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FLORISMS AND THEIR SYMBOLIC REPRESENTATION
IN SPANISH FOLK POETRY

The research studies the interpretation of symbolic meaning of some flowers which being poetic elements can
be often found in the Spanish folk songs, poems and poetry. In the artistic communication poets reflect their vision of the
world which appears in the form of imagines and symbols, both traditional and based on their own associations that
generate completely different meanings. Peculiarities of Methodology. In the furtherance of the goal, the author uses
some general scientific and special linguistic research methods, in particular: synthesis, analysis, ethnic-national, linguo-
genetic, descriptive, comparative, complex-procedural. The use of the complex methods enables to consider florisms
and their symbolic representation in the Spanish folk poetry: they contribute to the creation of a specific poetic imagery
and expressivity. The conclusion is that florisms in fact occupy one of the leading places in determining the realities of
the surrounding world, both with the help of metaphorical constructions, and by means of symbolization.
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LlleeyeHko JTroOmuna OnekciigHa, kanauaaT inonoriYHnX Hayk, AOLEHT kacdeapy iHO3EMHMX MOB €KOHOMIY-
Horo dhakynbTeTy KuiBcbkoro HauioHanbHoro yHiBepcuteTy iMm. Tapaca LeBueHka; OnitiHuk IpuHa BaneHmuHieHa,
KaHAMAaT IiNonoriyHUX Hayk, OOUEeHT Kadeapu iHO3eMHUX MOB €KOHOMIYHOro dakynbTeTy KniBCbKOro HauioHanbHOro
yHiBepcuTeTy iM. Tapaca LLleBueHka

dnopusmm Ta iX CMMBOJIiYHA penpe3eHTauif B icnaHCcbKin honbKNopHin noesii

MeTa crtaTTi. CTaTTa fOCniaXye iHOUBIAyanbHO-aBTOPCbKE BUKOPUCTaHHS MmeTadop-cnopuamis, LWo Biabrueae
03Hakn 0cobMCTOro CBITOBIAYYTTA Ta CBITOCMPUNMAaHHS, sike Moxe ByTu 3adikcoBaHe SK 3a JOMOMOroK BXe CTanux Ta
TpaguuiHnx obpasiB Ta CMMBONIB, TakK i HA OCHOBI BrAcHMX acouialin, siki NOPOAXYTb HOBI Ta BigMiHHI 3Ha4yeHHs1. Oco-
6nuBicTb MeTOAONOrIiI AOCNIMKEHHS NONArae B TOMy, WO AN AOCATHEHHA METU aBTOPOM BUKOPUCTOBYBAanuCs 3aranbHi
Ta cneuianbHi NiHrBICTUYHI METOAMW, 30KpeMa: CUHTe3y, aHanidy, €THOHaLiOHaNbHUIA, NMiHMBOreHETUYHWIA, ONUCOBWIA, NOPi-
BHSAMbHUIA, KOMMNEKCHO-MpoLecyarnbHUin. BuUKOpUCTaHHS KOMMMEKCHOI MeToAosoril Aano MOXIUBICTb AOCNiAXyBaTu
cneumdivyHoi NoeTu4Hoi obpasHoCTi 1 ekcnpecnBHOCTI. 3pobneHo BUCHOBKM, LLO (ONIOpM3MM OIACHO 3aiiMaloTb OAHe 3
NPOBIAHMX MiCLb Y BU3HAYeHHi peanin HaBKOMULIHBLOrO CBITY K 3a AONOMOro MeTadOpUYHMX KOHCTPYKLUIN, Tak i 3a Ao-
NOMOroK CMMBOSI3aLlji.

KnroyoBi cnoBa: honbknopHa noesis, MetadhopryHe 3HaYeHHs!, aHTPONOMOPi3M, KapTnHa CBITY, CUMBONI3aLis.

