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1 MaMATHUK apXUTEKTYPbl 415 MHOMMX CUHOHUM

focTonpumeyaTtenbHoCTU. [103TOMy MHTEPEC K HeMy
4yacTo reorpaduyeckuin — B KaKOn-To cTpaHe

€eCTb HEKMI OOBEKT (ABOPELL Ha OKpauHe, 3aMOK
Ha cKane, ab6aTCcTBO Ha OCTPOBE, amduTeaTp

B KaTO/IM4ECKOM ropoje, NpaBoCNaBHbIl Xpam
cpeav MycyllbMaHCKKUX MOCTPOEK U T.N.), Ha
KOTOPbIN eayT NMOCMOTPETb MHOCTPAHHbIE TYPUCTI
WM MECTHbIE UHTENNIEKTYaTbI. [TaMATHUK — 3TO
YTO-TO TPYAHO YHUYTOXKMMOE (a TO JaBHO 6bl
YHUYTOXWUIIN), HUKOMY He HYXHOe€ (a TO 4aBHO Obl
MCMNONb30Bau), YTO-TO B CUJTy ITUX CBOUX CBOMCTB
3arafjoqHoe. Takue «reorpapuyeckmer NamaTHUKKU
XapaKTepHbl 419 06LEeCTB He C/IMLLKOM Pa3BUTbIX
(pas3BuTblE UX NepemMasibiBaloT — C MOMOLLbIO
BapBapCKOM UM XO3ANCTBEHHOM AeATeIbHOCTH)

M 06bIYHO — [J19 TEMJILIX CTPAH (TaM 3T NaMATHUKK
4acTo CTOST B 3aCyLUMBbIX, Heo6pabaTbiBaeMbIx
30HaX, a K TOMY XKe OHM 3allMLLeHbl OT 6bICTPOro

BflagMMUP CceLoB
NaMATHUK apXUTEKTYpPbl B POCCUM:

0COGEHHOCTU HAaLlMOHAJIbHOIO BOCNPUATHUS
APEBHOCTH
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vladimir sedov

paspylueHnss OTHOCUTENbHOW 61aro4aTHOCTbIO
Knumara). TaK 4To, ecnv 3afaTbCs Lienbto yBUAETb
TaKkou «reorpaduyeckun» JeTepMUHUPOBAHHbIN
namMaTHUK, Hago exatb B Typuuio, CpeaHioto Asuio,
Ha BanKHUIM BOCTOK nnu B cTpaHbl Marpu6a,

M Tam BMOJIHE MOXHO HaNTW pa3BanuHbl NOrUOLWKX
LMBMAN3ALMIA HA OKpanHax ¢ MyCOPHbIMM
cBaslkamu Unu B 6eCniofHbIX ropax U JOSIMHAX.
POBHO TaKnMMMU e NamsATHUKaMU eLlle COBCEM
HeJaBHO 6bI10 60/1bLUMHCTBO CBUAETENLCTB
cywectBoBaHUg PUMCKon nmnepun B Utanuu:
BCE 3TV apKu, KONU3€eU, TEPMbI, aKBELYKM CTOAT
nocpeau cagoB v Nosien, nocpean ropoaoB

M FOPOLKOB, TaK KaK UX BHYTPEHHWE CBOMCTBA
NO3BO/IMIN UM COXPaHUTBLCS.

Hapo ckasaTtb, Y4TO MOYTU KaXkabln
Ky/NIbTYPHbIM YeI0OBEK MeYTaeT yBUAETb TaKoM
NaMATHUK (415 TOro, YTOObl MPUKOCHYTLCH
K Be4yHocTn 6e3 nocpeaHWKOB, MOYYBCTBOBATb
cebs HaeguHe ¢ Her, OLWYTUTb Ha cebe o6pasbl
13 rpaBtop, cTapbix GoTorpadpum, 3anncok
nyTelwecTBEHHUKOB). 115 TOro ntoau v eayt
B CpegHtoto A3unio, IHOOKUTaN nun Ha bankHum
BocCTOK, 4TO6bLI BCE 3TO NOJSY4YUTb HEBPELUMbBIM,
HETPOHYTbIM, 60/IbHbIM U POMAHTUYECKUM
OAHOBPEMEHHO.

Ho 3a atumu «reorpaduyecknumm»
namMaTHUKamMu Tenepb Hafo exaTb JaNeKo, BOH
13 EBponbl, N0 KpalHen mepe — 3anagHom.
[pyron ke TMn NnamsaTHUKa MOXHO MOyYuTb
NnoYTv rae yrogHo: aTo 60see 3HaKoMbI#

HaM TUM 0CO3HAHHOro, 0603HA4YE€HHOrO,
06MXOXEHHOrO NAaMATHUKA apXUTEKTYpPbI. ITO
0CO3HaHWe M 0603HaYeHuKe (a Bcnes 3a HUMu

1 obuxarkMBaHue) NnaMATHUMKOB B EBpone
OTHOCUTCA K XIX BEKY. MOXET 6blTb HECKOIbKO
paHee, B XVIII BeKe, yxe npeanpuHMManncb
NOMbITKU COXPaHWUTb KaKWe-TO PUMCKUE APEBHOCTH,
HO O LIe/IOCTHOM pecTaBpauuun Uaun aaxe

0 YaCTUYHON My3eedUKaLMK peyn BCe e He Oblno.

[ns Toro 4To6bl NAMATHUK AapPXUTEKTYPbI CTas
namMAaTHUKOM, NOTpeboBanca 0cobbln B3NS — He
KNTaCCULMCTUYECKUIM, @ POMAHTUYECKUI. HYy>KHO
6bI110 HE TONbKO BISAbIBATLCA B 3aCTPOEHHbIN
PUMCKMI XpaM C LieNblo yBUAETb B HEM
1 3apucoBaTb NepBOHavasbHbIM MOTUB OpHAMEHTa
nUnu opaep (3To BCMaTpMBaHWE B UCKAXKEHHbIN
BpeMeHeM uaean Beno K «0YUCTUTENbHbIM»
PEKOHCTPYKLMAM, KaK 3TO 6bI710 € TpUyMdanbHOM
apKon TuTa, CIULLKOM BOJIbHO AOMOHEHHOWM
M OTTOrO CAMLIKOM XOJIOAHOWM), HO U POMaHTUYECKHM
NPOHUKHYTbCS KPAcoTOM CTapuHbl, 651aropoacTBOM
cTapocTu. Takoe He loBeHanbHOe, a BNosHe
3penioe BOCNpUSATUE CTapblX 34aHui NpUBeno

architectural monuments in russia: peculiar national perception

of antiquity

NcTopmS

K NI0GOBAHMIO UX TPELLMHAMM, X OGCTPOMKAMM, UX
pa3HOBPEMEHHbIMU «OAeHUAMMU» Ha dacaaax.

M BOT B Nepuoa poMaHTU3Ma to6uTenm
CTapuHbl 06paTUIM CBOE BHUMAHWE U Ha
CcpefHeBEKOBbIe 3aMKM, U Ha pa3pylleHHble
a66aTcTBa B NIeCy, Ha APEBHEPUMCKIME
OCTaTKM B ropoaax v cenax. NamaTHuK ans
3TOr0 BPEMEHM — 3TO PYMHA, KOTOPYIO HYKHO
«NepexXnBaTb», KOTOPOW MOXKHO HacnarKaaTbes
KaK XOpOLUMM pacCcKa3oM Wan KapTUHOM, KOTOPYHO
MOYHO «4UTaTb» UK pacwndpoBbiBaTb. Co
BPEMEHEM, K cepeaunHe XIX BeKa, npuxoaut
NMOHMMaHMe TOro, YTO paspyLleHUe HyXKHO
OCTaHOBWTb, 4YTO 3aMOK MK cobop (MbepdoHH,
Hanpumep, unu CTpacGypr) Hy»KHO AOCTPOUTb —
4YTOGbI MPOANTL UX HU3BHb.

Ho 370 XenaHue «peaHMMMpPOoBaTh» NAMSATHUK
W AaTb eMy APYryto *U3Hb BCKOPE CTONKHYNIOCh
C TeéM CMeLlaHHbIM, YyBCTBEHHO-3CTETUYECKUM
nto6oBaHWeEM, KOTOPOEe BUAENO 3HAYEHNE
namsiTHUKa UMEHHO B NMOJ/IMHHOCTU KamMHew
WUIW KMPNMYEn, B BO3MOXHOCTM BO6paTh B ceb4
B3I/1S0M BECb NaMATHUK U OAHOBPEMEHHO
NMPUKOCHYTLCS K HEMY, 0CA3aTb €ro. ACTETUYECKOE
3Ha4yeHue NamsaTHWKa B 3TOM clly4ae — ero
HENoBTOPUMblE GOPMbI, POMAHTUYECKOE
3BYy4YaHWe — B clieflax ero XU3Hu, B TpellMHax,
npo6ouHax, wepobuHax. ECTb elle n nctopnyeckoe
3Ha4yeHue NamsATHWKA, Koraa noceTuTesb

et o il s
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OTYETIMBO NOHUMAET, 4TO TO UM UHOE COObITUE

NPOUCXOAMNI0 UMEHHO 3[€eCh, YTO OnpeaeeHHbIn

MCTOPMYECKMI NEPCOHAMX XU 34€eCb, Kacancs

3TUX BELLEN, ITUX KaAMHEN, ABUrancs B 3TOM

npocTpaHcTBe. Bee 310 Npeanonaraet Bepy

B NOAJIMHHOCTb NaMATHUKA, a cnejoBaTeNibHo,

HeJoBepue K pecTaBpaLMK 1 npeanoyTeHme

€l KOHCepBaLMK, 6EPEXHOro CoXpaHeHUs

CYLLLECTBYIOLLETO LESIOro 1 CYLLECTBYIOLLMX AeTanewn.
M3 3TOro CNOXKHOIrO KOMMJIEKCa OLLYLLIEHUI,

M3 coYeTaHMs BEPbI, UITIO3UI, TMYHOIO OMNbiTa

0o6LleHMsa Co 30aHUEM U HaBeLEeHUS CpaBoK

B iuTepaType rae-to B KoHue XIX BeKa BO3HUKaeT

COBPEMEHHbIVM 06pa3 NamMATHUKA — OCMbIC/IEHHbIN

o6pa3s 34aHus C UICTOPUEN, pacnajatollencs

Ha ABe YacTu: CO6CTBEHHO UCTOPUSA 34aHKA

M UCTOPUS Eero Kak NnaMaTHUKa — UCTOPKUS ero

NO3HaHUSA, PACYUCTKK, pecTaBpauumn. Bo3HMK

06bEKT, KOTOPbIN COXPaHATb HYXXHO GblSI0 He

CTO/IbKO U3-3a ero KOMMePYECKOM LLIEHHOCTH (XOTS

M OHa CO BPEMEHEM TOJIbKO MOBbILIaNacb BMecTe

C OCO3HaHWEM LLEeHHOCTU 06bEKTA), CKONTbKO

M3-3a ero LLeHHOCTU Ky/IbTYPHON — 3CTETUYECKOMN

WU UCTOPUYECKOM (MeMopuanbHom). Toma

nyTeBOAMTENEN MU TMPUKO-IMUYECKUX KHUT

«[PO UCKYCCTBO» Hay4yanu nyennKy BuaeTb

B KaMHAX M Knpnuyax Kpacoty [pownoro,

OTNMYaTb HAJIMYHWKK paHHero Bo3poxaeHus

OT HaNIMYHMKOB BO3pOorXKAEHWUM BbICOKOrO,
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E.Momo, U.Yeckuii. 3amok JleBeHOYpr
Ha BunbrenbmoBoi rope 61u3
Kaccens. O¢oprt. Hawano XIX B.

