTYpPHOM NaMsATU. KOHeuHo, AJis ye-
JIOBEKa, KOTOPBIN NIpuexasa B APyroy ropof, rocreM, BeCbMa He IIPOCTO ONpeLeUThb Ijia-
CTBI ITaMSITU, KOTOPbIe Ha CETOAHSLIHUN JJeHb B OCTaTOYHOM Mepe OTpPa)KeHbl B rOpPOJ-
CKOM cpeJie M KOTOpble IOpoJ, OTIIpaBMJI B 3ab6BeHue. Korza Bbl mpuesxanu B Benukui
HoBropop, To, BO3MOXHO, 3aMeTUJIX penpe3eHTal 0 ¢parMeHTOB IIPOLJIOT0 B TOpoze?
Kakue 13 HUX MO>XHO BbIJEJIUTH?
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PacxoguukoB A. H.: B nepBylo odyepezb Bbl[leJIEH MMEHHO ApeBHUU nepuof. OH,
KOHEYHO, CaMblil LIeHHbIN, U eMy O0JIbllle BCEr0 y/esleHO BHMMaHus. JJoCcTaTOuHO cjaabo
BblesieH nepuof XVII-XIX BeKOB, OH He cpOopMyaupoBaH. ECiu Mbl IOCMOTPUM I10 apXU-
TEKTyPHBIM O06'beKTaM, TO 3TO 6yJeT LilepKOBHasl apXUTeKTypa. Ho 1lepKOBHAsl apXUTeK-
Typa KOHCEepPBaTMUBHA, U 37leCb Mbl He MOXX€M BU3yaJbHO BCE 3TO HOPMaJIbHO IIPe/ICTaBUTh
MMEHHO B 3TOM YacTu. M cjabo BbIZleJieH, KOHEYHO, COBETCKUI Tepuo/, XOTs ceidac
MHTepec K HeMy BOCCTaHaBJMBaeTcsi. Kpome TOro, oTZenbHO s1 6bI BBIAEINII YHUBEPCU-
TeTCKOe HallpaBJieHMe, IOTOMY UTO OHO MHTEepecHOe, JOCTAaTOYHO SIpKOe, HO OHO TOXXe
He GopMUpYeTCs B €AUMHYI0 KapTUHY, CTUJIUCTUKY, B KaKOI-TO 0611ul 06pa3. U 31ecs,
HaBepHOe, TOXe eCThb Ha/l, UYeM ITopaboTaTsk.

ITepuop XVIII-XIX BeKOB, COBETCKUM IIEPUOJ, U IEePUOJ,, CBI3aHHBIM C YHUBEPCUTET-
CKOM 4aCTbhlO, — 3TU IIJIACThI, MHE Ka)XeTCsI, He CUJIbHO IIpeJiCTaBJIeHbl B KYJIbTYPHOM KOJie
ropoga. "I B 06'beKTax, KOTOPbIE €CTh, M B BU3yaJIbHOM YaCTU OHU HeJl0OLleHeHbl. Bcé, uTo
KacaeTcsl [peBHOCTH, Y BacC y>Ke eCTb M HUKyZa He AeHeTcs. OHo, csaBa Bory, coxpaHeHo,
MUCII0JIb3yeTCsl, BCeEM HPaBUTCSI, BCE 3aMeuaTebHO. HO HY>XHO pa3Hoobpasue. U eciu ycu-
auTh XVIII-XIX Beka, COBETCKMI MepUOJ, U YHUBEPCUTETCKUM, TO MOSABUTCS Hojiee pas-
HoOb6pa3Hasl MaJIuTpa, a pa3Hoobpa3ue — 3TO Bcerga MHTEPECHO.

ITupoxoBa O. B.: Anekceit HukosaeBudy, cnacu6o! Y Torga nocjaegHuU BOIPOC: IO-
CKOJIbKY BbI y Hac 66114 He pa3, Ha Bau B311s/1, B Beinkom HoBropojie eCTb Takue MecTa,
KOTOPBIE BbI3BIBAIOT Y Bac UyBCTBO ropA0CTH 3a 3TOT rOpoj,?

