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“THE SEAMY SIDE OF THE CITY”:
MARGINAL LANDSCAPES AND
CONTEMPORARY VISUAL CULTURE*

Abstract. The topic of people thrown to the sidelines of life is considered in
a double frame—in the context of the way the urban space is arranged and in the
context of modern visual culture (feature films, video and photo blogs, videos
on popular YouTube channels). The most hyped-up type of marginal landscape in
modern media is slums. The otherness of such spaces has always been a subject of
interest and curiosity, for “gazing” —interpretation, perception and entertainment.
In modern mass culture, the “location” of the global south slums is especially
trendy. In such exterior, hyper-popular feature films such as Slumdog Millionaire
have been shot, causing a new cultural phenomenon—mass slum tourism. This
phenomenon seems to be ambiguous from an ethical point of view; but from
the point of view of visual culture, it is voyeurism brought to the level of an art
and everyday life practice. The second type of marginal urban landscapes is local
“invasion” into the decent and institutionalized city space. This art form serves as
a “location” for a psychological drama of superfluous people. Features of national
identity are most clearly manifested on its seamy side rather than anywhere else.

* Translated by Anna P. Evstropova.
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Japanese townships of the homeless, incorporated into central and well-to-do
areas, are no strangers to order and aesthetics; while Russian realities—chaos,
departure from norms and underground—are completely opposite. Classic films
devoted to this issue—Dodes’ka-den by Akira Kurasawa, Promised Heaven by
Eldar Ryazanov, The Lady in the Van by Nicholas Hytner—model these seamy
spaces and their peculiarities inherent in national culture. Very popular now are
YouTube channels about the life of homeless people, which show real characters
in their real habitats, introducing marginal spaces into the rank of a hot-topic
visual culture. This type of visualization provokes another cultural phenomenon—
the perception of marginal loci and their inhabitants as an interactive performance.
Interactivity can vary from attacking to fraternization, from preaching to charity.
0Odd as it may seem, hyper-visualization and aestheticization of social ulcers
contributes to their social invisibility. It is a problem, which no one is going to
solve anymore; it has become a part of modern culture with its own philosophical
and aesthetic arguments—and in a certain sense they act as its justification.
Keywords: city, slums, marginality, cultural landscape, visual culture

In modern humanities, the concept of marginality is quite broad
and polysemantic and is usually interpreted as “a marginal, borderline or
interstratous position of an object. [...] a marginal person is an individual
without a specific culture who is forced, due to various reasons, to master new,
sometimes hostile cultures” [1, p. 61]. But no less relevant is a highly specialized
social approach. “Within the framework of the concept of social marginality,
the latter is considered mainly in sociological terms as a consequence of
poverty, unemployment, and social crisis” [2, p. 4], as well as alcoholism and
drug addiction. Therefore, marginality is understood, first of all, as a problem
related to superfluous people, rejected by society and often denying social
values, that is, living “on the edge.” In this study, marginality will be considered
in this particular context.

The ontological essence of culture is most poignant where no one sees
or looks for it—in marginal spaces. These are places outside social norms, and
if there is something human left in them, it is exactly what belongs to this
culture. These are the exceptions that prove the rules. If we are speaking about
the cultural landscape, these are a sort of “black holes” that are imminently
incorporated into its structure and at the same time are an integral active
agent of meaning creation.

The designated topic of marginal landscapes with reference to visual
culture is a kind of a matryoshka, a box inside a box, and a frame in a frame.
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First, it is the problem of marginality in a frame of the cultural
landscape arrangement, in its structure. Second, it is a visualization frame—
on the Internet, on blogs, on YouTube channels, in feature films—that
will address marginality in the context of the cultural landscape. Third, it is
the everyday practices generated by visual culture, such as slum tourism and
interactive performances involving the homeless.

1. HISTORY

Studying of urban areas of concern has a long history, mainly within the
frameworks of social and urban studies. Various forms are being studied—
ghettos, informal settlements, refugee camps, that is, the most visible socio-
spatial formations, in which economically, politically and socially marginalized
urban dwellers live. There has been a large amount of field and theoretical
research in sociology, anthropology, and critical urban geography, including
the classic Chicago school, in particular Harvey Zorbaugh’s book [3], and later
works from the neoliberal period [4]. The early works of the Chicago school
contributed to the perception of urban marginality and spatiality as closely
related and mutually constitutive [5]. The modern approach involves the
study not so much of social phenomena as of numerous structural processes
that lead to the emergence of marginal spaces in the city. This approach, in
particular, was declared in a special issue of the Anthropological Forum journal
devoted to urban marginality [5] and other articles [e.g., 6].

Scientific research on urbanization, urban poverty and initiatives goes
beyond European science. Asian scientists arrange complex studies on the
implementation of various initiatives and social programs aimed at changing
the quality of life in slums and possible solutions to this problem in a global
perspective; such as, for example, the research on Bangladesh slums [7; 8].
An Indian study of the most famous slum in the world, Dharavi in Mumbai,
combines dialogues with their inhabitants, visual series, which is part of the
narrative, and discussion of social problems [9]. New studies of slums in
India from the standpoint of neo-Marxism and the crisis of urbanism are of
immediate interest as well [e.g., 10]. In Russian socio-philosophical studies,
there are precedents when the otherness of the homeless’ subculture is
comprehended philosophically against the background of the culturological
concept of the Other [11].

Since the 2000s, a new discourse has begun to be discussed—the
performativity of marginal spaces, their visualization in modern media,
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documentary and fiction films, and, as a consequence, the emergence and
development of a powerful trend known as slum tourism. A whole series (2012)
edited by Fabian Frenzel, Malte Steinbrik and Ko Koens [12] and a book (2018)
by Tore Holst [13] were devoted to it. In connection with the topic of slums,
the topics of sexuality and the rights and liberties of women and their images
in modern media are being explored [14]. The very spatiality and structure are
also viewed as a performative force, in which materiality and affectivity are
interrelated [15].

Another topic in question is the so-called “spatial stigmatization”—
places with a high concentration of poor—and the possibilities of managing
their inhabitants and their integration into society and “monetizing social and
spatial reproduction” [6].

Matthew O’Brien, a renowned explorer of underground settlements
in Los Angeles, author of Beneath the Neon [16], has recently released a
new book, Dark Days, Bright Nights. In it, the problems of marginality and
homelessness are described through the stories of real people, as a collection
of life’s tragedies [17].

In film studies, performativity and visual images of slums have received
their attention, too. In his recently published book, Slums on Screen [18], Igor
Krsti¢ suggests neorealist and documentary aesthetics to be thought of as ways
for representing reality. He illustrates how the slums were visualized through
history, from the beginnings of photography to digital cinema. He also analyzes
existing cinematic images of the slums.

Thus, we see two fairly clear directions in the study of marginality—
in the framework of social urbanism and in the framework of critical studies of
contemporary visual culture.

This article attempts to combine these discourses in the context of the
cultural landscape conception, where the visualization and spectacularity of
marginal spaces are considered as “bearing” elements of its semantic structure.
And, of course, a distinctive feature of this study is the appeal to Russian visual
material, which remains beyond the field of attention of foreign researchers.

2. MARGINALITY AS PART OF THE CULTURAL LANDSCAPE STRUCTURE

The cultural landscape is defined differently in different scientific
disciplines, but everybody agrees that it is a functional unity of culture and
the space containing it. This unity includes not only manmade objects, but also
energy and information. The semiotic concept of the cultural landscape, which
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will be used in this article, assumes that for the most part the information
includes: 1) signs, into which toponyms, hills, rivers, cities and individual
artifacts on the earth’s surface are transformed, as well as 2) signs and
codes, originally existing in culture, which influence the perception and new
designation of space.

Inside this space, transformed by culture into a sign system, there are
inevitably places which the classic of American humanistic geography Yi-Fu
Tuan defined as “topophobic”: they evoke fear and negative feelings, and
have the corresponding semantics of the “seamy side” of a comfortable
everyday life.

While in prehistoric times topophobia referred to untapped wild areas
(mountains, forests, etc.), now topophobic places are concentrated inside
the most developed loci—cities. And while earlier the objective causes of
fear were some infernal or natural forces, now it is the people themselves.
It’s just “other” people “with low social responsibility”, as they are politically
correctly called in Russia. These people reclaim from the city a place to live,
and it becomes taboo for everyone else.

Here we will just touch upon the topic of crime-ridden neighborhoods as
topophobic areas of a modern city (which can be located in the city center and
look quite well); instead, we will focus on territories chosen by the homeless
and/or marginalized people living on the outskirts of social life within their
own system of values.

An important category in this discourse is the “home—homelessness”
dichotomy, which undergoes a semantic and practical inversion. Traditionally,
“one of the salvational principles of human existence is the home, and the
destructive principle is the absence of a home or homelessness. At the same
time, home asaphenomenonis usually endowed with such a basic characteristic
as sedentism, and mobility is a property attributed to homelessness. In this
case, homelessness is made of mobile people” [19, p. 115]. But spiritual
pilgrimage, which used to be synonymous with homelessness, has nothing to
do with socially conditioned homelessness. In the latter case, mobility tends
to a minimum even in the absence of a house: the homeless settle in some
specific places and, whenever possible, begin to equip their life, at least arrange
a permanent sleeping accommodation, at most—an illegal squatter. Both are
just a phantom of the house, since any squatter building can be demolished by
the authorities, and the cot can be burned by hooligans. Thanks to this quasi-
settledness, it is possible to speak about the spatial structures of marginality.
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Marginality is often correlated with intermediateness—not in the
sense of a state of transition, but in the sense of filling the voids, since it fills
the “pores” of a city, squeezes in between the controlled and organized areas.
“The in-between-ness of minoritarian spaces refers [...] to the fact that they
are surrounded by other more institutionalized spaces. Most importantly,
however, the way in which such ‘being surrounded’ takes place in practice
makes interstices more or less livable, more enclave-like or more threshold-
like” [20, p. xix].

3. MARGINALITY AS A SPECTACLE

Ideally, planning of a city space implies creation of many subspaces,
carefully packed to minimize the risk of contact with mavericks.

On the one hand, the commodification of everyday life requires that
spaces of different quality used by different social groups be separated by
some boundaries. Ideally, these boundaries should be tacit and implicit, and
spaces should be structured by the stable images of difference.

On the other hand, the diverse spaces of the city were and are in constant
interaction. The traffic has always been two-way. In search of easy earnings or
alms, beggars and homeless people tend to the richer districts of the city, get
driven away, but always return.

“Interstitial” spaces evoke not only fear, but also affection, they
“fascinate, incite, excite and inspire people from all walks of life. They have been
visited, revisited, researched and reported ever since their first appearance”
[21, p. 66]. World literature testifies to a long tradition, a practice that was
originally created by jaded aristocrats as a recreational pastime. In the 19th
century, “flanerie” comes into fashion—strolling around the city and observing
the lower classes while not forgetting about safety, however. “From the late
nineteenth century and up until the second world war, visiting the poor areas
of a town or city represented an escape from social constraints backed by a
romantic imaginary but also a place for well-off upper-class women to provide
charity in order to raise their own self esteem” [22, p. 1319].

In the first case, the main driving force for the “expulsion” into a different
social space is economic (marginal spaces are always economically dependent
on institutional ones), while in the second case it is emotional and existential.
“The attempt to make sense of in-between-ness generates a polysemous
discursive field oscillating between connection and disjunction: the interstice
is sometimes a rapture and sometimes an opening up” [23, p. 21].
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When assessing the desire to enjoy the view of the slums, modern
researchers speak of “voyeurism” and “the aestheticization of poverty.”
Analysis of slums as a spectacle through the lens of a prosperous society “offers
ways to think critically of how urban space is reordered and urban knowledge
is produced and circulated” [24, p. 431].

Stigmatization—the consolidation of negative labels—becomes the
subject of not only comprehension, but also preservation as visual images; and
this process, which was supposed to act as a means of emphasizing differences,
is being rapidly commercialized.

In a sense, when observed from the outside, marginal spaces acquire the
qualities of a low farce—a performance on city streets, which, among other
things, carries a kind of moral instruction and forces viewers to experience
catharsis, to renew spiritually.

Before cinema was invented, literature played upon these spaces, causing
a wave of burning curiosity around the object of description. People interact
with literary texts and feel the desire to immerse in the cultural context giving
rise to such texts—in order to observe how other values and meanings emerge
and exist, and thus how new narratives are born.

For example, after Charles Dickens’ American Notes were published, the
Five points slum became the most visited tourist attraction in New York [25].
In Europe, interest in marginal spaces was fueled by the novel The Mysteries of
Paris by Eugéne Sue and works by his many imitators.

Fyodor Dostoevsky did not make the Petersburg slums the main
background for his novels. However, there were some characters related to
the slums, who caused painful compassion. But while the western flanerie
was rather distanced, its Russian variation, a movement called “going to
the people,” especially popular in the 1860s-1870s, was set towards active
missionary driven by either the desire to spark people’s wrath or to show
mercy and steer the lost souls onto the right path.

The Lower Depths by Maxim Gorky, although not tied to any specific locus,
is genetically linked to the Khitrov marketplace, the worst den in Moscow, and
was originally written in the genre of a play (that is, targeted at a viewer).
Konstantin Stanislavski, the artists and actors who were then working on the
production of the play went to Khitrovka for impressions, where they observed
and made sketches in order to reconstruct the slums on the stage.

Modern understanding of the visualization of marginal spaces in cinema
and media leads to the categorical attribution of photo and video images to

HAYKA TENIEBUAEHUA Ne 17.2, 2021 67 THE ART AND SCIENCE OF TELEVISION



“epistemological background,” when people and places in the focus become
“background” in the knowledge obtained from their images [26].

4. SPATIAL SELF-ORGANIZATION OF MARGINALITY AND VISUALITY

If we start from social problems that affect the spatial pattern of
the “seamy side of the city” and its character, semantics and visual
representations, then we can list such phenomena and problems as invasive
culture and its relationship with the “indigenous” culture, the problem
of separation from or integration into the social space and, accordingly,
the problem of borders, the problem of seasonality, constancy and temporality
of marginal loci, the problem of family and personal loneliness.

4.1. SLUMS AS A PERFORMANCE AND A BRAND

The most widespread and the most represented variant in modern visual
culture are slums and ghettos—vast areas inhabited by the poor. As a sight
and as an everyday practice, slums have a powerful potential for creating
alternative urban images. “Slums offer a challenge to our sense of reason and
morality as well as our sense of beauty or place” [27, p. 170].

The United Nations define slums as a place where people have an unsecure
tenure status. This means that they do not have a legal right to housing and
land and do not have access to the basic blessings of civilization—clean water,
sewage, medical care, etc. [28]. Therefore, their dwellings can be demolished or
taken away by the authorities at any time, which is what often happens.

The layout pattern and the quality of marginal places in a city space
depends not only on the diversity of climate and social problems, but also
on cultural characteristics. The slums around Rio de Janeiro are not at all like
the famous Kond [29] in Yerevan, which is a pseudo-slum—an area with poor
and shabby but legal houses inhabited by honest hard-working people.

Classical slums are spatially and visually separated from the main “body”
of the city, they look like some kind of extraneous “outgrowths” and “corridors.”
Structurally, these are “escheated areas” arising on land that is inconvenient
for urban development, such as ravines, for instance, the corridor-type slums
in Caracas, Venezuela [30].

And at the same time, slums are genetically related to both
the metropolis and the cultural landscape of the country as a whole. This is
the result of false urbanization, migration of citizens from villages and small
towns to urban areas in search of (often illegal) higher income.
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In such enclaves, there are many social problems in different contexts:
segregation and stigmatization; statelessness (people without documents,
refugees); marginal social positions that limit residents’ access to safe urban
spaces and resources [5].

Slums are a distinctive feature of the global south, where squatter areas
are an integral part of any large city. There are adobe, slate or sometimes even
brick shacks about two by two meters. There are unsanitary conditions, gutters
turned into landfills, criminal gangs completely controlling the area. But the
paradox is that modern slums are becoming part of the city’s economy. Small
businesses are flourishing (if we can put it this way) there, there might even
be large enterprises like waste recycling, and besides, a significant part of
the population works in the city. Slums are an enclosed space that includes
broad economic, political and cultural ties in a rather unpredictable way.

It is the slums, as integral and concentrated spaces of poverty and
otherness, that have become the most demanded spectacle for the jaded
public and, accordingly, one of the essential international tourist destinations.
This happened before, but films like City of Joy (Roland Joffé, 1992) and
especially Slumdog Millionaire (Dany Boyle, 2008) (Fig. 1) have provoked a
surge of interest.

Fig. 1. Photo from the filming location. Fun facts about the Slumdog Millionaire (2008)*

! See the image source: https://in-w.ru/slumdog-millionaire-2008/ (03.03.2021).
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The films themselves are regarded by critics and cultural experts as a
Western, colonial view of Asian reality. The slum world appears as sexualized,
exotic or primitive spaces that are also overly romanticized: “When one of
the largest slums in Asia is extolled as ‘a model for the world’, something has
gone wrong” [31, p. 45].

The screen space is projected into real space, and the tourist becomes
a new type of viewer—a viewer indeed, since his or her interactivity is
minimized. “The tourists ‘enjoy’ a ‘sanitized’ version of the slums which does
not seek to challenge the dominant representations from the films that they
have watched. [...] There is little linguistic interaction with the local people
which increases the sense of the tourist ‘gaze’” [22, p. 1328]. They are mere
passive spectators, voyeurs viewing the happenings. The abundance of travel
companies and journalists suggests that the largest slums exist not only as a
reality, but also as an idea generated from the outside [32].

“Unsurprisingly, slum tourism carries negative connotations like ‘safari’,
‘zo0 tours’, ‘negative sightseeing’, ‘poverty tours’, ‘poorism’, ‘social bungee’,
‘peeping’, and exploitation. The idea of treating poverty as a tourist attraction
is seen as morally questionable” [33, p. 207].

