[JpoHHukoBbIM BOo ®paHumu. Janblue Hbina BbICTaB-
Ka Xy4O0>XHWKa, YCTpOeHHas B HalmoHanbHol 61b-
nnoteke B Hosbpe 1996 roga N3BECTHBIM YyBaLLICKMM
nutepatypoBegom ATHepom XysaHraem. B 2000 rogy,
HaKOoHeLl, Mpuexan 1 cam XyJOXHWK. ITO Bbln nep-
BbIM nocsie ero nepeesga Bo ®paHuuto Bu3mnT B Poc-
CUHO, KOTOPLIN OpraHu3oBan FeHHaami Airu B CBA3M
C BbICTAaBKOW, MpUypoYeHHOM K 70-neTuto JpOHHM-
KOBa B 3anax YyBalLLCKOro rocyjapCTBEHHOMO XyA0-
KECTBEHHOro My3esl. 3Ha4YMMOW AN Hero 3Ta noess-
ka 6bbl1a No MHorMm npuumHam. Kpome Toro, 4to ata
6bln1a NepBas NepcoHanbHas BbicTaBka [ pOHHMKOBa
B HOBOM Poccuu, oH OTKpbIBan ans cebs ApeBHIOO
UyBaLLCKYH KyNbTypY, Tak Xe, kak v Boary, o kotopoi
Hanwucan: «Bosra... 310 Mosi peka — Bonra», Tak OH BbI-
paswicsa B O4HOM W13 CBOWX MHTepBbHo [2]. OH co3aan
34eCb HeMano nersaxen n B cnegyrowem 2001 rogy
n3gan cepuro oTkpbIToK «Boara» (2001) ¢ rpaduye-
CKUMUM paboTamu Mo BrieyaTaeHusM OT CBOero npebsi-
BaHWA B Yebokcapax, NOTOM B YNbSHOBCKe 1 KazaHu.

[Apy>x6a xyAoxHWKa 1 nosTa cTana 3anorom ¢op-
MUpOBaHUs B Yebokcapax 04HON 13 camblix 601b-
LINX KONNEKLMI KapTUH, PUCYHKOB N YHUKaNbHbIX
KHUr lpoHHMKOBa, umetowmxca B Poccun. K ato-
My BpPeMeHW Ha poanHe Aiirv B YyBawnm ero nms
3BYyYasio KakK CMMBOA MepPeMeH, OH NoJy4Yua 34ecb
MOUCTMHE BCEHAPOAHYH U3BECTHOCTb. My3en —
HaunoHanbHbIM 1 XyL0XeCTBEHHbIN, a Takxke Ha-
LuMoHanbHasa 6bubanoteka Yysalickon Pecny6an-
K1 CTann K 3TOMY BPeEMEHM TeM MeCTOM, Fje 1 cam
MO3T BOCCTaHaB/MBa yTpayeHHble CBA3W C POAMHON.

C 1ex nop apyxba Hukonas poHHunkoBa ¢ Yy-
BalLMel NpoAoXKanacb B3aMMHbIMU OOMeHaMM
KHUT 1 BbicTaBkaMn. Cpa3y nocse cMepTu noaTa
B 2006 rogy OH co3gan YyeTbipe PyKOTBOPHbIE KHUN-
rnm «PekBuem no Aiirn», kaxgaas no Aaguatb NaTb
ak3emMnaapos. NocnegHum gapom Hukonas JpoH-
HuKoBa YyBalwnn ctana 60ablUas KONNEKUUSA ero
paboT, KHUWT, a TakxKe Napuxckoro apxmea Ainru Ha-
LuMoHanbHoMy Mmy3etro Pecnybavkm B 2018 rogy.
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MORPHOLOGY AND CULTURAL SEMANTICS OF THE

"RAM’S HORN" PATTERN IN THE ORNAMENTATION

OF THE KAZAKH PLUCKED INSTRUMENT DOMBRA
(XINJIANG, CHINA)

Summary: The article examines the decorative motif
known as the “ram’s horn”, which adorns the body of the
Kazakh plucked instrument dombra, as a key element of
the visual culture of the Kazakh people of Xinjiang. The
study is based on fieldwork conducted in 2022, including
interviews with craftsmen and musicians, and employs
a comprehensive methodology combining art-histori-
cal, iconographic and ethnomusicological analysis. The
author identifies three main morphological types of the
pattern — figurative, abstract and compositional — each
analysed in terms of its visual characteristics, produc-
tion techniques and functional adaptation. Particular
attention is given to the interaction between the instru-
ment's visual design and its acoustic properties, as well
as to the technological logic governing the placement
of ornamentation on different parts of the dombra. The

In the context of globalisation, the preserva-
tion and transmission of intangible cultural heritage
have become increasingly important. The dombra,
as a prominent symbol of Kazakh culture, has gone
beyond its practical role as a musical instrument to
become a cultural emblem and a carrier of nation-
al identity, travelling across the steppes on horse-

examples discussed demonstrate that the “ram’s horn”
motif is not merely decorative but fulfils structural and
semiotic functions, expressing core ideas of cosmologi-
cal order, totemism and the sacred role of sound in no-
madic culture. The article further addresses issues related
to the transmission of craft knowledge, mechanisms of
improvisational adaptation of ornamentation depending
on materials and tools, and colour choices shaped by the
instrument'’s contextual use. The article emphasises the
significance of ornament as a visual language that en-
sures the continuity of ethnocultural traditions and out-
lines prospects for further study in the context of safe-
guarding intangible cultural heritage.

Keywords: dombra, “ram’s horn” motif, Kazakh people,
decorative art, cultural symbol.

back. [1] Yet for a long time, academic research
has tended to emphasise sound over visual form,
focusing mainly on musical aspects such as ton-
al structure, playing techniques, historical origins
and social functions. Meanwhile, the richness of or-
namental patterns and the depth of their aesthet-
ic meaning have received little systematic study or
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cultural interpretation. This imbalance in scholarly
perspective limits a deeper understanding of the
dombra'’s cultural value.

Regarding the key motif of the “ram’s horn”,
existing studies reveal two significant limitations.

1. There is a noticeable shift in research focus.
Most studies concentrate on analysing ornaments in
areas of material culture such as clothing and carpet
weaving (G. Ikhran, 2016; Guo Yunzhu, 2010; C. Wei-
wei, 2021, etc.). However, due to fundamental dif-
ferences in the objects that bear these ornaments,
the findings are difficult to apply directly to a mu-
sical instrument such as the dombra, which limits
the accurate interpretation of the motif's morphol-
ogy and its underlying cultural logic.

2. In modern academic literature, research on the
relationship between acoustic function and the visual
design of plucked instruments is virtually absent.
The morphology of ornaments is often examined in
isolation, without considering their correlation with
sound-production features, playing techniques or
the structural and technological aspects of the in-
strument itself.

By focusing on the “ram’s horn” motif, this
study examines the most representative and cen-
tral pattern in the decorative system of the dom-
bra. Its contours, derived from the abstraction and
transformation of the physical features of ram'’s
horns, form a pattern system with distinct seman-
tic depth. However, contemporary research has
neither clarified its specific morphological classi-
fication on the dombra nor revealed the mecha-
nism of mutual interpretation between “ornaments
(form) — musical instruments (function) — cul-
ture (meaning)”.[10]

Therefore, the present study aims to address the
gaps identified above. Its main objective is to ex-
plore three fundamental questions: What unique
morphological system does the ram’s horn motif
exhibit on the dombra? How does this morpholo-
gy interact with the instrument’s functionality and
the technological thinking of its makers? And what
deeper layers of nomadic cultural meaning are em-
bedded within this ornament? Based on fieldwork
conducted in 2022 in the lli and Tarbagatai regions
of Xinjiang (including interviews with 13 craftsmen
and 3 akyns), this paper applies an analytical frame-
work of “morphological classification — functional
correlation — cultural interpretation”. The integrated
use of the iconographic method enables systemat-
ic documentation and classification of ornamental
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morphology, while a semiotic approach allows for
deeper interpretation of the cultural symbolism and
meanings concealed behind the patterns. Togeth-
er, these methods contribute to a comprehensive
understanding of the dombra’s decorative art and
its unique cultural value.

The dombra occupies a central place in the mu-
sical culture of the Kazakh people and is regarded
as one of the most representative instruments em-
bodying the spiritual values, national identity and
cultural continuity of the ethnic group. Its origins
trace back to ancient times and, according to sourc-
es, can be followed to the era of the early ancestors
of the Kazakhs, dating to the 3 century CE [9]. Over
centuries of historical development, the structure of
the dombra has undergone significant transforma-
tions, resulting in a variety of forms and construc-
tion types. In contemporary practice, the two-string
version of the instrument predominates, although
three-string versions are also encountered. Within
the typology of the dombra body, two main vari-
ants are distinguished: a flat type characterised by
a straight backboard, and a pear-shaped type with
a convex rear surface. A major aspect of variability
also lies in the shape of the peghead, which appears
in numerous configurations, including flat, double-
headed, swan-shaped and other modifications [3].
This structural and morphological diversity creates
a rich visual foundation for the integration of tradi-
tional ornamental motifs, among which the ram'’s
horn pattern holds a special place.

The transformation of production technologies
has had a significant impact on the decorative char-
acteristics of the dombra. According to an interview
with master craftsman Sultan Azu, the traditional tech-
nique of carving the instrument’s body from a sin-
gle piece of wood has now been largely replaced by
the method of assembling it from separate wood-
en plates. In particular, the soundboard is made of
pine, the body is constructed from seven or nine
pieces of acacia wood, and the neck is crafted from
peach wood. This structural innovation, on the one
hand, enhances the acoustic qualities and overall
stability of the instrument, while, on the other, it di-
rectly affects the compositional principles of orna-
ment placement, the specifics of carving techniques
and the integration of decorative elements into the
body's structure. These changes form an important
prerequisite for further analysis of the interrelation-
ship between the ornamental system and the instru-
ment's manufacturing technology.[5]

In the cultural system of the Kazakh people, the
dombra possesses a value that extends far beyond
that of a musical instrument. Serving as a central ele-
ment in rituals (weddings, celebrations), interpersonal
communication (aitys) and spiritual self-expression
(narrative ballads), it fulfils a cultural function that
connects the individual and the collective, the secular
and the sacred. It is precisely this profound cultural
essence that makes its external visual form — the
ornament — not merely an aesthetic addition, but
an important visual language that conveys and pre-
serves these cultural meanings.

The decorative system of the dombra demon-
strates a clear hierarchical distribution with distinct
focal points and relationships of subordination. The
key zones of ornamentation are concentrated on
the soundboard and the back of the body, where
figurative or compositional variations of the ram'’s
horn motif often serve as the visual centre. The neck
is typically adorned with a continuous decorative
band composed of abstract or compositional inter-
pretations of this motif, while the peghead generally
features a more restrained design. This distribution
reflects the underlying logic by which ornamenta-
tion is subordinated to the structural and function-
al foundation of the instrument. [4]

The decorative design of the dombra strictly fol-
lows the key principle of “sound in priority, form in
accordance”, achieving precise alignment between
visual expression, the acoustic structure of the in-
strument and the conditions of its use. Specifical-
ly, the soundboard, serving as the resonant core,
features a strictly controlled carving depth of 0.3—
0.5 cm to ensure acoustic vibration and often incor-
porates rich compositional variations of the ram's
horn motif to create a visual focal point. The peghe-
ad, as the primary grip area, requires rounded edg-
es in figurative carvings to provide tactile comfort
and preserve the sense of totemic symbolism. The
neck, being the area where the strings are pressed
by the fingers, is decorated only with flat, abstract
ribbon-like ornaments, fundamentally excluding any
interference with performance technique.

