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Abstract: The article presents the results of a historical and architectural 

research, which aimed to reveal the main features of the architecture of Spanish 
monasteries in the sixteenth century, in particular to highlight elements of the 
ideology of the Spanish crown and the Catholic Church, promoted through 
architectural structures. The authors established the components of the architectural 
program and styles of the New Spanish monasteries of the 16th century, highlighted 
how the process of creative thinking of the future building and its construction took 
place, what materials were used.  
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3UREOHP�V  IRUPXODWLRQ  &RUWpV  DVNHG  0RFWH]XPD   LI  KH  JROG  KDV   DQG  KH 
DQVZHUHG  ³, GR´   ³6HQG  LW  WR PH´  +H VD\V  ³6RPH RI  LW  EHFDXVH P\ SHRSOH Dnd I 
KDYH  KHDUWDFKH   DQG  GLVHDVH  WKDW  FDQ  EH  KHDOHG  ZLWK  LW´  > @. This was the main 
movement for the conquest of Mexico. However, the fundamental reasons that was 
DUJXHG E\ WKH 3RSH  WKH .LQJ DQG DOO KLV VXEMHFWV  ZDV WR IXOILOO ZLWK WKH &KULVW�V WDVN  
whiFK ZDV JLYHQ WR KLV ³WZHOYH´ DW WKH EHJLQQLQJ RI WKH &KULVWLDQ HUD  ³*R \H LQWR DOO 
WKH ZRUOG  DQG SUHDFK WKH JRVSHO WR HYHU\ FUHDWXUH´ > @  

The Franciscan friars, who observed the Spanish Renaissance Period, were 
believers of that too, they were eager to practice the same as in Spain, with such a 
mosaic of cultures, and points of view it was practically impossible to perform. 

Notwithstanding, the methods of good intentions, sanity and a proper treatment 
to indigenous people in the working environment and labor, not always were not 
consistent with the tenets of their religion. We know that up to 1550 there was forced 
labor that would be paid until the last quarter century. In this moment, by almost 
H[SOLFLW LQWHUYHQWLRQ RI )UD\ %DUWRORPp GH ODV &DVDV LQ KLV terrible discussions against 
)UD\  *LQpV  GH  6HS~OYHGD   DQ  DWWHPSW  WR  FUHDWH  D  SDLG  YROXQWHHU  ZRUN  UHVHUYDWLRQ 
appears [8]. 
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Because the transfer of materials was so expensive, there was determinations 
that did not affect the indigenous people at that time, much less to the friar desirous 
of disappearing all vestiges of idolatry and false religion. Then, they resorted to 
reusing the material that had already been used in works from the Prehispanic times. 
That was the case of the construction of the Franciscan church of Tlaxcala, in which 
WKH VWRQHV RI WKH IDoDGH KDG EHHQ SDUW RI D 3UHKLVSDQLF WHPSOH   

The friars chose places according to different natural characteristics in order to 
reduce the labor force; therefore, they settled in areas of high concentration of 
indigenous people and abundant appropriate materials for building. That was the 
³0H[WLWOiQ´ ]RQH FDVH ZKHUH *HRUJH .XEOHU VD\V WKDW WKHUH ZH FDQ ILQG WKH EHVW VWRQH 
for construction from all over Mexico. Ixmiquilpan, Tula and Actopan were due to 
the enormous abundance of stone. Within the characteristics of these building 
materials we must point out that there was two types of stones that in the 16th century 
were the most used: tezontle (a porous, highly oxidized, volcanic rock) and the tecali 
(onyx), and in Tecamachalco, the black tezontle. 

The mexican tecali-onyx was plenty in the Prehispanic Mexico. It was a thin 
stone and it would become in a sumptuous substitute for window glass. Regarding to 
gluing materials, the limestone mortar was very expensive, DQG WKDW�V ZK\ VRPHWLPHV 
they used a substitute. George Kubler (1986) says that as passive resistance the 
indigenous people began to use ash, causing the collapse of the vaults or the walls 
and they had to rebuilt them [3; 4]. Although to replace the lime, most of the time 
rammed earth and adobe coated with stone slab were used together with adobe and 
fodder (or straw) as an additive. Finally, the materials resources were simply 
circumstantial regarding the entire ideological foundation that the Spanish crown 
promoted through its mendicant orders. 

The purpose of this work is identify, how happened the process of creation, 
production and worship of the novohispanic convent architecture in the 16th century, 
highlighting the components of the architectural program and styles, as well as the 
elements RI WKH 6SDQLVK FURZQ�V DQG &DWKROLF &KXUFK�V  LGHRORJ\ SURPRWHG WKURXJK 
architectural works. 

The main material. 
The philosophical-theological foundations of colonial art. The philosophical 

climate that prevailed at this period was the product of scholastic thinking that 
preached the utilitarian value of the piece of art, rather than artistic. This was pointed 
out by Saint Thomas in his writings. The works only served as transmitting objects 
for the moralizing messages of the church. 

Another cause that shaped New Spanish art was the fees emitted by the Council 
of Trent in its 25th session from 1563 regarding the production and worship of sacred 
images and summarized in four essential points applied to the sculpture and painting: 
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honesty in the representation of the images; absolute censorship for the unusual 
images and the superstitious implications; emphasis in the didactic function and 
symbolic value of the images. 

