no. Xotb ymepeTb. — boxe moin! boxe moi! Yto a7
N kypa? v rae a?»7.

N.A. TvH36ypr nncana, YTo CyLHOCTb «OKYMEH-
TaAbHOCTU» TONICTOrO-XyA0XHMKa COCTOUT «B TOW
NPAMOW 1 OTKPbLITON CBA3M, KOTOpas CylLLecTBOBana
MeXAy HPaBCTBEHHOW NpobiemMaTnKOn, 3aHMMaB-
we Tonctoro, 1 NpobaemaTuKon ero repoes». M-
caTenb TBOPWJ MUPbI U OAHOBPEMEHHO BHOCKA B
HWX CBOKO INYHOCTb, CBOW OMbIT AyXOBHbIN U 6bITO-
BOW. «/lokyMeHTasibHOCTb TOJICTOrO COCTOUT B TOM,
YTO ero repoun He TONbKO PELLAOT Te XKE KU3HEH-
Hble 3alayy, KOTOpPbIe OH CaM peLlas, HO peLlarT
NX B TOW Xe ncuxonornyeckon popme. MNputom B
TeX XK€ NMPUMEPHO ObITOBbLIX YCIOBUSAX, B KOTOPbIX
CyLLLeCTBOBaA OH cam»®.

MOXHO AnLLb CTPOWTb NPEANONOXKEHNS, HAMEPEH-
HO WM HET YNOMSHYTO MeCTOMOJIOXKEHNE roposa —
Ha nepeceyeHn Tpex AOpor. B koHTekcTe pacckasa
3TO NpeACTaeT CUMBONNYHBIM. B Mndonoatnyeckom
CO3HaHWUW, B Gonbkaope nepekpectok 0603HayaeT
B3anMOZeNCTBMNE pasHbix chep ObiTUSA, a Tak>Ke Nno-
BOPOTHbIi MOMEHT B >W3HW YeNoBeKa, CBA3aHHbIN
C HEOBXOAMMOCTBIO MPUHATAA PELLEHWNI, KOTOPble
n3mMeHAT ero byayluee. C 3Tum BbIBOPOM ANs repos
conpsi>keHbl HEOMpPEAENEHHOCTb, MyYNTENbHOCTb, HO
OH JJO/I)KEH COBEPLUUTL €ro No CBOEW BOJe.

B pacckase «JlrouepH» oTpa3naca npoLecc no-
3HaBaHWA ToACTbIM YHMBEPCYMa, MecTa yenoBeka
B MMpe W ero npeHasHayeHuns, 3amdpoBaHHbIA
Ha f3blke MPOCTPAHCTBEHHbIX MPEeACTaBIEHNNA Xy-
DOXHWKA. B KOHLe «3anuncok» y reposi-pacckasyun-
Ka BO3HMKaeT HOBOE OLUyLLleHNe NPOCTPaHCTBa U
BpeMeHW. XpOHOTOMN NPOU3BELEeHNs pacLuMpsAeTcs
5,0 6eCKOHEeUHOCT — «U AOJIblle Beka ANNTCA 3TOT

7’ Tonctor J1.H. MonHoe cobpaHue coumHeHnin: B 90 1. KO6m-
nenHoe. - T. 47. - M.: TXN, 1937. - C. 140.

& TuH3bypr J1.4. O ncuxonornyeckoi npo3se. J1.: Xya. aut., 1977.
Cc. 300, 301.

AeHb» ans Hexntozosa. EMy nocteneHHO oTkpbl-
BaeTCA, YTO CpeAn 3TOro cMelleHuns gobpa n 3na
npuaeTca genatb BblOOp, ABUTAACb MO MyTU XKM3-
HW 1 OMMpasacb NPU 3TOM He Ha BeCKOHEYHYHo CU-
CTEMY 3HaHWW, @ Ha MHCTUHKTUBHbIE MOTPEBHOCTN
fobpa, cnpaBesAnBOCTY, KPacoTbl, HAa MOACO3Ha-
TeNbHOe CTPeMAEHNE K BEYHOMY 1 6ECKOHEYHOMY.

OzHako 0CO3HaBan Nn aBTOP BO3HMKLUEE NPO-
TMBOpeUMe MexXay ONUCaHUEM CNOXHOW rammbl
UYYBCTB W MbIC/IEN Fepos U ero XUTelckuM nose-
JEeHNeM, YHN3UBLUMM CTPaHCTBYHOLLEro neBLa-Tun-
ponbLa? MoxHO n Ha3BaTb NoBeseHne Hexnto-
[,0Ba MO OTHOLWEHUIO K «MaNeHbKOMY YenoBeky»
rymaHHbIM, 61aropogHbiM? (OTHOCKTENIBHO CXO-
Xas cuMTyaumns HeyMecTHoro 6aarofesHusa BO3HMK-
HeT B pacckase O My3blkaHTe «AnbbepT», 1858).
Ynactcs N eMy BbINTM 3a TpaHuLbl SrOLEHTPU3-
Ma M 0CO3HaTb, YUTO Y CMUPEHHOTO, MPUHUXEH-
HOTO eCTb IMYHOE AOCTOUHCTBO, YTO, Nepexunsasn
3a YeNnoBeYeCcTBO, CaMOyTBepXAasnch, obanyan
TONMY N COBPEMEHHYI LIUBUAN3ALMIO, MOXHO
npeBpaTUTb B 06BEKT MaHUMNYAALUN OLHOrO K3
Masblx CMx? BeposTHO, MPUUMHOM TakoW NPoOTU-
BOPEUYMBOCTU CTaN «MOPaSnN3M, BblpacTatoLL i
U3 HUTUAM3Ma», CTPEMJIEHMe aBTopa K Ny6anym-
CTMYHOCTHU, K MPOrpamMMHON peun, MaHnbecTy, no
onpegeneHunto b.M. Slixenbayma®. B pesynbrate
NONYyYNNOCh, UTO B OBPETEHHbIX repoem-pacckas-
UYMKOM 1 aBTOPOM OTKPOBEHMAX O MUpe geknapa-
TUBHasA Nt06OBb K NHOAAM NOAMEHMAA XPUCTUAH-
CKYt0 N1060Bb K BAMXKHEMY, NOAPa3yMeBaroLLyHO
coCTpajaHune, yBaxeHne K JOCTOMHCTBY BCAKOrO
yenoseka kak obpasa boxwus; 6e3 Takon n0b-
BM MPO3PEHNS BCENEHCKMX 3aKOHOB BO MHOTOM
yTpaumnBatoT CBOE 3HaYeHue.

°  3iixeHbaym b.M. PaboTbi o Jlbe Tonctom. CM6IY, 2009. C. 306,
307.
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THE GEOPOETICS OF GUILLAUME MUSSO'’S NOVELS

Summary: The study is devoted to the geopoetics of the
contemporary French writer Guillaume Musso. His works
depict the cultural landscape of metropolises such as Par-
is and New York. In his novels, the city is not a mere back-
drop but a full-fledged character. Geopoetics is closely
connected with the travelogue genre, which involves not
merely travel sketches but the author’s modelling of the
world and often carries an educational mission. Geopo-
etics examines not only the construction of geographical
images in literature and culture, but also the influence of
these images on the reader through the prism of the nar-
rator’s perception. Two types of traveller are distinguished
in geopoetic discourse: nomadic and sedentary. Musso
can be attributed to the sedentary type, since he does
not discover new places but describes familiar territory,
finding new meanings in it. The article also discusses two
approaches to depicting the city: humanistic and dehu-
manised. Musso’s works combine these approaches: one

The city is an integral component of any work
of verbal culture. It can serve as a backdrop for
events, or it can be an immediate participant, in-
fluencing both the development of the plot and
the character and actions of the heroes. This may
be the urban space of huge metropolises such
as London or Moscow, or smaller places such as
Rouen and Gibbsville, Pennsylvania, or even the
tiny fictional Yoknapatawpha County, “the size of
a postage stamp”, born in the imagination of the
great Faulkner. The “culture of the city” is a spe-
cial category denoting the artificial environment
created by humans, which includes components
such as traditions, norms and values, way of life
and mentality.