Among the various types of decorative design,
special importance is attributed to the art of carv-
ing — a tradition that traces its origins to the prac-
tice of applying ornaments to bone artefacts among
the ancient ancestors of the Kazakh people, lat-
er organically integrating into the craft of artistic
woodwork [7]. It is precisely in the carving of the
ram’s horn motif that this tradition achieved its most

A

Figure 1. Antelope (Figurative pattern «<Ram’s Horns»)

109



concentrated and canonically refined expression.
Oral testimonies from master craftsmen with dec-
ades of experience confirm the continuity and sta-
bility of these artisanal canons. In particular, master
Akbar Khalik, with 42 years of practice, emphasises
that the ornament follows strict transmission rules
rooted in generational practice: “On the peghead —
upright horns (proudly raised), symbolising rever-
ence for the sky and earth; on the body — coiled
horns (symmetrically twisted), embodying the full-
ness of life” [4]. This evidence attests to the pro-
found structural integration of the ornament within
the system of the instrument, where the morpholo-
gy and placement of the pattern not only function-
ally correspond to the dombra’s structural features
but also convey a visualised model of the cosmo-
logical and existential worldview of nomadic culture.

In the nomadic civilisation of the Kazakh peo-
ple, the sheep was not only a fundamental source
of livelihood but also a powerful cultural symbol —
particularly through the highly expressive form of
its horns. The spiral and curved shapes of the ram'’s
horns, embodying the symbolism of strength, the life
cycle and abundance, were actively reproduced by
the ancestors on various artefacts, establishing their
status as a key decorative motif. On the dombra, the
ram’s horn pattern, having undergone a process of
evolution, developed into the following clearly de-
fined morphological system:

1. Figurative type

This type is characterised by carving with a high
degree of realism, capturing precise contours and
refined texture, which ensures ease of visual rec-
ognition. The morphology of the motif most like-
ly derives directly from the imitation of the natural
form of ram’s horns. It is most commonly found on
elements such as the neck, where it serves as an
accent decoration that reinforces the totemic sym-
bolism (Fig. 1).

2. Abstract type

This type represents the transformation of the
basic curves of ram’s horns through stylisation, ex-
aggeration and geometrisation, resulting in con-
cise and rhythmic spiral motifs. This variation forms
the foundation of the dombra’s decorative sys-
tem and is especially suited for continuous orna-
mental bands along the neck and the framing of
the body. The simplified morphology eliminates
any interference with performance technique,
demonstrating harmony between functionality
and form (Fig. 2).
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Figure 2. Goat (Abstract pattern «Ram'’s Horns»)

3. Compositional type

This type is distinguished by the use of abstract
or figurative elements of the ram'’s horn motif as
a structural framework, combined with other sym-
bols of steppe culture’s prosperity — such as motifs
of the sun, moon and plant ornaments — forming
a complex yet coherent visual system [2]. Such com-
binations are often found on the soundboard, cre-
ating a striking visual focal point (Fig. 3).

In analysing the morphological types present-
ed, the ram’s horn motif on the dombra reveals an
evolutionary trajectory — from “realistic imitation”
to "abstract creativity”, and from “isolated symbol”
to "compositional construction”. This progression re-
flects not only the evolution of the Kazakh people’s
aesthetic consciousness but is also likely influenced
by the optimisation of the instrument’s functionality
and the increasing efficiency of production process-
es. Within the decorative system of the dombra, the
ram’s horn motif has developed mature composi-
tional principles that combine cultural richness with
visual adaptability, which can be specifically under-
stood through three progressively deepening levels.

Firstly, the principle of symmetrical repetition
in macro-composition. The key ornaments on the
soundboard and the back of the body are often ar-
ranged strictly symmetrically relative to the bridge
as a visual axis, which closely corresponds to the an-
cient Kazakh cosmology of “the symmetry of heaven
and earth” and "dual harmony”. At the same time,
such a perfectly stable composition gives the in-
strument a majestic and harmonious visual appear-
ance, ideally in line with its sacred status in ritual
practices, representing a universal characteristic of
Kazakh decorative art.[10]

Secondly, the principle of framework adaptation
in mesostructure. When working with asymmetric

Figure 3. Argali (Compositional pattern «<Ram’s Horns»)

zones such as the body (trapezoidal) and the peg-
head (arched), the ram’s horn motif employs specif-
ic methods—"angular filling" (decoration of corner
space) and “contour following” (ornament tracing
the outline of the object)—achieving seamless in-
tegration of decoration with the shape of its base.
In this way, the motif is not passively “placed” but
actively "adapted”, ensuring an organic unity be-
tween ornamentation and the structure of the object.

Thirdly, the principle of smooth curves in micro-
forms. Based on flowing S-shaped and C-shaped
lines, the ornament creates a visual rhythm that sty-
listically harmonises with the streamlined contours
of the dombra’s body. Particularly expressive is the
internal dynamism of the composition: the ascend-
ing tension of the “raised horns” on the peghead
and the inward coiling of the “twisted horns” on the
body not only evoke life energy and movement but
also resonate with the melodic fluidity and acous-
tic nuances of the instrument. Thus, the effect of
synaesthesia is achieved — the interpenetration of
visual and auditory perception [3, p. 92].

In summary, the compositional organisation of
the ram’s horn motif appears as a multi-layered sys-
tem that includes: the macro-level of symmetry and
order, the meso-level of structural correspondence
between form and medium, and the micro-level of
curvilinear rhythm and plasticity. This structure not
only fulfils the decorative functions of ornamenta-
tion but also serves as a visual representation of
the Kazakh worldview — reflecting observations of
natural cycles, concepts of cosmological order and
the veneration of life force as the fundamental es-
sence of existence.

The morphology and localisation of the ram'’s
horn motif on the dombra extend beyond the pure-
ly aesthetic realm, constituting a form of “techno-
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logical design” deeply integrated with the acoustic
characteristics of the instrument. The mechanism of
this correspondence manifests itself in three main
aspects.

1. The mechanism of acoustic optimisation through
carving on the soundboard.

Craftsmen regulate resonance by precisely con-
trolling the depth and density of the ornament’s dis-
tribution. For compositional variations of the ram's
horn motif on the dombra’s soundboard, the scheme
“sparse in the centre — dense at the edges” is widely
applied. The acoustic logic is as follows: the central
area of the soundboard serves as the main vibration
zone, where sparse carving best preserves the free-
dom of oscillation; meanwhile, the peripheral zones
are relatively stable, and the increased carving den-
sity, while decorative, simultaneously reinforces the
structural stiffness of the boundaries, thereby directing
sound waves towards a more even and concentrated
resonance across the soundboard surface [6, p. 23].

2. The mechanism of mechanical balance achieved
through the absence of ornamentation on the peghead.

In contrast to the richly decorated body, the peg-
head is typically made from dense, solid wood and re-
mains undecorated. This structural solution increases
the mass in the upper part of the instrument, contrib-
uting to the dombra’s balance during performance,
enhancing stability in handling and preventing the
displacement of its centre of gravity. Such a meas-
ure fully aligns with the fundamental principles of
musical instrument mechanics. Thus, the absence of
ornamentation is not a deficiency but a deliberate
element of engineering functionality, optimising the
instrument’s performance characteristics.

3. Empirical evidence from craftsmen.

Empirical data from craftsmen provide key
confirmation of the mechanisms described above.
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According to comparative tests carried out by mas-
ter Akbar Khalik on identical wood samples, a dom-
bra with an adaptive ram’s horn motif demonstrates
approximately 12 % higher resonance efficiency —
manifested in increased loudness and longer sus-
tain — compared to a completely smooth body
without ornamentation. [8]

The decoration of the dombra is by no means
a matter of superficial visual effect. The placement,
presence or absence, and morphology of its patterns
are the natural outcome of deep integration with
the instrument’s acoustic structure and mechanical
balance. This study empirically shows that the ram'’s
horn motif is, from the outset, a structural compo-
nent of the dombra’s acoustic system, ultimately
achieving an organic synthesis of practical function
and aesthetic value at the level of the material ob-
ject. The morphology of the ram'’s horn motif on
the dombra is not formed in graphic sketches, but
directly in the process of the craftsman’s manual
work, where it takes shape and develops in inter-
action with specific tools, materials and technolog-
ical stages of production. This continuous “living
interaction” permeates the entire production cycle
and determines the distinctive character of the or-
nament'’s realisation.

The morphology and localisation of the ram'’s
horn motif on the dombra are therefore the result of
the combined influence of cutting tools, wood prop-
erties, the production process and the maker's em-
bodied knowledge. It is not a passive embellishment,
but an active creation that continuously “dialogues”
with various technological factors throughout the
making of the instrument. It is this underlying log-
ic of interaction that enables the motif not only to
grow organically on the dombra but also to be effi-
ciently produced, thus effecting the transition from
a "design sketch” to an integral part of the instru-
ment'’s very being. As a condensed symbol of Ka-
zakh culture, the ram’s horn motif on the dombra
is not only a form of decorative art, but also a liv-
ing “social language” that, through its morphology,
composition and context of use, actively partici-
pates in shaping and reinforcing the cultural iden-
tity of the ethnic group.

In the context of social rituals, the ram’s horn
motif on the dombra ceases to function as a stat-
ic decoration and becomes an active visual focal
point of cultural practices. During aitys, a dombra
adorned with this motif becomes not only a musical
instrument but also a symbolic element that visually
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Figure 4. Ornament «Ram’s Horns» without coloring on
natural wood

concentrates national meanings such as courage,
wisdom and ethnic dignity. Such ritualised display
reinforces the connection between the ornament
and the core values of Kazakh culture.[2] During
important life-cycle events (weddings, birth rites),
a dombra bearing this motif serves as a linking el-
ement between individual destiny and collective
tradition. In such cases, the instrument becomes
a “biographical artefact” whose decorative form is
enriched with new layers of memory and symbol-
ic significance.

The constant presence of the motif on the dom-
bra plays an important role in transmitting cultur-
al codes. From an early age, a child internalises the
visual image of the ornament through tactile and
visual experience within the family and commu-
nity environment, which ensures the continuous
transmission of ethnic knowledge without reliance
on written forms, turning the dombra into a mo-
bile carrier of cultural memory. Under conditions
of intensifying cultural exchange, the preservation
of the traditional motif becomes an act of con-
scious ethnic self-affirmation. The ornament serves

Figure 5. Ornament «<Ram’s Horns» emphasized with a
mineral pigment, creating a classic scheme: wooden base with
scarlet accents

as a stable symbol of cultural belonging, creating
a visible point of reference in a changing world.[8]

