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peAncAoBuE K
KOHIEIITYyaABHOMY
HNyTeOoecCcTB U IO

[TytemectBue B Mekcuky B suBape-denpane 2019-ro -
o4yepeflHOE KOHIeNTyajlbHOE NMyTemecTBue rpynnbl «CoaBToO-
pbI», BKOTOPOM Obl/Ia OCyLIeCTB/IeHA la/IbHENIIasA 9KCIepYMeH -
TajbHasA NpopaboTKa 3TOTO )KaHPAa COBPEMEHHOTO MCKYCCTBA,
BO3HJKAIOIIEro Ha TpaHUIIaX COOCTBEHHO MUCKYCCTBA, TPaBeso-
rauakajzeMmndeckoro uccnenopanusa. CoBpeMeHHOE UCKYCCTBO
BO3HJKaeT BCerjla HarpaHNUIIaX CaMOro ce0s 1 4ero-To pyroro,
IOCTOSAHHO OIpefensaA U nepeonpepensas atTu rpanunb. Kon-
LeNnTyajbHOE NyTEeNleCTBME — €llle OffHA BePCUA SKCIIEPUMEH-
TaJbHOM pabOTHl C HEABOMCTBEHHOCTHIO MCKYCCTBA U XU3HU.

JI3HavyanbHBIM MCCIEJOBATENbCKMM MMIYIbBCOM K IIy-
TemecTBMIO B Mekcuky crana ¢gakrorpadus akuuu Komnnex-
TuBHBIX [leitcTBuit «Tpu», a umenno ¢poro IgBapaa Ixeimca.

ITos>xxe Anppeit MoHacTBIpCKMIiT Halycan caefylolue CTPOKN:

Ixeitmca OpBapna ¢oro
Ha mocce a paspgan
Y106 ocTancs XoTb KTO-TO
3 ymepmux B acTpan

Cama MorumBanusa pasgauum AHjgpeem MoHacToIp-
ckuM ¢oto OpBappma [Ixeiimca mocnme akuyuu «Tpu» ocraer-
CA 3HMUIMAaTUYeCKONM, KaK M MHoroe B akumax KosmmekTus-
HBIX JleficTBUI. DTa pa3fgadya MOXeT OBITh MCTONKOBaHa Kak
yKa3aHMe Ha HEKOTOpOe€ pOJCTBO MOCKOBCKOTO KOHIJEI-
TyalmsMa C cloppeann3sMoM. JlelicTBUTENbHO, KOHIENTya-
AM3M KaK TaKOBOW MOXeT OBITh omnmcaH (M HepejKOo OIM-

CBIBAeTCSA MCCIeoBaTeNAMM) KakK Hpomo/KeHue pabor



Homana u Marpurra ¢ rpaHunamMm MCKYCCTBa M A3bIKa.

I'maBHoe mpoussepnenmue InaBappa JkeiiMca - 3KCIeH-
TPUYHOIO aPUCTOKpPaATa, IO3TAa M KOJNJAEKIMOHEepa, ydacT-
HUKa CIOPpPEanMCTUYECKOro Kpyra - €eNMHCTBEHHBINI B CBO-
eM poje coppeanuctckmuit naHpgmadrHe mapk Las Pozas
- Haxojgurca B Mekcuke, Bo3ne ropojga XMIUTAA, B TPY.A-
HOJOCTYIHOW MecTHOocTM B ropax Cpeppa-lTopga. Mmen-
HO STOT MapK M3HavYaabHO Ob1 3agymaH CoaBTopamnu
KaK TIJaBHas Ilelb MEKCMKAaHCKOrO IyTemecTBUA, U BecCh
MapHmpyT ObII IOCTPOEH BOKPYT HOCENmEeHUA 3TOrO MecTa.
[Tapk monHocThi0 ompaBpan oxupanusa. Tam CoaBTOpH, 3a-
KpblBasg Ie€pPBOHAYaJbHbIN TeMITaabT, CHAAM NOCBAIIE€HHBIN

AHppero MoHacTbeipckoMy ¢unbM «J/lecTHMIa B HE6O», KOTO-

pbIl ABNAETCA 4YacTbI0 JOKYMEHTAal MM STOr0 NyTeHeCTBUA.

B Xunurne CoaBTOpbl INOCETU/IM He TOJBKO MHOIA-
HEeTHBIN NapkK IaBapja JI>keliMca, HO ¥ HeJJaBHO OTKPbIBUINI-
ca mysent Jleonoppl KappuHITOH, B KOTOPOM BBICTAaBJIE€HbBI B
OCHOBHOM €€ CKYIbNTYpbl. B IleomM, B myTemecTBUM TeMa
cloppeanusMa UTpana 3HAYUTENbHYIO pO/Nb, U B CBOM uepef
npuseno CoaBTOPOB B OTAAJEHHYI0 NepPeBYIIKY OpOHIapu-
Kyapo Ha Oepery osepa Ilamkyapo, rge Bo [jBOpe HEIpUMeT-
HOJl LIepKBU CTOUT KpecT, cAeNaHHBM AHpU bperonom. 9tor
CUMBONINYECKUI KpecT-pebOyc, CHelTaHHBINI NO3TOM, SBJISAET-
CcA MaTepualbHBIM IOATBEP)XJE€HMEM CIOB caMoro bpertona,
6e3 KOTOpPBIX He OOXOAMTCSA HM OJjHA CTAaThs O ClOppeanusMe

B Mekcuke: «Mekcuka - camas coOppeanucTuyeckas cTpa-




Ha». Ho pmna CoaBTOpoB Tema clooppeanm3Ma CTajaa TOJb-
KO OJHOJ M3 TeM 3TOTO0 KOHIENTyaJbHOIO IyTeIleCTBUA.

Eme panpme B Mexuko, mepej Bpie3foM B ropbl, Co-
aBTOPBl BCTPETUIMCh Ha I eHTpanbHON nmomanu Mexu-
Ko, Ha [BYX ¢acagax IlepxBum MeTpomonutaHa ¢ ApKUM
OpUMEPOM dYyppuUrepecko - pasBuBluelica B MeKcuke B
XVIII Beke 3kcTpeManbHO ¢GOpMB 6apOKKO, B CBSI3U C
KOTOpPOJl BO3HMK/JIA TeMa «BMU3YaJbHOM MHTOKCUKALIUN».
9Ta BCTpeya M JOTUCTHUKA NyTemecTBUA B XUAUTIY CHeNann
BO3MOXHBIM, YTO COaBTOPBI MMOCETUIM IIOYTY BCE OCHOBHBIE 1Ie-
JleBPBI CTU/IA YyppUrepecko B MeKcrKe — B KOTOHMAIbHBIX TOP-
HbpIxropojax 'yanaxyaro, Canamanka, Keperapo, TemornoTnas.

ITo BosBpamenunu B Mexuko CoaBTOpPbl OCO3HANIN, 4TO
OHM MOJIBEPI/IN Ce6 MHTEHCUBHOMY BO3/Ie/ICTBIIO Me€3YUTCKUX
TEXHUK BU3YaJbHOM MHTOKCUKALMM M 3aJyMaly HEYTO Bpoje
Typa, TPEHMHIAa MIM HajJloMHM4YecTBa «BcTpeua ¢ TpaHcueH-
JIEHTHBIM» 10 9TUM TOPOLAM, MIOBTOPAIIIETO B 0OLINX YepTax
ux MapmwpyT. «Onmcanme Typa» BBICTYIaeT OJJHOBPEMEHHO U
Kak ocobas ¢popma mpencTaBleHNA U JOKYMEHTAL VN KOHI[EI-
TYaJIbHOTO IIyTEWEeCTBUA B I1€JIOM, I KaK PeaJlbHO BO3MOXKHBI
OPOJYKT COBPEMEHHON TYpPUCTCKONM uupyctpun. 3gech Coas-
TOpPBl pa3pabaThIBAIOT ellfe ONHY TPaHUIIY COBPEeMEHHOIO NC-
KyCCTBAa M XKM3HU — TPaHMUIy c 6u3HecoM. [laHHBIN TYp ABNAETCA
IO3TOMY OJHOBPEeMeHHO 1 n300pakeHueM Typa (CTUAM3anuein
MHOXX€CTBa IMOJKOOHBIX NpeJI0KEeHNII Ha PbIHKE) M peanbHbIM
npefnoKeHueM, CIpOoC Ha KOTOpOoe MOXeT ObITh MCCIefl0OBaH.

ITo xony myTremecTBMA Ha 3KCHO3MLIMOHHOM 3HAaKOBOM
IOJIe MOCTOAHHO IPUCYTCTBOBANIM KYKJ/IbI — KaK QUTYPbI CBATBIX

B 6apO‘IHbIX IEPKBAX, KAK UTPYIIKM I CYBEHMPbl MEKCUKAHCKO-

ro AM3ajiHa, KaK yKpallleHMe NeTCKUX 4acoBeH. Kyknbl caMmum
CBOMM NPUCYTCTBUEM B CETTUHIE YKa3blBaJlM Ha HECKOIbKO
TPaHMYHBIX COCTOAHMUNI — TPAHULBl CaKpaAbHOIO M UIPyllIey-
HOTO, XMBOTO ¥ MEXaHNUYECKOTO, pealbHOr0 U UIA30PHOTIO.

3acThIBIIMIT KYKOJbHBIN TeaTp ajTapell dYyppurepe-
CKO, HallOMMHAWI[UX MaHeIu HeOeCHON WUTPbI, BBIBOAUT Ha
TeMy TeaTpajJbHOCTU M WINMIO30PHOCTM Mupa (PeHOMEHOB,
CTONb BaXHYI0 [as Oapo4HOro obOpasa Mupa, OKas3blBaerT-
CA 3HAKOM WJEaJbHOrO CEeTTUHTIA [AA CaMbIX HE€BEPOATHBIX
NPUKIYEHNII Ha TpaHUILEe PeaJbHOr0 U BBIMBIIIJIEHHOTO
Mupos. Kpome Toro, TemMa KyKoJ BBIBOAMUT Ha OOLIMPHYI U

NOTEeHIMAJIbHO OYeHb WUHTEpecHyw IpobreMaTuky cBoboO-




bl BOMM ¥ NpeJONpeleIeHNsA, CIOPbl O KOTOPBIX ABIAKTCA
Ba)XHBIM MHTE/JIEKTYaJIbHbBIM 3/l1eMEeHTOM OapodYHOil SMOXN.

B monHoil Mepe KyKonbHas TeMa ObIla pasbITpaHa
Ha KaHamaX XOYMMMIbKO, K 0Ty OT Mexmko. 9T KaHaabl —
OfHA M3 TYPUCTUYECKUX JOCTONPUMEYATENbHOCTEN MEKCU-
KaHCKOJ CTOJMIBI — CHadajaa IIOKa3ajauCh pasodyapoOBbIBa-
romyuMu. PasykpamieHHble TOAKM, MY3bIKaHThl ¥ TOPTOBIIBI C
JIOPOTOJ U HEBKYCHOI €0l — HU4Yero oco6o nmpumMevarenbHO-
ro, HO HEOXXMJAHHO, KOI/la JI0JIKa y>X€ CTaja IMOBOPaYMBaTh-
ca pna Bo3BpameHus, CoaBTOPbl yBUJENU MCKYCCTBEHHBIN
OCTPOBOK C JeCATKaMM KYKOJ, INOBEIIEHHBIMU Ha JlepeBbAX.
Yto 3TO Takoe, KaK OHUM 37eChb OKaszanuchb? Jlnsa crmenmanb-
HO YCTPOEHHOTO TYPMUCTUYECKOIO pa3BIedeHUsA 3TO ObIIO
ciumkoM weird. O9Ta BcTpeda oKasajgach BaXKHOM [ KOH-
HenTyaans3alnuy NyTemecTBUA IOCAe BO3BpalleHua B Mo-
ckBy. CoaBTOpB OCO3Ha/NM, 4YTO B TOT MOMEHT OHM ObIIM B
HO3MILMM AaHOHMMHOTIO 3pUTENA, KOTOPbINl BCTpedYaeT Ha CBO-
eM nyTu Tpebylomuii o6bACHEHNUA, HO OJHOBPEMEHHO IIpe-