The concept of “geopoetics” is closely related
to the cultural image of the city. The word “geo-

and the same city evokes ambivalent feelings depending
on the mood and emotional state of the characters, which
is also a distinctive feature of geopoetics. An integral part
of the urban environment is the gastronomic component.
Attention to food traditions is an important part of ur-
ban culture. They go back to the works of E. Zola and
G. Flaubert and continue in the prose of F. S. Fitzgerald
and E. Hemingway. Musso also pays great attention to
gastronomy. In this way the writer deciphers the cultural
code of the nation, showing the “melting pot” of US cul-
ture and the elitism of French cuisine. Food also reflects
the emotional state of the characters, when the profane
action becomes sacred. It is concluded that Musso’s ge-
opoetics makes it possible to construct a truly cultural
image of the city.

Keywords: urbanism, geopoetics, metropolis, mentality,
cultural code, travelogue, values.

poet” was first used by the outstanding geologist,
geographer and science-fiction writer, author of
the book Sannikov Land, V. A. Obruchev in 1964,
long before the formation of this research field.
The term was introduced into scholarly circula-
tion by the Scottish poet and philosopher Ken-
neth White, who defines it as a landscape filled
with memory, myths and sensations. In the 1980s
he founded the Institute of Geopoetics in Paris.
Russian scholars also actively develop this field. In
2017, Igor Sid's book Geopoetics. A Dotted Line
Towards a Theory of Travel was published by the
Altheya publishing house, in which the author
supplements K. White's theoretical propositions
with applied research. Shortly before that, on 6
December 2012, the conference "The Power of
the Route: Travel as an Object of Historical-Cul-
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tural and Philosophical Analysis” was held in Mos-
cow. Running like a red thread through the entire
conference was the idea formulated by one of its
participants, V. Kagansky: “Travel presupposes the
traveller as a special subject and figure, including
a cultural character. The traveller actively inter-
prets the environment and reconstructs it from
fragments perceived in different ways.”

For all its fairness, this thought is not new. The
travelogue genre, a special form of travel writ-
ing with a characteristic narrator-hero, goes back
to Homer's Odyssey. To some extent, A Journey
Beyond Three Seas by Afanasy Nikitin and Lau-
rence Sterne’s A Sentimental Journey, in which
one can clearly see not just a description of coun-
tries and customs but the narrator’s attitude to
what he sees, can also be classed as travelogues.
The travel genre took shape most clearly in Rus-
sia in the eighteenth century, when D. L. Fonviz-
in sent Count Panin his Letters from France. Even
then, the keen eye of a true Russian patriot noted
the discrepancy between words and deeds in the
West: "The first right of every Frenchman is lib-
erty, but his true condition is slavery,” observed
the writer. "Comparing our peasants in the best
places with those there, I find, judging impar-
tially, that the condition of ours is incompara-
bly happier.” Another travelogue through which
the reader discovers new cities and countries is
N. M. Karamzin's Letters of a Russian Traveller.
Once again, these are not just travel sketches but
the modelling of a world created by the mouth of
an attentive narrator who carries an educational
mission: “The writer's originality appeared both
in the method of depicting people and objective
reality, in his attitude to what he saw, and in the
creation of the image of the Traveller above all,
in revealing his view of European life, in his man-
ner of understanding what he saw, in the clearly
expressed Russian thought.”

Thus, geopoetics examines not only the con-
struction of geographical images in literature and
culture, but also the influence of these images
on the reader through the prism of the narra-
tor's perception. In his work “The History of the
Concept of Geopoetics”, I. Sid gives the follow-
ing definition: “Geopoetics is an interdisciplinary
concept, a multifaceted cultural, literary and phil-
osophical phenomenon, denoting the forms and
paths of intellectual and aesthetic mastery of ge-
ographical territories, landscapes, topographical
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places, and work with their images and myths.”
According to Sid’s conception, two types of trav-
ellers are distinguished: nomadic and sedentary.
The nomadic traveller goes to new lands in or-
der to describe them; his instrument is the ex-
pedition, the road. In the apt expression of the
cultural scholar E. A. Stetsenko: “The motif of the
road lies at the basis of most myths, legends and
folk tales.” The sedentary traveller does not so
much reveal new places as describe familiar ter-
ritory, finding new meanings in it. The contem-
porary French writer G. Musso can be attributed
to this type of narrator.

Guillaume Musso was born in France in 1974.
His mother worked in a library, thanks to which
he began to read early and discovered for him-
self Tolstoy and Dostoevsky, whose influence is
invariably felt in his novels, as well as Western
classics. At the age of nineteen Musso went from
Paris to New York, and the city made an indel-
ible impression on him. From that moment on,
two metropolises — Paris and New York — became
not just a backdrop but the main protagonists of
many of his novels, influencing the development
of the plot and creating a special, distinctive at-
mosphere. [wikipedia]

The aim of the present study is to provide a
cultural analysis of the geopoetics of G. Musso's
novels. To achieve this aim, the following meth-
ods were used: the method of synthesis, which
contributes to a comprehensive understanding
of the processes under study and their connec-
tion with other cultural trends; the hermeneutic
method, used to interpret and culturally read the
literary text; and the axiological method, which
makes it possible to identify the value component
of the works of verbal culture under considera-
tion. The novels Central Park and An Apartment
in Paris were chosen as the material for the study.

Despite the fact that Musso is one of the
world's best-selling contemporary writers, schol-
arly works analysing his oeuvre are still sparse.
Among them we can mention the article by Sa-
rah Bensahla Tani, published in the Journal of Art
Studies in 2024, which analyses postmodern fea-
tures in the novel Central Park, such as fragmen-
tariness and the play with memory. The problem
of studying dementia and its interpretation as a
new turning point in life in the novel Central Park
is addressed in Avril Tyran's article “The Story Isn't
Over: Narrating a Future with Dementia in Guil-

laume Musso’s Central Park”, published in Fran-
cospheres in 2023. Among Russian researchers,
we can highlight the article by T. T. Nuzhnaya and
R. R. Rustamov “Features of Metamodernism in
G. Musso's Novel The Paper Girl”, E. V. Mosien-
ko's “Axiological Dominants in the Literary Works
of Guillaume Musso”, and S. S. Tsaregorodtseva
and S. M. Pinaev's "The Russian Historical and
Literary Context of Guillaume Musso’s Novels”.
[asjp.cerist +4]

There are two approaches to depicting the city:
humanistic or complimentary, and dehumanised or
alienated. The choice of approach often does not
depend on the geographical object but is pure-
ly subjective, formed by the impression the city
makes on the author. In geopoetics, this phenom-
enon has been termed the “empathy map”, which
shows what feelings a particular space arouses.
In G. Musso's works, a combination of these two
approaches can be observed: one and the same
city can evoke ambivalent feelings, forming the
author’s picture of the world.

The writer focuses on two cities he knows
best — Paris and New York. Musso leads his read-
ers through the streets of these cities with car-
tographic precision. “"Madeleine put on the turn
signal and turned into Rue Saint-Guillaume. Uni-
versité, bachelors, Boulevard Raspail, Montpar-
nasse. There, in Rue Odessa, Madeleine found an
Internet café.” Musso fills his narrative with what
James Joyce called “street furniture”. “If the city
disappears from the face of the earth, it can be
reconstructed from my book,” said Joyce about
his novel Ulysses. With incredible accuracy he rec-
reates the image of Dublin. It is no coincidence
that, when working on Ulysses, a directory en-
titled All Dublin in 1904 always lay on his desk.
Guillaume Musso uses a similar technique, mak-
ing his works as plausible as possible and creat-
ing an effect of presence.