Thus, the ram’s horn motif on the dombra con-
stitutes a multilayered sociocultural symbol: it an-
chors ethnic identity, is activated in ritual practices
and upholds the continuity of the cultural tradition
of the Kazakh people. The cultural origins of the
ram’s horn motif go back to the archaic totemism of
the ancestors of the Kazakh people.[6] In the tradi-
tional belief system, the sheep transcended its util-
itarian role as a source of subsistence and acquired
a sacred status. The ram'’s horn, embodying a con-
centration of strength, protection and vital energy
through its resilient, upward-striving morphology,
was perceived as a visible manifestation of fertility,
vital force and the prosperity of the lineage.[8] This
analogy and sacralisation, rooted in archaic modes
of thought, formed the initial spiritual substratum
that nourished the emergence of the ram’s horn
motif. The sacred nature of the ram’s horn motif is
closely linked to the shamanistic worldview prev-
alent among the Kazakhs. In this tradition, horns
were understood as a sacred ladder connecting the

celestial, earthly and human realms, and as a medi-
um for the shaman’s communication with spirits. [4]
Applying this symbol to the dombra endows the in-
strument with ritual significance, and its sound, in
the collective consciousness, acquires the meaning
of a sacred transmission. In this way, the dombra
is transformed from a utilitarian object into a ritu-
al bearer that unites the secular and the sacred.
In nomadic life, the sheep served as a foundation
of survival and a symbol of prosperity, which elevat-
ed the animal to the level of a philosophical con-
cept. Its horns, as a non-utilitarian part, underwent
symbolic transformation and came to signify grat-
itude for and veneration of life. Figurative patterns
convey a value-laden attitude towards the animal;
abstract forms reflect the dynamics of herd move-
ment and the striving for prosperity; compositions
with plant motifs visualise the idea of harmony be-
tween human beings, livestock and nature. [5] The
colour system of the ram’s horn motif on the dom-
bra follows the aesthetic principle of “honouring the
natural colour of the material, with restrained use
of accent contrasts”. This principle precisely reflects
the dual nature of the Kazakh character, which com-
bines reserved depth with passionate expressiveness.
According to field observations, the overwhelming
majority of ram'’s horn motifs on the dombra retain
the natural colour of the wood (Fig. 4), which re-
flects deep respect for natural materials and aes-
thetic authenticity. At the same time, on dombra
used in ritual contexts such as weddings and cele-
brations, craftsmen subtly emphasise the contours
of the motif with an ochre-based mineral pigment,
creating the classic colour scheme of a “wooden
ground with scarlet accents” (Fig. 5). In Kazakh cul-
ture, the colour red goes beyond festive symbolism,
embodying fire, the sun, life and well-being, inten-
sifying the sacredness of the motif while simultane-
ously expressing protection from evil forces, a wish
for prosperity and a sincere love of existence.[10]
Thus, the colouristic treatment of the ram's horn
motif transcends mere visual embellishment and
becomes a carefully codified language of emo-
tions. Through the aesthetic tension between the
restrained naturalness of the ground and the fiery
intensity of concentrated accents, it articulates and
culturally fixes the key emotional concepts of the
Kazakh people: reverence for nature, praise of life
and collective exultation. The systematic analysis
of the ram’s horn motif on the dombra conducted
in this study has revealed it as a complex symbolic
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system deeply rooted in the fabric of Kazakh no-
madic civilisation, synthesising visual representa-
tion, functional adaptation and cultural logic.

The main findings can be summarised as fol-
lows. Firstly, within the morphological system of
the dombra, the ram'’s horn motif appears not as
an arbitrary embellishment but as a hierarchical-
ly structured form, spanning a range from figura-
tive realism to abstract-composite symbolism. This
spectrum not only reflects the regularities of artistic
transformation but also attests to a shift in Kazakh
visual expressiveness from naturalistic imitation to
conceptual signification.[9] Secondly, the decorative
practice of this motif functions as a form of tech-
nological thinking in which morphology, composi-
tion and carving technique are inseparably linked
to the instrument’s acoustics, mechanical balance
and production cycle. This demonstrates that, with-
in the constructive logic of the dombra, ornament
and function do not stand in opposition but exist as
interrelated and mutually dependent aspects of an
integral system.[5] Thirdly, from a cultural perspec-
tive, the ram'’s horn motif emerges as a key visual
code that condenses a stratum of ethnic mean-
ings — from shamanistic and totemic notions to

the philosophy of nomadic life and social identity.
Acting as a visual-symbolic mediator between sa-
cred and everyday meanings, it enables the con-
tinuous cultural transmission of these values across
generations and through the ritual forms of collec-
tive memory.[8]

In conclusion, the primary significance of this
study lies in overcoming the traditional opposition
between “sound and form" by proposing an an-
alytical triad of “morphology — function — cul-
ture”, which reveals their mutual complementarity.
It has been established that the ornamentation of
the dombra is not a mere decorative addition, but
an integral part of its value as an object of intangi-
ble cultural heritage. Uncovering the symbolic sys-
tem of the motif makes it possible to deepen the
understanding of the philosophy of form-making
and the national spirit of the Kazakh people, while
the identified correlation between ornament and the
instrument’s functionality provides a scholarly basis
for safeguarding tradition in restoration, replication
and innovative design. In this way, the study con-
tributes to the viable transmission of cultural her-
itage under contemporary conditions.
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MOP®OIOTNA N KY/IbTYPHAS CEMAHTUKA
Y3OPA «BAPAHbU POTA» B IEKOPE KA3AXCKOIO
LLLNMKOBOTO MHCTPYMEHTA IOMBPbI
(CUHbBLL3SH, KUTAI)

AHHoOTauumsA: B ctaTbe paccmMaTpuBaeTcsa AeKkopaTmB-
HbI/ y30p «BapaHbM pora», yKpaluatoLmii KOpnyc Kasax-
CKOTO LLMNKOBOIO MHCTPYMEHTa A0MBpPbI, Kak KJoUYeBOWM
3NE€MEHT BM3YyaIbHOW KyNbTypbl Ka3axckoro Hapoaa CuHb-
U3sHa. VicchesoBaHve OCHOBaHO Ha pe3ysibTaTax MoneBbiX
akcneanumin 2022 rosa, BKIKOYAET UHTEPBbLIO C MacTe-
paMu U My3blKaHTaMK, N ONMUpPaeTCA Ha KOMMIEKCHYHO
MeTOZO/I0T N0, COYETALOLLYHO UCKYCCTBOBEAEHME, MKOHO-
rpapuyecknii 1 3STHOMY3bIKOJIOFMYECKNI aHann3. ABTo-
POM BbIAB/IEHbBI TP OCHOBHbIX MOP)ONOrMYecKnx Tmna
y30pa — GUrypaTBHbIN, abCTPakTHbIA 1 KOMMO3ULMOH-
HbIN, KaXAblli U3 KOTOPbIX PACCMOTPEH B KOHTEKCTE ero
BW3YyabHbIX XapakTePUCTUK, MPOUN3BOACTBEHHbIX TEXHUK
n GYHKLMOHaNbHOW ajanTaumm.

Ocoboe BHUMaHWe yaenseTcs B3aMMOAENCTBUIO BU-
3yasibHOro 0oGOpPMAEHMNS U aKyCTUYECKMX CBOMCTB JOM-
6pbl, a TakXKe TEXHOJOrMUYECKOW NIornke pasmMeLleHums
OpHaMeHTa Ha pPa3/INYHbIX YacTax MHCTpyMeHTa. MNpu-
BeAEHHble NPMMepPbl AEMOHCTPUPYIOT, UTO y30p «bapa-

B koHTekcTe rnobanusaumm coxpaHeHve n ne-
pesaya HemaTepuanbHOroO Ky/ibTYPHOrO HacieAmns
CTaHOBATCA BCe 6bonee akTyanbHbiMK. Jlombpa, 6yay-

HbW pora» He ABASETCA NULWb AeKopaTUBHOW GOpPMON,
a BbIMOJHAET CTPYKTYPHYH Y CEMUOTUYECKYH GYHKLUN,
Bblpa>kasl K/tOUEBbIE MPEACTaBleHNs O KOCMOIoTnye-
CKOM MopsaKe, TOTEMU3ME U CaKpasbHOW pOu 3ByKa
B KOUEBOW Ky/NbType.

ABTOpbI ObpalllatoTcs K BOMpocam nepegauu pe-
MEC/NEHHBIX 3HAaHWUW, MEXaHW3MOB UMMPOBU3aLIMOHHOW
ajanTalun opHaMeHTa B 3aBUCMMOCTU OT MaTepUasoB
N UHCTPYMEHTOB, a TakXe KONIOPUCTUYECKUX pPeLIEeHUN
B 3aBMCHMOCTM OT KOHTEKCTa UCMO/Ib30BaHMS UHCTPYMEHTA.
B cTaTbe noguépkmnBaeTcs 3HaueHe OpHaMeHTa Kak Bu-
3ya/lbHOTO f3blka, 06ecrneynBatoLLEro NPEEMCTBEHHOCTb
3THOKY/IbTYPHbBIX TPAAWLMNA, U packpbiBatOTCA Nepcrek-
TWBbI €50 N3yUYeHWs B paMKax COXpaHeHUs HemaTtepmasb-
HOrO Ky/NbTYPHOro Hacieaus.

KnroueBble cnoBa: dombpa, y3op «bapaHeu poza»,
kasaxckuli HapoOd, OekopamuesHoe UCKYycCmeo, Ky/smyp-
HbIl cCUMBO.

UM BbIAAOLLMMCS NPeaCcTaBUTENEM Ka3axCKOW Kyib-
TYpbl, YXXe BbllLaa 38 paMKu CBOero ¢»pn3nyeckoro
npesHa3HaueHns Kak My3blKaJlbHOIO MHCTPYMEHTA,
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NpeBpaTUBLLNCE B KyJAbTyPHbIA CUMBOA U HOCU-
TeNb HaLMOHabHbIX YYBCTB, KOUYHOLLMIA MO CTensM
Ha cnuHax aowagen [1]. OAHAKO B aKkajeMunyeckux
Kpyrax nccnefoBaHvsa AOAroe BpeMs AeMOHCTPUpO-
Ba/IN TEHAEHLMIO «aKLeHTa Ha 3ByYaHun B yLiepb
BM3yasbHON GopMe», NpenMyLLEeCTBEHHO cocpe-
A0TauMBanACh Ha My3blKaJbHOW OHTONOTUM — TakuX
acnekTax, kak 3ByKoBas CMCTeMa, UCMONHUTENbCKAA
TeXHWKa, NCTOPUYECKOE NMPOUCXOXAEHME U COLN-
anbHble GYHKLWW, — Torga Kak 6oratctBo OpHaMeH-
Ta/lbHbIX Y30POB M r1ybUHa 3CTETUYECKOW LLEEHHOCTH
oCTaBanncCb 6e3 cucTemMaTMyeckoro aHaamsa v riy-
H6oKoW KyNbTypHOM MHTepnpeTaummn. Takol gucba-
NaHC nccnefoBaTeIbCKON NePCNeKTUBbI OFpaHnum-
BaeT CNOCOBHOCTb akaZeMMyeckmx KpyroB packpbiTb
KyNbTYPHYIO LLEeHHOCTb AOMOpBI.

MpuMeHnTENBbHO K KtoUeBOMY y30py «bapaHbu
pora» CyLlecTBYHoLMe NCCAeA0BaHMA 4EMOHCTPU-
PYIOT Ba CyLECTBEHHbIX OrpaHuyeHus:

1. Habntosaetca cmelleHne nccaeaoBaTenbCcko-
ro ¢okyca. bonbwmHcTBO paboT cocpesoToHeHO
Ha aHann3e OpHaMeHTOB B Takux chepax maTepu-
aJlbHOW KyNbTypbl, Kak OAeXJa U KOBPOTKauYecTBO
(T. NkpaH, 2016; Mo FOHxy, 2010; LI. Bariean, 2021
v Ap.). OaHaKo n3-3a GyHAaMeHTaNbHbIX pPa3anynii
B 06beKTax-HOCUTENAX NMONYUYEHHbIE BbIBOAbI TPYA-
HO HanNPAMYH NPUMEHNUTb K cneLmduke My3sbikanb-
HOrO MHCTPYMEHTa, Takoro kak Aombpa, Uto orpa-
HWYMBaET BO3MOXHOCTN TOUHOWN UHTEpRpeTaLmm
MopdoNormm ysopa u CBA3aHHOW C HUM KYAbTyp-
HOW NOTVKMW.