The most used books of the Bible for the realization of convent program were 
the ones where the paradise was discussed (Genesis); the revealed construction plans 
for the tabernacle and Solomon temple (Exodus); and the division of Israel tribes into 
IRXU VTXDUHV DURXQG WKH 7DEHUQDFOH  1XPEHUV   ,W�V SRVVLEOH What other sources were 
used too, like the Antiques of Flavio Josef (that includes a diligent description of 
Jerusalem Herodias Temple, where Jesus and his disciples used to gather); 
&RQVWDQWLQH�V  /LIH  DQG  7KH  (FFOHVLDVWLFDO  +LVWRU\  RI  (XVHELXV  3DPSKLOXV   Zith 
descriptions of the Holy Land churches. 

&RQVLGHUDWLRQ  IRU  WKH  UHYHDOHG  SODQ  IRU  6RORPRQ�V  7HPSOH  DQG  UHSUHVHQWDWLYH 
images from the militant church coherently intervened in the program of the convent 
as a building and also as part of the orientation that evangelization took. Frequently 
the construction friars were compared with Moses and Solomon or with the biblical 
artifices that put in motion the revealed plans, like Bezalel, Hiram and Zerubbabel. In 
second term, the presence of platforms protected by walls, battlements, buttresses 
crowned with modillions, of paths of round and of friezes full of shields, either low or 
with Christian emblems, Marians or the orders that finish off the walls of the 
churches, chapels inns and doorways of many convents or that are part of the 
compositions based on grotesques, respond to the defensive images of the militant 
church and drop repeated biblical antecedents. 

The indigenous people not always understood this profound reasons to build in 
this or that way, but they always followed the patterns of the Spanish alarifes and -
once in a while- WKH\  GLGQ�W  IRUJRW  WR  FRQVLGHUDWH  RQ  WKRVH ZHOO-kept iconographic 
programs the appearance of one of their idols, of some of their symbols or one of 
their many cosmovisions that, curiously and inexplicably, matched withe the 
European proposals, but they had nothing to do with them and for that reason were 
accepted, before the innocent gaze of the friaries heroes. 

Traders and masters of works in the 16th century convent architecture. Viceroy 
Antonio de Mendoza kept among his belongings architecture books, which he always 
kept his notes. Perhaps in his eagerness to make New Spain a center of diffusion and 
reception of the art of that time, he always said that in all the territory there was no 
man capable of carrying out the great undertaking of building for prosperity. 

Truth is that since very early in New Spain circulated the great works of the 
European traders that had spread throughout the medieval and renaissance period. 
The earliest known news about sending architectural treaties dates from 1584, when 
the bookseller of Medina de Campo, Benito Boyer, send Diego Navarro Maldonado 
to Mexico, forty boxes of books that included two copies of Serlio among them. Two 
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copies of the Castilian translation of Leon de Bautista Alberti works were sent in 
1586. Three years later was sent to the Peru a special and spectacular consignment for 
its time, no less than three hundred copies with ten stamps each on about the designs 
and traces of the Royal Monastery el Escorial, for Juan de Herrera had requested 
SHUPLVVLRQ  WR  VHOO  KLV  ZRUN  LQ  WKH  ,QGLHV   $OVR  FLUFXODWHG   ³2Q  $UFKLWHFWXUH  E\ 
9LWURYLXV   6HUOLR�V  5HJROH  *HQHUDOL  GL  $UFKLWHWWXUD   $OEHUWL�V  'H  UH  DHGLILFDWRULD  
'LHJR 6DJUHGR�V 0HGLGDV GHO 5RPDQR  WKDW LV  9LWURYLXV ´  

7KHVH  VRXUFHV  SOXV  RWKHU  YHUQDFXODU  PDQXIDFWXUHV   &ODXGLR  GH  $UFLQLHJD�V 
Imperial tumulus; architectural parties and diverse plans imported from all over 
Europe, were the works that fueled the learning and mastery of architects such as Don 
Toribio de Alcaraz, work supervisor during the Mendoza period; Diego Dias de 
Lisboa that arrived to New Spain in 1526, masonry teacher and master builder in the 
viceroyalty capital of 1531-1535; Rodrigo Pontesillas, artisan in the building of 
Mexico city (1527); Martin Sepulveda, master builder named by Cortes (cathedral 
and royal houses) of supplying the city [7]. 

To these illustrious men, we must add the members of the orders that were at the 
same time evangelizing friars, conciliators between ethnic groups, defenders of 
indigenous people against the Spanish and builders of true architectural wonders. 
6XFK DUH )UD\ -XDQ GH 6DQ 0LJXHO  D )UDQFLVFDQ  ZKR ZRUNHG DURXQG WKH 0LFKRDFiQ 
zone; Fray Martin de Valencia, also a Franciscan, who worked in Oaxaca and 
Tlaxcala; Fray Juan de Alameda (OFM), who evangelized and erected temples 
around Huejotzingo, Tula and Huaquechula; Fray Francisco de Tembleque (OFM), 
who participated in the aqueduct of Zempoala to Otumba; Fray Diego de Martin de la 
&RUXxD   LQ  7]LQW]WXntzan; Fray Juan de San Miguel in Uruapan and Fray Juan de 
Sevilla, Fray Antonio de Roa in Meztitlan high mountain range; as well as Fray Pedro 
de Gante, who developed in the Mexico Valley. 

