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Background: The existence of either an individual or particular social community cannot be
imagined and understood beyond the space-time dimension. While considering space in sociological
sense, it is possible to outline its various dimensions: physical, social, life, social, public, etc. As for
the public space of the city, it should be noted that in the Western tradition it is accepted to use the
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term "public space", while domestic sociologists use a number of terms - "social space", "public
space", "community space" etc. Talking about public space we mean accessible space - places for all,
or for groups of people based on social freedom of movement and anonymity. This kind of public
space definition underlies our interpretation of urban public art spaces forms, such as art clusters and
squats, which exemplify the tendency of transforming individual urban areas into specific venues for
communication of different fields of art, while involving the public in artistic and cultural processes.

Purpose: to analyze the essence of art clusters and squats as new forms of urban artistic public
spaces, using M. Foucault's methodology of heterotopy.

Methods: The field of space exploration is quite broad, however, in the publication we will
discourse on certain forms of urban art public spaces, in particular art clusters and squats, through the
lens of Michel Foucault's heterotopy methodology (Foucault, 1994). Heterotopia is able to show
social and informational interactions between people, its analysis opens the possibility of a more
detailed study of locations in cultural and social spaces. So, heterotopy is a space that reflects cultural,
political, social, artistic interaction and structures society through images.

Results: By term heterotopia, Foucault understands the space outside of other spaces, where rules
and laws, which are familiar to the subject, and behavioral stereotypes undergo significant changes.
A person who is in heterotopia needs to adapt for the new conditions and, in one way or another, to
perform the act of transgression, which means to transcend the traditional behavior. M. Foucault has
classified the whole spectrum of urban spaces, which in some way stand out from the overall urban
picture. The first is heterotopia of crisis - certain places targeted at people who are in crisis relative
to the society in which they live (elderly people, adolescents, etc.).The second is heterotopia of
deviation, which refers to spaces for people whose behavior is considered to be deviant with respect
to conventional. The third type of heterotopia, which M. Foucault did not outline as clearly as the
previous two, is heterotopia of illusion, which combines the material and the intangible, the fictional
and the real - museums, cinemas, entertainment centers and more. This type of heterotopia is a
characteristic feature of the end of the industrial era and an indispensable attribute of post-industrial
society. While considering current trends in the development of urban public art spaces, exhibition
pavilions and art centers, we can see, that they have given their places for art clusters - revitalized
industrial structures adapted to the functioning of various artistic practices. An art cluster is a cultural
association located in the former industrial zone, which includes exhibition space, a theater and movie
theater, seminar rooms, food courts and other similar elements. Art clusters or Lofts are the most
widespread forms of creative space organization in the former factories. Industrial zones eventually
ceased to function and became the focus of representatives of the creative professions, informal
organizations and representatives of various deviant cultures. Clusters can be considered as positive
spaces, as art clusters combine as a synthetic phenomenon both free creative search for artists and
solving social problems. The revitalized space is created as a place aimed at the future: here
contemporary art finds its territory and develops a new industrial scale. Squatting is the process of
the unauthorized resettlement of abandoned or uninhabited premises by people who are not tenants
or legal owners of the property. According to the classification of the Dutch sociologist G. Pryt, one
of the squatting types is the "socio-cultural center" - it can be a bar, a workshop area, an art studio, a
restaurant, an art gallery, a spiritual center and more. In this case, abandoned homes become squats
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to avoid serious financial investment and bureaucratic procedures. Many of these squats may later
gain legal status, but they are primarily formed virtually illegally, in violation of social rules. Such
newly created artistic public spaces can be interpreted as an example of heterotopy of deviance. In
most of cases, the sociocultural dominance of squatters is the development in their space creative
initiative, which leads to the formation of new cultural (often counter-cultural) spaces within the
activity of squatters.

Conclusion: We can conclude that the places of contemporary art concentration, which we
considered on the example of art clusters, according to M. Foucault, are positive expanses of time
flow, or, in other words, heterotopias of fragile properties of time, where an alternative future is being
developed. If we consider deviant art formations, such as art squats, through the lens of heterotopy
theory, then they can be attributed to heterotopias of deviance, because in most cases, such formations
are places of marginal artistic practices concentration. It should also be noted that in the modern age
of digitization, art venues are heterotopias of illusion, since with the advent of new forms of visual
art, in particular, of media art, such spaces become spaces of virtual reality.

