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AJli¥bl CE3
NMPEANC/NIOBUE
PREFACE

«KewneHOIHIH ©3iH-63( ce3iHyiHOe2l b6a-
Cmeicbl — akukammelH alikbiHObIIbIFLI, KO
xemimouniei. On ywiH aneymemmik canaoa
faHa emec, maburamma, COHbIH (WiHOe fa-
1am0a 0a XKacelpblH, «MbelJICbIM» KynUsaaap
JKOK».

M. M. Sye308 «3Hkuduada: kewnesi xaHe
omeipsiKWbl 31emM0OepliH bipaiai
MmaceneciHe. KewneHouiep. Scmemuka».

«[1agHoe 8 camoowjyuweHuUU Ko4e8HUKA —
o4yesudHocMb, 00OCMyNHOCMb UCMuHsl. Jns
Hez2o0 He cywjecmesyem CKpbimeblx, «nomy-
CMOPOHHUX» MAalH He MOJIbKO 8 Coyuasb-
HoU ccpepe, HO u 8 npupode, skaro4yas Bce-
JIEHHYHO».

M. M. Aya3zo8 «3Hkuduada:
K npobsieme eQUHCMBA MUpPO8 KO4eBbs
u ocedsnocmu. KodesHuUKkU. Icmemuka».

The main thing in the nomad'’s self-perception
is the obvious, the availability of truth. For
them, there are no hidden, «otherworldly»
secrets, not only in the social realm, but also
in nature, including the universe».

M. M. Auezov «Encidiada: on the problem
of the unity of the worlds nomadic and
sedentary. Nomads. Aesthetics».

SnurpadTbiH, MafblHacbl OCbl BacblLibIMFa EHFi3inAreH
MaTepuaniblH, TYKbipbIMAAaMablK Ma3MyHbiH 60.-
Xanapl. Kasak MageHWeTiHIH, benrinepi MeH HbllwaH-
Japbl YATTbIK, CanT-A3CTYPAIH Heri3i >XaHe YATTbIH
Giperennik caMkecTeHAipy ©3€eriH cakTalTblH, onap-
AblH, Tapyxu AVHaMKKaZasbl MEH eMipLUEHAIriH an-
KbIHAANTbIH TyPaKTbl STHOMBZAEHW HbllaHAap KeLleHi
PETiHAE YCbIHbIIFaH.

byn yATTBIK A9CTYpAep KahTa ounnan TabblaMangbl,
TeK 3THOMSJEHWN KOAbIH CaKTail OTbIPbIM, 9P XO/bl
KanTa >aHFblpTblIybl MyYMKiIH AereH Te3ucTi pacTaii-
Abl. ONeyMeTTIK Xafbl coN HeMece Hacka 3THUKaNbIK
TOMTbI TyTacTai BipiKTIpeTiH XaHe naeHTUdMUKaLmna-
NanTblH MUPTEp, paciMaep, HbllwaHaap, benrinep MeH
KYHABUIBIKTAP KYPbUIbIMbIHAA GeNHeNeHreH MajeHu
KOZ >KYMECiHiH, ©3eriH cakTalhabl, Mypa eTesi >aHe
OHbIH, Myparepi 60abIn Tabblnagbl.

Kazak MafeHMEeTIHIH TUMONOrUANBIK XOHE Tapuxu
epekLUeniri eypasmsablk, aTTbl-KeLwmneni pKeHNeTTeH
6actanatblH bactaynapmMeH H6ainaHbICTbl eKeHi 6en-
rini. An Kasak M3ZEHMUETI TiNiHIH, KenTereH e3iHe TaH
6enrinepi (KeH MafblHaZa) AYHUEHIH XaHe e3i eHce-
peTiH fanamMHbIH, LIeKCi3 KeHICTiriHAe e3iH opraHu-
Kanblk TYPAE CE3IHETIH KOLINeHAiNepaiH AyHne ben-
HeCiHiH Heri3ri cemaHTUKanblK 3N1eMeHTTepiHe 6apbin
Tipeneai.

KewneHainepain, anfakTap aaemi, acipece, Kkueni,
MUDONOTUANBIK, XKOHE CaNTTblK, ASCTYPAI MdAEHMET
afeMiMeH 6alnaHbICbIHbIH, >XOfanyblHa 6GalnaHbic-
Tbl Bepbangbl xaHe beliBepbangbl benrinep TiNiHiH,
MafblHaCbl KOMECKIJIEHTEH Ke3iHAe YyaKblT eTe kene
yMbITbina 6actangbl. COHAbIKTaH, OCbl 3HLMKAOME-
AVSHBI JalblHAAyAafbl 6acTbl MIHAET OHbIH, SPTYPI
KypaMZaac 3eMeHTTepiHAe KOATalfaH Ka3akK AaCTyp-
Ni M3AEHMETIHIH, 6enrinepi MeH HbIWaHAbIK, TiAiHiH
TYNKi M8HiH awy 6onabl. byFaH 3HUMKAONEAMAHSI
KypacTbipyLbliapablH Ka3ak MajeHWeTiHiH, benrinepi
MeH HbllWaHAapbIHbIH, TiAi Typasbl Xannbl TYCiHIK be-
PeTiH HbiCaH peTiHAe KapacTblpaTblH CEMUOTUKANbIK,
doKyc biknan etes,.

Benrini 6ip 3neMeHTTepAiH CanbiCTbipManbl XXaHe
canfactblpMabl cunatTaManapbl Xaanbl TYPKi Ma-
AEHU TYbICTbIFbIH XaHe 6enrini 6ip HblwaHAap MeH
6enrinepaid, MafblHanapbliHbIH, >Kaarbl M3AEHWN He-
risgepiH eckepe OTbIpbin Kypbliagbl. byn ambeban
KOZTapZAbl XXaHe oNapAblH 3STHOMIAEHWN KYHAbIbIKTA-
PbIHbIH, ©3reprilTiriH aHblKTayfa MYyMKiHAIK 6epegi.
CoHAbIKTaH, MyHJa 3/1eMeHTTEPAiH, cunaTTaMachiH-
4a onapablH 6acka MageHveTTepAeri MafblHanapbiHa
KblCKalla Ca/bICTbiPpMasbl Hemece casnfacTblpMalbl
3KCKYpC >Xacanazbl. byn kazak AaCTypai MAEHUETIHIH,
HbllWaHAapbIHbIH @M6ebanTbIfbIH A3, epeKLeniriH ae
Kepyre MyMKiHAiK bepegi.

SHUMKNOMNEAMSAFa EHIeH MaTepran Ka3akTblH MaAeH
GalNblFbl MEH A3CTYPI eMipiHiH 6apAablK XakTapbiH
Tyren KamtbiMangbl, 6ipak KapTUHaHbIH, TO/bIKTbIFb
YWiH aBTOpAap, eH, ajjbIMeH, MaTepuaiiblk >XIHe
MaTepuaniblk, eMec MIAEHWETTIH, ap TypAi Kbipaa-
PbIHbIH, 6enrinepi MeH HbllaHAapbiH KaMTyFa Tbipbl-
CTbl. XKYMbICTbIH, Ma3MyHZbIK KYPbIbIMbIHbBIH, ©3i OCbl
Kafuaatka H6arbiHajb!.



Cmbicn anurpada npepBocxuLLaeT KOHUENTyaabHOe
cojep>kaHve Matepuana, BOLEALEro B COCTaB faH-
HOrO M34aHus. 3Hakn U CUMBOJIbI Ka3axCKOM KybTy-
pbl NpeAcTaB/ieHbl Kak OCHOBa HaLMOHa/bHbIX Tpa-
AVNUMA N KOMMIEKC YCTOMUMBBIX 3THOKY/bTYPHbIX
CUMBOJIOB,  COXPaHAWMX  UAEHTUdMKALMOHHOE
AAPO Hauuun, obyCNnoBANBAOLWMX UX AONTOBEYHOCTb
N XKMBYYECTb B UCTOPUUECKON AVHAMUKE.,

JTO NOATBEPXKAAET TE3NC O TOM, UTO HaLMOHasbHbIE
TpaguumMn He M300peTaroTCA 3aHOBO, @ MOTYT AULLb
KaXAblA pa3 MnoABepraTbCs PEKOHCTPYMPOBAHWIO
NPy COXpaHeHWN CBOEro 3THOKYAbTYPHOro Koaa.
CoumanbHas NaMaTb XPaHWUT, HacaeayeT U ABAseTCs
NpeemMHuLLEeN fapa CUCTEMbI KY/IbTYPHOTO KOAQ, BO-
MJIOLWEHHOrO B CTPYKType MUbOB, pUTyanos, B CUM-
BOJIaX, 3HaKax W LLeHHOCTAX, 06 beAVHALLMX U UAEH-
TMOULMPYIOLWUX TOT UAN MHOM 3THOC Kak Lienoe.

Kak n3BecTHO, TUNosiormyeckas n uctopmnyeckas oco-
HEHHOCTb Ka3axCKOM KyAbTypbl CBSi3aHa C MCTOKaMy,
BOCXOAALUMMN K €BPA3UNCKON KOHHO-KOUEBOM LU-
BUAM3aLMK. M MHOTVE XapaKTepHble YepThbl f3blka (B
LWMPOKOM €ro MOHUMaHMK) Ka3axckon KybTypbl BOC-
XOAAT K KJHOUYEBbIM CMbICIO06Pa3yoWMM 31eMEH-
TaM KapTUHbI MMpa KOUYEBHWMKA, OLLyLlatolLero cebs
OpraHWYyHO B MPEOAO/NEBAEMBIM MM MPOCTPAHCTBE
MMpa 3eMHOro 1 BOObpaXkaemoro.

Mup oueBMaHOCTEN KOUEBHMKA CO BPEMEHEM Ha-
unHaeT Bce Gonblue npeAaBaTbCcs 3abBEHWIO, OCO-
6EeHHO B 3aTEMHEHUW CMbIC/Aa f3blka BepbHanbHbIX
N HeBepbHasbHbIX 3HAKOB B CBA3M C yTepen CBA3N C
MUPOM CaKpasibHOrO, MU(ONOTNYECKOTO 1 PUTYalb-
Horo Tpa,ﬂ,MLI,MOHHOIA KynbTypel. Mo3Tomy OCHOBHO
3aj,a4yen B NOArOTOBKE ,anHom 3HUMKAONEAMN Bblna
MOMbITKa PacKpPbITb UCXOAHbIA CMbICA 3HAKOB U CUM-
BOJIMYECKOTO A3blKa Ka3axCKoW TPaAULIMOHHOM Kyb-
TYpbl, 3aKOAVPOBAHHbIX B Pa3HbIX e COCTaBASHOLLMX
3/1eMeHTax. ITOMy CoCcoBCTBYET UCMNOAb3YEMbIN CO-
CTaBUTENSAMWU SHUMKIOMNEAUN CUMBOANKO-CEMUOTM-
yeckunin GoKyc BUAEHUS NPUBJAEKAEMOro Matepuana
B KauecTBe 06BLEKTOB, KOTOpble AatoT oblyee npes-
CTaBJieHVe O fi3blke 3HAKOB W CMMBOJIOB Ka3axCKOW
KYbTYpbl.

CpaBHUWTENbHBIE W COMOCTAaBUTENbHbIE OMMCaHUs
OMNpeseNneHHbIX 3EMEHTOB CTPOSTCA C YYeToM 06-
LETOPKCKOTO Ky/IbTYPHOTO POACTBa M 0BLLeKyNbTYp-
HbIX OCHOBaHWM 3HAUEHWNI TEX UAN UHBIX CUMBOJIOB U
3HaKOB. DTO MO3BOJISET PA3rsaLeTb YHUBEPCAbHblE
KOZbl N BapUaTMBHOCTb WX 3THOKY/IbTYPHbIX 3Haue-
HWIA. [03TOMy B OMUcaHUM MOAOGHBLIX 3/1EMEHTOB
fenaetcs KpaTKMin CPaBHUTENbHBLIN MAWN COMOCTaBM-
TENbHbIN 3KCKYPC UX 3HAYEHWIN B APYTUX KyabTypax.
DTO NO3BOASET YBUAETb KaK YHUBEPCASbHOCTb, Tak U
0COBEHHOCTb CMMBOJIOB Ka3axckol TPaAWLMOHHOM
KYAbTYpbl.