Romance and “a model of contentment and neighbourliness” created
by filmmakers turn life on the verge of starvation into a new buffoonery, so
that “western visitors <get> transformed by ‘life-changing’, ‘eye-opening’ and
‘mind-blowing’ experiences” [31, p. 37]. Interview-based case studies record
the emotional excitement experienced at the sight of naked female bodies
while bathing, when participating in price negotiations with prostitutes, at
the sight of old people left to die [34]. The experience provoked participants
to reflect on their good “luck”, but also justified a sense that they had taken
the right life choices and of cultural superiority [24, p. 433].

The children who starred in Slumdog Millionaire were indigenous to
Dharavi, Mumbai’s largest slum. After the success and fame, their lives got back
to the way they were. This, too, became the reason for the media performance:
for instance, the journalists from a British tabloid News of the World came as
buyers to the father of the leading role, and the father was not at all opposed
to selling his daughter, since the family received nothing for the film [35].

Non-European slum cinema raises sensitive social issues and tries to
minimize romance. Such are, for example, little-known Filipino films Slingshot
(orig. Tirador) (Brillante Mendoza, 2007), Grandmother (orig. Lola) (Brillante
Mendoza, 2009), etc. “Many of these new wave Filipino films draw their stories
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(as well as “found’ actors, props and sets) from a documentary approach to
filmmaking” [18, p. 172].

The Cannes Film Award-winning Lebanese feature film Capernaum
(Nadine Labaki, 2018) (Fig. 2) about slum of Beirut provokes little desire to
follow the filming locations, perhaps due to cultural geography. Slum tourism
does not emerge in every poor region of the world, its “development seems to
be triggered by certain events and specific socio-cultural contexts” [36, p. 50].
In contrast to Mumbai, Beirut is not explored by European tourists because of
its uncontrollability and danger for a wandering viewer.

Fig. 2. Poster for the film Capernaum (directed by N. Labaki)?

2See the image source: URL: https://vfl.ru/fotos/foto_zoom/5a3751f929795749.html?antid=1
(01.03.2021).
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Slums as a spectacle and as a problem have spawned a myriad of
documentaries. All these films actively use the “familiar—strange,” “beautiful—
terrible” dichotomies. In his three-part documentary Kevin McCloud: Slum-
ming It (2010) [37], McCloud, an architecture critic, captured his two-week
stay in Dharavi. Interestingly, the journalist himself is constantly in the frame,
very expressively showing his surprise, bewilderment and even delight—for
example, over the beauty of local women who manage to look clean and
elegant.

On the Russian Internet, there are many illustrated text and video blogs
about the largest slums, for example, about that same Dharavi [38]. Russian
YouTube travel bloggers have also been expanding into slums recently.
However, unlike Western tourists, they tend to skimp on security and contracts
with local travel agencies. That is why Russian visual tours to slums are a game
of roulette, in which reckless Russians either fraternize with everyone, or
get “a pain in the butt.” This is, on the one hand, an amateur documentary
that recreates the laws of the art genre, where action is essential; and on
the other hand, a reality show where the expected happy ending is completely
different—the blogger takes a chance and survives.

The slums have also become the setting for high-rated television shows.
BBC’s Rich, Famous and in the Slums (2011) is a two-part reality television
program, in which four “rich and famous” personalities—Lenny Henry, Reggie
Yates, Samantha Womack and Angela Rippon—spend several weeks in Kibera,
the largest slum of the Kenyan capital, living side by side with the indigenous
slum dwellers. It all ends happily: each of the main characters helps someone
to get out of their social hole.

Missionary work associated with help in embedding the marginal slum
space into the institutional space of the city, charity, the creation of schools
and missions for the poor [39] give rise to another option for visualization—
films made by charitable organizations in order to attract donations. Such is,
for example, a video about the wards of the Maltese Aid Service [40].

On the other hand, television shows and soap operas are becoming an
integral part of the social life of slums themselves. A case study, which was held
in one of the Brazilian favelas, revealed that unemployed women literally live in
a virtual word, watching up to six hours of telenovelas a day, often during hard
physical labor at home. Their real-life suffering correlates with the spiritual
torments glorified in TV shows; in their minds, reality and fiction, real poverty
and fictional wealth are intertwined [41].
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An interesting divagation, a bright spot on the gray canvas of slum life
and its visual representation are videos about the Central African dandies. On
the dirty clay streets of the poorest regions of Congo, Kenya and some other
countries, you can often find men (not women!) in posh and unusual outfits.
This is a unique subculture, which becomes a fairly common plot for travel
blogs [e.g., 42] and documentaries, including famous The Swenkas (Jeppe
Rende, 2004) and films on YouTube channels [e.g., 43]. This socio-cultural
phenomenon can be interpreted as “performance from the inside”: these
people are not observers to the performance, they create it with their own
lifestyle, thereby brightening up and ennobling the marginal space.

The inversion of sociocultural values against the background of visual
culture reached its climax in an attempt (which was failed, by the way)
to turn one of the favelas in Rio de Janeiro into an open-air museum. This
indicated the expansion of the semantic spectrum of a favela: in the recent
years, the state started to perceive it not only as the city’s problem, but also
as its legacy, worthy of demonstration, preservation and visiting [44, p. 83].
The representation of slums through turning them into museums might
become a state-recognized practice, which is nonsense in itself.

4.2. INVASIONS OF MARGINALITY,

PSYCHOLOGICAL DRAMA AND ENDLESS NARRATIVE

In contrast to slums in terms of spatial organization and, in fact,
visualization, separate loci are areas where sparse representatives of marginal
subcultures are nesting. Most often, such a pattern of the city’s “seamy side”
may be found in harsher climates and under more severe political regimes,
where any noticeable squatter construction will inevitably be plowed over by
excavators.

For example, in the United States, the city authorities destroy the tent
camps of the homeless as soon as they grow large enough, and, in fact, as
soon as they become organized well enough to provide some security for their
residents [45, p. 66].

A typical example of “cluster marginality” are Russian megalopolises,
where a marginal subculture is forced to hide in the backyards, between
garages and train stations, under railway platforms.

This type of marginality has spawned a distinct visual culture—from
psychological drama to endless narrative, absurd and merciless. It can be
assumed that the psychological perspective is set here precisely by the type
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of spatial self-organization within the city’s cultural landscape. For many of
their inhabitants, slums, although they are functionally connected with the city
space, are largely self-contained and self-sufficient—people are born, live and
work, and die here. Invasiveness, on the other hand, presupposes stronger ties
with a prosperous lifestyle, both genetic (many of the outcasts hail from here)
and day-to-day ones. This gives rise to numerous personal tragedies, which are
comprehended anew by writers and filmmakers. Such feature films evoke great
sympathy for the characters, they have a deep philosophical meaning that
makes the viewer feel responsible, at least for a while, for what is happening
on the screen and in life.

The vector of psychological drama was set as early as in the Gorky’s play
The Lower Depths and developed towards the aestheticization of marginal
space in feature films. This immortal play was projected into Japanese historical
realities by Akira Kurosawa in 1957.

The theme was continued by Kurosawa’s Dodes’ka-den (1970), a classic
of the genre. Movie scholars usually describe this film as the life in a Tokyo
slum; although the locality and not totality of the marginal space presented on
the screen and the continuous communication between the characters and the
off-screen prosperous city makes it possible to speak exactly about invasion.

Shooting was mainly interior; simulacra of the marginal spaces were
artificially created. The composition of almost every frame is so perfectly
balanced that the visual imagery, which in theory should reflect and symbolize
the seamy side of city life, is perceived as aesthetically correct and perfect, like
any work of art.

It is worth mentioning that Kurosawa does not by and large stretch
the truth. Japanese marginal subculture and its “cluster” spaces have in fact
a fair amount of order and aesthetics. Everything in them is quite logically
organized, and the daily routine is minimized. At the same time, people living
there remain socialized, many of them are employed, some even have small
businesses selling homemade products or reselling basic necessities to their
companions in misfortune. These are not space-consuming stone or adobe
squatter developments like favelas; these are cardboard boxes that fit under
bridges or even literally on the streets, wherever there is a quiet nook. There
is no chaos or mess. Surprisingly, people are trying to decorate their wretched
dwellings: in their cardboard box towns, doorways are covered with clean
curtains, walls are embellished. All this indicates that even in difficulty people
tend to organize their life and fit up their dwellings against all odds.
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One of the most iconic films in European cinematography is The Lady
in the Van (Nicholas Hytner, 2015), dedicated to the personal drama and the
intrusive, relatively mobile type of marginality. A lady lives in a van moving
from one house to another in a nice neighborhood, until finally she settles next
to the house of a writer suffering from a multiple personality disorder. Thanks
to the decency of the British mentality, a marginalized lady blends in the local
cultural landscape both optionally and functionally. She uses the utility systems
of the private house near which she parked her van: she washes her hands,
goes to the toilet, and no one raises a single objection—respectable citizens
are too polite to drive the poor woman away. She herself was once part of this
respectable world, but after hitting a motorcyclist her mind broke down, and
she broke off her ties with the world—on the one hand, to escape punishment,
and on the other, choosing a homeless life as self-punishment. Again, all this
looks very beautiful from the screen, including the dimmed colors, typical
of English aesthetics, in which the film was shot, and the expensive grunge-
looking outfits of the lady, who has not lost her aristocracy. Again, we see the
inversion of style, the inversion of aesthetic preferences...

Among Russian films, Eldar Ryazanov’s Promised Heaven (1991) was and
remains the most powerful in terms of emotional impact. The setting—a dump
near the railway station—is a marginal space very typical of the Russian reality.
The “home” for the homeless here is a railway car that has served its purpose,
which is also quite realistic: abandoned cars are rather suitable for living in
them during cold winters, so they often become the shelter for the homeless.
The drama of superfluous people represented by the top-class Soviet actors,
brilliant camera work—all this once again contributes to the aestheticization
of marginality among the gross audience. An important moment is the time
when the film was shot—the chaotic nineties, when the Soviet way of life
ended, and a new identity was forming, when many people unwillingly found
themselves “overboard” and had to switch to the underside of life. Since then,
it so happens that Russian marginalized people are not necessarily those
who were born in poverty and inherited it. To this day, “more than half of the
homeless have a secondary education, a quarter has secondary vocational or
secondary technical education, which means that the majority of them are
fairly educated people, many have demanded skills” [11, p. 42]. For the most
part, these people were simply unable to overcome life’s challenges and went
down the hierarchy, sometimes quite deliberately and fast.
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The awareness of choice and a distinctive philosophy of marginality
was brilliantly noticed by Gorky more than a century ago and crystallized in
Satin’s monologue: “Man! It is glorious! It sounds—oh—so big! Man must
be respected—not degraded with pity—but respected, respected! [...] When
I’'m out on the street people stare at me as if | were a scoundrel—they draw
away from me—they look after me and often they say: ‘You dog! You humbug!
Work!” Work? And what for? to fill my belly? [Roars with laughter] I've always
despised people who worry too much about their bellies. [...] Man is loftier
than that! Man stands above hunger!” [46]. In the film The Lower Depths
(orig. Na Dne) (Vladimir Kott, 2014) (Fig. 3), the monologues from Gorky’s play
were slightly edited and shortened, the story was updated to the present, and
the setting moved from an uptown shelter to a city dump.

Fig. 3. Satin’s monologue. Russian trailer for The Lower Depths (directed by V. Kott)®

An isolated urban dump is certainly not the same as an invasive marginal
space and appears to be a kind of light-version of the southern slums. It is a
separate world where corruption merges with marginality, a good basis for
investigative journalism and documentaries, both Russian and foreign. One of
them is the BBC film Something Better to Come (Hanna Polak, 2014) [47]. The
forty-minute documentary became the essence of the director’s long-term
narrative—filming at a dump near Moscow lasted fourteen (!) years. Just like
many Western reality shows, there was a classic happy end: with the crew’s

3 See the image source: https://www.youtube.com/watch?v=rnRR5JIP1rw&t=14s (18.03.2021).
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help, Yula, the main character, managed to solve the housing problem and
move to appropriate conditions together with her mother and her boyfriend.
As for the modern narratives, they emerged in the Russian media zone
not so long ago and quickly gained great popularity. There are many such
channels on YouTube; in two of them, the topic is stated in the titles: Lyudi ub(h)
Iyudi, which can be translated as “scum people” [48] (27 thousand subscribers)
(Fig. 4), and Den” bomzha—“homeless’ day” [49] (42 thousand subscribers).
Such videos leave no place for psychological drama, as long as their lengthiness,
the excessive use of long takes (even if there are some cuts), the abuse of
streams, in essence, do not contribute to maintaining tension, ruefulness and
philosophizing. One could say that such videos, on the material of a marginal
subculture, realize Pasolini’s idea of an infinite film about people’s lives.

Fig. 4. Headquarters. Scum people Breakfast at Savka [the Savyolovsky railway station]
| Kolya is back | Homeless’ day (Radio Bashka YouTube channel)*

Speaking about media coverage, such projects have associated channels
in social networks; as for commerce, they offer paid subscriptions with early
access to new episodes, additional information about the heroes of the videos,
and contacts with advertisers.

The main semantic message here is not only performativity, peeping,
but also active participation, including that of subscribers. Unlike slums, an
invasive space is relatively safe for the viewers, so the narrative acquires some

* See the image source: URL: https://www.youtube.com/watch?v=_W?77nj0dA50 (15.03.2021).
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properties of interactivity, of reaching another world with different personal
goals. “Anyone who has become a homeless person loses their status or simply
ceases to exist: you can stumble over them and not notice, you can stand and
look at them, pointing with your finger, you can come up and take a picture
with them or hit them if you are in a bad mood” [50, p. 98]. Each video might
be (and is) followed by thugs with bats or compassionate women with food,
who come to places where homeless people can be encountered.

The comments under the videos are a separate topic. The audience
is polarized: some say that living like this serves the characters right, others
want to help the homeless. Girls write love letters to especially remarkable
characters, but after a couple of seasons the character ceases to be as
remarkable, since the camera dispassionately captures progressive alcoholism
and personal degradation.

These channels perfectly capture the interconnection of marginal spatial
self-organization with the peculiarities of the national mentality.

An interesting phenomenon of Russian YouTube is the video blogs of the
homeless themselves. The most striking characters are Zhenya Yakut [51] and
Oleg Mongol [52]. Zhenya Yakut is “the pioneer (or at least the first known)
of the ‘marginal’ Russian YouTube. He launched his channel in the spring of
2015, but died of pneumonia six months later, on October 29th. During these
months, Zhenya Yakut posted 39 videos” [53]. The more successful Oleg
Mongol does well out of his channel, he went to Thailand for a vacation, had
his teeth replaced and participated in several talk shows.

Trash is declared as the content of many videos (as a hashtag), implicated
in philosophical considerations like the above monologue of Satin—the denial
of the blessings of the material world for the sake of “freedom,” a kind of
semantic inversion of the famous statement of Grigori Skovoroda: “The world
tried to catch me but could not.”

If we depart from the position of feature films, it becomes obvious that
in modern Russia the “seamy side of the city” is in most cases the result of
the end-stage alcoholism of its inhabitants. This determines the visual and
qualitative characteristics of the microlandscapes in which they live. Excessive
alcohol consumption is considered a national trait of the Russian people, and it
is especially clearly manifested in the marginal subculture: its representatives
are deprived of their families, housing, and work for this very reason. This is
why the habitats of Russian homeless people, even if it is heating pipe mains,
railway stations, garages, strips of wood and not dumps, turn into a dump
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anyway—people simply do not organize and ennoble their patches of land,
there is always garbage, empty alcohol bottles and filth.

Instead of being a brand and performance, visualization of cluster
marginality can become a tool in suppressing the invasion of marginal spaces
into the regular city spaces. Though such cases are rare. In particular, in the
summer of 2015, a surge in public anxiety about the strangle of the homeless in
New York City resulted in the police announcing of an anti-homeless campaign
“Peek-A-Boo, We See You Too.” The citizens photographed the homeless on
the street, tagging their location and uploading the photos to a dedicated
website [26].

As a consequence, the US marginal subculture is forced to be mobile.
With all their belongings in a trolley borrowed from a supermarket, homeless
people move from place to place, because as soon as they settle down, here
come problems. That is why the episodic homelessness assistance programs in
the States include the distribution of one-person mobile cabins in which one
can sleep and store things.

The spatial localization of the marginal subculture is associated with
the problem of boundaries. On the one hand, these are the boundaries
between prosperous and disadvantaged areas. On the other hand, in terms
of invasive marginality, the entire environment of the city can turn into a
borderline, liminal space with appropriate laws. This phenomenon is somewhat
similar to the frontiers in the American Old West, where the border between
the reclaimed and undeveloped territories became a place of settled life and
gave rise to a special subculture taking it as normal that anyone could grab a
pistol and start shooting. The total ubiquitousness of marginality within the
institutionalized “body” of the city can be observed, for example, in Lima, the
capital of Peru, where all the well-to-do and “average” houses, that is almost all
houses in the city, are coiled up with barbed wire or electrified wire, because
the streets are a danger. Thus, the entire city turns into a border area.

When the city itself is a semi-marginal environment, then, like in a wild
forest, there emerge well-trodden paths. Just step off it, and you immediately
find yourself in an undeveloped hostile space. And this can happen not only on
the outskirts, but also at the historical center of a city. When in Barcelona, if
you leave the well-known La Rambla and go straight towards the Fundacié Joan
Miré Museum (author’s personal experience), a couple of households away
from La Rambla you encounter a completely different environment, where
there is no place for tourists and law-abiding citizens. But this environment is a
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seamy side of particularly La Rambla, with its abundance of people and money.
A little further, an almost deserted, abeyant urban landscape begins, where
there is neither people nor money.

The ubiquitousness of marginality is not necessarily total, it can be point-
like, too—one can speak of its scatter or dissolution.

