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llaeTcA xapaKTepucTUKa U 06bACHAETCA (heHOMEH BUSMOHEPCTBa, ero
3HaYeHue ANA apXMTEKTYPbl U TBOPYECTBA NPOECCMOHANOB, a TaKKe
ANA COUNANbHOI AMHAMUKK. ABTOD NOYEPKUBAET NCTOPUYECKYI0
HEOTBPaTUMOCTbL AUthepeHLMaL UM 3aHATLIX B TPOEKTUPOBAHUK

Ha apXUTEKTOPOB W MHXEHepOB — NPo(eCcCUOHANOB C NPUHLMU-
NUanbHO PasNIMYHOI MUCCHEN U NPOTUBONOJIOKHBIM MOAXOAOM

K npoeKTMpoBaHuio. loyepKUBaeTCA, YTO BUSUOHEPCTBO Cylie-
CTBYET U B apXUTEKTYPE, 1 B MHMKEHEPHbIX NPOEKTax; OHO HanNpAMYI0
CBA3aHO C COLMANbHBIMMU YTONUAMY, NO-Pa3HOMY COOTHOCATCA C NPO-
rpeccMBHBLIMU U KOHCEPBATUBHbLIMU TEHAECHUUAMU Pa3BUTUA. B Takom
KOHTEKCTe aHa/NU3UPYeTCA UCTOPUA COBETCKON apXUTEKTYPbI.
KnioueBble cnoBa: apxuTeKTYpa; BUSMOHEPCTBO; MPOEKTUPOBAHME;
OTKpbITUE; METOA U METOAMKA; pa3fieNieHne TPYAa; NporpeccuBHoe

M KOHCEpPBATUBHOE; PerMoHanbHoe U rMobanbHoe; NCTOpUA COBET-
CKOIi apXuTeKTYpbl./

The author describes and explains the phenomenon of visionariness
and its significance for architecture and the creative work

of professionals, as well as for social dynamics. The author
emphasizes the historical inevitability of differentiation of those
employed in design into architects and engineers, professionals
with fundamentally different missions and an opposite approach
to design. It is emphasized that visionariness exists both in
architecture and engineering projects; it is directly related to
social utopias, and correlates differently with the progressive
and conservative trends in development. The history of Soviet
architecture is analyzed in this context.

Keywords: architecture; visionariness; design; invention; method
and methodology; division of labor; progressive and conservative;
regional and global; history of Soviet architecture.
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BuU3nOHEpCTBO U BUAEHUE: YTO, TAE, KOTA], KTO

KapTuHa npoucxXoAmMBLIEro B apXUTEKTYPE B NOCAefHUE
[ecATUNeTMA COBETCKOI BNACTU OKa3blBaeTCs HEMONHOWM

6€3 ynoMMHaHUs 0 BU3MOHepCTBe. HeMHOrouncneHHble cnegpl
3TOr0 ABNEHUA BbICTPO CTUPAIOTCA U3 NAMSATH, HECMOTPSA Ha ero
0YEBUAHOE BAUAHME HA COBBITUSA NOCNEAYIOLWMX NET.

BM3MOHEPCTBO KaK NOHATHE He COfepKaT OLEHOK, OHO
HelTpanbHo, He obecleHeHo JONTUM yNoTpebaeHnem 1 BrosHe
FOAUTCS ANs 0603HAYEHUA TOTO, YTO HE UMEET SCHON UHCTUTY-
UMOHANU3aLMM U CTPOTUX rpaHuLl. BusnoHepcTso He Toxpe-
CTBEHHO TBOPYECTBY UM KpeaTUBHOMY fieiicTBMI0. He BCakoe
TBOPYECTBO ABNAETCA BUSUOHEPCKUM, HO CAMO BU3MOHEPCTBO
eCTb TBOPYECTBO 0C060r0 PoAa, CKNOHHOE K WUPOKUM 0606-
WEHUAM, ONPEfeNIAEMOe MUPOBO33PEHNEM, LMY U LIEHHO-
cTAMM.

BM31OHepCTBO, MM CNOCOBHOCTbL ONUCaTh U N306pa3nTL
HEYTO OTCYTCTBYIOL|EE B HACTOALLEM, OTIMYHOE OT HACTOAL|E-
ro, HO BaXKHOE M HeobxoauMoe Anf Byayliero MMMaHeHTHoe
CBOJICTBO, NPU3BAHNE apPXUTEKTYPbI U apXUTEKTOPOB. B pasHoe
BpEeMsi Pa3HbIMU JIIOfibMU 3TO NPU3BAHUE U NOPOXKAEHHAS UM
OTBETCTBEHHOCTb 33 Gyayluee ollyLAeTCA N0-pasHOMY, U ce-
rofHfA €CTb OCHOBAaHUsA nonaratk, 410 1960-1980-e rogbl Gbiau
BpemMeHeM 0c060il yBIeYeHHOCTM ByayLW MM U 06OCTPEHHOTO
K HEMY BHUMAHUA.

Cneunduka apxMTeKTYpHOro BU3MOHEPCTBA ONpefensercs
BMAMMOCTbIO W 3aMMHOCTbIO MaTepUana, OrpoOMHbLIM Auana-
30HOM M WKPOTOI PacCMaTpUBAEMOro, NPETEH3MEl Ha ero
(hyHAAMEHTaNbHOCTb M CTATYCHOCTb. B coueTaHum ¢ xenaHuem
1 cnoco6HOCTbIO BMATL Ha Oyayliee, npeackasbiBats Gyyuiee
— BCE 3T0 MOPOAMIO M BOCMIUTANO B apXUTEKTOPAX-BU3MOHEPAX
OLYLEHNE MUCCUM U BBICOKOTO CIYXKEHMUs. ITO olyLieHne
He JIMLWEHO OCHOBAHMIA, NOCKONbLKY TO, YTO NOPOXKAAET TaKOM
ApPXMTEKTOP, ABHO OT/IMYAETCA AAXKE OT CaMbIX SPKUX U AEP3KUX
NpeACTaBNeHU YNUHOBHUKA, GU3HECMEHa UAK O6LWECTBEHHOTO
AKTMBUCTA, TeX, KTO FOBOPMUT Ha APYIUX A3bIKAX U 1A KOTO
NPOEKTUPOBaHME BYAYILETO He ABNSAETCA OCHOBHOM Cneunanb-
HOCTbIO 1 [1€10M XU3HHU.

BM3MOHEPCKME HECTbl, KAXKYLMECs MHOTUM OTBIEYEHHbIMU
1 BHEMPAKTUYHBIMU, CMOCOBHbLI 0CTABATbCA [4O/TOe BpeMs
He3aMeyeHHbIMU /WK, HaNPOTUB, CPa3y HATaNKUBATLCA
Ha HenpusaTUe U CONpOoTMBAEHUE cpeabl. Ho CnoKHOCTH cyab6bl
He MeLaloT UM UrpaThb Posib KpaiHe Heo6X0aAMMOro npodeccuu
(hepMeHTa, CNacalolero oT CTarHalyum 1 3amep3aHus.

BM31OHEpCTBO MPOYHO BCTPOEHO B apXMUTEKTYPY C MOMEHTa
pOXAeHUs npodeccun 1 onpeaenser ee cywHocTb. Cyuw-

HOCTb )€ CaMoro BU3MOHepCTBa Kak (hopMbl CONPOTUBAEHUA

1 BbI30BA HACTOALLEMY U CNOXMBLIEMYCA NpeAnoaaraer oTcTpa-
HeHWe, B3MNAA CO CTOPOHbI, C NO3ULMM BHeWHero Habnogatens,
HEe3aBMCUMOro KpUTUKa 1 aktopa. He cayyaitHo ogHu Bennkue
pedopmatopsl, Bpoge Jle Kopbiosbe unu Muc sat aep Po3
npuwnu B npodeccuto Gyayyn aunetaHTamu, nofapmn 6es cu-
CTEMaTU4YeCKOro NpodeccuoHanbHoro 06pas3oBaHus; Apyrue,
noJlyunB Takoe 06pa3oBaHue, NOKUAAT Npodeccuio, yxoasT
3 NPaKTUKM B yNnaTy 3a npaBo Ha CBOOOAHOE BbICKa3blBaHMe.

Bu3noHepcTBO CNOCO6HO MUMUKPUPOBATb, MPUTBOPATHCA
MPaKTUYHBIM, HYXXHbIM W NONIE3HbIM, 0OHAPYXMUBaTb FOTOBHOCTb
CNYXNTb YbUM-TO LieNIAIM, HO FOPa3fAo yBepeHHee OHO YyBCTBYeT
cebs B cTaTyCe HE3aBMCHUMOrO 3aHATUSA, KOCTPOBA CBOOOABI»
BHYTPM npoceccuun. B oTnnyme oT npakTMYeCcKoro NpoeKTa,
CTaBlero ¢ cepeAnHbl XX BEKa AeNI0M KONNEKTUBHBIM, BU3NO-
HEepCTBO — 3aHATUE UHANBUAYANbHOE, UMeloLiee CyOBbEKTUBHYIO
npupoay, Nnpefnonaraiolee nepcoHanbHylo 0TBETCTBEHHOCTb.
B oTnymne oT cutyaum B NpaKTU4ECKOM NPOEKTUPOBaHUMY,
3aKa34MKOM W UCMONHUTENIEM HOBOTO BULEHUA ABNACTCA OHO
1 TO Xe NnL0, He O0TKa3blBaloLLeecs, BNpoyeM, 0T coy4acTus
MeLeHaTa Uiy NoTeHLnanbHoro nokposutens. BusnoHepckue
Ufen — HeuTo TPYAHO NPoAaBaeMoe N BOBCE He TOpryemoe,
3TO NPOAYKT, HE UMetoLKit TBePAON LieHbl U 0ObIYHO CTAHOBS-
wmiics 6e3B03Me3/HbIM 4APOM, KOTOPbIA PeAKO OLeHNBaeTCA
no AOCTOUHCTBY.

Bu3noHepckue akuum He Bceraa 0CO3HaKOTCA TAKOBLIMU
KaK CaMMMU aKTopaMu, Tak U OKpyxalownmn. Muorue oTkpbl-
TUS TOHYT U TEPSIOTCA B NaBUHE rpacnyeckux U BepbanbHbX
BbICKa3blBaHMM, B NOTOKE HaUBHbIX M BTOPUYHbIX MAEN, B ap-
XUTEKTYPHOI «rpacdomanum». OHu raywatcs obuumanbHbiMmn
1 NPUBBIYHLIMM YCTAHOBKaMKU. BU3nMOHepcTBO TPafMLMOHHO
NOABEPraeTcs KPUTUKE CO CTOPOHbI MPAKTUKOB, NParMaTUKoB
W peanucToB. B BUHY BU3NOHEPCKMM MAEAM 06bIYHO CTABUTCSA
He3aBepLEeHHOCTb, HE3aKOHYEHHOCTb, HECMOCOBHOCTL OTBETUT
Ha BCe BOMpockl. Ho cuna Takmnx naemn He B 3aBepLIEHHOCTM
1 c6anaHcUpPoBaHHOCTH, HO B CNOCOGHOCTY BbI3BaTb NOCNEAY-
follyto peakumio. OTKpLITOCTb U HEeLOCKa3aHHOCTb BO36YKAaI0T
He TONbKO KPUTUKOB M CKENTUKOB, HO U NOCNefoBaTenei Tex,
KTO roTOB HOBbIE Ufeun pa3BMBaTb U NOAAEPKMNBATL.

B oTanume oT npakTMUeCKOro NpoeKTMpOBaHUs, COCpefo-
TOYEHHOr0 Ha UCNOSIHEHUM 3aaHNA U BOCNPOM3BOACTBE YCTO-
ABLWMUXCA NPeACTaBNAEHNI, BU3MOHEPCTBO NPUHAANENKUT TOI
cpepe, rae 3Tv 3afanus gopmupyiotcs. bonee Toro, npeanara-
eMblil BU3MOHepaMn OTBET UNK HOBOE BUJEHME [lafleKo He BCer-
[ OKa3blBaeTCA CTPOro MOTUBMPOBAHHBIMU U PaLMOHANbHO



Visionariness and vision: what, where, when, who

A picture of what happened in architecture in the last
decades of Soviet power is incomplete without mentioning
visionariness. The few traces of this phenomenon are swift-
ly wiped from memory, despite its obvious influence on the
events of subsequent years.

Visionariness as a concept does not contain evaluation,
it is neutral, it has not become worthless because of long
use, and it is quite suitable for what does not have a clear
institutionalization and strict boundaries. Visionariness is
not identical with creative work or creative action. Not all
creativity is visionary, but visionariness itself is creativity
of a specific type, prone to broad generalizations, deter-
mined by worldview, goals and values.

Visionariness, or the ability to describe and depict some-
thing that is absent in the present, different from the pres-
ent, but essential for the future, is an immanent quality, a
vocation of architecture and architects. At different times
this vocation and the responsibility for the future gener-
ated by it are felt differently by different people. Today,
there is reason to believe that the 1960s and 1980s were a
time of particular enthusiasm for the future and enhanced
attention to it.

The specificity of architectural visionariness is deter-
mined by the visibility and borrowing of the material, the
huge range and breadth of what is considered, the preten-
sions to fundamentality and statusness. Combined with the
desire and ability to influence the future and to predict the
future, all this fostered a sense of mission and high ministry
among visionary architects. This feeling is not groundless,
since such an architect produces something that is consid-
erably different from even the brightest and boldest visions
of an official, businessman or social activist, those who
speak other languages and for whom designing the future is
not the main specialty or lifework.

Visionary gestures, which seem to many people to be
abstract and impractical, can escape notice for a long
time and/or, on the contrary, immediately encounter the
rejection and resistance of the environment. But the com-
plexities of fate do not prevent them from playing the role
of a much-needed enzyme that saves the profession from
stagnation and freezing.

Visionariness has been firmly embedded in architecture
since the birth of the profession, defining its essence. The
essence of visionariness itself as a form of resistance and
challenge to the present and the established presupposes
detachment, an outside point of view, from the position of
an external observer, an independent critic and actor. It is
not by chance that some great reformers like Le Corbusier
or Mies van der Rohe entered the profession as dilettantes,
people without systematic professional education; others,
having got such education, leave the profession and prac-
tice in payment for the right to free expression.

Visionariness can blend in, pretend to be practical,
necessary and useful, reveal a readiness to serve someone’s
purpose, but it feels much more confident in its status as
an independent occupation, an “island of freedom” within
the profession. Unlike the practical project, which since
the middle of the twentieth century has been a collective
affair, visionariness is an individual activity of a subjective
nature, involving personal responsibility. In contrast to the
situation in practical design, the customer and the executor
of the new vision is the same person, who does not refuse,
however, the participation of a patron of the arts or a po-
tential supporter. Visionary ideas are difficult to sell or not
at all for sale, a product that has no fixed price and usually
becomes a donation that is rarely appreciated.

Visionary actions are not always recognized as such,
either by the actors themselves or by surrounding people.
Many inventions sink and get lost in the avalanche of

graphic and verbal expressions, in the stream of naive and
secondary ideas, in the architectural “graphomania”. They
are drowned out by official and habitual policies. Vision-
ariness has traditionally been criticized by practitioners,
pragmatists and realists. Visionary ideas are usually blamed
for being incomplete and unable to answer all questions.
But the strength of such ideas is not in their completeness
or balance, but in their ability to provoke a further reac-
tion. Openness and understatement excite not only critics
and skeptics, but also followers of those who are willing to
develop and support new ideas.

In contrast to practical design focused on the execution
of a task and the reproduction of conventional wisdom,
visionariness belongs to the environment where these tasks
take shape. Moreover, the response or new vision proposed
by visionaries is not often strictly motivated and rational-
ly explainable. Visions are close relatives of guesses and
anticipations. They resemble scientific discoveries, the
practical use of which comes years later.

