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ʂʫʨʘʢʠʥʘ ʀ.ʀ., ʢʘʥʜʠʜʘʪ ʧʝʜʘʛʦʛʠʯʝʩʢʠʭ ʥʘʫʢ, ʜʦʮʝʥʪ ʢʘʬʝʜʨʳ 

ʠʩʪʦʨʠʠ ʠʩʢʫʩʩʪʚ, ʥʘʯʘʣʴʥʠʢ ʫʧʨʘʚʣʝʥʠʷ ʘʩʧʠʨʘʥʪʫʨʳ 

ʌɻɹʆʋ ɺʆ çʈʦʩʩʠʡʩʢʠʡ ʫʥʠʚʝʨʩʠʪʝʪ ʪʨʘʜʠʮʠʦʥʥʳʭ ʭʫʜʦʞʝʩʪʚʝʥʥʳʭ 

ʧʨʦʤʳʩʣʦʚè, 191186, ʛ. ʉʘʥʢʪ-ʇʝʪʝʨʙʫʨʛ, ʥʘʙʝʨʝʞʥʘʷ ʢʘʥʘʣʘ ɻʨʠʙʦʝʜʦʚʘ, 

ʜ. 2, ʣʠʪ. ɸ; e mail: ladybug90@yandex.ru 

Kurakina I.I. , candidate of pedagogical sciences, associate professor of the 

department of art history, head of postgraduate studies department of the Russian 

university of traditional art crafts, 191186, Saint-Petersburg, Griboyedov canal 

embankment, 2, lit. A; e-mail: ladybug90@yandex.ru 

 

ɼʠʩʩʝʨʪʘʮʠʦʥʥʳʝ ʠʩʩʣʝʜʦʚʘʥʠʷ 

Dissertation research 

 

29 ʜʝʢʘʙʨʷ 2025 ʛ. ʚ ʈʦʩʩʠʡʩʢʦʤ ʫʥʠʚʝʨʩʠʪʝʪʝ ʪʨʘʜʠʮʠʦʥʥʳʭ 

ʭʫʜʦʞʝʩʪʚʝʥʥʳʭ ʧʨʦʤʳʩʣʦʚ ʩʦʩʪʦʷʣʠʩʴ ʟʘʩʝʜʘʥʠʷ ʜʠʩʩʝʨʪʘʮʠʦʥʥʦʛʦ ʩʦʚʝʪʘ 

24.2.290.01 ʧʦ ʟʘʱʠʪʝ ʜʠʩʩʝʨʪʘʮʠʦʥʥʳʭ ʠʩʩʣʝʜʦʚʘʥʠʡ ʧʦ ʥʘʫʯʥʦʡ 

ʩʧʝʮʠʘʣʴʥʦʩʪʠ 5.8.7. ʄʝʪʦʜʦʣʦʛʠʷ ʠ ʪʝʭʥʦʣʦʛʠʷ ʧʨʦʬʝʩʩʠʦʥʘʣʴʥʦʛʦ 

ʦʙʨʘʟʦʚʘʥʠʷ (ʧʝʜʘʛʦʛʠʯʝʩʢʠʝ ʥʘʫʢʠ).  

ʈʝʟʫʣʴʪʘʪʳ ʜʠʩʩʝʨʪʘʮʠʦʥʥʦʛʦ 

ʠʩʩʣʝʜʦʚʘʥʠʷ ʥʘ ʪʝʤʫ çɺʟʘʠʤʦʩʚʷʟʴ 

ʩʦʜʝʨʞʘʥʠʷ ʧʨʦʬʠʣʴʥʳʭ ʜʠʩʮʠʧʣʠʥ 

ʧʨʠ ʧʦʜʛʦʪʦʚʢʝ ʙʫʜʫʱʠʭ ʭʫʜʦʞʥʠʢʦʚ 

ʥʠʞʥʝʪʘʛʠʣʴʩʢʦʡ ʜʝʢʦʨʘʪʠʚʥʦʡ 

ʨʦʩʧʠʩʠ ʚʳʩʰʝʛʦ ʦʙʨʘʟʦʚʘʥʠʷè 

ʧʨʝʜʩʪʘʚʠʣʘ ʄʘʨʠʷ ʉʝʨʛʝʝʚʥʘ 

ʂʘʣʤʳʢʦʚʘ (ʨʠʩ. 1-3 1 ). ʅʘʫʯʥʳʡ 

ʨʫʢʦʚʦʜʠʪʝʣʴ ʠʩʩʣʝʜʦʚʘʥʠʷ ï 

ʢʘʥʜʠʜʘʪ ʠʩʢʫʩʩʪʚʦʚʝʜʝʥʠʷ, 

ʟʘʚʝʜʫʶʱʠʡ ʢʘʬʝʜʨʦʡ ʨʠʩʫʥʢʘ ʠ 

ʞʠʚʦʧʠʩʠ ʈʦʩʩʠʡʩʢʦʛʦ ʫʥʠʚʝʨʩʠʪʝʪʘ 

ʪʨʘʜʠʮʠʦʥʥʳʭ ʭʫʜʦʞʝʩʪʚʝʥʥʳʭ 

ʧʨʦʤʳʩʣʦʚ ʅʠʢʦʣʘʡ ɻʨʠʛʦʨʴʝʚʠʯ 

ʂʫʟʥʝʮʦʚ. 

ɸʥʘʣʠʟʠʨʫʷ ʪʝʦʨʠʶ ʠ ʧʨʘʢʪʠʢʫ ʧʦʜʛʦʪʦʚʢʠ ʭʫʜʦʞʥʠʢʦʚ 

ʥʠʞʥʝʪʘʛʠʣʴʩʢʦʡ ʜʝʢʦʨʘʪʠʚʥʦʡ ʨʦʩʧʠʩʠ ʚ ʨʝʪʨʦʩʧʝʢʪʠʚʝ ʠ ʚ ʩʦʚʨʝʤʝʥʥʳʭ 

ʨʝʘʣʠʷʭ, ʄ.ʉ. ʂʘʣʤʳʢʦʚʘ ʚʳʷʚʠʣʘ ʷʜʨʦ ʧʨʦʬʝʩʩʠʦʥʘʣʴʥʳʭ ʜʠʩʮʠʧʣʠʥ, 

 
1  ʈʠʩ. 1-5. ʌʦʪʦ ʠʟ ʘʨʭʠʚʘ ʌɻɹʆʋ ɺʆ çʈʦʩʩʠʡʩʢʠʡ ʫʥʠʚʝʨʩʠʪʝʪ ʪʨʘʜʠʮʠʦʥʥʳʭ 

ʭʫʜʦʞʝʩʪʚʝʥʥʳʭ ʧʨʦʤʳʩʣʦʚè. 

ʈʠʩ. 1. ɿʘʱʠʪʘ ʜʠʩʩʝʨʪʘʮʠʠ  

ʄ.ʉ. ʂʘʣʤʳʢʦʚʦʡ 

mailto:ladybug90@yandex.ru


с 

ʚʳʩʪʫʧʘʶʱʠʭ ʬʫʥʜʘʤʝʥʪʘʣʴʥʦʡ ʦʩʥʦʚʦʡ ʚʳʩʰʝʛʦ ʦʙʨʘʟʦʚʘʥʠʷ ʚ ʵʪʦʤ ʚʠʜʝ 

ʪʨʘʜʠʮʠʦʥʥʦʛʦ ʭʫʜʦʞʝʩʪʚʝʥʥʦʛʦ ʧʨʦʤʳʩʣʘ. ɸʚʪʦʨʦʤ ʚʧʝʨʚʳʝ ʨʘʟʨʘʙʦʪʘʥʘ 

ʧʝʜʘʛʦʛʠʯʝʩʢʘʷ ʤʦʜʝʣʴ ʚʟʘʠʤʦʩʚʷʟʠ ʩʦʜʝʨʞʘʥʠʷ ʜʘʥʥʳʭ ʜʠʩʮʠʧʣʠʥ, ʢʦʪʦʨʘʷ 

ʩʪʘʣʘ ʥʝʦʙʭʦʜʠʤʳʤ ʫʩʣʦʚʠʝʤ ʩʦʚʝʨʰʝʥʩʪʚʦʚʘʥʠʷ ʧʨʦʬʝʩʩʠʦʥʘʣʴʥʦʛʦ 

ʦʙʫʯʝʥʠʷ ʭʫʜʦʞʥʠʢʦʚ ʥʠʞʥʝʪʘʛʠʣʴʩʢʦʡ ʜʝʢʦʨʘʪʠʚʥʦʡ ʨʦʩʧʠʩʠ, ʛʦʪʦʚʳʭ 

ʠ ʩʧʦʩʦʙʥʳʭ ʢ ʩʦʟʜʘʥʠʶ ʚʳʩʦʢʦʭʫʜʦʞʝʩʪʚʝʥʥʳʭ ʧʨʦʠʟʚʝʜʝʥʠʡ ʵʪʦʛʦ ʚʠʜʘ 

ʠʩʢʫʩʩʪʚʘ. 

 

  

ʈʠʩ. 2, 3. ɿʘʱʠʪʘ ʜʠʩʩʝʨʪʘʮʠʠ ʄ.ʉ. ʂʘʣʤʳʢʦʚʦʡ 

 

ʈʘʟʨʘʙʦʪʢʝ ʩʦʜʝʨʞʘʥʠʷ ʦʙʫʯʝʥʠʷ ʤʘʩʪʝʨʩʪʚʫ ʜʝʢʦʨʘʪʠʚʥʦʡ ʨʦʩʧʠʩʠ 

çʤʦʩʢʦʚʩʢʦʝ ʧʠʩʴʤʦè (ʥʘ ʫʨʦʚʥʝ ʙʘʢʘʣʘʚʨʠʘʪʘ) ʧʦʩʚʷʱʝʥʦ ʜʠʩʩʝʨʪʘʮʠʦʥʥʦʝ 

ʠʩʩʣʝʜʦʚʘʥʠʝ ɸʥʥʳ ɸʣʝʢʩʘʥʜʨʦʚʥʳ ʉʦʣʦʧʦʚʦʡ ʥʘ ʪʝʤʫ çʉʦʜʝʨʞʘʥʠʝ 

ʦʙʫʯʝʥʠʷ ʤʘʩʪʝʨʩʪʚʫ ʜʝʢʦʨʘʪʠʚʥʦʡ ʨʦʩʧʠʩʠ ñʤʦʩʢʦʚʩʢʦʝ ʧʠʩʴʤʦò ʚ ʚʳʩʰʝʤ 

ʦʙʨʘʟʦʚʘʥʠʠè (ʨʠʩ. 4, 5). 

 

  

ʈʠʩ. 4, 5. ɿʘʱʠʪʘ ʜʠʩʩʝʨʪʘʮʠʠ ɸ.ɸ. ʉʦʣʦʧʦʚʦʡ 

 

ʅʘʫʯʥʳʡ ʨʫʢʦʚʦʜʠʪʝʣʴ ï ʆʣʴʛʘ ɺʣʘʜʠʤʠʨʦʚʥʘ ʌʝʜʦʪʦʚʘ, ʢʘʥʜʠʜʘʪ 

ʧʝʜʘʛʦʛʠʯʝʩʢʠʭ ʥʘʫʢ, ʜʦʮʝʥʪ, ʜʠʨʝʢʪʦʨ ʀʥʩʪʠʪʫʪʘ ʪʨʘʜʠʮʠʦʥʥʦʛʦ 

ʧʨʠʢʣʘʜʥʦʛʦ ʠʩʢʫʩʩʪʚʘ ï ʄʦʩʢʦʚʩʢʦʛʦ ʬʠʣʠʘʣʘ ʌɻɹʆʋ ɺʆ çʈʦʩʩʠʡʩʢʠʡ 

ʫʥʠʚʝʨʩʠʪʝʪ ʪʨʘʜʠʮʠʦʥʥʳʭ ʭʫʜʦʞʝʩʪʚʝʥʥʳʭ ʧʨʦʤʳʩʣʦʚè. ʋʪʚʝʨʞʜʘʷ 



т 

ʥʝʦʙʭʦʜʠʤʦʩʪʴ ʚʳʩʰʝʛʦ ʦʙʨʘʟʦʚʘʥʠʷ ʢʘʢ ʚʝʜʫʱʝʛʦ ʫʩʣʦʚʠʷ ʩʦʭʨʘʥʝʥʠʷ 

ʠ ʨʘʟʚʠʪʠʷ ʪʨʘʜʠʮʠʡ ʫʥʠʢʘʣʴʥʦʛʦ ʚʠʜʘ ʪʨʘʜʠʮʠʦʥʥʳʭ ʭʫʜʦʞʝʩʪʚʝʥʥʳʭ 

ʧʨʦʤʳʩʣʦʚ ʄʦʩʢʚʳ ï ʜʝʢʦʨʘʪʠʚʥʦʡ ʨʦʩʧʠʩʠ çʤʦʩʢʦʚʩʢʦʝ ʧʠʩʴʤʦè, 

ɸ.ɸ. ʉʦʣʦʧʦʚʘ ʪʝʦʨʝʪʠʯʝʩʢʠ ʦʙʦʩʥʦʚʘʣʘ ʠ ʨʘʟʨʘʙʦʪʘʣʘ ʩʦʜʝʨʞʘʥʠʝ ʦʙʫʯʝʥʠʷ 

ʤʘʩʪʝʨʩʪʚʫ ʙʘʢʘʣʘʚʨʦʚ ʚ ʩʦʦʪʚʝʪʩʪʚʠʠ ʩ ʚʳʟʦʚʘʤʠ ʚʨʝʤʝʥʠ, ʦʧʨʝʜʝʣʠʣʘ 

ʦʨʛʘʥʠʟʘʮʠʦʥʥʦ-ʧʝʜʘʛʦʛʠʯʝʩʢʠʝ ʫʩʣʦʚʠʷ ʝʛʦ ʨʝʘʣʠʟʘʮʠʠ.  

ʊʝʦʨʝʪʠʯʝʩʢʠʝ ʧʦʣʦʞʝʥʠʷ ʥʘʫʯʥʳʭ ʠʩʩʣʝʜʦʚʘʥʠʡ ʜʠʩʩʝʨʪʘʥʪʦʚ 

ʚ ʩʠʩʪʝʤʝ ʚʳʩʰʝʛʦ ʦʙʨʘʟʦʚʘʥʠʷ ʚ ʦʙʣʘʩʪʠ ʜʝʢʦʨʘʪʠʚʥʦʡ ʨʦʩʧʠʩʠ ʙʳʣʠ 

ʵʢʩʧʝʨʠʤʝʥʪʘʣʴʥʦ ʧʨʦʚʝʨʝʥʳ ʚ ʈʦʩʩʠʡʩʢʦʤ ʫʥʠʚʝʨʩʠʪʝʪʝ ʪʨʘʜʠʮʠʦʥʥʳʭ 

ʭʫʜʦʞʝʩʪʚʝʥʥʳʭ ʧʨʦʤʳʩʣʦʚ (ʥʠʞʥʝʪʘʛʠʣʴʩʢʘʷ ʜʝʢʦʨʘʪʠʚʥʘʷ ʨʦʩʧʠʩʴ) ʠ ʝʛʦ 

ʬʠʣʠʘʣʝ ï ʀʥʩʪʠʪʫʪʝ ʪʨʘʜʠʮʠʦʥʥʦʛʦ ʧʨʠʢʣʘʜʥʦʛʦ ʠʩʢʫʩʩʪʚʘ (çʤʦʩʢʦʚʩʢʦʝ 

ʧʠʩʴʤʦè). 

ʈʝʜʘʢʮʠʷ ʩʝʪʝʚʦʛʦ ʥʘʫʯʥʦʛʦ ʠʟʜʘʥʠʷ çʊʨʘʜʠʮʠʦʥʥʦʝ ʧʨʠʢʣʘʜʥʦʝ 

ʠʩʢʫʩʩʪʚʦ ʠ ʦʙʨʘʟʦʚʘʥʠʝè ʧʦʟʜʨʘʚʣʷʝʪ ʩʦʠʩʢʘʪʝʣʝʡ ʩ ʟʘʱʠʪʦʡ ʠ ʞʝʣʘʝʪ 

ʫʩʧʝʰʥʦʛʦ ʧʨʦʜʦʣʞʝʥʠʷ ʥʘʫʯʥʦʡ ʠ ʪʚʦʨʯʝʩʢʦʡ ʜʝʷʪʝʣʴʥʦʩʪʠ ʚ ʜʝʣʝ 

ʩʦʭʨʘʥʝʥʠʷ ʠ ʨʘʟʚʠʪʠʷ ʪʨʘʜʠʮʠʦʥʥʳʭ ʭʫʜʦʞʝʩʪʚʝʥʥʳʭ ʧʨʦʤʳʩʣʦʚ ʈʦʩʩʠʠ! 

  



у 
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Kurakina I.I. , candidate of pedagogical sciences, associate professor of the 

department of art history, head of postgraduate studies department at the Russian 

university of traditional art crafts, 191186, Saint-Petersburg, Griboyedov canal 

embankment, 2, lit. A; e-mail: ladybug90@yandex.ru 

 

Dissertation research 

 

On December 29, 2025, the dissertation council 24.2.290.01 at the Russian 

university of traditional art crafts held sessions for the defense of doctoral 

dissertations in the scientific specialty 5.8.7. Methodology and technology of 

vocational education (pedagogical sciences). 

The results of the dissertation study on the topic ñInterrelation of specialized 

disciplines content in training future artists of Nizhny Tagil decorative painting in 

higher educationò were presented by 

Maria Sergeyevna Kalmykova (Figs. 1-

32). The supervisor of the research is 

Nikolay Grigoryevich Kuznetsov, 

candidate of arts studies, head of drawing 

and painting department at the Russian 

university of traditional art crafts. 

By analyzing the theory and 

practice of training artists specializing in 

Nizhny Tagil decorative painting both 

retrospectively and within contemporary 

realities, M.S. Kalmykova identified a 

core set of professional disciplines that 

serve as the foundational basis for higher 

education in this traditional art form. For the first time, the author developed a 

pedagogical model illustrating the interconnection between these disciplines, which 

became an essential condition for improving vocational training for artists capable 

of creating high-quality works of art in this genre. 

Anna Aleksandrovna Solopovaôs dissertation research titled ñContent of 

training in the skill of decorative painting 'Moscow letter' in higher educationò 

focuses on developing the content of instruction for mastering the skill of ñMoscow 

letterò style decorative painting at the bachelor's level (Figs. 4, 5). 

 

 
2 Figs. 1-5. Photos from the archive of the Russian university of traditional art crafts. 

Fig. 1. Defense of M.S. Kalmykova's 

dissertation 
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Figs. 2, 3. Defense of M.S. Kalmykova's dissertation 

 

  

Figs. 4, 5. Defense of A.A. Solopovaôs dissertation 

 

The supervisor of the research was Olga Vladimirovna Fedotova, candidate 

of pedagogical sciences, associate professor, director of the institute of traditional 

applied arts ï Moscow branch of the Russian university of traditional art crafts. 

Affirming the necessity of higher education as the leading condition for preserving 

and developing the traditions of Moscow's unique type of traditional art crafts ï 

decorative painting known as ñMoscow letterò, A.A. Solopova theoretically 

substantiated and developed the educational content for bachelorsô degree students, 

aligning it with current challenges and defining organizational-pedagogical 

conditions for its implementation. 

The theoretical findings of the candidates' studies in the field of decorative 

painting within the system of higher education have been experimentally verified at 

the Russian university of traditional art crafts (Nizhny Tagil decorative painting) and 

its branch ï the institute of traditional applied arts (ñMoscow letterò). 

The editorial team of the online scientific journal ñTraditional applied art and 

educationò congratulates the applicants on their successful defenses and wishes them 

continued success in their scientific and creative endeavors aimed at preserving and 

advancing Russia's traditional art crafts! 
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ʉʘʣʪʘʥʦʚ ʄ.ɸ., ʢʘʥʜʠʜʘʪ ʧʝʜʘʛʦʛʠʯʝʩʢʠʭ ʥʘʫʢ, ʜʠʨʝʢʪʦʨ 

ʌʝʜʦʩʢʠʥʩʢʦʛʦ ʠʥʩʪʠʪʫʪʘ ʣʘʢʦʚʦʡ ʤʠʥʠʘʪʶʨʥʦʡ ʞʠʚʦʧʠʩʠ ï ʬʠʣʠʘʣʘ 

ʌɻɹʆʋ ɺʆ çʈʦʩʩʠʡʩʢʠʡ ʫʥʠʚʝʨʩʠʪʝʪ ʪʨʘʜʠʮʠʦʥʥʳʭ ʭʫʜʦʞʝʩʪʚʝʥʥʳʭ 

ʧʨʦʤʳʩʣʦʚè, 141052, ʩʝʣʦ ʌʝʜʦʩʢʠʥʦ, ʫʣ. ʃʫʢʫʪʠʥʩʢʘʷ, ʜ. 33; e-mail: 

fhpu@mail.ru 

Saltanov M.A., candidate of pedagogical sciences, director of the Fedoskino 

institute of lacquer miniature painting ï branch of the Russian university of 

traditional art crafts, 141052, p. Fedoskino, st. Lukutinskaya, 33; e-mail: 

fhpu@mail.ru 

 

ɺʳʩʪʘʚʢʘ ʈʦʩʩʠʡʩʢʦʛʦ ʫʥʠʚʝʨʩʠʪʝʪʘ ʪʨʘʜʠʮʠʦʥʥʳʭ ʭʫʜʦʞʝʩʪʚʝʥʥʳʭ 

ʧʨʦʤʳʩʣʦʚ çʊʦʨʞʝʩʪʚʦ ʪʨʘʜʠʮʠʡ: ʰʝʜʝʚʨʳ ʭʫʜʦʞʝʩʪʚʝʥʥʳʭ  

ʧʨʦʤʳʩʣʦʚ ʠʟ ʨʘʟʣʠʯʥʳʭ ʨʝʛʠʦʥʦʚ ʈʦʩʩʠʠè  

ʚ ʈʫʩʩʢʦʤ ʜʦʤʝ ʥʘʫʢʠ ʠ ʢʫʣʴʪʫʨʳ ʚ ʇʘʨʠʞʝ 

Exhibition of the Russian university of traditional art crafts ñTriumph of 

traditions: masterpieces of artistic crafts from various regions of Russiaò at 

the Russian house of science and culture in Paris 

 

ɺ ʈʫʩʩʢʦʤ ʜʦʤʝ ʥʘʫʢʠ ʠ ʢʫʣʴʪʫʨʳ ʚ ʇʘʨʠʞʝ ʩʦʩʪʦʷʣʦʩʴ ʪʦʨʞʝʩʪʚʝʥʥʦʝ 

ʦʪʢʨʳʪʠʝ ʚʳʩʪʘʚʢʠ, ʧʨʝʜʩʪʘʚʣʷʶʱʝʡ ʙʦʛʘʪʩʪʚʦ ʪʨʘʜʠʮʠʦʥʥʳʭ 

ʭʫʜʦʞʝʩʪʚʝʥʥʳʭ ʧʨʦʤʳʩʣʦʚ ʈʦʩʩʠʠ (ʨʠʩ. 13, 2). ʕʢʩʧʦʟʠʮʠʷ, ʦʨʛʘʥʠʟʦʚʘʥʥʘʷ 

ʈʦʩʩʠʡʩʢʠʤ ʫʥʠʚʝʨʩʠʪʝʪʦʤ ʪʨʘʜʠʮʠʦʥʥʳʭ ʭʫʜʦʞʝʩʪʚʝʥʥʳʭ ʧʨʦʤʳʩʣʦʚ ʠ ʝʛʦ 

ʬʠʣʠʘʣʘʤʠ, ʧʦʛʨʫʞʘʝʪ ʛʦʩʪʝʡ ʚ ʤʠʨ ʫʥʠʢʘʣʴʥʦʛʦ ʠʩʢʫʩʩʪʚʘ. 

 

  
ʈʠʩ. 1, 2. ɸʬʠʰʠ çʊʦʨʞʝʩʪʚʦ ʪʨʘʜʠʮʠʡ: ʰʝʜʝʚʨʳ ʭʫʜʦʞʝʩʪʚʝʥʥʳʭ ʧʨʦʤʳʩʣʦʚ ʠʟ 

ʨʘʟʣʠʯʥʳʭ ʨʝʛʠʦʥʦʚ ʈʦʩʩʠʠè. ʈʫʩʩʢʠʡ ʜʦʤ ʥʘʫʢʠ ʠ ʢʫʣʴʪʫʨʳ ʚ ʇʘʨʠʞʝ. 2026 ʛ. 

 
3 ʈʠʩ. 1-13. ʌʦʪʦ ʘʚʪʦʨʘ ʩʪʘʪʴʠ. 

mailto:fhpu@mail.ru


мм 

ʉ ʧʨʠʚʝʪʩʪʚʝʥʥʳʤ ʩʣʦʚʦʤ ʚʳʩʪʫʧʠʣʠ ʧʦʯʝʪʥʳʝ ʛʦʩʪʠ. ɿʘʤʝʩʪʠʪʝʣʴ 

ʇʦʩʪʦʷʥʥʦʛʦ ʧʨʝʜʩʪʘʚʠʪʝʣʷ ʈʦʩʩʠʡʩʢʦʡ ʌʝʜʝʨʘʮʠʠ ʧʨʠ ʖʅɽʉʂʆ ʂ.ɺ. ʈʳʥʟʘ 

ʧʦʜʯʝʨʢʥʫʣ ʚʘʞʥʦʩʪʴ ʢʫʣʴʪʫʨʥʦʛʦ ʚʟʘʠʤʦʜʝʡʩʪʚʠʷ: çʊʘʢʠʝ ʚʳʩʪʘʚʢʠ 

ʩʙʣʠʞʘʶʪ ʥʘʨʦʜʳ ʠ ʛʦʩʫʜʘʨʩʪʚʘ. ʆʥʠ ʧʦʢʘʟʳʚʘʶʪ ʈʦʩʩʠʶ ʩ ʥʦʚʦʡ, 

ʥʝʦʞʠʜʘʥʥʦʡ ʩʪʦʨʦʥʳ ï ʩʪʦʨʦʥʳ ʩʦʟʠʜʘʥʠʷ. ʈʫʩʩʢʠʝ ʣʶʜʠ ʩʦʟʜʘʶʪ ʢʨʘʩʦʪʫ, 

ʥʝʩʫʪ ʩʚʦʡ ʪʘʣʘʥʪ ʠ ʜʦʙʨʦ ʧʦ ʚʩʝʤʫ ʤʠʨʫè. 

ʀʩʧʦʣʥʷʶʱʘʷ ʦʙʷʟʘʥʥʦʩʪʠ ʜʠʨʝʢʪʦʨʘ ʈʫʩʩʢʦʛʦ ʜʦʤʘ ʥʘʫʢʠ ʠ ʢʫʣʴʪʫʨʳ 

ʚ ʇʘʨʠʞʝ ʉ.ɺ. ɾʠʣʠʥʘ ʧʦʙʣʘʛʦʜʘʨʠʣʘ ʫʥʠʚʝʨʩʠʪʝʪ ʟʘ ʦʨʛʘʥʠʟʘʮʠʶ 

ʤʝʨʦʧʨʠʷʪʠʷ ʠ ʫʥʠʢʘʣʴʥʳʝ ʵʢʩʧʦʥʘʪʳ, ʩʧʝʮʠʘʣʴʥʦ ʧʨʠʚʝʟʝʥʥʳʝ ʠʟ ʈʦʩʩʠʠ ʥʘ 

ʚʳʩʪʘʚʢʫ. 

ʇʨʝʟʠʜʝʥʪ ʈʦʩʩʠʡʩʢʦʛʦ ʫʥʠʚʝʨʩʠʪʝʪʘ ʪʨʘʜʠʮʠʦʥʥʳʭ ʭʫʜʦʞʝʩʪʚʝʥʥʳʭ 

ʧʨʦʤʳʩʣʦʚ ɺ.ʌ. ʄʘʢʩʠʤʦʚʠʯ ʨʘʩʩʢʘʟʘʣʘ ʛʦʩʪʷʤ ʦʙ ʠʩʪʦʨʠʠ ʚʫʟʘ 

ʠ ʤʥʦʛʦʦʙʨʘʟʠʠ ʧʨʝʜʩʪʘʚʣʝʥʥʳʭ ʚʠʜʦʚ ʪʨʘʜʠʮʠʦʥʥʦʛʦ ʧʨʠʢʣʘʜʥʦʛʦ ʠʩʢʫʩʩʪʚʘ. 

ɺ ʩʚʦʝʡ ʨʝʯʠ ʦʥʘ ʦʪʤʝʪʠʣʘ, ʯʪʦ çʠʩʢʫʩʩʪʚʦ ʦʙʲʝʜʠʥʷʝʪ ʠ ʩʪʠʨʘʝʪ ʛʨʘʥʠʮʳ 

ʩʚʦʝʡ ʢʨʘʩʦʪʦʡè, ʠ ʚʳʨʘʟʠʣʘ ʙʣʘʛʦʜʘʨʥʦʩʪʴ ʘʜʤʠʥʠʩʪʨʘʮʠʠ ʈʫʩʩʢʦʛʦ ʜʦʤʘ ʟʘ 

ʪʸʧʣʳʡ ʧʨʠʸʤ (ʨʠʩ. 3).  
 

 

 

ʈʠʩ. 3. ʆʪʢʨʳʪʠʝ ʚʳʩʪʘʚʢʠ çʊʦʨʞʝʩʪʚʦ 

ʪʨʘʜʠʮʠʡ: ʰʝʜʝʚʨʳ ʭʫʜʦʞʝʩʪʚʝʥʥʳʭ 

ʧʨʦʤʳʩʣʦʚ ʠʟ ʨʘʟʣʠʯʥʳʭ ʨʝʛʠʦʥʦʚ 

ʈʦʩʩʠʠè. ʇʨʠʚʝʪʩʪʚʝʥʥʦʝ ʩʣʦʚʦ 

ʧʨʝʟʠʜʝʥʪʘ ʈʦʩʩʠʡʩʢʦʛʦ ʫʥʠʚʝʨʩʠʪʝʪʘ 

ʪʨʘʜʠʮʠʦʥʥʳʭ ʭʫʜʦʞʝʩʪʚʝʥʥʳʭ ʧʨʦʤʳʩʣʦʚ 

ɺ.ʌ. ʄʘʢʩʠʤʦʚʠʯ. 

ʈʫʩʩʢʠʡ ʜʦʤ ʥʘʫʢʠ ʠ ʢʫʣʴʪʫʨʳ ʚ ʇʘʨʠʞʝ. 

2026 ʛ. 

 
 

ʅʘ ʚʳʩʪʘʚʢʝ ʙʳʣʠ ʧʨʝʜʩʪʘʚʣʝʥʳ ʢʦʩʪʦʨʝʟʥʦʝ ʠ ʶʚʝʣʠʨʥʦʝ ʠʩʢʫʩʩʪʚʦ, 

ʭʫʜʦʞʝʩʪʚʝʥʥʦʝ ʢʨʫʞʝʚʦ ʠ ʚʳʰʠʚʢʘ, ʨʦʩʧʠʩʴ ʧʦ ʪʢʘʥʠ (ʙʘʪʠʢ), ʙʦʛʦʨʦʜʩʢʘʷ 

ʭʫʜʦʞʝʩʪʚʝʥʥʘʷ ʨʝʟʴʙʘ ʧʦ ʜʝʨʝʚʫ, ʣʘʢʦʚʘʷ ʤʠʥʠʘʪʶʨʥʘʷ ʞʠʚʦʧʠʩʴ, ʘ ʪʘʢʞʝ 

ʨʦʩʧʠʩʴ ʧʦ ʜʝʨʝʚʫ ʠ ʤʝʪʘʣʣʫ (ʨʠʩ. 4, 5). ɺʧʝʨʚʳʝ ʵʢʩʧʦʥʠʨʦʚʘʣʠʩʴ ʞʦʩʪʦʚʩʢʠʝ 

ʧʦʜʥʦʩʳ ʧʝʨʚʳʭ ʚʳʧʫʩʢʥʠʢʦʚ ʙʘʟʦʚʦʡ ʢʘʬʝʜʨʳ ʞʦʩʪʦʚʩʢʦʡ ʭʫʜʦʞʝʩʪʚʝʥʥʦʡ 

ʨʦʩʧʠʩʠ, ʦʪʢʨʳʪʦʡ ʌʝʜʦʩʢʠʥʩʢʠʤ ʠʥʩʪʠʪʫʪʦʤ ʣʘʢʦʚʦʡ ʤʠʥʠʘʪʶʨʥʦʡ 

ʞʠʚʦʧʠʩʠ ʥʘ ʙʘʟʝ ʜʝʡʩʪʚʫʶʱʝʛʦ ʧʨʝʜʧʨʠʷʪʠʷ ï ʆʆʆ çɾʦʩʪʦʚʩʢʘʷ ʬʘʙʨʠʢʘè. 

ʉʝʨʠʶ ʤʘʩʪʝʨ-ʢʣʘʩʩʦʚ ʜʣʷ ʛʦʩʪʝʡ ʈʫʩʩʢʦʛʦ ʜʦʤʘ ʧʨʦʚʸʣ ʄ.ɸ. ʉʘʣʪʘʥʦʚ, 

ʜʠʨʝʢʪʦʨ ʌʝʜʦʩʢʠʥʩʢʦʛʦ ʠʥʩʪʠʪʫʪʘ ʣʘʢʦʚʦʡ ʤʠʥʠʘʪʶʨʥʦʡ ʞʠʚʦʧʠʩʠ ï 

ʬʠʣʠʘʣʘ ʈʦʩʩʠʡʩʢʦʛʦ ʫʥʠʚʝʨʩʠʪʝʪʘ ʪʨʘʜʠʮʠʦʥʥʳʭ ʭʫʜʦʞʝʩʪʚʝʥʥʳʭ 

ʧʨʦʤʳʩʣʦʚ. ʇʦʜ ʝʛʦ ʨʫʢʦʚʦʜʩʪʚʦʤ ʚʩʝ ʞʝʣʘʶʱʠʝ ʤʦʛʣʠ ʧʨʠʢʦʩʥʫʪʴʩʷ 

ʢ ʩʝʢʨʝʪʘʤ ʦʜʥʦʛʦ ʠʟ ʩʘʤʳʭ ʷʨʢʠʭ ʚʠʜʦʚ ʪʨʘʜʠʮʠʦʥʥʦʛʦ ʧʨʠʢʣʘʜʥʦʛʦ 

ʠʩʢʫʩʩʪʚʘ ï ʞʦʩʪʦʚʩʢʦʡ ʜʝʢʦʨʘʪʠʚʥʦʡ ʨʦʩʧʠʩʠ (ʨʠʩ. 6, 7). 

 



мн 

  
ʈʠʩ. 4, 5. ɺʳʩʪʘʚʢʘ çʊʦʨʞʝʩʪʚʦ ʪʨʘʜʠʮʠʡ: ʰʝʜʝʚʨʳ ʭʫʜʦʞʝʩʪʚʝʥʥʳʭ ʧʨʦʤʳʩʣʦʚ  

ʠʟ ʨʘʟʣʠʯʥʳʭ ʨʝʛʠʦʥʦʚ ʈʦʩʩʠʠè. ʈʫʩʩʢʠʡ ʜʦʤ ʥʘʫʢʠ ʠ ʢʫʣʴʪʫʨʳ ʚ ʇʘʨʠʞʝ. 2026 ʛ. 

 

  
ʈʠʩ. 6, 7. ʄʘʩʪʝʨ-ʢʣʘʩʩ çɾʦʩʪʦʚʩʢʠʡ ʮʚʝʪʦʢ ʚ ʪʝʭʥʠʢʝ ñʘʣʣʘ ʧʨʠʤʘòè.  

ʈʫʩʩʢʠʡ ʜʦʤ ʥʘʫʢʠ ʠ ʢʫʣʴʪʫʨʳ ʚ ʇʘʨʠʞʝ. 2026 ʛ. 

 

ʄʠʨ ʶʚʝʣʠʨʥʦʛʦ ʠʩʢʫʩʩʪʚʘ ʧʦʩʝʪʠʪʝʣʷʤ ʦʪʢʨʳʣʘ ʄ.ɺ. ʏʫʨʘʢʦʚʘ, 

ʟʘʚʝʜʫʶʱʠʡ ʢʘʬʝʜʨʦʡ ʶʚʝʣʠʨʥʦʛʦ ʠʩʢʫʩʩʪʚʘ ʈʦʩʩʠʡʩʢʦʛʦ ʫʥʠʚʝʨʩʠʪʝʪʘ 

ʪʨʘʜʠʮʠʦʥʥʳʭ ʭʫʜʦʞʝʩʪʚʝʥʥʳʭ ʧʨʦʤʳʩʣʦʚ, ʢʦʪʦʨʘʷ ʨʘʩʩʢʘʟʘʣʘ ʫʯʘʩʪʥʠʢʘʤ 

ʦ ʪʦʥʢʦʩʪʷʭ ʨʘʙʦʪʳ ʩ ʤʝʪʘʣʣʦʤ ʠ ʢʘʤʥʷʤʠ ʠ ʧʨʦʜʝʤʦʥʩʪʨʠʨʦʚʘʣʘ ʩʦʚʨʝʤʝʥʥʳʝ 

ʧʦʜʭʦʜʳ ʢ ʩʦʟʜʘʥʠʶ ʶʚʝʣʠʨʥʳʭ ʫʢʨʘʰʝʥʠʡ (ʨʠʩ. 8, 9). 

 

  
ʈʠʩ. 8, 9. ʄʘʩʪʝʨ-ʢʣʘʩʩ ʧʦ ʶʚʝʣʠʨʥʦʤʫ ʠʩʢʫʩʩʪʚʫ çɺʳʧʦʣʥʝʥʠʝ ʢʦʣʝʮ  

ʩ ʜʝʢʦʨʘʪʠʚʥʳʤ ʨʠʩʫʥʢʦʤ ʚ ʪʝʭʥʠʢʝ ʶʚʝʣʠʨʥʦʡ ʰʪʘʤʧʦʚʢʠè. 

ʈʫʩʩʢʠʡ ʜʦʤ ʥʘʫʢʠ ʠ ʢʫʣʴʪʫʨʳ ʚ ʇʘʨʠʞʝ. 2026 ʛ. 



мо 

ɿʥʘʢʦʤʩʪʚʦ ʧʦʩʝʪʠʪʝʣʝʡ ʩ ʭʫʜʦʞʝʩʪʚʝʥʥʦʡ ʨʝʟʴʙʦʡ ʧʦ ʢʦʩʪʠ ʙʣʘʛʦʜʘʨʷ 

ɺ.ʅ. ʂʦʣʦʙʦʚʫ, ʟʘʚʝʜʫʶʱʝʤʫ ʢʘʬʝʜʨʦʡ ʢʦʩʪʦʨʝʟʥʦʛʦ ʠʩʢʫʩʩʪʚʘ, ʧʨʝʚʨʘʱʘʣʦʩʴ 

ʚ ʫʚʣʝʢʘʪʝʣʴʥʦʝ ʧʦʛʨʫʞʝʥʠʝ ʚ ʨʝʛʠʦʥʘʣʴʥʦ-ʠʩʪʦʨʠʯʝʩʢʠʝ ʭʫʜʦʞʝʩʪʚʝʥʥʦ-

ʪʝʭʥʦʣʦʛʠʯʝʩʢʠʝ ʪʨʘʜʠʮʠʠ ʭʦʣʤʦʛʦʨʩʢʦʛʦ ʧʨʦʤʳʩʣʘ (ʨʠʩ. 10, 11). 

ɻʨʘʚʠʨʦʚʘʥʥʳʝ ʠ ʨʝʣʴʝʬʥʳʝ ʧʣʘʩʪʠʥʢʠ ʩ ʵʣʝʤʝʥʪʘʤʠ ʩʝʚʝʨʥʦʛʦ ʦʨʥʘʤʝʥʪʘ, 

ʩʦʟʜʘʥʥʳʝ ʫʯʘʩʪʥʠʢʘʤʠ ʤʘʩʪʝʨ-ʢʣʘʩʩʘ, ʩʪʘʥʦʚʠʣʠʩʴ ʥʝ ʧʨʦʩʪʦ ʩʫʚʝʥʠʨʘʤʠ, 

ʘ ʧʦʜʣʠʥʥʳʤʠ ʩʚʠʜʝʪʝʣʴʩʪʚʘʤʠ ʧʨʠʢʦʩʥʦʚʝʥʠʷ ʢ ʵʪʦʤʫ ʠʩʢʫʩʩʪʚʘ. 

 

  
ʈʠʩ. 10, 11. ʄʘʩʪʝʨ-ʢʣʘʩʩ ʧʦ ʢʦʩʪʦʨʝʟʥʦʤʫ ʠʩʢʫʩʩʪʚʫ çʎʚʝʪʥʘʷ ʛʨʘʚʠʨʦʚʢʘ ʧʦ ʢʦʩʪʠè.  

ʈʫʩʩʢʠʡ ʜʦʤ ʥʘʫʢʠ ʠ ʢʫʣʴʪʫʨʳ ʚ ʇʘʨʠʞʝ. 2026 ʛ. 

 

ʆʩʦʙʳʡ ʠʥʪʝʨʝʩ ʚʳʟʚʘʣʠ ʤʘʩʪʝʨ-ʢʣʘʩʩʳ ʧʦ ʙʦʛʦʨʦʜʩʢʦʡ 

ʭʫʜʦʞʝʩʪʚʝʥʥʦʡ ʨʝʟʴʙʝ ʧʦ ʜʝʨʝʚʫ, ʢʦʪʦʨʳʝ ʧʨʦʚʝʣʘ ʧʨʝʧʦʜʘʚʘʪʝʣʴ 

ɹʦʛʦʨʦʜʩʢʦʛʦ ʠʥʩʪʠʪʫʪʘ ʭʫʜʦʞʝʩʪʚʝʥʥʦʡ ʨʝʟʴʙʳ ʧʦ ʜʝʨʝʚʫ ɽ.ʉ. ɽʚʜʦʢʠʤʦʚʘ 

(ʨʠʩ. 12, 13). ʆʜʥʠ ʢʨʦʧʦʪʣʠʚʦ ʚʳʨʝʟʘʣʠ ʛʦʣʦʚʫ ʩʦʚʳ, ʚʳʜʝʣʷʷ ʚʳʨʘʟʠʪʝʣʴʥʳʝ 

ʛʣʘʟʘ ʠ ʘʢʢʫʨʘʪʥʳʡ ʢʣʶʚ, ʟʘʪʝʤ ʧʝʨʝʭʦʜʠʣʠ ʢ ʢʨʳʣʴʷʤ ʠ ʦʧʝʨʝʥʠʶ. ɼʨʫʛʠʝ ʩ 

ʫʚʣʝʯʝʥʠʝʤ ʚʳʨʝʟʘʣʠ ʬʠʛʫʨʫ ʤʝʜʚʝʜʷ, ʩʪʨʝʤʷʩʴ ʧʝʨʝʜʘʪʴ ʤʦʱʴ ʟʚʝʨʷ, 

ʧʨʦʨʘʙʘʪʳʚʘʷ ʬʦʨʤʫ ʛʦʣʦʚʳ, ʦʢʨʫʛʣʳʭ ʫʰʝʡ, ʩʠʣʴʥʳʭ ʧʝʨʝʜʥʠʭ ʠ ʟʘʜʥʠʭ ʣʘʧ, 

ʘ ʟʘʪʝʤ ï ʤʷʛʢʫʶ ʬʘʢʪʫʨʫ ʤʝʭʘ. ʂʘʞʜʘʷ ʬʠʛʫʨʢʘ ʦʙʨʝʪʘʣʘ ʭʘʨʘʢʪʝʨ, ʘ ʢʘʞʜʳʡ 

ʛʦʩʪʴ ʫʥʦʩʠʣ ʩ ʩʦʙʦʡ ʥʝ ʧʨʦʩʪʦ ʜʝʨʝʚʷʥʥʫʶ ʠʛʨʫʰʢʫ, ʘ ʯʘʩʪʠʮʫ ʜʫʰʠ 

ʙʦʛʦʨʦʜʩʢʦʛʦ ʠʩʢʫʩʩʪʚʘ. 
 

  
ʈʠʩ. 12, 13. ʄʘʩʪʝʨ-ʢʣʘʩʩ ʧʦ ʠʟʛʦʪʦʚʣʝʥʠʶ ʧʣʦʩʢʠʭ ʠʟʜʝʣʠʡ ʠʟ ʩʧʠʣʦʚ ʣʠʧʳ. 

ʈʫʩʩʢʠʡ ʜʦʤ ʥʘʫʢʠ ʠ ʢʫʣʴʪʫʨʳ ʚ ʇʘʨʠʞʝ. 2026 ʛ. 
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ʇʨʘʢʪʠʯʝʩʢʘʷ ʮʝʥʥʦʩʪʴ ʤʘʩʪʝʨ-ʢʣʘʩʩʦʚ ʟʘʢʣʶʯʘʝʪʩʷ ʚ ʠʭ ʩʧʦʩʦʙʥʦʩʪʠ 

ʚʦʚʣʝʢʘʪʴ ʫʯʘʩʪʥʠʢʦʚ ʚ ʘʢʪʠʚʥʳʡ ʜʠʘʣʦʛ ʩ ʨʦʩʩʠʡʩʢʦʡ ʢʫʣʴʪʫʨʦʡ. ʉʦʟʜʘʚʘʷ 

ʩʦʙʩʪʚʝʥʥʳʝ ʨʘʙʦʪʳ ʧʦʜ ʨʫʢʦʚʦʜʩʪʚʦʤ ʭʫʜʦʞʥʠʢʦʚ, ʫʯʘʩʪʥʠʢʠ ʥʝ ʪʦʣʴʢʦ 

ʧʨʠʦʙʨʝʪʘʶʪ ʫʤʝʥʠʷ, ʥʦ ʠ ʚʜʦʭʥʦʚʣʷʶʪʩʷ ʢʨʘʩʦʪʦʡ ʧʨʦʠʟʚʝʜʝʥʠʡ 

ʪʨʘʜʠʮʠʦʥʥʦʛʦ ʧʨʠʢʣʘʜʥʦʛʦ ʠʩʢʫʩʩʪʚʘ. ʅʝʦʮʝʥʠʤʳʤ ʜʦʩʪʦʠʥʩʪʚʦʤ 

ʧʨʦʚʝʜʝʥʠʷ ʤʘʩʪʝʨ-ʢʣʘʩʩʦʚ ʷʚʣʷʝʪʩʷ ʚʦʩʧʦʣʥʝʥʠʝ ʜʝʬʠʮʠʪʘ ʪʚʦʨʯʝʩʢʦʡ ʩʨʝʜʳ 

ʜʣʷ ʜʝʪʝʡ, ʧʨʦʞʠʚʘʶʱʠʭ ʟʘ ʨʫʙʝʞʦʤ. 

ɿʘ ʚʨʝʤʷ ʧʨʝʙʳʚʘʥʠʷ ʜʝʣʝʛʘʮʠʠ ʈʦʩʩʠʡʩʢʦʛʦ ʫʥʠʚʝʨʩʠʪʝʪʘ 

ʪʨʘʜʠʮʠʦʥʥʳʭ ʭʫʜʦʞʝʩʪʚʝʥʥʳʭ ʧʨʦʤʳʩʣʦʚ ʚ ʇʘʨʠʞʝ ʙʳʣʦ ʧʨʦʚʝʜʝʥʦ ʙʦʣʝʝ 

120 ʤʘʩʪʝʨ-ʢʣʘʩʩʦʚ, ʢʦʪʦʨʳʝ ʧʦʩʝʪʠʣʠ ʙʦʣʝʝ 600 ʯʝʣʦʚʝʢ. ʋʯʘʩʪʚʦʚʘʣʠ ʚ ʥʠʭ 

ʢʘʢ ʩʦʦʪʝʯʝʩʪʚʝʥʥʠʢʠ, ʪʘʢ ʠ ʧʨʝʜʩʪʘʚʠʪʝʣʠ ʬʨʘʥʮʫʟʩʢʦʡ ʦʙʱʝʩʪʚʝʥʥʦʩʪʠ: 

ʜʦʰʢʦʣʴʥʠʢʠ ʠ ʰʢʦʣʴʥʠʢʠ, ʤʦʣʦʜʸʞʴ ʠ ʚʟʨʦʩʣʳʝ. ʉʨʝʜʠ ʛʦʩʪʝʡ ʙʳʣʠ ʫʯʝʥʠʢʠ 

ʠ ʧʨʝʧʦʜʘʚʘʪʝʣʠ ʩʨʝʜʥʝʡ ʰʢʦʣʳ ʠʤ. ɸʣʝʢʩʘʥʜʨʘ ʇʫʰʢʠʥʘ (ʛ. ɺʘʨʥʘ, ɹʦʣʛʘʨʠʷ), 

ʩʪʫʜʝʥʪʳ ɻʨʝʥʦʙʣʴʩʢʦʛʦ ʫʥʠʚʝʨʩʠʪʝʪʘ (ʛ. ɺʘʣʘʥʩ, ʶʛ ʌʨʘʥʮʠʠ), ʫʯʘʩʪʥʠʢʠ 

ʤʝʞʜʫʥʘʨʦʜʥʦʛʦ ʢʦʥʢʫʨʩʘ ʶʥʳʭ ʯʪʝʮʦʚ çɾʠʚʘʷ ʢʣʘʩʩʠʢʘè, ʘ ʪʘʢʞʝ ʧʝʜʘʛʦʛʠ 

ʠʟ ʃʠʦʥʘ. 

ɺʳʩʪʘʚʢʘ çʊʦʨʞʝʩʪʚʦ ʪʨʘʜʠʮʠʡ: ʰʝʜʝʚʨʳ ʭʫʜʦʞʝʩʪʚʝʥʥʳʭ ʧʨʦʤʳʩʣʦʚ 

ʠʟ ʨʘʟʣʠʯʥʳʭ ʨʝʛʠʦʥʦʚ ʈʦʩʩʠʠè ʠ ʤʘʩʪʝʨ-ʢʣʘʩʩʳ ʚ ʈʫʩʩʢʦʤ ʜʦʤʝ ʥʘʫʢʠ 

ʠ ʢʫʣʴʪʫʨʳ ʚ ʇʘʨʠʞʝ ʚʳʧʦʣʥʷʶʪ ʜʚʦʡʥʫʶ ʬʫʥʢʮʠʶ: ʦʥʠ ʥʝ ʪʦʣʴʢʦ ʟʥʘʢʦʤʷʪ 

ʤʝʞʜʫʥʘʨʦʜʥʫʶ ʘʫʜʠʪʦʨʠʶ ʩ ʠʩʪʦʨʠʝʡ ʠ ʪʝʭʥʦʣʦʛʠʷʤʠ ʫʥʠʢʘʣʴʥʳʭ ʨʫʩʩʢʠʭ 

ʧʨʦʤʳʩʣʦʚ, ʥʦ ʠ ʩʪʘʥʦʚʷʪʩʷ ʚʘʞʥʳʤ ʵʣʝʤʝʥʪʦʤ ʢʫʣʴʪʫʨʥʦʡ ʢʦʤʤʫʥʠʢʘʮʠʠ. 

ʊʘʢʠʝ ʤʝʨʦʧʨʠʷʪʠʷ ʩʧʦʩʦʙʩʪʚʫʶʪ ʬʦʨʤʠʨʦʚʘʥʠʶ ʧʦʟʠʪʠʚʥʦʛʦ ʦʙʨʘʟʘ ʈʦʩʩʠʠ, 

ʧʦʜʯʸʨʢʠʚʘʷ ʝʸ ʙʦʛʘʪʦʝ ʭʫʜʦʞʝʩʪʚʝʥʥʦʝ ʥʘʩʣʝʜʠʝ ʠ ʪʚʦʨʯʝʩʢʠʡ ʧʦʪʝʥʮʠʘʣ. 

  



мр 

ʋɼʂ 378.6:341.217 

 

Saltanov M.A., candidate of pedagogical sciences, director of the Fedoskino 

institute of lacquer miniature painting ï branch of the Russian university of 

traditional art crafts, 141052, p. Fedoskino, st. Lukutinskaya, 33; e-mail: 

fhpu@mail.ru 

 

Exhibition of the Russian university of traditional art crafts ñTriumph of 

traditions: masterpieces of artistic crafts from various regions of Russiaò  

at the Russian house of science and culture in Paris 

 

The ceremonial opening of an exhibition showcasing the richness of Russiaôs 

traditional art crafts took place at the Russian house of science and culture in Paris 

(Figs. 14, 2). The exposition, organized by the Russian university of traditional art 

crafts and its branches, immerses visitors in the world of unique art. 

 

  

Figs. 1, 2. Posters ñTriumph of traditions: masterpieces of artistic crafts from various regions 

of Russiaò. Russian house of science and culture in Paris. 2026 

 

The opening ceremony featured welcoming remarks by distinguished guests. 

K.V. Rynza, deputy permanent pepresentative of the Russian Federation to 

UNESCO, emphasized the significance of cultural interaction: ñSuch exhibitions 

bring peoples and states closer together. They reveal Russia from a new, unexpected 

perspective ï as a creative force. The Russian people create beauty, spreading their 

talent and kindness throughout the worldò. 

 
4 Figs. 1-13. Photo by the author of the article. 
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S.V. Zhilina, acting director of the Russian house of science and culture in 

Paris, thanked the university for organizing the event and for the unique exhibits, 

specially brought from Russia for the exhibition. 

V.F. Maksimovich, president of the Russian university of traditional art crafts, 

addressed the guests with a speech about the history of the university and the 

diversity of traditional applied arts represented. In her remarks, she noted that ñart 

unites and erases borders with its beautyò and expressed gratitude to the 

administration of the Russian house for the warm reception (Fig. 3). 

 
 

 

 

Fig. 3. Opening of the exhibition ñTriumph of 

traditions: masterpieces of artistic crafts from 

various regions of Russiaò. Welcoming speech by 

V.F. Maksimovich, president of the Russian 

university of traditional art crafts. Russian house 

of science and culture in Paris. 2026 

 
 

The exhibition showcased bone carving and jewelry art, artistic lace and 

embroidery, fabric painting (batik), Bogorodskoye wood carving, lacquer miniature 

painting, as well as painting on wood and metal (Figs. 4, 5). For the first time, 

Zhostovo trays created by the first graduates of the basic Zhostovo artistic painting 

department were presented. This department was established by the Fedoskino 

institute of lacquer miniature painting on the basis of the operating enterprise ï 

LLC ñZhostovo factoryò. 

A series of master classes for the guests of the Russian house was conducted 

by M.A. Saltanov, director of the Fedoskino institute of lacquer miniature painting, 

a branch of the Russian university of traditional art crafts. Under his guidance, all 

interested visitors had the opportunity to learn the secrets of one of the most vibrant 

types of traditional applied art ï Zhostovo decorative painting (Figs. 6, 7). 

 

  
Figs. 4, 5. Exhibition ñTriumph of traditions: masterpieces of artistic crafts from various 

regions of Russiaò. Russian house of science and culture in Paris. 2026 
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Figs. 6, 7. Masterclass ñZhostovo flower in the 'Alla primaô techniqueò.  

Russian house of science and culture in Paris. 2026 

 

The world of jewelry art was introduced to the visitors by M.V. Churakova, 

head of the department of jewelry art at the Russian university of traditional art crafts. 

She informed the participants about the intricacies of working with metal and stones 

and demonstrated contemporary approaches to the creation of jewelry pieces 

(Figs. 8, 9). 

 

  

Figs. 8, 9. Masterclass on jewelry art ñCreating rings with decorative patterns using the 

technique of jewelry stampingò. Russian house of science and culture in Paris. 2026 

 

Thanks to V.N. Kolobov, head of the department of bone carving art, the 

visitorsô introduction to the art of artistic bone carving turned into an exciting 

immersion into the regional, historical, artistic and technological traditions of the 

Kholmogory craft (Figs. 10, 11). Engraved and relief plates featuring elements of 

northern ornamentation, created by the masterclass participants, became not merely 

souvenirs but genuine testimonies of engagement with this art. 
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Figs. 10, 11. Masterclass on bone carving art ñColor engraving on boneò.  

Russian house of science and culture in Paris. 2026 

 

Particular interest was aroused by the masterclasses on Bogorodskoye artistic 

wood carving, conducted by E.S. Evdokimova, a teacher from the Bogorodskoye 

institute of artistic wood carving (Figs. 12, 13). Some participants meticulously 

carved the head of an owl, emphasizing its expressive eyes and neat beak, then 

moved on to the wings and feathers. Others enthusiastically carved the figure of a 

bear, striving to convey the animalôs strength by shaping its head, rounded ears and 

powerful front and hind legs, followed by the soft texture of its fur. Each figurine 

acquired its own character and every guest left with not just a wooden toy, but a 

piece of the soul of Bogorodskoye art. 
 

  
Figs. 12, 13. Masterclass on making flat items from linden wood slices. 

Russian house of science and culture in Paris. 2026 

 

The practical value of the masterclasses lies in their ability to engage 

participants in an active dialogue with Russian culture. By creating their own works 

under the guidance of artists, participants not only acquire skills but also become 

inspired by the beauty of traditional applied art. An invaluable advantage of these 

masterclasses is the creation of a creative environment for children living abroad, 

addressing the lack of such opportunities. 
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During the visit of the delegation from the Russian university of traditional art 

crafts to Paris, over 120 masterclasses were conducted, attended by more than 600 

participants. The attendees included both compatriots and representatives of the 

French public: preschool children, school students, young people and adults. Among 

the guests were students and teachers from the Alexander Pushkin secondary school 

(Varna, Bulgaria), students from Grenoble University (Valence, southern France), 

participants of the international young readers' competition ñLiving classicô, as well 

as educators from Lyon. 

The exhibition ñTriumph of traditions: masterpieces of artistic crafts from 

various regions of Russiaò and the masterclasses held at the Russian house of science 

and culture in Paris serve a dual function: they not only introduce an international 

audience to the history and techniques of unique Russian crafts but also become an 

important element of cultural communication. Such events contribute to the 

formation of a positive image of Russia, highlighting its rich artistic heritage and 

creative potential. 

  



нл 

ʇʈʆʌɽʉʉʀʆʅɸʃʔʅʆɽ ʆɹʈɸɿʆɺɸʅʀɽ ɺ ʆɹʃɸʉʊʀ 

ʊʈɸɼʀʎʀʆʅʅʓʍ ʍʋɼʆɾɽʉʊɺɽʅʅʓʍ ʇʈʆʄʓʉʃʆɺ 

PROFESSIONAL EDUCATION IN THE FIELD OF TRADITIONAL ARTS 

AND CRAFTS 

 

ʊʨʘʜʠʮʠʦʥʥʦʝ ʧʨʠʢʣʘʜʥʦʝ ʠʩʢʫʩʩʪʚʦ  

ʠ ʦʙʨʘʟʦʚʘʥʠʝ ʚ ʩʦʚʨʝʤʝʥʥʦʤ ʤʠʨʝ 

Traditional applied arts and education  

in the modern world 
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ʣʘʢʦʚʦʡ ʤʠʥʠʘʪʶʨʥʦʡ ʞʠʚʦʧʠʩʠ ï ʬʠʣʠʘʣʘ ʌɻɹʆʋ ɺʆ çʈʦʩʩʠʡʩʢʠʡ 
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ɹʘʟʦʚʘʷ ʢʘʬʝʜʨʘ ʥʘ ʧʨʝʜʧʨʠʷʪʠʠ ʪʨʘʜʠʮʠʦʥʥʦʛʦ ʭʫʜʦʞʝʩʪʚʝʥʥʦʛʦ 

ʧʨʦʤʳʩʣʘ: ʠʪʦʛʠ ʧʝʨʚʦʛʦ ʦʧʳʪʘ ʧʨʦʬʝʩʩʠʦʥʘʣʴʥʦʡ  

ʧʦʜʛʦʪʦʚʢʠ ʭʫʜʦʞʥʠʢʦʚ ʞʦʩʪʦʚʩʢʦʡ ʜʝʢʦʨʘʪʠʚʥʦʡ ʨʦʩʧʠʩʠ  

ʥʘ ʫʨʦʚʥʝ ʚʳʩʰʝʛʦ ʦʙʨʘʟʦʚʘʥʠʷ 

Basic department at an enterprise of traditional art craft: results of the first 

experience in professional training of artists specializing in Zhostovo 

decorative painting at the higher education level 

 

ɸʥʥʦʪʘʮʠʷ. ɺ ʩʪʘʪʴʝ ʨʘʩʩʤʘʪʨʠʚʘʝʪʩʷ ʧʨʦʮʝʩʩ ʦʙʫʯʝʥʠʷ ʭʫʜʦʞʥʠʢʦʚ 

ʞʦʩʪʦʚʩʢʦʡ ʜʝʢʦʨʘʪʠʚʥʦʡ ʨʦʩʧʠʩʠ ʥʘ ʙʘʟʦʚʦʡ ʢʘʬʝʜʨʝ, ʩʦʟʜʘʥʥʦʡ 

ʌʝʜʦʩʢʠʥʩʢʠʤ ʠʥʩʪʠʪʫʪʦʤ ʣʘʢʦʚʦʡ ʤʠʥʠʘʪʶʨʥʦʡ ʞʠʚʦʧʠʩʠ ʥʘ ʚʝʜʫʱʝʤ 

ʧʨʝʜʧʨʠʷʪʠʠ ʧʨʦʤʳʩʣʘ ï ʆʆʆ çɾʦʩʪʦʚʩʢʘʷ ʬʘʙʨʠʢʘè. 

ʄʘʪʝʨʠʘʣʦʤ ʠʩʩʣʝʜʦʚʘʥʠʷ ʧʦʩʣʫʞʠʣʠ ʚʳʧʫʩʢʥʳʝ ʢʚʘʣʠʬʠʢʘʮʠʦʥʥʳʝ 

ʨʘʙʦʪ r ʧʝʨʚʦʛʦ ʚʳʧʫʩʢʘ ʦʯʥʦ-ʟʘʦʯʥʦʡ ʬʦʨʤʳ ʦʙʫʯʝʥʠʷ (2026 ʛ.), 

ʦʙʲʝʜʠʥʸʥʥʳʝ ʪʝʤʦʡ çʀʥʪʝʨʧʨʝʪʘʮʠʷ ʪʨʘʜʠʮʠʦʥʥʳʭ ʤʦʪʠʚʦʚ ñʮʚʝʪʳ 

ʠ ʬʨʫʢʪʳò ʚ ʞʦʩʪʦʚʩʢʦʡ ʨʦʩʧʠʩʠè. ʅʘ ʦʩʥʦʚʝ ʘʥʘʣʠʟʘ ʨʘʙʦʪ ʚʳʷʚʣʝʥʳ 

ʧʦʜʭʦʜʳ ʢ ʠʥʪʝʨʧʨʝʪʘʮʠʠ ʪʨʘʜʠʮʠʦʥʥʳʭ ʤʦʪʠʚʦʚ ʮʚʝʪʦʚ ʠ ʬʨʫʢʪʦʚ: 

ʩʪʠʣʠʩʪʠʯʝʩʢʠʡ, ʦʙʨʘʟʥʦ-ʩʠʤʚʦʣʠʯʝʩʢʠʡ, ʢʦʣʦʨʠʩʪʠʯʝʩʢʠʡ. ʇʦʢʘʟʘʥʦ, ʯʪʦ 

ʚʣʘʜʝʥʠʝ ʩʪʫʜʝʥʪʘʤʠ ʢʣʘʩʩʠʯʝʩʢʦʡ ʪʝʭʥʦʣʦʛʠʝʡ ʤʥʦʛʦʩʣʦʡʥʦʛʦ ʧʠʩʴʤʘ 

ʞʦʩʪʦʚʩʢʦʡ ʜʝʢʦʨʘʪʠʚʥʦʡ ʨʦʩʧʠʩʠ, ʩʬʦʨʤʠʨʦʚʘʥʥʦʝ ʚ ʫʩʣʦʚʠʷʭ 

ʚʟʘʠʤʦʜʝʡʩʪʚʠʷ ʚʳʩʰʝʛʦ ʦʙʨʘʟʦʚʘʥʠʷ ʠ ʭʫʜʦʞʝʩʪʚʝʥʥʦ-ʪʚʦʨʯʝʩʢʦʡ 

ʜʝʷʪʝʣʴʥʦʩʪʠ ʧʨʝʜʧʨʠʷʪʠ ̫ ʪʨʘʜʠʮʠʦʥʥʦʛʦ ʭʫʜʦʞʝʩʪʚʝʥʥʦʛʦ ʧʨʦʤʳʩʣʘ, 

ʩʪʘʥʦʚʠʪʩʷ ʦʩʥʦʚʦʡ ʜʣʷ ʨʘʟʚʠʪʠʷ ʠʥʜʠʚʠʜʫʘʣʴʥʦʡ ʭʫʜʦʞʝʩʪʚʝʥʥʦʡ ʤʘʥʝʨʳ 
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ʙʫʜʫʱʠʭ ʭʫʜʦʞʥʠʢʦʚ. ʆʪʤʝʯʝʥʦ, ʯʪʦ ʧʦʛʨʫʞʝʥʠʝ ʩʪʫʜʝʥʪʦʚ 

ʚ ʧʨʦʠʟʚʦʜʩʪʚʝʥʥʫʶ ʩʨʝʜʫ ʆʆʆ çɾʦʩʪʦʚʩʢʘʷ ʬʘʙʨʠʢʘè, ʜʦʩʪʫʧ ʢ ʤʫʟʝʡʥʳʤ 

ʢʦʣʣʝʢʮʠʷʤ ʧʦʟʚʦʣʷʶʪ ʩʪʫʜʝʥʪʘʤ ʚʩʝʮʝʣʦ ʦʩʚʦʠʪʴ ʪʨʘʜʠʮʠʠ ʞʦʩʪʦʚʩʢʦʡ 

ʜʝʢʦʨʘʪʠʚʥʦʡ ʨʦʩʧʠʩʠ ʠ ʦʜʥʦʚʨʝʤʝʥʥʦ ʩʪʠʤʫʣʠʨʫʪʁ ʪʚʦʨʯʝʩʢʠʡ ʧʦʠʩʢ. 

ʅʘ ʧʨʠʤʝʨʝ ʙʘʟʦʚʦʡ ʢʘʬʝʜʨʳ ʞʦʩʪʦʚʩʢʦʡ ʭʫʜʦʞʝʩʪʚʝʥʥʦʡ ʨʦʩʧʠʩʠ 

ʧʨʦʜʝʤʦʥʩʪʨʠʨʦʚʘʥʘ ʥʝ ʧʨʦʩʪʦ ʧʦʜʛʦʪʦʚʢʘ ʢʘʜʨʦʚ ʜʣʷ ʢʦʥʢʨʝʪʥʦʛʦ 

ʧʨʝʜʧʨʠʷʪʠʷ, ʘ ʵʬʬʝʢʪʠʚʥʘ ̫ ʤʦʜʝʣʴ ʚʦʩʧʨʦʠʟʚʦʜʩʪʚʘ ʢʘʜʨʦʚ ʚ ʩʬʝʨʝ 

ʪʨʘʜʠʮʠʦʥʥʳʭ ʭʫʜʦʞʝʩʪʚʝʥʥʳʭ ʧʨʦʤʳʩʣʦʚ, ʯʪʦ ʧʦʜʪʚʝʨʞʜʘʝʪ ʝʝ ʟʥʘʯʠʤʦʩʪ ɹ

ʜʣʷ ʩʦʚʨʝʤʝʥʥʦʡ ʧʝʜʘʛʦʛʠʯʝʩʢʦʡ ʧʨʘʢʪʠʢʠ. 

ʂʣʶʯʝʚʳʝ ʩʣʦʚʘ: ʞʦʩʪʦʚʩʢʘʷ ʜʝʢʦʨʘʪʠʚʥʘʷ ʨʦʩʧʠʩʴ, ʙʘʟʦʚʘʷ ʢʘʬʝʜʨʘ, 

ʚʳʩʰʝʝ ʦʙʨʘʟʦʚʘʥʠʝ, ʪʨʘʜʠʮʠʦʥʥʳʝ ʭʫʜʦʞʝʩʪʚʝʥʥʳʝ ʧʨʦʤʳʩʣʳ, 

ʦʙʨʘʟʦʚʘʪʝʣʴʥʘʷ ʩʨʝʜʘ, ʚʳʧʫʩʢʥʘʷ ʢʚʘʣʠʬʠʢʘʮʠʦʥʥʘʷ ʨʘʙʦʪʘ. 

Abstract. The article examines the process of training artists in Zhostovo 

decorative painting at the basic department created by the Fedoskino institute of 

lacquer miniature painting at the leading enterprise of the craft ï LLC ñZhostovo 

Factoryò. 

The research material was the final qualifying works of the first graduation 

cohort of part-time education (2026), united by the topic "Interpretation of 

traditional "flowers and fruits" motifs in Zhostovo painting". Based on the analysis 

of the works, approaches to the interpretation of traditional flower and fruit motifs 

were identified: stylistic, figurative-symbolic and coloristic. It is shown that 

students' mastery of the classical technology of multilayer writing in Zhostovo 

decorative painting, formed in the conditions of interaction between higher 

education and artistic and creative activities of the traditional art craft enterprise, 

becomes the basis for the development of individual artistic style of future artists. It 

is noted that students' immersion in the production environment of LLC "Zhostovo 

Factory" and access to museum collections allow students to fully master the 

traditions of Zhostovo decorative painting and simultaneously stimulate creative 

search. Using the example of the basic department of Zhostovo artistic painting, not 

just training of personnel for a specific enterprise is demonstrated, but an effective 

model of personnel reproduction in the field of traditional art crafts, which confirms 

its significance for modern pedagogical practice. 

Keywords: Zhostovo decorative painting, basic department, higher education, 

traditional artistic crafts, educational environment, final qualification work. 