Keywords: public space, heterotopia, heterotopia of crisis, heterotopia of deviation, heterotopia
of illusion , art-cluster, squat, squatting.

AKTYyalbHicTh. [CHYBaHHS SIK OKpEeMOT JIIOAMHH, TaK 1 IEBHOI COL[iaJIbHOI CHUIBHOTH HEMOXKIIUBO
YSBUTH Ta 3pO3yMITH 11032 MPOCTOPOBO-YAaCOBUM BHMIpOM. B cyuyacHy emoxy IIBHIKOCTI Ta
CTPIMKOTO PO3BUTKY MpoOjeMa IUIMHHOCTI Yacy € HaJA3BHYaiHO akTyayibHOI0. OIHOYACHO CBIT
CHOTOJIHI IEMOHCTpY€ cebe He MPOCTO AK KUTTEBUHU IPOIIEC, 110 BIIOYBAEThCA Y Yaci, a, pajlle, siK
«Mepexka, 1o 3’€Hy€E TOUKH 1 cIuliTaeThes y kKiyook» (Foucault, 1994), To6T0 yac mocrae nuie
OJTHUM 3 ICHYIOUHX CIIOCO0IB PO3MOITY CKIAJ0BUX Y TIPOCTOPI.

Po3rnsaaioun mpocTip y COLIOJOTIYHOMY PO3YMiHHI, MOXHA OKPECIUTH Pi3HI HOro BHUMIpH:
Gi3UYHUH, COMaNbHUMN, KUTTEBHMA, CYCHUIBbHUMN, MyOmunuii tomo. oo cycniibHOTO mpocTopy
MicTa, CJIiJl 3a3HAYUTH, IO y 3aXiIHii Tpaaullii MpUHHATO BXXHUBATH TepMiH «public spacey, Toai sK
BITYM3HSHI COILIIOJIOTM BHUKOPUCTOBYIOTH HU3KY TEPMIHIB — «CYCHUIBHUH HPOCTIp», «IIyOIIYHUN
IPOCTipy», «TPOMaACBKUN mpocTip» Tomo. [loHATTs «public space» y cydacHiii eBpomenchKil
Tpaaullii po3TIAAA€THCS B TPHOX OCHOBHUX acmekTax: 1) sK BIIKPUTHHA MPOCTIp AJS BiAOYMHKY,
peKpearii, OXOpOHH 3A0POB’s; 2) MpocCTip nedariB; 3) MOCTYMHUIN TPOCTIp — Micls IS BCiX, a0
rpynu ocib, 1o TIPYHTYIOTbCS Ha OCHOBI COLIaNbHOI CBOOOIM IEpecyBaHHS Ta AHOHIMHOCTI.
(KynbkeBebka, I'pumienko ,2012). Came TpeTiii acCIeKT po3yMiHHS 3a3HAUEHOTO MOHSATTS JIC)KUTH B
OCHOBI TPaKTyBaHHS HaMH TakuX (POPM MICBKHX CYCHUIBHUX MHUCTELBKHUX IPOCTOPIB, AK apT-
KJIACTepH Ta CKBOTH, SIKI € TMPUKIAJOM BTUICHHS TEHJEHII MEPETBOPEHHS OKPEMHUX MICHKHX
TepuTopiil Ha ciennivyHl MalAAHYMKY [T CIUIKYBaHHS MPEICTaBHUKIB pi3HUX cep MUCTeNTBA i3
3aJTy4eHHSIM TPOMAJICBKOCTI 10 XYA0KHIX Ta KyJIbTYPHHUX IPOLECIB.

Merta: poO3IJISIHYTH CYTHICTH apT-KJIAcTepiB i CKBOTIB SIK HOBHUX ()OPM MICBKHUX MHCTEIBKUX
CYCHUIBHUX MPOCTOPIB, 3aCTOCOBYIOUN METO10JI0T 10 reTeporomnii M.dyko.

