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36-ʦʡ ɺʩʝʤʠʨʥʳʡ ʂʦʥʛʨʝʩʩ CID UNESCO ʧʦ ʪʘʥʮʝʚʘʣʴʥʳʤ ʠʩʩʣʝʜʦʚʘ-

ʥʠʷʤ: ʄʘʪʝʨʠʘʣʳ ʥʘʫʯʥʦ-ʧʨʘʢʪʠʯʝʩʢʦʡ ʢʦʥʬʝʨʝʥʮʠʠ ʦʪ 30-ʛʦ ʦʢʪʷʙʨʷ ʧʦ 3-ʝ 

ʥʦʷʙʨʷ 2013 ʛ., ʉʘʥʢʪ-ʇʝʪʝʨʙʫʨʛ / ʈʝʜ. ʀ.ʆ. ɽʣʝʬʝʨʝʥʢʦ, ɸ.ɽ. ʂʦʥʜʨʘʪʦʚʘ, 

ʉ.ɸ. ʈʫʩʠʥʦʚʘ, ɼ.ʂ. ʄʝʠʨʙʝʢʦʚʘ. ï ʉʇʙ.: ʄʝʞʜʫʥʘʨʦʜʥʳʡ ʊʘʥʮʝʚʘʣʴʥʳʡ 

ʉʦʚʝʪ ʖʅɽʉʂʆ, 2014. ï 231 ʩ. 

 

ɺ ʜʘʥʥʳʡ ʩʙʦʨʥʠʢ ʚʢʣʶʯʝʥʳ ʩʪʘʪʴʠ ʫʯʘʩʪʥʠʢʦʚ 36-ʛʦ ɺʩʝʤʠʨʥʦʛʦ 

ʂʦʥʛʨʝʩʩʘ ʧʦ ʊʘʥʮʝʚʘʣʴʥʳʤ ʀʩʩʣʝʜʦʚʘʥʠʷʤ, ʧʨʦʭʦʜʠʚʰʝʛʦ c 30-ʛʦ ʦʢʪʷʙʨʷ 

ʧʦ 3-ʝ ʥʦʷʙʨʷ 2013 ʛ. ʚ ʉʘʥʢʪ-ʇʝʪʝʨʙʫʨʛʝ ʧʦʜ ʵʛʠʜʦʡ ʄʝʞʜʫʥʘʨʦʜʥʦʛʦ ʊʘʥ-

ʮʝʚʘʣʴʥʦʛʦ ʉʦʚʝʪʘ ʖʅɽʉʂʆ. 

ʊʝʤʘʪʠʢʘ ʢʦʥʬʝʨʝʥʮʠʠ: 

1. ʉʦʩʪʦʷʥʠʝ ʠ ʧʝʨʩʧʝʢʪʠʚʳ ʨʘʟʚʠʪʠʷ ʭʦʨʝʦʛʨʘʬʠʯʝʩʢʦʡ ʧʝʜʘʛʦʛʠʢʠ ʚ 

ʩʬʝʨʝ ʩʨʝʜʥʝʛʦ ʠ ʚʳʩʰʝʛʦ ʧʨʦʬʝʩʩʠʦʥʘʣʴʥʦʛʦ ʦʙʨʘʟʦʚʘʥʠʷ. 

2. ʉʦʩʪʦʷʥʠʝ ʠ ʧʝʨʩʧʝʢʪʠʚʳ ʨʘʟʚʠʪʠʷ ʪʘʥʮʝʚʘʣʴʥʦʡ ʧʝʜʘʛʦʛʠʢʠ ʚ ʩʬʝʨʝ 

ʜʦʧʦʣʥʠʪʝʣʴʥʦʛʦ ʦʙʨʘʟʦʚʘʥʠʷ ʠ ʩʘʤʦʜʝʷʪʝʣʴʥʦʛʦ ʪʚʦʨʯʝʩʪʚʘ.  

3. ʉʦʚʨʝʤʝʥʥʳʝ ʩʪʨʘʪʝʛʠʠ ʚ ʭʦʨʝʦʛʨʘʬʠʯʝʩʢʦʤ ʦʙʨʘʟʦʚʘʥʠʠ. 

4. ʊʘʥʮʝʚʘʣʴʥʳʝ ʪʨʘʜʠʮʠʠ ʚ ʨʘʟʣʠʯʥʳʭ ʥʘʮʠʦʥʘʣʴʥʳʭ ʢʫʣʴʪʫʨʘʭ. 

5. ʌʦʨʤʳ ʠ ʩʧʦʩʦʙʳ ʩʦʭʨʘʥʝʥʠʷ ʠ ʧʝʨʝʜʘʯʠ ʭʦʨʝʦʛʨʘʬʠʯʝʩʢʦʛʦ ʥʘʩʣʝ-

ʜʠʷ.  

6. ʉʦʚʨʝʤʝʥʥʳʝ ʠʥʥʦʚʘʮʠʦʥʥʳʝ ʤʝʪʦʜʳ ʩʦʮʠʘʣʴʥʦ-ʢʫʣʴʪʫʨʥʦʡ ʠʥʪʝ-

ʛʨʘʮʠʠ ʜʝʪʝʡ ʠ ʤʦʣʦʜʝʞʠ ʩ ʦʛʨʘʥʠʯʝʥʥʳʤʠ ʬʠʟʠʯʝʩʢʠʤʠ ʚʦʟʤʦʞʥʦʩʪʷʤʠ ʧʦ-

ʩʨʝʜʩʪʚʦʤ ʭʦʨʝʦʛʨʘʬʠʠ ʠ ʤʫʟʳʢʠ. 

7. ʊʨʘʜʠʮʠʦʥʥʳʝ ʠ ʘʚʪʦʨʩʢʠʝ ʤʝʪʦʜʠʢʠ ʧʨʝʧʦʜʘʚʘʥʠʷ ʦʩʥʦʚ ʢʣʘʩʩʠʯʝ-

ʩʢʦʛʦ ʠ ʥʘʨʦʜʥʦʛʦ ʪʘʥʮʘ. 

8. ʊʘʥʮʝʚʘʣʴʥʘʷ ʪʝʨʘʧʠʷ ʜʣʷ ʜʝʪʝʡ ʠ ʚʟʨʦʩʣʳʭ ï ʩʦʩʪʦʷʥʠʝ ʠ ʦʩʦʙʝʥʥʦ-

ʩʪʠ ʨʘʟʚʠʪʠʷ ʥʘ ʢʦʥʪʠʥʝʥʪʘʭ. 

9. ʆʩʦʙʝʥʥʦʩʪʠ ʨʘʟʚʠʪʠʷ ʪʘʥʮʘ contemporary ʥʘ ʢʦʥʪʠʥʝʥʪʘʭ. 

10. ʇʨʦʙʣʝʤʳ ʩʦʜʝʨʞʘʥʠʷ ʧʦʥʷʪʠʡʥʦʛʦ ʘʧʧʘʨʘʪʘ ʭʦʨʝʦʛʨʘʬʠʯʝʩʢʠʭ 

ʜʠʩʮʠʧʣʠʥ ʚ ʦʙʨʘʟʦʚʘʪʝʣʴʥʳʭ ʫʯʨʝʞʜʝʥʠʷʭ. 

 

ʈʝʜʘʢʮʠʦʥʥʳʡ ʩʦʚʝʪ: 
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International Dance Council CID-UNESCO 

CID is the official umbrella organization for all forms of dance in all coun-

tries of the world. 

CID is recognized by UNESCO, national and local governments, interna-

tional organizations and institutions. 

It brings together the most important international, national and local organi-

zations, as well as select individuals active in dance. 

It is a non-governmental organization founded in 1973 within the UNESCO 

headquarters in Paris, where it is based. 

Its members are the most prominent federations, associations, schools, com-

panies and individuals in 155 countries. 

Main characteristics 

CID is an umbrella organization, in the sense that it evolves on a different 

level from its members. It is not connected to any particular dance school, compa-

ny, federation or other institution. It does not organize festivals, workshops or 

competitions. Being strictly non-commercial, it sells no products or services. It is 

independent of any government, political ideology or economic interest. CID treats 

all forms of dance on an equal basis. It does not promote a particular view of 

dance, recognizing its universal character as an art form, as a means of education 

and as a research subject. It is non-discriminatory. Reflecting the principles of the 

United Nations and UNESCO, it is open to all approaches to dance, without preju-

dice for race, gender, religion, political affiliation or social status. CID is governed 

democratically ï its leadership is elected every four years. Elected officers receive 

no emolument. Membership is increasing constantly; in 2011 it included more than 

700 institutional members (federations, schools, companies, competitions, festivals 

etc.) and over 4,000 individual members (choreographers, educators, dance histori-

ans, administrators, critics and others) in 155 countries. It is open to membership, 

accepting organizations, institutions or persons with sufficient credentials. 
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ʄʝʞʜʫʥʘʨʦʜʥʳʡ ʊʘʥʮʝʚʘʣʴʥʳʡ ʉʦʚʝʪ ʖʅɽʉʂʆ (CID UNESCO) 

ʄʝʞʜʫʥʘʨʦʜʥʳʡ ʊʘʥʮʝʚʘʣʴʥʳʡ ʉʦʚʝʪ (Conseil International de la Danse 

ï CID ï International Dance Council) ʷʚʣʷʝʪʩʷ ʚʳʩʰʝʡ ʦʨʛʘʥʠʟʘʮʠʝʡ, ʦʙʲʝʜʠ-

ʥʷʶʱʝʡ ʜʝʷʪʝʣʝʡ, ʩʚʷʟʘʥʥʳʭ ʩ ʣʶʙʳʤ ʠʟ ʚʠʜʦʚ ʪʘʥʮʝʚʘʣʴʥʦʛʦ ʠʩʢʫʩʩʪʚʘ ʥʘ 

ʇʣʘʥʝʪʝ. 

CID ï ʚʩʝʤʠʨʥʘʷ ʥʝʧʨʘʚʠʪʝʣʴʩʪʚʝʥʥʘʷ ʠ ʥʝʢʦʤʤʝʨʯʝʩʢʘʷ ʦʨʛʘʥʠʟʘʮʠʷ, 

ʩʦʟʜʘʥʥʘʷ ʚ 1973 ʛʦʜʫ ʚ ʇʘʨʠʞʝ (ʰʪʘʙ-ʢʚʘʨʪʠʨʘ ʖʅɽʉʂʆ). 

ʉʦʚʝʪ ʩʦʟʜʘʥ ʚ ʮʝʣʷʭ ʦʙʲʝʜʠʥʝʥʠʷ ʤʝʞʜʫʥʘʨʦʜʥʳʭ ʠ ʥʘʮʠʦʥʘʣʴʥʳʭ 

ʦʨʛʘʥʠʟʘʮʠʡ, ʘ ʪʘʢ ʞʝ ʦʪʜʝʣʴʥʳʭ ʣʠʮ, ʟʘʥʠʤʘʶʱʠʭʩʷ ʠʩʢʫʩʩʪʚʦʤ ʪʘʥʮʘ ʠ ʠʩ-

ʩʣʝʜʦʚʘʥʠʷʤʠ ʚ ʜʘʥʥʦʡ ʩʬʝʨʝ ʜʝʷʪʝʣʴʥʦʩʪʠ. 

CID UNESCO ʷʚʣʷʝʪʩʷ ʵʢʩʧʝʨʪʦʤ ʚ ʦʙʣʘʩʪʠ ʪʘʥʮʝʚʘʣʴʥʦʡ ʢʫʣʴʪʫʨʳ ʠ 

ʚʟʘʠʤʦʜʝʡʩʪʚʫʝʪ ʩ ʝʝ ʧʨʝʜʩʪʘʚʠʪʝʣʷʤʠ ʚ ʨʘʟʥʳʭ ʩʪʨʘʥʘʭ ʤʠʨʘ. 

ʏʣʝʥʘʤʠ ʉʦʚʝʪʘ ʷʚʣʷʶʪʩʷ ʬʝʜʝʨʘʮʠʠ, ʦʙʱʝʩʪʚʘ, ʩʦʶʟʳ, ʫʯʝʙʥʳʝ ʟʘʚʝ-

ʜʝʥʠʷ, ʪʘʥʮʝʚʘʣʴʥʳʝ ʢʦʣʣʝʢʪʠʚʳ ʠ ʦʪʜʝʣʴʥʳʝ ʣʠʮʘ, ʟʘʥʠʤʘʶʱʠʝʩʷ ʠʩʢʫʩ-

ʩʪʚʦʤ ʪʘʥʮʘ ʠ ʠʩʩʣʝʜʦʚʘʥʠʷʤʠ ʚ ʜʘʥʥʦʡ ʩʬʝʨʝ ʜʝʷʪʝʣʴʥʦʩʪʠ ʚʦ ʚʩʝʤ ʤʠʨʝ. 

ʇʨʠʥʮʠʧʳ ʜʝʷʪʝʣʴʥʦʩʪʠ CID UNESCO: 

- CID ʧʦʜʜʝʨʞʠʚʘʝʪ ʥʘʫʯʥʳʝ ʠʩʩʣʝʜʦʚʘʥʠʷ ʚ ʦʙʣʘʩʪʠ ʪʘʥʮʝʚʘʣʴʥʦʡ 

ʢʫʣʴʪʫʨʳ, ʫʯʠʪʳʚʘʝʪ ʟʥʘʯʝʥʠʝ ʪʘʥʮʘ ʚ ʤʠʨʝ ʠʩʢʫʩʩʪʚʘ, ʝʛʦ ʨʦʣʴ ʚ ʩʠʩʪʝʤʝ 

ʦʙʨʘʟʦʚʘʥʠʷ ʠ ʞʠʟʥʝʜʝʷʪʝʣʴʥʦʩʪʠ ʚ ʮʝʣʦʤ. 

- CID ʦʪʨʘʞʘʝʪ ʦʩʥʦʚʥʳʝ ʧʨʠʥʮʠʧʳ ʜʝʷʪʝʣʴʥʦʩʪʠ ʆʆʅ ʠ ʖʅɽʉʂʆ, 

ʦʪʢʨʳʪ ʢ ʤʝʞʜʫʥʘʨʦʜʥʦʤʫ ʜʠʘʣʦʛʫ. 

 

ʄʝʞʜʫʥʘʨʦʜʥʳʡ ʊʘʥʮʝʚʘʣʴʥʳʡ ʉʦʚʝʪ 

International Dance Council ï CID ï Conseil International de la Danse 

UNESCO, 1 rue Miollis, batiment 7, bureau 205 

FR-75732 Paris 15, France 

Tel. +33 1 4568 4953;   fax +33 1 4568 4931 

www.cidcongress-spb.com 

cidunescospb@mail.ru 

 

ʉʝʢʮʠʷ CID UNESCO ʚ ʉʘʥʢʪ-ʇʝʪʝʨʙʫʨʛʝ 
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To the organizers, participants and guests 

of the 36th World Congress of International Dance Council UNESCO 

(Saint-Petersburg, October 30 ï November 3, 2013) 

 

Dear friends! 

With a great pleasure I welcome you to the 36th World Congress of Interna-

tional Dance Council UNESCO! 

Dance is a unique form of expression of human creativity, which connects 

music and plastic. Dance represents the culture and tradition; it is an essential part 

of classic and folk arts. 

It is gratifying, that the World Congress of International Dance Council is 

held in the northern capital of Russian Federation. Just over a year ago, the 36th 

session of the World Heritage Committee under the Russian presidency was held 

for the first time in St. Petersburg ï the cradle of cultural and historical heritage of 

our country. Helding such forum contributes to maintaining international prestige 

of Russia as one of the foremost cultural powers. 

I wish all the participants and organizers of the World Congress successful 

and productive work, further creative growth, prosperity and well-being. 

 

 

 

Ambassador, 

Permanent Delegate  

of the Russian Federation to UNESCO, 

Chairperson of the 36th session 

Of the World Heritage Committee  

Eleonora Mitrofanova 

 

  



 

ʆʨʛʘʥʠʟʘʪʦʨʘʤ, ʫʯʘʩʪʥʠʢʘʤ ʠ ʛʦʩʪʷʤ 

36-ʛʦ ɺʩʝʤʠʨʥʦʛʦ ʢʦʥʛʨʝʩʩʘ 

ʄʝʞʜʫʥʘʨʦʜʥʦʛʦ ʪʘʥʮʝʚʘʣʴʥʦʛʦ ʩʦʚʝʪʘ ʖʅɽʉʂʆ 

(ʉʘʥʢʪ-ʇʝʪʝʨʙʫʨʛ, 30 ʦʢʪʷʙʨʷ ï 3 ʥʦʷʙʨʷ 2013 ʛ.) 

 

ɼʦʨʦʛʠʝ ʜʨʫʟʴʷ! 

ʉ ʙʦʣʴʰʠʤ ʫʜʦʚʦʣʴʩʪʚʠʝʤ ʧʨʠʚʝʪʩʪʚʫʶ ʚʘʩ ʧʦ ʩʣʫʯʘʶ 36-ʛʦ ɺʩʝʤʠʨ-

ʥʦʛʦ ʢʦʥʛʨʝʩʩʘ ʄʝʞʜʫʥʘʨʦʜʥʦʛʦ ʪʘʥʮʝʚʘʣʴʥʦʛʦ ʩʦʚʝʪʘ ʖʅɽʉʂʆ! 

ʊʘʥʝʮ ʷʚʣʷʝʪʩʷ ʦʩʦʙʦʡ ʬʦʨʤʦʡ ʧʨʦʷʚʣʝʥʠʷ ʪʚʦʨʯʝʩʢʦʛʦ ʥʘʯʘʣʘ ʏʝʣʦʚʝ-

ʢʘ, ʩʦʝʜʠʥʷʶʱʝʡ ʤʫʟʳʢʫ ʠ ʧʣʘʩʪʠʢʫ. ɺ ʪʘʥʮʝ ʦʪʨʘʞʘʝʪʩʷ ʢʫʣʴʪʫʨʘ ʠ ʪʨʘʜʠ-

ʮʠʷ, ʦʥ ʷʚʣʷʝʪʩʷ ʥʝʦʪʲʝʤʣʝʤʦʡ ʯʘʩʪʴʶ ʢʣʘʩʩʠʯʝʩʢʦʛʦ ʠʩʢʫʩʩʪʚʘ ʠ ʥʘʨʦʜʥʦʛʦ 

ʪʚʦʨʯʝʩʪʚʘ. 

ʆʪʨʘʜʥʦ, ʯʪʦ ʦʯʝʨʝʜʥʦʡ ɺʩʝʤʠʨʥʳʡ ʢʦʥʛʨʝʩʩ ʄʝʞʜʫʥʘʨʦʜʥʦʛʦ ʪʘʥʮʝ-

ʚʘʣʴʥʦʛʦ ʩʦʚʝʪʘ ʧʨʦʭʦʜʠʪ ʚ ʉʝʚʝʨʥʦʡ ʩʪʦʣʠʮʝ ʈʦʩʩʠʡʩʢʦʡ ʌʝʜʝʨʘʮʠʠ. ʏʫʪʴ 

ʙʦʣʝʝ ʛʦʜʘ ʥʘʟʘʜ 36-ʷ ʩʝʩʩʠʷ ʂʦʤʠʪʝʪʘ ʚʩʝʤʠʨʥʦʛʦ ʥʘʩʣʝʜʠʷ ʧʦʜ ʨʦʩʩʠʡʩʢʠʤ 

ʧʨʝʜʩʝʜʘʪʝʣʴʩʪʚʦʤ ʪʘʢʞʝ ʚʧʝʨʚʳʝ ʧʨʦʰʣʘ ʚ ʉʘʥʢʪ-ʇʝʪʝʨʙʫʨʛʝ ï ʛʦʨʦʜʝ-

ʢʦʣʳʙʝʣʠ ʢʫʣʴʪʫʨʥʦʛʦ ʠ ʠʩʪʦʨʠʯʝʩʢʦʛʦ ʥʘʩʣʝʜʠʷ ʥʘʰʝʡ ʩʪʨʘʥʳ. ʇʨʦʚʝʜʝʥʠʝ 

ʪʘʢʦʛʦ ʨʦʜʘ ʬʦʨʫʤʦʚ ʩʧʦʩʦʙʩʪʚʫʝʪ ʧʦʜʜʝʨʞʘʥʠʶ ʤʝʞʜʫʥʘʨʦʜʥʦʛʦ ʘʚʪʦʨʠʪʝ-

ʪʘ ʈʦʩʩʠʠ ʢʘʢ ʦʜʥʦʡ ʠʟ ʧʝʨʝʜʦʚʳʭ ʢʫʣʴʪʫʨʥʳʭ ʜʝʨʞʘʚ. 

ɾʝʣʘʶ ʚʩʝʤ ʫʯʘʩʪʥʠʢʘʤ ʠ ʦʨʛʘʥʠʟʘʪʦʨʘʤ ɺʩʝʤʠʨʥʦʛʦ ʢʦʥʛʨʝʩʩʘ 

ʫʩʧʝʰʥʦʡ ʠ ʧʣʦʜʦʪʚʦʨʥʦʡ ʨʘʙʦʪʳ, ʜʘʣʴʥʝʡʰʝʛʦ ʪʚʦʨʯʝʩʢʦʛʦ ʨʦʩʪʘ, ʧʨʦʮʚʝ-

ʪʘʥʠʷ ʠ ʙʣʘʛʦʧʦʣʫʯʠʷ! 

 

ʇʦʩʦʣ, 

ʇʦʩʪʦʷʥʥʳʡ ʧʨʝʜʩʪʘʚʠʪʝʣʴ 

ʈʦʩʩʠʡʩʢʦʡ ʌʝʜʝʨʘʮʠʠ ʧʨʠ ʖʅɽʉʂʆ, 

ʇʨʝʜʩʝʜʘʪʝʣʴ 36-ʡ ʩʝʩʩʠʠ  

ʂʦʤʠʪʝʪʘ ʚʩʝʤʠʨʥʦʛʦ ʥʘʩʣʝʜʠʷ 

ʕ. ʄʠʪʨʦʬʘʥʦʚʘ 

 

  



 

Dear friends! 

 

Congratulations to the organizers, participants and to the guests of the 36th 

World Congress on Dance Research CID UNESCO with the great dance holiday! 

Significantly, that the opening of this forum is held in the new Boris Eifman 

Dance Academy in Saint-Petersburg. Let this event be significant milestone in the 

development of world dance movement! Good health, success and pleasure for all 

of you! 

 

 

Nikolay Burov, 

Chairman of the Saint-Petersburg Chamber, 

People's artist of Russia, 

Professor of Saint-Petersburg State University of Culture and Arts 

 

 

ɼʦʨʦʛʠʝ ʜʨʫʟʴʷ! 

 

ʇʦʟʜʨʘʚʣʷʶ ʫʩʪʨʦʠʪʝʣʝʡ, ʫʯʘʩʪʥʠʢʦʚ ʠ ʛʦʩʪʝʡ 36 ɺʩʝʤʠʨʥʦʛʦ ʂʦʥʛʨʝʩ-

ʩʘ CID UNESCO ʧʦ ʪʘʥʮʝʚʘʣʴʥʳʤ ʠʩʩʣʝʜʦʚʘʥʠʷʤ ʩ ʟʘʤʝʯʘʪʝʣʴʥʳʤ ʧʨʘʟʜʥʠ-

ʢʦʤ ʪʘʥʮʘ! 

ɿʥʘʤʝʥʘʪʝʣʴʥʦ, ʯʪʦ ʦʪʢʨʳʪʠʝ ʵʪʦʛʦ ʬʦʨʫʤʘ ʧʨʦʭʦʜʠʪ ʚ ʥʦʚʦʡ ɸʢʘʜʝ-

ʤʠʠ ʊʘʥʮʘ ɹʦʨʠʩʘ ʕʡʬʤʘʥʘ ʚ ʉʘʥʢʪ-ʇʝʪʝʨʙʫʨʛʝ. ʇʫʩʪʴ ʵʪʦ ʩʦʙʳʪʠʝ ʩʪʘʥʝʪ 

ʟʥʘʯʠʤʦʡ ʚʝʭʦʡ ʚ ʨʘʟʚʠʪʠʠ ʤʠʨʦʚʦʛʦ ʪʘʥʮʝʚʘʣʴʥʦʛʦ ʜʚʠʞʝʥʠʷ! ʂʨʝʧʢʦʛʦ 

ʟʜʦʨʦʚʴʷ, ʫʩʧʝʭʘ ʠ ʫʜʦʚʦʣʴʩʪʚʠʷ ʚʩʝʤ ʚʘʤ! 

 

 

ʅʠʢʦʣʘʡ ɹʫʨʦʚ 

ʇʨʝʜʩʝʜʘʪʝʣʴ ʆʙʱʝʩʪʚʝʥʥʦʡ ʇʘʣʘʪʳ  

ʉʘʥʢʪ-ʇʝʪʝʨʙʫʨʛʘ, 

ʅʘʨʦʜʥʳʡ ʘʨʪʠʩʪ ʈʦʩʩʠʠ, 

ʧʨʦʬʝʩʩʦʨ ʉʇʙɻʋʂʀ 

 

  



 

Colleagues! Friends! 

 

I am extremely glad, that the meetings of researchers in the field of choreog-

raphy are becoming more regular and take on a meaning it never had before - sci-

entific meaning! 

Now we have an opportunity to share dance culture experience, gained at the 

international level and in the famous dance schools of different countries. 

Thanks to our meetings, we get acquainted with the variety of dance forms, 

thus enriching each other, the world and dance science, because the art of the 

dance is clear to everyone, is brings happiness and joy, gives friendship to people 

all around the world! 

 

Igor Eleferenko,  

Ph.D. in pedagogical sciences,  

Chairman of the Scientific  

Committee of the Congress 
 

 

 

ʂʦʣʣʝʛʠ! ɼʨʫʟʴʷ! 

ʗ ʙʝʩʢʦʥʝʯʥʦ ʨʘʜ ʪʦʤʫ, ʯʪʦ ʚʩʪʨʝʯʠ ʠʩʩʣʝʜʦʚʘʪʝʣʝʡ ʚ ʦʙʣʘʩʪʠ ʪʘʥʮʘ 

ʩʪʘʥʦʚʷʪʩʷ ʨʝʛʫʣʷʨʥʳʤʠ ʠ ʧʨʠʦʙʨʝʪʘʶʪ ʪʦ ʟʥʘʯʝʥʠʝ, ʢʦʪʦʨʦʛʦ ʥʝ ʙʳʣʦ ʨʘʥʝʝ 

ʥʠʢʦʛʜʘ, ï ʥʘʫʯʥʦʝ!  

ʆʪʥʳʥʝ ʤʳ ʠʤʝʝʤ ʚʦʟʤʦʞʥʦʩʪʴ ʜʝʣʠʪʴʩʷ ʧʦʣʫʯʝʥʥʳʤ ʦʧʳʪʦʤ ʪʘʥʮʝ-

ʚʘʣʴʥʦʡ ʢʫʣʴʪʫʨʳ, ʧʨʠʥʷʪʦʡ ʥʘ ʤʝʞʜʫʥʘʨʦʜʥʦʤ ʫʨʦʚʥʝ ʠ ʚ ʧʨʦʩʣʘʚʣʝʥʥʳʭ 

ʭʦʨʝʦʛʨʘʬʠʯʝʩʢʠʭ ʰʢʦʣʘʭ ʦʪʜʝʣʴʥʳʭ ʩʪʨʘʥ. 

ɹʣʘʛʦʜʘʨʷ ʥʘʰʠʤ ʚʩʪʨʝʯʘʤ, ʤʳ ʟʥʘʢʦʤʠʤʩʷ ʩʦ ʚʩʝʤ ʨʘʟʥʦʦʙʨʘʟʠʝʤ 

ʪʘʥʮʝʚʘʣʴʥʳʭ ʬʦʨʤ ʠ ʩʨʝʜʩʪʚ, ʦʙʦʛʘʱʘʷ ʪʝʤ ʩʘʤʳʤ ʜʨʫʛ ʜʨʫʛʘ, ʤʠʨʦʚʦʝ ʩʦ-

ʦʙʱʝʩʪʚʦ ʠ ʪʘʥʮʝʚʘʣʴʥʫʶ ʥʘʫʢʫ, ʧʦʪʦʤʫ ʯʪʦ ʠʩʢʫʩʩʪʚʦ ʪʘʥʮʘ ʧʦʥʷʪʥʦ ʢʘʞ-

ʜʦʤʫ, ʥʝʩʝʪ ʩʯʘʩʪʴʝ ʠ ʨʘʜʦʩʪʴ, ʜʘʨʠʪ ʜʨʫʞʙʫ ʣʶʜʷʤ ʚʦ ʚʩʝʭ ʫʛʦʣʢʘʭ ʟʝʤʥʦʛʦ 

ʰʘʨʘ! 

 

ʀʛʦʨʴ ɽʣʝʬʝʨʝʥʢʦ  

ʜʦʢʪʦʨ ʧʝʜʘʛʦʛʠʯʝʩʢʠʭ ʥʘʫʢ,  

ʇʨʝʜʩʝʜʘʪʝʣʴ ʥʘʫʯʥʦʛʦ 

 ʢʦʤʠʪʝʪʘ ʂʦʥʛʨʝʩʩʘ 
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MIKHAIL FOKINE ôS CHOREOGRAPHIC HERITAGE  IN YUGOSLAVIA  
Abstract 

Mikhail M. Fokine (1880-1942), the well-known Russian ballet reformer, once the lead-

ing dancer of the Maryinsky theatre and Russian Seasons of Sergei Diaghilev, choreographer of 

both institutions and other world famous operas and ballet companies, never visited the Balkan 

states. In spite of this fact, twelve ballets from the rich Fokine opus were seen first in Yugosla-

via, thanks to Diaghilevôs dancers and Fokineôs followers, Elena Poliakova and Margarita Fro-

man. Among Fokineôs twelve ñYugoslavò ballets, there are ten creations conceived for Diaghi-

levôs Ballets Rousses, one independent, The Dying Swan, choreographed in 1907 for Anna Pav-

lova, entering subsequently the Maryinskyôs repertoire, and The Golden Cockerel composed for 

the Ballets Rousses de Colonel de Basile in 1937. 

ʄʦʩʫʩʦʚʘ ʅʘʜʝʞʜʘ 
ɹʝʣʛʨʘʜ, ʉʝʨʙʠʷ 

ʍʦʨʝʦʛʨʘʬʠʯʝʩʢʦʝ ʥʘʩʣʝʜʠʝ ʄʠʭʘʠʣʘ ʌʦʢʠʥʘ ʚ ʖʛʦʩʣʘʚʠʠ 
ɸʥʥʦʪʘʮʠʷ 

ʄʠʭʘʠʣ ʌʦʢʠʥ (1880-1942), ʠʟʚʝʩʪʥʳʡ ʨʦʩʩʠʡʩʢʠʡ ʨʝʬʦʨʤʘʪʦʨ ʙʘʣʝʪʘ, ʚʝʜʫʱʠʡ 

ʪʘʥʮʦʨ ʠ ʙʘʣʝʪʤʝʡʩʪʝʨ ʄʘʨʠʠʥʩʢʦʛʦ ʪʝʘʪʨʘ ʠ çʈʫʩʩʢʠʭ ʉʝʟʦʥʦʚè ʉʝʨʛʝʷ ɼʷʛʠʣʝʚʘ ʠ ʜʨʫ-

ʛʠʭ ʟʥʘʤʝʥʠʪʳʭ ʦʧʝʨʥʳʭ ʠ ʙʘʣʝʪʥʳʭ ʢʦʤʧʘʥʠʡ, ʥʠʢʦʛʜʘ ʥʝ ʧʦʩʝʱʘʣ ɹʘʣʢʘʥʩʢʠʝ ʛʦʩʫʜʘʨ-

ʩʪʚʘ. ʅʝʩʤʦʪʨʷ ʥʘ ʵʪʦ, ʜʚʝʥʘʜʮʘʪʴ ʙʘʣʝʪʦʚ ʌʦʢʠʥʘ ʚʧʝʨʚʳʝ ʙʳʣʠ ʫʚʠʜʝʥʳ ʚ ʖʛʦʩʣʘʚʠʠ, 

ʙʣʘʛʦʜʘʨʷ ʪʘʥʮʦʨʘʤ ɼʷʛʠʣʝʚʘ, ʧʦʩʣʝʜʦʚʘʪʝʣʷʤ ʌʦʢʠʥʘ, ɽʣʝʥʝ ʇʦʣʷʢʦʚʦʡ ʠ ʄʘʨʛʘʨʠʪʝ 

ʌʨʦʤʘʥ. ʉʨʝʜʠ ʜʚʝʥʘʜʮʘʪʠ ñʶʛʦʩʣʘʚʩʢʠʭò ʙʘʣʝʪʦʚ ʌʦʢʠʥʘ ʜʝʩʷʪʴ ʧʨʦʠʟʚʝʜʝʥʠʡ ʙʳʣʠ ʟʘ-

ʜʫʤʘʥ rʜʣʷ çʈʫʩʩʢʠʭ ʉʝʟʦʥʦʚè ɼʛ̫ʠʣʝʚʘ, ʦʜʥʦ ʥʝʟʘʚʠʩʠʤʦʝ ï çʋʤʠʨʘʶʱʠʡ ʃʝʙʝʜʴè, ʧʦ-

ʩʪʘʚʣʝʥʥʳʡ ʚ 1907 ʜʣʷ ɸʥʥʳ ʇʘʚʣʦʚʦʡ, ʚʧʦʩʣʝʜʩʪʚʠʠ ʚʦʰʝʣ ʚ ʨʝʧʝʨʪʫʘʨ ʄʘʨʠʠʥʩʢʦʛʦ 

ʪʝʘʪʨʘ; ʠ çɿʦʣʦʪʦʡ ʇʝʪʫʰʦʢè, ʩʦʟʜʘʥʥʳʡ ʜʣʷ çʈʫʩʩʢʠʭ ɹʘʣʝʪʦʚè ʧʦʣʢʦʚʥʠʢʘ ʜʝ ɹʘʟʠʣʷ ʚ 

1937 ʛ. 

1. Introduction 

Regarding ballet and the situation in the period before the First World War, 

there was a small theatrical dance tradition in the South Slav countries under the 

Austro-Hungarian rule, including centers as Zagreb, Ljubljana and Sarajevo. How-

ever, at the same time there was not even a trace of ballet to be seen or to be prac-

ticed in the Kingdom of Serbia.  

At the beginning of the 1920ôs in the newly established Kingdom of Serbs, 

Croats and Slovenes (later called Yugoslavia), Ljubljana and Zagreb kept their 

modest dancing tradition going, while Belgrade, ruined in the Great War, had to 

start many cultural activities from scratch.  

Enormous changes had come to the Serbian as well as Slovenian and Croa-

tian (also Bosnian and Macedonian) parts of Yugoslavia after the Russian October 

overturn in 1917. In 1920 a great wave of refugees from all over Russia inundated 

both eastern and western countries of Europe, coming to the Balkans via the Black 

or Adriatic seas. Many of them were artists of drama, opera, or ballet, so theatres in 

the three main cities of Yugoslavia, as well as other centers such as Sarajevo or 



Skopje, invited the newcomers to join them in cooperation. Among them were two 

Diaghilevôs stars, ballet artists Elena Poliakova (1884-1973) and Margarita Froman 

(1896-1970) (followed by the brother Maksimilian) all three dancing in Mikhail 

Fokineôs productions.  

2. Productions and Reproductions 

From the lists in the appendix we see that the Fokineôs work in Yugoslavia 

was represented in general by his output created before the First World War, main-

ly for the famous company of Sergei Diaghilev, in which Poliakova and Fromans 

participated. Thanks to them, Yugoslavia was able to see ten of Fokineôs choreog-

raphies, staged for Diaghilevôs Ballets Rousses, Les Sylphides, Scheherazade, 

Polovtsian Dances, Specter de la rose, Le Carnaval, Les Papillons, Firebird, 

Petrushka, Tamara, Daphnis and Chloe, and one independent The Dying Swan. 

The Golden Cockerel, created for Colonel de Basil Ballets Rousses de Monte Carlo 

stays apart. Seven of those ballets were, in the opinion of some, among Fokineôs 

chef dôoevres. According to John Martin, who ñafter Fokineôs death in August 22, 

1942, categorized Le Coq dôor as one of the ten masterpieces of Fokineôs seventy 

creations, along with Les Sylphides, Petrouchka, Prince Igor, Le spectra de la rose, 

Carnaval, Scheherazade, Firebird, Don Juan and Paganini [3, p. 199]. 

When following Yugoslav performances, we exempt Ljubljana after premi-

eres of Sylphides and Scheherazade because after 1921 there were no more of Fo-

kineôs ñchildrenò or ñgrandchildrenò, remaining in that city, Poliakova having left 

the Slovenian capital in 1922 to be installed in Belgrade. Margarita Froman and 

her artistic family (one sister and three brothers) settled in Zagreb in 1921. They 

organized ballet schools in Zagreb and Belgrade respectively, and being engaged 

in national theatres started immediately to mount ballets from the Fokine heritage. 

It was a great ñhitò in Zagreb in 1923 to have Stravinskyôs Petrushka performed by 

Maksimilian, Margarita and Valentin Froman, with stage and costume designs by 

Pavel and piano played in the orchestra by Olga Froman.  

Often Fokineôs ballets appeared in Yugoslavia under different names: Vi-

sions of Night instead Sylphides, Invitation to the Dance or Deceived Pierrot in-

stead of Specter de la rose. Looking at programmers from both cities, Zagreb and 

Ljubljana, we observe that the ballets made by two illustrious ladies or other cho-

reographers are sometimes labeled ñafter Fokineò, but it could happen that the 

name of Fokine was omitted. There is no information about these lady choreogra-

phers being in contact with Fokine after their emigration to Yugoslavia, or being in 

a position to ask Fokineôs permission to stage or change the titles (or scenarios) of 

his ballets. In any case, there was no possibility in Belgrade or Zagreb to compare 

local productions with original choreographies, taking also into account that Fo-

kine himself changed his choreographic conceptions over the years, some of his 

early works being constantly revived by him for various dancers and companies. 



Compositions of Chopin contained in Les Sylphides were to be orchestrated 

anew by Czeck composer Antonin Balatka (conductor of the Ljubljana Opera) for 

local purposes in Ljubljana and Belgrade. In Ljubljana and Belgrade Les Sylphides 

had seven parts. In Zagreb, Margarita Froman mounted a mini-Chopiniana contain-

ing only three pieces, whereas Fokineôs first Chopiniana (renamed Les Sylphides 

by Diaghilev) consisted of five pieces, to which he later added more of Chopinôs 

music, depending on possibilities. How can one talk about authenticity after so 

much differences? What to say about Les Papillons, Le Carnival or Daphnis and 

Chloe? It is only known that when visiting Yugoslavia in 1935, Chaliapin praised 

Margarita Froman for following a genuine Fokine choreography in his Polovtsian 

Dances, made by her for Zagreb and Belgrade when the entirely Borodinôs opera 

was staged. Fedor Chaliapin remembered Fokineôs spectacle of Diaghilevôs Ballets 

Rousses in Paris (which was left preserved for years in the repertoire of Maryinsky 

Theatre, within Borodinôs opera).  

Fokineôs choreographic achievements in emigration were not mounted in the 

Balkans but from his late creative period the ballet version of Rimsky-Korsakovôs 

opera The Golden Cockerel performed in Belgrade deserves a special mention. 

3. The Golden Cockerel/Le Coq dôOr by Nikolai Rimsky-Korsakov: 

Previous History 

The opera was composed during 1906 and 1907, to a versed libretto by Vla-

dimir Belôsky after Aleksandr Pushkinôs tale in verse about the golden cockerel 

(Skazka
1
 pro zoology petushka, 1834). While Pushkinôs fairy-tale contains a hid-

den allusion to the tsarist regime of the epoch. Belskyôs libretto is a very open sat-

ire on the tsarism of his time, reflecting the actual situation of the Russian govern-

ment, who could not cope with the Japanese war in 1904 and domestic uproars in 

1905. The opera was premiered in Moscow by Ziminôs private company on Octo-

ber 7 1909 in the Solodovnikov Theatre, conducted by Emil Cooper, directed by 

Petr Olenin, with set and costume design by Ivan Bilibin. 

The Cockerel is conceived in three acts with prologue and epilogue. The title 

role is performed by a soprano, mainly singing behind the scene. Vladimir Belôsky 

in his libretto depicted what the scene and costumes should look like, suggesting 

precisely their shape and colures. Ivan Bilibin who was the first to create sets for 

the performance did not however pay attention to the visual details given by 

Belôsky in his stage remarks.  

Following the suggestions of Mikhail Fokine [2, p. 173], Sergei Diaghilev 

included the work in his Ballets Rousses, transforming Rimsky-Korsakovôs scenic 

composition into an opera-ballet of a special kind with a double cast of singers and 

dancers, organized by Aleksandr Benois. The choreographer was Fokine with the 

                                                      
1
  Tale - ʇʨʠʤ. ʨʝʜ. 



same singers as in Ziminôs production, stars of the St. Petersburg Maryinsky. The 

cockerel was presented as a string puppet, with the voice heard off stage. Natalya 

Goncharovaôs stage design and costumes were a ñrevelation of brilliant color and 

primitive fantasyò. She was also led by her own vision, not taking into account 

Belôskyôs suggestions for costumes and colors. The premiere took place in Paris 

Grand Op®ra on May 24 1914, ñand this at once became the chief feature of the 

seasonò, to quote Diaghilevôs director Sergei Grigoriev [1, p.99], who staged the 

piece with Charles Wallts and Orest Allegri [1, p. 208]. 

The dancer-protagonists in the opera-ballet were Tamara Karsavina as She-

makhan Empress, Aleksei Bulgakov as Tsar Dodon, his sons Afron and Gvidon 

played by Sergei Grigoriev and Maksimilian Froman, with Enrico Cecchetti as the 

Astrologer. Disregarding the triumph of Fokine and his stars the work was opposed 

by the Rimsky-Korsakov family as was the case with Fokineôs Scheherazade. Di-

aghilev was compelled to drop The Cockerel from the repertory in France, but not 

in other places. Thus the opera-ballet was shown in London and elsewhere without 

arguments about the Bern convention on copyrights.  

4. The Fokineôs Ballet in London 1937 

After the death of Diaghilev, Fokine revived The Golden Cockerel with the 

company Ballet Rousses de Colonel de Basil as a ballet piece only. For Fokineôs 

purpose, the two-hour Rimsky-Korsakovôs opera was deprived of vocal parts and 

condensed by Nikolai Tcherepnin into a forty five minute orchestral composition i. 

e. ballet music (the limited time requested by de Basil). Three acts with an intro-

duction and epilogue from Rimsky-Korsakovôs work were reduced to three ballet 

scenes with prologue and epilogue.  

Presented in Covent Garden on September 23 1937, conducted by Efrem 

Kurz, with sets and costumes by Natalya Goncharova, The Golden Cockerel was 

praised as a masterpiece of both choreography and design, its sets executed by 

Prince Aleksandr Shervashidze and its costumes by Barbara Karinska [3. p.189] 

No less enthusiasm was shown for the balletôs interpreters. This time, in London, 

the golden bird (after the artificial one used in the opera and opera-ballet produc-

tion for Paris) really came into focus through the splendid performance by Tatiana 

Riaboushinska. Irina Baronova was a gorgeous Empress of Shemakhan.   

ñThis was to be de Basilôs most costly production so far, with three changes 

of scene and one hundred fifty costumesò [3, p. 193]. If one counts The Cockerelôs 

participants on the performing list it becomes evident that fifty six dancers had to 

change costumes three times. It is worth mentioning that the curtain was designed 

and created by Goncharova. In fact she ñrecreated her curtain and other design 

from the original 1914 production, especially in second scene. However, the 1937 

version was more elaborateò [3, p. 193]. In addition to the facts and data quoted 

above, one is to be informed that Goncharova was helped in her great work both 



times by the colleague and partner Mikhail Larionov [3, ibidem]. As in the opera-

ballet the costumes of the King and his court were made in Russian way, while 

those of the Empress and her entourage were presented in a free Eastern styliza-

tion. Marquez who relied in his quoted book on ñoral historyò told by Diaghilevôs 

and de Basilôs ®toiles (see his acknowledgments), tells us about the choreography 

performed in two ways: 

ñRussian folk for Dodonôs court and Eastern-Hindou style for the Queen of 

Shemakhan and her people. The balletic highlights were provided by the Golden 

Cockerel and the Queen, the only roles danced on pointe. The Cockerelôs steps 

were performed in turn-in position, with the exception of some pirouettes and rapid 

promenades in attitude backéThe choreography for the Queen was an attempt to 

convey the Oriental atmosphere through balletic technique. It was one of Fokineôs 

most intricate virtuoso parts and its continuity in the second scene made it more 

exhausting. Even when not dancing the Queen was rarely off her pointsò [3, 

p.194]. 

To conclude the report with the most important statement: ñThe ballet im-

pressed its audience as the most magnificent spectacle since the war (the First 

World War ï NM), a return to the early works of Diaghilev, romantic in its exoti-

cism, color, emotion, fantasy, and legendò. The ballet was on the repertoire of the 

company Colonel de Basil Ballets Rusesô until 1948 [3, p.200].  

5. The Fokine / Joukowskyôs Cockerel in Belgrade (1939) 

It is a pity that one cannot depict in this way the choreography, stage and 

costume design of the Cockerel in Yugoslavia, presented on June 2 1939 in Bel-

grade The foregoing history shows what kind of art and glamour the Belgrade bal-

let had to compete with. 

The new production of Rimsky-Korsakovôs opera 1937 instrumental version 

consisted of four scenes and epilogue. It was choreographed after Fokine by Anatol 

Joukowsky (1905-1998), artist and leader of the Belgrade Opera ballet ensemble. 

He had seen the performance in London and asked Fokine for permission to repro-

duce the ballet in Belgrade. This is the first time we learn about somebody from 

Yugoslavia asking Fokine for his permission.  

Joukowsky claimed in his letter written to the author of this paper in April 

1993, that he received Fokineôs permission, with notes, contrary to rumors saying 

that he had not. Whatever the truth, how did Joukowsky manage to obtain the score 

and orchestral material? The score had not been published and de Basil needed it 

for his own performances, so Fokine could not have given the score for the Cock-

erel to Joukowsky. The librettist Belôsky, living in Belgrade as an ®migr®, consid-

ered he was also to be asked for permission concerning Rimsky-Korsakovôs music. 

Belôsky was ï in the words of Lôudmila Barsova ï against the Rimsky-Korsakov 

opera in Tcherepninôs ballet version (which he did not see) [7, p.41; 5].  



Following Joukowskyôs testimony (of which printed proof is also to be 

found in Barsovaôs writings quoted above, concerning correspondence between 

Belôski and the composerôs son Mikhail Rimsky-Korsakov) the Serbian composer 

Stevan Hristich conceived the shortened orchestral arrangement of the Rimsky-

Korsakovôs opera for the Belgrade performance. This score was not printed, either. 

Scenery by Vladimir Jedrinsky made after Goncharova (Joukowskyôs information) 

contributed to the splendid creation of the choreographer and the dancing team of 

the Belgrade troupe: Natasha Boshkovich was Empress of Shemakhan, The Cock-

erel was played by Elena Korb®, Tsar Dodon was performed by Anatol Joukowsky 

himself, Prince Afron by Aleksandr Dobrohotov, Prince Gvidon by Slavko Erzhen, 

Polkan by Vladimir Lebedev, the Astrologer by Oleg Grebenshchikov, and Amelfa 

was Zora Markovich.  

For The Cockerel the choreographer brought to the stage thirty eight dancers 

of high quality, but we do not know how much he could or wanted to follow Fo-

kineôs style. There were two virtuoso female dancers in the Belgrade ensemble, 

Boshkovich and Korb® who could cope with the very demanding roles of Empress 

and Cockerel. 

The Cockerel was also a seemingly costly enterprise for the Belgrade Opera 

which was warmly applauded by the local audience. Jedrinsky saved money, but 

with modest means he made the production glow in gold and bright colors. There 

were only five performances in June 1939. Some critics were not enchanted. They 

did not want ñnaµve fairy talesò but rather some drama with contemporary mean-

ing, thus ignoring the original and actual message of the composer and his libret-

tist: a warning against idle and shortsighted leaders closing their eyes to increasing 

danger, failing to notice the menacing war, which was actually to start by the Nazis 

in Europe within three months.  

For Yugoslavia, the Second World War began in April 1941 when Belgrade 

was bombed by the Germans, its National Theatre with the Opera and Ballet de-

stroyed. Nothing remained of the beautiful Jedrinsky sets and costumes, and ï 

which is most regrettable ï the ballet score. Belôsky himself left Serbia during the 

war, his home destroyed by American bombs in 1944, together with his precious 

archives and memoirs, which could tell us a lot about the musical and theatrical life 

in Belgrade, also about the performance of Golden Cockerel in Belgrade which, 

according to Russian sources, upset him very much because of his disapproval of 

Hristichôs musical arrangement [3, p. 200]. Was this the only reason to be upset? 

6. Epilogue 

In 1942 a notice appeared in the Serbian press announcing the death of Mi-

khail Fokine. The event would not normally be unusual, but it was war ï a war 

against Slavic and other European peoples. Like the Soviet Union in June, Yugo-

slavia and Greece were attacked by the Germans on the same day, 6th April 1941. 



The Kingdom of South Slavs no longer existed, Serbia was occupied by Germans 

(Austrians), Hungarians, Bulgarians and Albanians. In the ruined country cultural 

life did not cease to exist, theatres were working, concerts and other musical per-

formances continued in Serbia. The opera and ballet of the Belgrade (once Royal) 

National Theatre continued to run, albeit with a limited repertoire. There were no 

Russian operas to be seen, but Russian music was heard in excerpts from Thaikov-

skyôs ballets, performed in numerous divertissements. From Fokineôs opus 

Chopiniana, Le spectra de la rose survived, often performed, and Le Carnaval was 

premiered.  

The end of the war brought heavy turbulences, also to Belgrade Ballet. 

Many dancers mostly Russians, left Serbia during the war, among them outstand-

ing choreographers like Poliakova and Joukowsky. The latter mounted several of 

his pieces in the capital of Bulgaria after living Belgrade in 1943, but not the Gold-

en Cockerel. Emigrating to the Western world, via Vienna and finally reaching the 

United States, Joukowsky ended his career in San Francisco as teacher of ethno 

dances with no opportunity to continue the work he had led so successfully in Bel-

grade. Thus some exquisite choreography made for the Belgrade ensemble was lost 

forever.  

Several Fokine achievements were reconstructed after the Second World 

War in Belgrade, so that the repertoire lived on Scheherazade for several years, 

with impoverished stuff, revived by Marina Olenina, who danced in the first Bel-

grade Scheherazade by Poliakova, also Polovtsian Dances together with the opera 

to which they belong. Les Sylphides and other pieces of Fokine were sometimes 

also to be seen. Post-war Zagreb saw Margarita Froman again, working on rem-

nants of her pre-war Fokine repertoire, the last being The Polovtsian Dances, until 

she left for the United States in 1955. 

When in 1950 the ballet in Novi Sad was established, some Fokine choreog-

raphies like Scheherazade were mounted by Marina Olenjina, but The Cockerel 

was never again to be seen in the Balkans before or after the War II, except in Ser-

bia. It is remembered as a daring but unique event of the Belgrade National Thea-

treôs dancing company.  

7. APPENDIX 

Ljubljana  

Elena Poliakova 1920 Les Sylphides, 1921 Scheherazade 

Zagreb 

Margarita Froman 1921 Visions of Night (Chopin), Deceived Pierrot (We-

ber) 

                              1922 Scheherazade, Les Papillons, Polovtsian Dances 

(when the opera ñPrince Igorò was premiered) 

                              1923  Petrushka, Tamara 



                              1924  Le Carnaval 

                              1934  Chopiniana 

Fedor Vasiliev        1928  Firebird 

Ana Roje and Oskar Harmosh    1941  Invitation to the Dance (Weber) 

Ana Roje               1942  The Dying Swan 

Belgrade 

Elena Poliakova    1923  Les Sylphides, Scheherazade   

Aleksander Fortunato 

                             1925  Polovtsian Dances 

Maksimilian Froman 

                             1927  Polovtsian Dances 

Margarita Froman1927    Les Papillons 

                             1928   Firebird, Petrushka 

                             1929  Polovtsian Dances (when the opera ñPrince Igorò 

was premiered)  

Anton Romanowski 

                             1930    Invitation to the Dance (Weber) 

                             1931    Scheherazade, Daphnis and Chloe 

Anatol Joukowsky (pupil of E. Poliakova) 

                             1937    Invitation to the Dance, Polovtsian Dances 

                             1939    The Golden Cockerel 

Boris Romanov    1939   Tamara 

Milosh Ristich (pupil of Olenjina and Romanowski) 1939 Le spectra de la 

rose  

Natasha Boshkovich (pupil of Poliakova and Preobrajenska) 

                             1941    Les Sylphides      1943    Le Carnaval 

One can also get another look on the Fokineôs repertoire in Yugoslavia 

Les Sylphides 

Les Sylphides                         Ljubljana 1920 

Visions of Night (Chopin)       Zagreb      1921 

Les Sylphides                         Belgrade   1923 

Chopiniana                             Zagreb      1934 

Les Sylphides                         Belgrade   1943 

Le spectre de la rose 

Deceived Pierrot (Weber)          Zagreb      1921 

Invitation to the Dance (Weber) Belgrade 1930 

Invitation to the Dance              Belgrade   1937 

Le spectra de la rose                  Belgrade   1939  

Invitation to the Dance               Zagreb      1941 

Scheherazade 



Ljubljana 1921,  Zagreb 1922,  Belgrade 1923, 1931 

Polovtsian Dances 

Zagreb 1922,      Belgrade 1925,  1927, 1929, 1937 

Petrushka           Zagreb  1923,   Belgrade 1928, 1931 

Tamara              Zagreb 1923,    Belgrade 1939 

Le Carnaval       Zagreb 1924,    Belgrade 1943 

Les Papillons      Zagreb 1922,    Belgrade 1927 

Firebird              Zagreb 1928,    Belgrade 1928 

Daphnis and Chloe        Belgrade 1931 

The Golden Cockerel      Belgrade 1939 

The Dying Swan             Zagreb 1942 
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IN THE RUSSIAN TRADITION : FIVE NATIVE AMERICAN  

BALLERINAS  

ʂʘʨʝʥ ʃʠʥʥ ʉʤʠʪ M.A.  
ʇʨʦʬʝʩʩʦʨ ɺʘʰʠʥʛʪʦʥʩʢʦʛʦ ʢʦʣʣʝʜʞʘ 

ʏʝʩʪʝʨʪʘʫʥ, ʉʐɸ 

ɺ ʨʫʩʩʢʦʡ ʪʨʘʜʠʮʠʠ: ʧʷʪʴ ʠʥʜʝʡʩʢʠʭ ʙʘʣʝʨʠʥ 

In the mid-20th century five U.S. ballerinas from the state 

of Oklahoma achieved international prominence. These women, 

Yvonne Chouteau, Rosella Hightower, Moscelyne Larkin, and 

sisters Maria Tallchief and Marjorie Tallchief danced with ma-

jor ballet companies, including Ballet Ruses de Monte Carlo, 

New York City Ballet, and the Paris Opera. Their remarkable careers showcased 

American ballet and American talent to the world during an era when Russian stars 

dominated the ballet scene. Their common Indian heritage, culture, and spirituality 

that infused their dancing helped to revolutionize ballet in the 20th century in 

America and Europe. 

A brief history of the name Ballet Ruses de Monte 

Carlo: the ballet company was founded in 1932, capital-

izing on the name Ballets Ruses used by Serge Diaghi-

lev for his company, in the early 20th century. Under the 

direction of Colonel W. de Basil, the Ballet Ruses de 

Monte Carlo featured dancers Alexandra Danilova, Da-

vid Lichine, Frederic Franklin, Leon Woizikowski, and 

the choreography of L®onide Massine and George Bal-

anchine. In 1938 the company split into two new rival 

companies ï one under de Col. De Basil, the other under 

Massine. De Basil renamed his company the Royal Covent Garden Ballet Ruses 

and in 1939 the Original Ballet Ruses; the company toured internationally until 

1948 before dissolving. 

Massine, with Ren® Blum, formed the other Ballet Ruses de Monte Carlo 

with dancers Danilova, Serge Lifar, Tamara Toumanova, Alicia Markova, Mia 

Slavenska, Igor Youskevitch, and Andr® Eglevsky, performing mainly in the U.S., 

and featured American dancers, including Rosella High-tower and Maria Tallchief. 

It dissolved in 1963, although its ballet school continued in New York City. Mas-

sine and Sergei Denham organized the new Ballets de Monte Carlo in 1966 under 

the patronage of Prince Rainier III of Mona. 

Rosella Hightower (1920-2008), a Ballerina of Choctaw Indian and Irish 

descent became one of the 1950s biggest international stars. Hightower danced 



with Ballet Ruses de Monte Carlo, American Ballet Theatre, and Massine's Ballet 

Ruses Highlights Co. She grew up in Kansas City, Missouri at the time of the 

ñroaring 20sò Charleston dance craze. Her study of classical ballet led her to New 

York to study with ballet master Michel Fokine. In 1937 she was invited by Frank-

lin & Danilova Slavenska & Youskevitch choreographer Leonide Massine to join 

the ballet company he was forming in Monte Carlo. The Ballet Ruses de Monte 

Carlo made its home in New York during World War II and Hightower joined 

American Ballet Theater. 

She was coached by Bronislava Nijinska, whom she credited with having a 

great influence on her musicality and stage presence. 

Her most triumphant 15-year career stretch began when she joined the Grant 

Ballet du Marquis de Cuevas Ballet in 1947. As its prima ballerina she toured the 

world and was one of the most popular dancers in Europe. Hightower danced with 

Ballet Rousses de Monte Carlo, American Ballet Theatre, and Massine's Ballet 

Rousses Highlights Co. She had an enormous repertory, including Gaite Paris-

ienne, Sleeping Beauty, and Bournonville's La Sylphide. She was often praised for 

her virtuosity, flair, versatility, and mastery of a vast repertoire, dancing nearly all 

major classical roles. New York dance critic, John Martin, raved about her debut in 

1947 at the Metropolitan Opera House in Giselle, dancing a role she learned in five 

hours when prima ballerina Alicia Markova fell ill. 

Her Black Swan Pas de dues in 1961 with Rudolf Nureyev in his London 

debut after his defection to the West caused a sensation; following the performance 

they had to force their way through unprecedented and nearly uncontrollable 

crowds at the stage door. Hightower was one of Nureyev's closest friends and pre-

ceded him as artistic director of the Paris Opera Ballet. She also founded the Prix 

de Lausanne, the world's most prestigious ballet student prize. 

As the first 20th-century American ballerina to become a resident European 

star, she was a favorite partner of the renowned Danish dancer, Erik Bruhn, and 

was partnered in several companies by Andre Eglevsky. One of her partners, Mi-

lorad Miskovitch, often described as "handsome and elegant" and a desired partner 

by many of the greatest ballerinas of his time began work in 1979 as an artistic ad-

viser with UNESCO and served as president of the International Dance Coun-

cil/CID from 1988 to1994. The French government granted Hightower the honor 

or Chevalier, then Officer, and finally Commander of the Legion d'honneur. 

Hightower retired from dancing in 1962 and founded the Centre de Dance 

Classier in Cannes, France, one of the worldôs leading ballet schools, which also 

offered classes in jazz and the modern dance technique of Martha Graham. She 

taught at Ecole Superior de Dance de Cannes and also directed major companies, 

including the Marseilles Ballet (1969-72), the Ballet of the Grand Theater of Nan-

cy (1973-74) in France, and La Scale Ballet (1985 -86) in Milan. Her last appear-



ance on stage was in the play Harold and Maud in 1991 and is also the subject of 

experimental choreographer Francois Verityôs 1991 documentary film Rosella 

Hightower. She retired from teaching in 2000. 

Yvonne Chouteau (1929 ï ) was born in Oklahoma of Shawnee parents. 

She was inspired to study ballet after seeing Alexandra Danilova perform in Okla-

homa City. Chouteau studied at the School of American Ballet in NYC and was 

recommended by Danilova to Serge Dunham for the Ballet Ruses de Monte Carlo, 

where she was accepted in 1943 at age 14 ï the youngest professional dancer ï 

where she danced for 14 years. Rising from the corps to soloist, her signature role 

was the Glove Seller in Ga´t® Parisians, although she danced Giselle, The Nut-

cracker, Les Sylphide, Pas de Quarter, and Romeo and Juliet. She worked with 

master choreographers including George Balanchine, Leonide Massine, Antony 

Tudor, Agnes de Mille, and Bronislava Nijinsky. She married Miguel Terekhov, 

who danced with Col. W. de Basilôs Ballets Rousses from 1942 to 1947 and the 

Ballet Ruses de Monte Carlo from 1954 to 1958. Together they started the Univer-

sity of Oklahoma School of Dance, which was the first fully accredited university 

dance program in the U.S. In 1963 they founded the Oklahoma City Civic Ballet 

(now Ballet Oklahoma), which they ran for 10 years.  

In a 1982 interview Chouteau said that her heritage had enriched her danc-

ing. çThe Indian people are very artistic as a whole," We are also very non-verbal, 

and so I think dance is a perfect expression of the Indian soulè. 

Moscelyne Larkin (1929-2012) was the only child of Russian 

ballerina Eva Matlagova and a Shawnee- Peoria Indian, Ruben Lar-

kin. Her early exposure to dance was at Indian Powwows. Her moth-

er trained her at her school in Tulsa, OK, until she went to NYC to 

study with Mikhail Mordkin, Anatole Vilzak-Shollar, and Vincenzo 

Celli. At 15 she joined de Basilôs Original Ballet Ruses, changing her name to 

Moussia Larkina, and touring throughout Europe and the West. She married dancer 

Roman Jasinski in Buenos Aires and toured South America during World War II, 

returning to NY to join the Ballet Ruses de Monte Carlo in 1948. As a soloist she 

danced many classical roles and was prima ballerina at Radio City Music Hall in 

New York. Known for her magnetism, spectacular turns, and magnificent jumps, 

she was called "the first ray of sunshine" after the war by London critics. Her roles 

ranged from the lyrical waltz in Fokineôs Les Sylphides and the energetic cowgirl 

in Agnes de Milleôs Rodeo to the dance competition in Graduation Ball, Zobeµdeô 

in Sch®h®razade, and the Blue Bird pas de dues in Auroraôs Wedding. Her charm, 

speed, and virtuosity enhanced her love of dance and her passion for excellence. 

Larkin and her husband moved back to Oklahoma, where in 1956 they 

founded the Tulsa Civic Ballet and School (now Tulsa Ballet). They focused on 

strict classical technique with strong attention to character, flair, and emotion. 



Moscelyne introduced dance into the Tulsa Public Schools, taught ballet at the 

University of Tulsa, and instructed American Indian children in dance through the 

Tulsa Indian Council. The early Tulsa Ballet began to be noticed throughout the 

nation as a worthy successor to the technique, artistry, and repertoire of Ballet 

Russe as Larkin and Jasinski revived lost or little-known works from Balanchine, 

Fokine, Massine, and other great choreographers. Dancers from American Ballet 

Theatre, New York City Ballet, and other companies flocked to Tulsa to receive 

personal coaching from Larkin and Jasinski in Ballet Ruses repertoire and to per-

form with the Tulsa Ballet. 

Larkin connected dance to her Native American heritage, saying ñDance is 

the breath of life made visible.ò On her school brochure she used George Balan-

chineôs words that ballet training provides ñthe strength to resist mediocrity,ò ex-

plaining that ñWhat you are is the mind ï the body is a shell. Ballet gives you con-

trol of yourselfé self-discipline.ò 

Marjorie Tallchief  (1926 ï ) of Osage descent and her sister 

Marie began dancing as children and later studied with Bronislava Ni-

jinska and David Lichine. Marjorie danced with American Ballet Thea-

ter before joining Maria in the Ballet Ruses de Monte Carlo in 1946. 

From 1947-1957 Marjorie danced with the Ballet de Marquis de Cue-

vas. In 1957 she became the first American Indian to become premiere danseuse 

etoile in the Paris Opera. Her most famous roles included those in Annabel Lee 

(1951), Romeo and Juliet (1955), Camille (1958), Pastoral (1961), and Ariadne 

(1965). From 1964-66 she danced with the Harkens Ballet. In 1966 Marjorie and 

her husband, George Skibine, directed the Dallas Ballet. She taught at the Dallas 

Civic Ballet Academy and helped her sister Maria to found the Chicago City Ballet 

in 1980 before accepting the position of director of dance for the Hared Conserva-

tory in Boca Raton, Florida, until her retirement. 

Maria Tallchief  (1925-2013) hailed for her "thrilling power of momentum," 

Betty Marie Tallchief, was one of the 20th century's greatest ballerinas and was 

considered America's first major prima ballerina. At age 8 her family moved to 

California where she studied with Ernest Belcher, the father of the television and 

film dancer Marge Champion and with Tatiana Riabouchinska and Bronislava Ni-

jinska. She moved to New York and joined the Ballet Ruses de Monte Carlo in 

1942, where she quickly achieved soloist status. Tallchief traveled the world and 

was the first American to perform in Moscow's Bolshoi Theater. She was Rudolf 

Nureyev's partner of choice in his 1962 American debut on television in Flower 

Festival of Ganzano shortly after his defection. 

Tallchief came to George Balanchineôs attention as an understudy to Alex-

andra Danilova in Song of Norway. They married in 1946. As Balanchineôs wife 

and ñmuseò Tallchief achieved acclaim with the New York City Ballet, dazzling 



audiences with her speed, energy, and fire. She was Balanchineôs inspiration for 

Symphonies Concertante, Sylvia pas de dues, Orpheus, Night Shadow, The Four 

Temperaments, and Scotch Symphony. The part that launched her to fame was the 

title role in Balanchineôs 1949 version of The Firebird. She was proud of her Indi-

an heritage and refused suggestions to change her name to Tallchieva to sound 

Russian. 

Dance critic Walter Terry described Tallchief in the 1954 world premiere in 

New York of Balanchine's The Nutcracker: "Maria Tallchief, as the Sugar Plum 

Fairy, is herself a creature of magic, dancing the seemingly impossible with effort-

less beauty of movement, electrifying us with her brilliance, enchanting us with her 

radiance of being. Does she have any equals anywhere, inside or outside of fairy-

land? While watching her in The Nutcracker, one is tempted to doubt it." 

In 1952 Maria Tallchief appeared as ñPavlovaò in a Swan Lake ballet for the 

film Million Dollar Mermaid, starring water ballet actress Esther Williams. In 1953 

she was honored as an Osage princess, and the governor of Oklahoma declared her 

a colonel on his staff. 

After retiring from the stage in 1965, Maria became a respected teacher in 

Chicago, where she founded the ballet school of the Lyric Opera in 1974 and the 

Chicago City Ballet, serving as its artistic director from 1981-1987. 

Dancer/choreographer Jacques dôAmboise, who at 15 was in the corps in 

Balanchineôs Firebird before becoming one of Americaôs great ballet stars, com-

pared Maria Tallchief to two of the centuryôs greatest ballerinas: Galina Ulanova 

of the Soviet Union and Margot Fonteyn of Great Britain. ñWhen you thought of 

Russian ballet, it was Ulanova. With English ballet, it was Fonteyn. For American 

ballet, it was Tallchief. She was grand in the grandest way.ò When she received a 

Kennedy Center Honor in 1996, Tallchief said of the award: "I hope it will set a 

precedent for young American ballerinas. You don't have to be from Russia." 

When U.S. President Bill Clinton presented her with the National Medal of the 

Arts in 1999, he said: ñGeorge Balanchine once told audiences not to analyze bal-

let. óWords cannot describe it, you cannot explain a flower.ô So it's impossible to 

explain the radiance and grace of Maria Tallchief." 

Oklahoma Treasures. The centerpiece for an event celebrating the 60th an-

niversary of Oklahoma statehood (1967) was a performance of The Four Moons, a 

ballet by Louis Ballard that emphasizes the Native American heritage of these five 

ballerinas. Hightower represented the Choctaw Nation, Chouteau represented the 

Cherokee, Marjorie Tallchief, the Osage, and Mousses Larkin, the Shawnee. 

In 1991 the State of Oklahoma honored the five dancers when it dedicated a 

mural painted by Mike Larson (Chickasaw), titled ñFlight of Spirit.ò The mural 

shows past and present Oklahoma history and the contribution these five ballerinas 



have made to the arts and to the State. The painting hangs in the Great Rotunda of 

the State Capitol in Oklahoma City. 

In 1997 all five ballerinas were honored at the state Capitol as official óOk-

lahoma Treasures.ô Sculptures by Monte England, called The Five Moons, were 

unveiled on the grounds at the Tulsa Historical Society in November 2007. The 

sculptures depict each of the ballerinas in a costume and pose that represents one 

of their signature roles. 

Dancing their way into the hearts of ballet lovers throughout the world, these 

five women were both the inspiration and the living expression of the best that the 

United States has given the world. They danced with spirit and passion credited to 

their American Indian heritage and gave global recognition to American dance.  
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PRESERVATION AND DEVELOPMENT OF TRA DITIONS OF BALLET 

MASTERY IN THE KIEV NATIONAL OPERA (ANNIVERSARY OF THE 

UKRAINIAN BALLERINA VALENTINA KALINOVSKAYA ) 
Abstract 

The article is devoted outstanding Ukrainian ballet dancer Valentina Kalinovskaya ï 

People's Artist of Ukraine and the former Soviet Union, winner of numerous governmental and 

international prizes and awards, a wonderful teacher and leader. Her bright scenic personality 

and virtuoso technique inspired leading choreographers of 60-70 to create performances, using 

new choreographic lexis. V. Kalynovska was the first performer as Aegina (çSpartacusè, Kha-

chaturian) Mahmene Banu (çLegend of Loveè by A. Melikov), Mistress of Copper Mountain 

(çStone Flowerè Prokofiev), Francis (çBlue Danubeè by Johann Strauss music), Carmen (çCar-

men Suiteè by Bizet-P. Shchedrin) on the stage of the Kiev State Academic Theatre of Opera 

and Ballet named after T.G. Shevchenko. The article focuses on the fundamental role of the 

school in the formation of a ballet artist. 



ʂʦʚʘʣʝʥʢʦ ɽ.ʀ. 
ʤ. ʥ. ʩ. ʦʪʜʝʣʘ ʢʫʣʴʪʫʨʦʣʦʛʠ ʠ ʪʝʘʪʨʦʚʝʜʝʥʠʷ  

ʀʄʌʕ ʠʤ. ʄ.ʊ. ʈʳʣʴʩʢʦʛʦ,  

ʘʩʧʠʨʘʥʪʢʘ ʦʪʜʝʣʘ ʢʫʣʴʪʫʨʦʣʦʛʠʠ ʠ ʪʝʘʪʨʦʚʝʜʝʥʠʷ (ʛ. ʂʠʝʚ) 

ʉʦʭʨʘʥʝʥʠʝ ʠ ʨʘʟʚʠʪʠʝ ʪʨʘʜʠʮʠʡ ʙʘʣʝʪʥʦʛʦ ʠʩʧʦʣʥʠʪʝʣʴʩʢʦʛʦ  

ʤʘʩʪʝʨʩʪʚʘ ʚ ʂʠʝʚʩʢʦʡ ʥʘʮʠʦʥʘʣʴʥʦʡ ʦʧʝʨʝ 

(ʶʙʠʣʝʡ ʫʢʨʘʠʥʩʢʦʡ ʙʘʣʝʨʠʥʳ ɺʘʣʝʥʪʠʥʳ ʂʘʣʠʥʦʚʩʢʦʡ) 
ɸʥʥʦʪʘʮʠʷ 

ʉʪʘʪʴʷ ʧʦʩʚʷʱʝʥʘ ʚʳʜʘʶʱʝʡʩʷ ʫʢʨʘʠʥʩʢʦʡ ʙʘʣʝʨʠʥʝ ɺʘʣʝʥʪʠʥʝ ʂʘʣʠʥʦʚʩʢʦʡ ï 

ʥʘʨʦʜʥʦʡ ʘʨʪʠʩʪʢʝ ʋʢʨʘʠʥʳ ʠ ʙʳʚʰʝʛʦ ʉʉʉʈ, ʣʘʫʨʝʘʪʫ ʤʥʦʛʦʯʠʩʣʝʥʥʳʭ ʧʨʘʚʠʪʝʣʴ-

ʩʪʚʝʥʥʳʭ ʠ ʤʝʞʜʫʥʘʨʦʜʥʳʭ ʧʨʝʤʠʡ ʠ ʥʘʛʨʘʜ, ʧʨʝʢʨʘʩʥʦʤʫ ʧʝʜʘʛʦʛʫ ʠ ʨʫʢʦʚʦʜʠʪʝʣʶ. ɽʸ 

ʷʨʢʘʷ ʩʮʝʥʠʯʝʩʢʘʷ ʠʥʜʠʚʠʜʫʘʣʴʥʦʩʪʴ ʠ ʚʠʨʪʫʦʟʥʘʷ ʪʝʭʥʠʢʘ ʚʜʦʭʥʦʚʣʷʣʠ ʚʝʜʫʱʠʭ ʭʦʨʝʦ-

ʛʨʘʬʦʚ 60-70 ʛʛ. ʥʘ ʩʦʟʜʘʥʠʝ ʩʧʝʢʪʘʢʣʝʡ ʥʦʚʦʡ ʭʦʨʝʦʛʨʘʬʠʯʝʩʢʦʡ ʣʝʢʩʠʢʠ. ɺ. ʂʘʣʠʥʦʚʩʢʘʷ 

ʙʳʣʘ ʧʝʨʚʦʡ ʠʩʧʦʣʥʠʪʝʣʴʥʠʮʝʡ ʥʘ ʩʮʝʥʝ ʂʠʝʚʩʢʦʛʦ ʛʦʩʫʜʘʨʩʪʚʝʥʥʦʛʦ ʘʢʘʜʝʤʠʯʝʩʢʦʛʦ ʪʝ-

ʘʪʨʘ ʠʤ. ʊ.ɻ. ʐʝʚʯʝʥʢʦ (ʥʳʥʝ ʅʘʮʠʦʥʘʣʴʥʘʷ ʦʧʝʨʘ) ʪʘʢʠʭ ʧʘʨʪʠʡ, ʢʘʢ ʕʛʠʥʘ (çʉʧʘʨʪʘʢè 

ɸ.ʍʘʯʘʪʫʨʷʥʘ), ʄʘʭʤʝʥʝ-ɹʘʥʫ (çʃʝʛʝʥʜʘ ʦ ʣʶʙʚʠè ɸ. ʄʝʣʠʢʦʚʘ), ʍʦʟʷʡʢʘ ʄʝʜʥʦʡ ʛʦʨʳ 

(çʂʘʤʝʥʥʳʡ ʮʚʝʪʦʢè ʉ. ʇʨʦʢʦʬʴʝʚʘ), ʌʨʘʥʮʠʩʢʘ (çɻʦʣʫʙʦʡ ɼʫʥʘʡè ʥʘ ʤʫʟʳʢʫ 

ʀ. ʐʪʨʘʫʩʘ), ʂʘʨʤʝʥ (çʂʘʨʤʝʥ-ʩʶʠʪʘè ɾ. ɹʠʟʝ-ʈ. ʑʝʜʨʠʥʘ). ɺ ʩʪʘʪʴʝ ʚʥʠʤʘʥʠʝ ʘʢʮʝʥʪʠ-

ʨʫʝʪʩʷ ʥʘ ʦʩʥʦʚʦʧʦʣʘʛʘʶʱʝʡ ʨʦʣʠ ʰʢʦʣʳ ʚ ʧʨʦʮʝʩʩʝ ʬʦʨʤʠʨʦʚʘʥʠʷ ʙʘʣʝʪʥʦʛʦ ʘʨʪʠʩʪʘ.  

ʉ ʪʚʦʨʯʝʩʪʚʦʤ ʧʨʦʩʣʘʚʣʝʥʥʦʡ ʫʢʨʘʠʥʩʢʦʡ ʙʘʣʝʨʠʥʳ ɺʘʣʝʥʪʠʥʳ ʂʘʣʠ-

ʥʦʚʩʢʦʡ ʩʚʷʟʘʥʘ ʮʝʣʘʷ ʵʧʦʭʘ ʚ ʫʢʨʘʠʥʩʢʦʤ ʭʦʨʝʦʛʨʘʬʠʯʝʩʢʦʤ ʠʩʢʫʩʩʪʚʝ. ɽʸ 

ʷʨʢʘʷ ʘʨʪʠʩʪʠʯʝʩʢʘʷ ʠʥʜʠʚʠʜʫʘʣʴʥʦʩʪʴ ʠ ʬʝʥʦʤʝʥʘʣʴʥʘʷ ʪʝʭʥʠʢʘ ʢʣʘʩʩʠʯʝ-

ʩʢʦʛʦ ʪʘʥʮʘ ʚʜʦʭʥʦʚʠʣʠ ʤʥʦʛʠʭ ʙʘʣʝʪʤʝʡʩʪʝʨʦʚ ʥʘ ʩʦʟʜʘʥʠʝ ʥʦʚʳʭ ʩʧʝʢʪʘʢ-

ʣʝʡ. ʀʟʚʝʩʪʥʳʡ ʠʩʢʫʩʩʪʚʦʚʝʜ ɺ. ʊʫʨʢʝʚʠʯ ʥʘʟʚʘʣ ɺʘʣʝʥʪʠʥʫ ʂʘʣʠʥʦʚʩʢʫʶ 

çʙʘʣʝʨʠʥʦʡ ɹʦʞʴʝʡ ʤʠʣʦʩʪʴʶè [1; 3]. ʇʨʠʨʦʜʘ ʦʯʝʥʴ ʱʝʜʨʦ ʦʜʘʨʠʣʘ ʝʸ ʵʬ-

ʬʝʢʪʥʦʡ ʚʥʝʰʥʦʩʪʴʶ, ʜʨʘʤʘʪʠʯʝʩʢʠʤ ʪʘʣʘʥʪʦʤ ʠ ʥʝʠʩʯʝʨʧʘʝʤʳʤʠ ʧʣʘʩʪʠʯʝ-

ʩʢʠʤʠ ʚʦʟʤʦʞʥʦʩʪʷʤʠ. ɽʸ çʥʦʛʠ é ʙʳʣʠ ʢʘʢ ʙʫʜʪʦ ʩʦʟʜʘʥʳ ʜʣʷ ʠʩʧʦʣʥʝʥʠʷ 

ʠʩʢʨʦʤʸʪʥʳʭ ʧʘ ï ʟʘʥʦʩʦʢ, ʬʫʵʪʵ, ʙʘʣʣʦʥʝ, ʙʦʣʴʰʠʭ ʧʨʳʞʢʦʚè [2]. ʀ ʥʘʢʦ-

ʥʝʮ: ʫ ʥʝʸ ʚʩʝʛʜʘ ʙʳʣʦ ʥʝʧʨʝʦʜʦʣʠʤʦʝ ʞʝʣʘʥʠʝ ʪʘʥʮʝʚʘʪʴ. 

ʇʨʦʬʝʩʩʠʦʥʘʣʴʥʘʷ ʢʘʨʴʝʨʘ ɺʘʣʝʥʪʠʥʳ ʂʘʣʠʥʦʚʩʢʦʡ ʥʘʯʠʥʘʣʘʩʴ ʚ ʩʘ-

ʤʦʜʝʷʪʝʣʴʥʦʡ ʭʦʨʝʦʛʨʘʬʠʯʝʩʢʦʡ ʩʪʫʜʠʠ. ʋʯʠʪʝʣʴʥʠʮʘ ʩʨʘʟʫ ʫʚʠʜʝʣʘ, ʯʪʦ ʜʝ-

ʚʦʯʢʘ ʪʘʣʘʥʪʣʠʚʘ, ʠ ʧʦʩʦʚʝʪʦʚʘʣʘ ʤʘʪʝʨʠ ʧʝʨʝʚʝʩʪʠ ʝʸ ʚ ʂʠʝʚʩʢʦʝ ʭʦʨʝʦʛʨʘ-

ʬʠʯʝʩʢʦʝ ʫʯʠʣʠʱʝ. ʂʨʦʤʝ ʪʘʥʮʝʚ ʙʫʜʫʱʘʷ ʙʘʣʝʨʠʥʘ ʟʘʥʠʤʘʣʘʩʴ ʘʢʨʦʙʘʪʠ-

ʢʦʡ. çʕʪʠ ʟʘʥʷʪʠʷ ʨʘʟʚʠʣʠ ʚʦ ʤʥʝ ʩʤʝʣʦʩʪʴ ʠ ʛʠʙʢʦʩʪʴ, ï ʛʦʚʦʨʠʪ ɺʘʣʝʥʪʠʥʘ 

ʌʸʜʦʨʦʚʥʘ, ï ʗ ʙʳ ʚʩʝʤ ʧʦʨʝʢʦʤʝʥʜʦʚʘʣʘ ʩʥʘʯʘʣʘ ʟʘʥʠʤʘʪʴʩʷ ʨʘʟʣʠʯʥʳʤʠ 

ʚʠʜʘʤʠ ʩʧʦʨʪʘ, ʘ ʧʦʪʦʤ ʫʞʝ ʠʜʪʠ ʚ ʙʘʣʝʪ. ɺʝʜʴ ʩʝʡʯʘʩ ʚʩʝ ʚʩʝʛʦ ʙʦʷʪʩʷ. ʊʝʭ 

ʧʦʜʜʝʨʞʝʢ, ʯʪʦ ʙʳʣʠ ʨʘʥʴʰʝ, ʩʝʡʯʘʩ ʫʞʝ ʥʠʢʪʦ ʥʝ ʜʝʣʘʝʪ, ɼʚʦʡʥʫʶ ʨʳʙʢʫ 

(ʟʥʘʝʪʝ, ʜʚʘ ʨʘʟʘ ʧʝʨʝʢʨʫʪʠʪʴʩʷ ʚ ʚʦʟʜʫʭʝ) ʩʝʡʯʘʩ ʥʠʢʪʦ ʥʝ ʜʝʣʘʝʪ, ʘ ʨʘʥʴʰʝ ï 

ʧʦʞʘʣʫʡʩʪʘè [3]. ɺ ʂʠʝʚʩʢʦʤ ʛʦʩʫʜʘʨʩʪʚʝʥʥʦʤ ʭʦʨʝʦʛʨʘʬʠʯʝʩʢʦʤ ʫʯʠʣʠʱʝ ʫ 

ʂʘʣʠʥʦʚʩʢʦʡ ʙʳʣʠ ʧʨʝʢʨʘʩʥʳʝ ʧʝʜʘʛʦʛʠ ï ɻʘʣʠʥʘ ɹʝʨʸʟʦʚʘ, ɸʥʪʦʥʠʥʘ ʗʨʳ-

ʛʠʥʘ, ʢʦʪʦʨʳʝ, ʚ ʩʚʦʶ ʦʯʝʨʝʜʴ, ʙʳʣʠ ʚʦʩʧʠʪʘʥʥʠʮʘʤʠ ʥʘʩʪʦʷʱʝʛʦ ʤʘʩʪʝʨʘ 

ʢʣʘʩʩʠʯʝʩʢʦʡ ʭʦʨʝʦʛʨʘʬʠʠ ʧʨʦʬʝʩʩʦʨʘ ɸ. ɺʘʛʘʥʦʚʦʡ. ʀʤʝʥʥʦ ʦʥʘ ʦʪʤʝʪʠʣʘ 

ʧʨʝʢʨʘʩʥʫʶ ʪʝʭʥʠʢʫ ʶʥʦʡ ʫʯʝʥʠʮʳ ʥʘ ʫʨʦʢʝ ʢʣʘʩʩʠʯʝʩʢʦʛʦ ʪʘʥʮʘ ʚʦ ʚʨʝʤʷ 

ʩʚʦʝʛʦ ʧʦʩʝʱʝʥʠʷ ʂʠʝʚʩʢʦʛʦ ʭʦʨʝʦʛʨʘʬʠʯʝʩʢʦʛʦ ʫʯʠʣʠʱʘ. ɽʸ ʧʦʨʘʟʠʣʦ, ʢʘʢ 



ʂʘʣʠʥʦʚʩʢʘʷ ʜʝʣʘʝʪ ʬʫʵʪʵ. ʉʪʨʝʤʠʪʝʣʴʥʳʝ ʚʨʘʱʝʥʠʷ ʩʪʘʣʠ ʢʦʥʴʢʦʤ, ʵʢʩʢʣʶ-

ʟʠʚʦʤ ʤʦʣʦʜʦʡ ʙʘʣʝʨʠʥʳ, ʪʘʢ ʞʝ, ʢʘʢ ʠ ʙʦʣʴʰʠʝ ʧʨʳʞʢʠ. ʊʘʣʘʥʪʣʠʚʫʶ ʫʯʝ-

ʥʠʮʫ ʟʘʤʝʪʠʣ ʤʦʣʦʜʦʡ ʧʝʜʘʛʦʛ ʫʯʠʣʠʱʘ ʩʦʣʠʩʪ ʂʠʝʚʩʢʦʛʦ ʦʧʝʨʥʦʛʦ ʪʝʘʪʨʘ 

ʈʦʙʝʨʪ ʂʣʷʚʠʥ. ʆʥ ʧʦʩʪʘʚʠʣ ʜʣʷ ʥʝʸ çɺʘʣʴʩè ʥʘ ʤʫʟʳʢʫ ɺ. ɺʦʡʣʝʥʢʦ, ʨʘʙʦ-

ʪʘʚʰʝʡ ʢʦʥʮʝʨʪʤʝʡʩʪʝʨʦʤ ʫʯʠʣʠʱʘ. ɺʧʝʨʚʳʝ ʚ ʠʩʪʦʨʠʠ ʪʝʘʪʨʘ ʧʘʨʪʥʸʨʦʤ 

ʚʳʧʫʩʢʥʠʮʳ ʥʘ ʛʦʩʫʜʘʨʩʪʚʝʥʥʦʤ ʵʢʟʘʤʝʥʝ ʙʳʣ ʚʝʜʫʱʠʡ ʪʘʥʮʦʚʱʠʢ, ʟʘʩʣʫ-

ʞʝʥʥʳʡ ʘʨʪʠʩʪ ʋʉʉʈ. ɺ. ʂʘʣʠʥʦʚʩʢʘʷ ʚʩʧʦʤʠʥʘʝʪ: çʏʪʦ ʵʪʦ ʙʳʣ ʟʘ ʚʘʣʴʩ! 

ʊʘʤ ʙʳʣʦ ʩʪʦʣʴʢʦ ʪʨʶʢʦʚ, ʪʝʭʥʠʯʝʩʢʠʭ ʩʣʦʞʥʦʩʪʝʡ. ɼʘʞʝ ʩʝʡʯʘʩ ʥʘʨʦʜʥʳʝ 

ʘʨʪʠʩʪʳ ʦʡʢʘʶʪ: çʅʝʫʞʝʣʠ ʵʪʦ ʚʦʟʤʦʞʥʦ?è [3]. ɼʝʡʩʪʚʠʪʝʣʴʥʦ, ʚ ʵʪʦʤ ʥʦʤʝ-

ʨʝ ʢʘʢ ʥʘʨʦʯʥʦ ʩʦʙʨʘʥʳ ʩʣʦʞʥʝʡʰʠʝ ʧʦʜʜʝʨʞʢʠ ï ʜʚʦʡʥʘʷ ʨʳʙʢʘ, ʩʪʫʣʴʯʠʢ, 

ʵʬʬʝʢʪʥʳʝ ʚʨʘʱʝʥʠʷ ʩ ʧʘʨʪʥʸʨʦʤ ʩ ʨʘʟʥʳʭ ʧʨʠʸʤʦʚ (ʜʘʞʝ ʦʯʝʥʴ ʥʝʫʜʦʙʥʳʝ 

ʠ ʨʝʜʢʦ ʚʩʪʨʝʯʘʶʱʠʝʩʷ ï ʚʣʝʚʦ). ʉʦʣʦ ʙʘʣʝʨʠʥʳ ï ʙʦʣʴʰʠʝ ʞʝʪʝ ʧʦ ʢʨʫʛʫ, 

ʠʩʧʦʣʥʷʝʤʳʝ ʝʶ ʩ ʥʝʦʙʳʯʘʡʥʦʡ ʣʸʛʢʦʩʪʴʶ ʠ ʙʦʣʴʰʦʡ ʘʤʧʣʠʪʫʜʦʡ, ʢʦʤʙʠʥʘ-

ʮʠʷ ʦʪʯʘʷʥʥʳʭ ʧʠʨʫʵʪʦʚ, ʟʘʢʘʥʯʠʚʘʶʱʘʷʩʷ ʩʪʨʝʤʠʪʝʣʴʥʳʤ ʰʝʥʝ. ʀ ʚʩʸ ʵʪʦ 

ʪʘʢ ʣʝʛʢʦ ʠ ʥʝʧʨʠʥʫʞʜʸʥʥʦ, ʯʪʦ ʜʘʞʝ ʥʝ ʟʘʜʫʤʳʚʘʝʰʴʩʷ, ʯʪʦ ʘʨʪʠʩʪʳ ʜʝʣʘʶʪ 

ʢʘʢʠʝ-ʪʦ ʩʣʦʞʥʳʝ ʚʝʱʠ, ʪʘʢ ʟʘʭʚʘʪʳʚʘʝʪ ʵʪʦʪ ʚʜʦʭʥʦʚʝʥʥʳʡ ʠ ʵʤʦʮʠʦʥʘʣʴ-

ʥʳʡ ʚʘʣʴʩ, ʪʘʢʦʡ ʩʦʟʚʫʯʥʳʡ ʦʧʪʠʤʠʟʤʫ ʠ ʪʚʦʨʯʝʩʢʦʤʫ ʵʥʪʫʟʠʘʟʤʫ 50-ʭ. ʃʠ-

ʜʠʷ ɻʝʨʘʩʠʤʯʫʢ, ʙʣʝʩʪʷʱʘʷ ʫʢʨʘʠʥʩʢʘʷ ʙʘʣʝʨʠʥʘ ʧʦʩʣʝʚʦʝʥʥʳʭ ʣʝʪ, ʩʢʘʟʘʣʘ 

ʪʦʛʜʘ: çɺʩʧʦʤʥʠʪʝ ʤʦʠ ʩʣʦʚʘ, ʵʪʦ ʙʫʜʝʪ ʩʘʤʘʷ ʠʟʚʝʩʪʥʘʷ ʙʘʣʝʨʠʥʘ ʥʘʰʝʛʦ ʪʝ-

ʘʪʨʘè [1; 3]. ʀ ʦʥʘ ʥʝ ʦʰʠʙʣʘʩʴ. ʂ ʩʯʘʩʪʴʶ, ʢʠʥʦʧʣʸʥʢʘ ʩʦʭʨʘʥʠʣʘ ʵʪʦʪ ʰʝ-

ʜʝʚʨ ʙʘʣʝʪʤʝʡʩʪʝʨʩʢʦʛʦ ʠ ʠʩʧʦʣʥʠʪʝʣʴʩʢʦʛʦ ʠʩʢʫʩʩʪʚʘ, ʦʥ ʙʳʣ ʧʦʢʘʟʘʥ ʚ ʦʜ-

ʥʦʡ ʠʟ ʪʝʣʝʧʝʨʝʜʘʯ, ʧʦʩʚʷʱʸʥʥʳʭ ʟʥʘʤʝʥʠʪʦʡ ʙʘʣʝʨʠʥʝ. ɺʘʣʝʥʪʠʥʘ ʌʸʜʦ-

ʨʦʚʥʘ ʩ ʛʦʨʜʦʩʪʴʶ ʜʝʤʦʥʩʪʨʠʨʫʝʪ ʤʦʣʦʜʳʤ ʘʨʪʠʩʪʘʤ ʙʘʣʝʪʘ, ʢʦʪʦʨʳʤ ʥʝ ʜʦ-

ʚʝʣʦʩʴ ʚʠʜʝʪʴ ʝʸ ʥʘ ʩʮʝʥʝ, ʵʪʫ ʫʥʠʢʘʣʴʥʫʶ ʟʘʧʠʩʴ. 

ɺ 1957 ʛ. ɺ. ʂʘʣʠʥʦʚʩʢʘʷ ʦʢʦʥʯʠʣʘ ʫʯʠʣʠʱʝ ʠ ʙʳʣʘ ʧʨʠʥʷʪʘ ʚ ʪʨʫʧʧʫ 

ʂʠʝʚʩʢʦʛʦ ʦʧʝʨʥʦʛʦ ʪʝʘʪʨʘ. ʉʥʘʯʘʣʘ ʦʥʘ, ʢʘʢ ʠ ʚʩʝ ʤʦʣʦʜʳʝ ʘʨʪʠʩʪʳ, ʪʘʥʮʝ-

ʚʘʣʘ ʚ ʢʦʨʜʝʙʘʣʝʪʝ, ʥʦ ʦʯʝʥʴ ʩʢʦʨʦ ʝʡ ʩʪʘʣʠ ʧʦʨʫʯʘʪʴ ʩʣʦʞʥʳʝ ʩʦʣʴʥʳʝ ʧʘʨ-

ʪʠʠ. ɻʣʘʚʥʳʡ ʙʘʣʝʪʤʝʡʩʪʝʨ ʪʝʘʪʨʘ ɺ. ɺʨʦʥʩʢʠʡ ʜʘʣ ʤʦʣʦʜʦʡ ʙʘʣʝʨʠʥʝ ʜʝʙʶʪ 

ʚ ʧʘʨʪʠʠ ʜʝʚʫʰʢʠ-ʧʪʠʮʳ ʉʶʠʤʙʠʢʝ ʚ ʙʘʣʝʪʝ çʐʫʨʘʣʝè ʥʘ ʤʫʟʳʢʫ 

ʌ. ʗʨʫʣʣʠʥʘ. ɽʸ ʫʩʧʝʰʥʦʝ ʚʳʩʪʫʧʣʝʥʠʝ ʙʳʣʦ ʦʪʤʝʯʝʥʦ ʧʨʝʩʩʦʡ: çʆʙʨʘʟ ʉʶ-

ʠʤʙʠʢʝ ʦʙʨʠʩʦʚʘʥ ʤʦʣʦʜʦʡ ʘʨʪʠʩʪʢʦʡ ʚ ʪʦʥʘʭ ʩʚʝʪʣʦʡ ʧʝʯʘʣʠ ʠ ʩʚʝʪʣʦʡ ʨʘ-

ʜʦʩʪʠ, ʦʥ ʥʘʧʦʣʥʝʥ ʤʷʛʢʠʤ ʣʠʨʠʟʤʦʤ. ʉ ʧʝʨʚʦʛʦ ʧʦʷʚʣʝʥʠʷ ʥʘ ʩʮʝʥʝ ʂʘʣʠ-

ʥʦʚʩʢʘʷ ʧʨʠʚʣʝʢʘʝʪ ʣʸʛʢʦʩʪʴʶ ʠ ʥʝʧʦʩʨʝʜʩʪʚʝʥʥʦʩʪʴʶ. ʇʝʨʝʜ ʥʘʤʠ ʙʘʣʝʨʠʥʘ, 

ʠʤʝʶʱʘʷ ʭʦʨʦʰʫʶ ʪʝʭʥʠʢʫ, ʢʦʪʦʨʘʷ ʪʝʤʧʝʨʘʤʝʥʪʥʦ ʪʘʥʮʫʝʪ ʩʚʦʶ ʧʘʨʪʠʶ. 

é ʉʚʦʡ çʛʦʩʫʜʘʨʩʪʚʝʥʥʳʡ ʵʢʟʘʤʝʥè ʥʘ ʟʚʘʥʠʝ ʙʘʣʝʨʠʥʳ ɺ. ʂʘʣʠʥʦʚʩʢʘʷ ʚʳ-

ʜʝʨʞʘʣʘ ʩ ʯʝʩʪʴʶè [4]. ʇʘʨʪʥʸʨʘʤʠ ʤʦʣʦʜʦʡ ʙʘʣʝʨʠʥʳ ʙʳʣʠ ʟʘʤʝʯʘʪʝʣʴʥʳʝ 

ʘʨʪʠʩʪʳ ʈ. ʂʣʷʚʠʥ (ɹʘʪʳʨ) ʠ ɸ. ɹʝʣʦʚ (ʐʫʨʘʣʝ). ɺ. ʂʘʣʠʥʦʚʩʢʘʷ ʚʩʧʦʤʠʥʘʝʪ 

ʦ ʈ. ʂʣʷʚʠʥʝ: çʄʥʝ ʧʦʚʝʟʣʦ ʚ ʪʦʤ ʩʤʳʩʣʝ, ʯʪʦ ʤʦʡ ʧʘʨʪʥʸʨ ʂʣʷʚʠʥ ʨʘʩʢʨʳʣ 

ʤʝʥʷ ʥʝ ʪʦʣʴʢʦ ʢʘʢ ʪʘʥʮʦʚʱʠʮʫ, ʥʦ ʠ ʢʘʢ ʘʢʪʨʠʩʫ. ʆʥ ʠ ʩʘʤ ʙʳʣ ʧʨʝʢʨʘʩʥʳʤ 

ʘʨʪʠʩʪʦʤ. ʂʦʛʜʘ ʦʥ ʪʘʥʮʝʚʘʣ, ʟʨʠʪʝʣʴ ʧʣʘʢʘʣ. ʆʥ ʨʘʩʢʨʳʣ ʤʝʥʷ, ʧʦʪʦʤʫ ʯʪʦ 



ʥʘ ʪʦ, ʢʘʢ ʦʥ ʠʛʨʘʣ, ʷ ʥʝ ʤʦʛʣʘ ʥʝ ʦʪʢʣʠʢʥʫʪʴʩʷ, ʥʝ ʤʦʛʣʘ ʥʝ ʧʝʨʝʜʘʪʴ ʪʦ, ʯʪʦ 

ʯʫʚʩʪʚʦʚʘʣʘ ʷ, ʠ ʪʦ, ʯʪʦ ʯʫʚʩʪʚʦʚʘʣ ʦʥ ʚʦ ʚʨʝʤʷ ʪʘʥʮʘ. ɹʣʘʛʦʜʘʨʷ ʝʤʫ ʷ ʩʦʙ-

ʩʪʚʝʥʥʦ ʠ ʩʪʘʣʘ ʘʢʪʨʠʩʦʡè [3] 

ɺ ʩʚʦʡ ʧʝʨʚʳʡ ʙʘʣʝʪʥʳʡ ʩʝʟʦʥ ɺʘʣʝʥʪʠʥʘ ʂʘʣʠʥʦʚʩʢʘʷ ʩʪʘʥʮʝʚʘʣʘ ʄʝ-

ʜʦʨʫ ʚ çʂʦʨʩʘʨʝè ɸ. ɸʜʘʥʘ, ʧʨʠʥʷʣʘ ʫʯʘʩʪʠʝ ʚ ʩʲʸʤʢʘʭ ʬʠʣʴʤʘ-ʙʘʣʝʪʘ çʃʠ-

ʣʝʷè ʂ. ɼʘʥʴʢʝʚʠʯʘ ʥʘ ʢʠʥʦʩʪʫʜʠʠ ʠʤʝʥʠ ɸ. ɼʦʚʞʝʥʢʦ, ʠʩʧʦʣʥʠʚ ʨʦʣʴ ʙʦʛʠ-

ʥʠ ɻʝʨʳ ʚ ʜʠʚʝʨʪʠʩʤʝʥʪʝ çʉʫʜ ʇʘʨʠʩʘè. ɺʦ ʚʨʝʤʷ ʩʚʦʠʭ ʧʝʨʚʳʭ ʛʘʩʪʨʦʣʝʡ 

ɺ. ʂʘʣʠʥʦʚʩʢʘʷ ʪʘʥʮʝʚʘʣʘ ʥʘ ʩʮʝʥʝ ʄʦʩʢʦʚʩʢʦʛʦ ɹʦʣʴʰʦʛʦ ʪʝʘʪʨʘ ʧʘʨʪʠʶ 

ɺʦʜʷʥʦʡ ʨʫʩʘʣʢʠ ʚ ʪʦʣʴʢʦ ʯʪʦ ʧʦʩʪʘʚʣʝʥʥʦʤ ɺ. ɺʨʦʥʩʢʠʤ ʩʧʝʢʪʘʢʣʝ çʃʝʩʥʘʷ 

ʧʝʩʥʷè ʄ. ʉʢʦʨʫʣʴʩʢʦʛʦ ʧʦ ʦʜʥʦʠʤʸʥʥʦʡ ʜʨʘʤʝ ʃʝʩʠ ʋʢʨʘʠʥʢʠ. ʊʘʥʝʮ ʤʦʣʦ-

ʜʦʡ ʙʘʣʝʨʠʥʳ ʧʨʦʠʟʚʸʣ ʩʠʣʴʥʦʝ ʚʧʝʯʘʪʣʝʥʠʝ ʥʘ ɻʘʣʠʥʫ ʋʣʘʥʦʚʫ, ʠ ʪʘ ʩʨʘʟʫ 

ʞʝ ʧʨʝʜʣʦʞʠʣʘ ʝʡ ʧʝʨʝʡʪʠ ʚ ɹʦʣʴʰʦʡ ʪʝʘʪʨ ʠ ʨʘʙʦʪʘʪʴ ʧʦʜ ʝʸ ʨʫʢʦʚʦʜʩʪʚʦʤ. 

çʗ ʧʦʜʫʤʘʣʘ ʠ ʦʪʢʘʟʘʣʘʩʴ, ï ʚʩʧʦʤʠʥʘʝʪ ɺʘʣʝʥʪʠʥʘ ʌʸʜʦʨʦʚʥʘ, ï ʚʝʜʴ ʚ 

ɹʦʣʴʰʦʤ ʪʝʘʪʨʝ ʚ ʪʦ ʚʨʝʤʷ ʪʘʥʮʝʚʘʣʠ ʄʘʡʷ ʇʣʠʩʝʮʢʘʷ, ʈʘʠʩʘ ʉʪʨʫʯʢʦʚʘ, 

ʄʘʨʠʥʘ ʂʦʥʜʨʘʪʴʝʚʘ, ʪʦʣʴʢʦ ʯʪʦ ʙʳʣʘ ʚʳʧʫɦʝʥʘ ʠʟ ʭʦʨʝʦʛʨʘʬʠʯʝʩʢʦʛʦ ʫʯʠ-

ʣʠʱʘ ɽʢʘʪʝʨʠʥʘ ʄʘʢʩʠʤʦʚʘ. ɹʳʣʘ ʦʯʝʥʴ ʩʠʣʴʥʘʷ ʢʦʥʢʫʨʝʥʮʠʷ. ɸ ʚ ʨʦʜʥʦʤ 

ʂʠʝʚʝ ʫ ʤʝʥʷ ʙʳʣʦ ʛʦʨʘʟʜʦ ʙʦʣʴʰʝ ʚʦʟʤʦʞʥʦʩʪʝʡ ʜʣʷ ʪʚʦʨʯʝʩʢʦʛʦ ʨʦʩʪʘè. 

ɺʘʣʝʥʪʠʥʘ ʌʸʜʦʨʦʚʥʘ ʚʳʙʨʘʣʘ ʂʠʝʚ ʠ ʥʝ ʞʘʣʝʝʪ ʦ ʩʚʦʸʤ ʚʳʙʦʨʝ: ʝʡ ʩʫʞʜʝʥʦ 

ʙʳʣʦ ʩʚʦʠʤ ʠʩʢʫʩʩʪʚʦʤ ʧʨʦʩʣʘʚʠʪʴ ʫʢʨʘʠʥʩʢʫʶ ʩʮʝʥʫ. 

ʆʥʘ ʪʘʥʮʝʚʘʣʘ  ʥʝʞʥʫʶ ʣʠʨʠʯʥʫʶ ʆʜʝʪʪʫ, ʢʦʪʦʨʘʷ ʧʨʝʚʨʘʱʘʝʪʩʷ ʚ ʢʦ-

ʚʘʨʥʫʶ ʩʦʙʣʘʟʥʠʪʝʣʴʥʠʮʫ ʆʜʠʣʣʠʶ, (çʃʝʙʝʜʠʥʦʝ ʦʟʝʨʦè) ʠ ʚʝʩʸʣʫʶ, ʞʠʟʥʝ-

ʨʘʜʦʩʪʥʫʶ ʂʠʪʨʠ ʚ çɼʦʥ ʂʠʭʦʪʝè, ʭʦʣʦʜʥʫʶ, ʞʝʩʪʦʢʫʶ ʄʠʨʪʫ ʚ çɾʠʟʝʣʠè ʠ 

ʧʦʨʳʚʠʩʪʫʶ, ʧʦʣʥʫʶ ʥʝʫʜʝʨʞʠʤʦʡ ʵʥʝʨʛʠʠ ɺʦʜʷʥʫʶ ʈʫʩʘʣʢʫ ʚ çʃʝʩʥʦʡ 

ʧʝʩʥʝè, ʛʦʨʜʫʶ çʈʘʡʤʦʥʜʫè ʚ ʦʜʥʦʠʤʸʥʥʦʤ ʙʘʣʝʪʝ ʠ ʤʥʦʛʦ ʜʨʫʛʠʭ ʧʘʨʪʠʡ. 

ʂʘʣʠʥʦʚʩʢʘʷ ʩ ʨʘʜʦʩʪʴʶ ʙʨʘʣʘʩʴ ʟʘ ʣʶʙʫʶ ʧʦʨʫʯʝʥʥʫʶ ʝʡ ʨʦʣʴ, ʚ ʝʸ ʨʝʧʝʨ-

ʪʫʘʨʝ ʙʳʣ ʜʘʞʝ ʭʘʨʘʢʪʝʨʥʳʡ ʚʝʥʛʝʨʩʢʠʡ ʪʘʥʝʮ ʠʟ ʙʘʣʝʪʘ çʃʝʙʝʜʠʥʦʝ ʦʟʝʨʦè, 

ʥʦ ʦʥʘ, ʢʘʢ ʠ ʢʘʞʜʘʷ ʘʨʪʠʩʪʢʘ, ʜʦʩʪʠʛʰʘʷ ʚʳʩʦʢʦʛʦ ʧʨʦʬʝʩʩʠʦʥʘʣʴʥʦʛʦ ʫʨʦʚ-

ʥʷ, ʤʝʯʪʘʣʘ ʦ ʥʦʚʳʭ ʩʧʝʢʪʘʢʣʷʭ, ʧʦʩʪʘʚʣʝʥʥʳʭ ʙʘʣʝʪʤʝʡʩʪʝʨʦʤ ʩʧʝʮʠʘʣʴʥʦ 

ʜʣʷ ʥʝʸ. ʄʦʣʦʜʦʡ ʙʘʣʝʨʠʥʝ ʦʯʝʥʴ ʧʦʚʝʟʣʦ: ʚ ʥʘʯʘʣʝ 60-ʭ ʛʛ. ʂʠʝʚʩʢʠʡ ʦʧʝʨ-

ʥʳʡ ʪʝʘʪʨ, ʧʝʨʝʞʠʚʘʣ ʧʝʨʠʦʜ ʪʚʦʨʯʝʩʢʦʛʦ ʧʦʜʲʸʤʘ: ʛʣʘʚʥʳʡ ʙʘʣʝʪʤʝʡʩʪʝʨ 

ɺ. ɺʨʦʥʩʢʠʡ ʢʘʞʜʳʡ ʛʦʜ ʩʪʘʚʠʣ ʥʦʚʳʝ ʩʧʝʢʪʘʢʣʠ ï çʃʠʣʝʶè, çʃʝʩʥʫʶ ʧʝʩ-

ʥʶè, çʑʝʣʢʫʥʯʠʢè, çɹʘʭʯʠʩʘʨʘʡʩʢʠʡ ʬʦʥʪʘʥè, çʉʧʘʨʪʘʢè, çʕʩʤʝʨʘʣʴʜʫè ʠ 

ʜʨ., ʧʨʠʛʣʘʰʘʣ ʜʣʷ ʧʦʩʪʘʥʦʚʦʯʥʦʡ ʨʘʙʦʪʳ ʪʘʣʘʥʪʣʠʚʳʭ ʭʦʨʝʦʛʨʘʬʦʚ ʠʟ ʜʨʫ-

ʛʠʭ ʪʝʘʪʨʦʚ. ʅʘʧʨʠʤʝʨ, ʚ ʩʝʟʦʥʝ 1960/61 ʛ. ʩʦʩʪʦʷʣʦʩʴ 4 ʙʘʣʝʪʥʳʭ ʧʨʝʤʴʝʨʳ, 

ʠ ʚʦ ʚʩʝʭ ʂʘʣʠʥʦʚʩʢʘʷ ʠʩʧʦʣʥʷʣʘ ʛʣʘʚʥʳʝ ʨʦʣʠ. 

