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Abstract 
In the article information was given about the examples of Azerbaijan art. Different craftsmanship traditions 

and schools of Azerbaijan were characterized, information about the influence of these schools to craftsmenôs 

creativity of Anatolian Turks is given. Information is given about artworks created by Azerbaijan craftsmen in 

different ages that are in many countries of the world, including museums of Turkey. Lawfulness of mutual rela-

tions in the common culture and art area of one nation, two countries Azerbaijan and Anatolian Turks is justified. 

 

Keywords: Azerbaijan art, craftsmanship traditions, cultural relations, Azerbaijan carpets, museums of Tur-

key.  

  

Handcrafts of Azerbaijani folk creativity crafts-

men that have high taste and skills attracted foreign 

guests, merchants and travelers even in far past. Those 

handcrafts spreading to European, Asian, American 

countries with different ways turned into the rare orna-

ments of different museums and personal collection in 

those countries. While travelling to those countries we 

see our works of art with great proud, and we enjoy. 

Turkey, brother country, is one the countries that 

Azerbaijani art examples mostly spread and demon-

strated in different museums, held in personal collec-

tions. 

Unbreakable connection of national-spiritual and 

historical roots of cultural relations of Azerbaijan-Tur-

key is conditioned with some factors. This brotherhood 

connection based on ethnic, historical, religious, na-

tional-spiritual and socio-political fundamentals was 

established on very ancient and rich precedents. 

Turks, as an ethnos is one of the majestic nations 

that created a spectacular history and gave directions to 

it. Current Azerbaijan and Anatolian Turks, having 

tested brotherhood traditions as a descendant of lofty 

Turkic ethnos, share the same national-spiritual, cul-

tural values and create artworks reflecting these values. 

Azerbaijani and Anatolian Turks were in close re-

lation through the centuries helped, supported each 

other. Exactly for this reason it is not coincidence that 

some of Azerbaijani Turk outstanding personalities, 

culture and art figures, working in different periods in 

Turkey and creating important artworks in path of de-

velopment of the culture and art of Turkey-Azerbaijan 

they showed great services in front of nations of Turkey 

and Azerbaijan. All of these is the symbol of friendship, 

brotherhood, being tied to the same historical, national, 

cultural, moral roots of one nation two countries Azer-

baijan and Turkey. 

Now any residential area in Turkey is not found 

that there we canôt meet artworks created by Azerbaijan 

artists. These fine examples of artwork brought here in 

different times for different purposes, then they became 

decoration of sumptuous palaces of sultans and 

mosques. Except this some of art examples were cre-

ated by Azerbaijani Turk. Foreign travelers that were in 

eastern provinces of Turkey settled here at the early 

stages of century and noted the Azerbaijani Turks car-

peting ornamental ñQazaxò, ñķirvanò carpets. Many 

examples of art made exactly by those artists is possible 

to frequently come across not only in Turkish museums 

but also in personal collections, different shops. For ex-

ample, it is possible to come across such examples of 

art in small jewelry, carpet and etc. shops of famous 

market called ñKapalē ¢arĸēò. 

Istanbul is a place where applied and descriptive 

art examples that are the handcraft of Azerbaijani Turks 

is mostly concentrated among the other cities of Tur-

key. Ķstanbul, considered as one of the most beautiful 

cities in the world, is a big cultural center where the 

artworks of Azerbaijan folk art masters and painters are 

preserved and popularized. Ķt is possible to come across 

to the works belonging to different genres of Azerbai-

jan art and painting schools, together with practical 

works to theoretical information, to autobiography of 

artists and etc. in culture and art centers, museums and 

galleries, exhibition saloons and other cultural institu-

tions of Ķstanbul. 

The oldest and the most beautiful examples of 

Azerbaijan art is concentrated in three great museums 

of Ķstanbul ï Topkapi palace, Turkish and Ķslamic arts 

museum and Carpet museum. Among the art examples 

kept in these museums household items, jewelry exam-

ples, weapons that were made of different metals ï 

gold, silver, copper take the dominance. 

Ķn our artworks the golden belt that kept in 

Topkapi palace museum in Ķstanbul attracts attention 

(Picture-1). Ķn the write on the belt noted that it crafted 

for Safavi ruler Shah Ķsmail in 1507 [13]. 

The belt decorated in multiple techniques of jew-

elry (network (shabaka), pen work and etc.) is one of 

the best examples of Azerbaijan jewelry art. This belt 

consisting of circle-rhomb formed golden parts that 

fixed to each other with yuft and hook is famous with 

decorations on it. The most beautiful part of this belt is 

its buckle. Young man going to hunting on a horse and 

guide escorting him were represented very real on this 

circle belt. 
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Picture 1. Shah Ismailôs buckle of golden belt. 1507. Topkapi palace museum, Ķstanbul. 

 

Young man going to hunting wore short-armed 

gorgeous dressing gown, and put cap belonging to 

Qizilbashs on his head. Near the heading there is a sign, 

plunged feather, representing that he belongs to a 

higher rank. Whole scene demonstrated on the hands of 

nature with the background of blossomed trees. Draw-

ings on buckle recall some sketches from miniature art 

with both general composition and different motives. 

Steel helmet (Picture 2) from 1528 kept in Topkapi pal-

ace museum is also considered as precious item creat-

ing imagination about middle ages Azerbaijan jewelry. 

Ķt becomes clear from information that this helmet was 

wore by Tahmasib son of Shah Ķsmail. Helmet crafted 

in traditional form. Ķts head is high and upright, two 

tubes fixed from sides for setting feather. Heading got 

fame for its drawings and ornaments. 

The most beautiful part of helmet is ornaments on 

the upper side of it. Here are six oblong medallions and 

inside them hunt scenes of predators were described. 

Bottom ending of helmet decorated with four hoop bor-

ders. These borders decorated by flower, leaf drawings 

on wavy line gives special beauty to helmet. 

 
Picture 2. Steel helmet. 1528. Topkapi palace museum, Ķstanbul. 

 

We can add bronze gonfalon (stand of religious 

flag) made in Tabriz and Ardabil to the row of metal 

artworks kept in museums of Ķstanbul. Bronze gonfa-

lons putted on the peak of minarets of buildings like 

mosque and madrasas was essence of religion. As gon-

falons putted in ending on the peaks of buildings their 

inside was empty and there were no decorations on 

them. The best part of gonfalons was the upper endings 

and there was written religious writings and symbolic 

pictures. Currently our gonfalons kept in Turkish mu-

seums are pear and horn shaped. On some of them we 

meet ñAllahò, ñMuhammadò, ñAliò words written in ar-

tistic design on others symbolic drawings. 

While speaking about metal artworks we have to 

specially highlight the 

collection of Musa bey living in Gºztepe district 

of Ķstanbul. This person keeps many artistic metal ex-

amples of art made by Azerbaijan masters. Among 

these artworks two of them are more interesting. One 



6 Danish Scientific Journal No 18,2018 

of them is a dagger with handle and sheath decorated 

with ornaments with golden parts, the other is ñcircas-

sian beltò widely spread among the nation in Azerbai-

jan in old times [6, p. 61]. 

These artworks with exemplary character belong 

to Shaki masters of nineteenth 

century for their artistic style character. According 

to information gave by Musa bey he bought these rare 

artworks in 1920 while he was in Azerbaijan [6, p.84]. 

Many rare carpeting examples of Azerbaijan are 

being kept in the museums of Turkey. From these, pro-

duced fabrics in the time in Shamakha, Ganja, Shaki, 

Shusha and Tabriz, figurative sewings and carpets 

should be noted [8, p. 54]. 

Written sources shows that relations weaving art 

of Azerbaijan and Turkey has ancient and rich history. 

Significant role of Azerbaijani weavers in development 

of Turkish silk art repeatedly noted by artists. 

Now there are some level artworks representing 

our fabric and sewing art in the museums of Turkey 

mainly Topkapi palace museum of Ķstanbul. Two of 

them takes the attention among fabrics and sewing art-

works kept in this museum. One of them is ploty fabric 

belonging to 16th century (picture-3), the other is ñgu-

labatinò sewed gown [5, p.240]. 

 
Picture 3. Figurative fabric. 16th century. Topkapi palace museum. Istanbul. 

 

There are two topics sewed with golden and silver 

threads repeating on the 

weaved fabric. On one of them there is a person 

sitting on horse proudly, on the other given a nude girl 

character combing her hair sitting near lake. These top-

ics given in circle medallions drawn with curly lines re-

member scenes from genius Nizamiôs 

ñKhosrov and Shirinò poem [4, p.38]. 

One of the main direction of mutual relations of 

Azerbaijan and Turk nations in material cultural area is 

carpeting. Carpeting art has been available in Azerbai-

jan from ancient times. Ķn Arabian sources belonging to 

9th-10th centuries showed that, Mughan with its sacks 

and rugs, Nakhchivan, Khoy cities with their rug car-

pets, Ardabil and Shirvan are famous with their silk and 

wool products [11]. 

Mutual relationship between carpeting products of 

Azerbaijan and Turkey is clearly visible in similarities 

of visuals of medallions in the center of Gazakh and 

Turkish carpets. Y.Miller who researched the charac-

teristics of decorations and pictures in Turkish carpet-

ing discovered this similarity first. Ķn his opinion char-

acteristic sign of some Turkish carpets consists of cen-

tral area decorated with medallions, triangles, or 

decorations in the shape of flower is bordered with 

weaved patterns and butas [1, p.53]. Different variants 

of these sign is coming across even in various Turkish 

carpets. 

ñQojaò element of carpets of outstanding artist in 

carpeting area, famous Azerbaijani scientist Latif Kari-

movôs typical example of our carpets belonging to 

Qarabagh (picture-4) 16th-17th century looks more like 

some types of medallion in Turkish carpets [8, p.128]. 
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Picture 4. Karabakh carpet. 17th-18th centuries. Carpet museum. Istanbul. 

 

All of these sayings let us to get result that, similar 

elements observed and 

repeated in Azerbaijani and Turkish carpets is the 

result of close relationship between carpeting art of 

these two nations and impact to each other [9, p. 206]. 

So, we can show the big leaf picture of Azerbaijani car-

pet called ñShikhliò and Turkish carpet called ñUshakò, 

the Qushappeyi and Bashlig ornament observed in 

Karabakh carpet ñDaryandurò and one of the middle 

Turkish carpet, including in ñUshakò [1, p. 93]. 

Mutual relationship, impact and dependence in de-

velopment process of carpeting art of two countries, 

two nations got regular situation as the time passed. Ķt 

is possible to see it in figure of small carpets that was 

used while praying time and called ñNamazliqò (pic-

ture-5) in Azerbaijan. 

Distinctive decoration indication of carpets from 

this type is crown elements remembering the alters of 

mosques. Crown figure set out on prayer carpet called 

ñFakhraliò and used in Ganja-Gazakh region is proba-

bly related with religious-aesthetic traditions. Gener-

ally, ñcrownò scheme in carpeting art of different na-

tions in the Muslim world is appeared as a characteris-

tic, differentiating sign of religious-aesthetic traditions. 

Need to be noted that, although there are different var-

iations of crown elements in Turkish carpeting art they 

always carried religious character. 

  
Picture 5. Namazliq carpet 16th century. Topkapi palace museum. Istanbul. 

 

Y.Miller met this type of picture in one of the 

Turkish carpets: four sided crown at the bottom, medal-

lion at the center and six sided crown at the top. The 

impact of the ñGazakhò type of Azerbaijan carpets be-

longing to 18th-19th centuries is clearly visible [3, p.57]. 

We can say that star shaped medallion covers the 

whole central area of 16th century Tabriz carpets that 

represents the special group in carpeting art. As Y.Mil-

ler noted though ñUlduzluò carpets scheme is wholly 

based on Turkish basis, oval, egg shaped ñmedallionò 

scheme is created within the impact of Iranian carpeting 

art. 

The oldest Azerbaijani carpet kept in Turkey is 

from 13th century. This rare artwork with length of 254, 

width of 170 cm is one of the carpets that given to 

ñAshraf ogluò mosque in Beyshahr as alms according 

to the information given by Turkish art critics. 

On this carpet which has blue grounding, decora-

tion motives that have double barks from both sides 
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were given. At the middle of these decorations consec-

utively repeating eight-sided pictures were placed. 

Eight-sided stars with in a line central area is light yel-

low, edges are blue, in another line central area red, 

edges are black give special beauty to carpet. This car-

pet decorated with the most typical ornament motives 

and with composition method which is inherent to Shir-

van carpets attracts attention with its elegant weaving. 

There are 627 nooses per 10 cm of carpet. 

Although the carpet we are talking about is the 

only example left from 13th century, afterwards we run 

into this kind of compositions and ornamental deco-

rated carpets frequently. Ķt is interesting that we come 

across the same noted carpet in artworks of Netherland 

and Italian painters. 

There are many our carpets belonging to 16th-17th 

centuries in Turkish museums. Among these, carpets 

called ñPadshah sajjadalariò that are kept in Istanbul 

Topkapi palace museum causes a special interest. Out-

standing German artist Kurt Erdman priced these car-

pets highly even in work ñIslamic artò published in 

1941, informed that they belong to Turkish nationsô 

handworks. One of the original characteristics of carpet 

exhibited currently in Ķstanbul Topkapi palace museum 

consists of being weaved by the same person who 

weaved ñNamazlēqò that is kept in 

New-York Metropolitan museum [7, p. 64]. 

We come across many original examples of Azer-

baijan carpets also in Istanbulôs carpet and famous Turk 

and Ķslam artworks museums. Ķn carpet museum Azer-

baijan carpets were given more priority. Carpet mu-

seum of Istanbul locates in the royal castle of Sultan 

Ahmed mosque which is considered as one of the typi-

cal example of Turkish architecture. Although this mu-

seum organized in last times currently here the most an-

cient and original carpets of East are exhibited. Carpets 

weaved in Gazakh, Shirvan and Karabakh represent 

Azerbaijan carpets in this museum. 

One is more interesting among the carpets that are 

exhibited in this museum. This carpet belonging to 16th-

17th centuries is famous ñQarabaĵò carpet that is 

brought from Ulu Cami in Sivas in 1978 according to 

the received information. The precious side of carpet 

that has a big size consists of there the most typical dec-

orations and compositions inherent to ñQarabaĵò car-

pets were reflected. 

Ķn Turkish museums there exhibited not only high-

quality fleecy carpets of Azerbaijan, but also many not 

fleecy carpet-rugs, sumac, ñvᴅrniò (special decoration 

of carpet) and kilims. Now our the most precious not 

fleecy carpet is in Istanbulôs Turk and Ķslam artworks 

museum. Rug carpet exhibited in the biggest saloons of 

this museum can be considered as one of the most orig-

inal still known examples of Azerbaijanôs not fleecy 

carpets that belongs to 18th century. This not fleecy car-

pet whose width is 200, length is 300 cm is different 

with its color, also with its decoration elements. 

As the conversation is opened about Turk and 

Ķslam museum artworks two artworks kept here and re-

lated to Azerbaijan should be noted. One of them is sad-

dle for men, the other is saddle for women. According 

to detections of experts these saddles are handworks of 

19th century Ganja artists [2, p. 34]. 

Mutual relationship and influence of Azerbaijan-

Turkey culture also gets attention in miniature painting. 

Complex painted vase (picture-6) exhibited in archeo-

logical museum which is in Ķzmir city of Turkey is one 

of the precious art examples created by Azerbaijan art-

ists [13]. 

 
Picture 6. Artistic vase. 16th-17th centuries. Archeological museum. Izmir. 
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Roots of miniature art of Azerbaijan and Turkey is 

related to Ķran and Middle Asia nationôs art. Here one 

aspect should be noted, while high development stage 

of Azerbaijan miniature art coincides with the 13th-14th 

centuries, miniature art in Turkey especially book min-

iature dates back to the further stage, 15th-16th centuries. 

It should be noted that miniature art in Turkey has un-

dergone a long and complicated development under the 

influence of many cultures of other peoples, and a num-

ber of bright and original works were created. 

As known Middle Ages east miniature art doesnôt 

develop as an independent area, it developed in the 

form of illustrations given to literary-poetic works of 

great poets. Miniatures created owing to intense work 

and talent of many painters owned by servants of feudal 

society, traders, and clergies in that period. As it is in 

artistic literature, subjects and characters of Turkish 

miniatures were also taken from East classicsô works. 

There is a controversial, unjustified and wrong in-

clination such as denying the independence of Azerbai-

janôs miniature painting in science, ascribing it to Ķra-

nian art. Doubtless, elegant Iranian art affected most of 

the nations of the East, including the art of Azerbaijan 

and Turkey very much. However, there are specific lo-

cal, territorial traditions both in Azerbaijan and Turkish 

miniature art that Ķranian miniature doesnôt have them. 

Ķt is possible to clearly see the differentiating char-

acters while comparing Azerbaijan and Turkish minia-

tures of 15th-16th centuries. Ķf allover Ķranian affect is 

excluded from both miniatures, executive techniques of 

this period Azerbaijan miniature stands at high level. Ķf 

broadness, precision of description is characteristic for 

Azerbaijan miniature then Turkish miniature plot is de-

scribed on flatness. To this style that is characteristic 

for Turkish miniature is come across in Azerbaijan 

miniature so much before, in 13th-14th centuries. 

At that time, Azerbaijani painters so described 

landscape that place dimensions, elements of environ-

ment didnôt get felt. Another important difference 

Azerbaijan and Turkish miniature consists of that in 

Azerbaijan miniature face shapes of humans were 

drawn softly, fluent, smooth but in Turkish miniatures 

these shapes were differentiated with their sharpness, 

toughness, and roughness. 

There are facts confirming the direct relations be-

tween Turkish and Azerbaijani miniature painting 

schools. The prosperity and getting famous of Tabriz 

miniature school in 16th century is connected with Sul-

tan Mahammad [7, p. 103]. Tabriz miniature school is 

so highly developed that we can come across its traces 

in the miniature painting artworks of Near East and 

Middle East nations. Sultan Mahammadôs followers 

worked in many countries, including Turkey and seri-

ously affected the development of local traditions in 

this area in 16th-17th centuries. From them, painters of 

Tabriz Shahgulu and Vali-Janôs names who headed the 

works done in the Istanbul palace workshops in 16th 

century should especially be noted. Ķt is supposed that, 

miniatures drawn in ñShahnameò book published in 

Turkey were drawn by unknown painter that was born 

in Azerbaijan. 

Middle ages Azerbaijan and Turkey miniature 

painting that reached its development peak Ķn 16th cen-

tury and defined main directions in 17th century started 

to lose progressive inclinations later gradually. The 

main reason of this was prohibition of many types of 

descriptive art under the pressure of Ķslam. For exam-

ple, with the insistence of Muslim clergies drawing a 

picture or painting portrait is prohibited, in the contrast 

to the neighbor Ķran. 

Ķn that period Azerbaijan art, including miniature 

painting going backward was observed as it was in Tur-

key. Generally, public-politic events of 17th century 

caused delay of cultural development and corrupting 

the traditions of Tabriz miniature school gradually. 

Later completely another genre-graphic began to form 

in Azerbaijan descriptive art. 

Analysis of the development directions of many 

areas, including carpeting art and miniature painting of 

Middle ages Azerbaijan and Turkey art gives us reason 

to come to result that culture and art of Turkish nations 

living in these countries was in mutual relation and en-

riched more. Ķn modern times these relations that is 

even more active is showing its positive effect on moral 

prosperity of these Turkish nations in both two coun-

tries. 

Heydar Aliyev tried to broaden relations with Tur-

key in art area and achieved accepting significant or-

ders for this. Ķn 1969-1982 Central Committee bureau 

meeting one of the discussed problems was broadening 

cultural relations with foreign countries, including Tur-

key. Ķt should be noted that, Azerbaijan-Turkey art re-

lations were wide, comprehensive and efficient in that 

years in comparison to the all past periods of Soviet 

government. Counting some facts clearly shows the de-

velopment dynamics of relations. Ķn 1970 artworks of 

Azerbaijani painters were exhibited in Turkey and 

gained success. Exhibited pictures were devoted 

mainly to subjects about Azerbaijan history. From 1969 

we can say that every year Azerbaijan artists visit Tur-

key and gave their best on the way of development of 

cultural relations. 

Heydar Aliyev tried to make Azerbaijan-Turkey 

relations to become more intensive using intelligent 

personsô authorities in the conditions of Soviet system. 

Heydar Aliyev many times noted that, if our nations liv-

ing with brotherhood relations along the centuries 

saved their national dignity struggling together, didnôt 

lose their national characteristics and if they live as an 

independent nation, independent country passing glori-

ous history path, for all of these they should be grateful 

to their thinkers, poets, and writers, composers, paint-

ers, architects, scientists. We can with great pride say 

that our nation is very rich in this area. This richness 

keeping alive the national spirit, national traditions sent 

it from generation to generation, brought it to today. 

Ķn Soviet period although they didnôt let to estab-

lish direct relations with Turkey, exactly as a result of 

Heydar Aliyevôs effort friendship and brotherhood re-

lationships that was existed between the two nations 

through the centuries are kept, developed. 

Heydar Aliyev payed special attention on creating 

relations with Turkey named ñone nation, two coun-

triesò by him while his authority. Ķn Soviet government 
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years Azerbaijan didnôt have opportunity to join inter-

national relations directly. But Turks of the countries 

having the same language, traditions, history, and com-

mon ethnic origin are interested in all areas, including 

development of cultural relations. 

While the harassment of Armenia to Azerbaijan 

relations between brother Turkey were broadened 

more. Ķn 1990 January agreement signed between Min-

ister of culture of Azerbaijan Polad Bulbuloglu and 

Minister of culture of Turkey N.K.Zeybek about cul-

tural cooperation. According to this agreement in 1990 

Azerbaijanôs culture days were dated in Turkey. At that 

time Turkish population got opportunity to meet with 

the many outstanding culture and art servers of Azer-

baijan. Ķn realization of these relations there were spe-

cial services of ñVatanò corporation especially the head 

of this corporation Elchin Afandiyev [11]. 

Azerbaijan after gaining its independence ap-

peared in front of our country with aiming to form mul-

tidirectional, complex foreign policy doctrine maxi-

mum answering to the country interests of nation. Ķt 

was necessary to give special place doctrine for coun-

tries of Near and Middle east having historical connec-

tion, ethnic, religious and cultural commonness with 

Azerbaijan. Among these countries development rela-

tions with Turkey was important and our nationwide 

leader Heydar Aliyev showed undeniable and indispen-

sable services paying attention on development of 

Azerbaijan-Turkey politic, cultural relations [10]. 

Azerbaijan always opened doors in relations be-

tween foreign countries. Painting competition was held 

named ñBir millet iki dovletò (One nation two states) 

with the attempt of Azerbaijan Republic Painting acad-

emy and Embassy of brother country Republic of Tur-

key [12]. Exhibition demonstrated in 19 may 2009 in 

Museum of Azerbaijan Painting Academy. Ķn the exhi-

bition artworks of young student prepared with differ-

ent techniques and methods were exhibited. Organizing 

exhibitions cooperating with many countries especially 

with brother countries in Azerbaijan helps young paint-

ers to use new subjects and help our culture to be rep-

resented broadly. Showcase of this exhibition in Re-

public of Turkey is its proof. Participation of our young 

talents in such exhibitions lets Azerbaijan culture be in-

troduced widely in the world cultural environment, 

preaching broadly its specific beauties. 
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Abstract 

The purpose of this article is to update the creative work of Odessa artist Valentin Zakharchenko. The main 

vectors of creative activity of the painter are outlined, the breadth of his genre range is accentuated landscape genre 

is analyzed as the dominating. The picture çBlind Menè (1978), destroyed in 2013 by the artist himself, is outlined 

as a credo-forming, the circumstances of confrontation between the creative person and the positions of society, 

which led to disastrous consequences, are revealed 

ɸʥʥʦʪʘʮʠʷ 

ʎʝʣʴʶ ʜʘʥʥʦʡ ʩʪʘʪʴʠ ʷʚʣʷʝʪʩʷ ʘʢʪʫʘʣʠʟʘʮʠʷ ʪʚʦʨʯʝʩʪʚʘ ʦʜʝʩʩʢʦʛʦ ʭʫʜʦʞʥʠʢʘ ɺʘʣʝʥʪʠʥʘ ɿʘʭʘʨʯʝʥʢʦ. 