BOCXomAmMil nboe 0OBSACHEHUE HACBIEHHBIT (eHOMeH

CMbBICT UX KOHLOCITYa/IbHOTO NyTE€IIECTBNUA JICXKall B
UCCIeNOBaHNNM pa3IMIHbBIX TUIIOB SPMTCHbCKOﬂ IIo3mgmm 4e-
P€3 B3KCOEPUMMEHTDHI Ha ce6e, IKCIIEPMMEHTHI IO IpOU3BON-
CTBY Ppa3/INYHBIX BUJOB COOCTBEHHOTO OIBITA. JTU «IKC-
NMEPMMEHTHI Ha cebe» B CMATYEHHOI cbopMe BOCXOOgAT K

pPafMKaIbHOMY 3KCIIEPMMEHTY Ha ce6e, OIIMCAHHOMY Aane—

eMm MonacteipckuMm B «Kamupckom mocce». OmHOBpeMeH-
HO IPOAYKTHl NyTeIeCTBMsS NOJOOHBI 3pUTENbCKUM OTYe-
TaM nocie akuuii KonneKTUMBHBIX HeiicTBUI, GUKCUPYIOIINM
onblT BcTped COaBTOPOB C HEKOTOPHBIMU BbIJJeJIEHHBIMHU
00beKTaMM Ha SKCHO3UI[MOHHOM 3HAKOBOM II07e MEKCUKMU

OdeBuUpHOE OTNIMYME 3TOTO NPOEKTa OT MPeAbIAYLINX
3aK/II04YaeTCcsi B OTCYTCTBUUM COOCTBEHHO aKIMil, IPU ISTOM
CoaBTOpBI, KaK ¥ B HNPEABIAYIUX KOHIIENTYalAbHbIX NyTelle-
CTBUAX NPOBOAV/INM HANPS>KEHHBIN MONUCK, GOPMUPYSA ZEeMOH-
CTpPaljMOHHOE II0Jie Ha OCHOBE 3KCHO3UIMOHHOro. B nanHOM
IpOeKTe M3MEHUJICA )XKaHp OCYLIeCTBIE€HMUA XYL0)KEeCTBEHHOT O
)ecta. Y CoaBTOpPOB ¢ caMOro Hayaja Oblj1a TeHJEHL U K pe-
OYKLMM 3TOTO KeCTa, ¥ 3[eCh KaHP aKUUIl CMEHUJICA )KaHPOM
BCTpeYy, C aKI[eHTOM He Ha JIeJICTBUM, a HAa BOCIIPMHUMAEMOM
¢dbenomene. )KanpoBoe «pacceuBaHue» OBIIO yXKe JJOCTATOYHO
oyeBupHo B npoekte Twin fish chart, rqe CoaBTopsl Bbimenu-
AV LeNIbIMl KacKaj aKLWM, IJIaBHAA >Xe aKLuA, ABIAACD KY/Ib-
MMHalMell KackKafa, coCcTosAja B MeAUTATUBHOM CO3eplLaHUNU
OBUYKEHUA KapIloB B BOJloeMe B KMTAJICKOM K/JIaHOBOM JlOMe B
H>xoppxxrayHe. TonbKO NpM KOHLENTyaNnM3al My HBIHEIIHETO
IpOeKTa CTajla BULHA TEPMUHONOTUYECKAasA HEYMECTHOCTD yIIO-
TpeOJeHUS TepMMUHA «aKI[MA» 10 OTHOLUIEHNIO K TOMY cO3eplia-
HUp. [Ipyrue akum Kackaja BC€ Ke COlep>Kalu feMcTBUA, I0-
atToMmy npoekt Twin fish chart MoxxHO cuurarp mepexomHBIM.

[IpegomyuieHe 3TOTO mepexojia, 3TOTO ClAeAYIOLIEro
mara K aHOHMMHOMY 3PUTETI0 MOXXHO y>Xe OBIIO 3aMeTUTh B
pasroBope ¢ AM 06 ocobenHocTax npoekta Twin fish chart
(Cm. Ttexkct «Ipymma CoaBTOpel B  KOHTEKCTE MO-

CKOBCKOro  KoHmemnrtyanmsma» - Iwin  Fish  chart).



AA: Aaaa, B 9TOM cMBICAE AAS Hac paboraer BCE TO, 4TO 3anmAa XyHBOXECTBEHHOTO JXECTa B COABTOPCTBE TIPUBOAUT

paboraer y Bac AAS 3pUTEACH, 4 UMEHHO HEOIIPEACACHHOCTD K BBIXOJY Ha MEpeJHNI MIaH 3PUTETbCKON TMOIUUUN. ITO-
TOTO, ABASCTCH AM IIPOUCXOAAIIEE AKITUEH HAN HET. DTO IIPO- My CHOCOOCTBYeT M OTCYTCTBUE HENOCPENCTBEHHBIX 3pUTeE-
MCXOANT HE B CO3HAHHU KAKIX-TO CTOPOHHHX AIOACHE, 2 B CO- neii: Bce mo3muuu orpabarpiBaloTcsa camuMmMyu CoaBTOpaMu.
3HAHHHU TEX K€ AFOACH, KOTOPOE BOT 3TO ceifuac Aeaaror. OHu HauaB c ak1nit, KOTopble KOHI[eNTyanusupywrcs nocnae (Mon-
caMu ke (T.e. MB) HE HOHHUMAIOT AO KOHIIA, YTO IPOUCXOAHUT. CKMe CKa3KI) MM aKINIE C ITaBaI0I MM IPOCTPAHCTBEHHO-Bpe-
AM: V sac Boszumkaer TperTha mosmmma. Ber  ma- meHHBIM oKHOM (El Fin del Mundo, Twin fish chart) Coasro-
XOAMTECH BHE TAHTEABHON CXeME, co3epHaerTe  ce. pPbl IPUIIIYN K TOJTHOMY yracaHWI0 aKI[MOHHOCTM KaK TaKOBOIL.

BO: «xax y Bac  ©OblAO, OamHm  co3epuaHwus!

AM: Ecam Bomcatp 5TO B HAIy CHCTEMY, TO BB OKa-

3AAUCHh B IIO3HUIINU AHOHHUMHBIX 3pI/ITeAeI‘/'I IO OTHOIIIE- BO Mur HNCCACAYCM ITO3UITH IO 3pHUTCAA.
HHOIO K camuMm cebe. V HAac aHOHUMHBIA 3PHUTEAb HAXO- Ecan 6paTb TAaHTEABHYIO CXEMy, TO MBI HEpexo-
AHTCA BHE HAC — 9TO yMO3pHUTeAbHasds uUrypa, Xors u AHM  OT TIO3HIIMH aBTOpa K MO3UIIHH 3PUTCAA...
peaAbpHas OTYACTH, BEAb BCE, YTO MBI ocTaBAfdemM Ha Kn- AM ...1€pe3 caMuxX cebs.

CBOFOpCKOM IIOAE KYAa-TO A€BAa€TCs — HEKHUE AIOAU 3TO BO: STO ABUXKXEHHUEM MBI U IIBITAEMCA OIIMCATH B HPOCK—
yTaCKI/IBaIOT. Bam XOA — O3TO pCaAbHOC HpOABI/I)KCHI/IC. TE€. 9TO ABUXCHHNEC Mbl U IIbBITAEMCHA B 39TOM HpOCKTC OIIucarob
BO: MprBOBACKAEM AHOHIMHOTO 3PUTEAS B UCCACAOBATEAD- U3 05@&;‘6@6#%}2 8 uwng 2019 .

CKOEIIOAE, PACCMATPHUBAEM, KAK Y HETO YCTPOEHO BOCIIPUATHE.

us obcyscdenus 29 cenmatpa 2018 .

XypmoxxecTBeHHasi CTpaTerus IPyNIbl M3HAYaTbHO OIpe-
fensnach Kak ucciaenoBaHue 3dpdexkToB mMycTOro AencTBUS
IO OTHOIIEHMUI0O K aBTOpaM (KakK 3pUTeNsM), M Ka>KABIl Ipo-
ekT nmomoraetr camuM CoaBTOpaM NOHATb, YTO MMEHHO 3TO
3HaynT. COaBTOPBHl pas3ABa;MBAIOTCA B IHONBITKE YAEPXMUBATb
HECKOJIbKO IO3MIMI. ABTOp caM He IIOHMMaeT, YTO BKJIIO-

Y€HO B ONEMOHCTpalnlNuio, a 4TO HET, IIOTOMY 4YTO O4Y€pUMBaAET

TPaHUIBl JJeMOHCTpPAalMOHHOTO monsg on the spot. MuHuMu-



3puTtenbckKasg TMO3ULMUA B NYTeIeCTBUM MOXKET IIO-
Ka3aTbhbCd CXOXeM C IMO3MIMeNl TypucTa Ha SKCKYypCum, HO
ornuume B TOM, uTo CoaBTOpPB HAXOAATCA B UCCIeNOBa-
TE/JIbCKOJ MO3UI MM, CO3[aBasd M M3ydasd peaKUUU 3pUTenen
(camux cebs) Ha pa3nuuyHble GOPMBI 3KCTpeManbHOTO (IO-
TPaHMYHOrO) ONBITAa. 3eCh YMECTHO BCIOMHUTH PENIUKY
Mapbu HoBropopoBoit mpu oO6CYyXAeHUU IPOeEKTa, KOTopas
B pasropope oTMeTunaa, 4ro CoaBTOPbl MMEWT JeN0 CKO-

pee C 3CTeTUKON M3OBITKA, YeM C 3CTETUKON MMUHUMAIU3MA.
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B srom mnyremectBum CoOaBTOpPbHl B MUTOTr€ BbIENN-
AY TPpU KJIKYEBble BCTPe4YM, COOTBETCTBYKIINWE TpPeM TU-
naM IPOM3BOJCTBA ONBITA: BCTpeda C 9KCTpeManabHOI dop-
MO} 6apOKKO — ajTapsAMM B CTUJIe YyppUIepPecKo, BCTpeda C
CIOppeanucTUYeCKUM IoMecTbeM/cajoM OIpaBappa [lxelmca
n BcTpeda ¢ «CagoM NIOBEIIEHHBIX KYKOJI» Ha KaHamax Xo-
yuMuiabko. OnuceiBadg pas3auuusdg NPOU3OWIEAIINX BCTped,
MOXHO YBUJETH pas3auumAa 3PpUTENbCKOrO OIbITAa B HUX.

Bcrpeua ¢ yyppurepecko — 3TO BCTpeda C HACBILIEH-
HBIM (EeHOMEHOM, P KOTOPOJ OIBIT 3pUTeNs OPTaHM30BaH
MaHpanoi xkartonunuama. Oryer CoaBTOpPOB 00 3TOI BCTpede
npencTaBiaeHbl B ¢popMe onmcaHuA Typa mo Mekcuke (mouru
NOBTOPSAIONIEro MAPWIPYT UX NYTEIEeCTBNA), KaK IIPeTOXKEeHIe
pPa3genuTh 5TOT BU3YaNbHBIN ICUXOMeNNYEeCKNil OonbIT (onmca-
HJe TeXHO/JIOI MY IIPOU3BOACTBA ONBITA KaK Typa nmo Mekcuke).

Bcrpeua c yyppurepecko npuseaa K TOMY, 4TO 110 BO3-
BpameHuun B MockBy CoaBTOpbl HOTPY3MINCh B M3y4YeHUE
cTuna 6apokko. SBnAouMecs pe3yabTaTOM 3TOTO IMOTpPYyXKe-
Hus «Te3mcbl 0 6apoOKKO» MOATBEpPXJAOT INepBOHAaYalIbHbIE
natynguyu CoaBTOpPOB 00 ME3YUTCKUX TEXHMKAX BU3Yab-
HOJ NICUXOMEIMKN M OJHOBPEMEHHO ABIAITCSA 0OOCHOBAHM-
€M ¥ JONOMHUTENbHON peK/IaMON «IaJIOMHUYECKOTO Typa»r.