 

ɺʚʝʜʝʥʠʝ 

ɸʢʪʫʘʣʴʥʦʩʪʴ ʠʩʩʣʝʜʦʚʘʥʠʷ. ɺ ʩʪʘʪʴʝ ʘʥʘʣʠʟʠʨʫʝʪʩʷ ʦʧʳʪ 

ʧʨʦʬʝʩʩʠʦʥʘʣʴʥʦʡ ʧʦʜʛʦʪʦʚʢʠ ʭʫʜʦʞʥʠʢʦʚ ʞʦʩʪʦʚʩʢʦʡ ʜʝʢʦʨʘʪʠʚʥʦʡ 

ʨʦʩʧʠʩʠ ʥʘ ʙʘʟʦʚʦʡ ʢʘʬʝʜʨʝ ʞʦʩʪʦʚʩʢʦʡ ʭʫʜʦʞʝʩʪʚʝʥʥʦʡ ʨʦʩʧʠʩʠ, 

ʜʝʡʩʪʚʫʶʱʝʡ ʧʨʠ ʆʆʆ çɾʦʩʪʦʚʩʢʘʷ ʬʘʙʨʠʢʘè. ʈʘʩʩʤʘʪʨʠʚʘʝʪʩʷ ʥʦʚʘʷ ʜʣʷ 

ʌʝʜʦʩʢʠʥʩʢʦʛʦ ʠʥʩʪʠʪʫʪʘ ʣʘʢʦʚʦʡ ʤʠʥʠʘʪʶʨʥʦʡ ʞʠʚʦʧʠʩʠ ʤʦʜʝʣʴ 

ʧʦʜʛʦʪʦʚʢʠ ʩʪʫʜʝʥʪʦʚ ʦʯʥʦ-ʟʘʦʯʥʦʡ ʬʦʨʤʳ ʦʙʫʯʝʥʠʷ, ʦʩʥʦʚʘʥʥʘʷ ʥʘ 

ʩʠʩʪʝʤʥʳʭ ʚʟʘʠʤʦʩʚʷʟʷʭ ʧʨʦʬʠʣʴʥʦʛʦ ʚʳʩʰʝʛʦ ʦʙʨʘʟʦʚʘʥʠʷ 

ʠ ʭʫʜʦʞʝʩʪʚʝʥʥʦ-ʪʚʦʨʯʝʩʢʦʡ ʜʝʷʪʝʣʴʥʦʩʪʠ ʚ ʫʩʣʦʚʠʷʭ ʫʩʧʝʰʥʦ 

ʬʫʥʢʮʠʦʥʠʨʫʶʱʝʛʦ ʧʨʝʜʧʨʠʷʪʠʷ ʪʨʘʜʠʮʠʦʥʥʳʭ ʭʫʜʦʞʝʩʪʚʝʥʥʳʭ ʧʨʦʤʳʩʣʦʚ. 
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ʅʘ ʦʩʥʦʚʝ ʘʥʘʣʠʟʘ ʚʳʧʫʩʢʥʳʭ ʢʚʘʣʠʬʠʢʘʮʠʦʥʥʳʭ ʨʘʙʦʪ ʧʝʨʚʦʛʦ ʚʳʧʫʩʢʘ 

ʦʙʫʯʘʶʱʠʭʩʷ ʙʘʟʦʚʦʡ ʢʘʬʝʜʨʳ ʞʦʩʪʦʚʩʢʦʡ ʭʫʜʦʞʝʩʪʚʝʥʥʦʡ ʨʦʩʧʠʩʠ 

ʚʳʷʚʣʝʥʳ ʧʦʜʭʦʜʳ ʩʪʫʜʝʥʪʦʚ ʢ ʠʥʪʝʨʧʨʝʪʘʮʠʠ ʪʨʘʜʠʮʠʦʥʥʳʭ ʤʦʪʠʚʦʚ 

çʮʚʝʪʳè ʠ çʬʨʫʢʪʳè ʧʨʠ ʩʦʭʨʘʥʝʥʠʠ ʪʝʭʥʦʣʦʛʠʯʝʩʢʠʭ ʧʨʠʝʤʦʚ ʞʦʩʪʦʚʩʢʦʛʦ 

ʧʠʩʴʤʘ. ʇʦʢʘʟʘʥʦ, ʯʪʦ ʚʢʣʶʯʝʥʠʝ ʦʙʫʯʘʶʱʠʭʩʷ ʚ ʧʨʦʬʝʩʩʠʦʥʘʣʴʥʫʶ ʩʨʝʜʫ 

ʧʨʝʜʧʨʠʷʪʠʷ ʩʧʦʩʦʙʩʪʚʫʝʪ ʨʘʟʚʠʪʠʶ ʠʥʜʠʚʠʜʫʘʣʴʥʦʡ ʭʫʜʦʞʝʩʪʚʝʥʥʦʡ 

ʤʘʥʝʨʳ. ʇʦʣʫʯʝʥʥʳʝ ʨʝʟʫʣʴʪʘʪʳ ʧʦʟʚʦʣʷʶʪ ʨʘʩʩʤʘʪʨʠʚʘʪʴ ʙʘʟʦʚʫʶ ʢʘʬʝʜʨʫ 

ʢʘʢ ʵʬʬʝʢʪʠʚʥʳʡ ʠʥʩʪʠʪʫʪ ʧʨʦʬʝʩʩʠʦʥʘʣʴʥʦʡ ʧʦʜʛʦʪʦʚʢʠ ʢʘʜʨʦʚ ʜʣʷ 

ʜʝʡʩʪʚʫʶʱʠʭ ʧʨʝʜʧʨʠʷʪʠʡ ʪʨʘʜʠʮʠʦʥʥʳʭ ʭʫʜʦʞʝʩʪʚʝʥʥʳʭ ʧʨʦʤʳʩʣʦʚ. 

ʆʩʦʙʳʡ ʥʘʫʯʥʳʡ ʠ ʧʨʘʢʪʠʯʝʩʢʠʡ ʠʥʪʝʨʝʩ ʧʨʝʜʩʪʘʚʣʷʝʪ ʘʥʘʣʠʟ 

ʨʝʟʫʣʴʪʘʪʦʚ ï ʪʚʦʨʯʝʩʢʠʭ ʠʪʦʛʦʚ ʧʝʨʚʦʛʦ ʚʳʧʫʩʢʘ ʩʪʫʜʝʥʪʦʚ ʦʯʥʦ-ʟʘʦʯʥʦʛʦ 

ʦʪʜʝʣʝʥʠʷ, ʩʦʩʪʦʷʚʰʝʛʦʩʷ ʚ 2026 ʛʦʜʫ. ɺr ʧʫʩʢʥʳʝ ʢʚʘʣʠʬʠʢʘʮʠʦʥʥʳʝ ʨʘʙʦʪ,r 

ʦʙʲʝʜʠʥʸʥʥʳʝ ʪʝʤʦʡ çʀʥʪʝʨʧʨʝʪʘʮʠʷ ʪʨʘʜʠʮʠʦʥʥʳʭ ʤʦʪʠʚʦʚ ñʮʚʝʪʳ 

ʠ ʬʨʫʢʪʳò ʚ ʞʦʩʪʦʚʩʢʦʡ ʨʦʩʧʠʩʠè, ʧʨʝʜʩʪʘʚʣʷʶʪ ʩʦʙʦʡ ʫʥʠʢʘʣʴʥʳʡ ʤʘʪʝʨʠʘʣ, 

ʧʦʟʚʦʣʷʶʱʠʡ ʧʨʦʩʣʝʜʠʪʴ, ʢʘʢ ʪʝʦʨʝʪʠʯʝʩʢʠʝ ʟʥʘʥʠʷ ʠ ʧʨʘʢʪʠʯʝʩʢʠʝ ʥʘʚʳʢʠ 

ʪʨʘʥʩʬʦʨʤʠʨʫʶʪʩʷ ʚ ʩʘʤʦʩʪʦʷʪʝʣʴʥʳʝ ʘʚʪʦʨʩʢʠʝ ʭʫʜʦʞʝʩʪʚʝʥʥʳʝ ʨʝʰʝʥʠʷ. 

ʉʪʝʧʝʥʴ ʨʘʟʨʘʙʦʪʘʥʥʦʩʪʠ ʪʝʤʳ. ʊʝʦʨʝʪʠʯʝʩʢʠʝ ʘʩʧʝʢʪʳ ʞʦʩʪʦʚʩʢʦʡ 

ʜʝʢʦʨʘʪʠʚʥʦʡ ʨʦʩʧʠʩʠ ʠʟʣʦʞʝʥʳ ʚ ʪʨʫʜʘʭ ʀ.ʗ. ɹʦʛʫʩʣʘʚʩʢʦʡ ʠ ɹ.ɺ. ɻʨʘʬʦʚʘ 

[2], ɹ.ʀ. ʂʦʨʦʤʳʩʣʦʚʘ [8], ɸ.ʀ. ʂʨʘʧʠʚʠʥʦʡ [7]. ɺʦʧʨʦʩʳ ʧʦʜʛʦʪʦʚʢʠ 

ʭʫʜʦʞʥʠʢʦʚ ʜʣʷ ʜʘʥʥʦʛʦ ʚʠʜʘ ʪʨʘʜʠʮʠʦʥʥʦʛʦ ʭʫʜʦʞʝʩʪʚʝʥʥʦʛʦ ʧʨʦʤʳʩʣʘ 

ʦʩʚʝʱʝʥʳ ʚ ʨʘʙʦʪʘʭ ʄ.ɸ. ʉʘʣʪʘʥʦʚʘ [13; 14] ʠ ɼ.ɺ. ʇʠʣʠʧʝʨ [12]. 

ɺ ʙʦʣʝʝ ʰʠʨʦʢʦʤ ʢʦʥʪʝʢʩʪʝ ʧʨʦʙʣʝʤʘ ʚʟʘʠʤʦʩʚʷʟʠ ʚʳʩʰʝʛʦ ʦʙʨʘʟʦʚʘʥʠʷ 

ʠ ʨʝʘʣʴʥʦʛʦ ʩʝʢʪʦʨʘ ʵʢʦʥʦʤʠʢʠ ʷʚʣʷʝʪʩʷ ʧʨʝʜʤʝʪʦʤ ʘʢʪʠʚʥʦʛʦ ʠʟʫʯʝʥʠʷ 

ʚ ʩʦʚʨʝʤʝʥʥʦʡ ʧʨʦʬʝʩʩʠʦʥʘʣʴʥʦʡ ʧʝʜʘʛʦʛʠʢʝ ʠ ʩʦʮʠʦʣʦʛʠʠ ʦʙʨʘʟʦʚʘʥʠʷ. 

ʆʙʱʠʝ ʧʨʠʥʮʠʧʳ, ʤʦʜʝʣʠ ʠ ʤʝʭʘʥʠʟʤʳ ʪʘʢʦʛʦ ʚʟʘʠʤʦʜʝʡʩʪʚʠʷ 

ʨʘʩʩʤʘʪʨʠʚʘʶʪʩʷ ʚ ʪʨʫʜʘʭ ʀ.ɺ. ɺʷʪʢʠʥʦʡ ʠ ʃ.ʈ. ʍʘʥʥʘʥʦʚʦʡ-ʌʘʭʨʫʪʜʠʥʦʚʦʡ 

[4], ʘ ʪʘʢʞʝ ʚ ʨʘʙʦʪʘʭ ɻ.ɺ. ʆʩʠʧʦʚʘ ʠ ʌ.ʕ. ʐʝʨʝʛʠ [11].  

ʂʘʢ ʩʧʨʘʚʝʜʣʠʚʦ ʦʪʤʝʯʘʶʪ ʀ.ɺ. ɺʷʪʢʠʥʘ ʠ ʃ.ʈ. ʍʘʥʥʘʥʦʚʘ-

ʌʘʭʨʫʪʜʠʥʦʚʘ, ʜʣ ̫ʦʙʝʩʧʝʯʝʥʠʷ ʫʩʧʝʰʥʦʛʦ ʚʟʘʠʤʦʜʝʡʩʪʚʠʷ çʥʝʦʙʭʦʜʠʤ 

ʢʦʤʧʣʝʢʩʥʳʡ ʧʦʜʭʦʜ ʠ ʦʧʨʝʜʝʣʝʥʠʝ ʧʨʠʥʮʠʧʦʚ ʦʨʛʘʥʠʟʘʮʠʠ ʫʯʝʙʥʦʛʦ 

ʧʨʦʮʝʩʩʘ, ʢʦʪʦʨʳʡ ʫʯʠʪʳʚʘʝʪ ʦʩʦʙʝʥʥʦʩʪʠ ʢʘʞʜʦʡ ʦʙʣʘʩʪʠ ʠ ʘʢʪʠʚʥʦ 

ʚʦʚʣʝʢʘʝʪ ʧʨʦʠʟʚʦʜʩʪʚʝʥʥʳʭ ʧʘʨʪʥʝʨʦʚ ʚ ʧʦʜʛʦʪʦʚʢʫ ʚʦʩʪʨʝʙʦʚʘʥʥʳʭ 

ʩʧʝʮʠʘʣʠʩʪʦʚè [4, ʩ. 320]. ʀʩʩʣʝʜʦʚʘʪʝʣʠ ʚʳʜʝʣʷʶʪ ʢʣʶʯʝʚʳʝ ʧʨʠʥʮʠʧʳ 

ʫʩʧʝʰʥʦʛʦ ʩʦʪʨʫʜʥʠʯʝʩʪʚʘ: ʚʟʘʠʤʦʟʘʚʠʩʠʤʦʩʪʴ ʩʪʦʨʦʥ, ʘʢʪʠʚʥʦʝ ʧʘʨʪʥʸʨʩʪʚʦ, 

ʬʫʥʢʮʠʦʥʘʣʴʥʦʩʪʴ ʠ ʩʦʚʤʝʩʪʠʤʦʩʪʴ ʦʙʨʘʟʦʚʘʪʝʣʴʥʳʭ ʠ ʧʨʦʠʟʚʦʜʩʪʚʝʥʥʳʭ 

ʧʨʦʮʝʩʩʦʚ. 

ʆʧʠʨʘʷʩʴ ʥʘ ʵʪʠ ʦʙʱʠʝ ʧʨʠʥʮʠʧʳ, ʨʦʩʩʠʡʩʢʠʝ ʚʫʟʳ ʘʢʪʠʚʥʦ ʨʘʟʚʠʚʘʶʪ 

ʧʨʘʢʪʠʢʫ ʩʦʟʜʘʥʠ ̫ʙʘʟʦʚʳʭ ʢʘʬʝʜʨ, ʦʩʦʙʝʥʥʦ ʚ ʪʝʭʥʠʯʝʩʢʦʡ ʩʬʝʨʝ (ʆʤɻʊʋ [6], 

ʉʇʙɻʄʊʋ [1], ʂʫʙɻʋ [3] ʠ ʜʨ.). ʆʜʥʘʢʦ ʜʣʷ ʘʥʘʣʠʟʘ ʩʧʝʮʠʬʠʢʠ ʧʦʜʛʦʪʦʚʢʠ 

ʭʫʜʦʞʥʠʢʦʚ ʚ ʦʙʣʘʩʪʠ ʪʨʘʜʠʮʠʦʥʥʦʛʦ ʧʨʠʢʣʘʜʥʦʛʦ ʠʩʢʫʩʩʪʚʘ ʥʝʦʙʭʦʜʠʤ ʙʦʣʝʝ 

ʪʦʥʢʠʡ ʠʥʩʪʨʫʤʝʥʪ, ʢʘʢʦʚʳʤ ʷʚʣʷʝʪʩʷ ʢʦʥʮʝʧʮʠʷ ʦʙʨʘʟʦʚʘʪʝʣʴʥʦʡ ʩʨʝʜʳ 

ɺ.ɸ. ʗʩʚʠʥʘ [17]. 

ɻʠʧʦʪʝʟʘ ʠʩʩʣʝʜʦʚʘʥʠʷ ʟʘʢʣʶʯʘʝʪʩʷ ʚ ʧʨʝʜʧʦʣʦʞʝʥʠʠ, ʯʪʦ 

ʚʟʘʠʤʦʜʝʡʩʪʚʠʝ ʧʨʦʬʠʣʴʥʦʛʦ ʚʳʩʰʝʛʦ ʦʙʨʘʟʦʚʘʥʠʷ ʠ ʨʝʘʣʴʥʦʡ 

ʭʫʜʦʞʝʩʪʚʝʥʥʦ-ʪʚʦʨʯʝʩʢʦʡ ʜʝʷʪʝʣʴʥʦʩʪʠ ʥʘ ʧʨʦʬʠʣʴʥʦʤ ʧʨʝʜʧʨʠʷʪʠʠ 



но 

ʆʆʆ çɾʦʩʪʦʚʩʢʘʷ ʬʘʙʨʠʢʘè ʦʙʝʩʧʝʯʠʚʘʝʪ ʚʳʩʦʢʦʝ ʢʘʯʝʩʪʚʦ ʧʦʜʛʦʪʦʚʢʠ 

ʙʫʜʫʱʠʭ ʭʫʜʦʞʥʠʢʦʚ ʞʦʩʪʦʚʩʢʦʡ ʜʝʢʦʨʘʪʠʚʥʦʡ ʨʦʩʧʠʩʠ, ʩʧʦʩʦʙʩʪʚʫʝʪ 

ʬʦʨʤʠʨʦʚʘʥʠʶ ʫ ʥʠʭ ʚʘʨʠʘʪʠʚʥʳʭ ʧʦʜʭʦʜʦʚ ʢ ʠʥʪʝʨʧʨʝʪʘʮʠʠ ʪʨʘʜʠʮʠʦʥʥʳʭ 

ʤʦʪʠʚʦʚ çʮʚʝʪʳè ʠ çʬʨʫʢʪʳè ʧʨʠ ʩʦʭʨʘʥʝʥʠʠ ʝʜʠʥʦʡ ʪʝʭʥʠʢʦ-

ʪʝʭʥʦʣʦʛʠʯʝʩʢʦʡ ʦʩʥʦʚʳ ʩʦʟʜʘʥʠʷ ʧʨʦʠʟʚʝʜʝʥʠʡ. 

ʄʘʪʝʨʠʘʣʳ ʠ ʤʝʪʦʜʳ. 

ʄʘʪʝʨʠʘʣʘʤʠ ʜʣʷ ʠʩʩʣʝʜʦʚʘʥʠʷ ʧʦʩʣʫʞʠʣʠ: 

- ʚʳʧʫʩʢʥʳʝ ʢʚʘʣʠʬʠʢʘʮʠʦʥʥʳʝ ʨʘʙʦʪ r 2026 ʛʦʜʘ ʩʪʫʜʝʥʪʦʚ ʦʯʥʦ-

ʟʘʦʯʥʦʛʦ ʦʪʜʝʣʝʥʠʷ ʌʝʜʦʩʢʠʥʩʢʦʛʦ ʠʥʩʪʠʪʫʪʘ ʣʘʢʦʚʦʡ ʤʠʥʠʘʪʶʨʥʦʡ 

ʞʠʚʦʧʠʩʠ: ɸ.ɺ. ʂʦʚʳʨʰʠʥʦʡ (çɻʦʣʣʘʥʜʩʢʠʡ ʥʘʪʶʨʤʦʨʪè), ɽ.ɺ. ʃʝʩʦʚʦʡ 

(çɸʨʦʤʘʪʳ ʦʩʝʥʥʝʛʦ ʩʘʜʘè), ɻ.ʉ. ʄʦʰʪʘ (çʇʘʣʠʪʨʘ ʩʯʘʩʪʴʷè), 

ʅ.ɸ. ʉʦʣʦʤʘʪʠʥʦʡ (çʃʝʪʥʠʡ ʩʘʜè), ʅ.ɽ. ʌʨʦʣʦʚʦʡ (çʉʝʚʝʨʥʘʷ ɺʝʥʝʮʠʷè), 

ʊ.ʅ. ʐʦʣʦʭʦʚʦʡ (çʎʚʝʪʳ ʠ ʧʪʠʮʳè); 

- ʨʘʙʦʯʠʡ ʫʯʝʙʥʳʡ ʧʣʘʥ ʥʘʧʨʘʚʣʝʥʠʷ ʧʦʜʛʦʪʦʚʢʠ 54.03.02 ɼʝʢʦʨʘʪʠʚʥʦ-

ʧʨʠʢʣʘʜʥʦʝ ʠʩʢʫʩʩʪʚʦ ʠ ʥʘʨʦʜʥʳʝ ʭʫʜʦʞʝʩʪʚʝʥʥʳʝ ʧʨʦʤʳʩʣʳ (ʦʯʥʦ-ʟʘʦʯʥʘʷ 

ʬʦʨʤʘ, ʥʘʙʦʨ 2021 ʛ.)5; 

- ʨʝʮʝʥʟʠʷ ʥʘ ʆʩʥʦʚʥʫʶ ʧʨʦʬʝʩʩʠʦʥʘʣʴʥʫʶ ʦʙʨʘʟʦʚʘʪʝʣʴʥʫʶ 

ʧʨʦʛʨʘʤʤʫ ʚʳʩʰʝʛʦ ʦʙʨʘʟʦʚʘʥʠʷ ʧʦ ʥʘʧʨʘʚʣʝʥʠʶ ʧʦʜʛʦʪʦʚʢʠ 54.03.02 

ɼʝʢʦʨʘʪʠʚʥʦ-ʧʨʠʢʣʘʜʥʦʝ ʠʩʢʫʩʩʪʚʦ ʠ ʥʘʨʦʜʥʳʝ ʧʨʦʤʳʩʣʳ6. 

ɺ ʨʘʙʦʪʝ ʧʨʠʤʝʥʝʥʳ ʤʝʪʦʜʳ ʠʩʪʦʨʠʢʦ-ʢʫʣʴʪʫʨʥʦʛʦ, ʪʝʭʥʦʣʦʛʠʯʝʩʢʦʛʦ 

ʠ ʩʨʘʚʥʠʪʝʣʴʥʦʛʦ ʘʥʘʣʠʟʘ. ʇʨʦʚʦʜʠʣʩʷ ʘʥʘʣʠʟ ʭʫʜʦʞʝʩʪʚʝʥʥʳʭ ʨʝʰʝʥʠʡ 

ʚ ʚʳʧʫʩʢʥʳʭ ʢʚʘʣʠʬʠʢʘʮʠʦʥʥʳʭ ʨʘʙʦʪʘʭ (ʢʦʤʧʦʟʠʮʠʷ, ʢʦʣʦʨʠʪ, ʩʠʤʚʦʣʠʢʘ, 

ʩʪʠʣʠʩʪʠʯʝʩʢʠʝ ʨʝʬʝʨʝʥʮʠʠ); ʦʮʝʥʠʚʘʣʠʩʴ ʪʝʭʥʦʣʦʛʠʯʝʩʢʠʝ ʘʩʧʝʢʪʳ 

ʚʦʧʣʦʱʝʥʠʷ ʘʚʪʦʨʩʢʦʛʦ ʟʘʤʳʩʣʘ, ʚʳʷʚʣʷʣʘʩʴ ʩʪʝʧʝʥʴ ʚʣʘʜʝʥʠʷ ʢʣʘʩʩʠʯʝʩʢʠʤʠ 

ʧʨʠʸʤʘʤʠ ʤʥʦʛʦʩʣʦʡʥʦʛʦ ʞʦʩʪʦʚʩʢʦʛʦ ʧʠʩʴʤʘ. ʀʪʦʛʦʤ ʧʨʦʚʝʜʸʥʥʦʛʦ 

ʠʩʩʣʝʜʦʚʘʥʠʷ ʩʪʘʣʦ ʚʳʷʚʣʝʥʠʝ ʜʦʤʠʥʠʨʫʶʱʠʭ ʧʦʜʭʦʜʦʚ ʢ ʠʥʪʝʨʧʨʝʪʘʮʠʠ 

ʪʨʘʜʠʮʠʦʥʥʳʭ ʤʦʪʠʚʦʚ çʮʚʝʪʳè ʠ çʬʨʫʢʪʳè ʚ ʚʳʧʫʩʢʥʳʭ ʢʚʘʣʠʬʠʢʘʮʠʦʥʥʳʭ 

ʨʘʙʦʪʘʭ ʩʪʫʜʝʥʪʦʚ. 

ʈʝʟʫʣʴʪʘʪʳ. 

ɾʦʩʪʦʚʩʢʘʷ ʜʝʢʦʨʘʪʠʚʥʘʷ ʨʦʩʧʠʩʴ ï ʦʜʠʥ ʠʟ ʥʘʠʙʦʣʝʝ ʠʟʚʝʩʪʥʳʭ 

ʪʨʘʜʠʮʠʦʥʥʳʭ ʭʫʜʦʞʝʩʪʚʝʥʥʳʭ ʧʨʦʤʳʩʣʦʚ ʈʦʩʩʠʠ (ʋʢʘʟ ʇʨʝʟʠʜʝʥʪʘ ʈʌ 

 ̄1847 ʦʪ 08.11.1993 ʛ.) [16]. ɺ ʩʚʷʟʠ ʩ ʵʪʠʤ ʧʝʨʝʜ ʨʫʢʦʚʦʜʩʪʚʦʤ 

ʆʆʆ çɾʦʩʪʦʚʩʢʘʷ ʬʘʙʨʠʢʘè ʚʩʪʘʣʘ ʟʘʜʘʯʘ ʧʦʠʩʢʘ ʪʘʢʦʡ ʤʦʜʝʣʠ ʧʦʜʛʦʪʦʚʢʠ 

ʢʘʜʨʦʚ, ʢʦʪʦʨʘʷ ʩʦʝʜʠʥʠʣʘ ʙʳ ʘʢʘʜʝʤʠʯʝʩʢʦʝ ʦʙʨʘʟʦʚʘʥʠʝ 

 
5  ʈʘʙʦʯʠʡ ʫʯʝʙʥʳʡ ʧʣʘʥ ʧʦ ʧʨʦʛʨʘʤʤʝ ʙʘʢʘʣʘʚʨʠʘʪʘ. 54.03.02 ɼʝʢʦʨʘʪʠʚʥʦ-ʧʨʠʢʣʘʜʥʦʝ 

ʠʩʢʫʩʩʪʚʦ ʠ ʥʘʨʦʜʥʳʝ ʧʨʦʤʳʩʣʳ ʦʪ 16 ʘʧʨʝʣʷ 2021 ʛ. ï ʊʝʢʩʪ : ʵʣʝʢʪʨʦʥʥʳʡ // ʌʝʜʦʩʢʠʥʩʢʠʡ 

ʠʥʩʪʠʪʫʪ ʣʘʢʦʚʦʡ ʤʠʥʠʘʪʶʨʥʦʡ ʞʠʚʦʧʠʩʠ : ʩʘʡʪ. ï URL : https://fedoskino-

vshni.ru/images/articles/documents/Uchebnii_plani/Ucheb_plan_VO_OZ_2021.pdf (ʜʘʪʘ 

ʦʙʨʘʱʝʥʠʷ: 02.03.2026). 
6  ʈʝʮʝʥʟʠʷ ʥʘ ʦʩʥʦʚʥʫʶ ʧʨʦʬʝʩʩʠʦʥʘʣʴʥʫʶ ʦʙʨʘʟʦʚʘʪʝʣʴʥʫʶ ʧʨʦʛʨʘʤʤʫ ʚʳʩʰʝʛʦ 

ʦʙʨʘʟʦʚʘʥʠʷ ʧʦ ʥʘʧʨʘʚʣʝʥʠʶ ʧʦʜʛʦʪʦʚʢʠ 54.03.02 ɼʝʢʦʨʘʪʠʚʥʦ-ʧʨʠʢʣʘʜʥʦʝ ʠʩʢʫʩʩʪʚʦ 

ʥʘʨʦʜʥʳʝ ʧʨʦʤʳʩʣʳ. ï ʊʝʢʩʪ : ʵʣʝʢʪʨʦʥʥʳʡ // ʌʝʜʦʩʢʠʥʩʢʠʡ ʠʥʩʪʠʪʫʪ ʣʘʢʦʚʦʡ 

ʤʠʥʠʘʪʶʨʥʦʡ ʞʠʚʦʧʠʩʠ : ʩʘʡʪ. ï URL : https://fedoskino-

vshni.ru/images/articles/documents/recenziaOPOP/Recenzia_opop_hrm_VO.pdf (ʜʘʪʘ 

ʦʙʨʘʱʝʥʠʷ: 02.03.2026). 



нп 

ʩ ʥʝʧʦʩʨʝʜʩʪʚʝʥʥʳʤ ʧʦʛʨʫʞʝʥʠʝʤ ʩʪʫʜʝʥʪʦʚ ʚ ʧʨʦʠʟʚʦʜʩʪʚʝʥʥʳʡ 

ʭʫʜʦʞʝʩʪʚʝʥʥʦ-ʪʚʦʨʯʝʩʢʠʡ ʧʨʦʮʝʩʩ ʩʦʟʜʘʥʠʷ ʧʨʦʠʟʚʝʜʝʥʠʡ. 

ʆʪʚʝʪʦʤ ʥʘ ʜʘʥʥʳʡ ʟʘʧʨʦʩ ʩʪʘʣʦ ʦʪʢʨʳʪʠʝ 27 ʬʝʚʨʘʣʷ 2021 ʛ. ʙʘʟʦʚʦʡ 

ʢʘʬʝʜʨʳ ʞʦʩʪʦʚʩʢʦʡ ʭʫʜʦʞʝʩʪʚʝʥʥʦʡ ʨʦʩʧʠʩʠ ʌʝʜʦʩʢʠʥʩʢʦʛʦ ʠʥʩʪʠʪʫʪʘ 

ʣʘʢʦʚʦʡ ʤʠʥʠʘʪʶʨʥʦʡ ʞʠʚʦʧʠʩʠ ï ʬʠʣʠʘʣʘ ʈʦʩʩʠʡʩʢʦʛʦ ʫʥʠʚʝʨʩʠʪʝʪʘ 

ʪʨʘʜʠʮʠʦʥʥʳʭ ʭʫʜʦʞʝʩʪʚʝʥʥʳʭ ʧʨʦʤʳʩʣʦʚ [9, ʩ. 11]. 

ʉʦʟʜʘʥʥʳʝ ʥʘ ʙʘʟʦʚʦʡ ʢʘʬʝʜʨʝ ʫʩʣʦʚʠʷ ʤʦʛʫʪ ʙʳʪʴ ʦʩʤʳʩʣʝʥʳ ʢʘʢ 

ʮʝʣʝʥʘʧʨʘʚʣʝʥʥʦ ʩʧʨʦʝʢʪʠʨʦʚʘʥʥʘʷ ʦʙʨʘʟʦʚʘʪʝʣʴʥʘʷ ʩʨʝʜʘ. ʇʦ ʦʧʨʝʜʝʣʝʥʠʶ 

ɺ.ɸ. ʗʩʚʠʥʘ, ʦʙʨʘʟʦʚʘʪʝʣʴʥʘʷ ʩʨʝʜʘ ʧʨʝʜʩʪʘʚʣʷʝʪ ʩʦʙʦʡ çʩʠʩʪʝʤʫ ʚʣʠʷʥʠʡ ʠ 

ʫʩʣʦʚʠʡ ʬʦʨʤʠʨʦʚʘʥʠʷ ʣʠʯʥʦʩʪʠ ʧʦ ʟʘʜʘʥʥʦʤʫ ʦʙʨʘʟʮʫ, ʘ ʪʘʢʞʝ 

ʚʦʟʤʦʞʥʦʩʪʝʡ ʜʣʷ ʝʝ ʨʘʟʚʠʪʠʷ, ʩʦʜʝʨʞʘʱʠʭʩʷ ʚ ʩʦʮʠʘʣʴʥʦʤ ʧʨʦʩʪʨʘʥʩʪʚʝʥʥʦ-

ʧʨʝʜʤʝʪʥʦʤ ʦʢʨʫʞʝʥʠʠè [17, ʩ. 14]. ʂʣʶʯʝʚʳʤ ʚ ʜʘʥʥʦʤ ʦʧʨʝʜʝʣʝʥʠʠ ʷʚʣʷʝʪʩʷ 

ʧʦʥʷʪʠʝ ʚʦʟʤʦʞʥʦʩʪʠ. ʀʤʝʥʥʦ ʩʧʝʢʪʨ ʧʨʝʜʦʩʪʘʚʣʝʥʥʳʭ ʩʪʫʜʝʥʪʘʤ 

ʚʦʟʤʦʞʥʦʩʪʝʡ ï ʦʩʚʦʝʥʠʝ ʪʝʭʥʦʣʦʛʠʠ ʧʦʜ ʨʫʢʦʚʦʜʩʪʚʦʤ ʭʫʜʦʞʥʠʢʦʚ 

ʧʨʝʜʧʨʠʷʪʠʷ, ʨʘʙʦʪʘ ʚ ʧʨʦʠʟʚʦʜʩʪʚʝʥʥʳʭ ʤʘʩʪʝʨʩʢʠʭ, ʠʟʫʯʝʥʠʝ ʤʫʟʝʡʥʳʭ 

ʦʙʨʘʟʮʦʚ, ʫʯʘʩʪʠʝ ʚ ʨʝʘʣʴʥʦʤ ʭʫʜʦʞʝʩʪʚʝʥʥʦʤ ʧʨʦʮʝʩʩʝ ï ʦʧʨʝʜʝʣʷʝʪ 

ʨʘʟʚʠʚʘʶʱʠʡ ʧʦʪʝʥʮʠʘʣ ʦʙʨʘʟʦʚʘʪʝʣʴʥʦʡ ʩʨʝʜʳ. 

ʇʨʦʮʝʩʩ ʧʦʜʛʦʪʦʚʢʠ ʩʪʫʜʝʥʪʦʚ ʙʳʣ ʦʩʥʦʚʘʥ ʥʘ ʛʘʨʤʦʥʠʯʥʦʤ ʩʦʯʝʪʘʥʠʠ 

ʫʩʪʦʡʯʠʚʦʩʪʠ ʪʝʭʥʠʢʦ-ʪʝʭʥʦʣʦʛʠʯʝʩʢʠʭ ʪʨʘʜʠʮʠʡ ʠʩʧʦʣʥʝʥʠʷ ʞʦʩʪʦʚʩʢʦʡ 

ʨʦʩʧʠʩʠ ʠ ʩʚʦʙʦʜʳ ʘʚʪʦʨʩʢʦʛʦ ʧʦʠʩʢʘ, ʯʪʦ ʦʪʨʘʞʝʥʦ ʚ ʚʳʧʦʣʥʝʥʥʳʭ ʠʤʠ 

ʚʳʧʫʩʢʥʳʭ ʢʚʘʣʠʬʠʢʘʮʠʦʥʥʳʭ ʨʘʙʦʪʘʭ. 

ʉʚʦʙʦʜʘ ʪʚʦʨʯʝʩʢʦʛʦ ʩʘʤʦʚʳʨʘʞʝʥʠʷ ʦʙʝʩʧʝʯʠʚʘʣʘʩʴ ʦʪʩʫʪʩʪʚʠʝʤ 

ʰʘʙʣʦʥʥʦʩʪʠ ʚ ʟʘʜʘʥʠʷʭ, ʧʦʦʱʨʝʥʠʝʤ ʠʥʜʠʚʠʜʫʘʣʴʥʳʭ ʭʫʜʦʞʝʩʪʚʝʥʥʦ-

ʪʚʦʨʯʝʩʢʠʭ ʨʝʰʝʥʠʡ ʠ ʚʦʟʤʦʞʥʦʩʪʴʶ ʚʳʙʦʨʘ ʪʝʤ ʠ ʩʶʞʝʪʦʚ ʚ ʨʘʤʢʘʭ ʝʜʠʥʦʡ 

ʪʝʤʳ ʚʳʧʫʩʢʥʦʡ ʢʚʘʣʠʬʠʢʘʮʠʦʥʥʦʡ ʨʘʙʦʪʳ. ɸʢʪʠʚʥʘʷ ʧʨʦʬʝʩʩʠʦʥʘʣʴʥʘʷ 

ʧʦʟʠʮʠʷ ʦʙʫʯʘʶʱʠʭʩʷ ʬʦʨʤʠʨʦʚʘʣʘʩʴ ʯʝʨʝʟ ʧʦʛʨʫʞʝʥʠʝ ʚ ʨʝʘʣʴʥʳʡ 

ʧʨʦʠʟʚʦʜʩʪʚʝʥʥʳʡ ʧʨʦʮʝʩʩ, ʨʝʰʝʥʠʝ ʢʦʥʢʨʝʪʥʳʭ ʭʫʜʦʞʝʩʪʚʝʥʥʦ-

ʪʝʭʥʦʣʦʛʠʯʝʩʢʠʭ ʟʘʜʘʯ, ʚʟʘʠʤʦʜʝʡʩʪʚʠʝ ʩ ʭʫʜʦʞʥʠʢʘʤʠ ʧʨʝʜʧʨʠʷʪʠʷ 

ʠ ʦʨʠʝʥʪʘʮʠʶ ʥʘ ʩʦʟʜʘʥʠʝ ʧʨʦʠʟʚʝʜʝʥʠʷ, ʚʦʩʪʨʝʙʦʚʘʥʥʦʛʦ ʥʘ ʩʦʚʨʝʤʝʥʥʦʤ 

ʨʳʥʢʝ ʜʝʢʦʨʘʪʠʚʥʦ ʧʨʠʢʣʘʜʥʦʛʦ ʠʩʢʫʩʩʪʚʘ. 

ʂʘʢ ʦʪʤʝʯʘʣʦʩʴ ʚʦ ʚʚʝʜʝʥʠʠ, ʜʘʥʥʳʡ ʦʧʳʪ ʷʚʣʷʝʪʩʷ ʯʘʩʪʴʶ 

ʦʙʱʝʨʦʩʩʠʡʩʢʦʡ ʧʨʘʢʪʠʢʠ ʩʦʟʜʘʥʠʷ ʙʘʟʦʚʳʭ ʢʘʬʝʜʨ, ʦʜʥʘʢʦ ʩʧʝʮʠʬʠʢʘ 

ʙʘʟʦʚʦʡ ʢʘʬʝʜʨʳ ʞʦʩʪʦʚʩʢʦʡ ʭʫʜʦʞʝʩʪʚʝʥʥʦʡ ʨʦʩʧʠʩʠ ʧʨʠʜʘʝʪ ʵʪʦʤʫ ʦʧʳʪʫ 

ʦʩʦʙʫʶ ʮʝʥʥʦʩʪʴ ʜʣʷ ʩʬʝʨʳ ʢʫʣʴʪʫʨʳ ʠ ʠʩʢʫʩʩʪʚʘ. ʂʘʢ ʧʦʜʯʝʨʢʠʚʘʝʪ 

ʉ.ɺ. ʃʝʙʝʜʝʚ, çʬʘʢʪʦʨʦʤ ʨʫʩʩʢʦʛʦ ʢʫʣʴʪʫʨʥʦʛʦ ʢʦʜʘ ʚ ʟʥʘʯʠʪʝʣʴʥʦʡ ʩʪʝʧʝʥʠ 

ʚʩʝʛʜʘ ʙʳʣʦ ʠ ʦʩʪʘʝʪʩʷ ʨʫʩʩʢʦʝ ʪʨʘʜʠʮʠʦʥʥʦʝ ʧʨʠʢʣʘʜʥʦʝ ʠʩʢʫʩʩʪʚʦè 

[10, ʩ. 92]. ɺ ʧʦʜʛʦʪʦʚʢʝ ʭʫʜʦʞʥʠʢʘ ʧʦ ʜʘʥʥʦʤʫ ʚʠʜʫ ʪʨʘʜʠʮʠʦʥʥʦʛʦ 

ʧʨʠʢʣʘʜʥʦʛʦ ʠʩʢʫʩʩʪʚʘ ʚʘʞʥʦʝ ʤʝʩʪʦ ʟʘʥʠʤʘʝʪ ʪʨʘʥʩʣʷʮʠʷ ʢʫʣʴʪʫʨʥʦʛʦ ʢʦʜʘ 

ʞʦʩʪʦʚʩʢʦʡ ʜʝʢʦʨʘʪʠʚʥʦʡ ʨʦʩʧʠʩʠ, ʯʪʦ ʦʙʝʩʧʝʯʠʚʘʝʪʩ ̫ ʜʝʷʪʝʣʴʥʦʩʪʴ ʁ

ʙʘʟʦʚʦʡ ʢʘʬʝʜʨ,r ʨʘʩʧʦʣʦʞʝʥʥʦʡ ʥʝʧʦʩʨʝʜʩʪʚʝʥʥʦ ʥʘ ʧʨʝʜʧʨʠʷʪʠʠ. 

ʋʯʝʙʥʳʡ ʧʣʘʥ ʦʯʥʦ-ʟʘʦʯʥʦʡ ʬʦʨʤʳ ʦʙʫʯʝʥʠʷ, ʨʘʟʨʘʙʦʪʘʥʥʳʡ ʚ 2021 

ʛʦʜʫ ʚ ʩʦʦʪʚʝʪʩʪʚʠʠ ʩ ʌʝʜʝʨʘʣʴʥʳʤ ʛʦʩʫʜʘʨʩʪʚʝʥʥʳʤ ʦʙʨʘʟʦʚʘʪʝʣʴʥʳʤ 

ʩʪʘʥʜʘʨʪʦʤ ʚʳʩʰʝʛʦ ʦʙʨʘʟʦʚʘʥʠʷ ï ʙʘʢʘʣʘʚʨʠʘʪ ʧʦ ʥʘʧʨʘʚʣʝʥʠʶ ʧʦʜʛʦʪʦʚʢʠ 

54.03.02 ɼʝʢʦʨʘʪʠʚʥʦ-ʧʨʠʢʣʘʜʥʦʝ ʠʩʢʫʩʩʪʚʦ ʠ ʥʘʨʦʜʥʳʝ ʧʨʦʤʳʩʣʳ ʦʪ 

13.08.2020 ˉ 1010, ʧʨʝʜʫʩʤʘʪʨʠʚʘʝʪ ʠʟʫʯʝʥʠʝ ʧʨʦʬʠʣʴʥʳʭ ʜʠʩʮʠʧʣʠʥ: 
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çʀʩʧʦʣʥʠʪʝʣʴʩʢʦʝ ʤʘʩʪʝʨʩʪʚʦè, çʉʦʚʝʨʰʝʥʩʪʚʦʚʘʥʠʝ ʤʘʩʪʝʨʩʪʚʘè, 

çʇʨʦʝʢʪʠʨʦʚʘʥʠʝè, çʊʝʭʥʦʣʦʛʠʷ ʠ ʤʘʪʝʨʠʘʣʦʚʝʜʝʥʠʝè, çʄʘʢʝʪʠʨʦʚʘʥʠʝ 

ʠʟʜʝʣʠʡ ʞʦʩʪʦʚʩʢʦʡ ʜʝʢʦʨʘʪʠʚʥʦʡ ʨʦʩʧʠʩʠè. 

ʉʦʯʝʪʘʥʠʝ ʪʝʭʥʦʣʦʛʠʯʝʩʢʦʡ ʧʦʜʛʦʪʦʚʢʠ ʩ ʨʘʙʦʪʦʡ ʚ ʨʝʘʣʴʥʦʡ 

ʧʨʦʠʟʚʦʜʩʪʚʝʥʥʦʡ ʩʨʝʜʝ ʩʧʦʩʦʙʩʪʚʦʚʘʣʦ ʧʦʜʜʝʨʞʘʥʠʶ ʚʳʩʦʢʦʛʦ ʫʨʦʚʥʷ 

ʤʦʪʠʚʘʮʠʠ ʦʙʫʯʘʶʱʠʭʩʷ, ʯʪʦ ʚ ʠʪʦʛʝ ʚʳʨʘʟʠʣʦʩʴ ʚ ʚʳʩʦʢʦʤ ʢʘʯʝʩʪʚʝ ʠʭ 

ʚʳʧʫʩʢʥʳʭ ʢʚʘʣʠʬʠʢʘʮʠʦʥʥʳʭ ʨʘʙʦʪ. ɺʦʟʤʦʞʥʦʩʪʴ ʥʘʙʣʶʜʘʪʴ ʟʘ ʨʘʙʦʪʦʡ 

ʭʫʜʦʞʥʠʢʦʚ ʧʨʝʜʧʨʠʷʪʠʷ ʠ ʢʦʥʩʫʣʴʪʠʨʦʚʘʪʴʩʷ ʩ ʥʠʤʠ ʩʪʘʣʘ ʚʘʞʥʳʤ ʬʘʢʪʦʨʦʤ 

ʧʦʜʜʝʨʞʢʠ ʦʙʫʯʘʶʱʠʭʩʷ ʧʨʠ ʚʳʧʦʣʥʝʥʠʠ ʩʣʦʞʥʳʭ ʪʚʦʨʯʝʩʢʠʭ ʟʘʜʘʯ. 

ʉʦʧʦʩʪʘʚʣʝʥʠʝ ʭʫʜʦʞʝʩʪʚʝʥʥʳʭ ʨʝʰʝʥʠʡ ʚ ʚʳʧʫʩʢʥʳʭ ʨʘʙʦʪʘʭ 

ʧʦʟʚʦʣʠʣʦ ʚʳʷʚʠʪʴ ʫʩʪʦʡʯʠʚʳʝ ʪʚʦʨʯʝʩʢʠʝ ʧʦʜʭʦʜʳ ʢ ʠʥʪʝʨʧʨʝʪʘʮʠʠ 

ʪʨʘʜʠʮʠʦʥʥʦʛʦ ʤʦʪʠʚʘ. ʇʨʠ ʦʙʱʥʦʩʪʠ ʪʝʭʥʦʣʦʛʠʯʝʩʢʦʡ ʙʘʟʳ ʚʳʧʫʩʢʥʳʝ 

ʢʚʘʣʠʬʠʢʘʮʠʦʥʥʳʝ ʨʘʙʦʪʳ ʩʪʫʜʝʥʪʦʚ ʜʝʤʦʥʩʪʨʠʨʫʶʪ ʰʠʨʦʢʠʡ ʩʧʝʢʪʨ 

ʠʥʜʠʚʠʜʫʘʣʴʥʳʭ ʭʫʜʦʞʝʩʪʚʝʥʥʳʭ ʨʝʰʝʥʠʡ. ɸʥʘʣʠʟ ʧʦʟʚʦʣʷʝʪ ʚʳʜʝʣʠʪʴ ʪʨʠ 

ʜʦʤʠʥʠʨʫʶʱʠʭ ʧʦʜʭʦʜʘ ʢ ʠʥʪʝʨʧʨʝʪʘʮʠʠ ʪʨʘʜʠʮʠʦʥʥʳʭ ʤʦʪʠʚʦʚ çʮʚʝʪʳè 

ʠ çʬʨʫʢʪʳè: ʩʪʠʣʠʩʪʠʯʝʩʢʠʡ, ʦʙʨʘʟʥʦ-ʩʠʤʚʦʣʠʯʝʩʢʠʡ ʠ ʢʦʣʦʨʠʩʪʠʯʝʩʢʠʡ. 

ʉʪʠʣʠʩʪʠʯʝʩʢʘʷ ʠʥʪʝʨʧʨʝʪʘʮʠʷ ʭʘʨʘʢʪʝʨʠʟʫʝʪʩʷ ʩʦʟʥʘʪʝʣʴʥʳʤ 

ʦʙʨʘʱʝʥʠʝʤ ʢ ʠʩʪʦʨʠʯʝʩʢʠʤ ʬʦʨʤʘʤ, ʩʪʠʣʷʤ ʠ ʧʨʠʸʤʘʤ, ʠʭ ʪʚʦʨʯʝʩʢʠʤ 

ʧʝʨʝʦʩʤʳʩʣʝʥʠʝʤ ʚ ʢʦʥʪʝʢʩʪʝ ʩʦʚʨʝʤʝʥʥʦʡ ʘʚʪʦʨʩʢʦʡ ʟʘʜʘʯʠ. ʅʘʠʙʦʣʝʝ ʷʨʢʦ 

ʜʘʥʥʳʡ ʧʦʜʭʦʜ ʧʨʝʜʩʪʘʚʣʝʥ ʚ ʨʘʙʦʪʘʭ ɸ.ɺ. ʂʦʚʳʨʰʠʥʦʡ çɻʦʣʣʘʥʜʩʢʠʡ 

ʥʘʪʶʨʤʦʨʪè (ʨʠʩ. 17) ʠ ʅ.ɽ. ʌʨʦʣʦʚʦʡ çʉʝʚʝʨʥʘʷ ɺʝʥʝʮʠʷè (ʨʠʩ. 2). 

 

 
ʈʠʩ. 1. ɸ.ɺ. ʂʦʚʳʨʰʠʥʘ. ʇʦʜʥʦʩ çɻʦʣʣʘʥʜʩʢʠʡ ʥʘʪʶʨʤʦʨʪè.  

ɺʳʧʫʩʢʥʘʷ ʢʚʘʣʠʬʠʢʘʮʠʦʥʥʘʷ ʨʘʙʦʪʘ. 2026 ʛ.  

ʌʝʜʦʩʢʠʥʩʢʠʡ ʠʥʩʪʠʪʫʪ ʣʘʢʦʚʦʡ ʤʠʥʠʘʪʶʨʥʦʡ ʞʠʚʦʧʠʩʠ 

 
7 ʈʠʩ. 1-6. ʌʦʪʦ ʠʟ ʤʝʪʦʜʠʯʝʩʢʦʛʦ ʬʦʥʜʘ ʌʝʜʦʩʢʠʥʩʢʦʛʦ ʠʥʩʪʠʪʫʪʘ ʣʘʢʦʚʦʡ ʤʠʥʠʘʪʶʨʥʦʡ 

ʞʠʚʦʧʠʩʠ. 
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ɸ.ɺ. ʂʦʚʳʨʰʠʥʘ ʠʟʙʨʘʣʘ ʜʣʷ ʩʚʦʝʡ ʢʦʤʧʦʟʠʮʠʠ ʬʠʛʫʨʥʫʶ ʬʦʨʤʫ 

çʧʝʪʝʨʙʫʨʛʩʢʦʛʦè ʧʦʜʥʦʩʘ, ʚʦʩʭʦʜʷʱʫʶ ʢ ʩʪʠʣʶ ʧʩʝʚʜʦ-ʨʦʢʦʢʦ 1830ï1840-ʭ 

ʛʦʜʦʚ. ʕʪʦʪ ʚʳʙʦʨ ʥʝ ʩʣʫʯʘʝʥ: ʦʥ ʟʘʜʘʸʪ ʠʩʪʦʨʠʯʝʩʢʫʶ ʨʘʤʢʫ, ʚʥʫʪʨʠ ʢʦʪʦʨʦʡ 

ʨʘʟʚʦʨʘʯʠʚʘʝʪʩʷ ʜʠʘʣʦʛ ʩ ʪʨʘʜʠʮʠʝʡ ʛʦʣʣʘʥʜʩʢʦʛʦ ʥʘʪʶʨʤʦʨʪʘ XVII ʚʝʢʘ. 

ɸʚʪʦʨ ʩʦʟʥʘʪʝʣʴʥʦ ʩʠʥʪʝʟʠʨʫʝʪ ʜʝʢʦʨʘʪʠʚʥʫʶ ʫʩʣʦʚʥʦʩʪʴ ʞʦʩʪʦʚʩʢʦʛʦ ʧʠʩʴʤʘ 

(ʧʣʦʪʥʦʝ ʢʦʨʧʫʩʥʦʝ ʧʠʩʴʤʦ ʮʚʝʪʦʚ) ʩ ʨʝʘʣʠʩʪʠʯʝʩʢʦʡ ʤʘʥʝʨʦʡ ʠʟʦʙʨʘʞʝʥʠʷ 

ʬʨʫʢʪʦʚ, ʭʘʨʘʢʪʝʨʥʦʡ ʜʣʷ ʝʚʨʦʧʝʡʩʢʠʭ ʤʘʩʪʝʨʦʚ. ɺʚʝʜʝʥʠʝ ʚ ʢʦʤʧʦʟʠʮʠʶ 

ʩʠʤʚʦʣʠʯʝʩʢʠʭ ʵʣʝʤʝʥʪʦʚ ï ɦ ʝʛʣʘ, ʙʘʙʦʯʢʠ ʠ ʨʘʩʢʨʳʪʦʛʦ ʛʨʘʥʘʪʘ ï ʪʘʢʞʝ 

ʦʪʩʳʣʘʝʪ ʢ ʘʣʣʝʛʦʨʠʯʝʩʢʦʤʫ ʷʟʳʢʫ ʛʦʣʣʘʥʜʩʢʠʭ ʥʘʪʶʨʤʦʨʪʦʚ, ʛʜʝ ʢʘʞʜʳʡ 

ʧʨʝʜʤʝʪ ʠʤʝʣ ʩʢʨʳʪʳʡ ʩʤʳʩʣ. ʊʝʭʥʠʯʝʩʢʠ ʵʪʘ ʠʜʝʷ ʧʦʜʜʝʨʞʘʥʘ 

ʠʩʧʦʣʴʟʦʚʘʥʠʝʤ ʧʨʠʸʤʘ çʩʢʚʦʟʥʦʛʦè ʧʠʩʴʤʘ ʧʦ ʟʦʣʦʪʦʡ ʧʦʜʣʦʞʢʝ ʜʣʷ 

ʠʟʦʙʨʘʞʝʥʠʷ ʣʠʩʪʴʝʚ ʠ ʟʸʨʝʥ ʛʨʘʥʘʪʘ, ʯʪʦ ʩʦʟʜʘʸʪ ʵʬʬʝʢʪ ʚʥʫʪʨʝʥʥʝʛʦ 

ʩʚʝʯʝʥʠʷΦ 

 

 
ʈʠʩ. 2. ʅ.ɽ. ʌʨʦʣʦʚʘ. ʇʦʜʥʦʩ çʉʝʚʝʨʥʘʷ ɺʝʥʝʮʠʷè.  

ɺʳʧʫʩʢʥʘʷ ʢʚʘʣʠʬʠʢʘʮʠʦʥʥʘʷ ʨʘʙʦʪʘ. 2026 ʛ.  

ʌʝʜʦʩʢʠʥʩʢʠʡ ʠʥʩʪʠʪʫʪ ʣʘʢʦʚʦʡ ʤʠʥʠʘʪʶʨʥʦʡ ʞʠʚʦʧʠʩʠ 

 

ʀʥʦʡ ʚʘʨʠʘʥʪ ʩʪʠʣʠʩʪʠʯʝʩʢʦʡ ʠʥʪʝʨʧʨʝʪʘʮʠʠ ʜʝʤʦʥʩʪʨʠʨʫʝʪ ʨʘʙʦʪʘ 

ʅ.ɽ. ʌʨʦʣʦʚʦʡ çʉʝʚʝʨʥʘʷ ɺʝʥʝʮʠʷè. ɸʚʪʦʨʩʢʠʡ ʟʘʤʳʩʝʣ ʙʳʣ ʦʧʨʝʜʝʣʸʥ 

ʚʳʙʦʨʦʤ ʬʠʛʫʨʥʦʡ ʬʦʨʤʳ ʧʦʜʥʦʩʘ ï çʧʝʪʝʨʙʫʨʛʩʢʠʡè. ɸʩʩʦʮʠʘʪʠʚʥʘʷ ʩʚʷʟʴ 

ʬʦʨʤʳ ʧʦʜʥʦʩʘ ʩ ʛʦʨʦʜʦʤ ʉʘʥʢʪ-ʇʝʪʝʨʙʫʨʛ ʟʘʜʘʣʘ ʢʦʣʦʨʠʩʪʠʯʝʩʢʫʶ 

ʠ ʵʤʦʮʠʦʥʘʣʴʥʫʶ ʪʦʥʘʣʴʥʦʩʪʴ ʢʦʤʧʦʟʠʮʠʠ. ʕʪʘ ʠʜʝʷ ʚʦʧʣʦʱʘʝʪʩʷ ʯʝʨʝʟ 

ʩʣʦʞʥʳʡ ʢʦʣʦʨʠʪ: ʙʦʨʜʦʚʳʡ ʬʦʥ ʜʝʢʦʨʠʨʦʚʘʥ ʧʨʠʸʤʦʤ çʢʦʧʯʝʥʠʝè, ʯʪʦ 

ʧʨʠʜʘʸʪ ʞʠʚʦʧʠʩʠ ʛʣʫʙʠʥʫ ʠ ʙʣʘʛʦʨʦʜʩʪʚʦ. ʂʦʤʧʦʟʠʮʠʷ ʧʨʝʜʩʪʘʚʣʷʝʪ ʩʦʙʦʡ 

ʙʫʢʝʪ ʠʟ ʩʘʜʦʚʳʭ ʮʚʝʪʦʚ ʠ ʬʨʫʢʪʦʚ, ʚʳʧʦʣʥʝʥʥʳʡ ʚ ʩʤʝʰʘʥʥʦʡ ʪʝʭʥʠʢʝ 

ʨʦʩʧʠʩʠ, ʩʦʯʝʪʘʶʱʝʡ ʧʣʦʪʥʦʝ ʠ ʩʢʚʦʟʥʦʝ ʧʠʩʴʤʦ. ʎʝʥʪʨʘʣʴʥʦʝ ʧʦʣʦʞʝʥʠʝ 



нт 

ʟʘʥʠʤʘʝʪ ʨʦʟʘ ï ʪʨʘʜʠʮʠʦʥʥʘʷ çʮʘʨʠʮʘè ʞʦʩʪʦʚʩʢʦʛʦ ʧʦʜʥʦʩʘ ï ʠ ʛʝʦʨʛʠʥ, 

ʮʚʝʪʦʢ, ʢʦʪʦʨʳʡ, ʧʦ ʣʝʛʝʥʜʝ, ʧʨʦʠʩʭʦʜʠʪ ʠʟ ʮʘʨʩʢʦʛʦ ʩʘʜʘ. ɺʦʢʨʫʛ ʥʠʭ 

ʨʘʩʧʦʣʘʛʘʶʪʩʷ ʣʠʣʠʷ, ʠʨʠʩ, ʪʶʣʴʧʘʥ, ʥʘʩʪʫʨʮʠʷ, ʘʥʶʪʠʥʳ ʛʣʘʟʢʠ, ʚʴʶʥʢʠ 

ʠ ʙʫʪʦʥʳ, ʘ ʪʘʢʞʝ ʤʝʣʢʠʝ ʮʚʝʪʢʠ ï çʧʷʪʠʣʠʩʪʥʠʢʠè, ʧʨʠʤʫʣʘ ʠ ʣʘʥʜʳʰʠ. 

ʃʠʩʪʴʷ ʚʳʧʦʣʥʝʥʳ ʚ ʢʣʘʩʩʠʯʝʩʢʦʡ ʪʝʭʥʠʢʝ çʩʢʚʦʟʥʦʛʦè ʧʠʩʴʤʘ ʧʦ ʧʦʪʘʣʠ, ʯʪʦ 

ʩʦʟʜʘʸʪ ʜʨʘʛʦʮʝʥʥʦʝ ʤʝʨʮʘʥʠʝ, ʘ ʠʟʦʙʨʘʞʝʥʠʷ ʧʪʠʮ ʠ ʥʘʩʝʢʦʤʳʭ ʧʨʠʚʥʦʩʷʪ 

ʚ ʢʦʤʧʦʟʠʮʠʶ ʜʠʥʘʤʠʢʫ ʠ ʞʠʟʥʴ. ɿʦʣʦʪʦʡ ʦʨʥʘʤʝʥʪ ʚ ʩʪʠʣʝ ʨʦʢʦʢʦ ʦʙʨʘʤʣʷʝʪ 

ʞʠʚʦʧʠʩʥʦʝ ʧʦʣʝ, ʫʩʠʣʠʚʘʷ ʘʩʩʦʮʠʘʮʠʶ ʩ ʜʚʦʨʮʦʚʦʡ ʨʦʩʢʦʰʴʶ. 

ɸʥʘʣʠʟ ʨʘʙʦʪ ɸ.ɺ. ʂʦʚʳʨʰʠʥʦʡ ʠ ʅ.ɽ. ʌʨʦʣʦʚʦʡ ʧʦʢʘʟʳʚʘʝʪ, ʯʪʦ 

ʦʙʨʘʱʝʥʠʝ ʢ ʠʩʪʦʨʠʯʝʩʢʠʤ ʧʨʦʪʦʪʠʧʘʤ ʩʪʘʥʦʚʠʪʩʷ ʥʝ ʧʨʦʩʪʦ ʧʨʠʸʤʦʤ 

ʩʪʠʣʠʟʘʮʠʠ, ʘ ʦʩʥʦʚʦʡ ʜʣʷ ʪʚʦʨʯʝʩʢʦʛʦ ʧʝʨʝʦʩʤʳʩʣʝʥʠʷ ʭʫʜʦʞʝʩʪʚʝʥʥʦʛʦ 

ʥʘʩʣʝʜʠʷ. ɸʚʪʦʨʳ ʥʝ ʟʘʠʤʩʪʚʫʶʪ ʛʦʪʦʚʳʝ ʬʦʨʤʳ, ʘ ʚʩʪʫʧʘʶʪ ʚ ʜʠʘʣʦʛ 

ʩ ʭʫʜʦʞʝʩʪʚʝʥʥʦʡ ʪʨʘʜʠʮʠʝʡ, ʩʦʟʜʘʚʘʷ ʦʨʠʛʠʥʘʣʴʥʳʝ ʭʫʜʦʞʝʩʪʚʝʥʥʳʝ 

ʧʨʦʠʟʚʝʜʝʥʠʷ. ʕʪʦʪ ʧʦʜʭʦʜ ʤʦʞʝʪ ʙʳʪʴ ʦʭʘʨʘʢʪʝʨʠʟʦʚʘʥ ʢʘʢ ʩʪʠʣʠʩʪʠʯʝʩʢʘ̫ 

ʠʥʪʝʨʧʨʝʪʘʮʠ.̫ 

ʆʙʨʘʟʥʦ-ʩʠʤʚʦʣʠʯʝʩʢʘʷ ʠʥʪʝʨʧʨʝʪʘʮʠʷ ʧʨʝʜʧʦʣʘʛʘʝʪ ʧʦʩʪʨʦʝʥʠʝ 

ʢʦʤʧʦʟʠʮʠʠ ʚʦʢʨʫʛ ʬʠʣʦʩʦʬʩʢʦʡ ʠʣʠ ʧʦʵʪʠʯʝʩʢʦʡ ʠʜʝʠ, ʨʘʩʢʨʳʚʘʝʤʦʡ ʯʝʨʝʟ 

ʚʟʘʠʤʦʜʝʡʩʪʚʠʝ ʪʨʘʜʠʮʠʦʥʥʳʭ ʤʦʪʠʚʦʚ, ʢʘʢ, ʥʘʧʨʠʤʝʨ, ʚ ʨʘʙʦʪʘʭ 

ʅ.ɸ. ʉʦʣʦʤʘʪʠʥʦʡ çʃʝʪʥʠʡ ʩʘʜè (ʨʠʩ. 3) ʠ ʊ.ʅ. ʐʦʣʦʭʦʚʦʡ çʎʚʝʪʳ ʠ ʧʪʠʮʳè 

(ʨʠʩ. 4). 

 

 
ʈʠʩ. 3. ʅ.ɸ. ʉʦʣʦʤʘʪʠʥʘ. ʇʦʜʥʦʩ çʃʝʪʥʠʡ ʩʘʜè.  

ɺʳʧʫʩʢʥʘʷ ʢʚʘʣʠʬʠʢʘʮʠʦʥʥʘʷ ʨʘʙʦʪʘ. 2026 ʛ.  

ʌʝʜʦʩʢʠʥʩʢʠʡ ʠʥʩʪʠʪʫʪ ʣʘʢʦʚʦʡ ʤʠʥʠʘʪʶʨʥʦʡ ʞʠʚʦʧʠʩʠ 

 

ʂʦʤʧʦʟʠʮʠʷ ʧʦʜʥʦʩʘ çʃʝʪʥʠʡ ʩʘʜè ʅ.ɸ. ʉʦʣʦʤʘʪʠʥʦʡ ʧʦʩʪʨʦʝʥʘ ʧʦ 

ʧʨʠʥʮʠʧʫ ʘʩʠʤʤʝʪʨʠʯʥʦ ʦʨʛʘʥʠʟʦʚʘʥʥʦʛʦ ʮʚʝʪʦʯʥʦ-ʧʣʦʜʦʚʦʛʦ ʙʫʢʝʪʘ, 



ну 

ʨʘʟʚʝʨʥʫʪʦʛʦ ʥʘ ʛʣʫʙʦʢʦʤ ʯʸʨʥʦʤ ʣʘʢʦʚʦʤ ʬʦʥʝ. ʉʚʝʪʣʳʝ ʢʨʫʧʥʳʝ ʮʚʝʪʳ 

ʦʙʨʘʟʫʶʪ ʮʝʥʪʨʘʣʴʥʳʡ ʞʠʚʦʧʠʩʥʳʡ ʘʢʮʝʥʪ, ʚʦʢʨʫʛ ʢʦʪʦʨʦʛʦ ʨʘʩʧʦʣʘʛʘʶʪʩʷ 

ʙʦʣʝʝ ʥʘʩʳʱʝʥʥʳʝ ʧʦ ʮʚʝʪʫ ʵʣʝʤʝʥʪʳ ï ʢʨʘʩʥʳʝ ʠ ʦʨʘʥʞʝʚʳʝ ʮʚʝʪʳ, ʛʨʦʟʜʠ 

ʷʛʦʜ, ʣʠʩʪʴʷ ʠ ʧʦʙʝʛʠ. 

ʀʟʦʙʨʘʞʝʥʠʝ ʧʪʠʮ ʧʨʠʜʘʸʪ ʧʨʦʠʟʚʝʜʝʥʠʶ ʦʙʨʘʟʥʦ-ʩʠʤʚʦʣʠʯʝʩʢʦʝ 

ʟʚʫʯʘʥʠʝ, ʨʘʩʢʨʳʚʘʷ ʪʝʤʫ ʞʠʟʥʝʥʥʦʛʦ ʮʠʢʣʘ, ʧʣʦʜʦʨʦʜʠʷ ʠ ʩʝʤʝʡʥʦʛʦ ʥʘʯʘʣʘ. 

ʊʘʢʠʤ ʦʙʨʘʟʦʤ, ʪʨʘʜʠʮʠʦʥʥʳʡ ʜʝʢʦʨʘʪʠʚʥʳʡ ʙʫʢʝʪ ʚ ʨʘʙʦʪʝ 

ʅ.ɸ. ʉʦʣʦʤʘʪʠʥʦʡ ʧʨʠʦʙʨʝʪʘʝʪ ʭʘʨʘʢʪʝʨ ʨʘʟʚʝʨʥʫʪʦʛʦ ʭʫʜʦʞʝʩʪʚʝʥʥʦʛʦ 

ʚʳʩʢʘʟʳʚʘʥʠʷ, ʚ ʢʦʪʦʨʦʤ ʧʨʠʨʦʜʥʳʝ ʤʦʪʠʚʳ ʩʦʝʜʠʥʷʶʪʩʷ ʩ ʘʣʣʝʛʦʨʠʯʝʩʢʠʤ 

ʩʦʜʝʨʞʘʥʠʝʤ. ʇʦʣʫʧʨʦʟʨʘʯʥʳʡ ʢʨʳʞʦʚʥʠʢ ʩʠʤʚʦʣʠʟʠʨʫʝʪ ʧʝʨʚʫʶ ʧʦʣʥʦʪʫ 

ʣʝʪʘ, ʨʫʙʠʥʦʚʘʷ ʚʠʰʥʷ ï ʩʪʨʘʩʪʴ ʠ ʟʨʝʣʦʩʪʴ, ʛʦʣʫʙʠʢʘ ʩ ʩʠʟʳʤ ʥʘʣʸʪʦʤ ï 

ʧʨʠʙʣʠʞʝʥʠʝ ʦʩʝʥʠ. 

ʉʚʝʪʦʪʝʥʝʚʳʝ ʧʝʨʝʭʦʜʳ ʚ ʪʨʘʢʪʦʚʢʝ ʣʝʧʝʩʪʢʦʚ, ʣʠʩʪʚʳ ʠ ̫ʛʦʜ ʩʦʟʜʘʶʪ 

ʦʱʫʱʝʥʠʝ ʧʨʦʩʪʨʘʥʩʪʚʝʥʥʦʡ ʛʣʫʙʠʥʳ ʠ ʚʥʫʪʨʝʥʥʝʛʦ ʜʚʠʞʝʥʠʷ ʢʦʤʧʦʟʠʮʠʠ, 

ʭʘʨʘʢʪʝʨʥʦʝ ʜʣʷ ʢʣʘʩʩʠʯʝʩʢʦʡ ʪʨʘʜʠʮʠʠ ʞʦʩʪʦʚʩʢʦʡ ʜʝʢʦʨʘʪʠʚʥʦʡ ʨʦʩʧʠʩʠ.  

ʊ.ʅ. ʐʦʣʦʭʦʚʘ ʚ ʨʘʙʦʪʝ çʎʚʝʪʳ ʠ ʧʪʠʮʳè ʘʢʪʫʘʣʠʟʠʨʫʝʪ ʬʠʣʦʩʦʬʩʢʫʶ 

ʧʨʦʙʣʝʤʫ ʟʘʧʝʯʘʪʣʸʥʥʦʛʦ ʤʛʥʦʚʝʥʠʷ, ʜʠʘʣʝʢʪʠʢʠ ʚʝʯʥʦʛʦ ʠ ʩʠʶʤʠʥʫʪʥʦʛʦ. 

ɼʠʥʘʤʠʯʥʳʡ ʩʶʞʝʪ ï ʧʪʠʮʘ, ʦʭʦʪʷʱʘʷʩʷ ʟʘ ʩʪʨʝʢʦʟʦʡ, ï ʨʘʟʚʦʨʘʯʠʚʘʝʪʩʷ ʥʘ 

ʬʦʥʝ ʢʣʘʩʩʠʯʝʩʢʦʛʦ ʮʚʝʪʦʯʥʦʛʦ ʙʫʢʝʪʘ. ʇʪʠʮʘ ʩʠʤʚʦʣʠʟʠʨʫʝʪ ʘʢʪʠʚʥʦʝ ʥʘʯʘʣʦ, 

ʚʨʝʤʷ, ʞʠʟʥʴ; ʩʪʨʝʢʦʟʘ ï ʭʨʫʧʢʦʩʪʴ, ʤʛʥʦʚʝʥʠʝ, ʝʛʦ ʩʢʦʨʦʪʝʯʥʦʩʪʴ. 

ʂʫʣʴʤʠʥʘʮʠʝʡ ʩʪʘʥʦʚʠʪʩʷ ʢʘʧʣʷ ʚʦʜʳ, ʛʦʪʦʚʘʷ ʫʧʘʩʪʴ, ï ʟʨʠʤʘʷ ʤʝʪʘʬʦʨʘ 

ʦʩʪʘʥʦʚʣʝʥʥʦʛʦ ʚʨʝʤʝʥʠ. 

 

 

ʈʠʩ. 4. ʊ.ʅ. ʐʦʣʦʭʦʚʘ. ʇʦʜʥʦʩ çʎʚʝʪʳ ʠ ʬʨʫʢʪʳè.  

ɺʳʧʫʩʢʥʘʷ ʢʚʘʣʠʬʠʢʘʮʠʦʥʥʘʷ ʨʘʙʦʪʘ. 2026 ʛ.  

ʌʝʜʦʩʢʠʥʩʢʠʡ ʠʥʩʪʠʪʫʪ ʣʘʢʦʚʦʡ ʤʠʥʠʘʪʶʨʥʦʡ ʞʠʚʦʧʠʩʠ 

 



нф 

ɸʚʪʦʨ ʠʩʧʦʣʴʟʫʝʪ ʢʦʥʪʨʘʩʪ ʩʪʘʪʠʢʠ (ʢʨʫʧʥʳʝ ʮʚʝʪʳ ʚ ʮʝʥʪʨʝ) 

ʠ ʜʠʥʘʤʠʢʠ (ʣʝʪʷʱʠʝ ʬʠʛʫʨʳ, ʩʚʦʙʦʜʥʦʝ ʧʨʦʩʪʨʘʥʩʪʚʦ ʚʦʢʨʫʛ ʧʪʠʮʳ), ʯʪʦʙʳ 

ʧʝʨʝʜʘʪʴ ʥʘʧʨʷʞʝʥʠʝ ʤʦʤʝʥʪʘ. ʊʝʭʥʠʯʝʩʢʠ ʠʜʝʷ ʧʦʜʜʝʨʞʘʥʘ ʪʱʘʪʝʣʴʥʦʡ 

ʧʨʦʨʘʙʦʪʢʦʡ ʦʧʝʨʝʥʠʷ ʧʪʠʮʳ ʠ ʢʨʳʣʴʝʚ ʩʪʨʝʢʦʟʳ (çʯʝʨʪʸʞʢʘè), ʘ ʪʘʢʞʝ 

ʣʸʛʢʦʡ, ʧʨʦʟʨʘʯʥʦʡ çʧʨʠʚʷʟʢʦʡè, ʢʦʪʦʨʘʷ ʥʝ ʧʝʨʝʛʨʫʞʘʝʪ ʢʦʤʧʦʟʠʮʠʶ, 

ʩʦʭʨʘʥʷʷ ʦʱʫʱʝʥʠʝ ʚʦʟʜʫʰʥʦʩʪʠ. 

ʇʨʝʜʩʪʘʚʣʝʥʥʳʝ ʨʘʙʦʪʳ ʫʙʝʜʠʪʝʣʴʥʦ ʜʦʢʘʟʳʚʘʶʪ, ʯʪʦ ʭʫʜʦʞʝʩʪʚʝʥʥʳʡ 

ʷʟʳʢ ʞʦʩʪʦʚʩʢʦʡ ʜʝʢʦʨʘʪʠʚʥʦʡ ʨʦʩʧʠʩʠ ʩʧʦʩʦʙʝʥ ʚʤʝʱʘʪʴ ʩʣʦʞʥʦʝ 

ʬʠʣʦʩʦʬʩʢʦ-ʧʦʵʪʠʯʝʩʢʦʝ ʩʦʜʝʨʞʘʥʠʝ, ʚʳʭʦʜʷʱʝʝ ʟʘ ʧʨʝʜʝʣʳ ʜʝʢʦʨʘʪʠʚʥʦʩʪʠ. 