ʆʯʝʨʯʝʥʳ ʦʩʥʦʚʥʳʝ ʚʝʢʪʦʨʳ ʪʚʦʨʯʝʩʢʦʡ ʜʝʷʪʝʣʴʥʦʩʪʠ ʞʠʚʦʧʠʩʮʘ, ʘʢʮʝʥʪʠʨʦʚʘʥʘ ʰʠʨʦʪʘ ʝʛʦ ʞʘʥʨʦʚʦʛʦ 

ʜʠʘʧʘʟʦʥʘ, ʧʨʦʘʥʘʣʠʟʠʨʦʚʘʥ ʢʘʢ ʜʦʤʠʥʠʨʫʱʠʡ ʧʝʡʟʘʞʥʳʡ ʞʘʥʨ. ʂʘʢ ʢʨʝʜʦʬʦʨʤʠʨʫʶʱʘʷ ʚʳʜʝʣʝʥʘ ʢʘʨ-

ʪʠʥʘ çʉʣʝʧʮʳè (1978 ʛ.), ʫʥʠʯʪʦʞʝʥʥʘʷ ʚ 2013 ʨ. ʩʘʤʠʤ ʭʫʜʦʞʥʠʢʦʤ, ʚʳʷʚʣʝʥʳ ʦʙʩʪʦʷʪʝʣʴʩʪʚʘ ʧʨʦʪʠʚʦ-

ʩʪʦʷʥʠʷ ʪʚʦʨʯʝʩʢʦʡ ʣʠʯʥʦʩʪʠ ʠ ʧʦʟʠʮʠʡ ʩʦʮʠʫʤʘ, ʧʨʠʚʝʜʰʠʝ ʢ ʛʫʙʠʪʝʣʴʥʳʤ ʧʦʩʣʝʜʩʪʚʠʷʤ 

http://www.medeniyyet.az/.../Bakida-VI-Beynelxalq-turk-incesenet
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ʂʣʶʯʝʚʝr ʩʣʦʚʘ: ʦʜʝʩʩʢʘʷ ʞʠʚʦʧʠʩʥʘʷ ʰʢʦʣʘ, ʭʫʜʦʞʥʠʢ, ʢʘʨʪʠʥʘ, ʠʤʧʨʝʩʩʠʦʥʠʟʤ, ʧʘʣʠʪʨʘ, çʣʘʦʢʦ-

ʦʥʠʯʝʩʢʦʝè ʧʨʦʠʟʚʝʜʝʥʠʝ 

 

ʇʫʪʴ ʭʫʜʦʞʥʠʢʘ ʢ ʠʟʚʝʩʪʥʦʩʪʠ, ʩʣʘʚʝ ʚʦ ʚʩʝ 

ʚʨʝʤʝʥʘ ʙʳʣ ʫʩʳʧʘʥ ʙʠʪʳʤ ʩʪʝʢʣʦʤ ʧʨʝʧʷʪʩʪʚʠʡ, 

ʢʦʪʦʨʳʝ ʥʘʜʦ ʙʳʣʦ ʧʨʝʦʜʦʣʝʚʘʪʴ ʚʩʶ ʞʠʟʥʴ. ɼʣʷ 

ʤʘʩʪʝʨʦʚ ʧʨʝʞʥʠʭ ʵʧʦʭ ʵʪʦ ʙʳʣʦ ʙʝʟʜʝʥʝʞʴʝ, ʩʣʦʞ-

ʥʦʩʪʠ ʚʟʘʠʤʦʧʦʥʠʤʘʥʠʷ ʩ ʟʘʢʘʟʯʠʢʘʤʠ ʠʟ ʤʠʨʘ 

ʟʥʘʪʠ ʠ ʜʫʭʦʚʝʥʩʪʚʘ ʧʨʠ ʚʳʙʦʨʝ ʩʶʞʝʪʘ (ʠ ʥʝ 

ʪʦʣʴʢʦ) ʧʨʦʠʟʚʝʜʝʥʠʷ, ʦʪʩʫʪʩʪʚʠʝ ʟʘʢʘʟʦʚ ʚ ʩʣʫʯʘʝ 

ʥʘʣʠʯʠʷ ʩʦʙʩʪʚʝʥʥʦʛʦ ʚʠʜʝʥʠʷ, ʪ.ʝ. ʬʘʢʪʠʯʝʩʢʠ 

ʧʦʣʥʘʷ ʟʘʚʠʩʠʤʦʩʪʴ ʦʪ ʟʘʢʘʟʯʠʢʘ, ʯʪʦ ʫʛʥʝʪʘʣʦ ʭʫ-

ʜʦʞʥʠʢʘ ʠ ʪʦʨʤʦʟʠʣʦ ʧʨʦʷʚʣʝʥʠʷ ʝʛʦ ʠʥʜʠʚʠʜʫʘʣʴ-

ʥʦʛʦ ʩʪʠʣʷ, ʪ.ʝ. ʢʘʢ ʨʘʟ ʪʦ, ʯʪʦ ʧʨʝʚʨʘʱʘʝʪ ʨʝʤʝʩʣʝ-

ʥʠʢʘ ʚ ʪʚʦʨʮʘ. ʉʦʚʨʝʤʝʥʥʳʡ ʭʫʜʦʞʥʠʢ ʧʨʠ ʚʩʝʡ 

ʩʚʦʙʦʜʝ ʧʨʦʷʚʣʝʥʠʡ ʝʛʦ ʪʚʦʨʯʝʩʢʦʡ ʵʥʝʨʛʠʠ ʠ, ʢʘ-

ʟʘʣʦʩʴ ʙʳ, ʦʪʩʫʪʩʪʚʠʷ çʬʦʨʤʘʪʠʨʦʚʘʥʠʷè ʤʳʩʣʠ, 

ʠʤʝʝʪ ʥʝ ʤʝʥʝʝ ʪʝʨʥʠʩʪʳʡ ʧʫʪʴ ʢ ʧʨʠʟʥʘʥʠʶ. ɺ ʩʦ-

ʚʝʪʩʢʠʡ ʧʝʨʠʦʜ ʦʥ ʪʦʞʝ ʙʳʣ ʧʨʝʞʜʝ ʚʩʝʛʦ ʟʘʚʠʩʠʤ 

ʦʪ ʩʦʮʠʘʣʴʥʳʭ ʘʩʧʝʢʪʦʚ, ʭʦʪʷ ʵʪʦ ʠ ʠʤʝʣʦ ʠʥʦʝ ʚʳ-

ʨʘʞʝʥʠʝ. ʉʪʘʥʢʦʚʠʩʪ ʤʦʛ ʩʘʤʦʫʪʚʝʨʞʜʘʪʴʩʷ ʣʠʙʦ 

ʥʘ ʥʠʚʝ ʩʦʟʜʘʥʠʷ ʛʨʘʥʜʠʦʟʥʳʭ ʧʦʨʪʨʝʪʦʚ ʚʦʞʜʝʡ, 

ʣʠʙʦ ʦʪʪʘʯʠʚʘʪʴ ʫʤʝʥʠʝ ʚ ʦʙʣʘʩʪʠ ʠʩʪʦʨʠʯʝʩʢʠʭ 

ʧʦʣʦʪʝʥ ʩ ʠʭ ʞʝ ʦʙʨʘʟʘʤʠ, ʧʨʠʫʨʦʯʝʥʥʳʭ ʢ ʢʘʢʦʤʫ-

ʣʠʙʦ ʩʲʝʟʜʫ ʝʜʠʥʩʪʚʝʥʥʦʡ ʪʦʛʜʘ ʧʘʨʪʠʠ. ʄʦʥʫʤʝʥ-

ʪʘʣʠʩʪ ʚʘʷʣ ʪʝ ʞʝ ʩʲʝʟʜʳ ʠ ʧʦʨʪʨʝʪʳ, ʥʦ ʚ ʤʦʟʘʠʢʝ 

ʠʣʠ ʬʨʝʩʢʝ. ʅʝʤʥʦʛʦ ʨʘʟʚʝʷʪʴʩʷ ʠ ʦʪʦʡʪʠ ʦʪ ʵʧʠʯʝ-

ʩʢʠʭ ʟʘʤʳʩʣʦʚ ʤʦʞʥʦ ʙʳʣʦ, ʧʝʨʝʢʣʶʯʠʚʰʠʩʴ ʥʘ 

ʧʝʡʟʘʞʥʫʶ ʥʠʚʫ, ʭʦʪʷ ʚʩʝ ʨʘʚʥʦ ʯʘʱʝ ʵʪʦ ʩʣʫʯʘʣʦʩʴ 

ʩ ʧʦʣʠʪʠʟʠʨʦʚʘʥʥʦʡ ʬʘʙʫʣʦʡ ʩʶʞʝʪʘ, ʪ.ʝ. ʩʦʟʜʘʚʘʷ 

ʢʦʤʧʦʟʠʮʠʠ ʥʘ ʪʝʤʫ ʧʨʘʟʜʥʠʢʘ ʫʨʦʞʘʷ, ʩʝʥʦʢʦʩʘ. 

ʊʨʘʛʝʜʠʷ ʩʦʩʪʦʷʣʘ ʚ ʪʦʤ, ʯʪʦ ʟʘ ʧʘʬʦʩʦʤ ʩʶʞʝʪʘ ʯʘ-

ʩʪʦ ʥʝ ʚʠʜʝʣʘʩʴ ʢʨʘʩʦʪʘ ʞʠʚʦʧʠʩʠ ï ʩʦʜʝʨʞʘʥʠʝ ʟʘ-

ʪʤʝʚʘʣʦ ʬʦʨʤʫ. ʉʦʚʨʝʤʝʥʥʳʡ ʤʘʩʪʝʨ ʩʚʦʙʦʜʝʥ ʦʪ 

ʵʪʦʡ ʫʛʨʦʟʳ ʠ ʚʮʝʣʦʤ ʩʪʝʧʝʥʴ ʝʛʦ ʩʚʦʙʦʜʳ ʛʦʨʘʟʜʦ 

ʚʳʰʝ. ʅʦ ʟʘʚʠʩʠʤʦʩʪʴ ʦʪ ʟʘʢʘʟʘ ʚʩʝ ʨʘʚʥʦ ʦʩʪʘʝʪʩʷ, 

ʚ ʢʘʞʜʫʶ ʩʣʝʜʫʶʱʫʶ ʵʧʦʭʫ ʪʨʘʥʩʬʦʨʤʠʨʫʷʩʴ ʚ 

ʥʦʚʫʶ ʬʦʨʤʫ ʚʟʘʠʤʥʦʦʪʥʦʰʝʥʠʡ ʚʣʘʩʪʴʤʫʱʠʭ ʠ 

ʪʚʦʨʯʝʩʢʠʭ ʣʠʯʥʦʩʪʝʡ. ʅʦ ʩʦʚʨʝʤʝʥʥʦʩʪʴ ʜʘʝʪ ʚʦʟ-

ʤʦʞʥʦʩʪʴ ʭʫʜʦʞʥʠʢʫ ʩʘʤʦʚʳʨʘʞʘʪʴʩʷ ʠ ʚʥʝ ʧʦʣʷ 

ʟʘʢʘʟʥʦʛʦ ʠʩʢʫʩʩʪʚʘ, ʨʘʙʦʪʘʷ ʪʘʢ, ʢʘʢ ʦʥ ʩʯʠʪʘʝʪ 

ʥʫʞʥʳʤ, ʥʝ ʧʦʩʪʫʧʘʷʩʴ ʩʦʙʩʪʚʝʥʥʳʤ ʤʥʝʥʠʝʤ ʚʦ 

ʠʤʷ ʚʦʣʠ ʟʘʢʘʟʯʠʢʘ. ʂʦʥʝʯʥʦ, ʧʨʦʮʝʥʪ ʪʚʦʨʮʦʚ ʧʨʝ-

ʢʨʘʩʥʦʛʦ, ʩʚʦʙʦʜʥʳʭ ʦʪ ʟʘʢʘʟʦʚ, ʥʦ ʧʨʦʧʘʜʘʶʱʠʭ ʚ 

ʙʝʟʚʝʩʪʥʦʩʪʠ, ʙʳʣ ʚʩʝʛʜʘ, ʥʦ ʩʝʡʯʘʩ ʦʥ ʚʩʝ ʞʝ 

ʤʝʥʴʰʝ. ʇʨʠ ʵʪʦʤ, ʢ ʩʦʞʘʣʝʥʠʶ, ʧʨʠʡʪʠ ʢ ʧʨʠʟʥʘ-

ʥʠʶ ʠ ʩʣʘʚʝ ʭʫʜʦʞʥʠʢʫ, ʨʘʙʦʪʘʶʱʝʤʫ ʚʥʝ ʦʩʪʨʦʩʦ-

ʮʠʘʣʴʥʦʡ ʧʨʦʙʣʝʤʘʪʠʢʠ ʠʣʠ ʥʝ ʩʦʩʪʦʷʱʝʛʦ ʥʘ ʛʦʩ-

ʫʜʘʨʝʚʦʡ ʩʣʫʞʙʝ ʣʶʙʦʛʦ ʪʠʧʘ, ʚʩʝ ʪʘʢ ʞʝ ʩʣʦʞʥʦ. 

ʏʘʩʪʦ ʚ ʪʘʢʠʭ ʩʣʫʯʘʷʭ ʘʨʪ-ʵʣʠʪʘ ʧʫʩʢʘʝʪʩʷ çʚʦ ʚʩʝ 

ʪʷʞʢʠʝè, ʧʨʠʙʝʛʘʷ ʢ ʵʧʘʪʘʞʫ, ʥʝʩʪʘʥʜʘʨʪʥʳʤ ʬʦʨ-

ʤʘʤ ʧʨʦʷʚʣʝʥʠʷ ʩʚʦʝʛʦ ʪʘʣʘʥʪʘ, ʜʦʙʠʚʘʷʩʴ ʧʨʠʚʣʝ-

ʯʝʥʠʷ ʢ ʩʝʙʝ ʚʥʠʤʘʥʠʷ ʠ ʩʪʘʥʦʚʷʩʴ ʠʟʚʝʩʪʥʳʤʠ. ɸ 

ʨʘʙʦʪʘʷ ʚ ʪʨʘʜʠʮʠʦʥʥʦʡ ʤʘʥʝʨʝ, ʙʝʟ ʩʢʘʥʜʘʣʦʚ ʚʦ-

ʢʨʫʛ ʩʚʦʝʡ ʧʝʨʩʦʥʳ, ʙʝʟ çʧʠʘʨʘè ʧʨʠʡʪʠ ʢ ʠʟʚʝʩʪ-

ʥʦʩʪʠ ʧʦ-ʧʨʝʞʥʝʤʫ ʪʨʫʜʥʦ. ɽʱʝ ʪʨʫʜʥʝʝ ʩʪʘʥʦ-

ʚʠʪʩʷ, ʝʩʣʠ ʭʫʜʦʞʥʠʢ çʥʝʵʣʘʩʪʠʯʝʥè ʠ ʥʝ ʚ ʩʦʩʪʦʷ-

ʥʠʠ ʧʨʦʛʥʫʪʴʩʷ ʧʦʜ ʟʘʧʨʦʩʳ ʚʳʩʰʝʛʦ ʵʰʝʣʦʥʘ, ʥʝ 

ʣʶʙʠʪ ʠ ʥʝ ʫʤʝʝʪ ʧʨʦʩʠʪʴ, ʝʩʣʠ ʫ ʥʝʛʦ ʝʩʪʴ ʭʘʨʠʟʤʘ. 

ʊʦʛʜʘ ʚʦʟʤʦʞʥʳʤʠ ʩʪʘʥʦʚʷʪʩʷ ʩʠʪʫʘʮʠʠ, ʧʦʜʦʙʥʳʝ 

ʩʣʦʞʠʚʰʝʡʩʷ ʚʦʢʨʫʛ ʦʜʥʦʛʦ ʠʟ ʧʨʝʧʦʜʘʚʘʪʝʣʝʡ 

ʩʣʘʚʥʦʠʟʚʝʩʪʥʦʡ çɻʨʝʢʦʚʢʠè, ʦʜʝʩʩʢʦʛʦ ʭʫʜʦʞʥʠʢʘ 

ɺʘʣʝʥʪʠʥʘ ɿʘʭʘʨʯʝʥʢʦ. ʀʤʝʥʥʦ ʪʘʢ, ʥʘʜʝʞʥʳʤ ʠ ʥʝ 

ʫʤʝʶʱʠʤ ʧʨʦʛʠʙʘʪʴʩʷ ʧʦʜ ʦʙʩʪʦʷʪʝʣʴʩʪʚʘ, ʭʘʨʘʢ-

ʪʝʨʠʟʫʶʪ ʭʫʜʦʞʥʠʢʘ ʣʶʜʠ, ʟʥʘʶʱʠʝ ʝʛʦ ʣʠʯʥʦ [1]. 

ʅʦ ʧʦʧʫʣʷʨʥʦʩʪʴ ʢ ʥʝʤʫ ʥʘʯʘʣʘ ʧʨʠʭʦʜʠʪʴ ʪʦʣʴʢʦ ʚ 

ʨʝʟʫʣʴʪʘʪʝ ʧʦʪʝʨʠ ï ʠʟʚʝʩʪʥʦʡ ʰʠʨʦʢʦʡ ʧʫʙʣʠʢʝ 

ʦʜʥʘ ʠʟ ʝʛʦ ʢʘʨʪʠʥ ʩʪʘʣʘ ʪʦʣʴʢʦ ʙʣʘʛʦʜʘʨʷ ʪʦʤʫ, ʯʪʦ 

ʙʳʣʘ ʧʨʘʢʪʠʯʝʩʢʠ ʫʥʠʯʪʦʞʝʥʘ. ʕʪʦ ʧʨʦʠʟʚʝʜʝʥʠʝ, 

ʥʘʚʝʨʥʦʝ, ʤʦʞʥʦ ʥʘʨʝʯʴ çʣʘʦʢʦʦʥʠʯʝʩʢʠʤè [6]. ɺ 

ʪʚʦʨʯʝʩʢʦʤ ʙʘʛʘʞʝ ʣʶʙʦʛʦ ʭʫʜʦʞʥʠʢʘ ʝʩʪʴ ʪʘʢʘʷ 

ʨʘʙʦʪʘ, ʚʳʙʠʚʘʶʱʘʷʩʷ ʠʟ ʦʙʱʝʛʦ ʩʪʨʦʷ, çʠʩʧʦʚʝ-

ʜʘʣʴʥʘʷè, ʢʦʪʦʨʦʡ ʦʥ, ʧʦʜʦʙʥʦ ʃʘʦʢʦʦʥʫ, ʧʳʪʘʝʪʩʷ 

ʯʪʦ-ʪʦ ʜʦʥʝʩʪʠ ʣʶʜʷʤ, ʥʦ ʨʝʜʢʦ ʙʳʚʘʝʪ ʫʩʣʳʰʘʥ. ʋ 

ɿʘʭʘʨʯʝʥʢʦ ʪʘʢʠʤ ʧʨʦʠʟʚʝʜʝʥʠʝʤ ʩʪʘʣʠ çʉʣʝʧʮʳè. 

ʀʤʝʥʥʦ ʩ ʵʪʦʡ ʢʘʨʪʠʥʦʡ ʩʚʷʟʘʥʘ ʪʨʘʛʠʯʥʦʩʪʴ ʧʨʠ-

ʭʦʜʘ ʠʤʝʥʠ ʝʝ ʩʦʟʜʘʪʝʣʷ ʥʘ ʧʦʣʦʩʳ ʛʘʟʝʪ, ʚ ʫʤʳ ʟʨʠ-

ʪʝʣʝʡ ʠ ʥʘ ʧʝʨʦ ʢ ʘʨʪ-ʢʨʠʪʠʢʘʤ. 

ʆ ɺʘʣʝʥʪʠʥʝ ɿʘʭʘʨʯʝʥʢʦ ʥʘ ʩʝʛʦʜʥʷʰʥʠʡ ʜʝʥʴ 

ʚ ʘʨʪ-ʧʨʦʩʪʨʘʥʩʪʚʝ ʋʢʨʘʠʥʳ ʠʟʚʝʩʪʥʦ ʢʨʘʡʥʝ ʤʘʣʦ. 

ɽʛʦ ʙʠʦʛʨʘʬʠʯʝʩʢʠʤʠ ʜʘʥʥʳʤʠ ʠ ʧʨʝʩʩ-ʨʝʣʠʟʘʤʠ ʩ 

ʧʘʨʳ ʚʳʩʪʘʚʦʢ ʦʛʨʘʥʠʯʠʚʘʝʪʩʷ ʢʦʨʧʫʩ ʠʥʬʦʨʤʘʮʠʠ 

ʦ ʭʫʜʦʞʥʠʢʝ. ʇʨʠ ʯʝʤ, ʧʦʯʪʠ ʚʩʝ ʠʩʪʦʯʥʠʢʠ [1; 3; 4; 

7] ʚʤʝʱʘʶʪ ʚ ʩʝʙʷ ʥʝʤʥʦʛʦ ʩʦʢʨʘʱʝʥʥʫʶ ʠʣʠ ʠʥʘʯʝ 

ʧʨʦʠʣʣʶʩʪʨʠʨʦʚʘʥʥʫʶ ʩʪʘʪʴʶ ʦ ʤʘʩʪʝʨʝ ʜʠʨʝʢʪʦʨʘ 

ʦʜʝʩʩʢʦʛʦ ʤʫʟʝʷ ʟʘʧʘʜʥʦʛʦ ʠ ʚʦʩʪʦʯʥʦʛʦ ʠʩʢʫʩʩʪʚʘ 

ɺ. ʆʩʪʨʦʚʩʢʦʛʦ, ʢʦʪʦʨʳʡ ʩʪʘʣ ʘʚʪʦʨʦʤ ʠ ʢʨʘʪʢʦʡ 

ʩʧʨʘʚʢʠ ʦ ʞʠʚʦʧʠʩʮʝ ʜʣʷ ʕʥʮʠʢʣʦʧʝʜʠʠ ʩʦʚʨʝʤʝʥ-

ʥʦʡ ʋʢʨʘʠʥʳ [5]. ʅʘʡʪʠ ʯʪʦ-ʪʦ ʦ ʪʚʦʨʯʝʩʪʚʝ ʭʫʜʦʞ-

ʥʠʢʘ ʜʦ ʩʫʜʴʙʦʥʦʩʥʦʛʦ 2013 ʛ. ʙʳʣʦ ʧʨʘʢʪʠʯʝʩʢʠ 

ʥʝʚʦʟʤʦʞʥʦ, ʠʥʬʦʨʤʘʮʠʠ ʦ ʝʛʦ ʚʳʩʪʘʚʦʯʥʦʡ ʜʝʷ-

ʪʝʣʴʥʦʩʪʠ ʧʦʯʪʠ ʥʝʪ ʜʘʞʝ ʚ ʙʝʟʙʨʝʞʥʳʭ ʚʦʣʥʘʭ ʤʠ-

ʨʦʚʦʡ ʧʘʫʪʠʥʳ. ʆʥ ʥʝ ʚʳʧʫʩʢʘʣ ʦ ʩʝʙʝ ʘʣʴʙʦʤʦʚ ʠ 

ʛʨʦʤʦʟʜʢʠʭ ʤʦʥʦʛʨʘʬʠʡ, ʢʘʢ ʵʪʦ ʯʘʩʪʦ ʜʝʣʘʶʪ ʝʛʦ 

ʙʦʣʝʝ ʧʨʝʜʧʨʠʠʤʯʠʚʳʝ ʢʦʣʣʝʛʠ ʧʦ ʮʝʭʫ, ʧʦʵʪʦʤʫ 

ʟʘʠʥʪʨʝʩʦʚʘʥʥʳʡ ʝʛʦ ʪʚʦʨʯʝʩʪʚʦʤ ʟʨʠʪʝʣʴ ʠ ʩʝʛʦ-

ʜʥʷ ʚʳʥʫʞʜʝʥ ʩʦʙʠʨʘʪʴ ʜʘʥʥʳʝ ʩ ʜʦʚʦʣʴʥʦ ʙʦʣʴ-

ʰʠʤ ʪʨʫʜʦʤ. 
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ʈʦʜʠʚʰʠʩʴ ʚ ɾʠʪʦʤʠʨʩʦʢʡ ʦʙʣʘʩʪʠ ʚ 1949 ʛ., 

ɺ. ɿʘʭʘʨʯʝʥʢʦ ʧʦʣʫʯʠʣ ʦʙʨʘʟʦʚʘʥʠʝ ʚ ʢʫʟʥʠʮʝ ʢʘʜ-

ʨʦʚ ʦʜʝʩʩʢʦʡ ʭʫʜʦʞʝʩʪʚʝʥʥʦʡ ʰʢʦʣʳ, ʆʜʝʩʩʢʦʤ 

ʧʝʜʘʛʦʛʠʯʝʩʢʦʤ ʠʥʩʪʠʪʫʪʝ, ʭʫʜʦʞʝʩʪʚʝʥʥʦ-ʛʨʘʬʠ-

ʯʝʩʢʠʡ ʬʘʢʫʣʴʪʝʪ ʢʦʪʦʨʦʛʦ ʟʘʢʦʥʯʠʣ ʚ 1972 ʛ. ʠ 

ʩʚʦʶ ʧʝʜʘʛʦʛʠʯʝʩʢʫʶ ʜʝʷʪʝʣʴʥʦʩʪʴ ʥʘʯʘʣ ʚ ʝʛʦ ʞʝ 

ʩʪʝʥʘʭ [5]. ʆʩʪʘʪʴʩʷ ʨʘʙʦʪʘʪʴ ʚ alma-mater ï ʧʫʪʴ, 

ʦʜʥʦʚʨʝʤʝʥʥʦ ʠ ʩʘʤʳʡ ʩʣʦʞʥʳʡ, ʠ ʩʘʤʳʡ ʞʝʣʘʥ-

ʥʳʡ ʜʣʷ ʚʳʧʫʩʢʥʠʢʦʚ, ʚʠʜʷʱʠʭ ʩʝʙʷ ʠ ʜʘʣʝʝ ʚ 

ʩʬʝʨʝ ʥʝ ʪʦʣʴʢʦ ʞʠʚʦʧʠʩʠ, ʥʦ ʠ ʧʝʜʘʛʦʛʠʢʠ. ʉ ʦʜ-

ʥʦʡ ʩʪʦʨʦʥʳ, ʵʪʦ ʦʯʝʥʴ ʪʨʫʜʥʦ, ʧʦʩʢʦʣʴʢʫ ɺʋɿ, ʢʦ-

ʪʦʨʳʡ ʟʘʢʘʯʠʚʘʝʪ ʭʫʜʦʞʥʠʢ, ʚʩʝʛʜʘ ʙʫʜʝʪ ʧʦʤʥʠʪʴ 

ʝʛʦ ʝʱʝ ʫʯʝʥʠʢʦʤ, ʠ ʧʝʨʝʨʘʩʪʠ ʚ ʠʥʫʶ ʢʘʪʝʛʦʨʠʶ, 

ʠʟʙʚʠʪʴʩʷ ʦʪ çʧʴʝʜʝʩʪʘʣʴʥʦʩʪʠè, ʧʝʨʝʩʪʘʪʴ ʠʛʨʘʪʴ 

ʨʦʣʴ çʢʫʰʘʪʴ ʧʦʜʘʥʦè, ʙʳʚʘʝʪ ʥʝʣʝʛʢʦ. ʉ ʜʨʫʛʦʡ 

ʩʪʦʨʦʥʳ, ʚʳʧʫʩʢʥʠʢ ʢʘʢ ʥʠʢʪʦ ʜʨʫʛʦʡ ʟʥʘʝʪ ʪʚʦʨ-

ʯʝʩʢʫʶ çʢʫʭʥʶè ʩʚʦʝʛʦ ʠʥʩʪʠʪʫʪʘ, ʝʛʦ ʩʧʝʮʠʬʠʢʫ, 

ʩʦʦʪʚʝʪʩʪʚʝʥʥʦ, ʝʤʫ ʙʫʜʝʪ ʣʝʛʯʝ ʚʚʦʜʠʪʴ ʚ ʠʩʢʫʩ-

ʩʪʚʦ ʩʣʝʜʫʶʱʫʶ ʛʝʥʝʨʘʮʠʶ, ʧʨʠʩʧʦʩʘʙʣʠʚʘʪʴʩʷ ʢ 

ʵʪʦʤʫ ʤʠʨʫ ʩʘʤʦʤʫ ʠ ʘʜʘʧʪʠʨʦʚʘʪʴ ʢ ʥʝʤʫ ʜʨʫʛʠʭ. 

ʕʪʠʤ ʠ ʟʘʥʠʤʘʣʩʷ ʥʘ ʢʘʬʝʜʨʝ ʞʠʚʦʧʠʩʠ ɺ. ɿʘʭʘʨ-

ʯʝʥʢʦ ʤʥʦʛʦ ʣʝʪ [1]. ʅʦ ʩ 1990 ʛ. ʦʥ ʦʢʘʟʳʚʘʝʪʩʷ ʚ 

ʠʥʦʤ ʢʫʣʴʪʫʨʥʦʤ ʧʨʦʩʪʨʘʥʩʪʚʝ, ʩʣʘʚʘ ʢʦʪʦʨʦʛʦ, ʧʦ-

ʞʘʣʫʡ, ʧʨʝʚʦʩʭʦʜʠʪ ʫʨʦʚʝʥʴ ʧʦʧʫʣʷʨʥʦʩʪʠ ʝʛʦ 

ʧʨʝʞʥʝʡ ʦʙʠʪʝʣʠ. ʀʤ ʦʢʘʟʘʣʘʩʴ ʟʥʘʤʝʥʠʪʘʷ çɻʨʝ-

ʢʦʚʢʘè, ʆʜʝʩʩʢʦʝ ʭʫʜʦʞʝʩʪʚʝʥʥʦʝ ʫʯʠʣʠʱʝ ʠʤ. ʄ. 

ɻʨʝʢʦʚʘ, ʭʨʘʥʠʪʝʣʴ ʪʨʘʜʠʮʠʡ ʦʜʝʩʩʢʦʡ ʰʢʦʣʳ, ʶʞ-

ʥʦʨʫʩʩʢʠʭ ʭʫʜʦʞʥʠʢʦʚ, ʩʨʝʜʘ, ʛʜʝ ʚʠʪʘʣ ʜʫʭ ʫʢʨʘ-

ʠʥʩʢʦʛʦ ʚʘʨʠʘʥʪʘ ʠʤʧʨʝʩʩʠʦʥʠʟʤʘ. ɿʜʝʩʴ ʚ ʢʘʯʝ-

ʩʪʚʝ ʩʪʘʨʰʝʛʦ ʧʨʝʧʦʜʘʚʘʪʝʣʷ ɺʘʣʝʥʪʠʥ ɸʥʜʨʝʝʚʠʯ 

ɿʘʭʘʨʯʝʥʢʦ ʨʘʙʦʪʘʝʪ ʙʝʟ ʤʘʣʦʛʦ ʪʨʠʜʮʘʪʴ ʣʝʪ. 

ʉʨʝʜʠ çʛʨʝʢʦʚʮʝʚè ʦʯʝʥʴ ʤʥʦʛʦ ʠʟʚʝʩʪʥʳʭ ʭʫʜʦʞ-

ʥʠʢʦʚ, ʚʳʧʫʩʢʥʠʢʠ ʫʯʠʣʠʱʘ ʩʣʘʚʷʪʩʷ ʩʚʦʝʡ ʥʝʟʘʚʠ-

ʩʠʤʦʩʪʴʶ ʠ ʥʝʩʪʘʥʜʘʨʪʥʦʩʪʴʶ ʤʳʰʣʝʥʠʷ, ʧʨʠ ʵʪʦʤ 

ʩʦʭʨʘʥʷʷ ʪʨʘʜʠʮʠʠ, ʵʪʦ ʚʝʨʥʳʡ ʧʨʠʟʥʘʢ ʥʘʣʠʯʠʷ 

ʩʚʦʙʦʜʳ ʧʨʦʷʚʣʝʥʠʡ ʩʦʙʩʪʚʝʥʥʦʛʦ ʭʫʜʦʞʝʩʪʚʝʥ-

ʥʦʛʦ ʷʟʳʢʘ. 