E. Pomo, I. Cesky. Levenburg castle on
Wilhelm Hights near Kassel. Etching.
Beginning of the 19th century

Manbmupa. MpaBlopa pesyom. Havano
XIX B.

Palmyra. Engraving. Beginning of the 19th
century



3 PyuHbl pumckoro Hekponons B Myne
B oKpecTHocTAX Tpuecta. OdoprT.
1800-e rr.

Ruin of Roman necropolis in Pula, near
Triest. Etching. 1800-ies

4 Cros 6u6nnoTeKkn AaprmaHa B ApuHax.
FpaBiopa pe3suyom. Cep. XIX B.

Stoa of Adrian library in Athens. Engraving.

Mid-19th century
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OT/IMYaTh «3apecTaBpUPOBaHHbIN O6GBHEKT» OT
COXpaHuMBLIErocs, NOAJIMHHOMO, HecyLLero apomat
anoxu 6e3 npumecen GaHTa3mm POMaHTUYECKOrO
pectaBpaTopa.

Bce 310 6b1710 B UTanuu, notom Bo PpaHumm,
faxe B [epMaHun, Apyrux eBponemncKUx cTpaHax.
bnarogaps KONoHWanbHOM CUCTEME TaKon B3rNaj
OblS1 pacnpocTpaHeH Ha 3aMOPCKUE MaMATHUKK.
Ho morno nv Takoe npeactaBieHne NosiBUTLCSA
B Poccumn? Kak v Korga B Poccuu yBuaenu cesou
NamMAaTHUKN?

COo6CTBEHHYIO APEBHOCTb M €€ apXUTEKTYPHbIE
cBuaeTenbcTBa B Poccuun yBuaenu o4eHb

nosaHo. B XVIII BeKe nosiBuaacb naes CoxpaHsaTb
cpefHEeBEeKOBble KPernocTh, OCTaBeHHbIE
BOEHHbIMW M3-3a UX KpanHen apxanyHoCTU UK
M3-3a TOr0, YTO OHW B pe3yibTate paclmpeHus
rpaHuLL UMMNEePUM OKa3anunChb B rNy6OKOM Thijy.

Ho aTa rocygapctBeHHasi oxpaHa B 60/1bLUMHCTBE
c/lyyaeB OKa3blBanacb 6yMaKHOW, a B peanbHOCTH
KaMeHHble KpenocTh NOBCEMECTHO BeTWanu

M NpeBpaLlanncb B XMBOMUCHbIE PyMHbI MOCPeau
ropoaos ([ckoB., Mopxo., [1oB, HMXHWIA
HoBropoa, KonomHa). HWKakme ykasbl OCTaHOBUTb

NcTopmS

paspylleHns 3TUX U APYrMx KpenocTen He MoK,
paspyLlleHne NpoaoKanock 4o cepenHbl XIX
BeKa (a nHorga v ao cepeaunHbl XX BeKa), Koraa
poMaHTUYecKas pectaBpalLms Halna «xon»

Nno yAEepPKaHUI0 3TUX CTEH U 6GalleH B CHOCHOM
COCTOSIHWUM: UX CNefoBano NepuoanyecKku
[I0CTpanBaTb 3aHOBO — GO/bLIMMU KyCKamy,
LenbiMu 6alHAMK, — W 3TO Ha3blBaloChb
pecTtaBpaunen. Takast pecTaBpaLus XuBa

M NOHbIHE, ee aHaNorn MOXXHO BCTPETUTb

B €BPOMENCKMX 3aMKax, KOTOPbIM He

NnoBe30, U KOTOpble Obl/IM «<BOCCTAHOBNEHbI»
pectaBpatopaMu KoHua XIX BeKa, HO Yalle
MOXHO yBMaeTb B Typunu unu Ha bankaHax, rae
CBEKEOTCTPOEHHbIN NCEBAOCPEAHEBEKOBLIN
$opT C ropAoCTbIO CUSET HOBLIMU KaMyLLKaMu

1 HeaopOoron NOACBETKON. ATO pecneKkTabenbHoe
BapBapCTBO MNOYEMY-TO OYEHb NPUIUMYNUBO
MMEHHO K KPEnocTsaM — K POCCUNCKUM

B YaCTHOCTH.

CBoM cob60pbl 1 LIEPKBU POCCUNCKOE

006LLECTBO «3aMETUN0» O4YEHb MO34HO,

B Tpuauatble rogpl XIX Beka, 0AHOBPEMEHHO

C 3anajHOBPONENCKUM POMAHTU3MOM,
OTPa3uBLLUMMCSA M Ha HalleM NOHUMaHUK
NamMATHUKOB. HO MOMEHT 6bin1 ynyLleH:

Korza CTapuHy 3ameTunu, ee 6b1a0 TPYaHO
«BblLeNyWNBaTb» U3-M0A4 MNO3AHENILMX HACTOEHUN.
Bce apeBHee gonroe Bpems Ha3biBanocb
«FOTUKOM» (B YEM MOXHO BUAETL Clel BIUAHUSA BCe
TOrO e poMaHTU3Ma), Ho 3Ty FOTUKY pPa3rnsaaeTb
noj cnoem 6apoyHbIX, KNacCULUCTUYECKMX

M aMMUPHbIX HACNOEHUI 6bIN0 MPOCTO
HEBO3MOXHO, a MOTOMY HacnaxKaeHue «rOTUKON»

1 CTapUHOM 6bIS1I0 NPOCTO HEBO3MOXHO [0 BTOPOM
NoSIOBMHbI AeBSATHAALLATOro BeKa.

[Ie-To ¢ ceMnaecsTbix rO40B NO3anpoLIoro
CTOSIETUSA HaYanacbk anoxa OTKPbITUI. CHavana
PYCCKUM CTUb IKNEKTUKM NPOBYaAMI MHTepec
K TEpEMHOMY 1 y30poyHOMY 3oa4ecTBY XVII BeKa,
NamMAaTHUKU KOTOPOro 3aMeTU/TU, PAaCCMOTPENH,
0OMEPUNN AECATKM apXMTEKTOPOB, MPU3HAIU
Hanbosiee HapoAHbIMU M CaMOCTOSATENTbHBIMM.
[oToM OT Bcex aTuX «[yTUHOK 1 Kynuuek»
OTBEPHYNCb, U HEOPYCCKUIM CTUNTb OTKPbIBaNH
B Havyane XX BeKa 3aHOBO, CO BCEN UCTOBOCTbLIO
PENMIMO3HOI0 BO3POXKAEHHMS, KaXKaA0M
NOAMMHHOCTH, OTPULL@HUEM NPAHUYHOTO
M YasiHWEM CYypOBOro M MPOHMKHOBEHHOTIO. LLlyces,
NaHcepe, Pepux, MOKPOBCKKUI, — BCE YCTPEMUNUCH
Ha pycckui Cesep, Bo lNckoB, B HoBropog,

K HOPAWYECKOW cune 1 NPOCTOMY BESIMYMIO HaLLMX
BeYeBbIX pecnyb/mK, K Kak 6yaTo BblIEMIEHHbIM
pyKaMu xpamaM OblIMHHBIX MOrOCTOB Y KOCOOOKUM
nanatam HOpAMYECKMX KynuoB 1 605p. 3a
NO3HaHWEM U BOCNPOUIBEAEHNEM WU BMECTE

C HAMM NPULLIO YU MOHUMaHKWE LLIEHHOCTU KaxK0ro
CNnabo OTECAHHOIO KaMHS, Kax40oM KOCOM apoyKu
N Kypry3om rnaBKu.

Benuknin pectaBpatop CepebpsiHOro BeKa
M. M. MNMoKpbIWKKWH caenan u3 Luepkeu Cnaca Ha
Hepegawnue okono HoBropoga — 40CTaTOMHO
CKPOMHOro namMsiTHMKa KoHua Xll Beka (xoTs
1 C NOoTpsAcaloWMMU dpecKamu BHYTPH) — MO3IMY,
oAy, anoc. B ero pectaBpaunv Hepeauupbl
Kaxkjasi nepBoHaYyanbHas getanb 6blia
COXpaHeHa, a BeCb NamMsATHUK Gbl1 NpeBpaLleH
B MaHU®ECT NOAIMHHOCTU. HO NOANMHHOCTb
3Ta 6blna Xy0XeCTBEHHO 06bIrpaHHOM, He
apXeosIormMyecKom: CTEHbI BblTM NOKPbITHI
HOBOW 06Ma3KoWn, UMUTUPOBABLLEN CTapy!to,

HO CKpblBaBLUEN camy MNOAJIMHHOCTb U TONbKO
HaMeKaBlUen Ha Hee CBOEN PYKOTBOPHOCTbIO,
HenpaBUIbHOCTbIO, HEPOBHOCTLIO.

BmecTe ¢ LepkoBblo Ha Hepeauue
APXUTEKTOPbI, XYAOKHWKN U 06pa3oBaHHOe
obuiectBo NeTepbypra 1 MOCKBbI OTKPbLIX
M MUP 6aPOYHbIX U KTaCCUYECKUX ABOPLLOB,

MWp ycagebHbIX JOMOB U LIepKBEN, MUP
NPOBUHLMANbHbIX MHTEPNPEeTaL M 60/bLINX CTUNEN
B Kyne4yeckux ropoaKkax Ha Bonre n Oke. Bce atu
OTKPbITbIE MUPbI C YBIEYEHUEM OMUCLIBANNUCD,
doTtorpadunpoBannch, 3apncoBbIBaIUCh, BE3ae
NPOHWKaN Ayx COMYBCTBMUSA K MOAJIMHHOCTH,
LLapuo afernyeckoe HacTpoeHue npoLLaHms

C yXOAsILWMM NPOLLIbIM, KpacoTa KOTOPOro yxKe
no4yyBCTBOBaAHa, a MaTepuasnbHOCTb eLle He
yuina, ele npucyTcTBYeT CO BCEMU TPELLMHKAMMU
W KpaKenopamu.

