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«Cyliast TOpoA»: 4YeJoBeK u soundscape

yp6aHUCTUYECKOTO MPOCTPAaHCTBA

. b. TepemknHa

HoBropozckuit rocyiapCcTBeHHbIM YHUBEPCUTET MMeHU SIpociaBa Mypporo,

Benukuit HoBropog, Poccus
terdb@mail.ru

KJIFOUEBBIE CJIOBA

3BYKOBOM jlaHAIIA(T
TOPOJICKOM TEKCT
aKyCcTMYecKasi 9K0JIOT M
pyccKas o33us
ypbaHuCTHUECKOE
IIPOCTPAHCTBO
HOBT'OPOJCKUI TEKCT
soundscape

. B. TepeuikuHa «Ciyniasi TOpOJZi»: YeyioBeK U soundscape yp6aHUCTUYECKOTO IPOCTPAHCTBA

AHHOTAIINA

Illym ropojia - ¢peHOMeH, MMeIOIUI OTPOMHOe 3HadeHMe [JIsl COBpe-
MEHHOTO 4yejioBeKa. JIJIs1 TOPOJICKOT0 >KUTeJsl TOPOJiCKMe 3BYKU, KpoMe
LECTPYKTUBHOI'O BO3ZENCTBUS Ha ICUXUKY, CTAHOBSATCS «6esbIM IIy-
MOM», 6€3 KOTOPOro TOPOXXaHMH yXXe He IPeJCTaBJISIET CBOETO KOM-
bopTHOro olyleHUs] B IIPOCTPAHCTBE; JIJIsl CeJIbCKOTO JXUTeJs 3ByKU
ropoza SIBJSIIOTCSI OLHUM U3 GaKTOPOB IIOCTUXKEHMSI U OCBOEHUS UyXK-
JOTO eMy I'OpOZ,CKOr'0 IIpocTpaHCcTBa. ['0pos, MMEIIIUMA CBOM «I'0JIOC»
(Hampumep, ApeBHUM BOJBHBIN HOBropon), ommMcaH B KJIACCMYECKON
JIUTEPAType, IMPEXe BCEro PycCcKoi moa3un XIX B., a Tak)Xe OCMBICIISI-
€TCsI XKMBYIIVMMM B HEM JIIOJBMM, KaOKIBIA M3 KOTOPBIX BBICTPAMBAET
CBOM «CayHJITPeKM» B TOPOZCKOM IIPOCTpaHCTBe. Hallle McciieoBaHue,
OCHOBHBIM METOJIOM KOTOPOT'O CTaJIO MO6YXX/AeHMe MOJIOJBIX JKUTesen
Bennukoro Hoeropoza oTpa3suTh B IMCbMEHHOM TEKCTE CBOU IIPELCTAB-
JIeHUMsI O IIyMe M 3ByKaxX ropojia, MOATBEPAMJIO HAyUYHYIO TUIIOTE3Yy
0 ToM, uTo pu3uyeckoe (aKyCTUUeCKOoe) BOCIPUSITHE LIYMOBBIX U 3BY-
KOBBIX 3Q(dEKTOB pa3HbBIX JIOKAIMI TOpOJia HE CTAHOBUTCS 38YKOB8bLM
o6pa3zom ropoja 6e3 ux TeKCTOBOM pernpe3eHTally AJIsl cebsl U LIS ApY-
roro. OmIpoc, I OIOJHEHHBIM MeTOoJaMM BKJIIOUEHHOTO HabJIofleHus
M MHTEPBBIO C XUTeasIMU Besnkoro HoBropoza pasHbIX IIOKOJIEHUN U
pona 33.HHTI/II7[, BbIABUJI O6H_U/Ie TeHOEHU MM IIOHMMaHUSA 4YEeJIOBEKOM
ero ypbaHMCTUYECKOTO OKPYXXEHMsI: He 3HauYMMO TO, UTO He OIMCAHO.
Tpaguiuy B OTHOLIEHUY FOPOJICKOr0 LITyMa 3aK/II04aloTCsI B 0CO3HAHUU
«aKyCTUYECKO 5KOJIOTUM» YeJIOBeKa B FOPOJLCKOM IIPOCTPAHCTBE U CU-
CTE€MbI OI‘paHI/I‘IEHI/Iﬁ II0 YPOBHIO IIIyMa; HOBbIMM CTAHOBSATCSA TPEH/AbI
LIMPOKOI'0 MCIIOJb30BAaHMS LIIyMa ropozia KaK XyZ0’KeCTBEHHOTO Cpejl-
CTBa B MeJua, My3bIKe, peKjlaMe U T. [I., & TaK)Xe KaK IICUXoTepaleBTy-
YeCcKOTO CpeZiCTBa JiJisl CO3Z,aHMs IIyMOBOI'0 GOHa «OOKUTOr0», «4esIo-
BEYeCKOTo» IIPOCTPAHCTBA, IOAO06HOrO 4UpeBy MaTepy, e «6esblit
myMm» cosfjaBajl aTMmochepy 3allMIIeHHOCTU. MeHsieTcsl, HaKOHell,
caM 3BYKOBOM COCTaB T'OPOJCKOTO ILIyMa, OoTpaxas TpaHchopMaluio
TOpPOACKOI'0 IPOCTPAaHCTBa, a TakXe 06JuK M QYHKLMM COBPEMEHHOTO
ropoza B LieJIOM.
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The human being and the soundscape of urban space
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ABSTRACT

Urban noise is a phenomenon of great significance for contemporary
humans. For city dwellers, urban sounds - beyond their destructive im-
pact on the psyche - often become a form of “white noise,” with-out
which the urban resident can no longer imagine a comfortable sense
of being in space; for rural inhabitants, by contrast, the sounds
of the city serve as one of the factors through which an alien urban en-
vironment is apprehended and mastered. A city possessing its own
“voice” (for example, ancient free Novgorod) has been described in clas-
sical literature, above all in nineteenth-century Russian poetry, and
is also interpreted by the people who live within it, each of whom con-
structs personal “soundtracks” in urban space. Our study, whose prin-
cipal method involved encouraging young residents of Ve-liky Novgorod
to reflect in written form on their perceptions of the city’s noise and
sounds, confirmed the scholarly hypothesis that the physical (acoustic)
perception of noise and sound effects in various urban locations does
not become a sonic image of the city without its textual representation -
both for oneself and for others. A survey, supplemented by participant
observation and interviews with resi-dents of Veliky Novgorod of dif-
ferent generations and occupations, revealed common tendencies
in how individuals comprehend their urban surroundings: that which
is not described is not perceived as significant. Traditions relating to ur-
ban noise are manifested in an awareness of human “acoustic ecology”
in urban space and in sys-tems regulating permissible noise levels.
New trends include the widespread use of urban noise as an artistic me-
dium in media, mu-sic, advertising, and so forth, as well as its use
as a psychotherapeutic tool for creating a background of an “inhabited,”
“human” space, akin to the maternal womb, where “white noise” gen-
erates a sense of protection. Finally, the very acoustic composition of ur-
ban noise is changing, reflecting transformations of urban space, as well
as the appearance and functions of the contemporary city as a whole.

Tereshkina, D. B. (2025). “Listening to the city”: The human being and the soundscape of urban space.
Urbis et Orbis. Microhistory and Semiotics of the City, 5(2), 168-185. https://doi.org/10.34680/urbis-

2025-5(2)-168-185

Funding:
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BBengeHue

AKycTUUYeCKMM O6JIMK ropoja B IocjaefHee BpeMsl CTAaHOBUTCS OJHMM U3 aKTUBHO
u3ydyaeMbIX (PaKTOPOB COBpPEMEHHOro ypbaHMCTMUeCcKOro mpocTpaHcTBa ([oproposa,
2024; BacuibeB, 2014). OCMbICJIeHME 3ByKOBOI'O IIPOCTPAHCTBA OKpPYyXKalolllell yejoBeKa
cpeznpl ¢ PU3UUECKUX, ITUUECKUX, ICTETUUECKUX, NTIelarOTUIECKUX U IKOJOTUUECKUX T10-
3ULUI CTAJI0O OCHOBHBIM [I€JI0M >XM3HM KaHaZ[CKOI'0 KOMIIO3MTOpa, YYeHOT'0-3HIMKJIOIIe-
nucra P. Miwoppes Iladepa, B 1977 . onybJaMKOBaBLIero KHUry «HacTpoiika Mupa»
(«The tuning of the world») (Schafer, 1977), Bo MHOrOM chOopMMPOBaBLIETO TEPMUHOJIO-
TUIO 3TOM 06J1aCTU MCCIe0BAHMSI B3aMMOJECTBUS YesIoBeKa C IPOCTPAaHCTBOM. B pam-
Kax MEeXAUCHUIUIMHAPHOrO IOAXO0Aa «aKyCTUYeCKUEe TEPPUTOPUM» OBITOBAHUS YEsI0-
BeKa OCMBICJIEHBI B TBOpUeCcKOM MaHepe BpangonoMm Jlabesiem (LaBelle, 2010). IIlym ro-
poZia uccienyeTcs Kak TpaBMUpYIolas yejaoBeka cpezia (ManopoBa, 2020), BO3jeICTBUE
KOTOPOJ Ha >XUTeJIe MOXXHO YMEHBIUIUTh IIPU MOMOIIM NPaBUJIbHO OPraHM30BAHHOI'O
rOpoACKOro JaHgmadTa, B KOTOPOM MMHUMMU3UPOBAHO BO3/IeMICTBME TEXHOTE€HHBIX pak-
TOPOB M yBeJIMUEeHa /J0JIsI peKpealMOHHbBIX 30H C ITpeobaZlaHueM CO3BYYHBIX UEJIOBEKY
IIYMOB ¥ 3BYKOB IIPUPOAbI. «BrepBble 0 3ByKOBOM JaHzlIadTe ropoja MccaefoBaTeNnn
3aroBopuau B 1960-X. CerogHs 3TOT TEPMUH aKTyaJleH KaK HUKOTZa: aHTPOIIOJIOTH, yp-
6aHMUCTBI U CayHZ-AM3aHePbl IBITAIOTCS MOHSTh, KaK HAaCTPOUTh “TIOHEP” TOPOZCKOM
cpezbl, YTOOBI JIIOZIV MOTJIU CYIIeCTBOBAaTh B KOMPOPTHOM aKyCTUYECKOM IIPOCTPAHCTBE»
(BszeMmckui, 2021). I'opozckasi cpefia paccCMaTpUBaeTCs TakK)Ke Kak IIolazka ajst Gop-
MMPOBAHMS TaK Ha3bIBa€MbIX 3ByKOBBIX COOBITUM, KAXKJ0€ U3 KOTOPBIX MOXKET CTaTh CBO-
ero poZia BU3UTHOM KAapTOUKOM TOTO MJIM MHOTO I'OpoZia MU OCHOBOM TYPUCTUYECKOTO
MaplLIpyTa, TaK UM MHaUYe OObIrPbIBAIOIET0 aKyCTUYeCKe 0CO6€HHOCTY MEeCTHOCTH UJIN
MCKYCCTBEHHO CO3/laHHbIe 00'beKThI 3BYKOBOT'O BO3/IelICTBMS Ha yesoBeka. Ocoboe BHU-
MaHMe yJessieTcsl OpraHu3aluy ropoACKOro MPOCTPAHCTBA ISl He3psIUMX JII0ZeN, Opu-
eHTUPYIOLIMXCSI B HEM IIpeX/le BCero Impu IMOMOIIM CJIyXa MM «3xojokauum» (CUHU-
LbIH & 3amopoxels, 2021, c. 675).

TpaguLIMOHHOE BOCIIPUSITHE IIIyMa rOpoJia CBOAUTCS MIpeX/ie BCero K Tak Ha3blBae-
MO IIYMOBOM 3KOJIOTMM, TO €CThb CTPEMJIEHMIO YMEHBIIUTh TEXHOT€HHOEe BO3/elICTBUE
Ha CJIyX 4yejoBeKa (MallluH, 3aBOZIOB, pabpyMK, KOTEeJIbHbBIX, KOMMYyHaJIbHBIX CIyXX0, KOM-
MyHMKAIUM U T. [.). JJeICTBUTEJIbHO, KaK TOJIbKO ropofia CTaJIM J0CTAaTOYHO I'yCTOHace-
JIEHHBIMY, a IIPOMU3BOJCTBO CTAJI0 HE TOJIBKO COCEZCTBOBATh C MECTOM ITPOXKMBAHUS Ue-
JIOBEKA, HO ¥ UCIIOJIHSITh POJIb «I'pajoobpasymwliero» ¢pakropa (0cCO6eHHO 151 HeCTOINY-
HBIX ¥ MOHOT'OPO/I0B), OCTPO BCTaJI BOIIPOC O MECTe UeyioBeKa B ropo/ie, 0 BO3MOXXHOCTU
JIMYHOCTY KOMQPOPTHO CyIeCTBOBATh B CKOIJIEHUM [ PYTUX JIIOel U MeXaHU3MOB, UX 00-
cny>xuBaruux. Torga nepBooyepegHON 3aZiavyell cTaja OpraHM3alus peKpealMOHHBIX
30H, Haubosiee CBOGOAHBIX OT YPOAHMUCTUYECKMUX IIYMOB UM NPUOIMIKAIOUIUXCS K ecTe-
CTBEHHOMY IIIYMY IIpUPO/Abl, 60Jiee CBOMCTBEHHOMY UeJIOBEKY KaK IIPUPOLHOMY Ke Cyllle-
cTBy. C IPOCTPaHCTBOM /[OMOB, OOII€CTBEHHBIX LIEHTPOB M O(QPUCHBIX IOMELeHUI
paboTaroT cayH/-Ziu3aliHEPbl. K AHTPOIIOTE€HHOE BO3/IelCTBMeE IIIyMa KaK OLHOTro U3 pu-
3uueckux (aKTOpPOB 3a MOCJIeJHME TOAbl CyLeCTBEHHO BO3pOCjo. <...> B mociepHue
roZibl OTMeYaeTCsl HelIpepbIBHOE MOBBINIeH)e IIyMOBOro ¢poHa ropooB. Cepbe3HoM Npo-
671eMOM Tak)Xe SIBJISIeTCSI BO3ZeMCTBME IIIyMa B YCJIOBMSIX IPOU3BOACTBA U B OBITY. Ilo-
3TOMy obecrieyeHMe IIYMOBOM 6€30IaCHOCTM SIBJISIETCSI KpallHe aKTyaJIbHOM 3aJavei»
(Bacuiabes, 2014, €. 299).
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Soundscape ropoga

IIIyM OKpy>Kamlllell 4YejloBeKa Cpelbl CYyIleCTByeT IIEpMaHEHTHO, M He TOJIbKO
B ropoge. OfHaKO MMEHHO B T'OPO,CKOM IPOCTPAHCTBE LIIYM CTAHOBUTCS «CAyHATPEKOM»,
IIOCKOJIbKY IIpeXJie BCero 4ejaoBeK, a He MpUpoZia onpeneasieT 3ByKOBOe COITPOBOX/AeHe
XM3HM ropoja. Halll B3rJis/, KacaeTcsl He 3KOJIOTMYECKOro, a CEMUOTUUYECKOT0, TEKCTY-
QJIBHOTO IIpeJZCTaBJIEHUS O LiIyMe ropoia, Hallle BHMMaHMe COCpe,OTOYeHO Ha pedyiekcuu
YyeJI0BEKOM OKPY>KaIOIero ero aKyCTM4eCcKOro HalOJIHEHMS TOPOJCKOrO IMPOCTPAHCTBA
M ero 0OCO3HaHMSI KaK CBOero pojia 3ByKOBOT'o ob6yiuKa ropoza. Mbl paccMaTpuBaeM IIyM
ropojia Kak 4acCThb JIOKQJIbBHOT'O T€KCTa, TO eCTh KOMIIJIEKCAa BbICKa3bIBaHUM (B TOM UucCIie
aKyCTUUYECKMX) O TOPOACKOM ITPOCTPAHCTBE. B KOHIleNTOC)EePy JIOKAJTbHOT'O TEKCTA BKJIIO-
YaloTCsl 3BYKOBbIE KOHIENTHI, CO3/ia0le TpeXMepPHbI 06pa3 ropojia, He CBOASIIIUIACS
K BU3yaJIbHBIM CMMBOJIaM M OPMEHTMPAM, XOTSI MMEHHO OHU SIBJSIIOTCS TJIAaBEHCTBYIO-
MMM B YHUKAJBbHOM 06JIMKe COBPEMEHHBIX T'OPOJIOB: «IIOAYMHEHME TOPOACKOM TIJIaHU-
POBKM Te€OMETPUUECKON TepCHeKTUBEe U yBeJUUYeHMe MaclITaboB ropoza IpPUBEIO
K TOMY, YTO BU3yaJIbHbl€ 3HAKU CTAJIV JOMUHUPYIOILIUM CIIOCO60M pa3sMeTK!M U OpUeHTa-
LMY COBpeMeHHOTro Meramnosuca» (CMHUIBIH & 3amopoxelr, 2021, c. 670).

KoH1enTochepy ropofiCKOro TEKCTa, B TOM UMCJIe aKyCTUUYECKOT'0, MOXXHO CXema-
TUYHO MPEZCTaBUTDb KaK CUCTEMY «BJIOXKEHHBIX IPYT B APYyra aKyCTUUYECKUX IIPOCTPAHCTB
(ZBOpPOB, KBApTUP, TAPKOB, JOPOT, Mara3nHoB), KOTOpble 1 GOPMUPYIOT 061111 3ByKOBOM
manpmadpT» (BsizeMckuit, 2021). Co3fgaBaeMasi B pe3yjabTaTe CJI0XXHO OpraHM30BaHHas
Mepapxusi CMbICJIOB MMOZ06HA COOTHOILIEHUIO BCSIKOTO poAa «chep» (6uochepa - TexHO-
cdepa - koH1ennTochepa - cemuocdepa - romochepa - Hoochepa), OpraHU3yIOIIUX CEMU-
OTUUECKOe T10JIe XXU3HeAesATeJbHOCTHY YejIoBeKa OT NEPBUYHBIX (IIPUPOAHBIX) /10 BBICIIMX
ee popm (CumMsiH, 2019, C. 174).

Kak M3BEeCTHO, TOPOJ, MMeeT TEKCT TOJIbKO B TOM CJIy4yae, KOrJia 3TOT TEKCT CO3/aH
/UM ONPOUYUTAH BOCHPUMHMMAIOUIMM CO3HAHMEM, B TOM YMCJe TEeKCT 3BYKOB ropoja.
TOJIBKO MPUCIYLIABIIMCH, MOXXHO MMOHSTh CllelMPUKY LIyMa ropoJa KaK IPOTMUBOIIOI0XK-
HOT'O IpUpoZe YPOaHUCTUUECKOTO «OUeJIOBEYEeHHOr0» IMMPOCTPAHCTBA, a TaKXKe KakK efiu-
HUYHOT'O, YHMKAJIBHOTO MPOCTPAaHCTBA KOHKPETHOro ropoza (B 061acTe Halllero BHMMa-
HUSI 6611 BKJIIOUEeH Besimkuit HoBropoz). Onpoc, mpoBeZleHHbIM HaMU B TPYIINE CTYZeHTOB
(38 uyesioBek) ogHOro U3 By30B Besmkoro HoBropopa, BuISIBUJI OIlpeeIeHHbIe 3aKOHO-
MEPHOCTU B BOCIIPUSITUM MOJIOJBIM ITOKOJIEHMEM TOPOZCKOTro Iryma. Ompoc IMpOXOAnI
B YCJIOBUSIX J,0OPOBOJIBHOCTM, aHOHMMHOCTU M COTJIaCUSI PECIIOHZEHTOB (B TOM UMCJIe Ha
My6JIMKaILMI0 X OTBETOB) B popMe pa3BepHYTOI'0 MMCbMEHHOT'0 OTBETA Ha OTKPBITHIN
BONpoc, cChOpPMYyJIMPOBAaHHBIM B BU/le HA3bIBHOT'O NpeaJjiodkeHus1 «IIIymM U 3BYKM ropoza»
C YCTHBIMMU IOSICHEHUSIMU 3KCIIEPUMMEHTATOpPA, UTO TpebyeTcsi OTPa3uUTh B OTBETE, KaKue
3BYKM U LIYMbI PECHOHZIEHTbI BOCIIPMHMMAIOT B T'OpPOJie, Ha UTO 06palaloT BHUMaHMUE,
KaKye COCTaBJISIIONIME 3BYKOBOI'O IPOCTPAHCTBA KAXXYTCS UM 6JIarO3BYYHBIMMU, KaKue -
pasgpaxaromumu. 'opoxaHe B Bo3pacTe 17-20 JieT 6bLIM M36paHbl [Jisd OIPOCa,
TMOCKOJIbKY MPUBBIUKA MOJIOABIX «OTKJIFOUAThCSI» OT TOPOJZCKOTO IIIyMa UM He 06pallaTh
Ha Hero BHMMaHMe (B TOM 4YMCJjie IPU IMOMOIILYM HAayIIHUKOB U APYTrUX raZi)KeToB) MT03BO-
JISieT TMOJYyYUTh «YUCThle» pe3yJbTaThl OIPOCA: €C/IM LIYM ropoja 3aMedyeH MOJIOJbIMU,
3HAYUT, OH JENCTBUTEJIBHO [JIs1 HUX Ba)XXE€H, UMU UAEHTUPULIMPOBAH U OCMBICIIEH.
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T'OpoACKOI LIIYM JIJIsl €0 COBPEMEHHOTO XXUTEJISI SIBJISIeTCSI HACTOJIbKO IIPUBBIYHBIM
doHOM, UTO AJIsT TOTO, UTOOBI CKa3aThb O HEM UTO-TO OIIpeJieJIeHHOe, YeJI0BEKY IIPUXO-
OVTCSI IPOAHAJIM3UPOBATh CBOU CJIYXOBble BriedyaTaeHus («MHe danb, Wmno moabvko napy
niem Hasad s noarbuna 2yasams 6e3 HaywHUKO8 U 0CO3Ha/1a 6CH0 Npeaecmsd 20p00CKUX 36Y-
K08»), BIJIOTB J10 IIOJIHOT'O UTHOPUPOBaHUS 3TOr0 pakTopa («S Husy 8 cnaibHOM paloHe,
U MeHsl 3mom 80Nnpoc He Koablwem»). IIpuMedaTesbHO, YTO caMa Ipockba onmucaTh LIyM
ropojia CTaBUT KOPPECHOHAMPYEMBIX B YCJI0OBME CIIyX0BOM pediekcuun: «Ha wym s pedko
obpawana sHuUMaHue, 80CNPUHUMAs e20 CKopee KakK poH, HO b6aazodaps 3momy 3adaHUro
£ Xouy Ha obpamHoM nymu nocaywams wym [2opoda]», «M3auliHee KOAUHECMBO WYyMa
npusodum kK momy, 4Wmo Mbl NOUMu nepecmaem obpawams Ha He20 BHUMAaHUe (3a UCKAI0-
yeHueMm cayuaes, ko20a Mbl HAWUHaeM 0 Hem 3a0yMbléambCsl, Hanpumep, noka s nuwy om-
gem Ha OaHHblLil 6onpoc)». B aToM QOHOBOM IlIyMe BBIJIEJISIIOTCSI B OCHOBHOM pe3Kue
U CJIMIIIKOM I'POMKMe 3ByKM (HalpuMmep, rasyoleil MalllMHbI MJIM B3pbIBa IeTap/bl).

B cayHATpeK ropojia omnpaiiyBaeMble BKIIOYAIOT KaK pa3fipa)kaiolye, Tak 1 6yaro-
3By4YHble HIYMOBbIe 3QpPeKThI: TYAKM MAIINH, CTPOEK, TEXHUKU, KPUKMU JIIOZEN, ayLUOCUT -
HaJsibl cBeTOOPOB, Ay6IMpYyIOlMe 1IBETOCBETOBbIE, T'YJI TOJIIIBI, Jal cobak, BhIT'yJIMBae-
MBIX 110 yTpaM M BedepaM, IIIyM M CMeX UTPAIoIUX AeTei, «2ydaujue MOmouuUK/abl, NPo-
Hocsiwjuecst no mocmam 2opoda 21y60Koil HOUbH0», 3BOHKM BeJIOCUIIeZI0B, 3BYK KOJIOKOJIOB
XpaMoOB, XPYCT JIbJla U CHera (I10 3ByKy MOXHO IIOYTM TOYHO yrazZiaTh, Kakas oroza 3a
OKHOM). Bce 3T0, OTIOJIHEHHOE SIPKMMM 3ByKaMU NIPUPOABI, KOTZa OHA «CUJIbHEe» 3BYy-
KOB ropojia (11TopM, rposa, CujbHasi MeTesb U Ip.), COCTaBJIsIET €CTEeCTBEHHBIN U BIIOJIHE
6;1aro3By4YHbIN GOH ropoja.

Haunbosiee paszparkalolMMU SIBJSIIOTCS JISI3T CTPOUTEbHOM TEXHUKU, BOM aBTOMO-
OMJIBHBIX CUPEH, 3BYKM CpabaTblBaHMsI CUTHAJIM3ALMM, CKPUISIIUMA 3BYK TOPMO3SIIINUX
aBTOOYCOB, LIYM OT APUPTUHTA aBTOMOOMIIEN, TPECK TPUMMEPOB IIPU ITOKOCE TOPOJCKUX
ra3oHOB U IPUJIOMOBBIX TEPPUTOPMUI, LIYM, IIPOU3BOAUMBIN cocensimu («Euwe s wacmo
cably 38YyKku cmapo2o doma, komopomy 6e3 namu MUHYM 80ceMb0ecsim sem: 38YKu Kpbllll
U HeYy20MOHHbLX cocedell, komopble A06siMm caywams 2DOMKO MY3blKy. Bcezda 3adymbl8ancs:
noyemy s CK803b CMeHYy CAbLUY MOAbKO WYM Menoduu, a He cam mekcm necHu»). Hetunmuu-
HOe B I'OpPOJICKOM CayH/TpeKe TaK)Xe SIBJISIETCSl pasfpakaromuMm dakTopoM: «Ilyzarom
KpUKU Map2uHanos, HOUYHble KPUKU». ABGCTparMpoBaTbCcsl OT LIyMa ropofa IIOMOTaloT
He TOJIbKO TeXHMYeCKMe CpeAcTBa (HAyIIHMKM M B HEKOTOPBIX CIydasix 6epyiin), HO U
BHYTPEHHUN AMaJIOT C cCaMMM CO60M1, TeHMe «IIPo cebss» («Yawe 8ce2o MHe meulaem wym,
nomomy 4mo sl npueblkaa k 0epegeHcKoll muuiuHe, 61a202068eHut0. IIoamomy s cmaparocb He
3ameuams wyma. ITomozaem 6HYmMpeHHULL 20/10C, 51 NOI0 8 20108e gce20a»).

[IIyM ropozia CBSI3bIBAIOT C BBICOKMM TEMIIOM €TI0 )XU3HU: IOTOKOM OBICTPO ¥ TPOMKO
I BVDKYIIETOCsI TPAHCIIOPTA, JII0Ze («CAblWHO, KaK cnewam aAo0u, Komopble 8e4HO MOpPO-
namcsa»). lllym ropozia puTMMUY€eH, COTJIaCHO PUTMY YeJI0BeYeCKOM KMU3HU U PUTMY IIpU-
pozbl: fHeM OH 60siee ypOAaHUCTUYEH, HOUBIO NMPUOIMIKAETCS K MPUPOSHBIM 3BYKaM
TUIIMHBI, I€HMSI HOUHBIX IITUI], LlIeJieCTa BeTpa; B TAaKOM 3BYKOBOM peXXMMe UeJjloBeue-
CKMe IIary 3amo3ZaBLIMX ITPOX0XUX BOCIPUMHMMAIOTCS OTUETJIMBee, YeJIoBeK obpeTaer
CBOIO MH/AMBU/IYaJIbHOCTD, OT/ZIeJIEHHOCTDb OT JJHEBHOI TOJIIBI ¥ 06€e3/IMUeHHOCTHU. Biuser
Ha BOCIpMSITME TOPOJCKOro IIyMa JAake mnoroza: «Ecau Ha yauye ceemum coaHue,
2 padyrocs n106bim 38ykam Hoszopoda, kak 6ydmo cam 20pod noem».
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[IpuMeyaTesbHO, YTO B IIIyM Iopojia MOJIO/ible PeCIIOHZeHThI BK/IIOYAIOT LIIYM BU3Y-
QJIbHBIN, IOYUTU He pa3fesis KaHaJlbl BOCIpUSITUSI MHGopMauuu («Ha3olliusas pexkaama,
02pOMHble Naakambsl») U BOCIPUMHMMAas o6uiiMe BU3yaJIbHOM pekJlaMbl KakK (paKTop
ayAMaIbHOTO Hacuiaus («kak 6yomo kpudam mebe»).

IIymM ropoja B pa3HbIX YacTsIX pasauyaeTcsi. «'0pod 8 cmapblx e20 4acmsx Xomb
u 8bl210UM MpauvHo, HO 82150bl8asICb U 6CAYWUBAACL 8 IMY €20 2AYX0Mmy, HeMomy, 4ys-
cmeyewb CONPUKOCHOB8EHUe C ucmopuel, ¢ npupodoll 3mo20 ywacmka». B jgokanmsx
C IPUSITHBIM [JISI CJIyXa HAIllOJIHEHMEM BO3HMKAET )KeJlaHMe BKJII0YAThCSl B 3BYKOBYIO J10-
POXKY ropoja: « oueHb 110610 38yku Beauxoz2o Hoszopoda. OcobeHHO ueHmpa. B uenmpe,
8 napke MeHsi 0C0beHHO odonesaem xcenaHue xodums 6e3 HaywHukos. B Kpemsie MOMCHO
ycavlilambs OMpblBKU pacckas3os 3KCKYpPcosodos, a 1emom — U2py YAUUHbIX MY3blKaHMO8»,
«4 ncusy 8 yeHmpe 20poda u Hacmo cavluy wym 2opoda. 3mo aubo 2opodckue pabomnt, AU60
38YK npuesdcaruwjux MYpucmos, KOMopble 6nepeble UM CMOAb Ccmapblil 20p00»,
«Ha okpauHe u mam, 20e ntodell He mak MHO20, MO}CHO YC/blUamb 601l 6empa, neHue nmuu,
UHO20a MOX}CHO pa3auuums wym 00xcos», «38yku 6 3anadHom (panoH Hosropoga - /. T.)
go3spauwarom meHs 8 demcmeo. Top2osas CmopoHa dapum wysecmeo mpegoau, 00UHOYeCcmaa,
cmapocmu. IIckosckull (CriaJIbHbIM palloH ropoga — /. T.) makoi pooHOU».

T'opoZCKOM CayHATPEK MHOTOCOCTaBeH. OH SIBJIsIeTCSI KOMITO3uliven («aHcaMbaeM»)
3BYKOBOM JOPOXXKUM MUHU-JIOKYCOB, KQXXbIM 13 KOTOPBIX 061aZjaeT YHUKAJIbHBIMU 3BY-
KaMu: «38yku 2opoda - 38ydaHue 065eKmos 20poda, KOmopble COCMagAsIlOMm €20 ammo-
cpepy u donoaHsrom Opyz Opyza. Ob6ossieneHuss noe3dos, pa32oeopbl arodell, My3blKa
Ha yauuye, 003#0b N0 NOOOKOHHUKY UAU Kpblule, Ules1eCm KPOHbL 0epesbes .

IIIym 60J/IBIIOT0 TOPOJA OTANYAETCS OT TUXMX MaJIEeHbKMX T'OPOJKOB, IpUUeM Mac-
ITab ropoa OCO3HAETCS TaKXe CyObeKTUBHO: «Illym Benaukozo Hoszopoda accouyuupy-
emcsl Yy MeHs ¢ Kunawell ¥u3Hblo. I gce2da e20 3ameuaro, mak Kak cama u3 MasleHbK020
2opoda», «MHe maxceno Ha doa2ull nepuod ocmasamscsi 8 601blux 20podax u3-3a nocmo-
SIHHO20 U 0aumenvbHo20 wyma. Beauxkuli Hoe2opod 2opa3do kom@popmHee 8 3Mom naaHe».
B HeKOTOpBIX cIy4yasx pediiekcus ropaszso 6ojee TOHKas: peCIOHZEHThl OTMeYaloT pas-
JINUMSI He MPOCTO B YpOBHe IIyMmMa, a B AuddepeHUManuu 3BYKOB U ee MPUUMHAX:
«ITo moum HabarO0eHUAM 8 MmeueHUe HEeCKONbKUX Mecaues X u3Hu, 8 Hoszopode (CTyneHT
npmuexasn Ha ydyeby B By3 M3 Hebosblioro ropoga bBopoBuum HoBropozckoi obsactu -
. T.) 2opa30do pedxce CAbLWLUMCS Henoeeweckas peub Ha yauyax. Imo, ckopee ece2o, o6y-
C/108/1€HO WUPUHOU YAuly, U mpomyapos, a makice sowedwumu 6 Mooy HaywHuUKamu u me-
nepoHamu». DTOT XK€ PeCIOHJEHT yKasaj, 4To B HoBropoge, no ero HabIiOfeHUSM,
6os1bllle BOPOOBEB, UEM B €r0 POAHOM I'OpoZie, HO X (KakK U rosybeir) MouYTU He CJBIIIHO
u3-3a liyMa ropojga. B BopoBuuax 60Jibllle MallMH C T'POMKO MTrparolieil My3bIKON M3
UX OKOH (IIpM3HAK MEHTAJIbHOCTU YaCTU XXUTEJIEN MaJIeHbKUX Ye3HbIX TOPOJOB), JIyYllle
CJIBILIHBI KOJIOKOJIa XpaMoOB. OTMedaeT CTy[eHT U TOT pakT, YTO B €ro poLHOM Topofie
«vauje ecmpevaromcs demu eo3pacma 8-12 snem, 2yaawujue HeboAbWUMU 2pYynnkamu,
HO UX peub NO Kauecmey ycmynaem pedu Hog2opodues». KakeTcsi BaXXHBIM yKa3aHMe Ha
peueByl0 KOMIIOHEHTY I'OPOZ,CKOT'0 3BYKOBOTO JlaHZIadTa: OHa, I10 eJMHOAYIITHOMY MHe-
HMI0 GUIIOJIOTOB, SIBJSIETCSI OAHMUM M3 BaXKHEMIIMUX KPUTEpUeB KyJIbTyPHOM UAEHTUUYHO-
CTM XXUTeJIel TOro MJIM MHOTO JIOKyca (BCeM M3BEeCTHO M3BeUHOe IIPOTUBOCTOsIHKE [leTep-
6ypra u MocKBBI B 06J1aCTM peueBOi MPAKTUKU €ro XXUTeJIein).
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BcTpevaroTcsl yHUMKaJIbHble 3BYKM, IO MeUYeHHbIe eIMHULIaMU U3 ONpalluBaeMblX, —
MMEHHO B UX ycTax soundscape roposia Bepbaan3yeTcsi B IOUTH XyL0XKECTBEHHOM TEKCTE:
«5 oueHb wacmo 8 MpYJHbIX cumyayusax obpaujarocb K cgoemy 20pody: 6ble/1s10bleato
U3 OKHa U npucaywusarcs. PaHblle MHe Ka3a10Ccb, Ymo Mou palloH abCcoatOMHO He MeHS-
rowjulics, 3a uckaroyeHuem 006as8asouUxXcsl HO8blLX CIMPOEHULL, HO celliac, 8bl2as0bleas U3
OKHa, 1 Mo2y ycavlwams abconromHo pasHble “cumyauyuu” 2opoda. Illym - cyema 2opooda.
38yku - 2o0s10c 20poda»; «IIpa30HUuUHOE 2YasiHbe Ha naouw,adu, MYy3blka C KOMoOpou pa3Ho-
cumcsi Ha 8ecb 20p00; 2POMKUL CMeX 8blNYCKHUKO8 WKO/bl HA HAbGEpPedCHblX 8 UHHbCKUE
HOWU; KpucmasabHO yucmas muwuHa 8 Cmapom 2opode — 00HOM u3 palloH08 20poda, 4mo
paHbwe Ha3bleanu CnageHCKUM KOHUOM; NneHue NMuu, 8 YHUCOH XYypUaHuto 800bl 8 Propu-
kosom I'opoduule; monom demuuwiex Ha demckux naouwjadkax; kKpuku «I'opvko!» Ha I'opba-
mom mocmy nod nouenyt Moa1000H#EeHO08; Kpakaujue ymku 0ko.o0 Spocaasosa JJeopuuia...
38yku nr068u Mmoell Manoll pOOUHbBLY .

3amMeTuM, UTO pa3Hble BO3pPaCTHBbIE CTPAThl TOPOACKOI'0 COOOLIecTBa MOAMeYarT
pa3Hble, peJIeBaHTHBIE JJIsI HUX, 3BYKYM OKPYIKaIOIIero MpocTpaHCcTBa. MeTo bl BKJIIOUEH-
HOT'0 HabJII0JeHYSI M MHTEPBBIO C XXUTEJISIMU ropoa (pa3Horo Bo3pacra U pozia 3aHSITUN)
TTO3BOJIVJIU OTIPEMIEIUTD PA3JIUUUSI B BOCHPUSITUN «ITAPTUTYPbI» TOPOJICKOM XMU3HU. TaK,
MY>XUYMHBI, YaCTO UAEHTUOUIMPYIOLIME COCEZEeN IO UX MalllMHAM, CIIOCOOHBI Pa3/JINUUTh
U 3BYKM UX MOTOPOB. JKEHIIMHBI COOTHOCSIT >XUTEJIeM CBOEro Aoma U 6iam3iexammx
ZIOMOB IO eTSIM M JOMAallHUM IIMTOMIIaM, Y3HAIOT UX 10 rojiocaM, UYyTKO pearMpyroT Ha
MMpU3HaKM 6eCIOKOMCTBA MM TpeBOTU. ['Opoy, )KMBET He TOJIbKO CyTOYHBIMU, HO U CE30H-
HbIMMU pUTMaMu: Benukuit HoBropoz, kak rybepHCKUI IpeBHEPYCCKUM TOPOJ, U TYPUCTU-
YeCKUM LEeHTpP, JULIAsICh OOJIbLIOM apMHUM CTYAEHTOB, pa3be3’Kalol[MXCs Ha JIeTHUe
KaHMKYJIbl, HAIIOJIHSIETCSI JIETOM T'OJIOCAaMMU AeTel, MpUe3XKamIlnxX «Ha OTABIX» K 6abyiI-
KaM ¥ AeAylIKaM; B XOPOLLIYIO ITOTOAY I'OPOACKMEe U IPUTOPOAHbIE ABOPHI KUIIAT AeThbMU
ZIOLIKOJIBHOTO M MJIQZIIEero LIKOJbHOT'O BO3pacTa, a B BBIXOJHBbIE JHM IMOJIHBI JleTel U
rOpoZicCKMe MapKu. B jeTHMe 3BYyKM ropoja BKJIIOYAETCs LIYM BeJIOCUIIEeZJ0OB, CAMOKATOB,
3BYKM IepeMelllaeMbIX 10 OpycyaTKe YeMOZaHOB Ha KOJIeCMKaX, MOXXUJIbIX >XEHIMH,
becenyolLIMX Ha CKaMeMKax M IOPOM COCTABJSIIOUIMX MECTHbIE «)KE€HCKME KOMMYHBI»,
o6cyXxarole KaXxZoro 1 Habaozarlye 3a MopsLKOM BO BBEPEHHBIX UM TEPPUTOPUSIX.

T'opoz npepcTaBisieT c060M1 MHOTOMEpPHOe, pa3HOOOpa3Hoe U XXMBOe aKyCTUUYeCKOoe
MIPOCTPAHCTBO, MOAUYMHEHHOE PUTMaM IIPUPO/bl, UeJOBEKA U COObIIlecTBa JIOJIEN.

JIuTepaTypHBble BbICKa3bIBaHMSI O LIIyMe ropoja

T'opoZ, B ero IiyMOBOM 06JIMKe HauMHaeT M306pa)kaThCsl PyCCKOM CJIOBECHOCTBIO ellje
¢ XIX B. B nosectu /I. B. I'puroposuya «Ilaxapp» (1856) ropoz IpoTUBOIIOCTABJIEH IIPU-
poZie B CEeJIbCKOM MECTHOCTH, I'Zle )XM3Hb ropoXaHMHa obpeTaeT MHOe 3HaueHue. U3 ro-
pozia, IIOJIHOTO IITyMa, pe3KMX 3ByKOB, CKpeXXeTa, repoli Bble3)kaeT B TUXYI0 OOUTesb IIpH-
POZHBIX 3BYKOB M TUIIMHBI. «I'OpOJ, IaBHO YyXXe yCIesJl UCUYe3HYTh; MCUYe3JIM ITOCTEIIeHHO
U caMble IPU3HAKU T'OPOJCKOI CyeTJIMBOCTH; Ja)kKe KOJIOKOJIbHBIN 3BOH, JI0JITO ITOKPHI-
BaBUIMI BCe OCTaJIbHble 3BYKM, TOHYJI M TePsSIJICSI B IIPOCTPaHCTBe. Ho Bce ellle B yuiax
pa3faBajMCh LUIYM M TPECKOTHS yJMI], I'POXOT 3KMUIIAXKeN, XJIONOTIMUBBIN rOBOP, 3HAKO-
Mbl€e I'0JI0Ca ¥ BOCKJIMI[aHMSL... Sl CTPAIIHO TATOTUIICS ropogoM!... TUllIMHA HEOObIKHOBEH-
Hasi» (IpuropoBud, 1856). B TUIIMHe BHe ropojia UeJOBeK obpeTaeT HOBble KauecTBa
MHa4ye CablaTh MuUp. «Cayx MOM, OCBOOOXZEHHBIM OT TPECKOTHU TOpoja, MOJIYyUYUI
CTPAIIHYI0 YYTKOCTb. <...> BiMsHMe TUIIMHBI, LIaPCTBYIOLIEeM HaJ, NOJISIMM, BIIOJIHE
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MOXXeT OBITh AOCTYIIHO TEM TOJIbKO, KTO Z0JIFO TSITOTUJICSI TPEBOJTHEHMUSIMU XXUTENCKOI'0
MOpSI, YeM CJIyX M YbM HEPBBI MHOTME T'OZbl IIOCTENEHHO TSATOTUJIUCh U pa3fparkaluch
6e3yMHOM CyMaTOXOl0 ropoga. S 4yBCTBOBaJI, KaK TMIIMHA BJAMBaJIaCh B AyIly, U Kak
ZlesaJioCh B HeM U MOKOMHee, U cBeTiee» (I'puroposud, 1856).

Ocoboe moOHMMaHMe TopofZia OTpasuja I033UsI MOoAepHU3Ma («TejecHasl CBSI3b»
c ropojmoMm B. B. MasikoBCKoro, obpa3 majliero «ropozga-6iaymHuibi» B. Bprocosa,
A. Bioka, A. Besoro, MmeuTa O «ropoze-caze» B O6Oyaymem) (IIMmuzar, 2007).
OpHako K cepefiHe XX B. TOpoZ, IOCTEIIEHHO HauMHaeT BOCIIPUMHMMATBCS — B TOM 4MCJIe
B JIMTepaType - KaK «CBOe», IIPUBBIYHOE UYeJIOBEKY, OO6XXUTOe IPOCTPAHCTBO.
ITo33usa XX-XXI BB. — 3TO 033US F'OPOJACKUX XKUTeJIeN 110 NpeumyuiecTBy. ['opos BXOOUT
B )KM3Hb UeJI0BeKa KaK HeKoe «JIOHO», IIPUBbIYHAS Cpefia, B KOTOPOI YeJI0BEK UyBCTBYyeT
cebs 3alIMILEHHBIM.

B ctuxorBopeHuu Jasuga CamoiioBa «M3 getcTBa» (1956) B CUTyalluM IepeXXuBa-
HYSI MaJIEHbKMM OOJIBHBIM I'epOoeM Tparefuy CMepTU BeJIUKOro KHs3s1 Osera, ONIMCaHHOM
IIymIKMHBIM, KBApTHpa B MHOTOKBApPTUPHOM JIOMeE COBETCKOTO I'OpoZia IpeficTaBjIeHa Kak
OTHOCUTEJIBHO yeMHEeHHOe MeCTO, PacIlOJIOKEeHHOe cpefy MOAOOHBIX «HOpP» desoBeye-
CKOT'0 «OOLIEeXUTHUSI», U CpaBHMBaAETCsI C obpazamMy Nnpupozapl: «OCEHHEI MyXOi KBap-
THpPa / APEMOTHO XXYXOKUT 3a CTeHOM / Y miauy Haj, 6peHHOCTbI0 Mupa / SI, MaJeHbKUM,
TJIyIbIN, 60/1bHOM» (CaMOIIOB, 1956). ®u3nuecKyo 60b OT 60JI€3HU U AyIIIEBHOE B3POC-
JIeHMe OT MepeXXMBaeMou UCTOpuUM 06 ymMepiieM 40CaZiHOM CMEPThIO KHsI3e pebeHOK jierye
TepeXXuBaeT Cpeau Jio/ei, OObIYHBIX 0e3BeCTHBIX JXUTesaell O00XUTOTOo, «CBOEro» IIpo-
CTPaHCTBaA.

[T033us1 rOpoa MOLIHBIM IIOTOKOM BXOAMUT HE TOJIBKO B JIMTEPATYPYy, HO U B KMHEMa-
Torpad, )XMBOIIMCH, UCKYCCTBO B 1ieJIOM. ['0pOZ, CTAHOBUTCSI He ITPOCTO BBIHYXZIEHHBIM Me-
CTOM CKYY€HHO >XMBYILIMX JIIOZIel, HO U CAaMOCTOSITEJIbHBIM JXMBBIM OPraHM3MOM, UH/IUBU-
ZIlyaJIbHBIM, y3HaBaeMbIM. 3ByKM I'OpPO/a, C POXXKJAEHMS BXOAsIIMeE B )KM3Hb UeJI0BeKa, CTaHo-
BSITCSI IPUBBIYHBIMY, IPUSITHBIMU, AOpOrMMU. IIIyM roposa CTAaHOBUTCSI 06'bEKTOM I1O3TU-
YeCKOT'O OCMBICJIEHUMSI U IIpeMeTOM 3CTeTUYeCKOro nepexxuBaHus: «l'osoca, TeiepoHHbBIE
Tpesy, / 3BYK CUPEHBI, CUTHAJIBI aBTO. / VI peKjlaMOM IUTHI 3arecTpesin... / MHe 6bI B yIIN —
6epyiin. U uro? / ECTb pusiTHbIE 3ByKM B cTOoMLEe? / KOJOKOJBHBIN C yTpa IIepe3BOH, /
Tosty6eit BOpKOBaHMe, ITULLLI / VI IUCTBBI Ollafjalolei CTOH» (JIeCKOBa, 2025), a IPUBBIYHBIN
LIYyM T'OpoJa SIBJISIETCSI 3BYKOBOM JOPOXKKOM, KOTOPYIO XOUeT CJIBbILIATh YesoBekK («5 xouy
yCabIIaTh HIyMm ropoga / IllesecT Kojec M CKpUIIBI, / 51 XO4y YCJIBIIIATh IIIyM ropoza / Busr
TOPMO30B U KpUKMU. / 51 XOUuy yBUAETh LIIyM ropozga / PacTaHyTON peksaMoy Ha 6aHHepe, /
51 xouy yBUEeTb LIIyM ropozia / PellleTkolM Ha KaHaJIM3alMOHHOM siMe») (VMcakoB, 2011).

IIpuMeyvaTebHBIM SIBJI€HMEM IOCTIeAHMX MOJIYyTOPa AeCATUIeTUN CTaIO0 IOYTHU IO0JI-
HOe MCYe3HOBEeHME KPUKOB POJCTBEHHUKOB (Yallle — MaTepeil) U3 OKOH JIOMOB, OKJIMKa-
OLIMX AeTei (Bpoze «Muiiia, IoMOM!»): MO6UIbHBIE TesiePOHbI, C KOTOPBIMMU A ETU Hauu-
HAIOT T'yJISITh CAMOCTOSITEJILHO C CAMOT'0 paHHEro BO3pacTa, MCKIIOUMIIM TaKyl HeobXo-
OVUMOCTb. CayHATpeK JBOPOB TOPOJACKMX >XUJBIX KBapTaJoB Haubojee M3MEHUYUB,
U, HallpuMep, TPOMKUM pa3roBOP JIOJEN «4Yepe3 YIUIY» MU «UM3 OKHA B OKHO» MOXKET
6BITh IIpEpBaH CaMMMM cobeceHUKaMU MPOHUYHOM Ppa30il «4TO MBI C TOOOM, KaK B fie-
peBHe». 3aMKHYTOCTb, aKyCTUYeCKasi TMTr'MeHa IJIOTHOT'O COBMECTHOTO ITPOXXUBaHUS JIIO-
Zleyl OTJIn4daeT ropo/CKyI0 Cpely OT CeJIbCKOM B paMKax OJHOT'O TEppPUTOPUaJIbHOTO obpa-
30BaHMSI U OOHUX KYJIbTYPHBIX TPagULIUNA.
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B 3TOM cMBIC/IEe 0OCO6BIM MHTEpEC MpeACcTaBasIeT CO60M cCUTyalL s, IO3TUYECKHU U3JIO-
XeHHas IOpuem UnuyeBbIM (1938-2021) B cTuxoTBOopeHUu «IllyTka» (1971):

OpHaXxbl, B LIYTKY, B YaC HOYHOM IPOTYJIKH,
(XBaTtuiao y MmeHs Torga ymal)
B xakoM-TO U3 apbaTCKUX IepeyIKOB
A xpukHys: «MaMma!» B COHHbIE JOMa.

Y B34 pOTHYJI IIEPEyJIOK BCIBILIKOM CTEKOJI.
S1 3aMep: cyieBa, CIipaBa — KaXX/AbIM JOM
Bapyr $opTouykaMM-KpbUIbSIMM 3aXJIOTIAJ,
Kak BcryruyTtas nruia Haf, rHe3/I0M.

W >KeHCKMe UCITyTaHHbIE JINIa —

Kak sanky Boropoaui, U3 MKOH,
Ha Hux ceiyac 6bI TOJTbKO M MOJIUTBCS, —
BO3HUKJIM B paMax BCIOBIXHYBIIUX OKOH.

Yuuim U3 zoMa MaJIbUUMKU-MaJIbUUIIKH,
KTo MHoOroO JieT Ha3az, a KTO BYepa,
M B KaXXO0M JoMe, JOMMUKEe, JOMMIIIKE
I'pycTHee cTayiM IHU U Beuepa.

Ja, lIyTKa Ipo3By4yasja CTPaHHO, AUKO.
51, CKOBaHHBIN CTBIZIOM, IIIaTHYTh HE MOT.
M KTO-TO CBEPXY JIaCKOBO U TUXO
Ckaszas MHe: «ThI CTyHay JOMOM, CBIHOK».

A HOouuM Kpai1 6ejies1 B pacCBETHOM CUHMU.
S 11es1 A,OMOM U IyMYy HEC O HY:
CyMel MO} KpMK IIpoMyYaThbcs 1o Poccuu -
Bce maTepu pUIbHYIU ObI K OKHY... (Un4eB, 2005)

OxpaHuTesbHble QYHKIMU IOpoZia KaK cOOb6IecTBa «CBOMX» CTAaHOBUTCS IIPMU3HA-
KOM OCMBICJIEHUSI YPOaHMCTUUECKOTrO IPOCTPAHCTBA KaK €CTeCTBEHHOM [Jis 4yesioBeKa
cpenibl 06UTaHMUS.

HoBropop, oTpa)keH B JOCTATOYHO Ipe,CTaBUTEIbHOM IIepeyHe JIUTepPaTypPHbIX IIPO-
U3BeJeHUM, KOTOPble XOPOILIO M3y4YeHbI U B 11eJIOM GOPMUPYIOT TOT JIOKAJIbHBIM TEKCT,
YTO MMOHMMAETCSI KaK COBOKYIIHOCTb XY 0XXECTBEHHBIX TEKCTOB, ITOCBSIIIEeHHBIX OIIpeJe-
JIleHHOMY JIoKycy (HOBropozckmuit kpait, 2009; A6paMeHKO0, 2011). 3ByKOBbIe KOHIIEIITHI
HOBT'OPOJZICKOTO TEeKCTa He ObLIM IpeIMeTOM CHelMaJbHOTO MCCIe[0BaHMsI, OJHAKO
HaunboJsiee YaCTOTHbIE U3 HMX 3aPUKCUPOBAHBI. ITO 3BYK (3BOH) HOBrOPOJCKOT'O BEYEBOT'O
KOJIOKOJIA, IIIYM BedYa, IJIECK BOJIH BojsIxoBa - KaK 3TO omnyucaHo B nmosectu H. M. KapaMm-
3uHa «Mapda-mnmocagHuIa», OAHOM M3 CaMbIX M3BECTHBIX U3 «HOBT'OPOJCKUX» TEKCTOB
KJIaCCM4eCKOM InuTepaTypsbl. B moa3uu XIX B., 0cO6€HHO B TBOpUeCTBe ZieKabpucToB, HOB-
ropoz, obpeTaeT He TOJIbKO 3HaueHMe HeKOoIZia BOJIbHOT'O ropo/ia, HaBceria yrpaTUBIIEro
CBO6OZlYy, HO M «CBOM TOJIOC», IPUCYLIUN OAYIIEeBJIE€HHOMY CyllecTBy. I[IpuMeyaTes bHO
B 9TOM CMBbICJIe CTUXOTBOpeHMe [I. BeHeBUTMHOBA « HOBropoz», B KOTOPOM JIMPUUYECKUI
repoil BCTyIlaeT B MaJIOT C BEKOBBIM I'OPOZOM, KOTOPBIM OH IOCETUJI B NIePBBbIM pa3 u
KOTOPBIV AJISI HETO — « MECTO CBSITO», TZl€ «BO3AYX UMILE U BOJIbHEN »:
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Tenepp ThI CaM OTBETCTBYM MHE,
O Hogrpaz! B BeKoBOM ofiex7ie
ThI TIpe0 MHOM, KaK B CeIUHE,

BeccMepTHBIX BUTSI3€M POBECHUK.

TBOM ITpax IJIaCUT, KaK 6111 BECTHUK,
O HemnpoOyZIHOM CTapUHE.
OTBeTCTBYH, rOpOJ, BeJIMUaBBIi:

I';me BpeMeHa 1IBeTYyllei CIaBhl,

Korza TBOM rojioc, 6M4 KHS3€EM,
3By4a 371eCh MeZIbI0 B 6ypHOM Beue,
K cyny mau K KpoBaBOM cevue
C3bIBaJl MOCJIYIIHBIX CEIHOBEeN? (BeHEeBUTUMHOB, 1960, c. 86).

T'osiocoMm ropos,a METOHMMMYECKM CTAaHOBUTCS 3BYK BEUEBOI'0 KOJIOKOJIA, U MoJIya-
Hue HoBropozia B OTBET Ha BOIpPOLIaHME I103Ta CBUAETEJIbCTBYET O TOM, UTO I'0JI0C 3TOT
Ipolaja Cc morepeu sizbika (OyKBaJIbHO — KOJIOKOJIBHOT'O, C YBO30M B MOCKBY BEYe€BOI'O
KoJsiokoJsia MiBaHoM III, u MmeTadpopuUuecku - MHAUBUAYAJIbHOM peun). DTy JKe TeMy pPa3BU-
BaeT M. IO. JIepMOHTOB B TaKoOM ke popMe BOIPOIIaHUS K OHEMEBIIEMY I'OPO/Y B CTUXO-
TBOpeHUM «IIpMBETCTBYIO Tebsi, BOMHCTBEHHBIX C/JaBsIH / CBsaTasl Kojblbesb!» (1832),
a B CTUXOTBOpeHUU «HoBropoa» (1830) B3bIBaeT K XXUTEJSIM KOra-TO BOJIBHOT'O ropoza:
«3ayeM BBI MY>XeCTBOM ymaau? <...> EcTb 6egHbIN I'paj, TaM BUAeIM HapoAbl / Bce To,
K 4yeMy Tenephb Balll AyX JIeTUT» (JIepMOHTOB, 1988, c. 69). 3. . I'ybep B CTUXOTBOPEHUU
«HoBropoa» (ok. 1839 r.) onuceiBaeT HOBropoj, Kak MEPTBBIN I'OPo/i, Y KOTOPOT'O «CuUJIa
oTHsiTa»: «['opox Boau aukou, / Topop 6ymHbIX cui, / HoBropog Besaukoy / Tuxo omo-

uma» (I'ybep, 1944, c. 297).

ITopewwnan geio...
Bce KpyroMm MOJIYMT,
TosibkO BosixoB cMesio
O 6bLJIOM LIYMMUT.

BeJsoit myiaueT KpOBbIO
O 6BLIBIX 609X
U moer c J11060BbIO
O CTapMHHBIX JHSIX.

IITyTHUK TUXO BHEMJIET
IlecHe ApBIX BOJIU
M onaThb 3afpeMIIET,
TanHo aymsbl nosH. (Iybep, 1944, c. 297-298).

l'ostlocoM yTpaTUBIIEro BOJIBHOCTb HOBroposila CTaHOBUTCSI «IECHA», «IIJIad»
WJIU — MOJIYaHMe.
«CHsiuMM», MOJTYaJIMBBIM NpefcTaeT HoBropog B cTuxoTBopeHuu H. A. To6posito-
6oBa «Ilocenienme HoBropoga» (26 uwoHsa 1858 r.). Ho yepe3 3TOT COH CJIOBHO CKBO3UT
npoluuiasi 6ypHas )XU3Hb BOJIBHOT'O ropoja:
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Elie MUPHO CIIUT BECh I'OPOJ,
Ho ero mokoiu
BeeT 6ypet >)KM3HM ITPOILLJION,
BoJIbHOI, yAAJI0M.

<...>

Bce riacut B Tebe 0 IpoOLLIOM,
BoJIbHOM XXU3HU Kpan! -
JlaXke MOCT TBOM C HaJIIMCAaHbEM:
«Ctpousn Hukonan»! (Jobposobos, 1969, c. 100-101).

B moa3uu JI. A. Mesi «rosiocaMmu» HoBropozia CTaHOBSITCS BOJIXOB ¥ BeueBOM KOJIO-
KoJI, 6becepyroniue Apyr c ApyroMm («BedeBoy KOJIOKOJI» 1840 I.), a TakXe JIIOAU — «Beu-
HUKU», YbM T'0JIOCA OTPAXKAIOT HEYMOJIMMbIN X0 UCTOopuu («BosixB» 1861 r.).

XyO0)XeCTBEHHOEe OCMBICJIEHME «T'0JI0Ca I'Opo/ia» PeTPOCIEKTUBHO, OHO HAIlpaBJIEHO
«BrJIyOb» MCTOPUMM JIOKyCa — B OTJIMYME OT HeIlOCPeACTBEHHOM pelenliuy IIyMa ropojga
XKUBYIIMX B HEM JIIOZEH, IJIsl KOTOPBIX UCTOPUSI CTAHOBUTCS POHOM XXMU3HU HACTOSIIEN,
IMpouCXoAsIleN 37iech U cemyac.

I'opop, kak J1I0OHO

CoBpeMeHHbIM YeJ0BEK aHTPONOJIOTMUYECKON (BHE-IPUPOSHON) KyJAbTYpPhI — 110 IIpe-
UMYIIECTBY T'OPOJACKOM XXUTeNb. [IOTOMY U IOJIOXKEHME eT0 B TOPO/ie ONpeeisieTCs OlLLy-
LIEHMEeM «CBOEro IPOCTPaHCTBa», JaXXe eCJM OHO HeuJeaslbHO. B KyJIbTOBOM ¢UIIbME
PYCCKOSI3BIYHOTO MMpa «CIy>Ke6HBIM pOMaH», B KOTOPOM MOCKBA BBICTyIIaeT He GOHOM
COOBITUI, a TTIOJTHOLEHHBIM 06'b€KTOM ITO3TUYECKOT'0 U306 paXkeHMsl, TJIaBHbIN I'epoil IMpo-
M3HOCUT M3BECTHBIE CJIOBAa: «B HalleM ropojie Uepecuyp MHOTO >XUTeJel, depecuyp
MHOTO IIPMEe3XUX, Yyepecuyp MHOI'0 MalllMH. Bce KyAa-To crmeliaT, Bce KyZa-TO ONa3fbl-
BalOT. BCcloy TOJIKOTHS, AaBKa, ouepean... Ho Bce paBHO s JIFO6J110 3TOT rOopoz,. 3TO MOM
ropoj,. 5To oueHb xopoluuy ropoa» (Pss3aHoB, 1977, cepus 1, 00:06:06-00:06:28).

CoBpeMeHHOe ypbaHUCTHUUYECKOEe MIPOCTPAHCTBO B OOJIBIIMHCTBE CJIydaeB He SIBJISI-
€TCSI UYXX/IIM ero XXuTeao. Hao60poT: BHe ero 4eJI0BeK MCIbIThIBAET €CJIM He IIePBOOBIT-
HBIM CTpax He3alMILeHHOCTM, TO B JiyullleM ciydae AuckoMdopT. ITofmobHbIM pakypc
pPaccMOTpeHMsI TOPOACKOTO MPOCTPAHCTBA KOHTPACTUPYET C TeM, YTO HabymofaeTcss B
KOHCTPYMPOBAHUM BU3YaJIBHOT'O, COLIMAJIBHOTO U Ja)ke MOJIMTUUECKOro obyimKa ropoza,
C03/1aBaeMOr'o COBpeMEHHBIMM IIO03TaMM: ropoj, npuobperaetr «obpa3 BeTXOro, 3abpo-
IIEHHOT'0 TOPOJCKOTI'0 IPOCTPAaHCTBA, B KOTOPOM BO3HMKHOBEHME HOBBIX TUIIOB COLMO-
SKOHOMMUYECKMX OTHOIIEHMM pa3pyLIMTEJbHO CKa3blBaeTCs Ha 4yesjoBeke» (PemgkuHa &
YepHSK, 2018, c. 109). 3Byk0oBOM JJaHAIA)T PopMUpyeTcs APYyTUMMHU, IITyOMHHBIMU, TIIy-
60K0 MHAMBUAYAJIBHBIMU CBSI3SIMU C TOPOJZICKMM OKPYXKEeHMEM YesloBeKa. BeJsIblil IIIyM ro-
poZia CTAHOBMUTCSI QHAJIOOM ILiIyMa BHYTPM MATEPUHCKOTO YpeBa, B KOTOPOM PpopMUpy-
eTcs muazeHel (Heartbeat Sound - Sleep Sounds, 2017) - KOHEYHO, C ITIONIPAaBKOM Ha ro-
Pa3zio MEHBIUIYI0 MHTEHCUBHOCTDb M HEJIMHEMHOCTDb aKyCTUUecKuX 3pPeKToB uesioBeye-
CKOTO TeJia, CO3JaBaeMbIX pUTMOM CepZlia, AbIXaHMeM, TPAHCIIOPTHOM CUCTEMOM XUIKO-
CTel )XMBOTO OpraHmu3ma u zip. (AHTOHeL, U Ap., 2011). [IpuMevaTenbHo, YTO body sound
(«3ByK TeJsia») B MHBEPCUBHOM BapuaHTe sound body B aHTJIMIICKOM SI3bIKE II€PEeBOAUTCS
UAMOMOM «340POBOE TEJIO».
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Ba)XHO OTMETUTh, UTO OJJHA U3 BEPCUM ITUMOJIOTUM L PEBHEPYCCKOTrO CJIOBa «JeTu-
Hel» (OJHO M3 Ha3BaHMI BHYTPEeHHeM I'OPOZCKOM KpeIrocTH, Haubojiee ApeBHEN 4YacTu
ropojia) Kak «4peBa ropoja», OXpaHsIollero CBOUX «AeTel», a TaKXKe MCTOpUUEeCKoe UC-
I0JIb30BaHMe JeTHHIa (B HEM CIlacajiMCh BO BpeMsl HAllleCTBUSI BpParoB IpeXX/e BCero
IleTV M JXEeHIMHbBI) SIBJIsSIeTCSl NOATBEePXXAeHMeM HabIlo[leHUsI O CXOJCTBe CyllleCTBOBa-
HUSI 4esioBeKa B ropozie ¢ opMMUpPOBAHMEM €ro B MaTEPMHCKOM JIOHe. B CBsS3M ¢ 3TUM
BIIOJIHE NOHSITHOM CTAHOBMUTCSI IPaKTHKa ay[MO03alMUCU TOPOACKOTO IIyMa U UCIOIb30-
BaHMS ero KakK 3BYKOBOM Tepanuu (B TOM UMCJIe [JIs1 co34aHus PoHa cHa pebeHka). me-
wuecss MmHorounciaeHHbsle Sound effects Library (Sound effects Library...) ctaHOBATCS
6ecryiaTHBIM 6aHKOM CayHATpPEKOB, B TOM 4MCJIe, TOPOACKOrOo IpPOCTpaHCTBAa. B HeMm
MO>XHO HalTU He IIPOCTO T'OPOZCKME, HO U UCKJIIOUUTEIbHO IPOMBIIIJIEHHbIE 3BYKU — pa-
60TamIIMX TEIJI03JIEeKTPOCTaHIINA, 3aBOZ0B, KOTesleH U p. (Penakc. [Ilym ropoza, 2014)
C XapaKTepHbIMM KOMMEHTApMUSMM II0JIb30BaTesell BpoZe ciaenylouiero: «MHe ZocTa-
TOYHO POPTOUKY OTKPBITh U pesiakcupoBaTh! OKHaA BBIXOAST Ha “YpanMmaii”. Korza Haxo-
XKYChb Ha Jlaye, Ha IPUPOJe CpeaM jieca — HauMHaeT BCe YTHeTaTh».

VIHTepeceH OIBIT ONMCAaHMSI 3ByKOB COBPEMEHHOI'0 ropoza cj1aboBUASIIUMM HOBIO-
POZCKUM IO3TOM?, ZIJIsI KOTOPOT'O CJYX CTAaHOBMUTCSI OCHOBHBIM UYBCTBOM IOCTMXXEHMUS
Mupa. I'opog, [i/ist Hero — pa3HollepCcTHas Cpe/ia CaMbIX pa3HbIX, HO IPUBBbIYHBIX SIBJIEHU.

K HOUM rOpOJOK Halll CTapUTCH,

YT0b K yTPY OMOJIOAUTHCS.

Y cocefKku CHU3Y CTaBUTCA
YallHMK — M IOEeT BOAUIIA;

Y cocezelt c6OKy COHHOe,
I'MmnHoTHYEeCKOe LJapCTBO,
YTO-TO BOBCE ITIOXOPOHHOE:

CoH — ¥ Iullia, U J1eKapCTBO;

<...>

BeiTHE rOpMU30HTAJIBHOE,
BriTHE IO BEpTUKAIIU —
YTO-TO B 3TOM ecTh daTajbHOe,
Ecsiu 6 MBI BO BC€ BHUKAJIN.
Tyt atMmocdepa BaTHas,
Ho, xak B riiybuHe noprasia,
CABIIIMMOCTD HEBEPOSITHAS:
Cipliny MUp — Ha ABa kBapTana! (KHs3es, 2015).

YesI0BEKY B I'Opojie CTAaHOBUTCSI HEOOXOAMMBIM OlLIyIleHVe HaJIUUUS PSIZIOM TeKy-
Hiey >XU3HU.

A MHauve — TUIIMHA
CMepTM MasleHbKOM NoJi06Ha,
WM cmewtanuch B r'ylje CHa
Mup 3eMHOU U MUP 3arpo6GHBI.

! I'puropuit Kusses, BBINYCKHUK uiionoruueckoro ¢pakyabrera HOBropozcKoro rocysapcTBeHHOIO0 YHU-
BepcuTeTa uMeHU SipociaBa Myzporo, 6bIBIIMI CTYZLEHT aBTOpa CTaTby, JII06€3HO IIpe0CTaBUII CBOU IIPO-
MU3BeJZleHUs JIJIsl Halller'o MCCIe0BaHus.
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ITycTh onsATH 6eCc-COH-HU-1IA:

Topof, MO I'yZIUT ITOKaMecT.

ITycTh ABUXXEHBIO HET KOHIA
To ¢ MocTa, TO CHOBa HA MOCT.

TOJIBKO He CMOJIKail, 3By4H,
B Bo3yxe uepTu KpUBYIO!
Pa3 B IJIyXOHEMOI HOUM
Ciplily — 3HA4YMUT, cyliecTByIO (KHS3eB, 2024).

3Byualuili TOpoJ, CTAHOBUTCSI MapKepoM ObITHSI UM OBITMMHOCTHM UeJIOBEKA B HEM.
3BYKOBOM TPEK Iopoja — «IIyIIOBMHOM», CBSI3bIBAIOIIEM YeJ0BEKA C 3eMJiel, KOTOPYIO OH
MIPOZOJ/IXKAET CJIbIIIATh, OTIIPABMUBIIMCH C POXKJEHMEM B MHAUBUAYAJIbHOE, HO HE aBTO-
HOMHOE CyllleCTBOBaHMeE.

3aKjIo4yeHue

AHasu3 aKyCTMUYeCKOro 06J1MKa ropozia mo3B0oJIsieT II0-HOBOMY YBUZETb YP6aHUCTU-
YyecKoe MPOCTPAHCTBO KaK CJIOXXHYIO CEMMOTHUYECKYIO CUCTEMY, B KOTOPOM 3BYK BBICTY-
raeT He NPOCTO GOHOBBIM «IIYMOM», a IIOJTHOLLEHHBIM HOCUTeJIeM CMbIcjia. I'opozckas
3BYKOBAasl Cpe/ja BKJIKYAETCS B JIOKAJIbHBIM TEKCT I'Opoja HapaBHe C BU3yaJIbHBIMMU, IIPO-
CTPAHCTBEHHBIMM, peYeBBIMM M IMOBeAEeHUYEeCKMMM KoZaMM, GOpMUPYsST TpexXMepHBIN
06pa3s JIoKyca U 3a/jaBasi 0CO6bIN CIIOCO6 «IIPOUYTEHMSI» TOPOJCKOM Cpeibl. B aTOM cMbICiIEe
soundscape OKa3bIBaeTCsI He TOJbKO OO'bEKTOM 3KOJIOTMYECKOM «3ab0ThI» KaK IIyMOBasl
6€e301acCHOCTb, CHMXKEHME TEXHOTE€HHOT'0 BO3/J€MCTBYUS U T. [I., HO M B&XXHBIM KYJIbTYPHbBIM
pecypcoMm, MHBIMM CJIOBaMM, CIIOCO60M KOHCTPYMPOBAHUSI UAEHTUYHOCTU, SMOLIMOHAb-
HOM NaMSTH, IIepeXXMBaHUS «CBOEr0» ropojia Kak )XMBOTO U F'OBOPSIIEro opraHusMa.

OMIMPUYECKUM MaTepuasl opoca MOJIOABIX XXUTenel Besnmkoro HoBropoga moka-
3bIBaeT, YTO JaXe MPU NPUBBIUKE «OTKJIKOYATBHCS» OT I'OPOACKOM CpeAbl (C MOMOIILbIO
HayLIHUKOB, r'aZi)KeTOB, HAMEPEHHOI'0 UTHOPMPOBAHM LIIyMa) aKyCTUYECKOe IIPOCTpaH-
CTBO IIPOZO/IXAaeT BOCIIPMHMMATBCS MMM KaK 3HauMMoe. PeCIIOHZIeHThI pa3jnvyalT pas3-
Ipakawolye ¥ 6aro3ByyHble MIyMbl, OTMeYalOT PUTMUKY I'OPOLCKOM XMU3HU, CYTOUHbIE
U Ce30HHbIe M3MeHeHMsI 3BYKOBOro GOHa, JIOKAJIbHbIE CAayHATPEKU OTZEJIbHBIX PallOHOB,
ABOPOB, ITAPKOB. B X OTBeTax IMPOSBJISIETCS BaXKHasi 3aKOHOMEPHOCTS: IIIyM I'opoja OKa-
3bIBA€TCsI HEe TOJIBKO BHEIIHUM BO3/EeMCTBMEM, HO U MeAMAaTOPOM BHYTPEHHEro COCTOSI-
HUSI, TPUTTEPOM IaMSTH, MapKePOM «ZOMAIIHOCTU» U SMOLMOHAJIbHOM NPUBSI3aHHOCTU
K MecTy. Besblli 1IlyM ropozia, oCTaBasiCb YaCTO HEOCO3HAHHBIM, TeM He MeHee BOCIIPUMHMU-
MaeTcsl KaK yCJIOBME IICUXOJOTMUecKoro KoMpopTa, a ero ucue3HOBEeHMe SIBJISIETCS Tpe-
BOX>XHOM, «HEeCTECTBEHHOM» TUIINHOM.

ComocTaBJieHMe SMIMPUYECKUX HAOTIOAeHN C IUTEPATyPHBIMU pellpe3eHTalusIMU
HoBropoja no3BoJisieT yBU/ETh, KaK B KYJIbTYPHOM aMsSITU JIOKyca GOPMUPYIOTCS YCTOM-
4YyBBIE 3BYKOBBIE KOHLIEIITBHI: 3BOH BEUYEBOI'O KOJIOKOJIA, IIIYM Beda, IJIeCK Boixosa,
a Mo3ZHee T'yJl MHAYCTPUAJIBbHOTO rOpoJia, MPUTJIYIIEHHBIN O6bIT MHOTOKBAPTUPHBIX /10-
MOB, MHTOHAILIUU «T0JI0Ca» ropoza, obpallleHHOro K 4ej0BeKy. Eciiu B KjlacCMUeCcKou Jiu-
Tepatype XIX - repBoi1 MoJI0BMHBI XX BB. ypOAaHUCTUUECKU LIIYM YaCTO IPOTUBOIIOCTAB-
JISIeTCSI IPUPOLHOM TUILIMHE, TO B COBPEMEHHOM IT033UU U NMOBCEAHEBHBIX ITPAKTHUKaX Io-
poJ, BCe Yallle OCMBIC/ISIETCS KaK «JIOHO», KaK 3allyiarlilee ¥ YKpbIBalollee IIpoCTpaH-
CTBO, T/le TOCTOSIHHOEe 3By4YyaHMe CTAHOBMTCSI yCJIOBMEM IIepeXXMBaHUsI COOCTBEHHOM
BKJIIOUEHHOCTM B >XM3Hb. B TakOM pakypce 3BydYalllMli I'OpPOJ, BOCIIPMHMMAETCSI YXKe
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He KaK arpecCHMBHBIN BHEIIHUI MUP, a KaK CBOEro poja MaTepMHCKasl cpefia, C KOTOpPOi1
YyeJIOBEK CBsI3aH, 06pa3HO roBOpsl, «aKyCTUUECKOM IyIIOBUMHOM».

OueBUHO U3 SMIUPUYECKOr'0 MaTepyuasa, YTO B MHAMBU/YaIbHBIX BbICKa3bIBaHUSIX
>xuTese HoBropoja «rojoc ropoja» OKa3blBaeTCsl OLHOBPEMEHHO M PeTPOCHEeKTUBHBIM
(OTCBUIAIOIIMM K MCTOPUYECKOMY CTaTyCy BOJIBHOT'O IOpoZia, K ero yrpaueHHOMY KOJIO-
KOJIBHOMY T'0JIOCY), U TJIyOOKO COBpeMEHHBIM: 3TO LIYM TPaHCIOpPTA, rojioca feTeit, poHo-
BOe TryZleHMe OBITOBBIX NPMOOPOB, GparMeHTbl TYPUCTUUYECKUX IKCKYPCUM, TOPOACKUX
MIpa3ZlHMKOB ¥ HOYHOM TUIIMHBI. TeM caMbIM aKyCTUMYeCKMi1 JaHAadT JI0Kyca CoeJUHSIeT
pa3Hble BpeMeHHbIe IJIacTbl. MOXXHO YBUZETD A0JITMI KOHTUHYYM: OT «IPEBHUX I'0OJIOCOB»
Z10 CerofHsIIIHEN TOpPOJACKOM MOBCEAHEBHOCTU. Bce 3TO mpeBpalaeTcsi B CBOeobpa3HbIN
3BYKOBOM apXUB, I'Zle COCYIIeCTBYIOT IIPOIILJIOe, HACTOSIIIee U IIPOEKTUPYeMoe Oyayliee.

Ba>XHO OTMETUTD ellle U TO, YTO 3BYKOBOM Npoduib ropozia CoLMagsbHO U reHIepHO
CTpaTUPUILIMPOBAH. Pa3HbIe T'PYIIIIBI XKUTEJIEN «CIIBIIIAT» TOPOZ, MMO-pa3HOMY. DT pas3iu-
YMsl IOKA3bIBalOT, UTO soundscape MOXXeT pacCMaTpPUBAThCS Kak I10Jie MHAUBUAYaIbHBIX,
CUMMBOJIMYECKUX MPUCBOEHUM, IZle KaXkZasl TPyNIna BblJe/sieT pejeBaHTHbIe JisI cebsi
3BYKM M TeM CaMbIM KOHCTPYMPYET CBOI BapMaHT JIOKaJIbHOT'O TEKCTA.

B pe3ysibTaTe NPOBENEHHOI'0 aHajM3a TOPOJCKONM IIyM IpefcTaeT KaK 3HAYMMBbIN
3JIeMeHT KyJbTypHOU Tomorpadum ropoza. AKyCTuueckui obamk Beaukoro Hosropoga
ILeMOHCTPUPYET, UYTO 3BYKM U LIYMbl BKJIIOUEHBI B MeXaHM3Mbl pOPMUPOBAHUS JIOKA/Ib-
HOM MIEHTUYHOCTH, IepeXXMBaHUSI NIPUHA/JIEIKHOCTH, 06pa30B «MaIoM pPOAVHBI». 3BY-
Yalui ropoJ, BBICTyIIaeT IPOCTPAHCTBOM, Ijie IepeceKaloTcsl 6MooruyecKkue pUTMBbI
TeJjla, COllMaIbHble PUTMBI COODIIEeCTBA U UCTOPUUYECKME PUTMBI JIOKyCa, B KOTOPOM CJIy-
XOBO€ BOCIIPUSITME IOpO/ia OKa3bIBAETCSI HE MeHee 3HAaYMMBbIM, YeM BU3yasIbHOeE.
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ConajibHbIE IMTAPAZ0KChI OTE€YECTBEHHOTO
HOJIUTUYECKOro abceurensma
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ITepMCKUM TOCYAapPCTBEHHBIN MHCTUTYT KyJIbTYyphI, [IepMb, Poccus

oleg.leibov@gmail.com

KJIFOUEBBIE CJIOBA

Poccusa

1990-€e ropbl

MMOJIUTUYECKUI abCeHTen3M
COLIMOJIOTUYECKMEe KOHIIeNIUN
ypbaHusm

colManbHasl CTPYKTypa
COLIMOKYJIbTYPHBIM I'eHe3Uc
NIpMBaTHbIE U IIy6JIUYHBIE
MIPaKTUKU

JAJisi TUTUPOBaHUS:

AHHOTALISA

B cTaTpe paccMaTpuBAIOTCS OCOOEHHOCTM ITOCTCOBETCKOTO IOJIMTUYE-
cKoro abceHTeMaMa 1990-X IT. KAaK UCTOPUYECKM OOYCIIOBJIEHHOTO CO-
LIMOKYJIbTYPHOTO peHOMEeHa B COBPEMEHHBIX O6II[eCTBax: ero reHe3uc,
coZlep)KaHMe, COILMOJIOTUYECKME MHTEPIIpPeTAllMM B OTEUECTBEHHOM U
3apy6eXxkHoM (MpenMylLecCTBeHHO PppaHI[y3CKOI) JuTeparype. JJis aHa-
JiY3a OTEUYEeCTBEHHOro abCeHTeM3Ma IPUBJIEKAIOTCS MaTepuasbl Ia-
HEeJIbHBIX MUCCIIeZIOBAaHUM, MPOBEAEHHBIX aBTOPOM B COCTaBe HAy4YHOI'O
KOJIJIEKTUBA B I'. [lepMu B 1993-2006 IT. B cTaTbe npeacTaBleHbl 110/ -
XOZbl K M3y4yeHUIo abceHTensma B EBpore u Poccun, 060CHOBBIBAETCS
Te3uc 06 OBITHOCTY MIpeACTaBJAEHUN PA3JIMYHBIX HAYYHBIX LIKOJI O €ro
COLIMAJIbHOM XapaKTepUCTuKe. JIOMMHUPYET MHEHME O TOM, UTO ITOJIU-
TUYECKUI abCceHTenu3M IpefCcTaBiisieT co60i MO60UHOe SIBJIEHME COLU-
QIBHOM, 3KOHOMUYECKOM U KYJIbTYPHOM MOJSIPU3ALNYM B COBPEMEHHBIX
ob1ecTBax. B HeM 06HAPY>XMBAIOTCS OZHOBPEMEHHO HACTPOEHUS COLIU-
QIBHOTO TPOTECTA, 3AHSITOCTh PelIeHUEeM >XXUTENCKUX MpobieM U He-
COBITaJIeHME EeMOKPATUUYECKUX MPOIEAYP KYJbTYPHBIM 3ampocaM Co-
BpPEMEHHOM MOJIOZEXU. ABTOpP IOJIEMU3UPYET C TE3UCOM 06 UIEHTUY-
HOCTU TIPOUCXOXIEHUS U COZEPIKAHUS MOCTCOBETCKOTO abceHTen3Ma C
3aIaHOEBPONIENCKUM, TP bSIBIISS CJIEAYIOLIVE apTyMEHThI: MHbIE UC-
TOpUYECKME MHCTUTYIMOHAJIbHbBIE YCIIOBUS €r0 reHe3uca (M3 COBETCKOM
U36MpaTeIbHOM CUCTEMBI); JOMUHUPOBaHME abCceHTEU3Ma CBEPXY HaJ,
abceHTEeM3MOM CHM3Y; pa30ovyapoBaHME B JIEMOKPATUYECKUX IPOILeny-
pax. OTeueCTBEHHBIN a6CEHTEN3M pacCMaTpPUBAETCS KaK OAUH U3 CIO-
CO60B COLIMAJILHOTO CAMOOIIpeZeeHUsT GOPMUPYIOLIUXCS 6YPIKYa3HBIX
KJIACCOB, KaK MHCTPYMEHT COLIMAJIBHOM CTPATUPUKALUU B POCCUICKOM
ob1recTBe. « HOBBIE pyCcCKMeE JIIOAM» TaKMM 06pa3oM MPOKJIaZbIBaIu 3a-
LIIUTHYIO TOJIOCY MEXZY C060J M NMPOYMM HaceJeHUEM, OTKa3bIBasiCh
y4acTBOBaTh B yPaBHMUTEJbHBIX IMOJIUTUUECKUX NTpoLeAypax. AbceHTe-
U3M CBEpXy IMpeAlojaraeT JOMMWHUPOBAaHME TPUBATHBIX NPAKTUK B
IpeabsIBJIEHUY U 3alUTE JUYHBIX M KOPIIOPATUBHBIX MHTEPECOB TEpe],
JIUIIOM BJIACTH, ZepopMaluio U Cy>XeHUe MyBIMIHOTO MOJIUTUYECKOTO
MIPOCTPAHCTBA, 3PO3UI0 MOJUTUUYECKOTO sI3bIKa. Kak Jr060i KyJIbTyp-
HbIM PeHOMEH, BOZHUKIIUI B 3JIMTAPHOM COOOIIECTBE, TTOJIMTUYECKUN
abceHTEeN3M pacIpoOCTPaHSIETCS M Ha HU3IINE CTPAThl, CTAHOBUTCS 3Jie-
MEHTOM MOJIOZEXHBIX CYOKYJIbTYyp. AGCEHTEN3M 1990-X I'T. IpUHA/JIe-
YXXUT UCTOPUM; eT0 3BOJIIOLUS TPpebyeT A0MOTHUTEIBHOIO U3YUeHUSI.
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Social paradoxes of domestic political absenteeism

Oleg Leibovich
Perm State Institute of Culture, Perm, Russia
oleg.leibov@gmail.com

KEYWORDS ABSTRACT

Russia The article examines the characteristics of post-Soviet political
1990s absenteeism in the 1990s as a historically conditioned sociocultural
political absenteeism phenomenon in contemporary societies: its genesis, content, and
sociological concepts sociological interpretations in domestic and foreign (primarily French)
urbanism literature. To analyze domestic absenteeism, the article draws on panel
social structure studies conducted by the author as part of a research team in Perm from
socio-cultural genesis 1993 to 2006. The article presents approaches to studying absenteeism
private and public practices in Europe and Russia and substantiates the thesis that different

scientific schools share common views on its social characteristics.
The prevailing opinion is that political absenteeism is a side effect of
social, economic, and cultural polarization in modern societies.
It reflects social protest, preoccupation with everyday problems, and
a mismatch between democratic procedures and the artistic demands of
contemporary youth. The author argues against the thesis that
the origins and content of post-Soviet absenteeism are identical to those
in Western Europe, presenting the following arguments: different
historical institutional conditions of its genesis (from the Soviet
electoral system); the dominance of absenteeism from above over
absenteeism from below; disappointment in democratic procedures.
Russian absenteeism is seen as both a form of social self-determination
for the emerging bourgeois classes and an instrument of social
stratification in Russian society. The 'nmew Russians' thus created
a protective barrier between themselves and the rest of the population
by refusing to participate in egalitarian political procedures.
Absenteeism from above implies the dominance of private practices
in the presentation and protection of personal and corporate interests
in the face of authority, the deformation and narrowing of the public
political space, and the erosion of political language. Like any cultural
phenomenon that originated in an elite community, political
absenteeism spreads to lower strata and becomes part of youth
subcultures. The absenteeism of the 1990s belongs to history;
its evolution requires further study.
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BBengeHue

B 1969 r. BAUATENbHBIN LIeHTp COLMaTbHO-TIOJIUTUYECKUX UCCIIEL0BAHUN U MHPOP-
Mauuu (CRISP) BBINIYCTUJI B CBET TeMaTUUYeCKU 6royieTeHb «IIoIUTUUYEeCKuil abceHTe-
U3M», TIpe[CTaBMB CBOMM UYMUTATEJSIM HOBYIO COLIMOJIOTMUYECKYIO KOHIEMIMI0: eé Ipes-
MEeT, MeTO/I, KJIloueBble TepMMUHBbI. Ha MepBbIX CTpaHUIIAX aHOHMMHBIE aBTOPHI CTATbU
Pa3bSICHMIIM, YTO 3TO CJOBO O3HAYaeT «KaK IPaBMUJIO, AOOPOBOJIBHOE BO3JEp)KaHME
OT KaKOM-I1M60 aKTUBHOCTU», IPUUEM «BO3ZleprKaHMe BpeJiHOe, TI0 KpallHell Mepe, 3TU-
mosiornyecku» (L'absentéisme politique, 1969, p. 2). IIpexze B Xony 6vim 60j1ee mpo-
CThle OIpeJiesIeHUsl, ONMChIBAaIOIMe CTPAaHHOe IoBe/ieHMe U36upaTessi B MOMEHT BbI6O-
POB: «ABCTMHEHIIMSI — 3TO y4acTue B rOJIOCOBaHMM, HO He I'0JIOCOBaHMEe HU 3a, HU IIPO-
TuB» (Fromont, 1961, p. 492). [Ipy1 3TOM caM TepMMH ObLJI 3aMMCTBOBAH U3 MeAUIMH-
CKOT'O CJIOBapsl.

C Tex mop HeKOrja HOBOE CJIOBO «abCeHTeM3M» BOIIJIO M B aKTUBHBIN MeJUIHBIN
CJIOBaphb, U B Te€3aypyC MOJIUTUUYECKOM COLIMOJIOTUHU, TIepeBe/isl B pa3ps/, yCTapeBIIMX CBOU
MpeXXHMe 3HaueHusl: IpebbIBaHMEe B HETSIX MMIIEPATOPCKUX BaccaJioB BO BpeMeHa Kapo-
JIMHTOB U «IPUBBIUKY OPUTAHCKMX 3eMJIeBJaZiesiblieB MPOXMBATh 3a IpefeaaMUu Up-
JIAaH[ACKUX BJIaZleHUI» B 60jiee mo3aHIOW 31oxy (Robert, 1953, p. 17). 3aBoeBaTenu (rep-
MaHIIbl) pacCeJMJUCh B IIOMECTbSIX, BJlaJesblilaMM KOTOPbIX OHM CTanu. Haxonsch Ha
60JIBIIIOM PacCTOSIHUM OT LieHTPa OOIIIeCTBEHHBIX /1eJI, OHM BCKOpPE MOTEPSIJIN U3 BULLY CO-
6paHus1 Ha MapcoBoMm noJsie u npeHebperyu nocemenueM (Prelot, 1935, p. 83). B pe3yib-
TaTe O6bLJI HaHECEH yIepb CeIbCKOMY X03SIMCTBY MpJlaHAUU, «IIOTOMY YTO B OTCYTCTBUE
CBOMX X03sI€B YITPABJISIOIINE HE MOTJIM UJIX HE OCMEeJIMBaJIUCh 6paTh Ha ce6s1 OTBETCTBEH-
HOCTb 3a Mepbl, KOTOPble MOTJIM Obl YBEJIMUUTD IPOU3BOACTBO MJIN XOTsI 6bI HE UCTOLLATH
nmouBy» (L'absentéisme politique, 1969, p. 2).