Scatter is when the marginality loci are not grouped within the city space,
but represented by individual colorful (or not) characters. Scatter is most
vividly represented on the streets of Buenos Aires, where there are people
living on the streets in a totally prosperous historic center. These are upcountry
people and emigrants who come there with families, bear children there; the
mattresses they sleep on become stationary centers, and volunteers provide
them with hot dinners every evening. Many illustrated blogs about Argentina
describe this order in detail [54].

Dissolution is when burgher and marginal subcultures are mixed in
the concrete jungle, and there are no special trodden paths for the average
citizens and tourists. This feature is typical, for example, of Indian cities: amidst
both fancy and backwater areas there are people who sleep on straw mats
on the street and live by begging. In India, marginality permeates the urban
space, it is almost everywhere, like air. At the same time, it does not feel like
living within borders, and the city does not create a sensation of a fortress.
The national feature is a philosophical approach to life, conditioned by the
concept of reincarnation—there is no point in struggling to achieve material
well-being in this life, if it will be given in the next life. Many of the people
living on the streets come to the city from the countryside, where they have a
house of some sort, that is why they do not feel like they have sunk in the social
scale. They do not set up their dwellings, but at the same time do not make
them a mess. And this, too, generates distinctive visualization, for instance,
a viral photo by Gautam Basu [55] (Fig. 5), one of the winners of the CIWEM
Environmental Photographer award: the mother is getting her daughter ready
for school sitting in a concrete pipe, which is home for them.

Another variant of invasive marginality are dungeons—a way of keeping
the city’s stigma from prying eyes. If we address the Russian-language
classics, the reference point is the story In Bad Company, better known in
Russia as Children of the Underground (1881-1884), by Vladimir Korolenko.
It is a romantic psychological drama about a homeless family living under
an abandoned chapel in a cemetery. In the modern Russian version, these
are basements and underground heating plants; in many cities of the global
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Fig. 5. Mother preparing to send her daughter to school. Gautam Basu®

south, these are old cemeteries, where people were buried in crypts, now
actively used for dwelling. The largest underground city—the Los Angeles
storm sewers—is a place where police don’t like to be, so it is rather stable,
unlike tent towns. Some inhabitants set up their living space thoroughly and
comfortably, while the major part of the underground city is a shelter for drug
addicts and criminals. This is a place with a hint of peculiar aesthetics—the
storm drain walls are covered with graffiti, sometimes quite professional.
Journalist Matthew O’Brien gave the underground city its visual and textual
representation: his website [56] contains links to his reports and books Beneath
the Neon [16], Dark days, bright nights [17], My week at the Blue Angel [57].
The latter was created in tandem with renowned photographer Bill Hughes.
Underground cities have received attention in some of the Russian blogs as
well [e.g., 58].

Seetheimage source: https://hatefsvoice.files.wordpress.com/2011/10/indial2.jpg (18.03.2021).
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5. CONCLUSION

To sum up, marginality is always built into the urban cultural landscape.
The cultural mentality and the national cultural landscape define its spatial
structure. It is associated with a whole spectrum of social problems, which,
again, provoke and shape spatial structures, their visual qualities and the ways
to represent them in texts, films and media. The problem of marginality, on
the one hand, exists as a reality in the geocultural space, and on the other, as
images captured in documentary filmmaking and feature films. Video images
accumulated by human kind over the past half century now fill the Internet
space, creating an information environment for every taste and interest—
from romance to trash. Exploration of the city’s stigmas by art leads to an
inversion of aesthetics and ethics. Cinema and documentary video narratives
are becoming a precedent text in the context of culture. Looking at a marginal
environment through a camera touts it as normal, arouses curiosity and even
pleasure, provokes a desire to visit the “location” —either as a gazer or as an
active figure. Through the prism of the precedent movie texts, the text of a
real cultural landscape begins to be read. Marginalization is increasingly
perceived not as a problem, but as a spectacle and an interactive performance.
Interactivity can be different—from releasing one’s aggression at the expense
of socially unprotected people to trying one’s fate in a potentially dangerous
environment, from hobnobbing to charity.

Apart from the problems of homelessness and pseudo-urbanization,
which seem to occupy a central place, the information conveyed through
visual images reflects the peculiarities of the semantic structure of cultural
landscapes. It forms a visual epistemology of an unsafe, strange, “other” urban
space. This epistemological background becomes a necessary basis with which
it is possible to interpret marginality both as hyper-visuality and as social
invisibility—as a matter of fact, the focus related to social shifts to a certain
degree from discussing the causes and solutions to mere observation, taking
photos and recording videos.
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«M3HAHKA TOPOOA»:
MAPTUHAJIbHbIE NTAHAOLWAS®TbI
N COBPEMEHHAA BU3YAJIbHAA KY/IbTYPA

AHHoTauus. Tema ntogei, BbIGPOLLEHHbIX Ha 060UMHY KU3HU, PACCMATPUBAETCA B
[BOMHOM dppelime — B KOHTEKCTE OpraH13aLMm NPOCTPAHCTBA rOPO/A U B KOHTEK-
CTe COBPEMEHHO BU3yasibHOW KyabTypbl (XYA0XECTBEHHbIX GUAbMAX, BUAEO- U
¢doTo- Bnorax, B ponmkax nonynapHoix YouTube-kaHanos). Hanbonee packpydeH-
HbIA B COBPEMEHHbIX MeAua TUN MapruHanbHOro naHawadra — Tpywobsl. MHa-
KOBOCTb 3TUX NPOCTPAHCTB Bceraa 6bina NoBOAOM ANA MHTepeca U 1to6OonNbITCTBa,
«TN1a3eHUA» — WHTEPNPETaLLMK, BOCNPUATUA U UCMIONb30BaHMA MX KaK 3peuLLa.
B coBpemeHHOM MacCKynbType 0CO6eHHO NOMNyAsApHa «HaTypa» TpyLwob rnobanb-
Horo Ora. Npo HKX CHATbI TMNepnonyaspHble UrpoBble GuUbMbI, TaK1e Kak «Mun-
NIMOHep M3 TPyLo6», U 3TO BbI3BAJO HOBOE Ky/bTYpPHOE ABAEHWE — MACCOBbIi
TPYLLOBHbIM TYpU3M, KOTOPbIN NPeacTaBNAETCA HEOAHO3HAUHbIM ABAEHWEM C 3TU-
UECKOI TOUKM 3peHUs, HO C TOUKM 3peHUs BU3yasibHOM KyNbTypbl — 3TO BO3Beae-
HWe Byailepuama B paHT UCKYCCTBA U NMOBCEAHEBHOM NPaKTUKK. BTopoii Tvn ropoa-
CKMX MapruHanbHbIX NaHALWAdTOB — NOKa/bHbIe KMHBA3UKU» B BaaronpucToiiHoe
U MHCTYLMANN3MPOBaHHOE NPOCTPAHCTBO ropoa. ITOT TUM B UCKYCCTBE ABAAETCA
«HaTypO» ANA NCUXONOTUYECKOM Apambl HA TeMY AWLIHKX Ntogei. OcobeHHOCTH
HaLMOHaNbHOIO CAMOCO3HAHUA Hanbonee APKO NPOABARIOTCA UMEHHO C U3HAHOY-
HOi €ro CTOPOHbI. INOHCKME roPOAKM 6E340MHbIX, HE UyKAble MOPAAKY U 3CTETU-
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Ke, BCTPOEHHbIE B LLEEHTPabHbIE U BNOJHE 61arono/yyHble paioHbl, COBEPLIEHHO
NPOTUBOMOJIOMNKHbI POCCUMCKMM PEANNAM — XaoCy, yXo4y OT HOPM W B NOAMNONbE.
Knaccuyeckne ¢unbmbl, NOCBALEHHbIE 3TOM Npobnematnke — «Joa3cKkageH»
A. Kypacasbl, «<Hebeca obeToBaHHble» . Pa3aHoBa, «/lean B dyproHe» H. Xant-
Hepa — MOAENMPYIOT 3TU U3HAHOYHbIE MPOCTPAHCTBA U UX OCOBEHHOCTH, CBOWA-
CTBEHHbIE HaLMOHabHOM KynbType. BonbLlwoi NonynspHOCTLIO ceyac Nob3yoT-
ca YouTube-KaHanbl 0 XKMU3HM BOMKEW, KOTOPble CHUMAIOT PeaNbHbIX NePCOHaKeM
Ha peasibHbIX MecTax UX 0bUTaHUA, BBOAA MaprvHa/bHble NPOCTPAHCTBA B PaHT
BOCTPeb0BaHHOW BM3yanbHOM KyNbTYpbl. TakoW TMN BU3yasM3aLMKU NPOBOLMPYET
MHOE Ky/NbTYpHOE ABNEHWE — BOCMPUATME MAPTUHA/bHBLIX JIOKYCOB U UX 0bUTa-
TeNnel Kak UHTepPaKTMBHOroO nepdopmaHca. TUN MHTEPAKTUBHOCTU MOXKET ObITb
pasHbIM — OT HanaZeHWi A0 6paTaHMI, OT MOpasbHbIX HOTALMI A0 BnaaroTBOpU-
TeNbHOCTU. [MNepBM3yann3aLma U 3CTETU3ALMA COLMANBHBIX A3B, KaK HW CTPAHHO,
CnocobCTBYET MX COLMANbHOM HEBUAMMOCTU. ITY NPObAEMY yXKe HUKTO He cobu-
paeTca peLwaTb, OHa CTana YacTbio COBPEMEHHOM KyNbTYpPbI, UMetoLLei cBoe dpuno-
codckoe U acTeTMYeckoe 060CHOBaHME, — M 3TO CBOEFO POLa ee onpasaaHue.
KnioueBble cnosa: ropog, TpyLobbl, MapruHanbHOCTb, KYbTYPHbIN naHAawaodT,
BM3yasibHaA KynbTypa

B cOBpeMeHHOM ryMaHWUTApUCTUKE NOHATUE MaPrMHaNbHOCTU [0CTa-
TOYHO LUMPOKO, MOSUCEMAHTUYHO U OObIMHO TPAKTYETCA KaK «OKPauHHOE,
NorpaHUYHOE UM MEXKCTPATHOE MOJIoXKEHME KaKoro-mbo obbekra. [...] map-
TMHaNbHBIN YenoBeK — 3TO YenoBek 6e3 onpeseneHHoW KyabTypbl, KOTOPbIN
BbIHYK/EH, B CWJ/Ily COBEPLUIEHHO Pa3/IMYHbIX MPUYMH, OCBaMBaTb HOBblE U
nopow BpaxaebHble KynbTypbi» [1, c. 61]. HO He meHee aKTyaseH y3Kocne-
LMaNbHbIM COLMANbHbIN Noaxod. «B pamkax KOHUenLuMu coLmanbHon mapru-
Ha/NIbHOCTW NOCNEAHAN PACCMATPUBAETCA NPEUMYLLECTBEHHO B COLLMONOTMYe-
CKOM N/iaHe Kak cneacreme besHocTH, 6e3paboTuLibl, COLMaNbHOTO KpUsmca»
[2, c. 4], a TakKe ankoronnsma u HapkomaHuu. COOTBETCTBEHHO, N0, Mapru-
Ha/NIbHOCTbIO MNOHMMAIOT, Mpexae Bcero, Npobaemy «ANWHUX» NOAEN, OTBEp-
THYTbIX OBLLECTBOM M 3a4acTyto OTPULAIOWMX OOLLECTBEHHbIE LLEHHOCTY, T.€.
TeX, KTO Haxo4MTCa «Ha Kpato». B aHHOM McCnefoBaHUMM MaprHaabHOCTb
byLeT paccMaTpMBATLCA UMEHHO B 3TOM KOHTEKCTE.

OHTONOrMYECKan CyWHOCTb Ky/abTypbl — Hanbosiee NpoH3UTE/bHA TaMm,
r4e ee HUKTO He BUAWT U He ULLET — B MapruHa/IbHbIX MPOCTPAHCTBAX. 3TO Me-
CTa BHE COLMA/bHbIX HOPM, U €C/IN B HUX YTO-TO M OCTAETCS Ye/IOBEYECKOrO,
— TO 3TO UMEHHO TO, YTO NPUHALJIENKMUT STOW KyNbType. ITO Te UCKIIOUYEHUS,
KOTOpble NOATBEPIKAAOT NPaBuAa. ECnv Mbl FOBOPUM O KYNbTYPHOM NaHAawad-
Te, TO 3TO CBOeobpasHble «YepHble AblPbl», KOTOPble HEU3OEKHO BCTPOEHbI B
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€ro CTPYKTYPY M TaKKe ABAAIOTCA HEOTbEMIEMbIM aKTUBHbIM areHTOM COo34a-
HWA CMbICNIOB.

0603HaYyeHHasA TeMa MaprMHaNbHbIX N1AaHALWADTOB B KOHTEKCTE BU3Ya/lb-
HOI KyNbTypbl — 3TO cBOeObpa3sHan «maTpeLlKka», <KopoboyKa B KOpobouKe»
n dpeinm B dppeime.

Bo-nepBblIx, 3T0 COBCTBEHHO NPobeMa MaprMHanbHOCTH BO dppeiime op-
raHM3aumn KynbTypHOro naHawadTa, ero CTpykType. Bo-8Topbix, — 310 dpeinm
BM3yanusaumm — B IHTepHeTe, B 6n0rax, B YouTube-KaHanax, B XyA0KeCTBeH-
HbIX GUNbMax — B KOTOPOM ByAeT paccmaTpuBaTbca Npobiema mapruHaib-
HOCTM B KOHTEKCTE Ky/IbTypHOTro NaHawadTa. B-TpeTbux — 3T0 NoBceLHEBHbIE
NPaKTUKKM, NOPOXKAEHHbIE BU3YasIbHOMN KYNbTYPOK, TaKMe Kak TPYLLOOHbIN Ty-
PY3M 1 MHTEPAKTUBHbIE NepdOPMaHChI C y4acTuem 6e340MHbIX.

1. NPEAbICTOPUA

M3yyeHne npobnemHbiX paiioHOB ropoga WmeeT AoArylo u 6oratyto
MCTOPMIO, B OCHOBHOM B PamKax COLMONOrUU 1 ypBaHUCTUKK. U3yyatoTca pas-
Hble Gopmbl — reTTo, HedopmasibHble NOCENEHUA, Narepn BEKeHLEB, T.e. Hau-
60/1ee 3amMeTHble COLMANbHO-NPOCTPAHCTBEHHbIE 06Pa30BaHMA B ropoaax, rae
NPOXKMBAKOT 3KOHOMMYECKU, MONUTUYECKU U COLMANbHO MaprMHaAN3npOBaH-
Hble TopoAaCKMe XuTtenn. bbin nposeseH 60bWON 06bEM «NONEBBLIX» U TEO-
PeTUYECKMX UCCNef0BaHMIN B COLMONOMMMN, aHTPOMONOTMUM U KPUTUYECKOW ro-
poacKoi reorpadun, Cpeam HUX — Knaccuyeckan YnKarckas LWKoIa ropoacKoi
COLMONOrMM, B YaCTHOCTU, KHMra Xapsu 3op6o [3], n 6onee nosgHme paboTbl
HeonmnbepanbHoro nepuoaa [4]. Kak pesynbrat BAMAHUA paHHUX paboT YuKar-
CKOW WKOAbI, TOPOACKAs MAapPrMHaNbHOCTb M NPOCTPAHCTBEHHOCTb MPOAO/KA-
0T PaCCMaTPUBATLCA KaK TECHO CBA3aHHbIE M B3aMMHO KOHCTUTYMpYtowwume [5].
CoBpeMeHHbI Noaxod Npeanonaraet, YTo UCCNEAYIOTCA YiKe He CTOMIbKO COo-
UManbHble ABNEHUA, CKONbKO MHOFOUYMUC/IEHHbIE CTPYKTYPHbIE MPOLECCh, KOTO-
pble NPUBOAAT K BOSHUKHOBEHWIO MapriHaAbHbIX MPOCTPAHCTB B ropoge. ToT
noaxopa, B YaCTHOCTM, B6blN NPEACTaBAEH B CNEeLManbHOM BbiNyCKe, MOCBALLEH-
HOM rOpPOACKOW MaprMHaAbHOCTH, KypHana «AHTponoaornyecknin popym» [5]
W ApYyrux cTatbsax [Hanp., 6].

HayuHble nccnenoBaHua no ypbaHusaumm, ropoackon 6e4HOCTU U UHK-
UMaTMBaM BbIXOAAT 33 PAMKM €BPONENCKON HayKNM — a3naTCKMe yYeHble Co3-
[at0T KOMMN/IEKCHbIE UCCNEL0BAHUA O BHEAPEHUW PA3/IUYHbBIX UHULMATUB U CO-
LMaNbHbIX NPOrPamm, HanpPaBAEHHbIX Ha U3MEHEHWEe KauecTBa U3HU TpyLwo6
M BO3MOXKHOTO peLleHus 3Tol Npobaembl B r106a1bHbIX NepcnekTUBax, Hanpu-
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Mep, uccnefoBaHua TpyLob B baHrnagew [7; 8]. MccnegoBaHue MHONMMCKMMM
aBTOpPaMM CamoMl M3BECTHOW TPyLWwobbl mupa — [Jxapasu B Mymbau, couetaeT
B ceba amanoru ¢ ux obuTaTeNnsamu, BU3yanbHbl pag, ABAAIOLMINCA YaCTblo
NoBecTBOBaHUA, obcyKaeHMe coumanbHbix Npobnem [9]. TakKe MHTepecHbI
HOBble UCCNefoBaHUA TPYLO6 UHAMKM C NO3MLMIA HEOMAPKCM3MA U KpUsKca
ypbaHuama [Hanp., 10]. B oTeyecTBEHHbIX 0OLLECTBEHHO-PUAOCODCKUX LWITY-
AVAX eCTb NpeueaeHTbl GUA0CoPCKOro OCMbICAEHUS MHAKOBOCTMN CYBKYNbTYPbI
6e340MHbIX B KOHTEKCTE Ky/IbTypOa0rMyeckoi KoHuenumm Apyroro [11].