Visionariness is a characteristic of a person who is
gripped by dreams and fantasies, which can haunt through-
out the entire life or leave a single vivid trace in the
person’s biography. Every vision bears the marks of the
personality of the one to whom it belongs.

In the process of the division of labor, following the
separation of design from construction, there was a division
of those employed in design into architects responsible for
beauty and engineers responsible for usefulness and dura-
bility. This division gave rise to two types of professional
consciousness: one was artistic, imaginative, syncretic,
inclusive, striving to preserve an elusive integrity; the oth-
er was rational, analytical, operating with clear and strict
categories, preferring to divide the complex whole into a
number of separate components and procedures. The ex-
change and competition between architects and engineers
led to crucial changes in the world view. New technologies,
machines, materials and constructions, the figure of the
engineer as a creator of previously unthinkable structures
influenced both the appearance of the architect and the
architect’s vision. Architects like Corbusier enthusiastically
begin to rethink and master the material supplied by engi-
neers, and engineers like Fuller begin to offer their vision of
the future.

The visionary architect does not always clearly see all
the consequences, meanings and significance of his work.
The innovative engineer gives a direct answer to a specific
question. The difference between the visionary architect
and the visionary engineer is that the former moves from
the general to the particular, from a vague but integral pic-
ture to details and particulars, while the latter moves from
the details he has invented to the world composed of these
details. The visionary architect usually gives his inventions
out of pure generosity. The engineer protects his brainchild
with a patent. But architectural inventions, realized and
unrealized, can live for a long time without losing their
appeal, whereas technical innovations lose their value with
the appearance of a better substitute.

Architectural inventions and insights, even those that
have become globally significant, are often born as “loca-
tion-specific” phenomena, belonging to a particular place,
and keep the memory of the place of birth for a long time.
What the engineer has created is not so strictly located, and
the traces of the origin of technical innovations are quickly
forgotten.

Unlike engineering visions, architectural visions are not
always logical, functional, useful and easy to explain. They
belong to the category of possibly “superfluous” things
that turn out to be more attractive and valuable than nec-
essary. Although each type of foresight lives and changes
in its own way, fate brings them together. It causes great
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06bACHUMbIMU. BuaeHus — 61nM3Kkne poacTBEHHUKN LOTaf0K
¥ NpefyyBCTBUIA, OHM HAMOMUHAIOT Hay4YHble OTKPbITUA, NpakK-
TUYeCKOoe UCNOJIb30BaHNE KOTOPbIX MPUXOAUT CMYCTA roabl.

B131OHepCTBO — CBOIICTBO INYHOCTY, OXBAYEHHOW MeYTaMU
1 haHTa3uUAMM, KOTOPbIE MOTYT NPeCcSefoBaTh BCHO XKNU3Hb
UM OCTaBUTb €UHCTBEHHBIN APKUii cned B Guorpacuu. Bes-
KOe BUAEHWe HeCceT cefbl IMYHOCTU TOFO, KOMY MPUHALNEKMT.

B npouecce pa3aeneHuns Tpyaa BCieq 3a OTAENEHWEM NPOeK-
TUPOBAHMA OT CTPOMTENbCTBA COCTOANOCH pa3feNeHmne 3aHATbIX
B NPOEKTUPOBAHMM Ha APXMTEKTOPOB, OTBEYAIILUX 33 KPACOTY,
1 UHXEHEpPOB, OTBETCTBEHHbIX 3@ N0J1b3Y U NPOYHOCTb. ITO
AeneHune nopoauo ABa TUNa NpodeccUoHaNbHOro CO3HaHMA:
O[LHOTO — XY[J0XXECTBEHHOTO, apTUCTUYECKOTO, 06pa3Horo,
CUHKPETUYHOTO, HKITIO3UBHOTO, CTPEMALLETOCs K COXPAHEHMIO
YCKO/b3aloLWeN LLeNOCTHOCTH; APYroro — paLnoHanbHOro, aHa-
JINTUYECKOrO, ONEPUPYIOLLEro YETKUMU U CTPOTUMM KaTeropus-
MU, NPELNOYMTAIOLLErO AeNNTb CNOXKHOE LIeNI0e Ha MHOXECTBO
OTAENbHbIX KOMNOHEHTOB M npoueayp. 06MeH U KOHKypeHLuUs
MeXay apXMTEKTOPaMU U UHXKEHepaMu NpUBENN K pau-
KaNbHbIM U3MEHEHUAM KapTUHbI Mupa. HoBble TexHonorum,
MalLMHbI, MaTepuanbl U KOHCTPYKLMK, cama Gurypa uHxeHepa
— CO3[aTeN paHHee HEMbICTIUMbIX COOPYXEHUI — MOBAUANN
" Ha 00NMK apXUTEKTOPA, U Ha ero BUAEHUEe. ApXUTEKTOPbI
Bpoge Kop6to3be ¢ IHTY3Ma3MOM HauYMHAOT NepeoCMblCINBaTL
1 0CBauMBaTb NOCTABNAEMbI MHIKEHEPaMW MaTepuan, a camu
WHXeHepbl Bpofie Pynnepa HauMHAOT NpeanaraTb CBOE BUAE-
Hue Gynyuiero.

ApXWTeKTOP-BM3MOHEP He BCeraa OTYETANBO NpefcTaBseT
BCE NOCNEACTBUSA, CMBIC/bI M 3HAYEHME CBOEr0 TBOPYECTBA.
WNHxeHep-HOBaTOP AAET NPAMOIl OTBET HA KOHKPETHbI BONPOC.
PasHuua mexay BU3MOHEPOM-apXUTEKTOPOM U BU3NOHE-
POM-UHXEHEPOM B TOM, 4TO NEPBbIA [BUKETCA OT 06Lero
K YaCTHOMY, OT TYMaHHOI, HO LeNIOCTHOI KapTUHbI K fileTanam
1 NoApo6HOCTAM, a APYroil UAET OT N306PETEHHbIX UM AeTanei
K COCTOALLEMY U3 ITUX AeTaneit MUpy. ApXUTeKTOp-BU3MO-

Hep 06bIYHO AAPUT CBOM OTKPLITUA BeCKOPBICTHO. NHXeHep
3almLaeT cBOe AeTULLe NAaTEHTOM. 3aTO apXUTEKTYpPHbIe OT-
KpbITUSA, BOMJIOLEHHbIE U HEBOMOWEHHbIE, MOTYT XUTb JONTO,
He yTpauuBas NpUBNEKATENbHOCTH, TOTAA KaK TEXHUYEeCKue
HOBALWM C NosBNeHNeM bonee cOBEpLIEHHOW 3aMeHbl TepAIOT
CBOIO LIEHHOCTb.

ApXUTEKTYpHbIE OTKPLITUA U NPO3PEHUS, AaXe CTaBLINe FNo-
6anbHO 3HAYMMbIMU, YACTO POXKAAIOTCH KaK ABNEHUS «afpec-
Hble», NPUHAANeXaLL e OnpefeNneHHOMY MeCTy, U JONIr0 XPaHAT
namaTb 0 MecTe poxaeHns. Co3gaHHOe NHKEHEPOM He uMeeT
CTOMb CTPOrOi NPOMUCKK, @ Clefbl NPOUCXOKAEHUA TEXHUYe-
CKMX HOBALMi BbICTPO 3abbIBalOTCA.

B oTnunyume oT MHKEHEPHBIX apXUTEKTYpPHble BUAEHMA
He BCeraa ormyHel, YHKLUMOHANbHbI, MONE3Hbl U Nerko 06bAc-
HUMbI. OHW OTHOCATCA K TOi KaTeropun BO3MOXHO KU3NNULIHUXY»
npesMeToB, KOTOPbIE OKa3biBalOTCA Honee NpUBNEKaTENbHbIMU
W LLeHHbIMU, 4eM HeobXO[MMble. W XOTA KaxAblii TUN NpefBuae-
HWSA XUBET U MEHSAETCA NO-CBOEMY, CyAbOa UX CBOAUT — U Toraa
BO3HMKAIOT BE/IMKME NPOPLIBLI BpoAe Hebockpeba, 06513aHHOTO
nossneHuem unxerepy Otucy n apxutektopy Cannuany.

Bonpekn kaxyuencs npespacnonoxeHHOCTH BU3MOHEPCTBA
K aBaHrapay v TeXHU4YecKoMy nporpeccy, B 06WHpHOI 3Kcno-
3ULMM KapTUH ByayLero BCTPEYAETCA MHOTO BbICKa3biBaHMIA
aHTUNPOrpeccUCcTCKOro, KOHCepBaTUBHOIO ToNKa. Bupexne
€noco6HO BbICTPAUBATLCA HE TOJIbKO U3 YEro-TO HEBELOMOTO
paHHee, yTONMYECKOro, POXAEHHOr0 haHTasuell, Ho 1 U3 Ma-
Tepuana, NpuHaAnexallero nNpoLioMmy, 3aH0BO OTKPLITOMY
1 NepeocMbiCEHHOMY. BHUMaHWe u nHTEpec BU3NOHepoB
K KKOPHSAM», UCTOKaM, K «MOYBEY», COXPAHEHMIO MaMATHUKOB
1 0XpaHe NPUPOLbI, TAra K eCTECTBEHHOMY 1 peanbHOMy, uae-
anu3aums apxuTeKTypHOro gonsknopa unu asaHrapga 1920-x
— BCE 3TO OKa3blBAeTCA He MeHee NPUBEKaTeNbHbIM, YeM fleTa-
folLMe ropoia U KOCMUYECKMe NoceNeHus.

B cBoto 0uepefb, M yTONMYECKME UAN NPOrPECCUBHbIE, U HO-
CTaNnbruyeckme Uiu KOHcepBaTMBHbIE KAPTUHBI pacnonaralTcs
B fiana3oHe OT MO3UTUBHbIX, Ty4e3apHbIX, U3HeyTBepKAato-
wux (Bpope BuaeHuit Kop6iosbe 1 Ppuamana), o nyrawwmx,
KECTOKUX U abcypaHbIX PaHTasmit Apxurpema u Apxusyma,
0T B06pbIX U ONTUMUCTUYHBIX BeayT Kpue fo MpayHsIx, arpec-
CMBHbIX W 311bIX PYMH, COYUHEHHBIX LEKOHCTPYKTUBUCTAMU.

Y BM3MOHEPOB HET NPeAMETHbIX, KCerMEHTAPHbIX» UK XKaH-
POBbIX NPEANOYTEHMIA: UX BHUMAHWE 0OPALLEHO U K ABNEHUAM
VHUKANbHBIM, K COOPYXEHUAM-CUMBOAM U 3HAKaM, U K TOMY
MaccoBOMY MaTepuany, M3 KOTOPOro U CO3AaeTCs TKaHb noce-
NeHunit.

MepBbIM W FNaBHbIM A3bIKOM apXUTEKTYPHbIX BUAEHNI
ABNAETCA A3bIK NNACTUYECKUI, A3bIK U306PaAXEHNI U MAKETOB.
Bknap BU3MOHEPOB B pa3BUTHE NPOEKTHOTO A3blKa, apXUTEK-
TYPHOIA rpauKn 1 BM3yanu3aLumnmn pelleHmnii okasbiBaercs
He MeHee CyLeCTBEHHbIMU, YeM CaMy pelleHus. BTopoi a3bik,
KOTOpbIN Ans BU3MOHepoB, Bpoae Kpuctodepa AnekcaHpepa,
ABJIAETCA OCHOBHbIM — 3TO A3blK BepOanbHblit. VI HappaTus,
¥ n3obpaxeHne B paBHOIi pasmepe cnocobHbl cofiepxaTth
KaK 3MOLMOHANbHbIE, TaK U MHTENNEKTYaNbHble MOCNaHUA.

06pasbl ¥ NOHATUS, pUCYeMble CNOBAMU U TMHUAMU, TEKCTa-
MU U UANIOCTPALUAMM, 0BLIYHO COMPOBOXKAAIOT M LOMOJHSAIOT
Lpyr apyra. Penkuii BU3NOHep-XyA0XKHUK OTKa3bliBaeTcs
OT NONbITOK HAaNMCaTb MaHUECT UAW NPOYUTATL NYBANYHYIO
nekumto. CUTHOCTL CoBa U M306paxeHUs ABNAETCA CBOEMO
poaa HOpMOW BU3MOHEPCTBA, NOPOAMBLIEN PO NPOeKTa-nna-
KaTa, BMOJIHe B lyXe 1 XapaKTepe KOHLEeNTyanbHOro UCKyCCTBa.
Mpoipa 3a nocnegHue cToneTne No CAOXHOMY MapLpyTy,
BpeMEHaMM 3aMeTHO yAansffcb OT COBPEMEHHbIX €1 XXMBONUCH
U CKYNIbNTYPbI, apPXMTEKTYPa, B NEPBYI0 04epesb YCUANAMM
BM3WOHEPOB, NOATBEPXAAET He TONbKO NPAMOe POACTBO,
Hanuuue oBLNX KOPHEN C XYL0XKECTBEHHBIMU NPAKTUKAMMY,

HO CNOCOGHOCTb K CO6CTBEHHOMY, CAMOCTOATENbHOMY BKNALY
B aKTyasbHOe UCKYCCTBO.

0c06EeHHOCTbI0 MHOTUX BUBUOHEPCKUX NPOEKTOB CTAHOBUT-
s XenaHue aBTOPOB NOKa3aTb HE TONbKO UTOT, HO PACKpPbITh
6a30Bble NPUHLMMbI U OCHOBAHUA PELIEHUT, X0, paccyXae-
HWii, HA3BaTb aNbTEPHATUBHbIE pelleHus, Kputepuu otbopa
1 OLLEHOK — BCe TO, YTO BXOAMT B LIMPOKO TPaKTyeMoe NoHATHe
«meToAay. MeTog, BO3MOXHO, CTAHOBUTCA MeHee 3aMeTHbIM,
HO He MeHee BaXKHbIM JOCTUXEHMEM BU3NOHEPCTBA, YeM pe-
3yNbTaThl €ro UMNAeMeHTauun. MeToa — MHCTpYMeHT, 6onee
VHUBEPCANbHBIA 1 NPOLYKTUBHbIN, YeM peleHue. Metofbl U Me-
TOAWKM, NOPOXAaloLLMe HeOrPaHUYEHHBI CNEeKTp pe3ynbTaTos,
CTaHOBAWMECA DAKTUYECKOW 3aMEHOI CTUNEN U KAHOHOB,
0Ka3blBaKOTCA He MeHbLUeil LLEHHOCTbIO, YeM peLleHns 1 NpoTo-
TUMbI.