George Kubler [4] also considers what he calls entrepreneurs and that we 
consider as drivers of constructions among whom are: Pedro de Gante, Fray Juan de 
Alameda, Fray Jeronimo de Mendieta, Fray Alonso de la Veracruz, Fray Andres de 
Mata (he participated in the constructions of Actopan and Ixmiquilpan), Fray Vicente 
de Santa Maria, Fray Melchor de los Reyes among others. All of them collaborated in 
the magnanimous task of leaving for posterity the architectural wonders that we know 
WRGD\  /HW�V VHH ZKDW  WKH RULJLQDO SODQ RI WKH DUFKLWHFWXUDO SDUW\ ZDV DQG ZKDW HDFK 
thing worked for. 

Components of the architectural program. Firstly, it is common for the building 
as a citadel that stands on a natural or artificial mound (on occasions of prehispanic 
origin) with the ground leveled in one or more planes, ensuring a flat and rectangular 
surface clearly protected by thick walls, most of which are crenellations, that 
surround it. Access to the atrium, called in some documents as processional courtyard 
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or compass, can be triple, the main one being located to the west, in axis with the 
church main gate, and the other two, also in axis-oriented to the north and south, 
respectively. In general, the intersection of the axes was reserved for the atrial cross 
and each corner of the processional courtyard for a chapel inn, communicated 
through platforms delimited by trees or low walls. 

The eastern section of the great enclosure was dedicated to the church, the open 
chapel, which nave is the atrium itself, the baptistery, attached either to the church or 
to the convent doorway, the school for indigenous kids (sons of chieftains and 
principals) and the convent, where all the dependencies are developed around the 
cloister. The latter is accessed through a portico, more or less elaborated; which 
sometimes extends to into another portico area located at a right angle, commonly 
FDOOHG  WKH SLOJULP�V SRUWLFR  7KH  ODQG  ORFDWHG  LQ  WKH  UHDU SDUW RI  WKH FKXUFK DQG  WKH 
convent was dedicated to the stable, the orchard and the cisterns. 

The church, generally a single nave without a transept, expresses through its 
volumetric solution a massive, grandiose and robust character. The walls are only 
broken with the reinforcing walls that in many Franciscan convents adds twelve; the 
parapet walk, as in the convents of Cuauhtinchan and Tepeaca; the upper friezes 
decorated with shields, clypeus or crosses, of which those of Cholula or Atlixco are 
an example; the modillions and the battlements exemplified in Actopan, Cholula, 
Tepeaca or Tula [10]. 

 In the convent architecture of the 16th century the question of the traditional 
liturgical orientation (east-west) played an important role, with the main doorway of 
the church to the east, and in accordance with the provisions in force since the 
Constantine era of the 4th century. However, the west doorway was not the only 
access to the interior of the church, since in most cases exists another one that opens 
to the north part of the atrium and one in the south that communicates with the 
cloister. 

The one nave church was characteristic of the evangelization; the main chapel 
and the presbytery, in the front of the church, were generally as wide as the nave -
according by the laws- but they were separated from it by a large main arch, called 
triumphal and at a higher level, by access stands. The lighting system was carried out 
by means of few and very high windows. Most of the early ceilings were made of 
wood -saddlebags or coffered ceilings, but given the flammability and susceptibility 
to deterioration, the vaulting, both barrel as ribbed, was adopted, always marking 
through design variants, the tripartite character of the church. 

The sacristy was placed in the presbytery, occasionally the baptistery was 
incorporated into it, and in some cases it functions as chapter house. The open chapel 
along with the poses points towards the solution of the needs of the cult on the 
outdoors in the occasions when the quota of the church was insufficient. 
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Lastly, if the convent has two floors, the ground floor was made of portico, 
lobby (which on occasions could have served as a chapter house), cloister, deep 
room, a refectory, kitchen, a pantry and other rooms; while the upper floor, strictly 
reserved to the friars, corresponds to cells, bookstore, direct access to the church 
choir, etc. Nevertheless, within these principles, the architectural patterns did not 
strictly adhere to a model, and the same happened with the styles so varied in this 
small span of architecture life in Mexico. 

Architectural styles. In Latin America, Renaissance art was manifested late, 
although with prominent Hispanic characters. Traditionally, this phase of architecture 
in the Hispanic world has been classified as plateresque   EXW  6DQWLDJR  6HEDVWLiQ 
(1985) says, such a designation is inaccurate and implies a certain pejorative sense 
[9]. The Protorenaissance was a common phenomenon in much of Europe because 
the general sources were Rome and Lombardy. The architects and decorators from 
the lake region spread not only in Italy but also in Spain, Germany and France, 
Russia, Poland, Austria, Bohemia and Hungary the decorative repertoire of the 
Quattrocento. This style would have a great diffusion in America. 

The Protorenaissance was inspired for the decorative repertoire in the 
anticlassical ornamental trend already existing in the Ancient times. Vitruvius stated it 
as follows   ³)RU  LQVWDQFH   UHHGV DUH SXW  LQ  WKH SODFH RI  FROXPQV   IOXWHG DSSHQGDJHV 
with curly leaves and volutes, instead of pediments, candelabra supporting 
representations of shrines, and on top of their pediments numerous tender stalks and 
volutes growing up from the roots and having human figures senselessly seated upon 
them; sometimes stalks having only half-length figures, some with human heads, 
others with the heads of animals. Such things do not exist and cannot exist and never 
KDYH H[LVWHG´ > @  

This heterodox ornamentation became fashionable in the fifteenth and sixteenth 
centuries, receiving the name of grotesque. Grotesque, in the hands of the Spanish, 
served to cover column shafts, pilasters, archivolts, friezes, panels, etc., generally 
presenting a composition a candelieri, in other words, starting from an axis or 
candlestick decorated with a series of vegetable elements, bugs or monstrous beings, 
already painted or in low reliefs. 