C 2000-x rogoB HauMHaeT obcyAaTbCA HOBbIN AMUCKYpPC — nepdpopma-
TUBHOCTb MapruHa/ibHbIX NPOCTPAHCTB, WMX BM3ya/iM3auma B COBPEMEHHbIX
Meana, LOKYMEHTaIbHOM Y UTPOBOM KMHO, U KaK CNeacTBUE — 3apoXKaeHue
W pa3sBUTME MOLLHOTO TeyeHus «TpyLobHOro TypmMama». IToi Teme bbin no-
CBAILLLEH Lenbli cbopHMK nog pepakuuent . dpeHuens, M. LTelMH6pUKa K
Ko KoeHca (2012) [12], kHura Tope XoncTa (2018) [13]. B cBA3M c Temoli Tpy-
wob uccneayetca TeMa CEKCYaNbHOCTM M NPaB M cBO6OA, EHLWMH U UX 0bpa-
3bl B COBPEMEHHbIX Meana [14]. Cama NpoCTPaHCTBEHHOCTb M CTPYKTYpa TOXKe
paccmaTpuBaloTca Kak nepdopmaTmBHan cuMia, B KOTOPOI MaTepUanbHOCTb U
addeKTMBHOCTb CBA3aHbI ApYr ¢ gpyrom [15].

TaKkKe 0bcyKaaeTcs TeMa TaKk Ha3blBaeMoM «MPOCTPaAHCTBEHHOM CTUIMa-
TU3aLMM» — MECT C BbICOKOI KOHLeHTpaLmen 6eaHOCTU, — U BOSMOMKHOCTbIO
ynpasieHnUsa Ux obutaTeNaMM 1 UX MHTErPaLMnN B OBLLECTBO M « MOHETU3ALMN
COLMaNbHO-NPOCTPAHCTBEHHOIO BOCNPOM3BOACTBAY [6].

M3BecTHbIN UccneaoBaTeNb NOA3EMHbIX noceneHuin Jloc-AHxeneca Ma-
Toto O’BbpaitH, aBTop KHWMM «Mof HeoHom» [16], HefaBHO BbINYCTUA HOBYLO
KHUTY «TeMHble AHW, ApKUE HOoUMY, rae Npobaembl MaprmHaabHOCTU U 6e3ao-
MHOCTV ONUCaHbl Yepes UCTOPUM OTLENbHbIX H0AEN, KaK COOPHUK KU3HEHHbIX
Tpareauii [17].

B KMHOBeaAeHWM Tema NepdpopMaTUBHOCTU U BM3YyaibHbIX 06Pa3oB Tpy-
wob nonyuynna ceoe ocselleHMe. HegaBHO Bblwna KHuUra Urops Kpuctuua
«Tpyw06bl Ha aKkpaHe» [18]. Kpuctnu npeanaraet NOHMMATb HEOPEANUCTU-
YECKYI0 U [OKYMEHTa/IbHYI0 3CTETMKY KaK cnocobbl penpeseHTaunu peasb-
HoCTW. OH NpeAcTaBAAeT YMTaTeNs M BU3yann3aLmio TPyLLOO B MCTOPUYECKOM
nepcnexkTMBe — OT 3apoXaeHusa ¢otorpadum 1o UMPPOBOro KMHO. TaKKe OH
aHaM3UPYET CyLLecTBYOLLME KuHemaTorpaduyeckmne obpasnl TpyLwo6.

Takum 06pa3om mMbl BUAUM ABaA A0CTaTOYHO YETKUE HanpaBAeHUs B U3-
YYE€HUM MaPrMHaNbHOCTU — B PaMKax COLMaNbHOM YPOaHUCTUKM U B paMKax
KPUTUYECKMX UCCAeS0BaHNI COBPEMEHHOM BM3YaibHOM KyNbTypbl.
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[JaHHan cTaTba npeacTaBnseT coboit NonbITKy 06beanHUTL 3TN AMc-
KYPCbl B KOHTEKCTE KOHLENUMM KyNbTYPHOTO NaHawadTa, rae susyannsauma n
3PENLLHOCTb MapPrMHaIbHbIX MPOCTPAHCTB PACCMaTPMBAKOTCA KaK «HecyLwme»
3/1IEMEHTbI er0 CEMaHTUYECKOW CTPYKTYpPbI. W, KOHEYHO, OTIMYUTENbHOW OCO-
H6EHHOCTbIO 3TOr0 UCCNefoBaHUA ABAAETCA 0bpalleHMe K POCCUIACKOMY BU-
3yaNbHOMY MaTepuasny, KOTopas OCTAeTCA BHE MOAS BHUMAHUA 3apyBerKHbIX
nccnegosaTenei.

2. MAPTUHA/TIbHOCTb

KAK YACTb CTPYKTYPbI KY/IbTYPHOIO TAHALLADTA

KynbTypHbI naHAwadT B pasHbIX Hay4YyHbIX AUCLMNAMHAX onpeaens-
tOT MO-Pa3HOMY, HO BCE CXOAATCA B TOM, YTO 3TO PYHKLMOHANbHOE €UHCTBO
KYJIbTYPbl ¥ BMELLAIOLLEro NPOCTPAHCTBA. ITO €4MHCTBO BK/OYAET B ceba He
TO/IbKO TBOPEHMSA YeN0BEUYECKUX PYK, HO TaKKe 3Hepruio u nHpopmaumio. Ce-
MMOTUYECKAA KOHLEeNUUA KyabTypHoro naHawadra, Kotopas byaeT MCnonb-
30BaTbCA B AaHHOW CTaTbe, Npeanonaraet, YTo MHPopmaLums B 601bLIMHCTBE
cBoem — 1) 3T0 3HaKW, B KOTOPble NPEBPALLAOTCA TOMOHWMBI, XO/IMbl, PEKM,
ropoga 1 otaenbHble apTedakTbl Ha 3eMHOM NOBEPXHOCTH, 2) @ TAKKe 3HAKU U
KOAbl, U3Ha4yaibHO BbITylOWME B KyNbType, KOTOPbIE BAUAIOT HA BOCNPUATHE U
HOBOEe 03HauYMBaHMe NPOCTPaHCTBA.

BHYTpM 3TOro NPOCTPaHCTBA, MPEBPALLEHHOrO KyAbTYpol B 3HAKOBYIO
cucTemy, Hem3beXXHO ecTb MeCTa, KOTOpble KNAaCCUK aMepUKaHCKOM ryMaHu-
TapHol reorpadum N-®y TyaH onpegennn Kak «tonopobHbie», Bbi3blBatowwme
CTPax M HeraTMBHbIE YyBCTBA, M MMEIOLLME COOTBETCTBYIOLLYIO CEMAHTUKY «U3-
HaHKM» 06blAeHHOM 61aroyCTPOEHHOM KU3HM.

Ecan B goncTopuyeckne BpemeHa TonopobHbIMU BblIM HEOCBOEHHbIE
AMKME mMecTa — ropbl, IeC U T.N., TO CenYac OHW KOHLEHTPUPYIOTCA BHYTPU
Hanbonee 0CBOEHHBIX NOAbMU JIOKYCOB — ropogoB. Ecnn paHblue 06beKkTuB-
HbIMM NPUYMHAMM CTPaxa BbINN HEKME MHPEepPHaNbHbIE MW MPUPOAHBIE CUbI,
TO Tenepb — camu Ntoaun. TONbKO «Apyrue» Noam, «C HU3KOM coumanbHoOM oT-
BETCTBEHHOCTbIO», KaK UX MPUHATO Ha3bIBaTb ceiyac B Poccuu, utobbl cobto-
CTV NONUTKOPPEKTHOCTb. ITU /IIOAM OTBOEBLIBAIOT Y rOPOAA MECTa 4/1 MU3HMY,
M OHM CTAHOBATCA Taby A41R BCEX OCTasIbHbIX.

34ecb IMLLb BCKO/Ib3b KOCHEMCA TEMbl KPMMMHANbHBIX PAiOHOB, KakK To-
no¢obuit coBpeMeHHOro ropoga (KoTopble MOryT HaXoAUTbLCA B LIEHTPE ropo-
[la W BbITNAAETb BNOJHE 61aronosyyHo), M cocpesoToymmea mecTax, 061t060-
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BaHHbIX 6€3L0MHbIMU /UM MaprHaNamu, TEMM, KTO HAXOAMUTCA Ha OKpauHe
COLMANbHOM KU3HU U ee CUCTEMbI LLEHHOCTEMN.

BarKHOW KaTeropuen B 3TOM AWUCKypce ABNSETCA AUXOTOMMUA «AoM—bes-
[OMHOCTb», KOTOPAA NpeTepneBaeT CEMAHTUYECKYHO U NPaKTUYECKYO MHBEP-
cuto. TPaAMLUMOHHO «OAHMM M3 CMACUTE/bHBIX Havyan YenoBeyeckoro 6biTua
BbICTYNaeT A0M, a TybuUTenbHbIM HayaioM — JIMLLEHHOCTb AOMa uau be3go-
Mbe. lMpun 3Tom ABNeHUE AOoMa Ob6bIMHO HaZenAeTca Takon 6a3oBON xapaKTe-
PUCTMKOM, KaK 0CceanocTb, a 6e340MHOCTM NPUMMUCHIBAETCA CBOMCTBO MOBU/Ib-
HocTW. B Takom cnydae 6e3g0mbe COCTOMT U3 MOBUNbHbIX togei» [19, c. 115].
Ho ayxoBHOe CTpaHHMYECTBO, KOTOPOE paHblue Bbl10 CUHOHMMOM 6e340Mbs,
COBCEM He TO, YTO coumanbHo obycnosneHHaa 6e3gomHoCTb. B nocnegHem
cnly4ae MOBUIbHOCTb CTPEMMUTCA K MUHUMYMY AayKe NMpu OTCYTCTBUW AOMa,
6e340MHble 0CeatoT B KaKMX-TO KOHKPETHbIX MecTax v npu o060l BO3MOXK-
HOCTM HauMHaloT 0byCcTpamBaTb CBOM ObIT, KAK MUHUMYM — MOCTOSAHHYIO /ie-
’KaHKy, KaK MaKCMMyM — HeneranbHbli camocTpoi. U To u gpyroe anwb daH-
TOM [0Ma, NMOCKO/IbKY CAMOCTPOM MOXKET BbiTb CHECEH BNACTAMM, @ JIEXKaAHKa
COXXKEeHa XynuraHamu. bnarogaps 3Tol NceBoOCEANOCTM MOXKHO FOBOPUTL
MMEHHO O MPOCTPAHCTBEHHbIX CTPYKTYPAX MaprMHaibHOCTH.

MaprmHanbHOCTb 4acTO COOTHOCAT C MPOMEXKYTOYHOCTbIO, HE B CMbIC-
Nle COCTOAHMA «nepexoaa», a B CMbIC/e 3anN0/IHEHUA NYCTOT, MOCKO/IbKY OHa
3ano/iHAET «MOPbI» rOPoAa, TECHUTCA B MPOMEXKYTKAX Mexay KOHTponupye-
MbIMU U OPraHM30BaHHbIMUK paloHamMK. «TPOMeEKYTOYHOCTb MUHOPUTAPHBIX
NPOCTPAHCTB B TOM, YTO OHU OKPYKEHbI APYrMMHK, BONee MHCTUTYLMOHANN3ZK-
pPOBaHHbLIMM MpOCTpPaHcTBamn. Camoe raBHoe, OAHAKO, TO, KaK TaKoe «OKpy-
KeHue» MpoUCXOaMT Ha MpPaKTUKe, AenaeT NPOMEXYTKM Bonee nanm meHee
NPUTOAHBIMU ANA XU3HKU, Bonee aHKNABHbIMU UAW AOCTUTAOWMMMN HEKOTO
npegena» [20, p. xix].

3. MAPTUHATbHOCTb KAK 3PE/IULLE

B naeane npy NpoMsBoACTBE NPOCTPAHCTBA rOPOAA OPraHMU3yeTcs MHO-
YKeCTBO NOANPOCTPAHCTB, TIWATEbHO YNAaKOBAHHbIX A1 MUHUMM3ALLMMU PUCKa
KOHTaKTa C acoLMaNbHbIMU 3N1EMEHTAMMU,

C ofHOWM CTOPOHbI, KOMMOAUdUKALMA NOBCELHEBHOM KU3HW TpebyeTt
MOCTPOEHMA FPaHML, MeXay NPOCTPAaHCTBaMM Pa3HOrO KayecTea, MCMO/b3y-
€MOro pasHbIMK CouManbHbIMKU rpynnamu. B naeane stm rpaHmubl 4ONKHbI
6bITb HEMMACHBIMM M HEABHbIMM, @ NMPOCTPAHCTBA — CTPYKTYPUPOBAHHbIMM
yCTOMUMBbIMM 06pa3amMm pasnnums.
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C Apyroit — pa3HOMN/aHOBbIE MPOCTPAHCTBA FOPOAA HAXOAMUCH U HAaxXo-
[AATCA B NOCTOAHHOM B3aMmoaencTeum. [igukeHue Bcerga 6bi10 BCTPEUYHbIM.
B nouckax nerkoro 3apaboTka uau NofasHuUA Huwme u 6e3gomHble cTpemu-
nncb B boratble M 61aroyCcTpoeHHble paoHbl ropoaa, UX OTTyAa NPOTroHANM,
HO OHW HEM3MEHHO BO3BPALLLANUCD.

«MHTepCTMUMaNbHbIE» MNPOCTPAHCTBA BbI3bIBAOT He TO/bKO 4YYBCTBO
CTpaxa, HO W MPUA3HM, KOYAPOBbIBAOT, BO3OYKAAIOT U BAOXHOBAAIOT NtOAEN
u3 Bcex cnoes obulectea. Mx nocelwanu, nepecmaTpusanu, UccaegoBanm u
rOBOPMAN O HUX C MOMEHTa MX MepBOro nossaeHua» [21, p. 66]. Muposas
mTepaTypa CBUAETENbCTBYET O AABHEW TPaAWLMM, NPAKTHUKe, KOTOpas U3Ha-
YanbHo BbiNa co3gaHa NPechILEeHHbIMW apPUCTOKPaTaMM KaK peKkpeaunoHHoe
BpemsanpenposoxaeHue. B XIX Beke noasnsetca TeHAEHUMSA K ‘GnaHepusmy’
— NpPOry/sikam Mo ropoay v Hab/togeHMe 3a KHU3amu» 06LWEeCcTBa, NPU 3TOM He
3abbiBas o cBoel HesonacHocTH. «C KOHLA AEBATHAALATOrO BEKA U BNIOTb A0
BTOPO MMPOBOW BOMHbI NoceleHne BeaHbIX PalOHOB ropoda npeacTaBas-
No coboit 6ercTBo OT couMasnbHbIX OrpaHUYEeHNA, NOAKPENIEHHbIX POMAHTU-
YeCKMM BOODpPAXKEHMEM, HO TAKKE U MECTO A/1A COCTOATENbHbIX KEHLMH U3
BbICLIEro Knacca, 4Tobbl 0KasaTb 671aroTBOPUTENbHOCTL, YTODbI NOAHATL CBOIO
cobCTBEHHYIO0 CamooLeHKy» [22, p. 1319].

Ecnu B nepBom c/y4ae OCHOBHOWM ABMXKYLLEN CUAON «BbINJECKa» B MHO-
COLMaNbHOE NPOCTPAHCTBO — SKOHOMMYECKas (MaprmHanbHble NPOCTPAHCTBA
BCErga 3KOHOMMYECKM 3aBMCUMMbl OT MHCTUTYLMOHA/NbHbIX), TO BO BTOPOM
— 3MOULMOHANbHAA N 3K3UCTEHUMANbHAA. «[1OMbITKA OCMbICAUTL MPOMEXKY-
TOYHOCTb MOPOXKAAET MHOFO3HAYHOE AMCKYPCMBHOE none, Konebntouweeca
MeXAy CBA3bIO U AN3BIOHKLMEN, MOPOXKAAOLLEN MHOMLA BOCTOPT, @ UHOTAA U
OTKpoBeHwue» [23, p. 21].

CoBpemeHHble UCcaef0BaTeNIn, OLEHWBAA CTPEMIEHWE HAacAaaUTbCA BU-
[OM TPYyLLOB, roBOPAT 0 «Byaliepnsame» M «actetTnsaumm begHoctny. AHanms
TPyLWo6 Kak 3penuviia Yyepes npusmy npeactasieHuii 6aarononyyHoro obue-
CTBa «npeanonaraet cnocobbl KPUTUYECKOTO OCMbIC/IEHWA TOTO, KaK nepeyno-
pPALOYMBAETCA FOPOACKOE NPOCTPAHCTBO, KaK MPOU3BOAATCA U PACNpPOCTPaHA-
toTCA 06pasbl ropoda M 3HaHWA 0 Hem» [24, p. 431].

CTUrmaTmsauma — 3aKpenjeHne HeraTMBHbIX AP/AbIKOB — CTaHOBMTCA
NPesMETOM He TONIbKO OCMbIC/IEHMSA, HO U 3aKPenaeHun B BU3yanbHbIX 0b6pa-
3ax, M 3TOT NPOLECC, KOTOPbIN AOMKEH OblaA AeNCTBOBATb KaK CPeacTBO Nosa-
YepKMBaHUA Pas3NYniA, CTPEMUTE/IbHO KOMMEPLMAAU3MpyeTcs.
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B onpegeneHHOM CMbIC/ie MapruHafbHble MPOCTPaHCTBa, Habnwogae-
Mble M3BHe, obpeTatoT KavecTBa H6anaraHa — nepdopmaHca Ha ropoACKUX
YAMLAX, KOTOPbIM KO BCEMY NPOYEMy HeceT B cebe HeKoe MopanbHOe HacTaB-
NeHune, cnocobHOCTb 3aCTaBNATL 3pUTENIEN NEePEKMBATb KaTapcmc, 0OBHOBAATbL-
€A lyXOBHO.