[TcuxopmenuyecKnii ONMBIT, OPTaHM30BAHHOI KaKO-1160
MaHJIa/loN, He SABJAETCA ONBITOM OCBOOOXJeHUS (3TOi mpo-
6nemaTtuke nmocssumeno u «Kammnpckoe mocce»). Kpurnueckuit

AHa/IN3 NpefHa3HAYEHU A 6apOKKO KaK pa3 Bcerga u yKka3biBaeT



Ha PENpPECCUBHYI CYIIHOCTb €r0 BIU3yaJbHOM NMCUXOMENIUKNA.
Bupouem, ocBo6OX/jeHNe Yepe3 MeTAMO3UINIO 31eCh MPOUC-
XOIUT MPU MOHUMaHUY MEXAHM3MOB I CIOCOOOB BO3/JeMICTBUS.
ITycroe meitcTBue B akumax KJI (B ornmuune ot onbita « Kammp-
CKOTO HIOCCEe») MPU 3TOM SBISETCS MPAaKTUKON O0CBOOOXKMA-
I0LEro OmbiTa, KOTOpyl CoaBTOPHI ONMCHIBAKT B CBOMX IIa-
pannenbHO UAYIUX TeOpeTUYeCcKuUX uccnenoBanuax. Ilycroe
neiicTBMe KaK TeXHMKA BO3[ENCTBUA Ha 3pUTeNs NpeAnona-
raeT, YTO «3pUTeJb He NOHMMAET MUAM HEeNpPaBUIbHO MOHU-
MaeT NPOUCXOfAlLLee», OH He MOXET OJHO3HAaYHO MCTOJIKO-

BaTh ONIBIT, KaK IPMUHAJIEXAINI K ONpe/le/IeHHON MaHJaje.
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Cap 9pBappa [IxeiiMca caM ObII IpMAYMaH AN 0CO-
60ro BO3/JeiCTBUS HA 3pUTeseil, MOZOOHOTO MO CBOEN CXeMe
nycromy peiictButoo. VMpes Jxeiimca 6bi1a B ToM, 4To6b1 Cap
U BOCIHPUHMMANCA KaK pyMHA HEM3BECTHON LMBUIMU3ALUMN,
HEe4YTO, YTO HEBO3MOXXHO OOBSICHUTH, BBECTU B NPUBBIYHDIE
CXeMbl MHTepHnpeTanuu. 3puTeab He HNOJKEH NMOHMUMAThH, YTO
nepej HUM, KaK BooOIge 3T0 00bsicHUTDH. bonee, Toro, nwbas
moTajfika 3puTensA O MpegHa3HaYeHUM 3TOTO MecTa OKa)eTcsd
OV O0YHOI, TOTOMY 4YTO OHO (paKTUUECKY CO3LAHO A/ 3TOTO
HeMOHUMaHusA 3putens. VIHtepecHo, 4To cHATHIN TaM CoaB-
topamu ¢unbpm «JlecTHua B HeOO» MpegBOCXUIIAET MOCIe-
Ayomee 3HaKOMCTBO ¢ 3aMbIcioM J[IxeitMca, KOTOPBIN ObII

BBIsICHEH yXe B MockBe ¢ momombio kHuru Surreal Eden.

At any given time during the creating of lLas Pogas, as unfinished
structure after unfinished structure appeared throughout the forest, it
was difficult for a visitor to discern whether what they were looking
at was in the process of construction or degeneration. Was he in
fact building a ruin? Certainly he would have loved the paradox.
He was aware that the most exciting thing about great ruins was the
act of discovery and recovery, the wrenching of their meaning from the
layers of time. He even discussed this possibility for Las Pozas with
the authors of Fantastic Architecture, George Collins and Michael
Schuyt, fantasizing how hundreds of years hence someone might so
stumble upon bis creations buried in the jungle at Xilitla and how
that explorer would try to decipher the nature of the civilization
that built them and attempt to determine their original wuse and
purpose. He expressed great mirth at what he considered his nltimate

prank—rthat the structures he had created had no purpose at all.



CxopcTBO ombiTa (HENOHMMAHUSA MM HEIPaBUIBHOTO
NOHMMAaHUA 3puTenein), npomssogumoro J[xeitmcom m Mo-
HAaCTBIPCKMM, OTYAaCTU NPOACHAET U M3HAYAJbHYIO 3araf-
Ky, CBSI3aHHYI0O C paspgadeil ¢ororpadunm [>xeitMca Ha Imocce
B ceHTs16pe 2016. CoaBTOopsl 3HanM Hedto o JKeliMce mepepn
HoCelleHMeM ero cajia, HIO3TOMY MX OIBIT TaM ObII MOJ00eH
ONBITY NPUTNAIIEHHBIX 3puUTenell Ha akuuAXx KoameKTMBHBIX
NeNCTBUIL, KOTOPblE€ CTAHOBATCA HE-3pUTENAMU IYCTOTO Jeli-
CTBUSA, 3Has O TOM, YTO OHM — 3PpUTENU. ITO OTAMYAET UX OT
AaHOHMMHBIX 3pUTeJeN, KOTOpble He 3HAKT, YTO OHU — 3PUTE-

U, ¥ HUYETOo He XJAYT. (CM. TEKCT 00 aHOHMMHOM 3pUTese)

Nmenno BCTpeyYa B XO0o4MMUIbKO npu
3TOM BBIOpOCHUIA B cuny CBOE HEOXXIMTaHHO-
ctu  CoaBTOpPpOB B NO3MINMI AHOHMMHBIX  3pUTENEN.

9T0 OBIT ONBIT HEOXUAAHHOTO CTO/JKHOBEHUSA C HACHIIEH-
HBIM (EHOMEHOM, KOTOPBIII HEME/I/IECHHO BBIPA3UJICA B pelnu-
rmo3Ho-paHTacTNUYeCKOoil nHTepnperannyu CoaBTOpaMyu 3TOr0
Mmecta kak garden of Hanged Dolls - cBsameHnHOro Mmecra BbI-
MBIIIJIEHHOTO KY/JAbTa. TaKoil TUNI MHTepHpeTaluyU CryLleHUIl
9KCIIO3MIIMOHHOTO 3HAaKOBOTO IOJA CXOJeH C Ayjgusanuen -
TeXHMKOI MPOU3BOJACTBA ONBITa OCBOOOX/eHMs, paspaboTaH-
Hoit ofHUM 13 CoaBTOpOB — BukTOopoM OCHMIIOBBIM B €r0 KHM-
re «Taitna Jloxmaroro Ilca. BBefjeHue B MCKYCcCTBO pa3roBopa»

IIpu stom Cap NOBeMEHHBIX KYKONI ABIAETCA 3JI€-
MEHTOM CeTTUHTA — PeasbHOCTU, B KOTOPOI IPOJOIKAKTCA
dbaHTacTUYECKMEe NPUKIIOYEHNSA BBIMBIIIJIEHHBIX JBOMHUKOB
CoaBTOpoB (CM. [OKYMEHTAaLMI0O HPeAbIyl[ero KOHILEINTY-
anpHOTO nyTemectBusa — Twin-fish chart). Haceimenusie de-

HOMCEHBI BCE€raga CIIOCOOHBI OBITh 37€MEHTAMM BBIMBIIIJIEH-
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HOJl peaNbHOCTU - CeTTUHTAa AN NPUKIYeHUI. VIMeHHO
06 sTom ckasan Vosnb Peres, korga HasBan npoekTol CoaB-
TOPOB «IPOsCHEHUEM NPUKIIOYEHU» B JIUYHOIN IHepenucke.
CaMu IOpUKITIOYEHV IepCOHaXKell OKa3bIBAIOTCA 3a Npepena-
MM [AHHOTO IpoeKTa. ECTh TONBKO MepLAWUINMII MEXAY pe-
a/IbHBIM ¥ BBIMBIIIJIEHHBIM MEKCUKAHCKUII CETTUMHI MX IPU-
K/II0YeHU, NMpefCcTaBleHHbll KaK OT[e/lbHOE NPOM3BeJeHUe
B Busie pororpaduueckoro moodboard «Kykonbnas Mekcnu-
Ka» ¥ OJHOBPEMEHHO KaK JOKyMeHTalus KYKOJIbHOTO 3JIe-

M€HTa BH3YyaJIbHOIO q)OHa KOHOCIITYa/IbHOTO IIYTCHIECTBUA.

CoaBTOpHI OTAAIOT cebe OTYET B 3aNyTAHHOCTN U CITOXK-
HOCTH 3TOTO NPEeAMCIOBUA, KOTOPOE OTpaXkaeT COOTBETCTBY-
I0l)e KayecTBa NpefAMeTa UX UCCAeLOBAaHNA — NIPOU3BOACTBA
OIBITA OCBOOOXIEHUSA KaK TAKOBOTO UM HOCBAN[EHHBIX 3TO-
MY BOINIPOCY «3CTE€TMYECKUX MuccaefoBaHmit» AHppesa Mona-
CTBIPCKOTO. VIM caMuUM MHTepeCcHO HabNIOOaTh, KaK 3TO Ipe-
OUCIOBME TMOCTENMEHHO CTAHOBUTCA CTUAM3alnmein (M 3a C4YeT
3TOr0 UCCIefOBaHMEM) >KaHpa 3a4acTyl0 OSHUTMATUYECKUX
npesucnoBuil MOHaCTBIPCKOTO K TOMaM «II0€3J0K 3a TOPOJ».
Ilenp gaHHOTO HMPEAUCTOBUS — OOBACHUTD HECKOJIBKUM JIIO-
OsAM KOHTEKCT IOSBIEHUS TeX «3PUTENbCKUX OTYETOB» 6Oe3
aKIIMI, KOTOpble M COCTABAAKT COJlepP)KaHMe 3TOr0 MpPOEKTa.
[Tocre ogHOTO M3 OOCYXJeHMII TaHHOTO NMpoeKTa ¢ AHJpe-
eM MoHacThIpcKuM ApuHa ATHUK NOydYacTBOBajaa B MMIIPO-

BU3VPOBAaHHOM QAaKIMOHHOM BSaI/IMOJIEIo/ICTBI/[I/I C 006BEKTOM



«ITanmeu». Apuna cupena Ha cTyne ¢ o6bekToM, AM e Xo0-
AUT BOKPYT; TpM pasa C MHTEPBAJIOM B MUHYTY OHa IIpPO-
M3HOCUIA CiydaitHble caoBa. Ha o6bekTe moMelieH Cref.
TekcT: «[lamem, wnam ykasaHme Ha caMoro ce6s Kak Ha Ipef-
MeT BHEUIHWII IO OTHONIEHMIO K caMoMy cebe». DTO yKasa-
HN)e nMpeBpalmjaeT OIIbIT 3pUTE/TIA B OIIBIT CaMOTO Ce6H, BIIyCKa:Ad
3puUTeNns BHYTPb IPOCTPAHCTBA pabOTHI, fenasd ero ImepcoHa-
xeM. «BHyTpeHHeil» dpoTocbreMku AM He coXpaHMIAch, Off-
HAaKO COXpaHMIACh BUjeocbeMKa GOTOChEeMKU, KOTOPYIO JHe-
nan oguH u3 CoaBTOopoB. XapaKTep MONYYMBIIETOCA TaKUM
06pasoM HpoAyKTa KaK HelIb3fA JIydlle BMU3YalbHO OTpaka-
€T BECh CMBICI 3TOrO NMPEeANMCIOBUA, 3allyTHIBAIOLIETO B CBO-

€M IIPpOACHEHUN U IMPOACHAKINETO0O B CBOEM 3alyTbIBaHUIN.

scan to see the footage




«HoBasa Mcnanua: Bopora
B 3aIIPEACABHOE»

Ilpuenamaenm sac 6 ynuxanvmoe nymeutecmeue, Konopoe
00106peMeNI0 A6AAENCA NAAOMHULECTIEOM — 0YX061HOU NPaK-
MUKoU ecmpedu ¢ wpaﬂmeﬂaeﬂwﬂwM. I 1aenas yeaw nymeute-
CIBUA — NEPEHCUMb Ha COOCIEEHINOM ONbLIE 8030€UCIEIUE C60€20
poda «mauun mparcyendenmnozoy — aamaped (uau retablos)
U nopmanos 6 cmuae Lyppuzepecko, Komopure A6.44107¢A, 6 C60-
el CAONCHOCIHIU U USOWPEHHOCIIU, NPEOeNbHbIM B0NAOUEHUEM
scmemuKu 6apoxxo.

Hmenrno 6 Mexcure, 6 xononuanvnoi Hosou Menanuu
cmuas bapoxko docmuz K cepedune 18-c0 6exa marxoi cunvt
6030€lCcIBUA, UNMO ONBIN 3PUNIENCH MONHO HAIBAMb (EU3)dANb-
Hotl ncuxodenurxony. Bonaowmennvie 6 aamapax wuesyumcxue
MEXHUKY ICMemudeckot nponazamndst cnocobHs 66ecmu 6 us3-
Metennoe cocmoaniue co3narnue dane co6peMeniiozo 4en06exd.
Ber crvooceme ompymume deitcmeennocme smux mexnux na cebe,
nOUY8CMB06amMy Kak cosepyarue Imux asmapet YHocum 6ac 6
sanpedenvtioe.