PacxoguukoB A. H.: KoHeuHO. 3TO, IIpeXJe BCero, CBA3aHO C MOMM II€PBLIM BIIe-
yaTJeHMueM OT ropofa. TakMM MeCTOM SIBJISIETCSI Aopora, Kotopas uaéTt BAoab Kpemis,
MeXy peKoil 1 ero cTeHoM. OHa OYeHb XXMBOIMCHAs, IIpaB/a, TaM HUUero, K COXXaJIeHUIo,
He MPOMCXOJAUT, 3TO HeNpaBMJIbHO. 5 Bcerza mpuBOXYy B IpuMmep KasaHckui cobop
B IleTepbypre: nompobyiTe Bo3jie Hero choTorpadpmpoBaThCsl, KOTZa TaM HET JIIOJEeN.
5TO OUueHb KpacuBoe jaHAmadTHOe 0opopMIeHMe, OUeHb ITPpaBUJIbHAsI TEPPUTOPHUS, T10-
CTpOeHHas [Jisl noceljeHys1. TakMe MPOCTPAHCTBA AOJ/DKHBI O6bITh HAIIOJTHEHBI. [IJ1s1 MeHSs
Ha IIepBOM MecCTe 3Ta HabepexxHasi, Jake He HabeperkHasi, CKopee ITPOCTO KaKasi-TO TPO-
nuHka. OJHAKO, TaM He XBaTaeT JIaHAMAPTHOTO Au3aliHa, COOBITUIMHOTO HAIOJHEHUS
U COOTBETCTBYIOIIEeN MHPPACTPYKTYPhl. BOT 3Ty KapTMHKY HY>XHO yCMJIMBATh U 3aKpeln-
JISITh, MIOTOMY UTO OHA YHUKaJIbHA.

A BoOT LleHTpasIbHBINM I'OPOACKOM MapK U caMO IIPOCTPAHCTBO BHYTpyU Kpemis Bcerza
Ieperpy>keHo, TaM OYeHb MHOTO JIlofleli, OHO HeKOMOpTHO. ITo KpaiiHelt Mepe MHe Tak
IoKa3aJ0Ch. XOTS TaM, KOHe4YHO, 1 Copuiickuit cobop, 1 3aMedaTesIbHbIM NaMSITHUK ThI-
csiyenetuio Poccum, u cteHbl Kpemiisi, M BCE XOpOIIO, HO TaM XO4YeTCs MPOUTU U YUTH,
TaM He XOUYeTCsl 3aZlep)XaThcsl. A BOT Ha Habepe)xHOM xo4eTcs 3aZiep)KaThbcsl. Bes aTa fo-
pora, HauMHasi OT MOCTa U BZ0J1b BOJIX0OBa, BCE 3TO IIPOCTPAHCTBO MEX/y PEKOM U CTEHOM
OYeHb KpacuBOe U HeOObIYHOe, TaKoe BbIpakeHHoe. TaM BUJIHO BCIO 3Ty BeJIMUMHY: BBI
MU3HYTPU HE BUAUTE KPENOCTh U eé MacuITabnl, a TaM, CHU3y, BUjeH MaclITab, OH HaBU-
caeT. Ho Ha 3TOM IpPOCTPaHCTBE HMYETO He MMPOUCXOAUT, a ero HY>XHO, KOHEUHO, /eIaTh
MONYJISIPHBIM MECTOM, TaKMM MapLIPyTOM M IJISI XKUTeJIeN, U sl IPUE3XKUX.

BTOopoe MeCcTO — 3TO InapkK ¢ PaxMaHMHOBbBIM. OH OYeHb CIIOKOMHBIN U IO3BOJISIET
OTAOXHYTb ITOCJIe CyeThl BHYTpU Kpemiis ¢ Typuctamu. TaM xopoliiee coyeTaHue U JaH[, -
mapTHBIX, ¥ MapKOBBIX IPOCTPAHCTB. LIeHTp ropoja, OCTaTOYHO IIPUSTHOE MECTO.