[lo NoABNEHUA KMHO 3TV NPOCTPAHCTBA OObLITPbIBAIUCL NUTEPATYPHO,
BbI3bIBAA BOJIHY }Kryyero tobonbITCTBa HEMNOCPEACTBEHHO K 06BEKTY onuca-
HuA. JlloAn B3aMMOAENCTBYIOT C IMTEPATYPHBIMU TEKCTAMM U UCTbITbIBAIOT XKe-
NaHWe NorpysuTbCa B NOPOAMBLUMIA MUX KYNbTYPHbIM TEKCT, YTobbl HabaoaaTh,
KaK 3apOMKAatoTCA M CYLLECTBYIOT UHbIE LIEHHOCTM M CMbIC/IbI, U TaK POXKAat0TCA
HOBble HappaTMUBbI.

Hanpumep, nocne Bbixoga B cBeT KHUMM Y. [InKKeHca «AMepUKaHCKue
3aMeTKM» paioH Tpywwob MaTb Touek (Five points) cTan camoit NnpuBAeKaTenb-
HOM TypUCTMUecKol JocTonpumevatenbHocTbio Hbto-Mopka [25]. B Espone
MHTEpeC K MapruHa/ibHbIM MPOCTPAHCTBAM MOAOrPenn pomaH «lapuxckue
TalHbI» IxKeHa Clo 1 Npou3BeAeHNA ero MHOTOYUCEHHbIX NOAPaKaTeNen.

B Poccum oueHb BaxkHa ¢urypa ®.M. [JlocToeBCKOro, KOTOpbIN He aenan
netepbyprckme TpyLwobbl OCHOBHbIM MECTOM AeWCTBUA, HO B €r0 NOBECTBO-
BaHMWAX NEPUOAMNYECKM BO3HUKANN CBA3AHHbIE C HUMM NEPCOHAXM, BbI3blBatO-
LMe MyynTenbHoe cocTpasaHue. Poccuitckme «xoxaeHusa B Hapoa», ocobeH-
HO nonynsApHble B 1860—-1870-e roabl, Kak BapnaHT BPEMEHHOTO HUCXOXKAEHUA
no coumanbHom nectHuue B XIX BEKE OTAIMYAACA OT 3aNaLHOro OTCTPAHEHHOro
dnaHepcTBa AeATENBHON MUCCMOHEPCKOW HANPaBAEHHOCTbIO — MO0 Kena-
HMeM pasKeyb UCKPbl HAPOAHOTO rHeBa, MBO KenaHMem NPoABUTL MUAoCep-
Ve 1 HanpaswuTb 3abyalWwmne AyLn Ha NpaBeaHbIl NyTb.

Knaccmueckuin Teket «Ha gHe» M. TopbKOro, XOTb U He NPUBA3aH K KOH-
KPETHOMY OKYCY, FEHETUYECKM CBA3AH C XUTPOBbIM PbIHKOM, CAMbIM 3/1a4HbIM
MmecToM MOCKBbI, U M3HAYa/IbHO HaMMCaH B XaHpe Nbechbl (T.e. OPUEHTUPOBAH
Ha 3putens). K.C. CTaHUCNaBCKUiA, XyLOKHWUKU U aKTepbl, paboTaslumne Toraa
Hag, NOCTaHOBKOM MbeCbl, XOAUAW Ha XUTPOBKY 3a BNevyatneHnamu, Habaoga-
W, fenanu 3apucosku, 4Tobbl BOCNPOM3BECTM OOCTAHOBKY TPYLLOD Ha CLEeHe.

CoBpemeHHOe 0CMbICNEHUE BU3aYNN3ALLMM MAPTMHAbHbIX NPOCTPAHCTB
B KMHO M MeZMa NPUBOAUT K KaTeropmmHomy oTHeceHuto $oTo M BUAE0-06-
pa30B K «3MUCTEMOIOrMUYECKMMY GOHY», KOraa N0AU U MeCTa B LIEHTPe M30-
6parkeHnin cTaHOBATCA «GOHOMY» B 3HAHWM, NOAYYEHHOM OT ux 06pa3os [26].
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4. MPOCTPAHCTBEHHAA CAMOOPTAHU3AUMA MAPTUHAIBHOCTU

N BU3YA/IbHOCTb

Ec/n OTTanKMBaTbCA OT COLMaNbHbIX MPOBAEM, BAUAIOLWLMX HA NPOCTPAH-
CTBEHHbI PUCYHOK «M3HAHKM ropoga», ero xapaKkTep, CeMaHTUKY U BU3yaib-
Hble PenpeseHTaLmm, TO MOXKHO NEPEUNCUTD TaK1e ABNEHUA U NPOBAEMbI Kak
MHBa3MBHas Ky/bTypa v ee OTHOLWEeHMe C «abopureHHoi», npobiema cenapu-
POBAHHOCTM MAN MHTErPUPOBAHMA B COLMANbHOM MPOCTPAHCTBE M COOTBET-
CTBEHHO — Npobaema rpaHuL, Npobaema Ce30HHOCTH, NOCTOAHCTBA Y BPEMEH-
HOCTM MapruHabHbIX NOKYCOB, Npobaema ceMbM 1 IMYHOCTHOTO OAMHOYECTBA.

4.1. TPYLLOBbI KAK MEP®OPMAHC U BPEHA

Camblit pacnpoCTPaHEHHbIN BAapUMaHT U Haubosee penpe3eHTUPOBaH-
Hbl/i B COBPEMEHHOW BM3YyaNbHOWN KynbType — 3TO Tpyw,o06bl 1 retto — 06-
LWMpPHbIE pPalioHbI, 3acesieHHble 6egHOTON M NH0ABMU «C HU3KOM COLMabHOM
OTBETCTBEHHOCTbIO®. TPyLL06bl KaK 3pesiniLe U Kak NoBCeAHEBHAn NPaKTUKaA,
MMEIOT MOLLHbIV NMOTEHLMAN AR CO34aHMA aNbTEPHATUBHBIX TOPOACKMUX 06pa-
30B. «Tpywo06bl 6pocatloT BbI30B HalIeMy YyBCTBY pasyMa M MOpanu, a TakkKe
Hallemy YyBCTBY KPacoTbl M YyBCTBY MecTa» [27, p. 170].

CornacHo onpegeneHunto OpraHusaunn ObbeanHeHHbIx Hauui, TpyLuo-
6bl — 3TO MECTO, Fae N0AM MMEIOT HeBe30MaCHbIN KUANLLHBIN CTaTyC. ITO 03-
HayaeT, YTO OHM He MMEIOT 3aKOHHOTO MPaBa Ha KUAMULLA U 3EMAIO, HE UMEIOT
[OCTYNa K 3NeMeHTapHbIM 61aram UMBUAM3ALMUM — YUCTOW BOAE, KaHANMU3a-
UMK, MEAULNHCKOMY OBCNYKMBAHMIO U T.M. [28] ITO 03HAYAET, YTO MX XKUauLLa
WX CTPOEHUSA MOTYT b6bITb CHECEHbI UM OTOBPAaHbI BNACTAMM B 060 MOMEHT,
M 4acTo TaK U cayyaeTcs.

PUCYHOK pasmeLleHua 1 KayeCcTBO MaprMHaNbHbIX MECT B NPOCTPAHCTBE
ropofa onpeaenseTcs He TO/bKO pasHoobpasvMem KAMMATa M coumanbHbIX
npobnem, HO U KynbTypHbIMW OCOBEHHOCTAMM. TpyLiobbl BOKpyr Puo-ae-
KaHeWpo coBcem He TO, YTO 3HaMeHUTbIV KoHga [29] EpeBaHa, KoTopbil npea-
cTaBnseT cobol «nceBAoTpywWwobbi» — 6eaHble NoaypasBaanBLIMECH, HO Je-
ra/fibHble AOMa, HacesieHHble YeCTHbIMU TPYKEHMKAMMU.

Knaccmueckue e TpyLLo6bl TeppUTOPUAIbHO U BU3YasibHO OTAENEHbI OT
OCHOBHOFO «Tena ropoAa», NPeacTaBaAtoT cOboM KaK bbl HEKME YyKepoaHble
«HapOCTbI» U «KOpUAopPbI». C TOYKM 3peHUA CTPYKTYPbl 3TO «BbIMOPOYHbIE
NPOCTPaHCTBA», KOTOPble BO3HWMKAIOT Ha 3eMAAX, HEYAOBHbIX 417 rOPOACKOM
3aCTPOMKM, TaKMX KaK OBParu, Kak Hanpumep, «Kopuaopbi» Tpywo6 B Kapaka-
ce (BeHecyana) [30].
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M B TO e Bpemsa TPyLLOObl reHEeTUYECKM CBA3aHbl U C Meranosmcom, u
C KYNbTYPHbIM NaHAWAdTOM CTpaHbl B LLeJIOM — 3TO pesynbtaT ncespoypba-
HM3aLMK, Nepeessa KuTenein U3 gepeseHb U U3 MaseHbKUX ropoaos, YTobbI
6bITb 61MKe K BO3MOXKHOCTU NoslyuyeHus bonee BbICOKMX JOXOLOB (Yalle BCero
HeneranbHbix).

B TaKuMx aHK/MaBax CyLLECTBYET MHOXECTBO COLMaNbHbIX Npobiem B
Pa3HbIX KOHTEKCTax: Cerperaumm u CTUrmaTu3aLmmn; OTCyTCTBUA TPaXKAaHCTBa
(ntoan 6e3 gOKYMEHTOB, BeXeHLbl); MaprMHaabHbIX COLMANbHbBIX NO3ULMINA,
OrPaHMYMBAIOLLMX AOCTYN KUTENEeN K 61arononyyHbIM rOPOACKUM NPOCTPaH-
CTBam U pecypcam [5].

Tpywobbl — oTamumtenbHasa ocobeHHocTb robanbHoro HOra, rae ca-
MOCTpOI Tpywob — HeoTbemnemas 4actb Aboro Honbloro ropopa. 1o
CaMaHHble, WudepHble, MHOTAA AaXKe KMPRNUYHbIE a4yrM NPUMEPHO ABa Ha
[Ba MeTpa. 34ecb LApUT aHTUCAHWUTAPUSA, BOAOCTOKM NPeBpaLLeHbl B CBAIKK,
3/1eCb NPaBAT KPMMMHA/IbHbIE 6aH/bI, KOTOPbIE KOHTPONMPYIOT 3TO NPOCTPAH-
CTBO NOMHOCTbI0. HO NapaAoKe B TOM, UTO COBPEMEHHbIE TPYLLODObI CTAaHOBATCA
YacTblo 3KOHOMMKM ropoAa, 346Ch NPOLBETAET (€C/IM TaK MOMKHO BbIPa3nUTbCS)
MefIKuit BU3Hec, 34eCb ecTb M KpynHble NpeanpuaTUA, Hanpumep, No nepe-
paboTke OTX0L0B, KPOME TOro, 3HA4YMUTENbHaA YacTb HaceseHWA paboTtaeT B
ropoze. Tpywobbl — 3TO 3aMKHYTOE NPOCTPAHCTBO, KOTOPOE BK/IOYAET B CEHA
LUIMPOKME IKOHOMMUYECKMNE, NONUTUYECKME U KY/IbTYPHbIE CBA3M AOBOJIbHO He-
npescKasyembim obpasom.

MIMEHHO TpyLL06bI, KaK LLe/I0CTHbIE U KOHLLEHTPUPOBAHHbIE NPOCTPAHCTBA
HULLETbI M MHAKOBOCTW, CTain Hanbonee BOCTPeBOBAHHbLIM 3peaulLem ANA
npecbILeHHON NYBANKM U, COOTBETCTBEHHO, OAHWUM U3 CYLLECTBEHHbIX HAaNPaB-
NEHUI MeXAYHapogHOro Typuama. 3To 6blN0 U paHblue, HO BCMIECK UHTepe-
ca cnposouuMpoBanu punbmbl «fopoa yaosonbcTeuity (Ponnan Modoe, 1992)
n ocobeHHo — «MunnuoHep m3 Tpywob» (Slumdog Millionaire, A3Hn Boin,
2008) (Puc.1).

Camu GUAbMbI KWHOKPUTUKAMKM U KyAbTYPONOramMmn OLEHUBAKOTCA KaK
3anafHblii, KONOHMANbHBIN B3MAL Ha a3MaTCKYlO peanbHOCTb. Mup Tpyw,o6
NPEeLCTAET KaK CEKCyasIM3UPOBAHHbIE, IK30TUYECKME AU NPUMUTUBHBIE NPO-
CTPaHCTBA, KPOME TOro, M3/WWHE POMaHTU3MpoBaHHble: «Korga oaHy w3
KpynHenwmnx Tpywob Asnm npeBo3HOCAT Kak “moaent Ans Bcero mupa”, uto-
TO MAeT He Tak» [31, p. 45].

IKpaHHOE NPOCTPAHCTBO NPOELMPYETCS B peasbHoe NPOCTPAHCTBO, U Ty-
pUCT NpeacTaBnseT cobon HOBbIV TUM 3pUTENA, UMEHHO 3pUTENA, MOCKOIbKY
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MHTEPaKTUBHOCTb MMHUMMU3UPOBaAHA. « TypUCTbl “HacnaxaatoTca” “caHupoBaH-
Hoi” Bepcuel TpyLob, KOTopas He CTPEMUTCA OCMapMBaTb AOMUHUpPYOLLME
npeacrasneHns M3 GUAbMOB, KOTOPblE OHW CMOTPenu. [..] mano A3bIKoBOro
B3aMMOLENCTBUA C MECTHBIMMU KUTENAMM, YTO YCUNMBAET OLLYLLEHME OTCTPa-
HeHHoro “B3rnaga”» [22, p. 1328]. OHM ABNAIOTCA MACCUBHBIMM 3PUTENAMM,
ByallepucTamu, HabatodaloWwmMMK 3a npomcxoaamm. Obunne TypUCTUYECKNUX
KOMMAHWI U }KYPHA/NUCTOB FOBOPUT O TOM, YTO KpynHenwme TpyLLobbl cyLie-

CTBYIOT He TO/IbKO KaK peanbHOCTb, HO U KaK uaesn, NopoxaeHHas ussHe [32].

Puc. 1. Kagpbl co cbeMok. 3aHumaTenbHble GakTbl 0 duabme «MunanoHep us TpyLwo6» (2008)*

«HeyamBuTeNbHO, YTO TPYLWOBHLIN Typn3m HeceT B cebe HeraTUBHble

” u n u ” o«

KOHHOTaUMu Kak “cadapu”, “300napk Typbl”, “HeraTuBHble 3KCKypcumn”, “Typsbl
6eaHocTn”, “poorism”, “coumanbHan Tap3aHKa”, “noarnagbiBaHne”, sKkcnaya-
TaumA, U CYUTAETCA MOPAZIbHO COMHUTE/IbHBIMY [33].

PomMaHTMKa U co3paHHas KMHemaTorpaductamMm «Mogesb YL0BNETBO-
peHHOCTU K fobpococeacTBay, NPEBPALLAET KMU3Hb HA FPaHMN BbIXKMBAHUA B
HOBbIW 6anaraH, U «COMPMKACAACb C HUM, 3anagHble NoceTuTenun npeobpaxa-

HOTCA “USMEHAOLLMMM KU3HB", “OTKPbIBAOWMMM F1a3a” n “ymonompaymntens-
HbiMK” nepexnsaHuammn» [31, p. 37]. Kelic-cTagm, OCHOBaHHbIE Ha MHTEPBbIO,

! UcTouHumK n3obpaskenna cm.: URL: https://in-w.ru/slumdog-millionaire-2008/ (03.03.2021).
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OUKCUPYIOT 3MOLLMOHANIBHOE BOJIHEHUE, UCMbITbIBAEMOE MPW BUAE OBHaMKeH-
HbIX YKEHCKUX TeNl NPU KynaHUK, MPU y4acTMM B NEPEroBopax O LEeHax C npo-
CTUTYTKaMM, NPU BUAE CTapUKOB, BPOLIEHHBIX Ha MecTe ymupaHua [34]. 3toT
OnbIT NOBYKAAET TYPUCTOB 334yMaTbCA 00 yaaue CBOEro poXKAEHMUsA, BO3HMKa-
€T YyBCTBO Ky/IbTYPHOro NpeBocxoacTsa [24].

[etn, cHumaslumnecs 8 punbme « MunnmoHep m3 TpyLob», 6oiam KopeH-
HbIMM }uTenamm [ixapasu, KpynHeiwen TpyLo6sl Mymbau, 1 nocne WyMHOro
yCrexa 1 CnaBbl UX }KU3Hb BEPHYIACh Ha KPYrK CBOA. ITO TOXKE CTaNo NOBOAOM
ana CMU-nepdopmaHca, Hanpumep, KypHaAucTbl bpuTaHckoro Tabnouza
News of the World npuexanun B ponv nokynaTtenem K oty UCNONHUTENbHUL,bI
rnaBHOW posu, 1 oTel, 6bin COBCEM He NPOTMB NPOAATb A40Yb, TaK KAaK CemMbA
HUYero He nosy4mna 3a ¢puaom [35].

HeeBponeiickoe KMHO O TpyLL06ax CTaBUT OCTPOCOLMANbHbIE BOMPOCHI
W CTapaeTcA MUHWMWU3MPOBATb POMAHTUKY, HaNnpUMep, Manou3BeCTHoe Ou-
NIMNNWHCKOE KWHO, B YacTHocTH, «Tupagop» (Bpunavante MeHgosa, 2007),
«/lona» (BpunnuaHte MeHgo3a, 2009) un ap. «MHorue 13 3Tux GUANNNUHCKUX
$GUNbMOB HOBOW BO/HbI YePNaoT CBOU UCTOPUK (a TaKKe «HaNAEHHbIX» aKTe-
POB, PEKBU3UT U AEKOPALMM) U3 OKYMEHTAIbHOTO NOAX0AA K KWHONPOU3BOA-
cTay» [18, p. 172].