MeTtopoJoris. [Tone nocnimkeHHs IPOCTOPY € JOCUTH IUPOKKUM, OJTHAK B IMyOumiKamii mpoBeremMo
IUCKYpC MEBHUX (OPM MICBKHX MHCTEIBKUX CYCIIJIBHHUX IPOCTOPIB, 30KpeMa apT-KJIacTepiB Ta
CKBOTIB, Kpi3b Ipu3My MeTooorii rerepotonii Mimens @yxo (Foucault, 1994). Ha nymxy M.®yxo,
KHUTTS OCOOM BEJMKOIO MIpOI0 BU3HAUAETHCS TMEPENIIKOM MPOTUCTABICHb, 30KpEMa, - MIPUBATHOTO 1
CYCHUIBHOTO IPOCTOPY, POCTOPY CiM’1 1 COIIATLHOTO MTPOCTOPY, IPOCTOPY BIAIOUNHKY Ta IPOCTOPY
npaui Tomo. Lli mpocTopu € He MpPOCTO OpIEHTHPAMHU, SIKHMH MOKE OyTH MICII€3HAXOJKCHHS
IHAMBIAA, a CKJIATHOI cucTeMoro B3aemofid. OcobmruBo M.Dyko MIKABIATH TakKi MICIS, SIKi
CHIBBIAHOCATBCA 3 IHIIMMHU OCOOJIMBMM YWHOM, a CaMe: «IPU3YNHUHSIOTh, HEUTPaTi3yloTh YU
MEPEBEPTAIOTh YCIO CYKYITHICTh BIIHOCHH, SIKi OJJTHOYACHO HUMHU BU3HAYAIOTHCS 1 BiIOOPAKAIOTHCS»
(Dyxo, 2006). OcoOIUBICTH TAKOTO MIPOCTOPY IMOJISATAE B TOMY, L0 BiH 3HAXOAUTHCS Y B3AEMO3B I3KY
3 yciMa IHIIMMH, ajie IpU IbOMY cymnepeuuTsh iM. Biache neit tun mpoctopy M. ®@yko Ha3uBae
TeTEePOTOIIIETO.

I'erepoTomiss 31aTHa MoOKa3aTH COLiaibHI 1 1H(pOpMaIiifHI B3aeMOZIl MK JIOABMH, ii aHami3
BIJIKPMBA€ MOXKJIUBICTb JAE€TAIBHIIION0 BUBUCHHS MiCIIE3HAXO/KEHB B KYJIbTYPHOMY Ta COLIIaTbHOMY



MIPOCTOpPax, TOOTO reTepoTOIist — e MPOCTIp, SIKUH BioOpakae KyIbTYpHY, HOJTITUYHY, COLIAJIBbHY,
MUCTELBKY B3a€EMOJIII0, Ta CTPYKTYPY€ CYCHUIBCTBO 3a JOMOMOT0I0 00pa3iB.

PesyabTaTn. B cBoiil koHuenuii M.Dyko po3risigae Tak 38aHi «yTOMIi» - IPOCTOPHU, B IKUX MOXKE
peanizyBaThCs i1€albHUN CYCIIUIBHUI MOPAIOK, ippeaibHi CTPYKTYPH, IO MiATPUMYIOTh 3arajJbHUH
3B’S130K 13 peabHUM COLIaJIbHUM MPOCTOPOM (HANpPUKIIAJ, ieanbHe MICTO, 34aTHE 3a/J0BOJBHUTH
COLiaNbHI, KyJNbTypHi, MHOJITHYHI, €CTeTHYHI Ta iH. moTpeOum Horo >kuteniB). I'ereporomii
BBAXXAIOTHCS KOHTP-MICISIMA CTOCOBHO YTOMIi, MiCIISIMHU, TIepe10aueHUMH CYCIUIBHUM 1HCTUTYTOM,
a caMe: «yTOHisIMH, B SIKMX peaJibHI MPOCTOPH, YC1 peabHi PO3MIIICHHS, 1[0 HAJIeXaTh KyJIbTYpi,
BOJIHOYAC PEMPE3EHTYIOTHCS, 3alepeuyloThCs Ta MEPEeBEPTAIOTHCSA; Taki Micls, IO nepedyBaroTh
1o3a yciMa MiCLsSIMH, TOTIPH Te, 110 iX cnpaBm MO>KHa JIOKaJi3yBaTn» (MileHko, ]_HTpeTJnHr 2018).
ITix rereporoniero M.Dyko po3ymie MpOCTip, IO 3HAXOIUTHCS 32 MEXKaMH IHIIUX, 1 B AKOMY HE
JIIOTHh 3BUYHI JUIs Cy0’€KTa HOPMH Ta 3aKOHH, MOBEAIHKOBI CTEPEOTUIH 3a3HAIOTh 3HAUYHUX 3MiH.
JlropuHa, M0 MOTpAIUIs€ y TeTepPOTOIi0, 3MYyIIEHA NMPUCTOCOBYBATUCH 0 HOBUX YMOB 1, TaK 4H
iHaKIIe, 3/11MCHIOBATH aKT TpaHcrpecii, ToOTO MepecTynaTd 3a paMKH TPaIUIiiiHOT MOBEIIHKH.
M.®Dyko kiacudikyBaB BECh CIEKTP MICBKHUX IMPOCTOPIB, SIKI NMEBHUM YUHOM BHUIUIAIOTHCS 13
3arajbHOi MicbKoi KapTuHu. Ilo-mepiue, 1e eemepomonii kpusu - TIEBHI MICIS, OPIEHTOBaHI Ha
JIOCH, IO 3HAXOMAATHCS Yy KPU30BOMY CTaHi BITHOCHO COLyMy, B SIKOMY BOHHU IepeOyBaioTh
(HampuKJa, JITHI JIOAM, MUITKY 1 T.JA.); TO-ApyTe, e cemepomonii degiayii, 10 AKUX BITHOCATH
MPOCTOPH IS JIOJCH, Yvsl TOBEHIHKA BBAXKAETHCS JICBIAHTHOIO CTOCOBHO 3arallbHOMPUNHSTOI.
Tperim Tunom rereporomnii, sikuit M.DyKo HEe OKpPECIMB HACTIJIBKM YITKO, K JBa IOMEpeNHi, €
eemepomonii int03ii, B AKUX MOEIHYEThCS MaTepiaibHe 1 HeMaTepiaibHe, BUraaHe 1 peajbHe — My3el,
KIHOTEaTpH, PO3BaXKaJibHI LEHTpU Tomlo. Lleil Tum rereporomii € XapaKTEpHOIO PHCOIO KIHIA
1HAyCTpiaJIbHOT €MOXH 1 HEOJMIHHUM aTpUOyTOM MOCTIHIYCTPiaJIbHOTO CYCIIBCTBA.