Dmu «3aamonennsie nopmanvt tebecr conpomusaLom-
ca Awbomy onucanur u dasxe @pomozpaduposanio, no3noMy
VEUEs UX U OWYMUM 8 NOAHOU Mepe UX 8030elicrnéue Mo-
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BCTpEUaA

HO MOABKO Henochedcmeenno na Mecme.

Ilymemecmeue npednonazaem ecmpeuu noumu co 6cemu
COXpanusulumucs 05pdSZ/dMM maKozo poda aqmapei 6 Mexcu-
ke — 6 Mexuxo, 1yanaxyamo, Caramarnxe, Kepemapo u Te-
nomyomaane. Donom 044 Imux 6cmpey cmanym HHu6onucrsre
JAUYLL 20PHBIX KOAOHUANBHELX 200006, NOANBIX AYUUMUX 06-
pasyos apxumexmypsr u dusadina Hosou Henanuu.

Kpome moeo, nymemecmeue sxnmwuaem 6 cebs peid enybo-
ko 6 coput, umobsr yeudems Las Pogas — eduncmeennviil 6 c60-
eM pode croppeanucmutecKutl Aandua@musti napx, co3danioe i
6 cepedune XX-20 6exa baus copoda Xuaumaa 6 sHueonucsx
aandmapmax Cuveppa-1opoer arneanickum croppearucnom u
skcyenmpuunsim apucmoxpamom Aosapoom Ancedrmcom. Tax
ae 6ac wdenm 6cmpeda ¢ AVUWMUMU 06pasyamu PoaK-6apok-
ko (mestizo baroque) — @ppanyuckancxumu muccusmuy Coep-
pa-Lopoer, oxpyscennsimu HugonucotMu 0pHotM Aandmagp-
mami.




IIporpamma nyreniecTBus

Hensv 1

[IpubbitTue B Mexnuko. Pasmemenne B yloTHOM paitoHe KoHpe-
ca, monHoM Kade, ramepeit, Au3aliHepCKUX Mara3mHOB U 0CO0-
HAKOB Haydana 20-ro BeKa, B KOTOPBIX XXU/IU MHOTUE U3BECT-

Hble cioppeanucTtol. CBo60OgHOE BpeMs.
Henwv 2

ITporynka mo MCTOpMYECKOMY LEHTPy TOpoOfia, IMOCeLjeHue
kadegpanpHOro cobopa Ha minomanu Cokano, ocMoTp AnTa-
pa Koporneit ckynpnropa banbp6aca, KOTOPBIN ITOTOXNU/I Hava-
0 CTWIo yyppurepecko B Mekcuke. OcMmoTp AByX ¢acanos
LepKBM MeTponmonnuTaHa B CTUJIe YyppUTEPeECKO.

Bo BTOpOIt NONOBUHE AHA — CBOOOZHOE BpeMs.
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Henv 3

YTpoMm Bble3n Ha aBTobyce B CaH-Murysab-me-AnbeHpe,
BknodenHni IOHECKO B cnmcok BceMupHOro Hacneamsa B
2008. KomonnanbHasg apXUTeKTypa, MOIIEHbIEe YIUIbI, YIUBHI-
TENbHBI CBET M BCErja BECEHHUI KAMMAT JeNalT 3TOT FOPOJ
OJHMM M3 CaMBbIX NPUBIEKAaTeAbHBIX B MeKcuKe, ugeanbHbIM
MECTOM J/Id 9CTE€TOB M POMAaHTUKOB. ['0poj Tak Xe cmaBuUTCA
obunnem pasHoob6pasHbIX Kade M pecTOpaHOB. JJHeM 9KCKyp-
CusA IO KONOHMANbHOMY IIeHTpPy ropogma. OcmoTp AByX daca-
JIOB B CTUJIEe YyppUrepecko: Lepksu boromarepu sgopoBba u
Lepku CBatoro dpannucka. BosMoxHO nmoceuieHne Bedep-

Hell CIYy>XOBI.




Ieusv 4

[TepBasa monoBuUHA fHA — cBobOgHOE BpeMsA. Bbl MoxeTe moce-
TUTb MHOTOYMCJIEHHbIE Tajepeu, AN3aliHEPCKNME U PeMEC/IEH-
Hble MarasuMHbl M PBIHKM ropopga (nydmee MecTo B Mekcuke
1A MOKYIIKY CYBEHUPOB) UMM XK€ CXOANUTHh B Myseit Vrpymex.
Taxkxe Ha I7aBHON IJIOWIAfAM YAaCTO YCTPauMBAKT YIMYHBIE
npejcTaBlIeHNA C y4yacTMeM «KyKOJ-MepTBeloB». Beuepom -

nepeesn B 'yanaxyato

Henwv 5

I'yanaxyarto usBecteH TeM, 4To B HoBoe Bpemsa 3pmech npons-
BOJMIOCH OKOJO JABajfllaTU NATU MNPOLEHTOB MUPOBOTrO ce-
pebpa. T'opopg 6bi1 ocHOBaH B 1559 rojy Ans ocBoeHus 6ora-
THIX 30JIOTHIX M cepeOpAHBIX MecTOpoXAeHui. Tak e Kak u

Can-Murysnip OH NONMOH KOMOHMANbHBIX 3[JaHuii, HO y 'yana-

XxyaTo cBoil gyXx. IlepkBu ¢ 6apounbiMu dacafgaMy, OKpPy>KeHbI
TEHUCTBIMU 3€JIEHBIMY IIOLASAMY, @ AIPKO OKpalleHHble JoMa
TECHATCS Ha KPYTHIX CKJIOHAX y3KOTO YIIe/bs, UCIEI[PEHHOTO

AOoporaMmnu-TyHHEIAMN, IOCTPOEHHbBIMI HA MECTE OBIBIINX PEK.

lHeM 00630pHasA 9KCKypcUs IO KOJTOHUATBHOMY LJeHTPY rOpo-
na. ITocemenne nepkBu BamerncuaHa ¢ anTapAMu Takoil Kpaco-
ThI, YTO OHM, 11O JIeT€He, YCIOKOV/IN OYHTYII[UX IIaXTePOB.

Beuep - cBo6OHOE BpeMs B TOpOJe, KOTOpPOe BB MOXKeTe Ipo-
BeCTU, ONyXJas IO y3KMM U >KUBOIMCHBIM YJIOYKaM IIeHTpa

VTN JKe TTOCETUTh M3BecTHeNnmmit Myseit Mymmii.



Ienv 6

Y1pom nepeespn B Keperapo, no gopore octanoka B CajaMaH-
ke. [Tocemenne nepkBu CBATOro ABrycTmHa, KOTopas Comep-
KUT 7 ajTapeil B CTUJIe YyppUTepecko 1 Mogo00Ha BONIIEOHOI
mkatynke. CpeAm OTIMYUTETBHBIX OCOOEHHOCTEN «KOPOHO-
BAHHOCTb» OTZHEIbHBIX YacTeil aaTapsa U HaHenu ¢ apdexTom
Hajalolux 1ucTbeB. Takxe ocMoTp ¢dacaja NepKBU .... IpU-
4yAIMBO COYeTAIlero B cebe 4epThl YyppUTepPecKO M MecT-

HbIX HApOOHBIX MOTNBOB.

ITo mpubsiTuum B Keperapo — o630pHas 3KCKypcus IO UCTO-
pudeckomy neHTpy Keperapo m mocemenme mepksu CBATON
Po3bI, Tak ke HAIOMTHEHHO aITapsIMU B CTUJIe YyPPUTePecKo,
BBIIOJTHEHHBIMM TeMU ke MacTepamu, 4to u B CamamaHke. B

ornuume or CajaMaHKU aJiTapy YKpallieHbl MHOJXECTBOM Kap-
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TUH ¢ usobpaxenusamu boxpeit Marepu. ITo xenanuio moce-
meHne My3ses VICKyccTB, pa3MeleHHOTO B 3JlaHUM OBIBIIETO

MOHACTBIPs, HIPUMEYaTeIbHOTO CBOMM K/IYaTpOM.
IHeuv 7

ITepeesn B XanmaH IO XMBOMMCHON TOPHOJ popore B riny6b
Creppa-Topael. OcmoTp dpaHIMCKAHCKO Muccuy B Xasma-
He. [Toesnka B ¢ppanumckanckme muccum B Tumako, Tankoii-
one u Jlanpme. llepkBM BBHINIOJIHEHBI B OJJHOM CTUJ/E, HO KaXJas
CO CBOMMM OCOOEHHOCTAMU, pacCMaTpuBass UX MOXXHO OINY-
TUTHh Ce0s «KOJNNIEKLMOHEPOM» MU XXe MCKYCCTBOBEJOM, 3a-
MedYaloIuM Menkue geranyu pekopa. CTpykrypa ¢acajgos co-
OTBETCTBYET CXEM€ YyppUTEpPecKO, HO HaIOJHE€HAa MECTHON
CUMBOJIMKOJ, BBIIIOJIHEHHON B rpy60171 HAaMBHOWN CTUINCTUKE,

49TO fAe€nmaeT EPKBU IMOXOXIMMN Ha MY/IbTAIIHbIEC KPEIIOCTH.




Henwv 8

ITepeesn B Xunurny. 3aceneHnue B OTeb, CIPOEKTUPOBaHHBIN
InpBappom [IxeitmcoM. OCMOTp CIOPpPeanMCTUYECKOro JIaH[J-
madTHOTO MapkKa B JKYHIIAX Las Pozas.

Iensv 10
Henv 9
CBob6opgHoe BpeMs B Mexuko. Ilo xxemaunio - moesgka B Xo-
ocemenue HefaBHO OTKpbIBIIerocs Myses Jleomopsr Kap- YMMUIBKO M BOJHAS NPOTYIKA IO KMBOMMCHBIM KaHA/lIaM, 110-
PUHTTOH. B My3ee BbicTaBleHbl B OCHOBHOM CKY/IBITYPHI. CTPOCHHBIM €IIE B JONCIIAHCKOE BpEMA

[Tepeesn m3 Xunutrnel B Temornornan. Ocmorp Museo de
Virreinato, pacmonoXeHHOTO B Me3yUTCKOM Konnepxe. Oc- Henv 11

MOTp HelpeB30JileHHbIX anTapeit Hepksu Cesatoro ®panincka
u Capilla Domestica, u3BecTHOII Kak «3epKalbHas YaCOBHSI». OTnéT M3 MeXMKO, 110 JKENAHMIO ~ MPOROKEHNE MY TEMECTBUA.

Bosspamenne B Mexuko.
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opTaAbl B Hebeca:

BU3Ya/IbHAs IICUXO/eNINKA
0apOKKO KaK MHCTPYMEHT
BCTPEYM C TPAHCIEHAEHTHBIM

VAR

1. XapakrtepHol [AnsA MeKCUKM ABIAETCA TaKasd PasHOBUJ-
HOCTb 0apoOYHOro CTUIA, KaK dYyppurepecko (ero mHorpga
Ha3bIBAIOT «MEKCUKAaHCKMM 0Oapokko»). 3apoguBmuch B Jc-
HaHUM, 3TOT CTUAb ObI1 nmpuBe3eH B Hosylo lcmanmio ap-
xutekTopom Meponmmom banbbacom, koTopsili co3man Aj-
tapb Kopomneit (El retablo de los Reyes) B Kadenpanbuom
Cob6ope Mexuko. C aToro anTaps Hayaaochb paclpocTpaHe-
Hue yyppurepecko B Mekcuke. Jimenno B Mekcuke K cepe-

OUHE 18-ro Beka 3TOT CTUb OJOCTUT HAaMBBICIIEIO paclBeETa.

ynpTpabapox-
dbopm m

nepeusObI-

2. Yyppurepecko TaKXe Ha3bIBAKOT

KO, TIIoOAY€pKUBaA ISKCTPEMAJIbHOCTb €ro BO3-

s

AapXUTEKTYPHBIX

J:[eﬁ[CTBI/IH. 3TOTO CTUnA XapaKTepEeH

TOK JeTajeil, 4YpPe3MEepPHOCTb JeKopa.
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The use of the estipite and the lambrequin is characteristic. Often
the total effect is of a stalactite mass, with countless pointed elements
hanging down from above, producing a verticality that has nothing
to do with structural requirements. <...> Churrigueresque became a
characteristic expression of Mexico; for here was a style which conld

endow asimple structure with a highly alive and ostentationsly elegant air.

