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EEDDUUCCAATTIIOONNAALL AANNDD TTRRAANNSSLLAATTOORRSS AACCTTIIVVIITTIIEESS
OOFF WWIILLHHEELLMM KKIIEESSEEWWEETTTTEERR OONN TTHHEE RREESSUULLTTSS

OOFF TTHHEE EEXXPPEEDDIITTIIOONN IINN TTHHEE CCRRIIMMEEAA

Many European scientists and artists of the XVIII–XIX centuries travel to many distant countries.
They dreamed of exploring the world, in order to subsequently transfer their knowledge and
discoveries to society in the form of reports, paintings, texts, books and sculptures.

With the help of their paintings, they wanted to convey the experience of communication and
communication with other distant peoples. This didactic aspect was generally characteristic of genre
art, which in the XIX century, gained popularity from the European public. At the same time, subject
paintings based on the personal experience of the traveler and the artist were considered. One of these
artists was the Berlin artist-ethnographer Wilhelm Kiesewetter. He made two different journeys and for
fourteen years traveled in Scandinavia, the European part of Russia, the Crimea and the Caucasus. He
traveled on foot, riding and riding in a carriage, traveling with the help of camels and ships. It was
financed by making portraits that sold well in Sweden.

The work presents his paintings depicting the life and life of people living in the Crimea.
In his expeditions, Kiesewetter drew different peoples”, in order to later lay the foundation of the

museum of man. He really wanted and hoped that his travel results and the material brought in the form
of public exhibitions would be of great public interest.  Kiesewetter noted: “what could be more
interesting than observing the diversity of different peoples living in this world at the same time with us”.

Keywords: creativity, translator, artist, ethnographer, Wilhelm Kiesewetter, travels in Crimea,
communication, travel.

Already during the Middle Ages, Europeans learned about alien worlds from the
stories of various travelers. Based on these stories and drawings in the 16th century,
artists illustrated this information not without their own imagination. These include the
work of Theodore de Brie. The documentary value of his drawings is relatively low and
his illustrations of stories did not pretend to scientific accuracy. Up until the nineteenth
century, foreigners were portrayed as people resembling exotic Europeans. Only
external signs such as clothing, jewelry and weapons characterized these people as
natives. But later in the 19th century fine art other trends developed.

The principal new for them was the image of life and everyday situations, clothing
and people who lived in the countryside.

In those days, Europeans learned about other worlds from the stories of individual
travelers. And the artists illustrated all this with elements of their own imagination. And
the documentary value of these drawings was low. External differences and omens,
such as clothing, jewelry and weapons characterized these people. Later artists ceased
to be guided by exotic ideas, and turn to the real life of people.

Finally, artists began to pay attention to the individuality of the person, many no
longer follow the exotic ideas about the life depicted.

The famous representatives of the genre art belonged to the Frenchman Eugene
Delacroix (1798–1863), who lived for some time in North Africa [1, 2]. In his paintings,
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he not only recorded the life of the local population, but also – like Kizevetter – he
worked as a cultural chronicler.

No less ambitious artist was German Johann Moritz Rugendas (1802–1858), who
traveled as a scientific schedule for many years in Brazil as part of a scientific
expedition [3-6]. During the expedition he sketched genre paintings and landscapes,
and for the sake of publishing his works he returned to Europe. He met Alexander
Humbolt, who supported the artist morally and financially. Alexander Humbolt admired
the works of Johann Moritz Rugendas. Later, Rugenda traveled for sixteen years in
Central and South America, where he had the opportunity to improve the abilities of the
artist.

Similarly to Rugendas, the American artist and ethnographer George Kathlin
(1796–1872) also behaved, who for seven years “traveled by the American West. All
this time he has been recording and sketching the Indians and their ways of life” [7, 8].
He dreamed of creating a monument to the Indian people in such a way, since he
understood that they would face extinction. For many years, Kathleen traveled to
Europe with his paintings, reports and speeches to share his knowledge with
Europeans. Like Kiesewetter, Ketlin tried to collect truthful information, so in the works
of both there is no “sense of arrogance” about foreign cultures, which was felt in the
paintings of other artists.