ʉʘʤ ʭʫʜʦʞʥʠʢ ʜʦʚʦʣʴʥʦ ʟʘʢʨʳʪ ʜʣʷ ʰʠʨʦʢʦʡ 

ʧʫʙʣʠʢʠ, ʧʝʨʩʦʥʘʣʴʥʳʝ ʵʢʩʧʦʟʠʮʠʠ ʦʥ ʜʝʣʘʣ ʥʝ ʯʘ-

ʩʪʦ (ʧʨʠ ʯʝʤ, ʠʟ ʥʠʭ ʙʦʣʴʰʠʥʩʪʚʦ ï ʧʘʨʥʳʝ, ʩ ʢʦʣ-

ʣʝʛʦʡ): ʚ 2008 ʛ. ï ʆʜʝʩʩʝ, ʚ 2009 ʛ. ï ʩʦʚʤʝʩʪʥʦ ʩ 

ʫʯʝʥʠʮʝʡ, ʀ. ɻʫʩʶʢ, ʚʳʩʪʘʚʣʷʣʩʷ ʚ ʃʫʮʢʝ, ɺʣʘʜʠ-

ʤʠʨʝ-ɺʦʣʳʥʩʢʦʤ, ʀʚʘʥʦ-ʌʨʘʥʢʦʚʩʢʝ, ʖʞʥʦʤ, ɼʦ-

ʥʝʮʢʝ, ʏʝʨʥʦʤʦʨʩʢʝ, ʋʤʘʥʠ [2], ʚ 2010 ʛ. ï ʀʣʴʠ-

ʯʝʚʩʢʝ. ɸ ʚ ʢʦʣʣʝʢʪʠʚʥʳʭ ʚʳʩʪʘʚʢʘʭ ʫʯʘʩʪʚʫʝʪ ʩ 

1974 ʛ. [5]. ʀʥʪʝʨʝʩʥʦ, ʯʪʦ ʘʢʪʠʚʠʟʘʮʠʠ ʝʛʦ ʧʝʨʩʦ-

ʥʘʣʴʥʦʡ ʚʳʩʪʘʚʦʯʥʦʡ ʘʢʪʠʚʥʦʩʪʠ ʧʦ ʩʨʦʢʘʤ ʩʦʚʧʘ-

ʜʘʝʪ ʩ ʧʦʩʪʫʧʣʝʥʠʝʤ ʭʫʜʦʞʥʠʢʘ ʚ 2008 ʛ. ʚ ʅʘʮʠʦ-

ʥʘʣʴʥʳʡ ʩʦʶʟ ʭʫʜʦʞʥʠʢʦʚ ʋʢʨʘʠʥʳ, ʯʪʦ ʤʦʛʣʦ ʧʦ-

ʩʣʫʞʠʪʴ ʪʦʣʯʢʦʤ ʜʣʷ ʙʦʣʝʝ ʯʘʩʪʳʭ ʧʦʷʚʣʝʥʠʡ ʩʦ 

ʩʚʦʠʤʠ ʨʘʙʦʪʘʤʠ ʥʘ ʧʫʙʣʠʢʝ. ʎʝʥʠʪʝʣʠ ʩʪʠʣʷ ɿʘ-

ʭʘʨʯʝʥʢʦ ʝʩʪʴ ʠ ʚ ʋʢʨʘʠʥʝ, ʠ ʟʘ ʨʫʙʝʞʦʤ ï ʝʛʦ ʨʘ-

ʙʦʪʳ ʤʦʞʥʦ ʥʘʡʪʠ ʚ ʤʫʟʝʷʭ ʅʠʢʦʣʘʝʚʘ, ɻʘʛʘʨʠʥʘ 

[5], ʥʦ ʧʨʝʠʤʫʱʝʩʪʚʝʥʥʦ ʦʥʠ ʭʨʘʥʷʪʩʷ ʚ ʯʘʩʪʥʳʭ 

ʢʦʣʣʝʢʮʠʷʭ, ʧʦʵʪʦʤʫ ʜʦʩʪʫʧ ʢ ʥʠʤ ʦʛʨʘʥʠʯʝʥ ʜʣʷ 

ʰʠʨʦʢʦʡ ʧʫʙʣʠʢʠ. 

ɺ ʪʚʦʨʯʝʩʢʦʤ ʙʘʛʘʞʝ ɺ. ɿʘʭʘʨʯʝʥʢʦ ʝʩʪʴ ʨʘ-

ʙʦʪʳ ʨʘʟʣʠʯʥʳʭ ʞʘʥʨʦʚ, ʜʠʘʧʘʟʦʥ ʝʛʦ ʞʘʥʨʦʚʳʭ 

ʠʥʪʝʨʝʩʦʚ ʰʠʨʦʢ ï ʦʪ ʧʦʨʪʨʝʪʘ ʜʦ ʧʝʡʟʘʞʘ. ʇʦʨʪ-

ʨʝʪʳ ʢʠʩʪʠ ɿʘʭʘʨʯʝʥʢʦ ʚʳʜʘʶʪ ʚ ʥʝʤ ʧʨʝʢʨʘʩʥʦʛʦ 

ʮʚʝʪʦʚʠʢʘ ʠ ʦʪʤʝʥʥʦʛʦ ʨʠʩʦʚʘʣʴʱʠʢʘ, ʚʝʨʦʷʪʥʦ, 

ʜʘʝʪ ʩʝʙʷ ʟʥʘʪʴ ʠ ʟʘʢʦʥʯʝʥʥʳʡ ʭʫʜʦʞʝʩʪʚʝʥʥʦ-ʛʨʘ-

ʬʠʯʝʩʢʠʡ ʬʘʢʫʣʴʪʝʪ (çʇʦʨʪʨʝʪ ɺ. ʇʝʪʨʝʥʢʦè, 1985 

ʛ., ʭʦʣʩʪ, ʤʘʩʣʦ; çʍʫʜʦʞʥʠʢ ʅ. ɿʘʣʫʞʥʳʡè, 1992 ʛ., 

ʭʦʣʩʪ, ʤʘʩʣʦ, ʨʠʩ. 2; çɼʝʚʫʰʢʘè, 1998 ʛ., ʭʦʣʩʪ, 

http://www.cult-and-art.net/art/87052-slepcy_valentin_zaharchenko
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ʤʘʩʣʦ, ʜʨ.). ɿʘʯʘʩʪʫʶ ʧʦʨʪʨʝʪʳ ʪʦʞʝ ʧʣʝʥʵʨʥʳ, 

ʩʚʝʞʠ ʠ ʠʤʧʨʝʩʩʠʦʥʠʩʪʠʯʥʳ ʧʦ ʜʫʭʫ, ʜʝʤʦʥʩʪʨʠ-

ʨʫʶʪ ʧʨʝʢʨʘʩʥʦʝ ʚʣʘʜʝʥʠʝ ʧʨʠʝʤʘʤʠ ʩʚʝʪʦʚʦʟʜʫʰ-

ʥʦʡ ʧʝʨʩʧʝʢʪʠʚʳ, ʤʥʦʛʦʧʣʘʥʦʚʳ. ʅʦ ʝʩʪʴ ʠ ʙʦʣʝʝ 

ʢʦʥʪʨʘʩʪʥʳʝ ʨʘʙʦʪʳ, ʩ ʧʦʯʪʠ ʤʘʪʠʩʩʦʚʩʢʦʡ ʪʨʘʢ-

ʪʦʚʢʦʡ ʮʚʝʪʦʚʦʛʦ ʧʷʪʥʘ, ʢʘʢ ʵʪʦ ʙʳʣʦ 

 
ʈʠʩ. 2. ɺ. ɿʘʭʘʨʯʝʥʢʦ. çʍʫʜʦʞʥʠʢ ʅ. ɿʘʣʫʞʥʳʡè. 1992 ʛ. ʍʦʣʩʪ, ʤʘʩʣʦ 

 

ʚ ʨʘʙʦʪʝ çɼʝʚʫʰʢʘè (1998 ʛ., ʭʦʣʩʪ, ʤʘʩʣʦ). 

ɺʣʠʷʥʠʝ ʵʪʦʡ ʤʘʥʝʨʳ ʦʱʫʱʘʝʪʩʷ ʠ ʫ ʤʘʩʪʝʨʦʚ ʙʦ-

ʣʝʝ ʧʦʟʜʥʠʭ ʣʝʪ, ʩʣʝʜʫʶʱʝʛʦ ʧʦʢʦʣʝʥʠʷ, ʢʘʢ, 

ʥʘʧʨʠʤʝʨ, ʫ ɸ. ʂʨʠʚʦʣʘʧʘ. ʇʨʠʝʤʳ ʪʝʥʝʙʨʦʟʦ ʙʫ-

ʜʫʪ ʩʚʦʡʩʪʚʝʥʥʳ ʠ ʨʷʜʫ ʜʨʫʛʠʭ ʨʘʙʦʪ ʭʫʜʦʞʥʠʢʘ, 

ʯʘʱʝ ï ʩʶʞʝʪʥʳʭ ʢʦʤʧʦʟʠʮʠʡ, ʚ ʪʦʤ ʯʠʩʣʝ ʥʘ ʨʝ-

ʣʠʛʠʦʟʥʫʶ ʪʝʤʘʪʠʢʫ, ʥʦ ʯʘʱʝ ʚʩʝʛʦ ʜʦʩʪʦʷʥʠʝʤ 

ʰʠʨʦʢʦʡ ʧʫʙʣʠʢʠ ʩʪʘʥʦʚʷʪʩʷ ʨʘʙʦʪʳ, ʩʚʠʜʝʪʝʣʴ-

ʩʪʚʫʶʱʠʝ ʦ ʝʛʦ ʧʨʠʚʝʨʞʝʥʥʦʩʪʠ ʪʨʘʜʠʮʠʷʤ ʠʤ-

ʧʨʝʩʩʠʦʥʠʩʪʠʯʝʩʢʦʡ ʤʘʥʝʨʳ, ʪ.ʝ. ʧʝʡʟʘʞʠ ï ʠʤʝʥʥʦ 

ʠʭ ʚ ʙʦʣʴʰʝʡ ʩʪʝʧʝʥʠ ʵʢʩʧʦʥʠʨʫʶʪ ʥʘ ʚʳʩʪʘʚʢʘʭ. 

ʀʥʪʝʨʝʩʥʦ, ʯʪʦ ʨʘʥʥʠʝ ʨʘʙʦʪʳ ʤʘʩʪʝʨʘ ʛʦʨʘʟʜʦ ʙʦ-

ʣʝʝ ʧʨʦʟʨʘʯʥʳ, ʚʦʟʜʫʰʥʳ ʠ ʩʚʝʪʣʳ ʧʦ ʢʦʣʦʨʠʪʫ. 

ʏʝʤ ʧʦʟʞʝ, ʪʝʤ ʙʦʣʝʝ ʞʝʩʪʢʠʤʠ ʦʥʠ ʩʪʘʥʦʚʷʪʩʷ. 

ʇʦʥʝʤʥʦʤʫ, ʥʦ ʥʘʨʘʩʪʘʝʪ ʨʝʟʢʦʩʪʴ, ʢʦʥʪʨʘʩʪʥʦʩʪʴ, 

ʫʩʠʣʠʚʘʝʪʩʷ ʪʷʛʦʪʝʥʠʝ ʢ ʠʩʧʦʣʴʟʦʚʘʥʠʶ ʣʦʢʘʣʴʥʳʭ 

ʧʷʪʝʥ, ʧʣʦʩʢʦʩʪʥʦʩʪʠ, ʯʪʦ ʨʘʥʴʰʝ ʙʦʣʴʰʝ ʙʳʣʦ 

ʧʨʠʩʫʱʝ ʩʶʞʝʪʥʳʤ ʨʘʙʦʪʘʤ ʭʫʜʦʞʥʠʢʘ ʠʣʠ ʝʛʦ 

ʧʦʨʪʨʝʪʘʤ, ʭʦʪʷ ʠ ʚ ʤʝʥʴʰʝʡ ʩʪʝʧʝʥʠ. ɺ ʝʛʦ ʨʘʙʦ-

ʪʘʭ, ʥʘʧʨʠʤʝʨ, 1990-ʭ ʛʛ. ʝʱʝ ʜʦʤʠʥʠʨʫʝʪ ʩʫʛʫʙʦ 

ʠʤʧʨʝʩʩʠʦʥʠʩʪʠʯʝʩʢʠʡ ʜʫʭ, ʩ ʦʪʪʝʥʢʘʤʠ ʚʣʠʷʥʠʷ 

ʄʫʨʘʰʢʦ, ʂʦʩʪʘʥʜʠ. ʆʥ ʧʠʰʝʪ ʙʝʛʣʦ, ʰʠʨʦʢʠʤʠ 

ʤʘʟʢʘʤʠ, ʬʘʢʪʫʨʥʦ, ʩʚʦʙʦʜʥʦ, ʩ ʧʨʠʜʳʭʘʥʠʝʤ, ʥʝ 

çʟʘʤʫʯʠʚʘʷè ʭʦʣʩʪ, ʦʩʪʘʚʣʷʷ ʜʳʭʘʥʠʝ ʮʚʝʪʘ, ʯʘʩʪʦ 

ʵʪʶʜʥʦ, ʫʣʘʚʣʠʚʘʷ ʮʚʝʪ ʚʦʟʜʫʭʘ ʠ ʢʘʞʜʳʤ ʤʘʟʢʦʤ 

ʜʦʙʘʚʣʷʷ ʨʘʙʦʪʝ ʩʚʝʞʝʩʪʴ. ʊʘʢ ʙʳʣʦ ʚ ʨʘʙʦʪʝ çɸʙ-

ʨʠʢʦʩ ʮʚʝʪʝʪè (1995 ʛ., ʭʦʣʩʪ, ʤʘʩʣʦ), ʥʝʤʥʦʛʦ ʤʝ-

ʥʝʝ ʧʘʩʪʝʣʴʥʦʡ, ʤʥʛʦʧʣʘʥʦʚʦʡ ʢʦʤʧʦʟʠʮʠʠ çʃʫʥ-

ʥʘʷ ʥʦʯʴè (1996 ʛ., ʭʦʣʩʪ, ʤʘʩʣʦ). ʆʪ ʠʤʧʨʝʩʩʠʦʥʠ-

ʩʪʦʚ ʫ ʭʫʜʦʞʥʠʢʘ ʤʦʞʥʦ ʫʚʠʜʝʪʴ ʥʝ ʪʦʣʴʢʦ ʞʠʚʦ-

ʧʠʩʥʫʶ ʤʘʥʝʨʫ, ʚ ʧʝʡʟʘʞʘʭ ʣʠʰʝʥʥʫʶ ʦʪʢʨʳʪʦʛʦ 

ʯʝʨʥʦʛʦ, ʯʝʪʢʠʭ ʣʠʥʠʡ, ʧʘʩʪʝʣʴʥʦʩʪʴ ʧʠʩʴʤʘ. ʂʦʤ-

ʧʦʟʠʠʮʦʥʥʳʝ ʨʝʰʝʥʠʷ ʨʷʜʘ ʨʘʙʦʪ ʪʦʞʝ ʚʳʟʳʚʘʶʪ ʚ 

ʧʘʤʷʪʠ ʫʩʪʘʥʦʚʢʠ ʠʤʧʨʝʩʩʠʦʥʠʩʪʠʯʝʩʢʦʛʦ ʪʦʣʢʘ ï 

ʵʪʦ ʤʦʞʥʦ ʚʠʜʝʪʴ ʚ ʢʘʨʪʠʥʝ çɹʝʨʝʛ ʦʩʝʥʥʠʡè (2002 

ʛ., ʭʦʣʩʪ, ʤʘʩʣʦ, ʨʠʩ. 3), ʛʜʝ ʦʯʝʥʴ ʥʠʟʢʘʷ ʣʠʥʠʷ ʛʦ-

ʨʠʟʦʥʪʘ ʠ ʩʤʝʱʝʥʥʳʡ ʚʣʝʚʦ ʢʦʤʧʦʟʠʮʠʦʥʥʳʡ 

ʮʝʥʪʨ, ʜʠʘʛʦʥʘʣʴʥʘʷ ʨʠʪʤʠʢʘ ʧʦʟʚʦʣʷʶʪ ʩʦʟʜʘʪʴ 

ʦʱʫʱʝʥʠʝ ʧʦʣʥʦʛʦ ʛʦʩʧʦʜʩʪʚʘ ʩʪʠʭʠʠ ʥʝʙʘ, ʟʘʥʠ-

ʤʘʶʱʝʛʦ ʜʚʝ ʪʨʝʪʠ ʭʦʣʩʪʘ ʠ ʩʚʦʠʤ ʰʠʨʦʢʠʤ ʩʧʦ-

ʢʦʡʩʪʚʠʝʤ ʢʦʥʪʨʘʩʪʠʨʫʶʱʝʛʦ ʩ ʙʝʩʧʦʢʦʡʩʪʚʦʤ ʜʝ-

ʨʝʚʴʝʚ, ʛʥʫʱʠʭʩʷ ʧʦʜ ʚʝʪʨʦʤ.  

ɸ ʚ ʭʦʣʩʪʘʭ 2000-ʭ ʛʛ. ʧʨʦʟʨʘʯʥʦʩʪʴ ʥʝʨʝʜʢʦ 

ʟʘʤʝʥʷʝʪʩʷ ʧʣʦʪʥʦʩʪʴʶ, ʮʚʝʪʘ ʩʪʘʥʦʚʷʪʩʷ ʩʦʯʥʝʝ, 

ʷʨʯʝ, ʯʘʱʝ ʚʩʪʨʝʯʘʶʪʩʷ ʙʦʣʝʝ ʨʝʟʢʠʝ ʢʦʥʪʨʘʩʪʳ 

(çʅʦʯʴ ʥʘʜ ʤʦʨʝʤè, 2002 ʛ., ʭʦʣʩʪ, ʤʘʩʣʦ). ʅʦ ʦʩ-

ʥʦʚʥʦʡ ʢʦʨʧʫʩ ʝʛʦ ʧʝʡʟʘʞʝʡ ʚʩʝ ʪʘʢ ʞʝ ʧʘʩʪʝʣʝʥ, 

ʠʤʧʨʝʩʩʠʦʥʠʩʪʠʯʝʩʢʠ ʤʷʛʦʢ ʠ ʣʠʰʝʥ ʯʝʪʢʦʩʪʠ ʣʠ-

ʥʠʡ, ʚʩʝ ʪʘʢ ʞʝ ʮʚʝʪʦʚʦʝ ʧʷʪʥʦ ʜʦʤʠʥʠʨʫʝʪ ʥʘʜ ʨʠ-

ʩʫʥʢʦʤ (çɼʫʙ ʠ ʤʦʨʝè, 2005 ʛ., ʭʦʣʩʪ, ʤʘʩʣʦ; çɺʝʯʝ-

ʨʝʝʪè, 2006 ʛ., ʭʦʣʩʪ, ʤʘʩʣʦ; çɺʝʩʝʥʥʠʡ ʜʝʥʴè, 2008 

ʛ., ʭʦʣʩʪ, ʤʘʩʣʦ, ʨʠʩ. 4). 
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ʈʠʩ. 3. ɺ. ɿʘʭʘʨʯʝʥʢʦ. çʆʩʝʥʥʠʡ ʙʝʨʝʛè.  

2002 ʛ. ʍʦʣʩʪ, ʤʘʩʣʦ 

ʈʠʩ. 4. ɺ. ɿʘʭʘʨʯʝʥʢʦ. çɺʝʩʝʥʥʠʡ ʜʝʥʴè.  

2008 ʛ. ʍʦʣʩʪ, ʤʘʩʣʦ 

 

ʆʜʥʘʢʦ ʥʝ ʚʩʝʛʜʘ ɺ. ɿʘʭʘʨʯʝʥʢʦ ʪʘʢ ʧʘʩʪʦʨʘʣʝʥ 

ʠ ʠʤʧʨʝʩʩʠʦʥʠʩʪʠʯʝʩʢʠ-ʣʠʨʠʯʝʥ. ʕʪʦ ʥʘʩʪʨʦʝʥʠʝ 

ʦʢʨʘʰʠʚʘʝʪ ʧʨʝʠʤʫʱʝʩʪʚʝʥʥʦ ʝʛʦ ʧʝʡʟʘʞʥʳʡ ʢʦʨ-

ʧʫʩ ʧʨʦʠʟʚʝʜʝʥʠʝʡ. ʅʦ ʝʩʪʴ ʠ ʩʶʞʝʪʥʳʝ ʢʦʤʧʦʟʠ-

ʮʠʠ, ʧʦʨʪʨʝʪʳ, ʥʘʪʶʨʤʦʨʪʳ, ʨʝʣʠʛʠʦʟʥʳʡ ʞʘʥʨé 

ɺ ʥʠʭ ʤʘʩʪʝʨ ʠʥʦʡ. ɺ ʩʶʞʝʪʥʳʭ ʨʘʙʦʪʘʭ ʝʛʦ ʤʘʥʝʨʘ 

ʦʪʣʠʯʥʘ ʦʪ ʙʦʣʴʰʠʥʩʪʚʘ ʧʝʡʟʘʞʝʡ, ʧʘʣʠʪʨʘ ʩʦʚʝʨ-

ʰʝʥʥʦ ʧʦ-ʜʨʫʛʦʤʫ ʭʘʨʘʢʪʝʨʠʟʫʝʪ ʩʦʩʪʦʷʥʠʝ, ʵʪʠ ʨʘ-

ʙʦʪʳ ʥʝ ʚʳʟʳʚʘʶʪ ʫʤʠʣʝʥʠʷ, ʨʷʜ ʠʟ ʥʠʭ ʩʢʦʨʝʝ ʧʨʦ-

ʙʫʞʜʘʶʪ ʜʫʭ ʠ ʤʳʩʣʴ, ʥʦ ʥʝ ʧʨʦʚʦʮʠʨʫʶʪ ʚʟʜʦʭ 

ʫʤʠʣʝʥʠʷ. ʇʨʠ ʵʪʦʤ ʤʘʥʝʨʘ ʧʠʩʴʤʘ ʦʩʪʘʝʪʩʷ ʚʩʝ ʪʦʡ 

ʞʝ, ʠʤʧʨʝʩʩʠʦʥʠʩʪʠʯʝʩʢʠ ʩʤʝʣʦʡ, ʩ ʵʣʝʤʝʥʪʘʤʠ ʥʝ-

ʟʘʚʝʨʰʝʥʥʦʩʪʠ, ʵʪʶʜʥʦʩʪʠ, ʥʦ ʛʣʘʚʦʝ ʦʪʣʠʯʠʝ ï ʧʘ-

ʣʠʪʨʘ. ʋ ʢʘʞʜʦʛʦ ʤʘʩʪʝʨʘ ʝʩʪʴ ʪʘ ʩʘʤʘʷ çʣʘʦʢʦʦʥʠ-

ʯʝʩʢʘʷè ʨʘʙʦʪʘ, ʢʦʪʦʨʘʷ ʤʦʞʝʪ ʚʦʩʧʨʠʥʠʤʘʪʴʩʷ ʢʘʢ 

ʝʛʦ ʠʩʧʦʚʝʜʴ ʠʣʠ ʧʨʦʙʫʞʜʘʪʴ ʩʦʩʪʦʷʥʠʝ ʠʩʧʦʚʝ-

ʜʘʣʴʥʦʩʪʠ ʫ ʜʨʫʛʠʭ. ʆʙʳʯʥʦ ʪʘʢʠʝ ʧʨʦʠʟʚʝʜʝʥʠʷ 

ʩʪʘʥʦʚʷʪʩʷ ʚʝʥʮʦʤ ʪʚʦʨʯʝʩʢʦʡ ʙʠʦʛʨʘʬʠʠ ʭʫʜʦʞ-

ʥʠʢʘ, ʧʠʰʫʪʩʷ ʚ ʧʦʟʜʥʠʡ ʧʝʨʠʦʜ, ʥʝʨʝʜʢʦ ʦʙʦʟʥʘ-

ʯʘʷ ʨʫʙʝʞ, ʢʨʠʟʠʩ, ʦʪʯʘʷʥʠʝ ʠʣʠ ʫʛʘʩʘʥʠʝ [6]. ɿʘ 

çʣʘʦʢʦʦʥʠʯʝʩʢʦʡè ʨʘʙʦʪʦʡ ʯʘʱʝ ʚʩʝʛʦ ʩʪʦʠʪ ʙʦʣʴ, 

ʧʨʦʟʨʝʥʠʝ, ʥʝʢʘʷ ʥʦʪʢʘ ʧʨʝʜʚʠʜʝʥʠʷ, ʠʥʦʛʜʘ ʪʘʢʘʷ 

ʨʘʙʦʪʘ ʚʦʦʙʱʝ ʩʪʘʥʦʚʠʪʩʷ ʧʦʩʣʝʜʥʝʡ ʚ ʞʠʟʥʠ ʤʘ-

ʩʪʝʨʘ. ʇʦʪʦʤʫ ʠ ʥʘʟʳʚʘʝʤ ʝʝ çʣʘʦʢʦʦʥʠʯʝʩʢʦʡè ï 

ʵʪʦ ʢʨʠʢ ʜʫʰʠ, ʙʦʣʠ, ʥʘʜʨʳʚʘ, ʧʦʜʦʙʥʳʡ ʪʦʤʫ, ʢʦ-

ʪʦʨʳʡ ʥʝʩ ʪʨʦʷʥʩʢʠʡ ʞʨʝʮ ʃʘʦʢʦʦʥ, ʧʳʪʘʷʩʴ ʧʨʝ-

ʜʫʧʨʝʜʠʪʴ ʣʶʜʝʡ ʦʙ ʦʧʘʩʥʦʩʪʠ, ʩʦʢʨʳʪʦʡ ʚʦ ʯʨʝʚʝ 

ʊʨʦʷʥʩʢʦʛʦ ʢʦʥʷé[6]. ʀ ʯʘʩʪʦ ʪʘʢʠʤ ʧʨʦʚʠʜʮʝʤ, 

ʩʚʦʠʤʠ ʨʘʙʦʪʘʤʠ ʧʳʪʘʶʱʠʡʩʷ ʯʪʦ-ʪʦ ʩʢʘʟʘʪʴ ʣʶ-

ʜʷʤ, ʥʝ ʩʣʳʰʘʱʠʤ ʠ ʥʝ ʚʥʝʤʣʶʱʠʤ, ʩʪʘʥʦʚʠʪʩʷ 

ʭʫʜʦʞʥʠʢ. ʋ ɿʘʭʘʨʯʝʥʢʦ ʪʘʢʦʡ ʨʘʙʦʪʦʡ ʤʦʞʥʦ ʩʯʠ-

ʪʘʪʴ çʉʣʝʧʳʭè. ʆʛʨʦʤʥʦʝ ʧʦʣʦʪʥʦ, 4ʭ3 ʤ, ʚʧʦʣʥʝ 

ʚʧʠʩʳʚʘʝʪʩʷ ʚ ʵʪʫ ʢʦʥʮʝʧʮʠʶ, ʢʘʢ ʩʚʦʠʤ ʩʶʞʝʪʦʤ 

ʠ ʤʥʦʛʦʩʣʦʡʥʦʩʪʴʶ ʝʛʦ ʪʨʘʢʪʦʚʦʢ, ʪʘʢ ʠ ʤʘʥʝʨʦʡ 

ʞʠʚʦʧʠʩʠ. ɺʳʙʠʚʘʝʪʩʷ ʠʟ ʦʙʱʝʛʦ ʩʪʨʦʷ ʪʦʣʴʢʦ ʭʨʦ-

ʥʦʣʦʛʠʯʝʩʢʠʡ ʘʩʧʝʢʪ ï ʨʘʙʦʪʘ ʙʳʣʘ ʩʦʟʜʘʥʘ 40 ʣʝʪ 

ʥʘʟʘʜ, ʚ 1978 ʛ., ʧʩʣʝ ʯʝʛʦ ʤʘʩʪʝʨ ʩʦʟʜʘʣ ʝʱʝ ʤʥʦ-

ʞʝʩʪʚʦ ʛʦʨʘʟʜʦ ʙʦʣʝʝ ʣʝʛʢʠʭ ʧʦ ʟʘʤʳʩʣʫ ʠ ʧʘʣʠʪʨʝ 

ʭʦʣʩʪʦʚ. ʅʘ ʦʛʨʦʤʥʦʤ ʧʦʣʦʪʥʝ ʛʦʨʠʟʦʥʪʘʣʴʥʦʛʦ 

ʬʦʨʤʘʪʘ, ʚʦ ʚʩʶ ʰʠʨʠʥʫ ʩʪʝʥʳ ʤʘʩʪʝʨʩʢʦʡ ʭʫʜʦʞ-

ʥʠʢʘ, ʥʘ ʥʝʧʨʦʥʠʮʘʝʤʦʤ, ʧʦ-ʨʝʤʙʨʘʥʜʪʦʚʩʢʠ ʪʝʤ-

ʥʦʤ ʬʦʥʝ ʜʘʥʘ ʪʦʣʧʘ ʩʠʨʳʭ ʢʘʣʝʢ, ʩʣʝʧʮʦʚ, ʢʦʪʦʨʳʝ 

ʙʝʩʧʦʨʘʜʥʦ ʙʨʝʜʫʪ, ʥʝ ʚʝʜʘʷ ʧʫʪʠ, ʨʚʫʪʩʷ ʚ ʨʘʟʥʳʝ 

ʩʪʦʨʦʥʳ, ʙʝʩʧʦʤʦʱʥʦ ʥʘʪʳʢʘʷʩʴ ʜʨʫʛ ʥʘ ʜʨʫʛʘ. 