M3 3TON KyNbTypbl, BO3rNaBagemMon
06begnHeHneM «Mup UCKycCTBa» U CBA3aHHbIMM
C HEelo apXMTEKTOpPaMU-HEOKIACCULIMCTaMK,
BbIpOC/ia BE/IMKOSIENHas MOCKOBCKas
pecTaBpaTopcKas WKona COBETCKOro
nepuofa. MmeHa CyxoBa, bapaHoBcKoro,
[aswuaa, Anbtwynnepa v NoabanonbCKOro
COCTaBNSIOT KapKac W ropoCTb 3TOM LWKONbI,
onpeaensiBlien 6epexHoe OTHoLIEeHHe
K NaMaTHWKaM, AeNIMKaTHYI0 paboTy C KNagKou,
nogYyepKMBaHWe 3HAYUTENbHOCTHM eTanemn
1 6epeXkHoe OTHOLWEHME K OKOHYaTENbHOMY
o6pa3sy 1 cunyaty. B HoBropoage nocne Bropo#
MWPOBOW BOMHbI YETBEPO apPXMTEKTOPOB-

27

e ek e CIVLE BARRELEN Abrat ol

pectaBpaTopoB (MageHko, KpacHopeybes,
LTteHaep v Lynak) nemoHcTpuMpoBanu aTo
YK€ OTHOLLEeHME K NaMATHUKaM, JOMONHUB
€ro AByMs X04aMu, OANH U3 KOTOPbIX MOXHO
6b1/10 6bl HA3BaTb «XMPYPrUYECKOrO NOKa30M»
(Kkorga HacnavBaloLMecs Nepuoabl MoKasaHbl
BMeCTe, Ha COCe[JHMX y4acTKax), a BTOpon —
«MpOTE3UPOBaHNEM» (KOrAa yTpayeHHble YacTu
BOCMOJIHAIOTCS B MOAYEPKHYTO YYXKAbIX UK
ademMepHbIX MaTepuanax).

Ho 37K ABe WKOoNbI (@ Mo CyTU — o4Ha)
6bl/IM TONIBKO OCTPOBKOM pecTaBpaLMOHHOM
KynbTypbl B CCCP Ha ¢poHe MOLLHOW BOJHbI
«Xy[AOXKECTBEHHOW» pecTaBpaLiMm, 4OCTpavBaBLLen
BECb MaMATHUK [0 ero «nepBoHaYyalibHoro»
COCTOSIHMSA. 3Ty IMHUIO Npefonpeaenvunu aBa
daKTopa: noaaepmBaembli rocyaapcTBoOM
NOCNEBOEHHbIN NAaTPUOTU3M U 3aAayu No
BOCCTaHOBJ/IEHUIO Pa3pyLUEHHbIX BO BPEMS BONHbI
namMsaTHUKOB. B pe3ynbraTte cTpemneHune caenatb
«BC€ KaK paHblle» CO4eTaso *enaHue BepHyTb
yTpa4yeHHoe 1 OJHOBPEMEHHO NpuaaTb emy elle
6onbluee Bennyne. M NMeteprod-etpoasoped,
n xpam lMapackesbl MATHULBI B HepHUrose
[IOJIXKHbI 6blTM BOCCTaHaBMBaTLCH TaK, YTOObI
Ka3aTbCH TOJIbKO YTO CO3AaHHbIMMU LeAEBPaMMU,
BENNYECTBEHHbLIMU CO3aHUAMU HALMOHaNbHOIO
reHWsl, HU4eM He MOTPEBOKEHHbBIMU U He
UMELWUMHU HU ManenLuero wpama. B ato

history

urpanu Bce unun no4Tu Bee: n bapaHoBCcKKK

(oH penan MapacKkey MATHULY), U AnbTwynnep,
MNMoabsinonbckui u laBuz (OHW pactaBpupoBau
4yTb NO3e co60p AHAPOHWKOBA MOHACTLIPS).
PasHuLa B paboTax Ha3aBaHHbIX MacTepoB
MOCKOBCKOW LUKOJbl MU pecTaBpaTtopoB U3
MEeNHCTPUMa cocTosANa B TOM, YTO NepBble
NMoKa3blBann B <HOBEHbKOM» 3JaHUN CTapble
4acTu, BbIABNAIN MHOTOCOCTaBHOCTb, PasHuLy
KnafoK, HacnoeHus (B TOM Y1cne — CBOM), Toraa
KaK 60/IbLUMHCTBO CKPbIBao BCE Nof TONCTbIM
CNOEM LUTYKaTypKH.

Co BpeMeHeM «rocyjlapCTBEHHO-
06HOBWTENbHbIN» METOA pecTaBpaLinm
pas3BepHyncs No Bcen cTpaHe; U NMCKOBCKUIM
Kpowm, n HoBropoackui [leTuHew, 1 KpenocTb
M360pcKa, n paHHEMOCKOBCKME cobopbl TpouLe-
Cepruesoi JlaBpbl 1 CaBBMHO-CTOPOXEBCKOIO
MOHAaCTbIPS — BCe 3TO Jiydlline o6pasubl
Takoro noaxopa. Beaae rocnoacreoBasn BKyC
K Lle/IbHOCTH, OTpaaBLLUWI, B KOHEYHOM cyeTe,
XYLOXHUYECKOE, arKe BOMIOHTAapUCTCKOe
OTHOLLEHWE K NaMATHUKaM, B KOTOPbIX BUAENN
npeaMeT ywepOHbIr (XOTS U LEeHHbIN), CTOMaHHbIN,
HepaboTaloLmi, a NOTOMY TPEBYIOLW NI
NOSIHOM U OKOHYaTe/IbHOM (Ha HbIHELHUI
[leHb) pecTaBpauun, NoIHOro 06HOBIEHUS,
BO3BpalleHUs K cusioLLemMy naeasny nepsoro
[IHS ero Cyl,ecTBOBaHUA. YBUAETb M BO3BPATUTb



K KM3HM TaKoM uaean — 3agava, 6e3ycnoBHO,
TBOPYeECKas, @ MOTOMY UCMOJHUTL €€ A0NKEH

GblS1 TBOPELL, KOHTeHWabHbIV NEPBOHAYaNbHOMY
TBOPLY. CTeneHb KOHrEHUaNbHOCTU U3MEPHTD
TPyaHO, @ MOTOMY pecTaBpaLys, KOTOPYIO MPUHATO
HasbIBaTb «LLeIOCTHOM», Yallle BCEro cBoamnach

K pecTaBpaL1 POMaHTUYECKOW, TO CTb HUYEM He
oTnYanacb oT MeToaoB Buone-ne-[itoka, KOTOPbIM
6blS10 y)Ke GoJblue cTa NeT.

Hannyune Takon LenocTHOM pecTaBpaLmnm
M JOCTaTOYHO HU3KUM YPOBEHb KY/bTYypbl Ha
doHe o61en 6egHocT Poccun n CCCP npusenu
K TOMY, 4YTO NaMATHWUK 34€Cb HE LIEHUCS U He
LleH1TCs Ao cux nop. BepHee, oH ueHUTCS,
HO CKOpee KaK 3HaK Wau CUMBOI, YEM KaK
peanbHOCTb. Y Hac HET UK NMOYTH HET «CLeHapus»,
NpW KOTOPOM 3pUTENb (Nt0BUTENDb, ACTET) ByAeT
HacnakgaTbCsl MOA/IMHHOCTBIO PE3HOIO KaMH4,
$aKTypor CTapuHHON WITYKATYPKK, TEKCTYPON
COXPaHMBLLErocst UCKyCCTBEHHOro MpamMopa,
BbllWep6AEeHHbIM KapHU30M UK PYUHUPOBAHHOM
KanuTesbio BEIMKONENHOM PaboThl.

3puTenb NONAET UK NoedeT K NaMAaTHUKY,
HO He 3a BCEM 3TUM, a 3a CEHTUMEHTANIbHO-
KnuHemaTtorpaduyeckum snevaTneHnem,/
olylleHMeM: 3a 06LWMM 0B6IMKOM, CUTYITOM,
NpU3HaKamMu cTUNA («NpeactaBuTeNb 6apPOKKO»,
«peAcTaBuTeNb KNacCuLuuamanr); He MEeHbLLYIO
poNib UrpatoT MEMOPUANbHO-UCTOPUYECKUE
BOCMOMWHAHMS, NpULLIealLIne B BUAE CTPOYEK
B nyTeBoOAUTENE UK 0OBSACHEHUI SKCKYpCOBOa.
Mpu TaKknx 3anpocax HET HUKaAKOW pasHuLibl
MeXay NOANUHHBLIM MaMSATHUKOM U MYJISIXKOM,
MeXay NOHOBJ/IEHHbIM OPUIMHAMIOM M HOBOJE/OM,
cfienaHHbIM «M0 pacCKasy BHYYKM nucatens»
WK NO PUCYHKY B anb6ome. MoaInHHOCTb Ans
60NbWNHCTBA OKa3blBAETCS HE BaXKHa, OHa
CTaHOBMWTCS HECYLLECTBEHHOM, 3aC/IOHEHHOMN
3pUMbIM 06JIMKOM NamMATHUKa B BUAE ero
BOCMPOM3BEAEHUS UAN MOBTOPEHMA. Ha aTom
$oHe 1 pacuBeTaloT BCE «<HOBUHKM» CTapon
APXUTEKTYPbl: 3aHOBO MOCTPOEHHbIE Ha OCHOBaHUU
MCTOYHUKOB Pa3HOM AOCTOBEPHOCTM ycabObl
Cnacckoe-JlyToBMHOBO, TapxaHbl, M1xanoBcKoe,
npuropoaHsle gsopubl Llapckoro Cena,
n MeTteproda, MOHyMeHTanbHble cOGOpbLI (Bpoae
Xpama Xpucta Cnacutensl) U MaieHbKUe LEePKBU —
Bpoae KasaHckoro co6opa Ha KpacHown naowaau.
Bce 06patuMo, 1 cHeceHHas cTeHa Kutan-ropoga
BcTaeT B 1960-e roapl y roCTUHULbI «Poccus»
3aHOBO, a Tenepb, MNOCNe CHoCa rOCTUHULLbI, ee
BOCCTaAHOBJIEHME B MOSIHOM BU/IE TOXE KarKeTcs
peasnbHbIM. U, 6bITb MOXET, BCKOPE Mbl YBUAUM
Kutan-ropoa Bo Bcem GpopTUOUKALIMOHHOM
6necKe, a 3a €ro BOCCO34aHWEM MOXXHO byaeT
3ayMbIBaTbC O BOCCTAHOBAEHUN CHECEHHOIO
B 1930-e rogbl kpemns B Cepnyxose unu
pa3obpaHHoM elle B XIX BEKe KPEMNoCTU 1 LIEPKBMU
B NOAMOCKOBHOM pe3unaeHunn bopuca logyHoBa,
B bopucose lopoake.