VI TpeTbe MeCTO CBSI3aHO C T€M, KyJa s Ipue3xkaro, — 3TO TePPUTOpUS, TLie Haxo-
IVTCSI Balll YHUBEPCUTET, TEPPUTOPUSI AHTOHMEBA MOHACTBIPSI. XOTSI OHA TOXKE He 3aKOH-
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YyeHa: HeT MOJIHOLLIEHHOTI'O BbIXOJa K BOJle, 3a CTEHOM MOHACTBIpSI HEMCII0JIb3yeMoe Ipo-
CTPAHCTBO, KOTOPOe HUKAK M HU B UéM He PUrypupyeT. M TeppUTOpUS BHYTPU — OHa
IIycTasi ¥ TOXe He MMeeT CBOeM JIOTMKM. IIOHSITHO, YTO MBI He MOXXeM HUYero JejaTbhb
Ha MCTOpUUECKOM 06'beKTe, TeM 60jiee peIUTMO3HOM, HO HY)XXHO 3Ty TEPPUTOPUIO KaK-TO
OXXMBJISITh. 51 He MMeI0 B BUZY, UTO HY>XHO IIPOBOAUTH TaM BBICTaBKM, pecTUBaIN, SIP-
MapKM, HO 66110 6bI 3J0POBO HAMIOJHUTD 3TO OOJIBIIOE IPOCTPAHCTBO — U 3€JI8HOE, U UC-
TOPUUECKOE, ¥ KPacUBO€e, M HEOObIUHOE — KaKOM-TO KYJIbTYPHOM >XMU3HBIO.

OTO OYeHb CUJIbHAS U pefiKasi 0COOeHHOCTD Balllero YHUBEPCUTETA, YTO Bbl HAXO V-
TeCh Ha TEPPUTOPUM MOHACTBIPSI, B 3TUX MCTOPUUECKUX 3aHMUSIX. B 3TOM IlJlaHe Ball
YHUBEPCUTET 110 BHYTPEHHEM CTPYKType OUeHb IMOX0XX Ha TOMCKUM ToCyZapCTBEHHBIN
YHUBEPCUTET, €ro cTapble 37aHus. OHM ITIOUYEMY-TO Y MEHSI BOCHPMHMMAIOTCS KaK 6paThbs
671M3HeLBbl, XOTSI CTPAHHO. TO eCTh pacloJIoXeHMe KOPUA0POB, PacloIOXeHMe MO bEM-
HOM JIECTHUIIBI OUEeHb ITOX0XKe Mexxay ToMCKkMM 1 HOBropoACKUM YHUBEPCUTETAMMU.

9TO YHMBEPCUTETCKOE IIPOCTPAHCTBO HEAOOLIEHEHO M, KaK MHe KaXXeTCs, MMeeT
Oo4yeHb 60JIbLION MOTeHIMas. Ho BOIpPOC, KaK ero MpaBMJIBHO peaJin30BaTbh? YHUKAJIb-
HOCTb B TOM, UTO YHMBEPCUTET HAXOAUTCSI Ha TePPUTOPUM OBIBILLIErO0 MOHACTBIPS. 3/eCh
HY>XHO KaK-TO OOBITpaTh 3TY UCTOPUIO, HO KaK-TO BEXJIUBO, U MOXET MOJIYUUTHCS UTO-TO
O4YeHb yHUKaJIbHOe. /laBaliTe He OyZieM 3a6bIBaTh, YTO YHUBEPCUTETHI MOLLJIM OT MOHA-
cThIpei. MoHacThIpCKas cpefia, Takasl 3aKpbIiTasi U OTTOPOXXEHHAsl, — 3TO eCTeCTBeHHas
cpezia IJjisl yHUBEpCUTEeTa. 3[1eCh €CTh TaKoe 3€pHO, M3 KOTOPOI'0 MOXHO BbIPACTUTh UTO-
TO 6OJIBIIIOE U MHTEPECHOE.

IIInpoxosa O. B.: B ny1aHe 4yBCTBa ropA0CcTH, Asiekceyt HukosaeBUY, KaK y yeJoBeKa
MIpMUe3XKero, y Bac aTo 4yBCTBO BO3HUKAET JaXKe ITPU YCJIOBUYM HEKOTOPBIX HIOAHCOB B I'0-
poZie, KOTopble TPeOylOT BHMMAaHMS U Ha KOTOpble Bbl ykazann?