MaTtepwvan, BowealWNA B 3HLUMKIOMNEANO, HE 0Ob-
eMNEeT BCEero KynbTypHOro 60oraTtctBa v BCEX CTOPOH
TPaAULMOHHOTO BbITa Ka3axoB, HO A/ MOJIHOTbI Kap-
TWHbI @aBTOPbI CTapanCb OXBaTUTb BHUMaHWEM Mnpe-
XJe BCEero 3Haku U CUMBOJIbI  Pa3/INYHbIX acMeKToB
MaTepuanbHOM N HemMaTepuasbHOW KyabTypbl. DTO-
MYy MPUHLMNY NOAYMHEHA M caMa cojep>KaTtesibHas
CTpyKTYypa paboThbl.

The meaning of the inscription anticipates the
conceptual content of the material contained in this
publication. The signs and symbols of Kazakh culture
are presented as the basis of national traditions and a
complex of stable ethnocultural symbols that preserve
the core of the nation’s identity and determine its
permanence and vitality in historical dynamics.

This confirms the argument that national traditions
are not reinvented, but can only be reconstructed
each time, preserving their ethnocultural code. Social
memory preserves, inherits, and bequeaths the core
of the cultural code system embodied in the structure
of myths, rituals, symbols, signs, and values that unite
and identify a particular ethnic group as a whole.

It is known that the typological and historical
peculiarity of Kazakh culture is connected with the
origins of Eurasian equestrian-nomadic civilization.
And many characteristic features of the language (in
the broadest sense) of Kazakh culture go back to the
main semantic elements of the image of the nomadic
world, which feels organic in the unlimited space of
the world and the universe, which it overcomes.

The evidence of the nomadic world has been
increasingly forgotten over time, especially the
importance of verbal and nonverbal signs, as contact
with the world of sacred, mythological and ritual
traditional culture has been lost. Therefore, the main
task in creating this encyclopedia was to reveal the
original meaning of the signs and symbolic language
of Kazakh traditional culture encoded in its various
components. This is facilitated by the semiotic focus
of the authors of the encyclopedia, who consider the
material in question as objects that give a general
idea of the sign and symbolic language of Kazakh
culture.

The comparative descriptions of certain elements
are made taking into account a common Turkish
cultural affinity and the general culture as a basis
for the values of certain symbols and signs. This
makes it possible to recognise the universal codes
and the variability of their ethnocultural concepts of
meaning. Therefore, when describing such elements,
a precise comparative or comparative digression
is made about their meaning in other cultures.
In this way, both versatility and peculiarities of symbols
of traditional Kazakh culture can be recognised.

The material contained in the encyclopedia does
not cover all the cultural richness and all aspects
of the traditional life of the Kazakhs, but for the
completeness of the picture the authors have tried
to cover the signs and symbols of the various aspects
of the material and immaterial culture. The content
structure of the work itself is subject to this principle.

The encyclopaedia consists of seven thematic sections
containing various objects from the world of Kazakhs,
coined in the language of symbols and signs, internally
interconnected and part of the general semiotic
system of Kazakh culture. The algorithm of structuring
the existing material was based on the principle
that in the self-knowledge of traditional Kazakh
culture appears the «obvious», present existence
and its «producing» truth. All these «evidences» are



DHUMKNOMNEeANS Ka3aK MaJAEHWUETIHIH >anrbl CEMNO-
TUKaNbIK XYMeCiHe eHeTiH, iluTei e3apa balnaHbICKaH
HbllaHZap MeH benrinep TiniHAe TycipinreH Kasak
AYHUWETaHbIMbIHbIH,  9PTYPAi  HblCAaHAAPbIH  KaMTu-
ThIH >KeTi TakblpbINTblk, 6eniMHeH Typaabl. Konga
6ap mMaTepmangbl KypblibiMaay aaropuTMi KasaKTbiH,
JA9CTYPAi MaAEHMETIHAE ©3iH-83i TaHyAa OHblH «aW-
KblH», 6ap 6O/IMbIC XX9HE OHbIH, «LUblfapyLLbl» aKuKa-
Tbl peTiHAe KepiHeTiH kafuaatka cylheHai. bapabik
OCbl «ailfaKkTap» 3THUKa/bIK aHblKTajfaH CeMMUO3fa
€HreH, AFHWN HbILaHABIK XYMe TiINZiK caHaHbl A4a, 3T-
HOCTbIH, 3CTeTUKa/bIK-HbILWAHABIK, A2CTYPAEPiH Ae
GipIKTIpETIHAIKTEH MafblHanap navga 6onabl.

BipiHWIi 6esiM Kelwneni f4aCTypai MaLEHNET axblpa-
Mac BannaHbicTa 6oFaH TaburaT aneMiHe apHanfaH.
fanam kewneni xanbiKTblH HasapbiHAa 6onabl, Ta-
66U KyObIIbICTap MeH KopluafaH dayHa MeH ¢o-
pa anemi — 6api OHbIH HesnceHai olinay KeHicTiriHae
60a4bl.

Agam aeHenik fapbiwTbiH, 6ip 6eniri peTiHae 6epin-
FeH NpoekLmsfa Kbi3blfyLUblIbIK TaHbITNAl XaHe OCbl
6afbITTa MaZEeHW 3aTTapAbl MEHFEPMeEN Kana aamazbl.
EKiHWIi 6enim ocblfaH apHanabl.

KewneHainepain Tabusat anemMimeH xaHe aneymeTTiK
KYPbIbIMbIMEH ThIfbl3 HalinaHbICbl MaHbI34bl iC-ape-
KETTEPAIH, CUMBOAN3MIHEH KOPiHeAl >XoHe YLiHLi
6eniMHIH, MaTepuanblHAa Ka3akKTapablH raCTPOHOMM-
ANbIK MBAEHUNETI KepceTines,.

Kazak eHepiHiH Genrinepi MeH HblwaHAapbiHa ap-
HanfaH TePTiHWI 6eniMm eH Hai MaTepuangbiH Gipi
60s1biN Tabblnagbl. Kepy epiciHae Kuis yi, 0to-epHex,
A3CTYPAI KMiM-Kellek, 3eprepsik eHep, byhbiMaap-
AblH, TYCi MeH MaTepuaibiHblH CUMBOAWKACHI, Ka3ak
MY3bIKaCbIHbIH, HblLLaHAbIK TabufaTbl CUAKTbI HbICaH-

Jap 6ap.

3aT — 60/IMbICTbIH, Bip 6eiri, HbllwaH MeH 6enri ochbl
6acblNbIMHbIH, 6eciHWwi benimiHae b6epinreH. Kes ken-
reH MajeHMeTTe aleMAi HbllaHAbIK, KOATay epiciHae
KacueTTi Typae benrineHreH caHaap 6ap. ANTbIHLbI
benimae 6yn Macene KasakTblH, ASCTYPAI M3JEHM-
eTiHAeri caHAapAblH KWeni MafbiHanapblHbIH MaTepu-
aNblHAA KapacTblpblaazbl.

AKbIpbIHAa, XeTiHWIi 6enim Kazak xaHAbIFbIHbIH 6unik
HbllaHAapbl MeH MEMAEKETTIK aTpubyTTapbIHbIH,
benrinepiHe apHanfaH, OipiHWIiAEH, OHbIH, Tapuxu
X9He casfcu cybbekTUBTINIMH Benrinece, ekiHWIAEH,
Heri3ri MaAEeHN-TapUXM XSHE 3THOMBAEHMU CIMKec-
TEHAIPY KOATapbIH ailkbIH KepceTea,.



DHLUMKIONEANS COCTOUT U3 CEMU TEMATUUYECKNX pas-
[€710B, KOTOpble BK/IOYALOT pa3Hble 06bekTbl KapTu-
Hbl MMpa Ka3aXoB, 3aneyaT/ieHHbIX B A3blKe CUMBO-
JIOB ¥ 3HaKOB, KOTOpble BHYTPEHHE B3aUMOCBA3aHbI
1 BXOZASAT B OOLLYIO CEMUOTUYECKYHD CUCTEMY KYbTy-
pbl Ka3axoB. AITOPUTM CTPYKTYPUPOBaHUS MMEIOLLE-
rocs mMaTtepvana onupancs Ha NPUHLMN, Nexalinin B
OCHOBe TOro, YTO B CaMOMO3HaHWUWM Ka3axCKoW Tpa-
ANLMOHHOW KyNbTYPOI NpescTaeT Kak «0UeBUaHOe»,
HaanuvecTBytollee 6blITUE M ero «NPOWU3BOAALLANA»
NCTWHa. Bce 3TN «OYEBUAHOCTV» MPOHWKHYTbI 3T-
HUYeCKN OBYC/IIOBNAEHHbIM CEMWO3UCOM, T.e. MOpo-
XAEHVMEM 3HaYeHWI, MOCKOJIbKY 3HaKoBas cucTema
06beMHAET U A3bIKOBOE CO3HAHWE, U 3CTETUKO-CUM-
BOJIMYECKME TpaanLIMmM 3THOCA.

MepBbIli pa3gen NOCBALLEH MUPY MPUPOAbI, C KOTO-
PbIM KO4eBas TPaAWLIMOHHAA Ky/abTypa HaxoAmnach
B HepaspbiBHOW cBA3n. W BceneHHas Haxogunacb
B 0603peHnn KOUEBOro Hapofda, U MPUpPOAHble AB-
JIeHNs 1 OKpy>XaroWwmin mup dayHbl 1 Gaopbl — BCe
66110 B MPOCTPaHCTBE ero akTMBHOIO CO3epLaHus.

Yenosek Kak uactb TenecHoro Kocmoca He wmor
OCTaTbCs BHE NPOABJEHUS MHTepeca Kk cebe B 3agaH-
HOW MPOEKLMMN N OCBOEHUS B 3TOM KJtOUe KybTyp-
HOW aTpUBYTUKN. DTOMY MOCBSLLEH BTOPOWN pasjen.

TecHas CBSi3b C MMPOM MPUPOAbLI U CouManbHas
CTPYKTYypa KOUEBHMKOB MPOABAAETCA B CMMBOMKE
3HaKOBbIX JAENCTBMIA W CaMOW racTPOHOMUYECKOM
KyJIbTypbl Ka3axOB MoOKa3aHbl Ha MaTepuase TPeTbEro
pasgena.

OaVH 13 Hanbosiee HaCbILEHHbIX MaTepUanoM Nnpea-
cTaBasieT cobon paszen 4eTBepTblil, NOCBALLEHHbIN
3HaKaM ¥ CMMBOJIAaM Ka3axCKoro uckyccrsa. B mone
3peHUs Takme 0OBEKTHI, KaK HOpTa, OPHAMEHT, TPaam-
LMOHHBIA KOCTIOM, FOBENIMPHOE UCKYCCTBO, CUMBOAU-
Ka LiBeTa U MaTepuana Usfennin, 3Hakoeas Npmposa
Ka3axCKOW My3bIKM.

Bewb — yacTb 6bITWSA, CUMBOA M 3HaK NpeAcTaBieH
B MATOM pasjesie AaHHOTO M3faHus. B none cumeo-
JINYECKOro KOAMPOBaHWA Mupa B A06oN KynbType
BbICTYMaeT CakpasbHO O3HaYeHHble Yncia. B wectom
pasfene 3ToT BOMPOC paccMaTpuBaeTCsA Ha MaTepua-
Jle cakpasibHbIX 3HAUEHWI UMCEN B Ka3axCKOW Tpaaun-
LMOHHOW KY/IbType.

HakoHeu, pasgen ceAbMOW MOCBALWEH CUMBOMAM
B/IACTV U 3HaKaM rocyfapcTBeHHOW aTpubytukm Ka-
3axCKOro XaHCTBa, BO-MEPBbIX, 3HAMEHYIOLLMX €ero
NCTOPMYECKYD W MOJIMTUYECKYID CYyObeKTHOCTb,
BO-BTOPbIX, HArNAAHO AEMOHCTPUPYHOLLMX OCHOBHbIE
KYJbTYPHO-UCTOPUYECKNE U STHOKYbTYPHbIE UAEH-
TUOUKALMOHHbIE KOABbI.

imbued with ethnically conditioned semiosis, i.e. the
production of meanings, as the symbolic system
unites both the linguistic consciousness and the
aesthetic and symbolic traditions of the ethnos.