In literature and culture, a romantic image of
Paris has taken shape as a city of love, art, haute
couture and refined cuisine. From the very first
pages of the novel An Apartment in Paris, Musso
debunks this stereotype. In the chapter with the
telling title "Paris Syndrome”, speaking through
his hero, he tells of how dozens of Japanese and
Chinese tourists ended up in clinics with mental
disorders after their first visit to the French cap-
ital, caused by a dissonance between expecta-
tion and reality. “The poor souls were felled by

the appalling gap between their imagined vision
of the 'city of the sun’ and reality. They dreamed
of discovering a wonderful world glorified in film
and advertising, and instead found themselves
in a harsh, even hostile place. The Paris of their
fantasies — the city of romantic cafés, booksell-
ers on the quays of the Seine, Montmartre and
Saint-Germain-des-Prés — was shattered to bits
against reality: untidiness, pickpockets, omnipres-
ent dirt, the ugliness of huge urban ensembles,
the dilapidation of public transport.”

The author’s description of Paris's inhabitants
is no more benevolent: slum dwellers, illegal trad-
ers, crooks — “a stew, a cross-section of humani-
ty under a gigantic glass roof”. Such a depiction
of the “best city on Earth”, in the apt expression
of E. Topol, is not exceptional. Musso writes in
the style of the literature of “alienation”, which
emerged at the beginning of the twentieth centu-
ry and continues to this day. In his study Existen-
tialism and the Problem of Alienation in American
Literature, the American critic S. Finkelstein notes
that the depiction of a hostile, frightening world
reflects the narrator’s inner perception, who is
powerless against the urban space. Musso's per-
ception is typologically close to Henry Miller's de-
scription of Paris in the novel Tropic of Cancer.
For Miller, the French capital resembles a "uri-
nary bladder”, a "cesspit of the world”, “a cancer
that grows inside you and will grow until it de-
vours you completely”.

In 1896 the French poet Emile Verhaeren creat-
ed a volume of poems with the telling title Cities
of Tentacles. He turns not to the description of a
particular city, but to the atmosphere of urban-
ism as a whole. “A huge, dull monster”, “a stink-
ing ditch”, “shaggy slime of filth” — such epithets
are used by the French writer. More than a centu-
ry later, a similar tone can be heard in the novel
An Apartment in Paris. “One of the places of hell
on earth”, “the movement engulfs you, crushes
you, the dirt and dull roar of the boulevard poi-
son you" — this is how, more than a century later,
Verhaeren’s compatriot Guillaume Musso char-
acterises the city. But Paris is not only a huge
metropolis that repels the writer. It is also a city
where, in the opinion of the main heroine Made-
leine, “one wants to return”. Herein lies a charac-
teristic feature of geopoetics: the city creates a
mood, and landscapes reflect the inner state of
the characters.
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Researchers T. T. Nuzhnaya and R. R. Rusta-
mov note in their article “Features of Metamod-
ernism in G. Musso's Novel The Paper Girl": “In
Romanticism, the landscape played an important
role, which, with the advent of Modernism and
Postmodernism, receded into the background.
In Metamodernism one can speak of the return
of the landscape.” Musso describes the suburbs
of Paris, far from civilisation, with great love and
admiration: “As soon as the gate closed behind
her, she found herself in an unexpected, special
world. She was immediately enchanted by the
lush greenery: honeysuckle, bamboo, thickets of
jasmine and magnolia, some utterly supernatural
trees and bushes, turning this corner into a bu-
colic casket of rural life thousands of miles away
from the noise and clatter of the city.”

Here we encounter the oppositions “urbani-
sation — nature”, “culture — civilisation”. Only in
nature can a person fully realise their humanistic
essence. Such a position of geopoets is entirely in
tune with the remark of one of the characters of
the proletarian writer Maxim Gorky: “You're wast-
ing your time, Maksim, hanging around in cities...
Life there is rotten. No air, no space, nothing that
a person needs.” A striking sign of the achieve-
ments of civilisation is the use of gadgets which,
together with information awareness, make mod-
ern life completely unpredictable in a turbulent
world. It is no coincidence that the hero of the
novel, Gaspard, deliberately refuses to buy a mo-
bile phone or use the Internet so as not to disturb
his inner harmony and not to change his plans at
the last moment. E. V. Mosienko draws attention
to this in her work “Axiological Dominants in the
Literary Works of Guillaume Musso”, noting that
“the mobile phone erases boundaries between
private, professional and public life and demands
constant juggling of plans and schedules”.

Another city in which Musso's plots unfold
is New York. On the forum of the writer's offi-
cial website, he was asked why he describes New
York in many of his novels although he himself
lives in France. "I live in France, and it is a coun-
try that I love, but it is true that many of my nov-
els take place in the United States. Distance gives
me a greater freedom, because it allows me to
step away from my everyday life. It should also
be noted that placing my characters in pre-struc-
tured conditions contributes to a greater realism
of events. New York is a place where you feel that
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anything can happen to you.” In the novel Central
Park the reader can "hear” New York from the very
first pages: "the honking of yellow taxis speed-
ing towards Midtown, the cries of hot-dog ven-
dors, the clatter of road workers’ jackhammers”.

The image of New York is incomparably more
complimentary than that of Paris. It is a truly cul-
tural image, comprising not just a description of
iconic places against which events unfold, but cre-
ating a sociocultural context. From a platform in
Greenwich Village, the heroine sees the grey-green
Statue of Liberty and the island of Ellis Island,
where countless immigrants arrived; she passes
through Chinatown with its shopfronts covered
in hieroglyphs. As in the case of Paris, the author
maintains exactness when describing the routes
taken by his characters, thereby creating an ef-
fect of presence.

An integral part of the urban environment is
the gastronomic component. Attention to food
traditions is an important part of urban culture.
It goes back to the works of E. Zola and G. Flau-
bert and continues in the prose of F. S. Fitzgerald
and E. Hemingway. The link between gastronomy
and a geographical object can also be observed
in contemporary writers; it is enough to recall P.
Ackroyd and his book London: The Biography or
P. Vail, who, in his travelogue The Genius of Place,
interweaves cultural reflections with the gastro-
nomic impressions of a gourmet. G. Musso does
not bypass this topic. Thus the reader learns that
at the café Pergolese on Madison Avenue in Man-
hattan one can try “a crisp salad, juicy hamburg-
ers, eggs Benedict and pastrami with truffles”,
while at the Oyster Bar in Grand Central Terminal
one can have oysters and langoustines.

But New York is, for good reason, a "melt-
ing pot” embracing various nations and cultures.
Musso graphically demonstrates this by describ-
ing the city’'s gastronomic quarter: “Here an ex-
emplary international community had gathered:
Greek grocery stores stood next to vegetarian
ones; the Japanese offered sushi, the Koreans
their spicy dishes; all coexisted in enviable har-
mony. A real melting pot within the limits of one
or two blocks.” The author’s choice of culinary
preferences is not accidental. The keen eye of the
geopoet singles out features that form the cul-
tural code of the nation. Speaking of France, one
cannot fail to mention wine. On arriving in Paris
and sitting on the terrace of his house, the hero

Gaspard Coutance pours himself a glass of wine:
“The Gevrey-Chambertin was exquisite: well-bal-
anced, intense in flavour, dense and at the same
time smooth, with a pleasant note of cherry and
blackcurrant.” The influence of Ernest Heming-
way can be felt in this description. In his Parisian
memoir A Moveable Feast, he recalls how, in one
Paris café, while working on one of his best sto-
ries, “Up in Michigan”, he ordered a wine called
Saint-James, and it “seemed to him wonderfully
tasty on that cold day”.

In dwelling on the texture of food and drink,
Musso pursues another important aim — reveal-
ing the emotions and inner mood of his char-
acters. I. O. Belsky notes this in his dissertation:
“A careful study of the food code leads to the
conclusion that gastronomic practices emphasise

the hero's inner state. In moments of depression,
meals serve only to satisfy physiological needs,
whereas in happy moments food is likened to an
act of creativity.” Thus we see the profane be-
coming sacred.