Main part. In his travels, Wilhelm Kiesewetter wanted to reveal himself not only as
an artist, but also to learn about the life of other nations. He was particularly impressed
by his stay in the Crimea in 1845–1847. He lived in Kerch, Simferopol, Bakhchisarai,
Sudak, Gurzuf, Yalta, Alushta and Sevastopol [9].

Of course, Wilhelm Kiesewetter, to a certain extent, wanted to entertain the
public with his art and his knowledge, but first of all he wanted to teach people,
that is - quite in the spirit of enlightenment – he was eager to impart knowledge.

During his travels, Kiesewetter painted and painted portraits of many people
of different backgrounds. In addition, he did many works on order and sold them,
although he kept a significant amount of them. Large portraits depicting
particularly illustrative features of faces and typical clothes (for example, hats),
he painted in detail and realistic. Such a conclusion suggests itself when
comparing the objects depicted by him with similar ethnographic exhibits of
current ethnographic museums.

Kiesewetter describes the learning process in the Tatar school so “At the
beginning of a lesson, children receive assignments from the teacher that they must
complete during the day. Then the children are divided into separate groups. Near the
older child there are always a few new children. He should help them complete the
tasks.

They are engaged mostly in memorizing the sayings from the law of God. They
repeat their lessons, jumping and jumping, playing and joking. Whether they are sitting,
lying or running, jumping and at the same time they study diligently. All the time they
repeat the lessons assigned to them. In this you can see elements of the classics of
children’s pedagogy by Friedrich Frobel, Rudolf Steiner, Ms. Montessori [10].
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Tartar village school in the Crimea

In his portraits, Kiesewetter attached importance to anthropological characteristics
and cultural differences in dress; and in the genre scenes he portrayed the same
people regardless of the ethnic group.

Kiesewetter was not engaged in landscape painting in its pure form; he painted
landscapes as scenes for actors, or for houses.

Realistic images of the mountain landscape in Southern Crimea, which serves as
the background for a Tatar wedding.

Many paintings, supplemented with models, give an idea of cities and villages,
churches, monasteries, palaces and their interiors.

Moving from one place to another, he stayed in Tatar families, got acquainted with
life, life. He described this in his notes and travel diaries.

He published his diary entries in 1854 in Berlin. Kiesewetter described his
impressions in this way: “How pleasant the nights are in the little village near the
seashore! Each hut here radiates peace and joy among the aromas of cool gardens
with flower beds. How sweet is the peace of the carefree followers of Mohammed
among the thick foliage in the harem, where a deep mystery of love is hidden under the
quiet murmur of the stream and the singing of the nightingale.

By spreading his knowledge through paintings, mockups and stories, Kiesewetter
viewed his activities as an ethnographer. He hoped that his works and the collection
would acquaint the nations with each other and find their mutual understanding for
further understanding of the world.

After traveling in 1849, he systematically changed his didactic goal of research.
Arriving in his native city of Berlin, he became more closely acquainted with the Berlin
Scientific and Art Society, which planned to celebrate the anniversary of its foundation
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along with the birthday of King Frederick William IV. Kiesewetter arranged an exhibition
of paintings and models in the premises of this Berlin Scientific and Art Society. In the
press, the reaction of the guests and those responsible for the celebration of the
anniversary was very positive.

Later, the newspapers wrote that if Mr. Kiesewetter organized a public exhibition
of his works and collections of the collection again, the general public would be very
grateful to him.

After his second trip to Scandinavia, Kiesewetter organized another exhibition
(1850) and printed a catalog with comments in Swedish for his paintings and mock-ups.

In September 1851, Kiesewetter crossed the border with Norway to open an
exhibition in Trondheim, Oslo and other cities of Norway with good advertising. Now
she had the name “Ethnographic travel pictures”. At the end of the exhibition went back
to Sweden and moved to many cities, among which was Lund.