The first section focuses on the natural world, with
which traditional nomadic culture was inextricably
linked. The universe was in the field of vision of the
nomadic people, and the natural phenomena and the
surrounding animal and plant world - everything was
in the space of their active contemplation.

Man as a part of the bodily cosmos could not remain
outside the manifestation of interest in himself in a
certain projection and development in this key of
cultural characteristics. This is the second section.

The close connection between the world of nature
and the nomadic social structure is evident in the
symbolism of iconic actions and the gastronomic
culture of the Kazakhs, presented in the third section.

One of the richest materials is the fourth section
dedicated to the signs and symbols of Kazakh art. On
display are objects such as yurt, ornaments, costumes,
jewellery art, the symbolism of colour and material of
products, the symbolic character of Kazakh music.

The thing is a part of being, symbol and sign
presented in the fifth section of this publication.
In every culture there is a sacred number as the
basis of the symbolic coding of the world. This
topic is discussed in the sixth section on the sacral
meaning of numbers in traditional Kazakh culture.

In the realm of symbolic world coding in any culture,
numbers are sacred. In the sixth section, this topic is
treated with the example of sacred values of numbers
in traditional Kazakh culture.

Finally, the seventh section is devoted to the symbols
of authority and the signs of state attributes of the
Kazakh khanate, which, on the one hand, characterise
its historical and political subjectivity and, on the
other hand, reveal the main cultural, historical and
ethnocultural codes of identification.
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et TABUTAT oJ1IEMI
BENTTI XYWECI PETIHAE

MWP NMPNPObI
KAK 3HAKOBAA CUCTEMA

THE WORLD OF NATURE
AS A SYSTEM OF SIGNS




1.1 ACMAH AEHENEPI,
TOYNIK YAKbITbI, TABUFAT
K¥bbl/IbICTAPbI

TaburaTTblH, TabUFWU bIpFaKTapbl — Xbl1 Me3rifgepi,
KAMMATTbIK LMKAAEp, aya paibl XafAannapbl, Toyaik
yakbITbl XaHe T.6. 6i3giH, TycCiHirimizge TabufatneH
6alinaHbICTbl, KeLneni Kofamaarbl aiaMHbIH, TipLUiaiK
9pEKETIH e3iHLWe «bargapnamanagbl». AGaMHbIH eMip
CYPY 9/1eMiH peTKe KenTipyae Tabufn NpouecTepaiH,
©3iHAIK MPoeKuusacsl BoAAbl: YTUANTAPbIK-NPaKTU-
Kasnblk «bafgapnamanay» 3THOC neH 6enrini 6ip nHan-
BUATIH, ©MIpIiHAEr eH, MaHbI34bl OKUFanapabl peTTedi
XKOHe, dpuHe, MUPTIK-CanTTbiK Taxipnbege HbllwaH-
AbIKABIK XXdHE IMOLMOHaNAbI TYPAE TYCIHAIPIAAI.

Knaccukanblk  kabbingaHfaH — KBagpuateH  (KbiC-
KOKTEM-KY3 >XOHEe >a3) aWblpMallbliblfbl, TabufaTt
Nnep3eHTi — KeLNeHAi — bl Me3rifepiHiH, HakTbl
leKapacbiH  axkblpaTnal, ©3iHiH  AyHUeTaHbIMbI
TYPFbICbIHAH TYCiHIM, eMipiH Tabufn bipfakneH fa-
pbiLneH 6ipaikTe KypAbl.

Bapsibik TypKi XanbikTapbl CUMSKTbl Ka3akTapAblH Aa
alinapablH, yakbIT Ke3eHAEepiHiH XaHe TabufaT Ky-
OblNbICTaPbIHbIH, ©3IHAIK LWbiHaWbl aTaynapbl 60a4bl,
onap onapAblH MaHI MeH Ma3MyHbIH KbICKa Aa 491 CU-
naTTan KaHa KoWMal, COHbIMEH KaTap OflapablH, Ken-
Gipeynepi HbllWaHAbIK PaciMaep MeH aeT-fypbinTap-
MeH yLITacbIn, apTypP/i HaHbimMaap MeH benrinepmer
«TONbIKTbI». OCbl HeMece Hacka KAMMaTTbIK LUK MeH
yakbIT Me3eTiHAe 60/biN XaTKaH Tabufn Kybblabic-
Tap OCblHAAW CUMBOJM3MMEH TYCIHIIMN, S1EMHIH,
TOHipAiK 6elHeciHiH, 6acTbl epekweniri — Taburat
neH AaMHbIH, OHTOAOIUAABIK BipairiH kepceTTi. Ma-
JAEHVET TiniHAe TypakTbl benriiep MeH HblWaHAapAbl
6eKiTkeH aneMHiH acTpanbabl MUdonormanbik 6ei-
Heci epekiue opblH angbl. KyHTi3benik Mepekenep ge
TabUFN LMKAEPAIH KOFaM ©MIipiHiH blpFakTapbiMeH
GaliNaHbICbIH CakTahabl, ONapAblH, MOH-MaFblHAChIH
XaNblK M3AEHWETI TiNiHIH 6enrinepi MeH HbllaHAapbI-
Ha b6ekiTeai.

byn benimae kasak, MageHuneTiHaeri Fapbiw neH Ta-
6ufaT HbllWaHgapbl MeH 6enrinepiHiH warbiH Geniri
KapacTblpbliagbl.



1.1 HEBECHBbIE TEJIA,
BPEMA CYTOK,
NMPNPOAHDLIE ABJIEHUA

EcTecTBeHHbIe pUTMbI IPUPOZAbI — BPEMEHa roAa, Kau-
MaTuyeckme LiMKbl, MOroAHbIe YCI0BUSA, BPEMSA CYyTOK
M MHOrOe Apyroe, YTo CBf3aHO B MPeACTaBaeHUAX C
NPVPOAOMN, MO-CBOEMY «MPOTrPaMMUPOBANN» XKUBHE-
AeATeNbHOCTb YesloBeKa HOMaANYeckoro obluecTsa.
Mpowncxoauna ceBoeobpasHas Npoekuns NPUPOAHbIX
NPOLECCOB B YNOPAAOYEHUN MUpPa Y€N0BEYECKOro
CyLWeCcTBOBaHWA: YTUANTAPHO-MNPaKTUYECKoe «MNpo-
rpaMMypoBaHVe» per1aMeHTUPOBaNo BaXcHelLlne
COBbITUSA B XXM3HM 3THOCA U KOHKPETHOrO WHAWBU-
AyyMa, U pasyMeeTcs, OCMbICINBANIOCh CUMMBOJIMYE-
CKW M 3MOLMOHaNbHO B MUGOPUTYaNbHOW NPaKTUKe.

B o1/Mume oT kaccmyeckn NPUHATOM KBagpuab! (3u-
Ma-BeCHa-oCeHb 1 N1eT0), AnTa Mpunposbl — KOUEBHMK
He BblAeNsAN 4YeTKMX KajneHAapHbIX rpaHuy, BpemeH
roga, a CTpoua CBOK XM3Hb B €ro NOKajbHbIX ecTe-
CTBEHHbIX pUTMax B eanHcTBe ¢ Kocmocom.

Y Ka3axoB, KaK W Yy APYrnx THOPKCKUX HapOAoB, Cy-
LLLeCTBOBA/IN CBOW ayTEHTUYHblE Ha3BaHWA MeCALEB,
BPEMEHHbIX NEPMOA0B N MPUPOAHBIX ABAEHWI, KOTO-
pble He TONbKO NaKOHUYHO M TOYHO XapakTepusoBa-
N UX CYLWHOCTb W cofepyXaHune (HEKOTopble U3 HUX
COMPOBOXJAANCb 3HAKOBbIMW 0O6psgamMn W putya-
namu), «obpactanv» BCEBO3MOXHbIMW MOBEPbAMU U
npumetamu. MNMprpogHble ABAEHNSA, MPOUCXOAALLNE B
TOT WIN MHON KAMMATUYECKUI LUKA U MOMEHT Bpe-
MEHK, OTpaXkaan rnaBHYH OCOBEHHOCTb TEHTPUaH-
CKOW KapTUHbl MUpPa — OHTONOrMYECKOe eAMHCTBO
Mpupoabl 1 Yenoseka. Ocoboe mecTo 3aHMMana
acTpasbHas Mnupoaornyeckas KapTmHa Mmpa, 3akpe-
MUBLLASACS B A3blKe KYJbTypbl yCTONUYMBBIMU 3HaKaMK
n cumBosiamu. KaneHgapHble Npa3gHUKK Takxke xpa-
HAT CBA3b MPUPOAHBIX LIUKIOB C PUTMaMMU XKN3HU CO-
LUMyma B 3HaKax M CUMBOAAX A3blka Hapoaa.

B paHHOM pasgene paccmoTpeHa Hebosblias 4acTb
cMMBONOB N 3HakoB Kocmoca u lMpupodpbl B Ka3sax-
CKOW KynbType.

1.1 CELESTIAL BODIES,
TIMES OF DAY,
NATURAL PHENOMENA

Natural rhythms of nature — seasons, climatic
cycles, weather conditions, times of day and many
other things that are connected with nature in our
ideas, «programmed» in their own way the human
activity of the nomadic society. There was a peculiar
projection of natural processes into the order of the
world of human existence: a utilitarian and practical
«programming» regulated the most important
events in the life of the ethnos and the individual,
and of course it was understood symbolically and
emotionally in mythical practice.

Unlike the classical quadrids (winter-spring-autumn
and summer), the child of the nature-nomad did
not distinguish clear boundaries of the seasons, but
understood them in the context of his worldview and
built his life in his natural rhythms in unity with the
€osmos.

The Kazakhs, like all Turkic peoples, had their own
authentic names for months, periods of time, and
natural phenomena, which not only succinctly and
accurately characterized their essence and content,
but were also accompanied in part by iconic rituals
and customs that «enveloped» all kinds of beliefs
and signs. Natural phenomena that occurred in one
or another climate cycle and time period reflected
in such symbolism the main feature of the Tengrian
worldview — the ontological unity of nature and
man. A special place was occupied by the astral
mythological worldview, which solidified stable
signs and symbols in the language of culture. The
calendrical holidays also maintain the connection of
the natural cycles with the life rhythms of the society,
which fixes their meaning in signs and symbols of the
cultural language of the people.

In this section, a small part of the symbols and signs
of space and nature in Kazakh culture is considered.
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X¥YNAbISAAP MEH NNEAAANAP
3BE34bl U NJEAADI

ZHULDYZDAR MEN PLEYADALAR /
STARS AND PLEIADES

Op TYpPAi XanblKTapablH o/eM Typaabl TYCiHTiHAE
XYAAbI3Aap aPTYPi XaHe Ken Kbip/bl MafbiHafa ue,
bipak kebiHece Byn acnaH feHeci afaMHbIH XXepaeri
>KOJIbIH HbILAHABIK, TypAe >XapblkTaHablpasbl. Eypo-
nanblK A3CTYPAE — >KOfapbl YMTbIbICTbIH, HbIWaHbl
>aHe HakbIT ambaemackl. Kewneni Typkinep xyaabl-
3/,apfa epekLle biKblNacreH KapanTbiH, OflapMeH ic
XY3iHAe bap/bIK TiPLWIiNik dpeKkeTTepiH enLwesi XaHe
ONapZblH aTaybl 6ali actTpanbabl MudonornsameH bam-
NaHbICThI.