ʆʙʨʘʟ ɿʘʨʝʤʳ ʚ çɹʘʭʯʠʩʘʨʘʡʩʢʦʤ ʬʦʥʪʘʥʝè ʩʪʘʣ ʦʜʥʠʤ ʠʟ ʣʶʙʠʤʳʭ 

ʜʣʷ ɺʘʣʝʥʪʠʥʳ ʌʸʜʦʨʦʚʥʳ: ʟʜʝʩʴ ʦʥʘ ʨʘʩʢʨʳʣʘʩʴ ʥʝ ʪʦʣʴʢʦ ʢʘʢ ʚʠʨʪʫʦʟʥʘʷ 

ʪʘʥʮʦʚʱʠʮʘ, ʥʦ ʠ ʢʘʢ ʜʨʘʤʘʪʠʯʝʩʢʘʷ ʘʢʪʨʠʩʘ. ɹʘʣʝʪ ʧʦʩʪʘʚʣʝʥ ʚ ʪʨʘʜʠʮʠʷʭ 

ʭʦʨʝʦʜʨʘʤʳ, ʦʙʳʯʥʳʝ ʢʣʘʩʩʠʯʝʩʢʠʝ ʚʘʨʠʘʮʠʠ ʟʜʝʩʴ ʟʘʤʝʥʝʥʳ ʤʦʥʦʣʦʛʘʤʠ. 

ɺʤʝʩʪʝ ʩ ʪʝʤ ʧʘʨʪʠʷ ɿʘʨʝʤʳ ʦʯʝʥʴ ʪʝʭʥʠʯʥʘ. ɺ ʪʘʥʮʝ ɿʘʨʝʤʳ ʤʥʦʛʦ ʚʳʩʦʢʠʭ 



ʧʨʳʞʢʦʚ ʚ çʢʦʣʴʮʦè, ʩʪʨʝʤʠʪʝʣʴʥʳʭ ʧʠʨʫʵʪʦʚ, ʰʝʥʝ, ʧʨʠʯʫʜʣʠʚʳʭ çʚʦʩʪʦʯ-

ʥʳʭè ʧʦʨ-ʜʝ-ʙʨʘ, ʥʦ ʵʪʦ ʥʝ ʧʨʦʩʪʦ ʵʬʬʝʢʪʥʘʷ ʚʘʨʠʘʮʠʷ ï ʵʪʦ ʜʝʡʩʪʚʝʥʥʳʡ ʪʘ-

ʥʝʮ: ɿʘʨʝʤʘ-ʂʘʣʠʥʦʚʩʢʘʷ, ʪʘʥʮʫʷ, ʚʩʸ ʚʨʝʤʷ ʩʣʝʜʠʪ ʟʘ ɻʠʨʝʝʤ ʠ, ʟʘʤʝʪʠʚ, ʯʪʦ 

ʦʥ ʥʝ ʦʙʨʘʱʘʝʪ ʥʘ ʥʝʸ ʚʥʠʤʘʥʠʷ, ʚʧʘʜʘʝʪ ʚ ʦʪʯʘʷʥʠʝ, ʧʝʨʝʜʘʶʱʝʝʩʷ ʥʝʠʩʪʦ-

ʚʳʤʠ ʧʦʚʦʨʦʪʘʤʠ ʨʘʥʚʝʨʩʝ. ɺ ʙʘʣʝʪʝ çʉʧʘʨʪʘʢè ʚ ʧʦʩʪʘʥʦʚʢʝ ɺ. ɺʨʦʥʩʢʦʛʦ 

ɺ. ʂʘʣʠʥʦʚʩʢʘʷ ʪʘʥʮʝʚʘʣʘ ʕʛʠʥʫ. ɸʨʘʤ ʍʘʯʘʪʫʨʷʥ, ʧʨʠʩʫʪʩʪʚʦʚʘʚʰʠʡ ʥʘ 

ʧʨʝʤʴʝʨʝ, ʩʢʘʟʘʣ, ʯʪʦ ʩʧʝʢʪʘʢʣʴ ʥʫʞʥʦ ʧʝʨʝʠʤʝʥʦʚʘʪʴ ʚ çʕʛʠʥʫè ï ʪʘʢʦʝ 

ʥʝʟʘʙʳʚʘʝʤʦʝ ʚʧʝʯʘʪʣʝʥʠʝ ʧʨʦʠʟʚʝʣʦ ʥʘ ʥʝʛʦ ʠʩʧʦʣʥʝʥʠʝ ʵʪʦʡ ʧʘʨʪʠʠ ʩʪʦʣʴ 

ʷʨʢʦʡ ʙʘʣʝʨʠʥʦʡ. 

ɹʘʣʝʪʤʝʡʩʪʝʨ ʈʠʞʩʢʦʛʦ ʪʝʘʪʨʘ ʦʧʝʨʳ ʠ ʙʘʣʝʪʘ ʆ. ʊʘʥʛʠʝʚʘ-ɹʠʨʟʥʠʝʢ ʚ 

1961ʛ. ʧʦʩʪʘʚʠʣʘ ʙʘʣʝʪ çʉʠʤʬʦʥʠʯʝʩʢʠʝ ʪʘʥʮʳè ʥʘ ʤʫʟ. ʉ. ʈʘʭʤʘʥʠʥʦʚʘ, ʛʜʝ 

ʂʘʣʠʥʦʚʩʢʘʷ ʪʘʥʮʝʚʘʣʘ ʧʘʨʪʠʶ ɿʦʣʦʪʦʡ ʜʘʤʳ (ʦʙʨʘʟ, ʦʣʠʮʝʪʚʦʨʷʶʱʠʡ ʙʦ-

ʛʘʪʩʪʚʦ, ʜʝʥʴʛʠ) ʠ çɻʦʣʫʙʦʡ ɼʫʥʘʡè ʥʘ ʤʫʟʳʢʫ ʀ. ʐʪʨʘʫʩʘ. ɺ çɻʦʣʫʙʦʤ ɼʫ-

ʥʘʝè ʂʘʣʠʥʦʚʩʢʦʡ ʜʦʩʪʘʣʘʩʴ ʨʦʣʴ ʟʥʘʤʝʥʠʪʦʡ ʙʘʣʝʨʠʥʳ ʌʨʘʥʮʠʩʢʠ, ʚ ʢʦʪʦ-

ʨʫʶ ʚʣʶʙʣʷʝʪʩʷ ʤʦʣʦʜʦʡ ʢʦʤʧʦʟʠʪʦʨ ï ʙʫʜʫʱʠʡ ʢʦʨʦʣʴ ʚʘʣʴʩʦʚ. ʕʪʦ ʙʳʣ 

ʦʯʝʥʴ ʠʥʪʝʨʝʩʥʳʡ, ʪʘʥʮʝʚʘʣʴʥʳʡ ʩʧʝʢʪʘʢʣʴ, ʧʦʩʪʨʦʝʥʥʳʡ ʥʘ ʚʠʨʪʫʦʟʥʦʡ 

ʢʣʘʩʩʠʯʝʩʢʦʡ ʭʦʨʝʦʛʨʘʬʠʠ. ɽʛʦ ʣʶʙʠʣʠ ʠ ʟʨʠʪʝʣʠ, ʠ ʘʨʪʠʩʪʳ. ɺʘʣʝʥʪʠʥʘ ʌʸ-

ʜʦʨʦʚʥʘ ʚʩʧʦʤʠʥʘʝʪ, ʢʘʢ ʧʦʩʣʝ ʧʨʝʤʴʝʨʳ çɻʦʣʫʙʦʛʦ ɼʫʥʘʷè ʧʦʢʣʦʥʥʠʢʠ 

ʥʘʜʘʨʠʣʠ ʝʡ ʩʪʦʣʴʢʦ ʮʚʝʪʦʚ, ʯʪʦ ʧʦʥʘʜʦʙʠʣʦʩʴ ʪʨʠ ʤʘʰʠʥʳ, ʯʪʦʙʳ ʦʪʚʝʟʪʠ 

ʠʭ ʜʦʤʦʡ. ɸ ʩʧʫʩʪʷ ʥʝʢʦʪʦʨʦʝ ʚʨʝʤʷ ʦʥʘ ʩʪʘʥʮʝʚʘʣʘ ʌʨʘʥʮʠʩʢʫ ʚ ʩʧʝʢʪʘʢʣʝ 

ʈʠʞʩʢʦʛʦ ʦʧʝʨʥʦʛʦ ʪʝʘʪʨʘ ʚʦ ʚʨʝʤʷ ʩʚʦʠʭ ʛʘʩʪʨʦʣʝʡ ʚ ʃʘʪʚʠʠ. 

ɺ 1965ʛ. ʈ. ʂʣʷʚʠʥ ʧʦʩʪʘʚʠʣ ʥʘ ʢʠʝʚʩʢʦʡ ʩʮʝʥʝ ʙʘʣʝʪ çʂʘʤʝʥʥʳʡ ʮʚʝ-

ʪʦʢè ʥʘ ʤʫʟʳʢʫ ʉ. ʇʨʦʢʦʬʴʝʚʘ. ɺ ʵʪʦʤ ʩʧʝʢʪʘʢʣʝ ɺ. ʂʘʣʠʥʦʚʩʢʘʷ ʪʘʥʮʝʚʘʣʘ 

ʍʦʟʷʡʢʫ ʄʝʜʥʦʡ ʛʦʨʳ. ʕʪʘ ʨʦʣʴ ʙʳʣʘ ʩʦʟʜʘʥʘ ʩʧʝʮʠʘʣʴʥʦ ʜʣʷ ʥʝʸ: ʛʠʙʢʘʷ ʠ 

ʧʨʦʚʦʨʥʘʷ, ʩ ʜʣʠʥʥʳʤʠ ʧʣʘʩʪʠʯʥʳʤʠ ʨʫʢʘʤʠ ʠ ʚʳʨʘʟʠʪʝʣʴʥʳʤʠ ʯʸʨʥʳʤʠ 

ʛʣʘʟʘʤʠ ï ʥʘʩʪʦʷʱʘʷ ʢʦʨʦʣʝʚʘ-ʷʱʝʨʠʮʘ ʠʟ ʩʢʘʟʢʠ ɹʘʞʦʚʘ. ʇʘʨʪʥʸʨʦʤ ʂʘʣʠ-

ʥʦʚʩʢʦʡ ʚ ʧʘʨʪʠʠ ɼʘʥʠʣʳ-ʤʘʩʪʝʨʘ ʚʳʩʪʫʧʠʣ ʩʦʣʠʩʪ ʙʘʣʝʪʘ ɺʝʘʥʠʨ ʂʨʫʛʣʦʚ ï 

ʪʘʥʮʦʚʱʠʢ ʩ ʧʨʝʢʨʘʩʥʳʤʠ ʜʘʥʥʳʤʠ, ʧʦʣʫʯʠʚʰʠʡ ʙʘʣʝʪʥʦʝ ʦʙʨʘʟʦʚʘʥʠʝ ʚ 

ʇʝʨʤʩʢʦʤ ʭʦʨʝʦʛʨʘʬʠʯʝʩʢʦʤ ʫʯʠʣʠʱʝ (ʚʳʧʫʩʢ ʠʟʚʝʩʪʥʦʛʦ ʧʝʜʘʛʦʛʘ 

ʖ. ʇʣʘʭʪʘ). ɺʝʘʥʠʨ ʀʚʘʥʦʚʠʯ ʙʳʣ ʥʝ ʪʦʣʴʢʦ ʚʠʨʪʫʦʟʥʳʤ ʪʘʥʮʦʚʱʠʢʦʤ-

ʩʦʣʠʩʪʦʤ, ʥʦ ʠ ʙʣʝʩʪʷʱʠʤ ʤʘʩʪʝʨʦʤ ʜʫʵʪʥʦʛʦ ʪʘʥʮʘ. ʂ ʪʦʤʫ ʞʝ, ʦʥ ʙʳʣ ʧʨʝ-

ʢʨʘʩʥʳʤ ʜʨʘʤʘʪʠʯʝʩʢʠʤ ʘʢʪʸʨʦʤ. 

ʉʧʝʮʠʬʠʢʘ ʜʫʵʪʦʚ ʛʣʘʚʥʦʛʦ ʛʝʨʦʷ ʩ ʍʦʟʷʡʢʦʡ ʄʝʜʥʦʡ ʛʦʨʳ ʩʦʩʪʦʠʪ ʚ 

ʪʦʤ, ʯʪʦ ʚ ʥʠʭ ʥʝʪ ʪʨʘʜʠʮʠʦʥʥʦʡ ʜʣʷ ʢʣʘʩʩʠʯʝʩʢʠʭ ʙʘʣʝʪʦʚ ʛʘʨʤʦʥʠʠ ʯʫʚʩʪʚ 

ï ʵʪʦ, ʩʢʦʨʝʝ, ʧʨʦʪʠʚʦʩʪʦʷʥʠʝ, ʙʦʨʴʙʘ. ʍʦʟʷʡʢʘ ʄʝʜʥʦʡ ʛʦʨʳ ʧʳʪʘʝʪʩʷ ʩʦ-

ʙʣʘʟʥʠʪʴ, ʧʦʜʯʠʥʠʪʴ ʩʚʦʝʡ ʚʦʣʝ ʶʥʦʰʫ, ʢʦʪʦʨʳʡ ʥʝ ʤʦʞʝʪ ʟʘʙʳʪʴ ʩʚʦʶ ʣʶ-

ʙʠʤʫʶ (ʂʘʪʝʨʠʥʫ) ʠ ʩʪʨʝʤʠʪʩʷ ʚʝʨʥʫʪʴʩʷ ʢ ʥʝʡ. ʂʘʣʠʥʦʚʩʢʘʷ, ʢʘʢ ʟʤʝʷ, ʦʙʚʦ-

ʣʘʢʠʚʘʣʘ ʧʘʨʪʥʸʨʘ ʩʚʦʠʤ ʛʠʙʢʠʤ, ʫʧʨʫʛʠʤ ʪʝʣʦʤ, ʦʥʘ ʥʘʭʦʜʠʣʘ ʢʘʢʫʶ-ʪʦ 

ʦʩʦʙʝʥʥʫʶ, ʠʟʳʩʢʘʥʥʫʶ ʢʨʘʩʦʪʫ ʚ ʵʢʩʧʨʝʩʩʠʚʥʦʡ ʭʦʨʝʦʛʨʘʬʠʠ ʈ. ʂʣʷʚʠʥʘ. 

çʉʪʨʘʩʪʥʳʡ ʪʘʥʝʮ ʂʘʣʠʥʦʚʩʢʦʡ ʩʠʷʣ ʠ ʠʩʢʨʠʣʩʷ, ʙʫʜʪʦ ʦʩʣʝʧʠʪʝʣʴʥʳʝ ʛʨʘʥʠ 



ʜʨʘʛʦʮʝʥʥʳʭ ʢʘʤʥʝʡ, ʧʨʠʦʙʨʝʪʘʷ ʣʠʨʠʯʝʩʢʠʝ ʠ ʨʦʤʘʥʪʠʯʝʩʢʠʝ ʠʥʪʦʥʘʮʠʠ ʠ 

ʪʨʦʛʘʪʝʣʴʥʫʶ ʥʝʞʥʦʩʪʴ ʚ ʤʘʩʪʝʨʩʢʠ ʧʦʩʪʘʚʣʝʥʥʳʭ ʭʦʨʝʦʛʨʘʬʦʤ ʜʫʵʪʘʭ ʩ ɼʘ-

ʥʠʣʦʡ, ʮʝʣʴʥʳʡ ʠ ʩʠʣʴʥʳʡ ʭʘʨʘʢʪʝʨ ʢʦʪʦʨʦʛʦ ʫʙʝʜʠʪʝʣʴʥʦ ʦʯʝʨʪʠʣ 

ɺ. ʂʨʫʛʣʦʚè, ï ʧʠʩʘʣ ʖ. ʉʪʘʥʠʰʝʚʩʢʠʡ [5;440]. 

ʆʜʥʦʡ ʠʟ ʩʘʤʳʭ ʣʶʙʠʤʳʭ ʜʣʷ ʂʘʣʠʥʦʚʩʢʦʡ ʩʪʘʣʘ ʨʦʣʴ ʮʘʨʠʮʳ ʄʘʭʤʝ-

ʥ-ɻɹʘʥʫ ʚ ʙʘʣʝʪʝ ɸ. ʄʝʣʠʢʦʚʘ çʃʝʛʝʥʜʘ ʦ ʣʶʙʚʠè ʧʦ ʧʴʝʩʝ-ʧʨʠʪʯʝ ʅʘʟʳʤʘ 

ʍʠʢʤʝʪʘ, ʧʦʩʪʘʥʦʚʢʫ ʢʦʪʦʨʦʛʦ ʚ ʂʠʝʚʩʢʦʤ ʪʝʘʪʨʝ ʦʧʝʨʳ ʠ ʙʘʣʝʪʘ ʦʩʫʱʝʩʪʚʠʣ 

ʚ 1966 ʛ. ɸʥʘʪʦʣʠʡ ʐʝʢʝʨʘ. (ɺʧʝʨʚʳʝ çʃʝʛʝʥʜʘ ʦ ʣʶʙʚʠè ʙʳʣʘ ʧʦʩʪʘʚʣʝʥʘ 

ʖ. ɻʨʠʛʦʨʦʚʠʯʝʤ ʥʘ ʩʮʝʥʝ ʂʠʨʦʚʩʢʦʛʦ ʪʝʘʪʨʘ ʚ 1961 ʛ.). ɻʝʨʦʠʥʷ 

ɺ. ʂʘʣʠʥʦʚʩʢʦʡ ï ʚʦʩʪʦʯʥʘʷ ʮʘʨʠʮʘ, ʢʦʪʦʨʘʷ ʦʪʜʘʣʘ ʩʚʦʶ ʢʨʘʩʦʪʫ, ʯʪʦʙʳ 

ʩʧʘʩʪʠ ʦʪ ʩʤʝʨʪʠ ʤʣʘʜʰʫʶ ʩʝʩʪʨʫ, ʠ ʚ ʨʝʟʫʣʴʪʘʪʝ ʣʠʰʠʣʘʩʴ ʣʶʙʚʠ ʩʘʤʦʛʦ 

ʜʦʨʦʛʦʛʦ ʯʝʣʦʚʝʢʘ ï ʌʝʨʭʘʜʘ. ʅʘʠʚʳʩʰʝʛʦ ʪʨʘʛʝʜʠʡʥʦʛʦ ʧʘʬʦʩʘ ʘʢʪʨʠʩʘ ʜʦ-

ʩʪʠʛʘʝʪ ʚ ʩʮʝʥʝ ʤʦʥʦʣʦʛʘ ʩ ʤʳʩʣʷʤʠ ʠ ʚ ʘʜʘʞʠʦ ʩ ʌʝʨʭʘʜʦʤ. ɹʘʣʝʪʤʝʡʩʪʝʨ 

ʚʚʦʜʠʪ ʤʝʪʘʬʦʨʠʯʝʩʢʠʡ ʦʙʨʘʟ ʤʳʩʣʝʡ, ʯʪʦʙʳ ʧʦʢʘʟʘʪʴ ʚʥʫʪʨʝʥʥʝʝ ʩʦʩʪʦʷʥʠʝ 

ʛʝʨʦʠʥʠ. 16 ʘʨʪʠʩʪʦʢ ʙʘʣʝʪʘ ʚ ʦʜʠʥʘʢʦʚʳʭ ʢʨʘʩʥʳʭ ʢʦʤʙʠʥʝʟʦʥʘʭ ʚʳʩʪʨʘʠ-

ʚʘʶʪʩʷ ʚ ʣʠʥʠʶ ʪʦʯʥʦ ʟʘ ʄʘʭʤʝʥʵ-ɹʘʥʫ ʠ ʩʠʥʭʨʦʥʥʦ ʧʦʚʪʦʨʷʶʪ ʚʩʝ ʝʸ ʞʝ-

ʩʪʳ. ʊʘʥʝʮ ʛʝʨʦʠʥʠ ʥʘʧʦʤʠʥʘʝʪ ʤʦʣʠʪʚʫ: ʢʠʩʪʠ ʝʸ ʨʫʢ ʦʪʢʨʳʪʳ, ʙʫʜʪʦ ʦʥʘ 

ʜʝʨʞʠʪ ʢʘʢʫʶ-ʪʦ ʥʝʚʠʜʠʤʫʶ ʯʘʰʫ, ʜʚʠʞʝʥʠʷ ʝʸ ʪʦʯʥʳ ʠ ʛʨʘʬʠʯʥʳ. ʃʝʡʪʪʝ-

ʤʘ ʞʘʞʜʳ ʧʨʦʭʦʜʠʪ ʯʝʨʝʟ ʚʝʩʴ ʩʧʝʢʪʘʢʣʴ, ʘ ʫ ʄʘʭʤʝʥʵ-ɹʘʥʫ ʵʪʦ ʝʱʸ ʠ ʞʘʞʜʘ 

ʣʶʙʚʠ, ʢʦʪʦʨʫʶ ʦʥʘ ʫʪʨʘʪʠʣʘ ʥʘʚʩʝʛʜʘ. ʄʳʩʣʠ ʦʪʩʪʫʧʘʶʪ, ʦʙʨʘʟʫʷ ʜʨʫʛʦʡ 

ʨʠʩʫʥʦʢ, ʩʥʘʯʘʣʘ ʦʥʠ ʪʦʣʴʢʦ ʘʢʢʦʤʧʘʥʠʨʫʶʪ ʮʘʨʠʮʝ, ʘ ʧʦʪʦʤ ʩʪʘʥʦʚʷʪʩʷ 

ʘʛʨʝʩʩʠʚʥʳʤʠ, ʥʘʩʪʫʧʘʷ ʥʘ ʥʝʸ. ʊʘʥʝʮ ʄʘʭʤʝʥʵ-ɹʘʥʫ, ʚʥʘʯʘʣʝ ʧʨʦʥʠʢʥʦʚʝʥ-

ʥʦ-ʣʠʨʠʯʥʳʡ, ʩʪʘʥʦʚʠʪʩʷ ʠʤʧʫʣʴʩʠʚʥʳʤ: ʦʥʘ ʭʦʯʝʪ ʦʩʚʦʙʦʜʠʪʴʩʷ ʦʪ ʥʘʚʷʟ-

ʯʠʚʳʭ ʤʳʩʣʝʡ. ʂʫʣʴʤʠʥʘʮʠʷ ʥʦʤʝʨʘ ï ʞʝʪʝ ʘʥʪʫʨʥʘʥ. ʂʘʣʠʥʦʚʩʢʘʷ ʝʜʠʥ-

ʩʪʚʝʥʥʘʷ ʠʩʧʦʣʥʷʣʘ ʵʪʦʪ ʩʣʦʞʥʳʡ ʵʣʝʤʝʥʪ, ʚʩʪʨʝʯʘʶʱʠʡʩʷ ʧʨʝʠʤʫʱʝʩʪʚʝʥ-

ʥʦ ʚ ʤʫʞʩʢʦʤ ʪʘʥʮʝ, ʜʨʫʛʠʝ ʙʘʣʝʨʠʥʳ ʟʘʤʝʥʷʶʪ ʝʛʦ ʥʘ ʪʨʘʜʠʮʠʦʥʥʳʝ ʪʫʨʳ 

ʧʠʢʝ ʘʥ ʜʝʜʘʥ ʧʦ ʢʨʫʛʫ. ʋ ʂʘʣʠʥʦʚʩʢʦʡ ʵʪʦ ʢʘʢ ʙʫʜʪʦ ʙʝʛʩʪʚʦ ʦʪ ʩʘʤʦʡ ʩʝʙʷ. 

ʅʘʢʦʥʝʮ ʤʳʩʣʠ ʧʦʢʠʜʘʶʪ ʛʝʨʦʠʥʶ, ʠ ʚ ʩʚʦʸʤ ʩʥʝ ʦʥʘ ʚʠʜʠʪ ʌʝʨʭʘʜʘ: ʦʥ, ʢʘʢ 

ʠ ʧʨʝʞʜʝ, ʣʶʙʠʪ ʝʸ. ɺ ʭʦʨʝʦʛʨʘʬʠʯʝʩʢʦʤ ʨʝʰʝʥʠʠ ʵʪʦʛʦ ʘʜʘʞʠʦ ʙʘʣʝʪʤʝʡ-

ʩʪʝʨ ʚ ʧʦʣʥʦʡ ʤʝʨʝ ʠʩʧʦʣʴʟʦʚʘʣ ʚʦʟʤʦʞʥʦʩʪʠ ʘʨʪʠʩʪʦʚ. ɺ ʜʫʵʪʝ ʤʥʦʛʦ ʩʣʦʞ-

ʥʳʭ ʧʦʜʜʝʨʞʝʢ, ʘʢʨʦʙʘʪʠʯʝʩʢʠʭ ʵʣʝʤʝʥʪʦʚ, ʵʪʦ ʩʠʣʦʚʘʷ ʭʦʨʝʦʛʨʘʬʠʷ, ʛʜʝ ʘʨ-

ʪʠʩʪʳ ʩʧʣʝʪʘʶʪ ʠʟ ʩʚʦʠʭ ʪʝʣ ʥʝʢʠʡ ʧʨʠʯʫʜʣʠʚʳʡ ʦʨʠʝʥʪʘʣʴʥʳʡ ʦʨʥʘʤʝʥʪ. 

çʃʝʛʝʥʜʘ ʦ ʣʶʙʚʠè ʩʪʘʣʘ ʜʣʷ ʂʠʝʚʩʢʦʛʦ ʦʧʝʨʥʦʛʦ ʪʝʘʪʨʘ ʥʘ ʪʦ ʚʨʝʤʷ 

ʩʧʝʢʪʘʢʣʝʤ ʥʦʚʦʡ ʵʩʪʝʪʠʢʠ. ʕʪʦ ʦʜʠʥ ʠʟ ʧʝʨʚʳʭ ʬʠʣʦʩʦʬʩʢʦ-

ʧʩʠʭʦʣʦʛʠʯʝʩʢʠʭ ʙʘʣʝʪʥʳʭ ʩʧʝʢʪʘʢʣʝʡ ʥʘ ʫʢʨʘʠʥʩʢʦʡ ʩʮʝʥʝ. ʅʦʚʘʪʦʨʩʪʚʦ 

ʐʝʢʝʨʳ ʟʘʢʣʶʯʘʝʪʩʷ ʚ ʝʛʦ ʧʦʜʭʦʜʝ ʢ ʩʮʝʥʠʯʝʩʢʦʡ ʚʳʨʘʟʠʪʝʣʴʥʦʩʪʠ. ɺ ʜʦʨʝ-

ʚʦʣʶʮʠʦʥʥʦʤ ʙʘʣʝʪʥʦʤ ʪʝʘʪʨʝ ʘʢʪʸʨʩʢʦʝ ʤʘʩʪʝʨʩʪʚʦ ʟʘʢʣʶʯʘʣʦʩʴ ʚ ʫʤʝʥʠʠ 

çʠʛʨʘʪʴ ʣʠʮʦʤ, ʤʠʤʠʢʦʡè, ʦʪʩʶʜʘ ʠ ʘʤʧʣʫʘ çʤʠʤʠʯʥʳʝ ʘʢʪʸʨʳè. ʐʝʢʝʨʘ ʚ 

çʃʝʛʝʥʜʝ ʦ ʣʶʙʚʠè ʦʩʪʘʚʠʣ ʘʨʪʠʩʪʘʤ ʝʜʠʥʩʪʚʝʥʥʦʝ ʩʨʝʜʩʪʚʦ ʚʳʨʘʟʠʪʝʣʴʥʦ-

ʩʪʠ ï ʧʣʘʩʪʠʢʫ ʪʝʣʘ. ʆʥ ʟʘʢʨʳʣ ʣʠʮʦ ʙʘʣʝʨʠʥʳ, ʝʸ ʢʦʩʪʶʤ ï ʩʪʨʦʛʠʡ ʙʘʣʝʪ-



ʥʳʡ ʢʦʤʙʠʥʝʟʦʥ ʧʦʯʪʠ ʙʝʟ ʫʢʨʘʰʝʥʠʡ ï ʧʨʠʜʘʚʘʣ ʝʸ ʬʠʛʫʨʝ ʠʟʳʩʢʘʥʥʦʡ ʵʣʝ-

ʛʘʥʪʥʦʩʪʠ, ʘʩʢʝʪʠʯʥʦʩʪʠ, ʧʦʟʚʦʣʷʷ ʩʦʩʨʝʜʦʪʦʯʠʪʴʩʷ ʥʘ ʜʫʰʝʚʥʦʤ ʩʦʩʪʦʷʥʠʠ 

ʩʚʦʝʡ ʛʝʨʦʠʥʠ, ʧʝʨʝʜʘʚʘʷ ʝʛʦ ʪʦʣʴʢʦ ʩʨʝʜʩʪʚʘʤʠ ʧʣʘʩʪʠʯʝʩʢʦʡ ʚʳʨʘʟʠʪʝʣʴʥʦ-

ʩʪʠ. ʂʘʣʠʥʦʚʩʢʘʷ ʩʯʠʪʘʝʪ çʃʝʛʝʥʜʫ ʦ ʣʶʙʚʠè ʦʜʥʠʤ ʠʟ ʩʚʦʠʭ ʩʘʤʳʭ ʣʶʙʠ-

ʤʳʭ ʩʧʝʢʪʘʢʣʝʡ, ʦʪʤʝʯʘʷ ʧʨʠ ʵʪʦʤ ʝʛʦ ʵʤʦʮʠʦʥʘʣʴʥʫʶ ʥʘʩʳʱʝʥʥʦʩʪʴ. çʇʦ-

ʩʣʝ ñʃʝʛʝʥʜʳò ʷ ʙʳʣʘ ʧʦʣʥʦʩʪʴʶ ʦʙʝʩʩʠʣʝʥʘ, ʦʧʫʩʪʦʰʝʥʘè, ï ʧʨʠʟʥʘʸʪʩʷ ʙʘ-

ʣʝʨʠʥʘ.  

ɺʩʶ ʩʚʦʶ ʞʠʟʥʴ ɺ. ʂʘʣʠʥʦʚʩʢʘʷ ʤʝʯʪʘʣʘ ʩʪʘʥʮʝʚʘʪʴ ʂʘʨʤʝʥ. ʆʥʘ ʩʣʫ-

ʰʘʣʘ ʦʧʝʨʫ ɾ. ɹʠʟʝ ʠ ʧʨʝʜʩʪʘʚʣʷʣʘ, ʢʘʢ ʵʪʦ ʤʦʞʥʦ ʚʦʧʣʦʪʠʪʴ ʚ ʙʘʣʝʪʝ. ʕʪʘ 

ʤʝʯʪʘ ʦʩʫʱʝʩʪʚʠʣʘʩʴ, ʢʦʛʜʘ ʦʥʘ ʫʞʝ ʩʪʘʣʘ ʦʧʳʪʥʦʡ ʙʘʣʝʨʠʥʦʡ, ʥʘʨʦʜʥʦʡ ʘʨ-

ʪʠʩʪʢʦʡ ʉʉʉʈ ʠ ʠʤʝʣʘ ʰʠʨʦʢʦʝ ʧʨʠʟʥʘʥʠʝ ʙʣʘʛʦʜʘʨʷ ʩʚʦʠʤ ʛʘʩʪʨʦʣʷʤ ʚ ʩʦ-

ʩʪʘʚʝ ʂʠʝʚʩʢʦʛʦ ʙʘʣʝʪʘ. ʂ ʪʦʤʫ ʚʨʝʤʝʥʠ ɺ. ʂʘʣʠʥʦʚʩʢʘʷ ʫʞʝ ʧʨʦʩʣʘʚʠʣʘʩʴ 

ʙʣʝʩʪʷʱʠʤ ʠʩʧʦʣʥʝʥʠʝʤ ʨʦʣʠ ʜʨʫʛʦʡ ʠʩʧʘʥʩʢʦʡ ʜʝʚʫʰʢʠ ï ʞʠʟʥʝʨʘʜʦʩʪʥʦʡ 

ʂʠʪʨʠ. ʆʥʘ ʧʨʦʠʟʚʝʣʘ ʥʘʩʪʦʷʱʠʡ ʬʫʨʦʨ ʩʨʝʜʠ ʟʨʠʪʝʣʝʡ ʩʚʦʝʡ ʙʣʝʩʪʷʱʝʡ 

ʪʝʭʥʠʢʦʡ ï ʩʪʨʝʤʠʪʝʣʴʥʳʤʠ ʬʫʵʪʵ, ʰʠʨʦʢʠʤʠ ʵʥʝʨʛʠʯʥʳʤʠ ʧʨʳʞʢʘʤʠ ʩ ʥʝ-

ʚʝʨʦʷʪʥʳʤʠ ʧʨʦʛʠʙʘʤʠ ʢʦʨʧʫʩʘ, ʣʦʚʢʦʩʪʴʶ ʠ ʩʦʙʨʘʥʥʦʩʪʴʶ ʚ ʩʣʦʞʥʳʭ ʵʬ-

ʬʝʢʪʥʳʭ ʧʦʜʜʝʨʞʢʘʭ (ʙʘʣʝʨʠʥʘ ʩ ʙʣʘʛʦʜʘʨʥʦʩʪʴʶ ʚʩʧʦʤʠʥʘʝʪ ʚʩʝʭ ʩʚʦʠʭ 

ʧʘʨʪʥʸʨʦʚ ï ʈ. ʂʣʷʚʠʥʘ, ɸ. ɹʝʣʦʚʘ, ɺ. ʂʨʫʛʣʦʚʘ, ɺ. ʅʝʢʨʘʩʦʚʘ, ɺ. ʌʝʜʦʪʦʚʘ, 

ɺ. ʂʦʚʪʫʥʘ, ɸ. ʂʦʟʣʦʚʘ ʠ ʜʨʫʛʠʭ). ʂʘʢ ʦʪʤʝʯʝʥʦ ʚ ʦʜʥʦʡ ʠʟ ʨʝʮʝʥʟʠʡ ʪʦʛʦ 

ʚʨʝʤʝʥʠ: çʂʘʞʜʦʝ ʚʳʩʪʫʧʣʝʥʠʝ ɺʘʣʝʥʪʠʥʳ ʂʘʣʠʥʦʚʩʢʦʡ ʚ ʵʪʦʡ ʨʦʣʠ ï ʩʦʙr-

ʪʠʝ ʚ ʪʝʘʪʨʘʣʴʥʦʡ ʞʠʟʥʠé ɼʦʯʴ ʪʨʘʢʪʠʨʱʠʢʘ, ʜʝʚʫʰʢʘ ʠʟ ʥʘʨʦʜʘ, ʧʦʵʪʠʯʥʘʷ 

ʠ ʧʳʣʢʘʷ, ʚ ʪʦ ʞʝ ʚʨʝʤʷ ʢʘʢʘʷ-ʪʦ ʵʣʝʛʘʥʪʥʘʷ ʠ ʩʦʩʨʝʜʦʪʦʯʝʥʥʘʷ, ñʠʩʧʘʥʩʢʦʝò 

ʧʨʦʨʳʚʘʝʪʩʷ ʚ ʥʝʡ ʥʝ ʪʘʢ ʙʫʨʥʳʤʠ ʚʩʧʣʝʩʢʘʤʠ ʯʫʚʩʪʚ, ʢʘʢ ʚ ʝʸ ʚʥʫʪʨʝʥʥʝʡ 

ʢʦʥʮʝʥʪʨʘʮʠʠ, ʚ ʛʦʨʜʦʤ ʦʩʦʟʥʘʥʠʠ ʩʚʦʝʛʦ ʧʨʝʠʤʫʱʝʩʪʚʘ. ʀʩʧʦʣʥʝʥʥʳʝ ʩʠʣʳ 

ʩʪʨʝʤʠʪʝʣʴʥʳʝ ʚʟʣʸʪʳ, ʛʦʣʦʚʦʢʨʫʞʠʪʝʣʴʥʳʝ ʧʦʚʦʨʦʪʳ ʚ ʚʦʟʜʫʭʝ, ʬʝʥʦʤʝ-

ʥʘʣʴʥʳʡ ʧʨʳʞʦʢ, ʫʧʨʫʛʠʝ ʦʩʪʘʥʦʚʢʠ ʧʦʩʣʝ ʚʨʘʱʝʥʠʡ ʧʝʨʝʜʘʶʪ ʥʝʫʛʦʤʦʥʥʳʡ 

ʭʘʨʘʢʪʝʨ ʝʸ ʂʠʪʨʠè [6]. ɺ 1964 ʛ. ɺ. ʂʘʣʠʥʦʚʩʢʘʷ ʚʳʩʪʫʧʠʣʘ ʚ ʵʪʦʡ ʧʘʨʪʠʠ ʥʘ 

ʩʮʝʥʝ ʄʦʩʢʦʚʩʢʦʛʦ ɹʦʣʴʰʦʛʦ ʪʝʘʪʨʘ ï ʦʥʘ ʙʳʣʘ ʧʝʨʚʦʡ ʫʢʨʘʠʥʩʢʦʡ ʩʦʣʠʩʪ-

ʢʦʡ ʙʘʣʝʪʘ, ʢʦʪʦʨʦʡ ʙʳʣʘ ʧʦʨʫʯʝʥʘ ʚʝʜʫʱʘʷ ʧʘʨʪʠʷ ʚ ʩʧʝʢʪʘʢʣʝ ʵʪʦʛʦ ʧʨʦ-

ʩʣʘʚʣʝʥʥʦʛʦ ʢʦʣʣʝʢʪʠʚʘ. çʇʷʪʥʘʜʮʘʪʴ ʤʠʥʫʪ ʚ ʟʘʣʝ ʟʚʫʯʘʪ ʙʫʨʥʳʝ ʘʧʣʦʜʠʩ-

ʤʝʥʪʳ. ʕʢʟʘʤʝʥ ʧʝʨʝʜ ʪʨʝʙʦʚʘʪʝʣʴʥʳʤ ʤʦʩʢʦʚʩʢʠʤ ʟʨʠʪʝʣʝʤ ʩʜʘʥè, ï ʪʘʢ ʩʦ-

ʦʙʱʠʣʘ 14 ʥʦʷʙʨʷ 1964 ʛ. çʇʨʘʚʜʘ ʋʢʨʘʠʥʳè [7;4]. 

ɸ ʫʞʝ ʯʝʨʝʟ ʤʝʩʷʮ ʂʘʣʠʥʦʚʩʢʘʷ ʚ ʩʦʩʪʘʚʝ ʨʦʜʥʦʡ ʙʘʣʝʪʥʦʡ ʪʨʫʧʧʳ ʧʦ-

ʝʭʘʣʘ ʥʘ ʛʘʩʪʨʦʣʠ ʚ ʇʘʨʠʞ, ʯʪʦʙʳ ʝʛʦ ʧʦʢʦʨʠʪʴ. ʋʢʨʘʠʥʩʢʠʡ ʢʦʣʣʝʢʪʠʚ ʙʳʣ 

ʫʜʦʩʪʦʝʥ ɹʦʣʴʰʦʛʦ ʧʨʠʟʘ ʬʨʘʥʮʫʟʩʢʦʡ ʘʢʘʜʝʤʠʠ ʪʘʥʮʘ ï ɿʦʣʦʪʦʡ ʟʚʝʟʜʳ 

ʣʫʯʰʝʡ ʪʨʫʧʧʳ ʤʠʨʘ, ʠ ʥʝ ʧʦʩʣʝʜʥʷʷ ʨʦʣʴ ʚ ʵʪʦʤ ʧʨʠʥʘʜʣʝʞʠʪ ʂʘʣʠʥʦʚʩʢʦʡ, 

ʢʦʪʦʨʘʷ ʪʘʥʮʝʚʘʣʘ ʛʣʘʚʥʫʶ ʧʘʨʪʠʶ ʚ ʙʘʣʝʪʝ ʃ. ʄʠʥʢʫʩʘ çʇʘʭʠʪʘè (ʬʨʘʥʮʫʟ-

ʩʢʠʝ ʟʨʠʪʝʣʠ ʚʠʜʝʣʠ ʝʛʦ ʚʧʝʨʚʳʝ). ɹʘʣʝʨʠʥʝ ʦʯʝʥʴ ʧʦʚʝʟʣʦ ʚ ʪʦʤ ʩʤʳʩʣʝ, ʯʪʦ 

ʦʥʘ ʚʩʶ ʞʠʟʥʴ ʨʘʙʦʪʘʣʘ ʚ ʦʜʥʦʡ ʠʟ ʣʫʯʰʠʭ ʙʘʣʝʪʥʳʭ ʪʨʫʧʧ ʤʠʨʘ, ʛʜʝ ʩʦʭʨʘ-

ʥʷʣʠʩʴ ʠ ʨʘʟʚʠʚʘʣʠʩʴ ʣʫʯʰʠʝ ʪʨʘʜʠʮʠʠ ʫʢʨʘʠʥʩʢʦʛʦ ʭʦʨʝʦʛʨʘʬʠʯʝʩʢʦʛʦ ʠʩ-



ʢʫʩʩʪʚʘ. ʇʨʦʬʝʩʩʠʦʥʘʣʴʥʳʡ ʫʨʦʚʝʥʴ ʙʘʣʝʪʥʦʡ ʪʨʫʧʧʳ ʙʳʣ ʦʯʝʥʴ ʚʳʩʦʢʠʤ, 

ʜʦʩʪʘʪʦʯʥʦ ʚʩʧʦʤʥʠʪʴ, ʯʪʦ ʥʘ ʪʦʤ ʞʝ ʚʳʰʝʫʧʦʤʷʥʫʪʦʤ ʬʝʩʪʠʚʘʣʝ ʪʘʥʮʘ 

ʫʢʨʘʠʥʩʢʠʝ ʪʘʥʮʦʚʱʠʢʠ ʀʨʘʠʜʘ ʃʫʢʘʰʦʚʘ ʠ ɺʘʣʝʨʠʡ ʇʘʨʩʝʛʦʚ ʧʦʣʫʯʠʣʠ ʩʘ-

ʤʳʝ ʚʳʩʦʢʠʝ ʥʘʛʨʘʜʳ ʬʨʘʥʮʫʟʩʢʦʡ ʘʢʘʜʝʤʠʠ ʪʘʥʮʘ ï ʇʨʠʟ ɸʥʥʳ ʇʘʚʣʦʚʦʡ ʠ 

ɺʘʮʣʘʚʘ ʅʠʞʠʥʩʢʦʛʦ. ɺʘʣʝʥʪʠʥʘ ʂʘʣʠʥʦʚʩʢʘʷ ʤʥʦʛʦ ʪʘʥʮʝʚʘʣʘ, ʚ ʝʸ ʨʝʧʝʨ-

ʪʫʘʨʝ ʧʦʷʚʣʷʣʠʩʴ ʥʦʚʳʝ ʨʦʣʠ, ʪʘʢʠʝ ʢʘʢ ɼʦʥʥʘ ɸʥʥʘ ʚ çʂʘʤʝʥʥʦʤ ʚʣʘʩʪʝ-

ʣʠʥʝè ɺ. ɻʫʙʘʨʝʥʢʦ, ʈʘʡʤʦʥʜʘ ʚ ʦʜʥʦʠʤʸʥʥʦʤ ʙʘʣʝʪʝ ɸ. ɻʣʘʟʫʥʦʚʘ (ʦʙʘ ï ʧʦ-

ʩʪʘʥʦʚʢʘ ɸ. ʐʝʢʝʨʳ), ʇʘʣʘʛʥʘ ʚ çʊʝʥʷʭ ʟʘʙʳʪʳʭ ʧʨʝʜʢʦʚè ɺ. ʂʠʨʝʡʢʦ ʚ ʧʦ-

ʩʪʘʥʦʚʢʝ ʅ. ʉʢʦʨʫʣʴʩʢʦʡ, ʆʛʦʥʴ ʚ çʏʸʨʥʦʤ ʟʦʣʦʪʝè ɺ. ɻʦʤʦʣʷʢʠ ʚ ʧʦʩʪʘʥʦʚ-

ʢʝ ʇ. ɺʠʨʩʢʦʛʦ, ɸʥʥʘ ʂʘʨʝʥʠʥʘ ʚ ʦʜʥʦʠʤʸʥʥʦʤ ʩʧʝʢʪʘʢʣʝ ʈ. ʑʝʜʨʠʥʘ ʚ ʧʦ-

ʩʪʘʥʦʚʢʝ ʄ. ʇʣʠʩʝʮʢʦʡ, ʅ. ʈʳʞʝʥʢʦ ʠ ɺ. ʉʤʠʨʥʦʚʘ-ɻʦʣʦʚʘʥʦʚʘ (ɺʘʣʝʥʪʠʥʘ 

ʌʸʜʦʨʦʚʥʘ ʦʯʝʥʴ ʣʶʙʠʣʘ ʵʪʫ ʨʦʣʴ). ɺʘʩʠʣʠʡ ʊʫʨʢʝʚʠʯ ʦʧʨʝʜʝʣʠʣ ʩʮʝʥʠʯʝ-

ʩʢʦʝ ʘʤʧʣʫʘ ʙʘʣʝʨʠʥʳ ʢʘʢ ʛʝʨʦʠʢʦ-ʜʨʘʤʘʪʠʯʝʩʢʦʝ. ɻʦʩʫʜʘʨʩʪʚʦ ʚʳʩʦʢʦ ʦʮʝ-

ʥʠʣʦ ʪʚʦʨʯʝʩʪʚʦ ɺ. ʂʘʣʠʥʦʚʩʢʦʡ: ʚ 1964 ʛ. ʝʡ ʙʳʣʦ ʧʨʠʩʫʞʜʝʥʦ ʟʚʘʥʠʝ 

ʥʘʨʦʜʥʦʡ ʘʨʪʠʩʪʢʠ ʋʢʨʘʠʥʳ, ʚ 1968ʛ. ʦʥʘ ʩʪʘʣʘ ʧʝʨʚʦʡ ʫʢʨʘʠʥʩʢʦʡ ʙʘʣʝʨʠ-

ʥʦʡ, ʫʜʦʩʪʦʝʥʥʦʡ ʟʚʘʥʠʷ ʥʘʨʦʜʥʦʡ ʘʨʪʠʩʪʢʠ ʉʉʉʈ. ʆʥʘ ʙʳʣʘ ʜʝʡʩʪʚʠʪʝʣʴʥʦ 

çʥʘʨʦʜʥʦʡè ï ʝʸ ʧʦʧʫʣʷʨʥʦʩʪʴ ʙʳʣʘ ʥʝʚʝʨʦʷʪʥʦʡ. ɺ ʛʦʜʳ ʅʝʟʘʚʠʩʠʤʦʩʪʠ 

ɺ. ʂʘʣʠʥʦʚʩʢʘʷ ʙʳʣʘ ʜʚʘʞʜʳ ʥʘʛʨʘʞʜʝʥʘ ʦʨʜʝʥʦʤ ʢʥʷʛʠʥʠ ʆʣʴʛʠ, ʦʯʝʥʴ ʯʘ-

ʩʪʦ ʝʸ ʧʨʠʛʣʘʰʘʶʪ ʚ ʞʶʨʠ ʤʝʞʜʫʥʘʨʦʜʥʳʭ ʙʘʣʝʪʥʳʭ ʬʦʨʫʤʦʚ, ʪʘʢʠʭ ʢʘʢ 

ʢʦʥʢʫʨʩʳ ʠʤʝʥʠ ʉʝʨʞʘ ʃʠʬʘʨʷ, ʬʝʩʪʠʚʘʣʠ çʊʘʥʝʮ ʍʍɯ ʚʝʢʘè, çʊʘʥʝʮ ʙʝʟ 

ʛʨʘʥʠʮè ʠ ʤʥʦʛʦ ʜʨʫʛʠʭ. 

ɺʘʣʝʥʪʠʥʘ ʂʘʣʠʥʦʚʩʢʘʷ ʤʥʦʛʦ ʨʘʟ ʝʟʜʠʣʘ ʥʘ ʛʘʩʪʨʦʣʠ ï ʚ ʗʧʦʥʠʶ, 

ʐʚʝʮʠʶ, ɼʘʥʠʶ, ʇʦʨʪʫʛʘʣʠʶ, ʖʛʦʩʣʘʚʠʶ, ɹʦʣʛʘʨʠʶ, ʉʐɸ. ʅʝʟʘʙʳʚʘʝʤʳʝ 

ʚʦʩʧʦʤʠʥʘʥʠʷ ʦʩʪʘʣʠʩʴ ʫ ʥʝʸ ʦʪ ʧʦʝʟʜʢʠ ʥʘ ʂʫʙʫ ʠ ʟʥʘʢʦʤʩʪʚʘ ʩ ʣʠʜʝʨʦʤ ʢʫ-

ʙʠʥʩʢʦʛʦ ʧʨʘʚʠʪʝʣʴʩʪʚʘ ʌʠʜʝʣʝʤ ʂʘʩʪʨʦ, ʢʦʪʦʨʳʡ ʦʙʦʞʘʣ ʫʢʨʘʠʥʩʢʫʶ ʙʘʣʝ-

ʨʠʥʫ ʠ ʫʚʣʝʢʘʣʩʷ ʝʸ ʪʚʦʨʯʝʩʪʚʦʤ. ɺ ʦʙʱʝʤ, ʚ ʞʠʟʥʠ ɺʘʣʝʥʪʠʥʳ ʌʸʜʦʨʦʚʥʳ 

ʙʳʣʦ ʤʥʦʛʦ ʚʩʪʨʝʯ ʩ ʚʳʜʘʶʱʠʤʠʩʷ ʜʝʷʪʝʣʷʤʠ ʢʫʣʴʪʫʨʳ ʠ ʠʥʪʝʨʝʩʥʳʤʠ 

ʣʶʜʴʤʠ. 

ɺʝʩʴ ʵʪʦʪ ʘʨʪʠʩʪʠʯʝʩʢʠʡ ʠ ʞʠʟʥʝʥʥʳʡ ʦʧʳʪ ʦʢʘʟʘʣʩʷ ʚʦʩʪʨʝʙʦʚʘʥʥʳʤ 

ʜʣ̫ ʂʘʨʤʝʥ ï ʦʙʨʘʟʘ, ʚʦʧʣʦʪʠʪʴ ʢʦʪʦʨʳʡ ʂʘʣʠʥʦʚʩʢʘʷ ʤʝʯʪʘʣʘ ʥʘ ʧʨʦʪʷʞʝ-

ʥʠʠ ʤʥʦʛʠʭ ʣʝʪ. ʂʘʢ ʨʦʞʜʘʣʩʷ ʵʪʦʪ ʩʧʝʢʪʘʢʣʴ ʥʘ ʩʮʝʥʝ ʪʝʘʪʨʘ ʦʧʝʨʳ ʠ ʙʘʣʝʪʘ 

ʠʤʝʥʠ ʊ.ɻ. ʐʝʚʯʝʥʢʦ? ɻʣʘʚʥʳʡ ʙʘʣʝʪʤʝʡʩʪʝʨ ɻ.ʅ. ʂʠʨʠʣʣʦʚʘ1 ʦʯʝʥʴ ʮʝʥʠʣʘ 

ʂʘʣʠʥʦʚʩʢʫʶ ʠ ʠʥʪʝʨʝʩʦʚʘʣʘʩʴ ʝʸ ʪʚʦʨʯʝʩʢʠʤʠ ʧʦʞʝʣʘʥʠʷʤʠ. ɹʘʣʝʨʠʥʘ ʧʨʠ-

ʟʥʘʣʘʩʴ, ʯʪʦ ʤʝʯʪʘʝʪ ʩʪʘʥʮʝʚʘʪʴ çʂʘʨʤʝʥ-ʩʶʠʪʫè. çɺ ʪʦ ʚʨʝʤʷ ʥʠʢʪʦ ʥʝ ʨʘʟ-

ʨʝʰʘʣ ʩʪʘʚʠʪʴ ñʂʘʨʤʝʥ-ʩʶʠʪʫò, ʵʪʦ ʙʳʣʘ ʧʨʝʨʦʛʘʪʠʚʘ ɹʦʣʴʰʦʛʦ ʪʝʘʪʨʘ ʠ 

ʩʦʙʩʪʚʝʥʥʦʩʪʴ ʄʘʡʠ ʇʣʠʩʝʮʢʦʡ. ʂʨʦʤʝ ʥʝʸ ʵʪʦʪ ʙʘʣʝʪ ʥʠʢʪʦ ʥʝ ʪʘʥʮʝʚʘʣ. ʂ 

ʥʘʤ ʧʨʠʰʣʘ ʭʫʜʦʞʝʩʪʚʝʥʥʳʤ ʨʫʢʦʚʦʜʠʪʝʣʝʤ ɻʘʣʠʥʘ ʂʠʨʠʣʣʦʚʘ, ʦʥʘ ʙʳʣʘ 

ʟʥʘʢʦʤʘ ʩ ʙʨʘʪʴʷʤʠ ʇʣʠʩʝʮʢʠʤʠ. ʇʨʠʛʣʘʩʠʣʘ ʠʭ ʠ ʧʦʧʨʦʩʠʣʘ ʯʝʨʝʟ ʥʠʭ ʨʘʟ-

ʨʝʰʝʥʠʷ ʫ ʄʘʡʠ ʇʣʠʩʝʮʢʦʡ ʥʘ ʧʦʩʪʘʥʦʚʢʫ. ʊʘʢ ʧʦʣʫʯʠʣʘʩʴ ʪʨʝʪʴʷ ʚʝʨʩʠʷ 

ñʂʘʨʤʝʥò. ʄʳ ʝʸ ʜʝʣʘʣʠ, ʩʤʦʪʨʷ ʧʦ ʤʦʥʠʪʦʨʫ ʧʦʩʪʘʥʦʚʢʠ ɸʣʦʥʩʦ ʠ ʇʣʠʩʝʮ-



ʢʦʡ ʠ ʚʳʙʠʨʘʷ ʥʘʠʙʦʣʝʝ ʫʜʘʯʥʳʝ ʵʧʠʟʦʜʳ. ʀ ʥʘʰ ʚʘʨʠʘʥʪ ʚʳʰʝʣ ʧʝʨʚʦ-

ʢʣʘʩʩʥʳʤè [8]. ʂʘʣʠʥʦʚʩʢʘʷ ʩʦʟʜʘʣʘ ʩʚʦʶ ʂʘʨʤʝʥ, ʥʝ ʧʦʭʦʞʫʶ ʥʘ ʦʙʨʘʟʳ, 

ʩʦʟʜʘʥʥʳʝ ʝʸ ʟʥʘʤʝʥʠʪʳʤʠ ʧʨʝʜʰʝʩʪʚʝʥʥʠʮʘʤʠ ʄʘʡʝʡ ʇʣʠʩʝʮʢʦʡ ʠ ɸʣʠʩʠ-

ʝʡ ɸʣʦʥʩʦ. ʏʸʪʢʠʡ, ʛʨʘʬʠʯʥʳʡ ʨʠʩʫʥʦʢ ʨʦʣʠ ʦʥʘ ʥʘʧʦʣʥʷʣʘ ʩʚʦʠʤ ʩʚʦʙʦʜʦ-

ʣʶʙʠʚʳʤ ʪʝʤʧʝʨʘʤʝʥʪʦʤ: ʂʘʨʤʝʥ ʩʪʨʝʤʠʪʩʷ ʢ ʩʚʦʙʦʜʝ, ʦʥʘ ʥʝ ʤʦʞʝʪ ʞʠʪʴ 

ʙʝʟ ʣʶʙʚʠ ʠ ʚʳʙʠʨʘʝʪ ʩʤʝʨʪʴ! çʂʘʨʤʝʥè ʩʪʘʣʘ ʣʶʙʠʤʳʤ ʩʧʝʢʪʘʢʣʝʤ ɺʘʣʝʥ-

ʪʠʥʳ ʂʘʣʠʥʦʚʩʢʦʡ, ʦʥʘ ʝʸ ʪʘʥʮʝʚʘʣʘ ʜʦ ʦʢʦʥʯʘʥʠʷ ʩʚʦʝʡ ʩʮʝʥʠʯʝʩʢʦʡ ʢʘʨʴʝ-

ʨʳ. ɺ 1980 ʛ. ʙʘʣʝʨʠʥʘ ʚ ʧʦʩʣʝʜʥʠʡ ʨʘʟ ʚʳʰʣʘ ʥʘ ʩʮʝʥʫ, ʠ ʵʪʦ ʙʳʣ ʩʧʝʢʪʘʢʣʴ 

çʂʘʨʤʝʥ-ʩʶʠʪʘè. 

ɺ 1981 ʛ. ɺ. ʂʘʣʠʥʦʚʩʢʘʷ ʦʩʪʘʚʠʣʘ ʩʮʝʥʫ ʂʠʝʚʩʢʦʛʦ ʦʧʝʨʥʦʛʦ ʪʝʘʪʨʘ, ʥʘ 

ʢʦʪʦʨʦʡ ʧʨʦʪʘʥʮʝʚʘʣʘ 23 ʛʦʜʘ, ʧʨʠʥʷʚ ʧʨʠʛʣʘʰʝʥʠʝ ʥʘ ʜʦʣʞʥʦʩʪʴ ʧʝʜʘʛʦʛʘ-

ʨʝʧʝʪʠʪʦʨʘ, ʯʪʦʙʳ ʧʝʨʝʜʘʚʘʪʴ ʩʚʦʡ ʙʦʛʘʪʳʡ ʪʚʦʨʯʝʩʢʠʡ ʦʧʳʪ ʤʦʣʦʜʳʤ ʪʘ-

ʣʘʥʪʣʠʚʳʤ ʘʨʪʠʩʪʘʤ ʙʘʣʝʪʘ. ɺʘʣʝʥʪʠʥʘ ʌʸʜʦʨʦʚʥʘ ʩʪʘʣʘ ʚʝʩʪʠ ʢʣʘʩʩ ʫʩʦʚʝʨ-

ʰʝʥʩʪʚʦʚʘʥʠʷ ʘʨʪʠʩʪʦʚ ʙʘʣʝʪʘ, ʨʝʧʝʪʠʮʠʠ ʩʧʝʢʪʘʢʣʝʡ, ʛʦʪʦʚʠʪʴ ʧʘʨʪʠʠ ʩ ʩʦ-

ʣʠʩʪʘʤʠ ʙʘʣʝʪʘ ʠ ʪʚʦʨʯʝʩʢʦʡ ʤʦʣʦʜʸʞʴʶ. ɺ ʢʣʘʩʩʝ ɺʘʣʝʥʪʠʥʳ ʌʸʜʦʨʦʚʥʳ 

ʮʘʨʠʣʘ ʪʚʦʨʯʝʩʢʘʷ, ʚʜʦʭʥʦʚʝʥʥʘʷ ʘʪʤʦʩʬʝʨʘ. ʂʦʤʙʠʥʘʮʠʠ ʙʳʣʠ ʥʝ ʪʦʣʴʢʦ 

ʪʝʭʥʠʯʥʳʤʠ, ʥʦ ʠ ʢʨʘʩʠʚʳʤʠ, ʛʘʨʤʦʥʠʯʥʳʤʠ. ʅʘʧʨʠʤʝʨ, ʚ ʘʜʘʞʠʦ ʥʘ ʩʝʨʝ-

ʜʠʥʝ ʟʘʣʘ ʦʥʘ ʚʚʦʜʠʣʘ ʢʘʢʠʝ-ʪʦ çʣʝʙʝʜʠʥʳʝè ʧʦʨ-ʜʝ-ʙʨʘ, ʨʝʜʢʦ ʚʩʪʨʝʯʘʶʱʠ-

ʝʩʷ ʥʘ ʩʮʝʥʝ ʬʦʨʤʳ ʨʘʥʚʝʨʩʝ ʘʥ ʜʝʜʘʥ, ʪʨʝʙʦʚʘʣʘ ʚʳʧʦʣʥʷʪʴ ʜʘʞʝ ʯʠʩʪʦ ʪʝʭ-

ʥʠʯʝʩʢʠʝ ʵʣʝʤʝʥʪʳ çʩ ʢʦʦʨʜʠʥʘʮʠʝʡè, ʥʝ ʟʘʙʳʚʘʷ ʦ ʨʘʙʦʪʝ ʨʫʢ, ʢʦʨʧʫʩʘ, ʛʦ-

ʣʦʚʳ, ʦ ʪʘʥʮʝʚʘʣʴʥʦʩʪʠ; ʯʘʩʪʦ ʦʥʘ ʟʘʜʘʚʘʣʘ ʦʪʨʳʚʢʠ ʠʟ ʠʟʚʝʩʪʥʳʭ ʢʣʘʩʩʠʯʝ-

ʩʢʠʭ ʚʘʨʠʘʮʠʡ. 

ʊʚʦʨʯʝʩʢʠʡ ʵʣʝʤʝʥʪ ʦʯʝʥʴ ʚʘʞʝʥ ʜʣʷ ʫʨʦʢʘ ʢʣʘʩʩʠʯʝʩʢʦʛʦ ʪʘʥʮʘ, ʦʩʦ-

ʙʝʥʥʦ ʚ ʪʝʘʪʨʝ, ʛʜʝ ʘʨʪʠʩʪʳ ʥʘ ʫʨʦʢʝ ʜʦʣʞʥʳ ʥʝ ʪʦʣʴʢʦ ʨʘʟʦʛʨʝʚʘʪʴ ʩʚʦʠ 

ʤʳʰʮʳ, ʘ ʠ ʛʦʪʦʚʠʪʴ ʩʝʙʷ ʧʩʠʭʦʣʦʛʠʯʝʩʢʠ ʢ ʚʳʩʪʫʧʣʝʥʠʶ ʥʘ ʩʮʝʥʝ, ʩʦʟʜʘ-

ʥʠʶ ʦʙʨʘʟʘ. ɺʩʸ ʵʪʦ ʙʳʣʦ ʥʘ ʫʨʦʢʝ ɺʘʣʝʥʪʠʥʳ ʌʸʜʦʨʦʚʥʳ, ʚʝʜʴ ʦʥʘ ʩʘʤʘ ʙʳ-

ʣʘ ʚʳʜʘʶʱʝʡʩʷ ʪʚʦʨʯʝʩʢʦʡ ʣʠʯʥʦʩʪʴʶ ʠ ʩʣʫʞʠʣʘ ʧʨʠʤʝʨʦʤ ʜʣʷ ʩʚʦʠʭ ʫʯʝ-

ʥʠʢʦʚ. ʄʥʦʛʦ ʠʟʚʝʩʪʥʳʭ ʙʘʣʝʨʠʥ ʨʝʧʝʪʠʨʦʚʘʣʠ ʩ ɺʘʣʝʥʪʠʥʦʡ ʌʸʜʦʨʦʚʥʦʡ 

ʠʣʠ ʛʦʪʦʚʠʣʠ ʢʘʢʫʶ-ʥʠʙʫʜʴ ʧʘʨʪʠʶ. ʕʪʦ ʊ. ɹʝʣʝʮʢʘʷ, ʊ. ɻʦʣʷʢʦʚʘ, 

ʗ. ɻʣʘʜʢʠʭ, ʉ. ʊʦʣʩʪʦʧʷʪʦʚʘ, ʃ. ɼʘʥʯʝʥʢʦ (ʜʚʝ ʧʦʩʣʝʜʥʠʝ ʩʝʡʯʘʩ ʨʘʙʦʪʘʶʪ ʟʘ 

ʨʫʙʝʞʦʤ) ʠ ʤʥʦʛʠʝ ʜʨʫʛʠʝ. 

ɺ. ʂʘʣʠʥʦʚʩʢʘʷ ʩʥʷʣʘʩʴ ʚ ʬʠʣʴʤʝ ʦ ʧʨʦʙʣʝʤʘʭ ʨʘʟʚʠʪʠʷ ʩʦʚʨʝʤʝʥʥʦʛʦ 

ʙʘʣʝʪʘ, ʛʜʝ ʩʳʛʨʘʣʘ ʟʥʘʤʝʥʠʪʫʶ ʚ ʧʨʦʰʣʦʤ ʙʘʣʝʨʠʥʫ ï ʜʠʨʝʢʪʦʨʘ ʙʘʣʝʪʥʦʡ 

ʪʨʫʧʧʳ, ʪʦ ʝʩʪʴ ʩʘʤʫ ʩʝʙʷ. ʀ ʭʦʪʷ ʝʸ ʨʦʣʴ ʚʨʦʜʝ ʙʳ ʦʪʨʠʮʘʪʝʣʴʥʘʷ (ʜʠʨʝʢʪʨʠ-

ʩʘ ʧʨʝʧʷʪʩʪʚʫʝʪ ʤʦʣʦʜʦʤʫ ʙʘʣʝʪʤʝʡʩʪʝʨʫ ʚ ʧʦʩʪʘʥʦʚʢʝ ʩʚʦʝʛʦ ʩʦʚʨʝʤʝʥʥʦʛʦ 

ʩʧʝʢʪʘʢʣʷ ʥʘ ʩʮʝʥʝ ʪʝʘʪʨʘ), ʘʨʪʠʩʪʢʘ ʦʯʝʥʴ ʫʙʝʜʠʪʝʣʴʥʘ ʚ ʩʚʦʝʡ ʨʝʯʠ ʚ ʟʘʱʠ-

ʪʫ ʢʣʘʩʩʠʯʝʩʢʦʛʦ ʥʘʩʣʝʜʠʷ. ʌʠʣʴʤ çʀʤʷ ʪʚʦʸè ʙʳʣ ʩʥʷʪ ʚ 1984 ʛ., ʠ ʦʯʝʥʴ 

ʤʥʦʛʦʝ ʚ ʥʸʤ ʩʝʡʯʘʩ ʢʘʞʝʪʩʷ ʧʨʦʪʠʚʦʨʝʯʠʚʳʤ, ʥʦ ʵʧʠʟʦʜ, ʛʜʝ ʂʘʣʠʥʦʚʩʢʘʷ ʥʘ 

ʨʝʧʝʪʠʮʠʠ ʧʦʢʘʟʳʚʘʝʪ ʙʘʣʝʨʠʥʝ, ʢʘʢ ʥʫʞʥʦ ʪʘʥʮʝʚʘʪʴ ʄʠʨʪʫ ʚ çɾʠʟʝʣʠè, 

ʦʯʝʥʴ ʚʳʨʘʟʠʪʝʣʝʥ. ɺ ɹʘʣʝʪʥʦʤ ʟʘʣʝ ʟʘʟʚʫʯʘʣʠ ʧʝʨʚʳʝ ʘʢʢʦʨʜʳ ʚʦʣʰʝʙʥʦʡ 



ʤʫʟʳʢʠ ɸ. ɸʜʘʥʘ, ʠ ʵʬʬʝʢʪʥʘʷ, ʞʠʟʥʝʨʘʜʦʩʪʥʘʷ ʞʝʥʱʠʥʘ ʩʨʘʟʫ ʧʨʝʚʨʘʱʘʝʪ-

ʩʷ ʚ ʢʦʨʦʣʝʚʫ ʜʫʭʦʚ ʧʦʪʫʩʪʦʨʦʥʥʝʛʦ ʤʠʨʘ: ʝʸ ʞʝʩʪʳ ʚʝʣʠʯʝʩʪʚʝʥʥʳ, ʦʥʘ ʢʘʢ 

ʙʳ ʧʣʳʚʸʪ ʧʦ ʟʘʣʫ ʚ ʧʘ-ʜʝ-ʙʫʨʨʝ ʩʶʠʚʠ ʠ ʘʨʘʙʝʩʢʘʭ ʚ ʩʚʦʠʭ ʰʠʢʘʨʥʳʭ ʙʣʝ-

ʩʪʷʱʠʭ ʯʸʨʥʳʭ ʪʫʬʣʷʭ ʥʘ ʚʳʩʦʢʠʭ ʢʘʙʣʫʢʘʭ-ʰʧʠʣʴʢʘʭ. 

ɼʣʷ ʘʚʪʦʨʘ ʵʪʠʭ ʩʪʨʦʢ ʵʧʠʟʦʜ ʠʟ ʬʠʣʴʤʘ ʠʤʝʣ ʧʨʦʜʦʣʞʝʥʠʝ: ɺʘʣʝʥʪʠʥʘ 

ʌʸʜʦʨʦʚʥʘ ʙʳʣʘ ʤʦʠʤ ʧʝʨʚʳʤ ʧʝʜʘʛʦʛʦʤ-ʨʝʧʝʪʠʪʦʨʦʤ ʚ ʪʝʘʪʨʝ ʠ ʛʦʪʦʚʠʣʘ ʩʦ 

ʤʥʦʡ ʠʤʝʥʥʦ ʧʘʨʪʠʶ ʄʠʨʪʳ. ʀ ʭʦʪʴ ʥʘ ʩʮʝʥʫ ʷ ʚʳʰʣʘ ʟʥʘʯʠʪʝʣʴʥʦ ʧʦʟʞʝ, 

ʢʦʛʜʘ ʫ ʤʝʥʷ ʙʳʣ ʫʞʝ ʦʧʳʪ ʠʩʧʦʣʥʝʥʠʷ ʜʨʫʛʠʭ ʩʦʣʴʥʳʭ ʧʘʨʪʠʡ ʠ ʨʘʙʦʪʳ ʩ 

ʜʨʫʛʠʤʠ ʧʨʝʢʨʘʩʥʳʤʠ ʧʝʜʘʛʦʛʘʤʠ, ʚʩʸ ʨʘʚʥʦ ʷ ʩ ʙʦʣʴʰʦʡ ʙʣʘʛʦʜʘʨʥʦʩʪʴʶ 

ʚʩʧʦʤʠʥʘʶ ʵʪʠ ʧʝʨʚʳʝ ʨʝʧʝʪʠʮʠʠ. 

1991-2006 ʛʛ. ɺ. ʂʘʣʠʥʦʚʩʢʘʷ ʙʳʣʘ ʜʠʨʝʢʪʦʨʦʤ ʙʘʣʝʪʥʦʡ ʪʨʫʧʧʳ, ʥʘ 

ʵʪʦʡ ʨʘʙʦʪʝ ʧʨʦʷʚʠʣʠʩʴ ʝʸ ʧʨʝʢʨʘʩʥʳʝ ʦʨʛʘʥʠʟʘʮʠʦʥʥʳʝ ʠ ʘʜʤʠʥʠʩʪʨʘʪʠʚ-

ʥʳʝ ʩʧʦʩʦʙʥʦʩʪʠ, ʦʥʘ ʠ ʩʝʡʯʘʩ ʨʘʙʦʪʘʝʪ ʥʘ ʘʜʤʠʥʠʩʪʨʘʪʠʚʥʦʡ ʜʦʣʞʥʦʩʪʠ ʚ 

ʨʝʞʫʧʨʘʚʣʝʥʠʠ ʙʘʣʝʪʘ, ʚʝʜʸʪ ʨʝʧʝʪʠʮʠʠ ʥʝʢʦʪʦʨʳʭ ʩʧʝʢʪʘʢʣʝʡ, ʚ ʯʘʩʪʥʦʩʪʠ, 

çɺʝʥʩʢʠʡ ʚʘʣʴʩè ʥʘ ʤʫʟʳʢʫ ʀ. ʐʪʨʘʫʩʘ ʚ ʧʦʩʪʘʥʦʚʢʝ ɸ. ʈʘʭʚʠʘʰʚʠʣʠ (ʙʳʚ-

ʰʠʡ çɻʦʣʫʙʦʡ ɼʫʥʘʡè). ʂʦʩʪʶʤʳ ʠ ʜʝʢʦʨʘʮʠʠ ʢ ʩʧʝʢʪʘʢʣʶ ʩʦʟʜʘʣ 

ɸ. ʀʢʦʥʥʠʢʦʚ ï ʤʫʞ ɺʘʣʝʥʪʠʥʳ ʌʸʜʦʨʦʚʥʳ, ʢʦʪʦʨʦʛʦ, ʢ ʩʦʞʘʣʝʥʠʶ, ʫʞʝ ʥʝʪ 

ʚ ʞʠʚʳʭ. ʆʥʠ ʧʨʦʞʠʣʠ ʚʤʝʩʪʝ 34 ʛʦʜʘ, ʙʣʘʛʦʜʘʨʷ ʩʚʦʝʡ ʞʝʥʝ ɸʥʘʪʦʣʠʡ ɺʘ-

ʩʠʣʴʝʚʠʯ ï ʦʯʝʥʴ ʪʘʣʘʥʪʣʠʚʳʡ ʭʫʜʦʞʥʠʢ ï ʩʚʷʟʘʣ ʩʚʦʸ ʪʚʦʨʯʝʩʪʚʦ ʩ ʙʘʣʝʪ-

ʥʳʤ ʪʝʘʪʨʦʤ. ʆʥ ʘʚʪʦʨ ʧʨʝʢʨʘʩʥʳʭ ʜʝʢʦʨʘʮʠʡ ʠ ʢʦʩʪʶʤʦʚ ʢ ʙʘʣʝʪʘʤ çʏʠ-

ʧʦʣʣʠʥʦè, çʈʫʩʘʣʦʯʢʘè, çɺʝʥʩʢʠʡ ʚʘʣʴʩè, çɼʘʥʠʵʣʣʘè. ɸ ʧʝʨʚʳʤ ʤʫʞʝʤ ʂʘ-

ʣʠʥʦʚʩʢʦʡ ʙʳʣ ʟʘʩʣʫʞʝʥʥʳʡ ʘʨʪʠʩʪ ʋʢʨʘʠʥʳ, ʩʦʣʠʩʪ ʘʥʩʘʤʙʣʷ ʪʘʥʮʘ ʠʤʝʥʠ 

ʇ. ɺʠʨʩʢʦʛʦ, ʘ ʚʧʦʩʣʝʜʩʪʚʠʠ ʠʟʚʝʩʪʥʳʡ ʧʝʜʘʛʦʛ ʥʘʨʦʜʥʦʡ ʭʦʨʝʦʛʨʘʬʠʠ ʄʠ-

ʭʘʠʣ ʄʦʪʢʦʚ, ʦʪ ʢʦʪʦʨʦʛʦ ʦʥʘ ʨʦʜʠʣʘ ʜʚʫʭ ʩʳʥʦʚʝʡ ï ɸʣʝʢʩʝʷ ʠ ʄʘʢʩʠʤʘ. 

ʆʙʘ ʦʥʠ ʩʪʘʣʠ ʘʨʪʠʩʪʘʤʠ ʙʘʣʝʪʘ ʅʘʮʠʦʥʘʣʴʥʦʡ ʦʧʝʨʳ, ʘ ʤʣʘʜʰʠʡ, ʄʘʢʩʠʤ, ï 

ʥʘʨʦʜʥʳʡ ʘʨʪʠʩʪ ʋʢʨʘʠʥʳ, ʣʘʫʨʝʘʪ ʤʝʞʜʫʥʘʨʦʜʥʳʭ ʢʦʥʢʫʨʩʦʚ. ʆʥ ʪʘʥʮʫʝʪ 

ʚʝʜʫʱʠʝ ʧʘʨʪʠʠ ʥʘ ʩʮʝʥʝ ʅʘʮʠʦʥʘʣʴʥʦʡ ʦʧʝʨʳ, ʚʳʝʟʞʘʝʪ ʥʘ ʛʘʩʪʨʦʣʠ, ʧʨʝ-

ʧʦʜʘʸʪ ʚ ʂʠʝʚʩʢʦʤ ʭʦʨʝʦʛʨʘʬʠʯʝʩʢʦʤ ʫʯʠʣʠʱʝ. 

ɺ ʧʨʦʛʨʘʤʤʫ ʚʝʯʝʨʘ, ʨʝʞʠʩʩʸʨʦʤ ʢʦʪʦʨʦʛʦ ʚʳʩʪʫʧʠʣʘ ʛʣʘʚʥʳʡ ʙʘʣʝʪ-

ʤʝʡʩʪʝʨ ʅʘʮʠʦʥʘʣʴʥʦʡ ʦʧʝʨʳ ʥ.ʘ. ʋʢʨʘʠʥʳ ɸ. ʈʘʭʚʠʘʰʚʠʣʠ, ʙʳʣʠ ʚʢʣʶʯʝʥʳ 

ʬʨʘʛʤʝʥʪʳ ʠʟ ʠʟʚʝʩʪʥʳʭ ʢʣʘʩʩʠʯʝʩʢʠʭ ʙʘʣʝʪʦʚ, ʚ ʢʦʪʦʨʳʭ ʥʝʢʦʛʜʘ ʙʣʠʩʪʘʣʘ 

ʩʘʤʘ ʂʘʣʠʥʦʚʩʢʘʷ. ʕʪʦ ʚʘʨʠʘʮʠʷ ʠʟ çʂʘʨʤʝʥ-ʩʶʠʪʳè, ʩʠʥʭʨʦʥʥʦ ʠʩʧʦʣʥʝʥ-

ʥʘʷ 6 ʩʦʣʠʩʪʢʘʤʠ ʙʘʣʝʪʘ, ʬʨʘʛʤʝʥʪʳ ʠʟ ʙʘʣʝʪʦʚ çʂʦʨʩʘʨè, çʃʝʙʝʜʠʥʦʝ ʦʟʝ-

ʨʦè, çɼʦʥ ʂʠʭʦʪè. ɺ ʢʦʥʮʝʨʪʝ ʧʦʢʘʟʘʣʠ ʩʚʦʸ ʤʘʩʪʝʨʩʪʚʦ ʚʝʜʫʱʠʝ ʩʦʣʠʩʪʳ 

ʅʘʮʠʦʥʘʣʴʥʦʡ ʦʧʝʨʳ: ɽʣʝʥʘ ʌʠʣʠʧʧʴʝʚʘ, ʊʘʪʴʷʥʘ ɻʦʣʷʢʦʚʘ, ʉʝʨʛʝʡ ʉʠʜʦʨ-

ʩʢʠʡ, ɺʠʢʪʦʨ ʀʱʫʢ ʠ ɻʝʥʥʘʜʠʡ ɾʘʣʦ ʠʩʧʦʣʥʠʣʠ ʬʨʘʛʤʝʥʪ ʠʟ ʙʘʣʝʪʘ çʂʦʨ-

ʩʘʨè (ʘʜʘʞʠʦ ʠ ʬʠʥʘʣʴʥʦʝ ʧʘ-ʜʝ-ʪʨʫʘ ʂʦʥʨʘʜʘ, ʄʝʜʦʨʳ ʠ ʈʘʙʘ), ʅʘʪʘʣʴʷ ʄʘ-

ʮʘʢ ʠ ɼʝʥʠʩ ʅʝʜʘʢ ʩ ʙʣʝʩʢʦʤ ʪʘʥʮʝʚʘʣʠ çʂʣʘʩʩʠʯʝʩʢʦʝ ʧʘ-ʜʝ-ʜʝè ʥʘ ʤʫʟ. 

ʆʙʝʨʘ ʠ ʧʘ-ʜʝ-ʜʝ ʠʟ III ʘʢʪʘ çʃʝʙʝʜʠʥʦʛʦ ʦʟʝʨʘè, ɽʢʘʪʝʨʠʥʘ ɸʣʘʝʚʘ ʠ ʤʦʣʦ-

ʜʦʡ ʩʦʣʠʩʪ ʪʝʘʪʨʘ ʅʠʢʠʪʘ ʉʫʭʦʨʫʢʦʚ ʧʦʜʛʦʪʦʚʠʣʠ ʩʧʝʮʠʘʣʴʥʦ ʜʣʷ ʢʦʥʮʝʨʪʘ 



çʈʦʤʘʥʪʠʯʝʩʢʦʝ ʧʘ-ʜʝ-ʜʝè ʥʘ ʤʫʟʳʢʫ ɼʞ. ʈʦʩʩʠʥʠ ʠʟ ʨʝʧʝʨʪʫʘʨʘ ʧʨʦʩʣʘʚ-

ʣʝʥʥʦʡ ʫʢʨʘʠʥʩʢʦʡ ʙʘʣʝʪʥʦʡ ʧʘʨʳ 70-80 ʛʛ. ʊʘʪʴʷʥʳ ʊʘʷʢʠʥʦʡ ʠ ɺʘʣʝʨʠʷ 

ʂʦʚʪʫʥʘ. ɺʠʨʪʫʦʟʥʝʡʰʠʡ ʥʦʤʝʨ çɺʝʰʥʠʝ ʚʦʜʳè ʥʘ ʤʫʟʳʢʫ ʉ. ʈʘʭʤʘʥʠʥʦʚʘ ʚ 

ʭʦʨʝʦʛʨʘʬʠʠ ɸ. ʄʝʩʩʝʨʝʨʘ, ʧʦʢʘʟʘʥʥʳʡ ʊʘʪʴʷʥʦʡ ʃʸʟʦʚʦʡ ʠ ɸʥʜʨʝʝʤ ɻʫʨʦʡ, 

ʧʨʦʟʚʫʯʘʣ ʣʦʛʠʯʝʩʢʠʤ ʧʨʦʜʦʣʞʝʥʠʝʤ ʚʠʜʝʦʟʘʧʠʩʠ çɺʘʣʴʩʘè ʚ ʠʩʧʦʣʥʝʥʠʠ 

ɺ. ʂʘʣʠʥʦʚʩʢʦʡ ʠ ʈ. ʂʣʷʚʠʥʘ (ʦʙ ʵʪʦʡ ʧʦʩʪʘʥʦʚʢʝ ʨʝʯʴ ʰʣʘ ʚ ʥʘʯʘʣʝ ʩʪʘʪʴʠ ï 

ɽ.ʂ.). ɿʘʢʘʥʯʠʚʘʣʩʷ ʢʦʥʮʝʨʪ ʩʶʠʪʦʡ ʠʟ ʙʘʣʝʪʘ çɼʦʥ ʂʠʭʦʪè ʩ ʫʯʘʩʪʠʝʤ ʩʦʣʠ-

ʩʪʦʚ ʙʘʣʝʪʘ ʂʨʠʩʪʠʥʳ ʐʠʰʧʦʨ (ʋʣʠʯʥʘʷ ʪʘʥʮʦʚʱʠʮʘ), ɸʣʝʢʩʘʥʜʨʘ ʐʘʧʦʚʘ-

ʣʘ (ʕʩʧʘʜʦ), ʊʘʪʴʷʥʳ ʃʸʟʦʚʦʡ ʠ ɸʥʜʨʝʷ ɻʫʨʳ (ʧʘ-ʜʝ-ʜʝ ʂʠʪʨʠ ʠ ɹʘʟʠʣʷ), ʘʨ-

ʪʠʩʪʦʚ ʢʦʨʜʝʙʘʣʝʪʘ ʠéʩʘʤʦʡ ʂʘʣʠʥʦʚʩʢʦʡ: ʟʨʠʪʝʣʠ ʫʚʠʜʝʣʠ ʫʥʠʢʘʣʴʥʫʶ ʟʘ-

ʧʠʩʴ 1967 ʛ., ʛʜʝ ʟʥʘʤʝʥʠʪʘʷ ʙʘʣʝʨʠʥʘ ʪʘʥʮʫʝʪ ʚʘʨʠʘʮʠʠ ʂʠʪʨʠ ʠʟ I ʘʢʪʘ (ʦʪ-

ʨʳʚʦʢ ʠʟ ʭʫʜʦʞʝʩʪʚʝʥʥʦʛʦ ʬʠʣʴʤʘ çʊʝʘʪʨ ʠ ʧʦʢʣʦʥʥʠʢʠè). ɼʘʞʝ ʧʦ ʵʪʠʤ 

ʬʨʘʛʤʝʥʪʘʤ ʤʦʞʥʦ ʩʫʜʠʪʴ ʦ ʤʘʩʰʪʘʙʝ ʜʘʨʦʚʘʥʠʷ ʙʘʣʝʨʠʥʳ. 

ɺ ʧʦʜʛʦʪʦʚʢʝ ʢʦʥʮʝʨʪʘ ʧʨʠʥʷʣʠ ʫʯʘʩʪʠʝ ʧʝʜʘʛʦʛʠ-ʨʝʧʝʪʠʪʦʨʳ ʅʘʮʠʦ-

ʥʘʣʴʥʦʡ ʦʧʝʨʳ, ʯʴʠ ʫʯʝʥʠʢʠ ʜʝʤʦʥʩʪʨʠʨʦʚʘʣʠ ʩʚʦʸ ʤʘʩʪʝʨʩʪʚʦ, ʪʘʢʠʝ ʢʘʢ 

ɸ. ʃʘʛʦʜʘ, ɽ. ʠ ɺ. ʇʦʪʘʧʦʚʳ, ɺ. ʂʨʫʛʣʦʚ, ʅ. ʇʨʷʜʯʝʥʢʦ, ʃ. ʉʤʦʨʛʘʯʸʚʘ, 

ʊ. ɹʝʣʝʮʢʘʷ, ʉ. ɹʦʥʜʫʨ, ɸ. ʂʦʟʣʦʚ ʠ ʙʘʣʝʪʤʝʡʩʪʝʨʳ, ʬʨʘʛʤʝʥʪʳ ʠʟ ʯʴʠʭ ʧʦ-

ʩʪʘʥʦʚʦʢ ʙʳʣʠ ʠʩʧʦʣʥʝʥʳ ʚ ʪʦʪ ʚʝʯʝʨ: ɺ. ʗʨʝʤʝʥʢʦ, ɺ. ʃʠʪʚʠʥʦʚ, ʛʣʘʚʥʳʡ 

ʙʘʣʝʪʤʝʡʩʪʝʨ ʅʘʮʠʦʥʘʣʴʥʦʡ ʦʧʝʨʳ ɸ. ʈʘʭʚʠʘʰʚʠʣʠ. 

ʌʝʥʦʤʝʥ ʪʚʦʨʯʝʩʢʦʡ ʠʥʜʠʚʠʜʫʘʣʴʥʦʩʪʠ ʂʘʣʠʥʦʚʩʢʦʡ ʥʫʞʥʦ ʨʘʩʩʤʘʪ-

ʨʠʚʘʪʴ ʚ ʢʦʥʪʝʢʩʪʝ ʨʘʟʚʠʪʠʷ ʫʢʨʘʠʥʩʢʦʡ ʭʦʨʝʦʛʨʘʬʠʯʝʩʢʦʡ ʰʢʦʣʳ,   ʩʬʦʨʤʠ-

ʨʦʚʘʚʰʝʡʩʷ ʧʦʜ ʚʣʠʷʥʠʝʤ ʚʝʜʫʱʠʭ ʤʘʩʪʝʨʦʚ ʙʘʣʝʪʘ ʠʟ ʄʦʩʢʚʳ ʠ ʉʘʥʢʪ-

ʇʝʪʝʨʙʫʨʛʘ, ʨʘʙʦʪʘʚʰʠʭ ʥʘ ʋʢʨʘʠʥʝ ʚ 20-30-ʭ ʛʛ. ʍʍ ʚ. (ɹ. ʅʠʞʠʥʩʢʘʷ, 

ʄ. ʄʦʨʜʢʠʥ, ʄ. ʌʨʦʤʘʥ, ʄ. ʈʝʡʟʝʥ, ʃ. ɾʫʢʦʚ, ʈ. ɿʘʭʘʨʦʚ, ɺ. ʏʘʙʫʢʠʘʥʠ, 

ɸ. ʄʝʩʩʝʨʝʨ, ɸ. ɺʘʩʠʣʴʝʚʘ, ʅ. ɺʝʨʝʢʫʥʜʦʚʘ ʠ ʜʨ.). ɺʝʜʴ ʰʢʦʣʘ ʠʛʨʘʝʪ ʦʩʥʦ-

ʚʦʧʦʣʘʛʘʶʱʫʶ ʨʦʣʴ ʚ ʬʦʨʤʠʨʦʚʘʥʠʠ ʠʩʧʦʣʥʠʪʝʣʴʩʢʦʛʦ ʩʪʠʣʷ ʘʨʪʠʩʪʘ ʙʘʣʝ-

ʪʘ, ʘ ʥʘ ʥʝʸ ʫʞʝ ʥʘʢʣʘʜʳʚʘʶʪʩʷ ʠʥʜʠʚʠʜʫʘʣʴʥʦʩʪʴ ʠ ʧʨʠʨʦʜʥʳʝ ʜʘʥʥʳʝ ʪʘʥ-

ʮʦʚʱʠʢʘ. ʉʪʠʣʴ ʪʘʥʮʘ ʂʘʣʠʥʦʚʩʢʦʡ ʙʳʣ ʙʣʠʞʝ ʤʦʩʢʦʚʩʢʦʡ ʠʩʧʦʣʥʠʪʝʣʴʩʢʦʡ 

ʰʢʦʣʝ, ʜʣʷ ʢʦʪʦʨʦʡ ʭʘʨʘʢʪʝʨʥʘ ʰʠʨʦʪʘ ʪʘʥʮʘ, ʧʦʜʯʸʨʢʥʫʪʘʷ ʜʨʘʤʘʪʠʟʘʮʠʷ 

ʩʮʝʥʠʯʝʩʢʠʭ ʦʙʨʘʟʦʚ, ʩʪʨʝʤʠʪʝʣʴʥʦʩʪʴ ʚʨʘʱʝʥʠʡ ʩ ʵʬʬʝʢʪʥʳʤʠ ʦʩʪʘʥʦʚʢʘʤʠ 

(ʥʝ ʩʣʫʯʘʡʥʦ ʵʪʘ ʙʘʣʝʨʠʥʘ ʠʤʝʣʘ ʙʦʣʴʰʦʡ ʫʩʧʝʭ ʠʤʝʥʥʦ ʚʦ ʚʨʝʤʷ ʩʚʦʠʭ ʚʳ-

ʩʪʫʧʣʝʥʠʡ ʥʘ ʩʮʝʥʝ ɹʦʣʴʰʦʛʦ ʪʝʘʪʨʘ). ʊʝʤ ʥʝ ʤʝʥʝʝ, ʚ ʝʸ ʩʪʘʥʦʚʣʝʥʠʠ ʦʯʝʥʴ 

ʚʘʞʥʫʶ ʨʦʣʴ ʩʳʛʨʘʣʠ ʧʝʜʘʛʦʛʠ, ʚʦʩʧʠʪʘʥʥʳʝ ʚ ʃʝʥʠʥʛʨʘʜʝ ʩʘʤʦʡ 

ɸ. ɺʘʛʘʥʦʚʦʡ ï ɻ. ɹʝʨʸʟʦʚʘ ʠ ɸ. ʗʨʳʛʠʥʘ. 

ʀʪʘʢ, ʪʚʦʨʯʝʩʪʚʦ ɺ. ʂʘʣʠʥʦʚʩʢʦʡ ï ʥʘʩʪʦʷʱʘʷ ʵʥʮʠʢʣʦʧʝʜʠʷ ʙʘʣʝʪʥʦʡ 

ʚʠʨʪʫʦʟʥʦʩʪʠ. ɸʨʪʠʩʪʢʘ ʧʨʠʥʝʩʣʘ ʚ ʙʘʣʝʪʥʳʡ ʪʝʘʪʨ ʯʝʨʪʳ ʘʪʣʝʪʠʟʤʘ, ʰʠʨʦʪʫ 

ʠ ʘʤʧʣʠʪʫʜʫ ʜʚʠʞʝʥʠʡ: ʜʘʞʝ ʭʦʨʦʰʦ ʠʟʚʝʩʪʥʳʝ ʪʝʭʥʠʯʝʩʢʠʝ ʧʨʠʸʤʳ ʚ ʝʸ ʠʩ-

ʧʦʣʥʝʥʠʠ ʧʨʠʦʙʨʝʪʘʶʪ ʥʝʦʞʠʜʘʥʥʫʶ ʦʢʨʘʩʢʫ ʠ ʥʦʚʳʡ ʩʤʳʩʣ. ɹʘʣʝʨʠʥʘ ʭʦ-

ʨʦʰʦ ʚʣʘʜʝʣʘ ʘʢʨʦʙʘʪʠʯʝʩʢʠʤʠ ʵʣʝʤʝʥʪʘʤʠ (ʙʦʣʴʰʫʶ ʨʦʣʴ ʩʳʛʨʘʣ ʝʸ ʦʧʳʪ 

ʟʘʥʷʪʠʡ ʩʧʦʨʪʦʤ ï ʛʠʤʥʘʩʪʠʢʦʡ, ʧʨʳʞʢʘʤʠ ʚ ʚʦʜʫ), ʯʪʦ ʜʘʣʦ ʚʦʟʤʦʞʥʦʩʪʴ 



ʙʘʣʝʪʤʝʡʩʪʝʨʘʤ ʠʩʧʦʣʴʟʦʚʘʪʴ ʵʪʦ ʢʘʯʝʩʪʚʦ ʚ ʩʚʦʠʭ ʧʦʩʪʘʥʦʚʢʘʭ. ʅʦ ʦʜʥʘ ʠʟ 

ʛʣʘʚʥʳʭ ʯʝʨʪ ɺʘʣʝʥʪʠʥʳ ʂʘʣʠʥʦʚʩʢʦʡ ï ʘʨʪʠʩʪʠʟʤ. ʉ ʝʸ ʪʚʦʨʯʝʩʪʚʦʤ ʩʚʷʟʘʥʘ 

ʜʘʣʴʥʝʡʰʘʷ ʜʨʘʤʘʪʠʟʘʮʠʷ ʙʘʣʝʪʥʦʛʦ ʦʙʨʘʟʘ, ʧʦʠʩʢ ʥʦʚʳʭ ʚʳʨʘʟʠʪʝʣʴʥʳʭ 

ʩʨʝʜʩʪʚ ʚ ʩʦʣʴʥʦʤ ʪʘʥʮʝ ʠ ʩʮʝʥʠʯʝʩʢʦʤ ʜʠʘʣʦʛʝ, ʯʪʦ ʧʨʦʣʦʞʠʣʦ ʧʫʪʴ ʢ ʨʘʟ-

ʚʠʪʠʶ ʥʦʚʳʭ ʢʦʥʮʝʧʮʠʡ ʙʘʣʝʪʥʦʛʦ ʩʧʝʢʪʘʢʣʷ. ɺʩʸ ʵʪʦ ʪʨʝʙʫʝʪ ʦʩʤʳʩʣʝʥʠʷ ʚ 

ʩʚʝʪʝ ʦʙʱʝʡ ʪʝʦʨʠʠ ʠʩʧʦʣʥʠʪʝʣʴʩʢʦʛʦ ʠʩʢʫʩʩʪʚʘ. 

ʉʧʘʩʠʙʦ ʀ.ʅ. ʖʜʢʠʥʫ, ʤʦʝʤʫ ʥʘʫʯʥʦʤʫ ʨʫʢʦʚʦʜʠʪʝʣʶ, ʚʳʜʘʶʱʝʤʫʩʷ 

ʫʯʸʥʦʤʫ, ʜʦʢʪʦʨʫ ʠʩʢʫʩʩʪʚʦʚʝʜʝʥʠʷ, ʯʣʝʥʫ-ʢʦʨʨʝʩʧʦʥʜʝʥʪʫ ʅʘʮʠʦʥʘʣʴʥʦʡ 

ʘʢʘʜʝʤʠʠ ʠʩʢʫʩʩʪʚ ʋʢʨʘʠʥʳ, ʟʘ ʠʜʝʠ ʜʣʷ ʠʩʩʣʝʜʦʚʘʥʠʡ ʚ ʦʙʣʘʩʪʠ ʙʘʣʝʪʥʦʛʦ 

ʠʩʧʦʣʥʠʪʝʣʴʩʢʦʛʦ ʤʘʩʪʝʨʩʪʚʘ ʠ ʠʥʪʝʨʧʨʝʪʦʣʦʛʠʠ. 

ɸʚʪʦʨ ʩʪʘʪʴʠ ʪʘʢʞʝ ʚʳʨʘʞʘʝʪ ʙʣʘʛʦʜʘʨʥʦʩʪʴ ʚʩʝʤ ʩʚʦʠʤ ʫʯʠʪʝʣʷʤ: 

ʊ.ʀ ʉʘʤʦʡʣʝʥʢʦ, ʀ.ʄ. ɹʫʣʘʪʦʚʦʡ, ɻ.ʅ. ʂʠʨʠʣʣʦʚʦʡ ï ʧʝʜʘʛʦʛʘʤ ʂɻʍʋ, ʧʨʝ-

ʢʨʘʩʥʳʤ ʨʝʧʝʪʠʪʦʨʘʤ ʅʘʮʠʦʥʘʣʴʥʦʡ ʦʧʝʨʳ ɺ.ɸ. ɼʝʥʠʩʝʥʢʦ, 

ɺ.ʌ. ʂʘʣʠʥʦʚʩʢʦʡ, ɽ.ʄ. ʠ ɺ.ʄ. ʇʦʪʘʧʦʚʳʤ, ʕ.ʄ. ʉʪʝʙʣʷʢ, ʅ.ɼ. ʇʨʷʜʯʝʥʢʦ, 

ɺ.ʀ. ʂʨʫʛʣʦʚʫ, ɸ.ɻ. ʂʘʣʴʯʝʥʢʦ, ʈ.ɸ. ʍʠʣʴʢʦ ï ʚ ʦʙʱʝʤ, ʚʩʝʤ ʙʝʟ ʠʩʢʣʶʯʝʥʠʷ. 

ʉ ʦʩʦʙʦʡ ʪʝʧʣʦʪʦʡ ʭʦʯʝʪʩʷ ʫʧʦʤʷʥʫʪʴ ʪʝʭ ʤʦʠʭ ʫʯʠʪʝʣʝʡ, ʢʦʪʦʨʳʝ ʟʘʥʠʤʘ-

ʣʠʩʴ ʩʦ ʤʥʦʡ ʠʥʜʠʚʠʜʫʘʣʴʥʦ, ʥʝ ʷʚʣʷʷʩʴ ʧʝʜʘʛʦʛʘʤʠ ʚ ʭʦʨʝʦʛʨʘʬʠʯʝʩʢʦʤ 

ʫʯʠʣʠʱʝ ʠ ʚ ʪʝʘʪʨʝ: ʅ.ɺ. ʏʘʡʚʘʥʦʚʫ
2
, ɺ.ʇ. ɽʬʨʝʤʦʚʫ

3
 ʈ.ʌ. ʆʥʘʮʢʫʶ

4
. ɸʚʪʦʨ 

ʜʘʸʪ ʜʦʧʦʣʥʠʪʝʣʴʥʳʡ ʤʘʪʝʨʠʘʣ ʚ ʩʩʳʣʢʘʭ ʦʙ ʵʪʠʭ ʪʨʸʭ ʩʚʦʠʭ ʧʝʜʘʛʦʛʘʭ, ʧʦ-

ʪʦʤʫ ʯʪʦ ʠʭ ʪʚʦʨʯʝʩʢʘʷ ʠ ʧʝʜʘʛʦʛʠʯʝʩʢʘʷ ʜʝʷʪʝʣʴʥʦʩʪʴ ʥʝ ʙʳʣʘ ʦʩʚʝʱʝʥʘ ʨʘ-

ʥʝʝ.  
ʃʠʪʝʨʘʪʫʨʘ 

1. ʊʫʨʢʝʚʠʯ ɺ. ʃʝʛʝʥʜʘ ʫʢʨʘʾʥʩʴʢʦʛʦ ʙʘʣʝʪʫ / ɹʝʥʝʬʽʩ ʥʘʨʦʜʥʦʾ ʘʨʪʠʩʪʢʠ ʋʢʨʘʾʥʠ, 

ʥʘʨʦʜʥʦʾ ʘʨʪʠʩʪʢʠ ʈʘʜʷʥʩʴʢʦʛʦ ʉʦʶʟʫ, ʚʽʮʝ-ʧʨʝʟʠʜʝʥʪʘ ʋʢʨʘʾʥʩʴʢʦʾ ɸʢʘʜʝʤʽʾ ʊʘʥʮʶ ɺʘʣʝʥʪʠʥʠ 

ʂʘʣʠʥʦʚʩʴʢʦʾ, ʧʨʠʩʚʷʯʝʥʠʡ 40-ʨʽʯʯʶ ʪʚʦʨʯʦʾ ʜʽʷʣʴʥʦʩʪʽ. ɹʫʢʣʝʪ. ʂ.: ʚʠʜʘʥʥʷ ʅʘʮʽʦʥʘʣʴʥʦʾ ʦʧʝʨʠ 

ʋʢʨʘʾʥʠ ʽʤ. ʊ.ɻ. ʐʝʚʯʝʥʢʘ. 1998. 

2. ʊʚʦʨʯʘ ʭʘʨʘʢʪʝʨʠʩʪʠʢʘ ɺʘʣʝʥʪʠʥʠ ʂʘʣʠʥʦʚʩʴʢʦʾ / ɸʨʭʽʚ ʅʘʮʽʦʥʘʣʴʥʦʾ ʦʧʝʨʠ 

ʋʢʨʘʾʥʠ. ʆʩʦʙʦʚʘ ʩʧʨʘʚʘ ʂʘʣʠʥʦʚʩʴʢʦʾ ɺ.ʌ. 

3. ʇʝʩʪʝʨʻʚʘ ɸ. ɹʫʪʠ ʱʘʩʣʠʚʠʤ ï ʧʨʦʩʪʦ / ʕʣʝʢʪʨʦʥʥʳʡ ʨʝʩʫʨʩ 04.03.2009. (ʜʘʪʘ ʦʙ-

ʨʘʱʝʥʠʷ 10.12.2010). 

4. ʋʩʧʽʭ ʙʘʣʝʨʠʥʠ // ɺʝʯʽʨʥʽʡ ʂʠʾʚ, 26 ʣʶʪʦʛʦ 1958. 

                                                      
2
 ʏʘʡʚʘʥʦʚʘ ʅʠʥʘ ɺʣʘʜʠʤʠʨʦʚʥʘ ï ʙʘʣʝʨʠʥʘ, ʧʝʜʘʛʦʛ. ʆʢʦʥʯʠʣʘ ʄʦʩʢʦʚʩʢʠʡ ʙʘʣʝʪʥʳʡ ʪʝʭʥʠʢʫʤ 

(ʧʝʜʘʛʦʛ ɸ. ɼʞʫʨʠ). ʊʦʯʥʳʭ ʩʚʝʜʝʥʠʡ ʦ ʪʚʦʨʯʝʩʢʦʡ ʢʘʨʴʝʨʝ ʅ.ɺ. ʏʘʡʚʘʥʦʚʦʡ ʘʚʪʦʨ ʥʝ ʠʤʝʝʪ. ɺ ʩʚʦʝʡ ʧʨʝʧʦ-

ʜʘʚʘʪʝʣʴʩʢʦʡ ʧʨʘʢʪʠʢʝ ʠʩʧʦʣʴʟʦʚʘʣʘ ʧʦʤʠʤʦ ʧʨʦʨʘʙʦʪʢʠ ʪʨʘʜʠʮʠʦʥʥʦʛʦ ʢʣʘʩʩʠʯʝʩʢʦʛʦ ʵʢʟʝʨʩʠʩʘ ʩʠʩʪʝʤʫ 

ɹʦʨʠʩʘ ʂʥʷʟʝʚʘ, ʥʘʧʨʘʚʣʝʥʥʫʶ ʥʘ ʨʘʟʚʠʪʠʝ ʜʘʥʥʳʭ (ʚʳʚʦʨʦʪʥʦʩʪʠ, ʰʘʛʘ, ʧʦʜʲʸʤʘ ʠ ʪ.ʜ.). 
3
 ɽʬʨʝʤʦʚʘ ɺʘʣʝʥʪʠʥʘ ʇʝʪʨʦʚʥʘ ï ʙʘʣʝʨʠʥʘ, ʧʝʜʘʛʦʛ; ʦʢʦʥʯʠʣʘ ʃʝʥʠʥʛʨʘʜʩʢʠʡ ʭʦʨʝʦʛʨʘʬʠʯʝʩʢʠʡ 

ʪʝʭʥʠʢʫʤ ʧʦ ʢʣʘʩʩʫ ɸ.ʗ. ɺʘʛʘʥʦʚʦʡ, ʙʳʣʘ ʚʝʜʫʱʝʡ ʩʦʣʠʩʪʢʦʡ ʙʘʣʝʪʘ ʚ ʪʝʘʪʨʘʭ ʆʜʝʩʩʳ, ʃʴʚʦʚʘ, ʍʘʨʴʢʦʚʘ ʠ 

ʜʨ. ʇʨʝʧʦʜʘʚʘʣʘ ʚ ʂɻʍʋ. ɽʸ ʫʯʝʥʠʢʠ: ʥ.ʘ .ʋʢʨʘʠʥʳ ʅ. ʇʨʷʜʯʝʥʢʦ,, ʥ.ʘ ʋʢʨʘʠʥʳ .ʉ. ʂʦʣʳʚʘʥʦʚʘ, ʥ.ʘ. ʋʢʨʘʠ-

ʥʳ ʕ. ʂʘʨʘʚʘʝʚʘ , ʟ.ʘ. ʋʢʨʘʠʥʳ ʕ. ʉʪʝʙʣʷʢ, ʥ.ʘ. ʋʢʨʘʠʥʳ ʊ.ʂ. ʇʦʧʝʩʢʫ ʠ ʤʥʦʛʦ ʜʨʫʛʠʭ. ɿʥʘʤʝʥʠʪʳʡ ʨʫʩʩʢʠʡ 

ʙʘʣʝʪʥʳʡ ʢʨʠʪʠʢ ɸ.ʃ. ɺʦʣʳʥʩʢʠʡ ʫʧʦʤʠʥʘʝʪ ɺ.ʇ. ɽʬʨʝʤʦʚʫ ʚ ʩʚʦʝʡ çʂʥʠʛʝ ʣʠʢʦʚʘʥʠʡè: çɺʘʣʝʥʪʠʥʘ ɽʬʨʝ-

ʤʦʚʘ ʨʘʙʦʪʘʝʪ ʧʨʘʚʠʣʴʥʦ ʠ, ʝʩʣʠ ʙʳ ʧʨʦʷʚʣʷʣʘ ʙʦʣʴʰʝ ʪʝʤʧʝʨʘʤʝʥʪʘ, ʤʦʛʣʘ ʙʳ ʩʦ ʚʨʝʤʝʥʝʤ ʩʪʘʪʴ ʭʦʨʦʰʝʡ 

ʫʯʠʪʝʣʴʥʠʮʝʡ. ɼʝʚʫʰʢʘ ʧʦʥʷʪʣʠʚʘʷ ʠ ʪʨʫʜʦʣʶʙʠʚʘʷè. (ɺʦʣʳʥʩʢʠʡ ɸ.ʃ. ʂʥʠʛʘ ʣʠʢʦʚʘʥʠʡ. ɸʟʙʫʢʘ ʢʣʘʩʩʠʯʝ-

ʩʢʦʛʦ ʪʘʥʮʘ. ʃ.: ʀʟʜʘʥʠʝ ʭʦʨʝʦʛʨʘʬʠʯʝʩʢʦʛʦ ʪʝʭʥʠʢʫʤʘ.1925.330ʩ.; ʩ.294. 
4
 ʆʥʘʮʢʘʷ ʈʠʤʤʘ ʌʸʜʦʨʦʚʥʘ ï ʙʘʣʝʨʠʥʘ, ʧʝʜʘʛʦʛ, ʙʘʣʝʪʤʝʡʩʪʝʨ. ʇʦʩʣʝ ʦʢʦʥʯʘʥʠʷ ʂɻʍʋ ʙʳʣʘ ʚʝʜʫ-

ʱʝʡ ʙʘʣʝʨʠʥʦʡ ɼʦʥʝʮʢʦʛʦ ʪʝʘʪʨʘ ʦʧʝʨʳ ʠ ʙʘʣʝʪʘ, ʟʘʪʝʤ ʂʠʝʚʩʢʦʛʦ ʛʦʩʫʜʘʨʩʪʚʝʥʥʦʛʦ ʘʥʩʘʤʙʣʷ çʂʣʘʩʩʠʯʝ-

ʩʢʠʡ ʙʘʣʝʪè ʧʦʜ ʨʫʢ. ɺ. ɺʨʦʥʩʢʦʛʦ (ʪʘʤ ʞʝ ʧʨʝʧʦʜʘʚʘʣʘ ʠ ʦʩʫʱʝʩʪʚʣʷʣʘ ʧʦʩʪʘʥʦʚʢʠ). ʆʢʦʥʯʠʣʘ ʙʘʣʝʪʤʝʡ-

ʩʪʝʨʩʢʦʝ ʦʪʜʝʣʝʥʠʝ ʃʝʥʠʥʛʨʘʜʩʢʦʡ ʢʦʥʩʝʨʚʘʪʦʨʠʠ ʠʤ. ʅ.ɸ. ʈʠʤʩʢʦʛʦ-ʂʦʨʩʘʢʦʚʘ. ʇʦʩʪʘʚʠʣʘ çɺʝʯʝʨ ʩʪʘʨʠʥ-

ʥʦʡ ʭʦʨʝʦʛʨʘʬʠʠè ʥʘ ʩʮʝʥʝ ʂʋɸʊʆɹʘ ʠʤ. ʊ.ɻ. ʐʝʚʯʝʥʢʦ ʠ çʉʧʷʱʫʶ ʢʨʘʩʘʚʠʮʫè ʇ.ʀ. ʏʘʡʢʦʚʩʢʦʛʦ ʚ ʍɸʊ-

ʆɹʝ ʠʤ. ʄ.ɺ. ʃʳʩʝʥʢʦ. ʈʘʙʦʪʘʣʘ ʚ ʕʩʪʦʥʠʠ, ɺʝʥʛʨʠʠ, ʗʧʦʥʠʠ (ʅʘʪʦʷ, ʰʢʦʣʘ ʄʠʥʦʨʫ ʆʯʠ). ʀʟʚʝʩʪʥʳʡ ʩʦ-

ʚʝʪʩʢʠʡ ʠʩʩʣʝʜʦʚʘʪʝʣʴ ʙʘʣʝʪʘ ʅ. ʕʣʴʷʰ ʦʪʤʝʯʘʣ ʨʝʜʢʠʡ ʜʘʨ ʧʝʨʝʚʦʧʣʦʱʝʥʠʷ ʈ. ʆʥʘʮʢʦʡ: ʚ ʝʸ ʨʝʧʝʨʪʫʘʨʝ 

ʙʳʣʠ ʢʘʢ ʢʣʘʩʩʠʯʝʩʢʠʝ ʧʘʨʪʠʠ ʣʠʨʠʯʝʩʢʦʛʦ ʘʤʧʣʫʘ, ʪʘʢ ʠ ʭʘʨʘʢʪʝʨʥʳʝ. 



