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text
Kuba Snopek

The main idea of my research is to identify a new typology of heritage, which would
be an overlap of tangible and intangible values. As tangible values I understand simply
architecture. The intangible ones are more difficult to identify - it is a big concentration
of important cultural activities.

Why is this important? The late-modernist architecture, with its very bad reputation of
a chaotic and dangerous space, has nowadays almost no defenders. And the methods
which are used for identifying the objects for preservation from previous epochs, appear
not to be valid for the late-modernism. Therefore I have started a search for a new
approach, which would identify not only the architectural values, but also their influence
on culture.

In case of Moscow, with its very strong artistic movement of Moscow Conceptualism, it
was tempting to see if there is any connection between this kind of art and the architec-
ture of a Rayon (a basic sleeping district). Establishing the link between art and architec-
ture would definitely reinforce the latter.

Rayon and the conceptual art

Khrushchev's speech from 1954, where he had established a set of very strict design
rules for architects, can be regarded as the beginning of the era of a Rayon in the Soviet
architecture. The speech was not more than a summation of architectural processes which
had been developing earlier, i.e. prefabrication and industrialization of architecture,
optimization and mass production of elements. Yet, since all that was put together in
one document, Khrushchev's speech became a very radical “manifesto” of the modernist
architecture and a beginning of a new epoch in Soviet architecture.

The urban landscape, which was its product, appeared to be very different from what
had been built so far. Vast spaces, huge distances, abstract shapes of buildings which were
more objects in space then houses, are the main features of this new environment. It is
also very important to understand, that this new landscape, in time of only one generation

HemaTepuanbHoe Hacnenue /
The intangible heritage

TEKCT
Ky6a CHonek

nepeBof C aHrNNIACKOro
Hukuta Tokapes

1. Peyb Ha BcecotozHom
coBellaHuu cTpoutene,
ApXUTEKTOPOB U PabOTHU-
KOB NPOMbILIEHHOCTH
CTPOMTENbHBIX MAaTEPUANOB
7 nekabps 1954 .

2. Korpa 3pecb Ha nocty
ctout Munuuanep
Emy po BHykoBo npoctop
BECb OTKpbIBAETCS
Ha 3anap u Boctok rnagut
Munuuanep
W nyctoTta 3a HUMU OTKpbI-
BaeTCH...

(4. Mpuzos. Anogpeos

Munuyarepa, 1978)

Bo Bpems npoespa npasu-
TENbCTBEHHBIX KOPTEXEN U3
aspornoprta BHyKoBo Ha
KueBckom wocce geictau-
TENbHO CTOST MUAULMOHED,
Ybs OAMHOKas durypa 6bina
BUAHA W3faneka.

OcHoBHas MAes [AHHOTO UCCNEA0BAHUA — BbIABUTL
HOBBII TUN HAaCNeAus, COYeTaloWNit MaTepuanbHble U HeMa-
TepuanbHble LeHHOCTH. oA MaTepuanbHoOil LEHHOCTbIO 5
“Meto B BUAY COOCTBEHHO apxuTeKTypy. HematepuanbHyto

LleHHOCTb Hacneaus onpeaenuTb ropasao TpyaHee, ee UHAM-
KaTop — KOHLEHTPaLMUs 3HAYMMbIX ANA KyNbTYPbl COBbITUI
Ha TeppuTOpUM NaMATHMKA.

Moyemy 370 BaxHO? MaccoBas apxuTeKTypa no3gHero
MOJiepHM3Ma, C ee NNOXO0il penyTaLueit XaoTM4ecKoro 1
0MacHOro NPOCTPAHCTBA, CEroAHA NOYTU INLIEHA 3aLLUTHI.
MeToAbl BbISIBNEHNA NAMATHUKOB GONee paHHUX 3MOX He
paboTaloT B ciyyae TMNOBOTo CTpouTenbcTea. Moatomy s
BUXKY HEOOXOAUMOCTb B HOBOM MOAXOAE, YUUTLIBAIOWEM He
TONIbKO apPXUTEKTYPHYIO LEeHHOCTb, HO U BAUSHWE Ha KyNbTy-
py. Ecnv roBoputs 0 MocKBe, Takoi MOAXOL MOXKHO 0nNpo6o-
BaTb Ha MpUMepe ABUKEHWNA MOCKOBCKOr0 KOHLeNnTyann3ma
1 ero BO3MOXHOW CBA3M C apXUTEKTYPON MUKPOPalioHa Kak
OCHOBOM ropoackoi Tunonorun 60-80-x rogos..

became the dominating one in Soviet cities. Nowadays Rayon constitutes about 80% of
Moscow’s built space.