O6HOBJIEHMIO SI3bIKA NPEAIIECTBYIOT KaKkue-TO COObITHUSI, paHee MO0 He3aMeTHBIe,
Jin60 He3HauyUTeJbHble C TOUKM 3peHUs HabirogaTeseil M, BO3MOXHO, MPUUYACTHBIX
K HUM OTJAeJIbHBIX Jul, anbo coobuiecTB. [Tonutuueckuit abceHTeU3M U IPOU3BOHBIE
OT HEro CJIOBa: «abCTUMHEHUUSA», «abCEeHTEUCThI» — HEe SABJISIOTCS UCKJIIOYEeHMeM. BKIIio-
YyeHMe UX B MEIUIHBIN CJI0Bapb OBIJI0 CTOCO60M ONMCAHMSI MAaCCOBBIX OTKA30B OT y4acCTUs
B 2JIEKTOPAJIBHBIX MTPOIleccaxX B 3aMaZiHbIX 06IIeCTBax: «AGCTUMHEHIIMSI HEIPEPBIBHO pac-
TET C 1980-X roZ0B, UTO YXXe MOJyuna0 cBoé uMs “deHoMeH abcTUHeHUMU”. OHA CTABUT
IO/, COMHEHME JIETUTUMHOCTD M36paHHbBIX JO/DKHOCTHBIX JIUL U CBUAETEIbCTBYET O pac-
TYIIEM pa3pbiBe MeXAY IpaXJaHaMU U UX MOJIUTUUYEeCKUMU augepaMmu» (Quelle, 2022).

YTO KacaeTcsl aKaJileMUYEeCKOM COLIMOJIOTUM, TO Y KOHI[ENTA MOJUTUYECKOTO abceH-
Teu3Ma MOXXHO OOHAPY>XUTb HECKOJIBKO MCTOUYHUKOB. 3ZIeCh U XXYPHAJIUCTCKME TTOIIBITKU
KaKMM-TO 06pa3oM OO'BbSICHUTh YXOJ OT MOJIMTUKU TPEXJe aKTUBHBIX TPaXJaH, U CO6-
CTBEeHHBbIe HabII0/IeHNsI 3a X0 0M BbIOOPOB, HO Tak)Xe M obpallleHMe K HOBbIM TEOpeTU-
YeCKUM MoJeJIsIM, COOPMYJIUMPOBAHHBIM Ha SI3bIKE COBPEMEHHOM ITOJIUTOJIOTUMN.

I. TeopeTqucxne OCHOBaHMS UCC/IEJ0BaHUS NMOJINTUYECKOIO abceHTenM3Ma

Peuyb UZET O TUITOJOTUU T'PAXKAAHCKOM MMOJUTUIECKON KYJIbTYPhl, BOLIEAIIEN B UC-
TOPUIO HAayKM I10[, MMEeHEM KOHLeNUUU NMapTuuumnanum. «Ilox napTuiumamnmuein B CTpo-
TOM CMBICJIE CJIOBA CJIeZlyET IMIOHMMATh BOBJIEUEHME JIIOJIEN B AEeSITEIbHOCTD CYIeCTBYIO-
IIMX OpraHM3alui, Kak popMasibHbIX, TaK ¥ HePpOpMaJbHbIX» (IHULIKMIL, 1992, C. 32).
CoBpeMeHHO€E O6IIECTBO HEOAHOPOAHO, B TOM UMCJIE€ U TI0 CBOMM KYJIBTYPHBIM yCTaHOB-
KaM. Jlaxke JIIOAM, OCO3HAaWIMe cebsl TpakJaHaMM M TOTOBble IPUOGIIUTHCA K
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MMOJINTUYECKUM aKIUSIM, IPELCTaBISIOT CO60M «CMeCh YYaCTHUUYECKUX, MOAJaHHUYEe-
CKMX UM MapOXMaJIbHBIX OpMEHTAaI M, a IPaXXJaHCKasl KyJIbTypa eCTb 0cobasi CMeCh Irpaxk-
ZlaH, TOAAAaHHBIX U mapoxuanoB» (AnMoH[, & Bepba, 2010a, c. 137).

B MOAEepHMU3UPYIOLIUXCS 06lIecTBax KyJIbTYPHBIM PacKoJ HNPOXOAUT IO JIMHUSIM:
ropoj, — ZlepeBHs; IpakJaHCKasl KyJIbTypa — KyJbTypa TpaAguLiMOHHas1. «ECIM MCIOJIb-
30BaTh BBEIEHHYIO paHee TEPMMHOJIOTUIO, TPaXXJaHCKasl KyJIbTypa — 3TO yUacTHUUYeCKast
MoJIUTHUYecKasi KyJabTypa, IZie MOJUTHUYEecKass KyJIbTypa KOHT'PYIHTHA IOJIUTUYECKON
cTpyKType» (AnMoHp & Bepba, 20106, c. 211). CoBpeMeHHbIe 06111ecTBa HECTAOMUIIbHBI,
IleMOKpaTUUeCKMe€ MHCTUTYTHI MOTYT ObITh He3PpPEKTUBHBIMM MUJIN Ka3aTbCs TAKOBBIMU,
YTO IMOPOXXZAeT «CpeAy AeMOKpaTMYeCKM HAaCTPOEHHOM 4acCTU HaceJeHUSs TeHIeHIUU
K OTYYXXZeHMIO. B 1IeJIoM 3TOT BUJ, HMOJUTUKO-KYJIBTYPHOTO TYIMKa MOXET IOPOAUTH
CMHZpPOM, BKJIIOYAIOIMII B cebsi Kak WAeaJncTUYecKoe CTpeMJIeHMe K Y4acTUIO
B MOJIMTUKE, TaK U OTUYXKJEHME OT MOJIUTUIYECKOM CUCTEMBI, B TOM YMUCJIE OT MOJIUTUUE-
CKMX MapTUH, TPYII MHTEPECOB U CPEACTB MaccoBoM MHopmauuu» (AamoHpg & Bepba,
2010a, C. 142).

BHMMaTe/bHble YuTaTeaAn TPyZAoB I'. AnmoHzga u C. Bepbbl U3 COLIMOJIOTMUYECKOTO
Co0611IecTBa MOTJIM IPUNTHU U K CAMOCTOSITEJIBHOMY BBIBO/LY, UTO IPa)XJiaHCKasl KyJIbTypa
y4acTHs IIpeCcTaBasieT cO60M JIUIIBb OJHY CTOPOHY I'OPOJCKOM IMMOJIMTUUECKOUN KYJAbTYPHI;
HO eCTb M BTOpasi — KyJIbTypa Hey4yacTusl, KyJIbTypa abceHTensma. U cienyeT UCKaTh eé
collMasIbHbIEe M UCTOPUYECKME KOPHU, TPOAYMAaTh CUCTEMY ITIOHSITUM, UCCIIe0BATEIbCKUX
METO/I0B U T'UIIOTE3.

KoHuenuus abceHTen3Ma BollJia B y4eOHMKM, a HeXKeJlaHMe 3aHUMMAaTbCsI KaKoM 6bl
TO HUM OBLJIO TOJUTUKOM — B IOBCEAHEBHYIO XXM3Hb 3HAUUTEJIBHOM YaCTU T'OPOZCKOTO
HaceseHUsl. VICTOPUMKM NMUIIYT O 3aBeplLIeHUM BEKOBOro Iepuoga 60pbbbl eBPOMENCKUX
rpaXkZlaH M TPAXJAHOK 3a IOJUTUYecKue mpaBa: «OTiaydyeHMe paboumx OT MOJIUMTUKU
B 1832 I'. CTUMYJIMPOBAJIO ITOPA3UTEIbHYIO MOOMIM3a1MI0 paboyero kjaacca 4apTUCTaMu
(1838-1848 rr.), BRIIBUHYBIIMMMU MOUTHU BCEILEJIO MTOJUTUUECKYIO ITporpaMmy: usbupa-
TeJIbHOEe IIPaBO JJIs1 MY>XUMH, eXXerojHble BbIOOPHI B ITapjaMeHT, TallHOe I'0JIOCOBaHMeE,
OTMeHa MMYIIeCTBEHHBIX 1IeH30B /IJIsI YIEHOB Ilap/laMeHTa, )KaJloBaHbe /IJIsI YIEHOB Iap-
JlaMeHTa M paBHbIe M361MpaTesibHble OKpyTa. IIPOoIIOo emjé MOYTH CTOJIeTHe, IIpPex/ze 4yem
4yapTUCTCKas IIporpaMma cTajia IopUandecKkon peasibHocThio» (Tuaam, 2010, c. 255).

Opuanyeckoi, HoO OTHIOAb He COLMaJIbHOM. MHOXECTBO JII0/ieN B JEMOKPATUUYECKUX
06111ecTBaX OCO3HAHHO UTHOPUPYIOT CBOM IOJUTUYECKMUE, B TOM UMCJIe 3JIEKTOPAJIbHbIE
IpaBa, NIpeAnoYnTasl B IeHb BEIOOPOB OCTaBaThCSl ZlOMa, He jKejasl )KepTBOBAaTb CBOUM
CBOOGOZHBIM BpeMeHeM. «B mepuoz, ¢ 1992 1o 2005 I'ofi, BCé MeHbllle KaHaZ[1leB ITOCBSIAIN
CBOE BpeMsI IOMOIIY YJeHaM CBOMX COOOIIeCTB MM MOoALEPKKe KaKUX-In60 Ziesl B paM-
Kax O6IIeCTBEHHBIX, TOJUTUYECKUX UJIM aKTUBUCTCKUX opraHu3anuin» (Gaudet, 2012).

II. CoBpeMeHHbIe MHTEpIpeTauy NOJIUTUIYECKOTO abceHTeu3sMa

B COBpeMEeHHOM COLIMOJIOTMUYECKOM JIMTepaType TeMa MOJIUTUYECKOro abceHTen3sMa
IpeJicTaBjieHa BO MHOXeCTBe MHTepIpeTaluii, COOTBETCTBYIOLIUX MapaJurMaJbHbIM
rnoAxozaM aBToOpoB. CpeZiyt HUX MBI 0OHAPY>XMM U aBTOPUTETHBIX aKaZleMUUeCKUX UCCIIe-
ZioBaTeJsiel, M CTY[LeHTOB, ONy6JIMKOBABIIMX CBOM IIepBble, BO MHOI'OM KOMIIMJISITMBHBIE
paboTsl. Ho Bce OHM CXOZSTCS B HEKOTOPBIX MIyHKTaX:

AbceHTen3M SIBJISIETCSI PACIPOCTPaHEHHBIM B COBPeMeEHHBIX OOllecTBax COLiMajib-
HBIM sIBJIEHMEM. «EC/iy TOBOPUTh 06 abCOIOTHBIX BeJIMUMHAX, TO HE XKeJaloT XOAUThb Ha
BBIOGOPBI MUJIIMOHBI eBpornelileB. CKOpO TaKOBBIX OyZieT YeTBepTh OT BCEro HaceJaeHMs,
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MMelolIero npaso rosoca. B CIIIA 3Ta TeHAEHLUS IIPOSBJISIETCS €lLlé spye. JJIeKTOPaJib-
HBIV abCEeHTEeN3M CTAHOBUTCS Ha 3amajie IJIaBHbIM ITIOJIMTUUYECKMM TeueHMeM, HO 06 3ToM
HUKTO He roBoput» (BaH Peitbpyk, 2013, C. 9).

Ab6ceHTen3M — sIBJIEHME He CJIy4yaiiHOe; OH IIpe/iCTaBJIsIeT CO601 HEUTO ITPOU3BOJHOE
OT r7106a/1bHBIX COLIMAIBHO-IIOJIMTUYECKUX U COLIMOKYJIBTYPHBIX IIPOLLECCOB COBPEMEHHO-
ctu (Buprokos, 2018).

Ero camoy pacrnpocTpaHéHHON GOpMOIl SIBJIsIeTCSI abCeHTeM3M 3JIeKTOPaJIbHBIM,
YTO pacCLieHMBAETCSI KaK «IOCTAaTOYHO aKTyaJsibHas Ipobsema B chepe momuTuku» (Cra-
pbIlI, 2022, ¢. 6982). ITo cBOel NpUPOJe «3JeKTOPAJIbHBIN abCeHTEeM3M — 3TO CJI0XKHOe
¥ MHOTOMEPHOE sIBJIEHME», He TIo/iAaloleecst OfHO3HauYHOM olleHKe (BylieHeBa, 2007, C. 3).

B abceHTen3Me o6Hapy>XMBaeT cebsi ColMaIbHOE HEPABEHCTBO: «3JIeKTOpaJIbHasI CO-
LIMOJIOTUSI C CAaMOT'0 Havajla yKa3bIBaeT Ha POJib KyJIBTYPHBIX U COLMAJIbHBIX (PaKTOPOB
B MOJIMTUYECKOM yUaCTUM; CTEIIEHb MHTEpPeca K IMOJIUTUKE 3aBUCUT OT BO3pacTa, YPOBHS
obpa3oBaHusl, NpoPpecCUOHATbHOM AeTeJIbHOCTU U Aoxoma» (Arslan, 2016, p. 35). B gei-
CTBUTEJBHOCTH, 3aMeyvaeT PPaHI[y3CKUI1 COL[MOJIOT, B €r0 CTPaHe «TI'pakJilaHe He pPaBHBI
B moauTuke» (Framont, 2017).

Cpeny abceHTEeMUCTOB MpeobIaZlatoT MOJIO/IbIE JIIOAM: «MX MEHbIIIE BOJIHYIOT BbIOOPHI
U obCcyrkZaeMble Ha HUX BONPOCHl. OHM He OXMU/JAI0T, YTO T'OCYZLapCTBO, @ 3HAYUT, U BbI-
60pbI, 6yZAYyT UrpaTh BEAYIIYIO POJIb B peElIeHUM TeX BOIPOCOB, KOTOPbIe BOJIHYIOT UX
6oJsibllie Bcero» (Pare, 2018).

JasibHel1Iee pacnpocTpaHeHe abceHTen3Ma yIrpoXKaeT JeMOKpaTUUYeCKUM MHCTU-
TyTaM: «ABCEHTeMU3M KaK aKT 3JIEKTOPAJIbHOT'O O0TKa3a, yXOoJ, IpakiaH OT MOJIUTUYECKON
KU3HU MOXXHO CUUTATh NMPSIMBIM BbI30BOM JieMOKpaTusalnum» (FaBpuitok, 2022, C. 79).

A6cenTensm B Poccuiickon defiepalium o CBoeM NpuUpozie U MPOsIBJIEHUSIM ITOJ00€H,
€CJIV He UJEeHTUYEH, €EBPOIENCKMM U CEBEPOaMEPUKAHCKUM ITPaKTUKaM.

III. OTeyecTBeHHBbIEe MHTEPIIpeTaIMM IOCTCOBETCKOro abceHTen3Ma

B oTeueCTBEHHOM COLIMOJIOTUU IIEPBOHAYAIIBHO UCTOKM MOJIUTUUYECKOT0 abceHTen3Ma
paccMaTpUBAIUCh B IBYX U3MeEPEHUSIX: MO0 KaK pa3oyapoBaHue B IIOCTCOBETCKUX pedop-
Max M MHCTUTYTaX, JIM60 KakK KyJbTypHasi HETOTOBHOCTbD K IeMOKPAaTUUECKMM IIPaKTUKaM.

«BMmecTo 0b6elaHHOM UAMJIJIMYECKON KAapTUHBI MPOIBETAKIIEN PhIHOUYHOM 3KOHO-
MUK POCCUICKME TPaxKJaHe y3pesiu XXYTKYI peaJbHOCTh 6ECKOHTPOJILHOTO pacxuille-
HUSI TOCYZLapCTBEHHOT'O MMYIIECTBA, CO3ZIaHHOTO TPYZOM MHOTMX IOKOJIEHUM, I'PYIIIOi
cynepborauei-oJurapxoB U y3KOM IIPOCJOMKON rocyJapCTBeHHOM 6ropokpatuu. Obie-
CTBO CTOJIKHYJIOCH C BOIIMIOUIUM COLIMJIbHBIM HepaBeHCTBOM. VHAMBU/, OKa3aJIiCs O M-
HOKMM M 6€33alllMTHBIM IIepej;, JIMKOM [AMKOTrO pbIHKaA M 6e3AyLIHOM 6I0pOKpaTUm»
(TankuH, 2004, C. 37). HaUe roBOpS, 10 O HOM U3 BEPCU, 3JIEKTOPAJIbHBIN abCeHTEU3M
SIBJISIETCSI TPOTECTHBIM OTBETOM «HM30B» ITOCTCOBETCKOI'O O6IIeCTBA HA KJIACCOBOE U IT0-
JIUTUUYECKOE HEPABEHCTRBO, JONYIIEHHYIO K HUM COLMaJIbHYIO HECIIPAaBeAJIUBOCTb. ['paxk-
ZlaHe 1990-X IT., CTaJI0 6bITh, BeJIU Cebsl B leHb BBIOOPOB KaK >XUTEJIU HebJIaromnogyqHbIX
KBapTaJIOB B ropogax ®paHIMM, Ha IIOJIUTKOPPEKTHOM SI3bIKE HOBOT'O BpEMEHU MMeHYye-
MBbIX MPUOPUTETHBIMM OKpPyramMy JJisl peajmu3aliuy TOPOACKOM MHOIUTUKM: Quartiers
Prioritaires de la Politique de la Ville (QPV).

Bo ®paHUUMU MPUOPUTETHBIN OKPYT ropofckoy noamtuku (QPV) — ato ropogckas
TEPPUTOPUSI, BbIZleJIEHHAs M0 COL[MaJbHO-3KOHOMMUYECKMM KPUTEPUSIM, HAa Heé Halpas-
JIEHbl YCUJIMS TI0 COKpAILleHUI0 HepaBeHCTBA M YJIYUIIEHUIO YCJIOBUM XXU3HU XUTEJIEN.
«3TU TeppUTOPUM, YaCTO XapaKTepU3YIOIIMecss YPOBHEM >XM3HU HMXKE CpeJHero,
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SIBJISIIOTCSI OCHOBHOM 11€JIbI0 TOPOZCKOM TOJIMTUKM, HAIMpaBJIeHHOM Ha obecleyeHue
MMOJIMTUYECKOTO PpaBeHCTBA M COLMAJIbHOM CIUIOUEHHOCTM» (Quartiers, 2025).
Tak B r. JIMOHe, HAIIpUMep, B TaKMUX OKpyrax IPOXXMUBaIM B 2019 T. 158830 XuUTejen,
TO ecTb 11% Bcero HaceneHus (Gomben, 2023).

[Tpo>xMuBalolye B HUX U36upaTesan rojIoCyloT pexe, yeM XXuteau 6osee 6yaroro-
JIYYHBIX KBApPTaJIOB: «3TO OCHOBHAS XapaKTepPUCTUKa M36MpaTeIbHOTO MOBEZleHMSI B Ta-
KMX paioHax. Tak, BO BpeMsl IIepBOTro Typa Ipe3nZleHTCKMX BbI60POB 2017 rojia siBKa Co-
craBuia 38,4% OT uucaa 3aperuCTpMUpPOBAHHBIX U3bupaTesei, IpoTus 22,9% 0o Bcen
MeTponojuu. PazHUIla OCTAéTCs NPUMEPHO TaKOM >Xe€ UM B APYTrMX Typax BbIOOPOB»
(Gomben, 2023).

O peasbHOM CUTyallUM B TOPOACKUX M36MpaTeSbHBIX OKpyrax B PO peub MONAET
I103)Xe, II0Ka >Xe Mbl OCTAHOBMMCSI Ha BTOPOM, Ha30BEM e€ro MCTOPUKO-KYJIbTYPHBIM, I'i-
MMOTETUUYECKOM OCHOBaHMM abceHTeusMa. UnuTtaeM: «JIubepajbHble LIIeHHOCTU 3aKOHOa-
TeJbHO OBbLIM IpeBpallleHbl B HOPMbI ITIOBCEJHEBHOM XXU3HU HeaJallTUPOBAHHOTO K HUM
obuiectBa» (Bopoauu, 2003, ¢. 173). B pe3yyibTaTe JI0/IM HE 3HAIOT, 3aY€M I'0JIOCOBATh,
KaK cZiesaTh BbIOOp, Kak pa3obpaTbcsi B u3bupaTesbHOM MexXxaHMKe U mp.: «IIpobiema
MMOJINTUYECKOTO abceHTen3Ma B POCCUMM CTOUT TaK OCTPO B OCHOBHOM M3-3a OTCYTCTBUS
3JIEKTOpPaJIbHOM KYJIBTYpPhl y HaceJeHMsl, a TaKXKe I'PaMOTHOM IIPOCBETUTEIbCKOM U 06pa-
30BaTeJIbHOM paboThl cpeny Hero» (MaJiblilleBa, 2019, C. 37).

Bp1y10 6bI HEJOTYCTUMBIM JIETKOMBICJIMEM OTHECTUCH K MOLOOHBIM BbICKA3bIBAHUSIM
TOJIbKO KaK K IIIYMYy yUIeAIIero BpeMEHU — BpeMeHM 6eCIJIONHBIX Zle6aToB Ha TeMY CO-
BETCKOI'0 YeJIoBeKa KaK 0CO60r0 aHTPOIIOJIOTUYECKOTO BUAa. «UeI0BeK COBETCKUM — Ue-
JIOBEK MacCOBBIM (“Kak U Bce”), AeMHAUBUAYAJINU3MPOBAHHBIN, IPOTUBOCTOSILUNA BCEMY
3JIMTHOMY U YHUKAJIBHOMY, “IpO3pauHbIi” (TO €CTh AOCTYIIHBIM KOHTPOJIIO CBEPXY), IPU-
MMUTHMBHBIN B OTHOILIEHMM CBOMX BO3MOXXHOCTEM (CYIIeCTBYIOLIUM MUHUMYM ), IOCTOSIHHO
CO3aI0LINN U MPOAOJKAIOIIUI OCTaBaThCs HEM3MEHHBIM U JIETKO M3MEeHsIEMbIM, YIIPaB-
JisieMbii (e-GakTo MOAUMHSIETCS MPUMUTUBHOMY aJMUHUCTPATMBHOMY MEXaHU3MY)»
(Lewada, 1992, s. 9).

C aTuM CyXJeHMeM IoJeMMU3UpoBasia HeMelLKul couuoaor MHrpuz OcBasibni,
yTBep >KZaBlllasi, UYTO rpakgaHe P® B peasibHOCTU JajieKM OT pacpoCTpaHEHHOM Ha 3a-
rmajie OHOMEPHOM CXeMBbI «IIPOCTOT0 COBETCKOT'0 UeJjiIoBeKa», He CIIOCOOHOTO alallTUPO-
BaTbCs K HOBBIM CUTyauusM. «“I'OMO COBETMKYC”, eciv OH BOOOIIe CyIleCTBOBaJl, OKa-
3aJICSI CITOCO6€eH K 06y4eHUI0 — U, CJIeZloBaTeJIbHO, IO OIpeAesIeHUI0 y>Ke He O6bLI TaKo-
BeIM» (Oswald, 1996, s. 672). 3a THEBHbIMU MJIM Pa304apOBaHHbIMMU BbICKa3bIBaHUSIMU
yraZibIBaeTcCsl BIIOJIHE peaibHasl ITpobiiemMa: KaK COOTHOCSITCSI COBETCKME U ITIOCTCOBETCKME
3JIeKTOpaJIbHbIE IPAKTUKU, YTO OXKUAETCS OT U36MpaTesss U UYTO OXKUZAeT U3buparTeb.
Kakyre TeXHUKM My6JIMYHOTO TOJIOCOBAHMSI OH OCBOMJI B MPEXHIOK 310Xy M KaK OH UX
azanTupoBa (Jinbo He afanTUPOBaI) K 31T0Xe HOBOM.

IV. CoBeTckue SJIEKTOPAJIBHBbIC TPAAULUUN KaK NMPEeAIIOChIIKA
IMMOCTCOBETCKOTro abceHTEM3Ma

IIpeXxie BCero, Ha COBETCKUX M36MpaTebHbIX yYacTKaX IMPOMCXOZMUIO COPEBHOBA-
HJe He MeX/y aJibTepHaTMBHBIMM KaHAMJAaTaMM (B u3bupaTesbHOM OrojijieTeHe 6blyia
ofHa GaMmuIMs), HO MeX/ly aruTaTopaMy, OTBETCTBEHHBIMMU 3a SIBKY u3buparesnei. Ile-
pezn nepBbIMU BbibopaMu B BepxoBHbIM CoBeT CCCP cpeziyt TOpOXKaH elié CylieCTBOBaIU
WJLJII0O3UM, Kacalolliecsl BbIZIBM)KEHMSI KaHAUATOB M COIIEpPHUYECTBA MEXAY HUMMU.
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ITapTUIHBbIE aKTUBUCTHI B I'. [IlepMy >KaJ0BaJIMCh, YTO HEKOTOpPbIe HECO3HATEe/IbHbIE
rpakJlaHe COMHEBAIOTCsI, CIIpaBeAJIMBbIE JIM 3TO BBI6OPHI: «ECTh OoIlaceHMe, 4TO y Hac
B paboueM mocénke 6yAyT BpakAebHble MONBITKM. BO3bMIUTE, HAIPUMeED, TaKO BOIIPOC
3JIeMeHTapHBIN, KOrja 3a4al0T: IToyeMy B 610JIIeTeHe OCTaJIoCh IO OLHOMY KaHAUIATY,
KaKoe 3TO TallHoe rojiocoBaHue. KTo ke 3a1aéT Takoyl BOIIPOC, MOHSITHO, €CIM HeZoCcTa-
TOYHO Pa3BUTBIN, €My HaZl0 Pa3bsCHUTH. ECJIM pa3BUTHIN, TO 3HAUUT 3TO IOCIAHHBIN
BparaMu, UJju Bpar, 4ToObl COPBATh I'OJIOCOBaHMUE» .

B mepBble 15 JIeT ZeMCTBOBAJIO HerJlaCHOe IIPaBMJIO: Bce M36MpaTenan OOJDKHbI 6bLIN
OIyCTUTH 6I0JIJIETEHM B YPHBI ZI0 MOJYAHSI. B 1950 I'. arUTaTOp CO CTAXXEM >XKaJIOBAJICS Ha
HeCO3HaTeJIbHYIO CyIpyTy b6yxrajiTepa, 0 BCeil BepOSITHOCTH, JOMOXO3SIMKY; Ta HUKAK He
coryialiaylach yTPOM CXOAUTh Ha M36MpaTesIbHbIM y4yacTOK: «Bo BpeMsi BbI60poB B PCOCP
>)keHa OyxrasiTepa 3axapoBa JBaXKAbl MeHs M3pyraja. HakaHyHe BbIOOPOB sI IIPUXOXKY
U CIIpallMBalo, BO CKOJIBKO Bbl MOXXeTe NMPUIATU; OAHU TOBOPST B 6, 7, 8, 1 3amMUCBIBAIO,
He IIPUILIEJT BOBpeMsi, Uy IPOBEPUTh, MOXET, 60JIeH, yexXasl; U BOT IPUX0XKY K 3axapoBOM,
CTy4y; OHa CIIpalllMBaeT, KTO TaM; 51 TOBOPIO: BacuH; oHa roBOpUT: “UEPT Bac HOCUT, 51 ellé
CyIl He cBapuya” U IBepU He OTKpbLIa»>.

Eciu TnepBOHAYaJIbHO IPOLEeAYypPYy BBIOOPOB 06CTaBJSIM KaK HOBBIM COBETCKUM
MMpa3HUK: OPKeCcTphl, ¢pjaru, TpaHCIapaHTbl, 6ydeThbl, 6ecryjaTHBIM KMHOCEAHC, KOH-
LlepThl, BBIXOJIHAS O/I€X/1a, YKpallleHHasl cOpysl Ha JIOLIAaZsIX U Ip., TO B ITOCTAefHMeE Aecs-
TUJIETUSI BBIOOPBI NMPEeBPaTUIMCh B CKYUYHBIM pPUTyas, PAcTSIHYTbIM BO BpeMeHM. CaMma
npoleaypa ToJIoOCOBaHMUS 6bLIa yIpolleHa [0 MMHMMyMa: IOCETUTH M36MpaTeabHBIN
y4acTOK, IpeZ'bsIBUTh ITaCIOPT, B3Th OI0JIJIETEHb U OIYCTUTD €r0 B YPHY.

MeXxZly TeM MX colyasibHasi QYHKIMSI — OpraHM3alysi 06paTHOM CBSI3U MEXZy Hace-
JIeHMeM U BJIaCTSIMU, IIpeMMYylLIeCTBEHHO MeCTHBIMM, COXpaHsyjiack. Bo BpeMst u3bupaTesb-
HOM KaMIIaHUM aruTaTopbl CO6MPasM XKajoObl U MIPEeJIOKEHNSI: YBEIUUUTb aCCOPTUMEHT B
MIPOZOBOJIBCTBEHHBIX MarasmHax, 00si3aTh >XMJIMILHO-KOMMYHaJIbHYIO KOHTOPY BOBpeMS
MIPOM3BECTM PEMOHT IOA’bE3/IA, HATIOMHUTh 06 OCTAHOBMBIIENCS] OUepeZiyt Ha XXUJIbE, II0-
MOYb YCTPOUTH pebEHKa B 6M3JIeXalIuil JeTCKUM cajll. ATUTATOPhI IepeZiaBaji 3alpOocChl
Haya/IbCTBY, MHOM pa3 3aMCKMBalollle, MHOM pa3 TpeboBaTesbHO: «B MOJIOTOBCKOM pailioHe
JIIOAV CUAST 6e3 BOZbI, KOJIOA LBl 3aBaJIMIMCh. CUTHAJIBI ITIOCTYNIMU/IN B PaiKOM UM PaliyCIIO-
KOM, a KTO IIPUHSIJI KaKue Mepbl, YTOOBI IIOMPaBUTh 3TO Jiesio? Ha BTopoi Beiiiike, TOB. I1aB-
JIIOKEBUY, KaK Ha CeBepHOM II0JII0Ce, JIFOZYM CHET pacTaIlJIMBalOT, YTOObI BOZIOM cebs1 obecrie-
4ynTh. B OKYJIOBCKOM ITOCE/IKe, KpoMe xJjieba, Kosbachkl M BOJAKM, B MarasyHe HUYEro HeT.
ECTb TOJIBKO BBIIIUTH U 3aKyCUTh, a CBAPUTD Kallly He U3 yero»3. OAHUM U3 NOH60UHBIX 3¢-
$eKTOB Takol opraHu3aly n3bupaTeIbHOM KaMIIaHUM ObLJIO CIIOHTAHHOE /leJIerMpoBaHue
COOCTBEHHBIX MHTEPECOB U OXXMUAAHUM BJIACTHBIM CTPYKTypaM, Yallle BCEro MeCTHBIM.

B 06HOBJIEHHOM M36MpaATEJIBHOM CUCTEME, KOHCTUTYLIMOHHO 0QOPMJIEHHOM B 1993 T,
Ha 136uparesisi Bo3jarajam 06s13aHHOCTD CZiesIaTh BBI6OP MeXy MapTUsIMU, 06'beJMHEHUSIMU
U JIULIAMU, HAYIUTHCSI OT/IMYATh OFHUX KaHAUIATOB OT APYTrUX, BBIPAboTaTh /151 cebsi KpUTe-
pUM OLIEHKU JIIO/IeN U MOJIUTUUYECKUX OpTaHU3aluii, HAMTU CBOOOZIHOE BpeMsl ISl 3HaKOM-
cTBa ¢ MHPOPMAIMOHHBIMM (pPeKJIaMHBIMM) MaTepualaMy, IIPaBWIbLHO 3alloJIHUTh U36upa-
TeJIbHBIN OI0JUIETEeHD. 37IeCh SIBHO IIPUCYTCTBOBAJI PACU€T Ha IPaXKIAHCKYIO J06poJeTesib U361-
paTesier, MeX/y TeM KaK OHa 3aByucesia OT MOJIUTUYECKOM U X03SIMCTBEHHOM KOH'BIOHKTYPBI.

! TlepmI'ACIIN. ®. 231. [J. 12. JI. 35, 57.
2 IlepmI'ACIIN. @. 1. Om. 45. . 553. JI. 110.
3 IlepMmI'ACIIN. @. 1. Om. 45. . 552. JI. 25.
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V. DMnupuyeckue JaHHbIe: abceHTen3M CBepXy B IOCTCOBETCKOM Poccum

KpaTkoBpeMeHHbIe BCIBILIKY MOJIMTUYECKON aKTUBHOCTU CMEHSIJIUCDH, II0 BbIpaXke-
HUIO A. M. TOopbKOT0, yracaHMeM COLMaJIbHBbIX HAaCTpoeHU: «HeT, ynaZlok COLMaIbHBIX
3MOI M 06bIBaTE S s1 OO'BSICHSIIO TEM, UTO, KaK TOJIBKO OpraH, SBHO HEMOIIHBIN U HECIIO-
COGHBIN K MOJIUTUYECKOMY TBOPUYECTBY, Hauasl paboTaTh, — 0O6bIBATEJIb HEMEJIEHHO BO3-
JIOXXMJI Ha Hero Bce CBOM HaZeX/bl U YasiHUsI, TOTYAC )K€ CHSJI C ce6s1 OTBETCTBEHHOCTD
3a BCE JasibHellllee M YCIOKOMJICS B NIPMBBIYHOM TOHE JPSIHHEHBKOT'O PYCCKOT'O HUTU-
nmu3ma» (Foppkun, 2016, c. 260).

Ecnu cnepoBaTh oTpaboTaHHBIM B EBpome cxeMaM, TO Ha IIOCTCOBETCKME BBIOGOPHI
ILOJDKHBI IPUXOAUTb B Macce 0o6pa3oBaHHbIe, MHTEJJINTeHTHbIe, obeclieueHHble I'pak-
ZlaHe, CBOero poja nobenurteny. begHewle, pacTepsiHHbIE, Ie30pMEHTUPOBAHHbIE, T10-
6exxZiéHHbIe, TPeXX/e BCero — JIIOAM CTapliero OKoJeHus, T. H. 610[)KeTHUKMY, Taylepu-
3MpOBaHHbIE MHXXEHEPhI U MIPOMBILIJIEHHbIE pabouMe O/KHBI 6b1JIM 6bI OCTAThCS AOMa.
OfHaKoO colMoornyeckoe HabaoeHe 3a U3bMpaTebHOM aKTMBHOCTBIO 3Ty, Ka3aJl0Ch
6b1, ybequTeIbHYI0 TMIIOTE3Y OTHIOAD He MO TBepANIIO:

«B 11es10M NpOBeNEHHBIM aHaIMU3 CBUJETEJIbCTBYET O TOM, YTO Ha OCHOBE OLLeHKM
COLIMAIBHO-ZleMorpapmuiecKux U 3KOHOMUYECKUX PaKTOPOB MOXXHO CTPOUTH IIPESIIO0I0-
J)KeHUSI OTHOCUTEJIbBHO OXXMZaeMOM aKTMBHOCTU M36MpaTesiei: yeM 60Jibllle B permoHe
ZLOJISI TOPO/ICKOT'O PYCCKOT'0 HaceJIeHUs TPYyA0CIIOCOOHOTr0 BO3pacTa M UeM BhllIe TaM OJia-
TOCOCTOSIHME XXUTeJIeN, TeEM HUXKe OyZieT siBKa Ha BeI60opwI» (I'yauHa, 2003, C. 120).

CouyosiorMyecKke MCCAe0BaHMsl, BbBINIOJHEHHble HAyYHbBIMU COTPYAHUKAMU
Kadenpbl KyJbTypoJioTuM IIepMCKOrO HAIMOHAJIBHOTO MOJIMTEXHUUYECKOT'0 MHCTUTYyTa
B 1995-2006 I'T. B paMKax ITpoeKTa «['0poZcKoM n36upaTesnb», CBUAETETbCTBOBAIM O TOM
>XKe caMoM. [TaHesIbHBbIE COLIMOJIOTMYECKMEe UCCIIeJ0BAHUS TPOBOAUIINUCDH 110 KBOTHOM BBI-
6opke (1mos, BO3pacT, obpa3oBaHue, mpopeccuoHasbHasli 3aHSATOCTb, YPOBEHDb JOXO/I0B).
Bcero 6b1y10 omnpoiiieHo 9849 yesioBeK. JIOMOTHUTEIbHBIM MCTOUHUKOM CJIYXKUIU ITy6IM-
KalluM B MeCTHOM IeyaTu. B mpoekTe yyacTBoBaau 1pod. O. JIertboBuY (PyKOBOAUTEID),
A. H. Kabaikos, H. B. IllymkoBa (Hay4YHble COTPYAHUKN).

B T. H. «3JIMTHBIX ZlOMax» BbIOOPBI UTHOPUPOBAIU A0 90% 3aperucTpupOBaHHBIX
uzbuparenen; XUTeIU IIJIaKOOJOUYHBIX JOMOB, IIOCTPOEHHBIX B I'O/ibl MEPBBIX MSITUIIE-
TOK, IPUXOAMUIN Ha M3bupaTesbHble YUaCTKM €/Ba JIM He B IIOJIHOM cocTaBe. B 6ecemax
C HaboaTeIsIMU U3 UMCIA CTYAEHTOB SIBCTBEHHO ITPOCIYIINMBAJIUCH OTTOJIOCKU Tiepe-
YXUTOTO MMM KyJBTYPHOTO IlIoKa. OHM HMKOTZ,a He BU/ieIM CTOJIbKO CTapblX, HEMOIIHBIX,
IJIOXO OJIEThIX, JAakKe MCTOLIEHHBIX JIIOZIei, LieJeHallpaBJIeHHO UAYIIMX I'0JIOCOBATh 3a
OZHOTO U3 KaHJUIATOB.

B 1eHb BBIOGOPOB CIydyaliHble IIPOX0XKMEe MOIJIM YBULETh 3TU Mapajbl 6eHOCTHU Tiepes,
u36yMpaTesIbHBIMM yyacTKaMyM. Hafijo mpu3HaTh, UTO 3TO 3pejuilie OTHIOAb He CIIOCOOCTBO-
BaJIO JXeJIaHUIO 60Jiee 6JIaroIoIydHbIX I'OpOXKaH BCTATh C HUMM B OOILIYIO ouyepesb Iepef,
u36yMpaTesIbHBIMM KabMHKaMu. B 0JHOM U3 MHTEPBBIO, B3SITOM Y MECTHOTO IIpeAIIpMHMMa-
TeJIsl, Ha BOIIPOC, UTO CZieJIaTh, YTOOBI €r0 COCeAM IO MOAbe3y MIPUXOAUIN Ha BBIOGOPHI, ITO-
cienoBasl OTBeT: «Hazio, 4TO6BI IPaBUTEIbCTBO YUPEAMIIO 0CO6BIN GOH/, KOTOPBIM OBI CKY-
nmaji wu3buparesibHble IpaBa y OegHSKOB, a 3aTeM IpojaBajl 6bl HYXXJAIOLIMMCS
B IOJIMTUYECKOM BJIMSIHUM JOCTOMHBIM I'paXkZaHaM. Torga u nogkyma He OyeT, ¥ BpaTb Ha
BbI6Opax 6yayT MeHblie» (MHTepBbIO C B. I1., 11 anpess 2004, . [lepmb).

Oleg Leibovich Social paradoxes of domestic political absenteeism 193




Urbis et Orbis. 2025. 5 (2)

194

VI. A6ceHTEeN3M CBEpPXY KaK CTpaTerusi COLMaIbHOM cTpaTuduKanumn

ITpeAcTaBIsIeTCS, YTO B 3TOM BBICKa3bIBAHMM Mbl OOHAPY>XXUJIM COLMATIbHBIN KIIIOY
K TIIOCTCOBETCKOMY abceHTeu3My CBepxy: JIIOAM, 3aBOE€BaBIIME M COXPaHsSBIINE
B 1990-e IT. 6yp>Xya3HbIM CTATyC, OTHOCMJIMCh K M36MpaTeJbHBIM IIpolieAypaM Kak
K urpe aJjist 6eJHbIX — UT'PEe COMHUTEJIbHOM C TOUKM 3peHUsI MOPaiu, HEKOHCTPYKTUBHOI,
HaIlOJIHEHHOM MaHUIYJISTUBHBIMU NPaKTUKAMU, CEPbIM U YEPHBIM IIMapOM.

Tem 60Jiee UTO CTATyC UX He ObLI B JOCTATOYHOM CTENEeHU MHCTUTYLMOHAIU3UPO-
BaH, OH Tak>Xe 6bLJ1 06eJHEH C TOUKM 3pEHMSI aKTyaJIM3MPOBAHHOT'O B HEM KYJIBTYPHOTO
KanuTaja, ceMaHTMYeCcKM yliepbeH (B XOAy ObLIM CIOBa: «YaCTHUK», «CIEKYJISTHT»,
«6aHAUT», NIV KHOBBIM PYCCKUM»). B TaKOM KyJIbTYPHOM CUTyallMM B KpyTe JI0Jiel, Ipu-
HaJlJIe)XXaBIINX K TOPOJ,CKOMY UCTE6INIIMEHTY, OPMUPOBAIOCH, a 3aT€M U YCUIMBAJIOCH
CTpeMJIeHMe K AVCTAaHLMPOBAHUIO OT ObIeCTBEHHBIX HMU30B, CBOEr0 poja COLMaTIbHON
cerperauuy HaBbIBOPOT.

1711 BepXHUX 5 TBIC. CEMEMCTB (II0 HAalllMM pacyéTaM, OHU M COCTaBJISIJIM BBICILIYIO
COLIMaJIBHYIO CTpPaTy B TOPOJCKOM CpeHeM Kjlacce Ha pybexxe 1990-2000 IT.) usbupa-
TeJbHBIM abCeHTen3M MpPeCTaBJISLII CO60M OLHY U3 CTpPAaTErui COLMaIbHOM CTpaTUPUKa-
uuyu. OHY BBICTPAMUBaJIM COOCTBEHHOE COLIMAJIbHOE «SI», OTTOPaXXMBASICh OT MHBIX T'OPOJ-
CKMX COOOIIIeCTB He TOJIbKO >XeJIe3HbBIMM [ BepsIMM IOAbe3/0B U 3alepThIMM BOPOTaMM
T. H. IPUZ,OMOBBIX TEPPUTOPUM, HO U UY>KJAJINCh MAaCCOBBIX HU30BBIX IIPAKTUK.

CouuasnbHasi pojb u3buparesns Ajs NepMCKuUX Oyp)kya He Oblja HU IIPECTUMIKHOMN,
HU 3pdekTMUBHOM. ['0I0C TpeAIpUHMMATENISI YPABHOBELIMBAJICS I'OJIOCOM JLOMOXO3SIMKU
UIM TIeHCHMOHepa. M36upaTenbHBIM aKT He /[JaBaJl €My CUMBOJIMYECKON NIpU6OHLIH,
60Jiee TOro, OH MOHMXaJI IPUOOPETEHHBIN COLLMAIbHBIN CTATyC, HU3BO/S 40 YPOBHS PSi-
ZlOBOT'O rOpOoXXaHMHa. IlepMckue 6ypiKya UCII0Ib30BaIM OTPabOTaHHbIE B COBETCKYIO 310Xy
KOHBEHIMOHAJIbHbIe METOZbl B3aMMOJENCTBUS C BJIACTHBIMM MHCTUTYTaMM, BbICTpamuBas
MMapTUKYJISIPHbIE OTHOIIIEHMUS C JO/DKHOCTHBIMU JIMLIaMM, OOMEHMBAsICh YCIIyraMy I10 IIpU-
HSITBIM cxeMaM. OHM ITpeAIoYMTaIM pellaTb CBOM IIP06eMbl C BJaCThbIO YaCTHBIM IIyTEM,
Ha OCHOBAHMM OOBIYHOTO MpaBa. Te e U3 IpeAIlpUuHMMaTesIel, KTO BOIIPEeKY 0611[eCTBeH-
HOMY MHEHMIO ITPOSIBJISII IOJIUTUYECKYI0O aKTMBHOCTb, HE PACCUMTBHIBAJI Ha MOALEPIKKY
CO CTOPOHBI COLIMAJIBHO OJIM3KUX eMy corpa)kZiaH. UTobbl mobeauTh Ha BbI6OpPax, OH 3a-
YacTylo UTI'pajl «B KPACHOM YTJIy» II0Jisl, MUMMKPUPYS 10/, CbIHa pabouero, psi0BOro MH-
>XeHepa, 6op1ia 3a HapoAHOe [JieJIo, YeJ0BeKa, COXpPaHMBIIEr0 BEPHOCTbh KOMCOMOJIbCKUM
upeaslaM I0OHOCTU, UAYIIETO BO BJIACTb «paboTaTh», MO0 «3ab6OTUTHCSA O HYXKAAX MPO-
CTBIX IIEPMSIKOB, B 0OCOOEHHOCTY BETEPAHOB TPyAa».

Ha camoM fesie KaHAMAATHI B lellyTaTbl 0OMeHMUBaayu GMHAHCOBBIE PECYpPChl Ha CUM-
BOJIMYECKU] KallMTal — MPUHAZJIEKHOCTh K M3O6paHHOMY «KJIyby I'OCIIOA», eCJIMU BOC-
IM0JIb30BAaThCA KAJIbKOM ¢ HeMelKoro «Herrenklub».

VII. SI3BIKOBBIE U IIOBEJEeHYECKNe NMapagoKChl IOCTCOBETCKOIO abceHTensMa

BepbasibHble IPaKTUKM OTCTABaJIM OT MOJUTUYECKUX, a TeM 6ojiee OT IOBCEHEB-
HBIX, UTO TOTJa BBOAMJIO B 3ab/IyXXK/AeHMe COLMOJIOTOB, [eJlaBIIMX MOMBITKY CIIPOTHO3U-
pOBaTh pe3ybTaThl rojiocoBaHus. [lepen BeibopaMu Oyayiiue abCeHTEUCTHI B IO aBIIsI-
olleM O6OJIBIIMHCTBE OOBSIBJISIM O CBOEM HaMeEpeHUMM TIPUMTU B BOCKpPeECEHbe
Ha U36MpaTeSbHbIN yYaCTOK.
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B XoZie mOCJIeBbIGOPHBIX MHTEPBBIO C «OTKA3HMKAMM» BBISICHUJIOCh, YTO OHM He-
OXOTHO IIPM3HABAJINUCH B TOM, UTO IIPONYCTUJIM aKT I'0JIOCOBAaHMS, a 3aTeM HaxoAUIu 06b-
SICHEHMSI, KaK IIpaBMJIO, JOMAIlIHe} 3aHSTOCTbIO. B KOJIJIEKTMBHOM CO3HaHMM T'OPOXKaH
COBETCKMX IOKOJIEHMM HeydyacTue B BbI6Opax 6bLJI0 NpefoCyAUTEIbHBIM MIOCTYIIKOM — U
IIOTOMY TPe60BaJsIO OIMpPaBAaHU U3 06JIACTU OBCEJHEBHOM, HE MMOJIUTUYECKOM XXUIHUA.

TakuM 06pa3oM, BepxXylLIeUHbI Ha YPOBHE r'OPOJCKOT'0 COO6IIeCTBa MOJIUTUYIECKUN
abceHTeM3M 1990-X I'T. 6bLJI CBOET'0 POJia arperaTHbIM 06pa3oBaHMeM M3 CIIOHTaHHO $op-
MUPYIOLIMXCS MPAKTUK COLMAJIbHOM CcTpaTuduKanymm, Habupasuieir 060poThl IPUBATU-
3auuy MyOJIMYHON XXMU3HU U 3PO3UM AEeMOKpPAaTUUECKMX MpOoLeAyp B MHUpe MOJIUTUKU.
OH CJI0XXWUJICS B CUTyalluy, B KOTOPO coliMabHble I'OPO/CKMEe HU3bI MCKAIU M HaXOAUIIN
B 3JIEKTOpPaJIbHBIX IIpolieflypax CBOEro poja KOMIIeHCallMIO IMaJleHUIO yPOBHS XXMU3HU
U YTPaThl COLIMAJIbHBIX JOCTMXXEHUN YXOAUBIIEN SMOXMU.

3aKjIro4dyeHue

AHa/In3 MOCTCOBETCKOTr'0 MOJIMTUYECKOTO abceHTeu3Ma 1990-X I'OZlOB BbISIBJISIET €r0
MIPMHLUIIMATIBHOE OTJIMYMeE OT 3alaZlHOEBPOIIeMCKMX Moenei. Poccuitckuil abceHTeU3M
XapaKTepU30BaJICs MTapaZiloKCaJIbHOM MHBEPCHEN COLMaJIbHBIX IPAKTUK: He COLlMaJIbHbIE
HU3BI, Kak B EBporie, HO popMUpYyIOLIMecs 3JIUTHI LeMOHCTPAaTUBHO U3beraamu ydyacTus B
3JIEKTOPaJIbHBIX IIpOlieccax.

9TOT peHOMEH cielyeT MHTEePIPEeTUPOBATh KaK OLHY M3 CTpPATEruil COLMaJIbHOTO
caMooIpeziesleHUsI HapoXK/Jalollerocst 6yp>Kya3Horo Kjacca B YCJIOBUSIX HEYCTOSIBUIMXCSI
MHCTUTYLMOHAJIBHBIX PAMOK U KYJbTYPHOM JIETUTUMHOCTU. AGCEHTEU3M CBEPXY BBIIIOJI-
HsJT QYHKILMIO COLIMAJIbHOTO MapKepa, IMTO3BOJISIBIIETO AMCTAHIMPOBATHCSI OT MAaCCOBBIX
MIPaKTUK U YTBEPX/IATh aJIbTepHATMBHbIE KaHaJIbl B3aMMOJIEICTBUSI C BJIACThIO.

JOMMHMpPOBaHME NPUBATHBIX NMPAKTUK HaJ, MyOJIMYHBIMU B chepe MOJIUTUUECKOTO
y4acTus IpUBeo K fAedopMalum feMoKpaTUIeCcKuX MpoLeayp U Cy>XeHUI0 TyH6JIUMIHOTO
pocTpaHcTBa. Kak 106011 KyJIbTYPHBIN GeHOMEH 3JIUTAPHOTO ITPOUCXOXKIEHUS, abCceH-
TeM3M IIOCTENIeHHO PacCIPOCTPAHSIJICSI Ha HMKeJIexalllye coliMajbHble CTpaThl, CTaHO-
BSICh 3JIEMEHTOM MOJIO/IEXHBIX CYOKYJIBTYP U OOBIJJEHHOT'O CO3HAHMSI.

ITocTcoBeTCcKUM abceHTeM3M 1990-X TO/0B MpeACTaBjsieT cCOO60M MCTOPUUECKU 3a-
BepIIeHHbIN peHOMEeH, OJHAKO ero aHaJIM3 BaXKeH JIJIs1 TIOHUMMaHMsI MeXaHU3MOB popMu-
POBaHMS NOJIUTUUYECKUX KyJIbTYP B IepeXOAHbIX 0b111ecTBax. JlajibHellliee UccaeL0BaHe
3BOJIIOLIMYM 3TOTO SIBJIEHUS] B IOCJIEAYIOUIME NeCSATUIETUSI COCTABJIsIeT aKTyaJIbHYIO 3a-
Zlady COBpeMEeHHOM MOJIUTUYECKOM COLMOJIOTUN.
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Xya0)KeCTBEeHHbIe MOJeJIY TOpoja B PyCCKOM MO33UM
kKoHIa XIX - Havasia XXI BB.

. C. CkoponaHOoBa
Benopycckuii rocyiapCTBEHHBIN YHUBepcUTeT, MUMHCK, Pecrrybimka Beaapychk

Skoropanovai@bsu.by

KJIIOYEBBIE CJIOBA AHHOTAIINA

Topoz, B cTaTpe paccMaTpuBaeTCsl dBOJIOLMS Xy[0XXeCTBEHHbIX MOJiesiel I'o-
XyZA0>XeCTBeHHasI MOJeJlb poAda B pycckoy moa3uu KoHia XIX - Havasa XXI BB., IPEJIOMJISIOLIUX
pasBepHyTas metadopa KOHIIeNTyaJIbHbIe NIpe/ACTaBJIeHUsI O COCTOSITHUM U MYTSIX Pa3BUTUSA ye-
KOHILIENTyaJIbHO-0606111a10- JIoBeuecKoy LuBuiAM3aunumu HoBeliliero BpeMeHM. llendb uccienoBa-
11ero xapakrepa HMS — OXapaKTepMu30BaTh Ka4eCTBO XU3HU U OCHOBHbBIE TEHEHLIUU pas3-
CUMBOJIMKA BUTMSI UeJIOBEUECKON ILMBUIM3ALUUM MHAYCTPUAIBHOM M IOCTUHAY-
OJINIIETBOPEHME CTPUAJIBHOM 31I0XU, BBISIBJIEHHbIE PYCCKOM M033uel KoHna XIX — Havana
METOHUMMUSA XXI BB. IOCPEACTBOM KOHILIENITYAJIBHOI'O MUPOMOZEeINpOBaHusd. Penrae-
danTactuka MbIe 33a4uM: 1) U3YUUTh TEOPETUYECKUI aCIEKT MPobaeMbl, 06paTUB-

IIMCh K JIMTepaTypOBeAUYeCKUM MUCCIefoBaHUAM «Mofelb apXUTeK-
TYPHO-XYZL0’)K€CTBEHHOM MJEHTUYHOCTU ropoja» A. B. Llopuk, «MeTa-
dopa Kak cpefCcTBO pellpe3eHTalMM obpasa ropojia B JIOKQJIbHOM TeK-
cre» E. H. Ilyrauésoit, «IIpocTpaHCTBEHHAs] MOJeJb ropoza B $OJIbK-
nope» 0. A. Dmep, «Yes0BeK U TOpPOJ, B PYCCKOM JIMTepaType BTOPOM
nosoBMHEI XIX - Havasa XX BekoB» B. A. I'yceBa, «I[Io3TuKa ropoCcKoro
IIPOCTPAHCTBA B PYCCKOM JuTepaType 20-X rogos (M. Byirakos,
A. T'pus, C. KpxxmxaHoBckuit)» JI. Y. BpoHckoit, «0b6pa3 ropoga B JIU-
TepaType IIOCTMOJZiepHa: K IIOCTaHOBKe BoIlpoca» WM. B. JIMITYaHCKOI,
«MudomnosTuka BiaaguBocTOka B TBOpPYECTBE PYCCKMX II03TOB
XX - XXI BB.» I'. JI. JIeBUHO; 2) U3BJIEYb HEOOXOZMMbIE KOHIIETITya/Ib-
Hble II0JI0XKeHUsT u3 ¢uiocopckux paboT «dunocodpusi cBoboabI»
H. A. Bepagesa, «3akatr EBponbl» O. IIlmeHriepa, «BoccTaHue macc»
X. Opreru-u-Taccera, «Hap3upaTtp U Haka3blBaTb» M. ®yko, «3amaz-
HBIV MUD: YIIaZOK U BO3pOXKAeHMe» A. ToinH6u, «Cobaa3zH» XK. Bompuii-
spa, «IlocTyenoBeyeckoe 6yayuiee» ®. OyKysIMbI; 3) YTOYHUTb Hayy-
HOe TIIpeficTaBjeHMe O [JebUMHUIIUM «XYILOXKEeCTBEHHasi MOJesb»;
4) oTo6bpaTh HEOO6XOAMMBIN JUTEePaTypPHbIM MaTepyuasa M NpoaHaJIU3U-
poBaTh B M36paHHOM paKypce cjeAymoliye I03TUYecKue Ipou3Befie-
Hus: «3aMKHyTble» B. BprocoBa, «Azuie ropoza» B. MasikOBCKOroO,
«Topon, 6ynyuero» B. Xyme6HukoBa, «KpbIicosoB» M. IIBeTaeBo,
«Topoxckue cTonbiwi» H. 3a6ononkoro, «CeBepHbIe 31erun» A. Axma-
ToBOM, «KaHan» A. KymiHepa, «IIpepbIBMCTasi IOBECTb O KOMMYHaJIbBHOMI
kBaptupe» E. llIBapu, «My3bika Apb6aTckoro aBopa» B. OKyZKaBHI,
«Ilonpenp B KoMHaTe» M. Bpoackoro, «Tema gHeBHasgs» C. CTpaTaHOB-
ckoro, «IToama Mcyca 06 Uucyce» K. KezipoBa; 5) IIpOCAeSUTb 3BOJIIO-
LIMIO XyZ,0)KECTBEHHBIX MO/Jiesiell B PyCCKOM 033uM KoHLa XIX - Hayasia
XXI BB. M 060CHOBAaTb KyJIbTYPOUI0COPCKYI0, COLMATIBHO-UCTOPUUECKYIO,
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HPaBCTBEHHO-3CTETUYECKYI0O 3HAUMMOCTb TBOPYECKMX OTKPBITUI pycC-
CKMX IIO3TOB B pacCMaTpUBaeMOM acIleKTe JIJISI YSICHEHUSI UTOTOB UCTO-
puu XX cronetuss u GOpMUPOBAHMSI NPOLYMAHHBIX U IEPCIEKTUBHBIX
NpoeKTOB 6yayiiero. B craTbe MpUBOAUTCS YTOUHEHHAS GOPMYIMPOBKA
MOHATUS «XY[IOXKECTBEHHAs] MOJEJIb», BIIEPBbIE OCYIECTBI/ISIETCS CU-
CTEMHOe M3y4YeHMe XyA0XKeCTBEHHBIX MOJiesIell PyCCKOM IM033UM KOHIIa
XIX - Havasa XXI BB., IPOCJIEXMBAS UX 3BOJIIOIMIO HA IPOTSIKEHUN 60-
Jiee, UEM CTOJIETUE, YTO ITO3BOJISIET PACKPBITH CYLLeCTBEHHbBIE YEPTHI Ye-
JIOBeYeCKOM LIMBuUAM3anuyu HoBelilero BpeMeHHy, IOKa3aTh He TOJIbKO
eé MpoJBMIKEHME B HAYYHO-TEXHUYECKOM OTHOLIEHMM, HO U COLMaIb-
Hble ¥ HpaBCTBEHHBIE ITIOPOKM, IIOsSIBJIEH) e MacCOBOTO 0611ecTBa Macco-
BBIX JIIOJIE} C UX KYyJIBTOM KOHChIOMepMu3Ma M 3THOLEHTpPU3Ma, I'OTOB-
HOCTBIO PaZii Ha)XMBBI U YTBEPXEHUSI CBOETr0 IOCHOJCTBA K JIIOGBIM
dbopMaM HacuIMs Haf APYTMMM, UTO K KOHILY XX CTOJIETUS] IIPUBEJIO
K MMPOBOMY O6IIEIMBUIN3ALMOHHOMY KPU3UCY, TOPOAUB yIPO3Y YHU-
YTOXXEHMS YeJI0BeYeCTBa B TEPMOSIIEPHOM BOMHE. B TO >Xe Bpems: QUK-
CUPYeTCSI HEOCYLIeCTBIEHHOCTh POCCUICKOTO ITPOEKTa «CBETJIOTO 6yAy-
1ero» Kak yTomudeckoro. [Tog4épKkmuBaeTcsl aKTyaJIbHOCTb ITOJIHUMae-
MBIX PYCCKMMU I103TaM¥ IIpo6yieM 1151 COBpEMEHHOCTHU. PaCKpBITHL 0CO-
6EHHOCTY IMO3TUKM pacCMaTpMUBAEMbIX NIPOU3BELEHUN, ITO3BOJISIOLINME
yepe3 efMHUYHOE JIaTb KOHIENINIO BCeobliero. BeISIBJIEHO MCIIOIb30-
BaHMeE pa3BEPHYTONM MeTadopbl KOHIENTYyaIbHO-0606IIa0Iero xapak-
Tepa, CMMBOJIMKM, OJIMLIETBOPEHMS], METOHUMUM, PaHTACTUKM, IPUE-
MOB OCTpaHeHMS, TUIIepP6OJIbl, CIOppeasiM3Ma, I'POTeCKa, UHTEPTEKTY-
QJIBHOCTU. VICIIOJIb3yeMble METOJBI — MepMEeHEBTUYECKUI, MEXIUCIU-
TJIVHAPHBIN.

A1 GUTUPOBAHUS:

CkopormnaHoBa, M. C. (2025). Xy[0XXeCTBEeHHbIe MOJIeIU ropojia B PyCCKOM Mmo33uu KoHua XIX - Havaia
XXI BB. Urbis et Orbis. Mukpoucmopusa u cemuomuka 2opoda, 5(2), 199-213. https://doi.org/10.34680/
urbis-2025-5(2)-199-213
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Artistic models of the city in Russian poetry
of the late 19" - early 21 centuries

Irina Skoropanova
Belarusian State University, Minsk, Republic of Belarus
Skoropanoval@bsu.by

KEYWORDS ABSTRACT
city This article examines the evolution of artistic models of the city in Rus-
artistic model sian poetry from the late 19th to the early 21st centuries, reflecting con-

extended metaphors of a con- ceptual understandings of the state and the development paths of mod-
ceptually generalizing nature  ern human civilization. The study aims to characterize the quality of life

symbolism and the main trends in the development of human civilization in the in-
personification dustrial and post-industrial eras, as revealed by Russian poetry from
metonymy the late 19'™ to the early 21% centuries, through conceptual world mod-
fantasy eling. Objectives: 1) To examine the theoretical aspect of the problem,

drawing on literary studies such as «A Model of the Architectural and
Artistic Identity of the City» by A. V. Tsorik and «Metaphor as a Means
of Representing the Image of the City in a Local Text» by E. N. Puga-
cheva, «Spatial Model of the City in Folklore» by Yu. A. Emer, «Man and
the City in Russian Literature of the Second Half of the 19™ - Early
20" Centuries» by V. A. Gusev, «Poetics of Urban Space in Russian Lit-
erature of the 1920s (M. Bulgakov, A. Green, S. Krzhizhanovsky)» by
L. I. Bronskaya, «The Image of the City in Postmodern Literature: To-
wards a Question» by I. V. Lipchanskaya, «Mythopoetics of Vladivostok
in the Works of Russian Poets of the 20™ - 215 Centuries» by G.L. Lev-
ina; 2) extract the necessary conceptual provisions from philosophical
works «Philosophy of Freedom» by N. A. Berdyaev, «The Decline of
the West» by O. Spengler, «The Revolt of the Masses» by J. Ortega y Gas-
set, «Discipline and Punish» by M. Foucault, «The Western World: De-
cline and Rebirth» by A. Toynbee, «The Temptation» by J. Baudrillard,
«The Post-Human Future» by F. Fukuyama; 3) to clarify the scientific
understanding of the definition of «artistic model»; 4) select the neces-
sary literary material and analyze the following poetic works from
the chosen perspective: «Closed» by V. Bryusov, «Hell of the City» by
V. Mayakovsky, «City of the Future» by V. Khlebnikov, «The Pied Piper»
by M. Tsvetaeva, «City Columns» by N. Zabolotsky, «Northern Elegies»
by A. Akhmatova, «The Canal» by A. Kushner, «An Intermittent Story
about a Communal Apartment» by E. Schwartz, «Music of the Arbat
Yard» by B. Okudzhava, «Noon in the Room» by I. Brodsky, «Darkness
of Day» by S. Stratanovsky, «Jesus's Poem about Jesus» by K. Kedrov;
5) trace the evolution of artistic models in Russian poetry of the late
19 - early 21% centuries. Moreover, to substantiate the cultural-philo-
sophical, socio-historical, moral, and aesthetic significance of the crea-
tive discoveries of Russian poets in this context for understanding
the results of 20%-century history and formulating thoughtful and
promising projects for the future. This article provides a refined defini-
tion of the concept of «artistic model». It offers the first systematic
study of the artistic models of Russian poetry from the late 19 to early
21% centuries, tracing their evolution over more than a century.
This allows us to uncover the essential features of modern human civi-
lization, demonstrating not only its scientific and technological ad-
vances but also its social and moral vices, the emergence of a mass
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For citation:

society of masses with their cult of consumerism and ethnocentrism,
and their willingness to commit any form of violence against others
for the sake of profit and asserting their dominance. This, by the end
of the 20" century, led to a global civilizational crisis, raising the threat
of annihilating humanity in a thermonuclear war. At the same time,
the failure of the Russian project of a «bright future» is recognized
as utopian. The relevance of the issues raised by Russian poets for mod-
ern times is emphasized. The poetic features of the works under consid-
eration are revealed, allowing them to conceptualize the universal
through the singular. The use of extended metaphors of a conceptually
generalizing nature, symbolism, personification, metonymy, fantasy,
defamiliarization techniques, hyperbole, surrealism, grotesque, and in-
tertextuality is exposed. The methods employed are hermeneutic and
interdisciplinary.

Skoropanova, I. S. (2025). Artistic models of the city in Russian poetry of the late 19" - early 21 centuries.
Urbis et Orbis. Microhistory and Semiotics of the City, 5(2), 199-213. https://doi.org/10.34680/urbis-
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VicTopuueckoe I BM>XeHMe YeJ0BeuecTBa 1IJI0 OT 1epBOOBITHBIX, TaTpMapXalbHO-ar-
papHbIX GOPM XXMU3HU K YPOAHUCTUUECKUM, MHAYCTPUATIBHBIM U ITIOCTUHAYCTPUAJIbHBIM.
HeyZnuBUTENIBHO, YTO T'OPOJ, B KOTOPOM KOHIIEHTPUPOBAJIUCH YeJ0oBeUecKue, SKOHOMMU-
yecKye ¥ pMHaHCOBBIE PECYPCHI, C XO40M BpeMeHU HauMHaeT BbINIOJIHSTD BCE Hojiee BaXx-
Hble QYHKIIMM KaK HOBasi ¢popMa COLMaJIbHOM KOMMYHMKAIIMM M OpraHu3aluy U CTaHO-
BUTCS TJIaBHBIM (paKTOPOM HAlMOHAJIBHOTO O6'beIlMHEHUS], TOCYZLapCTBEHHOT'O yIIpaBJie-
HUSI, LEHTPOM Hay4YHO-TEeXHUYECKMUX Pa3paboToK U KyJIbTYPHBIX JOCTUXKEHU, UTO HE OT-
MeHsIeT IIPUCYILIMX eMy TPOTUBOpeunii. 3aKOHOMEPHO BHMMaHMe K peHOMeHy ropojia uc-
TOPUKOB, COLIMOJIOTOB, G1I0CO0POB, KyJIBTYPOJIOTOB, JUTEPATYPOBELOB U pa3HoobOpa3yue
IIpM ero M3yuyeHUM UCIIOJIb3yeMbIX TeOpeTUUYeCKMX M MeTOAMYEeCKMX MoAxonoB. IIpen-
cTaBJieHMe 06 3ToM ZIaéT paboTa «['opoJ KaK IMBUIM3ALMOHHbIN peHoMeH: PprtocoPpCcKo-
ucropmuyeckum aHaaus» O. B. HoBukosoy, B. T. HoBuKoBa. B Hel1 IIpociexxmuBaeTcsl Mpo-
1IeCC CTAHOBJIEHUS U PA3BUTUS UEJIOBEUECKOM IIMBUIM3ALIUY, CBSI3aHHBIM C pacIpocTpa-
HeHMeM TOPOZCKOM KyJIBTYPbl ¥ BaXXHbBIX COLMAJIBHO-UCTOPUUECKUX QYHKIMM, KOTOPbIE
OCYILIeCTBJISIIM ropofa. Yepes Mpu3My ropojia, FOpoJCKOM cpeZibl pacCMaTpPMUBaIOTCS OCO-
6eHHOCTY LMBUAM3AL UM AHTUYHOCTU, CpeiHEBEKOBBSI, HoBOoro u HoBelilllero BpeMeHM!.
Tak, oTMe4aeTcsl MOsIBJIeHNe TPa[aHCKOI'0 O6lecTBa, BO3HMKIIETO KaK IOpOXXeHue
6ypi>Kya3HbIX PEBOJIOLIMNI, MHAYCTPUAJIBHOTO OOIeCTBa 3MOXM 3pesIoro KamuTaau3Ma,
ero Maccomsaluusi M CTaHAapTuU3alus, U3MEHEeHUM NOCTUHAYCTPUAJIBHOTO Iepuoa,
B TOM YMCJIe CBSI3aHHBIX C IOSIBJIEHVMEM KMOEpPHETUKM M MCKYCCTBEHHOT'O MHTeJIJIEKTa,
noxopns 1o ¢eHoMmeHa riobaamsany, IOPOAUBIIETO HOBble TPOOIEMBI.

[TocTenneHHO MOSIBUJIMCh CaMble pa3HOoOpa3Hble 0O603HAUEHUSI MOZeJsiel ropoja,
BO3HMKIIIME B HAYYHO-TEXHUUECKOM U I'yMaHUTapHOU cpefie. Ho, eci TOBOPUTH O JIUTE-
paTypoBeZleHMM, TO HY)KHO OTMETUTBD, YTO paboT 060611ar011ero xapakrepa, OXBaTbIBalo-
LIMX BCIO UCTOPUIO YeJIOBEYECKOM LIMBUIIN3ALMY B €€ IMPeJIOMJIEHUM B XyL0)KECTBEHHOM
TBOPYECTBE, I0Ka He MOSIBUI0Ch. OTHOCUTCS 3TO U K POCCUICKOMY JIMTePaTypPOBEZeHUIO.
PaccMOTpeHHBIMM B O3HAUE€HHOM OTHOIIEHUM OKa3bIBAIOTCSI JIMIIb OTHEe/IbHbIe 3Tallbl
pPa3BUTUSI PYCCKOM JIUTEPATyphl, MO0 OTHesIbHble NIPOU3BENEHMSI COOTBETCTBYIOILIETO
TUIIA, TPUUYEM CJIeZlyeT OTMETUTh, UTO UCCIEAYIOTCSI 06pas3bl ropoja, co3ZlaHHble pyc-
CKMMU NMCATEeJsIMM, @ Ha OCHOBAaHUM UX M3ydeHUs YUEHBIMU-PUIOIOTaMU BbICTpauBa-
IOTCSI OIIpe/ie/IEHHbIe KOHLeNTyaJbHble MOJIe/IY, MHTEePIIPETUPYIOLIMEe CYLIIHOCTD CO3/IaH-
HOT'O (MHOTZia IO LIeH3YPHBIM COOOpaKeHMSIM M 3aMacCKMpoOBaHHyM0). Tak MOCTymaer,
HanpuMep, B. A. T'yceB B JOCTATOYHO COJlep>XaTeJIbHOM CcTaThe «UesI0BEeK U ropof, B pyc-
CKOM JIUuTepaType BTOPOM MoI0BMHBI XIX - Hayasia XX BeKOB» (K TOMY >Xe€ e€CTb y Hero
omnMbouyHble 0603HaUEHMsI HEKOTOPBIX SIBJIEHUI HaTypaM3Ma KaK peajn3ma). BoIsscHSI-
eTCsl, YTO YETKOM XapaKTepUCTUKU NePUMHULIUM «Xy[OXKeCTBEHHasi MOJesb» He Cylle-
cTByeT. CBSI3aHO JXe eé MOsIBJIeHMe B CaMOIl JIMTepaType BMecTe ¢ BO3SHMKHOBEHMEM B
KOHIe XIX - Hayasie XX BB. MOJiepHM3Ma U ero puaocoPCcKO-3CTETUUECKON CIelPUKO.

MoziepHM3M IOPBIBAET C TpaAUIMelN peasn3Ma, OTKa3bIBaeTCsl OT IPUHIIUIIA MUMe-
Cyca ¥ BOCCO3aéT He caM peasIbHbIM MUP, a OIlpe/eIéHHbIe IpeJCTaBJIeHNsI O MUPe, OpU-
eHTUPYSICh Ha CyObeKTUBHBIM pakTOop. B MozmepHM3Me Cy6'beKTUBHOE BpeMs U CyObek-
TUBHOE IPOCTPAHCTBO, AOIyCKaeTcsl TpaHcopMmanus U gepopmalus peasbHOCTU, TaK
YTO POJIb YCJIOBHOCTY Bo3pacTaeT. OTpearupoBajl OH Ha M3MeHeHMe KapTUHbI Mupa B pe-
3yJIbTaTe BO3HMKHOBEHMSI Hekslaccuueckou ¢uimocodoum (A. IllomeHraysp, . Huie,
B. CotoBBEB, A. BeprcoH u Aip.) ¥ Hay4yHBIX OTKPBITUM pybexka XIX-XX cToneTui (OTKpHI-
THEe 3JIEKTPOHA, MOSIBJIEHME TEOPUU OTHOCUTEJIBHOCTH, IICMXOaHaau3a U T. [I.); paclpo-
CTpaHeHbl ObLIM pa3Hble, B TOM 4YMCJIE - B3aMMOOTpUIIAIOLIME TOYKM 3PeHMs, UTO
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3aTPyLHSIJIO IpOollecc MMO3HaHUS, U KaXXIbIi 136upan cBoé. 3asiBuya o cebe TeHAeHLUs
OTKa3a OT MO3UTMBM3MA (= ByJIbrapusaly MaTepuaamsMma), obpalleHus He TOJIbKO K
palMOHaJIbHBIM MeTOZ,aM MMUPOOCMBICIIEHMSI, HO ¥ K UHTYUTUBU3MY, MUCTUKE, UppaL -
OHaJIN3MYy, IPUBOASIINM B ZielicTBUe PpakTop 6ecco3HaTesIbHOTrO. [I0OCKOIbKY JIMTepaTypa
criocobHa B6MpaTh B cebs1 U TO, U APYyroe, MOIMYJISPHON CTAHOBUTCS UAesl KyJIbTYPHOT'O
CMHTe3a JInTepaTypbl U ¢uiocopuu. OHa IMoydyaeT BOIUIOLIEHME yXXe€ B CMMBOJIU3ME,
HayaBIIeM OCYLIECTBJISITh KOHIIENTyaIbHOE MMPOMOJeIMPOBaHMUE, MCIOJIb3YSl «UIEU
B obpasax». MoryT npuberaTb aBTOPHI 4 K CO3JaHUIO «XyZ0XKECTBEHHBIX MOJiesIel», BOC-
CO3JAI0UIMX UX MIPeACTaBJIeHMSI O MUpe, B TOM UMCJIe, UCII0JIb3ysl 06pa3 ropoza.

XyZoXxeCTBeHHAasl MOZleJib — 3TO pa3BépHyTasi MeTadopa KOHLeNITyaIbHO-0606111a10-
LIEero XapakTepa, BBISIBJSIONIAsI CYyLeCTBEHHBbIE UepPThl ONpeesIEHHBIX CTOPOH >XM3HU
WJIV TEHZeHIIUM €€ pa3BUTUS B KyJAbTypduiocopckom kiaroue. OgHOoMN n3 GopM eé IposiB-
JIEHUSI CTaJI0 UCII0JIb30BaHMe B JuTepaType obpasa ropoja Kak CMMBOJIa COBPEMEHHOM
LUMBUIAM3a UK. Peasnn3ys CBOIO 3aZiauy, aBTOpHI (IIOMMMO y)Xe 03Ha4eHHOro) npuberaamu
K CMMBOJIMKE, OJIUIeTBOPEHMIO, METOHUMMM, Tullepbosie, paHTACTUKe, MHTEPTEKCTyaJIb-
HOCTY ¥ MHBIM BUJlaM YCJIOBHOCTMU.

[IepBBIM B MMPOBOM JIUTEpPATYype IMOUIEN 10 3TOMY IIyTU 6EIbTUMCKUM TTO3T DMUJIb
BepxapH Kak aBTOp KHUT'M «I'opoga-cupyTei» (1895).

B pycckoyt nuTeparype pybexxa XIX-XX BB., annoxu CepebpssHOTO Beka, MepBBIM 06-
PaTUICS K BBISIBJIEHUIO COCTOSIHMSI COBPEMEHHOM LIMBUIM3al MU ITIOCPEACTBOM MUCII0Ib30-
BaHMS Xy 0XXEeCTBEHHOUM MO/JieJiM ropoja M03T-CUMBOJUCT B. BplocoB B 1osMe «3aMKHY-
Thle» (1901). HoBM3HaA mpefIpUMHMMaeMoOr'o IMOAXo[a MOAYEPKHYTa y)XXe HallMCaHMeM
CJIOBA «TOpPOA» — KaK 0603HaueHMsI MecTa AelCTBUS — ¢ 60J1b1110M OyKBbI: ['OpOZ,.

SIBCTBEHHO OILLYTMMO BO37AelcTBMe Ha B. BprocoBa ¢ummocopum . Huiiie, ocylie-
CTBMUBIIETO COKPYIIUTEIbHYI0O KPUTUKY €BPOIECKOM OypiKya3HOM LMBUAN3auu. OgHAKO
B. BprocoB BKJIIOUAET B €€ COCTaB M €BPOIEU3UPOBAaHHYIO Poccuio. OH He CKJIOHEH IIpe-
yMEHBIIATh JOCTMKEHM ['opoia Ha Ty TU MaTepUaIbHO-TEXHUYECKOT'0 IIporpecca, YTo Mo/ -
4yE€pKUBaeT [eTIM3MPOBAaHHOE OIMCaHMe OOIIero B1/ia BeJIMueCTBEHHbIX 3[laHNM, YX0XKeH-
HBIX YJIUI, TUIOLa/el, MapKoB, LiepkBeil. HO 3TO KaMeHHasi rpoMaZia IOYTU BBITECHSIET
n306parkeHue JIroJiel, OKa3bIBAIOIIMXCS KaK 6bI B pabcTBe y I'opozia M CJIOBHO pa3yuuB-
LIMXCSI XKUTD — II0-HACTOSIII[EMY JIIO6UThb, MeUTaTh, Iep3aTh, BeAYyIMX MTOIIJIOe aBTOMaTHUYe-
CKOe CyIlleCTBOBaHMe, CIeflysl JaBHO OOBETIIABIIMM HOPMaM U IICEBAOLLEHHOCTSIM:

W noHsA §1, UTO 3[eCh Lapuj KYMUP eAUHBIN:
OO6BIYHOM BHEMIHOCTU. IIpes; MCKPEHHOCTBIO CTPax
Top)XecTBOBaJ U B XpaMe, U B TOCTUHOM,

B cTuxax u Bepe, B XKecTax U CJIOBax.

JK13Hb, NOAUMHEHHAS IPUBBIUKE U YCIOBBIO,

EjleeM JaBHOCTM 6bIJIa OCBSAIIEHA.

HuxkTO He cMeJl — HU CKOP6bI0, HU JII060BBHIO
VYIuUThCsA, KaK BUHOM IIbLJIAIOIIUM, 10 AHA;

HuKTO He moABIMAJI C JIUIIA XOJOAHOM MACKMH,

Y KaXXIbIM B3TJISILOM JITAJI, Y TIPSTAJ KOKIbIN KPUK;
PacuéToM M YMOM BCe OCKBEPHSIJIU JIAaCKU

U 6eperau cBoy nmadoc nauinb Ajist kKHur! (Bprocos, 1987, cc. 112-113).

B. BpIOCOBBIM MCIIOJIb3yeTCsI IIPUEM OCTPaHEHMSI IIPUBBIYHOTO MTOCPEACTBOM BOCCO-
3ZlaHUSI BOCIIPUSTUSI U KOHLENTyaJIM3aluyu HabJII0aeMOro JUPUYECKUM T'epOeM-MHO-
cTpaHueM. TOT oluyilaetr cebss eqUHCTBEHHBIM >XUBBIM CYLIECTBOM Cpeay IYXOBHBIX
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MEepPTBEL|0B, MeUTaeT BbIpBAaTbCS U3 Iropo/ia 3aMKHYTBIX. 3arjlaBue IIpou3BeeHUs — TOXe
CMMBOJIMYHO: peub UIET O JIIOJSX, TPebbIBaloIIMX 110/, 3aMKOM, B CBOEro pozia TIOPbME,
BBICTPOEHHOM M3 OTOPBAHHBIX OT XXM3HU AOIMaTOB, CKPEIJIEHHBIX [JeMEeHTHBIM pacTBO-
POM IPUBBIYKU. JIMPUUYECKUIM T'epOoil BUAUT B SIBJ€HHOM eMy 'opojie mpenynpexaeHyue
[LJ1s1 4yeJoBeyecTBa, KaKoBoe XAET rubesb, ecjii OHO He ONIOMHUTCS (TaKoBa MHTEHLMUS
nmo3mbl «KoHBb 6s1ez1», 1903). B cTUXOTBOpeHUSX Xe «['psiayiue T'yHHBI» (1904-1905) U
«T'opopy» (1907) B. BprocOB Ipu3bIBaeT BBIXOASILIMX Ha MCTOPUUYECKYIO apeHy HOBBIX
BapBapoOB OOPYLIMTHCS Ha CTApblil MUP U COKPYWIUTDH ero. dunocodpuss ®. Huilire, KOTo-
PYIO OH pasfesseT, yrnoao6sseTcs: JeKapcTBY-sAy, yo6MBawlleMy YyBCTBO ITIOKOPHOCTU
cyZabbe, TpUMUPEHHOCTU C LYXOBHOM HMUIETOM M HPABCTBEHHBIM pabCTBOM U Jaxke [0-
IIyCKaeT BO3MOXXHOCTb pa3pylleHNsI MHOTOBEKOBOM KYJIbTYPHI.

ITpoZo/DKMUIT KOHLeNTyaau3anuuioo obpasa ropoza aBaHrapZu3M Kak caMasli paju-
KaJsibHasl BeTBb MojepHMu3Ma. O B. MasgskoBckoM M. I'OpbKMM TaK M Hanyucaad: «3TO — MO3T
ropojia co CTOPOHBI COZiepPIXKaHMsl, 03T IUIIepOOoJIbI CO CTOPOHBI TpuémMa» (F'opekuii, 1990,
c. 7). L cam B. MasiKOBCKUM B CTUXOTBOpeHUM «IlocayliaiTe!» rOBOPUT O cebe Kak O Ta-
JIaHTe, CIOCOOHOM CO3[aTh CBOIO MapTUTYpPyY ropoja. I'slaBHasi KOHLeNTyaJlbHasi MHTEH-
uus, onpegensioias y B. MasKOBCKOTO CYIIHOCTb Iopofia KaK OJIMILeTBOPEHUS COBpe-
MEeHHOM LMBMJIM3ALMY, BbIpaXKeHa MeTadpopuuecku. 3To Afuile ropoga (Kak Ha3BaHO U
CTUXOTBOpPEHMe 1913 rofzia), TO €CThb 3TO afi, KyZia 3a)KMBO ITOMellleHbl Joau. KoukpeTu-
3UPYIOT IIpeicTaBjieHre 0 HEM MeTadopuyeckue 060pOoThl, aKLeHTUPYIol1e OTTaJIKMBa-
lee, 6e306pasHoe, 6e34ylIHOE, 6ecuesIOBEeYHOE:

Vauna mpoBainiiach, Kak HoC cubuantuka (MasskoBckuii, 1987, c. 53),
TyMaH C KPOBOXXaTHBIM JUIOM KaHHM6as1a (MassKOBCKUM, 1990, c. 26),

a ¢ 3amnazia naziaeT KpacHbI CHeT
COYHBIMMU KJIOUBbSIMMU YesioBeubero Msaca (MasskoBckuii, 1987, c. 54), —

160 xe - (1)0Ky€Mpy}OH_U/Ie HEeCYaCThbEe U CTpaJaHUE XXEPTB 6ecuesI0BEYHOTO MHUpa:

Yauua MyKy MoJrya népsa.

KpMK TOPYKOM CTOSIJI U3 TJIOTKMU.
TonopinInch, 3aCTpsBLIME ITOIEPEK ropJia,
IMyxJible taxi ¥ KOCTJIsSIBbIE IIPOJIETKMU.

I'pynb UcCIIeeXonuiIn.

YaxoTKHU IJIOIIE.

Topop, mopory MmpakoM 3amnep (MasskoBckuii, 1988, c. 11).

Yauua 1 eé mpuMeThbl aHTPOIIoMopdU3npyIoTCs, 61aroapsi 4eMy Kak 6bI IpopbiBa-
eTCsl KPUK U Iy1ad 06e370/1eHHbIX. 'opos, y B. MasikOBCKOTO — BUHOBHMK BOCTOPKECTBO-
BaBIIEro MpaKa U CTpaZlaHMsl, UYTO UCIIBITHIBAET Ha cebe 1 caM IT03T, KOHCTATUPYIOLIUIA:

MBI,
KaTop)XaHe ropoza-jaernpo3opusi (MasskoBckmit, 1988, c. 13), -

TO €CTb KOJIOHUSI TPOKAXKEHHBIX.

Ompyiiasi ce6s1 He CMMPUMBIIUMCS, HOBBIM 3apaTyCTpPOM, MO3T OYHTYeT IPOTUB Cylile-
CTBYIOIIIEr0 NOpsiiKa Bellleil ¥ BO3MOXXHOCTb OCBOOOXeHMsI OT BJIACTU I'opofia, TO eCThb
KanuTajJu3Ma, BUAUT B PeBOJIOLMM, IpefipekaemMoil B mosMe «0O6j1ako B ILITaHaX»
(1914-1915).
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T'opoay-azy B fanbHeuileM B. MasikOBCKUM IMPOTUBOIIOCTABUT I'OPOJ,-CajJl, — aHAJIOT
paiiCKOro cajia, 0XXMUJA0IIEerocsi I03TOM IIPU KOMMYHU3ME.

ByzeTnsiHuH B. X71e6HMKOB B CTMXOTBOpeHUM «Il'opox 6yayirero» (1920), 6a3upy-
SIChb Ha CO6CTBEHHOM 3cce «MBbI U loMa. MbI U yaULETBOPIbI. Kpuuasib» (1915) U CTUXO-
TBOpeHUM «Bo33BaHue Ilpencenarenaent 3eMHOTO 1apa» (1917) AaéT CBOIO Xy/L,0XKEeCTBEH-
HYI0 MOJiesIb UZleaJIbHOT'0 0611lecTBa, MPeobpakEHHOT'0 COLMAaIbHO, HAYyYHO-TEXHUYECKH,
ryMaHUTApHO B MHTepecax Bceobulero 6sarofeHcTBUsI. C MO3UIUI aHAPXO0-KOMMY-
HM3Ma, OTpUllas KaK PeJIMKT IroCyJapCTBO, OH YTBEPXKAaJI «HAATOCyZapCTBO» TBOPIIOB —
eIMHYI0 CBOOOAHYIO0 ¥ TYMaHHYI0 OGLIMHY 3€eMHOrO 11apa.

T'opoa, B u3obpaxeHuu B. Xyie6bHMKOBa Hey3HaBaeMO M3MeHWICS. Hazensss ero
Ha3BaHueM CoJIHLleCTaH, aBTOp NMOAUYEPKMUBAET, UYTO OH 3aJIUT COJIHLEM, €ro JiydaMu, IIpo-
HM3aH CBETOM M TeIJIOM, K TOMY K€ yCTPeMJIEH BBbICh, B HE60, CJIOBHO ITPOJIMTOE Ha HEro
«M3 CMHero KyBlIMHa». He pa3HOMacTHO-yb6ormue oMa, a BBICOTHbIE MHOT'O3TaXXKU U3
CcTekJia M 6eToOHa 06pa3yloT eAMHOEe CTPOMHOE Liejioe. VI OHM OTHIOZLb He OLTHOOOPAa3HbI: TO
06pa3yoT ABOPLBI-CTPAHUILBI, TO IOM — PACKPBITYI0 KHUTY, TO JOM-COTBI, TO «BBICOKMUX
TOPHML, CTBOJI», KaK 6bI coeivHsIs B cebe LIMBUIM3ALMOHHO-KYJIBTyPHOE M IPUPOAHOE,
HaKoOHell; MO6uIbHbIe loMa («)KMBble TOPHUIIBI»), IIepeMelallecs: II0 OCUM BMeCTe C
conHueM. HexxuBoe y B. Xyj1e6HMKOBa aHTPONIOMOPPU3UPOBAHO («JIOBI CTEHBI», «TOJIIA
IIPO3pavyHO-CBETJIBIX OKOH» ), aKIJeHTUPYS, HACKOJIbKO yZI06eH ropos, s e, mpeso-
CTaBJIsIsI UM BC€ HeobxoamMoe 115 )KM3HM. CaMble BbIZlalolyecs: rpaXkaHe, 60sbliie Bcex
cAeyaBliive OJi CO3LaHUs ropoja HOBOI'O TUIIA, YBEKOBEYEHBI:

Ha yépHOM BbIpe3e XOpoM
CtrouT ToJINa JrojAen 3aBeTa (XiebHukoB, 1986, c. 119).