5. ʉʪʘʥʽʰʝʚʩʴʢʠʡ ʖ. ʅʘʮʽʦʥʘʣʴʥʘ ʦʧʝʨʘ ʋʢʨʘʾʥʠ. ʂ.: ʄʫʟʠʯʥʘ ʋʢʨʘʾʥʘ. 2002. 736ʩ. 

6. ʄʘʣʷʚʩʴʢʘ ʉ. ñʆʩʴ ʷ ï ʂʘʨʤʝʥò // ʋʢʨʘʾʥʘ,1973, ˉ35, ʩ.16-17. 

7. ʉʪʝʙʣʷʥʢʦ ʀ. ʉʯʘʩʪʴʝ ʙʳʪʴ ʧʝʨʚʦʡ // ɺʝʯʝʨʥʠʡ ʂʠʝʚ. 1988. 5 ʘʚʛʫʩʪʘ. 

8. ʂʠʨʠʯʝʥʢʦ ɺ. ʉʪʨʘʩʪʥʘʷ ʧʪʠʮʘ ʩ ʤʦʱʥʳʤ ʢʨʳʣʦʤ // ʂʠʝʚʩʢʠʝ ʚʝʜʦʤʦʩʪʠ. 1998ʛʦʜʘ. 
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ɽʨʝʤʠʥʘ-ʉʦʣʝʥʠʢʦʚʘ ɽ.ɺ.  
ʉʘʥʢʪ-ʇʝʪʝʨʙʫʨʛ 

ʂʦʥʪʨʜʘʥʩʳ: ʩʪʘʨʠʥʥʳʝ ʠ ʥʘʨʦʜʥʳʝ ʪʘʥʮʳ ʚ ʩʦʚʨʝʤʝʥʥʦʤ ʤʠʨʝ 

ʊʘʥʮʳ ʚʩʝʛʜʘ ʙʳʣʠ ʦʜʥʠʤ ʠʟ ʥʘʠʙʦʣʝʝ ʤʘʩʩʦʚʳʭ ʠ ʚʦʩʪʨʝʙʦʚʘʥʥʳʭ ʚʠ-

ʜʦʚ ʠʩʢʫʩʩʪʚʘ. ʀ ʧʦʵʪʦʤʫ ʦʩʦʙʝʥʥʦ ʠʥʪʝʨʝʩʥʦ ʨʘʩʩʤʦʪʨʝʪʴ ʩʫʜʴʙʫ ʪʨʘʜʠʮʠ-

ʦʥʥʳʭ ʚʠʜʦʚ ʪʘʥʮʘ ʚ ʥʘʰʝ ʚʨʝʤʷ. ʆʜʥʠʤ ʠʟ ʪʘʢʠʭ ʚʠʜʦʚ ʷʚʣʷʶʪʩʷ ʢʦʥʪʨʜʘʥ-

ʩʳ, ʠʟʚʝʩʪʥʳʝ ʚ ɽʚʨʦʧʝ ʩ ʢʦʥʮʘ XVI  ʚʝʢʘ, ʥʦ ʧʦ ʩʣʫʯʘʡʥʦʩʪʠ, ʧʨʘʢʪʠʯʝʩʢʠ 

ʥʝʠʟʚʝʩʪʥʳʝ ʫ ʥʘʩ. 

ʇʨʝʞʜʝ ʯʝʤ ʦʙʨʘʪʠʪʴʩʷ ʥʝʧʦʩʨʝʜʩʪʚʝʥʥʦ ʢ ʪʝʤʝ ʜʦʢʣʘʜʘ, ʥʝʦʙʭʦʜʠʤʦ 

ʜʘʪʴ ʢʨʘʪʢʠʡ ʦʯʝʨʢ ʠʩʪʦʨʠʠ ʵʪʠʭ ʪʘʥʮʝʚ. ʈʦʜʠʥʦʡ ʢʦʥʪʨʜʘʥʩʦʚ ʷʚʣʷʝʪʩʷ ɸʥ-

ʛʣʠʷ, ʛʜʝ ʦʥʠ ʫʧʦʤʠʥʘʶʪʩʷ ʚ ʜʦʢʫʤʝʥʪʘʭ ʩ ʢʦʥʮʘ XVI  ʚʝʢʘ. ʅʦ ʬʦʨʤʳ ʵʪʠʭ 

ʪʘʥʮʝʚ ʠʟʚʝʩʪʥʳ ʥʘʤ ʪʦʣʴʢʦ ʩ ʩʝʨʝʜʠʥʳ XVII  ʚʝʢʘ, ʢʦʛʜʘ ʟʥʘʤʝʥʠʪʳʡ ʠʟʜʘ-

ʪʝʣʴ ɼʞʦʥ ʇʣʝʡʬʦʨʜ ʩʪʘʣ ʧʫʙʣʠʢʦʚʘʪʴ ʢʥʠʛʠ ʩ ʦʧʠʩʘʥʠʷʤʠ ʪʘʥʮʝʚ. ʂ ʢʦʥʮʫ 

XVII  ʚʝʢʘ ʩʬʦʨʤʠʨʦʚʘʣʩʷ ʢʘʢ ʜʦʤʠʥʠʨʫʶʱʠʡ ʪʠʧ ʢʦʥʪʨʜʘʥʩʦʚ ʚ ʢʦʣʦʥʥʝ ï 

ʣʦʥʛʚʝʡ (ʧʦʟʞʝ ʠʭ ʥʘʟʳʚʘʣʠ ʘʥʛʣʝʟʘʤʠ ʠ ʵʢʦʩʝʟʘʤʠ), ʠ ʦʥ ʨʘʩʧʨʦʩʪʨʘʥʠʣʩʷ 

ʯʝʨʝʟ ɸʥʛʣʠʶ ʠ ʌʨʘʥʮʠʶ ʧʦ ʚʩʝʡ ɽʚʨʦʧʝ ʠ ɸʤʝʨʠʢʝ. ʇʦʚʩʝʤʝʩʪʥʦ ʣʦʥʛʚʝʠ 

ʙʳʣʠ ʧʦʧʫʣʷʨʥʳ ʜʦ ʥʘʯʘʣʘ XIX  ʚʝʢʘ (ʢʩʪʘʪʠ, ʚ ʈʦʩʩʠʠ, ʧʨʠ ʜʚʦʨʘʭ ɽʣʠʟʘʚʝʪʳ 

ʠ ɽʢʘʪʝʨʠʥʳ II ʠʭ ʪʘʢʞʝ ʘʢʪʠʚʥʦ ʪʘʥʮʝʚʘʣʠ).  

ɺ ʧʝʨʚʦʡ ʪʨʝʪʠ XVIII  ʚ. ʚʦ ʌʨʘʥʮʠʠ ʥʘ ʦʩʥʦʚʝ ʤʝʩʪʥʳʭ ʪʨʘʜʠʮʠʡ, ʥʦ 

ʧʦʜ ʚʣʠʷʥʠʝʤ ʘʥʛʣʠʡʩʢʠʭ ʪʘʥʮʝʚ ʩʬʦʨʤʠʨʦʚʘʣʠʩʴ ʢʦʪʠʣʴʦʥʳ ï ʢʦʥʪʨʜʘʥʩʳ 

ʥʘ 4 ʧʘʨʳ ʚ ʢʚʘʜʨʘʪʝ, ʠʤʝʶʱʠʝ ʞʝʩʪʢʫʶ ʩʪʨʫʢʪʫʨʫ ʢʫʧʣʝʪʦʚ-ʧʨʠʧʝʚʦʚ. ʆʥʠ 

ʘʢʪʠʚʥʦ ʪʘʥʮʝʚʘʣʠʩʴ ʧʦ ʚʩʝʤʫ ʉʪʘʨʦʤʫ ʠ ʅʦʚʦʤʫ ʉʚʝʪʫ ʚ 1760-ʭ - 1800-ʭ ʛʛ. 

(ʢʩʪʘʪʠ, ʚ ʈʦʩʩʠʠ ʦʥʠ ʙʳʣʠ ʧʦʧʫʣʷʨʥʳ ʝʱʝ ʚ ʩʝʨʝʜʠʥʝ 1820-ʭ ʛʛ.).  

ʅʘ ʨʫʙʝʞʝ XVIII  ʠ XIX  ʚʝʢʦʚ ʚʦ ʌʨʘʥʮʠʠ ʩʣʦʞʠʣʠʩʴ, ʠ ʚ 1810-ʭ ʛʛ. 

ʨʘʩʧʨʦʩʪʨʘʥʠʣʠʩʴ ʧʦ ʚʩʝʤ ʤʠʨʫ ʢʘʜʨʠʣʠ ï ʝʱʝ ʦʜʠʥ ʚʠʜ ʢʦʥʪʨʜʘʥʩʦʚ. ʆʥʠ 

ʙʳʣʠ ʧʦʧʫʣʷʨʥʳ ʚʧʣʦʪʴ ʜʦ ʢʦʥʮʘ XIX  ʚʝʢʘ (ʚ ʈʦʩʩʠʠ, ʚ ʦʪʣʠʯʠʝ ʦʪ ɽʚʨʦʧʳ, 

ʙʳʣʠ ʠʟʚʝʩʪʥʳ ʚʩʝʛʦ ʪʨʠ-ʯʝʪʳʨʝ ʪʘʥʮʘ ʠʟ ʵʪʦʡ ʛʨʫʧʧʳ). 

ʊ. ʦ. ʚ XVIII -XIX  ʚʚ. ʢʦʥʪʨʜʘʥʩʳ ʥʝ ʙʳʣʠ ʣʦʢʘʣʴʥʳʤʠ, ʯʠʩʪʦ ʥʘʮʠʦ-

ʥʘʣʴʥʳʤʠ ʪʘʥʮʘʤʠ, ʥʦ ʦʙʲʝʜʠʥʷʣʠ ʢʫʣʴʪʫʨʥʦʝ ʧʨʦʩʪʨʘʥʩʪʚʦ ɽʚʨʦʧʳ ʠ ɸʤʝ-

ʨʠʢʠ. ʇʨʠ ʵʪʦʤ ʚ ʢʘʞʜʦʡ ʩʪʨʘʥʝ ʵʪʠ ʪʘʥʮʳ ʧʨʠʥʠʤʘʣʠ ʢʘʢʠʝ-ʪʦ ʥʘʮʠʦʥʘʣʴ-



ʥʳʝ ʯʝʨʪʳ, ʪʘʢ ʯʪʦ ʤʳ ʚʧʨʘʚʝ ʛʦʚʦʨʠʪʴ ʦ çʨʫʩʩʢʠʭ ʢʦʪʠʣʴʦʥʘʭè, çʘʤʝʨʠʢʘʥ-

ʩʢʠʭ ʢʘʜʨʠʣʷʭè ʠ ʧʨ. 

ɺ ʢ.XIX -ʥ.XX ʚʚ. ʥʘ ʚʦʣʥʝ ʥʘʮʠʦʥʘʣʴʥʦʛʦ ʩʘʤʦʦʧʨʝʜʝʣʝʥʠʷ ʤʥʦʛʠʭ 

ʩʪʨʘʥ ʠ ʥʘʨʦʜʦʚ, ʢʦʥʪʨʜʘʥʩʳ ʚ ʪʦʤ ʠʣʠ ʠʥʦʤ ʚʠʜʝ ʩʪʘʣʠ ʩʥʦʚʘ ʚʦʩʪʨʝʙʦʚʘʥʳ. 

ɺʦ ʤʥʦʛʠʭ ʩʪʨʘʥʘʭ ʦʥʠ ʨʘʩʩʤʘʪʨʠʚʘʣʠʩʴ ʢʘʢ çʩʚʦʠè ʪʘʥʮʳ, ʚʳʨʘʞʝʥʠʝ ʥʘʮʠ-

ʦʥʘʣʴʥʦʡ ʢʫʣʴʪʫʨʳ. ɺ ʵʪʦʤ ʢʣʶʯʝ ʠʭ ʠʟʫʯʘʣʠ, ʚʦʩʩʪʘʥʘʚʣʠʚʘʣʠ ʠ ʧʨʝʧʦʜʘʚʘ-

ʣʠ ʉʝʩʩʠʣ ʐʘʨʧ ʚ ɸʥʛʣʠʠ, ʤʠʩʩ ʄʠʣʣʠʛʘʥ ʚ ʐʦʪʣʘʥʜʠʠ, ɻʵʣʴʩʢʘʷ ʣʠʛʘ ʚ 

ʀʨʣʘʥʜʠʠ (ʠʨʣʘʥʜʩʢʠʝ ʢʝʡʣʠ), ɻʝʥʨʠ ʌʦʨʜ ʠ ʃʣʦʡʜ ʐʦʫ ʚ ɸʤʝʨʠʢʝ (Square 

dance). ʕʪʠ ʪʘʥʮʳ ʠʩʧʦʣʥʷʣʠʩʴ ʚʦ ʚʩʝʭ ʩʣʦʷʭ ʦʙʱʝʩʪʚʘ, ʯʘʩʪʦ ʜʘʞʝ ʚʢʣʶʯʘ-

ʣʠʩʴ ʚ ʰʢʦʣʴʥʫʶ ʧʨʦʛʨʘʤʤʫ (ʢʘʢ ʧʨʘʚʠʣʦ, ʢ ʵʪʦʤʫ ʧʨʠʭʦʜʠʣʠ ʚ ʨʘʟʥʳʭ ʩʪʨʘ-

ʥʘʭ ʚ ʩʝʨʝʜʠʥʝ XX ʚʝʢʘ). ʉʪʠʣʠ ʪʘʥʮʝʚ ʬʦʨʤʘʣʠʟʦʚʘʣʠʩʴ, ʫ ʥʠʭ ʧʦʷʚʣʷʣʠʩʴ 

ʟʘʧʠʩʘʥʥʳʝ ʧʨʘʚʠʣʘ ʠʩʧʦʣʥʝʥʠʷ, ʩʦʟʜʘʚʘʣʠʩʴ ʦʙʱʝʩʪʚʘ, ʧʦʜʜʝʨʞʠʚʘʚʰʠʝ 

ʨʘʩʧʨʦʩʪʨʘʥʝʥʠʝ ʵʪʠʭ ʪʘʥʮʝʚ ʠ ʩʣʝʜʠʚʰʠʝ ʟʘ ʠʭ çʩʪʠʣʠʩʪʠʯʝʩʢʦʡ ʯʠʩʪʦʪʦʡè. 

ɺ ʵʪʦʤ ʧʨʦʮʝʩʩʝ ʜʘʣʴʰʝ ʚʩʝʛʦ ʟʘʰʣʠ ʧʦʢʣʦʥʥʠʢʠ ʐʦʪʣʘʥʜʩʢʠʭ ʢʦʥʪʨʜʘʥʩʦʚ: 

RSCDS ï ʂʦʨʦʣʝʚʩʢʦʝ ʦʙʱʝʩʪʚʦ ʐʦʪʣʘʥʜʩʢʠʭ ʪʘʥʮʝʚ ï ʷʚʣʷʝʪʩʷ ʩʝʨʴʝʟʥʦʡ 

ʦʨʛʘʥʠʟʘʮʠʝʡ ʩ ʨʘʟʚʝʪʚʣʝʥʥʦʡ ʩʪʨʫʢʪʫʨʦʡ ʦʪʜʝʣʦʚ (ʙʨʘʥʯʝʡ) ʧʦ ʚʩʝʤʫ ʤʠʨʫ, 

ʦʥʦ ʥʝ ʪʦʣʴʢʦ ʚʳʧʫʩʢʘʝʪ ʨʫʢʦʚʦʜʩʪʚʘ ʧʦ ʪʘʥʮʘʤ, ʥʦ ʠ ʨʘʟʨʘʙʘʪʳʚʘʝʪ ʦʙʷʟʘ-

ʪʝʣʴʥʳʝ ʚ ʠʩʧʦʣʥʝʥʠʠ ʩʪʘʥʜʘʨʪʳ, ʧʨʦʚʦʜʠʪ ʵʢʟʘʤʝʥʳ, ʠʤʝʝʪ ʩʦʙʩʪʚʝʥʥʫʶ 

ʮʝʥʪʨʘʣʴʥʫʶ ʪʘʥʮʝʚʘʣʴʥʫʶ ʰʢʦʣʫ, ʢʫʜʘ ʩʲʝʟʞʘʶʪʩʷ ʪʘʥʮʦʨʳ ʩʦ ʚʩʝʛʦ ʤʠʨʘ. 

ʅʦ ʦʜʥʦʚʨʝʤʝʥʥʦ ʩ ʬʦʨʤʘʣʠʟʘʮʠʝʡ ʩʪʠʣʝʡ, ʩʦʚʨʝʤʝʥʥʳʝ ʢʦʥʪʨʜʘʥʩʳ ʚ 

ʤʘʩʩʝ ʩʚʦʝʡ ʧʝʨʝʩʪʘʣʠ ʚʦʩʧʨʠʥʠʤʘʪʴʩʷ ʣʶʜʴʤʠ ʢʘʢ çʩʚʦʠ ʥʘʮʠʦʥʘʣʴʥʳʝ ʪʘʥ-

ʮʳè ï ʪʘʢʦʡ ʧʨʦʮʝʩʩ ʧʨʦʰʝʣ ʚ ʧʦʩʣʝʜʥʝʡ ʯʝʪʚʝʨʪʠ XX ʚʝʢʘ. ʄʦʣʦʜʝʞʴ ʩʪʘʣʘ 

ʛʦʨʘʟʜʦ ʤʝʥʴʰʝ ʠʥʪʝʨʝʩʦʚʘʪʴʩʷ ʠʤʠ, ʦʥʠ ʠʩʯʝʟʣʠ ʠʟ ʧʨʦʛʨʘʤʤ ʦʙʱʝʦʙʨʘʟʦ-

ʚʘʪʝʣʴʥʳʭ ʫʯʨʝʞʜʝʥʠʡ ʠ ʧʨ.  

ʅʘ ʜʘʥʥʳʡ ʤʦʤʝʥʪ ʤʦʞʥʦ ʢʦʥʩʪʘʪʠʨʦʚʘʪʴ ʩʣʝʜʫʶʱʝʝ ʩʦʩʪʦʷʥʠʝ ʵʪʦʛʦ 

ʚʠʜʘ ʪʘʥʮʝʚ: ʚ ʤʠʨʝ ʩʫʱʝʩʪʚʫʶʪ ʥʝʩʢʦʣʴʢʦ ʩʪʠʣʝʡ ʩ çʥʘʮʠʦʥʘʣʴʥʳʤʠè 

ʥʘʟʚʘʥʠʷʤʠ: ʥʘʧʨʠʤʝʨ, ʥʦʚʳʝ ʘʥʛʣʠʡʩʢʠʝ, ʰʦʪʣʘʥʜʩʢʠʝ, ʘʤʝʨʠʢʘʥʩʢʠʝ 

ʢʦʥʪʨʜʘʥʩʳ. ʂʘʞʜʳʡ ʠʟ ʥʠʭ ʠʤʝʝʪ ʩʚʦʠ ʭʘʨʘʢʪʝʨʥʳʝ ʯʝʨʪʳ, ʙʦʣʝʝ ʠʣʠ ʤʝʥʝʝ 

ʩʪʨʦʛʠʝ ʧʨʘʚʠʣʘ, ʦʙʱʝʩʪʚʘ, ʢʦʪʦʨʳʝ ʟʘʥʠʤʘʶʪʩʷ ʨʘʟʚʠʪʠʝʤ. ɹʦʣʴʰʠʥʩʪʚʫ 

ʩʪʠʣʝʡ ʩʦʦʪʚʝʪʩʪʚʫʝʪ ʨʝʢʦʤʝʥʜʦʚʘʥʥʳʡ ʜʨʝʩʩ-ʢʦʜ ʠ ʩʪʠʣʴ ʤʫʟʳʢʘʣʴʥʦʛʦ ʩʦ-

ʧʨʦʚʦʞʜʝʥʠʷ. ʆʜʥʘʢʦ çʥʘʮʠʦʥʘʣʴʥʳʝè ʯʝʨʪʳ ʵʪʠʤʠ ʩʪʠʣʷʤʠ ʚ ʤʘʩʩʝ ʩʚʦʝʡ 

ʫʪʝʨʷʥʳ: ʚʩʝ ʦʥʠ ʚ ʧʦʯʪʠ ʨʘʚʥʦʡ ʤʝʨʝ ʨʘʩʧʨʦʩʪʨʘʥʝʥʳ ʧʦ ʚʩʝʤʫ ʤʠʨʫ ʠ ʧʦ-

ʨʦʡ ʥʠʯʝʤ, ʢʨʦʤʝ ʥʘʟʚʘʥʠʷ, ʥʝ ʩʚʷʟʘʥʳ ʩʦ ʩʪʨʘʥʦʡ-ʦʩʥʦʚʘʪʝʣʴʥʠʮʝʡ. ɹʦʣʝʝ 

ʪʦʛʦ, ʢ ʧʨʠʤʝʨʫ, çʥʦʚʳʝ ʘʥʛʣʠʡʩʢʠʝè ʢʦʥʪʨʜʘʥʩʳ ʙʦʣʝʝ ʧʦʧʫʣʷʨʥʳ ʚ ɸʤʝʨʠ-

ʢʝ, ʥʝʞʝʣʠ ʯʝʤ ʚ ɸʥʛʣʠʠ.  

ɺ ʘʥʘʣʦʛʠʯʥʦʤ ʢʣʶʯʝ ʩʝʡʯʘʩ ʨʘʟʚʠʚʘʝʪʩʷ ʠ ʠʥʪʝʨʝʩ ʢ çʠʩʪʦʨʠʯʝʩʢʠʤè 

ʬʦʨʤʘʤ ʢʦʥʪʨʜʘʥʩʦʚ: ʦʞʠʜʘʝʤʦʝ ʪʦʯʥʦʝ ʩʦʦʪʚʝʪʩʪʚʠʝ çʩʪʘʨʠʥʥʳʭè ʢʦʥʪʨ-

ʜʘʥʩʦʚ ʠʭ ʦʨʠʛʠʥʘʣʴʥʳʤ ʬʦʨʤʘʤ ʚʦʣʥʫʝʪ ʪʦʣʴʢʦ ʥʝʤʥʦʛʦʯʠʩʣʝʥʥʳʭ ʠʩʪʦʨʠ-

ʢʦʚ. ɺ ʤʘʩʩʝ ʩʚʦʝʡ çʩʪʘʨʠʥʥʳʝè ʢʦʥʪʨʜʘʥʩʳ ʠ ʢʘʜʨʠʣʠ çXIX -ʛʦ ʚʝʢʘè ï ʵʪʦ 

ʩʦʚʨʝʤʝʥʥʳʝ ʩʪʠʣʠ, ʟʘʤʘʩʢʠʨʦʚʘʥʥʳʝ ʧʦʜ ʠʩʪʦʨʠʯʝʩʢʠʝ. ʄʠʩʪʠʬʠʢʘʮʠʷ 



ʧʦʜʜʝʨʞʠʚʘʝʪʩʷ ʤʫʟʳʢʘʣʴʥʳʤ ʩʦʧʨʦʚʦʞʜʝʥʠʝʤ ʠ ʨʝʢʦʤʝʥʜʫʝʤʳʤ ʜʨʝʩʩ-

ʢʦʜʦʤ. ʅʦ ʩʘʤʠ ʪʘʥʮʳ ʦʯʝʥʴ ʯʘʩʪʦ ʩʦʟʜʘʶʪʩʷ ʚ ʥʘʰʝ ʚʨʝʤʷ, ʥʘʩʪʦʷʱʠʝ ʠʩʪʦ-

ʨʠʯʝʩʢʠʝ ʚʘʨʠʘʥʪʳ ʧʝʨʝʧʠʩʳʚʘʶʪʩʷ ʧʦʜ ʠʥʪʝʨʝʩʳ ʩʦʚʨʝʤʝʥʥʳʭ ʣʶʜʝʡ; ʠʜʝʪ 

ʬʦʨʤʘʣʠʟʘʮʠʷ ʦʩʥʦʚʥʳʭ ʧʨʠʟʥʘʢʦʚ (ʥʘʧʨʠʤʝʨ, ʢʘʢ ʦʩʥʦʚʥʘʷ ʮʝʥʥʦʩʪʴ ʨʘʩ-

ʩʤʘʪʨʠʚʘʝʪʩʷ ʩʭʝʤʘ ʪʘʥʮʘ ï ʚ ʪʦ ʚʨʝʤʷ ʢʘʢ ʚ XVIII -XIX  ʚʚ. ʩʭʝʤʳ ʙʳʣʠ ʦʯʝʥʴ 

ʚʘʨʠʘʪʠʚʥʳ). 

ɺʩʝ ʵʪʦ ʧʦʟʚʦʣʷʝʪ ʛʦʚʦʨʠʪʴ, ʯʪʦ ʚ ʥʘʩʪʦʷʱʝʝ ʚʨʝʤʷ ʚʩʝ ʢʦʥʪʨʜʘʥʩʳ ʷʚ-

ʣʷʶʪʩʷ ʨʘʟʥʦʚʠʜʥʦʩʪʴʶ ʩʦʚʨʝʤʝʥʥʦʛʦ ʠʩʢʫʩʩʪʚʘ ʪʘʥʮʘ, ʘʜʘʧʪʠʨʦʚʘʥʥʦʡ ʜʣʷ 

ʙʦʣʴʰʦʡ ʤʘʩʩʳ ʣʶʜʝʡ, ʚʥʝ ʟʘʚʠʩʠʤʦʩʪʠ ʦʪ ʠʭ ʥʘʮʠʦʥʘʣʴʥʦʩʪʠ, ʧʨʦʠʩʭʦʞʜʝ-

ʥʠʷ, ʜʦʩʪʘʪʢʘ ʠ ʧʨ., ʘ çʥʘʮʠʦʥʘʣʴʥʳʡè ʠʣʠ çʠʩʪʦʨʠʯʝʩʢʠʡè ʢʦʣʦʨʠʪ ʷʚʣʷʝʪʩʷ 

ʢʨʘʩʠʚʳʤ ʦʬʦʨʤʣʝʥʠʝʤ, ʩʢʦʨʝʝ ʠʩʧʦʣʴʟʫʶʱʠʤʩʷ ʜʣʷ ʨʘʟʣʠʯʝʥʠʷ ʩʪʠʣʝʡ 

ʢʦʥʪʨʜʘʥʩʦʚ ʤʝʞʜʫ ʩʦʙʦʡ, ʯʝʤ ʜʣʷ ʩʚʷʟʠ ʩ ʥʘʮʠʦʥʘʣʴʥʳʤʠ ʢʦʨʥʷʤʠ ʠʣʠ ʪʘʥ-

ʮʘʤʠ ʧʨʝʜʰʝʩʪʚʫʶʱʠʭ ʵʧʦʭ. 
ʃʠʪʝʨʘʪʫʨʘ 

1. Colin Humeôs web sait http://www.colinhume.com/index.htm ʉʪʨʘʥʠʮʘ ʂʦʣʠʥʘ ʍʴʶʤʘ 

ï ʢʨʫʧʥʝʡʰʝʛʦ ʧʨʝʧʦʜʘʚʘʪʝʣʷ ʠ ʠʩʩʣʝʜʦʚʘʪʝʣʷ ʩʦʚʨʝʤʝʥʥʳʭ ʘʥʛʣʠʡʩʢʠʭ ʢʦʥʪʨʜʘʥʩʦʚ.  

2. The Royal Scottish Country Dance Society http://www.rscds.org/ ʆʬʠʮʠʘʣʴʥʘʷ ʩʪʨʘʥʠ-

ʮʘ ʂʦʨʦʣʝʚʩʢʦʛʦ ʦʙʱʝʩʪʚʘ ʰʦʪʣʘʥʜʩʢʠʭ ʢʦʥʪʨʜʘʥʩʦʚ. 

3. Socieẗ  di Danza http://www.societadidanza.it/ ʆʬʠʮʠʘʣʴʥʘʷ ʩʪʨʘʥʠʮʘ ʦʙʱʝʩʪʚʘ çSo-

cieẗ  di Danzaè, ʟʘʥʠʤʘʶʱʝʛʦʩʷ ʧʦʧʫʣʷʨʠʟʘʮʠʝʡ ʪʘʥʮʝʚ XIX  ʚʝʢʘ.  

 

Section: Preservation of dance traditions in various national cultures.  

History and present 

ʉʝʢʮʠʷ: ʉʦʭʨʘʥʝʥʠʝ ʪʘʥʮʝʚʘʣʴʥʳʭ ʪʨʘʜʠʮʠʡ ʚ ʨʘʟʣʠʯʥʳʭ ʥʘʮʠʦʥʘʣʴʥʳʭ 

ʢʫʣʴʪʫʨʘʭ. ʀʩʪʦʨʠʷ ʠ ʩʦʚʨʝʤʝʥʥʦʩʪʴ 

 

Sokovikova N.V.  
Academician of Petrovskaya Academy of Sciences and arts,  

honourable professor, Ph.D., winner of the international  

choreographers and ballet masters competition  

of choreographers and ballet masters,  

President of Novosibirsk Section of CID UNESCO, ballet master  

THE RUSSIAN RITUAL DANCE ï HERITAGE OF A CULT  

OF SVAROGA 

ʉʦʢʦʚʠʢʦʚʘ ʅ.ɺ.  
ʘʢʘʜʝʤʠʢ ʇɸʅʀ, ʧʦʯʸʪʥʳʡ ʧʨʦʬʝʩʩʦʨ, 

ʢʘʥʜ. ʧʩʠʭʦʣ. ʥʘʫʢ, ʣʘʫʨʝʘʪ ʄʝʞʜ. 

 ʢʦʥʢʫʨʩʘ ʭʦʨʝʦʛʨʘʬʦʚ  ʠ ʙʘʣʝʪʤʝʡʩʪʝʨʦʚ,  

ʯʣʝʥ CID UNESCO, ʙʘʣʝʪʤʝʡʩʪʝʨ-ʧʦʩʪʘʥʦʚʱʠʢ 

ʈʫʩʩʢʠʡ ʨʠʪʫʘʣʴʥʳʡ ʪʘʥʝʮ ï ʥʘʩʣʝʜʠʝ ʢʫʣʴʪʘ ʉʚʘʨʦʛʘ 

çʇʨʠ ʨʘʩʧʨʦʩʪʨʘʥʝʥʠʠ ʥʘ ʈʫʩʠ ʭʨʠʩʪʠʘʥʩʪʚʘ ʜʨʝʚʥʠʝ ʷʟʳʯʝʩʢʠʝ ʧʨʘʟʜ-

ʥʝʩʪʚʘ ʥʝ ʠʩʯʝʟʣʠ ʦʢʦʥʯʘʪʝʣʴʥʦ, ʘ ʧʨʠʩʧʦʩʦʙʠʣʠʩʴ ʢ ʥʦʚʦʡ ʨʝʣʠʛʠʠ, ʠ ʯʘ-

ʩʪʠʯʥʦ ʜʦʰʣʠ ʜʦ ʥʘʰʠʭ ʜʥʝʡ. ɹʣʘʛʦʜʘʨʷ ʪʨʘʜʠʮʠʦʥʥʦʡ ʬʦʨʤʝ ʧʨʦʚʝʜʝʥʠʷ 

ʵʪʠʭ ʧʨʘʟʜʥʝʩʪʚ, ʩʚʷʟʘʥʥʳʝ ʩ ʥʠʤʠ ʧʣʷʩʢʠ ʚ ʢʘʢʦʡ-ʪʦ ʤʝʨʝ ʩʦʭʨʘʥʠʣʠ ʝʱʸ 

ʩʚʦʡ ʧʝʨʚʦʥʘʯʘʣʴʥʳʡ ʚʠʜè [1. ʉ.8]. ʊʘʢ ʧʠʰʝʪ ʖ.ɸ. ɹʘʭʨʫʰʠʥ. 

http://www.colinhume.com/index.htm
http://www.rscds.org/
http://www.societadidanza.it/


ʉʨʝʜʠ ʭʨʠʩʪʠʘʥʩʢʠʭ ʪʘʥʮʝʚ ʖ.ɸ. ɹʘʭʨʫʰʠʥ ʜʘʸʪ ʪʘʢʠʝ ʥʘʟʚʘʥʠʷ ʢʘʢ: 

çʊʨʦʠʮʢʠʝ ʠ ʂʫʧʘʣʴʩʢʠʝ ʠʣʠ ʈʦʞʜʝʩʪʚʝʥʩʢʠʝ ʠ ʂʦʣʷʜʦʯʥʳʝ ʠ ʪ.ʜ.è [ʪʘʤ ʞʝ. 

ʉ.4]. 

ʇʨʠʚʝʜʝʥʥʳʝ ʚʳʰʝ ʮʠʪʘʪʳ ʛʦʚʦʨʷʪ ʦ ʪʦʤ, ʯʪʦ ʥʘ ʈʫʩʠ ʩʫʱʝʩʪʚʦʚʘʣ ʨʝ-

ʣʠʛʠʦʟʥʳʡ ʪʘʥʝʮ, ʯʪʦ ʧʦʜʪʚʝʨʞʜʘʝʪʩʷ ʪʘʢʠʤʠ ʥʘʟʚʘʥʠʷʤʠ: ʈʦʞʜʝʩʪʚʝʥʩʢʠʝ ʠ 

ʂʦʣʷʜʦʯʥʳʝ, ʂʨʝʱʝʥʩʢʠʝ ʠ ɺʦʜʦʢʨʝʱʠ, ɺʦʜʦʩʚʝʪ, ʉʨʝʪʝʥʩʢʠʝ ʠ ʄʘʩʣʷʥʠʯ-

ʥʳʝ, ʇʘʩʭʘʣʴʥʳʝ, ʊʨʦʠʮʢʠʝ ʠ ʂʫʧʘʣʴʩʢʠʝ, ɹʣʘʛʦʚʝʱʝʥʩʢʠʝ, ɹʦʛʦʷʚʣʝʥʩʢʠʝ, 

ɺʦʟʥʝʩʝʥʩʢʠʝ, ʇʨʝʦʙʨʘʞʝʥʩʢʠʝ, ʋʩʧʝʥʩʢʠʝ, ɺʦʟʜʚʠʞʝʥʩʢʠʝ, ɺʚʝʜʝʥʩʢʠʝ ʭʦ-

ʨʦʚʦʜʳ.  

ʆʜʥʘʢʦ ʦʙʨʘʪʠʤ ʚʥʠʤʘʥʠʝ ʥʘ ʧʘʨʳ ʥʘʟʚʘʥʠʡ ʪʘʥʮʝʚ, ʢʦʪʦʨʳʝ ʜʘʸʪ ʥʝ 

ʪʦʣʴʢʦ ʖ.ɸ. ɹʘʭʨʫʰʠʥ: çʈʦʞʜʝʩʪʚʝʥʩʢʠʝ - ʂʦʣʷʜʦʯʥʳʝ, ʉʨʝʪʝʥʩʢʠʝ ï ʇʦ-

ʯʠʥʢʠ, ʄʘʩʣʝʥʠʯʥʳʝ, ʊʨʦʠʮʢʠʝ ʂʫʧʘʣʴʩʢʠʝ, ʂʨʝʱʝʥʩʢʠʝ ï ɺʦʜʦʢʨʝʱʴ, ɺʦ-

ʜʦʩʚʝʪ, ɺʦʜʦʢʨʝʩ, ʝʩʪʴ ʫ ʵʪʦʛʦ ʧʨʘʟʜʥʠʢʘ ʝʱʸ ʦʜʥʦ ʥʘʟʚʘʥʠʝ, ʩʦʭʨʘʥʠʚʰʝʝʩʷ 

ʦʪ ʪʦʪʝʤʥʦʛʦ ʢʫʣʴʪʘ ï ʊʫʨʠʮʳ. ʕʪʠ ʧʘʨʳ ʥʘʟʚʘʥʠʡ ʩʦʭʨʘʥʠʣʠʩʴ ʠ ʟʘʢʨʝʧʠ-

ʣʠʩʴ ʚ ʧʝʨʠʦʜ ɼʚʦʝʚʝʨʠʷ.  

çɺ ʈʦʩʩʠʠ ʜʦ XIII ʚʝʢʘ ʦʬʠʮʠʘʣʴʥʦ ʩʦʭʨʘʥʷʣʦʩʴ ʜʚʦʝʚʝʨʠʝ, ʷʟʳʯʝʩʢʠʝ 

ʧʨʘʟʜʥʠʢʠ ʩʦʚʧʘʜʘʣʠ ʩ ʭʨʠʩʪʠʘʥʩʢʠʤʠ ʧʨʘʟʜʥʠʢʘʤʠè, - ʧʠʰʝʪ ʉ.ʄ. ʉʦʣʦʚʴʸʚ 

[2]. çʅʝʩʤʦʪʨʷ ʥʘ ʭʨʠʩʪʠʘʥʠʟʘʮʠʶ ɽʚʨʦʧʳ, ʙʦʣʴʰʘʷ ʯʘʩʪʴ ʥʘʩʝʣʝʥʠʷ ʞʠʣʘ ʚ 

ʜʚʦʝʚʝʨʠʠè, ʧʠʰʝʪ ɼʞ. ʌʨʝʟʝʨ [3], ʘʥʘʣʠʟʠʨʫʷ ʷʟʳʯʝʩʢʠʡ ʧʨʘʟʜʥʠʢ çʀʚʘʥʦʚ 

ʜʝʥʴè, ʧʣʷʩʢʠ ʠ ʭʦʨʦʚʦʜʳ ʚʦʢʨʫʛ ʢʦʩʪʨʘ ʠ ʩʢʘʢʘʥʴʝ ʧʘʨʘʤʠ ʯʝʨʝʟ ʢʦʩʪʸʨ ʚʦ 

ʌʨʘʥʮʠʠ, ʪʘʢ ʞʝ ʦʥ ʦʧʠʩʳʚʘʝʪ ʠ ʭʨʠʩʪʠʘʥʩʢʠʡ ʧʨʘʟʜʥʠʢ çʊʨʦʠʮʳè ʚ ʈʦʩʩʠʠ 

ʩ çʊʨʦʠʮʢʠʤʠ ʭʦʨʦʚʦʜʘʤʠè ʚʦʢʨʫʛ ʥʘʨʷʞʝʥʥʦʡ ʚ ʞʝʥʩʢʦʝ ʧʣʘʪʴʝ ʙʝʨʸʟʳè. 

ʊʨʦʠʮʘ ʪʘʢ ʞʝ ʟʘʢʘʥʯʠʚʘʝʪʩʷ ʧʣʷʩʢʘʤʠ ʠ ʭʦʨʦʚʦʜʘʤʠ ʚʦʢʨʫʛ ʢʦʩʪʨʘ ʠ ʩʢʘʢʘ-

ʥʴʝʤ ʯʝʨʝʟ ʢʦʩʪʸʨ. 

ɼʘʣʝʝ ʦʙʨʘʪʠʤ ʚʥʠʤʘʥʠʝ ʥʘ ʥʘʟʚʘʥʠʷ ʭʦʨʦʚʦʜʦʚ. ʏʘʩʪʴ ʥʘʟʚʘʥʠʡ ʩʦʦʪ-

ʚʝʪʩʪʚʫʝʪ ʥʘʟʚʘʥʠʷʤ ʜʚʫʥʘʜʝʩʷʪʳʭ ʭʨʠʩʪʠʘʥʩʢʠʭ ʧʨʘʟʜʥʠʢʦʚ, ʦʩʪʘʸʪʩʷ ʪʦʣʴ-

ʢʦ ʜʦʙʘʚʠʪʴ, ʯʪʦ ʦʥʠ ʠʩʧʦʣʥʷʣʠʩʴ ʠʤʝʥʥʦ ʥʘ ʵʪʠ ʧʨʘʟʜʥʠʢʠ ʚ ʭʨʠʩʪʠʘʥʩʢʠʭ 

ʭʨʘʤʘʭ ʥʘ ʈʫʩʠ ʠ ʙʳʣʠ ʯʘʩʪʴʶ ʣʠʪʫʨʛʠʠ. ɺ 1551 ʛʦʜʫ ʪʘʥʮʳ ʚ ʣʠʪʫʨʛʠʠ ʙʳʣʠ 

ʟʘʧʨʝʱʝʥʳ ʉʪʦʛʣʘʚʳʤ ʟʘʢʦʥʦʤ ʠ ʠʟʛʥʘʥʳ ʠʟ ʮʝʨʢʚʠ.  

ɺʪʦʨʘʷ ʯʘʩʪʴ ʥʘʟʚʘʥʠʡ ʪʘʥʮʝʚ ʥʘ ʧʝʨʚʳʡ ʚʟʛʣʷʜ ʥʝ ʠʤʝʝʪ ʚʥʫʪʨʝʥʥʝʡ 

ʣʦʛʠʢʠ. ʅʦ ʧʦʧʳʪʘʝʤʩʷ ʚ ʵʪʦʤ ʨʘʟʦʙʨʘʪʴʩʷ. 

ɺʦʟʴʤʸʤ ʧʘʨʫ - çʈʦʞʜʝʩʪʚʝʥʩʢʠʝ ʠ ʂʦʣʷʜʦʯʥʳʝ, ʵʪʠ ʪʘʥʮʳ ʠʩʧʦʣʥʷ-

ʣʠʩʴ ʥʘʢʘʥʫʥʝ 25 ʜʝʢʘʙʨʷ. ʗʩʥʦ, ʯʪʦ ʧʝʨʚʘʷ ʯʘʩʪʴ ʩʚʷʟʘʥʘ ʩ ʨʦʞʜʝʩʪʚʦʤ, ʍʨʠ-

ʩʪʘ, ʥʦ ʧʦʯʝʤʫ çʂʦʣʷʜʢʠè?  

çʂʦʣʷʜʢʘ, ʵʪʦ ʩʣʘʚʷʥʩʢʘʷ ʨʫʩʩʢʘʷ, ʷʟʳʯʝʩʢʘʷ ʨʠʪʫʘʣʴʥʘʷ ʜʝʢʘʙʨʴʩʢʘʷ 

ʧʣʷʩʢʘ, ʚ ʯʝʩʪʴ ʨʦʞʜʝʩʪʚʘ ʷʟʳʯʝʩʢʦʛʦ ʙʦʛʘ ʂʦʣʷʜʳ-ʉʚʘʨʦʞʠʯʘ, ʠʣʠ ʂʦʣʷʜʳ ï 

ɹʦʞʠʯʘ, ʠʥʦʛʜʘ ʝʛʦ ʥʘʟʳʚʘʣʠ ɹʦʞʠʢ. ʂʦʣʷʜʢʠ ʥʝ ʩʚʷʟʘʥʳ ʩ ʅʦʚʳʤ ʛʦʜʦʤ. 

ʂʦʛʜʘ ʥʘ ʈʫʩʠ ʥʦʚʳʡ ʛʦʜ ʦʪʤʝʯʘʣʩʷ 1/14 ʩʝʥʪʷʙʨʷ ʠʣʠ 1/14 ʤʘʨʪʘ, ʨʦʞʜʝʩʪʚʦ 

ʂʦʣʷʜʳ ʦʪʤʝʯʘʣʦʩʴ ʩ 25 ʜʝʢʘʙʨʷ ʥʘ ʟʠʤʥʝʝ ʧʨʦʪʠʚʦʩʪʦʷʥʠʝ, ʵʪʦ ʜʝʥʴ ʩʯʠʪʘʣ-

ʩʷ ʜʥʸʤ ʨʦʞʜʝʥʠʷ ʉʦʣʥʮʘ. çʂʦʣʷʜʘ ʉʚʘʨʦʞʠʯ ï ʙʦʛ çʞʠʚʦʛʦ ʦʛʥʷè, ʟʝʤʥʦʡ 



ʞʠʟʥʠ, ʧʣʦʜʦʨʦʜʠʷ, ʩʚʝʪʘ ʠ ʪʝʧʣʘè. ʂʦʣʷʜʘ ʩʳʥ ʮʘʨʠʮʳ ʠʣʠ ɹʦʛʠʥʠ ʃʘʜʳ ʠ 

ʉʚʘʨʦʛʘè [4.ʉ.106] ʆʙ ʵʪʦʤ ʧʠʰʫʪ, ʄ. ʌʘʩʤʝʨ: çʂʦʣʷʜʘ, ʙʦʛ ʟʠʤʥʝʛʦ ʉʦʣʥ-

ʮʘè [5] ɽ.ʄ. ʄʝʣʝʪʠʥʩʢʠʡ; çʂʦʣʷʜʘ ʉʚʘʨʦʞʠʯ, ʪʦ ʝʩʪʴ ʩʳʥ ʉʚʘʨʦʛʘ,ï ʙʦʛ 

çʞʠʚʦʛʦ ʦʛʥʷ, ʟʝʤʥʦʡ ʞʠʟʥʠ, ʧʣʦʜʦʨʦʜʠʷ, ʩʚʝʪʘ ʠ ʪʝʧʣʘè [6] ʈʳʙʘʢʦʚ ʜʘʸʪ 

ʨʘʟʚʸʨʥʫʪʫʶ ʠʥʬʦʨʤʘʮʠʶ ʦ ʂʦʣʷʜʝ. ʈʦʞʜʝʩʪʚʦ ʂʦʣʷʜʳ ï 23 ʜʝʢʘʙʨʷ (ʧʦ ʈʳ-

ʙʘʢʦʚʫ), 21 ʜʝʢʘʙʨʷ (ʧʦ ʄʠʪʨʦʚʠʯʫ) ʧʨʘʟʜʥʠʢ çʈʘʟʛʦʨʘʥʠʷ ʉʦʣʥʮʘè [7]. 

25 ʜʝʢʘʙʨʷ, ʠʤʝʥʥʦ ʚ ʵʪʦʪ ʜʝʥʴ ʧʨʠʤʝʨʥʦ ʚ 5508 ʛʦʜʫ ʧʦ ʩʣʘʚʷʥʩʢʦʤʫ 

ʢʘʣʝʥʜʘʨʶ ʨʦʜʠʣʩʷ ʍʨʠʩʪʦʩ, ʜʦ 375 (5883 ʩʪ.ʩ.) ʛʦʜʘ ʨʦʞʜʝʩʪʚʦ ʉʦʣʥʮʘ 

(çʂʦʣʦè ï ʩʦʣʥʮʝ), ʉʦʣʥʮʘ-ʤʣʘʜʝʥʮʘè ʠ ʨʦʞʜʝʩʪʚʦ ʉʧʘʩʠʪʝʣʷ, ʥʘʧʨʠʤʝʨ ʚ 

ɸʥʪʠʦʭʠʠ ʧʨʘʟʜʥʦʚʘʣʠʩʴ ʦʜʥʦʚʨʝʤʝʥʥʦ. ʆ ʥʘʣʦʞʝʥʠʠ ʧʨʘʟʜʥʠʢʦʚ ʧʠʰʝʪ 

ɼʞʝʡʤʩ ɼʞ. ʌʨʝʟʝʨ, [3. ʉ.337.] ʠ ʧʨʠʚʦʜʠʪ ʮʠʪʘʪʫ ʦʜʥʦʛʦ ʠʟ ʉʠʨʠʡʩʢʠʭ ʘʚ-

ʪʦʨʦʚ: çʆʪʮʳ ʮʝʨʢʚʠ ʧʝʨʝʥʝʩʣʠ ʧʨʘʟʜʥʦʚʘʥʠʝ ʩ 6 ʷʥʚʘʨʷ ʥʘ 25 ʜʝʢʘʙʨʷ ʚʦʪ 

ʧʦʯʝʤʫ. ʋ ʷʟʳʯʥʠʢʦʚ ʙʳʣ ʦʙʳʯʘʡ ʪʦʛʦ ʞʝ 25 ʜʝʢʘʙʨʷ ʧʨʘʟʜʥʦʚʘʪʴ ʜʝʥʴ ʨʦʞ-

ʜʝʥʠʷ ʉʦʣʥʮʘ, ʚ ʯʝʩʪʴ ʢʦʪʦʨʦʛʦ ʦʥʠ ʟʘʞʠʛʘʣʠ ʦʛʥʠè [ʪʘʤ ʞʝ]. ʉ.ɸ. ʌʘʤʠʥʮʳʥ 

ʪʘʢ ʞʝ ʧʨʠʜʝʨʞʠʚʘʝʪʩʷ ʜʘʪʳ ʨʦʞʜʝʥʠʷ ʂʦʣʷʜʳ 25 ʜʝʢʘʙʨʷ [7]. ʉ ʧʨʠʥʷʪʠʝʤ 

ʖʣʠʘʥʩʢʦʛʦ ʢʘʣʝʥʜʘʨʷ ʈʦʞʜʝʩʪʚʦ ʍʨʠʩʪʘ ʩ 25 ʧʝʨʝʰʣʦ ʥʘ 7 ʷʥʚʘʨʷ. ʇʦ 

ɹ.ɸ. ʈʳʙʘʢʦʚʫ, ʘ ʨʦʞʜʝʩʪʚʦ ʂʦʣʷʜʳ, ʧʝʨʝʥʝʩʣʠ ʥʘ 23 ʜʝʢʘʙʨʷ [7. ʉ.168].  

ʉ.ɸ. ʌʘʤʠʥʮʳʥ ʧʠʰʝʪ, ʯʪʦ ʇʨʘʟʜʥʠʢ ʈʦʞʜʝʩʪʚʘ ʍʨʠʩʪʦʚʘ ʧʨʠʫʨʦʯʝʥ 

ʢʦ ʚʨʝʤʝʥʠ ʷʟʳʯʝʩʢʦʛʦ ʧʨʘʟʜʥʦʚʘʥʠʷ [8].  

ɺ ʨʝʟʫʣʴʪʘʪʝ ʧʨʠʚʝʜʸʥʥʦʡ ʚʳʰʝ ʠʥʬʦʨʤʘʮʠʠ ʫʞʝ ʤʦʞʥʦ ʩʜʝʣʘʪʴ ʚʳʚʦʜ 

ʦ ʪʦʤ, ʯʪʦ 25 ʜʝʢʘʙʨʷ ï ʜʦ ʈʦʞʜʝʩʪʚʘ ʍʨʠʩʪʘ, ʩʣʘʚʷʥʝ ʦʪʤʝʯʘʣʠ ʨʦʞʜʝʩʪʚʦ 

ʙʦʛʘ ʂʦʣʷʜʳ-ʉʚʘʨʦʞʠʯʘ, ʧʝʣʠ ʠ ʣʠʢʦʚʘʣʠ - ʧʣʷʩʘʣʠ çʂʦʣʷʜʢʠè ʙʦʣʝʝ 5 ʪʳʩ. 

ʣʝʪ, ʢʦʪʦʨʳʝ ʥʠʯʝʛʦ ʦʙʱʝʛʦ ʥʝ ʠʤʝʣʠ ʩ ʜʦʰʝʜʰʠʤʠ ʜʦ ʥʘʩ ʙʝʩʦʚʩʢʠʤʠ ʂʦ-

ʣʷʜʢʘʤʠ.  

ʈʘʩʩʤʦʪʨʠʤ ʩʣʝʜʫʶʱʫʶ ʧʘʨʫ ʥʘʟʚʘʥʠʡ ʪʘʥʮʝʚ, - ʊʨʦʠʮʢʠʝ ʠ ʂʫʧʘʣʴ-

ʩʢʠʝ ʭʦʨʦʚʦʜʳ. 

çʂʫʧʘʣʴʩʢʠʝ ʧʣʷʩʢʠ ð ʩʣʘʚʷʥʩʢʠʝ ʷʟʳʯʝʩʢʠʝ ʭʦʨʦʚʦʜʳ, ʠʩʧʦʣʥʷʝʤʳʝ 

ʚ ʜʥʠ ʣʝʪʥʝʛʦ ʩʦʣʥʮʝʩʪʦʷʥʠʷ ʚ ʯʝʩʪʴ ʨʦʞʜʝʩʪʚʘ ʩʣʘʚʷʥʩʢʦʛʦ ʙʦʛʘ ʗʨʠʣʳ 

(ʗʨʠʣʳ ʚʝʰʥʝʛʦ, ʗʨʠʣʳ ʤʦʢʨʦʛʦ) ï ʂʫʧʘʣʳ (ʧʨʦʩʪʦʥʘʨʦʜʥʦʝ ʠʤʷ ʙʦʛʘ ʗʨʘ ʚ 

ʷʨʦʩʣʘʚʩʢʦʡ ʛʫʙʝʨʥʠʠ). ɺ ʵʪʦʪ ʜʝʥʴ ʧʨʦʚʦʜʠʪʩʷ ʜʨʝʚʥʠʡ ʦʙʨʷʜ ʦʧʣʦʜʦʪʚʦʨʝ-

ʥʠʷ ɿʝʤʣʠ ʠ ʚʩʝʛʦ ʞʠʚʦʛʦ.  

ʍʦʨʦʚʦʜʳ ʚʦʜʠʣʠʩʴ ʧʦʩʦʣʦʥʴ ʚʦʢʨʫʛ ʞʠʚʦʛʦ ʦʛʥʷ, ʨʘʟʜʝʣʴʥʦ ʤʫʞʩʢʠʝ 

ʠ ʞʝʥʩʢʠʝ. ʄʫʞʯʠʥʳ ʠʩʧʦʣʥʷʣʠ ʨʠʪʫʘʣʴʥʳʝ ʧʣʷʩʢʠ, ʜʝʚʫʰʢʠ ʪʘʥʮʝʚʘʣʠ ʩ 

ʚʝʥʢʘʤʠ ʥʘ ʛʦʣʦʚʝ, ʘ ʟʘʪʝʤ ʧʫʩʢʘʣʠ ʚʝʥʢʠ ʧʦ ʚʦʜʝ, ʟʘʛʘʜʳʚʘʷ ʞʝʣʘʥʠʷ. ʇʦʩʣʝ 

ʵʪʦʛʦ ʫʩʪʨʘʠʚʘʣʠʩʴ ʦʙʱʠʝ ʧʣʷʩʢʠ, çʫʤʳʢʘʣʴʥʳʝ ʠʛʨʳè, ʠ ʪʘʥʮʳ ʜʦ ʫʧʘʜʘ, 

ʦʥʠ ʪʘʢʞʝ ʙʳʣʠ ʧʦʧʫʣʷʨʥʳ ʚ ʩʣʘʚʷʥʩʢʦʡ ɽʚʨʦʧʝ. ɺ ʭʨʠʩʪʠʘʥʩʢʠʡ ʧʝʨʠʦʜ 

ʩʪʘʣʠ ʠʩʧʦʣʥʷʪʴʩʷ ʚ ʜʝʥʴ ʨʦʞʜʝʩʪʚʘ ʀʦʘʥʥʘ ʇʨʝʜʪʝʯʠ, ʥʘ ʗʨʠʣʫ ʤʦʢʨʦʛʦ, 

ʧʦʣʫʯʠʚ ʥʦʚʦʝ ʥʘʟʚʘʥʠʝ ʚ ʟʘʧʘʜʥʦʡ ɽʚʨʦʧʝ çʀʚʘʥʦʚ ʜʝʥʴè, ʚ ʚʦʩʪʦʯʥʦʡ ɽʚ-

ʨʦʧʝ çʀʚʘʥ ʂʫʧʘʣʘè [5, 6, 7]. ʅʘ ʈʫʩʠ, ʥʘʟʚʘʥʠʝ çʗʨ ʤʦʢʨʳʡè ʧʨʦʩʪʦʥʘʨʦʜ-

ʥʦʝ, ʝʩʪʴ ʪʘʢ ʞʝ çʗʨ ʢʨʘʩʥʳʡè. 



çʂʫʧʘʣʴʩʢʠʝ ʭʦʨʦʚʦʜʳè, ʫʧʦʤʠʥʘʣʠʩʴ ʦʪʥʦʩʠʪʝʣʴʥʦ ʢ ɺʠʟʘʥʪʠʡʩʢʦʡ 

ʪʨʘʜʠʮʠʠ. ɺ ɺʠʟʘʥʪʠʠ, ʥʘʧʨʠʤʝʨ ʥʘ ʦʩʪʨʦʚʝ ʍʠʦʩ ʧʦʩʣʝ ʫʪʨʝʥʥʝʡ ʩʣʫʞʙʳ 

ʞʠʪʝʣʠ ʚʦʜʷʪ ʭʦʨʦʚʦʜʳ, ʠʤʠʪʠʨʫʷ çʧʦʚʦʨʘʯʠʚʘʶʱʝʝʩʷ ʩʦʣʥʮʝè, ʥʘ ʈʫʩʠ ʚ 

ʥʦʯʴ ʧʝʨʝʜ ʜʥʸʤ ʈʦʞʜʝʩʪʚʘ ʀʦʘʥʥʘ ʇʨʝʜʪʝʯʠ ʚʦʜʠʣʠ ʭʦʨʦʚʦʜʳ, ʘ ʩ ʫʪʨʘ 

ʥʘʯʠʥʘʣʠ ʦʙʣʠʚʘʪʴʩʷ ʚʦʜʦʡ, ʠʤʠʪʠʨʫʷ ʦʙʨʷʜ ʧʝʨʚʦʢʨʝʱʝʥʠʷ. (ʍʨʠʩʪʠʘʥʩʪʚʦ 

ʟʘʧʨʝʱʘʣʦ ʥʝ ʪʦʣʴʢʦ ʧʨʘʟʜʥʠʢ ʗʨʠʣʳ-ʗʨʘ, ʥʦ ʠ ʫʧʦʤʠʥʘʥʠʝ ʠʤʝʥʠ ʗʨʘ, ʧʦ-

ʵʪʦʤʫ ʚ ʧʝʨʠʦʜ ʜʚʦʝʚʝʨʠʷ ʝʛʦ ʩʪʘʣʠ ʥʘʟʳʚʘʪʴ ʂʫʧʘʣʦʡ, ʠ ʪʘʢ ʞʝ ʠʟïʟʘ ʪʦʛʦ, 

ʯʪʦ ʦʥ ʩʦʚʧʘʜʘʣ ʩ ʈʦʞʜʝʩʪʚʦʤ ʀʦʘʥʥʘ ʧʨʝʜʪʝʯʠ, ʚ ʧʨʦʩʪʦʥʘʨʦʜʴʝ, ʩʢʦʨʝʝ ʚʩʝ-

ʛʦ, çʩʢʨʝʩʪʠʣʠ ʜʚʘ ʠʤʝʥʠè). ʊʘʢʠʤ ʦʙʨʘʟʦʤ, ʠʤʷ ʗʨʘ-ʩʦʣʥʮʘ, ʗʨʠʣʳ, ʫʰʣʦ ʠʟ 

ʥʘʨʦʜʥʦʡ ʧʘʤʷʪʠ, ʥʦ ʦʩʪʘʣʦʩʴ ʩʣʠʰʢʦʤ ʤʥʦʛʦ ʪʦʧʦʥʠʤʠʯʝʩʢʠʭ, ʣʠʥʛʚʠʩʪʠ-

ʯʝʩʢʠʭ ʠ ʤʠʬʦʣʦʛʠʯʝʩʢʠʭ ʩʚʠʜʝʪʝʣʴʩʪʚ ʧʦʯʠʪʘʥʠʷ ʗʨʘ, ʧʨʠʯʸʤ ʜʘʞʝ ʦʪʨʘ-

ʞʸʥʥʳʭ ʚ ʭʨʠʩʪʠʘʥʩʪʚʝ ï çʉʧʘʩ-ʗʨʦʝ ʦʢʦè, [2. ʉ.114] ʪʘʢ ʢʘʢ ʧʝʨʠʦʜʠʯʝʩʢʠ 

ʗʨʠʣʦ ʦʪʤʝʯʘʣʩʷ ʩʦʚʤʝʩʪʥʦ ʩ ʜʥʸʤ ʇʝʨʫʥʘ ʠ ʥʘʟʳʚʘʣʠ ʵʪʠ ʧʨʘʟʜʥʠʢʠ ʊʫʨʠ-

ʮʘʤʠ, ʪʘʢ ʢʘʢ ʗʨ-ʊʫʨ ʠʣʠ ʙʫʡ-ʊʫʨ, ʦʜʥʦ ʠʟ ʠʤʸʥ ʗʨʘ ʥʘ ʧʝʨʠʦʜʳ ʚʦʡʥʳ. ʊʫ-

ʨʠʮʳ (ʪʫʨʥʠʨʳ) ï ʵʪʦ ʯʠʩʪʦ ʤʫʞʩʢʠʝ ʩʦʩʪʷʟʘʪʝʣʴʥʳʝ ʧʨʘʟʜʥʠʢʠ. ɺ ʤʠʨʥʳʝ 

ʜʥʠ ʠʩʧʦʣʥʷʣʠʩʴ çʗʨʠʣʠʥʢʠè (ʗʨʠʣʢʠ). 

çʂʫʧʘʣʘ ï ʨʫʩʩʢʠʡ ʩʪʘʨʠʥʥʳʡ ʚʨʝʤʸʥ ʂʠʝʚʩʢʦʡ ʈʫʩʠ, ʩʤʝʰʘʥʥʳʡ ʧʘʨ-

ʥʦ-ʤʘʩʩʦʚʳʡ ʪʘʥʝʮ, ʧʨʠʥʘʜʣʝʞʘʣ ʢ ʛʨʫʧʧʝ ʩʦʣʷʨʥʳʭ ʢʫʧʘʣʴʩʢʠʭ - ʧʠʰʝʪ 

ʉ.ʅ. ʍʫʜʝʢʦʚ, ʫʥʘʩʣʝʜʦʚʘʥ ʫ ʩʣʘʚʷʥ. ʀʩʧʦʣʥʷʣʩʷ ʚ ʧʝʨʠʦʜ ʣʝʪʥʝʛʦ ʧʨʦʪʠʚʦ-

ʩʪʦʷʥʠʷ. ʇʦʩʣʝ ʧʨʠʥʷʪʠʷ ʭʨʠʩʪʠʘʥʩʪʚʘ ʩʪʘʣ ʠʩʧʦʣʥʷʪʴʩʷ ʥʘ ʧʨʘʟʜʥʠʢ ʀʦʘʥʥʘ 

ʇʨʝʜʪʝʯʠ [8. ʉ.12]. 

ʆʙʨʘʪʠʤ ʚʥʠʤʘʥʠʝ, ʯʪʦ ʉ.ʅ. ʍʫʜʝʢʦʚ ʧʠʰʝʪ ʦ ʪʦʤ, ʯʪʦ ʠʩʧʦʣʥʷʣʩʷ ʚ 

ʧʝʨʠʦʜ ʣʝʪʥʝʛʦ ʧʨʦʪʠʚʦʩʪʦʷʥʠʷ, ʵʪʦ ʟʥʘʯʠʪ ʥʘ ʗʨʠʣʫ ʤʦʢʨʦʛʦ (23-25ʠʶʥʷ), 

ʥʘ ʗʨ-ʜʘʥ. (ʜʝʥʴ) [8. ʉ.12]. 

çʂʫʧʘʣʠʥʢʘ ï ʩʣʘʚʷʥʩʢʠʡ ʨʫʩʩʢʠʡ, ʨʠʪʫʘʣʴʥʳʡ ʨʘʩʧʨʦʩʪʨʘʥʸʥʥʳʡ ʚ 

ɹʝʣʦʡ ʈʫʩʠ ʢʫʧʘʣʴʩʢʠʡ ʭʦʨʦʚʦʜ ʚʦʢʨʫʛ ɼʟʝʚʢʠ-ʂʫʧʘʣʦ ï ʠʟʙʨʘʥʥʠʮʳ ʀʚʘʥʘ 

ʂʫʧʘʣʳ. ʅʘʭʦʜʷʩʴ ʚ ʮʝʥʪʨʝ ʢʨʫʛʘ ʩ ʟʘʚʷʟʘʥʥʳʤʠ ʛʣʘʟʘʤʠ, ɼʟʝʚʢʘ-ʂʫʧʘʣʦ ʨʘʟ-

ʜʘʚʘʣʘ ʚʝʥʢʠ ʫʯʘʩʪʥʠʮʘʤ ʭʦʨʦʚʦʜʘ, ʧʦ ʢʦʪʦʨʳʤ ʦʥʠ ʛʘʜʘʣʠ ʥʘ ʙʣʠʞʘʡʰʝʝ 

ʚʨʝʤʷ. ʊʘʥʝʮ ʦʪʥʦʩʠʣʩʷ ʢ ʛʨʫʧʧʝ ʩʦʣʷʨʥʳʭ ʢʫʧʘʣʴʩʢʠʭ ʭʦʨʦʚʦʜʦʚ, ʠʩʧʦʣʥʷʣ-

ʩʷ 22-25 ʠʶʥʷ ʥʘ ʣʝʪʥʝʝ ʧʨʦʪʠʚʦʩʪʦʷʥʠʝè [2. ʉ.114]. 

ʂʫʧʘʣʠʥʢʘ ï ʙʝʣʦʨʫʩʩʢʠʡ ʩʤʝʰʘʥʥʳʡ ʧʘʨʥʦ-ʤʘʩʩʦʚʳʡ ʪʘʥʝʮ, ʧʨʠʥʘʜ-

ʣʝʞʘʣ ʢ ʛʨʫʧʧʝ ʩʦʣʷʨʥʳʭ ʢʫʧʘʣʴʩʢʠʭ ʭʦʨʦʚʦʜʦʚ, ʠʩʧʦʣʥʷʣʩʷ ʚ ʧʝʨʠʦʜ ʣʝʪʥʝ-

ʛʦ ʧʨʦʪʠʚʦʩʪʦʷʥʠʷ. ʉʮʝʥʠʯʝʩʢʘʷ ʦʙʨʘʙʦʪʢʘ ʪʘʥʮʘ, ʉ.ʄ. ɻʨʝʙʝʥʱʠʢʦʚʳʤ, ʢʦ-

ʣʠʯʝʩʪʚʦ ʠʩʧʦʣʥʠʪʝʣʝʡ 12 + 8. ʄʫʟʳʢʘʣʴʥʳʡ ʨʘʟʤʝʨ 4/4 [9. ʉ.175]. 

çʂʫʧʘʣʴʩʢʠʝ ʭʦʨʦʚʦʜʳ - ʩʣʘʚʷʥʩʢʠʝ ʨʦʞʜʝʩʪʚʝʥʩʢʠʝ ʭʦʨʦʚʦʜʳ ʧʦʩʚʷ-

ʱʥyʥʳʝ ʗʨʫ (ʍʦʨʩʫ ɼʘʞʜʴʙʦʛʫ) ʚʦʜʷʪʩʷ ʧʦʩʦʣʦʥʴ, ʩʠʤʚʦʣʠʟʠʨʫʶʪ çʧʦʚʦʨʘ-

ʯʠʚʘʶʱʝʝʩʷ ʩʦʣʥʮʝè, ʠʣʠ ʧʨʝʚʨʘʱʝʥʠʝ ɼʘʞʴʙʦʛʘ, ʨʘʟʜʘʶʱʝʛʦ ʙʣʘʛʘ ʠ ʱʝʜ-

ʨʦʪʳ (ʪʘʣʘʥʪʳ) ʚ ʗʨʘ ʦʧʣʦʜʦʪʚʦʨʷʶʱʝʛʦ, ʚʦʧʨʦʰʘʶʱʝʛʦ ʫʤʥʦʞʝʥʠʷ ʙʦ-

ʛʘʪʩʪʚ, ʧʦʪʦʤʩʪʚʘ ʠ ʪʝʨʨʠʪʦʨʠʡ.  



ʅʘ ʈʫʩʠ ʚ ʥʦʯʴ ʧʝʨʝʜ ʜʥʸʤ ʈʦʞʜʝʩʪʚʘ ʗʨʠʣʳ, ʚʦʜʠʣʠ ʨʘʟʜʝʣʴʥʳʝ ʭʦʨʦ-

ʚʦʜʳ ʧʦʩʦʣʦʥʴ, ʟʘʪʝʤ ʩʤʝʰʘʥʥʳʝ, ʠ ʠʛʨʦʚʳʝ ʫʤʳʢʘʣʴʥʳʝ ʭʦʨʦʚʦʜʳ. ʇʦʩʣʝ 

ʧʦʪʦʧʥʳʝ ʩʣʘʚʷʥʝ ʢʘʢ ʜʝʪʠ ʀʦʬʝʪʘ, ʙʳʣʠ ʦʪʚʝʪʩʪʚʝʥʥʳ ʟʘ ʨʘʟʤʥʦʞʝʥʠʝ ʠ 

ʨʘʩʩʝʣʝʥʠʝ ʥʘ ʟʝʤʣʝ. ʅʝʢʦʪʦʨʳʝ ʫʯʸʥʳʝ ʩʯʠʪʘʶʪ ʢʫʧʘʣʴʩʢʠʝ ʠʛʨʠʱʘ ʥʘ ʨʦʞ-

ʜʝʩʪʚʦ ʗʨʠʣʳ ʦʨʛʘʠʩʪʠʯʝʩʢʠʤ ʢʫʣʴʪʦʤ, ʢʦʪʦʨʳʡ ʧʨʦʩʫʱʝʩʪʚʦʚʘʣ ʚʧʣʦʪʴ ʜʦ 

XIX ʚè [2. ʉ.114]. 

ɺʦ ʚʨʝʤʷ ʗʨʠʣʳ, ʪʘʥʮʝʚʘʣʠ ʗʨʠʣʠʥʢʠ, ʥʦ ʟʘʧʨʝʱʘʚʰʠʡʩʷ ʭʨʠʩʪʠʘʥ-

ʩʢʦʡ ʮʝʨʢʦʚʴʶ ʧʨʘʟʜʥʠʢ ʗʨʠʣʳ, ʩʪʘʣ ʥʘʟʳʚʘʪʴʩʷ ʚʪʦʨʳʤ ʠʤʝʥʝʤ ʗʨʠʣʳ 

ʤʦʢʨʦʛʦ ï ʂʫʧʘʣʦʡ. çʗʨʠʣʦ. ʗʨʠʣʘ. ʗʨ. ʖʨʠʡ. ɻʝʦʨʛʠʡ. ʗʨʦʩʣʘʚ ʄʫʜʨʳʡ, 

ʗʨʠʡ, ʗʨʦʚʠʪ. ʗʨ - ʠʧʦʩʪʘʩʴ ʙʦʛʘ ʉʦʣʥʮʘ.  

ʇʨʘʚʠʪ ʩ 25 ʤʘʨʪʘ ʜʦ 22 ʠʶʥʷ. ɹʦʛ ʣʶʙʚʠ, ʚʦʡʥʳ, ʧʦʢʨʦʚʠʪʝʣʴ ʦʙʦʨʦʪ-

ʥʝʡ. ʉʯʠʪʘʣʦʩʴ, ʯʪʦ ʚ ʥʘʯʘʣʝ ʩʚʦʝʛʦ ʧʨʘʚʣʝʥʠʷ ʗʨʠʣʦ ʤʦʣʦʜ, ʥʦ ʢ ʢʦʥʮʫ 

çʧʨʝʚʨʘʱʘʝʪʩʷè ʚ ʩʪʘʨʠʢʘ ʩ ʙʝʣʦʡ ʙʦʨʦʜʦʡ. ʗʨʠʣʦ ʝʜʝʪ ʧʦ ʥʝʙʫ ʥʘ ʙʝʣʦʡ ʢʦ-

ʟʝ. ʗʨʠʣʦ (ʗʨ) ï ʙʦʞʝʩʪʚʦ ʧʨʦʙʫʞʜʘʶʱʝʡʩʷ ʧʨʠʨʦʜʳ, ʧʦʢʨʦʚʠʪʝʣʴ ʨʘʩʪʠ-

ʪʝʣʴʥʦʛʦ ʤʠʨʘ. ʕʪʦ ʤʦʣʦʜʦʡ, ʢʨʘʩʠʚʳʡ ʯʝʣʦʚʝʢ ʥʘ ʙʝʣʦʤ ʢʦʥʝ ʠ ʚ ʙʝʣʦʡ ʤʘʥ-

ʪʠʠ ʩ ʚʝʥʢʦʤ ʚʝʩʝʥʥʠʭ ʮʚʝʪʦʚ ʥʘ ʛʦʣʦʚʝ. ɺ ʣʝʚʦʡ ʨʫʢʝ ʦʥ ʜʝʨʞʠʪ ʢʦʣʦʩʴʷ. 

ɺʝʩʥʦʡ ʩʧʨʘʚʣʷʣʠ çʷʨʠʣʢʠè, ʢʦʪʦʨʳʝ ʟʘʢʘʥʯʠʚʘʣʠʩʴ ʧʦʭʦʨʦʥʘʤʠ ʗʨʠʣʳ. ɻʜʝ 

ʗʨʠʣʦ ʧʨʦʡʜʸʪ ï ʙʫʜʝʪ ʭʦʨʦʰʠʡ ʫʨʦʞʘʡ, ʥʘ ʢʦʛʦ ʧʦʩʤʦʪʨʠʪ ï ʫ ʪʦʛʦ ʚ ʩʝʨʜʮʝ 

ʨʘʟʛʦʨʘʝʪʩʷ ʣʶʙʦʚʴ. ʗʨʠʣʦ ʦʪʦʞʜʝʩʪʚʣʷʣʠ ʩ ʉʦʣʥʮʝʤè [7. ʉ. 275-276]. 

ʈʦʜʩʪʚʦ ʠʣʠ ʪʦʞʜʝʩʪʚʦ ʂʫʧʘʣʘ ʠ ʗʨʠʣʘ ʧʦʜʪʚʝʨʞʜʘʝʪʩʷ ʩʣʝʜʫʶʱʠʤʠ 

ʜʘʥʥʳʤʠ: ʧʦ ʦʙʲʷʩʥʝʥʠʶ ʧʨʦʬ. ɹʫʩʣʘʝʚʘ, ʢʦʨʝʥʴ ʢʫʧ ʩʦʚʤʝʱʘʝʪ ʚ ʩʝʙʝ ʪʝ ʞʝ 

ʧʦʥʷʪʠʷ, ʯʪʦ ʠ ʢʦʨʥʠ ʷp ʠ ʙʫʡ, çʷʨʳʡè, çʷʨʦʩʪʴè ʥʝʨʘʟʜʝʣʴʥʦ ʧʦʥʷʪʠʝ ʞʝʣʘ-

ʥʠʷ, ʧʦʭʦʪʠ, ʪʘʢ ʧʨʠ ʥʘʰʝʤ çʢʠʧʝʪʠè, çʢʫʚʘʪʠè ʩʝʨʙ. ʥʘʭʦʜʠʤ ʣʘʪ. Cupio 

(ʂʫʧʠʜʦʥ). ʆʪʩʶʜʘ ʂʫʧ-ʘʣʦ ʠ ʗʨʠʣʦ ʦʙʦʟʥʘʯʘʣʠ ʙʳ ʦʜʥʦ ʠ ʪʦ ʞʝ ʧʣʦʜʦʪʚʦ-

ʨʷʱʝʝ ʙʦʞʝʩʪʚʦ ʣʝʪʘ [10. ʉ.519], ʘ ʥʝ ʚʝʩʥʳ, ʢʘʢ ʦʙ ʵʪʦʤ ʧʠʰʝʪ 

ɸ.ʅ. ʌʘʤʠʥʮʳʥ. ɺ ʛʝʦʛʨʘʬʠʯʝʩʢʠʭ ʩʣʦʚʘʨʷʭ ʦʪʤʝʯʝʥʳ ʪʦʣʴʢʦ ʩʣʝʜʫʶʱʠʝ 

ʥʘʟʚʘʥʠʷ: ʂʫʧʘʚʥʷ ʉʪʘʨʘʷ, ʩʣʦʙʦʜʘ ʚ ʄʦʩʢʦʚʩʢʦʡ ʛʫʙ. ʥʘ ʨʝʯʢʝ ʂʫʧʘʚʥʝ; ʂʫ-

ʧʘʚʥʘ (ʠʣʠ ʂʠʧʝʣʴ), ʤʝʩʪ, ʚ ɺʦʣʳʥʩʢʦʡ ʛʫʙ [7. ʉ.519]. 

ʀ ʪʘʢ, ʗʨʠʣʦ ï ʠʧʦʩʪʘʩʴ ʩʦʣʥʮʘ.  

ʗʨ ʙʳʣ ʦʜʥʦʚʨʝʤʝʥʥʦ ʠ ʨʘʚʥʦʟʥʘʯʥʦ ʙʦʛʦʤ ʚʦʡʥʳ, ʦʭʦʪʳ ʠ ʧʣʦʜʦʨʦ-

ʜʠʷ. çʊʦ ʭʣʝʙʦʩʦʣʴʥʳʡ ʙʦʞʝʩʪʚʝʥʥʳʡ ʗʨ ʚ ʚʝʨʭʥʝʤ ʤʠʨʝè ʥʘʜʧʠʩʴ ʥʘ ʟʦʣʦ-

ʪʦʤ ʨʦʛʝ ʰʣʝʤʘ ʩʣʘʚʷʥʩʢʦʛʦ ʙʦʛʘ, ʥʘʡʜʝʥʥʦʤ ʚ ɼʘʥʠʠ. çʊʘʢ ʚʳʛʣʷʜʝʣ 

ʜʨʝʚʥʝʩʣʘʚʷʥʩʢʠʡ ʙʦʛ ʗʨ ʚ V ʚ.è. 

çʗʨʦʚʠʪ ï ʦʜʥʦ ʠʟ ʠʤʸʥ ʗʨʘ, ʙʣʠʟʦʢ ʢ ʚʦʝʥʥʦʡ ʠʧʦʩʪʘʩʠ ɹʦʛʘ ʗʨʘ, ʢʦ-

ʪʦʨʫʶ ʤʥʦʛʦ ʪʳʩʷʯ ʣʝʪ ʥʘʟʘʜ ʠʤʝʥʦʚʘʣʠ ʗʨʨʠ. ɺʳʜʝʣʝʥʠʝ ʫ ɹʦʛʘ ʗʨʘ ʬʫʥʢ-

ʮʠʡ ʚʦʡʥʳ ʠ ʬʫʥʢʮʠʡ ʧʣʦʜʦʨʦʜʠʷ ʧʨʦʠʟʦʰʣʦ ʚʦ ʚʨʝʤʝʥʘ ʭʝʪʪʦʚ, ʢʦʛʜʘ ʥʘ 

ʧʣʘʥʝʪʝ ʥʘʯʘʣʘ ʬʦʨʤʠʨʦʚʘʪʴʩʷ ʢʦʥʮʝʧʮʠʷ çɼʦʙʨʘè ʠ çɿʣʘè. ʌʫʥʢʮʠʠ ʇʣʦʜʦ-

ʨʦʜʠʷ ʫ ʗʨʦʚʠʪʘ ʪʦʞʝ ʧʨʠʟʥʘʶʪʩʷ, ʥʦ ʦʥʠ, ʧʦʯʝʤʫ-ʪʦ, ʠʜʫʪ çʚʪʦʨʦʡ ʦʯʝʨʝ-

ʜʴʶè, ʚʩʣʝʜ ʟʘ çʚʦʝʥʥʳʤʠ ʧʦʛʦʥʘʤʠè [ʪʘʤ ʞʝ]. 



ʆ ʢʫʧʘʣʴʩʢʠʭ ʪʘʥʮʘʭ ʤʳ ʠʤʝʝʤ ʥʝʤʘʣʦ ʠʥʬʦʨʤʘʮʠʠ, ʪʘʢ ʞʝ ʠ ʪʫ, ʯʪʦ 

ʠʭ ʠʤʷ ʙʦʣʝʝ ʧʦʟʜʥʝʝ, ʯʝʤ ʧʣʷʩʢʠ ʗʨʠʣʠʥʢʠ, ʢʦʪʦʨʳʝ ʠʩʧʦʣʥʷʣʠʩʴ ʥʘ ʗʨʠʣʫ. 

25 ʠʶʥʷ (ʜʦ 1498 ʛ) ʚ ʗʨ ʜʝʥʴ ʩʣʘʚʷʥʝ ʧʝʣʠ ʠ ʧʣʷʩʘʣʠ ʗʨʠʣʢʠ ʠ ʢʫʧʘʣʴ-

ʩʢʠʝ ʧʣʷʩʢʠ. 

ɼʘʣʝʝ ʧʦ ʘʥʘʣʦʛʠʠ ʩ ʧʨʝʜʳʜʫʱʠʤʠ ʧʨʘʟʜʥʠʢʘʤʠ, ʤʳ ʨʘʩʩʤʦʪʨʠʤ ʭʦʨʦ-

ʚʦʜʳ, ʭʦʨʦʩ, ʭʦʨʦ, ʦʜʥʦʢʦʨʝʥʥʳʝ ʩ ʠʤʝʥʝʤ ʍʦʨʩʘ.  

ʍʦʨʩ ï ʩʳʥ ʉʚʘʨʦʛʘ - ʞʝʣʪʳʡ ʩʦʣʥʝʯʥʳʡ ʜʠʩʢ. ɺ ʯʝʩʪʴ ʍʦʨʩʘ ʠʩʧʦʣʥʷ-

ʣʠʩʴ ʭʦʨʦʚʦʜʳ, ʢʦʪʦʨʳʝ ʚʦʜʠʣʠʩʴ ʧʦʩʦʣʦʥʴ ʚ ʩʝʥʪʷʙʨʝ. çʍʦʨʦʚʦʜ, - ʧʠʰʝʪ ʥʝ 

ʪʦʣʴʢʦ ɸ.ʖ. ɹʘʭʨʫʰʠʥ, ʉ.ʅ. ʍʫʜʝʢʦʚ, ʠ ɺ.ʀ. ɼʘʣʴ ʠ ʜʨ. ʘʚʪʦʨʠʪʝʪʥʳʝ ʘʚʪʦ-

ʨʳ: çɼʨʝʚʥʝʡʰʠʡ ʨʫʩʩʢʠʡ ʥʘʨʦʜʥʳʡ ʪʘʥʝʮ ʢʫʣʴʪʦʚʦʛʦ ʧʨʦʠʩʭʦʞʜʝʥʠʷ ï ʥʘ 

ʦʧʨʝʜʝʣʸʥʥʳʭ ʩʪʫʧʝʥʷʭ ʨʘʟʚʠʪʠʷ ʦʥ ʚʩʪʨʝʯʘʝʪʩʷ ʫ ʚʩʝʭ ʥʘʨʦʜʦʚè. ɼʨʝʚʥʝʡ-

ʰʠʤʠ ʦʥʠ ʷʚʣʷʶʪʩʷ ʧʦ ʘʥʘʣʦʛʠʠ ʩ ʠʤʝʥʝʤ ʍʦʨʩʘ, ʧʦʪʦʤʫ, ʯʪʦ 

ʀ.ʀ. ʉʨʝʟʥʝʚʩʢʠʡ ʥʘʭʦʜʠʪ ʫʧʦʤʠʥʘʥʠʝ ʠʤʝʥʠ ʍʦʨʩʘ, ʢʘʢ ʧʦʯʠʪʘʝʤʦʛʦ ʙʦʛʘ 

ʥʘ ʂʨʠʪʝ, ʧʨʠʯʸʤ ʚ ʩʦʯʝʪʘʥʠʠ ʩ ʠʤʝʥʝʤ ɸʧʦʣʣʦʥʘ ʇʝʣʘʩʛʠʡʩʢʦʛʦ.  

ɺ çʉʣʦʚʝ ʦʪʮʘ ʥʘʰʝʛʦ ʀʦʘʥʥʘ ɿʣʘʪʦʫʩʪʘ ʦ ʪʦʤ, ʢʘʢʦ ʧʝʨʚʦʝ ʧʦʛʘʥʠ ʚʝ-

ʨʦʚʘʣʠ ʚ ʠʜʦʣʳè ʛʦʚʦʨʠʪʩʷ ʦ ʧʦʢʣʦʥʝʥʠʠ çʇʝʨʫʥʫ, ʍʫʨʩʫ, ʚʠʣʘʤ ʠ ʄʦʢʦ-

ʰʠè, ʧʨʠʯʝʤ ʚ ʦʜʥʦʤ ʠʟ ʩʧʠʩʢʦʚ ʚʤʝʩʪʦ çʇʝʨʫʥʫ, ʍʫʨʩʫè ʩʪʦʠʪ çʇʝʨʫʥʫ ʠ 

ɸʧʦʣʠʥʫè. ʕʪʦʛʦ çɸʧʦʣʠʥʘè ʤʦʞʥʦ ʙʳʣʦ ʙʳ ʩʯʝʩʪʴ ʰʘʣʦʩʪʴʶ ʧʝʨʝʧʠʩʯʠʢʘ, 

ʘ ʝʩʣʠ ʠ ʥʝʪ ï ʪʦ ʥʝ ʦʙʨʘʱʘʪʴ ʚʥʠʤʘʥʠʷ ʥʘ çʢʫʣʴʪʫʨʦʣʦʛʠʯʝʩʢʠʝ ʚʳʢʨʫʪʘʩʳè 

ʧʨʘʚʦʩʣʘʚʥʦʛʦ ʤʳʩʣʠʪʝʣʷ. ʅʦ ʥʘʤ, ʚʩʝ ʞʝ, ʧʨʠʜʝʪʩʷ ʨʘʟʦʙʨʘʪʴʩʷ ʩ çɸʧʦʣʠ-

ʥʦʤè ʧʦ ʨʷʜʫ ʧʨʠʯʠʥ. ɸʧʦʣʣʦʥ-ʍʦʨʩ [11]. ʊʦ ʝʩʪʴ, ʧʝʨʠʦʜ ʩ VII IV ʪʳʩ. ʜʦ ʥ. 

ʵ. ʵʪʦ ʩʘʤʳʝ ʨʘʥʥʠʝ ʩʚʝʜʝʥʠʷ ʦ ʢʫʣʴʪʫʨʝ ʧʦʢʣʦʥʝʥʠʷ ʉʦʣʥʮʫ ɸʧʦʣʣʦʥʫ-

ʍʦʨʩʫ. ʈʦʞʜʝʩʪʚʦ ɸʧʦʣʣʦʥʘ ʪʘʢ ʞʝ ʦʪʤʝʯʘʝʪʩʷ ʚ ʩʝʥʪʷʙʨʝ ʧʦʩʣʝ ɼʠʦʥʠʩʠʡè, 

ʢʦʪʦʨʦʝ ʚ ɻʨʝʮʠʠ ʦʪʤʝʯʘʣʠ ʠʛʨʘʤʠ ʠ ʩʧʦʨʪʠʚʥʳʤʠ ʩʦʩʪʷʟʘʥʠʷʤʠ. ʉʣʦʚʦ 

ʍʦʨʩ ʠʤʝʣʦ ʠ ʙʦʣʝʝ ʰʠʨʦʢʦʝ ʟʥʘʯʝʥʠʝ ï çʩʠ̫ʥʠʝè, çʙʣʝʩʢè, ʘ ʪʘʢʞʝ çʩʣʘʚʘè, 

çʚʝʣʠʯʠʝè, ʠʥʦʛʜʘ çʮʘʨʩʢʦʝ ʜʦʩʪʦʠʥʩʪʚʦè ʠ ʜʘʞʝ çʭʚʘʨʥʘè ï ʦʩʦʙʘʷ ʦʪʤʝ-

ʯʝʥʥʦʩʪʴ ʙʦʛʘʤʠ, ʠʟʙʨʘʥʥʦʩʪʴ. 

ʈʦʞʜʝʩʪʚʦ ʍʦʨʩʘ ʩʣʘʚʷʥʝ ʦʪʤʝʯʘʣʠ ʧʨʘʟʜʥʠʢʦʤ ʠʟʦʙʠʣʠʷ, ʫʨʦʞʘʷ, ʚ 

ʩʮʝʥʘʨʠʡ ʢʦʪʦʨʦʛʦ ʚʭʦʜʠʣʠ ʨʘʟʣʠʯʥʳʝ ʭʦʨʦʚʦʜʳ, ʢʘʢ ʥʝʧʨʝʤʝʥʥʳʡ ʘʪʨʠʙʫʪ 

ʧʦʯʠʪʘʥʠʷ ʍʦʨʩʘ, ʪʘʢ ʞʝ ʪʫʨʠʮʳ ʩ ʤʘʨʘʬʦʥʘʤʠ. 

ʇʦ ʦʜʥʦʠʤʸʥʥʳʤ ʩ ʩʦʣʥʝʯʥʳʤʠ ʙʦʛʘʤʠ ʪʘʥʮʘʤ ʤʳ ʦʧʨʝʜʝʣʠʣʠ ʜʘʪʳ 

ʧʨʘʟʜʥʠʢʦʚ ʚ ʯʝʩʪʴ ʵʪʠʭ ʙʦʛʦʚ. ʋ ʥʘʩ ʦʩʪʘʣʩʷ ɼʘʞʜʴʙʦʛ. ʄʳ ʟʥʘʝʤ, ʯʪʦ ʨʦʞ-

ʜʝʩʪʚʦ ɼʘʞʜʴʙʦʛʘ ʦʪʤʝʯʘʣʦʩʴ ʚ ɺʝʣʠʢ ʜʝʥʴ, ʜʝʥʴ ʩʦʪʚʦʨʝʥʠʷ ʤʠʨʘ ï 25 ʤʘʨ-

ʪʘ. 

ʀʥʬʦʨʤʘʮʠʷ ʄʘʚʨʦ ʆʨʙʠʥʠ ʫʪʦʯʥʷʝʪ, ʯʪʦ ʧʨʘʟʜʥʠʢ ʉʦʣʥʮʘ (ʉʠʣʴʚʘʥʘ) 

ʩʧʨʘʚʣʷʣʩʷ ʚʝʩʥʦʡ. ʅʘ ʥʘʰ ʚʟʛʣʷʜ ʨʝʯʴ ʠʜʸʪ ʦ ʟʘʙʳʪʦʤ ʠʤʝʥʠ ɼʘʞʜʴʙʦʛʘ ʠʣʠ 

ʦ ʧʨʘʟʜʥʠʢʝ ʩʣʘʚʷʥ (ʩʠʣʴʚʘʥ), ʪʘʢ ʢʘʢ 25 ʤʘʨʪʘ ʩʣʘʚʷʥʝ ʧʨʘʟʜʥʦʚʘʣʠ ʨʦʞʜʝ-

ʩʪʚʦ ɼʘʞʜʴʙʦʛʘ, ʧʦ ʢʨʘʡʥʝʡ ʤʝʨʝ, ʤʳ ʠʤʝʝʤ ʩʚʝʜʝʥʠʷ ʦ ʪʦʤ, ʯʪʦ çʍʨʠʩʪʘ 

ʨʘʩʧʷʣʠ 25 ʤʘʨʪʘ, ʢʦʛʜʘ ʷʟʳʯʥʠʢʠ ʧʨʘʟʜʥʦʚʘʣʠ ʨʦʞʜʝʩʪʚʦ ɼʘʞʜʴʙʦʛʘ, ʵʣʣʠ-

ʥʳ ɻʝʣʠʦʩʘ, ʘ ʨʠʤʣʷʥʝ ɸʪʪʠʩʘè [12. ʉ.3-4]. 



ɼʣʷ ʥʘʩ ʪʘʢ ʞʝ ʧʨʝʜʩʪʘʚʣʷʝʪ ʮʝʥʥʦʩʪʴ ʠʥʬʦʨʤʘʮʠʷ ɸ. ɹʝʣʦʚʘ, ʦ ʪʦʤ, 

ʯʪʦ: çéʥʘʢʘʥʫʥʝ ʨʦʞʜʝʩʪʚʘ ɼʘʞʜʴʙʦʛʘ, ʥʘ ʚʝʩʝʥʥʝʝ ʨʘʚʥʦʜʝʥʩʪʚʠʝè, ʪʦ ʝʩʪʴ 

25 ʤʘʨʪʘ, [13] ʧʨʦʠʩʭʦʜʠʣʦ ʩʞʠʛʘʥʠʝ ʂʦʣʷʜʳ. çʈʦʞʜʝʥʠʝ ʂʦʣʷʜʳ ʩʦʚʧʘʜʘʝʪ 

ʩ ʢʘʥʫʥʦʤ ʈʦʞʜʝʩʪʚʘ ʍʨʠʩʪʦʚʘ. ʉʚʘʨʦʞʠʯ, ʨʦʞʜʸʥʥʳʡ ʥʘʢʘʥʫʥʝ ʈʦʞʜʝʩʪʚʘ, 

ʥʘ ʟʠʤʥʝʝ ʧʨʦʪʠʚʦʩʪʦʷʥʠʝ, ʧʦʣʫʯʘʣ ʠʤʷ ʂʦʣʷʜʘ, ʠ ʥʘʟʥʘʯʘʣʩʷ ʙʦʛʦʤ çʞʠʚʦʛʦ 

ʦʛʥʷè. ʆʪ ʨʦʞʜʝʥʠʷ ʦʥ ʙʳʣ ʦʙʨʝʯʸʥ ʥʘ ʤʫʯʝʥʠʯʝʩʢʫʶ ʩʤʝʨʪʴ, ʪʘʢ ʢʘʢ, ʜʦ-

ʩʪʠʛʥʫʚ ʦʧʨʝʜʝʣʸʥʥʦʛʦ ʚʦʟʨʘʩʪʘ, (ʥʘ ʵʪʦʪ ʬʘʢʪ ʥʝ ʜʦʩʪʘʪʦʯʥʦ ʠʥʬʦʨʤʘʮʠʠ) 

ʦʥ ʟʘʞʠʚʦ ʩʞʠʛʘʣʩʷ ʥʘʢʘʥʫʥʝ, ʨʦʞʜʝʩʪʚʘ ɼʘʞʜʴʙʦʛʘ, ʥʘ ʚʝʩʝʥʥʝʝ ʨʘʚʥʦʜʝʥ-

ʩʪʚʠʝè, ʪʦ ʝʩʪʴ 25 ʤʘʨʪʘ [13]. ʉʞʠʛʘʥʠʝ ʂʦʣʷʜʳ, ʥʘʢʘʥʫʥʝ ʨʦʞʜʝʩʪʚʘ ɼʘʞʜʴ-

ʙʦʛʘ ʩʦʧʨʦʚʦʞʜʘʣʦʩʴ ʧʳʰʥʳʤ ʨʠʪʫʘʣʦʤ ʩ ʧʦʭʦʨʦʥʥʳʤʠ ʤʘʨʰʘʤʠ ʠ ʧʣʘʯʘ-

ʤʠ. 

ʉʦʚʧʘʜʝʥʠʝ ʜʘʪʳ ʨʦʞʜʝʥʠʷ ʂʦʣʷʜʳ ʠ ʍʨʠʩʪʘ, ʘ ʪʘʢ ʞʝ ʜʘʪʳ ʩʞʠʛʘʥʠʷ ʠ 

ʨʘʩʧʷʪʠʷ ʥʝʩʫʪ ʚ ʩʝʙʝ ʩʘʢʨʘʣʴʥʳʡ ʩʤʳʩʣ, ʧʦʥʷʪʥʳʡ ʚ ʢʘʞʜʦʤ ʦʪʜʝʣʴʥʦʤ ʩʣʫ-

ʯʘʝ, ʥʦ ʥʝ ʚʧʦʣʥʝ ʧʦʢʘ ʦʙʲʷʩʥʠʤʦʤ ʩʦʚʧʘʜʝʥʠʠ. ʉ ʧʨʠʥʷʪʠʝʤ ʭʨʠʩʪʠʘʥʩʪʚʘ 

ʵʪʦʪ ʨʠʪʫʘʣ ʙʳʣ ʟʘʧʨʝʱʸʥ. ʂʦʣʷʜʫ ʩʪʘʣʠ ʟʘʤʝʥʷʪʴ ʯʫʯʝʣʦʤ, ʧʦʩʣʝ ʯʝʛʦ ʩʘ-

ʢʨʘʣʴʥʳʡ ʩʤʳʩʣ ʨʠʪʫʘʣʘ ʧʨʝʚʨʘʪʠʣʩʷ ʚ ʬʘʨʩ. 

ʅʘ ʨʦʞʜʝʩʪʚʦ ɼʘʞʜʴʙʦʛʘ ʠʩʧʦʣʥʷʣʠʩʴ çɺʝʩʥʷʥʢʠè ʠ çɾʠʚʠʥʳ ʭʦʨʦʚʦ-

ʜʳè. 

ɿʘʤʝʪʠʤ, ʯʪʦ ʚ ʣʠʪʝʨʘʪʫʨʝ ʯʘʩʪʦ ʚʩʪʨʝʯʘʶʪʩʷ ʧʘʨʘʣʣʝʣʠ ï ɼʘʞʜʴʙʦʛ-

ɸʧʦʣʣʦʥ, ʍʦʨʩ-ɸʧʦʣʣʦʥ, ʗʨ-ɸʧʦʣʣʦʥ. ʇʠʥʜʘʨ ʠ ɻʦʤʝʨ ʦʜʥʦʟʥʘʯʥʦ ʫʢʘʟʳ-

ʚʘʶʪ ʥʘ ʩʣʘʚʷʥʩʢʦʝ ʧʨʦʠʩʭʦʞʜʝʥʠʝ ɸʧʦʣʣʦʥʘ-ɻʠʧʝʨʙʦʨʝʡʩʢʦʛʦ, ʚ ʥʝʢʦʪʦʨʳʭ 

ʠʩʪʦʯʥʠʢʘʭ ʝʛʦ ʥʘʟʳʚʘʣʠ ʇʝʣʘʩʛʠʡʩʢʠʤ, ʋ ʥʝʛʦ ʪʘʢ ʞʝ ʝʩʪʴ ʠʤʝʥʘ, ʌʝʙ, ʍʦʨʩ 

(ʉʨʝʟʥʝʚʩʢʠʡ), ʇʝʣʘʩʛ ï ɻʝʧʝʨʙʦʨʝʡʩʢʠʡ, ʢʦʪʦʨʳʡ ʧʨʠʚʸʣ ʩʚʦʝ ʧʣʝʤʷ ʥʘ 

ʂʨʠʪ. ʅʦ ʵʪʦ ʪʝʤʘ ʜʨʫʛʦʡ ʩʪʘʪʴʠ [11]. 

ʀʩʭʦʜʷ, ʠʟ ʩʦʭʨʘʥʠʚʰʠʭʩʷ ʥʘʟʚʘʥʠʡ ʧʣʷʩʦʢ ʠ ʭʦʨʦʚʦʜʦʚ ʤʳ ʚʳʯʠʩʣʠʣʠ 

ʠʤʝʥʘ ʙʦʛʦʚ, ʚ ʯʝʩʪʴ ʢʦʪʦʨʳʭ ʦʥʠ ʥʘʟʳʚʘʣʠʩʴ ʠ ʜʘʣʝʝ ʧʫʪʸʤ ʠʩʢʣʶʯʝʥʠʷ ʚʳ-

ʯʠʩʣʠʣʠ ʜʘʪʳ ʠ ʜʥʠ, ʚ ʢʦʪʦʨʳʝ ʵʪʠ ʪʘʥʮʳ ʠʩʧʦʣʥʷʣʠʩʴ ʠ ʩʦʧʦʩʪʘʚʠʣʠ ʩ ʠʥ-

ʬʦʨʤʘʮʠʝʡ ʦ ʜʥʷʭ ʧʨʘʟʜʥʦʚʘʥʠʷ. ʕʪʠ ʜʥʠ ʩʦʚʧʘʣʠ ʩ ʜʥʷʤʠ ʟʠʤʥʝʛʦ ʠ ʣʝʪʥʝʛʦ 

ʧʨʦʪʠʚʦʩʪʦʷʥʠʷ ï ʂʦʣʷʜʘ, ʗʨʠʣʦ. ʕʪʠ ʠʤʝʥʘ ʠ ʪʘʥʮʳ ʚ ʯʝʩʪʴ ʥʠʭ ʥʠʢʦʛʜʘ ʥʝ 

ʚʟʘʠʤʦʟʘʤʝʥʷʣʠʩʴ.  

ʉʣʝʜʫʶʱʘʷ ʧʘʨʘ ʚʝʩʝʥʥʝʝ ʠ ʦʩʝʥʥʝʝ ʨʘʚʥʦʜʝʥʩʪʚʠʝ ɼʘʞʜʴʙʦʛ, ʍʦʨʩ.  

ʉ ʵʪʠʤʠ ʙʦʛʘʤʠ ʧʨʠʰʣʦʩʴ ʩʣʦʞʥʝʝ, ʪʘʢ ʢʘʢ ʩ ɼʘʞʜʴʙʦʛʦʤ ʯʘʩʪʦ ʦʪʦʞ-

ʜʝʩʪʚʣʷʣʠ ʗʨʘ, ʪʦʣʴʢʦ ʧʦʩʣʝ ʪʦʛʦ, ʢʦʛʜʘ ʥʘʰʣʘʩʴ ʠʥʬʦʨʤʘʮʠʷ ʦ ʪʦʤ, ʯʪʦ ʙʳ-

ʣʦ ʜʚʘ ʧʨʘʟʜʥʠʢʘ - ʗʨʠʣʦ ʚʝʩʝʥʥʠʡ ʠ ʗʨʠʣʦ ʤʦʢʨʳʡ, ʠ ʯʪʦ ʥʘ ʗʨʠʣʫ ʤʦʢʨʦʛʦ 

ʧʣʷʩʘʣʠ ʂʫʧʘʣʝʥʢʠ ʠ ʗʨʠʣʢʠ, ʘ ʪʘʢ ʞʝ ʯʪʦ, ʧʨʘʟʜʥʠʢ ʗʨʘ ʙʳʣ ʟʘʧʨʝʱʸʥ ʪʘʢ 

ʞʝ ʢʘʢ ʠ ʫʧʦʤʠʥʘʥʠʝ ʝʛʦ ʠʤʝʥʠ, ʧʦʵʪʦʤʫ ʚ ʗʨʦʩʣʘʚʩʢʦʡ ʛʫʙʝʨʥʠʠ, ʝʛʦ ʩʪʘʣʠ 

ʥʘʟʳʚʘʪʴ ʂʫʧʘʣʦʡ, ʘ ʪʘʥʮʳ ʂʫʧʘʣʴʩʢʠʤʠ ʭʦʨʦʚʦʜʘʤʠ, ʩʪʘʣʦ ʷʩʥʦ, ʯʪʦ ʵʪʦ ʦʜ-

ʥʠ ʠ ʪʝ ʞʝ ʪʘʥʮʳ, ʧʦʩʚʷʱʸʥʥʳʝ ʗʨʫ, ʪʦ ʝʩʪʴ ʩʘʤʦʤʫ ʩʠʣʴʥʦʤʫ ʢʨʘʩʥʦʤʫ 

ʩʦʣʥʮʫ. ʉʠʣʴʥʦ ʧʦ-ʩʝʨʙʩʢʠ - ʷʨʢʦ. 



ɽʱʸ ʦʜʠʥ ʚʘʞʥʳʡ ʰʪʨʠʭ, ʥʝʩʤʦʪʨʷ ʥʘ ʜʫʙʣʠʨʫʶʱʫʶ ʠʥʬʦʨʤʘʮʠʶ ʦ 

ɼʘʞʜʴʙʦʛʝ ʠ ʗʨʝ, ʞʝʥʘ ɼʘʞʜʴʙʦʛʘ - ʚʩʝʛʜʘ ɾʠʚʘ ʙʦʛʠʥʷ ʞʠʟʥʠ ʠ ɺʝʩʥʳ. ɾʝ-

ʥʘ ʗʨʠʣʦ - ʚʩʝʛʜʘ ʂʦʩʪʨʦʤʘ, ʙʦʛʠʥʷ ʧʣʦʜʦʨʦʜʠʷ ʠ ʫʨʦʞʘʷ.  

ʕʪʠ ʧʨʘʟʜʥʠʢʠ ʤʳ ʨʘʩʧʦʣʦʞʠʣʠ ʚ ʭʨʦʥʦʣʦʛʠʯʝʩʢʦʤ ʧʦʨʷʜʢʝ ʩ ʥʘʯʘʣʘ 

ʛʦʜʘ. 