Pal Kelemen

“Baroque and Rococo in Latin America”

3. SIpye Bcero CcTMANCTUYECKNE OCOOEHHOCTU YYppUTEpPecKo
npossnswTcsa B retablos (anTapsax). Retablo - cnoxuas apxu-
TeKTypHas CTPYKTYypa, COeUHAIIAA CKYJIbITYpHbIE QUTYPHI,
KapTUHBI B paMKaX, cepeOpsAHbIe ! 307I0Thle U3/Ie/NNA U 3epKa-
Na, pasMelljeHHbIe ITOBEePX CKYCHON pe3bObl IO fepeBy. B aToii
CTPYKTYpe pasMbIBAIOTCA TIPaHMIBI MEXAY ee 3JIeMeHTaMN,
MEXJy XOJICTaMM, pe3b6oil, KapHU3aMyU UM KOJOHHAMU, OJMH
37IeMEeHT NepPexXOonUT B APYroil, COeAMHAACh ¢ ppeckaMu u pe-
nbedaMy Ha IpUIETARIUX CTeHaX U nmoTonke. Perabno - sanu-
TOMa 6apOYHOI CBA3HOCTYU U cNUSAHNUA GOPM, TOTO, uTO [eHpUX
Bénbpdnuu, xoTopsii BuepBble 3aduUKcuUpoBan O0ApOKKO Kak
ctunp B pabore «Peneccanc u bapokko», Ha3bIBaJl «KMBOINC-
HBIM» Ka4eCTBOM 6apOYHOI KOMIO3UIUMN, IJle 00 BbeMbI 1 0Uep-
TaHMA MepLaloT, YTOOBl CIPOBOLVPOBATH IOTOBOKPYKUTENIb-

HOe BOCHpusATHEe MuUpa, oOHaxas MOJBUXKHOCTb ero obnmka.



4. Retablo, 6ygyum MmaTtepuanbHbIM 00 bEKTOM, COIPOTUBIIALT-
csA 9Kppasucy uin 3amedaTnieHno, 6onee Toro, OHO CONPOTUB-
nseTcs ajjeKBaTHOMY Bocupustuio. O6unme peraneit u 006b-
€M KOHCTpPyKLUM OYKBajJbHO He JAIOT YBUAETDb €€ LeTUKOM,
llaXke eC/y 4eT0oBeK HaXONUTCA NPpAMO Iepey anrapeM. Bénbd-

JIMH IIucama o 6apOKKO, KakK 6YI[T0 onuceiBasg uMeHHO retablo:

The Barogue was only able to manifest itself on a grand scale:
the pathos of post-classical is in the desire to be sublimated in the
infinite, in the feeling of overwhelmingness and unfathomableness.
The comprebensible is refused, the imagination demands to be
overpowered. 1t’s a kind of intoxication® with which barogue fills us,
particularly the huge church interiors. We are consumed by an all-
embracing sensation of heaviness, helpless to grasp anything, wishing
to yield totally to the infinite. The new religions fervor kindled by
the Jesuits finds a perfect outlet in the contemplating of the infinite
heavens and countless angels and choirs. 1t revels in the imagining

the unimaginable, it plunges with ecstasy into the abyss of infinity.
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* CnoBoM «intoxication» aHTIMICKUI MePEBOAYUK NEPEBONANUT
HeMeIlKoe c10BO «berauschung». 9To ke c10BO npuMeHsAeTCsA
Hunme pgnsa xapakTepuCTUKM SMOHUCUYECKOTO Havdana B «Po-
KOEHUM Tpareguy U3 fyXxa My3blK1». Pedb uié€T o pacTBOpeHUN
TpaHMUIl B CUTyally ONIbAHEHUSA, T.€. O TOM, YTO B CETOJHALIHEM

A3bIKe MOXHO ObIJIO OBl HA3BaTh «IICUXOOECINYIECCKNUM OIIBITOM».

5. “BeckoHeuHble OapouHble Hebeca” TpPAHCAMPYIOT pelnu-
TMO3HBIN OMBIT KaK MapajOKCANbHBIN OMBIT HEMOCTUXUMO-
CTH, ONBIT 3a HpefiesaMu OMbITa. «be3gHa OGECKOHEYHOCTN»
€CTh CTUINCTUYIECKOE BBIPaXKeHUEe HEeBBIPA3MMOTO, OHA WC-
MONb3yeTCsd KaK yKasaHMe Ha HEBO3MOXHOCTb m3obpaxe-
Hus. TpaHcueHgeHTHOe (KaK HEBUAMMOE U HEIMOCTUXUMOE)
MaHundecTupyercss depe3 U3OBITOK ZAHHOCTU, CTUIUCTUYE-
CKyI0 upesMmepHocTb. CBepxmonHoTa m3obpaxeHus obopa-
YMBAETCS HEMONHOTOI,

HE€3aBEPUIEHHOCTbIO BOCIPpUATHUA.

6. AnTapb B CTUJIe YYPPUTEPECKO, IIPefileIbHO BOIJIONIAsA CTU-
AUCTUYECKUE 0COOEHHOCTU 6apOKKO, UINIOCTPUPYET TO, YTO
¢pannyscknit ¢penomenonor Kan-JIlok MapuoH HasbIBal
«HacblIleHHBIM (eHoMeHOM». Ecnam OemHBINI MM OOBIYHBIN
beHOMEH COTNIacylonTCs C MOHATUAMMU pa3yMa, TO HAacChIIleH-
HbI/T GeHOMeH 1M3-3a U30BITKAa COOCTBEHHOI JAaHHOCTY He MO-
XeT OBITh aJjeKBAaTHO ONMCaH, N1000e MOHATHUE yuUlepOHO IO
OTHOIIEHNI0 K HeMy. HachlmeHHBII (peHOMEH IPeBOCXOAUT
BO3MOXXHOCTY BOCHPUATHUSA, MOZYMHSIET €ro U KOHCTUTYM-

PYET €ro, oCTaBaAAaA 3pUTEIA B 3aMEIIATEIbCTBE. Kak nmumert



caM MapnoH «Takoil ¢eHOMEeH cleflyeT Ha3blBaThb HeCO-
U3MEePUMBbIM, HEM3MEPUMBIM, Ype3MepHbIM». Bce aTu anure-

Thl 4aCTO INPUMMEHAKT M B OUCKYPCE, CBA3aHHBIM C 6ap01<1<0.

7. Cuma BO3[elicTBUA 0apOYHON SCTETMKU 3a4acTyI0 OIN-
CbIBaeTCA MCCAeJOBaTeNAMU KaK CBUJETeIbCTBO He CTOJb-
KO €€ XYJOXEeCTBEHHON ILIEHHOCTU, CKOJAbKO €€ IpomaraH-
AUCTCKONl HampaBleHHOCTU. Dbapokko B TakoM [AUCKYypce
- B HepBYI oOuYepeAb MHCTPYMEHT yIpaBjeHUs OOIeCTBEH-
HbBIM CO3HaHMEeM, a KOHKpeTHble 3CTeTU4YecKue OCOOEHHO-
cTu 6apOKKO — TEeXHMKM BO3HENCTBU, 3aXBaThlBalliye IIy-
6nuky. BusyanpHoe Bo3geiicTBue OapoKKO YIOZoOIseTCs
MHTOKCUKAIUM, CBOETO poja omnbsAHeHU («berauschung» y
Bénbpnuua). Kpurtukm ¢akruyeckm BMEHAT 3TOMY CTU-

110 BU3YaJIbHOE€ MPOU3BOACTBO IICUXOAEINYIECKOTO OIIbITA.

8. Takye OLleHKY IPEJIIONAraloT BOCHpUATIUE 6APOKKO KaK IIpo-
NaraHJMCTKOM MAaIIMHBI KaTONMNYECKON IepKBM (4aCTO OTOX-
necTBAsAeMOl ¢ geATenbHoCcThIo OpaeHa VMesyuros). B nepuon
c 1840-ro mo 1880-11 rr. TO, YTO ceifyac Ha3bIBAIOT «OAPOKKO»,
JlaXke Has3bIBaaM «ME3YUTCKUM CTUIeM». Bajicbax B cBoeil us-
BecTHOI pabore «bapokkon Kourppedopmannsa» ormedaeT, 4TO
«Me3yUTCKas IMpolaraHpa» OblIa MYJIbTUMEAUIIHON KaMIIaHM-
eif, KoTopas BK/IYana B cebs, KpoMe BU3yalbHOTO UCKYCCTBA,
NYXOBHbIE YIPa>KHEHUSA, IPONOBENb, T€aTp M HMIKOIbl. Bunbam
OrrunToH B KHure «The Theatre of Truth», Bcnex 3a Mapasa-

JieM, ONMCBhIBAET MCKYCCTBO 6aPOKKO KaK MHCTPYMEHT «0O/b-
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Ioun CTpaTernm» YIpaBICHNA 06I_LI€CTB€HHbIM CO3HaHUEM:

This strategy, which 1 call the major strategy of the baroque,
assumes the existence of a wveil of appearances, and then suggests
the possibility of a space opening just beyond those appearances
where truth resides...The recipient is drawn in by a promise of
Sulfillment beyond the surface, his or her desire ignited by an illusory
depth, always just beyond grasp. 1t is this strategy that accounts
for Maravall’s seemingly exaggerated claim that the Baroque
corresponds to an enormons apparatus of propaganda, dedicated to
entrancing the minds of a newly mobile populace with the promise
of a spiritual fulfillment to be had in another life for the small
price of identifying with the interests of powerful elites in this one.

9. BapOKKO KaK CTUIb, XapaKTeprIf;I oId KaTOoJaInnom3amMa 3I10-
Xn KOHTppe(bOpMaI_U/II/I, 9CTETUYECKN U UIOEOTOTUYECKN IIPO-
TUBOCTOUT HNPOTECTAHTU3IMY. Vimenno IIPpOTUBOCTOAHME C
IMpOTECTAHTN3MOM BbI3BaJO K JKM3HU BECHh OAUCKYpPC IIpoIa-
rangbl, B€Ob KaTOJIMY€CKadaA Ipollaranjga €CTb HE 60)'[66, 4EM
InIpomnmaranfga KaTO/JIMYE€CKOIO BEPOUCIOBENaHNUA, €0 IIPEBOC-
XOOCTBAa HaJg MpPOTECTAHTU3IMOM. 3JTo INIPpOTUBOCTOSAHNE BbIpa-

JKaeTCAa M B pPa3HbIX cnocobax TpaHCIALOUU 60KeCTBEHHOTO.

10. PaHI/IKaT[bHaH InpuBaTu3daumnda BEpbl B IIPOTECTAHTUSI-

M€ OTpa’XaeTcd B AaCKeTu3Me LHEPKOBHOIO HO€EKOpa. 3)121-

HIle [[epKBU — He Ooyee, yeM oM cobpaHuii, «ubo, rae KBOE



unyu Tpoe cobpaHbnl Bo mMsa Moe, Tam S mocpepum HuX».
Solo fideo & solo scriptura - o3HayaeT IO CyTM OTKa3 OT
bora, T.x. TOIB-

MHCTUTYLMANU3NPOBAHHON MeAMaluu

ko Mucyc Xpucroc ABnsgerca MeanyMoM 60XeCTBEHHOTO.

11.0TBeTOM KaTONMN4YeCKO iepkBu Ha pedopmannio 6b11 TpeHT-
ckuit cobop. 4 fexabps 1563 ropy 6b17I0 IpOBeeHO 3acejaHNe
cobopa, Ha KOTOPOM pacCMaTpUBaNINUCh BOIPOCHI, Kacaluiyuecs
KYy/IbTa CBATHIX ¥ M306pakeHnii B nepkBu. [locTaHOBNIEHNA 3TO-
ro 3aceJaHVs CUIBHO IOBIUANY Ha pa3BuTue 6apokko. TpeHr-
CKMit co60p 060CHOBBIBaeT HEOOXOAUMOCTD 0OPa30B «B3bIBaA-

IOIMX K IPUXO0)XaHaM» KaK MHCTPYMEHTa /1A UX 06pa3oBaHUA.

And the bishops shall carefully teach this, that, by means of the
histories of the mysteries of our Redemption, portrayed by paintings
or other representations, the people is instructed, and confirmed
in (the habit of) remembering, and continunally revolving in mind
the articles of faith; as also that great profit is derived from all
sacred images, not only becaunse the people are thereby admonished
of the benefits and gifts bestowed upon them by Christ, but also
because the miracles which God has performed by means of the
saints, and their salutary examples, are set before the eyes of
the faithful; that so they may give God thanks for those things;
may order their own lives and manners in imitation of the saints;

and may be excited to adore and love God, and to cultivate piety.