LIapsiT B rOpojie BJAaCTh MBICJIM ¥ TBOPUECTBA, M CAM OH HAallOMMHAET XY/L0)KeCTBEH-
HOe IIpOoM3BeJleHNe, Hecylllee HOBYIO KpacoTy.

Vcnonb3yeMast paHTaCTMKA He IOMellasa ONpeeséHHBIM IIporHosaM B. Xye6Hu-
KOBa OCYIIECTBMUTBHCSI B OTJIMUME OT CaMOTrO IIPOEKTa «CBETJIOro OyAyliero», mpasjia, u
IIOHBbIHE MMEIOLIEero CBOMX IMPUBEPIKEHIIEB.

B 1920-e rofipl XapaKTepHYI0 TeHJEeHIMIO pa3BUTUS YeJI0BeYeCKOM LMBUIN3ALUN —
BO3HMKHOBEHME MacCOBOT'0 06111eCTBa MaCCOBBIX JIIOZiel — IPeJIOMUIIU ITO3TUYECKUE ITPO-
u3BezeHuss M. liBetaeBoit u H. 3a60J1011KOT0, IPMUUYEM IiBeTaeBCKasi mosMa «KpbICOJIOB»
(1925) co3zaHa Ha MaTepuaJie 3aaJHOeBPOIENCKOM NeNCTBUTEIbHOCTH, KHMUra H. 3a60-
soukoro «Ctosbibi» (6osee mO3AHUNM BapuaHT - «I'OpofcKMe CTONOIbI») — HAa MaTepu-
ajie TIOPEBOJIIOLMMOHHOM COBETCKOM. I'Opo/; B 3TOM Cilyyae KOHLEeNTyaJu3upyeT caMo Ka-
YeCTBO XXM3HU, a He GOpPMy COLMaJIbHO-IIOJIUTUYECKOM OpraHM3aluu Kak 6ypiKyas3HOMH,
TaK ¥ COLLMAJIUCTUIECKON CUCTEM.

CorstacHo X. OpTere-u-T'acceTy, MacCOBOe O6II[eCTBO — 3TO O6IIeCTBO MAaCCOBBIX JII0-
Zleil, JOBOJIBCTBYIOIIMXCS NTOTPebIEeHMEM TPOAYKTOB COBPEMEHHOM LIMBUIM3AI MU, YCBO-
eHMeM T'OCIIOZCTBYIOUIMX B HEM CTAHAAPTOB, LEMOHCTPUPYIOUIMX AYXOBHYIO YOOI OCThb, U
B 3TOM OTHOLIEHUM HEOTJIMUMMBIX ZIpyT OT JApyra: JelepcoHaJIM3UPOBAHHBIX IMOCPE/-
CTBEHHOCTEMN.

M3o6paxkas B mosame «KpbIcoysioB» HeMelkui ropof, FammenbH, M. [|BeTaeBa JieaeT
€ro MOZIeJIbI0 MaCCOM3UPYIOILIET0Csl TepMaHCKOT'0 O6IIlecTBa € ero ueajsoM MeIIaHCKOTo
pasi — «CBITOCTBIO CBITBIX». IHTEpecyeT raMMeJIbHIIEB JIMIIb Ha)KMBa U y6JIa)KeHHeE TIJIOTU
IIPM TIOJITHOM OTCYTCTBMM AYyXOBHBIX MHTEPECOB M KpalHEM CaMO/JO0BOJILCTBe. II03TOMY
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y M. IiBeTaeBOM 3TO HeMeL KU1 Mupropos, LLapCTBO «MEPTBBIX AYII», OTPaXKalolUXCs
ApYyr B Apyre.

SI! B MOXXMparwIeM 60JbIINHCTBE
«5I» o3HauaeT - «Bce» (LIBeTaeBa, 1984, C. 444).

JernepcoHanM3alMsI M Maccou3alys 37eCh IPUBETCTBYIOTCSA. XKM3Hb B [aMMeIbHe
JINIIeHa KaKUX-JIM60 SIpPKUX COOBITUM, OTHOOOPa3HO-MOHOTOHHAsI, ITyCTasi:

- UyTb 06yT-0OZeT —

Vok ontATh 06ey (IlBeTaeBa, 1984, C. 422), -
MoAUYMHEeHAa yTBepAUBLIEMYCSI CTAaHAAPTY:
He mepe-yepe3-kpait!

Jaxke 1 B Mepe 3Hal

Mepy (LIBeTaeBa, 1984, c. 417).

Bcemy npeanoumuTaeTcs
Oyx ceiToctTu guBHBIN! (IIBeTaeBa, 1984, c. 410).
VIpoHMYEeCKUI OTTEHOK ITpuobpeTaeT y M. LiBeTaeBO caMO Ha3BaHMe Iropoja:

- 'ammenbH? [Ipo3pen:
Biromo, u en

C NMBOM B OJHOM IIPUSITHOM
O6iiectBe: Hammelbraten (IlBeTtaesa, 1984, c. 429), -

IepeBoZ, IToCaeJHEero0 C HeEMEIKOTo - )XapeHasi 6apaHuHa. OTclofia — U ollpefiesieHue:
- 'ammenbH? OTEK
Moara (IlBeTaeBa, 1984, c. 429).

Kak «BeznjiaMm BakaHTHBIN» BOCOIPMHMMAIOTCS B 'aMMesibHe

Humine, renuu, pupmaun,
IITymaHsbl, My3bIKaHTHI (L[BeTaeBa, 1984, c. 405).

Haka3aHbI MaccoBble oM y M. LiBeTaeBoi He TOJIBKO OCMesIHMEM, HO U NpeJicKa-
3aHMeM OTCYTCTBUS y [aMMesibHaA OJIHOLLEHHOT'0 6yylliero, YTo BpeMsl NOATBEPAIIO.

B MozenupyemoM >xe ropoze H. 3abosoikoro mpocTymnamT IpuMeThl IleTepbypra,
cTaBulero JleHMHrpazomM. OfHaKO CPaBHUTEIBbHO C IIpeAllecTBeHHMKaMU-KJIacCuKaMy 06-
pas 3TOro ropojia TpaBeCTMpOBaH, 160, 6yZyuM IpociaBjsieM B COBETCKOI IIpoIaraHze Kak
«KOJIBI6EJIb PEBOIIOLMN» Y CBETOY AJIS1 TPYASAIIMXCS MUPa, B «[OpoACKUX cTOIOLax» (1929)
3TO rOPOJ, MacCOBBIX JIIOJlel HOBOM dopMaliuy, IPeIIOCbIIKM [IJIsi BO3HMKHOBEHMST KaKo-
BBIX CO3/jajIa PEBOJIIOLIMS, Tlepepaclipeie/InB COLlMabHble POJIM U C/AejIaB MaJIo0bpa30oBaH-
Hble ¥ MaJIOKYJIbTYpHbIE «HU3BI» — «BepXaMM», BO3HOCS MX Ha HeNOCSATaeMylO BBICOTY,
TO €CThb NpeJesIbHO uaeanu3upysi. H. 3a6001k1i1 )XKe pa3BeHUYMBaeT MU} O HOBOM, IIpe-
KpacHOM 4eJIOBeKe, BOCCO3/IaéT I'POTECKHO- IPUMUTUBUCTCKMUI MUP, OTTAIKMBAIOLIUIA J10-
MMUHMPOBaHMEM B HEM QU3MOJIOTUUECKOT0, 6€3yXOBHOT'0, aHTUKYJIbTYPHOTO.

VHAVBUyaIM3MpOBaHHble yesioBedyeckue GuUrypnl B «[OpOJCKMX CTOJIOLIAX» OTCYT-
CTBYIOT — IIpe06s1ajaloT IPYIIIOBble M MacCOBbIe ClieHbl. O6lyie IpUMeThI, yKa3blBalolye
Ha MaCCOMJIHOCTD: «IIJIOCKMeE JuIla», «Kpuyaiasi peub», MHGaHTUIIBHO-«MJIafleHuecKue»
KayecTBa IepexosiT U3 CTUXOTBOPEHMS B CTUXOTBOPEeHMe. Bce MepCcoHaXky CTUXOTBOPEHMS
«VIBaHOBBI» HaZleJIEHBI OJTHOM U TOM Xe paMuiiven U HEOTJIMYUMBI B CBOMX ITOCTYIIKaX, YTO
aKLeHTUpyeT cTaHAapTMu3auyMio. Hepegko Macca 0603HadaeTcst Kak «ToJja», obpasyoomias
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Kak Obl efuHOE TeJyio, IPUUEM y HEro MOXXeT He ObIThb I'OJIOBbI, KaK B CTUXOTBOPEHUU
«IIUpK»:

3aJ1 TpSICETCS, KaK KJIMKYIIA,
U ctyuuT HOoramu B 1101 OH (3abosonknii, 1983, c. 76).

YacTb yesioBeKa MOXKeT 3aMellaTh y [103Ta, Ipuberarlero K Cloppeain3my, 1ejoe,
MIPUYEM M y TAKOT'O CyIIeCcTBa OTCYTCTBYET I'ojioBa:

Tam OT IUIUTHI U IO COPTUPA
JInub 6a6pM Tys0BHUIIA CKAYyT (3abosouknii, 1983, c. 62).

Boob61iie y H. 3a60J1011KOT0 MHOT'O KaJleK, YPOZIOB: MAacCOBBIN YeJI0BEK CJIOBHO BbIBOpPaA-
YMBAETCSI HAM3HAHKY, «MAaTEPUAIMUIYETCSI» €r0 M3YPOZOBaHHAs AyIia. [lepcoHaXk «PhI6ben
JIaBKM» JJaH KaK OAMH CIUIOIIHOM OpraH MUIlleBapeHUs: eAMHCTBEHHAasl UAYyIAsl B HeApax
ero HaTyphsl paboTa - 3To paboTa OpraHOB BHYTpPeHHeM cekpeluu. Hepeako encTBUS nep-
COHa)XeM, COCTABJISIOLIMX TOJIIY, abCypAHBI. TeM He MeHee M306pakaeMble YBEPEHBI B BaXK-
HOCTU CBOUX UAMOTUYECKUX 3aHSTUM U He a/JeKBATHO IPOUCXOZASIIEMY >XMU3HEPaZIOCTHBI.
Bo3HMKaeT ollylieHne Aebuan3ma TBOPSIIMX CBOM abCypAHBIN ITPa3gHUK KU3HN.

[TpaBAa, B MOCJIEAYIOLINX YacTsaX «CTos6110B 1 1mo3mM» H. 3a60JI01[KM1 TOCTAaBUT BO-
IIPOC 0 HEO6XOAMMOCTHU AYXOBHO-HPABCTBEHHOT'O COBEPIIIEHCTBOBAHMS YeJIOBEKA U IIpe/ -
JIOXKUT CBOM METOZBI eT0 OCYIIleCTBJIEeHMSsI, HO 3TO 3a/jaua Ha byayliiee, He OTMeHsoast
OTKPBITUN «['OPOACKUX CTOJIOLIOBY.

Bo3HMKaeT B M033MM U COBOKYIHAsI XyZOXXeCTBEeHHasi MOJeJib ropoZia KaK OJIMIle-
TBOPEHUSI PYCCKOM KYJIBTYPHBI, ¥ 3TO MPOCTyIaloIuUil B JleHuHTpaze [leTepbypr.

Yxe A. AxMaToBa B IiepBoi «CeBepHOM 31erumn» (1945) KOHCTATUPYET:

He s oiHa, HO U ZIPyTUe TOXKE
3aMeTuJIM, YTO OH MOJYacC yMeeT
Kazarbcsa nuTorpadueit crapmHHoi (AxMaToBa, 1989, c. 214), -

U [IJ1S1 Heé 3TO Mpexe Bcero — ropoy IylkuHa: BeYHOM CJIaBbl PYCCKOM KYJIbTYPHhI.
V¥ A. KymiHepa («CTUXOoTBOpeHUs», 1986; «TaBpuueckui caa», 1984) Iletepbypr /
JIeHMHTpay, — Aap Hebec, IMoJydyaeMblil YeJIOBEKOM IIPU POXKAEHUU, U

Moiika, PoHTaHKa, MuisiboHHas1, HeBckuit (KymHep, 1984, c. 15), -

Hepa3pbIBHO CBA3aHbI ¢ reHueM IlynmikmHa, HekpacoBa, IoCTOEBCKOrO...

U xoTs B31JIsAA A. KylllHepa Ha )XU3Hb ONpeJiesisieT ONIMO3ULUS «pay — af», ¢ [leTep-
6yprom / JIEHMHTPAZOM Y HETO CBSI3aHbI ITPEUMYIIECTBEHHO paliCKue repexmuBanus. bo-
Jlee TOro, CTuxorBopeHue «KanHain» (1986), rae onuceiBaeTcss I'pnboeqOBCKUI KaHaT U
BaHKOBCKMI MOCT C YeTBIPbMS YyAUIIAMU C KPBLIbSIMU, COAEPKUT OTCHLUIKY K XU3HEH-
HBIM HeyJadaM, 3aBeplliasiCb TeM He MeHee CJI0OBaMMU:

Ho Tak npekpaceH oM, KaHaJl,

Kpait He6a A BIMHO-aJIbIN,

Kak 6yZTO BCE COBLIIOCH, UTO XA,

U, cBepx Toro, moxkanyn (KyuiHep, 1986, c. 273).

KpacoTa ropozia He IpoCTO BpauyeT — lapUT cYacThe.

E. IIBapy, B «IIpepbIBMUCTOM MOBECTU O KOMMYHaJIbHOM KBapTupe» (1996) Ha3bIBaeT
ITeTepbypr (k KOTOPOMY B IIOCTCOBETCKME BpeMeHa BEPHYJI0Ch MCKOHHOe Ha3BaHMe) «ca-
MBbIM BBIMBIIIJIEHHBIM I'OpO0OM Ha cBeTe» (IlIBapi] 1997, 48), XOTsI 6bI IOTOMY, UYTO B HEM
BCerjga MMPHO Y>XXMBaJIUCh TPU KYJIbTYpPbl: XPUCTMAHCTBO, MYCyJbMaHCTBO (cydpmusm),
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uypenctBo (Ka66asma), B Apyrux Kpasix IMOpOXK/JaBIllIve pa3Zopbl M BoMHbI. Ha npumepe
OZlHOM TeTepbyprckoit kBapTupshl E. IIIBap1] moKa3blBaeT, KaK APY>KHO COCENCTBOBAJIM B
HeW JIIOAM pa3HbIX BepOBaHMM, IPUUEM NIPOBOAHMIIA Bepka mpuBesa cioja el u bec-
MMPU30PHOT0 MaJIbuMKa-byzaaucra. Mo>XHO cka3aTh, I[leTepbypr 3zech y E. IlIBapi, - mMo-
Zieab caMoy Poccuy, M3zaBHa NpaKTMKOBABILIEN poJ, 3KyMeHM3Ma U CIIOCO6HOM B JaHHOM
OTHOILIEHUU OBITh MPUMEPOM IJISI APYTUX.

[lepuof, «OTTENENMU» C €€ U3BECTHOM Jubepanu3anumuenn 1 60JbIIMMU HaAeXXAaMU
MMOPOAMIT XYL OXXKECTBEHHYI0 MOJejb POMaHTUUYECKOrO TOopoZia, XapaKTepU3YIOLLyHCs
MMO3TU3allMeN MPeKPacHOTO B XXU3HU U JoAasaX. b. OkymkaBa B 1Iukiie «My3blka ApbaT-
CKOTO ZIBOpa» M NPUMBIKAIOIINX K HEMY NPOU3BeLEHUIX CO34aJl XyJ0XXECTBEHHYI0 MO-
Zlelb «IIeCTUAeCITHUUYECKO» MOCKBBI, OpMEHTUPOBAHHOM Ha «COLMAJIM3M C YeJoBeUe-
CKMM JIUILOM» :

YTto 6bI HM 6BLJIO TaM,

Kak 6bI HU 6BIJIO TaM

M YeMy 6blI HAC )XM3Hb HU y4UJIa,

B HallleM MMpe IleHa Ha JII060Bb [ja Ha JIacKy

OnSTh BBICOKO Ioackoumia (OKyayxaBa, 2007, C. 45).

CuMmBoan3upyet y B. OKyKaBbl «I1eCTUAECATHNYECKYI0» MOCKBY HenlapaJHbll, HO
IleMOKPAaTUUHBIM M 4eJIOBeUHBIN ApbaT, mpoTuBocTosiiiuit Kpemito, oTkyza CrajiuH
MumMo ApbaTa B MalMHe mmpoJeTaa. IIogobHo ToMy, KakK ZJisl TOYBEHHUKOB, BO3BpalllaB-
IIMXCSI K CBOMM MCTOKaM, JlepeBHS CTajla «MaJIO POAMHOMN», y ropoxxaHuHa B. Okyp-
JKaBBI «MaJiasi poAMHa» — poAHOM ApbarT, rae oH poauscs u Beipoc. Ho B. Okya)kaBa cTpe-
MUTCSI TIepeaTh HOBBINM AyX BPEMEHM; €T0 « MY3BbIKY», IOYEMY U MCITOJIb3yeT XKaHPBI pe-
YMUTaTUBA, IECEHKM, TAHT'0, BajJIbCa, pOMaHca, TeM He MeHee HacTauBasi: «OTO He IeCHH,
3TO CTUXMU IOJ, aKKOMIIaHEMEeHT rutapbl» (OKyZ)KaBa, 2007, €. 58). II03T He IpUyKpalIn-
BaeT BHEIUIHMM BUJ Apb6aTa, B «PeunTaTuBe» XapaKTePU3yeT ero KakK «M3BUJIMCTBIN, KO-
POTKMUM KOPpUAOP / OT pecTopaHa “Ilparn” go CMoJssru», OAHAKO OKa3bIBaeT, UYTO B IIPO-
TyJIKax C APYy3bsIMU IO ApbaTy 3a KaXXZbIM IIOBOPOTOM OXXMUJAJIOCh MOSIBJIEHME YEro-TO
MHTEPECHOT0, Jla)ke HeOOBIKHOBEHHOT'0, BO3MOXXHO, BCTPEUM CO CBOeM JII060BBIO, a PO/ -
HOM JBOP [Jisl I03Ta — 3TO «pal, 3aMaCKMPOBaHHBIN IO/, ABOP», TaK KaK TOra BO ABOpax
BCe ZIpyT Aipyra 3HaJI, HUKTO He YyBCTBOBAJI cebsl 3/1eCh OAMHOKMM, HUKOMY HEHYXXHBIM,
MO>XHO 6BLJIO YC/BILIATh ITECHU ellé MaJIo KOMY ZIO0 MOPhI U3BeCTHOT'O B. Bricoiikoro. ITo-
3TOMy Ap6aT OpOMaHTU3MPOBAH U MBICJIUTCS KaK CMMBOJI IOAJUMHHOM MOCKBBI, HE BCe-
rZia pa3jiMuMMou Ioj, eé napaZHbIMU aTpubyTaMm:

Moii ropoZ, HOCUT BBICUIMI UMH U 3BaHMe MOCKBHI,
HO OH HaBCTpeuy BCEM I'OCTSIM BcCerZia BBIXOLUT caM
(Okym>xaBa, 2007, c. 89), -

leMOKpaTU4Y€eH, TOCTENNPUMMEH, PaCIlaxHyT AYIION.

HeyaMBUTEJIbHO, UTO MOCTEAYIONMX cOObITUM B. OKyZ>kaBa He npuHsa («SI BbIce-
JieH c Apbarta»).

Xy[0KeCTBEHHYI0 MOZIeIb «II0CJIEOTTENebHOIO» IOoXO0JIofaHust Aan V. Bponckuit B
nukiie «IlosgeHb B KOMHATE», HallMCAHHOM B 3K3VICTEHIMaJIbHOM KJIIOUE YK€ B SMUTPaLIUN.

ITosT BCIOMMHAET CTpaHy U I'OpoJ, KOTOpble IOKMHYJI, M aKIIEHTUPYET X0JIoAa: BCe-
rza 3aMép3ILIylo 3MMOU peKy, psiAbl KOJIOHH,

3abpeflne B Te CHEra,
KaK 3axBaueHHbIe B MTOJIOH (Bpojackuit, 1992, ¢. 21), —
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U1y AZMUpaITECTBa, YCTPEMJIEHHYIO BBBICh, BMECTE C TeM MO UYEPKMUBasi:

ropoz, 4bsl KpacoTa,

HEIIOBTOPUMOCTD YbSI

6bly1a OTpaXKeHbeM CBOMM CBhITa,

kak Hapuucc y pyuss (Bponckuii, 1992, C. 24).

U Ha BcéM y M. BpoACKOro neyaTb HEKOI'O OKaMeHeHUs / OllelIeHeHUsI, U SIBCTBEHHO
OTKPBIBAETCS MO3TY «TOPMU3OHT HyJIisA». IIpaBAa, MOHATHUE «HYJIb» JBOUTCA. 3TO U Iy-
CTOTA, ¥ SKBUBAJIEHT «KJIACCMYECKOT'0 HMYTO» KaK BO3Zyxa: Bpoze 6bl M HEBUAMMOTO, HO
Heob6xoAMMOoro AJisl CyllleCTBOBaHMs. biarogaps sTomy:

CJ10BO, CKa3aHHOE Hayraf,

BCJIYyX, AaXKe CJI0BO JIXU,

BOCILJIAMEHSIJIO MO3T, KaK 3akar,
BepxHMe 3TaXxXu (Bpozckuii, 1992, . 21).

ApyruMu cioBaMy, paboTa MbBICJIM UM TBOPUYECTBA, IIYCTh B YCJIOBUSIX aHAerpayHza,
MpoonKasack. CTUMYJIMPOBAJIO 3TO M TBOPUECKYI aKTMBHOCTh caMmoro M. Bpopckoro, u
CBOM CTUXMU IIOI3T XapaKTepu3yeT He CTOJIbKO KaK MCTOYawliye CBET, CKOJIbKO IOTJIOoNa-
0llMie ThMY.

XyZio)KeCTBeHHasl MOZie/Ib IOCTCOBETCKOM 3MOXM B CyAbbe Poccuy - KOHIIA 1990-X
ro/0B BO3HMKAET B IMo3THUYecKoy KHUTe C. CTpaTaHOBCKOTO «ThbMa AHeBHas1» (2000). Ko-
PeHHOM NeTepbypiKel, JIydllle BCEro OH 3HaJI Impoucxopsiiee B [leTepbypre, HO IIpeaIo-
yuTaeT 0603HaAYEHME KTOPOJ», AaxKe GOPMYIUPYSI:

T'opop, - TexcT (CTpaTaHOBCKUI, 2000, C. 13), —

U yepe3 eAMHUYHOE MOJeJUPYeT obliee. DTO TOPOJi, B KOTOPOM BOCTOPXKECTBOBAJI [ bsi-
BOJI, MAaCKMPYIOIINIICS mof 61arogetens. [Ipoucxofisiiee Ol[eHMBAETCS KaK IICEBIOMOP-
$o3a - co3maHmMe AeKopalnit CBO60JHOTO, IIMBUIN3ALMOHHOTO, IEMOKPATUYHOTO 06IIIe-
CTBa, TOTAA KaK UAET pa3rpabiieHne 06I[eHapOJHOTO NJOCTOSTHUSI, CTPaHa MpeBpallleHa B
«3aJT BBDKMBAHUSA», HAXOAUTCS Ha rpaHM KaTacTpodbl. BmecTo xyeba, Macaa M MUIIbI
MpeJiroJiaraeTcsl yCTAaHOBUTh MX TOJIOTPaMMBI. I1alka YMUMKOB

Tenepb X0351MH PUPMBI 110 IPOJANKE
POCCUMCKUX TOJIBIX AYIIT
B IMMOHHOM CuHranyp (CTpaTaHOBCKUM, 2000, C. 15).

Ilopg, BbIBECKOM PaCKpeIomeHnd HapuUT IIOIIJIOCTb:

BoT npembepa basera

«3araZilouHbI JIoroc-XpucToc»

IInsicku roson Mapun

¢ f06aBKOM MUCTHMUECKMX 1103 (CTpaTaHOBCKMM, 2000, C. 32).

Bce 11eHHOCTM pa3BpallleHbl M OTOPOLIeHbl, KyJIbTUBUPYIOTCS ajlub ¥ aMOpPaIu3M.
C. CTpaTaHOBCKMI1, UCIIOJIb3YsI TPOTECK U CIOPpPeasin3M, pa3BeHUMBAET ITPOUCXOLSI-
1Iee, B3bIBAeT paboTaTh HaJ, CO60¥, ounIliasi YUY U IPOCBETISASI «TbMY JHEBHYIO».
HoBasi «pycckasi uzesi» B 2000-¢ elll¢ He oIlpeJesiniach. B JaHHOM OTHOLLIEHUM HabJiio-
ZlaeTcsl BO3BpaTHOEe [IBVDKEHMeE B Jlyxe Y3HaBaeMOI'0 PyCCKOI'0 MCTOPUYECKOI'0 IMKIN3Ma.
CO3BYy4YHYIO COBPEMEHHBIM HACTPOEHMSIM U TeM He MeHee 0CO6YyI0 MO3ULUI0 Ipe-
somiisieT kHura K. Kegposa «Ilosma VMcyca 06 Mucyce», usgaHHasi B 2024 rogly. 9To Ho-
Basi Bepcusi 6MOJIEMCKMX eBaHTeJMM, OCyLIeCTBJEHHAs B KJue MeTaMeTadpopusMa,
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OCHOBOIIOJIOXXKHUMKOM KoToporo siBasiercsal K. Kegpos. HoBu3Ha ero mogxoza B TOM, 4YTO
Nucyc y K. KegpoBa — He TOJIBKO ITPOPOK U CO3L4aTeJIb XPUCTUAHCKOI'O YUYEHUS, HO U II03T,
CyMeBIIUM JOHECTU CBOU UJeU B IPKOM obpa3Ho-MeTadpopuuyeckoM Buze. [loaTBepxIe-
Hue 3Toro K. KezipoB Halllés1 B AITOKaJIMIICKCE, T'ie IPUBOAMMbIE JIOAHHOM CJIOBA yUYUTEJISA
ZlaHbl CTOJIOMKOM M OKa3bIBAlOTCSI PUTMMUYECKM YpPeryJMpoBaHHBIMU. VM KeLpoBcKas
KHUTA - sIBJIEHME CTUXOIIPO3bl. B Hell uepeAyl0TCsl KpaTKyMe Mpo3anyecKkye rjiaBKu, Mak-
CUMMaJIbHO MPUGJIMHKEHHBIE K KOHKpPETUKe XXU3HU [IpeBHeM Myzeu, CyliecTBOBaHUS ce-
Mbu Mocuda u Mapum, K geTaasiM AeTCTBa U IHOCTU Mucyca, ¥ - CTUXOTBOPHbBIE BKparll-
JIeHUsI, BOCCO3/alolue peyb caMoro Xpucra. B yacTu xe, ciefyoolleil 3a pa3zieioM JIeK-
uuin «Becenbl 0 BOCKpeceHUMN», — «IloaMa Mucyca o pacrisiTOM M BOCKpecCIIeM», KaXzoe
U3 BbICKa3bIBaHMM XpUCTa MJIM HaBESIHHBIX MMM MMUCTUYECKUX BUAeHUM VoaHHa Ipef-
CTaBJIEHO OT/eJIbHBIM CTUXOTBOpPeHMeM. Ky/IbMMHALIMOHHBIN XapaKTep B HeMl MUMeeT CTU-
x0TBOpeHUe «HOBBIM Mepycanum», nuTtupylollee bubiauio u onmucaHmue B Hell ['paza
HebecHOro kak uzeajabHOro 6yAylero yejioBeyecTBa:

U yBupen a

CBsITBIM TOpoz, Vlepycanum,

Hoswrlit,

Cxopsuiuit oT Bora c Heba (KenpoB, 2024, c. 206-297).

9TO «BEeYHBIN ropof, obiee >xuauille bora 1 yesoBeka, I7je HET ropsi ¥ HET CMEPTU»
(Kezpos, 2023, c. 159). OgHaKO B OTJIMUYME OT JeTaJU3MPOBAHHOTO U306paXkeHUsl MPOo30i
B [ yacTu - «IloaMe o cbiHe BoXXuem», rfie OMCaHbl M HOBOE CBETUJIO B3aMeH COJIHILIA, IT0-
rubiero B katactpode, 1 12 BOPOT, 1 12 OCHOBAHUM CTEH ropoja, 1 ero o6béM — 12 CTaiui,
U TIepevyucyeHbl JparoleHHble KaMHM, KaKMMM OH YKpallleH, a caM TropoJ, — eAMHbIMA Xpam
Bo>xui1, ctTuxoTBOpHBIM HOBBIN Mepycanum MeTadpopuyeH, MHOCKa3aTeJIeH U BOCCO3LaéT
YBUJZIEHHOE JYXOBHBIMU OYaMM, UYTO JIONyCKAeT pa3jIMuHble MHTepIpeTaluyu CTUXOTBOpe-
Hus. [Tocsie yriiy6JieHus: B IIpeAbIAyIiye IIpo3aniecKkye YacTy caMa co60 HampallBaeTCs
TPaKTOBKa OTKpPBIBIIErocsi Kak MeTadopusalysi UZe pycCKOro KOCMM3Ma, a CaMO CTUXO-
TBOPEHME - CJIOBECHBIM XpaM, CO3JAaHHBIM IIO3TOM M BJIEKyLIMH K cebe. YUMTBIBaeT
K. KezipoB 1 TO, 4TO B AIIOKaJIMIICUCE IIPUCYTCTBYIOT KOCMOTOHMYECKME 06pa3bl LIyMepo-
BaBWJIOHCKOM U ZIpeBHEEruINeTCKoN uuBuan3aumnin» (Kegpos, 2024, c. 156).

I'pag HebecHnit y K. KezipoBa — xy0XXecTBeHHasi MoJieb KocMuyeckoro goma ye-
JIOBEUYECTBa, C 06peTeHneM KOTOPOTr'0 PYCCKMM KOCMU3M (IIpMBEPKEHILEeM KaKOBOT'O SIB-
nsietcst K. KeZipoB) CBSI3bIBAET CeAyIOLIMM, 60jIee COBEPIIEHHbIM 3TAIl UCTOPUM UesIoBe-
yeckoy nuBuansanum («CorsacHo Teopuu LIMOJIKOBCKOTO, CyleCTBYeT JydyeBasi popMa
XXM3HU, B KOTOPYIO CO BpeMeHeM ImepenaéTr uyesoBeuecTBO» (Kezmpos, 2001, c. 131)).
B xHure «VMHcangayT. Hosblii Aabmazecm» K. KenpoB fmlaét Takoe onpeneneHune Kocmoca:
«EpuHoe, beccMepTHOe, BeHYHOE, BUAMMOE U HEBUAMIMOE IJIa3y TeJI0 KaXXJ0ro O yXOTBO-
péHHoro yesoBeka» (KeZpos, 2001, c. 205). OHO obpeTaeTcsl TOCPELCTBOM MHcazayTa
(BbIBOpauMmBaHus) U B6upaHuss Kocmoca B cebsi, mepeporouieHuss B Homo Cosmicus,
WUJIM 4YeJIOBEKOBCEeJeHHYI0. JIOHOCS 10 YMTaTesiel IOJI0XKEeHUsI KOCMUUYECKOTr0 MPOEeKTa,
aBTOp HalleJIMBaeT Ha IPOPBIB B 6JIaronpusITHOE IJIS JIOJEeN CBEPXBO3MOXKHOE.

Tak Ha NpoTsHXeHUM 6osiee 4eM CTOJIETUSI B PYCCKOM II033UM CMEHSIJIMCh Xy 0XKe-
CTBEHHBbIE MOJIeJIM rOpoJia, Yyepes3 CryléHHYI0 METOHMMMUIO, IIO/iBEpPraeMylo KOHIeNTya-
JIM3allM¥, BBISIBJISISI CYLILHOCTD IIPOMCXOZSILEro C Y4eJ0Be4eCKOM LIMBUAN3al e, pa3BeH-
yMBasi MJJIIO3UU, IPUBJIEKasi BHMMaHMe K yIpoxKalolleMy, obyxziast OLleHUTb TO, Ha YTO
MOXXHO OIlepeTbCsl, Ipejjiarasi IMO3UTUBHYIO IepCIeKTUMBY. B Cuy BBICOKOI'O
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3CTETMUYECKOI'0 YPOBHS U NOATBEPXKAEHHOM BpeMeHeM TOYHOCTM KOHLeNITyaJbHBIX YMO-
3aKJIIOYEHUI PacCCMOTPEHHbIe IPOM3BEAEeHMSI HEe TOJIbKO COXPaHSIIOT CBOIO 3HaUeHMe, HO
M OKa3bIBAIOTCSI aKTyaJIbHBIMM IIPY OCMBICJIEHUM COCTOSIHMSI COBPEMEHHOI'0 MUpa U pas-
paboTKe HOBBIX IIPOEKTOB IIMBUJIN3ALMIOHHOTO Pa3BUTHSI.
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ABSTRACT

This article examines the architectural definition of Yerevan as a mod-
ern capital city and the aesthetic definition of a Soviet Armenian literary
method in the novels of Mkrtich Armen and Derenik Demirchyan.
Armen’s Yerevan (published in 1931 and banned in 1933) and Demirchyan’s
New Monumental (serialized 1931-1933) both center on the reconstruction
of Yerevan and ideological dissension among the city’s architects.
Here, however, the resemblance stops. Yerevan eulogizes the disappear-
ing landscape of pre-Soviet Yerevan in vivid, immediate detail presented
within an elaborate armature of multiple dreams. New Monumental,
meanwhile, approaches its subject matter within the formal and ideo-
logical constraints of the incipient Socialist Realist method and through
the abstract settings of public debate, administrative process, and judi-
cial procedure. The two works are examined within applicable theoret-
ical frameworks concerning the structure of the “modern urban novel”
and “socialist realist” novel, and with contextual reference to Armenian
architectural and literary factions and debates of the early Stalinist pe-
riod. Our analysis counters a recent critical tendency to read Yerevan as
a polemical work or a straightforward fictionalization of contemporary
architectural conflicts. Instead, both Armen’s artistic intentions and his
novel’s problematic reception are best understood in terms of the sub-
jective, dialogical character and innovative formal characteristics of his
prose. Turning to New Monumental, we identify Demirchyan’s use of
the Socialist Realist “spontaneity-consciousness” dialectic, his faithful
dramatization of historical events and debates, and his metaphorization
of the city-in-progress and generational conflict among its architects
into a statement on the present and future of Soviet Armenian literature.
The article concludes with a reflection on Demirchyan’s revision of New
Monumental into an unfinished work titled City, and on the place of
the “architectural novel” in the history of Soviet Armenian literature.
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Introduction

It is a paradox commonly remarked upon that Yerevan, the modern capital of the Re-
public of Armenia, is at once one of the world’s oldest sites of continuous habitation and
a distinctly “youthful” or synthetic city - even in comparison with other urban centers
of the former Soviet Union, which likewise passed through the crucible of an “economic
and cultural reconstruction of all life [having] no parallel in the history of mankind”®.
A palimpsest of Urartian antiquities?, classical and medieval Armenian history3, alternat-
ing periods of Turkish and Persian rule4, and a century of existence as a Tsarist provincial
center, Yerevan provided neither a blank slate nor a definite foundation to the architects,
planners, administrators, and artists who would define the city’s new identity as the cap-
ital of the Soviet Republic of Armenia. Thrust into unprecedented prominence by a half-
decade of genocide, war, and revolution, a drowsy provincial town of no more than
30,000 souls was transformed practically overnight into “an environment for utopian
imagination” and a site for the “symbolization and reincarnation of lost values” -
an emblem of the Communist future and a new center of the shattered Armenian world
(Mkrtchyan, 2017, pp. 488-489).

The history of the construction of Soviet Yerevan under its chief planner, Alexander
Tamanyan (1878-1936), has been repeatedly written, mythologized, and demythologized;
we will present here only a few salient facts. Tamanyan, a distinguished Russian-Arme-
nian architect of the pre-revolutionary era, arrived in Yerevan in 1919 to offer his services
to the government of the First Republic of Armenia. He developed and presented a master
plan for the capital city before fleeing to Iran following the Bolshevik takeover in Novem-
ber 1920. Tamanyan returned in 1923 at the invitation of the Armenian Communist leader
Alexander Myasnikyan, and his general plan for Yerevan’s reconstruction was approved
a year later. The 1924 General Plan closely reflected Tamanyan’s earlier development
of a radial design for the city center, influenced by Ebenezer Howard’s “garden city” con-
cept; it also proposed outward expansion and significant infrastructural improvements
to accommodate a projected population of 150,000 (Arustamyan & Bagina, 2020).
The “national neoclassicist” style of the new capital, echoing Armenian medieval ecclesi-
astical architecture in its use of pink volcanic tuff, archways, and facades ornamented
with stone carvings, was shaped by Tamanyan’s collaboration with the architectural

' These are the words of Ernst May, who worked prolifically as an architect and planner in the USSR be-
tween 1930 and 1933. The continuation, however, is instructive: “It is equally true that a sober evaluation
of all realities is accomplishing this reconstruction, and it should be obvious to any observer that in each
successive stage, matters recognized as desirable and ideal are being consciously subordinated to matters
that are feasible and possible within the limitations of the present” (Crawford, 2022, p. 285).

2 Archeological studies of the Shengavit site within the modern city limits have revealed a notable center
of Kura-Araxes culture, flourishing between the 4th and 3rd millennia B.C., distinguished by its defensive
fortifications, abundant pottery, and underground granaries, and evidence of extensive private ritual cul-
ture (Simonyan, 2015; Simonyan & Rothmanm 2015). The history of Yerevan proper is considered to begin
in 782 B.C., with the establishment of the city of Erebuni by the Urartu king Argishti I, son of Menua
(Simonyan, 1983, pp. 19-20; Hakobyan, 1969, pp. 96-106).

3 The earliest reliable attestation of the modern toponym is a reference in the Book of Letters (Girk*
T‘ght‘ots‘) to a delegation from Yerevan at the Third Council of Dvin circa 607 A.D. (Book of Letters, 1901,
p- 151).

4 Located at the nexus of contention between two Islamic empires, Yerevan changed hands 14 times over
more than two centuries of Ottoman-Persian conflict from 1513 to 1735. As observed by the historian
Yervand Shahaziz, these continual reverses were accompanied by increased taxation, massacre, plunder
of homes, and forced displacement of the local Armenian population (Shahaziz, 2003, p. 106, 120).
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historian Toros Toromanyan and by the contributions of Nikoghayos Buniatyan whom
he invited to Yerevan in 1924 to serve as the city’s first Chief Architect (Harutyunian,
2018, p. 29).

At the close of the decade, Tamanyan’s architects were joined by Tiran Yerkanyan,
Karo Halabyan, Gevorg Kochar, and Mikayel Mazmanyan. Graduates of Moscow’s Higher
Art and Technical Studios (Vkhutemas), an institution associated with constructivism and
the Soviet avant-garde, they formed the nucleus of a rival school of “proletarian” archi-
tects who mounted an open campaign against Tamanyan’s “outdated” garden-city plan,
and “clerical” style. It should not be supposed, however, that they were opposed to na-
tional or vernacular forms as such. To the contrary, the architectural theorist Karen Bal-
yan describes Halabyan, Kochar, and Mazmanyan as pioneers of national modernism:
“Employing an arsenal of the latest (constructivist) forms, these Armenian avant-gardists
created the first Armenian modernist architecture - founded, as they emphasized, on local
vernacular architectural traditions which corresponded to articulated principles of “pro-
letarian” architecture” (Balyan, 2020, p. 54).

Although the scale of Tamanyan’s design would rapidly prove too small for the bur-
geoning capital, and his position became increasingly precarious with the approach
of Stalin’s purges - he was likely saved from arrest and trial only by his untimely death
in 1936 - it was his vision that would ultimately define the architectural profile of the city
center, as well as major planning decisions such as the placement of industrial districts
(Mkrtchyan, 2017, p. 489; Simonyan, 1983, pp. 150-151). Among the best-known features
of his architectural legacy are the modern-day Yerevan Opera (formerly the State Thea-
ter), the Government House in Republic Square, and the National Library on Teryan
Street. The national aspects of Tamanyan’s vision were marginalized after his death,
as the capital’s open orientation toward Biblical Mount Ararat was blocked off and its
architectural profile became more explicitly totalitarian, with such additions as a 50-me-
ter statue of Stalin overlooking the city from the east (Balyan, 2020, pp. 55-56).

The purge years also scattered the “Armenian constructivists.” Mazmanyan and
Kochar remained in Siberian exile until after Stalin’s death, and Halabyan was saved from
a similar fate only by the intervention of Anastas Mikoyan (Balyan, 2020, p. 55; Media-
max, 2012). The Soviet Armenian architectural avant-garde of the 1920s and 1930s, more
fully expressed in the cities of Gyumri and Vanadzor, was limited in Yerevan to “rare
samples” including the Builder’s Club and Moscow Cinema on Abovyan Street, and resi-
dential complexes for rubber factory and hydroplant workers on Hanrapetutyan Street
and overlooking the Hrazdan gorge (Balyan, 2020, pp. 55-56; Vartikyan et al., 2024,
p. 202; Gasparyan, 2021, p. 44).

Seven years into the implementation of Tamanyan’s first general plan, and at the height
of contention between the Armenian national-neoclassical and proletarian-constructivist
schools, there appeared two ambitious novels directly addressing Yerevan’s reconstruction
and ideological dissension among its architects. Mkrtich Armen’s Yerevan was published
in Moscow in 1931; two years later, the novel achieved a fateful distinction when it was
banned from circulation by the Central Committee of the Armenian Communist Party
alongside Yeghishe Charents’ Book of the Road.> While Armen weathered this reversal,

5 The three other texts singled out by the same November 14, 1933 party decision were an anthology in-
cluding “chauvinist” works by 19™-century Armenian writers, an edition of the poems of Khachatur
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he continued publishing in successive years®, and resumed his literary activity after a term
of exile in Siberia. Yerevan was excluded from the 1966 five-volume edition of his collected
works, and the novel remained in obscurity until a notable reawakening of critical and
public interest in the past decade. Demirchyan’s New Monumental was serialized across
three different periodicals between 1931 and 1933, with installments appearing in the final
five issues of New Direction (Nor Ughi), the sole issue of November (Noyember), and finally
in the inaugural issue of Ascent (Verelk), newly constituted as the official organ of the So-
viet Writers’ Union of Armenia. Never published in book form during Demirchyan’s life-
time, New Monumental has remained a footnote to a long and prolific career capped by
the two-volume historical epic Vartanank (1943-1946).

Both novels had roots extending deep into the previous decade. At the conclusion of
Yerevan, Armen provides the dates 1927-1931 along with the itinerary “Yerevan - Mos-
cow - Yerevan” (Armen, 2021, p. 269). Whole paragraphs in the book’s early chapters are
reproduced verbatim from his earlier short story “Zubeida,” first published in 1926
(Armen, 1966, pp. 30-57). Meanwhile, the editors of the 14-volume collected edition
of Demirchyan’s works observe that the author began research for New Monumental
in the early 1920s, diligently collecting and annotating newspaper clippings on architec-
ture and urban development. The text itself was apparently composed between 1930 and
1931 (Demirchyan, 1982, pp. 653-654). To properly contextualize both of these works,
we must briefly turn to the formation period of Soviet Armenian literary culture and sit-
uate Demirchyan and Armen within these currents.

The 1925 proclamation of the Central Committee of the Russian Communist Party
on “The Party Line in the Field of Literature” marked a consequential transition in Soviet
Armenian literary culture, from a state of formative chaos to one of organized contention.
Previously, an effective monopoly over organized literary activity had belonged to the Pro-
letarian Writers’ Union of Armenia, whose membership was reserved for writers of work-
ing-class origin. Despite programmatic references to appropriating the best of world cul-
tural heritage, the formal deficiency and tedious content of the resulting productions -
“everything finally collapsing into technicism, machine-worship, the cult of iron” -
was readily apparent even to contemporary critics (Gasparyan, 1983, pp. 144-147).

In parallel, the first half of the decade witnessed energetic but abortive attempts
to establish a Soviet Armenian futurist literature, a phenomenon most closely associated
with the poet Yeghishe Charents and his period of so-called “leftist deviation” (dzakh
molorut‘yun). This period came to a decisive close when the first print run of Standard,
a new futurist journal, was consigned to the furnace in July 1924 at the recommendation
of Charents’s friend and sponsor Alexander Myasnikyan (Nichanian, 2003, pp. 9-10;
Beledian, 2009, pp. 390-439). It is highly relevant that Standard’s other two co-founders
were the avant-garde architects Karo Halabyan and Mikayel Mazmanyan.

The 1925 Central Committee proclamation, while setting forth as its aim the eventual
“hegemony of proletarian writers,” introduced two principles that would prove, in the short
term, highly beneficial for the development of Soviet Armenian literary culture.
First, the Party refused to support “any single literary faction,” instead declaring the neces-
sity of “free competition between various groupings and currents.” Second, the proclamation

Abovyan containing a “national-democratic” afterword, and an agricultural manual “propounding the ad-
vantages of the harmful theory of shallow tillage” (Decision of the Secretariat, 1933, p. 1).

6 Armen’s most popular work, the novella Heghnar Fountain, was published in 1935. He was sentenced
to exile in 1937.
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addressed the status of “fellow-travelers” — non-proletarian writers active before the rev-
olution but sympathetic to its aims - recognizing their merit as “qualified ‘specialists’ of lit-
erary technique” and recommending a “cautious, measured, and considerate attitude”
in their regard (The Party Line, 1925, pp. 2-3)7. There resulted an almost instantaneous
reorganization of the Armenian literary landscape. The same issue of Soviet Armenia car-
ried an announcement and apologia by Gurgen Mahari, proclaiming his departure from
the Proletarian Writers’ Association, castigating its representatives for their “persecution”
of Charents, and proclaiming the formation of a new “October” Union of Proletarian
and Peasant Writers [banvor yev gyughats’i groghner]. Promptly rechristened “November”
and convened under Charents’ presidency, this union included many of the finest Armenian
writers of the period, including Axel Bakunts and the young Gyumri native Mkrtich Armen,
whose early prose had appeared in the solitary issue of Standard®. In opposition, there
remained the previous Proletarian Writers’ Association (re-organized as the Proletarian
Writers’ Union of Soviet Armenia) under the leadership of Nairi Zaryan, the typesetter-
turned-writer Vahram Alazan, and Charents’ erstwhile allies Azat Vshtuni and Gevorg Abov
(Gasparyan, 1983, pp. 158-175). With less fanfare and belligerence, the “fellow-travel-
ers” - Stepan Zoryan, Vahan Totovents, and Derenik Demirchyan - went about organizing
their own literary efforts, establishing the Union of Working Writers of Armenia under
Demirchyan’s presidency in 1927. As Demirchyan wrote in a 1926 letter to Totovents:
“The Proletarian Writers proclaim that they are the only cultivators of Soviet Armenian
literature, the Novemberists say the same...but I think that we will be proven right
in the end” (Kalantaryan, 1977, p. 128).

Armen and Demirchyan, therefore, belonged to distinct camps in the contentious
field of early Soviet Armenian literature, with the “Novemberists” distinguished by youth
and formal innovation and the “fellow-travelers” by age, more traditionally realist prose,
and the necessary caution attending their “tolerated” status. Both groups pursued their
activities under the baleful eye of the Proletarian Writers, who would decisively prevail
over the Novemberists in the period of furious denunciation that extended from the First
Congress of Soviet Writers in 1934 to the onset of the Great Purge. Yerevan and New
Monumental must be read in context as distinct attempts to define a new Soviet Armenian
literary method during a period of open artistic contention. Turning now to these works,
we will dedicate particular attention to their formal and structural characteristics, con-
sidering how Armen’s and Demirchyan’s literary aesthetics relate to their thematic treat-
ment of Yerevan’s changing urban landscape and controversy over the city’s architec-
tural direction.

Dreaming the city: Mkrtich Armen’s Yerevan

Armen’s novel follows a young engineer, Arshak Budaghyan, who returns home after
six years of education and practice in Russia to become one of two lead architects for the city
of Yerevan. Budaghyan promptly enters into a rivalry with his counterpart, Gurgen

7 The “fellow-traveler” category extended to Vahan Totovents and Zabel Yesayan, two notable Western
Armenian writers whose autobiographical works Life on the Old Roman Road (1933) and the Gardens
of Silihdar (1935) are among the undisputed classics of the period. Both would meet their deaths in Stalin’s
purges.

8 Armen’s association with “November” would prove consequential in his subsequent choice of subject mat-
ter, as it was at Charents’ suggestion that he moved to Yerevan in 1925; the two shared an apartment for
a period of several months (Armen, 1961, pp. 222-223).

Thomas Charles Toghramadjian, Albert Makaryan Yerevan architectural controversies



Urbis et Orbis. 2025. 5 (2)

Parsadanyan, stemming from their opposed visions for the city’s reconstruction. The former
is devoted to an ideal of “the East,” associated with the old city’s labyrinthine byways and
“mud-plastered walls,” subterranean baths and Persian tea-houses, his youth spent in
the orchard district of Nork?, and most of all his memories of Asmar, the steadfastly promis-
cuous and alluringly flabby Turkish widow who was the passion of his adolescence. Mean-
while, Parsadanyan, with the approval of the businesslike and parsimonious head planner
Aram Gnuni, favors the “Western” approach of rationalization and bare utility summed up
in the formula “four walls and one ceiling” (Amen 2021, 58, 92). After an initial period of
straightforward grief and defiance against what he regards as senseless vandalism in pro-
gress, Budaghyan proceeds to divide his days and nights between delirious obsequies
for the old East - all-night parties of dance, drinking and song to the accompaniment of tar,
kamancha, zurna, and dhol in houses marked for demolition - and efforts to realize a vision
of a new East, embodied in the ornate “Orient” communal apartment complex set against
Parsadanyan’s “Victory” development. As demolition supervised by the insinuating foreman
Levon Grigorich usurps the Nork neighborhood home to Budaghyan’s extended family,
the architect becomes embroiled in a love quadrangle comprising himself, the absent Asmar
who appears in dreams ever less distinguishable from the primary narrative, a girl named
Sara whom he marries on a whim after entering a house at random, and his long-suffering
cousin Marus who finally disfigures herself in a paroxysm of unrequited longing. Parsadan-
yan prevails in the clash of architectural worldviews, as the residents of the new “Orient”
building complain that the oppressive tranquility of its gated interior gardens and stained-
glass windows is drawing them away from the exterior world. Budaghyan considers himself
defeated, but not his vision: “‘Orient’ is dead, long live the Orient!” (Armen, 2021, p. 266).
The book concludes with the abrupt revelation of Asmar’s unsuspected whereabouts and,
finally, the collapse of the entire mirage: Budaghyan awakes to find the Moscow train arriv-
ing in Yerevan and disembarks affectionately to greet Levon Grigorich on the platform.

The course of events outlined above hardly comprehends the scope and content of Ar-
men’s novel, in which plot (i.e., fabula) is decidedly subordinated to narrative texture (syu-
zhet). By adopting a more structured approach, we may provide a fuller account of this strik-
ingly episodic and iterative text, an assembly of dreamlike etudes that flower in turn from
the invocation of a leitmotif, then fade to make way for new variations on the same theme.

Wirth-Nesher (1996) identifies four “environments” by which the cityscape is repre-
sented in the modern urban novel: the “natural,” the “built,” the “human,” and the “verbal”
(11). Crucially, in the urban context, these environments exist at a degree of remove from
the protagonists and main action of the book: the “human environment,” for instance “does
not refer to the characters whose actions or thoughts constitute the main movement
of the plot, but rather to human features that constitute setting, such as commuter crowds,
street peddlers, and passersby” (Wirth-Nesher, 1996, p. 13). This intermediate distance re-
lates to fundamental psychological aspects of modern urban existence, elaborated from Bau-
delaire to Simmel to Benjamin to Barthes: the estrangement of the individual amid the crowd
and the constant prospect of encounter - or confrontation - with the other. Properly executed
and properly regarded, these narrative planes must constitute more than background noise,
“local color,” or generic markers of the so-called hustle and bustle and frisson of city life.
It has become a tiresome commonplace to observe that “the city itself becomes a protago-
nist” in a given work of fiction; it is nonetheless true that the novel, with its immense

9 Formerly a separate village in the northeastern heights of Yerevan, Nork was incorporated as a district of
the city in 1837. (Hakobyan, 1959, p. 231).
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potential as a medium of investigation, construction, and reconstruction, is ideally suited
to unify disparate strands of a given “urban text” into a coherent spiritual reality.

Insofar as they may be disentangled, let us attempt to describe the constructed, natural,
human, and verbal environments of Yerevan, making it our objective not merely to convey
the wealth and “thickness” of Armen’s representation of the city at a transformational point
in its history, but also to provide an analysis of the novel’s characteristic devices and sub-
stantial themes.

The built and natural environments

Yerevan’s urban topography, in Armen’s presentation, consists of four basic do-
mains: the city center with its public buildings, the opposing heights of Nork and Kond,
and finally the sprawl of “Old Yerevan,” drab and decaying but still alive with Persian
baths, tea-houses, and hostelries. The most prominent natural features of Armen’s Yere-
van are the burning summer sun, the orchards and vineyards environing the city, and
the Getar river, whose course down from the heights of Nork through the old city unites
the book’s primary geographical settings. *°.

Armen’s description of Yerevan’s natural and artificial features is marked by the fre-
quent use of personification, whose most conspicuous effect is to dramatize the notion
of a city at war with itself - or rather two overlapping cities at war with one another.
Budaghyan, surveying the city from afar, perceives the following view: “In the center,
a sparse few regular streets were marked out with one- and two-story houses. Beyond,
there commenced a ring of narrow streets and mud-built houses, hemming in the center
on every side, as though forbidding it to grow and extend.” The center’s wide paved streets,
in turn, actively approach and demolish the old buildings and alleys standing in their way.
(Armen, 2021, p. 4, 79). By way of contrast, Armen’s references to the natural environment,
climate, and season tend to create an effect of unanimity, of the city as a solidary living
organism. A summer afternoon when Budaghyan, Parsadanyan, and Gnuni make a joint
tour of work sites is marked by leitmotifs of the vineyards’ audible cry and the soporific
atmosphere of ripening fruit in the air. “And the wine-scented vapor entered the city
on every side, intoxicating all the animate and inanimate objects in its way. Everyone
in the city became drunk.” Viewed on another sweltering summer afternoon, “the city, lost
in heat and shadow, seemed to breathe.” When Budaghyan calls Asmar’s name aloud,
his shout is “repeated by the evening and echoed by the night,” as though they shared in his
longing. Finally, of interest in this regard is a sequence in which the onset of darkness
seems to proceed in stages, responding to cues from the human life of the city: “A bell
sounded from one of the churches. With the first peal of the bell, evening began to fall.
A policeman on the street brought his whistle to his lips. When he blew, the darkness be-
came heavier. Under Arshak’s room, on the first floor, the shutters of a workshop could be
heard. The darkness became thicker still” (Armen, 2021, p. 46, 5, 241, 12-13).

The book’s references to Yerevan’s physical architecture naturally divide themselves
into two categories: the real and the imagined. In the latter category we may safely

' The redirection of the Getar, which once posed a perennial flood hazard to Yerevan’s inhabitants, was
noted as a priority in the second phase of Alexander Tamanyan’s general plan, and the river’s course has
since been diverted into artificial underground channels (Tamanyan, 1932, p. 34). The buried and attenu-
ated river becomes a prominent motif in Aram Bachyan’s 2020 novel P/F, a work that pays overt homage
to Yerevan.
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include the fictional “Orient and “Victory” apartment complexes, which have something
fantastic about them even by the internal standards of the text; the image of the “Orient”
building first comes to Budaghyan in a dream, the architects speak of their respective
designs in terms of “dreams,” and the two projects constitute partial manifestations
of more comprehensive visions for the future of the city, presented in detail toward
the end of the novel (Armen, 2021, pp. 186-192, 120).

Despite his hero’s partiality, Armen is not at pains to accentuate the attractive fea-
tures of Yerevan’s preexisting architecture. We encounter repeated references to “mud-
built” and “mud-plastered” walls, “gray” expanses, and slums of windowless, “cubic”
houses (Armen, 2021, pp. 25, 47, 125). The description provided in Yervand Shahaziz’s
Old Yerevan (1931) very much coincides with the atmosphere of Armen’s novel:

“As lovely as Yerevan is in its appearance from afar, it is equally ugly and unpleasant
when viewed up close, with its torturous streets, congested mass of clay- and stone-
hewn houses, and potholed squares constricted on all sides...The irregularly built
houses with their flat roofs, mainly constructed of mud-brick and rough pebble, have
maintained the character, appearance, and architecture of the period of Persian rule,
and perhaps still more ancient times” (Shahaziz, 2003, p. 48).

Beauty, however, is in the eye of the beholder, and these unprepossessing environs
hold an unmistakable charm for the narrator as well as the hero Budaghyan. One source
of this appeal is a sense of mystery, of secrets withheld by labyrinthine alleyways and
garden walls just high enough to prevent a view inside. Glimpses of these hidden interi-
ors - a yard like a "verdant dream” visible through a crack in a wooden gate, white cur-
tains, and part of a flowerpot glimpsed behind a blue or green-tinted glass of a rare win-
dow - assume an outsized significance (Armen, 2021, p. 47)*'. Beyond its faithful record-
ing of the city that was, Yerevan holds enduring interest as an account of cities that might
have been. These alternative visions are captured in Budaghyan’s and Parsadanyan’s com-
peting projects, as well as in the architects’ respective reveries about the city's face
in decades to come. Of the two, Parsadanyan’s vision bears a closer resemblance to the ur-
ban landscape inherited from the Soviet period, defined by the broad streets and rational
layout of Tamanyan’s center as well as stark expanses of prefabricated apartment blocks
later erected for the needs of a rapidly growing population. The concrete, glass, and metal
edifice of the “Victory” building stands out of place “as a guest arrived from cold and
distant lands” in direct sunlight amid Yerevan’s low and tangled sprawl (Armen, 2021,
PP- 243, 249). Brooding over his creation, Parsadanyan imagines vigorous young people
in athletic clothes walking open squares and long asphalt-paved avenues, small and fur-
nished rooms cooled by humming ventilators, the “death” of myriads of cluttering objects,
and above all the tramway annihilating distance and opening the way to the outlying
districts where the lights are as bright, the streets as wide, and the population as dense
as in the center (Armen, 2021, pp. 248-253).

Recognizable and mundane as this landscape might appear to the contemporary
reader, the utopianist character of Parsadanyan’s vision should not be overlooked. “I have
followed those people,” he says, “for whom a spoon is nothing but a tool for eating,
a chair is nothing but a tool for sitting, a cot for lying down, a window for letting in light,
clothes for not catching cold. <...> I have emphasized the physiology of objects in all of my

1t Shahaziz notes that a short-lived 19™ century glass factory produced a brittle, low-grade product of a
decidedly green hue (Shahaziz, 2003, p. 77).
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designs” (Armen, 2021, 2023). All of these recalls nothing so much as Le Corbusier’s dic-
tum that “a house is a machine for living in”*2. In evaluating Armen’s insistent association
of minimalist, functionalist architecture with the “West” it should be borne in mind that
the years of the novel’s composition represented a peak of European modernist influence
in Soviet architecture, with Le Corbusier, Ernst May, Albert Kahn and dozens of their
colleagues consulting, planning and lecturing in the USSR between 1928 and 1933 (Craw-
ford, 2022, pp. 191-196).

Budaghyan’s architectural vision presents a much stranger and more fanciful pic-
ture; the overall effect has been termed “retrotopian” (Leupold, 2024). The “Orient”
building is totally devoid of exterior windows, echoing the walled sequestration
of the houses of Old Yerevan and the inward-facing orientation of the city’s Blue Mosque.
The multi-terraced roof on which inhabitants take their nighttime rest traditionally is
said to resemble the overlapping mass of houses on the hill of Kond. At the same time,
an interior garden of poplar trees suggests the depths of the Hrazdan valley. In place of
sinks and faucets, Budaghyan insists on a water basin in every room, to cool the air with-
out electric ventilation (Armen, 2021, pp. 217, 76, 191).

The interiors and wall reliefs are extravagant to the point of absurdity, with Gnuni
observing that decoration will account for a fifth of the entire cost; in contrast to Par-
sadanyan’s “matchbox-like cupboards” and “fearsomely simple square tables,” Bu-
daghyan commissions wardrobes with arched doors resembling mosque entrances, hex-
agonal tables with spindly legs, and chairs like two large cushions sewn together (Armen,
2021, pp. 216, 260). Looking down from the highest point of his building, Budaghyan
imagines vapor rising from a shaded city of pink stone and brick buildings, covered side-
walks, canals, and trees, and white trolleys ascending toward open-air schools on
the once sun-scorched hills of Nork (Armen, 2021, pp. 246-248).

While recalling elements of Tamanyan’s garden city design, the iconic use of pink
tuff, and traditional stone reliefs, Budaghyan’s vision also reflects certain ideas of avant-
garde architects with whom Armen had collaborated on Standard. In a 1927 article pro-
moting the “Parsadanyanist” principles of “clear geometric forms without ornament or
embellishment” and “functional and rational directions [in] modern architecture,” Mika-
yel Mazmanyan makes an observation strikingly reminiscent of Budaghyan’s concerns
and solutions. “In the north, [architects] seek out the sun, while we, on the contrary, take
measures to protect ourselves against it. Accordingly, it is necessary to resort to the as-
sistance of balconies, terraces, and various coverings, as well as to the flat roofs used for
nighttime rest” (Mazmanyan, 1927, p. 3).

We may conclude this portion of our discussion with two summary observations.
First, while describing the physical environment in considerable naturalistic detalil,
Armen endows it with qualities of subjectivity, obscure hidden significance, and fantastic
malleability - all as though the city were the emanation of a single dreaming mind.

12 Although the terms “constructivist” and “functionalist” do not appear in Armen’s novel, it is worth em-
phasizing Parsadanyan’s affinity with these currents. His hatred of domestic objects (pails, tea saucers,
sugar-tongs, backgammon sets, egg beaters, even cradles and stoves) provides another clear indication.
Compare Yuri Slezkine’s account: “The Revolution’s last and decisive battle was to be against ‘velvet-cov-
ered albums resting on small tables covered with lace doilies.” ...Functional furniture was to be provided
by the state (so as to liberate the workers from enslavement to things) ...Rooms were to resemble ships’
cabins or train compartments. Everyone quoted Le Corbusier to the effect that ‘whatever is not necessary
must be discarded’” (Armen, 2021, p. 250; Slezkine, 2017, p. 341).
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Second, Parsadanyan’s and Budaghyan’s respective visions are not straightforwardly
analogous to historical factions in Soviet Armenian architecture. Instead, Armen
creates extremes of Western minimalism and Eastern maximalism by separating
and recombining elements of Tamanyan’s national-neoclassicist reconstruction and
principles of the contemporary avant-garde.

The human environment

Even as he captures the dense filigree of traditional relations characteristic of
the city once ironically christened the “capital village” of Armenia, Armen innovatively
transposes the modern themes of anonymity, the crowd, and the restless pace of contem-
porary urban life into a new Armenian setting. This latter aspect of Yerevan’s human
landscape is most evident in the opening sequence, where Budaghyan descends for
the first time into the city center. Travelling by car, (Armen instead insists upon a device
whereby the buildings, telegraph poles, streets and crowds appear to be in frantic move-
ment relative to the static observer-in-motion), Budaghyan glimpses two exchanges typ-
ical of the interpersonal reserve and “latent antipathy and the preparatory stage of prac-
tical antagonism” described in Simmel’s classic essay on “The Metropolis and Mental Life”
(Simmel, 2023, pp. 443-444). First, two professional men hurrying in opposite directions
along the sidewalk cross paths and lurch side to side in concert for a brief eternity before
managing to continue on their way. It is emphasized that both remain entirely serious,
indifferent to the humor of their situation. The ambiguity of urban relations is more
sharply accentuated in the following anecdote: “A man standing in a queue happened
to step on another’s foot, then, looking in the other’s face, smiled as though beseeching
forgiveness. The victim interpreted this smile in the following way: ‘You see, my dear,
what things I am capable of? However, this is not all, I am also fairly accomplished
at breaking heads...” (Armen, 2021, p. 6).

In contrast to the center’s anonymous tension, Nork and Old Yerevan present more
intimate communal settings. On the night when Budaghyan arrives in his childhood neigh-
borhood, the air itself comes alive with echoing calls. “Two minutes later, in all the or-
chards of Nork, from under the fruit trees and among the grapevines, the same call could
be heard. The engineer’s come! The en-gi-neer!” (Armen, 2021, p. 28). These voices
promptly resolve into human figures as Budaghyan’s relatives and their Armenian neigh-
bors emerge from houses and darkened gardens to welcome him home. Old Yerevan, mean-
while, provides the backdrop for several set-piece scenes of close human observation,
as Armen relates everyday procedures in a Turkish graveyard, a Persian bath, and a tea-
house (chaykhana). The placement of the Armenian protagonist and his family in the north-
ern heights and the depiction of everyday Muslim life in the city’s southern purlieus reflect
the actual demographic configuration of pre-Soviet Yerevan (Shahaziz, 2003, pp. 179-180).

The ethnic distinction between the inhabitants of Nork and Old Yerevan relates
to an evident disparity in Armen’s narrative approach to the two districts. The scenes
in Nork are presented from an uncomplicated third-person omniscient perspective,
with minimal “discourse” or narrative intervention. Armen freely enters the conscious-
ness of characters other than his protagonist: for instance, the architect’s cousin, also
named Arshak Budaghyan, yearning for a lemon as he struggles to emerge from an alco-
holic stupor. Meanwhile, in the Old Yerevan scenes, Armen conspicuously guides the way,
raises questions, and confines himself to externals of appearance and dialogue, as though
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reader and narrator alike are invisible observers navigating an exotic and unfamiliar
world.

The red gravestones slumber in the yellow heat of the day. There is nothing
to disturb the heavy stillness of the air and the monotonous landscape of red grave-
stones. But look carefully, and you will notice a white chador among the thousands
of graves... Who is she? A young Turkish widow who has searched out her hus-
band’s grave from among the thousands of headstones and is now crying over it...
But is she really crying? No, she has knelt on the flat stone and, head inclined,
she is looking down, unblinking. [...] Regard her an hour later. She is still seated
in the same position. See her two hours later - the same.” (Armen, 2021, p. 62).

In this case, the narrator’s distance serves a plain immediate purpose, as the reader
must necessarily wonder if this female figure is the elusive Asmar. However, the same
marked “externality” holds in the scenes in the baths, as we see the proprietor with his
worry-beards, sense the presence of “Usta Ali,” and “Suleyman agha” by means of dia-
logue, and regard the bathing Osman agha with only external clues as to his thoughts and
state of mind (Armen, 2021, pp. 65-69).

Armen’s self-consciously anthropological posture in these settings, a distinctive
blend of distance and fascination, is not merely a consequence of the implied reader’s
Armenian nationality. It is not incidental that the scenes of the Turkish graveyard,
the bathhouse, and the chaykhana are demarcated by the novel’s best-known refrain -
“venerable old Yerevan is dying” - and that each scene concludes with an image of
the new city overtaking the old. The documentarian impulse in evidence in this section of
the book arises directly from Armen’s concern for aspects of the town already slipping
into oblivion and obsolescence. The reader of Yerevan may be surprised to learn that
the Persian bathhouse culture so lavishly described had all but vanished in the decades
preceding the book’s composition. The city’s major baths in the late Tsarist period were
the “European,” operated by the engineer K.E. Hovhannisyan, the “Russian” advertised
by a Madame Samanova, and a third belonging to one Hambardzum Yeghiazaryan;
“the Persian hamams had, by the first years of the 20th century, practically ceased to
exist; only poor ‘hamam-like’ remnants were left.” (Hakobyan, 1963, p. 360). If we look
more closely, Armen himself shows a clear awareness that the transformation he de-
scribes is already well underway. At one point, we find a description, in the present tense,
of the city caravanserai in its organic relation to the Blue Mosque and central market-
place: “On these days [of pilgrimage], the caravanserai presents a vivacious picture.
All of its cells are packed full with occupants, the chimneys smoke, the smell of cooking
seizes the entire neighborhood, and here, until late at night, there is a clamor of innu-
merable human voices.” Only two pages later do we discover that the caravanserai
no longer exists; it has been paved over to make way for a new avenue, and only weath-
ered bits of rubble recall its former location (Armen, 2021, p. 77, 79).

The many threads of Yerevan’s human landscape are brought into harmony in an am-
bitious and memorable scene in which Budaghyan throws a party at his neighbor Gabo’s
house on the eve of its scheduled demolition. The “enthusiasts of Old Yerevan,” as they
are called, arrive unbidden in an endless procession: Armenian youths dressed in white
with caps in hand, Armenian girls with double braids, Turkish boys with shaved heads
and Turkish girls with slender features, Persians, heavy-limbed tar and kamancha play-
ers, tambourinists with pockmarked cheeks, a saturnine zurna and drum trio from
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Gyumri, middled-aged men with knife scars on their faces from long-forgotten fights,
voluble tradesmen... and all proceed to sing in turn of their days, their work, their hopes
and the weary premonition of their disappointment, the meager diversions of their eve-
nings, and the impending death of the city they have known, until the rooster calls a third
time, dawn breaks, and they file out into the street to meet Levon Grigorich and
the wrecking crew standing outside (Armen, 2021, pp. 139-151).

The verbal environment

On the day of his arrival, Budaghyan remarks on a film poster for Battleship Potemkin
partially torn away to reveal a previous advertisement for Tarzan in the Jungle. The super-
imposed posters create “the incomprehensible and perhaps meaningless word ‘Taryom-
kin,”” which “impressed itself strongly in Budaghyan’s mind, because it was the first word
he had encountered in Yerevan” (Armen, 2021, p. 7). This absurd portmanteau becomes
a signifier of Budaghyan’s conviction that the new constructions of Parsadanyan and Gnuni
constitute an incongruous and irreconcilable addition to the underlying urban landscape,
and of the ambivalent position of a head planner reliant on two architects with opposing
ideas. Dumbfounded by a vista of new stone buildings rising from a tangle of alleyways,
clay walls, and small houses to form the outline of a broad and regular street, Budaghyan
breaks in on Gnuni’s monologue on land acquisitions and the state of the cement supply
to bellow “shut up, Taryomkin!” (Armen, 2021, pp. 54-55). He continues to address Gnuni
as “Taryomkin” for the remainder of the book, to the latter’s bemusement and mild vexa-
tion.

Perhaps a more conventionally poetic constituent of Yerevan’s verbal environment
is the repeated interpolation of song in traditional Eastern forms. These leitmotifs tend
to initiate and accompany sequences culminating in visions of the old city giving way
to the new. In the first of three short nocturnes beginning with the formula “Night...silent
night...,” as Budaghyan wanders the back alleys of Nork, we hear the unattributed lines:
“Asmar!.... You have torn the sleep from my eyes. Your pitilessness has made the Zangu
to cry, Asmar, Asmar!” As the song proceeds, (your answer has made the orchards to yel-
low... your baseness has made the night to wear black), it transpires that Budaghyan is
singing a dimly remembered melody “composed some years ago by an unsuccessful poet.”
Suddenly, he realizes that the poet in question was himself, and that his feet are tracing
the way to Asmar’s old house. Arriving, he opens the door and finds nothing inside:
“The house was no more. Only the outer wall was left standing, like a stage decoration...”
(Armen, 2021, pp. 23-25). Although the words of the song are Budaghyan’s own,
their narrative presentation creates the impression that they are conveyed to him by his
surroundings - the night and the familiar neighborhood - until they finally break through
his improbable - or rather, dreamlike - amnesia.

A more ambitious sequence along similar lines begins with two verses that resolve
into the scene of an ashugh, saz in hand, singing an Iranian ballad in a city chaykhana?3.

You are the rose of Gulistan Who will pluck of your roses?
You are the woe of the young Who will die of your woe?
You are the jewel of the flower-land You are not of human birth
Zubeida Zubeida

3 For further information on Yerevan’s traditional café performance culture and its decline in the Soviet
period see: (Saroyan, 2024, pp. 217-226).
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His song forms the backdrop for a scene of Armenian and Persian laborers taking
their evening rest. The narrator leads the reader to a back room where the Turkish land-
lord plies a covert trade in wine and spirits. However, on the other side of the door, in-
stead of the dim inner sanctum described, we encounter piercing daylight, the ring of
hammers and human voices, and a three-story stone building “rising from the floor of the
demolished room” (Armen, 2021, pp. 70-75).

It is worth remarking that Armen’s 1926 story “Zubeida,” from which this song and
café scene derive, proceeds to a very different conclusion. Its simple plot concerns
a young Turkish laborer, Ahmed, and his love for a politically conscious Persian schoolgirl
who shares her name with the fairy-queen of the ballad. Thrown out of the house for
refusing an arranged marriage with an aged merchant, Zubeida finds Ahmed, and they
live happily ever after in his small room in the workers’ quarters of the Blue Mosque.
While “Zubeida” clearly foreshadows Yerevan through allusions to the city’s demolition
and reconstruction, it exhibits little of the novel’s ambivalence toward this transfor-
mation (Armen, 1966, pp. 31, 34, 53). Yerevan’s central theme, as characterized by the au-
thor, is the notion that “old Yerevan’s content is being demolished along with its form”
(Sargsyan, 1932a, p. 3). The irrecoverability of old “content” once deprived of its original
“form” is a recurring concern of the novel. Moving house, Budaghyan’s uncle Alexo real-
izes that his furniture and possessions, piled into a cart, have changed their essential
nature; the sink, for instance, reveals an unsuspected bluish color in the light of day.
He considers that even if he were to unpack the cart and put everything back in its origi-
nal place, “the room would be filled with the unfamiliar breath of alien objects”
(Armen 2021, 158, 165). This insight constitutes a clear rejoinder to Gnuni’s assertion
that “if tomorrow you prove that all this was what we needed, we will build everything
over again” (Armen, 2021, p. 58).

“Zubeida,” in contrast, presents an account of old content preserved and enriched
by new forms. Persian and Turkish women at a Communist club put aside their head-
scarves only because the director refused to allow men to enter. Protected by the new
Soviet order, Zubeida flees from patriarchal coercion at home - and makes her new life
at the mosque. Initially reluctant to marry Ahmed before he “becomes a man” - that is,
earns a decent livelihood - Zubeida resolves that she will be the one to “make a man
of him” by sharing the benefits of her literacy and education (Armen, 1966, pp. 40, 56-
57). In each instance, old ways survive even as new conditions ostensibly subvert them.

Zubeida also provides a naive contrast to Yerevan in its treatment of dreams.
In the story’s climactic scene, Ahmed wakes, dresses, and leaves his room in the middle
of the night because he dreams that Zubeida is knocking at his door, saying that she will
be his wife. He promptly finds her on the street, and she tells him, “Let’s go home”
(Armen, 1966, pp. 50-51, 57). It is as though he has emerged from a dream into another
dream; the dream and reality have become one. Yerevan’s more obtrusively oneiric struc-
ture, a long succession of evanescent visions and ventures into dim landscapes of the past
culminating in the blank light of day, paradoxically arises from the fact that there is al-
ways an awakening. The entire novel might be called an attempt to realize a single sug-
gestion: “Why not turn dreams into life, and life into a dream?” (Armen, 2021, p. 202).
Nevertheless, this statement, by its very nature, recognizes the distinction and disso-
nance between the two.
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The Central Committee's prohibition of November 14, 1933, refers simply to “Mkr-
tich Armen’s novel Yerevan, which preaches local nationalism and calls for an orientation
toward the feudal East” (Decision of the Secretariat..., 1933, p. 1). With the book’s late
readmission into the Armenian literary canon, a simple question presents itself: Is this
charge, on a strictly descriptive level, true? Perhaps more to the point, do the contraries
of nationalism and socialism, or even East and West, truly provide the best framework
for describing the concerns of the text and its apparently uniquely problematic character?

Strikingly, the critical controversy over Yerevan bore practically no relation to
the book’s “national” orientation, and touched only in passing upon the protagonist’s nos-
talgia for the “feudal East.” An April 1932 review in Grakan Tert by Khoren Sargsyan is
overtly concerned with the book’s indifference to socialist ideology; a passage describing
the evaporation of thoughts relating to the “dictatorship of the proletariat” as a prelimi-
nary stage of Budaghyan’s creative work draws a predictable rebuke. The senior critic
goes on to complain that “there is not so much as a word in Yerevan about the struggling,
creative masses.” In a pro domo sua essay on the same page, Armen is correspondingly
at pains to distinguish himself from his protagonist (Sargsyan, 1932a, p. 3). We will miss
a great deal, however, if we interpret this exchange in ready-made terms, as a noncon-
formist author falling afoul of some definite “Communist Party line.” Yerevan belongs to
an era in which the form of the coming “proletarian literature” was still (at least osten-
sibly) a matter of open contention, and the life-and-death stakes of artistic deviation were
not yet fully apparent. Sargsyan (1891-1970) was no zealous young commissar, but rather
a representative of an aesthetically conservative, politically socialist, pre-Soviet intelli-
gentsia that had reacted strongly against “decadent” or avant-garde currents in turn-of-
the-century poetry and prose from the utilitarian standpoint that “the Armenian writer
must apply his abilities in a manner that provides some good to society” (Petrosyan, 2007,
p- 177). Armen, along with his fellow “Novemberists,” represented a more formally inno-
vative school, which refused to conceive of art narrowly in terms of its social or didactic
function. As we will see, this exchange between critic and author represents not a clash
of “orthodoxy” and “unorthodoxy” (still less of “nationalism” and “socialism”) but rather
a debate over the place of realist aesthetics in the new Soviet Armenian literature.

Sargsyan objects particularly vehemently to the novel’s final pages, where the entire
narrative is revealed to have been a dream - and even the waking Budaghyan promptly
gives way to the figure of the author himself, departing his office with the ink not yet dry
on the final page of his manuscript. “We are not trying to deprive Armen of his right
to dream,” he writes. “We only protest against Armen’s taking refuge under the shield
of a dream extending over dozens of pages, giving free rein to his caprices, disdaining
reality...” (Sargsyan, 1932a, p. 3). Notably, Sargsyan faults Armen for his “idealism” and
“Machist [i. e., empirio-criticist] epistemology.” Setting aside the up-to-date party termi-
nology, this could very well be the work of a cantankerous Mshak or Luma critic inveigh-
ing against an anthology of Symbolist poems at the dawn of the 20th century. In his op-
posing essay, “How Novels Are Written,” Armen makes little effort to defend himself
against charges of individualism, self-indulgence, and transgressions against literary re-
alism. To the contrary, he states that “readers will have noticed that my Yerevan is not
a realistic work” declares that “realism, taken alone, has already become an obsolete form
for the development of literature,” and claims that the novel’s every detail is purposefully

Criticism
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susceptible of three interpretations, corresponding to the “symbolist,” “romantic,” and
“realistic” planes of his synthetic artistic method (Sargsyan, 1932a, p. 3).

Nonetheless, he avows: “I accept realism. On the contrary. Realism must be developed
and deepened.” Armen’s proposal for a “deepened,” “proletarian dialectical” realism in con-
trast to the “transitional,” “contradictory,” “bourgeois” realism of the past contains an ar-
resting slogan - “down with the image!” By this, Armen refers in the first instance to simile
and metaphor, which he says reduce description to “approximation,” thereby failing to
provide “a scientific representation of the phenomenon.” This insistence on the irreducible
particularity of the thing described reflects the heritage of both Naturalism and Symbol-
ism'4 - two currents flowing from opposite directions into the syncretic pool of literary
modernism. What it does not reflect is the “great literalism, extremism, and rigidity” with
which the Socialist Realist novel adopted the 19th century model of the “typical” positive
hero who “should exemplify moral and political (or religious) virtue, and should show
the ‘way forward’” - to such an extent that the formulaic use of epithets and plot structures
create a pronounced effect of “deindividualization” (Clark, 1981, pp. 46-47).

Sargsyan’s rejoinder in the next issue of Grakan Tert makes fascinating reading,
as he cites Lenin, Gogol, and Pushkin in defense of realist conventions, and Andrei Bely,
Vyacheslav Ivanov, and Dostoevsky (disapprovingly) in his effort to demonstrate that Ar-
men’s novel and commentary represent a farrago of modernist literary tendencies rather
than anything especially “proletarian” (Sargsyan, 1932b, p. 2). Armen’s essay, despite
a certain incautious ex cathedra quality, had seemed to represent the beginning, rather
than the end, of a search for a distinctively Soviet literary method. Sargsyan, however,
considers the question entirely resolved: “The proletarian method is dialectical material-
ism itself.” To judge from the priors on display in his two articles, Sargsyan means this
less-than-unambiguous predicate to refer to the “critical realist” tradition of commentary
on contemporary social issues through the portrayal of typical characters in typical situ-
ations. Aside from a passing jab (“such surrealism is no more Marxist than Budaghyan is
a communist”), Sargsyan makes no further reference to the ideological content of Armen’s
novel (Sargsyan, 1932b, p. 2). The debate has passed onto purely theoretical ground.

What we witness unfolding in the pages of Grakan Tert is not a single author being
held to account for his critique of Yerevan’s reconstruction or any other aspect of
the Soviet political order, but rather the narrowing of the formal potential of the Soviet
Armenian novel itself. To use the dichotomy beloved of Marxist critics, Armen attracted
hostile attention not for the ideological content of his work, but for its provocative form.
Once the novel had been singled out for criticism, it would prove easy to glean evidence
of “substantive” ideological deviations as well. As noted by the late Soviet Armenian critic
Hrachya Tamrazyan (himself no sympathizer of Yerevan, which he considered
to represent a “dubious direction,” “theoretical errors,” “alien influences,” “a confusion
of different styles” and so on), Armen considerably facilitated his own enemies’ work by
declaring that the novel was full of hidden meanings (Tamrazyan, 1984, pp. 411-412).

Yerevan as a nationalist text?

As we have attempted to demonstrate, Yerevan’s controversial place in the history
of Soviet Armenian literature, and the purported grounds for the book’s prohibition,

4 As Gyula Illyés wrote in 1936, “the great secret of symbolism is that the poets have publicly slain one
word: the word 'like" (Vajda, 2007, p. 27).
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should not tempt us to read it as an inherently polemical text. Nonetheless, Armen does
take a controversialist approach to a freighted issue of enduring interest:
the transformation of a provincial town bearing the architectural and demographic im-
print of Persian and Turkish rule into a Soviet metropolis and the capital of the Armenian
people. Khachatryan (2018) contends that Yerevan directly reflects a contemporary clash
between “national” and “proletarian” architectural schools, identifying Budaghyan’s
“Eastern” ideal with the pursuit of a distinctively Armenian vernacular architecture, and,
by extension, with Alexander Tamanyan, who “made every effort to preserve Yerevan’s
national profile, adopting as a foundation the best exemplars of medieval Armenian ar-
chitecture” (58). This interpretation is somewhat reinforced by Khoren Sargsyan’s initial
review, in which Arshak Budaghyan is described as “waging a struggle against construc-
tivism,” implicitly placing him in Tamanyan’s camp (Sargsyan, 1932a, p. 3). Nevertheless,
both as history and as literary analysis, Khachatryan’s reading seems incomplete.'>

On the historical side of the ledger, an issue can fairly be taken with the word “pre-
serve.” Tamanyan was, by all accounts, acutely conscious of the value of ancient and me-
dieval Armenian cultural heritage, petitioning two successive governments for laws on
the protection of historical sites and presiding over the “Committee for the Preservation
of Antiquities” before and after his period of political refuge in Iran (Petrosyan, 2015;
Simonyan, 1983, p. 145; Tamanyan, 2000, pp. 134-136, 215-219). However, after centu-
ries of invasion, foreign rule, and economic and cultural stagnancy, Yerevan’s “national
profile” was more in need of definition than preservation: “Before construction, Yere-
van’s two-story clay or earth houses located on narrow and winding streets could hardly
provide...signs or spaces for the self-identification of Armenians with their long-lasting
civilizational legacy” (Mkrtchyan, 2017, p. 489). Tamanyan, moreover, was hardly a con-
servationist in his approach to Yerevan’s existing urban fabric; while Budaghyan laments
that “every time a stone of old Yerevan falls under your pickaxes, it is tantamount in my
eyes to smashing a statue of Apollo or Venus,” we find Tamanyan remarking with the
utmost equanimity that at necessary stages in the evolution of modern European capitals
“the most valuable districts have been demolished to the foundations, even buildings of
six to eight stories” (Armen, 2021, p. 120; Tamanyan, 1924, p. 20). Not even medieval
Armenian churches were held sacrosanct in the realization of Tamanyan’s vision; while
the destruction of the Church of Peter and Paul to make way for the Moscow Cinema may
have represented an unavoidable concession to an anticlerical regime, it was at the chief
planner’s personal insistence that the site of the Gethsemane Chapel was chosen for
the State Theater (Abrahamian, 2023, p. 35).

Budaghyan’s “East,” both symbolically and concretely, is far from national in con-
tent. Grasping for inspiration, the architect wishes that Asmar would come, bringing
in her train “all of the architects of Georgia, Azerbaijan, Uzbekistan, and Turkmenistan.”
(Armen, 2021, p. 183). When Budaghyan mourns aloud for the vanished city, he recalls
the primarily Islamic milieu rendered in the book’s “Old Yerevan” sections: “Where are
they, the listeners of Hafiz-Zade, the customers of Alakper Hasan-ogli, the devotees of
Zubeida?” (Armen, 2021, p. 113).

5 In alecture titled “Writing Against Stalin's Western City,” another reader of the book identifies Tamanyan
not with Budaghyan, but rather with his rival Parsadanyan - a dubious conclusion in light of the apparently
constructivist basis of the latter’s relentless minimalism (Leupold, 2024). This alone may illustrate the dif-
ficulty of reading Armen’s novel as a political-architectural critique or a straightforward fictionalization of
contemporary events.
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The Old Yerevan, whose funeral march echoes through the pages of Armen’s novel,
constitutes not the haven of an immemorial indigenous culture, but rather a haphazard
accretion of more recent Turkish and Persian influences, synonymous with centuries of
invasion, massacre, deportation, and capricious, oppressive, and incompetent!® rule.
The very peculiarities of the urban landscape lovingly evoked are the physical vestiges of
a population living in perpetual fear and uncertainty. Shahaziz describes the windowless
houses, decentralized neighborhoods, and mysterious interior gardens concealed behind
nondescript walls explicitly in terms of the ordinary people’s efforts to preserve their
livelihoods from the sardar’s coffers and their wives and daughters from the harem
(Shahaziz, 2003, pp. 159-161). In this sense, Yerevan reads as a doggedly, even obnox-
iously antinationalist text, subordinating the hopes represented by a new Armenian So-
viet Republic to its fixation on the tawdry legacy of a foreign interregnum and its facti-
tious identification of a particular local identity with a vague, undifferentiated, and ide-
alized “East.” Why, of all places, should Yerevan - the most ancient of Armenian cities
and the final refuge of a people only lately eradicated from their demographic heartland
in the Ottoman Empire - vie with “Samarkand and Tashkent” to become a cultural lode-
star and gateway of entry for “millions of comrades” from “Persia, Turkey, Afghanistan
and India?” (Armen, 2021, p. 129).