ʉʣʘʚʷʥʝ ʜʦ 1492 ʛʦʜʘ ʧʨʘʟʜʥʦʚʘʣʠ ʥʦʚʳʡ ʛʦʜ 1 ʤʘʨʪʘ. 

ɺ ʭʨʠʩʪʠʘʥʩʪʚʝ ɼʨʝʚʥʝʡ ʈʫʩʠ ʥʦʚʳʡ ʛʦʜ ʥʘʯʠʥʘʣʩʷ ʩ 1 ʤʘʨʪʘ, ʢʘʢ ʠ ʚ 

ʜʦʭʨʠʩʪʠʘʥʩʢʠʝ ʚʨʝʤʝʥʘ, ʘ ʄʘʩʣʝʥʠʮʘ ʩ 22 - 25 ʤʘʨʪʘ ʧʨʘʟʜʥʦʚʘʣʘʩʴ ʚ ʯʝʩʪʴ 

ɺʝʩʝʥʥʝʛʦ ʨʘʚʥʦʜʝʥʩʪʚʠʷ 

25 ʤʘʨʪʘ ʦʪʤʝʯʘʣʩʷ ɺʝʣʠʢ ʜʝʥʴ ï ʨʦʞʜʝʩʪʚʦ ɼʘʞʜʴʙʦʛʘ. ʅʦ ʩʦ ʚʨʝʤʝ-

ʥʝʤ, ʄʘʩʣʝʥʠʮʘ ʙʳʣʘ ʦʪʪʝʩʥʝʥʘ ʦʪ 25 ʯʠʩʣʘ ʢ ʬʝʚʨʘʣʶ ʚ ʩʚʷʟʠ ʩ ɺʝʣʠʢʠʤ ʧʦ-

ʩʪʦʤ ʠ, ʠʤʝʥʥʦ, ʩ ʧʦʩʣʝʜʥʝʡ ʥʝʜʝʣʝʡ, ʢʦʛʜʘ ʧʦʩʪ ʙʳʣ ʦʩʦʙʦ ʩʪʨʦʛʠʡ, ʵʪʦ ʜʦ-

ʩʪʘʚʣʷʣʦ ʦʩʦʙʳʝ ʥʝʫʜʦʙʩʪʚʘ ʜʣʷ ʜʚʦʝʚʝʨʮʝʚ.  

ɸ ʪʘʢ ʢʘʢ ʥʘ ʧʨʦʪʷʞʝʥʠʠ ʤʥʦʛʠʭ ʚʝʢʦʚ 25 ʤʘʨʪʘ ʧʘʨʘʣʣʝʣʴʥʦ ʩ ʈʦʞʜʝ-

ʩʪʚʦʤ ɼʘʞʜʴʙʦʛʘ, ʚ ɺʝʣʠʢ ʜʝʥʴ ʫ ʩʣʘʚʷʥ, ʧʨʘʟʜʥʦʚʘʣʘʩʴ ʭʨʠʩʪʠʘʥʩʢʘʷ ʇʘʩʭʘ, 

ʪʦ ʨʠʪʫʘʣʠʩʪʠʢʘ ʈʦʞʜʝʩʪʚʘ ɼʘʞʜʴʙʦʛʘ ʠ ʇʘʩʭʠ ʩʦʚʧʘʜʘʣʘ. ʊʘʢ ʞʝ ʚʦʜʠʣʠʩʴ 

ʭʦʨʦʚʦʜʳ ʧʦʩʦʣʦʥʴ ʩ ʢʫʣʠʯʘʤʠ, ʢʨʘʰʝʥʳʤʠ ʷʡʮʘʤʠ.  

ʅʘ ɺʝʣʠʢ ʜʝʥʴ ʪʘʥʮʝʚʘʣʠ ʠ ʧʝʣʠ ʛʠʤʥʳ ʉʦʣʥʮʫ: çʇʨʠʜʠ, ʧʨʠʜʠ, ʉʦʣ-

ʥʳʰʢʦè ʠʣʠ ʭʦʨʦʚʦʜ çʊʳ ʚʟʦʡʜʠ, ʚʟʦʡʜʠ, ʢʨʘʩʥʦ ʉʦʣʥʳʰʢʦ. 

ɺʦʟʤʦʞʥʦ, ʚ ʧʦʠʩʢʘʭ ʩʦʦʪʚʝʪʩʪʚʠʷ ʥʘʟʚʘʥʠʡ ʪʘʥʮʝʚ ʠʤʝʥʘʤ ʙʦʛʦʚ, ʤʳ 

ʥʘʰʣʠ ʦʪʚʝʪ ʥʘ ʯʝʪʳʨʸʭ ʯʘʩʪʥʦʩʪʴ ʩʦʣʥʝʯʥʦʛʦ ʩʣʘʚʷʥʩʢʦʛʦ ʢʫʣʴʪʘ, ʭʦʪʷ ʥʘʰʘ 

ʩʭʝʤʘ ʥʝʩʢʦʣʴʢʦ ʨʘʩʭʦʜʷʪʩʷ ʩ ʧʨʝʜʣʘʛʘʝʤʳʤʠ ʤʥʦʛʠʤʠ ʫʯʝʥʳʤʠ. 

ʕʪʦ ʯʝʪʳʨʝ ɺʝʣʠʢʠʭ ʆʛʥʝʙʦʛʘ.  

ʆʪʩʶʜʘ ʩʠʤʚʦʣ ʉʚʘʨʦʞʠʯʝʡ - ʨʘʚʥʦʩʪʦʨʦʥʥʠʡ ʢʨʝʩʪ ʚ ʢʨʫʛʝ ʩʦʣʥʮʘ, 

ʠʣʠ ʜʝʣʷʱʠʡ ʝʛʦ ʥʘ ʯʝʪʳʨʝ ʯʘʩʪʠ, ʩʦʦʪʚʝʪʩʪʚʫʶʱʠʡ ʯʝʪʳʨʸʤ ʚʨʝʤʝʥʘʤ ʛʦʜʘ. 

ʀʪʘʢ, ʛʣʘʚʥʳʤʠ ʧʨʘʟʜʥʠʢʘʤʠ ʙʳʣʠ ʧʨʘʟʜʥʠʢʠ ʧʨʦʪʠʚʦʩʪʦʷʥʠʷ ʠ ʨʘʚʥʦ-

ʜʝʥʩʪʚʠʷ ʚ ʯʝʩʪʴ ʚʝʣʠʢʠʭ ʩʦʣʷʨʥʳʭ ʙʦʛʦʚ ʉʚʘʨʦʞʠʯʝʡ: 

ɼʘʞʜʴʙʦʛ - 25 ʤʘʨʪʘ ï ɺʝʣʠʢ ɼʝʥʴ. ʊʘʥʮʝʚʘʣʠʩʴ çɺʝʩʥʷʥʢʠè (ʍʨʠʩʪʠ-

ʘʥʩʢʘʷ ʇʘʩʭʘ); 

ʗʨʠʣʦ ï 22 ʠʶʥʷ ï ʗʨ ʜʝʥʴ (ʀʚʘʥ ʂʫʧʘʣʘ) çʗʨʠʣʠʥʢʠ, ʂʫʧʘʣʝʥʢʠ, 

(ʈʦʞʜʝʩʪʚʦ ʀʦʘʥʥʘ ʇʨʝʜʪʝʯʠ); 

ʍʦʨʩ ï 21-23 ʩʝʥʪʷʙʨʷ - ɺʝʣʠʯʠʝ ʩʦʣʥʮʘ, ʭʦʨʦʚʦʜʳ, ʛʣʘʚʥʳʡ ʘʪʨʠʙʫʪ 

ʧʨʘʟʜʥʠʢʘ. (ʈʦʞʜʝʩʪʚʦ ɹʦʛʦʨʦʜʠʮʳ); 

ʂʦʣʷʜʘ-25 ʜʝʢʘʙʨʷ - ɹʦʞʠʢ ï ʂʦʣʷʜʢʠ ʛʣʘʚʥʳʝ ʧʣʷʩʢʠ ʠ ʣʠʢʦʚʘʥʠʷ. 

(ʈʦʞʜʝʩʪʚʦ ʍʨʠʩʪʘ). 

ɺ ʧʨʦʤʝʞʫʪʢʘʭ ʤʝʞʜʫ ʚʝʣʠʢʠʤʠ ʧʨʘʟʜʥʠʢʘʤʠ, ʦʪʤʝʯʘʣʠ ʝʱʸ ʚʦʩʝʤʴ 

ʉʚʘʨʦʞʴʠʭ ʧʨʘʟʜʥʠʢʦʚ ʩ ʦʜʥʦʠʤʸʥʥʳʤʠ ʧʨʘʟʜʥʠʢʘʤʠ, ʧʦʩʚʷʱʸʥʥʳʭ ʬʫʥʢ-

ʮʠʦʥʘʣʴʥʳʤ ʙʦʛʘʤ: ʃʝʣʷ ï ʣʠʣʝʠ, ʪʘʥʮʳ ʣʶʙʚʠ. ɾʠʚʘ ï ʞʠʚʠʮʳ, ʞʠʚʠʥʳ ʭʦ-

ʨʦʚʦʜʳ, ʑʝʜʨʠʢ - ʱʝʜʦʚʠʮʳ, ʃʝʣʴ ï ʣʝʣʝʡʥʳʝ ʭʦʨʦʚʦʜʳ, ʜʦʩʚʘʜʝʙʥʳʝ, ʇʦ-



ʣʝʣʝʡ-ʧʦʣʝʣʝʡʥʳʝ, ʩʚʘʜʝʙʥʳʝ ʭʦʨʦʚʦʜʳ. ʃʘʜʦ - ʧʘʨʥʳʝ ʪʘʥʮʳ ʞʝʥʘʪʳʭ, ʠ ʪʘʢ 

ʜʘʣʝʝ, ʉʪʨʠʙʦʛ, ɹʝʣʦʝ (ɺʦʣʦʩ). ʃʘʜʦ, ɼʳʡ, ʄʦʢʦʰʴ, ʄʘʪʴ-ʉʳʨʘ. 

ʇʨʘʟʜʥʠʢʠ ɺʝʣʠʢʠʭ ʉʚʘʨʦʞʠʯʝʡ. 

ʜʘ-

ʪʘ 

ʜʦ 
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2 

ʠʤʷ 

ʙʦʛʘ 

ʝʛʦ 

ʬʫʥʢ-

ʮʠʠ 

ʞʝ-

ʥʘ, 

ʤʫʞ 

ʅʘʟʚʘʥʠʝ ʧʨʘʟʜʥʠʢʘ ʅʘʟʚʘʥʠʝ ʪʘʥʮʝʚ 

ʩʣʘʚʷʥ-

ʩʢʠʭ  

ʭʨʠʩʪʠ-

ʘʥʩʢʠʭ 

ʩʣʘʚʷʥʩʢʠʭ ʭʨʠʩʪʠ-

ʘʥʩʢʠʭ 

25ʤ

ʘʨ-

ʪʘ 

ɼʘʞʜ

ʴ ʙʦʛ 

(ɼʘʙʦ

ʛ, 

ɼʘʞ-

ʙʦʛ) 

ɺʝʩʝʥ-

ʥʝʝ 

ʉʦʣʥ-

ʮʝ - ʮʘ

ʨ ɹ

ɾʠ-

ʚʘ 

ɺʝʣʠʢ 

ʜʝʥʴ ʅʦ-

ʚʳʡ ʛʦʜ  

ʧʘʩʭʘ ɻʠʤʥʳ, 

ʚʝʩʥʷʥʢʠ, 

ʄʘʩʣʝʥʠʯ-

ʥʳʝ ʧʣʷʩʢʠ 

ʄʘʩʣʝ-

ʥʠʯʥʳʝ ʠ 

ʧʘʩʭʘʣʴ-

ʥʳʝ ʭʦ-

ʨʦʚʦʜʳ  

22 

ʠʶ

ʥ ̫

ʗʨ 

(ʗʨʠ-

ʣʦ, 

ʗʨʠ-

ʣʘ) 

ʗʨ-

ʊʫʨ 

ʉʦʣʥʮʝ 

ʚ ʩʠʣʝ, 

ʗʨʦʝ, 

ʢʨʘʩ-

ʥʦʝ 

ʩʦʣʥ-

ʮʝ)  

ʂʦ-

ʩʪʨʦ

ʤʘ 

ʗʨ ʜʝʥʴ ʀʚʘʥ 

ʂʫʧʘʣʦ 

(ʀʚʘʥʦʚ 

ɼʝʥʴ, 

ʀʚʘʥʦ-

ʚʳ ʦʛʥʠ, 

ʈʦʞʜʝ-

ʩʪʚʦ 

ʀʦʘʥʥʘ 

ʧʨʝʜʪʝ-

ʯʠ) 

ʗʨʠʣʢʠ, ʢʫ 

ʧʘʣʝʥʢʠ, 

(ʧʣʷʩʢʠ ʜʦ 

ʫʧʘʜʫ) ʢʫʧʘ-

ʣʘ 

ʂʫʧʘʣʴ-

ʩʢʠʝ ʭʦ-

ʨʦʚʦʜʳ, 

ʂʦʩʪʨʦʤ-

ʩʪʨʦʤ-

ʩʢʠʝ ʭʦ-

ʨʦʚʦʜʳ 

23 

ʩʝʥ 

ʪʷʙ

ʨ ̫

ʍʦʨʩ 

(ʍʨʩʲ, 

ʍʦ-

ʨʦʩ) 

ɸʧʦʣ-

ʣʦʥ 

ɾʝʣ-

ʪʳʡ 

ʩʦʣ-

ʥʝʯʥʳʡ 

ʜʠʩʢ. 

ʉʦʣʥʮʝ 

ʚ ʩʣʘʚʝ 

ɿʘʨ-

ʥʠʮʘ 

ʠʣʠ 

ɼʝʥ-

ʥʠʮʘ 

ɼʝʥʴ 

ʍʦʨʩʘ 

 

ʈʦʞʜʝ-

ʩʪʚʦ ɹʦ-

ʛʦʨʦʜʠ-

ʮ  r

ʍʦʨʦʚʦʜʳ 

 

 

ʭʦʨʦʚʦ-

ʜ  r

25 

ʜʝ-

ʢʘʙ

ʨ ̫

ʂʦʣ̫-

ʜʘ-

ʤʣʘ-

ʜʝʥʝʮ, 

ʮʘʨʴ 

ʙʦʞʦʢ 

ɹʦʛ ï 

ʤʣʘʜʝ-

ʥʝʮ 

ʎʘʨʴ 

ʟʝʤʥʦ-

ʛʦ ʦʛʥʷ 

ï ʈʦʞʜʝʥʠʝ 

ʥʦʚʦʛʦ 

ʩʦʣʥʮʘ-

ʂʦʣʷʜʳ 

ʈʦʞʜʝ-

ʩʪʚʦ 

ʍʨʠʩʪʘ 

ʂʦʣʷʜʢʠ, 

ɹʳʯʦʢ, ɾʫ-

ʨʘʚʣʴ, ɿʘ-

ʠʥʴʢʘ, ɿʘʡʢʘ 

ʙʝʣʝʥʴʢʠʡ, 

ʢʦʟʝʣ, ʢʦʟʁ-

ʣʷ, ʩʝʣʝʟʝʥʴ 

ʍʦʨʦʚʦ-

ʜʳ, 

ʤʝʪʝʣʠʮʘ 



ɼʝʥʴ ʇʝʨʫʥʘ ʠʥʦʛʜʘ ʥʘʢʣʘʜʳʚʘʣʩʷ ʥʘ ʗʨʠʣʠʥʳ ʜʥʠ, 6 ʤʘʷ ï ʚ ʭʨʠʩʪʠ-

ʘʥʩʪʚʝ ʩʦʚʧʘʜʘʝʪ ʩ ɻʝʦʨʛʠʝʤ ʇʦʙʝʜʦʥʦʩʮʝʤ. 22-23 ʠʶʥʷ ʩʦʚʧʘʜʘʝʪ ʩ ʗʨʠʣʦʡ, 

ʠʣʠ 2 ʘʚʛʫʩʪʘ ʩʦʚʧʘʜʘʝʪ ʩʦ ʉʚ. ʀʣʴʸʡ.  

ɺ ʜʝʥʴ ʇʝʨʫʥʘ ʤʫʞʯʠʥʳ ʠʩʧʦʣʥʷʣʠ ʇʠʨʨʠʯʝʩʢʠʝ ʪʘʥʮʳ (ʦʪ ʩʣʦʚʘ ˊɡɟɎ 

ï çʢʦʩʪʸʨè) ï ʜʨʝʚʥʝʛʨʝʯʝʩʢʠʝ ʠ ʜʨʝʚʥʝʩʣʘʚʷʥʩʢʠʝ ʨʠʪʫʘʣʴʥʳʝ ʪʘʥʮʳ ʠʩʧʦʣ-

ʥʷʣʠʩʴ ʚʦʟʣʝ ʞʠʚʦʛʦ ʦʛʥʷ ʩ ʦʨʫʞʠʝʤ ʠʣʠ ʩ ʦʛʥʸʤ (ʩ ʬʘʢʝʣʘʤʠ, ʬʦʥʘʨʷʤʠ) ʚ 

ʜʥʠ ʩʦʣʥʝʯʥʦʛʦ ʧʨʦʪʠʚʦʩʪʦʷʥʠʷ ʠʣʠ ʨʘʚʥʦʜʝʥʩʪʚʠʷ [16, 8. ʉ.214].  

20 (2 ʘʚʛʫʩʪʘ) ʠʶʣʷ ʥʘ ʈʫʩʠ ʪʨʘʜʠʮʠʦʥʥʦ ʦʪʤʝʯʘʣʩʷ ʇʝʨʫʥʦʚ ʜʝʥʴ. ʕʪʦ 

ʙʳʣ ʦʙʷʟʘʪʝʣʴʥʳʡ ʦʙʨʷʜ ï ʧʦʩʚʷʱʝʥʠʷ ʚ ʚʦʠʥʳ, ʢʦʪʦʨʳʡ ʩʦʚʝʨʰʘʣ ʚʦʣʭʚ. 

ʆʙʨʷʜ ʟʘʢʣʶʯʘʣʩʷ ʚ ʩʠʤʚʦʣʠʯʝʩʢʦʤ çʫʙʠʝʥʠʠè ʠʩʧʳʪʫʝʤʳʭ. ʇʨʝʜʧʦʣʦʞʠ-

ʪʝʣʴʥʦ ʦʥ ʟʘʢʣʶʯʘʣʩʷ ʚ ʪʦʤ, ʯʪʦ ʫʯʘʩʪʥʠʢʠ ʧʨʘʟʜʥʠʢʘ ʜʦʣʞʥʳ ʙʳʣʠ ʧʨʦʡʪʠ 

ʩʝʨʠʶ ʠʩʧʳʪʘʥʠʡ. ʆʥʠ ʧʦʜʚʝʨʛʘʣʠʩʴ ʥʝʩʢʦʣʴʢʠʤ ʠʩʧʳʪʘʥʠʷʤ ï ʧʨʦʭʦʞʜʝʥʠʝ 

ʧʦ ʦʛʥʶ, ʧʫʪʴ ʩ ʟʘʚʷʟʘʥʥʳʤʠ ʛʣʘʟʘʤʠ, ʦʪʛʘʜʳʚʘʥʠʝ ʟʘʛʘʜʦʢ ʠ, ʥʘʢʦʥʝʮ, ʧʨʦ-

ʚʝʨʢʘ ʣʦʚʢʦʩʪʠ ʠ ʭʠʪʨʦʩʪʠ. ʅʝʧʨʦʰʝʜʰʠʝ ʵʪʠ ʠʩʧʳʪʘʥʠʷ, ʩʠʤʚʦʣʠʯʝʩʢʠ ʧʦ-

ʛʠʙʘʣʠ, ʧʦʵʪʦʤʫ ʜʦʣʞʥʳ ʙʳʣʠ ʙʳʪʴ ʩʦʞʞʝʥʳ. ʇʦʩʣʝ ʦʙʨʷʜʘ ʩʦʞʞʝʥʠʷ ʩ ʧʦ-

ʭʦʨʦʥʥʳʤ ʰʝʩʪʚʠʝʤ ʚʦʢʨʫʛ ʢʦʩʪʨʘ, ʥʘʯʠʥʘʣʘʩʴ ʪʨʠʟʥʘ. ʇʦʙʝʜʠʚʰʠʝ ʪʘʥʮʝ-

ʚʘʣʠ ʧʠʨʨʠʯʝʩʢʠʝ ʪʘʥʮʳ ʚʦʢʨʫʛ ʢʦʩʪʨʘ ʦʙʷʟʘʪʝʣʴʥʦ ʩ ʦʨʫʞʠʝʤ. ʋ ʉʪʨʘʙʦʥʘ 

ʤʳ ʥʘʭʦʜʠʤ ʧʦʥʷʪʠʝ çʧʠʨʨʠʭʘè - ʜʨʝʚʥʠʡ ʢʨʳʤʩʢʠʡ ʤʫʞʩʢʦʡ ʚʦʠʥʩʢʠʡ ʪʘ-

ʥʝʮ ʩʣʘʚʷʥ. çʏʪʦʙʳ ʶʥʦʰʠ ʩʪʘʣʠ ʤʫʞʝʩʪʚʝʥʥʳʤʠ, ʘ ʥʝ ʪʨʫʩʘʤʠ, ʠʭ ʩ ʜʝʪʩʪʚʘ 

ʧʨʠʫʯʘʣʠ ʢ ʦʙʨʘʱʝʥʠʶ ʩ ʦʨʫʞʠʝʤ ʠ ʢ ʪʷʞʝʣʳʤ ʪʨʫʜʘʤ, ʯʪʦʙʳ ʦʥʠ ʥʘʫʯʠʣʠʩʴ 

ʧʨʝʟʠʨʘʪʴ ʞʘʨʫ ʠ ʭʦʣʦʜ, ʢʘʤʝʥʠʩʪʳʝ ʠ ʢʨʫʪʳʝ ʜʦʨʦʛʠ, ʫʜʘʨʳ ʚ ʛʠʤʥʘʩʠʷʭ, ʚ 

ʩʨʘʞʝʥʠʷʭ, ʚ ʙʦʶ. ʋ ʥʠʭ ʙʳʣʠ ʚʚʝʜʝʥʳ ʫʧʨʘʞʥʝʥʠʷ ʥʝ ʪʦʣʴʢʦ ʚ ʩʪʨʝʣʴʙʝ ʠʟ 

ʣʫʢʘ, ʥʦ ʪʘʢ ʞʝ ʚ ʚʦʝʥʥʦʡ ʧʣʷʩʢʝ (ʢʦʪʦʨʦʡ ʥʘʫʯʠʣʠ ʢʫʨʝʪʳ), ʘ ʚʧʦʩʣʝʜʩʪʚʠʠ 

ʝʝ ʫʧʦʨʷʜʦʯʠʣ ʪʦʪ ʯʝʣʦʚʝʢ, ʧʦ ʠʤʝʥʠ ʢʦʪʦʨʦʛʦ ʧʣʷʩʢʘ ʥʘʟʚʘʥʘ ʧʠʨʨʠʭʦʡ, ʪʘʢ 

ʯʪʦ ʜʘʞʝ ʚʦ ʚʨʝʤʷ ʠʛʨʳ ʫ ʥʠʭ ʥʝ ʙʳʣʠ ʩʚʦʙʦʜʥʳ ʦʪ ʧʦʣʝʟʥʳʭ ʜʣʷ ʚʦʡʥʳ 

ʫʧʨʘʞʥʝʥʠʡè.  

ɺ ʜʘʣʴʥʝʡʰʝʤ çʧʠʨʨʠʭʘè ʙʳʣʘ ʟʘʠʤʩʪʚʦʚʘʥʘ ʜʨʝʚʥʠʤʠ ʛʨʝʢʘʤʠ, ʫ ʢʦ-

ʪʦʨʳʭ ʧʦʷʚʠʣʦʩʴ ʤʥʦʞʝʩʪʚʦ ʨʘʟʥʦʚʠʜʥʦʩʪʝʡ çʧʠʨʨʠʯʝʩʢʠʭ ʪʘʥʮʝʚè.  

ɿʘʪʝʤ ʧʨʦʠʩʭʦʜʠʣʠ ʩʦʨʝʚʥʦʚʘʥʠʷ ʧʦ ʜʞʠʛʠʪʦʚʢʝ, ʠʥʦʛʜʘ ʫʩʪʨʘʠʚʘʣʠ 

ʪʘʥʮʝʚʘʣʴʥʳʝ ʤʘʨʘʬʦʥʳ, (ʥʦ ʝʩʪʴ ʚʘʨʠʘʥʪʳ, ʯʪʦ ʦʥʠ ʫʩʪʨʘʠʚʘʣʠʩʴ ʥʘ ʍʦʨʩʘ). 

ɼʦ ʧʦʟʜʥʝʛʦ ʚʝʯʝʨʘ ʚ ʵʪʦʪ ʜʝʥʴ ʧʨʦʜʦʣʞʘʣʠʩʴ ʠ ʠʛʨʠʱʘ, ʧʦʜʦʛʨʝʚʘʝʤʳʝ ʤʝ-

ʜʦʤ, ʚʠʥʦʤ, ʢʚʘʩʦʤ ʠ ʧʠʚʦʤ. 

ç6 - 8 ʷʥʚʘʨʷ ʧʦʩʣʝ ʈʦʞʜʝʩʪʚʘ ʩʣʘʚʷʥʝ ʧʨʘʟʜʥʫʶʪ ʊʫʨʠʮʳ ɿʠʤʥʠʝ. ʕʪʦʪ 

ʈʦʜʦʚʦʡ ʧʨʘʟʜʥʠʢ ʧʦʩʚʷʱʸʥ ʦʜʥʦʤʫ ʠʟ ʪʦʪʝʤʥʳʭ ʠ ʩʘʤʳʭ ʧʦʯʠʪʘʝʤʳʭ ʫ ʩʣʘ-

ʚʷʥ ʞʠʚʦʪʥʳʭ ï ʊʫʨʫ, ʚʦʧʣʦʱʝʥʠʶ ʩʦʶʟʘ ɺʝʣʝʩʘ ʠ ʇʝʨʫʥʘ. ʊʫʨ ʧʨʠʭʦʜʠʪʩʷ 

ʩʳʥʦʤ ɺʝʣʝʩʘ ʠ ʄʘʢʦʰʠ ʠ ʧʦʢʨʦʚʠʪʝʣʴʩʪʚʫʝʪ ʧʘʩʪʫʭʘʤ, ʛʫʩʣʷʨʘʤʠ ʩʢʦʤʦʨʦ-

ʭʘʤ, ʤʦʣʦʜʝʮʢʦʡ ʫʜʘʣʠ, ʧʣʷʩʘʤ ʠ ʚʝʩʝʣʴʶ, ʘ ʪʘʢʞʝ ʨʦʱʘʤ ʠ ʟʚʝʨʴʶ ʣʝʩʥʦʤʫ 

ʙʳʣʠ ʧʝʨʝʨʘʙʦʪʘʥʳ ʠ ʥʘʧʦʣʥʝʥʳ ʥʦʚʳʤʠ ʩʤʳʩʣʘʤʠ. 

ɺ çʉʣʦʚʝ ʦʪʮʘ ʥʘʰʝʛʦ ʀʦʘʥʥʘ ɿʣʘʪʦʫʩʪʘ ʦ ʪʦʤ, ʢʘʢʦ ʧʝʨʚʦʝ ʧʦʛʘʥʠ ʚʝ-

ʨʦʚʘʣʠ ʚ ʠʜʦʣʳè ʛʦʚʦʨʠʪʩʷ ʦ ʧʦʢʣʦʥʝʥʠʠ çʇʝʨʫʥʫ, ʍʫʨʩʫ, ʚʠʣʘʤ ʠ ʄʦʢʦ-



ʰʠè, ʧʨʠʯʝʤ ʚ ʦʜʥʦʤ ʠʟ ʩʧʠʩʢʦʚ ʚʤʝʩʪʦ çʇʝʨʫʥʫ, ʍʫʨʩʫè ʩʪʦʠʪ çʇʝʨʫʥʫ ʠ 

ɸʧʦʣʠʥʫè. ʕʪʦʛʦ çɸʧʦʣʠʥʘè ʤʦʞʥʦ ʙʳʣʦ ʙʳ ʩʯʝʩʪʴ ʰʘʣʦʩʪʴʶ ʧʝʨʝʧʠʩʯʠʢʘ, 

ʘ ʝʩʣʠ ʠ ʥʝʪ ï ʪʦ ʥʝ ʦʙʨʘʱʘʪʴ ʚʥʠʤʘʥʠʷ ʥʘ çʢʫʣʴʪʫʨʦʣʦʛʠʯʝʩʢʠʝ ʚʳʢʨʫʪʘʩʳè 

ʧʨʘʚʦʩʣʘʚʥʦʛʦ ʤʳʩʣʠʪʝʣʷ. ʅʦ ʥʘʤ, ʚʩʝ ʞʝ, ʧʨʠʜʝʪʩʷ ʨʘʟʦʙʨʘʪʴʩʷ ʩ çɸʧʦʣʠ-

ʥʦʤè ʧʦ ʨʷʜʫ ʧʨʠʯʠʥè. 

ʉʦʭʨʘʥʠʣʠʩʴ ʥʘʟʚʘʥʠʷ ʠ ʥʦʪʥʳʡ ʤʘʪʝʨʠʘʣ ʩʣʝʜʫʶʱʠʭ ʨʫʩʩʢʠʭ ʪʘʥʮʝʚ, 

ʚ ʪʦʤ ʯʠʩʣʝ ʟʝʤʣʝʜʝʣʴʯʝʩʢʠʭ ʢʫʣʴʪʦʚ: çɸʡ, ʚʦ ʣʫʛʫ ʣʫʞʦʯʢʫè, çɸ ʤʳ ʧʨʦʩʦ 

ʩʝʷʣʠ, ʩʝʷʣʠè, çɺʝʣʠʯʘʣʴʥʳʡ ʭʦʨʦʚʦʜè, çɺʠʥʦʛʨʘʜ ʚ ʩʘʜʫ ʮʚʝʪʸʪè, çɺ ʦʛʦʨʦ-

ʜʝ ʪʨʘʚʘè, çɺʦʨʦʥʝʞʩʢʠʡ ʭʦʨʦʚʦʜè, çɺʦ ʜʝʨʝʚʥʝ ʚ ʆʣʴʭʦʚʢʝè, çɺʦ ʩʘʜʫ ʣʠ ʚ 

ʦʛʦʨʦʜʝè, çɺʦ ʩʝʣʝ, ʩʝʣʝ ʧʦʢʨʦʚʩʢʦʤè, çɺʦ ʩʳʨʦʤ ʙʦʨʫ ʪʨʦʧʠʥʢʘè, çɺʦʩʝʤʴ 

ʜʝʚʦʢ, ʦʜʠʥ ʷè, çɺʦʩʴʤʸʨʢʘè, çɺʦʩʴʤʠʫʛʦʣʴʥʳʡ ʭʦʨʦʚʦʜè, çɺ ʩʘʜʦʯʢʝè, çɺʦʪ 

ʩʠʟʦʡ ʦʨʸʣè, çɺʴʶʥ ʥʘ ʚʦʜʝè, çɺʳ ʙʝʣʦʣʠʮʳ, ʨʫʤʷʥʠʮʳè, çɺʳ, ʢʫʤʳʯʢʠ, ʛʦ-

ʣʫʙʳʯʢʠè, çɻʝʡ, ʫ ʣʫʟʠè çʂʘʣʠʥʦʯʢʘè, çɻʦʣʫʙʴè, çɻʦʨʝʣʢʠè, çɻʨʫʰʠʮʘè, 

çɻʫʣʶʰʢʘ-ʛʦʣʫʙʦʯʝʢè, çɻʫʩʘʯʦʢè, çɼʘ, ʚʦ ʛʦʨʝʥʢʝè, çɼʘ ʫ ʣʝʙʝʜʷè, çɼʝʚʫʰ-

ʢʘ ʭʦʜʠʪ ʧʦ ʜʚʦʨʫè, çɼʦʞʜʠʢ, ʜʦʞʜʠʢ, ʧʫʱʝè, çɼʦʢʘʟʳʚʘʡè, çɽʣʝʮʢʘʷ ʧʣʷʩ-

ʢʘè, çɿʘ ʦʢʦʣʠʮʝʡè, çɿʚʦʥʢʦ ʜʝʨʝʚʦ ʢʘʣʠʥʘè, çɿʤʝʡʢʘè, çɿʦʣʦʪʳʝ ʚʦʨʦʪʘè, 

çʂʘʢ ʚʦ ʧʦʣʶʰʢʝè, çʂʘʢ ʫ ʥʘʰʠʭ ʫ ʚʦʨʦʪè, çʂʘʢ ʫ ʥʘʰʝʛʦ ʩʦʩʝʜʘè, çʂʘʢ ʧʦʜ 

ʥʘʰʠ ʚʦʨʦʪʘè, çʂʘʢ ʧʦʰʣʠ ʥʘʰʠ ʨʝʙʷʪʘè, çʂʘʣʠʥʢʘè, çʂʘʤʘʨʠʥʩʢʘʷè, çʂʘ-

ʥʠʪʝʣʴè, çʂʘʧʫʩʪʘè, çʂʦʨʦʙʝʡʥʠʢʠè, çʂʘʨʘʚʘʡè, çʂʘʨʘʛʦʜè, çʂʘʨʘʭʦʜè, 

çʂʦʚʨʘè, çʂʦʥʦʧʝʣʴʢʘè, çʂʦʨʦʙʝʡʥʠʢʠè, çʂʦʩʦʡ ʩʪʦʣʙè, çʂʨʫʛʦʧʣʷʩè, çʂʪʦ 

ʩ ʥʘʤʠ ʧʘʰʝʥʢʫ ʧʘʭʘʪʠè, çʂʫʥʜʶʙʦʯʢʘè, çʃʝʙʸʜʫʰʢʘè, çʃʝʥʦè, çʃʝʪʘʣ ʛʦ-

ʣʫʙʴè, çʅʘ ʛʦʨʝ-ʪʦ ʢʘʣʠʥʘè, çʅʝʞʝʥʘʪʠʢʠè, çʅʝʪ ʮʚʝʪʫè, çʆʚʩʝʥʴè, çʆʩʴʤʘ-

ʢʠè, çʆʩʴʤʸʨʢʘè, çʆʣʝʥʴè, çʆʩʥʦʚʘè, çʇʝʨʝʧʣʷʩè, çʇʝʨʝʭʦʜʳè, çʇʝʪʝʣʴʢʘè, 

çʇʝʪʫʰʦʢè, çʇʣʷʩʥʷè, çʇʦʡʜʫ, ʤʣʘʜʘ, ʪʠʰʢʦʤè, çʇʦʜʛʦʨʢʘè, çʇʦ ʜʦʣʠʥʝ, 

ʣʫʛʦʚʠʥʝè, çʇʦʡʜʫ ʣʴ ʷ, ʚʳʜʫ ʣʴ ʷè, çʅʘ ʦʙʦʠ (ʦʙʝʠ) ʙʦʢʠè, çʇʦʣʴʢʘ ʩ ʢʘʙʣʫ-

ʢʦʤè, çʇʦʣʷʥʢʘè, çʇʦʧʣʷʩʫʭʘè, çʇʦʧʣʷʩʫʰʢʘè, çʇʦʩʝʷʣʠ ʜʝʚʢʠ ʣʝʥè, çʇʦ-

ʭʦʨʦʥʥʳ ʢʦʩʪʨʦʤʳè, çʇʦʭʦʜʝʥʴʢʠè, çʇʨʦʱʘʣʴʥʳʡ ʪʘʥʝʮè, çʇʷʪʸʨʢʘè, çʈʘ-

ʜʦʥʠʮʘè, çʉʝʚʝʨʥʳʡ ʭʦʨʦʚʦʜè, çʉʝʤʠʮʢʠʝ ʭʦʨʦʚʦʜʳè, çʉʢʘʥʜʘʢè, çʉʤʦʪʨʠ-

ʪʝ-ʢʘ, ʨʝʙʷʪʘè, çʉʤʦʨʛʦʥʩʢʘʷ ʢʘʜʨʠʣʴè, çʉʦ ʚʴʶʥʦʤ ʷ ʭʦʞʫè, çʉʦʩʝʥʢʘè, 

çʉʪʘʨʠʮʘè, çʉʫʙʙʦʪʝʷè, çʉʫʜʘʨʫʰʢʘè, çʉʫʤʘʪʦʭʘè, çʉʪʦʷʣʘ ʙʝʨʸʟʦʥʴʢʘè, 

çʊʘʥʝʮ ʥʘ ʭʦʜʫʣʷʭè, çʊʫʨʦʚʩʢʘʷ ʢʘʜʨʠʣʴè, çʊʳ ʚʟʦʡʜʠ, ʚʟʦʡʜʠ, ʢʨʘʩʥʦ ʩʦʣ-

ʥʳʰʢʦè, çʊʳ ʚʦʩʧʦʡ..è, çʊʘʥʦʢè, çʊʘʫʩʝʥʴè, çʊʠʤʦʥʷè, çʊʦʣʢʫʰʘè, çʊʦʧʦ-

ʪʫʭʘè çʊʦʧʦʪʫʰʢʠè, çʊʨʘʚʫʰʢʘè, çʊʨʘʚʘ ʤʦʷ, ʪʨʘʚʫʰʢʘè, çʊʨʝʧʘʢ, çʋ ʚʦ-

ʨʦʪè, çʋʞ ʚʳ, ʢʫʤʫʰʢʠè, çʋʣʠʪʢʘè, çʋ ʥʘʩ ʙʳʣʦ ʥʘ ɼʦʥʫè, çʋ ʥʘʩ ʥʦʥʠʯʘ ʥʠ 

ʣʝʪʦ, ʥʠ ʟʠʤʘè, çʋ ʨʦʱʠʮʳ ʫ ʟʝʣʝʥʦʡè, çʋʩʤʘʥʩʢʠʡ ʧʝʨʝʧʣʷʩè, çʋʪʸʥʘè, 

çʋʪʸʥʫʰʢʘè, çʋʪʦʯʢʘè, çʋʪʦʯʢʘ ʣʫʛʦʚʘʷè, çʍʦʨʦʚʦʜè, çʎʝʣʦʚʘʣʴʥʳʝ ʪʘʥ-

ʮʳè, çʏʪʦʡ-ʪʦ ʟʚʦʥè, çʐʝʩʪʸʨʘè, çʗ ʛʨʫʰʫ ʧʦʩʘʜʠʣʘè, çʗ ʧʦ ʩʘʜʠʢʫ ʛʫʣʷʣʘè, 

çʗʨ-ʭʤʝʣʴè. 

ʅʘ ʦʩʥʦʚʘʥʠʠ ʜʘʥʥʦʛʦ ʠʩʩʣʝʜʦʚʘʥʠʷ ʤʦʞʥʦ ʩʜʝʣʘʪʴ ʚʳʚʦʜ, ʯʪʦ ʟʥʘʢʦ-

ʤʳʝ ʥʘʤ ʥʘʟʚʘʥʠʷ ʧʣʷʩʦʢ ʠ ʭʦʨʦʚʦʜʦʚ ʷʚʣʷʶʪʩʷ ʨʠʪʫʘʣʴʥʳʤʠ ʪʘʥʮʘʤʠ ʠ 



ʧʨʠʥʘʜʣʝʞʘʪ ʢʫʣʴʪʫ ʉʚʘʨʦʛʘ, ʧʨʝʜʰʝʩʪʚʦʚʘʚʰʝʤʫ ʍʨʠʩʪʠʘʥʩʪʚʫ. ʄʥʦʛʠʝ ʠʟ 

ʵʪʠʭ ʪʘʥʮʝʚ, ʦʩʦʙʝʥʥʦ ʭʦʨʦʚʦʜʳ, ʧʝʨʝʰʠʣʠ ʚ ʜʚʫʥʘʜʝʩʷʪʳʝ ʧʨʘʟʜʥʠʢʠ, ʘ ʧʦ-

ʩʣʝ ʟʘʧʨʝʪʘ ʥʘ ʣʠʪʫʨʛʠʯʝʩʢʠʝ ʪʘʥʮʳ ʫʰʣʠ ʚ ʥʘʨʦʜ.  

ʇʘʨʘʣʣʝʣʴʥʦ ʩ ʵʪʠʤ ʠʩʩʣʝʜʦʚʘʥʠʝʤ ʦʙʥʘʨʫʞʝʥʳ ʪʘʥʮʳ ʟʝʤʣʝʜʝʣʴʯʝ-

ʩʢʠʭ ʢʫʣʴʪʦʚ ʠ ʥʘʣʠʯʠʝ ʥʦʪʥʦʛʦ ʤʘʪʝʨʠʘʣʘ ʵʪʠʭ ʪʘʥʮʝʚ, ʧʦʜʪʚʝʨʞʜʘʶʱʠʝ 

ʥʘʣʠʯʠʝ ʙʦʛʘʪʝʡʰʝʛʦ ʤʫʟʳʢʘʣʴʥʦʛʦ ʠ ʪʘʥʮʝʚʘʣʴʥʦʛʦ ʥʘʩʣʝʜʠʷ ʥʘʰʠʭ ʧʨʝʜ-

ʢʦʚ. 
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ʍʦʨʝʦʛʨʘʬ ʘʨʤʷʥʩʢʠʭ ʥʘʮʠʦʥʘʣʴʥʳʭ ʠ ʵʪʥʦʛʨʘʬʠʯʝʩʢʠʭ ʪʘʥʮʝʚ,  

ʇʨʝʟʠʜʝʥʪ ʩʝʢʮʠʠ CID UNESCO ʚ ɺʘʥʘʜʟʦʨʝ,  

ɼʠʨʝʢʪʦʨ ʘʨʤʷʥʩʢʦʛʦ ʥʘʨʦʜʥʦʛʦ ʠ ʵʪʥʦʛʨʘʬʠʯʝʩʢʦʛʦ ʘʥʩʘʤʙʣʷ ʪʘʥʮʘ çNairiè,  

ʉʦʟʜʘʪʝʣʴ ʩʪʠʣʷ çɸʙʩʪʨʘʢʪʥʦ-ʤʦʥʫʤʝʥʪʘʣʴʥʦʛʦ ʊʘʥʮʘè 

ʌʦʨʤʳ ʠ ʩʧʦʩʦʙʳ ʭʨʘʥʝʥʠʷ ʠ ʧʝʨʝʜʘʯʠ ʘʨʤʷʥʩʢʦʛʦ 

ʭʦʨʝʦʛʨʘʬʠʯʝʩʢʦʛʦ ʥʘʩʣʝʜʠʷ 

ʅʘʨʦʜʥʳʡ ʪʘʥʝʮ, ʢʘʢ ʠ ʪʦʪ ʥʘʨʦʜ, ʢʦʪʦʨʦʤʫ ʦʥ ʧʨʠʥʘʜʣʝʞʠʪ, ʙʝʨʸʪ ʩʚʦʝ 

ʥʘʯʘʣʦ ʩ ʪʝʭ ʚʨʝʤʸʥ, ʩ ʢʦʪʦʨʳʭ ʥʘʯʠʥʘʝʪʩʷ ʠʩʪʦʨʠʷ ʩʘʤʦʛʦ ʥʘʨʦʜʘ. ʀʩʪʦʨʠʷ 

ɸʨʤʷʥʩʢʦʛʦ ʥʘʨʦʜʘ, ʢʘʢ ʠʟʚʝʩʪʥʦ, ʙʝʨʝʪ ʩʚʦʝ ʥʘʯʘʣʦ ʩ ʥʝʟʘʧʘʤʷʪʥʳʭ ʚʨʝʤʝʥ. 



ʊʘʥʝʮ ï ʢʘʢ ʩʚʦʝʦʙʨʘʟʥʦʝ ʩʘʤʦʚʳʨʘʞʝʥʠʝ ʚʥʫʪʨʝʥʥʝʛʦ ʤʠʨʘ ʯʝʣʦʚʝʢʘ, ʤʠʨʘ, 

ʢʦʪʦʨʳʡ ʦʪʨʘʞʘʝʪ ʧʨʠʨʦʜʥʦʝ ʥʘʯʘʣʦ, ʧʨʠʩʫʪʩʪʚʠʝ ɹʦʞʝʩʪʚʝʥʥʦʡ ʠ ɺʩʝʣʝʥ-

ʩʢʦʡ ʵʥʝʨʛʠʠ ʚ ʜʫʰʝ ï ʦʪʨʘʞʘʝʪʩʷ ʚ ʪʘʥʮʘʭ, ʦʩʪʘʚʣʷʷ ʩʚʦʡ ʩʣʝʜ ʠ ʧʦʢʘʟʳʚʘʷ 

ʦʧʨʝʜʝʣʝʥʥʫʶ ʢʦʜʠʨʦʚʢʫ, ʧʨʠʩʫʱʫʶ ʠʤʝʥʥʦ ʜʘʥʥʦʤʫ ʥʘʨʦʜʫ. ʇʨʠʩʫʪʩʪʚʠʝ 

ʦʧʨʝʜʝʣʝʥʥʦʡ ʭʘʨʘʢʪʝʨʠʩʪʠʢʠ, ʵʥʝʨʛʠʠ ʚ ʪʘʥʮʝ ʬʦʨʤʠʨʫʝʪʩʷ ʙʣʘʛʦʜʘʨʷ ʤʥʦ-

ʛʠʤ ʬʘʢʪʦʨʘʤ ʠ, ʧʨʦʭʦʜʷ ʯʝʨʝʟ ʧʦʨʪʘʣʳ ʚʨʝʤʝʥʠ ʠ ʠʩʪʦʨʠʠ, ʧʨʠʥʠʤʘʝʪ ʪʫ 

ʬʦʨʤʫ, ʢʦʪʦʨʘʷ ʚ ʩʝʙʝ ʥʝʩʝʪ ʵʚʦʣʶʮʠʷ ʪʘʥʮʘ, ʦʪʨʘʞʘʷʩʴ ʚ ʥʘʩʪʦʷʱʝʤ, ʚ ʜʘʣʴ-

ʥʝʡʰʝʤ ʙʫʜʝʪ ʪʨʘʥʩʬʦʨʤʠʨʦʚʘʪʴʩʷ, ʧʨʦʜʦʣʞʘʷ ʩʚʦʡ ʧʫʪʴ ʨʘʟʚʠʪʠʷ, ʩʦʭʨʘʥʝ-

ʥʠʷ, ʧʝʨʝʦʩʤʳʩʣʝʥʠʷ. ʀ ʵʪʦʪ ʚʦʧʨʦʩ ʩʦʭʨʘʥʝʥʠʷ ʠ ʧʝʨʝʜʘʯʠ ʭʦʨʝʦʛʨʘʬʠʯʝ-

ʩʢʦʛʦ ʥʘʩʣʝʜʠʷ, ʙʦʣʝʝ ʯʝʤ ʘʢʪʫʘʣʝʥ ʩʝʛʦʜʥʷ ï ʚ ʵʧʦʭʫ ʛʣʦʙʘʣʠʟʘʮʠʠ.  

ʀʩʪʦʢʘʤʠ ʠ ʧʦʯʚʦʡ ʘʨʤʷʥʩʢʠʭ ʪʘʥʮʝʚ ʩ ʥʝʟʘʧʘʤʷʪʥʳʭ ʚʨʝʤʝʥ ʷʚʣʷʣʠʩʴ 

ʜʨʝʚʥʠʝ ʵʧʠʯʝʩʢʠʝ, ʤʠʬʦʣʦʛʠʯʝʩʢʠʝ ʜʝʡʩʪʚʘ, ʘ ʪʘʢʞʝ ʢʫʣʴʪ ʧʨʝʜʢʦʚ, ʢʫʣʴʪ 

ʧʣʦʜʦʨʦʜʠʷ, ʨʘʟʣʠʯʥʳʝ ʧʝʨʝʞʠʚʘʥʠʷ ʪʦʪʝʤʠʟʤʘ [9, ʩ.13]. 

ɼʨʝʚʥʠʝ ʘʨʤʷʥʩʢʠʝ ʧʨʝʜʘʥʠʷ, ʩʢʘʟʘʥʠʷ ʠ ʚʩʝ, ʯʪʦ ʦʪʥʦʩʠʪʩʷ ʢ ʠʩʢʫʩ-

ʩʪʚʫ ʜʨʝʚʥʠʭ ʚʨʝʤʝʥ ɸʨʤʝʥʠʠ, ʩʦʙʠʨʘʣʠʩʴ, ʭʨʘʥʠʣʠʩʴ ʠ ʧʝʨʝʜʘʚʘʣʠʩʴ ʫ ʥʝ-

ʟʥʘʯʠʪʝʣʴʥʳʭ ʠ ʥʝʠʟʚʝʩʪʥʳʭ ʣʶʜʝʡ, ʢʦʪʦʨʳʭ ʥʘʟʳʚʘʣʠ ʛʫʩʘʥʘʤʠ ʠʣʠ ʚʠʧʘʩʘ-

ʥʘʤʠ [5, ʩ.25]. ʀʟ ʚʩʝʭ ʤʥʦʛʦʯʠʩʣʝʥʥʳʭ ʠʟʚʝʩʪʥʳʭ ʦʧʨʝʜʝʣʝʥʠʡ ʜʨʝʚʥʝʛʦ 

ʩʤʳʩʣʘ ʩʣʦʚʘ çʛʫʩʘʥè ʥʘʠʙʦʣʝʝ ʧʨʘʚʠʣʴʥʦʝ ʠ ʠʩʯʝʨʧʳʚʘʶʱʝʝ ʜʘʶʪ ʜʨʝʚʥʝʘ-

ʨʤʷʥʩʢʠʝ ʧʝʨʝʚʦʜʯʠʢʠ. ʆʥʠ ʧʝʨʝʚʦʜʠʣʠ ʛʨʝʯʝʩʢʦʝ ʩʣʦʚʦ ʤʠʤʦʩ ʘʨʤʷʥʩʢʠʤ 

ʩʣʦʚʦʤ ʛʫʩʘʥ. ʉʣʦʚʦ ʤʠʤʦʩ ʚʦʰʣʦ ʚ ʜʨʝʚʥʝʘʨʤʷʥʩʢʠʡ ʷʟʳʢ ʢʘʢ ʩʠʥʦʥʠʤ ʛʫ-

ʩʘʥʘ. ʉʣʝʜʦʚʘʪʝʣʴʥʦ, ʧʦʜ ʩʣʦʚʦʤ ʛʫʩʘʥ ʧʦʥʠʤʘʝʪʩʷ ʤʠʤ. ʅʫ, ʘ ʚʠʧʘʩʘʥʘʤʠ 

ʷʚʣʷʣʠʩʴ ʨʘʧʩʦʜʳ, ʩʢʘʟʘʪʝʣʠ ʜʨʝʚʥʠʭ ʘʨʤʷʥʩʢʠʭ ʤʠʬʦʚ, ʙʳʣʠʥ.  

ɺ I ʚʝʢʝ ʜʦ ʥ. ʵ. ʠʩʢʫʩʩʪʚʦ ʛʫʩʘʥʦʚ ʧʝʨʝʞʠʚʘʣ ʦʧʨʝʜʝʣʝʥʥʫʶ ʩʪʘʜʠʶ 

ʭʫʜʦʞʝʩʪʚʝʥʥʦʛʦ ʨʘʟʚʠʪʠʷ ï ʦʪ ʩʣʦʞʥʳʭ ʷʟʳʯʝʩʢʠʭ ʦʙʨʷʜʦʚ ʠ ʤʘʛʠʯʝʩʢʠʭ 

ʜʝʡʩʪʚʠʡ ʢ ʪʝʘʪʨʘʣʴʥʳʤ ʧʦʩʪʘʥʦʚʢʘʤ ʠ ʧʨʝʜʩʪʘʚʣʝʥʠʷʤ. ʀʤʝʥʥʦ ʚ ʵʪʦ ʚʨʝʤʷ, 

ʩʦʧʨʠʢʘʩʘʷʩʴ ʩ ʢʫʣʴʪʫʨʘʤʠ ʩʦʩʝʜʥʠʭ ʩʪʨʘʥ: ʛʨʝʢʦʚ, ʘʩʩʠʨʠʡʮʝʚ, ʛʫʩʘʥʳ ʧʦʧʘ-

ʣʠ ʧʦʜ ʠʭ ʤʦʱʥʦʝ ʚʦʟʜʝʡʩʪʚʠʝ, ʠ ʚ ʩʬʝʨʝ ʠʩʢʫʩʩʪʚʘ ʧʨʦʠʟʦʰʣʘ ʜʠʬʬʝʨʝʥʮʠ-

ʘʮʠʷ.  

ʆʜʥʘ ʯʘʩʪʴ ʧʨʦʜʦʣʞʘʣʘ ʩʝʙʷ ʥʘʟʳʚʘʪʴ ʛʫʩʘʥʘʤʠ ʠ ʧʨʝʚʨʘʪʠʣʘʩʴ ʚ ʘʨ-

ʤʷʥʩʢʠʭ ʤʠʤʦʚ, ʘ ʜʨʫʛʘʷ, ʧʨʠ ʵʪʦʤ, ʦʯʝʥʴ ʪʚʝʨʜʦ ʩʦʭʨʘʥʠʣʘ ʦʙʳʯʘʠ ʦʪʮʦʚ ʠ 

ʜʝʜʦʚ ʠ ʦʩʪʘʣʘʩʴ ʨʘʧʩʦʜʘʤʠ, ʧʨʠʦʙʨʝʪʘʷ ʥʘʠʤʝʥʦʚʘʥʠʝ çʚʠʧʘʩʘʥʦʚè. ʆʙ ʵʪʦʤ 

ʩʚʠʜʝʪʝʣʴʩʪʚʫʝʪ ʭʦʜ ʨʘʟʚʠʪʠʷ ʜʨʝʚʥʝʡ ʘʨʤʷʥʩʢʦʡ ʢʫʣʴʪʫʨʳ. ʕʪʠ ʞʝ ʣʶʜʠ ʠ 

ʥʝʩʣʠ ʚ ʩʝʙʝ ʚʩʶ ʠʥʬʦʨʤʘʮʠʶ ʦ ʢʫʣʴʪʫʨʝ ʚ ʮʝʣʦʤ.  

ɼʨʝʚʥʝʘʨʤʷʥʩʢʠʡ ʷʟʳʢ ʩʦʟʜʘʣ ʮʝʣʳʡ ʭʦʨʝʦʛʨʘʬʠʯʝʩʢʠʡ ʣʝʢʩʠʢʦʥ, ʪʦʯ-

ʥʦ ʧʝʨʝʜʘʶʱʠʡ ʨʷʜ ʪʦʥʢʦʩʪʝʡ ʵʪʦʛʦ ʚʠʜʘ ʠʩʢʫʩʩʪʚʘ. ɼʣʷ ʦʙʦʟʥʘʯʝʥʠʷ ʛʨʫʧ-

ʧʦʚʦʛʦ ʞʘʥʨʦʚʦʛʦ ʪʘʥʮʘ ʚ ʜʨʝʚʥʝʘʨʤʷʥʩʢʦʤ ʷʟʳʢʝ ʩʫʱʝʩʪʚʦʚʘʣ ʩʚʦʡ ʪʝʨʤʠʥ 

ï ʧʘʨʘʡʘʮʝʣ ï ˏʶ˕ʶˊʶ˃ʺˁ. ʆʥ ʙʳʣ ʩʦʩʪʘʚʣʝʥ ʠʟ ʜʚʫʭ ʩʣʦʚ: ʧʘʨ ï ʢʨʫʛ, ʡʘʮʝʣ 

ï ʚʦʜʠʪʴ. ʉʣʦʚʦ ʧʘʨ ï ˏʶ  ̞ï ʩʦʭʨʘʥʠʣʦʩʴ ʚ ʩʦʚʨʝʤʝʥʥʦʤ ʘʨʤʷʥʩʢʦʤ ʷʟʳʢʝ. 

ʆʥʦ ʠ ʪʝʧʝʨʴ ʧʦ ʧʨʝʞʥʝʤʫ ʦʟʥʘʯʘʝʪ ʪʘʥʝʮ. ɺ ʩʣʦʚʘʨʷʭ, ʢʨʦʤʝ ʵʪʦʛʦ, ʧʨʠʚʦ-

ʜʷʪʩʷ ʝʱʝ ʪʨʠ ʜʨʝʚʥʝʘʨʤʷʥʩʢʠʭ ʩʣʦʚʘ: ʧʘʨʘʚʦʨʫʪʶʥ ï ˏʶ˕ʶ˗ˍ˕ˍ˗ʾˀ˗ˋ ï ʪʘ-



ʥʝʮ, ʧʘʨʘʚʦʨʝʣ ï ˏʶ˕ʶ˗ˍ˕ʺˁ ï ʛʣʘʛʦʣ ʧʣʷʩʘʪʴ, ʪʘʥʮʝʚʘʪʴ ʠ ʧʘʨʘʚʦʨʘʢ ï 

ˏʶ˕ʶ˗ˍ˕ʶ˄ ï ʪʘʥʮʦʨ [2, ʩ.230]. 

ʅʘʨʷʜʫ ʩ ʵʪʠʤʠ ʩʣʦʚʘʤʠ ʚ ʜʨʝʚʥʝʘʨʤʷʥʩʢʦʤ ʷʟʳʢʝ ʚ ʭʦʨʝʦʛʨʘʬʠʯʝʩʢʦʤ 

ʣʝʢʩʠʢʦʥʝ ʫʧʦʪʨʝʙʣʷʣʦʩʴ ʝʱʝ ʩʣʦʚʦ ʢʘʢʘʚʢ ï ˄ʶ˙ʶ˗˙ ï ʜʣʷ ʦʙʦʟʥʘʯʝʥʠʷ 

ʪʘʥʮʝʚ ʠ ʧʣʷʩʝʢ ʢʘʢ ʪʘʢʦʚʳʭ. ʉʣʦʚʦ çʢʘʢʘʚè ʚ ʧʝʨʝʚʦʜʝ ʦʟʥʘʯʘʝʪ ʢʫʨʦʧʘʪʢʘ. 

ʂʘʢʘʚʘʨʘʥ ï ˄ʶ˙ʶ˗ʶ˕ʶˋ ï ʩʮʝʥʘ, ʢʘʢʘʚʠʯ ʠʣʠ ʢʘʢʘʚʦʭ ï ˄ʶ˙ʶ˗ˀˎ, 

˄ʶ˙ʶ˗ˍˇ ï ʠʩʧʦʣʥʷʶʱʠʡ ʪʘʥʝʮ, ʪʘʥʮʦʨ ʠʣʠ ʪʘʥʮʦʚʱʠʮʘ. ʂʘʢʘʚʝʣ ï 

˄ʶ˙ʶ˗ʺˁ ï ʪʘʥʮʝʚʘʪʴ. ʂʘʢʘʚʝʨʛʫʪʶʥ ï ˄ʶ˙ʶ˗ʺ˕ʸˍ˗ʾˀ˗ˋ ï ʧʣʷʩʦʚʘʷ ʧʝʩʥʷ. 

ʂʘʢʘʚʘʩʝʨ ï ˄ʶ˙ʶ˗ʶ˒ʼ˕ ï ʣʶʙʠʪʝʣʴ ʪʘʥʮʝʚ, ʟʨʠʪʝʣʴ, ʠ ʵʪʦ ʩʣʦʚʦ ʩʚʠʜʝʪʝʣʴ-

ʩʪʚʫʝʪ ʦ ʪʦʤ, ʯʪʦ ʪʘʥʮʝʚʘʣʴʥʳʝ ʧʦʩʪʘʥʦʚʢʠ ʙʳʣʠ ʧʦʧʫʣʷʨʥʳ ʠ ʚʦʩʪʨʝʙʦʚʘʥʳ 

ʥʘ ʪʦ ʚʨʝʤʷ. ʀʩʭʦʜʷ ʠʟ ʚʳʰʝʩʢʘʟʘʥʥʦʛʦ, ʜʦʢʘʟʳʚʘʝʪʩʷ ʪʦʪ ʬʘʢʪ, ʯʪʦ ʭʦʨʝʦ-

ʛʨʘʬʠʯʝʩʢʦʝ ʠʩʢʫʩʩʪʚʦ ʙʳʣʦ ʰʠʨʦʢʦ ʨʘʟʚʠʪʦ ʚ ʜʨʝʚʥʝʡ ɸʨʤʝʥʠʠ [2, ʩ.232-

233]. 

ɺ ʜʨʝʚʥʠʝ ʚʨʝʤʝʥʘ ʚ ʘʨʤʷʥʩʢʦʡ ʢʫʣʴʪʫʨʝ ʫʧʦʪʨʝʙʣʷʣʠʩʴ ʩʣʦʚʘ ʢʘʪʘʢʘ-

ʛʫʩʘʥ, ʢʘʪʘʛʝʨʛʘʢ, ʜʟʘʡʥʘʨʢʫ-ʛʫʩʘʥ, ʚʦʭʙʝʨʛʫ-ʛʫʩʘʥ, ʚʦʭʙʝʨʛʘʢ, ʚʘʨʜʟʘʢ (ʘʨ-

ʤʷʥʩʢʠʝ ʘʢʪʨʠʩʳ, ʧʘʥʪʦʤʠʤʠʩʪʢʠ). ʕʪʠ ʣʶʜʠ ʷʚʣʷʣʠʩʴ ʘʢʪʝʨʘʤʠ, ʪʘʥʮʦʚʱʠ-

ʢʘʤʠ, ʧʝʚʮʘʤʠ ʠ, ʚ ʪʦ ʞʝ ʚʨʝʤʷ, ʥʝʩʣʠ ʚ ʩʝʙʝ ʠ ʧʝʨʝʜʘʚʘʣʠ ʢʫʣʴʪʫʨʥʦʝ ʘʨʤʷʥ-

ʩʢʦʝ ʥʘʩʣʝʜʠʝ [9, ʩ.41]. 

ɸʨʤʷʥʩʢʠʡ ʪʘʥʝʮ, ʢʘʢ ʫʞʝ ʛʦʚʦʨʠʣʦʩʴ ʚʳʰʝ, ʙʝʨʝʪ ʩʚʦʝ ʥʘʯʘʣʦ ʩ ʷʟʳ-

ʯʝʩʢʠʭ ʚʨʝʤʝʥ. ʋʞʝ ʠʟʚʝʩʪʥʦ, ʯʪʦ ʫ ʘʨʤʷʥ ʧʦʤʠʤʦ ʥʘʮʠʦʥʘʣʴʥʳʭ ʠ ʬʦʣʴʢ-

ʣʦʨʥʳʭ ʪʘʥʮʝʚ ʝʩʪʴ ʝʱʝ ʠ ʦʙʨʷʜʥʳʝ ʠ ʷʟʳʯʝʩʢʠʝ ʪʘʥʮʳ, ʦʪʥʦʩʷʱʠʝʩʷ ʢ ʜʦ-

ʭʨʠʩʪʠʘʥʩʢʦʤʫ ʧʝʨʠʦʜʫ. ʏʪʦ ʝʱʝ ʨʘʟ ʧʦʜʪʚʝʨʞʜʘʝʪ ʜʨʝʚʥʝʡʰʫʶ ʘʨʤʷʥʩʢʫʶ 

ʠʩʪʦʨʠʶ ʠ ʢʫʣʴʪʫʨʫ. ɸʨʤʷʥʩʢʠʡ ʪʘʥʝʮ ʚ ʩʝʙʝ ʦʪʨʘʞʘʝʪ ʪʫ ʩʠʤʚʦʣʠʢʫ, ʯʪʦ ʦʪ-

ʥʦʩʠʪʩʷ ʠ ʢ ʷʟʳʯʝʩʪʚʫ ʠ ʢ ʭʨʠʩʪʠʘʥʩʪʚʫ. ʇʦ ʢʣʘʩʩʠʬʠʢʘʮʠʠ ʉ.ʉ. ʃʠʩʠʮʠʘʥ 

ʘʨʤʷʥʩʢʠʝ ʥʘʨʦʜʥʳʝ ʪʘʥʮʳ ʨʘʟʜʝʣʷʶʪʩʷ ʥʘ ʥʝʩʢʦʣʴʢʦ ʚʠʜʦʚ ʧʦ ʩʚʦʝʤʫ ʩʦ-

ʜʝʨʞʘʥʠʶ.  

ɺʠʜʳ ʪʘʥʮʝʚ ʠ ʠʭ ʩʦʜʝʨʞʘʥʠʝ ʧʦ ʢʣʘʩʩʠʬʠʢʘʮʠʠ ʉ.ʉ. ʃʠʩʠʮʠʘʥ: 

ʕʧʠʯʝʩʢʠʡ, ʤʠʬʦʣʦʛʠʯʝʩʢʠʡ, ʛʝʨʦʠʯʝʩʢʠʡ, ʣʠʨʠʯʝʩʢʠʡ (ʣʶʙʦʚʥʳʡ, 

ʧʦʤʠʥʘʣʴʥʳʡ ʠ ʜʨ.), ʧʦʜʨʘʞʘʪʝʣʴʥʦ-ʧʘʥʪʦʤʠʤʠʯʝʩʢʠʡ ʠ ʧʨʦʯ. ʚʠʜ ʧʣʷʩʦʚʦʛʦ 

ʧʨʦʠʟʚʝʜʝʥʠʷ (ʧʣʷʩʢʠ, ʧʝʩʥʝʧʣʷʩʢʠ, ʧʣʷʩʢʠ-ʠʛʨʳ, ʧʣʷʩʢʠ-ʧʘʥʪʦʤʠʤʳ, ʧʣʷʩʢʠ 

ʥʘ ʧʦʩʠʜʝʣʢʘʭ ʠ ʪ. ʜ.) 

ʇʦʜʨʘʞʘʪʝʣʴʥʳʝ ʵʣʝʤʝʥʪʳ ʚ ʧʣʷʩʦʚʳʭ ʧʨʦʠʟʚʝʜʝʥʠʷʭ (ʧʦʜʨʘʞʘʥʠʝ ʢʘ-

ʢʦʡ ï ʪʦ ʨʘʙʦʪʝ, ʢʘʢʠʤ ʞʠʚʦʪʥʳʤ, ʧʪʠʮʘʤ, ʥʘʩʝʢʦʤʳʤ, ʨʘʩʪʝʥʠʷʤ; ʢʘʢʠʤ ï ʪʦ 

ʧʨʦʠʟʚʦʜʩʪʚʝʥʥʳʤ ʧʨʦʮʝʩʩʘʤ, ʙʳʪʦʚʳʤ ʠ ʦʙʱʝʩʪʚʝʥʥʳʤ ʷʚʣʝʥʠʷʤ, ʥʘʧʨʠ-

ʤʝʨ: ʚʳʜʝʣʢʝ ʚʦʡʣʦʢʘ, ʪʨʝʧʘʥʠʶ ʰʝʨʩʪʠ, ʜʚʠʞʝʥʠʷʤ ʣʦʰʘʜʝʡ, ʧʪʠʮ, ʟʤʝʡ, 

ʚʝʪʚʝʡ ʜʝʨʝʚʴʝʚ; ʧʦʜʤʝʪʘʥʠʶ ʧʦʣʘ, ʩʪʠʨʢʝ ʙʝʣʴʷ, ʚʳʧʝʯʢʝ ʭʣʝʙʘ, ʨʘʩʯʝʩʳʚʘ-

ʥʠʶ ʚʦʣʦʩ; ʩʦʩʪʷʟʘʪʝʣʴʥʳʤ ʜʚʠʞʝʥʠʷʤ ʠ ʧʨ.) 

ʉʚʝʪʩʢʦʝ ʩʦʜʝʨʞʘʥʠʝ ʧʣʷʩʦʚʦʛʦ ʧʨʦʠʟʚʝʜʝʥʠʷ: 

ʘ. ʰʫʪʦʯʥʦʝ, 

ʙ. ʧʠʨʰʝʩʪʚʝʥʥʦʝ, 



ʚ. ʪʨʫʜʦʚʦʝ, 

ʛ. ʚʦʠʥʩʪʚʝʥʥʦʝ, 

ʜ. ʦʭʦʪʥʠʯʴʝ, 

ʝ. ʧʘʩʪʫʰʴʝ ʠ ʠʥʦʝ. 

ʆʙʨʷʜʦʚʦʝ ʩʦʜʝʨʞʘʥʠʝ ʧʣʷʩʦʚʦʛʦ ʧʨʦʠʟʚʝʜʝʥʠʷ (ʢ ʢʘʢʦʤʫ ʦʙʨʷʜʫ ʦʪʥʦ-

ʩʠʣʦʩʴ ʠ ʚ ʢʘʢʦʝ ʚʨʝʤʷ ʛʦʜʘ ʠ ʜʥʷ, ʚʦ ʚʨʝʤʷ ʢʘʢʦʛʦ ʧʨʘʟʜʥʠʢʘ ʠʩʧʦʣʥʷʣʦʩʴ), 

ʥʘʧʨʠʤʝʨ: 

ʘ. ʢ ʩʚʘʜʝʙʥʳʤ ʦʙʨʷʜʘʤ, 

ʙ. ʢ ʩʢʦʨʙʥʦ-ʧʦʤʠʥʘʣʴʥʳʤ, 

ʚ. ʢ ʦʙʨʷʜʘʤ ʦʧʣʘʢʠʚʘʥʠʷ ʧʦʢʦʡʥʠʢʘ, 

ʛ. ʢ ʧʦʛʨʝʙʘʣʴʥʳʤ, 

ʜ. ʢ ʤʘʩʣʝʥʥʠʯʥʳʤ, 

ʝ. ʢ ʧʨʘʟʜʥʠʯʥʳʤ (ʢ ʧʨʘʟʜʥʠʢʫ ʅʦʚʦʛʦ ɻʦʜʘ, ʂʨʝʱʝʥʠʷ, ʉʨʝʪʝʥʠʷ ʛʦʩ-

ʧʦʜʥʷ, ɺʝʨʙʥʦʛʦ ʚʦʩʢʨʝʩʝʥʴʷ, ʇʘʩʭʠ, ɺʦʟʥʝʩʝʥʠʷ ɻʦʩʧʦʜʥʷ, ʇʨʝʦʙʨʘʞʝʥʠʷ ʠ 

ʧʨ.)  

ʞ. ʦʙʳʯʘʠ ʠ ʚʝʨʦʚʘʥʠʷ ʥʘʨʦʜʘ, ʩʚʷʟʘʥʥʳʝ ʩ ʠʩʧʦʣʥʝʥʠʝʤ ʜʘʥʥʦʛʦ ʦʙʨʷ-

ʜʘ [9, ʩ.460-461]. 

ɸʨʤʷʥʩʢʠʝ ʪʘʥʮʳ ʨʘʟʜʝʣʷʶʪʩʷ ʥʘ çʧʨʘʚʦ ʠʜʫʱʠʝè ʠ çʥʘ ʣʝʚʦ ʠʜʫʱʠʝè 

ʪʘʥʮʳ. ʅʘʰʠ ʧʨʝʜʢʠ ʥʘʟʳʚʘʣʠ ʠʭ çɼʫʟ ʧʘʨè (ʹˍ˗ʻ ˏʶ )̞ ʠ çʊʘʨʩ ʧʘʨè (ʾʶ˕˒ 

ˏʶ )̞. ʊʘʥʮʝʚʘʣʴʥʳʡ ʰʘʛ, ʥʘʯʠʥʘʶʱʠʡʩʷ ʩ ʧʨʘʚʦʡ ʥʦʛʠ ʠ ʪʘʥʝʮ, ʠʜʫʱʠʡ ʥʘ 

ʧʨʘʚʦ, ʦʪʨʘʞʘʝʪ ʫʜʘʯʫ, ʜʦʙʨʦʝ ʥʘʯʘʣʦ, ʩʤʳʩʣ ʞʠʟʥʠ, ʙʝʩʩʤʝʨʪʠʷ ʠ ʙʝʩʢʦʥʝʯ-

ʥʦʩʪʠ. ʊʘʥʮʳ ʩ ʦʙʱʠʤ ʧʨʦʜʚʠʞʝʥʠʝʤ ʫʯʘʩʪʚʫʶʱʠʭ ʚ ʣʝʚʫʶ ʩʪʦʨʦʥʫ ʦʪʥʦ-

ʩʷʪʩʷ ʢ ʪʘʥʮʘʤ ʩʢʦʨʙʥʳʤ, ʢ ʧʦʭʦʨʦʥʥʳʤ ʦʙʨʷʜʘʤ, ʢ ʦʧʣʘʢʠʚʘʥʠʶ ʧʦʛʠʙʰʝʛʦ 

ʛʝʨʦʷ, ʣʠʙʦ ʢ ʦʧʣʘʢʠʚʘʥʠʶ ʥʝʫʜʘʯʠ, ʥʘʨʦʜʥʦʛʦ ʙʝʜʩʪʚʠʷ, ʟʘʩʫʭʠ, ʛʠʙʝʣʠ 

ʫʨʦʞʘʷ, ʧʦʨʘʞʝʥʠʷ ʦʪ ʚʨʘʛʘ. ʅʝʨʝʜʢʦ ʥʘʨʦʜ ʩʚʷʟʳʚʘʣ ʩʚʦʠ ʙʝʜʩʪʚʠʷ ʩ ʚʨʘʞ-

ʜʝʙʥʳʤʠ ʢʦʣʜʦʚʩʢʠʤʠ ʜʝʡʩʪʚʠʷʤʠ ʥʝʜʨʫʛʦʚ. ʇʦʨʘʟʠʪʝʣʴʥʦ, ʯʪʦ ʧʦʩʣʝʜʥʠʡ 

ʰʘʛ ʣʝʚʦ ʠʜʫʱʠʭ ʪʘʥʮʝʚ ʚʩʝʛʜʘ ʰʝʣ ʥʘʧʨʘʚʦ, ʪ. ʝ. ʢ ʞʠʟʥʠ. 

ɸʨʤʷʥʩʢʠʝ ʪʘʥʮʳ ʧʨʠʥʷʪʦ ʝʱʝ ʠ ʨʘʟʜʝʣʪ̫ʴ ʥʘ ʤʫʞʩʢʠʝ ʠ ʞʝʥʩʢʠʝ. ɹʦ-

ʣʝʝ ʪʦʛʦ, ʚʦ ʚʩʝʤ ʤʠʨʝ, ʧʦʣʫʯʠʣʠ ʩʚʦʝ ʧʨʠʟʥʘʥʠʝ ʠ ʥʘʠʚʳʩʰʫʶ ʦʮʝʥʢʫ ʚʦʠʥ-

ʩʪʚʝʥʥʘʷ ʩʠʣʘ, ʵʥʝʨʛʠʷ, ʢʦʪʦʨʫʶ ʥʝʩʝʪ ʪʘʥʝʮ ʘʨʤʷʥʩʢʠʭ ʤʫʞʝʡ ʠ ʛʨʘʮʠʷ, 

ʞʝʥʩʪʚʝʥʥʦʩʪʴ ʠ  ʤʦʱʴ ʞʝʥʩʢʦʛʦ ʥʘʯʘʣʘ ʘʨʤʷʥʩʢʠʭ ʥʝʚʝʩʪ. 

ɺ ʘʨʤʷʥʩʢʠʭ ʪʘʥʮʘʭ ʤʦʞʥʦ ʦʪʩʣʝʜʠʪʴ ʨʘʟʥʦʦʙʨʘʟʠʝ ʩʪʠʣʝʡ ʩʦʛʣʘʩʥʦ 

ʨʝʛʠʦʥʫ ʧʨʦʞʠʚʘʥʠʷ, ʠ ʥʘʙʣʶʜʘʝʪʩʷ ʧʨʷʤʘʷ ʩʚʷʟʴ ʩ ʤʝʥʪʘʣʠʪʝʪʦʤ ʘʨʤʷʥ. ɽʩ-

ʣʠ ʚʠʥʦ, ʦʪʨʘʞʘʷ ʪʝʤʧʝʨʘʤʝʥʪ, ʚʢʫʩ, ʮʚʝʪ ʠ ʢʦʵʬʬʠʮʠʝʥʪ ʩʧʠʨʪʦʟʥʦʩʪʠ, ʟʘ-

ʚʠʩʠʪ ʦʪ ʛʝʦʛʨʘʬʠʯʝʩʢʦʛʦ ʨʘʩʧʦʣʦʞʝʥʠʷ, ʛʜʝ ʨʘʩʪʝʪ ʚʠʥʦʛʨʘʜ, ʪʦ ʠ ʪʘʥʝʮ ï 

ʯʝʣʦʚʝʯʝʩʢʦʝ ʙʳʪʠʝ, ʙʫʜʝʪ ʦʪʨʘʞʘʪʴ ʤʝʥʪʘʣʴʥʦʩʪʴ ʥʘʨʦʜʘ ʦʪʣʠʯʘʶʱʝʛʦʩʷ 

ʨʘʟʥʦʦʙʨʘʟʠʝʤ ʢʨʘʩʦʢ ʠ ʪʝʨʨʠʪʦʨʠʘʣʴʥʦʡ ʦʙʫʩʣʦʚʣʝʥʥʦʩʪʴʶ.  

ʉʘʤʳʡ ʨʘʩʧʨʦʩʪʨʘʥʝʥʥʳʡ ʠ ʚʦʩʪʨʝʙʦʚʘʥʥʳʡ ʘʨʤʷʥʩʢʠʡ ʪʘʥʝʮ, ʢʦʪʦʨʳʡ 

ʚʩʝʤ ʠʟʚʝʩʪʝʥ ʠ ʦʯʝʥʴ ʣʶʙʠʤ, ʪʘʢ ʢʘʢ ʠ ʪʘʥʮʫʶʱʠʭ, ʠ ʩʤʦʪʨʷʱʠʭ ʧʦʚʝʨʛʘʝʪ ʚ 

ʚʦʩʪʦʨʛ ʠ ʩʦʟʜʘʝʪ ʩʠʣʫ ʜʫʭʘ ʚʦʠʥʘ ï ʵʪʦ ʦʙʨʷʜʥʳʡ ʪʘʥʝʮ, ʧʦʩʚʷʱʝʥʥʳʡ ʢʫʣʴ-



ʪʫ ʆʚʥʘ, ʪʘʥʝʮ ʂʦʯʘʨʠ. ʉʫʱʝʩʪʚʫʝʪ ʦʛʨʦʤʥʦʝ ʤʥʦʛʦʦʙʨʘʟʠʝ ʚʠʜʦʚ ʪʘʥʮʘ ʂʦ-

ʯʘʨʠ. ʅʝʜʘʚʥʦ ʥʘʤ ʩʪʘʣʦ ʠʟʚʝʩʪʥʦ, ʯʪʦ ʯʘʩʪʠʯʢʘ ʘʨʤʷʥʩʢʦʛʦ ʧʣʝʤʝʥʠ, ʚ ʜʨʝʚ-

ʥʦʩʪʠ ʧʦʢʠʥʫʚʰʘʷ ʨʦʜʥʳʝ ʢʨʘʷ ʠ ʧʦʩʝʣʠʚʰʘʷʩʷ ʚ ʀʥʜʠʠ, ʚ ʨʘʡʦʥʝ ʂʝʨʘʣʘ, 

ʥʘʟʳʚʘʝʪ  ʩʝʙʷ ʅʘʠʨʠ ʠ ʪʘʥʮʫʝʪ ʜʦ ʩʠʭ ʧʦʨ ʂʋʏɸʈʀ. ʀʭ ʂʫʯʘʨʠ ʧʨʝʜʩʪʘʚʣʷ-

ʝʪ ʩʦʙʦʡ ʨʘʟʥʦʚʠʜʥʦʩʪʴ ʘʨʤʷʥʩʢʦʛʦ ʪʘʥʮʘ ʂʦʯʘʨʠ. ʉʦ ʚʨʝʤʝʥʝʤ ʨʦʞʜʘʣʠʩʴ 

ʨʘʟʥʳʝ ʪʘʥʮʳ, ʥʝʢʦʪʦʨʳʝ ʠʟ ʥʠʭ, ʢ ʩʦʞʘʣʝʥʠʶ, ʧʦʪʝʨʷʣʠʩʴ ʚʦ ʚʨʝʤʝʥʠ ʙʝʩ-

ʩʣʝʜʥʦ. ʕʪʦ ʪʝ ʩʦʢʨʦʚʠʱʘ, ʯʪʦ ʙʳʣʠ ʦʪʦʨʚʘʥʳ ʦʪ ʥʘʩ ʥʘʚʩʝʛʜʘ ʚ ʪʝ ʪʷʞʢʠʝ 

ʧʝʨʠʦʜʳ, ʯʪʦ ʙʳʣʠ ʥʠʩʧʦʩʣʘʥʳ ʢʘʢ ʙʦʣʴʰʦʝ ʠʩʧʳʪʘʥʠʝ ʜʣʷ ʥʘʰʝʛʦ ʥʘʨʦʜʘ. 

ʆʛʨʦʤʥʳʡ ʦʪʧʝʯʘʪʦʢ ʭʘʦʩʘ ʦʩʪʘʚʠʣ ʠ ʉʦʚʝʪʩʢʠʡ ʠ ʧʦʩʪʩʦʚʝʪʩʢʠʡ ʧʝʨʠʦʜʳ.  

ʅʦ, ʥʝ ʩʤʦʪʨʷ ʥʘ ʚʩʝ ʧʨʝʛʨʘʜʳ, ʢʦʪʦʨʳʝ ʩʪʘʥʦʚʠʣʠʩʴ ʥʘ ʧʫʪʠ ʩʦʭʨʘʥʝ-

ʥʠʷ ʥʘʮʠʦʥʘʣʴʥʦʛʦ ʭʦʨʝʦʛʨʘʬʠʯʝʩʢʦʛʦ ʥʘʩʣʝʜʠʷ, ʥʘʭʦʜʠʣʠʩʴ ʣʶʜʠ, ʢʦʪʦʨʳʝ, 

ʥʝ ʚʟʠʨʘʷ ʥʠ ʥʘ ʯʪʦ, ʙʫʢʚʘʣʴʥʦ ʠʟ ʧʝʧʣʘ ʚʦʩʩʪʘʥʘʚʣʠʚʘʣʠ ʚʩʝ ʪʦ, ʯʪʦ ʪʘʢ 

ʫʧʦʨʥʦ ʭʦʪʝʣʠ ʫʥʠʯʪʦʞʠʪʴ, ʫʢʨʘʩʪʴ ʠʣʠ ʠʩʢʘʞʘʪʴ, ʚʳʯʝʨʢʥʫʪʴ ʠʟ ʠʩʪʦʨʠʠ ʪʦ, 

ʯʪʦ ʚ ʙʫʢʚʘʣʴʥʦʤ ʩʤʳʩʣʝ ʷʚʣʷʣʦʩʴ ʘʨʤʷʥʩʢʠʤ. ɺ ʵʪʦʤ ʥʘʧʨʘʚʣʝʥʠʠ ʚʣʦʞʠʣʘ 

ʩʚʦʶ ʣʝʧʪʫ ʩʦʚʝʪʩʢʠʡ ʫʯʸʥʳʡ, ʠʩʢʫʩʩʪʚʦʚʝʜ, ʠʩʩʣʝʜʦʚʘʪʝʣʴ ʪʘʥʮʝʚʘʣʴʥʦʛʦ ʠ 

ʪʝʘʪʨʘʣʴʥʦʛʦ ʬʦʣʴʢʣʦʨʘ, ʜʦʢʪʦʨ ʠʩʪʦʨʠʯʝʩʢʠʭ ʥʘʫʢ ʉʨʙʫʠ ʃʠʩʠʮʠʘʥ. ɿʘʥʠ-

ʤʘʷʩʴ ʠʩʩʣʝʜʦʚʘʥʠʝʤ ʵʪʥʠʯʝʩʢʦʡ ʭʦʨʝʦʛʨʘʬʠʠ, ʉ.ʉ. ʃʠʩʠʮʠʘʥ ʩʦʟʜʘʣʘ ʩʠ-

ʩʪʝʤʫ ʟʘʧʠʩʠ ʪʘʥʮʝʚʘʣʴʥʳʭ ʜʚʠʞʝʥʠʡ (ʢʠʥʝʪʦʛʨʘʬʠʷ), ʢʦʪʦʨʘʷ ʩ ʤʘʪʝʤʘʪʠʯʝ-

ʩʢʦʡ ʪʦʯʥʦʩʪʴʶ ʬʠʢʩʠʨʫʝʪ ʧʦʣʦʞʝʥʠʝ ʪʝʣʘ ʚ ʧʨʦʩʪʨʘʥʩʪʚʝ. ʉ.ʉ. ʃʠʩʠʮʠʘʥ 

ʧʨʦʚʝʣʘ ʘʥʘʣʠʟ ʜʚʠʞʝʥʠʡ ʠ ʤʠʟʘʥʩʮʝʥ ʘʨʤʷʥʩʢʠʭ ʪʘʥʮʝʚ ʠ ʪʝʘʪʨʘʣʴʥʳʭ 

ʧʨʝʜʩʪʘʚʣʝʥʠʡ. ɹʣʘʛʦʜʘʨʷ ʝʝ ʥʘʫʯʥʳʤ ʨʘʙʦʪʘʤ ʠʟ ʨʘʟʥʳʭ ʢʨʘʝʚ, ʠʟ ʛʣʫʙʦʢʠʭ 

ʩʝʣ ɸʨʤʝʥʠʠ ʙʳʣʠ ʩʦʙʨʘʥʳ, ʚʦʩʩʪʘʥʦʚʣʝʥʳ ʠ ʩʦʭʨʘʥʝʥʳ ʩʪʘʨʠʥʥʳʝ, ʦʙʨʷʜ-

ʥʳʝ, ʥʘʨʦʜʥʳʝ ʠ ʬʦʣʴʢʣʦʨʥʳʝ ʘʨʤʷʥʩʢʠʝ ʪʘʥʮʳ. ɽʝ ʥʘʫʯʥʳʝ ʨʘʙʦʪʳ, ʝʝ ʙʝʩ-

ʮʝʥʥʳʡ ʪʨʫʜ ʠ ʥʝʦʮʝʥʠʤʳʡ ʚʢʣʘʜ ʚ ʜʝʣʦ ʩʦʭʨʘʥʝʥʠʷ ʭʦʨʝʦʛʨʘʬʠʯʝʩʢʦʛʦ 

ʥʘʩʣʝʜʠʷ ʷʚʣʷʝʪʩʷ ʫʥʠʢʘʣʴʥʳʤ ʬʝʥʦʤʝʥʦʤ, ʦʩʥʦʚʦʡ ʜʣʷ ʥʘʫʯʥʦ-

ʠʩʩʣʝʜʦʚʘʪʝʣʴʩʢʠʭ ʨʘʙʦʪ ʚ ʦʙʣʘʩʪʠ ʘʨʤʷʥʩʢʦʡ ʭʦʨʝʦʛʨʘʬʠʠ ʥʘ ʩʝʛʦʜʥʷʰʥʠʡ 

ʜʝʥʴ. 

ʉ.ʉ. ʃʠʩʠʮʠʘʥ ʚʳʜʚʠʥʫʣʘ ʛʝʥʠʘʣʴʥʫʶ ʛʠʧʦʪʝʟʫ. ʀʩʭʦʜʷ ʠʟ ʩʚʦʝʡ ʥʘʫʯ-

ʥʦʡ ʨʘʙʦʪʳ, ʦʥʘ ʧʦʢʘʟʳʚʘʝʪ, ʯʪʦ ʩʦʩʪʘʚʣʝʥʠʝ ʪʘʥʮʝʚʘʣʴʥʦʡ ʬʠʛʫʨʳ ʠʟ ʪʘʥʮʝ-

ʚʘʣʴʥʳʭ ʬʨʘʟ ï ʧʘ ʚ ʘʨʤʷʥʩʢʠʭ ʪʘʥʮʘʭ ʧʦʜʯʠʥʷʝʪʩʷ ʚʥʫʪʨʝʥʥʠʤ ʟʘʢʦʥʦʤʝʨ-

ʥʦʩʪʷʤ ʠ ʪʨʘʜʠʮʠʷʤ ʪʘʥʮʝʚʘʣʴʥʦʛʦ, ʠ ʢʘʢ ʪʦʛʜʘ ʙʳʣʦ ʧʨʠʥʷʪʦ ʚʳʨʘʞʘʪʴʩʷ, 

çʧʣʷʩʦʚʦʛʦè ʪʚʦʨʯʝʩʪʚʘ ʘʨʤʷʥʩʢʦʛʦ ʥʘʨʦʜʘ. ʅʘʭʦʞʜʝʥʠʝ ʘʨʤʷʥʩʢʦʡ ʥʘʮʠʦ-

ʥʘʣʴʥʦʡ ʬʦʨʤʳ ʪʘʥʮʝʚʘʣʴʥʳʭ ʜʚʠʞʝʥʠʡ ʜʘʝʪ ʝʡ ʚʦʟʤʦʞʥʦʩʪʴ ʥʘʫʯʥʦ ʦʙʦʩ-

ʥʦʚʘʪʴ ʠ ʦʪʛʨʘʥʠʯʠʪʴ ʘʨʤʷʥʩʢʠʝ ʬʦʨʤʳ ʦʪ ʪʘʥʮʝʚʘʣʴʥʳʭ ʬʠʛʫʨ ʟʘʠʤʩʪʚʦ-

ʚʘʥʥʳʭ, ʥʝ ʘʨʤʷʥʩʢʠʭ ʬʦʨʤ, ʧʨʠʯʝʤ ʚʳʷʩʥʷʝʪʩʷ, ʯʪʦ ʧʨʠ ʩʢʨʝʱʠʚʘʥʠʠ ʩ ʪʘʥ-

ʮʝʚʘʣʴʥʳʤʠ ʬʦʨʤʘʤʠ ʜʨʫʛʠʭ ʥʘʨʦʜʦʚ ʚʩʝʛʜʘ ʧʦʙʝʞʜʘʝʪ ʥʘʮʠʦʥʘʣʴʥʘʷ ʪʨʘʜʠ-

ʮʠʷ, ʘʩʩʠʤʠʣʠʨʫʶʱʘʷ ʧʨʠʰʣʳʝ ʵʣʝʤʝʥʪʳ, ʦʙʦʛʘʱʘʝʤʘʷ ʠʤʠ, ʥʦ ʚʩʝʛʜʘ ʛʣʘ-

ʚʝʥʩʪʚʫʶʱʘʷ.  

ʉ ʫʚʝʨʝʥʥʦʩʪʴʶ ʤʦʞʥʦ ʩʢʘʟʘʪʴ, ʯʪʦ ʥʘ ʩʝʛʦʜʥʷʰʥʠʡ ʜʝʥʴ ʦʯʠʱʝʥʳ ʘʨ-

ʤʷʥʩʢʠʝ ʪʘʥʮʳ, ʢʦʩʪʶʤʳ ʠ ʤʫʟʳʢʘ ʦʪ ʠʥʦʨʦʜʥʳʭ ʵʣʝʤʝʥʪʦʚ. ʀ ʧʨʦʠʩʭʦʜʠʪ 



ʵʪʦ ʙʣʘʛʦʜʘʨʷ ʛʨʘʥʝʥʥʦʡ ʜʝʷʪʝʣʴʥʦʩʪʠ ʉʦʶʟʘ ʅʘʮʠʦʥʘʣʴʥʦʛʦ ʊʘʥʮʝʚʘʣʴʥʦʛʦ 

ʀʩʢʫʩʩʪʚʘ ʠ ʊʘʥʮʝʚʝʜʦʚ ɸʨʤʝʥʠʠ, ʝʛʦ ʧʨʝʜʩʝʜʘʪʝʣʷ, ʟʘʩʣʫʞʝʥʥʦʛʦ ʜʝʷʪʝʣʷ 

ʢʫʣʴʪʫʨʳ ɸʨʤʝʥʠʠ, ʛʣʘʚʥʦʛʦ ʙʘʣʝʪʤʝʡʩʪʝʨʘ ʪʘʥʮʝʚʘʣʴʥʦʛʦ ʘʥʩʘʤʙʣʷ çɹʝʨʜè, 

ʦʥ ʞʝ ʟʘʚʝʜʫʶʱʠʡ ʢʘʬʝʜʨʦʡ ʪʘʥʮʝʚʘʣʴʥʦʛʦ ʠʩʢʫʩʩʪʚʘ ʬʘʢʫʣʴʪʝʪʘ ʢʫʣʴʪʫʨʳ 

ɸʨʤʷʥʩʢʦʛʦ ɻʦʩʫʜʘʨʩʪʚʝʥʥʦʛʦ ʇʝʜʘʛʦʛʠʯʝʩʢʦʛʦ ʋʥʠʚʝʨʩʠʪʝʪʘ, [14] ʧʨʦʬʝʩ-

ʩʦʨʘ ʂʘʨʝʥʘ ɹʦʨʠʩʦʚʠʯʘ ɻʝʚʦʨʛʷʥʘ [7]. ɹʦʣʴʰʦʝ ʟʥʘʯʝʥʠʝ ʂ.ɹ. ɻʝʚʦʨʛʷʥ ʧʨʠ-

ʜʘʝʪ ʩʦʭʨʘʥʝʥʠʶ ʩʘʤʦʙʳʪʥʦʡ ʯʠʩʪʦʪʳ ʥʘʨʦʜʥʦʛʦ ʠ ʬʦʣʴʢʣʦʨʥʦʛʦ ʪʘʥʮʘ, ʠʭ 

ʨʘʩʧʨʦʩʪʨʘʥʝʥʠʶ ʠ ʧʦʧʫʣʷʨʠʟʘʮʠʠ. ɿʘʜʘʯʝʡ ʦʩʦʙʦʡ ʚʘʞʥʦʩʪʠ ʦʥ ʩʯʠʪʘʝʪ ʠ 

ʜʘʥʴ ʫʚʘʞʝʥʠʷ ʚʩʝʤ ʪʝʤ, ʢʪʦ ʧʦʩʚʷʪʠʣ ʩʚʦʶ ʞʠʟʥʴ ʠ ʜʝʷʪʝʣʴʥʦʩʪʴ ʘʨʤʷʥʩʢʦ-

ʤʫ ʪʘʥʮʝʚʘʣʴʥʦʤʫ ʠʩʢʫʩʩʪʚʫ, ʪʘʣʘʥʪʣʠʚʳʤ ʧʝʜʘʛʦʛʘʤ, ʙʘʣʝʪʤʝʡʩʪʝʨʘʤ. ɽʛʦ 

ʜʝʷʪʝʣʴʥʦʩʪʴ ʥʝ ʦʜʥʦ ʜʝʩʷʪʠʣʝʪʠʝ ʷʚʣʷʝʪ ʄʠʨʫ ʦʙʨʘʟ ʥʝ ʪʦʣʴʢʦ ʥʳʥʝʰʥʝʡ 

ʈʝʩʧʫʙʣʠʢʠ ɸʨʤʝʥʠʷ, ʥʦ ʠ ʨʘʟʣʠʯʥʳʭ ʨʝʛʠʦʥʦʚ ʠʩʪʦʨʠʯʝʩʢʦʡ ʨʦʜʠʥʳ.  

ɺ ɸʨʤʝʥʠʠ ʚʝʩʴ ʘʨʩʝʥʘʣ ʭʦʨʝʦʛʨʘʬʠʯʝʩʢʦʛʦ ʥʘʩʣʝʜʠʷ ʘʨʤʷʥʩʢʦʛʦ ʪʘʥ-

ʮʘ ʭʨʘʥʠʪʩʷ ʠ ʧʝʨʝʜʘʝʪʩʷ ʛʨʷʜʫʱʠʤ ʧʦʢʦʣʝʥʠʷʤ ʠʤʝʥʥʦ ʚ ʬʘʢʫʣʴʪʝʪʝ ʢʫʣʴ-

ʪʫʨʳ [11] ʢʘʬʝʜʨʝ ʧʝʜʘʛʦʛʠʢʠ ʠʩʢʫʩʩʪʚʘ ʪʘʥʮʘ [4] ɸɻʇʋ ʠʤʝʥʠ ʍʘʯʘʪʫʨʘ 

ɸʙʦʚʷʥʘ. ɿʜʝʩʴ ʨʘʙʦʪʘʶʪ ʚʳʜʘʶʱʠʝ ʧʝʜʘʛʦʛʠ ʩʪʨʘʥʳ, ʟʘʩʣʫʞʝʥʥʳʝ ʜʝʷʪʝʣʠ 

ʢʫʣʴʪʫʨʳ ʈʝʩʧʫʙʣʠʢʠ ɸʨʤʝʥʠʷ, ʧʨʦʬʝʩʩʦʨʘ. ʀʤʝʥʥʦ ʦʥʠ ʩ ʪʨʝʧʝʪʦʤ ʜʫʰʠ, ʚ 

ʙʫʢʚʘʣʴʥʦʤ ʩʤʳʩʣʝ, ʚʳʨʘʱʠʚʘʶʪ, ʛʦʪʦʚʷʪ ʩʧʝʮʠʘʣʠʩʪʦʚ, ʢʦʪʦʨʳʝ ʚ ʩʚʦʝʤ 

ʨʦʜʝ ʷʚʣʷʶʪʩʷ ʭʨʘʥʠʪʝʣʷʤʠ, ʦʪʢʨʳʚʘʶʱʠʤʠ ʧʦʨʪʘʣ ʚʦ ʚʨʝʤʝʥʠ, ʩʦʝʜʠʥʷʷ ʩʘ-

ʢʨʘʣʴʥʦʝ ʥʘʩʣʝʜʠʝ ʧʨʦʰʣʦʛʦ ʩ ʥʘʩʪʦʷʱʠʤ. ɺʝʩʴ ʵʪʦʪ ʧʨʦʮʝʩʩ ʧʨʝʚʨʘʱʘʝʪʩʷ ʚ 

ʙʝʩʮʝʥʥʦʝ ʩʦʢʨʦʚʠʱʝ: ʟʥʘʥʠʷ, ʫʤʝʥʠʷ ʠ ʥʘʚʳʢʠ, ʩʦʟʜʘʥʥʘʷ ʠ ʥʘʞʠʪʘʷ ʩʘ-

ʢʨʘʣʴʥʘʷ ʠʥʬʦʨʤʘʮʠʷ ʧʨʝʜʢʦʚ ʘʨʤʷʥʩʢʦʛʦ ʥʘʨʦʜʘ. ʕʪʦʪ ʭʨʘʤ ʟʥʘʥʠʡ ʚʳʧʫʩ-

ʢʘʝʪ ʚʳʜʘʶʱʠʭʩʷ ʩʧʝʮʠʘʣʠʩʪʦʚ, ʤʘʩʪʝʨʦʚ ʩʚʦʝʛʦ ʜʝʣʘ, ʢʦʪʦʨʳʝ ʚ ʨʘʟʥʳʭ 

ʫʛʦʣʢʘʭ ɸʨʤʝʥʠʠ, ɸʨʮʘʭʘ ʠ ɼʠʘʩʧʦʨʳ ʧʝʨʝʜʘʶʪ ʵʪʦʪ ʙʘʛʘʞ ʥʘʮʠʦʥʘʣʴʥʦʛʦ 

ʜʦʩʪʦʷʥʠʷ  ʚ ʦʙʣʘʩʪʠ ʘʨʤʷʥʩʢʦʛʦ ʪʘʥʮʘ ʛʨʷʜʫʱʠʤ ʧʦʢʦʣʝʥʠʷʤ. ɺʩʷ ʵʪʘ ʨʘʙʦ-

ʪʘ ʢʦʥʪʨʦʣʠʨʫʝʪʩʷ ʠ ʥʝʦʙʭʦʜʠʤʫʶ ʧʦʤʦʱʴ ʚ ʜʝʣʝ ʩʦʭʨʘʥʝʥʠʷ ʘʨʤʷʥʩʢʦʛʦ 

ʪʘʥʮʘ ʧʨʝʜʦʩʪʘʚʣʷʝʪʩʷ ʉʦʶʟʦʤ ʅʘʮʠʦʥʘʣʴʥʦʛʦ ʊʘʥʮʝʚʘʣʴʥʦʛʦ ʀʩʢʫʩʩʪʚʘ ʠ 

ʊʘʥʮʝʚʝʜʦʚ ʈʝʩʧʫʙʣʠʢʠ ɸʨʤʝʥʠʷ. 

ʉʦʶʟ ʅʘʮʠʦʥʘʣʴʥʦʛʦ ʊʘʥʮʝʚʘʣʴʥʦʛʦ ʀʩʢʫʩʩʪʚʘ ʠ ʊʘʥʮʝʚʝʜʦʚ ɸʨʤʝʥʠʠ 

ʙʳʣ ʩʦʟʜʘʥ ʚ 1995 ʛʦʜʫ ʂ.ɹ. ɻʝʚʦʨʛʷʥʦʤ. ʆʥ ʩʧʣʦʪʠʣ ʚʦʢʨʫʛ ʵʪʦʡ ʪʚʦʨʯʝʩʢʦʡ 

ʦʨʛʘʥʠʟʘʮʠʠ ʚʳʜʘʶʱʠʭʩʷ ʤʘʩʪʝʨʦʚ ʘʨʤʷʥʩʢʦʛʦ ʪʘʥʮʝʚʘʣʴʥʦʛʦ ʠʩʢʫʩʩʪʚʘ: 

ʟʥʘʤʝʥʠʪʳʭ ʧʝʜʘʛʦʛʦʚ-ʙʘʣʝʪʤʝʡʩʪʝʨʦʚ, ʠʟʚʝʩʪʥʳʭ ʧʦʩʪʘʥʦʚʱʠʢʦʚ ʠ ʚʠʜʥʳʭ 

ʪʝʦʨʝʪʠʢʦʚ ʪʘʥʮʘ. ʇʘʤʷʪʫʷ ʦ ʪʦʤ, ʢʘʢʫʶ ʦʛʨʦʤʥʫʶ ʨʦʣʴ ʠʩʪʦʨʠʯʝʩʢʠ ʠʛʨʘʣʠ 

ʠ ʧʨʦʜʦʣʞʘʶʪ ʠʛʨʘʪʴ ɸʨʤʝʥʠʷ ʠ ʘʨʤʷʥʩʢʦʝ ʥʘʮʠʦʥʘʣʴʥʦʝ ʠʩʢʫʩʩʪʚʦ ʚ ʜʝʣʝ 

ʩʦʭʨʘʥʝʥʠʷ ʠ ʧʦʜʜʝʨʞʘʥʠʷ ʜʫʭʘ ʘʨʤʷʥʩʢʦʡ ɼʠʘʩʧʦʨʳ, ʂ.ɹ. ɻʝʚʦʨʛʷʥ ʩ 1996 

ʛʦʜʘ ʠʥʠʮʠʠʨʫʝʪ ʦʪʢʨʳʪʠʝ ʬʠʣʠʘʣʦʚ ʉʦʶʟʘ ʚ ʨʘʟʣʠʯʥʳʭ ʦʯʘʛʘʭ ʘʨʤʷʥʩʢʦʡ 

ʢʫʣʴʪʫʨʳ. ʇʨʠ ʉʦʶʟʝ ʩʫʱʝʩʪʚʫʶʪ ʨʘʟʥʳʝ ʩʝʢʮʠʠ, ʨʘʙʦʪʘʶʱʠʝ ʧʦ ʨʘʟʥʳʤ 

ʥʘʧʨʘʚʣʝʥʠʷʤ ʜʣʷ ʨʘʟʥʳʭ ʚʦʟʨʘʩʪʥʳʭ ʢʘʪʝʛʦʨʠʡ, ʢʦʪʦʨʳʤʠ ʨʫʢʦʚʦʜʷʪ ʯʣʝʥʳ 

ʧʝʨʚʦʛʦ ʘʜʤʠʥʠʩʪʨʘʪʠʚʥʦʛʦ ʉʦʚʝʪʘ ʧʨʠ ʉʦʶʟʝ, ʪʘʢʠʝ ʚʳʜʘʶʱʠʝ ʤʘʩʪʝʨʘ ʠʩ-

ʢʫʩʩʪʚʘ ʚ ʦʙʣʘʩʪʠ ʭʦʨʝʦʛʨʘʬʠʠ, ʟʘʩʣʫʞʝʥʥʳʝ ʜʝʷʪʝʣʠ ʢʫʣʴʪʫʨʳ ʈɸ, ʢʘʢʠʤʠ 



ʷʚʣʷʶʪʩʷ  ʉʫʨʝʥ ɻʷʥʜʞʫʤʷʥ, ɸʛʘʩʠ ʐʘʙʦʷʥ, ɹʦʨʠʩ ɻʝʚʦʨʛʷʥ, ʆʚʩʝʧ ʐʘ-

ʤʘʤʷʥ, ʌʨʫʥʟʝ ɽʣʘʥʷʥ, ʃʶʜʤʠʣʘ ʉʝʤʘʥʦʚʘ, ɸʨʪʘʰʝʩ ʂʘʨʘʧʝʪʷʥ, ʍʘʯʠʢ ʄʘʨ-

ʛʘʨʷʥ, ɻʫʢʘʩ ɻʫʢʘʩʷʥ, ɸʨʘ ʄʭʦʷʥ ʠ ʜʨ.  

ɺ ʧʨʝʜʝʣʘʭ ʈʝʩʧʫʙʣʠʢʠ ɸʨʤʝʥʠʷ ʚ ʩʦʭʨʘʥʝʥʠʠ ʥʘʮʠʦʥʘʣʴʥʦʛʦ ʪʘʥʮʘ, 

ʩʘʤʦʙʳʪʥʦʩʪʠ ʠ ʩʘʤʦʩʦʟʥʘʥʠʷ ʫ ʉʦʶʟʘ ʨʦʚʥʦ 243 ʪʘʥʮʝʚʘʣʴʥʦʛʦ ʢʦʣʣʝʢʪʠʚʘ, 

ʘ ʟʘ ʧʨʝʜʝʣʘʤʠ ʈʝʩʧʫʙʣʠʢʠ, ʚʦ ʚʩʝʤ ʤʠʨʝ ʯʠʩʣʦ ʘʨʤʷʥʩʢʠʭ ʪʘʥʮʝʚʘʣʴʥʳʭ 

ʢʦʣʣʝʢʪʠʚʦʚ ʧʨʠ ʉʦʶʟʝ ʧʨʝʚʳʰʘʝʪ 300.  