12. OTu monoXXeHUA B JanbHeimeM OYAyT TPaKTOBaTh-

CA KaK YTBEPXAEHUA O H€O6XOI[I/IMOCTI/I 06pameHI/m NCKYC-
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CTBA K YYBCTBaM, MCIOAb30BaHNs BU3YalbHBIX 00pa3oB Jsd
BO3NEMCTBUA Ha NPUXOXKAH MaAu 3purenein. VIMeHHO B Ta-
KOJI TpaKTOBKe 3TMU IIOJIOKEHWs OIMCHIBAIOTCA KaK 00OCHO-

BaHJE IPOMaraHAMCTKaX METOMOB KaTO/NIMYECKON IepPKBN.

By utilizing artistic media, seventeenth-century culture could more
fittingly accomplish its propagandistic ends. If the epoch’s art was
animated by a spirit of propaganda and if it took its point of
departure from the fact that the image was an effective means for
obtaining its objective, them one can maintain that “there is no
attempt to conceptualize the image but to offer the concept made
into an image” — that is, to provide the concept with a force that is
no longer demonstrative but of practical application, a force typical
of the image... The eyes are the most direct and effective means that
we can make use of in questions of affections. They are linked to
feelings, as feelings are linked to them. To move the psyche, which we
have seen to be what the baroque strove for, the most effective means
are visnal.
J. A. Maravall
“Culture of the Barogque”

13. Katonuyeckas epKoBb (KaK MHCTUTYT U KaK apXUTEKTYP-
Hasd MaTepuajlbHOCTH) MpU3BaHA CHeNaTh HEBO3MOXXHOE — IO-
Kas3aThb 4eloBeKy OoxecTBeHHoe. V3o06paxeHne, He ABIAACDH
caMo 1o cebe CBAI[EHHBIM, JO/KHO OTKPBITH CBALIEHHOE, T.€.
OBITH CBOETO POJja «<IOPTaNoOM B HeOecar». VIMeHHO moaTomy ba-

POKKO €CTb TeXHUKA BO3/eICTBMA, KOTOpas paboTaeT ¢ TpaHu-



oaMu BOCHIpUATUA U BOCOPUATUEM TpaHUL, C YIpE3IMEPHOCTHIO
U HE3ABEPUIEHHOCTDHIO. HPOI/I?)BeJIeHI/Ie 6ap01<1<0 pa3MbIBa€eT
cob6CTBEHHBIE rpaHMLObl UBHYTPpU UM CHApPYXN, 9TO pE€3YyIabTU-
PYE€T B OIIBITE, KOTOprﬁ[ ImorjaomaeT, KOTOprI?[ INIpeBOCXOOUT
IIOHMMAaHNE — B 6€3TpaHI/I‘IHOM OIlIbITE TPAaHCHEHOEHTHOTO.
3TOT BMSyaHbeIIZ OIIBIT ABIACTCA IHNCUXOOCTIMYECKMM OIIbI-
TOM, 4Y€EM 06bsACHAETCH ANCKYpC Bmsyaanoﬁ MHTOKCUMKaOuUM,
OIIbAHEHNA, OYpMaHa. BMS}’aHbeIﬁ HCI/IXO,I[GHI/I‘{eCKI/IIU/I OIIBIT
CTAaHOBUTCA PEJIUTMO3HbBIM OIIBITOM B COLIMaJIbHOM M MKOHO-
Fpa(l)I/I‘ICCKOM KOHTEKCTE KaToammmuiama. HPOHaI‘aHHI/ICTCKaH
apT-MalinHa 6ap01<1<0 €CTb ONHOBPEMEHHO MallMHa OJIA IIPO-

U3BOACTBA pEIUTNO3HOTIO OIIbITA.
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uAbM 0 Las Posas

Las Posas — MecTO BbICTyHallee KOHILENTYalbHbIM OCHOBaHM-
€M [i/i1 BCeTo IMyTelecTBUA. Bcs morucTuka nyremectsus no Mexkcuke
HNOAYMHAIACh TOMY, YTO COaBTOPBI JO/DKHBI IOCETUTD 3TO MeCTO. VM-
IY/ICOM /IS 9TOTO cTana ¢akrorpadmsa akuym « Tpu» u nocnegyomye
ctuxy A. MOHaCTBIPCKOTO:

Aowcetivea

Dosapoa

Ha ulocce ¥

Gomo
pasdan

Yot ocmanca xoms  Kno-1m10
Ms  yweomux 6

acmpa.i
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BCTpEUaA

[TnaHa MO OCBOEHMIO IPOCTPAHCTBA 3TOTO JTAHAMA(THOTO map-
Ka-TIOMeCTbsI Y HUX He ObUIO, HO 3allKa/JMBAIOIas BBIPA3UTETbHOCTD
MecTHOCTM 3acTaBmwia CoaBTOPOB CHMMAaTb MMIIPOBM3AIMIOHHBIN
¢GUIbM, B KOTOPOM MOXKHO IIPOCTIEUTD KOHLIENTYaIbHbIE CBA3M C CIOp-
peanusMoM M C KOHLIENITYa/TIN3MOM.

scan the QR-code
to watch the film

OmnmiieM OCHOBHBIE COCTABAAIOINHE (PUABMA:
. OMMax A. MOHaCTBIPCKOMY: [ieK/Iapalyis PUBeIeHHBIX BbIIIe CTIXOB
. Mom4anuBble CIycky MM MOABEMBI 110 JIECTHUIIAM 3araJJOYHBIX COO-
py>KeHui
. I>xn66epuIir Kak KOHTPAITYHKT AeK/Iapaliiyi CTUXOB
. DKCKYpPCHA 110 TAPKY, IIepBble MPEeAIIoNoKeHN 0 Le/ax [xeiiMca: mpo-
M3BOJICTBO OIIBITA HEIIOHMMaHMA. Pacckas o cBA3M JaHHOTO MecTa C AJC-
Kypcom AM: Bxof] B mapK, JlectHuia VakoBa 1 3/71aTONEHHbIE TIOPTAIbI
Hebec (B 9KCKYPCHOHHOM CTHJIE)

C TOYKM 3peHUs BOBJIEYEHHOCTV B QUIbMe IlepeMelIaHbl pas-
JIVYHbIE MO3ULIVN: IEPCOHAX — AEVCTBYIOLMII aBTOP — aBTOP-KOMMEH-
TaTOp. DKCKYPCUOHHAS 4acThb — PacCKa3 C METANO3VINH, TIOACHAIOIINIA

I1



KOMMEHTapuii, AeKIapalus CTUXOB JKe IpefonaraeT OONbLIYI0 BOB-
JIE4eHHOCTD, HO IPOM3BOAUTCA OHa eme CoaBTopamm, [pKubOepui u
CLIEHBI IIPOXOJOB YK€ COBEPIIAIOTCSA B CETTUHTE, IMEHHO II03TOMY 3a
KaZpOM OJHON M3 TaKMX CIeH IPOM3HOCUTCA «3[PaBCTBYil, brnemHas
I>xeriH».

Pasnmuune cremeHeil BOB/I€UeHHOCT OOYCIaBIMBAIOT CUHT/Kp/
eTMYEeCKYIO )KaHPOBOCTb 3TOTO (I/IbMA, KOTOPBIN COLEPKUT STI€MEHTBI
JIOKYMEHTAJIBHOTO («9KCKYpPCOBOA» WV aBTOP-KOMMEHTATOp, JAIOIIMI
MICTOPUYECKNUI U MCKYCCTBOBEIYECKIIT KOMMEHTAPIT) I UTPOBOTO KMHO
(3MM307BI € IIepCOHAXKAMM), ¥ JOKYMEHTAINIO aKIIMy Ha ofo6uy ¢ak-
torpaduu K] (mexnapanys ctuxoB CoaBTOpaMy KaK Xy/[0XKeCTBEHHO
TPYIIIOIt).

CHOHTaHHOCTD CBEMKM U OTCYTCTBUE IIPEABAPUTETBHOTO
3aMBIC/Ia, KOHEYHO, IIPMBEJIO0 K HEKOTOPOMY KO/INYeCTBY HeyAadHbIX
ny6eit, Ho CoaBTOPBI pelyIy BKIIOYUTD B GVIIBM BeCh MaTepuaJl.
Mo>XHO paccMaTpuBaTh 9TO KaK MeTayKIVIOHA/IbHBII IIpyeM, KOrza
CIy4aiiHas CbeMKa C MHCTPYKIVAMIY IIpefBapseT SIM30[ «B CETTIHIEY.
MO>XHO TaK)Xe TPaKTOBAaTh 9TO KaK AII0JIOTMI0 YePHOBUKOB IN 6e33a-
CTeHYMBOE TIOOUTENBCTBO.
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BCTpeYa yyy

doKyMenmayus nepeou unmepnpeman

Cada nosemensrx KyKoa

[Tocnenuss BCcTpeda, B KOTOPOJI MPOM3OUIIO MaKCUMalbHOe NPUOIMIKeHMe K HO3MIUY aHOHMMHOTO 3pUTeNsA, COCTOsAIACh Ha
kaHase B X04MMunbKko. Bo Bpems BogHOI nporynkyu CoaBTOPBI MPOIJIBIIN MUMO HeOOIbIIOTO UCKYCCKYCTBEHHOTO OCTPOBA, Ha Jie-
PeBbAX U Ha 3eMJIe KOTOPOTO OBI/IM pa3BeIlaHbl M pa3OpoCaHbl KYKJ/Ibl M IJIIOMIEBble UTPYIIKY. Y)Ke Ha JofjKe Obla 3amnucaHa rneppas
MHTEpHpeTanusA, UCIONAb3ylIlad TeXHUKY NygU3annum, cosfannyno ofHuM n3 CoaBropoB - Bukropom OcunospiM. Jlerenpa rmacur,
4YTO 3TO caf - TpuyMdanbHOe COOpPY>KeHMe, BO3ABUTHYTOE 3araJOYHbBIMM BOIIIeOHBIMY CyIleCTBAMMU B 3HaK noOexsl B BojiHe. [loky-
MEHTAalMA 3TOM BCTpe4YM CKyJHA, OJJHAKO CaMa BCTpedya NIpOM3Bena CUAbHOEe BuevyarneHue Ha COaBTOpPOB, T.K. HOTPYy3M/Ia UX B TIy-
00KOe HeIOHMMaHMe CTaTyca NPOUCXOAALero. MHOTO4YMCIeHHble pa3MbIIIJIeHNsA 00 9TOI BCTpedye BOIJIOTU/INCDH B CTaTbe, paccMa-
TPUBaIOILlEl OCHOBHbIE TEOPETUYECKME BOIPOCH], Kacallluecsa aHOHMMHOTO 3PUTENA U €T0 CBA3M C IyCTHIM JelicTBueM. 8 nwoHA 2019
rojia COCTOANOCHh 0O6CY>XAeHue 3Toit cTaTbyu ¢ AM, nqurararsl U3 00CYX/JeHNs MCIONb3YIOTCA B KadyeCTBe MOsACHEeHMIT. TeKCT cTaThu,
OyZy4m HallMCaH KaK 4acCTh 9TOrO NMPOEKTa, II03)e ObIT M31aH B cocTaBe cOOpHMKa KoHPepeHUUn benrpagckoro GpuaoIornIecKoro

¢daxynbTeTa: «9TO HE MOCKOBCKMIT KOHIenTyanu3Mm» (2020).
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AM: Bor sur mammcaan 3Ty CTATBIO HA AHTAHHCKOM, B
Hel YEeTKO YXBAYEHHl Pa3HBIC HPOOAEMBI, 2 9TO BB COOH-
paeTech ACAATH C 9THM TEKCTOM?

BO: 510 oana us wacreit mexcuxanckoro IIPOEKTA.
AA: . um xotnm 00CYyAHTH TeMy HM3MeHeHHA dopmara
IIPOCKTOB, IIEPEXOA OT AKI[HA K CBOErO POAA BCTpEUaM,
cosepruaHuaM. [IpeABIAYIIHI TPOEKT TOXKE yiKe OBIA HE aK-
nuei, 970 OHAO co3epmanne. B aTom myTemrecTBHN y HAC
BOOOIme He OBIAO 3aIlENKH C aKIHMEN, ¢ AercrBreM. Ml
KOHI[CIITYAaAHU3HUPOBAAM AHMCKYPCHBHBIEC IIPOCTPAHCTBA:
IIPOCTPAHCTBO Oapokko, npocrpancTBo Aac [Tosac u mo-
CACAHEE — CAA IOBEIICHHBIX KYKOA B XOYHMHABKO. MBI
XOTHM YBHAETH BO BCEM 9TOM ABHIKCHHE K aHOHHMHOMY
3PHUTEAIO.