Summing up our study, we can conclude that
Guillaume Musso's novels are written in a geo-
poetic key. In them, the city acts as a protagonist
of the narrative, fulfilling a plot-forming function
while reflecting the inner state of the heroes. The
author is characterised by attention to detail and
cartographic precision. An important aspect of
Musso’s work is his focus on the opposition “ur-
banisation — nature”. On the one hand, he shows
that civilisation exerts a detrimental influence on
the individual; on the other, the city is the place
where people can find hope.
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FEOMNO3TUKA POMAHOB N’MMOMA MKOCCO

AHHOTauums: VccredosaHue noceawjeHo UsyyeHUro 2eo-
nosmuku cospemMeHHo020 paHyy3ckozo nucamens [ud-
oma Mrocco. B e2o npouseedeHusx NOKA3AaH Ky/bMypHbil
JaHAWagm makux Me2anoaucos, kax apux u Hero-Mopk.
[opod 8 e2o pomaHax gbicmynaem He ¢)OHOM, a NOJHO-
npasHeiM 2epoem. [eono3muka mecHo C8sA3aHA C XAHPOM
mpasesnoza, komopelli npedcmasnsiem coboli He npocmo
nymesole o4epku, a asmopckoe ModeuposaHue Mupa u
Hecem npocgemumesibCKyr Muccuro. [eonoamuka usy4a-
em He mMoJilbko KOHCMpyuposaHue 2eozpagpuyeckux ob-
pasoe e iumMepamype u KyJemype, HO U 8UAHUE 3MUX
06pasoe Ha Yumamess Yepes npusMy socnpusmue pac-
ckas4quka. Boidessemca 08a muna nymeuwecmeeHHUKa:
kouegoli u ocedbll. Mrocco MOXHO omHecmu K oced/10-
My muny, NOCKOJIbKY OH He OMmKpbliedem Hogble Mecmd, a
onuceleaem 3HaKOMyr meppumopuro, Haxoos 8 Heli Ho-
gble CMbIC/Ibl. B cmamee makke nokasaHsl 08a nodxoda
K usobpaxeHuro eopoda: eymaHucmuyeckuli u de2yma-
Hu3uposaHHsil. B npoussedeHusx Mrocco Habaodaemcs
cosmeuwjeHue smux nooxo0os: 0OUH U mom xe 20po0d 8bl-

fopoa ABASETC HEOTHEMAEMOW COCTaBAAIOLLLEN
Ntoboro npovssefeHna CIOBECHOW KynbTypbl. OH
MOXET CNY>XUTb GOHOM MPOUCXOAALLNX COOBLITUN,
a MOXeT ObITb HEMOCPEACTBEHHbBIM YYaCTHUKOM,
BAVAIOLLMM KaK Ha pa3BUTUE CHOXETa, Tak U Ha Xa-
paKTep W NOCTYMNKW repoeB. ITO MOXeET bbITb ypba-
HUCTUYECKOe NPOCTPAHCTBO OrPOMHbBIX Meramnoam-
COB, Takux Kak JToHAOH nan MockBa, a MOXEeT BbITb
PyaH n Tn66cBuman, wrat MeHcnnbBaHns uan aaxe
KPOLLEUHbIN BbIMBILLNEHHbIN OKpyr MokHonatoda,
«BE/NIMYMHOW B MOYTOBYH MapKy», BO3HUKLUUNA B
BOO6GpaxeHuun Benmkoro donkHepa. «Kynbtypa ro-
posa» ABAsSeTCs 0cobol kateropuei, obosHavaro-
el CO34aHHYH NOAbMU UCKYCCTBEHHYIO Cpesy
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3bi8aem ambusaseHMHsle 4yecmed, 8 3asUcUMocmu om
HacmpoeHus U 3MOYUOHA/IbHO20 COCMOAHUS nepcoHaxel,
4mo Mmakxe A8/9emcs omau4umesnsHol 4epmoli 2eonos-
muku. Heomvemnemoli yacmeto 20podckoli cpedsi A8/5-
emcsa 2acmpoHoMuydeckas cocmasasaowas. BHumarue k
mpaduyusam NUMaHus aeaaemcs 8axXHol 4acmetro 20p0o0-
ckoli Kynemypel. OHU 8oCX00AM K meopyecmsy 3.3041 U
I®nobepa u npodosxaromcs 8 npoussedeHusx @.C.Qu-
yoxepansda u 3. XemuHzy3s. bosbwoe sBHUMaHue yoens-
em eacmpoHomuu Mrocco. baazodapsa smomy nucamero
pacuwugposeisaem kyaemypHsili KOO HayuU, NOKA3bI8aAs
«naasueHsIl komen» Kynemypel CLUA u anumapHocme
PpaHyy3ckol KyxHu. Takxe numaHue ompaxaem u 3Mo-
YUOHA/IbHOE COCMOsIHUe 2epoes, k020da npogpaHHoe deli-
cmeue nepexodum 8 cakpabHoe. B pesynemame Oenaemca
8618600 0 Mom, Ymo 2eonosmuka Mrocco nozeosigem co-
30ame No0AUHHO Ky/slbmyposioeudeckuli o6pas 2opoda.

KntoueBble cnoBa: yp6GHU3M, 2eonosmuka, mMeeanoJsiuc,
MeHmMasiumem, Kyﬂbmyprllj Koa, mpasesioe, yeHHocmul.

0buTaHMs, BKAKOYAOLLYHO B cebs TakMe KOMMOHEH-
Thl, KaK TPAAULMM, HOPMbI U LLEHHOCTK, 06pa3 XKn3-
HW, MeHTannTeT» [5,¢,38].

C kynbTyponormyeckmm obpasom ropoja TeCHO
CBSI3aHO MOHATME «FeonoaTnka». Bnepeble cnoBo
«FeomnoaT» UCMOb30Ba BbIAANOLLNNCS reonor, re-
orpad n nnucatenb-daHTacT, aBToOp KHUTK «3eMAas
CaHHukoBa» B.A. Ob6pyueB B 1964 roay 3a40/1ro
40 GOPMMPOBAHMNA 3TOrO Hay4YHO-MUCCAe0BaTe lb-
CKOTO HamnpaB/ieHus. B Hay4HbIi 06uUxog 3ToT Tep-
MWH BBeJ LIOTAAHACKWI No3T 1 dunocod KeHHeT
Yait n onpegensieT ero Kak naHAwadT, HaNOAHEH-
HbIM NaMATbr, MUdamu, oyweHnammn. B 1980-e rr.
B Mapu>e OH co3zaeT NHCTUTYT reonostnkn. Poc-