LllleeyeHko JlloOmuna AnekceeeHa, kaHOuOam busio/l02UYECKUX Hayk, OoueHm KagheOpbl UHOCMPaHHbIX
S3bIKO8 SKOHOMUYECK020 ¢haKyrnbmema Kueeckoao HayuoHanbHO20 yHUsepcumema um. Tapaca Llleg4eHko; OnelHuk
UpuHa BaneHmuHoegHa, kaHOudam ¢husionio2udeckux Hayk, doueHm KkagheOpbl UHOCMPAaHHbIX 53bIKO8 9KOHOMUYECKO20
gakynbmema Kueeckoz2o HayuoHanbHo20 yHugepcumema um. Tapaca LlleguyeHko

®drnopusmbl U UX CUMBOJIMYECKas penpe3eHTauusi B UCMaHCKOW ¢honbKIOPHOM N033um

Llenb ctatbn. CtaThsa uccnegyet MHAMBUOYaNbHO-aBTOPCKOE MCNONb3oBaHMe MeTadop-hropn3mMoB, KOTopble
0To6pa>|<ar0T NPU3HaKM NMMYHOCTHOIO MMUPOOLLYLLEHNA U MUPOBOCNPUATUA, YTO MOXET ObITb 3aCbI/IKCVIpOBaHO KakK C no-
MOLLbIO YXXe TPaAMUMOHHbIX 0Bpa3oB M CUMBOMOB, Tak U Ha OCHOBE COBCTBEHHbIX accouualuii, KOTopble MOpoXaaoT
HOBbIE€ U OTNNYHbIE 3Ha4YeHnss. OcobeHHOCTb MeTo4O0JIOrMUn NCCrneaoBaHUA 3aKni4aeTCd B TOM, YTO OANd OOCTUXXEeHUd
Lenu aBTopoM MUCMosb30Banvchb obLine 1 cneumnanbHble NUMHIBUCTUYECKNE METOAbLI UCCNEA0BaHNS, B YACTHOCTU: CUHTE-
33, aHanu3a, 9THOHALMOHANbHbIA,  FIMHIBOTEHETUYECKWUN,  ONUcaTenbHbIN,  CpPaBHWUTENbHBLIA,  KOMMIEKCHO-
npoveccyarnbHbIi. Vicnonb3oBaHne KOMMNIEKCHOW METOAOMNOMMM Aano BO3MOXHOCTb UCCneaoBaTth propmuambl U X CUM-
BOMMYECKYIO penpe3eHTaumnio B UCMAHCKOW (DOMbKIOPHON MO33MK: X UCNOMb30BaHUE CMOCODOCTBYET CO3[aHWI0 cnewuu-
dunyeckon noaTuyeckorm o6pasHOCTU 1 IKcnpeccmBHOCTU. CaenaHbl BbIBOAbI, YTO ONOPU3Mbl AENCTBUTENBHO 3aHMMa-
10T OZHO M3 BeAyLLMX MECT B ONpeAeneHnn peanuin OKpy>XatLLero MMpa kak C MOMOLLbIO METadOpPUYECKMX KOHCTPYKLINIA,
TakK N C NOMOLLIbKO CMMBOJTU3aLINNA.

KniouyeBble cnoBa: onbknopHas noasus, Metadopuyeckoe 3HayeHue, aHTPonoMopdu3M, KapTuHa Mupa,
cumBoOnM3auuna.

Plants in general, and especially flowers as a poetic element, have attracted considerable attention
of Spanish poets what is clearly seen in the lyrics of Spanish folklore. It is known that folk lyrics has always
been figurative and metaphorical, and therefore in the metaphors of folk lyrics its poetic symbols and thirst to
allegory are often traced. As it was written about the Spanish folk poetry, “folk poetry does not live in books,
but in a continuous oral narrative, and hence appears this ability to improvise...” [1,14]
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However, the Spanish culture was gradually formed, and one of the most significant influences it
suffered was the influence of the Renaissance. It was doubled in case of folk poetry. As Menendez Pidhal
states, “the Renaissance brought ltalian poetic forms into Spain and, with it, metric obstacles on the way
from folk poetry to scholarly art ...” [1, 7]