ʇʦʜʪʝʢʩʪ ʨʘʙʦʪʳ ʥʝ ʫʣʦʚʠʪʴ ʪʨʫʜʥʦ, ʵʪʦʪ ʤʦʪʠʚ 

ʩʪʘʣ ʦʜʥʦʡ ʠʟ ʠʟʣʶʙʣʝʥʥʳʭ ʥʘʟʠʜʘʪʝʣʴʥʳʭ ʠʩʪʦ-

ʨʠʡ ʝʱʝ ʩ ʤʦʤʝʥʪʘ ʠʩʧʦʣʴʟʦʚʘʥʠʷ ʝʛʦ ɹʨʝʡʛʝʣʝʤ ï 

ʧʨʠʪʯʘ ʦ ʩʣʝʧʳʭ ʢʘʢ ʥʝʣʴʟʷ ʙʦʣʴʰʝ ʧʦʜʭʦʜʠʪ ʜʣʷ 

ʩʤʫʪʥʳʭ ʚʨʝʤʝʥ, ʥʘʧʦʣʥʝʥʥʳʭ ʣʦʞʴʶ ʠ ʦʧʘʩʥʦ-

ʩʪʴʶ ʧʦʛʨʷʟʘʥʠʷ ʚʦ ʣʞʠ, ʫʜʘʣʷʷʩʴ ʦʪ ʠʩʪʠʥʳ. ʅʦ 

ʚʝʜʴ ʥʘʧʠʩʘʥʘ ʦʥʘ ʝʱʝ 40 ʣʝʪ ʥʘʟʘʜ! ʇʦʷʚʣʝʥʠʝ ʪʘ-

ʢʦʡ ʨʘʙʦʪʳ ʥʘ ʧʠʢʝ ʛʦʩʧʦʜʩʪʚʘ ʩʦʮʨʝʘʣʠʟʤʘ ʚ 

ʩʪʨʘʥʝ ʨʘʮʠʦʥʘʣʴʥʦ ʦʙʲʷʩʥʠʪʴ ʪʨʫʜʥʦ. ʏʘʱʝ ʚʩʝʛʦ 

ʧʦʜʦʙʥʘʷ ʧʘʣʠʪʨʘ ʠ ʤʷʪʫʱʠʡʩʷ ʜʫʭ ʭʦʣʩʪʘ ʦʙʲʷʩʥʷ-

ʝʪʩʷ ʣʠʯʥʦʩʪʥʳʤʠ ʧʝʨʝʞʠʚʘʥʠʷʤʠ ʘʚʪʦʨʘ, ʢʦʪʦʨʳʝ 

ʚʩʝʛʜʘ ʚʳʣʠʚʘʶʪʩʷ ʥʘ ʭʦʣʩʪ: ʧʘʣʠʪʨʘ ï ʵʪʦ ʠʥʜʠʢʘ-

ʪʦʨ ʚʥʫʪʨʝʥʥʝʛʦ ʩʦʩʪʦʷʥʠʷ ʞʠʚʦʧʠʩʮʘ. ʅʦ ʚ ʜʘʥ-

ʥʦʤ ʩʣʫʯʘʝ ʵʪʦʛʦ ʤʘʣʦ. ʊʘʢʦʡ ʙʨʝʡʛʝʣʝʚʩʢʠʡ 

ʥʘʩʪʨʦʡ ʚ ʧʫʯʠʥʝ ʩʦʮʠʘʣʠʩʪʠʯʝʩʢʦʡ ʨʝʘʣʴʥʦʩʪʠ ʧʦ-

ʜʦʙʝʥ ʩʦʩʪʦʷʥʠʶ ʩʫʤʘʩʙʨʦʜʥʦʛʦ ʧʣʦʚʮʘ, ʧʣʳʚʫ-

ʱʝʛʦ ʧʨʦʪʠʚ ʪʝʯʝʥʠʷ. ʇʦʤʠʤʦ ʨʚʘʥʦʛʦ, ʭʘʦʪʠʯʥʦʛʦ 

ʨʠʪʤʘ, ʥʝ ʦʙʲʝʜʠʥʝʥʥʦʛʦ ʦʧʨʝʜʝʣʝʥʥʳʤʠ ʥʘʧʨʘʚ-

ʣʝʥʠʷʤʠ, ʢʦʤʧʦʟʠʮʠʦʥʥʦʛʦ ʨʝʰʝʥʠʷ, ʫʩʠʣʠʚʘʶ-

ʱʝʛʦ ʦʙʱʝʝ ʙʝʩʧʦʢʦʡʩʪʚʦ, ʦʩʥʦʚʥʫʶ ʨʦʣʴ ʚ ʚʦʩʧʨʠ-

ʷʪʠʠ çʉʣʝʧʮʦʚè ʠʛʨʘʝʪ ʢʦʣʦʨʠʪ. ʇʘʣʠʪʨʘ, ʚ ʢʦʪʦ-

ʨʦʡ ʧʨʝʦʙʣʘʜʘʶʪ ʫʞʝ ʥʝ ʠʤʧʨʝʩʩʠʦʥʠʩʪʠʯʝʩʢʠʝ 

ʙʣʘʛʦʩʪʥʳʝ ʩʚʝʪʣʳʝ ʪʦʥʘ, ʘ ʞʠʚʦʧʠʩʥʳʡ ʷʟʳʢ ɻʦʡʠ 

ʠ ɻʝ, ʮʚʝʪʘ ʟʝʤʣʠ ʠ ʚʩʧʳʰʢʠ ʩʚʝʪʘ, ʩʣʦʚʥʦ ʧʦʜʮʚʝ-

ʯʝʥʥʳʝ ʦʛʥʝʤ, ʧʨʦʙʫʞʜʘʝʪ ʚ ʧʘʤʷʪʠ çɻʦʣʛʦʬʫè ʠ 

çʈʘʩʧʷʪʠʝè ɻʝ, çɼʦʤ ʛʣʫʭʦʛʦè ɻʦʡʠ, ʠ ʝʛʦ ʞʝ çʉʘ-

ʪʫʨʥʘ, ʧʦʞʠʨʘʶʱʝʛʦ ʩʚʦʝʛʦ ʩʳʥʘèé ʕʪʦ ʢʚʠʥʪʝʩ-

ʩʝʥʮʠʷ ʩʪʨʘʭʘ ʠ ʦʪʯʘʷʥʠʷ, ʙʝʟʥʘʜʝʞʥʦʩʪʠ ʥʝʤʦʛʦ 

ʢʨʠʢʘé ʇʦʣʦʪʥʦ ʥʘʧʠʩʘʥʦ ʨʘʟʤʘʰʠʩʪʦ, ʧʘʩʪʦʟʥʦ, 

ʤʦʱʥʦ, ʢʦʥʪʨʘʩʪʥʦ, ʟʜʝʩʴ ʥʝʪ ʠ ʩʣʝʜʘ ʧʝʡʟʘʞʥʦʡ 

ʧʘʩʪʝʣʴʥʦʩʪʠ ʠ ʣʠʨʠʟʤʘ. ʈʘʙʦʪʫ ʚʧʦʣʥʝ ʤʦʞʥʦ 

ʥʘʟʚʘʪʴ ʵʧʦʭʘʣʴʥʦʡ, çʠʩʧʦʚʝʜʘʣʴʥʦʡè, ʦʙʦʛʥʘʚʰʝʡ 

ʚʨʝʤʷ, ʤʥʦʛʦʝ ʧʨʝʜʩʢʘʟʘʚʰʝʡ. ʅʦ ʪʨʘʛʠʟʤ ʩʠʪʫʘʮʠʠ 

ʩʦʩʪʦʠʪ ʚ ʪʦʤ, ʯʪʦ ʥʘ ʥʝʝ ʦʙʨʘʪʠʣʘ ʚʥʠʤʘʥʠʝ ɽʝ ɺʝ-

ʣʠʯʝʩʪʚʦ ʧʫʙʣʠʢʘ ʪʦʣʴʢʦ ʚ 2013 ʛ. ʕʪʦ ʥʝ ʙʠʦʛʨʘ-

ʬʠʷ ʢʘʨʪʠʥʳ, ʘ ʩʦʚʝʨʝʰʝʥʥʦ ʛʝʨʦʩʪʨʘʪʦʚʩʢʘʷ ʠʩʪʦ-

ʨʠʷ, ʢʦʪʦʨʘʷ ʧʨʠʟʳʚʘʝʪ ʟʘʜʫʤʘʪʴʩʷ ʥʘʜ ʠʟʚʝʯʥʦʡ 

ʧʨʦʙʣʝʤʦʡ ʚʟʘʠʤʦʦʪʥʦʰʝʥʠʡ ʟʨʠʪʝʣʷ ʠ ʤʘʩʪʝʨʘ. 

ʂʘʨʪʠʥʘ ʧʦʯʪʠ 4 ʜʝʷʪʠʣʝʪʠʷ çʞʠʣʘè ʚ ʤʘʩʪʝʨʩʢʦʡ 

ʭʫʜʦʞʥʠʢʘ, ʘ ʢʦʛʜʘ ʤʘʩʪʝʨ ʜʦʣʞʝʥ ʙʳʣ ʧʝʨʝʝʭʘʪʴ ʚ 
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ʜʨʫʛʦʡ ʪʚʦʨʯʝʩʢʠʡ ʧʨʠʶʪ, ʦʥ ʩʪʦʣʢʥʫʣʩʷ ʩ ʧʨʦʙʣʝ-

ʤʦʡ ʩʫʛʫʙʦ ʨʫʪʠʥʥʦʛʦ ʧʦʨʷʜʢʘ, ʩʜʝʣʘʚʰʝʡ ʠʟʚʝʩʪ-

ʥʦʡ ʠ ʝʛʦ ʢʘʨʪʠʥʫ, ʠ ʝʛʦ ʩʘʤʦʛʦ: ʭʦʣʩʪ ʦʢʘʟʘʣʩʷ 

ʩʣʠʰʢʦʤ ʚʝʣʠʢ ʜʣʷ ʪʦʛʦ, ʯʪʦʙʳ ʚʳʥʝʩʪʠ ʝʛʦ ʠʟ ʤʘ-

ʩʪʝʨʩʢʦʡ, ʘ ʥʘ ʨʘʩʰʠʨʝʥʠʝ ʜʚʝʨʥʦʛʦ ʧʨʦʝʤʘ ʥʝ ʜʘʣʠ 

ʨʘʟʨʝʰʝʥʠʝ ʩʦʩʝʜʠé[3]. ʂ ʪʦʤʫ ʞʝ, ʞʝʣʘʥʠʝ ʭʫ-

ʜʦʞʥʠʢʘ ʧʦʜʘʨʠʪʴ ʨʘʙʦʪʫ ʆʜʝʩʩʢʦʤʫ ʭʫʜʦʞʝʩʪʚʝʥ-

ʥʦʤʫ ʤʫʟʝʶ ʥʝ ʥʘʰʣʦ ʦʪʢʣʠʢʘ ï ʪʘʤ ʦʪʢʘʟʘʣʠʩʴ ʦʪ 

ʜʘʨʘé ɺ ʨʝʟʫʣʴʪʘʪʝ ʠʟʤʘʪʳʚʘʶʱʠʭ ʙʳʪʦʚʳʭ ʧʨʦ-

ʪʠʚʦʩʪʦʷʥʠʡ ʤʘʩʪʝʨ ʚʳʥʫʞʜʝʥ ʙʳʣ ʨʘʟʨʝʟʘʪʴ ʩʚʦʝ 

ʧʨʦʠʟʚʝʜʝʥʠʝ ʙʦʣʛʘʨʢʦʡ ʠ ʧʝʨʝʚʝʟʪʠ ʝʛʦ ʢ ʩʝʙʝ ʚ 

ʫʯʠʣʠʱʝ, ʯʪʦʙʳ ʪʘʤ ʚʦʩʩʪʘʥʘʚʣʠʚʘʪʴ, ʧʦʩʢʦʣʴʢʫ 

ʢʨʘʩʦʯʥʳʡ ʩʣʦʡ ʟʘ ʜʦʣʛʠʝ ʛʦʜʳ ʧʨʝʚʨʘʪʠʣʩʷ ʬʘʢʪʠ-

ʯʝʩʢʠ ʚ ʤʦʥʦʣʠʪ ʠ ʩʥʷʪʴ ʭʦʣʩʪ ʠʥʳʤ ʩʧʦʩʦʙʦʤ ʠʣʠ 

ʩʚʝʨʥʫʪʴ ʝʛʦ ʘʚʪʦʨ ʚʦʟʤʦʞʥʦʩʪʠ ʥʝ ʠʤʝʣ [3]. 

ʀʤʝʥʥʦ ʵʪʘ ʫʞʘʩʥʘʷ ʥʝʦʙʭʦʜʠʤʦʩʪʴ ʫʥʠʯʪʦʞʠʪʴ 

ʩʦʙʩʪʚʝʥʥʫʶ ʨʘʙʦʪʫ, ʩ ʢʦʪʦʨʦʡ ʩʞʠʣʩʷ ʟʘ 35 ʣʝʪ, ʠ 

ʩʪʘʣʘ ʬʘʙʫʣʦʡ ʩʶʞʝʪʘ ʜʣʷ ʬʦʪʦʛʨʘʬʘ ʖ. ʃʠʪʚʠ-

ʥʝʥʢʦ, ʟʘʧʝʯʘʪʣʝʚʰʝʛʦ ɺʘʣʝʥʪʠʥʘ ɿʘʭʘʨʯʝʥʢʦ ʥʘ 

ʬʦʥʝ ʝʛʦ ʨʘʙʦʪʳ ʧʝʨʝʜ ʪʝʤ, ʢʘʢ ʭʫʜʦʞʥʠʢ ʩʦʚʝʨʰʠʣ 

çʢʘʟʥʴè ʩʚʦʝʡ çʠʩʧʦʚʝʜʘʣʴʥʦʡè ʢʘʨʪʠʥʳ. ɽʛʦ ʩʦ-

ʩʪʦʷʥʠʝ ʩʦʚʝʨʰʝʥʥʦ ʢʦʥʪʨʘʩʪʥʦ ʩ ʩʦʩʪʦʷʥʠʝʤ ʧʝʨ-

ʩʦʥʘʞʝʡ ʫ ʥʝʛʦ ʟʘ ʩʧʠʥʦʡ, ʥʘ ʭʦʣʩʪʝ: ʪʘʤ ï ʢʨʠʢ ʠ 

ʙʦʣʴ, ʚ ʥʝʤ ï ʪʷʞʝʩʪʴ ʧʨʠʥʷʪʦʛʦ ʨʝʰʝʥʠʷ ʠ ʪʘ ʞʝ 

ʙʦʣʴ, ʥʦ ʥʝʤʘʷ, ʪʠʭʘʷ. ʅʦ ʪʘʢʘʷ ʪʠʰʠʥʘ ʚ ʫʛʥʝʪʝʥ-

ʥʦʤ ʭʫʜʦʞʥʠʢʝ ʦʧʘʩʥʘ, ʦʥʘ ʧʦʨʦʞʜʘʝʪ ʤʦʥʩʪʨʦʚ 

ʨʘʟʫʤʘ, ʚʳʧʣʝʩʢʠʚʘʝʤʳʭ ʥʘ ʭʦʣʩʪ ʠ ʙʫʤʘʛʫé ʄʘ-

ʩʪʝʨ ʩʦ ʩʢʣʦʥʝʥʥʦʡ ʛʦʣʦʚʦʡ ʥʘ ʬʦʥʝ ʩʚʦʝʡ ʨʘʙʦʪʳ, 

ʢʦʪʦʨʫʶ ʩʘʤ ʞʝ ʦʙʨʝʢ ʥʘ ʛʠʙʝʣʴ, ʫʙʠʪʳʡ ʥʝʚʦʟʤʦʞ-

ʥʦʩʪʴʶ ʧʨʦʪʠʚʦʩʪʦʷʪʴ ʩʦʮʠʫʤʫ, ʩʣʦʚʥʦ ʚʠʟʫʘʣʠʟʦ-

ʚʘʣ ʢʨʠʢ ɸ. ɺʦʟʥʝʩʝʥʩʢʦʛʦ, ʚʳʧʣʝʩʥʫʪʳʡ ʥʘ ʙʫʤʘʛʫ 

ʚ 1959 ʛ., ʢʘʢ ʭʫʜʦʞʥʠʢ ʚʳʧʣʝʩʥʫʣ ʩʚʦʡ ʢʨʠʢ ʥʘ 

ʭʦʣʩʪ: 

çʗ ï ɻʦʡʷ!  

ɻʣʘʟʥʠʮʳ ʚʦʨʦʥʦʢ ʤʥʝ ʚʳʢʣʝʚʘʣ ʚʦʨʦʥ,  

ʩʣʝʪʘʷ ʥʘ ʧʦʣʝ ʥʘʛʦʝ. 

ʗ ï ʛʦʨʝè. 

ɺ XV ʚ., ʢʦʛʜʘ ʦʪ ʦʜʥʦʛʦ ʠʟ ʧʦʨʪʨʝʪʦʚ ɼʦ-

ʥʘʪʝʣʣʦ ʦʪʢʘʟʘʣʩʷ ʟʘʢʘʟʯʠʢ, ʩʢʫʣʴʧʪʦʨ ʨʘʟʙʠʣ ʨʘ-

ʙʦʪʫ ʥʘ ʢʫʩʢʠ, ʩʙʨʦʩʠʚ ʩ ʙʘʣʢʦʥʘ ʠ ʥʘʦʪʨʝʟ ʦʪʢʘʟʘ-

ʚʰʠʩʴ ʚʦʩʩʪʘʥʘʚʣʠʚʘʪʴ. ʇʦ ʜʦ ʢʦʥʮʘ ʥʝ ʚʳʷʩʥʝʥ-

ʥʳʤ ʧʨʠʯʠʥʘʤ ʦʩʪʘʣʘʩʴ ʫ ʭʫʜʦʞʥʠʢʘ, ʪʘʢ ʠ ʥʝ 

ʧʦʧʘʚ ʢ ʟʘʢʘʟʯʠʢʫ, çɼʞʦʢʦʥʜʘè ʃʝʦʥʘʨʜʦ ʜʘ ɺʠ-

ʥʯʠ. ɺ XVII  ʚ. ʠʟʥʘʯʘʣʴʥʦ ʥʝ ʙʳʣ ʧʨʠʥʷʪ ʟʘʢʘʟʯʠ-

ʢʦʤ çʅʦʯʥʦʡ ʜʦʟʦʨè, ʠ ʈʝʤʙʨʘʥʜʪ ʟʘʙʨʘʣ ʝʛʦ ʦʙʨʘ-

ʪʥʦ ʚ ʤʘʩʪʝʨʩʢʫʶ, ʠʩʧʦʣʴʟʫʷ ʢʘʢʦʝ-ʪʦ ʚʨʝʤʷ ʢʘʢ 

ʰʠʨʤʫ. ɺ ʍɯʍ ʚ. ɻʝʥʨʠʭ ʐʣʠʤʘʥ ʛʦʨʝʣ ʞʝʣʘʥʠʝʤ 

ʧʦʜʘʨʠʪʴ ʪʨʦʷʥʩʢʦʝ ʟʦʣʦʪʦ ʤʫʟʝʷʤ ʧʦʩʣʝʜʦʚʘ-

ʪʝʣʴʥʦ ʥʝʩʢʦʣʴʢʠʭ ʩʪʨʘʥ, ʥʦ ʚʝʟʜʝ ʙʳʣ ʦʪʚʝʨʛʥʫʪ, ʠ 

ʪʦʣʴʢʦ ʩ ʙʦʣʴʰʠʤ ʪʨʫʜʦʤ ʧʨʠʩʪʨʦʠʣ ʤʠʨʦʚʳʝ ʩʦ-

ʢʨʦʚʠʱʘ ʚ ʊʫʨʮʠʠ ʠ ɻʝʨʤʘʥʠʠ. ʄʥʦʛʦ ʣʠ ʚ ʜʝʡʩʪʚʠ-

ʪʝʣʴʥʦʩʪʠ ʠʟʤʝʥʠʣʦʩʴ ʚ ʦʙʱʝʩʪʚʝ, ʩʯʠʪʘʶʱʝʤ ʩʝʙʷ 

ʩʦʚʨʝʤʝʥʥʳʤ ʠ ʧʨʦʰʝʜʰʠʤ ʛʠʛʘʥʪʩʢʠʡ ʧʫʪʴ ʵʚʦ-

ʣʶʮʠʠ, ʝʩʣʠ ʭʫʜʦʞʥʠʢ ʥʘʪʳʢʘʝʪʩʷ ʥʘ ʥʝʞʝʣʘʥʠʝ 

ʩʦʩʝʜʝʡ ʧʦʩʪʫʧʠʪʴʩʷ ʧʘʨʦʡ-ʪʨʦʡʢʦʡ ʢʠʨʧʠʯʝʡ ʜʣʷ 

ʩʧʘʩʝʥʠʷ ʢʘʨʪʠʥʳ, ʘ ʤʫʟʝʡʱʠʢʠ, ʥʝ ʞʝʣʘʷ ʚʦʟʠʪʴʩʷ 

ʩ ʦʬʦʨʤʣʝʥʠʝʤ ʙʫʤʘʛ, ʦʪʚʝʨʛʘʶʪ ʜʘʨ? ʄʥʦʛʦʝ ʣʠ 

ʠʟʤʝʥʠʣʦʩʴ, ʝʩʣʠ ʭʫʜʦʞʥʠʢ ʩʪʘʥʦʚʠʪʩʷ ʠʟʚʝʩʪʥʳʤ 

ʪʦʣʴʢʦ ʙʣʘʛʦʜʘʨʷ ʨʘʙʦʪʝ ʬʦʪʦʛʨʘʬʘ, ʧʨʠʚʣʝʢʘʶ-

ʱʝʛʦ ʚʥʠʤʘʥʠʝ ʢ ʝʛʦ ʢʘʨʪʠʥʝ ʧʠʘʨ- ʤʝʪʦʜʘʤʠ? ʌʘʢ-

ʪʠʯʝʩʢʠ, ʠʟʚʝʩʪʥʳʤ ʩʪʘʣ ʥʝ ʭʫʜʦʞʥʠʢ, ʘ ʬʦʪʦʛʨʘʬ, 

ʚʳʩʪʨʦʠʚʰʠʡ ʵʬʬʝʢʪʥʫʶ ʢʦʤʧʦʟʠʮʠʶ, ʵʢʩʧʫʣʘʪʠ-

ʨʫʷ ʙʦʣʴ ʭʫʜʦʞʥʠʢʘ. ʂʪʦ ʚ ʵʪʦʤ ʩʣʫʯʘʝ ʩʢʨʳʚʘʣʩʷ 

ʟʘ ʤʘʩʢʦʡ ʩʣʝʧʮʦʚ? ʉʦʩʝʜʠ ʭʫʜʦʞʥʠʢʘ? ʯʠʥʦʚʥʠʢʠ 

ʦʪ ʤʫʟʝʝʚ? ɿʨʠʪʝʣʴ, ʢʦʪʦʨʦʤʫ, ʯʪʦʙʳ ʨʘʟʛʣʷʜʝʪʴ ʪʘ-

ʣʘʥʪ ʞʠʚʦʧʠʩʮʘ, ʧʦʥʘʜʦʙʠʣʦʩʴ, ʯʪʦʙʳ ʦʥ ʫʥʠʯʪʦ-

ʞʠʣ ʩʚʦʶ ʢʘʨʪʠʥʫ, ʘ ʬʦʪʦʛʨʘʬ ʵʪʦ ʵʬʬʝʢʪʥʦ ʟʘʧʝ-

ʯʘʪʣʝʣ? ʇʦʞʘʣʫʡ, ʚʩʝ. ʕʪʦ ʥʝ ʧʨʦʩʪʦ ʧʨʦʪʠʚʩʪʦʷ-

ʥʠʝ ʭʫʜʦʞʥʠʢʘ ʠ ʩʦʮʠʫʤʘ, ʥʝ ʞʝʣʘʚʰʝʛʦ ʝʛʦ ʧʦʥʷʪʴ 

ʠ ʫʩʣʳʰʘʪʴ, ʵʪʦ ʞʘʞʜʘ ʧʫʙʣʠʢʠ ʛʝʨʦʩʪʨʘʪʦʚʳʭ ʠʩ-

ʪʦʨʠʡ ʦʪ ʪʚʦʨʮʦʚ ʧʨʝʢʨʘʩʥʦʛʦ. ʏʪʦ ʤʦʞʝʪ ʦʧʨʘʚ-

ʜʘʪʴ ʟʨʠʪʝʣʷ, ʝʩʣʠ ʦʥ ʟʘʩʪʘʚʣʷʪ ʭʫʜʦʞʥʠʢʘ ʩʦʚʝʨ-

ʰʘʪʴ ʛʝʨʦʩʪʘʪʦʚʦ ʜʝʷʥʠʝ? ʅʦ ʚ ʜʘʥʥʦʤ ʩʣʫʯʘʝ ʩʠʪʫ-

ʘʮʠʷ ʩʪʨʘʰʥʝʝ: ʝʩʣʠ ɻʝʨʦʩʪʨʘʪ ʩʪʝʨ ʩ ʣʠʮʘ ʟʝʤʣʠ 

ʯʫʞʦʝ ʪʚʦʨʝʥʠʝ ʜʣʷ ʪʦʛʦ, ʯʪʦʙʳ ʚʦʡʪʠ ʚ ʠʩʪʦʨʠʶ, 

ʪʦ ʦʜʝʩʩʢʦʤʫ ʞʠʚʦʧʠʩʮʫ ʧʨʠʰʣʦʩʴ ʫʥʠʯʪʦʞʠʪʴ 

ʩʦʙʩʪʚʝʥʥʦʝ ʜʝʪʠʱʝ ʪʦʣʴʢʦ ʜʣʷ ʪʦʛʦ, ʯʪʦʙʳ ʝʛʦ ʫʙʝ-

ʨʝʯʴ ʠ ʜʘʪʴ ʚʦʟʤʦʞʥʦʩʪʴ ʧʦʩʣʝʜʦʚʘʪʴ ʟʘ ʩʦʙʦʡ. 