CUICKME yUeHble TakXXe akTUBHO pa3pabaTbiBatoT
JaHHoe HanpasneHuve. B 2017 roay B n3gatenncrise
«AnTtens» BbIxoanT kHUra Nrops Cuga «feonoatuka.
MyHKTUP K TEOPUM NYTELLECTBUI», aBTOP KOTOPOM
JOMONHSET TeOpeTMyUeckme Bbiknagku K. Yanta npu-
KAagHbIMW MccaegoBaHnAMU. He3aA0ro 4o 3Toro
6 nekabps 2012 rosa B MockBe NpPOXoAnUT KoHbe-
peHumna «Bnactb MaplupyTa: nyTelecTsme Kak npes-
MeT NCTOPUKO-KYIbTYPHOTO 1 GrniIoCcoPpCKoro aHa-
nmnsa». KpacHolM yepToi Yepes BCO KOHPEPEHLUIO
npoxoguna naes, KoTopyro cGopMyanpoBan OAMH 13
ee yyacTHMKoB B. KaraHckuin: «[yTelwlecTtBre npea-
nosaraeT nyTelwecTBEHHMKA Kak 0COObIN CyOBEKT U
burypy, B TOM umncne 1 KyabTypHbIA nepcoHax. My-
TelweCTBEHHMK aKTUBHO MHTEPMNPETUPYET Cpeay w1
PeKOHCTPyMpyeT ee No GparmeHTam, BOCMPUHMMA-
€MbIM pasHbiMK cnocobamu» [4,¢.138]. Mpwu Bcen
CBOEW CnpaBesAnBOCTM 3Ta MbIC/b He HOBa. XKaHp
TpaBenora — ocobas popma nyTeBbIX OYEPKOB C
XapakTepHbIM repoemM-pacckasynkom bepet cBoe
Hauvano ¢ «Oaunccen» lomepa. K TpaBesnoram B He-
KOTOPOW CTeneHn MOXHO OTHeCTU «XoXJAeHue 3a
Tpy mops» AdaHacna HukntnHa, «CeHTUMeHTanb-
Hoe nyTewecTBme» JlopeHca CTepHa, B KOTOPOM
BrepBble Hanbonee OTHETANBO MOXHO YBUAETb He
NPOCTO OMMcaHWe CTpaH 1 0bblvaeBs, a OTHOLLEHWE
pacckasuuvka K yBuaeHHomy. Hanbonee otyetnmso
>XaHp nyTewecTBua chopmmpoBanca B Poccum B
XVIII, koraa A.W. ®oHBU3NH npucbinaeT rpady MNa-
HUHY «lMncema n3 PpaHunm». Ewe Torga BHMMa-
TeIbHbIM F1a3 MCTUHHOrFO PYCcCKOro natpuoTa 3a-
MeyaeT HeCOOTBETCTBME C/I0OBA U Aiesia Ha 3anage.
«[TepBoe NpaBo Kaxxoro ¢dpaHLy3a eCcTb BOJbHOCTb,
HO UCTMHHOE COCTOsIHME ero ecTb pabcTBO», - 3a-
MeuaeT nucaTenb [15,¢.168]. «CpaBHMBas Hawnx
KPECTbSAH B IyYLLMX MeCTax C TaMOLUHUMM, Haxoxy,
6ecnpucTpacTHO CyAs, COCTOAHWE HalLMX HecpaBs-
HeHHO cyacTameee» [15,¢.169]. Apyrum Tpaseno-
rom, 6narogaps KOTOPOMyY YMTaTeNb OTKPbIBAET A/15
cebs HOBble ropoja 1 CTpaHbl, sBAstoTCsA «lucbMa
pycckoro nyTtewecTtBeHHMka» H.M. Kapam3unHa. U
BHOBb 3TO He MPOCTO NyTeBblE OYEPKN, @ MOAENN-
poBaHWe MMpa, CO34aHHOMO yCTaMu BHUMATE/IbHO-
ro pacckasuuka, KOTOpPbIA HECET NPOCBETUTENBCKYHO
Muccmio. «CaMobBbITHOCTb MMcaTens NPosBUAOCH
N B MeTOZe N306paxkeHns Ntosei, 1 06beKTUBHOM
AEVCTBUTENBHOCTY, B OTHOLLEHUM K YBUAEHHOMY,
n B cO3aHnn obpasa lMyTelwecTBeHHNKa Npexae
BCErO, B PacKpbITUM €ro B3rasja Ha eBponemnckyro
>KM3Hb, B €r0 MaHepe noHMMaTb YBUAEHHOE, B YeT-
KO BbIPaX>XeHHOW PYCCKOW Mblcan» [6,c.22].

Takum 06pa3oM, reonosTika UyyaeT He TONbKO
KOHCTpynpoBaHue reorpaduyecknx obpasos B M-
TepaTtype v Kyn1bType, HO 1 BAUsAHME 3TUX 06pa3oB
Ha uMTaTens yepes NpPU3My BOCNpPUATME pacckas-
ymka. M. Cng B cBoen pabote «McTopms NoHATUS
reonostuka» AaeT cregytollee onpegeneHue: «feo-
No3TMKa — MeXAMUCLUUNANHAPHOE MOHATUE, MHO-
FO3HAYHbIV KYNbTYPONOTUUECKNI, IUTepaTypOBes-
yeckuni, dbrnnocodpcknin peHoMeH, 0603HavatoLW M
bopMbI U NYTU MHTENNEKTYaNbHOMO M 3CTETUYECKO-
ro OCBOEHWs reorpaduyecknx TEPPUTOPUNA, NaHA-
wadToB, Tonorpadmyecknx Mect, paboty c nx obpa-
3aMu 1 mudamn» [12,c.153]. CornacHo KoHLUenumm
Cuaa, BblgenseTcsa ABa TMNa nyTelecTBEHHWNKOB:
KoueBOWN M oceanblli. KoueBOW nyTelwecTBEHHNK
OTNpaB/seTCs B HOBblE 3eMJIX, UTOObI OnmncaTb KX.
Ero MHCTpyMeHTOM ABNSETCA 3KCMeAnLIMA, Aopora.
Mo MeTKOMY Bblpa>keHWUH YUYEHOTO-Ky/bTYpPOO-
ra E.A. CteueHko: «MOTUB JOPOrn IEXNUT B OCHO-
Be 60/blWMHCTBA MUDOB, NiereHs Y GONbKAOPHbIX
paccka3os»[13,c.8]. Oceanblii NyTeLIECTBEHHWK He
CTO/IbKO pacKpbiBaeT HOBble MeCTa, CKOJIbKO OMu-
CblBaeT 3HAKOMYHO TEPPUTOPUIO, HAXOASA B HEW HO-
Bble CMbICAbl. K TaKOMy TNy pacckasumka MOXHO
OTHECTU COBpPEMEHHOro ¢paHLy3CKoro nucate-
na I. Mrocco.

lniiom Miocco poamncs Bo ®panummn B 1974 roay.
Ero matb pabotana B bubanoteke, n bnarogaps ato-
MYy OH Hayan paHO unTaTb, OTKPbIN Ana ceba Ton-
cToro, [locToeBCKOro, BANSHWNE KOTOPbIA HEU3MEH-
HO OLLyLIaeTCa B ero poMaHax, a Takxe 3anafHbix
KnaccukoB. B aeBaTtHaguatb net Mrocco eaet 13 lNa-
puxa B Hbto-Mopk, 1 ropos Npou3BoAnT Ha Hero
Heun3rnagmmoe BredvatneHuve. C 3Tux nop ABa Me-
ranonunca — Mapux u Heto-Mopk — cTaHOBATCA He
NpocTo GOHOM, HO ¥ FNaBHbIMW AENCTBYIOWUMN NN-
LamMu 6ONbLUMHCTBA €r0 POMaHOB, KOTOPbIe BAUS-
FOT Ha pPa3BUTME CHOXKeTa M CO3AatoT 0COBYHO Heno-
BTOPUMYO atmocdepy.

Llenb nccnesoBaHns — Aatb KynbTyposiornye-
CKWI aHanm3 reonoatnkn pomaros I Miocco. s
peanv3aunm NocTaBieHHOM Lean Bbian NCnoab3o-
BaHbl ClefytoLLMe METOAbI: METOZ CMHTE3a, KOTOPbI
CnocobCTByEeT KOMMIEKCHOMY MOHMMaHWIO U3yyYae-
MbIX MPOLLECCOB N UX CBA3M C APYTUMUN KYAbTYPHbI-
MU TEHAEHLUMAMM, FePMEHEBTNYECKNIA, NCMONb3Yye-
MbI AN MHTEPNPETALUN U KybTYPOAOrMYECKOTO
MPOYTEHMNSA XYL0XKECTBEHHOIO TEKCTA, akCUoAormye-
CKWI, NO3BOIAIOLLMIA BbISBUTb LLEHHOCTHbIV KOMMO-
HEHT M3yUYaeMblX MPON3BEAEHNA CNOBECHON Ky/b-
Typbl. B kauecTBe Matepunana nccnesoBaHus 6biam
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BblOpaHbl poMaHbl «LleHTpanbHbIn napk» n «Keap-
Tupa B lMapwmxe».