ConTycTik xynabi3 — Temip Kasak — ofaH 6ainaHfaH
at-xynabizgap Akbosat neH Kekboszat (Kiwi ato)
M3Hrifik WweHbep 6oMbiMeH Xypeai. KaszakTap yakeH
arozbl XeTi kapakwbl, XeTireH Hemece XeTi kapT aen
atagbl. Xynapi3gbl acnaH kaptacbliHaa Ypkep (Mne-
Aaganap), Ywapkap-Tapasbl (OpuoH) xaHe Cymbine
(Cvpuyc) epekiue ke3re TycTi. bapabik aepaik >yn-
Abl3Zap KOCMOTOHUANBIK aHbi3gap MeH MUpTepMeH
6arnanbIcTbl. Kyc xonbl — CyT xonbl. KeHe Typkinep
AyHve Xy3iHaeri 6acka xanblKTap CUAKTbI XXYAAbl34ap
ajlaMm TafAblpblHa acep eTesi, 6akbIT CblNanibl XXaHe
anbin ketegi, 6enrini 6ip >xxynabi3 6enrini 6ip agamHbIH,
XaH AyHWeciHe calikec keneai gen ceHdi. CoHApbIKTaH
aKKaH >XyAAbl3fa kapan, Kasak: «MeHiH >yaabi3biM
>KOFapbI» JEereH.

KYH
COJTHLE
KUN / SUN

KenTereH xanbikTapfa TabbIHYAbIH €H KOHE HblluaHbl
MeH HblcaHbl — KyH. KyHHiH acnaH 60ibiMeH KO3fa-
NbICbI, KYH aliHany XaHe KYH TOKblpay KyHAepi exen-
ri payipaeH b6epi agaMm emipiHiH, 6apablk MaHbI3Abl
LUukngepi TapanatblH Ke3eH 6ongabl. KentereH mudo-
noruanapga 6yn eH Xofapfbl Kydai: MbiCbipablk Pa,
napceiiblk Mutpa, rpektik lenvoc-Tennin, autekTik
ToHaTuny, xanoHablk AMaTepacy >aHe T.6.

K.>XaHabaeB ka3ak MmudponormsacoiHaa KyH 63 XonblH-
£, KYH CalblH KapaH#fbl KyLUTEPMEH TbIHbIMCbI3 Kype-
ceTiH 6aTbipmeH (ep agaMHbIH, bacTtaybl) H6alrnaHbI-
cTbl gen ecentengi. On e3iHiH cayneni xxebenepimeH
XblpakTapFa Kallbln, cainapsa TbIFblbIM, XapTactap
MeH TebenepaiH apTbiHa XacblpblHFaH Kapa KyLUTepAi
Kyaabl. KasakTapaa «TaH aTkaH» fereH Tipkec bekep
anTblNMaFaH. Tycke TaMaH baTbipAblH, KyLWi aacipen,
KapaHfbl KylWTep KauTagaH kypeciH 6actangbl. Co-
AaH KeliH KyH-6aTblp »ac 6aTtblp KelniHae TaHepTeH,
LWbifbicTa KaWTagaH «keTepiny» ywiH Epaik naTwa-
NblFbiHa (6aTbicka Kapai) Tyceai. KyHHiH, Wbifybl MeH
6aTybIHbIH, OCbIHAAN LMKAbIHAA Ka3aKTap XakCblblk,
MeH 3y/bIMAbIK, KYLITEePiHIH, MOHFi/K KYpeCiH, anvka-
Nbik kahapmaH — KyHHiH eamecTiriH 6eiHenes,.

KazakTapablH yfbiMblHAA KYH y3aK emipaiH, 6an-
JbIK, MEH MOALWbINbIKTbIH, HbllaHbl 60abIn Tabblnagbl
X3He OHbIMeH balNaHbICTbl KenTereH canTTap MeH
fypbinTap 6ap. KasakTapAblH HaHbIM-CeHiMiHAe ba-
TbiN Hapa xaTkaH KyH 4epTTi e3iMeH bipre ana ketegi,
6y «¥LbIKTay» blpbIMbIHAA KOPiHiC TankaH. EMLui Ha-
yKacTblH, 6eTiHe cy 6ypkin: «Tdawn, Tdan, yuwbiK, KeT
nane, KeT, KeT!» — aereH.

16



1.1 AcnaH geHenepi, Tayik yakpITbl, Tabufat KyOblabicTapbl
HebecHble Tena, BpeMs CyToK, NPUPOAHbIE ABEHNA
Celestial bodies, times of day, natural phenomena

B kapTvHe MVpa HapojoOB 3Be34bl MUMEHT Pa3HOO-
6pa3Hble ¥ MHOrOrPaHHble 3HaUeHWs, HO Yallle 3TOo
HebeCcHOe TesI0 CUMBOJIMYECKM «OCBELLLAET» 3eMHOW
nyTb uyenoBeka. B eBponeickol Tpaguumm — cUMm-
BOJ1 BbICOKUX CTPEMJIEHUI 1 3MbieMa cyacTbs. Trop-
KM-KOYEBHMKN C OCOBbIM TPErneToM OTHOCWMAUCH K
3Be34aM, COM3MepsAs C HAMU NPaKTUUYECKN BCHO CBOHO
XWU3HEAEeATeNbHOCTb, @ UX WMEHOBaHWe CBA3aHO C
6oraToin actpasbHoOl MdOaOrmen.

MonsipHas 3Be3za — Temip Kasbik — (KenesHblin kKon),
MO BEYHOMY Kpyry XOAAT MpMBf3aHHble K HeEMy
KOHW — 3Be3abl Akbo3aT n Kekbozat (Manori Mega-
BeAanubl). bonbwyo Megseauuy Kasaxu HasbiBa-
am Xeti KapakLwbl (cemepo pa3boriHmKoB), XKeTireH
(cemepka) uam Xerti kapT (cemb cTapues). Ha kapTe
3Be3gHOro Heba ocobo Bbigensan Ypkep (Mneasbl),
Ywap kap-Tapa3bl (OpwoH) n Cymbine (Cupwmyc).
MpakTnyeckn co BceMu 3Be34amMu CBA3aHbl KOCMOTO-
Hu4yeckme nereHasl n muobl. Kyc xonbl (Jopora ntu-
upbl) —MneuHbln NyTb. [ipeBHME THOPKK, Kak 1 Apyrue
HapoZAbl MMpPa, BEPUAN B TO, UTO 3BE3Abl BAMAOT Ha
yesoBeyeckyto cyabby, AapyroT WM OTHUMAKOT Ccya-
ctbe. OfHa KOHKpeTHas 3Be3ja COOTBETCTBYET Aylle
onpegeneHHoro yenoseka. lNoatomy, rnaaa Ha naga-
FOLLLYHO 3BE3Ay, Kazax MPou3HoCWA: «MeHiH Xyazbl-
3bIM XOFapbl» — «<MOSA 3B€3/,a BbICOKO»>.

In the worldview of different peoples, the stars have
different and complex meanings, but most often this
celestial body symbolically “illuminates” the earthly
journey of man. In the European tradition —a symbol of
high aspirations and the symbol of happiness. Turkic
nomads with special fear to the stars, measuring with
them almost all their life activity, and their naming is
associated with rich astral mythology.

The North Star — Temir Qazyq — (Iron Pole), the horses
attached to it walk in a perpetual circle - the stars
Agbozat and Kokbozat (Little Ursa). The Big Dipper is
called by the Kazakhs Zheti Qaragshy (seven robbers),
Zhetigen (seven) or Zheti Qart (seven elders). On the
map of the starry sky Urker (Pleiades), Ushar qar —
tarazy (Orion) and Stimbille (Sirius) were highlighted.
Cosmogonic legends and myths are connected
with almost all stars. Qus zholy (Bird Road) - The
Milky Way. The ancient Turks, like other peoples of
the world, believed that the stars influence human
destiny, grant and take away luck, and that a particular
star corresponds to the soul of a particular person.
Therefore, the Kazakhs at the sight of the shooting
star pronounced: «Menif zhaldyzym zhogary» — «my
star is high».

CaMmbli1 ApeBHENLUNN CUMBOA U OOBEKT NMOKAOHEHUS
MHOTMX  HapogoB —  ConHue.  [BwXeHue
COJIHLUA MO HebOOCKIOHY, AHW COJHLEBOPOTa U
COJIHLECTOAHNA UM3ApeBae CAYXWIN Bexamu, Mo
KOTOPbIM pacrpeaensincb BCE BaXHble LMKIb
XU3HeAeATeNbHOCTU  YenoBeka. Bo  MHormx
MUGONOrNAX OHO ABNAETCA BEPXOBHbIM HOXECTBOM:
ervnetckui  Pa, nepcuacknii  Mutpa, rpeveckumi
Fenvoc-Tennn, aurtekckuin  ToHaTWy, AMNOHCKasn
AmaTapacy v ap.

K. XXaHabaeB [7] cumTaer, 4to B Kaszaxckon Mudo-
nornm ConHue accoummpyetca ¢ 6atbipoM (CMMBO-
JIOM MY>CKOrO Hauasa), KOTOpbli Ha CBOeM MyTu
HeyCTaHHO CpaXkaeTcsl C TeMHbIMU cuaamu. CBoumu
Jly4aMuU-CTPesiaMn OH FTOHWUT TEMHbIE CUJIbl, KOTOpPbIe
yberatoT, CKpbIBatoTCs, MPAYYTCA 3@ CKaslbl U XOJIMBI.
He cnyyaiHo y Ka3axoB ObITyeT BblpaXeHWe «TaH,
aTKaH» — «COJIHLEe BbICTPennno». B nongeHb cuibl
6aTblpa C1aberoT U TEMHbIE CUJIbI CHOBA HauMHaroT
cBoto 60pbby. 3atem CosHue-6aTbip nonagaeTr B
LapcTBO JDpauka (Ha 3anag), 4Tobbl CHOBa YTPOM
«BCTaTb» Ha BocToke B BuAe toHOro 6atbipa. B Takol
LUMKJINYHOCTM BOCXOAa WM 3akaTa Kasaxu OTpasuiu
BeuHyro 6opbby cun pobpa u 3na, beccmepTue
annueckoro repos — ConHua.

B npepacTaBneHuAX Ka3axoB COJHLE — CUMBOJ AOATO-
neTus, boraTcTBa 1 U3006UNS, C HAM CBA3aHO OFPOM-
HOe KoAnYecTBO 06psaA0B 1 puTyanoB. 1o noBepbam
Ka3axoB — 3axojsllee CO/HLEe CNOoCcOBHO yHecTn 60-
Nle3Hb, UTO BbIPa3uioCb B 06psge «ylibikTay». fle-
Kapb, Npbickas B NMLLO 60NbHOro BOAOW, Npurosapu-
BaJl. «yLUbIK, KET nase, KeT, KeT!» (Yinam xsopsb, yiam,
yxoam npoub!).

The oldest symbol and object of worship of many
peoples — the sun. The course of the sun over the
skyscraper, the solar days and the solstice served
from time immemorial as milestones to which all
important cycles of human activity were oriented.
In many mythologies it is the supreme deity: the
Egyptian Ra, the Persian Mitra, the Greek Helios-
Helium, the Aztec Tonatiu, the Japanese Amaterasu,
and so on.

K. Zhanabayev [7] believes that in Kazakh mythology
the sun is associated with batyr (symbol of
masculinity), who in his own way tirelessly fights
day after day with dark forces. With his ray-arrows
he drives away the dark forces that creep into the
crevices, hide in ravines, hide behind rocks and
hills. It is no coincidence that the Kazakhs have the
expression «Tafl atgan» — «the sun shot». Around
noon the forces of the batyr weaken, and the dark
forces begin their struggle again. Then the sun batyr
falls into the realm of Erlik (in the west), to «rise» again
in the morning «in the east as a young batyr. In such a
cycle of sunrise and sunset the Kazakhs reflected the
eternal struggle of the forces of good and evil, the
immortality of the epic hero — the Sun.