ʋʙʠʪʴ, ʯʪʦʙʳ ʦʩʪʘʚʠʪʴ ʚ ʞʠʚʳʭ. ɸ ʫʞ ʠʟʚʝʩʪʥʦʩʪʴ 

ʩʪʘʣʘ ʨʝʚʝʨʩʦʤ ʵʪʦʡ ʤʝʜʘʣʠ, ʥʝʢʦʡ ʥʝʛʘʜʘʥʥʦʡ ʢʦʤ-

ʧʝʥʩʘʮʠʝʡ ʟʘ ʙʦʣʴ. ʀʩʪʦʨʠʷ ʫʥʠʯʪʦʞʝʥʠʷ ʢʘʨʪʠʥʳ 

ɺ. ɿʘʭʘʨʯʝʥʢʦ ʥʘʟʠʜʘʪʝʣʴʥʘ ʜʣʷ ʩʦʚʨʝʤʝʥʥʦʛʦ ʟʨʠ-

ʪʝʣʷ, ʧʦʟʠʮʠʦʥʠʨʫʶʱʝʛʦ ʩʝʙʷ ʢʘʢ ʮʝʥʠʪʝʣʷ ʠʩʢʫʩ-

ʩʪʚʘ. ʅʝʣʴʟʷ ʚʳʥʫʞʜʘʪʴ ʤʘʩʪʝʨʘ ʩʪʘʥʦʚʠʪʴʩʷ ʜʣʷ 

ʩʦʙʩʪʚʝʥʥʦʛʦ ʜʝʪʠʱʘ ɻʝʨʦʩʪʨʘʪʦʤ: ʝʩʣʠ ʢʘʞʜʳʡ 

ʭʫʜʦʞʥʠʢ ʤʦʞʝʪ ʩʪʘʪʴ ɻʝʨʦʩʪʨʘʪʦʤ, ʪʦ ʜʘʣʝʢʦ ʥʝ 

ʢʘʞʜʳʡ ɻʝʨʦʩʪʨʘʪ ʩʧʦʩʦʙʝʥ ʩʪʘʪʴ ʭʫʜʦʞʥʠʢʦʤ, ʠ 

ʧʨʠ ʦʪʩʫʪʩʪʚʠʠ ʜʦʣʞʥʦʡ ʯʫʚʩʪʚʠʪʝʣʴʥʦʩʪʠ ʢ ʣʶ-

ʜʷʤ ʠʩʢʫʩʩʪʚʘ ʜʣʷ ʧʫʙʣʠʢʠ ʝʩʪʴ ʦʧʘʩʥʦʩʪʴ ʩʦ ʚʨʝ-

ʤʝʥʝʤ ʦʢʘʟʘʪʴʩʷ ʚ ʩʨʝʜʝ, ʛʜʝ ʮʘʨʷʪ ʛʝʨʦʩʪʨʘʪʳ. 
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Abstract 

This paper reveals some aspects of creative and educational activities of one of the leading choreographers in 

Kazakhstan. It discusses the main teaching methods, approaches and results with the help of a special ñX-rayò 

view of the choreographer. As a result, an individual teaching methodology has appeared. 
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In today's modern world, the development of 

ballet art has gone far ahead. Undoubtedly, this is the 

merit of President Nursultan Nazarbayevôs policy. 

The President of Kazakhstan has always been pay-

ing special attention to the preservation and develop-

ment of the national cultural heritage. This is confirmed 

by large-scale state programs and projects implemented 

in the republic. 

Thanks to his efforts, the beautiful walls of the Ka-

zakh National Academy of Choreography, the magnif-

icent temple of arts the State Opera and Ballet Theatre 

ñAstana Operaò and the modern ñAstana Balletò Thea-

tre have been erected and opened their doors to the 

world of choreographic art in Astana, the ultra-modern 

capital city of Kazakhstan. The established stars of 

world ballet, who have been engaged in creative work, 

and highly qualified professionals, who have also 

danced their roles before, share their knowledge with 

the new generation of future dancers who have been 

studying here. They, who took knowledge from their 

Masters of Arts, have already transferred to them their 

knowledge in a high aesthetic and cultural language, 

and to these people I will refer in my research work. 

Unfortunately, not much has been written about 

them and creative works have been studied, only some 

creative biographies and short essays in articles and 

publications have been recorded. But we remember 

their invaluable contribution to the formation of the Ka-

zakh choreographic art. Their works in directing are 

preserved in dance performances, their methods in 

teaching and disclosing talents. 

One of them is a big personality: director-chore-

ographer of the Kazakh State Song and Dance Ensem-

ble (now the ñSaltanatò State Song and Dance Ensem-

ble), teacher, artistic director of the Seleznev Choreo-

graphic College in Almaty, head of the Directing 

Choreography department Yeldos Ashimovich Ussin. 

Little Lenya was born to a Soviet family in the au-

tumn of 1938. There were four children in the family: 

three elder brothers and a younger sister. Yeldosôs elder 

brother served at the front as a seaman, then he became 

involved in mountaineering and became an Honoured 

Mountaineering Master. 

Yeldos was sent to study at the Leningrad Chore-

ographic School. Yes! They stroke a bad patch of the 

most terrible human catastrophe ï the World War II 

(1941-1945). He came to study in post-war Leningrad, 

a city that survived the blockade and military burdens 

of the country. However, according to the memoirs of 

Ussin himself - these were the most touching and warm 

moments in his initial amazing path of ballet art. He a 

lot and often recalled the majestic St. Petersburg (for-

merly Leningrad), how he absorbed from the city the 

power, strength and culture that so easily fit into his 

character and nature. He often told how they studied 

ballet art, how subtle and intelligent and highly- profes-

sional was their teacher A.S. Pushkin. How he skillfully 

turned from clumsy, stocky little ñKazakhò, while bur-

ring sweetly, to one of the future founders of Kazakh 

art. He was lucky to study with Rudolf Nureyev him-

self, who came to their class in the last years of his stud-

ies. 

Ussin received a powerful base of the ballet 

dancer. Alexander Ivanovich Pushkin, a Soviet artist 

and teacher, was one of their teachers. Honoured Artist 

of the RSFSR (1968) A.I. Pushkin studied at the private 

school of N.G. Legat. After graduation of the LCS (un-

der V.I. Ponomarev), from 1925 to 1953 at the Kirov 

Theater (now Mariinsky). Since 1932, he was a teacher 

at LCS, from 1953 he gave an improvement class at the 

Kirov Theater. Prominent teacher A.I. Pushkin edu-

cated several generations of outstanding artists. Among 

his students there were A.A. Makarov, Y.N. Grigo-

rovich, N.A. Dolgushin. He made a great contribution 

to the training of dancers for theaters of the republics of 

the USSR (Tatar ASSR, the Bashkir ASSR), a number 

of socialist countries. The documentary film ñClassical 

Dance Lessonò is dedicated to pedagogical skills of A.I. 

Pushkin [1, p. 420] 

Undoubtedly, learning and absorbing the very best 

from his teacher, he achieves considerable success in 

classical dance. And at the graduation concert, Yeldos 

Ussin performed with his classmate Makhinur Tyra-

nova pas de deux from The Flames of Paris ballet by 

B.Asafiev and a variation of Shurale from the ballet 

Shurale by F. Yarullin. Light, airy, naturally rich in in-

ner content and skillfully perfected technique, charm-

ing and beautiful Ussin, aristocratic and feeling the con-

cept of ñpostureò in classical dance, artistic, he per-

formed in such a way that they wanted to accept him at 

that time to Kirov Theater (now the Mariinsky Theater). 

But having taken all the most necessary things from the 

alma mater of ballet art, the young promising ballet 

dancer returns to the capital of his homeland, Alma-Ata 

(1958). 

The young dancer joined the ballet company of the 

Abai State Academic Opera and Ballet Theater. While 

working for this theater, he skilfully and academically 

demonstrated his dancing skills in such parts and per-
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formances as, inserted pas de trois from Swan Lake bal-

let, Shurale from the Shurale ballet, Yevgeny from The 

Bronze Horseman and others. His dancing technique 

was noted and was always distinguished by its aca-

demic character, light ballon and technical pirouettes. 

But the life of a ballet dancer is not only success and 

work in the studio, an integral part of the ballet dancerôs 

life is also ballet injuries. 

Having been injured, further incompatible with 

dance activities, the young Ussin did not give up and 

decided to enter GITIS, the ñDirecting choreographyò 

Faculty, director-ballet master specialty, with the sup-

port of the Ministry of Culture of the Kazakh SSR 

(1961). 

And again, fate gives Ussin a ñgiftò in the face of 

beautiful and talented Teachers. ñUpon graduating as a 

director-choreographer, in December 1976, the Minis-

try of Culture of the Kazakh SSR sent Yeldos Ashimo-

vich to the Moscow Music Hall so that he undergo an 

internship as a choreographer. A year later, he was 

transferred to the Moscow Academic Musical Theater 

named after Stanislavsky and Nemirovich-Danchenko, 

where he was appointed trainee choreographer. The ex-

perience gained during the years of internship at the 

Music Hall helped his future career growthò [2, p. 27]. 

On returning to Kazakhstan, he staged his diploma per-

formance of Don Quixote at the State Academic Opera 

and Ballet Theater with enthusiasm and accumulated 

experience. Young and promising R. Bapov (Basilio) 

and prima ballerina R. Baiseitova (Kitri) danced the 

main characters of this performance. The performance 

was technical in choreographic vocabulary and rich 

with bright mise-en-sc¯nes in the play. In this work, the 

skills of Ussin as a performer with the basics of the St. 

Petersburg school and the newly acquired experience of 

the director of the choreographer of the Moscow chore-

ographer school merged. Ussin was trusted to tutor for 

the State Song and Dance Ensemble, which was well 

known at that time; he joined it as a teacher tutor. His 

works were notable for academism, precisely verified 

laws of choreographic performance, and much atten-

tion to the musicality of the performance. Thanks to 

these qualities, in 1978 he was trusted to become the 

main choreographer of the Ensemble. Here directorial 

talent of E.A. Ussin was truly revealed. 

He was actively looking for his style while staging 

works on the national themes. His first production was 

Celebration in the Steppe, a vocal and choreographic 

composition to the music of S. Mukhamedzhanov, fol-

lowed by Kyz Uzatu (Farewell to the Bribe) to the mu-

sic by Y. Rakhmadiyev (1982), Stars of the Heroes to 

the music of A. Beiseuov (1983), Zhailauda to the mu-

sic of S. Erkimbekov (1984), Temirtau Stars to the mu-

sic of G. Kadyrbekova (1984) and Kazakh Suite to the 

music of M. Sagatov (1985). With these productions, 

Yeldos Ashimovich contributed to the development of 

national choreography. In addition, he considered his 

main task, as choreographer and artistic director, to re-

store and preserve the dance numbers of the ñgolden 

fundò of the ensemble. The best recreated by him works 

included choreographic compositions The Swan Girls 

and Sayakhatta, choreographed by L. Chernysheva. 

During his tenure as the head of the ensemble, Ussin 

and his team participated in the cultural program of the 

All -Union Games in Moscow in 1979. 

Professional level, skill of performers was repeat-

edly pointed out at various festivals and foreign tours. 

The Kazakh Song and Dance Ensemble was honoured 

to show off their art at the XXVII World Festival, 

which was held in May 1980 in Cork, Ireland. The jury 

noted the high level of teamôs skill during the perfor-

mance of the Kazakh folk dances Balbraun, Kosalka 

and Shashu. At this festival, the Ensemble was awarded 

a silver medal. In 1980, the Ensemble took part in the 

cultural program of the XXII Olympic Games, held in 

Moscow. In the same year, a reporting concert was held 

in honour of the 25th anniversary of the creative activ-

ity of the collective in Almaty. On the basis of all the 

measures taken, by the Decree of the Presidium of the 

Supreme Soviet of the USSR of November 14, 1980, 

Y.Ussin was awarded the ñBadge of Honourò Order. 

Throughout his life, Yeldos Ashimovich Ussin ed-

ucated and taught. His manner of presenting sometimes 

complex subjects or a classic lesson in a correct and ac-

cessible manner always admired his colleagues and 

gave great knowledge to his students. Since childhood, 

Yeldos Ussin read a lot and eagerly, for which from 

early childhood he was nicknamed ñProfessorò. This 

helped him correctly and professionally use the 

knowledge that he himself was looking for in various 

textbooks, as well as the method of practical use, that 

is, through his experience and knowledge, conveying 

the very truth in the lessons of classical dance and other 

subjects that he taught. 

He masterfully taught duet-classical dance. His 

theory was based on the trust of a partner to a partner. 

He always said in a duet dance class: ñIf a partner falls 

when performing a duet, the second partner is to 

blame!ò These words are forever bumped into my 

memory. But this did not mean that the partner had to 

ñhangò on the other partner. He also taught his students 

that a partner should freely perform her own aplomb, 

ñstandò on her axis or professionally ñownò her body. 

He always emphasized that the partner is behind the 

male partner and he ñstandsò on his two legs and it is 

much easier for him to lead the parterre process. He 

looks after that the partner was ñon footò, so that the 

ease of execution of the partner was achieved by im-

proving professionalism. He instilled the correct ñhighò 

supports in his students, as duo-classical dance is trau-

matic. 

As for the classical dance, in this way it has con-

stantly evolved. His grateful students recall his lessons 

with a sense of fine duty to this day. He taught not only 

to perform movements correctly, but also to correctly 

express and pronounce them. The profession of a ballet 

dancer is difficult and requires a lot of strength endur-

ance, and sometimes forgetting, we miss important 

keywords. So E.A. Ussin on classical dance lessons al-

ways pronounced correctly and taught his students to 

remember not only the name of the movement, but also 

methodically analyzed with them, as if they were teach-

ers. His Petersburg academicism was the highest school 

of artisanship, he meticulously taught the correct hand 

positions while dancing, was very picky about the po-

sition of the ñbonesò on wrists, they shouldn't have 
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stuck out, but flowed smoothly in one straight line. He 

was harsh to the hands in the positions. He used his ex-

ample to show how to lengthen a hand, and when he 

showed it, the students understood. I myself saw, for 

example, how when standing in the ñalongeò position, 

E.A. Ussin magically began to manipulate the hand, 

namely actually lengthened due to the shoulder joint, at 

the same time the shoulder did not leave the correct po-

sition, the square of the ñshoulders-hipsò has been 

saved, but at the same time the arm became much 

longer. It also happened with the ñboneò on the wrist. 

He taught so that the wrist was long and complete, that 

it was an extension of the hand, and in the ñalongeò po-

sition the middle finger bone did not stick out. It is quite 

difficult, since the structure and physiology of each 

child is individual. And not everyone comes with a nat-

ural beautiful body structure. There might be some 

problems with children with yet immature body. That 

is why thoroughly and tediously he verified and lined 

up every bone, every nail, how to properly and correctly 

and where not only the hands and wrists, but even the 

fingertips should be directed correctly. How often he 

emphasized that the first and third fingers should touch 

each other in the position and alignment of the hand. 

In 1991, for the first time in Kazakhstan he de-

cided to open the Higher School of Choreography. The 

first persons of the school were such masters as D.T. 

Abirov, Z.M. Raybayev, B.G. Ayukhanov, M.Zh. Tleu-

bayev, K.N. Andossov and E.A. Ussin. All gathered to-

gether by B.M. Dzhantayev. 

Then they were the first to make up a training pro-

gram, a teaching methodology, remembering their 

mentors, now they were all becoming mentors to our 

future teachers. It was difficult to make a program, to 

decide what material to include and how, what material 

to exclude, these were the first experiences that are now 

the basics of teaching at our universities and academies. 

Already then E.A. Ussin emphasized the need for 

the development of children's performances. In his 

workshop, he mainly focused on this fact. In addition, 

he tried to instil it from the very beginning of training 

in his directors and choreographers. After all, he him-

self repeatedly directed childrenôs numbers in the cho-

reographic school, and staged performances not only 

for his classes, but also for the classes of girls. From 

childhood memories of student K.M. Zhakipova, every 

year two dance numbers were transferred from class to 

class, what is said ñfrom foot to footò. E.A. Ussin al-

ways sought to reveal the talents of children, through 

the dance style. He was artistic by nature, but skillfully 

taught and sought to teach and share experiences from 

his creative past. 

E.A. Ussin also gave the Composition of Duet and 

Classical Dance lesson. According to this discipline, 

Yeldos Ashimovich developed a training program in 

which the author pays great attention to the ñtraining 

system of the future director-choreographer (ballet 

master)ò, noting that this ñis closely related to the ñThe 

Art of the Choreographerò disciplineò. The uniting 

point here is composition as a process of work on the 

creation of a choreographic work. The composition is 

viewed as a harmonically organized unity of the form 

and content of the artworkò. [3, p. 3]. As students stud-

ied at a higher educational institution after graduating 

from a choreographic school, i.e. ballet dancerôs spe-

cialists, then naturally the problem ñto the students of 

the department ofò directing the choreographyò solved 

a number of important tasks, related to questions of the 

law of drama, the ability to reveal the inner world of 

heroes, finding exact choreographic characteristics in 

duet dance style, etc., creating a bright stage image. 

This in turn imposes on the course of training of direc-

tors-choreographers (ballet master) the enormous task 

of enriching the student in every way with his or her 

knowledge of history, music education, literature, and 

various types of artsò. [3, p. 3] 

There was some peculiarity in Yeldos Ashimo-

vichôs manner of teaching. It was his unique view that 

no one elseôs had. When you caught this piercing, as an 

ñX-rayò look, your heart sank. With this look, he was 

able to create implicit discipline in the classroom, make 

a pupil or a student realize and accept his or her mis-

take, as well as help to correct their mistakes. The 

naughty students were often afraid to be caught by his 

gaze because, when being caught, he made them stand 

in the position of ñecarteeò or ñalasgonò, thus ñpunish-

ingò, but at the same time teaching them. On exams, 

everyone often froze at the sight of this look, but we 

certainly understood that this look motivated and did 

not allow us to relax or to fake. He helped pupils or stu-

dents to understand and be aware of their not entirely 

accurate and correct judgments in lectures, or the 

wrongly executed movement. Yeldos Ashimovich was 

a subtle and sensible educational psychologist. He re-

solved conflict situations diplomatically, there have al-

ways been friendly relations between his students. To 

this day, they remember him and his lessons with 

warmth and a wonderful sense of gratitude. 

Probably, now of course we can say for sure that 

we miss his conversations, his lectures, his teaching 

methods for both children and students. However, we 

can definitely say with certainty that we will never for-

get those instructions and the words of edification that 

he so often and many times repeated during his lessons. 

Creative and pedagogical activity of Y.A. Ussin was 

rich and diverse, his work with both composers and art-

ists, pupils and students, can be described with the 

words ñsubtly amazing, competently and skilfully own-

ing his professional knowledgeò. 
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ʇɽʈɺɸʗ ʅɸʍʆɼʂɸ ʇʈɽɼʉʊɸɺʀʊɽʃʗ ʉɽʄɽʁʉʊɺɸ CIMOLOPTERYGIDAE  (AVES: 

CHARADRIIFORMES ) ɺ ʇʆɿɼʅɽʄ ʄɽʃʋ ʉʊɸʈʆɻʆ ʉɺɽʊɸ 
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ʇʘʣʝʦʥʪʦʣʦʛʠʯʝʩʢʠʡ ʠʥʩʪʠʪʫʪ ʈɸʅ, ʄʦʩʢʚʘ 

 

Abstract 

A fragment of the coracoid of a charadriiform from the family Cimolopterygidae was found in the sediments 

of the Lower Cenomanian of Uzbekistan. Describes the new genus and species Sheichornis mosaicus gen. et sp. 

nov. This is the oldest find of the family and the first in the Old World. 

ɸʥʥʦʪʘʮʠʷ 

ɺ ʦʪʣʦʞʝʥʠʷʭ ʥʠʞʥʝʛʦ ʩʝʥʦʤʘʥʘ ʋʟʙʝʢʠʩʪʘʥʘ ʥʘʡʜʝʥ ʬʨʘʛʤʝʥʪ ʢʦʨʘʢʦʠʜʘ ʨʞʘʥʢʦʦʙʨʘʟʥʦʡ ʧʪʠʮʳ ʠʟ 

ʩʝʤʝʡʩʪʚʘ Cimolopterygidae. ʆʧʠʩʘʥʳ ʥʦʚʳʡ ʨʦʜ ʠ ʚʠʜ Sheichornis mosaicus gen. et sp. nov. ʕʪʦ ʩʘʤʘʷ ʜʨʝʚ-

ʥʷʷ ʥʘʭʦʜʢʘ ʩʝʤʝʡʩʪʚʘ ʠ ʧʝʨʚʘʷ ʚ ʉʪʘʨʦʤ ʉʚʝʪʝ. 

 

Keywords: Charadriiformes, Cimolopterygidae, fossil birds, coracoid, Late Cretaceous, Uzbekistan 

ʂʣʶʯʝʚʳʝ ʩʣʦʚʘ: ʈʞʘʥʢʦʦʙʨʘʟʥʳʝ, Cimolopterygidae, ʠʩʢʦʧʘʝʤʳʝ ʧʪʠʮʳ, ʢʦʨʘʢʦʠʜ, ʧʦʟʜʥʠʡ ʤʝʣ, 

ʋʟʙʝʢʠʩʪʘʥ 

 

ʉʝʤʝʡʩʪʚʦ Cimolopterygidae ï ʥʝʙʦʣʴʰʘʷ 

ʛʨʫʧʧʘ ʧʦʟʜʥʝʤʝʣʦʚʳʭ ʧʪʠʮ. ʇʝʨʚʳʝ ʚʠʜʳ, 

Cimolopteryx rara ʠ C. retusus (ʧʦʟʜʥʝʝ ʧʝʨʝʦʧʠʩʘʥ-

ʥʳʡ ʚ ʩʝʤ. Apatornithidae, Ichthyornithiformes) ʙʳʣʠ 

ʫʩʪʘʥʦʚʣʝʥʳ ʝʱʸ ʆ. ʄʘʨʰʝʤ [1] ʠʟ ʤʘʘʩʪʨʠʭʪʘ 

ɺʘʡʦʤʠʥʛʘ. 

ʇ. ɹʨʦʜʢʦʨʙ ʧʨʦʚʸʣ ʨʝʚʠʟʠʶ, ʦʧʠʩʘʣ ʠ ʧʝʨʝʦ-

ʧʠʩʘʣ ʜʚʘ ʨʦʜʘ ʩ 4 ʚʠʜʘʤʠ: Cimolopteryx rara Marsh 

1889, C. minima Brodkorb 1963, C. maxima Brodkorb 

1963, Ceramornis major Brodkorb 1963, ʠ ʚʳʜʝʣʠʣ 

ʚʩʶ ʛʨʫʧʧʫ ʚ ʦʪʜʝʣʴʥʦʝ ʩʝʤʝʡʩʪʚʦ Cimolopterygidae 

Brodkorb 1963. ʂ ʵʪʦʤʫ ʚʨʝʤʝʥʠ ʜʣʷ ʩʝʤʝʡʩʪʚʘ 

ʙʳʣʠ ʠʟʚʝʩʪʥʳ 7 ʢʦʨʘʢʦʠʜʦʚ, 1 ʧʨʷʞʢʘ ʠ 1 ʢʚʘʜʨʘʪ-

ʥʘʷ ʢʦʩʪʴ [2]. 

ɽʱʸ ʦʜʠʥ ʚʠʜ, Cimolopteryx petra, ʦʧʠʩʘʣʘ 

ʉʠʣʴʚʠʷ ʍʦʫʧ [3]. ʆʥʘ ʪʘʢ ʞʝ ʧʨʦʘʥʘʣʠʟʠʨʦʚʘʣʘ ʜʦ-

ʧʦʣʥʠʪʝʣʴʥʳʝ ʠʟʚʝʩʪʥʳʝ ʢ ʪʦʤʫ ʚʨʝʤʝʥʠ ʤʘʪʝʨʠ-

ʘʣʳ ʧʦ ʜʘʥʥʦʡ ʛʨʫʧʧʝ. ʉʨʝʜʠ ʥʠʭ ʥʘʠʙʦʣʝʝ ʟʥʘ-

ʯʠʤʳ: ʜʚʘ ʢʦʨʘʢʦʠʜʘ ʠʟ ʩʘʤʦʛʦ ʧʦʟʜʥʝʛʦ ʤʘ-

ʘʩʪʨʠʭʪʘ ʠʣʠ ʩʘʤʦʛʦ ʨʘʥʥʝʛʦ ʧʘʣʝʦʮʝʥʘ ʄʦʥʪʘʥʳ, 

ʢʦʨʘʢʦʠʜ ʠʟ ʩʨʝʜʥʝʛʦ ʢʘʤʧʘʥʘ ʂʘʥʘʜʳ, ʛʦʣʝʥʴ ʠʟ 

ʤʘʘʩʪʨʠʭʪʘ ɸʨʛʝʥʪʠʥʳ ʠ ʮʝʚʢʘ ʠʟ ʨʘʥʥʝʛʦ ʤʘ-

ʘʩʪʨʠʭʪʘ ʦ. ɺʝʛʘ, ɸʥʪʘʨʢʪʠʢʘ. 

ɺ 2010 ʛ. ʌ. ɸʛʥʦʣʠʥ ʚʳʜʝʣʠʣ ʥʦʚʳʡ ʨʦʜ La-

marqueavis, ʚ ʢʦʪʦʨʳʡ ʚʦʰʣʠ L. minima (Brodkorb 

1963), L. petra (Hope 2002), ʘ ʪʘʢʞʝ ʦʧʠʩʘʥʥʳʡ ʠʤ 

ʧʦ ʢʦʨʘʢʦʠʜʫ ʥʦʚʳʡ ʚʠʜ L. australis ʠʟ ʢʘʤʧʘʥʘ-ʤʘ-

ʘʩʪʨʠʭʪʘ ɸʨʛʝʥʪʠʥʳ [4]. 

ɺ ʨʝʟʫʣʴʪʘʪʝ, ʢ ʥʘʩʪʦʷʱʝʤʫ ʚʨʝʤʝʥʠ ʩʝʤʝʡʩʪʚʦ 

Cimolopterygidae ʩʦʩʪʦʠʪ ʠʟ ʪʨʸʭ ʨʦʜʦʚ ʠ ʰʝʩʪʠ ʚʠ-

ʜʦʚ. ɺʩʝ ʦʥʠ ʠʟʚʝʩʪʥʳ ʪʦʣʴʢʦ ʩ ʪʝʨʨʠʪʦʨʠʠ ʅʦʚʦʛʦ 

ʉʚʝʪʘ (ʈʠʩ. 1). 
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ʈʠʩ. 1. ʄʝʩʪʦʥʘʭʦʞʜʝʥʠʷ ʢʦʩʪʝʡ ʧʪʠʮ ʩʝʤʝʡʩʪʚʘ Cimolopterygidae. 

ʊʨʝʫʛʦʣʴʥʠʢ ï ʠʟʚʝʩʪʥʳʝ ʜʦ ʥʝʜʘʚʥʝʛʦ ʚʨʝʤʝʥʠ; ʟʚʝʟʜʘ - ʐʝʡʭʜʞʝʡʣʠ II, ʋʟʙʝʢʠʩʪʘʥ. 

 

ʄʘʪʝʨʠʘʣ ʠ ʚʦʟʨʘʩʪ 

ʄʘʪʝʨʠʘʣ ʧʨʝʜʩʪʘʚʣʷʝʪ ʩʦʙʦʡ ʩʨʝʜʥʶʶ ʯʘʩʪʴ 

ʢʦʨʘʢʦʠʜʘ, ZIN ˉ ʈʆ 5456, ʚʝʨʭʥʷʷ ʯʘʩʪʴ ʛʦʣʦʚʢʠ 

ʠ ʧʨʘʢʪʠʯʝʩʢʠ ʚʩʷ ʣʦʧʘʩʪʴ ʦʪʩʫʪʩʪʚʫʶʪ. ɼʘʥʥʳʡ ʵʢ-

ʟʝʤʧʣʷʨ ʥʘʡʜʝʥ ɸ.ʆ. ɸʚʝʨʴʷʥʦʚʳʤ ʚ ʋʟʙʝʢʠʩʪʘʥʝ. 