AM: Kro TYT AHOHHUMHBIH 3PHTEAD?

AA: Mu. My xak 6m nupudAmxaemca K Hemy. OdeBHA-
HO, 9YTO MBI HE MOYKEM HM CTaTbh, T.K. BPOAEC 3HAEM, UTO
IIPOMCXOAUT, HO MBI IIBITAEMCA CAMHUX CeOf 3aCTaTh Bpac-
ITAOX.

AM: Ho wem Barma mosunms aHOHIMEOTO 3pHUTEAd, HA-
OAIOAATEAS, CO3EPIATEAS OTAMYACTCHA OT ITO3UIHH TYPH-
crar?

BO:. Typuct mo OoAbmIeil 9acTH 3HAET, UYTO OH YBH-
AnT. OH KACT KAKHX-TO AOCTOIPUMEYATEABHOCTEH H OHH
IPUOAU3SHTEABHO COOTBETCTBYIOT €TI0 OKHAAHUAM.

AA: Ham HepBHIl IIpoeKT B bupme, ObIA OCHOBAaH Ha
TAK HAa3BIBACMOM OHPMAHCKOM KOHTEKCTE MOCKOBCKOTO

KOHICIITyaA3Ma, TAK K€ 1 3TO IIyTCIICCTBHC OBIAO oIrpe-
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ACACHO mOe3AKON B mapk Aas [lo3as, KOTOpsIH BO3HHK B
koHTeKcTe aknuin KA.

BO: Mu nccAeAyeMm mosuiuio spuread. Ecam Oparp
FAHTEABHYIO CXEMBI, TO MBI IEPEXOAHUM OT ITO3UI[HH ABTO-
pa K IMO3HUIINK 3PUTEAS...

AM: ...depe3 caMHux ceos.

BO: BTO ABUXCHMUECM MBI U IIbBITACMCHd OIIMCATH B HpO-
exrte. [ToHATHO, 9TO, KOrAQa MBI CMOTPHUM OaPOKKO MBI Ue-
ro-TO A€M, HO Ha HAC IPH 9TOM OKa3BIBACTCA KAKOEC-TO
HEBEPOATHO CHABHOC BO3ACHCTBHE H MB AHAAH3HPYEM
ero npumunue. Koraa msr eaem B Aac ITosac MbI TOxe we-
ro-TO KAEM W TOXKE Ha HAC OKa3bIBAETCHA CHUABHOE BO3-
ACHICTBHE, KOTOPOE OKa3BIBACTCA B OOOHX CAyYafAx HAcCH
CO3AATEACH.

Bo-mepBEIX, 9TO HE3yHUTH CO3AABIINE OAPOYHBIC TEXHH-
KH BO3ACHCTBHA, YTOOB BBECTH YECAOBEKA B OIIPECACACH-
HYIO MaHAAAy, HO C IIOMOIIBIO CHABHOIO BO3ACHCTBHA.
Bo-Bropsix, 910 DABapA AxkedMc, KOTOPHH (HaKTHICCKH
yCTpamBaA BCE KaK IIYCTOE ACHCTBHE, CTPOUA TAK, YTOOBI
OBIAO OYEHDb CTPAHHO.

AA: ox IIHCAA, 9TO XOTEA IIOCTPOUTH HEYTO, IMOXOKEE
Ha PYHHB HCH3BCCTHOH IIUBUAM3AIMNN, T.C. YKE CTPOHA
mapk TakuM. C OapOKKO ke Takasd IPOIMATaHAUCTKAA HCTO-
pus.

AM: Aa, mpomaraHAa ¥epes 3AATOOACIIYINYIO KPACOTY.




mpty action for the
anonymous viewer

The practice of the Collective actions group, in general,
The term
“empty action” frames both goal in hand and employed means

can be called the practice of the empty actions.

thus describing Collective Actions practice of experience
production in the technological aspect. In the introduction
for the first volume of the “Trips out of town” A. Monastyrsky
provided two main definitions of empty action. It is said that
empty action can be defined as:

1) inclusion of extra-demonstrational elements into the
demonstrational field;
2)timeduringwhichviewersdon’tunderstand or misunderstand
what is happening in the demonstrational field.

These definitions become more understandable after
applying Monastyrsky's “dumbbell scheme” («ranTenpuas cxe-
Ma»), which is representing the communicative link between
authors and viewers. Despite its simplicity, this scheme is
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very helpful when analyzing any of the Collective Actions
aesthetic categories. When applied to the definition of the
empty action it highlights different sides of the experience
production. From the viewer’s perspective, empty action is
an experience of not understanding or misunderstanding the
action. From the author's perspective, it is an act of including
extra-demonstrational elements into the demonstrational
field (further there will be a discussion about extension of
this definition). The first definition is about the experience
of the viewer (which serves as a goal for the CA practice) and
second is about the means to produce such an experience.
This analysis makes apparent the link between these two
definitions and that link is a link between author and viewer,
goal and means of achieving it. The empty action then, as a
crucial principle of the experience production, is connecting
viewer and author in the Collective Actions practice.

In the execution of empty action, authors include
extra-demonstrational elements into the demonstrational
field to produce a certain experience of misunderstanding for
viewers. The demonstrational field is a spatial and temporal
frame for the art communication, stage for the performance.
This field contains demonstrational elements meant for art
communication. Everything beyond the demonstrational field
is non-art, ordinary life. Non-demonstrational elements are
not meant for the demonstration in the art communication,
these are objects or actions of everyday life. If borders of
the demonstrational field are dividing the sphere of art and
sphere of ordinary life, then the goal of the empty action is
to show the uncertainty of these borderlines. The viewer of



the empty action doesn’t’ understand or misunderstand their
disposition.

Monastyrsky says that the best way to summarize most
of the performances is to say that ordinary departure or
appearance was made, i.e. it was the actualization of ordinary
actions in art. The very first performance by the Collective
actions - “Appearance” - is a perfect example. The appearance
of two people - that is all that happened. Because of this
attempt to “speak while not saying anything”, performances of
the group can be called non-performances, non-actions and
we can suggest that because of this strategy the main aesthetic
category of the group is called “empty action”.

AM.: Bu ckazaam, 9ro «lloaBaenume» — a10 He-epdop-
MAaHC, HE-aKIIUA, HO HEAb3S AU CKa3aTh, 4T0 akmum KA —

5TO IICEBAO-PUTVAABI?

Working with the frame of an art statement, i.e. art-
life border is characteristic for Conceptual Art in general;
“Fontaine” by Duchamp or “4.33” by J. Cage are some of
the known examples. Placing an ordinary object in the
demonstrational field of the art museum (or framing ordinary
sounds produced during a definite interval of time as musicasin
Cage's “4.337) is equivalent to putting extra-demonstrational
elements into demonstrational field. This method is a base for
such a genre of contemporary art as found-art/ready-made.

AM.: «@onram ssasercs smakom HCKYCCTBA HAM 3HAKOM
AKH3HHP? DTO TPAHCTPECCUBHBIN 3HAK, OAHOBPEMEHHO 3HAK
HCKYCCTBa M 3HAK KHU3HU. boaee Toro, xect Arormrana 3a-
KATOYA€TCA B TOM, YTO OH BBITAINUA 3HAK KU3HHU B BHUAE
«[Troccmypa» m mOCTaBUA 3TOT 3HAK B KOHTEKCTE HCKYC-
CcTBA.

BO: 0w s wusnu BBITAIIHUA OOBEKT, 4 KOTAA TTOMECTHU A
€ro B KOHTEKCT HUCKYCCTBA, TO OOBEKT CTAA 3HAKOM.
AM. Her, me Tak. Koraa At000W OOBEKT KU3HHU MOA-
BEpraeTcsa OIeparuaM pa3yMa, AaKe BOCIPHUATHIO OH yiKe
CTaHOBUTCA 3HAKOM. MBI He omepupyeM peaAbHBIMH Be-
mamu, Ding an sich, MbI Bceraa omepupyem TOABKO BIIe-
YATACHUEM, 3HAKOBBIM OTTUCKOM OOBeKTa. MBI OTACACHBI
OT PEaAaABHOCTH CTEHOW 3HAKOB.

AA. I[ToustHo, 9To HeT aOCOAIOTHONW HE3HAKOBOCTH, HO
B CPABHCHHM KH3Hb MCHEEC 3HAKOBAfA, HEKEAH HCKYCCTBO.
AM. Aa, paspexeHHad 3HAKOBafg CETKAa C OTPOMHBIMU
A9eiKa, B TO BPEMA KaK B HCKYCCTBE OYECHB MAACHBKHC
AYCHKH B CETKE.

AA: B xusuu o OTEPHUPYEM AZBIKOM.

AM. KoTopsrilt meAuUKOM 3HAKOBHIM.

AA. Aa, HO A3BIK — IEPBUYHASA MOACAUPYIOIIAA CHCTEMA,

A4 UCKYCCTBO — BTOPpHYHAA MOACAHUDPYIOIIIAA CHCTCMA.

The main difference in the Collective actions practice
is that the demonstrational field is not the same from the
position of the viewer and from the position of the author
(remember what was said about the importance of the



dumbbell scheme).
“demonstrational”

Reflection upon the usage of terms
the
definition of the empty action shows that they are expressing

and “extra-demonstrational» in
the viewer's position. The extra-demonstrational elements
that authors put in the demonstrational field are such only
for the viewers, for authors it is always known that they are
included in the demonstration.

So the main difference of CA performances lies in the
arbitrary widening of the demonstrational field's borders by
the authors. Monastyrsky says: “Demonstrational field itself
is widening and becoming an object of consideration: we
are trying to find zones, which have certain properties and

relations. These properties and relations, as we think, affect

the formation of perception's levels...”

When Duchamp and Collective Actions both are working
with viewers expectations, Duchamp is violating the life-art
border in one transgressive act, pulling something from life
into art, but the borders are still solid, something just crossed
it. For the Collective Actions, the demonstrational field is not
something solid or something presented to the viewers like a
given entity (which is the case for the museum or theatrical
stage). These borders are different from the perspective of the
author and the perspective of the viewer. CA violates these
borders constantly in the process of the performance. There is
no one transgressive act — the whole performance is a process
of transgression. The strategy of Duchamp, as most of the
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conceptual artists, is about the content of art (what may or may not be put within art sphere) and CA strategy is about the border
itself (where these borders lie).

CA practice of experience production as a practice of transgression is based on working with viewers' expectations. The
viewer is always waiting for something to happen. The frame of art bounds these expectations, but more important is where viewers
expect the borderlines of the art and the ordinary life to be. When M. Gerber describes the main characteristic of the empty action
she also draws attention to the considered opposition of demonstrational and extra-demonstrational elements: “The Empty action
begins to “work” when the demonstrational element is perceived by the viewers as the extra-demonstrational element or vice versa.
In this fleeting moment the viewer cannot identify clearly what is and what is not a demonstrational element, and thus cannot start
his or her interpretation of the “demonstrated”. Although the viewer is expecting to see an “artistic work”, he or she is not able to
grasp it. The purpose of the Empty action is to delay judgment and interpretation for as long as possible”. The viewer is placed
in an ambiguous position of the witness of the empty action. The act of demonstration (action|akuyus) is performed nevertheless,
but it is emptied through breaking the expectations concerning what is demonstrational and what is not. The demonstrational field

becomes the field of expectations, expectations about its' borderlines.
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There can be different types of viewers and all types of
viewers perceive events in their own way and have different
expectations. These types are:

1) authors as viewers to their actions,
2) invited viewers,
3) anonymous/accidental viewers.

Authors are the most informed ones; they know the plan
of actions and all deployed means. They know where are the
borderlines of the demonstrational field because they are the
ones who set them. They perform an empty action through the
breaking of viewers" expectations about these demonstrational
borderlines.