HecmoTpsa Ha T0, UTo Mitocco aBndeTca ogHUM
13 caMbIX NPOAAaBaeMbIX COBPEMEHHbIX Nucatenen
B MMpe, Hay4yHble paboTbl, aHaAn3npyroLme ero
TBOPYECTBO, KpalnHe HeMHOrouncaeHHbl. Cpean H1X
MOXHO BblAennTb cTaTbto Capbl beHcana TaHu, ony-
61koBaHHyt0 B XXypHane nccnesoBaHuii UCKyC-
ctBa (Journal of Art Studies) B 2024 rogy, B KOTOpPO
aHaAN3MPYHOTCA YepTbl MOCTMOAEPHM3Ma B pOMa-
He «LleHTpanbHbIN Napk», Takne Kak GparmeHTap-
HOCTb, Urpa ¢ NamATbto U T.M. [18]. MNpobaeme n3y-
YeHVA eMEHLUN N ee NHTeprnpeTaLmm Kak HOBOrO
>KW3HEHHOrO MOBOPOTa B poMaHe «LleHTpanbHbI
napk» nocasLLeHa CcTaTba d1BpuA TaHaH «Mctopus
elle He 3aKOHYeHa: KakoBo byayLee 60abHOrO Ae-
MeHUMen B poMaHe Mminoma Mrocco «LleHTpanbHbIN
napk» [19]. Cpean oTeuecTBEHHbIX CCNeoBaTenel
MOXHO BblaenunTb ctatbto T.T. HyxxHoM, P.P. Pyctamo-
Ba «YepTbl MeTamogepHu3ma B pomaHe Mrocco
«bymaxHasa gesywika» [], E.B.MocneHko «Akcrnono-
rmyeckne AOMUHaThbl B XyA4OXKECTBEHHbIX MPOU3Be-
AeHusax Mmiroma Mrocco» [8], C.C.LLaperopoauesoi,
C.M.MuHaeBa «Pyccknin NCTOPUKO-TUTEPATYPHbIN
KOHTekcT MMnoma Miroccox»[17].

CyuiectByeT gBa NoAxoAa K M306paXKeHuto ro-
pofa: 'yMaHUCTUYECKUIA N KOMIMAUMEHTaPHbIA U
AEeryMaHN3NPOBaHHbIN UAN OTUYXAEHHbIV. Beibop
noAxogza 3a4acTyto He 3aBUCUT OT reorpadpuryecko-
ro obbekTa, a HOCUT Cyrybo cybbekTUBHbIV Xapak-
Tep, KOTOpbI GopMUpyeTCs B 3aBUCUMOCTM OT TOTO
BMeyYaT/eHnsa, KOTOpoe ropos NPOV3BOAUT Ha aB-
TOopa. B reonosTtuke nogobHoe ABAeHME NONyYUn-
N0 Ha3BaHWe «kapTa aMnaTUu», rae nokasaHo, Ka-
Kne 4yBCTBa POXAAET TO MAN MHOE NPOCTPAHCTBO.
B npowuzeegeHunsx . Mrocco HabatogaeTca coBme-
LeHne 3TUX ABYX MOAXOAOB: O4VH U TOT XK€ ropog,
MOXeT BbI3blBaTb aMbvBaneHTHble YyBCTBa, GOp-
MUPYS aBTOPCKYIO KapTUHY MuUpa.

B ueHTpe BHMMaHMA Nucatensa gBa roposa, KOTo-
pble 3HaKoMbl emy aydlle Bcero — Mapux n Hbto-
Vlopk. Mrocco npoBoauT uutateneii no yanuam stux
ropoAoB C KapTorpapuueckor ToUHOCTbo. «Ma-
AEeNVIH BKJIIOUMIa CUTHaN MOBOPOTa M NOBEpPHYna
Ha ynuuy CeH-Tuiiom. YHuBepcuteTckas, bakanas-
poB, bynbBap Pacnaii, MoHnapHac. Tam, Ha yauue
Opecca, MagennH Hawna nHtepHet-kade [10,c.141].
Mtocco HanosiHAeT cBOe MOBECTBOBaHME TEM, YTO
[I>xenmc [pkolic Ha3biBan «yIMYHOW GYPHUTYPOI».
«Ecnv ropog ncuesHeT ¢ avua 3eMau, ero MoXHO
6yseT BOCCTAaHOBUTb MO MOEWN KHUTe», — roBOpPU
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nucatenb O cBOeM poMaHe «Yaumce» [3,c.43]. C He-
BEPOSATHOM TOUHOCTbIO [I)KOMC BOCCO3aaeT 0bamnK
[y6nnHa. Hegapom npu HanvcaHuun «Yancca» Ha
€ro CToJie BCErfa NexmnT cnpaBoYHuUK «Becb ybavH
Ha 1904 rog». 3TOT Xe npvem nUcnoabsyet u Mmiiom
Mtocco, genas cBOM NPoOU3BEAEHMA MaKCUMaNbHO
[OCTOBEPHBLIMU U co3aaBas 3PeKT NPUCYTCTBUA.

B nantepatype v KynbType CAOXWUACA POMaHTH-
yeckmnii obpa3s Mapwuka kak ropoga 168U, NCKYC-
CTBa, BbICOKOW MOZbI U M3blCKaHHOM KyxHW. C nep-
BbIX Xe CcTpaHuL, poMmaHa «KBapTupa B lMapuxe»
Mtocco pa3BeHUYMBaET 3TOT cTepeoTun. B rnase ¢
roBOpsLMM Ha3BaHWeM «[apuxCcKMi CUHAPOM»
yCTaMu CBOEro repos OH roBOPUT O TOM, Kak Je-
CATKM AMOHCKMX U KUTaNCKMX TYPUCTOB Nonajanu B
KJIMHWUKWN C NCUXMYECKMMU PacCTPONCTBaMM nocae
nepBOro noceleHns GpaHLy3CcKol CTOANLbI, YTO
6b110 BbI3BAHO AMCCOHAHCOM MEXAY OXWAaHUEM
N peanbHOCTbIO. «begHAr noakallvBan BOMUIOLLUIA
paspbIB MeXAY MX BOObpaXkaeMbIM NpeACcTaBieHw-
€M O «TopOJe CONMHLA» N AEACTBUTENbHOCTBIO. OHM
MeuTann OTKPbITb YyAECHbIN MUP, MPOCAABASIEMbIA
B KMHO 1 pekaamMe, a BMeCTO 3TOro nonajanu B cy-
poBoe, gaxe BpaxaebHoe mecTo. [Mapux nx paHTa-
31 — ropog poMaHTMyeckux kade, byKMHUCTOB Ha
HabepexHbIx CeHbl, MoHMapTpa 1 CeH-XepmeH-
ae-TlMpe Bapebesrn pa3buBancs o peanbHOCTb: He-
ONPATHOCTb, KAPMaHHMKW, Be3AeCyLas rpasb, Ypoa-
CTBO KPYMHbIX FOPOACKMX aHcambiel, 3anyLLeHHOCTb
obuwectBeHHOro TpaHcnopta» [10, ¢.20]. He canw-
KoM BnaroxenateNbHO OMUCLIBAET aBTOP W XXUTeNen
Mapwka: obuTatenn Tpyw,o6, HeneraabHble TOProB-
Lbl, XXY/IMKM — «BapeBO, Cpe3 YesoBeyecTBa noz
rPOMaZHOWM CTeKNAHHOM Kpbiwkon» [10,c.23]. Mo-
JOBHOe onuncaHune «y4yllero ropoga 3emamn», no
METKOMY BblpaxkeHuto 3. Tonons, He SBAAETCA UC-
KAOYMTENbHBIM. MEOCCO TBOPUT B CTW/IE ANTEpaTypbl
«OTUYXAEHWNS», KOTOPbIA BO3HWK B Havase XX Beka,
N NPOAOIKAETCS MO Ceil feHb. AMepUKaHCKUI KpU-
K C.OUHKeNbCTalH B paboTe «3K3nCTeHLMann3m
M Npobiema OTUyXXAEHUS B aMePUKAHCKOW nunTe-
paType» OTMeuaeT, YTO onucaHue BpaxzaebHoro,
nyraroLLero M1pa oTpaxkaeT BHyTpeHHee Bocnpus-
TWe pacckasunka, KoTopblin 6eccuieH NPoTUBOCTO-
ATb ypbaHUcTMUeckoMy npocTpaHcTey [14,c.182].
Bocnpuatne Mrocco Tnonormnueckn 6am3sko onu-
caHwto MNapwuxa leHpyn Munnepa B pomaHe «Tpo-
nuk Paka». [1ng Hero dpaHLy3ckas cTonmua noxoxa
Ha «MOUYEBOW My3blpb», «BbIFPEOHYIO MY MUpPa»,
«paK, KOTOPbIN pacTeT BHYTPWU Bac, 1 ByaeTt pactu,
rMoKa He COXpeT Bac coBcem» [7, ¢.295].