In the XVI century folk lyrics passed to professional musicians. So, new forms of villancico
(Christmas songs), seguidilla (Spanish folk song and dance), copla (verse), cante hondo, folk songs of
different regions of Spain began to be cultivated and created. F. Garcia Lorca wrote: “The extraordinary
pantheism of cante hondo — here you hear ask for help and advice from the earth and the wind, the moon
and the sea, talk with rosemary, violet, bird and any divine creature. Everything in the world comes to life,
takes on a special kind and is broken into a spiritual drama. The Andalusian, with deep inner faith, reveals
the mysteries of his heart to nature and knows that it will respond”. [3, 613]

An extremely interesting element of Spanish poetry is flowers and plants and, accordingly,
symbolism associated with them. Here are some examples of plant symbolism: verbena — tender love;
madreselva — maternal love; mirabel — fidelity; clavel — passion, thirst; ortiga — cruelty; azucena — purity;
jazmin — passion, tenderness, fidelity; lino — jealousy, violeta — humility and patience, silent love; lirio — purity,
hope for comfort, spirituality; castafio — fidelity, emblem of the family hearth; heliotropo — friendly bonds;
albahaca — hatred or reciprocity; siempreviva — doom and immortality, a sign of eternity.

* Olivo — sorrow, mourning, death

Gritos daba 1a morenica so el olivar,

que las ramas hace temblar.

La nifia, cuerpo garrido, morenica, cuerpo garrido,
lloraba su muerto amigo

so el olivar, que las ramas hace temblar. [6, 84]

* Naranja — happy love
El amor y la naranja
se parecen infnito
en que, por dulces que sean
de agrio tienen su poquito. [6, 149]

» Almendro — oblivion, a symbol of early death
Fueron mis ilusiones flores de almendro
que nacieron temprano, se helaron presto. [6, 563]

+ Calabaza - coldness, refusal
Yo he visto a un hombre llorar
en la puerta de una casa;
que tambien los hombres
lloran cuando les dan calabazas. [6, 451]

In poetic semantics objectified figurative metaphors along with the denotative situation reflect the
intellectual and emotional world of the image-generating subject depending on the cultural and historical
experience. The image is characterized by national identity, and the uniqueness and individuality of the
metaphor is manifested in its figurative content, as the formation of linguistic imagery is always closely and
organically linked to the history and culture of native speakers.

Florisms have a wide range of associations, which indicates a close connection with the principle of
anthropomorphism, which is the basis of symbolic figurative associations. Symbols of human properties were
first obtained by florisms, which were later used for anthropometric, emotionally-evaluative interpretation of
human properties.

Anthropometricity consists in the fact that the choice of a particular image for a metaphor is closely
linked to its ability to percieve everything new in its image and likeness. “Anthropometricity and
anthropocentrism are certain means of dividing the picture of the world, that is, the ability of a person to
recognize, reflect and put ‘the world of ideas, passions, ethical norms and interpersonal relationships into
language in correlation with a physically perceptible reality and with the usual scale for a person”. [5, 223]

From the anthropometric point of view, the scale of “assessments” of the linguistic picture of the
world is gradually and constantly filled with words that denote the realities of living nature in the process of
practical development of the world. This body of units in any language has a great influence on the
perception of a person in which he or she is reflected and embodied. It is convenient and natural to fix
enriching the knowledge of the world using already known images. The more information that coincides with
the properties of the object of knowledge is contained in the existing meaning of the word, the higher the
probability of choosing a given word to designate the object is.

Poets represent their own understanding of the world, which can be recorded with the help of
already-known national images and symbols, and based on their own associations, which give rise to
completely different meanings. Let’s consider some examples.
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The symbolic values of flowers are deciphered by poets of different epochs:
1. Lope de Vega
“Esta blanca valeriana muy devota de amor”

“Ya no cogeré verbena que era la hierba amorosa,
ni con la encarnada rosa pondré la blanca azucena.
Prados de tristeza y pena sus espinas me daran,
Pues mis amores se van.” [6, 209]

2. Tipco oe MoniHa
“El clavel lindo en color,
y la rosa, toda amor,
el jazmin de honesto olor,
la azucena religiosa...

...la violeta enamorada,
la retama encaramada,
la flor de lino celosa” [6, 340]

3. ®. Napcia Jlopka
Aprendi secretos de melancolia,
dichos por cipreses, ortigas y hiedras;
supe del ensuefio por boca del nardo,
canté con los lirios canciones serenas.