The Moscow Conceptualism, which appeared more or less when the first huge sleeping
districts were built, from the point of view of an architect, appears to have a lot in com-
mon with the Rayon. During my research I was trying to prove certain links between the
new landscape of a Rayon and the Conceptual art.

Moscow conceptualism and architecture

From the architect’s point of view, I can see many possible relations between the
architecture of a Rayon and the Moscow Conceptual art. In my opinion, the main features
of Khrushchev's architecture had been identified by the artists and can be seen in their
works.

I would assume the emptiness of the Rayon was influential on the work of the con-
ceptualists. The “Collective Actions” group was using the emptiness of the suburbia as an
integral element of their performances.

Dmitri Prigov was referring to the emptiness of Belyayevo. When reading through the
verses of the famous poem about the Militiaman, one can imagine him somewhere in the
Rayon, trapped between its endless space and the sky.

Finally, Prigov was calling the district his Duchy. Prigov was inspired by the spacious-
ness of his own neighborhood. The wastelands between buildings he was calling his
realms, and himself — the duke. Wasn't it an ironic way of perceiving this overwhelming
emptiness?

The abundance of space in Belyayevo had also very practical consequences. In 1974
the “Bulldozer Exhibition” happened in one of its wastelands, being an answer of unoffi-
cial artists to banning art different than socialist realism by Khrushchev in 1962.

The conceptual artists also seem to have been fascinated with the modernist ration-
ality. Geometry and digits many times constitute the language of their works. Numbers,

MuKpopaioH U KOHLEeNTyalbHOE UCKYCCTBO

Peyb XpyweBa, npousHecenHas B 1954 ropy’, B KOTOpoi
OblIN 3af,aHbl HOBbIE OPUEHTUPLI AN apXUTEKTOPOB,
MOXET CYNTaTbCA HayanoM 3pbl MUKpPOpaioHa B COBET-
CKoWl apxuTekType. Peub copepxana Habop yxe pa3pabo-
TaHHbIX ¥ ONPOGOBAHHbIX B CTPOUTENLCTBE UAEH, TAKUX,
KaK YHUDUKALMA 1 MHAYCTPUANM3aLMA apXUTEKTYPSI,
onTMMMU3aLMA U MacCOBOE MPOU3BOACTBO 3nemMeHToB. Ho,
cobpaHHble BOEANHO, 3TN NOJIOXKEHNUA CAENaNu BbICTymne-
Hue XpyleBa pagnKanbHbIM MaHU(ECTOM MOJEPHUCTCKOM
apxuTeKTypbl. fopofcKoi naHpWwadT, BONNOTUBLINA
HOBbIIl MOAXO[, B apXUTEKTYpe, Pe3KO OTaNYancs OT BCero
NOCTPOEHHOro paHee. [lycTble NPOCTPAHCTBA, OFPOMHbIe
paccTosHuA, abcTpakTHble reomeTpuyeckue hopmbl 3aa-
HUN GbINM €ro 0CHOBHBIMK YepTamu. Ha rnasax ogHoro
NOKONEHUA UMEHHO 3Ta Cpefa CcTana JOMUHUPYIOLLei:
cerogHs B MockBe MUKpopanoHbl 3aHnMatT 80%
3aCTPOEHHOro NpOCTPaHCTBA.

MoCKOBCKMit KOHLENTYannu3M, NOSBMBLIMIACA NPUMEPHO B
O/HO BPeMA C NepBbIMU CMANbHbLIMW pailOHaMM, UMeEeT, Ha
Moii B3TIAA4, MHOTO 06Lero ¢ naHgwadTom MUKpopaiioHa.

MOCKOBCKMIf KOHLENTYaNN3M U apXUTEKTypa

fl nonarato, 4T0 OCHOBHbIE YEPTbl XPYLLEBCKOWN apXUTEKTY-
pbl MOXHO YBUAETb B paboTax XyA0XHWKOB 3TOr0 Hanpas-
NeHuns.