VY BusHaueHHi rerepotonii M.Dyko Buainge aexinpka npuHuumiB. Ilo mepmie, rereporormii
CTBOPIOIOTBCS BCIOJM Ta MOKYThb HaOyBatu pizHuX (opmM. Lle sBuie € yHiBepcansuuM. [lo-apyre,
TeTepOTOIis M UTAITOBY€ETHCS MMiJ JOMIHYIOYI TeHACHIIT KyJIbTypH, B YaCOBUX paMKaX SIKHX BOHA
nepeOyBae. LlikaBUM TPUKIAIOM € TeTepOTOMis KJIaJOBHINA: CIEpIIy IBUHTAPI 3HAXOAMIIHCH Y
LEHTpaJIbHI YacTHHI arjioMepamii Ta ICHyBaJIO TII€BHE pI3HOMAHITTA CHOCOOIB IOXOBaHb
(mepcoHasbHI MOTHIIM, Occyapii). 3roJloM, 3 HacTaHHSAM €NOXH Bipu y Oe3cMepTs Iymri, Tidy
HaJaBaJId OUTBII Ba)KJIIMBOTO 3HAYCHHS, AK€ BOHO BBAXKAJIOCh YHIKAIBHUM CIIIOM iCHYBaHHS
moaunu. [lounnaroun 3 XIX cropiuusi, TOXOBAaHHS MEPEHECIH 33 MEXI MICT, aJKe 3MIHHIOCH
CIPUIHSATTA CMEpTi: IIe SBHILIE AacOI[IOBAIOCS 3 HEAYrowo, a KJIaJOBHIIA BBAXAIH «30HAMU
3apakeHHs». [lo-Tpere, rerepoTomiss — 3B’SA3HMNA €NEMEHT MK HECYMICHUMH IPOCTOpPaMHU
(HampuKIaa, TeaTp, Mo «IMOETHYE Y IEPUMETPI CLEHH 1Ty HU3KY B3aEMHO PO301KHUX MICIB», 200
«TpSIMOKYTHa 3aja KIHOTeaTpy, B TJMOMHI $KOI Ha JBOBUMIPHOMY €KpaHi HPOEKTYETbCS
TpuBuUMipHH mpoctipy (Mimenko, Itperniar 2018). I[lo-ueTBepte, reTepoTornii € MicHsIMH
HAKOMWYEHHS Ta IUIMHHOCTI 4Yacy (TMPHUKIAJOM TeTepoTOoMNii MpOCTOPY HAKOIMWYEHHS Yacy €
610moTeka abo My3eit; 10 TeTEepOTOIii CKOPOMUHYIIIUX MOXHA BiJHECTH BUCTABKOBI IUIOII, LIEHTPU
cydacHoro mucteursa. [lo-m’sTe, reTepoTomnii 3aBKIu 130J1b0BaHi, ane BoJHOYAC AOCTYIHI (y Taki
MIPOCTOPU MOXYTh IIOTPAIIUTH YCi, ajie TyAu OyBa€e HEMPOCTO YBIUTH: JIMIIIE Yepe3 IpuMyc (KazapMu
Yy B’S3HUIN), a00 BUKOHABIIM TEBHUH pHUTyasl (KYMUBIIM KBUTOK YH 3apEECTPYBaBIIMUCH Ha
MUCTEIBKY MoJi10). [To-1mocTe, reTepoToris BUKOHYE OKpeMy (DYHKIIIFO BITHOCHO PEIITH IPOCTOPY:
«CTBOPEHHSI MPOCTOPY 1UIH0311, IO BHUKpPHUBAE imIe OUIBIIY 1IIO30PHICTE OYIb-IKOTO PEaTbHOTrO
npocrtopy...» (Foucault, 1994).