ʊʘʢʠʤ ʦʙʨʘʟʦʤ, ʜʝʷʪʝʣʴʥʦʩʪʴ ʉʦʶʟʘ ʅʘʮʠʦʥʘʣʴʥʦʛʦ ʊʘʥʮʝʚʘʣʴʥʦʛʦ 

ʀʩʢʫʩʩʪʚʘ ʠ ʊʘʥʮʝʚʝʜʦʚ ɸʨʤʝʥʠʠ, ʢʘʢ ʫʞʝ ʛʦʚʦʨʠʣʦʩʴ ʚʳʰʝ, ʨʘʩʧʨʦʩʪʨʘʥʷ-

ʝʪʩʷ ʠ ʟʘ ʧʨʝʜʝʣʘʤʠ ʈʝʩʧʫʙʣʠʢʠ ɸʨʤʝʥʠʷ, ʤʦʞʥʦ ʩʢʘʟʘʪʴ, ʧʦ ʚʩʝʤʫ ʤʠʨʫ, ʛʜʝ 

ʩʫʱʝʩʪʚʫʶʪ ʘʨʤʷʥʩʢʠʝ ʘʥʩʘʤʙʣʠ. ɺ ʘʨʤʷʥʩʢʦʡ ɼʠʘʩʧʦʨʝ ʩʫʱʝʩʪʚʫʝʪ ʦʛʨʦʤ-

ʥʦʝ ʢʦʣʠʯʝʩʪʚʦ ʘʥʩʘʤʙʣʝʡ ʘʨʤʷʥʩʢʦʛʦ ʪʘʥʮʘ, ʢʦʪʦʨʳʝ ʨʘʙʦʪʘʶʪ ʧʨʠ ʤʝʩʪʥʳʭ 

ʦʙʱʠʥʘʭ, ʢʫʣʴʪʫʨʥʳʭ ʦʨʛʘʥʠʟʘʮʠʷʭ, ʠ ʚʩʝ ʦʥʠ, ʩʦʪʨʫʜʥʠʯʘʷ ʩ ʉʦʶʟʦʤ ʅʘʮʠ-

ʦʥʘʣʴʥʦʛʦ ʊʘʥʮʝʚʘʣʴʥʦʛʦ ʀʩʢʫʩʩʪʚʘ ɸʨʤʝʥʠʠ, ʩʥʘʙʞʘʶʪʩʷ ʚʩʝʤ ʪʝʤ ʥʝʦʙʭʦ-

ʜʠʤʳʤ, ʯʪʦ ʥʫʞʥʦ ʜʣʷ ʧʨʦʚʝʜʝʥʠʷ ʪʘʥʮʝʚʘʣʴʥʳʭ ʟʘʥʷʪʠʡ, ʢʦʥʮʝʨʪʥʳʭ ʧʨʦ-

ʛʨʘʤʤ ʠ ʤʝʨʦʧʨʠʷʪʠʡ. ʇʝʜʘʛʦʛʠ ʠ ʨʫʢʦʚʦʜʠʪʝʣʠ ʵʪʠʭ ʪʘʥʮʝʚʘʣʴʥʳʭ ʛʨʫʧʧ 

ʧʦʣʫʯʘʶʪ ʛʨʘʤʦʪʥʫʶ ʢʦʥʩʫʣʴʪʘʮʠʶ ʦʪ ʚʝʜʫʱʠʭ ʩʧʝʮʠʘʣʠʩʪʦʚ ɸʨʤʝʥʠʠ ʚ ʦʙ-

ʣʘʩʪʠ ʭʦʨʝʦʛʨʘʬʠʠ, ʫʯʘʩʪʚʫʶʪ ʚ ʤʘʩʪʝʨ-ʢʣʘʩʩʘʭ, ʩʦʚʝʨʰʝʥʩʪʚʫʷ ʩʚʦʠ ʟʥʘʥʠʷ 

ʚ ʦʙʣʘʩʪʠ ʥʘʮʠʦʥʘʣʴʥʦʛʦ ʪʘʥʮʘ, ʠ, ʩʦʦʪʚʝʪʩʪʚʝʥʥʦ ʧʦʚʳʰʘʶʪ ʢʚʘʣʠʬʠʢʘʮʠʶ 

ʢʘʢ ʭʦʨʝʦʛʨʘʬ ï ʧʦʩʪʘʥʦʚʱʠʢ. ʆʪ ʉʦʶʟʘ, ʧʨʠ ʥʝʦʙʭʦʜʠʤʦʩʪʠ, ʧʦʣʫʯʘʶʪ ʤʫ-

ʟʳʢʘʣʴʥʳʝ ʢʦʤʧʦʟʠʮʠʠ ʠ ʟʜʝʩʴ ʞʝ ʦʥʠ ʤʦʛʫʪ ʟʘʢʘʟʘʪʴ ʥʘʮʠʦʥʘʣʴʥʳʝ ʢʦʩʪʶ-

ʤʳ. ʈʘʙʦʪʘʷ ʥʘʜ ʵʩʢʠʟʘʤʠ ʥʘʮʠʦʥʘʣʴʥʳʭ ʢʦʩʪʶʤʦʚ, ʘʨʤʷʥʩʢʠʝ ʤʘʩʪʝʨʘ ï çʪʘ-

ʨʘʟʘʛʝʪʳè ʪʱʘʪʝʣʴʥʦ ʩʦʟʜʘʶʪ ʢʘʞʜʫʶ ʜʝʪʘʣʴ ʙʫʜʫʱʝʛʦ ʥʘʮʠʦʥʘʣʴʥʦʛʦ ʢʦ-

ʩʪʶʤʘ, ʩʦʟʜʘʶʪ ʰʝʜʝʚʨ, ʥʝʦʪʲʝʤʣʝʤʳʡ ʵʣʝʤʝʥʪ ʢʫʣʴʪʫʨʳ ï ʥʘʮʠʦʥʘʣʴʥʳʡ 

ʢʦʩʪʶʤ, ʊɸʈɸɿ, ʢʦʪʦʨʳʡ ʦʪʨʘʞʘʝʪ ʥʘʰʫ ʠʩʪʦʨʠʶ, ʜʝʤʦʥʩʪʨʠʨʫʷ ʫʢʣʘʜ ʞʠʟ-

ʥʠ ʥʘʨʦʜʘ ʚ ʧʨʦʰʣʦʤ. ʊʦ ʝʩʪʴ, ʧʦʤʦʛʘʶʪ ʚʩʝʤ ʙʦʣʝʝ ʯʝʤ ʛʨʘʤʦʪʥʦ ʦʨʛʘʥʠʟʦ-

ʚʘʪʴ ʩʚʦʶ ʨʘʙʦʪʫ ʜʣʷ ʩʦʭʨʘʥʝʥʠʷ ʠ ʧʝʨʝʜʘʯʠ ʪʦʡ ʮʝʥʥʦʡ ʠʥʬʦʨʤʘʮʠʠ, ʯʪʦ 

ʧʝʨʝʜʘʣʦʩʴ ʦʪ ʥʘʰʠʭ ʧʨʘʜʝʜʦʚ, ʜʣʷ ʩʦʭʨʘʥʝʥʠʷ ʪʨʘʜʠʮʠʦʥʥʳʭ ʘʨʤʷʥʩʢʠʭ 

ʪʘʥʮʝʚ ʠ ʢʫʣʴʪʫʨʳ ʚ ʮʝʣʦʤ. 

ɺ ʨʝʩʧʫʙʣʠʢʝ ɸʨʤʝʥʠʷ ʚ ʜʝʣʝ ʩʦʭʨʘʥʝʥʠʷ ʪʘʥʮʝʚʘʣʴʥʦʛʦ ʥʘʩʣʝʜʠʷ 

ʙʦʣʴʰʫʶ ʨʦʣʴ ʠʛʨʘʝʪ ʄʠʥʠʩʪʝʨʩʪʚʦ ʢʫʣʴʪʫʨʳ ʈʝʩʧʫʙʣʠʢʠ ɸʨʤʝʥʠʷ [13] ʠ 

ʄʠʥʠʩʪʝʨʩʪʚʦ ʜʠʘʩʧʦʨʳ ʈʝʩʧʫʙʣʠʢʠ ɸʨʤʝʥʠʷ [15]. 

ɺ ʦʙʣʘʩʪʠ ʥʘʮʠʦʥʘʣʴʥʦʛʦ ʪʘʥʮʘ ʦʩʥʦʚʥʳʤʠ ʟʘʜʘʯʘʤʠ ʥʘ ʛʦʩʫʜʘʨʩʪʚʝʥ-

ʥʦʤ ʫʨʦʚʥʝ ʷʚʣʷʶʪʩʷ: 

- ʧʦʜʜʝʨʞʢʘ ʠ ʬʠʥʘʥʩʦʚʘʷ ʧʦʤʦʱʴ ʥʘʨʦʜʥʳʭ ʠ ʬʦʣʴʢʣʦʨʥʳʭ ʘʥʩʘʤ-

ʙʣʝʡ, ʧʫʪʝʤ ʧʨʝʜʦʩʪʘʚʣʝʥʠʷ ʛʨʘʥʪʦʚ, 

- ʦʩʫʱʝʩʪʚʣʝʥʠʝ ʥʦʚʳʭ ʙʘʣʝʪʥʳʭ ʩʧʝʢʪʘʢʣʝʡ, ʧʦʩʪʘʥʦʚʦʢ ʬʦʣʴʢʣʦʨʥʳʭ 

ʠ ʥʘʨʦʜʥʳʭ ʪʘʥʮʝʚ ʧʦ ʛʦʩʫʜʘʨʩʪʚʝʥʥʦʤʫ ʟʘʧʨʦʩʫ, ʟʘʢʘʟʫ, 

- ʧʨʝʜʩʪʘʚʣʝʥʠʝ ʚʝʣʠʢʦʛʦ ʘʨʤʷʥʩʢʦʛʦ ʪʘʥʮʝʚʘʣʴʥʦʛʦ ʥʘʩʣʝʜʠʷ ʰʠʨʦʢʦʡ 

ʧʫʙʣʠʢʝ, 



- ʧʨʝʜʦʩʪʘʚʣʝʥʠʝ ʚʦʟʤʦʞʥʦʩʪʠ ʜʣʷ ʦʩʫʱʝʩʪʚʣʝʥʠʷ ʧʨʦʛʨʘʤʤ ʧʦ ʦʙʫʯʝ-

ʥʠʶ ʠ ʧʦʚʳʰʝʥʠʶ ʢʚʘʣʠʬʠʢʘʮʠʠ ʤʦʣʦʜʳʭ ʭʦʨʝʦʛʨʘʬʦʚ [8]. 

ʆʜʥʘ ʠʟ ʩʧʦʩʦʙʩʪʚʫʶʱʠʭ ʨʘʟʚʠʪʠʶ ʠ ʩʦʭʨʘʥʝʥʠʷ ʭʦʨʝʦʛʨʘʬʠʠ ʠ ʢʫʣʴ-

ʪʫʨʳ ʚ ʮʝʣʦʤ ʧʨʦʛʨʘʤʤ ʥʘ ʩʝʛʦʜʥʷʰʥʠʡ ʜʝʥʴ ʷʚʣʷʝʪʩʷ ʦʨʛʘʥʠʟʘʮʠʷ ʠ ʧʨʦʚʝ-

ʜʝʥʠʝ ʨʘʟʥʦʛʦ ʨʦʜʘ ʬʝʩʪʠʚʘʣʝʡ. ʉ ʵʪʦʡ ʮʝʣʴʶ ʠ ʚ 2004 ʛʦʜʫ ʚ ɸʨʤʝʥʠʠ ʙʳʣ 

ʩʦʟʜʘʥ ʫʥʠʢʘʣʴʥʳʡ ʧʦ ʩʚʦʝʤʫ ʩʦʜʝʨʞʘʥʠʶ ʬʝʩʪʠʚʘʣʴ ʧʦʜ ʥʘʟʚʘʥʠʝʤ çɽʜʠʥʘʷ 

ʥʘʮʠʷ, ʝʜʠʥʘʷ ʢʫʣʴʪʫʨʘè. ɿʘ 10 ʜʥʝʡ ʘʨʤʷʥʩʢʠʝ ʢʦʣʣʝʢʪʠʚʳ ʠ ʩʦʣʴʥʳʝ ʠʩʧʦʣ-

ʥʠʪʝʣʠ ʨʘʟʥʳʭ ʩʬʝʨ ʢʫʣʴʪʫʨʳ, ʧʨʠʝʭʘʚʰʠʝ ʩ ʨʘʟʥʳʭ ʢʦʥʮʦʚ ɿʝʤʣʠ, ʧʨʝʜ-

ʩʪʘʚʣʷʣʠ ʩʚʦʶ ʨʘʙʦʪʫ, ʚʳʩʪʫʧʘʷ ʥʘ ʙʦʣʴʰʠʭ ʩʮʝʥʘʭ ʩʪʦʣʠʮʳ ɸʨʤʝʥʠʠ ɽʨʝ-

ʚʘʥʘ ʠ ʧʦ ʚʩʝʡ ɸʨʤʝʥʠʠ. ɺ ʨʘʤʢʘʭ ʬʝʩʪʠʚʘʣʷ ʦʨʛʘʥʠʟʦʚʳʚʘʣʠʩʴ ʵʢʩʢʫʨʩʠʠ ʧʦ 

ʚʩʝʡ ɸʨʤʝʥʠʠ ï ʩʪʨʘʥʳ, ʢʦʪʦʨʘʷ ʥʘʟʳʚʘʝʪʩʷ çʤʫʟʝʝʤ ʧʦʜ ʦʪʢʨʳʪʳʤ ʥʝʙʦʤè. 

ʋ ʫʯʘʩʪʥʠʢʦʚ ʧʦʷʚʣʷʝʪʩʷ ʦʛʨʦʤʥʘʷ ʚʦʟʤʦʞʥʦʩʪʴ ʧʨʦʷʚʠʪʴ ʩʝʙʷ, ʧʦʟʥʘʢʦ-

ʤʠʪʴʩʷ ʩ ʥʦʚʳʤʠ ʣʶʜʴʤʠ, ʜʝʷʪʝʣʷʤʠ ʢʫʣʴʪʫʨʳ ʠ ʩʦ ʟʚʝʟʜʘʤʠ ɸʨʤʝʥʠʠ. ɺ ʧʦ-

ʜʦʙʥʳʭ ʤʝʨʦʧʨʠʷʪʠʷʭ ʧʨʦʠʩʭʦʜʠʪ ʦʙʤʝʥ ʦʧʳʪʦʤ, ʫʤʝʥʠʷʤʠ ʠ ʥʘʢʦʧʣʝʥʥʳʤʠ 

ʟʥʘʥʠʷʤʠ. ʌʝʩʪʠʚʘʣʴ, ʜʘʚ ʩʚʦʝ ʩʪʘʨʪʦʚʦʝ ʥʘʯʘʣʦ, ʧʨʦʜʦʣʞʘʣʩʷ ʥʘ ʧʨʦʪʷʞʝ-

ʥʠʠ 6 ʣʝʪ ʠ ʧʨʦʚʦʜʠʣʩʷ ʨʘʟ ʚ ʜʚʘ ʛʦʜʘ. ɺʩʝʘʨʤʷʥʩʢʠʡ ʬʝʩʪʠʚʘʣʴ çɽʜʠʥʘʷ 

ʥʘʮʠʷ, ʝʜʠʥʘʷ ʢʫʣʴʪʫʨʘè ʧʨʦʭʦʜʠʣ ʧʦʜ ʚʳʩʦʢʠʤ ʧʘʪʨʦʥʘʞʝʤ ʇʨʝʟʠʜʝʥʪʘ 

ʈʝʩʧʫʙʣʠʢʠ ɸʨʤʝʥʠʷ, ʄʠʥʠʩʪʝʨʩʪʚʘ ʜʠʘʩʧʦʨʳ ʈʝʩʧʫʙʣʠʢʠ ɸʨʤʝʥʠʷ, ʄʠʥʠ-

ʩʪʝʨʩʪʚʘ ʠʥʦʩʪʨʘʥʥʳʭ ʜʝʣ ʈʝʩʧʫʙʣʠʢʠ ɸʨʤʝʥʠʷ, ʄʠʥʠʩʪʝʨʩʪʚʘ ʢʫʣʴʪʫʨʳ 

ʈʝʩʧʫʙʣʠʢʠ ɸʨʤʝʥʠʷ ʠ ʌʦʥʜʦʤ çɽʜʠʥʘʷ ʥʘʮʠʷ, ʝʜʠʥʘʷ ʢʫʣʴʪʫʨʘè. ɺ ʧʦʩʣʘ-

ʥʠʠ ʇʨʝʟʠʜʝʥʪʘ ʈʝʩʧʫʙʣʠʢʠ ɸʨʤʝʥʠʷ ʉʝʨʞʘ ʉʘʨʢʠʩʷʥʘ ʚ 2010 ʛʦʜʫ ʚʩʝʤ 

ʫʯʘʩʪʥʠʢʘʤ ʬʝʩʪʠʚʘʣʷ ʛʦʚʦʨʠʪʴʩʷ, ʯʪʦ ʧʨʦʚʝʜʝʥʠʝ ʦʙʱʝ ʘʨʤʷʥʩʢʦʛʦ ʬʝʩʪʠ-

ʚʘʣʷ ʥʘ ʥʘʰʝʡ ʈʦʜʠʥʝ ʷʚʣʷʝʪʩʷ ʭʦʨʦʰʝʡ ʚʦʟʤʦʞʥʦʩʪʴʶ ʜʣʷ ʢʦʥʩʦʣʠʜʘʮʠʠ 

ʚʩʝʛʦ ʘʨʤʷʥʩʢʦʛʦ ʥʘʨʦʜʘ ʚʦʢʨʫʛ ʥʘʮʠʦʥʘʣʴʥʦʛʦ ʠʩʢʫʩʩʪʚʘ ʠ ʢʫʣʴʪʫʨʳ, ʘ ʪʘʢ-

ʞʝ ʜʣʷ ʧʨʝʜʩʪʘʚʣʝʥʠʷ ʰʠʨʦʢʦʡ ʦʙʱʝʩʪʚʝʥʥʦʩʪʠ ʜʦʩʪʠʞʝʥʠʡ ʚ ʦʙʣʘʩʪʠ ʢʫʣʴ-

ʪʫʨʳ ʥʘʰʝʛʦ ʨʘʩʩʝʷʥʥʦʛʦ ʧʦ ʚʩʝʤʫ ʤʠʨʫ ʥʘʨʦʜʘ. 

ʕʪʦʪ ʥʝʧʨʝʢʨʘʱʘʶʱʠʡʩʷ ʬʝʩʪʠʚʘʣʴʥʳʡ ʧʨʦʮʝʩʩ ʫʢʨʝʧʣʷʝʪ ʥʘʰʝ ʥʘʮʠ-

ʦʥʘʣʴʥʦʝ ʝʜʠʥʩʪʚʦ ʠ ʧʦʟʚʦʣʷʝʪ ʥʘʤ ʧʦ-ʥʦʚʦʤʫ ʧʨʦʷʚʠʪʴ ʥʘʰʠ ʭʘʨʘʢʪʝʨʥʳʝ 

ʯʝʨʪʳ ʠ ʩʘʤʦʙʳʪʥʦʩʪʴ. ʇʦʜʦʙʥʳʡ ʬʝʩʪʠʚʘʣʴ ʩʧʦʩʦʙʩʪʚʫʝʪ ʩʦʭʨʘʥʝʥʠʶ ʠ ʨʘʟ-

ʚʠʪʠʶ ʥʘʰʠʭ ʮʝʥʥʦʩʪʝʡ ʚ ʦʙʣʘʩʪʠ ʢʫʣʴʪʫʨʳ ʠ ʧʨʠʜʘʝʪ ʥʦʚʳʡ ʜʫʭ ʚʟʘʠʤʥʦʤʫ 

ʦʙʦʛʘʱʝʥʠʶ ɸʨʤʝʥʠʠ ï ɸʨʮʘʭʘ ï ɼʠʘʩʧʦʨʳ. ʆʥ ʪʘʢʞʝ ʩʪʠʤʫʣʠʨʫʝʪ ʩʦʟʜʘʥʠʝ 

ʥʦʚʳʭ ʬʦʨʤʘʪʦʚ ʩʦʪʨʫʜʥʠʯʝʩʪʚʘ, ʩʧʦʩʦʙʩʪʚʫʝʪ ʫʛʣʫʙʣʝʥʠʶ ʠ ʨʘʩʰʠʨʝʥʠʶ 

ʩʚʷʟʝʡ ʤʦʣʦʜʳʭ ʜʝʷʪʝʣʝʡ ʢʫʣʴʪʫʨʳ, ʷʚʣʷʷʩʴ ʙʣʘʛʦʧʨʠʷʪʥʦʡ ʩʨʝʜʦʡ ʜʣʷ ʨʘʟ-

ʚʠʪʠʷ ʠ ʦʩʫʱʝʩʪʚʣʝʥʠʷ ʩʦʚʤʝʩʪʥʳʭ ʧʨʦʝʢʪʦʚ.  

ʇʨʝʟʠʜʝʥʪ ʚ ʩʚʦʝʡ ʨʝʯʠ ʜʦʙʘʚʠʣ, ʯʪʦ ʦʥ ʙʦʣʝʝ ʯʝʤ ʫʚʝʨʝʥ, ʯʪʦ ʵʪʦʪ 

ʦʙ̡ʝʜʠʥʷʶʱʠʡ ʚʩʝʭ ʘʨʤʷʥ ʚʦʢʨʫʛ ʘʨʤʷʥʩʢʦʡ ʢʫʣʴʪʫʨʳ ʧʨʘʟʜʥʠʢ ʝʱʝ ʙʦʣʴʰʝ 

ʫʢʨʝʧʣʷʝʪ ʣʶʙʦʚʴ ʢ ʈʦʜʠʥʝ ʠ ɻʦʩʫʜʘʨʩʪʚʫ ʚʩʝʭ ɸʨʤʷʥ.  

ʉʘʤ ʬʝʩʪʠʚʘʣʴ ʠ ʚʩʝ ʝʛʦ ʵʪʘʧʳ ʧʦʩʣʫʞʠʣʠ ʝʛʦ ʙʣʘʛʦʨʦʜʥʦʡ ʮʝʣʠ, ʘ 

ʠʤʝʥʥʦ, ʩʦʭʨʘʥʝʥʠʝ ʢʫʣʴʪʫʨʥʦʛʦ ʥʘʩʣʝʜʠʷ ʘʨʤʷʥʩʢʦʛʦ ʥʘʨʦʜʘ. 



ʇʦʩʣʝ 2010 ʛʦʜʘ ʩʪʘʣʦ ʧʦʥʷʪʥʦ, ʯʪʦ ʬʝʩʪʠʚʘʣʴ çɽʜʠʥʘʷ ʥʘʮʠʷ, ʝʜʠʥʘʷ 

ʢʫʣʴʪʫʨʘè ʧʝʨʝʨʦʩ ʩʝʙʷ, ʯʪʦ ʞʝʣʘʶʱʠʭ ʫʯʘʩʪʚʦʚʘʪʴ ʚ ʵʪʦʤ ʧʨʘʟʜʥʠʢʝ ʚʩʝ 

ʙʦʣʴʰʝ ʠ ʙʦʣʴʰʝ, ʙʳʣʦ ʨʝʰʝʥʦ ʤʝʥʷʪʴ ʬʦʨʤʘʪ ʬʝʩʪʠʚʘʣʷ, ʨʘʩʰʠʨʠʪʴ ʧʨʦ-

ʩʪʨʘʥʩʪʚʝʥʥʳʝ ʠ ʚʨʝʤʝʥʥʳʝ ʨʘʤʢʠ. ʀ ʥʳʥʝʰʥʠʡ ʧʨʦʝʢʪ ʚ ʦʧʨʝʜʝʣʝʥʥʦʤ 

ʩʤʳʩʣʝ ʩʪʘʣ ʧʨʝʝʤʥʠʢʦʤ ʧʨʝʜʳʜʫʱʝʛʦ ʠ ʪʘʢʞʝ ʠʤʝʝʪ ʚʩʝ ʘʨʤʷʥʩʢʫʶ ʥʘʧʨʘʚ-

ʣʝʥʥʦʩʪʴ, ʢʘʢ ʠ ʧʨʝʜʳʜʫʱʠʡ ʠ ʥʘʟʚʘʣʠ ʝʛʦ çʄʦʷ ɸʨʤʝʥʠʷè. ʆʜʥʘʢʦ ʝʩʣʠ 

ʧʝʨʚʳʡ ʜʣʠʣʩʷ 7-10 ʜʥʝʡ ʠ ʟʘ ʩʪʦʣʴ ʢʦʨʦʪʢʠʡ ʩʨʦʢ ʧʨʝʜʩʪʘʚʣʷʣ ʤʥʦʛʦʞʘʥʨʦ-

ʚʫʶ ʥʘʮʠʦʥʘʣʴʥʫʶ ʢʫʣʴʪʫʨʫ ʘʨʤʷʥʩʢʦʛʦ ʥʘʨʦʜʘ ʚ ʠʩʧʦʣʥʝʥʠʠ ʘʥʩʘʤʙʣʝʡ ʠ 

ʩʦʣʠʩʪʦʚ ʠʟ ɸʨʤʝʥʠʠ, ʉʧʶʨʢʘ ʠ ɸʨʮʘʭʘ, ʪʦ çʄʦʷ ɸʨʤʝʥʠʷè ʠʤʝʝʪ ʥʝʩʢʦʣʴʢʦ 

ʠʥʦʡ ʬʦʨʤʘʪ ʠ ʧʨʦʚʦʜʠʪʴʩʷ ʚ ʪʝʯʝʥʠʝ 4 ʤʝʩʷʮʝʚ [3]. 

ʀʤʝʥʥʦ ʩ 2012 ʛʦʜʘ ʣʝʪʦʤ ʄʠʥʠʩʪʝʨʩʪʚʦ ɼʠʘʩʧʦʨʳ ʈɸ ʦʩʫʱʝʩʪʚʠʣ 

ʦʙʱʝʘʨʤʷʥʩʢʠʡ ʬʝʩʪʠʚʘʣʴ çʄʦʷ ɸʨʤʝʥʠʷè ï çʀʤ ɸʡʘʩʪʘʥè. ʊʦʯʥʦ ʪʘʢ ʞʝ, 

ʢʘʢ ʠ ʫ ʧʨʝʜʳʜʫʱʝʛʦ ʬʝʩʪʠʚʘʣʷ, ʮʝʣʷʤʠ ʠ ʟʘʜʘʯʘʤʠ ʬʝʩʪʠʚʘʣʷ ʷʚʣʷʝʪʩʷ ʨʘʩ-

ʰʠʨʝʥʠʝ ʩʚʷʟʝʡ ʠ ʚʦʟʤʦʞʥʦʩʪʝʡ ʩʦʪʨʫʜʥʠʯʝʩʪʚʘ ɸʨʤʝʥʠʷ-ɼʠʘʩʧʦʨʘ, ʩʦʜʝʡ-

ʩʪʚʠʝ ʩʦʭʨʘʥʝʥʠʶ ʠ ʨʘʟʚʠʪʠʶ ʘʨʤʷʥʩʢʦʡ ʢʫʣʴʪʫʨʳ ʠ ʢʫʣʴʪʫʨʥʦʡ ʠʜʝʥʪʠʯʥʦ-

ʩʪʠ, ʫʢʨʝʧʣʝʥʠʶ ʠ ʨʘʟʚʠʪʠʶ ʩʚʷʟʝʡ ɸʨʤʝʥʠʷ-ɸʨʮʘʭ-ɼʠʘʩʧʦʨʘ, ʩʦʜʝʡʩʪʚʠʝ 

ʬʦʨʤʠʨʦʚʘʥʠʶ ʥʦʚʳʭ ʬʦʨʤʘʪʦʚ ʩʦʪʨʫʜʥʠʯʝʩʪʚʘ, ʫʛʣʫʙʣʝʥʠʶ ʢʫʣʴʪʫʨʥʳʭ 

ʩʚʷʟʝʡ ʤʝʞʜʫ ʪʚʦʨʯʝʩʢʦʡ ʤʦʣʦʜʝʞʴʶ ɸʨʤʝʥʠʠ ʠ ɼʠʘʩʧʦʨʳ, ʧʦʜʜʝʨʞʢʘ ʨʘʟ-

ʨʘʙʦʪʢʠ ʠ ʦʩʫʱʝʩʪʚʣʝʥʠʷ ʩʦʚʤʝʩʪʥʳʭ ʧʨʦʛʨʘʤʤ, ʨʘʟʚʠʪʠʷ ʠ ʧʨʦʧʘʛʘʥʜʳ ʩʦ-

ʚʨʝʤʝʥʥʦʛʦ ʘʨʤʷʥʩʢʦʛʦ ʠʩʢʫʩʩʪʚʘ, ʩʦʜʝʡʩʪʚʠʝ ʚʳʷʚʣʝʥʠʶ ʠ ʩʧʣʦʯʝʥʠʶ ʦʙ-

ʱʝʘʨʤʷʥʩʢʦʛʦ ʧʨʦʬʝʩʩʠʦʥʘʣʴʥʦʛʦ ʧʦʪʝʥʮʠʘʣʘ ʚ ʩʬʝʨʝ ʢʫʣʴʪʫʨʳ. 

ɺ ʨʘʤʢʘʭ ʬʝʩʪʠʚʘʣʷ ʧʨʦʭʦʜʷʪ ʩʣʝʜʫʶʱʠʝ ʤʝʨʦʧʨʠʷʪʠʷ: 

çʆʙʱʝ ʘʨʤʷʥʩʢʠʡ ʬʦʨʫʤ ʘʨʤʷʥʩʢʠʭ ʧʠʩʘʪʝʣʝʡè, 

çɼʥʠ ʪʘʥʮʝʚʘʣʴʥʦʛʦ ʠʩʢʫʩʩʪʚʘè, 

çɼʥʠ ʭʦʨʦʚʦʛʦ ʠʩʢʫʩʩʪʚʘè, 

ɺʳʩʪʫʧʣʝʥʠʷ ʩʦʣʴʥʳʭ ʠʩʧʦʣʥʠʪʝʣʝʡ, 

çʆʙʱʝ ʘʨʤʷʥʩʢʠʡ ʬʝʩʪʠʚʘʣʴ ʜʫʜʫʢʘè, 

çVI ʦʙʱʝ ʘʨʤʷʥʩʢʠʡ ʬʦʨʫʤ ʞʫʨʥʘʣʠʩʪʦʚè [12]. 

ɺ çɼʥʷʭ ʪʘʥʮʝʚʘʣʴʥʦʛʦ ʠʩʢʫʩʩʪʚʘè ʚʩʝ ʘʨʤʷʥʩʢʦʛʦ ʬʝʩʪʠʚʘʣʷ çʄʦʷ 

ɸʨʤʝʥʠʷè (29 ʠʶʥʷ -10 ʠʶʣʷ) ʧʨʠʥʷʣʦ ʫʯʘʩʪʠʝ 1200 ʪʘʥʮʦʨʘ ʠ ʘʥʩʘʤʙʣʝʡ ʠʟ 

30 ʛʦʨʦʜʦʚ 23 ʩʪʨʘʥ, ʢʦʥʮʝʨʪʳ ʢʦʪʦʨʳʭ ʧʨʦʩʤʦʪʨʝʣʦ 50 ʪʳʩ. ʟʨʠʪʝʣʝʡ ʚʦ ʚʩʝʭ 

ʦʙʣʘʩʪʷʭ ɸʨʤʝʥʠʠ, ʘ ʪʘʢʞʝ ʚ ʅʘʛʦʨʥʦ-ʂʘʨʘʙʘʭʩʢʦʡ ʈʝʩʧʫʙʣʠʢʝ. ɺʝʩʴ ʬʝʩʪʠ-

ʚʘʣʴ ʪʨʘʥʩʣʠʨʦʚʘʣʩʷ ʧʦ ʮʝʥʪʨʘʣʴʥʦʤʫ ʪʝʣʝʚʠʜʝʥʠʶ ɸʨʤʝʥʠʠ ʠ ʧʦ ʩʧʫʪʥʠʢʦ-

ʚʳʤ ʢʘʥʘʣʘʤ. ʇʦ ʩʣʦʚʘʤ ʧʨʝʜʩʝʜʘʪʝʣʷ ʉʦʶʟʘ ʅʘʮʠʦʥʘʣʴʥʦʛʦ ʊʘʥʮʝʚʘʣʴʥʦʛʦ 

ʀʩʢʫʩʩʪʚʘ ʠ ʊʘʥʮʝʚʝʜʦʚ ɸʨʤʝʥʠʠ ʂ.ɹ. ɻʝʚʦʨʛʷʥʘ, ʢʦʪʦʨʳʡ ʷʚʣʷʝʪʩʷ ʭʫʜʦʞʝ-

ʩʪʚʝʥʥʳʤ ʨʫʢʦʚʦʜʠʪʝʣʝʤ ʪʘʥʮʝʚʘʣʴʥʦʡ ʯʘʩʪʠ ʬʝʩʪʠʚʘʣʷ ʠʟʥʘʯʘʣʴʥʦ, ʙʳʣʦ 

ʩʢʘʟʘʥʦ, ʯʪʦ ʧʦʜʘʚʣʷʶʱʝʝ ʙʦʣʴʰʠʥʩʪʚʦ ʫʯʘʩʪʥʠʢʦʚ çɼʥʝʡ ʪʘʥʮʝʚʘʣʴʥʦʛʦ ʠʩ-

ʢʫʩʩʪʚʘè ʚʧʝʨʚʳʝ ʧʦʙʳʚʘʣʦ ʥʘ ʈʦʜʠʥʝ. ʆʥ ʦʪʤʝʪʠʣ, ʯʪʦ ʤʥʦʛʠʝ ʠʟ ʥʠʭ, ʜʘʞʝ 

ʥʝ ʟʥʘʷ ʘʨʤʷʥʩʢʦʛʦ, ʦʩʪʘʶʪʩʷ ʘʨʤʷʥʘʤʠ ʧʦʩʨʝʜʩʪʚʦʤ ʪʘʥʮʘ [1]. 



ɺ ʨʘʤʢʘʭ ʬʝʩʪʠʚʘʣʷ çʄʦʷ ɸʨʤʝʥʠʷè ʧʨʝʜʫʩʤʦʪʨʝʥʦ ʪʘʢʞʝ ʧʨʦʚʝʜʝʥʠʝ 

ʤʘʩʪʝʨ-ʢʣʘʩʩʦʚ ʜʣʷ ʧʨʝʜʩʪʘʚʠʪʝʣʝʡ ɼʠʘʩʧʦʨʳ. ɽʱʝ ʩ 2004 ʛʦʜʘ ʚ ʨʘʤʢʘʭ ʬʝ-

ʩʪʠʚʘʣʷ çɽʜʠʥʘʷ ʥʘʮʠʷ, ʝʜʠʥʘʷ ʢʫʣʴʪʫʨʘè ʠ ʚ 2012 ʛʦʜʫ ʫʞʝ ʚ ʨʘʤʢʘʭ ʬʝʩʪʠ-

ʚʘʣʷ çʄʦʷ ɸʨʤʝʥʠʷè ʦʛʨʦʤʥʫʶ ʨʦʣʴ ʠʛʨʘʣ ʤʘʩʪʝʨ-ʢʣʘʩʩ ʧʦ ʘʨʤʷʥʩʢʠʤ ʪʘʥ-

ʮʘʤ. ʀʟʥʘʯʘʣʴʥʦ ʧʨʦʚʝʜʝʥʠʝ ʠ ʦʨʛʘʥʠʟʘʮʠʷ ʛʨʘʤʦʪʥʳʤ ʦʙʨʘʟʦʤ ʜʣʷ ʚʩʝʭ 

ʫʯʘʩʪʥʠʢʦʚ ʠ ʨʫʢʦʚʦʜʠʪʝʣʝʡ ʬʝʩʪʠʚʘʣʷ, ʩʘʤʘ ʠʜʝʷ ʠ ʦʩʫʱʝʩʪʚʣʝʥʠʝ ʧʨʦʚʝʜʝ-

ʥʠʷ ʤʘʩʪʝʨ ʢʣʘʩʩʦʚ, ʦʧʷʪʴ ʞʝ, ʧʨʠʥʘʜʣʝʞʠʪ ʧʨʦʬʝʩʩʦʨʫ ʂ.ɹ. ɻʝʚʦʨʛʷʥʫ. ʉ 

ʦʛʨʦʤʥʳʤ ʙʘʛʘʞʦʤ ʠ ʧʨʠʦʙʨʝʪʝʥʥʳʤ ʟʘʧʘʩʦʤ ʠʥʬʦʨʤʘʮʠʠ ʭʦʨʝʦʛʨʘʬʳ ʧʦ-

ʩʪʘʥʦʚʱʠʢʠ ʚʦʟʚʨʘʱʘʶʪʩʷ ʚ ʪʝ ʩʪʨʘʥʳ, ʛʜʝ ʞʠʚʫʪ ʠ ʨʘʙʦʪʘʶʪ, ʠ ʵʪʘ ʠʥʬʦʨ-

ʤʘʮʠʷ ʩʣʫʞʠʪ ʙʝʩʮʝʥʥʦʡ ʬʦʨʤʦʡ ʜʣʷ ʜʘʣʴʥʝʡʰʝʡ ʜʝʷʪʝʣʴʥʦʩʪʠ ʚ ʩʦʭʨʘʥʝʥʠʠ 

ʭʦʨʝʦʛʨʘʬʠʯʝʩʢʦʛʦ ʥʘʩʣʝʜʠʷ. 

ɸʨʤʷʥʩʢʠʡ ʪʘʥʝʮ ʷʚʣʷʝʪʩʷ ʩʫʪʴʶ ʤʦʝʡ ʞʠʟʥʝʜʝʷʪʝʣʴʥʦʩʪʠ ʠ ʩʤʳʩʣʦʤ 

ʩʫʱʝʩʪʚʦʚʘʥʠʷ. ʀ ʥʘ ʜʘʥʥʳʡ ʤʦʤʝʥʪ ʥʝ ʤʦʛʫ ʥʝ ʟʘʪʨʘʛʠʚʘʪʴ ʪʝʤʫ ʦ ʪʦʤ, ʯʪʦ 

ʤʥʦʛʦ ʯʝʛʦ ʥʝ ʭʚʘʪʘʝʪ ʥʘ ʩʝʛʦʜʥʷʰʥʠʡ ʜʝʥʴ ʠ ʚ ʧʝʨʚʫʶ ʦʯʝʨʝʜʴ, ʧʨʘʚʠʣʴʥʦʛʦ 

ʦʪʥʦʰʝʥʠʷ  ʢ ʪʝʤ ʣʶʜʷʤ, ʢʦʪʦʨʳʝ ʥʝʩʫʪ ʚ ʩʝʙʝ ʪʘʥʮʝʚʘʣʴʥʳʝ ʟʥʘʥʠʷ ʠ ʷʚʣʷ-

ʶʪʩʷ ʭʨʘʥʠʪʝʣʝʤ ʠʥʬʦʨʤʘʮʠʠ, ʩʦʢʨʦʚʠʱʘ ʜʫʰ ʯʝʣʦʚʝʯʝʩʢʠʭ. 
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Myself is Dr. Varsha Bakre Patil (Dr. Varsha Arun Patil) I am the daughter 

of India. My nation India is the abode and sweet home for almost all kinds of art. 

Art and culture are the core of the nationality. There are diversities. There are dif-

ferent and various ways of living. There are different languages, different cos-

tumes, different foods. You will find all these things as you travel through the na-

tion. There is pleasure to enjoy all these varieties. But there is national integrity 

and unity. We are proud of our mother land India.  

Now let us see what is art? Art means the practical skill. Arts mean branches 

of learning. There are 64 Arts mentioned in the culture ways of India. They are di-

vided as handicrafts and fine arts. 

Fine arts are the arts to give comforts and entertain. They create entertain-

ments they are as music, painting, drama, drawing, sculpture, dance playing on in-

struments etc. 

The personôs performing arts are divided under two groups. Professionals 

and amateurs. 

To acquire the skill in any art learning, understanding and a lot of practice 

are needed. There should be easy and skill in putting the art before audience and to 

get appreciation. 

Dance is the one of the fine arts not only to entertain but to explain different 

moves, feelings as well as all kinds of emotions and sentiments. 

All the creatures and animals have sentiments and appreciations. They also 

show their feelings and moods through their movements of some parts of bodies. 

Sometimes with dance also moods feelings and sentiments are great in numbers. 

But they all are categorized under nine heads. 

1. Shrungar  Amorous  

2. Hasya  Laughter 

3. Karuna  Pathos 

4. Raudra  Dreadful/ awful 

5. Veera   Warlike heroism 

http://www.mindiaspora.am/


6. Shanta  Pacification  

7. Adabhuta  Sudden stricking astonishment  

8. Bhayana  Horrification 

9. Vibhasya  Obscence 

Each every kind can be expressed and shown through body movements and 

facial gesture. Hence this is a very important topic for everyone to consider. Par-

ticularly for a dancer it is a worthy note to keep in mind. This is a body language. 

To know, understand and to follow this body language is a must for any dancer. 

But of various kinds of dances found at kathak dance is a powerful mean to 

show it all with an easy, through movements of parts of body. Hence it is essential 

to know which are the important parts of body and how do the help the performer. 

The knowledge about the capacities of these various parts of body and body as 

whole add additional education and increase the ability to form different creativi-

ties. 

Let us see how this magic takes place.  

A head above portion upheld on the neck is very important. It is the crown. 

Almost all the sense organs are the parts of a head. They are two eyes, two ears, 

one nose with two nostrils, a mouth including teeth and tongue. They all are the 

best indicators of different sentiments. Sometimes they work together. There sepa-

rate movements also give us enough entertainments. 

Observe the actions of the eyes. The eyes have main four parts to indicate 

different sentiments, moods and emotions. They have power to show all nine sen-

timents. Movements of each of them are to be noted. Their power of illustration is 

to be increased with observation and intellect. Lessons are to be taken by well 

versed teacher (Guru). The teacher explains the different movements and work by 

giving example and acts an action himself. Only verbal explanation of the work is 

not sufficient to guide. Actions are to be shown properly. The parts of eyes are eye-

brow, eye-ball, eye-glass, eye-lash, eye-lid, eye-place and eye-sight. What the eyes 

can do for oneôs self and how are the effective can easily be explain by following 

idioms and phrases. 

1. An eye for an eye. 

2. To catch oneôs eye. 

3. To have an eye to. 

4. To keep an eye on. 

5. To make eyes at. 

6. To open a personôs eyes. 

7. To set eyes on. 

8. To see eye to eye. 

9. Eye witness.    

10. Eye wash. 



11. Eagles eye. 

Now come to the ears .They have power of hearing and listening here also 

different phrases will help us to note many things. 

1. To be all ears. 

2. To set person by the ears. 

3. Prick up oneôs ears. 

4. Overhead and ears in love. 

5. A word in your ear. 

6. Give ear to. 

7. Give every man thy ear but few thy voice. 

All these things can be shown through movements in dance. 

Now observe the nose. The main work nose is to take breathe in and out & 

but here again see the fun. Note the following things. 

1. Nose dive (swift straight descent) 

2. To turn up oneôs nose. 

3. Under oneôs nose. 

4. To poke oneôs nose in the affairs of other. 

5. Nose gay (bunch of flowers). 

Nose has two nostrils. Dance has ability to show all these things through 

movements and action. 

Now take into consideration the mouth. The mouth has following main parts 

lips, teeth, tongue and jaws. They all have power to express various things. Move-

ments of laughing, smiling, speaking are done with help of mouth, eating, chewing, 

drinking are also done through the mouth. 

1. Wide opened mouth. 

2. Shut your mouth. 

3. Open your mouth. 

4. Fingers on lips. 

5. Down in the mouth. 

6. Put words into a personôs mouth. 

7. Take the words out of personôs mouth. 

8. Laugh on the wrong side of oneôs mouth. 

9. Put oneôs head in lionôs mouth. 

10. Have oneôs heart in oneôs mouth. 

11. Take the bread out of someoneôs mouth. 

12. To feed the mouth etc. 

Laughter and smiles indicate the sentiments in a very typical way. There are 

different proverbs regarding the teeth also. All these can be expressed through ac-

tions. 

Now the face.  



When talk about face we include all the sense organs namely mouth, nose, 

eyes, ears together. The whole face has great importance in dance activities. Face 

is a perfect indicator of all the moods, emotions, sentiments and what not. How the 

face reads so many things, is also expressed through many phrases and proverb. 

They all can be expressed with different actions and gestures on the face. 

1. Face anything. 

2. To look one in the face. 

3. Face against. 

4. In the face of. 

5. Face to face. 

6. To oneôs face. 

7. To make face at. 

8. To save oneôs face. 

9. On the face of it. 

10. To pull a long face etc. 

Facetious person has to use his face appearances in various ways. Expres-

sions on the face do more than a half work for a dancer.  

Different movements of the head with the help of neck are also powerful 

means to express many a things about emotions and sentiments. 

Now we approach to the work of hands. They help us very much. They as-

sist the facial gestures to show a lot. Palms and fingers put before us prominent 

functions during performances. Their movements are called (mudras). They are to 

be learnt under the proper guidance of worthy guru.  

Movements of waist are also considered. But their moderate used is appreci-

ated.  

The work of feet (foot work is important and remarkably to be studied by 

every type of dancer. 

In kathak dance also movements legs and every part of leg keep special 

marks. Steps and moves are important up till now we have taken into consideration 

work of different parts.  

In the same way the whole body also keeps its special glimpses in the pro-

cess of learning and teaching. Hence the work of the body is known as body lan-

guage. It helps us to express almost all types of sentiments mood and emotions. 

But mind well this body language is far different than the language which is used 

for deaf persons. 
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ʉʘʥʢʪ-ʇʝʪʝʨʙʫʨʛʩʢʘʷ ɸʢʘʜʝʤʠʷ ʪʘʥʮʘ ɹʦʨʠʩʘ ʕʡʬʤʘʥʘ: 

ʫʥʠʢʘʣʴʥʦʩʪʴ ʠ ʥʦʚʠʟʥʘ 

ʉʘʥʢʪ-ʇʝʪʝʨʙʫʨʛʩʢʦʝ ʛʦʩʫʜʘʨʩʪʚʝʥʥʦʝ ʙʶʜʞʝʪʥʦʝ ʧʨʦʬʝʩʩʠʦʥʘʣʴʥʦʝ 

ʦʙʨʘʟʦʚʘʪʝʣʴʥʦʝ ʫʯʨʝʞʜʝʥʠʝ çɸʢʘʜʝʤʠʷ ʪʘʥʮʘ ɹʦʨʠʩʘ ʕʡʬʤʘʥʘè ʩʦʟʜʘʥʦ 

ʇʨʘʚʠʪʝʣʴʩʪʚʦʤ ʉʘʥʢʪ-ʇʝʪʝʨʙʫʨʛʘ ʧʦ ʠʥʠʮʠʘʪʠʚʝ ʚʳʜʘʶʱʝʛʦʩʷ ʜʝʷʪʝʣʷ 

ʢʫʣʴʪʫʨʳ, ʚʩʝʤʠʨʥʦ ʠʟʚʝʩʪʥʦʛʦ ʭʦʨʝʦʛʨʘʬʘ, ʭʫʜʦʞʝʩʪʚʝʥʥʦʛʦ ʨʫʢʦʚʦʜʠʪʝʣʷ 

ʉʘʥʢʪ-ʇʝʪʝʨʙʫʨʛʩʢʦʛʦ ʛʦʩʫʜʘʨʩʪʚʝʥʥʦʛʦ ʘʢʘʜʝʤʠʯʝʩʢʦʛʦ ʪʝʘʪʨʘ ʙʘʣʝʪʘ 

ɹ.ʗ. ʕʡʬʤʘʥʘ. 

ʇʦʩʪʘʥʦʚʣʝʥʠʝ ʦ ʩʦʟʜʘʥʠʠ ɸʢʘʜʝʤʠʠ ʙʳʣʦ ʧʦʜʧʠʩʘʥʦ ɻʫʙʝʨʥʘʪʦʨʦʤ 

ʉʘʥʢʪ-ʇʝʪʝʨʙʫʨʛʘ ʚ ʷʥʚʘʨʝ 2011 ʛʦʜʘ. ʉʪʨʦʠʪʝʣʴʩʪʚʦ ʟʜʘʥʠʷ ʥʦʚʦʛʦ ʫʯʝʙʥʦʛʦ 

ʟʘʚʝʜʝʥʠʷ ʟʘʚʝʨʰʠʣʦʩʴ ʚ ʢʦʥʮʝ 2012 ʛʦʜʘ. ɸʢʘʜʝʤʠʷ ʪʘʥʮʘ ʨʘʩʧʦʣʦʞʠʣʘʩʴ ʚ 

ʢʚʘʨʪʘʣʝ, ʦʛʨʘʥʠʯʝʥʥʦʤ ɹʦʣʴʰʠʤ ʧʨʦʩʧʝʢʪʦʤ ʇʝʪʨʦʛʨʘʜʩʢʦʡ ʩʪʦʨʦʥʳ, ʫʣʠ-

ʮʘʤʠ ɹʦʣʴʰʦʡ ʇʫʰʢʘʨʩʢʦʡ, ʃʠʟʳ ʏʘʡʢʠʥʦʡ ʠ ɺʚʝʜʝʥʩʢʦʡ. ʆʙʱʘʷ ʧʣʦʱʘʜʴ 

ʧʦʤʝʱʝʥʠʡ ɸʢʘʜʝʤʠʠ ʩʦʩʪʘʚʣʷʝʪ 12 000 ʢʚ. ʤ. ʇʦʤʠʤʦ ʫʯʝʙʥʳʭ ʢʣʘʩʩʦʚ ʠ 

ʢʘʙʠʥʝʪʦʚ ʚ ʟʜʘʥʠʠ ʨʘʩʧʦʣʘʛʘʶʪʩʷ 14 ʙʘʣʝʪʥʳʭ ʟʘʣʦʚ, ʠʥʪʝʨʥʘʪ ʩ ʢʦʤʥʘʪʘʤʠ 

ʜʣʷ ʧʨʦʞʠʚʘʥʠʷ ʚʦʩʧʠʪʘʥʥʠʢʦʚ (ʥʘ 135 ʯʝʣ.), ʢʦʥʬʝʨʝʥʮ- ʠ ʘʢʪʦʚʳʝ ʟʘʣʳ, 

ʩʧʦʨʪʠʚʥʳʡ ʢʦʤʧʣʝʢʩ ʩ ʙʘʩʩʝʡʥʦʤ, ʧʠʱʝʙʣʦʢ, ʤʝʜʠʮʠʥʩʢʠʡ ʮʝʥʪʨ, ʙʠʙʣʠʦ-

ʪʝʢʘ-ʤʝʜʠʘʪʝʢʘ. 

ɸʢʘʜʝʤʠʷ ʪʘʥʮʘ ï ʩʦʮʠʘʣʴʥʦ ʦʨʠʝʥʪʠʨʦʚʘʥʥʳʡ ʧʨʦʝʢʪ, ʠʤʝʶʱʠʡ, ʙʝʟ-

ʫʩʣʦʚʥʦ, ʚʳʩʦʢʦʝ ʟʥʘʯʝʥʠʝ ʜʣʷ ʢʫʣʴʪʫʨʥʦʡ ʞʠʟʥʠ ʛʦʨʦʜʘ ʠ ʚʩʝʡ ʩʪʨʘʥʳ. ʇʨʝ-

ʩʪʠʞʥʦʝ ʫʯʝʙʥʦʝ ʟʘʚʝʜʝʥʠʝ ʛʦʪʦʚʠʪ ʘʨʪʠʩʪʦʚ ʙʘʣʝʪʘ ʥʝ ʪʦʣʴʢʦ ʜʣʷ ʇʝʪʝʨʙʫʨ-

ʛʘ, ʥʦ ʠ ʜʣʷ ʜʨʫʛʠʭ ʛʦʨʦʜʦʚ ʈʦʩʩʠʠ.  



ɸʢʘʜʝʤʠʷ ʩʦʟʜʘʥʘ ʢʘʢ ʪʚʦʨʯʝʩʢʘʷ ʣʘʙʦʨʘʪʦʨʠʷ, ʷʚʣʷʶʱʘʷʩʷ, ʩ ʦʜʥʦʡ 

ʩʪʦʨʦʥʳ, ʭʨʘʥʠʪʝʣʝʤ ʠ ʧʨʦʜʦʣʞʘʪʝʣʝʤ ʚʝʣʠʢʠʭ ʪʨʘʜʠʮʠʡ ʦʪʝʯʝʩʪʚʝʥʥʦʛʦ 

ʢʣʘʩʩʠʯʝʩʢʦʛʦ ʙʘʣʝʪʥʦʛʦ ʠʩʢʫʩʩʪʚʘ, ʘ ʩ ʜʨʫʛʦʡ ï ʰʢʦʣʦʡ ʤʘʩʪʝʨʩʪʚʘ ʜʣʷ ʤʦ-

ʣʦʜʳʭ ʘʨʪʠʩʪʦʚ, ʛʜʝ ʦʪʨʘʙʘʪʳʚʘʶʪʩʷ ʠʥʥʦʚʘʮʠʦʥʥʳʝ ʤʝʪʦʜʳ ʧʦʜʛʦʪʦʚʢʠ ʠ 

ʚʦʩʧʠʪʘʥʠʷ ʪʘʥʮʦʚʱʠʢʦʚ XXI ʚʝʢʘ, ʚʣʘʜʝʶʱʠʭ ʨʘʟʥʦʦʙʨʘʟʥʳʤʠ ʪʝʭʥʠʢʘʤʠ 

ʪʘʥʮʘ. 

ɸʢʘʜʝʤʠʷ ʪʘʥʮʘ ʧʦʟʠʮʠʦʥʠʨʫʝʪʩʷ ʢʘʢ ʫʯʝʙʥʦʝ ʟʘʚʝʜʝʥʠʝ, ʩʦʝʜʠʥʷʶʱʝʝ 

ʦʙʱʝʝ ʠ ʩʨʝʜʥʝʝ ʧʨʦʬʝʩʩʠʦʥʘʣʴʥʦʝ ʦʙʨʘʟʦʚʘʥʠʝ, ʘ ʪʘʢʞʝ ʢʘʢ ʦʜʠʥ ʠʟ ʬʣʘʛ-

ʤʘʥʦʚ ʦʙʱʝʨʦʩʩʠʡʩʢʦʡ ʩʠʩʪʝʤʳ ʧʦʠʩʢʘ ʠ ʧʦʜʜʝʨʞʢʠ ʪʘʣʘʥʪʣʠʚʳʭ ʜʝʪʝʡ.  

ʂʦʥʮʝʧʮʠʷ ɸʢʘʜʝʤʠʠ ʧʨʝʜʧʦʣʘʛʘʝʪ ʧʨʠʚʣʝʯʝʥʠʝ ʣʫʯʰʠʭ ʤʠʨʦʚʳʭ 

ʩʧʝʮʠʘʣʠʩʪʦʚ ʚ ʦʙʣʘʩʪʠ ʨʘʟʣʠʯʥʳʭ ʪʝʭʥʠʢ ʩʦʚʨʝʤʝʥʥʦʛʦ ʪʘʥʮʘ; ʠʩʧʦʣʴʟʦʚʘ-

ʥʠʝ ʜʦʩʪʠʞʝʥʠʡ ʩʦʚʨʝʤʝʥʥʦʡ ʩʧʦʨʪʠʚʥʦʡ ʤʝʜʠʮʠʥʳ ʠ ʦʩʫʱʝʩʪʚʣʝʥʠʝ ʤʝʜʠ-

ʢʦ-ʙʠʦʣʦʛʠʯʝʩʢʦʛʦ ʠ ʧʩʠʭʦʣʦʛʠʯʝʩʢʦʛʦ ʩʦʧʨʦʚʦʞʜʝʥʠʷ ʫʯʝʥʠʢʦʚ; ʰʠʨʦʢʦʝ 

ʠʩʧʦʣʴʟʦʚʘʥʠʝ ʫʥʠʢʘʣʴʥʦʛʦ ʢʫʣʴʪʫʨʥʦʛʦ ʧʦʪʝʥʮʠʘʣʘ ʉʘʥʢʪ-ʇʝʪʝʨʙʫʨʛʘ ʚ 

ʧʨʦʬʝʩʩʠʦʥʘʣʴʥʦʤ ʠ ʦʙʱʝ-ʵʩʪʝʪʠʯʝʩʢʦʤ ʦʙʨʘʟʦʚʘʥʠʠ ʙʫʜʫʱʠʭ ʜʝʷʪʝʣʝʡ ʙʘ-

ʣʝʪʘ ʠ ʪʝʘʪʨʘ. 

ʉʣʝʜʫʝʪ ʚʳʜʝʣʠʪʴ ʪʨʠ ʚʘʞʥʳʝ ʤʠʩʩʠʠ, ʢʦʪʦʨʳʝ ʥʝʩʝʪ ʥʦʚʦʝ ʦʙʨʘʟʦʚʘʪʝʣʴʥʦʝ 

ʫʯʨʝʞʜʝʥʠʝ. 

ʆʙʨʘʟʦʚʘʪʝʣʴʥʘʷ ʤʠʩʩʠʷ: 

ʉʦʟʜʘʪʴ ʚ ʈʦʩʩʠʠ ʠʥʥʦʚʘʮʠʦʥʥʫʶ ʩʠʩʪʝʤʫ ʧʦʜʛʦʪʦʚʢʠ ʪʘʣʘʥʪʣʠʚʳʭ ʜʝ-

ʪʝʡ ï ʙʫʜʫʱʠʭ ʘʨʪʠʩʪʦʚ ʙʘʣʝʪʘ. ɺ ʦʙʨʘʟʦʚʘʪʝʣʴʥʦʤ ʧʨʦʮʝʩʩʝ ʠʥʪʝʛʨʠʨʦʚʘʪʴ 

ʪʨʘʜʠʮʠʠ ʢʣʘʩʩʠʯʝʩʢʦʛʦ ʙʘʣʝʪʥʦʛʦ ʠʩʢʫʩʩʪʚʘ ʠ ʢʦʥʮʝʧʮʠʠ ʩʦʚʨʝʤʝʥʥʦʡ ʤʠ-

ʨʦʚʦʡ ʭʦʨʝʦʛʨʘʬʠʠ ʜʣʷ ʬʦʨʤʠʨʦʚʘʥʠʷ ʫʥʠʚʝʨʩʘʣʴʥʦʛʦ ʪʘʥʮʦʚʱʠʢʘ XXI  ʚʝʢʘ.  

ʉʦʮʠʘʣʴʥʘʷ ʤʠʩʩʠʷ:  

ɺʳʧʦʣʥʷʪʴ ʬʫʥʢʮʠʶ çʉʦʮʠʘʣʴʥʦʛʦ ʣʠʬʪʘè ʜʣʷ ʜʝʪʝʡ ʩʠʨʦʪ, ʜʝʪʝʡ ʠʟ 

ʤʘʣʦʦʙʝʩʧʝʯʝʥʥʳʭ, ʤʥʦʛʦʜʝʪʥʳʭ ʠ çʥʝʧʦʣʥʳʭè ʩʝʤʝʡ, ʧʨʝʜʦʩʪʘʚʣʷʷ ʚʦʟ-

ʤʦʞʥʦʩʪʴ ʧʦʣʫʯʝʥʠʷ ʚʦʩʪʨʝʙʦʚʘʥʥʦʡ ʧʨʦʬʝʩʩʠʠ ʠ ʜʦʩʪʦʡʥʦʛʦ ʤʝʩʪʘ ʚ ʦʙʱʝ-

ʩʪʚʝ. 

ʂʫʣʴʪʫʨʥʘʷ ʤʠʩʩʠʷ: 

ʌʦʨʤʠʨʦʚʘʥʠʝ ʚʳʩʦʢʦʥʨʘʚʩʪʚʝʥʥʦʡ, ʜʫʭʦʚʥʦ ʨʘʟʚʠʪʦʡ, ʧʨʦʬʝʩʩʠʦ-

ʥʘʣʴʥʦ ʠ ʩʦʮʠʘʣʴʥʦ ʢʦʤʧʝʪʝʥʪʥʦʡ ʣʠʯʥʦʩʪʠ ʙʫʜʫʱʝʛʦ ʜʝʷʪʝʣʷ ʠʩʢʫʩʩʪʚʘ ï 

ʯʝʣʦʚʝʢʘ ʥʝ ʪʦʣʴʢʦ ʩʧʦʩʦʙʥʦʛʦ ʢ ʚʳʩʦʢʦʢʘʯʝʩʪʚʝʥʥʦʡ ʧʨʦʬʝʩʩʠʦʥʘʣʴʥʦʡ ʜʝ-

ʷʪʝʣʴʥʦʩʪʠ, ʪʚʦʨʯʝʩʪʚʫ ʠ ʩʘʤʦʦʧʨʝʜʝʣʝʥʠʶ, ʥʦ ʠ ʦʙʣʘʜʘʶʱʝʛʦ ʚʳʩʦʢʦʡ ʦʙ-

ʱʝʡ ʢʫʣʴʪʫʨʦʡ, ʛʫʤʘʥʠʩʪʠʯʝʩʢʠʤ ʤʠʨʦʚʦʟʟʨʝʥʠʝʤ, ʨʘʟʚʠʪʳʤ ʯʫʚʩʪʚʦʤ ʛʨʘʞ-

ʜʘʥʩʢʦʡ ʦʪʚʝʪʩʪʚʝʥʥʦʩʪʠ ʠ ʩʪʨʝʤʣʝʥʠʝʤ ʢ ʩʦʟʠʜʘʥʠʶ.  

ʉʧʝʮʠʬʠʢʘ ʦʨʛʘʥʠʟʘʮʠʠ ʦʙʨʘʟʦʚʘʪʝʣʴʥʦʛʦ ʧʨʦʮʝʩʩʘ ʧʨʦʜʠʢʪʦʚʘʥʘ ʦʩʦʙʝʥʥʦ-

ʩʪʴʶ ʢʦʥʪʠʥʛʝʥʪʘ ʫʯʘʱʠʭʩʷ ʠ ʩʚʦʝʦʙʨʘʟʠʝʤ ʫʯʝʙʥʦʡ ʜʝʷʪʝʣʴʥʦʩʪʠ, ʧʨʝʜʧʦʣʘʛʘʶ-

ʱʝʡ, ʯʪʦ ʘʜʝʢʚʘʪʥʦʡ ʩʪʨʘʪʝʛʠʝʡ ʨʝʘʣʠʟʘʮʠʠ ʷʚʣʷʝʪʩʷ çʢʦʥʪʝʢʩʪʥʦʝ ʦʙʨʘʟʦʚʘʥʠʝè ï 

ʦʙʨʘʟʦʚʘʥʠʝ ʚ ʢʦʥʪʝʢʩʪʝ ʙʫʜʫʱʝʡ ʧʨʦʬʝʩʩʠʠ, ʘ ʪʘʢʞʝ ʩʦʟʜʘʥʠʝ ʫʩʣʦʚʠʡ ʜʣʷ çʧʨʦʞʠ-

ʚʘʥʠʷè ʫʯʘʱʠʭʩʷ ʚ ʆʋ ʥʘ ʚʩʝʭ ʵʪʘʧʘʭ ʩʪʘʥʦʚʣʝʥʠʷ ʘʨʪʠʩʪʘ. 



ʇʨʠʥʮʠʧʠʘʣʴʥʘʷ ʥʦʚʠʟʥʘ ɸʢʘʜʝʤʠʠ ʪʘʥʮʘ 

Å ʄʥʦʛʦʬʫʥʢʮʠʦʥʘʣʴʥʳʡ ʧʦʜʭʦʜ ʢ ʚʦʩʧʠʪʘʥʠʶ ʪʘʥʮʦʚʱʠʢʘ ï ʦʨʠʝʥʪʘ-

ʮʠʷ ʥʝ ʪʦʣʴʢʦ ʥʘ ʢʣʘʩʩʠʯʝʩʢʫʶ ʰʢʦʣʫ, ʥʦ ʠ ʥʘ ʨʘʟʥʦʦʙʨʘʟʥʳʝ ʪʝʯʝʥʠʷ ʩʦʚʨʝ-

ʤʝʥʥʦʡ ʭʦʨʝʦʛʨʘʬʠʠ, ʦʧʳʪ ʩʧʦʨʪʘ ʚʳʩʰʠʭ ʜʦʩʪʠʞʝʥʠʡ;  

Å ʦʨʛʘʥʠʯʥʦʝ ʩʦʝʜʠʥʝʥʠʝ ʢʘʯʝʩʪʚʝʥʥʦʛʦ ʦʙʱʝʛʦ ʠ ʧʨʦʬʝʩʩʠʦʥʘʣʴʥʦʛʦ ʦʙʨʘʟʦ-

ʚʘʥʠʷ, ʩʧʦʩʦʙʥʦʛʦ ʩʦʟʜʘʪʴ ʫʩʣʦʚʠʷ ʜʣʷ ʧʦʜʛʦʪʦʚʢʠ ʚʳʩʦʢʦʢʣʘʩʩʥʳʭ ʩʧʝʮʠʘʣʠʩʪʦʚ ʠ 

ʣʠʜʝʨʦʚ ʨʦʩʩʠʡʩʢʦʛʦ ʙʘʣʝʪʘ; 

Å ʜʦʤʠʥʠʨʦʚʘʥʠʝ ʚ ʧʝʜʘʛʦʛʠʯʝʩʢʦʡ ʜʝʷʪʝʣʴʥʦʩʪʠ  ʘʢʮʝʥʪʘ ʥʘ ʪʚʦʨʯʝʩʢʦʝ, ʢʨʝʘ-

ʪʠʚʥʦʝ ʨʘʟʚʠʪʠʝ ʣʠʯʥʦʩʪʠ ʫʯʘʱʠʭʩʷ; 

Å ʠʩʧʦʣʴʟʦʚʘʥʠʝ ʚ ʦʙʨʘʟʦʚʘʪʝʣʴʥʦʡ ʜʝʷʪʝʣʴʥʦʩʪʠ ʫʥʠʢʘʣʴʥʳʭ ʘʚʪʦʨʩʢʠʭ 

ʫʯʝʙʥʳʭ ʧʨʦʛʨʘʤʤ, ʨʘʟʨʘʙʦʪʘʥʥʳʭ ʚʳʜʘʶʱʠʤʠʩʷ ʧʨʝʜʩʪʘʚʠʪʝʣʷʤʠ ʨʦʩʩʠʡ-

ʩʢʦʡ ʙʘʣʝʪʥʦʡ ʰʢʦʣʳ; 

Å ʨʘʥʥʝʝ ʥʘʯʘʣʦ ʦʙʫʯʝʥʠʷ ʩ 6,5 - 7 ʣʝʪ;  

Å ʧʨʦʛʨʘʤʤʘ ʦʙʫʯʝʥʠʷ ʫʯʘʱʠʭʩʷ ʥʘʯʘʣʴʥʦʡ ʰʢʦʣʳ, ʚʢʣʶʯʘʶʱʘʷ ʠʥʥʦ-

ʚʘʮʠʦʥʥʳʝ ʠʥʪʝʛʨʠʨʦʚʘʥʥʳʝ, ʘʚʪʦʨʩʢʠʝ ʧʨʦʛʨʘʤʤʳ, ʨʘʟʨʘʙʦʪʘʥʥʳʝ ʩʧʝʮʠ-

ʘʣʴʥʦ ʜʣʷ ɸʢʘʜʝʤʠʠ:  

1. çʇʣʘʩʪʠʯʝʩʢʘʷ ʚʳʨʘʟʠʪʝʣʴʥʦʩʪʴè; 

2. çʅʝʩʮʝʥʠʯʝʩʢʠʝ ʬʦʨʤʳ ʪʘʥʮʘè;  

3. çʈʘʟʚʠʚʘʶʱʠʝ ʤʫʟʳʢʘʣʴʥʳʝ ʟʘʥʷʪʠʷè; 

4. çʈʠʪʤʦʧʣʘʩʪʠʢʘè; 

5. çɹʘʣʴʥʳʝ ʪʘʥʮʳè; 

6. çɺʚʝʜʝʥʠʝ ʚ ʢʣʘʩʩʠʢʫè ʩʦ ʚʪʦʨʦʛʦ ʢʣʘʩʩʘ ʦʙʱʝʦʙʨʘʟʦʚʘʪʝʣʴʥʦʡ ʰʢʦ-

ʣʳ; 

7. çɻʠʤʥʘʩʪʠʢʘè; 

8. çɸʢʨʦʙʘʪʠʢʘè; 

Å ʚʢʣʶʯʝʥʠʝ ʚ ʫʯʝʙʥʳʡ ʧʣʘʥ ʦʙʷʟʘʪʝʣʴʥʳʭ ʟʘʥʷʪʠʡ ʚ ʙʘʩʩʝʡʥʝ ɸʢʘʜʝ-

ʤʠʠ, ʥʘʧʨʘʚʣʝʥʥʳʭ ʥʘ ʚʦʩʩʪʘʥʦʚʣʝʥʠʝ ʤʳʰʝʯʥʦʛʦ ʘʧʧʘʨʘʪʘ ʧʦʩʣʝ ʬʠʟʠʯʝ-

ʩʢʠʭ ʥʘʛʨʫʟʦʢ; 

Å ʧʨʠʤʝʥʝʥʠʝ ʤʫʣʴʪʠʤʝʜʠʡʥʳʭ ʪʝʭʥʦʣʦʛʠʡ ʚ ʫʯʝʙʥʦʤ ʧʨʦʮʝʩʩʝ; 

Å ʧʨʦʚʝʜʝʥʠʝ ʪʚʦʨʯʝʩʢʠʭ ʣʘʙʦʨʘʪʦʨʠʡ ʠ ʤʘʩʪʝʨ-ʢʣʘʩʩʦʚ ʜʣʷ ʫʯʝʥʠʢʦʚ ʠ 

ʧʨʝʧʦʜʘʚʘʪʝʣʝʡ ʦʪ ʚʝʜʫʱʠʭ ʨʦʩʩʠʡʩʢʠʭ ʠ ʠʥʦʩʪʨʘʥʥʳʭ ʧʝʜʘʛʦʛʦʚ-

ʭʦʨʝʦʛʨʘʬʦʚ; 

Å ʧʨʦʞʠʚʘʥʠʝ ʠʥʦʛʦʨʦʜʥʠʭ ʚʦʩʧʠʪʘʥʥʠʢʦʚ ʚ ʝʜʠʥʦʤ ʫʯʝʙʥʦ-ʞʠʣʦʤ 

ʢʦʤʧʣʝʢʩʝ ʥʘ ʫʩʣʦʚʠʷʭ ʧʦʣʥʦʛʦ ʧʘʥʩʠʦʥʘ; 

Å ʚ ʧʦʩʪʦʷʥʥʦʤ ʩʦʧʨʦʚʦʞʜʝʥʠʠ ʫʯʘʱʠʭʩʷ (ʧʩʠʭʦʣʦʛʦ-ʧʝʜʘʛʦʛʠʯʝʩʢʦʤ, ʧʨʦ-

ʬʝʩʩʠʦʥʘʣʴʥʦʤ, ʤʝʜʠʢʦ-ʙʠʦʣʦʛʠʯʝʩʢʦʤ) ʥʘ ʚʩʝʭ ʵʪʘʧʘʭ ʦʙʨʘʟʦʚʘʥʠʷ.  

ʂʘʢ ʦʪʤʝʯʘʣʦʩʴ ʚʳʰʝ, ʦʩʦʙʦʝ ʚʥʠʤʘʥʠʝ ʧʨʠ ʦʪʙʦʨʝ ʧʨʝʪʝʥʜʝʥʪʦʚ ʥʘ ʧʨʠʝʤ ʚ 

ɸʢʘʜʝʤʠʶ ʫʜʝʣʷʝʪʩʷ: ʜʝʪʷʤ-ʩʠʨʦʪʘʤ, ʜʝʪʷʤ, ʦʩʪʘʚʰʠʤʩʷ ʙʝʟ ʧʦʧʝʯʝʥʠʷ ʨʦʜʠʪʝʣʝʡ, 

ʧʦʜʨʦʩʪʢʘʤ ʠʟ ʤʘʣʦʦʙʝʩʧʝʯʝʥʥʳʭ, ʤʥʦʛʦʜʝʪʥʳʭ, ʥʝʧʦʣʥʳʭ ʩʝʤʝʡ. ɸʢʘʜʝʤʠʷ ʙʝʨʝʪ 

ʥʘ ʩʝʙʷ ʚʳʧʦʣʥʝʥʠʝ ʢʦʤʧʝʥʩʘʪʦʨʥʦʡ ʩʦʮʠʘʣʴʥʦʡ ʬʫʥʢʮʠʠ: ʧʨʝʜʦʩʪʘʚʠʪʴ ʠʤ ʧʦʣʥʦ-



ʮʝʥʥʦʝ ʢʘʯʝʩʪʚʝʥʥʦʝ ʦʙʨʘʟʦʚʘʥʠʝ ʠ ʥʝ ʠʤʝʶʱʫʶ ʘʥʘʣʦʛʦʚ ʧʨʦʬʝʩʩʠʦʥʘʣʴʥʫʶ ʧʦʜ-

ʛʦʪʦʚʢʫ, ʥʝʦʙʭʦʜʠʤʳʝ ʜʣʷ ʥʦʚʦʛʦ ʧʦʢʦʣʝʥʠʷ ʜʝʷʪʝʣʝʡ ʠʩʢʫʩʩʪʚʘ. 

ɺ ʥʘʩʪʦʷʱʝʝ ʚʨʝʤʷ ʙʘʣʝʪʥʦʝ ʠʩʢʫʩʩʪʚʦ ʚ ʈʦʩʩʠʠ ʠʩʧʳʪʳʚʘʝʪ ʦʩʪʨʳʡ 

ʜʝʬʠʮʠʪ ʚ ʚʳʩʦʢʦʢʚʘʣʠʬʠʮʠʨʦʚʘʥʥʳʭ, ʫʥʠʚʝʨʩʘʣʴʥʦ ʧʦʜʛʦʪʦʚʣʝʥʥʳʭ ʘʨʪʠ-

ʩʪʘʭ ʙʘʣʝʪʘ, ʚʩʣʝʜʩʪʚʠʝ ʯʝʛʦ ʜʦʣʞʥʘ ʧʨʦʚʦʜʠʪʴʩʷ ʨʘʙʦʪʘ ʧʦ ʚʳʷʚʣʝʥʠʶ ʠ 

ʧʦʜʜʝʨʞʢʝ ʶʥʳʭ ʜʘʨʦʚʘʥʠʡ.  

ɼʣʷ ʬʦʨʤʠʨʦʚʘʥʠʷ ʢʦʥʪʠʥʛʝʥʪʘ ʠ ʦʩʫʱʝʩʪʚʣʝʥʠʷ ʥʘʙʦʨʘ ʚ ɸʢʘʜʝʤʠʠ 

ʙʳʣʘ ʨʘʟʨʘʙʦʪʘʥʘ ʧʨʦʛʨʘʤʤʘ ʧʨʦʚʝʜʝʥʠʷ ʦʪʙʦʨʦʯʥʳʭ ʤʝʨʦʧʨʠʷʪʠʡ, ʥʘʧʨʘʚ-

ʣʝʥʥʘʷ ʥʘ ʚʳʷʚʣʝʥʠʝ ʪʘʣʘʥʪʣʠʚʳʭ ʜʝʪʝʡ ʚ ʉʇʙ, ʃʝʥʠʥʛʨʘʜʩʢʦʡ ʦʙʣʘʩʪʠ ʠ ʨʝ-

ʛʠʦʥʘʭ ʈʦʩʩʠʠ. 

1. ʈʘʟʨʘʙʦʪʢʘ ʢʨʠʪʝʨʠʝʚ ʦʪʙʦʨʘ, ʚʢʣʶʯʘʶʱʠʭ ʧʦʜʨʦʙʥʦʝ ʠʟʫʯʝʥʠʝ 

ʬʠʟʠʯʝʩʢʠʭ ʜʘʥʥʳʭ ʜʝʪʝʡ, ʤʫʟʳʢʘʣʴʥʳʭ ʩʧʦʩʦʙʥʦʩʪʝʡ, ʚʦʟʤʦʞʥʦʩʪʝʡ ʠʤ-

ʧʨʦʚʠʟʘʮʠʠ, ʧʩʠʭʦʣʦʛʠʯʝʩʢʠʭ ʦʩʦʙʝʥʥʦʩʪʝʡ. ɼʘʥʥʳʝ ʢʨʠʪʝʨʠʠ ʚʧʦʩʣʝʜʩʪʚʠʠ 

ʙʳʣʠ ʠʩʧʦʣʴʟʦʚʘʥʳ ʧʨʠ ʧʨʦʚʝʜʝʥʠʠ ʚʩʪʫʧʠʪʝʣʴʥʳʭ ʠʩʧʳʪʘʥʠʡ. ʇʝʜʘʛʦʛʠ, 

ʨʘʙʦʪʘʶʱʠʝ ʩ ʜʝʪʴʤʠ ʥʘ ʤʝʩʪʘʭ (ʩʘʤʦʜʝʷʪʝʣʴʥʳʭ ʢʦʣʣʝʢʪʠʚʘʭ, ɼʐʀ), ʙʳʣʠ 

ʦʟʥʘʢʦʤʣʝʥʳ ʩ ʵʪʠʤʠ ʢʨʠʪʝʨʠʷʤʠ.  

2. ʌʦʨʤʠʨʦʚʘʥʠʝ ɸʢʘʜʝʤʠʝʡ ʛʨʫʧʧʳ ʧʦ ʥʘʙʦʨʫ, ʚ ʢʦʪʦʨʫʶ ʚʦʰʣʠ 

ʧʝʜʘʛʦʛʠ ʧʦ ʛʠʤʥʘʩʪʠʢʝ, ʢʣʘʩʩʠʯʝʩʢʦʤʫ ʠ ʩʦʚʨʝʤʝʥʥʦʤʫ ʪʘʥʮʫ, ʘʨʪʠʩʪʳ ʪʝ-

ʘʪʨʘ ɹ.ʗ. ʕʡʬʤʘʥʘ, ʧʩʠʭʦʣʦʛʠ, ʩʦʮʠʘʣʴʥʳʝ ʧʝʜʘʛʦʛʠ ʜʣʷ ʧʦʩʝʱʝʥʠʷ ʜʝʪʩʢʠʭ 

ʩʘʜʦʚ, ʰʢʦʣ, ʭʦʨʝʦʛʨʘʬʠʯʝʩʢʠʭ ʢʦʣʣʝʢʪʠʚʦʚ, ʢʦʥʢʫʨʩʦʚ ʩʘʤʦʜʝʷʪʝʣʴʥʳʭ 

ʢʦʣʣʝʢʪʠʚʦʚ, ʚʳʷʚʣʷʷ ʥʝʦʨʜʠʥʘʨʥʳʭ, ʪʘʣʘʥʪʣʠʚʳʭ ʠ ʬʠʟʠʯʝʩʢʠ ʨʘʟʚʠʪʳʭ ʜʝ-

ʪʝʡ.  

3. ʇʨʦʚʝʜʝʥʠʝ ʦʙʫʯʘʶʱʠʭ ʩʝʤʠʥʘʨʦʚ ʜʣʷ ʭʦʨʝʦʛʨʘʬʦʚ  ʠ ʧʝʜʘʛʦʛʦʚ 

ʜʝʪʩʢʠʭ ʢʦʣʣʝʢʪʠʚʦʚ, ʰʢʦʣ ʠʩʢʫʩʩʪʚ, ʧʨʝʜʩʪʘʚʣʷʶʱʠʭ ʉʝʚʝʨʦ-ɿʘʧʘʜʥʳʡ ʠ 

ʎʝʥʪʨʘʣʴʥʳʡ ʬʝʜʝʨʘʣʴʥʳʝ ʦʢʨʫʛʠ, ʥʘʧʨʘʚʣʝʥʥʳʭ ʥʘ ʧʦʜʛʦʪʦʚʢʫ ʪʘʣʘʥʪʣʠ-

ʚʳʭ ʜʝʪʝʡ ʢ ʧʦʩʪʫʧʣʝʥʠʶ ʚ ɸʢʘʜʝʤʠʶ ʪʘʥʮʘ.   

4. ʈʘʙʦʪʘ ʩ ʨʦʜʠʪʝʣʷʤʠ ʦʜʘʨʝʥʥʳʭ ʬʠʟʠʯʝʩʢʠ ʜʝʪʝʡ, ʢʦʥʩʫʣʴʪʘʮʠʠ ʦ 

ʚʦʟʤʦʞʥʦʩʪʷʭ ʧʨʦʬʝʩʩʠʦʥʘʣʴʥʦʛʦ ʨʦʩʪʘ ʠʭ ʜʝʪʝʡ, ʨʝʢʦʤʝʥʜʘʮʠʠ ʧʦ ʜʘʣʴ-

ʥʝʡʰʝʤʫ ʨʘʟʚʠʪʠʶ.  

5. ɺʳʝʟʜʥʳʝ ʢʦʤʠʩʩʠʠ ʧʦ ʦʪʙʦʨʫ ʚ ʩʦʮʠʘʣʴʥʳʭ ʮʝʥʪʨʘʭ ʤʥʦʛʦʜʝʪ-

ʥʳʭ ʩʝʤʝʡ. 

ʇʝʨʚʳʡ ʚ ʩʚʦʝʡ ʠʩʪʦʨʠʠ ʫʯʝʙʥʳʡ ʛʦʜ ɸʢʘʜʝʤʠʷ ʪʘʥʮʘ ʥʘʯʘʣʘ 2 ʩʝʥʪʷʙ-

ʨʷ 2013 ʛʦʜʘ. 

ʂʦʣʠʯʝʩʪʚʦ ʧʨʝʜʚʘʨʠʪʝʣʴʥʦ ʧʨʦʩʤʦʪʨʝʥʥʳʭ ʜʝʪʝʡ ʚ 2013 ʛ. 5500 

ʯʝʣʦʚʝʢ; ʚ 2014 ʛ. ʧʦ ʚʩʝʡ ʈʦʩʩʠʠ ʙʳʣʦ ʧʨʦʩʤʦʪʨʝʥʦ ʫʞʝ 7309 ʯʝʣ. ʇʦ ʠʪʦʛʘʤ 

ʧʝʨʚʦʛʦ ʥʘʙʦʨʘ ʚ ɸʢʘʜʝʤʠʶ ʙʳʣʦ ʟʘʯʠʩʣʝʥʦ 90 ʪʘʣʘʥʪʣʠʚʳʭ ʜʝʪʝʡ; ʚ 2014 ʛ. 

ï 52 ʨʝʙʝʥʢʘ.  

ʂ ʦʙʫʯʝʥʠʶ ʚ ɸʢʘʜʝʤʠʠ ʪʘʥʮʘ ʧʨʠʩʪʫʧʷʪ ʦʜʘʨʝʥʥʳʝ ʜʝʪʠ ʠʟ ʨʘʟʣʠʯʥʳʭ ʨʝʛʠ-

ʦʥʦʚ ʈʦʩʩʠʠ. ɺʩʝʤ ʠʥʦʛʦʨʦʜʥʠʤ ʚʦʩʧʠʪʘʥʥʠʢʘʤ ʚʳʜʝʣʝʥʦ ʤʝʩʪʦ ʚ ʠʥʪʝʨʥʘʪʝ 

ɸʢʘʜʝʤʠʠ, ʛʜʝ ʜʝʪʠ ʧʨʦʞʠʚʘʶʪ ʥʘ ʫʩʣʦʚʠʷʭ ʧʦʣʥʦʛʦ ʧʘʥʩʠʦʥʘ. ʊʘʢ ʢʘʢ ɸʢʘ-



ʜʝʤʠʷ ʪʘʥʮʘ ʧʦʟʠʮʠʦʥʠʨʫʝʪʩʷ ʢʘʢ ʫʯʝʙʥʦʝ ʟʘʚʝʜʝʥʠʝ ʛʣʫʙʦʢʦʡ ʩʦʮʠʘʣʴʥʦʡ 

ʥʘʧʨʘʚʣʝʥʥʦʩʪʠ, ʧʨʠ ʦʪʙʦʨʝ ʦʪʜʘʝʪʩʷ ʧʨʝʜʧʦʯʪʝʥʠʝ ʪʘʣʘʥʪʣʠʚʳʤ ʜʝʪʷʤ ʠʟ 

ʤʘʣʦʦʙʝʩʧʝʯʝʥʥʳʭ, ʤʥʦʛʦʜʝʪʥʳʭ, ʥʝʧʦʣʥʳʭ ʩʝʤʝʡ. 
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ʗʝʣʴ (ʗʣʠ) ʅʘʪʠʚ  
ɼʦʢʪʦʨ ʬʠʣʦʩʦʬʠʠ ɽʚʨʝʡʩʢʦʛʦ ʫʥʠʚʝʨʩʠʪʝʪʘ  ʚ ʀʝʨʫʩʘʣʠʤʝ. 

ʉʦʫʯʨʝʜʠʪʝʣʴ ʠ ʯʣʝʥ ʀʟʨʘʠʣʴʩʢʦʡ ʘʩʩʦʮʠʘʮʠʠ ʠʩʩʣʝʜʦʚʘʥʠʡ ʪʘʥʮʘ  

ʇʨʘʢʪʠʢʘ ʜʦʚʝʨʠʷ: ʪʘʥʮʝʚʘʣʴʥʳʝ ʠʤʧʨʦʚʠʟʘʮʠʠ ʚ ʢʣʘʩʩʝ  

ʭʦʨʝʦʛʨʘʬʠʠ ʜʣʷ ʜʝʚʦʯʝʢ ʧʦʜʨʦʩʪʢʦʚ ʚ ʠʟʨʘʠʣʴʩʢʦʡ ʩʪʘʨʰʝʡ  

ʰʢʦʣʝ ʪʘʥʮʝʚʘʣʴʥʳʭ ʧʨʦʛʨʘʤʤ 

Improvisation is a common practice in choreography classes in Israeli high 

school dance programs. According to the national dance curriculum, çthe use of 

improvisation in choreography classes develops creativity, movement study and 

self-awareness, solving problem skills and decision makingè. Dance teachers ex-

plain that improvisation enables dance students to devise çtheir own movement 

languageè.  

However, in this lecture today I would like to talk about a different dimen-

sion of dance improvisation ï a social dimension of the moving body, hoping to 

contribute to the relatively unexplored terrain of the ethical body.  

Based on ethnographic research- that is, observations and interviews, I will 

strive to show how the moving body becomes an active participant in constructing 

its social environment. I would like to show how embodied social relations of mu-

tual trust evolve among girls who dance and improvise together. I will argue that 

the basic conditions of improvisation which is, uncertainty and risk operate as ac-

tive factors in this process and that they induce physical sensations of reciprocity, 

and thus contribute to an embodied and tightened collective.  

My research was done between the years 2004-2006 in three dance programs 

in high schools in the Tel - aviv area.  

In Israel today, there are more than 80 dance programs in middle schools and 

high schools all over the country, in which more than 1500 students, most of them 

girls, are active. In these schools, the dance curriculum for matriculation exams is 

considered to be the most demanding and difficult among all arts, offering between 

13-20 weekly hours of mandatory study and practice, on top of the general study 

program.  



Most of the programs were initiated during the 80's and 90's and, many of 

them are located in what I call ï çregular schoolsè ï to differentiate from high 

schools for the arts, in which the orientation is semiprofessional.  

The growing numbers of adolescent girls, who strive to dance through high 

school without necessarily aiming at a professional career in dance, is an interest-

ing phenomenon.  

This, and being myself a teacher in such a program, made me want to further 

understand the social meaning of dance and the moving body for them. In that per-

spective I was interested in looking at the active body, following the philosopher 

Merleau Ponty's concept of the lived body and to ask: what does the body do, how 

does it operate, what kind of moral and social order does it produce, if any at all?  

The subject of morality is huge and deeply discussed in philosophy, philoso-

phy of education and sociology of education. However, to clarify: when I'm speak-

ing of morality here, I want to look at the essence of çthe goodè in reference to 

what is called in the literature çPrevailing Valuesè such as empathy, reciprocity 

and notions of collectivity and solidarity.  

Now, going back to the body:  

Theoretically speaking ï it is safe to say that there are two main concepts 

that look at the body in the social sciences. Both can be identified as having a di-

rect influence on dance research. The first assumes that the body is a passive enti-

ty, socially and culturally constructed1. This line of thought can be found in Fou-

cault's ideas of the disciplined and tamed 'docile body'2, or Bourdieu's3 concept of 

habitus ï which is explained as an unconscious logic of practice of the body which 

is enforced by social class and culture.  

1 Douglas, 1970; Shilling, 2003  

2 1977  

3 1990  

4 Bordo, 1993, 1998; Hall, 1997  

5 see Hanna, 1988 and McRobbie, 1984, 1991  

6 Thomas, 2003  

7 Gvion, 2008; Nichter & Vuckovic, 1994; Dotti & others, 2002  

8 Merleau-Ponty, 1945; 1992  

In respect to dance research, feminist scholars who followed these ideas 

tended to describe the oppressive aspects of dance practices4. Although some of 

them did show that historically dance was considered a liberating site for women, 5 

most scholars insist that in a patriarchal consumer society, where the feminine 

body is controlled, and treated as an object of self-supervision, self-surveillance 

and self-management ï dance practices reproduce these feminine problematic qual-

ities and enhance obedience and passivity6; therefore, young dancers are at risk of 

especially eating disorders 7.  



In contrast, the phenomenological approach8 views the body as a 'lived 

body', which is central to the existential experience. This approach emphasizes ac-

tive embodied aspects of human subjectivity, and examines the ways by which the 

body integrates with thought and action. It is this point of view that I embrace, as I 

mentioned before, in looking at improvisation and examining its embodied founda-

tions of social action.  

In order for you to understand what I'm talking about I would like to show a 

short dance improvisation. Unfortunately i don't have a documentation of the im-

pro' classes I myself watched, but still it think it's important for you as an audience 

to have a kinds of bodily somatic experiencing even only by watching someone 

else move and dance. We will be looking at a short improvisation session done by 

a couple: a woman and a man, in Vermont in the US.  

http://www.youtube.com/watch?v=_wgZkUapAjw 

http://www.youtube.com/watch?v=_7AKfRiOihQ  

Basically I observed very similar sessions of improvisation. Usually there 

were about 12-15 girls in the room, and the teacher would ask them to find a part-

ner and start moving from there. The directions would be:  

- STAY CLOSE, FIND A WAY TO TOUCH EACH OTHER AND LET 

GO OF YOUR BODY  

- GIVE YOUR BODY PARTS TO YOUR PARTNER, GENTLY  

CID UNESCO INTERNATIONAL DANCE COUNCIL SAINT-

PETERSBURG CONFERENCE  

6 - PASS YOUR FULL BODY WEIGHT TO YOUR PARTNER'S BODY 

AND LISTEN TO THE MOVEMENT  

The action of improvisation is described in literature as a playful activity 

which is based on the ability to spontaneously react without pre-planning; an ac-

tion that is performed in the moment and from one moment to the next.  

Cynthia Novack, one of the founders of the American movement of contact 

improvisation explains that the action of dance improvisation which is based on 

touch and physical sensations of transferring weight from one body to another ï 

requires a constant embodied reorientation and change in time and space.  

Thus, the dancers (or movers) explore their movement jointly from one mo-

ment to the next. They don't know where they are going and what will happen in 

the next minute. Hardly using words and sometimes with not using their sight, they 

are forced to secure themselves on kinesthetic senses and on a mutual reciprocal 

body support; They have to be present in their material body in order to support 

themselves and each other physically, through an ongoing and becoming embodied 

relationships based on mutual response.  



In this process a certain physical and mental risk is embedded, and it is in 

these moments, where there the is acting in uncertainty, I want to suggest, ï trust is 

produced.  

The literature points to a theoretical link between trust and risk in two arenas 

of sociology studies: one is the study of organizations and the work place, and the 

other is the discourse of late or high modernity as they call it. Both offer an under-

standing of the mechanism of the structured linkage between trust and risk. I will 

refer here only to the first, the study of organizations.  

In that respect scholars such as Yamagishi and Cook (1998) show that the 

probability of growing trust is located in conditions of uncertainty. TRUST, they 

explain, is produced as a reaction to unstable and at risk situations. The scholars 

distinguish between actions that operate in conditions that are based on well-

known and anticipated systems of rules and regulations ï as actions that produce 

safety; to actions that operate in situations of uncertainty where the future (close or 

far) is unknown. These situations, they say, have a potential to produce a notion of 

trust that will always depend on the prospect of a continuing relationship.  

Using this logic it can be said that if the genuine conditions that movement 

improvisation establishes are situated in uncertainty and risk, an embodied active 

trust can be produced.  

According to Merleau-Ponty, the body, the "lived body" investigates, ex-

plores and learns about the self and others through its actions in the world. The 

body exercises and acquires cultural schemes not in a mechanical automatic sort of 

way, but rather through producing what Nick Crossley (1995) calls "motorized 

meaning". A meaning that is created through our embodied actions in a mutual 

open space in which we share notions of inter-corporeality and inter-subjectivity.  

The body, therefore, is perceived here as a subject in motion who is always 

engaged in and with the world. The dancing girls experience a range of encounters, 

notions, emotions and thoughts that are available for them while there are in this 

process.  

Being in sync in movement, not knowing what will happen next requires a 

co-production of a shared social experience. Since the action is synchronic and re-

ciprocal it may be suggested that both dancers hang on to each other's creating a 

joint power of trust which keeps on moving them in space.  

The ability of the girls to embrace embodied vulnerability (VULNERA is 

the Latin word for: to wound), and their ability to react to each other's movement, 

produces therefore, a social fabric based on physical relationship of response-

ability (in its double meaning). According to Levinas (1981), an empathy and re-

sponsibility to the other that reflects a sensual moral order.  

Thus, the ongoing continuity of these corporeal relationships in motion, re-

create and re-design mutual flux of embodied moral and social order that can be 



defined as strongly collective . This is a social order that is created from, and in the 

body by its lived action, a concept that counterpoints the common western Carte-

sian order in which the body is subjugated to the mind, and therefore social order is 

doomed to be created by it. Moreover it challenges the constitution of modern eth-

ics only in rationalist terms and the assumption that "to see is to know" as says Iri-

garay (1994), who claims that ethics can and should appropriate other senses such 

as touch, which she defines as the primordial of all senses.  

At this point, I would like to elaborate the meaning of trust for the dancing 

girls. I will do so by looking at what they said in interviews, and offer two contex-

tual perspectives: one from a gender point of view, and the other from an educa-

tional point of view. This will help us look at the potential of such embodied envi-

ronment, and to further understand if and how such an embodied trust is trans-

ferred to other social locations and arenas in their lives.  

When asked about the experience of improvisation, the girls offered various 

interpretations relating to what was happening in the dancing studio, and also out-

side of it.  

For example, they said that the embodied intimacy and the feelings of empa-

thy, trust and commitment that are produced during improvisation, enable them to 

çto get to know each other betterè; That the very action of improvising based on 

trust moderates expressions of competitiveness between them; That they developed 

an ability to be more attentive to others; to give others more space to move, and to 

voice ideas, opinions and thoughts; and that they can safely function within their 

group, talking and showing openly their weaknesses and vulnerabilities. There was 

also some expression of frustration ï one girl for instance said that because she is 

committed to the group she feels she often has to çlower herselfè and consciously 

avoid showing-off her good dance abilities and skills. This tells us that there may 

be personal profits and losses to this process.  

However, one major profit is definitely the fact that trust that is produced on 

and from the practicing body, establishes within a regular high school a unique 

feminine group in which its members hold on to a precious social asset. A closed 

embodied community of young women who derive their social strength from their 

dancing experience within a larger, rather masculine high school framework. A 

community that emphasizes body based collectivity where trust becomes a funda-

mental social factor, which, so it seems ï is translated to ethical practices of re-

sponsibility and reciprocity.  

To conclude:  

There are extended rewards to dance improvisation that go beyond artistic 

creativity. The girls experience their own bodies as active subjects that are created 

and re-create a shared public space in which the ethical moving body is dominant. 

This is a significant point in the lives of adolescent girls, since dance improvisation 



embraces for them a practiced potential to challenge cultural gender oppression, 

and to legitimize themselves as embodied subjects, active and valuable. And I will 

close citing Rachel Russel (2000): çlove, touch, morality, the body and community 

are the key players in making moral citizensè.   

 

Monachas Stelios 
(Greece) 

THE ART OF HARMONY INé Motion as experience 
Abstract 

This paper describes the process of implementing a different educational approach; an 

approach that is about a way of learning without judgment or evaluation, without approval or 

disapproval, without the feelings of rejection, disappointment and doubt that tend to lead a stu-

dent to passivity. A primary goal of this approach was to reverse some of the negative conse-

quences of the common way of learning which consists of the enforcement of doing ñthe right 

thingò, following the same paths and mimicking others. Firstly is attempted a short description of 

the philosophy, the various influences and the schools of thought that formed and guided the au-

thor towards the need of a different approach to physical (and not only) activities. Then, a specif-

ic example of this approach is analyzed in more detail: a physical education program -a series of 

lessons- followed by a group of students under the guidance of the author, in the Aristotle Uni-

versity Sports Centre. The content of the lessons and the steps followed are explained, in order to 

show how this approach can be applied to many fields, shedding light to the harmonic coexist-

ence of dualisms and conflicts between body-mind and the microcosm of the óselfô with the mac-

rocosm of óothersô. The theoretical discussion that follows supports the general hypothesis that, 

aiming to the harmonic balance of a self-moving organism, the approach that was applied in this 

specific case has a place in many other activities; both physical and theoretical ï in short, every-

thing that involves human communication. It is all about a way to awaken our ñinner intelli-

genceò. 

ʄʦʥʵʯʝʩ ʉʪʝʣʠʦʩ 
(ɻʨʝʮʠʷ) 

ʀʩʢʫʩʩʪʚʦ ʛʘʨʤʦʥʠʠ é ɼʚʠʞʝʥʠʝ ʢʘʢ ʦʧʳʪ... 
ɸʥʥʦʪʘʮʠʷ 

ʕʪʘ ʩʪʘʪʴʷ ʦʧʠʩʳʚʘʝʪ ʧʨʦʮʝʩʩ ʨʝʘʣʠʟʘʮʠʠ ʨʘʟʣʠʯʥʳʭ ʧʦʜʭʦʜʦʚ ʢ ʦʙʫʯʝʥʠʶ; ʧʦʜ-

ʭʦʜ, ʢʦʪʦʨʳʡ ʧʨʝʜʧʦʣʘʛʘʝʪ ʩʧʦʩʦʙ ʦʙʫʯʝʥʠʷ ʙʝʟ ʩʫʜʘ ʠʣʠ ʦʮʝʥʢʠ, ʙʝʟ ʦʜʦʙʨʝʥʠʷ ʠʣʠ ʥʝ-

ʦʜʦʙʨʝʥʠʷ, ʙʝʟ ʯʫʚʩʪʚʘ ʥʝʧʨʠʷʪʠʷ, ʨʘʟʦʯʘʨʦʚʘʥʠʷ ʠ ʩʦʤʥʝʥʠʷ, ʢʦʪʦʨʳʝ ʚʝʜʫʪ ʩʪʫʜʝʥʪʘ ʢ 

ʧʘʩʩʠʚʥʦʩʪʠ. ʆʩʥʦʚʥʘʷ ʮʝʣʴ ʵʪʦʛʦ ʧʦʜʭʦʜʘ ʚ ʪʦʤ, ʯʪʦʙʳ ʦʙʨʘʪʠʪʴ ʚʩʧʷʪʴ ʥʝʢʦʪʦʨʳʝ ʠʟ 

ʥʝʛʘʪʠʚʥʳʭ ʧʦʩʣʝʜʩʪʚʠʡ ʨʘʩʧʨʦʩʪʨʘʥʝʥʥʳʭ ʩʧʦʩʦʙʦʚ ʦʙʫʯʝʥʠʷ. ɺʦ-ʧʝʨʚʳʭ, ʵʪʦ ʧʦʧʳʪʢʘ 

ʢʨʘʪʢʦʛʦ ʦʧʠʩʘʥʠʷ ʬʠʣʦʩʦʬʠʠ, ʨʘʟʣʠʯʥʳʭ ʚʣʠʷʥʠʡ ʤʳʩʣʠʪʝʣʴʥʳʭ ʰʢʦʣ, ʢʦʪʦʨʳʝ ʧʨʠʚʝʣʠ 

ʘʚʪʦʨʘ ʢ ʩʦʟʜʘʥʠʶ ʠʥʦʛʦ ʧʦʜʭʦʜʘ ʢ ʬʠʟʠʯʝʩʢʦʡ (ʠ ʥʝ ʪʦʣʴʢʦ) ʜʝʷʪʝʣʴʥʦʩʪʠ. ɿʘʪʝʤ, ʢʦʥ-

ʢʨʝʪʥʳʡ ʧʨʠʤʝʨ ʪʘʢʦʛʦ ʧʦʜʭʦʜʘ ʘʥʘʣʠʟʠʨʫʝʪʩʷ ʧʦʜʨʦʙʥʦ: ʧʨʦʛʨʘʤʤʘ ʬʠʟʠʯʝʩʢʦʛʦ ʚʦʩʧʠ-

ʪʘʥʠʷ (ʩʝʨʠʷ ʫʨʦʢʦʚ) ʜʣʷ ʛʨʫʧʧʳ ʩʪʫʜʝʥʪʦʚ ʧʦʜ ʨʫʢʦʚʦʜʩʪʚʦʤ ʘʚʪʦʨʘ, ʚ ʩʧʦʨʪʠʚʥʦʤ ʮʝʥ-

ʪʨʝ  ʋʥʠʚʝʨʩʠʪʝʪʘ ɸʨʠʩʪʦʪʝʣʷ. ʆʙʲʷʩʥʷʶʪʩʷ ʩʦʜʝʨʞʘʥʠʷ ʫʨʦʢʦʚ ʠ ʧʦʵʪʘʧʥʳʝ ʜʝʡʩʪʚʠʷ, 

ʯʪʦʙʳ ʧʦʢʘʟʘʪʴ, ʢʘʢ ʵʪʦʪ ʧʦʜʭʦʜ ʤʦʞʝʪ ʙʳʪʴ ʧʨʠʤʝʥʝʥ ʚʦ ʤʥʦʛʠʭ ʦʙʣʘʩʪʷʭ, ʧʨʦʣʠʚʘʷ ʩʚʝʪ 

ʥʘ ʛʘʨʤʦʥʠʯʥʦʝ ʩʦʩʫʱʝʩʪʚʦʚʘʥʠʷ ʜʫʘʣʠʟʤʘ ʠ ʢʦʥʬʣʠʢʪʦʚ ʤʝʞʜʫ ʪʝʣʦʤ-ʫʤʦʤ ʠ ʤʠʢʨʦʢʦʩ-

ʤʦʩʦʤ ç̫ è ʠ ʤʘʢʨʦʤʠʨʦʤ çʜʨʫʛʠʭè. ʊʝʦʨʝʪʠʯʝʩʢʘʷ ʜʠʩʢʫʩʩʠʷ, ʢʦʪʦʨʘʷ ʧʦʜʜʝʨʞʠʚʘʝʪ 

ʛʣʘʚʥʫʶ ʛʠʧʦʪʝʟʫ ʦ ʛʘʨʤʦʥʠʯʝʩʢʦʤ ʙʘʣʘʥʩʝ ʚ ʩʘʤʦʜʚʠʞʫʱʝʤʩʷ ʦʨʛʘʥʠʟʤʝ; ʧʦʜʭʦʜ, ʢʦʪʦ-

ʨʳʡ ʙʳʣ ʧʨʠʤʝʥʝʥ ʚ ʜʘʥʥʦʤ ʢʦʥʢʨʝʪʥʦʤ ʩʣʫʯʘʝ, ʠʤʝʝʪ ʤʝʩʪʦ ʚʦ ʤʥʦʛʠʭ ʜʨʫʛʠʭ ʚʠʜʘʭ ʜʝʷ-

ʪʝʣʴʥʦʩʪʠ, ʢʘʢ ʬʠʟʠʯʝʩʢʠʭ, ʪʘʢ ʠ ʪʝʦʨʝʪʠʯʝʩʢʠʭ ï ʚʩʝ, ʯʪʦ ʚʢʣʶʯʘʝʪ ʚ ʩʝʙʷ ʯʝʣʦʚʝʯʝʩʢʦʝ 

ʦʙʱʝʥʠʝ; ʧʫʪʠ ʜʣʷ ʧʨʦʙʫʞʜʝʥʠʷ ʥʘʰʝʛʦ ʚʥʫʪʨʝʥʥʝʛʦ ʠʥʪʝʣʣʝʢʪʘ. 

 



1. Short introduction 

ñ...a light, bouncy, demonic thing, that cannot create unless it is excited, and 

falls into ecstasy and loses all logicò (Plato for Art, authorôs translation) 

Every one of us has different experiences, knowledge, memories; and there 

are many ï quantitative and qualitative- variables that can affect (and, in many 

cases, determine) our actions and the way in which we experience things. All these 

variables, consciously or unconsciously, pass through the funnel of the senses of 

the body and the procedures of conception of the brain and thought, in order to be 

filtered and later, produce the behaviors of the person. 

The person, as an integrated part of the whole, or, better, as its microcosm, 

plays an important part to the defining of behavior and function of a community. 

The smooth and harmonic coexistence is affected by each separate person, as an 

integrated part of the whole, and is defined by the way that this person thinks and 

expresses him or herself. 

2. A blending of various approaches 

On July 2013 I published a research under the title ñHarmony in motionò, in 

the 35th World Congress of Dance Research under the auspices of UNESCO. The 

paper ñThe art of harmony...ò is the follow up of that research (which was asked 

for and presented in the next conference, in Russia). The research suggested a dif-

ferent educational approach which focuses on learning as a rewarding experience 

by itself. The paper concluded with a study on the perspectives of the participants 

in the project which was part of the programs of the Aristotle University Research 

Committee, under the general title ñDesign, implementation and evaluation of 

sports and entertainment programsò and took place in A.U.Th. Sports center. 

During the course of my learning and teaching career, I came into contact 

with many kinds of theoretical and practical activities, methods and techniques; 

and I had the opportunity to combine, mix or merge them and experiment with dif-

ferent teaching approaches. This educational approach was based on my personal 

research and on the detailed description of the mechanism of the infinite circle be-

tween óExperience ï Knowledge ï Memory ï Thought ï Actionsô and the negative 

consequences of all its cogs (in the process of learning) made by Krishnamurti1 in 

his book óThe Network of Thought (1970). More specifically, a brief description of 

my personal understandings based on this book is, apart from the existence of the 

infinite time and the reminding that: 

ᾜThe already acquired knowledge is something that we cannot depend on. 

ᾜBecause of our short life, we are limited; as are our experiences. 

ᾜOur memories are based on our experiences and knowledge, just like our 

thoughts. 

ᾜOur desires and expectations are the products of thoughts, and so are our 

actions (motions)ò. (Monachas, 2013) 



There follows a description of the objectives and aspirations of the program, 

as well as an account of what actually took place inside the class. Some goals and 

aspirations of the project ñHarmony in Motionò 

Our primary goals were: 

ᾜto become our own physical educator 

ᾜ To be able to listen, trust and follow our inner impulses throughout new 

paths 

ᾜTo enhance the experiences of the body by imprinting new physical mem-

ories, habits and behaviors 

ᾜTo activate all our senses, to be able to share creatively with others 

ᾜTo continue our own aware development throughout life, and become 

sensitive to the existence of ñpresentò into the harmonic consonance of the 

ñwholeò. 

Content of the lessons 

The flow of the lessons could change even from their beginning and follow 

its own paths. We always began from the first step, which was the contact with 

ourselves, with others; in the present, as part of an organic whole (ensemble). The 

practical applications and the course of the lessons were always unpredictable, and 

the phenomenon of disorder was part of the dualistic harmony. 

1 Krishnamurti (1895-1986): an Indian modern meditation thinker with 

global high level awareness. 

Krishnamurti wrote and spoke on philosophical and spiritual issues includ-

ing psychological revolution. He described the natural way of self-education, 

meditation, human relationships, and tried to bring positive social change. He was 

chosen from his very early age to become the new Messiah. As a young man he 

repudiated these claims and declared himself unbound by any tradition or philoso-

phy. He spent the rest of his life presenting a uniquely expressed philosophy of life 

around the world in talks, discussions, and writings. 