Mpexpae Bcero, NOBAMANA Ha KOHLENTYaNbHOE UCKYCCTBO
nycroTta Mukpopaiona. [ins rpynnsl «KonnekTusHele peii-
CTBUA» MyCTOTa NPUTOPOJHLIX MONEN U NecoB Bbina cocTas-
HOW YaCTb0 XYAOXKECTBEHHbIX aKLMIA. 3Ta e nycToTa olyLa-
eTca B ctuxax Omutpus MNpurosa, xuslwero B benseso. Tak, B
3HaMEHUTOM LMKNe cTUxoB 0 MunuuaHepe, repoit BUANUTCA
3aTepsiHHbIM B 6ECKOHEYHOM NMPOCTPAHCTBE MeXAY 3emieii 1
He6oMm?. Mpuros Ha3Ban bensieBo CBOMUM repLOrcTBOM, UMes B
BUAY ero 6eCKOHEYHYI0 NPOTAKEHHOCTb: NYCTHIPU MEXAY
AOMaMM OH CYUTan CBOei COBCTBEHHOCTbIO, Ce6si — repLorom.
He 6bi710 1M 3TO MPOHMYECKMUM NyTEM OCBOEHMUSA U NPUCBOEHNA
nepenoHsiowen benseso nycrtoTbi?

N36bITOYHOCTb BeNAeBCKUX MPOCTPAHCTB UMENa U BNOHe
npakTuyeckne cnefcTeus. VIMeHHo 34ech, Ha OAHOM U3



repetition of the same action certain number of times is a common element of Collective

Actions’ performances. Monastyrsky's Elementary Poetry is full of numbers, graphs and dia-
grams — as if it was written not on poetry but on physics. Newspapers, being a logical and
hierarchical distribution of information, were often used by Prigov as a background of his
graphics.

Prigov was also working with objects, this is for me another analogy with architec-
ture. The architects of those times had a catalogue of ready architectural solutions, which
they were composing in space. The conceptual artists objectified the language, the words
became objects. Some of Prigov’s poems seem to be a transition state between poetry and
graphics — they can be both read and looked at. Using a typewriter, he was able to, by
using words as objects, create totally new compositions.

Many times those words-objects have been endlessly repeated. The use of a typewriter
allowed him to repeat the same words, analogically to architects who thanks to prefabrica-
tion could repeat buildings.

This repetitiveness may be found virtually everywhere. In his poetry he is many times
repeating the same words (the poem about the Militiaman). The background of his graph-
ics also is repetitive (for me the most interesting case is the background being reminis-
cent of a typical flat in a prefab building).

In my opinion also the total approach in the construction is reflected by the total
approach in art. The installations, which appeared in the early eighties, are the best illus-
tration. Due to the difficulties with exhibiting art, the conceptual artists were using their
flats as exhibition spaces. In 1983 Irina Nakhova painted the walls and the floor of her
apartment. Therefore she created a new kind of object, an image, into which one can walk.
Nakhova's “Rooms” pushed Ilya Kabakov into the idea of the total installation. For him,
the total installation is a materialization of a method already known in fine arts — enter-
ing into the picture.

nycTbipeit, B 1974 rogy coctosnach 3HameHuTas
bynbpo3epHas BbiCTaBKa, CTaBlWas OTBETOM HeOodULMNaNbHO-
rO UCKYCCTBA Ha 3anpeT BCeX XYA0XKECTBEHHbIX TEYEHUN,
KpOMe COLMannUCTMYeCcKOro peann3ma, NpoBOo3rnalleHHbIi
Xpywesbim B 1962 rogy.