The explanation that Kiesewetter showed his works, first in Sweden, can serve
emotional reasons. In this country, he spent his happiest years. There he was surprised
by the courtesy and hospitality of her masters.

And in 1853, he finally returned to Germany and organized an exhibition in
Hamburg, Altow and Hannover with the new name “Kiesewetter’s Ethnographic Travel
Sketches”. At home, the exhibition had a positive response. In February 1854 he went
with his paintings to Leipzig, and in March presented them in Dresden. In both cities he
gave reports to a small number of the public. Kiesewetter’s didactic goal was
commended by Christian Vogel, director of the city’s general school in Leipzig. On
behalf of the teachers and students, thanked Kiesewetter for the interesting and
informative lecture.

Christian Vogel said that he without any doubt recommends a modest artist, first
of all, to all teachers and friends of the science of the universe and draws attention to
the fact that through such pictures, the study of geography will acquire a real life.
Similar recommendations were made in Dresden, where Kizevetter showed his
paintings in the Pedagogical Union. His personal experience and works everywhere
made a great impression, and the oral explanations of his ethnographic travel pictures
were very good for memory, because they are based on what he saw and experienced
in that environment.

In May 1854, Kiesewetter was again in Berlin.
He decided to act even more professionally and made public all parts of the

history of his travel diary, which describes the additions to his paintings. The sixteen
completed stories actually reflected his personal position, his attitude to the owners and
the circumstances in which he painted his paintings. As a true artist, he describes in
detail the landscapes, ceremonies, the forms of houses and towns, the interiors of
housing. A common thread is the description of all his stories, and this is his personal
experience while interacting with strangers. Composing these stories, he pursued quite
a clear didactic goal.

He believed that the entire collection of ethnographic travel paintings was painted
in oils and arranged in such a way that it was more convenient to show them to the
general public in public places and schools. The activities of Kiesewetter testifies to his
educational intentions. He believed that already at a young age a person should get
acquainted with other cultures in order to comprehend his own life.
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In accordance with the scientific requirements, Kiesewetter, as a member of the
Berlin Geographical Society, made public reports. At the thematic meetings, members
of the society talked about their travels in foreign countries, telling about the results of
geographical research and ethnographic observations.

At that time, ethnography, as a science, was not yet established, and the Berlin
Association of Anthropology, Ethnography and History was founded only in 1869. Thus,
the geographical partnership was exactly the organization where it was possible to talk
about their research. On June 3, 1854, Karl Ritter was elected chairman at the meeting
of the partnership. In a small article in the Spreenershe Zeitung newspaper, he pointed
out Kiesewetter’s very significant treasure. It is a collection of high-quality and rare
images of countries, peoples and people. For each country, the acquaintance of the
younger generation in schools with the customs and way of life of peoples from the
artist’s personal experience enlivens geographic horizons.

The Kiesewetter report to the Geographical Society in Vienna was noted
positively. The minutes of the meeting stated that the paintings are of great importance,
and the reality depicted in them is not idealized and the scientific value of the collection
is very high.

Conclusion. In the XIX century, geography, and then ethnography, were based
on the reports of travelers – scientists and artists. They first-hand collected information
about foreign countries, and in addition brought real material with them. Therefore,
Alexander von Humbolt was also interested in the activities of Kiesewetter. The
ethnographic collection called von Humbolt works by Kiesewetter and this use of art
has a noble purpose aimed at enlightenment.
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ɉȺɇɈȼ ɋ. Ɏ. Ɉɫɜɿɬɧɹ ɿ ɩɟɪɟɤɥɚɞɚɰɶɤɚ ɞɿɹɥɶɧɿɫɬɶ wilhelm kiesewetter ɡɚ ɪɟɡɭɥɶɬɚɬɚɦɢ
ɟɤɫɩɟɞɢɰɿʀ ɜ Ʉɪɢɦɭ.