We are, however, on the point of sharing quarters with several critics who, disregard-
ing Armen’s own voluble warnings, have already stumbled into the pitfall of too readily
identifying the author with one of his characters. The novel itself anticipates the above
critique, although it is stated more in terms of socialist ideology and contemporary neces-
sity than national grievance. “Do you know,” Parsadanyan retorts, “that what you call
the East is the culture of feudal rulers new and old, of aghas and beks, shahs and sultans?”
(Armen, 2021, p. 126). Against Budaghyan’s resistance to change, Gnuni points out that
“here, under our noses, tens of thousands of people are wandering homeless or piled
on top of each other in dark, musty dens” (Armen, 2021, p. 58). The implicit reference is
to the crowding and death toll from famine, disease, and exposure that accompanied
the mass influx of Armenian Genocide refugees from Ottoman Turkey. Budaghyan’s fervid
orientalism is therefore presented discursively rather than polemically - not as an autho-
rially privileged viewpoint but as one of multiple antitheses. One implication of the un-
canny physical resemblance between Budaghyan and Parsadanyan, frequently underlined
in the text, is that they represent two halves of a divided consciousness - and therefore
neither is a complete or fully realized figure. Put differently, both are, in the end, absurd.*”

Moreover, we cannot assume that Armen is preaching an irenic middle way between
the orientalist and constructivist visions represented; such a mishmash of unreconcila-
bles is precisely the absurdity underlined by the novel’s “Taryomkin” motif.

Where does this leave us? The elegiac quality of Yerevan is not a rhetorical tool em-
ployed in the service of any particular agenda or political critique, but rather represents
a sense of the tragedy inherent in the passage of time and the conviction that nothing -
regardless of its origin or usefulness - should pass unaccounted for into oblivion. Now as

16 Yerevan’s water supply, now famous for its purity, remained notoriously pestilential throughout the en-
tirety of the Turco-Persian period, with recurring cholera epidemics largely accounting for a centuries-long
flatline in population growth (Shaziz, 2003, pp. 53-57; Hakobyan, 1959, pp. 264-268).

7 It appears that the Budaghyan whom we have come to know over the course of the novel is absurd even
to the “real” Budaghyan arriving on the train, who promptly “sets aside all the foolishness of his strange
dream” and passes into other thoughts (Armen, 2021, p. 268).
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then, the generous breadth of Armen’s vision, its ecumenical sweep and refusal of any
final resolution represent artistic luxuries not cheaply afforded to the Armenian novelist.
With the merest reference to the Yerevan Khanate serving as ready fodder for the risibly
pseudohistorical notion of “Western Azerbaijan” and expansionist claims on the Republic
of Armenia, Armen’s novel, with its affectionate commemoration of a city shaped in
the image of Persian and Turkish rule, is perhaps more dangerous today than it ever was
in 1933. It is to the credit of the Armenian reading public and literary culture that
the book’s immense merit has not been obscured once more by tests of ideological purity.

“Schematizing” the city: Derenik Demirchyan’s New Monumental

New Monumental takes as its protagonist Mikhail Georgevich Melikyan, a middle-
aged architect of significant experience and repute, who is tasked with constructing a ma-
jor public building referred to in the text as a “monumental.” Following an idyllic after-
noon at Lake Sevan meditating on his elusive vision, Melikyan arrives home in Yerevan
to find he has been singled out by name in an article criticizing “clerical-monastic”
tendencies in contemporary architecture. It soon transpires that the article is the work
of a circle of ambitious students, led by one Aghasyan and committed to a purely “prole-
tarian” architecture, which they define as a “functional and rational” approach.
(Demirchyan, 1982, 60). The students convene a public discussion at which Melikyan at-
tempts to defend his position, but he struggles to express himself and comes off the worse
in front of a hostile crowd. Attempting to tender his resignation the next day, he is inter-
rupted by a telephone call announcing that a worker has died due to faulty scaffolding
at the monumental construction site. During the subsequent trial, Melikyan is accused by
witnesses of neglecting his workers’ safety and well-being, upbraided by the judge, held
financially liable, and given a suspended sentence. Contrite and spiritually broken, he de-
parts in self-imposed exile to Tbilisi, where the sight of soot-discolored white marble
buildings in the industrial Didube district, “anachronistic and risible,” “graceless epi-
gones of old Georgian architecture and feudal strongholds,” awakens him to the conflict
between his aesthetic tendencies and ideology (Demirchyan, 1982, p. 153). Meanwhile,
in Yerevan, the chief planner, Gasparyan, assigns the students a significant building pro-
ject of their own, but decides to recall Melikyan to complete his “monumental.”

The novel proceeds toward its conclusion without any clear vindication or apotheo-
sis. Melikyan redeems his previous error by risking his life to warn a group of workers
about an impending danger, but feels newly disgraced after receiving another judicial
reprimand for insufficient vigilance against a circle of “wreckers” who have hoarded
building materials and sabotaged his project. The students’ competing project is a modest
success: “well-lit,” “simple,” “comfortable,” and “attractive,” but “simply not what
Aghasyan’s group had expected; it lacked that sublimity, flight, and creative fire which
they meant to soar upward like a magnificent precipice.” The students’ building is ac-
claimed as “a step toward the new monumental,” but falls short of any ideal (Demirchyan,
1982, pp. 234-236). With his own monumental, still unfinished, Melikyan returns to Se-
van, accompanied by Aghasyan and Gasparyan. The chief planner describes how the city
will be transformed by hydroelectric power from the lake. Melikyan meditates that this
great work must belong to the new generation: “The old will fall, remain behind, and
of it only one note will remain, sounding out faintly behind the new.” (Demirchyan, 1982,

Pp. 239-240).

Thomas Charles Toghramadjian, Albert Makaryan Yerevan architectural controversies 231




Urbis et Orbis. 2025. 5 (2)

232

In contrast to the daringly individual literary method on display in Yerevan, New
Monumental is the work of a cautious author highly responsive to the cultural and politi-
cal status quo. The novel, manifestly a product of its time, must be approached within
the context of the conventions of the early Stalinist period and the artistic method which
would soon receive the official designation of “Socialist Realism.”

In her landmark monograph The Soviet Novel: History as Ritual, Katerina Clark re-
construes the apparent naivety and crude schematism of the Socialist Realist oeuvre as
a relatively sophisticated and evolving set of variations on a single “master plot” whose
central concern is not class struggle as such, but rather the dialectical resolution of “con-
sciousness” (i.e. ideology and theory) with “spontaneity” (i.e. instinct, zeal and action)
(Clark, 1981, pp. 15-16). This master plot takes two significant variations, or “biograph-
ical patterns”: one “positive” (a proletarian hero coming to increasing consciousness,
as in Gorky’s Mother), and the other “negative,” involving “an intellectual or bourgeois
hero whose psychological and intellectual makeup puts him out of step with the new age.”
(Clark, 1981, pp. 44-45).

New Monumental corresponds to both of these blueprints. Considering himself
a “sincere friend of the proletariat,” the protagonist Melikyan is consciously committed
to the revolution and never consciously deviates from Communist ideology (Demirchyan
70). He is nonetheless irredeemably burdened by the instincts of his upbringing and prior
career in service to the bourgeoisie; despite his guilt over the accident and awakening
to the shortcomings of his classicism, he still cannot bring himself to listen attentively
to his workers, and he admits at the end of the book to still “loving the old” (Demirchyan,
1982, p. 237).

At the same time, in his creative turmoil, he appears more ideologically “conscious”
than the youthful architects and their sponsors, who blithely presume that an edifice’s
“ideology” will arise automatically from its function. Therefore, Melikyan must supple-
ment his overdeveloped “consciousness” with “spontaneity,” or, in the terms preferred
by the text, turn his sights from “theory” to “practice.” This lesson is imparted by his
relative Barekyan in Tbilisi, a hydraulic engineer newly invigorated by constant outdoor
work leaving no room for brooding contemplation: “Here are my projects, my diagrams,
my books, my papers - my theory. Now they are all left here, scattered on the ground,
on the tables. Practice has picked me up and carried me away like a flood.” (Demirchyan,
1982, p. 156). Meanwhile, the novice architects led by Aghasyan are distinguished by their
youthful energy, zeal, and organically proletarian instincts, but require further theoreti-
cal grounding. Nonetheless, as they repeatedly argue, practice itself provides the best
education - they are allowed to spring into work, providing passable results for the time
being, with the certainty that the future belongs to them.

It must be noted that, despite the evident depth of Demirchyan’s research and aside
from the lifelike dialect variations in his Armenian characters’ speech, New Monumental,
on its surface, might have been set anywhere in the Soviet Union. Aside from a few stray
references to Abovyan Street and the Nork district, the text is practically devoid of local
geographic signifiers. Possibly by design, it is impossible to determine where the building
site exists in relation to the city planning office, where the office exists in relation to Me-
likyan’s home, where the public debate takes place, and so on.

If the modern urban novel is characterized by “spaces that fuse public and private,
that are uneasily indeterminate: coffee houses, theaters, museums, pubs, restaurants,
hotels, and shops” (Wirth-Nesher, 1996, p. 20), Demirchyan favors impersonal public
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venues (municipal offices, auditoriums, courtrooms), occasionally alternating with se-
cluded retreats (Melikyan’s home office arrayed with books and artwork representative
of his classicist inclinations, the smoke-filled rooms where the devious “wreckers” con-
spire over caviar and champagne). There is a more than incidental resemblance between
these settings and theatrical scenery; Demirchyan first found distinction as a playwright,
and it might be remarked that New Monumental would lose little in adaptation for
the stage. The novel’s “human” and “verbal” landscapes are likewise narrowly tailored to
the advancement of the plot: newspapers print architectural polemics, Melikyan’s work-
ers protest their ill-treatment, and members of the public convene at lectures and trials
to hiss and applaud. Hardly, if ever, do we glimpse the city occupied in its everyday life,
insensible to the protagonists’ existence and concerns. This is to say that the book does
not contain the distinct external landscapes characteristic of the “modern urban novel.”
Demirchyan’s treatment of the growing city is, so to speak, more topical than topograph-
ical. Consequently, our inquiry must begin from the historical foundation rather than
the finished edifice of his work.

New Monumental and Tamanyan’s People’s House

While practically ignoring the physical landscape of early Soviet Yerevan,
Demirchyan’s novel faithfully reconstructs the debates that would come to define
the city’s 20th-century profile. The editors of the Collected Works suggest that Melikyan
is a cipher for Alexander Tamanyan and that his unfinished “Monumental” stands for
the State Theater, the modern-day Yerevan Opera (Demirchyan, 1982, pp. 661-662).
There is abundant evidence to support this view. In July 1926, Tamanyan invited
Buniatyan as well as two other classically inclined senior architects, Hovhannes Ka-
chaznuni and Gabriel Ter-Mikayelyan, to submit competing designs for the “People’s
House,” as the theater was originally conceived (Dolukhanyan, 2015, p. 133). The chief
planner ultimately assumed the project himself; after six attempts, he settled on a circu-
lar colonnaded structure faced externally with local granite and internally with marble,
which he described as an attempt to unite the principles of the Roman Colosseum with
the 7-century Zvartnots Cathedral (Abrahamian, 2023, p. 43).%®

In Tamanyan’s characterization, “the theater is designed monumentally, in corre-
spondence with Armenia’s natural environment and popular art” (Tamanyan, 1932,
p. 26). Although Demirchyan’s description of Melikyan’s “monumental” is intentionally
vague, the parallels are evident enough. The architect is inspired by public buildings of
the antique world, “filled with and completed by the psychology of the masses,” and em-
ulates classical architecture with a facade of imposing pillars. In his conception,
‘the monumental leaves the impression of being firmly and eternally attached to
the earth,” but is also defined by its sublime upward flight: “a building of marble and
cloud” (Demirchyan, 1982, pp. 10-11, 125, 50, 150).

There are still more apparent parallels with Tamanyan’s difficulty in bringing
the project to completion, as the People’s House became a target of criticism from his
constructivist rivals and of discouraging pressure from above; at one point, funds were
withheld on condition that an enormous statue of Lenin be placed atop the edifice
(Mkrtchyan, 2017, p. 491; Abrahamian, 2023, pp. 41-42).

8 This information comes from the architect Mark Grigoryan’s recollection of private conversations with
Tamanyan. As Demirchyan and Tamanyan were personally acquainted, it is quite possible that the novelist
was privy to similar discussions.
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Although the ground was soon cleared for the project, with private orchards '°. More-
over, the Gethsemane chapel and surrounding Armenian cemetery were cleared away in
the late 1920s, construction proceeded slowly, and the State Theater’s finished appearance
remained indeterminate until years after Tamanyan’s death. At the time of Demirchyan’s
writing, proletarian resistance to Tamanyan’s vision for the People’s House was at its
height; on March 6, 1930, fourteen Armenian architects, engineers, and artists published
a letter in Tbilisi’s Novaya Vremya newspaper titled “In place of the People’s House, let us
build a forge of proletarian culture” (Abrahamian, 2023, pp. 36-37; Mediamax, 2013).

Whereas Armen stylizes and recombines opposing tendencies in Soviet Armenian
architecture to create his own antitheses of “East” and “West,” New Monumental much
more closely accords with the actual terms of contemporary debate. The national-neo-
classical style pioneered by Tamanyan and Buniatyan was condemned precisely as “cler-
ical” or “monastic” (Balyan, 2020, p. 54). The positive principles of Demirchyan’s young
“proletarian” architects match those of their real-world analogues; Aghasyan’s references
to “modern architecture proceeding along functional and rational lines,” and “clear geo-
metrical forms without ornamentation” are directly quoted from an article by Mikayel
Mazmanyan (Demirchyan, 1982, p. 60; Mazmanyan, 1927, p. 3). We might proceed fur-
ther in this direction - an argument could be made, for instance, that Melikyan bears
a closer resemblance to Buniatyan than to Tamanyan - but there would be little analytical
purpose or novelty in the exercise. There is no doubt that the contents of New Monumental
are “torn from the headlines.” More pressing is the question of what artistic purpose is
served by such a direct fictionalization of current events.

Afternoon of an architect

Despite the somewhat affected vigor and enthusiasm of specific passages,
Demirchyan’s novel, as a whole, is decidedly melancholy in tone. Much of this follows
from the protagonist’s age and compromised position. Seeing the outpouring of support
merited by the young architects’ modest success, Melikyan considers that imperfection
on his part will hardly be accepted so charitably: “And him? He was alone. He was trying
too. Moreover, if he, in turn, did not succeed completely, would he possibly be greeted
by the same warm caress of enthusiasm?” As his own building slowly rises, Melikyan’s
“despondency and doubt” give way to nothing better than resignation. “He reconciled
himself to the thought that it would not be an epochal work in its entirety. A fragment,
a suggestion, a fleeting breath of the future monumental whose image was in his and
the public’s imagination” (Demirchyan, 1982, pp. 236-237). But the book’s melancholy
extends further than a single individual contending with his own limitations and failures.
By the end, no real synthesis of “theory” and “practice” has taken place; there is no one
figure in whom these categories are successfully united. Even as the engineers Barekyan
and Mirakyan inspire Melikyan with their consuming dedication to everyday work, he is
startled by their narrow perspective, impatience, and interpersonal indifference border-
ing on “selfishness” or “cruelty” (Demirchyan, 1982, pp. 125, 159).

The old is defeated, not constructively converted into new forms; Melikyan’s im-
pending obsolescence is taken as a given, and there is little suggestion that he even has
arole to play in the formation of a new generation of architects. The landholder who

9 One subplot of New Monumental concerns a landowner’s attempts to prevent or at least delay the uproot-
ing of his orchard for Melikyan’s project.
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beseeches Melikyan to spare his orchard is rebuffed and finally driven to despair, threat-
ening to Kkill his own children. He is portrayed neither as a villainous kulak nor as an in-
nocent victim; Melikyan simply reflects that “he has been defeated” and “must be sacri-
ficed.” There is an unusually tragic image of the “corpses” of trees cut down to make way
for the monumental: “headlong, arm outspread, contorted in pain” (Demirchyan, 1986,
pp- 48-49, 137). Above all, the hoped-for edifice remains a phantom still out of reach;
so much debate, physical labor, sacrifice, and creative struggle yield only one unremark-
able building and another unfinished and irredeemably compromised. These ambivalent
touches, which provide much of the book’s artistic value, may also account for its lack
of contemporary recognition. As Clark notes, novels of the Stalinist period had to be “op-
timistic,” portraying the Marxist-Leninist “resolution of all conflict between individual
and collective good” through heroic narratives that served as “repositories of official
myths” (Clark, 1981, pp. 109, 10). Why, it may be asked, did Demirchyan, otherwise
so sensitive to his critical environment, neglect the most obvious requirement of all -
to provide a heroic, stirring, optimistic, exemplary story?

In early 1931, just as the first installments of New Monumental were on the press,
the literary organ of the Proletarian Writers’ Association of Armenia dedicated several
pages to a survey of Demirchyan’s 35 years of literary activity to date. The piece begins
with a vague and sophomoric overview of the “petit-bourgeois” milieu from which
Demirchyan emerged (the term appears ten times in the first fifteen sentences), approv-
ingly, if patronizingly, notes a “surprising transformation” in the author’s post-revolu-
tionary style (although his later works are still “not free from errors”), and concludes:
“Derenik Demirchyan will finally be able to stand on the platform of proletarian ideology
when he comes to comprehend the essence of Marxist philosophy” (Mkrtchyan, 1931,
pp. 46-47, 52). This treatment appears even more ungracious in light of Demirchyan’s
own charitable approach to the Proletarian Writers’ efforts. This was most apparent in
the literary debate over “schematism,” a term which came into vogue in the late 1920s
and rapidly became a catch-all for the deficiencies of proletarian literature to date: overt
propagandism, cliché, slipshod language and formal indifference, the substitution of gen-
eralities for detailed observation, and so on. In a 1930 article discussing schematism and
its causes, Stepan Zoryan identified one of the most consequential symptoms: “Our con-
temporary literature, along with the aforementioned deficiencies, lacks (for the most
part) local distinctiveness, local scent and color...Many works give the impression of hav-
ing been translated from another language” (Zoryan, 1930, p. 4).

While one of Demirchyan’s recent works was among those Zoryan criticized as ex-
hibiting “schematist” tendencies, it is evident that the term first and foremost implicated
the crude agitprop and formal unsophistication of the rank-and-file Proletarian Writers.
Demirchyan’s response in defense of schematism - a term that had been used almost
exclusively in a derogatory sense, including by the Proletarians themselves - appears mo-
tivated less by wounded amour-propre than by a desire to identify positive developments
in the last decade of Soviet Armenian literature. He begins by observing that a term
so widely bandied about requires further definition: “if it is a snake, let’s run by all
means, but why not understand what kind of thing it is first?” In the accepted usage,
he says, “schematism” refers to the “dry, diagrammatic, skeletal, depiction of real life.”
It is defined not by the use of “typical” characters as such - a pillar of the realist tradition
advocated by Zoryan himself - but rather by Soviet writers’ difficulty in creating fully-
realized figures representative of contemporary experience. Demirchyan attributes this
difficulty to the unprecedented pace of social change. For decades, he writes, “everyday
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life was defined by the static relations of ‘the rich and the poor.’ Social groups were clear;
types were ‘typical.” Moreover, now, in the whirlpool of contemporary life, even those
‘permanent’ types, even those ‘men of the past’ seem to be moving and hastening on
to their fateful ends.” Writers who might once have labored for years over works of burn-
ing contemporary relevance now had to contend with unfinished manuscripts growing
obsolete literally day by day. Demirchyan goes on to mount a more affirmative defense
of “schematism,” arguing, for instance, that if works of fiction had come to resemble
pamphlets or newspaper editorials, it was only because there now existed a recognizable
group of people of solely ideological preoccupations, making it” impossible for an author
to have them speak about anything else.” Passing on to the inevitable question of the def-
inition of “proletarian realism,” Demirchyan criticizes what he terms the static “photo-
graphic” realism advocated by Zoryan, opposing it to a “dialectical” realism concerned
with the momentum, direction, and flux of society. He compares the former approach
to describing passengers on a train or the bolts of a ship, while ignoring the vessel's
course (Demirchyan, 1930, pp. 4-5).

Demirchyan’s defense of schematism helps to account for some odd qualities of New
Monumental that hardly suggest a gifted and mature writer drawing upon a decade’s
worth of research: the scarcity of distinctively local motifs, the abstraction of the city
landscape, the narrow “topicality,” and the pasteboard aspect of many characters repre-
senting ideological rather than human types. 2°

Beyond accounting for the work’s various deficiencies, this critical context helps
to inform an appreciative reading of this flawed but essentially serious novel. We may
take as a starting point a remark of Melikyan’s that echoes Demirchyan’s own comments
on the challenges of contemporary literature: “Life moves forward more rapidly than
style” (Demirchyan, 1982, p. 68). Let us consider, broadly, the book's material. Acrimo-
nious debate over the foundational principles of a new proletarian method which nobody
can successfully define or employ, a veteran artist struggling to maintain his relevance
and good standing, youthful enthusiasts with uncompromising slogans and impatient zeal
outstripping their still-undeveloped talent - it takes no penetrating psychological insight
to realize that New Monumental is a statement on the Soviet Armenian literary culture of
the prior decade, and that Demirchyan, with judicious self-criticism, has cast an aging
fellow-traveler in the leading role.

While Demirchyan’s concessions to proletarian schematism significantly shape
the novel's formal texture, its most compelling ideas concern the preservation and adap-
tation of traditional forms within a new political, economic, and cultural order. Inspiring
are the passages in which Melikyan rises to defend his artistic views, contending at once
with rejoinders from his opponents and with his own internal monologue as he recog-
nizes, for the first time, various points of uncertainty. Two formulations are especially
relevant to both architectural and literary aesthetics. First, Melikyan says, “style must
arise from the element of the masses - from the land. The conditions of Arkhangelsk,
India, and our own country are not the same. Our tuff - that is the element that we must
plan, shape, and heap into our constructions. Furthermore, tuff, comrades -
is style.” Later, he defends his use of archways reminiscent of medieval Armenian

2° This flatness extends even to Melikyan, whose inner life is occupied entirely by professional and ideo-
logical concerns. He never worries, for instance, how his fall from grace might affect his wife and daughter,
who are briefly introduced early in the novel and never mentioned again.
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churches in the same terms. “It is tuff which provides those arches. Our tuff predeter-
mines our style. We do not have much iron or reinforced concrete. Tuff is what we have
today” (Demirchyan, 1982, pp. 68, 128). A parallel suggests itself to the Armenian lan-
guage - rugged, intractable, locally distinct, and above all, ancient — which has been re-
peatedly and memorably compared to stone.

This reading will appear less tendentious if it is borne in mind that the register of
the Eastern Armenian literary language (i.e., the interrelation of the “civil language,” lo-
cal dialects, borrowed words, and so on) was a question of enormous stakes during this
same period. In the coming years, Yeghishe Charents’ use of Classical Armenian locutions
in the Book of the Road would provide one pretext for his condemnation, arrest, and exe-
cution as a nationalist. Defending himself at a moment of supreme danger in July 1934,
Charents chose to deliver a lecture on, of all subjects, “Derenik Demirchyan and tenden-
cies in the development of our literary language,” in which he draws an explicit parallel
between the respective poetic registers of Hovhannes Tumanyan and Vahan Teryan and
the architectural styles of Tamanyan and Mazmanyan (Nichanian, 2002, pp. 27-37;
Charents, 1967, p. 323).?! Demirchyan’s own language, with its alternation between local
dialect (in dialogue) and standard modern Armenian thoroughly leavened with Russian
borrowings (in narration), constituted a safe middle way for Charents to valorize.
Demirchyan’s reference in New Monumental to the definitive influence of a native ele-
ment suggests - however faintly - a persistent admiration for writers who cultivated
a more unalloyed, autochthonous, and classical register.

More self-evidently literary is Melikyan’s somewhat abstruse excursion on the origin
and use of artistic symbols. “Do you want a monumental?... Then you are dealing with
the suggestive properties of styles and images... Do you recall Ibsen’s self-invented sym-
bols - the wild duck, the white horse? Are they effective? Perhaps. Nevertheless, how
much more effective Hauptman’s bell is! Do you remember? Why the bell? Because it is
old, deep, and full of popular meaning. The traditional function of the bell - that is,
the source of its suggestive character. Now, can the pitiful boxes you propose be equally
as suggestive to the masses? They cannot.” (Demirchyan, 1982, pp. 67-68). Again, we en-
counter a hint of internal doubt. Despite Demirchyan’s own deference to current trends,
including the use of mechanical similes - a crowd bursting into applause like a factory
beginning to rumble at the turn of a crank, autumn arriving on the Ararat Plain like a train
beating over the tracks - he articulates an evident nostalgia for more immemorial well-
springs of aesthetic experience (Demirchyan, 1982, pp. 73, 148).

Afterlife: Derenik Demirchyan’s unpublished City

New Monumental met an evidently lukewarm reception; it may be sufficient to note
that the novel never saw book publication except in posthumous anthologies of
Demirchyan’s complete collected works. Later critics have generally neglected to com-
ment on the novel; it has never been the subject of a dedicated study, is not mentioned
in Hrachya Tamrazyan’s standard History of Soviet Armenian Literature, and in a collec-
tion of 1977, articles dedicated to the centennial of the author’s birth we find only one
parenthetical reference to “the journalistic [hraparakakhosakan] novel New Monumental”
(Aghababyan, 1977, p. 20). In terms of Demirchyan’s own artistic progression, the book
represents a soon-discarded tendency toward schematism, which, however significant
as literary history, did not lend itself to works of great merit.

21 Unfortunately, the development of this comparison was not recorded by the stenographer.
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One circumstance, however, lends the novel an enduring fascination. Demirchyan
continued to labor over the text for twenty more years, beginning almost immediately
after the original serialization of New Monumental and finally unifying the accumulated
fragments in a 1951 partial draft. Judging from the proportions of the main manuscript,
which encompasses only one of three outlined “phases,” the completed novel might have
approached a thousand pages in length. Along with its larger scale, the new version in-
troduces major revisions to the content. Melikyan, rechristened Adonts and more ad-
vanced in age, is no longer merely an eminent architect but the chief planner for all of
Yerevan - his identity with Tamanyan is now unmistakable. The novel’s outline matches
the course of Tamanyan’s own late career, with Adonts initially losing ground to his
youthful “proletarian” opponents, regaining preeminence. 2> Overseeing their work, and
finally ceding the arena with his death at the outset of Part III. While preserving
the “monumental” plotline, with a similar attacks on Adonts’ “clerical-monastic” style,”
Demirchyan widens and sharpens the architectural controversy to address questions of
city planning, including church demolition (Adonts heads the Committee for Preservation
of Antiquities), urbanization of the northern orchards, the role and quantity of collective
apartments, and the alleged architectural subordination of the outlying industrial dis-
tricts to the “petit-bourgeois” garden-city center (Demirchyan, 1982, pp. 247, 289, 294,
358, 368, 372, 518-522).

The most striking change of all is in Demirchyan’s thematic treatment of Yerevan
itself. In New Monumental, the city - effectively collapsed into a single edifice - is reduced
to an abstract metaphor for a socialist society and culture still under construction.
The Yerevan of City, a much broader panorama in much sharper relief, is represented by
a deft superimposition of past, present, and future landscapes that rivals, and at times
even resembles, Mkrtich Armen’s modernist poetics. At the outset of the novel, Adonts
reflects that the new city he had traced in pencil “once stood like a mirage upon the old.
A mirage even now. However, day by day, it was the old that was becoming a mirage.
The echoes of the old and the reality of the new were already beginning to course through
the streets of the city” (Demirchyan, 1982, p. 246). This conceit of the city as two over-
lapping mirages, with phantoms of the past flitting amid the scarcely embodied visions
of a creative mind, is fully realized in a memorable sequence in which a wealthy man
reduced to homeless poverty, the Urartu king Argishti, and the vanished 19™-century au-
thor Khachatur Abovyan all wander bewildered past the Moscow Cinema, standing
on the ruins of a church, standing on the ruins of a pagan altar, on an old street newly
christened with Abovyan’s name (Demirchyan, 1982, pp. 376-381).%3

Had the work been completed, City would have constituted an achievement unique in
Armenian literature - a full-scale historical epic of the construction and growth of Soviet
Yerevan, to stand alongside Armen’s more lyrical treatment of this process in its early
stages. Demirchyan’s age is the most apparent reason for the novel’s incompletion; he was
already 74 years old and had only four more years to live when he consolidated his

22 This corresponds to the beginning of the second phase of Tamanyan’s general plan in 1932, which coin-
cided with the official declaration of Socialist Realism and accompanying principle “socialist in content and
national in form” (Balyan, 2020, p. 54).

23 This memorable scene owes something to Axel Bakunts and his 1932 story “Sunset on the Province,”
describing the metamorphosis of Astafyan (Abovyan) Street and a solitary wanderer disoriented by the
city’s rapid change. Bakunts was at work on the biographical novel Khachatur Abovyan when he was con-
demned and executed 1937.
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manuscripts into the partial draft of 1951. However, considering Demirchyan’s formidable
industry and three decades of preoccupation with the same theme, we should, perhaps,
seek another explanation. “Do you want a new city?” Adonts angrily exclaims to his oppo-
nents: “Then give me an empty field!” (Demirchyan, 1982, p. 435). The point, which con-
cerns the impossibility of building without regard to preexisting structures, might be ap-
plied to Demirchyan’s creative labors as well. With all its appealing novelty, City still labors
under the weight of its original material, including the hackneyed and basically extraneous
subplot about a conspiracy of saboteurs. The revision also takes the fatal construction ac-
cident and the ensuing trial from New Monumental, episodes that are conspicuously out of
place in the first movement of a work with an entirely different dramatic structure.
Considering that the finished portion of the manuscript ends here, it may be inferred that
these very difficulties contributed to Demirchyan’s loss of momentum.

Surveying a vista of earthen houses and black tuff buildings, with the distant noise
of dogs, roosters, carts and cars rising from a maze of straight avenues and winding
streets under the twin peaks of Ararat on the darkening plain, Adonts and the young ar-
chitects see before them “a city straining to be built, to emerge from its prior state.”
(Demirchyan, 1982, p. 256). Reading City, we are left with only the foundation, blue-
prints, and fragments of a monumental work which failed, in the end, to emerge from
what had come before. Enough remains, however, to provide abundant justification for
further study of this neglected work and new insight into the creative process of one of
the foremost Armenian writers of the 20™ century.

Conclusion

The brief vogue of what we have termed the “architectural novel” in Soviet Arme-
nian literature was not confined to Yerevan and New Monumental, but also encompassed
works such as Mkrtich Armen’s The City on the Hill (1930) and Stepan Zoryan’s The White
City (1930). Decades later, in Gegham Saryan’s verse novel A Miraculous Generation
(1950) and Yuri Yerznkyan’s popular film The Song of First Love (1958), we once again
encounter the figure of an idealistic young architect overseeing the demolition of his own
family home and neighborhood. Yerevan and New Monumental/City occupy a central place
on this broader constellation, as ambitious works with a sustained focus on questions
of architectural aesthetics, concerned with the development of Yerevan as a whole.?4

Considering the privileged place afforded in the Socialist Realist genre to
the so-called “production novel,” it is surprising that Soviet literary culture did not
engage more closely with questions of city planning and urban architecture. Particularly
in Demirchyan’s treatment, the new city landscape or urban edifice becomes a fruitful,
if overdetermined, metaphor for the new socialist society under construction. However,
if Russian or other Soviet national literatures contain clear parallels to Yerevan and
New Monumental - that is, novels featuring architects as their protagonists and placing
at issue the construction of a major city or a part thereof - they have eluded our own
survey, and their identification is a task which must remain for future researchers.
How to account for this evident lacuna? Katerina Clark provides a helpful answer:

24 The White City and A Miraculous Generation concern the work of architects in rural communities,
while Armen’s The City on the Hill describes the growth of a single neighborhood of Western Armenian
refugees and repatriates on the small height of Dava-Yatagh on the southern outskirts of Yerevan.
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“From the thirties on, most novels of the Stalin period were set not in the complex
modern cities of Moscow or Leningrad, but in a model provincial microcosm -
a town, factory, kolkhoz, construction site, or army unit far removed from
the advanced urban centers. In such an environment, ‘nature’ could play a greater
role in the lives of the protagonists. However, above all, reality could be ‘simpli-
fied.” Some of its harsher aspects, such as the oppressive, hierarchical state bureau-
cracy, could be made to seem more benign in a setting where the officials would be
few and the gap between their status and that of the ordinary people less” (Clark,

1981, p. 109).

In this context, the Armenian architectural novel is a unique phenomenon that re-
quires its own explanation. Such an accounting must begin with Yerevan’s exceptional
significance as a site of real and symbolic reincarnation for a people lately brought
to the brink of total annihilation and separated from the physical foundations of their
culture. Coinciding as it did with the aspirations and demands of a new Soviet order, this
process of national reconstruction involved a profound collision of traditionalist and uto-
pian visions. Yerevan was further distinguished as a special case by the remarkable de-
gree of authority invested in Alexander Tamanyan, an architect of no innate Communist
affinities, who embarked upon a city plan initially developed in advance of the Bolshevik
takeover and cultivated a national-neoclassical architectural style of manifestly religious
antecedents. Such a course could not fail to provoke ideological resistance, which, in the
event, took the form of an original school of Armenian constructivist architecture repre-
senting its own synthesis of vernacular and modern elements.

The height of this architectural debate coincided with a period of exceptional literary
activity extending from the proclamation of “free competition” in 1925 to the institution
of Socialist Realism as an official artistic method in 1932. Even as writers such as Armen
and Demirchyan drew inspiration from the controversial process of Yerevan’s reconstruc-
tion, they were themselves undertaking to define a new Soviet literary method whose
prescribed “realistic” and “proletarian” qualities had yet to assume a settled form.
In the resulting novels, Yerevan and New Monumental, we witness both the potential of a
Soviet Armenian modernism whose future was rapidly being foreclosed, and an incipient
Socialist Realism endeavoring to reconcile 19th-century literary technique with a dialec-
tical conception of social progress in an era of unprecedented change. This implicit drama
of artistic struggle and adaptation lends an additional layer of significance to works
whose enduring value is assured by their depiction, at a decisive juncture, of the changing
countenance of the new and ancient city whose fate has become inextricable from that of
the Armenian people.
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E. I MapzapssH BUKTOpMaHCKMII CTUMIIAaHK KakK ypbaHucTuueckasi Mmudosorus

AHHOTALIVA

CraTbs OCBsIlleHa aHaIN3y cepuaia «Kapuupan Poy» (Carnival Row,
2019-2023) KaK COBpeMeHHOr0 ypbaHucrtuyeckoro muda, peajimsoBaH-
HOT'0 B 3CTeTMKe BUKTOPMAHCKOI'0 CTMMIIaHKa. VccaeoBaHMe paccMaT-
pMBaeT BBIMBIIUJIEHHBIN I'opoJ, Bypr Kak MHOTOCJIOMHBIN MMaJMMIICECT
KyJBbTYPHBIX Y UCTOPUYECKUX HAIJIACTOBAHMI, B KOTOPOM BUKTOpPHMAH-
CKasi apXMUTeKTypa M CUMBOJIMKA QYHKUMOHMPYIOT KaK MHCTPYMEHT
KPUTUKM COBpPEMEHHOro ypb6aHusMma. CTUMIIaHK IIOHMMAETCs 37leCh He
KaK HOCTaJbI'MyecKasl AeKopalus, HO Kak peTpodyTypucTuyieckas oll-
THKA, COeNMHSIONIAsl IIpoIoe M 6yayliee Jijisi BbISBJI€HMUS] CKPBITBIX
MeXaHMU3MOB BJIACTHM, COLMAJIbHOT'O KOHTPOJISI M CUCTeMaTUUeCKOI'o MC-
KJIIOUeHMsI MaprMHaJIM3MPOBAHHBIX I'PyIIl. ONKMpasicb Ha KOHIENTyallb-
HBIN annapaTt AHpu JledeBpa, Muiesns dyko, AHZIpeaca XocceHa, XoMU
Ba6bl, ®paHua ®aHOHA UM APYIUX TEOPETUKOB KPUTUUIECKON ypbaHU-
CTUKMU Y ITOCTKOJIOHMAIbHBIX UCCIEL0BaHM, aBTOP aHAJIM3UPYET apXu-
TEKTypy BJIaCTM, COLMAIBHYIO CTpPAaTMOUKAINIO M OMONOJIUTUYECKME
MPaKTUKM BUKTOPMAHCKOTO Meramojuca KakK ajlJIerTOpUI0 COBpPeMeH-
Horo ryio6asbHOro roposa. Ocoboe BHMMaHMe yzesieTcs: reTto KapHu-
BaJI POy Kak reTepoOTONMUYM MHAKOBOCTY — IPOCTPAHCTBY, rae popmMupy-
IOTCSI aJIbTepHATUBHbIE POPMBI MAEHTUYHOCTH, COLMAJIBHOTO Boob6pa-
JKEHUS U MOJIMTUYECKOr0 CONpOTUBIeHMs. Uepe3 MeTadopsl Tesna, 60-
JIe3HU, NaJIMMIICeCTa M KapHaBaJjla cepyuajl IpeficTaeT KaK MHOTOYpPOB-
HeBBIVI KOMMeHTapuil K ¢peHOMeHy ropoja KakK >XMBOT'O OpraHM3Ma U
apeHbI 60pb6BI 32 «IIPABO HA TOPO/». BUKTOPMAHCKUI CTUMITAHK B ZlaH-
HOM KOHTEKCTe BBICTyIIaeT KaK MHCTPYMEHT JAeKOHCTPYKIM Heonube-
pasibHOro yp6aHM3Ma, BBISIBJIEHMSI HOBBIX GOPM COLIMAJIBHOM cerpera-
LMY U PENPECCUBHBIX MEXaHM3MOB AUCLUIIMHAPHOrO obiiectBa. Kap-
HaBaJIbHOE Hayajo, IOHMMaeMoe B 6aXTMHCKOM CMBICJIE KaK BpeMeH-
HOe 0CBOGOXX/IeHMEe OT I'OCIIO/ICTBYIOIIMX MepapXuil, CTAHOBUTCS MCTOY-
HMKOM COLIMaJIbHOT'O OGHOBJIEHMSI — IIPOCTPAHCTBOM, /i€ IT0ZaBJIeHHbIE
3Heprum o6IIecTBa BO3BpalaloTcsl B ¢opmMe TUOPUAHON KYJIBTYPHI,
TPAHCIPECCMBHOTO CMeXa U YTONMYECKOTo BoobparkeHus. TakuM obpa-
30M, «KapHuBan Poy» penpe3seHTHpYeT IOCTUMHIAYCTPUAJIBHBINA T'OPOJ,
KaK CJIOXKHOe IlepelieTeHMe aMsITU U 3abBeHMs], TPaBMbI M BO3MOXK-
HOCTU, KOHTPOJISI ¥ OCBOGOXJEHUSI — T'OPOJ-IaJIMMIICECT, B KOTOPOM
MMIIepCKoe IPOoIIJIoe U yTonMuyeckoe OyAylee HaXOAsITCS B COCTOSIHUU
TIOCTOSIHHOT'O HaIIpsXEHHOTo Auasora.
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steampunk In this study, the TV series Carnival Row (2019-2023) is considered
urbanism a modern urban myth presented in the aesthetics of Victorian steampunk.
heterotopia The article analyzes the fictional city of Burg as a multi-layered palimp-
palimpsest sest of cultural and historical layers that act as tools for criticizing mod-
postcolonialism ern urbanism. Steampunk is understood here not as nostalgic decoration
biopolitics but as a retrofuturist optic that fuses past and future to expose the hidden
carnival mechanisms of power, social control, and the systematic exclusion
social space of marginalized groups. Drawing on the conceptual frameworks of Henri
city Lefebvre, Michel Foucault, Andreas Huyssen, Homi Bhabha, Frantz Fanon,

Carnival Row

For citation:

and other theorists of critical urbanism and postcolonial studies, the au-
thor analyzes the architecture of power, social stratification, and biopo-
litical practices of the Victorian metropolis as an allegory of the contem-
porary global city. Particular attention is devoted to the Carnival Row
ghetto as a heterotopia of otherness - a space where alternative forms
of identity, social imagination, and political resistance emerge. Through
metaphors of the body, disease, palimpsest, and carnival, the series ap-
pears as a multi-layered commentary on the city as a living organism and
an arena of struggle for the “right to the city.” In this context, Victorian
steampunk functions as a tool of neoliberal urbanism, revealing
new forms of social segregation and repressive mechanisms of a discipli-
nary society. The carnivalesque, understood in Bakhtin's sense as a tem-
porary liberation from dominant hierarchies, becomes a source of social
renewal - a space where society's suppressed energies return as hybrid
culture, transgressive laughter, and utopian imagination. Thus, Carnival
Row represents the postindustrial city asacomplex interweaving
of memory and oblivion, trauma and possibility, control and liberation.
In this city-palimpsest, imperial past and utopian future exist in a state
of constant, tense dialogue.

Margaryan, Ye. G. (2025). Victorian steampunk as urban mythology: the city-palimpsest in the series

Carnival Row. Urbis

et Orbis. Microhistory and Semiotics of the City, 5(2), 244-262.

https://doi.org/10.34680/urbis-2025-5(2)-244-262

Funding:

The work was carried out with the support of the Committee on Higher Education and Science
of the Republic of Armenia (project No. 1-29/24RL-6A032).

E. I MapzapssH BUKTOpMaHCKMII CTUMIIAaHK KakK ypbaHucTuueckasi Mmudosorus



mailto:yervand.margaryan@rau.am
https://doi.org/10.34680/urbis-2025-5(2)-244-262
https://orcid.org/0000-0001-7396-2399

Urbis et Orbis. 2025. 5 (2)

ITpuamHo sudems yenoseka, KOMOPLbLU HY8CMEYem cebs HUBbLM
8 UEPHbIX cemsx 20pooda
M. I'opukuii, «I'opod J)Keamozo dvsieona»

Koz0a o2pomHblil Mup npomugopeyuil
Hacsimumecs 6ecnanodHor uzpotl, —
Kak 6L npoobpas 60au yenoseusvell

M3 6e30HbL 800 8cmaém nepedo MHOLL.
M 8 samom uac neuanvHaa npupooa
Jlexcum 80kpy2, 830blxas maiceno,

M He muna ell dukasa cs0600a,

I'de om dobpa Heomdeaumo 3/10.

U cHumcs et 6aecmawull 8an myp6OuHbl,
M mepHblil 38Yk pa3ymMHO20 mpyoa,

M nenve mpy6, u 3apeso NA0MuHbL,

M Hanumvle mokom npogooda.
3a6oaoukuii, «Cmoabusvt» (1929)

MbtL xomum obecneuums 015 Hallle2o Hapoda obpa3osaHue,

Komopoe 8 N0/IHOU Mepe M02/10 6bl pacKpblmb UCMUHHYK NPpupody
KyabmypHo20 ynadka 6€1020 amepukaHcko20 obuiecmaa.

Mbl xomum yuumscs Hawell Hacmosuell ucmopuu, 4mob6st Kaxcobiil UEPHbLIL
3Has C80H UCMUHHYI PO/b 8 COBPeMEeHHOM obwecmae.

U3 npozpammbl « YEPHBLLX naHmMep »

BBepeHue: paHTacCTUUYECKUM YPO6AHU3M KaK METOJ, COLLMAaJIbHOM KPUTUKU

Cepuan «KapHuana Poy» (Carnival Row, 2019-2023), cO3ZlaHHbIM PeHe D11eJIOHOM
u TpaBucom buuemoMm, npencTaBasieT co60i1 aMOUIIMO3HYIO0 MONBITKY MCIOJIb30BaTh 3C-
TETUKY BUKTOPMAHCKOTO CTUMMIIAHKA JJIsl CO3ZLaHMS CJIOXKHOM ypb6aHMCTUUECKOM MeTa-
dopsl coBpeMeHHOr0 Mupa. I'opop, Bypr, B KOTOpOM pa3BopauMBaeTcs AeMCTBUE, CTaHO-
BUTCSI HE IPOCTO AeKopaliuel, a MOJHOLEHHBIM IIPOTaroHMCTOM ITIOBECTBOBAHUS — XMU-
BBIM OPI'aHM3MOM, Ubsl aHAaTOMMSI pacKpblBaeT IAaTOJOTMM COBPEMEHHOM LVBUIN3ALIUNA.

Kak ormeuarot Ixedpd 1 3HH BanzmepMupsl, CTUMIAHK QYHKIIMOHUPYET KaK «pe-
TPOCIIEKTMBHOE 3epKajio», IO3BOJISIIONlee YBULEeTh HACTOsIee yepe3 IpMU3My Boobpaxka-
eMmoro npouutoro (VanderMeer & VanderMeer, 2011, Preface, p. ix; see also Nevins, in
VanderMeer & VanderMeer [eds.], Steampunk, pp. 3—-11). 3Ta peTpodyTypucTUUecKas oIl-
TUKa II03BOJISIET CO3/aTesIsIM cepuasia BBICTPOUTD CJIOXKHYIO CUCTEMY MCTOPUUYECKUX Ma-
pajuiesiey U ajUIl03UM, TAe KOJIOHMaJbHOe Ipoloe BpuUTaHCKOM MMIIEpUM CTAHOBUTCS
3epKaJIOM [JIsi COBpPEMEeHHBIX MUrpanunoHHbix kpusmucos (Elhefnawy, 2009/2015, pp. 1-
23), @ BUKTOpPMAHCKasi MOpaJIb — MacKoM JiJIsl aKTyaJbHBIX GopM KceHOPOobMUM U colMalib-
HOM cerperaunuu.

BbIx0/, cepuajia B 2019 roZly COBIIaJI C IMKOM IOJIMTUUECKON TypOyJIEHTHOCTU B 3a-
MaJJHOM Mupe: 6peKCcUT, Npe3aufeHTCTBO TpaMIa C ero aHTMMUTPAllMOHHOM PUTOPUKOIM,
oA ’bEM MpPaBbIX MOMYJIMUCTCKUX ABMXKeHUM B EBpone. B 3ToM KOHTeKcTe Bypr unTaeTcs
He KaK 3CKanucTckas ¢paHTasus, a Kak peTpopyTypuUCTUUIeCKoe IIpeayIpexieHne — CBO-
ero pojga «1984» B CTUMIIAaHKOBCKOM aHTypaXke, e BMeCTO OPY3JIJIOBCKOI'O TOTaJIMTa-
pu3Ma Mbl BUAUM 60Jiee TOHKME U OTTOr'0 60Jjiee ollacHble MeXaHU3MBbI COLMaIbHOTO KOH-
TPOJISI M UCKJIIOUEHMS.
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Ba>XHO OTMEeTUTDb, UTO Bypr — 3To cobupaTesbHbIN 06pa3 MIPOTECTAaHTCKUX I'OPOJIOB
MO/IepHOT0 BpeMeHu: AMcTepzaMa, JIonnoHa, Heio-Vopka U Ipyrux MeTpOIOJIMiA 3ama/-
HOM MHAYCTPUaJbHOM LMBMIAM3ALMM. ['Opoj, BOIUIOLLAET JIOTMKY palMoHaIu3anuu
Makca Bebepa — «packongoBbiBaHMe Mupa» (Entzauberung der Welt), korma mpore-
CTAHTCKas 3TUKa TPyJa M HAKOIJIEHUS] BBITECHSIET SI3bIYECKYI0 Maruioo M KaTOJIMYECKYIO
Muctuky (Weber, 1930, pp. 105-112). Bypr HEOCO3HAaHHO CTPOUT «CBeETJIOe byayliee»,
MHAYCTPUAIU3UPYS MUP, AABS U IIepeMaJlblBasi IEPEXUTKU SI3bIYECKOT0 (SPYULCKOT0) U
CpefHeBEeKOBOT'O (PMMCKO-KaTOJIMYeCcKoro) npouwioro Craporo ceera. ®3ypyu B 3TOM KOH-
TEeKCTe CTAHOBSITCSI He IIPOCTO MMUI'paHTaMM, a HOCUTEJISIMU apXaudyecKoro KOCMoca,
HEeCOBMECTMMOTI'O C JIOTMKOM MPOTECTAaHTCKOI'0 KalUTaJau3Ma — MX Marwusi, TeJeCHOCTb,
CBSI3b C IPUPOJOYM MPOTUBOCTOSAT MEXaHU3UPOBAHHOMY, PallMOHAJIM3MPOBAHHOMY MUPY
MMapoBbIX MalIMH U Ppabpuk (cMm. Tawney, 1926, pp. 227-230; CM. TaK)XXe aHaJIU3 IIPOTe-
CTAHTCKOM ypbauuctuku: Mumford, 1961, pp. 421-425).

Haur aHaiu3 6yeT ABUTaThCS OT BHEILIHEro K BHyTPeHHEMY, OT BUAMMBIX CTPYKTYP
BJIACTYU K CKPBITBIM 3HEPTUSIM COIIPOTUBIIEHMS, IPOCIIEXMBaAsI, KAK apXUTEKTypa ropoza
dbopMupyeT colMaabHble OTHOLLIEHMS M KaK KapHaBaJbHOE HayaJio NoApbIBAaeT yCTaHOB-
JIEHHBIN NOpsAA0K. IIpM 3TOM MBI 6yZieM obpaijaThbcsi Kak K KJIacCCMYeCKUM ypbaHuUcTu4de-
ckuM TekctaM XIX Beka ([JukkeHC, KoHaH [0y, MasikOBCKUI), TakK U K COBpPEMEHHBIM
TEeOpeTUYEeCKMM KOHLEeNIMSAM Iropoja-najamuMIIcecTa, FeTepOTONIUM U IIpaBa Ha I'Opoj,.

ApxuTexTypa BJIacTU

Bypr npepcraéT repez 3puTesieM KaK KBUHT3CCEHILIMS MMIIEPCKOT'0 I'OpoZa 3I0XU
BBICOKOT'O BUKTOpPMAHCTBa (M. 1). Ero Tonorpadus >XecTko uepapxmMyHa: napjamMeHT U
OCOOHSIKM 3HATU BO3BBIIIAIOTCS HaJ, TOPOJOM, CPeJHUM KJIacC 3aHMMAaeT pecreKTabesb-
Hble KBapTaJibl, a pelipu-6exxeHI1bl (CoObMpaTebHOE Ha3BaHMe [JIs1 BOJILIEOHBIX CYILEeCTB:
KpbLJIaThIX IMKCH, POraThiX paBHOB, KEHTABPOB U APYTUX MUPOJIOTUUECKUX Pac) IOTITCS
B rerto KapHuBai Poy. 3Ta BepTUKa/IbHasl opraHmu3anys IIPpOCTPpaHCTBa BOILJIOLLAET TO,
4yTO0 AHpM JledpeBp Ha3blBaJl «IIPOMU3BOLACTBOM IPOCTPAHCTBa» - IPOILECC, B KOTOPOM
BJIaCTb MaTepuanmusyetrcsi yepe3 apxuTekTypy (Lefebvre, 1991, pp. 26-27.). I[TogobHas
cTpaTuduKal sl HalloOMMHaeT 6pPrOCOBCKMUM ['OpoA, U3 MO3MBbI «3aMKHYTBIE», TZle «BeJIU-
YyeCTBeHHbIe 3[laHUSl, YXOXXeHHbIe YJIMIIbI, IJIOLaZiM, TapKy, LIepKBU» 06pa3yloT KaMeH-
HYIO 'poMazly, oAaBJISIOIIYI0 YeJ0BeYeCKoe Haqyallo.

ApxuTekTypa Bypra - 3TO apXuUTeKTypa MUCKJIIOUEeHMs], BOIJIOLIAOIAs KOHLEMNL M0
«OAUCUMUIUIMHApHOTO ImpocTpaHcTBa» Mumiensas ®dyko (Foucault, 1995, pp. 141, 149,
156-162). MaccuBHbIe HEOTOTMYECKME 3[aHMS TapjlaMeHTa M MUHUCTEPCTB MaTepuasin-
3yIOT He3bI6JIEMOCTh NOPAKA, UX LINMIM IPOH3aI0T IOCTOSIHHO 3aTSIHYTOE CMOT'OM He60,
CJIOBHO YTBEpXXJasi BepTUKaJIb BJIaCTU. VIHTepeCHO, YTO cO3aTe/IN cepuasia CO3HATEJIbHO
YTPUPYIOT BUKTOPMAHCKYI0 MOHYMEHTAJIbHOCTb: 3[JaHUSI KaXXYyTCsI Ype3MepHO MacCUB-
HBIMM, yJIMIBI — CJIMIIKOM Y3KMMM, KOHTPACT MeX/Jy BEPXHUM M HMXXHUM TOPOZOM -
I'POTECKHO Pe3KMM. ODTO He PEKOHCTPYKLMS UCTOPUYECKOT'0 JIOHJ0HA, HO ero KolliMapHas
MHTeHCUPUKAL S,

l'azoBble poHapy, MAayTMHOM OIyTBHIBAIOIIME T'OPOJ, CO3/AI0T Te caMble «4YEpHBbIEe
ceTu», 0 KOTOpbIX nucasl Makcum 'opskuit. Ho eciin y F'opbKoro 3T0o MeTadopa TanHCTBEH-
HBIX CBSi3eli MeX/y KBapTasamu Hbio-lMopka, To B Bypre rasoBoe ocBellleHMe CTAHOBUTCS
MHCTPYMEHTOM KOHTPOJISI: CBET €CTh TOJIBKO TaM, I'Zle ero J03BoJinjla BjaacTb. Poy norpy-
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>KeH B IIOJIyMpaK — 3/1eChb CBET CKOpee CKpbIBaeT, YeM OCBelllaeT, Co3/iaBasi 30HbI Heollpezie-
JIEHHOCTH, I'le BO3MOXXHBI 3allpeTHbIe CBSI3U U OIIaCHbIE aJIbSTHCBI, ¥ TOPOZ, «... BIIOJIHE Tpa-
OVIMOHHO IIOHMMaeTcsI KaK BOIUIOLeHMe IJIOTCKOTo rpexa» (SIMIosbCKUM, 1993, C. 24).

JKesie3HOZOPOXKHBIN BOK3asl Bypra QyHKIIMOHMPYeET KaK IpOHMUIIaeMasl IpaHuIia Io-
poza, paHa, yepe3 KOTOPYIO IPpUObIBAIOT BCE HOBBIE BOJIHBI 6€)XeHIleB U3 Pa30PEHHBIX BOM-
HOM 3eMesib Qelipu. Bok3asl B BUKTOPUMAHCKOM T'Opofie TPaAMIIMOHHO CHMMBOJIM3MPOBAJ
IIpOTrpecc U CBSI3b C MUPOM; 3[1eChb XK€ OH CTAHOBMTCSI TOUKOM TpPaBMbI, MECTOM, TIe
HaJleXXJla BCTpevyaeTcsl C CUCTeMaTUYeCKUM yHMKeHueM. CLieHbI JOCMOTpa U perucTpanumn
6e>xeHlleB-pelipy BU3yaJIbHO PUPMYIOTCS C UCTOPUUECKMMMU KaZipaMM IDJIIMC-ANieHza,
HO TaK)>Xe U C COBpEMEeHHBbIMM KaJipaMy U3 jlarepeil 6e)xeH1leB Ha rpaHuiiax EBpOIIbI.

ITonuiieiickue y4acTKku Bypra — 3To GopIiocTel NopsiZika B xaoce ropoga. Mx apxu-
TEKTypa NOAYEPKHYTO GYHKIMOHAJIbHA: TOJBIM KMPIUY, pELIeTKM, ra30Bble POXKKU.
31ecp HET HMKaKUX yKpallleHMM, ToJabKo brutal efficiency BUKTOpMaHCKON AUCIUILINU-
HapHOM MalIMHbI. MHCIIeKTOp duiocTparT, 6yAydnu MOJYKPOBKOM, 3aHMMAET B 3TOM CU-
CcTeMe IapaZioKCcaJIbHOe MOJIOXKEeHMe: OH O HOBPEMEHHO areHT IOpsi/IKa M ero MOTeHI M-
aJIbHAasI )XePTBa, UTO leJlaeT ero GUrypoil riiyboKo Tparmueckoi — OH BBIHYXXZEH oA ep-
JKMBATh CUCTEMY, KOTOpasi OTPULIAET ero IIPaBo Ha CyllleCTBOBaHMUE.

I'opop, kak opraHu3M

Ecniu B mosme MasikOBCKOTO TOpPOJ, MpeACcTaeT KaK «AAuile», TAe «yJaulia MYKy
MoJTya mepJja», TO Bypr Mo>XHO onmmcaTh Kak 60JbHOM OpraHM3M (MJI. 1), UbM CUCTEMBI
maroT c60i1. Ta opraHUIMCTCKass MeTadpopa BOCXOAUT K APeBHEN TpaAULIMU TOHMMaHUS
ropojia Kak Tejia - OT IJIATOHOBCKOT'O IIOJIMCA 40 CPefHEBEKOBBIX IIpPeCTaBIEHUM O COr-
pus mysticum. JIbtouc Mamdopp B cBoelt pyHAmamMeHTasIbHOM paboTre The City in History
(I'opo0 8 ucmopuu) POCaAEXMUBAET 3BOJIIOLMI0 3TOM MeTadophl, ITOKa3biBasi, KaK MHAY-
CTpMaJIbHAs 310Xa TpaHCPOpPMMPOBaIa OpraHMYecKoe eUHCTBO ropo/ia B MeXaHUCTUYe-
ckyto ¢parmenTanuio (Mumford, 1961, pp. 560-570).

WM. 1. UHAyCTpUAaJIbHBIN MeTpoIosuc Bypr

MeTtadopa 601e3HM MPOHMU3BIBAET BeCh cepuasl: Pelpyu Ha3bIBAIOT «3apa3oin», UxX
MIPUCYTCTBYUE ONMUCHIBAETCSI B TEPMMHAX MHPEKIIUMM U 3arpsi3HEeHUsI. DTa PUTOPUKA KOHTA-
MMHaIMM, KaK IToKa3bIBaeT Mapu Jlyryiac B CBOEM KJIacCMUYecKo pabotre Yucmoma u onac-
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Hocmb (Purity and Danger), CJIy>XUT YHUBePCaJbHBIM Me€XaHM3MOM MapKMUPOBKU COLLMAIIb-
HbIX rpaHul, (Douglas, 1966, pp. 36-55). Ho uctuHHas 60jie3Hb — 3TO caMa CUCTeMa cerpe-
rauyum, paszbegaroliasi TOpoJCKOM OpraHu3M M3HYTPH, cO3aBasi TO, YTO I'eopr 3uMMesIb
Ha3bIBaJI «IIaTOJIOTMEN COBPEMEHHOT'0 MeTporoauca» (Simmel, 1950, p. 409).
Kananuzauus Bypra cTaHOBUTCS ero 6ecco3HaTeIbHBIM — CKPBITOM CUCTEMOM, O KO-
TOPOM NPEeAIIOUNUTAIOT He [yMaTh, HO 6€3 KOTOpOM ropoj, He MOXeT PyHKIMOHMPOBATh.
BukTop I'toro B « OTBEpI>KEHHBIX» MOCBSITUJI LeyI0 IJIaBy MapMXCKOM KJIoaKe KaK MeTa-
dope coumanpHoro 6ecco3HarenbHoro (Hugo, 1987). B koHTekcTe «KapHuBasa Poy» mop-
3eMeJibsi IPUO6pPeTaloT AOMOJIHUTEbHOE U3MepPEeHe: MMEHHO 3leChb CKPBIBAIOTCS UEp-
Hble BOpPOHBI - paZiMKajbHasl IpynnMpoBka ¢eil, IJIaHUpyolasi TepaKThl. Ilof3eMenbs
ropojia XpaHsT BbITECHEHHOE: Hacujue, Ha KOTOPOM IIOCTPOEHO 6JIaronojyyne BepxXHUX
sTaxkeu (M. 2). OTa BepTuUKaibHasi MeTadpopa CO3HaHUS U 6€CCO3HATEIBHOT'O IPSIMO OT-
CbLJIaeT He TOJIbKO K ¢penauctckon Ttonuke (Freud, 1955, pp. 23-30), HO U K COLLMAJIBHOM
cTpaTudmKal My BUKTOPMAHCKOTO 0611leCTBa, AeTaJbHO ONMCAaHHOM I'eHpU M3i1XblO B €T0
MOHYMeHTaJIbHOM Tpyze London Labour and the London Poor (Mayhew, 1861, pp. 45-68).

M. 2. ITog3emenbe Bypra

PeIHKM Bypra - ero nmuileBapuTeJbHAsT CUCTEMA. 371eCh IMPOUCXOAUT MeTaboan3M
ropozia: o6MeH TOBAapOB, CMellleHMe 3allaXxOB, IepeBapuBaHMe KYJIbTYPHBIX pa3INuUil.
Ha pbiHKe Poy IpojtaeTcst BCE: OT 3K30TUUYECKMX PPYKTOB C pOAMHEI el A0 3aIpeléHHOMN
MIBLJIbLIbI IMBPBI — HAPKOTUKA, ITO3BOJISIOLLETO JIIOASM UCIBITATh TO, YTO YYBCTBYIOT Qen.
PBIHOK CTaHOBUTCSI 30HOM OMNACHOT'O CMeELIeHMUs, T'Zie TPaHUIbl MeXAy BUAaMM CTaHO-
BSITCSI IPOHULLAEMBIMU.

Bopaeny u onuyMHbIe TPUTOHBI POy GYHKIIMOHUPYIOT KaK BbIZEJIUTEIbHAS CUCTEMA
ropojia - MecTa, I'Zie BbI6pachIBalOTCS IOZIaBJIeHHbIE XXeJlaHUS U ppycTpauum. Ho oHM ke
CIIY)XaT M TOYKaMM OCBOOOXEHMS, MPOCTPAHCTBaAMM, I/ie BO3MOXXHBI MEXBU/IOBBIE
CBSI3U, 3alpelléHHbIe B «IPUJIMYHOM 0611ecTBe». Bopaenb magaMm Moupsl (M. 3) CTaHO-
BUTCSI CBOETr0 pofia reTepoTomnyein B yKoabAMaHCKOM CMbICIIE — IPYTUM IIPOCTPAHCTBOM,
rZie NEeVCTBYIOT MHbIE IIPaBMUJIa U BO3MOXKHBI MHbIE UZIEHTUUYHOCTU.
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M. 3. bopaens magam Moupsl

MHTepecHa nmapasienb ¢ «[opoAcKuMu CTobiaMu» 3abosonkoro (ByrTosa, 2009),
rZle MaccoBoe OOIIecTBO MIpeZfcTaBieHO uepe3 puanosormdyeckue metradpopsl. Ho ecian
y 3a6oJionikoro ¢paBH - 3TO IPOTECKHAs peAyKIMs yeJoBeKa K TejecHoMy Hu3y (ByToBa,
20009, c. 268-274), To B «KapHuBajie POy» Te€/J1eCHOCTb CTAHOBUTCS IT0JIEM ITOJIUTUUECKON
60pbOBI: KPBLJIbSI MUKCK, pora GpaBHOB — 3TO He 3K30TUUECKME aTpUOYThI, HO MapKephl
MHAKOBOCTH, [0 KOTOPBIM IIPOBOAUTCS AUCKPUMMHAILMS.

delipy GYHKUMOHUPYIOT B cepuajie KaK MHOXeCTBeHHass MeTadopa, 06'beAUHSIIO-
1asi UCTOPUYECKUIM OIBIT Pa3jIMYHbIX MaprMHaJM3MPOBAaHHBIX TIpynn. JTO OJHOBpe-
MEHHO M MUTPAHTHI (6€XEeHIbl U3 PAa30PEHHBIX BOMHOM 3eMeJib, MPUOBbIBAKOIIME B MET-
POTIOJINIO), ¥ PACOBBbIe MEHBIIMHCTBA (AUCKPUMMHALIMS 10 T€JIECHBIM IIPM3HaKaM — KpBbI-
JIbSIM, poraM, IBETYy KOXXM), U KOpPeHHbIe HapoAbl (HOCUTENAU apXaumdeCKOU KYyJIbTYPHI,
BBITECHSIEMOM MHAYCTPUAJIbHOM LIMBUIM3ALIMEN ), U PEIUTMO3HbIE MEHBIIMHCTBA (IIpaK-
TUKYIOIIME «SI3bIUeCKMe» PUTyasbl B MPOTECTAHTCKOM Tropoze). 3aBapn Cauj B CBoeu
paboTte «OpueHTaNIM3M» IMOKa3bIBAaeT, KaK KOJIOHMAJbHBIN AUCKYPC KOHCTPpyuUpyeT JApy-
roro Kak 3K30TUYECKOI'0, OIIaCHOI'0 U HyX/alollerocsi B KoutpoJe (Said, 1978, pp. 1-9).
delipy — 3TO OPMEHTAJIU3UPOBaHHBIE J[pyrMe MHAYCTPUAJIBHOrO 3amaja, Ha KOTOPBIX
MMPOEIMPYIOTCS BCE CTPaxy MOZEPHOCTU: XaoC MMPOTUB MOPSAAKA, MPUPOJA IPOTUB KYJIb-
TYpPbl, Marmusi IpOTUB HayKH, TeJO MPOTUB pa3dyMa. Ba)kHO, UTO cepyuay He CBOAUT 3Ty
MeTadopy K OJTHOM UCTOpUUECKo pebepeHUM; Gelipy pe30HUPYIOT U C EBPEMCKUMMU M10-
rpoMaMyu B UYepTe OCEAJIOCTH, U C SIMOHCKMMMU JarepsiMu MHTepHUpoBaHUs B CIIIA,
U C COBPEMEHHBIMM JlarepsiMu 6eXXeHIeB Ha rpaHuIlaX EBpOIbI (CM. CpaBHUTEJIbHBIN
aHaIM3 IIPOCTPAHCTB UCKJIIOUeHUs: Agier, 2011, pp. 45-60).

BpeMeHHBIE HACTIOEHUSA

Bypr - 3TO ropof-nmaJIMMIICECT, I'Zie pa3JIMuHble BpeMeHHbIe IJIaCThl IPOCBEUYMBAIOT
Ipyr CKBO3b Apyra. KoHlennus maamMMIicecTa, padpaboTaHHass AHApeacoM XIOCCEHOM
IIPMMEHUTEJIbHO K ropojckoi namstu (Huyssen, 2003, pp. 4-15), 37iecb obpeTaeT OyK-
BaJIbHOE BOILJIOLIleHMEe. BUKTOpMAHCKasl 3CTETUKA HeceT U/Ae0J0rMUYecKylo Harpy3Ky, OT-
CblJlasi K 3M0Xe, KOIJia Mepapxuy Ka3aJluCb eCTeCTBEHHBbIMM, a MMIIEpUSI — BEYHOM.
Kak oTmeuaeTr JIMHIAa XaT4yeoH, NoAo6Has1 «ucrtopuorpapuueckass MeTaPUKLIUSI» UC-
[10JIb3yeT MpoluIoe sl KpUTuku Hacrosiero (Hutcheon, 1988, pp. 6-10).

Mudosiornyeckoe BpeMsl ¢pelipu CTaJIKUBAETCS C MHAYCTPUAJIbHBIM BpeMEHEM JII0-
Zley1, BoIUIoLasi KOHQJIMKT MeXZAy TeM, 4yTo Mupua Damaje Ha3blBaJl «CBSILLEHHBIM»
u «npodpaHHbIM» BpeMmeHeM (Eliade, 1959, pp. 18-22). ®elipu )XUBYT BeKaMu, UX BOCIIPU-
sITUe BpeMeHM LMKJINYHO, CBS3aHO C NPUPOSHBIMU PUTMaMM — 3TO «BpeMsl 6OJIbIION

Yervand Margaryan Victorian steampunk as urban mythology 251




Urbis et Orbis. 2025. 5 (2)

252

OJIUTEeJbHOCTU» B TepMuHosoruu ®epnana Bpogensa (Braudel, 1980, pp. 25-32). JIrogu
Bypra cyliecTByIOT B JIMHEMHOM BpPeMeHM IIporpecca, UM3MepsieMOM 3aBOACKUMU Ty[-
KaMM M pacliicaHMeM II0e3/I0B — BpeMeHM KallUTaJIMCTUUYeCKOM COBPEMEHHOCTH, KOTOpoe
3. I1. TOMIICOH omucasl KaK «BpeMs-aucuuIiuimiy» (Thompson, 1967, p. 56-97).

CTMMIaHKOBbIE TEXHOJIOTUM cepuasia IpefCTaBasII0T aJlbTepHATUBHYIO MOJjlepHMU3a-
LIMIO0 — IyTh Pa3BUTUSI, KOTOPBIM MoTIJia 6bI MONTHU LUMBUAM3aLMus. Bpaan CTanbidopn
B CBOEeM SHILMKJIONIEAMY HayuYHOM PaHTACTUKU ONpefessieT 3TO KaK «peTpoPyTypusM» —
BOOOpa)keHMe aJbTEpHATUBHBIX TEXHOJIOTMUYECKUX TpaekTopun (Stableford, 2006,
Pp- 412-415). Aupmxabiay BMeCTO CaMOJIETOB (MJI. 4), THEBMaTUYeCKasl ITo4YTa BMECTO
Tesierpada, ra3oBoe OCBellleHMe BMeCTO 3JIeKTPUYECKOr0 — 3TU aHaXPOHM3MBbI CO3/al0T
adpdekT Toro, uTo PpeApuK [PKEeMMMUCOH Ha3blBaeT «HOCTAJIbI'MEN [0 YyTpaueHHOMY Oy-
AyleMy» (Jameson, 2005, pp. XV-XX).

Ui. 4. Jupmxabay BMECTO CaMOJIETOB

BoitHa Mexzy IlakToM U cTpaHamMu ¢enpu, mokazaHHast BO ¢Jielibskax, BU3yaIbHO
OTCBLJIAeT OJHOBpeMeHHO K KpbpIMcKOM BoiiHe (YyHUPOpMa, TaKTHKa 6051) U K IlepBOM MU-
POBOI1 (OKOIIBI, MaccoBasi rubesib). DTO BpeMEeHHOe HaJIoXKeHMe co31aéT 3PpPeKT BeUHOTO
BO3BpallleHMsI BOMHBI — OHA MeHsieT POpPMbI, HO He CyTb. [IOCTTpaBMaTU4YeCKUM CUHAPOM
®dusocTpara, ero KouiMapbl O BOMHE - 3TO He TOJIbKO JIMYHAsI TpaBMa, HO U CUMIITOM
UCTOPUYECKON TPaBMBbl KOJIOHMAIM3Ma.

ApXUTEeKTypHble CTMJAM Bypra Tak)Xe IeMOHCTPUPYIOT BPEMEHHYIO 3KJIEKTUKY:
HEeOroTUYeCcKMe LUIMNUIN COCELACTBYIOT C I'eOPTMaHCKMMM OCOOHSIKaMM, MHAYCTpUAJIbHbIE
KOHCTPYKLIMU BPe3aloTCsl B CPpeJHEBEKOBYIO IJIAHMPOBKY. ['OPOJ CJIOBHO HE MOJXET OIIpe-
ZLeJIUTBCSI CO CBOEM TEMNOPAIbHOM UAEHTUUYHOCTBIO, 3aCTPSIB MEX/ly HOCTaJIbI'uel 1o BO-
obpa)kaeMoMy IIPOIIJIOMY U CTPaxoM Iiepe, HeollpeLeIéHHbIM Oy Ay M.

IIpocTpaHCTBA UCKIIOYEHUSA

Tparnyeckuit anmu307, C OTPe3aHHBIMY KPbLIbSIMU pebeHKa-N0JIYKPOBKY CTAHOBUTCS
OZJHOM M3 CaMbIX BbIpa3UTEJIbHBIX BU3yaJbHBbIX MeTadop cepuasia. DTO He IIPOCTO aKT
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HacUJIMS, a pUTyaJ MCKJIIOUEHMSI, CMMBOJIMYEcKasi KacTpalusl B JJAKAHOBCKOM CMBbICJIe
(Lacan, 2006, pp.277-279) ¥ OSHOBPEMEHHO yTpaTa KPbLJIbeB KaK 3HaKa CBOOOJbI, BbI-
XoJa 3a Npefesbl IpefIMCaHHOTI0 IPOCTPAHCTBA, UYTO IepPeKJINKaeTCs C AUCLUIITIMHAp-
HOM OpraHM3alMel NPOoCTPaHCTBA, onucaHHou Muiienem ®yko (Foucault, 1995, pp. 141-
143). Kpbliibsi — 3HaK BO3MOXHOCTHU IMOJIETa, T. €. BBIXOJa 3a IIpeZesbl 3alaHHOr0 IIpo-
CTPaHCTBA; UX yTpaTa npeBpaiaet ¢pelpu B y3HMKA ropozia, B CyllleCTBO, HABCera Ipu-
KOBaHHOE K 3eMJIe U K COLMaJIbHOM POJIU, IPeAIMCaHHOM BIACThIO.

I>xyauT BaTiep B cBoel TeopuM nepPpopMaTHMBHOCTM IOKA3bIBAeT, KaK TeJIECHBIE
MIPaKTUKU KOHCTPYUPYIOT Cy6beKTHOCTDh (Butler, 1993, pp. 1-20). B 3TOM akTe coefuHSI-
IOTCSI BUKTOpPMAHCKAasl OLEPXMMOCTb TeJeCHOM «HOPMAaJIbHOCTBIO», MCCIeJO0BaHHAas
JlenHapzoMm IaBucom (Davis, 1995, pp. 45-60), U cOBpeMeHHasi 6MOIMOJIUTUKA — KOH-
TPOJIb He TOJIbKO HaJ] IOBeZleHUEM, HO U HaJl, CAaMOJ aHaToMMel cy6bbeKTa B PyKOJIbAUaAH-
ckoM noumMaHuu (Foucault, 1995, pp. 141-143). poHUSsI CyZbOBI MJIM HeKasl 3aKOHOMeP-
HOCTbH [1eJIal0T IOJYKPOBKY, JIMILIEHHOTO BO3MOXXHOCTU JIeTaTh, OJIIOCTUTEIEM 3aKOHA U
nopsifka B Bypre. OT poxxgeHust peiipu rnpespalaeTcs B 3all[MTHUKA BUKTOPUAHCKUX 06-
ceccui (Stone, 1967, pp. 210-225).

[IpUIOT, TZle BOCIIUTBHIBAETCS 3TOT MaJIbUMK, SIBJsIET CO60M MUKpOMOJeab bypra —
IeTCKUM MaHOITUKYM B UMCTOM BHUje (M. 5). IIpOCTPaHCTBO YCTPOEHO COTJIaCHO MPUH-
umnaM 6eHTaMOBCKOTO ITAHONITUKOHA, IeTaJIbHO IpoaHain3upoBaHHoro ®yko (Foucault,
1995, pp. 200-205): KaX/AbI1 BUAUM U Habjr04aeM, HO caM He MOXeT BUAeTh Habroa-
olIero. 3Ta AUCHUIUIMHAPHAS apXUTEKTypa BOCIPOU3BOAUT MO/ EJb 061eCcTBa TOTaJb-
HOT'O HaJZi30pa, MpeBOCXuUlllasi TO, YTO 3UTMYHT BayMaH Ha30BET «)XUJKOM COBpEMEHHO-
CThIO» C ee TeKyuuMu popmMaMu KOHTposist (Bauman, 2000, pp. 18-22).

Wn. 5. IIpuioT fJ1st MaJIb4MKOB B Bypre
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Ferro KapHuBas Poy BIMUCBHIBAeTCSI B [JIMHHYI0 MCTOPUUYECKYIO0 TPaZjMIIMI0O IIpO-
CTPAHCTB MCKJIIOUEHUSI — OT BEHEelMaHCKUX U PIOpeHTUICKUX retrto XVI Beka 0 eBpei-
CKOM 4epThl 0ceyIoCTU B Poccuiickon mmMmiepun (ui. 6). Bo Bcex 3TUX ciaydyasiX BJacThb pe-
IIasia Mpo6ieMy MHaKOBOCTH Yepe3 Tonorpaduio: He yHMUYTOXKas1 [Ipyroro, a M30JMpysi ero.
Bypr, Takum o6pa3oM, HacjefyeT He TOJbKO BMKTOPMAHCKME KJIacCOBble 6Gapbephl,
HO M CTapylo eBPOIIeJCKYI0 CTPACcTb K IIPOCTPAHCTBEHHOMY KOHTPOJIIO pa3inumii. I1ogo6-
Hasl JIOTMKa cerperalMyu POoAHMUT Bypr u ¢ VMoxaHHec6yprom 3moxu amapTeuja WX MaH-
X3TeHCKMM I'apsieMoM, Irfie kapTa ropoja 6b1a 6ykBajbHO KapToli pacoBOI'0 ¥ SKOHOMMYe-
CKOT'O pacCI0eHMSI.

Sl o S | >S Bt TRl

e

M. 6. T'erro KapHusain Poy

KynbpTrypa deripu — C ee ajleMEeHTAaMM apXan4decKoro IaMaHM3Ma, PUTYyaJIbHBIMU
TaHILlAMM, Maruey 3eMJIM U KpPOoBUM — QYHKUMOHUPYET B cepuajie KaK KOHTPKYJIbTYpa,
MIPOTMBOCTOSAIIAS PALMOHATIM3MY MHAYCTPUAIBHOTO Tropozia. Ho aBTOPBI OCTOPOIXKHO M3-
feralT ImpeBpallaTh €€ B 9K30TUKY: «ByAy» ¢elipu — He POJIbKIOpPHAsE BCTABKa, a Ia-
MSITh O ZIOKOJIOHMQJIBHOM MMpe, KOTOPBIM MHAYCTPUAJIbHASI UBUIM3ALMS BBITECHUIIA
U AeMOHM3UpOBaja. DTO — ellé OAUH CJION MaJIMMIICECTA: IOJ MOJIMPOBAaHHBIMMU daca-
ZlaM¥M BUKTOPMAHCKOM PALMOHAJIBHOCTY IIIEBEJIUTCSI apXauKa, He MCUe3HYBIIAs, a JIUIIb
3arHaHHas IO/ 3eMJIIO.

CoBpeMeHHBbIEe ITapaljiean

B 3TOM yacTu Bypr OKOHYATEJbHO ITPEeBpallaeTCsl B alJIeTOPUI0 COBPEMEHHOTO TI'JIO-
6asnpHOrO roposa. Cackusi CacceH B cBoelt pabore [106a1bHbLl 20p00 TTOKA3bIBAET, KakK
COBpeMeHHbIe MeraroJIMChbl CTAHOBSITCSI yY3JlaMM TJIO6aJIbHBIX TTOTOKOB KamuTasa U MU-
rpainuu (Sassen, 2001, pp. 3-15). ['opoz, rae pa3juUHbIe pachl, BUABI U KJIACChl BBIHYX-
ZleHbl COCYLeCTBOBAaTb B TE€CHOTE, HAIIOMMHAET He CTOJIbKO BUKTOPMAHCKUM JIOHZOH,
CKOJIBKO TO, UTO Maiik /[3BMC Ha3bIBaeT «ILJIaHETOM TPyui06» (Davis, 2006, pp. 15-25).

T'eTTO POy CTAaHOBUTCS 3€pKaJIOM /iJIsI BCeX MPOCTPAHCTB BBIHY)X/IeHHOM MapruHaJsib-
HOCTU. JIOMK BakaH B CBOEM CPAaBHUTEJIbHOM MCCJIEIOBAHUU TOPOACKUX T'eTTO MOKA3bI-
BaeT YHUBepPCaJbHble MEXaHU3MBbI TEPPUTOPUATIbBHOM cTUrMaTu3auuu (Wacquant, 2008,
pPp- 45-60). BiacTb, ckpbiBarouiasics 3a pacagaMu mapjiaMeHTOB, He YHUUTOXKAeT MHAKO-
BOCTbD, a /iejlaeT ee BUAMMOM — MapKMUpyeMoil 1 HabaogaeMoi, co3ganBasi To, UYTo I Kop-
IHKO AramMbeH Ha3bIBaeT «I'0JIOM XXM3HbIO» (Agamben, 1998, pp. 34-40).

Papukanuzauus ¢perpu npencTapiiseT cobot 3aKOHOMEPHBIN OTBET Ha CUCTEMATU-
YeCKOoe YHMKEHME Y MHCTUTYLMOHAJIM3UPOBAHHBIN OTKa3 B 6a30BbIX IPAXKIAHCKUX IIpa-
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Bax. ®paHl, ®aHOH B IIpoKASAmMblX 3eM/151X ONMUCBIBAET ITOX0XXYI0 JIOTUKY [EeKOJIOHUAJIb-
Horo Hacuaus (Fanon, 1963, pp. 88-102). Cepus TepakToB B Bypre BOCIIpOU3BOAUT y3Ha-
BaeMYy!0 JIOTMKY COBPEMEHHOT'0 ITOJIMTUUECKOT0 Hacujusl, KoTopyto CiaBoy JXKiKek aHa-
JIU3UPYET KaK «CUCTEMHOE Hacuaue», MopoXxaarollee «Cy6'beKTUBHOEe Hacuime» B Kaye-
cTBe oTBeTa (ZiZek, 2008, pp. 12-25).

ABTOpBI IEMOHCTPUPYIOT GYHAAMEHTaJbHYI0 UCTUHY: TEPPOPU3M HUKOT/AA HE BO3-
HUKaeT B COL[MAJIbHOM BaKyyMe — OH SIBJISIETCSI KpaiiHel pOpMOI OTBETa Ha CTPYKTYpHOe
HepaBEeHCTBO, KOTZla BCe JieTaJibHble KaHaJIbl IPOTECTA OKa3bIBAIOTCS 3a6JIOKMPOBaH-
HbIMU MU OUKTUBHBIMMU. [BUIKeHUE «UEpHble BOPOHBI» COAEPXUT IMPO3PavyHyH OT-
CBUJIKY K MCTOPMYECKOMY ABMXKEHUIO « UEPHBIX MTAHTEeP», 60pOBIIMXCS 3a ITpaBa adppoame-
pukaHueB B CIIIA 1960-x rogos. Kak noka3ssiBaeT /[>kolya BjiyM B CBOEM MCCIeL0BaHUU
OBIKeHUs, «IlaHTepbI» MIPeACTaBJIsSIIN COO0M MOMBITKY CO3JJaHUS aJIbTePHATUBHOM BJia-
CTU B YCJIOBUSIX CUCTEMHOr0 pacu3Ma (Bloom & Martin, 2013, pp. 52-55; Newton, 1966).

[Tapasiieny C COBpeMEHHOCTbIO OUEeBU/IHBI: BOCCTaHMe Gelpy IPOTUB PEIIPECCUBHOTO
arnmapara Bypra pe3oHMpYyeT ¢ pa3JMuYHbIMU GopMaMM aHTUKOJIOHUAJIBHOT'O M OCBO6OAM -
TEJIbHOTO CONpPOTUBJIeHUS. [Ipou3BefieHMe CTaBUT HeyJ06Hble BOIIPOCHI O IPUPOZe HACU-
JIViSI: THie TIPOXOAUT I'PaHb MEX/y TeEPPOPU3IMOM U 60pb60¥t 3a ocBObOXKIeHMe? KTo orpe-
JeJsisieT 3Ty 'paHb — yrHeTaTeJIM UM yTHeTEHHbIe? Y MOXeT JiM CUCcTeMa, IOCTPOeHHas Ha
CUCTEMATUUYECKOM HacCUJIMM, OCYXXATh OTBETHOE HACUJINE TeX, KOTO OHA MOJaBsieT?

IMonuuus Bypra ¥ opraHbl «0OIeCTBEHHOTrO IMOpsiKa» B cepuajie BeAyT cebsi Kak
pesiTeyn coBpeMeHHOro surveillance state. Kamepsl, doHapu, ZOTpPoOCkl, JOCbe — BCE ITO
3JIEMEHTBI TOM Xe AUCLUIUIMHAPHOM CUCTEMBI, UTO U NMPUIOT-TAHONTUKYM. ['opof, cTaHO-
BUTCSI CETKOM HabJIIO/IeHUs], Tlie KaXKAbIM I'PadkKJaHMH — ITOTEHI[MaJIbHBIN T0J03PEBAEMbI.

(nn. 7)

M. 7. «Surveillance state» Bypra

OfHaKO 3pUTEJI0 0YeBUHO, UYTO Bypr — He TOJIBKO IOpOJ, IIPOLIJIOTr0, HO U TOpPOJ,
6yayliero, KOTOpoe y>e CBeplLIMJI0Ch. Ero BTOopasi, TeHeBasi MPOeKLuss — 3TO MOPTOBBIN
ropoz, HoBbIl paccBeT, KyZia IPUILJIBLIIO CYLHO Arpesi AcTpaiioHa «JlebeZib». DTO Iopoz,
PEeBOJIIOLINM, TOPOJL-TIPEAUYBCTBME — OT3BYK I[lapumxckoil KOMMYyHBI, peBOJIIOIIMOHHOI'O
[TeTporpazia u Bcex yTonui, o6paliéHHbIX IPOTUB MallIMH BJIACTHU.
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Ho co3paTtenu cepuasia BEICTPaUBAIOT YOUMCTBEHHYIO KPUTUKY YTOIIMYECKOTO IIPO-
exTa. «HOBBIM paccBeT» — 3TO He 0CBOOOXeHMe, a HoBask popMa TOTAJIMTAPHOI'O KOH-
TPOJisl, TZ,e PABEHCTBO JOCTUTAeTCs yepe3 YHUPUKAIMIO U ITo/aBJieHe. «3e1éHble COL M-
QIMCTBI» IPEeACTalT Kak GaHaTUKU, TOTOBBIE PaZii BEJIMKOM UJEU «UCIIENEJIUTH I0JI-
MMpa», OTKa3blBaloll[ye Jlaxe B morpebeHun TeM, KTO He pa3fessieT ux B3TsAAbl — 6a3o-
BbIJi OTKa3 OT YeJIOBEKOJII0OMSI, MapKMPYIOUIMI Tepexol; OT PeBOJILUU K TEPPOpYy
(cM. KJTacCMYEeCKUM aHaJIM3 PeBOJIIIMOHHOTO Hacuaus: Arendt, 1963, pp. 18-20).

OcobeHHO Noka3aTejabHa GUTrypa XapU3MaTUYHOTO JIM/epa PeBOJIIOLMOHEPOB — BU-
3yaJIbHOE pellleHMe, CKpbIBAlolllee YyIOBUIIIHYIO CYI[HOCTD 3a MMPUBJIEKATEeIbHOM BHEII-
HOCTBIO0. DTO OTCBIJIKA K KJIaCCMUYECKOMY MEXaHM3MYy PEBOJIIOLIMOHHOIO HAaCUJIMUS: MOH-
CTPBI IPSYYTCS 32 MAaCKOM «IE€PEeCTPOMUIIUKOB CTAporo Mupa». VMcTopuyeckass NamsaTh
Noji,cKka3bIBaeT: Pobecnibep, OCIIEHHBIN KapJIUK C aHT'e€JIbCKMM I'0JIOCOM, TMJIBOTMHUPOBAB-
mui Teicstun (Schama, 1989, pp. 784-790); 60JIbIIIEBUKY, BBINIYCTUBIIIME AXKUHA KJIACCO-
BOM HeHaBUCTU U3 6yTeLIKU (Pipes, 1990, pp. 790-820); HaLUMCThI, pa3byauBIINe apXa-
M4yecKue MHCTUHKTHI (Arendt, 1951, pp. 341-388) — BCe OHM HauMHaJIX C YTOIIUU U 3a-
KaHUYMBaJIM T€HOLUOM.

CepuaJt UCIT0JIb3YET MOHCTPOB B OYKBAJIbHOM CMBbICJIE — TEMHBIX CYILECTB, KOTOPBIX
PEBOJIIOLIMOHEPHI MBITAIOTCSI KOHTPOJIMPOBATh KaK 6MOJIOrMYecKoe Oopy)kue. DTa MeTa-
dopa mpo3payHa: peBOJIIOLMS BCerja IMIPU3bIBaeT CUJIbl, KOTOPbIE 3aTeM HEBO3MOXKHO 3a-
rHaThb 06paTHO. Pycckasi peBOIIOLMS ITOXpajla CBOMX co3aTeseil — oT ByxapuHa u Tpoii-
KOTro [0 KpacHbIX KoMaHAapMoB (Conquest, 1990, pp. 15-40); repMaHCKMI HalMOHAJI-
COLIMAJIN3M YHUUTOXXUJI TeX, KTO MPUBEJI ero K BjaacTu — «Houb AJIMHHBIX HOXel» (Fest,
1970, pp. 463-465); GpaHIy3CKUI SKOOMHCKUI Teppop 06e3rjiaBujl caMUX SIKOOMHIEB
(Furet, 1981, pp. 61-79). «HOBBIM paccBeT» BOCIIPOU3BOAUT 3Ty JIOTUMKY: KOMMYyHa 060-
pauMBaeTCs] MaHOIITMKOHOM, OCBOOOXXJeHME — HOBOM TIOPbMOM, PaBEHCTBO — HOBOU
uepapxmen.