El olivo es la firmeza
de la fuerza y el trabajo.

La manzana es lo carnal,
fruta esfinge del pecado...

Las vides son la lujuria...

Las castafias son la paz
del hogar. Cosas del antafio...

La bellota es la serena
poesia de lo rancio,

y el membirillo de oro débil,
la limpieza de lo sano.

Mas la granada es la sangre,
sangre del cielo sagrado,
sangre de la tierra herida.

Alma,
ponte color naranja.
Alma,
ponte color de amor.

Rosas, rosas divinas y bellas,
sollosad, pues sois flores de amor.

“Solo en ti pongo mis ojos”,
el heliotropo expresaba.

“No te querré mientras viva”,
dice la flor de la albahaca.
“Soy timida”, la violeta,

“Soy fria”, la rosa blanca.
Dice el jazmin: “Seré fiel”;

y el clavel: “jApasionada!”
El jacinto es la amargura;

el dolor, la pasionaria.
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El jaramago, el desprecio;

y los lirios, la esperanza.

Dice el nardo: “Soy tu amigo”;
“Creo en ti”, la pasionaria.

La madreselva te mece,

la siempreviva te mata.
Siempreviva de la muerte,
flor de las manos cruzadas...
Son celos el carambuco;
desdén esquivo, la dalia;
suspiros de amor, el nardo;
risa, la gala de Francia.

Las amarillas son odio;

el furor, las encarnadas;

las blancas son casamiento,
y las azules, mortaja. [6, 703-714]

4. NMeagpo KanbaepoH
“¢Ves esa rosa que tan bella y pura
amanecio6 a ser reina de las flores?” [6, 198]

The above poems demonstrate the use of symbols of flowers and plants by poets, which in their
meaning almost don’t differ from national symbols.

However, there are cases when the poet changes the universally accepted meaning of the plant and
gives it a completely different special meaning. For example, let’s cite a few lines that contain a completely
different understanding of the meanings.

So, the orange flower that the bride put on at her wedding, in folklore means nobility, a symbol of
purity and innocence. In Garcia Lorca’s poems, it is associated with death, like the orange itself:

Por un camino va

la muerte, coronada,

de azahares marchitos.
Cuando yo me muera
entre los naranjos

y la hierba buena. [6, 723]

An apple that is considered a symbol of sin, desire and discord, in Valle-Inclan’'s poems is
personified with love:
La vencina que en su ventana
suspiraba de amor. Aquella
dulce nifia, que la manzana
ofrecia como una estrella. [6, 805]

Pedro Calderon’s rose, which is a symbol of love, is associated with old age and death:
A florecer las rosas madrugaron,
y para envejecerse florecieron:
cuna y sepulcro en un boton hallaron. [6, 190]

Or as well as in Garcia Lorca’s lines a rose is associated with blood and again with death:
... en un aire donde estallan
rosas de polvora negra. [6, 729]

Thus, florisms have a fairly wide range of associations, which indicates a close connection with the
person’s self-expression. Metaphors with florisms form a special language subsystem, which represents the
linguistic means of diversity of the world picture. The analysis of the structural-semantic features of the
metaphor suggests that the most frequent components that are actively involved in the Spanish
metaphorically rich lyrics are such plants as rose, cloves, olives, oak, orange, lemon, poppy and others.

However, along with the poetic existed symbols that could be called historical. They are associated,
for example, with Greek or Roman mythology. This kind of symbolism was born as a concentrated
expression of the content of beliefs, legends, legends, its quintessence. Subsequently, it was characteristic
of various genres of folklore.