However, it wasnôt about the participants doing what they want, but about 

finding a harmonic, pleasurable way of doing what they set as goals and to re-

define, alter, innovate them playing as a team. It was a way which gave permission 

to participants to observe the talkative bodymind both in accelerated and decelerat-

ed motions, and also in stillness (Britton, 2007). In the term ñtalkativeò body-mind 

I include the unnecessary tension and movements. My role corresponded more to 

that of a coordinator and facilitator of the procedure, rather than to a leading, con-

centrating presence, that preserves, posseses and distributes knowledge, using the 

pretext of ñauthorityò. We decided all together the development and the course of 

the whole procedure, with each and every one of us sensitizing themselves and fol-

lowing their inner impulses. By setting team and personal goals of attention focus-

ing, we explored the elements that were missing in any given moment. 



We did not aim to accumulate new skills or to eradicate wrong habits; we ra-

ther had as our goal to become aware of the barriers they usually create. It was a 

playful interactive process which harmonically led us to the embodiment of the ex-

perience of the constantly altering self/ensemble (Britton, 2010). It was a way of 

doing what we want, finding active pleasure in what ourselves, as our own educa-

tors required of us. It was a procedure of constant growing, exploring, innovating 

and daring practice. 

We conversed with impulsive, reflective, instinctive and automatic move-

ments and bridged ñthe time-lapse between inner impulse and outer reaction in 

such a way that the impulse was already an outer reaction. Impulse and action are 

concurrent: the body-mind vanishes, and the spectator inner-self sees only a series 

of visible impulsesò (Grotowski 1968:16) (2008, p. 82). 

We used practices and exercises inspired from body and movement aware-

ness, improvisation, physical theatre and meditation at a personal and a team level. 

The influence of these fields and arts to my personal quest as a participant created 

the need to analyze the lessons where this approach was implemented. 

This led to the formation of three basic axes: 

1. The First Contact 

2. Mindless Flowing 

3. Reflections. 

And five basic steps: 

1. Observing the Inner Silence 

2. Flirting with the Unknown 

3. Spontaneous Play 

4. Creative Metamorphoses 

5. Inner Reflections (Back to the beginning) 

Below, I am going to give a brief description of the process step by step. 

2.1. The First Contact 

Step 1: Observing the Inner Silence 

We always need to start from that basic step. The most important thing is the 

observation of thoughts, of body posture and inner impulses of the deeper self s in 

this specific environment, in this specific moment, as time unravels, in contact with 

the others as an integrated part of the ensemble. This is a phase of awareness of the 

unnecessary movements (moth visible/invisible and external/internal). It concerns 

the moments of observation and interaction between body and mind, together with 

the others, as a single, active organism. 

It is an expanded attention of the ñwholeò. It is not something personal. It 

does not have limits. It does not have a center. This attention is a lucid action, free 

from thought. It is an interactive game of natural flow into a constantly changing 



environment. It is the observation of the internal and external influences on us, in 

the apparent ñchaosò of parallel movements. 

Step 2: Flirting with the Unknown 

In this internal observation of óchaosô if we are open to flirt with the un-

known; if we let ourselves to leave the safe óportô of the familiar and get into the 

deeper waters of unknown, if we put aside our inexcusable defenses and free our-

selves from the internal and external conflicts, we then have the possibility to taste 

with all our senses the merging of the ñwholeò; the feeling of love without the ob-

ject of desire, the feeling of the ñeternalò included into the person - the feeling of 

the deeper, limitless existence (Krishnamurti 1969&1970). This step harmonically 

leads to the next chapter. 

2.2 Mindless Flowing 

Step 3: Spontaneous Play However, an ñe-motionò stops being harmonic 

when one tries to acquire a clear and precise picture of it. So, independently of how 

good the previous steps or the previous day were, the mindless flowing is a playful 

way of learning óBeyond Violenceô (Krishnamurti 1973). 

These are the moments of giving up the sense of individuality, as well as the 

immediate involvement and mixing with the others, in a constantly changing mi-

lieu. It is a game of quest for the pure pleasure! It is the art of the improvised 

game; being in present and playing like a child. Itôs the óBeginnings of Learningô 

(Krishnamurti 1975) through physical activity. 

Step 4: Creative Metamorphoshes 

This is the step of the poetic metamorphoses; the spontaneous expression of 

the creative irregularities hidden deep into each and every oneôs roots of existence. 

For if we forget just for a while the roles and the masks with which, consciously or 

unconsciously, have burdened ourselves, then we may find ourselves into a ñpoetic 

placeò (Mourelos, 1996) - perhaps a place reminding Aliceôs Wonderland. 

2.3 Reflections 

Step 5: Back to the beginning 

It is the peace after the storm. It is the sweet sensation which, once you try to 

put into words, sinks under their sheer weight. 

This step is the return to the first step. It is the inner silence of the deeper ex-

istence. It is a more energetic meditation, aiming to the investigation of the sensi-

tive empirical prints and the awakening of the deeper existence. It is the awakening 

of the inner intelligence of the ensemble. 

Because as Heracleitus said ñThe beginning and the end are the same thingò. 

Below is an extract with some conclusions drawn from a study on the views 

of the participants in the project, more analytically presented and explained in the 

article ñHarmony in Motionò (Monachas, 2013). The original study data were tak-

en from questionnaires handed out to the students after the end of the classes. At 



the end of the data analysis, a story or unifying concept about this approach had 

formed; a story through the eyes of Aristotle University students: 

ñWe can firstly observe that learning in its traditional sense (that of the ac-

cumulation of new knowledge) was not among the things mentioned by the partic-

ipants. This should not be interpreted as an absence of a learning procedure, but 

rather as the existence of something so different, that it does not really correspond 

to this term. The participants certainly learned things, but these things did not con-

sist of new information passed on to them by some authority or the embracing of a 

new theory or the correction of acquired habits. We could assume that they learned 

things about themselves, about others and how they can relate and coexist with 

them; and that they learned them in their own pace and way, according to their dif-

ferent needs and characters, in an atmosphere of respect and freedom. 

Free from the oppression of doing the right thing and the fear of being 

judged, each of them discovered something new that consciously or unconsciously 

could be applied to everyday life. 

It is interesting how some of them mentioned that the things they learned 

helped them in stressful situations, such as university examinations, indicating that 

the positive effects of the program can be extended outside of the classroom.ò 

(Monachas, 2013). 

3. A theoretical framework 

John Curtis Franklin, analyzing the ideas of harmony in Greek and Indo-

Iranian civilizations, explains that harmony is not considered as the absence of 

conflict, but its neutralization and the subsequent reconciliation. A harmonic bal-

ance is achieved by the combination of both conflict and reconciliation, which 

form a single unity. In ancient Greece, the ideas of harmony were greatly applied 

to the body. Pythagoreans, especially, believed that ñthe mind or soul is simply the 

óattunementô of the bodyò (Curtis Franklin, 2002, pg. 4). The body itself was con-

sidered to be by nature balanced and proportioned. The ideas of duality and bal-

ance are attested in the four humor theory, where each of the four elements is 

viewed as a polar duality, whose constant variation and final balance induces har-

mony for the body. 

There are quite a few contemporary scientific approaches and traditions that 

indicate the need of further analysis and deepening of some parameters, and help to 

determine some key terms. 

Athletic Psychology and psychophysical training dedicate Ŭ big part of their 

modern research trying to maximize the performance of the athletes and apply the 

principles of psychology to social sports. They focus on goal determination, relaxa-

tion techniques, mental visualization, self-dialogue, self-confidence, anxiousness, 

stress, stimulation, attention, concentration, techniques of dealing with stressful 

situations, injuries and other anomalies, practice and evaluation of psychological 



skills, reinforcement, punishment and internal urging, urging and achievement, 

leading in sports, principles of communication, violence and aggressiveness. (The-

odorakis, Goudas & Papaioannou, 2009). 

Human communication (Littlejohn & Foss, 2008) is explored by many tradi-

tions that try to research the relationships and interactions between various parame-

ters such as óthe communicatorô, óthe messageô, óthe discussionô, óthe relationshipô, 

óthe groupô, óthe mediaô, óthe culture and societyô. ɇhe ócommunicatorô as person, 

in my analysis, entails the qualities of óthoughtô (mind), óbodyô, and the óinner 

selfô. 

In the óinner selfô I include the non-expressed, ñthe subconsciousò part of the 

self. This part is influenced, among others, by óthe messageô, óthe ógroupô, óthe 

mediaô, óthe culture and the societyô, as these are analyzed be Littlejohn and Foss 

in their book ñTheories of Human Communicationò. I unite all these concepts un-

der the single term: the óothersô and I name the concepts of ódiscussionô and órela-

tionshipô, as óin contactô. All of us are influenced by all these parameters and ana-

lyze our experiences through the paths of thought. Whether we want it or not, the 

whole structure of our existence is based on that. 

The harmonic balance of all these parameters is the first contact with being 

an óensembleô. 

Ensemble is the connection of all these parameters as an organic tissue that 

makes us breathe as one and move with a profound awareness of the ñwholeò. It is 

a function of motivation, coexistence and communication through actions that ap-

parently separate us but deep down indicate to us that we are part of the ñwholeò. 

All the above are important for the smooth function of an óactive self-movement 

organismô and they urge us to use more than the already known ósensesô in order to 

awaken the feeling of ñwholeò in a harmonic way. 

Grotowski, in personal discussions, describes ñensembleò as a single body 

comprising distinct but interdependent vital organs with brain, heart, anus etc. He 

also believed that the roles among the body, brain, heart and soul of the ensemble, 

were not fixed. One of these parameters might be the brain one day, another one 

the next (Britton, 2010). Other theories are formulated; theories like those of Wil-

helm Reich, based on the unifying function of the organism, his follower, Alexan-

der Lowen, founder of the bioenergy (Tsilimigra, 1999), or the latest discoveries of 

quantum physics . ñBecause space-time and energy, in all the forms it can take, 

form an unbreakable wholeò (Mourelos, 1996). 

ñMotionò, in physics, is any movement or change in position or time. Moshe 

Feldenkrais, in his book ñAwareness Through Movementò points out the body 

movements like breathing, eating, talking, digesting, blood circulation; and we 

could add here the ómotion of thoughtô. The motion of thought is a movement in 

time, from past to future; it is also a spatial movement, from place to place. Krish-



namurti in his book óThe Network of Thoughtô describes very well the loquacious 

movement of thought. In the same way I use the term ñthe loquacious bodyò to de-

scribe the unnecessary tense and movements. These two ways of wasting energy is 

the óover-talkativeness in motionô. 

We can see that the concept of ñemotionò entails motion. The same is true 

for the greek word ñsyn-kinesisò [=strong feeling, comprised from syn(=together) 

+kinesis(=motion)]. It is an internal movement in relation with something else, 

through the senses. In essence, the e+motion is the reflection of the mind on the 

body. This can be translated into the increasing or decreasing of heart beats, blood 

pressure, rythm of breathing, perspiration, dry mouth, dizziness, stomach distress, 

differences to the feeling of heat and cold, etc. In other words, we could say that 

emotion is the reaction of the body to the thought. 

The two extreme reactions of thought-emotion, are those of 

stress/anxiousness and love. The emotion of love is the feeling of consummation, 

unification with the divine, the ñwholeò. This love can be transformed through the 

experience of the ñhere and nowò. It can exist neither in the past nor in the future 

created by thought. It is a continuous experience of the present time in the timeless 

ñnowò. In this timeless ñnowò, the space created by thought does not exist. The 

thought creates space, and it automatically creates its opposite - the non-space. It 

creates the frame within which it holds some things, at the same time exclud-

ing/expelling others. The thought always has a measure or limit, and it cannot in-

clude the unmeasured ï the space without limits. This division of thought creates 

tensions, inequalities, conflicts and violence, having as a result the opposite of 

love: stress/anxiousness. Objectively, there is light and shadow. Psychologically, 

though, there is only what ñisò and not what ñshould beò. It is about the freedom of 

ñbeingò in an eternal space, without the technical dimension of time, created by 

thought (Krishnamurti, 1988). 

The process of uniting the imaginary separation (body/mind, mo-

tion/emotion, self/others, environment/ensemble and all of them with each other) is 

the process which, in psychophysical training, is called óbeing in presentô: To be in 

present, with or without consciousness, sub consciousness, body, mind, inner self, 

in contact with the others, experiencing the unlimited energy that flows freely in 

the environment as an ensemble. For the moments that we are óinô present, we just 

are in present and óliveô. When children are playing, they are just being óinô pre-

sent. Itôs in these moments when they donôt separate themselves from their game. 

They are the moments in which they are one with the ensemble of their game; and 

we have a lot to learn from children. 

We could try to analyses and describe the beauty of a flower in many details, 

but the only thing that we would achieve is limiting it and reducing it. Science is 



basically knowledge confirmed by action. Sterile analyses are lesser compared to 

the ñflowerò experience. 

4. As a conclusion 

During the consummation of the writing and defining of the 5 basic steps 

that I used in this teaching procedure, and while searching for literature that I had 

used in the past, I rediscovered the book ñThe invisible actorò, by Yoshi Oida and 

Lorna Marshall. This book is included in the list proposed by the ñRoyal Academy 

of Dramatic Artò (R.A.D.A.) to its students, as part of the syllabus. In the contents 

of this book, one can see the chapters 1. Beginning, 2. Moving, 3. Playing, 4. 

Speaking, 5. Learning ï a procedure that somehow includes and is included in the 

aforementioned process. 

This affirmed my belief that the paths and approaches to knowledge are 

many, and can be narrated and explained in many and different ways. The steps, 

however, toward knowledge, are and will be ñoneò at a time. All it takes is to let 

them happen and follow the circle of birth ï development ï maturing ï reproduc-

tion and evolution, which is the basis of survival. The existence of this natural cir-

cle enhances the hypothesis of universality of this approach, and its application in 

intercultural settings. The circular relation of infinite time between experiences, 

knowledge, memories, thoughts and actions, and the process of learning without 

evaluation, without approval or disapproval, is the way which helps to avoid the 

violence of doing the óright thingô and leads to the way of ñlearning as a rewarding 

experience by itselfò. 

The harmonic coexistence of dualisms and the conflicts between body and 

mind, the microstructure of the self and the awareness of the macrocosm of ñoth-

ersò through the feeling of the whole is the way of being in present as an active 

self-movement organism, using all the sensations for personal and team growth. 

This specific teaching approach, except for the students of the Aristotle Uni-

versity, is already being applied in programs of the intercultural center of education 

and communication of Thessaloniki ñVolkhochschuleò to children and adults, to 

theater students, to social dancers and amateur sports. We can extend it into all sec-

tors of education, both in practical fields and in theoretical ones, on every level and 

grade, as long as we are open to the natural way of learning and development of 

the human being (Feldenkrais, 1977). The way we discover, communicate and 

learn our native language while we are infants, through the need to express and 

communicate, is the natural way of learning. ñHarmony is like food. It nourishes 

the soul, as food does with the bodyò (Anonymous). The principals involved in 

linguistics and verbal communication, are present also in the physical communica-

tion and human expressions. In order to understand the tools that we are working 

with in education it is required that we study and develop the educational ap-



proaches applied. Their practical application constitutes an art. The Art of Harmo-

ny... is a higher goal we can set and concerns us all. 
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IMPROVISE NOT TO AUTOMATE : AN ENCOUNTER BETWEEN CO N-

TEMPORARY DANCE AND IMPROVISATION IN PHENOMENOLOGY  

ʅʠʢʦʣʴ ʂʘʨʚʘʣʴʦ ʇʠʥʪʦ ɺʠʝʡʨʘ 
ɹʘʣʝʪʤʝʡʩʪʝʨ, ʪʘʥʮʦʨ, ʨʝʞʠʩʩʝʨ ʠ ʧʩʠʭʦʣʦʛ 

ʀʤʧʨʦʚʠʟʠʨʫʡʪʝ, ʯʪʦʙʳ ʥʝ ʘʚʪʦʤʘʪʠʟʠʨʦʚʘʪʴ: ʩʪʦʣʢʥʦʚʝʥʠʝ ʤʝʞʜʫ 

ʩʦʚʨʝʤʝʥʥʳʤ ʪʘʥʮʝʤ ʠ ʠʤʧʨʦʚʠʟʘʮʠʝʡ ʚ ʬʝʥʦʤʝʥʦʣʦʛʠʠ 

Talking about improvisation is not an easy thing. It is a feature often used as 

a way of unlocking creative workshops or dance studio for creating surveys, but 

this can also be seen in some shows or as the composition itself. The dictionary of 

dance
5
 defines dance improvisation as: ñexecution mode sequences dance it with-

out prior preparationò. Linked to the notion of ñnow and the unforeseenò.  

This research started when I was finishing my degree in Psychology, along 

with my research about the relationship of memory-bodily-affective-defined by 

Cassia naves and Lenora Lobo in the book "theatre of the movement". 

This research continued deepening and resulted in two complementary dis-

sertations: one in philosophy in which I used the phenomenological theories ac-

cording to the two French philosophers ï Gilles Deleuze and Maurice Merleau 
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Ponty ï to understand improvisation as a phenomenon. And the other in dance, in 

which I made the speech analysis of Simone Forti from the understanding of im-

provisation as a phenomenon. So here I will present very briefly what has already 

been researched, and what ï and how ï I intend to continue developing this re-

search.  

This work focuses on the area of improvisation developed inside the Ameri-

can post-modern dance, whose main representatives are: Simone Forti (1935), 

Yvonne Rainer (1934), Steve Paxton (1939), Ruth Emerson, Trisha Brown (1936) 

David Gordon (1936), Deborah Hay (1941), Childs Luscinda (1940), Douglas 

Dunn (1942), Carolee Schneemann (1939). The choice of this period can be ex-

plained by the choice of refencial speeches to be analyzed here: texts by Simone 

Forti, and speeches given by Claire Filmon, who worked with Simone Forty and 

Julyen Hamilton, english improviser resident in Spain, who works from this line of 

research to create his performances as well. As I am also an improviser, I used my 

personal experiences, especially the experiences of learning experiences with im-

provisers recognized Julyen Hamilton and Claire Filmon, so that their ideas always 

inspire me and end up appearing implicitly or explicitly in my research. 

Current dance that appeared during the 1960s in the United States, the 

American post-modern dance developed in the late 1970s. It appears as a refusal of 

its previous, modern dance, and introduces himself as "revolutionary" because it 

replaces esthetics coded by the use of everyday movements thus claiming a place 

between life and art: "No matter which movement and no matter which bodies are 

acceptable as a materials of dance
6
" The dance comes out of the domain of the 

spectacle to come at a critical moment: not only the dance criticizes itself as it be-

comes the way to a political and social reflection. So improvisation does not invent 

a new move, it reconstructs the meanings of these. Improvise is to deconstruct the 

mechanics of a movement learned and provide a new direction. It is a new way of 

creating and positioning for the artist in front of his art where life and art are 

mixed. 

This practice engages a different relationship to creation, because it is no 

more the form of movements that is researched, not esthetics need. The creation 

here is in the order of choice: without premeditation, the dancer must choose at 

every moment a gesture, then another and so on, creating a dance. So that the crea-

tive act coincides with the choice. But which gesture, which move to choose? How 

is it possible not predict and get to choose the moment? This position in relation to 

the unpredictable poses a particular state of the body, a vulnerability to the un-

known that is to come. 
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A reflection on the possibilities of the instant action opens the imagination 

of the dancer to a myth that does not correspond at all to reality: the myth of full 

freedom. But why is it a myth? Because improvisation is possible to do everything, 

but you cannot do anything. As already mentioned, you need to improvise to make 

choices and that there is a consciousness that is needed: awareness of the present 

moment, the position of the occupied space and the possibilities of action. 

So, one of the observations that can made about the practice of improvisa-

tion in contemporary dance is: the dancers tend to repeat certain gestures and 

movements that they dominate, but these gestures and movementôs end up becom-

ing automatic. The proposal is then to promote a reflection about what is needed to 

prevent these automatisms maintaining and even deepening the expressive poten-

tial of this practice.  

For this work I start from the that the improvisation can be divided into: 

good and bad improvisation. A bad improvisation can be considered as a perceptu-

al gap, the automatic execution that means a purely mechanical movement regard-

ed here as "empty", without sense the dancer is not in the state body opening per-

ceptive to complete a good improvisation and a good improvisation can be consid-

ered as one that promotes the expansion of the vocabulary gestures. The key fac-

tors which result in a good improvisation are related to the refinement of the per-

ception and development of motor intelligence that allow the evolution of the 

dancer as an improviser. what is essential is to discover what may allow expansion 

of vocabulary motor, the motor potential, the range of possible choices through the 

learning of new shares, the development of the action potential, the awareness of 

other possible ways of responding to what is happening. 

To answer these questions we used the phenomenological theory. Phenome-

nology studies the perceptual field of the human being which she considers as the 

starting point of all philosophical reflection. Merleau-Ponty argues that perception 

is actually the starting point of any knowledge. According to this author, phenom-

enology is an attempt to direct description of the experiences from the whole body-

mind. She witnesses the experiences of the subject from the body itself, at which 

time he perceives the world. The relationship between man and the world is then 

determined by what was experienced by the body and not by an intellectual reflec-

tion. 

According to Merleau-Ponty
7
, freedom is always an encounter between the 

inner and the outer world so that the path between the sensible world and the ex-

pression is characterized by a path built by a perceptual motor impregnated and 

psychology, history and affections. According to Merleau-Ponty, the existence af-

fects every living space perception. The body is an emotional experience: "The 

spatiality of the body is the deployment of its being of the body, how it is realized 
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as a body.ò
8
 The spaces are woven of intersubjective and personal affects, emo-

tions that determine the perception of that world. Through the body and how to 

"live" space (posture, gestures, movements) manifests subjectivity of danseur is 

spatiality that allows the perception of an object distinct from itself: the signifying 

space is constructed in the light of experience. Through what was experienced by 

the body, the human being determines his relation to the world and with others. 

This relational link evolves so that at each new improvisation brings new content. 

The movement is born of resonances relational subject with his way through to be 

able to consider the body as a system of possible actions on the world.  

Automatism re-born from the loss of the ability to perceive and connect to 

the world around, and here Delusion concepts that help to understand the process 

of repetition in the context of dance. 

The term çto repeatè assumes several acceptances which differ in essence. 

This work will be used in a specific sense. According to the previously cited im-

provisers, the movement bore from a moment of crosses borders sensations that 

cannot be repeated. Repetition is an attempted to revive this moment, in some sen-

sation. An attempt to fix the gesture in time and prevent it from transform, despite 

the passage of time.  

For dancers, past the learning phase, we see the internalization of certain ac-

tions that require more reflection for their execution are often mastered these ges-

tures tend to return repeatedly during improvisation. Sometimes, in fact, that be-

yond any psychological blocks, improviser feel short gestures, so that, to avoid 

breakage of the movement, the dancer comes to resume gestures that control. This 

sense of çempty gestures" is echoed in the text of Deleuze
9
: We see that repetition 

is a necessary and based conduct in relation to what cannot be replaced. We can 

talk in the context of dance, lack of resonance space, gap perception. The lack of 

availability of space limits the scope of the improviser, so it must rely on what they 

already know. The dance was fluid, spontaneous, hardens, separates from the sen-

sations of the dancer and becomes devoid of meaning. The fixation becomes an au-

tomatism: the gesture motion is roots in the field of esthetics breaking up of any 

sensation. 

However, repetition is necessary for kinesthetic awareness and indispensable 

to improvisation. Thus, this kind of practice implies a further acceptance of repeti-

tion: in research, it is expected which the dancer make variations on the same 

theme. It appears here that the importance of production for several good improvi-

sation. The fact exhaust all possibilities to give latitude to the improviser at the 

time of the show, you can make your choices with full awareness of what is being 

done. 
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Insofar where repetition is the affirmation of difference ï according to 

Deleuze's theory ï every gesture can be conceived as an affirmation of difference 

between the starting point and end point of the study. It is an attempt to assert itself 

in the world. It appears here that for Deleuze, the difference seen as moving be-

tween two extremes exists: "Even if the difference tends to be distributed in vari-

ous way to go, and standardize the various it creates, it must first be felt, as it gives 

the different feel. And it must be thought of as creating the variousò
10

. Only 

through repetition, so the difference cannot be understood without repetition. He-

gel tries to solve the problem of the difference by saying it is only caveat: for ex-

ample, in terms of colors, black is different from white because it receives more 

black which confirms its quality (darkness), but suffice it gets a little white to be 

less dark. Thus, it is an affirmation of the object in its land quality that captures the 

contrasts, the light is brighter because it receives more light, the darkest dark be-

cause it receives less light, so that the ñlightò element determines the difference be-

tween these two realities. Therefore, the difference appears to be the development 

process between rehearsals, dehiscence between two levels. Similarly, the repeti-

tion is between two differences between remembering the past and projection into 

the future. Far from being rerun of a generality, repetition is mainly an attempt to 

claim the difference and singularity. The risk of repetition continues of your au-

tomatization. 

Phenomenology allows to understand the automatism as a lock on a single 

perceptual mode, a single point of view on the world, which limits the field of ac-

tion. So it is necessary for the dancer to break the deadlock, to develop their pres-

ence to sensory experiences in order to change the world's perception et be able to 

assign meaning to their gestures. Despite the difference between the thoughts of 

these two philosophers, they address the issue of automatism under a common 

point: considering the perceptual automatism as a hole. 

The principal hypothesis for this question is that without a framework, im-

provisation is lost in a vacuum, without freedom it loses its purpose, its primary 

meaning: spontaneity. The node to improvise is to reveal this puzzle: In terms of 

improvisation, how to guide finely continuing consciousness absolutely free and 

detached from what may appear? 

The notion of structure implies the fact of structuring something. In this case 

it is not only a practical structure, or part, more structuring also the dancer even as 

improviser. The structure implies an organization of the elements around the rela-

tionships that will be established. This structure will then be constitutive of the 

practice, it will build the subject and your body in this specific time. The end point 

may be unknown, but the improviser will not get lost in his dance the starting point 

is clear in its intent and that it is not lost in the gestures. The sensuousness will 
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then guide the intention over improvisation. This is not a job only on the physical 

body, but work on awareness, attention on a paper about the experience. 

Improvisation as a process of differentiation: "However, the way we stand to 

move the world itself determines a relation to this worldò
11

. 

Improvisation can be conceived as a means of authentic expression of the 

dancer, in the sense that it is he who decides the movement by which it will com-

municate and express themselves in a space-time specific. The observation of an 

improviser can analyze the relationship he establishes with: 

- Himself: through image building by themselves and for themselves. 

- Others: which shows a narrative capacity, substantial, or the connecting 

body. 

- Space: here it is the medium in which it is inserted: scene, workshop or any 

other space in which it exists and express through their dance. The space will ap-

pear as a factor structuring improvisation. 

So, in improvisation, as a gesture is consecutive to an action, but is not an 

end in itself. According to Simone Forti, as a result of a gesture inside the building 

from the relationship that is established with the world, starting from an intelli-

gence motor which is developed through the experiences, what allows conduct the 

dance that this improviser calls as "state of dance
12

".  

In fact, improvisation is simultaneously perception of the world, self-

perception and creation of movement. Therefore, the choice of movements in the 

moment narrates the perception of the subject. Improvisation is a harmony between 

body and mind, and it allows the improviser to be closer to his feelings and percep-

tions through movement, but more because of the mind-body integration, it is pos-

sible to say that thinking is as the body moves. During the time of improvisation, 

the dancer lives in the present experiments already experienced registered in his 

body: his muscles, bones, and cells. 

Improvisation can allow the subject to free themselves from an oppressive 

reality that away from her own physicality as his emotions. Dancing allows every-

one to express themselves and show their identity, while immobility freezes fatigue 

on the body, which reduces the ability of expression. Exhausted but short move-

ment, the dancer takes refuge in automation. Thus, improvisation can be a way of 

awakening the forgotten or repressed perceptions. 

To conclude, we can say that the dancer becomes an improviser only after he 

is able to recognize and experience with the various body materials. He developed 

                                                      
11

  ç Cependant, la faon dont nous nous positionnons pour bouger dans le monde d®termine un rapport 

propre au monde. è IN: LOKYER, Tonya ç Les langages des sens è p. 60 in Nouvelles de danse 48/49, Vu du 

corps : Lisa Nelson, Mouvement et perception. Ed. Contredanse 2001. 
12

 £tat de plaisir intense qui tient lieu de point dôancrage  ̈lôaccordage entre mouvements et sensations ; d¯s 

lors la forme des gestes appara´t comme le r®sultat dôune construction int®rieure. In : FORTI, Simone ; KUYPERS, 

Patricia. Pr®. ; Benoit-Trader, Agn¯s. Trad. ç Nouvelles de danse 44-45, Manuel en mouvement è, p. 153, 

Contredanse, Bruxelles, 2000. 



his driving intelligence to continually renew its "becoming" improviser and at-

tempt to access the feeling of a "good improvisation". This motor intelligence, 

based on a decision of kinesthetic awareness, achieves "the state of dance " state of 

intense pleasure that serves as an anchor point for tuning between movements and 

sensations, since the form gestures appears as the result of an inner construction. 

Insofar improvisation involves a perpetual renewal and sensory sign; there is every 

reason to evoke the notion of "repetition". Repetition renewed perception; it is a 

door that leads to perceptual opening improviser in the good improvisation. But if 

the repetition becomes "automatic ", it can conversely induce a perceptual closure 

and cause the "bad" improvisation. 

It is therefore necessary to dissolve the rigidity of the body and dissolve the 

rigidities reports with matter to be tuned. This is the action to dissolve the dancer 

who will become an improviser, awareness of this event being aware of a balance 

of forces, a body and its expression. According to Deleuze, art, capturing forces 

incorporates the feeling in the material, and consolidates the work in the expressive 

strength of the material and those of affect. Learning to be guided by the intelli-

gence of his own body, is ï in my opinion ï the basic essence of the work of ex-

panding the gestural vocabulary. 

According to Merleau-Ponty, the space does not exist in itself. It can only 

exist in a perceiving subject, so that it is the body of the subject that will feed the 

world through the connections it makes to him and vice versa. For Merleau-Ponty, 

space is first motor, because the subject cannot discover the many facets of objects 

that have in the world that is moving in space and putting them in perspective. 

Thus, it is the presence of the subject and his movement that the world will be seen 

as it is moving in this world that the subject will discover the different facets and 

can get an overall picture. However, if the dancer focuses only on his own body 

and his own feelings, it will contain in itself and does not happen to be a whole. It 

remains in its own bubble without connecting to the environment in the world. It 

will be a unique material to work with, but nobody managed to collect unrelated to 

the world, so it cannot produce diversity, there is still the same, on the same field 

empty, meaningless, because the meaning is the result of perception. 

Improvisation is a way to make non-conscious emotional content emerge. 

By this "content" we mean the feelings, blockages, cravings, desires or fears, that 

is to say, the emotional and affective aspects that characterize each person and will 

provide a basis for the perception of the surrounding world, as well as one selfôs 

position in the world. 
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ʧʝʜʘʛʦʛ-ʜʝʬʝʢʪʦʣʦʛ çʉʧʝʮʠʘʣʴʥʘʷ (ʢʦʨʨʝʢʮʠʦʥʥʘʷ)  

ʥʘʯʘʣʴʥʘʷ ʰʢʦʣʘ ï ʜʝʪʩʢʠʡ ʩʘʜ ˉ 401 IV ʚʠʜʘè  

(ʛ. ʅʦʚʦʩʠʙʠʨʩʢ) 

ʉʠʩʪʝʤʥʦʝ ʠʩʩʣʝʜʦʚʘʥʠʝ ʪʘʥʮʘ ï ʨʝʩʫʨʩ ʦʙʨʘʟʦʚʘʥʠʷ ʠ ʢʫʣʴʪʫʨʳ 

 ʚ XXI ʚʝʢʝ 
ɸʥʥʦʪʘʮʠʷ 

ɺ ʩʪʘʪʴʝ ʠʟʣʘʛʘʶʪʩʷ ʨʝʩʫʨʩʳ ʚʢʣʶʯʝʥʠʷ ʧʦʣʠʬʫʥʢʮʠʦʥʘʣʴʥʦʩʪʠ ʪʘʥʮʘ ʚ ʩʠʩʪʝʤʫ 

ʦʙʨʘʟʦʚʘʥʠʷ, ʢʫʣʴʪʫʨʫ, ʠʩʢʫʩʩʪʚʦ. ʇʦʣʫʯʝʥʥʳʝ ʜʘʥʥʳʝ ʩʧʦʩʦʙʩʪʚʫʶʪ ʨʘʩʢʨʳʪʠʶ ʩʦʮʠ-

ʘʣʴʥʳʭ ʬʫʥʢʮʠʡ ʪʘʥʮʘ ʚ ʰʠʨʦʢʦʤ ʠʩʪʦʨʠʯʝʩʢʦʤ ʜʠʘʧʘʟʦʥʝ. ʀʥʥʦʚʘʮʠʦʥʥʘʷ ʩʬʝʨʘ ʪʘʥʮʘ 

ʦʧʨʝʜʝʣʷʝʪ ʧʝʨʩʧʝʢʪʠʚʳ ʩʦʟʜʘʥʠʷ ʧʝʜʘʛʦʛʠʯʝʩʢʠʭ ʪʝʭʥʦʣʦʛʠʡ ʪʘʥʮʘ ʚ ʩʠʩʪʝʤʝ ʧʨʦʬʝʩʩʠ-

ʦʥʘʣʴʥʦʛʦ ʦʙʨʘʟʦʚʘʥʠʷ. ʅʘʨʦʜʥʳʡ ʪʘʥʝʮ ʨʘʩʩʤʘʪʨʠʚʘʝʪʩʷ ʚ ʤʝʞʵʪʥʠʯʝʩʢʦʡ ʩʦʮʠʘʣʴʥʦ-

ʢʫʣʴʪʫʨʥʦʡ ʜʝʷʪʝʣʴʥʦʩʪʠ ʢʘʢ ʚʘʞʥʦʝ ʩʨʝʜʩʪʚʦ ʦʙʦʛʘʱʝʥʠʷ ʵʪʥʦʩʦʚ. 

ʈʦʣʴ ʪʘʥʮʘ ʚ ʢʦʥʪʝʢʩʪʝ ʧʝʜʘʛʦʛʠʯʝʩʢʦʛʦ ʧʨʦʩʪʨʘʥʩʪʚʘ ʮʠʚʠʣʠʟʘʮʠʡ 

XXI ʚ. ʨʘʩʩʤʘʪʨʠʚʘʝʪʩʷ ʨʝʜʢʦ, ʘ ʧʦʥʷʪʠʷ çʪʘʥʝʮè, çʭʦʨʝʦʛʨʘʬʠʷè ʥʝʨʝʜʢʦ 

ʚʦʩʧʨʠʥʠʤʘʶʪʩʷ ʢʘʢ ʠʜʝʥʪʠʯʥʳʝ, ʯʪʦ ʚ ʧʦʥʷʪʠʡʥʦʤ ʠ ʩʦʜʝʨʞʘʪʝʣʴʥʦʤ ʘʩ-

ʧʝʢʪʝ ʥʝ ʦʪʚʝʯʘʝʪ ʪʨʝʙʦʚʘʥʠʷʤ ʩʦʚʨʝʤʝʥʥʦʩʪʠ. ɺ ʦʙʣʘʩʪʠ ʢʫʣʴʪʫʨʦʣʦʛʠʯʝ-

ʩʢʦʡ ʜʝʷʪʝʣʴʥʦʩʪʠ ʨʘʟʥʳʭ ʵʪʥʦʩʦʚ ʫʞʝ ʥʝ ʦʙʝʩʧʝʯʠʚʘʝʪʩʷ ʨʘʚʥʦʟʥʘʯʥʦʩʪʴ 

ʵʪʠʭ ʜʝʬʠʥʠʮʠʡ, ʯʪʦ ʪʨʝʙʫʝʪ ʠʭ ʩʦʜʝʨʞʘʪʝʣʴʥʦʛʦ ʘʥʘʣʠʟʘ. 

ɸʢʪʫʘʣʴʥʦʩʪʴ ʠʩʩʣʝʜʦʚʘʥʠʷ ʪʘʥʮʘ ʚ ʧʝʨʩʧʝʢʪʠʚʝ ʨʘʟʚʠʪʠʷ ʧʝʜʘʛʦʛʠʯʝ-

ʩʢʠʭ ʪʝʭʥʦʣʦʛʠʡ ʠ ʤʝʞʵʪʥʠʯʝʩʢʦʡ ʩʦʮʠʘʣʴʥʦ-ʢʫʣʴʪʫʨʥʦʡ ʜʝʷʪʝʣʴʥʦʩʪʠ 

ʦʧʨʝʜʝʣʷʝʪʩʷ ʫʚʝʣʠʯʝʥʠʝʤ ʤʠʛʨʘʮʠʦʥʥʳʭ ʧʦʪʦʢʦʚ ʥʘʮʠʦʥʘʣʴʥʳʭ ʛʨʫʧʧ ʢʘʢ 

ʚʥʫʪʨʠ ʦʜʥʦʛʦ ʛʦʩʫʜʘʨʩʪʚʘ, ʪʘʢ ʠ çʧʝʨʝʪʝʢʘʥʠʷè ʵʪʥʦʩʦʚ ʠʟ ʦʜʥʦʛʦ ʛʦʩʫʜʘʨ-

ʩʪʚʘ ʚ ʜʨʫʛʦʝ. ʇʝʨʝʩʝʣʝʥʠʝ ʥʘʨʦʜʦʚ ʘʢʪʠʚʠʟʠʨʫʝʪʩʷ ʚʦ ʚʩʝʤ ʤʠʨʝ. ɺʦʟʥʠʢʘʶʪ 

ʨʘʟʥʦ ʥʘʮʠʦʥʘʣʴʥʳʝ ʙʨʘʢʠ, ʛʜʝ ʢʘʞʜʳʡ ʯʣʝʥ ʩʝʤʴʠ, ʢʘʢ ʧʨʘʚʠʣʦ, ʪʷʛʦʪʝʝʪ ʢ 

ʢʫʣʴʪʫʨʝ ʠ ʦʙʳʯʘʷʤ ʩʚʦʠʭ ʧʨʝʜʢʦʚ. ɺʦʟʥʠʢʘʶʪ ʙʠʣʠʥʛʚʠʩʪʠʯʝʩʢʠʝ ʩʝʤʴʠ ʠ 

ʤʫʣʴʪʠ ʣʠʥʛʚʠʩʪʠʯʝʩʢʠʝ ʦʙʨʘʟʦʚʘʥʠʷ ʠ ʪ.ʜ. ʅʝʦʜʥʦʟʥʘʯʥʦʩʪʴ ʩʠʪʫʘʮʠʠ ʪʨʝ-

ʙʫʝʪ ʨʝʰʝʥʠʷ ʧʦʩʪʘʚʣʝʥʥʳʭ ʞʠʟʥʴʶ ʟʘʜʘʯ, ʛʜʝ ʦʜʥʠʤ ʠʟ ʢʦʤʧʦʥʝʥʪʦʚ ʦʙʨʘ-

ʟʦʚʘʪʝʣʴʥʦʡ ʧʨʦʛʨʘʤʤʳ ʤʦʛʫʪ ʩʪʘʪʴ ʧʝʜʘʛʦʛʠʯʝʩʢʠʝ ʪʝʭʥʦʣʦʛʠʠ ʪʘʥʮʘ. 



ʇʦʥʷʪʠʷ, ʩʬʦʨʤʫʣʠʨʦʚʘʥʥʳʝ ʥʘ ʦʩʥʦʚʝ ʤʝʪʦʜʘ ʩʠʩʪʝʤʥʦʛʦ ʠʩʩʣʝʜʦʚʘ-

ʥʠʷÉ, ʧʦʟʚʦʣʷʶʪ ʧʦʣʫʯʠʪʴ ʥʘʫʯʥʦ ʦʙʦʩʥʦʚʘʥʥʳʝ ʠʭ ʭʘʨʘʢʪʝʨʠʩʪʠʢʠ, ʧʨʦʚʝ-

ʨʠʪʴ ʥʘʜʝʞʥʦʩʪʴ ʨʝʟʫʣʴʪʘʪʦʚ, ʧʦʜʚʝʨʛʥʫʪʴ ʠʭ ʘʥʘʣʠʟʫ ʠ ʢʨʠʪʠʢʝ. (ɿʥʘʢ ʘʚ-

ʪʦʨʩʢʦʛʦ ʧʨʘʚʘÉ ʦʙʦʟʥʘʯʘʝʪ ʥʦʚʳʝ ʩʦʜʝʨʞʘʪʝʣʴʥʳʝ ʧʦʥʷʪʠʷ, ʩʬʦʨʤʫʣʠʨʦ-

ʚʘʥʥʳʝ ʥʘ ʦʩʥʦʚʝ ʩʠʩʪʝʤʥʦʛʦ ʧʦʜʭʦʜʘ). 

ʊʘʥʝʮ, ʢʘʢ ʩʧʝʮʠʬʠʯʝʩʢʠʡ ʟʥʘʢʦʚʳʡ ʷʟʳʢ ʯʝʣʦʚʝʢʘ ʠ ʦʜʠʥ ʠʟ ʚʠʜʦʚ ʝʛʦ 

ʧʦʚʝʜʝʥʠʷ ʠ ʜʝʷʪʝʣʴʥʦʩʪʠ, ʥʝʦʪʜʝʣʠʤ ʦʪ ʙʠʦʩʦʮʠʘʣʴʥʦʛʦ ʧʨʦʮʝʩʩʘ ʨʘʟʚʠʪʠʷ 

ʯʝʣʦʚʝʯʝʩʪʚʘ. ʄʥʦʛʦʦʙʨʘʟʠʝ ʪʘʥʮʝʚʘʣʴʥʳʭ ʧʨʦʷʚʣʝʥʠʡ ʢʘʞʜʦʛʦ ʵʪʥʦʩʘ ʜʦ-

ʩʪʦʡʥʦ ʫʚʘʞʝʥʠʷ ʠ ʘʥʘʣʠʟʘ ʚ ʦʙʱʝʡ ʢʘʨʪʠʥʝ ʤʠʨʦʚʦʡ ʢʫʣʴʪʫʨʳ. ʏʝʣʦʚʝʢ ʚ 

ʧʦʚʝʜʝʥʠʠ ʠ ʪʘʥʮʝʚʘʣʴʥʦʡ ʜʝʷʪʝʣʴʥʦʩʪʠ ʚʦ ʚʩʝ ʚʨʝʤʝʥʘ ʠ ʫ ʚʩʝʭ ʥʘʨʦʜʦʚ ʷʚ-

ʣʷʝʪʩʷ ʦʙʲʝʢʪʦʤ ʚʥʠʤʘʥʠʷ. ɺ ʬʠʣʦʛʝʥʝʟʝ ʪʘʥʮʘ ʦʪʨʘʞʝʥʘ ʩʫʱʥʦʩʪʴ ʯʝʣʦʚʝʢʘ 

ʥʝʟʘʚʠʩʠʤʦ ʦʪ ʪʝʦʨʠʡ ʝʛʦ ʧʨʦʠʩʭʦʞʜʝʥʠʷ [5, ʩ. 736-738]. ʈʘʟʣʠʯʠʝ ʚʦ ʚʟʛʣʷ-

ʜʘʭ ʩ ʧʦʟʠʮʠʡ ʵʚʦʣʶʮʠʦʥʠʟʤʘ ʠʣʠ ʩ ʧʦʟʠʮʠʡ ʢʨʝʘʮʠʦʥʠʟʤʘ ʥʝ ʫʤʘʣʷʶʪ ʨʦʣʠ 

ʠ ʟʥʘʯʝʥʠʷ ʯʝʣʦʚʝʢʘ ʢʘʢ ʪʚʦʨʮʘ ʠ ʫʯʘʩʪʥʠʢʘ ʩʦʙʳʪʠʡ, ʢʘʢ ʦʙʲʝʢʪʘ ʠʩʩʣʝʜʦʚʘ-

ʥʠʷ ʩʦʮʠʘʣʴʥʦʡ ʠʩʪʦʨʠʠ.  

ʆʩʤʳʩʣʝʥʠʝ ʪʘʥʮʘ ʚ ʬʦʨʤʠʨʦʚʘʥʠʠ ʧʝʨʩʧʝʢʪʠʚ ʨʘʟʚʠʪʠʷ ʧʝʜʘʛʦʛʠʯʝ-

ʩʢʠʭ ʪʘʥʮʝʚʘʣʴʥʳʭ ʪʝʭʥʦʣʦʛʠʡ ʥʝʦʙʭʦʜʠʤʦ ʚ ʩʠʣʫ ʤʘʣʦʧʦʜʚʠʞʥʦʩʪʠ ʜʝʪʝʡ ʚ 

ʦʙʨʘʟʦʚʘʪʝʣʴʥʦʤ ʧʨʦʮʝʩʩʝ. ɺ ʩʦʮʠʘʣʴʥʦ-ʢʫʣʴʪʫʨʥʦʡ ʜʝʷʪʝʣʴʥʦʩʪʠ ʯʝʣʦʚʝʢʘ 

XXI ʚ. ʧʦ-ʥʦʚʦʤʫ ʦʧʨʝʜʝʣʷʝʪʩʷ ʤʝʩʪʦ ʪʘʥʮʘ ʚ ʤʠʨʦʚʦʤ ʩʦʦʙʱʝʩʪʚʝ.  

ʀʩʩʣʝʜʦʚʘʥʠʝ ʦʙʱʠʭ ʟʘʢʦʥʦʤʝʨʥʦʩʪʝʡ ʨʘʟʚʠʪʠʷ ʪʘʥʮʝʚʘʣʴʥʦʡ ʜʝʷʪʝʣʴ-

ʥʦʩʪʠ ʠ ʧʦʚʝʜʝʥʠʷ ʯʝʣʦʚʝʢʘ ʚ ʨʘʟʣʠʯʥʳʭ ʠʩʪʦʨʠʯʝʩʢʠʭ, ʩʦʮʠʘʣʴʥʳʭ ʠ ʵʪʥʠ-

ʯʝʩʢʠʭ ʩʦʦʙʱʝʩʪʚʘʭ ʥʘ ʦʩʥʦʚʝ ʪʝʦʨʝʪʠʯʝʩʢʠʭ ʦʩʥʦʚʘʥʠʡ ʬʠʣʦʛʝʥʝʟʘ ʯʝʣʦʚʝ-

ʯʝʩʪʚʘ ʠ ʪʘʥʮʘ. ʀʤʝʥʥʦ ʬʠʣʦʛʝʥʝʟ ʪʘʥʮʘ ʠ ʝʛʦ ʥʘʫʯʥʦ ʦʙʦʩʥʦʚʘʥʥʳʝ ʪʝʦʨʝʪʠ-

ʯʝʩʢʠʝ ʤʦʜʝʣʠ ʦʩʪʘʶʪʩʷ ʚ ʩʦʚʨʝʤʝʥʥʦʡ ʥʘʫʢʝ ʥʝʜʦʩʪʘʪʦʯʥʦ ʨʘʟʨʘʙʦʪʘʥʥʳʤʠ 

ʠʣʠ ʩʬʦʨʤʫʣʠʨʦʚʘʥʥʳʤʠ ʥʘ ʦʩʥʦʚʝ ʵʤʧʠʨʠʯʝʩʢʦʛʦ ʦʧʳʪʘ. ʉʠʩʪʝʤʥʦʝ ʠʩʩʣʝ-

ʜʦʚʘʥʠʝ ʪʘʥʮʘ ʧʦʟʚʦʣʷʝʪ ʫʚʠʜʝʪʴ ʧʫʪʘʥʠʮʫ ʠ ʦʛʨʘʥʠʯʝʥʥʦʩʪʴ ʙʳʪʫʶʱʝʛʦ 

ʚʟʛʣʷʜʘ ʥʘ ʬʝʥʦʤʝʥ ʪʘʥʮʘ ʢʘʢ ʥʘ ʩʦʮʠʘʣʴʥʦʝ ʷʚʣʝʥʠʝ, ʦʯʝʨʯʝʥʥʦʝ ʧʨʝʠʤʫʱʝ-

ʩʪʚʝʥʥʦ ʵʩʪʝʪʠʯʝʩʢʠʤʠ ʢʘʪʝʛʦʨʠʷʤʠ ʠʩʢʫʩʩʪʚʘ [6]. 

ʊʘʥʮʫ, ʢʘʢ ʩʦʮʠʘʣʴʥʦʤʫ ʬʝʥʦʤʝʥʫ, ʧʦʩʚʷʱʝʥʦ ʤʥʦʞʝʩʪʚʦ ʨʘʙʦʪ. 

ʉʪʨʝʤʣʝʥʠʝ ʛʣʫʙʞʝ ʨʘʟʦʙʨʘʪʴʩʷ ʚ ʵʪʦʤ ʷʚʣʝʥʠʠ ʧʦʨʦʞʜʘʝʪ ʠʩʩʣʝʜʦʚʘʥʠʷ, ʚʳ-

ʟʚʘʥʥʳʝ ʥʝ ʪʦʣʴʢʦ ʩʦʚʨʝʤʝʥʥʳʤʠ, ʯʘʩʪʥʳʤʠ ʧʨʦʙʣʝʤʘʤʠ, ʥʦ ʠ ʥʝʦʙʭʦʜʠʤʦ-

ʩʪʴʶ ʬʠʣʦʩʦʬʩʢʦʛʦ ʦʩʤʳʩʣʝʥʠʷ ʪʘʥʮʘ, ʝʛʦ ʧʨʠʨʦʜʳ. ʉʣʦʞʥʦʩʪʴ ʧʨʦʙʣʝʤ 

ʠʟʫʯʝʥʠʷ, ʩʦʭʨʘʥʝʥʠʷ ʠ ʨʘʟʚʠʪʠʷ ʵʪʥʠʯʝʩʢʦʛʦ (ʥʘʨʦʜʥʦʛʦ) ʪʘʥʮʘ ʦʩʚʝʱʝʥʘ 

ʨʘʟʥʳʤʠ ʘʚʪʦʨʘʤʠ, ʧʦʩʚʷʱʘʚʰʠʤʠ ʩʚʦʠ ʠʩʩʣʝʜʦʚʘʥʠʷ ʚ ʵʪʦʡ ʦʙʣʘʩʪʠ. ʊʝʤ ʥʝ 

ʤʝʥʝʝ, ʧʨʦʪʠʚʦʨʝʯʠʡ, ʥʝʪʦʯʥʦʩʪʝʡ, ʥʝʘʜʝʢʚʘʪʥʦʛʦ ʧʦʥʠʤʘʥʠʷ ʩʫʪʠ ʧʦʩʪʘʚ-

ʣʝʥʥʳʭ ʚʦʧʨʦʩʦʚ ʧʦ ʪʘʥʮʫ ʥʘʢʦʧʠʣʦʩʴ ʤʥʦʞʝʩʪʚʦ. ʅʘʢʦʧʣʝʥʠʝ ʤʘʪʝʨʠʘʣʘ ʦ 

ʪʘʥʮʝ ʦʪʤʝʯʘʝʪʩʷ ʪʝʥʜʝʥʮʠʝʡ ʢ ʘʥʘʣʠʟʫ ʩʧʝʮʠʬʠʢʠ ʧʨʝʜʤʝʪʘ, ʢ ʦʨʛʘʥʠʟʘʮʠʠ 

ʩʦʙʩʪʚʝʥʥʦʛʦ ʥʘʫʯʥʦʛʦ ʟʥʘʥʠʷ. ʎʝʣʴ ʩʪʘʪʴʠ ï ʦʟʥʘʢʦʤʠʪʴ ʥʘʫʯʥʦʝ ʠ ʧʝʜʘʛʦ-

ʛʠʯʝʩʢʦʝ ʩʦʦʙʱʝʩʪʚʦ ʩ ʧʝʨʩʧʝʢʪʠʚʘʤʠ ʨʘʟʚʠʪʠʷ ʪʘʥʮʘ ʚ ʦʙʨʘʟʦʚʘʪʝʣʴʥʦʤ 



ʧʨʦʩʪʨʘʥʩʪʚʝ XXI ʚʝʢʘ ʚ ʤʝʞʵʪʥʠʯʝʩʢʦʡ ʩʦʮʠʘʣʴʥʦ-ʢʫʣʴʪʫʨʥʦʡ ʜʝʷʪʝʣʴʥʦʩʪʠ 

[7].  

ɺ ʨʘʟʥʦʝ ʠʩʪʦʨʠʯʝʩʢʦʝ ʚʨʝʤʷ, ʚ ʨʘʟʥʳʭ ʛʦʩʫʜʘʨʩʪʚʘʭ çʥʘʨʦʜè ʥʘ ʨʘʟ-

ʥʳʭ ʷʟʳʢʘʭ ʧʦʥʠʤʘʣʩʷ ʢʘʢ çʵʪʥʦʩè, çʬʦʣʢè ʠ ʪ.ʜ. ɺ ʠʩʩʣʝʜʦʚʘʥʠʷʭ ʫʯʝʥʳʭ 

çʵʪʥʦʛʝʥʝʟè ï ʵʪʦ ʠʟʫʯʝʥʠʝ ʩʭʦʜʩʪʚʘ ʠʣʠ ʥʝʩʭʦʜʩʪʚʘ ʨʘʟʚʠʪʠʷ ʨʘʟʥʳʭ ʥʘʨʦ-

ʜʦʚ ʚ ʠʩʪʦʨʠʯʝʩʢʦʤ ʩʪʘʥʦʚʣʝʥʠʠ ʯʝʣʦʚʝʯʝʩʪʚʘ.  

ʊʝʨʤʠʥ çʭʦʨʝʦʛʨʘʬʠʷè, ʚʦʟʥʠʢʰʠʡ ʚ ʧʝʨʠʦʜ ʨʘʩʮʚʝʪʘ ʘʥʪʠʯʥʦʡ ɻʨʝʮʠʠ 

ʜʝʡʩʪʚʠʪʝʣʴʥʦ ʦʙʦʟʥʘʯʘʣ çʇʃʗʐʋïʇʀʐʋè. ʆʜʥʘʢʦ ʚ ʩʪʦʨʦʥʝ ʦʪ ʚʥʠʤʘʥʠʷ 

ʧʝʨʝʚʦʜʯʠʢʦʚ ʦʩʪʘʣʩʷ ʚʦʧʨʦʩ ʦ ʰʠʨʦʪʝ ʧʦʥʠʤʘʥʠʷ ʠ ʠʥʬʦʨʤʘʮʠʦʥʥʦʡ ʩʬʝʨʝ 

ʵʪʦʛʦ ʩʣʦʚʘ. ʅʝ ʠʩʢʣʶʯʝʥ ʩʤʳʩʣ ʇʃʗʉɸʊʔ ï ʢʘʢ ʪʝʣʦʤ ʇʀʉɸʊʔ, ʪ.ʝ. ʩʦʙʦʶ 

ʠʟʦʙʨʘʞʘʪʴ. ɼʨʝʚʥʝʝ ʧʠʢʪʦʛʨʘʬʠʯʝʩʢʦʝ ʧʠʩʴʤʦ ʠ ʥʘʩʢʘʣʴʥʳʝ ʠʟʦʙʨʘʞʝʥʠʷ 

(ʥʘʧʨʠʤʝʨ, çʧʠʩʘʥʠʮʳè ʚ ʉʠʙʠʨʠ) ʥʝ ʦʪʨʠʮʘʶʪ ʪʘʢʦʛʦ ʧʦʜʭʦʜʘ ʠ ʚʠʜʝʥʠʷ 

ʠʥʪʝʨʧʨʝʪʘʮʠʠ ʜʘʥʥʦʛʦ ʧʦʥʷʪʠʷ. ɺ ʬʦʨʤʘʣʴʥʦʤ ʧʝʨʝʚʦʜʝ ʧʠʩʘʥʠʮʳ ʪʦʞʝ 

ʤʦʞʥʦ ʦʙʦʟʥʘʯʘʪʴ ʢʘʢ ʟʘʧʠʩʴ, ʭʦʪʷ ʪʘʤ ʠʟʦʙʨʘʞʝʥʳ ʣʶʜʠ, ʞʠʚʦʪʥʳʝ, ʜʨʫʛʠʝ 

ʧʨʝʜʤʝʪʳ, ʠ ʥʝʪ ʥʘʤʝʢʘ ʥʘ ʧʠʩʴʤʝʥʥʳʡ ʪʝʢʩʪ [1]. 

ʇʣʷʩʢʘ, ʚʦʟʥʠʢʰʘʷ ʚ ʧʝʨʚʦʙʳʪʥʦʡ ʢʫʣʴʪʫʨʝ ʯʝʣʦʚʝʯʝʩʪʚʘ ʢʘʢ ʦʩʦʙʳʡ 

ʟʥʘʢʦʚʳʡ ʩʧʦʩʦʙ ʵʤʦʮʠʦʥʘʣʴʥʦʛʦ ʩʘʤʦʚʳʨʘʞʝʥʠʷ, ʦʙʱʝʥʠʷ ʜʨʫʛ ʩ ʜʨʫʛʦʤ ʠ ʩ 

ʦʢʨʫʞʘʶʱʝʡ ʧʨʠʨʦʜʦʡ, ʩʧʦʩʦʙʩʪʚʦʚʘʣ ʝʝ ʨʘʟʚʠʪʠʶ. ʕʪʦ ʙʳʣ ʧʝʨʚʳʡ ʞʘʥʨ 

ʪʘʥʮʘ ʩʘʤʦ ʊʚʦʨʝʥʠʷ ʯʝʣʦʚʝʢʦʤ ʩʝʙʷ ʠ ʬʦʨʤʠʨʦʚʘʥʠʶ ʝʛʦ ʤʳʰʣʝʥʠʷ (ʵʤʦ-

ʮʠʦʥʘʣʴʥʦʛʦ ʠ ʣʦʛʠʯʝʩʢʦʛʦ). ʋ ʚʩʝʭ ʥʘʨʦʜʦʚ ʤʠʨʘ ʧʣʷʩʢʘ ʩʪʘʥʦʚʠʪʩʷ ʦʜʥʠʤ 

ʠʟ ʩʧʦʩʦʙʦʚ ʦʪʨʘʞʝʥʠʷ ʧʨʦʙʣʝʤ ʯʝʣʦʚʝʢʘ, ʩʨʝʜʩʪʚʦʤ ʧʝʨʝʜʘʯʠ ʚʘʞʥʦʡ ʠʥ-

ʬʦʨʤʘʮʠʠ ʚ ʫʧʨʘʚʣʝʥʠʠ ʧʦʚʝʜʝʥʠʝʤ ʣʶʜʝʡ ʠ ʩʦʟʜʘʥʠʷ ʢʦʤʤʫʥʠʢʘʪʠʚʥʦʡ 

ʩʨʝʜʳ. ɼʨʝʚʥʠʝ ʘʥʪʨʦʧʦʤʦʨʬʥʳʝ ʠʟʦʙʨʘʞʝʥʠʷ ʚ ʧʝʨʚʦʙʳʪʥʦʡ ʢʫʣʴʪʫʨʝ 

ʥʘʨʦʜʦʚ ʉʠʙʠʨʠ ʧʦʟʚʦʣʷʶʪ ʚʦʩʩʦʟʜʘʪʴ ʚʘʞʥʳʝ ʩʪʦʨʦʥʳ ʞʠʟʥʠ ʣʶʜʝʡ ʜʘʣʝ-

ʢʦʛʦ ʚʨʝʤʝʥʠ, ʨʘʩʢʨʳʪʴ ʩʝʤʘʥʪʠʢʫ ʠ ʩʤʳʩʣ ʨʷʜʘ ʦʙʨʘʟʦʚ, ʥʝʩʤʦʪʨʷ ʥʘ ʦʪʩʫʪ-

ʩʪʚʠʝ ʧʠʩʴʤʝʥʥʦʛʦ ʷʟʳʢʘ, ʝʩʣʠ ʛʦʚʦʨʠʪʴ ʦʙ ʠʥʪʝʨʧʨʝʪʘʮʠʠ ʧʦʥʷʪʠʷ çʭʦʨʝʦ-

ʛʨʘʬʠʷè [8]. ʉʠʩʪʝʤʥʦ ʦʙʦʩʥʦʚʘʥʥʘʷ ʪʝʦʨʠʷ ʪʘʥʮʘ ʩʧʦʩʦʙʥʘ ʦʙʝʩʧʝʯʠʪʴ ʧʝʨ-

ʩʧʝʢʪʠʚʳ ʨʘʟʚʠʪʠʷ ʧʝʜʘʛʦʛʠʯʝʩʢʦʛʦ ʧʨʦʩʪʨʘʥʩʪʚʘ ʪʘʥʮʘ ʚ ʤʝʞʵʪʥʠʯʝʩʢʦʡ ʩʦ-

ʮʠʘʣʴʥʦ-ʢʫʣʴʪʫʨʥʦʡ ʜʝʷʪʝʣʴʥʦʩʪʠ XXI ʚ. 

ʈʘʩʩʤʘʪʨʠʚʘʷ ʠʩʪʦʨʠʦʛʨʘʬʠʶ ʧʦʥʷʪʠʡ çʪʘʥʝʮè ʥʘ ʧʨʦʪʷʞʝʥʠʠ ʚʝʢʦʚ, 

ʭʦʨʝʦʛʨʘʬʠʷ ʩʪʘʣʘ ʪʨʘʥʩʣʠʨʦʚʘʪʴʩʷ (ʧʦʥʠʤʘʪʴʩʷ) ʪʘʢ ʞʝ ʥʘ ʵʤʧʠʨʠʯʝʩʢʦʤ 

ʫʨʦʚʥʝ ʢʘʢ ʟʘʧʠʩʴ ʪʘʥʮʘ. ɺ ʘʥʪʠʯʥʦʡ ɻʨʝʮʠʠ ʧʣʷʩʢʘ ʙʳʣʘ ʰʠʨʦʢʦ ʨʘʩʧʨʦ-

ʩʪʨʘʥʝʥʘ ʩʥʘʯʘʣʘ ʚ ʥʘʨʦʜʥʦʡ ʢʫʣʴʪʫʨʝ, ʘ ʧʦʟʞʝ, ʠ ʚ ʪʝʘʪʨʘʣʴʥʦʤ ʟʨʝʣʠʱʝ [6]. 

ɺ ʨʫʩʩʢʠʡ ʷʟʳʢ ʧʦʥʷʪʠʝ çʪʘʥʝʮè ʚʦʰʣʦ ʚ XVII ʚ. ɼʦ ʵʪʦʛʦ ʦʙʱʝʫʧʦʪʨʝ-

ʙʠʪʝʣʴʥʳʤ ʙʳʣʦ ʩʣʘʚʷʥʩʢʦʝ ʩʣʦʚʦ çʧʣʷʩʢʘè. ɺ ʬʝʦʜʘʣʴʥʦʡ ʈʦʩʩʠʠ ʧʦʥʷʪʠʝ 

çʧʣʷʩʢʘè ʙʳʣʦ ʙʦʣʝʝ ʰʠʨʦʢʠʤ, ʯʝʤ ʧʦʥʷʪʠʝ çʪʘʥʝʮè, ʪʘʢ ʢʘʢ ʦʥʦ ʚʢʣʶʯʘʣʦ ʚ 

ʩʝʙʷ ʚʩʝ ʨʘʟʥʦʚʠʜʥʦʩʪʠ ʧʣʷʩʢʠ - ʦʙʨʷʜʦʚʫʶ ʠ ʥʝ ʦʙʨʷʜʦʚʫʶ, ʧʨʦʬʝʩʩʠʦʥʘʣʴ-

ʥʫʶ ʠ ʥʝ ʧʨʦʬʝʩʩʠʦʥʘʣʴʥʫʶ, ʘ ʧʦ ʠʩʧʦʣʥʝʥʠʶ ï ʤʘʩʩʦʚʫʶ, ʛʨʫʧʧʦʚʫʶ, ʧʘʨ-

ʥʫʶ, ʩʦʣʴʥʫʶ, ʘ ʪʘʢʞʝ ʧʣʷʩʢʫ ʨʘʟʣʠʯʥʳʭ ʩʦʮʠʘʣʴʥʳʭ ʠ ʣʦʢʘʣʴʥʳʭ ʛʨʫʧʧ, ʵʪ-

ʥʠʯʝʩʢʠʭ ʦʙʱʥʦʩʪʝʡ. 



ʉ XVIII ʚ. ʨʘʩʰʠʨʷʶʪʩʷ ʨʦʩʩʠʡʩʢʠʝ ʤʝʞʜʫʥʘʨʦʜʥʳʝ ʢʦʥʪʘʢʪʳ, ʘʢʪʠʚʠ-

ʟʠʨʫʝʪʩʷ ʧʨʦʥʠʢʥʦʚʝʥʠʝ ʚ ʧʨʠʚʠʣʝʛʠʨʦʚʘʥʥʦʝ ʦʙʱʝʩʪʚʦ ʟʘʨʫʙʝʞʥʳʭ ʭʦʨʝʦ-

ʛʨʘʬʠʯʝʩʢʠʭ (ʪ.ʝ. ʩʦʯʠʥʝʥʥʳʭ ʩʧʝʮʠʘʣʠʩʪʘʤʠ) ʬʦʨʤ ʙʘʣʴʥʦʛʦ ʠ ʪʝʘʪʨʘʣʴʥʦ-

ʩʮʝʥʠʯʝʩʢʦʛʦ ʪʘʥʮʘ. ʉ ʧʝʨʠʦʜʘ ʝʚʨʦʧʝʡʩʢʦʛʦ ʩʨʝʜʥʝʚʝʢʦʚʴʷ ʙʘʣʴʥʳʡ ʪʘʥʝʮ, 

ʧʦʧʘʜʘʷ ʚ ʥʘʨʦʜʥʫʶ ʩʨʝʜʫ, ʘʜʘʧʪʠʨʫʝʪʩʷ ʢ ʣʦʢʘʣʴʥʳʤ ʬʦʨʤʘʤ ʪʨʘʜʠʮʠʦʥʥʦʡ 

ʥʘʨʦʜʥʦʡ ʧʣʷʩʢʠ, ʧʨʠʦʙʨʝʪʘʝʪ ʥʦʚʳʡ ʚʠʜ, ʭʘʨʘʢʪʝʨʥʳʡ ʜʣʷ ʢʦʤʧʠʣʷʮʠʠ, 

ʧʨʝʚʨʘʱʘʷʩʴ ʚ ʨʘʟʥʦʚʠʜʥʦʩʪʴ ʙʳʪʦʚʦʛʦ ʪʘʥʮʘ.  

ʉʦʮʠʘʣʴʥʦ-ʵʢʦʥʦʤʠʯʝʩʢʠʝ ʫʩʣʦʚʠʷ ʠʟʤʝʥʷʶʪ ʙʳʪʦʚʦʡ ʪʘʥʝʮ ʚ ʛʦʨʦʜ-

ʩʢʦʡ ʠ ʚ ʜʝʨʝʚʝʥʩʢʦʡ ʩʨʝʜʝ, ʯʪʦ ʚʝʜʝʪ ʢ ʩʥʠʞʝʥʠʶ ʨʦʣʠ ʜʨʝʚʥʠʭ (ʦʙʨʷʜʦʚʳʭ) 

ʬʦʨʤ ʧʣʷʩʢʠ (ʧʘʣʝʦʪʘʥʮʘ), ʢ ʧʦʩʪʝʧʝʥʥʦʡ ʫʪʨʘʪʝ ʝʶ ʦʙʨʷʜʦʚʳʭ ʬʫʥʢʮʠʡ. 

ɹʳʪʦʚʦʡ ʪʘʥʝʮ ʠ ʪʨʘʜʠʮʠʦʥʥʘʷ ʥʘʨʦʜʥʘʷ ʧʣʷʩʢʘ ʩʪʘʥʦʚʷʪʩʷ ʦʩʥʦʚʥʳʤʠ ʩʨʝʜ-

ʩʪʚʘʤʠ ʨʘʟʚʣʝʢʘʪʝʣʴʥʦʛʦ ʤʝʞʣʠʯʥʦʩʪʥʦʛʦ ʠ ʛʨʫʧʧʦʚʦʛʦ ʦʙʱʝʥʠʷ. ʊʝʨʤʠʥ 

çʧʣʷʩʢʘè ʚʩʝ ʙʦʣʝʝ ʚʳʪʝʩʥʷʝʪʩʷ ʪʝʨʤʠʥʦʤ çʪʘʥʝʮè, ʢʦʪʦʨʳʡ ʨʘʩʰʠʨʷʝʪ ʛʨʘ-

ʥʠʮʳ ʩʚʦʝʛʦ ʧʦʥʷʪʠʷ ʠ ʚʢʣʶʯʘʝʪ ʚ ʩʝʙʷ ʨʘʟʥʦʚʠʜʥʦʩʪʠ ï ʨʝʣʠʢʪʳ ʜʨʝʚʥʠʭ 

ʥʘʨʦʜʥʳʭ ʬʦʨʤ, ʪʝʘʪʨʘʣʴʥʦ-ʩʮʝʥʠʯʝʩʢʠʝ, ʙʘʣʴʥʳʝ ʠ ʙʳʪʦʚʳʝ. ɺ ʩʦʚʨʝʤʝʥ-

ʥʳʭ ʫʩʣʦʚʠʷʭ ʪʝʨʤʠʥ çʪʘʥʝʮè ʩʪʘʣ ʥʝ ʪʦʣʴʢʦ ʥʘʠʙʦʣʝʝ ʫʧʦʪʨʝʙʠʪʝʣʴʥʳʤ, ʥʦ 

ʠ ʧʨʝʠʤʫʱʝʩʪʚʝʥʥʳʤ ʧʦ ʩʨʘʚʥʝʥʠʶ ʩ ʪʝʨʤʠʥʦʤ çʧʣʷʩʢʘè. ɺ XIX-XX ʚʚ. 

çʍʦʨʝʦʛʨʘʬʠʷè ʦʧʨʝʜʝʣʠʣʘʩʴ ʢʘʢ ʚʠʜ ʠʩʢʫʩʩʪʚʘ ʠ ʩʪʘʣʘ ʧʨʠʥʠʤʘʪʴʩʷ ʢʘʢ 

ʥʘʫʯʥʘʷ ʜʠʩʮʠʧʣʠʥʘ ʧʦ ʧʦʜʛʦʪʦʚʢʝ ʘʨʪʠʩʪʦʚ ʠ ʭʦʨʝʦʛʨʘʬʦʚ. 

ʉʦʟʜʘʥʠʝ ʝʜʠʥʦʡ ʤʝʪʦʜʦʣʦʛʠʯʝʩʢʦʡ ʙʘʟʳ ʠʩʩʣʝʜʦʚʘʥʠʷ ʪʘʥʮʘ, ʧʦʟʚʦ-

ʣʷʶʱʝʡ ʧʦʣʫʯʘʪʴ ʘʜʝʢʚʘʪʥʳʝ ʨʝʟʫʣʴʪʘʪʳ, ʜʘʞʝ ʚ ʩʣʫʯʘʝ ʥʝʜʦʩʪʘʪʦʯʥʦʡ ʠʥ-

ʬʦʨʤʘʮʠʠ, ʙʳʣʘ ʦʨʠʝʥʪʠʨʦʚʘʥʘ ʦʙʦʩʥʦʚʘʥʥʘʷ ʥʘʤʠ ʧʦʣʠʬʫʥʢʮʠʦʥʘʣʴʥʘʷ 

ʪʝʦʨʠʷ ʪʘʥʮʘ. ʇʦʥʷʪʠʷ çʭʦʨʝʦʛʨʘʬʠʷè, çʧʣʷʩʢʘè, çʟʨʝʣʠʱʝè ʠ ʜʨ., ʙʳʣʠ ʨʘʩ-

ʩʤʦʪʨʝʥʳ ʠ ʧʨʦʘʥʘʣʠʟʠʨʦʚʘʥʳ ʥʘʤʠ ʥʘ ʝʜʠʥʦʡ ʤʝʪʦʜʦʣʦʛʠʯʝʩʢʦʡ ʦʩʥʦʚʝ ʚ 

ʢʦʥʪʝʢʩʪʝ ʠʩʪʦʨʠʯʝʩʢʦʛʦ ʨʘʟʚʠʪʠʷ ʯʝʣʦʚʝʯʝʩʪʚʘ ʠ ʮʠʚʠʣʠʟʘʮʠʡ. ʕʪʦ ʧʦʟʚʦ-

ʣʠʣʦ ʨʘʟʦʙʨʘʪʴʩʷ ʚ ʩʫʱʝʩʪʚʝ ʧʨʦʙʣʝʤ ʠ ʧʦʣʫʯʠʪʴ ʧʦʥʷʪʠʡʥʦ-

ʩʦʜʝʨʞʘʪʝʣʴʥʳʡ ʘʧʧʘʨʘʪ ʪʘʥʮʘ, ʦʪʚʝʯʘʶʱʠʡ ʝʛʦ ʧʝʨʩʧʝʢʪʠʚʥʦʤʫ ʩʦʮʠʘʣʴ-

ʥʦʤʫ ʨʘʟʚʠʪʠʶ, ʭʦʪʷ ʚʧʝʨʝʜʠ ʦʛʨʦʤʥʦʝ ʧʦʣʝ ʜʣʷ ʠʩʩʣʝʜʦʚʘʥʠʡ ʠ ʚʥʝʜʨʝʥʠʷ 

ʵʪʠʭ ʨʝʟʫʣʴʪʘʪʦʚ ʚ ʧʨʘʢʪʠʢʫ XXI ʚ. [8]. 

ɺ XXI ʚ. ʧʦʥʷʪʠʷ çʪʘʥʝʮè, çʭʦʨʝʦʛʨʘʬʠʷè ʜʘʣʝʢʦ ʥʝ ʨʘʚʥʦʟʥʘʯʥʳ. ʅʘ 

ʦʩʥʦʚʝ ʩʠʩʪʝʤʥʦʛʦ ʠʩʩʣʝʜʦʚʘʥʠʷ ʪʘʥʝʮ ʨʘʩʩʤʦʪʨʝʥ ʚ ʰʠʨʦʢʦʤ ʧʦʣʠʬʫʥʢʮʠʦ-

ʥʘʣʴʥʦʤ ʨʘʟʥʦʦʙʨʘʟʠʠ, ʢʫʜʘ ʢʦʤʧʦʥʝʥʪʦʤ ʚʭʦʜʠʪ ʠ ʭʦʨʝʦʛʨʘʬʠʷ, ʢʘʢ ʙʦʣʝʝ 

ʫʟʢʦʝ ʧʦʥʷʪʠʝ. ʕʪʦ ʧʦʟʚʦʣʷʝʪ ʦʩʫʱʝʩʪʚʣʷʪʴ ʥʘʫʯʥʳʡ ʧʨʦʛʥʦʟ, ʧʨʝʜʚʠʜʝʪʴ ʠ 

ʧʦʣʫʯʘʪʴ ʦʪʚʝʪʳ ʥʘ ʥʝʢʦʪʦʨʳʝ ʩʦʮʠʘʣʴʥʳʝ ʟʘʧʨʦʩʳ ʥʦʚʦʛʦ ʪʳʩʷʯʝʣʝʪʠʷ. ʉʠ-

ʩʪʝʤʘʪʠʟʠʨʫʷ ʟʥʘʥʠʷ ʦ ʪʘʥʮʝ, ʫʚʝʣʠʯʠʚʘʝʪʩʷ ʝʛʦ ʟʥʘʯʠʤʦʩʪʴ ʚ ʩʠʩʪʝʤʝ ʦʙʨʘ-

ʟʦʚʘʥʠʷ, ʟʜʨʘʚʦʦʭʨʘʥʝʥʠʷ, ʢʫʣʴʪʫʨʝ ʠ ʠʩʢʫʩʩʪʚʝ. 

ʅʘʫʯʥʦ ʚʳʷʚʣʝʥʥʘʷ ʩʪʨʫʢʪʫʨʘ ʪʘʥʮʘ ʩʠʩʪʝʤʥʦ ʚʳʩʪʨʦʝʥʘ, ʯʪʦ ʥʝ ʧʦʟʚʦ-

ʣʷʝʪ ʵʤʧʠʨʠʯʝʩʢʦʛʦ ʤʘʥʠʧʫʣʠʨʦʚʘʥʠʷ ʧʦʥʷʪʠʷʤʠ. ɺ ʥʝʡ ʟʘʣʦʞʝʥʳ ʦʩʥʦʚʘʥʠʷ 

ʜʘʣʴʥʝʡʰʝʛʦ ʨʘʟʚʠʪʠʷ ʪʘʥʮʘ ʩ ʫʯʝʪʦʤ ʩʧʝʮʠʘʣʴʥʳʭ ʥʘʧʨʘʚʣʝʥʠʡ: ʦʙʱʝ ʨʘʟ-

ʚʠʚʘʶʱʠʭ, ʘʜʘʧʪʠʚʥʳʭ, ʢʦʨʨʝʢʮʠʦʥʥʳʭ, ʢʫʣʴʪʫʨʦʣʦʛʠʯʝʩʢʠʭ, ʠʩʢʫʩʩʪʚʦʚʝʜ-



ʯʝʩʢʠʭ, ʩʧʦʨʪʠʚʥʳʭ ʠ ʜʨʫʛʠʭ. ʂ ʩʦʞʘʣʝʥʠʶ, ʚ ʩʠʩʪʝʤʝ ʚʦʩʧʠʪʘʥʠʷ ʠ ʦʙʨʘʟʦ-

ʚʘʥʠʷ ʦʩʪʘʝʪʩʷ ʩʠʣʴʥʦʡ ʜʠʩʠʤʤʝʪʨʠʷ, ʛʜʝ ʘʢʮʝʥʪ ʥʘ ʠʥʪʝʣʣʝʢʪʫʘʣʴʥʦʝ ʦʙʫʯʝ-

ʥʠʝ ʧʨʝʦʙʣʘʜʘʝʪ ʥʘʜ ʚʟʛʣʷʜʦʤ ʮʝʣʦʩʪʥʦʩʪʠ ʧʨʠʨʦʜʳ ʯʝʣʦʚʝʢʘ, ʠ ʪʦʛʜʘ ʥʝʜʦ-

ʦʮʝʥʢʘ ʝʛʦ ʪʝʣʝʩʥʦʩʪʠ ʚ ʰʠʨʦʢʦʤ ʧʦʥʠʤʘʥʠʠ ʥʝʠʟʙʝʞʥʦ ʩʢʘʟʳʚʘʝʪʩʷ ʥʘ 

ʫʭʫʜʰʝʥʠʠ ʟʜʦʨʦʚʴʷ ʜʝʪʝʡ. ʇʨʠ ʵʪʦʤ ʧʦʢʘʟʘʪʝʣʠ ʩʪʘʪʠʩʪʠʢʠ ʟʘʙʦʣʝʚʘʥʠʡ ʜʝ-

ʪʝʡ ʚʦʟʨʘʩʪʘʶʪ ʙʳʩʪʨʝʝ, ʯʝʤ ʧʦʚʳʰʘʝʪʩʷ ʫʨʦʚʝʥʴ ʠʥʪʝʣʣʝʢʪʫʘʣʴʥʦ-

ʜʫʭʦʚʥʦʛʦ ʨʘʟʚʠʪʠʷ ʠ ʩʬʦʨʤʠʨʦʚʘʥʥʦʩʪʠ ʧʩʠʭʦʩʦʤʘʪʠʯʝʩʢʦʡ ʩʬʝʨʳ.  

ʇʨʠʢʣʘʜʥʳʝ ʦʪʨʘʩʣʠ ʭʦʨʝʦʛʨʘʬʠʠ ʢʘʢ ʵʩʪʝʪʠʯʝʩʢʦʛʦ ʟʨʝʣʠʱʘ ʦʢʘʟʘ-

ʣʠʩʴ ʥʝ ʛʦʪʦʚʳʤʠ ʢ ʨʝʰʝʥʠʶ ʟʘʜʘʯ, ʧʦʩʪʘʚʣʝʥʥʳʭ ʚʨʝʤʝʥʝʤ, ʠ ʦʩʦʟʥʘʥʠʝ 

ʵʪʦʪ ʬʘʢʪʘ ʧʦʟʚʦʣʷʝʪ ʨʘʩʩʤʦʪʨʝʪʴ ʬʝʥʦʤʝʥ ʪʘʥʮʘ, ʨʘʩʰʠʨʷʶʱʠʡ ʧʨʝʜʩʪʘʚʣʝ-

ʥʠʝ ʦ ʥʝʤ ʢʘʢ ʚʠʜʝ ʠʩʢʫʩʩʪʚʘ. ʆʪʩʪʘʠʚʘʷ ʨʝʟʫʣʴʪʘʪʳ ʠʥʥʦʚʘʮʠʦʥʥʳʭ ʟʥʘʥʠʡ, 

ʧʨʠʭʦʜʠʪʩʷ ʚʩʪʫʧʘʪʴ ʚ ʧʨʦʙʣʝʤʥʳʡ ʜʠʘʣʦʛ ʩ ʧʨʠʟʥʘʥʥʳʤʠ ʘʚʪʦʨʠʪʝʪʘʤʠ, ʚʳ-

ʷʩʥʷʪʴ ʧʨʠʯʠʥʳ ʦʰʠʙʦʯʥʳʭ ʧʨʝʜʩʪʘʚʣʝʥʠʡ.  

ʊʝʥʜʝʥʮʠʠ ʛʣʦʙʘʣʠʟʘʮʠʠ ʦʙʱʝʩʪʚʘ, ʵʢʦʥʦʤʠʯʝʩʢʠʝ ʧʨʦʙʣʝʤʳ ʠ ʩʦʮʠ-

ʘʣʴʥʳʝ ʢʦʥʬʣʠʢʪʳ ʤʝʥʷʶʪ ʩʪʘʪʫʩ ʠ ʬʫʥʢʮʠʠ ʪʨʘʜʠʮʠʦʥʥʳʭ ʠʥʩʪʠʪʫʪʦʚ 

ʢʫʣʴʪʫʨʳ, ʧʝʜʘʛʦʛʠʯʝʩʢʦʛʦ ʦʙʨʘʟʦʚʘʥʠʷ, ʚʦʩʧʠʪʘʥʠʷ. ʋʚʠʜʝʪʴ ʤʝʩʪʦ ʪʘʥʮʘ ʚ 

ʰʠʨʦʢʦʤ ʝʛʦ ʧʦʥʠʤʘʥʠʠ ʥʘ ʪʝʭ ʧʫʪʷʭ ʩʦʮʠʘʣʴʥʦʛʦ ʨʘʟʚʠʪʠʷ, ʢʦʪʦʨʳʝ, ʢʘʢ 

ʥʠʢʦʛʜʘ ʧʨʝʞʜʝ, ʥʫʞʜʘʶʪʩʷ ʚ ʥʘʫʯʥʳʭ, ʤʝʪʦʜʦʣʦʛʠʯʝʩʢʠʭ ʠ ʠʥʥʦʚʘʮʠʦʥʥʳʭ 

ʨʘʟʨʘʙʦʪʢʘʭ ʠ ʪʝʭʥʦʣʦʛʠʷʭ, ʩʧʦʩʦʙʥʳ ʨʝʰʘʪʴ ʧʨʦʙʣʝʤʳ ʯʝʣʦʚʝʢʘ ʠ ʦʙʝʩʧʝ-

ʯʠʚʘʪʴ ʨʝʘʣʴʥʫʶ ʧʦʣʴʟʫ ʧʨʠ ʠʭ ʚʥʝʜʨʝʥʠʠ [7]. ʕʢʩʧʝʨʠʤʝʥʪʘʣʴʥʳʤʠ ʙʘʟʘʤʠ, 

ʥʘ ʢʦʪʦʨʳʭ ʬʦʨʤʠʨʦʚʘʣʠʩʴ ʠ ʠʩʩʣʝʜʦʚʘʣʠʩʴ ʧʦʣʠʬʫʥʢʮʠʦʥʘʣʴʥʳʝ ʚʦʟʤʦʞ-

ʥʦʩʪʠ ʪʘʥʮʘ, ʙʳʣʠ ʦʙʨʘʟʦʚʘʪʝʣʴʥʳʝ ʫʯʨʝʞʜʝʥʠʷ, ʫʯʨʝʞʜʝʥʠʷ ʢʫʣʴʪʫʨʳ ʠ ʠʩ-

ʢʫʩʩʪʚʘ, ʬʠʟʠʯʝʩʢʦʡ ʢʫʣʴʪʫʨʳ ʠ ʩʧʦʨʪʘ, ʟʜʨʘʚʦʦʭʨʘʥʝʥʠʷ, ʢʘʢ ʚ ʈʦʩʩʠʠ, ʪʘʢ 

ʟʘ ʨʫʙʝʞʦʤ. ʈʝʟʫʣʴʪʘʪʳ ʠʩʩʣʝʜʦʚʘʪʝʣʴʩʢʦʡ ʥʘʫʯʥʦ-ʧʨʘʢʪʠʯʝʩʢʦʡ ʜʝʷʪʝʣʴʥʦ-

ʩʪʠ ï ʧʦʣʦʞʠʪʝʣʴʥʳʝ. 

ʅʘʨʦʜʥʳʡ ʪʘʥʝʮ, ʚʦʟʥʠʢʰʠʡ ʚ ʜʨʝʚʥʦʩʪʠ, ʠ ʩʦʧʨʦʚʦʞʜʘʶʱʠʡ ʯʝʣʦʚʝ-

ʯʝʩʪʚʦ ʥʘ ʧʨʦʪʷʞʝʥʠʠ ʚʩʝʡ ʝʛʦ ʵʚʦʣʶʮʠʠ, ʦʙʝʩʧʝʯʠʚʘʝʪ ʟʥʘʥʠʷʤʠ, ʥʘʮʝʣʝʥ-

ʥʳʤʠ ʥʘ ʵʬʬʝʢʪʠʚʥʦʝ ʨʘʟʚʠʪʠʝ ʈʦʩʩʠʠ [8]. ʇʦʣʠʬʫʥʢʮʠʦʥʘʣʴʥʦʝ ʠʩʩʣʝʜʦʚʘ-

ʥʠʝ ʬʝʥʦʤʝʥʘ çʪʘʥʝʮè, ʝʛʦ ʤʝʩʪʦ ʚ ʩʪʨʫʢʪʫʨʝ ʧʦʚʝʜʝʥʠʷ ʠ ʜʝʷʪʝʣʴʥʦʩʪʠ ʯʝ-

ʣʦʚʝʢʘ ʧʨʦʚʦʜʠʣʦʩʴ ʚ ʰʠʨʦʢʦʤ ʠʩʪʦʨʠʯʝʩʢʦʤ ʜʠʘʧʘʟʦʥʝ. ɿʘʜʘʯʠ ʨʝʰʝʥʳ ʥʘ 

ʫʨʦʚʥʝ ʩʦʟʜʘʥʠʷ ʦʨʠʛʠʥʘʣʴʥʦʡ ʩʠʩʪʝʤʥʦ ʦʨʛʘʥʠʟʦʚʘʥʥʦʡ ʧʦʣʠʬʫʥʢʮʠʦʥʘʣʴ-

ʥʦʡ ʪʝʦʨʠʠ ʪʘʥʮʘ ʠ ʤʥʦʛʦʢʨʘʪʥʦ ʧʨʦʚʝʨʝʥʳ. ɺ ʢʘʯʝʩʪʚʝ ʠʩʪʦʯʥʠʢʦʚ ʠʩʧʦʣʴ-

ʟʦʚʘʥʘ ʦʪʝʯʝʩʪʚʝʥʥʘʷ ʠ ʟʘʨʫʙʝʞʥʘʷ ʩʧʨʘʚʦʯʥʦ-ʵʥʮʠʢʣʦʧʝʜʠʯʝʩʢʘʷ ʣʠʪʝʨʘʪʫ-

ʨʘ, ʘ ʪʘʢʞʝ ʨʝʟʫʣʴʪʘʪʳ ʧʦʣʝʚʳʭ ʠʩʩʣʝʜʦʚʘʥʠʡ ʚ ʈʦʩʩʠʠ, ʩʪʨʘʥʘʭ ʉʅɻ, ʟʘ ʨʫ-

ʙʝʞʦʤ. ʉʠʩʪʝʤʥʳʡ ʘʥʘʣʠʟ ʧʦʢʘʟʘʣ, ʯʪʦ ʦʧʨʝʜʝʣʝʥʠʷ ʪʘʥʮʘ ʚ ʨʘʟʥʳʭ ʠʩʪʦʯʥʠ-

ʢʘʭ ʚʢʣʶʯʘʶʪ ʧʦʟʠʮʠʠ ʠ ʫʨʦʚʥʠ ʝʛʦ ʪʨʘʢʪʦʚʢʠ ʩ ʪʝʨʤʠʥʦʣʦʛʠʯʝʩʢʠʤʠ ʵʣʝ-

ʤʝʥʪʘʤʠ ʨʘʟʥʳʭ ʜʠʩʮʠʧʣʠʥ (ʵʤʧʠʨʠʯʝʩʢʠʡ ʧʦʜʭʦʜ). 

ʊʨʘʜʠʮʠʦʥʥʳʡ (ʣʠʥʝʡʥʳʡ) ʤʝʪʦʜ ʦʩʥʦʚʳʚʘʝʪʩʷ ʥʘ ʙʦʣʴʰʦʤ ʢʦʣʠʯʝʩʪʚʝ 

ʵʤʧʠʨʠʯʝʩʢʦʛʦ ʤʘʪʝʨʠʘʣʘ ʠ ʦʭʚʘʪʳʚʘʝʪ ʚʩʝ ʩʪʦʨʦʥʳ ʠʩʩʣʝʜʫʝʤʦʛʦ ʦʙʲʝʢʪʘ. 

ʆʜʥʘʢʦ ʧʨʠ ʩʠʩʪʝʤʘʪʠʟʘʮʠʠ ʩʨʘʟʫ ʞʝ ʚʳʷʚʣʷʶʪʩʷ ʪʘʢʠʝ ʥʝʜʦʩʪʘʪʢʠ ʢʘʢ ʧʝʨʝ-



ʢʨʳʚʘʥʠʝ ʦʙʲʝʤʦʚ ʧʦʥʷʪʠʡ, ʠʭ ʪʠʧʦʣʦʛʠʯʝʩʢʘʷ ʤʥʦʛʦʟʥʘʯʥʦʩʪʴ, ʨʘʟʥʦʩʦʨʪ-

ʥʦʩʪʴ ʠ ʤʥʦʛʦʫʨʦʚʥʝʚʦʩʪʴ. ʕʪʦʪ ʤʝʪʦʜ ʯʘʩʪʦ ʟʘʪʨʫʜʥʷʝʪ ʚʳʷʚʣʝʥʠʝ ʩʪʨʫʢʪʫ-

ʨʳ ʠ ʟʘʢʦʥʦʤʝʨʥʦʩʪʝʡ ʠʩʩʣʝʜʫʝʤʦʛʦ ʦʙʲʝʢʪʘ. ʂʘʢ ʧʦʢʘʟʳʚʘʝʪ ʘʥʘʣʠʟ ʤʦʜʝʣʠ-

ʨʦʚʘʥʠʷ ʧʦʥʷʪʠʡ, ʩʪʨʫʢʪʫʨ, ʢʣʘʩʩʠʬʠʢʘʮʠʡ, ʚ ʪʘʢʠʭ ʦʙʣʘʩʪʷʭ ʟʥʘʥʠʷ, ʢʘʢ ʭʦ-

ʨʝʦʛʨʘʬʠʷ, ʤʫʟʳʢʦʚʝʜʝʥʠʝ, ʣʠʥʛʚʠʩʪʠʢʘ, ʩʝʤʠʦʪʠʢʘ ʠ ʜʨ., ʧʨʦʚʝʜʝʥʥʳʡ 

ʥʘʤʠ, ʠʩʩʣʝʜʦʚʘʥʠʷ ʚ ʥʠʭ ʙʘʟʠʨʦʚʘʣʠʩʴ ʚ ʦʩʥʦʚʥʦʤ ʥʘ ʜʚʫʭ ʧʨʠʥʮʠʧʠʘʣʴʥʦ 

ʨʘʟʣʠʯʥʳʭ ʧʦʜʭʦʜʘʭ. ʕʪʦ ʣʠʥʝʡʥʳʡ (ʪʨʘʜʠʮʠʦʥʥʳʡ, ʝʩʪʝʩʪʚʝʥʥʳʡ) ʠ ʩʠ-

ʩʪʝʤʥʳʡ, ʠʩʢʫʩʩʪʚʝʥʥʳʡ, ʢʦʥʪʠʥʛʝʥʪʠʨʦʚʘʥʥʳʡ (ʪ.ʝ. ʠʤʝʶʱʠʡ ʦʩʦʙʫʶ ʬʦʨ-

ʤʫ ʦʨʛʘʥʠʟʘʮʠʠ ʠʩʩʣʝʜʫʝʤʦʛʦ ʦʙʲʝʢʪʘ ʠ ʦʧʨʝʜʝʣʝʥʥʳʝ ʚʟʘʠʤʦʩʚʷʟʠ ʚ ʨʘʩʧʦ-

ʣʦʞʝʥʠʠ ʝʛʦ ʢʦʤʧʦʥʝʥʪʦʚ). 

ʉʠʩʪʝʤʥʳʡ ʤʝʪʦʜ ʦʪʣʠʯʘʝʪʩʷ ʦʪ ʪʨʘʜʠʮʠʦʥʥʦʛʦ ʤʝʪʦʜʘ ʪʝʤ, ʯʪʦ ʩ ʝʛʦ 

ʧʦʤʦʱʴʶ ʚʳʷʚʣʷʶʪʩʷ ʤʥʦʛʦʤʝʨʥʳʝ ʩʚʷʟʠ, ʩʢʨʳʪʳʝ ʚ ʪʨʘʜʠʮʠʦʥʥʦʤ ʠʣʠ ʣʠ-

ʥʝʡʥʦʤ ʘʥʘʣʠʟʝ. ɽʩʣʠ ʚ ʪʨʘʜʠʮʠʦʥʥʦʤ ʤʝʪʦʜʝ ʛʨʫʧʧʳ ʦʙʲʝʢʪʦʚ ʬʦʨʤʠʨʫʶʪʩʷ 

ʧʦ ʧʨʠʙʣʠʟʠʪʝʣʴʥʳʤ ʠʣʠ ʤʥʦʛʦʟʥʘʯʥʳʤ ʧʦʥʷʪʠʷʤ, ʪʦ ʚ ʩʠʩʪʝʤʥʦʤ ʤʝʪʦʜʝ 

ʦʙʷʟʘʪʝʣʴʥʳʤ ʷʚʣʷʝʪʩʷ ʬʘʢʪ ʥʘʣʠʯʠʷ ʝʜʠʥʩʪʚʘ ʩʤʳʩʣʦʚʦʛʦ ʧʦʣʷ ʠ ʫʧʦʨʷʜʦ-

ʯʝʥʥʦʩʪʠ ʧʦʥʷʪʠʡ. ʈʝʟʫʣʴʪʘʪʳ ʪʨʘʜʠʮʠʦʥʥʳʭ ʤʝʪʦʜʦʚ ʠʩʩʣʝʜʦʚʘʥʠʷ, ʜʘʞʝ 

ʧʨʠ ʙʦʣʴʰʦʤ ʚʳʙʦʨʝ, ʥʝʩʫʪ ʦʛʨʘʥʠʯʝʥʥʳʡ ʵʚʨʠʩʪʠʯʝʩʢʠʡ ʧʦʪʝʥʮʠʘʣ. ʉʠ-

ʩʪʝʤʥʳʡ ʤʝʪʦʜ ʘʥʘʣʠʟʘ ʩʚʷʟʳʚʘʝʪ ʠʩʩʣʝʜʫʝʤʳʡ ʤʘʪʝʨʠʘʣ ʧʘʨʘʣʣʝʣʴʥʳʤʠ ʠ 

ʧʝʨʝʢʨʝʩʪʥʳʤʠ ʦʪʥʦʰʝʥʠʷʤʠ. ʕʪʦ ʧʦʟʚʦʣʷʝʪ ʚʳʙʨʘʪʴ ʦʜʥʫ, ʦʧʪʠʤʘʣʴʥʫʶ ʜʣʷ 

ʢʦʥʢʨʝʪʥʦʛʦ ʩʣʫʯʘʷ ʩʝʤʘʥʪʝʤʫ. ɺ ʠʩʩʣʝʜʦʚʘʥʠʠ ʧʨʠʚʣʝʯʝʥ ʟʥʘʯʠʪʝʣʴʥʳʡ 

ʤʘʩʩʠʚ ʠʩʪʦʯʥʠʢʦʚ, ʧʨʦʚʝʜʝʥʘ ʠʭ ʢʣʘʩʩʠʬʠʢʘʮʠʷ, ʦʩʫʱʝʩʪʚʣʝʥ ʘʥʘʣʠʟ ʥʘʫʯ-

ʥʦ-ʪʝʦʨʝʪʠʯʝʩʢʠʭ, ʧʨʠʢʣʘʜʥʳʭ, ʧʨʘʢʪʠʯʝʩʢʠʭ ʠ ʧʦʣʝʚʳʭ ʨʝʟʫʣʴʪʘʪʦʚ ʨʘʟʥʳʭ 

ʦʙʣʘʩʪʝʡ ʟʥʘʥʠʷ.  

ʕʪʦ çɸʥʘʪʦʤʠʷ ʠ ʌʠʟʠʦʣʦʛʠʷè, çɸʨʭʝʦʣʦʛʠʷè, çʂʫʣʴʪʫʨʦʣʦʛʠʷ ʠ ʀʩ-

ʢʫʩʩʪʚʦʚʝʜʝʥʠʝè, çʄʝʜʠʮʠʥʘè, çɺʦʩʧʠʪʘʥʠʝ ʠ ʆʙʨʘʟʦʚʘʥʠʝè, çʇʝʜʘʛʦʛʠʢʘ ʠ 

ʇʩʠʭʦʣʦʛʠʷè, çʂʦʨʨʝʢʮʠʦʥʥʘʷ ʧʝʜʘʛʦʛʠʢʘ ʠ ʉʧʝʮʠʘʣʴʥʘʷ ʧʩʠʭʦʣʦʛʠʷè ï 

çɼʝʬʝʢʪʦʣʦʛʠʷè, çʈʝʣʠʛʠʦʚʝʜʝʥʠʝè, çʊʘʥʮʝʚʝʜʝʥʠʝ ʠ ʍʦʨʝʦʛʨʘʬʠʷè, çʌʠʟʠ-

ʯʝʩʢʘʷ ʢʫʣʴʪʫʨʘ ʠ ʉʧʦʨʪè, çʌʠʣʦʩʦʬʠʷè, çʕʪʥʦʛʨʘʬʠʷ ʠ ʕʪʥʦʣʦʛʠʷè  ʠ ʜʨ., 

ʪ.ʝ. ʚʩʝʛʦ ʪʦʛʦ, ʯʪʦ ʷʚʣʷʝʪʩʷ ʩʦʜʝʨʞʘʥʠʝʤ çɸʥʪʨʦʧʦʣʦʛʠʠè. 

ʇʦʠʩʢ ʨʝʰʝʥʠʷ ʚʦʧʨʦʩʦʚ ʚ ʦʙʣʘʩʪʠ ʪʝʦʨʠʠ, ʤʝʪʦʜʦʣʦʛʠʠ, ʤʝʪʦʜʠʢʠ ʠ 

ʧʨʘʢʪʠʢʠ ʪʘʥʮʘ ʚʳʥʫʞʜʘʣ ʦʙʨʘʱʘʪʴʩʷ ʢ ʪʝʦʨʝʪʠʯʝʩʢʠʤ ʠʩʩʣʝʜʦʚʘʥʠʷʤ ʜʨʫ-

ʛʠʭ ʥʘʫʢ. ʇʦʧʳʪʢʠ ʘʜʘʧʪʠʨʦʚʘʪʴ ʤʝʪʦʜʦʣʦʛʠʶ ʵʪʠʭ ʥʘʫʢ ʢ ʬʝʥʦʤʝʥʫ çʊʘʥʝʮè 

ʥʝ ʧʨʠʥʝʩʣʠ ʧʦʣʦʞʠʪʝʣʴʥʳʭ ʨʝʟʫʣʴʪʘʪʦʚ ʧʦ ʧʨʠʯʠʥʝ ʠʭ ʨʘʟʥʦʡ ʧʨʠʨʦʜʳ. 

ɹʝʟʨʝʟʫʣʴʪʘʪʥʳʤʠ ʦʢʘʟʘʣʠʩʴ ʧʦʧʳʪʢʠ ʢʦʥʚʝʨʩʠʠ ʨʘʟʥʳʭ ʥʘʫʢ ʢ ʠʩʩʣʝʜʦʚʘ-

ʥʠʶ ʪʘʥʮʘ. ɺʳʚʦʜ: ʪʘʥʝʮ ï ʩʣʦʞʥʦʝ ʧʦʣʠʬʫʥʢʮʠʦʥʘʣʴʥʦʝ ʦʙʨʘʟʦʚʘʥʠʝ, ʠʤʝʝʪ 

ʩʦʙʩʪʚʝʥʥʫʶ ʧʨʠʨʦʜʫ, ʩʪʨʫʢʪʫʨʫ, ʩʧʝʮʠʬʠʢʫ ʩʦʮʠʘʣʴʥʳʭ ʬʫʥʢʮʠʡ, ʠ ʥʠʢʘ-

ʢʦʡ ʜʨʫʛʦʡ ʚʠʜ ʜʝʷʪʝʣʴʥʦʩʪʠ ʥʝ ʩʧʦʩʦʙʝʥ ʝʛʦ ʟʘʤʝʥʠʪʴ. ʊʨʝʙʦʚʘʣʘʩʴ ʠʝʨʘʨ-

ʭʠʯʝʩʢʘʷ ʩʠʩʪʝʤʘ, ʥʘ ʧʦʜʦʙʠʠ ʪʦʡ, ʢʦʪʦʨʫʶ ʩʬʦʨʤʫʣʠʨʦʚʘʣ ɼ.ʀ. ʄʝʥʜʝʣʝʝʚ 

ʚ ʧʝʨʠʦʜʠʯʝʩʢʦʡ ʩʠʩʪʝʤʝ ʭʠʤʠʯʝʩʢʠʭ ʵʣʝʤʝʥʪʦʚ [4]. ʉʠʩʪʝʤʘ 

ɼ.ʀ. ʄʝʥʜʝʣʝʝʚʘ ʦʢʘʟʘʣʘ ʟʥʘʯʠʪʝʣʴʥʦʝ ʚʦʟʜʝʡʩʪʚʠʝ ʥʘ ʬʦʨʤʠʨʦʚʘʥʠʝ ʧʦʣʠ-



ʬʫʥʢʮʠʦʥʘʣʴʥʦʡ ʪʝʦʨʠʠ ʪʘʥʮʘ. ʄʝʪʦʜ ʩʠʩʪʝʤʥʦʡ ʢʣʘʩʩʠʬʠʢʘʮʠʠ 

ɽ.ɼ. ɻʨʘʞʜʘʥʥʠʢʦʚʘ [3], ʧʨʠʤʝʥʝʥʠʝ ʢʦʪʦʨʦʛʦ ʩʧʦʩʦʙʥʦ ʧʦʚʳʩʠʪʴ ʠʥʪʝʣʣʝʢ-

ʪʫʘʣʴʥʳʡ ʧʦʪʝʥʮʠʘʣ ʧʨʠ ʨʝʰʝʥʠʠ ʥʘʫʯʥʳʭ ʟʘʜʘʯ, ʪʘʢ ʞʝ ʦʙʝʩʧʝʯʠʣ ʨʘʩʧʦʣʦ-

ʞʝʥʠʝ ʢʦʤʧʦʥʝʥʪʦʚ ʪʘʥʮʘ, ʠʭ ʚʟʘʠʤʦʟʘʚʠʩʠʤʦʩʪʴ, ʦʩʪʘʚʣʷʷ ʩʠʩʪʝʤʫ ʦʪʢʨʳʪʦʡ 

ʩ ʮʝʣʴʶ ʝʸ ʨʘʟʚʠʪʠʷ. ʊʘʢ ʥʘʯʘʣʦʩʴ ʩʠʩʪʝʤʥʦʝ ʬʦʨʤʠʨʦʚʘʥʠʝ ʧʦʣʠʬʫʥʢʮʠʦ-

ʥʘʣʴʥʦʡ ʪʝʦʨʠʠ ʪʘʥʮʘ. ɼʘʣʝʝ ʵʪʘ ʙʘʟʘ ʩʠʩʪʝʤʥʦʛʦ ʧʦʜʭʦʜʘ ʩʦʚʝʨʰʝʥʩʪʚʦʚʘ-

ʣʘʩʴ, ʠʩʩʣʝʜʦʚʘʥʠʷ ʧʨʦʜʦʣʞʘʶʪʩʷ. 

ʇʨʘʢʪʠʯʝʩʢʘʷ ʟʥʘʯʠʤʦʩʪʴ. ʇʨʠʥʮʠʧʠʘʣʴʥʳʝ ʨʝʟʫʣʴʪʘʪʳ ʠʩʩʣʝʜʦʚʘ-

ʥʠʷ. ʊʘʥʝʮÉ ʨʘʩʩʤʘʪʨʠʚʘʝʪʩʷ ʚʠʜʦʤ ʧʦʚʝʜʝʥʠʷ ʠ ʜʝʷʪʝʣʴʥʦʩʪʠ ʯʝʣʦʚʝʢʘ, ʯʪʦ 

ʨʘʩʰʠʨʷʝʪ ʝʛʦ ʧʦʣʠʬʫʥʢʮʠʦʥʘʣʴʥʫʶ ʩʬʝʨʫ. 

ʌʠʣʦʛʝʥʝʟ, ʧʨʠʨʦʜʘ ʪʘʥʮʘÉ ʦʙʦʩʥʦʚʘʥʳ ʩʠʩʪʝʤʥʳʤʠ ʤʝʪʦʜʘʤʠ. 

ʇʨʠʨʦʜʘ ʪʘʥʮʘÉ ʙʠʥʘʨʥʘʷ, ʜʠʭʦʪʦʤʠʯʥʘʷ. ʆʥʘ ʚʢʣʶʯʘʝʪ ʚ ʩʝʙʷ ʩʪʘʪʠʯʝʩʢʠʡ 

ʢʦʤʧʦʥʝʥʪ (ʧʦʟʘ) ʠ ʜʠʥʘʤʠʯʝʩʢʠʡ (ʞʝʩʪ). ʇʨʠʨʦʜʘ (ʛʝʥʝʟʠʩ, ʬʠʣʦʛʝʥʝʟ ʦʥ-

ʪʦʣʦʛʠʷ) ʪʘʥʮʘÉ ï ʵʪʦ ʨʝʬʣʝʢʪʦʨʥʳʡ ʜʠʘʣʦʛ ʧʩʠʭʠʯʝʩʢʠʭ ʠ ʪʝʣʝʩʥʳʭ ʩʫʙ-

ʩʪʘʥʮʠʡ ʯʝʣʦʚʝʢʘ ʚ ʩʦʮʠʘʣʴʥʦ-ʢʦʤʤʫʥʠʢʘʪʠʚʥʦʡ ʠ ʧʨʠʨʦʜʥʦʡ ʩʨʝʜʝ, ʦʨʛʘʥʠ-

ʟʦʚʘʥʥʦʡ ʩʨʝʜʩʪʚʘʤʠ ʩʪʨʫʢʪʫʨʳ ʪʘʥʮʘ, ʯʪʦ ʦʪʨʘʞʘʝʪ ʙʠʦʩʦʮʠʘʣʴʥʫʶ ʧʨʠʨʦʜʫ 

ʯʝʣʦʚʝʢʘ. ʋʨʦʚʝʥʴ ʨʘʟʚʠʪʠʷ ʠ ʩʦʩʪʦʷʥʠʷ ʧʩʠʭʠʯʝʩʢʦʛʦ ʤʠʨʘ ʯʝʣʦʚʝʢʘ, ʝʛʦ ʩʦ-

ʟʥʘʥʠʷ ʠ ʧʦʜʩʦʟʥʘʥʠʷ, ʧʦʣʫʯʘʝʪ ʚ ʪʘʥʮʝ ʪʝʣʝʩʥʦʝ ʚʦʧʣʦʱʝʥʠʝ, ʥʘʧʨʘʚʣʝʥʥʦʝ 

ʥʘ ʨʝʰʝʥʠʝ ʣʠʯʥʦʩʪʥʳʭ ʠ ʩʦʮʠʘʣʴʥʳʭ ʧʨʦʙʣʝʤ.  