ʅ.ɸ. ʉʦʣʦʤʘʪʠʥʘ ʦʙʨʘʱʘʝʪʩʷ ʢ ʪʝʤʝ ʞʠʟʥʝʥʥʦʛʦ ʮʠʢʣʘ, ʊ.ʅ. ʐʦʣʦʭʦʚʘ ï 

ʢ ʧʨʦʙʣʝʤʝ ʟʘʧʝʯʘʪʣʸʥʥʦʛʦ ʤʛʥʦʚʝʥʠʷ. ɺ ʦʙʦʠʭ ʩʣʫʯʘʷʭ ʪʨʘʜʠʮʠʦʥʥʳʡ ʙʫʢʝʪ 

ʩʪʘʥʦʚʠʪʩʷ ʥʝ ʧʨʦʩʪʦ ʫʢʨʘʰʝʥʠʝʤ, ʘ ʨʘʟʚʸʨʥʫʪʳʤ ʭʫʜʦʞʝʩʪʚʝʥʥʳʤ 

ʚʳʩʢʘʟʳʚʘʥʠʝʤ, ʯʪʦ ʧʦʟʚʦʣʷʝʪ ʩʯʠʪʘʪʴ ʵʪʠ ʨʘʙʦʪʳ ʧʨʠʤʝʨʦʤ ʦʙʨʘʟʥʦ-

ʩʠʤʚʦʣʠʯʝʩʢʦʛʦ ʧʦʜʭʦʜʘ ʢ ʠʥʪʝʨʧʨʝʪʘʮʠʠ ʪʨʘʜʠʮʠʦʥʥʳʭ ʭʫʜʦʞʝʩʪʚʝʥʥʳʭ 

ʤʦʪʠʚʦʚ. 

ʂʦʣʦʨʠʩʪʠʯʝʩʢʘʷ ʠʥʪʝʨʧʨʝʪʘʮʠʷ ʟʘʢʣʶʯʘʝʪʩʷ ʚ ʪʦʤ, ʯʪʦ ʛʣʘʚʥʳʤ 

ʚʳʨʘʟʠʪʝʣʴʥʳʤ ʩʨʝʜʩʪʚʦʤ ʩʪʘʥʦʚʠʪʩʷ ʮʚʝʪʦʚʦʝ ʨʝʰʝʥʠʝ ʢʦʤʧʦʟʠʮʠʠ ï ʝʛʦ 

ʢʦʥʪʨʘʩʪʳ ʠ ʛʘʨʤʦʥʠʷ. ʍʫʜʦʞʝʩʪʚʝʥʥʳʡ ʦʙʨʘʟ ʨʦʞʜʘʝʪʩʷ ʥʝʧʦʩʨʝʜʩʪʚʝʥʥʦ ʠʟ 

ʢʦʣʦʨʠʪʘ, ʯʪʦ ʥʘʛʣʷʜʥʦ ʜʝʤʦʥʩʪʨʠʨʫʶʪ ʨʘʙʦʪʳ ɽ.ɺ. ʃʝʩʦʚʦʡ çɸʨʦʤʘʪʳ 

ʦʩʝʥʥʝʛʦ ʩʘʜʘè (ʨʠʩ. 5) ʠ ɻ.ʉ. ʄʦʰʪʘ çʇʘʣʠʪʨʘ ʩʯʘʩʪʴʷè (ʨʠʩ. 6). 
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ол 

ɽ.ɺ. ʃʝʩʦʚʘʷ ʩʦʟʜʘʸʪ ʦʙʨʘʟ çʙʘʙʴʝʛʦ ʣʝʪʘè ï ʪʸʧʣʦʛʦ, ʥʦ ʫʚʷʜʘʶʱʝʛʦ 

ʚʨʝʤʝʥʠ ʛʦʜʘ. ʕʤʦʮʠʦʥʘʣʴʥʳʡ ʥʶʘʥʩ ʧʝʨʝʜʘʥ ʯʝʨʝʟ ʢʦʥʪʨʘʩʪ: ʥʘ ʧʨʦʭʣʘʜʥʦʤ, 

ʛʣʫʙʦʢʦʤ ʙʦʨʜʦʚʦ-ʬʠʦʣʝʪʦʚʦʤ ʬʦʥʝ (ʤʝʪʘʬʦʨʘ ʚʝʯʝʨʥʠʭ ʩʫʤʝʨʝʢ) ʷʨʢʦ 

ʠ ʩʦʯʥʦ ʚʳʜʝʣʷʶʪʩʷ ʧʣʦʜʳ ʠ ʮʚʝʪʢʠ ʪʸʧʣʳʭ ʪʦʥʦʚ ï ʞʸʣʪʳʝ ʷʙʣʦʢʠ, 

ʦʨʘʥʞʝʚʳʝ ʛʨʫʰʠ, ʢʨʘʩʥʳʝ ʠ ʨʦʟʦʚʳʝ ʨʦʟʳ. ʉʚʝʪ, ʧʘʜʘʶʱʠʡ ʥʘ ʬʨʫʢʪʳ, 

ʢʘʞʝʪʩʷ ʦʩʦʙʝʥʥʦ ʪʸʧʣʳʤ ʠ ʥʘʩʳʱʝʥʥʳʤ ʠʤʝʥʥʦ ʙʣʘʛʦʜʘʨʷ ʦʢʨʫʞʝʥʠʶ 

ʭʦʣʦʜʥʦʛʦ ʬʦʥʘ. ʕʪʦʪ ʧʨʠʸʤ, ʭʘʨʘʢʪʝʨʥʳʡ ʜʣʷ ʞʦʩʪʦʚʩʢʦʡ ʜʝʢʦʨʘʪʠʚʥʦʡ 

ʨʦʩʧʠʩʠ, ʚ ʜʘʥʥʦʤ ʩʣʫʯʘʝ ʨʘʙʦʪʘʝʪ ʥʘ ʩʦʟʜʘʥʠʝ ʢʦʥʢʨʝʪʥʦʛʦ ʥʘʩʪʨʦʝʥʠʷ ï 

ʩʚʝʪʣʦʡ ʛʨʫʩʪʠ ʠ ʚʦʩʭʠʱʝʥʠʷ ʧʦʩʣʝʜʥʠʤʠ ʜʘʨʘʤʠ ʫʭʦʜʷʱʝʛʦ ʣʝʪʘ. 

ʀʟʦʙʨʘʞʝʥʠʷ ʧʪʠʮ, ʧʦʨʭʘʶʱʠʭ ʩʨʝʜʠ ʮʚʝʪʦʚ, ʚʥʦʩʷʪ ʜʠʥʘʤʠʢʫ ʠ ʫʩʠʣʠʚʘʶʪ 

ʦʱʫʱʝʥʠʝ ʞʠʚʦʛʦ, ʥʘʧʦʣʥʝʥʥʦʛʦ ʞʠʟʥʴʶ ʩʘʜʘ, ʢʦʪʦʨʳʡ ʫʞʝ ʯʫʚʩʪʚʫʝʪ 

ʧʨʠʙʣʠʞʝʥʠʝ ʭʦʣʦʜʦʚ. 

ɻ.ʉ. ʄʦʰʪʘ ʚ ʨʘʙʦʪʝ çʇʘʣʠʪʨʘ ʩʯʘʩʪʴʷè ʩʪʘʚʠʪ ʟʘʜʘʯʫ ʚʦʧʣʦʪʠʪʴ 

ʩʦʩʪʦʷʥʠʝ ʨʘʜʦʩʪʠ, ʠʟʦʙʠʣʠ ̫ʠ ʧʨʘʟʜʥʠʢʘ ʧʦʩʨʝʜʩʪʚʦʤ ʧʨʝʜʝʣʴʥʦ ʥʘʩʳʱʝʥʥʦʡ, 

ʧʦʣʠʭʨʦʤʥʦʡ ʮʚʝʪʦʚʦʡ ʛʘʤʤ.r ʀʟʫʤʨʫʜʥʦ-ʟʝʣʸʥʳʡ ʬʦʥ ʩ ʧʣʘʚʥʳʤ ʧʝʨʝʭʦʜʦʤ 

ʢ ʙʦʣʝʝ ʪʸʤʥʳʤ ʦʪʪʝʥʢʘʤ ʩʦʟʜʘʸʪ ʵʬʬʝʢʪ ʜʨʘʛʦʮʝʥʥʦʡ ʛʣʫʙʠʥʳ, 

ʘʩʩʦʮʠʠʨʫʶʱʝʡʩʷ ʩ ʠʟʫʤʨʫʜʦʤ. ʅʘ ʵʪʦʤ ʬʦʥʝ ʨʘʟʚʦʨʘʯʠʚʘʝʪʩʷ ʙʫʡʩʪʚʦ ʢʨʘʩʦʢ: 

ʘʣʳʝ, ʤʘʣʠʥʦʚʳʝ, ʨʦʟʦʚʳʝ, ʙʦʨʜʦʚʳʝ, ʙʝʣʳʝ ʠ ʢʨʝʤʦʚʳʝ ʮʚʝʪʘ ʩ ʜʦʙʘʚʣʝʥʠʝʤ 

ʬʠʦʣʝʪʦʚʳʭ ʠ ʩʠʥʠʭ ʦʪʪʝʥʢʦʚ, ʢʦʪʦʨʳʝ ʦʙʦʛʘʱʘʶʪ ʢʦʤʧʦʟʠʮʠʶ ʥʘ ʟʝʨʢʘʣʝ 

ʧʦʜʥʦʩʘ. ɿʦʣʦʪʠʩʪʳʝ ʩʝʨʜʮʝʚʠʥʳ ʮʚʝʪʢʦʚ ʠ ʛʨʦʟʜʴʷ ʚʠʥʦʛʨʘʜʘ, ʚʳʧʦʣʥʝʥʥʳʝ 

ʧʦ ʧʦʪʘʣʠ, ʧʨʠʜʘʶʪ ʨʘʙʦʪʝ ʧʨʘʟʜʥʠʯʥʳʡ ʙʣʝʩʢ. ʗʨʢʠʝ ʟʦʣʦʪʠʩʪʦ-ʦʨʘʥʞʝʚʳʝ 

ʧʪʠʮʳ, ʙʘʙʦʯʢʠ ʠ ʩʪʨʝʢʦʟʘ ʩʪʘʥʦʚʷʪʩʷ ʮʚʝʪʦʚʳʤʠ ʘʢʮʝʥʪʘʤʠ, ʦʞʠʚʣʷʶʱʠʤʠ 

ʢʦʤʧʦʟʠʮʠʶ. 
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ом 

ɺ ʦʙʦʠʭ ʩʣʫʯʘʷʭ ʮʚʝʪ ʚʳʩʪʫʧʘʝʪ ʥʝ ʧʨʦʩʪʦ ʩʨʝʜʩʪʚʦʤ ʜʝʢʦʨʘʪʠʚʥʦʛʦ 

ʦʬʦʨʤʣʝʥʠʷ ʬʦʨʤr, ʘ ʷʚʣʷʝʪʩʷ ʛʣʘʚʥʳʤ ʚʳʨʘʟʠʪʝʣʝʤ ʩʦʜʝʨʞʘʥʠʷ, ʯʪʦ 

ʧʦʜʪʚʝʨʞʜʘʝʪ ʛʣʫʙʦʢʦʝ ʧʦʥʠʤʘʥʠʝ ʘʚʪʦʨʘʤʠ ʟʘʢʦʥʦʤʝʨʥʦʩʪʝʡ 

ʢʦʣʦʨʠʩʪʠʯʝʩʢʦʡ ʢʫʣʴʪʫʨʳ ʞʦʩʪʦʚʩʢʦʡ ʜʝʢʦʨʘʪʠʚʥʦʡ ʨʦʩʧʠʩʠ. 

ʆ ʚʳʩʦʢʦʤ ʫʨʦʚʥʝ ʧʨʦʬʝʩʩʠʦʥʘʣʴʥʦʡ ʧʦʜʛʦʪʦʚʢʠ ʩʚʠʜʝʪʝʣʴʩʪʚʫʝʪ ʠ ʪʦʪ 

ʬʘʢʪ, ʯʪʦ ʚʳʧʫʩʢʥʳʝ ʢʚʘʣʠʬʠʢʘʮʠʦʥʥʳʝ ʨʘʙʦʪʳ ʩʪʫʜʝʥʪʦʚ ʧʝʨʚʦʛʦ ʚʳʧʫʩʢʘ 

ʙʳʣʠ ʦʪʦʙʨʘʥʳ ʜʣʷ ʧʫʙʣʠʢʘʮʠʠ ʚ ʘʚʪʦʨʠʪʝʪʥʳʭ ʦʪʨʘʩʣʝʚʳʭ ʢʘʪʘʣʦʛʘʭ 

çɾʦʩʪʦʚʦ. ɺʳʟʳʚʘʶʱʝ ʢʨʘʩʠʚʦè [5] ʠ çʊʨʘʜʠʮʠʦʥʥʳʝ ʭʫʜʦʞʝʩʪʚʝʥʥʳʝ 

ʧʨʦʤʳʩʣʳ ʄʦʩʢʦʚʩʢʦʡ ʦʙʣʘʩʪʠè [15, ʩ. 39-44]. ʕʪʦ ʦʟʥʘʯʘʝʪ, ʯʪʦ ʫʞʝ ʥʘ ʵʪʘʧʝ 

ʦʙʫʯʝʥʠʷ ʠʭ ʪʚʦʨʯʝʩʪʚʦ ʩʦʦʪʚʝʪʩʪʚʫʝʪ ʢʨʠʪʝʨʠʷʤ ʧʨʦʬʝʩʩʠʦʥʘʣʴʥʦʛʦ 

ʩʦʦʙʱʝʩʪʚʘ. 

ɺʩʝ ʰʝʩʪʴ ʚʳʧʫʩʢʥʳʭ ʢʚʘʣʠʬʠʢʘʮʠʦʥʥʳʭ ʨʘʙʦʪ ʦʙʲʝʜʠʥʷʝʪ ʩʪʨʦʛʦʝ 

ʩʣʝʜʦʚʘʥʠʝ ʪʝʭʥʦʣʦʛʠʠ ʞʦʩʪʦʚʩʢʦʡ ʤʥʦʛʦʩʣʦʡʥʦʡ ʨʦʩʧʠʩʠ. ʂʘʞʜʘʷ ʨʘʙʦʪʘ 

ʚʳʧʦʣʥʝʥʘ ʥʘ ʤʝʪʘʣʣʠʯʝʩʢʦʤ ʧʦʜʥʦʩʝ, ʧʨʦʰʝʜʰʝʤ ʧʦʣʥʳʡ ʮʠʢʣ ʧʦʜʛʦʪʦʚʢʠ 

ʧʦʜ ʨʦʩʧʠʩʴ: ʛʨʫʥʪʦʚʢʘ, ʥʘʥʝʩʝʥʠʝ ʵʤʘʣʠ, ʰʣʠʬʦʚʢʘ. ɺ ʦʪʜʝʣʴʥʳʭ ʩʣʫʯʘʷʭ 

ʧʨʠʤʝʥʷʣʠʩʴ ʪʨʘʜʠʮʠʦʥʥʳʝ ʧʨʠʸʤʳ ʜʝʢʦʨʠʨʦʚʘʥʠʷ ʬʦʥʘ: ʪʘʢ, ʅ.ɽ. ʌʨʦʣʦʚʘ 

ʜʣʷ ʧʦʜʥʦʩʘ çʉʝʚʝʨʥʘʷ ɺʝʥʝʮʠʷè ʠʩʧʦʣʴʟʦʚʘʣʘ ʪʝʭʥʠʢʫ çʢʦʧʯʝʥʠʝè ʩʚʝʯʦʡ, 

ʯʪʦ ʧʨʠʜʘʣʦ ʙʦʨʜʦʚʦʤʫ ʬʦʥʫ ʜʦʧʦʣʥʠʪʝʣʴʥʫʶ ʛʣʫʙʠʥʫ ʠ ʤʝʨʮʘʶʱʠʡ ʵʬʬʝʢʪ. 

ɺʩʝ ʨʘʙʦʪʳ ʚʳʧʦʣʥʝʥʳ ʩ ʩʦʙʣʶʜʝʥʠʝʤ ʵʪʘʧʦʚ ʤʥʦʛʦʩʣʦʡʥʦʛʦ ʧʠʩʴʤʘ: 

çʟʘʤʘʣʸʚʦʢè, çʪʝʥʸʞʢʘè, çʧʨʦʢʣʘʜʢʘè, çʙʣʠʢʦʚʢʘè, çʯʝʨʪʸʞʢʘè ʠ çʧʨʠʚʷʟʢʘè. 

ʅʘʧʨʠʤʝʨ, ʚ ʨʘʙʦʪʝ ɸ.ɺ. ʂʦʚʳʨʰʠʥʦʡ çɻʦʣʣʘʥʜʩʢʠʡ ʥʘʪʶʨʤʦʨʪè çʪʝʥʸʞʢʘè 

ʚʳʧʦʣʥʷʣʘʩʴ ʭʦʣʦʜʥʳʤʠ ʣʝʩʩʠʨʦʚʢʘʤʠ, ʯʪʦʙʳ çʫʪʦʧʠʪʴè ʵʣʝʤʝʥʪʳ ʚ ʬʦʥʝ 

ʠ ʩʦʟʜʘʪʴ ʦʩʥʦʚʫ ʦʙʲʸʤʥʦʛʦ ʚʦʩʧʨʠʷʪʠʷ, ʘ çʙʣʠʢʦʚʢʘè ʪʠʪʘʥʦʚʳʤʠ ʙʝʣʠʣʘʤʠ 

ʟʘʚʝʨʰʠʣʘ ʣʝʧʢʫ ʬʦʨʤʳ, ʩʦʟʜʘʚ ʵʬʬʝʢʪ ʚʣʘʞʥʦʛʦ ʙʣʝʩʢʘ ʥʘ ʬʨʫʢʪʘʭ. ɺ ʨʘʙʦʪʝ 

ʊ.ʅ. ʐʦʣʦʭʦʚʦʡ çʎʚʝʪʳ ʠ ʧʪʠʮʳè ʥʘ ʵʪʘʧʝ çʙʣʠʢʦʚʢʠè ʧʨʦʨʘʙʘʪʳʚʘʣʘʩʴ 

ʦʩʚʝʱʸʥʥʦʩʪ ɹ ʠ ʤʘʪʝʨʠʘʣʴʥʦʩʪ,ɹ ʘ çʯʝʨʪʸʞʢʘè ʠ çʧʨʠʚʷʟʢʘè ï ʜʣʷ 

ʬʠʣʠʛʨʘʥʥʦʡ ʧʨʦʨʠʩʦʚʢʠ ʜʝʪʘʣʝʡ ʠ ʮʝʣʦʩʪʥʦʩʪʠ ʢʦʤʧʦʟʠʮʠʠ. 

ʉʪʫʜʝʥʪʳ ʧʨʠʤʝʥʷʣʠ ʪʨʘʜʠʮʠʦʥʥʳʝ ʤʘʪʝʨʠʘʣʳ: ʤʘʩʣʷʥʳʝ ʢʨʘʩʢʠ 

(ʙʝʣʠʣʘ, ʢʘʜʤʠʠ, ʢʨʘʧʣʘʢʠ, ʫʤʙʨʳ, ʫʣʴʪʨʘʤʘʨʠʥ), ʣʴʥʷʥʦʝ ʤʘʩʣʦ ʚ ʢʘʯʝʩʪʚʝ 

ʩʚʷʟʫʶʱʝʛʦ, ʩʢʠʧʠʜʘʨ ʠʣʠ çʪʨʦʡʥʠʢè ʢʘʢ ʨʘʟʙʘʚʠʪʝʣʴ, ʘ ʪʘʢʞʝ ʙʝʣʠʯʴʠ ʢʠʩʪʠ 

ʨʘʟʥʳʭ ʥʦʤʝʨʦʚ. ʆʩʦʙʦʝ ʤʝʩʪʦ ʟʘʥʠʤʘʣʦ ʠʩʧʦʣʴʟʦʚʘʥʠʝ ʜʝʢʦʨʘʪʠʚʥʳʭ 

ʤʘʪʝʨʠʘʣʦʚ: ʟʦʣʦʪʦʡ ʠ ʙʨʦʥʟʦʚʦʡ ʧʦʪʘʣʠ, ʤʝʪʘʣʣʠʯʝʩʢʠʭ ʧʦʨʦʰʢʦʚ, ʟʦʣʦʪʦʡ 

ʧʘʩʪʳ. ɺ ʨʘʙʦʪʝ ʅ.ɽ. ʌʨʦʣʦʚʦʡ ʧʦʪʘʣʴ ʧʨʠʤʝʥʝʥʘ ʜʣʷ ʚʳʧʦʣʥʝʥʠʷ ʦʨʥʘʤʝʥʪʘ 

ʠ çʩʢʚʦʟʥʦʛʦè ʧʠʩʴʤʘ ʣʠʩʪʴʝʚ, ʫ ɸ.ɺ. ʂʦʚʳʨʰʠʥʦʡ ï ʜʣʷ ʠʟʦʙʨʘʞʝʥʠʷ 

ʨʘʩʢʨʳʪʦʛʦ ʛʨʘʥʘʪʘ, ʫ ʊ.ʅ. ʐʦʣʦʭʦʚʦʡ ï ʜʣʷ ʧʝʨʝʜʘʯʠ ʜʝʪʘʣʝʡ ʦʧʝʨʝʥʠʷ ʧʪʠʮ. 

ʕʪʠ ʧʨʠʤʝʨʳ ʩʚʠʜʝʪʝʣʴʩʪʚʫʪʁ ʦ ʚʣʘʜʝʥʠʠ ʰʠʨʦʢʠʤ ʘʨʩʝʥʘʣʦʤ 

ʚʳʨʘʟʠʪʝʣʴʥʳʭ ʩʨʝʜʩʪʚ, ʭʘʨʘʢʪʝʨʥʳʭ ʜʣʷ ʞʦʩʪʦʚʩʢʦʡ ʜʝʢʦʨʘʪʠʚʥʦʡ ʨʦʩʧʠʩʠ. 

ɺʠʨʪʫʦʟʥʦʝ ʚʣʘʜʝʥʠʝ ʠʥʩʪʨʫʤʝʥʪʘʨʠʝʤ ʦʪʢʨʳʣʦ ʦʙʫʯʘʶʱʠʤʩʷ ʧʫʪʴ ʥʝ 

ʢ ʢʦʧʠʨʦʚʘʥʠʶ, ʘ ʢ ʩʘʤʦʩʪʦʷʪʝʣʴʥʦʤʫ ʪʚʦʨʯʝʩʢʦʤʫ ʧʦʠʩʢʫ. 

ʊʘʢʠʤ ʦʙʨʘʟʦʤ, ʚʳʧʫʩʢʥʳʝ ʢʚʘʣʠʬʠʢʘʮʠʦʥʥʳʝ ʨʘʙʦʪʳ ʩʪʫʜʝʥʪʦʚ 

ʧʝʨʚʦʛʦ ʚʳʧʫʩʢʘ ʩʪʘʣʠ ʫʙʝʜʠʪʝʣʴʥʦʡ ʜʝʤʦʥʩʪʨʘʮʠʝʡ ʵʬʬʝʢʪʠʚʥʦʩʪʠ 

ʩʠʩʪʝʤʥʦʡ ʚʟʘʠʤʦʩʚʷʟʠ ʘʢʘʜʝʤʠʯʝʩʢʦʛʦ ʦʙʨʘʟʦʚʘʥʠʷ ʠ ʧʨʦʠʟʚʦʜʩʪʚʝʥʥʦʡ 

ʭʫʜʦʞʝʩʪʚʝʥʥʦ-ʪʚʦʨʯʝʩʢʦʡ ʜʝʷʪʝʣʴʥʦʩʪʠ, ʦʩʫʱʝʩʪʚʣʷʝʤʦʡ ʚ ʨʘʤʢʘʭ ʙʘʟʦʚʦʡ 

ʢʘʬʝʜʨʳ. ʕʪʦʪ ʦʧʳʪ ʧʦʜʪʚʝʨʞʜʘʝʪ, ʯʪʦ ʨʝʘʣʠʟʫʝʤʘʷ ʤʦʜʝʣʴ ʧʦʜʛʦʪʦʚʢʠ 

ʭʫʜʦʞʥʠʢʦʚ ʦʙʝʩʧʝʯʠʚʘʝʪ ʫʩʧʝʰʥʫʶ ʧʦʜʛʦʪʦʚʢʫ ʭʫʜʦʞʥʠʢʦʚ, ʥʝ ʪʦʣʴʢʦ 



он 

ʩʦʭʨʘʥʷʶʱʠʭ, ʥʦ ʠ ʪʚʦʨʯʝʩʢʠ ʨʘʟʚʠʚʘʶʱʠʭ ʪʨʘʜʠʮʠʠ ʞʦʩʪʦʚʩʢʦʡ 

ʜʝʢʦʨʘʪʠʚʥʦʡ ʨʦʩʧʠʩʠ. 

ʆʙʩʫʞʜʝʥʠʝ 

ʉʣʦʞʠʚʰʠʝʩʷ ʚ ʚʳʧʫʩʢʥʳʭ ʨʘʙʦʪʘʭ ʧʦʜʭʦʜʳ ʢ ʠʥʪʝʨʧʨʝʪʘʮʠʠ 

ʪʨʘʜʠʮʠʦʥʥʦʛʦ ʤʦʪʠʚʘ ʥʝ ʷʚʣʷʶʪʩʷ ʩʣʫʯʘʡʥʳʤʠ: ʠʭ ʬʦʨʤʠʨʦʚʘʥʠʝ ʥʘʧʨʷʤʫʶ 

ʩʚʷʟʘʥʦ ʩ ʦʩʦʙʝʥʥʦʩʪʷʤʠ ʦʙʨʘʟʦʚʘʪʝʣʴʥʦʛʦ ʧʨʦʮʝʩʩʘ, ʦʨʛʘʥʠʟʦʚʘʥʥʦʛʦ ʥʘ 

ʙʘʟʦʚʦʡ ʢʘʬʝʜʨʝ ʞʦʩʪʦʚʩʢʦʡ ʭʫʜʦʞʝʩʪʚʝʥʥʦʡ ʨʦʩʧʠʩʠ. ʆʧʨʝʜʝʣʷʶʱʫʶ ʨʦʣʴ 

ʚ ʵʪʦʤ ʩʳʛʨʘʣʘ ʪʝʭʥʦʣʦʛʠʯʝʩʢʘʷ ʧʦʜʛʦʪʦʚʢʘ ʦʙʫʯʘʶʱʠʭʩʷ. ɿʥʘʯʠʪʝʣʴʥʳʡ 

ʦʙʲʸʤ ʯʘʩʦʚ, ʦʪʚʝʜʸʥʥʳʡ ʥʘ ʜʠʩʮʠʧʣʠʥʳ çʀʩʧʦʣʥʠʪʝʣʴʩʢʦʝ ʤʘʩʪʝʨʩʪʚʦè 

ʠ çʉʦʚʝʨʰʝʥʩʪʚʦʚʘʥʠʝ ʤʘʩʪʝʨʩʪʚʘè, ʧʦʟʚʦʣʠʣ ʩʪʫʜʝʥʪʘʤ ʥʝ ʧʨʦʩʪʦ 

ʦʟʥʘʢʦʤʠʪʴʩʷ, ʘ ʚ ʩʦʚʝʨʰʝʥʩʪʚʝ ʦʚʣʘʜʝʪʴ ʚʩʝʤʠ ʵʪʘʧʘʤʠ ʤʥʦʛʦʩʣʦʡʥʦʛʦ 

ʧʠʩʴʤʘ, ʯʪʦ ʦʩʦʙʝʥʥʦ ʚʘʞʥʦ ʜʣʷ ʩʪʫʜʝʥʪʦʚ, ʥʝ ʠʤʝʚʰʠʭ ʧʨʦʬʠʣʴʥʦʛʦ ʩʨʝʜʥʝʛʦ 

ʧʨʦʬʝʩʩʠʦʥʘʣʴʥʦʛʦ ʦʙʨʘʟʦʚʘʥʠʷ. ɹʝʟʫʧʨʝʯʥʦʝ ʚʣʘʜʝʥʠʝ ʪʝʭʥʦʣʦʛʠʝʡ 

ʞʦʩʪʦʚʩʢʦʡ ʜʝʢʦʨʘʪʠʚʥʦʡ ʨʦʩʧʠʩʠ ï çʪʝʥʸʞʢʦʡè, çʧʨʦʢʣʘʜʢʦʡè, çʙʣʠʢʦʚʢʦʡè, 

çʯʝʨʪʸʞʢʦʡè, ʨʘʙʦʪʦʡ ʩ ʧʦʪʘʣʴʶ ï ʝʜʠʥʦʝ ʜʣʷ ʚʩʝʭ ʰʝʩʪʠ ʨʘʙʦʪ, ʦʙʝʩʧʝʯʠʣʦ 

ʪʫ ʩʪʝʧʝʥʴ ʪʚʦʨʯʝʩʢʦʡ ʩʚʦʙʦʜʳ, ʢʦʛʜʘ ʪʝʭʥʦʣʦʛʠʷ ʧʝʨʝʩʪʘʸʪ ʙʳʪʴ ʩʘʤʦʮʝʣʴʶ 

ʠ ʩʪʘʥʦʚʠʪʩʷ ʛʠʙʢʠʤ ʠʥʩʪʨʫʤʝʥʪʦʤ ʜʣʷ ʚʦʧʣʦʱʝʥʠʷ ʩʘʤʦʛʦ ʩʤʝʣʦʛʦ 

ʭʫʜʦʞʝʩʪʚʝʥʥʦʛʦ ʟʘʤʳʩʣʘ. 

ʇʦʛʨʫʞʝʥʠʝ ʚ ʧʨʦʠʟʚʦʜʩʪʚʝʥʥʫʶ ʩʨʝʜʫ ʜʘʣʦ ʩʪʫʜʝʥʪʘʤ ʫʥʠʢʘʣʴʥʳʡ 

ʦʧʳʪ, ʥʝʚʦʟʤʦʞʥʳʡ ʚ ʫʩʣʦʚʠʷʭ ʦʙʳʯʥʦʡ ʫʯʝʙʥʦʡ ʘʫʜʠʪʦʨʠʠ: ʚʦʟʤʦʞʥʦʩʪʴ 

ʝʞʝʜʥʝʚʥʦ ʥʘʙʣʶʜʘʪʴ ʟʘ ʨʘʙʦʪʦʡ ʚʝʜʫʱʠʭ ʭʫʜʦʞʥʠʢʦʚ, ʫʯʘʩʪʚʫʷ 

ʚ ʦʙʩʫʞʜʝʥʠʠ ʧʨʠʝʤʦʚ, ʧʝʨʝʥʠʤʘʷ ʠʭ ʤʘʥʝʨʫ ʚ ʥʝʧʦʩʨʝʜʩʪʚʝʥʥʦʤ ʦʙʱʝʥʠʠ 

ʠ ʩʦʚʤʝʩʪʥʦʡ ʨʘʙʦʪʝ. ɹʦʣʴʰʦʝ ʟʥʘʯʝʥʠʝ ʠʤʝʣʦ ʠ ʠʟʫʯʝʥʠʝ ɻ ʪʘʣʦʥʥʳʭ ʦʙʨʘʟʮʦʚ 

ʚ ʤʫʟʝʝ ʧʦʜʥʦʩʦʚ ʧʨʠ ʆʆʆ çɾʦʩʪʦʚʩʢʘ ̫ʬʘʙʨʠʢʘè, ʯʪʦ ʩʧʦʩʦʙʩʪʚʦʚʘʣʦ ʙʦʣʝʝ 

ʛʣʫʙʦʢʦʤʫ ʧʦʥʠʤʘʥʠʶ ʵʚʦʣʶʮʠʠ ʤʦʪʠʚʦʚ ʨʦʩʧʠʩʠ. ʇʨʦʠʟʚʦʜʩʪʚʝʥʥʘʷ 

ʘʪʤʦʩʬʝʨʘ, ʛʜʝ ʩʦʟʜʘʶʪʩʷ ʫʥʠʢʘʣʴʥʳʝ ʧʨʦʠʟʚʝʜʝʥʠʷ, ʩʪʠʤʫʣʠʨʦʚʘʣʘ 

ʩʪʫʜʝʥʪʦʚ ʥʘ ʩʘʤʦʩʪʦʷʪʝʣʴʥʳʝ ʪʚʦʨʯʝʩʢʠʝ ʵʢʩʧʝʨʠʤʝʥʪʳ. 

ʊʘʢʠʤ ʦʙʨʘʟʦʤ, ʫʩʧʝʰʥʦʝ ʚʳʧʦʣʥʝʥʠʝ ʚʳʧʫʩʢʥʳʭ ʢʚʘʣʠʬʠʢʘʮʠʦʥʥʳʭ 

ʨʘʙʦʪ ʩʪʫʜʝʥʪʘʤʠ ʧʝʨʚʦʛʦ ʚʳʧʫʩʢʘ ï ʵʪʦ ʟʘʢʦʥʦʤʝʨʥʳʡ ʨʝʟʫʣʴʪʘʪ 

ʜʝʷʪʝʣʴʥʦʩʪʠ ʙʘʟʦʚʦʡ ʢʘʬʝʜʨʳ ʌʝʜʦʩʢʠʥʩʢʦʛʦ ʠʥʩʪʠʪʫʪʘ ʣʘʢʦʚʦʡ 

ʤʠʥʠʘʪʶʨʥʦʡ ʞʠʚʦʧʠʩʠ ʧʨʠ ʆʆʆ çɾʦʩʪʦʚʩʢʘʷ ʬʘʙʨʠʢʘè, ʢʣʶʯʝʚʳʤʠ 

ʵʣʝʤʝʥʪʘʤʠ ʢʦʪʦʨʦʡ ʩʪʘʣʠ ʩʝʨʴʝʟʥʘʷ ʫʥʠʚʝʨʩʠʪʝʪʩʢʘʷ ʧʦʜʛʦʪʦʚʢʘ, ʦʩʚʦʝʥʠʝ 

ʩʪʫʜʝʥʪʘʤʠ ʢʣʘʩʩʠʯʝʩʢʦʡ ʪʝʭʥʦʣʦʛʠʠ ʚʳʧʦʣʥʝʥʠʷ ʞʦʩʪʦʚʩʢʦʡ ʜʝʢʦʨʘʪʠʚʥʦʡ 

ʨʦʩʧʠʩʠ, ʧʦʛʨʫʞʝʥʠʝ ʚ ʨʝʘʣʴʥʫ  ʁ ʭʫʜʦʞʝʩʪʚʝʥʥʦ-ʪʚʦʨʯʝʩʢʫʶ 

ʧʨʦʠʟʚʦʜʩʪʚʝʥʥʫ  ʁʩʨʝʜʫ. 

ɿʘʢʣʶʯʝʥʠʝ 

ʇʨʦʚʝʜʸʥʥʦʝ ʠʩʩʣʝʜʦʚʘʥʠʝ ʧʦʟʚʦʣʷʝʪ ʩʬʦʨʤʫʣʠʨʦʚʘʪʴ ʨʷʜ ʠʪʦʛʦʚʳʭ 

ʧʦʣʦʞʝʥʠʡ. 

1. ʉʦʟʜʘʥʠʝ ʙʘʟʦʚʦʡ ʢʘʬʝʜʨʳ ʞʦʩʪʦʚʩʢʦʡ ʭʫʜʦʞʝʩʪʚʝʥʥʦʡ ʨʦʩʧʠʩʠ ʥʘ 

ʧʨʦʬʠʣʴʥʦʤ ʧʨʝʜʧʨʠʷʪʠʠ ʧʨʦʤʳʩʣʘ ʜʦʢʘʟʘʣʦ ʩʚʦʶ ʩʦʩʪʦʷʪʝʣʴʥʦʩʪʴ ʢʘʢ 

ʵʬʬʝʢʪʠʚʥʦʛʦ ʤʝʭʘʥʠʟʤʘ ʧʦʜʛʦʪʦʚʢʠ ʭʫʜʦʞʥʠʢʦʚ, ʩʧʦʩʦʙʥʳʭ ʢ ʩʦʭʨʘʥʝʥʠʶ 

ʠ ʪʚʦʨʯʝʩʢʦʤʫ ʨʘʟʚʠʪʠʶ ʪʨʘʜʠʮʠʡ ʞʦʩʪʦʚʩʢʦʡ ʨʦʩʧʠʩʠ. ʉʝʨʴʝʟʥʘʷ 

ʫʥʠʚʝʨʩʠʪʝʪʩʢʘʷ ʧʦʜʛʦʪʦʚʢʘ ʚ ʩʦʯʝʪʘʥʠʠ ʩ ʧʦʛʨʫʞʝʥʠʝʤ ʚ ʞʠʚʫʶ 

ʭʫʜʦʞʝʩʪʚʝʥʥʦ-ʪʚʦʨʯʝʩʢʫʶ ʧʨʦʠʟʚʦʜʩʪʚʝʥʥʫʶ ʩʨʝʜʫ ʧʨʦʬʠʣʴʥʦʛʦ 

ʧʨʝʜʧʨʠʷʪʠʷ, ʚʟʘʠʤʦʜʝʡʩʪʚʠʝ ʩ ʚʝʜʫʱʠʤʠ ʭʫʜʦʞʥʠʢʘʤʠ ʞʦʩʪʦʚʩʢʦʡ 



оо 

ʜʝʢʦʨʘʪʠʚʥʦʡ ʨʦʩʧʠʩʠ ʠ ʜʦʩʪʫʧ ʢ ʫʥʠʢʘʣʴʥʳʤ ʤʫʟʝʡʥʳʤ ʦʙʨʘʟʮʘʤ ʦʙʝʩʧʝʯʠʣʠ 

ʬʦʨʤʠʨʦʚʘʥʠʝ ʫ ʚʳʧʫʩʢʥʠʢʦʚ ʛʣʫʙʦʢʠʭ ʧʨʦʬʝʩʩʠʦʥʘʣʴʥʳʭ ʢʦʤʧʝʪʝʥʮʠʡ 

ʠ ʦʩʦʙʦʛʦ çʯʫʚʩʪʚʘ ʤʘʪʝʨʠʘʣʘè. 

2. ɺʩʝ ʰʝʩʪʴ ʚʳʧʫʩʢʥʳʭ ʢʚʘʣʠʬʠʢʘʮʠʦʥʥʳʭ ʨʘʙʦʪ ʜʝʤʦʥʩʪʨʠʨʫʶʪ 

ʙʝʟʫʧʨʝʯʥʦʝ ʚʣʘʜʝʥʠʝ ʦʙʫʯʘʶʱʠʤʠʩʷ ʢʣʘʩʩʠʯʝʩʢʦʡ ʤʥʦʛʦʩʣʦʡʥʦʡ 

ʪʝʭʥʦʣʦʛʠʝʡ ʞʦʩʪʦʚʩʢʦʛʦ ʧʠʩʴʤʘ. ʇʦʩʣʝʜʦʚʘʪʝʣʴʥʦʝ ʩʦʙʣʶʜʝʥʠʝ ʚʩʝʭ ʵʪʘʧʦʚ 

ʞʠʚʦʧʠʩʠ, ʫʤʝʣʦʝ ʦʙʨʘʱʝʥʠʝ ʩ ʪʨʘʜʠʮʠʦʥʥʳʤʠ ʤʘʪʝʨʠʘʣʘʤʠ ʠ ʠʩʧʦʣʴʟʦʚʘʥʠʝ 

ʪʨʘʜʠʮʠʦʥʥʳʭ ʧʨʠʸʤʦʚ ʦʬʦʨʤʣʝʥʠʷ ʠʟʜʝʣʠʡ ʷʚʣʷʶʪʩʷ ʧʨʷʤʳʤ ʩʣʝʜʩʪʚʠʝʤ 

ʢʘʯʝʩʪʚʝʥʥʦʡ ʧʨʦʬʝʩʩʠʦʥʘʣʴʥʦʡ ʧʦʜʛʦʪʦʚʢʠ, ʦʩʫʱʝʩʪʚʣʸʥʥʦʡ ʚ ʫʩʣʦʚʠʷʭ 

ʧʨʦʠʟʚʦʜʩʪʚʘ ʆʆʆ çɾʦʩʪʦʚʩʢʘʷ ʬʘʙʨʠʢʘè. 

3. ʅʘʨʷʜʫ ʩ ʚʳʩʦʢʠʤ ʫʨʦʚʥʝʤ ʪʝʭʥʦʣʦʛʠʯʝʩʢʦʛʦ ʤʘʩʪʝʨʩʪʚʘ, 

ʦʙʫʯʘʶʱʠʝʩʷ ʧʨʦʜʝʤʦʥʩʪʨʠʨʦʚʘʣʠ ʠʥʜʠʚʠʜʫʘʣʴʥʳʝ ʧʦʜʭʦʜ r

ʢ ʠʥʪʝʨʧʨʝʪʘʮʠʠ ʪʨʘʜʠʮʠʦʥʥʳʭ ʤʦʪʠʚʦʚ çʮʚʝʪʳè ʠ çʬʨʫʢʪʳè ʧʨʠ ʩʦʟʜʘʥʠʠ 

ʚʳʧʫʩʢʥʳʭ ʢʚʘʣʠʬʠʢʘʮʠʦʥʥʳʭ ʨʘʙʦʪ. 
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ʇʦʣʫʯʝʥʥʳʝ ʚʳʚʦʜʳ ʦʪʢʨʳʚʘʶʪ ʧʝʨʩʧʝʢʪʠʚʳ ʜʣʷ ʜʘʣʴʥʝʡʰʠʭ 

ʠʩʩʣʝʜʦʚʘʥʠʡ. ʆʥʠ ʤʦʛʫʪ ʙʳʪʴ ʩʚʷʟʘʥʳ ʩ ʤʦʥʠʪʦʨʠʥʛʦʤ ʧʨʦʬʝʩʩʠʦʥʘʣʴʥʦʛʦ 
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ʘ ʪʘʢʞʝ ʩ ʙʦʣʝʝ ʜʝʪʘʣʴʥʳʤ ʠʟʫʯʝʥʠʝʤ ʚʣʠʷʥʠʷ ʭʫʜʦʞʥʠʢʦʚ ʆʆʆ çɾʦʩʪʦʚʩʢʘʷ 

ʬʘʙʨʠʢʘè ʥʘ ʬʦʨʤʠʨʦʚʘʥʠʝ ʠʥʜʠʚʠʜʫʘʣʴʥʦʛʦ ʧʦʯʝʨʢʘ ʤʦʣʦʜʳʭ ʩʧʝʮʠʘʣʠʩʪʦʚ. 
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Basic department at an enterprise of traditional art craft: results of the first 

experience in professional training of artists specializing  

in Zhostovo decorative painting at the higher education level 

 

Abstract. The article examines the process of training artists in Zhostovo 

decorative painting at the basic department created by the Fedoskino institute of 

lacquer miniature painting at the leading enterprise of the craft ï LLC ñZhostovo 

Factoryò. 

The research material was the final qualifying works of the first graduation 

cohort of part-time education (2026), united by the topic "Interpretation of 

traditional "flowers and fruits" motifs in Zhostovo painting". Based on the analysis 

of the works, approaches to the interpretation of traditional flower and fruit motifs 

were identified: stylistic, figurative-symbolic and coloristic. It is shown that 

students' mastery of the classical technology of multilayer writing in Zhostovo 

decorative painting, formed in the conditions of interaction between higher 

education and artistic and creative activities of the traditional art craft enterprise, 

becomes the basis for the development of individual artistic style of future artists. 

It is noted that students' immersion in the production environment of LLC "Zhostovo 

Factory" and access to museum collections allow students to fully master the 

traditions of Zhostovo decorative painting and simultaneously stimulate creative 

search. Using the example of the basic department of Zhostovo artistic painting, not 

just training of personnel for a specific enterprise is demonstrated, but an effective 

model of personnel reproduction in the field of traditional art crafts, which confirms 

its significance for modern pedagogical practice. 

Keywords: Zhostovo decorative painting, basic department, higher education, 

traditional artistic crafts, educational environment, final qualification work. 

 

Introduction 

Relevance of the study. The article analyzes the experience of professional 

training for artists specializing in Zhostovo decorative painting at the basic 

department of Zhostovo artistic painting, operating within LLC ñZhostovo factoryò. 

It examines a novel model for training full-time and part-time students at the 

Fedoskino institute of lacquer miniature painting, which is based on the systemic 

interrelation between specialized higher education and artistic-creative activities 

within a successfully functioning enterprise of traditional art crafts. Based on the 

analysis of final qualification works from the first graduating cohort of the basic 

department, the study identifies students' approaches to interpreting traditional 

motifs such as ñflowersò and ñfruitsò while preserving the technological techniques 

mailto:ermakova-80@mail.ru
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of Zhostovo painting. It is demonstrated that integrating students into the 

professional environment of the enterprise fosters the development of individual 

artistic styles. The obtained results allow considering the basic department as an 

effective institution for the professional training of personnel for enterprises engaged 

in traditional art crafts. 

Of particular scientific and practical interest is the analysis of the results ï the 

creative outcomes of the first graduating class of the full-time and part-time 

department, which took place in 2026. The final qualification works, united by the 

theme ñInterpretation of traditional motifs ñFlowers and fruitsò in Zhostovo 

paintingò, represent unique material that allows tracing how theoretical knowledge 

and practical skills are transformed into independent authorial artistic solutions. 

State of research on the topic. The theoretical aspects of Zhostovo 

decorative painting are discussed in the works of I.Ya. Boguslavskaya and 

B.V. Grafov [2], B.I. Koromyslov [8] and A.I. Krapivina [7]. The issues of training 

artists for this type of traditional art craft are addressed in the research of 

M.A. Saltanov [13; 14] and D.V. Pilipʝr [12]. 

In a broader context, the problem of the interrelation between higher education 

and the real sector of the economy is a subject of active study in contemporary 

professional pedagogy and the sociology of education. The general principles, 

models and mechanisms of such interaction are examined in the works of 

I.V. Vyatkina and L.R. Khannanova-Fakhrutdinova [4], as well as in the research of 

G.V. Osipov and F.E. Sheregy [11]. 

As rightly noted by I.V. Vyatkina and L.R. Khannanova-Fakhrutdinova, to 

ensure successful interaction, ña comprehensive approach and the determination of 

principles for organizing the educational process are required, which take into 

account the specifics of each field and actively involve industrial partners in the 

training of sought-after specialistsò [4, p. 320]. The researchers identify the key 

principles of successful cooperation as: interdependence of the parties, active 

partnership, functionality and compatibility of educational and production processes. 

Building on these general principles, Russian universities are actively 

developing the practice of establishing basic departments, especially in the technical 

sphere (e.g., Omsk state technical university, St. Petersburg state marine technical 

university, Kuban state university, and others). However, for analyzing the specifics 

of training artists in the field of traditional applied arts, a more nuanced tool is 

required, such as the concept of the educational environment proposed by 

V.A. Yasvin. 

The research hypothesis is based on the assumption that the interaction 

between specialized higher education and real artistic and creative activities at the 

specialized enterprise LLC ñZhostovo factoryò ensures a high quality of training for 

future artists of Zhostovo decorative painting. This interaction contributes to the 

formation of variable approaches to the interpretation of traditional motifs such as 

ñflowersò and ñfruitsò, while maintaining a unified technical and technological 

foundation for the creation of artworks. 

Materials and methods. 

The research materials included: 
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- final qualification works of 2026 from full-time and part-time students of the 

Fedoskino institute of lacquer miniature painting: A.V. Kovyrshina (ñDutch still 

lifeò), E.V. Lesovaya (ñAromas of an autumn gardenò), G.S. Moshta (ñPalette of 

happinessò), N.A. Solomatina (ñSummer gardenò), N.E. Frolova (ñNorthern 

Veniceò), T.N. Sholokhova (ñFlowers and birdsò); 

- the working curriculum for the field of study 54.03.02 Decorative and 

applied arts and folk artistic crafts (full-time and part-time form, admission 2021); 

- review of the main professional educational program of higher education in 

the field of study 54.03.02 Decorative and applied arts and folk crafts8. 

The study employed methods of historical-cultural, technological and 

comparative analysis. An analysis of artistic solutions in the final qualification 

works was conducted, focusing on composition, color palette, symbolism and 

stylistic references. The technological aspects of realizing the author's intent were 

evaluated and the degree of mastery of classical techniques of multilayered Zhostovo 

painting was assessed. The outcome of the research was the identification of 

dominant approaches to interpreting traditional motifs such as ñflowersò and ófruitsò 

in the students' final qualification works. 

Results. 

Zhostovo decorative painting is one of the most renowned traditional art crafts 

of Russia (Presidential Decree No. 1847 of 08.11.1993). In this regard, the 

management of LLC ñZhostovo factoryò faced the task of finding a training model 

that would combine academic education with direct immersion of students into the 

production-related artistic and creative process of creating works. 

The response to this request was the opening on February 27, 2021, of the 

basic department of Zhostovo artistic painting at the Fedoskino institute of lacquer 

miniature painting ï a branch of the Russian university of traditional art crafts 

[9, p. 11]. 

The conditions created at the basic department can be interpreted as a 

purposefully designed educational environment. According to V.A. Yasvin, an 

educational environment is ña system of influences and conditions for the formation 

of personality according to a given model, as well as opportunities for its 

development contained in the social and spatial-material surroundingsò [17, p. 14]. 

The key concept in this definition is opportunity. It is precisely the range of 

opportunities provided to students ï mastering technology under the guidance of 

enterprise artists, working in production workshops, studying museum specimens 

and participating in the real artistic process ï that determines the developmental 

potential of the educational environment. 

The process of student training was based on a harmonious combination of 

the stability of the technical and technological traditions of Zhostovo painting and 

 
8 Review of the main professional educational program of higher education in the field of study 

54.03.02 Decorative and applied arts and folk crafts. ï ʊʝxt : electronic // Fedoskino institute of 

lacquer miniature painting : website. ï URL : https://fedoskino-

vshni.ru/images/articles/documents/recenziaOPOP/Recenzia_opop_hrm_VO.pdf (date of access : 

02.03.2026). 
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the freedom of artistic exploration, as reflected in their completed final qualification 

works. 

Freedom of creative self-expression was ensured by the absence of template-

based assignments, the encouragement of individual artistic and creative solutions 

and the opportunity for students to choose themes and subjects within the unified 

framework of the final qualification work. An active professional stance among 

students was fostered through immersion in the real production process, solving 

specific artistic and technological tasks, interacting with enterprise artists and 

focusing on creating works that are in demand in the contemporary market of 

decorative and applied arts. 

As noted in the introduction, this experience is part of the all-Russian practice 

of establishing basic departments; however, the specificity of the basic department 

of Zhostovo artistic painting lends particular value to this experience for the sphere 

of culture and art. As emphasized by S.V. Lebedev, ña factor of the Russian cultural 

code has always been and remains Russian traditional applied artò [10, p. 92]. In the 

training of artists in this type of traditional applied art, an important place is occupied 

by the transmission of the cultural code of Zhostovo decorative painting, which is 

ensured by the activities of the basic department located directly at the enterprise. 

The curriculum for the full-time and part-time form of study, developed in 

2021 in accordance with the Federal state educational standard of higher education 

ï bachelorôs degree in the field of study 54.03.02 Decorative and applied arts and 

folk crafts (No. 1010 of 13.08.2020), provides for the study of specialized disciplines: 

ñPerformance skillsò, ñMastery improvementò, ñDesignò, ñTechnology and 

materials scienceò and ñPrototyping of Zhostovo decorative painting productsò. 

The combination of technological training with work in a real production 

environment contributed to maintaining a high level of student motivation, which 

ultimately resulted in the high quality of their final qualification works. The 

opportunity to observe the work of enterprise artists and consult with them became 

an important support factor for students when tackling complex creative tasks. 

A comparison of artistic solutions in the final works allowed the identification 

of stable creative approaches to the interpretation of traditional motifs. While sharing 

a common technological foundation, the studentsô final qualification works 

demonstrate a wide spectrum of individual artistic solutions. The analysis enables 

the distinction of three dominant approaches to interpreting the traditional motifs of 

ñflowersò and ñfruitsò: stylistic, imagery-symbolic and coloristic. 

Stylistic interpretation is characterized by a deliberate reference to historical 

forms, styles and techniques, as well as their creative reinterpretation within the 

context of a contemporary authorial task. This approach is most vividly represented 

in the works of A.V. Kovyrshina ñDutch still lifeò (Fig. 19 ) and N.E. Frolova 

ñNorthern Veniceò (Fig. 2). 

 

 
9 Figs. 1-6. Photo from the methodological fund of the Fedoskino institute of lacquer miniature 

painting. 
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Fig. 1. A.V. Kovyrshina. Tray ñDutch still lifeò.  

Final qualification work. 2026.  

Fedoskino institute of lacquer miniature painting 

 

A.V. Kovyrshina chose the figure-eight shape of a ñPetersburgò tray for her 

composition, which traces its origins to the pseudo-Rococo style of the 1830sï1840s. 

This choice is not accidental: it establishes a historical framework within which a 

dialogue with the tradition of 17th-century Dutch still life unfolds. The author 

consciously synthesizes the decorative conventionality of Zhostovo painting (dense, 

body-colored flower strokes) with a realistic manner of depicting fruits, 

characteristic of European masters. The introduction of symbolic elements into the 

composition ï a goldfinch, a butterfly and an open pomegranate ï also alludes to the 

allegorical language of Dutch still life, where each object carried a hidden meaning. 

Technically, this idea is supported by the use of ñsee-throughò painting over a gold 

ground for depicting leaves and pomegranate seeds, creating an effect of inner 

illumination. 

A different variant of stylistic interpretation is demonstrated by N.E. Frolovaôs 

work ñNorthern Veniceò. The authorôs concept was determined by the choice of the 

figure-eight ñPetersburgò tray shape. The associative connection between the trayôs 

form and the city of Saint Petersburg set the coloristic and emotional tone of the 

composition. This idea is embodied through a complex palette: the burgundy 

background is decorated using the ñsmokingò technique, which lends depth and 

nobility to the painting. The composition presents a bouquet of garden flowers and 

fruits, executed in a mixed painting technique that combines dense and ñsee-throughò 

brushwork. Central to the composition is the rose ï the traditional ñqueenò of the 

Zhostovo tray ï and the dahlia, a flower that, according to legend, originates from 

the imperial garden. Surrounding them are lilies, irises, tulips, nasturtiums, pansies, 
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morning glories and buds, as well as smaller flowers such as ñcinquefoilsò, 

primroses and lily of the valley. The leaves are rendered in the classic ñsee-throughò 

technique over gold leaf, creating a precious shimmer, while depictions of birds and 

insects bring dynamism and life to the composition. The rococo-style gold ornament 

frames the painted field, enhancing the association with palace luxury. 

 

 
Fig. 2. N.E. Frolova. Tray ñNorthern Veniceò. 

Final qualification work. 2026. 

Fedoskino institute of lacquer miniature painting 

 

The analysis of the works by A.V. Kovyrshina and N.E. Frolova shows that 

the appeal to historical prototypes becomes not merely a stylization technique, but a 

foundation for the creative reinterpretation of artistic heritage. The authors do not 

simply borrow ready-made forms, but enter into a dialogue with artistic tradition, 

creating original works of art. This approach can be characterized as stylistic 

interpretation. 

Imagery-symbolic interpretation presupposes the construction of 

a composition around a philosophical or poetic idea, revealed through the interaction 

of traditional motifs, as exemplified in the works of N.A. Solomatina ñSummer 

gardenò (Fig. 3) and T.N. Sholokhova ñFlowers and birdsò (Fig. 4). 

The composition of the tray ñSummer gardenò by N.A. Solomatina is built on the 

principle of an asymmetrically organized floral and fruit bouquet, set against a deep 

black lacquer background. Light, large flowers form the central pictorial accent, 

around which more saturated elements are arranged ï red and orange flowers, 

clusters of berries, leaves and shoots. 
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Fig. 3. N.A. Solomatina. Tray ñSummer gardenò.  

Final qualification work. 2026.  

Fedoskino institute of lacquer miniature painting 

 

The depiction of birds gives the work an imagery-symbolic resonance, 

revealing themes of the life cycle, fertility and family origins. Thus, the traditional 

decorative bouquet in N.A. Solomatinaôs work takes on the character of an extended 

artistic statement, in which natural motifs are combined with allegorical content. The 

translucent gooseberry symbolizes the first fullness of summer, the ruby cherry ï 

passion and maturity and the blueberry with a bluish bloom ï the approach of autumn. 

Light-and-shadow transitions in the rendering of petals, foliage and berries create a 

sense of spatial depth and internal movement within the composition, characteristic 

of the classical tradition of Zhostovo decorative painting. 

T.N. Sholokhova, in her work ñFlowers and birdsò, actualizes the 

philosophical problem of the captured moment, the dialectic of the eternal and the 

fleeting. The dynamic plot ï a bird hunting a dragonfly ï unfolds against the 

background of a classic floral bouquet. The bird symbolizes the active principle, 

time and life; the dragonfly represents fragility, the moment and its transience. The 

culmination is a water droplet, ready to fall ï a visible metaphor for stopped time. 

The author employs a contrast between static elements (large flowers in the 

center) and dynamic elements (flying figures, open space around the bird) to convey 

the tension of the moment. Technically, this idea is supported by the meticulous 

rendering of the birdôs plumage and the dragonflyôs wings (ñdetailed line workò), as 

well as by a light, transparent ñanchoringò technique that does not overload the 

composition, preserving a sense of airiness. 
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Fig. 4. T.N. Sholokhova. Tray ñFlowers and birdsò.  

Final qualification work. 2026.  

Fedoskino institute of lacquer miniature painting 

 

The presented works convincingly demonstrate that the artistic language of 

Zhostovo decorative painting is capable of containing complex philosophical and 

poetic content that goes beyond mere decorative function. N.A. Solomatina 

addresses the theme of the life cycle, while T.N. Sholokhova explores the problem 

of the captured moment. In both cases, the traditional bouquet becomes not just an 

ornament but an extended artistic statement, which allows these works to be 

considered examples of the imagery-symbolic approach to the interpretation of 

traditional artistic motifs. 

Coloristic interpretation lies in the fact that the main expressive means 

becomes the color solution of the composition ï its contrasts and harmony. The 

artistic image is born directly from the color palette, which is vividly demonstrated 

by the works of E.V. Lesovaya ñAromas of an autumn gardenò (Fig. 5) and 

G.S. Moshta ñPalette of happinessò (Fig. 6). 

E.V. Lesovaya creates the image of ñIndian summerò ï a warm, yet fading 

time of year. The emotional nuance is conveyed through contrast: against a cool, 

deep burgundy-purple background (a metaphor for evening twilight), fruits and 

flowers of warm tones ï yellow apples, orange pears, red and pink roses ï stand out 

brightly and vividly. The light falling on the fruits appears especially warm and rich 

precisely due to the surrounding cool background. This technique, characteristic of 

Zhostovo decorative painting, in this case works to create a specific mood ï a bright 

sadness and admiration for the last gifts of the departing summer. The depictions of 
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birds fluttering among the flowers introduce dynamism and enhance the feeling of a 

living, vibrant garden that already senses the approach of coldness. 

 

 

Fig. 5. E.V. Lesovaya. Tray ñAromas of an autumn gardenò.  

Final qualification work. 2026.  

Fedoskino institute of lacquer miniature painting 

 

G.S. Moshta, in the work ñPalette of happinessò, sets the task of embodying 

a state of joy, abundance and celebration through an extremely rich, polychromatic 

color palette. The emerald-green background, with a smooth transition to darker 

shades, creates an effect of precious depth, associated with an emerald. Against this 

background unfolds a riot of colors: scarlet, crimson, pink, burgundy, white and 

cream hues, enriched with touches of violet and blue, which enhance the 

composition on the mirror surface of the tray. The golden centers of the flowers and 

clusters of grapes, executed on gold leaf, lend the work a festive brilliance. Bright 

golden-orange birds, butterflies and a dragonfly become color accents that enliven 

the composition. 

In both cases, color acts not merely as a means of decorative design but as the 

primary expressive medium, which confirms the authors' deep understanding of the 

principles of the coloristic culture of Zhostovo decorative painting. 

The high level of professional training is also evidenced by the fact that the 

final qualification works of the first graduating students were selected for 

publication in authoritative industry catalogs ñZhostovo. Defiantly beautifulò and 

ñTraditional art crafts of the Moscow regionò [15, pp. 39ï44]. This signifies that 

even at the stage of training, their creative output meets the standards of the 

professional community. 
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All six final qualification works are united by strict adherence to the 

technology of multilayered Zhostovo painting. Each work was executed on a metal 

tray that underwent the full preparation cycle for painting: priming, enamel 

application and polishing. In some cases, traditional background decoration 

techniques were employed; for instance, N.E. Frolova used the ñsmokingò technique 

with a candle for the tray ñNorthern Veniceò, which imparted additional depth and 

a shimmering effect to the burgundy background. 

 

 

Fig. 6. G.S. Moshta. Tray ñPalette of happinessò. Final qualification work. 2026.  

Fedoskino institute of lacquer miniature painting 

 

All works were executed following the stages of multilayered painting: 

ñunderpaintingò, ñshadingò, ñlaying-inò, ñhighlightingò, ñdetailingò and 

ñanchoringò. For example, in A.V. Kovyrshinaôs work ñDutch still lifeò, ñshadingò 

was performed with cold glazes to ñsinkò the elements into the background and 

create a foundation for volumetric perception, while ñhighlightingò with titanium 

white completed the modeling of forms, creating an effect of moist shine on the 

fruits. In T.N. Sholokhovaôs work ñFlowers and birdsò, during the ñhighlightingò 

stage, illumination and materiality were worked out, while ñdetailingò and 

ñanchoringò were used for intricate detailing and the integrity of the composition. 

The students used traditional materials: oil paints (whites, cadmiums, madder 

lakes, umbers, ultramarine), linseed oil as a binder, turpentine or ñthinnerò as 

a diluent, as well as squirrel-hair brushes of various sizes. A special place was 

occupied by the use of decorative materials: gold and bronze leaf, metal powders 

and gold paste. In the work of N.E. Frolova, leaf was applied for ornamentation and 

ñsee-throughò painting of leaves; in A.V. Kovyrshinaôs work ï for depicting an open 

pomegranate; and in T.N. Sholokhovaôs work ï for rendering details of bird plumage. 
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These examples demonstrate mastery of a wide range of expressive means 

characteristic of Zhostovo decorative painting. Virtuoso command of the tools 

opened the way for the students not to copying, but to independent creative 

exploration. 

Thus, the final qualification works of the students from the first graduating 

class became a convincing demonstration of the effectiveness of the systemic 

interconnection between academic education and production-related artistic and 

creative activities, carried out within the framework of the basic department. This 

experience confirms that the implemented model for training artists ensures the 

successful preparation of artists who not only preserve but also creatively develop 

the traditions of Zhostovo decorative painting. 

Discussion  

The approaches to interpreting traditional motifs that emerged in the final 

works are not accidental: their formation is directly linked to the specifics of the 

educational process organized at the basic department of Zhostovo artistic painting. 

A decisive role in this was played by the technological training of the students. 

A significant number of hours allocated to the disciplines ñPerformance skillsò and 

ñMastery improvementò allowed students not just to become acquainted with, but to 

master all stages of multilayered painting, which is especially important for those 

who did not have a background in specialized secondary professional education. 

Impeccable mastery of the technology of Zhostovo decorative painting ï ñshadingò, 

ólaying-inò, ñhighlightingò, ñdetailingò and working with leaf ï unified all six works 

and provided that degree of creative freedom where technology ceases to be an end 

in itself and becomes a flexible tool for realizing the boldest artistic concepts. 

Immersion in the production environment provided students with a unique 

experience that is impossible to obtain in a regular classroom: the opportunity to 

daily observe the work of leading artists, participate in discussions of techniques, 

adopt their mannerisms through direct communication and collaborative work. Of 

great importance was also the study of exemplary samples in the tray museum at 

LLC ñZhostovo factoryò, which contributed to a deeper understanding of the 

evolution of painting motifs. The production atmosphere, where unique works are 

created, stimulated students to engage in independent creative experiments. 

Thus, the successful completion of final qualification works by the students 

of the first graduating class is a natural outcome of the activities of the basic 

department at the Fedoskino institute of lacquer miniature painting, operating within 

LLC ñZhostovo factoryò. The key elements of this success were rigorous university-

level training, studentsô mastery of the classical technology of Zhostovo decorative 

painting and immersion in a real artistic and creative production environment. 

Conclusion 

The conducted research allows us to formulate a number of concluding 

statements. 

1. The establishment of the basic department of Zhostovo artistic painting at 

a specialized craft enterprise has proven to be an effective mechanism for training 

artists capable of both preserving and creatively developing the traditions of 

Zhostovo painting. Rigorous university-level training, combined with immersion in 
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the live artistic and creative production environment of the specialized enterprise, 

interaction with leading artists of Zhostovo decorative painting and access to unique 

museum specimens ensured the formation of deep professional competencies and a 

special ñfeeling for the materialò among the graduates. 

2. All six final qualification works demonstrate the studentsô impeccable 

mastery of the classical multilayered technology of Zhostovo painting. The 

consistent adherence to all stages of painting, skillful handling of traditional 

materials and the use of traditional techniques for product decoration are a direct 

result of the high-quality professional training conducted within the production 

environment of LLC ñZhostovo factoryò. 

3. Alongside a high level of technological mastery, the students demonstrated 

individual approaches to interpreting the traditional motifs of ñflowersò and ñfruitsò 

while creating their final qualification works. 

4. The experience of the basic department of Zhostovo artistic painting, in 

correlation with the all-Russian practice of establishing basic departments, 

demonstrates high effectiveness in the preservation and actualization of cultural 

heritage. Moreover, it holds significance not only for the practice of personnel 

training but also for the development of the system of traditional art crafts as a whole. 

The obtained conclusions open up prospects for further research. These may 

be related to monitoring the professional and creative development of graduates 

from the basic department of Zhostovo artistic painting in their artistic and 

production activities, as well as to a more detailed study of the influence of artists 

from LLC ñZhostovo factoryò on the formation of the individual style of young 

specialists. 
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ʇʨʦʙʣʝʤʳ ʠ ʧʝʨʩʧʝʢʪʠʚʳ ʪʨʘʜʠʮʠʦʥʥʳʭ ʧʨʦʤʳʩʣʦʚ: 

ʨʦʣʴ ʚʳʩʰʝʛʦ ʧʨʦʬʝʩʩʠʦʥʘʣʴʥʦʛʦ ʦʙʨʘʟʦʚʘʥʠʷ 

Challenges and prospects of traditional crafts: 

the role of higher professional education 

 

ɸʥʥʦʪʘʮʠʷ. ʀʩʩʣʝʜʫʶʪʩʷ ʧʨʦʙʣʝʤʳ, ʩ ʢʦʪʦʨʳʤʠ ʩʪʘʣʢʠʚʘʶʪʩʷ 

ʪʨʘʜʠʮʠʦʥʥʳʝ ʧʨʦʤʳʩʣʳ, ʠ ʚʦʟʤʦʞʥʳʝ ʨʝʰʝʥʠʷ, ʧʨʝʜʣʘʛʘʝʤʳʝ ʩʠʩʪʝʤʦʡ 

ʚʳʩʰʝʛʦ ʦʙʨʘʟʦʚʘʥʠʷ. ɸʚʪʦʨ ʨʘʩʩʤʘʪʨʠʚʘʝʪ ʚʣʠʷʥʠʝ ʜʝʬʠʮʠʪʘ 

ʬʠʥʘʥʩʠʨʦʚʘʥʠʷ, ʩʣʘʙʦʡ ʨʝʢʣʘʤʥʦʡ ʧʦʜʜʝʨʞʢʠ, ʢʦʥʢʫʨʝʥʮʠʠ ʩʦ ʩʪʦʨʦʥʳ 

ʤʘʩʩʦʚʦʛʦ ʧʨʦʤʳʰʣʝʥʥʦʛʦ ʧʨʦʠʟʚʦʜʩʪʚʘ, ʨʠʩʢʦʚ ʫʪʨʘʪʳ ʪʨʘʜʠʮʠʦʥʥʳʭ 

ʥʘʚʳʢʦʚ ʠ ʥʝʛʘʪʠʚʥʦʛʦ ʚʦʩʧʨʠʷʪʠʷ ʨʫʯʥʦʛʦ ʪʨʫʜʘ ʚ ʩʦʚʨʝʤʝʥʥʦʤ ʩʦʮʠʫʤʝ. 

ɸʥʘʣʠʟʠʨʫʶʪʩʷ ʧʝʨʩʧʝʢʪʠʚʳ, ʩʚʷʟʘʥʥʳʝ ʩ ʚʥʝʜʨʝʥʠʝʤ ʮʠʬʨʦʚʳʭ ʪʝʭʥʦʣʦʛʠʡ, 

ʩʦʪʨʫʜʥʠʯʝʩʪʚʦʤ ʩ ʜʠʟʘʡʥʝʨʘʤʠ, ʨʘʟʨʘʙʦʪʢʦʡ ʩʧʝʮʠʘʣʠʟʠʨʦʚʘʥʥʳʭ ʫʯʝʙʥʳʭ 

ʧʨʦʛʨʘʤʤ, ʪʝʭʥʠʯʝʩʢʠʤ ʩʦʧʨʦʚʦʞʜʝʥʠʝʤ, ʧʦʚʳʰʝʥʠʝʤ ʢʚʘʣʠʬʠʢʘʮʠʠ, 

ʠʥʬʦʨʤʠʨʦʚʘʥʥʦʩʪʴʶ ʥʘʩʝʣʝʥʠʷ, ʘ ʪʘʢʞʝ ʩʦʟʜʘʥʠʝʤ ʩʠʩʪʝʤʳ ʟʘʱʠʪʳ 

ʠʥʪʝʣʣʝʢʪʫʘʣʴʥʦʡ ʩʦʙʩʪʚʝʥʥʦʩʪʠ ʠ ʧʦʚʳʰʝʥʠʷ ʩʪʦʠʤʦʩʪʠ ʠʟʜʝʣʠʡ. 

ɸʢʮʝʥʪʠʨʫʝʪʩʷ ʚʥʠʤʘʥʠʝ ʥʘ ʟʥʘʯʠʤʦʩʪʠ ʧʘʨʪʥʝʨʩʪʚʘ ʫʥʠʚʝʨʩʠʪʝʪʦʚ, 

ʧʨʝʜʧʨʠʷʪʠʡ ʠ ʪʦʨʛʦʚʳʭ ʦʙʲʝʜʠʥʝʥʠʡ ʜʣʷ ʵʬʬʝʢʪʠʚʥʦʛʦ ʚʟʘʠʤʦʜʝʡʩʪʚʠʷ 

ʪʝʦʨʠʠ ʠ ʧʨʘʢʪʠʢʠ ʚ ʧʦʜʛʦʪʦʚʢʝ ʙʫʜʫʱʠʭ ʩʧʝʮʠʘʣʠʩʪʦʚ ʠ ʚʦʟʨʦʞʜʝʥʠʠ 

ʫʥʠʢʘʣʴʥʦʛʦ ʢʫʣʴʪʫʨʥʦʛʦ ʥʘʩʣʝʜʠʷ. 

ʂʣʶʯʝʚʳʝ ʩʣʦʚʘ: ʪʨʘʜʠʮʠʦʥʥʳʝ ʧʨʦʤʳʩʣʳ, ʚʳʩʰʝʝ ʦʙʨʘʟʦʚʘʥʠʝ, 

ʮʠʬʨʦʚʳʝ ʪʝʭʥʦʣʦʛʠʠ, ʠʥʥʦʚʘʮʠʠ ʠ ʜʠʟʘʡʥ, ʩʝʨʪʠʬʠʢʘʮʠʷ, ʧʘʨʪʥʝʨʩʪʚʦ 

ʠ ʵʢʦʥʦʤʠʢʘ ʢʫʣʴʪʫʨʳ. 

Abstract. The article examines the problems faced by traditional craft 

industries and the possible solutions offered by the higher education system. The 

author considers the impact of funding shortages, weak advertising support, 

competition from mass industrial production, the risks of losing traditional skills, 

and the negative perception of manual labor. The prospects associated with the 

introduction of digital technologies, collaboration with designers, development of 

specialized training programs, technical support, professional development and 

public awareness, as well as the creation of an intellectual property protection system 

and increasing the value of products are discussed. Emphasis is placed on the 

importance of partnerships between universities, enterprises, and trade associations 

for effective interaction between theory and practice in training future specialists 

and reviving unique cultural heritage. 