CnepyeT 3aMeTUTb, YTO B TAKOM OTHOLLEHUU
K NnaMaTHWKaM Poccust He 0gMHOKa. YHUYTOXKEHUe
MHOIMX LLEHHENLINX 34aHUMA U KOMIMNEKCOB
BO BpeMs v rnocnie BTopon MMPOBOM BOMHbI
npuBeNo K ToMy, 4o B lMNosnble 1 fepmaHmm
pelnM BOCCTaHOBUTbL 6€3BO3BPATHO yllealine
COOPYXEHMs B HOBbIX MaTepuasnax Ha cTapbix
MecTax. OcTpas TocKa Mo yTpatam npusena K Tomy,
YTO 3aHOBO 6blIN BbICTPOEHbI KOPOJEBCKUI
3amokK 1 Ctapo MscTto B BapliaBe 1 ABopLbl
[pesaeHa. bykBanbHO HeaBHO Gblna BbICTPOEHA
BHOBb (C MCMO/Ib30BaHUEM CTapbIX AeTanen,
HO BCe e abCo/IOTHO 3aHOBO) PpayeHKnpxe
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B [lpe3aeHe. 3aecb HabnoAaeTCs aHaNorMyHbIN
POCCUMUCKOMY MOAX0[, HO OBYCNIOBNEHHbIV He
CTO/IbKO YKOPEHUBILMMCSA NpeacTaBieHneM

O NPUHLMNUANBHO BO3MOXHOM BOCKpPELIEHUN
namMsaTHUKa, CKOJIbKO CU/IbHbIM YYBCTBOM, MOYTU
MUCTEPUKOM: NOBSILLME TOPOA U EF0 apPXUTEKTYPY
¥WUTENIM He MOTyT ero ce6e NpeacTaBuTbL 6e3
pas3pyLleHHOro NaMsATHUKA, @ NOTOMY pellatoTes Ha
KparHWe waru n CTposT NaMAaTHUK 3aHOBO.

Ho B Poccuu, Hanpumep B Apocnasne,
yXKe MOLWKW Janblie, Mo HOBOMY MyTW: Ha MecTe
CHECEHHOI0 B CTa/IMHCKOE BPeMs ropoLCKOro
co6opa XVII B. npoBenv no BCem nNpaBunam
apxeoniormyecKkne packonku, Bce uccnegoBanu,

a NnoToM Ha4vanu CTpouUTb co6Oop, Aaxe
OT[aNeHHO He HanoMWHa WKW doTorpadpum

1 JOPEBOJIIOLIMOHHbIE YEPTEKM, COBCEM APYroM,
60/bLLOM U CTPAHHbIN, HO TOXe YCNEHCKUN,
TOXe B LieHTpe ropo/ia, ToXe APEBHEPYCCKUI MO
dopmaM (xoTa 1 0606LEHHO). TOT, pas3pyLleHHbIN
B TPUALATbIE roAbl MAMSATHUK HUKTO, KayKeTcs,

1 HEe BCMOMMWHAET, €ro OCTAaTKMU HE MOKaXyT Aaxe
B NoJBaJie HOBOro cobopa. 3ToT HOBbIM CO60p —
yXKe fJaxe He nepBas NpomM3BoaHas NaMATHUKa
(KaKnM MOXHO cYuTaTbh HOBOAEN), @ BTopas,

HO BCe paBHO NpeTeHaytoLwas No4emMy-To Ha
MEeMOpPHanbHOCTb.

[Moxoxkasa NCTopust, HO HECKOJIbKO B ApYroM
pofe, NpoM3oLU/ia B MOCKOBCKOW ycaab6e
Llapu1ublHO: 34eCb JOCTPOUIN HEOKOHYEHHbIN
nBopel, pabotbl MatBest KazakoBa, npu aToM
[06aBWB paHee HUKOra He cyliecTBoBaBLINe
MHTEepbepbl. TO eCTb CHavana NoBTOPWM CUTYaLMUIO
¢ KenbHcKnM 1 CTpacbyprckum cobopamu,
OOCTPOEHHbIMM B XIX B. N0 NepBoHavasibHbIM
NPOeKTaM UK NPeACTaBNEHUSM O HUX, a 3aTeM
NPOAOIKMUIMN «MOXO0A B NPOLLIoe», AONOTHUB
NamMATHUK YEM-TO HUKOra He CyLLEeCTBOBaBLUMM.

[narHo3om 31O pycCKom 60/1e3HH,
BbIparKaloLLENCS He CTONbKO B NpeHebpexxeHnm
namMsaTHMKaMM, CKOMIbKO B NMpeHebperKeHnmn no
OTHOLWEHWMIO K MNOAJIMHHOCTU 3TUX MaMSATHUKOB,
ABNSETCA HEYyBCTBUTENBHOCTb K MaTepuanbHom
COCTaBASOWEN aPXUTEKTYPHOIo 06beKTa. 310
TaK Ha3blBaeMbl POCCUNCKUM apXUTEKTYPHbIN
naeannam, Npu KOTOPOM TEHU NaMATHUKOB
BaXHee MX MaTepuasbHOro BOMOLLEHUS, a Uaen
M BOCMOMUWHaHUS OKa3blBatoTCA CNOCOOHbIMU
CyLLECTBOBAThL B /1I060M Tefle — a He TOIbKO B TOM,
B KOTOPOM OHMW MPUCYTCTBOBAIN NEPBOHAaYabHO.
BbiprcoBbIBaeTcs NpeacTaBieHue 0 NepeceneHnm
Oyl U3 OHOIO apXUTEKTYPHOrO Tena B Apyroe,
naes 0 BOCKpeLEeHWM ayLliv BMECTE C HOBbIM
APXMTEKTYPHbLIM TENOM U AaXKe Hafexaa Ha Ny4dLuyto
HOBYIO XW3Hb /15 0CO60 LIEHHOro NaMaTHWKa, No
KaKUM-TO NpUYMHaM ucyesHysLero. Bot novemy
Ha BocTo4yHO-EBpOnencKon paBHUHE NOSBASIOTCA
BCE HOBbl€ K HOBbIE YACTEHbKUE BeNeHbKne unu
LBETHbIE XMAnLa Ana oyl yMepLwmx namsaTHUKOB.

Kak nosiBunocb B Poccun aTo npeactasneHne
0 BO30GHOBMMOM (@ MOTOMY HEYHUHYTOXKUMOM)
namsTHUKE, KOTOPbIN AO/MKEH BbiTb HOBEHBKUM
«C UFONOYKM», YACTbIM, 6€3 «CcNnefoB ObITOBaHUS»?
JTOMY MOXHO Ha3BaTb YETbIPe NMPUUUHBI: KIUMAT,
CTpOUTENbHblE MaTepuabl, apXMTEKTYPHas Moaa
1, KaK 3TO HU CTPaHHO, CEBEPOEBPONENCKas,
npoTecTaHTCKas TpaauLums.

CypoBbIi KNIMMaT NMPUBEN K TOMY, YTO
mMaTepwuars, U3 KOTOPOro NOCTPOEHO TO UK
MHOE 3[1aH1e, OYEeHb PaHO Havyanu NPUKPLIBATb
LpYyruMm, 3alMTHbBIM MaTepuasnom. MonocaTtyio
BU3AHTUICKYIO KNaflKy ropoxaHe Kvuesa,
HoBropoaa n CmMoneHcKa BUAENU TONbKO

NcTopmS

HECKO/IbKO MepPBbIX NET NOc/ie BO3BEAEHNS NePBbIX
KaMeHHbIX XpaMoB, a MOTOM 3Ty o6/1agatoLLyto
CO6CTBEHHbIM IeKOPATUBHbBIM 3GdEKTOM KNaaKy
CTa/lv NOKpbIBaTb M3BECTKOBOW 0OMa3Kow,
npenoxpaHsaBLUEN CTEHY OT BbIBETPMBAHMS,
NPOMOKaHWUS U BbIMOpPaXkuBaHus. 3Ta o6mMasKa
3aKpbiBana B 60/1ee No3aHee BPeEMS U KaMEHHYI0
KNnagKy HOBFOPOACKMX U NMCKOBCKMUX XPaMoB,

N NIMTHAKOBbBIE CTEHbI CEBEPHbIX KPEenocTen,

N KUPMUYHYIO KNagKy MOCKOBCKKX LlepPKBEN,

nanar v 6alleH. B pe3ynbtate npuMeHeHus
06Ma3Ku cama paKTypa CTeHbl OKa3blBanachb
o6MaHOM: 3puTeNb BUaen «nogmaneBaHHOe» 1L,
a Knagky He Bugen. OTcioga AeTanu okasblBaiuCh
HECKOJTbKO Pa3MbITbIMK, UX KQYECTBO Bblparkanocb
B dopMe, a He B TOYHOCTU NPOPaBOTKH.

MNMosgHee B Poccuio npuiina WTykaTypKa,
LWMPOKO NpumeHaBLlasca B CesepHon EBpone,
lepmanumn, ABctpun, Monblue n CeBepHom
UTanuu — B 3eMnsix, rae KaMHs Mano, a OTKpbITas
KUPNUYHas KagKa no TeM Uan MHbIM NPUYMHaAM
KaXKeTcs UK Kasanacb CUWKOM OrONIEHHOW.
LLTyKaTypKa HenpoHML@eMbIM C10eM NOKpbIBana
34aHus, NpegoxpaHas ux, 4ob6asnas UM
CTU/IbHOCTH, HO NLIAs UX MaTepuanbHOCTU. ATy
LUTYKaTYPKY MOXXHO 6bI10 MEHSATb, OOHOBNAS TEM
CcaMbIM MOBEPXHOCTb 3[aHMs, YTO 3aCTaBANO0
3abbITb O NepBOHaYaNbHOM KNagKe, 0 CTPYKType
30aHus, 0 ero NOAJIMHHOM Macce.

TaK 4TO KNUMaT npeaonpeaenun nossnexHme
B Poccuun «<nepeogeBaemoro 3gaHuns». A HeKOTopble
CTpoUTENbHbIE MaTepuUasbl, B 0COGEHHOCTH
HOBIOPOACKMWI KpPacHbIM paKyLeYHUK U NCKOBCKUN
CEpPO-XKEeNTbI U3BECTHAK, 06/1afanu Takon
daKTypoK, 4TO HEPOBHAA KNagKka U3 aTUX TPYAHO
NPUBOANMbIX K TEOMETPUYECKUM dUrypam
MaTepuanoB NPOCTO AO/IKHA 6blna 6biTbh
NPUKPbITa U MO 3CTETUHECKUM COOBPAKEHUAM,

a Hanbosiee KOHCTPYKTMBHO OTBETCTBEHHbIE
4yacTu (CBOAbI, CTONGbI, apKK, NONATKKU, HULLN)
BOOGLLE BbIMOMHANNCH U3 KMPMKUYA, HO TOXKE
3ab6enmBanucb. COOTBETCTBEHHO, CTPOUTENbHbIE
MaTtepuanbl — TpyaHoo6pabaTtbiBaeMbli UK
HEePOBHbIN KaMeHb, a TaKXe eKOPaTUBHO He
OCO3HaHHbIM KUPMKUY — MPUBENU K MOCTOSSHHOMY
NPUKPbLIBAHUIO UK «O4EBaHUIO» KNaKM,

W, cnegoBaTtesnbHO, K NpeacTaBieHuto

O NPUHUMNUANBHON HYXHOCTU NOCTOSAHHOIO
NOHOBNIEHMS 3AaHKS.