Ycnexu BU3MOHEPCTBA He CBA3aHbI C ObITOBLIMU YCIOBUAMM
UMM 3KOHOMUYECKUM OHOM. McToWeHHble BOMHAMK Havyana
NPOLIOro BeKa, nepexusLune ocTpeiwwmit kpusuc Poccus
1 FepMaHua HUCKONbKO He CTPafany OT OTCYTCTBUS KpeaTusa
U KynbTypHOro aecduunta. KynbTypa n UCKYCCTBO He 3HAOT
nporpecca. Mporpecc — NPUHAAJIEKHOCTb HAYKN U UHIKEe-
HEpHOro fiena, rae NPUHATO ONMPaThCA Ha TOYHOE 3HAHME,

Ha 0ObEKTUBHbIE 3aKOHbI U OrPaHUYEHUs, KOTOPLIM MOAYMHEHBI
U CTapble, U HOBbIE OTKPbITUA. TO HEMHOTOE, YTO NO3BONAET
CYUTATb KYNbTYPHbI NPOLLECC OTHOCUTENbHO OPraHU30BaAHHbIM
UNU 3aKOHOMEPHbBIM, CBOAUTCA K €ro LUKANYHOCTH, NOBTOpSe-
MOCTM OTHACTW CXOAHbIX, CMEHAIOWMX APYT APYra Ka4ecTBEHHO
Pa3NUyUHbIX COCTOAHUIA. Nepruofbl NONYNAPHOCTU KOHCEPBATUB-
HbIX HACTPOEHWA, 0XPAHWUTENbCTBA, NOYBEHHWNYECTBA, HOCTaNb-
TUK MO MPOLUIOMY CMEHSAIOTCA NepUofaMM KynbTa Nporpecca,
yBfleyeHus 6yaywum, rnobanusaLnei u MHTEpHaLUOHANN-
3auueit. NpOAOAKNTENBHOCTb TAKUX NEPUOSOB UK LUKNOB
KonebneTcs B 3HaYUTENbHBIX Npefenax, a ux CMeHa HepeaKo
CONPOBOXAAETCA NONUTUYECKMMU KPU3UCAMMU U COLMUANBHBIMM
U3MEHEHUAMU.

Kaxablil M3 KyNbTYPHBIX LIMKIOB OTKPLIBAETCA YTBEPKAEHM-
€M HOBbIX MAEH, KOHLENLWIA U Nporpamm, 06bIYHO NpUnacae-
MbIX Ha 3TOT C/lyyail 3a60TAMBLIMU BU3MOHepamMu. KynbTypHble
LMKIbI, KaK M NPUXOZ HOBbIX U, He Oblan 6bl Hen36exHbIMY,
ecnu Gbl He NOCTOSAHHbIE HAMEKM, HANOMUHAHMUSA W CUTHAbI,
NoCbINAeMble Hay4YHO-TEXHUYECKUM NPOrPeccoM, y KOToporo
C KyNbTYPOii CKNaAbIBAOTCS BCE GoNee Tenble OTHOWEHNS.

Bcnep 3a ysepTiOpoid, 3a BpeMeHeM BM3MOHepOB 1 po-
MaHTUKOB HACTynaeT BpeMsA NparMaTUKoB, UHTEPNPETaTOPOB
W UCMONHUTENEN, BpEMA afanTaluum U UMNJEMEHTALMN ULeil.
KauecTBeHHbIe N3MEHEHNA CMEHAIOTCA KONUYECTBEHHBIMY,

a NOABWXHbBIE U MATKME MOAENN BLITECHAITCA XECTKUMU
LOKTpUHamu. Mpu 3ToM 6a3oBble BUAEHUS U MOLENN MOTYT pac-
XOAUTBCS C UTOrAMW UX BOMNOLWEHWA O COCTOAHUSA NONHOTO
Hecxo/ACTBa.



breakthroughs like the skyscraper that owes its appearance
to the engineer Otis and the architect Sullivan.

Contrary to the seeming predisposition of visionariness
toward the avant-garde and technological progress, there
are many anti-progressive, conservative statements in the
vast exposition of pictures of the future. The vision is capa-
ble of being built not only from something earlier unknown,
utopian, created by fantasy, but also from the material
belonging to the past, rediscovered and reinterpreted. The
visionaries’ attention and interest toward “roots”, origins,
"soil”, preservation of monuments and protection of nature,
their longing for the natural and the real, their idealization
of architectural folklore or the avant-garde of the 1920s
- all this proves no less attractive than flying cities and
space settlements.

Whereas, both utopian or progressive and nostalgic
or conservative images range from the positive, radiant,
life-affirming (like the visions of Corbusier and Friedman),
to the frightening, violent and absurd fantasies of Archi-
gram and Archizoom, from the kind and optimistic vedutas
of Krier to the gloomy, aggressive and evil ruins created by
deconstructivists.

Visionaries have no subject, “segmentary” or genre
preferences: their attention is drawn both to unique phe-
nomena, to iconic constructions and signs, and to the mass
material from which the fabric of settlements is created.

The first and main language of architectural visions is a
plastic language, the language of images and models. The
contribution of visionaries to the development of design
language, architectural graphics and visualization of solu-
tions turns out to be no less significant than the solutions
themselves. The second language, which is the main one
for such visionaries as Christopher Alexander, is a verbal
language. Both the narrative and the image are equally
capable of containing both emotional and intellectual
messages.

The images and concepts drawn by words and lines, texts
and illustrations, usually accompany and complement each
other. A rare visionary artist refuses to attempt to write
a manifesto or deliver a public lecture. The fusion of the
word and the image is a kind of norm of the visionariness,
which gave birth to a kind of poster project, which is quite
in the spirit of conceptual art. Having followed a complex
route over the past century, sometimes moving away from
contemporary painting and sculpture, architecture, mostly
through the efforts of visionaries, confirms not only its
direct relationship, the presence of common roots with
artistic practices, but also its ability to make its own inde-
pendent contribution to contemporary art.

A peculiarity of many visionary projects is the desire of
authors not only to show the result, but to reveal the basic
principles and foundations of solutions, the line of reason-
ing, to point out alternative solutions, selection and eval-
uation criteria — everything that is included in the widely
interpreted notion of “method”. Probably, the method
becomes a less visible, but no less important achievement
of visionariness than the results of its implementation. The
method is a tool that is more versatile and productive than
a solution. Methods and techniques generating an unlim-
ited spectrum of results, practically becoming a substitute
for styles and canons, are no less valuable than solutions
and prototypes.

The success of visionariness is not associated with living
conditions or economic background. Ravaged by wars of
the beginning of the last century, post-crisis Russia and
Germany did not suffer from a lack of creativity or a cultural
deficit. Culture and art do not know progress. Progress
belongs to science and engineering, where it is customary
to rely on accurate knowledge, on objective laws and lim-
itations to which both old and new discoveries are subject.

What allows us to consider the cultural process as relatively
organized or regular is reduced to its cyclicity, the repeti-
tion of partially similar, alternating, qualitatively different
states. Periods of popularity of conservative sentiments,
traditionalism, “soil-bound” concept, nostalgia for the past
are replaced by the periods of the cult of progress, fascina-
tion with the future, globalization and internationalization.
The duration of such periods or cycles varies greatly, and
their alternation is often accompanied by political crises
and social changes.

Each of the cultural cycles opens with the establishment
of new ideas, concepts and programs, usually saved for the
occasion by caring visionaries. Cultural cycles, like the
arrival of new ideas, would not be inevitable if it were not
for the constant hints, reminders and signals sent by the
scientific and technological progress, which has an increas-
ingly warm relationship with culture.

After the overture, after the time of visionaries and
romantics, there comes a time of pragmatists, interpreters
and doers, a time of adaptation and implementation of
ideas. Qualitative changes are replaced by quantitative
ones, and fluid and soft models are supplanted by rigid
doctrines. At the same time, basic visions and models can
diverge from the results of their implementation to the
state of complete dissimilarity.

New ideas are in demand when the old ones stop working
or meeting the challenges. Brief moments of emotional
uplift and radical changes become moments of truth for
visionaries. But the fortune of becoming a bearer of new
ideas favours only a few who find themselves in the right
place at the right time. For many visionaries, participation
in this lottery turns out to be a loss and the hopes of suc-
cess that are postponed indefinitely.

New ideas and models are notably gaining power and
popularity by winning a local contest. But only a victory at
the global level practically guarantees translation into all
languages of the world.

Visionariness is essentially subject to two limits or ex-
tremes. On the one hand, there is “quasi-visionariness” and
“quasi-innovation”, behind which there is a direct transla-
tion of someone else’s inventions into the local language,
a transfer of samples from some other soil to the local one.
It is similar to what brought fame to Philip Johnson, who
introduced Mies van der Rohe to America and then to the
world. On the other hand, these are marginal, exotic worlds
and visions that bear no resemblance to anything else.
Created by introverts and hermits like Bruce Goff or Paolo
Soleri, “isolated worlds” can hardly fit into life, are usually
incapable of development and disappear together with
their creators.

Successful visions actively respond to two cultural
contexts — the local and the global — and to their relation-
ship. The global and the local not only communicate and
interact within some cycles, not only are related as a whole
and a part, but they obviously oppose each other and are
endowed with fundamental differences.

The global belongs to time, is situated in time, but, being
“modern”, it may not be progressive or futuristic. It can lag
behind, not accepting or not noticing great inventions. The
global is not so much a state as a “trend”, a process and di-
rection of movement. It is universal, striving for simplicity,
purity and unambiguity. It is an easily replicable and easily
digestible product of mass culture, which is far from always
deserving of contempt. The global resembles a cloud in
which engineering and artistic inventions merge, contain-
ing not unsteady images, but rather carefully selected rows
of formulas and signs that originated in local cultures and
lost this connection.

The “International Style”, one of the most notable
phenomena in architecture of the 20th century, on closer
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HoBble naeu okasbiBaoTcs BOCTpe6GOBaHHbIMM, KOrAa CTa-
pble nepecTatoT paboTaTb U 0TBeYaTb Ha BbI30Bbl. KpaTkue Mo-
MEHTbl 3MOLMOHANBHOrO NOAbEMA U PaAUKaNbHbIX U3MEHEHWI
CTAHOBATCA MOMEHTaMM UCTUHBI ANA BU3NOHepoB. Ho cyacTbe
CTaTb HOCMTENAMM HOBBIX UAEH BbINAAAET NIULb HEMHOTUM,
OKa3aBlWMMCA B HYXXHOM MeCTe B HyXHoe BpeMms. [ins MHo-
)KeCTBa BU3MOHEPOB y4acTHe B 3Toil NoTepee obopaynBaeTca
NPOMTpbIEM U HAAEXKAAMU HA YCNEeX, OTNOXKEHHbBIMU HA Heo-
npefeneHHbit CPOoK.

HoBble uaen 1 Mmofenu cylecTBEHHO HapalmBalT BAUAHME
¥ NONYAAPHOCTb, BbIUTPbIBAsA IOKaNbHbIA KOHKYPC. HO TONbKO
nobefa Ha r106anbHOM ypoOBHE NPAKTUYECKU rapaHTUpyeT
nepeBof, Ha BCe A3bIKM MUPa.

B131OHepCcTBO NO CYTH OrpaHUYeHO ABYMSA npepfenamu
unu kpanHoctAMU. C OfHOI CTOPOHBI, 3TO «KBa3WU-BU3NOHEP-
CTBO» 4 KKBa3WU-HOBATOPCTBOY», 3@ KOTOPbIMU NPAMON NePeBOA
YYIKWX OTKPBITUI HA NOKaNbHbI A3bIK, NEpeHoC 06pa3LoB
C MHOI NoyBbl Ha cBoto. YeM-To NOA0GHBIM NpocnaBuics
Ounun IXKOHCOH, NO3HaKOMMBLUKI AMEPUKY U 3aTeM BECb MUD
¢ Muc BaH gep Po3. C Apyroii cTOpOHbI, 3TO HW Ha YTO He NOXO-
X1e MapruHanbHble, 3K30TUYecKune mupsl 1 Bupaenuns. Cospa-
BaeMble MHTPOBEPTaMy U oTwWwenbHMKamu Bpoae bpioca Nodda
unu Naono Conepu, «<MUPbI-U30NATHI» CNOXHO BNUCHIBAIOTCA
B KM3Hb, 0ObIYHO HE CMOCOBHBI K PA3BUTHIO U YXOAAT BMECTE
WX CO3haTeNsAMMU.

YcnelwHble BUAEHWNA aKTUBHO OTKNMKAIOTCA Ha iBA KyNbTyp-
HbIX KOHTEKCTA — IOKaJbHbI W rN06anbHbIil — U Ha UX B3aUMO-
OTHOWeHUs. MNobanbHOe 1 NoKanbHOe He TONbKO CoobwarnTcs
1 B3aMMOAEICTBYIOT BHYTPU HEKUX LIMKIIOB, He TOJIbKO CBA3aHbI
KaK Lienoe 1 4acTb, HO 04eBUAHO NPOTUBOCTOAT APYT APYrY
W HageneHbl NPUHLMNNANBHBIMU PA3IUYNAMM.

Tno6anbHOe NPUHAANEXUT BPEMEHH, PACMOJIOKEHO BO Bpe-
MeHH, HO, BYAlyUn «COBPEMEHHbIM», MOXET He BbITb nporpec-
CUBHBIM UK yTypuUCTUYHBIM. OHO CNOCOBHO 3anasfpiBats,

He NPUHWUMATb U He 3aMeyaTb BENIUKUX OTKPLITHIL. [NobanbHoe
He CTONbKO COCTOSHWE, CKONbKO KTPEHA», NPoLecc U Hanpas-
neHue asuxeHns. OHO yHUBEPCANbHO, CTPEMUTCS K MPOCTO-

Te, YNCTOTE M OJHO3HAYHOCTU. ITO NIETKO TUPAKMPYEMbIN

1 Nerko ycBanmBaeMblii NPOAYKT MAacCOBOM KyNbTypbl, KOTOPbIN
AaneKo He BCErfa 3acyXX1BaeT NPe3puTeNbHOro OTHoLe-

HUA. [nobanbHOe HanoMKUHAeT 06N1aKo, B KOTOPOM CUBAOTCA
WHXXEHEPHBIE U XYA0XECTBEHHbIE OTKPLITUS, FAe NPUCYTCTBYIOT
He 3bl6KMe 06pa3bl, HO MpoLLeaWne CIOXHbIA 0TOOP pAAbl hop-
My U 3HaKOB, 3apOAMBLLIMECS KOTAA-TO B JIOKANbHbIX KyNbTypax
W yTpaTUBLUME 3Ty CBA3b.

«MHTEpHaLWOHaNbHbBIA CTUNbY, OLLHO U3 CaMblX 3aMETHbIX
ABNEHUI apxuTeKTypbl XX Beka, npyu Bnuxkaiiluem paccmo-
TPEHWUM OKa3blBAETCA NPAMbIM NOPOXAEHUEM NPeSBOEHHbBIX
OTKpbITWIA bayxayca, NpuBMTLIX HA aMEPUKAHCKO NOYBe,
YTBEPAMBIIMXCA GNarofaps TEXHUYECKUM HOBALUAM, METANNN-
YeCcKOMY KapKacy C HaBECHO OCTEKNeHHOW NaHenbio u NndTy.

TnoGansHoe sBnsieTcst pofom 0653aTeNbHOM NPOrpammbl, KO-
TOpas UCNONHAETCA, UHTEPNPETUPYETCA, CTAHOBUTCA PeanbHo-
CTbto, NPOIiAA B 06paTHOM HanpaBieHUM, HABCTPEYY MECTHOMY
KOHTEKCTY. MeCTHbI, pernoHanbHblii AN HaLMOHANbHBbINA
KOHTEKCT cneuuduyeH, KOHKPETEH, HaNOJHEH CYyObEeKTUBHbIM
1 0ObEKTUBHBLIM MaTepuanoM. MonHas OTKPbITUIA apXUTEKTYpa
XX Beka Kak e[juHOe ABNeHMe CO3/jaHa BEMKUMU BU3NOHepa-
Mu-pernoHanamu spoge Tanre, Humeiepa, Aanto unu bappa-
raHa. KapTuHa oka3sbiBanach ele 6onee BnevatnsaiolLeil, koraa
PALOM, B OAHOM NPOCTPAHCTBE BO3HMKANO HECKOLKO conep-
HUYaloWMX GUryp 1 HECKOIbKO COMOCTaBUMBIX MO CUle BUAE-
Huii. OgHoBpeMeHHoe npucyTcTene MMH30ypra v JlagoBcKoro,
JleoHngosa n MenbHukoBa B Poccuu, Mponuyca u Menpgensco-
Ha, Muca BaH fiep Po3 1 MaHca WapyHa B fepmaHuu nopoauna
3anac OTKpbITUI, KOTOPBIKA He McYepnaH no ceii AeHb.