Keywords: traditional crafts, higher education, digital technologies, 

innovation and design, certification, partnership, and cultural economy. 
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ро 

ʊʨʘʜʠʮʠʦʥʥʳʝ ʧʨʦʤʳʩʣʳ ɹʫʨʢʠʥʘ-ʌʘʩʦ ʩʪʘʣʢʠʚʘʶʪʩʷ ʩ ʪʘʢʠʤʠ 

ʧʨʦʙʣʝʤʘʤʠ, ʢʘʢ ʥʝʜʦʩʪʘʪʦʢ ʬʠʥʘʥʩʠʨʦʚʘʥʠʷ, ʩʣʘʙʘʷ ʨʝʢʣʘʤʥʘʷ ʧʦʜʜʝʨʞʢʘ, 

ʢʦʥʢʫʨʝʥʮʠʷ ʩʦ ʩʪʦʨʦʥʳ ʤʘʩʩʦʚʳʭ ʤʘʰʠʥʥʳʭ ʧʦʜʜʝʣʦʢ ʧʨʦʜʫʢʮʠʠ ʨʫʯʥʦʡ 

ʨʘʙʦʪʳ (craftwashing), ʫʩʪʘʨʝʚʘʥʠʝ ʧʨʦʬʝʩʩʠʦʥʘʣʴʥʳʭ ʥʘʚʳʢʦʚ ʚ ʫʩʣʦʚʠʷʭ 

ʩʦʚʨʝʤʝʥʥʳʭ ʨʝʘʣʠʡ, ʥʝʛʘʪʠʚʥʦʝ ʚʦʩʧʨʠʷʪʠʝ ʨʫʯʥʦʛʦ ʪʨʫʜʘ. ʇʝʨʩʧʝʢʪʠʚʳ ʞʝ 

ʟʘʢʣʶʯʘʶʪʩʷ ʚ ʧʨʠʚʣʝʯʝʥʠʠ ʮʠʬʨʦʚʳʭ ʪʝʭʥʦʣʦʛʠʡ, ʩʦʪʨʫʜʥʠʯʝʩʪʚʝ 

ʩ ʜʠʟʘʡʥʝʨʘʤʠ, ʜʦʩʪʫʧʝ ʢ ʩʧʝʮʠʘʣʠʟʠʨʦʚʘʥʥʦʤʫ ʦʙʫʯʝʥʠʶ (ʚʳʩʰʝʤʫ 

ʦʙʨʘʟʦʚʘʥʠʶ), ʩʝʨʪʠʬʠʢʘʮʠʠ, ʠʥʥʦʚʘʮʠʷʭ ʚ ʧʨʦʜʫʢʮʠʠ (ʩʦʯʝʪʘʥʠʠ ʪʨʘʜʠʮʠʡ 

ʠ ʠʥʥʦʚʘʮʠʡ), ʧʦʚʳʰʝʥʠʠ ʦʩʚʝʜʦʤʣʝʥʥʦʩʪʠ ʩʨʝʜʠ ʤʦʣʦʜʝʞʠ ʠ ʧʨʦʜʚʠʞʝʥʠʠ 

ʢʫʣʴʪʫʨʥʦʛʦ ʥʘʩʣʝʜʠʷ [1]. 

ɺʳʩʰʝʝ ʦʙʨʘʟʦʚʘʥʠʝ ʜʦʣʞʥʦ ʫʜʦʚʣʝʪʚʦʨʷʪʴ ʵʪʠ ʧʦʪʨʝʙʥʦʩʪʠ, ʧʨʝʜʣʘʛʘʷ 

ʩʧʝʮʠʘʣʠʟʠʨʦʚʘʥʥʳʝ ʧʨʦʛʨʘʤʤʳ ʦʙʫʯʝʥʠʷ, ʢʦʪʦʨʳʝ ʧʨʝʦʜʦʣʝʚʘʶʪ ʨʘʟʨʳʚ 

ʤʝʞʜʫ ʘʢʘʜʝʤʠʯʝʩʢʦʡ ʪʝʦʨʠʝʡ ʠ ʨʝʘʣʠʷʤʠ ʩʝʢʪʦʨʘ ʪʨʘʜʠʮʠʦʥʥʳʭ ʧʨʦʤʳʩʣʦʚ. 

ʆʩʥʦʚʥʳʝ ʧʨʦʙʣʝʤʳ 

ɺʳʟʦʚʳ, ʩʪʦʷʱʠʝ ʧʝʨʝʜ ʦʪʨʘʩʣʴʶ, ʤʥʦʛʦʯʠʩʣʝʥʥʳ, ʚʦʪ ʣʠʰʴ ʥʝʢʦʪʦʨʳʝ: 

ʀʩʪʦʯʥʠʢʠ ʬʠʥʘʥʩʠʨʦʚʘʥʠʷ ʠ ʫʧʨʘʚʣʝʥʠʝ ʠʤʠ: ʢʨʝʜʠʪʳ ʥʝ ʚʩʝʛʜʘ 

ʜʦʩʪʫʧʥʳ, ʘ ʟʘʠʥʪʝʨʝʩʦʚʘʥʥʳʝ ʩʪʦʨʦʥʳ ʯʘʩʪʦ ʥʝ ʠʤʝʶʪ ʫʧʨʘʚʣʝʥʯʝʩʢʦʡ 

ʧʦʜʛʦʪʦʚʢʠ; 

ɺʣʠʷʥʠʝ ʤʦʜʝʨʥʠʟʘʮʠʠ ʠ ʠʥʥʦʚʘʮʠʡ: ʟʘʯʘʩʪʫʶ ʫʩʪʘʨʝʚʰʝʝ 

ʦʙʦʨʫʜʦʚʘʥʠʝ ʠ ʪʨʘʜʠʮʠʦʥʥʳʝ ʪʝʭʥʠʢʠ ʧʨʦʠʟʚʦʜʩʪʚʘ, ʪʘʢʠʝ ʢʘʢ, ʥʘʧʨʠʤʝʨ, 

ʛʦʥʯʘʨʥʦʝ ʜʝʣʦ, ʩ ʪʨʫʜʦʤ ʚʳʜʝʨʞʠʚʘʶʪ ʠʩʧʳʪʘʥʠʝ ʚʨʝʤʝʥʝʤ. ʂʘʞʝʪʩʷ, ʯʪʦ 

ʩʦʚʨʝʤʝʥʥʦʩʪʴ ʧʦʜʨʳʚʘʝʪ ʠʩʢʦʥʥʳʝ ʟʥʘʥʠʷ, ʠʩʢʫʩʥʦ ʨʘʟʨʘʙʦʪʘʥʥʳʝ 

ʘʬʨʠʢʘʥʩʢʠʤʠ ʧʨʝʜʢʘʤʠ; 

ʇʨʦʜʚʠʞʝʥʠʝ ʠ ʨʳʥʦʢ ʧʨʦʠʟʚʝʜʝʥʠʡ ʠʩʢʫʩʩʪʚʘ: ʥʝʜʦʙʨʦʩʦʚʝʩʪʥʘʷ 

ʢʦʥʢʫʨʝʥʮʠʷ ʠ ʧʦʜʜʝʣʢʘ ʨʝʤʝʩʣʝʥʥʳʭ ʠʟʜʝʣʠʡ ʧʨʠʚʦʜʷʪ ʢ ʥʠʟʢʠʤ ʧʨʦʜʘʞʘʤ. 

ʇʨʦʠʟʚʝʜʝʥʠʷ ʠʩʢʫʩʩʪʚʘ ʯʘʩʪʦ ʧʣʦʭʦ ʧʨʝʜʩʪʘʚʣʝʥʳ ʚ ʠʥʪʝʨʥʝʪʝ; 

ʀʤʠʜʞ ʠ ʧʨʠʟʥʘʥʠʝ: ʦʙʨʘʟʦʚʘʥʠʝ ʚ ʩʬʝʨʝ ʪʨʘʜʠʮʠʦʥʥʳʭ ʧʨʦʤʳʩʣʦʚ 

ʠ ʨʝʤʸʩʝʣ ʚʦʩʧʨʠʥʠʤʘʝʪʩʷ ʢʘʢ ʤʝʥʝʝ ʧʨʝʩʪʠʞʥʦʝ, ʯʝʤ ʠʥʳʝ ʦʙʣʘʩʪʠ 

ʧʨʦʬʝʩʩʠʦʥʘʣʴʥʦʛʦ ʦʙʨʘʟʦʚʘʥʠʷ, ʦʩʦʙʝʥʥʦ ʜʣʷ ʤʦʣʦʜʝʞʠ; 

ʇʝʨʝʜʘʯʘ ʟʥʘʥʠʡ: ʟʥʘʥʠʷ ʚ ʦʙʣʘʩʪʠ ʠʩʢʫʩʩʪʚʘ ʧʦ-ʧʨʝʞʥʝʤʫ ʚ ʦʩʥʦʚʥʦʤ 

ʧʝʨʝʜʘʶʪʩʷ ʫʩʪʥʦ, ʯʪʦ ʥʝʩʝʪ ʚ ʩʝʙʝ ʨʠʩʢ ʧʦʪʝʨʠ ʥʝʤʘʪʝʨʠʘʣʴʥʳʭ ʥʘʚʳʢʦʚ 

ʠ ʩʧʦʩʦʙʩʪʚʫʝʪ ʠʥʜʠʚʠʜʫʘʣʠʟʤʫ, ʟʘʪʨʫʜʥʷʷ ʩʦʪʨʫʜʥʠʯʝʩʪʚʦ. 

ʇʝʨʩʧʝʢʪʠʚʳ ʠ ʨʝʰʝʥʠʷ, ʧʨʝʜʣʘʛʘʝʤʳʝ ʚʳʩʰʠʤ ʦʙʨʘʟʦʚʘʥʠʝʤ 

ɺʳʩʰʝʝ ʦʙʨʘʟʦʚʘʥʠʝ ʤʦʞʝʪ ʧʨʝʜʣʦʞʠʪʴ ʩʣʝʜʫʶʱʠʝ ʧʝʨʩʧʝʢʪʠʚʳ 

ʠ ʨʝʰʝʥʠʷ ʜʣʷ ʨʘʟʚʠʪʠʷ ʪʨʘʜʠʮʠʦʥʥʳʭ ʨʝʤʝʩʝʣ: 

ɺʥʝʜʨʝʥʠʝ ʮʠʬʨʦʚʳʭ ʪʝʭʥʦʣʦʛʠʡ, ʯʪʦ ʤʦʞʝʪ ʧʦʪʨʝʙʦʚʘʪʴ 

ʥʝʦʙʭʦʜʠʤʦʩʪʴ ʦʙʫʯʝʥʠʷ ʨʘʙʦʪʝ ʩ ʮʠʬʨʦʚʳʤʠ ʠʥʩʪʨʫʤʝʥʪʘʤʠ ʜʣʷ 

ʧʨʦʜʚʠʞʝʥʠʷ ʠ ʧʨʦʜʘʞ (ʵʣʝʢʪʨʦʥʥʘʷ ʪʦʨʛʦʚʣʷ); 

ʀʥʥʦʚʘʮʠʠ ʠ ʜʠʟʘʡʥ: ʩʦʚʤʝʩʪʥʳʝ ʧʨʦʛʨʘʤʤʳ ʜʣʷ ʤʘʩʪʝʨʦʚ ʠ ʜʠʟʘʡʥʝʨʦʚ 

ʧʦʟʚʦʣʷʪ ʩʦʟʜʘʚʘʪʴ ʢʦʥʢʫʨʝʥʪʦʩʧʦʩʦʙʥʳʝ, ʩʦʚʨʝʤʝʥʥʳʝ ʧʨʦʜʫʢʪʳ; 

ʈʘʟʨʘʙʦʪʢʘ ʩʧʝʮʠʘʣʠʟʠʨʦʚʘʥʥʳʭ ʦʙʨʘʟʦʚʘʪʝʣʴʥʳʭ ʧʨʦʛʨʘʤʤ: ʩʦʟʜʘʥʠʝ 

ʧʨʦʛʨʘʤʤ ʚʳʩʰʝʛʦ ʠ ʩʧʝʮʠʘʣʴʥʦʛʦ ʧʨʦʬʝʩʩʠʦʥʘʣʴʥʦʛʦ ʦʙʨʘʟʦʚʘʥʠʷ ʚ ʩʬʝʨʝ 

ʨʝʤʝʩʝʣ ʠ ʪʨʘʜʠʮʠʦʥʥʳʭ ʧʨʦʤʳʩʣʦʚ; 

ʊʝʭʥʠʯʝʩʢʘʷ ʧʦʤʦʱʴ: ʨʘʟʚʠʪʠʝ ʧʦʜʜʝʨʞʢʠ ʩʦ ʩʪʦʨʦʥʳ ʪʝʭʥʠʯʝʩʢʠʭ 

ʩʧʝʮʠʘʣʠʩʪʦʚ ʧʦʟʚʦʣʠʪ ʦʙʫʯʘʪʴ ʟʘʠʥʪʝʨʝʩʦʚʘʥʥʳʝ ʩʪʦʨʦʥʳ ʠʥʥʦʚʘʮʠʷʤ; 



рп 

ʇʨʦʜʚʠʞʝʥʠʝ ʠ ʩʝʨʪʠʬʠʢʘʮʠʷ: ʩʦʟʜʘʥʠʝ ʟʘʱʠʱʝʥʥʳʭ ʪʦʚʘʨʥʳʭ ʟʥʘʢʦʚ 

(ʥʘʧʨʠʤʝʨ, ʧʦʜʪʚʝʨʞʜʘʶʱʠʭ ʢʘʯʝʩʪʚʦ ʠ ʧʨʦʠʩʭʦʞʜʝʥʠʝ) ʧʦʟʚʦʣʠʪ ʦʪʣʠʯʘʪʴ 

ʧʦʜʣʠʥʥʳʝ ʧʨʦʜʫʢʪʳ ʠ ʧʦʚʳʰʘʪʴ ʮʝʥʥʦʩʪʴ ʠʟʜʝʣʠʷ; 

ʇʦʚʳʰʝʥʠʝ ʦʩʚʝʜʦʤʣʝʥʥʦʩʪʠ: ʦʨʛʘʥʠʟʘʮʠʷ ʢʘʤʧʘʥʠʡ ʧʦ ʧʨʠʚʣʝʯʝʥʠʶ 

ʤʦʣʦʜʦʛʦ ʧʦʢʦʣʝʥʠʷ ʠ ʠʟʤʝʥʝʥʠʶ ʧʨʝʜʩʪʘʚʣʝʥʠʡ ʦ ʮʝʥʥʦʩʪʠ ʧʨʦʤʳʩʣʦʚ. 

ʇʦʣʠʪʠʢʘ ʩʪʨʘʥʳ ʚ ʥʘʩʪʦʷʱʠʡ ʤʦʤʝʥʪ ʥʘʧʨʘʚʣʝʥʘ ʥʘ ʧʨʦʜʚʠʞʝʥʠʝ 

ʠ ʚʦʟʨʦʞʜʝʥʠʝ ʠʩʢʦʥʥʳʭ ʟʥʘʥʠʡ ʠ ʪʨʘʜʠʮʠʦʥʥʳʭ ʧʨʘʢʪʠʢ, ʩʦʭʨʘʥʝʥʠʝ ʧʘʤʷʪʠ 

ʦ ʥʘʰʠʭ ʘʬʨʠʢʘʥʩʢʠʭ ʧʨʝʜʢʘʭ; 

ʇʘʨʪʥʝʨʩʪʚʦ: ʨʘʩʰʠʨʝʥʠʝ ʩʦʪʨʫʜʥʠʯʝʩʪʚʘ ʤʝʞʜʫ ʫʥʠʚʝʨʩʠʪʝʪʘʤʠ, 

ʧʨʝʜʧʨʠʷʪʠʷʤʠ ʠ ʪʦʨʛʦʚʳʤʠ ʦʙʲʝʜʠʥʝʥʠʷʤʠ ʧʦʟʚʦʣʠʪ ʧʨʠʚʝʩʪʠ ʦʙʫʯʝʥʠʝ 

ʚ ʩʦʦʪʚʝʪʩʪʚʠʝ ʩ ʧʦʪʨʝʙʥʦʩʪʷʤʠ ʚʩʝʭ ʟʘʠʥʪʝʨʝʩʦʚʘʥʥʳʭ ʩʪʦʨʦʥ. 

ɺ ʟʘʢʣʶʯʝʥʠʝ ʤʦʞʥʦ ʩʢʘʟʘʪʴ, ʯʪʦ ʩʚʷʟʴ ʤʝʞʜʫ ʪʨʘʜʠʮʠʦʥʥʳʤʠ 

ʧʨʦʤʳʩʣʘʤʠ ʠ ʚʳʩʰʠʤ ʦʙʨʘʟʦʚʘʥʠʝʤ ʠʤʝʝʪ ʚʘʞʥʦʝ ʟʥʘʯʝʥʠʝ ʜʣʷ ʧʨʝʚʨʘʱʝʥʠʷ 

ʚʟrʦʚʦʚ ʚ ʚʦʟʤʦʞʥʦʩʪʠ. ʕʪʘ ʪʨʘʥʩʬʦʨʤʘʮʠʷ ʪʨʝʙʫʝʪ ʩʦʚʨʝʤʝʥʥʳʭ ʧʦʜʭʦʜʦʚ 

ʢ ʦʨʛʘʥʠʟʘʮʠʠ ʜʝʷʪʝʣʴʥʦʩʪʠ ʜʣʷ ʩʦʭʨʘʥʝʥʠʷ ʢʫʣʴʪʫʨʥʦʡ ʩʘʤʦʙʳʪʥʦʩʪʠ 

ʠ ʫʥʠʢʘʣʴʥʦʛʦ ʥʘʩʣʝʜʠʷ ʪʨʘʜʠʮʠʦʥʥʳʭ ʧʨʦʤʳʩʣʦʚ. 
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Challenges and prospects of traditional crafts: 

the role of higher professional education 

 

Abstract. The article examines the problems faced by traditional craft 

industries and the possible solutions offered by the higher education system. The 

author considers the impact of funding shortages, weak advertising support, 

competition from mass industrial production, the risks of losing traditional skills, 

and the negative perception of manual labor. The prospects associated with the 

introduction of digital technologies, collaboration with designers, development of 

specialized training programs, technical support, professional development and 

public awareness, as well as the creation of an intellectual property protection system 

and increasing the value of products are discussed. Emphasis is placed on the 

importance of partnerships between universities, enterprises, and trade associations 

for effective interaction between theory and practice in training future specialists 

and reviving unique cultural heritage. 

Keywords: traditional crafts, higher education, digital technologies, 

innovation and design, certification, partnership, cultural economy. 

 

Traditional craft industries in Burkina Faso face several challenges including 

insufficient financing, weak advertising support, competition from mass-produced 

imitations of handmade goods (ñcraftwashingò), outdated skills in modern 

conditions and a negative perception of manual labor. However, there are also 

promising opportunities that lie in adopting digital technologies, collaborating with 

designers, gaining access to specialized training (higher education), product 

innovation through blending traditions and modernity, raising awareness among 

young people and promoting cultural heritage [1]. 

Higher education must meet these needs by offering specialized training 

programs that bridge the gap between academic theory and practical realities within 

the sector of traditional crafts. 

In the first part of my presentation, I will discuss the main challenges (I); in the 

second part, I will outline the prospects and solutions provided by higher education 

(II). 

Main challenges 

The challenges facing the industry are numerous, here are just some examples: 

sources of financing and management: credit is not always accessible and 

stakeholders often lack managerial expertise. 

impact of modernization and innovation: outdated equipment and traditional 

manufacturing techniques, such as pottery-making, struggle to keep up with 

changing times. It seems that modernity undermines the ancestral knowledge 

skillfully developed by our African forebears. 
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Å promotion and art market: unfair competition and counterfeiting of craft 

products lead to low sales. Works of art are frequently poorly represented online. 

Å image and recognition: education in crafts is perceived as less prestigious 

than general education, especially among younger generations. 

Å knowledge transfer: knowledge in the field of art continues to be transmitted 

primarily orally, which carries the risk of losing intangible skills and fosters 

individualism, hindering cooperation. 

Prospects and solutions offered by higher education 

Higher education can offer the following prospects and solutions for the 

development of traditional crafts: 

Å implementation of digital technologies, which may require learning how to 

use digital tools for marketing and sales (e-commerce). 

Å innovations and design: joint programs for masters and designers to create 

competitive, contemporary products. 

Å development of specialized educational programs: creation of undergraduate 

and college-level curricula focused on crafts and traditional industries (management, 

design, new technologies). 

Å technical assistance: support from technical experts to train relevant parties 

in innovative practices. 

Å promotion and certification: establishment of protected trademarks (such as 

those confirming quality and origin) to distinguish genuine products and enhance 

their value. 

Å raising awareness: organization of campaigns aimed at attracting younger 

generations and changing perceptions about the value of craftsmanship. Current 

national policies focus on promoting and revitalizing indigenous knowledge and 

traditional practices, preserving memories of our African ancestors. 

Å partnership: expansion of collaboration between universities, enterprises, 

and trade unions to align education with the needs of all stakeholders. 

In conclusion, it can be stated that the connection between traditional crafts 

and higher education plays a crucial role in transforming challenges into 

opportunities. This transformation requires modern approaches to organizing 

activities in order to preserve cultural identity and the unique heritage of traditional 

crafts. 
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ʉʪʨʘʪʝʛʠʯʝʩʢʘʷ ʨʦʣʴ ʯʘʩʪʥʦʛʦ ʚʳʩʰʝʛʦ ʦʙʨʘʟʦʚʘʥʠʷ ʚ ʨʘʟʚʠʪʠʠ 

ʪʨʘʜʠʮʠʦʥʥʳʭ ʭʫʜʦʞʝʩʪʚʝʥʥʳʭ ʧʨʦʤʳʩʣʦʚ ʚ ɹʫʨʢʠʥʘ-ʌʘʩʦ 

The strategic role of private higher education in the development of 

traditional art crafts in Burkina Faso  

 

ɸʥʥʦʪʘʮʠʷ. ɺ ʩʪʘʪʴʝ ʘʥʘʣʠʟʠʨʫʝʪʩʷ ʨʦʣʴ ʯʘʩʪʥʳʭ ʚʳʩʰʠʭ ʫʯʝʙʥʳʭ 

ʟʘʚʝʜʝʥʠʡ ʚ ʧʨʦʮʝʩʩʝ ʩʦʭʨʘʥʝʥʠʷ ʠ ʜʘʣʴʥʝʡʰʝʛʦ ʨʘʟʚʠʪʠʷ ʪʨʘʜʠʮʠʦʥʥʳʭ 

ʧʨʦʤʳʩʣʦʚ ʠ ʨʝʤʝʩʝʣ ʚ ɹʫʨʢʠʥʘ-ʌʘʩʦ. ɸʚʪʦʨ ʧʦʜʯʝʨʢʠʚʘʝʪ ʟʥʘʯʠʤʦʩʪʴ 

ʯʘʩʪʥʦʛʦ ʦʙʨʘʟʦʚʘʥʠʷ ʚ ʫʢʨʝʧʣʝʥʠʠ ʥʘʮʠʦʥʘʣʴʥʦʡ ʠʜʝʥʪʠʯʥʦʩʪʠ, 

ʧʦʜʜʝʨʞʠʚʘʷ ʪʚʦʨʯʝʩʢʠʝ ʠʥʠʮʠʘʪʠʚʳ ʠ ʩʧʦʩʦʙʩʪʚʫʷ ʠʥʪʝʛʨʘʮʠʠ 

ʪʨʘʜʠʮʠʦʥʥʳʭ ʥʘʚʳʢʦʚ ʚ ʩʦʚʨʝʤʝʥʥʫʶ ʵʢʦʥʦʤʠʢʫ. ʈʘʩʢʨʳʚʘʝʪʩʷ ʚʘʞʥʦʩʪʴ 

ʪʨʝʭ ʢʣʶʯʝʚʳʭ ʬʘʢʪʦʨʦʚ ʪʨʘʥʩʬʦʨʤʘʮʠʠ ʨʝʤʝʩʣʝʥʥʦʡ ʩʬʝʨʳ: ʠʩʧʦʣʴʟʦʚʘʥʠʝ 

ʠʩʢʫʩʩʪʚʝʥʥʦʛʦ ʠʥʪʝʣʣʝʢʪʘ, ʘʢʪʠʚʥʦʝ ʧʨʠʩʫʪʩʪʚʠʝ ʚ ʩʦʮʠʘʣʴʥʳʭ ʩʝʪʷʭ 

ʠ ʚʦʚʣʝʯʝʥʠʝ ʩʪʫʜʝʥʯʝʩʪʚʘ ʚ ʧʨʦʮʝʩʩ ʩʦʭʨʘʥʝʥʠʷ ʠ ʨʘʟʚʠʪʠʷ ʫʥʠʢʘʣʴʥʦʛʦ 

ʢʫʣʴʪʫʨʥʦʛʦ ʥʘʩʣʝʜʠʷ. ʆʙʦʩʥʦʚʳʚʘʝʪʩʷ ʥʝʦʙʭʦʜʠʤʦʩʪʴ ʘʢʪʠʚʥʦʛʦ ʫʯʘʩʪʠʷ 

ʚʫʟʦʚ ʚ ʬʦʨʤʠʨʦʚʘʥʠʠ ʢʚʘʣʠʬʠʮʠʨʦʚʘʥʥʳʭ ʢʘʜʨʦʚ ʠ ʩʦʟʜʘʥʠʠ ʫʩʣʦʚʠʡ ʜʣʷ 

ʫʩʧʝʰʥʦʡ ʘʜʘʧʪʘʮʠʠ ʪʨʘʜʠʮʠʦʥʥʳʭ ʬʦʨʤ ʪʚʦʨʯʝʩʪʚʘ ʢ ʩʦʚʨʝʤʝʥʥʳʤ 

ʪʨʝʙʦʚʘʥʠʷʤ ʨʳʥʢʘ. 

ʂʣʶʯʝʚʳʝ ʩʣʦʚʘ: ʯʘʩʪʥʳʝ ʫʥʠʚʝʨʩʠʪʝʪʳ, ʪʨʘʜʠʮʠʦʥʥʳʝ 

ʭʫʜʦʞʝʩʪʚʝʥʥʳʝ ʧʨʦʤʳʩʣʳ ʠ ʨʝʤʝʩʣʘ, ʠʩʢʫʩʩʪʚʝʥʥʳʡ ʠʥʪʝʣʣʝʢʪ, ʩʦʮʠʘʣʴʥʳʝ 

ʩʝʪʠ, ʩʪʫʜʝʥʪ, ʢʫʣʴʪʫʨʥʦʝ ʥʘʩʣʝʜʠʝ, ʤʝʞʜʫʥʘʨʦʜʥʳʝ ʩʚʷʟʠ, ʵʢʦʥʦʤʠʯʝʩʢʠʝ 

ʧʨʝʦʙʨʘʟʦʚʘʥʠʷ, ʦʙʨʘʟʦʚʘʪʝʣʴʥʳʝ ʠʥʥʦʚʘʮʠʠ. 

Abstract. The article examines the role of private higher education 

institutions in the process of preserving and further developing traditional crafts and 

artisanal skills in Burkina Faso. The author emphasizes the importance of private 

education in strengthening national identity, supporting creative initiatives and 

facilitating the integration of traditional skills into the modern economy. The 

importance of three key factors in transforming the craft sector is revealed: the use 

of artificial intelligence, active presence on social networks and the involvement of 

students in the process of preserving and developing unique cultural heritage. The 

article highlights the need for active participation of universities in training qualified 

personnel and creating conditions for the successful adaptation of traditional forms 

of creativity to modern market requirements. 

Keywords: private universities, traditional art crafts and craftsmanship, 

artificial intelligence, social networks, student, cultural heritage, international 

relations, economic transformations, educational innovations. 
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ʉʪʨʘʪʝʛʠʯʝʩʢʘʷ ʨʦʣʴ ʯʘʩʪʥʦʛʦ ʚʳʩʰʝʛʦ ʦʙʨʘʟʦʚʘʥʠʷ ʚ ɹʫʨʢʠʥʘ-ʌʘʩʦ 

ɹʫʨʢʠʥʘ-ʌʘʩʦ ʤʦʞʝʪ ʧʦʭʚʘʩʪʘʪʴʩʷ ʦʜʥʦʡ ʠʟ ʩʘʤʳʭ ʜʠʥʘʤʠʯʥʳʭ 

ʵʢʦʩʠʩʪʝʤ ʯʘʩʪʥʦʛʦ ʚʳʩʰʝʛʦ ʦʙʨʘʟʦʚʘʥʠʷ ʚ ʩʚʦʸʤ ʩʫʙʨʝʛʠʦʥʝ [3]. ʏʘʩʪʥʳʝ 

ʫʯʝʙʥʳʝ ʟʘʚʝʜʝʥʠʷ ʩʧʦʩʦʙʩʪʚʫʶʪ ʨʘʩʰʠʨʝʥʠʶ ʜʦʩʪʫʧʘ ʢ ʫʥʠʚʝʨʩʠʪʝʪʩʢʦʤʫ 

ʦʙʨʘʟʦʚʘʥʠʶ, ʨʘʟʚʠʪʠʶ ʧʝʜʘʛʦʛʠʯʝʩʢʠʭ ʠʥʥʦʚʘʮʠʡ ʠ ʧʦʜʜʝʨʞʢʝ ʢʨʝʘʪʠʚʥʳʭ 

ʠʥʜʫʩʪʨʠʡ; ʪʘʢʞʝ ʦʥʠ ʙʦʣʝʝ ʦʪʢʨʳʪʳ ʢ ʩʦʪʨʫʜʥʠʯʝʩʪʚʫ [2]. 

ɺ ʪʝʯʝʥʠʝ 25 ʣʝʪ ʛʨʫʧʧʘ çʋʤʘʥʠʩè ʯʝʨʝʟ ʩʚʦʠ ʰʢʦʣʳ ï ɺʳʩʰʠʡ 

ʪʝʭʥʦʣʦʛʠʯʝʩʢʠʡ ʠʥʩʪʠʪʫʪ (IST) ʠ ɹʠʟʥʝʩ-ʰʢʦʣʫ çʋʤʘʥʠʩè (UBS) ï 

ʧʦʜʜʝʨʞʠʚʘʝʪ ʩʦʮʠʘʣʴʥʦ-ʵʢʦʥʦʤʠʯʝʩʢʫʶ ʪʨʘʥʩʬʦʨʤʘʮʠʶ ʩʪʨʘʥʳ, 

ʧʨʝʜʦʩʪʘʚʣʷʷ ʦʙʨʘʟʦʚʘʥʠʝ ʧʦʯʪʠ 8000 ʩʪʫʜʝʥʪʘʤ ʠ ʧʨʠʩʫʪʩʪʚʫʷ ʚ ʨʷʜʝ 

ʘʬʨʠʢʘʥʩʢʠʭ ʩʪʨʘʥ. 37 ʧʨʦʛʨʘʤʤ ʜʠʧʣʦʤʦʚ ʘʢʢʨʝʜʠʪʦʚʘʥʳ ɸʬʨʠʢʘʥʩʢʠʤ 

ʠ ʄʘʜʘʛʘʩʢʘʨʩʢʠʤ ʩʦʚʝʪʦʤ ʧʦ ʚʳʩʰʝʤʫ ʦʙʨʘʟʦʚʘʥʠʶ (CAMES). 

ʕʪʦʪ ʦʧʳʪ ʧʦʟʚʦʣʷʝʪ ʥʘʤ ʚ ʧʦʣʥʦʡ ʤʝʨʝ ʠʥʚʝʩʪʠʨʦʚʘʪʴ ʚ ʧʨʦʜʚʠʞʝʥʠʝ 

ʠʩʢʫʩʩʪʚʘ ʠ ʨʝʤʝʩʝʣ, ʢʫʣʴʪʫʨʳ ʠ ʪʨʘʜʠʮʠʦʥʥʳʭ ʟʥʘʥʠʡ. 

ʇʨʦʤʳʩʣʳ ʠ ʨʝʤʝʩʣʘ ɹʫʨʢʠʥʘ-ʌʘʩʦ: ʞʠʚʘʷ ʠʜʝʥʪʠʯʥʦʩʪʴ 

ʠ ʥʘʩʣʝʜʠʝ ʙʫʜʫʱʝʛʦ 

ɹʫʨʢʠʥʘ-ʌʘʩʦ ʧʨʠʟʥʘʥʘ ʥʘ ʤʝʞʜʫʥʘʨʦʜʥʦʤ ʫʨʦʚʥʝ ʩʪʨʘʥʦʡ 

ʨʝʤʝʩʣʝʥʥʠʢʦʚ, ʛʜʝ ʢʫʟʥʝʯʥʦʝ ʜʝʣʦ, ʩʢʫʣʴʧʪʫʨʘ, ʜʝʨʝʚʦʦʙʨʘʙʦʪʢʘ, 

ʪʨʘʜʠʮʠʦʥʥʳʡ ʪʝʢʩʪʠʣʴ, ʧʣʝʪʝʥʠʝ ʢʦʨʟʠʥ, ʢʦʞʝʚʝʥʥʦʝ ʜʝʣʦ ʠ ʨʠʪʫʘʣʴʥʦʝ 

ʠʩʢʫʩʩʪʚʦ ʩʦʩʪʘʚʣʷʶʪ ʤʥʦʛʦʚʝʢʦʚʦʝ ʥʘʩʣʝʜʠʝ. ʕʪʠ ʨʝʤʝʩʣʘ ʷʚʣʷʶʪʩʷ 

ʢʦʤʧʦʥʝʥʪʘʤʠ, ʦʧʨʝʜʝʣʷʶʱʠʤʠ ʠʜʝʥʪʠʯʥʦʩʪʴ, ʧʝʨʝʜʘʯʫ ʢʫʣʴʪʫʨʳ, 

ʠʥʥʦʚʘʮʠʡ, ʟʘʥʷʪʦʩʪʠ ʥʘ ʨʳʥʢʝ ʪʨʫʜʘ. 

ɺ ʩʦʚʨʝʤʝʥʥʦʤ ʢʦʥʪʝʢʩʪʝ ʩʦʮʠʘʣʴʥʦ-ʵʢʦʥʦʤʠʯʝʩʢʦʡ ʪʨʘʥʩʬʦʨʤʘʮʠʠ 

ʩʪʨʘʥʳ ʧʨʦʤʳʩʣʳ ʠ ʨʝʤʝʩʣʘ ʚʳʩʪʫʧʘʶʪ ʤʦʱʥʳʤ ʠʥʩʪʨʫʤʝʥʪʦʤ ʫʩʪʦʡʯʠʚʦʩʪʠ, 

ʢʫʣʴʪʫʨʥʦʛʦ ʩʫʚʝʨʝʥʠʪʝʪʘ ʠ ʤʝʞʜʫʥʘʨʦʜʥʦʡ ʜʠʧʣʦʤʘʪʠʠ [1]. 

ɺʘʞʥʦʩʪʴ ʚʳʩʰʝʛʦ ʦʙʨʘʟʦʚʘʥʠʷ ʜʣʷ ʨʘʟʫʤʥʦʡ ʤʦʜʝʨʥʠʟʘʮʠʠ 

ʭʫʜʦʞʝʩʪʚʝʥʥʳʭ ʧʨʦʤʳʩʣʦʚ 

ɺʳʩʰʠʝ ʫʯʝʙʥʳʝ ʟʘʚʝʜʝʥʠʷ, ʚʢʣʶʯʘʷ ʰʢʦʣʳ ʛʨʫʧʧʳ çʋʤʘʥʠʩè, ʠʛʨʘʶʪ 

ʨʝʰʘʶʱʫʶ ʨʦʣʴ ʚ ʙʫʜʫʱʝʤ ʨʝʤʝʩʝʣ. ʉʝʛʦʜʥʷ ʪʨʠ ʦʩʥʦʚʥʳʭ ʬʘʢʪʦʨʘ 

ʪʨʘʥʩʬʦʨʤʠʨʫʶʪ ʵʪʦʪ ʩʝʢʪʦʨ:  

1. ʠʩʢʫʩʩʪʚʝʥʥʳʡ ʠʥʪʝʣʣʝʢʪ (ʀʀ); 

2. ʩʦʮʠʘʣʴʥʳʝ ʩʝʪʠ; 

3. ʚʦʚʣʝʯʝʥʠʝ ʩʪʫʜʝʥʪʦʚ. 

ʕʪʠ ʨʳʯʘʛʠ ʦʪʢʨʳʚʘʶʪ ʙʝʩʧʨʝʮʝʜʝʥʪʥʳʝ ʚʦʟʤʦʞʥʦʩʪʠ ʢʘʢ ʜʣʷ ɸʬʨʠʢʠ, 

ʪʘʢ ʠ ʜʣʷ ʈʦʩʩʠʠ. 

1. ʀʩʢʫʩʩʪʚʝʥʥʳʡ ʠʥʪʝʣʣʝʢʪ (ʀʀ) ʥʘ ʩʣʫʞʙʝ ʪʨʘʜʠʮʠʦʥʥʳʭ 

ʧʨʦʤʳʩʣʦʚ ʠ ʨʝʤʝʩʝʣ 

ʀʀ ʥʝ ʟʘʤʝʥʷʝʪ ʤʘʩʪʝʨʘ, ʘ ʫʩʠʣʠʚʘʝʪ ʪʚʦʨʯʝʩʢʠʡ ʧʦʪʝʥʮʠʘʣ, ʷʚʣʷʷʩʴ 

ʠʥʩʪʨʫʤʝʥʪʦʤ ʜʦʢʫʤʝʥʪʠʨʦʚʘʥʠʷ ʠ ʜʚʠʛʘʪʝʣʝʤ ʠʥʥʦʚʘʮʠʡ. 

1.1. ʂʦʥʢʨʝʪʥʳʝ ʧʨʠʤʝʥʝʥʠʷ ʚ ʥʘʰʠʭ ʰʢʦʣʘʭ: 

Å ʆʮʠʬʨʦʚʢʘ ʪʨʘʜʠʮʠʦʥʥʳʭ ʫʟʦʨʦʚ ʧʦʩʨʝʜʩʪʚʦʤ ʚʠʟʫʘʣʴʥʦʛʦ 

ʨʘʩʧʦʟʥʘʚʘʥʠʷ ʠ ʪʦʯʥʦʛʦ ʚʦʩʧʨʦʠʟʚʝʜʝʥʠʷ ʦʨʥʘʤʝʥʪʦʚ ʥʘʨʦʜʥʦʩʪʝʡ ʄʦʩʩʠ, 

ɹʦʙʦ, ʉʝʥʫʬʦ ʠ ʜʨʫʛʠʭ; 

Å ʉʦʟʜʘʥʠʝ ʥʦʚʳʭ ʜʠʟʘʡʥʦʚ ʩ ʧʦʤʦʱʴʶ ʀʀ, ʧʨʠ ʩʦʭʨʘʥʝʥʠʠ ʢʫʣʴʪʫʨʥʦʡ 

ʩʘʤʦʙʳʪʥʦʩʪʠ; 



рф 

Å ɺʠʨʪʫʘʣʴʥʘʷ ʨʝʩʪʘʚʨʘʮʠʷ ʘʥʪʠʢʚʘʨʥʳʭ ʧʨʝʜʤʝʪʦʚ ʠ 3D-ʤʦʜʝʣʠʨʦʚʘʥʠʝ 

ʧʝʨʝʜ ʬʠʟʠʯʝʩʢʠʤ ʚʦʩʧʨʦʠʟʚʝʜʝʥʠʝʤ; 

Å ʀʥʪʝʨʘʢʪʠʚʥʳʝ ʫʯʝʙʥʳʝ ʧʣʘʪʬʦʨʤʳ ʩ ʠʩʧʦʣʴʟʦʚʘʥʠʝʤ ʀʀ ʜʣʷ 

ʦʙʫʯʝʥʠʷ ʨʝʜʢʠʤ ʨʝʤʝʩʣʝʥʥʳʤ ʪʝʭʥʠʢʘʤ; 

Å ʀʥʪʝʣʣʝʢʪʫʘʣʴʥʦʝ ʘʨʭʠʚʠʨʦʚʘʥʠʝ ʚ ʩʬʝʨʝ ʪʨʘʜʠʮʠʦʥʥʳʭ ʧʨʦʤʳʩʣʦʚ 

ʠ ʩʦʟʜʘʥʠʝ ʮʠʬʨʦʚʦʡ ʙʠʙʣʠʦʪʝʢʠ ʠʩʢʫʩʩʪʚʘ ɹʫʨʢʠʥʘ-ʌʘʩʦ. 

ɹʣʘʛʦʜʘʨʷ ʀʀ ʥʘʰʠ ʫʯʝʙʥʳʝ ʟʘʚʝʜʝʥʠʷ ʤʦʛʫʪ ʩʪʘʪʴ ʮʝʥʪʨʘʤʠ ʮʠʬʨʦʚʦʛʦ 

ʩʦʭʨʘʥʝʥʠʷ ʨʝʤʝʩʣʝʥʥʦʛʦ ʥʘʩʣʝʜʠʷ. 

2. ʉʦʮʠʘʣʴʥʳʝ ʩʝʪʠ ʢʘʢ ʚʠʪʨʠʥʳ ʜʣʷ ʤʘʩʪʝʨʦʚ ʥʘ ʤʝʞʜʫʥʘʨʦʜʥʦʤ 

ʫʨʦʚʥʝ  

ʎʠʬʨʦʚʳʝ ʧʣʘʪʬʦʨʤʳ ʩʝʛʦʜʥʷ ʷʚʣʷʶʪʩʷ ʩʘʤʳʤʠ ʤʦʱʥʳʤʠ 

ʚʳʩʪʘʚʦʯʥʳʤʠ ʧʣʦʱʘʜʢʘʤʠ ʚ ʤʠʨʝ. 

Å ʉʦʟʜʘʥʠʝ ʮʠʬʨʦʚʳʭ ʩʪʫʜʠʡ ʚ ʥʘʰʠʭ ʰʢʦʣʘʭ ʜʣʷ ʧʨʦʠʟʚʦʜʩʪʚʘ 

ʧʨʦʬʝʩʩʠʦʥʘʣʴʥʦʛʦ ʢʦʥʪʝʥʪʘ, ʜʝʤʦʥʩʪʨʠʨʫʶʱʝʛʦ ʨʘʙʦʪʳ ʤʘʩʪʝʨʦʚ; 

Å ʆʙʫʯʝʥʠʝ ʩʪʫʜʝʥʪʦʚ ʠ ʨʝʤʝʩʣʝʥʥʠʢʦʚ ʮʠʬʨʦʚʦʤʫ ʤʘʨʢʝʪʠʥʛʫ ʜʣʷ ʠʭ 

ʧʨʦʜʫʢʮʠʠ; 

Å ʆʨʛʘʥʠʟʘʮʠʷ ʚʠʨʫʩʥʳʭ ʢʫʣʴʪʫʨʥʳʭ ʢʘʤʧʘʥʠʡ ʚ ʩʦʮʩʝʪʷʭ ʜʣʷ 

ʧʨʦʜʚʠʞʝʥʠʷ ʪʨʘʜʠʮʠʦʥʥʳʭ ʪʝʭʥʠʢ, ʢʫʣʴʪʫʨʳ ʠ ʠʩʢʫʩʩʪʚʘ; 

Å ʉʦʟʜʘʥʠʝ ʫʥʠʚʝʨʩʠʪʝʪʩʢʦʡ ʪʦʨʛʦʚʦʡ ʧʣʦʱʘʜʢʠ, ʧʦʩʚʷʱʝʥʥʦʡ 

ʩʝʨʪʠʬʠʮʠʨʦʚʘʥʥʦʡ ʧʨʦʜʫʢʮʠʠ ʭʫʜʦʞʝʩʪʚʝʥʥʳʭ ʧʨʦʤʳʩʣʦʚ; 

Å ʉʦʪʨʫʜʥʠʯʝʩʪʚʦ ʩ ʠʥʬʣʶʵʥʩʝʨʘʤʠ ʚ ʩʬʝʨʝ ʢʫʣʴʪʫʨʳ ʜʣʷ ʧʨʦʜʚʠʞʝʥʠʷ 

ʠʩʢʫʩʩʪʚʘ ɹʫʨʢʠʥʘ-ʌʘʩʦ ʠ ɸʬʨʠʢʠ ʚ ʛʣʦʙʘʣʴʥʦʤ ʤʘʩʰʪʘʙʝ. 

ʉʦʮʠʘʣʴʥʳʝ ʩʝʪʠ ʧʦʟʚʦʣʷʶʪ ʤʘʩʪʝʨʘʤ ʧʨʦʜʘʚʘʪʴ ʩʚʦʶ ʧʨʦʜʫʢʮʠʶ 

ʥʘʧʨʷʤʫʶ, ʨʘʩʰʠʨʷʪʴ ʘʫʜʠʪʦʨʠʶ ʠ ʧʨʝʜʩʪʘʚʣʷʪʴ ʢʫʣʴʪʫʨʫ ʚ ʛʣʦʙʘʣʴʥʦʤ 

ʤʘʩʰʪʘʙʝ. 

3. ʉʪʫʜʝʥʪʳ ʢʘʢ ʧʦʩʣʘʥʥʠʢʠ ʩʚʦʝʡ ʢʫʣʴʪʫʨʳ 

ʉʪʫʜʝʥʪʳ ʧʨʝʜʩʪʘʚʣʷʶʪ ʩʦʙʦʡ ʠʩʢʣʶʯʠʪʝʣʴʥʫʶ ʪʚʦʨʯʝʩʢʫʶ 

ʠ ʢʦʤʤʫʥʠʢʘʮʠʦʥʥʫʶ ʩʠʣʫ. ʂʘʢ ʚʦʟʤʦʞʥʦ ʠʭ ʧʨʠʚʣʝʯʴ? 

Å ʉʦʟʜʘʥʠʝ ʢʣʫʙʦʚ ʠʥʥʦʚʘʮʠʡ ʚ ʩʬʝʨʝ ʪʨʘʜʠʮʠʦʥʥʦʛʦ ʨʝʤʝʩʣʝʥʥʦʛʦ 

ʧʨʦʠʟʚʦʜʩʪʚʘ ʩ ʫʯʘʩʪʠʝʤ ʩʪʫʜʝʥʪʦʚ-ʜʠʟʘʡʥʝʨʦʚ, ʠʥʞʝʥʝʨʦʚ, ʩʧʝʮʠʘʣʠʩʪʦʚ ʧʦ 

ʢʦʤʤʫʥʠʢʘʮʠʷʤ ʠ ʧʨʝʜʧʨʠʥʠʤʘʪʝʣʝʡ; 

Å ʆʨʛʘʥʠʟʘʮʠʷ ʢʫʣʴʪʫʨʥʳʭ ʭʘʢʘʪʦʥʦʚ ʜʣʷ ʤʦʜʝʨʥʠʟʘʮʠʠ ʪʨʘʜʠʮʠʦʥʥʳʭ 

ʚʠʜʦʚ ʠʩʢʫʩʩʪʚʘ; 

Å ʉʪʘʞʠʨʦʚʢʠ ʠ ʧʨʦʛʨʘʤʤʳ ʧʦʛʨʫʞʝʥʠʷ ʚ ʤʝʩʪʥʦʝ ʨʝʤʝʩʣʝʥʥʦʝ 

ʧʨʦʠʟʚʦʜʩʪʚʦ ʠ ʤʫʟʝʠ ʜʣʷ ʩʦʜʝʡʩʪʚʠʷ ʪʨʘʥʩʣʷʮʠʠ ʟʥʘʥʠʡ; 

Å ʋʯʘʩʪʠʝ ʩʪʫʜʝʥʪʦʚ ʚ ʨʝʘʣʴʥʳʭ ʧʨʦʝʢʪʘʭ: ʤʦʜʝʨʥʠʟʘʮʠʷ ʫʟʦʨʦʚ, 

ʨʘʟʨʘʙʦʪʢʘ ʚʦʩʪʨʝʙʦʚʘʥʥʳʭ ʥʘ ʨʳʥʢʝ ʠʟʜʝʣʠʡ ʨʫʯʥʦʡ ʨʘʙʦʪʳ ʠ ʩʦʟʜʘʥʠʝ 

ʛʠʙʨʠʜʥʳʭ ʨʘʙʦʪ, ʩʦʯʝʪʘʶʱʠʭ ʪʨʘʜʠʮʠʠ ʠ ʠʥʥʦʚʘʮʠʠ; 

Å ʋʯʘʩʪʠʝ ʚ ʧʨʦʛʨʘʤʤʘʭ ʢʨʝʘʪʠʚʥʦʛʦ ʧʨʝʜʧʨʠʥʠʤʘʪʝʣʴʩʪʚʘ, 

ʧʦʜʜʝʨʞʠʚʘʝʤʳʭ ʦʙʨʘʟʦʚʘʪʝʣʴʥʳʤʠ ʫʯʨʝʞʜʝʥʠʷʤʠ ʛʨʫʧʧʳ çʋʤʘʥʠʩè. 

ʊʘʢʠʤ ʦʙʨʘʟʦʤ, ʩʪʫʜʝʥʪʳ ʩʪʘʥʦʚʷʪʩʷ ʘʢʪʠʚʥʳʤʠ ʫʯʘʩʪʥʠʢʘʤʠ 

ʪʨʘʥʩʬʦʨʤʘʮʠʠ ʠ ʧʝʨʝʤʝʥ, ʘ ʥʝ ʧʨʦʩʪʦ ʥʘʙʣʶʜʘʪʝʣʷʤʠ. 

  



сл 

ʉʦʪʨʫʜʥʠʯʝʩʪʚʦ ʤʝʞʜʫ ɹʫʨʢʠʥʘ-ʌʘʩʦ ʠ ʈʦʩʩʠʝʡ: ʠʩʪʦʨʠʯʝʩʢʘʷ 

ʚʦʟʤʦʞʥʦʩʪʴ 

ʈʦʩʩʠʷ ʠ ɹʫʨʢʠʥʘ-ʌʘʩʦ ʨʘʟʜʝʣʷʶʪ ʛʣʫʙʦʢʫʶ ʧʨʠʚʝʨʞʝʥʥʦʩʪʴ 

ʪʨʘʜʠʮʠʦʥʥʳʤ ʮʝʥʥʦʩʪʷʤ ʠ ʨʘʩʩʤʘʪʨʠʚʘʶʪ ʧʨʠʢʣʘʜʥʦʝ ʠʩʢʫʩʩʪʚʦ ʢʘʢ ʩʠʣʫ, 

ʩʧʦʩʦʙʩʪʚʫʶʱʫʶ ʩʧʣʦʯʝʥʠʶ ʠ ʨʘʟʚʠʪʠʶ. ʕʪʦʪ ʬʦʨʫʤ ʟʘʢʣʘʜʳʚʘʝʪ ʦʩʥʦʚʫ ʜʣʷ 

ʩʦʚʨʝʤʝʥʥʦʛʦ, ʘʤʙʠʮʠʦʟʥʦʛʦ ʠ ʫʩʪʦʡʯʠʚʦʛʦ ʢʫʣʴʪʫʨʥʦʛʦ ʩʦʪʨʫʜʥʠʯʝʩʪʚʘ. 

ʊʨʘʜʠʮʠʦʥʥʳʝ ʧʨʦʤʳʩʣʳ ʠ ʨʝʤʝʩʣʘ ï ʵʪʦ ʥʝ ʧʝʨʝʞʠʪʦʢ ʧʨʦʰʣʦʛʦ. 

ɹʣʘʛʦʜʘʨʷ ʠʩʢʫʩʩʪʚʝʥʥʦʤʫ ʠʥʪʝʣʣʝʢʪʫ, ʩʦʮʠʘʣʴʥʳʤ ʩʝʪʷʤ, ʩʪʫʜʝʥʪʘʤ 

ʠ ʚʳʩʰʝʤʫ ʦʙʨʘʟʦʚʘʥʠʶ ʦʥʠ ʩʪʘʥʦʚʷʪʩʷ ʤʦʱʥʳʤ ʜʚʠʛʘʪʝʣʝʤ ʠʥʥʦʚʘʮʠʡ, 

ʢʫʣʴʪʫʨʥʦʛʦ ʩʫʚʝʨʝʥʠʪʝʪʘ, ʩʦʟʜʘʥʠʷ ʨʘʙʦʯʠʭ ʤʝʩʪ ʠ ʤʝʞʜʫʥʘʨʦʜʥʦʛʦ ʚʣʠʷʥʠʷ. 

ʀʤʝʥʥʦ ʚʤʝʩʪʝ, ʦʙʲʝʜʠʥʠʚ ʥʘʰʠ ʠʥʪʝʣʣʝʢʪʫʘʣʴʥʳʝ ʫʩʠʣʠʷ, ʤʳ 

ʧʦʩʪʨʦʠʤ ʙʫʜʫʱʝʝ, ʛʜʝ ʥʘʩʣʝʜʠʝ ʙʫʜʝʪ ʧʦʯʠʪʘʪʴʩʷ, ʪʘʣʘʥʪ ʮʝʥʠʪʴʩʷ, 

ʘ ʢʫʣʴʪʫʨʘ ʫʚʘʞʘʪʴʩʷ. 
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3. State of Higher Education in Burkina Faso = ʉʦʩʪʦʷʥʠʝ ʚʳʩʰʝʛʦ 

ʦʙʨʘʟʦʚʘʥʠʷ ʚ ɹʫʨʢʠʥʘ-ʌʘʩʦ ï ʇʨʦʝʢʪ ɹʦʨʛʝʥ. ï ʊʝʢʩʪ : ʵʣʝʢʪʨʦʥʥʳʡ // The 

Borgen Project : [ʩʘʡʪ]. ï URL: https://borgenproject.org/higher-education-in-

burkina-faso/ (ʜʘʪʘ ʦʙʨʘʱʝʥʠʷ: 27.02.2026). 
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The strategic role of private higher education in the development of 

traditional art crafts in Burkina Faso  

 

Abstract. The article examines the role of private higher education 

institutions in the process of preserving and further developing traditional crafts and 

artisanal skills in Burkina Faso. The author emphasizes the importance of private 

education in strengthening national identity, supporting creative initiatives and 

facilitating the integration of traditional skills into the modern economy. The 

importance of three key factors in transforming the craft sector is revealed: the use 

of artificial intelligence, active presence on social networks and the involvement of 

students in the process of preserving and developing unique cultural heritage. The 

article highlights the need for active participation of universities in training qualified 

personnel and creating conditions for the successful adaptation of traditional forms 

of creativity to modern market requirements. 

Keywords: private universities, traditional art crafts and craftsmanship, 

artificial intelligence, social networks, student, cultural heritage, international 

relations, economic transformations, educational innovations. 

 

The strategic role of private higher education in Burkina Faso 

Burkina Faso boasts one of the most dynamic private higher education 

ecosystems in its subregion [3]. Private institutions contribute to expanding access 

to university-level education, fostering pedagogical innovations, supporting creative 

industries, and being more open to collaboration [2]. 

Over a period of 25 years, the Umanis Group has supported the socio-

economic transformation of the country through its schools ï the Institute Sup®rieur 

de Technologie (IST) and the Umanis Business School (UBS) ï by providing 

education to nearly 8,000 students and having a presence across several African 

countries. A total of 37 diploma programs are accredited by the Conseil Africain et 

Malgache pour l'Enseignement Sup®rieur (CAMES). 

This experience enables us to fully invest in promoting art and craftsmanship, 

culture and traditional knowledge. 

Traditional art crafts and craftsmanship of Burkina Faso: living identity 

and legacy for the future 

Burkina Faso is internationally recognized as a land of craftsmen where 

blacksmithing, sculpture, woodworking, traditional textiles, basket weaving, 

leatherwork and ritual arts constitute a centuries-old heritage. These crafts are 

components that define identity, cultural transmission, innovation and employment 

on the labor market. 
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In the contemporary context of socioeconomic transformation, these trades 

serve as powerful tools for resilience, cultural sovereignty and international 

diplomacy. 

Importance of higher education for rational modernization of traditional 

art crafts and craftsmanship 

Higher educational institutions, including those within the Umanis Group, 

play a decisive role in shaping the future of art crafts. Today, three key factors are 

transforming this sector: 

1. artificial intelligence (AI); 

2. social media; 

3. student engagement. 

These levers present unprecedented opportunities not only for Africa but also 

for Russia. 

1. Artificial intelligence (AI) at the service of traditional art crafts and 

craftsmanship 

AI does not replace the master but enhances their creative potential, serving 

as a tool for documentation and driving innovation. 

Specific applications in our schools: 

digitization of traditional patterns using visual recognition and precise 

reproduction of Mossi, Bobo, Senoufo and other ethnic groupsô ornaments; 

creation of new designs with AI while preserving cultural authenticity; 

virtual restoration of antique objects and 3D modeling before physical 

replication; 

interactive learning platforms utilizing AI to teach rare craft techniques; 

intelligent archiving in traditional crafts and creation of a digital library of 

Burkina Faso's art. 

Thanks to AI, our educational institutions can become centers for the digital 

preservation of craft heritage. 

Social networks as showcases for masters on an international level 

Digital platforms today are the world's most powerful exhibition spaces: 

establishment of digital studios in our schools for producing professional 

content showcasing masters' work; 

training students and craftsmen in digital marketing for their products; 

organizing viral cultural campaigns on social networks to promote traditional 

techniques, culture, and art; 

creation of a university marketplace dedicated to certified artistic crafts 

products; 

collaboration with cultural influencers to promote the art of Burkina Faso and 

Africa globally. 

Social networks enable craftsmen to sell their products directly, expand their 

audience and represent their culture on a global scale. 

Students as ambassadors of their culture 

Students represent an exceptional creative and communicative force. How can 

they be engaged? 
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Å establishment of innovation clubs focused on traditional craft production 

involving design students, engineers, communication specialists, and entrepreneurs; 

Å organization of cultural hackathons aimed at modernizing traditional forms 

of art; 

Å internships and immersion programs in local craft workshops and museums 

to facilitate knowledge transfer; 

Å involvement of students in real-world projects such as pattern 

modernization, development of marketable handmade items and creation of hybrid 

works combining tradition and innovation; 

Å participation in creative entrepreneurship programs supported by 

educational institutions within the Umanis Group. 

Thus, students become active participants in transformation and change rather 

than mere observers. 

Collaboration between Burkina Faso and Russia: a historical opportunity 

Burkina Faso and Russia share a deep commitment to traditional values and 

view applied arts as a force contributing to unity and development. This forum lays 

the foundation for modern, ambitious and sustainable cultural cooperation. 

Traditional crafts and industries are not relics of the past. Thanks to artificial 

intelligence, social media, students and higher education, they have become a 

powerful driver of innovation, cultural sovereignty, job creation and international 

influence. 

It is together, by uniting our intellectual efforts, that we will build a future 

where heritage is cherished, talent valued and culture respected. 
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ʇʨʦʬʝʩʩʠʦʥʘʣʴʥʘʷ ʧʦʜʛʦʪʦʚʢʘ ʭʫʜʦʞʥʠʢʦʚ-ʁ ʚʝʣʠʨʦʚ: 

ʦʙʫʯʝʥʠʝ ʧʨʦʝʢʪʠʨʦʚʘʥʠʶ ʩ XIX ʚʝʢʘ ʜʦ ʥʘʩʪʦʷʱʝʛʦ ʚʨʝʤʝʥʠ10 

Professional training of jewelry artists: 

design education from the 19th century to present day 

 

ɸʥʥʦʪʘʮʠʷ. ɺ ʩʪʘʪʴʝ ʧʨʦʘʥʘʣʠʟʠʨʦʚʘʥ ʛʝʥʝʟʠʩ ʩʦʜʝʨʞʘʥʠʷ ʦʙʫʯʝʥʠʷ 

ʧʨʦʝʢʪʠʨʦʚʘʥʠʶ ʚ ʦʪʝʯʝʩʪʚʝʥʥʦʤ ʶʚʝʣʠʨʥʦʤ ʠʩʢʫʩʩʪʚʝ ʍIʍïʍʍI ʚʚ. 

ɺʳʜʝʣʝʥʳ ʪʨʠ ʵʪʘʧʘ: ʢʦʥʝʮ XIX ï ʥʘʯʘʣʦ XX ʚ. ï ʩʪʘʥʦʚʣʝʥʠʝ ʧʨʦʝʢʪʠʨʦʚʘʥʠʷ 

ʢʘʢ ʩʘʤʦʩʪʦʷʪʝʣʴʥʦʡ ʜʝʷʪʝʣʴʥʦʩʪʠ, ʦʙʲʝʜʠʥʷʶʱʝʡ ʭʫʜʦʞʝʩʪʚʝʥʥʳʝ ʪʨʘʜʠʮʠʠ 

ʠ ʠʥʜʫʩʪʨʠʘʣʴʥʳʝ ʪʨʝʙʦʚʘʥʠʷ; 1917 ï ʢʦʥʝʮ 1980-ʭ ʛʛ. ï ʨʘʟʚʠʪʠʝ 

ʧʨʦʝʢʪʠʨʦʚʘʥʠʷ ʦʪ ʫʪʠʣʠʪʘʨʥʦʛʦ ʢʦʥʩʪʨʫʠʨʦʚʘʥʠʷ ʢ ʭʫʜʦʞʝʩʪʚʝʥʥʦ-ʩʪʠʣʝʚʳʤ 

ʥʘʧʨʘʚʣʝʥʠʷʤ; ʨʫʙʝʞ ʍʍïʍʍI ʚʚ. ï ʚʥʝʜʨʝʥʠʝ ʮʠʬʨʦʚʳʭ ʪʝʭʥʦʣʦʛʠʡ 

ʠ ʦʟʜʘʥʠʝ ʩʠʩʪʝʤʳ ʥʝʧʨʝʨʳʚʥʦʛʦ ʧʨʦʬʝʩʩʠʦʥʘʣʴʥʦʛʦ ʦʙʨʘʟʦʚʘʥʠʷ ʥʘ ʙʘʟʝ 

ʈʦʩʩʠʡʩʢʦʛʦ ʫʥʠʚʝʨʩʠʪʝʪʘ ʪʨʘʜʠʮʠʦʥʥʳʭ ʭʫʜʦʞʝʩʪʚʝʥʥʳʭ ʧʨʦʤʳʩʣʦʚ. 

ɺʳʷʚʣʝʥʦ, ʯʪʦ ʚ ʢʘʞʜʳʡ ʠʟ ʵʪʘʧʦʚ ʧʨʦʝʢʪʠʨʦʚʘʥʠʝ ʷʚʣʷʣʦʩʴ ʦʜʥʠʤ ʠʟ 

ʦʩʥʦʚʥʳʭ ʢʦʤʧʦʥʝʥʪʦʚ ʩʠʩʪʝʤʳ ʧʦʜʛʦʪʦʚʢʠ ʭʫʜʦʞʥʠʢʦʚ-ʁ ʚʝʣʠʨʦʚ. 

ʂʣʶʯʝʚʳʝ ʩʣʦʚʘ: ʧʨʦʝʢʪʠʨʦʚʘʥʠʝ, ʶʚʝʣʠʨʥʦʝ ʠʩʢʫʩʩʪʚʦ, 

ʧʨʦʬʝʩʩʠʦʥʘʣʴʥʦʝ ʦʙʨʘʟʦʚʘʥʠʝ, ʭʫʜʦʞʥʠʢ-ʁ ʚʝʣʠʨ, 3D-ʤʦʜʝʣʠʨʦʚʘʥʠʝ. 

Abstract: The article analyzes the genesis of design education content in 

Russian jewelry art from the 19th to the 21st centuries. Three stages of the evolution 

of design culture are highlighted: the end of the 19th ï beginning of the 20th 

century ï the formation of design as an independent activity combining artistic 

traditions and industrial requirements; 1917 ï late 1980s ï the development of design 

from utilitarian construction to artistic and stylistic directions; the turn of the 20thï

21st centuries ï the introduction of digital technologies and the creation of a system 

of continuous professional education based on the Higher School of Folk Arts. It is 

revealed that at each stage, design was one of the main components in the system of 

training jewelry artists. 

 
10 ʉʪʘʪʴʷ ʷʚʣʷʝʪʩʷ ʚʪʦʨʦʡ ʯʘʩʪʴʶ ʠʩʩʣʝʜʦʚʘʥʠʷ, ʧʦʩʚʷʱʝʥʥʦʛʦ ʠʩʪʦʨʠʢʦ-ʧʝʜʘʛʦʛʠʯʝʩʢʦʤʫ 

ʘʩʧʝʢʪʫ ʬʦʨʤʠʨʦʚʘʥʠʷ ʩʠʩʪʝʤʳ ʧʨʦʬʝʩʩʠʦʥʘʣʴʥʦʡ ʧʦʜʛʦʪʦʚʢʠ ʭʫʜʦʞʥʠʢʦʚ-ʁ ʚʝʣʠʨʦʚ. 

ʇʝʨʚʘʷ ʯʘʩʪʴ ʠʩʩʣʝʜʦʚʘʥʠʷ ʦʧʫʙʣʠʢʦʚʘʥʘ ʚ ʩʪʘʪʴʝ çʀʩʪʦʨʠʢʦ-ʧʝʜʘʛʦʛʠʯʝʩʢʠʡ ʘʩʧʝʢʪ 

ʦʙʫʯʝʥʠʷ ʧʨʦʝʢʪʠʨʦʚʘʥʠʶ ʚ ʩʠʩʪʝʤʝ ʧʨʦʬʝʩʩʠʦʥʘʣʴʥʦʡ ʧʦʜʛʦʪʦʚʢʠ ʭʫʜʦʞʥʠʢʦʚ-

ʶʚʝʣʠʨʦʚè (ʊʨʘʜʠʮʠʦʥʥʦ-ʧʨʠʢʣʘʜʥʦʝ ʠʩʢʫʩʩʪʚʦ ʠ ʦʙʨʘʟʦʚʘʥʠʝ : ʵʣʝʢʪʨʦʥʥʳʡ ʞʫʨʥʘʣ. ï 

2025. ï ̄  2 (53). ï ʉ. 289-302. ï DOI 10.24412/2619-1504-2025-2-289-302. ï URL: 

https://www.dpio.ru/stat/2025_2/2025_02-31.pdf). 
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ʈʘʟʚʠʪʠʝ ʶʚʝʣʠʨʥʦʛʦ ʠʩʢʫʩʩʪʚʘ ʥʝʨʘʟʨʳʚʥʦ ʩʚʷʟʘʥʦ ʩ ʧʨʦʝʢʪʠʨʦʚʘʥʠʝʤ, 

ʢʦʪʦʨʦʝ ʚʳʩʪʫʧʘʝʪ ʦʩʥʦʚʦʡ ʩʦʟʜʘʥʠʷ ʭʫʜʦʞʝʩʪʚʝʥʥʦʛʦ ʧʨʦʠʟʚʝʜʝʥʠʷ. ʊʝʨʤʠʥ 

çʧʨʦʝʢʪʠʨʦʚʘʥʠʝè ʚ ʢʦʥʪʝʢʩʪʝ ʶʚʝʣʠʨʥʦʛʦ ʠʩʢʫʩʩʪʚʘ ʮʝʣʝʩʦʦʙʨʘʟʥʦ 

ʨʘʩʩʤʘʪʨʠʚʘʪʴ ʚ ʪʨʝʭ ʘʩʧʝʢʪʘʭ: ʢʘʢ ʦʙʱʝʢʦʥʪʝʢʩʪʥʦʝ ʧʦʥʷʪʠʝ, ʢʘʢ ʧʨʦʮʝʩʩ 

ʠ ʢʘʢ ʫʯʝʙʥʫʶ ʜʠʩʮʠʧʣʠʥʫ. 

ɺ ʦʙʱʝʢʦʥʪʝʢʩʪʥʦʤ ʟʥʘʯʝʥʠʠ ʧʨʦʝʢʪʠʨʦʚʘʥʠʝ ʚ ʶʚʝʣʠʨʥʦʤ ʠʩʢʫʩʩʪʚʝ 

ʧʨʝʜʩʪʘʚʣʷʝʪ ʩʦʙʦʡ ʢʦʤʧʣʝʢʩʥʫʶ ʜʝʷʪʝʣʴʥʦʩʪʴ ʧʦ ʭʫʜʦʞʝʩʪʚʝʥʥʦʤʫ 

ʬʦʨʤʦʦʙʨʘʟʦʚʘʥʠʶ, ʩʪʠʣʠʩʪʠʯʝʩʢʦʤʫ ʧʦʠʩʢʫ ʠ ʪʝʭʥʠʯʝʩʢʦʤʫ 

(ʚ ʪ.ʯ. ʭʫʜʦʞʝʩʪʚʝʥʥʦʤʫ) ʚʦʧʣʦʱʝʥʠʶ ʘʚʪʦʨʩʢʦʛʦ ʟʘʤʳʩʣʘ, ʦʧʨʝʜʝʣʷʶʱʝʤʫ ʥʝ 

ʪʦʣʴʢʦ ʵʩʪʝʪʠʯʝʩʢʠʝ ʢʘʯʝʩʪʚʘ ʠʟʜʝʣʠʷ, ʥʦ ʠ ʝʛʦ ʩʦʦʪʚʝʪʩʪʚʠʝ ʠʩʪʦʨʠʢʦ-

ʢʫʣʴʪʫʨʥʦʤʫ ʢʦʥʪʝʢʩʪʫ. 

ʇʨʦʝʢʪʠʨʦʚʘʥʠʝ ʢʘʢ ʧʨʦʮʝʩʩ ʷʚʣʷʝʪʩʷ ʩʠʩʪʝʤʦʦʙʨʘʟʫʶʱʠʤ ʟʚʝʥʦʤ 

ʧʨʦʬʝʩʩʠʦʥʘʣʴʥʦʡ ʜʝʷʪʝʣʴʥʦʩʪʠ ʭʫʜʦʞʥʠʢʘ-ʁ ʚʝʣʠʨʘ, ʦʙʲʝʜʠʥʷʶʱʠʤ 

ʭʫʜʦʞʝʩʪʚʝʥʥʦʝ ʚʠʜʝʥʠʝ ʘʚʪʦʨʘ, ʟʥʘʥʠʷ ʦ ʶʚʝʣʠʨʥʳʭ ʪʝʭʥʠʢʘʭ ʠ ʪʝʭʥʦʣʦʛʠʷʭ, 

ʩʚʦʡʩʪʚʘʭ ʤʘʪʝʨʠʘʣʦʚ, ʘ ʪʘʢʞʝ ʧʦʥʠʤʘʥʠʝ ʢʦʥʩʪʨʫʢʪʠʚʥʳʭ ʦʩʦʙʝʥʥʦʩʪʝʡ, 

ʥʝʦʙʭʦʜʠʤʳʭ ʜʣʷ ʨʝʘʣʠʟʘʮʠʠ ʧʨʦʝʢʪʥʳʭ ʟʘʜʘʯ ʠ ʧʦʩʣʝʜʫʶʱʝʛʦ ʚʦʧʣʦʱʝʥʠʷ 

ʟʘʤʳʩʣʘ ʚ ʤʘʪʝʨʠʘʣʝ. 

ɺ ʢʘʯʝʩʪʚʝ ʫʯʝʙʥʦʡ ʜʠʩʮʠʧʣʠʥʳ ʧʨʦʝʢʪʠʨʦʚʘʥʠʝ ʧʨʝʜʩʪʘʚʣʷʝʪ ʩʦʙʦʡ 

ʦʙʣʘʩʪʴ ʟʥʘʥʠʡ, ʠʟʫʯʘʶʱʫʶ ʧʨʠʥʮʠʧʳ, ʤʝʪʦʜʳ ʠ ʩʨʝʜʩʪʚʘ ʩʦʟʜʘʥʠʷ 

ʭʫʜʦʞʝʩʪʚʝʥʥʦʛʦ ʢʦʥʮʝʧʪʘ ʠ ʪʝʭʥʠʯʝʩʢʦʡ ʜʦʢʫʤʝʥʪʘʮʠʠ ʙʫʜʫʱʝʛʦ ʶʚʝʣʠʨʥʦʛʦ 

ʠʟʜʝʣʠʷ. 