That return to the Ancient times that involved the Renaissance appears in the 
Ordinances of gilders and painters approved by the viceroy Luis de Velasco in 1577. 
In this document is established that the painters would be examined for their 
knowledge of the Roman, that is to say, about the Renaissance Art, which was a 
Rome ancient vocation [2]. 

The columns in a balustrade form appear not only in the 16th century, but 
WKURXJKRXW  WKH  HQWLUH  YLFHUHJDO  SHULRG   ³:H  VK\  DZD\  IURP  GHVLJQDWLRQ´   VD\V 
6HEDVWLiQ DERXW plateresque supports because the term lacks interest among Hispanic 
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American artists [9]. This art was spread through the Bookish Art, prints, cover 
books, engravings, paintings in altarpieces, book illustrations and drawings from 
Italy, France and Austria. Moreover, it became the outstanding language of the 
ornaments in the convent architecture of the 16th century, especially in Augustinian 
FRQYHQWV VXFK DV WKH FDVH RI $FROPDQ  0H]WLWOiQ DQG <XULULDS~QGDUR  

Another style was emerged within the Renaissance until it was personalized as 
an Anticlassical style. Two of the main characteristics were its relationships with 
nature and with classical antiquity. The Italian artist went to the ancient sources for 
the architectural, the figurative and the ornamental. The architectural was visible in 
the numerous ruins, which buildings Vitruvius had systematized. 

Nevertheless, after having found the goal of perfection that the Renaissance 
achieved during the two decades of the 15th century, the relationship that the artist 
had with antiquity and nature disappeared. The artist began to interpret them in an 
increasingly personal way and at this moment, the mannerism emerged. This style 
consisted in a series of principles, as the principle of duality, which was the most 
general and characteristic phenomenon and which in turn Rudolf Wittkower (1998) 
divides in three variants: double function, inversion and permutation [12]. 

To the head of the series should be the large doorway at the foot of the Actopan 
convent church that belongs to the architectural pleonasm of the double cover, clear 
contravention of the basic rules. So, one cover, the top one, it becomes a giant cover; 
for this reason the stretching or lengthening of the shafts is imposed according to the 
mannerist principles We have the same phenomenon of the double cover at the lateral 
entranFH RI <DQKXLWOiQ FKXUFK  

The variant of the investment is needed to manifest a construction of more than 
one floor, so the orders of the shafts can change on the different floors highlighting 
the view from here to there and impending a joint view from bottom up. Masking was 
one of the mannerist principles that had the most diffusion in Latin America. Being 
mannerism a fundamentally contrived style, the simulation was one of their most 
used principles. The responsible for this phenomenon with mannerist implications 
was Palladio. He applied the front of a temple to a home residence; with this 
anticlassical transposition, the house acquired a magnificence that never had. 

From the entire phenomenon, that of corruption was the most prominent 
anticlassical effect. Due to the desire for novelty, licenses were introduced, both in 
the classical elements and in the syntax of these, which what the Renaissance started 
losing its exemplary character that had achieved. If Renaissance kept the balance of 
the equation support-weight, mannerism solved in favor of heaviness, which came to 
be a consecutive principle, showing some architectural compositions a characteristic 
dissonance. 
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The Mexican historian Elisa Vargas-Lugo (1986) in her work Las portadas 
UHOLJLRVDV  HQ  0p[LFR took care to organize the cover styles of the religious 
architecture and divided them in five groups: 

1. The primitive forms: they lack ornamental style, the most elemental and scarce 
style and not necessarily the older, where neither the door openings nor the choir 
window display any kind of decoration nor even in their jambs. 

2. The ones that present combinations in a hybrid way, meaning Tequitqui: style 
that includes medieval, mudejar and classical elements, many of them took from the 
covers and engravings of books. Professor John Ma Andrew called this art Tequitqui, 
term coined by Moreno Villa. 

3. The plateresque form: which we have talked about above and we will not 
abound for obvious reasons. 

4. Purist and herrerian forms: the humanistic art, the supreme elegancy, the 
SHUIHFW FRUUHFWLRQ  DQG  UHVWUDLQW   ,W¶V D  VW\OH  WKDW  GRHVQ�W  DGPLWV  LQIOXHQFHV  IURP DQ\ 
other. 

5. The classicist or academic forms: the one that freely combines classicist forms, 
sometimes approaching to the plateresque style and sometimes to the purism style, 
but that is neither one thing or the other because it shows certain distortions and 
alterations that make it in some way mannered [11].  

Conclusions. Both in architecture and in the sculptural and pictorial 
manifestations of Mexico in the 16th century, stylistic affiliations can be found from 
Europe and western culture. If we tried to recover the properly indigenous 
contributions, maybe we should go to conceptual coincidences like the rite, the space, 
the sacred, and the fusion of nature with materials transformed by human being. 
However, certainly, with respect to the structures, the models, stylistic canons and 
architectural patterns the classical forms will continue to prevail in their bluntest 
sense, although giving rise to many variations as we demonstrated citing the work of 
Vargas-Lugo. 
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Ⱥɧɧɨɬɚɰɢɹ 