2. B coBpeMeHHOW Hay4yHOWN anTepaTtype npak-
TWUYECKN OTCYTCTBYET UCCaeoBaHNe B3aMMOCBA-
31 MeXAY aKyCTUYeckon GyHKLMEN 1 BU3yanbHbIM
odopMAeHNEM LLMMNKOBbIX NHCTPYMeHTOB. Mopdo-
JIorns OpHaMEHTOB PacCcMaTPUBAETCA N30ANMPOBaH-
HO, 6e3 yuéTa UX COOTHOLIEHMUA C OCOBEHHOCTAMY
3BYKOW3BNEYEH WS, TEXHUKOW yAepXKaHUA U KOH-
CTPYKTUBHO-TEXHOIOTMYECKMMWN acnekTaMm caMo-
ro MHCTPyMeHTa.

KoHueHTpurpysack Ha y3ope «bapaHby pora», jaH-
HOM UCCNeaoBaHMM paccmaTpuBaeTtca Hanbonee pe-
Mpe3eHTaTMBHBIN KJOYEeBOW MOTUB B leKOopaTnB-
HoW cncTeMe AoMbpbl. Ero ouepTaHms, BO3HMKLLIME
13 abCTpakumm 1 TPaHCLEHAEHLMM XapaKTepUCTMK
HapaHux poroe, POPMUPYHOT CUCTEMY Y30POB C YHU-
KaJbHbIM CMbIC/IOBbIM HanosHeHnemM. OgHako co-
BPEMEHHbIE UCCNEA0BAHNA HN MPOSCHUAN ero cne-
undpuyeckyro Mopdonornyeckyro Knaccnudumkaymto
Ha AOMbpe, HM pPacKpblIM MexaHU3M B3aVMHOW WH-
TepnpeTtaLmm Mmexay «y3opamu (popmoint) — My3bl-
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KaNbHbIMWU UHCTPYMEHTaMMU (YHKLNAMU) — Kyb-
Typown (cogep>kaHunem)» [10].

CnepoBaTtenbHO, HacTosLLEE NCCe0BaHNE Ha-
npaB/ieHO Ha BOCMOJ/IHEHME YKa3aHHbIX NPo6enos.
KntoueBas 3agaua coctouT B peweHnn Tpéx dyHaa-
MEHTa/IbHbIX BOMPOCOB: KakoW YHNKaNbHOW MOpdO-
NOrMYeCcKon CUCTEMON NpeacTaB/ieH y30p «bapaHby
pora» Ha JOMbpe; Kak 3Ta Mopdoaorus B3aumMogen-
cTBYeT C GYHKLMOHaNbHOCTbIO MHCTPYMEHTA U TEX-
HOJIOFMYECKMM MbILLEHWNEM U3TOTOBUTENEN; U Ka-
Koe rnybokoe Ky/nbTypHOe CofepkaHne KOUeBOW
TPaANLMN 3a10KEHO B JaHHOM OpHaMeHTe?

Ha ocHOBe noneBbIx MCCNef0BaHUIA, MPOBEAEH-
Hbix B 2022 rogy B Maniickom n Tapbarataickom
parioHax CMHbL3sHa (BKJtOYas MHTePBbLIO € 13 Ma-
cTepamMu 1 3 aKkbiHaMW), B JaHHOW CTaTbe NPUMEHsieT-
€S aHanuTnyeckas «mopdonormyeckas knaccnbuka-
uma — QYHKLMOHAIbHaA B3aMMOCBA3b — Ky/IbTypHas
NHTepnpeTauma». KOMNiekcHoe Ncnoab3oBaHue
nKoHorpaduyeckoro MetTosa no3BoafeT cMcTema-
TMyeckn GuKCMpoBaTb 1 KnaccnbuumposaTte MOp-
bosnoruto y3opos, a NPUMEHEHNE CEMUOTUYECKOTO
noAxosa AaéT BO3MOXHOCTb IyboKon NHTepnpeTa-
LN KYAbTYPHOM CUMBOJIMKM U CMbIC/IOB, CKPbITbIX
3a OpHaMeHTaMW, C Lieblo BCECTOPOHHErO packpbl-
TS YHUKabHOM LEHHOCTU AeKOPATUBHOIO UCKYC-
CTBa JOMbOPbI.

[Jombpa 3aHMMaeT LLeHTpasbHOe MeCTO B My3bl-
KasIbHOW Ky/NbType Ka3axckoro Hapoja v paccma-
TPMBAETCA KakK O4MH U3 Hanbonee penpeseHTaTMB-
HbIX MHCTPYMEHTOB, ONNLIETBOPSAIOLW NI fyXOBHbIE
LEeHHOCTW, HaUMOHANbHYH NAEHTUYHOCTb N Ky/b-
TYPHYIO NpeeMCTBEHHOCTb 3THOCA. Eé npouncxoxae-
HWe BOCXOAMUT K r1yOOKOWN APEBHOCTU W, COrNacHO
NCTOYHUKAM, MOXeT ObITb MPOCAEXEHO A0 MOXM
paHHWX NPeAKOB Ka3axos, AaTupyemoli lll Bekom Ha-
e 3psbl [9]. B xoae MHOrOBEKOBOTO MCTOPUUECKOTO
pPa3BUTUA KOHCTPYKLMA JOMbpbI NpeTeprena 3Ha-
UnTeNbHbIE N3MEHEHUS, NPUObpeTs pasHoobpasne
$OPM N KOHCTPYKTMBHbIX pelueHnin. B coBpemeH-
HOW npakTVKe npeobnajaet ABYXCTPYHHas pa3Ho-
BMAHOCTb MHCTPYMEHTA, XOTA BCTPEYatoTCA U Tpex-
CTPYHHble Bepcuu. B Tnonorum kopnyca 4oMopbl
BbIZAENAOTCA Ba OCHOBHbIX BapuaHTa: NAOCKWN, Xa-
paKTepuU3yHLLMNCA POBHOW 3a4HEN AEKOW, N Tpy-
LWEBUAHBIM, C BbIFTHYTON CMUHKON. CyLLecTBEHHbIM
3/IEMEHTOM BapuaTMBHOCTM BbICTyMaeT Takxe Gop-
Ma rosioBku rpuda, NpeAcTaBAeHHON MHOXECTBOM
KOHUrypauuii, Bkatouas NaoCkyto, ABYriaByto, e-
6eanHyto 1 apyrue moandukaumn [3]. NogobHoe
KOHCTPYKTMBHOE 1 Mopdosormyeckoe MHoroobpa-

3ue co3gaet boratyro BU3yabHYHO OCHOBY AN UH-
Terpauum TpaguLMOHHbIX OpHaMEHTaNbHbIX MOTU-
BOB, CPeAM KOTOPbIX 0COB0E MECTO 3aHUMAET y30p
«bapaHbK pora».

TpaHcbopmaLmsa NPoOM3BOACTBEHHbIX TEXHONO-
VI OKasana 3HaunTeNbHOE BAUSIHVE Ha AeKOpaTUB-
Hble XapaKTepuUCTUKM AoMbpbI. Kak cnesyeT us nH-
TepBbto ¢ MacTepoM CyntaHom A3y, TpaguLMOHHan
TEXHWKA BbIAAN6IMBaHNSA KOPMyca U3 LeSbHOro Kyc-
Ka ApeBeCUHbl B HAaCTOsLLEE BPEMS B 3HAUUTENbHOM
CTeneHu BbITeCHEHa MeTOAO0M COOpKM M3 OTAENb-
HbIX JlepEeBAHHbIX MIAacTUH. B yacTHOCTY, BEpXHSAs
JieKa M3roTaBanMBaeTCs U3 COCHbI, Kopnyc dpopmu-
pyetca us 7 uam 9 dparmeHToB ApeBeCcuHbl akaumy,
a rpud — u3 gepeBa nepcrka. Takoe KOHCTPYKTUB-
Hoe 06HOB/IEHWE, C OAHOW CTOPOHbI, CNOCOBCTBYET
YAYULLIEHWNIO aKyCTMUYECKMUX CBOMCTB U 0bLLel cTa-
6MABbHOCTM MHCTPYMEHTA, @ C APYron — oKa3blBa-
€T HENOCPeACTBEHHOE BO3JENCTBME Ha KOMMO3W-
LMOHHbIE MPUHLMMbI Pa3MeLLeHNs OPHAMEHTOB,
cneunduKky TeXHUKM pesbbbl U MHTErpaL Mo AeKo-
paTUBHBIX 31IEMEHTOB B CTPYKTYypy Kopnyca. YKa-
3aHHble N3MEHEeHNA GOPMUPYIOT BaXKHYH Npes-
MOCbIJKY A/ AabHEWLIEro aHaan3a B3auMOCBSA3N
MeXay OPHaMEHTaJbHOM CUCTEMOM U TEXHONOMMN-
el U3roTOB/NIEHNS MHCTPYMeHTa [5].

B KyNbTypHON C1CTEME Ka3axCKOro Hapoaa JOM-
6pa obnasaeT LEHHOCTbIO, AaNeko BbIXOAsLLEN
3a paMKM My3blKaJbHOrO MHCTPYMeHTa. BbicTynas
KNHOUEBBLIM B pUTyanax (CBagbbbl, MpasgHunKm), Mex-
JMYHOCTHOM OBLLEHUN (aTBICHI) U AYXOBHOM CaMo-
BblpaXkeHWn (HappaTuBHble H6annagbl), OHa BbINOA-
HSAET Ky/JIbTYpHY GYHKLIMIO COEANHEHVS MHAMBUAA
N KONNEKTMBA, MUPCKOTO U CakpanbHOro. ViIMeH-
HO 3Ta rnybuHHas KynbTypHas CyLUHOCTb AesaeT
€€ BHEeLUHIOH BU3YyasibHYt0 GOpPMYy — OpPHaMEHT —
He MNPOCTO 3CTETUYECKMM AOMOJHEHNEM, HO BaX-
HbIM BM3YyasibHbIM f3bIKOM, HECYLLUM U Nnepejato-
MM yKa3aHHbIE Ky/JbTYpHbIE CMbICbI.

[JlekopaTuBHas cuctema 4oMOpPbI AEMOHCTPUPYET
yéTKoe pacnpegeneHune C akLeHTaMn 1 Conoauun-
HeHveM. KnroueBble 30HbI OPHaMEHTaLMK COCpeso-
TOYEHbl Ha BEpPXHEeW eKe U TblIbHOW CTOPOHE Kop-
nyca, rae B KauecTBe BU3YyaslbHOrO LEHTPa 4acTo
BbICTYNatoT GUrypaTMBHbIE MU KOMMO3ULNOHHbIE
BapuWaHTbl y3opa «bapaHbu pora». Npu¢ obbiuHO
0dOpMAAETCA HEMpPEepPbIBHON AEKOPATUBHOM NEH-
TOV U3 abCTPaKTHbLIX UM KOMMO3WLMOHHbIX UHTEP-
npeTauuii 3Toro ysopa, Torga kak rosioka rpuda,
Kak npaBuo, oTnYaeTcs 6bosee NakoOHUYHbIM An-
3ariHoM. Takoe pacnpegeneHune otpaxaet raybo-

KYHO JIOTUKY NOAYMHEHHOCTN OPHaMeHTaLMmn CTPYK-
TYPHO-OYHKLMOHANbHOW OCHOBE MHCTPYMeHTa [4].