BHelllHe MUP «YyPaBHUJIOBKM» MOXKET II0Ka3aThCsl CIIpaBeJIMBBIM, HO B 3TOM «CIIpa-
BeJJIMBOCTU» €CTb CBOSI HECIIPABEeJIMBOCThb. ['JTaBHOE — «ypaBHMUJIOBKa» Bcerga TOPMO-
3UT IPOTpecc, 0CO6eHHO TEXHOJIOTMYEeCKUM. DTO He U/ e0JIorMuYecKoe yTBEPXKIeHne, a uc-
TOpUUeCKUM GpakT: MHHOBAL[MM TPeOYIOT HepaBeHCTBA PUCKa, KOHKYPEHLIMU UJiel, IIpaBa
Ha omubky (Schumpeter, 1942, pp. 81-86). Ecau 661 MUp 6bJI KOMMYHUCTUYECKUM, B
HeM He ObLJI0 6bI HM KOMIIBbIOTEPOB (M306peTEHHBIX B KOHKYPEHTHOM Cpefie KopIiopanui
Y YHUBEPCUTETOB), HYU CMAPTPOHOB (MPOAYKT KAIIUTAJTUCTUUECKON MHHOBALUM), U, VXK
KOHEYHO — MCKYCCTBEHHOT'O MHTEJIJIEKTA, TPeOYIIIero KOJOCCaJbHbIX MHBECTULIUN U
PBIHOYHOM MOTUBAL MM (CM. aHAJIU3 CBSI3M MHHOBAIMI M SKOHOMMYECKUX cucTeM: Mokyr,
1990, pp. 152-163; North, 1990, pp. 80-91).

Taxum o6pa3oM, cepuasl OTKa3bIBAETCSI OT HaMBHOM GMHAPHOM OMMO3ULIUU «KaIlU-
TaJIM3M VS. COLIMAIU3M», IEeMOHCTPUPYSI, UTO Jitobasi cUCTeMa TOTaJIbHOTO MepeyCcTpoi-
CTBa MMpa, 6yab TO UMIIEPCKUI KAIIMTAJIMU3IM Bypra mam peBOJIOIMOHHBIN COLIMAJIN3M
HoBoro paccBeTa, BOCIPOU3BOAUT MeXaHU3MBbI MOZaBJIeHUST U AerymaHusauuu. Fopop,
criacaeT He «IIpaBMJIbHAsI» UJIE0JIOTHUS, & OTKa3 OT TOTAJIbHBIX IPOEKTOB — KapHaBaJIbHOE
MHOT'OT'0JIOCME MTPOTUB JIH06011 MOHOJIOTUYHOM UCTUHBIL.

KapHaBasbHOEe Ha4YaIo

B caMoi1 cepZlieBMHE 3TOM MPAYHOM apXMUTEKTYpPbl 3apOXKXJaeTcsi KapHaBaJIbHOe
Hayajio — TOo, YTO Muxani BaXTUH ONMChIBaJI Kak BpeMeHHOe 0CBOO0OXKieHN e OT I'OCIIOJ -
cTByoller uctuHel (Bakhtin, 1984, pp.10-15). KapHuBas Poy He ciy4allHO HOCUT 3TO

E. I MapzapssH BUKTOpMaHCKMII CTUMIIAaHK KakK ypbaHucTuueckasi Mmudosorus



Urbis et Orbis. 2025. 5 (2)

UMSI: MMEHHO 3/leCh, Ha ero y3KMX yJauliax, obliecTBeHHble MacKy CIIaJiaioT. IIpocTUTY-
1M1, HAPKOTUKMY, IOAIOJIbHbIE KJIyO6bl — He IIPOCTO 3HAKM JieKa/laHCa, HO reTepoTonnue-
CKue mpocTpaHcTBa B noHMMaHuu ®yko (Foucault, 1986, p. 22), rae rpaHuiibl MeXay
KJlacCaM¥, BUZLaM¥ U I0JIaMU CTUPAIOTCS.

IInutep Crannubpacc 1 AJIJIOH YalT B cBoeil paboTe «IIoJIMTHKA U MO3TUKA TPaHC-
rpeccum» MOKa3bIBalOT, KaK KapHaBaJIbHOE HM3BEPXKEeHME MepapXuil CTAaHOBUTCS GOpMOit
MoJIUTUYeCcKoro conporuniaeHus (Stallybrass & White, 1986). B aTom cmblIciie «KapHUBail
Poy» — ropog;, KOTOpbI CMeéTcsl Haf, Byprom, ero m3HaHKoOM U 6ecco3HaTeJIbHBIM. B aTUxX
KkJ1ybax ¥ IpUTOHAX 3apOXKJaeTcss HoBasl, TMOpMUAHAs KyJbTypa — KyJAbTypa CMellIeHus,
B3aMMHOTI'0O NepeBOIUIOLLEeHUS] M UTPBI UAEHTUUYHOCTEN, HallOMMHAIIasi JOKTOPOBCKUM
«PartaMm» (JLOKTOpOY, 2000), C A>Ka30BOM (MJIM, BO3MOXXHO, IIPeA>Ka30B0OM ), HO Hellpe-
MEHHO pPBaHHOM noandoHMEN IoJI0CoB (10 OAHOM U3 BepCUM Ha3BaHMeE 3TOTO MY3bIKaJlb-
HOI'O CTMJISI BOCXOAUT K aHIJIMMCKOMY CJIOBOCOYETAaHMUIO «P3ITUA-PUTM» (aHIJI. ragged
rhythm — pBaHbBIN, UCTPENIAHHBIM PUTM)).

Ocob6oro BHMMaHMS 3acay>XuBaeT JuHUS paBHa Arpesi ACTpailoHa — BOILUJIOIeHME
TOr0, UTO XoMM Baba Ha3blBaeT « MMMMUKpPHEN» KOJOHM3UPOBaHHOTO cybbekTa (Bhabha,
1994, pp- 122-125). Self-made npeanpuHMMaTeIb U3 HU30B, LJOOMUBIINIICS 60OTATCTBA U,
nopo6Ho Konxaycy Yokepy, CTPEMUTCSI MHTEIPUPOBAThCS B BBICLIMI KJIAcC U OLHOBpe-
MEHHO MCIBITbIBAET IIpe3peHre K CBOMM 6BIBIIMM cobpaTbsiM. Ero ¢urypa BoIuiouiaeT
TPaBMy COLMaJIbHOTO JAudTa, onMcaHHyl IIbepoM BypAabé kKak KOHQJIMUKT rabuTycoB
(Bourdieu, 1984, pp. 170-175).

WUin. 8. Arpeit AcTpaiioH u VimopayxeH CIIeHpOy3.
ITonbITKa NIPUMUPEHUS IBYX MUPOB

Ero oTHoumeHusi ¢ VIMOJ)Ke€H — COI03 CTPacTM M COLIMAJbHOTO 3KCIIEPMMEHTA,
MOIBITKA HEBO3MOXXHOT'O IPMMMPEHUS ABYX MUPOB (M. 8).

C TOUKM 3peHMsI BU3yaJIbHOM CEMMOTUKMU, UX JOM — OAUH U3 CaMbIX BbIPa3UTEJIb-
HBIX IIpeIMEeTHBIX 06pa30B cepuasia. 34eCb BUKTOPMUAHCKasl Mebesib, TSHKEble IITOPhI U
ra3oBble JIaMIIbl BCTYNAIOT B IMAJIOT C TeJIeCHOCTBIO paBHA: pe3Koe CTOJIKHOBeHMe «6ajib-
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3aKOBCKOT'0» Oypi)Kya3HOIr'o MHTepbepa U MUQOJIOrMUecKoro Tejia. B KaXXZoM KaJipe 4yB-
CTBYETCsI HalIps)KeHME MeXAy KyJIbTypOM U NMPUPOZOM, MOPSAKOM M XaocoM, IlojaBie-
HMEM U JKeJIaHUEM.

TakuM o6pa3oM, KapHaBaJbHOE IPOCTPAHCTBO POy oka3bIiBaeTcs JabopaTopuent HO-
BOT'O COLIMaJIBHOTO BOOOpa)keHUsI — MecTa, I'Zie Topo/, BIlepBble IepecTaéT ObITh MallM-
HOM U CTAaHOBUTCSI OPTaHM3MOM, CIIOCO6GHBIM K MeTaMopdo3aMm.

3aKjJouyeHue

Cepuan «KapHuBas Poy» MOXXHO pacCMaTpMUBaTh Kak COBPEMEHHYIO ypbaHUCTHUYe-
CKy10 MUPOJIOTUI0 — ITOBECTBOBAHME O rOpoZie KakK TeJjie, MaMsTU U TpaBMe. BUKTOpUaH-
CKMM CTMMIIAHK 3/1eCh BBICTYIIaeT He KaK peTpo-AeKop, a KaK To, YTO BasibTep BeHbSIMUH
Ha3bIBaJI «JIVAJIEKTUUYECKUM 06pa30oM» — KOHCTEJISIIMEN IPOIJIOTO M HACTOSIIET0, BbI-
CBeUMBalOlleN CKPbITbIe CTPYKTYPHI BjaacTu (Benjamin, 1999, pp. 462-463).

T'opoj-naJIMMIICECT: TOUeMYy MMEeHHO 3Ta MeTadopa? ITaIMMIICeCT — 3TO IIepraMeHT,
C KOTOPOTO COCKOGJIMJIM CTapblil TEKCT, UYTOOBI HANMCATh HOBBIM, HO CJeAbl IpPEXHEero
MMMCbMa OCTalOTCSI BUAMMBIMMU. Bypr BOILJIONIAET 3Ty JOTUKY B UMCTOM BUJE: MO, IIPOTE-
CTAHTCKUM acazoM MOAEPHOCTU ITPOCBEUMBAIOT KAaTOJIMYECKME PYUHBI, IO/, palliOHA/Ib-
HOCTBI0O MHAYCTPUAJbHOM LUBUIM3ALUU — sI3bIUecKast Maruss ¢eipu, mojJ;, BUKTOPUAH-
CKMM IOPSIAKOM — KapHaBaJIbHbIM Xaoc. ['opoj, HUKOTZa He 6bIBaeT tabula rasa — oH Bce-
rzia HeceT B cebe HACJIOEHMSI BpeMeH, I/ie KaXK/iasl 310xXa IbITAaeTCsI CTEPETh Mpeablay-
LIYI0, HO HUKOTZIa HE MOXeT CZejaTh 3TOro A0 KoHLa. «KapHuBas Poy» Kak IIpOCTpaH-
CTBO — 3TO 6yKBasIbHAs peaju3alus ajJuMIICeCTa: TeTTo, Ky/ia BBITECHEHBI Geipu, Xpa-
HUT NaMSTh O TOM, UTO O6BIJIO CTEPTO U3 0GUIIMATBHOTO HappaTuBa ropojga. 3/ech, B y3-
KMX yaunax Poy, )KMBET BBITECHEHHOE MIPOLILJIOe — He MEPTBOE, a NoZlaBJIeHHOe, TOTOBOE
BEepPHYTbhCS B GopMe 6yHTaA, Maruu, KapHasasa. ITo ropoa dpeija, rjae mojaBjieHHOE BO3-
Bpamjaetrcsa (Freud, 1919, pp. 217-252), u ropoz JlepeBpa, rge «IpaBo Ha Iropoj» O3Ha-
YaeT MPaBO Ha MHOTOCJOMHOCTb, Ha COCYLeCTBOBaHME Pa3JIMUHBIX TEMIOPAJIbHOCTEN
(Lefebvre, 1996, pp. 147-159).

Bypr — 3T0 110601 MeraroJiuc 310Xy rjiobaansalum, rae apXuTeKTypa CTaHOBUTCS
MHCTPYMEHTOM TOro, 4uTo /I3BuJ XapBM Ha3bIBAaeT «HAKOIJIEHMEM Yepe3 UIBSATUEN
(Harvey, 2003, pp. 137-145). F'opof, Kak MaJUMIICECT XPaHUT CJeZibl BCeEX CBOMX BpEMEH,
co3ZlaBasi «TpeTbe NPOCTPAHCTBO» — MeCTO, KOTopoe 3aBapz Coayka onpesesieT KakK pac-
TBOpPEHME 6MHAPHBIX OMIMO3UIUI B rTMbpuaHOCTHU (Soja, 1996, pp. 53-70).

KapHaBasibHOe HadaJio ZIaéT HaJeXXJy Ha BO3MOXXHOCTb TOTr'O, UTO AHpU JlepeBp
Ha3bIBaJI «IIPAaBOM Ha I'OpoZ» — He ropojia BEPTUKAJIbHBIX MepapXuil, HO ropojia ropu-
30HTAJIbHBIX CBSI3€M, TEJIECHOTO U )KMUBOTO0. TaM, IZie BJlacTb BO3ZBUT'aeT CT€HbI, KApHaBaJl
OTKpBIBAaeT MpoxoAbl. ¥ B 3TOM, BO3MOXKHO, IJIaBHOE ITOCJIaHME cepuasia: TOPOZ CllacaeT
He NOPSIZIOK, a IBUXKeHMe, He uepapxusl, a KapHaBaj. He MOHOJIOTMYHAs UCTMHA KalluTa-
Jiu3Ma MM COLMaIiM3Ma, HO MoJuPOHMUYECKOe MHOTrOToJiocue — OGaxXTUMHCKUI AMaJior,
B KOTOPOM KaXXZIbI} I'0JIOC MMeeT IIpPaBo Ha cyllecTBoBaHMe (BaxTuH, 1965; Bakhtin, 1984,
pp- 21-33). ['opoz-maJiMMIICECT — 3TO I'OPOZ, KOTOPbIM OTKAa3bIBaeTCsI 3a6bITh, M MMEHHO
B 3TOM OTKa3e 3aKJII0YaeTCs ero 0CBOOOAUTEIbHbBIN IIOTEHIIMA.

Bypr — aT0 110601 MeramnoJjuc 30Xy riaobaansalny, rae apxXxuTeKTypa CTaHOBUTCS
MHCTPYMEHTOM TOro, 4TO /[I3BuJ, XapBM Ha3bIBaeT «HAKOIJIEHUMEM Yepe3 U3 bIATUE»
(Harvey, 2003, pp. 137-145). 'opoZ, Kak MaJIMMIICECT XPAaHUT Cjie/ bl BCEX CBOMX BPEMEH,
co3ZlaBasi «TpeTbe IPOCTPAHCTBO» — MECTO, KOoTopoe OaBapph Copjka oIpezesnsieT Kak
6MHapHbIe OIIMNO3UIMM, PpacTBOpPeHHble B TrubpmupaHocTu (Soja, 1996, pp.33-35).
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KapHaBajsibHOE Hadyasio JAaéT HaZleXXay Ha BO3MOXXHOCTb TOT0, YTO AHpU JlepeBp Ha3bIBaI
«ImpaBoM Ha ropoza» (Lefebvre, 1996, pp. 147-159) — ropoja ropmM3oHTaJIbHBIX CBSI3€,
TEJIECHOT'O M >XUBOro. Tam, rzge BjacTb BO3[BUTraeT CTEHbI, KapHaBaJl OTKpPbIBaeT IIPO-
xoabl. I B 3TOM, BO3MOX>XHO, IJIaBHOE IIOCJIaHME cepuajsia: ropoJ, criacaeT He IIOpPsiIOK, a
ZIBIDKEHMe, He uepapxusi, a KapHaBaJl.
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KYJIPTYPHOE IIPOCTPAHCTBO XaHU3MOB KOAMPOBAHMsI, C OLHOM CTOPOHBI, M MaHUdeCTaUY KyJIbTYPhI
KyJIbTYPHO-UCTOPUYECKU B CEMMOTMYECKOM acCIleKTe, C APYyroi, — CTAHOBUTCS KJIIOUEBBIM (aKTO-
TOpPOZCKOM JIaHAmapT poMm 3ddexTUBHOrO yrpaBiaeHus. KyJabTypHBIN KOJ, TOpoja SIBJSIETCS
KyJIBTypHOe KapTorpadupo- HEONHO3HAaYHBIM (EHOMEHOM, OTJIMYANIIVMCS MHOTOACIEKTHOCTHIO
BaHMe IIOAXOZOB M Pa3HBbIM, MHOTAA MPOTMBOPEYMBBIM HAIlOJIHEeHMEM. Llesbio
KyJnpTypHast JJHK ZlaHHO paboThI SIBJISIETCSI CUCTEMATUYECKMI 0630p MCCIe;,0BAHUI 3apy-

6eXXHBIX yUeHBIX, ONyOIMKOBAHHBIX B 3apyb6e>XHBIX HAayYHBIX MCTOYHMU-
Kax, KPUTUMYECKUN aHaJIN3 U CTPYKTYPUPOBaHME HAayYHBIX B3IJISIZIOB 3a-
PY6GEXXHBIX aBTOPOB B 06JIaCTU M3yUYeHMsI KYJIbTYPHOTO KOZla B I|eJIOM U
KyJIbTYPHOT'O KOZIa TOPOZa, B YaCTHOCTHM, C aKl[eHTyallyiell Ha ero BU3y-
QIBHO-aHTPOIIOJIOTMUECKOM JloMMHaHTe. CHopMupoBaHa pelnpe3eHTa-
TUBHAas 6a3a [JjIs1 SaJIbHENIIIEr0 CPaBHUTEIbHO-COIIOCTaBUTEIBHOTO aHa-
JIY3a MOJIYYEHHBIX JAHHBIX C Pe3yJIbTaTaMy HayYHBIX JOCTVOKEHU OTe-
YeCTBEHHBIX YUEHBIX C ITOC/IEAYIONIeN KOHLIENTyaIu3alell, mapaMeTpu-
3alyeil ¥ IOCTPOEHMEM CTPYKTYPUPOBAHHOM MHTETPUPOBAHHOM MOZEIN
«KyJBTYPHOT'O KOZa ropoza». Pe3yyibTaTbl U3yYEeHUS] TPYLOB 3apy6erx-
HBIX YYEHBIX IIO3BOJISAIOT 0603HaYUTh TpU OCHOBHbBIE€ TEHAEHLIVM B HAy4-
HBIX M3BICKAHMSIX B MUCCIeAyeMol 06JIacTy: HallpaBJIeHHOCTb Ha Teope-
TU3NPOBaHME HOHHTI/IH/I{OHHEHT& KYJIBTYPHOT'O KOJZa B 4YUCTOM BUAE,
6e3 cooTHeceHMs ero ¢ ypbaHMUCTUKOM, B OTPBIBE OT YPOAHMCTUYECKOTO
KOHTEKCTA; I0JIeBble, SIMIIMPUUECKME UCCIIeZIOBaHMSI KYJIbTYPHBIX KO0B
KOHKDETHBIX TOPOJIOB, MMEIOIIME OUYEBUAHYIO IMPAKTUYECKYI0 3HAUU-
MOCTb, YaCTO — OPMEHTAIMIO Ha pellleH e aBTOHOMHBIX ITPaKTUKO-YIIpaB-
JIEHYeCKUX 3a/ay pa3BUTUsS rOpojia, M He MMeIolIYe KOMIJIEKCHOTO Xa-
pakTepa; paboThbl, aBTOPaMM KOTOPBIX UCIIOJIb3YETCS MEXAUCIUILIMHAD-
HBII MTOAXOZ K U3YYEHUIO KyJIbTYPHOI'O0 KOZA TOpPoZia, B TOM YKCIIE, C UC-
I10JIb30BaHMEM COBPEMEHHBIX TEXHOJIOIMM, IIPU 3TOM Pe3yJIbTaThl UCCIIe-
ZlOBaHMI 06J1afal0T Pa3HbIM TEOPETUUYECKMM ITOTEHIMJIOM. MHOTMe UC-
CJ1eZl0BaHMSI MOCBSIIEHbI TPO6JIEMHOMY II0JTI0, B 3HAYUTEIbHOM CTEIIEHU
KOPPEeCIIOHAMPYIOIIEMY C ITOHSITHEM KYJIbTYPHOT'O KOZa ropoza, OJHAKO
3apy6e>XHBIMYM aBTOPaMM MCII0JIb3yEeTCsI HECKOJIBKO MHAsI TEPMUHOJIOT VST
(«KyJIBTYpHBIN JlaHAadT», «TOPo/CKOoe BoobpaxkaeMoe», «OpeHAUpo-
BaHMe Iropofia», «KyJIbTypHasl KapTa ropofia», «KKOTHUTUBHAas/ MeHTaJIb-
Hasl KapTa ropoza» ¥ Ap.). Pe3yJbTaThl MUCCIIELOBAHUS TO3BOJISIOT
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KOHCTAaTUpPOBaTh, YTO KYJIBTYPHBIM KOJ, ropofa IpelcTaBjseT cob6oM
OTKPBITYIO J>XMBYIO MHOTOCJIOMHYIO CUCTEMY, SIBJISISICH CBOEro poja
TeHOMHOJ CMBICJIOBOM CBepPTKOM. Ero BM3yasbHBII CEerMEHT COCTaB-
JISTIIOT KJIFOYEBBbIE CMMBOJIBI, O6'BEKTBI, COOBITUSI, TEKCTHI, HAPPATHUBHI,
IIPOCTPAHCTBA, IMeN3a)Xy, MeHTaJIbHble (KOTHUTHUBHBIE) KapThl, KyJIb-
TypHBIE M IPOCTPAHCTBEHHBIE TErM M MH. JAp., MaHMbeCTUpyIOIIye
M TPaHCIMPYIOIIME COZEepPXKaTeIbHO-KOHLIENITYalbHY0 MHGOPMALVIO.
B KyJIBTYpPHOM KOJie, B TOM YMCJIe, 3aJI0)KeHa COBOKYITHOCTb GopMupye-
MBIX MM TOPOJCKUX MOJesieil TOBeJeHUs, LeHHOCTel, yCTaHOBOK,
BEpPOBAHUM U CMBICJIOB.
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KEYWORDS ABSTRACT

cultural code of the city The relevance of the research is due to the growing interest in the prob-
urban culture lems of urban identity, sustainable development, and branding of urban
visual dominance space, where understanding the deep mechanisms of coding, on the one
cultural landscape hand, and the manifestation of culture in the semiotic aspect, on the other,
cultural and historic urban is becoming a key factor in effective management. The city's cultural code
landscape is an ambiguous phenomenon, characterized by multidimensional ap-
cultural mapping proaches and content that is sometimes contradictory. The purpose of
cultural DNA this work is a systematic review of the research of foreign scientists pub-

lished in foreign scientific sources, a critical analysis, and a structuring of
the scientific views of foreign authors in the field of studying the cultural
code in general and the cultural code of the city, in particular, with an em-
phasis on its visual and anthropological dimensions. A representative base
has been established for further comparative analysis of the data obtained
alongside the results of Russian scientists' scientific achievements,
followed by conceptualization, parameterization, and construction of
a structured, integrated model of the “cultural code of the city”. The re-
sults of studying the works of foreign scientists allow us to identify three
main trends in scientific research in the field under study: the focus on
the theorization of the notion/concept of the cultural code in its pure form,
without correlating it with urbanism, in isolation from the urban context;
field, empirical studies of cultural codes of specific cities, which have ap-
parent practical significance, are often focused on solving autonomous
practical and managerial tasks of urban development, and are not
of a complex nature; works whose authors use an interdisciplinary ap-
proach to studying the cultural code of a city, including using modern tech-
nologies, while the research results have different theoretical
potential. Many studies are devoted to the problem field, which essentially
corresponds to the concept of the cultural code of the city, however, for-
eign authors use slightly different terminology (“cultural landscape”, “ur-
ban imaginary”, “branding of the city”, “cultural map of the city”, “cogni-
tive/mental map of the city”, etc.). The results of the study state that city's
cultural code is an open, living, multi-layered system, a kind of genomic
semantic convolution. Its visual segment consists of key symbols, objects,
events, texts, narratives, spaces, landscapes, mental (cognitive) maps, cul-
tural and spatial tags, and many others that manifest and transmit mean-
ingful and conceptual information. The cultural code, among other things,
shapes a set of urban behaviors, values, attitudes, beliefs, and meanings.
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BBengeHue

Ha coBpeMeHHOM 3Talle pa3BUTHUSI YPOAHUCTUKM OCO6YI0 aKTyaJIbHOCTb IpPUobpe-
TaeT CEMMOTMUYECKUN acleKT U3ydeHMsI KyJbTypPHOTro KoJa ropoza. B ceoux Tpygax ore-
YyeCTBEHHbIE UCCIel0BATENM YPOAHUCTUKY U KYJIBTYPhl TOPO/JOB B paMKaX CPaBHUTEJIbHO
MOJIOZLOTO HalpaBJIeHUsI CEMMOTUUYECKOTO IMO3HaHUS Iopoja, TOPOLCKOM Cpefbl, TOPOJ-
cKoro jaHzuadTa, BeCbMa aKTMBHO OOpaljaloTcsl K aHaJIU3y AaHHOTro GeHOMeHa, Ipu
3TOM Bce 60Jiee MpUCTaJIbHOE BHMMAaHMe HallpaBJeHO Ha lepe/0CMbIC/IeHME BU3yaJIbHOM
IOMMHAHTBI KyJIbTypPHOT'O KoZia ropoza (ABaHecoB & denorosa, 2022; defoToBa, 2022;
ABaHecOB, 2018; I'y>koBa, 2014; Iy6buH, 2022, I'ynoa & K0aHb, 2022; JloceB, 2024) U Ap.

B x0Zile Hay4YHBIX MCCJIEIJOBAaHUM, COCPESOTOUYEHHbIX HAa aHaJlu3e CTPYKTypbl BU3Y-
QJIBHOM COCTABJISIIONIEN KyJbTYPHOTO KOZa rOpOZia, POCCUMCKME YyUYeHble MPUMEHSIOT
KOMILJIEKC METO/I0B, BKJIIOUAIOIUX KyJIbTypHO-ceMuotuueckui (Jlorman 0. M., ITome-
pany, I'. C., CumbupieBa H. A., Oxo V.), repMmeHeBTUYECKUM (AMTOJJIOHOB M. A., AXMaTOB
A. C., Tagamep T'. T'., HukoHenko C. B., Xanzerrep M., lllneT I'. I'.) u Apyrue MeTO/bl.

OZHAaKO COBEPIIEHHO OYEBUHO, UTO HECMOTPS Ha PacTyILyI0 MONYJISIPHOCTD MUCCIe-
ZIOBaHM, OTPAXKAIOIIMX COBpEeMeHHbIe TEHAEeHIIUM Pa3BUTUS F'OPOJCKOr0 cO0b1ecTBa, C
OZTHOM CTOPOHBI, aKTMBHO BOBJIEYEHHOTO B MPOILleCChl IJIobasnu3alm, IMIPUBOJSIIETO K
HUBEJMPOBAaHUIO CAMOOBITHOCTH, C APYTOM CTOPOHBI, JEMOHCTPUPYIOIIErO CTPEMJIEHUE
€ro 4JIEeHOB K YKPEeIJIEHMIO TOPOACKOU UAEHTUUYHOCTU U MO3UILIMOHUPOBAHUIO YHUKAIb-
HOCTU CBOEro ropojia ¥ HLAHCUPOBAHUIO €ro KyJIbTYPHBIX CMBICJIOB, cCaM peHOMEH KYJib-
TYPHOT'O KOJZia TOpoJa OCTAeTCs HeJOCTAaTOYHO M3YYEeHHBIM, B TOM UMCJIE B OTHOILIEHUU
BU3yaJibHOM GOPMEBI ero penpeseHTauuu. Kpome Toro, B HAy4YHOM JAUCKYpPCe OTCYTCTBYET
equHOoe, ObIIeNNpU3HAHHOE OIlpe/eieHNe «KYJIbTYPHOT'O Ko/ a ropo/ia»; YeTKO BbIpaXkeH-
Hble, KOHKPEeTHbIe IMapaMeTpbl «KOAMPOBAHUS» KYyJIbTYPHOr'O IMPOCTpPaHCTBa ropoja, a
TaKXXe KPpUTEPUM ITapaMeTpuU3al My, Ha Halll B3TJIsIJI, Ipe/iCTaBJIeHbl pparMeHTapHO.

J1J1s1 COBpEMEHHBIX 3allaJHbIX M OTE€UeCTBEHHBIX UCCIeoBaTesell XapaKTepHO MHO-
roobpasue MoAxXo/I0B KaK B TEPMMUHOJIOTMUYECKOM IJIaHE, TaK ¥ B BOMPOCAaX CMBICJIOBOT'O
HaIOJIHEHUSI KOHIeIITa.

CTOUT OTMETUTDh, UTO KYJIbTYPHBIN KO/, TOPOZia B Pa3HbIX HAyYHBIX TPyZax 4acTO
repecekaeTcs C IOHSATUSIMU «TOPOJICKOE MPOCTPAHCTBO KYJIBTYPbI», «KyJIBTYPHBIN JIAH/, -
madpT», «0b6pas ropozia», «Kropojickoe BoobpaxaeMoe»; IIPU 3TOM OTCYTCTBYET UX UETKOe
pasrpaHuUeHMe, C OAHOM CTOPOHBI, HE YTOUHSIIOTCSI M He OMMUCHIBAIOTCS CMEXXHbIe 30HHBI,
a Taxke 06J1acTy repecevyeHus1, C APyToi.

Takum 06pa3oM, epes; HAyYHbIM COO6IIeCTBOM IO-IIPEeXXHEMY CTOSIT IPUHLUTINATIb-
Hble BONPOChI. CyIIeCTBYeT JIM HEKUM YHUBEPCAJIbHBIM «KYJIbTYPHBIM KO, TOpofa», Mo-
TEHLIMaJIbHO IIPMMEHMMBIM [JIsI HAayYHOrO ONMCAHUS JI060ro ropojga B 060U CcTpaHe
Mupa? Mam Kaxabiii ropoj; MaHubecTupyet cebst B cBoeM CO6CTBEHHOM, YHUKAJIBHOM U
HEMMOBTOPMMOM KYyJIbTYPHOM KOJZle, HepeJIeBaHTHOM IO OTHOLIEHUIO K APYTrMM ropozam?
MO>XHO JIM «3aKOAMPOBATh» KYJbTYPY Pa3HbIX TOPOJOB, IIPUMEHSISI TOX/AECTBEHHbBIE Ma-
paMeTpbl, KpUTEPUU U ITPUEMBI?

HaHHasi paboTa HOCUT 0630pHO-aHAJIUTUUECKUI XapaKTep. ABTOPOM ObLI OCYIIECTB-
JIeH aHaJIu3 KOHIeNTa «KYyJbTYPHBIN KOJ, ropoZia» B paMKax 3apyb6e>XHbIX KYyJbTypPOJIO-
TMYeCKUX TEOPUMN.

Pe3ysibTaTbl U3yYeHUSI TPYA0B 3apybOe>KHbIX YUEHBIX IMO3BOJISIOT KaTEropmu3mMpoBaTh
Hay4Hble U3bICKAHMSI B MUCCIIeyeMOoi 06J1acTH 110 TPeM BeKTopaM. IlepBbIii BEKTOP HAIlpaB-
JIeH Ha TeOpeTU3MpPOBaHME MOHSITHSI/KOHIeNTa KyJIbTYPHOT'O KOZia B YMCTOM BUJEe, MHOTAA
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6e3 cooTHeceHus ero ¢ ypbanuctukoin (Shestakov, 2008; Rapaille, 2006; Taylor, 2015; San-
tos & Van der Borg, 2023 etc). Ko BTOpoi1 KaTeropuu CTOUT OTHECTU MOJIeBble, SMIIMpUYIe-
CKMe MCCIefloBaHMSI KYJIBTYPHBIX KOJOB KOHKPETHBIX I'OPOZOB, MMeKIllVie O4YeBUIHYIO
MIPaKTUYECKyl0 3HAUMMOCTb, YaCTO — OPMEHTAIIMI0O Ha pellleHMe aBTOHOMHBIX ITPaKTUKO-
yIIpaBJIeHYeCKMX 3aJad pa3BUTHUSI IOpofia, M He MMelllye KOMIUJIEKCHOI'O XapakTepa
(Miles, 2007; Januchta-Szostak, 2010; Sabatini & Trimarchi, 2020). TpeTbsi KaTeropusi
MIpeZiCTaBJIsIETCSI BeCbMa MepCIeKTUBHOM U 3acjly>KMUBalolileil 0co60ro BHMMaHus. B pabo-
TaX, OTHECEHHBIX K JJaHHOMY BEKTOpPY, aBTOPaMM MCIIOJIb3yeTCSI MEeXAUCLUIIJIMHAPHBIN
MOAX0/, K M3yYeHMIO KyJbTYPHOI'O KOZla rOpoZia, B TOM UMCJIe C UCIIOJIb30BaHMEM COBpe-
MEHHBIX TeXHOJIOTMM, IIPM 3TOM pe3ysbTaThbl UCCIeL0BaHUM 06J1aZlaloT pa3HbIM TeOpeTHu-
4yecKMM noTreHuuasiom (Seliger & Tuomola, 2012; McQuire, 2023 etc).

ViccnepmoBaHMe IPOBELEHO B 1iesiX pOpMUPOBaHUS 6a3bl AJIis JaJbHEMILIEro KoMIa-
PaTMBHOTO aHaJM3a, CONOCTABJIIEHUS C pe3y/IbTaTaMyM HayYHbIX U3bICKAHUM OTeYeCTBEH-
HBIX YUYEHBIX [JIsSI KOHLeNTyaJlu3aluyu U IMOCTPOEeHMS MMOJHOLIEHHOM MOJEeNIN «KyJIbTyp-
HOT'0 KoZla TopoZia», KOTopasi, C OHOM CTOPOHBI, OyZleT MMeTb YeTKYI0 CTPYKTYpy (c me-
TaJIbHBIM ONMcaHueM sifipa (6a30Boro ciosi) u nepudepmun, akTyaJbHbIX U MACCUBHBIX
MIPU3HAKOB, UAeHTUPUKAILMOHHBIX MapKeEPOB, a TaKXXe CTPOTYIO Mepapxuio BceX KOMIIO-
HEHTOB C yYeTOM MX ITIOJIMBEKTOPHBIX CBSI3€M), C APYroi — OCTABaTbCSI B JLOCTATOYHOM
cTeneHM rubKoM, MOABMIKHOM, pearnpymolleil Ha AMHAMUYHble U3MEeHEHUs COLMaJIbHO-
KyJIBTYPHBIX YCTAHOBOK I'OPOJ,CKOT0 COOOIIIecTBa.

TeopeTuUyecKye UCCIeI0BaHNUS KOHILENTAa «KyJIbTYPHBIN KO »

SIpKMM IIpMMepOM UCCIeJOBaHU IepBOM KaTeropuu sipisietcss pabora “Cultural code
concept in contemporary world” (Shestakov, 2008). B cBoeMm Tpyze A. IIleCTakOB UCIOJIb-
3yeT MOHSITUE «KYJbTYPHOT'O KOJa» KaK «TEPMMH, ONIMCBHIBAIOLIMIM CaMOAaKTyaJIUu3UpPOBaH-
HBII MEHTAJIMTET YeJIOBEKA — COBOKYITHOCTb LIeHHOCTHBIX OpMEHTAlM, COLIMOHOPMATHUB-
HBIX YCTAHOBOK (06bI4aeB, pUTyasIOB, I'epoeB, CMMBOJIOB), QyHZJaMeHTa/IbHbIX UePT Xapak-
Tepa, IPUCYLIMX KaKOMY-JI1M60 Hapoay MM YeJI0BeUecKoM rpymie» (KypcuB Mo. — A. B.)
(Shestakov, 2008, p. 9), BBeZleHHbIM B HayuHble Kpyru pycckum ¢umaocodpom K. M. KaHTo-
poM. B MmoHOrpadun BbleIeHbl ITapaMeTphl KyJbTYPHOI'O KOZIa Ha JIMYHOM, I'PYIIIIOBOM U
MeXZYHapOJHOM yPOBHSIX. JleKoAMpoBaHMe OCHOBAHO Ha aHa/In3e CpaBHEHMSI COBpeMeH-
HBIX Teopuit. ABTOPOM ObLIM OIepalMOHIM3UPOBAHbl SMIIMPUUYECKME TapaMeTpPhbl KyJIb-
TYPHOI'O KOJla B MU3MEHSIOIIENCS CCTeMe I71I06aJIbHOTO0 MMPOBOT'O KYJIBTYPHOTO AUCKypca
U IpefJjoXKeHa sMIOupuuecKasi TpexypoBHeBasi KOHL NS Mofean «IIoHSTue KyJIbTyp-
HOT'O KOJZIa B COBPEMEHHOM Mupe». CTPYKTypa «KYJIbTYPHOTO KOZia» 6bLIa IpefcTaBIeHa
B BU/I€ CXEMBI Ha JIMUHOM, I'PYIIIIOBOM U MEXZYHAPOJHOM YPOBHSIX, KXKIBIN U3 KOTOPBIX
COLIEPXXUT 4 KJIacTepa, BKIIYalolye 1o 4 napaMmerpa. CTOUT OTMETUTb, YTO BU3yaJIbHbIN
acIeKT B JIaHHOM MOJiesu IpefcTaBjeH cyi1abo. B 4acTHOCTM, Ha HAIlMOHAJIbHOM YPOBHE,
He IIpeficTaBjieH Boob1ie. Ha rpynnoBoM ypoBHe BU3ya/IbHbIM aClIEeKT OTMEUYEH B IBYX KJla-
cTrepax. Bo BTopoMm kiactepe («MHOpMaLMOHHbBIN KJIACTepP, MU TPAAULUMN») — KaK YacTb
TpeTbero nmapamerpa «CHMMBOJIbI/IIPOCTPAHCTBO», B KOTOPOM aKIIeHT JiejaeTcsl Ha Ppuan-
YeCKMUX CYIIHOCTHBIX OOBeKTax I'PYyINbl, 06Jafaiommux KyJbTypHOM MHPOPMAIMOHHOM
3HAaYMMOCTBIO (CMMBOJIBI, IaMSAATHUKU U T. A.). B TpeTbeM kitacTepe («KyabTypHOe mpo-
CTPAHCTBO») — KaK YacCThb TpeThero napamerpa «I[IpocTpaHCTBO», B KOTOPOM aKIeHT Jiejia-
eTcsi Ha pu3nyeckoe MPOCTPAHCTBO, 3aHMMaeMoe IpyIIIoi, BKIYamwllee 3/1aHUs, CO6-
CTBEHHOCTb, 3eMJIIO U T. . OTZe/IbHO Bbl/leJIeHbl TaMsITHUKY, apTedaKThl, caMu 10 cebe
NIpeZiCTaBsIolIMe KyJIbTYpPHbIE IIeHHOCTU (IMpaMuAbl, HarmpuMep). Ha MHAMBUAYyaIbHOM
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YPOBHE BU3YaJIbHBIN aClleKT KYyJbTYPHOI'O KoZa IpeZiCTaBJeH MCKIIOYUTEIbHO B IIE€pBOM
kJ1actepe («3Heprusi, uimu Cy6obeKT»), Ha YPOBHE 3-TO lTapaMeTpa « BocrpusiTue IpocTpaH-
CTBa» (3pUTEJIbHOE U YyBCTBEHHOE BOCIIPUSITHE).

A. IllecTaKkoOB BBbIJE/ISIET TaK)XXe aHTPONOJIOTUYECKU1 (OTpaXkaloluil UCTOPUUECKOe
MIPOILJIOE Pa3BUTUS YeJIOBEUEeCTBa, CJIOM YeJIOBEUECKOM [esITeJIbBHOCTYU U clielupuydeckoe
yrnoTtpebieHne cioBa (KOCTsIHasI KyJAbTypa, KyJIbTypa KaMHS U T. [I.)) ¥ apXeOoJ0TuUeCcKUn
(oTpakeHMe MCTOPUUECKOTO IPOIIJIOTO Ha MaTepMasIbHbIX apTedaKTaxX) YPOBHU KYyJIb-
TYPHOT'O KOJid. «APXeOoJIOTMYeCKast KyJIbTypa» O6BIYHO O6BSICHSIET COBOKYIHOCTb CXOJ-
HBIX XPOHOJIOTMYECKM OOBbefMHEHHBIX apTePaKTOB B OIpeAeeHHOM IIPOCTPAHCTBE.
Tak)Xe «KyJbTYPHBII CJI0M» IIOYBBI COAEPXUT GOJIBIIYIO YAaCTh UyejloBeuecKux apredax-
TOB B BEpTUKAJIbHOM MacuITabe.

BU3yaIbHBIN aClleKT «KYJbTYPHOro Koga» y A. IllecTakoBa BKJIIOYAET TaKXXe OAVH
U3 MMapaMeTpOB LIEHHOCTHOI'O YPOBHS — 3CTEeTUYECKME LIEeHHOCTU (BOCIIPUSITHE KPaCOTHI,
rapMOHUMU, CTUJISA U T. [.).

CTOUT OTMETUTD, YTO IpU Bcell QyHZaMeHTaJIbHOCTU B IPMMEHEHUN K UCCIef0Ba-
HUIO Topofia IpeACcTaBJeHHasi MOoJeab KyJbTYPHOTO KOZJa B YMCTOM BUJe M36BITOUHA.
IIpyu 3TOM CTOJIb IPMHIMIIMAJIbHBIM BU3YyaJIbHbIM aclleKT B ITaHHOW MOJeJIY IpefCTaBJIeH
Juib pparMeHTapHO.

Kiotep Panaiie (Rapaille, 2006) paccmaTpuBaeT KyJbTYPHBIM KOJ, B KOHTEKCTE
HAlMOHAJIBHOM / STHUYECKOM KyJAbTypbl. KyJIbTYpPHBIN KOJ, 0603HaUEH UM KaK KJII0UeBOM
METO/, /ISl IOHMMaHMSI TUIIa KyJIbTYpPbl, YHUKAJIbHBIX KYJIBTYPHBIX 0COOEHHOCTEMN, 3aKO0-
IVPOBAHHBIX B TOM MM MHOM popme MHOpMauuUM AJis UAEHTUPUKALUU KyJIBTYPHI.
«KyJIBTYpHBIN KOJ, — 3TO 6€CCO3HATEeJbHBIN CMBICJI TOM MJIM MHOM BelM UJIU SIBJIEHUS,
6yab TO MalllMHA, ela, OTHOLIEeHMS, la)ke CTPpaHa B KOHTEKCTe KyJIbTYypbl, B KOTOPOM MBbI
BocIMTaHbI». Koz paccMaTpuBaeTcsl Kak «IIMPp» K «3amnedyaTIeHHOMY obpa3y», npej-
CTaBJsAOLIEMY CO60M «3aMOK». IIpu 3TOM, AelindpoBKa KYJbTYPHBIX KOJOB TOM MU
MHOM Hally, II0 MHEHMIO aBTOpa, MpefoCTaBJasieT HOCUTEISIM ONpeeeHHOU KYJIbTypPhl
«HOBBI MHCTPYMEHT», KOTOPBIM CIIOCOOCTBYET IMMOHMMAHUIO caMUX cebsl U MOoBeZeHue-
CKMX peakliuii, XapaKTepHBIX AJIs IIpeACTaBUTesIei TOrO UM MHOTO JIMHIBOKYJIBTYPHOT'O
coobiiecTBa. ABTOpP KOHILENIIMM HAacTauMBaeT, UTO KYyJbTYPHBIM Ko7, omnpezessieT Habop
06pa30B, KOTOPbIE aCCOLIMMPYIOTCS C ONIpe/ieIeHHBIM HabopOM CTepeOTUIIOB B HallleM CO-
3HaHMM. DTO CBOero pojia KyJAbTypHOe 6ecco3HaTeJbHOE, KOTOpPOe CKPBITO JaXke OT
Halllero CoO6CTBEHHOT'0 IOHMMAaHMUsI, OJTHAKO IIPY 3TOM IIPOSIBJISIETCS B HAIIIUX JENCTBUSIX.
KitoueBble KyJIbTypHBIE KOZBI, IT0 yb6exxaeHuto C. Rapaille, ycrenrHo npuMeHSIOTCS AJIs1
MMOHMMaHUS CHelMPUUECKOro MOBeAeHMs], IIPU 3TOM OHU [JEeTEPMUHUPYIOT PETUTUIO,
110J1, OTHOLLIEHWUS], IeHbI'N, efly, 34 0POBbe U KyJIbTYPY.

MHorue 3anaZiHble yp6aHMCThI B CBOMX UCCIIEIOBAHUSIX TOPO/IOB ONMMPAIOTCS Ha JIaH-
HYIO TEOPUIO KYJIBTYPHBIX KO/JOB.

Ken Temnop (Taylor, 2015) B cBoelt paboTe «I'opofa KaK KyJIbTypHBbIe JIaHAIapThI»
(“Cities as Cultural Landscapes”) npuzep>XmuBaeTcsi KOHLENLUM UCTOPUYECKOTO TOPOJ-
ckoro sagmadra PoHa BaH Oepca:

«VIcTOpMYecKuit TOPOACKOM Nel3axk — 3TO 06pa3 MbIIIJIEHMs], IOHMMaHue ropoza
WJIU €0 YacTel KaK pe3ysbTaTa IPUPOAHBIX, KYJIBTYPHBIX U COLMAIbHO-3KOHOMM-
YeCKMX ITPOLIECCOB, KOTOPBIE CO3/LAI0T €r'0 C TOYKY 3PEHMSI IIPOCTPAHCTBA, BpEMEHU
U onbITa. Peyb MeT He TOJIBKO O 3JaHUSIX M MPOCTPAHCTBAX, HO U O pUTyaIaX U
LIEHHOCTSIX, KOTOPBIE JIIOAM IPUBHOCST B rOpo/,. OTa KOHIIEMIMsI OXBAThIBAET CJIOU
CMMBOJIMYECKOTO  3HA4YeHMsl, HeMaTepUaJIbHOI'O  HacCIeAusi, BOCIPUSITUS
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LleHHOCTeIL/'I U B3aMMOCBS3eMn MEXAY COCTaBHBIMM 3JIEMEHTaMM UCTOPUYIECKOTO I'o-
POACKOTIO JIaH,ILLHa(l)Ta, a TaKXX€ MECTHBbIC 3HaHMsA, BKJIIOYasad ME€TOAbl CTPOUTEIIb-
CTBa U yIpaBjIEeHME IPUPOAHBIMM pecypcaMiu. Ero nmpakTuyeckass 3HaYMMOCTD 3a-
KJIIOYaeTCsI B TOM, YTO OH BKJIIOYAeT B ce6s1 CITOCO6GHOCTD K M3MEHEHUSIM» (KyPCUB
moit. — A. B.) (Van Oers, 2010, p. 14).

Viccnenysi B 9TOM HaIlpaBJIeHUMM A3MaTCKO-TUXOOKeaHCKUM peruvoH (baKTUUECKH,
u3yyasi KyJIbTYPHBIM KOJ, Pa3HbIX I'OPOJIOB JaHHOTO pernoHa: Kaun6epps! (ABCcTpaius),
XaHwkoy (Kurait), Burana (®uaunnuubl) u ap.), K. Teiysiop ykasblBaeT Ha TO, UTO
B CBOEM Pa3BUTUM 3TU TEPPUTOPUM CIeAYIOT MHULMaTUBe CeyJIbCKOM [AeKjapauun
0 HacJleAuM U Merarosnaucax B Azuu u TuxookeaHckoM pernoHe (MKOMOC, 2007), opu-
eHTUPYIOlllell Ha Iepexo[ K ILeJIOCTHOMY, KOHTEeKCTyaJIbLHOMY B3IJISIZly Ha TOPOJCKOe
Hacjieue, BKIKYAIOIEeMy Uelo JaHAadpTa Kak cpebl A )XU3HU JIIO[EeN, U, B paMKax
3TOU UJien, — 4YyBCTBa MecTa. [IpuMeyvaTesIbHO, YTO B OTHOLIEHUM 60JjIee HIUMPOKOTO MTOHU-
MaHMs Hacjenus B Jlekjapaly yKa3blBaeTCsl, UYTO

«3TU 06'bEKTHI HACJIEIUSI BHOCST CBOM BKJIAQZ, B )XM3Hb U ITAMSTh METramnoJucoB 6ja-
rogaps pa3Hoobpas3unio X UCMOJIb30BaHUs. <...> Hapsay c reorpadpuyeckumMm oco6eHHO-
CTSIMU U XXMBOM COLIMAJIbHOM 3KOCUCTEMOM, KyJIbTypHOE HacJaeAue B 3HAUUTEJIbHOM CTe-
IIeEHY BJAMSIET Ha MHAMBUAYAJIBHOCTh M XapaKTep Merarojuca. DTO UCTOUYHUK JEeNCTBU-
TE€JIbHO YCTOMUYMBOTO PAa3BUTUS METAIMOJINCOB A3MaTCKO-TMX0O0KEeaHCKOTO permoHa B [0-
CTMIKEHUUM UX CTPATEermMyeckoyr M 3KOHOMMUYECKOU ponm» (KypcuB Moil. — A. B.) (ICOMOS
200, pp. 5-7).

TeM caMbIM, 0C060 OTMeUaeTCsl 3HAUUTEJbHOE BIMUSIHME KyJIBTYPHOT'O Hacaenus
(BoCcmpMHMMaeMoOro B TOM 4YMcCJie BU3YyaJbHO) Ha UAEHTUUYHOCTD XXUTEJEeN Meramnoauca,
Ipexxzie BCero, KOJJIEKTUBHYIO.

ABTOp Tak)Xe aKTUMBHO MCIIOJIb3YET IOHSITUE <IIOCTPOEHUE KYJIbTYPOJOTUUYECKOM
KapThbl (KyJIbTypHOe KapTorpadyupoBaHue)».

«ITocTpoeHMEe KyJIbTYPOJIOTUIECKON KAPThI» — 3TO TEPMMUH, VCITOJIb3yEMBbIN IJISI OTIU-
CaHMSsI KOMILJIEKCA MEPONIPUSITUN U MIPOLLECCOB II0 U3yUeHMI0, 0OHAPYXEHUIO, JOKYMEHTU-
POBaHUIO, UCCIIEZIOBAHUIO, aHAIU3Y, UHTEPIIpeTalH, TIpe/iCTaBJIeHNI0 U 06MeHy MHPOP-
MalMen, CBSI3aHHOM C JII0bMM, COOOIIecTBaMM, 0611leCTBaMM, MeCTaMU, a TaK)Xe MaTepu-
QUIBHBIMY MIPOAYKTAMMU U MIPAKTUKaMM, CBI3AHHBIMU C STUMMU JIIOJAbMU U MeCTaMMU.

KyJIbTypHasi KapTa MOXET CO3/1aBaThCsI KaK CaMOLLeJIb UJIU CIY>KUTD BKJIaZIOM B ZIPY-
TYIO ZIeSITeJIbHOCTb. [Ipollecc KyJIbTYPHOT'O KapTUPOBAHMSI MOXET ObITh HAIpaBJIeH Ha
Ipolioe, HacTosliee U 6yayiee.

B 3TOM OTHOLIEHMUM KYJIbTYPHOE KapTUPOBaHME MOXXET MCII0JIb30BaThCS AJISI MOHMU-
TOPMHIa U3MEHEHUI B MaTepUaJIbHOM KYJIbTypPE, a TaK)XXe HeMaTepPUaJIbHbIX KyJIbTYPHBIX
MpakTUKax. KyJbTypHOe KapTUPOBaHME CBSI3aHO C BbISIBJIEHMEM MECTHOM CaMOOBITHOCTU
u uaeHtuuHoctu» (Taylor, 2015, p. 193).

HecMoOTpst HA TO, YTO aBTOP B CBOeN paboTe He UCITOJIb3YeT TEPMUHOJIOTUUYECKOE CO-
YyeTaHUe «KYJbTYPHBIM KOJ, TOpo/a», COBEPIUIEHHO OYEBUIHO, UTO MOHSITUS «KYJIbTYPHO-
UCTOPUYECKUI FOPOJCKOM JIaHAIITAPT» U «KYJIBTYPHOE KapTorpapupoBaHMue» UMEIOT SIB-
Hble Kak nepudepuueckue, Tak " sifiepHble nepeceueHus: ¢ HuM. K. Telsiop Takyxe onepu-
pyeT TakKMMM IOHSTUSIMM, KaK «BU3yasibHasi CaMOOBITHOCTb/BbIpa)XeHHasi MHAUBUAY-
QJIBHOCTB», MOAYEPKMBASA HaJMUME MOILHOTO CMMBOJIMYECKOTO Hayvaja B «CTeHax Io-
pozia». JlaHHbIE TIOHSTHUSI, 6€3YCI0BHO, SIBJSIIOTCS OAHUMMU U3 SIAEPHBIX UAEeHTUUKAL -
OHHBIX IIPU3HAKOB KYyJIbTYPHOI'O KOZa ropoja.
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CTOUT OTMETUTD, UTO KOHLIENIT «KyJbTyPHOE KapTUpOBaHMe/KapTorpapyupoBaHue»
CTAaHOBUTCS Bce 60Jiee MOIYJSIpHBIM O6BbeKTOM MCCJIeZlOBaHUSI B €BPONENCKON ypbaHu-
CTMKe M KyJIbTypoJsoruu. B yactHoctu, B. CanToc u . Banp ze Bopr (Santos & Van der
Borg, 2023) 3aHMMAIOTCSI KOHLIENITYyaJbHBIM aHAaJIM30M TEOPEeTUUYECKUX U MPAKTUUYECKUX
MepCIeKTUB IPpUMeHeHUsI MHCTPYMEHTOB UM MeTO/I0B KyJIbTYPHOI'O KapTorpadgupoBaHus
IIJ1S1 U3yYEeHUs U NEeKOAMPOBaHMSI I'OPOJACKOr0 IIPOCTPAHCTBA, a TaKXXe B IIpolecce TBOP-
YEeCKOT0 MPOEKTUPOBAHUS U AM3aliHa rOpPOACKOT0 IPOCTpaHCTBa. IIpu 3TOM UccaenoBa-
TeJY OTMEYalOT HeAO0CTAaTOYHYIO M3YUYEeHHOCTb AaHHOIO KOHIEeIlTa, HacTauBash Ha ero
IaJibHEMIIIEM aKTMBHOM TEOPETUYECKOM U MPaKTUUYECKOM M3yuyeHUM U aHaiausze ((de)
Abreu Santos & (van der) Borg, 2023).

I'pynna ucnaHckux ucciaenoBaTtenen (Rausell-Koster et al., 2022) B monbITKaX HAUTU
ZleMICTBEHHBIN CI0CO6 BO3POXK/eHMSI eBPONENCKUX T'OPOZOB U3yUalOT KOHIENT «KYJIbTYpP-
HbIM ONBIT (cultural experience)», momeniasi ero B I[€JIOCTHYIO KOHLENITYaJIbHYIO MO/ eJIb
«KyJbTYpHBIN ropog, (cultural city)», aHanu3upyeMbli B TpexX acleKTax: ropo/, Kak HO-
CUTeJNIb/XpaHuUInle KyJabTypHOTro Hacaenus (Heritage City), «ymHBIN» ropof (Smart
City), ropop, kak MmecTo AJjis1 camopeanusanuu (Creative City).

«Ky/IbTYpHBIM ONBIT» ONpeZessieTcsl MCCaefoBaTeas MU KakK reHepanysi, pacnpo-
CTpaHeHMe MIM npueM MHPOPMALMOHHBIX IIOTOKOB C CMMBOJIMYECKMM COJep KaHMueM,
O06BIYHO BBIPA)XEHHBIM IIOCPEZCTBOM I'PaMMaTMKM MCKYCCTBA, MHTEHIMOHAJIBHO CTUMY-
JIUPYIOUIUX ONpeJeseHHbI KOTHUTUBHBINM, SMOLMOHAJbHBIA UM 3CTETUYECKUN Pe30-
HaHC. KyJIbTypHBIN ONBIT, TEM CaMbIM, — 3TO KOHKPETHbIM aKT KOTHUTUBHOTO, CEHCOP-
HOT'O ¥ 3MOLIMOHAJIBHOT'O IIPMCBOEHM S OKPYXXalolllero Hac Mupa, MHTEHCUMBHOCTD M Kaye-
CTBO KOTOPOT'O 3aBUCUT OT MaTepUaJIbHbIX, ICUXOJIOTUYECKUX U COLLMATIBHBIX ITpo6iIeM,
a Tak)Xe OT Halllero CO6CTBEHHOI'0 KOTHUTUBHOI'O U KyJIbTYPHOTr'O KanuTaa.

IIpy 3TOM «KYJIBTYPHBIM OIIBIT» NpUOOGpeTaeTcss MOCPEeACTBOM peayiu3alu BcexX
Tpex BblllleyKa3aHHbIX cTpaTeruy (Heritage City, Smart City, Creative City), nHTerpa-
TUBHO GOPMUPYIOIIUX B pe3yJIbTaTe ONpe/eseHHbIe IJeHHOCTH, YCTAHOBKM, a TaKXXe I10-
BeJleHUYeCKMe NMaTTePHbI M COLlMaJbHble IPAKTUKY XXUTEJIEN.

KOoHILIeNT «KyJIbTYPHBIM KO, ropofia» yYeHbBIMM He 03ByUMBaETCsI, OLHAKO B MCCIIe-
ZIIOBaHMM SIBHO IIPOCJIE)XKMBAETCS ObpallleHre K HeMy KaK K MHCTPYMEHTY, IIOCKOJIbKY IpU
ONMMCAaHUM IIpoliecca MOJyYeHUSI «KYJIbTYPHOI'O OIIBITa», IO CyTU, MCIIOJIb3yeTCsl Mexa-
HU3M JeKOAMPOBAaHMUSI, «IIPOUTEHMUSI» KYyJbTYPHOTO KOoZa ropoZia Ha TpeX YPOBHSIX
(Rausell-Koster, Ghirardi, Sanjuan, 2022).

KuTalickye yueHble 13 Ha0STHCKOT'O TEXHOJIOTMUECKOT0 YHUBepcuTeTa (Simo, Zhang,
Ming-Yu, Hsiao & Huang, Yu-Che (2022), IpMMeHSIOT TEPMMUHOJIOTUIO U METObl I'eHe-
TUKU (KOHLeNLIMI0O 6MOJIOTMYECKOr0 I'eHa) B M3yYeHUM CIIOCO60B OOyuyeHMs CTYZ,eHTOB
daxynbTeTa AM3aiiHa IpUMeHeHUI0 «KyabTypHOU JHK (cultural DNA)» B mpoiiecce au-
3aliHa ¥ CO3Z,aHUs «KyJIbTYpHOM npoAykuuu (cultural and creative products)».

CTOUT OTMETUTD, UTO B IIPEJIOKEHHOM MOJean 06yueHUs] «KyJIbTYPHBIN KOA» SIB-
JISIETCSI CTPYKTYPHBIM 3JIEMEHTOM KyJIbTypHOM JJHK, BbIZleisseMbIM B ITpolLiecce ee JeKOM-
no3uuuu. IlocpefcTBOM M3BJIeUEeHMSI apXUTEKTypHOU GOopMbl, MaTepuasa, LIBETOBBIX,
TEKCTYPHBIX, CTPYKTYPHBIX IAaTTEPHOB, pacCMaTpMBaeMbIX B KaueCTBe 6a30BbIX 3JIEMeH-
TOB KYJIBTYPHBIX KOJIOB, IIyTEM «IIOJIOBOI'O» U «6ECII0JIOBOTO» BOCIIPOU3BEANEHUS KYJIb-
TypHOU JJHK, reHepupyIOTCsI HOBble F'eHeTUYeCKMe 3JIEMEHTBI U BbIBOZSITCSI HOBbIE KYJIb-
TYPHBbIE€ KOZbI, MCIIOJIb3yeMble 3aTeM B [ii3aliHe KYJIbTyPHBIX IIPOAYKTOB C ONpeJieseH-
HBbIMU, 3aJlTaHHBIMU XapaKTepuctukamu (Simo, Zhang & Ming-Yu, Hsiao & Huang, Yu-Che,
2022, pp. 211-216).
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TakuM o6pa3oM, OTMedaeTCsl TEHEHIIMO3HOe MWCIOJIb30BaHMe «KYJIbTYPHOTO
KOZla» B KaueCTBe MHCTPYMEHTa JIJIs1 IPOBeZleHUs MCCAeN0BaHUM UM CO3JaHusI Oollpe/e-
JIEHHBIX IIPOAYKTOB.

IToJieBbIe UCCIIEAOBAHUSA «KYJIBTYPHOTO KOZA ropoza»

Mankom Mawnsc (Miles, 2007) B cBoeu kHuTre «Cities and Cultures» («T'opopa
U KYJIBTYPbI») OCYLIECTBJISIET KPUTUUYECKUIM aHAIU3 OTHOLLIEHUM MeX/y COBPpEMEeHHBbIMU
ropojaMu U KyJabTypaMM, KOTOpble OHM ITPOMU3BOZST, M KOTOPBIE, B CBOIO ouepenb, Gop-
MUPYIOT UX. ABTOP KHUT'M CTaBUT 1107, COMHEHMe CyleCTBYIoIMe IIpeCTaBJIeHsI O TOM,
YTO SIBJISIET COO0M rOpoJicKasi KyJIbTypa, C IOMOIbI0 TEMAaTUUYECKMX UCCIeJOBaHUN, B KO-
TOPBIX pa3jIMUHble BUAbI KyJIbTYPbl — UCKYCCTBO, KyJIbTypHble MHCTUTYTBI U Haciaenue,
CaMOOBITHBIM 06pa3 >XU3HU, — MO-Pa3HOMY MCIOJIb3YIOTCSI B Pa3BUTUM KOHKPETHBIX I'0O-
POZIOB MJIM BIMSIIOT Ha Hero.

Pa3Hoo6pa3ue NpMMEpPOB U TEOPETUUECKMX MAaTEPHUAJIOB, IPEeACTAaBIEHHBIX B KHUTE,
oTpa)kaeT pa3Hoob6pa3ue ropoZloB B COBpeMeHHBIX peanusax. Ocoboe BHMMaHMue yzesi-
eTCsI TOpoJiaM, M36paHHBIM B KaueCTBe KYJIbTYPHBIX CTOJIULL B XO/le peain3aluy MHULIU-
aTtuBbl EBpocoro3a (1985) «EBpoIenckuy ropof, KyJbTypbl», IPU 9TOM YyUYUTBHIBAETCS I'U-
6pPUAHOCTb COBPEMEHHOM I'OPOJCKOM KYJIbTYPhI B IepUO/, I106aIn3auy U MUTrpalin.

ABTOp MCXOOUT U3 TOTO, UTO I'OPOZ, — 3TO MECTO IMOBCEJHEBHOM >XMU3HM, HA KOTOPYIO
BJIMSIIOT 9KOHOMMYECKME, ITIOJIUTUYECKME, COLlMaJIbHbIE U KYJIbTYpPHbIe YCI0BUS. [Ipy 3TOM
M. Maiic yTBep >KAaeT, YTO OTHOLLIEHMSI MeXAy ropoZiaMy M KyJbTypaMy HOCUT AyajeK-
TUUYECKMI xapakTep. VIHBIMM CJIOBaMM, YCJIOBUSI, CO3/iaBaeMble CTPOUTEILHOM, COLMAIIb-
HOM, 5KOHOMMYECKOM, TTIOJIUTUIECKON U KYJIbTYPHOU Cpeoi, BAUSIOT Ha TO, KaKUM 06pa-
30M JIIOAM NEMNCTBYIOT B HUX, M B TO )K€ BpeMsI IPOTUBOAEMNCTBYIOT UM, IIPU 3TOM XapaKTep
3TOTr0 MPOTUBOJEMNCTBUSI BO3MOXKHO epecTpouThb. TakuM o6pa3oM, UX MPOTUBOAENCTBUE
MOXKET IepeyrnopsZlounUTh YCI0BUSI, KOTOPBIMU OHO obyciioByieHo (Miles, 2007).

IIpuMeyaTebHO, UYTO aBTOP KHUTM B 3aBepllIalolliell rjlaBe caM I'OBOPUT O 3aTPyZ-
HEeHUSIX TEPMMHOJIOTMYECKOTO XapakTepa. OgHako, MankoMm Maitsic, o cyTH, 3aHMMa-
eTCs MCCIe,O0BaHMeM KyJIbTYPHOT'O KOZla Pa3JIMYHBIX F'OPO0B, GOpMUPYIOIero oBe/eH-
YecKMe CTpaTeruy M coljyajbHble IPAKTUKU UX XXUTEJIEN.

3acay>XMBalOT BHMMaHMSI TakXKe paboTbl peKOMeH/aTeJIbHOIO XapaKTepa, aBTOPHI
KOTOPBIX TPAHCIIMPYIOT U0 HEOOXOAUMOCTU BHECEHUSI JUHAMUKU B KYJIBTYPHBIN KO/
ropoja, rnpejJjiarasi CBoe BuieHue CIioco60B OCyIeCTBUTD 3TO.

UTtanbsiHCKMe UccaenoBaTenn ®pandyecka Cabatuuu u Mukese Tpumapun (Sabatini
& Trimarchi, 2020) B paMKax KpUTUYECKOM TEOPUU U TEOPUM YPOAHUCTUKMU IIpefjiaramoT
MOZIeJIb MOJEePHMU3MPOBAHHOM KYyJbTYPHOM KapThl ropofa, OCIapuBasi MCIIOJIb30BaHMeE
IIPOCTPAHCTBA B I'OPOACKOM CLieHapuM, OCHOBBIBASICh Ha MCC/IEJOBAHMSIX B 06J1aCTU KyJib-
TYPHOM MOJIUTUKY, & TaKXKe U3yUeHUU HaCIeausl.

ITo X MHEHUIO, «CUJIa KyJIbTYpPhl 3aKJIIOYAETCS B €e CIIOCOOHOCTY OBITh CBUIETEIEM
ZlyXa BpeMeHU, KoTZia OHa 6bljla co3/JjaHa, M B TO XK€ BpeMsI IPeBOCXUIATD AyX BpEMEeHU
CBO€eI1 HbIHEelIHeN ayauTopun» (Sabatini, & Trimarchi, 2020, p. 28).

IIpu aTOM 0co60e BHMMaHMe 0bpalllaeTcst Ha TO, UTO IIPUBBIYHBIN GOPMAT KyJIbTYPHOT'O
KoZia ropojia He obecrieuMBaeT HEO6XOAMMYIO MHTerpauio MHGOpMaLM U 3HaHUM, OTBeYa-
IOLIVX HA MHTYUTVBHBIE OXXMaHMSI M B3bICKaTeJIbHbIE YasiHMSI COBPEMEHHOT'0 001ilecTBa.

OTMeuaeTcsi, UTO OcCsi3aeMble (BMU3yaJIbHO-MaTepUaIM30BaHHbIE) OOBEKTBI KYJIbTYp-
HOT'0 Hacjefusl SIBJISIIOTCSI 06'beKTaMy Ype3BbIUallHO CTPOTOr'0 peryJjiMpoBaHMsI B OTHOIIIe-
HUM WUX MCIOJb30BaHMUS. Mess y4YeHbIX COCTOMT B TOM, YTO JJISI COXpaHEHUs U
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IIPUYMHOXEHMS CBOEeM IIepBOHAYAIbHOM MCTOPUYECKOM U KYJIBTYPHOM 1JeHHOCTU, 06'bEKTHI
KyJIbTYPHOTO Hacjiefusl OJDKHBI «paboTtaTb». [Io MHEHMIO MCCIeZioBaTesel, He06X0AMMO
paclIMpUTh rpaHuUIbl QYHKIMOHMPOBAHMS JaHHBIX OOBEKTOB, UCIIOJIb3YS UX B KaueCTBe pe-
cypca/Iianziapma AJjisl IpoOM3BOZCTBA HOBBIX, COBPEMEHHBIX KYJIBTYPHBIX LIEHHOCTEN; TEM
CaMbIM IIPOABUTAETCSI KOHLIEMIIMS KyJIbTYPHOTO KOZla KaK BO30OHOBJISIEMOI'0 pecypca.

®. CabatuHM M M. TpuMapuM HacTaMBalOT Ha TOM, UTO MeEHSIONAsiCS CTPYK-
Typa/TKaHb I'OpoJia, BCe MeHee 3aBUCUMasi OT AMHAMMUKM QYHKIIMOHAJIBHOT'O U Mepapxu-
YeCKOr'o B3aMOJEeNCTBUS, TpebyeT TOro, YTO6bI ero KyJIbTypPHOE IPOCTPAHCTBO CTAHOBU-
Jloch 60Jiee IOCTYIIHBIM, paclojlaralolliMM M MHKJJIIO3UBHBIM. PeKOMeHAyeTCcsI B TOM
yuciie mepefucioKanms KyJbTypPHBIX OO bEKTOB B 1[eJIsIX CTaTh Oj1MKe 0611eCcTBY.

B 4acTHOCTH, IpejJjiaraeTcsi IPOBOAUTH 3HAKOBble COBpEMEHHbIE MePOIIPUSTHUS Ha
HeCTaHJapTHBIX IJIOIIaZikaX. B KauecTBe IpuMepa OHM IPUBOAST «AHAeprpayHIHYIO
ornepy», ¢ecTuBaJb MOI- U AJIbTEPHATUBHOM MY3BbIKM, KOTOPBIJ IIPOBOAUTCS B CTEHaX
JInoHckou onepsl (onepa HyBeb).

TakuM ob6pa3oM, MCCIeoBaTeM MPUXOASAT K BBIBOAY, YTO JAJISI YCTOMUMBOTO MC-
I0JIb30BaHMsI HacjeAyusl UM BOCIPOM3BOACTBA KyJAbTYpHI, IIpe/ilHa3HAUEHHOM IJisl Iepe-
Zlauy ee peaJIbHOM KYJIbTYPHOM LIeHHOCTM, HEO6XOAMMO IIPOMTHU Uepe3 HOBOE B3aMMHOE
IIpUM3HaHMeE MeXAY KyJbTypou M 06I1ecTBOM, HNpUMMPEHME C HOBBIMM CIIOCObaMu
)XM3HU B TOPOJCKOM IIPOCTPAHCTBE M HOBBIMM CIIOCO6AMM IlepeXXMBaHUSI KYJIbTYPHI,
MIOTPY>KeHUS B Hee.

TemM caMbIM, IIpOJBUTaeTCs uHesl 1eJIeCO06pa3HOCTU CO3ZaHUSI BTOPUUHOTO
KyJIBTYPHOT'O Koja (ZepUBaTMBHOTO, IPOM3BOAHOI'0O OT ayTEeHTMYHOIrO, CTABILIEro JIs
HEro «pecypcom»).

[Tonbckas ucciaemoBaTeabHuiia AHHa SIHyTa->XKocrak (Januchta-Szostak, 2010) 06-
palaeTcs K MPOCTPAHCTBEHHOMY KOAY ropoja, GOKyCUpPYsIChb Ha ero BU3yaJIbHOM JIVC-
Kypce, IpY 3TOM KYJIbTYPHBIM KOJ, IOTUUHO BCTPaMBaeTCsI B HETO.

OHa paspaboTajia MeTOJO0JIOTUIO pa3MellleHMs BU3yaJIbHOTO MCKYCCTBa B MecCTax
MacCOBOT'O CKOIJIEHMS JIIofAel (MecTax [OCTylla IoceTuTesael) Ha npuMepe r. [Io3HaHb,
OINMpasiCh Ha «HOBATOPCKOe OTKpbITMe» DABapha Yelica TosMaHa O Ipoliecce IMOCTpoe-
HMSI M HaKOIJIEHMSI IPOCTPAHCTBEHHBIX 3HAHMM, KOTOPOe IIPOJIMJIO HOBBIM CBET Ha BOC-
MIPUSTHUE TOPOACKOTO IMPOCTPAHCTBA U 3aJI0XKUJIO OCHOBY JJISI IOCTPOEHUSI MEHTAJIbHBIX
KapT KaK MHCTPyMEHTa paclio3HaBaHUS T'OPOACKUX CTPYKTYp. MeToJ, IIOCTPOEeHUSI MeH-
TaJIbHBIX KapT TaK>ke IT03BOJIMJI BBISICHUTbh, KaKOe BHMMAaHME JIIOAY YIEJISIOT ONpeiesieH-
HBIM MeCTaM M KaKylo poJjib B paclio3HaBaHUU U UAeHTUPUKALIMY TOPOLCKOT0 TPOCTPaH-
CTBa UT'PAIOT NIPOU3BEZIeHUS UCKYCCTBA.

«Bocnpusamue 8Uu3ya/nbH020 NPOCMpPaHCmMea — 3mMo NCUX0/102UHeCKUll KOZHUMUBHbLU
npouecc, 3aKA4arwulicsi 8 MblC/IEHHOM KONUposaHUU 06BeKmos u cobblmull 8HEUWHe20
Mupa no OMHOWEeHUI K npoueccam, npoucxodsawum 6 opz2aHu3me uenogeka» (KypcUB
MoH. — A. B.) (Januchta-Szostak, 2010, p. 76).

ApXUTeKTypa U MCKYCCTBO pacCMaTpPMUBAIOTCS B paboTe Kak MPOCTPAaHCTBEHHBIE /10-
MMHaHTBI. [Ipy 3TOM aBTOp CUMTAET, UTO UEM MeHee YHUKabHa U 6oJiee yHUPUIIMpPOBaHa
apxXUTEeKTypa ropoja, TeMm 6ojiee 3HaUMMbIMM CMMBOJIMUYECKMMM MeTKaMM IIPOCTPAHCTBA
SIBJISIETCSI BU3YyaJIM3UMPOBAHHOE MCKYCCTBO, KOHCTPyMUPYys CaMOOBITHOCTb MecTa/Ipo-
CTpPaHCTBa.

C TOUKM 3peHMsI MHOTMX XyJ0XXHMKOB, apXUTEKTypa obpasyeT JMULIb paMKy, GoH
MM TIOCTAaMEHT JJIsl YHUKAJIbHBIX NTPOMU3BeAeHUM MUCKyccTBa. OfHAaKO B MacuiTabax ro-
pozia CKyJIBIITYpPHBbIe U apXUTeKTypHble GOpPMbl 3aHMMAIOT 3aCJIy)XeHHOe IIepBOe MeCTO
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B CO3[JaHMM JOMMHAHT I'OPOACKUX IeM3akel, MHOTZa JaXke He3aBUCUMO OT KOHTEeKCTa
TOpPOJICKOM CpeJibl.

ITpouiecc $popMMPOBaHMUS TOPOACKOTO JaHAlIapTa MPOUCXOAUT Ha BCEX YPOBHSIX
BOCIIPUSITUSI: OT ITAHOPaMbl, B KOTOpOM IpeobsazaioT ¢opmbl pesnbeda MU BBICOTHBIE
06beKTBhI, Yepe3 apXUTEKTypHble U CKYyJIBbIITYpHble KOMIIO3UIIMYM, OPraHM3yIolMe IIPo-
CTPAHCTBO IIOLIA/EeN U YJIUI, L0 CKYJIBIITYP pa3MepoOM C UyeioBeKa, 3HAaKOMBbIX IelIex0-
ZlaM, UM JJaXKe TOPOACKUX JeTasieil. He3aBUCUMMO OT pa3Mepa XapaKTepHOM O0COH6eHHO-
CTBIO JIIOO0OTO MPOU3BEeHUSI UCKYCCTBA SIBJISIETCSI €ro yHUKalbHasi ¢popMa, BbIe/IsI01ast
ero U3 okpy>xeHusi. Hekotopble ¢popMbI M306pa3mUTEIbHOIO MCKYCCTBA JOMUHUPYIOT, APY-
rue COCTaBJISIOT JIMIIb aKLEeHTHl B I'OPOJZCKOM Cpefie, HEKOTOpble HEeCyT MCTOpUUEcKoe
WJIM KYJIBTypPHOE IOCJIaHUue, TPEThbU IIPOBOLMPYIOT UM UHTPUTYIOT COBpEMEHHBIMU $op-
MaMM, BbI3bIBasi BOCXMILEHME MJIM yXKacC; TEM He MeHee, OHM MHAUBUAYAIMUIUPYIOT I'o-
POZICKO€e TPOCTPAHCTBO, CTAHOBSICh BAXXHBIMM IIPOCTPAHCTBEHHBIMM Teramy, objervalo-
LIMMM OPMEHTAILIMI0O M HaBUTalIMIO, a TaKXXe OIOPHbIE TOYKM Ha KOTHMTUBHBIX KapTax
ropozia >XuTejie U TYPUCTOB.

PasHuIila Mexx1y BU3yaJIbHBIMU IIaMSATHMKAaMM MCKYCCTBA, BBICTYMNAIOLIMMM B Kaye-
CTB€ BU3UTHOM KapTOUYKM ropofia, ¥ KOJJIEKTUBHOM «TOYKM IPUBSI3KM» 3aKJIIOYAETCS B
KOTHUTMBHOM BOCIPUSITUM U COLMAJIBHOM UAEHTUPUKALUM C MPOU3BeLeHUeM MUCKYC-
CcTBa. VIHOTja HeNpMMeETHBIE CKYJbITYpPbl U GOHTAHBI CTAHOBSITCSI CMBICJIOCMMBOJIAMU,
dbopMupyOLIMMY OINpefesieHHble CerMeHTBhl KyJIbTYPHOI'O KoZia ropoja, Halpumep,
HenTyH B I'maHbCKe, 3HAaMEHUTBIM CMMBOJI [I03HaHU B BUZie KO3JIMKOB, Pycaska B KomeH-
rareHe u Bapiuase, unu «Ilucaromuii MaJbumMk» B Bproccese. OTa 3HaMeHUTasl CTaTys
MaJIEHbKOT'0O MaJIbuMKa, [10 MHEHUIO UCC/Ie/l0BAaTeJIbHULLBI, — U eaIbHbIN 0b6pa3el, aep3-
KOro/ppuBOJIBHOTO YyBCTBa IOMOpa ¥ YHUKAJIbHbIM CMMBOJI Bproccers.

B oTiiMuMe OT CTaTUYHBIX IIPOU3BELEeHUM UCKYCCTBA, BpeMEeHHbIE BBICTABKYU CKYJIb-
IITYp NOJ, OTKPBITBIM HeO6OM M XyZ0)KeCTBEHHbIe COOBITUSI — 3TO MpexoAsiiue SIBJIeHNs,
KOTOpB&IE, I10 MBICJIX aBTOpPAa, HE pacCMaTpPUBAIOTCS KaK IIOCTOSIHHbIE TOYKY KOTHUTUBHBIX
OopMeHTUPOB. OJHAKO TaKMe KPpaTKOBPEMEHHbIe, HO TIOBTOPsiEMble ¥ MHTEHCUBHbBIE MEepPO-
MIPUSITUS KMOTYT CIIOCO6CTBOBATh POPMUPOBAHUIO KYJIBTYPHOT'O UMU/IKA U CAMOOBITHO-
CTU MeCT ux npoBefeHusi. Hanpumep, Llentp Ilomnuzay B Ilapumxe miam MaabTUMCKOE
03epo B [To3HaHM 06BIYHO aCCOLMUPYIOTCS C KYJbTYPHBIMU COOBITUSIMU» (KYPCUB MO, —
A. B.) (Ibid. P. 82.).

Takum o6paszomM, y A. SIHymita->)KocTak KyJIbTYPHBIM KO/, TOpOJZia — 3TO CTEPXKHEBasl,
JAOMMHaHTHAas 4acTb IIPOCTPAHCTBEHHOI'O KOJia, B KOTOPOM B Ka4yeCTBe CTPYKTYPHBIX 3JIe-
MEHTOB 3aJI0XKE€HBbI MEHTaJIbHbIE KapThl, CMUMBOJIMYECKME METKM, IIPOCTPAHCTBEHHBIE TEI'U.

MeXaUCHUUIIMHAPHBIN MOAX0J, B UCCIIeJOBaHUM KyJIBTYPHOrO KoZa ropojga

CnenyeT KOHCTAaTUPOBATh, UTO B IOCJIeZlHeEe BpeMsl BCe GOJIBIIYIO MOMYJISIPHOCTD U
pacrnpocTpaHeHMe HabMpaloT MeXAUCHUIIIMHAPHbIE MCCIeJ0BaHMsI B JaHHOM 06J1acTu.
YyeHble UCHOJIb3YIOT MOAXO/bI, TEXHUKM U METO0JIOTUIO U3 APYIrUMX HayK, IpUUYeM He
BCeria CMeXXHBIX.

Pa6bora M. Cenurep u M. ‘Lumi’ Tyomosna «/lekopaiuu ropoga - HappaTussl BU3y-
QJIBHOM TOPOZCKOM MAeHTUUYHOCTU» (Seliger & Tuomola, 2012) oTpa)kaeT pe3yJbTaThl
ayZiMIOBU3yaJIbHOT'O 3THOrpadpMUYeCcKOro UCCae,0BaHUS I'OPOACKUX ClleH, TOPOZCKOTO AM-
3aliHa U IMOBCEHEBHOM XXMU3HU I'OpPOJia, IPOBe,eHHOT'0 B popMaTe MeXXAUCIUIIJIMHAPHON
TBOPUYECKO} MacCTepPCKO, IPM3BAaHHOT'0 06eCceunuTh MHTErpaluio pa3HbIX AVCIUIIJIMH B
06J1acTM MCKYyCCTBa, Au3aHa U Menua. Macrtepckasi City Sets (mekopauum ropoga)
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ucrnosb3yeT MeTadopy «IopoZ, KakK ClleHa», YTO6bl KpUTUUECKU U pesibepHO UCCIIe,0BaTh
3JIeMEHTHI AM3aliHa, BU3YyaJIbHbIN SI3bIK M HappaTUBBI, 3aJI0)KEHHbIE B ropozax. C momo-
LIbI0 ayAMOBU3yaJbHOM MPOAYKIMHU, TIOJYYEeHHOM IIOCPEe[CTBOM Cb€MKY C Pa3HbIX PaKyp-
COB (Kajphbl, CHSTbIE C TOUKM 3PEeHMsI KaKOro-aubo mepcoHaxka), y4aCTHUKU CTPEMSITCS
PacKpBITh HappaTUBHI, ONpeAessIonie HalllM POJIM Ha «CLeHe», C IOoCJeAylolle OLeH-
KOJ LIeHHOCTHBIX OPMEHTUPOB TOPOJCKOrO IUIAaHUMPOBAHUS U AM3alHa. ABTOPbI yTBep-
XXJAI0T, UTO XyZL0XKEeCTBEHHOe HabIIoZleHe C UCII0JIb30BaHMEM pPa3HbIX PaKypcoB obora-
1aeT IOHMMaHMe Halllel )XM3HM B F'OPOJICKOM CpeZie, a TaK)Ke POJIM TBOPUYECKOT'O IIPOeK-
TUPOBAHMS B HEl.

M. Cenurep u M. TyoMoJia UCIIOJIB3YIOT MeTapopy «TOpPOJ, Kak ClieHa / KOMILJIEKC
KMHOZ,eKOpaluii», KOrja roBOPSIT O BU3YaJIbHOM UAEHTUYHOCTU IOpoja, KOTopasi KOH-
CTPyUpPYeTCSI TOPOJCKOM apXUTEKTYpOM, IOBECTBYIOIIEN 06 MCTOPUM M IIO3TAITHOM
pPa3BUTUM TFOpPOJA.

ITo X MHEHMIO, pallOHBI TOPO/Ja pPa3InNYalOTCsI MeXy co60i, UCXOsI U3 3aKII0UEeH-
HBIX B HUX UCTOPUM U 3aJI0XKEHHBIX QYHKIMI, ¥ HECMOTPSI Ha OTHOCUTEJIbHOE ITOCTOSIH-
CTBO apXUTEKTypPHOro obpasa, arMmocdepa ropozia 6yZieT MEHSITHCS B 3aBUCUMOCTU OT BU-
ZIOB ZIesITeJIbHOCTU JIIO/Iel, OCBElleHUsI, U JaXKe MOoroAbl. JleKopaTUBHbIE 3JIEMEHTHI, pe-
KJIaMHBI€ IHUTHI U (JOPOXXHBIE) YKa3aTesIU TaKXXe MOI'yT pacCMaTpUBaThCA KaK (KMHO)e-
KOpaluu, CIocobHble U3MEHUTDh aTMocdepy ropojCKOT0o MpoCcTpaHCTBa. IIo Mepe TorO,
KaK «3pUTeJIb» IlepeMelllaeTcsl OT KBapTajla K KBapTaly, eMy/ell HauMHaeT Ka3aTbCs, YTO
BU3yaJIbHASI U EHTUYHOCTD rOpo/ia MEeHSIEeTCS.

ABTOpBI IIpeAJlaraloT OpUTMHaJIbHYI0 METOAMKY AJISI MCCIeLOBAHMS XXU3HU U apXU-
TEKTYPHOT'0 BOIUIOLIEHUS] T'OpPOJia, @ TeEM CaMbIM, ajJiropuTMa GOopMUPOBaHUS KYyJIbTYp-
HOT'0 KOZla ropozia: 1) Zijisl U3y4eHUsI apXUTeKTYpHOro opopMJIeHMsI FOpoJia, €ero CMbICJIO-
CUMMBOJIMYECKOT'O HAIlIOJIHEHMS, & TaKXXe, XXU3HeAesTeJIbHOCTU T'OPOXKaH IPUMEHSIETCS
MeTapOPUUECKUI TTOAXOL «TOPOJ, KaK ClieHa»; 2) 3THorpadpmyecKkue MeTOAbl U3yUEeHUS
BMU3yaJIbHOT'O acleKTa TIopoZia, a MMeHHO, QOTOAOKYMEHTHMpPOBaHMe, 3aluch Ha
(KMHO)IIJIEHKY, BU/Ie03alluCH, OIIPOCHI, MCIIOJIb3YIOTCS [J151 JOKYMEHTMPOBaHus U cbopa
MaTepuasia; 3) MHOTOUMCIEHHbIe paKypchl (KaJpbl, TOKa3bIBAIOIME CLEHY C MO3ULLUU
OHOTO M3 MCIOJIHUTEJeN), MHTepIpeTUpyeMble KaK KOHLeNLUs, MPUMEHSIOTCS OJIs
MpeACTaBJeHsI Pe3yJbTaTOB UCCIeNOBaHUS TOPOJOB; 4) MUCCIElOBaHUE IO MPUHIIUITY
‘eyes on with minds on’ u mocnepymwiias padpaborka dopmMaTta mpenrokasa CIOCO6-
CTBYIOT OCMBICJIEHUIO, YIIOPSIAOUEHUIO U, KaK CJIeICTBUE, YIIPOLaeT CTPYKTypUpPOBaHMue
MMOJIyYeHHBIX JaHHbIX (Seliger, & Tuomola, 2012).

JlaHHOe Mccae0BaHMe, TTO3UIMOHMPYIOllee HOBBIM B3TJISL, HAa METO/0JIOTUI0 U3Y-
YyeHMs TOPOZ0B, JaJI0 TOJTYOK Pa3BUTUIO HOBBIX CIIOCOO0B M3yueHUs: peHoMeHa, Ha3bIBa-
€MOT'0 KyJIBTYPHBIM KO/IOM ropo/ia, a TakXXe 6JIM3KUX eMy KOHIIEIITOB.

CoBpeMeHHbIe ropoJia CTAHOBSITCSI 06 beKTOM HOBBIX GOPM BU3yaniu3aly, KOTOPbIe
MEHSIIOT He TOJIbKO Hallle TIpeJiCTaBIeHMe O TOPOJICKOM MUpe, HO U ero GyHKIIMOHUPOBaA-
HMe KaK CollMaJIbHOM cpeApbl. [IonyasipHOCTb HabupaeT ucciefoBaHye 6a3 faHHbIX Google
Street View u miatdopmsbl Google Maps, Kak MeCT JiJisl IPOMU3BOJICTBA OTIMUYUTEIBHBIX
HOBBIX IIOTOKOB BM3yaJIBHBIX JAHHBIX O ropojax 1o BceMy Mupy. [lomobHasi uupponas
MHPPACTPYKTypa OTKPBIBAET Ileper, McClefloBaTeIsSIMU IOPOZOB KaK HOBble BO3MOXXHO-
CTU, TaK ¥ HOBBIe IpOo6JIeMBbl, TOAHMMasI CJIOXKHbIE BOITPOCHI O POJIM BU3yaJIbHBIX U306pa-
JKeHUM B KOHTEKCTe IIPOoJ0JDKalollerocs: mepexoza K uyudpoBOMy, BEIUYUCIUTETIBHOMY U
ceTeBOMYy Mupy usobpaxenuiut (McQuire, 2023, pp. 141-160).
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AKTyaJIbHOCTb U INEPCIeKTMBHOCTb MCCIAEeLOBAaHUM KYyJbTYpPHOro Koja ropoja, Io-
BBIIIIEHHBIM MHTEpeC K JlaHHOMY GeHOMEHY, MPOSIBJISETCS B TOM YMUCJIe B CO3JaHUU aB-
TOPCKMX 06pa3oBaTeIbHBIX IIPOrPaMM, HallpaBJIEHHBIX Ha €TI0 U3yYeHMeE.