XyOOXHUKM KOHLENTYanbHOro Kpyra TakKe BOCXULANUCh
PauMOHaNnbHOCTbIO MOfepHU3Ma. f3bIK reomeTpun u uudpsl
He pa3 CTAaHOBUAUCH A3bIKOM X paboT. Yncna, psael yucen,
GecyncneHHble NOBTOPEHMUS OfHOTO U TOTO e AeNCTBUSA
MOCTOAHHO BCTPEYaloTCA B akumax rpynnbl «KonnekTueHble
AeNcTBUA». «INneMeHTapHas no3sua» A. MoHacTbipckoro
noaHa rpadukos, gMarpamMm u uudp, CIOBHO TpaKTaTt no
tu3smke. [a3eTbl, TPAaHCAMPOBABLLUWE FOCYAPCTBEHHYIO NIOTH-
Ky W nepapxuio B pacnpefeneHunm nHopmawmuu, 4acto
ucnonb3osanuck MpurosbiM B kauecTse hoHa ans rpadu-
KoB. [puros TaKkxe MHOro paboTan c 06beKTamm, 3aech,
KaK MHe KaXeTcs, eCTb aHaNorma ¢ apxutekTypoi. Tunosas
apxuTeKTypa UMeeT Aefo C KaTanoroM roToBbIX peleHui,
KOTOPbIE M0-Pa3HOMY KOMOUHUPYIOTCS B NPOCTPAHCTBE.
KoHuenTtyanbHas no3sus ob6beKTMBU3UPYET A3bIK, CI0BA CTa-
HOBATCA obbekTamu. HekoTopble cTuxu Mpurosa sBnsoTCA
nepexofHO CcTafueit Mexay no3sunei u rpagukon — nx
MOYHO YMTaTb U CMOTPETb Kak n3obpaxeHue. C nomowbo
nULYyWen MaWMHKK OH MOT, MPUMEHSIS CIOBA, KaK 0OBEKTI,
C03/1aBaTh COBEPLIEHHO HOBbIE CMbIC/bI. C1OBA-00bEKTI
NOBTOPAIOTCA MHOXECTBO Pa3, NOA0OHO TOMY, KaK B apXu-
TEKType MUKpOpPanoHa NOBTOPAIOTCA 3N1eMeHTbI-NaHenu u
camu 3naHusA. Vnes noBTOpa Takxe NeXMUT B OCHOBE ero
rpaduyecknx Npou3BeLeHni, UHCTaNNALMA. XapakTepHbiii
npumep, Koraa GoH paboTbl HANOMUHAET O TUMOBOM KBApTH-
pe B NaHeNbHOM fioMe.

ToTanbHOCTL TMNOBOrO CTPOMTENBLCTBA IXOM OT3bIBAETCA
B McKyccTBe. Jlyywen uantoctpaymeit Takoro noaxoAa moryTt
ObITb MHCTANALNUM Hayana 80-x. He MMes BO3MOXKHOCTU
BbICTAaBAATHCS, XYAOKHUKYM NPEBpaLiany cobCTBEHHbIE KBAp-
TUPbI B BbICTaBOYHbIe niowaaku. B 1983 rogy Mpuna
HaxoBa pacnucana cTeHbl 1 NON CBOEN KBApTUPbI, CO34aB
TEM CaMbIM HOBBII TUN 0OBEKTA: KAPTUHY, B KOTOPON MOXHO
6b1710 x0aUThb. «KoMHaTa» HaxoBoi HaTokHyna Unbio
KabakoBa Ha uaeto ToTanbHOM MHCTanAsuuu. ns Hero
TOTaNbHas MHCTaNNALMA — 3TO CNOCOb BBEEHUS 3pUTENs B
nofie UCKycCTBa.

As I was trying to prove, Khrushchev's architecture was an inspiration for artists.
Probably, if not this modernist landscape, conceptual art would not appear in the same
form. It may be a sufficient reason to try to preserve parts of this architecture. There are
certain features of Rayon’s architecture, which have been an inspiration for art — which I
was writing about in the previous part of the text.

How should we preserve those fragile yet characteristic features? What is the right
approach?

There are many questions how to deal with those key features. One of the immanent
features of the Rayon is its totality. Is it possible to propose partial preservation for
something as total and holistic as a Rayon?

The Rayon consists of objects: buildings, being a product of the process of optimiza-
tion. The task of an architect was largely limited to creation of the most perfect composi-
tion of those objects. How to deal with that, what to preserve? Only the geometry and
general composition, or the objects themselves?

The repetitiveness also seemingly calls for another approach. Until now only unique
buildings where in focus of attention of preservationists. So what can we do with the
mass produced architecture, where not only buildings but the whole spatial organization
was repeated tens of times?