[JekopatnBHoe odopmMaeHne 4oMbpbl CTPOro
NOAYMHAETCA KIHOUYEBOMY NPUHLMMY «3BYK B MPUO-
puteTe, GopmMa COOTBETCTBYET», JOCTMUIas TOYHOrO
COOTBETCTBMA BU3YasbHOrO BblpaXeHWs aKkycTnye-
CKOW CTPYKTYpe MHCTPYMEHTa U YCNOBUAM €ro uc-
nosib3oBaHWsA. KOHKpPETHO: BEPXHAA feKa, ABNAACH
pe30HaHCHbIM AZPOM, UMEET CTPOro KOHTPOIMpYe-
MYyt rybuHy opHameHTauuu B npegenax 0,3-0,5 cm
O/15 rfapaHTUM akycTuyeckol Bnubpaunu, npu 3Tom
4YacCTO MCMOJb3YHOTCA HACbILLEHHbIE KOMMO3MLM-
OHHble Bapuauuu y3opa «bapaHbu pora» ans co-
3/laHNA BM3YyaNbHOrO akLEeHTa; ronoBKka rpuda Kak
OCHOBHas 30Ha 3axBaTa TpebyeT 0b6s3aTENbHOIO
CKpyrneHunsa kpaes y GUrypaTmBHoON pe3bbbl, obec-
neuynsas KoOMGOPT TaKTUABHOIO BOCMPUATUS U TO-
TEMUYECKOW CUMBOVKM; TPUG, ABAAACL 06NaCTbIO
NanbLEeBOro NpmMXaTna CTPYH, YKpallaeTcs AuLlb
NAOCKMMM abCTPaKTHBIMUN NEHTOUYHBIMU OPHaMEH-
Tamu, uTo QyHAAMEHTabHO UCKroYaeT interference
C UCMONHNTENbCKOW TEXHUKOM.

CpeaAyn pasnvyHbIX BUAOB AE€KOPaTUBHOIO
opopmMaeHna ocoboe 3HaueHne NPUHAANEXNT
NCKYCCTBY pe3bbbl, TPagMLMa KOTOPOro BOCXO-
AWT K MPaKTVKe HaHeCeHNA OPHAMEHTOB Ha KO-
CTAHblE N3AEeNNA Yy APEBHUX NPEAKOB Ka3aXxCKoro
HapoJa W B JajibHellleM OpraHU4YyHO MHTEerpu-
poBanacb B PEMECNO XyA0XECTBEHHOW 06paboT-
Ku apeBecuHsbl [7]. iIMeHHO B pe3bbe opHameH-
Ta «bapaHbK pora» gaHHaa Tpagnuma noayvmna
Hanbonee KOHLLEHTPMPOBAHHOE N KaHOHNYECKM
odopMeHHOE BblpaXeHue. YCTHble cBUAeTeNb-
CTBa MacTepoB C MHOTONETHMM OMbITOM MOATBEp-
XKAArT NPeeMCTBEHHOCTb U YCTOMUYMBOCTb 3TUX
pemecneHHbIX KaHOHOB. B yactHocTu, mactep Ak-
6ap Xanvk, metoLwmii 42-nNeTHUn CTax, NOAYEPKM-
BaeT, YUTO OPHAMEHT cleayeT CTPOrMM npasuiam
nepegavu, 3aKpeniéHHbIM B NPakTUKe nokose-
HWI: «<Ha ronoeke rpuda — ctosume pora (rop-
40 MNOAHATbIE), CUMBOAM3MPYIOLLME MOYNTaHME
Heba 1 3eMan; Ha Kopnyce — 3aKpy4deHHble pora
(cMMMeTPUYHO 3aBUTbIE), OANLLETBOPAOLLIME NOA-
HOTY >XW3HW» [4]. OTK cBeAeHnA CBUAETENbCTBY-
0T O ryH6OKOW CTPYKTYPHOW MHTErpaumm opHa-
MeHTa B CUCTEMY UHCTPYMeHTa, rae mopdonorus
M NoKanmsauma y3opa He TONbKO PyHKLNOHab-
HO COOTHOCATCA C KOHCTPYKTUBHbIMW OCOBEHHO-
CTAMW JOMOPBI, HO U HECYT BM3YalN3NPOBaHHYHO
MOZeNb KOCMOJIOTMYECKUX U XXMU3HEHHbIX Npej-
CTaBNEHWNN KOUEBOW Ky/NbTypbl.
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B koueBOM LUMBMAM3ALMM Ka3aXCKOrO Hapoaa
oBLa 6bl1a He TONbKO OCHOBHbBIM MCTOUYHMKOM >KN3-
HEeHHbIX PecypcoB, HO 1 eé 06pa3 — 0cobeHHO Hawn-
6onee BU3yasbHO BblpasuTesibHble pora — TPaHC-
dopMmnpoBaCa B BaXKHbIN KyJNbTypPHbIA CUMBOJI.
CnupaneBugHble 1 N30rHyTble GopMbl HapaHbux po-
roB, BOMJOLLatOLLME CUMBOANKY CUbI, SXU3HEHHO-
ro umKna n n3obuams, akTMBHO BOCNPOU3BOANANCH
npeAKkaMu Ha pasinyHbIX apTedakTax, YTo 3a10XKM-
JIO OCHOBY WX CTaTyca Kak KJ1H04eBOro gekopaTus-
Horo MoTmBa. Ha sombpe y3op «bapaHbu pora»,
nponas 3Boatoumio, cbopMmnpOoBa CleayoLLYyHO
YETKYHO MOPDONOrMYECKYHO CUCTEMY:

1. ®urypaTuBHbIV TN

[aHHbIN TMN oTAnYaeTcs pe3bboli C BbICOKOM
CTeneHbIo peannsma, nepeatoLLiein TOUHble oyep-
TaHWA N YTOHUYEHHYIO TEKCTypy, 4TO obecneunBaet
NErkocTb BM3yasbHOro pacrno3HaBaHna. Mopdono-
rns y30pa, BEPOSATHO, HANPSMYH BOCXOAUT K UMU-
TauuMm nNpmpogHor ¢opmbl bapaHbux poros. Ham-
6osiee YacTo BCTPEYAETCA Ha TaKMX INEMEHTaX, Kak
rPUG, rae CAY>XMT akLLeHTHbIM AeKOPOM, yCUamBa-
FOLLMM TOTEMUYECKYO cMMBOAUKY (Puc. 1).

2. ABCTpaKTHbIN TUN

[JaHHbIN TMN ocyLlecTBAseTCA NepepaboTka ba-
30BbIX KpMBbIX HapaHbMX POroB NyTém CTUAN3aLUY,
rmnepbonunsaunm n reomeTpusanmnm, cossanas na-
KOHWYHbIE N PUTMUYUHBIE 3aBUTKOBbIE MOTMBBI. 10-
A0b6Has pasHOBUAHOCTb COCTaBAAET OCHOBY AeKopa
AOMOpbI, 0OCOBEHHO NPUMEHMMA A/15 HEMPEPbIBHbIX
OpHaMeHTabHbIX NOAOC Ha rpude 1 obpamaeHus
kopnyca. ¥YnpowéHHas mopdoaorna nckarovaer
MOMEeXV NCMONHUTENbCKON TEXHMKE, EMOHCTPUPYS
rapMOHMIO0 PYHKLMOHaNbHOCTU U GopMbl (Puc. 2).

3. KoMMNO3WLMOHHBIV TUMN

[aHHOMY TNy CBOWCTBEHHO MCMNOAb30BaHNe
abcTpakTHbIX UM GUTYPaTUBHBIX 3NEMEHTOB Y30-
pa «bapaHbu pora» B KayecTBe Kapkaca, coyeTa-
HWe C ApYyrMMun cumBosiiamu Grarononyumsa cren-
HOM KY/NbTYpbl: TaKUMUN Ka MOTMBbI COJIHLA, NYHbI
N pacTuTeNbHble OPHaMEHTbI, POPMUPYA CIOXKHYIO,
HO YyNOpAAOYEHHYIO BU3yanbHyto cuctemy [2]. Ta-
Kasi KOMBUHALMA YacTo BCTPeYaeTCs Ha BEPXHEN
AeKe KOpryca, YTo CO3/aéT Bblpa3nTeNbHbIN BU3Y-
anbHbIN akueHT (Puc. 3).

B 0630pe npeacTaBaeHHbIX MOPGOAOrNUYECKNX
TUMOB NPOCAEXMBAETCA IBONOLMOHHAA TEHAEHLMA
y3opa «bapaHbu pora» Ha JoMbpe — OT «peanu-
CTMUECKOrO NOAPaXXaHUs» K «abCTpakTHOMY TBOp-
YeCTBY», OT «U30JIMPOBAHHOTO CMMBOIAa» K «KOM-
MO3MLMOHHOMY NOCTPOEHUIO». [laHHas TeHAeHUMs
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OTpaXkaeT He TOJ/IbKO 3BOJIHOLMIO 3CTETUUECKOrO CO-
3HaHMA Ka3axCKOro Hapogaa, Ho 1, BEPOATHO, 06-
yCc/n0B/AeHa onTuMM3aumnen GyHKLMOHaAbHOCTH
WHCTPYMEHTa 1 noBblleHneM 3GHEKTUBHOCTM Npo-
N3BOACTBEHHbIX NMPOLLECCOB.

Y30p «bapaHbu pora» B AeKOPATUBHOM CUCTEME
A0OMbBpbI chopMMpoBan 3pesble KOMMNO3ULUNOHHbIE
MPUHLMMBI, COYeTaroWwme KyNbTYPHY HacbILLeH-
HOCTb 1 BU3YasbHYIO aZanTUBHOCTb, YTO KOHKPETHO
packpblBaeTCs yepes Tpu Nocies0BaTesbHO yray6-
NAOLWMXCA YPOBHA.

Bo-nepBbix, NPUHLMMN CUMMETPUYHOIO NOBTOPA
B MakpOKOMMNO3uLun. KntoueBble y30pbl Ha BEPX-
Hel Zeke U TbIIbHOW CTOPOHE KOpryca 4acTo pac-
nosiaratoTcs CTPOro CUMMETPUUYHO OTHOCUTENBHO
NoACTaBKM KakK BM3yasbHOMN OcK, UTO r1yboKo cooT-
BETCTBYET APEBHEN Ka3aXCKON KOCMOJOTUN «CUM-
MeTpUKn Heba 1 3eMAN» U «AyaNbHOW rapMOHUM».
OpHoBpeMeHHO, NofobHas abcontoTHO CTabub-
Has KOMMO3MLMsA NPUAAET UHCTPYMEHTY BENNYaBbIN
M raPMOHWYHBIN BU3YyasbHbIA 061K, UTO MAEalbHO
COOTBETCTBYET €r0 CakpasJbHOMY CTaTycy B pUTyasb-
HbIX NPaKTUKax, ABAASCb YHUBEPCaNbHON XapakTepu-
CTMKOW Ka3axcKoro gekopaTvBHOro mckyccrtaa [10].

Bo-BTOpbIX, MPUHLMN KapKacHOW agantauum
B Me30CTpyKType. MNpun paboTte c TaknMn acMmme-
TPUUYHBIMM 30HaMW, Kak Kopnyc (TpaneuneBna-
Hblli) 1 ronoBka rpuda (apouHas), y3op «bapaHbu
pora» NpUMeHseT KOHKPEeTHblE METOAbl — «YTN0-
BOE 3arnoJIHeHNe» (AeKop Yrn1oBoro NpocTpaHcTea)
N «KOHTYpHOE cnejoBaHme» (OPHaMEHT NOBTOpsET
ouepTaHus obbekTa), — AocTuras 6eCcllOBHOM WH-
Terpauum gekopa c dopmon HocuTens. brarogaps
yYeMy y30p He NacCMBHO «pPa3MeLLaeTCs», a akTUB-
HO «aflanTpPYeTCA», UTO rapaHTUpyeT OpraHnyHoe
€[ MHCTBO Jlekopa W CTPYKTYpbl o6bekTa.