ʊʘʥʝʮ ʚ ʰʠʨʦʢʦʤ ʩʤʳʩʣʝ (ʩʝʤʘʥʪʝʤʘ 1(C 1))É ï ʚʠʜ ʧʦʚʝʜʝʥʠʷ ʠ ʜʝ-

ʷʪʝʣʴʥʦʩʪʠ, ʧʨʝʜʥʘʟʥʘʯʝʥʥʳʡ ʜʣʷ ʠʛʨʦʚʦʛʦ ʚʦʟʜʝʡʩʪʚʠʷ ʥʘ ʩʘʤʦʛʦ ʠʩʧʦʣʥʠ-

ʪʝʣʷ ʠ (ʠʣʠ) ʜʣʷ ʟʨʝʣʠʱʥʦʛʦ ʵʬʬʝʢʪʘ, ʜʦʩʪʠʛʘʝʤʦʛʦ ʧʫʪʝʤ ʨʠʪʤʠʯʝʩʢʦʡ ʩʤʝ-

ʥʳ ʧʦʟ ʠ ʧʘ, ʠʤʠʪʘʮʠʠ ʞʝʩʪʦʚ, ʩʣʫʞʘʱʠʭ ʦʙʨʘʟʥʳʤ ʷʟʳʢʦʤ, ʩʧʦʩʦʙʥʳʤ ʚʳ-

ʨʘʞʘʪʴ ʵʤʦʮʠʦʥʘʣʴʥʦʝ ʩʦʩʪʦʷʥʠʝ ʯʝʣʦʚʝʢʘ. ʊʘʥʝʮ (ʉ 1)É ʦʭʚʘʪʳʚʘʝʪ ʰʠʨʦ-

ʢʫʶ ʩʬʝʨʫ ʩʦʮʠʘʣʴʥʦʡ ʞʠʟʥʠ, ʦʙʰʠʨʥʝʝ, ʯʝʤ ʵʩʪʝʪʠʯʝʩʢʦʝ ʠʩʢʫʩʩʪʚʦ. ʊʘʥʝʮ 

(ʉ 1)É ʚʤʝʱʘʝʪ ʚ ʩʝʙʷ ʢʫʣʴʪʫʨʦʣʦʛʠʯʝʩʢʠʡ ʠ ʠʩʢʫʩʩʪʚʦʚʝʜʯʝʩʢʠʡ ʘʩʧʝʢʪ.  

ʊʘʥʝʮ ʚ ʫʟʢʦʤ ʧʦʥʠʤʘʥʠʠ (ʩʝʤʘʥʪʝʤʘ 2(C 2))É ï ʚʠʜ ʪʚʦʨʯʝʩʢʦʡ ʜʝʷ-

ʪʝʣʴʥʦʩʪʠ, ʚ ʢʦʪʦʨʦʡ ʦʙʷʟʘʪʝʣʴʥʦ ʠʩʧʦʣʴʟʫʶʪʩʷ ʦʧʨʝʜʝʣʝʥʥʳʝ çʧʘè, ʪ.ʝ. ʨʠʪ-

ʤʠʯʝʩʢʠʝ ʩʦʯʝʪʘʥʠʷ ʧʦʟ, ʦʙʣʘʜʘʶʱʠʝ ʬʫʥʢʮʠʦʥʘʣʴʥʳʤ ʠ ʵʩʪʝʪʠʯʝʩʢʠʤ 

ʝʜʠʥʩʪʚʦʤ. ʊʘʥʝʮ (ʉ 2)É ï ʟʨʝʣʠʱʥʦʝ, ʵʩʪʝʪʠʯʝʩʢʦʝ, ʭʦʨʝʦʛʨʘʬʠʯʝʩʢʦʝ ʠʩ-

ʢʫʩʩʪʚʦ. ʍʦʨʝʦʛʨʘʬʠʯʝʩʢʠʡ ʪʘʥʝʮÉ ï ʪʘʥʝʮ, ʩʦʯʠʥʝʥʥʳʡ ʩʧʝʮʠʘʣʠʩʪʦʤ 

(ʭʦʨʝʦʛʨʘʬʦʤ, ʪʨʝʥʝʨʦʤ ʠ ʪ.ʜ.). ʍʦʨʝʦʛʨʘʬʠʯʝʩʢʠʡ ʪʘʥʝʮÉ ï ʵʪʦ ʬʦʨʤʘ, ʢʦ-

ʪʦʨʘʷ ʪʱʘʪʝʣʴʥʦ ʚʳʩʪʨʘʠʚʘʝʪʩʷ ʭʦʨʝʦʛʨʘʬʦʤ ʠ ʤʥʦʛʦʢʨʘʪʥʦ ʧʦʚʪʦʨʷʝʪʩʷ ʘʨ-

ʪʠʩʪʦʤ-ʠʩʧʦʣʥʠʪʝʣʝʤ, ʯʪʦʙʳ ʟʨʠʪʝʣʴ ʠʩʧʳʪʘʣ ʯʫʚʩʪʚʦ ʵʩʪʝʪʠʯʝʩʢʦʛʦ ʫʜʦʚʣʝ-

ʪʚʦʨʝʥʠʷ, ʢʘʪʘʨʩʠʩ. ʍʦʨʝʦʛʨʘʬʠʯʝʩʢʦʝ ʠʩʢʫʩʩʪʚʦ ʩʪʘʣʦ ʜʦʤʠʥʠʨʫʶʱʝʡ ʬʦʨ-

ʤʦʡ ʨʘʟʚʠʪʠʷ ʜʝʪʝʡ, ʥʘʯʠʥʘʷ ʦʪ ʜʝʪʩʢʦʛʦ ʩʘʜʘ. 

ʉʦʮʠʘʣʴʥʦ-ʢʫʣʴʪʫʨʥʳʝ ʦʨʠʝʥʪʘʮʠʠ ʪʘʥʮʘÉ: ʪʝʣʝʩʥʳʝ; ʜʫʭʦʚʥʳʝ 

[8]. 

ʀʛʨʦʚʦʡ ʪʘʥʝʮÉ ï ʠʩʭʦʜʥʳʡ (ʚʝʜʫʱʠʡ) ʚʠʜ ʪʘʥʮʝʚʘʣʴʥʦʡ ʜʝʷʪʝʣʴʥʦ-

ʩʪʠ, ʚʦʟʥʠʢʰʠʡ ʚ ʜʨʝʚʥʝʡ ʠʩʪʦʨʠʠ ʯʝʣʦʚʝʯʝʩʢʦʛʦ ʦʙʱʝʩʪʚʘ, ʠ ʧʦʩʣʫʞʠʚʰʠʡ 



ʦʩʥʦʚʥʳʤ ʪʠʧʦʤ, ʦʙʝʩʧʝʯʠʚʰʠʤ ʨʘʟʚʠʪʠʝ ʪʘʥʮʝʚʘʣʴʥʳʭ ʧʨʦʮʝʩʩʦʚ, ʬʦʨʤ, 

ʞʘʥʨʦʚ. ɺ ʰʠʨʦʢʦʤ ʩʤʳʩʣʝ ʧʦʥʠʤʘʥʠʷ ʠʛʨʦʚʦʡ ʪʘʥʝʮÉ ï ʵʪʦ ʠʩʪʦʨʠʯʝʩʢʠ 

ʩʣʦʞʠʚʰʠʡʩʷ ʧʝʨʚʳʡ ʵʪʘʧ ʨʘʟʚʠʪʠʷ ʬʫʥʢʮʠʦʥʘʣʴʥʦʛʦ ʪʘʥʮʘÉ, ʧʨʦʚʦʜʠʤʦ-

ʛʦ ʥʝʧʦʩʨʝʜʩʪʚʝʥʥʦ ʚ ʠʥʪʝʨʝʩʘʭ ʫʯʘʩʪʥʠʢʦʚ. ʀʛʨʦʚʦʡ ʪʘʥʝʮ ʟʘʥʠʤʘʝʪ ʟʥʘʯʠ-

ʪʝʣʴʥʦʝ ʤʝʩʪʦ ʚ ʥʘʨʦʜʥʦʡ, ʜʝʪʩʢʦʡ ʠ ʙʳʪʦʚʦʡ ʢʫʣʴʪʫʨʝ, ʚ ʩʦʮʠʘʣʠʟʘʮʠʠ ʠʥ-

ʜʠʚʠʜʘ. ʀʛʨʦʚʦʡ ʪʘʥʝʮÉ ï ʧʨʦʜʫʢʪ ʩʦʟʠʜʘʥʠʷ ʠ ʤʘʩʪʝʨʩʪʚʘ ʢʘʞʜʦʛʦ ʩʫʙʲʝʢ-

ʪʘ. ʊʘʥʮʫʶʱʠʡ ʞʠʚʝʪ ʩʚʦʝʡ ʜʝʡʩʪʚʠʪʝʣʴʥʦʡ ʞʠʟʥʴʶ, ʦʩʦʟʥʘʝʪ ʝʝ ʦʩʦʙʳʤ ʦʙ-

ʨʘʟʦʤ ʚ ʠʛʨʦʚʦʡ ʪʘʥʮʝʚʘʣʴʥʦʡ ʜʝʷʪʝʣʴʥʦʩʪʠ. ʀʛʨʦʚʦʡ ʪʘʥʝʮ ʨʘʩʩʤʘʪʨʠʚʘʝʪʩʷ 

ʚ ʦʙʨʘʟʦʚʘʪʝʣʴʥʳʭ ʨʘʟʚʠʚʘʶʱʠʭ ʪʝʭʥʦʣʦʛʠʷʭ XXI ʚ. ʢʘʢ ʩʨʝʜʘ ʬʦʨʤʠʨʦʚʘ-

ʥʠʷ ʣʠʯʥʦʩʪʠ ʯʝʣʦʚʝʢʘ ʚ ʩʦʦʪʚʝʪʩʪʚʠʠ ʩ ʦʧʪʠʤʘʣʴʥʦʡ ʪʨʘʝʢʪʦʨʠʝʡ ʝʛʦ ʨʘʟʚʠ-

ʪʠʷ. ʇʝʜʘʛʦʛ ʪʘʥʮʘ ʧʦʜʜʝʨʞʠʚʘʝʪ ʠʥʠʮʠʘʪʠʚʫ ʢʘʞʜʦʛʦ ʪʘʥʮʫʶʱʝʛʦ ʚ ʢʫʣʴ-

ʪʫʨʥʦʡ ʧʘʨʘʜʠʛʤʝ ʚʩʝʛʦ ʪʘʥʮʫʶʱʝʛʦ ʩʦʦʙʱʝʩʪʚʘ (ʚʩʝʡ ʛʨʫʧʧʳ). 

ʂʦʤʧʝʪʝʥʮʠʠ ʧʝʜʘʛʦʛʠʯʝʩʢʦʛʦ ʧʨʦʬʝʩʩʠʦʥʘʣʠʟʤʘ ʧʦʟʚʦʣʷʶʪ ʧʨʦʠʟʚʦ-

ʜʠʪʴ ʧʝʨʩʧʝʢʪʠʚʥʦʝ ʧʣʘʥʠʨʦʚʘʥʠʝ ʠ ʧʦʣʫʯʘʪʴ ʧʦʣʦʞʠʪʝʣʴʥʳʝ ʨʝʟʫʣʴʪʘʪʳ ʚ ï 

ʠʥʥʦʚʘʮʠʦʥʥʳʭ ʪʝʭʥʦʣʦʛʠʷʭ ʪʘʥʮʘ. ʀʛʨʦʚʦʡ ʜʝʪʩʢʠʡ ʪʘʥʝʮÉ ï ʵʪʦ ʪʚʦʨʯʝ-

ʩʢʘʷ ʜʝʷʪʝʣʴʥʦʩʪʴ ʢʘʞʜʦʛʦ ʨʝʙʝʥʢʘ, ʧʨʦʮʝʩʩ ʧʩʠʭʦʵʤʦʮʠʦʥʘʣʴʥʦʛʦ, ʬʠʟʠʯʝ-

ʩʢʦʛʦ ʠ ʩʦʮʠʘʣʴʥʦʛʦ ʠʟʤʝʥʝʥʠʷ. ʀʛʨʦʚʦʡ ʢʦʨʨʝʢʮʠʦʥʥʳʡ ʪʘʥʝʮÉ (ʀʂʊ) ï 

ʜʝʷʪʝʣʴʥʦʩʪʴ ʫʯʘʩʪʥʠʢʘ ʩʪʘʥʦʚʠʪʩʷ ʢʨʝʘʪʠʚʥʳʤ ʩʦʟʠʜʘʥʠʝʤ ʩʚʦʝʛʦ çʗè. ʀʛ-

ʨʘʷ ʩʚʦʠʤʠ ʩʤʳʩʣʘʤʠ, ʠʥʪʝʨʝʩʘʤʠ ʠ ʪ.ʜ., ʦʥ ʩʦʟʜʘʝʪ ʩʚʦʝ ʚʠʜʝʥʠʝ ʤʠʨʘ, ʩʚʦʶ 

ʢʘʨʪʠʥʫ ʤʠʨʘ, ʤʘʪʝʨʠʘʣʠʟʫʝʪ ʩʚʦʝ ʦʙʨʘʟʥʦʝ ʜʝʪʩʢʦʝ ʤʳʰʣʝʥʠʝ. ʂʣʘʩʩʠʬʠʢʘ-

ʮʠʦʥʥʘʷ ʭʘʨʘʢʪʝʨʠʩʪʠʢʘ ʠʛʨʦʚʦʛʦ ʢʦʨʨʝʢʮʠʦʥʥʦʛʦ ʪʘʥʮʘÉ: ʀʂʊ ʩʦʩʪʦʠʪ 

ʧʨʝʠʤʫʱʝʩʪʚʝʥʥʦ ʠʟ ʞʝʩʪʦʚ ʠ ʧʘ (ʰʘʛʦʚ), ʧʨʦʩʪʳʭ ʠ ʢʦʨʦʪʢʠʭ ʧʦ ʫʨʦʚʥʶ ʠʩ-

ʧʦʣʥʝʥʠʷ.  

ɿʨʝʣʠʱʥʳʡ ʪʘʥʝʮÉ. ʊʘʥʝʮ ʜʣʷ ʟʨʠʪʝʣʝʡ. ʇʨʝʦʙʣʘʜʘʝʪ ʚʳʩʦʢʠʡ ʫʨʦ-

ʚʝʥʴ ʨʘʟʚʠʪʠʷ ʜʚʠʞʝʥʠʡ ʠ ʠʤʠʪʘʮʠʠ (ʩʠʤʬʦʥʠʟʘʮʠʠʷ ʧʘ, ʜʝʡʩʪʚʠʷ), ʦʪʣʠʯʘ-

ʝʪʩʷ ʩʦʚʝʨʰʝʥʩʪʚʦʤ ʭʦʨʝʦʛʨʘʬʠʯʝʩʢʦʡ ʧʦʩʪʘʥʦʚʢʠ ʠ ʠʩʧʦʣʥʝʥʠʷ, ʤʫʟʳʢʘʣʴ-

ʥʦʛʦ ʠ ʭʫʜʦʞʝʩʪʚʝʥʥʦʛʦ ʦʬʦʨʤʣʝʥʠʷ. 

ʉʪʘʜʠʠ ʪʘʥʮʘ: çʵʢʩʧʦʟʠʮʠʷè; çʟʘʚʷʟʢʘè; çʨʘʟʚʠʪʠʝè; çʢʫʣʴʤʠʥʘ-

ʮʠʷè; çʨʘʟʚʷʟʢʘè. ʕʪʠ ʩʪʘʜʠʠ ʩʬʦʨʤʫʣʠʨʦʚʘʥʳ ʚ XX ʚ. ʧʨʦʬʝʩʩʦʨʦʤ 

ʈ.ɺ. ɿʘʭʘʨʦʚʳʤ, ʟʘʚ. ʢʘʬʝʜʨʦʡ ʭʦʨʝʦʛʨʘʬʠʠ ɻʀʊʀʉ ʚ ʜʦʢʪʦʨʩʢʦʡ ʜʠʩʩʝʨʪʘ-

ʮʠʠ. ʉʪʘʜʠʠ ʪʘʥʮʘ ʩʦʦʪʚʝʪʩʪʚʫʶʪ ʜʨʘʤʘʪʫʨʛʠʯʝʩʢʠʤ ʟʘʢʦʥʘʤ ʭʦʨʝʦʛʨʘʬʠʯʝ-

ʩʢʦʡ ʢʦʤʧʦʟʠʮʠʠ ʠ ʧʨʠʥʷʪʳ ʚ ʤʠʨʦʚʦʤ ʩʦʦʙʱʝʩʪʚʝ. ɺ ʠʛʨʦʚʦʤ ʪʘʥʮʝ ʵʪʘ ʧʷ-

ʪʠʵʪʘʧʥʘʷ ʩʪʨʫʢʪʫʨʘ ʪʘʢʞʝ ʧʦʟʚʦʣʷʝʪ ʜʦʩʪʠʛʘʪʴ ʦʧʪʠʤʘʣʴʥʳʭ ʨʝʟʫʣʴʪʘʪʦʚ ʚ 

ʪʘʥʮʝʚʘʣʴʥʦʡ ʜʝʷʪʝʣʴʥʦʩʪʠ ʩ ʜʝʪʴʤʠ. ʇʦ ʩʨʘʚʥʝʥʠʶ ʩ ʟʘʥʷʪʠʷʤʠ ʬʠʟʠʯʝʩʢʦʡ 

ʢʫʣʴʪʫʨʦʡ, ʛʜʝ ʜʦʤʠʥʠʨʫʝʪ ʪʨʝʭʩʪʫʧʝʥʯʘʪʘʷ ʩʪʨʫʢʪʫʨʘ ʟʘʥʷʪʠʷ (ʚʚʦʜʥʘʷ, ʦʩ-

ʥʦʚʥʘʷ, ʟʘʢʣʶʯʠʪʝʣʴʥʘʷ), ʧʷʪʠʵʪʘʧʥʘʷ ʨʘʟʨʘʙʦʪʢʘ ʩʪʘʜʠʡ ʪʘʥʮʘ ʈ.ɺ. ɿʘʭʘʨʦ-

ʚʳʤ ʧʦʟʚʦʣʷʝʪ ʧʦʣʫʯʘʪʴ ʙʦʣʝʝ ʚʳʩʦʢʠʝ ʨʝʟʫʣʴʪʘʪʳ ʚ ʪʘʥʮʝʚʘʣʴʥʦʡ ʜʝʷʪʝʣʴ-

ʥʦʩʪʠ ʜʝʪʝʡ ʠ ʬʦʨʤʠʨʦʚʘʥʠʠ ʣʠʯʥʦʩʪʠ. 

ʀʩʪʦʨʠʯʝʩʢʘʷ ʪʠʧʦʣʦʛʠʷ ʪʘʥʮʘÉ (ʢʘʢ ʦʜʥʘ ʠʟ ʩʦʩʪʘʚʣʷʶʱʠʭ ʢʫʣʴʪʫ-

ʨʳ ʵʪʥʦʩʘ) ʬʦʨʤʠʨʦʚʘʣʘʩʴ ʧʦʜ ʚʦʟʜʝʡʩʪʚʠʝʤ ʤʥʦʛʦʯʠʩʣʝʥʥʳʭ ʬʘʢʪʦʨʦʚ 



(ʧʨʠʨʦʜʥʳʭ, ʩʦʮʠʘʣʴʥʦ-ʵʢʦʥʦʤʠʯʝʩʢʠʭ, ʢʫʣʴʪʫʨʥʳʭ, ʧʦʣʠʪʠʯʝʩʢʠʭ ʠ ʜʨ.). 

ʆʥʘ ʚʢʣʶʯʘʝʪ ʩʣʝʜʫʶʱʠʝ ʦʩʥʦʚʥʳʝ ʨʘʟʥʦʚʠʜʥʦʩʪʠ: 

çʆʙʨʷʜʦʚʳʡ ʪʘʥʝʮÉè ï ʜʨʝʚʥʝʡʰʠʡ ʚʠʜ ʧʦʚʝʜʝʥʠʷ ʠ ʜʝʷʪʝʣʴʥʦʩʪʠ 

ʯʝʣʦʚʝʢʘ, ʥʘʧʨʘʚʣʝʥʥʳʡ ʥʘ ʫʜʦʚʣʝʪʚʦʨʝʥʠʝ ʚʠʪʘʣʴʥʳʭ ʧʨʦʙʣʝʤ (ʙʳʪʦʚʳʭ, 

ʩʦʮʠʘʣʴʥʳʭ).  

çʇʘʣʝʦʪʘʥʝʮÉè ï ʪʠʧ ʪʘʥʮʘ, ʦʪʥʦʩʷʱʠʡʩʷ ʢ ʜʨʝʚʥʦʩʪʠ. ʉʦʭʨʘʥʥʦʩʪʴ 

ʧʘʣʝʦʣʠʪʠʯʝʩʢʦʛʦ ʪʘʥʮʘ ʟʘʚʠʩʠʪ ʦʪ ʩʦʮʠʘʣʴʥʦ-ʵʢʦʥʦʤʠʯʝʩʢʦʛʦ ʫʨʦʚʥʷ ʨʘʟʚʠ-

ʪʠʷ ʦʙʱʝʩʪʚʘ. ʏʝʤ ʙʦʣʴʰʝ ʩʦʭʨʘʥʷʝʪʩʷ ʨʝʣʠʢʪʦʚ ʧʝʨʚʦʙʳʪʥʦʦʙʱʠʥʥʦʛʦ 

ʩʪʨʦʷ ʚ ʦʙʱʝʩʪʚʝ, ʪʝʤ ʣʫʯʰʝ ʧʘʣʝʦʪʘʥʝʮ ʧʨʝʜʩʪʘʚʣʝʥ ʞʠʚʳʤ ʷʚʣʝʥʠʝʤ ʚ 

ʞʠʟʥʠ ʵʪʦʛʦ ʦʙʱʝʩʪʚʘ. ʆʩʥʦʚʥʳʤ ʪʠʧʦʤ ʧʘʣʝʦʪʘʥʮʘ ʷʚʣʷʝʪʩʷ ʦʙʨʷʜʦʚʳʡ 

ʪʘʥʝʮÉ, ʚʳʧʦʣʥʷʶʱʠʡ ʧʨʝʠʤʫʱʝʩʪʚʝʥʥʦ ʨʝʣʠʛʠʦʟʥʦ-ʤʘʛʠʯʝʩʢʠʝ, ʪʨʫʜʦʚʳʝ 

ʠ ʙʳʪʦʚʳʝ ʬʫʥʢʮʠʠ. ʇʘʣʝʦʪʘʥʝʮÉ ï ʝʤʢʦʝ ʧʦʥʷʪʠʝ, ʚ ʢʦʪʦʨʦʝ ʚʭʦʜʠʪ ʢʘʢ 

ʦʙʨʷʜʦʚʳʡ, ʪʘʢ ʠ ʥʝ ʦʙʨʷʜʦʚʳʡ ʪʘʥʝʮ. ʆʙʨʷʜʦʚʳʡ ʪʘʥʝʮ ʷʚʣʷʝʪʩʷ ʦʩʥʦʚʥʳʤ 

ʢʦʤʧʦʥʝʥʪʦʤ ʧʘʣʝʦʪʘʥʮʘ. ɺʘʞʥʳʤʠ ʠʩʪʦʯʥʠʢʘʤʠ ʠʟʫʯʝʥʠʷ ʧʘʣʝʦʪʘʥʮʘ ʚ̫-

ʣʷʶʪʩʷ ʝʛʦ ʙʳʪʫʶʱʠʝ ʨʝʣʠʢʪʳ, ʘ ʪʘʢʞʝ ʠʩʪʦʨʠʦʛʨʘʬʠʯʝʩʢʠʝ ʠʩʪʦʯʥʠʢʠ, 

ʚʢʣʶʯʘʷ ʧʘʣʝʦʠʟʦʙʨʘʞʝʥʠʷ. 

ʆʙʨʷʜʦʚʳʡ ʪʘʥʝʮÉ ʚ ʩʫʱʥʦʩʪʠ, ʚʦʩʧʨʦʠʟʚʦʜʠʪ ʘʢʪ ʪʚʦʨʝʥʠʷ. ʆʥ ʦʙ-

ʨʘʱʝʥ ʢ ʨʘʟʣʠʯʥʳʤ çʚʳʩʰʠʤè ʩʠʣʘʤ ʩ ʧʨʦʩʴʙʦʡ ʠʣʠ ʙʣʘʛʦʜʘʨʝʥʠʝʤ. ʇʨʦ-

ʙʣʝʤʳ ʙʳʪʠʷ, ʞʠʟʥʠ ʠ ʩʤʝʨʪʠ, ʫʜʘʯʠ ʠ ʥʝʫʜʘʯʠ, ʟʘʛʘʜʦʯʥʳʝ ʷʚʣʝʥʠʷ ʧʨʠʨʦʜʳ 

ʧʦʙʫʞʜʘʣʠ ʜʨʝʚʥʝʝ ʯʝʣʦʚʝʯʝʩʢʦʝ ʦʙʱʝʩʪʚʦ ʧʦʥʷʪʴ ʠʭ ʠʣʠ ʥʘʡʪʠ ʩʧʦʩʦʙ ʦʙ-

ʱʝʥʠʷ ʩ ʥʠʤʠ. ɺ ʨʷʜʫ ʩʠʤʚʦʣʠʯʝʩʢʠʭ ʧʦʩʨʝʜʥʠʢʦʚ ʤʝʞʜʫ ʩʫʱʝʩʪʚʦʚʘʚʰʝʡ 

ʨʝʘʣʴʥʦʩʪʴʶ ʠ ʝʝ ʪʘʠʥʩʪʚʝʥʥʳʤʠ ʩʪʦʨʦʥʘʤʠ ʚʠʜʥʦʝ ʤʝʩʪʦ ʟʘʥʠʤʘʣ ʦʙʨʷʜʦ-

ʚʳʡ ʪʘʥʝʮ, ʩʬʦʨʤʠʨʦʚʘʚʰʠʡʩʷ ʚ ʢʘʥʦʥʠʟʠʨʦʚʘʥʥʳʝ ʬʦʨʤʳ. ʆʙʨʷʜʦʚʳʡ ʪʘ-

ʥʝʮ ʚʳʧʦʣʥʷʣ ʦʩʦʙʳʝ, ʞʠʟʥʝʥʥʦ ʚʘʞʥʳʝ ʬʫʥʢʮʠʠ, ʟʘʜʘʯʘ ʢʦʪʦʨʳʭ ï ʚʳʨʘ-

ʟʠʪʴ ʩʣʦʞʥʝʡʰʠʝ ʚʟʘʠʤʦʦʪʥʦʰʝʥʠʷ ʤʝʞʜʫ ʨʝʘʣʴʥʳʤ, ʦʢʨʫʞʘʶʱʠʤ ʠ ʠʨʨʝ-

ʘʣʴʥʳʤ, ʥʝʠʟʚʝʩʪʥʳʤ ʤʠʨʦʤ. ʀʟ ʵʪʠʭ ʜʚʫʭ ʠʧʦʩʪʘʩʝʡ ʘʨʭʘʠʯʥʫʶ ʦʙʱʝʩʪʚʝʥ-

ʥʫʶ ʤʳʩʣʴ ʦʩʦʙʝʥʥʦ ʟʘʥʠʤʘʣʘ ʧʦʩʣʝʜʥʷʷ, ʛʜʝ ʧʦ ʜʨʝʚʥʝʤʫ ʧʨʝʜʩʪʘʚʣʝʥʠʶ 

ʥʘʭʦʜʠʣʠʩʴ ʦʩʦʙʳʝ ʩʠʣʳ, ʩʧʦʩʦʙʥʳʝ ʚʣʠʷʪʴ ʥʘ ʧʦʣʦʞʠʪʝʣʴʥʳʡ ʠʣʠ ʦʪʨʠʮʘ-

ʪʝʣʴʥʳʡ ʠʩʭʦʜ ʚʦʣʥʦʚʘʚʰʠʭ ʧʨʦʙʣʝʤ. ʆʙʨʷʜʦʚʳʡ ʪʘʥʝʮÉ ʷʚʣʷʝʪʩʷ ʧʝʨʚʳʤ 

ʪʠʧʦʤ, ʩʚʦʝʛʦ ʨʦʜʘ ʵʢʩʧʦʟʠʮʠʝʡ ʪʘʥʮʝʚʘʣʴʥʦʡ ʢʫʣʴʪʫʨʳ ʯʝʣʦʚʝʯʝʩʪʚʘ, ʥʘ ʦʩ-

ʥʦʚʝ ʢʦʪʦʨʦʡ ʬʦʨʤʠʨʫʝʪʩʷ ʥʘʨʦʜʥʳʡ ʪʘʥʝʮÉ. ʄʥʦʛʦʦʙʨʘʟʠʝ ʥʘʨʦʜʥʦʛʦ 

ʪʘʥʮʘ ʦʪʨʘʞʘʝʪ ʝʛʦ ʩʝʤʘʥʪʠʯʝʩʢʫʶ ʫʩʪʦʡʯʠʚʦʩʪʴ ʣʝʢʩʠʢʠÉ (ʜʚʠʞʝʥʠʷ, 

ʢʦʤʧʦʟʠʮʠʷ). ʃʝʢʩʠʢʘ ʦʙʨʷʜʦʚʦʛʦ ʪʘʥʮʘ ʩʦʩʪʦʠʪ ʠʟ ʢʦʨʦʪʢʠʭ, ʥʝʨʘʟʨʘʙʦʪʘʥ-

ʥʳʭ ʞʝʩʪʦʚÉ (ʢʠʥʝʟÉ), ʤʥʦʛʦʢʨʘʪʥʦ ʧʦʚʪʦʨʷʶʱʠʭʩʷ ʙʝʟ ʨʘʟʚʠʪʠʷ ʠ ʠʟʤʝʥʝ-

ʥʠʷ. ɺ ʬʫʥʢʮʠʦʥʘʣʴʥʦʤ ʧʣʘʥʝ ʦʙʨʷʜʦʚʳʡ ʪʘʥʝʮÉ ʷʚʣʷʝʪʩʷ ʮʝʨʝʤʦʥʠʘʣʴ-

ʥʳʤÉ. ʇʦ ʩʫʪʠ, ʦʙʨʷʜʦʚʳʡ ʪʘʥʝʮ ʚʳʨʘʞʘʝʪʩʷ ʠʛʨʦʚʦʡ ʧʣʷʩʢʦʡÉ.  

ʅʘʨʦʜʥʳʡ ʪʘʥʝʮÉ ï ʪʘʥʝʮ, ʩʦʟʜʘʥʥʳʡ ʙʦʣʴʰʦʡ ʦʙʱʥʦʩʪʴʶ ʣʶʜʝʡ ʚ 

ʨʝʟʫʣʴʪʘʪʝ ʤʥʦʛʦʯʠʩʣʝʥʥʳʭ ʧʦʧʳʪʦʢ ʠ ʢʦʣʣʝʢʪʠʚʥʦʛʦ ʪʚʦʨʯʝʩʪʚʘ, ʘ ʪʘʢʞʝ 

ʧʫʪʝʤ ʦʪʙʦʨʘ ʥʘʠʙʦʣʝʝ ʫʜʘʯʥʳʭ ʠʭ ʚʘʨʠʘʥʪʦʚ ʥʘ ʦʩʥʦʚʝ ʧʨʝʝʤʩʪʚʝʥʥʦʩʪʠ ʠ 

ʪʨʘʜʠʮʠʡ. 



ʅʘʨʦʜʥʦ-ʩʮʝʥʠʯʝʩʢʠʡ ʪʘʥʝʮÉ (ʅʉʊ) ï ʟʨʝʣʠʱʥʳʡ ʪʠʧ ʪʘʥʮʘ, ʧʨʠ-

ʟʚʘʥʥʳʡ ʨʘʟʚʠʚʘʪʴ ʩʘʤʦʙʳʪʥʳʝ ʦʩʦʙʝʥʥʦʩʪʠ ʫʩʪʦʡʯʠʚʦʡ ʵʪʥʠʯʝʩʢʦʡ ʧʦʧʫʣʷ-

ʮʠʠ ʚ ʭʫʜʦʞʝʩʪʚʝʥʥʳʭ ʦʙʨʘʟʘʭ ʥʘ ʦʩʥʦʚʝ ʮʝʥʥʦʩʪʝʡ ʥʘʮʠʦʥʘʣʴʥʦʡ ʢʫʣʴʪʫʨʳ 

ʢʘʞʜʦʛʦ ʥʘʨʦʜʘ. ɽʩʣʠ ʚ ʦʙʨʷʜʦʚʦʤ ʬʫʥʢʮʠʦʥʘʣʴʥʦʤ ʪʘʥʮʝ ʜʦʤʠʥʠʨʫʝʪ ʧʦʜ-

ʨʘʞʘʪʝʣʴʥʦʝ ʠʟʦʙʨʘʞʝʥʠʝ ʫʩʣʦʚʠʡ ʞʠʟʥʠ, ʪʨʫʜʘ, ʙʳʪʦʚʳʭ ʦʩʦʙʝʥʥʦʩʪʝʡ, ʨʝ-

ʣʠʛʠʦʟʥʳʭ ʧʦʢʣʦʥʝʥʠʡ, ʠʤʠʪʘʮʠʷ ʧʦʚʘʜʦʢ ʠ ʜʚʠʞʝʥʠʡ ʞʠʚʦʪʥʦʛʦ (ʨʳʙ, ʧʪʠʮ 

ʠ ʪ.ʜ.) ʠ ʨʘʩʪʠʪʝʣʴʥʦʛʦ ʤʠʨʘ, ʪʦ ʚ ʅʉʊ ʟʘʜʘʯʘ ʭʦʨʝʦʛʨʘʬʘ ï ʩʦʟʜʘʥʠʝ ʭʫʜʦ-

ʞʝʩʪʚʝʥʥʳʭ ʘʩʩʦʮʠʘʪʠʚʥʳʭ ʩʚʷʟʝʡ ʥʘ ʦʩʥʦʚʝ ʧʦʠʩʢʘ ʧʫʪʝʡ ʨʘʟʚʠʪʠʷ ʠʤʠʪʘ-

ʮʠʠ ʜʦ ʫʨʦʚʥʷ ʩʠʤʬʦʥʠʟʘʮʠʠ. ʇʨʦʙʣʝʤʘ ʩʠʤʬʦʥʠʟʠʨʦʚʘʥʥʦʛʦ ʚʦʧʣʦʱʝʥʠʷ 

ʦʙʨʘʟʦʚ ʪʨʘʜʠʮʠʦʥʥʦʡ ʥʘʮʠʦʥʘʣʴʥʦʡ ʢʫʣʴʪʫʨʳ ʚ ʅʉʊ ʪʨʝʙʫʝʪ ʨʘʟʨʘʙʦʪʢʠ ʠ 

ʦʩʚʦʝʥʠʷ ʚʝʜʫʱʠʭ ʪʝʘʪʨʘʣʴʥʳʭ ʧʨʠʥʮʠʧʦʚ ʠ ʰʢʦʣ. ʊʘʢ, ʚʦ ʚʨʝʤʷ ʛʘʩʪʨʦʣʝʡ 

ɻɸɹʊ ʉʉʉʈ ʚ ɸʥʛʣʠʶ ʚ 50-ʛʛ. XX ʚ., ʟʘʨʫʙʝʞʥʘʷ ʧʨʝʩʩʘ ʝʜʠʥʦʜʫʰʥʦ ʚʳʜʝ-

ʣʷʣʘ ʚʳʜʘʶʱʝʝʩʷ ʭʦʨʝʦʛʨʘʬʠʯʝʩʢʦʝ ʤʳʰʣʝʥʠʝ ʙʘʣʝʪʤʝʡʩʪʝʨʘ ʃ.ʄ. ʃʘʚʨʦʚ-

ʩʢʦʛʦ, ʫʤʝʚʰʝʛʦ ʩʞʠʤʘʪʴ ʠ ʨʘʩʪʷʛʠʚʘʪʴ ʩʮʝʥʠʯʝʩʢʦʝ ʚʨʝʤʷ ʠ ʧʨʦʩʪʨʘʥʩʪʚʦ, 

ʛʜʝ ʦʩʥʦʚʥʳʤ ʛʝʨʦʝʤ ʦʩʪʘʝʪʩʷ ʏʝʣʦʚʝʢ.  

çʉʚʝʪʩʢʠʡ ʪʘʥʝʮÉè, ʚʦʟʥʠʢʰʠʡ ʚ ʧʨʠʚʠʣʝʛʠʨʦʚʘʥʥʳʭ ʢʣʘʩʩʘʭ ʜʨʝʚ-

ʥʝʛʦ (ʨʘʙʦʚʣʘʜʝʣʴʯʝʩʢʦʛʦ) ʦʙʱʝʩʪʚʘ ʠ ʚʳʜʝʣʝʥʥʳʡ ʚ ʩʧʝʮʠʘʣʴʥʫʶ ʛʨʫʧʧʫ 

ʇʣʘʪʦʥʦʤ. ʂʣʘʩʩʦʚʦʝ ʨʘʟʜʝʣʝʥʠʝ ʦʙʱʝʩʪʚʘ ʩʧʦʩʦʙʩʪʚʦʚʘʣʦ ʜʘʣʴʥʝʡʰʝʤʫ 

ʨʘʟʚʠʪʠʶ ʠ ʬʦʨʤʠʨʦʚʘʥʠʶ ʠʩʪʦʨʠʯʝʩʢʠ ʦʙʫʩʣʦʚʣʝʥʥʳʭ ʪʠʧʦʚ ʪʘʥʮʘ, ʧʦʷʚ-

ʣʝʥʠʶ ʝʛʦ ʥʦʚʳʭ ʬʦʨʤ, ʚ ʯʘʩʪʥʦʩʪʠ, ʪʘʥʮʝʚ ʜʣʷ ʩʚʝʪʩʢʦʛʦ ʦʙʱʝʩʪʚʘ. ʉʘʤʦ-

ʙʳʪʥʦʝ ʷʚʣʝʥʠʝ ʚ ʤʠʨʦʚʦʡ ʢʫʣʴʪʫʨʝ ï ʂʣʘʩʩʠʯʝʩʢʠʡ ʪʘʥʝʮ ʥʘʨʦʜʦʚ ʖʛʦ-

ɺʦʩʪʦʯʥʦʡ ɸʟʠʠÉ. ʕʪʦ ʧʦʥʷʪʠʝ ʚʢʣʶʯʘʝʪ ʪʘʥʮʳ ʠ ʪʘʥʮʝʚʘʣʴʥʳʝ ʰʢʦʣʳ (ʩʠ-

ʩʪʝʤʳ), ʩʬʦʨʤʠʨʦʚʘʚʰʠʝʩʷ ʚ ʀʥʜʠʠ, ʀʥʜʦʥʝʟʠʠ, ʂʠʪʘʝ, ʗʧʦʥʠʠ ʠ ʜʨʫʛʠʭ 

ʩʪʨʘʥʘʭ ʵʪʦʛʦ ʨʝʛʠʦʥʘ ʚ ʧʝʨʚʦʤ ʪʳʩʷʯʝʣʝʪʠʠ ʜʦ ʥ.ʵ. ʈʝʛʣʘʤʝʥʪʠʨʦʚʘʥʥʘʷ 

ʩʪʨʫʢʪʫʨʘ ʩʠʩʪʝʤʥʦʛʦ (ʬʫʥʜʘʤʝʥʪʘʣʴʥʦʛʦ) ʠʩʩʣʝʜʦʚʘʥʠʷ ʪʘʥʮʘ ʧʦʟʚʦʣʷʝʪ 

ʚʳʜʝʣʷʪʴ ʦʩʥʦʚʥʳʝ ʢʦʤʧʦʥʝʥʪʳ, ʩʝʤʘʥʪʠʯʝʩʢʠʝ ʠ ʩʝʤʠʦʪʠʯʝʩʢʠʝ ʝʜʠʥʠʮʳ.  

çɹʘʣʴʥʳʡ ʪʘʥʝʮÉè, ʠʩʪʦʨʠʯʝʩʢʠ ʦʧʨʝʜʝʣʠʚʰʠʡʩʷ ʪʠʧ ʪʘʥʮʘ, ʚʦʟʥʠʢ-

ʰʠʡ ʚ ʧʝʨʠʦʜ ʬʝʦʜʘʣʴʥʦʛʦ ʩʨʝʜʥʝʚʝʢʦʚʴʷ ʚ ɽʚʨʦʧʝ ʠ ʧʨʦʜʦʣʞʘʶʱʠʡ ʨʘʟʚʠ-

ʚʘʪʴʩʷ. ʆʩʥʦʚʥʦʝ ʥʘʟʥʘʯʝʥʠʝ ï ʤʘʩʩʦʚʳʝ ʨʘʟʚʣʝʯʝʥʠʷ. ɹʳʣ ʦʪʨʘʞʝʥʠʝʤ ʠʥʪʝ-

ʨʝʩʦʚ ʟʥʘʪʠ. ʆʙʳʯʥʦ ʠʩʧʦʣʥʷʣʩʷ ʧʘʨʦʡ ʠʣʠ ʙʦʣʴʰʠʤ ʢʦʣʠʯʝʩʪʚʦʤ ʫʯʘʩʪʥʠ-

ʢʦʚ ʥʘ ʙʘʣʘʭ ʠʣʠ ʪʘʥʮʝʚʘʣʴʥʳʭ ʚʝʯʝʨʘʭ. ʇʝʨʚʦʥʘʯʘʣʴʥʦ ʙʘʣʴʥʳʡ ʪʘʥʝʮ ʠʩ-

ʧʦʣʥʷʣʩʷ ʚ ʠʛʨʦʚʦʡ, ʩʚʦʙʦʜʥʦʡ ʤʘʥʝʨʝ, ʪʘʢ ʢʘʢ ʥʝ ʠʤʝʣ ʯʝʪʢʦ ʫʩʪʘʥʦʚʣʝʥʥʦʡ 

ʣʝʢʩʠʢʠ ʠ ʬʦʨʤʳ. ɺ ʥʘʩʪʦʷʱʝʝ ʚʨʝʤʷ ʚʭʦʜʠʪ ʚ ʨʘʟʨʷʜ ʟʨʝʣʠʱʥʳʭ ʠ ʩʧʦʨʪʠʚ-

ʥʳʭ ʪʘʥʮʝʚ. 

çɽʚʨʦʧʝʡʩʢʠʡ ʢʣʘʩʩʠʯʝʩʢʠʡ ʪʘʥʝʮÉè çʂʣʘʩʩʠʯʝʩʢʠʡ ʙʘʣʝʪÉè. ɹʘ-

ʣʝʪ ʝʚʨʦʧʝʡʩʢʠʡ ʢʣʘʩʩʠʯʝʩʢʠʡ ï ʚʠʜ ʩʮʝʥʠʯʝʩʢʦʛʦ ʠʩʢʫʩʩʪʚʘ, ʩʬʦʨʤʠʨʦʚʘʚ-

ʰʠʡʩʷ ʥʘ ʧʨʦʪʷʞʝʥʠʠ XVI - XIX ʚʚ. ʚ ɽʚʨʦʧʝ. ʆʩʥʦʚʥʦʝ ʩʨʝʜʩʪʚʦ ʚʳʨʘʟʠ-

ʪʝʣʴʥʦʩʪʠ ï ʩʠʩʪʝʤʘ ʢʣʘʩʩʠʯʝʩʢʦʛʦ ʪʘʥʮʘ. ʇʦ ʦʧʨʝʜʝʣʝʥʠʶ ʃ.ɼ. ɹʣʦʢ, çʢʣʘʩ-

ʩʠʯʝʩʢʠʡ ʪʘʥʝʮ ï ʵʪʦ ʩʠʩʪʝʤʘ ʭʫʜʦʞʝʩʪʚʝʥʥʦʛʦ ʤʳʰʣʝʥʠʷ, ʦʬʦʨʤʣʷʶʱʝʛʦ 

ʚʳʨʘʟʠʪʝʣʴʥʦʩʪʴ ʜʚʠʞʝʥʠʡ, ʧʨʠʩʫʱʠʭ ʪʘʥʮʝʚʘʣʴʥʳʤ ʧʨʦʷʚʣʝʥʠʷʤ ʯʝʣʦʚʝʢʘ 



ʥʘ ʨʘʟʣʠʯʥʳʭ ʩʪʘʜʠʷʭ ʢʫʣʴʪʫʨʳ. ɺ ʢʣʘʩʩʠʯʝʩʢʦʤ ʪʘʥʮʝ ʵʪʠ ʜʚʠʞʝʥʠʷ ʚʭʦʜʷʪ 

ʥʝ ʚ ʵʤʧʠʨʠʯʝʩʢʠ ʜʘʥʥʦʡ ʬʦʨʤʝ, ʘ ʚ ʘʙʩʪʨʘʛʠʨʦʚʘʥʥʦʤ ʜʦ ʬʦʨʤʫʣʳ ʚʠʜʝè [2, 

ʩ. 25].  

çʕʢʘʢʣʘʩʩʠʯʝʩʢʠʡ ʪʘʥʝʮÉè. çʇʨʦʛʥʦʟʠʨʫʝʤʳʝ ʪʠʧʳ ʪʘʥʮʘÉè.  

ʕʢʘʢʣʘʩʩʠʯʝʩʢʠʡ ʪʘʥʝʮ ʧʨʝʜʧʦʣʘʛʘʝʪ ʚʦʟʤʦʞʥʦʩʪʴ ʩʪʘʥʦʚʣʝʥʠʷ ʥʦ-

ʚʳʭ ʪʘʥʮʝʚʘʣʴʥʳʭ ʚʠʜʦʚ (ʪʠʧʦʚ), ʧʨʝʜʧʦʩʳʣʢʠ ʢʦʪʦʨʳʭ ʨʘʟʚʠʪʳ ʚ ʜʝʡʩʪʚʠ-

ʪʝʣʴʥʦʩʪʠ ʩʫʱʝʩʪʚʫʶʱʠʭ ʪʘʥʮʝʚʘʣʴʥʳʭ ʬʦʨʤ. ʕʢʘʢʣʘʩʩʠʯʝʩʢʠʡ ï ʵʪʦ ʧʨʦ-

ʛʥʦʟ ʥʦʚʦʡ ʬʦʨʤʳ ʪʘʥʮʘ. ʇʨʦʩʪʨʘʥʩʪʚʦ ʵʢʘʢʣʘʩʩʠʯʝʩʢʦʛʦ ʪʘʥʮʘ ʷʚʣʷʝʪʩʷ ʦʪ-

ʢʨʳʪʦʡ ʩʠʩʪʝʤʦʡ, ʩʧʦʩʦʙʥʦʡ ʨʘʟʚʠʚʘʪʴʩʷ (çʕʢʘè ʦʟʥʘʯʘʝʪ çʩʣʝʜʫʶʱʠʡ ʟʘ 

ʢʣʘʩʩʠʯʝʩʢʠʤè). ɼ.ʀ. ʄʝʥʜʝʣʝʝʚ ʠʩʧʦʣʴʟʦʚʘʣ ʧʨʠʩʪʘʚʢʫ çʕʢʘè ʜʣʷ ʵʣʝʤʝʥ-

ʪʦʚ, ʢʦʪʦʨʳʝ ʝʱʝ ʥʝ ʙʳʣʠ ʦʪʢʨʳʪʳ [4, ʩ.106-114]. ɺ ʩʬʝʨʝ ʵʢʘʢʣʘʩʩʠʯʝʩʢʦʛʦ 

ʪʘʥʮʘ ʦʪʨʘʞʘʝʪʩʷ ʠ ʧʨʝʦʙʨʘʟʦʚʳʚʘʝʪʩʷ ʧʨʝʜʳʜʫʱʠʡ ʠʩʪʦʨʠʯʝʩʢʠʡ ʦʧʳʪ ʯʝ-

ʣʦʚʝʯʝʩʪʚʘ, ʥʦ, ʧʦʨʦʞʜʝʥʥʳʡ ʜʘʥʥʦʩʪʴʶ ʥʦʚʝʡʰʝʛʦ ʚʨʝʤʝʥʠ, ʨʝʰʘʝʪ ʧʨʦ-

ʙʣʝʤʳ ʩʦʚʨʝʤʝʥʥʦʛʦ ʯʝʣʦʚʝʢʘ. ʅʠ ʦʜʠʥ ʠʟ ʧʨʝʜʰʝʩʪʚʫʶʱʠʭ ʪʠʧʦʚ ʪʘʥʮʘ ʥʝ 

ʠʩʯʝʟʘʝʪ, ʘ ʦʙʨʝʪʘʝʪ ʢʘʯʝʩʪʚʘ, ʩʣʫʞʘʱʠʝ ʚʳʨʘʞʝʥʠʝʤ ʝʛʦ ʧʦʪʨʝʙʥʦʩʪʝʡ. 

ʇʨʝʜʩʪʘʚʣʷʷ ʯʝʣʦʚʝʢʘ ʚ ʢʫʣʴʪʫʨʝ, ʦʙʨʘʟʦʚʘʥʠʠ, ʚ ʙʳʪʫ ʠ ʦʪʜʳʭʝ, ʚ ʠʩʢʫʩʩʪʚʝ, 

ʪʘʥʝʮ ʨʘʩʰʠʨʷʝʪ ʩʚʦʠ ʨʝʩʫʨʩʳ ʥʘ ʦʩʥʦʚʝ ʬʠʣʦʛʝʥʝʟʘ, ʚʢʣʶʯʘʶʱʝʛʦ ʮʝʣʦʩʪ-

ʥʦʩʪʴ ʯʝʣʦʚʝʢʘ. ʕʪʦ ʤʦʞʝʪ ʙʳʪʴ ʧʩʠʭʦʩʦʤʘʪʠʯʝʩʢʘʷ ʤʝʜʠʮʠʥʘ, ʘʵʨʦʙʠʢʘ, 

ʙʨʝʡʢ-ʜʘʥʩ, ʘʜʘʧʪʠʚʥʳʝ ʠ ʢʦʨʨʝʢʮʠʦʥʥʳʝ ʪʘʥʮʳ ʠ ʪ.ʜ. ʆʜʥʦ ʠʟ ʥʘʧʨʘʚʣʝʥʠʡ 

ʵʢʘʢʣʘʩʩʠʯʝʩʢʦʛʦ ʪʘʥʮʘ ï çʊʘʥʝʮ ʤʦʜʝʨʥè ʠ ʜʨ. 

ɼʘʣʴʥʝʡʰʘʷ ʨʘʟʨʘʙʦʪʢʘ ʪʝʦʨʝʪʠʯʝʩʢʠʭ ʦʩʥʦʚ ʪʘʥʮʘ ʦʩʫʱʝʩʪʚʣʷʝʪʩʷ ʚ 

ʢʦʥʪʝʢʩʪʝ ʧʨʘʢʪʠʯʝʩʢʦʡ ʜʝʷʪʝʣʴʥʦʩʪʠ ʩ ʵʪʥʠʯʝʩʢʠʤʠ ʠ ʨʘʟʥʦ ʥʘʮʠʦʥʘʣʴʥʳʤʠ 

ʚʦʟʨʘʩʪʥʳʤʠ ʛʨʫʧʧʘʤʠ, ʦʙʷʟʘʪʝʣʴʥʦʡ ʜʠʘʛʥʦʩʪʠʢʦʡ ʫʯʘʩʪʥʠʢʦʚ ʪʘʥʮʝʚʘʣʴ-

ʥʦʡ ʜʝʷʪʝʣʴʥʦʩʪʠ.  

ɺʥʝʜʨʝʥʠʝ. ʎʝʣʠ ʠ ʟʘʜʘʯʠ ʜʠʩʮʠʧʣʠʥ çʊʘʥʝʮÉè ʠ çʂʦʨʨʝʢʮʠʦʥʥʳʡ 

ʪʘʥʝʮÉè ʨʘʟʨʘʙʦʪʘʥʥʳʭ ʥʘʤʠ, ʩʦʦʪʥʝʩʝʥʳ ʩ ʧʨʦʛʨʘʤʤʘʤʠ ʦʩʥʦʚʥʳʭ ʢʫʨʩʦʚ 

ʦʙʫʯʝʥʠʷ, ʥʘʯʠʥʘʷ ʦʪ ʜʝʪʩʢʦʛʦ ʩʘʜʘ ʜʦ ʧʝʜʘʛʦʛʠʯʝʩʢʦʛʦ ʚʫʟʘ. ʉʠʩʪʝʤʥʦ ʦʙʦʩ-

ʥʦʚʘʥʥʘʷ ʪʠʧʦʣʦʛʠʷ ʪʘʥʮʘ ʧʦʟʚʦʣʷʝʪ ʫʚʠʜʝʪʴ ʩʦʮʠʘʣʴʥʳʝ ʧʝʨʩʧʝʢʪʠʚʳ ʧʝʜʘ-

ʛʦʛʠʯʝʩʢʠʭ ʪʝʭʥʦʣʦʛʠʡ ʪʘʥʮʘ ʠ ʥʘʤʝʪʠʪʴ ʜʝʡʩʪʚʠʷ, ʩʧʦʩʦʙʩʪʚʫʶʱʠʝ ʨʘʟʨʘ-

ʙʦʪʢʝ ʠ ʨʘʟʚʠʪʠʶ ʪʘʢʠʭ ʞʘʥʨʦʚ ʠ ʪʠʧʦʚ, ʢʦʪʦʨʳʝ ʜʝʡʩʪʚʠʪʝʣʴʥʦ ʥʝʦʙʭʦʜʠʤʳ 

ʚ ʧʝʨʠʦʜ ʛʣʦʙʘʣʴʥʳʭ ʧʨʦʙʣʝʤ ʦʙʱʝʩʪʚʘ, ʯʪʦ ʩʦʦʪʚʝʪʩʪʚʫʝʪ ʤʝʩʪʫ ʪʘʥʮʘ ʚ ʦʩ-

ʥʦʚʥʳʭ ʠʩʪʦʨʠʯʝʩʢʠʭ ʬʦʨʤʘʮʠʷʭ (ʧʝʨʚʦʙʳʪʥʦʡ, ʜʨʝʚʥʝʛʦ ʤʠʨʘ, ʩʨʝʜʥʝʚʝʢʦ-

ʚʴʷ, ʥʦʚʦʡ ʠ ʥʦʚʝʡʰʝʡ ʠʩʪʦʨʠʠ). ʀʩʪʦʨʠʯʝʩʢʠʝ ʪʠʧʳ ʪʘʥʮʘ, ʚʳʜʝʣʝʥʥʳʝ ʚ ʨʝ-

ʟʫʣʴʪʘʪʝ ʩʠʩʪʝʤʥʳʭ ʠʩʩʣʝʜʦʚʘʥʠʡ, ʥʝ ʠʩʯʝʟʘʶʪ, ʘ ʧʨʦʜʦʣʞʘʶʪ ʨʘʟʚʠʚʘʪʴʩʷ, 

ʠʟʤʝʥʷʪʴʩʷ ʠ ʚʟʘʠʤʦʜʝʡʩʪʚʦʚʘʪʴ ʩ ʥʦʚʳʤʠ ʪʠʧʦʣʦʛʠʯʝʩʢʠʤʠ ʦʙʨʘʟʦʚʘʥʠʷʤʠ 

ʊʘʥʮʘÉ ʚ ʩʦʮʠʘʣʴʥʦʡ ʠʩʪʦʨʠʠ ʯʝʣʦʚʝʯʝʩʪʚʘ. ʅʘʧʨʠʤʝʨ, ʟʘʥʷʪʠʷ ʠʛʨʦʚʳʤ 

ʪʘʥʮʝʤ ʦʢʘʟʳʚʘʶʪ ʦʛʨʦʤʥʦʝ ʵʤʦʮʠʦʥʘʣʴʥʦʝ ʚʦʟʜʝʡʩʪʚʠʝ ʥʘ ʜʝʪʝʡ, ʠʤʝʶʱʠʭ 

ʥʘʨʫʰʝʥʠʷ ʚ ʨʘʟʚʠʪʠʠ. ʀʛʨʦʚʦʡ ʢʦʨʨʝʢʮʠʦʥʥʳʡ ʪʘʥʝʮ ʧʨʝʜʩʪʘʚʣʷʝʪ ʩʦʙʦʡ 

ʘʣʴʪʝʨʥʘʪʠʚʥʳʡ ʚʘʨʠʘʥʪ ʟʘʥʷʪʠʡ ʩ ʜʝʪʴʤʠ, ʜʣʷ ʢʦʪʦʨʳʭ ʚʝʨʙʘʣʴʥʦʝ ʚʳʨʘʞʝ-

ʥʠʝ ʤʳʩʣʠ ʟʘʪʨʫʜʥʝʥʦ. ɺʦʟʜʝʡʩʪʚʠʝ ʩʨʝʜʩʪʚʘʤʠ ʪʘʥʮʘ ʜʘʝʪ ʚʦʟʤʦʞʥʦʩʪʴ 



ʨʘʩʰʠʨʠʪʴ ʜʠʘʧʘʟʦʥ ʯʫʚʩʪʚ, ʩʧʦʩʦʙʩʪʚʫʝʪ ʬʦʨʤʠʨʦʚʘʥʠʶ ʫ ʨʝʙʝʥʢʘ ʥʦʚʳʭ 

ʦʱʫʱʝʥʠʡ. ʇʦʜʜʝʨʞʠʚʘʷ ʜʝʪʩʢʠʝ ʧʦʞʝʣʘʥʠʷ, ʧʝʜʘʛʦʛ ʩʧʦʩʦʙʩʪʚʫʝʪ ʨʘʟʥʦ-

ʩʪʦʨʦʥʥʝʡ ʩʦʮʠʘʣʠʟʘʮʠʠ ʜʝʪʝʡ [7]. 

ɺʳʚʦʜ. ʉʠʩʪʝʤʥʦʝ ʠʩʩʣʝʜʦʚʘʥʠʝ ʪʘʥʮʘ ʚʢʣʶʯʘʝʪ ʦʩʥʦʚʥʳʝ ʚʠʜʳ ʝʛʦ 

ʠʩʪʦʨʠʯʝʩʢʦʛʦ ʨʘʟʚʠʪʠʷ, ʥʘʯʠʥʘʷ ʩ ʧʝʨʚʦʙʳʪʥʦʛʦ ʧʝʨʠʦʜʘ ʯʝʣʦʚʝʯʝʩʢʦʛʦ ʦʙ-

ʱʝʩʪʚʘ ʧʦ ʥʘʩʪʦʷʱʝʝ ʚʨʝʤʷ ʩ ʧʝʨʩʧʝʢʪʠʚʦʡ ʜʘʣʴʥʝʡʰʝʡ ʨʘʟʨʘʙʦʪʢʠ. ʉʬʦʨ-

ʤʠʨʦʚʘʚʰʠʝʩʷ ʪʠʧʳ ʪʘʥʮʘ ʦʪʨʘʞʘʶʪ ʪʫ ʩʝʨʜʮʝʚʠʥʫ ʩʦʮʠʘʣʴʥʦ-

ʵʢʦʥʦʤʠʯʝʩʢʠʭ ʠ ʮʠʚʠʣʠʟʦʚʘʥʥʳʭ ʦʪʥʦʰʝʥʠʡ, ʢʦʪʦʨʳʝ ʩʦʟʜʘʚʘʣʠ ʫʩʣʦʚʠʷ 

ʜʣʷ ʠʭ ʚʦʟʥʠʢʥʦʚʝʥʠʷ. ʆʧʠʨʘʷʩʴ ʥʘ ʚʳʷʚʣʝʥʥʳʝ ʪʠʧʳ ʪʘʥʮʘ (ʠʛʨʦʚʦʡ, ʟʨʝ-

ʣʠʱʥʳʡ), ʧʦʜʯʝʨʢʠʚʘʝʤ, ʯʪʦ ʚ ʠʛʨʦʚʦʤ ʪʘʥʮʝ ʩʢʨʳʪʳ ʨʝʩʫʨʩʳ, ʨʘʟʚʠʚʘʷ ʢʦ-

ʪʦʨʳʝ, ʤʦʞʥʦ ʫʣʫʯʰʘʪʴ ʧʩʠʭʦʬʠʟʠʦʣʦʛʠʯʝʩʢʦʝ ʠ ʩʦʮʠʘʣʴʥʦʝ ʙʣʘʛʦʧʦʣʫʯʠʝ 

ʜʝʪʩʢʦʛʦ ʦʙʱʝʩʪʚʘ. ʌʝʥʦʤʝʥ çʪʘʥʝʮè ʷʚʣʷʝʪʩʷ ʩʦʮʠʘʣʴʥʳʤ ʨʝʩʫʨʩʦʤ XXI ʚʝ-

ʢʘ ʚ ʨʷʜʫ ʠʥʥʦʚʘʮʠʦʥʥʳʭ ʧʝʜʘʛʦʛʠʯʝʩʢʠʭ ʪʝʭʥʦʣʦʛʠʡ, ʩʧʦʩʦʙʥʳʭ ʦʙʝʩʧʝʯʠ-

ʚʘʪʴ ʨʘʟʥʦʩʪʦʨʦʥʥʝʝ ʨʘʟʚʠʪʠʝ ʜʝʪʝʡ ʚ ʢʫʣʴʪʫʨʝ ʠ ʠʩʢʫʩʩʪʚʝ. XXI ʚ. ï ʚʝʢʝ ʧʝ-

ʨʝʭʦʜʘ ʦʪ ʧʨʠʢʣʘʜʥʳʭ ʠʩʩʣʝʜʦʚʘʥʠʡ ʪʘʥʮʘ ʢ ʙʘʟʦʚʳʤ, ʬʫʥʜʘʤʝʥʪʘʣʴʥʳʤ. 

ʇʨʝʜʣʘʛʘʝʤʦʝ ʠʩʩʣʝʜʦʚʘʥʠʝ ʨʘʩʩʤʘʪʨʠʚʘʝʪ ʪʝʦʨʝʪʠʯʝʩʢʠʝ, ʤʝʪʦʜʠʯʝʩʢʠʝ ʠ 

ʧʨʘʢʪʠʯʝʩʢʠʝ ʘʩʧʝʢʪʳ ʧʦʣʠʬʫʥʢʮʠʦʥʘʣʴʥʦʛʦ ʬʝʥʦʤʝʥʘ çʪʘʥʝʮè, ʝʛʦ ʤʝʩʪʦ ʚ 

ʩʪʨʫʢʪʫʨʝ ʩʠʩʪʝʤʳ ʧʦʚʝʜʝʥʠʷ ʠ ʜʝʷʪʝʣʴʥʦʩʪʠ ʬʠʣʦʛʝʥʝʟʘ ʯʝʣʦʚʝʯʝʩʪʚʘ.  

ɼʘʣʴʥʝʡʰʝʝ ʦʩʤʳʩʣʝʥʠʝ ʬʝʥʦʤʝʥʘ çʪʘʥʝʮè, ʩʠʩʪʝʤʥʦʝ ʠʩʩʣʝʜʦʚʘʥʠʝ 

ʝʛʦ ʧʨʠʨʦʜʳ ʠ ʠʩʪʦʨʠʢʦ-ʬʠʣʦʩʦʬʩʢʠʡ ʘʥʘʣʠʟ ʧʦʪʨʝʙʫʶʪ ʦʙʱʠʭ ʫʩʠʣʠʡ ʩʧʝ-

ʮʠʘʣʠʩʪʦʚ, ʪʘʢ ʢʘʢ ʚ ʟʘʚʠʩʠʤʦʩʪʠ ʦʪ ʧʦʥʷʪʠʡ, ʧʨʠʟʥʘʥʥʳʭ ʩʦʦʙʱʝʩʪʚʦʤ ʧʨʦ-

ʬʝʩʩʠʦʥʘʣʦʚ, ʙʫʜʴ ʪʦ ʊʘʥʮʝʣʦʛʠʷÉ, ʊʘʥʮʝʚʝʜʝʥʠʝÉ, ʊʘʥʮʝʟʥʘʥʠʝÉ, ʩʘʤ 

ʊʘʥʝʮÉ ï ʵʪʦ ʤʥʦʛʦʤʝʨʥʳʡ ʤʠʨ ʏʝʣʦʚʝʢʘ, ʝʛʦ ʢʫʣʴʪʫʨʘ ʠ ʠʩʢʫʩʩʪʚʦ, ʠ ʧʨʝʜ-

ʤʝʪʦʤ ʝʛʦ ʠʟʫʯʝʥʠʷ ʚʦʟʤʦʞʥʦ ʩʪʘʥʝʪ ʊʘʥʮʝɸʥʪʨʦʧʦʣʦʛʠʷ. 
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CONCERNING SELF-EDUCATION AS CONDITION OF PROFESSIO N-

AL DEVELOPMENT OF THE BALLET DANCER (EXAMPLE:  

REGIONAL THEATRE)  
Abstract 

In the article on the example of one of Russian regional musical theatres characteristic 

features of self-education in a context of the primary professional activity of ballet dancer are 

shown. The preconditions for manifestation of ballet dancerôs creative abilities in self-

organization and realization of professional aspirations are revealed. The interrelation of auto 

didactics and self-education in ballet is presented. Impact which orientation to professional 

achievements and understanding of the fragile material nature of own corporal device have on 

self-organization of self-education is also shown. The structure of self-evolution of personal 

qualities of dancer at different age stages of socialization of ballet dancer personality  is consid-

ered.  

ɹʠʨʶʢʦʚʘ ʊ.ɺ. 
ʘʩʧʠʨʘʥʪ ɸʢʘʜʝʤʠʠ ʈʫʩʩʢʦʛʦ ʙʘʣʝʪʘ  

ʠʤʝʥʠ ɸ.ʗ. ɺʘʛʘʥʦʚʦʡ 

ʂ ʚʦʧʨʦʩʫ ʦ ʩʘʤʦʦʙʨʘʟʦʚʘʥʠʠ ʢʘʢ ʫʩʣʦʚʠ ̫ʧʨʦʬʝʩʩʠʦʥʘʣʴʥʦʛʦ ʨʘʟ-

ʚʠʪʠʷ ʘʨʪʠʩʪʘ ʙʘʣʝʪʘ (ʥʘ ʧʨʠʤʝʨʝ ʨʝʛʠʦʥʘʣʴʥʦ ʪʝʘʪʨʘ)  
ɸʥʥʦʪʘʮʠʷ 

ɺ ʩʪʘʪʴʝ ʥʘ ʧʨʠʤʝʨʝ ʦʜʥʦʛʦ ʠʟ ʨʝʛʠʦʥʘʣʴʥʳʭ ʨʦʩʩʠʡʩʢʠʭ ʤʫʟʳʢʘʣʴʥʳʭ ʪʝʘʪʨʦʚ ʧʦ-

ʢʘʟʘʥʳ ʭʘʨʘʢʪʝʨʥʳʝ ʯʝʨʪʳ ʩʘʤʦʦʙʨʘʟʦʚʘʥʠʷ ʚ ʢʦʥʪʝʢʩʪʝ ʦʩʥʦʚʥʦʡ ʧʨʦʬʝʩʩʠʦʥʘʣʴʥʦʡ ʜʝʷ-

ʪʝʣʴʥʦʩʪʠ ʘʨʪʠʩʪʘ ʙʘʣʝʪʘ. ɺʳʷʚʣʝʥʳ ʧʨʝʜʧʦʩʳʣʢʠ ʜʣʷ ʧʨʦʷʚʣʝʥʠʷ ʪʚʦʨʯʝʩʢʠʭ ʩʧʦʩʦʙʥʦ-

ʩʪʝʡ ʘʨʪʠʩʪʘ ʙʘʣʝʪʘ ʚ ʩʘʤʦʦʨʛʘʥʠʟʘʮʠʠ ʠ ʨʝʘʣʠʟʘʮʠʠ ʧʨʦʬʝʩʩʠʦʥʘʣʴʥʳʭ ʫʩʪʨʝʤʣʝʥʠʡ. 

ʇʨʝʜʩʪʘʚʣʝʥʘ ʚʟʘʠʤʦʩʚʷʟʴ ʩʘʤʦʦʙʨʘʟʦʚʘʥʠʷ ʠ ʩʘʤʦʚʦʩʧʠʪʘʥʠʷ ʚ ʙʘʣʝʪʝ. ʊʘʢʞʝ ʧʦʢʘʟʘʥʦ 

ʚʣʠʷʥʠʝ, ʢʦʪʦʨʦʝ ʦʢʘʟʳʚʘʶʪ ʦʨʠʝʥʪʘʮʠʷ ʥʘ ʧʨʦʬʝʩʩʠʦʥʘʣʴʥʳʝ ʜʦʩʪʠʞʝʥʠʷ ʠ ʧʦʥʠʤʘʥʠʝ 

ʭʨʫʧʢʦʡ ʤʘʪʝʨʠʘʣʴʥʦʡ ʧʨʠʨʦʜʳ ʩʦʙʩʪʚʝʥʥʦʛʦ ʪʝʣʝʩʥʦʛʦ ʘʧʧʘʨʘʪʘ ʥʘ ʩʘʤʦʦʨʛʘʥʠʟʘʮʠʶ 

ʩʘʤʦʚʦʩʧʠʪʘʥʠʷ ʠ ʩʘʤʦʦʙʨʘʟʦʚʘʥʠʷ. ʈʘʩʩʤʘʪʨʠʚʘʝʪʩʷ ʩʪʨʫʢʪʫʨʘ ʩʘʤʦʚʦʩʧʠʪʘʥʠʷ ʣʠʯʥʦʩʪ-

ʥʳʭ ʢʘʯʝʩʪʚ ʪʘʥʮʦʚʱʠʢʘ ʥʘ ʨʘʟʥʳʭ ʚʦʟʨʘʩʪʥʳʭ ʵʪʘʧʘʭ ʩʦʮʠʘʣʠʟʘʮʠʠ ʣʠʯʥʦʩʪʠ ʘʨʪʠʩʪʘ ʙʘ-

ʣʝʪʘ. 

ʆʙʨʘʱʝʥʠʝ ʢ ʚʦʧʨʦʩʘʤ ʩʘʤʦʦʙʨʘʟʦʚʘʥʠʷ ʚ ʧʨʦʬʝʩʩʠʠ ʘʨʪʠʩʪʘ ʙʘʣʝʪʘ 

ʦʙʫʩʣʦʚʣʝʥʦ ʥʝʦʙʭʦʜʠʤʦʩʪʴʶ ʥʘʫʯʥʦʛʦ ʦʙʦʙʱʝʥʠʷ ʠ ʩʪʨʝʤʣʝʥʠʝʤ ʩʠʩʪʝʤʘ-

ʪʠʟʠʨʦʚʘʪʴ ʥʘʢʦʧʣʝʥʥʳʡ ʧʨʘʢʪʠʯʝʩʢʠʡ ʦʧʳʪ ʚ ʵʪʦʤ ʥʘʧʨʘʚʣʝʥʠʠ. ɼʦ ʩʠʭ ʧʦʨ 

ʷʚʣʝʥʠʝ ʩʘʤʦʦʙʨʘʟʦʚʘʥʠʷ ʚ ʙʘʣʝʪʝ ʥʝ ʨʘʩʩʤʘʪʨʠʚʘʣʦʩʴ ʠ ʥʝ ʠʟʫʯʘʣʦʩʴ. ʕʪʦ 

ʦʙʲʷʩʥʷʝʪʩʷ ʪʝʤ, ʯʪʦ, ʥʝʩʤʦʪʨʷ ʥʘ ʦʪʤʝʯʘʝʤʫʶ ʚ ʦʙʱʝʡ ʧʝʜʘʛʦʛʠʢʝ ʝʛʦ ʚʘʞ-

ʥʫʶ ʨʦʣʴ ʢʘʢ ʩʚʷʟʫʶʱʝʛʦ ʟʚʝʥʘ ʚ ʩʪʨʫʢʪʫʨʝ ʥʝʧʨʝʨʳʚʥʦʛʦ ʦʙʨʘʟʦʚʘʥʠʷ ʯʝʣʦ-

ʚʝʢʘ [1, ʩ.307], ʚ ʙʘʣʝʪʝ ʜʣʷ ʪʘʥʮʦʚʱʠʢʘ, ʚ ʩʠʣʫ ʦʩʦʙʝʥʥʦʩʪʝʡ ʧʨʦʬʝʩʩʠʠ ʠ ʝʸ 

ʦʩʚʦʝʥʠʷ, ʠ ʠʩʪʦʨʠʯʝʩʢʠ ʩʣʦʞʠʚʰʝʡʩʷ ʪʨʘʜʠʮʠʠ ʮʝʥʪʨʘʣʴʥʦʝ ʤʝʩʪʦ ʟʘʥʠʤʘʝʪ 

ʥʝʧʦʩʨʝʜʩʪʚʝʥʥʦʝ ʚʟʘʠʤʦʜʝʡʩʪʚʠʝ ʠʩʧʦʣʥʠʪʝʣʷ ʩ ʧʝʜʘʛʦʛʦʤ ʠ ʙʘʣʝʪʤʝʡʩʪʝ-

ʨʦʤ. ʇʦʵʪʦʤʫ ʨʘʟʤʳʰʣʝʥʠʷ ʦ ʪʘʢʦʤ ʷʚʣʝʥʠʠ ʢʘʢ ʧʨʦʬʝʩʩʠʦʥʘʣʴʥʦʝ ʩʘʤʦʦʙ-

ʨʘʟʦʚʘʥʠʝ ʚ ʙʘʣʝʪʝ, ʢʦʪʦʨʦʝ ʥʘʧʨʘʚʣʝʥʦ, ʚ ʧʝʨʚʫʶ ʦʯʝʨʝʜʴ, ʥʘ ʩʘʤʦʩʪʦʷʪʝʣʴ-

ʥʫʶ ʧʦʜʛʦʪʦʚʢʫ ʨʝʧʝʨʪʫʘʨʘ ʠ ʪʘʥʮʝʚʘʣʴʥʦʛʦ ʤʘʪʝʨʠʘʣʘ ʢ ʧʫʙʣʠʯʥʦʤʫ ʠʩʧʦʣ-

ʥʝʥʠʶ, ʯʘʩʪʦ ʚʳʟʳʚʘʶʪ ʚʦʧʨʦʩʳ ʠ ʩʧʦʨʳ. ɺʤʝʩʪʝ ʩ ʪʝʤ ʚ ʪʝʘʪʨʘʣʴʥʦʡ ʧʨʘʢ-

ʪʠʢʝ ʨʘʙʦʪʦʜʘʪʝʣʴ ʫʩʧʝʰʥʦ ʠʩʧʦʣʴʟʫʝʪ ʨʝʟʫʣʴʪʘʪʳ ʩʘʤʦʩʪʦʷʪʝʣʴʥʳʭ ʚʥʫʪ-



ʨʝʥʥʠʭ ʫʩʠʣʠʡ ʘʨʪʠʩʪʦʚ ʙʘʣʝʪʘ, ʥʘʧʨʘʚʣʝʥʥʳʭ ʥʘ ʧʦʜʜʝʨʞʘʥʠʝ ʠ ʨʘʟʚʠʪʠʝ 

ʧʨʦʬʝʩʩʠʦʥʘʣʴʥʦʡ ʢʦʤʧʝʪʝʥʪʥʦʩʪʠ. 

ʂʘʢ ʠʟʚʝʩʪʥʦ, ʜʣʷ ʪʦʛʦ ʯʪʦʙʳ ʙʘʣʝʪʥʳʡ ʩʧʝʢʪʘʢʣʴ ʩʦʩʪʦʷʣʩʷ, ʝʛʦ ʥʝʦʙ-

ʭʦʜʠʤʦ ʠʩʧʦʣʥʠʪʴ. ʇʫʙʣʠʯʥʦʝ ʧʨʝʜʩʪʘʚʣʝʥʠʝ ʩʧʝʢʪʘʢʣʷ ʷʚʣʷʝʪʩʷ ʦʜʥʦʡ ʠʟ 

ʛʣʘʚʥʳʭ ʬʫʥʢʮʠʡ ʪʝʘʪʨʘ, ʧʦʤʠʤʦ ʨʘʙʦʪʳ, ʢʦʪʦʨʫʶ ʢʘʞʜʳʡ ʨʘʟ ʧʨʠ ʧʦʜʛʦ-

ʪʦʚʢʝ ʥʦʚʦʛʦ ʙʘʣʝʪʘ ʚʳʧʦʣʥʷʝʪ ʧʦʩʪʘʥʦʚʦʯʥʘʷ ʛʨʫʧʧʘ ʚ ʣʠʮʝ ʘʚʪʦʨʘ ʠʜʝʠ ʠ 

ʣʠʙʨʝʪʪʦ, ʢʦʤʧʦʟʠʪʦʨʘ, ʭʦʨʝʦʛʨʘʬʘ ʠ ʭʫʜʦʞʥʠʢʘ. ɺ ʩʣʦʞʥʦʡ ʩʠʩʪʝʤʥʦ ʦʨʛʘ-

ʥʠʟʦʚʘʥʥʦʡ ʩʪʨʫʢʪʫʨʝ ʠʩʧʦʣʥʝʥʠʷ ʙʘʣʝʪʥʦʛʦ ʩʧʝʢʪʘʢʣʷ ʧʨʠʥʠʤʘʶʪ ʫʯʘʩʪʠʝ ʠ 

ʤʫʟʳʢʘʥʪʳ, ʠ ʦʙʩʣʫʞʠʚʘʶʱʠʡ ʧʝʨʩʦʥʘʣ, ʠ, ʢʦʥʝʯʥʦ, ʘʨʪʠʩʪʳ ʙʘʣʝʪʘ. ʀʤʝʥʥʦ 

ʪʘʥʮʦʚʱʠʢ ʷʚʣʷʝʪʩʷ ʢʣʶʯʝʚʦʡ ʬʠʛʫʨʦʡ, ʚʦʧʣʦʱʘʶʱʝʡ ʧʝʨʝʜ ʟʨʠʪʝʣʷʤʠ ʟʘ-

ʤʳʩʝʣ ʧʦʩʪʘʥʦʚʱʠʢʦʚ ʙʘʣʝʪʘ. ʀʩʧʦʣʥʝʥʠʝ ʨʘʟʥʦʦʙʨʘʟʥʳʭ ʩʧʝʢʪʘʢʣʝʡ ʩʪʘʚʠʪ 

ʧʝʨʝʜ ʘʨʪʠʩʪʘʤʠ ʟʘʜʘʯʠ ʧʦʥʠʤʘʥʠʷ ʭʫʜʦʞʝʩʪʚʝʥʥʳʭ ʩʤʳʩʣʦʚ, ʚʣʘʜʝʥʠʷ ʦʩʦ-

ʙʳʤʠ, ʩʚʦʡʩʪʚʝʥʥʳʤʠ ʢʦʥʢʨʝʪʥʦʤʫ ʩʧʝʢʪʘʢʣʶ ʪʘʥʮʝʚʘʣʴʥʳʤʠ ʠ ʧʣʘʩʪʠʯʝ-

ʩʢʠʤʠ ʩʨʝʜʩʪʚʘʤʠ ʚʦʧʣʦʱʝʥʠʷ ʠʜʝʠ ʙʘʣʝʪʤʝʡʩʪʝʨʘ. ʉʧʝʢʪʘʢʣʠ ʢʣʘʩʩʠʯʝʩʢʦʛʦ 

ʨʝʧʝʨʪʫʘʨʘ ʪʨʝʙʫʶʪ ʭʦʨʦʰʝʡ ʧʦʜʛʦʪʦʚʢʠ ʧʦ ʢʣʘʩʩʠʯʝʩʢʦʤʫ ʪʘʥʮʫ, ʟʥʘʥʠʡ ʦ 

ʪʨʘʜʠʮʠʷʭ ʠʭ ʠʩʧʦʣʥʝʥʠʷ ʚ ʈʫʩʩʢʦʡ ʙʘʣʝʪʥʦʡ ʰʢʦʣʝ, ʨʘʟʫʤʥʦʛʦ ʧʦʜʭʦʜʘ ʢ 

ʨʝʧʝʪʠʮʠʦʥʥʦʤʫ ʧʨʦʮʝʩʩʫ. ʈʘʙʦʪʘ ʩ ʩʦʚʨʝʤʝʥʥʳʤʠ ʭʦʨʝʦʛʨʘʬʘʤʠ ʚ ʥʦʚʳʭ 

ʧʨʦʝʢʪʘʭ ʩʚʷʟʘʥʘ ʩ ʦʩʚʦʝʥʠʝʤ ʥʦʚʦʛʦ ʪʘʥʮʝʚʘʣʴʥʦʛʦ ʷʟʳʢʘ, ʪʚʦʨʯʝʩʢʦʛʦ ʧʦ-

ʯʝʨʢʘ ʢʘʞʜʦʛʦ ʥʦʚʦʛʦ ʙʘʣʝʪʤʝʡʩʪʝʨʘ ʠ ʧʨʠʥʮʠʧʠʘʣʴʥʦ ʦʪʣʠʯʥʳʭ ʦʪ ʩʚʦʡ-

ʩʪʚʝʥʥʳʭ ʢʣʘʩʩʠʯʝʩʢʦʤʫ ʙʘʣʝʪʫ ʧʣʘʩʪʠʯʝʩʢʠʭ ʚʳʨʘʟʠʪʝʣʴʥʳʭ ʩʨʝʜʩʪʚ. ʋʤʝ-

ʥʠʝ ʨʝʰʘʪʴ ʵʪʠ ʧʨʦʬʝʩʩʠʦʥʘʣʴʥʳʝ ʟʘʜʘʯʠ ʟʘʢʨʝʧʣʝʥʦ ʚ ʜʦʣʞʥʦʩʪʥʳʭ ʦʙʷʟʘʥ-

ʥʦʩʪʷʭ ʘʨʪʠʩʪʘ ʙʘʣʝʪʘ, ʠʤʝʥʥʦ ʵʪʦʤʫ ʫʯʘʪʩʷ ʚ ʭʦʨʝʦʛʨʘʬʠʯʝʩʢʠʭ ʫʯʝʙʥʳʭ ʟʘ-

ʚʝʜʝʥʠʷʭ, ʠʤʝʥʥʦ ʜʣʷ ʵʪʦʛʦ ʚ ʪʝʘʪʨʘʭ ʠ ʙʘʣʝʪʥʳʭ ʪʨʫʧʧʘʭ ʩʫʱʝʩʪʚʫʝʪ ʠʥʩʪʠ-

ʪʫʪ ʨʝʧʝʪʠʪʦʨʩʪʚʘ, ʧʝʜʘʛʦʛʠ ʢʦʪʦʨʦʛʦ ʨʝʛʫʣʠʨʫʶʪ ʨʝʧʝʪʠʮʠʦʥʥʳʡ ʧʨʦʮʝʩʩ ʠ 

ʧʦʤʦʛʘʶʪ ʪʘʥʮʦʚʱʠʢʘʤ ʦʩʚʘʠʚʘʪʴ ʨʝʧʝʨʪʫʘʨ. ʀʥʳʤʠ ʩʣʦʚʘʤʠ, ʙʘʣʝʪʥʦʝ ʦʙ-

ʨʘʟʦʚʘʥʠʝ, ʧʦʣʫʯʝʥʥʦʝ ʘʨʪʠʩʪʦʤ ʙʘʣʝʪʘ ʚ ʰʢʦʣʝ, ʧʨʦʜʦʣʞʘʝʪʩʷ  ʚ ʪʝʘʪʨʝ, ʚ 

ʩʠʣʫ ʪʦʛʦ, ʯʪʦ ʭʘʨʘʢʪʝʨʥʦʡ ʦʩʦʙʝʥʥʦʩʪʴʶ ʧʨʦʬʝʩʩʠʠ ʷʚʣʷʝʪʩʷ ʧʦʩʪʦʷʥʥʦʝ ʨʘ-

ʟʫʯʠʚʘʥʠʝ ʠ ʠʥʪʝʨʧʨʝʪʘʮʠʷ ʭʫʜʦʞʝʩʪʚʝʥʥʳʭ ʪʝʢʩʪʦʚ. 

ʅʝ ʚʜʘʚʘʷʩʴ ʚ ʧʦʜʨʦʙʥʦʩʪʠ ʬʫʥʢʮʠʦʥʠʨʦʚʘʥʠʷ ʚʩʝʡ ʪʝʘʪʨʘʣʴʥʦʡ ʩʪʨʫʢ-

ʪʫʨʳ, ʥʫʞʥʦ ʟʘʤʝʪʠʪʴ, ʯʪʦ ʚ ʠʩʢʫʩʩʪʚʝ ʙʘʣʝʪʘ ʙ·ʣʴʰʘʷ ʯʘʩʪʴ ʪʨʫʜʦʚʳʭ ʟʘʪʨʘʪ 

ʠ ʩʨʝʜʩʪʚ ʧʦ ʧʦʜʛʦʪʦʚʢʝ ʢ ʠʩʧʦʣʥʝʥʠʶ ʩʢʨʳʪʘ ʦʪ ʩʪʦʨʦʥʥʝʛʦ ʥʘʙʣʶʜʘʪʝʣʷ ʠ 

ʧʨʠʣʘʛʘʶʪʩʷ ʩʧʝʮʠʘʣʴʥʳʝ ʫʩʠʣʠʷ ʜʣʷ ʩʦʟʜʘʥʠʷ ʵʬʬʝʢʪʘ ʣʸʛʢʦʩʪʠ, ʥʝʧʨʠʥʫʞ-

ʜʝʥʥʦʩʪʠ ʢʦʥʝʯʥʦʛʦ ʨʝʟʫʣʴʪʘʪʘ ʪʨʫʜʘ. ɺ ʪʝʘʪʨʝ ʜʦʩʪʠʞʝʥʠʝ ʵʪʦʡ ʮʝʣʠ ʧʨʦʠʩ-

ʭʦʜʠʪ ʥʘ ʨʝʧʝʪʠʮʠʷʭ ʩ ʙʘʣʝʪʤʝʡʩʪʝʨʦʤ ʠʣʠ ʧʝʜʘʛʦʛʦʤ-ʨʝʧʝʪʠʪʦʨʦʤ. ʂʨʦʤʝ 

ʪʦʛʦ, ʜʦʣʞʥʦʩʪʥʘʷ ʠʥʩʪʨʫʢʮʠʷ [2] ʦʙʷʟʳʚʘʝʪ ʘʨʪʠʩʪʘ ʙʘʣʝʪʘ ʩʘʤʦʩʪʦʷʪʝʣʴʥʦ 

ʨʘʙʦʪʘʪʴ ʥʘʜ ʩʦʙʦʡ ʚ ʩʦʭʨʘʥʝʥʠʠ ʬʦʨʤʳ ʠ ʦʩʚʦʝʥʠʠ ʧʘʨʪʠʡ, ʠʥʦʛʜʘ ʚ ʢʦʨʦʪ-

ʢʠʡ ʩʨʦʢ. ʅʦ ʪʦʣʴʢʦ ʜʦʣʞʥʦʩʪʥʘʷ ʠʥʩʪʨʫʢʮʠʷ ʥʝ ʤʦʞʝʪ ʩʦʟʜʘʪʴ ʧʨʝʜʧʦʩʳʣʢʠ 

ʜʣʷ ʨʘʟʚʠʪʠʷ ʠ ʩʘʤʦʩʦʚʝʨʰʝʥʩʪʚʦʚʘʥʠʷ ʚ ʧʨʦʬʝʩʩʠʠ. ʂʘʢ ʠʟʚʝʩʪʥʦ, ʧʨʦʬʝʩ-

ʩʠʷ ʘʨʪʠʩʪʘ ʙʘʣʝʪʘ ʠʤʝʝʪ ʚʦʟʨʘʩʪʥʳʝ ʦʛʨʘʥʠʯʝʥʠʷ, ʠ ʝʩʣʠ ʚ ʦʧʨʝʜʝʣʸʥʥʳʡ 



ʤʦʤʝʥʪ ʥʝ ʨʝʘʣʠʟʦʚʘʪʴ ʧʦʷʚʣʷʶʱʠʝʩʷ ʚʦʟʤʦʞʥʦʩʪʠ ʠʩʧʦʣʥʝʥʠʷ ʪʦʡ ʠʣʠ 

ʠʥʦʡ ʨʦʣʠ, ʪʦ ʵʪʠ ʚʦʟʤʦʞʥʦʩʪʠ ʤʦʛʫʪ ʙʳʪʴ ʫʪʨʘʯʝʥʳ ʥʘʚʩʝʛʜʘ.  

ʉʘʤʦʩʪʦʷʪʝʣʴʥʦʝ ʧʨʠʥʷʪʠʝ ʨʝʰʝʥʠʷ ʘʨʪʠʩʪʦʤ ʙʘʣʝʪʘ ʚ ʥʘʧʨʘʚʣʝʥʠʠ 

ʩʘʤʦʩʦʚʝʨʰʝʥʩʪʚʦʚʘʥʠʷ ʚ ʧʨʦʬʝʩʩʠʠ, ʧʣʘʥʠʨʦʚʘʥʠʝ ʩʘʤʦʩʪʦʷʪʝʣʴʥʦʡ ʨʘʙʦ-

ʪʳ, ʠʩʭʦʜʷ ʠʟ ʢʦʥʝʯʥʦʡ ʮʝʣʠ ʵʪʦʛʦ ʚʠʜʘ ʜʝʷʪʝʣʴʥʦʩʪʠ, ʧʦʠʩʢ ʩʨʝʜʩʪʚ ʠ ʚʳ-

ʧʦʣʥʝʥʠʝ ʥʘʤʝʯʝʥʥʦʛʦ ʧʣʘʥʘ, ʫʩʧʝʰʥʳʡ ʢʦʥʝʯʥʳʡ ʨʝʟʫʣʴʪʘʪ, ʢʦʪʦʨʳʡ ʥʘʭʦ-

ʜʠʪ ʚʳʨʘʞʝʥʠʝ ʚ ʨʘʩʰʠʨʝʥʠʠ ʜʠʘʧʘʟʦʥʘ ʩʦʟʜʘʥʥʳʭ ʭʫʜʦʞʝʩʪʚʝʥʥʳʭ ʦʙʨʘʟʦʚ 

ʠ ʢʦʩʚʝʥʥʦ ʚ ʤʘʪʝʨʠʘʣʴʥʦʤ ʢʦʤʧʦʥʝʥʪʝ, ʧʦʟʚʦʣʷʶʪ ʛʦʚʦʨʠʪʴ ʦ ʪʘʢʦʤ ʷʚʣʝʥʠʠ 

ʢʘʢ ʩʘʤʦʦʙʨʘʟʦʚʘʥʠʝ ʚ ʙʘʣʝʪʝ. ʆʥʦ ʪʝʩʥʝʡʰʠʤ ʦʙʨʘʟʦʤ ʩʚʷʟʘʥʦ ʩ ʦʩʥʦʚʥʦʡ 

ʧʨʦʬʝʩʩʠʦʥʘʣʴʥʦʡ ʜʝʷʪʝʣʴʥʦʩʪʴʶ, ʟʘʚʠʩʠʪ ʦʪ ʥʝʸ ʠ ʦʧʨʝʜʝʣʷʝʪʩʷ ʝʶ.  

ʀʩʩʣʝʜʦʚʘʪʝʣʴ ʬʦʨʤʠʨʦʚʘʥʠʷ ʛʦʪʦʚʥʦʩʪʠ ʢ ʩʘʤʦʦʙʨʘʟʦʚʘʥʠʶ ʫ ʩʪʫʜʝʥ-

ʪʦʚ ʚʫʟʘ ʖ.ɽ. ʂʘʣʫʛʠʥ ʦʪʤʝʪʠʣ ʤʥʦʛʦʤʝʨʥʦʩʪʴ ʩʘʤʦʦʙʨʘʟʦʚʘʥʠʷ, ʧʦʩʢʦʣʴʢʫ 

ʦʥʦ ʤʦʞʝʪ ʦʭʚʘʪʳʚʘʪʴ ʚʩʝ ʘʩʧʝʢʪʳ ʞʠʟʥʠ ʯʝʣʦʚʝʢʘ [3, ʩ.33-34]. ʇʨʠʤʝʥʠ-

ʪʝʣʴʥʦ ʢ ʙʘʣʝʪʫ ʥʫʞʥʦ ʦʪʤʝʪʠʪʴ ʧʨʦʬʝʩʩʠʦʥʘʣʴʥʫʶ ʥʘʧʨʘʚʣʝʥʥʦʩʪʴ ʷʚʣʝʥʠʷ. 

ʊʦ ʝʩʪʴ, ʩʘʤʦʦʙʨʘʟʦʚʘʥʠʝ ʚ ʙʘʣʝʪʝ çʧʨʝʜʩʪʘʚʣʷʝʪ ʩʦʙʦʡ ʩʘʤʦʩʪʦʷʪʝʣʴʥʫʶ 

ʩʧʝʮʠʘʣʴʥʦ ʦʨʛʘʥʠʟʦʚʘʥʥʫʶ ʧʦʟʥʘʚʘʪʝʣʴʥʫʶ ʜʝʷʪʝʣʴʥʦʩʪʴ ʘʨʪʠʩʪʘ ʙʘʣʝʪʘ, 

ʥʘʧʨʘʚʣʝʥʥʫʶ ʥʘ ʧʨʠʦʙʨʝʪʝʥʠʝ, ʨʘʩʰʠʨʝʥʠʝ, ʫʛʣʫʙʣʝʥʠʝ ʠ ʩʦʚʝʨʰʝʥʩʪʚʦʚʘ-

ʥʠʝ ʠʤʝʶʱʠʭʩʷ ʫ ʥʝʛʦ ʧʨʦʬʝʩʩʠʦʥʘʣʴʥʳʭ ʟʥʘʥʠʡ, ʫʤʝʥʠʡ ʠ ʥʘʚʳʢʦʚ ʚ ʮʝʣʷʭ 

ʜʦʩʪʠʞʝʥʠʷ ʚʳʩʦʢʦʛʦ ʫʨʦʚʥʷ ʤʘʩʪʝʨʩʪʚʘè [4, ʩ.272]. ʇʦʩʢʦʣʴʢʫ ʧʨʝʜʤʝʪʦʤ 

ʧʨʦʬʝʩʩʠʠ ʘʨʪʠʩʪʘ ʙʘʣʝʪʘ ʷʚʣʷʝʪʩʷ ʦʩʚʦʝʥʠʝ ʠ ʠʩʧʦʣʥʝʥʠʝ ʙʘʣʝʪʥʦʛʦ ʨʝʧʝʨ-

ʪʫʘʨʘ, ʪʦ ʩʘʤʦʦʙʨʘʟʦʚʘʪʝʣʴʥʘʷ ʜʝʷʪʝʣʴʥʦʩʪʴ ʪʘʥʮʦʚʱʠʢʘ ʥʘʧʨʘʚʣʝʥʘ ʥʘ ʦʩ-

ʥʦʚʥʳʝ ʵʣʝʤʝʥʪʳ, ʠʟ ʢʦʪʦʨʳʭ ʩʢʣʘʜʳʚʘʝʪʩʷ ʨʝʧʝʨʪʫʘʨ ʠ ʝʛʦ ʠʩʧʦʣʥʝʥʠʝ. ɺ 

ʧʝʨʚʫʶ ʦʯʝʨʝʜʴ, ʵʪʦ ʨʘʙʦʪʘ ʩ ʵʣʝʤʝʥʪʘʤʠ ʩʧʝʢʪʘʢʣʝʡ, ʢʘʢ ʩʠʥʪʝʪʠʯʝʩʢʠʭ ʭʫ-

ʜʦʞʝʩʪʚʝʥʥʳʭ ʧʨʦʠʟʚʝʜʝʥʠʡ, ʢʫʜʘ ʤʦʞʥʦ ʦʪʥʝʩʪʠ ʦʩʚʦʝʥʠʝ ʭʦʨʝʦʛʨʘʬʠʯʝ-

ʩʢʠʭ ʪʝʢʩʪʦʚ, ʤʫʟʳʢʘʣʴʥʦʛʦ ʤʘʪʝʨʠʘʣʘ, ʨʘʙʦʪʫ ʧʦ ʩʦʟʜʘʥʠʶ ʭʫʜʦʞʝʩʪʚʝʥʥʳʭ 

ʦʙʨʘʟʦʚ, ʩʘʤʦʩʪʦʷʪʝʣʴʥʫʶ ʨʘʙʦʪʫ ʩ ʪʝʣʝʩʥʳʤ ʘʧʧʘʨʘʪʦʤ ʠ ʥʝʧʦʩʨʝʜʩʪʚʝʥʥʦ 

ʧʨʦʮʝʩʩ ʠʩʧʦʣʥʝʥʠʷ. ʇʦʠʩʢ ʘʨʪʠʩʪʦʤ ʙʘʣʝʪʘ ʧʫʪʝʡ ʚ ʨʝʰʝʥʠʠ ʩʚʦʠʭ ʧʨʦʬʝʩ-

ʩʠʦʥʘʣʴʥʳʭ ʟʘʜʘʯ ʠ ʧʨʦʙʣʝʤ ʧʨʠʚʦʜʠʪ ʝʛʦ ʢ ʥʝʦʙʭʦʜʠʤʦʩʪʠ ʦʩʚʘʠʚʘʪʴ ʟʥʘ-

ʥʠʷ, ʥʘʢʦʧʣʝʥʥʳʝ ʚ ʩʤʝʞʥʳʭ ʩ ʙʘʣʝʪʦʤ ʦʙʣʘʩʪʷʭ, ʠʩʢʘʪʴ ʠ ʫʩʚʘʠʚʘʪʴ ʜʦʧʦʣ-

ʥʠʪʝʣʴʥʳʝ ʦʙʲʸʤʳ ʧʨʦʬʝʩʩʠʦʥʘʣʴʥʦʛʦ, ʩʦʮʠʘʣʴʥʦʛʦ, ʦʙʱʝʥʘʫʯʥʦʛʦ ʠ ʢʫʣʴ-

ʪʫʨʥʦʛʦ ʦʧʳʪʘ. ʂ ʜʘʥʥʦʤʫ ʚʠʜʫ ʩʘʤʦʦʙʨʘʟʦʚʘʥʠʷ ʚ ʧʨʦʬʝʩʩʠʠ ʘʨʪʠʩʪʘ ʙʘʣʝʪʘ 

ʤʦʞʥʦ ʦʪʥʝʩʪʠ ʩʘʤʦʩʪʦʷʪʝʣʴʥʦ ʦʨʛʘʥʠʟʦʚʘʥʥʳʝ ʪʘʥʮʦʚʱʠʢʦʤ ʤʝʨʦʧʨʠʷʪʠʷ 

ʜʣʷ ʦʙʤʝʥʘ ʠʩʧʦʣʥʠʪʝʣʴʩʢʠʤ ʦʧʳʪʦʤ, ʚʣʠʷʥʠʝ ʧʨʦʬʝʩʩʠʦʥʘʣʴʥʦʛʦ ʦʢʨʫʞʝ-

ʥʠʷ, ʛʘʩʪʨʦʣʴʥʫʶ ʧʨʘʢʪʠʢʫ, ʨʘʩʰʠʨʝʥʠʝ ʩʦʮʠʘʣʴʥʦʛʦ ʦʧʳʪʘ, ʦʙʱʝʝ  ʠ ʢʫʣʴ-

ʪʫʨʥʦʝ ʨʘʟʚʠʪʠʝ ʧʦ ʩʦʙʩʪʚʝʥʥʦʡ ʠʥʠʮʠʘʪʠʚʝ. 

ʎʝʣʠ, ʩʧʦʩʦʙʳ ʠ ʩʨʝʜʩʪʚʘ ʩʘʤʦʦʙʨʘʟʦʚʘʥʠʷ ʦʧʨʝʜʝʣʷʶʪʩʷ ʩʘʤʠʤʠ ʠʩ-

ʧʦʣʥʠʪʝʣʝʤ, ʧʦʩʢʦʣʴʢʫ ʥʠʢʪʦ ʥʝ ʤʦʞʝʪ ʟʘʩʪʘʚʠʪʴ ʘʨʪʠʩʪʘ ʙʘʣʝʪʘ ʧʨʠʥʷʪʴ ʨʝ-

ʰʝʥʠʝ ʠ ʩʠʩʪʝʤʘʪʠʯʝʩʢʠ ʦʨʛʘʥʠʟʦʚʘʪʴ ʩʦʙʩʪʚʝʥʥʳʝ ʩʘʤʦʩʪʦʷʪʝʣʴʥʳʝ ʫʩʠʣʠʷ 

ʚ ʜʝʣʝ ʧʨʦʬʝʩʩʠʦʥʘʣʴʥʦʛʦ ʩʘʤʦʩʦʚʝʨʰʝʥʩʪʚʦʚʘʥʠʷ. ʆʜʥʘʢʦ ʩʘʤʦʦʙʨʘʟʦʚʘ-

ʪʝʣʴʥʳʝ ʤʝʪʦʜʳ ʢʘʢ ʩʧʦʩʦʙʳ ʨʝʰʝʥʠʷ ʟʘʜʘʯ [5] ʠ ʤʝʪʦʜʠʢʘ ʩʘʤʦʦʙʨʘʟʦʚʘʥʠʷ 



ʢʘʢ ʩʦʚʦʢʫʧʥʦʩʪʴ ʧʨʠʝʤʦʚ ʧʨʘʢʪʠʯʝʩʢʦʡ ʜʝʷʪʝʣʴʥʦʩʪʠ, ʧʨʠʚʦʜʷʱʝʡ ʢ ʟʘʨʘʥʝʝ 

ʦʧʨʝʜʝʣʝʥʥʦʤʫ ʨʝʟʫʣʴʪʘʪʫ [5], ʪʝʭʥʦʣʦʛʠʯʝʩʢʠ ʩʦʚʧʘʜʘʶʪ ʩ ʧʨʠʸʤʘʤʠ ʠ ʤʝ-

ʪʦʜʘʤʠ, ʠʩʧʦʣʴʟʫʝʤʳʤʠ ʚ ʩʠʩʪʝʤʝ ʦʙʨʘʟʦʚʘʥʠʷ. ʆʥʠ ʪʦʯʥʦ ʪʘʢ ʞʝ ʩʚʷʟʘʥʳ ʩ 

ʧʦʠʩʢʦʤ ʠ ʦʙʨʘʙʦʪʢʦʡ ʠʥʬʦʨʤʘʮʠʠ ʚ ʠʥʬʦʨʤʘʮʠʦʥʥʦʤ ʧʦʣʝ. ʇʦʵʪʦʤʫ ʧʨʘ-

ʚʠʣʴʥʝʝ ʙʫʜʝʪ ʛʦʚʦʨʠʪʴ ʥʝ ʦ ʤʝʪʦʜʘʭ ʩʘʤʦʦʙʨʘʟʦʚʘʥʠʷ, ʘ ʦ ʚʠʜʘʭ ʠ ʬʦʨʤʘʭ 

ʨʘʙʦʪʳ ʩ ʪʝʢʩʪʘʤʠ ʨʘʟʣʠʯʥʳʭ ʟʥʘʢʦʚʳʭ ʩʪʨʫʢʪʫʨ, ʠʩʧʦʣʴʟʫʝʤʳʭ  ʚ ʭʫʜʦʞʝ-

ʩʪʚʝʥʥʦʡ ʢʦʤʤʫʥʠʢʘʮʠʠ ʚ ʦʙʱʝʩʪʚʝ. 

ʇʨʘʢʪʠʯʝʩʢʠʡ ʠʩʧʦʣʥʠʪʝʣʴʩʢʠʡ ʦʧʳʪ ʨʘʙʦʪʳ ʘʚʪʦʨʘ ʚ ʥʝʩʢʦʣʴʢʠʭ ʛʦʩ-

ʫʜʘʨʩʪʚʝʥʥʳʭ ʤʫʟʳʢʘʣʴʥʳʭ ʪʝʘʪʨʘʭ ʈʦʩʩʠʠ ʧʦʢʘʟʳʚʘʝʪ, ʯʪʦ ʜʣʷ ʫʩʧʝʰʥʦʛʦ 

ʜʦʩʪʠʞʝʥʠʷ ʮʝʣʠ ʩʘʤʦʨʝʘʣʠʟʘʮʠʠ ʚ ʧʨʦʬʝʩʩʠʠ ʠ ʜʣʷ ʨʝʰʝʥʠʷ ʭʫʜʦʞʝʩʪʚʝʥ-

ʥʳʭ ʟʘʜʘʯ ʚ ʢʘʞʜʦʤ ʢʦʥʢʨʝʪʥʦʤ ʭʦʨʝʦʛʨʘʬʠʯʝʩʢʦʤ ʧʨʦʠʟʚʝʜʝʥʠʠ ʘʨʪʠʩʪʫ 

ʙʘʣʝʪʘ ʥʝʦʙʭʦʜʠʤʳ ʥʘʚʳʢʠ ʠ ʫʤʝʥʠʷ ʩʘʤʦʦʨʛʘʥʠʟʘʮʠʠ.  

ɺ ʢʫʣʴʪʫʨʝ ʆʤʩʢʦʡ ʦʙʣʘʩʪʠ ʤʠʩʩʠʷ ʧʨʝʜʩʪʘʚʣʝʥʠʷ ʭʦʨʝʦʛʨʘʬʠʯʝʩʢʦʛʦ 

ʠʩʢʫʩʩʪʚʘ ʚʦ ʚʩʸʤ ʤʥʦʛʦʦʙʨʘʟʠʠ ʚʦʟʣʦʞʝʥʘ ʥʘ ʦʜʠʥ ʠʟ ʢʨʫʧʥʝʡʰʠʭ ʢʦʣʣʝʢ-

ʪʠʚʦʚ ʨʝʛʠʦʥʘ ï ʆʤʩʢʠʡ ʛʦʩʫʜʘʨʩʪʚʝʥʥʳʡ ʤʫʟʳʢʘʣʴʥʳʡ ʪʝʘʪʨ. ɽʛʦ ʨʝʧʝʨʪʫʘʨ 

ʦʪʣʠʯʘʝʪʩʷ ʰʠʨʦʢʠʤ ʞʘʥʨʦʚʳʤ ʜʠʘʧʘʟʦʥʦʤ: ʦʪ ʢʣʘʩʩʠʯʝʩʢʦʡ ʦʧʝʨʳ ʜʦ ʤʶ-

ʟʠʢʣʘ ʠ ʨʦʢ-ʙʘʣʝʪʘ. ɹʘʣʝʪ ʢʘʢ ʚʳʩʰʘʷ ʬʦʨʤʘ ʪʘʥʮʝʚʘʣʴʥʦʛʦ ʠʩʢʫʩʩʪʚʘ ʧʨʝʜ-

ʩʪʘʚʣʝʥʘ ʣʫʯʰʠʤʠ ʦʙʨʘʟʮʘʤʠ ʢʣʘʩʩʠʯʝʩʢʦʛʦ ʥʘʩʣʝʜʠʷ, ʪʘʢʠʤʠ, ʢʘʢ çʃʝʙʝʜʠ-

ʥʦʝ ʦʟʝʨʦè, çʑʝʣʢʫʥʯʠʢè ʇ.ʀ. ʏʘʡʢʦʚʩʢʦʛʦ, çɾʠʟʝʣʴè ɸ. ɸʜʘʥʘ, çɼʦʥ ʂʠ-

ʭʦʪè ʃ. ʄʠʥʢʫʩʘ, ʧʨʦʠʟʚʝʜʝʥʠʷʤʠ, ʩʦʟʜʘʥʥʳʤʠ ʧʦ ʤʦʪʠʚʘʤ ʣʠʪʝʨʘʪʫʨʥʳʭ 

ʧʨʦʠʟʚʝʜʝʥʠʡ ʨʫʩʩʢʠʭ ʧʠʩʘʪʝʣʝʡ: çʈʫʩʣʘʥ ʠ ʃʶʜʤʠʣʘè ʥʘ ʤʫʟʳʢʫ ʄ.ʀ. 