JloKanbHbIit KOHTEKCT M NOKanbHble TPEHAbI MOTYT one-
pexartb r106anbHble, Kak 370 b0 B apXMTEKTYPE PeBoJIto-
LMOHHOW Poccuu, a MOTyT cylecTBEHHO 0TCTaBaTh OT 00Le-
LMBUNM3ALMOHHOTO npouecca. JIoKanbHbI KOHTEKCT — 3TO
COBOKYMHOCTb BCEr0 TOrO, YTO CBA3AHO C peanu3auuen Buae-
HUA; TNOGANbHBIA KOHTEKCT, KOTOPbIF MHOTO WHWPE, CTAHOBUTCSA
CBOEro POAA KWKaNoN U3MepeHus», 3afaeT CUCTeMy OTCYeTa
W OLHKM NIOKaNbHbIX KOHLENUMit n Mogenei.

JlokanbHble KyNbTypHbIE LMKNbI He COBNAAAIOT APYr C ApY-
FOM U CyLEeCTBEHHO PaCLMPAIOT NPeAenbl FN06anbHbIX LUKNOB,

NPOHUKAIOWMX U NEPEXOAALMX ApYr B Apyra. Yem 6onee uso-
NIMPOBaHa Ky/bTypa, TeM ¢ 60/bWMM 3aN03[aHNEM NPOXOAAT
LMKNbI, U YeM Bblle KyNbTYpHAsA OTKPLITOCTb U HENpeaB3ATOCTb,
YeM paHblue HacTynawT nepeMeHsbl.

Ha mupoBoii sApMapke npei cobbITUA NPOUCXOAAT NOCTOAH-
HO, 1 BU3MOHEPCKNI1 NPOAYKT NPOU3BOAMUTCSA XOTA U HE PUTMUY-
HO, HO 6e3 ocTaHoBOK. OTGOp BUAEHMIA, Y4ACTHUKOB r106ab-
HOrO Nyna TPYAHOYNPaBASAeM U OCYLLECTBAAETCA eCTECTBEHHbLIM
nyTeM, B yCNOBMAX OCTPON KOHKypeHLUuu. BosmoxHoCTH
BJUAHWA PAa3HOrO poAa 3KCNepTOB M NUAEPOB 06LLECTBEHHOTO
MHEHUA 3[4eCb OrpaHuyeHbl. Ha NoKanbHOM ypoBHE BMeLLaTeb-
CTBA /lerye oCyLecTBUMbI.

B Poccuu n T'epmatum 1920-e rogbl 6binn BpeMeHeM OTKpbI-
ThIX 1 aKTUBHbIX BU3MOHEPCKUX AUCKYCCUi. B nocnepyiowme
AecaTuneTus otbop Moaenei 1 KOHLUENUUi 34ech CTan 3aHATH-
eM BnacTu. BbiGop BNacTM UNK UCKYCCTBEHHAsA CENeKLMs, KOTO-
pas MOXeT coBnaaaTb U He COBNAfaTh C rN06anbHbIM TPEHLOM
W C HACTPOEHMAMM BHYTPU IOKANbHOW KYNbTYPbI, BCErfa Co-
NpsXeHbl € 60NbWUMU UM MEHBWUMK pUcKaMu. OTBeprHyToe
B UTOre€ UCKYCCTBEHHOrO 0TOOPA MTHOBEHHO NOYYAET CTaTyC
3anpelleHHOro 1 HeoULManbHOro, NPaKTUYECKN OTCYTCTBYIO-
Lero B CUTyauuu cBo6OJHON KOHKYPEHLUN UAEIA.

[noGanbHblit GaHK UAeH 1 onbIT coceaei ABNAITCA rNaBHbI-
MW KOHKYpeHTaMu BU3nNOHepa. becnnaTHble n NerkofoCTynHble
Aapbl MPEXHUX UMW YYXKUX MUPOB, CIIOKUBLIMECA U anpobu-
pOBaHHbIE, WOKUPYIOT NyBAKKY, NPEBOCXOAA CBOE NpUBIEKa-
TENIbHOCTbIO HOBbIM M COBCTBEHHbIN BU3MOHEPCKMIT NPOAYKT.
Bce apxutekTopbl 6€3 UCKNIOYEHUSA ABNAIOTCA KIMEHTAMM
OTpOMHOro 6aHKa caMbiX BLOXHOBASIOWMX U NPUBIEKATENbHBIX
upeil, HaxoasLWMXcs B rN06anbHOM NPOCTPAHCTBE AW BCTpeYa-
fowmxcs y 6anxaiwero cocefa. Ho coBcem HeMHOrMM yaaloTcs
ycnelwHble 6aHKOBCKME BKNAfI.

MecToMm BCTpeYn 1 CTONKHOBEHUSA CBOETO U YYKOTO
ABAAETCA JIOKaNbHAsA KyNbTypa, KOTOpas cTpajaer 6e3 aKkTue-
HOro o6LeHus ¢ MUpPOM, 6e3 BHEWHNX UCTOYHUKOB NUTaHUA
¥ rubHeT oT UH(OpMaLUOHHO Nepeso3uposku. Nepeposu-
pOBKa — cneAcTBue feduumuTa CBOMX UAei, pesynbtaT nycToTsl,
KOTOpas He 3an0NHAETCA COOCTBEHHbIM BUAEHWeM. Popmyna
KYNbTYPHOTO 340POBbA NMPOCTA: BHEWHMUE BAUSHUA U peakuus
Ha HUX HeOOXOAMMBI U HOPMaNbHbI, NPAMbIE 3aUMCTBOBAHNSA
MW UMUTALMMU He CNOCOGCTBYIOT BbI3OPOBEHUIO.

N36aBneHune oT HyXAbl B KONMPOBAHUM U 3aUMCTBOBAHUM
CBfA3aHO C YMCTO BU3NOHEPCKOI CNOCOBHOCTBIO NpeBUaETh
rnobasnbHble TPEHAbI M NOHUMATb CYLLECTBO JIOKANbHOMO KOH-
TeKcTa.

CkasaHHOe 1MeeT NpAMOe OTHOLEHNE K BU3UOHEPCTBY,
BO3HMKLLEMY HA pOCCUICKO-COBETCKOM noyse B 1960-1980-e
rofbl. Ha npotsxeHun 70 neT COBETCKOW NCTOPUMN apXUTEK-
Typa U rpafoCTPOUTENLCTBO GbIAM OTMEYEHBI [BYMS 0OLMMM
YyepTamu: NoAYEPKHYTHIM BHUMAHWUEM BNACTH, onpefensioweit
NOAUTUKY B 3TOM cthepe, U 0COOLIM OTHOWEHMEM K rn0Ganb-
HOMY KOHTEKCTY. 3T0 OTHOWeHUE GblNo ABOICTBEHHBIM. OHO
npeAnonarano 3HepruyHoe 3aMMCcTBOBaHWeE BCEro, OTHOCALLE-
rocs K HayKe 1 TeXHUKE, U JKeCTKOe HenpuaThe KyIbTYPHbIX
BEAHWIA.

BnusHMIO ecTeCTBEHHBIX LYBUAU3ALMOHHbBIX NPOLLECCOB
XeCTKO NPOTUBOCTOANMN CMEHABILIME APYT Apyra COBETCKUE
yTonuu. MapagoKkcanbHOCTb MAE0NOrMYECKON 6OPbOLI 3aKnio-
yanacb B NOCTOSHHO PacTyllen CMbICI0BO, COAepXaTeNbHO
3aBMCMMOCTU OT BpaxaeGHOro, 3anagHoro, 6ypxyasHoro,
KanuTanucTuyeckoro KoHTeHTa. CnepscTBmem 3anpeTos cTa-
HOBUTCS «KYNbTYpHas KOHTpabaHaay, NpuHUMaBLLas hopmbl
Henpu3HaBaeMoro KONMPOBaHWA UAU NPUAYMbIBAHUSA HEKUX
aCMMMETPUYHBIX, BbIBEPHYTHIX, 00pATHbIX KOHCTPYKLMIi. MomMu-
MO BO/IM BNACTH, NpoLiecc 60pbObl U KOHKYPEHLUN OOBEKTUBHO
€noco6CTBOBaN LUBUIN3ALUOHHOMY CONMKEHUIO C OKDY-
XaloWwmnm MUPOM, cneLntduyeckon CBA3aHHOCTU COBETCKMUX
yTONWiA ¢ MUPOBbIMK peanuamu. COBETCKOE KMHO U COBETCKas
apXMTeKTypa AdXe B MOMEHTbI 0)XeCTOYEHHO MAE0NOryecKoit
60pbObl HEOXMAAHHO 0BHAPYKMBANW NOPA3UTENLHOE CXOACTBO
C TeM, 4TO Aenanoch Ha 3anape. OcBeAOMIEHHOCTb COBETCKUX
apXMTEKTOPOB U PEXUCCEPOB HUKOTAA He YCTynana ocBefoM-
JIeHHOCTU (hM3KKOB. MIMEHHO 3TO 06CTOATENLCTBO CAENANO
BO3MOXHbIMU OTKPLITUA HE TONIbKO B OCBOEHWUU KOCMOCA,

HO U B apXUTEKType.



examination turns out to be a direct outcome of pre-war in-
ventions of Bauhaus, fostered on American soil, established
through technical innovations, a metal frame with a glass
curtain wall and Lift.

The global is a kind of obligatory program, which is
executed, interpreted, becomes a reality by moving in the
opposite direction towards the local context. The local,
regional or national context is specific, concrete, filled with
subjective and objective material. Full of inventions, the
architecture of the 20th century as a single phenomenon
was created by great visionaries-regionalists like Tange,
Niemeyer, Aalto or Barragan. It became more impressive
when several competing figures and several visions of com-
parable power appeared side by side, in the same space. The
simultaneous presence of Ginzburg and Ladovsky, Leonidov
and Melnikov in Russia, Gropius and Mendelsohn, Mies van
der Rohe and Hans Scharoun in Germany produced a stock
of inventions that has not been exhausted until now.

The local context and local trends may be ahead of the
global ones, as they were in the architecture of revolution-
ary Russia, or they may lag significantly behind the general
civilizational process. The local context is a complex of
all that is related to the realization of the vision; the
global context, which is much broader, becomes a kind of
“measurement scale” and sets the reference and evaluation
system for local concepts and models.

Local cultural cycles do not coincide with each other and
significantly expand the limits of global cycles, penetrat-
ing into each other. The more isolated is the culture, the
more delayed are the cycles, and the higher are the cultural
openness and fairness, the earlier come the changes.

In the global fair of ideas, events are constantly taking
place, and a visionary product is produced, though at an un-
steady rate, without stopping. The selection of visions and
participants of the global pool is difficult to control and is
carried out naturally, under conditions of fierce competi-
tion. The influence of various kinds of experts and opinion
leaders is limited here. At the local level, interferences are
easier to perform.

In Russia and Germany, the 1920s were a time of open
and active visionary discussions. In the following decades,
the selection of models and concepts here became an occu-
pation of power. The power's choice or artificial selection,
which may or may not coincide with the global trend and
with sentiments within the local culture, always involves
greater or lesser risks. What is rejected as a result of arti-
ficial selection instantly acquires the status of something
forbidden and unofficial, almost nonexistent in a situation
of free competition of ideas.

The global ideas bank and the experience of neighbors
are the visionary's main competitors. The free and readily
available gifts of former or alien worlds, established and
tested, shock the public, surpassing the visionary’s new and
own product in their attractiveness. All architects, without
exception, are clients of the vast bank of the most inspir-
ing and attractive ideas located in global space or found
next door. But very few of them can make successful bank
deposits.

Local culture is a place where the local and the foreign
encounter and come into collision. It suffers without active
communication with the world, without external power
supply, and dies from information overdose. The overdose is
a consequence of the deficit of one's own ideas, the result
of an emptiness that is not filled with one's own vision. The
formula for cultural health is simple: external influences
and reactions to them are necessary and normal; direct
borrowings or imitations do not facilitate recovery.

The elimination of the need to copy or borrow is related
to a purely visionary ability to anticipate global trends and
to understand the essence of the local context.

This has a direct bearing on the visionariness that
emerged on Russian-Soviet soil in the 1960-1980s.
Throughout 70 years of Soviet history, architecture and
urban planning had two common features: the special
attention paid by the power that determined the policy in
this field, and the special attitude to the global context.
This attitude was ambivalent. It presupposed an active
borrowing of everything related to science and technology
and a rigid rejection of cultural trends.

The influence of natural civilization processes was firmly
opposed by successive Soviet utopias. The paradoxicality of
the ideological struggle was in the ever-growing semantic
dependence on the hostile, western, bourgeois, capitalist
content. As a consequence of the bans, there was “cul-
tural smuggling”, which took the form of unrecognized
copying or the concoction of asymmetrical and reversed
structures. Beyond the will of the authorities, the process
of struggle and competition objectively contributed to the
civilizational rapprochement with the outside world, and
to the specific connectedness of Soviet utopias with global
realities. Soviet cinema and Soviet architecture, even at the
time of fierce ideological struggle, unexpectedly revealed
striking similarities with what was being done in the West.
The awareness of Soviet architects and filmmakers was nev-
er inferior to that of physicists. This circumstance made it
possible to make discoveries not only in space exploration,
but also in architecture.

The Russians’ knowledge about the West was much more
complete and detailed than that of the West and the world
about what was going on in the USSR. The history of Rus-
sian Soviet architecture has been practically erased from
world history, and the first people who were ignored were
the Russian visionaries.

The utopianism of the Soviet model implied a special
right to the future, to its interpretation, and to its image.
An appeal to the future amidst the obvious complexities
of the present would have dramatically increased the
value of visionariness. The real everyday pragmatics of
power and the chronic state of “catching-up development”
were obstacles to this. A persistently lagging behind and
catching up complex gave rise in society and the power to
a skeptical attitude toward the dreams and flights of fancy
of their fellow countrymen. From the moment the official
doctrine crystallized, any visionary alternative or initiative
quickly becomes undesirable. Indifference is replaced by ir-
ritation, which gives way to resolute rejection. The zone of
alienation includes both rejected old ideas that used to be
official and accepted, and new ideas that have not passed
the casting or emerged after the casting had taken place.

Rejected, unclaimed old and new visions, dissimilar and
contradictory, often, contrary to the fears of their bearers
and the intentions of their persecutors, did not die, but
fell into a different, special state. “Biculturalism”, which
was established in the Soviet Union from its early days and
took on different shapes in different spheres at different
times, was a norm of existence, just like the black and white
markets. The zone of unofficial and forbidden first included
cathedrals in the Byzantine style, which irritated the
Bolsheviks, then the constructivist clubs that did not suit
the tastes of the leader of the peoples, and finally Stalin's
palaces stigmatized by Khrushchev.

The role of heroes who became outcasts was played
by such dissimilar characters as Shekhtel, Melnikov or
Polyakov. Among the outcasts there were, along with the
“downed aces”, those who had discovered their undoubted
visionary abilities, but had not yet become heroes, such as
graduates of the VKhUTEMAS or graduate students of the
Academy of Architecture, who were noticed thanks to one
or two outstanding projects.
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3HaHWsA poccusH 0 3anafe OKa3biBauCh MHOTO bonee
MONHLIMU U 0OCTOATENbHBIMY, YeM 3HAHUA 3anafia U MUpa
o npoucxoguslem B CCCP. Mictopusa poccuincKkoi coBeTcKoii
ApPXUTEKTYPbI OKa3anacb NPaKTUYECKU BbIYEPKHYTO U3 MUPO-
BOW UCTOPUU, U NEPBLIMU, KOMY BbINO OTKA3aHO BO BHUMAHUK,
6bl11 POCCUIICKME BUSUOHEPDI.