ʇʨʝʧʦʜʘʚʘʥʠʝ ʧʨʦʝʢʪʠʨʦʚʘʥʠʷ ʠʩʪʦʨʠʯʝʩʢʠ ʧʨʝʪʝʨʧʝʣʦ ʟʥʘʯʠʪʝʣʴʥʳʝ 

ʠʟʤʝʥʝʥʠʷ, ʦʙʫʩʣʦʚʣʝʥʥʳʝ ʩʤʝʥʦʡ ʧʦʣʠʪʠʯʝʩʢʠʭ ʫʩʣʦʚʠʡ, ʩʪʠʣʠʩʪʠʯʝʩʢʠʭ 

ʧʨʝʜʧʦʯʪʝʥʠʡ ʠ ʨʘʟʚʠʪʠʝʤ ʪʝʭʥʦʣʦʛʠʡ. ʀʟʤʝʥʝʥʠʷ ʚ ʩʦʜʝʨʞʘʥʠʠ 

ʧʨʦʝʢʪʠʨʦʚʘʥʠʷ ʢʘʢ ʫʯʝʙʥʦʡ ʜʠʩʮʠʧʣʠʥʳ ʤʦʛʫʪ ʨʘʩʩʤʘʪʨʠʚʘʪʴʩʷ ʢʘʢ 

ʧʦʩʣʝʜʦʚʘʪʝʣʴʥʘʷ ʩʤʝʥʘ ʵʪʘʧʦʚ, ʢʘʞʜʳʡ ʠʟ ʢʦʪʦʨʳʭ ʭʘʨʘʢʪʝʨʠʟʫʝʪʩʷ 

ʩʧʝʮʠʬʠʯʝʩʢʠʤʠ ʧʦʜʭʦʜʘʤʠ ʢ ʧʨʦʝʢʪʥʦʡ ʜʝʷʪʝʣʴʥʦʩʪʠ.  

ʇʝʨʚʳʡ ɻ ʪʘʧ ï ʢʦʥʝʮ XIX ï ʥʘʯʘʣʦ XX ʚʝʢʘ. ʕʪʦ ʚʨʝʤʷ ʩʪʘʥʦʚʣʝʥʠʷ 

ʧʨʦʝʢʪʠʨʦʚʘʥʠʷ ʢʘʢ ʩʘʤʦʩʪʦʷʪʝʣʴʥʦʛʦ ʚʠʜʘ ʭʫʜʦʞʝʩʪʚʝʥʥʦʡ ʜʝʷʪʝʣʴʥʦʩʪʠ; 

ʦʙʨʘʟʦʚʘʪʝʣʴʥʳʡ ʧʨʦʮʝʩʩ ʦʩʥʦʚʳʚʘʣʩʷ ʥʘ ʧʝʨʩʦʥʘʣʠʟʠʨʦʚʘʥʥʦʤ ʦʙʫʯʝʥʠʠ ʧʦʜ 

ʨʫʢʦʚʦʜʩʪʚʦʤ ʭʫʜʦʞʥʠʢʦʚ-ʁ ʚʝʣʠʨʦʚ. ʉʪʠʣʠʩʪʠʯʝʩʢʠ ʧʝʨʠʦʜ ʭʘʨʘʢʪʝʨʠʟʫʝʪʩʷ 

ʬʦʨʤʠʨʦʚʘʥʠʝʤ çʥʘʮʠʦʥʘʣʴʥʦʛʦ (ʥʝʦʨʫʩʩʢʦʛʦ) ʩʪʠʣʷè, ʨʘʟʚʠʪʠʝʤ ʘʚʪʦʨʩʢʠʭ 

ʭʫʜʦʞʝʩʪʚʝʥʥʳʭ ʪʝʤ, ʩʠʥʪʝʟʦʤ ʶʚʝʣʠʨʥʳʭ ʪʨʘʜʠʮʠʡ ʠ ʫʟʥʘʚʘʝʤʳʭ ʯʝʨʪ 

ʭʫʜʦʞʝʩʪʚʝʥʥʳʭ ʩʪʠʣʝʡ ï ʢʣʘʩʩʠʮʠʟʤʘ, ʤʦʜʝʨʥʘ, ʥʝʦʨʫʩʩʢʦʛʦ ʩʪʠʣʷ. 

ɺʪʦʨʦʡ ɻ ʪʘʧ ʩʚʷʟʘʥ ʩ ʩʦʚʝʪʩʢʦʡ ʵʧʦʭʦʡ (1917 ï ʢʦʥʝʮ 1980-ʭ ʛʛ.). 

ʈʘʜʠʢʘʣʴʥʳʝ ʩʦʮʠʘʣʴʥʦ-ʧʦʣʠʪʠʯʝʩʢʠʝ ʠʟʤʝʥʝʥʠʷ ʧʨʠʚʝʣʠ ʢ ʧʝʨʝʦʩʤʳʩʣʝʥʠʶ 

ʩʘʤʦʡ ʩʫʪʠ ʶʚʝʣʠʨʥʦʛʦ ʠʩʢʫʩʩʪʚʘ (ʦʪ ʟʘʢʘʪʘ ʜʦʨʝʚʦʣʶʮʠʦʥʥʦʡ ʰʢʦʣʳ ï 

ʢ ʫʪʠʣʠʪʘʨʠʟʤʫ 1920-ʭ ʛʛ.). ʕʪʠ ʧʨʦʮʝʩʩʳ ʩʦʧʨʦʚʦʞʜʘʣʠʩʴ ʬʦʨʤʠʨʦʚʘʥʠʝʤ 

ʥʦʚʳʭ ʦʙʨʘʟʦʚʘʪʝʣʴʥʳʭ ʫʯʨʝʞʜʝʥʠʡ, ʪʘʢʠʭ ɺʍʋʊɽʄɸʉ ʠ ɺʍʋʊɽʀʅ, 

ʢʦʪʦʨʳʝ ʠʟʤʝʥʠʣʠ ʩʦʜʝʨʞʘʥʠʝ ʧʨʦʝʢʪʠʨʦʚʘʥʠʷ, ʩʤʝʩʪʠʚ ʧʨʠʦʨʠʪʝʪ ʚ ʦʙʫʯʝʥʠʠ 

ʩʪʫʜʝʥʪʦʚ ʩ ʠʥʜʠʚʠʜʫʘʣʴʥʦʛʦ ʨʝʤʝʩʣʝʥʥʦʛʦ ʪʚʦʨʯʝʩʪʚʘ ʥʘ ʧʨʦʤʳʰʣʝʥʥʦʝ 

ʢʦʥʩʪʨʫʠʨʦʚʘʥʠʝ. ɺ ʵʪʦʪ ʧʝʨʠʦʜ ʧʨʦʝʢʪʠʨʦʚʘʥʠʝ ʚʧʝʨʚʳʝ ʙʳʣʦ ʦʩʤʳʩʣʝʥʦ ʢʘʢ 
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ʘʥʘʣʠʪʠʯʝʩʢʠʡ ʧʨʦʮʝʩʩ, ʦʩʥʦʚʘʥʥʳʡ ʥʘ ʥʘʫʯʥʦʤ ʠʟʫʯʝʥʠʠ ʬʦʨʤʦʦʙʨʘʟʦʚʘʥʠʷ, 

ʢʦʥʩʪʨʫʢʮʠʠ ʠ ʩʚʦʡʩʪʚ ʤʘʪʝʨʠʘʣʘ. ʉʪʫʜʝʥʪʳ ʦʩʚʘʠʚʘʣʠ ʥʝ ʩʪʦʣʴʢʦ 

ʪʨʘʜʠʮʠʦʥʥʳʝ ʶʚʝʣʠʨʥʳʝ ʪʝʭʥʠʢʠ, ʩʢʦʣʴʢʦ ʫʥʠʚʝʨʩʘʣʴʥʳʝ ʟʘʢʦʥʳ 

ʢʦʤʧʦʟʠʮʠʠ, ʨʠʪʤʘ, ʮʚʝʪʘ ʠ ʦʙʲʸʤʥʦ-ʧʨʦʩʪʨʘʥʩʪʚʝʥʥʦʛʦ ʤʳʰʣʝʥʠʷ, ʯʪʦ 

ʧʦʟʚʦʣʷʣʦ ʩʦʟʜʘʚʘʪʴ ʥʝ ʫʥʠʢʘʣʴʥʳʝ ʧʨʦʠʟʚʝʜʝʥʠʷ, ʘ ʪʠʧʦʚʳʝ ʧʨʦʝʢʪʳ-

ʵʪʘʣʦʥʳ, ʧʨʠʛʦʜʥʳʝ ʜʣʷ ʤʘʩʩʦʚʦʛʦ ʪʠʨʘʞʠʨʦʚʘʥʠʷ. ʊʘʢʠʤ ʦʙʨʘʟʦʤ, 

ʧʨʦʝʢʪʠʨʦʚʱʠʢ ʪʨʘʥʩʬʦʨʤʠʨʦʚʘʣʩʷ ʠʟ ʨʝʤʝʩʣʝʥʥʠʢʘ ʚ ʭʫʜʦʞʥʠʢʘ-

ʢʦʥʩʪʨʫʢʪʦʨʘ, ʤʳʩʣʷʱʝʛʦ ʠʥʞʝʥʝʨʥʳʤʠ ʢʘʪʝʛʦʨʠʷʤʠ, ʨʘʙʦʪʘʶʱʝʛʦ ʥʘ ʩʪʳʢʝ 

ʠʩʢʫʩʩʪʚʘ ʠ ʧʨʦʠʟʚʦʜʩʪʚʘ. ɺ ʧʦʩʣʝʚʦʝʥʥʳʝ ʜʝʩʷʪʠʣʝʪʠʷ ʧʨʦʠʩʭʦʜʠʣʦ 

ʚʦʩʩʪʘʥʦʚʣʝʥʠʝ ʠ ʩʠʩʪʝʤʘʪʠʟʘʮʠʷ ʧʨʦʬʝʩʩʠʦʥʘʣʴʥʦʛʦ ʦʙʨʘʟʦʚʘʥʠʷ, ʘ ʪʘʢʞʝ 

ʬʦʨʤʠʨʦʚʘʥʠʝ ʜʚʫʭ ʢʣʶʯʝʚʳʭ ʥʘʧʨʘʚʣʝʥʠʡ ʚ ʧʨʦʝʢʪʠʨʦʚʘʥʠʠ ï çʥʘʪʫʨ-ʩʪʠʣʷè 

ʠ çʜʠʟʘʡʥ-ʩʪʠʣʷè, ʢʦʪʦʨʳʝ ʦʧʨʝʜʝʣʠʣʠ ʥʦʚʳʝ ʟʘʜʘʯʠ ʠ ʤʝʪʦʜʳ ʧʨʦʝʢʪʥʦʡ 

ʜʝʷʪʝʣʴʥʦʩʪʠ. 

ʊʨʝʪʠʡ ɻ ʪʘʧ ï ʢʦʥʝʮ XX ï ʥʘʯʘʣʦ XXI ʚʝʢʘ ï ʩʚʷʟʘʥ ʩ ʠʟʤʝʥʝʥʠʝʤ 

ʚʟʛʣʷʜʘ ʥʘ ʧʨʦʝʢʪʠʨʦʚʘʥʠʝ, ʢʦʪʦʨʦʝ ʩʪʘʣʦ ʧʦʟʠʮʠʦʥʠʨʦʚʘʪʴʩʷ ʢʘʢ 

ʦʩʥʦʚʦʧʦʣʘʛʘʶʱʠʡ ʢʦʤʧʦʥʝʥʪ ʧʨʦʬʝʩʩʠʦʥʘʣʴʥʦʡ ʧʦʜʛʦʪʦʚʢʠ ʭʫʜʦʞʥʠʢʦʚ-

ʶʚʝʣʠʨʦʚ, ʦʙʲʝʜʠʥʷʶʱʠʡ ʪʨʘʜʠʮʠʦʥʥʳʝ ʠ ʥʦʚʳʝ ʪʝʭʥʦʣʦʛʠʠ ʚ ʨʘʤʢʘʭ 

ʘʚʪʦʨʩʢʦʛʦ ʪʚʦʨʯʝʩʪʚʘ. ʇʦʷʚʣʝʥʠʝ ʮʠʬʨʦʚʳʭ ʪʝʭʥʦʣʦʛʠʡ, ʚ ʪʦʤ ʯʠʩʣʝ 3D-

ʤʦʜʝʣʠʨʦʚʘʥʠʷ, ʨʘʩʰʠʨʠʣʦ ʚʦʟʤʦʞʥʦʩʪʠ ʧʨʦʝʢʪʠʨʦʚʘʥʠʷ, ʦʜʥʘʢʦ ʛʣʘʚʥʳʤ 

ʥʘʧʨʘʚʣʝʥʠʝʤ ʨʘʟʚʠʪʠʷ ʩʪʘʣʦ ʬʦʨʤʠʨʦʚʘʥʠʝ ʫ ʩʪʫʜʝʥʪʦʚ ʧʨʦʝʢʪʥʦʡ ʢʫʣʴʪʫʨʳ 

ï ʦʩʦʙʦʛʦ ʧʦʜʭʦʜʘ ʢ ʨʘʙʦʪʝ, ʧʨʠ ʢʦʪʦʨʦʤ ʭʫʜʦʞʥʠʢ-ʁ ʚʝʣʠʨ ʥʝ ʧʨʦʩʪʦ 

ʚʳʧʦʣʥʷʝʪ ʠʟʜʝʣʠʝ ʧʦ ʦʙʨʘʟʮʫ, ʘ ʚʳʩʪʨʘʠʚʘʝʪ ʮʝʣʦʩʪʥʳʡ ʪʚʦʨʯʝʩʢʠʡ ʧʨʦʮʝʩʩ: 

ʦʪ ʟʘʨʦʞʜʝʥʠʷ ʭʫʜʦʞʝʩʪʚʝʥʥʦʛʦ ʟʘʤʳʩʣʘ ʠ ʢʦʥʮʝʧʪʘ ʜʦ ʧʨʦʜʫʤʳʚʘʥʠʷ 

ʢʦʥʩʪʨʫʢʮʠʠ, ʚʳʙʦʨʘ ʤʘʪʝʨʠʘʣʦʚ ʠ ʧʦʜʛʦʪʦʚʢʠ ʧʨʦʝʢʪʘ ʢ ʚʦʧʣʦʱʝʥʠʶ. 

ʇʨʦʝʢʪʥʘʷ ʢʫʣʴʪʫʨʘ ʧʨʝʜʧʦʣʘʛʘʝʪ ʫʤʝʥʠʝ ʤʳʩʣʠʪʴ ʥʝʩʪʘʥʜʘʨʪʥʦ, ʚʠʜʝʪʴ 

ʢʦʥʝʯʥʳʡ ʨʝʟʫʣʴʪʘʪ ʫʞʝ ʥʘ ʥʘʯʘʣʴʥʳʭ ʵʪʘʧʘʭ ʨʘʙʦʪʳ ʠ ʧʦʥʠʤʘʪʴ, ʢʘʢ ʢʘʞʜʳʡ 

ʵʪʘʧ ʦʪʨʘʞʘʝʪ ʭʫʜʦʞʝʩʪʚʝʥʥʳʡ ʟʘʤʳʩʝʣ. ʅʘʠʙʦʣʝʝ ʧʦʣʥʦ ʵʪʦʪ ʧʦʜʭʦʜ 

ʨʝʘʣʠʟʦʚʘʥ ʚ ʈʦʩʩʠʡʩʢʦʤ ʫʥʠʚʝʨʩʠʪʝʪʝ ʪʨʘʜʠʮʠʦʥʥʳʭ ʭʫʜʦʞʝʩʪʚʝʥʥʳʭ 

ʧʨʦʤʳʩʣʦʚ, ʚ ʢʦʪʦʨʦʤ ʩ ʦʧʦʨʦʡ ʥʘ ʦʧʳʪ ʄʦʩʢʦʚʩʢʦʡ ʰʢʦʣʳ ʭʫʜʦʞʝʩʪʚʝʥʥʳʭ 

ʨʝʤʸʩʝʣ, ʩʦʟʜʘʥʘ ʩʠʩʪʝʤʘ ʥʝʧʨʝʨʳʚʥʦʛʦ ʧʨʦʬʝʩʩʠʦʥʘʣʴʥʦʛʦ ʦʙʨʘʟʦʚʘʥʠʷ, ʛʜʝ 

ʧʨʦʝʢʪʠʨʦʚʘʥʠʝ ʠʟʫʯʘʝʪʩʷ ʥʘ ʚʩʝʭ ʫʨʦʚʥʷʭ ʧʦʜʛʦʪʦʚʢʠ ʩ ʧʦʩʪʝʧʝʥʥʳʤ 

ʫʩʣʦʞʥʝʥʠʝʤ ʪʚʦʨʯʝʩʢʠʭ ʟʘʜʘʯ. 

ʈʘʩʩʤʦʪʨʠʤ ʢʘʞʜʳʡ ʵʪʘʧ ʧʦʜʨʦʙʥʝʝ. 

I. ɺʪʦʨʘʷ ʧʦʣʦʚʠʥʘ XIX ï ʥʘʯʘʣʦ XX ʚ. 

ɼʘʥʥʳʡ ʚʨʝʤʝʥʥʦʡ ʦʪʨʝʟʦʢ ʭʘʨʘʢʪʝʨʠʟʫʝʪʩʷ ʠʥʪʝʥʩʠʚʥʳʤ 

ʧʨʝʦʙʨʘʟʦʚʘʥʠʝʤ ʧʨʦʝʢʪʥʦʡ ʢʫʣʴʪʫʨʳ ʚ ʦʪʝʯʝʩʪʚʝʥʥʦʤ ʶʚʝʣʠʨʥʦʤ ʠʩʢʫʩʩʪʚʝ, 

ʯʪʦ ʦʙʫʩʣʦʚʣʝʥʦ ʬʦʨʤʠʨʦʚʘʥʠʝʤ ʧʦʩʣʝʜʥʝʛʦ çʙʦʣʴʰʦʛʦ ʩʪʠʣʷè ï ʤʦʜʝʨʥʘ, 

ʘ ʪʘʢʞʝ ʨʘʟʚʠʪʠʝʤ ʚʥʫʪʨʠ ʤʦʜʝʨʥʘ ʩʘʤʦʙʳʪʥʦʛʦ ʥʘʮʠʦʥʘʣʴʥʦʛʦ ʩʪʠʣʷ, 

ʢʦʪʦʨʳʡ ʥʘʭʦʜʠʣ ʚʦʧʣʦʱʝʥʠʝ ʚ ʭʫʜʦʞʝʩʪʚʝʥʥʳʭ ʬʦʨʤʘʭ, ʦʨʥʘʤʝʥʪʠʢʝ ʠ 

ʮʚʝʪʦʚʳʭ ʨʝʰʝʥʠʷʭ ʠʟʜʝʣʠʡ. ʕʪʠ ʧʨʦʮʝʩʩʳ ʩʧʦʩʦʙʩʪʚʦʚʘʣʠ ʨʘʩʰʠʨʝʥʠʶ 

ʘʩʩʦʨʪʠʤʝʥʪʘ ʶʚʝʣʠʨʥʳʭ ʠʟʜʝʣʠʡ, ʦʙʦʛʘʱʝʥʠʶ ʢʦʤʧʦʟʠʮʠʦʥʥʳʭ ʧʨʠʸʤʦʚ, 

ʩʪʠʣʠʟʘʮʠʠ ʠ ʪʨʘʥʩʬʦʨʤʘʮʠʠ ʧʨʠʨʦʜʥʳʭ ʬʦʨʤ ʢʘʢ ʦʙʲʝʢʪʦʚ ʧʨʦʝʢʪʠʨʦʚʘʥʠʷ. 

ɺ ʧʨʦʝʢʪʠʨʦʚʘʥʠʠ ʧʨʦʠʩʭʦʜʠʪ ʧʝʨʝʭʦʜ ʦʪ ʨʝʤʝʩʣʝʥʥʦʛʦ ʢʦʧʠʨʦʚʘʥʠʷ 

ʦʙʨʘʟʮʦʚ ʢ ʦʩʤʳʩʣʝʥʥʦʡ ʭʫʜʦʞʝʩʪʚʝʥʥʦ-ʢʦʤʧʦʟʠʮʠʦʥʥʦʡ ʜʝʷʪʝʣʴʥʦʩʪʠ. 

ʄʘʩʪʝʨʘ ʫʞʝ ʥʝ ʧʨʦʩʪʦ ʚʦʩʧʨʦʠʟʚʦʜʷʪ ʫʩʪʦʷʚʰʠʝʩʷ ʬʦʨʤʳ, ʥʦ 



ст 

ʠ ʧʝʨʝʨʘʙʘʪʳʚʘʶʪ ʥʘʪʫʨʥʳʝ ʟʘʨʠʩʦʚʢʠ, ʩʦʟʜʘʶʪ ʦʨʥʘʤʝʥʪʘʣʴʥʳʝ ʤʦʪʠʚʳ ʥʘ 

ʦʩʥʦʚʝ ʠʟʫʯʝʥʠʷ ʠʩʪʦʨʠʯʝʩʢʠʭ ʦʙʨʘʟʮʦʚ ʠ ʧʨʠʨʦʜʥʳʭ ʬʦʨʤ, 

ʵʢʩʧʝʨʠʤʝʥʪʠʨʫʶʪ ʩ ʨʠʪʤʠʯʝʩʢʠʤ ʧʦʩʪʨʦʝʥʠʝʤ ʵʣʝʤʝʥʪʦʚ ʠ ʤʘʩʰʪʘʙʦʤ 

ʜʝʪʘʣʝʡ ʚ ʢʦʤʧʦʟʠʮʠʠ. ʇʨʦʝʢʪʥʳʡ ʧʦʠʩʢ ʚʝʜʸʪʩʷ ʦʜʥʦʚʨʝʤʝʥʥʦ ʚ ʜʚʫʭ 

ʥʘʧʨʘʚʣʝʥʠʷʭ ï ʩʪʠʣʠʟʘʮʠʷ ʪʨʘʜʠʮʠʦʥʥʳʭ ʬʦʨʤ ʫʪʠʣʠʪʘʨʥʳʭ ʧʨʝʜʤʝʪʦʚ 

ʠ ʨʘʟʨʘʙʦʪʢʘ ʥʦʚʳʭ, ʦʪʚʝʯʘʶʱʠʭ ʵʩʪʝʪʠʯʝʩʢʠʤ ʟʘʧʨʦʩʘʤ ʚʨʝʤʝʥʠ. ʕʪʦ 

ʪʨʝʙʦʚʘʣʦ ʦʪ ʭʫʜʦʞʥʠʢʘ-ʁ ʚʝʣʠʨʘ ʥʝ ʪʦʣʴʢʦ ʪʝʭʥʠʯʝʩʢʠʭ ʥʘʚʳʢʦʚ, ʥʦ 

ʠ ʨʘʟʚʠʪʦʛʦ ʭʫʜʦʞʝʩʪʚʝʥʥʦʛʦ ʤʳʰʣʝʥʠʷ. 

ʋʩʣʦʞʥʝʥʠʝ ʭʫʜʦʞʝʩʪʚʝʥʥʳʭ ʢʦʥʮʝʧʪʦʚ, ʚʥʝʜʨʝʥʠʝ ʥʦʚʳʭ ʪʝʭʥʦʣʦʛʠʡ 

ʠ ʤʝʭʘʥʠʟʘʮʠʷ ʦʪʜʝʣʴʥʳʭ ʧʨʦʠʟʚʦʜʩʪʚʝʥʥʳʭ ʧʨʦʮʝʩʩʦʚ ʧʨʠʚʝʣʠ 

ʢ ʧʦʚʳʰʝʥʠʶ ʨʦʣʠ ʧʨʦʝʢʪʠʨʦʚʘʥʠʷ ʚ ʧʨʦʬʝʩʩʠʦʥʘʣʴʥʦʡ ʧʦʜʛʦʪʦʚʢʝ. 

ʖʚʝʣʠʨʥʦʝ ʠʩʢʫʩʩʪʚʦ, ʚʢʣʶʯʘʷ ʧʨʦʝʢʪʠʨʦʚʘʥʠʝ, ʧʝʨʝʩʪʘʸʪ ʙʳʪʴ 

ʠʥʜʠʚʠʜʫʘʣʴʥʦʡ ʜʝʷʪʝʣʴʥʦʩʪʴʶ, ʢʦʛʜʘ ʚʩʝ ʵʪʘʧʳ ï ʦʪ ʨʠʩʫʥʢʘ ʜʦ ʛʦʪʦʚʦʛʦ 

ʠʟʜʝʣʠʷ ï ʚʳʧʦʣʥʷʝʪ ʦʜʠʥ ʯʝʣʦʚʝʢ. ɺʦʟʥʠʢʘʝʪ ʧʦʪʨʝʙʥʦʩʪʴ ʚ ʧʨʝʜʚʘʨʠʪʝʣʴʥʦʤ 

ʩʦʟʜʘʥʠʠ ʜʝʪʘʣʴʥʦ ʨʘʟʨʘʙʦʪʘʥʥʦʛʦ ʧʨʦʝʢʪʘ ʠʟʜʝʣʠʷ: ʚʳʧʦʣʥʝʥʠʶ ʯʝʨʪʝʞʝʡ, 

ʤʦʜʝʣʠʨʦʚʘʥʠʶ (ʣʝʧʢʝ) ʬʦʨʤ, ʢʦʪʦʨʳʝ ʟʘʪʝʤ ʥʘʧʨʘʚʣʷʶʪʩʷ 

ʚ ʧʨʦʠʟʚʦʜʩʪʚʝʥʥʳʝ ʤʘʩʪʝʨʩʢʠʝ ʜʣʷ ʧʦʩʣʝʜʫʶʱʝʡ ʨʝʘʣʠʟʘʮʠʠ ʚ ʤʘʪʝʨʠʘʣʝ. 

ʕʪʦ ʪʨʝʙʦʚʘʣʦ ʦʪ ʧʨʦʝʢʪʠʨʦʚʱʠʢʘ ʟʥʘʥʠʷ ʪʝʭʥʦʣʦʛʠʯʝʩʢʠʭ ʧʨʦʮʝʩʩʦʚ, 

ʧʦʥʠʤʘʥʠʷ ʚʦʟʤʦʞʥʦʩʪʝʡ ʦʙʦʨʫʜʦʚʘʥʠʷ, ʩʚʦʡʩʪʚ ʤʘʪʝʨʠʘʣʦʚ ʠ ʵʪʘʧʥʦʩʪʠ 

ʩʦʟʜʘʥʠʷ ʠʟʜʝʣʠʷ. 

ʆʙʨʘʟʦʚʘʪʝʣʴʥʳʡ ʧʨʦʮʝʩʩ ʦʙʫʯʝʥʠʷ ʶʚʝʣʠʨʥʦʤʫ ʠʩʢʫʩʩʪʚʫ ʙʳʣ 

ʥʝʨʘʟʨʳʚʥʦ ʩʚʷʟʘʥ ʩ ʜʝʷʪʝʣʴʥʦʩʪʴʶ ʚʳʜʘʶʱʠʭʩʷ ʶʚʝʣʠʨʦʚ, ʢʦʪʦʨʳʝ 

ʬʦʨʤʠʨʦʚʘʣʠ ʫ ʫʯʝʥʠʢʦʚ ʛʣʫʙʦʢʦʝ ʧʦʥʠʤʘʥʠʝ ʩʫʱʥʦʩʪʠ ʧʨʦʝʢʪʠʨʦʚʘʥʠʷ. 

ʆʙʫʯʝʥʠʝ ʩʪʨʦʠʣʦʩʴ ʥʘ ʧʝʨʝʜʘʯʝ ʦʧʳʪʘ: ʫʯʝʥʠʢ ʧʦʩʣʝʜʦʚʘʪʝʣʴʥʦ ʦʩʚʘʠʚʘʣ 

ʵʪʘʧʳ ʧʨʦʝʢʪʠʨʦʚʘʥʠʷ ʠʟʜʝʣʠʷ ï ʦʪ ʵʩʢʠʟʘ ʢ ʧʨʦʨʘʙʦʪʢʝ ʜʝʪʘʣʝʡ ʚ ʨʠʩʫʥʢʝ 

ʠ ʨʘʟʨʘʙʦʪʢʝ ʵʪʘʧʦʚ ʚʳʧʦʣʥʝʥʠʷ ʚ ʤʘʪʝʨʠʘʣʝ. ʄʘʩʪʝʨʘ ʧʨʠʚʠʚʘʣʠ 

ʦʙʫʯʘʶʱʠʤʩʷ ʧʦʥʠʤʘʥʠʝ ʬʦʨʤ, ʟʘʚʠʩʠʤʦʩʪʠ ʜʝʢʦʨʘ ʦʪ ʢʦʥʩʪʨʫʢʪʠʚʥʦʡ 

ʦʩʥʦʚʳ, ʫʯʠʣʠ ʦʪʦʙʨʘʞʘʪʴ ʧʨʦʝʢʪʥʳʡ ʟʘʤʳʩʝʣ, ʚʦʧʣʦʱʘʶʱʠʡʩʷ ʚ ʠʟʜʝʣʠʠ.  

ʀʥʜʫʩʪʨʠʘʣʠʟʘʮʠʷ ʧʨʦʠʟʚʦʜʩʪʚʘ ʜʠʢʪʦʚʘʣʘ ʥʦʚʳʝ ʪʨʝʙʦʚʘʥʠʷ 

ʢ ʧʨʦʬʝʩʩʠʦʥʘʣʴʥʦʡ ʧʦʜʛʦʪʦʚʢʝ, ʧʨʠʦʨʠʪʝʪʦʤ ʢʦʪʦʨʦʡ ʩʪʘʣʦ ʫʟʢʦʩʧʝʮʠʘʣʴʥʦʝ 

ʦʙʫʯʝʥʠʝ. ɽʛʦ ʮʝʣʴ ï ʬʦʨʤʠʨʦʚʘʥʠʝ ʩʧʝʮʠʘʣʠʩʪʘ, ʩʧʦʩʦʙʥʦʛʦ ʢ ʛʣʫʙʦʢʦʤʫ 

ʦʩʚʦʝʥʠʶ ʦʪʜʝʣʴʥʳʭ ʧʨʦʮʝʩʩʦʚ ʚ ʶʚʝʣʠʨʥʦʤ ʠʩʢʫʩʩʪʚʝ, ʥʘʧʨʠʤʝʨ, 

ʩʘʤʦʩʪʦʷʪʝʣʴʥʦʡ ʨʘʟʨʘʙʦʪʢʠ ʠ ʚʦʧʣʦʱʝʥʠʷ ʧʨʦʝʢʪʘ ʚ ʬʘʙʨʠʯʥʳʭ ʫʩʣʦʚʠʷʭ. 

ɺ ʵʪʠʭ ʦʙʩʪʦʷʪʝʣʴʩʪʚʘʭ ʧʨʦʝʢʪʠʨʦʚʘʥʠʝ ʩʪʘʥʦʚʠʣʦʩʴ ʩʚʷʟʫʶʱʠʤ ʟʚʝʥʦʤ 

ʤʝʞʜʫ ʪʚʦʨʯʝʩʢʦʡ ʠʜʝʝʡ ʠ ʝʸ ʤʘʪʝʨʠʘʣʴʥʳʤ ʚʦʧʣʦʱʝʥʠʝʤ, ʪʨʝʙʫʷ ʦʪ ʘʚʪʦʨʘ 

ʧʦʥʠʤʘʥʠʷ ʣʦʛʠʢʠ ʩʝʨʠʡʥʦʛʦ ʧʨʦʠʟʚʦʜʩʪʚʘ. 

ʂ ʥʘʯʘʣʫ XX ʚʝʢʘ ʧʨʦʝʢʪʠʨʦʚʘʥʠʝ ʫʪʚʝʨʜʠʣʦʩʴ ʢʘʢ ʢʣʶʯʝʚʦʡ ʢʦʤʧʦʥʝʥʪ 

ʧʨʦʬʝʩʩʠʦʥʘʣʴʥʦʛʦ ʦʙʨʘʟʦʚʘʥʠʷ, ʩʠʥʪʝʟʠʨʫʶʱʠʡ ʭʫʜʦʞʝʩʪʚʝʥʥʦʝ ʥʘʩʣʝʜʠʝ, 

ʨʝʤʝʩʣʝʥʥʳʝ ʪʨʘʜʠʮʠʠ ʠ ʪʨʝʙʦʚʘʥʠʷ ʩʦʚʨʝʤʝʥʥʦʛʦ ʧʨʦʠʟʚʦʜʩʪʚʘ. ʆʥʦ 

ʦʢʦʥʯʘʪʝʣʴʥʦ ʦʬʦʨʤʠʣʦʩʴ ʢʘʢ ʩʘʤʦʩʪʦʷʪʝʣʴʥʳʡ ʚʠʜ ʧʨʦʬʝʩʩʠʦʥʘʣʴʥʦʡ 

ʜʝʷʪʝʣʴʥʦʩʪʠ, ʦʙʣʘʜʘʶʱʠʡ ʩʦʙʩʪʚʝʥʥʳʤʠ ʤʝʪʦʜʘʤʠ ʠ ʢʨʠʪʝʨʠʷʤʠ ʦʮʝʥʢʠ. 

ʀʤʝʥʥʦ ʚ ʵʪʦʪ ʧʝʨʠʦʜ ʙʳʣʠ ʟʘʣʦʞʝʥʳ ʦʩʥʦʚʳ ʧʨʦʝʢʪʥʦʡ ʢʫʣʴʪʫʨʳ, ʢʦʪʦʨʘʷ 

ʚʧʦʩʣʝʜʩʪʚʠʠ ʩʪʘʥʝʪ ʬʫʥʜʘʤʝʥʪʦʤ ʬʦʨʤʠʨʦʚʘʥʠʷ ʩʠʩʪʝʤʥʦʛʦ ʧʦʜʭʦʜʘ 

ʚ ʧʦʜʛʦʪʦʚʢʝ ʭʫʜʦʞʥʠʢʦʚ-ʁ ʚʝʣʠʨʦʚ ʚ ʩʧʝʮʠʘʣʠʟʠʨʦʚʘʥʥʳʭ ʫʯʝʙʥʳʭ 

ʟʘʚʝʜʝʥʠʷʭ.  



су 

II. XX ʚ. (ʦʪ 1917 ʜʦ 1990-ʭ ʛʛ.). 

ʈʝʚʦʣʶʮʠʦʥʥʳʝ ʩʦʙʳʪʠʷ 1917 ʛʦʜʘ ʠ ɻʨʘʞʜʘʥʩʢʘʷ ʚʦʡʥʘ ʢʘʨʜʠʥʘʣʴʥʦ 

ʠʟʤʝʥʠʣʠ ʫʩʣʦʚʠʷ ʨʘʟʚʠʪʠʷ ʶʚʝʣʠʨʥʦʛʦ ʠʩʢʫʩʩʪʚʘ, ʚ ʪʦʤ ʯʠʩʣʝ 

ʧʨʦʝʢʪʠʨʦʚʘʥʠʝ. ʆʪʨʘʩʣʴ ʧʨʠʰʣʘ ʚ ʫʧʘʜʦʢ, ʚʝʜʫʱʠʝ ʤʘʩʪʝʨʩʢʠʝ ʠ ʬʘʙʨʠʢʠ 

ʙʳʣʠ ʟʘʢʨʳʪʳ, ʧʨʦʠʟʦʰʣʘ ʠʟʦʣʷʮʠʷ ʦʪ ʤʝʞʜʫʥʘʨʦʜʥʦʛʦ ʭʫʜʦʞʝʩʪʚʝʥʥʦʛʦ 

ʧʨʦʮʝʩʩʘ, ʫʪʨʘʯʝʥʳ ʤʥʦʛʠʝ ʟʥʘʥʠʷ, ʢʘʩʘʶʱʠʝʩʷ ʧʨʦʬʝʩʩʠʦʥʘʣʴʥʳʭ 

ʪʦʥʢʦʩʪʝʡ, ʧʝʨʝʜʘʚʘʚʰʠʝʩʷ ʨʘʥʝʝ ʦʪ ʤʘʩʪʝʨʘ ʢ ʫʯʝʥʠʢʫ [9, ʩ. 45]. ɺ ʥʦʚʳʭ 

ʩʦʮʠʘʣʴʥʳʭ ʫʩʣʦʚʠʷʭ ʠʩʢʫʩʩʪʚʦ, ʨʘʥʝʝ ʦʨʠʝʥʪʠʨʦʚʘʥʥʦʝ ʧʦ ʙʦʣʴʰʝʡ ʯʘʩʪʠ ʥʘ 

ʵʣʠʪʘʨʥʦʛʦ ʟʘʢʘʟʯʠʢʘ, ʫʪʨʘʪʠʣʦ ʘʢʪʫʘʣʴʥʦʩʪʴ. ʅʘ ʩʤʝʥʫ ʧʨʝʞʥʠʤ ʧʨʠʥʮʠʧʘʤ 

ʧʨʠʰʣʘ ʫʪʠʣʠʪʘʨʥʦʩʪʴ, ʬʫʥʢʮʠʦʥʘʣʴʥʦʩʪʴ ʠ ʣʘʢʦʥʠʯʥʦʩʪʴ, 

ʩʦʦʪʚʝʪʩʪʚʦʚʘʚʰʠʝ ʠʜʝʦʣʦʛʠʠ ʩʪʘʥʜʘʨʪʠʟʘʮʠʠ ʧʨʦʤʳʰʣʝʥʥʦʛʦ ʧʨʦʠʟʚʦʜʩʪʚʘ 

[9, ʩ. 64]. ʈʘʟʨʘʙʦʪʢʘ ʠ ʠʟʛʦʪʦʚʣʝʥʠʝ ʶʚʝʣʠʨʥʳʭ ʠʟʜʝʣʠʡ ʧʨʠʦʙʨʝʣʠ ʤʘʩʩʦʚʳʡ 

ʭʘʨʘʢʪʝʨ ʠ ʚʳʧʦʣʥʷʣʠʩʴ ʠʟ ʥʝʜʨʘʛʦʮʝʥʥʳʭ ʤʘʪʝʨʠʘʣʦʚ, ʯʪʦ ʧʦʪʨʝʙʦʚʘʣʦ 

ʧʝʨʝʩʤʦʪʨʘ ʩʘʤʠʭ ʦʩʥʦʚ ʧʨʦʝʢʪʥʦʡ ʜʝʷʪʝʣʴʥʦʩʪʠ. 

ɺ ʠʟʤʝʥʸʥʥʳʭ ʫʩʣʦʚʠʷʭ ʥʘʯʘʣʦʩʴ ʬʦʨʤʠʨʦʚʘʥʠʝ ʥʦʚʦʡ ʦʙʨʘʟʦʚʘʪʝʣʴʥʦʡ 

ʩʠʩʪʝʤʳ, ʧʨʠʟʚʘʥʥʦʡ ʛʦʪʦʚʠʪʴ ʢʘʜʨʳ ʜʣʷ ʦʙʥʦʚʣʝʥʥʦʡ ʶʚʝʣʠʨʥʦʡ ʦʪʨʘʩʣʠ. 

ʉʦʭʨʘʥʝʥʠʝ ʪʨʘʜʠʮʠʡ ʜʦʨʝʚʦʣʶʮʠʦʥʥʦʡ ʰʢʦʣʳ ʧʨʦʝʢʪʠʨʦʚʘʥʠʷ ʧʨʦʠʩʭʦʜʠʣʦ 

ʣʠʰʴ ʚ ʦʪʜʝʣʴʥʳʭ ʨʝʛʠʦʥʘʭ, ʥʘʧʨʠʤʝʨ, ʚ ʂʨʘʩʥʦʩʝʣʴʩʢʦʡ ʭʫʜʦʞʝʩʪʚʝʥʥʦ-

ʨʝʤʝʩʣʝʥʥʦʡ ʫʯʝʙʥʦʡ ʤʘʩʪʝʨʩʢʦʡ, ʛʜʝ ʧʨʝʧʦʜʘʚʘʥʠʝ ʦʩʫʱʝʩʪʚʣʷʣʠ ʤʘʩʪʝʨʘ 

çʩʪʘʨʦʡ ʬʦʨʤʘʮʠʠè. ʆʜʥʘʢʦ ʥʝʙʦʣʴʰʦʝ ʢʦʣʠʯʝʩʪʚʦ ʧʦʜʦʙʥʳʭ ʫʯʨʝʞʜʝʥʠʡ ʥʝ 

ʤʦʛʣʦ ʫʜʦʚʣʝʪʚʦʨʠʪʴ ʢʘʜʨʦʚʳʝ ʧʦʪʨʝʙʥʦʩʪʠ ʩʪʨʘʥʳ [10, ʩ. 37]. ʆʪʚʝʪʦʤ ʥʘ 

ʚʳʟʦʚʳ ʚʨʝʤʝʥʠ ʩʪʘʣʦ ʩʦʟʜʘʥʠʝ ʧʨʠʥʮʠʧʠʘʣʴʥʦ ʥʦʚʳʭ ʫʯʝʙʥʳʭ ʟʘʚʝʜʝʥʠʡ ï 

ʉʚʦʙʦʜʥʳʭ ʛʦʩʫʜʘʨʩʪʚʝʥʥʳʭ ʭʫʜʦʞʝʩʪʚʝʥʥʳʭ ʤʘʩʪʝʨʩʢʠʭ, ʘ ʟʘʪʝʤ 

ɺʍʋʊɽʄɸʉʘ ʠ ɺʍʋʊɽʀʅʘ. 

ʀʜʝʦʣʦʛʠʷ ʢʦʥʩʪʨʫʢʪʠʚʠʟʤʘ, ʦʩʥʦʚʘʥʥʘʷ ʥʘ ʥʘʫʯʥʦ-ʘʥʘʣʠʪʠʯʝʩʢʦʤ, 

ʨʘʮʠʦʥʘʣʴʥʦʤ ʧʦʜʭʦʜʝ, ʪʨʝʙʦʚʘʣʘ ʧʨʠʥʮʠʧʠʘʣʴʥʦ ʠʥʦʛʦ ʩʦʜʝʨʞʘʥʠʷ 

ʧʨʦʝʢʪʠʨʦʚʘʥʠʷ [10, ʩ. 42]. ʇʨʦʛʨʘʤʤʘ çʂʫʣʴʪʫʨʘ ʤʘʪʝʨʠʘʣʘ ʚʝʱʠè (1927 ʛ., 

ʘʚʪʦʨʳ ʇ.ʀ. ʅʦʚʠʮʢʠʡ, ʃ.ʄ. ʃʠʩʠʮʢʠʡ, ɺ.ɽ. ʊʘʪʣʠʥ) ʧʦʟʠʮʠʦʥʠʨʦʚʘʣʘ 

ʧʨʦʝʢʪʠʨʦʚʘʥʠʝ ʢʘʢ ʦʩʥʦʚʫ ʧʨʦʬʝʩʩʠʦʥʘʣʴʥʦʛʦ ʨʦʩʪʘ, ʬʦʨʤʠʨʫʶʱʫʶ ʥʦʚʳʡ 

ʚʟʛʣʷʜ ʥʘ ʦʙʲʝʢʪʳ, ʬʦʨʤʫ, ʩʪʠʣʴ ʠ ʬʫʥʢʮʠʶ. ɿʘʜʘʯʘ ʶʚʝʣʠʨʘ-ʧʨʠʢʣʘʜʥʠʢʘ 

ʟʘʢʣʶʯʘʣʘʩʴ ʪʝʧʝʨʴ ʫʞʝ ʥʝ ʚ ʩʦʟʜʘʥʠʠ ʫʥʠʢʘʣʴʥʳʭ ʧʨʦʠʟʚʝʜʝʥʠʡ, 

ʘ ʚ ʨʘʟʨʘʙʦʪʢʝ ʧʨʦʝʢʪʦʚ-ɻ ʪʘʣʦʥʦʚ, ʧʨʠʛʦʜʥʳʭ ʜʣʷ ʧʨʦʤʳʰʣʝʥʥʦʛʦ 

ʪʠʨʘʞʠʨʦʚʘʥʠʷ. ʕʪʦ ʪʨʝʙʦʚʘʣʦ ʦʪ ʭʫʜʦʞʥʠʢʘ ʠʥʞʝʥʝʨʥʦ-ʪʝʭʥʠʯʝʩʢʠʭ ʟʥʘʥʠʡ, 

ʧʦʥʠʤʘʥʠʷ ʢʦʥʩʪʨʫʢʪʠʚʥʳʭ ʦʩʦʙʝʥʥʦʩʪʝʡ ʠʟʜʝʣʠʡ ʚ ʧʨʦʠʟʚʦʜʩʪʚʝ ʠ ʩʚʦʡʩʪʚ 

ʥʝʜʨʘʛʦʮʝʥʥʳʭ ʤʘʪʝʨʠʘʣʦʚ (ʩʧʣʘʚʳ ʮʚʝʪʥʳʭ ʤʝʪʘʣʣʦʚ, ʜʝʨʝʚʦ, ʩʪʝʢʣʦ ʠ ʜʨ.) 

[9, ʩ. 65]. ʇʨʝʧʦʜʘʚʘʪʝʣʠ-ʘʚʘʥʛʘʨʜʠʩʪʳ ï ɸ.ʄ. ʈʦʜʯʝʥʢʦ, ʃ.ʉ. ʇʦʧʦʚʘ ʠ ʜʨ. ï 

ʫʯʠʣʠ ʩʪʫʜʝʥʪʦʚ ʤʳʩʣʠʪʴ ʢʘʪʝʛʦʨʠʷʤʠ ʦʙʲʝʤʘ, ʧʨʦʩʪʨʘʥʩʪʚʘ, ʮʚʝʪʘ ʠ ʨʠʪʤʘ, 

ʯʪʦ ʥʝʧʦʩʨʝʜʩʪʚʝʥʥʦ ʚʣʠʷʣʦ ʥʘ ʧʨʦʝʢʪʥʦʝ ʤʳʰʣʝʥʠʝ ʫʯʘʱʠʭʩʷ [9, ʩ. 64]. 

ʈʝʟʫʣʴʪʘʪʦʤ ʧʦʜʛʦʪʦʚʢʠ ʩʪʘʣʠ ʨʘʙʦʪʳ, ʚʳʩʦʢʦ ʦʮʝʥʝʥʥʳʝ ʥʘ ʤʝʞʜʫʥʘʨʦʜʥʳʭ 

ʚʳʩʪʘʚʢʘʭ (ʥʘʧʨʠʤʝʨ, ʚ ʇʘʨʠʞʝ ʚ 1925 ʛ.). 



сф 

ʆʩʦʙʦʝ ʟʥʘʯʝʥʠʝ ʠʤʝʣʦ ʩʦʟʜʘʥʠʝ ʟʥʘʢʦʚʳʭ ʦʙʲʝʢʪʦʚ, ʥʘʧʨʠʤʝʨ, 

ʥʘʛʨʘʜʥʦʛʦ ʟʥʘʢʘ ʦʙʱʝʩʪʚʘ çɼʦʙʨʦʣʸʪè (1923 ʛ.) [2] (ʨʠʩ. 111). ɼʘʥʥʘʷ ʨʘʙʦʪʘ 

ʭʫʜʦʞʥʠʢʘ ɸ.ʄ. ʈʦʜʯʝʥʢʦ ʩʪʘʣʘ ʥʘʛʣʷʜʥʳʤ ʚʦʧʣʦʱʝʥʠʝʤ ʧʨʠʥʮʠʧʦʚ 

ʢʦʥʩʪʨʫʢʪʠʚʠʟʤʘ ʚ ʧʨʦʝʢʪʥʦʡ ʜʝʷʪʝʣʴʥʦʩʪʠ: ʧʨʝʜʝʣʴʥʘʷ ʣʘʢʦʥʠʯʥʦʩʪʴ ʬʦʨʤʳ, 

ʬʫʥʢʮʠʦʥʘʣʴʥʦʩʪʴ, ʷʩʥʦʩʪʴ ʛʨʘʬʠʯʝʩʢʦʛʦ ʷʟʳʢʘ ʠ ʦʨʠʝʥʪʘʮʠʷ ʥʘ ʤʘʩʩʦʚʦʝ 

ʪʠʨʘʞʠʨʦʚʘʥʠʝ. ʅʘ ʧʨʠʤʝʨʝ ʟʥʘʢʘ çɼʦʙʨʦʣʸʪè ʚʠʜʥʦ, ʯʪʦ ʯʝʨʝʟ 

ʧʨʦʝʢʪʠʨʦʚʘʥʠʝ ʘʚʪʦʨʳ ʥʘʯʠʥʘʶʪ ʨʝʰʘʪʴ ʥʝ ʪʦʣʴʢʦ ʭʫʜʦʞʝʩʪʚʝʥʥʳʝ, ʥʦ ʠ 

ʩʦʮʠʘʣʴʥʳʝ, ʢʦʤʤʫʥʠʢʘʪʠʚʥʳʝ ʟʘʜʘʯʠ, ʬʦʨʤʠʨʫʷ ʚʠʟʫʘʣʴʥʳʡ ʦʙʨʘʟ ʥʦʚʦʡ 

ʵʧʦʭʠ. ʈʘʙʦʪʘ ɸ.ʄ. ʈʦʜʯʝʥʢʦ ʧʨʦʜʝʤʦʥʩʪʨʠʨʦʚʘʣʘ ʩʦʩʪʦʷʪʝʣʴʥʦʩʪʴ ʥʦʚʦʡ 

ʦʙʨʘʟʦʚʘʪʝʣʴʥʦʡ ʤʦʜʝʣʠ, ʛʜʝ ʧʨʦʝʢʪʠʨʦʚʱʠʢ ʚʳʩʪʫʧʘʝʪ ʢʘʢ ʭʫʜʦʞʥʠʢ-

ʢʦʥʩʪʨʫʢʪʦʨ, ʩʦʟʜʘʶʱʠʡ ʫʥʠʚʝʨʩʘʣʴʥʳʝ ʨʝʰʝʥʠʷ (ʦʙʨʘʟʮʳ), ʧʨʠʛʦʜʥʳʝ ʜʣʷ 

ʪʠʨʘʞʠʨʦʚʘʥʠʷ. 

 

 

 

 

 

ʈʠʩ. 1. ɸ.ʄ. ʈʦʜʯʝʥʢʦ. 

ʅʘʛʨʘʜʥʦʡ ʟʥʘʢ ʦʙʱʝʩʪʚʘ 

çɼʦʙʨʦʣʸʪè. 1927 ʛ.  

ʉʝʨʝʙʨʦ, ʵʤʘʣʴ ʧʦʟʦʣʦʪʘ, 

ʣʠʪʴʸ, ʰʪʘʤʧʦʚʢʘ 

 

 

ʂ ʢʦʥʮʫ 1930-ʭ ʛʦʜʦʚ ʚ ʛʦʩʫʜʘʨʩʪʚʝʥʥʦʡ ʦʙʨʘʟʦʚʘʪʝʣʴʥʦʡ ʧʦʣʠʪʠʢʝ 

ʦʪʯʝʪʣʠʚʦ ʧʨʦʷʚʠʣʘʩʴ ʥʦʚʘʷ ʪʝʥʜʝʥʮʠʷ ï ʦʧʦʨʘ ʥʘ ʠʩʢʦʥʥʳʝ, ʥʘʮʠʦʥʘʣʴʥʳʝ 

ʪʨʘʜʠʮʠʠ. ɺ ʢʦʥʪʝʢʩʪʝ ʧʨʦʝʢʪʠʨʦʚʘʥʠʷ ʵʪʦ ʦʟʥʘʯʘʣʦ ʧʝʨʝʦʨʠʝʥʪʘʮʠʶ 

ʩʦʜʝʨʞʘʥʠʷ ʫʯʝʙʥʳʭ ʧʨʦʛʨʘʤʤ: ʦʪ ʬʦʨʤʘʣʴʥʦ-ʘʥʘʣʠʪʠʯʝʩʢʠʭ ʵʢʩʧʝʨʠʤʝʥʪʦʚ 

ʢʦʥʩʪʨʫʢʪʠʚʠʟʤʘ ï ʢ ʩʠʩʪʝʤʘʪʠʯʝʩʢʦʤʫ ʠʟʫʯʝʥʠʶ ʠʩʪʦʨʠʯʝʩʢʦʛʦ 

ʦʨʥʘʤʝʥʪʘʣʴʥʦʛʦ ʥʘʩʣʝʜʠʷ, ʪʨʘʜʠʮʠʦʥʥʳʭ ʧʨʠʸʤʦʚ ʬʦʨʤʦʦʙʨʘʟʦʚʘʥʠʷ, 

ʶʚʝʣʠʨʥʳʭ ʪʝʭʥʠʢ ʠ ʪʝʭʥʦʣʦʛʠʡ. ʇʨʦʝʢʪʥʳʝ ʟʘʜʘʥʠʷ ʩʪʘʣʠ ʯʘʱʝ ʦʧʠʨʘʪʴʩʷ ʥʘ 

ʢʦʥʢʨʝʪʥʳʝ ʤʫʟʝʡʥʳʝ ʦʙʨʘʟʮʳ, ʯʪʦ ʧʨʝʜʧʦʣʘʛʘʣʦ ʥʝ ʩʪʦʣʴʢʦ ʧʦʠʩʢ 

ʧʨʠʥʮʠʧʠʘʣʴʥʦ ʥʦʚʳʭ (ʘʚʘʥʛʘʨʜʥʳʭ) ʬʦʨʤ, ʩʢʦʣʴʢʦ ʦʩʤʳʩʣʝʥʥʦʝ ʠʟʫʯʝʥʠʝ 

ʪʨʘʜʠʮʠʦʥʥʦʛʦ ʶʚʝʣʠʨʥʦʛʦ ʠʩʢʫʩʩʪʚʘ ï ʧʦʥʠʤʘʥʠʝ ʟʘʢʦʥʦʤʝʨʥʦʩʪʝʡ 

ʧʦʩʪʨʦʝʥʠʷ ʦʨʥʘʤʝʥʪʦʚ, ʬʦʨʤʦʦʙʨʘʟʦʚʘʥʠʷ ʠʟʜʝʣʠʡ, ʩʚʷʟʠ ʜʝʢʦʨʘ 

ʩ ʢʦʥʩʪʨʫʢʪʠʚʥʦʡ ʦʩʥʦʚʦʡ ʠ ʜʨ.  

ʀʤʝʥʥʦ ʚ ʨʫʩʣʝ ʵʪʦʡ ʪʝʥʜʝʥʮʠʠ ʩʦʟʜʘʚʘʣʠʩʴ ʫʯʝʙʥʳʝ ʟʘʚʝʜʝʥʠʷ, 

ʦʨʠʝʥʪʠʨʦʚʘʥʥʳʝ ʥʘ ʧʨʝʝʤʩʪʚʝʥʥʦʩʪʴ ʶʚʝʣʠʨʥʦʛʦ ʦʧʳʪʘ ʠ ʬʦʨʤʠʨʦʚʘʥʠʝ 

ʧʨʦʝʢʪʥʦʛʦ ʤʳʰʣʝʥʠʷ ʥʘ ʙʘʟʝ ʥʘʮʠʦʥʘʣʴʥʳʭ ʭʫʜʦʞʝʩʪʚʝʥʥʳʭ ʪʨʘʜʠʮʠʡ, ʯʪʦ 

ʧʦʜʛʦʪʦʚʠʣʦ ʧʦʯʚʫ ʜʣʷ ʧʦʷʚʣʝʥʠʷ ʄʦʩʢʦʚʩʢʦʡ ʰʢʦʣʳ ʭʫʜʦʞʝʩʪʚʝʥʥʳʭ 

 
11  ʈʠʩ. 1. ʅʘʛʨʘʜʥʦʡ ʟʥʘʢ ʦʙʱʝʩʪʚʘ çɼʦʙʨʦʣʸʪè ˉ 6.495 // ʄʝʰʦʢ : [ʩʘʡʪ]. ï URL: 

https://meshok.net/item/325266660_ʅʘʛʨʘʜʥʦʡ_ʟʥʘʢ_ʦʙʱʝʩʪʚʘ_ɼʦʙʨʦʣʸʪ_6_495?utm_mediu

m=organic&utm_source=yandexsmartcamera (ʜʘʪʘ ʦʙʨʘʱʝʥʠʷ: 22.02.2026). 
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ʨʝʤʸʩʝʣ, ʩʧʦʩʦʙʩʪʚʦʚʘʣʦ ʘʢʪʫʘʣʠʟʘʮʠʠ ʦʧʳʪʘ ʂʨʘʩʥʦʩʝʣʴʩʢʦʛʦ ʫʯʠʣʠʱʘ ʠ 

ʜʨʫʛʠʭ ʫʯʝʙʥʳʭ ʟʘʚʝʜʝʥʠʡ.  

ʇʦʪʨʝʙʥʦʩʪʴ ʚ ʤʘʩʩʦʚʦʡ ʧʦʜʛʦʪʦʚʢʝ ʠʩʧʦʣʥʠʪʝʣʝʡ ʧʨʠʚʝʣʘ 

ʢ ʩʦʢʨʘʱʝʥʠʶ ʩʨʦʢʦʚ ʦʙʫʯʝʥʠʷ ʚ ʧʨʦʬʪʝʭʰʢʦʣʘʭ, ʯʪʦ ʥʝʛʘʪʠʚʥʦ ʩʢʘʟʘʣʦʩʴ ʥʘ 

ʫʨʦʚʥʝ ʧʨʦʝʢʪʥʦʡ ʛʨʘʤʦʪʥʦʩʪʠ. ɺ ʢʘʯʝʩʪʚʝ ʧʨʦʪʠʚʦʚʝʩʘ ʙʳʣʘ ʧʨʝʜʧʨʠʥʷʪʘ 

ʧʦʧʳʪʢʘ ʮʝʣʝʥʘʧʨʘʚʣʝʥʥʦʛʦ ʚʦʟʨʦʞʜʝʥʠʷ ʪʨʘʜʠʮʠʡ ʭʫʜʦʞʝʩʪʚʝʥʥʦʡ 

ʦʙʨʘʙʦʪʢʠ ʤʝʪʘʣʣʦʚ ʥʘ ʙʘʟʝ ʧʨʦʚʝʨʝʥʥʳʭ ʫʯʝʙʥʳʭ ʫʯʨʝʞʜʝʥʠʡ, ʦʜʥʠʤ ʠʟ 

ʢʦʪʦʨʳʭ ʙʳʣʦ ʂʨʘʩʥʦʩʝʣʴʩʢʦʝ ʫʯʠʣʠʱʝ [10, ʩ. 45]. 

ɺʘʞʥʝʡʰʠʤ ʵʪʘʧʦʤ ʩʪʘʣʦ ʩʦʟʜʘʥʠʝ ʚ 1938 ʛʦʜʫ ʄʦʩʢʦʚʩʢʦʡ ʰʢʦʣʳ 

ʭʫʜʦʞʝʩʪʚʝʥʥʳʭ ʨʝʤʸʩʝʣ [8]. ʋʯʝʙʥʳʝ ʧʨʦʛʨʘʤʤʳ ʰʢʦʣʳ ʙʳʣʠ 

ʦʨʠʝʥʪʠʨʦʚʘʥʳ ʥʘ ʩʪʠʣʠʩʪʠʢʫ ʠ ʪʨʘʜʠʮʠʠ ʥʘʨʦʜʥʦʛʦ ʜʝʢʦʨʘʪʠʚʥʦ-

ʧʨʠʢʣʘʜʥʦʛʦ ʠʩʢʫʩʩʪʚʘ [5, ʩ. 5]. 

ɺ ʫʯʝʙʥʦʤ ʟʘʚʝʜʝʥʠʠ ʩʣʦʞʠʣʘʩʴ ʵʬʬʝʢʪʠʚʥʘʷ ʩʠʩʪʝʤʘ ʧʦʵʪʘʧʥʦʡ 

ʧʦʜʛʦʪʦʚʢʠ ʚ ʦʙʣʘʩʪʠ ʧʨʦʝʢʪʠʨʦʚʘʥʠʷ: ʥʘ ʧʝʨʚʦʤ ʫʨʦʚʥʝ ʜʠʩʮʠʧʣʠʥʳ 

çʂʦʤʧʦʟʠʮʠʷè, çʊʝʭʥʠʯʝʩʢʦʝ ʨʠʩʦʚʘʥʠʝè ʠ çʃʝʧʢʘè ʟʘʢʣʘʜʳʚʘʣʠ ʦʩʥʦʚʳ 

ʧʦʥʠʤʘʥʠʷ ʬʦʨʤʳ ʠ ʦʙʲʸʤʘ; ʥʘ ʚʪʦʨʦʤ, ʫʛʣʫʙʣʸʥʥʦʤ ï ʠʟʫʯʘʣʠʩʴ ʪʝʭʥʦʣʦʛʠʠ 

ʠ ʢʦʥʩʪʨʫʢʮʠʠ ʶʚʝʣʠʨʥʳʭ ʠʟʜʝʣʠʡ, ʦʩʚʘʠʚʘʣʠʩʴ ʪʝʭʥʠʢʠ, ʥʝʦʙʭʦʜʠʤʳʝ ʜʣʷ 

ʚʦʧʣʦʱʝʥʠʷ ʧʨʦʝʢʪʥʦʛʦ ʟʘʤʳʩʣʘ [7, ʩ. 12]. ɸʥʘʣʠʟ ʜʝʷʪʝʣʴʥʦʩʪʠ ʄʦʩʢʦʚʩʢʦʡ 

ʰʢʦʣʳ ʭʫʜʦʞʝʩʪʚʝʥʥʳʭ ʨʝʤʸʩʝʣ ʚʳʷʚʠʣ ʥʝʦʙʭʦʜʠʤʦʩʪʴ ʦʧʨʝʜʝʣʠʪʴ ʩʪʘʪʫʩ 

ʧʨʦʝʢʪʠʨʦʚʘʥʠʷ ʢʘʢ ʩʧʝʮʠʘʣʴʥʦʡ ʙʘʟʦʚʦʡ ʜʠʩʮʠʧʣʠʥʳ ʜʣʷ ʨʘʟʨʘʙʦʪʢʠ 

ʚʳʩʦʢʦʭʫʜʦʞʝʩʪʚʝʥʥʳʭ ʠʟʜʝʣʠʡ. 

ʇʦʩʣʝ ɺʝʣʠʢʦʡ ʆʪʝʯʝʩʪʚʝʥʥʦʡ ʚʦʡʥʳ, ʚ 1950-ʝ ʛʦʜʳ, ʙʳʣʘ 

ʩʬʦʨʤʫʣʠʨʦʚʘʥʘ ʟʘʜʘʯʘ ʧʦʜʥʷʪʴ ʶʚʝʣʠʨʥʦʝ ʠʩʢʫʩʩʪʚʦ ʥʘ ʢʘʯʝʩʪʚʝʥʥʦ ʥʦʚʳʡ 

ʫʨʦʚʝʥʴ [9, ʩ. 161], ʯʪʦ ʥʝʧʦʩʨʝʜʩʪʚʝʥʥʦ ʧʦʚʣʠʷʣʦ ʥʘ ʩʦʜʝʨʞʘʥʠʝ ʧʦʜʛʦʪʦʚʢʠ 

ʧʦ ʧʨʦʝʢʪʠʨʦʚʘʥʠʶ. ʕʪʦʤʫ ʩʧʦʩʦʙʩʪʚʦʚʘʣʦ ʪʨʠ ʬʘʢʪʦʨʘ: 

- ʨʘʩʰʠʨʝʥʠʝ ʠ ʪʝʭʥʦʣʦʛʠʯʝʩʢʦʝ ʧʝʨʝʦʩʥʘʱʝʥʠʝ ʧʨʦʠʟʚʦʜʩʪʚ, ʯʪʦ 

ʪʨʝʙʦʚʘʣʦ ʫʤʝʥʠʷ ʩʦʚʤʝʱʘʪʴ ʪʨʘʜʠʮʠʦʥʥʳʝ ʨʫʯʥʳʝ ʪʝʭʥʠʢʠ ʩ ʥʦʚʳʤʠ 

ʤʘʰʠʥʥʳʤʠ. ʕʪʦ ʧʨʠʚʝʣʦ ʢ ʧʦʷʚʣʝʥʠʶ ʥʦʚʦʡ ʜʦʣʞʥʦʩʪʠ ï ʛʣʘʚʥʦʛʦ 

ʭʫʜʦʞʥʠʢʘ ʥʘ ʧʨʝʜʧʨʠʷʪʠʷʭ, ʦʪʚʝʯʘʚʰʝʛʦ ʟʘ ʧʨʦʝʢʪʥʫʶ ʧʦʣʠʪʠʢʫ [14];  

- ʚʦʩʩʪʘʥʦʚʣʝʥʠʝ ʠ ʨʘʟʚʠʪʠʝ ʩʨʝʜʥʠʭ ʩʧʝʮʠʘʣʴʥʳʭ ʫʯʝʙʥʳʭ ʟʘʚʝʜʝʥʠʡ, 

ʟʘʢʨʝʧʠʚʰʠʭ ʤʦʜʝʣʴ ʦʙʫʯʝʥʠʷ, ʧʦʩʪʨʦʝʥʥʫʶ ʥʘ ʧʨʠʥʮʠʧʝ ʧʦʵʪʘʧʥʦʛʦ 

ʫʩʣʦʞʥʝʥʠʷ ʧʨʦʝʢʪʥʳʭ ʟʘʜʘʯ [15, ʩ. 25];  

- ʠʟʤʝʥʝʥʠʝ ʭʫʜʦʞʝʩʪʚʝʥʥʳʭ ʦʨʠʝʥʪʠʨʦʚ, ʧʨʠʚʝʜʰʠʭ ʢ ʬʦʨʤʠʨʦʚʘʥʠʶ 

ʜʚʫʭ ʚʝʜʫʱʠʭ ʥʘʧʨʘʚʣʝʥʠʡ ʚ ʧʨʦʝʢʪʠʨʦʚʘʥʠʠ ï çʅʘʪʫʨ-ʩʪʠʣʴè ʠ çɼʠʟʘʡʥ-

ʩʪʠʣʴè. 

ɺ 1950ï1970-ʝ ʛʦʜʳ ʜʦʤʠʥʠʨʫʶʱʠʤ ʥʘʧʨʘʚʣʝʥʠʝʤ ʚ ʶʚʝʣʠʨʥʦʤ 

ʠʩʢʫʩʩʪʚʝ ʩʪʘʣ çʅʘʪʫʨ-ʩʪʠʣʴè [11], ʭʘʨʘʢʪʝʨʥʳʤʠ ʦʩʦʙʝʥʥʦʩʪʷʤʠ ʢʦʪʦʨʦʛʦ 

ʙʳʣʠ: ʠʩʧʦʣʴʟʦʚʘʥʠʝ ʧʨʠʨʦʜʥʳʭ ʧʦʜʝʣʦʯʥʳʭ ʤʠʥʝʨʘʣʦʚ; ʤʷʛʢʠʝ, ʧʣʘʚʥʳʝ 

ʣʠʥʠʠ, ʦʙʪʝʢʘʝʤʳʝ ʬʦʨʤʳ; ʧʨʦʩʪʦʪʘ ʠ ʵʨʛʦʥʦʤʠʯʥʦʩʪʴ; ʨʘʟʨʘʙʦʪʢʘ ʠʟʜʝʣʠʡ ʥʘ 

ʦʩʥʦʚʝ ʧʨʠʨʦʜʥʳʭ, ʨʘʩʪʠʪʝʣʴʥʳʭ ʠ ʘʥʠʤʘʣʠʩʪʠʯʝʩʢʠʭ ʤʦʪʠʚʦʚ. ɺʘʞʥʳʤ 

ʘʩʧʝʢʪʦʤ ʦʙʥʦʚʣʝʥʠʷ ʧʨʦʮʝʩʩʘ ʩʦʟʜʘʥʠʷ ʶʚʝʣʠʨʥʳʭ ʠʟʜʝʣʠʡ ʩʪʘʣʦ 

ʢʦʤʧʣʝʢʩʥʦʝ ʧʨʦʝʢʪʠʨʦʚʘʥʠʝ, ʦʩʫʱʝʩʪʚʣʷʚʰʝʝʩʷ ʩʦʚʤʝʩʪʥʦ ʭʫʜʦʞʥʠʢʘʤʠ 

ʠ ʪʝʭʥʦʣʦʛʘʤʠ. ɺʳʜʘʶʱʫʶʩʷ ʨʦʣʴ ʚ ʩʪʘʥʦʚʣʝʥʠʠ ʜʘʥʥʦʛʦ ʥʘʧʨʘʚʣʝʥʠʷ 

ʩʳʛʨʘʣʠ ʖ.ʀ. ʇʘʘʩ-ɸʣʝʢʩʘʥʜʨʦʚʘ, ʃ.ɸ. ɺʘʭʨʫʰʠʥ, ʃ.ɺ. ʉʠʪʥʠʢʦʚ ʠ ʜʨ. [9]. 

ʆʜʥʠʤ ʠʟ ʷʨʢʠʭ ʧʨʠʤʝʨʦʚ ʪʘʢʦʛʦ ʧʦʜʭʦʜʘ ʷʚʣʷʝʪʩʷ ʧʘʨʶʨʘ (ʙʨʘʩʣʝʪ, ʢʦʣʴʮʦ, 
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ʩʝʨʴʛʠ) (ʨʠʩ. 212) ʨʘʙʦʪʳ ʃ.ɸ. ɺʘʭʨʫʰʠʥʘ, ʚ ʢʦʪʦʨʦʡ ʩʪʠʣʠʩʪʠʯʝʩʢʦʝ ʝʜʠʥʩʪʚʦ 

ʜʦʩʪʠʛʘʣʦʩʴ ʟʘ ʩʯʸʪ ʘʞʫʨʥʦʡ ʩʢʘʥʠ ʠ ʟʝʨʥʠ, ʦʙʲʝʜʠʥʸʥʥʳʭ ʦʙʱʝʡ 

ʦʨʥʘʤʝʥʪʘʣʴʥʦʡ ʢʦʤʧʦʟʠʮʠʝʡ. 

 

 

 

 

 

ʈʠʩ. 2. ʃ.ɸ. ɺʘʭʨʫʰʠʥ.  

ʇʘʨʶʨʘ (ʙʨʘʩʣʝʪ, ʢʦʣʴʮʦ, ʩʝʨʴʛʠ). 

1973 ʛ. ʉʝʨʝʙʨʦ.  

ʀʟ ʩʦʙʨʘʥʠʷ ɻʦʩʫʜʘʨʩʪʚʝʥʥʦʛʦ 

ʀʩʪʦʨʠʯʝʩʢʦʛʦ ʤʫʟʝʷ (ʛ. ʄʦʩʢʚʘ) 

 

 
ʇʦʩʪʝʧʝʥʥʦ ʧʨʦʝʢʪʠʨʦʚʘʥʠʝ ʩʪʘʥʦʚʠʪʩʷ ʦʙʣʘʩʪʴʶ ʩʠʥʪʝʟʘ ʨʘʟʥʳʭ ʚʠʜʦʚ 

ʧʨʠʢʣʘʜʥʦʛʦ ʠʩʢʫʩʩʪʚʘ, ʦ ʯʸʤ ʩʚʠʜʝʪʝʣʴʩʪʚʫʶʪ ʨʘʙʦʪʳ, ʛʘʨʤʦʥʠʯʥʦ 

ʩʦʯʝʪʘʚʰʠʝ ʶʚʝʣʠʨʥʫʶ ʩʢʘʥʴ ʩ ʚʩʪʘʚʢʘʤʠ ʣʘʢʦʚʦʡ ʤʠʥʠʘʪʶʨʥʦʡ ʞʠʚʦʧʠʩʠ, 

ʧʘʧʴʝ-ʤʘʰʝ ʠʣʠ ʢʝʨʘʤʠʢʠ. ʅʘʧʨʠʤʝʨ, ʶʚʝʣʠʨʥʳʝ ʠʟʜʝʣʠʷ ʪʘʢʠʭ ʭʫʜʦʞʥʠʢʦʚ, 

ʢʘʢ ʅ.ʃ. ɻʘʪʪʝʥʙʝʨʛʝʨ, ʈ.ɸ. ʉʤʠʨʥʦʚʘ, ʃ.ɺ. ʉʠʪʥʠʢʦʚʘ (ʨʠʩ. 313). 

 

 

 

ʈʠʩ. 3. ʃ.ɺ. ʉʠʪʥʠʢʦʚʘ, 

ʈ.ɸ. ʉʤʠʨʥʦʚʘ. 

ɻʘʨʥʠʪʫʨ (ʙʨʘʩʣʝʪ, ʙʨʦʰʴ)  

ʥʘ ʪʝʤʫ: çʇʪʠʮʘ ʢʨʘʩʥʘʷè. 1977 ʛ. 

ʇʘʧʴʝ-ʤʘʰʝ (ʣʘʢʦʚʘʷ ʤʠʥʠʘʪʶʨʥʘʷ 

ʞʠʚʦʧʠʩʴ). ʄʝʜʴ, ʥʘʧʘʡʥʘʷ ʩʢʘʥʴ, 

ʦʢʩʠʜʠʨʦʚʘʥʠʝ. 