For example, the goddess Venus was inseparable from the myrtle and the rose. From the beginning,
the roses were white, the red color was given to them by the goddess when she ran to help Adonis,
wounded her leg with a thorn and her blood sprinkled flowers. Although another version tells us that the rose
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has become red from the blood of her beloved, who was deadly wounded. About this myth Garcilaso
narrates in his eclogue:

y el mozo en tierra estaba ya tendido,

abierto el pecho del rabioso diente,

con el cabello d’oro desparcido

barriendo el suelo miserablemente;

las rosas blancas por alli sembradas

tornaban con with sangre coloradas. [6, 205]

The laurel, for example, has always been associated with Apollo, and the olive was dedicated to
Minerva.
Mythological hero Narcissus turned to a narcissus flower, like Hyacinth to his own:
Alli se ve el jacinto presumido
reinar entemecido
libro escrito con sangre enamorada,
que razona con hojas
en hojas de las hojas,
que cancelo el Amor con sus arpones,
adonde los colores son razones. [6, 273]

When Apollo threw the disc together with Hyacinth, the wind suddenly changed the flight path of the
disc and killed Hyacinth. Apollo turned blood from his wounds into a flower, whose petals in their color
reminded of this tragedy, and this flower became a symbol of mourning and stoning of the gods.

Also, Cypress, who Apollo favored to, was turned into a plant of the same name, and is now a
cemetery tree.

A flower cut by a plow is a symbol that has created a literary tradition to reflect and embody human
death in it. Virgilius sees the death of the young Evrial and compares it with that, “coto purpurea flor, cuando
cortada / del arado muriendo se desmaya”. And then he tells us about the death of another boy, Palante:

Cual de mano de virgen flor cortada,
o de viola blanda y amorosa,

o de jacinto, que con desmayada
vista siente su lastima llorosa. [6, 189]

Among the plants that embrace the theme of death, there is also a yellow bitter weaver’s broom (its
color and taste may indicate despair and grief). This plant is mentioned in the verses that were sung to
Gileen Perasi’s death in 1443:

Llorad las damas, si Dios os vala,
Guillen Peraza quedé en la Palma,

La flor marchita de la cara.

No eres palma, eres retama

Eres cipres de triste rama,

Eres desdicha, desdicha mala ... [6, 215]

Or as Garcia Lorca mentions the weaver’s broom in his song:
Pastor, pastor
¢ Qué quiere el monte de ti?,
pastor
Monte de hierbas amagras,
¢ Qué nifo te esta matando?
ijLa espina de la retamal! [6, 725]

For example, in Spanish folklore there was a negative attitude towards a willow. It is known that the willow
almost does not need sunlight, it grows in dark, swampy places, in cemeteries, which caused the emergence of a
symbolic meaning in this name. In modern Spanish, the willow symbolizes mourning, grief and sorrow.

So, as we can see, florisms really occupy one of the leading places in determining the realities of the
surrounding world, both with the help of metaphorical constructions, and by means of symbolization. In this
case, the individual author's metaphors may be based on national symbols or form other structures, which
are based entirely on a completely different meaning.

Jlimepamypa

1. leneckyn A. Cancionero popular espafiol / A. l'eneckyn. — Moscu, Editorial “Raduga”, 1987. — C.7-52.
2. Oyaodenko M.H. Ha3BaHusi pacTeHuin n XMBOTHbIX Kak CpeCcTBO MOPTPETHON XapaKTepPUCTUKN NEePCOHaXen u
nx nepesog. / M. flyayeHrko // Teopus n npaktuka nepesoga. — K.: Buwa wkona, 1983. — Ne 9, C.46-53.

147



KynbTyponoris bynrakosa H. B.

3. ManuHoBckasa H.A. Cancionero popular espafol / H. ManuHosckas. — Moscu, Editorial “Raduga”, 1987. —
C.571-632.

4. Tenns B.H. MeTtadopa B a3bike u Tekcte / B.Tenus. — M.: Hayka, 1988.

5. NetpoBa H.O. CemaHTU4Hi MexaHiamn B npoueci dpasoTBopeHHs / H. MNeTposa // MoBn €BponenceKoro Ky-
NbTYypHOro apeany: po3suTok i B3aemogis. — K.: Josipa, 1995. — C.222-234.