MoAHOMETPAXKHbIN JIMBAHCKUIA XYAOMKECTBEHHbIN GUAbM O HBENPYTCKUX
Tpywobax «KanepHaym» (HaguH flabaku, 2018) (Puc. 2), nonyumslunin npus
KaHHCKoro ¢ectBans, He BbI3blBAeT 0CObOro XenaHua nocnaenoBatb No me-
CTaM CbEMOK, BO3MOXHO, BaXKHOI NMPUUYMHON 34eCb OCTAETCA KyAbTypHas reo-
rpadwma. TpyLwobHbI TYypn3m BCTpeyaeTca He BO Bcex BelHbIx paitloHax mupa,
«ero pasBuTME ONPeaensieTca KOHKPETHbIMU COLMOKYNbTYPHbIMU KOHTEKCTa-
mu» [36, p. 50], n cooTBeTcTBEHHO, BelipyT, B oT/iMume oT Mymban, — He oc-
BOEHHOE eBPONENCKMMM TYPUCTaMM NPOCTPAHCTBO, NO NPUUYMHE CBOEW Hemnoa-
KOHTPONbHOCTM M OMACHOCTU 418 NOTEHLUMANBHOTO GNAHUPYIOLLLEro 3pUTens.

TpyLwobbl KaK 3peauLLia 1 Kak npobiema Nopoannn BEIMKOE MHOXKECTBO
[OKYMEHTaNbHbIX GUAbMOB. Bce 3Tv ¢uAbMbl aKTUBHO UCMONL3YIOT AUXOTO-
MUIO «3HAKOMOFO — CTPAHHOrO», «MPeKPacHoro — yxacHoro». Hanpumep,
TPEXCEPUMHBIA [OKYMEHTANbHbIN GUNbM aPXUTEKTYPHOTO KpUTMKa KeBWHa
MakKnayaa (Kevin McCloud: Slumming It, 2010) [37], B KOTOpOM 3anevaTnen
CBOe AByxHefenbHoe npebbiBaHWe B [lxapasu. MHTEpPECHO, YTO CaM XypHa-
JCT NOCTOAHHO HAXOAMTCA B KaZpe, OYEeHb SKCMPECCUBHO BbIparkaeT yanene-
HWe, HeJOYMEHME 1 AayKe BOCTOPr — Hanpumep, BOCTOPT MO NOBOAY KPacoTbl
MECTHbIX }KEHLLMH, KOTOPbIE YXUTPAIOTCA BbITNAAETb YNCTO U HAPAAHO.
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Puc. 2. Apuwa punbma «KanepHaym» (pesx. H. Nabaku)?

B pyccKoA3bIMHOM MHTEPHETE MHOr0 WMANKOCTPUPOBAHHBLIX TEKCTOBbIX
1 BUAeo-610roB 0 KpynHenwmnx Tpywobax mmposoro tOra, Hanpumep, o Ton
e [Oxapasu [38]. Poccuiickme YouTube-6norepsl, cneumanmsnpyowmecs Ha
nyTeLWecTBUAX, NocieqHee BPEMA TaKKe 0CBaMBaKOT NPOCTPAHCTBO TPYLLO6,
HO B OT/IMYMeE OT 3anafHbIX TYPUCTOB, OHWN 0BbIYHO SKOHOMAT Ha OXPaHe U [0-
roBOpPax C MECTHbIMW TypareHcTBaMu. [03TomMy poccuiickue BU3yasbHble Typbl
B TPYLLOObI — 3TO CBOEObOpasHan urpa B pyneTky, rae 6esballeHHble pycckue

2 WcTouHuK u306paxkenna cm.: URL: https://vfl.ru/fotos/foto_zoom/5a3751f929795749.
html?antid=1 (01.03.2021).
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nmbo co Bcemu bpaTatoTcs, MO0 NonyyatoT «Npobaembl Ha CBOK 3a4HULY».
370 NtObUTENBbCKAA LOKYMEHTANUCTUKA, KOTOPAsA C OAHOMN CTOPOHbI UMUTUPY-
€T 3aKOHbl XY[,0KeCTBEHHOTO KaHpa, rae 06a3aTeneH HEKMI 3KLWH, C ApYyroi
— PeanuTu-Woy, KOTOPoe UMEeeT COBCEM MHOW X3NNu-aHA — To, Yto Baorep
PUCKHYA U BBIXKUI.

TpyL,06b! CTanM TaKKe MECTOM AeNCTBUA PENTUHIOBbLIX TENEBU3UOHHbIX
woy. Rich, Famous and in the Slums (2011) — aByxcepuitHas Tenenporpamma
peanuTH-Lwoy, B KOTOPOM YETbIpe U3BECTHbIX IMYHOCTH, JIeHHU TeHpu, Peasku
Meiitc, CamaHTa Bomak u AHpKena PunnoH, 6binmn oTnpasneHsl BBC Ha He-
CKO/IbKO Heaesnb WUTb B Heapbl Kubepbl, camoit KpynHOM TPyLLOObl KeHWUi-
CKOW cToNMubl. 3TN «boraTble U 3HAMEHUTbIE» BbIHYXKAEHbI KUTb 6OK 0 6OK
C KOPEHHbIMW 0BUTaTENAMM, N BCE 3aKaHUMBAETCA X3MMNU-3HAOM — KaKAbl
M3 OCHOBHbIX AEWCTBYHOLIMX JIULL MOMOraeT KOMY-TO BblIBpaTbCs U3 3TOM coLm-
aNlbHOM Ablpbl.

MMUCCMOHEPCTBO, CBA3AHHOE C MOMbITKAMW MOMOYb BCTPOWUTb Mapru-
Ha/slbHOE MPOCTPAHCTBO TPYLLOO B MHCTUTYLIMOHAIbHOE NMPOCTPAHCTBO rOPOAa,
61aroTBOPUTENBHOCTb, CO34aHNE WKOA U MUCCUA ana beaHbix [39] nopoxaa-
€T eLLe OAMH BapuaHT BU3yanusaunmn — Guabmbl 61aroTBOPUTENbHbIX OPraHu-
3alUMii, co3aHHble ¢ Lenbto cbopa NOXKEPTBOBAHMUM, KaK, HAaNnpuUmep, POanK O
cyabbax nogoneyHbix MansTUiCKoM cny»K6bl nomouym [40].

TeneBM3NOHHbIE LWOY U Mbl/IbHbIe OMepbl CTAHOBATCA TaKKe HeEOTbeMe-
MOM YacTbto COLLMANBbHOM KU3HM camux Tpywob. Kelic-cTagm, npoBeaeHHoe B
OfHOM U3 6pasnnbCKMX GpaBes, OTKPLIBAET MUPY NOYTU BUPTYaNbHYO BbITUIA-
HOCTb 6€3pabOTHbIX }KEHLLMH, KOTOPblE CMOTPAT [10 LIECTU YACOB TENIEHOBEN
B Ai€Hb, 4acTO BO BpeMs TAXenoro Gpusnyeckoro Tpyaa B gome. Mx peanbHble
CTpagaHUA COOTHOCATCA C MPOCaaBAeHWEM AYLIEBHbIX MyK B cepuanax, peanb-
HOCTb ¥ BbIMbICE/, peanbHan 6eHOCTb M BbiMbIlLIeHHOEe 6OraTcTBO Nepense-
TaeTca B UX CO3HaHuu [41].

MHTepecHbIM OTCTYN/IEHUEM OT TEMbI, APKUM NATHOM Ha CEPOM NONOTHE
TPYLLOOHOM KM3HM M ee BU3yaNbHOW penpe3eHTaLuu, ABNAIOTCA BUAEONOBe-
CTBOBaHUA 0 «cTUAArax» LieHTpanbHo AGpuKK. Ha rpAasHbIX IMHUCTBIX yanLax
b6epHenwnx paioHos KoHro, KeHUM 1 ap. HepeaKo MOXKHO BCTPETUTDL LIMKAp-
HO M CTPaHHO OAEeTbIX MYXUYMH (He XeHWwuH!). 9To ocoban cybKynbTypa, KOTO-
pas ABAAeTCA LOBONbHO PAaCNpPOCTPAaHEHHbIM ClOXKeToM 610roB NyTelecTBeH-
HWKOB [Hanp., 42] » JOKYMeHTaNbHbIX GUIBMOB, CPEAM KOTOPbIX M3BECTHbIN
«3ynycckue ctunarn» (The Swenkas, 2004, Janvs, pex. Menne PéHge) n dunb-
Mmbl YouTube-KkaHanos [Hanp., 43]. MOHO TPaKTOBaTb 3TO COLMO-KY/IbTYPHOE
ABNEHME KakK «nepdopMaHC U3HYTPU» — 3TV NtoaM He HabatopatoT npeacras-
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NEHWE, OHM ero CO34a0T CBOMM CTU/IEM KU3HU, TEM CaMbIiM PaCcLiBEYMBALOT U
o0bnaropaxkmnsatoT MapruHaabHOE NPOCTPAHCTBO.

Anoreem MHBEPCUU COLMOKYNbTYPHbIX LLEHHOCTEN B KOHTEKCTE BU3Yaib-
HOM KynbTypbl CTasa NOMbITKa (KCTaTW, HeyaauyHaa) NpPeBpaTUTb oaHy u3 da-
Ben Puo-ae-KaHepo B My3eii Nog, OTKPbITbIM HEBOM, YTO CBULETENLCTBYET O
paclUMpPeHNN CeEMaHTUYECKOro cnekTpa gasesbl, KOTOpasa B NocaeAHMe rogpl
BOCNPUMHMMAETCA TOCYAapCTBOM He TO/bKO Kak «npobnema» ropofa, Ho U
KaK ero «Hacnegue», OCTOMHOE AEMOHCTPALLMM, COXPAHEHUA U NOCELLEHUS
[44, p. 83]. PenpeseHTauma Tpywob yepes myseedunKaL MO MOMKET BbINTU Ha
YPOBEHb FOCYAapPCTBEHHOIO NPU3HAHMA, YTO CaMo Mo cebe HOHCeHC.

4.2. NUHBA3NWN MAPTMHA/TbHOCTMH,

NCUXO/IOTMYECKAA APAMA U BECKOHEYHbI HAPPATUB

MpPOTMBOMNONOMKHOCTLIO TPYLLO06aM NO NPOCTPAHCTBEHHOMN OpraHM3aLuu
W, KCTaTW, BU3yann3aLmm, CTaHOBATCA OTAE/bHbIE IOKYCbI, B KOTOPbIX THe34AT-
CA HEMHOrOUYUC/IEHHbIE MPeaCcTaBuUTeEIM MAapPrMHaNbHOW cybKynbTypbl. Yale
BCEro TaKoM PUCYHOK «M3HAHKU» ropofa BCTpevaeTca B 6osee CypoBOM Kan-
maTe u npu 6onee KECTKOM MONUTUYECKOM PEXUME, Tae No60i 3aMeTHbIN
camocTpoit byaeT HensbeKHO 3anaxmMBaTbCA IKCKAaBATOPaMM.

Hanpumep, B CLLA nanatoyHble ropoaku 6e30MHbIX YHUUTOXKAKTCA ro-
POACKMMM BNACTAMM, KaK TOJIbKO OHW CTAHOBATCA AOCTAaTOYHO MHOTOYUCIEH-
HbIMW U OBLLUMPHBIMM, U KCTaTM, KaK TOIbKO OHW OPFraHM30BbIBAlOTCA LOCTATOY-
HO XOpOLUO, YTObbl 06EeCNeYnTb HEKOTOPYIO 6E30MNacHOCTb 417 CBOMX KUTENEN
[45, p. 66].

OAVH M3 XapaKTepHbIX NMPUMEPOB «THE340BOM MapruHasbHOCTU» —
POCCUICKME Meranosiuchl, rae mapruHaabHas CybKyabTypa BbIHYXKAEHA npsA-
TaTbCA HA 334BOPKaxX, MeXAy rapaxamu U Ha BOK3anax, Nof, Kene3HoLoPOXK-
HbIMW NaTGopmamum.

3TOT TMN MAPTMHANBHOCTM NOPOANA OCOBYIO BU3YasIbHYIO KyNbTypy — OT
NCUXONOTMYECKON Apambl A0 BeCKOHEYHOro HappaTMBa, 6ecCMbICIEHHOIO U
6ecnowagHoro. MoXHO NPeanonoKuTb, YTO NMCUXONOTMUYHOCTL 34eCh 3a4aHa
MMEHHO TUMOM MPOCTPAHCTBEHHOM CaMOOPraHM3aLUMM B KyAbTYPHOM JaHA-
wadTe ropoga. Tpyw,06bl, XOTA U CBA3AHbI GYHKLUMOHANBHO C NPOCTPAHCTBOM
ropoAaa, AN1A MHOMKECTBA UX XKUTeNeh BO MHOFOM 3aMKHYTbl Ha cebe u camo-
[OCTaTOUHbl — /04N 34€Ch POXKAAIOTCA, KMBYT U paboTatoT, ymupatoT. MHBa-
3MBHOCTb ¥Ke npegnonaraet 6onee cUbHble CBA3M € 6naronony4HbiM obpasom
M3HU, PAaBHO KaK reHeTuyeckue (MHorme obuTateniM MaprmHanbHOro MUpa
0Ka3blBalOTCA OTCIOAA POAOM), TaK M NMOBCEAHEBHbIE. ITO M NOPONKAAET MHOTO-
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YMCNeHHble NepCcoHasbHble Tpareann, KOTOPble OCMbIC/IMBAKOTCA 3aHOBO /IUTe-
paTopamu n KMHemaTtorpaductamu. NoaobHble Urposbie GubMbl Bbi3bIBAOT
oyeHb 60MbLLIOE COYYBCTBUE K MEepPCOHaXKam, B HUX 3asBAeH rybokuit duno-
CODCKUIA CMbICA, KOTOPLIN 3aCTaBAAET 3pUTeNs XoTA bbl Ha BPeMs NMoYyBCTBO-
BaTb OTBETCTBEHHOCTb 3@ TO, YTO NPOMUCXOAUT Ha IKPAHE U B KU3HM.

BekTOp ncmxonornyeckoi apamol bbin 3asaH elle nbecoi fopbkoro «Ha
[AHe», KOTOpbl pa3BMBANCA B CTOPOHY 3CTETU3AUMWM MAPTFMHANBLHOMO MpPo-
CTPaHCTBA B UrpoBbIX duabMax. ITa beccmepTHas nbeca bbina cNpoeLmpoBa-
Ha Ha AMOHCKME UCTOPUYECKME Peannm U IKPAHU3MPOBAHA AMOHCKUM PeXUC-
cepom AKnpa Kypocasoit B 1957 roay.

MpogonxkeHnem Tembl cTan «JoaeckageH» unam «og CTyK TpamBaliHbIX
Konec» Kypocasbl (1970) — Knaccuka KaHpa. XoTa B KMHOBEAYECKMX KOM-
MeHTapuAX 3TOT GUIbM 0ObIYHO OMMCLIBAETCA KaK KMU3Hb TOKMICKMX TPYLLOD,
NNOKaNbHOCTb, @ He TOTaNIbHOCTb NPeACTaB/EHHOrO Ha 3KpaHe MaprHaAbHOro
MPOCTPAHCTBA, NOCTOAHHAA CBA3b NEPCOHaMKeW C 3a3KpaHHbIM Bnarononyy-
HbIM FOPOAOM, NO3BONAET FOBOPUTL UMEHHO 06 MHBA3WMK.

CbemKM 3T0ro Guabma BeIMCb NPEUMYLLECTBEHHO B NAaBUIbOHE, TO CTb
6bI/IM UCKYCCTBEHHO CO34aHbl CUMYAKPbI 3TOTO TUMA MaprMHasbHbIX NPo-
CTpaHCTB. KOMNO3MLMA NPAKTUYECKM KaXKA0ro KaZpa uAaeanbHoO BbiBEPEHA, B
pe3ynbTaTe Yero BM3yasibHblil PAL, KOTOPbIN NO MAee AOMKEH oTobparKaTb M
CMMBONN3MPOBATb M3HAHKY FOPOACKOM KM3HU, BOCTIPUHUMAETCA 3CTETUYECKU
NPaBUAbHbBIM, COBEPLUEHHbIM, Kak Ntoboe NponsBeaeHne UCKYCCTBa.