PacxomuukoB A. H.: /la, TOpOJi TOUHO BbI/IeJISIETCSI, OH TOYHO MMeEET CBOE JIUIO —
U IO apXMUTEKType, M MO IIAaHMPOBKe, M IO JIOASIM. Y Hero ecCTb Hekoe cBoeobpasue.
M Tem, 4UTO BCE 3TO COXpPAaHEHO B JIOCTATOYHO NMPUJINUYHOM COCTOSIHMM, KOHEYHO, MOXXHO
ropauTbcs. [IpMBOK3aabHas IJIOWIAQ/b, KCTAaTH, Y Bac Hemioxo cAesaHa ¢ TOYKM 3peHus
snaHamadTHOrO 0opopMIEHUS.

IInpoxoBa O. B.: Anekcelt HukosaeBuY, BepHYCh K BamumMm ciioBam o Kpemie u mne-
LIEXOHOM AOpOTe B/A0JIb HEé: Ta caMasi MacClITabHOCTb, OTMedeHHasi BaMu, BbI3bIBa€ET JIN
YyBCTBO T'OPZOCTU 3a rOpoJ, & BO3MOXHO, U 3a CTpaHy, Tak Kak HoBropoz, siBjisieTcs: ofi-
HUM U3 JIMKOB Halllero rocyzapcTaa?

PacxomguukoB A. H.: OH nmoka3bIBaeT, Ha CaMOM Jiejie, CUJIy U JPEeBHOCTb CTPaHBbl.
Cenuac, Bbl BUAUTE, UAET criop Mexxay KueBoMm u Benmkum HoBropozaom, He Mexay Bia-
OIVMUPOM, a Mexay KueBom u Benmkum HOBropozom — Crop, KTO IEepBbIMi, KOPEHHOMU
U UCKOHHBIN. U 31ech Benukuit HOBropozs, — 3T0 Tako CMMBOJI PEBHOCTU CTPAHbI U eé
uctopun. Kpemsb 3a CHET CBOE MOHYMEHTAJIBHOCTHU, 60IBIINX Pa3MePOB U BO3BBILIEHUS
HaJl OKpYy>Kalolllel TeppUTOPUEN AelCTBUTEIbHO JAéT YYBCTBO rOpPAOCTU. B ropoze cuu-
TBIBAIOTCSI TPAAULMU, IPEEeMCTBEHHOCTD U ITOCIe0BaTeJIbHOCTb. BCE 3TO B ropofie ecTh,
HO HeT o6pa3a 6yzyiero. 3To 3aCThIBLIMI rOPO/, 3aCTBIBIIMIM B CBOEM UCTOPUM, HEXU-
BOM. [IUTep XXMBOM — >KMBOM Ha CBOMX YJIMIax C Pa3jIMYHBIMU PpMUKaMM, KOTOpPbIE TaM
xopsT. OH BCE paBHO >XMBOM, HECMOTPSI HAa TO YTO 3TO TOXE MCTOpUYecKasl cpeja, TOxe
3aKOHCepBUpOBaHHasl. TaM O4YeHb AMHAaMUYHas rOpofCKasl )XM3Hb U MHOT'O Pa3IMYHBIX
MIPOCTPAHCTB, B TOM 4MCJIe KyJIbTYPHBIX (BbI AETe 10 HeBCKOMY, TaM KTO-TO IOET, KTO-
TO BBICTyIIaeT). IleTepbypr Mo3auLMOHMPYeET cebs1 KaK KyJIbTypHasi CTOJIMULLA, U OH ITOJIHO-
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CTBIO 3TOMY COOTBETCTBYIOT, OH He KaXXeTCs 3aCThIBIIUM. A Benukuit HoBropog, mo iHa-
MMKe TOPOJCKOM >XU3HM BOCIIPMHMMAETCS 3acThIBIIMM. OH TaKOM CIIOKOWMHBIM, pa3Me-
PEHHBIN, HO 3aCThIBIIMM. EC/IM TOBOPUTH O TOM, KaK BOCIPMHMMAETCs TOpof, TO 3TO
U eCTh IJIaBHOE, Ha UTO HY>XHO 06paTUTh BHMMaHMe. Hy>KHO HallTU KaKoe-TO JBUXXEHUeE,
3a7,aTh TOPOAY HEKYyI0 AMHAMMKYy, TOTAa MOJIOAEXDb 6yeT UM OocTaBaTbCs, M IIPUE3XKaThb,
U BCE 3TO 6yZieT pa3BMUBAThCS.