B Hawwe Bpems 3TO NPMUBENO K TOMY, YTO
[la)XKe BE/IMKONENHYIO 6e/TOKaMEHHYI0 KNnaaKy
BNaAMMMUPO-Cy3anbCKUX COOOPOB U3 KBaLpPOB
NOKPbIBAIOT TOHKUM CNI0eM NOoGeNKM (Kak B LIEPKBMU
[MoKpoBa Ha Hepnu), 4TO HapyLwaeT BClO CUCTEMY
BO3JENCTBUSA 3TON AparoLeHHON apXUTEKTYpbl Ha
3putens.

He MeHbLIyo posb Urpana apxMTeKkTypHas
Mofa, 0co6eHHO ocTpo nposiBusluascs B XVII-XIX
BB., KOrJa NOrOHS PYCCKOro o6LWecTBa U KyabTypbl
BOOO6LLE 332 COOTBETCTBMEM EBPOMNENCKUM
cTaHAapTam NpMBOAMAa K Nepuoanyeckomy
OCO3HaHMIO OTCTaBaHUS YKe YCBOEHHbIX CTUNEN
1 K 3aMeHe CTapoMm, yCTapeBLUIEN He CTO/IbKO
GUBNYECKHU, CKONbKO MOPaSIbHO, LWTYKaTypKK
C NIeMHbIM UK TAHYTbIM AEKOPOM HaIMYHUKOB,
NUAACTP U KapHM30B. B pe3ynbraTte aexkop
paHHENETPOBCKOrO MU eIM3aBETUHCKOIo
6apOoKKO (a TeM 6onee ApeBHEPYCCKUI CTUMb)

C 9HTy3Ma3MOM 3aMa3blBasiCs, KAMEHHbIE
[eTanu, ecnun oOHu 6binun, conuBanuch, a Ha MecTo
npexHero dacaga NpPUXoana HOBbIM — B CTUNE
Knaccuuuama unu, 4yTb no3xe, amnupa.

Korga knaccuumam yctapen — K cepeanHe

XIX B., €ro 4acto onsTb «CHUMaAU» UK NPOCTO

3amasbiBany U HajleBasu Ha 3aHu1e LTYKaTypHbI
3KJIEKTUYECKMI AEKOP B OAHOM U3 NPUHATLIX B TO
BpeMmsi cTuiei. To e NpoUCcXoaunso U B Havane

XX BeKa, 1 Jaxke B COBETCKOE BPeMSs (HEKOTopble
KOHCTPYKTUBUCTCKME 3aHNS €CTb TOIbKO
KOHCTPYKTMBUCTCKas «060/I04Ka» Ha cTapow
OCHOBE, @ HEKOTOPbIE CTAJIMHCKWUE 3[aHUS —

NI NepeLUTyKaTyPEeHHbI KOHCTPYKTUBK3M).

B peaynbrate 3Toi NOCTOSAHHOW CMEHbI MOTEePSNoCh
olyllEHME LIeNTOCTHOCTU 3aHUs, YHUKANbHOCTH
ero «Tefla» U BHeLIHero o6/MKa: noboe 3aaHue
MOXHO CYUTaTb HEKMM TENIOM C OGHOBNSEMbBIM
ofesiHUeM «B CTUe». LleHHOCTb WTyKaTypHOro

(no onpeaeneHno BDEMEHHOIO) IEKOpa, Kak

W LIEHHOCTb TOMO MJIM MHOTO CTUAIS (TOXKE, MO CYTH,
BPEMEHHOTr0, FOTOBOI0 CMEHUTLCS YEM-TO 6onee
aKTyasibHbIM) Gbliv MOCTaBAEHbI MO COMHEHWE
CaMOM *U3HbIO, @ MOTOMY 3aMEHSEMOCTb
APXUTEKTYPHbIX GOPM OKasanach J0oNyCTUMOM

1 BO3MOXHOW. M TONbKO TaKne KpynHble
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NamMsATHUKK, KaK 6apoYHbii 3UMHWI ABOpPEL,
NMOCTPOEHHbIV BENNKUM PacTpennun, coxpaHsanm
CBO€ NepBoOHaYyanbHOe WTyKaTypHoe ogesHue
(XxOTSt MOCTOSIHHO MEHSA/IU LBET OKPaCKK —
B COOTBETCTBUM C apXUTEKTYPHOM MOLON).
BHewHwWe o6¢cTOATENBCTBA, KIMMAT, MaTepuan
M MOJia, UrpatoT B OTHOLWIEHMM K NaMATHUKaM
B Poccuu o4eHb 60/bLUYI0 POSib, HO HE MEHbLLYIO
pOJib UFPAET BHYTPEHHEe, MAE0NOrMYecKoe,
[yXOBHOE 06CTOATENbCTBO: MYy6OKO
YKOPEHMBLLEECH NPOTECTAHTCKOE OTHOLLEHNE
K 34aHUI0, yInue, ropoay Kak K opraHusmy,
KOTOPbIN JOMKEH BbITb YACTBIM, CBEXUM,
HETPOHYTLIM — B 00LLEM, HOBbIM. KOHEYHO,
6bI/10 M CyLECTBYET HApPOAHOE NpeacTaBieHne
0 YUCTOTE, CBSAI3aHHOE C N3060K, KOTopas AOSIKHa
6bITb C BbIGEEHHOM NeYblo, MOAMETEHHBIMU
noJiaMu 1 BbICKOGIEHHbBIM CTONIOM. HO fymaeTcs,
YTO He 3TO 6bLITOBOE NpeAcTaB/eHWe 3acTaBnsaet
NOAHOBASATb U OOHOBNSATL NAMATHUKM, a TOT

history

Bua aBopua B LlapuubiHe

B OKpecTHocTAX MockBbl. Jlutorpadus,
1872

View of Tsaritsyno palace near Moscow.
Lithography. 1872
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caMbl NPOTECTAHTCKUI, CEBEPOEBPONENCKUN,
HEeMEeLKO-roNNaHACKMIM NOPSAOK, KOTOPbIN cTan
3ameTeH B Poccuum npu nepBbix POMaHOBbLIX eLle
B XVII BEKe, HO OKOHYaTeNbHO 6blN BOCMPUHAT
npu Metpe |, yxxe Ha pyberxke XVIII ctonetus.

JTOT NOPSLAOK BKIIOHAET B Ce6S YUCTbIE YInLbI,
BbIMETEHHbIE W B Npeaene Aake BbIMbITble,
YUCTble U HOBble dacajbl BCEX JOMOB, XenaTebHO
CBEXKenoKpalleHHbIX. 3T B uaeane He6onbLIOM
roONNaHACKUI UMK HEMELKKM ropos — MaacTpuxT
unu faHHoBep. 3aechb NMYHas NpoTecTaHTCKas
YeCTHOCTb M NOPSLOYHOCTb pacnpocTpaHseTcs
Yepes rocyaapcTBo M B rocyaapCTBEHHOM
MaclwTabe, a TakKe NPUHUMAET HECKObKO
BHelWHWe Gopmbl.

M Bce e, ecniv BCNOMHWTL Noe3aku B Utanuto
mnun Bo PpaHumio, To B NaMAT BCMbIBYT NayTUHbI
TPELMHOK Ha dacajax BENUKONEMNHbIX B XXU3HU (HO
BCE e 60J/1ee YNCTbIX Ha KapTUHKax B y4ebHMKaX)
nanauuo, WepbuHKK Ha KanuTtensx JpesHero
Puma, mycop Ha ynuuax, onaBline NTUCTbs, TpaBa
MeX KaMHew... JIloasaMm, npuexasBLlunm cloga
¢ CeBepa, BUAETb 3TO pa3opeHne U HECTPOeHUe
Ha Popyme, Ha dacage co6opa Hotp-Aam
1 Ha nanauuo Pyyennan HeCTepnmumo, TaK e
0061JHO, KaK BMAETb NevanbHO 3HaMeHUTble
Nno My3elHbIM OMUCAHWUAM «MbllUWHbIE 3aedbl»

M «MYLUMHblE 3acuAbl» Ha rpaBlopax U MONOTHaX
cTapblx MacTepoB. [1oToM NpuBbIKaellb, MOTOM
BUAMLWb B MOHYMEHTaNbHbIX «3acujax» 3HaK
npolleawero BpeMeHu, HoO NepBoe BrnevyatieHme
oT CpefM3eMHOMOPbS CTPaHHOE: KaK MOXHO
6b1710 foBecTH Buaay MNannagno 4o CoCTosHMSA
pan6onbHULbI B [ydexe? OHa e He KpalleHHas,
He no6eneHHas, TPeWUHbl B KAMHSAX LLEMEHTOM
He 3ajenaHbl, pambl He MOKpaLleHbl, PPEeCcKU He
NOHOBJEHbI!

CeBepHOe, NPOTECTAHTCKOE OTHOLWEHWE
K HOBOM «4UCTEHbKOW» cpefie KaK K MecTy
06UTaHUsi 0GHOBJIEHHbIX, JOCTOMHbIX U YACTbIX
nombicnamu toaen B Poccun npmuHAI0 0CO6EHHbIN
XapaKTep: B ronoBe NOCTOSIHHO XXUBET naean,

HO OH BCe BPeMSsl OKa3blBaeTCs HeAOCTUHUMbIM
13-3a CONPOTUBNEHUSA MaTepPU, NPUPOLHbIX
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Co owomemofl omuopons.

ABNEHWI, NIOACKON HeEpPaANBOCTU. A MOTOMY

BCE ABOPLbl JOIKHbI CUSAITb, BCE LLEPKBU —
6nucTaTh, @ NAaMATHUKK, CTapble ABOPLIbI, LLIEPKBU
W KpenocTn — TeM 6osiee, BABOMHE U BTPONHe. BoT
no4yemMy POCCUNCKUE TYPUCTbI IEFKO YyBCTBYIOT
ce6s B CToKronbme, AMctepaame unu bepnuue,
BOT MOYeMy Ha MX POAUHE AOMa BCe BpeMs

6enaT No cTapbiM TpelwurHam, 3aMasbliBatoT
cTapblvi Konep Ha dacaje, cTapatotcs npuaenatb
YUCTEHbKME paMbl U BOOOLLE OCYLLECTBUTL
«©BPOPEMOHT» BCero. 1o ocoboe, peBHOCTHOE
YyBCTBO HOBOTO, XeflaHWe YUCTOTbl U OXKMaaHue
HOBW3HbI, MYCTb TOJIbKO BHELLHEW. M3-3a 3TOoro
¥enaHus TPYAHO NPOHUKHYTLCS K CTapown, HO
©QKMBOWM» KNagKe, U MOXHO BOCMPUHMMATb NTLIb
KParMHOCTU: NaMATHUK LOKEH OblTb UK NpUBeaeH
«B [I0/KHbIA BUO» UIM OH HAXOOMTCS B PynHax
(MOTOMY YTO O HErO eLe He JOLWN PYKK?).
[MpomMeXKyToO4YHOro BapuaHTa ¢ M3beAeHHbIMMU
BpemMeHeM KBagpaMu, C NonyBbiNaBLWnm
pacTBOPOM B LLBaX, C HECKOJIbKUMM CNOSIMU
NMOKpPAacKHK, BblrMsaAblBatoWwWUMK OAUH U3-N0j
[pYyroro, — 3Toro MPOMEXYTOYHOro BapmnaHTa

B Poccum NpocTo He MOXKET ObITb. A €CNU OH FAe-To
1 ecTb, TO B ganekow Cvpun unun B Utanuu, rae no
KaKWUM-TO HEMOHATHLIM NMPUYMHAM CYLLECTBYIOT
30aHna NOA/IMHHbIE, OTHOCSALLMECS K TOMY UK
MHOMY BPEMEHMW, rAe MOXXHO MPUKOCHYTbCS K XI
BEKY TaK e JIerko, KakK K XIX — goctatoyHo
NPOTSAHYTb PYKY M NOMaAnTb CHavyana oguH
KaMeHb, @ MOTOM — APYrown.