MpuHUMNKMaNbHBIA YTONU3M COBETCKOW MOfenu npeanonaran
ocobble NpaBa Ha Oypyluee, Ha ero ToNKoBaHue, ero o6pas.
O6paueHue K Oyaylemy Ha GOHe 04EBUAHBIX CIOXKHOCTEI
B HAcTOALEM MO0 6bl Pe3KO NOBBICUTb LIEHHOCTb BU3UOHEP-
ctBa. lpenaTcTBMeM 3TOMY CTana peanbHas NOBCeAHEBHas
nparmMaTuKa BAacTh U XPOHUYECKOE COCTOSHUE «OTOHAIOLLErO
pa3BUTUA». YCTONYNBLIN KOMNNEKC OTCTAIOWMX U AOFOHAOLWMUX
nopoxaan B 06LecTBe U BACTU CKENTUYECKOE OTHOLEHUE
K MeyTaM COOTeYeCTBEHHUKOB W nojeTtam ux cantasuu. C mo-
MeHTa KpucTanausauum oduLnanbHoi JOKTPUHLI iobas BU3M-
OHEpCKas anbTepHaTUBA UAM MHULMATUBA ObICTPO CTAHOBUTCA
HexenaTenbHoii. bespasznnune cmeHseTcs pasgpaxeHuem,
KOTOpPOE YCTYNaeT MeCTo PeLMNTENbHOMY HENPUATUIO. B 30HY
OTUYXKIEHUSA NONAAAIOT KaK OTBEPrHyTbIe CTapble UAEK, paHee
ObiBLINE OPULMANLHBIMU U NPU3HABAEMBIMY, TAK U HOBBIE,

He npoleawWne KaCTUHTa UK BO3HUKLLME YXe NOCAe TOro,
KaK KaCTWUHT coCToancs.

OTBeprHyTble, HeBOCTPe6OBAHHbIE CTAPbIE U HOBbIE BUAEHMUS,
HECXOAHbIE M NPOTUBOPEYMBbLIE, YACTO BOMPEKMU ONACEHUAM
UX HOCUTENE U HaMepeHUAM rOHWUTEeNei He yMuUpany, a Bna-
Janu B UHOE, 0C060e COCTOsHUE. «BUKYNBTYPHOCTBY, CNOXMB-
wascs B CCCP ¢ nepBbix fHeii ero cywecTBoBaHus, npuobpe-
TaBlas B pa3HOe BpeMA B Pa3Hbix cthepax pasHble oyepTaHus,
6blna HOPMOIA CYLLECTBOBAHUSA — TAKOM XKe, KaK YepHblil
n 6enblit poiHKK. B 30HY HEODULMANLHOrO 1 3anpeLeHHOro
CHayana nonaganu cobopbl B BU3AHTUINCKOM CTUNE, pa3apaxa-
folMe 6ONbLIEBNKOB, 3aTEM KOHCTPYKTUBUCTCKUE KNy6bl, HECO-
OTBETCTBYIOLME BKYCAM BOX/AA HAPOA0B, HAKOHeL, CTaIMHCKM1e
ABOPLbI, 3aKneimeHHble XpyLesbiM.

B ponu repoes, cTaBlwmx M3rosmu, ycnenu nobsiath CToNb
Henoxoxwue nepcoHaxw, kak LLextenb, MenbHnkoB unu Mons-
KOB. B KOMNaHWI0 OTBEPIKEHHbIX HAPAZY CO «COUTBIMU acamu»
nonaganu Te, KTo, 06HapyXMB HECOMHEHHblE BU3UOHEPCKUE
CNocoGHOCTH, He yCneBanu CTaTb reposiMu — BPOAE BbIMYCK-
HukoB BXYTEMACa nnu acnupaHToB AKafieMun apxXUTEKTYpbI,
3amMeyeHHbIX 61arofaps OAHOMY-ABYM BbISAOWMMCS NPOEKTAM.

KynbTypHble NepuoAbl MW LUKAbI, HA KOTOpPble fennnach
coBeTCKas uctopus, aannunce no 15-20 net, oTMeYanuch pu-
TMLHOCTbIO NPEANOYTEHUI U CTPOFOCTbIO BPEMEHHBIX FPAHMULL.
lMepexon M3 04HOrO COCTOAHMA B APYrOe MOT OCYLECTBAATLCA
B OfHO MFHOBEHME, N0 WenyKy nanbues, 6e3 0co6oil NoAroToB-
KW 1 LUTENbHON «pacKavyKu».

lMepBas coBeTckas MOAeNb 3pUMOro MUPa, NPOCYLLECTBOBAB-
Wwas [0 Havyana TPUALATLIX FO40B, 3aMeyaTesibHa TeM, YTO CO3-
AaBanacb YCUNUAMU BU3NOHEPOB-aBaHTapAMCTOB, KOTOPBIM
OblW faHbl OFPOMHbIE NONHOMOYHUSA. BnacTb, He UMeBLWas
0c060r0 BbIGOPA, He CNULWIKOM UCKYLWEHHAs B apXUTEKTYPE,
03a604YeHHas MHOXECTBOM ApYruX Npo6Gnem, NONHOCTbIO
L0BepuUnach TeM, KTO NEPBLIM NPELAOXMUA YCAYIU U NPOAEMOH-
CTPUPOBAN NOANBHOCTb. YHUKANbHOCTb MOLENM 3aK/0Yanacs,
C OfLHO¥I CTOPOHbI, B €€ MOJIHOW CaMOCTOATENbHOCTH, C APYroM
- B onepexatoliem xapakrepe. To, 4To Ha 3anage Gblno NeBoi
3K30TMKOW, Noayynno B Poccumn nonHoe npusHaHue, CTaB oc-
HOBOW rocnonuTMKK. bonee Toro, HOBas apxUTEKTYpa U HOBas
3CTETUKA HOCUAW NPUHLMNNANBHO MHTEPHALMOHANbHBI, YHU-
BEpCaNbHbIii XapaKTep, COOTBETCTBYOWMI Npupoae Gecknac-
COBOro roMoreHHoro obuiectsa. Apxutektypa oceoboxaanach
OT leKopa 1 CTUNEBbIX YCNOBHOCTE, 3aABNAA O CBOEIl NpAMOii
CBA3M C MUPOBO33peHUEM. BaKyyM, 0CTaBNEHHBbI LEKOPOM
1 OpLepoM, 3aN0NHANCA HOBbIMU METOAAMMU NPOEKTUPOBa-
HWS, HOCUTENAMMU KOTOPLIX ObiNK ABe Haubonee BAMATENbHbIE
rpynnsl BU3MOHEPOB. KOHCTPYKTUBUCTDI, KaK UX 3anagHble
€[VHOMbIWAEHHUKY, NoNaranu, 4to «hopma cnegyet hyHK-
LMmM». PaLMOHaNUCTLI HACTanMBaIM HA CefoBaHUN HOPMbI
HEKUM «MEeTa3aKOHOMEPHOCTAMY, COBCTBEHHOMY BHYTPEHHEMY
cofiepxaHuio.

B cnepytowem umkne, NpOANMBILEMCSA O CEPEAUHbI NATUAE-
CATbIX FOf0B, apxXMTEKTOpaM bbina npepnoxeHa 6onee CKpoM-
Has poJib MOMOLWHMKOB BACTU, KOTOPbIM NOPYYannUCh MbllHbIE
[eKopauum K CneKTakio ¢ roToBbiM cueHapueM. CueHapuit

npeanonaran efBa im He NOCAeAHIO B CBOEM POJe MOMbITKY
BO3BPaTa K CUCTEME XKECTKNUX CTUNEBBIX OFPAHUYEHUI, CXO[HBIX
C TeM, YTO OTAINYAET aMepPUKAHCKYI0 0dULMANbHYIO U KOMMEp-
YeCKyI apXMUTEKTYpy TOrO BPeMeHU.

MepBbiM, KOMY YAANOCh TOYHO YragaTb HACTPOEHUA BNACTH,
6bin NodaH, nobeausinii B kKoHkypce Ha [eopeu CoseTos
C pelleHneM, amepuKaHCKNe KOPHU KOTOPOro OKa3annucb MeHee
TOKCUYHBIMU, YeM OMbIT PYCCKOro aBaHrapaa. beneduunapamu
HOBOTO CTaNu BU3UOHEPbI «MO NONOXEHUIO» — [LOPEBONIOLHN-
OHHble akagemuku LLlyces n XonTosckuit. MNepsbiii fenancs
3aKoHofaTeneM v TMAEepoM CTaMHCKOrO ap-feKo, 3aBep-
WMBLIErOCs LUTaTaMu U3 HapbILWKUHCKOTO BapoKKo, BTOPOIii
— XMWBbIM KNAaCCUKOM PeabunuTMpoBaHHOro NannagnaHcTea.
LleHTpom ocmumanbHOro BU3MOHEPCTBA U FreHepaToOpoM uUaen
ctaHoBuTCcA Akapemus apxutekTypbl CCCP.

MocnefHUM pafuKanbHbIM XKECTOM BNACTM, MEHABLIMM 06NK
OTPOMHOIA CTPaHbI, CTanu XpylyeBckue pedopmbl B cepefnHe
NATUAECATHIX, OTKPbIBLIME NOCNeAHEe COBETCKOE TPUALATH-
NIeThe, faNeKO He OCMbICNIEHHOe U Mo ceit AieHb. TpUAaLaTh JeT,
KOTOpble Y HbIHEeWHUX KPUTUKOB U UCTOPUKOB apXUTEKTYPbI
NPUHATO CYNTATb eAMNHBIM NEPUOLJOM KCOBETCKOrO MOLEPHU3-
May, npu GauKaliwem pacCMOTPEHUM OKA3bIBAIOTCA ANEKO
He eMHbIMU U, BCNIEJ, 32 U3BECTHIM UCTOPUYECKUMU COOBITH-
fIMW, PacNafatoTcs Ha ABa NpUBAN3UTENLHO PaBHbIX N0 Bpe-
MeHM 0Tpe3Ka, Ofi1H U3 KOTOPbIX MPUHATO CYUTATb BPEMEHEM
«OTTenenn», a Apyroi — BpeMeHeM «3acTos».

Pasnnuna mexpy apxuTeKTypoin oTTenenu 1 3actos TpYAHO
06HapyXu1Tb C NOMOLbIO TPAAULMOHHON CTUNEBOI ONTUKMY,
MOCKONbKY 3aK/I0YEHbI OHW He CTONIbKO B NpUeMax U AeTansx,
CKONbKO B BUAEHUM, B 0COBEHHOCTAX MUPOBO33peHus. Takue
pasnuuus He NpoCTO ycTaHaBauealotcs. [laneko He Bcem 6po-
caeTcs B rnasa HeCXOACTBO paHHero u no3fHero Kopbiosbe, ero
«KMALWWUH ANA XKUIbA» U NOCNEBOEHHBIX «OMOB-CKYAbNTYP».

TpeTba COBETCKAs apxMTEKTYpHaAA Napagnurma, uan xpy-
LWeBCKMIA MOLePHU3ALMOHHbI NPOEKT, 3aCTanyn apxuTeK-
TOPOB Bpacnnox. Hu 8o, HM nocne 0CHOBbI aPXUTEKTYPHO
npodeccuu, 06anK CTpaHbl, ee ropoJoB U iepeBeHb He Nof-
BEprasucb CToNb pafuKaibHbIM, HE UMEBLIMM NpeLefeHTa,

HU Ha YTO HE MOXOXMUM KayeCTBEHHbIM 1 KONYECTBEHHbIM
n3meHeHuam. Llokupyioweit HoBawueit cTano nogYuHeHUe
apXMUTEKTYpbl MHTEpecaM CO34aHHOrO rocyfapCTBOM MUraHT-
CKOTO CTPOIKOMMNJIEKCa BO FaBe C Cynep-MUHUCTEPCTBOM

- loccTtpoem. CnepcTBuem 370l NOAYMHEHHOCTU CTAHOBUTCA
nepexop K TMNOBOMY NPOEKTUPOBAHUIO U pe3Koe OrpaHnyeHmne
YMcna TPALMLUMOHHbIX MHAMBUAYANbHBIX NPOEKTOB. BMecTo
aKageMuu apxuTeKTypbl BO3HWKAET CUCTEMA OFPOMHBIX LieH-
TPaNbHBIX U 30HAJIbHbIX UHCTUTYTOB TUMOBOFO U IKCNEPUMEH-
TaNbHOro NPOEKTUPOBaHMA. MaccoBbIii cerMeHT npeAcTaBieH
TUMOBBIM NaHENbHbIM JOMOM, TUNOBLIMU WKONON U feTCAfOM

B MUKpOpaioHe co CBOGOAHOI NNAHUPOBKOI U HU3KONNOTHOM
3acTpoiikoil. TunoBoe NPOeKTMPOBaHME CONPOBOXAAET, EMY
npeAlecTByeT 3KCNEPUMEHTaNbHbIA NPOEKT UAKU NPOEKT-NPo-
TOTMM, Ha KOTOPbIN NOANEXUT PaBHATLCA. B kpyr npoToTnnos
UAW CUMBONOB NEpUOAA oTTenenu nonagatot ApTek, [lsopey
N1MoHepoB Ha JleHMHCKMX ropax, roctuHnua «fOHocTb» 1 HoBbil
Ap6art. Tunosble foMa OTANYANUCh AEMOHCTPATUBHOM NPOCTO-
TOI M CTPOTOCTbIO peLleHuii, NOAYepKHYTON PaLMOHANbHOCTbIO
¥ NpeAenbHoN 3KOHOMUYHOCTbIO. TO HEMHOrOE, YTO feNnanoch
no WHAMBMAYaNbHBIM NPOEKTaM, Npeanonarano UCnoib3oBaHue
c6opHOro xene3o6eToHa 1 KpanHiow orpaHUYeHHOCTb B Bbi-
60ope WHbIX CPEACTB, MaTEPUANIOB U TEXHOJIOTUIA; O MOHOJIUTE,
KMpnuye, KaMHe UAW MeTanne npegnonaranoch 3abbiTb.

XpylieBckue pedOpMbl NONHOCTbIO U3MEHUN INLLO NPO-
theccum apxuTeKkTopa, CienaB ee MacCOBOA, TNLINB BbICOKOTO
cTaTyca 1 opeona 3AUTapHOCTU, OTHOCUTENBHON He3aBUCK-
MOCTU ¥ MPU3HAKOB «CBOBOJHOM npodeccuu». Apxutektop
npeBpaTUICA B CAYXALLEro U OAHOT0 U3 YYaCTHUKOB KOMaHAbI
«MPOEKTUPOBILMKOBY, B KOTOPOIi BCe G0Nee BaXKHOE MeCTO Ha-
YMHAET 3aHMMATb UHXKeHep, 6onee NpefcKasyeMblid, MOHATHBIN,
ONNU3KNIA M IETKO YNPaBASAEMbI CUABHBIM YUHOBHUKOM.

MpeBpalyeHNio apXUTEKTOPa NpeALecTBOBaNO Ny6auyHoe
HaKasaHue W U3rHaHue u3 npoteccum HeCKONbKUX 0c060
310yNOTPEOUBLLIMX U3NULIECTBAMM U CKNOHHbIX, KaK CYNTANoCh,
co3paBaTth cebe NaMATHUKM 33 Ka3eHHbIN cyeT. B yTeweHune
3a HaKa3aHWe U yTpaTbl 33 apXMTEKTOPaMK BbIAN COXPAHEHI
HeKue aTpubyTbl NpeXHel XN3HW, TNaBHbIM U3 KOTOPbIX Obl



The cultural periods or cycles of the Soviet history lasted
15 to 20 years, and were marked by rigidity of preference
and strict temporal borders. Transition from one state to
another could take place instantly, at the snap of a finger,
without much preparation or a “sluggish start”.