6. La poesia popular en los cancioneros musicales espafoles de los siglos X—XVI. —Anuario Musical, 1949.

7. Kayser, Wolfgang. Interpretacion y analisis de la obra literaria. / Wolfgang Kayser. — La Habana: Instituto del
libro, 1970.

8. Jlopka ®.I". Moesii / ®.Jlopka. — K.: KopHinuyk, 2001.

References

1. Heleskul, A. (1987). Cancionero popular espariol. Moscu, Editorial “Raduga”. [in Spanish]

2. Dudchenko, M.N. (1983). Names of plants and animals as a means of a portrait feature of characters and
their translation. Teoryya y praktyka perevoda, 9, 46 — 53. [in Russian]

3. Malynovskaya, N.A. (1987). Cancionero popular espafiol. Moscu, Editorial “Raduga”, 571 — 632. [in Spanish]

4. Telyya, V.N. (1988). Metaphor in the language and the text. Moscow: Nauka. [in Russian]

5. Petrova, N.D. (1995). Semantic mechanisms in the phrase formation process. Movy Yevropeys'koho
kul'turnoho arealu: rozvytok i vzayemodiya. Kyiv: Dovira, 222 — 234. [in Russian]

6. La poesia popular en los cancioneros musicales espafioles de los siglos X — XVI. (1949). Anuario Musical. [in Spanish]

7. Kayser, Wolfgang. (1970). Interpretacion y analisis de la obra literaria. La Habana: Instituto del libro. [in Spanish]

8. Lorka, F.H. (2001). Poems. Kyiv: Korniychuk. [in Ukrainian]

Cmamms Haditiwna do pedakuii 01.03.2018 p.

YAOK 379.85 BynrakoBa HaTtanis BanepiiBHa
BMKNagad kadeapu MixkHapogHOro Typuamy
KuniBCbKOro HaLUioHanbHOro yHiBepcuTeTy
KynbTypu i MUCTELITB

KYNbTYPHUA NAHOLA®T
AK OB’EKT TYPUCTCbKOIO IHTEPECY

MeTa cTaTTi — OXapaktepu3yBaTy Ta PO3KPUTU 3HAYEHHS KyNbTYpHUX NaHAwadTiB K 00’eKTiB TYpUCTCbKOro
3auikaBneHHsi, obrpyHTyBaTN HEobxiaHICTb ix 36epexeHHsi. MeTogonoria JOCNIMKEHHS I'PYHTYETbCA Ha MiXAMCUMNIi-
HapHOMY NOeAHaHHS MEeTOAONONYHOro IHCTPYMEHTapIO KynbTyponorii, nam’ aTKO3HaBCTBa, Kpae3HaBCTBA, €THONaHALa-
(pTO3HABCTBA 3 OMOPOI0 Ha 3ararlbHOHAYKOBI METOAM aHanidy, CMHTesy, y3aranbHeHHs. HaykoBa HoBusHa. O6rpyHTO-
BaHO HeOOXigHICTb 30epexeHHs KynbTypHUX naHawadTiB Sk O0’EKTIB TYpUCTCbKOrO 3auikaBreHHA Ta BanMBOI
CKIagoBoi KynbTypHOI cnaawmHn. BucHoBKu. KynbTypHWin Typr3m Bigirpae He nuvlle BaXnuBy ponb Yy npe3eHTauii Kynb-
TYpW KpaiHu, a 1 Cnpusie NPUBEPHEHHIO YBaru nNpeAcTaBHUKIB OpraHiB Bnaaw i Ha AepXaBHOMY, | Ha MiCLLeBOMY PiBHi O
npobnem 36epexeHHs1 HaljioHanbHOI KynbTypHOI cnafluHu, npuBedeHHs i y BiANOBIAHUIA CTaH 3 METOK OTPUMAaHHS
rigHoro micus y ckap6HuLi BcecBiTHbOro KynbTypHOro Hag6aHHs. O6’eKToM MiABULLLEHOTO TYPUCTCHKOIO iIHTEPECY € Kyrb-
TYPHUI NaHawadT, no3ask akTUYHO Ha Noro reorpadivHO-TepUTOpIanbHIA OCHOBI (POPMYETLCS BiNbLUICTL AeCTUHALIN,
npvBabnueBmMx [Ansi TYpUCTIB 3aBOSKWM Hacamnepern HasiBHOCTI YHiKanbHUX, 30Kpema MNpuUpOAHUX, TYPWUCTCbKO-
pekpeaLinHnX pecypciB, akTM4HO HABKOMO Y1 Ha 6asi AKMX po3BMBAETLCS BiAMOBIAHA TYPUCTUYHA iHDPACTPYKTypa.