ɺʩʝʨʦʩʩʠʡʩʢʘʷ ʪʚʦʨʯʝʩʢʘʷ 

ʦʙʱʝʩʪʚʝʥʥʘʷ ʦʨʛʘʥʠʟʘʮʠʷ çʉʦʶʟ 

ʭʫʜʦʞʥʠʢʦʚ ʈʦʩʩʠʠè (ʛ. ʄʦʩʢʚʘ) 

 

 

ʂ 1970-ʤ ʛʦʜʘʤ ʩʪʠʣʠʩʪʠʯʝʩʢʠʝ ʦʨʠʝʥʪʠʨʳ ʚ ʶʚʝʣʠʨʥʦʤ 

ʧʨʦʝʢʪʠʨʦʚʘʥʠʠ ʥʘʯʘʣʠ ʤʝʥʷʪʴʩʷ. ʋʩʠʣʠʷʤʠ ʖ.ʀ. ʇʘʘʩ-ɸʣʝʢʩʘʥʜʨʦʚʦʡ, 

ʦʪʩʪʘʠʚʘʚʰʝʡ ʩʪʘʪʫʩ ʶʚʝʣʠʨʥʦʛʦ ʧʨʦʠʟʚʝʜʝʥʠʷ ʢʘʢ ʧʦʣʥʦʮʝʥʥʦʛʦ 

ʭʫʜʦʞʝʩʪʚʝʥʥʦʛʦ ʚʳʩʢʘʟʳʚʘʥʠʷ, ʙʳʣ ʜʘʥ ʠʤʧʫʣʴʩ ʬʦʨʤʠʨʦʚʘʥʠʶ ʥʦʚʦʛʦ 

ʭʫʜʦʞʝʩʪʚʝʥʥʦʛʦ ʥʘʧʨʘʚʣʝʥʠʷ çɼʠʟʘʡʥ-ʩʪʠʣʷè (1970ï1990-ʝ ʛʛ.). 

 
12 ʈʠʩ. 2. ʈʫʩʩʢʠʝ ʶʚʝʣʠʨʥʳʝ ʫʢʨʘʰʝʥʠʷ 16-20 ʚʝʢʦʚ : ʠʟ ʩʦʙʨʘʥʠʷ ɻʦʩʫʜʘʨʩʪʚʝʥʥʦʛʦ ʦʨʜʝʥʘ 

ʃʝʥʠʥʘ ʀʩʪʦʨʠʯʝʩʢʦʛʦ ʤʫʟʝʷ / ɻ. ʄʝʜʚʝʜʝʚʘ, ʅ. ʇʣʘʪʦʥʦʚʘ, ʄ. ʇʦʩʪʥʠʢʦʚʘ-ʃʦʩʝʚʘ ʠ ʜʨ. ï 

ʄʦʩʢʚʘ : ʉʦʚʝʪʩʢʠʡ ʭʫʜʦʞʥʠʢ, 1987. ï ʉ. 258. 
13 ʈʠʩ. 3. ʇʝʨʬʠʣʴʝʚʘ ʀ. ʖ. ʈʫʩʩʢʦʝ ʶʚʝʣʠʨʥʦʝ ʠʩʢʫʩʩʪʚʦ ʍʍ ʚʝʢʘ ʚ ʢʦʥʪʝʢʩʪʝ ʝʚʨʦʧʝʡʩʢʠʭ 

ʭʫʜʦʞʝʩʪʚʝʥʥʳʭ ʪʝʥʜʝʥʮʠʡ. 1920ï2000 ʛʛ. / ʀ. ʖ. ʇʝʨʬʠʣʴʝʚʘ. ï ʄʦʩʢʚʘ : ʇʨʦʛʨʝʩʩ-

ʊʨʘʜʠʮʠʷ, 2016. ï ʉ. 542. ï ISBN 978-5-89826-472-7.  
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ʇʨʦʝʢʪʠʨʦʚʘʥʠʝ ʚ ʜʘʥʥʦʤ ʥʘʧʨʘʚʣʝʥʠʠ ʭʘʨʘʢʪʝʨʠʟʦʚʘʣʦʩʴ ʩʣʝʜʫʶʱʠʤʠ 

ʥʦʚʘʮʠʷʤʠ: 

- ʧʨʠʤʝʥʝʥʠʝ ʥʝʜʨʘʛʦʮʝʥʥʳʭ ʠ ʥʝʪʨʘʜʠʮʠʦʥʥʳʭ ʤʘʪʝʨʠʘʣʦʚ: ʘʣʶʤʠʥʠʷ, 

ʪʠʪʘʥʘ, ʧʦʣʠʤʝʨʦʚ, ʧʝʨʴʝʚ, ʢʝʨʘʤʠʢʠ, ʧʨʝʩʩʦʚʘʥʥʦʡ ʙʫʤʘʛʠ ʠ ʜʨ.; 

- ʩʪʨʝʤʣʝʥʠʝ ʢ ʚʳʨʘʟʠʪʝʣʴʥʦʡ, ʛʝʦʤʝʪʨʠʯʝʩʢʦʡ ʬʦʨʤʝ, ʩʠʤʤʝʪʨʠʯʥʳʤ 

ʠʣʠ ʘʩʠʤʤʝʪʨʠʯʥʳʤ ʢʦʤʧʦʟʠʮʠʷʤ; 

- ʦʪʨʘʞʝʥʠʝ ʚ ʪʝʤʘʭ, ʥʘʟʚʘʥʠʷʭ ʧʨʦʝʢʪʦʚ ʘʢʪʫʘʣʴʥʳʭ ʢʫʣʴʪʫʨʥʳʭ 

ʠ ʩʦʮʠʘʣʴʥʳʭ ʚʳʟʦʚʦʚ ʚʨʝʤʝʥʠ. 

ʀʟʤʝʥʝʥʠʷ ʧʦʪʨʝʙʦʚʘʣʠ ʤʦʜʝʨʥʠʟʘʮʠʠ ʧʦʜʭʦʜʘ ʢ ʧʨʦʝʢʪʠʨʦʚʘʥʠʶ 

ʚ ʫʯʝʙʥʦʤ ʧʨʦʮʝʩʩʝ. ʍʫʜʦʞʥʠʢ-ʁ ʚʝʣʠʨ ʥʦʚʦʡ ʬʦʨʤʘʮʠʠ ʜʦʣʞʝʥ ʙʳʣ ʦʙʣʘʜʘʪʴ 

ʥʝ ʪʦʣʴʢʦ ʪʝʭʥʠʯʝʩʢʠʤʠ ʥʘʚʳʢʘʤʠ, ʥʦ ʠ ʨʘʟʚʠʪʳʤ ʢʦʥʮʝʧʪʫʘʣʴʥʳʤ 

ʤʳʰʣʝʥʠʝʤ, ʩʧʦʩʦʙʥʦʩʪʴʶ ʢ ʥʝʩʪʘʥʜʘʨʪʥʦʤʫ ʤʦʜʝʣʠʨʦʚʘʥʠʶ ʟʘʤʳʩʣʘ. 

ʀʪʦʛʦʚʦʡ ʩʪʘʜʠʝʡ ʤʦʜʝʨʥʠʟʘʮʠʠ ʧʨʦʝʢʪʠʨʦʚʘʥʠʷ ʚ ʨʘʩʩʤʘʪʨʠʚʘʝʤʳʡ 

ʧʝʨʠʦʜ ʩʪʘʣʦ ʚʥʝʜʨʝʥʠʝ ʮʠʬʨʦʚʳʭ ʪʝʭʥʦʣʦʛʠʡ. ɺʘʞʥʦ ʦʪʤʝʪʠʪʴ, ʯʪʦ ʚ 1980-ʝ 

ʛʦʜʳ ʚ ʉʉʉʈ ʚʝʣʠʩʴ ʣʠʰʴ ʧʝʨʚʳʝ ʵʢʩʧʝʨʠʤʝʥʪʘʣʴʥʳʝ ʨʘʟʨʘʙʦʪʢʠ ʚ ʦʙʣʘʩʪʠ 

ʢʦʤʧʴʶʪʝʨʥʦʛʦ ʤʦʜʝʣʠʨʦʚʘʥʠʷ, ʧʨʝʠʤʫʱʝʩʪʚʝʥʥʦ ʩʚʷʟʘʥʥʳʝ 

ʩ ʤʘʰʠʥʦʩʪʨʦʝʥʠʝʤ ʠ ʦʙʦʨʦʥʥʦʡ ʧʨʦʤʳʰʣʝʥʥʦʩʪʴʶ [1]. ɺ ʁ ʚʝʣʠʨʥʦʤ 

ʠʩʢʫʩʩʪʚʝ ʪʝʭʥʦʣʦʛʠʷ ʪʨʸʭʤʝʨʥʦʛʦ ʢʦʤʧʴʶʪʝʨʥʦʛʦ ʤʦʜʝʣʠʨʦʚʘʥʠʷ ʥʘʯʠʥʘʝʪ 

ʙʦʣʝʝ ʘʢʪʠʚʥʦ ʧʨʠʤʝʥʷʪʴʩʷ ʪʦʣʴʢʦ ʩ ʩʝʨʝʜʠʥʳ 2000-ʭ ʛʦʜʦʚ. ʇʝʨʚʳʝ ʧʨʠʤʝʨʳ 

ʧʨʦʤʳʰʣʝʥʥʦʛʦ ʠʩʧʦʣʴʟʦʚʘʥʠʷ 3D-ʤʦʜʝʣʠʨʦʚʘʥʠʷ ʚ ʈʦʩʩʠʠ ʦʪʥʦʩʷʪʩʷ 

ʢ 2004 ʛʦʜʫ, ʢʦʛʜʘ ʉʘʥʢʪ-ʇʝʪʝʨʙʫʨʛʩʢʠʡ ʶʚʝʣʠʨʥʳʡ ʟʘʚʦʜ çɸʣʴʬʘè ʥʘʯʘʣ 

ʧʨʠʤʝʥʷʪʴ ʧʨʦʛʨʘʤʤʥʦʝ ʦʙʝʩʧʝʯʝʥʠʝ ArtCAM JewelSmith ʜʣʷ ʧʨʦʝʢʪʠʨʦʚʘʥʠʷ 

ʶʚʝʣʠʨʥʳʭ ʫʢʨʘʰʝʥʠʡ. ʂ 2009 ʛʦʜʫ ʢʦʤʧʘʥʠʷ ʫʞʝ ʠʤʝʣʘ ʦʧʳʪ ʨʘʙʦʪʳ 

ʩ ʮʠʬʨʦʚʳʤʠ ʪʝʭʥʦʣʦʛʠʷʤʠ, ʯʪʦ ʧʦʟʚʦʣʠʣʦ ʧʝʨʝʦʩʤʳʩʣʠʪʴ ʩʘʤ ʧʨʦʮʝʩʩ 

ʧʨʦʝʢʪʥʦʡ ʨʘʟʨʘʙʦʪʢʠ: ʦʪ ʵʩʢʠʟʘ ʢ ʪʨʸʭʤʝʨʥʦʡ ʤʦʜʝʣʠ ʠ ʜʘʣʝʝ ʢ ʛʦʪʦʚʦʤʫ 

ʠʟʜʝʣʠʶ [6]Φ ɺ 2010-ʝ ʛʦʜʳ 3D-ʤʦʜʝʣʠʨʦʚʘʥʠʝ ʧʦʣʫʯʘʝʪ ʰʠʨʦʢʦʝ 

ʨʘʩʧʨʦʩʪʨʘʥʝʥʠʝ ʢʘʢ ʚ ʧʨʦʠʟʚʦʜʩʪʚʝ, ʪʘʢ ʠ ʚ ʩʠʩʪʝʤʝ ʧʨʦʬʝʩʩʠʦʥʘʣʴʥʦʡ 

ʧʦʜʛʦʪʦʚʢʠ ʧʨʦʝʢʪʠʨʦʚʱʠʢʦʚ-ʁ ʚʝʣʠʨʦʚ: ʦʪʢʨʳʚʘʶʪʩʷ ʩʧʝʮʠʘʣʠʟʠʨʦʚʘʥʥʳʝ 

ʣʘʙʦʨʘʪʦʨʠʠ (ʥʘʧʨʠʤʝʨ, ʚ ʗʢʫʪʩʢʦʤ ʧʨʦʤʳʰʣʝʥʥʦʤ ʪʝʭʥʠʢʫʤʝ ʚ 2016 ʛʦʜʫ) 

[4], ʨʘʟʨʘʙʘʪʳʚʘʶʪʩʷ ʫʯʝʙʥʳʝ ʧʦʩʦʙʠʷ ʠ ʦʙʨʘʟʦʚʘʪʝʣʴʥʳʝ ʧʨʦʛʨʘʤʤʳ ʧʦ 

ʢʦʤʧʴʶʪʝʨʥʦʤʫ ʧʨʦʝʢʪʠʨʦʚʘʥʠʶ ʶʚʝʣʠʨʥʳʭ ʠʟʜʝʣʠʡ [12]. 

ʅʦʚʳʝ ʪʝʭʥʦʣʦʛʠʠ ʧʦʟʚʦʣʠʣʠ ʦʧʨʦʚʝʨʛʥʫʪʴ ʩʪʝʨʝʦʪʠʧ ʦ çʙʝʟʣʠʢʦʩʪʠè 

ʩʝʨʠʡʥʦʡ ʧʨʦʜʫʢʮʠʠ, ʜʦʢʘʟʘʚ ʚʦʟʤʦʞʥʦʩʪʴ ʩʦʟʜʘʥʠʷ ʵʢʩʢʣʶʟʠʚʥʳʭ 

ʧʨʦʠʟʚʝʜʝʥʠʡ ʥʘ ʦʩʥʦʚʝ ʮʠʬʨʦʚʦʛʦ ʧʨʦʝʢʪʠʨʦʚʘʥʠʷ [13]. ʇʨʠʤʝʨʦʤ ʵʪʦʛʦ 

ʩʣʫʞʠʪ ʙʨʦʰʴ çʊʝʥʠè ɺ.ʄ. ʍʨʘʤʮʦʚʦʡ ʠ ʙʨʦʰʴ-ʦʙʲʝʢʪ ɻ.ɻ. ʃʝʥʮʦʚʘ (ʨʠʩ. 514), 

ʛʜʝ ʮʝʣʴʥʦʩʪʴ ʢʦʥʩʪʨʫʢʮʠʠ, ʯʸʪʢʦʩʪʴ ʣʠʥʠʡ ʠ ʣʘʢʦʥʠʯʥʦʩʪʴ ʢʦʤʧʦʟʠʮʠʠ 

ʷʚʣʷʶʪʩʷ ʧʨʷʤʳʤ ʨʝʟʫʣʴʪʘʪʦʤ ʢʦʤʧʴʶʪʝʨʥʦʛʦ (ʠʣʠ ʮʠʬʨʦʚʦʛʦ) 

ʧʨʦʝʢʪʠʨʦʚʘʥʠʷ. ʆʜʥʘʢʦ ʵʬʬʝʢʪʠʚʥʦʝ ʠʩʧʦʣʴʟʦʚʘʥʠʝ ʥʦʚʳʭ ʠʥʩʪʨʫʤʝʥʪʦʚ 

ʧʦʪʨʝʙʦʚʘʣʦ ʦʪ ʶʚʝʣʠʨʦʚ ʦʙʲʸʤʥʦ-ʧʨʦʩʪʨʘʥʩʪʚʝʥʥʦʛʦ ʚʠʜʝʥʠʷ, ʠʥʞʝʥʝʨʥʦ-

ʢʦʥʩʪʨʫʢʪʦʨʩʢʠʭ ʩʧʦʩʦʙʥʦʩʪʝʡ ʠ ʛʣʫʙʦʢʦʛʦ ʧʦʥʠʤʘʥʠʷ ʪʝʭʥʦʣʦʛʠʯʝʩʢʦʛʦ 

ʧʨʦʮʝʩʩʘ ʩʦʟʜʘʥʠʷ ʠʟʜʝʣʠʷ. 

 
14 ʈʠʩ. 5. ʇʝʨʬʠʣʴʝʚʘ ʀ. ʖ. ʈʫʩʩʢʦʝ ʶʚʝʣʠʨʥʦʝ ʠʩʢʫʩʩʪʚʦ ʍʍ ʚʝʢʘ ʚ ʢʦʥʪʝʢʩʪʝ ʝʚʨʦʧʝʡʩʢʠʭ 

ʭʫʜʦʞʝʩʪʚʝʥʥʳʭ ʪʝʥʜʝʥʮʠʡ. 1920-2000 ʛʛ. ï ʄʦʩʢʚʘ : ʇʨʦʛʨʝʩʩ-ʊʨʘʜʠʮʠʷ, 2016. ï ʉ. 557. ï 
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ʈʠʩ. 5. ɻ.ɻ. ʃʝʥʮʦʚ. 

ɹʨʦʰʴ-ʦʙʲʝʢʪ. 1984-1985 ʛ. 

ʄʝʣʴʭʠʦʨ, ʩʝʨʝʙʨʦ, ʢʨʝʤʥʠʡ, 

ʦʧʪʠʯʝʩʢʦʝ ʩʪʝʢʣʦ, ʛʦʨʷʯʘʷ 

ʶʚʝʣʠʨʥʘʷ ʵʤʘʣʴ. 

ʉʦʙʩʪʚʝʥʥʦʩʪʴ ʭʫʜʦʞʥʠʢʘ 

(ʛ. ʄʦʩʢʚʘ) 

 

ʅʘ ʧʨʦʪʷʞʝʥʠʠ XX ʚʝʢʘ ʧʨʦʝʢʪʠʨʦʚʘʥʠʝ ʚ ʦʪʝʯʝʩʪʚʝʥʥʦʤ ʶʚʝʣʠʨʥʦʤ 

ʠʩʢʫʩʩʪʚʝ ʧʨʦʰʣʦ ʵʚʦʣʶʮʠʦʥʥʳʡ ʧʫʪʴ ï ʦʪ ʫʪʠʣʠʪʘʨʥʦʛʦ, ʧʨʦʤʳʰʣʝʥʥʦ-

ʩʪʘʥʜʘʨʪʠʟʠʨʦʚʘʥʥʦʛʦ ʢʦʥʩʪʨʫʠʨʦʚʘʥʠʷ ʜʦ ʩʘʤʦʩʪʦʷʪʝʣʴʥʦʡ ʭʫʜʦʞʝʩʪʚʝʥʥʦ-

ʢʦʤʧʦʟʠʮʠʦʥʥʦʡ ʜʝʷʪʝʣʴʥʦʩʪʠ, ʦʙʲʝʜʠʥʷʶʱʝʡ ʪʨʘʜʠʮʠʦʥʥʳʝ ʪʝʭʥʠʢʠ, ʬʦʨʤʳ 

ʠ ʦʨʥʘʤʝʥʪʠʢʫ ʩ ʥʦʚʘʮʠʷʤʠ, ʧʨʠʚʥʝʩʸʥʥʳʤʠ ʩʦʚʨʝʤʝʥʥʳʤʠ 

ʭʫʜʦʞʝʩʪʚʝʥʥʳʤʠ ʪʝʯʝʥʠʷʤʠ (ʚ ʯʘʩʪʥʦʩʪʠ, çɼʠʟʘʡʥ-ʩʪʠʣʝʤè). ʂ ʢʦʥʮʫ 

ʨʘʩʩʤʘʪʨʠʚʘʝʤʦʛʦ ʧʝʨʠʦʜʘ ʧʨʦʝʢʪʠʨʦʚʘʥʠʝ ʦʢʦʥʯʘʪʝʣʴʥʦ ʫʪʚʝʨʜʠʣʦʩʴ ʢʘʢ 

ʦʜʠʥ ʠʟ ʦʩʥʦʚʥʳʭ ʢʦʤʧʦʥʝʥʪʦʚ ʧʨʦʬʝʩʩʠʦʥʘʣʴʥʦʡ ʧʦʜʛʦʪʦʚʢʠ, ʪʨʝʙʫʶʱʝʡ ʦʪ 

ʭʫʜʦʞʥʠʢʘ-ʁ ʚʝʣʠʨʘ ʥʝ ʪʦʣʴʢʦ ʚʳʩʦʢʦʛʦ ʫʨʦʚʥʷ ʚʣʘʜʝʥʠʷ ʤʘʩʪʝʨʩʪʚʦʤ, ʥʦ 

ʠ ʨʘʟʚʠʪʦʛʦ ʢʦʥʮʝʧʪʫʘʣʴʥʦʛʦ ʠ ʦʙʲʸʤʥʦ-ʧʨʦʩʪʨʘʥʩʪʚʝʥʥʦʛʦ ʤʳʰʣʝʥʠʷ. 

ʀʤʝʥʥʦ ʧʨʦʝʢʪʠʨʦʚʘʥʠʝ ʩʪʘʣʦ ʪʝʤ ʧʨʝʜʤʝʪʦʤ, ʢʦʪʦʨʳʡ ʦʙʝʩʧʝʯʠʣ ʧʝʨʝʭʦʜ ʦʪ 

ʨʝʤʝʩʣʝʥʥʠʢʘ ʢ ʭʫʜʦʞʥʠʢʫ-ʁ ʚʝʣʠʨʫ, ʦʧʨʝʜʝʣʠʚ ʚʝʢʪʦʨ ʜʘʣʴʥʝʡʰʝʛʦ ʨʘʟʚʠʪʠʷ 

ʶʚʝʣʠʨʥʦʛʦ ʠʩʢʫʩʩʪʚʘ. 

III. ʂʦʥʝʮ XX ï ʥʘʯʘʣʦ XXI ʚ. 

ɺʨʝʤʷ ʪʨʘʥʩʬʦʨʤʘʮʠʠ ʩʦʜʝʨʞʘʥʠʷ ʧʨʦʝʢʪʠʨʦʚʘʥʠʷ ʚ ʶʚʝʣʠʨʥʦʤ 

ʠʩʢʫʩʩʪʚʝ, ʦʙʫʩʣʦʚʣʝʥʥʦʡ ʠʟʤʝʥʝʥʠʝʤ ʩʦʮʠʘʣʴʥʦ-ɻ ʢʦʥʦʤʠʯʝʩʢʠʭ ʫʩʣʦʚʠʡ. 

ʈʘʩʧʘʜ ʉʉʉʈ ʠ ʧʦʩʣʝʜʦʚʘʚʰʠʡ ʢʨʠʟʠʩ, ʟʘʪʨʦʥʫʚʰʠʡ ʚ ʪʦʤ ʯʠʩʣʝ 

ʪʨʘʜʠʮʠʦʥʥʳʝ ʭʫʜʦʞʝʩʪʚʝʥʥʳʝ ʧʨʦʤʳʩʣʳ, ʨʘʟʨʫʰʠʣʠ ʩʣʦʞʠʚʰʫʶʩʷ ʩʠʩʪʝʤʫ 

ʛʦʩʫʜʘʨʩʪʚʝʥʥʦʛʦ ʟʘʢʘʟʘ, ʯʪʦ ʧʦʩʪʘʚʠʣʦ ʧʝʨʝʜ ʧʨʦʝʢʪʠʨʦʚʘʥʠʝʤ ʥʦʚʳʝ ʟʘʜʘʯʠ. 

ʂʦʤʤʝʨʮʠʘʣʠʟʘʮʠʷ ʠ ʩʚʦʙʦʜʥʳʡ ʨʳʥʦʢ ʧʦʪʨʝʙʦʚʘʣʠ ʦʪ ʭʫʜʦʞʥʠʢʘ-ʁ ʚʝʣʠʨʘ ʥʝ 

ʪʦʣʴʢʦ ʚʣʘʜʝʥʠʷ ʪʝʭʥʠʢʦ-ʪʝʭʥʦʣʦʛʠʯʝʩʢʠʤʠ ʘʩʧʝʢʪʘʤʠ ʶʚʝʣʠʨʥʦʛʦ ʜʝʣʘ, ʥʦ ʠ 

ʩʧʦʩʦʙʥʦʩʪʠ ʩʦʟʜʘʚʘʪʴ ʢʦʥʮʝʧʪʫʘʣʴʥʳʝ, ʧʨʦʜʫʤʘʥʥʳʝ ʧʨʦʝʢʪʳ, ʩʦʝʜʠʥʷʶʱʠʝ 

ʘʚʪʦʨʩʢʠʡ ʟʘʤʳʩʝʣ ʩ ʘʢʪʫʘʣʴʥʳʤʠ ʭʫʜʦʞʝʩʪʚʝʥʥʳʤʠ ʪʝʥʜʝʥʮʠʷʤʠ ʚʨʝʤʝʥʠ. 

ʕʪʦ ʧʨʠʚʝʣʦ ʢ ʧʝʨʝʦʩʤʳʩʣʝʥʠʶ ʨʦʣʠ ʧʨʦʝʢʪʠʨʦʚʘʥʠʷ: ʠʟ ʧʨʠʢʣʘʜʥʦʡ ʟʘʜʘʯʠ 

ʦʥʦ ʧʨʝʚʨʘʪʠʣʦʩʴ ʚ ʙʘʟʦʚʫʶ ʧʨʦʬʝʩʩʠʦʥʘʣʴʥʫʶ ʜʝʷʪʝʣʴʥʦʩʪʴ, ʧʦʟʚʦʣʷʶʱʫʶ 

ʦʙʲʝʜʠʥʠʪʴ ʪʚʦʨʯʝʩʢʠʡ ʟʘʤʳʩʝʣ, ʪʝʭʥʦʣʦʛʠʯʝʩʢʠʝ ʚʦʟʤʦʞʥʦʩʪʠ ʠ ʧʦʥʠʤʘʥʠʝ 

ʨʝʘʣʠʡ ʨʳʥʦʯʥʳʭ ʫʩʣʦʚʠʡ. 

ʆʪʚʝʪʦʤ ʥʘ ʩʠʩʪʝʤʥʳʡ ʢʨʠʟʠʩ, ʩʣʦʞʠʚʰʠʡʩʷ ʚ ʨʝʟʫʣʴʪʘʪʝ ʩʦʮʠʘʣʴʥʳʭ 

ʠʟʤʝʥʝʥʠʡ, ʩʪʘʣʘ ʧʦʪʨʝʙʥʦʩʪʴ ʚ ʧʦʜʛʦʪʦʚʢʝ ʭʫʜʦʞʥʠʢʘ-ʁ ʚʝʣʠʨʘ, ʩʧʦʩʦʙʥʦʛʦ 

ʧʨʦʝʢʪʠʨʦʚʘʪʴ ʠʟʜʝʣʠʷ, ʩʦʯʝʪʘʶʱʠʝ ʭʫʜʦʞʝʩʪʚʝʥʥʫʶ ʮʝʥʥʦʩʪʴ 

ʠ ʤʘʪʝʨʠʘʣʴʥʫʶ (ʢʦʤʤʝʨʯʝʩʢʫʶ) ʚʦʩʪʨʝʙʦʚʘʥʥʦʩʪʴ. ʈʝʰʝʥʠʝ ʵʪʦʡ ʟʘʜʘʯʠ 

ʩʪʘʣʦ ʚʘʞʥʝʡʰʠʤ ʢʦʤʧʦʥʝʥʪʦʤ ʦʙʨʘʟʦʚʘʪʝʣʴʥʦʡ ʤʠʩʩʠʠ ɺʳʩʰʝʡ ʰʢʦʣʳ 

ʥʘʨʦʜʥʳʭ ʠʩʢʫʩʩʪʚ (ʩʝʡʯʘʩ ï ʈʦʩʩʠʡʩʢʠʡ ʫʥʠʚʝʨʩʠʪʝʪ ʪʨʘʜʠʮʠʦʥʥʳʭ 

ʭʫʜʦʞʝʩʪʚʝʥʥʳʭ ʧʨʦʤʳʩʣʦʚ), ʦʪʢʨʳʪʦʡ ʚ 2003 ʛʦʜʫ ʚ ʉʘʥʢʪ-ʇʝʪʝʨʙʫʨʛʝ. 



тп 

ʀ ʨʝʰʝʥʠʝ ʜʘʥʥʦʡ ʟʘʜʘʯʠ ʙʳʣʦ ʙʳ ʥʝʚʦʟʤʦʞʥʦ ʙʝʟ ʧʨʷʤʦʡ ʧʨʝʝʤʩʪʚʝʥʥʦʡ 

ʩʚʷʟʠ ʥʦʚʦʛʦ ʚʫʟʘ ʩ ʧʝʜʘʛʦʛʠʯʝʩʢʠʤ ʦʧʳʪʦʤ ʄʦʩʢʦʚʩʢʦʡ ʰʢʦʣʳ 

ʭʫʜʦʞʝʩʪʚʝʥʥʳʭ ʨʝʤʸʩʝʣ, ʛʜʝ ʥʘ ʧʨʦʪʷʞʝʥʠʠ ʚʪʦʨʦʡ ʧʦʣʦʚʠʥʳ XX ʚʝʢʘ 

ʩʣʦʞʠʣʘʩʴ ʩʠʩʪʝʤʘ ʧʦʵʪʘʧʥʦʛʦ ʦʙʫʯʝʥʠʷ ʧʨʦʝʢʪʠʨʦʚʘʥʠʶ, ʦʪʨʘʞʘʶʱʘʷ 

ʵʚʦʣʶʮʠʶ ʧʦʜʭʦʜʦʚ ʢ ʧʨʦʝʢʪʥʦʡ ʜʝʷʪʝʣʴʥʦʩʪʠ (ʪʘʙʣʠʮʘ). 

ʊʘʙʣʠʮʘ 

ʕʚʦʣʶʮʠʷ ʧʦʜʭʦʜʦʚ ʢ ʧʨʦʝʢʪʠʨʦʚʘʥʠʶ ʚ ʧʨʦʮʝʩʩʝ ʦʙʫʯʝʥʠʷ 

 
ʇʝʨʠʦʜ ʍʘʨʘʢʪʝʨʥʳʝ ʦʩʦʙʝʥʥʦʩʪʠ ʧʨʦʝʢʪʠʨʦʚʘʥʠʷ 

ʇʦʩʣʝʚʦʝʥʥʳʝ ʛʦʜʳ ʌʦʨʤʠʨʦʚʘʥʠʝ ʙʘʟʦʚʳʭ ʧʨʦʝʢʪʥʳʭ ʥʘʚʳʢʦʚ ʚ ʧʨʦʮʝʩʩʝ ʦʩʚʦʝʥʠʷ 

ʨʝʤʝʩʣʝʥʥʳʭ ʧʨʠʸʤʦʚ (ʶʚʝʣʠʨʥʳʭ ʪʝʭʥʠʢ ʠ ʪʝʭʥʦʣʦʛʠʡ) 

1950ï1960-ʝ ʛʛ. 

 

ʇʨʦʝʢʪʠʨʦʚʘʥʠʝ ʥʘ ʦʩʥʦʚʝ ʠʟʫʯʝʥʠʷ ʠ ʪʚʦʨʯʝʩʢʦʛʦ ʦʩʤʳʩʣʝʥʠʷ 

ʤʫʟʝʡʥʳʭ ʦʙʨʘʟʮʦʚ. ɺʦʟʥʠʢʥʦʚʝʥʠʝ çʅʘʪʫʨ-ʩʪʠʣʷè 

1970-ʭ ʛʛ. 

 

ʉʦʟʜʘʥʠʝ ʶʚʝʣʠʨʥʳʭ ʠʟʜʝʣʠʡ ʠʟ ʥʝʜʨʘʛʦʮʝʥʥʳʭ ʩʧʣʘʚʦʚ. 

ʇʨʠʤʝʥʝʥʠʝ ʚ ʧʨʦʝʢʪʠʨʦʚʘʥʠʠ ʥʝʪʨʘʜʠʮʠʦʥʥʳʭ ʤʘʪʝʨʠʘʣʦʚ, 

ʧʦʠʩʢ ʥʦʚʳʭ ʢʦʤʧʦʟʠʮʠʦʥʥʳʭ ʨʝʰʝʥʠʡ. ʌʦʨʤʠʨʦʚʘʥʠʝ 

çɼʠʟʘʡʥ-ʩʪʠʣʷè 

1990-ʝ ʛʛ. 

 

ʈʘʟʨʘʙʦʪʢʘ ʘʚʪʦʨʩʢʠʭ ʧʨʦʝʢʪʦʚ ʠ ʩʦʟʜʘʥʠʝ ʦʙʨʘʟʦʚʘʪʝʣʴʥʳʭ 

ʧʨʦʛʨʘʤʤ, ʠʥʪʝʛʨʠʨʫʶʱʠʭ ʪʨʘʜʠʮʠʠ ʠ ʠʥʥʦʚʘʮʠʠ ʚ ʶʚʝʣʠʨʥʦʤ 

ʠʩʢʫʩʩʪʚʝ 

 

ʉʦʚʨʝʤʝʥʥʦʝ ʧʦʥʠʤʘʥʠʝ ʧʨʦʝʢʪʠʨʦʚʘʥʠʷ ʚ ʶʚʝʣʠʨʥʦʤ ʠʩʢʫʩʩʪʚʝ 

ʚʳʭʦʜʠʪ ʟʘ ʨʘʤʢʠ ʪʝʭʥʦʣʦʛʠʯʝʩʢʠʭ ʥʦʚʘʮʠʡ ʠ ʨʘʩʩʤʘʪʨʠʚʘʝʪʩʷ ʢʘʢ ʬʫʥʜʘʤʝʥʪ 

ʬʦʨʤʠʨʦʚʘʥʠʷ ʧʨʦʝʢʪʥʦʡ ʢʫʣʴʪʫʨʳ, ʦʙʲʝʜʠʥʷʶʱʝʡ ʘʚʪʦʨʩʢʦʝ ʭʫʜʦʞʝʩʪʚʝʥʥʦʝ 

ʚʠʜʝʥʠʝ, ʪʝʭʥʦʣʦʛʠʯʝʩʢʫʶ ʛʨʘʤʦʪʥʦʩʪʴ ʠ ʩʧʦʩʦʙʥʦʩʪʴ ʢ ʢʦʥʮʝʧʪʫʘʣʴʥʦʤʫ 

ʘʣʛʦʨʠʪʤʫ ʧʨʦʝʢʪʠʨʦʚʘʥʠʷ. ɸʢʪʠʚʥʦʝ ʧʨʠʤʝʥʝʥʠʝ ʪʨʸʭʤʝʨʥʦʛʦ 

ʤʦʜʝʣʠʨʦʚʘʥʠʷ ʚ ʶʚʝʣʠʨʥʦʤ ʠʩʢʫʩʩʪʚʝ ʩʫʱʝʩʪʚʝʥʥʦ ʨʘʩʰʠʨʠʣʦ 

ʢʦʤʧʦʟʠʮʠʦʥʥʳʝ ʠ ʢʦʥʩʪʨʫʢʪʠʚʥʳʝ ʚʦʟʤʦʞʥʦʩʪʠ ʧʨʦʝʢʪʠʨʦʚʘʥʠʷ, ʠʟʤʝʥʠʚ 

ʩʘʤ ʧʦʜʭʦʜ ʢ ʨʘʟʨʘʙʦʪʢʝ ʠʟʜʝʣʠʷ: ʦʪ ʣʠʥʝʡʥʦʛʦ ʨʠʩʦʚʘʥʠʷ ʢ ʦʙʲʸʤʥʦ-

ʧʨʦʩʪʨʘʥʩʪʚʝʥʥʦʤʫ ʤʦʜʝʣʠʨʦʚʘʥʠʶ, ʧʦʟʚʦʣʷʶʱʝʤʫ ʫʞʝ ʥʘ ʵʪʘʧʝ ʧʨʦʝʢʪʘ 

ʫʚʠʜʝʪʴ ʙʫʜʫʱʝʝ ʠʟʜʝʣʠʝ ʩʦ ʚʩʝʭ ʩʪʦʨʦʥ, ʦʮʝʥʠʪʴ ʝʛʦ ʵʨʛʦʥʦʤʠʢʫ 

ʠ ʪʝʭʥʦʣʦʛʠʯʥʦʩʪʴ [6;14]. ʂ ʥʘʩʪʦʷʱʝʤʫ ʚʨʝʤʝʥʠ ʮʠʬʨʦʚʳʝ ʪʝʭʥʦʣʦʛʠʠ ʩʪʘʣʠ 

ʥʝʦʪʲʝʤʣʝʤʦʡ ʯʘʩʪʴʶ ʧʨʦʬʝʩʩʠʦʥʘʣʴʥʦʡ ʧʦʜʛʦʪʦʚʢʠ ʭʫʜʦʞʥʠʢʦʚ-ʶʚʝʣʠʨʦʚ.  

ɺ ʩʚʷʟʠ ʩ ʵʪʠʤ ʚʦʟʥʠʢʘʝʪ ʥʝʦʙʭʦʜʠʤʦʩʪʴ ʥʘʫʯʥʦʛʦ ʦʙʦʩʥʦʚʘʥʠʷ 

ʦʙʥʦʚʣʝʥʥʳʭ ʩʪʨʫʢʪʫʨʳ ʠ ʩʦʜʝʨʞʘʥʠʷ ʦʙʫʯʝʥʠʷ ʧʨʦʝʢʪʠʨʦʚʘʥʠʶ, 

ʥʘʧʨʘʚʣʝʥʥʦʛʦ ʥʘ ʬʦʨʤʠʨʦʚʘʥʠʝ ʫ ʙʫʜʫʱʠʭ ʭʫʜʦʞʥʠʢʦʚ-ʁ ʚʝʣʠʨʦʚ ʦʧʳʪʘ 

ʧʦʵʪʘʧʥʦʛʦ ʚʳʧʦʣʥʝʥʠʷ ʧʨʦʝʢʪʥʳʭ ʨʘʙʦʪ ï ʦʪ ʬʦʨʤʠʨʦʚʘʥʠʷ ʭʫʜʦʞʝʩʪʚʝʥʥʦʛʦ 

ʢʦʥʮʝʧʪʘ ʜʦ ʚʦʟʤʦʞʥʦʛʦ ʪʝʭʥʦʣʦʛʠʯʝʩʢʦʛʦ ʚʦʧʣʦʱʝʥʠʷ. ɸʣʛʦʨʠʪʤ ʧʨʦʝʢʪʥʦʡ 

ʜʝʷʪʝʣʴʥʦʩʪʠ ʚʢʣʶʯʘʝʪ ʧʦʩʣʝʜʦʚʘʪʝʣʴʥʳʝ ʵʪʘʧʳ: 

- ʨʘʟʨʘʙʦʪʢʫ ʭʫʜʦʞʝʩʪʚʝʥʥʦʡ ʠʜʝʠ ʩ ʚʳʧʦʣʥʝʥʠʝʤ ʢʘʨʪʳ ʘʩʩʦʮʠʘʮʠʡ 

ʠ ʢʣʘʫʟʫʨʳ; 

- ʩʦʟʜʘʥʠʝ ʘʚʪʦʨʩʢʦʡ ʢʦʤʧʦʟʠʮʠʠ; 

- ʚʳʧʦʣʥʝʥʠʝ ʪʝʭʥʠʯʝʩʢʦʛʦ ʤʘʢʝʪʘ ʠ ʨʠʩʫʥʢʘ; 

- ʚʳʧʦʣʥʝʥʠʝ ʧʨʦʝʢʪʘ ʥʘ ʬʦʨʤʘʪʝ ʠ ʚʳʧʦʣʥʝʥʠʝ ʜʝʤʦʥʩʪʨʘʮʠʦʥʥʦʛʦ 

ʣʠʩʪʘ (ʦʪʦʙʨʘʞʘʶʱʝʛʦ ʧʝʨʩʦʥʘʣʠʟʠʨʦʚʘʥʥʦʩʪʴ ʨʘʟʨʘʙʦʪʘʥʥʦʛʦ 

ʭʫʜʦʞʝʩʪʚʝʥʥʦʛʦ ʧʨʦʝʢʪʘ). 



тр 

ʕʪʠ ʵʪʘʧʳ ʩʦʩʪʘʚʣʷʶʪ ʷʜʨʦ ʧʨʦʝʢʪʥʦʡ ʢʫʣʴʪʫʨʳ, ʦʙʲʝʜʠʥʷʷ ʪʚʦʨʯʝʩʢʠʝ 

ʠ ʪʝʭʥʦʣʦʛʠʯʝʩʢʠʝ ʘʩʧʝʢʪʳ ʨʘʙʦʪʳ ʭʫʜʦʞʥʠʢʘ-ʁ ʚʝʣʠʨʘ. 

ʅʘʢʦʧʣʝʥʥʳʡ ʠ ʩʠʩʪʝʤʘʪʠʟʠʨʦʚʘʥʥʳʡ ʦʧʳʪ ʄʦʩʢʦʚʩʢʦʡ ʰʢʦʣʳ 

ʭʫʜʦʞʝʩʪʚʝʥʥʳʭ ʨʝʤʸʩʝʣ ʙʳʣ ʧʝʨʝʥʷʪ ʠ ʨʘʟʚʠʪ ʈʦʩʩʠʡʩʢʠʤ ʫʥʠʚʝʨʩʠʪʝʪʦʤ 

ʪʨʘʜʠʮʠʦʥʥʳʭ ʭʫʜʦʞʝʩʪʚʝʥʥʳʭ ʧʨʦʤʳʩʣʦʚ, ʩʪʘʚ ʦʩʥʦʚʦʡ ʫʥʠʢʘʣʴʥʦʡ 

ʦʙʨʘʟʦʚʘʪʝʣʴʥʦʡ ʤʦʜʝʣʠ, ʧʦʩʪʨʦʝʥʥʦʡ ʥʘ ʧʨʠʥʮʠʧʝ ʥʝʧʨʝʨʳʚʥʦʡ 

ʧʨʦʬʝʩʩʠʦʥʘʣʴʥʦʡ ʧʦʜʛʦʪʦʚʢʠ (ʜʦ 2012 ʛ. ʩʨʝʜʥʝʝ ʧʨʦʬʝʩʩʠʦʥʘʣʴʥʦʝ 

ʦʙʨʘʟʦʚʘʥʠʝ ï ʩʧʝʮʠʘʣʠʪʝʪ, ʧʦʩʣʝ 2012 ʛ. ï ʩʨʝʜʥʝʝ ʧʨʦʬʝʩʩʠʦʥʘʣʴʥʦʝ 

ʦʙʨʘʟʦʚʘʥʠʝ ï ʙʘʢʘʣʘʚʨʠʘʪ ï ʤʘʛʠʩʪʨʘʪʫʨʘ) [3]. ɺ ʵʪʦʡ ʩʠʩʪʝʤʝ ʧʨʦʝʢʪʠʨʦʚʘʥʠʝ 

ʟʘʥʠʤʘʝʪ ʚʝʜʫʱʝʝ ʤʝʩʪʦ ʠ ʦʩʚʘʠʚʘʝʪʩʷ ʥʘ ʚʩʝʭ ʩʪʫʧʝʥʷʭ ʦʙʫʯʝʥʠʷ ʧʦ ʧʨʠʥʮʠʧʫ 

ʧʦʰʘʛʦʚʦʛʦ ʫʩʣʦʞʥʝʥʠʷ: ʦʪ ʨʘʟʨʘʙʦʪʢʠ ʧʨʦʩʪʳʭ ʦʨʥʘʤʝʥʪʘʣʴʥʳʭ 

ʢʦʤʧʦʟʠʮʠʡ ï ʢ ʩʦʟʜʘʥʠʶ ʩʣʦʞʥʳʭ ʘʚʪʦʨʩʢʠʭ ʢʦʤʧʣʝʢʪʦʚ ʶʚʝʣʠʨʥʳʭ 

ʫʢʨʘʰʝʥʠʡ. ʇʨʦʮʝʩʩ ʦʙʫʯʝʥʠʷ ʥʝʨʘʟʨʳʚʥʦ ʩʚʷʟʳʚʘʝʪ ʪʝʦʨʝʪʠʯʝʩʢʠʝ ʟʥʘʥʠʷ 

(ʢʦʤʧʦʟʠʮʠʷ, ʮʚʝʪʦʚʝʜʝʥʠʝ) ʩ ʧʨʘʢʪʠʯʝʩʢʠʤʠ ʫʤʝʥʠʷʤʠ, ʬʦʨʤʠʨʫʷ ʫ ʙʫʜʫʱʠʭ 

ʭʫʜʦʞʥʠʢʦʚ-ʁ ʚʝʣʠʨʦʚ ʧʦʥʠʤʘʥʠʝ ʪʝʭʥʦʣʦʛʠʠ ʠ ʢʦʥʩʪʨʫʢʮʠʠ ʢʘʢ 

ʥʝʦʪʲʝʤʣʝʤʦʡ ʯʘʩʪʠ ʧʨʦʝʢʪʥʦʡ ʢʫʣʴʪʫʨʳ. 

ʊʘʢʠʤ ʦʙʨʘʟʦʤ, ʢ ʥʘʯʘʣʫ XXI ʚʝʢʘ ʧʨʦʝʢʪʠʨʦʚʘʥʠʝ ʦʢʦʥʯʘʪʝʣʴʥʦ 

ʫʪʚʝʨʜʠʣʦʩʴ ʢʘʢ ʩʪʝʨʞʥʝʚʘʷ ʜʠʩʮʠʧʣʠʥʘ ʧʨʦʬʝʩʩʠʦʥʘʣʴʥʦʡ ʧʦʜʛʦʪʦʚʢʠ, 

ʠʥʪʝʛʨʠʨʫʶʱʘʷ ʭʫʜʦʞʝʩʪʚʝʥʥʳʝ ʪʨʘʜʠʮʠʠ, ʪʝʭʥʦʣʦʛʠʯʝʩʢʠʝ ʠʥʥʦʚʘʮʠʠ 

ʠ ʘʚʪʦʨʩʢʦʝ ʢʦʥʮʝʧʪʫʘʣʴʥʦʝ ʤʳʰʣʝʥʠʝ. ʎʝʣʴʶ ʦʙʫʯʝʥʠʷ ʩʪʘʥʦʚʠʪʩʷ 

ʬʦʨʤʠʨʦʚʘʥʠʝ ʩʧʝʮʠʘʣʠʩʪʘ, ʩʧʦʩʦʙʥʦʛʦ ʩʦʟʜʘʚʘʪʴ ʧʨʦʝʢʪ ʶʚʝʣʠʨʥʳʭ 

ʫʢʨʘʰʝʥʠʡ ï ʦʪ ʟʘʤʳʩʣʘ ʜʦ ʚʦʧʣʦʱʝʥʠʷ ʚ ʤʘʪʝʨʠʘʣʝ ï ʚ ʩʦʦʪʚʝʪʩʪʚʠʠ 

ʩ ʚʳʟʦʚʘʤʠ ʚʨʝʤʝʥʠ ʠ ʪʝʥʜʝʥʮʠʷʤʠ ʤʦʜʳ, ʩ ʠʩʧʦʣʴʟʦʚʘʥʠʝʤ ʘʢʪʫʘʣʴʥʳʭ 

ʤʘʪʝʨʠʘʣʦʚ, ʧʨʠʤʝʥʷʝʤʳʭ ʚ ʶʚʝʣʠʨʥʦʤ ʠʩʢʫʩʩʪʚʝ, ʠ ʩʦʚʨʝʤʝʥʥʳʭ 

ʪʝʭʥʦʣʦʛʠʡ. ʇʨʦʡʜʷ ʧʫʪʴ ʦʪ ʨʝʤʝʩʣʝʥʥʦʡ ʧʝʨʝʜʘʯʠ ʦʧʳʪʘ ʜʦ ʩʣʦʞʥʦʡ ʫʯʝʙʥʦʡ 

ʜʠʩʮʠʧʣʠʥʳ, ʧʨʦʝʢʪʠʨʦʚʘʥʠʝ ʩʪʘʣʦ ʦʩʥʦʚʦʡ ʧʦʜʛʦʪʦʚʢʠ 

ʚʳʩʦʢʦʢʚʘʣʠʬʠʮʠʨʦʚʘʥʥʦʛʦ ʫʥʠʚʝʨʩʘʣʴʥʦʛʦ ʭʫʜʦʞʥʠʢʘ-ʁ ʚʝʣʠʨʘ. 
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çDizajnè / M. V. Sokolov. ï Moskva : VLADOS, 2003. ï 143 s. ï ISBN 5-691-

00575-8. 

14. Starceva O. E. Rol̀ xudozhnika v stekolǹoj promys̀hlennosti sovetskoj 
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Professional training of jewelry artists: 

design education from the 19th century to present day15 

 

Abstract. The article analyzes the genesis of design education content in 

Russian jewelry art from the 19th to the 21st centuries. Three stages of evolution in 

project culture are identified: late 19th ï early 20th centuries ï establishment of 

design as an autonomous activity combining artistic traditions and industrial 

requirements; 1917 ï late 1980s ï development of design from functional 

engineering to stylistically oriented directions; turn of the 20thï21st centuries ï 

introduction of digital technologies and creation of a continuous professional 

education system based on the Higher school of folk arts. It is revealed that 

throughout each stage, design has consistently served as a fundamental component 

in the training of jewelry artists. 

Keywords: design, jewelry art, professional education, Higher school of folk 

arts, 3D-modeling. 

 

The development of jewelry art is intrinsically connected to design, which 

serves as the basis for creating an artistic piece. The term ñdesignò in the context of 

jewelry art can be appropriately considered in three aspects: as a general contextual 

concept, as a process and as an academic discipline. 

In its general contextual meaning, design in jewelry art encompasses complex 

activities aimed at shaping aesthetic forms, exploring styles and implementing 

technical (including artistic) interpretations of the author's vision, determining not 

only the aesthetic qualities of the item but also its alignment with the historical and 

cultural context. 

Design as a process acts as a systemic link in the professional activity of a 

jewelry artist, integrating the creator's artistic vision, knowledge about jewelry 

techniques and technologies, material properties and awareness of structural features 

necessary for achieving design objectives and subsequently realizing the idea in 

tangible form. 

As an academic discipline, design refers to the area of knowledge studying 

the principles, methods and tools for creating an artistic concept and technical 

documentation for a future jewelry piece. 

 
15 This paper represents the second part of a study focused on the historical and pedagogical aspects 

of forming a professional training system for jewelry artists. The first part of the investigation was 

published in the article titled ñHistorical-pedagogical aspect of design education in professional 

training of jewelry artistsò (Traditionally-aplied art and education: electronic journal. ï 2025. ï 

 ̄2 (53). ï P. 289-302. ï DOI 10.24412/2619-1504-2025-2-289-302. ï URL: 

https://www.dpio.ru/stat/2025_2/2025_02-31.pdf). 
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Teaching design has historically undergone substantial changes influenced by 

shifts in political circumstances, stylistic preferences and technological 

advancements. Changes in the content of design as an academic subject can be seen 

as sequential transitions between different phases, each characterized by distinct 

approaches to design activities. 

First stage: late 19th ï early 20th century. This period marks the establishment 

of design as an independent form of artistic activity; the educational process relied 

on personalized instruction under the guidance of jeweler-artists. Stylistically, the 

era is characterized by the formation of the ñnational (Neorussian) styleò, the 

development of original artistic themes and the synthesis of jewelry traditions with 

recognizable features of various artistic styles ï classicism, modernism and 

Neorussian style. 

Second stage: Soviet era (1917 ï late 1980s). The radical social and political 

transformations led to reconsiderations regarding the essence of jewelry art itself 

(from the decline of pre-revolutionary schools to the rise of utilitarianism in the 

1920s). These developments coincided with the establishment of new educational 

institutions like VKhUTEMAS (Higher art and technical workshops) and VKhUTEIN 

(Higher art and technical institute), which altered the scope of design education by 

shifting emphasis from individual handcrafting to industrial design. For the first 

time, design was conceptualized as an analytical process founded upon scientific 

analysis of form, structure and materials. Instead of focusing solely on traditional 

jewelry techniques, students learned universal laws governing composition, rhythm, 

color and spatial reasoning, enabling them to produce standardized designs suitable 

for mass reproduction. Consequently, designers evolved from mere craftsmen-

executants into artist-engineers capable of synthesizing artistry and manufacturing 

efficiency. Post-war decades saw restoration and formalization of professional 

education alongside the consolidation of two major design trends ï ñnatural-styleò 

and ñdesign-styleò ï which introduced novel goals and methodologies into the 

design process. 

Third stage: end of the 20th ï beginning of the 21st century. This phase reflects 

a shift in perspective toward design, now regarded as a cornerstone of professional 

training for jewelry artists, harmoniously blending traditional and innovative 

technologies within the framework of individual creativity. Emerging digital 

technologies, notably 3D modeling, expanded design possibilities, yet the principal 

trajectory of development centered on cultivating a design culture ï a unique mindset 

wherein the jeweler-artists engage in holistic creative processes. They move beyond 

simply reproducing samples, embarking instead on comprehensive workflows 

spanning conception, conceptualization, structural planning, material selection and 

final project implementation. Project culture emphasizes non-conformist thinking, 

envisioning end results from initial stages and comprehending how every step aligns 

with the artistic vision. This approach is most fully implemented at the Russian 

university of traditional art crafts, where, drawing on the experience of the Moscow 

school of artistic crafts, a continuous professional education system has been 

created. In this system, design is studied at all levels of preparation with a gradual 

increase in complexity of creative tasks. 
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Let's examine each stage in detail. 

I. Second half of the 19th ï early 20th century 

This period witnessed intense transformation in design culture within 

domestic jewelry art, primarily driven by the formation of the last ñgrand styleò ï 

art nouveau ï and the popularization of traditional national style manifested in 

artistic forms, ornamentation and color choices. These processes contributed to 

diversifying jewelry assortment, enriching compositional techniques and 

transforming natural forms as objects of reinterpretation. 

Design transitioned from mere replication of existing models to intentional 

artistic-compositional endeavors. Masters no longer reproduced conventional shapes 

mechanically but began interpreting sketches, devising ornamental motifs inspired 

by historical artifacts and natural forms, experimenting with rhythmic arrangements 

of elements and scaling details within compositions. Project explorations proceeded 

concurrently in two domains: stylization of traditional practical objects and 

innovation of entirely new designs aligned with contemporary aesthetics. This 

demanded not only technical proficiency but also advanced artistic thoughtfulness 

from jewelers. 

The complexity of artistic concepts, incorporation of new technologies and 

partial automation of production processes elevated the significance of design in 

professional training. Jewelry-making ceased being an individual endeavor where a 

single person handled all steps from sketching to finished product. Preliminary 

design gained prominence, necessitating detailed blueprints and prototypes before 

transfer to production facilities for material realization. This called for thorough 

familiarity with technological procedures, equipment capabilities, material 

properties and the sequence of fabrication stages. 

Educational processes in jewelry-making were closely tied to the influence of 

renowned sculptors, artists and craftsmen who instilled in pupils a profound grasp 

of design essentials. Instruction emphasized hands-on experience: students 

sequentially navigated design stages ï from draft sketches to detailing in drawings 

and ultimately translating plans into physical creations. Masters cultivated an 

appreciation for form, interplay between decorative elements and structural 

foundations and adept representation of design intent realized in actual pieces. 

Industrialization imposed fresh demands on professional training, prioritizing 

narrow specialization. The objective was to cultivate specialists deeply versed in 

particular facets of jewelry-making, such as independently conceiving and 

materially realizing projects in factory settings. Amid these conditions, design 

functioned as a bridge connecting creative ideas with their tangible outcomes, 

requiring authors to comprehend serial production logics. 

By the beginning of the 20th century, design solidified as a pivotal component 

of professional education, merging artistic legacies, craft traditions and modern 

production needs. It matured into an independent profession with its own 

methodologies and evaluation criteria. This period laid the groundwork for a project 

culture that would eventually become the bedrock of a systematic approach in 

educating jewelry artists at specialized institutions. 
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II. 20th century (from 1917 to the 1990s) 

The revolutionary events of 1917 and the ensuing Civil war drastically altered 

the environment for jewelry art, including design practices. The sector suffered a 

severe downturn; prominent workshops and factories closed down, isolation from 

international artistic discourse occurred and much knowledge concerning nuanced 

professional expertise, previously passed from master to apprentice, was lost 

[9, p. 45]. Within the new societal landscape, art formerly catering predominantly to 

elite patrons lost relevance. Utility, functionality and minimalism replaced former 

principles, aligning with the ideology of standardized industrial production 

[9, p. 64]. The design and manufacture of jewelry assumed mass-production 

characteristics using non-precious materials, prompting a reevaluation of the very 

foundations of design activity. 

Amid these changed circumstances, a new educational system emerged, 

dedicated to training professionals for the revamped jewelry industry. Preservation 

of pre-revolutionary design school traditions persisted only in isolated regions, 

exemplified by the Krasnoselôskaya artistic-craft workshop, where instructors 

belonged to the ñold guardò. However, limited numbers of similar institutions failed 

to meet nationwide workforce demands [10, p. 37]. Responding to the challenges of 

the times, fundamentally new educational entities were establishedï Free state art 

workshops, followed by VKhUTEMAS and VKhUTEIN. 

Constructivist ideology, rooted in scientific-analytical rationality, mandated a 

radically different content for design practices [10, p. 42]. The program ñCulture of 

material thingsò (1927, authored by P.I. Novitsky, L.M. Lisitsky and V.E. Tatlin) 

positioned design as the foundation for professional growth, engendering a novel 

outlook on objects, forms, styles and functions. Now, the role of a jewelry designer 

lay not in crafting singular masterpieces but in generating prototype projects suited 

for industrial-scale duplication. This entailed acquiring engineering and technical 

knowledge, grasping production-specific constructible attributes and 

comprehending the properties of non-precious materials (colored alloys, wood, 

glass, etc.) [9, p. 65]. Avant-garde educators like A.M. Rodchenko and L.S. Popova 

instructed students to think in terms of volume, space, color and rhythm, directly 

influencing their design mindsets [9, p. 64]. The outcome of this training was 

recognized internationally, highlighted by acclaimed exhibitions, such as Paris 

in 1925. 

Of particular importance was the creation of iconic objects, such as the award 

badge of the society ñDobrolyotò (1923) [2] (Fig. 116 ). This work by artist 

A.M. Rodchenko vividly embodied the principles of constructivism in design: 

extreme simplicity of form, functionality, clarity of graphic language and orientation 

towards mass reproduction. Through the example of the ñDobrolyotò badge, it 

becomes evident that designers begin addressing not only artistic but also social and 

communicative tasks, shaping the visual imagery of a new era. Rodchenko's work 

 
16  Fig. 1. Award badge of the society ñDobrolyotò ̄  6.495 // Meshok : [website]. ï URL: 

https://meshok.net/item/325266660_ʅʘʛʨʘʜʥʦʡ_ʟʥʘʢ_ʦʙʱʝʩʪʚʘ_ɼʦʙʨʦʣʸʪ_6_495?utm_mediu

m=organic&utm_source=yandexsmartcamera (accessed February 22, 2026). 
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demonstrated the viability of the new educational paradigm, positioning the designer 

as an artist-engineer who creates universally applicable solutions (prototypes) fit for 

mass replication. 

 

 

 

 

 

Fig. 1. A.M. Rodchenko. 

Award badge of the society 

ñDobrolyotò. 1927.  

Silver, enamel, gilding, 

casting, stamping 

 

By the late 1930s, a clear trend emerged in state educational policy: reliance 

on indigenous, national traditions. In the realm of design, this implied a realignment 

of curricular content away from the formal-analytic experiments of constructivism 

toward systematic study of historical ornamental heritage, traditional form-shaping 

techniques and jewelry technologies. Design assignments increasingly drew 

inspiration from concrete museum specimens, encouraging not so much the pursuit 

of entirely new avant-garde forms but rather deliberate engagement with traditional 

jewelry art ï understanding rules governing ornament construction, object shape 

formulation and integration of decorative elements with structural components. 

Aligned with this tendency, educational institutions were established, geared 

toward continuity of jewelry expertise and cultivation of design thinking anchored 

in national artistic traditions. This prepared the groundwork for the emergence of the 

Moscow school of artistic crafts, leveraging experiences from Krasnoselôskaya trade 

school and other institutions. 

The demand for large-scale training of performers resulted in reduced course 

durations at vocational schools, negatively impacting the level of design 

competency. As a counterbalance, efforts were initiated to deliberately revitalize 

traditions of metalworking artistry based on trusted educational institutions, 

including Krasnoselôskaya trade school [10, p. 45]. 

A crucial milestone was the establishment of the Moscow school of artistic 

crafts in 1938 [8]. The school's curricula focused on the stylistics and traditions of 

folk decorative-applied arts [5, p. 5]. 

The educational institution developed an efficient phased training system in 

design: at the introductory level, courses such as ñCompositionò, ñTechnical 

drawingò and ñModelingò provided foundational insights into form and volume; at 

the advanced level, students delved into jewelry technologies and structures, 

mastering techniques essential for bringing design concepts to life [7, p. 12]. 

Analysis of the Moscow school of artistic crafts' operations underscored the 



уп 

necessity of defining design as a specialized core discipline for creating highly 

artistic products. 

Following Great Patriotic war, in the 1950s, the challenge was articulated to 

elevate jewelry art to a qualitatively new level [9, p. 161], significantly influencing 

the content of design training. This effort benefited from three factors: 

- expansion and technological refurbishment of production capacities, 

necessitating the ability to integrate traditional manual techniques with new 

machine-driven processes. This gave rise to a new position ï chief artist responsible 

for guiding enterprise-level design policies [14]; 

- restoration and expansion of intermediate-level specialized educational 

institutions, reinforcing a training model structured around progressive enhancement 

of design challenges [15, p. 25]; 

- shifts in artistic orientations culminating in the formation of two dominant 

design streams ï ñNature styleò and ñDesign styleò. 

Between the 1950s and 1970s, the predominant direction in jewelry art was 

the ñNature styleò [11], characterized by: use of natural semi-precious minerals; soft, 

flowing lines and streamlined forms; simplicity and ergonomic appeal; development 

of pieces inspired by natural, botanical and animalistic motifs. An integral aspect of 

updating jewelry-making processes was collaborative comprehensive design 

undertaken jointly by artists and technicians. Notable contributors to establishing 

this movement include Yu.I. Paas-Alexandrova, L.A. Vakhrushin, L.V. Sitnikov, et 

al. [9]. An illustrative example of this approach is the parure (bracelet, ring, earrings) 

(Fig. 217) designed by L.A. Vakhrushin, where stylistic unity was achieved through 

openwork filigree and granulation unified by a common ornamental composition. 

 

 

 

 

 

 

Fig. 2. L.A. Vakhrushin.  

Parure (bracelet, ring, earrings). 

1973. Silver. Collection of the State 

historical museum (Moscow) 

 

Gradually, design became a domain of synthesis involving diverse forms of 

applied art, evidenced by works that seamlessly combined jewelry filigree with 

inserts of lacquer miniature paintings, paperm©ch® or ceramics. For instance, jewelry 

 
17 Fig. 2. Russian jewelry artworks of the 16thï20th centuries: from the collection of the Lenin 

Order State historical museum / G. ʄʝdvedeva, N. Platonova, ʄ. Postnikova-Loseva, et al. ï 

Moscow : Soviet artist, 1987. ï P. 258. 



ур 

pieces by artists such as N.L. Gattenberger, R.A. Smirnova and L.V. Sitnikova 

demonstrate this integrative approach (Fig. 318). 

 

 

 

Fig. 3. L.V. Sitnikova, 

R.A. Smirnova. 

Set (bangle, brooch). 

Theme: ñRed Birdò.1977. Paperm©ch® 

(lacquer miniature painting).  

Copper, filigree, oxidation. 

All-Russian creative public organization 

ñUnion of artists of Russiaò (Moscow) 

 

By the 1970s, stylistic reference points in jewelry design began to evolve. 

Efforts by Yu. I. Paas-Alexandrova, advocating for recognition of jewelry pieces as 

complete artistic statements, catalyzed the emergence of a new artistic direction 

termed ñDesign styleò (1970sï1990s). Design in this vein was marked by the 

following innovations: 

- utilization of non-precious and unconventional materials: aluminum, 

titanium, polymers, feathers, ceramics, pressed paper, etc.; 

- aspiration for expressive geometric forms, symmetrical or asymmetrical 

compositions; 

- reflection of contemporary cultural and social challenges in themes and 

project titles. 

These changes necessitated modernization of the design approach in 

educational processes. The new-generation jewelry artist needed not only technical 

skills but also advanced conceptual thinking and capability for unorthodox design 

ideation. 

The ultimate stage of design modernization during this period was the 

adoption of digital technologies. It's worth noting that in the 1980s, the USSR 

conducted preliminary experimental research in computer-aided design, primarily 

associated with mechanical engineering and military-industrial applications [1]. 

In jewelry art, three-dimensional computer modeling started gaining traction only in 

the mid-2000s. By 2004, St. Petersburg's Alpha jewelry factory pioneered the 

application of ArtCAM JewelSmith software for designing jewelry pieces. By 2009, 

the company had accumulated experience working with digital technologies, 

allowing a reimagining of the entire design-development process: from sketch to 

three-dimensional model and finally to finished product [6]. Throughout the 2010s, 

3D-modeling became widely adopted both in production and professional training 

systems for jewelry designers: specialized laboratories were established (for 

 
18 Fig. 3. Perfilieva I.Yu. Russian jewelry art of the 20th century in the context of European artistic 

trends. 1920ï2000 / I.Yu. Perfilieva. ï Moscow : Progress-Tradition, 2016. ï P. 542. ï ISBN 978-

5-89826-472-7.  
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instance, at Yakutsk industrial college in 2016) [4], textbooks and educational 

programs on computer-assisted jewelry design were developed [12]. 

New technologies disproved the stereotype of generic mass-produced goods, 

demonstrating the feasibility of creating exclusive pieces based on digital design 

[13]. Exemplifying this is the brooch ñShadowsò by V.M. Khramtsova and the 

object-brooch by G.G. Lentsov (Fig. 519 ), where the integrity of construction, 

precision of lines and concise composition stem directly from computer (digital) 

design. Effective utilization of these new tools required jewelry makers to possess 

volumetric-spatial visualization, engineering-design abilities and profound 

understanding of the technological process behind creating the artwork. 

 

 

 

 

 

Fig. 5. G.G. Lentsov. 

Object-brooch. 1984-1985. 

Nickel silver, silver, silicon, optical 

glass, hot jewelry enamel. 

Property of the artist (Moscow) 

 

Throughout the 20th century, design in Russian jewelry art underwent 

evolutionary progression ï from utility-focused, industrially-standardized 

construction to independent artistic-compositional activity, blending traditional 

techniques, forms and ornamentation with novelties introduced by contemporary 

artistic movements (notably, the ñDesign styleò). By the close of this period, design 

firmly established itself as a critical component of professional training, demanding 

not only exceptional skill proficiency but also advanced conceptual and volumetric-

spatial thinking from jewelry artists. Ultimately, design became the subject matter 

ensuring the transition from craftsman to jewelry artist, setting the trajectory for 

continued advancement in jewelry art. 

III. Late 20th ï early 21st century 

This period signifies a transformative moment in the evolution of design 

within jewelry art, prompted by alterations in socioeconomic conditions. Following 

the dissolution of the USSR and subsequent crisis affecting traditional art crafts, the 

established system of state commissions collapsed, introducing new challenges for 

design. Commercialization and free-market dynamics required jewelry artists not 

only to excel in craftsmanship but also to generate insightful, conceptually sound 

projects harmonizing their creative visions with prevailing artistic tendencies. This 

redefined the role of design: moving from auxiliary task to foundational professional 

 
19 Fig. 5. Perfilieva I.Yu. Russian jewelry art of the 20th century in the context of European artistic 

trends. 1920ï2000 / I.Yu. Perfilieva. ï Moscow : Progress-Tradition, 2016. ï P. 557. ï ISBN 978-

5-89826-472-7. 
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activity bridging creative intention, technological capabilities and awareness of 

market realities. 

In response to the systemic crisis precipitated by sociopolitical 

transformations, there arose a pressing need to educate versatile specialists capable 

of designing objects balancing artistic merit and commercial desirability. This 

imperative formed the backbone of the educational model implemented at the Higher 

school of folk arts, inaugurated in St. Petersburg in 2003. Its establishment would 

have been impossible without inheriting the pedagogical legacy of the Moscow 

school of artistic crafts, where, since the latter half of the 20th century, a phased 

instructional system for design had taken root, mirroring the evolution of design 

methodologies (table). 

Table  

Evolution of approaches to design in the learning process 
Period Distinct features of design practices 

Post-war years Development of basic design skills acquired through learning craft 

techniques (jewelry methods and technologies) 

1950s ï 1960s Design based on study and creative interpretation of museum art 

samples. Emergence of ñNatural styleò 

1970s Creation of jewelry items using non-precious alloys. Incorporation 

of unconventional materials in design, exploration of novel 

compositional solutions. Formation of ñDesign styleò 

1990s Development of original projects and creation of educational 

programs integrating traditions and innovations in jewelry art 

 

Contemporary understanding of design in jewelry art extends beyond 

technological innovations, emerging as a cornerstone for cultivating a design culture 

that merges artistic vision, technical proficiency and capacity for conceptual 

algorithmic design. Active utilization of three-dimensional modeling in jewelry art 

substantially broadened compositional and constructive design opportunities, 

altering the very approach to product development: from linear drawing to 

volumetric-space modeling, enabling a comprehensive preview of the future piece 

from multiple angles, assessing its ergonomics and manufacturability [6, 14]. 

To date, digital technologies have become an indispensable component of 

professional training for jewelry artists. 

Thus arises the necessity for scientific validation of updated structures and 

contents in design education, aimed at equipping aspiring jewelry artists with the 

experience of staged project execution ï from formulating an artistic concept to 

potential technological realization. The design process follows a sequential series of 

steps: 

- developing an artistic idea accompanied by association maps and closure 

diagrams; 

- creating an original composition; 

- producing a technical mock-up and drawing; 

- finalizing the project format and completing a demonstration sheet 

(reflecting the uniqueness of the developed artistic project). 
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These stages constitute the core of design culture, integrating creative and 

technological dimensions of a jewelry artist's work. 

The cumulative and systematized experience of the Moscow school of artistic 

crafts was inherited and expanded upon by the Higher school of folk arts, becoming 

the foundation of a unique educational model constructed on the principle of 

continuous professional training (until 2012: college-specialization, afterwards: 

college-bachelor's degree-master's degree) [3]. In this system, design holds a leading 

position and is mastered across all levels of education following a gradual increase 

in complexity: from creating simple ornamental compositions to designing elaborate 

custom-made sets of jewelry. The learning process integrates theoretical knowledge 

(composition, color theory) with practical skills, fostering an understanding among 

future jewelry artists that technology and construction are intrinsic components of 

design culture. 

Therefore, by the dawn of the 21st century, design had consolidated its 

position as the foundational discipline in professional training, integrating artistic 

traditions, technological innovations and conceptual thinking. The educational 

objective centers on cultivating specialists capable of designing jewelry pieces ï 

from inception to material embodiment ï in alignment with contemporary 

challenges and fashion trends, utilizing relevant materials and cutting-edge 

technologies. Training relies on available resources and core competencies acquired 

through the study of profile-related technical subjects. Having traversed the path 

from craft-based experiential transmission to sophisticated academic discipline, 

design has become the cornerstone for training highly qualified, versatile jewelry 

artists. 
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ʆʙʫʯʝʥʠʝ ʭʫʜʦʞʥʠʢʦʚ-ʤʘʩʪʝʨʦʚ ʥʠʞʥʝʪʘʛʠʣʴʩʢʦʡ ʜʝʢʦʨʘʪʠʚʥʦʡ 

ʨʦʩʧʠʩʠ ʚ ʩʠʩʪʝʤʝ ʩʨʝʜʥʝʛʦ ʧʨʦʬʝʩʩʠʦʥʘʣʴʥʦʛʦ ʦʙʨʘʟʦʚʘʥʠʷ:  

ʠʩʪʦʨʠʢʦ-ʧʝʜʘʛʦʛʠʯʝʩʢʘʷ ʨʝʪʨʦʩʧʝʢʪʠʚʘ 

Training of master artists in Nizhny Tagil decorative painting  

within the system of secondary vocational education:  

historical and pedagogical retrospective 
 

ɸʥʥʦʪʘʮʠʷ. ɺ ʩʪʘʪʴʝ ʘʥʘʣʠʟʠʨʫʝʪʩʷ ʨʘʟʚʠʪʠʝ ʧʝʜʘʛʦʛʠʯʝʩʢʦʡ ʩʠʩʪʝʤʳ 

ʧʦʜʛʦʪʦʚʢʠ ʭʫʜʦʞʥʠʢʦʚ-ʤʘʩʪʝʨʦʚ ʥʠʞʥʝʪʘʛʠʣʴʩʢʦʡ ʣʘʢʦʚʦʡ ʨʦʩʧʠʩʠ ʥʘ 

ʧʦʜʥʦʩʘʭ ʩ XVIII ʚʝʢʘ ʜʦ ʥʘʩʪʦʷʱʝʛʦ ʚʨʝʤʝʥʠ. ʇʨʦʩʣʝʞʠʚʘʶʪʩʷ ʵʪʘʧʳ 

ʪʨʘʥʩʬʦʨʤʘʮʠʠ ʮʝʣʝʡ, ʤʝʪʦʜʦʚ ʠ ʩʦʜʝʨʞʘʥʠʷ ʦʙʫʯʝʥʠʷ: ʦʪ ʥʝʬʦʨʤʘʣʴʥʦʛʦ 

ʫʯʝʥʠʯʝʩʪʚʘ ʚ ʨʘʤʢʘʭ ʩʝʤʴʠ ʠ ʘʨʪʝʣʠ ʜʦ ʩʦʟʜʘʥʠʷ ʮʝʥʪʨʘʣʠʟʦʚʘʥʥʦʡ 

ʛʦʩʫʜʘʨʩʪʚʝʥʥʦʡ ʩʠʩʪʝʤʳ ʚ ʩʦʚʝʪʩʢʠʡ ʧʝʨʠʦʜ. ɸʥʘʣʠʟʠʨʫʝʪʩʷ, ʢʘʢ 

ʧʝʜʘʛʦʛʠʯʝʩʢʠʝ ʧʦʜʭʦʜʳ ʘʜʘʧʪʠʨʦʚʘʣʠʩʴ ʢ ʤʝʥʷʶʱʠʤʩʷ ʩʦʮʠʘʣʴʥʦ-

ʵʢʦʥʦʤʠʯʝʩʢʠʤ ʫʩʣʦʚʠʷʤ, ʩʦʭʨʘʥʷʷ ʫʥʠʢʘʣʴʥʦʩʪʴ ʥʠʞʥʝʪʘʛʠʣʴʩʢʦʡ ʣʘʢʦʚʦʡ 

ʨʦʩʧʠʩʠ. 