SIKII0 pO3risAaTi CyyacHi TeHACHIIT PO3BUTKY MICHKHX CYCIHUIBHUX MHUCTEIIBKUX MTPOCTOPIB, TO
BHCTABKOBI MaBUIBHOHM Ta MHUCTEUbKI IEHTPH SIK MPHUKJIAAM TeTepOTOMii 1103ii, MOCTYNUINChH
CHOTOJIHI apT-KjacTepaM - pEBITali30BaHUM IPOMHUCIOBHM CHOPYJaM, MPUCTOCOBAHUM JO
(GYyHKLIOHYBaHHS PI3HOMAHITHUX MHCTEI[LKUX MPAKTHK. APT KjacTep — L€ KyJIbTypHe 00’ € JHaHHS,
pO3TalIoBaHe HAa TEPUTOpPii KOJMIIHBOI MPOMHUCIOBOI 30HH, SIKE MICTUTH y €00l BHCTaBKOBHM
IPOCTip, TeaTpaibHy Ta KIHO-TUIOWIAJKY, ayAuTOpil Uis cemiHapiB, (QyA-KOpTH Ta iHIII CXOXi
eneMeHTH. ApT-kiactepu abo «Jlodtm» € HaOLIBII PO3MOBCIOIKEHUMH (opMaMH OpraHizarii
KpEeaTHBHUX MPOCTOPIB HAa TEPUTOPii KONMMIIHIX 3aBOXIB Ta (padpuk. [IpomucioBi 30HM 3 yacoM



NPUNIUHSUIA CBOE (DYHKIIIOHYBaHHS, 1 CTaBaJld MICIIMH 30CEPEIKEHHS TPEACTAaBHUKIB TBOPYHMX
npodeciif, HepopManbHUX OpraHizaliid Ta MPEACTAaBHUKIB PI3HOMAHITHUX JAEBIAHTHHUX KYJIBTYD.
Knactrepu MoXHa BBaXaTu MO3UTUBHUMHU MPOCTOPAMH, aJKe apT-KIACTEPHU SIK CHHTETUYHE SBUILE
MOEIHYIOTh B COO1 SIK BUIBHUI TBOPYHIA MOIITYK XyT0’KHHKIB, TaK 1 BUPIIIEHHS COIIaIbHUX 3aBJaHb.
PeiTanizoBaHui MPOCTIp CTBOPIOETHCS K MiCLE, CIPSIMOBaHE B MallOyTHE: TyT CydyacHE MUCTELTBO
3HAaXOAMTh CBOIO TEPUTOPIIO 1 OCBOIOE HOBMU iHAYycTpiambHMH MacmTad. ChoromHi B Oaratbox
CY4JaCHUX MiCTaX apT-KJIacTepH K TUIH CYCHUIBHUX MPOCTOPIB CTAIOTh OJJHUMH 3 BaXKEIIiB BILJIUBY,
3JaTHUMU BUPIIIMTH KyJbTYPHO-MUCTEIBKI Ta couianbHi npobnaemu (Kazakosa, 2017).