Knto4yoBi cnoBa: KynbTypHuIn naHawadT, KynbTypHUA Typu3Mm, TYPUCTCbKWUIA iHTEpeC, KynbTypHO-iCTOpUYHA
crnagwuHa.

Bynzakoea Hamanusi BanepueegHa, npenodasamesib kaghedpbl mex0yHapodHo20 mypudma Kueeckozo Ha-
UUOHarbHO20 yHU8epcumema Kysismypbi U UCKyccme

KynbTypHbIl naHAwadT Kak 06beKT TYPUMCTCKOro UHTepeca

Llenb cTaTbu — OXapakTepu3oBaTh M packpbITb 3HA4YEHUE KyTbTYPHbIX NaHAWAadToB Kak OGbEKTOB TYPUCTCKOTO
MHTepeca, 060CcHOBaTb HEOOXOAMMOCTb UX coxpaHeHusi. MeTogonornsa nuccrnegoBaHUsi OCHOBaHa Ha MeXaucuunivHa-
PHOM co4YeTaHUn MeToA40NIONM4eCcKoro MHCTpyMeHTapua KynbTyponorun, namaTHUKoOBeOAeHUd, KpaeBeaeHusd, aTHonaHa-
wadpToBeaeHUs C ONopor Ha obLLeHayyYHble MeToabl aHanmaa, cuHTesa, ob6obweHnsa. HayyHasa HoBuaHa. O6ocHOBaHa
HeobXo0AMMOCTb COXPaHEHUS KyNbTYPHbIX NTaHAWAadTOB Kak 06 bEKTOB TYPUCTCKOrO MHTEPEeCca U BaKHOW COCTaBMSIOLLEN
KynbTypHOro Hacneausi. BoeiBogbl. KynbTypHbI TYpU3M UrpaeT He TOMbKO BaKHYK pOSib B Mpe3eHTauun KynbTypbl
CTpaHbl, HO M CMOCOBCTBYET NPUBEYEHUIO BHUMaHUS NpPeacTaBUTENEN OpraHoB BRacTW U Ha rocydapCTBEHHOM, U Ha
MECTHOM YPOBHe K npobreMam CoxpaHeHWUs1 HaUuMOHaNbHOro KyrbTYPHOrO Hacrneausl, NPUBEAEHUS| ee B COOTBETCTBYHO-
Liee COCTOsIHUE C Lienbio NOMyYeHns JOCTOMHOrO MecTa B COKPOBULLHMLE BcemupHoro kynbTypHoro Hacneausi. O6bek-
TOM MOBbILLEHHOrO TYPUCTCKOIO MHTEpeca ABNAETCA KyNbTYpHbIM NaHAawadT, NOCKOSbKY (hakTuyeckun B ero reorpadu-
YeCKu-TepputopuanbHbIX npepgenax q)opMMpyech OOnNbLUMHCTBO ,D,eCTI/IHaLI,I/IVI, npuenekaTtenbHbIX AOnNA TypUCTOB
6narogaps npexae BCero Hannymio yHUKarbHbIX, B TOM YMCne NpUPOAHbIX, TYPUCTCKO-pEeKpeaLmOHHbIX PecypcoB, dak-
TUYECKM BOKPYT Unu Ha 6a3e KOTopbIX pa3BUBaETCs COOTBETCTBYIOLLAA TypucTuyeckasi MHpacTpykTypa.

KnioueBble crioBa: KynbTypHbIA NaHAawWwadT, KynbTypHbIA Typu3M, TYPUCTUYECKUA WHTEPEC, KynbTypHO-
uctopuyeckoe Hacneaue.
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