IInpoxosa O. B.: Anekceirt HukosiaeB1UY, MHTEPECEH MOMEHT C MOJIOZEXDbIO: HEKO-
TOpPBIE ye3>KaloT M OCTAITCs B 6ojiee JMHAMUYHBIX TOpoZax, B TO BpeMsl KaK Zpyrue He
BBIIEPXXMBAIOT NOZLOOHOTO TeMIIAa M BO3BpalalOTCsa 06paTHO. MoykeTe i IPOKOMMEHTMU -
poBaTh Takue ciaydau?

PacxomguukoB A. H.: 371ecb HY)XHO IIOHMMAaTh, YTO Te, KTO BO3BpaAlllalOTCS, 3TO HE
Bcerja Te, KTO yCIelIHbl. [IpyrMMM CJIOBaMM, BO3BpallleHMe — 3TO B KaKOM-TO CTeNeHU
MpOUTpHILI. Mbl IPOBOAMUIIN UCCIENOBAaHUS B ITOJAMOCKOBHBIX I'OpPOZiaX M BBIBUJIU 60JIb-
LIOM IIJIACT TeX, KTO He CMOT XXUTb B 3TOM PUTMe, M Ha HUX He HaZl0 OPMEHTUPOBATHCSI.
Ho ecTb Te, KTO yexas U He XOueT Bo3BpaulaTbcsi. OHM OOBSICHST, IOUEMY OHUM HE XOTST
BO3BpalllaTbCsl, IOUYEMY OHM yexayiu B MOCKBY U Ux ycTpauBaeT MockBa, IleTepbypr uan
KaKOM-TO ApPyroil ropof. 37ech Bbl YCABIIIUTE OOJIbIIe HEIIPUSITHBIX, HO BaXXHBIX U II0-
JIe3HBIX [JIs OaJbHEMIINX M3MEHEHU apryMeHTOB M CIOXeTOB. Uero MM He XBaTajo B
CBOEM pOJHOM r'opojie, IOUYeMYy OHM 3TO TaK BOCIIPMHMMAIOT? JTO O/iHA CTOPOHA MeaIN.
BTopas ctopoHa — 3TO puUTM. ['OBOpAT, 4TO MOCKBa — ropogj, ijis1 MOJIOAbIX, Aa? B Mockse
MOXXeT 6bITh KOMOPTHO MOJIOABIM JIIOASM (20—35 JeT). A fajbliie, Ha CaMOM JeJie,
JIIOAM CTapaloTCsl 3aBeCTU AadM U KaK-TO YUTU OT 3TOTO OelIeHOro puTMa, IOTOMY UTO
MocCKBa — 3TO ropoj, ijisl paboThl, 3TO HE TOPOJ, AJIsI XXU3HU. [IJIsl )KM3HU OH JOCTATOYHO
TSDKENBIN. U [TeTepbypr 3a CUET KJIAMMATA TOXE JOCTATOUHO TSIKEJIBIN.

Bennkuit HOBropo/i B 3TOM OTHOIIEHUM MMeeT HEKOTOPBINM 6ajtaHC. Y MeHsI ollylie-
HHUe, UYTO 10 KJIMMATy OH BCE-Taku Jjyulle, yeM I[leTep6ypr. OH He TaKOM IIJIOTHBIA IO
3acTporike. IIJIOTHAs1 3aCTPOMKa, JOMa-KOJIOA 1Bl U IJIoXasi moroja (BCmoMHUTe J10CToeB-
CKOT'0) CYILIeCTBEHHO BJIMSIOT Ha IICUXUKY XXUTejeil. VI 3To Tshxesno. B HoBropope Takoro
HeT. Y Bac MPOCTOPHBIN ropo/, ¥ JOCTATOYHO pa3MepeHHbIN. [Ipy 3TOM, KOorja s1 TOBOPIO
0 IMHaMMKe, TO He MMel0 B BUY, YTO BCe JOJDKHBI TOXe 6eraTh 1o yauiaM, KpudaTb U
YTO-TO ZlejiaThb. HeT, Hy)XHO COXPaHSTh HEKYIO pPa3MePEHHOCTh I'OPO/ICKOM CpeZibl, IIPOTy-
JIOYHBIN U CIIOKOVMHBIM PUTM, HY>XHBI ITellIeX0JHble MapuIpyThl, 6yJbBapbl U 00yCTPOEH-
Hble HabepeXxHble. O HAKO A0JDKHA IMOSIBUTHCS AMHAMMKA B IIJIaHEe TIOHUMMaHMUs TOTO, YTO
S1 TYT JieJialo, 3a4eM $1 TyT HaX0XXyCb. 3TO MOT'yT ObITh U paboume MecTa, U KaKue-To Ipo-
eKThI TOPOJICKME, KYJIBTYPHBIE, M BCE, UTO KacaeTCsl BCEBO3MOXXHBIX Kade, pa3BjeKaTeslb-
HOM ¥ JOCYyTrOBOM MHPPACTPYKTYPHI.