B-TpeTbunx, NpMHLUMN NAaBHbIX KPUBBIX B MUKPO-
dopmax. OCHOBbIBasACb Ha MJ1aBHbIX S-06pa3HbIX
n C-06pasHbIX NIMHUAX, OpHaMeHT GOpPMUPYET BU-
3yaNbHbI PUTM, BCTYNawOLWMA B CTUANCTMYECKOE
€/MHCTBO C 06TekaeMbIMW OUepTaHUAMM Kopryca
AoMbpbl. OcOH6EHHO BbIPa3nNTeNbHO NPOABAAETCS
BHYTPEHHSASA AMHAMMKa KOMMNO3ULMWN: BOCXOAsLLee
HanpsaxeHue «B3Abl6JI€HHbIX POroB» Ha roJ0BKe
rpuda N MHTPOBEPTHaA CBEPHYTOCTb «3aKPyUeHHbIX
pOroB» Ha KOpMyce He TOJbKO OTChIIAT K XKM3HEH-
HOW 3HEPrnn 1 ABUXKEHMNIO, HO Y OKa3blBaOTCA CO-
3BYUHbl ME0AMYECKON TEKYYECTM N aKyCTUUECKUM
nepesnvBaM UHCTPYMeHTa. Taknum obpa3om peanusy-
etca addekT cMHecTe3nn — B3aMMOMNPOHNKHOBEHMSA
BM3YyaNbHOrO 1 ayAuanbHOro socnpuatma [3, c. 92].

B o6obLwatoLem niaHe KOMNO3ULMOHHas op-
raHusauma ysopa «bapaHbu pora» npegcraeT Kak
MHOrOypOBHeBasa CUCTeMa, BKaroYarolwas B cebs:
MaKpOypOBeHb CUMMETPUN 1 MOpPsALKA, ME30YpPO-
BEHb KOHCTPYKTUBHOTO COOTBETCTBUA GOPMbI 1 HO-
CUTENs, U MUKPOYPOBEHb KPUBOJANHENHOTO pUTMa
W nnactukn. Takas CTPYKTypa He TONbKO peluaet
3alaun AeKkopaTMBHOrO 0GOPMIEHUSA, HO U CTYXXNUT
BM3Yya/ibHOW penpe3eHTaumein MMpPONoOHNUMaHWA Ka-
3axXCKOro Hapoja — ero HaboaeHN 3a NPUPOA-
HbIMW LMKAaMK, NPeaCcTaBAEHUNI O KOCMOOrnYe-
CKOM MopsijKe 1 BOCXBaNE€HUSA XXNUIHEHHOWN CUAbI
KaK MepBOOCHOBbI ObITHS.

Mopdonorusa n nokanmsaymsa ysopa «bapaHbm
pora» Ha 4OMb6pe BbIXOAAT 38 PaMKM YMCTO 3CTETUYE-
CKOW cdepsbl, COCTaBAAA «TEXHONOTNYECKUI AN3aliH»,
ry6oKO MHTErpUPOBaHHBIV C aKyCTUUECKMMU Xapak-
TepUCTMKaMM MHCTPYMeHTa. MexaHW3M AaHHOro co-
OTBETCTBMSA MPOABAAETCA B TPEX OCHOBHbIX acrekTax:

1. MexaHn3M aKkyCcTMUYEeCKON ONTUMU3aLIMM pe3b-
6bl Ha BepxHen geke. MacTepa peryavpyroT peso-
HaHC Yepe3 TOUHbIN KOHTPOJIb FYHOUHBI U MAOTHO-
CTW pacnpegeneHuns ysopa. a1 KOMNO3MLMOHHBIX
BapvaLmii y3opa «bapaHby pora» Ha BepxHeWn geke
Kopryca NOBCEMECTHO MPUMEHSETCS CXeMa «paspe-
>KEHHOE B LieHTpe — MNJIOTHOE MO KpasmM». AKyCTU-
yeckas Norvka 3akirovaeTca B C/eyroLLeM: LieH-
TpasibHasi 30Ha BepXHel AeKn ABASETCS OCHOBHOM
obnactbro BUHpaLuw, rae paspexxkeHHas pesbba Mak-
CUManbHO coxpaHseT ceoboay konebaHuii; Toraa
Kak nepudepuiiHble 061acT OTHOCUTENBHO CTa-
6UNbHBI, 1 NOBbIWEHHasA NMJIOTHOCTb Pe3bbbl, Bbl-
NOJHAA fEKOPATUBHYH GYHKLIMIO, OAHOBPEMEHHO
YMEPEHHO YCUAMBAET XECTKOCTb FpaHuL, TeM ca-
MbIM HanpasAAs 3ByKOBble BOJHbI K GOpPMMpPOBa-
Huto 6osiee PaBHOMEPHOIO U CKOHLEHTPUPOBaAH-
HOro pe3oHaHca Ha MOBEePXHOCTW Aeku [6, c. 23].

2. MexaHun3m obecneueHnsa MexaHunueckoro bHa-
NlaHca 3a CYET OTCYTCTBMSA OPHaMEHTaLUM Ha roJoB-
ke rpuda. B npoTMBOMNONOXHOCTb MHTEHCUBHOMY
AEeKopy kopnyca, ronoeka rpuda, kak NnpaBuio, 13-
roTaBJANBAETCA U3 NJIOTHOW Le/bHON ApeBeCUHbI
N OCTaéTCs He 3a/,eKopupoBaHHON. MNogo6HOe KOH-
CTPYKTMBHOE peLleHne HanpaB/ieHO Ha yBeanye-
HVMe MacCbl B BEPXHEN YacTW MHCTPYMEHTa, UTO CMOo-
COb6CTBYET ypaBHOBELLMBaHWIO JOMOPBI NpU Urpe,
MOBbILLIAET YCTOMYMBOCTb YAEPXKaHUA U NpesoT-
BpalLaeT cMeLleHme LeHTpa TaxecTu. Takas Mepa
MOJIHOCTHHO COOTHOCUTCS C OCHOBOMOJ/IaratoLwumMm
NPUVHLMNAMWN MEXaHNKN My3blKaNbHbIX UHCTPYMEH-
T0B [9]. Takum 0b6pa3om, OTCYTCTBME OpHaMEHTALMM

BbICTYMaeT He Kak HeJOCTaToK, a Kak OCO3HaHHbIM
3/1EMEHT MHXeHepPHOM GYHKLMOHaNbLHOCTH, CMOo-
cobCTBYHOLLMI ONTUMM3ALLMM NCNIONHUTENBCKIMX Xa-
paKTepUCTUK MHCTPYMEHTA.

3. AMnupunyeckme faHHble MacTepoB npejo-
CTaBAAIOT KNOUEBOE MOATBEPXKAEHME YKa3aHHbIX
MexaHn3MoB. COrnacHO CPaBHUTENbHBIM UCMbITa-
HMAM, NPOBeAEHHbIM MacTepom Akbapom Xanum-
KOM Ha UAEHTUYHbIX 0bpa3uax ApeBeCchHbI, JoMmbpa
C afanTUBHbLIM Y30pOM «HapaHby pora» AeMOHCTPK-
pyeT npnbansmtenbHo Ha 12 % 6onee BbICOKYHO pe-
30HaHCHY10 3QPEKTUBHOCTb — MPOABAAIOLLYHOCSA
B YCUAEHUM TPOMKOCTU U YBENUUEHUMN ANNTENBHO-
CTW CycTeiHa — MO CPaBHEHWMIO C MOJIHOCTLIO FNaj-
KUM Kopnycom 6e3 opHameHTa [8].

Takxe CTOUT OTMETUTb, YTO AeKOop AOMbPbI OT-
HIOZb He SBASETCA MOBEPXHOCTHOM BU3YalbHOM
nrpoi. PacnonoxeHune, Haanume Ui oTCyTCTBUE
n MopdOoIorns ero y30poB NPeAcTaBAsatOT COH0
€CTEeCTBEHHbIN pe3yabTaT rnyboKoW MHTerpaumm
C aKyCTUYeCKOWN CTPYKTYpOU 1 MexaHn4vecknm ba-
NaHCOM MHCTpyMeHTa. HacTosliee nccnegoBaHmne
IMNUPUYECKN JEMOHCTPUPYET, UTO y30p «bapaHbu
pora» n3Ha4anbHO ABAAETCA CTPYKTYPHbIM KOM-
MOHEHTOM aKyCTUYEeCKON cUCTeMbl 4OMbPbI, YTO
B KOHEYHOM UTOTe peasiv3yeT OpraHUYHbIN CUHTES
NpPaKTNyYeckon GYHKLMM N 3CTETUYECKOW LIEHHOCTM
Ha ypoBHe MaTepuanbHOro obbekTa.

Mopdonorus y3opa «bapaHbu pora» Ha jomMbpe
dopmmpyeTca He B rpadunyeckmx 3cKmnsax, a Hemocpea-
CTBEHHO B MpoLiecce py4HOro TpyAa Mactepa, rae oHa
COBMECTHO CKNaZblBaeTCs U Pa3BMBAETCA BO B3au-
MOZJENCTBUM C KOHKPETHBIMU MHCTPYMEHTaMW, MaTe-
pvanamm 1 TeEXHOJOrMYEeCKMMM 3TanaMm U3rotToene-
Hus. Mog06HOe CKBO3HOE «KUBOE B3aUMOZENCTBME
NMPOHW3bIBaET BECb NMPOU3BOACTBEHHbBIV LKA, Onpe-
aenss cneundurky opHaMeHTaNbHOro BOMAOLLEHUS.

Bo-nepBblx, BU3yasbHbIA CTUb y30pa «bapaHbu
pora» NpsaMoO KOppeNmpyeT C XxapakTepmncTukamm
NPUMEHSAEMbIX PEXYLLNX MHCTPYMEHTOB U C CUCTe-
MOW TEXHUYECKMX MPUEMOB, BblpaboTaHHbIX B NPO-
Lecce pemMecieHHOW npakTuku. JaHHblin dakTop
NPOABASETCA B TPEX KJHOUEBbIX acnekTax:

1. XapakTepHble 3aBUTKOBble MOTMBbI Ha JOM-
6pe co3aarTCca C HEMOCPEeACTBEHHOW 3aBUCUMO-
CTbHO OT Habopa NOAYKPYI/bIX CTaMECOK Pa3IM4HOMN
KpWBU3HbI. [lBU>XKEHWe 3anaCcTba MacTepa U KpUBU3-
Ha NIe3BMNA CTaMECKM COBMECTHO OMNpPeAensatoT Kpu-
BU3HY, FyBUHY 1 NAaBHOCTb KPMBLIX Y30pa «bapa-
HbW pora», UTo Aenaet «abcTpakTHbie» BapuaLmm
y30pa no cBoen cyTn Hanbosee afanTMPOBaHHOM
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K npoueccy pe3bbbl GopmMoin, ya06HOM Ans ynpas-
JIEHVA UHCTPYMEHTOM U 3PPEKTUBHO CO3AatoLLEN
Bblpa3nTenbHble AnHUN [7].

2. lna coefmHeHNsA reoOMeTpUUYecKuX 31eMeH-
TOB W NPAMbIX IMHWI B «<KOMMO3ULIMOHHOM> Y30pe
KJOUYEBbIM UHCTPYMEHTOM CAYXUT NpAMas ctame-
cka. dusmueckre CBONCTBa MHCTPYMEHTA NpuaatoT
OpHaMeHTYy NIoKaNbHble YETKNE TPaHN 1 reomeTpu-
3MPOBaHHYIO HanpaB/eHHOCTb, CO34aBas BM3yasib-
HbI PUTM C KOHTPACTOM MJIaBHbIX U pe3knx ouep-
TaHWM, COYETaHMEM XXECTKOCTM U MAFKOCTU.