CeMyac MOXKHO TO/IbKO ceToBaTb Ha
CyLlecTBYyiOLME «<HPaBbl» B OTHOLLIEHUU
NamMATHUKOB M HaesATbCA Ha WX YygecHoe
ncnpasneHue. «<OCTPOBKOB» BEPEKHOIO
OTHOLWIEHMSA K IPEBHMM XpamaMm, nanaram

M KPEenocTaM OCTasoCb HEMHOMO: MHOrAa YTO-TO
TwartenbHo caenatoT B MoCcKBe (LLepKOBb AHTUMNUSA
¢ KonbimaxkHoro gsopa), nHorga B Hosropoge
Bennkom 4T0-TO cienatoT ¢ MPOH3UTENTbHO-
OCTOPOXKHbIM OTHOLLIEHUEM K KaXKAoMY KaMHIO
(ueproBKa AHapes CTpatunata B [leTvHLueE).

Ho Yalle Bce e camo CIOBO «pecTaBpaLms»

NcTopmS

03Ha4aeT cpasy U coxpaHeHue, 1 JobaBneHue,
1 OGHOBJIEHWE — YTO OTPaXKaeTcsl Ha 06/IMKe
1 06pa3e NamMsATHUKOB, KOTOPbIX 3Ta pecTtaBpaLms
KOCHynacb. 3a NOANMHHOCTbLIO eayT B UTanuto
1 dpaHumio, TOrAa KaKk Ha POJMHE HacnaxKaatoTcs
06HOB/IEHHOM CTapPUHOW.

Ho M3MeHeHWe OTHOLLIEHWUS K APEBHOCTH
N apXUTEKTYPHbIM papuTeETaM KaxKeTcs
BO3MOXHbIMU. MOXHO paccyYuTbiBaTb Ha
NMOCTEMEHHbIN POCT 06pa30BaHMs, Ha TO, YTO
BAPYr 06LLIECTBO OCO3HAET KOHEYHOCTb CaMmX
NamMsATHUKOB, COCHMTAET UX YXKE HE3HAYUTENIbHOE
YWUCNO U «MPUYKAXHETCS». 3a 3TUM BblTUHHbBIM
MCMYroM MOXET NPUWATU BHUMATENbHas
MHBEHTapU3alLus, a 3aTeM 1 pectaBpaLms —
TwartenbHas, 6epexHas, Hay4yHas. lNoka Bce 3To
KayKeTcsi TOJIbKO MeyTol. Ho nctopus AoKasbiBaeT,
4YTO 06LLECTBO MEHSIETCS CO BPEMEHEM, U NPOorpecc
[IeNCTBUTENBHO CYLLLECTBYET. TaK 4YTO, MOXKHO
He TONIbKO HaAEesATbCS, HO M COGCTBEHHbIMM
JIeNCTBUSIMU MbITaTbCA U3MEHWTb CYLLECTBYIOLLEE
NMOJIOXKEHUE BELLEN.

6 MWU.CenesHeB. Bupg kpenoctu
B U36opcke. Jlutorpadus, 1839
I. Seleznev. View of the Izborsk fortress.
Lithography. 1839

7 W.CenesHes. Bua kpenocrei
B NMopxose. Jlutorpadpus, 1839
|.Seleznev. View of the Porkhov fortress.
Lithography. 1839
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1 For many people an architectural monument is

synonymous with a place of interest or a tourist
attraction. Interest in it is often geographic: a
country may have a palace in the outskirts of a
town, a castle on a rock, an abbey on an island,
an amphitheatre in a catholic city, or an Orthodox
church amid Muslim buildings, etc. Foreign
tourists or members of the local intellectual
community come to have a look. A monument
is something difficult to destroy (otherwise it
would have been destroyed a long time ago),
something that nobody needs and by virtue of its
intrinsic qualities something mysterious. Such
“geographic” monuments are found in societies
not particularly well developed (developed ones
crush them with their economic juggernaut)
and characteristic of warmer countries where
they often stand in arid, uncultivated areas
and where they are protected from erosion by a
relatively benign climate. So, if you want to see
a “geographic” monument you go to places like
Turkey, Central Asia, and the Middle East or the
Maghrib countries. There you may well find the
noble ruins of lost civilizations next to rubbish
dumps or in barren mountains and valleys. Until
recently this league of monuments was joined
by the surviving witnesses of the Roman Empire
in Italy: all these triumphal arches, colosseums,
thermae, and aqueducts, still stand amid gardens
and fields, in urban centers and small towns, their
intrinsic strength having enabled them to survive.
Almost every civilized person at one time or
another dreams of seeing such monuments, if only
to touch Eternity directly, without intermediaries,
to be palpably aware of images he has once seen
in old etchings, photographs or travel notes.
That is why people go to places like Central Asia,
Indochina or the Middle East in order to see it
all intact, untouched, at once sick and romantic.
Today you have to go to far away of Western
Europe if you want to see these “geographic”
monuments. Another type of monument may
be found almost wherever you go: thisis a
more recognized, designated and cared for
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monument of architecture. This recognition and
designation of monuments in Europe goes back
to the 19th century. Earlier, in the 18th century,
first attempts were made to preserve some of
the Roman antiquities, but even so there was
no question of any integral restoration, or partial
“museumification” of ancient ruins.

For an architectural monument to be
recognized as such a romantic rather than
classicist view was required. It was important not
only to take a close look at, say, an “overbuilt”
Roman temple to see in it the original motif
of an ornament or order. This peering into an
ideal warped by time often led to “cleansing”
reconstructions of the kind that afflicted the Titus
Triumphal Arch that was “freely” supplemented
and for this reason left rather cold. For a romantic
appreciation of the beauty of antiquity with its
noble ruins this perception of old buildings has
led to an admiration for their cracks, subsequent
“overbuilding” and the extra “garb” added to their
facades by successive epochs.

It was in the middle of Romanticism that
lovers of antiquity turned their attention to
medieval castles, ruined abbeys in a wood, and
Roman ruins in town and country. Monuments
of that period were often ruins which had to
be experienced, and enjoyed, as one would a
good story or a painting that one could “read” or
decipher. In the mid 19th century people came to
realize that the progressive crumbling and erosion
of old buildings had to be stopped, that a castle or
a cathedral (in Pierrefonds or Strasbourg) had to
be completed in order to prolong their life.

But this desire to “reanimate” a monument
to give it a new lease of life soon came up against
a mixed sensually-aesthetic sense of admiration
which saw the significance of a monument
precisely in the authenticity of its stones and
bricks and in the opportunity to take in at a glance
the entire monument and at the same time touch
it to be palpably aware of it. The aesthetic value
of a monument thus lies in the inimitable beauty
of its shape and proportions, while its romantic
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significance lies in the traces of its life, in its
cracks, holes and dints and scars inflicted by
merciless time. There is also a historical dimension
to monuments when the spectator clearly sees
that a particular event took place right here, that
a particular historical personage lived in this very
house, touched these very things, these stones
and moved around in this very space. All this
presupposes a faith in the genuine authenticity of
a monument, and consequently, a distrust of any
attempt at restoration, preferring conservation,

to preserve with loving care the surviving whole

or still extant details. Out of this complex blend

of experiences, faith and illusions and personal
experience of “communicating” with an ancient
building reinforced by further background
information looked up in the history books
somewhere in the middle of the 19th century
emerged the beginnings of today’s image of an
architectural monument. A well-understood image
of a building complete with its background and
history falling into two parts: the building’s history
per se and its history as a monument, the history
of its study, cleaning and eventual restoration. As
a result a piece of property appears which has to
be protected and preserved not only because of
its commercial value (which keeps on rising over
time as it came to be appreciated more and more)
but rather of the value of its cultural, aesthetic or
memorial dimensions. Guidebooks and art books
taught the general public to see in the noble ruins
a reflection of the beauty of the past, to distinguish
between the window frames of the Early
Renaissance and those of the High Renaissance,
and to tell an “over-restored” building” from a
surviving, genuine old building still redolent of

the flavour of its epoch, “uncontaminated by the
fantasy of a romantic restorer. This was the case
in Italy, and later in France, and even in Germany
and elsewhere in Europe. As colonialism spread
this perception of architectural monuments gained
currency overseas as well. But what of Russia?
When did people in Russia first begin to see that
they too had architectural monuments?



8 [om [lypacoBa B ycaab6e J1i06/1MHO
noa MockBoi. ®acapa. MpoekTt
pectaBpauuu J1.C. CaxapoBoi
u 0. M. CoTHMKOBO#, 1954
Durasov’s house in Lyublino country
estate near Moscow. Facade.
Reconstruction project by L. S. Sakharova
and 0. M. Sotnikova