The first Soviet model of the visual world, which existed
until the early thirties, is remarkable for its being created
through the efforts of visionary avant-garde artists, who
were given enormous power. The authorities, who had little
choice, were not too sophisticated in architecture and were
preoccupied with lots of other problems, put their complete
trust in those who were the first to offer their services and
demonstrated loyalty. The uniqueness of the model consist-
ed, on the one hand, in its complete independence, on the
other - in its forward-looking nature. What in the West was
a leftist exoticism, was fully recognized in Russia, becoming
the basis of state policy. Moreover, the new architecture
and the new aesthetics were of a fundamentally interna-
tional, universal nature, corresponding to the nature of a
classless, homogenous society. Architecture was freed from
decor and stylistic conventions, asserting its direct relation
to worldview. The vacuum left by the decor and order was
filled with new methods of design held by the two most
influential groups of visionaries. Constructivists, like their
western adherents, believed that “form follows function”.
The rationalists insisted that the form followed certain
“meta-laws”, its own inner content.

In the next cycle, which lasted until the mid-fifties,
architects were offered a more modest role of the power’s
assistants, who were charged with lavish scenery for a
play with a ready-made script. The script was supposed to
be almost the last attempt to return to a system of rigid
stylistic constraints similar to those that distinguished the
American official and commercial architecture of that time.

Iofan was the first to guess the mood of the authorities
correctly. He won the competition for the Palace of the
Soviets with the solution, the American roots of which
proved less toxic than the experience of the Russian
avant-garde. The beneficiaries of the new were visionaries
“by position” — the pre-revolutionary academics Shchusev
and Zholtovsky. The first was made the legislator and leader
of the Stalinist art deco, which ended with quotations from
the Naryshkin baroque, the second - the living classic of
the rehabilitated Palladianism. The Academy of Architec-
ture of the USSR became the center of official visionariness
and the generator of ideas.

The last radical gesture of the regime that altered the
appearance of the vast country was Khrushchev’s reforms in
the mid-1950s. They ushered in the last thirty Soviet years
that has not been fully comprehended yet. The thirty years,
which contemporary architectural critics and historians
usually consider as a single period of “Soviet modernism”,
upon a closer view turn out to be far from a single whole
and, following the well-known historical events, fall into
two approximately equal periods, one of which is generally
thought to be a time of Thaw and the other is a time of
Stagnation.

The differences between the architecture of the Thaw
and Stagnation are difficult to detect with the help of
traditional stylistic optics, because they lie not so much in
the techniques and details as in the vision, in the special
features of the worldview. Such differences are not easy to
detect. The dissimilarity between the early and late Cor-
busier, his “machines for living” and his postwar “sculpture
houses” is not obvious to everyone.

The third Soviet architectural paradigm, or Khrush-
chev's modernization project, took architects by surprise.
Neither before nor after the basics of the architectural
profession, the look of the country, its cities and villages
were not subjected to such radical unprecedented qual-

itative and quantitative changes. A shocking innovation
was the subordination of architecture to the interests of

a gigantic state-created construction complex headed

by the super-ministry Gosstroy. The consequence of this
subordination was a transition to standardized design and
a sharp limitation on the number of traditional individual
projects. Instead of the academy of architecture, a system
of huge central and zonal institutes of standardized and
experimental design emerges. The mass segment is repre-
sented by prefabricated housing, a standardized school and
a standardized kindergarten in an open-plan low-density
neighborhood. Standardized design is preceded by an
experimental project or a prototype project, an example to
be followed. Among the prototypes or symbols of the Thaw
period are Artek, the Palace of Pioneers on the Lenin Hills,
Yunost Hotel and Novy Arbat. Standard houses were char-
acterized by demonstratively simple and austere solutions,
emphasized rationality and the utmost economy. The few
houses which were built according to individual projects
required the use of prefabricated reinforced concrete and
the extremely limited choice of other means, materials and
technologies. Monolith, brick, stone or metal were to be
forgotten.

Khrushchev's reforms completely changed the face of
the architectural profession by making it a mass profession,
depriving it of its high status and aura of elitism, relative
independence and features of a “free profession”. The
architect became an employee and one of the members of
the “design team” in which the engineer, who was more
predictable, understandable, close and easily controlled by
a high-powered official, began to occupy an increasingly
important place.

The transformation of the architect was preceded by a
public punishment and expulsion from the profession of
several architects who presumed upon superfluities and
were considered to be inclined to create monuments for
themselves at public expense. As a consolation for the
punishment and loss, the architects were allowed to retain
some attributes of their earlier life, the main of which
was the Union of Architects with its Creative Houses and
Architect's Houses. However, a much greater gift from the
government was the salutary “deideologization” of archi-
tecture, which was a consequence of its getting “under the
builders”. Architecture was freed from the harsh dogmatic
obligations imposed on Soviet culture. The most important
of these freedoms was the ability to borrow from foreign ex-
perience, which, in effect, opened up opportunities for the
flight of one's imagination under the foreign shelter. The
sad consequences of the break between architecture and
culture emerged later, when, amidst the crisis of communist
ideology, the return to culture proved extremely difficult.

The fundamental, genetic, “patrimonial” features of
Khrushchev's modernization were related to its decade-long
lag from similar processes launched in the post-war West.
There was no need for independent decisions. The authori-
ties had only to make a choice among the available options.

The feeling of oppression and confusion caused by the
unexpectedness of the reform was quickly replaced by the
enthusiasm with which the power’s new call was greeted.
Yesterday's creators of orderly porticos put on white coats
and began to draw panel houses. After a short time, this
occupation became boring. The vibes coming from the
outside world again began to stimulate the imagination.
The revived vision chooses as its subject the New Cities, the
Cities of the Future and the settlement systems. Geo-scale
objects, mega-structures and space settlements became the
heroes of the fantasy. The NER, or the collective diploma
of Gutnov, Lezhava and their friends, coinciding with the
activities of the Japanese metabolists and the British
Archigrem, became the symbol and sign of this upsurge.
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Cot03 apxuUTEKTOPOB C ;OMAaMW TBOPYECTBA U AOMAMU apxu-
TekTopa. OgHako ropa3go 6onbwuM NoAapkoM BAacTu ctana
cnacuTenbHas «AenAeo0rn3aLuna» apxXuTeKkTypsl, CTaBLLas
CNepCcTBUEM YXOAA «NOA CTpouTeneit». Apxutextypa Gbina
0cB06OXAEHA OT CypOBLIX JOrMATUYECKUX 0653aTENbCTB, KOTO-
pble BO3/7araanch Ha COBETCKYIO KY/IbTYpPY, U FNaBHas U3 3TUX
cB0604 Kacanacb BO3MOXHOCTM 3aMMCTBOBAHMUSA 3apybexHoro
0MbITa, 4TO, MO CYTW, OTKPbIBANO BO3MOXHOCTM AN1f NoneTa
co6CcTBeHHOI haHTasuu nop, 3apybexHbIM MPUKPbITUEM.
MeyanbHble NOCNEACTBMA pa3pbiBa apXUTEKTYPbI C KYNbTypoii
o6HapyXunuch No3aHee, Korga Ha hoHe KpU3nUca KOMMYHUCTU-
YecKoil naeonorum obparHblii BO3BPAT B KYNbTYPY OKa3ancs
KpanHe 3aTpyLHeH.

MpUHUMNKUANbHbIE, FEHETUYECKUE, KPOAOBLIE» YEPThI
XPYLLEBCKON MOAEPHN3ALUM CBA3AHbI C €€ AECATUNETHUM
OTCTaBaHWeM OT aHANOTNYHbIX MPOLLECCOB, 3aMyLEeHHbIX Ha No-
cneBoeHHoM 3anage. He 6bi10 HyXAbl B CAMOCTOATENbHbIX
pelweHusax. Bnactu goctatouHo 66110 OrpaHUYUTLCA BLIGOPOM
W3 TOrO, YTO UMENOCh.

NoaaBNEHHOCTb U PACTEPAHHOCTb, BbI3BAHHbIE HEOXKUAH-
HOCTbIO pedOPMBl, BbICTPO CMEHUIUCH 3HTY3UA3MOM, C KOTOPOIi
Obln BCTPEYEH HOBbIN NPU3bIB BAACTU. BuepawHue TBOPLbI
OpAEPHbIX MOPTUKOB OfENUCH B Genble Xanartsl U B3AINCh
3a pucoBaHue naHenbHbIX AOMOB. CnycTs HeNnpoAoNKUTENbHOE
BpEeMS 3TO 3aHATUE CTano Hagoepatb. Pnonapl, fOHOCUBLIMECS
13 OKpYXKAIOLWEro MUpa, CHOBA CTanu nobyxaaTb Boobpaxe-
Hue. Bo3poauBiueecs BUAeHME BbIGUPAET CBOUM NPeLMeTOM
HoBble roposia, lopoaa 6yayliero u cuctemsl pacceneHus.
leposimu (haHTa3nUu OKa3bIBAIOTCA 0OBEKTHI reoMaciuTata,
MEracoopyxeHus u KocMuyeckue nocenenus. Cumeonom
1 3HAKOM 3TOr0 BCMlecKa CTaHOBATCA HIP, nnun KonnekTUBHbIN
aunnom NyTHOBa, Jlexasbl U UX Lpy3eil, COBNAaBLMiA N0 Bpeme-
HU C BICTYNNIEHUAMM AMOHCKUX METABONNCTOB U BpUTAHCKOTO
Apkurpema.

(MaHTa3uu nepuopa oTTenenn CMATYaNU U YCNOXKHAM
KpanHe pUr1uaHyo 1 04HOBPEMEHHO 0ULMANbHYIO MOAENb
3HAHMAMM U KOMNEHCUPOBAN LpaMaTUYHBINA U PacTyLLnit
pa3pbiB MEXAY OrpaHUYEHHbIMU, CYKEHHBIMU BO3MOXHOCTAMMU
NPaKTUYECKOro NPOEKTUPOBAHNA W BbICOKON MUCCUeN npodec-
cuum.

B oTnnume oT 3apybexHblx, poccuMitCKue BUNOHEPCKUE
OnbITbl HE GbIAN NULWEHbI HAMBHOTO ONTUMU3MA U POMAHTUYe-
CKoli okpawweHHocTU. KapTuHbl poccuiickoro 6yayuiero 6einu
He CTO/Ib TeXHOKPATUYHbLIMU U KOHKPETHbIMU, 3aT0 Gonee
OTBJIEYEHHBIMU, OTCTPAHEHHLIMU U MeTathOpUYHBIMU. IMEHHO
B 3TO BpeMs QOPMUPYIOTCA NPAKTUYECKM NONAPHBIE UCTOYHUKM
BU3WNOHEPCTBA — Hay4HOE 3HaHMe 1 Xy[0XeCTBEHHaA npak-
TuKa. Mo ux BAUAHMEM BU3MOHePCTBO NpuobpeTaet 1 6onee
onpefeneHHble 04epTaHNs, U KpYr y4aCTHUKOB, C Hefl0BEpUEM
OTHOCALMXCA K PYTUHHOMY NPOEKTHOMY NPOU3BOACTBY U NOPO-
OVBLUEN ero pUrnaHon AOKTPUHE.

Bcnnecky BU3nMoHepCcTBa CNOCOGCTBOBANM NO MeHbLUeit
Mepe [Ba 06CTOATENbCTBA: COCTOSAHUE aPXUTEKTYPHOM WKOJbI
1 M3MeHeHWe xapaKTepa Tpyaa apxutektopa. 0cobbimu,
CYLLECTBEHHbIMM, K3IMTAPHLIMU» TEMAMW U BUAAMU NPAKTUKM
CTaHOBATCA Knay3ypa, KOHLeNTyaNbHbl 3CKKU3, NOMCKOBbIN
UMY 3KCNEPUMEHTaNbHbIA NPOeKT. HO rnaBHbIM NPOAYKTOM
NPOEKTHBIX MHCTUTYTOB OKa3biBAETCs GyMaxHas, Npexpie BCero
«paboyasny, fokymeHTaums. Npsamas, HeNOCPeACTBEHHAA CBA3b
CO CTpOKOM yTpaunBaetcs, 60blyI0 YacTb paboyero BpemMeHu
apXUTEKTOP NPOBOAMT 3a cTosoM. Konnyectso 6ymaru, B ToM
Yucne nonaparoliei B KOP3nHy U HeUcnonbL3yemon, pacTeT.
bymaxHas opma CylecTBOBaHUA apXUTEKTYpPbl B BOCMIPUATIAY
npocdeccmoHana cTaHoOBUTCA HE NPOCTO CAMOCTOATENbHO
¥ BOMUHUPYIOLLEN, HO NPUBLIYHOW U BNONHE «KKOM(OPTHOMY.

OwyLeHue NoHOLEHHOCTU ByMaXKHOW hopMbI CyLLECTBO-
BaHWA apxUTEKTYpbl, Npuyem hopMbl MHTEPECHOI U NPaBUb-
HOM, YKPenaseTCca NpeBpalleHeM apXUTEKTYPHBIX XYPHaNoB
B FNaBHbIA MCTOYHMK NPOdECCMOHaNbHO nHdopmMaLnm.
YypHanbl He NPOCTO paccKasbiBany 0 TOM, YTO Hefb3s 6bI10
VYBUAETb Fa3amu, oHW nopoxaanu mudel. BonHyowas Hepo-
CKA3aHHOCTb NIOXMX U306paXeHU U OTPeAAKTUPOBAHHbIX TEK-
CTOB pycCKoii Bepcum hpaHuy3ckoro xypHana «CoBpemeHHas
apxuTekTypa» 06ocTpsana BoobpaxeHue u UHTyuLMto 6onee
YCNewWHo, YeM JeTalbHOe U HENOCPEACTBEHHOE 3HAKOMCTBO.