Ȼɚɝɚɬɨ ɽɜɪɨɩɟɣɫɶɤɢɯ ɜɱɟɧɢɯ ɬɚ ɯɭɞɨɠɧɢɤɿɜ XVIII–XIX ɫɬɨɥɿɬɶ ɩɨɞɨɪɨɠɭɜɚɥɢ ɭ ɞɚɥɟɤɿ
ɤɪɚʀɧɢ. ȼɨɧɢ ɦɪɿɹɥɢ ɞɨɫɥɿɞɠɭɜɚɬɢ ɫɜɿɬ, ɳɨɛ ɡɝɨɞɨɦ ɩɟɪɟɞɚɬɢ ɫɜɨʀ ɡɧɚɧɧɹ ɬɚ ɜɿɞɤɪɢɬɬɹ
ɫɭɫɩɿɥɶɫɬɜɭ ɭ ɮɨɪɦɿ ɞɨɩɨɜɿɞɟɣ, ɤɚɪɬɢɧ, ɬɟɤɫɬɿɜ, ɤɧɢɝ ɬɚ ɫɤɭɥɶɩɬɭɪ. Ɂɚ ɞɨɩɨɦɨɝɨɸ ɫɜɨʀɯ
ɤɚɪɬɢɧ ɜɨɧɢ ɯɨɬɿɥɢ ɩɟɪɟɞɚɬɢ ɞɨɫɜɿɞ ɫɩɿɥɤɭɜɚɧɧɹ ɡ ɿɧɲɢɦɢ ɧɚɪɨɞɚɦɢ. ɐɟɣ ɞɢɞɚɤɬɢɱɧɢɣ ɚɫɩɟɤɬ
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ɛɭɜ ɡɚɝɚɥɨɦ ɯɚɪɚɤɬɟɪɧɢɣ ɞɥɹ ɠɚɧɪɨɜɨɝɨ ɦɢɫɬɟɰɬɜɚ, ɹɤɟ ɜ XIX ɫɬɨɥɿɬɬɿ ɡɞɨɛɭɥɨ ɩɨɩɭɥɹɪɧɿɫɬɶ
ɭ ɽɜɪɨɩɟɣɫɶɤɨʀ ɝɪɨɦɚɞɫɶɤɨɫɬɿ. Ɉɞɧɨɱɚɫɧɨ ɛɭɥɢ ɪɨɡɝɥɹɧɭɬɿ ɩɪɟɞɦɟɬɧɿ ɤɚɪɬɢɧɢ, ɡɚɫɧɨɜɚɧɿ ɧɚ
ɨɫɨɛɢɫɬɨɦɭ ɞɨɫɜɿɞɿ ɦɚɧɞɪɿɜɧɢɤɚ, ɩɟɪɟɤɥɚɞɚɱɚ ɬɚ ɯɭɞɨɠɧɢɤɚ. Ɉɞɧɢɦ ɿɡ ɬɚɤɢɯ ɯɭɞɨɠɧɢɤɿɜ ɛɭɜ
ɛɟɪɥɿɧɫɶɤɢɣ ɯɭɞɨɠɧɢɤ-ɟɬɧɨɝɪɚɮ ȼɿɥɶɝɟɥɶɦ Ʉɿɡɟɜɟɬɬɟɪ. ȼɿɧ ɡɞɿɣɫɧɢɜ ɞɜɿ ɪɿɡɧɿ ɦɚɧɞɪɿɜɤɢ ɿ