MoeT 6bITh, KJIIOUEBOE CJIOBO 37ZleCb — JloCyroBast MHPPACTPyKTypa, KoTopas
BO MHOTOM OIIpefieisieT, HaCKOJIbKO I'OpOJi MHTEpPeCeH JJisl XXU3HU U JJIsI MOJIOLEXN.
OHa He JI0/DKHA CO3/jaBaTh CyMacllIeZIie TOJIIIbI, HO JOJXHO 6bITh pa3Hoo6pa3ye Takou
ZLOCYTOBOM MHPPACTPyKTypbl. O6 3TOM MOJIOZBIE JIOAM BCerzia roBopsIT Ha POKyC-TPyII-
nax. OHM TOBOPSIT, UTO ZOJIKHBI ObITh pa3Hble aTMocdepHble Kade. Y MOJIOAEXM He-
CKOJIBKO JIpyroe BOCIPUSITHE 3TOM aTMOCHEPHOCTH, UM HY>KHO pa3HOoob6pa3ue, CMeHa Jie-
Kopaluit. IMeHHO 3TO [J0/DKHO IIPUCYTCTBOBATh B ropo/ie, YTO6BI OH ObIJI IIpUBJIeKaTeIb-
HBIM JJISI MOJIOIEXH.

Vnu, K IpuMepy, JI0AM, KOTOPBIM TSIXXeJIo XXUTb B [leTepbypre, MOTr'yT B3sITh U Ile-
peexaTtb B HoBropog,. 'opop, psioM, TeM 60j1ee BCKOpe OyZieT ImpeKpacHasi CKOPOCTb CO06-
meHus1. [Touemy HetT? [loueMy mocje NATULECSTU He NepeexaTb, JOIMYCTUM, B Benukui
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Hosropoz? Ho TakuM JIOASAM HYy>XHa KyJbTypHas >XM3Hb. Hy>XHO HapallijMBaThb YPOBEHDb
pa3Hoo6pa3usi KyJbTYPHOM U OCYTOBOM >XM3HMU. OH BO MHOTUX ropofiax HeZOOlleHEH.
Eciu ¢ ropopckou cpefoul U 0OOIIeCTBEHHBIMM NpPOCTpPaHCTBaMM ceilyac B HoBropoge
CTaJIO ropa3fo JIy4llle, KaK-TO IPUBJIEKATeJIbHEE, MHTEPECHEE U CMMIIaTUYHEE, TO KYJIb-
TYPHO-A,0CyroBasi 4aCTb IOKa CMJIBHO IIpoceaeT. A OHa ZI0JKHa ObITh [JIsSI Pa3HbIX BO3-
pacToB: [JI1 MOJIOAEXM — O HA, AJIS IOXUJIBIX — Apyras, A CpeJHEero so3pacra — Tpe-
Thsl. Celfuac OHa OYeHb CUJIbHO HeJOOLIeHMBAETCS, XOTS Jla)Ke B COBETCKOE BpeMsl 3TOMY

yZ,ess1710Ch ropaszo 60siblile BHUMaHMUS.

IITupoxoBa O. B.: Anekceit HukosaeBudy, cnacubo 3a Takoe coZiep>kaTeJIbHOEe U UH-
TEpecHoe MHTePBbIO. S pasa 6byIa MO06ILIATHCS C BaMy Ha OBOJIBHO HEMPOCTYIO TEMY,
HO TPeO6YIOILYIO TIAaTeJIbHOTO BHUMAaHUS M HOBbIX B3IJISIOB.

PacxoguukoB A. H.: BzaumHo. Hazietoch, uTo 6yZieT moJie3Ho.
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