In the eyes of the Kazakhs, the sun is a symbol of
longevity, wealth and abundance, with which a large
number of rites and rituals are associated. According
to the Kazakhs, the setting sun is able to eliminate
the disease, which is expressed in the rite «Ushyqgtau».
The healer, spitting water on the sick person’s face,
says: "Gshyq, ket pale, ket, ket!» (Go ilness, go away,
go away!).
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AW / XXAPTbI A
NYHA / NONYMECSL,

Al / ZHARTY Al
MOON / CRESCENT

AN UMKAAIK >XaHApyAbl, KarTa TybllyAbl XXoHe en-
mecTikTi 6ingipesi. KyH — epkekTiH 6actayfa kapa-
Ma-Kapcbl, av ariengik bacrayabl 6enHenenai. On o
AYHWeHi BeHeneni XaHe fallblKTapFa KaMKOpAbIK
Xacargbl. backa xanbiKTapablH, MUpoONOrmsacbiHAA
anapiH 6acka MafblHanapblH Tabyfa Honagbl: enec,
anjaMiubl, efniMMeH, 6acka aneMmeH 6alinaHsbic.
Exenri pactypae Aptemumaa, CeneHa xaHe [ekata
Kyfarinapbl AiMeH HainanbicTbl. Exxenri KpiTaliga T0-
NblK al 0T6achl — OLlak, KacblH, XaKblH agaMaap Typa-
Nbl eCTenikTepai >xaHe Ta3a MaxabbaTTbl beriHenensi.

Typki anemiHae AR TYHHIH MecCi XaHe HblWwaHbl ca-
HasifaH, COHbIMeH KaTap on KyHHiH, acnaHzafbl an-
keci 6bonfaH. EpTese kasaktap alifa TabblHbIN, COM-
NereH cesiHAe KYPMEeTNeH auTkaH. <A KepaiM, aMaH
KepdaiMm, ecki ai ecipke, XaHa aW >XapblLika» Aen
aHa alifa bata 6epai. Tonblk ail 6epeke MeH KyHap-
NbINbIKTbI 6enHeneng,.

Alparbl paktap KyH MeH Ali apacbiHAafbl OnapablH
KalcbiCbl 9AeMipeKk XaHe KaWMCbICbl KyHAi3 Hemece
TYHAE >XapKblpalTbiHbl Typanbl Hip ke3zepi nanga
6onfaH gay Typanbl MUdTe ©3 TYCiHAIPMenepiH Tan-
Tbl. ACNaH AeHenepiHe KypMeTneH kKapay, onapablH
caKpanmsaumacbl MeH 3CTETMKaCbl KenTereH Typki
Xa/bIKTapblHbIH, aT KOK JA9CTYypiHAe cakTanfaH: ai
MEH KYH MafblHacblHAafbl CO3AEPAI KaMTUTbIH Kbi3
ecimaepi eTe TaHbiMan. Mbicanbl, TonFaHan — TOAbIK,
aun, Ancyny — angawn cyny, KyHcyny — kyHaen cyny, Ani-
repim — ai >xy3gi, ANryn — angbiH ryai, AixaH — an
CUAKTLI 94eMi, angan cyny.

KasakTapsa aitfa caycakneH KepceTyre TbiibIM cCa-
NblHFaH, an XaHa alga KyWeyiHiH, yRMiHiH Tabanabl-
PbIfbIH aTTafaH KesliH KyHapabl 6onaabl (ken Hananbl
6onazbl) caHanfaH. «Alibl TyAbl OHblHaH» AereH ce3
OpHeri KeHiHeH KoaZaHblnagbl, sfHU Oy Xafaanja
GipeyaiH >xonbl bonabl gereHai 6ingipes,.

Kemun 6actafaH aii — XapTbl ali TYPKiNepain, TYCiHiriH-
A€ KYNAbIpayabl, 6aKbITCbI3AbIKTbI, ©1iMai 6elHenen-
Ai. CoHAbIKTaH Kasak Ma3sap/apblHAa >XapTbl ail Xui
6eHeneHreH.

TAH
PACCBET
TAN / SUNRISE
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bapablK anemM MageHMeTTepPiHAEr TaHHbIH, CUMBOAN-
Kacbl OH KOHHOTaLWsfa Ne, 9AETTe afapTyLUbIIbIKTbI,
YMITTi, 5XapbIKTbIH, KapaHFbIbIKTbl XXEHYIH, XXacTbIKTb
XoHe T.6. benHeneni. Xanblk MageHNETIHAE TaHHbIH
aTbICbl KYHHIH, 6aTyblHa, SFHW Ky/Ablpay, XOMblay, TO-
3YAbIH, KYLUTIH XXOFaNyblHbIH, KapCbl HbILIAHBI.

Haypbl3 Mepekeci TolnaHaTtblH KyHi KasakTap TaH-
Abl Kapcol anbin, KyHre aereH kypmeTiH 6ingipin,
OHbIMEH >KaHa XbIAbIK LMKAAIH, XaHa YMITTepAiH,
KenyiH 6ainaHbicTbipabl. Kasak ¢onbknopbiHAaFbl
KYHHIiH, WbIfYbl/TaHHbIH CUMBOJIMKAChI KYH CaliblH Ka-
paHfbl yakbiTTa 3yabiM Agahap xyTbin KosTbiH KyH-
HiH, ONeMaiKk afawl — BalTepekTiH LWbIHbIHAA Tyblay
Typanbl MUDONOTUANbIK CHOXKETTE KOPCETINTEH.



1.1 AcnaH geHenepi, Tayik yakpITbl, Tabufat KyOblabicTapbl
HebecHble Tena, BpeMs CyToK, NPUPOAHbIE ABEHNA
Celestial bodies, times of day, natural phenomena

NlyHa cumBoOAM3MpyeT uukanyeckoe OOGHOBAEHWE,
BO3poOXAeHue n beccmeptue. B npotnsosec Conw-
Ly — MY>XCKOMY Haudany, JlyHa CUMBOAN3MPYET XKeH-
ckoe Hayvano. OHa onvueTBOpAeT 3arpobHbIN MUp
M NMOKPOBUTENLCTBYET BAOOAEHHBIM. B Mudponorum
APYrvx HapoAOB MOXHO OBHapy>XMWTb WMHble 3Haye-
HUA NyHbI: NPU3PaYHOCTb, OBMaHUNBOCTb, CBA3b CO
CMepTbHO, C MOTYCTOPOHHUM MUPOM. B aHTUUHOW Tpa-
anumnn ¢ JlyHon csazaHbl 6ornHm Aptemuga, CeneHa
n lekata. B [lpesHem KuTtae nonHas syHa cMMBOAN-
3vpyeT AOMAaLLUHWIN o4ar, BOCTIOMUHAHWA O BAN3KUX U
4YNCTYHO NHOBOBB.

B TiopkckoM Mupe JIyHy cumTann BAadbluvLen u
CUMB0OJIOM HOUW, a TakXke ee Hapekaan HebecHoM
cectponn ConHua. B crapuHy Kkasaxu MOK/JOHAAMCH
JIYHE 1 C YBaXKeHWeM yroMuHaan o Hel. HoBoayHue
6narocnoBasan: «Ail KepaiM, amaH KepaiM, ecki
an ecipke, xaHa al >apbinka» («JlyHy B 3apaBumn
BWAEN — CTapoi NiyHe MOCOYYBCTBYHN, B HOBOJYHME
6narogeHcTByl»). MNMonHaa AyHa CUMBOAM3MPOBana
[0CTaToOK 1 NaoAopoame.

MaTHa Ha JlyHe HaxoaMAW cBoe 0bbAcCHeHMe B Mude
O HeKorga BO3HUKLUIEM CMoOpe MeXAy CONHLEM U
JIYHOM O TOM, KTO W3 HUWX Kpalle U KOMY W3 HUKX
B Kakoe BpeMsA CyToK CBeTWUTb. [loutuTenbHoe
OTHOLUEeHWe K HebeCHbIM CBeTUIaM, UX cakpanu3aLns
M 3CTeTM3auMa COXPaHWAUCb W B Tpaguuuu
Hape4yeHWs VIMEeHW Yy MHOIMX THOPKCKUX HapOAOB:
WNPOKON MOMYASAPHOCTHIO  MOJIb3YHOTCA  AE€BUYbM
MMeHa, B COCTaBe KOTOPbIX C/0Ba CO 3HaUYEHUAMM
NyHbl 1 conHua. K npumepy, TonfaHaih — nonHas
nyHa, Alicyny — nyHHas kpaca, KyHcyny — conHeuHas
KpacaBuua, Anrepim — nyHoaukas, AMryn — NyHHbIRN
LBeTOK, A>XXaH — KpacmBas Kak iyHa, yHonogo6Has.

Y Ka3axoB 3anpeLLeHo nokasbiBaTh NanbLEeM Ha NyHy,
a HEeBeCTKy, NMepecTynyBLUYO MOPOr JOMa MyXa Ha
HOBOJIyHME, CuYMUTalOT nioAoBuUTOM (OyAeT WMeTb
MHoro getein). LLMpoko 6bITyeT emkoe BblpaxeHue,
KOTOpOe rnacut: «Alibl Tyfbl OHblHaH» — «/lyHa B30oLUAa
CrnpaBa», 03HauatoLlee, YTO B JaHHOM C/lydae KOMy-
TO OYeHb MOBE3JIO.

YwepbHaa nyHa — noaymecal |y  THOPKOB
cumBoAM3MpoBan  ybbib,  HecuyacTbe,  CMepTb.
Mo3ToMy Ha Ka3axcKmx masapax 4acTo msobpaxkatoT
nonymecsa. (XOTs 3TOT 3HaK MAEHTUOULIMPYIOT U C
MYCY/IbMaHCKOW CUMBOJINKOW).

The moon symbolizes cyclic renewal, rebirth, and
immortality. In contrast to the sun, the masculine
principle, the moon symbolizes the feminine. It
represents the afterlife and protects lovers. In the
mythology of other peoples the moon has other
meanings: illusory nature, deception, connection with
death, with the other world. In the ancient tradition,
the goddesses Artemis, Selene and Hecate are
associated with the moon. In ancient China, the full
moon symbolizes home, the memory of loved ones
and pure love. In the Turkic world, the moon was
considered the ruler and symbol of the night, and
it was also the celestial sister of the sun. In ancient
times, the Kazakhs revered the moon and paid
respect to it. The new moon was blessed: «Ai kordim,
aman kordim, eski ai esirke, zhafa ai zharylka» («Saw
the moon in health — sympathized with the old moon,
felt comfortable in the new moon»). The full moon
symbolized wealth and fertility.The spots on the moon
find their explanation in the myth of a former dispute
between the sun and the moon about which of them
is more beautiful and which of them should shine day
or night. The respectful attitude towards the heavenly
bodies, their sacralization and aestheticization have
been preserved in the naming tradition of many
Turkic peoples: Widely used are girls’ names in which
the words with the meanings of the moon and the sun
appear. For example, Tolganai — full moon, Aisulu —
moon beauty, Kiinsulu — sun beauty, Aigerim — moon
face, Aigll — moon flower, Aizhan - beautiful like the
moon, moonlike.

Among the Kazakhs it is forbidden to point the
finger at the moon, and the daughter-in-law who
has crossed the threshold of her husband'’s house on
the new moon is considered fertile (will have many
children). There is a widespread saying that goes
«Aiy tudi ofiynan» — «the moon has risen on the right
side», which means that someone is very lucky in this
case.

The damaged moon - the crescent moon of the
Turks — symbolized decline, misfortune and death.
That is why a crescent moon is often depicted on
Kazakh mazars.(Although this sign is also identified
with Muslim symbols).

PaccBeT BO BCex MUPOBbIX Ky/lbTypax HeceT MoJo-
KUTENbHYH KOHHOTaLMIO, OObIYHO CUMBOAM3UPYS
npoceeLleHve, Hagexay, nobesy cBeTa Haz TbMOW,
MOJIOOCTb U T.4. PacCBET B HAPOAHOW KybType Npo-
TUBOCTaBAAETCA 3aKaTy — CUMBOJY YNazjKa, paspyLue-
HWA, Aerpajauum, NoTepu CUJbl.

B aeHb npasgHoBaHwa Haypbiza (OT nepc. f3. —
POXAEHNE HOBOrO AHA) Ka3axu BCTpeYanu paccBerT,
Bblpaxkas nouteHne CoMHLY 1 CBA3bIBaA C HAM Npu-
XO4, HOBOTO FOA0BOrO LMK/, HOBble Hagexabl. C1M-
BO/IM3aLMsA paccBeTa/yTpa B Ka3axckom donbkaope
AEMOHCTPUpPYEeTCA B MUGDONOrMYeckoM CroxeTe O
POXAEeHNN Ha BepwinHe Muposoro [peBa-bantepek

The symbolism of dawn is positive in all cultures of
the world and usually symbolizes enlightenment,
hope, the victory of light over darkness, youth, etc.
In popular culture, dawn is contrasted with sunset — a
symbol of decline, destruction, degradation, loss of
power.