ɩɪɨɬɹɝɨɦ ɱɨɬɢɪɧɚɞɰɹɬɢ ɪɨɤɿɜ ɦɚɧɞɪɭɜɚɜ ɋɤɚɧɞɢɧɚɜɿɽɸ, ɽɜɪɨɩɟɣɫɶɤɨɸ ɱɚɫɬɢɧɨɸ Ɋɨɫɿʀ,
Ʉɪɢɦɨɦ ɬɚ Ʉɚɜɤɚɡɨɦ. ȼɿɧ ɩɨɞɨɪɨɠɭɜɚɜ ɩɿɲɤɢ, ʀɯɚɜ ɭ ɜɚɝɨɧɿ, ɩɨɞɨɪɨɠɭɜɚɜ ɡɚ ɞɨɩɨɦɨɝɨɸ
ɜɟɪɛɥɸɞɿɜ ɿ ɤɨɪɚɛɥɿɜ. Ɇɚɧɞɪɭɜɚɧɧɹ ɜɿɧ ɮɿɧɚɧɫɭɜɚɜ ɪɨɛɥɹɱɢ ɩɨɪɬɪɟɬɢ, ɹɤɿ ɞɨɛɪɟ ɩɪɨɞɚɜɚɥɢɫɶ ɭ
ɒɜɟɰɿʀ. ɍ ɪɨɛɨɬɿ ɩɪɟɞɫɬɚɜɥɟɧɿ ɣɨɝɨ ɤɚɪɬɢɧɢ ɿɡ ɡɨɛɪɚɠɟɧɧɹɦ ɠɢɬɬɹ ɬɚ ɩɨɛɭɬɭ ɥɸɞɟɣ , ɳɨ
ɠɢɜɭɬɶ ɭ Ʉɪɢɦɭ. ɍ ɫɜɨʀɯ ɟɤɫɩɟɞɢɰɿɹɯ Ʉɿɡɟɜɟɬɟɬɪ ɦɚɥɸɜɚɜ ɪɿɡɧɢɯ ɧɚɪɨɞɿɜ, ɳɨɛ ɡɝɨɞɨɦ ɡɚɤɥɚɫɬɢ
ɮɭɧɞɚɦɟɧɬ ɦɭɡɟɸ ɥɸɞɢɧɢ. ȼɿɧ ɞɭɠɟ ɯɨɬɿɜ ɿ ɫɩɨɞɿɜɚɜɫɹ, ɳɨ ɣɨɝɨ ɪɟɡɭɥɶɬɚɬɢ ɩɨɞɨɪɨɠɟɣ ɬɚ
ɦɚɬɟɪɿɚɥ ɭ ɮɨɪɦɿ ɩɭɛɥɿɱɧɢɯ ɜɢɫɬɚɜ, ɫɬɚɧɨɜɥɹɬɶ ɜɟɥɢɤɢɣ ɫɭɫɩɿɥɶɧɭ ɡɚɰɿɤɚɜɥɟɧɿɫɬɶ”. Ʉɿɡɟɜɟɬɬɟɪ
ɡɚɡɧɚɱɚɜ: “ɳɨ ɦɨɠɟ ɛɭɬɢ ɰɿɤɚɜɿɲɢɦ, ɧɿɠ ɫɩɨɫɬɟɪɿɝɚɬɢ ɡɚ ɪɿɡɧɨɦɚɧɿɬɧɿɫɬɸ ɪɿɡɧɢɯ ɧɚɪɨɞɿɜ, ɳɨ
ɠɢɜɭɬɶ ɭ ɰɶɨɦɭ ɫɜɿɬɿ ɨɞɧɨɱɚɫɧɨ ɡ ɧɚɦɢ”.