CnepnyeT ckasaTb, 4to Kypocasa no 6onbwomy cyety He nykasut. Map-
rMHanbHas cybKynbTypa ANOHUM M OpraHM30BaHHbIE €10 «FHEe3[0Bble» MPO-
CTPaHCTBA Ha CaMOM Jiefie He NNLIEHbl NOPAAKA U 3CTETUKKU, B HUX BCe O0-
CTAaTOYHO JIOFMYHO OPraHM30BaHO, ObIT MUHMMU3MPOBAH. Mpu 3TOM AtOAM,
KOTOpbIe 34,Ch XMBYT, OCTAIOTCA COLMANN3MPOBAHHBIMU, MHOTUE U3 HUX XOAAT
Ha paboTy, y KOro-To fake ecTb MasieHbKUii BU3HEC No Npoaarke CaMoaenoK
WM Nepenpoaarke Koaseram no HecyacTblo NpeAMeTOB NepBoi HeobxoaMMo-
CTW. 3TO He KaMeHHbIA W He CaMaHHbI camocTpoli pases, KOTOPbIM HYXKHO
0b6WKMpHOe NPOCTPAHCTBO, @ KAPTOHHbIE KOPODOKM, ymelLatoLLmMecs Noa MocTa-
MU 1 Aaxe BYKBasIbHO Ha yauLAX, FAe HAaxXO4WUTCA YKPOMHbIN YronoK. 34ech
HET Xaoca U NPU3HAKOB MOMOWMKW. YAMBUTENbHO, HO I0AM MbITAOTCA YKPACUTD
cBOM yborve KuamiLa, B ropofKax U3 KapTOHHbIX KOPOBOK ABepHbIe NPOEeMbl
3aKpbITbl YACTEHBKMMM 3aHABECOYKAMM, HA CTEHbI HAHECEHbl AEKOPaTUBHbIE
y30pbl, T.€. 04U, OKA3aBLUMECA B TAXKENON XKU3HEHHOW CUTYaLLMK, CTapatoTcA
KaK-TO OpraHM30BaTb CBOW ObIT M 06YCTPOUTLCA BOMPEKU BCEMY.
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B eBponelickoi KNHemaTorpapumn ognH U3 3HakoBbIx Gunbmos — «Jlegm
B ¢pyproHe» (Hukonac XantHep, 2015), NocBALLEHHbI MYHOMK Apame OTaeNb-
HOTO Ye/I0BEKA U MHBA3MBHOMY OTHOCUTE/IbHO MOBWMILHOMY TUMY MapruHab-
HocTW. Jlean xuBeT dyproHe u nepemelLaetcA B HnarononyyHom parioHe
ropofa oT OAHOro AOMA K APYroMy, NOKa, HAKOHeL, He oceflaeT pAAoM C A0-
MOM MUcaTens, CTPaLaloLWero pasaBoeHnem AMYHOCTU. baaronpuctoiHoCcTb
6PUTAHCKOWM MEHTANbHOCTM NO3BONAET MaprMHaabHON Aame BbITb BNMCAHHOM
B MECTHbIW KY/NIbTYPHbIN NaHAWADT M ONUMOHANbHO U GYHKUMOHANbLHO, B 4acT-
HOCTW, OHa NOJ/Ib3YETCA KOMMYHMKALMAMM YAaCTHOTO AOMaA, K KOTOPOMY Mpu-
napKosana cBoi GyproH — MOET PYKU, XOOUT B TyasleT, U HUKTO HE MOXKET el
BO3pasuTb, 4O6PONOPAAOYHbIE FPpaXKAaHe He Tak BOCMUTAHbI, YTOObI NPOrHaTh
6eaHyt0 KeHWwMHyY. OHa, KCTaTh, ToXKe bblna YacTbio 3TOro 406ponopaLoUHO-
ro MMpa, HO B KaKOM-TO MOMEHT, Noc/ie Haesaa Ha MOTOLMK/NCTA, ee CO3Ha-
HWe CNOManocCb, U OHA NOPBaNa CBA3U C MMPOM — C OLHOM CTOPOHbI, YTOObI
CKPbITbCA OT HaKa3aHuA, c Apyro — Bbibpas 6€340MHYIO0 }KU3Hb Kak CaMOHa-
KasaHue. Ho 1 onaTb e, BCe 3TO BbIMAANUT C 3KPaHa OYeHb KpacuBo, Guabm
CHAT B NPUIYLWEHHON LBETOBOM raMme, TUMUYHOMN ANA aHITUINCKON 3CTETUKM,
a HapALbl Nean, He yTpPaTUBLUE apPUCTOKPATUUHOCTM, HAaNOMMHAIOT Aoporue
ofeAHNA B CTUNE rpaH:K. ONATb Ke MHBEePCUA CTUAA, UHBEPCUSA ICTETUUECKUX
NpeAnoYTEHNN. ..

B pOCCUIMCKOM KMHOKY/NBTYpE CaMbiM MOLLHbIM MO CUIE SMOLMOHANb-
HOro Bo3gencTeua b6bin u ocTaetca dunbm «Hebeca obeToBaHHbIE» dbAapa
PasaHoBa (1991). MecTo AeicTBUA — CBasika HEAANIEKO OT Kee3HOA0POKHO-
ro BOK3a/sia — O4YeHb TUMUYHO 4NN PEaNbHOro MapruHaAbHOrO NPOCTPaHCTBa
pOCCUICKOM fencTBUTENbHOCTU. «[loM» BoMKel B JaHHOM Caydae — OTCAy-
YKMBLUMIA CBOE BAroH, YTO TOXE A0CTAaTOYHO PeasuCTUYHO — B HEM PeasibHO
BbI)KMTb B CYPOBOM KAMMATe, M 3abpPOLUEHHbIE BArOHbl Ha 3aMacHbIX MyTAX
HepegKko CTaHOBATCA obuTanuwem 6e300MHbIX. [cuxonorMyeckas Apama
JMWHKX Ntogei, pa3BoOpPayYMBalOLLAACA Ha 3KpaHe, MPeLCTaBAeHHasA Korop-
TOW NyYLIMX COBETCKMX aKTEPOB, BE/IMKONENHAs OnepaTopcKan pabota — Bce
3TO ONATb e cnocobCTBYET 3CTETU3AUUM MAPTMHANBbHOCTA B 06bIAEHHOM CO-
3HaHMMW. BaxKHbIM MOMEHTOM ABAAETCA BPemMs Co34aHus duibma — anxue
AEeBAHOCTbIE, 3M0Xa pacnaga COBETCKOro obpasa Xu3HM U GOopMMPOBaHUA
HOBOM MAEHTUYHOCTM, KOr4a OYeHb MHOTME MOHeBONE OKasanucb «3a 6op-
TOM» WU NepeLliv Ha U3HAHOYHYIO CTOPOHY M3HU. C Tex Nop NoBenoch, 4To
pOCCUMICKME MaprMHaabl — 3TO He Te, KOTO Yropasau/io poaMUTLCA B HULLETE
W yHacnepoBath ee. M no cet feHb «6onee NonoBuHbI GOMKEN UMEIOT cpea-
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Hee obpa3oBaHWe, YeTBEPTb — CpefHee cneLunasbHOe U CpefHee TeXHUYe-
CKoe, T.e. 6ONbIUMHCTBO — AOCTAaTOMHO 06Pa30OBaHHbIE NtOAU, MHOTME UMEOT
XOpOoLUMe CMeuManbHOCTU Nocie OKOHYaHMA NPOGECCMOHANbHBIX YUMAMLLY
[11, c. 42]. (3aecb HafO OTMETUTb, YTO CNOBO «BOMMK» — Cyrybo COBETCKO-
poccuiickan abbpesBuaTtypa, o3HavaowWwaa Lo «bes onpeseneHHOro mecta
WUTENbCTBa», MOCKOJIbKY B COBETCKOE BPEMS C/OBO «He340MHbIN» NpOTUBO-
Peyunno CoLMaNNCTUYECKUM peanmnam.) ITo Te N0, KoTopble B 6ONbLUMHCTBE
CBOEM He CMPAaBUANCD C *KU3HEHHBIMWU TPYAHOCTAMM U NOLAN BHU3 NO COLM-
aNbHOM NECTHULE, MHOTAA [0BONbHO CO3HATE/IbHO U CTPEMUTENBHO.

Oco3HaHHOCTb Bbibopa 1 ocobas dpunocodus mapriuHanbHOCTM 6bina 6o-
Nee CTONeTUA Hasag reHnanbHo nogmedeHa fopbKMM U CKOHLLEHTPUMPOBaHa B
moHonore CatuHa: «Ye-no-sek! 310 — BenmkonenHo! 3710 3ByunT... ropao! Ye-
no-sek! Hazo yBaxkaTb YenoBeKka! He KaneTb... He YHUKATb €ro XKanocTbio...
yBaxKaTb Hago! [...] Korga a nay no ynuue, ntoam CMOTPAT Ha MEHS Kak Ha XKy-
NMKa... U CTOPOHATCSA, U OMNAAbIBAIOTCSA... U YACTO roBopAT MHe — “Mep3asel!
LapnataH! Pabotain!” Pabotath? Ans Yero? Ytobbl 6biTh ChiThIM? (XOXOUeET.)
Al Bcerga npesunpan Aoaen, KOTOpble CAULWKOM 3ab0TATCA O TOM, YTO6bI BbITb
CbITbIMU... [...] YenoBek — Bblwe cbiTocTM!» [46]. MOHONOIMM rOPLKOBCKOM MNbe-
Cbl 6blIM HEMHOTO NOAPEAAKTUPOBAHbI U COKPALLEHbI B €€ HOBOM KMHEMATO-
rpaduueckom npouteHun — dunbme «Ha aHe» (Bnaaumup Kortr, 2014) (Puc.
3), roe aencTene NepeHeceHo B HaLWKW AHM, @ MECTO AENCTBUA — U3 HOUNEKKU
Ha OKpanHax ropoga Ha ropoacKyto CBAsKY.

fopopcKan cBasika, KOHEYHO, OT/IMYAETCS OT MHBA3UBHOIO MaprMHaAbHO-
ro NPOCTPaHCTBA CBOE 060COBAEHHOCTbIO, U NPEACTaBNAAETCA HEKOMN «NalT-
Bepcuen» Tpywob tOra. 310 0cobbIM MUP CpalLeHUs KOPPYMNMPOBAHHOCTM
M MaprMHanbHOCTU, TAe NPOBOAATCA MHOFOYUCIEHHDBIE KYPHANUCTCKME pac-
CNefloBaHUA M CHUMAIOTCA AOKYMeHTasnbHble GUNbMbl, KaK OTeYeCcTBEHHbIE,
Tak U 3apybexHble, Hanpumep, dunbm BBC «[leBouKa, *MUBYLLAA HA CBaNKe»
(Something Better to Come, XaHHa lMonak, 2014) [47]. COpoKaMUHYTHbI f0-
KYMEHTaNbHbIN GUAbM ABUACA PEKMUCCEPCKOW 3CCEHLUMEN MHOTONETHErO Hap-
paTMBa — CbEMKM HA NOAMOCKOBHOM CBa/iKe BEIUCb YeTbipHaguaThb aeT (1) u
3aKOHYM/INCb KNACCUYECKMM A1 3anafHbIX PeasnTu-woy X3Nnu-3HA0M — C
NMOMOLLbIO CbEMOYHOM Fpynnbl MaBHOM reponHe dunbma aesouke HOne yaa-
NOCb PELIMTb KBAaPTUPHbIM BOMPOC M NEPECENUTLCA B YesI0BEYECKMNE YCNOBUA
BMECTE C MaTepbl U BO3/I0BNEHHBIM.
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Puc. 3. MoHonor CatuHa. Pycckuii Tpeitnep dunbma «Ha gHe» (pex. B. Kotr)?

YTo e KacaeTca cobCTBEHHO COBPEMEHHbIX HappPaTUBOB, TO B POCCUIA-
CKOM MeamasoHe OHM MOABMAUCL HE TaK AaBHO M A0BOJ/IbHO BbICTPO 06penu
60/bLWyt0 nonynapHocTb. B YouTube Takux KaHanos MHOro, Ho co6CTBEHHO
B [BYX MX HWX Tema 3asB/eHa B Ha3BaHMM — 310 «Jlioam y6(x)ntogm» [48]
(27 Tbic. noanucumkos) (Puc. 4) n «eHb 6omxka» [49] (42 TbiC. NOANUCYMKOB).
TyT y»Ke HEeT 0cobOro MecTa NCUXONOTMYECKON ApamMe, TaK KaK PacTAHYTOCTb BO
BPEMEHW, 310yNoTpebaeHne ANMHHBIMU NAaHaMK (AaXKe NPU HANUYUU MOH-
Ta)a M cKneek), 3noynotpebaeHve cTpUmamu B NpuHUMNE He cnocobeTeyeT
HanpAMKeHHbIM NepexnsaHmam n ¢punocodcTeoBaHMAM. MOKHO CKasaTb, UTO
B TAKMX KaHasax Ha MaTepuane MapruHaabHoOW CybKynbTypbl peanmsyeTcs cTa-
pas naes MNasonnHn o 6eckoHe4HOM GUNbME O KU3HW NHOAEN.

Ecau roBopuTb 0 MELMIMHOCTU, TO TaKMe MPOEKTbl UMEIOT CBOU oYep-
HWe KaHa/bl B COLCETAX, €C/IN O KOMMEPLMM — TO Y HUX NAATHbIE NOAMUCKM,
KOTOpble NpeanonaratoT PaHHMI 4OCTYN K HOBbIM CEPMAM, BOSMOXHOCTb No-
NY4UTb AOMNONHUTENbHYIO MHGOPMALMIO O repoAx POJIMKOB, eCcTb CBA3b C pe-
KNamopgatensamu.

OCHOBHOM CMbICNIOBOM MOCbIT HAPPATUBOB — 3TO HE TO/IbKO nepdop-
MaTUBHOCTb, MOAMAAbIBAHME, HO U aKTUBHOE y4acTMe, B TOM YuCie U Noa-
NMUCYNKOB KaHaNoB. B oTnume oT Tpyw,06 MHBa3MBHOE NPOCTPAHCTBO CPABHM-

3 McTouHuK wm3obpaxeHusa cm.: URL: https://www.youtube.com/watch?v=rnRR5JIP1rw&t=14s
(18.03.2021).
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TenbHo 6e3onacHo ana 3puTena atoro nepdopmaHca, NosTomy oH obpeTtaet
CBOMCTBA MHTEPAKTUBHOCTM, BbIXOA4A B MHOE MPOCTPAHCTBO C Pa3HbIMU Y-
HbIMU Lenamu. «ToT, KTO cTan HOMMKOM, TepAeT CTaTyC YesoBeKa MW NpPo-
CTO NepecTaeT CyLWecTBOBaTb: 06 HEFO MOMHO CMOTKHYTHCA U HE 3aMeTUTb,
MOYHO CTOATb M PAaCCMaTPUBATb €ro, NOKa3blBas NasibLeM, MOXHO NOLONTHU U
choTorpadmnpoBaThCA PAZOM C HUM, NOLOUTU U yAAPUTb, ecn y Teba naoxoe
HacTtpoeHue» [50, c. 98]. Mo cnefam cloXKeToB B MecTa 0Kanusaumm bomken
MOTYT NPUIATK (M NPUXOAAT) MONOAYMKM C BUTaMM Unm ceppobonbHble TeTyL-
KW C NUPOXKKaMMU.

Puc. 4. «basa». Radio Bashka. NltognY6ntoau. 3asTpak Ha Caske | Kons sepHynca | JeHb 6omxa*

OTnenbHas TeMa — KOMMEHTapuu Nog, PO/IMKamu, B KOTOPbIX 3puUTenu
AenAatca Ha ABa narepa. OfHW rOBOPAT, YTO, MO/, CamMW BUHOBATbI, Apyrne —
Hy AaBaiiTe UM nomoxkem. [leBywWwKu NUWYT Nt060BHbIE MMCbMA 0COBEHHO Ap-
KMM nepcoHaXkamM, HO Yepes napy Ce30HOB MepPCoHaXK nepectaeT bbiTb TaKNUM
e APKMM, TaK Kak Kamepa beccTpacTHO GUKCUPYET NPOrpeccupyroLwnii anko-
ro/IM3M C NOMNYTHOW Aerpagaumnen AMYHOCTY.

3TM KaHanbl KaK Henb3a ayywe GUKCUMPYOT B3aMMOCBA3b MapruHaib-
HOM NPOCTPAHCTBEHHOM CaMOOpraHM3aLmnm ¢ 0CO6EHHOCTAMM HALMOHANBHOTO
MeHTanuTeTa.

4 WcTouHnk wnsobpaxenna cm.. URL: https://www.youtube.com/watch?v=_W77nj0dA50
(15.03.2021).
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MHTepecHoe ABneHne poccuitckoro YouTube — Bnaeobnoru camux 6om-
*el. Hanbonee «packpyyeHHble» NEPCOHAXKM — 3TO MOCKOBCKMI BoMK HKeHs
AkyT [51] u Oner MoHron ([dpakoHopoaeHHbI) [52]. HeHa ARyT — «nepBo-
npoxoZey, (MM no KpaitHel mepe NepBbl U3 U3BECTHbIX) “MapruHanbHoro”
pycckonsbiuHoro YouTube. 3aBen KaHan BecHow 2015 roga, Ho ymep OT Bocna-
NeHUA Nerkux cnycta nonroaa, 29 oktabpsa. 3a 3T mecaubl MeHa AKYT BbII0XKUA
39 ponukos» [53]. bBonee yaaununsbiit Oner MoHron Ha CBOEM KaHasie XopoLlo
3apabatbiBaeT, cnetan oTL4OXHYTb B TannaHza, BCTaBuA 3y6bl, CcTan repoem He-
CKOJIbKMX TOK-LUOY.

Tpell 3a8BAEH KaK KOHTEHT MHOTUX PO/IMKOB (KaK X3LWTer), 3aMeLlaHHbIN
Ha dUN0COPCKMX paccykAeHMAX Bpoae BbllenpuseseHHoOro moHonora Catu-
Ha — OTpMLAaHWUA Baar MaTepuanbHOro M1pa pagu «csoboapl», cBoeobpasHan
CEMaHTMYECKan MHBEPCUA M3BECTHOrO BbICKa3blBaHUA Mpuropua CKoBopoabl
«Mwup N0BUA MEHSA, HO He NoMany...