B 1896 rogy dpaHLy3Ccknin 03T IMuab BepxapH
co3gaeT cOOPHUK CTUXOB C FOBOPALLMM Ha3BaHW-
eMm «[opoga-cnpyTbi». OH o0bpallaeTca K onmncaHuto
He KaKoro-To KOHKpPeTHOro ropoga, a kK atmocde-
pe ypbaHn3ma B LesioM. «Hyaniiie OrpomMHoe, Ty-
noe», «<kaHaBa CMpajHasa», «<MOXHaTas TMHa He4yn-
CTW» — Takue 3NUTeTbl UCNOb3yeT GpaHLy3CKUIA
nucatenb. bosnblue Beka cnycta nogobHas TOHaNb-
HOCTb 3BY4YNUT N B poMaHe «KeapTupa B lMapuxe».
«OAHO 1 MecCT aZa Ha 3eMae», «BUXeHNe 3axBa-
TbIBaET, CNHOLLMBAET, FPsi3b 1 FyXOW WyM bynbBa-
pa oTpaBAseT» — TakK XapaKTepu3yeT ropog cnycTa
60sblle YeM Bek COOTeuecTBEHHUK BepxapHa M-
oM Mtrocco [9,¢.172].

Ho Mapu — 3TO He TO/IbKO OFPOMHbIN Mera-
MOJINC, KOTOPbIN BbI3biBAeT OTTOPXKEHMWE Y Nucate-
N151. OTO €eLlle M rOpOo4, B KOTOPbIM, MO MHEHUIO FNaB-
HOW reponHN MagennH, «<xoueTcs BO3BpaLLaTbCa».
B 3TOM 3akntouaercs xapakTepHas yepTa reonos-
TUKM — ropog, CO3AaeT HacTPOEHUE, a Meli3aXxm OT-
paxkatoT BHYTPEHHee cocTosHue repoes. Mccnepo-
Batenn T.T.Hy>xHasa n PPPyctamoB B cTaTbe «YepTbl
MeTamozepHun3mMa B pomaHe NMrocco «bymaxkHas
JeBYLUKa» OTMeYatoT: «B pomaHTM3Me BaXkHyto poJib
urpan nemsax, KOTOPbIA C MPUXOLOM MOZLEPHM3-
Ma 1 NOCTMOAEPHM3Ma OTOLLEN Ha BTOPbIE POW.
B meTamogepHM3mMe MOXHO roBOpUTb O BO3Bpa-
leHun nensaxa» [11, ¢.266]. C 6oabLion ntobo-
BbO M BOCXULLLEEHMEM OH OMUCbIBAEeT NpUroposa
Mapuxa, ganeknin ot umemaAnsaLmn. «Jlmwb ToNb-
KO 3a Hel 3ax/JI0MHy/ack KajauTKa, OHa 04yTuaach
B HEOXMAaHHOM, ocobeHHoM Mupe. Ee cpa3sy 3a-
BOPOXWMAA rycTas 3e/eHb: XXMMOA0CTb, Hambyk, 3a-
pPOCAN >XXaCMWHA, MarHo/iMn, Kakne-To COBCEM YX
CBEPXbeCTeCTBEHHbIE JepeBLia 1 KyCTUKKW, NpeBpa-
LLaBLUMeE 3TOT YroioK B ByKOIMYeCKuniA napel, cefb-
CKOW XM3HW B ThiCAYaX MWUJIb OT LLYMa W As3ra ropoja
[9, c.40]. N 3aecb Mbl CTafkKMBaeMcs C Onno3unumnen
«ypbaHu3aLmsa — Nnpuposa», «KyabTypa — LMBUIN-
3aumsa». ToAbKO NMLWb Ha IOHE NMPUPOAbLI YenoBeK
B MOJIHON Mepe MOXET peasin3oBaTh CBOH ryMaHu-
CTUYECKYHO CYLLHOCTb. Takas mo3uuma reonosToB
MONHOCTLIO CO3BYUYHa C BbICKa3blBaHWEM OAHOTO 13
repoes npoJsietapckoro nucatens Makcuma fopbko-
ro: «<HanpacHo Tbl, Makcum, B ropogax TpeLbcs...
Tyxnas TaM Xn3Hb. H1 BO34yXy, HU MPOCTOpPY, H1Ye-
ro, UTo Yenoseky Hago» [2, ¢.57]. Apkum npusHa-
KOM JOCTUXEHWI LIMBUAM3ALMM ABAAETCSA UCMONb-
30BaHWe rafpkeToB, YTO HapsAdy ¢ MHGOPMaLMOHHON
OCBEIOMJIEHHOCTbIO, AeN1aeT XN3Hb COBPEMEHHOTO
yesi0BEKa COBEPLUEHHO HenpeackasyeMon B Typ-

6yneHTHOM Mupe. HecnydyaitHo repoit pomaHa lac-
nap HamMepeHHO OTKa3blBaeTCsA NoKynaTb MObUb-
Hbl TenedOoH 1M NONb30BaTbCA UHTEPHETOM, Aabbl
He HapyLlaTb BHYTPEHHIOK FaPMOHUIO U HE MEHSATb
CBOW MNJiaHbl B NOC/A€AHNI MOMeHT. Ha 370 o6pa-
LLlaeT BHMMaHMe B cBOel paboTte «Akcnmonorunye-
CKMe JOMUHAHTbI B XYAOXECTBEHHbIX Npou3Bese-
HusAxX Miioma Mrocco» E.B.MocmneHko oTmeuas, 4To
«MOBUNBHUK CTUPAET rPaHN MeXay NNUYHON, Npo-
beccMoHanbHOM 1N 06LLLECTBEHHOM XMU3HbIO U Tpe-
6yeT MOCTOAHHOIO XXOHMIMPOBAHWA NAaHaMu 1 rpa-
dukamm» [8, c.51].

[pyroi ropog, B KOTOPOM pa3BMBatOTCS COObI-
Vs NpouwsBeaeHnii Miocco, aeasetca Hito-Mopk. Ha
bopyme oduLManbHOro canta nucaTens emy 3ajarot
BOMPOC, MOYEMY BO MHOIMX POMaHax OH OMunCbIBaeT
Hbto-Mopk, xoTa cam >uBeT Bo ®paHLmu. «5 XuBy
BO ®paHLmK, 1 3TO CTpaHa, KOTOpYto A Nt0bAto, HO
3TO MpaBAa, UTO MHOTMe 13 MOUX POMaHOB NPOUC-
xoaat B CLLUA. PacctosHue gaeT MHe 6o/bLyto CBO-
604y, NOTOMY UTO OHO MO3BONAET MHE YAANINTLCA OT
MOeW NoBCEeAHEBHOM XMN3HW, TakxKe CTOUT OTMETUTD,
YTO MOMELLEHME MONX FTePOEeB B CO3AaHHbIe YCNO0-
BMA cnocobcTByeT H60/blUeN peasinCTUUHOCTLN CO-
6bITUiA. Hbto-lopk — 3TO MecTo, rae Bbl UyBCTBYe-
Te, UTO C BaMW MOXET MPOU30MTH BCE, UTO YTOAHO»
[20]. B pomaHe «LleHTpanbHbI Napk» ynTaTenb C
NepBbIX CTPaHWL, MOXeT «ycblwaTh» Hbro-Mopk:
«TYZKW XXENTbIX TaKCW, MUYaBLUMXCA B HanpaBAeHU
MwuaTayHa, Npu3biBbl NPOAABLOB XOT-A40r0B, CTyK
OTOOMHbIX MOJIOTKOB JOPOXHMKOB»[10, c.27]. O6-
pa3 Hbto-lopka HecpaBHeHHO 60/iee KOMMAVMEH-
TapeH No cpaBHeHMIO ¢ Mapuxxem. ITO NOAANHHO
Ky/NbTypOaornyecknin obpas, Bkarouatowmii B cebs
He NPOCTO OnMncaHne 3HakoBbIX MeCT, Ha POHe KO-
TOPbIX MPOUCXOAUT AENCTBUE, HO CO3AatOLLNIA CO-
LMOKYNBbTYPHBIN KOHTEKCT. Tak ¢ naowaakm MpuH-
BUY-BUANNAX reporHa BUAUT CepO-3e/1eHYH0 CTaTyHO
CB06OAbI N OCTPOBOK INAnc-AnneHs, kyaa npunodsbl-
Ba/M MHOFOYUCAEHHbIE MMMUTPaHTbI, MOMNaZaeT B
YaiHaTayH C pacnucaHHbIMU neporivbamm BUTPU-
Hamu. Kak n B cnydae ¢ MNMapuxem aBTop cobnto-
JaeT npesesibHY TOYHOCTb, OMUCbIBas MapLIPYThl
nepesBUXeHNs repoes, TeM caMbiM co3aaBas 3¢-
bekT npucyTcTBUA.