Ʉɥɸɱɨɜɿ ɫɥɨɜɚ: ɬɜɨɪɱɿɫɬɶ, ɩɟɪɟɤɥɚɞɚɱ, ɯɭɞɨɠɧɢɤ, ɟɬɧɨɝɪɚɮ, ȼɿɥɶɝɟɥɶɦ Ʉɢɡɟɜɟɬɬɟɪ,
ɩɨɞɨɪɨɠɿ ɩɨ Ʉɪɢɦɭ, ɫɩɿɥɤɭɜɚɧɧɹ, ɩɨɞɨɪɨɠɿ.

ɉȺɇɈȼ ɋ. Ɏ. Ɉɛɪɚɡɨɜɚɬɟɥɶɧɚɹ ɢ ɩɟɪɟɜɨɞɱɟɫɤɚɹ ɞɟɹɬɟɥɶɧɨɫɬɶ wilhelm kiesewetter ɩɨ
ɪɟɡɭɥɶɬɚɬɚɦ ɷɤɫɩɟɞɢɰɢɢ ɜ Ʉɪɵɦɭ.

Ɇɧɨɝɢɟ ɟɜɪɨɩɟɣɫɤɢɟ ɭɱɟɧɵɟ ɢ ɯɭɞɨɠɧɢɤɢ XVIII–XIX ɜɟɤɨɜ ɩɭɬɟɲɟɫɬɜɨɜɚɥɢ ɜɨ ɦɧɨɝɢɟ
ɞɚɥɟɤɢɟ ɫɬɪɚɧɵ. Ɉɧɢ ɦɟɱɬɚɥɢ ɢɫɫɥɟɞɨɜɚɬɶ ɦɢɪ, ɱɬɨɛɵ ɜɩɨɫɥɟɞɫɬɜɢɢ ɩɟɪɟɞɚɬɶ ɫɜɨɢ ɡɧɚɧɢɹ ɢ
ɨɬɤɪɵɬɢɹ ɨɛɳɟɫɬɜɭ ɜ ɮɨɪɦɟ ɨɬɱɟɬɨɜ, ɤɚɪɬɢɧ, ɬɟɤɫɬɨɜ, ɤɧɢɝ ɢ ɫɤɭɥɶɩɬɭɪ. ɋ ɩɨɦɨɳɶɸ ɫɜɨɢɯ
ɤɚɪɬɢɧ ɨɧɢ ɯɨɬɟɥɢ ɩɟɪɟɞɚɬɶ ɨɩɵɬ ɨɛɳɟɧɢɹ ɫ ɞɪɭɝɢɦɢ ɞɚɥɟɤɢɦɢ ɧɚɪɨɞɚɦɢ . ɗɬɨɬ
ɞɢɞɚɤɬɢɱɟɫɤɢɣ ɚɫɩɟɤɬ ɛɵɥ ɜ ɰɟɥɨɦ ɯɚɪɚɤɬɟɪɟɧ ɞɥɹ ɠɚɧɪɨɜɨɝɨ ɢɫɤɭɫɫɬɜɚ, ɤɨɬɨɪɨɟ ɜ XIX ɜɟɤɟ
ɡɚɜɨɟɜɚɥɨ ɩɨɩɭɥɹɪɧɨɫɬɶ ɭ ɟɜɪɨɩɟɣɫɤɨɣ ɩɭɛɥɢɤɢ. ȼ ɬɨ ɠɟ ɜɪɟɦɹ ɪɚɫɫɦɚɬɪɢɜɚɥɢɫɶ ɬɟɦɚɬɢɱɟɫɤɢɟ
ɤɚɪɬɢɧɵ, ɨɫɧɨɜɚɧɧɵɟ ɧɚ ɥɢɱɧɨɦ ɨɩɵɬɟ ɩɭɬɟɲɟɫɬɜɟɧɧɢɤɚ , ɩɟɪɟɜɨɞɱɢɤɚ ɢ ɯɭɞɨɠɧɢɤɚ. Ɉɞɧɢɦ ɢɡ
ɬɚɤɢɯ ɯɭɞɨɠɧɢɤɨɜ ɛɵɥ ɛɟɪɥɢɧɫɤɢɣ ɯɭɞɨɠɧɢɤ-ɷɬɧɨɝɪɚɮ ȼɢɥɶɝɟɥɶɦ Ʉɢɡɟɜɟɬɬɟɪ. Ɉɧ ɫɨɜɟɪɲɢɥ