Aune, 3 iHmoro 00Ky, y IbOMY KOHTEKCTI MeTadopa «peBiTalizallii» HaTsIKae Ha MEPTBE TiJIO, SKe
OXUBIIOIOTh. JIesdKi KPUTUKU CTBEP/DKYIOTh, IO MPOCTIp, CTBOPEHUH MijJ raciioM peBiTaiizarii,
HACTpaBJi BUsBIse o3Haku AeBiTamizainii (Mimenko, ltperninr 2018). «3pemroro Oarato OymiBenb
PO3BEpTATUCS CIUHOI A0 BYJHII a00 mepeoOsaAHyBaIuCs JUIsl KOMEPLIHHOI AisTTBHOCTI, YUM
cnpusiii npuBatHiil momituii BukimodeHHs» (Kelley, Davis, 1990). Tomy, aeski MHCTEIbKi
IIPOCTOPU MOYKHA BITHECTH TaKOX 1 /IO TE€TEPOTOMIH KpU3H.

Crin 3BepHYTH yBary Ha Te, II0 MHCTEITBO YaCTO € SIBHILEM JIEBIaHTHUM, ajie BCE-TaKH, iCHY€
MHUCTELTBO OUIBII MPUCTOCOBAHE A0 CIPUHHATTS MAaHYIOUOIO KYJIbTYPOIO, Ta TOTAJbHO-HE3aIEKHE
MUCTELTBO, 1110 HE MiJIAIITOBYETHCS i1 3araIbHONPUUHSATE, SIK-OT CKBOTEPCHKUI MUTEIIBKUH PyX.

CKBOTHHT - II€ TIPOLIEC CAMOBUIBHOTO 3acelIeHHS MOKMHYTHX YU HEXHUTJIOBUX NPUMIIIECHB
JIOABMHU, IO HE € OpEHIApsAMHU YU IOPUAWYHMMHU BIIACHUKAMH L€l HepyxomocTi. CKBOTHHT
PO3BHBAETHCS CaM€ y MPOMHCIOBHUX MICTaX BEIUKUX PO3MIpIB Ta Mae 0araTo pi3HUX HaNpsIMKiB
(Ixomsap, 2019). 3a xnacudikariero routaniacbkoro couionora ['. Ilpaiita, ogHuM i3 THUMIB
CKBOTHUHTY € «COLIaJbHO-KYJIBTYPHUH LIEHTP» - 1Ie MOke OyTu Oap, BOPKIION-30HA, MHCTEIbKa
CTYHisl, peCTOpaH, apT-Tajepes, AyXOBHHH LEHTP TOIIO. Y IIbOMY BHIAAKy HNOKMHYTI OyAWHKH
CTaIOTh CKBOTaMH, 1100 YHUKHYTH CEPHO3HUX (hIHAHCOBUX BKJIAJICHb Ta OIOPOKPATUYHUX MPOLIECTYP
(O6mee neno, 2015). barato 3 TakuX CKBOTIB 3r0JIOM MOXKYTh OTPUMATH JIETAJIbHHUIA CTAaTyC, OJJHAK
nepuIoYeproBo (GopMyroThesi (PaKTUYHO HEJETANbHO, 3 TMOPYIICHHSM CYCHUIbHHX MpaBHi. Takxi
HOBOCTBOPEHI MUCTELBKI CYCITIbHI IPOCTOPU MOKHA TPAKTYBATH SIK MPUKJIA]] TETEPOTOIIi AeBiarii.
VY OIbIIOCTI BUMAJKIB COLIOKYJIBTYPHOIO JOMIHAHTOIO iCHYBaHHS CKBOTY € PO3BHTOK Yy HOro
IIPOCTOPI TBOPYOI 1HIIIATMBM aKTUBICTIB, 110 Y MOJAJIBIIOMY MPU3BOIUTH 10 (POpMyBaHHS HOBHX
KyJbTYpHHX (4acTO KOHTPKYJIBTYPHHX ) IPOCTOPIB Y MEXKaX AisIIbHOCTI CKBOTEpChKOi Teuii. B3arani,
TBOPYICTh B MapriHAJIILHUX MPOCTOPAX MOXKE OyTH JOCHTH Pi3HOOIYHOIO, BOHA MPOXOIUThH LIUIAX Bij
eKCIO3ULIN B paMKax TPaIULHOT KyJIbTypH 10 CydacHuX popM MuctenrBa. CKBOTH BUHUKAIOTH SIK
LEHTPH, 110 00’ €IHYIOTh pi3HOMaHITHI KyabTypHi chepu (ILxomsp, 2019).