On the day of the celebration of Nauryz (from
Persian — the birth of a new day), Kazakhs welcome
the dawn, pay homage to the sun and associate with
it the arrival of a new cycle of the year, new hopes.
The symbolization of the dawn/morning in Kazakh
folklore is reflected in the mythological tale about the
birth of the sun on the world tree-Baiterek, which is
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TaH, aTkaHga KenTereH paciMaep >kacanzbl, Mbicasbl,
emgaey. Aypy «KapaHfbliblkka», «backa anemre» Ke-
TeAi Jen ecentensi.

bIMbIPT
CYMEPKM
YMYRT / TWILIGHT

OJ/IEMHIH, KenTereH xaiblKTapblHbIH, MUPOAOTUACHIH-
Ja bIMbIPT ME3Tifi KYHHIH eH, KayinTi yakplTbl 60/1bIN
caHanazbl. ONeMAiK MajeHWeTTe byn eTneni cum-
BOJ, LWEKTi: Genriciagik, ekiywTblblK, €Ki >Xafhan
apacbiHaafbl amMak. Kasaktapga biMbipTka 6Hanna-
HbICTbl BipkaTap bIpbIM-ThiibIMAap Hap: 6yn kesge
KyblpLUaKTapMeH OliHayfa TbIbIM CaslblHAbl, ONTKEHI
onapfa XblHAAP KOHbICTaHYbl MYMKIH Aen ecenTes-
reH; 6anaHbl fanara WhlfapMaraH; CyTTi YUAEH LWblfa-
pyFfa, OHbl allblK Kanjblpyfa TbibIM CajiblHfaH, an
>KOMaylwblfa HaHbIM-CEeHiM 6OolblHLWa LWanTaHAap
MeH Backa 3ynbiM pyxTap KipMeWTiH kabipaiH >a-
HblHAA TyHeyre KeHec b6epingi. CnaBsHAap bIMbIPT
Ke3iHAe aZamfibl elKiM KOopfamanabl Aen ceHai, an
KYHHiH, OCbl yakbITblHA@ O/ eH, ocan 6oabin Tabbl-
nagbl. KyH 6atkaHHaH KeriH ganaja >yMbIC icTeyre
Hemece KaHAaln Aa 6ip 6esnceHAi sapekeTKe TblbIM
canblHAbl. XXannbl, KyH 6aTkaHHaH KeWiHri ke3 keJ-
reH ic-apekeT, TaHbIMaa HaHbIMZapFfa CaliKec, asaro,
KblCKapy, TOKTaTy, KeTy KayniH Tyablpabl. CoOHAal-aK
AyHue Xy3iHaeri 6apablk XanblKTapaa, COHbIH, iLiH-
fe KasakTapga Aa 6y yakbiTTa ylbikTayfa TbilibIM
casblHfaH: byn «beTeH», Backa AYHMENIK KyLWTepaiH
yaKbITbl. Ocipece, Xa/iblK HaHbIMbl OOMbIHLIA bIMbIPT
«eTneni» Kynaeri agamgapfsa — 6ananapsa, XyKTi aui-
engepre, HayKkactapsa xaHe T1.6. KayinTi.

KYH KYPKIPEY
XKOHE HAN3AFAN

rPOM N MOJIHUA

KUN KURKIREU ZHANE
NAIZAGAI / THUNDER AND
LIGHTNING

ONeMAiKk MajeHMeTTe Haizafail AcnaH MeH XepaiH
«BalNaHbICTLIPYLLbICHI» PeTiHAEe TYCIHAIPINAI >KaHe
AcnaHHbIH, Kyaanablk epkiH belHenenai (Hai3arai —
KyAarinapabiH, eH MaHbI3Abl aTpubyThl: BpaxMaHHBbIH,
exenri rpek 3eBCiHiH, XaHe T.6. KyLi MeH y/blAbIfbl-
HbIH HbllaHbl). TYpKi XablKTapblHbIH, apacbiHAa ybl
ToHipi Hal3afali MeH KyH KypkipeyiH backapabl, onap
OHblIH, OY/pbIFbIMEH 3y/IbIMABIKTEI >Ka3anadbl. Typ-
Kifep apacbliHAa KOKTeMHIH, affallkbl KyH KypKipeyi-
He BalinaHbICTbl BipkaTap HaHbIMAap 6ap. Anfalukpbl
KYH KypkipeyiHe feWiH ecimMaik TafamgapblH (Ka-
6aibl nNnA3 >xaHe backa fa eciMAiKTep) TYTbIHyfa
pykcaT eTiamegi. KyH KypkipereHHeH KeRiH eciMaik-
Tep Te3ipek eceji XaHe OHbl Xece, Man kebipek cyT
6epesi pen ecentengi. Eptese kasaktapsa anfallikpl
KYH KypKipereHze LUenekTi Hemece Kui3 yigiH kepe-
reciH TbikblAaTy aaeTi 6onfaH. MyHaan ageT-Fypbin
Typanbl LLL.YannxaHoB xasfaH, on 6y paciMai cyT neH
TONAiH MOA 6ONYbIH TineyMeH 6aiNaHbICTbIpAbI.

Kasaktap cayipaiH anfawkbl HavsafalibiH - Kbi3blp
KaMLUbICbl Aen aTafaH, byn ce36e-ce3 aygapfraHaa «Kbl-
3bIPAbIH, KaMLWbIChl» AereHai 6ingipesi. Kbi3bip — Typki
MUGONOTUACbIHAAFBI MOALUBLILIK, HakbIT, GakbIK Cblli-
naylwbl MUOTIK Keninkep Kblablp ata ecimaepiHiH, 6ipi.
Halizafraln cokkaH yii TaHipaiH kahapblHa ylubipaFaH,
Hali3afaliZlaH Kas3a TankaH afjam «KacWeTTi» CaHasfaH;
Hali3afalilaH aMaH KajifaH afjam KalTa TyblifaH, To-
NbIFbIMEH e3repTiNreH agam 60abIn caHangpl.
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ConHua, KOTOpoe Kaxayto HoUb — TEMHOE BpeMs Cy-
TOK MOT/IOWaeT CBUPEnbIN ApakoH-Angaxap.

Ha paccBeTe coBepLiannce MHorme obpsabl. Ocoboe
3HaueHne npugasanocb obpagy ucueneHus. Cunta-
JIOCb, UTO C paccBeTOM 60/e3Hb YNAET B «TEMHOTY>,
B <MHOW MUP>.

haunted every night — in the dark time of the day by
the fierce dragon-Aidakhar.

At dawn, many rituals were performed, for example,
healing. It was believed that the disease would go to
the «darkness», to «another world».

B Mudonornm MHormx HapogoB Mvpa CambiM onac-
HbIM BPEMEHEM CYyTOK CUMTAtOTCA cymepku. B mupo-
BOM Ky/bType — 3TO CUMBOJ1 NEPEXOAHOCTH, NOTPaHu-
Ubsl: BPEMS HeonpeaeseHHOCTH, aMbuBaNeHTHOCTY,
061acTb MeXay ABYMSA COCTOSHUAMM. Y Ka3axoB eCTb
pAL 3anpeToB, CBA3aHHbIX C CyMepKaMu: B 3TO Bpems
3anpeLLanoch UrpaTb B KyKJbl, MOCKONbKY CUMTANOCh,
YTO B HUX MOTYT NMOCENNTLCS AXWUHBI; BbiNycKaTb pe-
6eHKa Ha yauLy; BBIHOCKTb U3 JlOMa MOJIOKO 1 OCTaB-
NATb €r0 HEMOKPbITLIM, @ MYTHUKY PEKOMEHA0BANOCh
3aHoueBaTb Yy MOTrWJbI, KyAa, MO MOBEPbIO, HE 3ax0-
AAT WanTaHbl U Apyras HeYnCTb. Y CaBsiH CUMTaNOCh,
YTO B CyMEpPKW YenoBeKa HUKTO He OXpaHseT, U OH
B 3TO BpeMsA CyTOK Hambonee ya3sum. Nocne 3axosa
COJ/IHLA 3anpeLlanocb pabotaTb B MNOJE UAN NPOSB-
NATb Kakyro-1Mbo aKTUBHYHO JeAaTesbHOCTb. B Le-
JoMm, Ntobble AeACTBUA MOCAe 3aKaTa, Mo HapPOAHbIM
noBepbAM, Hecan B cebe OMACHOCTb YMEHbLUEHWS,
npekpaLleHuns, yxoaa. Takxe y BCeX HapOAOB MUPa,
BK/IHOYAA Ka3axoB, 3anpeLliancd COH B 3TO BPeMS:
3TO BPEMS «YyXKUNX», MOTYCTOPOHHUX cua. OcobeHHO
OnacHbl, MO NOBEPbAM, CYMEPKM AN NHOAEN, HAXOAA-
LMXCA B COCTOAHUM «nepexoja» — AeTaM, bepemeH-
HbIM, 6O/IbHLIM U T.4.

In the mythology of many peoples of the world,
twilight is considered the most dangerous time of
the day. In world culture — is a transition symbol, a
threshold: a time of uncertainty, ambivalence, the
area between two states. Among the Kazakhs there
are a number of taboos related to twilight: at that
time it was forbidden to play with dolls, because
it was believed that jinns could nestle in them; to
let the child in the street; to take out the milk and
leave it uncovered, and the traveler was advised to
spend the night at the grave, where the shaitans and
other evildoers do not go. Among the Slavs, it was
believed that man is not guarded at twilight and is
most vulnerable at that time of day. After sunset it
was forbidden to work in the fields or to perform
any activity. In general, according to popular belief,
any action after sunset carried the risk of restriction,
abandonment, leaving. Also, all peoples of the world,
including the Kazakhs, were forbidden to sleep at
this time: this was the time of the «strangers,» the
otherworldly forces. According to the belief, twilight
is especially dangerous for people in the «transitional
phase» — children, pregnant women, the sick, etc.

B MupoBo#i KynbType MOAHNA onuueTBopseT Hoxe-
CTBEHHYHO BoAto Hebec (MONHMS — BaXKHEWLWNIA aTpu-
6yt 60ros: cMMBOA MoOryllectBa v Beanums bpax-
MaHa, ApeBHerpeyeckoro 3esca 1 Ap.). Y THOPKCKMX
HapoAOB TPOMOM W MOJIHVEN YNpPaBAAN BeAUKUN
TeHrpu, KOTOpble NO €ro BeJIeHWIO HaKa3blBaan 3/10.
C nepBbIM BECEHHUM FPOMOM Yy THOPKOB CBA3aHO
pA4 noBepuin. PacTuTenbHyto NULLy He paspeLlanocb
ynotpebiaTb 4O NepBOro rpomMa, He OCBALLEHHOTO
Hebom: nocne rpoma, HacCbIWEHHOW CUION TPaBOW,
6yseT BCKOPMAEH CKOT 1 NPUHeCeT 60bLUE NPUMIO-
Aa v mosoka. O cTapyHHOM Obblyae Ka3axoB BO Bpe-
MSA MepBOro rpoMa 6ute Mo Begpam WAKM Mo Kepere
topThl Nucan Y. BannxaHoB, cBA3bIBasA 3TOT 06pag ¢
3aKNMHaHMAMM 0BMAMA MOJIOKa U MpUnaoga.

MepByto anpenbCKytd MOHWUIO Ka3axy HasblBaju
«KbI3blp KaMLWbICbl» — «kamya Kbi3bipa». Kbi3blp —
OfHO M3 UMeH Muduueckoro nepcoHaxa Kbiabip
ata — gapwvtens m3obuaus, cyacTbs 1 HoratcTBa B
TIOPKCKON Mndonormun. Jlom, nopaxeHHbIi MOSHUER,
CUMTANN 3aCNYXMBLUMM THEB TeHrpu, a 4enoBeka,
ybuTOro MOJIHVEN, «OCBALLEHHbIM»; BbKUBLLMIA Xe
nocsie yaapa MOJIHWEN, CHNTaICS BHOBb POXAEHHbIM
Yesl0BEKOM, MPe0bpa>keHHbIM.