9 Junoit pom B Ctapuue. Paspes
C NMoKa3aHWeM UHTePbEPOB Pa3HbIX
anox. MpoeKT pectaBpauuu
A.C.dydaeBa, 1942
Residential house in Staritsa. Section,
indicating interiors of different ages.
Reconstruction project by A. S. Fufayev.
1942
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2 Appreciation of antiquity and its architectural

evidence began to be recognized in Russia very
late in the day. The idea of preserving medieval
fortresses first arose in the 18th century when

the Russian military abandoned some of their
fortresses because they had become too old to

be useful or else they found themselves deep in
the rear of the expanding Russian empire. But
state-sponsored protection and care in most cases
remained on paper, while in reality stone-built
fortresses everywhere fell into disuse eventually
becoming picturesque ruins in the center of
towns. This was the case in Pskov, Porokhov, Gdov,
Nizhniy Novgorod and Kolomna. No stern ukasys
and edicts could prevent the progressive erosion
and destruction of these and other fortresses.
This neglect and self-destruction continued until
the mid 19th century (and in some areas even
until the mid 20th century) when Romantic-style
restoration kept fortress walls, towers and turrets
in a safe state of repair: periodically they had to

be rebuilt, either as extensive chunks or as whole
turrets. This is what passed for restoration in those
days. It is still very much alive to this day and one
can see evidence of this type of restoration in
Europe where you may find castles which had the
ill fortune to have been “restored” by romantic
restorers of the late 19th century. But more often
you may see this in Turkey or in the Balkans where
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a freshly-built pseudo-medieval fort proudly shows
off its modern-day masonry and rather cheap (in
more senses than one) system of rear illumination
or backlighting.
For some obscure reason this respectable
barbarism tends to be inflicted on fortresses,
and Russian fortresses in particular. Russian
society began to be aware of its own cathedrals
and churches rather late in a day, in the 30s
of the 19th century, when West European
romanticism impacted the Russian understanding
of monuments. But the moment was missed:
when public awareness of antiquity began to
be established it was rather difficult to rescue
it by “pulling it from beneath the rubble of later
depositions”. All things ancient in Russia were for
a long time referred to as “Gothic” (this is evidence
of the traces of the romantic influence). But it
was difficult if not impossible to see this Gothic
architecture beneath Baroque, classical and
Empire-style “overpaintings”. Therefore admiration
for “Gothic architecture” and antiquity was hardly
possible until the latter half of the 19th century.
The epoch of discoveries began in Russia
roughly in the 1870s. Initially, the Russian
eclectic style awakened interest in Terem-style
and decorative architecture of the 17th century,
the specimens of which were duly noticed,
examined and studied by dozens of architects

who recognized them to be truly in the popular
spirit and in a league of their own. Later all

these “putinok” and “kulishek” specimens of
17th-century architecture were abandoned and
the neo-Russian style was “rediscovered” early
in the 20th century with all the fervent zeal of a
religious revival, and thirst for authenticity coupled
with rejection of biscuit-like prettiness and
keenness on the austere and sincere. Leading
architects and artists such as Shchusey, Lansere,
Roerich, Pokrovsky — all went to the Russian
North, visiting Pskov and Novgorod, studying the
Nordic power and simple grandeur of Russia’s
earlierst “Veche”(popular assembly) republics,
with their churches and cathedrals that looked
as if they were manually sculpted, complete

with elegiac cemeteries and the lop-sided squat
chambers of Nordic merchants and boyars. The
first recognition and reproduction were followed
by an appreciation of the value of each and every
hewn stone , of each and every leaning arch or
crooked cupola.

The great Russian restorer of the “Silver
Age”, PP. Pokryshkin, transformed the little Savior
Church on Nereditsa outside Novgorod, by any
measure, a rather modest specimen of the late
12th century Russian church architecture (if
with stunning frescoes inside) into a veritable
poem in stone. After his restoration, the Nereditsa
Church was carefully and fully preserved while
the monument itself was transformed into a
manifest of authenticity. But this authenticity was
of a laboured variety, artistically orchestrated,
rather than purely archeological: the walls were
covered with new plaster that mimicked the old
but masked the very authenticity it was designed
to create and only hinted at it with its man-made,
uneven irregularity.

Along with the church on the Nereditsa
architects, artists and the educated society of
St Petersburg and Moscow also discovered the
world of baroque and classical palaces, the
world of manor houses and churches, the world
of provincial interpretations of the grand style
in the merchant towns on the Volga and the
Oka rivers. All these “rediscovered” worlds were
enthusiastically described, photographed and
painted, and everywhere the spirit of sympathy
for authenticity reigned supreme along with the
elegiac mood of bidding farewell to the departing
past, the beauty of which was already appreciated
while its material dimension still lingered on in all
those tiny cracks and craquelures.

Out of this culture led by the “Mir Iskusstva”
(The World of Art) association and allied
neoclassicist architects grew the splendid Moscow
school of restoration of the Soviet period. The
names of Sukhov, Baranovsky, David, Altschuler
and Podyapolsky formed the backbone and pride
of this school which determined the solicitous
stewardship of architectural monuments, the
delicate work with bricks and stones of old and
the emphasis laid on detail and a careful attitude
to the eventual image and silhouette. In Novgorod
after the end of World War Il a group of four
architects restorers (Gladenko, Krasnorechey,
Shtenler and Shulyak) showed the same loving
care for the monuments of old by supplementing
this attitude with an extra two trends, one of which
we might call “surgical anatomic display” (with
successive layers of history shown cheek by jowl)
while the other was “artificial limb” approach
(when the missing parts are recreated using alien
or ephemeral materials).
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But these two trends were only a tiny lonely
islet of true culture of restoration in the ocean
of “artistically pretty” restoration in the USSR
determined to complete the entire monument,
building it back to its “original splendour”. This
approach was stimulated by two factors: state-
sponsored post-war patriotism and the challenge
of rehabilitating war-torn architectural monuments
in Russia. As a result, the desire to build everything
back to “the way it was” in the past was paired
with the desire to recapture what was irretrievably
lost and, at the same time, to give it an extra
dimension of grandeur. Both Peterhoff-Palast
outside St Petersburg and the St Parasceva
surnamed “Friday” Church in Chernigov had to be
restored in such a way as to appear as if originally
created, glorious masterpieces of national genius,
untouched by the ravages of time, without so much
as a scratch. This game was played with blithe
enthusiasm practically by everyone. Baranovsky
played it (when he worked on the St Parasceva
church), Altshucler played it, as did Podyapolsky
and David who restored a bit later the Cathedral
of the Andronnikov Monastery in Moscow. The
difference in the work of these exponents of the
Moscow school of restoration and the work of
“mainstream” restorers lay in the fact that the
former showed old parts in a “brand-new” building,
revealing their mixed nature, and the difference
in the brickwork as well as the depositions left by
subsequent epochs (including their own) while the
majority of restorers buried it all under a thick layer
of plaster and stucco.

Over time the “state-sponsored renovating”
method of restoration proliferated. It affected

Pskov, Krom and Detinets in Novgorod, the
Izborsk fortress and cathedrals of the St Sergius
and Trinity Lavra outside Moscow and the
Savino-Storozhevsk monastery in Zvenigorod —
these are all fine examples of this approach to
restoration. Everywhere the flair for integrity, and
wholeness reigned supreme. This reflected, in
the final analysis, the pseudo-artistic and even
arbitrary attitude to monuments which saw
them as something flawed, if valuable objects,
broken and dysfunctional and for this reason
demanding a complete and final restoration.

A total renewal returning it to the radiant ideal

of the very first day of its existence. To see and
revive such an ideal was of course, a task for
truly creative, imaginative restorers. And it was

a fitting job for a really creative master matching
the genius of the monument’s original creator. As
it is indeed difficult to gauge precisely the degree
of congeniality, a style of restoration which is
commonly known as “integral” more often than
not came down to a romantic-style restoration,
i.e. a style of restoration that differed but little
from the methods practised by Viole-de-Duke,
which are over a hundred years old.

3 The dominance of this integrated style of
restoration coupled with a sufficiently low level
of culture against the background of wholesale
poverty in Russia and in the USSR led to a
situation where architectural monuments were
not really appreciated in the true sense of the
word, and are not appreciated to this day. Or
rather, they are appreciated but only as a sign or
a symbol, not as reality. We have no “scenario”
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whereby the spectator, a lover of antiquity or an
aesthete would enjoy the genuine authenticity

of hewn stonework, or the texture of medieval
plaster work, or the texture of surviving pieces

of imitation marble, or chipped, eroded cornices
or ruined capitals of exquisite workmanship. The
spectator is willing to travel long distances to look
at an architectural monument but in most cases
he will do so not to enjoy all f the above but rather
to seek a sentimental-cinematographic impression
or experience: to sample a general rough image or
outline, a silhouette, signs of style. The memorial
and historical recollections play an equally
important role as they take the form of passages
from a guidebook or explanations of a tour guide.
Given this low level of expectations there is not
much difference between a genuine monument
and a dildo, between a slightly renovated original
and a full-blown modern replica executed after

“a story of a writer’s granddaughter” or based

on a drawing in an art aloum. The authenticity

of this in the eyes of the majority of the general
public turns out to be not so important, it
becomes overshadowed by the visible image

of a monument as reproduced or repeated. It is
against this background that all manner of “new
specimens” of old architecture burst into bloom:
the newly renovated estate of Spassko-Lutovinovo
executed on the basis of source material of varying
authenticity and reliability, the states of Tarkhany,
Mikhailovskoye, the palaces of Tsarskoye Selo and
Peterhoff outside St Petersburg, the monumental
cathedrals such as Moscow’s Christ the Saviour
Cathedral and small modest churches, like the
Our Lady of Kazan Cathedral in Red Square are

all in this category. Everything is reversible and so
the once demolished wall of Kitaigorod rose from
its ashes in the 1960s outside the Rossiya Hotel
now condemned to demolition. And when the
hotel is gone the wall’s restoration to its original
“splendour” will also be a realistic proposition. Or
perhaps we will see the entire Kitaigorod citadel in
all its original fortification grandeur, following which
we may proceed to think of restoring the Kremlin
in the city of Serpukhov that was destroyed in the
1930s, or resurrect the fortress and church in
Boris Godunov’s residence in Borisov Gorodok that
was dismantled back in the 19th century.

It should be noted that in this respect Russia’s
monuments are not alone. The destruction of
many valuable buildings and complexes during
and after the Second World War prompted the
governments of Poland and Germany to restore
the once irretrievably lost edifices using new
materials but on the original sites. An acute sense
of nostalgia for the losses led to situation where
the royal castle and Staro Myasto in Warsaw and
the palaces of Dresden were completely rebuilt.

A short while ago Dresden’s Frauenkirkhe was
rebuilt using old drawings, but again absolutely
anew. This indicates a trend analogous to the
Russian approach but attributable not so much to
engrained concepts of what is possible in principle
in terms of resurrecting a monument but rather
by a strong almost hysterical sentiment: those
who love their city and its architecture will not
tolerate the living in the city without restoring a
once destroyed monument. Therefore, they are
fully determined to go to great lengths to rebuild
this monument from scratch. But in Russia,
notably in the city of Yaroslavl, they have decided
to go even further down a new route: on the site
of a 17th century cathedral demolished in the
Stalin era they carried out full-scale archeological

excavations, studying everything before deciding
to build a cathedral that does not remotely look
like its predecessor in the old photographs and
pre-revolutionary blueprints. A totally different
cathedral, huge and rather strange, along with
the Assumption cathedral in the heart of the city,
also medieval in terms of proportions, generally
speaking. The cathedral destroyed in the 1930s
does not even survive in living memory and

its relics will not be even shown to anyone in

the basement of the new cathedral. This new
cathedral, and it is not even the first derivative of
the original monument, either which would qualify
it as a modern replica, but the second-hand claim
to memorial status as a true monument.

A similar story with slight variations occurred
in the Tsaritsyno estate in Moscow where they
have completed the unfinished palace designed
by Matvei Kazakov, while adding interiors that
never existed there. In other words, they started
out by “replaying” the story of the Cologne and
Strasbourg cathedrals which were completed in
the 19th century based on original blueprints and
later proceeded to “make a tour of the past” by
supplementing the monument with something that
never existed.