HeoTbeMnemMon YacTbo FOPOACKON Cpeabl ABAS-
eTCs raCTpoOHOMMYeckas coctaBastoLlan. BHMmaHve
K TPaAuLMAM NUTaHWA ABAAETCA BaXKHOW YaCTbHO ro-
POACKON KynbTypbl. OHO BOCXOAUT K TBOPYECTBY
2.3on5 n [.OGnobepa N NpoAOKAETCA B MPOU3BE-
aeHnax ©.C.Onuyaxepanbga n 2. XemuHryssa. Ceasb
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racTpOHOMMM € reorpadryeckmmMm 06bEKTOM MOXK-
HO HabstoAaTh U Y COBPEMEHHbIX NnucaTenen, 40-
CTaTOYHO BCMOMHUTL N.AKpoiza 1 ero KHury «J1oH-
A0oH. bruorpadusa» nan M.Bains, KOTOpbIA B CBOEM
TpaBesiore «[eHW MecTa» Hapsaay C KyAbTypOaoru-
YeCKMMW Pa3MblLLIEHUAMY OMNUCBIBAET racTPOHO-
MuUyeckune BneyatieHns rypMmaHa. He obxoant cro-
poHoW 31y Temy IMtocco. Tak untaTenb y3Haer, 4To
B kade «Pergolese» Ha M3ancoH-aBeHo Ha MaH-
X3TTEHE MOXHO MonpoboBaTh «XPyCTALLMIA canarT,
COYHble rambyprepsl, AnNLo «beHeankT» 1 nacTpa-
MW C Tprodensamm», a Ha LleHTpasbHOM BoK3ane —
ycTpuLbl U naHryctuHel B Oyster Bar. Ho Hegapom
Hbto-Vlopk ABNfeTCA «NNaBrAbHLIM KOTAOM>, KO-
TOpbIN BMeLLaeT B cebs pasivyHble Hauumn 1 Ky/b-
Typbl. MIOCCO Harsa4HO AeMOHCTPUPYeT 3TO, Onu-
CblBas raCTPOHOMMUYECKNI KBapTan ropoga. «34ecb
cobpasics 06pa3L0BbIN MHTEPHALMOHAN: FTpeyeckme
NpOAyKTOBbIe NaBKWN COCEACTBOBAAN C BeretapnaH-
CKMMMW, ANOHLbI MpeAnaraav cyLiun, KopemnLbl — CBOM
OCTpble KyLlaHbs; BCE COCYLLECTBOBAAN B 3aBUHON
rapMoHuK. HacToALwmnin nnaBuabHbIN KOTeN B Npese-
Nax ofHOro-AByx kBaptanos» [10,c.151]. Beibop aB-
TOPOM Ky/VMHaPHbIX MPEANOYTEHMI HE ABAAETCA CAy-
YaHbIM. 30PKUIA TNa3 reonosTa BblAeNAeT UMEHHO
Te 0COBEHHOCTY, KOTOPbIE COCTaBASHOT KY/IbTYPHbI
Kog, Haumw. foBops o OpaHLMK, HeNb3A He YNOMS-
HyTb BMHO. [prexas B [Mapunx 1 pacnoNoXMBLLNCE
Ha Teppace B CBOeM AOMe, repoin pomMaHa lacnap
KyTtaHc HannBaet 6okan BuHa. «<XXespe-LLambepTeH
66110 YyNoUTeNbHbIM: CHaNaHCMPOBAHHBIM, C MHTEH-
CWBHBIM BKYCOM, MJOTHbIM Y OfHOBPEMEHHO MAr-
KM, NPUATHO OTAABaBLUNM BULLHEN N YEPHOW CMO-
poauHo» [9,c.57]. be3ycnoBHO, B 3TOM onucaHuu

YyBCTBYETCA BAVAHNE DpHecTa XeMuHryas. B ceomx
MeMyapax, MoCBALWEeHHbIX Mapuxy «lpa3gHuk, KOTo-
pbili Bcerga ¢ T060M», OH BCMOMUHAET, Kak B O4HOM
napu>Xckom kade 3a paboTol Hag OfHUM M3 CBOUX
JNyULInX pacckas3os «Y Hac B MuunraHe» OH 3aka-
3bIBaeT BUHO «CeHT-/KeMC», 1 OHO «KaXeTcs emy
HEOObIKHOBEHHO BKYCHbIM B 3TOT XOJIOAHbIA A€Hb»
[16, c.422]. Obpaluanck Kk GakType efbl U HANUTKOB,
Mtocco npecnesyeT eLle OfHY BaxKHYHO LieNb — pac-
KPbITb 3MOLMM U AYLUIEBHbIA HAaCTPON CBOUX repo-
€B. DTO OTMeYaeT B cBoel ancceptaumm M.0.6enb-
CKUI. «BHMMaTenbHOe M3yyeHne NuLLEBOro Koja
NO3BOJAET NPUIATK K BbIBOAY, UTO racTPOHOMMYE-
CKMe NpakTMKM NOAYEPKMBAIOT BHYTPEHHEe COCTO-
fHVe repos. B MUHYTbI genpeccun NpuemMbl MULLN
cay>aT AULb AN5 yaoBAeTBOpeHusa Gusnonornye-
CKWX NOTPeOHOCTEN, TOrAa Kak B CHaCTINBbIe MO-
MEHTbI eZa ynosobiseTcs TBOpUYECKOMY akTy» [1,
c.145]. Wtak, ™Mbl BUAUM, 4TO NpodaHHOe CTaHo-
BUTCA CaKpasibHbIM.

MoaBOAA UTOT HaLLEMY UCCAeAOBaHMIO, MOXHO
cZenatb BblBOJ, O TOM, YTO poMaHbl [Miioma Mioc-
CO HanumcaHbl B reorno3TMYeckom Karoye. B Hux ro-
POZ BbICTyNaeT AeACTBYHOLLUM NULLOM NOBECTBO-
BaHWA, NPW 3TOM BbIMOJIHAS CHOXETOObpasyHoLLyto
byHKLMIO, OTpaXkaeT BHYTPEHHee COCTOsSHME repo-
eB. [lns aBTOpa XapakTepHO BHUMaHMeE K AeTansim,
KapTorpapunuyeckas TOYHOCTb. BaxkHbIM B TBOpYe-
cTBe Miocco aaseTca obpalyeHne K onnosnumm
«ypbaHunsaums — npupoga». C o4HOM CTOPOHbI, OH
nokasblBaeT, YTo LMBMUAM3ALMSA OKa3blBaeT rybu-
Te/IbHOe BANAHWE Ha INYHOCTb YeNoBeka, a C Apy-
ron, ropoj — 3TO TO MeCTO, TAe N4 MOTyT 06-
pecTn HaaexAay.
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