Ɏɥɨɪɟɫ-Ƚɚɪɫɢɹ  Ʌɚɭɪɚ  Ƚɟɦɦɚ  ɩɪɨɮɟɫɫɨɪ  ɨɬɞɟɥɚ  ɝɭɦɚɧɢɬɚɪɧɵɯ  ɧɚɭɤ 
Ⱥɜɬɨɧɨɦɧɨɝɨ ɭɧɢɜɟɪɫɢɬɟɬɚ ɋɚɤɚɬɟɤɚɫɚ  Ɇɟɤɫɢɤɚ  ɀɵɠɤɨ ȿɥɟɧɚ Ⱥɧɚɬɨɥɶɟɜɧɚ  
ɩɪɨɮɟɫɫɨɪ  ɨɬɞɟɥɚ  ɝɭɦɚɧɢɬɚɪɧɵɯ  ɧɚɭɤ  Ⱥɜɬɨɧɨɦɧɨɝɨ  ɭɧɢɜɟɪɫɢɬɟɬɚ  ɋɚɤɚɬɟɤɚɫɚ  
Ɇɟɤɫɢɤɚ  

Ⱥɪɯɢɬɟɤɬɭɪɚ ɧɨɜɨɢɫɩɚɧɫɤɢɯ ɦɨɧɚɫɬɵɪɟɣ ɏ9ȱ ɜɟɤɚ  
ȼ ɫɬɚɬɶɟ ɩɪɟɞɫɬɚɜɥɟɧɵ ɪɟɡɭɥɶɬɚɬɵ ɢɫɬɨɪɢɤɨ-ɚɪɯɢɬɟɤɬɭɪɧɨɝɨ ɢɫɫɥɟɞɨɜɚɧɢɹ  

ɰɟɥɶɸ  ɤɨɬɨɪɨɝɨ  ɛɵɥɨ  ɨɩɪɟɞɟɥɢɬɶ  ɨɫɧɨɜɧɵɟ  ɯɚɪɚɤɬɟɪɢɫɬɢɤɢ  ɚɪɯɢɬɟɤɬɭɪɵ 
ɧɨɜɨɢɫɩɚɧɫɤɢɯ  ɦɨɧɚɫɬɵɪɟɣ  ɏ9ȱ  ɜɟɤɚ   ɜ  ɱɚɫɬɧɨɫɬɢ  ɜɵɞɟɥɢɬɶ  ɷɥɟɦɟɧɬɵ 
ɢɞɟɨɥɨɝɢɢ  ɢɫɩɚɧɫɤɨɣ  ɤɨɪɨɧɵ  ɢ  ɤɚɬɨɥɢɱɟɫɤɨɣ  ɰɟɪɤɜɢ   ɤɨɬɨɪɵɟ 
ɩɪɨɩɚɝɚɧɞɢɪɨɜɚɥɢɫɶ ɩɨɫɪɟɞɫɬɜɨɦ ɚɪɯɢɬɟɤɬɭɪɧɵɯ ɫɨɨɪɭɠɟɧɢɣ  Ⱥɜɬɨɪɵ ɜɵɹɜɢɥɢ 
ɤɨɦɩɨɧɟɧɬɵ  ɚɪɯɢɬɟɤɬɭɪɧɨɣ  ɩɪɨɝɪɚɦɦɵ  ɢ  ɫɬɢɥɟɣ  ɧɨɜɨɢɫɩɚɧɫɤɢɯ  ɦɨɧɚɫɬɵɪɟɣ 
ɏ9ȱ ɜɟɤɚ   ɨɩɪɟɞɟɥɢɥɢ   ɤɚɤ  ɩɪɨɢɫɯɨɞɢɥ  ɩɪɨɰɟɫɫ  ɬɜɨɪɱɟɫɤɨɝɨ  ɨɫɦɵɫɥɟɧɢɹ 
ɛɭɞɭɳɟɝɨ  ɫɨɨɪɭɠɟɧɢɹ  ɢ  ɟɝɨ  ɩɨɫɬɪɨɣɤɚ   ɤɚɤɢɟ  ɦɚɬɟɪɢɚɥɵ  ɢɫɩɨɥɶɡɨɜɚɥɢɫɶ  
Ⱥɜɬɨɪɵ  ɩɪɢɲɥɢ  ɤ  ɜɵɜɨɞɭ   ɱɬɨ  ɫɬɢɥɢɫɬɢɱɟɫɤɢ   ɜ  ɰɟɥɨɦ   ɚɪɯɢɬɟɤɬɭɪɭ 
ɧɨɜɨɢɫɩɚɧɫɤɢɯ ɦɨɧɚɫɬɵɪɟɣ ɏ9ȱ  ɜɟɤɚ ɦɨɠɧɨ ɨɬɧɟɫɬɢ  ɤ  ɡɚɩɚɞɧɨɣ   ɜ  ɨɫɧɨɜɧɨɦ  
ɟɜɪɨɩɟɣɫɤɨɣ   ɤɭɥɶɬɭɪɟ  ɞɚɧɧɨɝɨ  ɢɫɬɨɪɢɱɟɫɤɨɝɨ  ɩɟɪɢɨɞɚ   Ⱥɪɯɢɬɟɤɬɭɪɚ  ɷɬɢɯ 
ɦɨɧɚɫɬɵɪɟɣ  ɝɥɚɜɧɵɦ ɨɛɪɚɡɨɦ  ɨɬɪɚɠɚɟɬ ɟɟ ɤɥɚɫɫɢɱɟɫɤɢɟ ɮɨɪɦɵ  ɤɨɧɫɬɪɭɤɰɢɸ  
ɦɨɞɟɥɢ  ɫɬɢɥɢɫɬɢɱɟɫɤɢɟ ɤɚɧɨɧɵ ɢ ɚɪɯɢɬɟɤɬɭɪɧɵɟ ɩɪɢɟɦɵ   Ɉɞɧɚɤɨ  ɜ ɨɬɞɟɥɶɧɵɟ 
ɨɛɪɚɡɰɵ ɦɨɧɚɫɬɵɪɫɤɢɯ ɡɞɚɧɢɣ ɛɵɥɢ ɩɪɢɜɧɟɫɟɧɵ ɷɥɟɦɟɧɬɵ ɤɭɥɶɬɭɪɵ ɤɨɪɟɧɧɵɯ 
ɢɧɞɟɣɫɤɢɯ  ɧɚɪɨɞɨɜ   ɞɟɬɚɥɢ  ɨɛɪɹɞɨɜ   ɤɨɧɰɟɩɰɢɹ  ɩɪɨɫɬɪɚɧɫɬɜɚ   ɫɜɹɳɟɧɧɨɟ 
ɫɥɢɹɧɢɟ ɩɪɢɪɨɞɵ ɫ ɦɚɬɟɪɢɚɥɚɦɢ  ɩɪɟɨɛɪɚɠɟɧɧɵɦɢ ɱɟɥɨɜɟɤɨɦ ɢ ɬ ɞ    