A true diagnosis of this Russian malaise
manifested not so much in a neglectful attitude to
monuments as contempt for the true authenticity
of these monuments is of course an insensitivity to
the material dimension of an architectural object.
This is the so-called Russian architectural idealism
gone mad whereby the shadows of monuments
are treated as more important than their material
embodiment, while ideas and recollections turn
out to be capable of surviving in any body, and not
necessarily in the original body. What emerges
is a strange idea of a transmigration of souls
from one architectural body to another, an idea
of the resurrection of the soul along with the new
architectural body and even a hope for a better
life for an especially valuable monument which
for some obscure reason once disappeared.

As the result, we see appearing on the East
European Plain of Russia ever brand new clean,
whitewashed or brightly painted dwellings for the
souls of once defunct monuments.

4 Now what is the genesis of this idea that has
gained such currency in Russia of a renewable
(and therefore indestructible) monument which
should be brand new, “spic and span”, clean and
tidy without a trace of “previous existence”? This
is attributable to at least four causes: the climate,
building materials, architectural fashion and,
strange to say, the North European Protestant
tradition.

The inclement climate in Russia produced
a situation where the material used in the
construction of a particular building, sooner or
later had to be covered with another, protective
material. The striped Byzantine brickwork which
had used by the inhabitants of Kiev, Novgorod and
Smolensk in the Middle Ages was only seen in the
first few years after the completion of the earliest
stone cathedrals. Later this brickwork which had
its own decorative effect began to be covered with
a layer of lime plaster that protected walls from
weathering, dampness and frost-bite erosion. This
plaster coating covered the stone masonry of the
Novgorod and Pskov cathedral, and later the tiled
walls of the northern fortresses, and the brickwork
of Moscow’s churches, palaces and towers. As
a result of the use of this plaster the very texture
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of the wall proved to be a piece of tromp-I'oeil
architecture: the viewer saw the “made-up” face
that masked the brickwork. That is the reason why
the details looked blurred and diluted, and their
quality showed in their shape rather than in the
precise detailed elaboration.

Later a kind of plaster arrived in Russia that
had been commonly used in Northern Europe,
Germany, Austria, Poland and North Italy, in
areas where there was little stone and where
open brickwork for a variety of reasons seemed
too naked and exposed. This plaster layer with
its opaque, impenetrable texture covered all
buildings, protecting them and even making them
look stylish, but at the same time depriving them
of their material substance. This plaster could be
changed to renew the surface of a building which
made the original brickwork and structure of the
building and its true mass a dim memory.
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TbipA. Paspes ¢
pocnucei. 0GMepHbI YepTex
I.B.Andeposoii, 1948
Pskov. The dome of Mirozhsky Monastery.
Section, indicating the murals. Measuring
scheme by G.V.Alferova. 1948

Benukuit HoBropoga. LiepkoBb Cnaca
Mp p Ha Hep

BocTouHbI ¢pacap pyuH. OGMepHbIi
yepTtex B.H.3axapoBoi, 1947

Great Novgorod. The Church of
Transfiguration on Nereditsa. Eastern
facade of the ruins. Measured drawings by
V.N.Zacharova. 1947

LlepkoBb CowectBus CeaTtoro lyxa
Tpouue-Cepruesoii JlaBpbl. ®acap.
MpoekKT pecraBpauuu B.U.BanauHa,
1961

The Church of Descendance of Holy
Spirit in Troitse-Sergiev Lavra. Facade.
Reconstruction project by V.1. Baldin.
1961



So it was the climate rather than anything
else that determined the appearance in Russia of
“redressable” buildings. Certain building materials,
notably the red shell rock of Novgorod and grey-
yellow limestone of Pskov possessed this texture
and the uneven stonework of these materials did
not yield to reduction as various geometric bodies,
had to be covered up for aesthetic reasons. The
load-bearing key parts such as vaults, pillars,
arches and recesses were usually built in brick but
later were also whitewashed. Building materials
such as tough or rough stone, as well as plain
brick were routinely covered as part of constant
“dressing” of the brickwork. This prompted the
need to renew a building in principle, on a regular
basis.

In our own times this has produced a perverse
practice whereby even the splendid white-stone
brickwork of the cathedrals in Vladimir and Suzdal
is whitewashed (a sad example of this is the
Intercession Church on the Nerli) which destroys
the entire effect this precious architecture has on
the viewer.

Architectural fashion which made itself felt
especially in the 18th and 19th centuries when the
pursuit of Russian society and culture in general
of measuring up to European standards resulted
in periodic realization of backwardness even in
fully assimilated styles, and the replacement of old
plaster with stuccoed or drawn décor of window
frames, pilasters, and cornices. As a result the
décor of the early Petrine or Elizabethan Baroque
(let alone medieval Russian style) was overpainted
with great enthusiasm while stone details, if any,
were knocked off to make way for a new facade in
the style of classicism, and a bit later, in the Empire
style. When classicism became out of fashion, in
the mid 19th century it was frequently “removed”
or simply covered up and clothed a building with
plaster eclectic décor in one of the styles adopted
at the time. The same thing happened in the early
20th century, when even in Soviet times some of
the constructivist buildings are little more than a
constructivist “outer shell” resting on an old basis
while some of the Stalin-era buildings are nothing
short of re-plastered constructivism. As a result
of this constant change the sense of integrity in a
building was lost as was the sense of its unique
“body” and outward appearance: any building
could now be considered to be some type of body
with a renewable garb in a style currently in vogue.
The value of the plaster décor which by definition
is temporary, just as the value of a particular style
were called in question by life itself. Therefore, the
replaceability of architectural forms turned out to
be permissible and possible. And it was only such
major monuments as the Baroque Winter Palace
in St Petersburg built by the great Rastrelli that
retained their original plaster garb, even though
the colour was constantly changed in keeping with
the current architectural fashion.

External circumstances, the prevailing
climate, materials and architectural fashion play
a great role in the context of the public attitude
to monuments in Russia. A no less role is played
by internal, ideological and spiritual factors: the
deeply engrained Protestant attitude to a building,
a street, and a city as an organism which has to be
clean, fresh, untouched and generally brand new.
Of course, time was and still is when the popular
idea of cleanliness associated with the peasant
izba which had to have a whitewashed stove, well-
swept floors and well-scraped table was very much
the order of the day. But this rather mundane
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idea prompts the need to renew and renovate
monuments, and that very protestant, north-
European, German-Dutch order which made its
appearance in Russia under the first tsars of the
Romanov dynasty in the 17th century was finally
adopted by Peter the Great at the turn of the 18th
century. This order included the need to have clean
well-swept streets and, ideally, even well-washed,
clean new facades of all houses and buildings,
preferably freshly painted. This, ideally, looks like
a typical scene in an average Dutch or German
town such as Maastricht or Hannover. Here
personal protestant integrity and respectability
spreads through the state and on a national
scale while assuming several outward forms.

And yet, if you recall trips to Italy or to France you
will remember the cobweb of tiny cracks on the
facades of splendid palazzo (which look cleaner
and even more splendid in picture postcards

and in textbooks), the dents and cracks on the
capitals of Ancient Rome, rubbish heaps on the
streets of Naples, fallen leaves and bits of grass
between stones, etc. Visitors from the North feel
sorry to see these scenes of ruin and lack of order
when they come to see the Forum in Rome, or the
facades of the Notre Dame de Paris or palazzo
Ruccelai, just as they are sorry to see the sadly
famous, “mice-eaten” and “flyblown” defects on
the etchings and paintings of the old masters.
Later one becomes used to it all as one sees all
those monumental “flyblown” defects an emblem
of the past, but the first impression of a visit to
Mediterranean cities leaves an odd aftertaste as
one asks oneself how could it have been possible
to allow the Paladio Villa in Puccege to degenerate
into the status of a provincial small-town hospital.
It stands unpainted, unwhitewashed, with all the
cracks in the stones unfilled with cement, and
the window frames unpainted and the frescoes
left to erode. The northern Protestant attitude

to a new “clean” environment as the true home
for born-again, worthy and well-meaning people
in Russia has acquired a special character:

many Russians constantly think of the ideal but

it continues to be unachievable because of the
resistance of the material, climatic conditions and
the general human lazy carelessness. And that is
why all the palaces should be resplendent in their
original beauty. All the churches should sparkle
and all monuments, old palaces and churches
and fortresses should be doubly so. That is why
Russian tourists feel so happy when they visit
Stockholm, Amsterdam or Berlin, and that is why
back home in Russia houses and buildings are
whitewashed over the old cracks all the time, the
old colour on the fagade is constantly overpainted
to add clean, tidy window frames, and in general
to renovate everything in sight in what they falsely
believe to be a “true West-European” style.

This keen sense of the new, and this pursuit of

cleanliness coupled with an anticipation of the new

(if only externally) is deep-seated indeed. Because
of this desire it is difficult to appreciate the old but
“alive” brickwork, and one can only appreciate

the excesses and extremes: a monument should
be brought up to “a proper appearance” or it is
abandoned to crumble into ruin only because they
have not got around to saving it from destruction.
In Russia it seems there can be no middle ground
between the two extremes: either the time-eroded
mice-eaten quadrants with mortar half-falling

out from the seams and several layers of over
paint that are visible one beneath the other are
the other extreme. And if this middle option does
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exist somewhere in far-off Syria or in Italy where
for some obscure reason there are still buildings
retaining their genuine authenticity dating back to
a particular era where one can actually “touch” the
11th century just as easily as one can touch the
19th century by stretching out a hand to stroke the
noble stones.

5 Today one can only lament the prevailing “mores”

as regards the public perception of monuments
and hope for their miraculous survival. The
surviving happy “islets” of a loving care for
medieval Russian cathedrals, chambers and
fortresses are few and far between: sometimes
one can see them doing something with
conscientious care and attention to detail in
Moscow, witness the restoration of the St Antipius
Church in Kolymazhny Dvor, sometimes they do so
in Novgorod the Great where they touching take
care of every old stone (the Andrei Stratilat Church
at Detinets is an example). But more often the very
word “restoration” means at once preservation,
supplementation, and renovation. This is reflected
in the outward appearance of monuments affected
by this style of restoration. Those who want to see
monuments of truly genuine authenticity go to Italy
and France while in their own country Russians
can enjoy only “renovated” antiquities.

But a change of attitude to antiquities and
architectural rarities seems not impossible.
One may count on the gradually rising levels of
education, on perhaps that one day Russian
society will come to appreciate the finite nature of
the monuments themselves, which will give them
pause and they will start counting the number left
and become horrified. This sense of horror may
prompt a careful stock-taking followed by true
restoration that is thorough, scientifically sound
and done with loving care. Today this is just a
dream. But history shows that society changes
over time and progress does exist. So one should
not only hope but actually work in the right
direction to try and change the unsatisfactory state
of things today.

Mbi Gnaropar lTocypapcr i my3en
apxuteKkTypbl um. A. B. LLlyceBa (MYAP) 3a
foCTaB / We would

like to thank A.V.Shchusev State Museum of
Architecture (MUAR) for granting permission to
reproduce the images

02/2008 speech:

37

"-!:_---— S e R el

3a U NPOTUB

pro &contra