B yacTtHOCTH, TTIpodeccop aHTponosoruu Canum ANKyT O3TIOPK (YHUBEPCUTETCKUN
KoJuulepk JIOHAO0HA), aBTOp JIETHEM LIKOJIbI-Kypca «BuayasibHasi KyJbTypa ropoza»
(2024), opraHnmnszyeMou IpeacTaBUTEIISIMU IaTCKOM aBTOHOMHOM HEKOMMeEPUYECKOM opra-
Hu3anuu DIS, nepenaeTr uAe0 O TOM, UYTO KYJbTYPHBIM KO TOPOJia CIIOCOOCTBYET B TOM
4yycJie TPaHCASLUU OJIUTUYECKMX U COLMAJIbHBIX LIeHHOCTEeN ropoza.

T'opoj, IpyU 3TOM MOHMMAaETCS] KaK KOHTEKCT KOMMYHUKAIMU, B KOTOPOM 3KOHOMM-
YyecKue ¥ IOJUTUUYECKMe Ipeobpa3oBaHus, IepepaclpefieieHMe BJIaCTU U PeCcypcoB,
a Tak)Xe ero cneumuduyeckass Bu3yajibHasi I'paZloCTPOUTEIbHASI CUCTEMA, UTPAIOT POJib
B OpMMPOBAHUU MTOBCELHEBHOM I'OPOACKON KYJIbTYPHI.

DTOT KypC pacCMaTpMUBaEeT CIOCOOBI, C MTOMOIIbI0 KOTOPBIX MaTepuaibHble M HeEMa-
TepuaJibHble KOMIIOHEHTHI IOBCEITHEBHOM I'OPOJCKOM YXM3HU MOTYT OBITH JIy4llle BKJIIO-
YyeHbl B IOHMMaHMe KYJbTypbl. ABTOP IOCTYJUPYET, UTO C AHTPOIIOJOTUUYECKOM TOUKU
3peHMsI, YHUBEPCAJIBHOT'O OIIpeZiesieHUsI KyJIbTypPbl He CyllleCTByeT, O HaKO eCTb KOHCEH-
CyC OTHOCUTEJIBHO TOT'0, KaK OHa OINpefiesisieT KOHTEKCT OOIeHUsT MeXAY Pa3IMYHbIMU
yeJI0BEeYEeCKMMMU U MaTepUaJbHbIMU CyObeKTaMMU.

Ha npumepe KomneHrareHa 1 bepsHa IpeajioXKeHo UCCaef0BaTh MPollecc MHTerpa-
LMY TOPOJOM BU3YyaJbHOM KyJIBTYPBI B TOPOJ,CKOE IIJIaHMPOBaHMe U Au3anH. B kypce pac-
CMaTPUBAIOTCSI MPOCTPAHCTBEHHbIE KOMIIOHEHTBI CO3/IaHUSI BU3YyaJIbHO JEeMOKpaTuye-
CKOT'0 TOpO/ia, a TaKXXe BAMUSIHME YJIMYHOTO MCKYCCTBA, IT'OPOJCKOTO AM3aliHa, TaMsITHBIX
MECT ¥ KOMMePUYECKMUX MHTEPECOB HA UAEHTUYHOCTD. JleMOKPaTU3UPyeT JIX YIUYHOE UC-
KYCCTBO CTeHBbI ropozia? Minu aTo «gemeMokpaTusupyer» ux? Kak paboraeT nmamsTh ro-
poza? KTo 03ByuMBaeT caMblil TPOMKMIL T'OJIOC B ropoze? UTo ZiesiaeT BU3yaJlbHOE CO06-
lleHVe B My6JIMYHOM HPOCTPAHCTBE MHKJIIO3MBHBIM MJIM 3KCKJIIO3MBHBIM? B mpoiiecce
MMPOXOXKIEHMSI Kypca MpeijiaraeTcsl yrayouThCsl B 3TU BOIIPOCHI C aKI[EHTOM Ha TO, KaKUM
06pa3oM ropozickoe IJIaHMPOBaHME U TIOJIUTUKA MOTYT MHTETPUPOBATH U TO3UTUBHO UC-
MM0JIb30BaTh BU3YAJIbHYIO KYJIbTYPY.

B xozie kypca KomneHrareH UCIOJIb3yeTCsl B KaUeCTBe «T'OPOZCKOM labopaTopumn» AJjist
U3y4YeHUsI TOT0, KaK MOJUTUKA, CTPATETUM U MTPOTPAMMbl BU3YaJIbHOM KYJIbTYyPbl GU3U-
YyeCKU MPOSIBJISIIOTCS B TOPOJCKOM cpefie.

B BepsiHe, KOTOPBINM IT0 MHEHUIO aBTOPaA Kypca, SIBJISETCS SMULEHTPOM TOPOACKOMI
KyJIbTYpBI B EBpoOIIle 1 OCTaeTcsl TAaKOBBIM Ha MPOTSIXKEHUY IMOCIEAHUX TPeX AeCATUIIeTUN,
CJIyIIaTe N MPOTrPaMMbl U3y4YalOT BU3YAJIbHBIN SI3bIK M BU3YaJbHYIO KYJbTYpPy Ir'opoja.
AHaNMM3UPYIOTCS pa3IMUHbIe TOUKM 3PEHUS Ha ITOJIMTUUYECKME, COLlMAIbHbIE U UCTOPUUe-
CKMe MeXaHU3MBbI, KOTOpble GOPMUPYIOT HbIHEUIHUI 06JIMK ropozia. CTy/IeHTOB 06y4YaroT
OITpezeIsiTh CIIOCOOBI, C TOMOIILbI0O KOTOPBIX TOPOJ, IOMHUT UCTOPUUYECKME COOBITUS Yepe3
MEeMOpPHUaJIbl, ONMPENEISITh Pa3JAuUHble CTWIN TpadPUTU U TO, KaK OHM OTOOPAXKAIOT I'0-
poAckoy naHAmadT; KpoMe TOro, B 3a/jaUuM BXOAUT «HabsogeHne» 3a BepianHoM uepes
€ro KOHTPKYJIbTYPY.

Takum o6pa3om, aBTOp Kypca IpejJiaraeT CBoe TOHMMaHMe KOHLeNTa KyJbTYPHOTO
KoJZia ropofia, BKJIloUawlllee TaKMe KaTeropmum, Kak:

- B IIEPBYI0 OUepeb, BU3YaJIbHOCTD / BU3yIU3alMsl ITyOJIMYHOTO IIPOCTPAHCTBA, BKITIO-
Yalollero MHTErpUMpOBaHHbIe TOHSTUS KyJIbTYpPbl, UIEHTUYHOCTU U IPUHAZJIEXKHOCTH;

- MOJIUTUYECKUE, COLIMAIbHBIE M UCTOPUUECKME MeXaHU3MbI, B TOM 4ucyie GopMu-
pyouiue 061K ropoza.
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ITepudepuinHO IepeceKarllelcsl ¢ MOHSATHMEM KOJa ropoZia HaM INpeJCTaBJIsSIEeTCs
KOHIeNUUs 6peHAMHTa ropoja.

B nnocnenHee BpeMs B 3apy6e)XXHbIX KyJIbTYPOJIOTMYECKUX UCCIIef,0BaHMSIX TOpo/a Bce
yallle BCTpedyaeTcs OlleHKa I'OpoJloB B TEPMUHOJIOTUM U KOHLENLIUU KAaTeropumu «6peHa»,
4TO 06'bSICHSIETCSI BO3POCIIEN HEO6XOAMMOCTBIO IIPOABMXKEHUSI UMM/IKa rOpoja B I106ajib-
HOM IIPOCTpaHCTBe. IIpM 3TOM BCEBO3MOXXHbIE METO/bI, TEXHUKU U IIpUeMbl 6peHZMHTA,
pa3paboTaHHBIe [JIs1 KaTeropusaluy TOBApOB, aZlalTUPYIOTCS K ropoAy (Zenker & Braun,
2010; Bayrakdaroglu, 2017; Li et al., 2021; Manoharan et al., 2024 u gp.).

B paMKax JJaHHOM KOHLENIIMM B OCHOBe ycliexa 6peHIMHTra ropoja JIeXXUT MOHMMa-
HUe OTPebHOCTeM 0 eN, TaK UM MHaue CBSI3aHHBIX C TOPOA0M. Tpy OCHOBHbIE HAIlpaB-
JIEHUSI XapaKTepa MCI0JIb30BaHUS rOpooB (1ieM MPOXUBAHUS) — «MECTO ITOCTOSTHHOTO
IIPOXXMBaHMSI, MECTO OCYII[eCTBJIEHMSI KOMMepUYeCcKOu AesiTeJIbHOCTY UM MeCTO IOCeleHUsI
B TYPUCTUUYECKMX IeJIsIX» — YKa3bIBalOT Ha TO, UTO lieJIeBble I'PYINbl B OpeHAMHTe I'o-
poZia — 3TO XXUTeJIU, IpeAIIpMHMMaTEe N U TOCTU ropoja.

AmnoJsioreTbl JAHHOM KOHILENIMM IOHMMAIOT Topoj, KaK «b6peHAMpPOBaHHBIN IIPO-
IYKT», OKa3bIBAIOLIMIM BIAMSIHME Ha BCEX MPOXXUBAKUIUX B HEM (IIOCTOSIHHO M/MJIN Bpe-
MEHHO) C OJHOUM CTOPOHBI, U UCHBITHIBAIOLINU UX BO3LENCTBUE, C LPYTOM.

C. 3eHkep u 3. BpayH ¢popMyJIUPYIOT MOHATHUE «OpeHAMHIa ropoja» CAeAyILIUM
06pa3oM: 3TO «BCe accoLMaly, KOTOpble BU3yaJbHO, BepOaJIbHO U MoBeJeHuUecKku $op-
MUPYIOTCSI B CO3HAHMM NOTpebuTesel M KOHCTPYUPYIOT OOIIMM AM3allH ropoja yepes
e, KOMMYHMKAlMM, LIEeHHOCTU M KYyJIbTypy ero »xwurtenen» (KypcuB mMou. - A. B.)
(Zenker, & Braun, 2010, p. 5).

U. Jin n gp. (Li et al., 2021), ToBOpsI 0 MOCTPOEHUM UMU/IKEBOTO 6peHJa Iropoja,
B KayeCTBe KJIIUYEeBOr'o /Jis JaHHOI'0 Ipoliecca CYMTAIOT ITOHSITHE «TOPOJCKOe KyJIbTyp-
HOe CTPOUTETBCTBO», KOTOPOE BKJIIOUAET B Cebs1 UeThIpe cocTaBswle: GopMUpPOBaAHME
KyJIbTYPHOT'O MMM/I)Ka rOpoa, UCIIOJIb30BaHMe rOPOJCKMX UCTOPUKO-KYJIBTYPHBIX pecyp-
COB, pa3BUTME F'OPOJICKON KYJIbTYPHOM MHAYCTPUM U yUaCTHeE B IIpPoOLiecce YJIeHOB ropo/i-
CKOT'O COObOIIeCcTBa.

Tem caMbIM, ¥ IOHSITUE KOZa ropo/ia, U MOHsATHUe 6peHAMHTa roposa GoOpMUPYIOTCS
B CO3HAHMMU JIIO/IEeN, TIPU 3TOM JJIsl UCCIeZloBaTesiel ITaHHOT'O HallpaBJIeHUsl ypOaHUCTUKU
KYJIBTYPHBIN KO/, TOpPO/a SIBJISIETCS JIUIIDb OJHUM U3 CTPYKTYPHBIX 3JIEMEHTOB B CUCTEME
ero bpeHguHra (6peHAMPOBaHMSA).

MoJsiozible UCCIe[0BaTENN, CIYIIATEIM MarucTepCcKoi MporpaMmMbl MeXAYHapOLHOM
apxXUTeKTypbl Beicuiey mkosbl Jdeccay (DIA), 'epmanusa (Tim Shapkin & Katarzyna Pis,
2015) co3any MpoeKT UMPpoBOM 6Ub6IMOTEKY I'. BepinHa, KOTOPYIO OHM pacCMaTpPUBAIOT
B Ka4yeCcTBe KyJbTYPHOT'O KOZja 'OpO/ia KaK BHEIIHee BOILJIOLLeHYe BHYTPEHHEro KyJIbTyp-
HOT'O CMBICJIA.

CTeHBI COOpPYXXEHMSI JaHHOM 6MO6IMOTEKM NpefCTaBJISIOT C060i1 3aKOAMPOBAaHHYIO
MHPOpMAIMIO KYJIbTYPHOrO IIJIaHa, KOTOpasi, C UCII0JIb30BaHMEM CIleuPUUeCcCKOT0 apXu-
TEKTYyPHOTI'O IIpMeMa, OTpaXkaeT ropo/, B ieJioM. JlaHHas nHopMalusi, MaTepMuaaIn30BaH-
Hasl, BU3yaJIbHO BOIUIOIIeHHasi B GOpMy IIJIETEHOM CTPYKTYpbl, BKJIIOYaeT B cebst Hayd-
Hble TPyZAbl, MOHOrpaduu, CTaTby, JIUTepaTypHble NPOU3BELEHMUs] U3BECTHBIX OepyuH-
LIeB, a TaK)Xe MHble GOPMBI UX KYJIbTYPHOT'O BKJIaJia B )XU3Hb CTOJIUILBL.

IIpy 3TOM Ba)XHO OTMETUTb, YTO CaM CO3/ilaBaeMblil OpPUTMHAJIbHBIN apXUTEKTYPHbIN
06'BEKT CTAHOBUTCSI BTOPMYHBIM KyJbTYPHBIM KO OM ropoa.

CTaHOBUTCS OYEBUHBIM, UTO, TaK MJIM MHauye MOAMPUIIMPOBAHHBIN, II€PEOCMbIC-
JIEHHBIN 160 UCIIOJIb3YEMBIN B KaUeCTBe «BO30OHOBJISIEMOTO pecypca» KyJbTYPHBIN KOZ,
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ropozia, YaCTMYHO Tepsisi CBOe ayTeHTUUHOe 3HaueHMe, OPUTMHAJIbHBIN 3aMbIces1, IP106-
peTaeT IIpU 3TOM He MeHee 3HauMMBbI}, BO3MOXXHO, B 60JIbllIeN CTEIIEHU KOPPeINPYIOUIUA
¢ TPaHCHOPMUPYIOLIMMMUCS COLUMOKYJIBTYPHBIMM YCTAaHOBKAMM, CMbICJI, KOHTEKCT.

B 3TOM IJIaHe MHTepeCcHa CUTyal s, pa3BepHYBIIasics BOKPYT IIpoliecca BOCCTaHOB-
JieHus cobopa ITapmixckoy BoromaTtepy, IOJIyYMUBIIEro Cepbe3Hble IOBPEXEeHMs B KPYII-
HOM II0>Xape, CJIy4MBIIEMCS 15 anpesisi 2019 roga. /leso B TOM, 4YTO C AeKabpsi 2023 roga
npesugeHT OpaHi My DMMaHy3/J1b MakpoH HacTauBaeT Ha 3aMeHe LIeCTU BUTpaXKeu AJis
60KOBBIX KaIess cobopa, HECMOTPsI Ha TO YTO OPUTMHAJIbHbIe UCTOPUUECKME BUTPAXKU B
Io)kape He IocTpagaanu. MakpoH 06'bSICHSIET CBOIO MMO3UILMIO HEO6XOAMMOCTBIO OTPa3UTh
COBpEMEHHYIO 310Xy B ybpaHcTBe cobopa Hotp-Ldam-ze-Ilapu Hapsiy C ONpefCcTaBJIeH-
HbBIMM B apXUTEKTYPHOM lieJieBpe CpeLHEeBEKOBbIMY I'OTUYECKUM U, YaCTUYHO, pOMaH-
CKMM IIepUOZ,aMMu.

®paHIy3CcKass HallMOHaJIbHAasA KOMMCCHUS II0 KYJIbTYPHOMY HacJIeAUI0 U apXUTEKType
B UI0JIe 2024 roja efMHOIJIaCHO BBICTYIINJIa IPOTUB YCTAHOBKM COBPEMEHHBIX BUTPaXKei,
CChLJIasIChb Ha TpeboBaHMSI MeXAyHapoAHOM XapTUM IO COXPaHEHMIO M BOCCTAaHOBJIEHUIO
UCTOPUUYECKUX NaMSITHUKOB (1965). Kpome Toro, ¢ppaHily3ckass 0OlIeCTBEHHOCTb BbIpa-
3uJla MPOTECT, IIOCYUTAB TaKoe pelleHMe MakpoHa HeyBa)K€HMEM K MCTOPUKO-KYJIbTYpP-
HOMY Hacjefuio ctpaHbl. OfiHaKo, 1o Bepcuu CMM, BecbMa CIIOPHYIO M0 IIpe3u/eHTa
rnoaAep>Kaso MUHUCTEPCTBO KyJAbTypbl ®paHLiM, U Telepb 8 COBPEMEHHBIX XYZI0XXHUKOB
Mo60PIOTCS 3a MPaBo pa3paboTaTh AM3aiH 6 BUTpakel 60KOBBIX KaIleJlyI cobopa.

Hotp-Jam-ze-Ilapy O4HO3HAYHO SIBJISAETCSH OLHMUM U3 SIZIEPHBIX CMBICIOCMMBOJIOB
He ToJIbKO ITapuxa, HO ¥ ®paHLMM. TaKoe IKJIEKTUYHOEe BKpallJIeHMe YYXXEePOLHOI'o Xy-
Zl0’KeCTBEHHOTI'0 3JIeMeHTa, Ha Halll B3IJIsJ, CIIOCOOeH «CJI0MaTb» CEIMEHT KYJIbTYPHOTO
KOZla, MHKOPIIOPUPYIOLIEro ZaHHbIM OOBbEKT KyJIbTYPHOI'O HacjaeAusi, a BO3MOXHO, U
06eCLIeHUTH KyJIbTYPHBIN KOJ, B 1iesIoM. [Ipy 3TOM rOBOPUTBH O CO3Z,aHMUM TaKMM CIIOCO60M
BTOPMYHOTO KYJIbTYPHOI'O KOZja Hellesiecoobpa3Ho.

BbeiBOABI

Pe3ysibTaThl 0630pa NPOAEMOHCTPUPOBAIN, UTO B 3apyOEIXHBIX paboTax 1Mo paccMar-
pMUBaeMoOM TeMaTHKe KOHIIENT «KyJbTYPHBIN KOJ, rOpoZia» CJI0XHO Ha3BaThb YaCTOTHBIM.
ITpu 3TOM MHOTHME UCCIIeZI0BaHM S MOCBSIIIeHbl peHOMEHY, KOTOPBIN B OIIpeZleIEHHOM CTe-
IIEH}M COIIOCTaBMM C IIOHSITMEM KYyJbTYPHOI'O KOJa ropofia, OJHaKO aBTOPaMM MCIIOJIb3Y-
€TCsI HECKOJIBKO MHasi TEPMUHOJIOTUS («KYJIBTYPHBIN JaHAIIAPT», «TOPOACKOoe Boobpa-
>XaeMoe», «6peHIMpoBaHMe ropoia», «KyJbTypHasi KapTa ropojja», «KKOTHUTUBHas1/ MeH-
TaJIbHas1 KapTa ropoga» " Ap.).

Bo MHOTMX paboTax KyJbTYPHBIM KO/ TOPOJa OMMCHIBAETCS B Pa3JIMYHBIX KaTero-
pusiX, yaiie B KOHTEKCTe 6peHAMpPOBaHMsI, TOPOJ,CKOTO IIJIAaHMPOBAaHUS U AMU3aiHa, IIpeJ-
CTaBJISIETCS KaK OAUH M3 3HAUYMMBbIX CTPYKTYPHBIX 3JIEMEHTOB, B COBOKYITHOCTY COCTaB-
JISIOLIMX 06pa3 ropozia; Ipu 3TOM MUCCIe0BaTe M U3ydaloT caM KOHIENT pparMeHTapHOo,
KaK IIpaBUJIO, OTCyTCTBYET UETKOe OIlpefieJieHMe CaMOoro TOHSITUS KyJIbTYPHOTO KoZja, OT-
MedaeTcsl IJII0paJn3M NOAXOA0B K ero pacCMOTpeHuIo. Bojiee Toro, 3aMeTUM, €CJIM B Of -
HUX MCCIe[0BaHMsX KyJbTYPHBIM KOJ, ropofia NpejcTaeT LeHTPaJbHBIM KOHIIEIITOM,
TO B [pyruX paboTax «KyJbTyPHBIN KOJ, TOpOZia» MPeyMyIeCTBEHHO CIY)XXUT MHCTPYMeEH-
TOM [IJISI OIIMCaHMS X0/,a U pe3yIbTaTOB IOJIEBbIX MCCIel0BaHMM, B TOM 4YMCjle, Hallpas-
JIEHHBIX Ha MMMJ)KEBOe pa3BUTHE I'OPOZOB MO0 Ha pellleHMe KOHKPETHBIX NPaKTUKO-
OPMEHTMPOBAHHBIX yIIpaBJIeHUYECKMX 3a/ad.
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CTouT TakXe 06paTUTh 0cob0e BHMMaHMe Ha TeHJEHIMO3HOe OTpUllaHMe CTaTUY-
HOCTY U CTpPeMJIeHMeE K AMHaMM3alMM KyJbTYpPHOT'O KoJa Iropofa, CIoCO6CTBYIOIEN Io-
BBILIEHUIO €r'0 MHKJ/II03UBHOCTU, HEOOXOAMMOCTHU [esITeIbHOCTHO pearMpoBaTh Ha U3Me-
HeHMS, IPOUCXOsIIMe B 06IeCTBe B €ro pa3/IMUHbIX cPpepax M Ha pa3HbIX YPOBHSX.

Takum 06pa3oM, CTOUT KOHCTATUPOBATh, UTO KOHLLENT «KYJIbTYPHBIM KOZ, Topoja»,
B TOM CMBICJIE, B KOTOPOM OH IIOHMMAaeTCsI POCCUMCKMMU MCCIeoBaTelsIMu ypbaHu-
CTUKU, PeZKO UCIIOJIb3yeTCsl B 3apy6e)XXHbIX UCCIeN0BAaHUSIX, XapaKTepu3yeTcsi MHOT0acC-
MIEKTHOCTBIO ¥ Pa3HbIM CMbICJIOBBIM HallOJIHEHMEM MOHATUS. [IpnueM (TeopeTU3npoBaH-
HBbI}M) BM3YyaJIbHBIM aClIEKT B TaKOT'0 poja U3bICKAaHUSIX IpeCcTaBJIeH HeJOCTATOYHO LIU-
POKO ¥ BCECTOPOHHE, JIN60 IPMMEHSIETCSI B MCC/IeJOBaHMUSX KaK TEXHOJIOTHUSI, CIIOCO6 U3Y-
YeHUs COLMAJIbHBIX MPAaKTUK U MOBEZlEHUYECKUX CTEPEOTUIIOB I'OPOXKaH, a TaKXe B IIpo-
1iecce ropoZCKOT0 IIJIAaHMPOBaHMUSI.

0O630p Hay4YHBIX U3BICKAHUY MHOCTPAHHBIX YUEHBIX, B MHTErpaLMU C UMEIOIMMUCS
HapaboTKaMM POCCUIMCKUX YUEHBIX, BBISIBUII, YTO KyJIbTYPHBIN KO, ropozia IIpefCTaBsieT
06011 OTKPBITYIO XXMBYI0O MHOTOCJIOMHYIO CUCTEMY (BCTPOEHHYIO B IPOCTPAaHCTBEHHBIN
KOHTEKCT), ¢ppeim, SIBJISISICb CBOEro poZia TeHOMHOM CMBICJIOBOM CBEpPTKOM. Ero BuU3yasib-
HBIM CETMEHT - MO3aM4yHOe MMOJIOTHO, CMaJIbTaMM KOTOPOTO SIBJSIIOTCSI KJIIOUeBblE CUM-
BOJIBI, 06'bEKTBI, COOBITUSI, TEKCTHI, HAPPATUBbBI, IPOCTPAHCTBA, Ieli3a)XM, MeHTaJbHble
(KOTHUTUBHBIE) KapThl, KYJIbTyPHbIE M IIPOCTPAHCTBEHHBIE TeTM U MH. JIp., MaHUpeCTu-
pylolye U TpPaHCAMPYIOLIMe COJZlep)KaTelbHO-KOHLeNTyaJIbHyl0 MHPopManuo. B Kyib-
TYPHOM KOJie, B TOM UMCJIe, 3aJI0)KeHa COBOKYITHOCTh GOPMUPYEMBIX UM TI'OPOACKUX MO-
Ziesiey TIOBeJleHMsI, IIeHHOCTEN, YCTAHOBOK, BEPOBAHUM U CMBICJIOB. IIpM 3TOM OTKpBITAs
CTPYKTYypa KyJIbTYPHOT'O KO/ja I'Opo/ia I03B0JISIET BHOCUTDH B HETO HOBbIE 3JIEMEHTHI, B pe-
3yJIbTaTe KOTHUTUBHOM 06pabOTKM KOTOPBIX T€eHEPUPYIOTCS HOBbIE CMBICJIBI U GOPMUPY-
€TCSsI BTOPUMYHBIM KYJIBTYPHBIN KOZ. B pe3ysibTaTe laHHOTO ITpoliecca TepBUUYHBIE CMbICIbI
He yTPauyMBaIOTCs IOJIHOCTBIO, O/JHAKO, [T0/IBEPTIIUCh TpaHchopManuu, 1nbo rnepemela-
IOTCSI B IIOTPAHMYHBIN CeKTOp (IlepexoAHasi 30Ha MeXy siApoM U nepudepueir), ambo
TIOJTHOCTBIO IIepPeXOoAsT B nepudepuitHyIo 30Hy KYJIbTYPHOTO KO/a.
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KJIIOYEBBIE CJIOBA AHHOTAILIMA

KyJIbTYPHBIN KOZ, Topozia DKCIepTHOE MHTEPBBIO IIOCBSIIEHO 06CYXAEeHMUIO aKTyaJbHbBIX BOIIPO-
ropojicKasi ULeHTUYHOCTh COB, CBSI3aHHBIX C COXPAaHEHMEM U TPAHC/ISLMEN ayTEHTUYHOM T'OpPOJ-
ropofckas cpefa CKOJ CpeZibl B YCJIOBMSIX COBPEMEHHOTO POCTa M Pa3BUTUS T'OPOJIOB.
KyJIbTypa ropojza BbISIBJIEHBI M apryMeHTMPOBAHBI TPU TUIA TeHepauuM KyJIbTYPHOTO
apXMTeKTypHasi JOMMHaHTa KOJ,a B TOPOZLCKOM IIPOCTPAHCTBE. PACCMOTpEeHBI BapUaHTHI AedparMeH-
Cy6'BeKTHOCTD ropo/ia TallMM TOPOJICKOM cpefbl. OTMeUYeHa B3aMMHasi 06yCJIOBJIEHHOCTh GU-

3MYECKOT0 M COLMAJIBHOTO IIPOCTPAHCTBA B MacliTabe COBPEMEHHOTO
ropogia. ChopmyaMpoBaHa pojib apXUTEKTYPHBIX JJOMMHAHT B GOpMU-
POBaHMM KyJIbTYPHOI CpeZibl ¥ TPaHC/ISILIUMM UCTOPMUUECKOTo 0611Ka Iro-
poza. 3adukcupoBaHa CBsI3b 06pa3a ropoza ¢ MEHTJIUTETOM U FOPO/I-
CKMM «IIpeJlaHMeM» B KOHTEKCTe COXPaHEHMsI JIOKAJIbHOTO KYyJIbTYp-
Horo kozia. OTMe4eHO oTpa)keHMe 0b6pa3a XXU3HU U AesITeJIbHOCTU Fopo-
J)KaH B IIPaKTMKax 30HMPOBAHMsS T'OPOACKOTO IIPOCTPAHCTBA. PaccMoT-
PEeHO BO3[eMCTBME CTUXMIHOM IIJIAaHMPOBKM TOPOACKOM TEeKCTypbl Ha
dbopMupoBaHMe KyJIBTYPHOI'O KoOJa. AKLIEHTMPOBAHO COOTHOIIEHMeE
KyJbTYyPHO IaMsITU (IaMsITM MecTa) M KyJIbTYPHOI'O KOZla B KOHTEKCTe
COXpaHeHMsI TOPOJICKOro obpa3a >XKM3HM Ha IIpUMepe psiia POCCUMCKUX
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u Ip.). BelsiBieHa IpobyieMaTyKa BOCIIpUSITUSI TOPOACKOIN cpefibl B 3a-
BUCUMOCTM OT MEHTaJIbHOM ¥ GM3UUeCcKOM MO3ULUM UeJoBeKa B IIPo-
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ABSTRACT

The expert interview is devoted to discussing pressing issues related to
the preservation and transmission of an authentic urban environment
in the context of contemporary urban growth and development.
Three types of cultural code generation in urban space are identified
and substantiated. Approaches to the defragmentation of the urban
environment are examined. The mutual interdependence of physical
and social space at the scale of the modern city is emphasized.
The role of architectural dominants in shaping the cultural environment
and transmitting the city’s historical image is articulated. The connec-
tion between the image of the city, mentality, and urban “tradition”
is noted in the context of preserving local cultural codes. The reflection
of citizens’ lifestyles and activities in urban zoning practices is high-
lighted. The impact of spontaneous planning of urban texture
on the formation of cultural codes is analyzed. Special emphasis is
placed on the relationship between cultural memory (memory of place)
and cultural code in preserving the urban way of life, illustrated through
examples from several Russian cities (Saint Petersburg, Novosibirsk,
Moscow, Biysk, Iskitim, and others). Issues related to the perception
of the urban environment depending on an individual’s mental and
physical position within space are identified. A conceptual question
is formulated regarding the essential relationship between cultural code
and the subjectivity of the city.
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CmupHOB C. A.: CeroHs y Hac 4 fekabps. Becenyem ¢ Iropem BuktopoBuuewM Ilo-
IMOBCKUM, TpodpeccopoM CubcTpmuHa'.

IomoBckuit M. B.: [la.

CMmupHOB C. A.: 3Hauut, TeMa «KyJabTypHBIM KOJ, ropoZia». Iropb BUKTOpOBUY, AJIs1
PasMMHKM. BBl Kak apXUTEKTOp, AeMCTBYIOLIUN NPUIEM, I10JIb3yeTeCh 3TUM IOHSATHEM?
Mnu oHOo, 6yAyum BOpOIIEHO, KCTAaTU TOBOPSI, HE apXUTEKTOpaMM, a 60Jsibliie IMOJIUTH-
KaMM, KOTOpbIe 3ar0OBOPUJIM O KyJIbTYPHOM KOZle Halluy, CTPaHbl, HY U JaJIbllle BCE HMXKe,
B TOM UMCJI€ CTaJIM TOBOPUTH O KYJIbTYPHBIX KOZlaX ropozia, permoHa, — He Bae? 3To 1
Bac pabouee noHsiTue Man 60Jbliie oka MeTadopa, KOTopasi 3arpy>aeT HOBble KaKue-TO
KOHTEKCTBI, HO I10Ka He SIBJISIeTCS TOHSATHEM, pabouuM TepMmuHOM? ECTb Beab U pyTrue,
HalnpuMep, UAEeHTUUYHOCTb, 06pa3 ropojia, MaMsaTh ropoja...

IMNonmoBckuy Y. B.: IIOHATHBIM BONpoc. SI B CBOE BpeMs Hanucaa yuebHMUK «OCHOBBI
TOPOZCKOM KYJIBTYPhI».

CvmupHOB C. A.: [Ia, OH y ME€HS eCTb.

ITonnoBckuu M. B.: IIpaBzia, 3TOT KypC BEJICS CHayasa [iJjisl 6akajiaBpoB, IOTOM /JIsI
CIIeLIMaJIMCTOB M MarucTpoB. Ho IIOTOM, KaK 3TO HY CTPaHHO, JIS1 apXUTEKTOPOB 3Ta AUC-
LIUIUIMHA 6bL1a yopaHa. Teneps BBeZleHa TOJIBKO AJIsI TpagocTpouTesneit. 'puropui Ilop-
duppeBuuy EpoxuH, 3aB. kKadpenpoy rpagocrpouTesnbcTBa HI'YAZIM? Tak pelius, He-
CKOJIBKO JIET 3TO y>X€ IIPOUCXOAUT. VI MEHS HEMHOXXKO 3TO CMYyIIJaeT, IOTOMY 4YTO S CYM-
Tal0, YTO apXUTEKTOPBI K KyJIbTYPHOMY KOZy TOpoZia JOJIKHbI 06panjaThCs.

CMmupHOB C. A.: JI0/DKHBI 06paiaTbCsi?

INonmoBckuu Y. B.: JJoxHBI obpamiathes, fia. OHM JO/DKHBI ObITh KOMIIETEHTHBI
B 3TOM. M cerogHs mo3HaHMe KyJbTYPHOI'O XOJa ropoja y apXUTEKTOPOB IPOUCXOAUT
B KaueCTBe TaKoro, s1 6bI ckasas, camoobpa3zoBaHusi. OHM YYaCTBYIOT B Pa3HbIX BOPKIIIO-
ax, XxakaToHax, I'le TakMe 3aZlau CTaBATCS, KOTOpble MHOIZA TECHO CBS3aHBbI C KYJIb-
TYPHBIM KOZOM ropoga. VM, cOOTBETCTBEHHO, OHM B 3TOM IlJIaHE [eJIal0T 3TO Ha CBOE
YCMOTpPEHME U 4acTO He Pa3buparoTcsi B TOHKOCTSIX 3TOM TeMBI.

BoT, HanpuMep, 6bL1 XakaTOH B COI03e apXUTEKTOPOB. 51, KaK 3KCIIepT, YNTaJ y4acT-
HUKaM JeKuuw «TekcTel HoBoCMOMpCKa», apXUTEKTYpHBbIE TeKCTbl HoBoCMO6MpPCKa,
Hamnpumep, yauibl JleHnHa. Ha pectuBase «TexHOapT» S BBICTyIIaJ C ITOX0XKeN TeMOu
JIETOM Ha IUIoLaM Nepel KMHoTeaTpoM «Ilobesa». [Ipo MeHTaIbHbIE TJIOMIAKY YIIUIbI
JleHuHa. IIbITaZCcs KaKylO-TO MAEHTUPUKALMIO CAeslaThb 3TUX IPOCTPAHCTB, KOTOPBIE,
MOXXHO CKa3aTb, QOPMUPYIOT KaK0i1-TO KOJ, FOpoZa.

Ha MoM B3rJIsifi, CErofiHsI, B 06IeM-TO, €CThb TaKMe TeMbI Cpeiyi MOCKOBCKMX apXu-
TEKTOPOB, KOTOpPbIE€ 3TO MCIOJIb3YIOT, C 3TUM paboTaloT. SI He 3Hal0, BO3MOXHO, I'Zie-TO
B IpyT'OM 06pa3oBaHUM 3TO MPUCYTCTBYET.

B COBETCKMII TepUOJ, apXUTEeKTOPbI-MOJEPHUCTHI ObLJIM OT 3TOTO OTOpBaHbI. He-
CMOTPS Ha TO, YTO B COBETCKMM Nepuo/, MOSIBUINCh TaKue 3HaMEeHUThIe CPeJOBUKM, KaK
A. 3. TyTHOB u B. JI. I'/ma3piueB, KOTOpPbIE OCYIIECTBUIM 3HAUYUTEIbHBIM BKJIaJ, B 3Ty TEO-
pUI0. 3TO MPOAOJIKMUIIOCH B IepPeXOAHBIN Tepuoy, nocjae paspasia CCCP. [TIocTMOZLEepHUCT-
CKasl IIpaKTHUKa - 3TO Beb GaKTHUUeCKM paboTa ¢ TeKCTaMM, BOObIie-To 10 uzee.

CMmupHOB C. A.: Ho paboTa 110 UX JeKOHCTPYKIMMU.

! HOBOCHMGMPCKUM I'OCy[,apCTBEHHBIN apXUTEKTyPHO-CTPOUTEIbHBIN YHUBEPCUTET.
2 HoBOCUGMPCKUM I'OCyZapCTBEHHBINM YHUBEPCUTET apXUTEKTYPHI, AU3aliHa ¥ UCKYCCTB uMeHU A. [I. Kpsu-
KOBa.
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IMonmoBckum U. B.: EcTb gexkoHcTpykuus y XKaka Ldeppuza, a BoT XK.-®. JImorap,
HampyuMep, OH paboTaeT KOHKPETHO C TEKCTOBBIMM BbIpaXXeHUsIMU. TaK BOT, B 3TOM
IJIaHe S CYMTAl0, YTO M3ydyeHMe KOJOB CBSI3aHO, IO CYyTHU Jiesia, C paboToM C TOPOZCKUM
TEKCTOM, Uepe3 oIpefieIéHHble TEKCTOBbIE ¥ CMMBOJIMYECKME Belu. ITO GyMarkHas ap-
XUTEKTypa, KoTopasi B 1980-x rojiax npsiMo IiBesa. XoTs «6yMa)XHUKU», HY, IOUTU Bce,
KpoMe HebOJIbIIOro KOJIMYEeCTBa, BCe CTau MpodPeccOHaTIbHbIMU apXUTEKTOPAMU.

U oHH, B 0611IeM-TO, 3Ty IPAKTUKY UCIIOJb3YIOT, HY, K KaKOM-TO cTelieHu. BoT Ceprei
CKypaToB, HalIpuMep, MPOeKTHUPOBaJI IISITHO 3aCTPOMKM B palioHe OXTHI B [InTepe, ra3npo-
MOBCKMUM 06'bEKT. ApXUTEKTOP OTKPOBEHHO CO3/,aBaJl KO/, B 'eHIIJIaHe yYacTKa CBOEro 06b-
€KTa, KOTOPBINM IIpeBpalllajICs B JIOTOTUII, TOPOXKAAIOUINN pa3Hble acCoOLMalUN.

CMmupHOB C. A.: Bul TOBOpUTE, OH CO3LaBasl KOZ,?

IomoBckum U. B.: [Ia.

CMmupHoOB C. A.: Koj XpaHUTCA MU CO3[aETCA?

IMomoBckum WM. B.: Kak npeznmnosaraan «6yMaKHUKU» U, COOCTBEHHO T'OBOPSsI, Cpe-
ZIIOBUKM, BHEZPSTH KOJ, MOXHO TpeMs NyTsaMu. OAUH NyTh — 3TO KOHCEPBAaTUBHBIN, KOTO-
pPBII  TIOJIHOCTBIO IOAUYMHSIETCS CYIIECTBYIOILLEMY MCTOPUYECKOMY KYJIbTYPHOMY
KOy ropoza.

CMmupHOB C. A.: To ecTb B IaMATU OH yXXe 3aJI0KEeH?

IomoBckum W. B.: /Ia, eCThb a6COJIOTHBIM KOHTEKCT, C HUM MOXHO paboTaTb, 3TO
TaKO¥ KOHCEPBATUBHBIN MOJXO[,

CMmupHOB C. A.: KOHTEKCTyaJIbIIIMKM TaKMe.

INonoBckuu U. B.: /la. BoT, HanpuMep, eCjiu Tak IIpefCcTaBUTh, YTO MOXXHO CZiejIaTh
B BeHenuu, Haripumep, uiau B CaHKT-IleTepbypre UCTOPUUECKOM?

BTOpOi1 NOAXOH — 3TO PEBOJIIOLIMS: HA060pOT, CO3JaeTCs HOBBIM KYJIbTYPHBIN
KOZI, I )XMBUTeE BOT 10 HeMy. Kozl 1160 Mpmi>KMBaeTcsl, KaTeTOPUUECKU MEHSISI CUTyal Mo,
160 HeT.

U TpeTuil MoAXO0M, 1 AyMalo, YTO OH ObLJI IZie-TO y CPelOBUKOB. TO U3yUYeHMe Cyllle-
CTBYIOILIEr'0 KYyJIbTYPHOT'O KOJa, CO34aHue Mpolecca ero KOppeKTUPOBKU U U3MEHEHUS,
cpenoBasi 3BOJIIOLMS.

CMmupHOB C. A.: Bel uMeeTe B BU/y €ro IIOCTOSTHHYIO TpaHCchOopMalnio?

IMomoBckumi M. B.: Tpanchopmaiuio, fa. [IepBbIil MyTh LOCTATOYHO MPOCT, MIPOCTO
MIOAUMHSELIbCSA €My M BCE, HO, KOHEYHO, KOJ, HaZlO BbISIBUTh.

CvmupHoB C. A.: [la, Haf0 )Xe ero BbIIBUTH. He Bce )Xe yMeIoT 3TO [iejiaTh, 3TO 3Ha-
YUT Ha/J0 YMETh UNUTAaTh, AelIMPpPOBaTh NaMSATh.

IMomoBckumi M. B.: /la, HO 51 661 J06aBUJI, UTO BO BCeX TPEX MYTSIX KOJ, HAZlO BBISIB-
JIATb, XOTh TPECHMU.

CMmupHOB C. A.: /la, BCE paBHO OH €CTb.

ITomoBckuu WM. B.: [ToaTOMYy Takas HO3ULMS KaK O6bI allpuMOpU y>Ke SOJKHA ObITh.

BTOpOI1 MOAX0M, YeM OH IPOCT? ThI Kak 6bI CMOTPHUILB Ha KO/, KaK Ha ITPOLIEAIITNIA
ycTapeBuuy aTal. I[Toaromy K. MajsieBu4d roBopmJi, YTO HaZl0 BCE 3TO CTUPATh 3a COO0IA.

A TpeTuu — OH OYeHb CJIOXKHBIM, IIOTOMY YTO €CJM B [JBYX CJAydasiX y>Ke KOHKPETHO
upét ob’beKTHOE BUIEHME, UOET CO3/[aHMe 06beKTOB, CMMBOJIOB, TO B TPEThEM CIydae
IIPOEKTUPYETCH IIPOLLECC, IIPOLECC BOT 3TOI'0 U3MEHEHU, IIPOLecC afalTaluu U BHepe-
HMS HOBOT'O. JTO CJIOXKHO, KaK TIe€HeTMYeCKOe WM3MEHeHMe opraHmusma. S CTyZeHTOB
06BIYHO CIIpalllMBalo, KaKOM IPaBUJIbHBIN U3 3TUX TPEX MOAXOLOB. B mocienHee BpeMs
CTYAEeHTbI OTBEYAIOT, HA MOM B3IJIsiJI, TpaBMUabHO. OTBEYAIOT, YTO BCE TPU.

CmupHOB C. A.: JT0 BCE pa3Hble CIIOCO6BI pabOoTHI.
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IMomoBckum Y. B.: IIpocTo pasHble cIOCO6bI paboThl. Heslb3s1 apXUTEKTOPY I'OBO-
PUTB, UTO HaZ0 paboTaTh TOJIBKO TaK MM TaK. [I[puuéM TpeTui Mmoaxof MMeeT ABa IIyTU
pa3BuTus. ECTb Takoe NOHATHE AedparMeHTal MM XXECTKOTO AMUCKa. B cBOE BpeMs Ha MoO-
HUTOpE CBEeTUJIACh Takasl 6e306pa3Hasi pa3HOLBeTHasi KapTUHKA, M TaM JL0JIr'0 3TO JeJjI0
LIJIO: KPAaCHBIM K KpaCHOMY, CMUHUM K CMHEMY, 3eJIéHbIM K 3eJIEHOMY. U BOT 3Ta gedpar-
MeHTalMs BPoJe KaK IIOCTEIIeHHO yIy4dlliaaa Kof,. OTOT MyThb — JOJITUM U CJIOXKHBIN, U IS
ropojia Ha caMoOM /iejie TPaKTUYeCKU HEBBIITOJTHUMBbIN.

CmupHOB C. A.: To ecTb Ha/j0 AepparMeHTUPOBATb I'OPOJ,

INomoBckumn WM. B.: [la, nebparMeHTUpPOBaTh I'OpoJ, a 3TO CJI0XKHO. Tem 6oJsiee cent-
yac, Korjia y Hac eCTb CO6CTBEHHMKM 3eMeJIbHBbIX y4aCTKOB, €CTbh KOHKYypPeHIIVsI, 9KOHO-
MMUYEeCKMe areHThbl, MHBECTOPHI U BCe-BCe. A [pyroy NyTh 3BOJJIIOIUU AOCTAaTOYHO MHTEe-
PECHBIN, HO OH Heb6e30macHbIN, 5 6bI ero Tak Ha3BaJl. ITO KaK aKyIyHKTypa, UTJI0yKaJIbl-
BaHMe, HATU TOUKY, CO3/IaTh 06'bEKT, KOTOPBIM HAaUMHAET MOCTENIEHHO PacTM...

CMmupHOB C. A.: A IOTOM OH pacCLIMPSETCS, UJIX PA3MHOXAETCHA, UJIN...

IMonmoBckumn U. B.: Viu pasMHOXKaeTcst, 1160...

CvmupHoOB C. A.: 3aHOCUIIb BUPYC, U OH...

IomoBckum WM. B.: [la, Aa, BOT YTO-TO B 3TOM pojie. O6'b€KT HauMHAET ITOCTENEHHO
MeHSITb KoZ. Ho s Bcerga CTyZjeHTaM TOBOPIO, YTO I3TOT IyTb OYE€Hb CJIOXKHBIN.
Kpome Toro, 4TO HY>XHO 3HaHMe, HEOOXOAMMO ITOHMMaHMe, YTO Thbl KaK O6bI UT'OJIKOM-TO
KOJIeLIb TPaBUJIbHO. IIOTOMY YTO KaKOM-TO YKOJI, KAKOM-TO BUPYC MOXET IIPOU3BECTU Jie-
rpajaluio ¥ O4YeHb cepbEe3Hble OCJAeCTBUSA. BOT TakoM MHCTPyMEHTapuu s Bcerza Ipe-
IIOoZal0 CTyAEeHTaM.

CMmupHoOB C. A.: A MOXHO 3Zecb YTOUHUTL? Korpga Bel roBopuTe BCE-TakM, UTO CO-
3Ma€TCAd KOJ, 4YTO 3TO 3HAuMuT? KaK 35TO IMOHATBL: S co3maro KoAa? OH >Xe B [aMsTH,
1 He MOT'y €ro co3/aTh.

INonmoBckuu U. B.: Hy, 1 Mory cKka3aTbh, YTO B HEKOTOPOM CTelleHU OTOBOPUJICS, II0-
TOMY UTO $I CYMTAIO, UTO KYJIbTYPHBIM KO/, CKPBIT HE TOJIbKO B 06'b€KTaX, KOTOPBIE COZEP-
>KaT CMMBOJIBI, a KyJIbTYPHBIN KOZ, 51 Obl pa3zessii Ha puandeckue 06 beKTbl U 00 bEKTHI
ILyXOBHBbIE, KOTOPble HAXOASITCS B 06111ecTBe. To eCTh caMO O6II[ECTBO MOXET COZEepPXKaTh
3TOT KYJbTYPHBIN KO/,

Ecnu Thl BHepsiellb GU3MUYeCKoe KaKoe-TO M3MeHeHMe, TO CO3HaHMe 3TOTo oblie-
CTBa U €r0 MEHTaJIbHOCTb B KOHEYHOM MUTOT'€ BCE PAaBHO 3TOT OOBEKT MOXKET IIpeobpaso-
BaTh MMEHHO COTJIACHO 3TOMY KYJIbTYPHOMY KOZAY. M s IMOHSIJI, YTO 3TO Takas obpaTHas
cBs3b. IIbep Bypzabe, ppaHIly3CKMI1 COLMOJIOT, cO0b1Ial, 4yTO GpU3MYeCcKoe MPOCTPAHCTBO
OTpa’kaeT coliMaibHOe IIPOCTPaHCTBO.

Ho apXMTEeKTOpBI yBepeHbl, UTO GpU3MUeCKOe IPOCTPAHCTBO BOCHIUTHIBAET COLMAIIb-
HOe IMPOCTPAHCTBO. Sl CYMTAIO, YTO ITO IMPOUCXOAUT B Buze obpaTHOM CBsI3U. Tak BOT,
10 IIOBOAY CO3JaHMsA KyJIbTYPHOI'O KOZa, S M TOBOPIO, YTO IOSIBJIEHME apXUTEKTYPHOI'O
06'beKTa HAYMHAET BJIMATH Ha COLMaJIbHOE TIPOCTPAHCTBO.

Ho mpu 3TOM BOIIPOC 3aKJIIOYAETCSI B TOM, BBDDKMBET JIM 3TOT 06BEKT B 001IeM KYJIb-
TYPHOM Koze. OH MOXXeT He BBDKUTH I10 pa3HbIM Ipu4YMHaM. Ero MoryT cHecTu, Halpu-
Mep, ero MOryT peKOHCTPyMPOBaTh. VI OH MOXXET MONacTh B OTpUIlATEJIbHbIE IIPUMEPHI.
O6BEeKT CTAaHOBUTCSI MMEHHO TOYKOM pa3fipakeHus U TOXKe, KakK Obl, SIBJIsSIeTCSI YacCTbhIO
OCO3HaHMS KyJIbTYPHOI'O KOJa.

CMmupHOB C. A.: 3HAYUT, 51 HE IPOCTO OO'BEKT CAXKYy B 3TOM MecTe. B aToM 06 beKTe
MIPOMUCXOAST OIpeneéHHble COOBITMSI, M OHM HAUMHAIOT 3apakaTh, oboramarb UM,
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Haob0poT, BAUSITh HETaTUBHO Ha Ccpefy. B 3ToM cMbIc/ie 06 bEKT OJIKEH OGBITH COOBITUI-
HBIM, a He ITPOCTO KyCOK KaMHS$I, KOTOPBIN 51 TyJa 3aJI0XKUII.

IMonmoBckum WM. B.: BoT sspkuit npumep c IiideseBoir 6aiiHer. ITOT 06 bEKT co3a-
BaJICSI KaK [OOCTM)XEHMEe HayKM UM TEXHUKU. VM 3TOT OO6'BEKT — OOCTMXeHue dpaHI UM,
B YaCTHOCTMU, KOHKPETHO. Y IpeAno0XXeHe-TO U 6b1I0, YTO 3TO BPEMEHHBIN 00BEKT.

CvmupHoOB C. A.: [la, 11 BBICTaBKU.

IMomoBckuu M. B.: OKa3asoCh, UTO OH OCTaJICSI HaBCerja 1 CTajJl cCMMBoJioM [lapuika,
IIpM TOM, UYTO psif, TOpOXKaH, HalpuMmep, MonaccaH, ero He j06muan. 51 BcTpedas JIIOfein,
KOTOpBIE IO CeTOAHSILIHEro AHS JidesieBy b6alllHIO He 06T, M, CKa)keM, KOHTEKCT Ila-
pPMIKAH 3aKJI04YaeTcss B TOM, UYTO OHM I'OTOBBI K TAaKMM HEBEpPOSITHBIM abcypAaM B KyJib-
TYpHOM Koje. Hanpumep, 3HaMeHUTas apka JedaHc B Ilapuxe, BOT 3TOT Ky IMOBEpPHY-
TBI}, TaM IPOXOAUT aspoAMHaMmuueckasi Tpyba, ¥ TaM CTOUT KOHCTPYKILMSI, KOTOpas 3Ty
aspoAMHaMMYecKylo Tpyby racut. Jjig MeHsI 3TO nmpsiMo cuMBoJI Ilapmxa. CHavyasia co-
37aTh IIpo6sieMy, a MIOTOM KPUTUKOBATh, HO B KOHEYHOM MUTOTe FOPAUTHCS. B mpuHILUIIe,
s1 CYUTAIO0, UTO TaKye 06 beKThl MOTYT ITOSIBJISITHCSI U CYLLLeCTBOBATh. Takol mapajokc. BoT
TYT COBCEM HeJaBHO B Ilapuke pelliMyyu pa3peliuTb CTPOUTEJIbCTBO BBICOTHBIX 3JaHUM
B UCTOPUYECKOM IieHTpe. [IBe TpeTu MapmXaH 6bLIM KaTeropmuiyecku MPOTUB, MIP CTal
NOAAEPXXUBATh, CyAbl IIOLJIM, BCE HEIIPOCTO. B KOHEYHOM UTOTe 3TO pa3pelleHue, KOTo-
poe pan Capko3u, orMmeHuu. CHOBa B Ilapuixe Heslb3s1 CTPOUTH B UCTOPUUYECKOM LieHTpe
BBICOTHBIE 3/JaHMSI. BOT 3TO KaKOM-TO TaKOM KO/, eC/IY CPaBHMBATh, HanpuMep, ¢ CaHKT-
ITeTep6yprom, c ero ropu30HTAJIBIO.

CvmupHOB C. A.: B [InTepe Toxe xoTesnu 6alrHio 'a3nmpoMa MOCTaBUTb, HO BbIBEIU
TOXe. VM TO OHa HACTOJIbKO BBICOKAsl, UTO BJIMSIET BCE-TaKM Ha BeCh JIaHAIAPT.

INonmoBckuu M. B.: HeT, IpoCTO OUYeHb YAMBUTEIBHO, UTO BCE, KOTZa I'OBOPST, YTO
ecTb LeHTp CaHKT-IleTepbypra, Bce AyMalOT, YTO 3TO HeBCKMI1 MPOCIEKT, HO HEKOTOPbIE
CUMUTAIOT, YTO 3TO aKBATOPUS CTPEJIKM BacuibeBCKOr'O OCTPOBA.

CMmupHOB C. A.: [la, CTpesika 1 BOKPYT Boza HeBbl. VI BCE BOKPYT BOZBI.

INonmoBckuu U. B.: [IoTOMYy UTO elllé OTMeYalT, YTO TYT €CTb BBICOTHbIE CMMBOJIbI,
Halnpumep, AAMUPAJITENCTBO, 3aMbIKaolllee NepCIeKTUBY. 3HAMEHUTBIN «epPONIKMHCKUNI
Tpe3ybel», coBceM no-pumMmcku3. Kcratu, B Pume 3ToT Tpe3ybel, HanmpaBjaeH B 06paTHYIO
cropoHy. Ha mowmanab penb Ilonmoso npuxonutT dramMuHMeBa Aopora, M Mbl, IpuU-
xozs1 B Pum, pacxozmyuMcs B ropozie, a B [lutepe, HAa060pOT, MBI CXOAMMCS K AZIMMpaITeN-
CTBY (MJ1. 1).

CmupHoB C. A.: [la, AfMupanTecTBo M IleTponaBjOBKa, OHU XK€ OpPTraHU3YIOT
IIPOCTPaAHCTBO.

IMonmoBckuu Y. B.: [la, HO cCHayasia Ha/Jo 060MTM HampaBO, HA MOCT, Ha CTPEJIKY
BacuiibeBCKOI'0 OCTPOBA.

CvmupHoB C. A.: Ha cTpenky, fa.

IMonmoBckum M. B.: Ciepnyroiiasi Toyka — 3TO [leTpomaBJioBKa, BOT 3TOT IIIMUJIb.
Bopo «44-s cTyausi», rpyIna apxuTeKTOPOB, KOrZja OHY Ziejaiy SpMUTaX B 34aHuu I'eH-
mraba (M. 2), IpUAYMaIu HEBEPOSITHYIO U/ el0, OTPaXKAIOIIYyI0 KOHTEKCT. 31aHye CI0XK-
HOe, TOJUIaH[CKMM apxuTeKTop PaMm Kojixac HMKakK C 3TOM CJI0XXHOCTBIO He MOT CIpa-
BUTBHCSI. A 6paTbsi SIBelMHBI cAesajin MNpocTo. CuMMBOJIOM ObILJI BBIOpAH ILINWUIIb

3 [Iy1aH 3aCTPOMKMU LIeHTPaJIbHOM YyacTu CaHKT-IleTepbypra mo cucTeMe Tpex Jydel, UAYIIUX OT AZMUpai-
TelcTBa. Ha3BaH Tak B 4eCThb apxuTekTopa EponkuHa [leTpa MuxaijoBuya. aBTopa nepBoro 'eHepaJgbHOTO
mwiaHa ropoga (1737).

U. B. IIonosckuil, C. A. CmupHos KyJbTypHBIN KOZ, ropofa
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[TeTpONaBIIOBCKOM KPENIOCTH, KOTOPBIN TaM HUTJIE B TOM MeCTe He BuJieH. [1o uzee apxu-
TEKTOPOB, KOHCTPYKIIMM CTEKJISHHOM KPOBJIM CMBIKAIOTCSI B HEBUAMMYIO TOUKY IITINIIS,
TI0 TIOJIYy UJET CTEKJISTHHASI 10JI0Ca, KOTOpasl TOXXe HaIlpaBJieHa K IINuiI. IIpocTo HeBe-
posiTHas1 ujesl, JJaKOHMYHAas, BHYTPU 3[aHMSI HUKAKOr'O UINMJISI He BUJHO, JlaXke eCciin
Ha /IBOPILIOBYIO IUIOLIA/lb BBIMTY, HE BUSHO, HO IPOCTPAHCTBO BHYTPU COPUEHTUPOBAIIN
Ha [leTpomaByiOBCKUM cO60p. BOT Takoy KOHTEKCT, KOHTEKCTUIIlE, 51 Obl cka3as. [Ipuuem
OHM Pa3BMJIM IPOCTPAHCTBO K CO60PY Uepe3 MO-ernIeTCKU I'MraHTCKue TpuyMaibHbIE
apku, yepe3 BOT 3Ty aHOWIaAy GOJIBIINX 3aJI0B. Sl OUYEeHb JIIOGJII0 3TOT O6BEKT, sI TaM
MHOT'0 pa3 OblLJI.

WM. 1. EpOIKMHCKMI Tpe3yber)
W3 OTKPBITHIX UCTOUHUKOB

& S N B
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WUn. 2. 3panue ImaBHoOro Taba B CaHkT-IleTepbypre
U3 OTKPBITHIX UCTOUYHUKOB

Tak BOT, IleTponaBjOBCKasi KPenocTb — 3TO BTOpasi TOYKa. VM TpeTuil BBICOTHBIN
CMMBOJI — 3TO VcaakueBCKui cob6op. Y mosyyaeTcsi TaKOM MHTEPECHBIN KOMILJIEKC, TaM —
yChINIAJIBHUIIA MMIIEPATOPA, TO €CTh MMIIEPATOPCKasi CeEMbsi, AMUPAITENCTBO — 3TO CU-
JIOBUKM, 3TO O HO3HAUHO.

CMmupHOB C. A.: U yXOBHBIN 11eHTp, Vcaakuii.
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IMonmoBckum Y. B.: BoT 3T Tpu LeHTpA. 5l y3HaJI, YTO IMOCJIE PEBOJIIOLMY BCe Orpa-
HUYEHMSI 110 BBICOTHOCTY OBIJIM CHSITHI.

CMmupHOB C. A.: YVXe cpa3y I10CJie PEeBOJJIIOLUNA.

IMonmoBckuyn M. B.: HUKTO y>ke He BOJIHOBaJICSI. B wacTHOCTH, TaT/IMH CcO3/4aBaJjl T'U-
TaHTCKY!O 6alllHI0, 430 METPOB, IPUUYEM ITPOEKTHBIX YepTeXKell, IIJIaHOB He ObLJI0, IPOCTO
CUMMBOJI ¥ BCé. Ho HepeasIM30BaHHBIN.

B 1930-e rogpl MOuULJIO pa3BuUTHE 110 MOCKOBCKOMY IIPOCIIEKTY, TyAa >KnaHoB npef-
rmoJjiarajl IepeHocC LieHTpa M3 3aTOIUISSEMOI0, MCTOPMYECKOI'O0 — K HOBOMY COBETCKOMY
LLeHTpy, 6amke K I[IyJIKOBCKMM BbicoTaM. Ilnoniaab COBETOB, TUTAHTCKOE ajMMHUCTpaA-
TUBHOe 3[JaHNe, TsKeésioe, C OrPOMHBIMM KOJIOHHaMMU, repbomM. ABTOp mpoekTa - Hoit A6-
pamoBuY TPOLIKMIL, KOTOPBI 3a IISATH JIET [0 3TOT'0 CTPOUJ KOHCTPYKTUBUCTCKME, JIETKHUE,
«JIeTsIlyie» JoMa, OUeHb TaJIaHTJIMBBIM apXUTEKTOP.

Hdaxxe yauBuTesnbHO. HOM cmiacasl ropof, OT 3aTOIJIeHMsI. BOT Takoy HOBBIM TEKCT.
Y Hero 6bly1a HeyayHast GaMuiaus, Kak eMmy Ir'OBOpUJIM, M OH yMep, I0-MoeMy, yepe3 Tpu-
4yeTbIpe Mecslia IT0CJIe MOKYILIeHMsI Ha TPOLKOr'o, TOXXe OYEHb CMMBOJIMYHO. B 1940 roay,
MHOT'0 paboTas, MOXHO CKa3aTb, IepeTPyAUJICS.

IIpu mepeHoCe 1leHTpa BCe BbICOTHBIE OrpaHuueHus 6bp11M yopaHbl. [I0aTOMY agMu-
HUCTPATUBHOE 3[aHMe y>Ke IPEeBBIIIAJIO0 3alpeléHHble OTMETKM. VM caMoe MHTepecHoe,
4yTO Ha HeBckoM mpocmnekTe I1aBes I paHbllle 3aKa3blBaeT 3/jaHMe, TUIIA TOPOZCKOM IyMBI,
partrays, Wi paTryuia, o6’beKT c 6aurHeit, Ha 6alrHe CTOUT Teerpad, KOTOPbI IepenaéT
B [1aB/IOBCK co0b11eHMsI. He MINNJIb, BOT YTO MHTEPECHO. M 3TO 6bl1a €IMHCTBEHHASs 110-
IIBITKA — HOBYIO JOMMHAHTY CHesaTh, 6alIHIO AeI0BY0, CMMBOJI TOPOACKOrO CaMOYIIpaB-
JIeHUS.

WM. 3. CankT-IleTepbypr. Jlom 3uHrepa
VI3 OTKPBITBIX UCTOUHMUKOB

HaMHOro 1mos)e IIOSBJISI€TCS KOMIIaHMsSI 3MHrep, KOTopasl XO4deT IIOCTPOUTH 11-
3TaXXHBIN HE60CKPEOL HanpoTuB KazaHcKkoro cobopa, HO 3TO 3alpellaoT, peajJbHO 3alpe-
aT. M XOoTh 3anpeTuan, 3MHrep BCE paBHO Ha METP-IIOJITOPa IIPEBBICUJI BBICOTY, BOT
3TUM LIapoM, ero Kak 6blI BBITAIMJIM 32 OTMETKY (M. 3). Bpoze mirTpad kakoi-To 3aIia-
Tuan. Curtyauus, kKak c layam B BapcenoHe. Boobuie 3uHrepa BO BpeMmsi IlepBoin
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MMPOBOM, KaK M BCeX HEMIIeB, He OYeHb >XajoBaayu. OH cIelMaJbHO pa3MecTus repb
CIIA, 4TO6BI O6'BSICHUTD, UTO, MOJI, 1 He HeMell. [JTaBHbIM apxuTeKTop [IuTepa MIbMUH He
IPUHMMaJI apXUTEKTYpy 3Z4aHus. Ho mMIiepaTop corsiacoBajl. 3TO BCE OTPa3mJIOCh IIO-
TOM... Korzia 6bl1a Benukasi OTeuecTBeHHasi BOMHa (UMUTaaM 3Ty UCTOPUIO, MHOTO pa3
CJIBIIIaJ), B LIape sIKO6bI CU/iesl HaBOAUMK apTUJLJIepUM, HeMeL KUY LINMOH, M OH KOPpeK-
TUPOBaJI OTOHb. BuaMTE, KaK MHTEPECHO BbICTPaMBaeTCd KOZ,.

Tak BOT, KOrZia cKaHzan ¢ OXTa-IleHTPOM CJIYy4YMJICS, sI CTaJ AyMaThb, a YTO ObLIO
mioxoro? IloHuMaeTe, B caMoM Hauvasie ujes Iletpa I 6bly1a TOCTPOUTH TaKOM ZLeJI0BOM
ropoj, a He BeHe1l110 ceBepHYl0, OH XOTeJI IOCTPOUTh AMCTepZ.aM, PyCCKUil AMCTepzaMm,
KallMTaJIMCTUUYECKUM TOopof. VM mepBoe, UTO OH IpeZIoJjarasi, — Ha BacuibeBCKOM OCT-
poBe mpobUTh TOproBble KaHasbl. HO Kak 3acessics IleTepbypr u Kkak AMcTepaam? ITO
IIPOCTO KOJIOCCAJIbHbIE OT/IMYMA. B AMcTepiaM CbexXaIuCh Te IpeaIpUHMMATEIN, KOTO-
pble 6eXXasy OT MCHaHIEB, HE COIJIalllasiCh IIEPeMTU B KAaTOJAMUYeCTBO. [Ipyyém oHU be-
YKaJIM € IeHbraMy, MM HaJi0 6bIJI0O CKOOIEPMPOBATHCS, YTOOBI KaK-TO BCE 3TO BBIZIEPXKATh.
ITosiBMIach 6MpIKa, akKlMOHEpPHble OOIeCcTBa, COIMaJIbHble IpeAIpPpUHMMATEIbCKIE
UQTHI AJ151 Kapbepbl. AMCTepZ,aM 6bICTPO IIpMpacTaJl HOBBIMU 3eMeJIbHBIMM yYacTKaMMU.
A TyT, B [IuTepe uX CBOJIaKMBaJIM. VMI3HAYaJIbHO O6BLIM TPU THICSYM yYACTKOB BbIZEJIEHBI
Ha BacuibeBCKOM oOCTpoBe. OZHAKO ITIOTOM M3 3TUX TPEX TBICAY TOJIBKO 1300 MOXXHO
6BLJIO OIIpefeIUThb, IOTOMY UTO 60JIOTUCTBIE MecCTa He MO3BOJIssIM. HO U 3TOro He Mpo-
M301LLJI0, 3aCeJINIU 4yTh 60J1ee 500 y4acTKOB. M BecCh LIeHTP, BeCb I'OPO/i, HECMOTPSI Ha TO
4YTO OH BECh IIpezliojarasjcsa Ha BacuibeBCKOM OCTPOBe, IIepeMeCcTMJICS Ha MaTepUkK, K
AZIMMPaITeCTBY, OTKyZia IMOLLJIY JIy4YM 3HAMEHUTOr0 €pONIKMHCKOro Tpe3ybua. U g cuu-
Talo, YTO 3TO OBLI NPSIMO peasIbHbIM KOHTEKCT COLMAJbHO-IIOJIUTUYECKOTO IMPOCTPaH-
CTBa, OTPaXXeHue, IPOEeKI M PyCCKOM MMIepuu, KoTopyio co3gas IIétp I.

U ropop, cTajs He KalUTaJIUCTUIECKUIL, OH CTaJ abCOJI0THO 6I0pOKpaTUUeCKU, ToC-
yZAapCTBEHHBIN, UMIIEPCKUN.

CmupHoB C. A.: Pe3upeHnus.

INonmoBckuu WM. B.: [la. BaxxeHOB mnomnbiTasicss Kpemsb nmpeob6pa3oBaTh B MOCKBe,
TOXE C MMIIEPCKMM Tpe3yblLieM M HApOZAHOM IJIOIQZbl0, HO MOJYYMJ, KaK IOBOPUTCS,
110 3acJIyraM.

CvmupHoOB C. A.: Hy, Tak 3TO Xe B caMoM IleTpe coyeTasoch, MUMIIEPCKOCTD ...

ITomoBckum WM. B.: ExaTtepmHa II He xOoTesla HMKaKUX IepeHOCOB. CaHKT-IleTep-
6ypr - aTo PuM, XOTsI Bcerzia roBopmiayu, 4yTo MOCKBa - TpeTuil PuM, UeTBEPTOMY
He OBIBTB. VM BOT 3Ta CUTyalMsi, BOT 3Ta 6l10poKpaTuyecKas XXECTKasl MOJIUTUKA, BOT 3TOT
roCyJapCTBEHHBIM KOHTPOJIb OTPaXXayiCsl BO MHOTUX NMpou3BeAeHusix. ['oroab: «HeBckun
IIpOCHEeKT», «IInHesb».

CMupHOB C. A.: QopMUPOBaJICS NETEPOYPICKUI TEKCT.

IMTomoBckum WM. B.: [la, neTepbyprckuil TeKCT, KOTOPbIM C AMCTEpAaMOM BOOO6Iie
He CpaBHUTb. BoraTble pe3uaeHLuu B IluTepe cocecTBOBaIM Cc HuIleTon. Korpa, Hanpu-
Mep, GpaHIy3bl IpUe3XKaau B AMCTep/aM, OHM He MOTIJIM IIOHSTb, a I'Zie A BOPL bl 60TraThIX
apucTokpaToB? Bce Bpozie 60oraThle, Bce loMa XOpOLIKe...

CMmupHOB C. A.: Tak ecjiy OH MMIIEPCKMH, TO OH YUMHOBHUUUI TOPOZ,.

IMomoBckum M. B.: To ecTb, Bbl xe moHuMaeTe? B [Tapuxe 651710 BCE 4ETKO. BOT pe-
3UAeHL S KopoJs, Jlromosuka XIV, ckaxxem, fa. A BOT TYT 4TO? OHU I'OBOPST: MbI YTO-TO
He MOXXeM IIOHATH, a IrZe y Bac BOT 3TO, BOT 3TO BCE? A IleTpy I HpaBuiiacb BOT 3Ta
MMeHHO ppaHIly3cKas pe3uzieH1us. ¥ oHOBpeMeHHO OH MOHMMaJI, UTO BbIT'0OZja JI0JIXKHA
O6BITH B KAalUTAJIUCTUUYECKOM Pa3sBUTUM, I[O-TOJ/UIaHACKM. OH IBITAJICS CO3JaTh
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KaluTaJIM3M CBepXy, TO €CTb 'OCYyJapCTBEHHbIM KallUTaJIM3M, KOTOPBIM CO BCEMU 3TUMMU
MeTaJUIypruyecKMMU JieJlaMU CO3aBaJjicsl TaKMM 06pa3oM.

A TyT y Hac nipou3oién paspas CCCP, TyT nosiBUINCh pebsita 6oraTeie, ['a3mpom, Ko-
TOPBIM OBLJIO OIIpeZiesIeHO, YTO Bbl MOXKeTe cecTb B CaHKT-IleTepbypre, uTobb! y IleTepbypra
6bL1a XOpo111asi HAJIOTOBasi CUTyalMsl; M TYT BOT 3T He roCcyZapCTBEHHbIe, He IyXOBHbIE JIM-
Zepbl. [lyXoBHBIE JIMZepbl B MOCKBE yyKe ITIOCTPOUJIM XpaM. Y HMX 3TO IPsSIMO 3apOHTAHUPO-
BaJ10. Takoe OLylieHM e, YTO KTO-TO ZeprKaJl UX LOJIT0-ZL0JIr0.

CmupHOB C. A.: Tak BbICOTKa — 3TO Xe CMMBOJI ¢poHTaHa HepTU. PBaHyJIO.

ITomoBckuu WM. B.: Hy, eCTeCTBEHHO; ¥ TYT BO3HMKAeT MOMEHT, UTO HUKTO He OCIa-
pUBaJl HMKOTZla HMKAKMX pelleHMM Kak IleTpa I, Tak M MOCIeAyIOLIUX MMIIEPaTOPOB.
Hy, 6b11 TaMm, ckaxkeM, Kapsio Poccu, KOTOPBII HEMHOXKO ITOCIIOPWJI, eT0 IPOTHAJINU. AHa-
JIOTMYHO, B COBETCKOE BPEMSI HUKTO He ocCllapMBaJl lepeHoc LeHTpa IInTtepa XXmaHOBbBIM
M apXUTEKTOPOM TpPOLKMM.

A TyT HaCTOJIBKO 3TOT KyJIbTYPHBIM KOZ, BOLIEJ B rOpOXKaH, YTO BOT 3TOT CUMMBOJI
l'asmpoma He npuHMMAaJacA. I'opoXxaHe IIPAMO BOCIPOTUBMJIMCh BCEMMU CUJIAMMU,
XO0TSA MaTBMEHKO IbITaJIaCh MPOSABUTH ITOJIMTUYECKYIO BOJIIO, — HUYEro He IOJIyYUJIOCh.
U xypa xe y6panu BOT 3TOT CMMBOJI GOHTaHUPYIo1Mit? B JlaxTy! B To MecTo, B KOTOpoe
IIpM OCHOBaHMM TOpoOZla HMYEero He MOIJIM 3alMXHyTh, TaM 6osioTa 6bLaM, BCE
6p10 TI0X0. Ha Kpail ropoza, HycTb TaM «(QOHTaHUpPyeT». Boobije B PMHCKOM
3anuBe cenyac 'a3mpoM cobupaeTcs AesnaTh enjé iBa Hebockpeba. BOT Takoe JeliCTBUE
KYJIBTYPHOI'O KOZa.

CmupHOB C. A.: To ecTb Bbl cunTaeTe, YTO OHU CO3/,aJIX HOBBIN KOZ?

IMonmoBckumM U. B.: [la. ¥l mpu 3TOM 5 MOTY CKa3aTh, UTO y HacC )Xe eCTb TaKasi MeH-
TaJIbHasi KapTMHa, 4YTO [AEHbI'M pellaroT BCE. BOT B 3TOM cCjlyyae — HeT, He pellaroT.
51 He CIIOpIO, OHM IOSIBUJINCH, Y HUX IOSIBUJICSI CBOM MMp, TaM, B JlaxTa-LleHTpe, M OHU
CUJIBHO celdac ero IMpoABUTraloT, SKCKyPCUM OPTraHU3YIOT, Tya MOXXHO CXOAUTHb U OKY-
HYTbCSI B 3TOT HOBBIM MUp. Ho Ha camMoM fiejie 6M3HECMEHOB BbITHAJIM U3 rOpo/a, MOXXHO
CKa3aThb U Tak. Ho, mogbesikas K ropoay ¢ PMHCKOro 3ajamsa, Tbl BUAUIIDL BOT 3TO.

CvmupHOB C. A.: Tak OH BU/IeH CO BCe€X CTOPOH.

HMonmoBckuit M. B.: /la, 1 Korga nojJjieTaellb Ha caMoJiéTe. /la, OH BUJEH.

CmupHOB C. A.: KOHeuYHO, OH IOMMHAHTOUN CTOUT (UJI. 4).

Wi 4. JlaxTa-ueHTp B CaHkT-IleTepbypre
M3 OTKPBITBIX UCTOYHUKOB
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IMonmoBckum WM. B.: Ho xorzma xonuinb B [IMTepe, Ha/0 3HATh, I'Ze NMPUTJISLETHCS,
a Tak ero HeT. O6paTuTe BHMMaHMe, YTO HUKOT'O HE BOJTHOBAJIO, HAIIpMMep, TaKOe COOpY-
J)XeHMe, Kak TesjebaurHss B CaHKT-IleTepbypre. OHa SIBHO BBICOKasi, HO BCce IpPUMHMMAJIH,
IIOTOMY YTO OHa He MopTUT BuA. B XVIII Beke XO0TeJaM IMOCTPOUTH KOJIOKOJIBHIO psSAOM
co CMOJIBHBIM CO60pPOM, KOTOPBIM, KCTATU, HAXOAUTCS psAAoM ¢ OxTou. CTpOUTEIbCTBO
Xpama 1wuIo 75 jeT. [Ipousonia Kakas-To gerpagauusi, GyHIaMeHTbl 3aTONNIIO, OBLIO
OYeHb IIJIOX0, HO IIOTOM BCE-TaKM CTPOMKY 3aBepuinayu. OueHb TaKoy 6apOYHbIN 06'BEKT
PacTpesni, HO OKa3bIBaeTCsl, UTO y HEro B IIPOeKTe 6blya KOJIOKOJIbHS, OYeHb BbICOKas,
He O6yZly BpaTb, CKOJIBKO METPOB, HO OUeHb BbICOKasi. OHa ObljIa BhIlIe BCeX MPUBBIYHBIX
CMMBOJIOB. E€ CTpOUTH He cTajiM M3-3a BCeX CJIOXKHOCTEM BO BpeMsl CTPOUTEJbCTBA MU,
HaBepHOe, Mpo6JieM C 610/IKETOM.

U BOT, roBOpAT, 'a3npom cobpasicsa eé nmocTpouTsk. I[IpaBaa, He COBCEM PSAOM C CO-
60opoM. To ecTb 'a3IpOM BCE-TAKM TakK XOUeT BOUTU B UCTOPUUYECKUM LieHTp. E3ani Tyza
OAVH MO} 3HaKOMBbIM Ha NOBBILIEHME KBaJlMPUKALIMM II0 pecTaBpauuu. 5 roBopio,
CIIpoCcH, MOXKaJIyMCTa, TaM y 3HAIOUIMX JoZei. HeT, roBOpsAT, 3TO BCE CIyXM, HUKTO
MM He I03BOJIUT. TaM eCTh Ky4ya perjiaMeHTOB, KOTOPbIe BOT 3TO ZeJI0 He ITO3BOJIAT Che-
JaTb. Tak 4TO BOT, OYEHDb MHTEPECHO.

CmupHOB C. A.: To ecTh, IPaBUJILHO S MOHSJI, KOTJAa MBI 06CY>XJaiy PO BBICOT-
HOCTb U TaK Jlajiee: KyJIbTYPHBINM KO/, BOILJIOLLAETCS B OIIpe/eJIEHHBIX IPOCTPaHCTBEHHBIX
rapaMeTpax, YTO Ha3blBaeTcsl, B IpM3HaKaxXx M ob6beKTax rOpOoACKoM cpenbl? U pas Iu-
Tepa Ba)XXHO, 3HAUUT, COXPAaHUTb He TOJIbKO BBICOTHOCTb, HO M aHCaM6JIEBOCTb, CBSI3aH-
HOCTb 06'b€KTOB, CBSI3aHHOCTb YJIMII, IJIOLLa/ e, IPUHSTbIe IPUOPUTETHI. TO €CTh KyJIb-
TYPHBIM KOJ, BIIMCaH, BOIJIOWIEH BOT B 3TUX MMOKa3aTesIsIX. VM 3HAIOT JIM IPO 3TO XUTEIU?
OHM Xe IIPOo BCE 3TO BeAb He 3HAIOT Xe? 3HAIT CIeLaJIMCThl, YUHOBHUKM MIPUU, apXU-
TEKTOPBHI, CIIeLaJIUCThI 10 HaCJIeAUIO.

INonmoBckuu Y. B.: Hy, g ckaxy, 4To [IUTep, C TOUKU 3PEHUS TOPOACKON KYJIbTYPHI,
YHUKaJIbHBIN ropof. Korzla s Ha IepBOM Kypce aKBapejauJ Ha IMpaKTuKe, 6bLI CIydail.
IMopomiy KO MHe [iBa ajKallla, OyThlJIKaMy IpeMsIT.

CmupHoB C. A.: T'ze, Tam?

INonmoBckuu WM. B.: B [Iutepe, a. AGCOJIIOTHO >XXYTKOTO Buza. VM BOT OAMH U3 HUX
MHe TOBOPUT IIPO MOIO aKBapesb: Thl BOT 3/J€Ch XOJO0HOTO 06aBhb.

CmupHOB C. A.: TaKk OH, MOXeT, 6BIBIINM XY/J0XXHUK.

IMomoBckui Y. B.: Tak BOT S M TOBOPIO. A BTOPOI TOBOPUT: a Bbl, COGCTBEHHO ToO-
BOPSI, KaKOM AOM-TO nuuieTe? I eMy: BOT 3TOT, MHe ITOHpaBuJcs. OH HauMHaeT paccKa-
3bIBATh, UTO 3TO AOM 6GaHKMpPA, YTO 3TOT GAHKUP C KAKOM-TO HEBECTOM COIIEJCS. B 06-
LIeM, LeJIYI0 MCTOPUIO paccKka3biBaeT. To eCTb, HECMOTPS Ha TO UTO 3TO COBEPILIEHHO [e-
rpagupoBaHHbIE JIIOAM, OHM XXUBYT 3TUM. UM g MOry cKasaTh, KOrja s XOAWJI B My3eu
Bsioka mocsefHU pas3 Cc )X€HOM, TaM Obljla YKeHIIMHa, KOTOpasi He 3KCKypcoBoz,. OHa npo-
CTO CJeOUT 3a My3eeM. J OHa TOXe pacCcKa3blBaeT, pacCKa3blBaeT, paccKa3bIBaeT. S ro-
BOPIO, @ MOXXHO Ha Bac cociaTtbcsa? OHa OTBEYaeT: He HaZlo. ITO KaKoe-TO OYEHb MHTEepec-
HO€ COCTOSIHME Yy IIUTEPLIEB.

CmupHOB C. A.: DTO YCTHBIM TOPOJACKON POJILKIIOP.

IMomoBckum Y. B.: [la, HO BCE 3TO U eCThb B KyJIbTYPHOM KoZie. Bce 3TM CMMBOJIBI,
OHU B IOZICO3HAHMU. VI HUKTO 3TOMY He oby4yaeT. OH KakK-TO lepefiaércsi. I MHe KaXkeTcs,
4YTO MMEHHO BOT 3Ta CUTyalusl ITO3BOJISIET YAEPXXMBAThb T€ CMMBOJIbI U T€ IOHMMaHMs,
CpenoBble, B YaCTHOCTH, [TIOYEMY JIIOAM U BBICTYNAIOT C IIPOTECTAMU, KOIJa HAYMHAET I10-
SIBJISITBCSI OIIpe/ie/IeHHBIN 06'bEeKT.
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51 TOXKe KaK-TO [yMaJl: a BOT eCJIM I'OCyLapCcTBO, Kak 106011 MMIlepaTop, perinsio 651
BBIC/IyLIIaTh MHEHMeE ropoXXaH? Ha Mo B3rJsi[i, KyJIbTYPHBIM KOJ, TOPOXXaH OKa3aJics Obl
CUJIBHEe, YeM KaKoe-TO IOJIMTUUYEeCKOoe BoJieBoe pelleHMe. Kak s y)xe ckasasy, KOHCepBa-
TUBHBIM KOJ, 3/leCh cpaboTasi. Ha ofHOM KOHpepeHIIMM IO COXPaHEHUIO 06'bEKTOB KYJIb-
TYPHOI'O HacJjieZiysl, IOCBSIIEHHOM KOHCTPYKTUBU3MY U aBaHTrapZy y Hac B HoBocubup-
CKe, MBI cUAUM, o6Cy)XZlaeM. I TOBOpIO: MOHMMaeTe, Mbl aBaHTap/, CTaBUM Kak 6bI B MC-
TOPUYECKUI KOHTEKCT. XOTsI aBaHTrap/, IpeZArojaraji, YTO 3TO PEBOJIIOIMOHHBIN CTUJIb.
M Ha KHMXKKe CO CTaTbsSIMM KOHQepeHL MM 6blja pa3MellleHa pa3pyllalolas McCTopuye-
CKUM KOHTeKCT 6amua TaTtamHa. Eciu 6b1 6aniHs 6b1a co3/iaHa, TO 3TO OUeHb TaKoe Obl
JKECTKOe BIleyaT/ieHMe MMPOM3BOAMIIO. BOT OAMH aHIJIMMCKUIM TEOPEeTUK paccMaTpuBaeT
3TOT Halll POCCUMCKUI aBaHTrap/, MpU4YéM OueHb 3abaBHO pacCMaTpUBaeT, He Iocelias
IIPM 3TOM Hallly CTpaHy. B kHure OysHa Xa3epsiy « BOMHCTBYIOIIUM MOAEPHU3M» OIMUCHI-
BaeTcsl, KaK pycckui ¢yTypucT BukTop IIKJIOBCKMI CpaBHMBAET TATJIMHCKYIO OaAlllHIO
III MHTepHaIMOHa/JIa C TPEHOXXHMKaMM MapcuaH B «BOollHe MMPOB», KOTOpble IIPUOBLIU
U BCeM CBOMM BU/IOM COOOIIAIOT, UTO OYZAYT pa3pylliaTh, 3aXBaThIBATh M YHUUTOXATH CTa-
pbiii Mup. TeM He MeHee, Mbl IPUHSIJIM 3TO, IIOJIOXKWUJIM B BUPTYaJIbHYIO KyJAbTYypYy. JApy-
TMMMU CJIOBaMU, SI CYMTAIO, UTO B F'OPOJie OJHOBPEMEHHO MOTYT COCYIeCTBOBATh Pe3yJjib-
TaThl BCEX TPEX IMOAXOA0B pPaboThl C TOPOACKON cpenoii. [I03TOMy Hesb3s YTBEPXKAATh,
YTO KOHCEPBATUBHBIM KOHTEKCT oOOsi3aTesjIeH MM YTO KOHCEPBATMBHBIN KO, [I0JDKEH
YCTAaHOBMUTBCS U «1106eAUTH» aBaHrap/,. XOTs BXOXJeHMe B Iropo, aBaHIapZHBIX pellle-
HUM - 3TO J0JIrasi U CJI0XKHasl UCTOPUS.

CMmupHOB C. A.: Ho cMmoTpuTe, a ecinu He 6paTh TaTnmHa? EcTh ke 6alrHsa Ha [Tabo-
JIOBKe, 3HaMeHMUTasi, OHa BCE e Oblyla MOCTaBJIeHa, OHA TZe-TO II0X0XKa, TaKasl )Ke KOH-
CTPYKTUBUCTCKAS, KeJe3Hasl, U HU4ero He IIpOM30LLJIO.

IMonmoBckum . B.: Ho, BO-IIEPBBIX, ITO UUCTO TEXHOJIOTMUECKUI MHIKEHEPHBIN 00b-
€KT, CO3JaHHBIM NIparMaTM4HO, pPallMOHAJIbHO. BO-BTOPBIX, HOBBIM TEXHOJOTUYECKUN
yKJIaJl, MOXXeT MPOelMpoBaThCs B KyJbTYPHOM Koze. Hampumep, oueHb CUJIIBHO M3Me-
HUJICSI KOHTEKCT B pe3yJIbTaTe IIepBOTo IojieTa YyeJoBeKa B KOCMOoC. COBETCKUM MoOZep-
HU3M B 1960-X roziax 6bIJ1 TEXHOKPATUUYHBIM, TO €CTh OH 6bLJI 60Pb60I C 3eMHOM I'paBU-
Talyeu, MoJ€T U JIErKOCTb COOTBETCTBOBAJIM 3TOMY AYXY.

[IOTOM CTaJI0 BCe YTSDKEJSITHCS, M MBI IepellIM OT JIETKOT'O COBETCKOT'0 MOjep-
HMU3Ma K TaKOMY COBETCKOMY 6pyTanu3My, C KOJIOHHaMM, O4eHb TSHKeJIbIMU popMaMMu.
W 3TO 3BOJIIONMS, MyTal[MsI KOHTEKCTA. BeIpaliBaHe HOBOT'O KO/JIa TOPO/ICKOM KYJIbTYPhI
B COOTBETCTBUM C COLIMAJIBHBIM IIPOCTPAHCTBOM, KOTOpPO€e BbIpabaThIBaeT NOJIUTUUECKME
MHCTPYMEHTBI M, COOCTBEHHO TOBOPS, TPAHCIMPYET UX B ONpeeJIEHHBIX IPOEKIMUSIX.
B 3TOM OTHOLIEHUM Y MEHS eCTh XKeJlaHMe HallMCcaTb KHUTY 06 apXUTEeKTYPHOM IIPOEKI UM
MMOJIMTIKOHOMMM Topofia. MI3HaYaJIbHO MHTepeceH $aKT, C TOUKU 3peHUs JpeBHerpeue-
CKOTO IOHMMaHUs pa3feeHus IPOCTPAHCTBA ropo/ia Ha OMKOC U TOJINC.