ʆʥ ʧʨʦʠʩʭʦʜʠʪ ʠʟ ʤʝʩʪʦʥʘʭʦʞʜʝʥʠʷ ʐʝʡʭʜʞʝʡʣʠ 

II, ʧʨʝʜʩʪʘʚʣʷʶʱʝʛʦ ʩʦʙʦʡ ʫʯʘʩʪʦʢ ʯʠʥʢʘ ʫ ʩʝʚʝʨ-

ʥʦʛʦ ʦʢʦʥʯʘʥʠʷ ʦʜʥʦʠʤʸʥʥʦʡ ʛʨʷʜʳ (ʤʘʩʩʠʚ ʉʫʣʪʘ-

ʥʫʠʟʜʘʛ, ʶʛʦ-ʚʦʩʪʦʯʥʘʷ ʯʘʩʪʴ ʈʝʩʧʫʙʣʠʢʠ ʂʘʨʘʢʘʣ-

ʧʘʢʩʪʘʥ). ɺʤʝʱʘʶʱʠʝ ʦʪʣʦʞʝʥʠʷ ʦʪʥʦʩʷʪʩʷ ʢ ʚʝʨʭ-

ʥʝʡ ʯʘʩʪʠ ʭʦʜʞʘʢʫʣʴʩʢʦʡ ʩʚʠʪʳ, ʥʠʞʥʠʡ ʩʝʥʦʤʘʥ 

[5].  

ʅʦʤʝʥʢʣʘʪʫʨʘ ʤʦʨʬʦʣʦʛʠʯʝʩʢʠʭ ʵʣʝʤʝʥʪʦʚ 

ʩʦʦʪʚʝʪʩʪʚʫʝʪ ʦʙʱʝʧʨʠʥʷʪʦʡ [6], ʜʦʧʦʣʥʝʥʥʘʷ ʘʚ-

ʪʦʨʘʤʠ [7, 8]. ʄʘʪʝʨʠʘʣ ʭʨʘʥʠʪʩʷ ʚ ɿʦʦʣʦʛʠʯʝʩʢʦʤ 

ʠʥʩʪʠʪʫʪʝ ʈɸʅ (ZIN), ʉʘʥʢʪ-ʇʝʪʝʨʙʫʨʛ. 

ʆʪʨʷʜ Charadriiformes (Huxley 1867) 

ʉʝʤʝʡʩʪʚʦ Cimolopterygidae Brodkorb 1963 

ʈʦʜ Sheichornis Panteleev et Zelenkov, gen. nov. 

ʕʪʠʤʦʣʦʛʠʷ. ʆʪ ʐʝʡʭʜʞʝʡʣʠ, ʥʘʟʚʘʥʠʷ ʤʝʩʪʦ-

ʥʘʭʦʞʜʝʥʠʷ, ʠ ornis (ʛʨʝʯ.) ï ʧʪʠʮʘ. 

ʊʠʧʦʚʦʡ ʚʠʜ - Sheichornis mosaicus Panteleev et 

Zelenkov, sp. nov. (ʈʠʩ. 2). 

 
ʈʠʩ. 2. ʂʦʨʘʢʦʠʜ Cimolopteryx mosaicus Panteleev et Zelenkov sp. nov. 

ʘ ï ʩ ʤʝʜʠʘʣʴʥʦʡ ʩʪʦʨʦʥʳ, ʙ ï ʩ ʜʦʨʩʘʣʴʥʦʡ ʩʪʦʨʦʥʳ, ʩ ʣʘʪʝʨʘʣʴʥʦʡ ʩʪʦʨʦʥʳ. c. s. ï cotyla scapularis 

(ʩʢʘʧʫʣʷʨʥʘʷ ʚʧʘʜʠʥʘ), f. a. h. ï facies articularis humeralis (ʧʣʝʯʝʚʘʷ ʩʫʩʪʘʚʥʘʷ ʧʦʚʝʨʭʥʦʩʪʴ), i. n. s. ï 

incisura n. supracoracoidei (ʩʫʧʨʘʢʦʨʘʢʦʠʜʥʦʝ ʦʪʚʝʨʩʪʠʝ), m. l. ï margo lateralis (ʣʘʪʝʨʘʣʴʥʳʡ ʢʨʘʡ), m. 

m. ï margo medialis (ʤʝʜʠʘʣʴʥʳʡ ʢʨʘʡ), p. p. ï processus procoracoideus (ʧʨʦʢʦʨʘʢʦʠʜ), s. m. s. ï sulcus m. 

supracoracoidei (ʢʘʥʘʣ ʩʫʧʨʘʢʦʨʘʢʦʠʜʥʦʛʦ ʤʫʩʢʫʣʘ) (ʧʦ: [6, 7, 8]). 

 

ɼʠʘʛʥʦʟ. ʇʣʝʯʝʚʘʷ ʩʫʩʪʘʚʥʘʷ ʧʦʚʝʨʭʥʦʩʪʴ ʫʟ-

ʢʘʷ, ʚʝʨʪʠʢʘʣʴʥʦ ʚʳʪʷʥʫʪʘʷ. ʉʢʘʧʫʣʷʨʥʘʷ ʚʧʘʜʠʥʘ 

ʛʣʫʙʦʢʘʷ, ʩʣʝʛʢʘ ʦʚʘʣʴʥʘʷ, ʚʳʪʷʥʫʪʘ ʦʪ ʧʣʝʯʝʚʦʡ 

ʩʫʩʪʘʚʥʦʡ ʧʦʚʝʨʭʥʦʩʪʠ ʢ ʩʫʧʨʘʢʦʨʘʢʦʠʜʘʣʴʥʦʤʫ 

ʦʪʚʝʨʩʪʠʶ. ʉʫʧʨʘʢʦʨʘʢʦʠʜʘʣʴʥʦʝ ʦʪʚʝʨʩʪʠʝ ʥʘ 

ʜʦʨʩʘʣʴʥʦʡ ʩʪʦʨʦʥʝ ʢʦʩʪʠ ʠʤʝʝʪ ʦʚʘʣʴʥʫʶ ʬʦʨʤʫ ʠ 
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ʨʘʩʧʦʣʦʞʝʥʦ ʚʙʣʠʟʠ ʩʢʘʧʫʣʷʨʥʦʡ ʚʧʘʜʠʥʳ. ʇʨʦʢʦ-

ʨʘʢʦʠʜ ʨʘʩʰʠʨʝʥ ʢ ʢʘʫʜʘʣʴʥʦʤʫ ʢʦʥʮʫ ʢʦʩʪʠ. 

ɺʠʜʦʚʦʡ ʩʦʩʪʘʚ. ʊʦʣʴʢʦ ʪʠʧʦʚʦʡ ʚʠʜ. 

ʉʨʘʚʥʝʥʠʝ. ʅʦʚʳʡ ʨʦʜ ʦʪʣʠʯʘʝʪʩʷ ʦʪ La-

marqueavis ʩʤʝʱʝʥʥʳʤ ʢ ʩʢʘʧʫʣʷʨʥʦʡ ʚʧʘʜʠʥʝ ʩʫ-

ʧʨʘʢʦʨʘʢʦʠʜʥʳʤ ʦʪʚʝʨʩʪʠʝʤ, ʰʠʨʦʢʠʤ ʢʘʥʘʣʦʤ ʩʫ-

ʧʨʘʢʦʨʘʢʦʠʜʥʦʛʦ ʤʫʩʢʫʣʘ ʠ ʰʠʨʦʢʠʤ ʣʘʪʝʨʘʣʴʥʳʤ 

ʢʨʘʝʤ. ʆʪ Ceramornis ʠ Cimolopteryx ʦʪʣʠʯʘʝʪʩʷ 

ʠʟʦʛʥʫʪʦʡ ʚʦʚʥʫʪʨʴ ʰʝʡʢʦʡ ʘʢʨʦʢʦʨʘʢʦʠʜʘ ʠ ʨʘʩ-

ʰʠʨʝʥʥʦʡ ʜʦʨʩʘʣʴʥʦʡ ʧʦʚʝʨʭʥʦʩʪʴʶ ʩʪʚʦʣʘ. ʂʨʦʤʝ 

ʪʦʛʦ, Sheichornis gen. nov. ʦʪʣʠʯʘʝʪʩʷ ʦʪ Ceramornis 

ʚʳʪʷʥʫʪʳʤ ʧʨʦʢʦʨʘʢʦʠʜʦʤ, ʘ ʦʪ Cimolopteryx ï ʫʟ-

ʢʦʡ, ʚʳʪʷʥʫʪʦʡ ʧʣʝʯʝʚʦʡ ʩʫʩʪʘʚʥʦʡ ʧʦʚʝʨʭʥʦʩʪʴʶ. 

ɿʘʤʝʯʘʥʠʷ. Sheichornis gen. nov. ʤʦʟʘʠʯʥʦ ʩʦ-

ʯʝʪʘʝʪ ʚ ʩʝʙʝ ʤʦʨʬʦʣʦʛʠʯʝʩʢʠʝ ʧʨʠʟʥʘʢʠ ʜʨʫʛʠʭ ʠʟ-

ʚʝʩʪʥʳʭ ʨʦʜʦʚ. ɺ ʵʪʦʤ ʝʛʦ ʫʥʠʢʘʣʴʥʦʩʪʴ. ɺʦʟ-

ʤʦʞʥʦ, ʚ ʨʦʜ Sheichornis ʩʣʝʜʫʝʪ ʧʦʤʝʩʪʠʪʴ ʪʘʢʞʝ 

ʵʢʟʝʤʧʣʷʨ SMNH P1927.936 ʠʟ ʤʘʘʩʪʨʠʭʪʘ ʂʘʥʘʜʳ 

[9]. ʉʫʜʷ ʧʦ ʦʧʫʙʣʠʢʦʚʘʥʥʦʤʫ ʨʠʩʫʥʢʫ, ʫ ʥʝʛʦ 

ʦʯʝʥʴ ʧʦʭʦʞʘʷ ʢʦʥʬʠʛʫʨʘʮʠʷ ʛʦʣʦʚʢʠ ʢʦʨʘʢʦʠʜʘ 

(ʈʠʩ. 3): 1. ʈʘʩʰʠʨʝʥʠʝ ʧʣʝʯʝʚʦʡ ʩʫʩʪʘʚʥʦʡ ʧʦʚʝʨʭ-

ʥʦʩʪʠ; 2. ʅʘʣʠʯʠʝ ʛʨʝʙʥʷ ʢ ʦʩʥʦʚʘʥʠʶ ʘʢʨʦʢʦʨʘʢʦ-

ʠʜʘ; 3. ʍʘʨʘʢʪʝʨʥʳʡ ʙʫʛʦʨʦʢ, ʦʛʨʘʥʠʯʠʚʘʶʱʠʡ ʩʫ-

ʧʨʘʢʦʨʘʢʦʠʜʥʳʡ ʤʫʩʢʫʣ; 4. ʈʘʩʰʠʨʝʥʥʳʡ ʢʘʥʘʣ 

ʜʣʷ ʤʦʱʥʦʛʦ ʩʫʧʨʘʢʦʨʘʢʦʠʜʥʦʛʦ ʤʫʩʢʫʣʘ ʩ ʦʪʚʝ-

ʜʝʥʥʳʤ ʚ ʩʪʦʨʦʥʫ ʜʦʨʩʘʣʴʥʦʡ ʧʦʚʝʨʭʥʦʩʪʠ ʧʨʦʢʦ-

ʨʘʢʦʠʜʦʤ. 

 
ʈʠʩ. 3. ʉʨʘʚʥʝʥʠʝ Cimolopteryx mosaicus Panteleev et Zelenkov sp. nov. ʠ ʵʢʟ. SMNH P1927.936. ʘ, ʚ ï SMNH 

P1927.936 (ʠʟ: [9]); ʙ ï Cimolopteryx mosaicus Panteleev et Zelenkov sp. nov. ɺʠʜ ʩ ʤʝʜʠʘʣʴʥʦʡ ʩʪʦʨʦʥʳ. 

ʆʙʲʷʩʥʝʥʠʷ ʚ ʪʝʢʩʪʝ. ɺʥʝ ʤʘʩʰʪʘʙʘ. 

 

Sheichornis mosaicus Panteleev et Zelenkov, sp. 

nov. 

ʕʪʠʤʦʣʦʛʠʷ. ʆʪ mosaic (ʣʘʪ.) ï ʤʦʟʘʠʯʥʳʡ. 

ɻʦʣʦʪʠʧ. ZIN ˉ ʈʆ 5456; ʩʨʝʜʥʷʷ ʯʘʩʪʴ ʧʨʘ-

ʚʦʛʦ ʢʦʨʘʢʦʠʜʘ. 

ʄʝʩʪʦʥʘʭʦʞʜʝʥʠʝ ʠ ʚʦʟʨʘʩʪ. ʐʝʡʭʜʞʝʡʣʠ II  

(ʤʘʩʩʠʚ ʉʫʣʪʘʥʫʠʟʜʘʛ), ʦʙʥʘʞʝʥʠʝ ʉʐɼ-8ʘ, ʋʟʙʝ-

ʢʠʩʪʘʥ. ʍʦʜʞʘʢʫʣʴʩʢʘʷ ʩʚʠʪʘ, ʥʠʞʥʠʡ ʩʝʥʦʤʘʥ. 

ʈʘʟʤʝʨʳ (ʤʤ). ɼʣʠʥʘ ʩʢʘʧʫʣʷʨʥʦʡ ʚʧʘʜʠʥʳ 

2.0, ʰʠʨʠʥʘ ʩʢʘʧʫʣʷʨʥʦʡ ʚʧʘʜʠʥʳ 2.2, ʨʘʩʩʪʦʷʥʠʝ 

ʦʪ ʩʢʘʧʫʣʷʨʥʦʡ ʚʧʘʜʠʥʳ ʜʦ ʩʫʧʨʘʢʦʨʘʢʦʠʜʘʣʴʥʦʛʦ 

ʦʪʚʝʨʩʪʠʷ 1.0, ʥʘʠʤʝʥʴʰʘʷ ʰʠʨʠʥʘ ʩʪʚʦʣʘ 2.7. 

ʆʧʠʩʘʥʠʝ. ʉʨʝʜʥʷʷ ʯʘʩʪʴ ʧʨʘʚʦʛʦ ʜʦʚʦʣʴʥʦ 

ʤʘʩʩʠʚʥʦʛʦ ʢʦʨʘʢʦʠʜʘ, ʘʢʨʦʢʦʨʘʢʦʠʜ ʠ ʨʘʩʰʠʨʝʥ-

ʥʳʡ ʢʘʫʜʘʣʴʥʳʡ ʢʦʥʝʮ (ʣʦʧʘʩʪʴ) ʦʙʣʦʤʘʥʳ. ʐʠʨʦ-

ʢʘʷ ʜʦʨʩʘʣʴʥʘʷ ʩʪʦʨʦʥʘ ʩ ʫʜʣʠʥʝʥʥʳʤ ʧʨʦʢʦʨʘʢʦʠ-

ʜʦʤ ʠ ʩʤʝʱʝʥʥʳʤ ʢ ʩʢʘʧʫʣʷʨʥʦʡ ʚʧʘʜʠʥʝ ʦʚʘʣʴ-

ʥʳʤ ʩʫʧʨʘʢʦʨʘʢʦʠʜʥʳʤ ʦʪʚʝʨʩʪʠʝʤ. ʉʢʘʧʫʣʷʨʥʘʷ 

ʚʧʘʜʠʥʘ ʩʣʘʙʦ ʵʣʣʠʧʪʠʯʝʩʢʦʡ, ʧʦʯʪʠ ʢʨʫʛʣʦʡ 

ʬʦʨʤʳ. ʄʝʜʠʘʣʴʥʘʷ ʩʪʦʨʦʥʘ ʨʘʩʰʠʨʝʥʘ ʠʟ-ʟʘ ʙʦʣʴ-

ʰʦʛʦ ʢʘʥʘʣʘ ʩʫʧʨʘʢʦʨʘʢʦʠʜʥʦʛʦ ʤʫʩʢʫʣʘ. ʍʦʨʦʰʦ 

ʟʘʤʝʪʝʥ ʥʝʙʦʣʴʰʦʡ ʛʨʝʙʝʥʴ ʢ ʦʩʥʦʚʘʥʠʶ ʘʢʨʦʢʦʨʘ-

ʢʦʠʜʘ. ʇʣʝʯʝʚʘʷ ʩʫʩʪʘʚʥʘʷ ʧʦʚʝʨʭʥʦʩʪʴ ʦʪʥʦʩʠ-

ʪʝʣʴʥʦ ʫʟʢʘʷ, ʫʜʣʠʥʝʥʥʘʷ. 

ʄʘʪʝʨʠʘʣ. ʊʦʣʴʢʦ ʛʦʣʦʪʠʧ. 

ʆʙʩʫʞʜʝʥʠʝ 
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ʅʦʚʘʷ ʥʘʭʦʜʢʘ ʚ ʋʟʙʝʢʠʩʪʘʥʝ ʟʥʘʯʠʪʝʣʴʥʦ ʨʘʩ-

ʰʠʨʷʝʪ ʧʨʝʜʩʪʘʚʣʝʥʠʷ ʦʙ ʵʚʦʣʶʮʠʠ ʩʝʤʝʡʩʪʚʘ 

Cimolopterygidae. ʊʝʧʝʨʴ ʧʦʥʷʪʥʦ, ʯʪʦ ʛʨʫʧʧʘ ʥʘʩʝ-

ʣʷʣʘ ʥʝ ʪʦʣʴʢʦ ʅʦʚʳʡ ʉʚʝʪ, ʦʥʘ ʠʤʝʣʘ ʛʣʦʙʘʣʴʥʦʝ 

ʨʘʩʧʨʦʩʪʨʘʥʝʥʠʝ. ʇʨʠ ʵʪʦʤ, ʚʦʟʨʘʩʪ ʩʝʤʝʡʩʪʚʘ ʟʥʘ-

ʯʠʪʝʣʴʥʦ ʜʨʝʚʥʝʝ, ʯʝʤ ʧʨʝʜʩʪʘʚʣʷʣʦʩʴ ʨʘʥʝʝ. ʀ ʩʘ-

ʤʘʷ ʜʨʝʚʥʷʷ ʥʘʭʦʜʢʘ ʧʨʦʠʩʭʦʜʠʪ ʠʟ ʉʪʘʨʦʛʦ ʉʚʝʪʘ, 

ʠʟ ɸʟʠʠ.  

ʆʩʦʙʝʥʥʦ ʧʦʢʘʟʘʪʝʣʴʥʦ ʙʣʠʟʢʦʝ ʩʭʦʜʩʪʚʦ ʥʦ-

ʚʦʛʦ ʚʠʜʘ ʩ ʵʢʟʝʤʧʣʷʨʦʤ ʠʟ ʂʘʥʘʜʳ. ɺ ʥʘʯʘʣʝ ʧʦʟʜ-

ʥʝʛʦ ʤʝʣʘ ʚʦʩʪʦʯʥʘʷ ʯʘʩʪʴ ʉʝʚʝʨʥʦʡ ɸʤʝʨʠʢʠ ʚʤʝ-

ʩʪʝ ʩ ɻʨʝʥʣʘʥʜʠʝʡ ʥʘʭʦʜʠʣʘʩʴ ʚʙʣʠʟʠ ʉʝʚʝʨʥʦʡ ɽʚ-

ʨʦʧʳ. ʄʝʞʜʫ ʥʠʤʠ ʙʳʣ ʣʠʰʴ ʫʟʢʠʡ ʧʨʦʣʠʚ. 

ɺʝʨʦʷʪʥʦ, ʯʝʨʝʟ ʵʪʦʪ ʧʨʦʣʠʚ ʧʨʝʜʩʪʘʚʠʪʝʣʠ ʩʝʤʝʡ-

ʩʪʚʘ ʠ ʧʨʦʥʠʢʣʠ ʠʟ ɽʚʨʘʟʠʠ ʚ ɸʤʝʨʠʢʫ. 

ɹʣʘʛʦʜʘʨʥʦʩʪʠ 

ɸʚʪʦʨʳ ʚʳʨʘʞʘʶʪ ʙʣʘʛʦʜʘʨʥʦʩʪʴ ɸ.ʆ. ɸʚʝʨʴ-

ʷʥʦʚʫ (ɿʀʅ ʈɸʅ) ʟʘ ʧʦʤʦʱʴ ʚ ʬʦʪʦʛʨʘʬʠʨʦʚʘʥʠʠ 

ʤʘʪʝʨʠʘʣʘ.  

ʈʘʙʦʪʘ ʯʘʩʪʠʯʥʦ ʚʳʧʦʣʥʝʥʘ ʧʨʠ ʧʦʜʜʝʨʞʢʝ 

ʈʦʩʩʠʡʩʢʦʛʦ ʥʘʫʯʥʦʛʦ ʬʦʥʜʘ (ʧʨʦʝʢʪ 14-14-00015). 
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ʂʈɸʊʂɸʗ ʃʀʊʆʃʆɻʆ-ʇɽʊʈʆɻʈɸʌʀʏɽʉʂʀʍ ʆʉʆɹɽʅʅʆʉʊʀ ʀ ʍɸʈɸʂʊɽʈʀʉʊʀʂʀ 

ɻʃʋɹʆʂʆɿɸʃɽɻɸʖʑʀʍ ʂʆʃʃɽʂʊʆʈʆɺ ɸɹʐɽʈʆʅʉʂʆɻʆ ɸʈʍʀʇɽʃɸɻɸ 

 

ʉʫʣʪʘʥʦʚ ʃ.ɸ. 

ɸʟʝʨʙʘʡʜʞʘʥʩʢʠʡ ɻʦʩʫʜʘʨʩʪʚʝʥʥʳʡ ʋʥʠʚʝʨʩʠʪʝʪ ʅʝʬʪʠ ʠ ʇʨʦʤʳʰʣʝʥʥʦʩʪʠ ʇʘʰʘʝʚ ɿ.ʄ. 

ɸʟʝʨʙʘʡʜʞʘʥʩʢʠʡ ɻʦʩʫʜʘʨʩʪʚʝʥʥʳʡ ʋʥʠʚʝʨʩʠʪʝʪ ʅʝʬʪʠ ʠ ʇʨʦʤʳʰʣʝʥʥʦʩʪʠ ʄʘʤʤʘʜʦʚʘ ɸ.ʂ. 

Maʛʠʩʪʨ ʅʘʮʠʦʥʘʣʴʥʦʡ ɸʢʘʜʝʤʠʠ ʅʘʫʢ ɸʟʝʨʙʘʡʜʞʘʥʘ ʀʥʩʪʠʪʫʪ ʅʝʬʪʠ ʠ ɻʘʟʘ 

 

Abstract 

In the article, a brief lithological and stratigraphic properties and characteristics of the deep-seated collectors 

of the Absheron archipelago are considered, the relation between the deep geological structure of the Absheron 

archipelago and the physical parameters of the rocks of the sedimentary cover is established, and data on the 

change in physical parameters by area and depth are analyzed. 

ɸʥʥʦʪʘʮʠʷ 

ɺ ʩʪʘʪʴʝ ʨʘʩʩʤʦʪʨʝʥʘ, ʢʨʘʪʢʘʷ ʣʠʪʦʣʦʛʦ-ʩʪʨʘʪʠʛʨʘʬʠʯʝʩʢʠʭ ʦʩʦʙʝʥʥʦʩʪʠ ʠ ʭʘʨʘʢʪʝʨʠʩʪʠʢʠ ʛʣʫʙʦʢʦ-

ʟʘʣʝʛʘʶʱʠʭ ʢʦʣʣʝʢʪʦʨʦʚ ɸʙʰʝʨʦʥʩʢʦʛʦ ʘʨʭʠʧʝʣʘʛʘ, ʫʩʪʘʥʦʚʣʝʥ ʩʚʷʟʴ ʤʝʞʜʫ ʛʣʫʙʠʥʥʳʤ ʛʝʦʣʦʛʠʯʝʩʢʠʤ 

ʩʪʨʦʝʥʠʝʤ ɸʙʰʝʨʦʥʩʢʦʛʦ ʘʨʭʠʧʝʣʘʛʘ ʠ ʬʠʟʠʯʝʩʢʠʤʠ ʧʘʨʘʤʝʪʨʘʤʠ ʧʦʨʦʜ ʦʩʘʜʦʯʥʦʛʦ ʯʝʭʣʘ, ʧʨʦʚʝʜʝʥʦ 

ʘʥʘʣʠʟ ʜʘʥʥʳʭ ʦʙ ʠʟʤʝʥʝʥʠʠ ʬʠʟʠʯʝʩʢʠʭ ʧʘʨʘʤʝʪʨʦʚ ʧʦ ʧʣʦʱʘʜʠ ʠ ʛʣʫʙʠʥʝ. 

 

Keywords: petrophysics, density, well, rocks, deep, oil, gas, deposit, criterion, carbonate content, depression, 

geophysics. 



Danish Scientific Journal No18, 2018 23 

ʂʣʶʯʝʚʳʝ ʩʣʦʚʘ: ʧʝʪʨʦʬʠʟʠʢʘ, ʩʢʚʘʞʠʥʘ, ʧʦʨʦʜʳ, ʛʣʫʙʠʥʘ, ʥʝʬʪʴ, ʛʘʟ, ʟʘʣʝʞʴ, ʢʨʠʪʝʨʠʠ, ʢʘʨʙʦʥʘʪ-

ʥʦʩʪʴ, ʧʨʦʛʠʙ, ʛʝʦʬʠʟʠʢʘ. 

 

ɺ ʩʚʷʟʠ ʩ ʘʢʪʫʘʣʴʥʦʩʪʴʶ ʠʟʫʯʝʥʠʷ ʧʝʨʩʧʝʢʪʠʚ 

ʥʝʬʪʝʛʘʟʦʥʦʩʥʦʩʪʠ ʛʣʫʙʦʢʦʟʘʣʝʛʘʶʱʠʭ ʦʪʣʦʞʝʥʠʡ 

ʚ ʧʦʩʣʝʜʥʠʝ ʛʦʜʳ ʚ ɸʟʝʨʙʘʡʜʞʘʥʝ ʚ ʟʥʘʯʠʪʝʣʴʥʦʤ 

ʦʙʲʝʤʝ ʧʨʦʚʦʜʠʣʠʩʴ ʛʝʦʣʦʛʦ-ʧʦʠʩʢʦʚʳʝ ʠ ʛʝʦʬʠʟʠ-

ʯʝʩʢʠʝ ʨʘʙʦʪʳ. ʅʘ ʦʩʥʦʚʘʥʠʠ ʧʦʣʫʯʝʥʥʳʭ ʨʝʟʫʣʴ-

ʪʘʪʦʚ ʙʳʣʠ ʚʳʨʘʙʦʪʘʥʳ ʢʨʠʪʝʨʠʠ, ʢʦʪʦʨʳʝ ʷʚʣʷ-

ʶʪʩʷ ʦʩʥʦʚʦʡ ʜʣʷ ʜʘʣʴʥʝʡʰʠʭ ʠʩʩʣʝʜʦʚʘʥʠʡ. ʀʟ-

ʚʝʩʪʥʦ ʯʪʦ ʚʧʝʨʚʳʝ ʚ ʤʠʨʝ ʧʨʦʤʳʰʣʝʥʥʘʷ ʜʦʙʳʯʘ 

ʥʝʬʪʠ ʙʳʣʘ ʦʩʫʱʝʩʪʚʣʝʥʘ ʚ ɸʟʝʨʙʘʡʜʞʘʥʝ. ʆʜʥʘʢʦ, 

ʥʝʩʤʦʪʨʷ ʥʘ ʫʩʧʝʰʥʦʝ ʨʘʟʚʠʪʠʝ ʥʝʬʪʝʜʦʙʳʯʠ, ʚ 

ʨʝʩʧʫʙʣʠʢʝ ʧʦ ʥʘʩʪʦʷʱʝʝ ʚʨʝʤʷ ʥʘ ʝʝ ʪʝʨʨʠʪʦʨʠʠ ʚ 

ʤʝʟʦʟʦʡʩʢʠʭ ʠ ʧʘʣʝʦʛʝʥʦʚʳʭ ʦʪʣʦʞʝʥʠʷʭ ʝʱʝ ʥʝ 

ʫʩʪʘʥʦʚʣʝʥʦ ʩʢʦʣʴ-ʥʠʙʫʜʴ ʩʫʱʝʩʪʚʝʥʥʳʭ ʩʢʦʧʣʝ-

ʥʠʡ ʥʝʬʪʠ ʠ ʛʘʟʘ ʥʝʩʤʦʪʨʷ ʥʘ ʙʣʘʛʦʧʨʠʷʪʥʳʝ ʚ ʮʝ-

ʣʦʤ ʧʘʣʝʦʛʝʦʛʨʘʬʠʯʝʩʢʠʝ, ʧʘʣʝʦʪʝʢʪʦʥʠʯʝʩʢʠʝ ʠ 

ʧʘʣʝʦʛʝʜʠʥʘʤʠʯʝʩʢʠʝ ʫʩʣʦʚʠʷ ʬʦʨʤʠʨʦʚʘʥʠʷ ʵʪʠʭ 

ʦʪʣʦʞʝʥʠʡ ʠ ʥʘ ʟʥʘʯʠʪʝʣʴʥʳʡ ʦʙʲʝʤ ʛʝʦʣʦʛʦ-ʧʦʠʩ-

ʢʦʚʳʭ ʠ ʛʝʦʬʠʟʠʯʝʩʢʠʭ ʠʩʩʣʝʜʦʚʘʥʠʡ. ɺ ʵʪʦʡ ʩʚʷʟʠ 

ʠʟʫʯʝʥʠʝ ʧʝʪʨʦʬʠʟʠʯʝʩʢʠʭ ʠ ʢʦʣʣʝʢʪʦʨʩʢʠʭ ʭʘʨʘʢ-

ʪʝʨʠʩʪʠʢ ʧʦʨʦʜ ʫʢʘʟʘʥʥʳʭ ʚʦʟʨʘʩʪʦʚ ʷʚʣʷʝʪʩʷ 

ʚʝʩʴʤʘ ʘʢʪʫʘʣʴʥʳʤ ʜʣʷ ʨʝʰʝʥʠʷ ʧʦʩʪʘʚʣʝʥʥʦʡ ʧʨʦ-

ʙʣʝʤʳ. ɺʩʣʝʜʩʪʚʠʝ ʵʪʦʛʦ ʧʨʦʚʝʜʝʥʠʝ ʪʘʢʠʭ ʠʩʩʣʝ-

ʜʦʚʘʥʠʡ ʧʦ ʧʨʦʜʫʢʪʠʚʥʦʡ ʪʦʣʱʝ (ʇʊ-ʥʠʞʥʠʡ 

ʧʣʠʦʮʝʥ) ʥʝʬʪʝʛʘʟʦʥʦʩʥʳʭ ʩʝʚʝʨʥʳʭ ʧʣʦʱʘʜʝʡ ɸʙ-

ʰʝʨʦʥʩʢʦʛʦ ʘʨʭʠʧʝʣʘʛʘ, ʦʪʥʦʩʷʱʝʛʦʩʷ ʢ ʦʜʥʦʤʫ ʠʟ 

ʚʳʩʦʢʦʧʝʨʩʧʝʢʪʠʚʥʳʭ ʘʢʚʘʪʦʨʠʡ ʖʞʥʦ-ʂʘʩʧʠʡ-

ʩʢʦʛʦ ʙʘʩʩʝʡʥʘ, ʷʚʣʷʝʪʩʷ ʚʝʩʴʤʘ ʘʢʪʫʘʣʴʥʳʤ. 