ɞɜɚ ɪɚɡɧɵɯ ɩɭɬɟɲɟɫɬɜɢɹ ɢ ɜ ɬɟɱɟɧɢɟ ɱɟɬɵɪɧɚɞɰɚɬɢ ɥɟɬ ɩɭɬɟɲɟɫɬɜɨɜɚɥ ɩɨ ɋɤɚɧɞɢɧɚɜɢɢ,
ɟɜɪɨɩɟɣɫɤɨɣ ɱɚɫɬɢ Ɋɨɫɫɢɢ, Ʉɪɵɦɭ ɢ Ʉɚɜɤɚɡɭ. Ɉɧ ɩɭɬɟɲɟɫɬɜɨɜɚɥ ɩɟɲɤɨɦ, ɤɚɬɚɥɫɹ ɜɟɪɯɨɦ ɢ
ɤɚɬɚɥɫɹ ɧɚ ɤɚɪɟɬɟ, ɩɭɬɟɲɟɫɬɜɨɜɚɥ ɫ ɩɨɦɨɳɶɸ ɜɟɪɛɥɸɞɨɜ ɢ ɤɨɪɚɛɥɟɣ. ɉɭɬɟɲɟɫɬɜɢɹ ɨɧ
ɮɢɧɚɧɫɢɪɨɜɚɥ ɡɚ ɫɱɟɬ ɫɨɡɞɚɧɢɹ ɩɨɪɬɪɟɬɨɜ, ɤɨɬɨɪɵɟ ɯɨɪɨɲɨ ɩɪɨɞɚɜɚɥɢɫɶ ɜ ɒɜɟɰɢɢ. ȼ ɪɚɛɨɬɟ
ɩɪɟɞɫɬɚɜɥɟɧɵ ɟɝɨ ɤɚɪɬɢɧɵ, ɢɡɨɛɪɚɠɚɸɳɢɟ ɠɢɡɧɶ ɢ ɛɵɬ ɥɸɞɟɣ , ɩɪɨɠɢɜɚɸɳɢɯ ɜ Ʉɪɵɦɭ. ȼ
ɫɜɨɢɯ ɷɤɫɩɟɞɢɰɢɹɯ Ʉɢɡɟɜɟɬɬɟɪ ɪɢɫɨɜɚɥ ɪɚɡɧɵɟ ɧɚɪɨɞɵ, ɱɬɨɛɵ ɜɩɨɫɥɟɞɫɬɜɢɢ ɡɚɥɨɠɢɬɶ
ɮɭɧɞɚɦɟɧɬ ɦɭɡɟɹ ɱɟɥɨɜɟɤɚ. Ɉɧ ɞɟɣɫɬɜɢɬɟɥɶɧɨ ɯɨɬɟɥ ɢ ɧɚɞɟɹɥɫɹ, ɱɬɨ ɟɝɨ ɪɟɡɭɥɶɬɚɬɵ
ɩɭɬɟɲɟɫɬɜɢɣ ɢ ɦɚɬɟɪɢɚɥɵ, ɩɪɟɞɫɬɚɜɥɟɧɧɵɟ ɜ ɮɨɪɦɟ ɩɭɛɥɢɱɧɵɯ ɜɵɫɬɚɜɨɤ, ɛɭɞɭɬ
ɩɪɟɞɫɬɚɜɥɹɬɶ ɛɨɥɶɲɨɣ ɨɛɳɟɫɬɜɟɧɧɵɣ ɢɧɬɟɪɟɫ. Ʉɢɡɟɜɟɬɬɟɪ ɨɬɦɟɬɢɥ:  “ɑɬɨ ɦɨɠɟɬ ɛɵɬɶ
ɢɧɬɟɪɟɫɧɟɟ, ɱɟɦ ɧɚɛɥɸɞɚɬɶ ɡɚ ɪɚɡɧɨɨɛɪɚɡɢɟɦ ɪɚɡɧɵɯ ɧɚɪɨɞɨɜ, ɠɢɜɭɳɢɯ ɜ ɷɬɨɦ ɦɢɪɟ
ɨɞɧɨɜɪɟɦɟɧɧɨ ɫ ɧɚɦɢ”.

Ʉɥɸɱɟɜɵɟ ɫɥɨɜɚ: ɬɜɨɪɱɟɫɬɜɨ, ɩɟɪɟɜɨɞɱɢɤ, ɯɭɞɨɠɧɢɤ, ɷɬɧɨɝɪɚɮ, ȼɢɥɶɝɟɥɶɦ Ʉɢɡɟɜɟɬɬɟɪ,
ɩɭɬɟɲɟɫɬɜɢɹ ɩɨ Ʉɪɵɦɭ, ɨɛɳɟɧɢɟ, ɩɭɬɟɲɟɫɬɜɢɹ.