Invited viewers don’t know anything about what is
going to happen, which makes them and their expectations
a playground for the empty actions. They only know that
some of the witnessed actions will belong to the art sphere.
Not knowing what is demonstrational and what is not, they
always don’t understand or misunderstand the action (note
that this sentence contains implicitly both definitions of
the empty action, describing means of production and the
resulting experience of the Collective Actions practice). But
because of that they also can extend the demonstrational field
for themselves — anything can be interpreted as the part of
the performance. This is called the “fisherman effect” - when
viewers interpret something belonging to the context as a
part of the text. This misplacing happened during “Second
painting” performance: viewers saw the fisherman passing by
the river and thought that this was a part of the performance.

A. Monastyrsky says that anonymous viewer is one

38

of the main structural elements of the aesthetic space for
the Collective actions,  but not much is said about this
type of viewer except that perception of the anonymous and
accidental viewer is the most in line with the empty action
art purposes and that empty action itself can be defined as
extra-demonstrational focus on the anonymous viewer («BHe-
JEMOHCTpaliOHHAasi OOpalleHHOCTbh K AHOHUMHOMY 3puUTe-
mo»). There are some non-explicit relations between empty
action and accidental viewer and the purpose of this text is to
elucidate them.

Itis never known who would see objects left by the group
or would pass by during the performance, thus the name is
“anonymous viewer” or “accidental viewer”. The main trait of
this type of viewer is non-acquaintance with the fact that they
are viewers. Their experience is not defined by the frame of art
performance or by art expectations. Their uninformedness, i.e.
that they are perceiving situation out of context makes them
most interesting for Monastyrsky. When invited viewers don’t
know what exactly is been demonstrated to them, anonymous
viewers don’t know that something is been demonstrated at
all.

The attention of the Collective actions group to the
anonymous viewer is making their practice of blurring the
borderlines of the demonstrational field more complicated.
They are not just putting extra-demonstrational elements
into demonstration and it is not thoroughgoing to define the
means of the empty action in this way. They are also doing the
opposite. In the case of the anonymous viewer, they are placing

demonstrational element beyond the demonstrational field,



beyond any art expectations. It is maybe heuristic to compare
this side of empty action practice to the found-art (or ready-
made). In this case, empty action is methodologically opposite
to the found-art. Something is found not by the author as in
found-art, but by the viewer. Found-art is something from
ordinary life in the art, empty action towards the anonymous
viewer is, in turn, something from the art in ordinary life.

The fact of the demonstration is not obvious for both
anonymous and invited viewers: something is not shown to
the ones who are waiting for the show and something is shown
to the ones who are not waiting. The empty action creates
uncertainty between demonstration and non-demonstration
employing heterogeneity of the field and inserted elements.
Something is placed in an unexpected position creating
misunderstanding. This examination of the anonymous viewer
definition pinpoints important technological aspects of the
empty action and it must be held in mind when the functional
definition of the empty action is made.

AAZ Koraa MBI cTaAHm BHIMAaTEABHO CMOTPETHh Ha OIIpe-
ACACHUSA IIA, MBI IIOHAAH, 9YTO OHHU BBIPAKAIOT ITO3HUI[HIO
3puTeAeii, HO MOKHO CMOTPETH IOIEPEMEHHO, T.K. BAKHO
VIHTBIBATH 00€ 9acCTH IaHTEABHOM cxeMbl. Ecam ato Ae-
AQTh, TO MOJKHO TaKK€ 3aMETHTDb, YTO AEMOHCTPAIIHOHHOE
nore KA HEOAMHAKOBO AAfA 3pUTEAA U AaBTOPA M HUMEHHO B
sTroM otAamume Texmororuun KA. B cayuae «PonTanay mo-
HATHO, 9YTO IIPOUCXOAUT, 3PUTEAD BHAHUT, YTO HEAECMOH-

CTpaL[I/IOHHbII}‘I 9ACMCHT BKAIOYACTCHA B ACMOHCTPAIIHIO.
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BO: I'paHHUIIBI HTOHATHBI, I OHH OAHMHAKOBBIE AASl ABTO-
pa B AAA 3pUTEAS.

AA: Tpancrpeccus ecTb, HO OHAa HE TAKOH CTEIIEHH, UTO
YEAOBCK HE IIOHHMAET, YTO IPOUCXOAHT.

AM: Tawm mer storo weanouroro ABUKEHHA MEKAY HO-
HHUMAHHUCM W HCIIOHHUMAHHUCM, He3aCTbIBL[[eI>‘I Tpchrpec—

CHUBHOU BI/I6paL[I/II/I — BCC YUCTKO, HCITOABUXHAA YCTKOCTD.

As already said empty action can also be defined as an
extra-demonstrational focus on the anonymous viewer. But
this definition can also be translated as “non-communicative
communication for the anonymous viewer». The anonymous
viewer doesn’t understand in a more profound way that the
invited one. There is no question about the borders of art
and life in happening communication for her. She confronts a
deeper descriptive problem:

1) meaning and genesis of the witnessed event/object is
unknown,

2) it is not apparent if there is a communicative intention,

3) if there is, then the recipient and purpose of the sender are
still unknown.

There is no possibility to grasp what's happening or place
found object in a category, thus nothing is known.

Anonymous viewers witnessing the performance can
define the situation and its participants in any way (eco-
volunteers, film-makers, religious adherents, etc.), but most
likely she could not define it at all. In a series of performances
with slogan banners, if it is analyzed from the position of the
author, demonstrational elements (banners) are placed beyond



the demonstrational field, slogan banners are left in the field.
for the
anonymous viewer. But from her position it is not aesthetically

After the performance the banner is still “working”

demonstrational, i.e. is not identified as art. Different things
were left on the field after other performances for someone to
find them (rarely the performance itself can be witnessed by
the accidental passersby). All this is perceived as something
random and non-demonstrational by the anonymous viewer.
The anonymous viewer is a tabula rasa, she doesn’t
know that what's happening (or what's left on the field) is
art. Phenomenologically this can be described as a “negative
experience” (Irving Goffman) or encounter with the saturated
phenomenon (Marion). The weirdness of performances (or left
objects) for the accidental viewer makes them impenetrable for
the interpretations. This means that there is no answer to the
The
anonymous viewer is the type of viewer that can encounter this

question of what is it and thus no organized experience.

phenomenon in its fullness, experience the extreme negative
experience. What is a complex mix of demonstration and non-
demonstration for the invited viewer is an encounter with
the unknown for the anonymous. With the application of the
dumbbell scheme here we can say that the anonymous viewer
is the ideal counterpart of the author’s empty action. From
the artist viewpoint, anonymous viewer lives in the realm of
contingency, radically speaking it’s not a viewer at all. It is a
non-viewer for the empty (non) action.
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O «CoaBTOpax»

«CoaBTOpPbI» — KOHLLENT-TPyINIa, IpUAyMaHHasg ApUHOI
Atuk u Buktopom OcunossiM. I'pynna B cBOMX 5KCIHEPUMEH-
TaJbHBIX HNPAaKTUKAX MUCCAEAyeT, UCHONb3yeT UM HPOU3IBOAUT
TYMaHUTapHble KOHIENTHl M TeXHOJMOTUM (B paMKaX peaurnu,
¢bunocopun, nCKkyccTBa, IUTEPaTypbl, HAYKU — M MEX/Y 9TU-
MU paMKaMMU, U HaJ 9TUMU paMKaMn).

Cpennu rimaBHBIX UCC/IeOBATeNbCKUX UHTEPECOB TPYIIbI
- 3itpopus, KOMMYHUKATUBHOE OCBOOOXIeHNE, HEIBOICTBEH-
HOCTb p€ajbHOTO U MINIO30PHOTO, IIYTINBOTO U CEPbE3HOTO,
HO3MLUUU U JUCTAHLUN.

Bca peATenbHOCTb TpYyHIbl ABAAETCA Pa3BEPHYTHIM
KOMMEHTapueM K MOCKOBCKOMY KOHIeNTyanu3Mmy. Xapakrep-
Hble [/ TPYIIbl METORONOTUYECKME NMPUEMBI — METAKOMMY-
HMKanus, neppopMaTUBHOCTD, aBTOpePepeHTHCOCTD.

[pynma ucnonp3yeT XaHpbl PpumocodcKo-MeTOZOMOTH-
YeCKOTO TpaKTaTa, aKaJeMU4eCcKoil paboThl, KOHLENTYyalbHO-

ro myrtemecTBsuAa n HOHCHCKTaKYHHpHOIZ aKOnMu.
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Cpenu paboT rpynmsi:

«MoHnckme cka3kn» (2016, JOKyMeHTanus aKIUY U KOHIIENTY-
aJIbHOTO NyTellecTBNA, bupma)

«El Fin del Mundo» (2017, ;okxyMeHTanusa akIuyM 1 KOHIENTY-
aJIbHOTO NyTemecTBMA, Ynan)

«ITosBnenue bonpmoro CBugerensa» (2017, akuyus B JJK Iler-
JTIOPBI)

«KynxxyTHas nenémka. [IponsBogcTBO peIUTMO3HOIO ONbITA B
JaHb-OyAAM3Me Knaccuyeckoro nepuopa» (2017, BKP)

«Ha myctoMm mecTe» (2017, akijusa B «caKpanbHOM LeHTpe Mo-
CKBBI»)

«BoceMb cTossHOK» (2017, JOKyMeHTAausA aKUM ¥ KOHIIENTY-
aJIbHOTO NyTelecTBNUA, Typuns)

«Twin fish chart» (2018, foxyMeHTanus aKLUM M KOHIIENTY-

aJIbHOTO NyTellecTBNA, Manaitans)



O nHazBaHuu «COaBTOPHI»

[Ipomnoe nHasBanme rpynnsl «Delighted crew» - roBo-
PUJIO O HEKOM YyBCTBE, J€a/IbHOM OTHOIIEHNN K MUPY. «Bme-
cTe, YTOOBI BOCXMIATHCSA» — J[eBU3 HPOIINION MHKapHAILNU
rpynnsl. HoBoe Ha3BaHUe Tak)Xe rOBOPUT 00 OTHOIIEHUIO K
MUPY, HO y>X€é B IeATeIbHOM IJIaHe. BocxmmieHme cTaHOBUTCA
COAaBTOPCTBOM.

ABTOp IpMHMMAET TBOPYECKNE PEIIEHNA, HO OH HE O MH
- PALOM C HUM BCerja NPUCYTCTBYIOT JPyrue TBOPIBI U/IU, 11O
KpaiiHeil mepe, TBopen. Bcé, uTo menaercsa, B TOM 4yucie u Xy-
NOXKEeCTBEHHbIE IPOEKTHI, IeJIaeTCSA B COABTOPCTBE C P€alTbHO-
cTbI0, borom mnu gpyrumu noabmmu. OHO He TONBKO JenaeTcs,
OHO INPOMUCXOAMUT, cnydaercsa. Her aBTopa, €CThb TONBKO COaB-
TOPBHI.

BrickaspiBanusa CoaBTopa aka bora ycmoBHO cunramoTca

NpUXOAAIUMHI C He6ec, TO3TOMY B JAHHOM CJIy4ae MOXHO TroO-
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BOPUTDH O BEPTUKATbHOM COAaBTOPCTBE, KOMMYHMUKAIIUM C TOP-
HUM MUPOM. BO3MOXXHO TakXe COaBTOPCTBO FOPU3OHTA/NbHOE,
T.e. COABTOPCTBO KaK OHO OOBIYHO MOHNMAETCA B MUpE [ONb-
HeM. 9TO coaBTOpcTBO ApuHH ATuK 1 Bukropa Ocunos, Bcex
Te€X, KTO MOJX€T Y4aCTBOBAaTh B MPOEKTAX I'PYIIIHI.

ITpu coeguHeHNMNM 5TUX ABYX TUIOB COAaBTOPCTBA Ha BU-
3yaJlbHOM YPOBHE IIONIY4alOTCA JBe NepeceKamluecs npsaMbie
+. 9TOT 3HaK BbIPa)kaeT He TOAbKO pa3Hble TUIIBI COABTOPCTBA,
HO 11 BO3MOXXHOCTb 0€CKOHEYHOT0 pacliMpeHus Kpyra coaBTo-
poB, npubasnenue. TakXe OH BbIpa>kaeT «pO3y BETPOB», BO3-
MO>XHOCTb «MJTU Ha BCe YeTbIpe CTOPOHBI» B reorpadmueckoM
M KOHILENTYaJbHOM IIPOCTPAaHCTBE, ABNAETCA OTPaXEHUEM

NpUAYMaHHOTO COAaBTOpaMM JKaHpa KOHLIEINTYa/JlIbHOTO IIyTE-

meCcTBMUA.