ʖʞʥʦ-ʂʘʩʧʠʡʩʢʘʷ ʤʝʛʘʚʧʘʜʠʥʘ, (ʖʂɺ) ʚ ʩʦ-

ʩʪʘʚ ʢʦʪʦʨʦʡ ʚʭʦʜʠʪ ʙʦʣʴʰʘʷ ʯʘʩʪʴ ʪʝʨʨʠʪʦʨʠʠ 

ɸʟʝʨʙʘʡʜʞʘʥʩʢʦʡ ʨʝʩʧʫʙʣʠʢʠ, ʷʚʣʷʝʪʩʷ ʦʜʥʦʡ ʠʟ 

ʧʦʪʝʥʮʠʘʣʴʥʦ ʙʦʛʘʪʝʡʰʠʭ ʥʝʬʪʝʛʘʟʦʥʦʩʥʳʭ ʪʝʨʨʠ-

ʪʦʨʠʡ ʨʝʛʠʦʥʘ. ʆʩʚʦʝʥʠʝ ʥʝʬʪʝʛʘʟʦʚʳʭ ʨʝʩʫʨʩʦʚ 

ʤʦʞʝʪ ʵʪʠʭ ʪʝʨʨʠʪʦʨʠʡ ʦʢʘʟʘʪʴ ʚʝʩʴʤʘ ʩʫʱʝʩʪʚʝʥ-

ʥʦʝ ʚʣʠʷʥʠʝ ʥʘ ʜʘʣʴʥʝʡʰʝʝ ʨʘʟʚʠʪʠʝ ʵʢʦʥʦʤʠʢʠ ʥʝ 

ʪʦʣʴʢʦ ɸʟʝʨʙʘʡʜʞʘʥʘ, ʥʦ ʠ ʨʷʜʘ ʝʚʨʦʧʝʡʩʢʠʭ ʛʦʩʫ-

ʜʘʨʩʪʚ. 

ɺ ʩʚʷʟʠ ʩ ʠʟʫʯʝʥʠʝʤ ʥʝʬʪʝʛʘʟʦʥʦʩʥʦʩʪʠ ʛʣʫʙʦ-

ʢʦʟʘʣʝʛʘʶʱʠʭ ʪʦʣʱ ʦʩʘʜʦʯʥʦʛʦ ʯʝʭʣʘ ɸʙʰʝʨʦʥ-

ʩʢʦʛʦ ʘʨʭʠʧʝʣʘʛʘ ʚ ʟʥʘʯʠʪʝʣʴʥʦʤ ʦʙʲʝʤʝ ʙʳʣʠ ʧʨʦ-

ʚʝʜʝʥʳ ʛʝʦʣʦʛʦ-ʛʝʦʬʠʟʠʯʝʩʢʠʝ ʨʘʙʦʪʳ. ɹʳʣʠ ʧʦʜ-

ʛʦʪʦʚʣʝʥʳ ʥʘʫʯʥʳʝ ʢʨʠʪʝʨʠʠ, ʢʦʪʦʨʳʝ ʤʦʛʫʪ ʙʳʪʴ 

ʦʩʥʦʚʘʥʠʝʤ ʜʣʷ ʙʫʜʫʱʠʭ ʧʦʠʩʢʦʚʦ-ʨʘʟʚʝʜʦʯʥʳʭ 

ʨʘʙʦʪ. 

ʃʦʢʘʣʴʥʳʝ ʧʦʜʥʷʪʠʷ ʦʪʜʝʣʴʥʳʭ ʩʪʨʫʢʪʫʨʥʳʭ 

ʵʣʝʤʝʥʪʦʚ ʖʂɺ ʨʘʟʚʠʚʘʣʠʩʴ ʚ ʦʩʥʦʚʥʦʤ ʧʨʠ ʘʢʪʠʚ-

ʥʦʩʪʠ ʦʜʥʠʭ ʠ ʪʝʭ ʞʝ ʤʝʭʘʥʠʟʤʦʚ ʩʢʣʘʜʢʦʦʙʨʘʟʦʚʘ-

ʥʠʷ, ʠ ʠʭ ʧʦʜʘʚʣʷʶʱʘʷ ʯʘʩʪʴ ʷʚʣʷʝʪʩʷ ʩʪʨʫʢʪʫʨʘʤʠ 

ʥʘʛʥʝʪʘʥʠʷ. ʂ ʪʘʢʦʚʳʤ ʦʪʥʦʩʷʪʩʷ ʣʦʢʘʣʴʥʳʝ ʧʦʜʥʷ-

ʪʠʷ ʚʩʝʡ ʧʨʠʦʩʝʚʦʡ ʘʥʪʠʢʣʠʥʘʣʴʥʦʡ ʟʦʥʳ ɸʙʰʝ-

ʨʦʥʦ-ʇʨʠʙʘʣʭʘʥʩʢʦʛʦ ʩʪʨʫʢʪʫʨʥʦʛʦ ʤʝʛʘʩʝʜʣʘ, ʢ 

ʢʦʪʦʨʦʡ ʧʨʠʫʨʦʯʝʥʦ ʠ ʧʦʜʥʷʪʠʝ ʅʝʬʪ ɼʘʰʣʘʨʳ. 

ɼʘʥʥʘʷ ʘʥʪʠʢʣʠʥʘʣʴʥʘʷ ʟʦʥʘ ʙʝʨʝʪ ʩʚʦʝ ʥʘʯʘʣʦ ʥʘ 

ʩʝʚʝʨʦ-ʟʘʧʘʜʝ ʦʪ ʧʦʜʥʷʪʠʷ ɻʦʰʘʜʘʰ ʠ ʜʘʣʝʝ ʯʝʨʝʟ 

ʩʪʨʫʢʪʫʨʳ ʇʠʨʘʣʣʘʭʠ ï ɻʶʨʛʷʥ-ʜʝʥʠʟ ï ɼʘʨʚʠʥ 

ʢʶʧʝʩʠ ï ʍʘʣʠ ï ʅʝʬʪ ɼʘʰʣʘʨʳ ï ɸʟʝʨʠ ʠ ʪ.ʜ. ʧʨʦ-

ʩʪʠʨʘʝʪʩʷ ʥʘ ʚʦʩʪʦʢ ʜʦ ʧʦʜʥʷʪʠʷ ʏʝʣʝʢʝʥ-ʤʦʨʝ. ʈʘʟ-

ʚʠʚʘʷʩʴ ʚ ʫʩʣʦʚʠʷʭ ɸʙʰʝʨʦʥʦ-ʇʨʠʙʘʣʭʘʥʩʢʦʡ ʥʝ-

ʢʣʘʩʩʠʯʝʩʢʦʡ (ʦʩʪʘʪʦʯʥʦʡ) ʩʫʙʜʫʢʮʠʠ. ʍʘʨʘʢʪʝʨ-

ʥʦʡ ʦʩʦʙʝʥʥʦʩʪʴʶ ʩʪʨʫʢʪʫʨ ʵʪʦʡ ʘʥʪʠʢʣʠʥʘʣʴʥʦʡ 

ʟʦʥʳ ʷʚʣʷʝʪʩʷ ʠʭ ʬʦʨʤʠʨʦʚʘʥʠʝ ʤʝʭʘʥʠʟʤʘʤʠ ʧʨʦ-

ʜʦʣʴʥʦʛʦ ʠ ʧʦʧʝʨʝʯʥʦʛʦ ʠʟʛʠʙʦʚ ʩ ʜʦʤʠʥʠʨʦʚʘʥʠʝʤ 

ʧʝʨʚʦʛʦ. 

ʉ ʵʪʦʡ ʮʝʣʴʶ ʙʳʣʠ ʠʩʩʣʝʜʦʚʘʥʳ ʛʝʦʣʦʛʦ-ʛʝʦ-

ʬʠʟʠʯʝʩʢʠʝ ʠ ʬʠʟʠʯʝʩʢʠʝ ʭʘʨʘʢʪʝʨʠʩʪʠʢʠ, ʢʦʪʦʨʳʝ 

ʚʣʠʷʣʠ ʥʘ ʢʦʣʣʝʢʪʦʨʩʢʠʡ ʧʦʪʝʥʮʠʘʣ ʦʪʣʦʞʝʥʠʡ ʩʦ-

ʜʝʨʞʘʱʠʭ ʥʝʬʪʷʥʳʝ, ʛʘʟʦʚʳʝ ʠ ʛʘʟʦʢʦʥʜʝʥʩʘʪʥʳʝ 

ʩʢʦʧʣʝʥʠʷ ʤʝʟʦʢʘʡʥʦʟʦʡʩʢʦʛʦ ʚʦʟʨʘʩʪʘ ʚ ɸʙʰʝʨʦʥ-

ʩʢʦʛʦ ʘʨʭʠʧʝʣʘʛʘ. ʀʟʫʯʝʥʠʝ ʛʝʦʣʦʛʠʯʝʩʢʠʭ ʨʘʟʨʝ-

ʟʦʚ ʣʦʢʘʣʴʥʳʭ ʧʦʜʥʷʪʠʡ ʘʥʪʠʢʣʠʥʘʣʴʥʦʡ ʣʠʥʠʠ 

ʌʘʪʴʤʘʠ-ɿʳʭ-ʐʘʭ-ʜʝʥʠʟ ʧʦʢʘʟʳʚʘʝʪ, ʯʪʦ ʥʘ ʩʝ-

ʚʝʨʦ-ʟʘʧʘʜʝ ʜʘʥʥʦʡ ʪʝʢʪʦʥʠʯʝʩʢʦʡ ʣʠʥʠʠ ʤʦʱ-

ʥʦʩʪʴ ʧʣʠʦʮʝʥ-ʘʥʪʨʦʧʦʛʝʥʦʚʳʭ ʦʪʣʦʞʝʥʠʡ ʠʟʤʝʥʷ-

ʝʪʩʷ ʦʪ 100 ʜʦ 200 ʤ. ɼʘʣʝʝ ʪʦʣʱʠʥʘ ʵʪʠʭ ʦʪʣʦʞʝ-

ʥʠʡ ʫʚʝʣʠʯʠʚʘʝʪʩʷ ʚ ʩʪʦʨʦʥʫ ɻʫʤ ʘʜʘʩʳ ʜʦ 3600 ʤ, 

ʘ ʥʘ ʐʘʭ-ʜʝʥʠʟʝ ʜʦ 6000 ʤ. ɺ ʧʨʝʜʝʣʘʭ ʩʦʦʪʚʝʪʩʪʚʫ-

ʶʱʠʭ ʩʠʥʢʣʠʥʘʣʝʡ ʪʦʣʱʠʥʘ ʫʧʦʤʷʥʫʪʳʭ ʦʪʣʦʞʝ-

ʥʠʡ ʜʦʩʪʠʛʘʝʪ 3000 ʤ ʥʘ ʩʝʚʝʨʦ-ʟʘʧʘʜʝ, ʘ ʚ ʨʘʡʦʥʝ 

ʐʘʭ-ʜʝʥʠʟ ʩʦʩʪʘʚʣʷʝʪ ʧʦʨʷʜʢʘ 10000 ʤ. 

ɺ ʨʘʟʨʝʟʝ ʧʨʦʜʫʢʪʠʚʥʦʡ ʪʦʣʱʠ (ʇʊ) ʙʳʣʠ 

ʚʩʢʨʳʪʳ ʤʥʦʛʦʵʪʘʞʥʳʝ ʥʝʬʪʷʥʳʝ ʟʘʣʝʞʠ. ʂʘʣʠʥ-

ʩʢʘʷ ʩʚʠʪʘ ʧʨʝʜʩʪʘʚʣʝʥʘ ʘʣʝʚʨʦʣʠʪʘʤʠ ʠ ʛʣʠʥʠ-

ʩʪʳʤʠ ʦʪʣʦʞʝʥʠʷʤʠ ʩ ʧʨʦʩʣʦʡʢʘʤʠ ʤʝʣʢʦʟʝʨʥʠ-

ʩʪʳʭ ʧʝʩʢʦʚ ʠ ʧʝʩʯʘʥʠʢʦʚ. ʇʝʩʢʠ ʢʚʘʨʮʝʚʳʝ, 

ʩʨʝʜʥʝ-ʤʝʣʢʦʟʝʨʥʠʩʪʳʝ, ʘ ʛʣʠʥʳ ʩʣʘʙʦ- ʧʝʩʯʘʥʠ-

ʩʪʳʝ ʠ ʩʣʘʙʦʢʘʨʙʦʥʘʪʥʳʝ. ɺʝʱʝʩʪʚʝʥʥʳʡ ʩʦʩʪʘʚ ʠ 

ʤʦʱʥʦʩʪʴ ʧʝʩʯʘʥʳʭ ʛʦʨʠʟʦʥʪʦʚ ʠ ʛʣʠʥʠʩʪʳʭ ʧʨʦ-

ʩʣʦʝʚ, ʨʘʟʜʝʣʷʶʱʠʭ ʠʭ, ʧʦ ʧʣʦʱʘʜʠ ʥʝʩʪʘʙʠʣʴʥʳ. 

ʇʝʩʯʘʥʠʩʪʦʩʪʴ ʨʘʟʨʝʟʘ ʦʪ ʧʦʜʦʰʚʳ ʢ ʢʨʦʚʣʝ ʩʚʠʪʳ 

ʠ ʦʪ ʩʚʦʜʘ ʢ ʢʨʳʣʴʷʤ ʩʢʣʘʜʢʠ ʫʚʝʣʠʯʠʚʘʝʪʩʷ ʜʦ 

70%. ʉʚʠʪʘ ʜʝʣʠʪʩʷ ʥʘ 4 ʥʝʬʪʝʛʘʟʦʥʦʩʥʳʭ ʛʦʨʠ-

ʟʦʥʪʘ. ʂʨʦʤʝ ʪʦʛʦ ʚ ʥʠʞʥʝʡ ʯʘʩʪʠ ʛʦʨʠʟʦʥʪʘ ʚ ʨʷʜʝ 

ʙʣʦʢʦʚ ʦʪʤʝʯʘʶʪʩʷ ʝʱʝ 4 ʛʦʨʠʟʦʥʪʘ. 

ʉʝʡʩʤʦʨʘʟʚʝʜʢʦʡ ʙʳʣʦ ʫʩʪʘʥʦʚʣʝʥʦ, ʯʪʦ ʚ ʧʨʝ-

ʜʝʣʘʭ ʶʛʦ-ʚʦʩʪʦʯʥʦʡ ʧʝʨʠʢʣʠʥʘʣʠ ʰʘʨʥʠʨ ʩʢʣʘʜʢʠ 

ʨʘʟʚʝʪʚʣʷʝʪʩʷ. ʉʢʣʘʜʢʘ ʩ ʩʝʚʝʨʘ ʢʫʣʠʩʦʦʙʨʘʟʥʦ ʩʦ-

ʯʣʝʥʷʝʪʩʷ ʩʦ ʩʪʨʫʢʪʫʨʦʡ ɻʶʥʝʰʣʠ ʯʝʨʝʟ ʥʝʛʣʫʙʦ-

ʢʫʶ ʩʝʜʣʦʚʠʥʫ, ʘ ʩ ʶʛʘ - ʩʦʯʣʝʥʷʝʪʩʷ ʩʦ ʩʪʨʫʢʪʫʨʦʡ 

ʅʝʬʪ ɼʘʰʣʘʨʳ-2. ʅʘ ʩʝʚʝʨʦ-ʟʘʧʘʜʝ ʅʝʬʪ ɼʘʰʣʘʨʳ 

ʦʪʜʝʣʷʝʪʩʷ ʦʪ ʇʘʣʯʳʛ ʇʠʣʴʧʠʣʷʩʠ ʩʣʘʙʦ ʚʳʨʘʞʝʥ-

ʥʦʡ ʩʝʜʣʦʚʠʥʦʡ. 

ʀʟʚʝʩʪʥʦ, ʯʪʦ ʧʦʠʩʢʠ ʠ ʨʘʟʚʝʜʢʘ ʤʝʩʪʦʨʦʞʜʝ-

ʥʠʡ ʥʝʬʪʠ ʠ ʛʘʟʘ, ʠʭ ʨʘʟʨʘʙʦʪʢʘ ʠ ʦʮʝʥʢʘ ʧʦʪʝʥʮʠ-

ʘʣʘ ʥʝʬʪʝʛʘʟʦʥʦʩʥʦʩʪʠ ʢʦʣʣʝʢʪʦʨʦʚ ʟʘʚʠʩʠʪ ʦʪ ʧʝʪ-

ʨʦʬʠʟʠʯʝʩʢʠʭ ʩʚʦʡʩʪʚ ʦʪʣʦʞʝʥʠʡ, ʩʦʩʪʘʚʣʷʶʱʠʭ 

ʨʘʟʨʝʟ ʩʪʨʫʢʪʫʨʳ. 

ɺʩʣʝʜʩʪʚʠʝ ʵʪʦʛʦ ʙʦʣʴʰʠʥʩʪʚʦ ʠʟ ʥʠʭ ʷʚʣʷʝʪʩʷ 

ʣʠʥʝʡʥʳʤʠ ʠ ʫʜʣʠʥʝʥʥʳʤʠ ʙʨʘʭʠʩʢʣʘʜʢʘʤʠ 

ʦʩʣʦʞʥʝʥʥʳʤʠ ʛʨʷʟʝʚʫʣʢʘʥʠʟʤʦʤ. ɺ ʨʘʡʦʥʝ ɸʙʰʝ-

ʨʦʥʩʢʦʛʦ ʘʨʭʠʧʝʣʘʛʘ ʥʘ ʨʷʜʝ ʧʣʦʱʘʜʝʡ ʙʳʣʠ ʦʩʫ-

ʱʝʩʪʚʣʝʥʳ ʧʝʪʨʦʬʠʟʠʯʝʩʢʠʝ ʠʩʩʣʝʜʦʚʘʥʠʷ. ʀʭ ʮʝ-

ʣʴʶ ʙʳʣʦ ʧʦʣʫʯʝʥʠʝ ʧʦʜʨʦʙʥʦʡ ʠʥʬʦʨʤʘʮʠʠ ʦ ʧʦ-

ʨʦʜʘʭ-ʢʦʣʣʝʢʪʦʨʘʭ, ʠʭ ʣʠʪʦʣʦʛʦ-ʧʝʪʨʦʬʠʟʠʯʝʩʢʠʭ 

ʦʩʦʙʝʥʥʦʩʪʷʭ, ʫʪʦʯʥʝʥʠʝ ʫʛʣʝʚʦʜʦʨʦʜʥʳʭ ʨʝʩʫʨʩʦʚ 

ʠ ʥʘ ʦʩʥʦʚʝ ʧʦʣʫʯʝʥʥʳʭ ʨʝʟʫʣʴʪʘʪʦʚ ʦʧʨʝʜʝʣʝʥʠʝ 

ʜʘʣʴʥʝʡʰʠʭ ʥʘʧʨʘʚʣʝʥʠʡ ʧʦʠʩʢʦʚʦ-ʨʘʟʚʝʜʦʯʥʳʭ 

ʨʘʙʦʪ. 

ɼʣʷ ʦʧʨʝʜʝʣʝʥʠʷ ʣʠʪʦʣʦʛʦ-ʧʝʪʨʦʛʨʘʬʠʯʝʩʢʠʭ 

ʠ ʢʦʣʣʝʢʪʦʨʩʢʠʭ ʩʚʦʡʩʪʚ ʛʣʫʙʦʢʦʟʘʣʝʛʘʶʱʠʭ ʩʣʦʝʚ 
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ʠʟʤʝʥʷʶʱʠʭʩʷ ʧʦ ʧʣʦʱʘʜʠ, ʙʳʣʠ ʠʟʫʯʝʥʳ ʢʘʨʙʦ-

ʥʘʪʥʦʩʪʴ, ʧʦʨʠʩʪʦʩʪʴ, ʧʨʦʥʠʮʘʝʤʦʩʪʴ, ʧʣʦʪʥʦʩʪʴ, 

ʛʨʘʥʫʣʦʤʝʪʨʠʯʝʩʢʠʡ ʩʦʩʪʘʚ ʠ ʩʢʦʨʦʩʪʠ ʨʘʩʧʨʦʩʪʨʘ-

ʥʝʥʠʷ ʧʨʦʜʦʣʴʥʳʭ ʚʦʣʥ ʩ ʧʦʤʦʱʴʶ ʦʙʨʘʟʮʦʚ, ʚʟʷ-

ʪʳʭ ʠʟ ʧʨʦʙʫʨʝʥʥʳʭ ʧʦʠʩʢʦʚʦ-ʨʘʟʚʝʜʦʯʥʳʭ ʩʢʚʘ-

ʞʠʥ ʧʣʦʱʘʜʠ ʅʝʬʪ ɼʘʰʣʘʨʳ. ʊʘʢʞʝ ʙʳʣʠ ʦʧʨʝʜʝ-

ʣʝʥʳ ʵʢʩʪʨʝʤʘʣʴʥʳʝ ʠ ʩʨʝʜʥʠʝ ʧʨʝʜʝʣʳ 

ʬʠʟʠʯʝʩʢʠʭ ʩʚʦʡʩʪʚ ʧʦʨʦʜ. ʈʘʩʩʤʦʪʨʝʥʘ ʟʘʚʠʩʠ-

ʤʦʩʪʴ ʠʭ ʢʦʣʣʝʢʪʦʨʩʢʠʭ ʩʚʦʡʩʪʚ ʦʪ ʛʣʫʙʠʥʳ ʟʘʣʝʛʘ-

ʥʠʷ ʠ ʬʠʟʠʯʝʩʢʠʭ ʬʘʢʪʦʨʦʚ 

ʋʯʠʪʳʚʘʷ ʜʘʥʥʫʶ ʩʠʪʫʘʮʠʶ, ʚ ʧʦʩʣʝʜʥʠʝ ʛʦʜʳ 

ʚ ʈʝʩʧʫʙʣʠʢʝ ʦʩʫʱʝʩʪʚʣʷʝʪʩʷ ʧʝʨʝʜʠʩʣʦʢʘʮʠʷ ʙʫ-

ʨʦʚʳʭ ʨʘʟʚʝʜʦʯʥʳʭ ʨʘʙʦʪ ʩ ʚʦʩʪʦʯʥʳʭ ʨʘʡʦʥʦʚ ʚ 

ʤʝʥʝʝ ʠʟʫʯʝʥʥʳʝ ʮʝʥʪʨʘʣʴʥʳʝ ʠ ʟʘʧʘʜʥʳʝ. ʇʨʠ 

ʵʪʦʤ ʦʩʦʙʫʶ ʚʘʞʥʦʩʪʴ ʦʙʨʝʪʘʝʪ ʦʙʦʙʱʝʥʠʝ ʠʤʝʶ-

ʱʝʛʦʩʷ ʛʝʦʣʦʛʦ-ʛʝʦʬʠʟʠʯʝʩʢʦʛʦ ʤʘʪʝʨʠʘʣʘ, ʦʮʝʥʢʘ 

ʧʝʨʩʧʝʢʪʠʚʥʦʩʪʠ ʦʪʜʝʣʴʥʳʭ ʣʠʪʦʣʦʛʦ-ʩʪʨʘʪʠʛʨʘ-

ʬʠʯʝʩʢʠʭ ʢʦʤʧʣʝʢʩʦʚ ʠ ʧʨʦʛʥʦʟʠʨʦʚʘʥʠʝ ʛʣʫʙʦʢʦ-

ʟʘʣʝʛʘʶʱʠʭ ʥʝʬʪʝʛʘʟʦʚʳʭ ʢʦʣʣʝʢʪʦʨʦʚ[1-3]. 

ɺ ʨʘʡʦʥʝ ɸʙʰʝʨʦʥʩʢʦʛʦ ʘʨʭʠʧʝʣʘʛʘ ʙʳʣʠ ʦʩʫ-

ʱʝʩʪʚʣʝʥʳ ʧʝʪʨʦʬʠʟʠʯʝʩʢʠʝ ʠ ʣʠʪʦʣʦʛʦ-ʩʪʨʘʪʠʛʨʘ-

ʬʠʯʝʩʢʠʭ ʠʩʩʣʝʜʦʚʘʥʠʷ. ʀʭ ʮʝʣʴʶ ʙʳʣʦ ʧʦʣʫʯʝʥʠʝ 

ʧʦʜʨʦʙʥʦʡ ʠʥʬʦʨʤʘʮʠʠ ʦ ʧʦʨʦʜʘʭ-ʢʦʣʣʝʢʪʦʨʘʭ ʠ 

ʠʭ ʣʠʪʦʣʦʛʦ-ʧʝʪʨʦʬʠʟʠʯʝʩʢʠʭ ʦʩʦʙʝʥʥʦʩʪʷʭ, ʫʪʦʯ-

ʥʝʥʠʝ ʫʛʣʝʚʦʜʦʨʦʜʥʳʭ ʨʝʩʫʨʩʦʚ ʠ ʥʘ ʦʩʥʦʚʝ ʧʦʣʫ-

ʯʝʥʥʳʭ ʨʝʟʫʣʴʪʘʪʦʚ ʥʘʤʝʪʠʪʴ ʜʘʣʴʥʝʡʰʝʝ ʥʘʧʨʘʚ-

ʣʝʥʠʝ ʧʦʠʩʢʦʚʦ-ʨʘʟʚʝʜʦʯʥʳʭ ʨʘʙʦʪ. 