Ʉɥɸɱɟɜɵɟ  ɫɥɨɜɚ   ɢɫɬɨɪɢɤɨ-ɚɪɯɢɬɟɤɬɭɪɧɨɟ ɢɫɫɥɟɞɨɜɚɧɢɟ   ɚɪɯɢɬɟɤɬɭɪɚ ɏVȱ 
ɜɟɤɚ   ɚɪɯɢɬɟɤɬɭɪɚ  ɧɨɜɨɢɫɩɚɧɫɤɢɯ  ɦɨɧɚɫɬɵɪɟɣ   ɚɪɯɢɬɟɤɬɭɪɧɚɹ  ɩɪɨɝɪɚɦɦɚ  ɢ 
ɫɬɢɥɢ ɜ ɤɨɥɨɧɢɚɥɶɧɨɣ Ɇɟɤɫɢɤɟ  
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Ɏɥɨɪɟɫ-Ƚɚɪɫɿɹ Ʌɚɭɪɚ  Ƚɟɦɦɚ   ɤɚɧɞɢɞɚɬ  ɿɫɬɨɪɢɱɧɢɯ  ɧɚɭɤ   ɩɪɨɮɟɫɨɪ 
ɜɿɞɞɿɥɤɭ  ɝɭɦɚɧɿɬɚɪɧɢɯ  ɧɚɭɤ  Ⱥɜɬɨɧɨɦɧɨɝɨ ɭɧɿɜɟɪɫɢɬɟɬɭ ɋɚɤɚɬɟɤɚɫɚ   Ɇɟɤɫɢɤɚ, 
ɀɢɠɤɨ  Ɉɥɟɧɚ  Ⱥɧɚɬɨɥɿʀɜɧɚ   ɞɨɤɬɨɪ  ɩɟɞɚɝɨɝɿɱɧɢɯ  ɧɚɭɤ   ɩɪɨɮɟɫɨɪ  ɜɿɞɞɿɥɤɭ 
ɝɭɦɚɧɿɬɚɪɧɢɯ ɧɚɭɤ Ⱥɜɬɨɧɨɦɧɨɝɨ ɭɧɿɜɟɪɫɢɬɟɬɭ ɋɚɤɚɬɟɤɚɫɚ  Ɇɟɤɫɢɤɚ  

Ⱥɪɯɿɬɟɤɬɭɪɚ ɧɨɜɨɿɫɩɚɧɫɶɤɢɯ ɦɨɧɚɫɬɢɪɿɜ ɏ9ȱ ɫɬɨɥɿɬɬɹ. 
ɍ  ɫɬɚɬɬɿ  ɩɪɟɞɫɬɚɜɥɟɧɿ  ɪɟɡɭɥɶɬɚɬɢ  ɿɫɬɨɪɢɤɨ-ɚɪɯɿɬɟɤɬɭɪɧɨɝɨ  ɞɨɫɥɿɞɠɟɧɧɹ  