3. TenecHas namATb Kak MeXaHWU3M yCTONYM-
BOCTM WM BapMaTMBHOCTU PEMEC/IEHHON nepeaaun.
B npakTukKe OMbITHbIX MacTepOB, AOCTUTLLUX Bbl-
COKOrO YypOBHS NpodeccnoHannsma, TeXH1Ka mnc-
NoJHeHUs y3opa «bapaHby pora» popmupyeTcs
He Kak MexaHun4eckoe BOCMpoun3BeAeHMe 3ajaH-
HOro yepTexa, a Kak pe3ynbTaT MHOXEeCTBEHHO-
ro NOBTOPEHMS, NPUBOAALLETO K GOPMUPOBaAHNIO
YCTOMYMBOMN MbllleYyHol namatu [1]. B pesyabtaTte
pe3bba npmnobpeTtaeT xapakTep MHTYUTUBHO OCA-
32eMOrO «TaKTUIbHOIO 3HaHWs», MPU KOTOPOM ABU-
>XeHWe MHCTPYMEHTa HanpaBAfeTCs He PacyEToMm,
a TesleCHO 3akpenaéHHon npmusblukon. MNMosobHas
TexHWKa obecrneunBaeT OAHOBPEMEHHO /Ba KO-
yeBbIX 3dpdeKTa: C OAHOW CTOPOHbLI — COXPaHEHNe
YCTOMYMBOCTW BU3YaNbHOTO CTUAS U PeMECIEHHON
TPaANLUKN NPU MEXTOKONIEHHOW Nepeaave; C Apy-
rol — coxpaHeHve UHAMBUAYa bHOrO aBTOPCKO-
ro noyepka, NpUAaoLWero KaXxaoMy U3Leaunto TOH-
Ky HEMOBTOPUMYH YHUKaNbHOCTb.

Bo-BTOpbIX, CNOXHOCTb U AeNKAaTHOCTb OpHa-
MEHTALMN OKa3blBatOTCA BCTPOEHHbIMW B O6LLYHO
JIOrMKY NPOU3BOACTBEHHOMO NPOLLECCa, NOAUNHAACH
NPVHLMNaM BPEMEHHON YNopsaA0YEeHHOCTM 1 pa-
LumnoHanmsauum Tpyaa. Pe3bba, kak npaBuo, ocylue-
CTBJSIETCA HA CTaAMM MeXAYy GOpPMUPOBaHMEM Yep-
HOBOV 3aroTOBKW KOpryca U YCTaHOBKOM BEpPXHe
[,eKM, UTO CO34aéT YHMKaNbHOE «BPEMEHHOE OKHO>,
npuAaroLee opHaMeHTaLum cTaTyC CaMoCToATe b-
HOro 3Tana, BCTPOEHHOrO B KOHCTPYKTUBHYHO Lienb,
a He GMHaNLHOrO JeKopaTUBHOrO JOMNOAHeHWs [5].
OfHOBPEMEHHO C 3TUM NPOW3BOACTBEHHAs NpPaKTUKa
Hak/aAblBaeT OrpaHNYEeHNA Ha U3ObITOUHYHO CIOXK-
HOCTb pe3bbbl: NpeAnoYTeHME OTAAETCS abCTPAKTHLIM
1 KOMMO3ULMOHHO YNopsA0YeHHbIM MOTMBaM, CO-
YeTaroLMM AeKOPaTUBHYHO BbIPa3nUTENbHOCTb C TeX-
HoNorMYeckom 3dpPekTMBHOCTbIO. Takol TN OpHa-
MeHTa chopMMpOBasCs Kak pe3y/bTaT yCTOMYMBOro
nouncka HbanaHca MexXay 3CTETUYECKOW HaCbILLEHHO-
CTbtO M 3KOHOMMYECKOW LLeNeco0bpa3HOCTbIO.
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B-TpeTbux, CKpbITas, «HesABHas CUCTEMA 3HAHNI»,
XPaHALLAACA B peMeCIEHHOM CO3HaHWUM MacTepa, Bbl-
cTynaeT GUHaAbHbIM MHTErPaTOPOM BCEW NPOU3BOA-
CTBEHHO-ZEKOpPaTUBHOW ornku. Kak noguépkumsaet
MacTtep Akbap Xanuk: «Ha ronoske rpuda — cros-
ume pora, Ha Koprnyce — 3aKkpy4YeHHble pora», —
nosobHble BepbasbHble OPMYJibl OLHOBPEMEHHO
HecyT B cebe 1 KyNbTypHO-CMbICIIOBYO HarpysKky,
N GYHKLMIO TEXHONOTMYECKUX UHCTPYKLMIA, Npes-
nucblBas BbIOOP OpHaMeHTaNbHbIX GOPM U TEXHUK
WX UCMONHEHWS B 3aBUCUMOCTU OT KOHCTPYKTMBHOM
yactu nHcTpymeHTa [9]. OgHako, HecMOTpA Ha cyLle-
CTBOBaHMe TakMx KAHOHOB, OKOHUYaTeNbHOE pelle-
HWe Npu HaHeceHW y3opa GOPMUPYeTCA CUTYaTUB-
HO: YHWKa/bHble CBOMCTBA ApPeBeCKHbI (Hanpumep,
CyUKM UAK TeKCTypa) TPebyoT MHTYUTUBHOTO Bbl-
6opa — 060K, 3aMackMpPOBaTb UAM OPraHUYHO
BKJAKOUNTb B KOMMNO3MLMIO. [laHHas uMnNpoBm3aLm-
OHHas NJaCTUYHOCTb, OCHOBaHHas Ha PEMEC/IEHHOM
OrbITe, BOM/IOLWAET COBOW XMBYH B3aMMOCBA3b Me-
XAY TEXHONOTMEN N OPHAMEHTUKOW.

CnepoBaTenbHo, Mopdonorus ysopa «bapa-
HbW pora» Ha AoMbpe ABNAETCA Pe3yNbTaTOM CO-
BMECTHOTO BO3ENCTBUA PEXYLLMX UHCTPYMEHTOB,
XapaKTePUCTUK APEBECUHbI, MPOU3BOACTBEHHOIO
npouecca 1 3HaHUI MacTepa. 3TO He MaccMBHOe
yKpalLeHWne, a aKTUBHOE NOPOXAEHME, HENPEPLIBHO
BeAyLlee «Ananor» ¢ PasinyHbIMU TEXHONOTUYECKN-
Mu bakTopamum B npouecce nsrotosaeHus. men-
HO nogo6Has rnybuHHas orvka B3aMMoaencTBuA
obecneurBaeT cnoCOBHOCTL Y30pa He TO/IbKO opra-
HWYHO Npowun3pacTaTb Ha ZOMOpe, HO N 3P dEKTMB-
HO NMPOM3BOAUTLCS, OCYLLLECTBAAA TEM CaMbIM Me-
pexoa OT «MPOeKTHOro pPUCYHKa» K OpraHuyeckom
4yacTh 6bITUA UHCTPYMEHTa.

ABNAACH KOHLEHTPUPOBAHHBIM CUMBOJIOM Ka-
3aXCKOW Ky/bTypbl, y30p «bapaHby pora» Ha JOM-
6pe npeacTaBaseT coboi He TONbKO AeKopaTuB-
HOE MCKYCCTBO, HO W XXMBOW «COLMAbHbIN A3bIK»,
KOTOpPbIA Yepe3 cBO MOPGdOOrMI0, KOMMO3n-
LU0 N KOHTEKCT MCMO/b30BaHNA akTUBHO y4acT-
ByeT B GOPMMPOBaHNMN N YKPEMNEHUN KYNbTYPHOWM
WAEHTUYHOCTM 3THOCA.

B KOHTeKCTe coumanbHbIX pUTyanoB OPHaMEHT
«bapaHbW pora» Ha AoMbpe yTpaunBaeT GyHKLMIO
CTaTUUYHOTO YKpPaLLEHWs 1 NPEBPALLAETCs B aKTUBHbIN
BW3YyabHbIV LEHTP KYAbTYPHbIX NPakTVK. Ha ainTbl-
ce foMbpa, yKpalleHHas 3TMM Yy30POM, CTaHOBUTCA
He TONbKO My3blKalbHbIM UHCTPYMEHTOM, HO U 3Ha-
KOBbIM 2/1€MEHTOM, BM3ya/lbHO KOHLEHTPUPYHOLLIMM
HalMOHabHble CMbICAbI (OTBary, MyApoCTb U 3THU-

yeckoe JOCTOMHCTBO). Takas puTyanusmpoBaHHas
AEMOHCTPaLMs yCUAMBaEeT CBA3b OPHaMeHTa C K-
YeBbIMM LLEHHOCTSIMM Ka3aXxCKOW KynbTypsbl [2].

Bo Bpems BaXHbIX XM3HEHHbIX 3TanoB (CBajb-
Obl, 06psAAbl pOXAEHNS) JOMBpPa C 3TUM Y30POM
BbICTYMaeT CBA3YIOLMM 3IEMEHTOM MeXAy -
HOM CyAbOOW 1N KONNEKTUBHOM Tpaauumen. B Ta-
KUX CAy4Yasix MHCTPYMEHT CTaHOBUTCA «buorpadu-
yecknuMm aptedakTom», Ubs fekopaTuBHaa Gopma
oborallaetcs HOBbIMU CIOSAIMU NaMATU U CUMBO-
JINYeCKOM 3HaUMMOCTK.

MocTosHHOE MpUCYTCTBME Y30pa Ha AoMbpe ur-
paeT BaXKHYH0 pob B Nepesaude KyabTypPHbIX KOAOB.
C paHHero Bo3pacTa peb&HOK ycBanBaeT BM3yab-
HbI 06pa3 opHaMeHTa yepes TaKTUbHbIN U 3pn-
Te/IbHBIA OMbIT, B paMKax CEMEeNHOW 1 OB NHHOW
cpeabl, UTo obecneunBaeT HeMpPepPbIBHYH TPaHC-
NAUMIO 3THUYECKMX 3HaHMI 6e3 onopbl Ha NUCh-
MeHHY0 dopMy, NpeBpaLLas JOMOPY B NOABUX-
HOW HOCUTENb KYJbTYPHOM NamaTu.

B ycnoBumsx ycuavBatoLLerocs KybTypHoOro obme-
Ha coxpaHeHwue TPaANLMOHHOrO y30pa CTaHOBUTCSA
aKTOM OCO3HaHHOr0 3THNMYECKOro CaMOoyTBepXKae-
Husi. OpHaMEHT C/IY>XUT YCTONUMBBIM CUMBOJIOM
NPUHAANEXHOCTU K KyJbType, Co3saBas BUAUMYHO
TOYKY OMNOpbl B M3MeH4YnBoM mupe [8].

Takum obpazom, y3op «bapaHbu pora» Ha JOM-
6pe npepacraBaseT co60i MHOFOCAOMHBIN COLMO-
KY/ZIbTYPHbIA CUMBOJ: OH GUKCUPYET ITHUUECKYHO
NAEHTUYHOCTb, aKTUBU3MPYETCs B PUTYasIbHbIX Aei-
CTBUAX U MOAAEPXKMBAET NPEEMCTBEHHOCTb KY/lb-
TYPHOW TPaaMLmMmn Ka3axckoro Hapoga.