[TosiuC — 3TO MPOCTPAHCTBO, COOpaHMe HEIOX0XKMX, TZle 3aKOH IT03BOJISIJI OCTaBaThCS
KaXXJJOMy caMMM C060M, a OMKOC — 3TO ObLJIO IIPOCTPAHCTBO MHOe, IpuBaTHoe. OTcoza
BBIPOCJIM MOHSTUSI SKOHOMMKA, 9KO0JIOTUs. [IpOCTpaHCTBO CeMbM ropoXXaHMHA, I'Zie ecTb
ZleCrioT. B IpyroM MOHMMaHMUM, OH IPOCTO YIIPaBJIsijI CBOMM IIPOCTPAHCTBOM. A KOT/ia BbI-
XOUJI B TOPOJ,, TO A0J/DKEH ObLJI IOHUMMATh M yBa)XaTh MMUPOBO33peHME OCTAJIbHBIX I'OPO-
>KaH. PMMCKoOe IIpaBo yXe Apyroe, I0OTOMY UTO Thl MOXEIIb XXUTb B TOPO/ie TOXKE CO CBOUM
3KOHOMMYECKMM IIPOCTPaHCTBOM, urbs. Ho mpocTpaHCTBO ropoja, civitas, JoCTylmHO nIpu
CO6JIIOIEHUM YIXKe eIMHOTO 3aKOHa rpakZJiaHnHa Puma.
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To ecTb, TaM IOJIy4YaJICS TaKOM «IJIAaBUJIBHBIM» KYJbTYPHBIM KOTeJ. VI ecau paxe
B KaKOM-HUOYZb KOJOHUM I3TO COOJIIOZaeTcsi, Bbl MOXeTe Ha3bIBaTbhCsl TpaXJaHaMU
Puma, 3TOro ruraHTCKoro ropoga. OueHb MHTEPEeCHO, YTO PMMcKasi MMIepusi B KaKOM-TO
CTeneHM BOCIPMHMMAJach KaK TaKoy 6eCKOHEUHBIN pa3BUBAIOLIUICS TOpoJ, C OIpeze-
JIEHHBIM CTUJIEM, CO CBOUM KYJIBTYPHBIM KOZOM.

CMmupHOB C. A.: IIOTOMY 4YTO OH TMPaXXMPOBaJ CBOM CIIOCO6, UTO M, TOHUMaHUS
MHpa, M ero pacupoCcTpaHsI.

IMonmoBckum U. B.: IIpu 3TOM, PM 6bLJT CJIOXKHBINM 110 IOCTPOEHUIO, HA CEMU XOJIMaX.
XoTs1 B moOCJiefiHEe BpeMsi pecnybJMKM cOo3/[aBajiM OUYeHb IOXO0XXMe, KaK y Hac ceiyac,
KBapTaJibl. Bce ocTaJibHbIe IMOXOAMJIM APYT Ha Jpyra, ¢ 3STUMU II€epeKpecTKaMu U yJIu-
1IlaMM, KaK B BOEHHOM Jiarepe. B o6111eM-To, 3TO Zla)ke O4YeHb MHTEPECHO, UTO IPU 3TOM
OHM BOT 3Ty CJIOXHOCTbB, TaKyl0, Kak 6bljla y rpeuyecKkuX ropo/j0B, OHM He BOCIIPUMHUMAJIN.
Jpyroyl MOMEHT — 3HaMeHUTasl TMIINo4aMoBa CeTKa.

CvmupHoOB C. A.: [la-ga-fa, T’MnmnosamMoB ropog,.

IMomoBckum M. B.: BOT, ruImogamMmoBa CeTKa — 3TO YETKOE OTPaXKeHMe JeMOKPaTHUMN.
BoT Takas IMpoeKuus JEMOKPATUMA.

CMmupHoB C. A.: Ho oHa IIpM 3TOM copa3MepHa YeJIOBEKY.

INonmoBckuu U. B.: OHa 6b1y1a a6COJTIOTHO COpa3MepHa.

CmupHoB C. A.: YesroBeKopa3MepHa.

INomoBckuu WM. B.: [la, Tako¥ Topoz IpejloJarajl paBHble KBapTasibl, paBHbIE
y4acTKM, IIOTOMY YTO 3eMJISI He IIPpMHA/JIeXkala ropoXkaHaM. Jlaxke 6bLJIM XOpbl, BOT 3TU
MecCTa, I'/le OHM BO3/[eJbIBaj/IM YYaCTOK, HY, Kak Jada y Hac.

r'unmnozaM 6bLJ1 eMOKPATOM, 3a UYTO ero ApUCTOTENb KpUTHUKOBaI. KcTaTy, 3a cueTt
3TOr'0 MBI O HEM 3HaeM, IIOTOMY YTO TeKCThI ['MIIIIOgaMa He COXPaHUINCh. ECTh KPUTHUKA,
U TI0 3TOM KPUTUKE MOXXHO CYAUTH, KTO ecTb ['mnmnogam. ®unocodp, KOTOpbit cGopMUpo-
BaJI IPOCTPAHCTBO 1o/, CBOI0 ¢usmocoduio. M i1 MeHsI 3TO 6bLJIO OUeHb MHTEPECHO, I10-
TOMY UTO 'MIINOZaMOBa KBapTaJibHasl CETKa paclpoCTpaHsIach B HOBbIX 6ypi>Kya3HbIX I'O-
ponax. HannpumMmep, MaHX3TTEH.

CvmupHoOB C. A.: Jla, KOHEYHO, Hape3aHHbIe KBaJpaThl KBapTaJIOB.

INonmoBckuu U. B.: [1a, 1a, BOT TO €CTh 3Ta CUTyalUsl.

CMmupHOB C. A.: [Ipuuem, 6J1aroapsi 3Toi CeTKe ropoj, He CTOUT, a efeT. DTO XKe
IpeHa)kHasi cucreMa paKTUYECKU.

IMonmoBckum WM. B.: Masio Toro, Ha MaHX3TTeHe NP paclUIMPEHUN U PEKOHCTPYKIUU
nocTpomuay 6OalllHIO, Ha KOTOPYIO IIOKymaTeJib HOBOrO YydacTKa 3abupascsi, CMOT-
peJs CBepXy U BbIOMPAJI, UTO EMY HPaBUTCSI. BOT Takasi 6blyla MapKeTUMHI'OBasi CUCTeEMa.

Pem KoJsixac, M3BE€CTHBINM T'OJUIAHACKUM apXUTEKTOpP, HalMcaa Ipo Hb}o-I7[opK OOVH
M3 JIyYHIMX TeKCTOB. [Ijisi Hero Hblo-VOpK - 3TO apxumesar oCTpoBOB. IIOTOMY YTO BOT
3TU KBAapTasIbl — KaK OCTPOBA, KaXXJbI OCTPOB CO CBOEM KYJIbTYypOM, CO CBOMM YKJIaZ,OM
160 cLieHapueM.

JoxonuT o 3abaBHOro. Pokdessiep ogHy yauily ropoja gaxe Kynua. OqHaKo Kax-
OBl TOJ, OH 3aKpblBaeT 3Ty YJMIy Ha HECKOJbKO AHei. IIoTOMy 4YTO IIO 3aKOHaM,
€Cc/IM He 3aKpOoeT, TO yJulia IepeiieT B CO6CTBEHHOCTD ropoza.

Y Hero cnpalmBaloT, 3aueM? OrpaHMYEeHUN [JIs [Ipoe3fa M IIPoxofa HeT, II03TOMY
HMKAKOI'0 0X0/Ja OT IIPOCTPAHCTBA YJIUILBI OH KOHKPETHO He uMes. Takou BOT abcypn,
Karnpus 6oraToro yejoBeka.

Hy BoT, ko7, MaHX3TTeHa 3aJI0)KeH B ero 6eCKOHEYHOM pOCTe, B NparMaTU4YHOM
yIIOTHEHUM, B 6€CKOHEYHOM KOMMepLiMaanu3alnum Bcero, o yem nuuet Pam Kosxac
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CvmupHOB C. A.: T'opoj >XeyaToro AbsABoJIA...

ITonmoBckuu Y. B.: Eciiu, HanipuMep, 6paTh AMCTepZiaM, TO y HEro 6bL1u onpeziesieH-
Hble HaJIOTOBble OrpaHMYEeHMs, BBICTPOEHHBbIE COOOIECTBOM TOpOXXaH. IIpMOpUTeTOM
6BLJI0 CO3JaHMe CIpaBeJIMBOM MOTMBAllMM PaBHOMEPHOTrO pa3BUTHUS 6u3Heca U, COOT-
BETCTBEHHO, ropoza. A BOT Hb}o-ﬁlopk - 310 HoBaga l'osanpusa. Bpoge Ta ke feMoKpa-
THU4YeCcKasl IJIAaHMPOBOYHAsl ceTKa. B oTiuumMe OT AMCTepaaMa, Ji060My TOpPOXaHUHY
MO>KHO ITpuexaTh U L0O6UTHCS 60JIbLIEro 1 NMPsiMO OYeHb 60JIbIlIero ycnexa B 6usHece. I10-
3TOMY IIOJIy4yaeTcsl TAaKOM IOpoJi, KOHTPACTOB HUILETHI U 60raTcTBa.

/Il MHe O4YeHb MOHSATHO 3T0. XaHC LIITMMMaHH, KOTOPbIN PEKOHCTPYMUPOBaI bBepauH
rnocje obbeAMHeHMs, IIpue3dxkaa Kk HaM. OH JieTes, CBepxy cMoTpes Ha HoBocubupck.
YTpoM MblI ITbeM Kode. [0OBOPUT, UTO 3TO TOT XKe MaHX3TTEH.

CvmupHoOB C. A.: [la, Hape3aH Tak Xe.

IMonmoBckum WM. B.: TIOCKOJIBKY S 3TO B JIEKI[MSIX YUTaAJI U MOKa3bIBaJ, 51 O6bLJI OYEeHb
paji, 94To 6epaMHel 3To yBuzed. Jis Hero Hblo-VMopK He aMepUKaHCKUIl TOPOJI, OH BCe-
TaKy €BPOINEeNCKUI TOpoJ, 3TO KaK ObI SIBJISIETCS CBSI3YIOIIMM 3BEHOM KYyJIbTYPHBIX KOJJOB
EBpomnbl 1 AMepuku. CyliecTByeT pa3ainume Mexay JIOHALOHOM U Hb}o-ﬁopKOM, OLHOBpe-
MEHHO CXOZCTBO C AMCTEPAaMOM. A frajiee y>Ke 3BOJIILMA. VM B 3TOM IJIaHe, KOHEYHO, BOT
3TU apxXuliejiary MHe OYeHb IIOHPaBUJIMCh, I CTaJl CMOTPETh Ha Halll ropo/, I0-Apyromy.
BoT HoBOCMbO6MPCK TOXKe apxuIiesar, za?

CMmupHOB C. A.: OTO ropof;, ropojoB.

IMomoBckum U. B.: BoT, fa, 1 s yBuzes, uro HoBocubupck GpopMupyrT OpsIMO OCT-
POBHBIE TeppUTOPUU. BOT KOoMIUIeKC «0Oa3muc», HAIIpUMep, CAesiajly TaM CBOK KpacoTy
U 3a60pOM OTTOpPOAMIUCH. PsAloM KOMIUIEKC «TMXOMMPOB» pPaACTET, OH TOXXE OTrOpo-
nucs. VI Tak mocterneHHO GOPMMUPYIOTCS TakMie KOMQPOPTHBIE OCTPOBA BOT 3T, KOTOPHIE
MeX co60}1 HMKaK He CBSI3aHbl XOPOUIMM I'OPOJCKMM IIPOCTPAHCTBOM ITOJIMCA.

CmupHoB C. A.: Tak paHbllIe-TO I'OpoJ, TaK U [ejiayiCs. 3aBOJ, IIOCaAUIN U BOKPYT
HEero COLTOpO/, OH M3HavyaJIbHO TaKO¥, OCTPOBHOM, U 3TO IIPOZOIXKAETCS.

IMNonmoBckuu U. B.: AGCOJIIOTHO TOYHO, LIJIO M3HAYaJIbHO Me)XeBaHMe TePPUTOPUU
Ha KBapTaJibl, TaM HE y4aCTBOBaJIXM apXUTEKTOPbI, TaM YIIPaBJSAIM 3eMeabliuku. OHu
IIPOCTO CO3Ja/iM KBAapTaJbHYIO CETKY, KOTOpas cpa3y OLl€eHMBaJIaCh, I'Zle BBIT'OJHO IOKY-
IaTh, a rge HeT. Mepapxusa BOT 3TUX 3€MeJIbHBIX YYaCTKOB, OHa IIPSAMO OTpa)kajach B I'O-
POZICKOM cpefie.

IToTOM B COBETCKOE BpeMS$ PEeLIMJIM YKPYIIHUTDb BOT 3TU KBapTasbl. «OCTpoBa» pas-
MbLINCH. [ToflyMany o AuaroHaasiX, YTO HaZlo UX npopybatb. B MaHx3aTTeHe eCcTb Bpoj-
Bel, IOYeMYy y Hac He MOSIBUTHCS TaKOMYy BpozBero? U B pe3yibTaTe B KaKMUX-TO CIIydasixX
IliaroHaiM Ipobuim, Kakue-TOo He OJIydMauchb. Mbl MMeeM TaKoM He CUCTEMHBIN I'OPOJ,
KOTOPBI BpoZie 661 IPOAYMbIBAIM I'PaZIOCTPOUTEIIM, HO HE J10 KOHIIA peayn30BbIBaJIN.

BoT OKTSI6pbCKMM palioH, HaNpuMep. MblI IIpoe3)kaeM OT peKu BBepX, 10 yaulie Boc-
X0Z,, IIoOBOpaYyMBaeM HallpaBo, [IOTOM HaJIeBO, Ha boraTtkoBa. MM MbI I1poe3xkaeM I10 I'y-
PbEBCKOM BHU3 K pekKe, a 'ypbeBcKasi He JOXOAMUT [I0 PeKM, M HaM HaZlo exaThb Ha Jo6po-
s1060Ba, YTOOBI BbleXaTh Ha BosbiieBMuKy. Ho B Zipyryio cTopoHy Jo6posto60Ba BThIKA-
eTCs1 B CUOCTPMHOBCKMM KaMIlyC. II03TOMYy HaZio ONSITh IMOBEPHYTh HAIIpaBO, a IIOTOM
HaysieBO Ha HukuTtuHa. OfHAKO B PYTr'yl0 CTOPOHY HMKMTMHA ONATH HE BBIXOAUT K PEKe,
U Haao okoyio HoBocmubupcka-F0)XHOr0 CHOBa ITOBOpauYMBaTh HAIpaBO M MOTOM Ha J106-
posito60Ba HasieBO. Takoe BUJISTHME MarucTpasieil - pe3yabTaT He3aKOHYEHHbIX U Pa3HbIX
TE€HIIJIAaHOB. DTO IIPOCTO YXKaCHO.
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CvmupHOB C. A.: I TakKMX NPEPBIBUCTBIX YJINL] Y HAC yXKe oueHb MHOro. Hanpumep,
yauusl Tpygosas, Zlep>xaBMHa, OHM BOT Takue, YalJIbIlr'MHa, OHM IIPEPBIBUCTDBIE M HE 3Ha-
elllb II0OTOM, I'Zle HAiTU IPOJI0/KEHMe.

ITonmoBckumM Y. B.: IIpuueM, ecTb yaullbl MOCKOBCKasi ¥ JIEHMHIpaZcKasi. BpLyio 651
XOpo1Io, ecau 65l 51 He exas 1o Kuposa, a exas 110 3TUM yJauliaM, YTOOBI pa3rpy3UTh Tpa-
duk Kupoma. Her xe, MOCKOBCKasl TZle-TO €CTb, I'Zie-TO ee HeT. MBI OISITh Bble3)KaeM
Ha HMkuTMHa, nmoBopauyMBaeM Ha JIEHMHI'PAACKYI0. 3TO INPOCTO YHMKaJIBHO. S, Korpga
pa3rosapusaJl ¢ JlernmapTaMeHTOM II0 CTPOMUTEJILCTBY, MOT'YT JIM TPAHCIIOPTHUKU BOT 3TY
npo6sieMy Kak-TO pPeLIUTb, TO s IOHSIJI, YTO 3TO TOXE KOJ, ropoja. Y Hac Bcerga 6nlia
TPaHCIIOpTHas npobyemMa, ¥ MbI C 3TUM XXKUBEM.

CMmupHoB C. A.: C caMOoro Havajia, ¥ 3TO JOJIXKHO COXPaHATbCA?

ITonmoBckuu U. B.: MHe ofiHa CTyZleHTKa CKa3aJia IIpo bapHays Tak MHTepecHOo. MoJ,
BapHayJ1 - 3TO To>Xe 60JIBIION I'OPOJL, Y HaC TOXKe MPO6KM ecThb. Ml HUUero. A BOT B CiIydyae
¢ HoBocub6MpCKOM - Zipyroe OTHOILIeHMe. OTO OAMH U3 CaMbIX CAMOKPUTUUYHBIX TOPOZOB,
IIOTOMY YTO I'OpO>KaHe IIOCTOSITHHO €r'o KPUTUKYIOT. IIoCTOSTHHO.

CmupHOB C. A.: [TocTosSTHHO. )KMBYT B HEM U He JIO6ST ero.

IMomoBckum U. B.: Bce n106sT MOCKBY U ITnTep.

CmupHOB C. A.: Bo3Bpaujasich K Koy. Bel cunutaeTe, YTO KyJAbTYPHBIN KO/, BO-Ilep-
BBIX, €CThb y JIIOOOTO ropofia, OH y>Ke 3aKJIa/IbIBaeTcsl C CaMOro Havajia, C OCHOBaHMUS To-
poza, M, BO-BTOPBIX, €r0 CO34al0T JaXKe He apXMTEKTOPhbI, a HEKOTOPhIe, HE 3Hal0, TaM,
aupepbl MHEHMS, UYTO Ha3bIBAE€TCS, IIOJIMTUKY, SKOHOMMCTBI MJIM KTO ellle, apXUTEKTOPbI
TYT KakK Obl HU IIpU YeM?

IMomoBckuit M. B.: BbIBaeT nmoJuTuyeckas BoJis, Ja.

CMmupHoB C. A.: KoTopasgs KOHTEKCT KaK pa3 3akjablBaeT? I 3TO CTAHOBUTCS OCHOB-
HBIM COZlep>XaHMeM KyJIbTYPHOT'0 Kozia? VM OH moToM caM co60¥ COXpaHsIeTCsl, UJIM OH MO-
JKEeT ¥cYe3aThb, a IOTOM BO3POXAAThbCA?

IMonmoBckum M. B.: MOXXeT UCUE3HYTh.

CmupHoB C. A.: Hanpumep, Cy3zmasb KOrZJa-TO OAHaXJbl ObLJII CO3ZaH, a IIOTOM
OH IIOCTEIIEHHO IIOMMpaJI-IOMMpaJI, a IIOTOM BPOJE BO3POXAATbCA Hadal. EcTb mpo-
6J1eMBI C 3TUM?

MomoBckui U. B.: EcTb. [IJisT MeHsI O4YeHb YAMBUTEJbHAsI CUTyallusi C Buiickowm,
Hanpumep (ui. 5). MHe 6bIJI0 OUEeHb MHTEPECHO CPAaBHUTH Buiick ¢ MajabMé, 3TO LIBeJ-
CKMJ T'OPOJI, TOCKOJIbKY OHM ITOYTU OJHOBPEMEHHO IOIIaJiM B CUTyalMI0 Kpu3uca B 1990-
e rogpl. 3HauuT, buiicknuit BIIK mouTu czox. A u3 MayjibMé, s1 IIOHSJI, CyA,0CTPOEeHME YIILJIO.
" o6a ropopa cpasy Havyasu ferpaamupoBartb. Ho ceituac MajibMé CUMTaEeTCsl OHUM U3 ca-
MBIX pacTylUux ropofoB B EBpone. Y Bpozie 6bI Bce MPOCTO. PsI0M ITOCTPOMIM MOTPsica-
0L MOCT, coepuHsomun IBenuto u Januwo. OHM OTKPBLIM YHUBEPCUTET, CAEJIalun
ropoz, axosiorndyeckum. I'opop, >xuBet. IIpaBga Tam 68 % sMUTPaHTOB, 3TO HaL0 YYUTHI-
BaThb. OH pacTeT He 3a CUeT eCTECTBEHHOI'0 MPpUPOCTa. A BOT Buiick, HauMHas cpa3y 1nocje
pa3Basia CCCP, ITOCTOSAHHO yMEHbIIAaeTCs. Pa3Hble MHCTPYMEHTBI NbITAIOTCSA MCIOJIb30-
BaTb, HO HMYEro He II0JIyYaeTcs.

BoT Typu3M, HanipuMep. TaM OueHb XOPOLIMM UCTOPUYECKUi1 IleHTp. Ho ucropuye-
CKMI LIeHTp AerpazupoBajl, pailoH TpebyeT MHOT'O MHBECTUIIMH JJIsI BOCCTAHOBJIEHUS U
KoMdopTa. ITOMY ellle IPENsTCTBYET OTPOMHOE KOJIMYECTBO 3alIPETOB M OrPaHUUYEHUI.
ECTb HOBBIN LIEHTP, OTAEJIEHHBIN OT CTaporo YyinckuM TPaKTOM.
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M. 5. Buiick
n3 OTKPBITBIX UCTOUYHMUKOB

Hy u TyT TOXXe co3aI MacCy OTpaHMYeHUM B CUTyalyM IOJIUTUUECKOM KOHKYPEeH-
uuu. TaM npoiiBeTas, KOHEUHO, 6aHAUTU3M U BCSIKAsl epyHa 1990-X rozios. I[IoToMm ciie-
AYIOLIMM LIEHTP — 3TO BOK3aJI, IOTOMY UTO BOK3aJI — MOILJHeMIIIasl ToukKa TpaH3uTta. Cioga
IIpue3XawT, eayT B Benokypuxy, 'opHbIM AnTal, mepecazijouHoOe MecCTo.

Co3panyu pbIHOK, IIpaBja ceilyac TpaHcpopmupoBaau. Oxugas moess, Ha IPUBOK-
3aJIBHOM IJIOLAZM, s1 YacTo 6bLI B Kade. Bupesn, rae cuaenu 6aHAUTHI, HE HaZ0 ObLIO
KMHO CMOTpeTb. OTO 6bLJI O4YeHb MHTEPECHBIM OIBIT CO3epLiaHMsI TaKOM TOpOACKON
>XM3HU. B Buiicke ecTb ynuila BacuiabeBa, TOXXe CBOeOo6pa3HbIM cpefloBoM LieHTp. Ero,
6uiiCKMe AeBYLIKM Ha3blBaJIM B Pa3roBOpe «Ha BacuibeBCKOM», KaK BacubeBCKUM OCT-
poB B [IuTepe. 3To xopo1ias cpefia, OUeHb KJIACCHBIM TaKOW CTaJIMHCKUM JIK XMMMKOB.

W coBceM fasbllle y>Ke B CaMOM TYIIMKe, 3TO pailoH AB, Bce rOBOPST, 3TO Halll AKa-
ILeMTopoZloK. OTO YHMUKAJIbHO PACTSIHYTbhIM ropof. OH MeHsI 3TUM 6ecuji oueHb, IOTOMY
YTO y MEeHsI 3aKa3uMKM HaXOAMUJIMCh Ha OJHOM KOHIle TOpoZia, a 00'beKT Ha APYyroM, U S
IIOCTOSIHHO TepsiJi MHOTO BpeMeHM B Moe3ZKax. BUICKy gaBajM CTaTyC HayKorpaza,
HO OH HMKaK He MOXeT BbLJIE3TU U3 SIMBbI, BCTPENIEHYThCSI U IIONTY Ha pa3BUTHE.

A BoT ManbMé mouies. BUitck cuziuT npsimo Ha UyliCKOM TpakTe, HY, Ka3aJoCh OBbI,
Z1a, MOXXHO 6bLJIO IPUAYMAaTh UTO-TO. M BOT s cTas AiyMaThb 06 Mickutume (mi. 6). Bot Vc-
KUTUM - 3TO TaKOM MOHOTOPOJ, LIeMeHTHbIN 3aBOJ, PSIOM B COBETCKOE BpeMsl Haudajlu
dbopMMpoBaTh Kese306eTOH, BOT 3Ty NPOMBILIJIEHHYIO, CTPOUTEJIbBHYIO OTpacjib. M BOT
CEerofHs OIATH 3Ta BCA Aerpagauus. A pagoMm bepack pacTeT.

CvmupHOB C. A.: Ho 0oH pacTeT 3a cueT HoBocubupcka.

INonmoBckum U. B.: KoHeuHO.

CMmupHOB C. A.: BoraTtble HOBOCUMOUPIBI CTPOSIT TaM >XUJIbE.

IMomoBckum M. B.: OH HaxoAuUTCsI 6JIM3KO0 B XOPOIllel 30He, a ICKUTUM He pacTeT, K
MOPIO He BbIXOAUT. Kak 6bITh? 3ax0Tes1 ObIJI0 MeTaUIyprudecKuit 3aBoj, cAeaTb AHApen
TpaBHUKOB, I'ybepHaTOp, a HApOo/, BBICTYIINJI IIPOTUB.

CMmupHoB C. A.: IIpoTuB. MeCTHbI€ UCKUTUMILbI IIPOTUB.
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IMonmoBckum WM. B.: To ecTh JII0ZM, KOTOPBIE XXUJIM B XXYTKOM LIeMEHTHOM JIHE, OHU
CUMUTAIOT, UTO MYCTh TaK U 6yZeT. I OHU BBICTYNUJIM NPOTUB. OT MMeeT MOIIHYIO ITIPOM-
30HY, VICKUTUM TaM, Jajiblile 3HaMEeHUTBIM 3TOT KOMOUHAT B JIOXKKe, 3JIEKTPOSHBIN 3a-
BOJI, KOTOPBIN ieJIaeT CTEPXKHHU, MOJIyUaeTCsl TaKasi IPOMBIIIJIEHHAsI arJioMepalusi.

Un. 6. UCKUTUM
W3 OTKPBITBIX UCTOYHMUKOB

Vpest BIIOJIHE HOpMaJIbHasl, TyAa NpuzeT BocTOUHbIM 00 be3/1, KOCHETCS VICKUTUMA.
VckutuMm, Bpoze 6bl, IOJDKEH 3a 3TO ZlaXKe 60poThCs. IIPpOCTO MHTEPECHO, MoueMy TakK
HacejleHMe Ha 3To oTpearupyetT. Kcratu, CubcTpuH nmes tTaM ¢uanas, HO ero 3aKpblLIn.

CvmupHoOB C. A.: CTyZIeHTOB HeT.

INonmoBckuu WM. B.: [la, Hy, MOXET, CTYJEeHTOB HET, HO caMOe MHTepeCcHOoe, YTO TaM
MOJIy4aeTcsl EHTP CTPOUTEbHON UHAYCTPUH, [a, U GUAMAIT TYyT Hy>KeH. OueHb 6bLJT O6bI
HY>XEH.

CmupHOB C. A.: BbUT 6bI HY)XX€EH, JIJISI CTPOUTEJIBHOT'O YHUBEPCUTETA.

INonmoBckum M. B.: VM, COOTBETCTBEHHO, MOXXHO HMKYyJa He eXaTbh, a XXUTb C 3TUM
YHUBEPCUTETOM, KaK B MasibMé. S BOT IIPOCTO CMOTPIO, KaK 3TOT VICKUTUM Jerpazu-
pyerT... SI cnpauniuBaa y KoJuIer, OHM 6bLIM U3 VICKUTMMA, U OHU, KOHEYHO, He JIECTHO OT-
3bIBAalOTCA O ropoze. 'opox niemeHTa, ropof I'psi3u U Bce Impodyee. VM Korzga g mpoesikas,
s1 MHOTO pa3 6blJI TaM B KOMaHZAMPOBKaxX, BCerga 6bIJI0 KaK-TO YXaJIKO, UYTO 3TO KaKOM-TO
KYJIbTYPHBIM KO 06peuyeHHOro ropoza.

CmupHOB C. A.: BOT UMeHHO, OH C CaMOT'0 HayuaJla TaKOM.

IMonmoBckum M. B.: Kak MOXXHO BOT 3TO OTKOPPEKTUPOBATh? IIyCTh Jarke MOJIUTUYE-
CKMM CIIOCO60M? U 51 He HaXOZAMJI OTBeTa. YeCTHO MOTY cKa3aTb. IIpsIMO He HaXOZWJI OT-
BeTa. ¥ KOHEYHO MO>XHO IMPOBECTU KaKOM-HMUOYAb BOpKIION. 3HaeTe, AslekcaHzp IleTpo-
BUY JIOJTHAKOB%, C KOTOPBIM s paboTas [0Jro, 10 JeT, OH, OyZAy4u elje apXUTEKTOPOM,
rpajoCcTpouTesieM, peliny chesiaTh OHUM apXUTEKTYpbl B TaJIbMEHKe, IIPOBECTU TaKylo
BbIE3JHYIO CECCUI0, HapucoBaThb Oyzayiee TanbMeHKku. Hy, ecrecTBeHHO, TajibMeHKa

4 lomHakoB AstekcaHzip IleTpoBud (1950—2015 I'T.), OT€YEeCTBEHHBIN apXUTEKTOpP, aBTOP KOHIIENIMI1 COBpe-
MeHHoOro pa3BuTus Tobosbcka (1992), HoBocubupcka (2006), Betokypuxu, KypopTa MaHXepoK U Apyrux
apXUTEKTYPHBIX IIPOEKTOB.
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NIpMHSsJIa, TPajoCTPpOUTeNM pucoBaau Oyzaymjee. VM moTtom AsnekcaHppa IleTpoBuua s
CIIPOCUJI, HY U UTO?

CvmupHoB C. A.: Hy, nopucoBainu. ¥ 4ro?

IomoBckuit M. B.: Uto zmasnbiue? HeT, Bce KaK 6bI OCTaJI0Ch, HO TaM IIOBECUJIM B aJi-
MMHUCTpALMM BOT 3TU MO PaMHUKM, TOBOPUT, IIOJIYUMIN TaM BCAKMe Harpazasl. M Bce.

51 cuuTalo, 4YTO, KOHEYHO, 60JIblIasi MOJIUTHUECKasI BOJISI MOXKET 3TO MU3MeHeHue cJie-
J1aTh, HO ME€HTaJIbHble KapTMUHBI OCcTalTcs. Kak BOT 4 pacckasbiBays npo CaHKT-IleTep-
6ypr, OHM OUeHb CUJIbHbIE, OHY JOCTATOYHO I'JIYyOOKO CUIST B IMO/CO3HAHUM, II03TOMY MBI
MMeeM peaKLMy rOpoXKaH, B YaCTHOCTU, IPOTUB MeTaJLUIypruueckoro KoMmbuHara.

CvmupHOB C. A.: X0opo1l10, HO CMOTPUTE, a II0OYEMY 3TO TOI'Zla He Ha3bIBaTh KYyJIbTYyp-
HOM MaMSTbIO, ITaMsIThI0O MecTa? BOT KyJbTYPHBIN KOZ 06s13aTeIbHO. UTO OH Zl06aBsieT?
Hy, Torma rosopure mnpo UAEHTUYHOCTb MCKUTUMIEB, BOT OHM TaKue U BCe, U KXUBYT
B LleMeHTe. [loueMy 3TO Ha/i0 Ha3bIBaTh KyJbTYPHBIM KoZlOM? UTO HOBOT'O OH Z106aBJIsIeT
I10 CPAaBHEHUIO C 3TUMMU IIPUBBIYHBIMM CJIOBaMM?

IMonmoBckum WM. B.: 3TOT BOIpoC 5 AJis1 cebs1 CUUTAIO CI0XKHBIM, s1 OO'bSICHIO, IIOUEMY.
MHe KaXkeTcsl, UTO IMaMsTh — Belllb crienubuyeckasi. BoT ecTs y conuosiora A. KapmuHa
Bbl/leJIEHME TpeX NOAXO0L0B, KOHL NN, K KyJIbType.

ECTb aKCHMOJIOTUYECKUN MOAXOZ K KYJIbType, TO €CTh LleHHOCTHBIN, BbIOMpPaeM 1leH-
HOCTb, OHa, KaK 'OBOPUTCH, B KyJIbTYPY 3aKJIaZbIBa€TCsl, a OCTaJbHOE IIponajaeT.

IToTOM BTOPOM MOZAXO[, aHTPOIIOJIOTMUYECKUM, MBI BCIO KyJIbTypPy BO3bMeM C TOUKU
3peHMSs TOr0, YTO OHA CO3ZaHa YEeJIOBEKOM.

U ecTb TpeTbe NIOHMMaHMe, eCTb Takasi MHPOPMALMOHHO-CEMMOTHYECKasl KOHIel-
uus, ECK oH Ha3blBaeT, KOrja OH BbICTpauBaeT BCE 3HaKM, HAIIOJIHAS CMbBICJIOM, IIpeBpa-
1ast B apTedakThl onpesiesieHHble, U GaKTUUeCKM POPMUPYET TEKCT.

W OH Kak-TO, II0O-MOEMY, CPaBHMJI 3TO C KOMIbIOTEPHOM HporpamMMoyn. Takou Ipo-
rpaMMHBIV IPOAYKT, OH XXMUBET, M OTJIMUME 3aKJII0YAeTCsI B TOM, UTO IIPOTrPaMMHBIN IIPO-
IYKT KTO-TO CO3/iaeT, a 3TOT MPOrpaMMHBIN MPOAYKT GOpMUPYETCs B 06paTHOM CBSI3MU,
0611IeCTBO IOCTENIEHHO M3MEHSIeTCS M OJHOBPEMEHHO CO3JaeT cpezny. Sl cTaj AymaThb
0 TOM, 4YTO KOJI, yCTOMYUB, B OTJIMYME OT IIaMSITU, IOTOMY UTO IIaMATh YTO-TO COXPaHSET,
YTO-TO HET, OHA YacTo u3buparesbHa. MBI )Xe 3HaeM, 4TO UyesloBeuecKasi rojoBa, B IIPUH-
LuIle, coXpaHsieT Bce. Ho BOT nmonpo6oBaTh YeJI0OBEKY BCE BCIIOMHMUTb...

CmupHoB C. A.: Ho 3TO Ha/j0 aKTyaJIM3MPOBATh.

IMomoBckum U. B.: Sl cunTalo, YTO KyJIbTYPHBIN KOJ, — 3TO HEKUI CTEPXKEeHb, BOKPYT
KOTOpOoro ¢popMMPYIOTCSI BOT 3TU OCTPOBKM IaMsaTU. 3HaeTe, Kak B Coisipuce, B KOHIIe
duabMa, BOT 3TOT OCTPOBOK IMaMsSITU Ha IJIaHETe. VM BOT TYT ¥ BO3HMKAET caMoe BaXKHOe,
Ha 4TO s celyac, Hy He TOTOB IIPSIMO OTBETUTD, d, UTO JEPKUT 3TOT CTEPKEHb.

CMmupHOB C. A.: UTO Lep>XUT 3TOT CTEP>XeHb? VM IMoYeMy OH OCTAaeTCs CTEPXKHEM?

ITonmoBckuu WM. B.: Hanpumep, y MeHs 60JIbllIie COMHEHMSI, YTO CYLIeCTBYIOT YHU-
BEepCaJIbHbIe KaKMe-TO CMBICIIbI, IPUMOPUTETHI, KOTOPbIE [JI1 BCEX I'OPOJOB, BCEX ITOCEIe-
HUM. MHe Ka)XeTcsl, YTO BCe CJIOXKHee.

CmupHOB C. A.: Bpoje ciio)xHee, BpoZie IPOCTO Y KaXXJ0TI'0 MeCTa MOXeT 6bITh CBOM
crep>xeHb. Ho aTO fpyroe fmesio.

IMonmoBckum WM. B.: [la, a BOT Tenepb BOIIPOC BO3HMKAET, KaK ONPEZEIUTD U YBULETH
3TOT CTE€PXXEHb, KaK Ha3bIBAE€TCH...

CvmupHoB C. A.: BOoT Kak pa3 K BOIIPOCY O packoaupoBKe. EciM OH KOJ, 3HAUUT
OH 3aKOAMpPOBaH, CHayasla HaJ0 pacKOAMPOBaTh U KTO ero 3akoauposasi? OH >Ke He caM
BCe 3aKOJAMPOBaJI, 3TO >Ke JIIOAU Jeslaiu, UIN KaK?
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IMomoBckum U. B.: S kak-To B HI'TY 3KCKypCOBOZLaM JIEKIIMIO YMTaAJI ITPO TeKCThI Ho-
BOCMOMPCKA MJIM NPO KOHTEKCThI HoBocubupcka. SI HaX0XXy CBsI3aHHbIE C COOBITUSIMU
MIPOCTPAHCTBa, KOHTEKCThI, KOTOpble POPMUPOBAIMCH, HAUMHAS C IEPBbIX JiHEM I10CeJIeHUS
37ech. B ToM uncie, HaIpuMep, BbIT0/ia, 3aXBaT TEPPUTOPUM, TPArMaTUUHOCTD JIIOJEMN. ..

CvmupHoOB C. A.: [IpefIpMMMUMBOCTb, YXBaTUCTOCTb...

IMonmoBckum U. B.: /lake >KepTBEHHOCTb Kakasi-To. MoJi, 1 6pocust Bce, clozia Ipue-
XaJl, CIJIaBJsiJ 6peBHa M TYT JOM IOCTaBUJ. I BCce Kak Obl YCTPOMJI, HO CTEPXXEHDb BCe
paBHO He nmoMMasi. Kak ykjaZibIBaeTCsl CTep>XeHb? 51 3TO B pa3HBbIX KOHTEKCTaxX BUXY,
a KaK OHM MeXJy cob60M yep>XMUBaIOT CBSI3b, YTOOBI BBICTPOUTH OCHOBY, IToueMy B HoBo-
Ccub¥MpCKe BOT 3TU Bely IPUIUILIN, U OHU XXUBYT?

CMmupHOB C. A.: To ecTb, He Bcerjia eCTb 06'bsICHEHME, HO OHY ITOYEMY-TO ITPUIUILIN.

ITonmoBckuu Y. B.: BoT oHM Bpozie 661 BOKPYT HaXOASTCS, IOTOMY 4YTO, €CIu 6paTs,
CKa’keM, KpaeBeJJ0B, OHM YTO-TO KPUTUKYIOT, TOBOPSAT, YTO BOT 3TO IIJIOXO MJIU 3TO IIJIOXO.
A g MM TrOBOPIO, TaK 3TO >X€ B KOHTEKCTe. DTO He XOPOILIO U He IJIOXO.

CMmupHOB C. A.: Tak 3TO B MCTOPMYECKOM KOHTEKCTE CMOTPETh HAaLO...

INomoBckuu M. B.: [la, BbI )Xe 06 3TMX KOHTEKCTaX paccKa3blBaeTe, HO 3TO TOrAa
6p1510. TOrZIa ST He MOT'Y MMOHSTD, KaK Bbl CTPOUTE BOT 3TOT IO/CO3HATEbHBIN CTEPIXKEHD,
€CJIM CeroZiHsI 3TO IIJIOXO0, a 50 JIeT UJIM BeK Ha3aZ, 3TO 6bIJI0 XOPOLLO.

[Jis1 MeHs, HallpuMep, YAUBUTEJIbHO, KaK 6bLJI IIOCTaBJIEH Y HAC IO MOJUTUYECKON
BoJie cobop AsiekcaHfpa HeBckoro (mi. 7). BOoT mpoexasicsl rocyziapb IO XXKeJIe3HOM J0-
pore, BUAUT — HeT cobopa, uTo 3a gesna? Hazo moctaBuTh. [IpuuémM OH 6BIJI MOCTaBIEH
B BU3AaHTUMCKOM CTUJIE, BOT 3TO MTaHCJIABsIHCKOe ITOHMMaHMe, TaKkoM xpaM Ha TpaHcube,
B Havasie HMKOJIaeBCKOI'0 MPOCIIEKTa.

CmupHOB C. A.: A iouemy Ziy1s1 Bac 3TO yAMBUTEIBHO? JTO e IPEKPACHO, HOPMaJIbHO.

lw o x"«.nr r«n !ambhi

e — T

Un. 7. Cobop cB. AnekcaHppa HeBckoro, HOBOHMKOJIaeBCK, 1899 T.
V3 OTKPBITHIX UCTOUHUKOB

IMonmoBckum Y. B.: YIUBUTEILHO APyroe, 4YTO 3a HUM 6bljIa pa3Me)XeBaHa IJIoa/b.
3To 60JIb1IIOE TTPOCTPAHCTBO. YacTh MPOCTPAHCTBA Ha3biBaslach CTapoba3apHoy ILjIoLIa-
Ibio. Y, ka3asoch 661, Cob0opHas IIOIaAb epes, XpaMoM JI0/DKHA OBITH?

CmupHOB C. A.: Hy, o uzee na, CobopHas.
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IMomoBckum U. B.: [JaBaiiTe 6yaeM c 3Toii CO6G0PHOM IJIOUIAZIbIO XXUTh. Aasiblile
MIPOMUCXOAUT HeBeposiTHoe. I'opofckas ZlymMa NMpocuT rybepHaTopa CO60pHYIO IJIOIIaZb
pa3MelxeBaTh.

CmupHoB C. A.: Kak?

IMomoBckum U. B.: OTgaTh oz 3acTpoiiky. Kak aTo ceropHs agenaercsi? Kak BOT ceit-
yac IIYM xoTaT ybpaTh? Pa3Me)keBaTb He IPOCTO TaK, KOHEUHO. OHU pa3Me)XeBBbIBAIOT
IJIOLIAAb IO/, HAPOAHBIN JOM U MOJ, peaibHOe yuMauile. A peaJibHOe YUMUJIUIILE TOXKE He
MpPOCTO TakK. B ToMcke 6bLJI YHUBEPCUTET, LIEHTP I'yMaHUTapHOro obpasoBanus. A B Ho-
BOHMKOJIaeBCKe HY>XHBI ObLIIM y)Ke Apyrue Mo3ru. KanmTaanucraM HY>KHBI 661711 06pa3o-
BaHHbIE paboure U MHXXeHephl. [I03TOMYy MparMaTU4YHO CTPOSIT peasibHOe yumiauiie. Co-
OTBETCTBEHHO, BOT 3TO IPOCTPAHCTBO IepecTaeT 6bITh CO60OpHBIM. Cloa npuxoauT Crnap-
TaKOBCKUM MOCT. B 6yayuieM — CHOpeBKOMOBCKMM MOCT. TO €CTh TPAHCHOPTHBIN y3eJI CO-
37laeTcs, BCe IOPOT'M CTEKAIOTCSI K cO60py.

CmupHOB C. A.: K cobopy.

IMomoBckum U. B.: IIpaBuabHO? Kazaock 661, BOT Iepes; cO60poM OCTaBbTE MECTO,
He TporauTe. AHZpel KpSIUKOB JiejlaeT NEePBbIM BapMaHT PeasIbHOTO YUMIIMIIA C JOMOBOM
LIepKOBBIO Ha yIJy, oOpallleHHBbIM K CO60py. APXUTEKTOP CTapaeTcsi COOOPHYIO IJIONIAZlb
COXPaHUTDh, TO €CTh UyBCTBYET, UTO KaK-TO HE XOPOIIO I10JIy4aeTCs.

CmupHOB C. A.: Ho ceityac 3TO peasibHOE YUMJINIIE HE COXPaHUIIOCh.

INonmoBckuu U. B.: PeasibHOe yuMjuile celyac CylLIeCTBYeT, HO 3TO JiBa IepPBBIX
3TaXka HaZICTPOEHHOr 0 37,aHusa. Ho ;oMOBas LIepKOBb B peaJIM30BAaHHOM BapMaHTe Haxo-
IUTCSI COBCEM B ZIPYyrOM MecCTe, OTBEPHYTOM OT cobopa. A cO CTOPOHBI cobopa pacroJa-
ramT obcepBaTopuio! Pssgom ¢ cobopom AstekcaHzpa HeBckoro. MeHsI BOT 3TO U YAUBUJIO.
W 51 mbITaloCh ceryac BOT 3TO JEJI0 U3YUUTDb U UCCIeS0BaTh.

Mo>xeT, Bl IOMHUTE, MOXXET, He IOMHUTE, 3a Xy/A0XKeCTBEHHBbIM My3eeM ObLI ra-
paxk OO6KOMOBCKMI. T'apa’k TaKoOM, OLHOSTAXKHBIM, TaM MallMHbl «YalKuU» CTOSJIN.
51 B LIIKOJIE, KOT/ja YUMJICS, BCErZia JIIOOMJI TaM UMX CMOTpeThb. Tak BOT, 3TOT rapaXX CTOSIJI
Ha ¢yHaameHTe HapozmHoro goMa. Belia miowazab nepen, Hapogueim omoM. To ecTs I'o-
poZckas Jlyma co3zaBajia Iiouanb nepes HapogHbiM ZIoMOM. A co60p y)Xe 10 PeBOJIIO-
LMY CBOETr0 IMPOCTPAaHCTBA HE IMOJIyYWJI.

CmupHOB C. A.: Ho TaM e ellle ¢ Ipyroi CTOpoHbl Pabpuyuka.

ITomoBckum M. B.: ®abpuuka, fa, Ha ®abpuuky yxoamiaa yauna KomMmyHUCTHUe-
ckasi. Tam mapk 6b1. U ynuita KomMmyHucTHuueckasi GakTUUECKM TOrja, Kak yauiia Jle-
HMUHa CcerojHs, 6plyla 3acTpoeHa AOOPOTHBIMM KyIlledeCKMMM JOoMaMM, AejoBasi Takas
ysnuna. OHa BBIXOAMJIA B MapK, Ha NMpuUcTaHb. To ecTh, cO60p Bce 60JIbllIEe «yXOAMII» U3
aKTVMBHOI'O IIPOCTPAaHCTBA ropoja.

CvmupHOB C. A.: U oT 6epera.

ITomoBckum M. B.: OT 6epera Toxe. S Buzes, 4To y cobopa psiiloM MOSIBUJIUCH Ka-
KMe-TO JOMMIIKM TaM, IMOXKapHOe OOIeCTBO MOSIBUJIOCh. M 1JIsi MeHsI 3TO ObLJIO OYEeHb
YAUBUTEJNIbHO, YTO HEe BO3HMKJIO YyBCTBa COXPAaHEHMUS B KyJIbTYPHOM KOJ€e, YTO He cHe-
Jlasiy COGOPHYIO IJIOLLAAb C TAKUM IPSIMO BEJIMKOJIEITHBIM XPaMOM.

A BOT yacoBHsI HukoJs1asi, oHa mosiBuJiach, ChOpMUPOBAB IJIOLILAAb JIeHMHa U 6yay-
LIYIO IPMapOYHYIO IJIOIaZb. A BOT C 3TUM COO0pPOM KaK-TO He IIPOoM301LI0. Bblia BpoJe
MoJINTUYECcKas BOJIS Liapsi, AeHbI' BCeEM MMPOM cobupany. Ho 4TO-TO MOIIJIO He TaK.

CmupHOB C. A.: BOT B 3TOM CBSI3M, BCce-Taku C HOBOCMOMPCKOM, €CTh Y MeHsI TaKas
XyJIUTaHCKasi upesi, KoJb CKOPO €ro MCTOpMsi, XOThb ¥ KOPOTKasi, HO OYEHb HaChILl€eHHasd,
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CBsI3aHa C T€M, YTO B HEI'0 MHOT'0O NIMXaJIM, IUXaJIU, INXaJIU, & OH He yCIlleBaJl OCMbBICIUTD
BCe 3TO MHOroo6pasue GopM >XU3HU.

IomoBckuit M. B.: [la.

CmupHOB C. A.: BosiHa 3a BOJIHOM 1uIa. MHAyCTpUaamu3alus, BOiMHa, CHOBA BOCCTa-
HOBJIEHME, TaM ellle AKaZleMI'OpOJ0K B HEro 3acyHyJi¥, MHOXEeCTBO 3aBOZ0B, OIepHbIN
TeaTp. A OH HMKaK He yCIleBaJl OCMBICIUTD, KTO OH €CTbh, TO €CThb I'OpO/j,, KTO OH KaK Iropof,
KTO OH TaKOM, OH He yCIIeBaJI OCMBICJISITh, M B 9TOM CMBICJIE, KaKOM XK€ y HEero KyJbTyp-
HBIM KOJI eCThb, €CJIM B Hero Bcero noHamnuxaHo? O3HayaeT JIM, YTO 3TO U €CThb €ro KyJib-
TYPHBIN KOZA? HO 4TO 3TO 3a KO/, IZie BCe MOHAIMXaHO, 3TO Jla)ke He BUHErpeT?

IMomoBckuit M. B.: 5l 06 3ToM paccka3blBaio Ha JIEKIMSIX, CBI3aHHBIX C TeKcTamMu Ho-
BocubMpcKa. PaKTUUECKM eCTh Takoy MoMeHT. Ceprey IleTpoBuu Kanuiia nmokasbiBaj I'pa-
UK yIJIOTHEHMSI COOBITUM B IJI06a/IbHOM ITpoliecce. TO eCTb, Mbl MMeeM, CKa)KeM, MCTOPUIO
CpelHUX BEKOB, 310Xy Bo3poxxaeHus u gaxke XIX BeK, KOTOPBIN, BpoZie, CTPEMUTEIbHbIN
6511, a XX BEK IIPOCTO yXKe KOJI0CCaJIbHOE YCKOpeHMe fajl, a XXI flaxke yrke CJIOB HeT. U B pe-
3yJIbTaTe CMeHbl COOBITMI — 3TO BOMHBI, COIMaJIbHbIE PEBOJIIOLMM, BCe-Bce-Bce. HoBoCH-
61pCK, korza cebst Ha3Basl HOBOCUMOMPCK, TO OH OTKPBIJICS [AJISI SKCIIepUMEHTa.

CmupHOB C. A.: To eCTb OH BCerjia HOBBI.

IMonoBckum WM. B.: [la. Ka)xZipllt pa3 sKCIIepuMeHT. BoT ab6at Cyrepuii czesnasi ToJ-
YOK [JIsl CO3JaHUsI TOTUKMU. HO 3TO Takoil nepmoy, AOCTATOYHO 6bLI AJMHHBIN. [pyroe
ZleJ10, KoTrZia M3MeHeHMe IpaZloCTPOUTEIBHOM MM apXUTEKTYPHOM ITapaJgurMbl MEeHSIeTCS
Kaxxzoe fecsaTuieTtue. I[IpyyeM KaXXAbI pa3 oTpuLas NpeablAylLLyio. S COBepILIEHHO COo-
rjlaceH, OCMBICJISITh [0 KOHIla He IoJy4dasoch. Hy TO eCcThb [0 peBOJIIOLUM BOT-BOT-BOT
4YTO-TO CAeJaiv, U pa3 - Nepeulariyjay, ¥ Mbl y)Ke YCTPEMUJIUCh K aBaHTapay.

y° l‘ T
(A A

il

Un. 8. 3pmanue AgmuHucTpanumu HoBocubupckoi obiaactu (Kpannucmoakom), 1937.
U3 OTKPBITHIX UCTOUYHUKOB

B Havasie 1930-X OT HEro HadajJiM OTKa3bIBaThbCSl. B 1933-Mm CTaJiMH Ha3BaJl KOH-
CTPYKTUBU3M JIEBALIKMM HampaBjeHueM. 1932 roz. Crpoutcss Kpanucnoakom (mi. 8),
B KOHCTPYKTUMBUCTCKOM CTHUJIE, CO BCTPOEHHBIM >XXUJIbEM [IJIS1 YMHOBHUKOB. [Ipezoara-
JIOCh, UTO, TZie Thl paboTaellb, TaM U XXUBELIb. ACKETUYHO IIPU 3TOM.
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A B 1937 roAly Mbl BUAUM [JIs1 TeX )K€ UMHOBHMKOB 100-KBapTUPHBIN OM B CTUJIE
dpaHIy3CKOT'0 HEOKJIACCULIM3Ma, C IOMEILIeHUSIMU IJIs1 IPUCIIYTU. [IJIsl MEHS 3TO IPOCTO
TO JKe caMoe, 4TO Ipoucxoausio ¢ Hoem TpouKuM, KOTOPBIM B 1934 [OKaHUYMBaeT BOT
3TOT aBaHTapAHbIM KMPOBCKMI paliMCIIOIKOM, @ TOTOM 6abax! — 3TOT HEBEPOSITHO KOJIOC-
CaJIbHBIN KJIAaCCMYECKUM CTUJIb HOBOT'O loMa COBeTOB. OHM Be/lb OTPaXXaloT COBEPIIEHHO
pa3Hble KapTUHBL. VM y Hac nosiy4yaeTcsi, 3Ha4uT, 20-e I'ofbl — 3TO 3[I0Xa aBaHrapza, Io-
TOM 3I10Xa BO3BpallleHUs K TPaZUIMsIM, KOTOPBIE y)Ke IT0CJIe BOMHBI IOXOAST 40 6apPOKKO
NIPSIMO TaKOTO Halllero COBETCKOTro, IOTOM MBI B 60-e 60opeMcsl ¢ U3JIMIIecTBaMy, IIOTOM
U3JIMLIECTBA JIIOAM CHOBA XOTAT B 80-e. VI COOTBETCTBEHHO YCJIOXKHSIETCSI apXUTEKTYypa,
OHa CTAHOBUTCS TSIXKEJION COBCeM. 3aKkaHuMBaeTcs, pa3BanuBaeTrcss CCCP, Mbl NpUXOAUM
K KallUTAJIUCTUIECKOMY POMaHTU3MY, KOTOPBIM MOJEPHUCTHI He JIIOOUT. JIYI)KKOBCKUM
CTUJIb €elll€¢ Ha3blBaeTCsA. DTU HOBbI€ PYCCKME CEeJISITCS, BCeé HOPMaJIbHO, HO TYT HauMHa-
I0TCS OIlpefesIEHHbIE KYJIbTYPHble M3MEHEeHMsA, MbI [ToJlydaeM MeTaMogepHu3M. CMOT-
puTe, 3TO BOoObIIIe 6YKBaJIbHO AeCsATUIIeTVEe U CMeHa BIJIOTh [0 IPOTUBOIIOJIOXKHOr0. He-
CKOJIBKO TaKMX LIMKJIMYECKUX BOJIH BO3POXAEHUM U OTKa30B. HeOMOZepHUCTHI CeroHs
CTOJIBKO IMIOCTPOMJIM ITOX0XKero B HoBocubmpcke, Kak ¥ B APYyrux ropogax. 3To U CO3L4aéT
OLyIeHMe CTaHAapTU3aL MM BCero InmpocrpaHcTrBa. OLHAKO HET, BHYTPM-TO BCE paBHO
4YTO-TO CUAUT. VI MBI HAUMHAeM CTPOUTH ap-ZeKo.

CMmupHoOB C. A.: Ap-zeko?

INonmoBckuu WU. B.: /Ia, 3TOT BOT C y30paMu, ¢ OKHamMu. BoT «Hobesnb» cTpouTcsi. BoT
ceyac rJIaBHBIN apXUTeKTOp MOCKBBI IOKa3ajl caMoe 60JIbllloe 3/IaHMe ap-AeKo. ApKu
NosIBMJINCH. [lepBble OTPOMHBIE apKM MOSIBUJIMCH Ha JIeBOM b6epery B couropoge. Couro-
poZ, MMeeT [Ba Cj0s. BHYTpM aBaHTrapZ, CHapy>XM CTaJIMHCKasi KpacoTa C T’MIaHTCKUMMU
apkaMmu. CerofiHsi apky BO3BpPaTMJIMCh, BOT 3Ta 3HAMEHMUTAsI 30JI0Tasl apkKa, B KOTOPOM
peksiamMma BC€ BpeMs IIPOUCXOLUT.

CmupHoB C. A.: 310 rge?

IMomoBckum M. B.: B MockBe, B «3uJ1apT». U s IpsIMO BUXKY YCKOpPEHMeE, KaK 3TO
Ha3bIBAeTCsI, MEHTAJIbHBIX MU3MEHEeHMN. DTO ellle MO XJIeCTbIBAeTCSI TeM, UTO JleBeI0Nephl
U 3aCTPOMILMKM HAUMHAIOT IOHMMATh, UTO 3TO MOXET OBbITh KOHKYPEHTHOCIIOCOOHBIM.

HOBOCUMOUPCK MPSIMO OTpa)kaeT 3Ty Tpareamuio XX BeKa, MOMCKa M 3KCIIEpMMEHTA.
I[ToTOMyY UTO OH C HyJI Ha4yaJl, TOUHee, He COBCEM C HYJISI, KOHEYHO. S, KCTaTu, OTHOLIYCh
KPUTUUYECKU K COBETCKOM MCTOpUM PO HOBOHMKOJIaeBCK, IOTOMY YTO 3TO ObLJIO OTKPO-
BEHHOE BpaHbe, NIPSIMO peasibHOE BpaHbe II0 MOBOAY AOPEBOJIIOLIMOHHOIO Ilepuoja ro-
POZLCKOI'O pa3BUTUSA.

IIpencrasisieTe cebe, B 1893 roay Havasocb. Ho B 1909 rozay >KepHakoB BeJIMKO-
JIETIHO yIIPaBJIsii ropoAoM. IToxap He y6mus ropof, a Aake MOTMBMPOBAJI HOBOE pa3BU-
THe. IIpOMBILIJIEHHOCTh I'Opojia M0 NPOU3BOAUTEIBHOCTU TpyZa oborHasza Bce ropoja,
Tomck, OMCK.

SI mpsiMo 3TuUM uja. Most 6abyiika npuexana B 1921 roay u3 Tomcka. M oHa, Ko-
HEeYHO, CKa3aJjia, YTO T'OPOAMIIKO 6bL1 He TOMCK, IpsIMO CKa3aThb.

A IOTOM OHa IocesMJach Ha yaule TpyZoBou. Y Hee oTel, 6bL1 NeyaTHMK. J)KM3Hb
Kak 6bl yZlajach, Ha4ajaach. IIOToOM ee oTOCanu B JIEHMHTpaJ, yUUThCs. VI Korga oHa Ipu-
exajsia yepe3 IATh JIET, OHA CKa3aJa...

CmupHoOB C. A.: [Ipyroi ropoz?

IMomoBckum U. B.: [la, Boob11le Apyroi ropoy. 3a nepmuop 1928-1932 roj, BOSHUKIN
KOHCTPYKTUBUCTCKME [IOMA, HAlllM apXUTEKTyPHbIE XXEeMUYYXXUHBI. ['Opof MpsiMO peasibHO
BBIPOC He TOJIbKO OUM3NUYECKM, HO M C TOUYKM 3peHMs] KYJbTYpbl. S MOHSI 6abyIlIKYy,
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ZleICTBUTEJIbHO, 3TO BledvaTssieT. M MOTOM s CTaJl CMOTpPeTh, UTO B HoBocubupcke 3TO
MIPOMCXOAMIIO NTIEPUOAMYECKN Bcerza. Yexaa — npuexasa, BUAUT — APYroy ropon,.

CmupHOB C. A.: JTO Tak y Hee U 6b110?

INomoBckui U. B.: [la, TO eCTh YeJIOBEK yeXaJl, IpMe3XKaeT U ropoJi, y3HATh HE MOXKeT.
[TocnesHee BpeMs IIPSIMO JIFOAU TOBOPSIT, UTO 5 jieT He 661 B HOBoCMOMPCKe, IIpMexast U ro-
poz, Boob11Ie He y3HaTh. EcTecTBEHHO, Korja Inpueskasn Hukura SIBeiH U3 «CTyauu 44»,
s1 ero BO3WJI 110 TOPOAY, IOTOMCTBEHHBIN apXUTEKTOP, M OH CMOTpesl Ha HoBocubupcK U ro-
BOPWJI, KaKOM XOPOIIMM IIJIAaHMPOBOYHBIN KapKac, CKOJIBKO TYT MOXXHO ITOCTPOUTb.

CmupHoB C. A.: OH HauMHajJ cpa3y (POHTAaHMUPOBATbH, KaK ITO IPOCTPAHCTBO
MO>XHO OCBOUTb.

IMomoBckum U. B.: Y Hero oTel], y4aCTBOBaJI B KOHKypce Ha BOk3asl « HOBOCHMO6UPCK-
TJIaBHBIM», OH MPSIMO MOIIPOCUJI CBO3UTh Ha BOK3aJl, XOTSI OH OBbIJI IIOCTPOEH COBCEM IIO
IpyroMy npoekTy. I[IpsiMo 4TO-TO pojgHoe 6b1y10 B HoBocubupcke. U 51 MOHSJT B 061IeHUMA
¢ Hukurton SIBeriHOM, uTO IleTepObypr CTecHEH.

CMmupHoOB C. A.: CTeCHEH.

INonmoBckuu M. B.: A TYyT BUAUT, YTO MOXXHO MHOTO CTPOUTH. MHOTO YIJIOTHUTD.
OH mpsAMO CKa3aJj, — OTJIMYHO. 5 TToka3as emMmy LieHTp. B OniepHbIN CBOAMII. A OH TOBOPUT,
ele€ MOXXHO KyZa-To nogasbiie? 5 ero Ha borgaiiky 1oses, a OH IIPOCUT, HET, AaJiblie-
Zlajibllle XO0Uy MOCMOTpeTh. Takoe BlleyaT/IeHue apXUTeKTopa. A C Ipyroyl CTOPOHbI, 661U
roJUIaH/ACKMe apXUTEeKTOpbl. OAMH U3 HUX YAUBUJICS, 3aUueM TakKyue OoJbliiyve MJIOLLaau,
3a4yeM TakMue LIMPOKME IPOCTPAHCTBA, 3TO KouiMap. Sl roeoplo, y HaC Tak KakK-TO 3aBe-
ZIeHo. /la Kak, TOBOPUT, y Bac ke CMOUpPBb, y Bac JKe XOJIOZLHO, BbI JOJIXKHBI TECHEE YKUTh-
TO. 51 TOBOPIO, Y HAC HA06OPOT CUMUTAIOT, UTO y>KE BCE 3aCTPOMIIM, OKHO B OKHO.

CMmupHOB C. A.: Y>Xe U TaK CUUTAIOT.

IMomoBckuy Y. B.: OH T'OBOPUT, TakK, a UTO IIJIOXOTO — OKHO B OKHO, COCe/iy, IIOTOBO-
PUTBb MOXXHO. I IOHAJI, YTO 3TO...

CmupHoB C. A.: DTO U eCThb cJie[, KyJIbTYPHOI'O KOZa, Y HEro B r'OJIOBE.

ITomoBckuu WM. B.: OH 3asIBJSIET, U 51 HEe MOT'y €My OTBETUTb. JIpyroy Koz,. BoT nmoka-
3bIBaJI TOPOJI, aMePUKAHCKOMY apXxuUTeKTopy. OHa ckasasa, 4To HoBocubupck - ropoz, 3a-
HaBeILIEeHHbIX OKOH.

CmupHOB C. A.: A, kcTaTH, B l'ostaHAUM 06T OTKPBIThIE OKHA.

INonmoBckumu M. B.: 5 He 3HAlO, MpaBZia UM HET, HO 3TO I MHOT'O pa3 CJIbILIAJ, YTO
TaM €CTb IIPUHIMUII, YTO €CJIM OKHO 3aHaBellleHO, TO IIaCTOp 30BeT Ha UcCIoBeAb. VM 3TO
BOIIJIO B KyJIBTypPYy IIPOTECTAHTCKYIO, M, COOTBETCTBEHHO, B AMepuKe Toxxe. KoHedHO,
MbI HE MOXXE€M TaKyl Bellb IOHSITh, B KMHO «MaeHTuduKauuss BopHa» TJIaBHBIN
repoyl CMOTPUT B OKHO U BUIUT, Kak areHT LIPY oTkpbIBaeT celid B cBoeM KabuHeTe. Be3
3aHaBeCOK OKHa!

A pyroi nnpumep. SI BO3UJI aHTJIMUYaHMHA, U3BUHSIJICSI, TOBOPUJI €My, CMOTPUTE, BOT
CTOMT BBICOTHOE 3/laHMe, a PSAAOM MaJIeHbKOe JlepeBsIHHOE 3/1jaHMe, CTapoe, BeTXoe. A OH
TOBOPUT, OTJMYHO! ¥ HAcC TOXe Takue ecTb. M s MOTOM CTajl y3HaBaTh, Ja, AENCTBU-
TeJIbHO, TaKue Bely B JIOHJ0HE eCTh.

U TeM He MeHee, 51 CKaXKy, UTO ropoxaHe HoBocubupcka KpallHe KpUTUUYHBI K TO-
poay. S nmpuesxxar B HOBOKy3HeIlK, MHEe HUKTO HOBOKy3HEeIK He pyraet. Mexxaype4eHCK
xBaJiAT. IIpo TOMCK s la)ke TOBOPUTH He 6yAy.

CMmupHOB C. A.: JI106T, JI06ST.
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IMonmoBckum M. B.: [la, mpo KpacHosipcK... Toxe n06aT. [la, M Yy MeHS Jake 6bLIn
MOMEHTBI, S IBbITaJICSI TPO KpacHOSPCK He TO, YTOOBI IJIOXO CKa3aTh, a COOOUIUTDH CBOE
BIleYaTJIeHMe, Cpa3y MOCUYUTaJIN, YTO 1 IpocTO HOBOCHMOMPCK MPOABUTAIO.

CMmupHOB C. A.: 3HAQUUT JIM 3TO, YTO XXUTEJIM HAIIM IOUYeMy-TO 6epyT o6pas3iibl
B pyroM MeCTe, HakKJIaJbIBalOT ¥ IOBOPST, YTO HET, He TO, IUIOX0. OHM MCXOIOAT
He U3 CBOET0 I'opofia, IAe XXUBYT U JIIOOST, @ UCXOAST IIOUYEMY-TO U3 BHEIIHET0, KOTOPbIN
6epyT npu 3TOM 3a obpa3zel. A 3aueM 3TO AenaTh? Hy, 11061 MecTo, Iie )XMBENIb.

IMomoBckum M. B.: 5 nymasn 06 asToM. HOBOCM6UPCK — 3TO ropoj, mepecesieH1ieB, 3TO
O HO3HA4YHO. DTO IIEPBOE.

CmupHOB C. A.: Tak y MeHSl POAUTEN TOXe ITpuexaayn u3 VIBaHOBCKOM 06J1acTH.

ITonmoBckumu WM. B.: HeT, y MeHsI MaMa poAMJIach 3/1eCh. M 1 KakK 6bI BOT HECKOJIBKO
npyrou. Ho aTo MoXeT 6BITh IMYHOE, IOTOMY UTO B COBETCKOe BpeMsi, Korjga pyraiau Ho-
BOCUOMPCK, CaMM HOBOCUOUPIIBI ¥ COOTBETCTBEHHO ITpUe3XKue, TO S IJIaKaJl, IIPSIMO YXO-
AW U TJ1aKasl. 1 Kak K CBOMM POAMUTEJISAM OTHOCUJICS K T'OPOAY.

Bsayecias ['J1a3blueB rOBOPUJI O YETBEPTOM IIOKOJIEHUM I'OPOXKaH, S MIOHSJI, YTO IIep-
BO€ ITOKOJIEHME XXUBET I10 IIparMaTUMYHOMY IIPUHIIUITY, UCIIBIThIBAs AEIIPECCUBHOE COCTO-
sSTHM e, HOCTAJIbI'MIO 110 IIPEeXXHEMY MECTY IIPOXMBaHMA.

CmupHOB C. A.: [la, 4TO-HUOYAb TaKoe, OT KyJIbTYpPHI, Aa.

IMonmoBckum Y. B.: Xouy xuTb B Pume. Ho npuxoauTcs XUTb B HoBocubMpCKe, mo-
TOMY YTO TaK BBIT'OLHO. /I BOT B 3TOM CJIydae IepecejieHell MCIIbIThIBaeT HEKYIO XXePTBY
U, COOTBETCTBEHHO, CTPeCC. Ye3XXaeT U3 CBOero HaCMXXEHHOI'0, XOpOoLIero Mecra, KOTopoe
CMJIBHO JIIOO6UT. A TyT 60sb1I0M HOBOCUOUPCK, I'/ie Bce 6eraioT, e35IT, U HET BOT eMy Me-
cTa. VM MHe IIOKa3aJIoCh, YTO BOT 3TO U €CTh IPUUYMHA KPUTUKU HOBOCUOUPIIEB, TOTOMY
4YTO OHM TI'OBOPAT, YTO KOJIb VXK S Ilepeexasl, KOJIU YK 5 II0OXKEPTBOBaJI, BLIHbTE /ia I10JIO-
YKUTE MHEe XOPOIINM TOPOJ,

CMmupHoB C. A.: Sl IOXepPTBOBaJI, Tellepb 3aIlJlaTUTE MHe 3a XXepTBy. Co3pante
MHe BCe yCJIOBUSA.

INomoBckum WM. B.: 3DTO, 3HaeTe, KaK NPUUTMU B NapMKMaxepcKyl0 WU TeplIeTb
CTPMXXKY, KOTOpasi BaM He HPaBUTCH, IOTOMY YTO 5 )K€ BaM [JEeHbI'M IIJIady. A TO TOBOPAT,
KakKasi MOZiHasl CTPUIXKKa, JiejalTe TO, YTO HY>KHO. SI cumuTaro, 4yTo HoBocubupck 3a cuer
60JIBIIIOTO KOJIMYECTBA IlepecesieHIeB Bcerjga I3TO MCHbIThIBAeT. S laxke Kak Obl,
Hy He 3Hal0, MOTy owmubaTbCsi, HO MHE 3TO CO0O0bIanu, 4TO AKaZleMropoJoK - 3TO
TOXXE Beb I1epeceseHIbl.

CMmupHoOB C. A.: Toxxe nmepecejieHIIbI.

IMonmoBckum U. B.: U BOT roBOpsAT, UTO 6OJIbIlIasi 4acCThb IlepecesieHIleB BCe-TaKu
yexayia. A BeCb AKaZIleMI'OpPOJ,OK TeIlepb — 3TO Te, KTO yuuyicsa B HI'Y, 3aKOHYMJI, M OHU yiKe
3TO MECTO BBICTPOUJIU IO/, Cebsi. VI 3TO [JIsl HUX POJLHOE MECTO.

CvmupHoOB C. A.: [a.

IMonmoBckum Y. B.: U faxke eciM TYT YTO-TO HE TaK, HO 3TO MX POJJHOE MECTO, I10-
3TOMY M Kaxkziasl moeszka B HOBOCMO6MPCK, 3TO M3HAYAJIBHO...

CMmupHOB C. A.: DTO UCNIBITaHME, OHU HE JIIOOSIT TOPOJ,.

IMonmoBckuu U. B.: Hy UTO-TO Takoe, HY, HET, CKa)XeM, 3/1eCb B AKa/IeMIropoJiKe Uero-
TO, HaZlo TyJia Cbe34UTh, MM paboTa TaM, MU ellle YTO-TO.

CMmupHOB C. A.: X0Ts BCce-Tak AKaZIeMIropo/ioK, C TOUKM 3peHMsI MHOT006pa3us ro-
ponckux GyHKUMHM, 6eJHOBATYIO cpey MMeeT. UTo TaM ecTh? TaM e Hu4Uero HeT IMOYTH.
HUUN u xxuibe...
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IMomoBckum WM. B.: Kak-To MBI pa3roBapMBaJiM Ha 3Ty TeMy, Jlazma OpueHKO cka-
3ajia, 4YTO eCcThb B HOBOCMOMPCKE KaKMe-TO LIKOJIBbI JIJIsl ZleTel, KJIacCHble U Bce IIpoyee,
M II0O3TOMY BBIHYXXZIE€HBI €XaThb B I'OPOJ,.

CMmupHOB C. A.: BoIHYX/IeHBbI, Ja.

IMonmoBckum WM. B.: BbIHY)XJZIEHbI, IOTOMY YTO XOpOIasl IIKOJIa, XyZOXXeCTBeHHas
WUJIM ellle KaKasi, BBIHY>X/eHbI Ty/a exaTb. VI, CoOoTBeTCTBeHHO, HOBOCMOMPCK OT TOTO, YTO
€CTb 3Ta BBIHY>X/JJEHHOCTb, IPEBpAlllaeTCsl B ropof, IepeHeceHUs ISATOM TOYKU
OT KpBbLJIblla CBOETO AOMa [0 KpbLIblia MecTa, KyZa efeM. VM mojydyaeM Bce Npo6JsieMbl
TPAHCIIOPTHbIE, Pa3BsI3KM, IP06IeMbl TAapKOBOK, ITpo6geMbl ¢ yOopkoil cHera. U s mpu-
11IeJ1 K BBIBOJLY, HY, Ha ONbITE, Be/lb I He aBTOMOOMJIUCT, MPSIMO CKa)XeM, HO MOsI CyIIpyTa
aBTOMOOMIMUCT. VI KOrga Mbl pa3roBapuBaeM, y Hac pa3Hble MeHTaJIbHBbIE...

CvmupHOB C. A.: Bbl pa3Hble, [ia, Bbl pa3Hble. BbI IElIeXO,.

IMomoBckum M. B.: S nmeuiexop, fa. I mpuiiés K BbIBOAY, YTO KOT/ia TOBOPSIT 06 ayib-
TEPHAaTUBHOCTU MEPELBUXKEHUS, BEJIOCUIIEbI U IIPOY.

CmupHoOB C. A.: /la rae y Hac nepeBUraTbCsa BeJIOCUIIESUCTY?

IIomoBckuy U. B.: /la mejio-TO He B 3TOM, 3TO BCe€ OJHO M TO >ke. ABTOMOOMJIMCT
elleT, U OH He BUZUT Iopo/fi. Besocuneaucrt Toxe, a Tem 6oJsiee, eCiy €CTb BOKPYT Ilellie-
xozbl. To )xe caMoe, OHUM He BUJST ropoja. Y Hac HeT KyJbTyphl GiaHEPCTBA.

CmupHOB C. A.: IT0O TOUuHO, QpJIaHEPCTBA HET.

ITonmoBckuit M. B.: Y Hac BooOIIe HET.

CmupHOB C. A.: ®j1aHEPY Y HAC TOXEe TPYAHO TyJasaTh mo HoBocubupcky. Cpena Ts-
)xesasi, bapbepHasi. 3To He LeHTp [Tapuixa.

IMomoBckum WM. B.: S Ha Bcex COBelaHMSIX C ypbaHMUCTaMM, C MIPOM, C UMHOBHU-
KaMM, BCEM T'OBOPIO, UTO I MOTYy 6€CKOHEUHO IO yJulie JIeHMHa XOAUTh, KOTOPYIO HUKTO
He XOuYeT feJiaTh NemnexonHo. Ho g yctas. Mbl Ha4MHaeM U TOBOPUM, HY, KyZia moefem?
Hy, o TuxomMy LeHTpPy. TO eCTh y Hac MyTelleCcTBME 10 TOPOAY KpailHe MaJieHbKoe.

CmupHoB C. A.: MajieHbKO€e, MaJIeHbKOE ITPOCTPAHCTBO.

INonmoBckuu Y. B.: KpaliHe MajJleHbKO€, TO €CTh BOT 3TOT CLieHapuil TOPOCKOM, KO-
TOPBIM OTpa’kaeT, KCTaTH, BOT 3Ty BCIO T'OPOZACKYIO KyJIBTYpPY, KOTOpasi y HacC OYTU HU-
Kakasi. VI TOBOpIO, UTO HaM ellle HaZlo IOZAyMaTh, I'le M KaK MapKoBaTbCsl, TIOTOM MOUTH,
IIOTOM NPUMNTU U YBUZETDH, UTO IBAKYaTOp €€ yBe3.

CmupHoB C. A.: TlogaBismwllee O60JIBIIMHCTBO, IIOJyYaeTCsl, >XUTeJel Topoza,
He BUJS rOpoJi, CYyASIT O HEM M3 OKHA MalllMHbI, KOTOpasl B Ipo6Ke, He 3HAl0, TaM ellje OT-
KyZa-TO, OHM K€ €ro He YyBCTBYIOT.

IMomoBckuyi WM. B.: A BOAUTENb, OH HE MOXET BOOOIIle CyAUTh MHAUYE, EMy BaXXHO,
ecTb NpobKa MM HEeT, KaK MOXXHO ITpoexaThb, 6pIcTpee npoexaTh. Bce. MHe Jlazia OpueHko
CKasaJja, HY, [a, £ elle 6yAly XOAUTh Ha 3TUX KabyyKax I10 3TOMY >XXYTKOMY TpPOTyapy.
51 TOBOPIO IIPO apXUTEKTYPY, @ MHE — IIOCMOTPH, KaKue TPpoTyaphl. S cTasl TOBOPUTH, CLe-
JIaliTe TPOTyaphl AJisl elIeX0J0B.

CmupHOB C. A.: [IJis1 HOT cZieJlaiiTe HOPMaJIbHO.

IMonmoBckum Y. B.: I B MOCKBe IpoOIIe] YTO-TO TPU MJIM YETBIPE JHS U JIUIIb OOUH
pa3 3alHyJICA.

CvmupHoB C. A.: Kcraty, ga, 3T0 OTpagHO.

IMonmoBckuu U. B.: OTpasHO, XOPOIIO MIPOCTO 3aMevaTeJIbHO.

CmupHOB C. A.: [IpyueM 3TO He B OTZeJIbHOM IISITa4YKe B LIeHTpe, a BO Bcell MOCKBe.
OrpomMHass TeppUTOPUS, MOXXHO XOAUTH, ¥ HOPMaJIBHO.
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IMonmoBckum Y. B.: ToT >Xxe aBTOMOOGMJIb M BCe Ipoyee, HO KaK TOBOPUTCS, a IUJIIOC
ele MeTpo, BOT 3TO.

CmupHoB C. A.: [IpuueMm B j060e BpeMsl roja, KCTaTU. DTO U JIETOM, U OCEHBIO,
U 3UMOM MOXHO XOIUTb.

IMomoBckum M. B.: Y6pasiu BOT 3TU KMOCKHU, yOpasIu peKIamy.

CMmupHOB C. A.: Y6pasu 6apbepsl BCSIKME BCEBO3MOXHBIE, 3a00phI U Tak Jiajee.

INonmoBckuy M. B.: U Bce 3aMeuaTesibHO. Sl TOBOPIO, laBaliTe HAYHEM BOT 3Ty IPO-
rpamMMy IIPSIMO BOT C 3TMX TPOTYyapoOB, YTO6BI MbI OLIYTUJIN FOPOJ, MOTUBMPOBaAIU Ppia-
HEepCTBO, YTOOBI JIIOAM HAaUMHAJIN XOAUTD.

CmupHOB C. A.: U 3TO, KCTaTHU, HEe TaKue y>X 60JIblINe JeHbI'!.

INonoBckui M. B.: Hy, Ha caMoM Jiejie, BOT 3Ta OTBJI€YEHHOCTh HAa TPAHCIIOPT, Ha aB-
TOMOOMJIMCTOB, BEJIOCUIIEAUCTOB. II0BepbTe, I K HUM XOPOIIO, YBAXXMUTEJIbHO OTHOILIYCh.

CMmupHoOB C. A.: /la 3TO TOJIBKO pa3roBOpbl, BCE paBHO HUYET'O HE [ eJIaeTCs.

INonmoBckuu U. B.: S cTyseHTaM 3aJial0 BOIIPOC, KTO Ba)kHee — Ielliexo/;, aBTOMObOu-
JIUCT VJIV BEJIOCUIIEAUCT? Bce 0OTBeYaroT - IlellleX0/[;, HO B peaJbHOCTU CTYAEHTKa BbIXO-
JUT, CAAUTCA B JOPOryI0 MallIMHY U ye3XKaeT.

CvmupHOB C. A.: [la, 3TO IIpMUBbIYKA.

INonmoBckuu . B.: OHa >Xe He MOXEeT 3TOT aBTOMOb6MJIb 6pocuTh. OHA UAEHTUDPUI -
pOBaHa C 3TUM aBTOMObOMIIEM.

CvmupHOB C. A.: Tak, Hy M B 3aBepILIEHUN, 3HAUUT, BCE-TAKU O CBA3HOCTU KYJIbTYP-
HOT'0 KOJla U CYO'beKTHOCTM Tropozia. MOXXHO M MpefCcTaBUTh I'OPOJ, BCE-TakM KaK KOJI-
JIEKTUBHBIN CyO'BEKT, KOTOPBIN KaK-TO IIBITAETCSI OCO3HATh Ceb6sl, TOHSATh CBOM UCTOK, I1O-
HSITb CBOM KYJbTYPHBIN KOJ. VIJIM 3TO XMMepa, ero He 6bIBaeT, eCTb pa3Hble IPYNIbI I'0-
po>kaH, BOT KaK OHM IIOHMMAaIOT, TaK OHM U IIOHMMaAIOT.

IMomoBckuy M. B.: S He 6yy TOBOPUTH MPo Hebosbiine ropoga. CkaxxeM, mpo Mc-
KUTUM, KOTOPbBIM TaM 15 TbICSY, MaK Npo Koab10BO, KOTOPBIe caMy cebs1 0CO3HAIIN.

CvmupHoB C. A.: Hy, TaM Bcero JIMUIb 20 ThICAY.

IMonmoBckuu U. B.: §I Mpo KPpyIHbIM rOPOJL, XOUy CKa3aThk. Sl cuuTalo, YTo, KOrja Hauu-
HAIOT JiejlaThb YHMBEpPCaJbHOE IIOHMMAaHMe IJis1 BCeX TOpPOXKaH, TO 3TO cepbe3HeuIlas
olMbKa. ITO OUeHb 6oJbllIasi OlIMbKa. Y MeHs fJaXke 6blIa KOTZa-To MUesl CO3ZLaTh KapTy
MEHTaJIbHbIX pallOHOB, He aJJMMHMCTPATUBHBLIX. BOT, Hampumep, s XKUBY B VMHIOLIKe.
KTo-TO >XMBeT Ha 3aTyJMHKe. Mbl YBUAMM, UTO €CThb ONpe/ieJIeHHble PallOHbI C OIpefe-
JIEHHBIMM CBOMMM MEHTAJIBHBIMM KapTMHaMM, AaxKe C KyJbTypoM, TaM MHOT/ZA pa3HbIe
CJIOBA MOT'YT IIPOU3HOCUTbD.

Hamnpumep, st HoBocubupcka ato myabTudopa. Korza s1 nmocenmsicsi B VHIOLIKe,
MHe >Xe€Ha T'OBOPUT, Thl Ha APYTryl0 CTOPOHY ILnomuxu He Xoau. DTO Apyrou ropoz. Bot
denomen KameHku, 3aTyamHku, HaxasoBku. Ceifuac He COBCEM TakK, HO Torga ObLIO.
ITIpuBeny npumep. MHe B 1980-e rozia Mo OLHOTPYIIIIHUK, APYT, paccKa3ajl, KaK pa3jim-
4aThb 3aTyJIMHCKUX. [lepuaTKy 3aKkaTaHHBIE...

CMmupHoOB C. A.: baTOIIK MOM. Y BCEX 3aTYyJIMHIIEB TaK, 3aKaTaHHbIE IepYaTKN?

IMonmoBckum U. B.: Besible, TOBOPUT, TYJIYIbI, C IOAHSATBIMU BOPOTHMKaMU. [lanka,
OIyIlleHHBbIe YU, BOT 3/JeCh Ha 3aBsI3KaX OTPEe30K OT IIapMKOBOM PyuyKU. BOTMHKH, y KO-
TOPBIX 00513aTE€JIBHO CJIOMaHa MOJIHUS, U KJIEI.

BOT OH I'OBOPUT, 3TO TOYHO 3aTyJIUMHCKMUIA. DTO MEHSI IIPOCTO MOTPSICJIO HA BCIO )KMU3Hb.
BoT 3TM BCe KapTMHbI, MEHTaJIbHbIE, COCTABJISIOT LIeJIYIO KYJIbTYPHYIO IIpOrpaMMy.

CMmupHOB C. A.: DTO Xe CTPYKTYphl IOBCELHEBHOCTH, OHU OCEAAIOT B IIPMBBIYKAX,
IMOBa/IKax.
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IMomoBckum M. B.: BIUIOTH [0 TOT'O, UTO TEPPUTOPHUSI HAUMHAET Cebsl OTAENSITh
OT ropoja, Kak AKaZleMIopoZioK, €ero BepXHss 30Ha, OHa OT[EJISAeTCs, — Mbl HE HOBOCHU-
61pLbl. BIJIOTh 7,0 3TOr0. Y MO3TOMY CKa3aTh, UYTO €CTh KaKasi-TO efjMHasi KapTUHA, 5 Ka-
TEropmuyecku MpoTUB. HekoTOpble CUMTAIOT, 4YTO Y HoBocubupcka Takasi 0CO6€HHOCTH
€CTb... [To-moemy, IO. II. BOpOHOB® rOBOpPMJI, YTO TaM B HallleM ropoje AEeBATb F'OPOLOB.
Ho s cuuralo, 4TO ecau B3ITh MOCKBY, Thl CAAUIIbBCA B METPO...

CMmupHOB C. A.: CKOJIBKO Xe Torga B MockBe-TO roposoB?

IMomoBckum U. B.: U sroau >Ke TOBOPSAT, ThI OTKyAa? A s OTTyZa, a 1 OTTyZa. 51 mo-
cenusics B VIHIONIKe, MEHs IIepBble IOJIroZia CIpallMBayM IPSIMO Ha JIEHMHIPaJCKO,
TBI KTO? Sl TOBOPIO: SI MHIOLUMHCKUMN.

[ToueMy OHM MHe Bepuau? Sl He 3Ha10. A eciu Obl 51 cKa3aJl, fia 1 U3 3aTyJIMHKU IIPU-
exaJl, TO BCE, y>Ke HauMHaeTCsa HalpspDKeHMe. VM BOT 3TO IOHMMaHue, 4YTO e/leT YeJIOBEK,
BUIAUT TaM, CKa>XeM, YaCTHBIM CEKTOP Ha KaKOM-TO TeppUTOPUM, U OH HauMHAET CBOU
KapTUHBI onMchIBaTh. Hy, TaM, 3Ha4MUT, [ibIl'aHe, TaM HapKOTa, TaM IIPECTYIIHOCTb, aJIKO-
TOJIMKM U BCe Ipoyee. A Ha CaMOM Jiejie 3TO MOXXeT 0Ka3aThbCsl abCOJIOTHO TUXMM, CIIO-
KOMHBIN palilOH, HAMHOT'O CIIOKOMHEee, CKa)XXeM, YeM XXMJIMACCUB Ha YeTI0CKMHILEB.

51 BOT y ZIeBYLIKM CIIpallIMBaJl, TZe Bbl cebs1 oulyuiaeTe B 6e3omacHocTu? OHa c Ye-
JIIOCKMHCKOTO YXXMJIMacCuBa, TOBOPUT, UTO OLIyllaeT 3TO 3/1eCh, B LIeHTpe, Ha PyTroi CTO-
pOHE OT apXUTEKTYPHOI'0 YHMBEPCUTETA, TaM, T'Zle aliTeka, 3gaHne O6anoTpe6cor3a, BOT
3/eChb OlLyIaeT.

CMmupHOB C. A.: Tam el 6e30m1acHO?

IIonmoBckuuM U. B.: A g fake CIIpocu, a B 22.00, BeuepoM? /la, TOBOPUT, BOT 37,eCh
ouryuiarw cebst B 6e3omacHOCTU. S roBopio, Bel ke B CBOM paliOH IoefieTe, OH >Xe Bamr?
Hert, roBopuT, TaMm y>xe u TesepoH oT6Mpasn, 1 1o roioBe 6UiIn.

CmupHoB C. A.: Hy BOT. A 3[ech, B CaMOM ILieHTpe, JIlIoZled MHOro. Bpopge kak
6e301acHo.

ITonmoBckum Y. B.: MHe oueHb IIOHPAaBUJIOCh MOHMMAaHMe A. V. BBICOKOBCKOTO, YTO
COOTBETCTBYET I'OPOJACKON KYyJbType. BeXJIMBOCTb - OAUH U3 37IeMeHTOB. ITouemy? Ilo-
TOMY YTO B /lepeBHe BCeX 3Haelllb. A TyT, 1 He 3Hal0, ¥ BBIHYXX/IeH BeCTu cebs1 Kak-To I0-
IpyroMy, BeXJIMBO. Jla)ke eCu s O4eHb I'PyOBbIN 4eI0BeK, BCe PaBHO s JOJDKEH KaK-To
cebst BeCTM He TakK. VM BOT 3Ta BEXXJIMBOCTb, OHA 3aCTaBJISIET OINpe/ieIéHHbIE TOBeleHYe-
CKMe HOpMBI cobII07aTh, KOTOpbIe, KaK cuuTaeT A. A. BBICOKOBCKMM, — OAUH U3 IIpU3HaA-
KOB T'OPO/ICKOM KYJIbTYPHI.