ɻʣʠʥʢʠ, çɹʘʭʯʠʩʘʨʘʡʩʢʠʡ ʬʦʥʪʘʥè ɹ.ɺ. ɸʩʘʬʴʝʚʘ, çɸʥʶʪʘè ɺ.ɸ. ɻʘʚʨʠʣʠʥʘ, 

çʐʠʥʝʣʴè ʥʘ ʤʫʟʳʢʫ ʀ.ʉ. ɹʘʭʘ, ɻ.ʌ. ɻʝʥʜʝʣʷ, ɼ.ɼ. ʐʦʩʪʘʢʦʚʠʯʘ, 

ɸ.ɻ. ʐʥʠʪʢʝ, ʙʘʣʝʪʦʤ, ʩʦʟʜʘʥʥʦʤ ʧʦ ʤʦʪʠʚʘʤ ʧʘʤʷʪʥʠʢʘ ʩʨʝʜʥʝʚʝʢʦʚʦʡ 

ʘʨʘʙʩʢʦʡ ʠ ʧʝʨʩʠʜʩʢʦʡ ʣʠʪʝʨʘʪʫʨʳ çʊʳʩʷʯʘ ʠ ʦʜʥʘ ʥʦʯʴè ʥʘ ʤʫʟʳʢʫ ʌ. ɸʤʠ-

ʨʦʚʘ. ʆʩʦʙʦʝ ʤʝʩʪʦ ʟʘʥʠʤʘʶʪ ʙʘʣʝʪʳ, ʧʦʩʚʷʱʸʥʥʳʝ ʠʩʪʦʨʠʠ ʈʦʩʩʠʠ. ʕʪʦ 

ʩʧʝʢʪʘʢʣʠ çòʖʥʦʥʘò ʠ ñɸʚʦʩʴòè ɸ.ʃ. ʈʳʙʥʠʢʦʚʘ, çɸʧʦʬʝʦʟè ɸ.ɸ. ʇʘʥʪʳʢʠ-

ʥʘ, çʂʘʨʙʳʰʝʚè ʥʘ ʤʫʟʳʢʫ ɼ.ɼ. ʐʦʩʪʘʢʦʚʠʯʘ. ʊʘʢʞʝ ʚ ʨʝʧʝʨʪʫʘʨʝ ʝʩʪʴ ʙʘʣʝ-

ʪʳ ʜʣʷ ʜʝʪʝʡ ʠ ʶʥʦʰʝʩʪʚʘ: çɹʝʣʦʩʥʝʞʢʘ ʠ ʩʝʤʴ ʛʥʦʤʦʚè, çʇʝʧʧʠ ɼʣʠʥʥʳʡ 

ʏʫʣʦʢè ʂ.ʉ. ʍʘʯʘʪʫʨʷʥʘ, ʤʦʜʝʨʥ-ʙʘʣʝʪ çʃʘʙʠʨʠʥʪè ʠ ʜʨ. ʂʨʦʤʝ ʪʦʛʦ, ʨʘʟʚʸʨ-

ʥʫʪʳʝ ʪʘʥʮʝʚʘʣʴʥʳʝ ʩʮʝʥʳ, ʷʚʣʷʶʱʠʝʩʷ ʦʜʥʠʤ ʠʟ ʚʳʨʘʟʠʪʝʣʴʥʳʭ ʩʨʝʜʩʪʚ 

ʤʫʟʳʢʘʣʴʥʦʛʦ ʩʧʝʢʪʘʢʣʷ, ʚʢʣʶʯʝʥʳ ʚ ʦʧʝʨʳ, ʦʧʝʨʝʪʪʳ, ʤʫʟʳʢʘʣʴʥʳʝ ʢʦʤʝ-

ʜʠʠ ʠ ʤʶʟʠʢʣʳ. ʀʪʘʢ, ʨʘʟʥʦʦʙʨʘʟʠʝ ʩʧʝʢʪʘʢʣʝʡ ʚ ʨʝʧʝʨʪʫʘʨʝ ʆʤʩʢʦʛʦ ʤʫʟʳ-

ʢʘʣʴʥʦʛʦ ʪʝʘʪʨʘ ʧʨʝʜʩʪʘʚʣʷʝʪ ʭʦʨʝʦʛʨʘʬʠʯʝʩʢʦʝ ʠʩʢʫʩʩʪʚʦ ʚ ʨʘʟʥʳʭ ʘʩʧʝʢ-

ʪʘʭ. ɼʣʷ ʠʩʧʦʣʥʠʪʝʣʝʡ ʪʘʢʦʝ ʨʘʟʥʦʦʙʨʘʟʠʝ ʩʧʝʢʪʘʢʣʝʡ ʠʤʝʝʪ ʢʘʢ ʧʦʣʦʞʠ-

ʪʝʣʴʥʳʝ ʩʪʦʨʦʥʳ, ʪʘʢ ʠ ʦʪʨʠʮʘʪʝʣʴʥʳʝ ʤʦʤʝʥʪʳ, ʢʦʪʦʨʳʝ ʧʦʜʪʘʣʢʠʚʘʶʪ ʪʘʥ-

ʮʦʚʱʠʢʦʚ ʢ ʢʦʥʩʪʨʫʢʪʠʚʥʳʤ ʜʝʡʩʪʚʠʷʤ. ʅʘʧʨʠʤʝʨ, ʩ ʦʜʥʦʡ ʩʪʦʨʦʥʳ, ʨʘʟʥʦ-

ʦʙʨʘʟʠʝ ʞʘʥʨʦʚ ʆʤʩʢʦʛʦ ʤʫʟʳʢʘʣʴʥʦʛʦ ʪʝʘʪʨʘ ʜʘʸʪ ʚʦʟʤʦʞʥʦʩʪʴ ʨʝʘʣʠʟʦ-

ʚʘʪʴʩʷ ʘʨʪʠʩʪʫ ʙʘʣʝʪʘ ʢʘʢ ʪʚʦʨʯʝʩʢʦʡ ʣʠʯʥʦʩʪʠ ʚ ʠʩʧʦʣʥʝʥʠʠ ʩʧʝʢʪʘʢʣʝʡ 

ʨʘʟʣʠʯʥʦʡ ʪʝʤʘʪʠʢʠ ʠ ʩʪʠʣʠʩʪʠʯʝʩʢʠʭ ʥʘʧʨʘʚʣʝʥʠʡ. ʊʘʥʮʦʚʱʠʢ ʧʨʠʦʙʨʝʪʘʝʪ 



ʪʘʢʠʝ ʮʝʥʥʳʝ ʢʘʯʝʩʪʚʘ, ʢʘʢ ʫʥʠʚʝʨʩʘʣʴʥʦʩʪʴ ʠ ʨʘʟʥʦʧʣʘʥʦʚʦʩʪʴ, ʢʦʪʦʨʳʝ 

ʧʦʟʚʦʣʷʶʪ ʝʤʫ ʠʩʧʦʣʥʷʪʴ ʢʣʘʩʩʠʯʝʩʢʠʝ ʧʘʨʪʠʠ ʠ ʦʩʪʨʦʭʘʨʘʢʪʝʨʥʳʝ ʨʦʣʠ, 

ʨʘʟʥʳʝ ʧʦ ʩʦʜʝʨʞʘʥʠʶ ʠ ʩʤʳʩʣʦʚʦʤʫ ʥʘʧʦʣʥʝʥʠʶ. ʉ ʜʨʫʛʦʡ ʩʪʦʨʦʥʳ, ʩʣʝʜ-

ʩʪʚʠʝʤ ʪʘʢʦʛʦ ʨʘʟʥʦʦʙʨʘʟʠʷ ʷʚʣʷʝʪʩʷ ʥʝʯʘʩʪʳʡ ʧʦʢʘʟ ʢʣʘʩʩʠʯʝʩʢʠʭ ʙʘʣʝʪʥʳʭ 

ʩʧʝʢʪʘʢʣʝʡ, ʠʩʧʦʣʥʝʥʠʝ ʢʦʪʦʨʳʭ ʪʨʝʙʫʝʪ ʦʪ ʘʨʪʠʩʪʦʚ ʙʘʣʝʪʘ ʦʩʦʙʦ ʪʱʘʪʝʣʴ-

ʥʦʡ ʧʦʜʛʦʪʦʚʢʠ ʠ ʢʨʦʧʦʪʣʠʚʦʡ ʨʘʙʦʪʳ ʥʘʜ ʩʦʙʦʡ. ʉ ʦʜʥʦʡ ʩʪʦʨʦʥʳ, ʩʨʘʚʥʠ-

ʪʝʣʴʥʦ ʥʝʙʦʣʴʰʦʡ ʩʦʩʪʘʚ ʪʨʫʧʧʳ, ʨʘʟʣʠʯʥʳʝ ʥʝ ʟʘʚʠʩʷʱʠʝ ʦʪ ʘʨʪʠʩʪʦʚ ʩʠʪʫ-

ʘʮʠʠ ʠ ʦʙʩʪʦʷʪʝʣʴʩʪʚʘ ʥʝʧʨʝʦʜʦʣʠʤʦʡ ʩʠʣʳ ʥʝʨʝʜʢʦ ʧʨʝʜʦʩʪʘʚʣʷʶʪ ʪʘʥʮʦʚ-

ʱʠʢʫ ʚʦʟʤʦʞʥʦʩʪʴ ʚʳʡʪʠ ʚ ʥʦʚʦʡ ʜʣʷ ʩʝʙʷ ʨʦʣʠ. ʉ ʜʨʫʛʦʡ ʩʪʦʨʦʥʳ, ʠʟʚʝʩʪ-

ʥʘʷ ʦʛʨʘʥʠʯʝʥʥʦʩʪʴ ʨʝʧʝʨʪʫʘʨʘ ʠ ʥʝʚʦʟʤʦʞʥʦʩʪʴ ʠʩʧʦʣʥʠʪʴ ʞʝʣʘʝʤʳʝ ʨʦʣʠ 

ʠʟ-ʟʘ ʙʝʩʧʝʨʩʧʝʢʪʠʚʥʦʛʦ ʦʪʩʫʪʩʪʚʠʷ ʩʧʝʢʪʘʢʣʝʡ ʚ ʨʝʧʝʨʪʫʘʨʝ ʨʝʛʠʦʥʘʣʴʥʦʛʦ 

ʪʝʘʪʨʘ ʧʦʜʪʘʣʢʠʚʘʝʪ ʪʘʥʮʦʚʱʠʢʦʚ ʢ ʩʘʤʦʩʪʦʷʪʝʣʴʥʦʤʫ ʦʩʚʦʝʥʠʶ ʥʦʚʦʛʦ ʤʘ-

ʪʝʨʠʘʣʘ ʩ ʮʝʣʴʶ ʝʛʦ ʠʩʧʦʣʥʝʥʠʷ ʚ ʜʨʫʛʠʭ ʪʝʘʪʨʘʭ. 

ɺ ʆʤʩʢʝ ʥʝʪ ʩʚʦʝʡ ʙʘʣʝʪʥʦʡ ʰʢʦʣʳ, ʚ ʢʦʪʦʨʦʡ ʙʳʣʦ ʙʳ ʦʨʛʘʥʠʟʦʚʘʥʦ 

ʦʙʫʯʝʥʠʝ ʧʦ ʧʨʦʛʨʘʤʤʝ ʩʨʝʜʥʠʭ ʠ ʚʳʩʰʠʭ ʭʦʨʝʦʛʨʘʬʠʯʝʩʢʠʭ ʫʯʝʙʥʳʭ ʟʘʚʝ-

ʜʝʥʠʡ ʧʦ ʩʧʝʮʠʘʣʴʥʦʩʪʠ çʘʨʪʠʩʪ ʙʘʣʝʪʘè. ʕʪʦ ʦʪʨʘʞʘʝʪʩʷ ʚ ʨʘʟʥʦʤ ʧʨʦʬʝʩ-

ʩʠʦʥʘʣʴʥʦʤ ʫʨʦʚʥʝ ʘʨʪʠʩʪʦʚ ʙʘʣʝʪʘ ʆʤʩʢʦʛʦ ʤʫʟʳʢʘʣʴʥʦʛʦ ʪʝʘʪʨʘ, ʠ, ʢʘʢ 

ʩʣʝʜʩʪʚʠʝ, ʚ ʦʪʩʫʪʩʪʚʠʠ ʚ ʨʝʧʝʨʪʫʘʨʥʦʡ ʘʬʠʰʝ ʧʨʦʜʫʤʘʥʥʦʛʦ ʩʦʦʪʥʦʰʝʥʠʷ 

ʢʦʣʠʯʝʩʪʚʘ ʩʧʝʢʪʘʢʣʝʡ ʢʣʘʩʩʠʯʝʩʢʦʛʦ ʥʘʩʣʝʜʠʷ ʠ ʩʦʚʨʝʤʝʥʥʳʭ ʧʦʩʪʘʥʦʚʦʢ. 

ʄʥʦʛʠʝ ʩʧʝʢʪʘʢʣʠ ʥʝ ʠʩʧʦʣʥʷʶʪʩʷ ʛʦʜʘʤʠ, ʠ ʠʭ ʚʦʟʦʙʥʦʚʣʝʥʠʝ ʩʪʘʥʦʚʠʪʩʷ 

ʢʘʢ ʧʨʝʤʴʝʨʘ. ʅʝʩʤʦʪʨʷ ʥʘ ʵʪʫ ʧʨʦʙʣʝʤʫ, ʦʩʥʦʚʥʦʡ ʧʨʦʬʝʩʩʠʦʥʘʣʴʥʦʡ ʮʝʣʴʶ 

ʠ ʦʙʷʟʘʥʥʦʩʪʴʶ ʚ ʨʘʙʦʪʝ ʘʨʪʠʩʪʦʚ ʙʘʣʝʪʘ ʦʩʪʘʸʪʩʷ ʢʘʯʝʩʪʚʝʥʥʦʝ ʠʩʧʦʣʥʝʥʠʝ 

ʩʧʝʢʪʘʢʣʝʡ ʪʝʘʪʨʘʣʴʥʦʛʦ ʨʝʧʝʨʪʫʘʨʘ. ʅʝʦʙʭʦʜʠʤʦʩʪʴ ʦʩʚʦʝʥʠʷ ʥʦʚʦʡ ʣʝʢʩʠʢʠ 

ʚ ʧʦʩʪʘʥʦʚʢʘʭ ʩʦʚʨʝʤʝʥʥʳʭ ʭʦʨʝʦʛʨʘʬʦʚ ʪʘʢʞʝ ʧʦʜʚʦʜʠʪ ʠʩʧʦʣʥʠʪʝʣʝʡ ʢ ʩʘ-

ʤʦʚʦʩʧʠʪʘʥʠʶ ʛʠʙʢʦʩʪʠ ʭʫʜʦʞʝʩʪʚʝʥʥʦʛʦ ʤʳʰʣʝʥʠʷ.  

ʅʫʞʥʦ ʦʪʤʝʪʠʪʴ, ʯʪʦ ʩʘʤʦʦʙʨʘʟʦʚʘʥʠʝ ʚ ʙʘʣʝʪʝ ʚʣʝʯʸʪ ʟʘ ʩʦʙʦʡ ʨʘʟʚʠ-

ʪʠʝ ʣʠʯʥʦʩʪʠ ʘʨʪʠʩʪʘ, ʧʦʩʢʦʣʴʢʫ ʚ ʦʨʛʘʥʠʟʘʮʠʠ ʠ ʦʩʫʱʝʩʪʚʣʝʥʠʠ ʧʨʦʮʝʩʩʘ 

ʩʘʤʦʦʙʨʘʟʦʚʘʥʠʷ ʦʢʘʟʳʚʘʶʪʩʷ ʟʘʜʝʡʩʪʚʦʚʘʥʥʳʤʠ ʚʥʫʪʨʝʥʥʠʝ ʨʝʩʫʨʩʳ, ʠ 

ʣʠʯʥʦʩʪʴ ʪʘʥʮʦʚʱʠʢʘ ʥʘʯʠʥʘʝʪ ʦʢʘʟʳʚʘʪʴ ʧʝʜʘʛʦʛʠʯʝʩʢʦʝ ʚʦʟʜʝʡʩʪʚʠʝ ʥʘ ʩʝ-

ʙʷ. ʆʜʥʠʤ ʠʟ ʵʣʝʤʝʥʪʦʚ ʪʘʢʦʛʦ ʚʦʟʜʝʡʩʪʚʠʷ ʷʚʣʷʝʪʩʷ ʩʘʤʦʚʦʩʧʠʪʘʥʠʝ.  

ʀʩʩʣʝʜʦʚʘʪʝʣʴ ʧʨʦʙʣʝʤ ʚʦʩʧʠʪʘʥʠʷ ʪʚʦʨʯʝʩʢʠʭ ʩʧʦʩʦʙʥʦʩʪʝʡ ʣʠʯʥʦʩʪʠ 

ɺ.ʀ. ɸʥʜʨʝʝʚ ʦʪʤʝʪʠʣ, ʯʪʦ çʚ ʩʦʚʨʝʤʝʥʥʦʡ ʧʝʜʘʛʦʛʠʯʝʩʢʦʡ ʣʠʪʝʨʘʪʫʨʝ ʨʦʣʴ ʠ 

ʟʥʘʯʝʥʠʝ ʩʘʤʦʚʦʩʧʠʪʘʥʠʷ ʷʚʥʦ ʥʝʜʦʦʮʝʥʠʚʘʝʪʩʷè [7, ʩ.133]. ʆʥ ʚʧʝʨʚʳʝ, ʨʘʩ-

ʩʤʦʪʨʝʚ ʜʠʘʣʝʢʪʠʢʫ ʚʦʩʧʠʪʘʥʠʷ ʠ ʩʘʤʦʚʦʩʧʠʪʘʥʠʷ, ʫʯʠʪʳʚʘʷ ʜʦʩʪʠʞʝʥʠʷ ʧʝ-

ʜʘʛʦʛʠʯʝʩʢʦʡ ʤʳʩʣʠ, ʦʧʳʪ ʠ ʵʢʩʧʝʨʠʤʝʥʪʳ, ʩʠʩʪʝʤʘʪʠʟʠʨʦʚʘʣ ʟʘʢʦʥʦʤʝʨʥʦ-

ʩʪʠ, ʧʨʠʥʮʠʧʳ ʠ ʧʨʘʚʠʣʘ ʩʘʤʦʚʦʩʧʠʪʘʥʠʷ. 

ɺ ʜrʝʣʝʥʥʳʡ ʠ ʦʧʨʝʜʝʣʝʥʥʳʡ ɺ.ʀ. ɸʥʜʨʝʝʚʳʤ ʧʨʠʥʮʠʧ ʩʘʤʦʫʧʨʘʚʣʝ-

ʥʠʷ ʚ ʫʯʝʙʥʦ-ʪʚʦʨʯʝʩʢʦʡ ʜʝʷʪʝʣʴʥʦʩʪʠ ʠ ʩʘʤʦʚʦʩʧʠʪʘʥʠʠ, ʧʦʟʚʦʣʷʝʪ ʨʘʩ-

ʩʤʦʪʨʝʪʴ ʪʝʭʥʦʣʦʛʠʶ, ʚʥʫʪʨʝʥʥʶʶ ʩʪʨʫʢʪʫʨʫ ʩʘʤʦʚʦʩʧʠʪʘʥʠʷ [7, ʩ.141]. ɺ 



ʥʸʤ ʤʦʞʥʦ ʚʳʜʝʣʠʪʴ ʪʨʠ ʵʪʘʧʘ, ʢʘʞʜʳʡ ʠʟ ʢʦʪʦʨʳʭ, ʚ ʩʚʦʶ ʦʯʝʨʝʜʴ, ʨʘʟʜʝʣʷ-

ʝʪʩʷ ʥʘ ʥʝʩʢʦʣʴʢʦ ʟʚʝʥʴʝʚ:  

1. ʆʧʨʝʜʝʣʝʥʠʝ ʮʝʣʠ. 

2. ɼʝʷʪʝʣʴʥʦʩʪʴ ʧʦ ʚʳʧʦʣʥʝʥʠʶ ʥʘʤʝʯʝʥʥʦʛʦ ʧʣʘʥʘ ʜʦʩʪʠʞʝʥʠʷ ʮʝ-

ʣʠ. 

3. ʇʦʜʚʝʜʝʥʠʝ ʠʪʦʛʦʚ ʨʘʙʦʪʳ. 

ʇʝʨʚʳʡ ʵʪʘʧ ʦʩʥʦʚʘʥ ʥʘ ʧʨʠʥʮʠʧʝ ʮʝʣʝʧʦʣʘʛʘʥʠʷ. ʉʘʤʦʚʦʩʧʠʪʘʥʠʝ 

ʥʘʯʠʥʘʝʪʩʷ ʩ ʦʩʦʟʥʘʥʠʷ ʠ ʧʨʠʥʷʪʠʷ ʦʙʲʝʢʪʠʚʥʦʡ ʮʝʣʠ ʢʘʢ ʩʫʙʲʝʢʪʠʚʥʦʛʦ, 

ʞʝʣʘʪʝʣʴʥʦʛʦ ʤʦʪʠʚʘ ʩʚʦʝʡ ʜʝʷʪʝʣʴʥʦʩʪʠ. ʋʯʠʪʳʚʘʷ ʨʘʥʥʶʶ ʧʨʦʬʝʩʩʠʦʥʘ-

ʣʠʟʘʮʠʶ ʘʨʪʠʩʪʦʚ ʙʘʣʝʪʘ, ʤʦʞʥʦ ʩʢʘʟʘʪʴ, ʯʪʦ ʮʝʣʴ  ʩʪʘʪʴ ʚʦʩʪʨʝʙʦʚʘʥʥʳʤ ʠ 

ʫʩʧʝʰʥʳʤ ʘʨʪʠʩʪʦʤ ʧʦʷʚʣʷʝʪʩʷ ʫ ʤʥʦʛʠʭ ʪʘʥʮʦʚʱʠʢʦʚ ʚ ʜʝʪʩʪʚʝ, ʩ ʥʘʯʘʣʦʤ 

ʦʩʚʦʝʥʠʷ ʠʟʙʨʘʥʥʦʛʦ ʜʝʣʘ. ʉʫʙʲʝʢʪʠʚʥʘʷ ʧʦʩʪʘʥʦʚʢʘ ʨʝʙʝʥʢʦʤ ʮʝʣʠ ʩʚʦʝʡ 

ʫʯʝʙʥʦʡ ʜʝʷʪʝʣʴʥʦʩʪʠ ï ʦʚʣʘʜʝʥʠʷ ʧʨʦʬʝʩʩʠʝʡ ʘʨʪʠʩʪʘ ʙʘʣʝʪʘ ï ʦʧʨʝʜʝʣʷʝʪ 

ʮʝʣʴ ʝʛʦ ʧʦʚʝʜʝʥʠʷ, ʧʦʨʦʞʜʘʝʪ ʩʦʟʥʘʪʝʣʴʥʦʝ ʥʘʧʨʷʞʝʥʠʝ ʚʦʣʠ, ʦʧʨʝʜʝʣʝʥʠʝ 

ʧʣʘʥʘ ʜʝʷʪʝʣʴʥʦʩʪʠ ʥʘ ʙʫʜʫʱʝʝ. ɺ ʢʦʥʮʝ ʧʦʜʨʦʩʪʢʦʚʦʛʦ ʠ ʨʘʥʥʝʤ ʶʥʦʰʝ-

ʩʢʦʤ ʚʦʟʨʘʩʪʝ, ʪʦ ʝʩʪʴ ʚ ʩʪʘʨʰʠʭ ʢʣʘʩʩʘʭ ʭʦʨʝʦʛʨʘʬʠʯʝʩʢʦʛʦ ʫʯʝʙʥʦʛʦ ʟʘʚʝ-

ʜʝʥʠʷ, ʚʤʝʩʪʝ ʩ ʬʦʨʤʠʨʦʚʘʥʠʝʤ ʩʧʦʩʦʙʥʦʩʪʠ ʘʥʘʣʠʟʠʨʦʚʘʪʴ ʩʚʦʠ ʧʦʩʪʫʧʢʠ ʠ 

ʩʪʘʚʠʪʴ ʧʝʨʝʜ ʩʦʙʦʡ ʦʙʱʝʩʪʚʝʥʥʦ ʟʥʘʯʠʤʳʝ ʮʝʣʠ ʪʘʥʮʦʚʱʠʢ ʥʘʯʠʥʘʝʪ ʧʦʥʠ-

ʤʘʪʴ ʥʝ ʪʦʣʴʢʦ ʚʥʝʰʥʠʝ ʜʣʷ ʥʝʛʦ ʮʝʣʠ, ʥʦ ʪʘʢʞʝ ʮʝʣʠ ʩʚʦʝʛʦ ʩʦʙʩʪʚʝʥʥʦʛʦ 

ʚʦʩʧʠʪʘʥʠʷ ʢʘʢ ʜʝʷʪʝʣʴʥʦʩʪʠ, ʥʘʧʨʘʚʣʝʥʥʦʡ ʥʘ ʨʘʟʚʠʪʠʝ ʫ ʩʝʙʷ ʧʦʣʦʞʠʪʝʣʴ-

ʥʳʭ ʢʘʯʝʩʪʚ ʣʠʯʥʦʩʪʠ. 

ʅʘ ʵʪʘʧʝ ʦʧʨʝʜʝʣʝʥʠʷ ʮʝʣʠ ʤʦʞʥʦ ʚʳʜʝʣʠʪʴ ʪʨʠ ʵʣʝʤʝʥʪʘ: 

1. ʉʘʤʦʧʦʟʥʘʥʠʝ, ʪ.ʝ. ʠʟʫʯʝʥʠʝ ʩʘʤʦʛʦ ʩʝʙʷ, ʦʧʨʝʜʝʣʝʥʠʝ ʫʨʦʚʥʷ 

ʨʘʟʚʠʪʠʷ ʠʥʪʝʨʝʩʫʶʱʠʭ ʚʦʩʧʠʪʘʥʥʠʢʘ ʢʘʯʝʩʪʚ, ʦʪʢʨʳʪʠʝ ʠ ʦʩʦʟʥʘʥʠʝ ʧʨʠʨʦ-

ʜʳ ʠ ʛʝʥʝʪʠʯʝʩʢʠ ʟʘʣʦʞʝʥʥʳʭ ʚʦʟʤʦʞʥʦʩʪʝʡ ʩʚʦʝʛʦ ʪʝʣʝʩʥʦʛʦ ʘʧʧʘʨʘʪʘ. ʉʘ-

ʤʦʧʦʟʥʘʥʠʝ ʧʨʦʠʩʭʦʜʠʪ ʧʦʜ ʚʣʠʷʥʠʝʤ ʩʨʝʜʳ ʙʘʣʝʪʥʦʛʦ ʫʯʝʙʥʦʛʦ ʟʘʚʝʜʝʥʠʷ, 

ʤʥʝʥʠʷ ʨʦʜʠʪʝʣʝʡ, ʧʝʜʘʛʦʛʦʚ, ʚʦʩʧʠʪʘʪʝʣʝʡ.  

2. ʆʧʨʝʜʝʣʝʥʠʝ ʠʜʝʘʣʘ (ʥʨʘʚʩʪʚʝʥʥʦʛʦ, ʪʨʫʜʦʚʦʛʦ, ʵʩʪʝʪʠʯʝʩʢʦʛʦ) ʫ 

ʫʯʘʱʠʭʩʷ ʙʘʣʝʪʥʦʛʦ ʫʯʝʙʥʦʛʦ ʟʘʚʝʜʝʥʠʷ ʪʘʢ ʞʝ ʩʚʷʟʘʥʦ ʩ ʦʨʠʝʥʪʘʮʠʝʡ ʥʘ 

ʧʨʦʬʝʩʩʠʦʥʘʣʴʥʳʝ ʜʦʩʪʠʞʝʥʠʷ. ʕʪʦ ʧʦʢʘʟʘʣʠ ʨʝʟʫʣʴʪʘʪʳ ʦʧʨʦʩʦʚ, ʧʨʦʚʝʜʸʥ-

ʥʳʭ ʅ.ɺ. ʑʝʛʣʦʚʳʤ, ʧʨʝʧʦʜʘʚʘʪʝʣʝʤ ɸʢʘʜʝʤʠʠ ʈʫʩʩʢʦʛʦ ʙʘʣʝʪʘ ʠʤʝʥʠ 

ɸ.ʗ. ɺʘʛʘʥʦʚʦʡ, ʩʨʝʜʠ ʩʪʫʜʝʥʪʦʚ ʠʩʧʦʣʥʠʪʝʣʴʩʢʦʛʦ ʬʘʢʫʣʴʪʝʪʘ [8]. ɺ ʦʧʨʝ-

ʜʝʣʝʥʠʠ ʠʜʝʘʣʘ ʫʯʘʱʠʝʩʷ ʦʨʠʝʥʪʠʨʫʶʪʩʷ ʚ ʙʦʣʴʰʝʡ ʤʝʨʝ ʥʘ ʧʨʠʤʝʨʳ ʚʳʜʘ-

ʶʱʠʭʩʷ ʠʩʧʦʣʥʠʪʝʣʝʡ ʩʦʚʨʝʤʝʥʥʦʩʪʠ, ʧʨʠʚʣʝʢʘʪʝʣʴʥʳʝ ʦʙʨʘʟʮʳ ʚʥʝʰʥʝʛʦ 

ʧʦ ʦʪʥʦʰʝʥʠʶ ʢ ʦʬʠʮʠʘʣʴʥʦʡ ʩʠʩʪʝʤʝ ʚʦʩʧʠʪʘʥʠʷ ʧʣʘʥʘ ʜʝʡʩʪʚʠʡ. 

3. ʉʘʤʦʦʙʷʟʘʪʝʣʴʩʪʚʦ ï ʵʪʦ ʧʣʘʥ ʨʘʙʦʪʳ ʥʘʜ ʩʦʙʦʡ, ʩʦʚʦʢʫʧʥʦʩʪʴ 

ʧʨʦʛʨʘʤʤʥʳʭ ʜʝʡʩʪʚʠʡ ʧʦ ʬʦʨʤʠʨʦʚʘʥʠʶ ʢʦʥʢʨʝʪʥʳʭ ʢʘʯʝʩʪʚ  ʚ ʮʝʣʷʭ ʣʠʯ-

ʥʦʛʦ ʠ ʧʨʦʬʝʩʩʠʦʥʘʣʴʥʦʛʦ ʨʦʩʪʘ ʠ ʜʨ. ʆʥʦ ʤʦʞʝʪ ʠʤʝʪʴ ʬʦʨʤʫ ʤʝʯʪʳ, ʠʣʣʶ-

ʟʦʨʥʦʛʦ ʠʜʝʘʣʴʥʦʛʦ ʚʦʩʭʦʞʜʝʥʠʷ ʠʣʠ ʢʦʥʢʨʝʪʥʫʶ ʩʠʩʪʝʤʫ ʩʘʤʦʦʙʝʱʘʥʠʡ. 



ʅʘ ʦʩʥʦʚʘʥʠʠ ʧʨʘʢʪʠʯʝʩʢʦʛʦ ʦʧʳʪʘ ʤʦʞʥʦ ʫʪʚʝʨʞʜʘʪʴ, ʯʪʦ ʠʟ ʫʢʘʟʘʥ-

ʥʳʭ ʪʨʸʭ ʵʣʝʤʝʥʪʦʚ ʵʪʘʧʘ ʬʦʨʤʠʨʦʚʘʥʠʷ ʮʝʣʠ ʵʣʝʤʝʥʪ ʩʘʤʦʧʦʟʥʘʥʠʷ ʦʢʘʟʳ-

ʚʘʝʪʩʷ ʩʘʤʦʡ ʩʣʦʞʥʦʡ ʩʪʫʧʝʥʴʶ ʩʘʤʦʚʦʩʧʠʪʘʥʠʷ ʜʣʷ ʬʦʨʤʠʨʫʶʱʝʡʩʷ ʣʠʯ-

ʥʦʩʪʠ ʘʨʪʠʩʪʘ ʙʘʣʝʪʘ, ʧʦʩʢʦʣʴʢʫ ʫʤʝʥʠʝ ʦʙʲʝʢʪʠʚʥʦ ʚʟʛʣʷʥʫʪʴ ʥʘ ʩʝʙʷ ʠ ʧʨʠ-

ʥʷʪʴ ʩʚʦʶ ʜʘʥʥʦʩʪʴ, ʩʚʷʟʘʥʦ ʩ ʦʧʨʝʜʝʣʸʥʥʳʤ ʫʨʦʚʥʝʤ ʨʘʟʚʠʪʠʷ ʨʝʬʣʝʢʩʠʠ ʠ 

ʩʦʦʪʚʝʪʩʪʚʫʶʱʠʤ ʥʘʙʦʨʦʤ ʥʨʘʚʩʪʚʝʥʥʳʭ ʢʘʯʝʩʪʚ. ʉʘʤʦʧʨʦʝʢʪʠʨʦʚʘʥʠʝ ʣʠʯ-

ʥʦʩʪʠ ʘʨʪʠʩʪʘ ʙʘʣʝʪʘ ʦʩʥʦʚʘʥʦ ʥʘ ʦʧʨʝʜʝʣʝʥʠʠ ʠʜʝʘʣʘ ʠ ʩʘʤʦʦʙʷʟʘʪʝʣʴʩʪʚʘʭ. 

ʆʥʦ ʩʚʷʟʘʥʦ ʩ ʩʦʟʜʘʥʠʝʤ ʦʙʨʘʟʘ, ʢ ʢʦʪʦʨʦʤʫ ʩʪʨʝʤʠʪʩʷ ʪʘʥʮʦʚʱʠʢ, ʠ ʧʦʩʪʨʦ-

ʝʥʠʝʤ ʧʣʘʥʘ ʝʛʦ ʜʦʩʪʠʞʝʥʠʷ.  

ɺʪʦʨʦʡ ʵʪʘʧ ï ʨʘʙʦʪʘ ʧʦ ʚʳʧʦʣʥʝʥʠʶ ʥʘʤʝʯʝʥʥʦʛʦ ʧʣʘʥʘ ʩʘʤʦʚʦʩʧʠʪʘ-

ʥʠʷ. ɺ ʥʝʡ ʤʦʞʥʦ ʚʳʜʝʣʠʪʴ ʩʘʤʦʫʙʝʞʜʝʥʠʝ, ʩʘʤʦʚʥʫʰʝʥʠʝ, ʩʘʤʦʦʙʦʜʨʝʥʠʝ, 

ʩʘʤʦʧʨʠʥʫʞʜʝʥʠʝ, ʩʘʤʦʧʨʠʢʘʟ. ʄʘʪʝʨʠʘʣʴʥʘʷ ʧʨʠʨʦʜʘ ʪʝʣʝʩʥʦʛʦ ʘʧʧʘʨʘʪʘ 

ʪʘʥʮʦʚʱʠʢʘ ʧʨʠʥʫʞʜʘʝʪ ʝʛʦ ʟʘʜʝʡʩʪʚʦʚʘʪʴ ʚʥʫʪʨʝʥʥʠʝ ʫʩʠʣʠʷ ʚ  ʚʦʩʧʦʣʥʝ-

ʥʠʠ ʧʩʠʭʦʬʠʟʠʯʝʩʢʠʭ ʟʘʪʨʘʪ, ʚ ʧʨʝʦʜʦʣʝʥʠʠ ʚʥʫʪʨʝʥʥʠʭ ʥʘʧʨʷʞʝʥʠʡ, ʧʨʦʪʠ-

ʚʦʨʝʯʠʡ ʠ ʙʝʩʩʦʟʥʘʪʝʣʴʥʳʭ ʧʨʦʷʚʣʝʥʠʡ. ʋʢʘʟʘʥʥʳʝ ʩʧʦʩʦʙʳ ʚʦʟʜʝʡʩʪʚʠʷ 

ʚʦʩʧʠʪʘʥʥʠʢʘ ʥʘ ʩʝʙʷ ʦʢʘʟʳʚʘʶʪʩʷ ʢʣʶʯʝʚʳʤ, ʛʣʘʚʥʳʤ ʨʘʙʦʯʠʤ ʠʥʩʪʨʫʤʝʥ-

ʪʦʤ ʩʘʤʦʚʦʩʧʠʪʘʥʠʷ. ʅʘʟʚʘʪʴ ʵʪʦʪ ʧʨʦʮʝʩʩ ʤʦʞʥʦ ʩʘʤʦʬʦʨʤʠʨʦʚʘʥʠʝʤ. ʆʥ 

ʧʨʦʪʝʢʘʝʪ ʢʘʢ ʫʩʪʘʥʦʚʣʝʥʠʝ ʩʘʤʦʨʝʞʠʤʘ, ʩʘʤʦʨʝʛʫʣʷʮʠʠ, ʩʘʤʦʫʧʨʘʚʣʝʥʠʷ. 

ɺʩʝ ʵʪʦ ʪʨʝʙʫʝʪ ʚʦʣʠ, ʫʚʝʨʝʥʥʦʩʪʠ ʚ ʧʦʣʝʟʥʦʩʪʠ ʠ ʥʝʦʙʭʦʜʠʤʦʩʪʠ ʧʦʩʪʘʚʣʝʥ-

ʥʦʡ ʮʝʣʠ.  

ʊʨʝʪʠʡ ʵʪʘʧ ï ʧʦʜʚʝʜʝʥʠʝ ʠʪʦʛʦʚ ʨʘʙʦʪʳ, ʦʧʨʝʜʝʣʝʥʠʝ ʨʝʟʫʣʴʪʘʪʦʚ 

ʧʨʠʣʦʞʝʥʥʳʭ ʫʩʠʣʠʡ, ʵʬʬʝʢʪʠʚʥʦʩʪʠ ʨʘʙʦʪʳ ʥʘʜ ʩʦʙʦʡ. ɿʜʝʩʴ ʤʦʞʥʦ ʚʳʜʝ-

ʣʠʪʴ ʩʧʦʩʦʙʳ ʚʦʟʜʝʡʩʪʚʠʷ, ʢʦʪʦʨʳʝ ʪʝʦʨʝʪʠʯʝʩʢʠ ʟʘʚʝʨʰʘʶʪ ʧʨʦʮʝʩʩ ʩʘʤʦ-

ʚʦʩʧʠʪʘʥʠʷ. ʕʪʦ ʩʘʤʦʥʘʙʣʶʜʝʥʠʝ, ʩʘʤʦʢʦʥʪʨʦʣʴ, ʩʘʤʦʘʥʘʣʠʟ, ʩʘʤʦʦʮʝʥʢʘ. 

ʆʥʠ ʧʦʜʨʘʟʫʤʝʚʘʶʪ ʢʨʠʪʠʯʝʩʢʦʝ ʦʪʥʦʰʝʥʠʝ ʢ ʩʝʙʝ, ʧʦʩʪʦʷʥʥʦʝ ʩʦʧʦʩʪʘʚʣʝ-

ʥʠʝ ʩʚʦʠʭ ʚʦʟʤʦʞʥʦʩʪʝʡ ʠ ʧʨʝʜʲʷʚʣʷʝʤʳʭ ʧʨʦʬʝʩʩʠʦʥʘʣʴʥʳʭ ʪʨʝʙʦʚʘʥʠʡ. 

ʅʘ ʦʩʥʦʚʝ ʵʪʦʛʦ ʩʦʧʦʩʪʘʚʣʝʥʠʷ ʚʦʩʧʠʪʳʚʘʝʪʩʷ ʫʤʝʥʠʝ ʩʘʤʦʩʪʦʷʪʝʣʴʥʦ ʛʨʘ-

ʤʦʪʥʦ ʩʪʘʚʠʪʴ ʧʝʨʝʜ ʩʦʙʦʡ ʦʩʫʱʝʩʪʚʠʤʳʝ ʮʝʣʠ ʚ ʩʦʦʪʚʝʪʩʪʚʠʠ ʩʦ ʩʚʦʠʤʠ ʨʝ-

ʩʫʨʩʘʤʠ. ʂʨʦʤʝ ʪʦʛʦ, ʧʦʜʚʝʜʝʥʠʝ ʠʪʦʛʦʚ ʜʘʸʪ ʚʦʟʤʦʞʥʦʩʪʴ ʟʘʬʠʢʩʠʨʦʚʘʪʴ 

ʜʠʥʘʤʠʢʫ ʩʘʤʦʨʘʟʚʠʪʠʷ.  

ʀʪʘʢ, ʧʨʦʬʝʩʩʠʦʥʘʣʴʥʘʷ ʜʝʷʪʝʣʴʥʦʩʪʴ ʘʨʪʠʩʪʘ ʙʘʣʝʪʘ, ʧʨʝʜʩʪʘʚʣʝʥʥʘʷ 

ʥʘ ʧʨʠʤʝʨʝ ʨʝʛʠʦʥʘʣʴʥʦʛʦ ʪʝʘʪʨʘ, ʚʥʝʰʥʠʝ ʦʙʩʪʦʷʪʝʣʴʩʪʚʘ ʠ ʣʠʯʥʦʝ ʩʪʨʝʤ-

ʣʝʥʠʝ ʪʘʥʮʦʚʱʠʢʘ ʢ ʩʘʤʦʘʢʪʫʘʣʠʟʘʮʠʠ ʩʦʟʜʘʶʪ ʧʨʝʜʧʦʩʳʣʢʠ ʜʣʷ ʩʘʤʦʩʦ-

ʚʝʨʰʝʥʩʪʚʦʚʘʥʠʷ ʠ ʩʘʤʦʨʘʟʚʠʪʠʷ ʚ ʧʨʦʬʝʩʩʠʠ. ɺʘʞʥʳʤ ʫʩʣʦʚʠʝʤ ʧʨʦʬʝʩʩʠ-

ʦʥʘʣʴʥʦʛʦ ʨʘʟʚʠʪʠʷ ʩʪʘʥʦʚʷʪʩʷ ʚʟʘʠʤʦʩʚʷʟʘʥʥʳʝ ʧʨʦʮʝʩʩʳ ʩʘʤʦʦʙʨʘʟʦʚʘʥʠʷ 

ʠ ʩʘʤʦʚʦʩʧʠʪʘʥʠʷ. ʊʘʢʞʝ ʥʫʞʥʦ ʦʪʤʝʪʠʪʴ, ʯʪʦ ʧʦʩʢʦʣʴʢʫ ʦʩʥʦʚʥʳʤ ʠʥʩʪʨʫ-

ʤʝʥʪʦʚ ʘʨʪʠʩʪʘ ʙʘʣʝʪʘ ʷʚʣʷʝʪʩʷ ʝʛʦ ʪʝʣʝʩʥʳʡ ʘʧʧʘʨʘʪ, ʪʦ ʣʠʯʥʦʩʪʥʳʝ ʢʘʯʝ-

ʩʪʚʘ ʪʘʥʮʦʚʱʠʢʘ, ʩʧʦʩʦʙʩʪʚʫʶʱʠʝ ʦʨʛʘʥʠʟʘʮʠʠ ʩʘʤʦʦʙʨʘʟʦʚʘʥʠʷ ʠ ʩʘʤʦʚʦʩ-

ʧʠʪʘʥʠʷ, ʘ ʠʤʝʥʥʦ: ʯʝʩʪʥʦʩʪʴ, ʦʪʢʨʳʪʦʩʪʴ, ʧʨʘʚʜʠʚʦʩʪʴ, ʧʦʩʣʝʜʦʚʘʪʝʣʴʥʦʩʪʴ, 

ʚʦʣʝʚʳʝ ʢʘʯʝʩʪʚʘ ʚ ʧʨʝʦʜʦʣʝʥʠʠ ʚʥʫʪʨʝʥʥʠʭ ʩʦʧʨʦʪʠʚʣʝʥʠʡ ʦʨʛʘʥʠʟʤʘ ʠ ʪ.ʜ. 



ï ʢʦʩʚʝʥʥʦ ʚʣʠʷʶʪ ʥʘ ʥʝʧʦʚʪʦʨʠʤʦʩʪʴ ʚʥʫʪʨʝʥʥʝʛʦ ʩʪʨʦʷ ʩʦʟʜʘʚʘʝʤʳʭ ʪʘʥ-

ʮʦʚʱʠʢʦʤ ʦʙʨʘʟʦʚ ʠ ʧʝʨʩʦʥʘʞʝʡ. 

ʉʘʤʦʚʦʩʧʠʪʘʥʠʝ ʣʠʯʥʦʩʪʠ ʘʨʪʠʩʪʘ ʙʘʣʝʪʘ ʥʝ ʧʨʝʢʨʘʱʘʝʪʩʷ ʧʦ ʟʘʚʝʨʰʝ-

ʥʠʠ ʪʘʥʮʝʚʘʣʴʥʦʡ ʢʘʨʴʝʨʳ. ʆʥʦ ʧʨʦʠʩʭʦʜʠʪ ʥʘ ʧʨʦʪʷʞʝʥʠʠ ʚʩʝʡ ʞʠʟʥʠ ʪʘʥ-

ʮʦʚʱʠʢʘ. ʉʘʤʦʬʦʨʤʠʨʦʚʘʥʠʝ, ʩʪʘʥʦʚʷʩʴ ʥʝ ʵʪʘʧʦʤ ʨʘʟʚʠʪʠʷ, ʘ ʧʦʩʪʝʧʝʥʥʦ 

ʧʨʠʦʙʨʝʪʸʥʥʳʤ ʢʘʯʝʩʪʚʦʤ ʣʠʯʥʦʩʪʠ, ʧʦʟʚʦʣʷʝʪ ʘʨʪʠʩʪʫ ʙʘʣʝʪʘ ʚ ʜʘʣʴʥʝʡʰʝʤ 

ʦʩʚʘʠʚʘʪʴ ʜʨʫʛʠʝ ʧʨʦʬʝʩʩʠʠ ʭʦʨʝʦʛʨʘʬʠʯʝʩʢʦʛʦ ʠʩʢʫʩʩʪʚʘ, ʩʘʤʦʩʪʦʷʪʝʣʴʥʦ 

ʥʘʭʦʜʠʪʴ ʠ ʩʦʟʜʘʚʘʪʴ ʫʩʣʦʚʠʷ ʜʣʷ ʩʘʤʦʨʝʘʣʠʟʘʮʠʠ, ʧʨʦʷʚʣʷʷ ʩʧʦʩʦʙʥʦʩʪʴ ʠ 

ʧʦʪʨʝʙʥʦʩʪʴ ʢ ʪʚʦʨʯʝʩʪʚʫ ʚ ʤʥʦʛʦʦʙʨʘʟʠʠ ʧʨʦʷʚʣʝʥʠʡ ʞʠʟʥʝʥʥʳʭ ʫʩʪʨʝʤʣʝ-

ʥʠʡ. 
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ʉʝʢʮʠʷ: ʊʘʥʮʝʚʘʣʴʥʘʷ ʪʝʨʘʧʠʷ 

 

Courmont Fabienne  
Dancer-choreographer, founder of the dance center 

 Danceofbeing, the researcher art  

of Isadora Duncan (France) 

LA DANCE DE LôąTRE. DANCER ET CELEBRER LA BEATE 

ʂʫʨʤʦʥ ʌʘʙʴʝʥ  
ʊʘʥʮʦʨ-ʭʦʨʝʦʛʨʘʬ, ʩʧʝʮʠʘʣʠʩʪ ʧʦ ʪʘʥʮʝʪʝʨʘʧʠʠ, ʦʩʥʦʚʘʪʝʣʴ 

ʮʝʥʪʨʘ Dance of being, ʠʩʩʣʝʜʦʚʘʪʝʣʴ ʪʚʦʨʯʝʩʪʚʘ ɸʡʩʝʜʦʨʳ ɼʫʥʢʘʥ 

ʊʘʥʝʮ ʙʳʪʠʷ. ʊʘʥʮʝʚʘʪʴ ʠ ʧʨʘʟʜʥʦʚʘʪʴ ʢʨʘʩʦʪʫ 

çLa Beaut® sauvera le mondeè  

Dostoµovski 

Durant le congr¯s organis® par le C I D ¨ St.-Petersburg en Novembre 2013, 

jôai ®t® touch®e par la beaut® de cette ville. Mais plus que la beaut® de la ville, ce 

qui môa ®mu côest le coeur dôun peuple qui a v®cu sous le joug du communisme et 

qui malgr® tout a su garder son ©me. Il y avait aussi tous ces danseurs venu de 
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plusieurs continents r®unis l¨ pour une seule chose: danser et partager lôamour de 

la danse: Les nations unies de la danse! 

Quand toutes les couleurs de la danse, du classique, au jazz, ¨ la danse 

folklorique, au Jazz, au hiphop... sôunissent cela forme un arc en ciel. 

Mais jôai pu constater que de nos jours o½ la technologie a pris le pas sur le 

vivant, la technique pour les danseurs est encore souvent une recherche de 

prouesses, un but en soi. Le faire prend le pas sur lôątre, dans une danse coup®e de 

ses racines profondes et d®connect®e du vivant. La technique est alors un but en 

soi, mais pour aller o½ ? Je venais pr®senter la Danse de lôątreÉ ¨ tout ce monde 

de la danse que jôai longtemps c¹toy® et dont je me suis ®loign®e pour suivre mon 

propre chemin de danse reli® ¨ ma qu°te int®rieure de toucher le Divin ¨ travers 

mon Art. 

Dans ce cheminement, mon guide qui est Isadora Duncan, pr®curseur de la 

danse libre, dit que ñle corps devient transparent et nôest que le truchement de 

lô©me et de lôespritò. 

Comment donc insuffler le myst¯re de lôindicible et amener dans ces mondes 

de Beaut® audel¨ de la plastique formelle des danseurs ou non danseurs ¨ qui lôon 

demande de plus en plus de prouesses techniques ? L¨ ®tait mon d®fi. 

Côest lors dôune visite guid®e dans le cadre du congr¯s au mus®e de 

lôermitage que jôai eu la r®ponse. Apr¯s avoir d®ambuler toute lôapr¯smidi dans les 

splendeurs virtuoses du baroque, nous nous sommes attard®s sur un petit tableau de 

L®onard de Vinci de la vierge et lôenfant. Il y avait l¨ toutes les lois des proportions 

et de lôharmonie et un sujet spirituel universel qui ®l¯ve: lôamour de la M¯re 

Divine pour son enfant. Le guide nous fit remarquer que si nous retenions une 

seule chose de cette visite ce serait ce petit tableau. Oui je partageais avec lui, car il 

nous permettait de toucher lôintemporel. 

De m°me dans la danse de lôątre, ce nôest pas de la beaut® plastique et 

temporelle dont il est question mais de la Beaut® qui vient de lôint®rieur et qui 

laisse transpara´tre lô©me de la personne. Une Beaut® qui est offrande au Divin et 

non expression de lô®go. Je suis toujours ®mue dans mes stages de voir la Beaut® 

dôune danse qui sôoffre au Divin et c®l¯bre la Vie, dans lôoubli de soim°me. 

Ce sont des moments dôintemporalit® qui nous font toucher ¨ une dimension 

plus grande de nousm°me. 

Jôai donc amen® les danseurs du congr¯s ¨ vivre cette magnifiques 

d®couverte quôest la r®v®lation de lôątre int®rieur et de le danser. En vivant le corps 

comme le temple vivant de lôEsprit, je les ai invit® ¨ entrer en eux dans leur centre 

profond, le Hara. Ils ont pu alors l©cher la forme ext®rieure, la technique et le 

mental pour aller vers le mouvement de vie. Depuis le Hara, ils se sont reli®s ¨ la 

terre sacr®e pour laisser jaillir lô®nergie de vie en un mouvement naturel, spontan® 

et organique. Laissant les ®motions na´tre, ®clore et se transformer, ils ont pu les 



sublimer et ®lever leur vibration ¨ la fr®quence de lôAmour. Ouvrant alors la porte 

du coeur, ils ont pu acc®der ¨ lô©me. Dans cette intimit® avec leur ©me, ils lôont 

laisser danser et guider chaque pas de leur danse vers les hauteurs de leur ątre, l¨ 

o½ nous pouvons toucher les mondes de Beaut®. Ce fut un moment de Gr©ce, 

baign® de larmes de joie ! 

La Danse de lôątreÉ a pour moi cette magie car elle permet de relier en nous 

le corps, lô©me et lôesprit. Côest en sublimant, non en rejetant la pulsion de vie li® 

au d®sir et ¨ la chair et en transmutant par la danse tout le cort¯ge des ®motions que 

nous pouvons ®lever notre ©me vers les hauteurs de lôEsprit. 

En vivant ainsi le mouvement de lôint®rieur, comme une m®ditation, la danse 

exprime une Beaut® audel¨ des codes plastiques formels. Côest comme si le Divin 

transparaissait ¨ travers les pores de la peau et rendait chaque geste, m°me le plus 

simple dôun danseur d®butant, en mouvement empli de gr©ce. On rejoint ici lôid®al 

de Platon de relier le Vrai, le Beau, le Bien. 

çVoil¨ donc quelle est la droite voie quôil faut suivre dans le domaine des 

choses de lôamour : côest, en prenant son point de d®part dans les 

beaut®s dôicibas pour aller vers cette beaut®l¨, de sô®lever toujours, 

comme au moyen dô®chelons... vers cette connaissance qui constitue le 

terme, celle qui nôest autre que la science du beau luim°me, dans le but de 

conna´tre finalement la beaut® en soi. Platon, le banquet 

Côest cette Beaut® l¨, je crois, qui peut sauv® le monde car elle est pur 

Amour. Elle nous reconnecte ¨ notre vraie nature, notre Essence Divine. Elle nous 

transporte dans les mondes de Lumi¯re afin de la faire descendre sur Terre et 

semer des graines dôAmour dans les coeurs. La Beaut® qui est lôAmour r®v®l® ¨ 

luim°me peut nous amener ¨ une v®ritable r®volution et je lôesp¯re changer le 

monde. Cette r®volution nôest pas de celles que nous avons connu jusquôalors, ni la 

r®volution technologique qui m¯ne ¨ une impasse. Côest une r®volution de la 

conscience, qui commence par un mouvement int®rieur, qui pourra nous ouvrir ¨ 

une nouvelle ¯re dôAmour et de Beaut®. Dans cette nouvelle ¯re, lôArt redeviendra 

Sacr®, comme au temps de la Gr¯ce et de lôEgypte antique. Il sera au coeur de la 

vie. 

Je terminerai par cette phrase visionnaire que je nomme souvent, ®crite en 

1903 par Isadora Duncan çla danse de lôavenir sera un mouvement nouveau, une 

cons®quence de lô®volution de lô°tre humain... Elle deviendra ¨ nouveau un art 

hautement spirituel comme au temps des grecs. Car un art qui nôest pas spirituel 

est une marchandise quelconqueè.  

  



Adriana Dal Borgo 
Teacher of modern Tibetan dances, Vajra Dance Teacher,  

International Dzogchen Community 

MODERN TIBETAN DANCES. VALUES OF DEEP AND ANCIENT T I-

BETAN CULTURE AS THE EVOLUTION BASIS  IN  

OUR MODERN WORLD   

ɸʜʨʠʘʥʘ ɼʘʣʴ ɹʦʨʛʦ 
ʧʨʝʧʦʜʘʚʘʪʝʣʴ ʉʦʚʨʝʤʝʥʥʳʭ ʊʠʙʝʪʩʢʠʭ ʊʘʥʮʝʚ ʠ  

ʊʘʥʮʘ ɺʘʜʞʨʳ, ʄʝʞʜʫʥʘʨʦʜʥʘʷ ɼʟʦʛʯʝʥ-ʆʙʱʠʥʘ 

ʉʦʚʨʝʤʝʥʥʳʝ ʪʠʙʝʪʩʢʠʝ ʪʘʥʮʳ. ʎʝʥʥʦʩʪʠ ʛʣʫʙʦʢʦʡ ʠ ʜʨʝʚʥʝʡ ʪʠʙʝʪʩʢʦʡ 

ʢʫʣʴʪʫʨʳ ʢʘʢ ʦʩʥʦʚʘ ʵʚʦʣʶʮʠʠ ʚ ʥʘʰʝʤ ʩʦʚʨʝʤʝʥʥʦʤ ʤʠʨʝ 

ʂʪʦ ʤʳ ʪʘʢʠʝ 

ʄʝʞʜʫʥʘʨʦʜʥʘʷ ɼʟʦʛʯʝʥ-ʦʙʱʠʥʘ ʙʳʣʘ ʚʜʦʭʥʦʚʣʝʥʘ ʫʯʝʥʠʷʤʠ ʪʠʙʝʪ-

ʩʢʦʛʦ ʤʘʩʪʝʨʘ ʏʦʛʴʷʣʘ ʅʘʤʢʘʷ ʅʦʨʙʫ ʠ ʦʙʲʝʜʠʥʷʝʪ ʣʶʜʝʡ ʩʦ ʚʩʝʛʦ ʤʠʨʘ. ʇʦ-

ʩʢʦʣʴʢʫ ʤʳ ʟʘʠʥʪʝʨʝʩʦʚʘʥʳ ʚʦ ʚʩʝʤ, ʯʪʦ ʢʘʩʘʝʪʩʷ ʪʠʙʝʪʩʢʦʛʦ ʥʘʨʦʜʘ ʠ ʢʫʣʴ-

ʪʫʨʳ, ʢʦʪʦʨʳʝ ʷʚʣʷʶʪʩʷ ʠʩʪʦʯʥʠʢʦʤ ʚʘʞʥʳʭ ʜʫʭʦʚʥʳʭ ʫʯʝʥʠʡ, ʤʳ ʥʘʰʣʠ 

ʥʝʩʢʦʣʴʢʦ ʧʝʩʝʥ, ʮʝʥʥʳʭ ʥʝ ʪʦʣʴʢʦ ʩ ʤʫʟʳʢʘʣʴʥʦʡ ʪʦʯʢʠ ʟʨʝʥʠʷ, ʥʦ ʠ ʙʣʘʛʦ-

ʜʘʨʷ ʩʚʦʝʡ ʣʠʨʠʢʝ. ʄʳ ʧʦʟʥʘʢʦʤʠʣʠʩʴ ʩ ʪʚʦʨʯʝʩʪʚʦʤ ʤʦʣʦʜʳʭ ʘʨʪʠʩʪʦʚ, ʢʦ-

ʪʦʨrʝ ʚ ʩʦʚʨʝʤʝʥʥʦʤ ʩʪʠʣʝ ʧʦʶʪ ʦ ʪʨʘʜʠʮʠʦʥʥʳʭ ʮʝʥʥʦʩʪʷʭ ï ʪʘʢʠʭ, ʢʘʢ 

ʣʶʙʦʚʴ ʢ ʩʚʦʝʡ ʟʝʤʣʝ, ʫʚʘʞʝʥʠʝ ʠ ʟʘʙʦʪʘ ʦʙ ʦʢʨʫʞʘʶʱʝʡ ʩʨʝʜʝ, ʩʦʭʨʘʥʝʥʠʝ 

ʩʚʦʠʭ ʟʥʘʥʠʡ ʠ ʢʫʣʴʪʫʨʳ, ʚʢʣʶʯʘʷ ʜʫʭʦʚʥʳʝ ʫʯʝʥʠʷ, ʢʦʪʦʨʳʝ ʷʚʣʷʶʪʩʷ ʜʦ-

ʩʪʦʷʥʠʝʤ ʊʠʙʝʪʘ. ʕʪʠ ʯʫʚʩʪʚʘ ʠ ʫʩʪʨʝʤʣʝʥʠʷ ʩʚʦʡʩʪʚʝʥʥʳ ʥʝ ʪʦʣʴʢʦ ʪʠʙʝʪ-

ʩʢʦʡ ʢʫʣʴʪʫʨʝ, ʦʥʠ ʷʚʣʷʶʪʩʷ ʦʙʱʝʯʝʣʦʚʝʯʝʩʢʠʤʠ ʠ ʧʨʝʜʩʪʘʚʣʷʶʪ ʩʦʙʦʡ ʦʩ-

ʥʦʚʫ ʚʩʝʭ ʢʫʣʴʪʫʨ. 

ʄʳ ʚʳʙʨʘʣʠ ʦʢʦʣʦ 40 ʥʘʠʙʦʣʝʝ ʟʥʘʯʠʤʳʭ ʧʝʩʝʥ ʠ ʩʪʘʣʠ ʥʘʜ ʥʠʤʠ ʨʘ-

ʙʦʪʘʪʴ, ʠʩʧʦʣʴʟʫʷ ʥʘʰ ʦʧʳʪ ʢʘʢ ʪʘʥʮʦʨʦʚ-ʧʨʦʬʝʩʩʠʦʥʘʣʦʚ ʠ ʣʶʙʠʪʝʣʝʡ ʩʦ 

ʚʩʝʛʦ ʤʠʨʘ. ʕʪʫ ʢʦʣʣʝʢʮʠʶ ʤʳ ʥʘʟʚʘʣʠ çʊʠʙʝʪʩʢʠʝ ʩʦʚʨʝʤʝʥʥʳʝ ʪʘʥʮʳè. ɺ 

ʢʘʞʜʦʡ ʢʦʤʧʦʟʠʮʠʠ ʤʳ ʩʪʨʝʤʠʤʩʷ ʧʦʢʘʟʘʪʴ ʚʟʘʠʤʦʩʚʷʟʴ ʜʨʝʚʥʠʭ ʥʘʨʦʜʥʳʭ 

ʪʨʘʜʠʮʠʡ ʠ ʥʦʚʦʛʦ ʤʫʟʳʢʘʣʴʥʦʛʦ ʷʟʳʢʘ ʠ ʭʦʨʝʦʛʨʘʬʠʠ. ʏʪʦʙʳ ʧʦʜʯʝʨʢʥʫʪʴ 



ʵʪʫ ʩʚʷʟʴ, ʤʳ ʠʩʧʦʣʴʟʫʝʤ ʜʣʷ ʩʚʦʠʭ ʚʳʩʪʫʧʣʝʥʠʡ ʥʝ ʪʨʘʜʠʮʠʦʥʥʳʝ, ʘ ʩʦʚʨʝ-

ʤʝʥʥʳʝ ʟʘʧʘʜʥʳʝ ʢʦʩʪʶʤʳ, ʩʦʟʜʘʥʥʳʝ ʜʣʷ ʵʪʦʛʦ ʩʣʫʯʘʷ. 

ʇʦʯʝʤʫ ʤʳ ʚʳʙʨʘʣʠ ʪʘʥʮʳ 

ʆʙʱʝʠʟʚʝʩʪʥʦ, ʯʪʦ ʪʘʥʮʳ ʦʙʣʘʜʘʶʪ ʫʜʠʚʠʪʝʣʴʥʦʡ ʩʠʣʦʡ ʨʘʩʩʣʘʙʣʝʥʠʷ, 

ʫʚʝʣʠʯʠʚʘʶʪ ʨʘʜʦʩʪʴ ʠ ʜʦʙʨʦʞʝʣʘʪʝʣʴʥʦʩʪʴ. ʂʨʦʤʝ ʪʦʛʦ, ʦʥʠ ʧʦʣʦʞʠʪʝʣʴʥʦ 

ʚʣʠʷʶʪ ʥʘ ʩʦʩʪʦʷʥʠʝ ʫʤʘ. 

ɺ ʪʨʘʜʠʮʠʠ ɼʟʦʛʯʝʥ ʪʘʥʝʮ ʩʯʠʪʘʝʪʩʷ ʢʦʣʝʩʥʠʮʝʡ ʛʣʫʙʦʢʦʛʦ ʟʥʘʥʠʷ. ʆʥ 

ʷʚʣʷʝʪʩʷ ʦʜʥʠʤ ʠʟ ʩʧʦʩʦʙʦʚ ʧʨʠʚʥʝʩʪʠ ʤʝʜʠʪʘʮʠʶ ʚ ʧʦʚʩʝʜʥʝʚʥʫʶ ʞʠʟʥʴ. 

ɹʣʘʛʦʪʚʦʨʥʦʝ ʜʝʡʩʪʚʠʝ ʪʘʥʮʘ ʥʘʧʨʘʚʣʝʥʦ ʥʘ ʚʩʝ ʪʨʠ ʫʨʦʚʥʷ ʥʘʰʝʡ ʞʠʟʥʠ: ʪʝ-

ʣʦ, ʵʥʝʨʛʠʶ ʠ ʫʤ. 

 

 

ʊʝʣʦ ï ʩʘʤʳʡ ʷʚʥʳʡ ʘʩʧʝʢʪ, ʝʛʦ ʤʦʞʥʦ ʫʚʠʜʝʪʴ ʠ ʧʦʪʨʦʛʘʪʴ. ʇʦʣʴʟʘ 

ʪʘʥʮʘ ʜʣʷ ʬʠʟʠʯʝʩʢʦʛʦ ʩʦʩʪʦʷʥʠʷ ʦʯʝʚʠʜʥʘ. ʕʥʝʨʛʠʷ ï ʵʪʦ ʜʚʠʞʝʥʠʝ, ʢʦʪʦ-

ʨʦʝ, ʧʨʦʷʚʣʷʝʪʩʷ ʚ ʢʘʞʜʦʤ ʜʝʡʩʪʚʠʠ ʯʝʣʦʚʝʢʘ. ʉʙʘʣʘʥʩʠʨʦʚʘʥʥʘʷ ʵʥʝʨʛʠʷ 

ʦʟʥʘʯʘʝʪ, ʯʪʦ ʤʳ ʤʦʞʝʤ ʜʚʠʛʘʪʴʩʷ ʧʣʘʚʥʦ, ʤʷʛʢʦ ʠ ʙʝʟ ʥʘʧʨʷʞʝʥʠʷ. ʊʨʝʪʴʷ 

ʩʦʩʪʘʚʣʷʶʱʘʷ ʥʘʰʝʛʦ ʩʫʱʝʩʪʚʦʚʘʥʠʷ ï ʫʤ. ʉʧʦʢʦʡʥʳʡ ʫʤ ʧʦʟʚʦʣʷʝʪ ʥʘʤ 

ʜʚʠʛʘʪʴʩʷ ʛʘʨʤʦʥʠʯʥʦ, ʥʘʩʣʘʞʜʘʷʩʴ ʤʫʟʳʢʦʡ ʠ ʜʚʠʞʝʥʠʝʤ. 

ʂʦʛʜʘ ʤʳ ʪʘʥʮʫʝʤ, ʤʳ ʨʘʩʩʣʘʙʣʷʝʤʩʷ ʠ ʛʘʨʤʦʥʠʟʠʨʫʝʤ ʵʪʠ ʪʨʠ ʘʩʧʝʢʪʘ, 

ʢʦʪʦʨʳʝ ʥʝʨʘʟʜʝʣʴʥʳ ʠ ʚʟʘʠʤʦʩʚʷʟʘʥʳ. ɽʩʣʠ ʩʣʝʜʦʚʘʪʴ ʤʫʟʳʢʘʣʴʥʦʤʫ ʨʠʪʤʫ 

ʠ ʪʘʥʮʝʚʘʣʴʥʳʤ ʰʘʛʘʤ, ʚʳʩʚʦʙʦʞʜʘʶʪʩʷ ʥʘʧʨʷʞʝʥʠʷ, ʨʘʩʩʣʘʙʣʷʝʪʩʷ ʫʤ ʠ 

ʫʚʝʣʠʯʠʚʘʝʪʩʷ ʦʩʦʟʥʘʚʘʥʠʝ ʪʝʣʘ. ʕʪʦ ʨʘʙʦʪʘʝʪ ʥʝ ʪʦʣʴʢʦ ʥʝʧʦʩʨʝʜʩʪʚʝʥʥʦ ʚʦ 

ʚʨʝʤʷ ʪʘʥʮʘ, ʥʦ ʠ ʜʘʝʪ ʩʚʦʠ ʧʣʦʜʳ ʚ ʧʦʚʩʝʜʥʝʚʥʦʡ ʞʠʟʥʠ. ɹʦʣʝʝ ʨʘʩʩʣʘʙʣʝʥ-

ʥʦʝ ʩʦʩʪʦʷʥʠʝ ʪʝʣʘ, ʵʥʝʨʛʠʠ ʠ ʫʤʘ ʜʘʨʠʪ ʥʘʤ ʙʝʟʤʷʪʝʞʥʦʩʪʴ ʠ ʷʩʥʦʩʪʴ ʚ ʢʘʞ-

ʜʳʡ ʤʦʤʝʥʪ ʥʘʰʝʡ ʞʠʟʥʠ, ʜʘʞʝ ʚ ʩʣʦʞʥʳʭ ʩʠʪʫʘʮʠʷʭ. 

ʆʩʦʙʝʥʥʦʩʪʠ ʪʠʙʝʪʩʢʦʡ ʭʦʨʝʦʛʨʘʬʠʠ 



ʕʪʠ ʪʘʥʮʳ ʦʯʝʥʴ ʧʨʠʷʪʥʳʝ, ʣʝʛʢʠʝ ʜʣʷ ʠʟʫʯʝʥʠʷ, ʥʝ ʪʨʝʙʫʶʪ ʦʩʦʙʝʥ-

ʥʳʭ ʩʧʦʩʦʙʥʦʩʪʝʡ ʠ ʧʦʜʭʦʜʷʪ ʜʣʷ ʢʘʞʜʦʛʦ. ɼʝʪʠ, ʚʟʨʦʩʣʳʝ, ʧʦʞʠʣʳʝ ʣʶʜʠ, 

ʜʘʞʝ ʪʝ, ʢʪʦ ʥʝ ʟʥʘʢʦʤ ʩ ʪʘʥʮʘʤʠ ʠ ʤʫʟʳʢʦʡ, ʙʳʩʪʨʦ ʩʤʦʛʫʪ ʦʩʚʦʠʪʴ ʰʘʛʠ. 

ɺ ʦʩʥʦʚʝ ʪʠʙʝʪʩʢʦʡ ʪʘʥʮʝʚʘʣʴʥʦʡ ʪʨʘʜʠʮʠʠ ï ʯʫʪʢʦʝ ʚʟʘʠʤʦʜʝʡʩʪʚʠʝ ʠ 

ʫʚʘʞʝʥʠʝ ʧʨʦʩʪʨʘʥʩʪʚʘ ʜʨʫʛʦʛʦ ʯʝʣʦʚʝʢʘ, ʯʪʦ ʩʧʦʩʦʙʩʪʚʫʝʪ ʦʪʢʨʳʪʦʩʪʠ ʧʦ 

ʦʪʥʦʰʝʥʠʶ ʢ ʜʨʫʛʠʤ ʣʶʜʷʤ. 

ɺ ʥʘʰʝʤ ʨʝʧʝʨʪʫʘʨʝ ʝʩʪʴ ʪʨʘʜʠʮʠʦʥʥʳʝ ʪʘʥʮʳ, ʤʳ ʚʳʫʯʠʣʠ ʠʭ ʚʞʠʚʫʶ 

ʠʣʠ ʠʩʧʦʣʴʟʫʷ ʚʠʜʝʦ ʪʠʙʝʪʩʢʠʭ ʪʘʥʮʦʨʦʚ. ɽʩʪʴ ʠ ʙʦʣʝʝ ʩʦʚʨʝʤʝʥʥʳʝ, ʦʩʥʦʚʦʡ 

ʜʣʷ ʥʠʭ ʩʪʘʣʠ ʜʚʠʞʝʥʠʷ ʧʦʧʫʣʷʨʥʳʭ ʘʨʪʠʩʪʦʚ. ʅʝʢʦʪʦʨʳʝ ʪʘʥʮʳ ʷʚʣʷʶʪʩʷ 

ʨʝʟʫʣʴʪʘʪʦʤ ʥʘʰʝʛʦ ʪʚʦʨʯʝʩʢʦʛʦ ʠʩʩʣʝʜʦʚʘʥʠʷ, ʚ ʥʠʭ ʤʳ ʩʪʘʨʘʝʤʩʷ ʠʟʦʙʨʘ-

ʟʠʪʴ ʪʝʤʳ, ʩʤʳʩʣ ʠ ʦʙʨʘʟʳ, ʠʩʧʦʣʴʟʫʝʤʳʝ ʚ ʧʝʩʥʷʭ. 

 

 

ʂʦʛʜʘ ʤʳ ʨʘʙʦʪʘʝʤ ʥʘʜ ʭʦʨʝʦʛʨʘʬʠʝʡ ʥʦʚʦʛʦ ʪʘʥʮʘ, ʤʳ ʩʪʘʨʘʝʤʩʷ ʧʨʠ-

ʜʫʤʘʪʴ ʯʪʦ-ʪʦ ʛʘʨʤʦʥʠʯʥʦʝ, ʧʨʠʷʪʥʦʝ ʠ ʫʯʠʪʳʚʘʶʱʝʝ ʚʟʘʠʤʦʜʝʡʩʪʚʠʝ ʤʝʞʜʫ 

ʪʘʥʮʦʨʘʤʠ, ʤʫʞʯʠʥʘʤʠ ʠ ʞʝʥʱʠʥʘʤʠ. ʏʪʦʙʳ ʫʩʠʣʠʪʴ ʵʪʦʪ ʘʩʧʝʢʪ, ʜʚʠʞʝʥʠʷ 

ʤʫʞʯʠʥ ʚʳʧʦʣʥʷʶʪʩʷ ʙʦʣʝʝ ʵʥʝʨʛʠʯʥʦ, ʩ ʩʠʣʦʡ ʠ ʨʘʟʤʘʰʠʩʪʦ, ʚ ʪʦ ʚʨʝʤʷ ʢʘʢ 

ʞʝʥʱʠʥʳ ʜʚʠʛʘʶʪʩʷ ʙʦʣʝʝ ʩʜʝʨʞʘʥʥʦ ʠ ʛʨʘʮʠʦʟʥʦ. 

ʆʧʳʪ ʥʘʰʝʡ ʛʨʫʧʧʳ 

ʄʳ ʧʨʝʜʩʪʘʚʣʷʣʠ ʵʪʠ ʪʘʥʮʳ ʥʘ ʛʦʨʦʜʩʢʠʭ ʧʨʘʟʜʥʠʢʘʭ ʚ ʥʝʩʢʦʣʴʢʠʭ ʛʦ-

ʨʦʜʘʭ ʀʪʘʣʠʠ, ʘ ʪʘʢʞʝ ʥʘ ʬʝʩʪʠʚʘʣʷʭ ʥʘʨʦʜʥʳʭ ʪʘʥʮʝʚ. ɺʦ ʚʨʝʤʷ ʵʪʠʭ ʤʝʨʦ-

ʧʨʠʷʪʠʡ ʤʳ ʧʨʠʛʣʘʰʘʣʠ ʟʨʠʪʝʣʝʡ ʧʨʠʩʦʝʜʠʥʠʪʴʩʷ, ʯʪʦ ʠʤʝʣʦ ʙʦʣʴʰʦʡ 

ʫʩʧʝʭ, ʠ ʙʳʣʦ ʚʩʪʨʝʯʝʥʦ ʩ ʙʦʣʴʰʠʤ ʵʥʪʫʟʠʘʟʤʦʤ. ʇʨʦʰʣʦʡ ʚʝʩʥʦʡ ʤʳ ʫʯʘʩʪ-

ʚʦʚʘʣʠ ʚ ʊʘʥʮʝʚʘʣʴʥʦʡ ʦʣʠʤʧʠʘʜʝ ʚ ʄʦʩʢʚʝ, ʦʨʛʘʥʠʟʦʚʘʥʥʦʡ CID/UNESCO. 

ɺ ʦʜʥʦʡ ʠʟ ʠʪʘʣʴʷʥʩʢʠʭ ʰʢʦʣ ʥʘʰʠ ʪʘʥʮʳ ʙʳʣʠ ʚʳʙʨʘʥʳ ʚ ʢʘʯʝʩʪʚʝ ʚʥʝʢʣʘʩ-

ʩʥʳʭ ʟʘʥʷʪʠʡ ʜʣʷ 12-13-ʣʝʪʥʠʭ ʜʝʪʝʡ. 

ʅʘʰʘ ʛʨʫʧʧʘ ʠʥʪʝʨʥʘʮʠʦʥʘʣʴʥʘ, ʚ ʥʝʝ ʚʭʦʜʷʪ ʠʪʘʣʴʷʥʮʳ, ʪʠʙʝʪʮʳ, ʚʝʥ-

ʛʨʳ, ʨʫʩʩʢʠʝ, ʢʦʩʪʘʨʠʢʘʥʮʳ ʠ ʘʤʝʨʠʢʘʥʮʳ. ʉʨʝʜʠ ʥʘʩ ʝʩʪʴ ʧʨʦʬʝʩʩʠʦʥʘʣʴ-

ʥʳʝ ʪʘʥʮʦʨʳ ʠ ʣʶʙʠʪʝʣʠ, ʧʨʘʢʪʠʢʠ ʪʘʡ-ʯʠ ʠ ʙʦʝʚʳʭ ʠʩʢʫʩʩʪʚ, ʠʩʧʦʣʥʠʪʝʣʠ 

ʩʘʢʨʘʣʴʥʳʭ ʪʘʥʮʝʚ ʠ ʜʨʫʛʠʝ. 



ʂʦʛʜʘ ʥʘʤ ʫʜʘʝʪʩʷ ʦʩʚʦʙʦʜʠʪʴ ʥʘʧʨʷʞʝʥʠʷ, ʦʪʢʨʳʪʴʩʷ ʠ ʦʪʜʘʪʴʩʷ ʜʚʠ-

ʞʝʥʠʶ, ʩʘʤʠ ʩʦʙʦʡ ʚʦʟʥʠʢʘʶʪ ʨʘʩʩʣʘʙʣʝʥʠʝ ʠ ʦʩʦʟʥʘʥʥʦʩʪʴ. ʀ ʵʪʘ ʛʘʨʤʦʥʠʷ, 

ʪʘʢ ʠʣʠ ʠʥʘʯʝ, ʧʨʦʷʚʣʷʝʪʩʷ ʚʦʚʥʝ. ʊʘʢʦʚ ʥʘʰ ʥʝʙʦʣʴʰʦʡ ʚʢʣʘʜ ʚ ʤʠʨ ʠ ʩʯʘ-

ʩʪʴʝ ʚʦ ʚʩʝʤ ʤʠʨʝ. 

 

Angot Manuella B®n®dicte 
Artist Practitioner and teacher in: 

Osteopathy, Energy Medicine  

Energy Psychology, Dance therapy Writer 

FROM DEATH TO LIFE: DANCE TO SURVIVE, DANCE WITH YOUR 

ENERGIES TO LIVE, DANCE WITH YOUR LIFE TO BLOSSOM  

ɸʥʛʦ ʄʘʥʫʵʣʣʘ ɹʝʥʝʜʠʢʪ 
ʍʫʜʦʞʥʠʢ, ʧʠʩʘʪʝʣʴ, ʫʯʠʪʝʣʴ ʚ ʦʙʣʘʩʪʠ ʦʩʪʝʦʧʘʪʠʠ, ʵʥʝʨʛʝʪʠʯʝʩʢʦʡ  

ʤʝʜʠʮʠʥ,r ʧʩʠʭʦʣʦʛʠʠ ʵʥʝʨʛʠʡ, ʩʧʝʮʠʘʣʠʩʪ ʧʦ ʪʘʥʮʝʪʝʨʘʧʠʠ 

ʆʪ ʩʤʝʨʪʠ ʢ ʞʠʟʥʠ: ʪʘʥʝʮ, ʯʪʦʙʳ ʚʳʞʠʪʴ, ʪʘʥʮʫʡʪʝ ʩ ʚʘʰʠʤʠ  

ʵʥʝʨʛʠʷʤʠ, ʯʪʦʙʳ ʞʠʪʴ, ʪʘʥʮʫʡʪʝ ʩ ʚʘʰʝʡ ʞʠʟʥʴʶ, ʯʪʦʙʳ ʨʘʩʮʚʝʪʘʪʴ 

I am happy here to give you a transcript of my lecture and hope you'll get a 

feeling of what has been experienced in the alived improvised lecture in Saint Pe-

tersburg. 

Dance to survive  

May be you've seen the movie Billy Elliot (Lee Hall, Stephen Daldry) or 

heard about some dancers who went to dance as a way to survive to a dysfunction-

al surroundings like Matthieu Brunel ( family, society) or as a way to help others to 

get out of  discrimination like Israel Galvan... 

Or maybe you have also experienced that dancing helped you to go through 

a difficult time... 

This also has been my story and to make it short, here it is: 

I always wanted to dance but because of some traumatic events in my early 

childhood I couldn't and wouldn't show my body in public so I didn't go to any 

dance class or physical training but found refuge in mathematics. But when nobody 

was at home and when I was done with my homework for school, I would close 

my room, put some music and would dance without any rules letting my body to 

express itself. This helped me to stay sane and have a rather balanced life. In fact I 

didn't know that I was helping my body through this organic and rhymed dance to 

release out all the repressed emotions allowing consequently the energies inside me 

to move freely. It prevented me from being ill. 

I went on with Life, had an aeronautics ingenious diploma, and raised my 4 

children. You guess, I had my girls going to dance class!!! And when I saw my 

two girls at the dance's class spectacle, all the dreams to dance came back. So I 

asked the teacher to come with the children to attend the class. She agreed and 

even proposed me to join the grown up classical dance class. I was 45 when I went 

for my first dance class, so happy and I dance for 15mn in the final ballet (Nut-



cracker). I learnt some others form of dances and suddenly because of an over-

charged life and many stress I was expected to die as the doctor said. But I wasn't 

ready  and didn't want to because I wanted so much to be here for my children so I 

thought it was better to leave my family and find a solution to be alive than to die 

near them. 

I flew to France where I was lying in bed every day, sad and deprived of vi-

tality, like a robot. Once my therapist advise me a book where some energy exer-

cises where explained. I tried them and suddenly after 8 to 10mn of practice I felt a 

surge of energy and joy. I get up of bed ready to live. I open the cupboard to dress 

,full of happiness to start a new Day but suddenly negative thinkingôs went in the 

way ( I am alone, I have no one to love and to be loved, I have no work...) and of 

course consequently my energies went down and I reach for my bed. 

You can here realize how quick Energy can uplift you or put you down. This 

is one of many principles in Energy. 

And when you have some habits even bad habits, the body needs time and 

perseverance to change them. So every day I was doing the exercises making it a 

daily routine and little by little I built my vitality and joy back. I learnt Energy 

Medicine and now here I am, much more alive and vital than I was in my 40ies.I 

love to share and teach my knowledgeôs, specially today with you. 

But what is exactly Energy? 

Energy is your Life Force. It is situated in your Core. In some traditions they 

call it Qi or Chi or Prana or Holy Spirit or Dan Tien (the part between your pubic 

and your solar plexus). Everyone has energy but generally we don't take care of it 

and our life start little by little to be out of balance. Then if you don't do anything 

you go into survival mode. Even if you manage to dance and go on with your life 

you start to work with only 50 per cent of your potentials and therefore the begin-

ning of sport injuries, chronic fatigue, sleep problems and chronic illness, allergies, 

weight gains...  

So let us experiment something so that you can discover how to Dance with 

your energies to heal you can be seated or lying for the experiment. 

Please, close your eyes and open yourself to reality: 

Let the sounds come to your ears,  

let the temperature of  the room affects you 

feel the contact of the chair (or bed or sofa...) with your body 

feel your breathing, don't try to change it , let it be 

So now you are more aware of your body reality so you may feel some 

pleasure or some tension or pain, some emotion. 

Allow this to be. 

Now slowly open your eyes 



You may have a new perception of the environment, notice the change in 

you. 

Now, please contract your buttocks and release. Feel the difference 

Contracts your feet and release 

Contract your shoulder and release, your hands 

Contract your head making faces, release 

Notice the difference (more space, larger, heat...) 

A second and third principle in Energy 

When you move you move you energies and you change something in your 

inner chemistry. Your energy needs space to move. 

Let us go further 

Rub your hands together for a few seconds, shake them 

Rub them again and let the palms facing each other and be in contact. 

Slowly and gradually put your hands apart in front of each other. 

Notice what you feel: tingling, heat. 

Play with this. It is like a ball of heat. 

Bring the hands close to your body, palms facing your chest for example. 

Move them slowly so slowly that you'll be able to feel the energies inside 

your body moving. Play with this. 

Normally when you move your hands along your body you'll feel something 

moving/ 

A fourth principle in Energy: 

You can move yourself your energy using your own energies. So you have a 

power to help yourself, to educate your energies for a better health and vitality. 

So what we have done until now? We have started a dialogue with our own 

energies. And therefore we are more aware of our body needs. 

So now you need to know what the energy tools to fulfill those needs are. 

I will tell you a few of them and if you need more you can come to my 

workshop or to my classes. 

What is very important is to realize that if you change your energies you can 

change your mood, you state of health, youôre thinking and even the way you age. 

Some Energy exercises 

1. The Three thumps: To boost and restore energy, to increase strength and 

vitality, to strengthen the immune system 

Kidney 27 for energy 

To localize these points, place your fingers on your collarbone and move 

them towards the center until you come to the corners of the collarbone just below 

the throat. Move your finger down about an inch. For many people there is an in-

dent there. This is the location of the paired K 27. 



Massage deeply and if pain don't worry: it means your energies are blocked 

here so massaging will help you to remove stagnate and toxic energies. 

Then tap off 15 seconds breathing in with nose and breathing out from 

mouth 

Thymus for immune system 

To localize it, it is on the sternum, the bone in the middle of your rib cage in 

front. 

Massage and tap for a few seconds 

Spleen for vitality, clearing toxins, metabolizing foods and emotions 

To locate them: just under the nipples in the indent that is one rib below the 

line where the breasts meet the ribcage. 

Second location: on the side of the ribcage at the base ot the ribs, approxi-

mately four inches down to the armpits. 

Massage and tap for a few seconds. 

2. To adapt to stress: It helps you to balance your energies  

When you are in stress you use the energies of other meridians and organs to 

find extra strength but consequently you deprived these organs of their vitality 

These to exercises will help you to relax quickly 

Round the ears Place your fingers of one hand at the top of ears and trace the 

part behind the ear. For both ears 

Triple Warmer Hug 

Put the right hand on your Spleen (left side of body under left breast). Your 

lower arm forms a line in the middle of torso. Put the left hand above the right el-

bow. Rock yourself for a few seconds 

As you have seen, energy can move quickly in the body but also with the 

mind. 

Let us have our last exercise using the mind 

3. Gratitude 

Bring to mind something you may be grateful for. 

Examples: 

I am grateful I can walk 

I am grateful I can see well 

I am grateful to have a house 

I am grateful I have a job 

I am happy to be alive 

I am happy to learn new informationôs... 

Now feel. Do you feel better? 

When you concentrate on things that make you happy you feel better 

A fifth principle in Energy Medicine 

You can change your energy using your mind 



Doing this exercise plus some more in a daily basis, you will improve your 

Well Being. You can include these exercises in your days while climbing the stair-

cases, or while being in a file or watching TV or video... 

Little by little you will experience a better quality of Life and you'll be able 

to see your Life as a dance. Then you'll discover the pleasure to Live in the Now, 

aware, in your body. 

I wish you then to experiment Presence in all your dances and in Stillness so 

you'll meet the Light and bring it in your performances, teachings any meetings 

with your full personal expression.  

 

Sokolova U. 
analytical psychologist, corporal focused psychologist,  

Vajra Dance Teacher, International Dzogchen Community 

VAJRA DANCE AS DANCE THERAPY  

ʉʦʢʦʣʦʚʘ ʋ. 
ʘʥʘʣʠʪʠʯʝʩʢʠʡ ʧʩʠʭʦʣʦʛ, ʪʝʣʝʩʥʦ-ʦʨʠʝʥʪʠʨʦʚʘʥʥʳʡ ʧʩʠʭʦʣʦʛ,  

ʧʨʝʧʦʜʘʚʘʪʝʣʴ ʊʘʥʮʘ ɺʘʜʞʨʳ, ʄʝʞʜʫʥʘʨʦʜʥʘʷ ɼʟʦʛʯʝʥ-ʆʙʱʠʥʘ 

ʊʘʥʝʮ ɺʘʜʞʨʳ ʢʘʢ ʪʘʥʮʪʝʨʘʧʠʷ 

ɼʣʷ ʥʘʯʘʣʘ ʥʫʞʥʦ ʜʘʪʴ ʥʝʢʦʪʦʨʦʝ ʧʦʥʠʤʘʥʠʝ ʪʦʛʦ, ʯʪʦ ʪʘʢʦʝ ʊʘʥʝʮ 

ɺʘʜʞʨʳ ʠ ʯʪʦ ʤʳ ʧʦʥʠʤʘʝʤ ʧʦʜ ʪʝʨʘʧʠʝʡ, ʩʦʦʪʚʝʪʩʪʚʝʥʥʦ, ʢʘʢ ʵʪʠ ʧʦʥʷʪʠʷ 

ʩʚʷʟʘʥʳ. 

ʆʙʱʘʷ ʭʘʨʘʢʪʝʨʠʩʪʠʢʘ: 

- ʊʘʥʝʮ ɺʘʜʞʨʳ ï ʤʝʜʠʪʘʮʠʷ ʚ ʜʚʠʞʝʥʠʠ, ʦʩʥʦʚʘʥʥʘʷ ʥʘ ʩʠʩʪʝʤʝ  ʪʠ-

ʙʝʪʩʢʠʭ ʟʥʘʥʠʡ ʦ ʚʟʘʠʤʦʜʝʡʩʪʚʠʠ ʠ ʚʟʘʠʤʦʧʨʦʥʠʢʥʦʚʝʥʠʠ ʠʥʜʠʚʠʜʘ ʠ ʦʢʨʫ-

ʞʘʶʱʝʛʦ ʚʥʝʰʥʝʛʦ ʤʠʨʘ (ʧʣʘʥʝʪʳ ɿʝʤʣʷ, ʉʦʣʥʝʯʥʦʡ ʩʠʩʪʝʤʳ, ʥʘʰʝʡ ɺʩʝ-

ʣʝʥʥʦʡ) 

ʀʩʪʦʨʠʷ: 

- ʊʘʥʝʮ ɺʘʜʞʨʳ ʥʝʨʘʟʨʳʚʥʦ ʩʚʷʟʘʥ ʚ ʩʦʚʨʝʤʝʥ-

ʥʦʤ ʤʠʨʝ ʩ ʠʤʝʥʝʤ ʏʦʛʴʷʣʘ ʅʘʤʢʘʷ ʅʦʨʙʫ. 

- ʏʦʛʴʷʣ ʅʘʤʢʘʡ ʅʦʨʙʫ ï ʋʯʠʪʝʣʴ ɼʟʦʛʯʝʥ, ʫʯʸ-

ʥʳʡ, ʠʩʩʣʝʜʦʚʘʪʝʣʴ ʢʫʣʴʪʫʨʳ ɻʠʤʘʣʘʡʩʢʦʛʦ ʨʝʛʠʦʥʘ, 

ʘʚʪʦʨ ʤʥʦʛʦʯʠʩʣʝʥʥʳʭ ʢʥʠʛ, ʧʝʨʝʚʝʜʸʥʥʳʭ ʥʘ ʙʦʣʴ-

ʰʠʥʩʪʚʦ ʝʚʨʦʧʝʡʩʢʠʭ ʷʟʳʢʦʚ ʠ ʪʘʢʞʝ ʥʘ ʨʫʩʩʢʠʡ ʷʟʳʢ, 

ʧʨʦʬʝʩʩʦʨ ʅʝʘʧʦʣʠʪʘʥʩʢʦʛʦ ɺʦʩʪʦʯʥʦʛʦ ʀʥʩʪʠʪʫʪʘ, 

ʦʩʥʦʚʘʪʝʣʴ ɼʟʦʛʯʝʥ-ʦʙʱʠʥʳ, ʠʤʝʶʱʝʡ ʪʳʩʷʯʠ ʧʦʩʣʝ-

ʜʦʚʘʪʝʣʝʡ ʚ ʩʦʚʨʝʤʝʥʥʦʤ ʤʠʨʝ. 

- ʏʦʛʴʷʣ ʅʘʤʢʘʡ ʅʦʨʙʫ ʥʘʯʘʣ ʧʝʨʝʜʘʚʘʪʴ ʊʘʥʝʮ 

ɺʘʜʞʨʳ ʩ ʥʘʯʘʣʘ 90-ʭ ʛʦʜʦʚ, ʠ ʩ ʪʝʭ ʧʦʨ ʊʘʥʝʮ ʢʘʢ 

ʫʥʠʢʘʣʴʥʳʡ ʤʝʪʦʜ ʨʘʩʧʨʦʩʪʨʘʥʠʣʩʷ ʧʦ ʚʩʝʤʫ ʩʚʝʪʫ. 

- ɻʨʫʧʧʳ ʪʘʥʮʫʶʱʠʭ ʊʘʥʝʮ ɺʘʜʞʨʳ ʝʩʪʴ ʚ ʀʪʘʣʠʠ, ʌʨʘʥʮʠʠ, ɸʥʛʣʠʠ, 

ʀʩʧʘʥʠʠ, ɻʝʨʤʘʥʠʠ, ɻʦʣʣʘʥʜʠʠ, ʌʠʥʣʷʥʜʠʠ, ʇʨʠʙʘʣʪʠʡʩʢʠʭ ʩʪʨʘʥʘʭ, ʈʦʩ-



ʩʠʠ, ʋʢʨʘʠʥʝ, ʇʦʣʴʰʝ, ʏʝʭʠʠ, ʉʦʝʜʠʥʸʥʥʳʭ ʐʪʘʪʘʭ ɸʤʝʨʠʢʠ, ɸʨʛʝʥʪʠʥʝ, 

ɺʝʥʝʩʫʵʣʝ, ɸʚʩʪʨʘʣʠʠ, ʅʦʚʦʡ ɿʝʣʘʥʜʠʠ, ʂʠʪʘʝ ï ʠ ʚʦ ʤʥʦʛʠʭ ʜʨʫʛʠʭ ʩʪʨʘʥʘʭ. 

- ɺ 2011 ʛʦʜʫ ʥʘ ɺʘʜʞʨʥʳʡ ʊʘʥʝʮ ʙʳʣ ʧʨʝʜʩʪʘʚʣʝʥ ʥʘ YIII  ʄʝʞʜʫʥʘ-

ʨʦʜʥʦʡ ʊʘʥʮʝʚʘʣʴʥʦʡ ʆʣʠʤʧʠʘʜʝ ʚ ʄʦʩʢʚʝ, ʠ ʏʦʛʴʷʣ ʅʘʤʢʘʡ ʅʦʨʙʫ ʩʪʘʣ 

ʯʣʝʥʦʤ ʄʝʞʜʫʥʘʨʦʜʥʦʛʦ ʉʦʚʝʪʘ ʊʘʥʮʘ ʧʨʠ ʖʅɽʉʂʆ. ɺ 2013 ʛʦʜʫ ʪʘʢʞʝ ʥʝ-

ʩʢʦʣʴʢʦ ʧʨʝʧʦʜʘʚʘʪʝʣʝʡ ʊʘʥʮʘ ɺʘʜʞʨʳ ʠʟ ʀʪʘʣʠʠ, ʈʦʩʩʠʠ, ʉʝʚʝʨʥʦʡ ɸʤʝʨʠ-

ʢʠ ʠ ɸʨʛʝʥʪʠʥʳ ʩʪʘʣʠ ʯʣʝʥʘʤʠ CID. 

ʉʚʦʡʩʪʚʘ: 

- ʊʘʥʝʮ ɺʘʜʞʨʳ ï ʵʪʦ ʤʝʜʠʪʘʮʠʷ ʚ ʜʚʠʞʝʥʠʠ, ʙʘʟʠʨʫʶʱʘʷʩʷ ʥʘ ʧʨʝʜ-

ʩʪʘʚʣʝʥʠʠ ʦ ʯʝʣʦʚʝʢʝ ʢʘʢ ʥʝʨʘʟʨʳʚʥʦʤ ʝʜʠʥʩʪʚʝ ʪʨʸʭ ʩʦʩʪʘʚʣʷʶʱʠʭ: ʪʝʣʘ, 

ʞʠʟʥʝʥʥʦʡ ʕʥʝʨʛʠʠ (ʪʦ ʝʩʪʴ ʬʫʥʢʮʠʡ ʯʝʣʦʚʝʯʝʩʢʦʛʦ ʪʝʣʘ, ʪʘʢʠʭ ʢʘʢ ʈʝʯʴ, 

ɿʨʝʥʠʝ ʠ ʪ.ʜ.) ʠ ʩʦʟʥʘʥʠʷ (çʪʝʣʦ, ʨʝʯʴ, ʫʤè ʙʫʜʜʠʡʩʢʠʭ ʪʝʢʩʪʦʚ) 

- ʉʣʦʚʦ çɺʘʜʞʨʘè ʦʟʥʘʯʘʝʪ ʛʣʫʙʠʥʥʫʶ ʜʫʭʦʚʥʫʶ ʧʨʠʨʦʜʫ ʢʘʞʜʦʛʦ ʩʫ-

ʱʝʩʪʚʘ, ʢʦʪʦʨʘʷ ʠʟʥʘʯʘʣʴʥʦ ʩʦʚʝʨʰʝʥʥʘ. ʊʨʠ ʩʦʩʪʘʚʣʷʶʱʠʭ ʯʝʣʦʚʝʢʘ (çʪʝʣʦ, 

ʨʝʯʴ ʠ ʫʤ è) ʦʙʲʝʜʠʥʷʶʪʩʷ ʚ ʟʥʘʥʠʠ ʵʪʦʛʦ ʩʦʩʪʦʷʥʠʷ ʧʫʪʸʤ ʧʨʠʤʝʥʝʥʠʷ ʜʚʠ-

ʞʝʥʠʷ ʠ ʟʚʫʢʘ. 

- ʊʘʥʝʮ ʠʤʝʝʪ ʫʧʦʨʷʜʦʯʝʥʥʫʶ ʩʪʨʫʢʪʫʨʫ ʜʚʠʞʝʥʠʡ ʠ ʧʨʠʤʝʥʷʝʪʩʷ ʥʘ 

ʄʘʥʜʘʣʝ ʧʷʪʠ ʮʚʝʪʦʚ, ʢʦʪʦʨʘʷ ʧʨʝʜʩʪʘʚʣʷʝʪ ʚʟʘʠʤʦʩʚʷʟʴ ʚʥʫʪʨʝʥʥʝʛʦ ʠʟʤʝ-

ʨʝʥʠʷ ʯʝʣʦʚʝʢʘ ʠ ʚʥʝʰʥʝʛʦ ʠʟʤʝʨʝʥʠʷ ʤʠʨʘ.  

- ʉʫʱʝʩʪʚʫʝʪ ʪʨʠ ʚʠʜʘ ʪʘʢʠʭ ʄʘʥʜʘʣ: ɺʩʝʣʝʥʥʦʡ, ʉʦʣʥʝʯʥʦʡ ʩʠʩʪʝʤʳ ʠ 

ɿʝʤʣʠ.  

- ʆʜʥʦʚʨʝʤʝʥʥʦ ʥʘ ʤʘʥʜʘʣʝ ɿʝʤʣʠ ʤʦʛʫʪ ʪʘʥʮʝʚʘʪʴ 12 ʯʝʣʦʚʝʢ: 6 ʤʫʞ-

ʯʠʥ ʠ 6 ʞʝʥʱʠʥ (ʠʣʠ 6 ʯʝʣʦʚʝʢ, ʪʘʥʮʫʶʱʠʝ ʤʫʞʩʢʫʶ ʧʘʨʪʠʶ ʠ 6 ʯʝʣʦʚʝʢ, 

ʪʘʥʮʫʶʱʠʝ ʞʝʥʩʢʫʶ ʧʘʨʪʠʶ) ʥʝʟʘʚʠʩʠʤʦ ʦʪ ʜʫʭʦʚʥʳʭ ʧʨʝʜʧʦʯʪʝʥʠʡ, ʚʦʟ-

ʨʘʩʪʘ ʠ ʫʨʦʚʥʷ ʬʠʟʠʯʝʩʢʦʡ ʧʦʜʛʦʪʦʚʢʠ. 

ʂʘʢʦʚʳ ʞʝ ʩʚʦʡʩʪʚʘ ʪʘʥʮʘ ɺʘʜʞʨʳ? çʊʘʥʝʮ ɺʘʜʞʨʳ ʷʚʣʷʝʪʩʷ ʢʘʢ ʤʝʪʦ-

ʜʦʤ ʜʫʭʦʚʥʦʛʦ ʩʘʤʦʩʦʚʝʨʰʝʥʩʪʚʦʚʘʥʠʷ, ʪʘʢ ʠ ʤʝʪʦʜʦʤ ʧʦʜʜʝʨʞʘʥʠʷ ʬʠʟʠʯʝ-

ʩʢʦʛʦ ʠ ʧʩʠʭʠʯʝʩʢʦʛʦ ʟʜʦʨʦʚʴʷ. ʆʥ ʤʦʞʝʪ ʧʨʠʤʝʥʷʪʴʩʷ ʣʶʙʳʤ ʯʝʣʦʚʝʢʦʤ 

 



 

 

- ʆʪ ʵʪʠʭ ʩʣʦʚ ʣʝʛʢʦ ʧʝʨʝʡʪʠ ʢ ʪʘʥʮʝʪʝʨʘʧʠʠ. ɺ ʩʣʦʚʝ ʪʝʨʘʧʠʷ ʚ ʮʝʣʦʤ 

ʦʙʲʝʜʠʥʝʥʦ 3 ʚʘʞʥʳʭ ʩʦʩʪʘʚʣʷʶʱʠʭ: ʣʝʯʝʥʠʝ ʫʞʝ ʩʫʱʝʩʪʚʫʶʱʠʭ ʟʥʘʯʠ-

ʪʝʣʴʥʳʭ ʧʨʦʙʣʝʤ ʥʘ ʫʨʦʚʥʝ ʊʝʣʘ ʠ ʇʩʠʭʠʢʠ, ʢʦʨʨʝʢʮʠʷ ʥʝʙʦʣʴʰʠʭ ʥʘʨʫʰʝ-

ʥʠʡ ʠ ʧʨʦʬʠʣʘʢʪʠʢʘ. ʇʨʦʬʠʣʘʢʪʠʢʘ ʠ ʢʦʨʨʝʢʮʠʷ ï ʜʚʝ ʚʘʞʥʳʝ ʩʦʩʪʘʚʣʷʶ-

ʱʠʝ, ʢʦʪʦʨʳʤ ʫʜʝʣʷʝʪʩʷ ʙʦʣʴʰʦʝ ʚʥʠʤʘʥʠʝ ʚ ʣʶʙʦʡ ʪʨʘʜʠʮʠʦʥʥʦʡ ʚʦʩʪʦʯ-

ʥʦʡ ʤʝʜʠʮʠʥʝ, ʚʢʣʶʯʘʷ ʪʠʙʝʪʩʢʫʶ.  

ʅʘ ʬʠʟʠʯʝʩʢʦʤ ʫʨʦʚʥʝ ʙʦʣʴʰʫʶ ʨʦʣʴ ʚ ʩʦʭʨʘʥʝʥʠʠ ʟʜʦʨʦʚʴʷ ʠ ʧʨʦʬʠ-

ʣʘʢʪʠʢʝ ʟʘʙʦʣʝʚʘʥʠʡ ʠʛʨʘʝʪ ʜʚʠʛʘʪʝʣʴʥʘʷ ʘʢʪʠʚʥʦʩʪʴ. ɼʚʠʞʝʥʠʷ ʚ ʊʘʥʮʝ 

ɺʘʜʞʨʳ ʤʷʛʢʠʝ ʠ ʧʣʘʚʥʳʝ ï ʦʥʠ ʧʦʜʭʦʜʷʪ ʣʶʜʷʤ ʚʩʝʭ ʫʨʦʚʥʝʡ ʬʠʟʠʯʝʩʢʦʛʦ 

ʨʘʟʚʠʪʠʷ, ʚ ʜʚʠʞʝʥʠʷʭ ʧʨʠʩʫʪʩʪʚʫʝʪ ʤʷʛʢʘʷ ʨʘʩʪʷʞʢʘ ʚʩʝʭ ʤʳʰʮ ʠ ʨʘʚʥʦ-

ʤʝʨʥʘʷ ʥʘʛʨʫʟʢʘ ʥʘ ʥʠʭ, ʧʦʣʥʦʩʪʴʶ ʦʪʩʫʪʩʪʚʫʝʪ ʨʠʩʢ ʪʨʘʚʤʘʪʠʢʠ, ʟʘ ʩʯʸʪ 

ʧʨʘʚʠʣʴʥʦʩʪʠ ʚʳʧʦʣʥʝʥʠʷ ʜʚʠʞʝʥʠʡ ʤʳ ʪʘʢʞʝ ʚʦʟʜʝʡʩʪʚʫʝʤ ʥʘ ʚʥʫʪʨʝʥʥʠʝ 

ʦʨʛʘʥʳ, ʦʙʳʯʥʦ ʚʳʨʘʚʥʠʚʘʝʪʩʷ ʦʩʘʥʢʘ, ʪʘʢʞʝ ʧʨʠʩʫʪʩʪʚʫʝʪ ʝʩʪʝʩʪʚʝʥʥʘʷ ʨʘʩ-

ʪʷʞʢʘ ʧʦʟʚʦʥʦʯʥʠʢʘ, ʯʪʦ ʧʨʝʧʷʪʩʪʚʫʝʪ ʚʦʟʨʘʩʪʥʦʤʫ çʩʞʘʪʠʶè ʧʦʟʚʦʥʦʯʥʠʢʘ. 

- ʄʳ ʤʦʞʝʤ ʧʨʦʧʝʚʘʪʴ ʦʧʨʝʜʝʣʸʥʥʳʝ ʩʣʦʛʠ ʚʦ ʚʨʝʤʷ ʊʘʥʮʘ, ʵʪʦ ʦʟʥʘ-

ʯʘʝʪ, ʯʪʦ ʚʢʣʶʯʘʝʪʩʷ ʚʝʩʴ ʜʳʭʘʪʝʣʴʥʳʡ ʘʧʧʘʨʘʪ, ʣʸʛʢʠʝ ʠ ʙʨʦʥʭʠ ʦʯʠʱʘʶʪʩʷ 

ʦʪ ʟʘʩʪʦʷʚʰʝʛʦʩʷ ʚʦʟʜʫʭʘ ʠ ʯʘʩʪʠʯʝʢ ʧʳʣʠ, ʜʳʭʘʥʠʝ ʩʪʘʥʦʚʠʪʩʷ ʙʦʣʝʝ ʛʣʫʙʦ-

ʢʠʤ. ʆʧʨʝʜʝʣʸʥʥʘʷ ʯʘʩʪʦʪʘ ʟʚʫʢʦʚ ʪʘʢʞʝ ʩʦʟʜʘʝʪ ʚʠʙʨʘʮʠʶ, ʙʣʘʛʦʪʚʦʨʥʦ 

ʚʣʠʷʶʱʫʶ ʥʘ ʬʠʟʠʯʝʩʢʦʝ ʠ ʧʩʠʭʠʯʝʩʢʦʝ ʩʦʩʪʦʷʥʠʝ.  