KynbTypHble UCTOKM y30pa «bapaHbu pora» BOC-
XOAAT K apXan4yeckoMy TOTEMU3MY NPeLKOB Ka3ax-
CKOro Hapoga [6]. B TpaguumoHHoN cucteme Bepo-
BaHWI OBLa TPAHCLIEHAMPOBaa CBOK YTUINTAPHYHO
pOJib UCTOYHMKA XMN3HeobecneueHus, obpeTas ca-
KpanbHbIA cTaTyc. bapaHnin por, Bonowas KoH-
LLEHTPaLMIO CWUJIbI, 3aLLUTLI Y XKM3HEHHOW 3HEpruu,
6narofaps ynpyrow n yctpeMaéHHon Beepx Mopdo-
Nornn, BOCMPUHMMANCA Kak 3puMoe BOMJOLWEeHNE
bepTUaAbHOCTY, BUTaNbHOW CUbI U MPOLBETAHNSA
poaa [8]. laHHaa aHanorna n cakpannsaums, yxo-
AALLAs KOPHAMW B apXxanyeckoe MbllieHne, co3ja-
IV NepBOHaYabHbIN AyXOBHbIA NUTaTE/bHbIA Cy6-
CTpaT A5 BO3HWKHOBEHMS y30pa «bapaHbu pora».

CakpanbHas npvpoga y3opa «bapaHbi pora» TeCHO
CBfi3aHa C LWaMaHUCTCKMM MUPOBO33PEHMEM, Pacrpo-
CTpaH&HHbIM CpeAM Ka3axoB. B gaHHOW Tpaauumm pora
BOCMPVHUMANCh Kak CcakpasibHas eCTHULA, Coeam-
HAtOLLLAA HEOECHbIV, 3eMHOW 1 YeNoBEYECKMIA MUPbI,

MeAnyM Ans obLeHns WwamaHa ¢ gyxamu [4]. HaHe-
CeHue 3TOro CMMBOAA Ha AOMOpPY NpUAAET MHCTPY-
MEHTY pUTyasbHOE 3HaueHwue, a ero 3ByK B KOJNEK-
TUBHOM CO3HaHWM NPUOBPETAET CMbICA CaKpasibHOM
TpaHcnaumm. Takum obpasom, JoMbpa npespaLLaeTcs
13 yTUANTAPHOrO 06beKkTa B PUTYyasbHbIA HOCUTEND,
COEAVHSIOLLMIA MUPCKOE 1 caKkpasibHOe.

B koueBOM 6bITY OBL@ CyXWMaa OCHOBOWN BbIXKU-
BaHWA 1 CUMBOJIOM 6/1arocoCTOAHMA, UTO BO3BE/IO
>XXMBOTHOE B paHr punocodckoro KoHuenTa. Pora,
KakK HeyTUAMTapHas YacTb, B MpoLiecce CUMBOINYE-
CKoW TpaHcdhopMaLmm CTanm 3HakoMm baarogapHoCTu
N NoYUTaHUA XM3HU. DUrypHble y30pbl Nepesarot
LLEHHOCTHOE OTHOLLUEHME K XXMBOTHOMY; abCTpakT-
Hble GOPMbl OTPaXKatOT AMHAMMUKY ABUXKEHUA CTaj
N CTPeM/IEHME K NPOLBETAHNIO; KOMMNO3ULIMK C pa-
CTUTENbHBIMU MOTMBaMU BU3YaU3NPYHOT UAEH rap-
MOHWW MEXJAY YesI0BEKOM, CKOTOM W npupogomn [5].

Konopuctnueckas cmcrema ysopa «bapaHbu
pora» Ha goMbpe cnesyeTt 3CTETUUYECKOMY MPUH-
LMny «noYnTaHue ecTeCTBEHHOrO LiBETa MaTte-
puana, caep>KaHHOe MUCMOoJ/b30BaHMe aKLLeHTHbIX
KOHTpPacToB». JlaHHbI NPUHLMM TOYHO OTpaXa-
eT BONCTBEHHYIO MPUPOAY Ka3axCKOro xapakre-
pa, CoueTaloLyo CAeP>XKaHHY ryOuHY 1 cTpacT-
HYHO 3KCMPeCCUBHOCTb.

CornacHo nonesBbiM HabaogeHUAM, Noaas-
nsawowee 60AbWINMHCTBO Y30pOoB «HbapaHbW pora»
Ha JOMOpe CoXpaHAIT eCTeCTBEHHbIN LBET Ape-
BeCUHbI (Puc. 4), uto oTpaxaet rnybokoe yBaxe-
HWe K MPUPOAHbIM MaTepuanam 1 3CTETUYECKYHO
ayTeHTUYHOCTb. B TO e Bpemsa Ha gombpax, nc-
NoJib3yeMblX B PUTYyasibHbIX KOHTEKCTaX, TakMX Kak
cBaAbObl M Npa3sHecTBa, MacTepa TOHKO NoAuép-
KMBaKT KOHTYpPbl y30pa MUHEPANbHbBIM MUTMEH-
TOM M3 OXpbl, CO3JaBas KAaCcCUYeCKyo LiBETOBYHO
CXeMy «JepeBsHHas OCHOBA C aNbIMW aKLeHTaMm»
(Puc. 5). B ka3axckoW Ky/ibType KpacHbI LiBET Bbl-
XOAMUT 3@ paMKW NpasgHUYHON CUMBOANKHN, ONN-
LLeTBOPSSA OrOHb, COJIHLLE, XU3Hb 1 Baarononyuue,
yCUaMBas cakpasbHOCTb Y30pa, O4HOBPEMEHHO Bbl-
paxkas 3alUWTy OT 3/blX CUJI, MOXeNaHVe npoLBeTa-
HWUA N NCKPEHHIOK Nt060Bb K BbiTuo [10].

Takvm 06pa3om, Konopuctuka yaopa «bapaHbm
pora» NpeoAoNeBaeT YNCTO BM3yasbHOE yKpaLlaTeb-
CTBO, CTAaHOBSACh TLLATENbHO KOAUPULMPOBAHHbIM 513bl-
KOM 3MOLIMIA. Yepes 3CTeTnYeckoe HanpsixXeHne MexXay
CAiepXXaHHOM eCTeCTBEHHOCTbIO GOHa U NAaMEHHOW
WNHTEHCUBHOCTbIO CHOKYCUMPOBAHHbBIX akLLEHTOB OCY-
LLeCTBASETCA LLIEeHHOCTHOE BblPaXKeHWEe U KyNbTypHas
burkcaumsa kKNoYeBbIX IMOLMOHANbHbIX KOHLLENTOB
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Ka3axckoro Hapoga — 6aaroroBeHuns nepes npupo-
4OV, TMMHOB >W3HW 1 KOJJIEKTUBHOTO IMKOBaHUS.
lNpoBeaéHHoe ncciesoBaHe CUCTEMHONO aHaan-
3a y3opa «bapaHbu pora» Ha JOMbBpe PackpbIIo ero
KaK KOMMIEKCHYH CMMBOANYECKYHD cucTemy, rnyboko
YKOPEHEHHYHO B TKaHW Ka3axckol KOUeBON LiBWAN3a-
LMW, CUHTE3MPYHIOLLYHO BU3YasbHYHO pernpe3eHTaLmio,
OYHKLMOHANbHYIO afanTaLuio U KyAbTyPHYHO IOTUKY.

OCHOBHbIE BbIBOAbI MOTYT ObITb CBEAEHbI K Cle-
AYHOLNM MOAOXKEHUAM:

Bo-nepBbix, y30p «bapaHby pora» B Mopdonormye-
CKOW cucTeMe AOMOpbI MpescTaeT He NPOU3BOJIbHbLIM
yKpaLleHWeM, HO nepapxXmyecku CTpYKTypUpoBaHHOM
dbopmoit, oxBaTbiBatOLLLEN AMana3oH OT GurypaTme-
HOW peanncTnkm Ao abCTPakTHO-KOMMO3UTHON CUM-
BOJMKM. [laHHbIA CNeKTp He TOIbKO OTpaXkaeT 3a-
KOHOMEPHOCTM Xy0XKeCTBEHHON TpaHchopmauuu,
HO W CBMAETENbCTBYET O Nepexose Kazaxckon Bu-
3yaNbHOW BblPa3UTeNbHOCTU OT HaTypaaUCTUUECKO-
ro NoApaXKaHUs K KOHLLeNTyanbHOM 3HaKoOBOCTH [9].

Bo-BTOpbIX, AeKOpaTBHAA NpakTuKa y3opa GyHK-
LIMOHMPYET Kak hopMa TEXHONOTMYECKOTO MblLLIEHUS,
B KOTOPO MOPdOOrns, KOMMO3NLMA 1 TEXHWKA Pe3b-
6bl HaXOAATCA B HEPA3PbIBHOW CBA3M C akyCTUKOW, Me-
XaHUYeCKUM HanaHcoM 1 MPOM3BOACTBEHHBIM LIMKIOM
WHCTPYMeHTa. 3TO [,0Ka3bIBAET, UTO B KOHCTPYKTUBHOM
norvike JoM6pbl OpHaAMEHT U GYHKLMA He NPOTUBO-
CTOAT APYT APYTY, HO CYLLECTBYHOT Kak COMPsXKEHHbIe
1 B3aMMO3aBUCUMble acrneKTbl LIeNOCTHOW cUcTeMbl [5].

B-TpeTbux, B KyN1bTYPHOW NepcnekTuBe y3op
«bapaHby pora» BbIABAAETCA Kak 3HAaKOBbI/ BU3Y-
aNbHbIN KOA, KOHAEHCUPYIOLWMIA B cebe naacT 37-
HUYECKMX CMbICNIOB — OT LUAMaHMCTCKUX U TOTEMU-
yeckmx NpeacTaBAeHNA 40 GMA0COPUN KOUEBOTO
6bITa 1 coLManbHON NAEHTUYHOCTU. BbicTynas Bu-
3ya/ibHO-3HAKOBbIM MeAMaTOPOM caKpasibHbIX U No-
BCEAHEBHbIX 3HAUEHWI, OH OCYLLIECTBAAET HENPEpPbIB-
HYH KY/NbTYPHYHO TPaHCAALMUIO CKBO3b NOKOJEHMWSA
W puTyanbHble GOpPMbl KONNEKTUBHOM NamaTy [8].

B 3akatoUeHMN OTMETUM, UTO OCHOBHOE 3Ha-
YeHMe HaCTOoSALLLEero NCCNes0BaHNsA COCTOUT B Npe-
OA0/IEHUMU TPAAULMOHHOIO NPOTUBOMOCTaBAEHMS
«3ByKa 1 GopMbl» NyTéM GOPMUPOBAHNSA aHANNTU-
yeckow Tpragbl «Mopdonorns — GyHKLUA — KyJib-
Typa», packpbiBatoLLLEeN NX B3aMMOAOMONHAEMOCTb.
YcTaHOB/IEHO, UTO OPHAMeHT AOMBpPbI — He AeKo-
paTMBHOE JOMONHEHME, @ OpraHnyeckas 4yactb eé
LLEHHOCTU Kak 06beKTa HEMaTepuaabHOro KyabTyp-
HOro Hacneams. PackpbiTe CUMBOJIMYECKON CU-
CTeMbl y30pa No3BonseT yraybuTb NnoHMMaHue ¢u-
nocopun popMoobpazoBaHUA U HaLMOHANBHOTO
JlyXa Ka3axckoro 3THOCa, a BbIiBNEHHasA Koppens-
LM MEXAY OPHaMEHTOM U GYHKLIMOHANbHOCTbIO
WHCTPYMeHTa GOpMUpPYET HaYUHYH OCHOBY ANs CO-
XpaHeHns Tpaamumn B pectaBpauun, penamkaumm
1 MHHOBALMOHHOM Au13aiHe. TemM caMbIM nccneso-
BaHMe CNOCOBCTBYET XM3HECNOCOBHOW nepesaye
Ky/IbTYPHOTO HacneAna B COBPEMEHHbIX YCIOBUSAX.
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