CmupHoOB C. A.: Hy, uTo, ctacu6o 6ossb1iioe, iropb BUKTOPOBUY.

5 BopoHOB Opuit [leTpoBUY, HOBOCUOUPCKMI SKOHOMMUCT, BeAYILIMUI HayuYHbIN cOTPYAHUK MONOIIII CO PAH.
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House of Culture tutional mechanism for shaping urban culture and disseminating ideol-
Abovyan ogy. The study compares the organizational models of the Palace of Cul-
Soviet industrial cities ture and the PREP. Based on analyses of institutional structures and col-
Soviet Armenian culture lective memory, the study examines the dual function of the Palace
repatriation of Culture as both a center of cultural consolidation and a means of pro-

moting Soviet values. Their different but complementary roles within
the Soviet ideological framework are also revealed. The results show
that the Palace of Culture served as a comprehensive integration mech-
anism that promoted the cultural adaptation of various groups in the ur-
ban population, including migrants from rural areas to cities, across
all demographic segments - from children to the elderly. Personal sto-
ries reveal multi-layered memories of the Palace's activities, reflecting
various stages of life and emotional ties to this institution. The study
conceptualizes the Palace as a cultural-structural mediator that regu-
lates the interface between rural and urban semiotic systems.
In the study, the Palace is conceptualized as a cultural and structural
mediator regulating the interaction between rural and urban semiotic
systems. In the context of Abovyan, the definition of the population's
origin and the stratification of cultural values serve as an analytical pre-
requisite for studying the dynamics and development of urban culture.
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Introduction

After the Soviet regime was established, Soviet cultural policy developed infrastruc-
ture and mechanisms to shape and spread “Soviet culture”. One of these mechanisms was
the Houses of Culture and Palaces of Culture, which played a vital role in shaping
the Soviet Union's socio-cultural image (Roth-Ey, 2007; Chatterjee, 2002; Kotkin, 1995).
The House of Culture served as a “Soviet space” where the primary image of Soviet cul-
ture was formed. The main principles and ways of thinking that would create the basic
habitus of the Soviet person were promoted.

In this context, it is interesting to explore the role of houses of culture and palaces
in shaping the cultural image of Soviet industrial cities, specifically (Chatterjee, 2002).
From this perspective, we have examined the development of Abovyan as an industrial
city and the crucial role of the Palace of Culture in this process (Siegelbaum & Moch,
2016). This paper examines the formation and activities of the Soviet Palace of Culture
as a center for the creation and dissemination of Soviet urban culture, using the example
of the Abovyan City Palace of Culture.

The Study examines the differences and similarities between the House of Culture
and the Palace of Culture, both created by Soviet ideology. To differentiate between
the two, we apply V. Paperny’s “Culture 2” theory. According to Paperny, Culture 1 signi-
fies revolutionary equality, meaning culture spreads horizontally and everyone is re-
garded as the same (Paperny, 2002). Following the Bolshevik slogan, Soviet cultural iden-
tities were to be shaped consistently. As an architect and architectural historian, Paperny
describes the development of Culture 1 from an architectural perspective, focusing on
features of 1920s and Stalin-era architecture. His work was reissued in Moscow in 2016
with a few modifications, aside from an added introductory section by the author.
In this part, Paperny illustrates the ongoing link between Culture 1 and Culture 2, making
his work a valuable tool for studying the evolution of Soviet culture through these con-
cepts. He discusses how “Culture 1” reappeared during Khrushchev’s era and how “Cul-
ture 2” reemerged under Gorbachev and afterward. Ultimately, Paperny transforms his
analysis of 1920s cultural material into a theoretical framework that explains modern
cultural and political developments.

Using the example of the newly established Soviet industrial town of Abovyan
(1963), located in the present-day Kotayk region of Armenia, this article explores the role
and functions of the Palace of Culture and how this institution became a central site for
constructing the “Soviet world.”

The memories associated with the Palace of Culture are multi-layered, reflecting
different life stages and emotions. Surveys of respondents showed that the Abovyan Pal-
ace of Culture has become a venue for social events, social integration, and adaptation
to urban life. This helped to form new cultural values and also served as a center for their
dissemination and popularization. It included all segments and target groups within
the urban population, from children to pensioners (Muradyan, 2018). The city’s Palace
of Culture also brought together residents of nearby villages. It helped ease the transition
from rural areas to the city, adapt to urban life, and embrace new cultural customs.
At the same time, rural cultural values were also adjusted to fit the urban environment.
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The research employs a complex application of qualitative methods. We explore
the formation and development of the city of Abovyan, its population, and settlement
policies at different stages, using archival documents and interviews with employees
of the Abovyan municipality.

The study of Abovyan's case is critical because, during the post-Soviet period,
the city took an interesting path in its privatization processes, especially under the influ-
ence of the formation of a local “oligarchic” class. Unlike the collapse of post-Soviet
industrial cities seen in other areas, Abovyan did not experience such a decline. Most of
the factories remained operational even after privatization.

Although the “oligarchization” of the city began in the 2000s, external influences
were already evident in the 1990s, unlike in other industrial towns in Armenia, such as
Hrazdan and Charentsavan. In this context, Abovyan stands out as a unique case with its
distinct post-Soviet development path.

The palace of culture as a tool of soviet cultural policy

Houses of Culture and Palaces of Culture are considered key symbols of the former So-
viet Union. Their early prototypes included village reading huts, rural clubs, and Red Corners
(renamed Lenin Corners after Lenin's death). These institutions, collectively called cultural-
educational establishments, were expanded on a large scale following the decree establishing
the Main Political Enlightenment Committee under the Council of People's Commissars
in November 1920 (Ghazaniyan, 1964, p. 72). It is noteworthy that in Soviet sources,
the terms “House of Culture” and “Palace of Culture” were used interchangeably, but with
minor differences. However, the observations revealed key differences, including in the spa-
tial context (rural and urban). It should be noted that cultural centers were located in vil-
lages, and cultural palaces were built in industrial cities.

Regarding ownership and status, Houses of Culture were usually linked to factories,
whereas Palaces of Culture belonged to city councils (GorSoviets). Palaces of Culture held
a higher status and sometimes oversaw Houses of Culture.

Regarding the chronological distinction, Houses of Culture appeared early in the Soviet
period, while Palaces of Culture emerged later during the mature Soviet era.

Regarding scale and diversity, Palaces of Culture were larger and offered a broader
range of activities and functions than Houses of Culture.

Houses of Culture began spreading across Soviet Armenia in the 1930s, with numbers
increasing significantly after World War II. They were established in both cities and remote
villages. The first decision to build a House of Culture in Soviet Armenia was made by
the Bureau of the Central Committee of the Communist Party of Armenia on March 12, 1932.
It was also ordered that Houses of Culture be set up in all district centers to coordinate rural
cultural and educational activities undergoing reconstruction (Folyan, 1933, p. 3).

In the 1930s, the term palace was potentially ideologically unacceptable, as it evoked
memories of the Tsarist past. By the 1970s, however, it had come to symbolize grandeur,
dominance, and cultural prestige (kultura dva) (Paperny, 2016, p. 5-10). The exact date
the term palace entered the Soviet vocabulary is unclear. Still, its appearance in names such
as Palace of Congresses (/Bopel; cbe3oB) and Palace of Marriages ([JBopel; 6pakocoueTaHMs)
shows it had become common by the late Soviet period (Fitzpatrick, 1992; Clark, 1981).

The growth of Palaces of Culture was typical of the late Soviet era, especially during
the 1970s and 1980s, when large-scale urbanization in the 1950s and 1960s left new cities
and expanding existing ones facing challenges in organizing cultural life. Houses of Culture,
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initially established in all Soviet villages and small towns, could no longer fully meet
the cultural needs of growing urban populations. Consequently, larger, multifunctional
institutions, the Palaces of Culture, started to emerge.

Unlike Cultural Centers, which were common in rural areas and small towns, Cultural
Palaces were primarily built in new industrial cities and large urban centers, where popula-
tions were significantly larger. These institutions not only served as important centers
for meeting cultural and spiritual needs, but also performed administrative functions.
Compared to Houses of Culture, Palaces of Culture:

- Managed and coordinated other cultural institutions in the area

- Developed guidelines for cultural policies

- Centralized urban cultural life

- Became key to shaping urban culture.

Thus, palaces of culture played a vital role in the cultural and administrative plan
of the Soviet urban environment. Marking the transition from decentralized public cultural
houses to large state-controlled cultural centers.

While the House of Culture grew from earlier institutions like reading huts, clubs, and
Red Corners, representing the Soviet effort in the 1920s to modernize and create an edu-
cated, politically receptive society, the Palace of Culture became its successor. It took on
administrative and supervisory roles, expanding its influence to meet urban needs.

Until the 1950s, Soviet Armenian scholars such as Folyan, Ghazaniyan, and others did
not use the terms Palace of Culture or KynsTypHsbin fBOpen,. These terms appeared later in
Soviet and post-Soviet publications (Khudaverdyan, Yetimyan, Mirzakhanyan, and others).

At the 22nd Congress of the Communist Party in 1959, the plan for ‘building com-
munism’ was approved. It called for launching major initiatives that involved broad public
participation. As these programs expanded, the number of cultural houses grew, and new
cultural palaces began to appear across the country.

Urbanization and the development of new industrial cities laid the foundation for these
large cultural institutions. The role of Palaces of Culture in shaping and spreading new Soviet
urban values was especially significant. A key part of Soviet policy was the development
of industrial cities, often located in strategic, resource-rich areas.

In the 1960s, such cities began to appear throughout Armenia, including Charentsavan,
Metsamor, Hrazdan, and Abovyan. These cities were designed as typical Soviet urban cen-
ters, in both structure and ideology. Abovyan is one such example, reflecting broader pat-
terns of Soviet urban planning.

Why is the case of Abovyan city essential?

The case of the city of Abovyan is interesting for analysis, because unlike other
industrial cities that collapsed after the collapse of the Soviet Union, the city of Abovyan,
as a result of the “wild privatization” process in the 1990s due to the formation
of “oligarchic capitalism”, retained its industrial image and became private property.
Most of the factories continued to operate. The Palace of Culture in Abovyan was also
privatized, but began serving more as a sports center than a cultural one. This is also one
of the aspects of privatization, when the structure loses its original functionality and con-
tent and acquires new content.
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The formation of Abovyan’s cultural identity: the role of the palace of culture

Abovyan was granted city status in 1963. The city's population consisted mainly
of Armenians who immigrated from Syria, Iran, and Turkey in the 1960s and 1970s.
The city's population was diverse, including rural immigrants, returnees, and various eth-
nic groups such as Russians, Ukrainians, Assyrians, Yezidis, and Molokans. According to
our research, many of these groups left the city after the dissolution of the Soviet Union.

Following its designation as a city and the opening of factories, Abovyan experienced
rapid population growth. One of the interviewees mentions the following:
“When the 18™ factory opened in 1967, Anton Aleksandrovich, the factory director, went
to the Kirovabad Radio Engineering Plant and brought as many Armenians as he could.
They were given housing and jobs.” (Interviewee, 2021).

This period was marked by a significant transformation of Abovyan's social and cul-
tural landscape. The Palace of Culture played a central role in integrating the city's
diverse urban population (fieldwork, interview with a municipal employee, Abovyan city,
March 1, 2022).

With the simultaneous launch of four major factories in Abovyan, hundreds of jobs
were created, attracting young families from nearby areas and even from Yerevan.
Many interviewees describe Abovyan as a “satellite city” that aspired to become the third-
largest city in Soviet Armenia.

In the 1960s, Abovyan had a population of around 2,200. In 1970, this number
had reached 14,700, and in 1989, it had reached 58,671. However, after Armenia's inde-
pendence, the population declined sharply due to factory closures, mass job losses,
and the ensuing economic and political crisis. According to Armenia's National Statistical
Service, Abovyan's population in 2015 was recorded at 44,400 (The Permanent
Population, 2015).

Alongside Abovyan's industrial development in the 1960s, efforts to shape the city's
cultural environment and identity also began. This process was supported by the activi-
ties of two cultural clubs established in the 1930s - Culture Club 1 (District) and Culture
Club 2 (City) - both of which operated on the ground floors of residential buildings.

The main activities of these clubs were overseen by the Department of Culture under
the Abovyan City Council. At the same time, the Department of Agitation and Propaganda
carried out thematic supervision, including a Culture Commission. During this period,
a folk instrument ensemble was established, along with a theater group led by Sergey
Arakelyan (Fieldwork, Interview with a Former Employee of the Culture Palace,
1.03.2022).

The Palace of Culture became the city's central cultural institution, overseeing and
coordinating other cultural organizations, including the existing clubs (which were placed
under its jurisdiction), the library, and the music school, while also providing methodolog-
ical support to ensure their “proper functioning” (as emphasized in interviews).

The Palace of Culture has played an essential role in uniting Abovyan's diverse pop-
ulation, serving as a gathering place for all city residents (Fig. 1).

The master plan was drawn up in 1937 by architect Tiran Marutyan, who also de-
signed the cultural clubs and palaces in Charentsavan, Hrazdan, and Sevan. The central
square is home to the club building, with a high amphitheater nestled in the greenery
behind it. Later, Elar was transformed into an industrial city, renamed Abovyan (Fig. 2).

According to one of the former employees, the palace not only united people but also
helped integrate the newly formed population of the city. The building also served as
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a center for cultural exchange and interaction. The respondent also spoke about the culi-
nary traditions of the Syrian Armenians, which were demonstrated during the thematic
events: “We learned from them - coffee, tabbouleh, kuku, lahmajun. We used to drink
coffee, but not so widely. They made it a part of everyday life. They served coffee with
carrots and cucumbers, which was something completely unfamiliar to us” (Fieldwork,
interview with a former employee of the Palace of Culture, 1.03.2022). For repatriates,
the Culture Palace organized evening thematic discussions and Armenian-language
courses, in line with official directives to help them integrate into local culture. Many
repatriates were skilled artisans—tailors, shoemakers, jewelers, and more—who estab-
lished various creative clubs at the Palace of Culture, such as macrame, crochet, and em-
broidery workshops.

Fig. 1. The Palace of Culture, Abovyan
Photo from the archives of the A. Tamanyan Museum

Fig. 2. Club in Ellar, architect: T. Marutyan
Photo provided by H. Marutyan
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In addition to Armenians, small ethnic minority groups also settled in Abovyan,
including Assyrians, Yazidis, and Molokans. At the same time, larger numbers of Russians
and Ukrainians were stationed in the city to manage industrial factories. Most of these
non-Armenian groups left the country after the collapse of the Soviet Union.

The Palace of Culture served as a unifying space for the city's multinational, multi-
cultural population, introducing them to Soviet ideology while closely monitoring their
cultural participation and ideological upbringing. According to old employees, he played
a regulatory role in the cultural life of the city:

“The Culture Palace oversaw all cultural activities in the city. For instance,
when the first restaurants in Abovyan - ‘Ardziv’ and ‘Kotayk’ - opened, we had to approve
their programs. We reviewed them carefully - there could be no ‘rabiz’ music, no exces-
sive vocal ornamentation. Everything had to be folk or ethnographic music.
Back then, censorship existed, and frankly, it was the right thing.” (Fieldwork, interview
with an employee of the Palace of Culture in the town of Abovyan, 2.03.2022).

The respondents' memories of the Palace of Culture primarily relate to the period
from the 1980s to Armenia's independence. However, in the 1990s, the Palace of Culture
began to decline due to the closure of various sections and clubs, and separation from
the central institution in an attempt to establish independent activities. By the mid-1990s,
the Palace of Culture had wholly ceased to function (fig. 3).

Fig. 3. The Palace of Culture of Abovyan City
renamed the ‘Gagik Tsarukyan Sports and Culture Complex’ SNCO.

It is interesting that in 1982, next to the House of Culture, the “Museum of Friend-
ship of the Armenian and Russian Peoples” was founded, and that square was renamed
the Museum of Friendship (Fig. 4).
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Fig. 4. The building of the museum of Russian-Armenian friendship in Abovyan

In front of the museum, a Memorial Complex was erected dedicated to the 150" an-
niversary of Armenia's accession to Russia, sculptor: Sargis Baghdasaryan, architect:
S. Barkhudaryan (Fig. 5).

Fig. 5. The monumental complex devoted to the “150™ anniversary of Armenian-Russian friendship”

The central area of the city of Abovyan is wholly transformed into a Soviet landscape
that continues to dominate the post-Soviet period and, it seems, undergoes no particular
changes in ideological terms.

It was reopened in 2005, but under a new identity as the “Gagik Tsarukyan Abovyan
Sports and Culture Complex”, a state non-commercial organization (SNCO). The center's
primary focus shifted to sports development, with an emphasis on organizing sporting
events rather than cultural activities (The Permanent Population, 2015).

Haykuhi Muradyan The Soviet “Palace of culture” as a center of urban culture




Urbis et Orbis. 2025. 5 (2)

Typical Soviet cultural structures, especially houses of culture and palaces, became
centers for the rooting and dissemination of Soviet ideology and the formation of Soviet
culture. Especially in industrial cities, these structures became the agents of Soviet cul-
tural policy. The examination of the Palace of Culture in the town of Abovyan allows us
to see, understand, and analyze not only Soviet processes, but also post-Soviet develop-
ments and changes.

The House of Culture of Abovyan and the broader Soviet cultural landscape are an in-
teresting case for understanding and analyzing the paths of post-Soviet cultural collapse.
The collapse of industrial cities in the 1990s did not bypass Abovyan either. It turned
from a rapidly developing industrial city into an industrial wasteland. However, from
the 2000s, Abovyan began to take on a new image. It started to be associated with the for-
mation of a local oligarchic system. More or less functioning factories and cultural insti-
tutions were privatized and continued to operate, adapting to the new situation.

The collapse of industrial cities in the 1990s did not bypass Abovyan either, it turned
from a rapidly developing industrial city into an industrial wasteland, but since
the 2000s, the formation of a new image of Abovyan began, it began to be associated with
the formation of a local oligarchic system, more or less operating factories and cultural
structures were privatized and continued to operate, already adapting to the new legal
system. The Palace of Culture, in turn, was renamed the G. Tsarukyan Sports and Culture
Center, indicating that structures formed under the previous ideology are subject to in-
dividual changes outside the state cultural policy framework. Today, the Palace of Culture
operates more as a sports complex, relegating the cultural component to the background.

Conclusion
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IIpocTpaHCcTBO HMPPOBOroO ropoaa:
06pa3 nmaHeJbHOIO 0Ma B KOHTEKCTE rOPOACKOMN UAEHTUUYHOCTU
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KJIFOUEBBIE CJIOBA AHHOTAIIMSA

ropoz, B craTpe aHaJIM3UpYyeTCsl pempe3eHTalus obpa3a MIaHEJIbHOI'0 JoMa
rOpOJZCKasi UAEHTUIHOCTD B KaueCTBe BeZyILIero BM3yaJIbHOI'0O KOHCTPYKTa T'OPOACKOM UIEHTUY-
ropojicKasi KyJIbTypa HoCcTH, opMupyrouiencs B nudppoBoy cpezie. ['oponckast MAeHTUIHOCTD
obpaz goma B ITaHHOM MCCJIEZIOBAHUM MIPE/ICTABIISIETCS KaK 06'beKTUBHAS U KOJIJIEK-
obpas ropoza TMBHO BOCIPMHMMAaeMasi XapaKTEPUCTUKA rOposia, CIOCOGHAsT aKKyMYy-
MMaHeJIbHBIN LOM JIMPOBATh FOPOJICKME CMBIC/IBI B KOHTEKCTE MHAVBUAYATbHOCTU MECTa,
uudposast KyabTypa a taxxe nudpdepeHIUPOBATH €r0 OT UHBIX TEPPUTOPUIL. B KOHTEKCTe
uudpoBLIE MeaMa 1M $pPOBOro NPoCcTpaHCTBa NPoLecC UAeHTUPUKALIMM U YeJIoBeKa, U I'o-

pofia SIBJIsIeTCsl pe3yJIbTaTOM MHTEerpalyum COUMOKYJIbTYPHOI'O YCTPOM-
CTBa XXM3HU U B3aUMOJEMCTBUSI MeXXJy ropodXaHaMy BHYTPU Menuii-
HBIX IUIOIIAZI0K. OCHOBY 3TOTO IIPOLiecca COCTaBJISIET IMOTPEGHOCTD I'o-
pOXXKaH B COXpaHEHUM KyJbTYypHOI creluduky ropoga B HOBOM IIpoO-
cTpaHcTBe. Kpome TOro, B cTaTbe paccMaTpuBaeTcs MOHsATHe «Ludpo-
BOM KYJBTYPbI», OIpefesiiollee CyIleCTBOBaHME TOPOJACKON (GOpPMBI
KyJIBTYPbl B MEAMUIHOM IUJIOCKOCTM M IIO3BOJISKOIIee 3adMKCUPOBATH
0COGEHHOCTM MecTa B HOBOM cpefie. Ha mpumepe o6pasa maHeIbHOTO
JloMa MCCIeAyITCsl BeAyliuMe HappaTUMBBI OCBOEHMSI U IIPUCBOEHMUS
MecCT, Ipucyume nudpoBOMy MPOCTPAHCTBY roposid. ABTOP OCMBICIISIET
BU3YyaJIbHBIN 06pa3 MecTa B LiMPPOBOM IIPOCTPAHCTBE, OIIpe/iesIsieT ero
uudpoBble CMMBOINYECKME IPAHUIIBI B BU/le OLMPPOBAHHBIX BU3Yaslb-
HBIX MATTEPHOB ¥ HAPPaTMBOB ropofia. B KayecTBe K/IIOUEBbIX dJIEMEH-
TOB 3TOI'0 IIpoliecca BbIAess1I0Tcsl apPeKTUBHBIe MapKepbl UAEeHTUYHO-
CTH, KOTOPBIM CBOMCTBEHHO YCTaHaBJIMBATb CBSI3b MEXXJYy IOpPOXKaHU-
HOM ¥ MECTOM, UTO SIBJISIETCSI BAXXHBIM B IIPOCTPaHCTBe IMPPOBLIX Me-
Zvia. ABTOp BbIJleJIsieT OCHOBHbBbIE UYBCTBEHHbIE KOMIIOHEHTHI UAeHTUU-
HOCTHU: 6a3yMCHBbIe UyBCTBa 3AlUIEeHHOCTH, HOCTAJIbI'UM U YCTOMYMBO-
CTH, IIOMOTaloll[ye TOPOXXKaHMHY 3adUKCUPOBATHCS B Pa3pO3HEHHOM
noJie UMQPpPOBBIX CMBICJIOB.
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ABSTRACT

In this article author analyzes the representation of the panel house
as a central visual construct in the urban identity emerging within
the digital environment. Urban identity, in this context, is understood
as an objective and collectively perceived characteristic of a city, capa-
ble of capturing the unique meanings of a place while distinguishing
it from other areas. In the digital realm, the process of identification -
both for people and cities - results from the integration of socio-cultural
structures and interactions between citizens across media platforms.
This process is driven by citizens' desire to preserve the cultural speci-
ficity of their city in the new digital space. Furthermore, the article ex-
plores the concept of “digital culture,” which shapes the existence of
urban forms in the media and allows for the representation of a place's
characteristics in this new environment. Using the image of the panel
house as a case study, the article examines key narratives of place de-
velopment and appropriation within the digital space of the city. The au-
thor conceptualizes the visual image of place in the digital environment,
defining its symbolic boundaries through digitized visual patterns and
urban narratives. Affective markers of identity are identified as crucial
elements in this process, as they establish connections between citizens
and their environment - connections that are particularly significant
in the digital media space. The author also highlights key sensory com-
ponents of identity - such as security, nostalgia, and resilience that help
individuals anchor themselves in the fragmented landscape of digital
meanings.
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BBepgeHue

LIndpoBu3anys Kak siBjeHue cGopMUPOBaJIO U IIpogomkaeT GopMMUPOBaTh HOBYIO pe-
QJIBHOCTb 4Y€JIOBEUYEeCKOro CyIIeCTBOBAHMSI — IPOCTPAHCTBO, IAe KyJabTypa IOJBepraeTcs
ouMGPOBBIBAaHUIO C MMOCIIEAYIONIeN TpaHCchopMalleil UMEIIMXCSI CMBICJIOB U Il€eHHOCTEH,
Hapsay ¢ opMMpoBaHMEM HOBBIX. B CBSI3M C 3TUMM BEKTOP Pa3BUTUS KYJIbTypPbl aKTMBHO
pa3BopauMBaeTCsl B CTOPOHY IIOCTOSIHHOT'O ¥ IIOBCEMECTHOT'O MCII0JIb30BAHUS TEXHUUECKUX
CpeACTB U MOOGMJIBHBIX YCTPOMCTB, KOTOPBIE CTAJIM HEOT'bEMJIEMOM YaCThIO XXU3HU COBpe-
MEeHHOT0 4yesioBeka. Ky/i1bTypa, moMeleHHas B [UPpPoBOe IPOCTPAHCTBO, CTAHOBUTCS PyH-
ZlaMEeHTOM JIJIsl HOBBIX YCTAaHOBOK OOIIeCTBEHHOT'0 CO3HAaHMSI, ONIpe/ie/IsieMOT0 KOJIJIEKTUB-
HOM WJIM Ja)Ke MacCOBOM pOpMOIM KOMMYHUKAIIUN.

C pacnpocTpaHeHMeM LMPPOBBIX CPEACTB KOMMYHUKALIUU «ITPOUCXOST U3MEHEHUS,
KOTOpBIe 3aTparnBaloT IOBCEeAHEBHYIO XXU3Hb JIIOJEH, YCTOSIBIINECS] KyJIbTypHBIEe Mepap-
XUU, CIIOCOOBI, KOTOPBIMMU JIIO[IM B3aMMOJIEMCTBYIOT APYT C APYrOM M MUPOM BOKPYT HUX»
(CokosoBa, 2012, c. 6). CiemzoBaTesIbHO, LMPPOBOM popMaT KOMMYHUKAIIUU SIBJISETCS Ha
CETOOHSIIIHUM MOMEHT BeAymiuM pakTopoM GOpMMPOBaHMSI HOBOT'O COLMOKYJIBTYPHOI'O
IIPOCTPAHCTBA, UTO 06YCIOBIEHO IIPOMU3BOCTBOM, Ilepefiadyeil U paclpoCTpaHeHMEeM KyJib-
TYPHBIX IJeHHOCTeN U OLMPPOBBIBAHMEM KYJIbTYPHBIX apTepakTOB B TpaHCPOPMUPOBAH-
HOM BUPTYaJIbHOU cpeje.

OTMeTUM, UTO MOHSITUE «OLMPPOBBIBAHME» CBSI3aHO KaK HEIMOCPEACTBEHHO C Iepe-
HOCOM MH$OpMallMy, IOJYyYEeHHOM aHaJIOTOBBIM WMJIM OJM3KMM K HeMy crocobom, Tak
U C MHCTPyMEHTaMM, C IOMOIIbI0 KOTOpPbIX dopmupyeTcss uudposasi mHpopmauus. [Ipu
3TOM OLM(]POBKE IOABEPralTCs NPaKTUUECKM BCe CylecTByIolue GpopMbl KyJIbTYpHI,
B YAaCTHOCTU ropojckas. LiludppoBasi KyJIbTypa CTpeMUTCSI BOOGpATh AOCTYIIHbIE €l TOPOJi-
CKMe IaTTepHbl, KOTOpPble MOTYT CyILIeCTBOBATb B 3TOJ HOBOM [Jisl 4yesioBeKa cpefe. s
3TOTr'0 HEO6XOAMMBI MHCTPYMEHTBDI, ITIO3BOJISIONIME He TOJIBKO oLudpoBaTh, HO U 3aPUKCU-
poOBaTh B 3TOM IPOCTPAHCTBE BCe MHOTroobpa3ue ropofiCKOM KyJIbTYPhI Ha ABYX JOCTYIIHBIX
YPOBHSIX: 1) PM3NUYECKOM - BHEIIHUM CJIONM; 2) MEHTaJIbHOM — BHYTpPeHHMI cjoil. K mep-
BOMY 6yZeT OTHOCUTCSI BCE, UTO CBSI3aHHO C HOCUTesIeM MHQopMaluu, — HOBble MeZua,
B KOTOpbIe BXO/JSIT COLMaJIbHbIE CETH; BTOPOI XKe CJION OIpefiesisieTCsl BHYTPEHHUM COZep-
>KaHMeM BHEIIHeTro CJIOSI — CMBICJIOBOE I10JIe TOPOJa, LIeHHOCTHBIE CTPYKTYPbI, UAEeHTUDU-
KallMIOHHbIE MO/Ie/IX, B TOM YMCJIe TOPO/CKasi UAEHTUYHOCTb.

VMIHCTpyMeHTOM QUKCallMy CMBICJIOB BBICTYIIAeT BU3yaIbHBIM 00pa3 ropozia, a TouHee
ero pemnpeseHTalysi, KOTOpasi CBOMCTBEHHa IJjs1 LUMPPOBOM KyJAbTypbl. OCO6EHHOCTHIO
UMPPOBOM KYJIbTYpPbl, OTHOCSIIIEMCS U K UPPOBBIM MeZAua, sIBJsieTcss GparMeHTapHOCTb
CTPYKTYpPbI o6pasa, TO eCTb 1IeJIOCTHBII 06pa3 CTPOUTCS U3 «MO3aMYHBIX» KaK BU3yaJlb-
HBIX, TaK UM YYBCTBEHHBIX IIpeJicTaBjieHMM. [ToaToMy ob6pa3 ropoga B LubpoBOM cpeze
npezicTaBiasiercss AubPepeHIIMPOBAHHBIM, COCTOSIIIMM M3 PA3HOIIJIAHOBBIX BU3YaJIbHBIX
3JIEMEHTOB, COZlep KallMX COOCTBEHHBIE CMBICJIBI; HO B TO )K€ BpeMsl, 00 beJUHSASICh, COZep-
>KaHMe 3TUX CMbBICJIOB MOXKET OBITh UJIM YCUJIEHHO, UJIM TPAaHCGOPMUPOBAHO.

B IlaHHOM MCCJI€JOBaHUM MBI aKlleHTMpyeM BHUMMaHMe Ha UJeHTUIHOCTU KaK 0O6'bek-
TUBHOM XapaKTepUCTHUKe Iropofa, KOTopasi BOCIPMHMUMAETCsI KOJIJIEKTMBHO M BOCIIPOU3BO-
IVT CMBICJIBI TOPO/Zia B paKypce MHAUBUAYATIBHOCTY MeECTa, OTAEesIsI ero OT APYrux M0XO0-
»>xux MmecT (Tzortzi, 2024, p. 8). 3TO MO3BOJUT HaM IIPOAHAIM3UPOBATDH TO, Kak GOpMUPY-
eTCsl KaTeropusi MecTa B LMPpPOBOM KybType. KpoMe TOro, Mbl pacCMOTPUM 06pa3 naHesIb-
HOT'0 JiIoMa B KOHTEKCTe TOpPOJCKOM MAEHTUUYHOCTM KaK Ba)XHbIM KOMIIOHEHT, KOTOPBIN
TPAHCAUPYETCs B IMPPOBYIO Cpefly U BO6UpaeT B ce6s1 HOBbIe CMBICIIBI — KaK CXOXMe C UX
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NposiBjieHMeM B PU3NUEeCKOM IPOCTPAHCTBE I'opoja, TaK M obpeTarolijyie MHble HIOAHCHI
B IMQPOBOM peasibHOCTU. IIpeAcTaBJIEHHBIN NOAXOZ II03BOJISET BbIZEJIUTb OCHOBHBIE
KyJIbTYpHbIe HappaTUBbI U MapKephl, GopMupyoiine GyHIaMeHT U eHTUUHOCTY T'OPOXKaH
B IMPOBOM IIPOCTPAHCTBE.

KyabpTypa B 1MPpOBOM MeAMANIPOCTPAHCTBE

CoBpeMeHHbIN 3Tall CylleCTBOBaHMS YeJI0BeKa OXapaKTepMU30BaH CMelleHUueM KyJb-
TYpPBI B MEUIHYIO IIJIOCKOCTD, I'/le OHA IIpeTepIlieBaeT pa3jM4yHble U3MeHeHMsI. DTOT Ipo-
LlecC IO3BOJISIET CO3/,aTh HOBbIE NTaTTEPHBI B3aMMOZEMCTBUS KaK BHYTPU 3TOM Cpefbl, TaK
U C caMo¥ 3ToM cpezioi. TpaHchopMal My KyJIbTYPHOM CTOPOHBI UEJIOBEUECKOTO OBITUS U3-
MEHSIIOT M cucTeMy GOpPMMPOBAHMS COLMOKYJIbTYPHOI'O OIbITA. VI3MeHeHUSIM IOZBep-
>KeHBbI Bce chepbl BHYTPU KYJIBTYPbl. OTU U3MeHeHMsI 06yCI0BJIEHBI TEM, UTO B Meuacpe/e
$aKT JIMYHOTO IPUCYTCTBUSI IIPU COBEPLIEHUM KOMMYHMKALMK 60JIbliie He SIBJISIeTCS Iep-
BOCTEIIEHHOM 3ajiayeil, JaXke IpU HaxXOXJeHUM TPYNIIbl MHAMBULOB MU OTAEbHBIX ee
YJIeHOB B OJJHOM reorpapuyeckoi jokanuu. [IoMMMo 3TOro, caMa KOMMYHUKALUS CTaHO-
BUTCSI 6ojiee HArJISIAHOM - BU3yaJbHOM, YTO OTHOCUT HaC K OCOGEHHOCTSIM LMbPOBOM
cpeApbl, IOMMMO aJrOPUTMMUUYECKMX OCHOB, 3aJIOXKE€HHBIX IIPU CTAHOBJIEHUM 3TOr'O IIPO-
CTpaHCTBa. B cBsA3M ¢ 3TUM MHPOPMAIMOHHbIE MAaCCUBBI, KYyJIbTypPHBIE IJeHHOCTY U HOPMBI,
KyJbTypHBIe aTpu6yThl ¥ 06pa3bl OFHOBPEMEHHO TPAHCIUPYIOTCSI B MAaCCOBYIO ayUTOPUIO
U PACIPOCTPAHSIOTCS 110 BUPTYyaJIbHBIM CETSIM IIPEMMYIIeCTBEHHO Yepe3 BU3yaJIbHble MH-
CTPYMEHTBI Ilepefauyu MHPopMmauuu. Takum obpa3om, MOBCEMeCTHAsi BO3MOXHOCTb MC-
M0JIb30BaHUsI MPPOBBIX IJIATGOPM He TOJIBKO Jisl obeclieueHusl, XpaHeHUsI U paclpo-
CTpaHeHMSsI MHPOpMaLMK, HO U IJIs1 KOMMYHUMKATUBHBIX HYX/, cpopMupoBasa 4uppoBoi
MUP — MUP, KOTOPBIN 06'beIVHEH OJHUM SI3BIKOM U IIMPPOBBIMU KOJAMU KYJIbTYpPhI B CU-
cTeMe KOMMYHMKaTUBHO-MHGOPMALIMOHHOM CETH.

T'oBOpst 0 UMPPOBOI KYJIbType, UCCTIeA0BATEN PaCCMaTPUBAIOT €€ KaK «ITPUHIUIIN-
QJIbHO MHOW TUII pa3BUTUS O6ILEeCTBa, IPU KOTOPOM Ha CMEHY aHaJIOTOBBIM U JIMHEMHBIM
dopmaTtaM KOMMYHMKAIMM U GYHKIMOHMPOBAHUSI CUCTEM IPUXOASAT LUPPOBBIE, JIEK-
TPOHHBIE <...>, OHU He TOJIbKO OIIPeZesIsIIOT XapaKTep ¥ HallpaBJIEHHOCTb AesITeJIbHOCTU
yeJjIoOBeKa M COLIMyMa, HO U CTAHOBSITCSI OCHOBHBIMM, OIPEZEesISIONIMMU LeJIU U CMBbIC/IbI
yeJIOBEUEeCKOM XXM3HU U ZlesiTeIbHOCTU» (ActadbeBa U p., 2018, c. 519). Cief0BaTEIbHO,
UMPPOBYIO KYJIBTYPYy MOXXHO OIpeZleJIMTh KaK COBpPEMEHHBbIM BUJl MAacCOBOM KYJIBTYPHI,
dbopMupyIOlLeiics MOCPeACTBOM Ipolecca UudpoBU3aLuu U OLMPPOBBIBAHUS KYJIBTYP-
HBIX apTedaKTOB, LIEHHOCTEM, 06Pa31[0B, CTEPEOTUIIOB, MEPAPXUI, CITIOCOO0B B3aMMO/IEN-
CTBMS U NIPOAYKTOB MacCCOBOM KyJIBTYPBI U HaxoAs1ielcsl B 3peMepHOM IIPOCTPAHCTBE Me-
OVIMHBIX UHCTPYMEHTOB.

Oco6eHHOCTBIO KyJIbTYPHI B IMPPOBOU Cpefie sIBJIsSIeTCSI €€ BOCIIPOU3BOACTBO C IIOMO-
LIBI0 KaHAJIOB IMPPOBBIX MeAua, BHYTPU KOTOPBIX MOXKHO BBIIEIUTD CJleAyiolie GopMbl
TPaHCJISILVM, XapaKTepHbIe [IJIsl 3TOT0 TUIIA KyJIbTYypbl: IMPPOBbIe M306parkeHUs, LUPpO-
BbI€e BUJIE0- U ayAM03anycH, UUPPOBbIE TEKCTHI, I/ie TOCPESHMKOM B CO3ZLaHUU U TUPAKU-
poBaHMM IIMPPOBOTO KOHTEHTA SIBJISIETCSI 3JIEKTPOHHOE TEXHUYECKOe YCTPOMCTBO. Cieno-
BaTeJIbHO, Te KyJIbTypHBbIe apTedaKThl ¥ GOPMBI COLIMAJIbHOTO B3aMMOJEMNCTBUSI, KOTOPbIe
TIOPOX/AI0TCSI MAaCCOBOM KyJIbTYPOM U MOBePraoTcs UMPPOBOMY KOAMPOBAHMIO, IIPU YKO-
peHeHMM B MeAVIHOM MMpe NpuobpeTaroT HOBbIe OouyepTaHMsi. OTO MO3BOJISIET HaM pac-
CMOTpeTh UUPPOBYIO KyJIbTYpPy KaK CUCTEMY, B KOTOPOM OTeYeCTBEHHBIN MCCIIef0BaTelb
. B. TankuH (I'ankuH, 2012, €. 16) BblAesSeT CleAyI0lIe YPOBHU: 1) MaTepUaIbHbIN, I/e
KyJbTypa  IPOSIBJSIETCS  IIOCPEACTBOM  LMQPPOBBIX  YCTPOMCTB (cmapTdoHBHI,
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TEXHOJIOTMYECKMe CUCTEMBI); 2) 3HaKOBO-CYMMBOJIMYECKUM, I'Zie IIPOSIBJIEHUSI IIPOUCXOZST C
TIOMOIIIbIO 3HAKOB, SI3bIKa, pa3HbIX GOPM KOMMYHUKAIMU; 3) COLMOKYJIBTYPHBIN, rae uud-
poBasi KyJbTypa JEeMOHCTPUPYETCSI IOCPEeNCTBOM COLMAJIbHBIX MHCTUTYTOB, KOTOpBbIE
OIIpeZlesISIIOT TaKye CTOPOHBI COIlMyMa Kak 06pa3 >XKM3HU ¥ GOpPMBI B3aMMOJIEMCTBUS U B3a-
MMOOTHOILIEHUM JIIOJIeN; 4) MEHTaJIbHOM, I'Zle KyJIbTypa YKOpPeHsIeTCsI Ha YPOBHEe IICUXuJe-
CKMX YCTAQHOBOK U LIeHHOCTEMN.

B oT/IM4Me OT aHAJIOTOBOM KYJIbTYpPHI, IeTEPMUHMPOBAHHOM 3II0XaMM KyJIbTYphI Ile-
YaTM U KyJbTYpHI BelllaHus, IudpoBasi KyJIbTypa sIBIsieTcsl HauboJjiee onepaTMBHOM, ceTe-
BOJ, COBMECTHOM M OCHOBAHHOM Ha BceoOlleM y4acTuM colyuyma. II0aToOMy OHa CTaHO-
BUTCSI efUHOM 6y1aropapsi oHjalH-PopMaTy B COLMAJIbHBIX M KyJIBTYPHBIX IIpolleccax
U TPaHCJIMPYeT MHTETPUPOBAHHbBIE YACTU JIOKAJIBHBIX KYJIbTYP B IMOJUKYJIbTYPHYIO IIUP-
POBYIO cpezly. O611ecTBO 6ajlaHCUPYET MeXAy KyJIbTYpPOM PeaJibHOT'O ¥ BUPTYyaJIbHOT'O MU-
POB, SIBJISISICh IIPUBSI3aHHBIM K OIIPeJIeIEHHBIM «SIKOPSIM» B MeZIMMHOM IIJIOCKOCTHU (Colice-
TSIM, Be6-1utaTdopMaM), IO3TOMY TpaHcopMalMsl KyJIbTyphl U M3MeHeHue ee GOpM Cy-
LIEeCTBOBAHMSI IPUBOAUT K HEU3OEXXHBIM MMOCTAEACTBUSIM CMM61103a peajIbHOCTU U LUPpo-
BOT'0O MMpa, UTO SIBJISIETCSI BaYXHBIM aclleKTOM B KOHTEKCTe M3MepeHMs U arperauum nud-
POBOM KYJIBTYPHI C KYJIBTYpO} ropoja.

I'JTaBeHCTBYIOLLAsl poJjib B 3TOM IIpoliecce OTBe[eHa MMeHHO LMPPOBbBIM MeAua, Io-
3TOMY B3aMMOJelCcTBMe GU3NUECKOro ropoja ¢ LppoBOM Cpesoil IPOUCXOAUT 3a CUET I10-
BCEMECTHOI'0 IIPOHMKHOBEHMSI T'a/I)KETOB B IopoAcKylo cpeny (Makkyaup, 2018, c. 268),
cpeAyu KOTOPBIX AKTMBHO BBIPAXEHHBIMM B MCIOJIb30BAHUM SIBJISIOTCS MOOMJIbHBIE
YCTPOMCTBA - CMapT(QOHBI, BBICTyIalOIIMe B KayecTBe LUPPOBbIX IIaTGOpM C Hambosee
JIETKUM JOCTYIIOM K COLIMAJIbHBIM CETSIM, B HaCToOsilllee BpeMsl IOMMHUPYIOIIUM B ITOBCe-
IHEBHOM YXM3HMU JIIOZel. DTO M03BOJIsIeT TOBOPUTH O TOM, KaK IPOUCXOAUT TpaHcpopMa-
IMSI KyJIbTyPHO-KOMMYHUKATUBHOM CpeZibl TOPOXKaH, UTO CBSI3aHO C ITOCTOSIHHBIM JIOCTY-
IIOM K KOHTEHTY (K ero CO3ZlaHMIO ¥ pacCIpoOCTPaHeHMIO Yepe3 ColiMaJIbHble CeTU), KOTOPbIN
reHepUpyeTcss HEOTPBIBHO OT PeaJIbHOCTM M Ha IOCTOSIHHOM OCHOBe. TpaHCasALus KyJib-
TYPHBIX ITaTTEPHOB Iropo/ia CTAHOBUTCSI HEOIPAaHMYEHHOM BO BPEMEHU U B IIPOCTPAHCTBE,
YTO IO3BOJISIET CO3/1aBaTh COLMOKYJIBTYPHYIO LIMPPOBYIO CBSI3b KaK HA YPOBHE OJJHOT'O I'O-
poZia, Tak U B 6oJs1ee riobasibHOM MaciiTabe. duKcalen 3TUX MaTTEPHOB SIBJISIETCSI CaMO-
pernpe3eHTal sl U pemnpe3eHTalus. [Iy6iMKauus B COLMAJIBbHBIX CeTsIX GOTO- MU BU-
ZIleOKOHTEHTa C y4acTHeM I10/1b30BaTesisI BhICTpaMBaeT pa3MyHble KOHQUTypallMM B3au-
MOOTHOILIEHU 10JIb30BaTeJIEN APYT C APYTOM M OKPY>KAIOIIUM IMPPOBBIM MUPOM. Baxk-
HBIM IIOKa3aTeJIeM CaMOpeIlpe3eHTalluy SIBJISIeTCSI TO, UYTO YeJOBEeK IOKa3bIBaeT He cebs,
a CBOM 06pas, a moKasaTesieM pellpe3eHTalluy — TPAHCASLMS 06pa3a OKpy»Kaloliell cpefbl,
TO €CTb ropozia. 3T ZiBa Ipoliecca, IpoUCXoAsIe OJHOBPEMEHHO, YKa3bIBalOT Ha 1) I0-
MCK F'OPO>XXKaHMHOM CBOEM POJIM U COOCTBEHHOM UAEHTUYHOCTU B IJ106aJIbHOM ceTu MHTep-
HeT; 2) PuUKcauuM MHAUBUAYATBHOCTU TOPOACKOTO IMPOCTPAHCTBA U €ro 0COOEHHOCTEN
B LMPPOBOI Ccpefie yepe3 BU3YaJIbHYI0 KOMMYHMKALUM C APYTMMM YieHaMU LIMQPPOBBIX
COO0b1IIeCTB MyTeM pelpe3eHTalMM OKpyXKaloliero ¢puanyeckoro (MaTepuasbHOI'0) IpPO-
CTPaHCTBa ropofia; 3) ocBoeHMe LIMPPOBOTO IIPOCTPAHCTBA IIOCPECTBOM IIepeHoca U/ eH-
TUPUKAIMOHHBIX OCOOEHHOCTEN rOpo/ia U CMBICJIOB, CBSI3aHHBIX C HUM. OCHOBBIBAsICh Ha
3TOM, MBI MOX€T yTBEPXXJaThb, YTO BaXXHOM YaCTbhIO IIPOSIBJIEHMSI F'OPOXKaHMHA M CaMOr'o
ropozia B uu$poBOi1 KyJIbType SIBISIETCS UAEHTUIHOCTb.
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I'opoackast UAEHTUYHOCTD:
oT ¢pU3UYECKM 06YCIIOBJIEHHOI'0 MecTa K MPPOBOMY JIOKYCY

3a nocefHMe HECKOJIbKO eCSTUIeTUN HayYHBIN AUCKYPC BOKPYT IOHSITUS «TOPO/-
CKasi UAEHTUYHOCTb» MOPOAMJI MHOXXECTBO B3IJISZIOB Ha ero ompejejeHNue B COLlMOTyMa-
HUTaApHBIX Haykax. O6paasich K MCTOKOM OIIpe/iesIeHMsI CaMOI'0 IOHSITUSI, CTOUT OTMe-
TUTb, UTO «UJEHTUUYHOCTb» OTHOCUTCS K TOXJECTBEHHOCTM JIMYHOCTU CaMoi1 cebe, TO eCTb
0603HauaeT «TBEPZO YCBOEHHBIN U JIMYHOCTHO IIPMHMMaeMbIi 06pa3 cebsi BO BceM b6orart-
CTBe OTHOLIEHMM K OKpYXXalollleMy MMpYy», a TaKXe CTabuIbHOe BjaJieHUe JIMYHOCTHIO
COOCTBEHHBIM «sI» BHE 3aBUMCUMMOCTM OT M3MEHEHUM CaMOT0 «sI» M CUTyalMil, KOTOpbIe
BJIMSIIOT Ha TpaHcPopManuu «si» (DpUKCOH, 2006). D. IpUKCOH BIepBble Pa3BepPHYJI U EH-
TUPUKAIMOHHYIO0 MOJe/Ib JIMUHOCTU CO CTOPOHBI IICUXOJIOTUM Pa3BUTUS. BBoAMMBbIEe UM
TIOHSITUS UAEHTUYHOCTU 3T0, KpU3Mca UAEHTUUYHOCTHU, COLMAaJIbHON U€HTUUYHOCTU OTCHI-
JIaIOT K MHOXXECTBEHHOCTY UYeJIOBEYEeCKOT'O «sI» BO BCeMl MHOI'0ACIIEKTHOCTMU CyIeCTBOBa-
HMSI YeJIoBeKa KaK CO CTOPOHBI BHYTPEHHMUX IICMXOJIOTMYECKMX PaKTOpPOB, TaK U CO CTO-
POHBI BHEUIHUX COLIMOKYJIBTYPHBIX (paKTOPOB, UTO IIO3BOJISIET pacCMaTpPUBATh UOEHTUY-
HOCTb UeJIOBeKa B KOHTEKCTEe OKPY>Kalollero ero NpocTpaHcTBa. IloaTomMy, roBopsi 06 UaeH-
TUYHOCTU, HEBO3MOXXHO OGOMTU KYJIBTYPY U KYJIBTYPHYIO UMIEHTUUYHOCTb YeJ0BeKa, TakK
KaK «MUAEeHTUYHOCTb Hen36e>XHO 1 6e3yCIOBHO CBsI3aHa C KyJabTypou» (MaTy3koBa, 2014,
c. 62). OTcroa Bo3pacTtaeT eé LIeHHOCTHAsl M CUMBOJIMYECKasi 3HAUYMMOCTb B KOHTEKCTe
TEPPUTOPUATIBHON NIPUBSI3KU K MECTy, B KOTOPOM IIPOXXMBaeT YeJIOBeK.

MHoOrMe COLMOKYJIbTYPHbIE MCCIIENOBAHUSI OO'BSICHSIIOT TOPOJCKYI0 MJEHTUUYHOCTD
C TOYKM 3PEHUST BOCHPUSTUS MeCTa — TO, KaK «JIIOAU BIUSIOT Ha MeCTa, a MeCTa BIUSIOT
Ha TO, Kak Joau BUnaT cebsi» (Hauge, 2007, p. 2). VI3 3TOro cjefyeT, YTO MMOHATHE «Me-
CTa» CBSI3aHO C TeM, KaK JIIO[M OCMBICJISIIOT, BOCIIPOM3BOAST U IIPOXMUBAIOT OKpyXKalolee
UX TOPO/ICKOE ITPOCTPAHCTBO, & TAaKXKe, UTO BaXXHO, UKCUPYIOT cebs1 B HeM. [ToaToMy «Me-
CcTO» obpeTaeT CMBICJ Yepe3 UyBCTBO IPMHA/JIEIKHOCTH, Yepe3 B3aMMO/ieMICTBME YeI0BeKa
C MeCTOM, uepe3 Iepe)XBaHMe CBSI3U C MECTOM, Uepe3 UCTOPUIO U KyJIbTypy MecTa.

B 1TOBCeJHEBHOM YXM3HM FOPOXKAHMHA «MECTO» HE MOXET BOCIIPMHMMATBHCS KaK He-
YTO aBTOHOMHOE, OTZeJIEHHOE OT YeJIOBEUeCKOM JXM3HU, ITOCKOJIbKY MECTO OILILyIIaeTCsl B
KOMIIJIEKCE BOCIPUSITUSI UEJIOBEKOM «OKpYyXKalolllel O6CTaHOBKM, JiaHAlIadpTa, PyTUHBHI,
IPYTUX JIIOZiei, JIMUHBIX TIEpeXXUBaHU, B KOHTEKCTe Apyrux mect» (Relph, 1976, p. 29). C
3TUM CBSI3aHO U OIpefeIeHNEe AUXOTOMUN MECTa — «CBOE» U «UY>KOe», YTO YKa3bIBaeT Ha
UAeHTUPUKALMIO C KOHKPETHBIM JIOKycoM. OTCIoZla MPUCYXKAeHMe MecTa cebe 1/ uim apy-
romy. Ho CTOUT OTMETUTbD, UTO IIPU 3TOM MeCTa MOTYT «IlepeceKaThbCsl U B3aMMOIIPOHUKATD
apyr B apyra» (Relph, 1976, p. 29), u3 yero cienyeT, YTO OHM MOTYT MMEThb 60JIbIIOE KO-
JIMYECTBO MHTEepIpeTaluil, KOHHOTAllM} U YPOBHEN MAeHTUPUKaLuU. II03TOMy paccyXx-
Zlast 0 TOPOJCKOM UAEHTUUYHOCTHU, Mbl TOBOPUM 06 «“UAEHTUUYHOCTU MecTa” U “obpase me-
cra”, rpe “MecTo” HAIpPSIMyI0 CBSI3aHO C IIOHSAATMEM “JIOKaJIbHOCTB”» (Apostolou
& Tasopoulou, 2023, p. 1), TO eCTb GaKTUUECKOM MECTOIIOJIOXXEHMUY I'OpOXKAaHUHA B OKpPY-
JKalolllell ero cpefe B ONpefeIiéHHOe BpeMsl IIPU ONpeeéHHbIX CUTyalusIX, COOBITUSIX U
IeVICTBUSIX, a TaKXKe MMeIollleM oIlpeZie/IEHHbIe TPaHUIIbl, KaK peajbHble, TaK M «CUMBO-
nuyeckue» (denoTtoBa, 2017), a TakXe creuupuyeckue 4epTbl, IPUCYLIME 3TOMY IIPO-
CTPaHCTBY. B CBSI3U C 3TUM «JIOKAJIbHOCTb» IIPOSIBJISIETCS IBOMICTBEHHO: OHA MOXKET OIlpe-
ZleJISITh KaK caM rOpoZi B 06111eM CMBbIC/Ie — TepPPUTOPHAJIbHYIO reorpadpmuuecKkyro equHUILy,
COCTOSIIIYIO U3 Pa3IMYHBIX CO06IeCTB, MHPPACTPYKTYPHBIX KOMIIOHEHTOB U COLMOKYJIb-
TYPHBIX HappaTUBOB; TaK U B 60Jiee y3KOM CMBbICJIE O3HAYaThb pa3jIMUHble MeCTa BHYTpU
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ropojia - paoHbl, 06111eCTBEHHbIE TPOCTPAHCTBA, UCTOPUKO-KYJIbTYpHbIE OO'bEKTHI, MeCcTa
namaTu. Heo6xoyMoO NMOAYEPKHYTh, YTO TOPOACKAsl UIAEHTUYHOCTb BBICTYIIAET B POJIU
CBSI3yIOLEr'0 3BeHa MEXJy [ABYMS 3TMMMU IIOJIOXKEHUSIMU U 4YeJIOBEKOM, HaxOoASIIMMCS
B TOM MJIM MHOW JIOKAJIBHOCTU, ¥ MOXXET IMOHMMATbhCSI KaK «yCTOMUYMBOE IIpeJCcTaBJIEHME
yeJioBeKa O cebe Kak >XuUTeJsie ONpefe/IEHHOI0 Iropofia, HeloCpe[CTBEHHOe IepeXXuBaHue
CBOEN CBSI3U C TOPOJOM, YYBCTBO CONIPMYACTHOCTU TOpoAy U ero xurenasim» (IOpHOBa,
2019, C. 12), a TaK)Xe «COBMECTHO IepeXXMBaeMblil IO3UTUBHBIN OIBIT IPUHAIJIEXKHOCTHU
K KOHKPEeTHOMY T'OpoJly KakK KyJbTypHOMY XPOHOTOITy» (ABaHecoOB, 2025, C. 16), UTO yKa-
3bIBaeT Ha YIIOMSIHYTYIO Bblllle GMKCHPOBAHHOCTD UeJIoBeKa K MECTY, TO eCTh YETKYIO IIpU-
HaJIJIeXKHOCTb K TOMY MJIM MHOMY JIOKYCY, CBSI3b C KOTOPBIM GOPMUPYETCSI NTOCPEACTBOM
06111e}4 SMOLIMOHAJIBHOM CBSI3U TOPOXXaH C MECTOM BO BPEMEHHOM M IPOCTPAHCTBEHHOM
KOHTEKCTe. OTO OO'BSICHSIETCSI TeM, UTO YyBCTBO IIPUUYACTHOCTY BO3HUMKAET B I10JIe CMBICIIOB
061 TaeMoro MpoCTPaHCTBa, I'Zle YyBCTBA OCHOBBIBAIOTCSI Ha BOCIPUSITUU CMBICJIOB, KOTO-
pble yXXe 3aJI0’KeHbl B BU3yaJIbHOM OOCTAaHOBKe MecTa M obpase, GopMMUpPyeMOM 3TUMMU
cMbIcaaMM (ABaHeECOB, 2025, C. 19).

BrlllleyKa3aHHbIE ITOJIOXKEHUSI OTHOCSATCS K POPMMPOBAHUIO UAEHTUPUKAIMOHHON
MoJiesin BHe LIMPPOBOIM peasIbHOCTM, HO BCTaeT 3aKOHOMEPHBII BOIIPOC O MIPMHAZJIEXKHO-
CTM 4eJIoBeKa K MeCTy U GOpMMPOBaHMUM T'OPOACKON UAEHTUYHOCTU B IPOCTPAHCTBE ajIro-
PUTMOB U IUPPOBOI CETH.

LIndpoBas cpezia c reHEPUPYIOLIECS B HEM MeAMMHOM KyJIbTYypOJ IIpUBsI3aHa K aHa-
JIOTOBOM KYJIBTYp€, BeZib oLlMPpOBKa MOCIefHEN TPOUCXOAUT C 3aXBATOM OCHOBHBIX KYJIb-
TYPHBIX aTTepHOB. Clef0BaTe/IbHO, Obpaljasich K TOpo/CKON cpeAe, HabiaogaeTcs: Gpop-
MMpPOBaHME OINpeeIeHHOT'0 TOPOJCKOTO COLIMOKYJIBTYPHOT'O IIPOCTPAHCTBA B LMPPOBOM
peasbHOCTU. IIpM 3TOM TOPOZCKOE COLIVMOKYJIBTYPHOE IIPOCTPAHCTBO OTOOpa)kaeTcsi He
TOJTHOCTBIO, BOCIIPOU3BOAUTCS TOJIBKO Ta KONMpyeMasi 4YaCTb, KOTOPYIO CO3/IaeT U paclpo-
CTpaHsieT IoJb30BaTes b CeTu (ropo)kaHuH). [103ToMy ¢pparMeHTapHOCTb 3TOT'0 IIpoliecca
CO37laeT COLMOKYJIbTYPHBbIE MCKa)XKEHMUSI M MMOKa3bIBAET I'Opo/i, He KaK LIeJIOCTHBIM OO'BbEKT,
a KaK CcOo3/1laBaeMblil «MO3aMYHbIM» MCKYCCTBEHHBIM 06pa3, GopMMUpPyeMBbI IPU MOMOIINU
pelnpe3eHTalMM BU3YaJIbHBIX 006pa30B Pa3/IMUHBIX JIOKYCOB, COCTABJISIIOLIVX TOPOZCKOE
MIPOCTPAHCTBO, ¥ CMBICJIOB, IPUBSI3aHHBIX K HUM.

LIndpoBasi KyJbTypa KOMIMJIMPYET IOPOACKYI0 UAEHTUYHOCTh B LudpoBoi1l popmar,
0 KOTOPOM pacCcy>XZilaeT OTeueCTBEeHHbIM uccaenoBaTesb A. B. KoHeBa, «paccMaTpuBasi UzieH-
TUPUKALMOHHYIO MO/ie/Ib KaK JMHAMUKY OOpa3HbIX CUCTEM, BKJIIOYAIOILYIO B cebsl ypOBEHD
LIEHHOCTEM, pelpe3eHTaluii, MOBCeJHEBHBIX NPAKTUK, HapPaTUBOB M KOMMYHMKAILMMI»:
«J1JIs1 COBpEMEHHOM KYJIbTYPHOM MapaiIurMbl 3TO — BU3yasibHasi U LMPpoBasi Mozieslb, OCHO-
BaHHasl, B IepPBYIO ouepeb, HA ceTeBOM B3aumozencTBumu» (KoHeBa, 2018, c. 61). Beien-
CTBME 3TOT'0 COLIMOKYJIBTYPHBIN ITpo1ecc UMPPOBOM UAEeHTUPUKALIVY, XapaKTePHBI JIJ1s1 TO-
POZLOB, OCMBIC/ISIETCSI B 60J1ee ry106aIbHOM MaciiTabe, HO IIPU 3TOM HabJII0ZIaeTCsl CTpeMJIe-
HME COXPaHUTb OCOGEHHOCTM OLMPPOBAHHBIX JIOKYCOB B 6ECKOHEYHOM ITOTOKE CMBICJIOB
uMPpoBON KyabTypbl. OTCIOAA CIeAyeT, UTO IpoLiecC UAeHTUOUKAIIMM KaK YyesoBeKa, TaK
M CaMOI'0 Iropojia, SIBJISIETCSI Pe3y/IbTaTOM TPaHCIASILMM B LIMPOBYIO CPeLly COLIMOKYJIbTYp-
HOTO YCTPOMCTBA >XU3HM, KOMMYHMKATUBHBIX [EMCTBUM UM B3aMMOJENCTBUS T'OPOXKaH,
4TO OIpefiesIsieTCsl MONBITKOM 3aKPeNnuThCsl Yepe3 OCBOeHMe M BbICTpaMBaHMe CMMBOJINYE-
CKUX TPaHMUI] CBOero obuTaHUSI B 3TOM cpefie. B OCHOBe 3TOro JIEXXUT IMPUBEPKEHHOCTh K
ropoziy 1 opmMupyolieicsi B HeM KyJIbType, UTO XapaKTepu3yeTcsl IOTPe6HOCThIO B COXpa-
HEHMM KYJIbTYPHBIX OCOOGEHHOCTEMN, I'le «UAEHTUYHOCTD ITI03BOJISIET BBIJE/IUTDh ONpefeeéH-
HOe T'OpO/iCKOe IIPOCTPAHCTBO B 6ECKOHEUYHOM IIOTOKE BU3yaJIbHBIX ZlaHHBIX» (ILIMPOKOBa,
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2024, C. 47). 3TO B CBOIO O4Yepeib YKa3bIlBAaeT Ha TO, YTO MMEHHO UJIEHTUYHOCTD SIBJISIETCSI
KJIIOUeBbIM GaKTOPOB OCBOEHMS 1IMPPOBOTr0 MPOCTPAHCTBA Iopoa.

O6pa3 maHeJIbHOTO JOMa B KOHTEKCTEe rOpOACKON UAEHTUYHOCTU
B IMPOCTPAHCTBE UMPPOBBIX Meaya

Ky/abTypHYyI0 cieu$uKy J1I060ro ropoa MOXXHO OXapaKTepu30BaThb JIMIIb C [IOMO-
1IBI0 Habopa B3aMMOCBSI3aHHBIX 06pa30oB (Pef0TOBa, 2024, C. 1). B ocHOBe popMupoBaHUs
obpasa ropozia JeXXUT KOTHUTUBHAS IJIOCKOCTb BOCIIPUSITUS IIPOCTPAHCTBA B OCMBICIIEHUM
ero BU3yaJbHOro obmka. Hapsily ¢ 3TUM UAEHTUYHOCTb KOHCTpyupyeTcs 61arogaps «pe-
Ipe3eHTallMM BOCIpPUMHMMaeMoro (uuraeMmoro) obpasa u mpoenupyemoro obpasa» (Faye
& Lacour, 2020, p. 805). Cam 06pa3 cofiep>XUT B cebe kak abCcTpaKTHOe, TaK ¥ YYBCTBEHHOE
BOCIIPUSITHE, B KOTOPOM 33/1eMICTBOBAH IICUXOKYJIbTYPHBIN ITATTEPH: 3alleUaT/IeHHbIN B Ue-
JIOBEUECKOM CO3HaHMM obpa3 ompezesieHHON 06JacTM MJIM MecTa 4yepe3 BIedaTaeHus,
MHEeHMsI, TO3HaHMe, IIeHHOCTHYIO OlleHKY U popMuUpyoumecs: 4yBCcTBa. [loaTomy obpas ur-
paeT Ba)XXHYIO pOJIb B KOHCTPYMPOBAHUM UAEHTUUYHOCTH, HApPSZy C MapKMPOBAaHHOCTHIO
IpocTpaHCcTBa. KpoMe TOro, MeTKa IMPUHAJIEXXHOCTU K TEPPUTOPUM — IIPUCBOEHME MecCTa
Kak B QM3MYECKOM IlJIaHe, TaK M B MEHTaJbHOM, MOXHO OIpeZesIMTb KOTHUTUBHBIMU
1 apPeKTUBHBIMUY MapKepaMMy, ONIMCaHHbIE OT€UYEeCTBEHHBIM MccaemoBaTenieM I'. B. TopHO-
BOM: IlepBble «QUKCUPYIOT 3HAUYEHMSI, CBSI3aHHbIE C IMPUPOSHO-JAHAIIAPTHBIMU, MUCTO-
PUKO-KYyJIbTYPHBIMM, MEMOPUAIBHO-COOBITUMHBIMM  XapaKTePUCTUKAMM T'OPOJCKOM
Ccpenbl», BTOPbIE «CBSI3aHbI C YyBCTBOM MecTa (sense of place) v mpuBsSI3aHHOCTBIO K MECTY
(place attachment)» (T'opHOBa, 2024, c. 26). CiemoBaTesbHO, TOBOPSI 0 LIMPPOBOM IIPO-
CTPaHCTBe, HabJIoZlaeTcsl IeEpeHOC MapKepoB U COZepXKaHUs pelpe3eHTMPOBaHHBIX 0bpa-
30B, 6y1arogapst 4eMy MOXXHO IIPOCJIEAUTb OCHOBHbIE KOHCTPYKTHI GOPMUPOBAHMUSI TOPOJ-
CKOM UJIEHTUYHOCTU B KOHTEKCTe IIMPPOBOro Iropozia.

3avacTtyio ouMPpOBaHHBIM OOJMK TopoJa YyKa3blBaeT Ha IlleHHbIe [JisI TOPOJCKOM
KyJbTypbl OOBEKTBI, MMeIOIMe MCTOPUKO-KYJIbTYPHYIO M 3CTETUYECKYI0 3HAYMMOCTb.
K HUMM O6BIYHO OTHOCST JOCTOIPMMEYATEIBHOCTY KaK CTPYKTYPHYIO €IVHUILY KYJIbTYPHI.
VIX CMBICJIOBYIO LIeHHOCTb LIMdpoBasi KyJbTypa 3KCIJIyaTUPYeT B KOHTeKCTe 060cob1eHMs
OT ZIPYTUX MOXO0XMX [0 CBOEMY 3HAaUE€HMIO 06pa30B MHBIX TOPOACKUX CpeJl, OTIUYUTEb-
HOT'O0 MapKepa OZJHOT'0 Topoja OT Zipyroro. [TapajjiesbHO 3TOMY CylLlleCTBYeT ITOBCeHeBHas
ropoZicKasi KyJIbTypa, 3aledaTsieBatoiias cebst B LMPpoOBOM MUpe yepe3 aKTUBHYIO TPaHC-
JISILMIO OKPY>Kalolllero ropo)KaHMHa IPOCTPAHCTBA, T'OPOACKMX MECT, KOTOpble OH UAEeHTU-
buLMpyeT «CBOMMM», HaJiesisisl OJIM3KUMU JII060MY TOPOXXaHMHY 3HaYeHUsIMU. [IoaTomMy
MBI 06paTUINCh K 06pa3y IMaHeJbHOTr'O loMa KaK OJHOT'O M3 BaXKHEMIIINX KOMIIOHEHTOB ap-
XUTEKTYPHOT'O KapKaca POCCUMCKOT'O I'opoZia U TOPOZCKOM KYJIbTYPHI.

JJ1s1 SKCIIIMKauuy obpasa oMa B KOHTEKCTe TOPOACKON UAEHTUYHOCTU POCCUMCKOTO
1MPPOBOro MPOCTPAHCTBA HAMM ObLIM ITPOAHAIM3UPOBAHBI KPYIIHBIE [IeCTBYIOLIME TTa6-
JIMKU B COLIMAJIbBHOM ceTu «BKOHTakKTe», IJTaBHOM TEMATUKOM KOTOPBIX SIBJISIETCSI IeMOH-
CTpalusl CrajJibHOT'O paiioHa (MJ1. 1.) ¥ ero OCHOBHBIX aTpUOYTOB: MaHEJIbHBIX JOMOB (I1a-
HeJIeK) U IMPUSOMOBBIX TEPPUTOPUM (IBOPOB, AETCKUX IUIOWIAZOK U T. A.). JlaHHbIe mab-
JIVKY HOCSIT UCKJIIOUMUTEIbHO BU3YyaJIbHBIM XapaKTep U IIpeZCTaBJIeHbI KaK JI0O6UTEeIbCKOM,
Tak U npodeccuoHasibHON LMbpoBoil poTorpaduent, pexxe BuaeobuKcal e, siBISIOIIM-
MUcsl «Haubosiee pacIpoCTpaHEHHBIMY MHCTPYMEHTaMM pelipe3eHTanuy ropoga» (IInpo-
KOBa, 2024, C. 45), UTO B CBOIO Oouepe/ib MO3BOJISIET COOpaTh LIeJIOCTHBIM 06pa3 ropoga mu3
BU3yaJIbHO pa3pO3HEHHBIX PparmMeHTOB COLMOKYJIbBTYPHOM TOPOZCKOI CpeAbl U IIpociie-
IVUTb OCHOBHBIE 3MOILMOHa/JIbHble KOMIIOHEHTBI, KOHCTPYMpPYIOIIMe TOpPOJCKYIO
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UIEHTUYHOCTD B ubpoBoM cpefe. Kpome TOro, 0CO6€HHOCTbIO 3TUX NabJIMKOB SIBJISIETCS
TO, UTO KOHTEHT GOPMUPYIOT CaMU II0JIb30BaTeIN, TO €CTh I'OPOXKaHe, KOTOPbIe CTPEMSITCS
3areyvaT/ieTh OKpy)Xamollee X IPOCTPAHCTBO M IIePeHeCTU B LMPPOBYIO Cpey.

Pemnpe3eHTalMIO XXUJIBIX 30H ropofa B CeTu OTUETIUBO AeMOHCTpupyeT adPpeKTus-
HBIM MapKep IOpPOJCKON UAEHTUUYHOCTH, KOTOPBIM B 3TOM MCCIeSOBaHMUM B3SIT 32 OCHOBY;
oIepupysi 3MOLMOHAJIbHOM MPUBS3KOM K MECTY, OH Ha/iessieT 3TO MeCTO CMbIcjaMu. Ha
COLMaJIbHOM YpPOBHE «YyBCTBO MecCTa CBSI3aHO C 06pa3oBaHMEM JIOKaJIbHBIX COOOIIECTB,
OLllyllleHMeM MMPUYACTHOCTU K “Mbl — XXUBYyILIME 34eCh” WIN “Mbl — T€, KOMY ZJOPOT'0 3TO
MecTo»”» (FopHOBa, 2024, €. 27). Ha ypoBHe KyJAbTypbl HabItogaeTcs, Kak IMPppPOBbIE CO-
ob111ecTBa BU3yaJIbHO pa3MeyaloT TeppUTOpHUIo IMPPOBOro IMPOCTPAHCTBA Yepe3 3MOILMO-
HaJIPHO OKpallleHHble 06pa3bl. Takoe BM3yaJlbHO O0OOCHOBaHHOE B3aMMOZEMCTBME 4esio-
BeKa U KyJIbTyPHOT'O IIPOCTPAHCTBA MOXXHO OIIpeZleJINTh «PEeJISILMOHHOM UAEeHTUYHOCTBIO»
- TeM, «4TO OIIpeJlesIsIeTCSl CBSI3SIMM, KOTOpble MBI CO37laéM, KOT/ia XXMBEM U [IeICTByeM
B Mupe» (Haapala, 2003, p. 15), ¥ Te€M, UTO CTPOUTCS MJIM IIOCPELCTBOM M36bITKA CMbICIIA,
uiau ero gebuumura’.

Wi1. 1. Bup, criaJIbHOTO paioHa, 2025. ®oTto: JeHuc KopsikuH.
HctouHuK: rpynna «CrajabHble PAaiOHBI» B COLMAIBHOM ceTu « BKOHTaKTe».

! YI36bITKOM CMBIC/IA OTIPEAEISAETCS BCE MPOCTPAHCTBO FOPOAA C MHOTOACIIEKTHBIMY BapuaLusiMy, pas-

Hoo6pa3ueM, HEKOHTPOJIMPYEMOCTBbIO, IIOPO}M HeNpeLCcKa3yeMOCThbI0 M [la)Xe OIlacHOCTbhio. [deduiut
CMBICJIa YKa3bIBaeT Ha 'PaHUIbl TEPPUTOPUU U CYXKAET UX JI0 OIIpeZieJIEeHHOTO JIOKYCa, IIOCKOJIbKY UeJIOBeK,
3HAKOMSICh CO BHYTPEHHMM COJiep)KaHUeM MecTa, TepsieT U36bIToK cMbicia (Haapala, 2003, p. 15).
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LindpoBas KyJIbTypa B KOHTEKCTE UAEHTUUYHOCTH IEMOHCTPUPYET AePUIUT CMBICTIA —
CMBICJIOBBIE TPaHMIbl ropojia OompezesieHbl uepe3d dopMupyemMblil 1IMbpoBOt 06pa3 ma-
HEJIBHOTO JIOMa, KOTOPBIN SIBJISIETCSI KOPIIYCOM CMBICJIOB, BKJIIOUAIOIIMM B cebsl 3HaYeHMe
ZloMa Kak 1) XMUJIOTO IMOMEIIeHUsI — apXUTEKTYPHBIM 06BEKT; 2) 06UTAEMOTO MEHTAIBHO
OT'PAaHMYEHHOTO KOHKPETHOI'O IMPOCTPAHCTBA, YbM I'PAHUILLI PACIIUMPSIOTCS OT BUAMMON
YJIUILBI, HA KOTOPO IIPOXKMBAET I'OPOXKAHMH, O IPOCTPAHCTBA BCEM CTPAHbI U JaXXe MUPa.
['J1aBHOE yCJIOBME CYIIeCTBOBAHMS — ONMCAaHMEe BHYTPEHHETO COZep KaHUsI o6pa3a MOXXHO
OIIpeAeIUTb KaK 3HAKOMOe, IIOHSITHOE, B HEKOTOPOM CMBICJIE KOHTPOJIMPYEMOE U He HECy-
Ijee HUKAKOM Yyrpo3bl. ITO CBSI3aHO C Te€M, UTO ITaHeJIbHbIE AoMa (MJI. 2, 3) KaK apXUTeK-
TYPHBIN 3JIEMEHT OTHOCSITCSI K TUIIOBOMY >KMUJIBIO, UbM MOJEIM B PAa3HOO6PA3HBIX KOHPU-
Typalusax MOXHO HalITU B KaXXKJOM ropojie Poccun 1 B Apyrux CTpaHax.

WM. 2, 3. Buzbl maHeJIbHOTO oMa, 2025.
UcTouHuK: Tpynnbl «CiaJibHbIE PaliOHbI» U «[laHETbKU» B COLMAIIbHOM ceTu «BKOHTaKTe».

Bo3Bpamiasicb k apPeKTMBHOMY MapKepy, o6paTM BHMMaHME Ha AUXOTOMMUIO MeCcTa
U MPOCTPAHCTBA, IpeajioXeHHylo FO-®y TyaHOM, rfie «MeCcTO - 3TO 6e30MacHOCTb, IPO-
CTPaHCTBO - 3TO cBoboza» (Tuan, 1977, p. 3). Pa3Hble MOZYCHI IIEpeXXMBAHUS YeoBeue-
CKOT'O OIIbITa B KOHKPETHOM PU3NUECKON Cpefie, a TaK)Ke caMo MecTo (pukcalus yejoBeka
Ha OoIllpe/ieJIEeHHOM TePPUTOPUN) O3BOJISIOT BBIZEJIUTD I'PAHUILBI, UTO B CBOIO OYepe/b yKa-
3bIBAeT Ha MeXaHMU3M 3alllUThl U, COOTBETCTBEHHO, IOSIBJIEHME UYBCTBA 3alUIIE€HHOCTU
B OTJIMYME OT OCMBbICIIEHUS 6€3TrPaHUUYHOCTU IIPOCTPAHCTBA. MICX0/sl U3 3TOT0, CTAHOBUTCS
TOHSITHOM IMONBITKA OCBOUTBCS, @ TOUHEE — 3aKPENUTHCS B IIMPPOBOM IIPOCTPAHCTBE.

YesioBeK BCE BpeMs NbITAETCSI BOCIIPOM3BECTU UYBCTBO 3allMilleHHOCTU. C 3TOTO pa-
Kypca ropojickasi UJeHTUYHOCTb BOMpaeT B cebsi CMBICJIOBYIO HArpy3Ky, Hazessiss obpas
JoMa 3alUTHBIM IMaTTEPHOM, YTO IIOMOTaeT ONpeAeUTh CUMBOJIMUYECKME IPaHUIbI Q-
POBOr0 MecCTa, LIleHHOCTHbIE I'PaHULbl BHYTPEHHErO CO/IePXKaHMsI 3TOT0 MeCTa U BaKHbIe
aCIeKThl CYLIECTBOBAaHMSI 4YeJIOBEKA BHYTPM ITUX TpPaHUL] B mpenesax ouudppoBaHHOIO
Mupa. YyBCTBO 3alUIIEHHOCTY BBI3bIBAET IOJIOXKUTEIBHYI0 SMOLMOHAJIBHYIO PEaKLIUI0 Y
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YyeJIOBeKa B €ro 3K3UCTEHIL[MOHAJILHOM OTHOIUIEHMM K MECTY, 3aIllycKasi MeXaHU3M CO-
MIPUYACTHOCTYU U TIPSIMOM CBSI3U C 3TUM MECTOM. V3 3TOTO POXKZAeTCs ellle O HO UYYBCTBO —
HOCTAJIbI'US.

B coBpeMeHHOM TPaKTOBKE HOCTAJIbI'USI OIpe/essieTCsl KaK «TOCKa 10 IPOoILJIOMY, He-
BO3MOXXHOCTb BEPHYTBCS B IIPOIIJIOE, T.€. TAKOE COCTOSIHME, KOTZla YeJIOBEK B HACTOSIIIEM
He YyBCTBYeT cebst kak goMma» (FopHOBa, 2024, c. 27). B paMmkax 1umudpoBoro ropoga Ho-
CTaJIbT'USI HOCUT KOJUIEKTUBHBIN XapaKTep U SIBJSIETCS CUJIBHBIM 3MOIMOHAJIBHBIM TPUT-
repoM. DTO CBSI3aHO C TEM, UTO ITpeobiafiaroliee YMCJIO MOJIb30BaTesIeN MabJIMKOB — 3TO
JIIOAU, Ybe JIeTCTBO MPUILJIOCh Ha KOHeIl 70-X — 2000-e To/bl: aKTUBHOE CTPOUTETBCTBO
CITAJIBHBIX PAMOHOB ¥ >XMJIBIX KOMILJIEKCOB C BBICOTHOVM MHOTOKBApTMPHOM 3aCTPOMKOIA.
MBI MOXXeM MPEAIIOI0KNUTD, YTO UMEHHO 3TO YyBCTBO OOy KA aeT pernpe3eHTUPOBaTh B CO-
LIMaJIbHYIO0 CeTh 06pa3 oMa, CTPOSIIIMICS U3 PpparMeHTOB IaHeseK, IBOPOB, 3JIEMEHTOB
ITOCTCOBETCKOM M COBPEMEHHOM [IBOPOBOM KYJbTYPbl, CBSI3aHHBIX C JETCTBOM: JETCKUE
TUIOIIAZIKY, 3JIEMEHTHI UT'P Ha achayibTe, JBOPOBBIE CKYJIBIITYPhI, PA3PMCOBAHHbIE MAILIMH-
Hble IIMHBI U T. A. (MJ1. 4). 3Ta CBSI3b C MPOLLIBIM PUKCUPYET 6a3uc JoMa KaK 3alUTHOT'O
3JIeMeHTa, a Tak)Xe GOpMUpPYeT UYBCTBO YCTOMUMBOCTH B IIIATKOM MUpe UUPPOBBIX MeAua.

Win. 4. Buz naHesIbHOTO loMa U Bopa, 2025. Beauknuit Hosropoz.
VicTouHMK: rpynnbl «CriajJibHble palilOHbI» B COLIMaIbHOM ceTy «BKOHTaKTe».

TakuM 06pa3oM, MbI MOXXEM BBIZIEIUTH 06pa3 MaHEeJIbHOI'O JIoMa B KOHTEKCTE TopoJ-
CKOV MEHTUYHOCTY Yepe3 abdeKTUBHbIE MapKephl B BU/JIe BEAYIINX YYBCTBEHHBIX KOMIIO-
HEHTOB — YYBCTBA 3alUIEHHOCTY, HOCTAJIbI'UU U YCTOMUMBOCTU. OHU NIPECTABIISIIOT [IBE
OTIOpBI JJIsl TOPOXKaHMHA LMdpoBOro ropoja, 6ygarozapss KOTOPBIM IPOMCXOAUT IPOILiecC
0oCcBOeHMS IMPPOBOro MPOCTPAHCTBA ropoza U GuKcanusi ropoXKaHuHa B HeM. Takyke oTMe-
TUM, 4YTO o6pa3 [goMa MOXeT [IeMOHCTPMPOBATb TPOMHOM CMBICJIOBOM Habop
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UAEHTUPMKALIMOHHBIX YepT: 1) IToKa3aTe/b IPMHAZJIeKHOCTU K KOHKPETHOMY ropoAy Nnpu
yCJI0BMM MeTKM (Ha3BaHMe ropoja, X3IITer, re0JIOKalyisl), BbI3bIBAIOIIUM YyBCTBO T'OPJ0-
CTH, CO3ZlaHHOe MybsmKauuen ¢ororpadpum c nsobpakeHreM mMecTa (BOCKIULIAHUS B KOM-
MEHTapUsIX K IIOCTaM «3TOM — MO ropoi», «sI U3 “Ha3BaHMe ropoga”»); 2) oka3aTesib Ipu-
Ha/JIEXXHOCTY K 00111eMy POCCMIICKOMY IIPOCTPAHCTBY, I/ie CMBbICJI ITaHeJIbHOTO ioMa OIlpe-
ZlesisieT CTpaHy, POAMHY; 3) IPUHAJIEXHOCTb K eMHOM UCTOPUKO-KYJIbTYPHOI MMapaZiurme
B I'JIO6QJIBHOM IIJIaHe (ITaHEJIbHBIM JOM KaK T'OPOJICKOM OOBEKT CyILeCTByeT BO MHOTUX CTpa-
Hax). OTO MO3BOJISIET OXapaKTepu30BaTb 06pa3 MMaHEe/JbHOI'O JloMa B KadyecTBe OHOI'0 U3
KJIIOUEBbIX aCIIEKTOB I'OPO/CKOM UIEHTUYHOCTU B KOHTEKCTE LIMPPOBOI KyIbTYPHI.

3aKIroueHue

T'opojcKkasi UAEHTUYHOCTb YacTO ITOHMMAETCSI KaK OTJIMYUTEJIbHBIM KOMIIOHEHT Me-
CTa, O3BOJISIIOLUIMI BBISIBUTH OTJIMUMTEIbHBIE YEPThl OJHOTO MeCcTa OT Apyroro, ofHOIro
ropojia OT ApPyroro M ykasaTb Ha pasjanuue MeXZy JoKycaMu. OTO 3aKjaZiblBaeT KapKac
TOPO/ICKOM MUAEHTUUYHOCTH, IIOCKOJIbKY TOPOZ, IIpeAcTaBjasieT co60y cMM6103 MPUPOAHBIX
M MCKYCCTBEHHO CO3JlaHHBIX 3JIEMEHTOB, BKJIIOYAIOUIMM B cebsi collMasibHble, MCTOpUYe-
CKMe U KyJbTypHBbIe 0CO6EHHOCTU. VI KaXKAbIl ropof, 6yZieT MMeTb CBOM HAabop 3TUX 0OCO-
6eHHOCTel, YTO /iejIaeT ero y3aHaBaeMbIM CpefiM APyTUX rOpo/0B Uepes MPHUCYILIEe TOJIbKO
€My 3JIEMEHTbHI, LIleHHOCTMU ¥ CMMBOJIbI, OPMUPYIOLIMEe XapaKTepPUCTUKM MecTa U 3Haue-
HUSI 9TUX 3JIeMeHTOB. TeM He MeHee, IPU pacCMOTPEHUM CaMOT'0 ropofia Kak MecTa B KOH-
TeKCcTe LMPPOBOM POPMBI CyIeCTBOBAHUS KYJIbTYPHhI, K TOPOACKON UAEHTUIYHOCTU CTOUT
OTHECTM U CXOXKMe YepThl, KOTOpble MOTYT OTOOpa)kaTh €AUHCTBO KYJIbTYPHbIX HappaTu-
BOB, K IIpMMepPY CTPaHbl, ropoZia, palioHa, AoMa KaK 06111ell KOJIJIEKTUBHO OCBOEHHOM Tep-
pUTOPUM BHYTPU LMPPOBOTO MpocTpaHCTBAa. OHO B CBOIO ouepelb KYJIbTUBUPYET Ipef-
CTaBJIEHME O TOpoZie B CMM6103€e BOCIPUSITUSI BU3yaIbHBIX 06pa30B MecTa yepe3 «CUHTe3
pa3pO3HEHHBIX OUIYILIEHU, SMOLMM U nepexxuBaHumn» (ILIMpokoBa, 2024, C. 42,).

T'opo>kaHMH, nonazasi B LUPpoBylo cpeay MocpefcTBOM LMPpPOBbIX MeAya (conyanb-
HBIX CeTeil), OKa3bIBaeTCsl B 6ECKOHEYHOM IIOTOKE OOpPBIBOYHBIX pelpe3eHTaluil Topoj-
CKMX 06pa30B, UTO GopMHUPYyeT NMOTPEOHOCTh B OpraHmn3anum IMUQPPOBBIX COOOIIECTB U CO-
3aHUM eIMHOT0 0b6pa3a, Hecylero B cebe 6/1M3KMiI1 60IBIIMHCTBY II0JIb30BaTesIel Happa-
TUB IIaHeJIbHOTO AoMa. O6pa3 maHeJIbHOTO [JoMa B Cpe3e JIOKAJIbHOI'0 TOPOJICKOT'0 KOHTEK-
CTa IpeJicTaeT B BUZe eAMHO06pa3HOM GOPMBI XKMJIOTO IPOCTPAHCTBA UeslIoBeKa B pusnuye-
CKOV TOPOZICKOM cpefie. OTO MO3BOJISIET YCTAHOBUTD UAEHTUPUKALMOHHBIE KOAbI B UPPO-
BOM IIPOCTPAHCTBE TOpoZia U IMPUJAATH 3K3UCTEHIMOHAJIBHOMY IIPOCTPAHCTBY II0JIb30Ba-
Tesis1 6oJiee TMMOHSITHYIO M KOHKPETHO CHOPMMPOBAHHYIO CTPYKTypy. KpoMme TOro, Lieibio
UJEHTUYHOCTY B JAaHHOM CJIy4dae 6yzeT caenaTh UMPpPoOBoe «MeCTO» OIpe/ieIeHHBIM B He-
OIlpeZieJIEHHOM IIPOCTPaHCTBe LMPPOBOro ropofa, TO eCTb IMPOMapKMpoBaTh LMPpPOBOe
IIPOCTPAHCTBO, M B 3TOM IIpOliecce KJIIOUEBYIO POJIb B POCCMICKOM LIMPPOBOM CermMeHTe
urpaeTt ob6pas raHeJbHOr'O OMa, CTAHOBSIIMICS ONpeAeIeHHbIM MecToM. Takoe IT0JI0XKe-
HMe obpasa [joMa MO03BOJISIET NIPUITHU K COPa3MepPHOMY UesIoBeKy MaclITaby B IIPOCTpaH-
cTBe IMPPOBOM KyJAbTYypbl, KOTOpasi Takxe GOpMHUPYyeT aJITOPUTMUYECKM BBICTPOEHHbIE
HappaTUBBI 6€3 IPUBSI3KM K YyBCTBEHHOM PopMe CyllleCTBOBaHMS UesioBeKa. B momosiHe-
HJe K 3TOMYy 06pa3 IaHe/JIbKM yKa3blBaeT Ha KOJJIEKTUBHYIO IPMHA/IJIEXXHOCTD LIMPPOBOTO
MecCTa K OIlpeZleJIEHHOM KYJIbTYpe M PeTPOCIEKTUBHYIO CBSI3b C IPEABbIAYIIMMM 3M0XaMu.

O. B. IIlupokosa IIpocTpaHCTBO UPOBOI0O roposa
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