ʂʣʶʯʝʚʳʝ ʩʣʦʚʘ: ʥʠʞʥʝʪʘʛʠʣʴʩʢʘʷ ʜʝʢʦʨʘʪʠʚʥʘʷ ʨʦʩʧʠʩʴ, ʩʨʝʜʥʝʝ 

ʧʨʦʬʝʩʩʠʦʥʘʣʴʥʦʝ ʦʙʨʘʟʦʚʘʥʠʝ, ʠʩʪʦʨʠʷ, ʪʨʘʜʠʮʠʦʥʥʳʝ ʭʫʜʦʞʝʩʪʚʝʥʥʳʝ 

ʧʨʦʤʳʩʣʳ, ʧʨʝʝʤʩʪʚʝʥʥʦʩʪʴ, ʤʘʭʦʚʦʝ ʧʠʩʴʤʦ. 

Abstract. The article analyzes the development of the pedagogical system for 

training craftsmen in Nizhny Tagil lacquer painting on trays from the 18th century 

to the present day. It traces the stages of transformation of the goals, methods and 

content of education: from informal apprenticeship within the family and artel to the 

creation of a centralized state system in the Soviet period. It explains how 

pedagogical approaches adapted to changing socio-economic conditions while 

preserving the uniqueness of Nizhny Tagil lacquer painting. 

Keywords: Nizhny Tagil decorative painting, secondary vocational 

education, history, folk art crafts, continuity, brush writing. 

 

ʉʨʝʜʠ ʠʟʚʝʩʪʥʳʭ ʪʨʘʜʠʮʠʦʥʥʳʭ ʭʫʜʦʞʝʩʪʚʝʥʥʳʭ ʧʨʦʤʳʩʣʦʚ ʋʨʘʣʘ 

ʦʩʦʙʦʝ ʤʝʩʪʦ ʟʘʥʠʤʘʝʪ ʥʠʞʥʝʪʘʛʠʣʴʩʢʘʷ ʜʝʢʦʨʘʪʠʚʥʘʷ ʨʦʩʧʠʩʴ. ʎʝʣʴ ʩʪʘʪʴʠ ï

ʧʨʦʘʥʘʣʠʟʠʨʦʚʘʪʴ ʠʩʪʦʨʠʢʦ-ʧʝʜʘʛʦʛʠʯʝʩʢʫʶ ʨʝʪʨʦʩʧʝʢʪʠʚʫ ʦʙʫʯʝʥʠʷ 

ʭʫʜʦʞʥʠʢʦʚ ʥʠʞʥʝʪʘʛʠʣʴʩʢʦʡ ʜʝʢʦʨʘʪʠʚʥʦʡ ʨʦʩʧʠʩʠ, ʚʳʷʚʠʚ ʢʣʶʯʝʚʳʝ 

ʠʥʩʪʠʪʫʮʠʦʥʘʣʴʥʳʝ ʵʪʘʧʳ ʩʪʘʥʦʚʣʝʥʠʷ ʩʠʩʪʝʤʳ ʦʙʫʯʝʥʠʷ. 
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ʀʩʪʦʢʠ: ʩʝʤʝʡʥʦ-ʮʝʭʦʚʦʝ ʫʯʝʥʠʯʝʩʪʚʦ (XVIIIï ʩʝʨʝʜʠʥʘ XIX ʚ.) 

ɿʘʨʦʞʜʝʥʠʝ ʩʠʩʪʝʤʳ ʦʙʫʯʝʥʠʷ ʙʳʣʦ ʥʝʦʪʜʝʣʠʤʦ ʦʪ ʫʪʠʣʠʪʘʨʥʦʡ ʟʘʜʘʯʠ 

ʦʙʩʣʫʞʠʚʘʥʠʷ ʤʝʪʘʣʣʫʨʛʠʯʝʩʢʠʭ ʧʨʦʠʟʚʦʜʩʪʚ ɼʝʤʠʜʦʚʳʭ, ʥʫʞʜʘʚʰʠʭʩʷ 

ʚ ʤʘʨʢʠʨʦʚʢʝ ʠ ʭʫʜʦʞʝʩʪʚʝʥʥʦʡ ʦʙʨʘʙʦʪʢʝ ʧʨʦʜʫʢʮʠʠ. ʇʝʨʚʳʤʠ ʧʝʜʘʛʦʛʘʤʠ 

ʩʪʘʥʦʚʠʣʠʩʴ ʭʫʜʦʞʥʠʢʠ ʠʟ ʢʨʝʧʦʩʪʥʳʭ, ʪʘʢʠʝ ʢʘʢ ʧʨʝʜʩʪʘʚʠʪʝʣʠ ʣʝʛʝʥʜʘʨʥʦʡ 

ʜʠʥʘʩʪʠʠ ʍʫʜʦʷʨʦʚʳʭ. ʆʙʫʯʝʥʠʝ ʧʨʦʭʦʜʠʣʦ ʚ ʩʝʤʝʡʥʳʭ ʠʣʠ ʮʝʭʦʚʳʭ 

ʤʘʩʪʝʨʩʢʠʭ ʧʦ ʧʨʠʥʮʠʧʫ çʜʝʣʘʡ, ʢʘʢ ʷè. 

ʇʝʜʘʛʦʛʠʯʝʩʢʠʡ ʧʨʦʮʝʩʩ ʙʳʣ ʥʝʦʪʜʝʣʠʤ ʦʪ ʧʨʦʠʟʚʦʜʩʪʚʝʥʥʦʛʦ: ʫʯʝʥʠʢ, 

ʥʘʯʘʚ ʩ ʧʦʜʛʦʪʦʚʢʠ ʢʨʘʩʦʢ, ʛʨʫʥʪʦʚʢʠ ʠ ʣʘʢʠʨʦʚʢʠ ʧʦʜʥʦʩʘ, ʧʦʩʪʝʧʝʥʥʦ 

ʜʦʧʫʩʢʘʣʩʷ ʢ ʠʩʧʦʣʥʝʥʠʶ ʧʨʦʩʪʝʡʰʠʭ ʵʣʝʤʝʥʪʦʚ ʨʦʩʧʠʩʠ ʠ ʦʨʥʘʤʝʥʪʘ [10]. 

ʂʣʶʯʝʚʳʤ ʤʝʪʦʜʦʤ ʷʚʣʷʣʦʩʴ ʢʦʧʠʨʦʚʘʥʠʝ ʣʫʯʰʠʭ ʨʘʙʦʪ ʤʘʩʪʝʨʘ ʠʣʠ ʜʨʫʛʠʭ 

ʠʟʜʝʣʠʡ, ʢʦʪʦʨʳʝ ʩʣʫʞʠʣʠ ʵʪʘʣʦʥʥʳʤʠ ʦʙʨʘʟʮʘʤʠ ʭʫʜʦʞʝʩʪʚʝʥʥʳʭ ʤʦʪʠʚʦʚ 

ʠ ʢʦʤʧʦʟʠʮʠʡ. ʎʝʣʴ ï ʧʦʜʛʦʪʦʚʢʘ ʨʝʤʝʩʣʝʥʥʠʢʘ-ʠʩʧʦʣʥʠʪʝʣʷ, ʩʧʦʩʦʙʥʦʛʦ 

ʢ ʪʠʨʘʞʠʨʦʚʘʥʠʶ ʠʟʜʝʣʠʡ ʩ ʜʝʢʦʨʘʪʠʚʥʦʡ ʥʠʞʥʝʪʘʛʠʣʴʩʢʦʡ ʨʦʩʧʠʩʴʶ. 

ʌʦʨʤʘʣʠʟʦʚʘʥʥʦʝ ʦʙʫʯʝʥʠʝ: ʟʘʚʦʜʩʢʘʷ ʰʢʦʣʘ ʠ ʘʨʪʝʣʴʥʦʝ 

ʫʯʝʥʠʯʝʩʪʚʦ (ʩʝʨʝʜʠʥʘ XIX ʚ. ï 1917 ʛ.) 

ʇʝʨʝʭʦʜ ʢ ʙʦʣʝʝ ʦʨʛʘʥʠʟʦʚʘʥʥʳʤ ʬʦʨʤʘʤ ʦʙʫʯʝʥʠʷ ʙʳʣ ʦʙʫʩʣʦʚʣʝʥ 

ʦʙʱʠʤʠ ʧʨʦʮʝʩʩʘʤʠ ʤʦʜʝʨʥʠʟʘʮʠʠ ʚ ʈʦʩʩʠʠ ʠ ʧʦʚʳʰʝʥʠʝʤ ʪʨʝʙʦʚʘʥʠʡ 

ʢ ʢʘʯʝʩʪʚʫ ʭʫʜʦʞʝʩʪʚʝʥʥʦʡ ʧʨʦʜʫʢʮʠʠ [9]. 

ɺ 1806 ʛʦʜʫ ʧʦ ʠʥʠʮʠʘʪʠʚʝ ʅ. ʅ. ɼʝʤʠʜʦʚʘ, ʚʣʘʜʝʣʴʮʘ ʅʠʞʥʝʪʘʛʠʣʴʩʢʠʭ 

ʟʘʚʦʜʦʚ, ʙʳʣʘ ʦʪʢʨʳʪʘ ʰʢʦʣʘ ʞʠʚʦʧʠʩʥʦʛʦ ʤʘʩʪʝʨʩʪʚʘ ʧʨʠ ɺʳʡʩʢʦʤ 

ʟʘʚʦʜʩʢʦʤ ʨʝʤʝʩʣʝʥʥʦ-ʧʨʠʢʣʘʜʥʦʤ ʫʯʠʣʠʱʝ, ʧʨʦʛʨʘʤʤʘ ʦʙʫʯʝʥʠʷ ʚ ʢʦʪʦʨʦʡ 

ʙʳʣʘ ʧʦʩʪʨʦʝʥʘ ʥʘ ʪʨʘʜʠʮʠʷʭ ʤʝʩʪʥʦʛʦ ʭʫʜʦʞʝʩʪʚʝʥʥʦʛʦ ʧʨʦʤʳʩʣʘ ï ʣʘʢʦʚʦʡ 

ʨʦʩʧʠʩʠ ʧʦ ʤʝʪʘʣʣʫ. 

ɺ ʤʘʩʪʝʨʩʢʠʭ ʰʢʦʣʳ ʧʦʜʭʦʜ ʢ ʦʙʫʯʝʥʠʶ ʧʨʠʦʙʨʸʣ ʙʦʣʝʝ 

ʧʨʦʬʝʩʩʠʦʥʘʣʴʥʳʡ ʭʘʨʘʢʪʝʨ: ʫʯʝʥʠʢʠ ʠʤʝʣʠ ʚʦʟʤʦʞʥʦʩʪʴ ʨʘʙʦʪʘʪʴ ʧʦʜ 

ʨʫʢʦʚʦʜʩʪʚʦʤ ʢʘʢ ʦʜʥʦʛʦ ʥʘʩʪʘʚʥʠʢʘ, ʪʘʢ ʠ ʥʝʩʢʦʣʴʢʠʭ, ʯʪʦʙʳ ʦʚʣʘʜʝʪʴ 

ʨʘʟʣʠʯʥʳʤʠ ʪʝʭʥʠʢʘʤʠ ʠ ʧʨʠʸʤʘʤʠ ʥʠʞʥʝʪʘʛʠʣʴʩʢʦʡ ʜʝʢʦʨʘʪʠʚʥʦʡ ʨʦʩʧʠʩʠ. 

ʕʪʦ ʙʳʣʘ ʧʝʨʚʘʷ ʧʦʧʳʪʢʘ ʩʠʩʪʝʤʘʪʠʟʠʨʦʚʘʪʴ ʦʙʫʯʝʥʠʝ, ʩʦʝʜʠʥʠʚ 

ʨʝʤʝʩʣʝʥʥʫʶ ʧʨʘʢʪʠʢʫ ʩ ʦʩʥʦʚʘʤʠ ʛʨʘʤʦʪʳ, ʨʠʩʦʚʘʥʠʷ ʠ ʜʘʞʝ ʠʩʪʦʨʠʠ 

ʠʩʢʫʩʩʪʚʘ. 

ʐʢʦʣʘ, ʦʩʥʦʚʥʘʷ ʟʘʜʘʯʘ ʢʦʪʦʨʦʡ ʟʘʢʣʶʯʘʣʘʩʴ ʚ ʪʠʨʘʞʠʨʦʚʘʥʠʠ 

ʨʘʩʧʠʩʥʳʭ ʠʟʜʝʣʠʡ, ʧʨʦʩʫʱʝʩʪʚʦʚʘʣʘ ʜʦ 1820-ʭ ʛʛ. ɺ ʵʪʦʪ ʧʝʨʠʦʜ 

ʩʬʦʨʤʠʨʦʚʘʣʠʩʴ ʨʝʛʠʦʥʘʣʴʥʦ-ʠʩʪʦʨʠʯʝʩʢʠʝ ʦʩʦʙʝʥʥʦʩʪʠ ʥʠʞʥʝʪʘʛʠʣʴʩʢʦʡ 

ʜʝʢʦʨʘʪʠʚʥʦʡ ʨʦʩʧʠʩʠ, ʪʘʢʠʝ ʢʘʢ: 

- ʪʝʭʥʠʢʠ ʨʦʩʧʠʩʠ: çʤʘʭʦʚʦʝ ʧʠʩʴʤʦè ʠ ʤʥʦʛʦʩʣʦʡʥʘʷ; 

- ʜʚʫʭʮʚʝʪʥʳʡ ʤʘʟʦʢ, ʦʩʦʙʝʥʥʦʩʪʴʶ ʢʦʪʦʨʦʛʦ ʷʚʣʷʝʪʩʷ ʪʦ, ʯʪʦ ʥʘ ʢʠʩʪʴ 

ʙʝʨʝʪʩʷ ʦʜʥʦʚʨʝʤʝʥʥʦ ʜʚʘ ʮʚʝʪʘ. ʂʨʘʩʢʘ ʦʜʥʦʛʦ ʮʚʝʪʘ ʥʘʙʠʨʘʝʪʩʷ ʥʘ ʦʜʠʥ ʢʨʘʡ 

ʢʠʩʪʠ, ʜʨʫʛʦʛʦ ï ʥʘ ʧʨʦʪʠʚʦʧʦʣʦʞʥʳʡ. ɼʘʣʝʝ ʥʘ ʧʘʣʠʪʨʝ ʜʝʣʘʝʪʩʷ ʜʚʫʭʮʚʝʪʥʘʷ 

ʜʦʨʦʞʢʘ ï ʥʘʢʣʦʥʥʦ ʩʣʝʚʘ ʥʘʧʨʘʚʦ ʠ ʦʙʨʘʪʥʦ ï ʜʣʷ ʨʘʚʥʦʤʝʨʥʦʛʦ 

ʨʘʩʧʨʝʜʝʣʝʥʠʷ ʢʨʘʩʢʠ ʥʘ ʢʠʩʪʠ. ʂʘʞʜʳʡ ʣʝʧʝʩʪʦʢ ʮʚʝʪʢʘ ʚʳʧʦʣʥʷʝʪʩʷ 

ʦʪʜʝʣʴʥʳʤʠ ʤʘʟʢʘʤʠ [3]; 

- ʤʥʦʛʦʩʣʦʡʥʘʷ ʪʝʭʥʠʢʘ ʧʠʩʴʤʘ, ʢʦʪʦʨʘʷ ʚʳʧʦʣʥʷʝʪʩʷ ʥʘʥʝʩʝʥʠʝʤ 

ʢʨʘʩʦʯʥʳʭ ʩʣʦʝʚ ʥʘ ʧʦʚʝʨʭʥʦʩʪʴ ʩ ʠʭ ʧʦʩʣʝʜʫʶʱʝʡ ʣʘʢʠʨʦʚʢʦʡ; 
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- ʢʦʤʧʦʟʠʮʠʠ, ʩʦʩʪʦʷʱʠʝ ʚ ʦʩʥʦʚʥʦʤ ʠʟ ʮʚʝʪʦʯʥʳʭ, ʧʣʦʜʦʚʦ-ʷʛʦʜʥʳʭ 

ʤʦʪʠʚʦʚ ʠ ʩʶʞʝʪʥʳʭ ʩʮʝʥ; 

- ʧʨʠʥʮʠʧʳ ʧʦʩʪʨʦʝʥʠʷ ʢʦʤʧʦʟʠʮʠʠ ʥʘ ʟʝʨʢʘʣʝ ʧʦʜʥʦʩʘ: çʮʝʥʪʨʘʣʴʥʦ-

ʦʨʠʝʥʪʠʨʦʚʘʥʥʘʷè, çʩʝʢʪʦʨʥʘʷè, çʚʝʥʦʢè, çʧʦʣʫʚʝʥʦʢè. 

ʉʠʩʪʝʤʘʪʠʟʘʮʠʷ: ʩʦʟʜʘʥʠʝ ʛʦʩʫʜʘʨʩʪʚʝʥʥʦʡ ʩʠʩʪʝʤʳ ʦʙʫʯʝʥʠʷ 

(1930-ʝ ï 1980-ʝ ʛʛ.) 

ɺ ʩʦʚʝʪʩʢʠʡ ʧʝʨʠʦʜ ʭʫʜʦʞʝʩʪʚʝʥʥʳʡ ʧʨʦʤʳʩʝʣ, ʩʦʭʨʘʥʸʥʥʳʡ ʫʩʠʣʠʷʤʠ 

ʵʥʪʫʟʠʘʩʪʦʚ, ʙʳʣ ʚʩʪʨʦʝʥ ʚ ʧʣʘʥʦʚʫʶ ʵʢʦʥʦʤʠʢʫ ʯʝʨʝʟ ʩʠʩʪʝʤʫ ʘʨʪʝʣʝʡ 

(ʚ ʧʦʩʣʝʜʫʶʱʝʤ ï ʟʘʚʦʜ çʄʝʪʘʣʴʥʘʷ ʣʘʚʢʘè). ʆʩʪʨʦ ʚʩʪʘʣ ʚʦʧʨʦʩ ʦ ʧʣʘʥʦʚʦʡ 

ʧʦʜʛʦʪʦʚʢʝ ʢʘʜʨʦʚ. ɺ 1945 ʛ. ʙʳʣʦ ʦʪʢʨʳʪʦ ʅʠʞʥʝʪʘʛʠʣʴʩʢʦʝ ʭʫʜʦʞʝʩʪʚʝʥʥʦ-

ʧʨʦʤʳʰʣʝʥʥʦʝ ʫʯʠʣʠʱʝ (ʥʳʥʝ ʢʦʣʣʝʜʞ) ï ʙʘʟʦʚʦʝ ʦʙʨʘʟʦʚʘʪʝʣʴʥʦʝ 

ʫʯʨʝʞʜʝʥʠʝ ʚ ʠʩʪʦʨʠʠ ʧʨʦʤʳʩʣʘ XX ʚʝʢʘ [5; 7]. ɿʜʝʩʴ ʚʧʝʨʚʳʝ ʧʦʷʚʠʣʘʩʴ 

ʦʙʨʘʟʦʚʘʪʝʣʴʥʘʷ ʧʨʦʛʨʘʤʤʘ ʩʨʝʜʥʝʛʦ ʧʨʦʬʝʩʩʠʦʥʘʣʴʥʦʛʦ ʦʙʨʘʟʦʚʘʥʠʷ, 

ʢʦʪʦʨʘʷ ʚʢʣʶʯʘʣʘ ʥʝ ʪʦʣʴʢʦ ʠʟʫʯʝʥʠʝ ʥʠʞʥʝʪʘʛʠʣʴʩʢʦʡ ʜʝʢʦʨʘʪʠʚʥʦʡ 

ʨʦʩʧʠʩʠ, ʥʦ ʠ ʦʙʱʝʦʙʨʘʟʦʚʘʪʝʣʴʥʳʭ ʠ ʦʙʱʝʭʫʜʦʞʝʩʪʚʝʥʥʳʭ ʜʠʩʮʠʧʣʠʥ 

(ʨʠʩʫʥʦʢ, ʞʠʚʦʧʠʩʴ, ʢʦʤʧʦʟʠʮʠʷ) [4]. 

ʅʠʞʥʝʪʘʛʠʣʴʩʢʦʝ ʭʫʜʦʞʝʩʪʚʝʥʥʦ-ʧʨʦʤʳʰʣʝʥʥʦʝ ʫʯʠʣʠʱʝ ʚ 1972 ʛ. 

ʧʦʜʛʦʪʦʚʠʣʦ ʧʝʨʚʫʶ ʵʢʩʧʝʨʠʤʝʥʪʘʣʴʥʫʶ ʛʨʫʧʧʫ ʭʫʜʦʞʥʠʢʦʚ ʧʦ ʨʦʩʧʠʩʠ 

ʧʦʜʥʦʩʦʚ, ʢʦʪʦʨʘʷ ʧʦʣʥʦʩʪʴʶ ʙʳʣʘ ʥʘʧʨʘʚʣʝʥʘ ʥʘ ʅʠʞʥʝʪʘʛʠʣʴʩʢʠʡ ʟʘʚʦʜ 

çʕʤʘʣʴʧʦʩʫʜʘè [4; 8]. çʄʥʦʛʠʝ ʤʘʩʪʝʨʘ ʵʢʩʧʝʨʠʤʝʥʪʘʣʴʥʦʡ ʛʨʫʧʧʳ 

ʅʠʞʥʝʪʘʛʠʣʴʩʢʦʛʦ ʟʘʚʦʜʘ ʵʤʘʣʠʨʦʚʘʥʥʦʡ ʧʦʩʫʜʳ <é> ʚ ʜʘʣʴʥʝʡʰʝʤ 

ʧʨʝʧʦʜʘʚʘʣʠ ʚ ʋʨʘʣʴʩʢʦʤ ʫʯʠʣʠʱʝ ʧʨʠʢʣʘʜʥʦʛʦ ʠʩʢʫʩʩʪʚʘ. ʉʨʝʜʠ ʥʠʭ ʙʳʣʠ 

ʊ.ɼ. ɹʠʥʘʩ, ɸ.ʅ. ɻʦʣʫʙʝʚʘ, ʅ.ʇ. ʂʨʫʧʠʥʘ, ɸ.ɺ. ʇʦʥʦʤʘʨʝʚ, ɺ.ʇ. ʇʦʣʝʚʘ. 

ɺ 1984 ʛʦʜʫ, ʧʦ ʠʥʠʮʠʘʪʠʚʝ ɸ.ɺ. ʇʦʥʦʤʘʨʝʚʘ ʠ ʧʨʠ ʧʦʜʜʝʨʞʢʝ 

ʗ.ɺ. ʇʦʣʠʱʫʢʘ, ʜʠʨʝʢʪʦʨʘ ʋʨʘʣʴʩʢʦʛʦ ʫʯʠʣʠʱʘ ʧʨʠʢʣʘʜʥʦʛʦ ʠʩʢʫʩʩʪʚʘ, 

ʚ ʫʯʝʙʥʦʤ ʟʘʚʝʜʝʥʠʠ ʦʪʢʨʳʣʦʩʴ ʥʦʚʦʝ ʦʪʜʝʣʝʥʠʝ ï ñʍʫʜʦʞʝʩʪʚʝʥʥʘʷ 

ʨʦʩʧʠʩʴò. ʏʝʨʝʟ ʯʝʪʳʨʝ ʛʦʜʘ ʩʦʩʪʦʷʣʘʩʴ ʟʘʱʠʪʘ 16 ʜʠʧʣʦʤʥʳʭ ʨʘʙʦʪ. 

ɺʳʧʫʩʢʥʠʢʠ ʧʦʣʫʯʠʣʠ ʜʠʧʣʦʤʳ ʧʦ ʩʧʝʮʠʘʣʴʥʦʩʪʠ ñʭʫʜʦʞʥʠʢ-ʤʘʩʪʝʨ ʧʦ 

ʨʦʩʧʠʩʠò ʥʘ ʫʨʦʚʥʝ ʩʨʝʜʥʝʛʦ ʧʨʦʬʝʩʩʠʦʥʘʣʴʥʦʛʦ ʦʙʨʘʟʦʚʘʥʠʷè [6, ʩ. 28]. 

ʉʫʱʝʩʪʚʝʥʥʦʝ ʧʦʚʳʰʝʥʠʝ ʫʨʦʚʥʷ ʧʨʝʧʦʜʘʚʘʥʠʷ ʥʠʞʥʝʪʘʛʠʣʴʩʢʦʡ 

ʨʦʩʧʠʩʠ ʩʪʘʣʦ ʚʦʟʤʦʞʥʳʤ ʙʣʘʛʦʜʘʨʷ ʫʩʠʣʠʷʤ ʪʘʢʠʭ ʤʘʩʪʝʨʦʚ-ʧʝʜʘʛʦʛʦʚ, ʢʘʢ 

ɸ.ɺ. ɸʬʘʥʘʩʴʝʚʘ. ɽʸ ʤʝʪʦʜʠʢʘ, ʦʩʥʦʚʘʥʥʘʷ ʥʘ ʛʣʫʙʦʢʦʤ ʚʣʘʜʝʥʠʠ 

ʪʨʘʜʠʮʠʦʥʥʦʡ ʪʝʭʥʠʢʦʡ ʚʳʧʦʣʥʝʥʠʷ ʤʘʭʦʚʦʛʦ ʧʠʩʴʤʘ, ʚʳʩʦʢʦʡ 

ʪʨʝʙʦʚʘʪʝʣʴʥʦʩʪʠ ʢ ʢʘʯʝʩʪʚʫ ʠʩʧʦʣʥʝʥʠʷ ʠ ʧʦʦʱʨʝʥʠʠ ʪʚʦʨʯʝʩʢʦʛʦ ʧʦʠʩʢʘ, 

ʩʬʦʨʤʠʨʦʚʘʣʘ ʧʣʝʷʜʫ ʪʘʣʘʥʪʣʠʚʳʭ ʭʫʜʦʞʥʠʢʦʚ. 

ɺ ʨʝʟʫʣʴʪʘʪʝ ʩʣʦʞʠʣʘʩʴ ʧʦʩʣʝʜʦʚʘʪʝʣʴʥʘʷ ʩʠʩʪʝʤʘ ʧʨʝʧʦʜʘʚʘʥʠʷ 

ʥʠʞʥʝʪʘʛʠʣʴʩʢʦʡ ʜʝʢʦʨʘʪʠʚʥʦʡ ʨʦʩʧʠʩʠ [1; 2], ʚʢʣʶʯʘʶʱʘʷ ʩʣʝʜʫʶʱʠʝ 

ʵʪʘʧʳ: 

- ʦʩʚʦʝʥʠʝ ʧʨʠʸʤʦʚ ʨʦʩʧʠʩʠ ï ʚʳʧʦʣʥʝʥʠʝ ʪʨʝʥʠʨʦʚʦʯʥʳʭ ʫʧʨʘʞʥʝʥʠʡ 

ʥʘ ʦʪʨʘʙʦʪʢʫ ʧʨʠʸʤʦʚ ʤʘʭʦʚʦʛʦ ʧʠʩʴʤʘ;  

- ʢʦʧʠʨʦʚʘʥʠʝ ʧʨʦʠʟʚʝʜʝʥʠʡ ʥʠʞʥʝʪʘʛʠʣʴʩʢʦʡ ʜʝʢʦʨʘʪʠʚʥʦʡ ʨʦʩʧʠʩʠ ʠʟ 

ʤʫʟʝʡʥʳʭ ʢʦʣʣʝʢʮʠʡ ʠ ʢʘʪʘʣʦʛʦʚ;  

- ʚr ʧʦʣʥʝʥʠʝ ʘʚʪʦʨʩʢʦʛʦ ʪʚʦʨʯʝʩʢʦʛʦ ʠʟʜʝʣʠʷ, ʢʦʪʦʨʦʝ ʦʪʨʘʞʘʝʪ 

ʭʫʜʦʞʝʩʪʚʝʥʥʳʝ ʦʩʦʙʝʥʥʦʩʪʠ ʥʠʞʥʝʪʘʛʠʣʴʩʢʦʛʦ ʨʘʩʧʠʩʥʦʛʦ ʧʨʦʤʳʩʣʘ. 



фо 

ɸʥʘʣʠʟ ʧʨʦʠʟʚʝʜʝʥʠʡ ʜʘʥʥʦʛʦ ʧʝʨʠʦʜʘ ʧʦʟʚʦʣʷʝʪ ʚʳʜʝʣʠʪʴ ʜʚʝ 

ʦʩʥʦʚʥʳʝ ʪʝʤʳ: ʪʨʘʜʠʮʠʦʥʥʘʷ ʮʚʝʪʦʯʥʘʷ ʨʦʩʧʠʩʴ ʠ ʩʶʞʝʪʥʘʷ. 

ɺ ʩʦʜʝʨʞʘʥʠʝ ʫʯʝʙʥʳʭ ʧʨʦʛʨʘʤʤ ʧʦ ʥʠʞʥʝʪʘʛʠʣʴʩʢʦʡ ʨʦʩʧʠʩʠ ʚʭʦʜʠʣʠ 

ʠʩʪʦʨʠʷ ʨʦʩʧʠʩʠ, ʪʝʭʥʦʣʦʛʠʠ ʚʳʧʦʣʥʝʥʠʷ ʢʦʤʧʦʟʠʮʠʠ ʠ ʢʦʣʦʨʠʪʘ. 

ʎʝʣʴʶ ʦʙʫʯʝʥʠʷ ʩʪʘʣʘ ʧʦʜʛʦʪʦʚʢʘ ʥʝ ʨʝʤʝʩʣʝʥʥʠʢʘ, ʘ ʭʫʜʦʞʥʠʢʘ 

ʥʘʨʦʜʥʳʭ ʭʫʜʦʞʝʩʪʚʝʥʥʳʭ ʧʨʦʤʳʩʣʦʚ, ʩʧʦʩʦʙʥʦʛʦ ʩʦʯʝʪʘʪʴ ʚʝʨʥʦʩʪʴ 

ʪʨʘʜʠʮʠʠ ʩ ʧʨʦʷʚʣʝʥʠʝʤ ʘʚʪʦʨʩʢʦʛʦ ʥʘʯʘʣʘ.  

ɺʳʧʫʩʢʥʠʢʠ ʫʯʠʣʠʱ ʠ ʪʝʭʥʠʢʫʤʦʚ ʧʦʣʫʯʘʣʠ ʢʚʘʣʠʬʠʢʘʮʠʶ 

ʭʫʜʦʞʥʠʢʦʚ-ʤʘʩʪʝʨʦʚ ʠ ʤʦʛʣʠ ʨʘʙʦʪʘʪʴ ʥʘ ʧʨʝʜʧʨʠʷʪʠʷʭ ʥʘʨʦʜʥʳʭ 

ʭʫʜʦʞʝʩʪʚʝʥʥʳʭ ʧʨʦʤʳʩʣʦʚ, ʚ ʭʫʜʦʞʝʩʪʚʝʥʥʳʭ ʤʘʩʪʝʨʩʢʠʭ ʠ ʰʢʦʣʘʭ. 

ʉʦʚʨʝʤʝʥʥʦʝ ʩʦʩʪʦʷʥʠʝ ʦʙʫʯʝʥʠʷ ʥʠʞʥʝʪʘʛʠʣʴʩʢʦʡ ʜʝʢʦʨʘʪʠʚʥʦʡ 

ʨʦʩʧʠʩʠ ʚ ʩʨʝʜʥʝʤ ʧʨʦʬʝʩʩʠʦʥʘʣʴʥʦʤ ʦʙʨʘʟʦʚʘʥʠʠ (ʢʦʥʝʮ XX ï ʥʘʯʘʣʦ 

XXI ʚ.) 

ʈʘʩʧʘʜ ʩʦʚʝʪʩʢʦʡ ʩʠʩʪʝʤʳ ʭʫʜʦʞʝʩʪʚʝʥʥʳʭ ʧʨʦʤʳʩʣʦʚ ʧʦʩʪʘʚʠʣ ʧʝʨʝʜ 

ʧʝʜʘʛʦʛʠʢʦʡ ʥʦʚʳʝ ʚʳʟʦʚʳ. ʊʨʘʜʠʮʠʦʥʥʳʝ ʭʫʜʦʞʝʩʪʚʝʥʥʳʝ ʧʨʦʤʳʩʣʳ ʩʪʘʣʠ 

ʩʫʱʝʩʪʚʦʚʘʪʴ ʚ ʫʩʣʦʚʠʷʭ ʢʦʤʤʝʨʮʠʘʣʠʟʘʮʠʠ ʠ ʜʠʘʣʦʛʘ ʩ ʩʦʚʨʝʤʝʥʥʳʤ 

ʠʩʢʫʩʩʪʚʦʤ. ʇʦʷʚʠʣʠʩʴ ʥʦʚʳʝ ʦʙʨʘʟʦʚʘʪʝʣʴʥʳʝ ʬʦʨʤʘʪʳ: ʘʚʪʦʨʩʢʠʝ ʤʘʩʪʝʨ-

ʢʣʘʩʩʳ, ʢʫʨʩʳ ʜʣʷ ʚʟʨʦʩʣʳʭ, ʪʫʨʠʩʪʠʯʝʩʢʠʝ ʠʥʪʝʥʩʠʚʳ, ʦʥʣʘʡʥ-ʟʘʥʷʪʠʷ. 

ʄʫʟʝʡ-ʟʘʧʦʚʝʜʥʠʢ çɻʦʨʥʦʟʘʚʦʜʩʢʦʡ ʋʨʘʣè ʠ ʤʝʤʦʨʠʘʣʴʥʦ-ʣʠʪʝʨʘʪʫʨʥʳʡ 

ʤʫʟʝʡ ɸ.ʇ. ɹʦʥʜʠʥʘ (çɼʦʤ ʍʫʜʦʷʨʦʚʘè) ʩʪʘʣʠ ʦʙʨʘʟʦʚʘʪʝʣʴʥʳʤʠ 

ʧʣʦʱʘʜʢʘʤʠ, ʘʢʮʝʥʪʠʨʫʶʱʠʤʠ ʚʥʠʤʘʥʠʝ ʥʘ ʠʩʪʦʨʠʢʦ ʢʫʣʴʪʫʨʥʦʤ ʢʦʥʪʝʢʩʪʝ 

ʨʘʟʚʠʪʠʷ ʧʨʦʤʳʩʣʘ. 

ɺ ʥʘʩʪʦʷʱʝʝ ʚʨʝʤʷ ʋʨʘʣʴʩʢʠʡ ʢʦʣʣʝʜʞ ʧʨʠʢʣʘʜʥʦʛʦ ʠʩʢʫʩʩʪʚʘ 

ʠ ʜʠʟʘʡʥʘ, ʷʚʣʷʷʩʴ ʬʠʣʠʘʣʦʤ ʄɻʍʇɸ ʠʤ. ʉ.ɻ. ʉʪʨʦʛʘʥʦʚʘ, ʩʧʝʮʠʘʣʠʟʠʨʫʝʪʩʷ 

ʥʘ ʧʦʜʛʦʪʦʚʢʝ ʜʠʟʘʡʥʝʨʦʚ. ʄʳ ʧʦʣʘʛʘʝʤ, ʯʪʦ ʪʨʘʜʠʮʠʦʥʥʳʝ ʭʫʜʦʞʝʩʪʚʝʥʥʳʝ 

ʧʨʦʤʳʩʣʳ, ʢ ʢʦʪʦʨʳʤ ʦʪʥʦʩʠʪʩʷ ʥʠʞʥʝʪʘʛʠʣʴʩʢʘʷ ʜʝʢʦʨʘʪʠʚʥʘʷ ʨʦʩʧʠʩʴ, 

ʷʚʣʷʶʪʩʷ ʧʨʠʥʮʠʧʠʘʣʴʥʦ ʠʥʳʤ ʚʠʜʦʤ ʠʩʢʫʩʩʪʚʦʤ, ʥʝʞʝʣʠ ʜʠʟʘʡʥ. 

ʇʦʜʛʦʪʦʚʢʘ ʭʫʜʦʞʥʠʢʦʚ-ʤʘʩʪʝʨʦʚ, ʘ ʥʝ ʜʠʟʘʡʥʝʨʦʚ, ʥʠʞʥʝʪʘʛʠʣʴʩʢʦʡ 

ʜʝʢʦʨʘʪʠʚʥʦʡ ʨʦʩʧʠʩʠ ʪʨʝʙʫʝʪ ʢʘʯʝʩʪʚʝʥʥʦ ʠʥʦʛʦ ʩʦʜʝʨʞʘʥʠʷ ʦʙʫʯʝʥʠʷ, 

ʦʪʚʝʯʘʶʱʝʛʦ ʨʝʛʠʦʥʘʣʴʥʦ-ʠʩʪʦʨʠʯʝʩʢʦʡ ʭʫʜʦʞʝʩʪʚʝʥʥʦ-ʦʙʨʘʟʥʦʡ ʠ ʪʝʭʥʠʢʦ-

ʪʝʭʥʦʣʦʛʠʯʝʩʢʦʡ ʩʧʝʮʠʬʠʢʝ ʵʪʦʛʦ ʚʠʜʘ ʠʩʢʫʩʩʪʚʘ. 

ʋʥʠʢʘʣʴʥʳʡ ʦʧʳʪ ʧʦ ʩʦʟʜʘʥʠʶ ʩʠʩʪʝʤʳ ʥʝʧʨʝʨʳʚʥʦʛʦ 

ʧʨʦʬʝʩʩʠʦʥʘʣʴʥʦʛʦ ʦʙʨʘʟʦʚʘʥʠʷ ʚ ʦʙʣʘʩʪʠ ʥʠʞʥʝʪʘʛʠʣʴʩʢʦʡ ʜʝʢʦʨʘʪʠʚʥʦʡ 

ʨʦʩʧʠʩʠ ʨʝʘʣʠʟʦʚʘʥ ʚ ʈʦʩʩʠʡʩʢʦʤ ʫʥʠʚʝʨʩʠʪʝʪʝ ʪʨʘʜʠʮʠʦʥʥʳʭ 

ʭʫʜʦʞʝʩʪʚʝʥʥʳʭ ʧʨʦʤʳʩʣʦʚ, ʛʜʝ ʚʧʝʨʚʳʝ ʧʦʷʚʠʣʦʩʴ ʧʨʦʬʠʣʴʥʦʝ ʚʳʩʰʝʝ 

ʦʙʨʘʟʦʚʘʥʠʝ, ʫ ʠʩʪʦʢʦʚ ʢʦʪʦʨʦʛʦ ï ʥʘʫʯʥʦ-ʧʝʜʘʛʦʛʠʯʝʩʢʘʷ ʜʝʷʪʝʣʴʥʦʩʪʴ 

ʚʳʜʘʶʱʝʛʦ ʩʧʝʮʠʘʣʠʩʪʘ ʚ ʦʙʣʘʩʪʠ ʥʠʞʥʝʪʘʛʠʣʴʩʢʦʡ ʜʝʢʦʨʘʪʠʚʥʦʡ ʨʦʩʧʠʩʠ, 

ʯʣʝʥʘ ʉʦʶʟʘ ʭʫʜʦʞʥʠʢʦʚ ʈʦʩʩʠʠ ɸ.ʅ. ɻʦʣʫʙʝʚʦʡ, ʤʥʦʛʦ ʣʝʪ ʧʨʝʧʦʜʘʚʘʚʰʝʡ 

ʚ ʚʫʟʝ ʠ ʨʫʢʦʚʦʜʠʚʰʝʡ ʢʘʬʝʜʨʦʡ ʜʝʢʦʨʘʪʠʚʥʦʡ ʨʦʩʧʠʩʠ [6]. 

ʉʨʝʜʥʝʝ ʧʨʦʬʝʩʩʠʦʥʘʣʴʥʦʝ ʦʙʨʘʟʦʚʘʥʠʝ ʚ ʦʙʣʘʩʪʠ ʥʠʞʥʝʪʘʛʠʣʴʩʢʦʡ 

ʜʝʢʦʨʘʪʠʚʥʦʡ ʨʦʩʧʠʩʠ ʚ ʈʦʩʩʠʡʩʢʦʤ ʫʥʠʚʝʨʩʠʪʝʪʝ ʪʨʘʜʠʮʠʦʥʥʳʭ 

ʭʫʜʦʞʝʩʪʚʝʥʥʳʭ ʧʨʦʤʳʩʣʦʚ ʧʦʥʠʤʘʝʪʩʷ ʢʘʢ ʬʫʥʜʘʤʝʥʪ ʜʣʷ ʧʨʦʬʠʣʴʥʦʛʦ 

ʚʳʩʰʝʛʦ ʦʙʨʘʟʦʚʘʥʠʷ, ʦʙʝʩʧʝʯʠʚʘʶʱʠʡ ʚʣʘʜʝʥʠʝ ʚʳʧʫʩʢʥʠʢʘʤʠ 

ʠʩʧʦʣʥʠʪʝʣʴʩʢʠʤ ʤʘʩʪʝʨʩʪʚʦʤ ʜʘʥʥʦʛʦ ʚʠʜʘ ʠʩʢʫʩʩʪʚʘ ʚ ʩʦʚʝʨʰʝʥʩʪʚʝ. 
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ʍʘʨʘʢʪʝʨʠʩʪʠʢʘ ʩʦʚʨʝʤʝʥʥʦʛʦ ʩʦʩʪʦʷʥʠʷ ʩʨʝʜʥʝʛʦ ʧʨʦʬʝʩʩʠʦʥʘʣʴʥʦʛʦ 

ʦʙʨʘʟʦʚʘʥʠʷ ʚ ʦʙʣʘʩʪʠ ʥʠʞʥʝʪʘʛʠʣʴʩʢʦʡ ʜʝʢʦʨʘʪʠʚʥʦʡ ʨʦʩʧʠʩʠ ʪʨʝʙʫʝʪ 

ʦʪʜʝʣʴʥʦʛʦ ʚʩʝʩʪʦʨʦʥʥʝʛʦ ʘʥʘʣʠʟʘ ʠ ʷʚʣʷʝʪʩʷ ʧʝʨʩʧʝʢʪʠʚʥʳʤ ʥʘʧʨʘʚʣʝʥʠʝʤ 

ʧʨʦʚʦʜʠʤʳʭ ʥʘʤʠ ʥʘʫʯʥʳʭ ʠʩʩʣʝʜʦʚʘʥʠʡ. 
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Training of master artists in Nizhny Tagil decorative painting  

within the system of secondary vocational education:  

historical and pedagogical retrospective 
 

Abstract. The article analyzes the development of the pedagogical system for 

training craftsmen in Nizhny Tagil lacquer painting on trays from the 18th century 

to the present day. It traces the stages of transformation of the goals, methods and 

content of education: from informal apprenticeship within the family and artel to the 

creation of a centralized state system in the Soviet period. It explains how 

pedagogical approaches adapted to changing socio-economic conditions while 

preserving the uniqueness of Nizhny Tagil lacquer painting. 

Keywords: Nizhny Tagil decorative painting, secondary vocational 

education, history, folk art crafts, continuity, brush writing. 

 

Among the well-known traditional art crafts of the Urals, the Nizhny Tagil 

decorative painting holds a special place. The aim of the article is to analyze the 

historical and pedagogical retrospective of training artists in Nizhny Tagil decorative 

painting, identifying the key institutional stages in the development of the 

educational system. 

Origins: family-based guild apprenticeship (18th ïMid-19th century) 

 The emergence of the educational system was inextricably linked to the 

utilitarian task of servicing the Demidovs' metallurgical industries, which required 

product marking and artistic processing. The first teachers were artists from serfs, 

such as representatives of the legendary Khudoyarovs dynasty. Training took place 

in family or guild workshops according to the principle of ñdo as I doò. 

The teaching process was inseparable from production: starting with 

preparing paints, priming and varnishing trays, an apprentice gradually progressed 

to executing simple elements of decoration and ornamentation [10]. A key method 

involved copying the best works of the master or other products serving as standard 

examples of artistic motifs and compositions. The goal was to train craftsmen 

capable of replicating items decorated with distinctive Nizhny Tagil patterns. 

Formalized education: factory school and artel apprenticeship (Mid-19th 

century ï 1917) 

The transition to more organized forms of education was driven by general 

modernization processes in Russia and increased demands for higher quality of 

artistic products [9]. In 1806, at the initiative of N.N. Demidov, owner of the Nizhny 

Tagil factories, a school of painting skills was opened at the Vysky factory 

vocational applied arts school, whose curriculum was based on local traditions of 

lacquer painting on metal. 
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In the school's workshops, the approach to learning acquired a more 

professional character: students had the opportunity to work under the guidance of 

one mentor or several mentors to master various techniques and methods of Nizhny 

Tagil decorative painting. This was the first attempt to systematize training, 

combining craft practice with basic literacy, drawing and even art history. The 

school, whose main task was to replicate painted products, existed until the 1820s. 

During this period, regional-historical features of Nizhny Tagil decorative painting 

emerged, including: 

- painting techniques such as brush (ñmakhovoyeò) writing and multi-layered 

technique; 

- two-color stroke, characterized by simultaneously taking two colors onto the 

brush. One color is picked up on one edge of the brush, another on the opposite side. 

Then, a bicolor track is made on the palette ï tilted from left to right and back ï for 

uniform distribution of paint on the brush. Each flower petal is executed with 

separate strokes [3]; 

- multi-layered writing technique, performed by applying layers of paint to the 

surface followed by subsequent varnishing; 

- compositions mainly consisting of floral, fruit-berry motifs and narrative 

scenes; 

- principles of composition building on the mirror of a tray: ñcentrally-

orientedò, ñsectorialò, ñwreathò, ñhalf-wreathò. 

Systematization: establishment of state educational system (1930s ï 1980s) 

During the Soviet period, the traditional art craft, preserved through the efforts 

of enthusiasts, was integrated into the planned economy via a system of artels (later 

transformed into the ñMetal lavkaò factory). The issue of systematic personnel 

training became acute. In 1945, the Nizhny Tagil art and industrial school (now a 

college) was established ï a key educational institution in the history of the craft in 

the 20th century [5; 7]. For the first time, an educational program for secondary 

vocational education was introduced, which included not only the study of Nizhny 

Tagil decorative painting but also general and artistic disciplines such as drawing, 

painting, and composition [4]. 

In 1972, the Nizhny Tagil art and industrial school prepared the first 

experimental group of artists specializing in tray painting, all of whom were assigned 

to the Nizhny Tagil ñEmalposudaò factory [4; 8]. ñMany masters from the 

experimental group of the Nizhny Tagil enamelware plant <é> later taught at the 

Ural college of applied arts. Among them were T.D. Binas, A.N. Golubeva, 

N.P. Krupina, A.V. Ponomarev and V.P. Poleva. In 1984, on the initiative of 

A.V. Ponomarev and with the support of Ya.V. Polishchuk, director of the Ural 

college of applied arts, a new department ï ñArtistic paintingò ï was opened at the 

educational institution. Four years later, 16 diploma projects were defended. 

Graduates received diplomas in the specialty ñartist-master of paintingò at the level 

of secondary vocational education [6, p. 28]. 

Significant improvement in the teaching of Nizhny Tagil painting was 

achieved thanks to the efforts of such teacher-masters as A.V. Afanasyeva. Her 

methodology, grounded in deep mastery of traditional techniques, high standards of 
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execution and encouragement of creative exploration, nurtured a generation of 

talented artists. 

As a result, a consistent system for teaching Nizhny Tagil decorative painting 

was established [1, 2], which includes the following stages: 

- mastering painting techniques ï performing training exercises to develop 

brushwork skills, particularly the brushstroke technique; 

- copying works of Nizhny Tagil decorative painting from museum collections 

and catalogs; 

- creating an original artistic piece that reflects the distinctive features of the 

Nizhny Tagil painted craft. 

An analysis of works from this period allows us to identify two main themes: 

traditional floral painting and narrative compositions. 

The curriculum for Nizhny Tagil painting included the history of the craft, 

techniques for composing and creating color palettes. 

The goal of training was not merely to produce a craftsman, but to educate an 

artist of folk art crafts, capable of combining fidelity to tradition with individual 

creative expression. 

Graduates of colleges and technical schools received the qualification of 

ñartist-masterò and could work at enterprises of folk art crafts, in art workshops and 

schools. 

Current state of teaching Nizhny Tagil decorative painting in secondary 

vocational education (Late 20th ï Early 21st centuries) 

The collapse of the Soviet system of art crafts posed new challenges for 

pedagogy. The school (college) remained the core of professional training, but the 

focus of education shifted. Tasks related to preserving artistic identity amid 

commercialization and dialogue with contemporary art came to the fore. New 

educational formats appeared: author-led master classes, adult courses, tourist 

intensives, online lessons. The Gornozavodsky Ural museum reserve and the 

memorial-literary museum of A.P. Bondin (ñKhudoyarov houseò) became 

educational platforms emphasizing the historical-cultural context of the craftôs 

development. 

Currently, the Ural college of applied arts and design, as a branch of the 

Moscow state academy of arts and industry named after S.G. Stroganov, specializes 

in training designers. We believe that traditional art crafts, such as Nizhny Tagil 

decorative painting, represent a fundamentally different type of art compared to 

design. Training artists-masters in Nizhny Tagil decorative painting, rather than 

designers, requires a qualitatively different educational content that aligns with the 

regional-historical, artistic-imagery and technical-technological specifics of this art 

form. 

A unique experience in creating a system of continuous professional education 

in the field of Nizhny Tagil decorative painting has been implemented at the Russian 

university of traditional art crafts. This institution was the first to introduce 

specialized higher education in this area, initiated by the scientific and pedagogical 

activities of the outstanding specialist in Nizhny Tagil decorative painting, 
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A.N. Golubeva, a member of the Union of artists of Russia. She taught at the 

university for many years and headed the department of decorative painting [6]. 

Secondary vocational education in Nizhny Tagil decorative painting at the 

Russian university of traditional art crafts is understood as the foundation for 

specialized higher education. It ensures that graduates master the performing skills 

of this art form to perfection. 

A comprehensive analysis of the current state of secondary vocational 

education in Nizhny Tagil decorative painting is required and represents a promising 

direction for our ongoing scientific research. 
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ɺʳʧʫʩʢʥʳʝ ʢʚʘʣʠʬʠʢʘʮʠʦʥʥʳʝ ʨʘʙʦʪʳ ʚ ʢʦʩʪʦʨʝʟʥʦʤ ʠʩʢʫʩʩʪʚʝ: 

ʧʫʪʴ ʢ ʰʝʜʝʚʨʘʤ 

Graduation qualification works in the bone carving art: 

the path to masterpieces 

 

ɸʥʥʦʪʘʮʠʷ. ɺ ʩʪʘʪʴʝ ʨʘʩʩʤʘʪʨʠʚʘʶʪʩʷ ʢʨʠʪʝʨʠʠ ʭʘʨʘʢʪʝʨʠʩʪʠʢʠ 

ʚʳʧʫʩʢʥʳʭ ʢʚʘʣʠʬʠʢʘʮʠʦʥʥʳʭ ʨʘʙʦʪ ʫʨʦʚʥʝʡ ʩʨʝʜʥʝʛʦ ʧʨʦʬʝʩʩʠʦʥʘʣʴʥʦʛʦ ʠ 

ʚʳʩʰʝʛʦ ʦʙʨʘʟʦʚʘʥʠʷ ʚ ʦʙʣʘʩʪʠ ʭʫʜʦʞʝʩʪʚʝʥʥʦʡ ʨʝʟʴʙʳ ʧʦ ʢʦʩʪʠ. ʆʙʦʩʥʦʚʘʥ 

ʧʨʦʮʝʩʩ ʚʳʧʦʣʥʝʥʠʷ ʚʳʧʫʩʢʥʦʡ ʢʚʘʣʠʬʠʢʘʮʠʦʥʥʦʡ ʨʘʙʦʪʳ ʚ ʤʘʪʝʨʠʘʣʝ, 

ʩʦʩʪʦʷʱʠʡ ʠʟ ʧʦʩʣʝʜʦʚʘʪʝʣʴʥʦʩʪʠ ʵʪʘʧʦʚ ʧʨʦʝʢʪʥʦʡ ʜʝʷʪʝʣʴʥʦʩʪʠ 

ʠ ʠʩʧʦʣʥʠʪʝʣʴʩʢʦʛʦ ʤʘʩʪʝʨʩʪʚʘ. ʇʨʝʜʩʪʘʚʣʝʥ ʢʨʘʪʢʠʡ ʘʥʘʣʠʟ ʧʨʦʠʟʚʝʜʝʥʠʡ 

ʢʦʩʪʦʨʝʟʥʦʛʦ ʠʩʢʫʩʩʪʚʘ, ʚʳʧʦʣʥʝʥʥʳʭ ʦʙʫʯʘʶʱʠʤʠʩʷ ʩʨʝʜʥʝʛʦ 

ʧʨʦʬʝʩʩʠʦʥʘʣʴʥʦʛʦ ʠ ʚʳʩʰʝʛʦ ʦʙʨʘʟʦʚʘʥʠʷ ʚ ʈʦʩʩʠʡʩʢʦʤ ʫʥʠʚʝʨʩʠʪʝʪʝ 

ʪʨʘʜʠʮʠʦʥʥʳʭ ʭʫʜʦʞʝʩʪʚʝʥʥʳʭ ʧʨʦʤʳʩʣʦʚ. 

ʂʣʶʯʝʚʳʝ ʩʣʦʚʘ: ʢʦʩʪʦʨʝʟʥʦʝ ʠʩʢʫʩʩʪʚʦ, ʭʦʣʤʦʛʦʨʩʢʘʷ ʨʝʟʴʙʘ ʧʦ 

ʢʦʩʪʠ, ʭʫʜʦʞʝʩʪʚʝʥʥʳʝ ʠʟʜʝʣʠʷ, ʘʞʫʨ, ʨʝʣʴʝʬ, ʩʢʫʣʴʧʪʫʨʘ, ʛʨʘʚʠʨʦʚʢʘ, 

ʚʳʧʫʩʢʥʘʷ ʢʚʘʣʠʬʠʢʘʮʠʦʥʥʘʷ ʨʘʙʦʪʘ, ʤʘʪʝʨʠʘʣʳ, ʪʝʭʥʦʣʦʛʠʠ, ʧʨʦʝʢʪʥʘʷ 

ʜʝʷʪʝʣʴʥʦʩʪʴ, ʤʘʩʪʝʨʩʪʚʦ. 

Abstract. The article examines the criteria for characterizing graduation 

qualification works at the levels of secondary vocational and higher education in the 

field of artistic bone carving. The process of completing a graduation qualification 

work in material is justified, consisting of a sequence of stages of project activity 

and performing skills. A brief analysis of bone carving artworks created by students 

of secondary vocational and higher education at the Russian university of traditional 

art crafts is presented. 

Keywords: bone carving art, Kholmogory bone carving, artistic items, 

openwork, relief, sculpture, engraving, graduation qualification work, materials, 

technologies, project activities, mastery. 

 

ʇʨʦʬʝʩʩʠʦʥʘʣʴʥʦʝ ʦʙʨʘʟʦʚʘʥʠʝ ʚ ʦʙʣʘʩʪʠ ʭʫʜʦʞʝʩʪʚʝʥʥʦʡ ʨʝʟʴʙʳ ʧʦ 

ʢʦʩʪʠ ʷʚʣʷʝʪʩʷ ʦʜʥʦʡ ʠʟ ʚʘʞʥʝʡʰʠʭ ʩʦʩʪʘʚʣʷʶʱʠʭ ʩʦʭʨʘʥʝʥʠʷ ʠ ʨʘʟʚʠʪʠʷ 

ʪʨʘʜʠʮʠʡ ʢʦʩʪʦʨʝʟʥʦʛʦ ʠʩʢʫʩʩʪʚʘ ʈʦʩʩʠʠ. ʌʦʨʤʠʨʦʚʘʥʠʝ ʠ ʵʚʦʣʶʮʠʷ 

ʭʫʜʦʞʝʩʪʚʝʥʥʦʡ ʨʝʟʴʙʳ ʧʦ ʢʦʩʪʠ ʢʘʢ ʦʜʥʦʛʦ ʠʟ ʚʠʜʦʚ ʪʨʘʜʠʮʠʦʥʥʳʭ 



мло 

ʭʫʜʦʞʝʩʪʚʝʥʥʳʭ ʧʨʦʤʳʩʣʦʚ ʦʙʫʩʣʦʚʠʣʠ ʧʦʷʚʣʝʥʠʝ ʩʠʩʪʝʤʳ ʧʦʜʛʦʪʦʚʢʠ 

ʙʫʜʫʱʠʭ ʤʘʩʪʝʨʦʚ ʠ ʭʫʜʦʞʥʠʢʦʚ ʚ ʵʪʦʡ ʦʙʣʘʩʪʠ. 

ʅʘ ʧʨʦʪʷʞʝʥʠʠ ʜʣʠʪʝʣʴʥʦʛʦ ʠʩʪʦʨʠʯʝʩʢʦʛʦ ʧʝʨʠʦʜʘ ʢ ʦʩʥʦʚʥʳʤ 

ʩʧʦʩʦʙʘʤ ʧʝʨʝʜʘʯʠ ʧʨʦʬʝʩʩʠʦʥʘʣʴʥʳʭ ʥʘʚʳʢʦʚ ʦʪʥʦʩʠʣʠʩʴ ʩʝʤʝʡʥʦʝ 

ʦʙʫʯʝʥʠʝ ʠ ʨʝʤʝʩʣʝʥʥʦʝ ʫʯʝʥʠʯʝʩʪʚʦ. ʆʙʫʯʝʥʠʝ ʚ ʦʩʥʦʚʥʦʤ ʧʨʦʚʦʜʠʣʦʩʴ ʥʘ 

ʜʦʤʫ ʠʣʠ ʚ ʤʘʩʪʝʨʩʢʠʭ, ʛʜʝ ʟʥʘʥʠʷ ʠ ʧʨʘʢʪʠʯʝʩʢʠʝ ʥʘʚʳʢʠ ʚ ʦʙʣʘʩʪʠ 

ʭʫʜʦʞʝʩʪʚʝʥʥʦʡ ʨʝʟʴʙʳ ʧʦ ʢʦʩʪʠ ʧʝʨʝʜʘʚʘʣʠʩʴ ʦʪ ʩʪʘʨʰʠʭ ʧʦʢʦʣʝʥʠʡ 

ʤʘʩʪʝʨʦʚ ʢ ʤʣʘʜʰʠʤ [2]. 

ɺ XX ʚ. ʥʘ ʩʤʝʥʫ ʪʨʘʜʠʮʠʦʥʥʦʤʫ ʩʝʤʝʡʥʦʤʫ ʦʙʫʯʝʥʠʶ ʠ ʨʝʤʝʩʣʝʥʥʦʤʫ 

ʫʯʝʥʠʯʝʩʪʚʫ ʧʨʠʰʸʣ ʧʨʦʮʝʩʩ ʠʥʩʪʠʪʫʮʠʦʥʘʣʠʟʘʮʠʠ ʭʫʜʦʞʝʩʪʚʝʥʥʦ-

ʨʝʤʝʩʣʝʥʥʦʛʦ ʦʙʨʘʟʦʚʘʥʠʷ. ʇʦʩʪʝʧʝʥʥʦ ʧʦʜʛʦʪʦʚʢʘ ʤʘʩʪʝʨʦʚ-ʨʝʤʝʩʣʝʥʥʠʢʦʚ 

ʠ ʭʫʜʦʞʥʠʢʦʚ ʙʳʣʘ ʚʢʣʶʯʝʥʘ ʚ ʩʠʩʪʝʤʫ ʧʨʦʬʝʩʩʠʦʥʘʣʴʥʦʛʦ ʦʙʨʘʟʦʚʘʥʠʷ, 

ʨʝʘʣʠʟʫʝʤʫʶ ʚ ʩʧʝʮʠʘʣʠʟʠʨʦʚʘʥʥʳʭ ʦʙʨʘʟʦʚʘʪʝʣʴʥʳʭ ʫʯʨʝʞʜʝʥʠʷʭ, 

ʦʙʝʩʧʝʯʠʚʘʶʱʠʭ ʥʘʯʘʣʴʥʫʶ ʠ ʩʨʝʜʥʶʶ ʧʨʦʬʝʩʩʠʦʥʘʣʴʥʫʶ ʧʦʜʛʦʪʦʚʢʫ 

ʚ ʫʯʠʣʠʱʘʭ, ʪʝʭʥʠʢʫʤʘʭ ʠ ʢʦʣʣʝʜʞʘʭ [2]. 

ɺ XXI ʚ. ʧʦʜʛʦʪʦʚʢʘ ʭʫʜʦʞʥʠʢʦʚ ʚ ʦʙʣʘʩʪʠ ʢʦʩʪʦʨʝʟʥʦʛʦ ʠʩʢʫʩʩʪʚʘ ʥʘ 

ʫʨʦʚʥʝ ʚʳʩʰʝʛʦ ʦʙʨʘʟʦʚʘʥʠʷ ʦʩʫʱʝʩʪʚʣʷʝʪʩʷ ʚ ʈʦʩʩʠʡʩʢʦʤ ʫʥʠʚʝʨʩʠʪʝʪʝ 

ʪʨʘʜʠʮʠʦʥʥʳʭ ʭʫʜʦʞʝʩʪʚʝʥʥʳʭ ʧʨʦʤʳʩʣʦʚ (ʨʘʥʝʝ ï ɺʳʩʰʘʷ ʰʢʦʣʘ ʥʘʨʦʜʥʳʭ 

ʠʩʢʫʩʩʪʚ) ʚ ʉʘʥʢʪ-ʇʝʪʝʨʙʫʨʛʝ, ʯʪʦ ʧʨʝʜʧʦʣʘʛʘʝʪ ʥʘʣʠʯʠʝ ʦʧʨʝʜʝʣʝʥʥʳʭ 

ʦʙʨʘʟʦʚʘʪʝʣʴʥʳʭ ʫʩʣʦʚʠʡ ʠ ʬʦʨʤʠʨʦʚʘʥʠʝ ʧʨʦʬʝʩʩʠʦʥʘʣʴʥʳʭ ʢʦʤʧʝʪʝʥʮʠʡ. 

ɺʳʩʰʝʝ ʦʙʨʘʟʦʚʘʥʠʝ ʠʤʝʝʪ ʩʣʦʞʥʫʶ ʦʙʨʘʟʦʚʘʪʝʣʴʥʫʶ ʩʪʨʫʢʪʫʨʫ 

ʠ ʦʨʠʝʥʪʠʨʦʚʘʥʦ ʥʘ ʬʦʨʤʠʨʦʚʘʥʠʝ ʰʠʨʦʢʦʛʦ ʩʧʝʢʪʨʘ ʧʨʦʬʝʩʩʠʦʥʘʣʴʥʳʭ 

ʢʦʤʧʝʪʝʥʮʠʡ. ʅʘʨʷʜʫ ʩ ʦʩʚʦʝʥʠʝʤ ʪʨʘʜʠʮʠʦʥʥʳʭ ʪʝʭʥʦʣʦʛʠʡ ʭʫʜʦʞʝʩʪʚʝʥʥʦʡ 

ʨʝʟʴʙʳ ʧʦ ʢʦʩʪʠ ʦʥʦ ʬʦʨʤʠʨʫʝʪ ʠ ʨʘʟʚʠʚʘʝʪ ʭʫʜʦʞʝʩʪʚʝʥʥʦ-ʦʙʨʘʟʥʦʝ 

ʤʳʰʣʝʥʠʝ, ʠʩʩʣʝʜʦʚʘʪʝʣʴʩʢʠʝ ʥʘʚʳʢʠ, ʘ ʪʘʢʞʝ ʩʧʦʩʦʙʥʦʩʪʴ ʘʜʘʧʪʠʨʦʚʘʪʴ 

ʪʨʘʜʠʮʠʦʥʥʳʝ ʭʫʜʦʞʝʩʪʚʝʥʥʳʝ ʧʨʘʢʪʠʢʠ ʚ ʫʩʣʦʚʠʷʭ ʩʦʚʨʝʤʝʥʥʦʡ ʢʫʣʴʪʫʨʥʦʡ 

ʠ ʧʨʦʬʝʩʩʠʦʥʘʣʴʥʦʡ ʩʨʝʜ.r 

ʆʜʥʠʤ ʠʟ ʠʪʦʛʦʚʳʭ ʧʦʢʘʟʘʪʝʣʝʡ ʫʨʦʚʥʷ ʠ ʢʘʯʝʩʪʚʘ ʧʦʜʛʦʪʦʚʢʠ 

ʭʫʜʦʞʥʠʢʘ ʚ ʦʙʣʘʩʪʠ ʢʦʩʪʦʨʝʟʥʦʛʦ ʠʩʢʫʩʩʪʚʘ ʷʚʣʷʝʪʩʷ ʚʳʧʫʩʢʥʘʷ 

ʢʚʘʣʠʬʠʢʘʮʠʦʥʥʘʷ ʨʘʙʦʪʘ, ʦʪʨʘʞʘʶʱʘʷ ʦʩʚʦʝʥʥʳʝ ʟʥʘʥʠʷ, ʫʤʝʥʠʷ ʠ ʥʘʚʳʢʠ 

ʚʳʧʫʩʢʥʠʢʘ ʟʘ ʚʝʩʴ ʧʝʨʠʦʜ ʦʙʫʯʝʥʠʷ ʥʘ ʫʨʦʚʥʝ ʩʨʝʜʥʝʛʦ ʧʨʦʬʝʩʩʠʦʥʘʣʴʥʦʛʦ 

ʠʣʠ ʚʳʩʰʝʛʦ ʦʙʨʘʟʦʚʘʥʠʷ.  

ɺ ʨʘʟʥʳʝ ʧʝʨʠʦʜʳ ʧʦʜʛʦʪʦʚʢʠ ʚʳʧʫʩʢʥʳʭ ʢʚʘʣʠʬʠʢʘʮʠʦʥʥʳʭ ʨʘʙʦʪ 

ʪʨʝʙʦʚʘʥʠʷ ʢ ʭʫʜʦʞʝʩʪʚʝʥʥʳʤ ʠʟʜʝʣʠʷʤ ʚʳʧʫʩʢʥʠʢʦʚ ʚʘʨʴʠʨʦʚʘʣʠʩʴ 

ʚ ʟʘʚʠʩʠʤʦʩʪʠ ʦʪ ʪʨʘʜʠʮʠʦʥʥʳʭ ʰʢʦʣ ʭʫʜʦʞʝʩʪʚʝʥʥʦʡ ʨʝʟʴʙʳ ʧʦ ʢʦʩʪʠ 

(ʭʦʣʤʦʛʦʨʩʢʦʡ, ʷʢʫʪʩʢʦʡ, ʪʦʙʦʣʴʩʢʦʡ, ʯʫʢʦʪʩʢʦ-ʵʩʢʠʤʦʩʩʢʦʡ), 

ʭʫʜʦʞʝʩʪʚʝʥʥʦʛʦ ʩʪʠʣʷ, ʧʦʜʝʣʦʯʥʦʛʦ ʤʘʪʝʨʠʘʣʘ, ʪʝʭʥʦʣʦʛʠʡ ʠ ʜʨ. 

ʉʨʝʜʥʝʝ ʧʨʦʬʝʩʩʠʦʥʘʣʴʥʦʝ ʦʙʨʘʟʦʚʘʥʠʝ ʦʨʠʝʥʪʠʨʦʚʘʥʦ ʥʘ ʧʦʜʛʦʪʦʚʢʫ 

ʩʧʝʮʠʘʣʠʩʪʦʚ ʚ ʦʙʣʘʩʪʠ ʢʦʩʪʦʨʝʟʥʦʛʦ ʠʩʢʫʩʩʪʚʘ, ʦʙʣʘʜʘʶʱʠʭ ʙʘʟʦʚʳʤʠ 

ʥʘʚʳʢʘʤʠ ʠʩʧʦʣʥʠʪʝʣʴʩʢʦʛʦ ʤʘʩʪʝʨʩʪʚʘ. ʆʥʦ ʨʘʩʩʤʘʪʨʠʚʘʝʪʩʷ ʢʘʢ ʚʘʞʥʳʡ 

ʵʪʘʧ ʧʦʜʛʦʪʦʚʢʠ, ʦʙʝʩʧʝʯʠʚʘʶʱʠʡ ʚʦʟʤʦʞʥʦʩʪʴ ʧʨʦʜʦʣʞʝʥʠʷ ʦʙʫʯʝʥʠʷ ʥʘ 

ʫʨʦʚʥʝ ʚʳʩʰʝʛʦ ʦʙʨʘʟʦʚʘʥʠʷ, ʩʧʦʩʦʙʩʪʚʫʶʱʠʡ ʧʨʝʝʤʩʪʚʝʥʥʦʩʪʠ ʦʙʫʯʝʥʠʷ 

[4; 5]. ɺʳʧʫʩʢʥʠʢʠ ʛʦʪʦʚʳ ʢ ʠʟʛʦʪʦʚʣʝʥʠʶ ʩʝʨʠʡʥʦʡ ʧʨʦʜʫʢʮʠʠ, ʢʦʧʠʨʦʚʘʥʠʶ 

ʭʫʜʦʞʝʩʪʚʝʥʥʳʭ ʧʨʦʠʟʚʝʜʝʥʠʡ, ʘ ʪʘʢʞʝ ʩʦʟʜʘʥʠʶ ʥʝʩʣʦʞʥʳʭ ʘʚʪʦʨʩʢʠʭ 

ʠʟʜʝʣʠʡ. ʇʨʠ ʵʪʦʤ ʜʘʥʥʘʷ ʩʪʫʧʝʥʴ ʧʦʜʛʦʪʦʚʢʠ ʥʝ ʧʨʝʜʧʦʣʘʛʘʝʪ ʦʩʚʦʝʥʠʝ 



млп 

ʩʣʦʞʥʳʭ ʢʦʥʩʪʨʫʢʪʠʚʥʳʭ ʠ ʚʳʩʦʢʦʭʫʜʦʞʝʩʪʚʝʥʥʳʭ ʧʨʦʠʟʚʝʜʝʥʠʡ ʤʫʟʝʡʥʦʛʦ 

ʫʨʦʚʥʷ. 