Ecnun oTOMTU OT NO3MLMKM UIPOBOTO KUHO, TO CTAHOBUTCA O4YEBUAHO, YTO
B COBpPEMEHHOM Poccumn «M3HaHKa ropoga» — 370 B HO/bWMHCTBE Cyvaes
pe3ynbTaT NocnegHux CTaagni ankoronnsama ee obutaTtenen, Yto obycnaenu-
BaeT BM3yasIbHble U Ka4eCTBEHHbIE XapPaKTEPUCTUKU TEX MUKPONAHAWADTOB,
rae oHu obutaloT. HeymepeHHoe notpebneHne anKorons cYMTaeTcs Haumo-
Ha/IbHOW YepTOM PYCCKOro Hapoaa, HO 0COBEHHO APKO MPOABAAETCA UMEHHO
B MapruHanbHoOW CybKynbType, NpeacTaBUTENM KOTOPOM NIMLIAKOTCA CEMbM,
Xunbs, paboTbl UMEHHO Mo 3Tol NpuunHe. COOTBETCTBEHHO, MeCTa 0buUTaHuMA
POCCUMICKUX BOMIKEW, JaXKe eCnn 3TO He CBasIKa, a TEM/oTpacChl, BOK3abl,
rapawu, 1econosiocbl, BCe paBHO NPEeBPaLLAOTCA B MOMOWMKY — /04N HUKAK
He OPraHM3yloT U He 0BN1aropakMBatoT CBOM «MATAYOK» 3eM/In, 34ecb Bceraa
NPUCYTCTBYIOT MyCOp, NycTble BYTbIKM U3-N0OA, aIKOTONbHbIX HAMUTKOB, rPA3b.

Buayanusauma «rHe3goBoi MapruHasbHOCTUY BMecTo BpeHaa u nep-
dopmaHca MOXKeT CTaTb CPeACcTBOM 60pbbbl C BTOPXKEHUEM MapPrUHaIbHOIO
NPOCTPaHCTBA B peryaapHoe MpocTpaHCTBO ropoga. Mpasaa, Takue cnydau
eMHWYHbI B TOPOACKOM NpakTuKe. B yactHocTu, netom 2015 roga B pasrap
BCM/iecka obuiecTBeHHoro 6ecnokoicTea No NoBoay 3acuibA H6e300MHbIX B
Hbto-Mopke 6bina opraHM3oBaHa KaMnaHMA, NOArOTOBAEHHAA MOANLEACKUM
cotozom, — «Ky-Ky, mbl Tebs Buanm». lobponopagoyrble xutenm dotorpa-
dupoBanu 6e340MHbIX Ha yauLE, MOMEYAn UX MECTOMONONKEHUE U 3arpyKas
doTorpadum Ha cneumanbHbIn Beb-calT [26].

CooTBeTcTBeHHO, B CLUA mapruHanbHas cybKynbTypa BbiHYKAeHa bbiTb
MobunbHON. Yenosek nepemeLlaeTca BMecTe CO CBOMMM BELLAMMW, CO CBOEM
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TE/IeKKOW, N03aMMCTBOBAHHOM B CynepmMapKeTe, Kak TONbKO OH ocefaeT Ha
OHOM MEeCTe, Y Hero BO3HMKatoT Npobnemsl. M noatomy anusoanyeckue npo-
rpammbl nomoLuy 6e3gomHbim B LLiTaTax BKAOYatoT B ceba pasgady ogHOMeCT-
HbIX NepeaBUMKHbIX KABUHOK, B KOTOPbIX MOXHO HOYEBATb U XPaHUTb BELLU.

Tema NPOCTPAHCTBEHHON NIOKANIM30BAaHHOCTU Mapr1HaNbHON CyBOKybTY-
pbl cBA3aHa ¢ Npo6naemoit rpaHuy,. C 04HOW CTOPOHBI, 3TO rPaHULLbI Mexay bna-
romnosly4HbIMKU U HebNaronoNy4HbIMK paoHamu. C Apyroi CTOPOHBbI, eC/IN peyb
naet 06 MHBA3MBHOM MaprMHaNbHOCTH, BCA CPEAA FOPOAA MOXKET NpeBpaLLaThca
B NOrPaHNYHOE, IMMUHAIBHOE MPOCTPAHCTBO C COOTBETCTBYIOLLMMM 3aKOHAMM.
3T0T peHOMEH B 4eM-TO cxofeH ¢ beHoMeHOM GpPOHTHPa Ha amepUKaHCKOM [un-
KoM 3anage, rae rpaHuLa Mexay OCBOEHHbIM U HEOCBOEHHbIM NPOCTPAHCTBOM
CTaHOBM/IACb MECTOM OCEA/I0M XM3HU U NopoxKaana ocobyto cybkynsTypy, rae
CYATANOCb HOPMA/IbHBIM, YTO KaKAbl MOXKET BbIXBaTUTb MUCTONET U HaYaTb
cTpenaTtb. ToTaslbHOe BCEMPOHUKHOBEHWE MAPrUHANbHOCTU B MHCTUTYLMOHA-
NU3UPOBaAHHOE KTENO» FOPOAA MOXKHO HabntoaaTh, Hanpumep, B Jlume, ctonunue
Mepy, roe Bce 6aarononyyHble U «CpegHEHbKME» AOMa, T.€. MPAKTUYECKU BCE
ZloMa B ropoge, 3aTAHyTbl N0 NepuMeTpy Kontouell NPoBOIOKON UM NPOBOAO-
KOI Mog, TOKOM, NOTOMY YTO MPOCTPAHCTBO YAWL, — 3TO OMACHOCTb. Takum 06-
pa3om BeCb ropoA, NPeBPaLLAETCA B MOrPaHUYHOE NPOCTPAHCTBO.

Korga ropog cam no cebe npeactasafeT NoaymapruHabHyto cpeay, To
B HEM, KaK B IMKOM Niecy, MOABAAIOTCA HAXOXKeHHble Tponbl. YyTb copewb ¢
TPOMNbI, CPa3y e nonajaeLlb B HEOCBOEHHOE BpaXKAebHOe NpoCcTPaHCTBO, KO-
TOPbIM MOXKET BbITb HE TONIbKO OKPaUHbI, HO U UCTOPUYECKME LLEHTPbI FOPOAOB.
Ecnu B BapcenoHe cOMTU € HaXOXeHHOM Pambibl M NOMTU HANPAMKU B CTOPOHY
Mysess Mupo (Mol InYHbIN ONbIT), TO Cpasy e B Nape ABOPOB OT Pambbl
yKe CTaNKMBaeLbCA C COBEPLIEHHO UHOW Cpesoin, rae He MecTo TypucTam U
npeacTaBuTeNnam neranbHoro mupa. Ho ata cpefa — cBoeobpasHasa U3HaHKa
UMeHHO Pambnbl, ee MHOFONIOAbA M MHOTOAEHEXbA. YyTb Aanblue HauMHaeT-
CA y}Ke NpaKTU4Yeckn 6e3ntofHbIi BbIMOPOUHbBIN FOPOACKON MNeii3a, rae Het
HW TOTO, HU Apyroro.

BcenpoHWKHOBEHWE MaprMHaNbHOCTU MOXET BbITb He TOTa/IbHbIM, @ TO-
YEeUYHbIM — MOXHO FOBOPUTL 06 MX PACCEAHHOCTU UM PAacTBOPEHHOCTU. Pac-
CeAHHOCTb — KOFAa /IOKYCbl MAaprMHaNbHOCTU NPeACTaB/eHbl B MPOCTPAHCTBE
ropoga He rpynnamu, a oTAe/bHbIMU KONOPUTHLIMU (MM HEe OYEeHb) NepPCcoHa-
Xamu.

PaccesHHOCTb Hanbonee sApKo NpeacTaBneHa Ha yauuax byaHoc-Alipeca,
rae NoAM XKUBYT HA yanLaX B abCoNOTHO 6aaronony4yHom palioHe ucTopuye-
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CKOro LEeHTpa. ITO v /IloAn U3 IyOBUHKM, U SMUTPAHTbI, KOTOpPble NpuesKatoT
CEMbAMM, POXKAIOT 34eCb AETel, HOUYIOT Ha MaTpacax, KOTopble CTaHOBATCA
CTaLMOHAPHbIMM NYHKTaMM, BOIOHTEPbI KA bl BEYEp NPUHOCAT UM ropsaume
YWHbI. ITOT NOPALOK NOAPOB6HO ONUCLIBAETCA B MANOCTPUPOBAHHbBIX B10rax
06 ApreHTuHe [54].

PacTBOpeHHOCTb — Korga btoprepckas M mMapruHanbHas cybKynbTypbl
nepemewanbl B «KaMeHHbIX OMKYHIIAX», U TYyT HET 0COObIX «HaXOMEHHbIX
Tpon» Ana obbiBaTeNs M TypucTa. ITO 0COBEHHOCTb, HaNpPUMeEp, KYAbTYpHO-
ro naHawadTa meranonncos NHAUW, rae B MPECTUMKHBIX U HEMPECTUNKHbIX
paiioHax ecTb NtoaM, KOTopble CRAT Ha LIMHOBKAX Ha yauLe U npobasaatoTcs
nonpoLlaiHuyectsom. B MHAMM MapruHanbHOCTb NPOHU3bIBAET rOPOACKOe
NPOCTPAHCTBO, MPUCYTCTBYET NPAKTUYECKM Be3ae, Kak Bo3ayx. [pu aTom HeT
OLLYLLEHMA TPAHWML, U TOPOZA He NpeBpaLLeH B KpenocTb. HauuoHanbHoli yep-
TOW ABNAeTCs GUA0COPCKOE OTHOLIEHUE K KMU3HM, 0OYC/I0BIEHHOE NOHATUEM
penHKapHauum — He 06s3aTe/IbHO CTapaTbCA AOCTUYb MaTepuanbHoro 6aaro-
COCTOAHWA B 3TOW YKM3HW, €C/IM OHO U TaK ByAeT AaHO B CNeayloWwel XKU3HM.
Noan, KusyLMe Ha yAnLLe, HYacTo NPUEXaBLUME B TOPOL U3 AEPEBHM, FAe Y HUX
6blN1 CBOM KaKOM-HMKAKOM AOM, HE CYMTAIOT, YTO OHM OMYCTUAIUCL HA HU3KUE
CTYNEHU coumanbHOW necTHUUbl. OHU He 06ycTpamBatoT CBOM ObIT, HO U He
YCTPanBatloT NOMOMKY M3 MecTa CBOEro NpoXKuBaHUA. M 3To Toxe nopoxapaeT
CBOIO BM3yanu3aLMio, Hanpumep, BoleAlee B TON NPU3EPOB KOHKYPCa KO-
nornyeckon dotorpadum u cTasluee BUPYCHbIM GOTO, Ha KOTOPOM MaTb cObu-
paeT AeBOYKY B WKONY B 6eTOHHOM Tpybe, cTaBwein nm gomom (Gautam Basu)
[55] (Puc. 5).

Ewe oanH BapMaHT MHBA3WBHOM MaprMHaibHOCTY — NoA3eMeNiba — CO-
KpbITWE CTUTM ropoAa OT NOCTOPOHHMUX Na3. Ecin 06paTUTbCA K pyCcCKoA3bIY-
HOI KNacCuKe, TO 34eCb OPUEHTUPOM OcTaeTcs nosecTb B. KoponeHko «etu
noasemenba» («B aypHom obuiectse») (1881-1884), pomaHTMUYeCKasa NCUXO-
Nornyeckas Apama o cembe 6e34,0MHbIX, XKUBYLLMX B Nognose 3abpoLueHHoM
YacoBHM Ha Knagbwuuie. B coBpemeHHOM pOCCUMIACKOM BapuaHTe 3TO Noaga-
Nbl M NOA3EMHbIE TEMIOLEHTPANM, BO MHOMMX ropogax rmobanbHoro KOra aTo
Knaabuwa — Tam, rae cTapble 3aXOPOHEHUA NPOM3BOAMANCL B CKAEMax, Ko-
TOpble Cernyvac akTUBHO WUCMOMb3YHTCA ANA KU3HWU. Camblii MaclITabHbIN noa-
3eMHbIV TOpos, — NMBHEBAA KaHanusauma Jloc-AHxeneca, — MeCTo, rae He
NobAT 6bIBaTb NOAULENCKME, NO3TOMY OHO CTabu/bHO, B OTIMYME OT Nana-
TOYHbIX TOPOAKOB. YacTb KUTeNel Nog3emMHOro ropoga obycTpamsatoT csoe
YKM3HEHHOEe NPOCTPAHCTBO OCHOBATENbHO U ¢ KOMbOPTOM, BosbLLAsA XKe YacTb
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Puc. 5. Matb cobupaet 404Ky B WwKony. Gautam Basu®

— 3TO NPUIOT HAPKOMAHOB U1 KPUMUHaA/bHbIX IMYHOCTEN. 34eCb eCTb CBOS CBO-
eobpasHas 3CcTeTMKa — CTEHbl IMBHEBKM MOKPbITbI rpadduTH, MHOraa AoCTa-
TOYHO NpodeccnoHaNbHbIMUK. ITOT NOA3EMHbIV FOPO/, MOAYUYNA CBOIO BU3Ya/lb-
HYIO M TEKCTOBYIO penpe3eHTaumio B MLEe XKypHanucta Matrbto O’BpaiiHa, ero
calT [56] copepKuT B cebe CCbIIKM Ha ero PeNopPTaXKK U KHUMM «og HEOHOM»
[16], «TemHble gHK, aApKue Houm» [17], «Mos Heaens B fonybom AHrene» [57].
MocnepHssa KHUra bbina caenaHa B nape ¢ n3BecTHbiM ¢oTorpadom Emniom
Xbto3om. MogzemHble ropoga noayvyuan OCBELLEHME U B POCCUMACKMX Bnorax
[Hanp., 58].

5. 3AK/THOYEHUE

0606L1an, MOXKHO CKa3aTb, YTO MapPrMHaNbHOCTb BCETAA BCTPOEHA B MO-
POACKOM Ky/NbTYpPHbIN NaHgwadT. B 3aBUCMMOCTU OT 0COBEHHOCTN MEHTasb-
HOCTW Ky/NbTypbl M OT 0COBEHHOCTEN HaLMOHANbHOTO KYALTYPHOTO NaHawadTa
OHa MMEET PasHYyH NPOCTPAHCTBEHHYIO CTPYKTYPY. C Heli CBA3aH Le/blii CnekTp
coumanbHbIX NPobaem, KOTOPbIE, OMATb e, MPOBOLMPYIOT 1 GOPMMPYIOT NPO-

5 UcTouHmK nsobpaskenunsa cm.: URL: https://hatefsvoice.files.wordpress.com/2011/10/indial2.jpg
(18.03.2021).
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CTPAHCTBEHHbIE CTPYKTYPbI, MX BU3ya/ibHble KauecTBa U MyTU UX penpeseHTa-
UMM B TEKCTAX, KUHO M meama. C 0gHOM CTOPOHBI, Npobiema MapruHaibHOCTH
CYLLECTBYET KaK PeasibHOCTb B reOKy/IbTYPHOM NPOCTPAHCTBE, a C APpyron —
Kak 06pa3bl, 3aneyaT/ieHHble B JOKYMEHTA/JIUCTUKE U UTPOBOM KMHO. Bugeo-
06pasbl, HaKoMN/IeHHbIe Ye/I0BEYECTBOM 3a NocaegHune MOACTONETUSA, ceilyac
HaMONHAOT NPOCTPAHCTBO MHTEPHETA, CO34a0T MHGOPMALMOHHYIO cpeay Ha
Noboii BKYC M 3aNpoc — OT POMaHTMKKM Ao Tpewa. OcBOeHWe CTUrM ropoga
MCKYCCTBOM BEAET K MHBEPCUM ICTETUKM U ITUKU. KMHO M LOKYMeHTaNbHble
BWAEO-HapPaTMBbl CTAHOBUTCA NpPeLefeHTHbIM TEKCTOM B KOHTEKCTE KyNbTy-
pbl. B3rnag yepes KMHOKaMepy Ha MapruHasbHYlO cpeay BO3BOAMUT ee B paHr
HOPMaNbHOCTH, BbI3bIBAET MIOOOMNBITCTBO U AaKe YA0BONLCTBUE, MPOBOLMPY-
€T JKeNnaHune NoceTUTb «HATYpy» — B KauyecTBe «INa3eroLero» Typucta uam B
KayecTBe aKTMBHOrO AesaTens. Ha ocHoBe npeueAeHTHbIX TEKCTOB KMHO(Ub-
MOB HauMHAET YMTaTbCA TEKCT PeanbHOro KyabTypHoro naHawadra. Mapru-
HaNbHOCTb BCE Yalle BOCMPUHMMAETCA He Kak npobaema, a Kak 3pesuiue u
WMHTEPAKTUBHbIA NepdopmaHc. MHTEPAKTUBHOCTb MOXKET ObiTb pPasHOM — oOT
peanusauumn CBOeM arpeccum 3a CYeT COUMaNbHO HEe3aLWMLEHHbIX Noael A0
UCMbITaHMA Cyabbbl B MOTEHLMANbHO OMAcHOM cpege, OT NaHMbpaTcTBa A0
6.1aroTBOPUTENLHOCTU.

MHdopmauma, nepesasaemas uyepes BU3yasbHble 06pasbl, NOMUMO
npobnembl 6e340MHOCTM M nceBaoypbaHu3aumm, KOTOpble 3aHMMaloT, Ka-
3an0cb 6bl, LEHTPa/NbHOE MECTO, OTPaXKaeT OCOBEHHOCTM CEMaHTMYECKOM
CTPYKTYpPbl KYAbTYpHbIX naHAawadToB. Popmupyerca BMU3yanbHaa 3MMUCTEMO-
norvsa Hebe3onacHoro, CTPaHHOro, «MHOro» ropoACcKoOro NPOCTpaHcTBa. IToT
«3MUCTEMOIOTMYECKMI HOH» CTAHOBUTCA HEOHXOAMMOMN OCHOBOM, C MOMOLLLbHO
KOTOPOW BO3MOKHO TPAKTOBaTb MaprMHaibHOCTb M KaK rMnepsmsyanbHOCTb 1
KaK COLManbHY0 HEBUAMMOCTb — coLManbHble Npobiembl, N0 CyTU, YaCTUYHO
nepemeLLaloTcs U3 chepbl 06CyKAEHNUA UX NPUYMH U NYTEN UX PeLleHns B NIo-
CKOCTb HabntoaeHus n ¢oTo- 1 BuaeodUKcaLmm.
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