In world culture, lightning was conceived as the «link»
between heaven and earth, embodying the divine will
of heaven (lightning is the most important attribute
of the gods: symbol of the power and greatness of
the Brahmin, the ancient Greek Zeus, etc.). Among the
Turkic peoples, the great Tengri ruled by thunder and
lightning, punishing evil at his command. To the first
spring thunder the Turks have a number of beliefs.
Vegetable foods (wild onions and other plants) were
not allowed to be eaten until the first thunder. It was
believed that after the thunder the plants would grow
faster and the cattle would give more milk if they fed
on them. It used to be the custom of the Kazakhs to
beat the buckets or the kerege of the yurt at the first
thunder. Writing about this custom, Ch. Valikhanov
associated this rite with the wish for abundant milk
and offspring.

The first April lightning is called by Kazakhs Kyzyr
gamshysy, which means «whip of Kyzyr». Kyzyr
is one of the names of the mythical figure Kydyr
ata - the giver of abundance, luck and wealth in
Turkic mythology. The house struck by lightning was
considered worthy of Tengri's wrath, and the person
killed by lightning was considered «consecrated»;
the survivor of the lightning strike was considered
reborn, completely changed.
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oT
OroHb
OT / FIRE

OTTbIH, CMMBOAMKAChI KON Kbipabl. An OHbl KacTep-
ney AyHWe XYy3iHAeri KenTereH xanblkTap apacbiHAa
KEeH, TapafaH, OHbIH >XaHFbIPblfbl KOMNTereH TypKi xa-
NblKTapblHAA 210 KyHre AeliiH cakTanfaH. KasakTap
OTTbl 0TBaChl — OLwak, KacblHbIH, KaMKOPLLbIChI Aen ca-
HafaH, OfaH TaburaTTaH TbIC KACMETTEP MEH CUKbIPbI
KyLUTEp >XaTKbI3blAAbl, ©NTKeHI on KyH KyAanbiHbIH,
xepgaeri npoekuusacel 6ongpl. Kazaktap apacbiHza
OTMeH 6aliNaHbICTbl eH, TaHbIMa CanT — anacray, sfHu
oTneH Tasapty. Ocbl yakblTKa AeNiH KajblHAbIKTbIH
KyWey yriHAeri olaKTbliH PYXblH KeTepy MakcaTblHAa
«OTKa MaW Kyto» A9CTypi cakTanbin Kenegi. Owak —
AcnaHgafbl KyH cusakTtel YRAiH — FanaMHbIH, gan op-
TacblHAa OpHanackaH KacueTTi opbiH. KasakTbiH Ha-
HbIM-CEHIMIHZE OLlak, apAalbiM XXaHbIM TYPYbl KEPEK,
aN ON CeHCe Kalfbl, XOKLIbIAbIK, aKblpeT, eaiMMeH
6ainaHbicTel 60nFaH. CoHAaln-ak OHbl: KeMip, Kya
XaHe T.6. backanapfa Hepyre TblbiM canbiHAbl. Ep-
TeAe TyYpPKinep OT yCTiHAe 6epinreH aHTTbl By3bliMac
[en ecenTereH Hemece OCbl yaae-CO34iH MbI3fbiMa-
CTbIfbIHbIH, KeMiJliHe aHTTbIH Kyarepi peTiHAe >asblH
LlaKbIpblIFaH.

KEMMIPKOCAK,
PAAYTA
KEMPIRQOSAQ / RAINBOW

Kemnipkocak, — TipLwinikTiH 6apsblk TyCTepiHiH 6ei-
HecCi. OJIeMHIH, KenTereH MajeHneTTepiHAe KeM-
nipkocak — AcnaH MeH Xep apacbiHAafbl Kenip,
KyaarabiH Wwekci3 MenipiMmainiri MeH agamgapsa je-
reH cymicneHwiniriHib, 6enrici. Kasak mageHueTiHAE
acnaH KybblnbiCbl «kemnipKocak» gen atangbl. OHbIH
aTMMosiormacbiH LU.YaanxaHoB Kol MeH ewki TO-
OblH — «KOCaKTbl» XaHObIpAaH KeWiH KapT — Kemnip
KerniHaeri Kek TaHip cayaabl fereH MUPONOrUabIK
TYCiHIKTEpMEH BalnaHbICTbIPAbI.

Exxenri Typkinep ¥/bl aHa ToHipi ¥Mal aHaHbIH, KeM-
nipkocak 6OWbIMEH KOKTeH ajampapfa Tyceai Aen
ceHreH. An oHbIH, e3iH FanamHbiH 6engeyi (TypikmeH-
4iKk — anem Kolap), a3ipbarxaHaap MeH TypikTep
apacblHaa acnaH 6engeyi, an KymblkTapaa TaHip-xas,
«ToHip cagafbl» Aen ayAapblifaH.

XE/
BETEP
ZHEL / WIND
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Exxenri mMageHuWeTTepaiH, HbllwaHablK belHenepiHae
Xen TabuFattaH ThiC KyObinbiCTapAblH, KepiHici 60-
Nbin Tabblnagpl XaHe ofaH apTypAi QyHKLMANAP ToH.
Kenbip mageHneTTepae on benrini 6ip Kysarinapmer
covikecTeHgipinesi, mbicanbl, Excenri Ipekmaga bopen
CONTYCTIK >Xeni askTapbl XblaaHAapAblH AeHeciMeH
GeliHeNeHreH, an Kelae onap KaHaTTbl 60/bin 6eiHe-
neHreH. Exenri kpitanbikTap xengi (GaH) Kyc kyaanbl
peTiHAE KacTep/iereH >XaHe olap KopLuafaH KeHiCTiKTi
YWNeCTipyaiH epekLle FblIbIMbIH «B3H WyW» (>ken-cy)
Aen atafaH. Kenbip Typki XanblkTapblHAa, MblCasbl,
Kapalamnap MeH Oankapnapzga Kyjannap Typa-
Nbl HaHbIM 60nfaH, MyHaa Fopuii Hemece lepu-To-
pu Hemece Xenne-Atacbl Topuin XKengiv Atachl, an
XKen-AHacbl XMMUKKM aHacbl 60AbIn caHanfaH. Cbip-
Aapvs ankabblHblH, Ka3akTapblHAA >XeNgiH, KoxKawbl-
Hbl Typanbl HaHbIMAap 6onfaH, XKanaHaw ata OHbIH,
neci caHanfaH. Kenbip MamaHzaap KbiTall aepektepiHe
cinTeMe Xacal OTbIpbIM, KeHe Typkinepae «byntrap-
Abl Kyanaylwbl» gen atanatbiH XXen fubasatxaHachbl
60FaHbIH aTan eTej;.
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CumBonuka orHa MHoronnaHoBa. CakpanbHOCTb
OTHs YHMBEpCasbHa, a NMoYUTaHWe ero xapakTepHo
ANA Bcex HapoaoB Mupa. Kasaxu cumtanm oroHb no-
KpOBWUTENEM AOMAaLUHEro o4vara, eMy NpUnnCcbiBaanCh
CBEPXbeCcTecTBEHHble CBOMCTBA W Marmueckas cuna,
T.K. OH Bbl1 3eMHON Npoekuunen boxxectsa — ConHUa.
CaMbIM M3BECTHbIM 0OPAAOM, CBSiI3aHHbIM C OTHEM,
y Ka3axoB ABAAETCA «ajacTay» — OUYULLEHNE OrHEM.
[o cvx nop npaktukyeTcs cBagebHbIn 0bpsg «OTKa
Mall Kyto» — Ha/lMBaHWe Mac/ia B OFOHb HEBECTOM B
JOMe XeHuxa C Lenblo 3agaabpuBaHusa ayxa odara.
Ouar - cBsATOE MecTo, koTopoe kak CosHue Ha Hebe
PacnoJsIoXeHO B CAMOM LieHTpe npocTpaHcTea Joma.
Mo noBepbsAM Ka3axoB, ouar JOKEH rOpPeTb BCeraa,
a noraclmii OH accouMMpoBaNcs C ropeM, HULLLETOM,
3aBeplieHnem, co cmepTbio. CyllecTBoBan u 3anpeT
Ha ero nepegauy Apyrvm: yriaen, 3o1el v T.4. B ctapu-
HY Y TIOPKOB HEPYLUMMOW CYMTanach KNATea, AaHHas
HaZ OTHEM, WAN B CBUAETENN KAATBbI NMPU3bIBaIOCh
naams, Kak CMMBOJA HEPYLWWMOCTU JaHHOro cho-
Ba-obellaHus.

The symbolism of fire is complex. And its worship was
widespread among many peoples of the world. The
Kazakhs considered fire the patron saint of the house,
supernatural properties and magical powers were
attributed to it, as it was the earthly projection of
the deity — the sun. The most famous rite associated
with fire among Kazakhs is “alastau” — purification by
fire. To this day, the wedding ceremony «otga mai
qUiu» is practised in the groom’s house, where oil is
poured into the bride’s fire to invoke the spirit of the
hearth. The hearth is a sacred place, like the sun in
the sky in the center of the house space. According to
Kazakh beliefs, the hearth should always be burning,
and when it was extinguished, it was associated with
mourning, poverty, the end and death. There was
also a prohibition on giving coal, ashes, etc. to others.
In the past, Turks considered the oath taken over the
fire as inviolable, or the witnesses of the oath called
for the fire, as a symbol of the inviolability of the
word promise made.

Pagyra aBnsetca onnueTBopeHneM BCex Kpacok Xms3-
HW. Bo MHOrUX Ky/ibTypax Mupa pagyra — MOCT Mex-
Ay Hebom n 3emnei, 3Hak HeCKOHEUYHOro Muaocep-
ans bora u ero nt06BK K ntoAsaM. B kazaxckom sizbike
3aKpenuiocb CIOBO «KeMmipkocak». Y. BannxaHos
CBA3bIBAJ €0 3TUMOOTMI0 € MUDOAOrMYECKUMM
NpeACTaBAeHUAMN O TOM, UYTO FPynny oBeL, U KO3 —
«KOocak» nocie AOXAA JOUT HebecHoe HOXeCTBO B
BUAE CTapyxu — «Kemnip».

[peBHVe TIOPKM CYMTaNK, YTo Mo pajyre K JHAaM C
Hebec cnyckaeTcs Benankas 6orvHa-mate — YMai aHa.
A ee camy Ha3sblBasn Noscom BceneHHoOM (TypKkmeH-
cKoe — aneMm Kolwuap), HebecHbI nosc y asepbang-
XaHLeB U TYpKOB, a MO-KyMbIKCU — TeHrup-xas, B
nepesoje «ayK TeHrpu».

The rainbow is the embodiment of all the colours of
life. In many cultures of the world, the rainbow is a
bridge between heaven and earth, a sign of God's
infinite mercy and love for mankind. In Kazakh culture
the rainbow is called «kempirqosag». Ch. Valikhanov
connects its etymology with the mythological idea
that after the rain the group of sheep and goats -
«qgosaq» — is milked by the heavenly deity in the form
of an old woman — «kempir».

Ancient Turks believed that through rainbow to the
people rising from the sky Great Mother Goddess -
Umay ana. And it was the belt of the universe
(Turkmen — alem koshar), Azerbaijan and Turks called
the heavenly belt, and in Kumik language — Tengir
Jaya, in translation «the bow of Tengri».