3Hauumyto posb B CyAbbe poccuilckoro BU3MOHepCTBa Urpa-
113 apxuTeKTypHas wkona. C Hayanom xpyuesckux npeobpa-
30BaHMUit rNaBHas WKoMa CTpaHbl, MOCKOBCKMII apXMTEKTYPHbI
MHCTUTYT, BOGpana Tex, KoMy B CUJly BO3pacTa Ui ybexaeHui
He Oblla NOKa3aHa 0YepefHas CMeHa «apXUTEKTYPHOII BEpbI».
B MHCTUTYT Npuwnu npenoaasath NOAM, HE BOBEYEHHble
B TEKTOHMYECKME CLBUTH, U3MeHsABLIKE 06MK npodeccuu,

He nepecTynuBLUWE NOPOT apPXUTEKTYPHbIX GabpuK, He OLYTUB-
wue Ha cebe aasneHue cTpoikomniekca. MHCTUTYT npogosxkan
rOTOBUTb €CIW He K TBOPYECKOMY NOJBUTY, TO K TBOPYECKOMY
nosegeHunto. OH NpofoMKan ynopHO XpaHUTb BEPHOCTb apTu-
CTUYECKON NPUPOAE apXUTEKTYPbI, NWb GOPMaNbHO pearnpys
Ha npu3biBbl Bnactu. Lkona, cama Toro He oco3HaBas, BOCNHU-
TblBaa U NOOLWPANA NOTEHLUANbHBIX BUMOHEPOB, 0BPEUYEHHbIX
Ha 04YeBMAHbLIN AMCKOMGOPT B HOBBIX YCNOBUAX MACCOBOrO
KOMaHAHOro NPOeKTHOro NPoM3BOACTBA. [oA06HbI AUCKOM-
thopT nepexnBaeTcs He TONbKO HEAABHUMMU BbINYCKHUKAMMU,

HO U UX Konneramm ¢ fOpeOPMEHHbLIM CTaXeM NPOEKTHbIX
(habpuK 1 KOHTOp, NapannenbHo U He3aBUCUMO OT apXUTEK-
TYPHOTO NPOU3BOJACTBA, 04AarOB aNbTePHATUBHOM aKTUBHOCTH,

B KOTOPOW OKa3anncb 3aMeyeHbl Cepbe3Hble 1 yBaXaemble
noaw, Bpofe 3Be3g Mocnpoekta JleoHnpa Masnosa, BceBonopa
BockpeceHckoro u fikoa benononbckoro.

epexop OT apxUTEKTYpbl OTTENENN K apXUTEKTYpe 3acTon,
OT NPOrpeccuBHbIX K KOHCEPBATUBHbLIM HACTPOEHUAM NPOUC-
XOAWT MATKO W NOCTENEHHO, pacTArnBaerTca Ha roasl. Mpowc-
xopsllee Ha pybexe WeCTURECATHIX-CEMUAECATbIX HUCKOJIBKO
He HanOMMHAaeT CTAIMHCKMNIA KOHCEPBATMBHbI Pa3BOPOT Ha-
yana TpMALATHIX U CKOpPee HanoMUHAET CBOEI OTHOCUTENbHOM
€CTeCTBEHHOCTbIO, OTCYTCTBMEM AaBNEHUA BAACTU TO, YTO NOYTU
OAHOBpPEMEHHO NPOMCXOAUT NO APYryl0 CTOPOHY XKeNe3Horo
3aHaBeca.

ConpoTuBneHue UMBMAU3ALMOHHOMY NpoOLecCy, pe3kue,
WOKMpYyIOLMeE ABUKEHUSA N NEPEXOABI MO WeNYKY NanbLes»
OKa3blBAKTCA HEBO3MOXHbIMU U3-3a MCYEPNAHHOCTK MaTe-
PUanbHbIX M IMOLMOHANBHBIX PecypcoB. 3ameHa obelyaH-

Horo K 1980 roay KOMMyHWU3Ma «peanbHbIM COLUANU3IMOM
BHITISAMT N06efoil 30paBoro CMbICA M HAMBHOTO NparMaTu3Ma
Haf, POMaHTUYECKUMU rpe3amm u ytonuamu. KynbT cBetnoro
OyayLiero 1 Bepa B NPOrpecc CMEHsITCsA COCTOSHUEM, KOTOPOe
32 HEeMMEHMEM NYYLWEero NPUHATO Ha3biBaTb KNOCTMOAEPHU3-
MOM».

lpuxoA 3acToA U NOCTMOJEPHU3MA HE CONPOBOXAANCA
HU CTPYKTYPHBIMU U3MEHEHUAMM, HU [eKNapaTUBHON CMEHOIA
3CTeTUYECKMUX NpeanoyTeHunit. [pu 3TOM 04HM KOMMNOHEHTbI
NpexHei mofenu, Bpose NOAYNHEHNA apXUTEKTYPbl CTPOKOM-
NeKCy, yCnewHo KOHCepBMpYOTCs, Apyrue 3abbiBalotcs. Bnep-
Bbl€ B COBETCKOW UCTOPUM 33 CMEHON MOAENM He NoCNefoBan
pelwmnTeNbHbI 0TKA3 0T ONbITa NPeLLWEeCTBEHHUKOB U UX PUTY-
anbHoe u3rHaHue. Kputmka BU3MOHEPOB-OTCTYNHUKOB, BpOge
MaBnoBa n MeepcoHa, HoCUNa BNOJHe CAePXaHHbLINA U CKOpee
puTyanbHbIN xapakTtep. Tem He MeHee He4To, 0AHO3HAYHO
OTBEPrHyTOE, NPOLEHNI0 He nognexano. Kak aBaHrapa He go-
XAANCA NONHON peabuanTaLnm B XpyLLEBCKYIO OTTeNeNb, Tak
W CTaNIMHCKNI1 aMnup He Obi onpaBAaH C NPUXOAOM 3aCTos.
MonskoB, NMWeHHbIA XpyLLeBbIM NOYECTENR 1 Harpag, Npoaon-
an ObITb U3THAHHUKOM BMecTe C MeNbHUKOBBIM, KUBILUM
OTWeNbHUKOM B CBOEM AOME, U JIeOHN0BbIM, paboTaBLIMM
MaKeTYMKOM.

ApXWTeKTypa 3acTos He CTPeMMUIAch K Ny6ANYHOCTM
1 He 6blNa OTMEYEHA CUALHBIMU NPABUTEbCTBEHHbBIMY
3aaBneHnAMu. TOCTMOAEPHUCTCKUE UHTOHALMUY HE CULIKOM
OTYETNMBO NPOYMTBLIBANUCE B CErMeHTaXx, MONHOCTbIO yNpaB-
naemblx FoccTtpoem n [ocrpaxaaHCTpoem, npexae Bcero
B MaccoBoM xunbe. ObuumManbHas apxuTeKTypa 6pexxHeBCcKoro
3acToA — 370 CUIbHO NOAPOCLLME, TECHO CTOALME NAaHEeNbHbIE
MHOTO3TaXKMN 1 NOAYEPKHYTO CYpOBbIE CEPbe3Hble MOHYMEH-
TanbHble U 6pyTanbHble 3gaHns 06KoMoB 1 My3ees JleHuHa.
/Hble MHTOHALMK, OTCYTCTBOBABLUKE B YCNOBUAX OTTENENM C ee
3anpeTamu Ha U3NMILECTBA U MHAWUBUAYaNbHbIE BbICKA3bIBAHMA,
BO3HUMKAIOT BHe c(hepbl BAUSHUA MOTy4YUX WTABOB COBETCKOrO
cTpoiikoMnnekca.

Ha ¢oHe oueBMAHOroO NageHna HTEpeca K apxuTekType
CO CTOPOHbI NEPBbIX NNL, TOCYAAPCTBA BO3HUKAIOT fpyrue
LEeHTpPbI NPUHATUSA apXMTEKTYPHbIX peleHunit. Bce Gonbluyto
aKTMBHOCTb 0OHAPYXMBAIOT MECTHbIE U PErMOHa/bHbIE BNACTH,



The fantasies of the Thaw period softened and compli-
cated the extremely rigid and, at the same time, official
model of knowledge and compensated for the dramatic and
growing gap between the limited, constricted possibilities
of practical design and the high mission of the profession.

Unlike the foreign ones, Russian visionary experiences
were not devoid of na ve optimism and romantic tinge.
Pictures of the Russian future were not so technocratic and
concrete, but more abstract, distant and metaphorical. At
that particular time almost polar sources of visionariness
— scientific knowledge and artistic practice — were formed.
Under their influence, visionariness acquired more defined
outlines and a circle of participants who were distrustful of
the routine project production and the rigid doctrine that
triggered the rise of it.

The upsurge in visionariness was triggered by at least
two circumstances: the state of the architectural school
and the change in the nature of the architect’s work.
Clausura, conceptual sketch, pilot or experimental design
become special, essential or “elite” topics and practices.
But the main product of design institutes is paper, primarily
“working”, documentation. The direct connection with the
construction site is lost, and the architect spends most of
his working hours at his desk. The amount of paper, includ-
ing the paper that ends up in the trash and is not used, is
growing. The paper form of existence of architecture as
viewed by the professional becomes not only independent
and dominant, but familiar and quite “comfortable”.

The sense of the usefulness of the paper form of exis-
tence of architecture, an interesting and correct form, was
strengthened by the transformation of architectural maga-
zines into the main source of professional information. The
magazines did not just speak about what could not be seen
with the eyes, they produced myths. The exciting under-
statement of bad images and edited texts of the Russian
version of the French magazine “Modern Architecture”
strengthened the imagination and intuition more success-
fully than a detailed and direct acquaintance.

An important role in the fate of Russian visionariness
was played by the architectural school. With the begin-
ning of Khrushchev's transformations, the country's main
school, Moscow Architectural Institute, involved those for
whom, because of their age or convictions, another change
of “architectural belief” was not of use. People who were
not involved in the tectonic shifts that changed the face
of the profession, who were not employed in architectural
factories, who did not feel the pressure of the construction
industry, came to teach at the Institute. The Institute
continued to prepare, if not for a creative feat, then for a
creative behavior. It continued to remain faithful to the
artistic nature of architecture, responding only formally
to the appeals of the authorities. Without realizing it,
the school fostered and encouraged potential visionaries
who were doomed to an obvious discomfort under the new
conditions of mass command project manufacturing. Such
discomfort was experienced not only by recent graduates,
but also by their colleagues with pre-reform experience at
design factories and offices, parallel to and independent of
the architectural production, clusters of alternative activ-
ity, in which serious and respected people like the stars of
Mosproject, such as Leonid Pavlov, Vsevolod Voskresensky
and Yakov Belopolsky, were noticed.

The transition from the architecture of the Thaw to the
architecture of Stagnation, from progressive to conser-
vative sentiments, lasted for years, slowly and gradually.
What happened at the turn of the sixties and seventies did
not at all resemble the Stalinist conservative turnabout
of the early thirties. With its relative naturalness and the
absence of government pressure, it was more like what was

happening almost simultaneously on the other side of the
Iron Curtain.

Resistance to the civilization process, abrupt and shock-
ing movements and transitions “in the snap of a finger”
prove impossible due to the exhaustion of material and
emotional resources. The replacement of the communism
promised by 1980 with the “real socialism” looks like a vic-
tory of common sense and naive pragmatism over romantic
dreams and utopias. The cult of a bright future and the be-
lief in progress are replaced by a condition that, for lack of
a better word, is commonly referred to as “postmodernism”.

The advent of stagnation and postmodernism was
accompanied neither by structural changes nor by a
declarative change in aesthetic preferences. In these
conditions, some components of the former model, such as
the subordination of architecture to the building complex,
are successfully preserved, while others are forgotten. For
the first time in Soviet history, the change of model was not
followed by a drastic rejection of the predecessors’ experi-
ence and their ritual exile. Criticism of renegade visionaries
like Pavlov and Meerson was quite restrained and rather
ritualistic. Nevertheless, something definitely rejected was
not to be forgiven. Just as the avant-garde was not fully
rehabilitated during Khrushchev’s Thaw, the Stalinist Em-
pire style was not justified with the advent of Stagnation.
Polyakov, deprived by Khrushchev of honors and awards,
continued to be an exile, along with Melnikov, who lived as
a hermit in his house, and Leonidov, who worked as a model
maker.

The architecture of stagnation did not aspire to publicity
and was not marked by strong government statements. The
postmodern intonations were not very clearly discernible
in the segments entirely controlled by the Gosstroy and
Gosgrazhdanstroy, primarily in mass housing. The official
architecture of Brezhnev’s Stagnation was characterized by
the panel high-rise buildings that sprang up side by side,
and the overstrict, serious, monumental and brutal build-
ings of the Regional Committees and Lenin museums. Other
intonations, which had been absent during the Thaw period
with its bans on excess and individual expression, emerged
outside the sphere of influence of the mighty headquarters
of the Soviet construction complex.

Against the background of the obvious decline of inter-
est in architecture among the top public officials, other
centers for architectural decision-making are emerging.
Local and regional authorities, the authorities of the Union
Republics and powerful agencies are becoming increasingly
active. Thus, “off-system”, unique, varied and unexpected
works are created with their participation and efforts.

The zones of “reduced control” included the popular
Mosproject studios of Andrei Meerson and Leonid Pavlov,
the architectural stars of the Soviet republics who enjoyed
the patronage of their authorities, those who remained far
from capital cities, such as Pavlov from Irkutsk, those who
worked at the Giproteatr under the guise of the Ministry of
Culture, or those who worked in the untouchable GiproNII
of the USSR Academy of Sciences. In these very zones there
were people undisposed to speak disparagingly of stagna-
tion and post-modernism, and many of those who might
be considered visionaries and those who sympathized with
them were hiding there.

The strange and surprising structures of the Thaw and
Stagnation belonged to the same culture as the visionari-
ness, which was contemporary with them. The monuments
of these eras, which had seemed and continued to seem
like aliens from another world, represented the visible part
lying on the surface of a compensatory process or coun-
tercurrent, in the depths of which there were intra-profes-
sional passions, experiences, dreams and discoveries. These
discoveries and visions, texts and images fell neither under
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BNACTU COO3HBIX PECNY6IMK U MOTYLLECTBEHHbIE BEAOMCTBA.
Nx yqactnem n ycunuamu co3fatotca «BHECUCTEMHbIEY, YHU-
KanbHble, pa3HoOOpasHble U HeOXUAAHHbIE paboTh.

B 30Hax «MOHMXEHHOTO KOHTPONA» OKa3bIBAKTCA NONY-
NAPHbIE MOCNPOEKTOBCKME MacTepckue AHapes MeepcoHa
u Jleonunpa MNaenoBsa, apxMTeKTypHble 3B€3/bl COIO3HbIX
pecny6auK, Nob30BaBLIMECA NOKPOBUTENLCTBOM CBOMX
BnacTei, Te, KTo npe6biBaN B CNacUTeNbHON Janu OT CTOAML,
BpOAe upkyTckoro MaBnosa, Te, KTo paboTan B [MnpoTeatpe
NOA NPUKpbITUEM MUHKYNbTA UKW TPYAUACA B HENPUKOCHOBEH-
Hom TunpoHWUWN Akapemun Hayk CCCP. IMeHHO B 3TUX 30Hax
OKa3bIBANNCh NIOJM, HE CKJIOHHbIE BNOCNEACTBUN OT3bIBATbCA
0 3aCTOe U NOCTMOLEPHU3ME C NPEHEBPEeKEHNEM, U UMEHHO
34€Cb CKPbIBANUCh MHOTUE U3 TeX, KOro C/1efoBano Obl cYuTaTh
BU3NOHEPaMM U TeX, KTO UM COYYBCTBOBAJ.

CTpaHHble 1 yANBUTENbHbIE COOPYXEHMA OTTENENU U 3acTos
NpUHAANEXaNN TON e KyNbType, YTO COBPEMEHHOE UM BU3M-
oHepcTBO. KasaBlunecs v NpofonxKalowme Ka3aTbCa npuilenb-
LAMK1 U3 [PYroro MMpa NamMATHUKM 3TUX 3MOX NPEACTaBAAIM
BUAMUMYIO, NPeGbIBAIOLLYI0 HA NOBEPXHOCTU YaCTb KOMNEHCALM-
OHHOTO NpoLecca U1 NPOTUBOTOKA, B ryBUHE KOTOPOro Gbinu
yNpATaHbl BHYTPUNPOGECCUOHANbHbIE CTPACTH, NEPEXUBAHMS,
MeYTbl M OTKPBITUA. 3TW OTKPbITUA U BUAEHMSA, TEKCTbI U U30-
GpakeHus He Nonagany HU Noj caMoLeH3ypy oduLMaNbHbIX
npeAcTaBuTeNeil COBETCKON apXMTEKTYPbI, HU NOA LieH3ypy
CTpoMKoMNneKca. [Ins 3TuX TpYAOB M YCUAMIA HE CyLWecTBOBaNO
HM 3aCTOA C ero UHTENNEKTYaNbHbIM Geccuanem, HU NOCTMO-
[AEePHNU3Ma C HEBHATHOW NO3MTUBHOW NOBECTKON. JaTeHTHO
BWU3MOHEPCTBO CO3JaBaso U TPAHCINPOBAJIO 0YEPELHYIO,
HOBYIO KapTUHY MMpa BO3MOXHO 60/ee OTYETIMBO U NOJTHO,
YeM TPYAHO 0OBACHUMbIE MOCTPOIKY.