ɺʳʩʰʝʝ ʦʙʨʘʟʦʚʘʥʠʝ ʦʨʠʝʥʪʠʨʦʚʘʥʦ ʥʘ ʧʦʜʛʦʪʦʚʢʫ 

ʢʦʥʢʫʨʝʥʪʦʩʧʦʩʦʙʥʦʛʦ ʭʫʜʦʞʥʠʢʘ ʚ ʦʙʣʘʩʪʠ ʢʦʩʪʦʨʝʟʥʦʛʦ ʠʩʢʫʩʩʪʚʘ, 

ʷʚʣʷʶʱʝʛʦʩʷ ʚʳʩʦʢʦʢʚʘʣʠʬʠʮʠʨʦʚʘʥʥʳʤ ʩʧʝʮʠʘʣʠʩʪʦʤ ʩ ʨʘʟʚʠʪʳʤ 

ʪʚʦʨʯʝʩʢʠʤ ʧʦʪʝʥʮʠʘʣʦʤ, ʩʧʦʩʦʙʥʦʛʦ ʢ ʩʘʤʦʩʪʦʷʪʝʣʴʥʦʡ ʭʫʜʦʞʝʩʪʚʝʥʥʦ-

ʪʚʦʨʯʝʩʢʦʡ, ʥʘʫʯʥʦ-ʠʩʩʣʝʜʦʚʘʪʝʣʴʩʢʦʡ ʠ ʧʝʜʘʛʦʛʠʯʝʩʢʦʡ ʜʝʷʪʝʣʴʥʦʩʪʠ. 

ɺ ʨʘʤʢʘʭ ʧʨʦʬʝʩʩʠʦʥʘʣʴʥʦʡ ʧʦʜʛʦʪʦʚʢʠ ʬʦʨʤʠʨʫʝʪʩʷ ʩʠʩʪʝʤʘ ʪʝʦʨʝʪʠʯʝʩʢʠʭ 

ʟʥʘʥʠʡ ʦ ʤʘʪʝʨʠʘʣʘʭ, ʭʫʜʦʞʝʩʪʚʝʥʥʦ-ʪʝʭʥʦʣʦʛʠʯʝʩʢʠʭ ʧʨʠʝʤʘʭ ʦʙʨʘʙʦʪʢʠ 

ʢʦʩʪʠ, ʘ ʪʘʢʞʝ ʫʤʝʥʠʝ ʧʨʠʤʝʥʷʪʴ ʠʭ ʥʘ ʧʨʘʢʪʠʢʝ ʚ ʧʨʦʝʢʪʥʦʡ 

ʠ ʠʩʧʦʣʥʠʪʝʣʴʩʢʦʡ ʜʝʷʪʝʣʴʥʦʩʪʠ [5]. ɺʳʧʫʩʢʥʳʝ ʢʚʘʣʠʬʠʢʘʮʠʦʥʥʳʝ ʨʘʙʦʪʳ 

ʚʳʧʦʣʥʷʶʪʩʷ ʧʦ ʘʚʪʦʨʩʢʠʤ ʧʨʦʝʢʪʘʤ ʩʪʫʜʝʥʪʦʚ. 

ʂ ʯʠʩʣʫ ʦʩʥʦʚʥʳʭ ʧʨʦʬʝʩʩʠʦʥʘʣʴʥʳʭ ʢʨʠʪʝʨʠʝʚ ʦʮʝʥʢʠ ʨʝʟʫʣʴʪʘʪʦʚ 

ʚʳʧʦʣʥʝʥʠʷ ʭʫʜʦʞʝʩʪʚʝʥʥʳʭ ʠʟʜʝʣʠʡ ʠʟ ʢʦʩʪʠ ʦʪʥʦʩʷʪʩʷ: ʢʘʯʝʩʪʚʦ 

ʢʦʤʧʦʟʠʮʠʦʥʥʦʛʦ ʨʝʰʝʥʠʷ, ʭʫʜʦʞʝʩʪʚʝʥʥʦ-ʧʣʘʩʪʠʯʝʩʢʦʝ ʠʩʧʦʣʥʝʥʠʝ, 

ʫʨʦʚʝʥʴ ʪʝʭʥʦʣʦʛʠʯʝʩʢʦʡ ʦʙʨʘʙʦʪʢʠ, ʘ ʪʘʢʞʝ ʩʦʙʣʶʜʝʥʠʝ ʘʥʘʪʦʤʠʯʝʩʢʠʭ 

ʧʨʦʧʦʨʮʠʡ ʠ ʧʣʘʩʪʠʢʠ. ɼʘʥʥʳʝ ʧʦʢʘʟʘʪʝʣʠ ʚʘʞʥʳ ʜʣʷ ʦʙʲʝʢʪʠʚʥʦʡ 

ʠ ʢʦʤʧʣʝʢʩʥʦʡ ʦʮʝʥʢʠ ʢʘʯʝʩʪʚʘ ʚʳʧʦʣʥʝʥʥʦʛʦ ʭʫʜʦʞʝʩʪʚʝʥʥʦʛʦ ʠʟʜʝʣʠʷ [5]. 

ʅʘ ʢʘʬʝʜʨʝ ʢʦʩʪʦʨʝʟʥʦʛʦ ʠʩʢʫʩʩʪʚʘ ʈʦʩʩʠʡʩʢʦʛʦ ʫʥʠʚʝʨʩʠʪʝʪʘ 

ʪʨʘʜʠʮʠʦʥʥʳʭ ʭʫʜʦʞʝʩʪʚʝʥʥʳʭ ʧʨʦʤʳʩʣʦʚ ʦʩʫʱʝʩʪʚʣʷʝʪʩʷ ʥʝ ʪʦʣʴʢʦ 

ʢʣʘʩʩʠʯʝʩʢʦʝ ʦʙʫʯʝʥʠʝ ʠʩʢʫʩʩʪʚʫ ʭʦʣʤʦʛʦʨʩʢʦʡ ʨʝʟʴʙʝ ʧʦ ʢʦʩʪʠ, ʥʦ ʚʝʜʝʪʩʷ 

ʧʦʩʪʦʷʥʥʘʷ ʵʢʩʧʝʨʠʤʝʥʪʘʣʴʥʘʷ ʨʘʙʦʪʘ, ʥʘʧʨʘʚʣʝʥʥʘʷ ʥʘ ʧʦʠʩʢ ʥʦʚʳʭ 

ʨʝʰʝʥʠʡ, ʠʥʥʦʚʘʮʠʦʥʥʳʭ ʠʜʝʡ ʠ ʧʦʜʭʦʜʦʚ, ʘ ʪʘʢʞʝ ʥʘ ʠʩʧʦʣʴʟʦʚʘʥʠʝ 

ʨʘʟʣʠʯʥʳʭ ʪʝʭʥʦʣʦʛʠʡ ʠ ʧʦʜʝʣʦʯʥʳʭ ʤʘʪʝʨʠʘʣʦʚ.  

ʆʩʥʦʚʥʳʝ ʢʨʠʪʝʨʠʠ ʦʮʝʥʢʠ ʭʫʜʦʞʝʩʪʚʝʥʥʳʭ ʠʟʜʝʣʠʡ ʚʳʧʫʩʢʥʦʡ 

ʢʚʘʣʠʬʠʢʘʮʠʦʥʥʦʡ ʨʘʙʦʪʳ ʚ ʦʙʣʘʩʪʠ ʭʫʜʦʞʝʩʪʚʝʥʥʦʡ ʨʝʟʴʙʳ ʫʩʣʦʚʥʦ ʤʦʞʥʦ 

ʨʘʟʜʝʣʠʪʴ ʥʘ ʜʚʘ ʙʣʦʢʘ: ʭʫʜʦʞʝʩʪʚʝʥʥʘʷ ʢʦʤʧʦʟʠʮʠʷ ʠʟʜʝʣʠʷ ʠ ʤʘʪʝʨʠʘʣʳ; 

ʪʝʭʥʦʣʦʛʠʯʝʩʢʠʝ ʧʨʠʝʤʳ ʭʫʜʦʞʝʩʪʚʝʥʥʦʡ ʦʙʨʘʙʦʪʢʠ, ʠʩʧʦʣʴʟʫʝʤʳʝ 

ʚ ʠʟʛʦʪʦʚʣʝʥʠʠ ʠʟʜʝʣʠʷ. ʆʨʛʘʥʠʯʥʦʝ ʝʜʠʥʩʪʚʦ ʵʪʠʭ ʧʦʢʘʟʘʪʝʣʝʡ ʧʨʠ 

ʚʳʧʦʣʥʝʥʠʠ ʠʟʜʝʣʠʡ ʩʧʦʩʦʙʩʪʚʫʝʪ ʩʦʟʜʘʥʠʶ ʫʥʠʢʘʣʴʥʦʛʦ ʭʫʜʦʞʝʩʪʚʝʥʥʦʛʦ 

ʦʙʨʘʟʘ, ʚ ʢʦʪʦʨʦʤ ʛʘʨʤʦʥʠʯʥʦ ʩʦʯʝʪʘʶʪʩʷ ʪʨʘʜʠʮʠʠ ʠ ʥʦʚʘʪʦʨʩʪʚʦ.  

ɺʳʧʫʩʢʥʘʷ ʢʚʘʣʠʬʠʢʘʮʠʦʥʥʘʷ ʨʘʙʦʪʘ ʷʚʣʷʝʪʩʷ ʟʘʚʝʨʰʘʶʱʠʤ ʵʪʘʧʦʤ 

ʧʨʦʬʝʩʩʠʦʥʘʣʴʥʦʡ ʧʦʜʛʦʪʦʚʢʠ ʦʙʫʯʘʶʱʝʛʦʩʷ ʠ ʦʪʨʘʞʘʝʪ ʫʨʦʚʝʥʴ 

ʩʬʦʨʤʠʨʦʚʘʥʥʦʩʪʠ ʝʛʦ ʧʨʦʬʝʩʩʠʦʥʘʣʴʥʳʭ ʢʦʤʧʝʪʝʥʮʠʡ. ʀʪʦʛʦʚʘʷ ʨʘʙʦʪʘ 

ʜʝʤʦʥʩʪʨʠʨʫʝʪ ʩʧʦʩʦʙʥʦʩʪʴ ʩʪʫʜʝʥʪʘ ʧʨʠʤʝʥʷʪʴ ʪʝʦʨʝʪʠʯʝʩʢʠʝ ʟʥʘʥʠʷ 

ʠ ʧʨʘʢʪʠʯʝʩʢʠʝ ʥʘʚʳʢʠ ʜʣʷ ʨʝʰʝʥʠʷ ʢʦʤʧʣʝʢʩʥʳʭ ʪʚʦʨʯʝʩʢʠʭ 

ʠ ʪʝʭʥʦʣʦʛʠʯʝʩʢʠʭ ʟʘʜʘʯ. 

ɺʳʧʦʣʥʝʥʠʝ ʚʳʧʫʩʢʥʦʡ ʢʚʘʣʠʬʠʢʘʮʠʦʥʥʦʡ ʨʘʙʦʪ rʧʨʝʜʧʦʣʘʛʘʝʪ ʟʥʘʥʠʝ 

ʤʘʪʝʨʠʘʣʦʚʝʜʝʥʠʷ, ʪʝʭʥʦʣʦʛʠʠ ʦʙʨʘʙʦʪʢʠ ʤʘʪʝʨʠʘʣʦʚ, ʚʣʘʜʝʥʠʝ 

ʠʩʧʦʣʥʠʪʝʣʴʩʢʠʤ ʤʘʩʪʝʨʩʪʚʦʤ ʠ ʦʩʥʦʚʘʤʠ ʧʨʦʝʢʪʥʦʡ ʜʝʷʪʝʣʴʥʦʩʪʠ. 

ɺ ʧʨʦʮʝʩʩʝ ʩʦʟʜʘʥʠʷ ʘʚʪʦʨʩʢʦʛʦ ʠʟʜʝʣʠʷ ʦʩʫʱʝʩʪʚʣʷʝʪʩʷ ʠʥʪʝʛʨʘʮʠʷ 

ʭʫʜʦʞʝʩʪʚʝʥʥʳʭ, ʪʝʭʥʦʣʦʛʠʯʝʩʢʠʭ ʠ ʠʩʩʣʝʜʦʚʘʪʝʣʴʩʢʠʭ ʘʩʧʝʢʪʦʚ. 

ɿʥʘʥʠʝ ʭʘʨʘʢʪʝʨʠʩʪʠʢ ʨʘʟʣʠʯʥʳʭ ʤʘʪʝʨʠʘʣʦʚ, ʠʩʧʦʣʴʟʫʝʤʳʭ 

ʚ ʢʦʩʪʦʨʝʟʥʦʤ ʠʩʢʫʩʩʪʚʝ, ʠʭ ʩʚʦʡʩʪʚ ʠ ʩʪʨʦʝʥʠʷ ʦʨʠʝʥʪʠʨʫʝʪ ʩʪʫʜʝʥʪʘ ʥʘ ʠʭ 

ʦʙʦʩʥʦʚʘʥʥʳʡ ʚʳʙʦʨ (ʢʦʩʪʠ ʢʨʫʧʥʦʛʦ ʨʦʛʘʪʦʛʦ ʩʢʦʪʘ ï ʮʝʚʢʘ, ʨʦʛʘ ʦʣʝʥʷ ʠʣʠ 
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ʣʦʩʷ, ʢʣʳʢ ʤʦʨʞʘ, ʙʠʚʝʥʴ ʤʘʤʦʥʪʘ ʠ ʜʨ.) ʠ ʩʦʦʪʚʝʪʩʪʚʝʥʥʦ ʦʧʨʝʜʝʣʷʝʪ ʚʳʙʦʨ 

ʪʝʭʥʦʣʦʛʠʠ (ʦʢʣʝʡʥʳʝ ʠ ʪʦʢʘʨʥʳʝ ʨʘʙʦʪʳ, ʠʥʢʨʫʩʪʘʮʠʷ ʠ ʜʨ.) ʠ ʧʨʠʝʤʦʚ 

ʭʫʜʦʞʝʩʪʚʝʥʥʦʡ ʨʝʟʴʙʳ ʧʦ ʢʦʩʪʠ (ʛʨʘʚʠʨʦʚʢʘ, ʨʝʣʴʝʬ, ʘʞʫʨ, ʩʢʫʣʴʧʪʫʨʘ) 

[3; 6]. 

ʆʙʣʘʜʘʷ ʪʝʦʨʝʪʠʯʝʩʢʠʤʠ ʟʥʘʥʠʷʤʠ ʠ ʧʨʘʢʪʠʯʝʩʢʠʤʠ ʥʘʚʳʢʘʤʠ 

ʚ ʦʙʣʘʩʪʠ ʪʝʭʥʦʣʦʛʠʠ ʦʙʨʘʙʦʪʢʠ ʤʘʪʝʨʠʘʣʦʚ ʚ ʢʦʩʪʦʨʝʟʥʦʤ ʠʩʢʫʩʩʪʚʝ, 

ʩʪʫʜʝʥʪʳ ʧʦʣʫʯʘʶʪ ʚʦʟʤʦʞʥʦʩʪʴ ʩʘʤʦʩʪʦʷʪʝʣʴʥʦ ʨʘʟʨʘʙʘʪʳʚʘʪʴ ʤʘʨʰʨʫʪʥʫʶ 

ʢʘʨʪʫ ʪʝʭʥʦʣʦʛʠʯʝʩʢʦʛʦ ʧʨʦʮʝʩʩʘ ʠʟʛʦʪʦʚʣʝʥʠʷ ʠʟʜʝʣʠʷ, ʢʦʪʦʨʘʷ ʧʦʟʚʦʣʷʝʪ 

ʨʘʮʠʦʥʘʣʴʥʦ ʦʨʛʘʥʠʟʦʚʳʚʘʪʴ ʨʘʙʦʪʫ ʩ ʫʯʝʪʦʤ ʦʩʦʙʝʥʥʦʩʪʝʡ ʠʩʧʦʣʴʟʫʝʤʦʛʦ 

ʤʘʪʝʨʠʘʣʘ ʠ ʚʳʙʦʨʘ ʪʝʭʥʦʣʦʛʠʯʝʩʢʠʭ ʧʨʠʝʤʦʚ. 

ʉʪʫʜʝʥʪʳ ʨʘʟʨʘʙʘʪʳʚʘʶʪ ʧʨʦʝʢʪʳ ʭʫʜʦʞʝʩʪʚʝʥʥʳʭ ʧʨʦʠʟʚʝʜʝʥʠʡ 

ʢʦʩʪʦʨʝʟʥʦʛʦ ʠʩʢʫʩʩʪʚʘ. ʅʘ ʫʨʦʚʥʝ ʩʨʝʜʥʝʛʦ ʧʨʦʬʝʩʩʠʦʥʘʣʴʥʦʛʦ ʦʙʨʘʟʦʚʘʥʠʷ 

ʠʟʜʝʣʠʷ ʠʟ ʢʦʩʪʠ ʦʪʣʠʯʘʶʪʩʷ ʥʝʙʦʣʴʰʠʤʠ ʬʦʨʤʘʪʘʤʠ, ʪʨʘʜʠʮʠʦʥʥʳʤʠ 

ʬʦʨʤʘʤʠ ʠ ʚʠʜʘʤʠ ʭʫʜʦʞʝʩʪʚʝʥʥʦʡ ʨʝʟʴʙʳ ʧʦ ʢʦʩʪʠ; ʥʘ ʫʨʦʚʥʝ ʚʳʩʰʝʛʦ 

ʦʙʨʘʟʦʚʘʥʠʷ ʚʳʧʦʣʥʷʶʪʩʷ ʠʟʜʝʣʠʷ ʩ ʠʩʧʦʣʴʟʦʚʘʥʠʝʤ ʩʦʚʝʨʰʝʥʥʦ ʥʦʚʳʭ 

ʨʝʰʝʥʠʡ. 

ʇʦʩʣʝʜʦʚʘʪʝʣʴʥʦʩʪʴ ʚʳʧʦʣʥʝʥʠʷ ʚʳʧʫʩʢʥʦʡ ʢʚʘʣʠʬʠʢʘʮʠʦʥʥʦʡ ʨʘʙʦʪʳ 

ʚ ʤʘʪʝʨʠʘʣʝ ʚʢʣʶʯʘʝʪ: 

- ʧʨʦʝʢʪʥʫʶ ʜʝʷʪʝʣʴʥʦʩʪʴ (ʨʘʟʨʘʙʦʪʢʘ ʠ ʚʳʧʦʣʥʝʥʠʝ ʭʫʜʦʞʝʩʪʚʝʥʥʦ-

ʛʨʘʬʠʯʝʩʢʦʛʦ ʧʨʦʝʢʪʘ / ʤʦʜʝʣʠ); 

- ʠʩʧʦʣʥʠʪʝʣʴʩʢʦʝ ʤʘʩʪʝʨʩʪʚʦ (ʠʟʛʦʪʦʚʣʝʥʠʝ ʭʫʜʦʞʝʩʪʚʝʥʥʦʛʦ ʠʟʜʝʣʠʷ 

ʚ ʤʘʪʝʨʠʘʣʝ). 

ʇʨʦʝʢʪʥʘʷ ʜʝʷʪʝʣʴʥʦʩʪʴ: 

- ʨʘʟʨʘʙʦʪʢʘ ʵʩʢʠʟʦʚ (ʧʦʠʩʢʦʚʳʝ ʵʩʢʠʟʳ, ʬʦʨʵʩʢʠʟʳ, ʠʪʦʛʦʚʳʝ ʵʩʢʠʟʳ); 

- ʠʩʧʦʣʥʝʥʠʝ ʤʦʜʝʣʠ/ʤʘʢʝʪʘ (ʚʳʧʦʣʥʝʥʠʝ ʤʘʢʝʪʘ ʠʣʠ ʤʦʜʝʣʠ ʚ ʦʙʲʝʤʝ 

ʠʟ ʨʘʟʣʠʯʥʳʭ ʤʘʪʝʨʠʘʣʦʚ ʧʦ ʵʩʢʠʟʘʤ); 

- ʠʪʦʛʦʚʳʡ ʛʨʘʬʠʯʝʩʢʠʡ ʧʨʦʝʢʪ (ʧʨʝʜʩʪʘʚʣʝʥʠʝ ʦʢʦʥʯʘʪʝʣʴʥʦʛʦ 

ʚʘʨʠʘʥʪʘ ʛʨʘʬʠʯʝʩʢʦʛʦ ʧʨʦʝʢʪʘ ʥʘ ʧʣʘʥʰʝʪʝ). 

ʀʩʧʦʣʥʠʪʝʣʴʩʢʦʝ ʤʘʩʪʝʨʩʪʚʦ: 

- ʧʦʜʙʦʨ ʧʦʜʝʣʦʯʥʦʛʦ ʤʘʪʝʨʠʘʣʘ (ʩʦʨʪʠʨʦʚʢʘ ʠ ʦʪʙʦʨ ʧʦʜʝʣʦʯʥʦʛʦ 

ʤʘʪʝʨʠʘʣʘ ʜʣʷ ʠʟʛʦʪʦʚʣʝʥʠʷ ʠʟʜʝʣʠʷ); 

- ʧʦʜʛʦʪʦʚʠʪʝʣʴʥʳʝ ʦʧʝʨʘʮʠʠ (ʨʘʟʣʠʯʥʳʝ ʪʝʭʥʦʣʦʛʠʯʝʩʢʠʝ ʦʧʝʨʘʮʠʠ ʧʦ 

ʦʙʨʘʙʦʪʢʝ ʧʦʜʝʣʦʯʥʳʭ ʤʘʪʝʨʠʘʣʦʚ: ʨʘʩʧʠʣʦʚʢʘ, ʰʣʠʬʦʚʢʘ, ʦʪʙʝʣʠʚʘʥʠʝ, 

ʩʫʰʢʘ, ʠʟʛʦʪʦʚʣʝʥʠʝ ʢʘʨʢʘʩʦʚ ʠ ʜʨ.); 

- ʦʩʥʦʚʥʳʝ ʦʧʝʨʘʮʠʠ (ʚʳʧʦʣʥʝʥʠʝ ʦʢʣʝʡʥʳʭ ʨʘʙʦʪ, ʭʫʜʦʞʝʩʪʚʝʥʥʘʷ 

ʨʝʟʴʙʘ, ʪʦʢʘʨʥʳʝ ʨʘʙʦʪʳ ʠ ʜʨ.); 

- ʟʘʚʝʨʰʘʶʱʠʝ ʦʧʝʨʘʮʠʠ (ʬʠʥʠʰʥʘʷ ʰʣʠʬʦʚʢʘ ʠ ʧʦʣʠʨʦʚʢʘ, ʩʙʦʨʢʘ 

ʢʦʥʩʪʨʫʢʮʠʠ ʠʟʜʝʣʠʷ ʠ ʜʨ.). 

ʅʘ ʵʪʘʧʝ ʧʨʦʝʢʪʠʨʦʚʘʥʠʷ ʙʫʜʫʱʝʛʦ ʠʟʜʝʣʠʷ ʥʝʦʙʭʦʜʠʤʦ ʦʧʨʝʜʝʣʠʪʴ 

ʧʦʜʝʣʦʯʥʳʝ ʤʘʪʝʨʠʘʣʳ, ʠʟ ʢʦʪʦʨʳʭ ʙʫʜʝʪ ʚʳʧʦʣʥʝʥʘ ʨʘʙʦʪʘ. ʌʠʟʠʯʝʩʢʠʝ 

ʠ ʵʩʪʝʪʠʯʝʩʢʠʝ ʩʚʦʡʩʪʚʘ, ʘ ʪʘʢʞʝ ʪʝʭʥʦʣʦʛʠʯʝʩʢʠʝ ʚʦʟʤʦʞʥʦʩʪʠ ʚʳʙʨʘʥʥʦʛʦ 

ʤʘʪʝʨʠʘʣʘ ʚʦ ʤʥʦʛʦʤ ʦʧʨʝʜʝʣʷʶʪ ʦʩʦʙʝʥʥʦʩʪʠ ʨʝʘʣʠʟʘʮʠʠ ʭʫʜʦʞʝʩʪʚʝʥʥʦʛʦ 

ʟʘʤʳʩʣʘ. ʍʘʨʘʢʪʝʨʠʩʪʠʢʠ ʤʘʪʝʨʠʘʣʘ ʤʦʛʫʪ ʦʛʨʘʥʠʯʠʚʘʪʴ ʠʣʠ, ʥʘʧʨʦʪʠʚ, 

ʥʘʧʨʘʚʣʷʪʴ ʧʦʠʩʢ ʭʫʜʦʞʝʩʪʚʝʥʥʦ-ʢʦʤʧʦʟʠʮʠʦʥʥʳʭ ʨʝʰʝʥʠʡ ʠ ʚʣʠʷʪʴ ʥʘ 

ʚʳʙʦʨ ʪʝʭʥʦʣʦʛʠʯʝʩʢʠʭ ʧʨʠʝʤʦʚ ʠʟʛʦʪʦʚʣʝʥʠʷ.  
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ʇʦʵʪʘʧʥʦʝ ʧʨʦʝʢʪʠʨʦʚʘʥʠʝ ʠʟʜʝʣʠʷ ʥʘʯʠʥʘʝʪʩʷ ʩ ʚʳʧʦʣʥʝʥʠʷ ʵʩʢʠʟʦʚ ï 

ʦʪ ʧʨʦʩʪʳʭ ʧʝʨʚʦʥʘʯʘʣʴʥʳʭ ʬʦʨʵʩʢʠʟʦʚ ʜʦ ʠʪʦʛʦʚʳʭ ʩ ʜʝʪʘʣʠʟʘʮʠʝʡ ʦʩʥʦʚʥʳʭ 

ʬʨʘʛʤʝʥʪʦʚ ʠ ʵʣʝʤʝʥʪʦʚ. 

ɺ ʧʨʦʮʝʩʩʝ ʵʩʢʠʟʠʨʦʚʘʥʠʷ ʦʧʨʝʜʝʣʷʶʪʩʷ ʦʩʥʦʚʥʳʝ ʦʙʲʝʢʪʳ ʠʟʜʝʣʠʷ: 

ʧʨʝʜʩʪʘʚʠʪʝʣʠ ʞʠʚʦʡ ʧʨʠʨʦʜʳ (ʞʠʚʦʪʥʳʝ, ʧʪʠʮʳ, ʥʘʩʝʢʦʤʳʝ, ʯʝʣʦʚʝʢ), 

ʘʨʭʠʪʝʢʪʫʨʥʳʝ ʦʙʲʝʢʪʳ, ʵʣʝʤʝʥʪʳ ʦʢʨʫʞʘʶʱʝʡ ʩʨʝʜʳ. ʇʦʠʩʢ ʚʘʨʠʘʪʠʚʥʳʭ 

ʢʦʤʧʦʟʠʮʠʦʥʥʳʭ ʨʝʰʝʥʠʡ ʥʘ ʵʪʘʧʝ ʵʩʢʠʟʘ ʧʨʝʜʧʦʣʘʛʘʝʪ ʪʱʘʪʝʣʴʥʫʶ 

ʦʨʛʘʥʠʟʘʮʠʶ ʠʟʦʙʨʘʟʠʪʝʣʴʥʦʛʦ ʧʨʦʩʪʨʘʥʩʪʚʘ, ʘʥʘʣʠʟ ʚʘʨʠʘʥʪʦʚ ʠ ʚʳʙʦʨ 

ʥʘʠʙʦʣʝʝ ʫʜʘʯʥʦʛʦ ʠʟ ʥʠʭ. 

ʇʦʩʢʦʣʴʢʫ ʭʫʜʦʞʝʩʪʚʝʥʥʳʝ ʧʨʦʠʟʚʝʜʝʥʠʷ ʚ ʢʦʩʪʦʨʝʟʥʦʤ ʠʩʢʫʩʩʪʚʝ 

ʦʪʥʦʩʷʪʩʷ ʢ ʢʘʪʝʛʦʨʠʠ ʦʙʲʝʤʥʳʭ ʠ ʦʙʲʝʤʥʦ-ʧʨʦʩʪʨʘʥʩʪʚʝʥʥʳʭ ʬʦʨʤ ʠʟʜʝʣʠʡ, 

ʚ ʩʪʨʫʢʪʫʨʫ ʧʨʦʝʢʪʥʦʡ ʜʝʷʪʝʣʴʥʦʩʪʠ ʚʢʣʶʯʝʥʦ ʠʟʛʦʪʦʚʣʝʥʠʝ ʤʦʜʝʣʠ ʠʣʠ 

ʤʘʢʝʪʘ ʙʫʜʫʱʝʛʦ ʠʟʜʝʣʠʷ ʠʟ ʜʦʩʪʫʧʥʳʭ ʤʘʪʝʨʠʘʣʦʚ (ʧʣʘʩʪʠʣʠʥ, ʚʦʩʢ, ʙʫʤʘʛʘ, 

ʜʝʨʝʚʦ, ʢʘʨʪʦʥ, ʤʝʪʘʣʣ ʠ ʜʨ.).  

ɺ ʟʘʚʠʩʠʤʦʩʪʠ ʦʪ ʦʩʦʙʝʥʥʦʩʪʝʡ ʧʨʦʝʢʪʠʨʫʝʤʦʛʦ ʠʟʜʝʣʠʷ ʤʦʜʝʣʴ 

ʚʳʧʦʣʥʷʝʪʩʷ ʚ ʤʘʩʰʪʘʙʝ 1:1, 1:2 ʠʣʠ ʚ ʠʥʳʭ ʧʨʦʧʦʨʮʠʦʥʘʣʴʥʳʭ 

ʩʦʦʪʥʦʰʝʥʠʷʭ. ʀʟʛʦʪʦʚʣʝʥʠʝ ʦʙʲʝʤʥʦʡ ʤʦʜʝʣʠ ʠʣʠ ʤʘʢʝʪʘ ʧʦʟʚʦʣʷʝʪ 

ʥʘʛʣʷʜʥʦ ʦʮʝʥʠʪʴ ʛʘʙʘʨʠʪʳ ʠ ʧʨʦʧʦʨʮʠʠ ʠʟʜʝʣʠʷ, ʝʛʦ ʢʦʥʩʪʨʫʢʪʠʚʥʳʝ 

ʦʩʦʙʝʥʥʦʩʪʠ ʠ ʧʣʘʩʪʠʯʝʩʢʫʶ ʩʪʨʫʢʪʫʨʫ, ʨʘʩʩʤʦʪʨʝʪʴ ʬʦʨʤʫ ʠ ʜʝʪʘʣʠ 

ʩ ʨʘʟʣʠʯʥʳʭ ʨʘʢʫʨʩʦʚ, ʘ ʪʘʢʞʝ ʙʦʣʝʝ ʪʦʯʥʦ ʧʨʦʨʘʙʦʪʘʪʴ ʭʫʜʦʞʝʩʪʚʝʥʥʦʝ 

ʠ ʢʦʥʩʪʨʫʢʪʠʚʥʦʝ ʨʝʰʝʥʠʝ. 

ʇʦʩʣʝ ʦʪʨʘʙʦʪʢʠ ʵʩʢʠʟʦʚ ʢʦʤʧʦʟʠʮʠʠ ʠ ʩʦʟʜʘʥʠʷ ʦʙʲʝʤʥʦʡ ʤʦʜʝʣʠ 

ʩ ʫʯʝʪʦʤ ʚʳʷʚʣʝʥʥʳʭ ʦʩʦʙʝʥʥʦʩʪʝʡ ʬʦʨʤʳ ʠ ʢʦʥʩʪʨʫʢʮʠʠ ʦʩʫʱʝʩʪʚʣʷʝʪʩʷ 

ʚʳʧʦʣʥʝʥʠʝ ʠʪʦʛʦʚʦʛʦ ʭʫʜʦʞʝʩʪʚʝʥʥʦ-ʛʨʘʬʠʯʝʩʢʦʛʦ ʧʨʦʝʢʪʘ. ʂʘʢ ʧʨʘʚʠʣʦ, ʦʥ 

ʦʬʦʨʤʣʷʝʪʩʷ ʥʘ ʧʣʘʥʰʝʪʝ ʩ ʠʩʧʦʣʴʟʦʚʘʥʠʝʤ ʢʦʣʦʨʠʩʪʠʯʝʩʢʦʛʦ ʨʝʰʝʥʠʷ, 

ʧʝʨʝʜʘʯʝʡ ʦʙʲʝʤʘ ʠ ʧʣʘʩʪʠʢʠ, ʯʪʦ ʧʦʟʚʦʣʷʝʪ ʙʦʣʝʝ ʧʦʜʨʦʙʥʦ ʧʨʝʜʩʪʘʚʠʪʴ 

ʭʫʜʦʞʝʩʪʚʝʥʥʳʡ ʦʙʨʘʟ ʠ ʤʘʪʝʨʠʘʣʴʥʳʝ ʭʘʨʘʢʪʝʨʠʩʪʠʢʠ ʠʟʜʝʣʠʷ ʢʦʩʪʦʨʝʟʥʦʛʦ 

ʠʩʢʫʩʩʪʚʘ. 

ʀʟʛʦʪʦʚʣʝʥʠʝ ʠʟʜʝʣʠʷ ʚ ʤʘʪʝʨʠʘʣʝ ʧʨʦʭʦʜʠʪ ʚ ʥʝʩʢʦʣʴʢʦ ʵʪʘʧʦʚ. 

ɺ ʩʦʦʪʚʝʪʩʪʚʠʠ ʩ ʠʪʦʛʦʚʳʤ ʵʩʢʠʟʦʤ (ʧʨʦʝʢʪʦʤ) ʠ ʤʦʜʝʣʴʶ ʧʦʜʙʠʨʘʝʪʩʷ 

ʧʦʜʝʣʦʯʥʳʡ ʤʘʪʝʨʠʘʣ (ʪʨʫʙʯʘʪʘʷ ʢʦʩʪʴ ï ʮʝʚʢʘ, ʨʦʛ ʣʦʩʷ, ʦʣʝʥʷ, ʜʨʝʚʝʩʠʥʘ 

ʠ ʜʨ.), ʦʧʨʝʜʝʣʷʶʪʩʷ ʪʝʭʥʦʣʦʛʠʠ ʠʟʛʦʪʦʚʣʝʥʠʷ ʠ ʚʠʜʳ ʨʝʟʴʙʳ. ʅʘ ʥʘʯʘʣʴʥʦʤ 

ʵʪʘʧʝ ʧʨʦʚʦʜʠʪʩʷ ʨʘʩʧʠʣʦʚʢʘ ʠ ʰʣʠʬʦʚʢʘ ʤʘʪʝʨʠʘʣʘ ʥʘ ʥʝʦʙʭʦʜʠʤʳʝ 

ʬʨʘʛʤʝʥʪʳ, ʧʣʘʩʪʠʥʢʠ, ʜʝʪʘʣʠ. ʇʨʠ ʥʝʦʙʭʦʜʠʤʦʩʪʠ ʟʘʛʦʪʦʚʢʠ ʦʪʙʝʣʠʚʘʶʪʩʷ 

ʠʣʠ ʦʙʝʟʞʠʨʠʚʘʶʪʩʷ, ʘ ʟʘʪʝʤ ʧʨʦʩʫʰʠʚʘʶʪʩʷ ʚ ʪʝʯʝʥʠʝ ʦʧʨʝʜʝʣʸʥʥʦʛʦ 

ʚʨʝʤʝʥʠ [1; 6]. 

ʇʦʩʣʝ ʟʘʚʝʨʰʝʥʠʷ ʧʦʜʛʦʪʦʚʠʪʝʣʴʥʳʭ ʦʧʝʨʘʮʠʡ ʥʘʯʠʥʘʝʪʩʷ ʦʩʥʦʚʥʘʷ 

ʨʘʙʦʪʘ. ɺ ʟʘʚʠʩʠʤʦʩʪʠ ʦʪ ʢʦʥʩʪʨʫʢʮʠʠ ʠʟʜʝʣʠʷ, ʪʨʫʜʦʸʤʢʦʩʪʠ ʠ ʩʣʦʞʥʦʩʪʠ 

ʧʨʠʤʝʥʷʝʤʳʭ ʚʠʜʦʚ ʭʫʜʦʞʝʩʪʚʝʥʥʦʡ ʨʝʟʴʙʳ ʧʨʦʮʝʩʩ ʚʳʧʦʣʥʝʥʠʷ ʤʦʞʝʪ ʙʳʪʴ 

ʚʘʨʠʘʪʠʚʥʳʤ. ʅʘʧʨʠʤʝʨ, ʢ ʦʩʥʦʚʥʳʤ ʨʘʙʦʪʘʤ ʦʪʥʦʩʠʪʩʷ ʭʫʜʦʞʝʩʪʚʝʥʥʘʷ 

ʨʝʟʴʙʘ, ʦʢʣʝʡʥʳʝ ʠ ʪʦʢʘʨʥʳʝ ʨʘʙʦʪʳ, ʠʥʢʨʫʩʪʘʮʠʷ, ʠʟʛʦʪʦʚʣʝʥʠʝ ʢʘʨʢʘʩʘ ʠ ʜʨ. 

ʂ ʟʘʚʝʨʰʘʶʱʠʤ ï ʪʝʭʥʦʣʦʛʠʯʝʩʢʠʝ ʦʧʝʨʘʮʠʠ, ʧʦʩʣʝ ʢʦʪʦʨʳʭ ʠʟʜʝʣʠʶ ʥʝ 

ʪʨʝʙʫʶʪʩʷ ʜʦʧʦʣʥʠʪʝʣʴʥʘʷ ʜʦʨʘʙʦʪʢʘ ʬʨʘʛʤʝʥʪʦʚ ʠʣʠ ʵʣʝʤʝʥʪʦʚ 

ʧʨʦʠʟʚʝʜʝʥʠʷ: ʬʠʥʠʰʥʘʷ ʰʣʠʬʦʚʢʘ ʠ ʧʦʣʠʨʦʚʢʘ, ʬʘʢʪʫʨʠʨʦʚʘʥʠʝ, ʢʨʝʧʣʝʥʠʝ 

ʬʫʨʥʠʪʫʨʳ, ʩʙʦʨʢʘ ʠʟʜʝʣʠʷ ʠ ʜʨ. [6]. 



млт 

ʈʘʩʩʤʦʪʨʠʤ ʵʪʘʧʳ ʚʳʧʦʣʥʝʥʠʷ ʥʘ ʧʨʠʤʝʨʝ ʚʳʧʫʩʢʥʦʡ 

ʢʚʘʣʠʬʠʢʘʮʠʦʥʥʦʡ ʨʘʙʦʪʳ çʊʝʨʝʤʦʢè (ʫʨʦʚʝʥʴ ʚʳʩʰʝʛʦ ʦʙʨʘʟʦʚʘʥʠʷ).  

ʅʘ ʧʝʨʚʦʤ ʵʪʘʧʝ ʙʳʣʘ ʦʧʨʝʜʝʣʝʥʘ ʪʝʤʘ ʚʳʧʫʩʢʥʦʡ ʢʚʘʣʠʬʠʢʘʮʠʦʥʥʦʡ 

ʨʘʙʦʪʳ, ʩʚʷʟʘʥʥʘʷ ʩ ʠʥʪʝʨʧʨʝʪʘʮʠʝʡ ʨʫʩʩʢʦʡ ʥʘʨʦʜʥʦʡ ʩʢʘʟʢʠ; ʚʳʧʦʣʥʝʥʳ 

ʧʦʠʩʢʦʚʳʝ ʵʩʢʠʟʳ ʩ ʨʘʟʣʠʯʥʳʤʠ ʚʘʨʠʘʥʪʘʤʠ ʢʦʤʧʦʟʠʮʠʦʥʥʳʭ ʨʝʰʝʥʠʡ 

(ʨʠʩ. 120). ʅʘʠʙʦʣʝʝ ʫʜʘʯʥʘʷ ʢʦʤʧʦʟʠʮʠʷ ʜʦʧʦʣʥʷʝʪʩʷ ʠ ʜʦʨʘʙʘʪʳʚʘʝʪʩʷ. 

 

 
ʈʠʩ. 1. ɽ. ʂʦʤʘʨʦʚʘ. ʇʦʠʩʢʦʚʳʝ ʵʩʢʠʟʳ ʢ ʩʢʫʣʴʧʪʫʨʥʦʡ ʢʦʤʧʦʟʠʮʠʠ çʊʝʨʝʤʦʢè 

 

ʆʩʦʙʦʝ ʚʥʠʤʘʥʠʝ ʫʜʝʣʷʝʪʩʷ 

ʜʝʪʘʣʴʥʦʡ ʧʨʦʨʘʙʦʪʢʝ ʚʩʝʭ ʬʨʘʛʤʝʥʪʦʚ 

ʢʦʤʧʦʟʠʮʠʠ: ʧʝʨʩʦʥʘʞʝʡ ʞʠʚʦʪʥʦʛʦ ʤʠʨʘ 

(ʤʝʜʚʝʜʴ, ʟʘʷʮ, ʣʠʩʘ, ʚʦʣʢ, ʤʳʰʴ, ʣʷʛʫʰʢʘ, 

ʢʦʤʘʨ), ʨʘʩʪʠʪʝʣʴʥʳʭ ʬʦʨʤ, 

ʘʨʭʠʪʝʢʪʫʨʥʳʭ ʵʣʝʤʝʥʪʦʚ ʪʨʘʜʠʮʠʦʥʥʦʡ 

ʠʟʙʳ ï ʠ ʥʦʚʘʪʦʨʩʢʠʤ ʨʝʰʝʥʠʷʤ 

ʢʦʤʧʦʟʠʮʠʠ. 

ʉʣʝʜʫʶʱʠʡ ʵʪʘʧ ï ʚʳʧʦʣʥʝʥʠʝ 

ʵʪʶʜʘ ʤʦʜʝʣʠ, ʚ ʢʦʪʦʨʦʤ ʦʪʨʘʞʝʥʘ 

ʦʙʲʝʤʥʦ-ʧʨʦʩʪʨʘʥʩʪʚʝʥʥʘʷ ʦʨʛʘʥʠʟʘʮʠʷ 

ʠʟʜʝʣʠʷ ʩ ʨʘʩʧʦʣʦʞʝʥʠʝʤ ʦʩʥʦʚʥʳʭ ʬʦʨʤ 

ʢʦʤʧʦʟʠʮʠʠ (ʨʠʩ. 2). ʕʪʦ ʧʦʟʚʦʣʷʝʪ 

ʚʠʟʫʘʣʠʟʠʨʦʚʘʪʴ ʩʪʨʫʢʪʫʨʫ ʧʨʦʠʟʚʝʜʝʥʠʷ 

ʠ ʚʟʘʠʤʦʩʚʷʟʴ ʦʙʲʝʢʪʦʚ ʤʝʞʜʫ ʩʦʙʦʡ 

(ʨʠʩ. 3). 

ʇʦʩʣʝ ʟʘʚʝʨʰʝʥʠʷ ʧʨʦʝʢʪʥʳʭ ʵʪʘʧʦʚ ʥʘʯʠʥʘʝʪʩʷ ʠʟʛʦʪʦʚʣʝʥʠʝ ʠʟʜʝʣʠʷ 

ʚ ʤʘʪʝʨʠʘʣʝ, ʧʨʝʜʧʦʣʘʛʘʶʱʝʝ ʦʙʦʩʥʦʚʘʥʥʳʡ ʚʳʙʦʨ ʧʦʜʝʣʦʯʥʳʭ ʤʘʪʝʨʠʘʣʦʚ 

ʠ ʪʝʭʥʦʣʦʛʠʯʝʩʢʠʭ ʧʨʠʝʤʦʚ. 

 
20 ʈʠʩ. 1-18. ʌʦʪʦ ʘʚʪʦʨʘ ʩʪʘʪʴʠ  

ʈʠʩ. 2. ɽ. ʂʦʤʘʨʦʚʘ. ʄʦʜʝʣʴ 

ʩʢʫʣʴʧʪʫʨʥʦʡ ʢʦʤʧʦʟʠʮʠʠ çʊʝʨʝʤʦʢè 



млу 

 

 

 

ʈʠʩ. 3. ɽ. ʂʦʤʘʨʦʚʘ. 

ʍʫʜʦʞʝʩʪʚʝʥʥʦ-

ʛʨʘʬʠʯʝʩʢʠʡ ʧʨʦʝʢʪ 

ʚʳʧʫʩʢʥʦʡ 

ʢʚʘʣʠʬʠʢʘʮʠʦʥʥʦʡ ʨʘʙʦʪʳ 

çʉʢʫʣʴʧʪʫʨʥʘʷ ʢʦʤʧʦʟʠʮʠʷ 

ʧʦ ʤʦʪʠʚʘʤ ʨʫʩʩʢʦʡ 

ʥʘʨʦʜʥʦʡ ʩʢʘʟʢʠ 

ñʊʝʨʝʤʦʢòè. 2025 ʛ. 

ʈʫʢʦʚʦʜʠʪʝʣʴ: 

ɺ.ʅ. ʂʦʣʦʙʦʚ 

 

ɺ ʧʨʦʮʝʩʩʝ ʩʦʟʜʘʥʠʷ ʧʨʦʠʟʚʝʜʝʥʠʷ çʊʝʨʝʤʦʢè ʚ ʢʘʯʝʩʪʚʝ 

ʵʢʩʧʝʨʠʤʝʥʪʘʣʴʥʦʛʦ ʨʝʰʝʥʠʷ ʙʳʣ ʚʳʙʨʘʥ ʥʝʪʨʘʜʠʮʠʦʥʥʳʡ ʜʣʷ 

ʭʦʣʤʦʛʦʨʩʢʦʛʦ ʢʦʩʪʦʨʝʟʥʦʛʦ ʠʩʢʫʩʩʪʚʘ ʧʦʜʝʣʦʯʥʳʡ ʤʘʪʝʨʠʘʣ ï ʢʦʩʪʴ ʩʝʨʦʛʦ 

ʢʠʪʘ. ʂʠʪʦʚʘʷ ʢʦʩʪʴ ʠʤʝʝʪ ʜʦʩʪʘʪʦʯʥʦ ʧʦʨʠʩʪʫʶ ʩʪʨʫʢʪʫʨʫ ʠ ʢʦʨʠʯʥʝʚʳʡ 

ʦʪʪʝʥʦʢ, ʯʪʦ ʪʨʝʙʫʝʪ ʛʘʨʤʦʥʠʯʥʦʛʦ ʩʦʦʪʥʦʰʝʥʠʷ ʚʩʝʭ ʵʣʝʤʝʥʪʦʚ ʢʦʤʧʦʟʠʮʠʠ 

ʠʟʜʝʣʠʷ. ɼʣʷ ʜʦʩʪʠʞʝʥʠʷ ʮʝʣʦʩʪʥʦʩʪʠ ʧʨʦʠʟʚʝʜʝʥʠʷ ʙʳʣʘ ʠʩʧʦʣʴʟʦʚʘʥʘ 

ʪʦʥʠʨʦʚʢʘ ʩʢʫʣʴʧʪʫʨ ʞʠʚʦʪʥʳʭ ʠ ʩʦʭʨʘʥʝʥ ʝʩʪʝʩʪʚʝʥʥʳʡ ʮʚʝʪ ʜʨʝʚʝʩʠʥʳ ï 

ʜʫʙʘ, ʠʩʧʦʣʴʟʦʚʘʥʥʦʛʦ ʚ ʢʦʥʩʪʨʫʢʮʠʠ. ɺ ʨʝʟʫʣʴʪʘʪʝ ʢʦʤʧʦʟʠʮʠʷ çʊʝʨʝʤʢʘè 

ʦʨʛʘʥʠʯʥʦ ʩʦʯʝʪʘʝʪ ʤʘʪʝʨʠʘʣʳ ʠ ʪʝʭʥʦʣʦʛʠʠ ʨʝʟʴʙʳ, ʩʦʟʜʘʚʘʷ ʚʳʨʘʟʠʪʝʣʴʥʳʡ 

ʭʫʜʦʞʝʩʪʚʝʥʥʳʡ ʦʙʨʘʟ (ʨʠʩ. 4, 5). 

 

  
ʈʠʩ. 4, 5. ɽ. ʂʦʤʘʨʦʚʘ. ɺʳʧʫʩʢʥʘʷ ʢʚʘʣʠʬʠʢʘʮʠʦʥʥʘʷ ʨʘʙʦʪʘ çʉʢʫʣʴʧʪʫʨʥʘʷ 

ʢʦʤʧʦʟʠʮʠʷ ʧʦ ʤʦʪʠʚʘʤ ʨʫʩʩʢʦʡ ʥʘʨʦʜʥʦʡ ʩʢʘʟʢʠ ñʊʝʨʝʤʦʢòè. 2025 ʛ.  
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ʪʝʭʥʦʣʦʛʠʡ, ʧʦʜʝʣʦʯʥʳʭ ʤʘʪʝʨʠʘʣʦʚ ʠ ʢʦʤʧʦʟʠʮʠʦʥʥʳʭ ʨʝʰʝʥʠʡ, 

ʠʩʧʦʣʴʟʫʝʤʳʭ ʚ ʪʚʦʨʯʝʩʢʠʭ ʠʟʜʝʣʠʷʭ ʩʪʫʜʝʥʪʦʚ. 

ɼʣʷ ʚʳʧʫʩʢʥʳʭ ʢʚʘʣʠʬʠʢʘʮʠʦʥʥʳʭ ʨʘʙʦʪ ʫʨʦʚʥʷ ʩʨʝʜʥʝʛʦ 

ʧʨʦʬʝʩʩʠʦʥʘʣʴʥʦʛʦ ʦʙʨʘʟʦʚʘʥʠʷ ʈʦʩʩʠʡʩʢʦʛʦ ʫʥʠʚʝʨʩʠʪʝʪʘ ʪʨʘʜʠʮʠʦʥʥʳʭ 

ʭʫʜʦʞʝʩʪʚʝʥʥʳʭ ʧʨʦʤʳʩʣʦʚ ʭʘʨʘʢʪʝʨʥʦ ʠʩʧʦʣʴʟʦʚʘʥʠʝ ʪʨʘʜʠʮʠʦʥʥʳʭ ʚʠʜʦʚ 

ʭʦʣʤʦʛʦʨʩʢʦʡ ʭʫʜʦʞʝʩʪʚʝʥʥʦʡ ʨʝʟʴʙʳ ʧʦ ʢʦʩʪʠ (ʘʞʫʨ, ʨʝʣʴʝʬ, ʩʢʫʣʴʧʪʫʨʘ, 

ʮʚʝʪʥʘʷ ʛʨʘʚʠʨʦʚʢʘ), ʦʢʣʝʡʥʳʝ ʨʘʙʦʪʳ, ʪʦʢʘʨʥʳʝ ʨʘʙʦʪʳ ʠ ʧʨʠʤʝʥʝʥʠʝ 

ʢʨʘʰʝʥʦʡ ʢʦʩʪʠ. 

ɸʩʩʦʨʪʠʤʝʥʪ ʠʟʜʝʣʠʡ ʚʢʣʶʯʘʝʪ ʰʢʘʪʫʣʢʠ ʨʘʟʣʠʯʥʳʭ ʬʦʨʤ, ʩʦʯʝʪʘʶʱʠʝ 

ʚ ʦʜʥʦʤ ʠʟʜʝʣʠʠ ʥʝʩʢʦʣʴʢʦ ʚʠʜʦʚ ʨʝʟʴʙʳ ʠ ʪʝʭʥʦʣʦʛʠʡ (ʥʘʧʨʠʤʝʨ, ʛʨʘʚʠʨʦʚʢʫ, 

ʘʞʫʨ, ʢʨʘʰʝʥʫʶ ʢʦʩʪʴ), ʫʢʨʘʰʝʥʠʷ (ʢʦʣʴʝ, ʦʞʝʨʝʣʴʷ, ʙʨʘʩʣʝʪʳ, ʩʝʨʴʛʠ, ʙʨʦʰʠ 

ʠ ʜʨ.), ʘʞʫʨʥʳʝ ʵʢʨʘʥʳ ʠ ʚʘʟʦʯʢʠ, ʥʝʙʦʣʴʰʠʝ ʘʥʠʤʘʣʠʩʪʠʯʝʩʢʠʝ ʩʢʫʣʴʧʪʫʨʳ, 

ʥʘʩʪʦʣʴʥʳʝ ʟʝʨʢʘʣʘ ʠ ʜʨʫʛʠʝ ʜʝʢʦʨʘʪʠʚʥʳʝ ʠʟʜʝʣʠʷ, ʭʘʨʘʢʪʝʨʥʳʝ ʜʣʷ 

ʭʦʣʤʦʛʦʨʩʢʦʛʦ ʪʨʘʜʠʮʠʦʥʥʦʛʦ ʢʦʩʪʦʨʝʟʥʦʛʦ ʠʩʢʫʩʩʪʚʘ [7]. 

ʍʫʜʦʞʝʩʪʚʝʥʥʦʝ ʦʬʦʨʤʣʝʥʠʝ ʠ ʦʙʨʘʟ ʠʟʜʝʣʠʡ ʦʨʠʝʥʪʠʨʦʚʘʥʳ ʥʘ 

ʠʩʧʦʣʴʟʦʚʘʥʠʝ ʦʨʥʘʤʝʥʪʘʣʴʥʳʭ ʢʦʤʧʦʟʠʮʠʡ, ʩʦʩʪʦʷʱʠʭ ʠʟ ʨʘʩʪʠʪʝʣʴʥʳʭ, 

ʮʚʝʪʦʯʥʳʭ ʠʣʠ ʛʝʦʤʝʪʨʠʯʝʩʢʠʭ ʤʦʪʠʚʦʚ, ʚʳʧʦʣʥʝʥʥʳʭ ʚ ʨʘʟʣʠʯʥʳʭ ʪʝʭʥʠʢʘʭ 

ʨʝʟʴʙʳ (ʘʞʫʨ, ʨʝʣʴʝʬ, ʛʨʘʚʠʨʦʚʢʘ), ʘ ʪʘʢʞʝ ʞʘʥʨʦʚʳʝ ʩʮʝʥʳ ʩ ʞʠʚʦʪʥʳʤʠ 

ʠ ʧʪʠʮʘʤʠ ʚ ʦʨʥʘʤʝʥʪʘʣʴʥʳʭ ʢʦʤʧʦʟʠʮʠʷʭ ʠ ʩʢʫʣʴʧʪʫʨʘʭ. ʇʨʠ ʠʩʧʦʣʴʟʦʚʘʥʠʠ 

ʪʨʘʜʠʮʠʦʥʥʳʭ ʧʦʜʝʣʦʯʥʳʭ ʤʘʪʝʨʠʘʣʦʚ, ʪʝʭʥʦʣʦʛʠʡ ʠ ʧʨʠʝʤʦʚ ʢʦʤʧʦʟʠʮʠʠ, 

ʭʘʨʘʢʪʝʨʥʳʭ ʜʣʷ ʭʦʣʤʦʛʦʨʩʢʦʛʦ ʢʦʩʪʦʨʝʟʥʦʛʦ ʠʩʢʫʩʩʪʚʘ, ʦʙʫʯʘʶʱʠʤʠʩʷ 

ʩʨʝʜʥʝʛʦ ʧʨʦʬʝʩʩʠʦʥʘʣʴʥʦʛʦ ʦʙʨʘʟʦʚʘʥʠʷ ʨʘʟʨʘʙʘʪʳʚʘʶʪʩʷ ʥʦʚʳʝ ʬʦʨʤʳ 

ʠ ʢʦʤʧʦʟʠʮʠʠ ʠʟʜʝʣʠʡ ʚʳʧʫʩʢʥʳʭ ʢʚʘʣʠʬʠʢʘʮʠʦʥʥʳʭ ʨʘʙʦʪ. ʅʘʧʨʠʤʝʨ, ʥʘ 

ʨʠʩʫʥʢʘʭ 6-9 ʧʨʝʜʩʪʘʚʣʝʥʳ ʰʢʘʪʫʣʢʠ ʨʘʟʥʳʭ ʬʦʨʤ, ʚʳʧʦʣʥʝʥʥʳʝ ʠʟ ʢʦʩʪʠ 

ʢʨʫʧʥʦʛʦ ʨʦʛʘʪʦʛʦ ʩʢʦʪʘ (ʮʝʚʢʘ). ʅʘ ʩʪʦʨʦʥʘʭ ʰʢʘʪʫʣʢʠ çɿʠʤʥʠʝ ʫʟʦʨʳè 

(ʨʠʩ. 6, 7) ʚ ʩʪʨʦʛʠʝ ʛʝʦʤʝʪʨʠʯʝʩʢʠʝ ʬʦʨʤʳ ʚʧʠʩʘʥʳ ʘʞʫʨʥʳʝ ʦʨʥʘʤʝʥʪʘʣʴʥʳʝ 

ʢʦʤʧʦʟʠʮʠʠ, ʜʝʢʦʨʘʪʠʚʥʦʝ ʨʝʰʝʥʠʝ ʢʦʪʦʨʳʭ ʘʩʩʦʮʠʠʨʫʝʪʩʷ ʩ ʩʘʤʳʤ 

ʭʦʣʦʜʥʳʤ ʚʨʝʤʝʥʝʤ ʛʦʜʘ. ʉʠʥʠʡ ʬʦʥ ʧʦʜ ʘʞʫʨʥʦʡ ʨʝʟʴʙʦʡ ʫʩʠʣʠʚʘʝʪ 

ʵʤʦʮʠʦʥʘʣʴʥʦʝ ʚʦʩʧʨʠʷʪʠʝ ʧʨʦʠʟʚʝʜʝʥʠʷ. ʈʝʣʴʝʬʥʳʝ ʜʝʢʦʨʘʪʠʚʥʳʝ ʵʣʝʤʝʥʪʳ 

ʜʦʧʦʣʥʠʪʝʣʴʥʦ ʟʘʧʦʣʥʷʶʪ ʙʝʣʳʡ ʬʦʥ ʛʣʘʜʢʠʭ ʧʣʦʩʢʦʩʪʝʡ ʠʟʜʝʣʠʷ, ʧʨʠʜʘʚʘʷ 

ʝʤʫ ʟʘʢʦʥʯʝʥʥʳʡ ʚʠʜ. 

 

  
ʈʠʩ. 6, 7. ɺ. ʃʶʙʠʥʝʮʢʘʷ. ʐʢʘʪʫʣʢʘ çɿʠʤʥʠʝ ʫʟʦʨʳè. 2018 ʛ. 

ʈʫʢʦʚʦʜʠʪʝʣʴ: ɺ.ʅ. ʂʦʣʦʙʦʚ 
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ɺ ʦʬʦʨʤʣʝʥʠʠ ʰʢʘʪʫʣʢʠ çʄʘʢʠ ʚ ʣʝʪʥʝʤ ʩʘʜʫè ʧʨʝʦʙʣʘʜʘʶʪ ʦʢʨʫʛʣʳʝ 

ʬʦʨʤr, ʚ ʮʚʝʪʦʯʥʦʤ ʘʞʫʨʝ ʧʨʝʜʩʪʘʚʣʝʥʳ ʨʝʟʥʳʝ ʤʘʢʠ, ʛʘʨʤʦʥʠʯʥʦ 

ʩʦʯʝʪʘʶʪʩʷ ʨʝʣʴʝʬ, ʩʢʫʣʴʧʪʫʨʘ ʠ ʘʞʫʨ (ʨʠʩ. 9). ʇʨʠ ʩʦʟʜʘʥʠʠ ʨʝʣʴʝʬʘ 

ʠʩʧʦʣʴʟʫʝʪʩʷ ʪʝʭʥʠʢʘ çʥʘʢʣʘʜʥʦʛʦ ʘʞʫʨʘè, ʭʘʨʘʢʪʝʨʥʘʷ ʜʣʷ ʭʦʣʤʦʛʦʨʩʢʦʛʦ 

ʢʦʩʪʦʨʝʟʥʦʛʦ ʠʩʢʫʩʩʪʚʘ. 

 

  
ʈʠʩ. 8. ʉ. ɹʦʨʤʠʥʩʢʘʷ  

ʐʢʘʪʫʣʢʘ çʄʘʢʠ ʚ ʣʝʪʥʝʤ ʩʘʜʫè. 2018 ʛ. 

ʈʫʢʦʚʦʜʠʪʝʣʴ: ɺ.ʅ. ʂʦʣʦʙʦʚ  

ʈʠʩ. 9. ɽ. ʉʘʙʣʠʥʘ.  

ʐʢʘʪʫʣʢʘ çʉʝʢʨʝʪè. 2020 ʛ.  

ʈʫʢʦʚʦʜʠʪʝʣʴ: ɺ.ʅ. ʂʦʣʦʙʦʚ  
 

ʇʨʠ ʚʳʧʦʣʥʝʥʠʠ ʚʳʧʫʩʢʥʳʭ ʢʚʘʣʠʬʠʢʘʮʠʦʥʥʳʭ ʨʘʙʦʪ ʫʨʦʚʥʷ ʚʳʩʰʝʛʦ 

ʦʙʨʘʟʦʚʘʥʠʷ ʚʘʞʥʫʶ ʨʦʣʴ ʠʛʨʘʝʪ ʧʦʠʩʢ ʥʦʚʘʪʦʨʩʢʠʭ ʠʜʝʡ, ʧʨʝʜʧʦʣʘʛʘʶʱʠʭ 

ʠʩʧʦʣʴʟʦʚʘʥʠʝ ʨʘʟʣʠʯʥʳʭ ʪʝʭʥʦʣʦʛʠʡ, ʤʘʪʝʨʠʘʣʦʚ ʠ ʭʫʜʦʞʝʩʪʚʝʥʥʳʭ ʦʙʨʘʟʦʚ, 

ʚ ʪ.ʯ. ʥʝʪʨʘʜʠʮʠʦʥʥʳʭ. ʆʙʲʝʤ ʨʘʙʦʪʳ ʠ ʟʘʜʘʯʠ, ʩʪʦʷʱʠʝ ʧʝʨʝʜ ʜʠʧʣʦʤʥʠʢʘʤʠ, 

ʟʥʘʯʠʪʝʣʴʥʦ ʩʣʦʞʥʝʝ, ʯʝʤ ʧʨʠ ʦʙʫʯʝʥʠʠ ʥʘ ʫʨʦʚʥʝ ʩʨʝʜʥʝʛʦ 

ʧʨʦʬʝʩʩʠʦʥʘʣʴʥʦʛʦ ʦʙʨʘʟʦʚʘʥʠʷ. 

ɸʩʩʦʨʪʠʤʝʥʪ ʠʟʜʝʣʠʡ ʚʢʣʶʯʘʝʪ ʩʣʦʞʥʦʢʦʥʩʪʨʫʢʪʠʚʥʳʝ 

ʚʳʩʦʢʦʭʫʜʦʞʝʩʪʚʝʥʥʳʝ ʠʟʜʝʣʠʷ ï ʣʘʨʮʳ, ʰʘʭʤʘʪʳ, ʚʘʟʳ, ʧʘʥʥʦ: 

ʤʥʦʛʦʬʠʛʫʨʥʳʝ ʩʢʫʣʴʧʪʫʨʥʳʝ ʢʦʤʧʦʟʠʮʠʠ ʚ ʩʦʯʝʪʘʥʠʠ ʩ ʦʢʣʝʡʥʳʤʠ 

ʨʘʙʦʪʘʤʠ ʠ ʘʞʫʨʥʳʤʠ ʵʣʝʤʝʥʪʘʤʠ; ʞʘʥʨʦʚʳʝ ʩʢʫʣʴʧʪʫʨʥʳʝ ʢʦʤʧʦʟʠʮʠʠ 

ʩ ʬʠʛʫʨʘʤʠ ʣʶʜʝʡ, ʞʠʚʦʪʥʳʭ, ʧʪʠʮ; ʠʟʜʝʣʠʷ ʩ ʢʦʤʙʠʥʠʨʦʚʘʥʠʝʤ 

ʪʨʘʜʠʮʠʦʥʥʳʭ ʠ ʥʝʪʨʘʜʠʮʠʦʥʥʳʭ ʧʦʜʝʣʦʯʥʳʭ ʤʘʪʝʨʠʘʣʦʚ. 

ʍʫʜʦʞʝʩʪʚʝʥʥʘʷ ʢʦʤʧʦʟʠʮʠʷ ʠ ʦʙʨʘʟ ʚʳʧʫʩʢʥʳʭ ʢʚʘʣʠʬʠʢʘʮʠʦʥʥʳʭ 

ʨʘʙʦʪ ʚʦ ʤʥʦʛʦʤ ʟʘʚʠʩʪ̫ ʦʪ ʠʩʧʦʣʴʟʫʝʤʳʭ ʧʦʜʝʣʦʯʥʳʭ ʤʘʪʝʨʠʘʣʦʚ 

ʠ ʪʝʭʥʦʣʦʛʠʡ ʨʝʟʴʙʳ. ʅʘʧʨʠʤʝʨ, ʥʘ ʨʠʩʫʥʢʘʭ 10-16 ʧʨʝʜʩʪʘʚʣʝʥʳ ʨʘʙʦʪʳ 

ʩʪʫʜʝʥʪʦʚ ʙʘʢʘʣʘʚʨʠʘʪʘ, ʷʚʣʷʶʱʠʝʩʷ ʘʚʪʦʨʩʢʠʤʠ ʧʨʦʠʟʚʝʜʝʥʠʷʤʠ 

ʢʦʩʪʦʨʝʟʥʦʛʦ ʠʩʢʫʩʩʪʚʘ, ʩ ʦʨʠʛʠʥʘʣʴʥʳʤʠ ʪʝʭʥʦʣʦʛʠʯʝʩʢʠʤʠ ʨʝʰʝʥʠʷʤʠ, 

ʤʘʪʝʨʠʘʣʘʤʠ ʠ ʪʝʭʥʦʣʦʛʠʷʤʠ ʠʩʧʦʣʥʝʥʠʷ. ɺ ʧʨʦʠʟʚʝʜʝʥʠʠ çɺʨʝʤʝʥʘ ʛʦʜʘè 

(ʨʠʩ. 13-16) ʧʦʢʘʟʘʥʘ ʚʘʨʠʘʪʠʚʥʦʩʪʴ ʠʩʧʦʣʴʟʦʚʘʥʠʷ ʚʳʨʘʟʠʪʝʣʴʥʳʭ ʩʨʝʜʩʪʚ 

ʜʚʫʭ ʚʠʜʦʚ ʜʝʢʦʨʘʪʠʚʥʦ-ʧʨʠʢʣʘʜʥʦʛʦ ʠʩʢʫʩʩʪʚʘ: ʭʦʣʤʦʛʦʨʩʢʦʡ 

ʭʫʜʦʞʝʩʪʚʝʥʥʦʡ ʨʝʟʴʙʳ ʧʦ ʢʦʩʪʠ ʠ ʵʣʝʤʝʥʪʦʚ ʥʠʞʥʝʪʘʛʠʣʴʩʢʦʡ ʤʘʭʦʚʦʡ 

ʨʦʩʧʠʩʠ. ʊʘʢʦʡ ʥʦʚʘʪʦʨʩʢʠʡ ʧʦʜʭʦʜ ʢ ʩʦʟʜʘʥʠʶ ʧʨʦʠʟʚʝʜʝʥʠʡ ʧʦʟʚʦʣʷʝʪ 

ʨʘʟʜʚʠʥʫʪʴ ʨʘʤʢʠ ʫʩʪʦʷʚʰʠʭʩʷ ʪʨʘʜʠʮʠʡ ʠ ʥʘʡʪʠ ʥʦʚʳʝ ʚʦʟʤʦʞʥʦʩʪʠ ʜʣʷ 

ʚʦʧʣʦʱʝʥʠʷ ʦʨʠʛʠʥʘʣʴʥʳʭ ʭʫʜʦʞʝʩʪʚʝʥʥʳʭ ʟʘʤʳʩʣʦʚ. 



ммм 

  
ʈʠʩ. 10. ʉʪʝʧʯʝʥʢʦʚʘ ʂ. ʉʢʫʣʴʧʪʫʨʥʘʷ 

ʢʦʤʧʦʟʠʮʠʷ çʄʦʨʩʢʦʝ ʧʫʪʝʰʝʩʪʚʠʝè. 

2017 ʛ. ʈʫʢʦʚʦʜʠʪʝʣʴ: ɺ.ʅ. ʂʦʣʦʙʦʚ 

ʈʠʩ. 11. ɻʨʫʙʠʷʥ ɸ. ʉʢʫʣʴʧʪʫʨʥʘʷ ʢʦʤʧʦʟʠʮʠʷ 

çʉʝʤʝʡʥʘʷ ʠʜʠʣʣʠʷè. 2017 ʛ.  

ʈʫʢʦʚʦʜʠʪʝʣʴ: ɺ.ʅ. ʂʦʣʦʙʦʚ 

 

 
ʈʠʩ. 12. ʂʫʜʨʷʚʮʝʚ ʇ. ʐʘʭʤʘʪʥʳʡ ʥʘʙʦʨ çʏʝʨʥʦʝ ʠ ʙʝʣʦʝè 2018 ʛ.  

ʈʫʢʦʚʦʜʠʪʝʣʴ: ɺ.ʅ. ʂʦʣʦʙʦʚ  

 

  

ʈʠʩ. 13, 14. ɽ. ɹʦʛʜʘʥʦʚʘ. ʂʦʤʧʣʝʢʪ ʜʝʢʦʨʘʪʠʚʥʳʭ ʧʘʥʥʦ çɺʨʝʤʝʥʘ ʛʦʜʘè. 2022 ʛ. 

ʈʫʢʦʚʦʜʠʪʝʣʴ: ɺ.ʅ. ʂʦʣʦʙʦʚ 

 



ммн 

  

ʈʠʩ. 15, 16. ɽ. ɹʦʛʜʘʥʦʚʘ. ʂʦʤʧʣʝʢʪ ʜʝʢʦʨʘʪʠʚʥʳʭ ʧʘʥʥʦ çɺʨʝʤʝʥʘ ʛʦʜʘè. 2022 ʛ. 

ʈʫʢʦʚʦʜʠʪʝʣʴ: ɺ.ʅ. ʂʦʣʦʙʦʚ 

 

ɺʳʧʫʩʢʥʘʷ ʢʚʘʣʠʬʠʢʘʮʠʦʥʥʘʷ ʨʘʙʦʪʘ ʚ ʦʙʣʘʩʪʠ ʭʫʜʦʞʝʩʪʚʝʥʥʦʡ ʨʝʟʴʙʳ 

ʧʦ ʢʦʩʪʠ ï ʵʪʦ ʢʦʤʧʣʝʢʩʥʳʡ ʭʫʜʦʞʝʩʪʚʝʥʥʦ-ʪʚʦʨʯʝʩʢʠʡ ʧʨʦʮʝʩʩ, 

ʚʢʣʶʯʘʶʱʠʡ ʧʦʩʣʝʜʦʚʘʪʝʣʴʥʦʝ ʨʝʰʝʥʠʝ ʨʷʜʘ ʟʘʜʘʯ, ʚ ʦʩʥʦʚʝ ʢʦʪʦʨʳʭ 

ʩʦʝʜʠʥʝʥʠʝ ʪʨʘʜʠʮʠʠ ʠ ʥʦʚʘʮʠʡ, ʵʢʩʧʝʨʠʤʝʥʪʘʣʴʥʳʭ ʤʝʪʦʜʦʚ ʠ ʦʨʠʛʠʥʘʣʴʥʳʭ 

ʪʝʭʥʦʣʦʛʠʡ. 

ʉʦʟʜʘʥʠʝ ʚʳʧʫʩʢʥʦʡ ʢʚʘʣʠʬʠʢʘʮʠʦʥʥʦʡ ʨʘʙʦʪʳ ʦʙʲʝʜʠʥʷʝʪ ʧʨʦʝʢʪʥʫʶ 

ʜʝʷʪʝʣʴʥʦʩʪʴ ʠ ʠʩʧʦʣʥʠʪʝʣʴʩʢʦʝ ʤʘʩʪʝʨʩʪʚʦ, ʪʝʦʨʝʪʠʯʝʩʢʠʝ ʟʥʘʥʠʷ 

ʠ ʧʨʘʢʪʠʯʝʩʢʠʝ ʥʘʚʳʢʠ. ʕʪʦ ʧʦʟʚʦʣʷʝʪ ʩʦʟʜʘʚʘʪʴ ʫʥʠʢʘʣʴʥʳʝ ʠʟʜʝʣʠʷ 

ʢʦʩʪʦʨʝʟʥʦʛʦ ʠʩʢʫʩʩʪʚʘ, ʠʤʝʶʱʠʝ ʚʳʩʦʢʫʶ ʭʫʜʦʞʝʩʪʚʝʥʥʫʶ ʮʝʥʥʦʩʪʴ 

ʠ ʩʦʧʦʩʪʘʚʠʤʳʝ ʩ ʰʝʜʝʚʨʘʤʠ ʤʫʟʝʡʥʦʛʦ ʫʨʦʚʥʷ. 
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