How to deal with emptiness - one of Rayon’s most important features — and one of
the most difficult to preserve? In projects always designed as an attractive green area, in
reality the humongous spaces between buildings many times were becoming huge chunks
of nothingness. Devoid of function, practically deprived of an owner who would be
responsible for them, those spaces became a no man’s land of the modern age. Should this
emptiness be preserved? How?

To answer all those question, which is the goal of my research, means to define the
future destiny of the architectural heritage of the period shaped up by the involuntary
“architect” and “artist” Nikita Khrushchev.

Hacnepue B npocTpaHcTBe MUKpPOpanoHa

Takum 06pa3om, MOXKHO NPeAnoaoKUTb, YTO XpyLLEBCKAs
apXMTeKTypa MOria ObiTb UCTOYHUKOM BLOXHOBEHUA A5
XYAOXHWKOB: B OTCYTCTBUE MOAEPHUCTCKOM rOpoACKOii
cpenbl KOHLENTyanu3m Mor 6bl He MOSBUTLCA UAK NpU-
o6pecTu coBcem apyrue hopmbl. B 3ToM 06cTOATENBCTBE,
MHe BUAMUTCA, OfHA U3 NPUYUH [NA COXPAHEHUA apXuTeK-
Typbl 60-80-x. HO KakK e coxpaHuTb ee TPyAHO nojaato-
Wmecs onpeaeneHunio, Ho CTONb BaXHble ANA KYNbTypbl U
MCKYCCTBA 3TOW 3MOXM CBOMCTBA?

Haun6onblwyio TpYAHOCTb NPeACTaBAsSeT TOTANIbHOCTD:
MOXHO /M NPEAN0XUTb YaCTUYHOE COXPaHeHne Yero-To
CTO/Ib HEMPEPbIBHOTO U €ANHOTO, KaK MUKPOPanoH?
MuKpopainoH cocTonT U3 3naHuit, 06 BEKTOB MAacCOBOro Npo-
“3BOACTBA. 3afja4a apxX1TEKTOpa CBOAMIACH K CO3[aHUI0
HaunyyLweit KOMNO3NULNUKM U3 HUX. YTO 3aeCh noanexuT
coxpaHeHuio? KoMno3uuus uam camu o6bekTs?

MaccoBoCTb MUKpOPaKioOHHOM 3acTpoiiku Takxke TpebyeT
MHOTO NofXoAa K npobneme coxpaHeHus. [lo ceii nopbl B
(hokyce BHUMaHUA oxpaHuTeneil 6bina B nepByio oYepesb
apXuTeKTypa YHUKanbHas. YTo xe fenatb C MUKPOPaioHOM,
B KOTOPOM MO ONpejeneHunto He JOMKHO ObiTb HUYETO YHU-
KanbHOro — HW B apXUTEKTYpe, HW B OpraHun3aLmu npocTpaH-
cTBa?

[pyroit BONpOC OTHOCKUTCA K NYCTbIM MPOCTPAHCTBAM MUK-
popaiioHa. 3afyMaHHble KaK NpuBieKaTenbHble 3efeHble
TeppuUTOpUM, 3TU MPOCTPAHCTBA MEXAY [OMAMM CTanu B
peanbHOCTU CPefoToumneM oTCYTCTBUA. JInlleHHble cofepxa-
HUA, HAa3HAYeHNA, XO3AUHa, OHU, MO CyTH, HeobUTaeMble,
HWUYeNHble 3eMaK COBpeMeHHOM 3noxu. Hyxpaertca nu
nycToTa B COXPAHEHWUU, U ecu [ia, TO KakuM cnocobom?

Llenb Mmoero nccneposaHns HanTh OTBETHI Ha BCE 3TU
CNOXHble, COBCEM HEOYEBUAHbIE BONPOCH, NPEANOXMUTD
HOBbIE METOAbI, CTPATEruio 1 TaKTUKY COXpPaHEeHUA apXuTek-
TYpbl TO/ 3MOXM HEBOMbHLIM «aPXUTEKTOPOMY» KOTOPOIi Obln
Hukuta CepreeBny Xpylues, a rnaBHbIMU reposmMn —
Omutpunit Anekcanaposuy Mpuros, Nnba Imunsesuny
KabakoB n MHOTMe fipyrue nucaTenu, Xy4oXHUKM, NO3ThI
MOCKOBCKOrO KOHLeNnTyannu3ma.
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