Bpems 3acTos oka3anoch He NOTEPAHHBIM TPYAAMU BU3NO-
HEpOB, He 3aMEYEHHbIMU B MUPE, HO CYLLECTBEHHO U3MEHMUB-
WM CaMOYyBCTBME COBETCKOMN apxuTeKTypbl. PakTuyeckoe
npouanue c ytonusamu, 6onee nonyeeka onpefenfBwmMu
06/1MK Npodeccum 1 poccuiickoro NPoCTPaHCTBa, CyL|eCTBEH-
HO PacKpenocTUIO U 03J0POBUIO APXUTEKTYPHOE CO3HaHMe.
HoBbi#l B3rna4 OTAMYANCA HE CTONbKO XapaKTePHbIMK Aas No-
CTMOAEpHa MPOHMEN N CKENCMCOM, CKONIbKO rYMaHNCTUYECKON
OKPALIEHHOCTbIO, BHUMAHNEM K YeNOBEYECKUM peakLuaMm
W eCTeCTBEHHbIM NPOLEeCcCaM, KNMO3UTUBHBIM KOHCEPBATU3MOM»
Y NPU3HAHUEM PeanbHOro pasHoobpasns «KapTUHbI MUPaA.

MaHucectamu HOBOW 3NOXK, NPULLIEALMMY C 3anaja, CTaHo-
BATcA TekcTol Kpuctodepa Anekcanpepa n Yapnb3a [xeHk-
ca. KACMMMEPTPUYHBIMY» POCCUIACKMM OTBETOM CTAaHOBUTCA
npoekT newexogHoro Craporo Ap6ata, CTaBlWMil pelnTeNbHbIM
aHTunogom Hosoro Ap6ata — cMBONA XpYLLEBCKON MOAEPHMU-
3auuu. MewexonHblit ApbaT octaBancsa BNAOTb 4O KOHLA 3aCTOA
VHWUKaNbHbIM, UCKNIOYUTENbHBIM MTPUMEPOM Peann30BaHHOrO
BHECUCTEMHOTO BUAEHUA.

WNpes newexopHoro Ap6ata, nepBoro cpejoBoro oobek-

Ta B Poccuu, npuHaanexut Anekceto ['yTHOBY, cymeBLuemy

He TO/bKO 3a0bITb 0 HeflaBHUX QYTYPUCTUYECKUX YBNEYEHUAX,
HO CKNOHMUTb K COTPYAHMYECTBY co3aaTens Hosoro Apbata —
BcecunbHoro MlocoxuHa-crapuero.

B oTnunume oT Apyrux «TBOPYECKUX UHTENNUTEHTOB» COBET-
CKMe apxUTEKTOPBI, B CUy 0COBEHHOCTEN npodeccuu, He Bbinu
pacnonoxeHsl K KOHQAUKTY C BAACTLIO, M CaMa BNACTb N0 Mepe
NPUBANNKEHNSA K 3aKaTy 0Cnabasna NpuUBbIYHbIE OrPaHUYEHUS.
CnepctBuem 3TOro CTaHOBUTCA PeAKM 3P PEKT «pasfeneHmns —
06beiIMHEHUsA» BU3MOHEPCTBA U NPAKTUYECKON apXUTEKTYPbI.

[paHb MeXAYy CUCTEMHBLIMU U HECUCTEMHBIMU B3rs4aMM
BPeMeH 3aCToA HauWHaeT CTUpaTbCA. PAfbl M NO3NLKUKM CTOPOH-
HMKOB TEOPUM MUKPOPANOHOB U PYHKLMOHANBHOTO 30HUPO-
BaHus ocnabesaloT. Mexay ohuLMaNbHOI JOKTPUHOI U ee
onnoHeHTamMu obpasyeTcs «cepas 30Ha», B KOTOpYIO NonagaioT
NPUHLUMANANBHO HOBbIE OPraHWU3aLmMK U HoBble Npoteccuu.
Jllopy ¢ apxuTeKTypHbLIM 06pa3oBaHueM, He Halwepwme cebs
B LLHWWMax n MocnpoekTax, npeBpawaloTcs B fU3aiHEPOB
u ohopmutenei, nepebupatotcs B IHCTUTYT TeXHUYECKOI
3CTETUKM Un KomGuHaTel Colo3a XYL0KHUKOB.

Te, KTO He PUCKHYN PaccTaTbCs C MPOEKTHLIM NMPOU3-
BO/JCTBOM U XpPaHUN HafeX/Abl Ha BONJOWEHME CBOUX UAE
¥ CBOEro BUJEHUS, BCTABaNW Ha CNOXHbIA NyTb COBMeLeHUA
3aHATUIA, OKa3blBaUCh HOCUTENAMU KTUGPUAHOTO CO3HAHMAY.
MpoBoas NonoxeHHOe BPeMA Ha apXUTEKTYPHOIA ciyxbe, 3Tn

N0AN, NOXKNAbIE N MONOABIE, HO ABUXUMbIE OAHUM UHCTUHKTOM,
OCTaBLUIMECA CUAbI YNOTPEGAAN Ha BUIUOHEPCKUE OMbIThI pas-
HOro pofa. Mo cyTH, UX XU3Hb HEMHOTUM OTANYANOCh OT XKU3HU
XYAOXKHUKOB-HOHKOH(OPMUCTOB, 0OULMANIBHO YUCAUBLUMXCA
B M3[aTeNbCTBAX, BbINYCKABIIMX [ETCKME KHUXKM W NNaKaTbl.

MM6puaHoe cylecTBOBaHMWE, UK ABOIHAN XU3HbY He No-
poXAana olwyleHus guckombopTa UaM AUCCOHaHca. YXOh,

B BM3MOHEPCTBO Cnacan 0T KOMMNIEKCOB HEMOHOLEHHOCTY

1 BTOPUYHOCTM, 3aMelLan yTpaTsl U TpaBMbl, Heu3GexHble

Ha NpoekTHbIX habpukax. Ecnu KOHKypeHLUs ¢ reposimu
MHOCTPAHHbIX aPXUTEKTYPHbIX XXYPHANOB B 061aCTH NOCTPOEH-
HOTO faNeKo He BCErAa oKasblBanach YCnelHown, To pe3ynbTathl
COPEBHOBAHUSA N0 «HE NOCTPOEHHOMY» OKa3biBanuUCh Gonee
NepCneKTUBHLIMU U YTELIUTENbHBIMU.

dusmnyeckas, GakTuyeckasn 61M30CTb NPAKTUUYECKON PYTUHBI
¥ BU3MOHEPCTBA, NPUCYTCTBME TOFO M iPYroro B OfHOW ronose
napagoKcanbHbiM 06pa3oM NOPOXAANM CYUWHOCTHbIN Pa3pbiB,
pacTylLyio YAANEHHOCTb HOBbIX UAEN OT 3aCTbIBLIMNX peanuii.
BusuoHepbl Hayana XX Beka, Kop6iosbe 1 Muc saH gep Pos,
TaTnuH 1 JIucUuKMiA NpUWAK B apxXMUTEKTYPY, He Byayym npo-
theccmoHanamu; Te, KTO CMEHUA UX CMYCTA NoJIBEKa B Hafje-
e Ha 06HOBNEHWE, BPEMEHHO WU HaBceraa npoteccuto
nokupanu.

ApXUTEKTYpHOE BU3MOHEPCTBO 3MOXM 3aCTOA 0Ka3anochb
BMNOCNEACTBUM HE3AMEUEHHbIM U HE3aMETHbIM B CUNY ABYX
o6cToATenbCTB. Bo-nepBbix, 0HO He 6bI10 AUCCUAEHTCKUM,
arpeccuBHbIM U KOHGDNMKTHBIM, PaCCYMTBIBANO Ha Ananor
C HayanbHWUKaMu 1 6blN0 roToBO K Auanory. Bo-BTopbix,

OHO BMOJHE YA0BNETBOPANOCH BHENYGNUYHBIM COCTOAHUEM,
BHYTPMNPOdECCUOHANbHbLIM ObITUEM, BHUMAHUEM M YYACTUEM
Y3KOro Kpyra nocBslleHHbIx. byayliee nHTepecosano BnacTs
BCE MEHbLUE, NO3TOMY MHTEPECH! 3TOTO Kpyra NoyTu He ne-
pecekanucb € UHTEpecaMmu BNACTU M Kacanuchb TOro, 4To OT-
CYTCTBOBANO B 0pULMANbHOM AUCKYPCE, YTO CYLLECTBOBANO
napannenbHo, B MHOM U3MEPEHUN U MHOM NpocTpaHcTBe. Bu-
3UOHepbl NOCNeHUX COBETCKUX eCATUNETUI He CKpbIBaNUCh
1 He CKpbIBanu HacTpoeHuii. OHK nerko y3Hasanu Apyr apyra
no oco6oMmy, Apyromy B3rnsgy Ha Mup. OHW He Gblnu 1 He Mor-
2N ObITb €AUHOMbIWNEHHUKAMK. VX cuna Bbina He B eAUHCTBE,
HO pa3Hoobpasuu u HecxopcTse. Cpean HUX 0BHapyXMBaOTCA
NPaKTUKK U TEOPETUKMN; MHTENNEKTYaNbl U NIO[M; NOfBEPKEH-
Hble 3MOLMAM; NIIOAN YCNELWHbIE U NIy3epbl; aBTOPbl OAHOTO
3aMOMHUBLUEroCA BbICKa3biBaHUA U Te, KTO NOCTOSHHO reHepu-
pyeT MHOXeCTBA; Te, KTO NpOoLueN yepes TAXKeNble UCMbITaHuA
U Te, KTO He MMeN TpaBMaTUyecKoro onbiTa.

Kapablit Bbi6Mpan ans ce6s 0aHy UK HECKONbKO hopM
npeabsBAeHUA COBCTBEHHOrO BUAEHMS, U 3TU (HOPMbI —

TO HEMHOTO€, YTO UX 06beauHseT. PopMbl aKTUBHOCTH
NONOXEHbI B OCHOBY OMUCaHUA ABNEHUS, KOTOPOE He uMeeT
YETKWX rpaHuL, MO3auYHO, pa3HOHaNpaBeHHO, HEYCTONYMBO
M HaXOAMNOCH B COCTOAHWUU NOCTOAHHBIX U3MEHEHN. fBne-
HUE 3TO HOCUNO XapaKTep [OOPOKayeCTBEHHON UHDEKLMY,

¥ TO, 4TO Npoucxoauno B MoCKBe, Ha KOTOPOW COCPeOTOYEHO
34ecb BHUMaHUe, obHapyxwuBaetcs B Nutepe, HoBocnbupcke,
Ceepanoscke, Tannuue, BunbHioce, Epesare, Tounucu — sesge,
rae CNy4anuch Noau ¢ BUSMOHEPCKUM AUArHO30M.
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the self-censorship of the official representatives of Soviet
architecture nor under the censorship of the building com-
plex. These efforts were taken irrespective of the existence
of either stagnation with its intellectual weakness or post-
modernism with its inarticulate positive agenda. Visionar-
iness was creating and conveying the next, new picture of
the world as latent, perhaps, more clearly and fully than the
hard-to-explain structures.

The time of stagnation was not lost by efforts of vision-
aries that passed unnoticed in the world but significantly
changed the general state of Soviet architecture. The
actual parting with the utopias that had defined the face
of the profession and Russian space for over half a century
greatly liberated and refreshed the architectural conscious-
ness. The new view was characterized not so much by irony
and skepticism typical of postmodernism as by humanistic
tinge, attention to human reactions and natural processes,
“positive conservatism” and recognition of the real diversi-
ty of the “world view”.

The texts of Christopher Alexander and Charles Jencks
became the manifestos of the new era, coming from the
West. The “asymmetrical” Russian answer was the project
of the pedestrian Stary Arbat, which became a staunch
antipode to Novy Arbat, the symbol of Khrushchev’s mod-
ernization. Until the end of the stagnation, the pedestrian
Arbat remained a unique, exceptional example of a realized
extrasystemic vision.

The idea for the Pedestrian Arbat, the first environmental
project in Russia, belongs to Alexei Gutnov, who managed
not only to forget his recent futuristic hobbies, but also to
persuade the creator of Novy Arbat, all-powerful Posokhin
Senior, to cooperate.

Unlike other “creative intellectuals”, Soviet architects,
due to the peculiarities of the profession, were not dis-
posed to conflict with the authorities, and the authorities
themselves relaxed the usual restrictions as they neared the
decline. It resulted in a rare “separation-unification” effect
of visionariness and practical architecture.

The line between systemic and non-systemic visions of
stagnation began to blur. Rows and positions of support-
ers of the theory of microrayons and functional zoning
weakened. A “gray zone” between the official doctrine and
its opponents appeared, embracing fundamentally new or-
ganizations and new professions. People with architectural
education who could not find themselves in the Central
Research and Design Institutes or Mosprojects turned into
designers and decorators, moving to the Institute of Tech-
nical Aesthetics or to the Union of Artists.

Those who did not dare to part with design production,
who still hoped to realize their ideas and visions, embarked
upon a difficult path of combination of occupations and
became the bearers of a “hybrid consciousness”. Spending
their time in the architectural service, these people, old
and young, driven by the same instinct, used the remaining
forces for visionary experiments of various kinds. As such,
their lives did not differ much from those of the non-con-
formist artists who were nominally on the employment rolls
of publishing houses that produced children's books and
posters.

The hybrid existence, or “double life”, did not produce
a sense of discomfort or dissonance. Diving into visionar-
iness saved architects from inferiority and secondariness
complexes, replaced the losses and injuries inevitable at
the design factories. If the competition with the heroes of
foreign architectural magazines in the built category was
far from always successful, the results of the competition in
the “unbuilt” category were more promising and comfort-
ing.

The physical, factual proximity of practical routine and
visionariness, the presence of both in one head paradoxi-

cally generated a semantic gap, a growing distance between
new ideas and stagnant realities. The visionaries of the
early twentieth century, Corbusier and Mies van der Rohe,
Tatlin and Lisitsky, came to architecture without being
professionals; those who succeeded them half a century
later in the hope of renewal quitted the profession for a
time or forever.

The architectural visionariness of the Stagnation era was
subsequently unnoticed and invisible due to two circum-
stances. Firstly, it was not dissident, aggressive or con-
frontational; it counted on a dialogue with bosses and was
ready for a dialogue. Secondly, it was quite satisfied with
its non-public state, its intraprofessional existence, and
the attention and participation of a narrow circle of the
initiated. The authorities were less and less interested in
the future, and therefore the interests of this circle barely
overlapped with those of the authorities and dealt with
what was absent in the official discourse, what existed in
parallel, in a different dimension and space. The visionaries
of the last Soviet decades did not hide or conceal their sen-
timents. They easily recognized each other by their special,
different view of the world. They were not and could not be
like-minded. Their strength was not in unity, but in diversi-
ty and dissimilarity. Among them there were practitioners
and theorists; intellectuals and emotionalists; successful
people and losers; authors of a single memorable statement
and those who were constantly generating a lot of them;
those who had gone through severe trials and those who
had had no traumatic experience.

Each of them chose one or more forms of presenting
their own vision, and these forms were the few things that
united them. The forms of activity were the basis for the
description of a phenomenon which had no clear bound-
aries, was mosaic, multidirectional, unstable and in a state
of constant change. This phenomenon had the nature of
a benign infection. So, what happened in Moscow, which
is the focus of attention here, is found in St. Petersburg,
Novosibirsk, Sverdlovsk, Tallinn, Vilnius, Yerevan, Thilisi -
wherever there were people with a visionary diagnosis.
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