ɦɟɬɨɸ  ɹɤɨɝɨ  ɛɭɥɨ  ɪɨɡɤɪɢɬɢ  ɨɫɧɨɜɧɿ  ɨɡɧɚɤɢ  ɚɪɯɿɬɟɤɬɭɪɢ  ɧɨɜɨɿɫɩɚɧɫɶɤɢɯ 
ɦɨɧɚɫɬɢɪɿɜ  ɏ9ȱ  ɫɬɨɥɿɬɬɹ   ɡɨɤɪɟɦɚ  ɜɢɞɿɥɢɬɢ  ɟɥɟɦɟɧɬɢ  ɿɞɟɨɥɨɝɿʀ  ɿɫɩɚɧɫɶɤɨʀ 
ɤɨɪɨɧɢ  ɬɚ  ɤɚɬɨɥɢɰɶɤɨʀ  ɰɟɪɤɜɢ   ɳɨ  ɩɪɨɩɚɝɭɜɚɥɢɫɹ  ɱɟɪɟɡ  ɚɪɯɿɬɟɤɬɭɪɧɿ  ɫɩɨɪɭɞɢ  
Ⱥɜɬɨɪɢ  ɜɫɬɚɧɨɜɢɥɢ  ɤɨɦɩɨɧɟɧɬɢ  ɚɪɯɿɬɟɤɬɭɪɧɨʀ  ɩɪɨɝɪɚɦɢ  ɬɚ  ɫɬɢɥɿɜ 
ɧɨɜɨɿɫɩɚɧɫɶɤɢɯ  ɦɨɧɚɫɬɢɪɿɜ  ɏ9ȱ  ɫɬɨɥɿɬɬɹ   ɜɢɫɜɿɬɥɢɥɢ   ɹɤ  ɜɿɞɛɭɜɚɜɫɹ  ɩɪɨɰɟɫ 
ɬɜɨɪɱɨɝɨ  ɨɫɦɢɫɥɟɧɧɹ  ɦɚɣɛɭɬɧɶɨʀ  ɫɩɨɪɭɞɢ  ɬɚ  ʀʀ  ɛɭɞɿɜɧɢɰɬɜɚ  ɹɤɿ  ɦɚɬɟɪɿɚɥɢ 
ɜɢɤɨɪɢɫɬɨɜɭɜɚɥɢɫɹ   ɉɪɨɜɟɞɟɧɟ  ɞɨɫɥɿɞɠɟɧɧɹ  ɞɨɡɜɨɥɢɥɨ  ɜɢɞɿɥɢɬɢ  ɬɚɤɿ  ɩ¶ɹɬɶ 
ɬɢɩɿɜ ɪɟɥɿɝɿɣɧɨʀ ɧɨɜɨɿɫɩɚɧɫɶɤɨʀ ɚɪɯɿɬɟɤɬɭɪɢ ɏ9ȱ ɫɬɨɥɿɬɬɹ  ɩɟɪɜɿɫɧɿ ɮɨɪɦɢ  ɹɤɢɦ 
ɛɪɚɤɭɽ ɨɪɧɚɦɟɧɬɚɥɶɧɨɝɨ ɫɬɢɥɸ  ɐɟ ɧɚɣɛɿɥɶɲ ɟɥɟɦɟɧɬɚɪɧɢɣ ɬɚ ɪɿɞɤɿɫɧɢɣ ɫɬɢɥɶ  
ɧɟ ɨɛɨɜ¶ɹɡɤɨɜɨ ɚɧɬɢɱɧɢɣ  ȼɿɧ ɯɚɪɚɤɬɟɪɢɡɭɽɬɶɫɹ ɬɢɦ  ɳɨ ɧɿ ɧɚ ɞɜɟɪɧɢɯ ɨɬɜɨɪɚɯ  
ɚɧɿ ɧɚ ɜɿɤɧɚɯ ɯɨɪɭ ɧɟ ɜɢɤɨɪɢɫɬɚɧɨ ɠɨɞɧɨʀ ɩɪɢɤɪɚɫɢ  ɧɚɜɿɬɶ  ɭ ɤɨɫɹɤɚɯ  Ⱦɪɭɝɢɦ 
ɬɢɩɨɦ  ɪɟɥɿɝɿɣɧɨʀ  ɧɨɜɨɿɫɩɚɧɫɶɤɨʀ  ɚɪɯɿɬɟɤɬɭɪɢ  ɽ  ɬɨɣ   ɳɨ  ɤɨɦɛɿɧɭɽ  ɭ  ɫɨɛɿ  ɜ 
ɝɿɛɪɢɞɧɨɦɭ  ɪɨɡɭɦɿɧɧɿ  ɪɿɡɧɿ  ɫɬɢɥɿ   ɜɤɥɸɱɚɸɱɢ  ɫɟɪɟɞɧɶɨɜɿɱɧɿ   ɦɭɞɟɯɚɪɫɶɤɿ  ɬɚ 
ɤɥɚɫɢɱɧɿ ɟɥɟɦɟɧɬɢ  ɐɟ ɬɚɤ ɡɜɚɧɟ ɦɢɫɬɟɰɬɜɨ ɬɟɤɿɬɤɿ  7HTXLWTXL   Ⱦɨ ɬɪɟɬɶɨɝɨ ɬɢɩɭ 
ɧɚɥɟɠɢɬɶ  ɩɥɚɬɟɫɤɧɚ  ɮɨɪɦɚ   ɑɟɬɜɟɪɬɢɣ  ɜɤɥɸɱɚɽ  ɜ  ɫɟɛɟ  ɩɭɪɢɫɬɢɱɧɿ  ɬɚ 
ɝɟɪɪɟɪɿɚɧɫɶɤɿ ɮɨɪɦɢ  Ɇɨɜɚ ɣɞɟ ɩɪɨ ɝɭɦɚɧɿɫɬɢɱɧɟ ɦɢɫɬɟɰɬɜɨ  ɜɢɳɭ ɟɥɟɝɚɧɬɧɿɫɬɶ  