ʇʨʦʚʝʜʝʥʥʳʝ ʠʩʩʣʝʜʦʚʘʥʠʷ ʜʘʶʪ ʚʦʟʤʦʞʥʦʩʪʴ 

ʧʨʝʜʧʦʣʦʞʠʪʴ, ʯʪʦ ʠʟʤʝʥʝʥʠʷ ʬʠʟʠʯʝʩʢʠʭ ʭʘʨʘʢʪʝ-

ʨʠʩʪʠʢ ʠʩʩʣʝʜʫʝʤʦʛʦ ʦʙʲʝʢʪʘ ʩʚʷʟʘʥʳ ʩ ʣʠʪʦʣʦʛʠ-

ʯʝʩʢʦʡ ʥʝʦʜʥʦʨʦʜʥʦʩʪʴʶ ʦʩʥʦʚʥʦʛʦ ʢʦʤʧʣʝʢʩʘ, 

ʨʘʟʥʦʦʙʨʘʟʠʝʤ ʧʦʨʦʜ ʠ ʪʝʢʪʦʥʠʯʝʩʢʠʭ ʫʩʣʦʚʠʡ. 

ʋʩʪʘʥʦʚʣʝʥʘ ʪʘʢʞʝ ʟʘʢʦʥʦʤʝʨʥʦʩʪʴ ʠʟʤʝʥʝʥʠʷ ʢʦ-

ʵʬʬʠʮʠʝʥʪʦʚ ʧʦʨʠʩʪʦʩʪʠ ʠ ʧʨʦʥʠʮʘʝʤʦʩʪʠ. 

ɺʘʞʥʝʡʰʠʤʠ ʧʨʠʟʥʘʢʘʤʠ ʩʪʝʧʝʥʠ ʧʨʦʜʫʢʪʠʚ-

ʥʦʩʪʠ ʥʝʬʪʝʛʘʟʦʚʳʭ ʢʦʣʣʝʢʪʦʨʦʚ ʠ ʤʝʩʪʦʨʦʞʜʝʥʠʷ 

ʚ ʮʝʣʦʤ ʷʚʣʷʝʪʩʷ ʠʥʬʦʨʤʘʮʠʷ ʦ ʢʦʣʣʝʢʪʦʨʩʢʠʭ ʠ 

ʵʢʨʘʥʠʨʫʶʱʠʭ ʩʚʦʡʩʪʚʘʭ ʧʦʨʦʜ, ʩʦʩʪʘʚʣʷʶʱʠʭ 

ʛʝʦʣʦʛʠʯʝʩʢʠʡ ʨʘʟʨʝʟ. ɺ ʯʘʩʪʥʦʩʪʠ, ʦʙʱʠʡ ʧʦʪʝʥ-

ʮʠʘʣ ʥʝʬʪʝʛʘʟʦʥʦʩʥʦʩʪʠ ʧʦʨʦʜ ʟʘʚʠʩʠʪ ʦʪ ʪʘʢʠʭ ʧʝ-

ʪʨʦʬʠʟʠʯʝʩʢʠʭ ʭʘʨʘʢʪʝʨʠʩʪʠʢ, ʢʘʢ ʢʘʨʙʦʥʘʪʥʦʩʪʴ, 

ʧʦʨʠʩʪʦʩʪʴ, ʧʨʦʥʠʮʘʝʤʦʩʪʴ, ʧʣʦʪʥʦʩʪʴ, ʛʨʘʥʫʣʦ-

ʤʝʪʨʠʯʝʩʢʠʡ ʩʦʩʪʘʚ ʠ ʫʧʨʫʛʠʝ ʩʚʦʡʩʪʚʘ (ʩʢʦʨʦʩʪʠ 

ʨʘʩʧʨʦʩʪʨʘʥʝʥʠʷ ʧʨʦʜʦʣʴʥʳʭ ʚʦʣʥ ʚ ʩʨʝʜʝ). ɺ ʧʨʦ-

ʮʝʩʩʝ ʠʩʩʣʝʜʦʚʘʥʠʡ ʪʘʢʞʝ ʙʳʣʠ ʦʧʨʝʜʝʣʝʥʳ ʩʨʝʜ-

ʥʠʝ ʟʥʘʯʝʥʠʷ ʬʠʟʠʯʝʩʢʠʭ ʭʘʨʘʢʪʝʨʠʩʪʠʢ, ʟʘʚʠʩʠ-

ʤʦʩʪʴ ʢʦʣʣʝʢʪʦʨʩʢʠʭ ʩʚʦʡʩʪʚ ʦʪ ʛʣʫʙʠʥʳ ʟʘʣʝʛʘʥʠʷ 

ʠ ʚʟʘʠʤʦʩʚʷʟʠ ʬʠʟʠʯʝʩʢʠʭ ʧʘʨʘʤʝʪʨʦʚ. 

ʆʙʨʘʙʦʪʢʘ ʠ ʠʥʪʝʨʧʨʝʪʘʮʠʷ ʧʝʪʨʦʬʠʟʠʯʝʩʢʠʭ 

ʠ ʧʨʦʤʳʩʣʦʚʦ-ʛʝʦʬʠʟʠʯʝʩʢʠʭ ʤʘʪʝʨʠʘʣʦʚ ʧʦʟʚʦ-

ʣʠʣʠ ʫʩʪʘʥʦʚʠʪʴ, ʯʪʦ ʥʝʢʦʪʦʨʳʝ ʛʦʨʠʟʦʥʪʳ ʇʊ ʚ ʧʝ-

ʨʝʩʯʝʪʝ ʥʘ ʥʝʬʪʴ ʠ ʛʘʟ ʙʦʣʝʝ ʧʝʨʩʧʝʢʪʠʚʥʳ. 

ʀʟʫʯʘʷ ʣʠʪʦʣʦʛʦ-ʧʝʪʨʦʛʨʘʬʠʯʝʩʢʠʝ ʩʚʦʡʩʪʚʘ 

ʦʪʣʦʞʝʥʠʡ ʤʝʩʪʦʨʦʞʜʝʥʠʷ, ʧʦ ʛʝʦʣʦʛʦ-ʛʝʦʬʠʟʠʯʝ-

ʩʢʠʤ ʤʘʪʝʨʠʘʣʘʤ ʠ ʢʦʣʣʝʢʪʦʨʩʢʠʝ ʩʚʦʡʩʪʚʘ ʦʙʨʘʟ-

ʮʦʚ ʢʝʨʥʘ, ʚʟʷʪʳʭ ʠʟ ʩʢʚʘʞʠʥ ʧʣʦʱʘʜʠ, ʤʦʞʥʦ ʧʨʦ-

ʛʥʦʟʠʨʦʚʘʪʴ ʥʝʬʪʝʛʘʟʦʥʦʩʥʦʩʪʴ ʛʣʫʙʦʢʦʟʘʣʝʛʘʶ-

ʱʠʭ ʩʣʦʝʚ ʥʘʨʷʜʫ ʩ ʵʢʩʧʣʫʘʪʠʨʫʝʤʳʤʠ. 

ʊʘʢʠʤ ʦʙʨʘʟʦʤ, ʥʘ ʧʣʦʱʘʜʷʭ ɸʙʰʝʨʦʥʩʢʦʛʦ 

ʘʨʭʠʧʝʣʘʛʘ ʙʳʣʠ ʜʝʪʘʣʴʥʦ ʠʩʩʣʝʜʦʚʘʥʳ ʧʝʪʨʦʬʠʟʠ-

ʯʝʩʢʠʝ ʩʚʦʡʩʪʚʘ ʢʦʣʣʝʢʪʦʨʦʚ ʇʊ, ʦʧʨʝʜʝʣʝʥʳ ʦʩ-

ʥʦʚʥʳʝ ʠʭ ʧʘʨʘʤʝʪʨʳ ʠ ʠʟʤʝʥʝʥʠʝ ʠʭ ʟʥʘʯʝʥʠʡ ʩ 

ʛʣʫʙʠʥʦʡ. ʉʣʝʜʫʝʪ ʦʪʤʝʪʠʪʴ, ʯʪʦ ʧʨʦʚʝʜʝʥʥʳʡ ʘʥʘ-

ʣʠʟ ʠʟʤʝʥʝʥʠʷ ʧʦʨʠʩʪʦʩʪʠ, ʧʨʦʥʠʮʘʝʤʦʩʪʠ, ʢʘʨʙʦ-

ʥʘʪʥʦʩʪʠ ʠ ʛʨʘʥʫʣʦʤʝʪʨʠʯʝʩʢʦʛʦ ʩʦʩʪʘʚʘ ʧʦʨʦʜ 

ʚʦʟʤʦʞʥʦ ʘʧʨʦʢʩʠʤʠʨʦʚʘʪʴ ʥʘ ʩʦʩʝʜʥʠʝ ʧʣʦʱʘʜʠ. 

ʀʪʘʢ, ʘʥʘʣʠʟ ʣʠʪʦʣʦʛʦ-ʧʝʪʨʦʛʨʘʬʠʯʝʩʢʠʭ 

ʩʚʦʡʩʪʚ ʦʪʣʦʞʝʥʠʡ ʨʘʩʩʤʦʪʨʝʥʥʳʭ ʧʣʦʱʘʜʝʡ ʠ 

ʢʦʣʣʝʢʪʦʨʩʢʠʝ ʩʚʦʡʩʪʚʘ ʦʙʨʘʟʮʦʚ ʧʦʨʦʜ ʧʨʝʜʩʪʘʚ-

ʣʝʥʥʳʭ ʢʝʨʥʦʚʳʤ ʤʘʪʝʨʠʘʣʦʤ ʩ ʨʘʟʣʠʯʥʳʭ ʧʣʦʱʘ-

ʜʝʡ, ʜʘʝʪ ʚʦʟʤʦʞʥʦʩʪʴ ʧʨʦʛʥʦʟʠʨʦʚʘʪʴ ʥʝʬʪʝʛʘʟʦ-

ʥʦʩʥʦʩʪʴ ʦʪʣʦʞʝʥʠʡ [4-6]. 

ʋʩʪʘʥʦʚʣʝʥʦ, ʯʪʦ ʠʟʤʝʥʝʥʠʝ ʧʝʪʨʦʬʠʟʠʯʝʩʢʠʭ 

ʟʥʘʯʝʥʠʡ ʚ ʰʠʨʦʢʦʤ ʜʠʘʧʘʟʦʥʝ ʩʚʷʟʘʥʦ ʩ ʣʠʪʦʣʦʛʠ-

ʯʝʩʢʠʤʠ ʥʝʦʜʥʦʨʦʜʥʦʩʪʷʤʠ, ʨʘʟʥʦʦʙʨʘʟʠʝʤ ʛʣʫʙʠʥ 

ʟʘʣʝʛʘʥʠʷ ʧʦʨʦʜ ʠ ʪʝʢʪʦʥʠʯʝʩʢʠʤʠ ʫʩʣʦʚʠʷʤʠ ʚ ʨʝ-

ʛʠʦʥʝ. 

ʇʨʠ ʠʩʩʣʝʜʦʚʘʥʠʠ ʢʦʣʣʝʢʪʦʨʩʢʠʭ ʩʚʦʡʩʪʚ ʨʝ-

ʛʠʦʥʘ ʫʩʪʘʥʦʚʠʣʠ, ʯʪʦ ʚ ʛʣʫʙʦʢʦʟʘʣʝʛʘʶʱʠʭ ʧʣʘ-

ʩʪʘʭ ʦʪʤʝʯʘʝʪʩʷ ʵʬʬʝʢʪʠʚʥʘʷ ʧʦʨʠʩʪʦʩʪʴ ʠ ʵʪʦ ʜʘʝʪ 

ʚʦʟʤʦʞʥʦʩʪʴ ʧʨʦʛʥʦʟʠʨʦʚʘʪʴ ʢʦʣʣʝʢʪʦʨʳ ʥʝʬʪʠ ʠ 

ʛʘʟʘ ʥʘ ʨʘʩʩʤʘʪʨʠʚʘʝʤʳʭ ʛʣʫʙʠʥʘʭ. 

ʆʙʦʙʱʠʚ ʧʨʦʚʝʜʝʥʥʳʝ ʠʩʩʣʝʜʦʚʘʥʠʷ ʤʦʞʥʦ 

ʧʨʠʜʪʠ ʢ ʚʳʚʦʜʫ; ʯʪʦ ʠʟʤʝʥʝʥʠʝ ʚ ʰʠʨʦʢʦʤ ʜʠʘ-

ʧʘʟʦʥʝ ʢʦʣʣʝʢʪʦʨʩʢʠʭ ʩʚʦʡʩʪʚ ʠ ʣʠʪʦʣʦʛʦ-ʩʪʨʘʪʠ-

ʛʨʘʬʠʯʝʩʢʠʭ ʢʦʤʧʣʝʢʩʦʚ ʧʦʨʦʜ ʧʦ ʧʣʦʱʘʜʠ ʤʦʞʥʦ 

ʚ ʦʩʥʦʚʥʦʤ ʫʚʷʟʘʪʴ ʩ ʥʝʦʜʥʦʨʦʩʪʴʶ ʣʠʪʦʣʦʛʠʯʝ-

ʩʢʦʛʦ ʩʦʩʪʘʚʘ ʦʩʘʜʦʯʥʳʭ ʢʦʤʧʣʝʢʩʦʚ, ʨʘʟʥʦʦʙʨʘʟ-

ʥʦʩʪʴʶ ʛʣʫʙʠʥ ʟʘʣʝʛʘʥʠʷ ʧʦʨʦʜ, ʘ ʪʘʢʞʝ ʩʦ ʩʣʦʞʥʦ-

ʩʪʴʶ ʪʝʢʪʦʥʠʯʝʩʢʠʭ ʫʩʣʦʚʠʡ; ʜʣʷ ʧʨʦʛʥʦʟʠʨʦʚʘʥʠʷ 

ʥʝʬʪʝʛʘʟʦʥʦʩʥʦʩʪʠ ʚ ʛʣʫʙʦʢʦʟʘʣʝʛʘʶʱʠʭ ʪʦʣʱʘʭ 

ʨʘʩʩʤʘʪʨʠʚʘʝʤʦʡ ʪʝʨʨʠʪʦʨʠʠ ʥʘʨʷʜʫ ʩ ʨʘʟʚʝʜʦʯʥʦ-

ʛʝʦʬʠʟʠʯʝʩʢʠʤʠ ʤʝʪʦʜʘʤʠ, ʮʝʣʝʩʦʦʙʨʘʟʥʦ ʠʩʧʦʣʴ-

ʟʦʚʘʪʴ ʪʘʢʞʝ ʨʝʟʫʣʴʪʘʪʳ ʠʟʤʝʥʝʥʠʷ ʬʠʣʴʪʨʘʮʠ-

ʦʥʥʦ-ʦʙ̡ʝʤʥʳʭ ʭʘʨʘʢʪʝʨʠʩʪʠʢ ʧʦʨʦʜ ʚʳʷʚʣʝʥʥʳʭ ʩ 

ʧʝʪʨʦʬʠʟʠʯʝʩʢʠʤʠ ʠʩʩʣʝʜʦʚʘʥʠʷʤʠ. 
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Abstract 

This article describes the question about the influence different kinds of variables and parameter Vsu onto cal-

culation ʍ1su. Using these calculations were built 3D figures. 

ɸʥʥʦʪʘʮʠʷ 
ɺ ʜʘʥʥʦʡ ʩʪʘʪʴʝ ʨʘʩʩʤʦʪʨʝʥ ʚʦʧʨʦʩ ʚʣʠʷʥʠʷ ʨʘʟʣʠʯʥʳʭ ʧʝʨʝʤʝʥʥʳʭ ʠ ʧʘʨʘʤʝʪʨʘ Vsu ʥʘ ʟʥʘʯʝʥʠʝ ʍ1su. 

ʅʘ ʦʩʥʦʚʝ ʨʘʩʯʝʪʦʚ ʙʳʣʠ ʧʦʩʪʨʦʝʥʳ 3D ʛʨʘʬʠʢʠ. 

 

Keywords: variables, parameter Vsu, calculation ʍ1su, 3D figures. 

ʂʣʶʯʝʚʳʝ ʩʣʦʚʘ: ʧʝʨʝʤʝʥʥʳʝ, ʧʘʨʘʤʝʪʨ Vsu, ʨʘʩʯʝʪʳ ʍ1su, 3D ʨʠʩʫʥʢʠ. 

 

ʈʘʥʝʝ ʘʚʪʦʨ ʧʨʦʚʝʣ ʨʘʩʯʝʪʳ ʧʦ ʦʙʲʝʤʫ ʵʢʦʥʦʤʠ-

ʯʝʩʢʦʡ ʦʙʦʣʦʯʢʠ Vsu (GDP), ʢʦʪʦʨʳʝ ʙʳʣʠ ʦʧʠʩʘʥʳ 

ʚ ʨʷʜʝ ʩʪʘʪʝʡ [1, 2]. ɺ ʧʨʝʜʩʪʘʚʣʝʥʥʦʡ ʥʠʞʝ ʩʪʘʪʴʝ 

ʧʦʢʘʟʘʥʦ, ʢʘʢ ʚʣʠʷʶʪ ʟʥʘʯʝʥʠʷ ʪʨʝʭ ʧʝʨʝʤʝʥʥʳʭ ʠ 

ʧʘʨʘʤʝʪʨʘ Vsu (GDP) ʥʘ ʨʘʩʯʝʪʳ ʧʝʨʝʤʝʥʥʦʡ ʍ1su. 

ʇʨʠ ʵʪʦʤ ʟʥʘʯʝʥʠʷ ʧʝʨʝʤʝʥʥʳʭ ʤʦʛʫʪ ʙʳʪʴ ʧʦʩʪʦʷʥ-

ʥʳʤʠ, ʫʚʝʣʠʯʠʚʘʶʪʩʷ ʠʣʠ ʫʤʝʥʴʰʘʶʪʩʷ ʚ 10 ʨʘʟ. ʊʘ-

ʢʠʤ ʦʙʨʘʟʦʤ, ʨʘʩʩʤʘʪʨʠʚʘʝʪʩʷ ʚʦʧʨʦʩ ʧʦʩʪʨʦʝʥʠʷ 

3D ʦʙʣʘʩʪʠ ʜʣʷ ʍ1su ʚ ʟʘʚʠʩʠʤʦʩʪʠ ʦʪ ʧʝʨʝʤʝʥʥʳʭ 

ʍ2su, ʍ3su, ʍ4su ʠ Vsu  

ʀʪʘʢ, ʥʘ ʨʠʩʫʥʢʝ 1 ʧʦʢʘʟʘʥʘ 3D ʦʙʣʘʩʪʴ ʜʣʷ 

ʍ1su, ʢʦʛʜʘ ʟʥʘʯʝʥʠʷ ʧʝʨʝʤʝʥʥʳʭ ʙʳʣʠ ʩʣʝʜʫʶ-

ʱʠʤʠ ʍ2su = ʍsu = ʍ4su = 1, Vsu = 0,1..1. ʂʘʢ ʚʠʜʥʦ ʠʟ 

ʜʘʥʥʦʛʦ ʨʠʩʫʥʢʘ ʧʦʩʪʨʦʝʥʥʘʷ ʢʨʠʚʘʷ ʫʚʝʣʠʯʠʚʘʝʪʩʷ 

ʚ 4,64 ʨʘʟʘ.  

ʅʘ ʩʣʝʜʫʶʱʝʤ ʨʠʩʫʥʢʝ 2 ʠʟʦʙʨʘʞʝʥʥʘʷ 3D ʦʙ-

ʣʘʩʪʴ ʍ1su ʧʨʠ ʧʝʨʝʤʝʥʥʳʭ ʍ2su = ʍ3su = ʍ4su = 1, 

Vsu = 0,1..1 ʠʤʝʝʪ ʤʘʢʩʠʤʫʤ 0,19 ʚ ʪʦʯʢʝ 6.  

 
ʈʠʩ. 1. ʍ1su = f(ʍ2su, ʍ3su,ʍ4su,Vsu)  

ʍ2su = ʍ3su =ʍ4su =1, Vsu=0,1..1  

 
ʈʠʩ. 2. ʍ1su = f(ʍ2su, ʍ3su,ʍ4su,Vsu)  

ʍ2su = ʍ3su =1,ʍ4su =Vsu=0,1..1 

 

 
ʈʠʩ. 3. ʍ1su = f(ʍ2su, ʍ3su,ʍ4su,Vsu) 

ʍ2su = 1,ʍ3su =1..10,ʍ4su =Vsu=0,1..1 

 
ʈʠʩ. 4. ʍ1su = f(ʍ2su, ʍ3su,ʍ4su,Vsu) 

ʍ2su = ʍ3su =1..10,ʍ4su = Vsu=0,1..1 

ʅʘ ʩʣʝʜʫʶʱʠʭ ʜʚʫʭ ʨʠʩʫʥʢʘʭ 3 ʠ 4 ʧʨʝʜʩʪʘʚʣʝʥʳ 

ʜʚʝ 3D ʦʙʣʘʩʪʠ ʍ1su, ʢʦʛʜʘ ʧʝʨʝʤʝʥʥʳʝ ʙʳʣʠ ʍ2su = 

1, ʍ3su = 1..10, ʍ4su = Vsu = 0,1..1 ʠ ʍ2su = ʍ3su =1..10, 

ʍ4su = Vsu = 0,1..1 ʩʦʦʪʚʝʪʩʪʚʝʥʥʦ. ʂʘʢ ʚʠʜʠʤ, ʧʦʩʪʨʦ-

ʝʥʥʘʷ ʥʘ ʨʠʩʫʥʢʝ 3 ʦʙʣʘʩʪʴ 3D ʪʘʢʞʝ ʠʤʝʝʪ ʤʘʢʩʠ-
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ʤʫʤ 1,4 ʚ ʪʦʯʢʝ 8, ʘ ʥʘ ʨʠʩʫʥʢʝ 4 ʟʥʘʯʝʥʠʷ 3D ʦʙʣʘ-

ʩʪʠ ʍ1su ʫʤʝʥʴʰʘʶʪʩʷ ʚ 15,2 ʨʘʟ ʩ 0,07 ʜʦ 0,005. ʈʘʩ-

ʩʯʠʪʘʥʥʳʝ ʟʥʘʯʝʥʠʷ ʜʣʷ 3D ʦʙʣʘʩʪʠ ʍ1su ʥʘ ʨʠ-

ʩʫʥʢʝ 5 ʧʨʠ ʧʝʨʝʤʝʥʥʳʭ ʍ2su = 1..10, ʍ3su = 1, ʍ4su = 

Vsu = 0,1..1 ʫʤʝʥʴʰʘʶʪʩʷ ʚ 151,97 ʨʘʟ ʩ 0,07 ʜʦ 0,0005. 

ʀʟ ʩʣʝʜʫʶʱʝʛʦ ʨʠʩʫʥʢʘ 6 ʚʠʜʥʦ, ʯʪʦ ʧʨʠ ʧʝʨʝʤʝʥ-

ʥʳʭ ʍ2su = 1..10, ʍ3su = ʍ4su = Vsu = 1 3D ʦʙʣʘʩʪʴ ʜʣʷ 

ʍ1su ʫʤʝʥʴʰʘʝʪʩʷ ʩ 0,07 ʜʦ 0,0005, ʪ.ʝ. ʚ 100,0 ʨʘʟ. 

 
ʈʠʩ. 5. ʍ1su = f(ʍ2su, ʍ3su,ʍ4su,Vsu)  

ʍ2su = 1..10,ʍ3su =1,ʍ4su =Vsu=0,1..1 

 
ʈʠʩ. 6. ʍ1su = f(ʍ2su, ʍ3su,ʍ4su,Vsu) 

ʍ2su = 1..10,ʍ3su = ʍ4su = Vsu=1 

 
ʈʠʩ. 7. ʍ1su = f(ʍ2su, ʍ3su,ʍ4su,Vsu) 

ʍ2su = ʍ3su = 1..10, ʍ4su = Vsu=1  

 
ʈʠʩ. 8. ʍ1su = f(ʍ2su, ʍ3su,ʍ4su,Vsu) 

ʍ2su = ʍ4su = Vsu=1, ʍ3su = 1..10 

ʈʠʩʫʥʢʠ 7 ʠ 8 ʙʳʣʠ ʧʦʩʪʨʦʝʥʳ ʧʨʠ ʍ2su = ʍ3su 

= 1..10, ʍ4su = Vsu =1 ʠ ʍ2su = ʍ4su = Vsu = 1, ʍ3su 

= 1..10 ʩʦʦʪʚʝʪʩʪʚʝʥʥʦ. ɿʜʝʩʴ ʥʘ ʨʠʩʫʥʢʝ 7 ʟʥʘʯʝʥʠʷ 

3D ʦʙʣʘʩʪʠ ʍ1su ʫʤʝʥʴʰʘʶʪʩʷ ʚ 10 ʨʘʟ ʩ 0,047 ʜʦ 

0,0047, ʘ ʥʘ ʨʠʩʫʥʢʝ 8 ʫʚʝʣʠʯʠʚʘʶʪʩʷ ʚ 10 ʨʘʟ ʩ 

0,047 ʜʦ 0,47.  

 
ʈʠʩ. 9. ʍ1su = f(ʍ2su, ʍ3su,ʍ4su,Vsu) 

ʍ2su = ʍ4su = Vsu=1, ʍ3su = 1.. 0,1 

 
ʈʠʩ. 10. ʍ1su = f(ʍ2su, ʍ3su,ʍ4su,Vsu) 

ʍ2 su = ʍ3 su = 1.. 0,1,ʍ4 su = Vsu= 1  

ʅʘ ʩʣʝʜʫʶʱʠʭ ʜʚʫʭ ʨʠʩʫʥʢʘʭ 9 ʠ 10 ʧʨʝʜʩʪʘʚʣʝʥʳ 

ʜʚʝ 3D ʦʙʣʘʩʪʠ ʜʣʷ ʍ1su ʧʨʠ ʍ2su = ʍ4su = Vsu = 1, 

ʍ3su = 1..0,1 ʠ ʍ2su = ʍ3su = 1..0,1, ʍ4su = Vsu = 1 ʩʦʦʪ-

ʚʝʪʩʪʚʝʥʥʦ. ɿʜʝʩʴ ʥʘ ʨʠʩʫʥʢʝ 9 ʧʦʩʪʨʦʝʥʥʘʷ 3D ʦʙʣʘʩʪʴ 

ʜʣʷ ʍ1su ʫʤʝʥʴʰʘʝʪʩʷ ʚ 10 ʨʘʟ ʩ 0,047 ʜʦ 0,0047. ʅʘ ʨʠ-

ʩʫʥʢʝ 10 3D ʦʙʣʘʩʪʴ ʜʣʷ ʍ1su ʫʚʝʣʠʯʠʚʘʝʪʩʷ ʩ 0,047 ʜʦ 

0,47, ʪ.ʝ. ʚ 10,0 ʨʘʟ. ʀʟ ʨʠʩʫʥʢʦʚ 11 ʠ 12 ʚʠʜʥʦ, ʯʪʦ ʧʦ-

ʩʪʨʦʝʥʥʳʝ 3D ʦʙʣʘʩʪʠ ʜʣʷ ʍ1su ʧʨʠ ʍ2su = 1..0,1, ʍ3su 

= ʍ4su = 1, Vsu = 0,1..1 ʠ ʍ2su = ʍsu = 1, ʍ4su = 1..0,1,Vsu 

= 0,1..1 ʫʚʝʣʠʯʠʚʘʶʪʩʷ ʚ 100,0 ʠ ʚ 32,74 ʨʘʟʘ ʩʦʦʪʚʝʪ-

ʩʪʚʝʥʥʦ.  

 
ʈʠʩ. 11. ʍ1su = f(ʍ2su, ʍ3su,ʍ4su,Vsu) 

ʍ2 su = 1..0,1,ʍ3 su =ʍ4 su =1, Vsu= 0,1..1 

 
ʈʠʩ. 12. ʍ1su = f(ʍ2su, ʍ3su,ʍ4su,Vsu) 

ʍ2 su = ʍ3 su =1, ʍ4 su =1..0,1,Vsu= 0,1..1 