Kpim 3a3nauenoro tumy ckBoTHUHTY, I .Ilpaiin Takox TOBOPUTH MPO Taki THUIIH, SIK, HAIIPUKIIA,
«aJbTEPHATUBHA HE3aJE)KHA KHUTJIOBA CTPATETis»: JIIOIU, SKI HE XOUyTh MpPALIOBATH Ul OILIATH
KBapTHPHOI PEHTH Ta MAIOTh Oa)KaHHS KUTH B TPYIIi, CTBOPIOIOTH BIACHUN KUTJIOBUM NIPOCTIp, IKUN
J1a€ MOXKITUBICTD JIOJTyYUTHCS 10 IEBHOT'O CTUIIIO KUTTS (HANIPHUKIIAL, TAHKH MOXKYTh M1JACETUTUCS 10
NaHKiB, (PEeMIHICTKM MOXXYTbh YTBOPUTH KiHOUY KOMYHY 1 T.1). Ha Hamry gymKy, BUKOpPUCTOBYIOUH
TepMiHoorito M.MyKo, CKBOTHHT «SIK aIbTEPHATHUBHA JKUTIIOBA CTPATETisH» MOXKE TPAKTYBaTHUCh K
CBO€piJIHA peaji3allisi yTomii - meBHa crpo0a CTBOPUTH BJIACHY MOJEIb «i€alTbHOTO MPOCTOPY»,
OJTHAK YaCTO 1LI€ CYNEpPEeYuTh 3arajbHUM CYCHIJIBHUM IpaBuiaM. ToMy Il «yTOIis» B pealbHOMY
KHUTTI IIEPETBOPIOETHCS HA TETEPOTOMNIIO JAeBianii. BTieHHsM reTepoTonii Kpu3u MOXKHA BBa)XKaTu
«BUMYILIEHUI» (0€310MHI, IMMIrpaHTH, TEpeceseHIl, $Ki 3aliMaloTh MOKUHYTI OymiBii),
«KOHCepBalliiHMi1» (HE3aKOHHE 3axOIUIeHHs OyiBIi 3 METOI0 MpOTHAil 3HECEHHIO YH
HEepalioOHaTbHOMY BHUKOPHUCTaHHIO Oy/iBeJb) Ta «IOMITUYHHMI» TUIU CKBOTHHTY 3a I Ilpaiinom
(mnardopma s THX, XTO Bene OOpOTHOy MPOTHM CHUCTEMH 1 Hepiako nepedyBae B OMO3HUIIT 10
NPEJCTaBHUKIB IHIIMX GopM cKkBOTepiB;) Tomo (Lkomsp, 2019).

BucHoBku. MoxxeM0 3p0OHTH BUCHOBOK, 110 MiCIisl KOHIIEHTPAIil Cy4acHOT'O0 MUCTEITBA, SIKi MU
PO3IIISIANIM HA MIPUKIIAAL apT-KiacTepis, 32 M.DyKo € MO3UTUBHUMHU MIPOCTOPAMU TUIMHHOCTI Yacy,
a0o0 K, IHIIUMHU CIIOBaMH, - TETEPOTOMiSIMU HETPUBKHX BIIACTUBOCTEH dYacy, Jie pO3POOJIIETHCS
aJIbTepHATHBHE MalOyTHeE. SIKIIO K pO3IMsSAaTH JEeBIaHTHI MUCTELbKI YTBOPEHHs, Taki SIK apT-
CKBOTH, Yepe3 MPU3My Teopii reTepoTomnii, To IX MOKHA BIJTHECTH J0 TeTepOTOIii AeBiawii, amke, y



OUTBIIOCTI BUMAJKIB, TaKi YTBOPEHHS € MICISIMH KOHILIEHTpAIil MPEeICTaBHUKIB MapriHaJbHUX
MHUCTEUBKUX MpakTUK. CHiJ TakoX 3ayBaXUTH, IO apT-MaWJaHYUKHA B CYYacHy €IOXy
TDKUTATI3AII] € TeTepOTOMmisIMUA 1110311, a/pke 3 MOSIBOI0 HOBUX (DOPM Bi3yalbHOTO MHCTEIITBA,
30KpemMa, MeJlia-apTy, Taki POCTOPU CTAIOTh MPOCTOPAMH BIpTYyaJIbHOI pealbHOCTI.
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