ɞɨɫɤɨɧɚɥɭ  ɤɨɪɟɤɰɿɸ  ɬɚ  ɫɬɪɢɦɚɧɿɫɬɶ  ɐɟ  ɫɬɢɥɶ   ɹɤɢɣ  ɧɟ  ɞɨɩɭɫɤɚɽ  ɜɩɥɢɜɭ  ɛɭɞɶ-
ɹɤɨɝɨ ɿɧɲɨɝɨ  ɇɚɪɟɲɬɿ  ɤɥɚɫɢɰɢɫɬɢɱɧɿ ɚɛɨ ɚɤɚɞɟɦɿɱɧɿ ɮɨɪɦɢ  ɐɟɣ ɫɬɢɥɶ ɜɿɥɶɧɨ 
ɩɨɽɞɧɭɽ ɤɥɚɫɢɰɢɫɬɢɱɧɿ ɮɨɪɦɢ  ɿɧɨɞɿ ɧɚɛɥɢɠɚɸɱɢɫɶ ɞɨ ɫɬɢɥɸ ɩɥɚɲɟɬɤɢ  ɚ ɿɧɨɞɿ 
ɞɨ ɫɬɢɥɸ ɩɭɪɢɡɦɭ  ɩɪɨɬɟ ɧɟ ɽ ɤɨɩɿɽɸ ɠɨɞɧɨɝɨ ɡ ɧɢɯ  ɨɫɤɿɥɶɤɢ ɞɟɦɨɧɫɬɪɭɽ ɩɟɜɧɿ 
ɫɩɨɬɜɨɪɟɧɧɹ ɬɚ ɡɦɿɧɢ  ɱɚɫɬɨ ɜɢɤɨɧɚɧɿ ɞɟɳɨ ɦɚɧɟɪɧɨ  Ⱥɜɬɨɪɢ ɞɿɣɲɥɢ ɜɢɫɧɨɜɤɭ  
ɳɨ  ɡɚɝɚɥɨɦ  ɚɪɯɿɬɟɤɬɭɪɭ  ɧɨɜɨɿɫɩɚɧɫɶɤɢɯ  ɦɨɧɚɫɬɢɪɿɜ  ɏ9ȱ  ɫɬɨɥɿɬɬɹ  ɦɨɠɧɚ 
ɜɿɞɧɟɫɬɢ  ɞɨ  ɫɬɢɥɿɫɬɢɱɧɨʀ  ɩɪɢɧɚɥɟɠɧɨɫɬɿ  ɡɚɯɿɞɧɿɣ   ɜ  ɨɫɧɨɜɧɨɦɭ   ɽɜɪɨɩɟɣɫɶɤɿɣ) 
ɤɭɥɶɬɭɪɿ  ɨɡɧɚɱɟɧɨɝɨ  ɿɫɬɨɪɢɱɧɨɝɨ  ɩɟɪɿɨɞɭ   ɜɿɞɨɛɪɚɠɚɸɱɢ   ɝɨɥɨɜɧɢɦ  ɱɢɧɨɦ   ʀʀ 
ɤɥɚɫɢɱɧɿ  ɮɨɪɦɢ   ɤɨɧɫɬɪɭɤɰɿɹ   ɦɨɞɟɥɿ   ɫɬɢɥɿɫɬɢɱɧɿ  ɤɚɧɨɧɢ  ɬɚ  ɚɪɯɿɬɟɤɬɭɪɧɿ 
ɩɪɢɣɨɦɢ    ɉɪɨɬɟ   ɜ  ɨɤɪɟɦɿ  ɡɪɚɡɤɢ  ɦɨɧɚɫɬɢɪɫɶɤɢɯ  ɛɭɞɿɜɟɥɶ  ɛɭɥɢ  ɩɪɢɜɧɟɫɟɧɿ 
ɟɥɟɦɟɧɬɢ  ɤɭɥɶɬɭɪɢ  ɤɨɪɿɧɧɢɯ  ɿɧɞɿɚɧɫɶɤɢɯ  ɧɚɪɨɞɿɜ   ɞɟɬɚɥɿ  ɨɛɪɹɞɿɜ   ɤɨɧɰɟɩɰɿɹ 
ɩɪɨɫɬɨɪɭ   ɫɜɹɳɟɧɧɟ  ɡɥɢɬɬɹ  ɩɪɢɪɨɞɢ  ɡ  ɦɚɬɟɪɿɚɥɚɦɢ   ɩɟɪɟɬɜɨɪɟɧɢɦɢ  ɥɸɞɢɧɨɸ  
ɬɨɳɨ   Ɉɞɧɚɤ  ɛɟɡɭɦɨɜɧɨ  ɫɬɨɫɨɜɧɨ ɤɨɧɫɬɪɭɤɰɿɣ  ɦɨɞɟɥɟɣ  ɫɬɢɥɿɫɬɢɱɧɢɯ ɤɚɧɨɧɿɜ 
ɬɚ  ɚɪɯɿɬɟɤɬɭɪɧɢɯ  ɡɪɚɡɤɿɜ  ɤɥɚɫɢɱɧɿ  ɮɨɪɦɢ  ɩɟɪɟɜɚɠɚɸɬɶ   ɯɨɱɚ  ɿ  ɦɚɸɬɶ  ɛɚɝɚɬɨ 
ɜɚɪɿɚɰɿɣ  Ʉɥɸɱɨɜɿ  ɫɥɨɜɚ   ɿɫɬɨɪɢɤɨ-ɚɪɯɿɬɟɤɬɭɪɧɟ  ɞɨɫɥɿɞɠɟɧɧɹ   ɚɪɯɿɬɟɤɬɭɪɚ  ɏ9ȱ 
ɫɬɨɥɿɬɬɹ   ɚɪɯɿɬɟɤɬɭɪɚ  ɧɨɜɨɿɫɩɚɧɫɶɤɢɯ  ɦɨɧɚɫɬɢɪɿɜ   ɚɪɯɿɬɟɤɬɭɪɧɚ  ɩɪɨɝɪɚɦɚ  ɬɚ 
ɫɬɢɥɿ ɜ ɤɨɥɨɧɿɚɥɶɧɿɣ Ɇɟɤɫɢɰɿ  