B cvmBOaMueckmx npeacTtaBAEHUAX APEBHUX KyJb-
TYp BeTep — MNpOAB/IEHME CBEPXbECTECTBEHHOIO W
€ro Hagensinu pasanyHbiMm dyHkumamMu. B HekoTo-
PbIX KyNbTypax ero OTOXEeCTBASAN C BoxxecTBaMu, K
npumepy, B aHTU4YHOW peunn ceBepHbI BeTep bo-
pei n3obpaxkancsa Horamu 13 Tea 3Mel, a Horaa ux
n3obpaxanu KpblnaTbiMu. ApeBHMe KutaiLbl Noun-
Tann Betep ($3H) kak 6ora-nTmLy, a cBoeobpasHyto
«HayKy» rapMOHM3aLMW OKPY>KatoLero MnpocTpaH-
CTBa OHW Ha3bIBalOT «h3H-LWYN» (BeTep-BOAA). Y He-
KOTOpPbIX THOPKCKMX HapOAOB, Hanpumep, kapayaes
n bankapLieB CyLecTBOBasO noeepbe 0 HoxecTsax,
rae OTuom BetpoB cuutancs XKenne-Atacol [opui,
a Matepbto — Xen-AHacbl Xumukkn. Y ka3zaxoB Cbl-
PAAPBUHCKOW JO/MHBI CYLLEeCTBOBa/M MOBEPbA O
X035IMHe BeTpa, NoBe/snTeNeM KOTOPOro cumTancs
XanaHaw-ata (6ykBanbHO «robili»). HekoTopble
CNeumnanncTbl, CCbiNasiCb Ha KUTaNCKME WCTOYHUKW,
OTMEeYatoT O Ha/MuuK y APEBHMX THOPKOB Xpama Be-
Tpa, KOTOPbIV Ha3blBaaCA «PasroHAKOLWNIA TyuUmn».

In the symbolic representations of ancient cultures,
the wind is a manifestation of the supernatural, and
various functions are attributed to it. In some cultures
it is depicted in association with certain deities. In
ancient Greece, for example, the north wind Borey
was depicted with legs in the shape of a snake and
sometimes with winged feet. The ancient Chinese
worshipped the wind (feng) as a bird god, and they
call the particular «science» of harmonizing the
surrounding space «feng shui» (wind-water). Some
Turkic peoples, e.g. Karachai and Balkar, had a belief
in gods in which the father of winds was considered
Goriy or Geri-Goriy or Zhelle-Atasy Goriy and the
mother as Zhel-Anasy Kimikki. Among the Kazakhs
of the Syr-Darya Valley, the owner of the wind was
believed to be Zhalanash-ata (literally «naked»),
and his lord was considered Zhalanash-ata. Some
experts, citing Chinese sources, point to the existence
of the ancient Turkic temple wind, which was called
«dispersing clouds.»
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XKengi Typki MapeHueTiHAeri KacueTTi Kyl peTiH-
fe TyCiHy KeM JereHfe eki MafblHafa ue 6onabl:
aflaM pyXbIHbIH KalHap Ke3i aHe KenTereH KubiH-
WbINbIKTapAblH, aypynapAblH Herisri Tynki ce6eobi,
AFHW, XaFbIMCbI3 Aa, >XafbIMAbl Aa KyOblabic. Kasak
XankblHbIH, «Ep-TecTik» epTericiHae XengiH, nanga
6onybl Fanamablk afalwl — banTepekke ya canfaH Ku-
eni CamypbIK KYCTbIH, KaHaT KafybiIMeH 6aiiaaHbICThbI.
C. KoHabiban keHe TypKinik nengiH, (kengiH) pekoH-
CTPYKLMACBIH apyakTapMeH (aTa-6aba pyxTapbl) 6an-
NaHbICTbIpaAbl, MyHAaFbl >XeNAEH >XacajfaH TyblH-
Abl  — «©Keney» (eney) onapabiH, GyHKUMOHaNAbIK
MiHAETI — xenen->xeben Xxypy (Kopfay, KaMKOPJIbIK)
AeHrenine keTepineai. CoHaali-ak, 3epTTeyLi «xen»
CO3iHiH, XbIH-Nepinepre KaTbiCTbl «LWANTaH», «XblH-
nepi» AereH XafrbIMCbI3 CEMaHTUKaNbIK, peHKTepi bap
eKeHiH aTan KepceTtes.

L. K. AxmeToBa «Cibip Ka3aKTapbl apacbiHAa i KYH-
re AeniH WanTaHHbIH, XObl — LWaHAbl KyMbIHAbI Aa-
ybljap Hemece agamfa aypy aKenyi MyMKiH KaTTbl
Xengep Typasbl HaHbIM-CeHiM 6ap. MyHaal xaraain-
4@ aypyfa WangblkkaHAapAbl «<>KblH XOJbIHa TYCKEH»
Aenpi», — aen atan etedi [1, 6. 195]. XXen — nen xakac
MUPONOTMACBIHAA Aa XKbIH-LIAaNTaH, 3y/blM pyx 6ei-
HecimeH BeliHeneHreH.

Exxenri Typkinep xengi ToHipaiH e3imMeH Tikenen bain-
NaHbICTbl A€M ecenTen, OHbl eKiHLWI AapeXxeni KyAain-
NapAblH, KaTapblHa >aTkbl3faH. MaHuxennik «Ke-
danaria» MOTiHIHE CinTeme >acall OTbIPbIN, >XeNgiH
KyAannablK Welfy Teri Typanbl ManimetTep HO. A. 3yeB-
Te Kke3gecesi: Hypbl Azam aTa backapfaH XKapblKTbiH,
6ec cypanbii-XayblHrepi (Typk. oylan) (keHin >xen
KyAaribl tintura tengri, Tipi Xen KyAaibl jel tengri, Tipi
Xapblk KyAawbl jarug tengri, cy Kyaarbl suv tengri, ot
KyZanbl ot tengri) — KapamMa-Kapcbl cypanblajgapMeH
warkackaH [8, 140 6.]. TypkinepaiH TyCiHikTepiHAe
Ke34eceTiH XenAiH KyAalablk TYMHErisi, Mblcabl,
Ka3ipri a3ipban>xaHaapAblH, A4SCTYPAI MdJeHMeTIHAe
MUoTiK akcakan Ven baba (Ken Ata) Hemece Ven
Jepe (OKen ake) beiHeciHae KepiHei.

MamaHzapAablH NiKipiHWe, Ka3akTapaa >XeagiH XeT-
nicTeH actam ataybl 6ap, onapablH, CEMaHTMKachl CaH
anyaH, n1a33at ce3iMiH BingipyaeH KacipeTke aeliH e3-
repin otbipaabl. bipiHLIiCiHe XeHin Xa3fbl XXengepaiy
TypAepi XaTtagbl — caMan ()KeHin Tay camasnbl), blCTbIK,
Xen (KasfdblH bICTbIK >esi) XaHe T.6., eH onacki3bl
«Kapa KaHWbIK» Aern aTanatblH Xen 6onabl. benrini
MaAeHuneTTaHywbl 3. HaypbizbaeBaHbIH  MiKipiHLUe,
[14] 6yn apkpblabl Ka3akTap KasakTap LWen neH eriHai
Kynaipin >xibepeTiH, Man MeH ajamMaapAbl alTblKKa
ylblpaTaTbiH Xa3ablH anTtan >XeniH MeH3ereH. Kyari
«Kapa 6ac xen» KbICTbIH, CYbIK XX3He KUbIH KEe3eHHIH,
xabapLbicbl 60AbIN CaHaNAbl. DAETTE alAblH affblHAA
COfaTbIH CAYIPAiH, CaNKblH XeNiH KasakTap «TOObIAfbI
XapfaH» gen atauapl. [an ocbl KyHAepi Aanaja
anfallKbl Xacbln Xenektep nanga 6osbin, KyHapabl
Ke3eH, bactanagpl.

Typki  xanblKTapblHAafbl  XengiH  CUMBOAWKACHI
aflaMJap MeH >KaHyapnapgblH epekLuenikrepiHe
npoeKkumanaHfaH: afeTTe, XyWpiK Tyanapaap 3nu-
TeTTepMeH MapanatTanfaH. Xen epkekTik bactayabl,
FapbILTbIK, 3NEMEHTTI XaHe pyxaHu 60MbICTbl Hei-
Heneai.
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MNMoHWMaHWe BeTpa Kak CakpanbHOW CUAbl B THOPK-
CKOWM KyNbType MMeNo Kak MUHVMMYM fBa 3HaUYeHUs:
MCTOYHMK UEIOBEYECKOro Ayxa W MnepBOMpuUMHa
MHorux 6ea, 6ose3Hen, T.e. Kak OTpuLLaTeNbHOE, Tak
N NONOXUTENbHOE siBJEeHWE. B Ka3zaxckoi HapogHon
ckaske «<KapTbl-TOCTUK» NPOUCXOXAEHWNE BETPA CBSA-
3bIBaeTCA CO B3MaXaMW KPblbeB CBALLEHHOW NTULbI
Campyk, rHe3gmeLieiics Ha Muposom [lpeee — baii-
TepeK. PEKOHCTPYKLMIO APEBHETHOPKCKOTO en (ken)
C. KoHgpibar [11] cBA3biBaeT C apyakamu (ayxa-
MW NPeAKOB), r4e NMPOWU3BOAHOE OT Xes — «Kesey»
(eney) BoO3BOAMTCA K MX OYHKLMOHANAbHBIM 0bfA3aH-
HOCTAM — Xenen->xxeben xypy (OxpaHATb, 3a60TUTCH).
VccnepoBatenb TakxKe OTMEYaeT, UYTO C/IOBO «XKes»
MMEEeT N HeraTUBHbIA CMbICNIOBOM OTTEHOK, CBf3aH-
HblA C AEMOHMUYECKMMW CyLLeCTBaMMK: «LIanTaH»,
<OKUH-MEepu».

L. K. AxmMeToBa OTMeYaeT, uTO «Cpean CnMbupckmx
Ka3axoB A0 cux nop ObITyeT MnoBepbe O AOporax
WanTaHa — MblAbHbIX BMXPEBBIX OYpsX WAM NPOCTO
CU/IbHBIX BETPax, MPUHOCALLMX 4YenoBeky 6onesHu.
O 3aboneBLlMX B NOAOBHbIX CAyYasx roBOPAT «KbIH
XOJblHa TYCKeH» — NMomnan Ha AOPOry WaWTaHa, 371010
ayxa» [1, c. 195]. Betep — ien n B Mudonorum y xaka-
COB NpeACTaBJeH AeMOHUYECKMM CyLLECTBOM, 3/1bIM
AyXOM.

[peBHuVe THOPKKX CUMTaNK, YTO BETEP HAMNpPAMYHO CBS-
3aH C caMuUM TeHrpu 1 NPUYUCASAN ero K BoXecTBy
BTOpoOro paHra. CBesieHns o 60XeCcTBEHHOM MpouC-
XOXZAEHWM BETPA C CCbIJIKON Ha MaHWXEMCKUIA TekCT
«Kedanaia» Bctpeuatotcs y HO. A. 3yeBa: nsTb CTU-
XWI-BOMHOB (THopK. oylan) CeeTa (6or nerkoro BeTpa
tintura tengri, 6or BeTpa xwBoro jel tengri, 6or cBeTa
XMBOrO jarug tengri, 6or Boapl suv tengri, 6or orHs ot
tengri) nog NnpesBOANTENBCTBOM CBETOHOCHOTO [ep-
BOYe/0BEKA BCTYNMUAW B BUTBY CO CTUXMAMM-aHTMMNO-
nobusamm [8, c. 140]. BoxkecTBeHHas MnocTacb BETPa,
6bITyloWwas B NpeAcTaB/eHUAX THOPKOB, MpoaBaseT
cebsa, K Npumepy, B TPaAULMOHHOWN KyAbType asep-
barigxaHueB B obpase muduyeckoro crapua Men
baba (Jea Betep) unn Nen ene (Otew, Betep).

Y kazaxoB HacuuTbiBaeTcqd Honee cemmgeciTn Ha-
3BaHW BETPa, CEMaHTMKa KOTOPbIX pazHoobpasHa v
BapbVpPYeTCA OT BbIPaXX€HUA HacNaXAeHNsa JO CTpa-
AaHuA. K nepBbIM OTHOCUTCA BUABI 1ETKMX IETHUX Be-
TPOB — camas (Nerkuii ropHbIv BETEPOK), bICTbIK Ken
(ropsiumii NeTHUI BeTep) U Ap., Hanbosiee KOBaPHbLIM
cuMTanca BeTep MO Ha3BaHWIO «Kapa KaHLWbIK» —
«YyepHas cyka, YepHas Boaumua». Mog HUM, No MHe-
HWIO M3BECTHOrO KynbTyposiora 3. Hayp36aesow [14]
Kasaxy noApasymeBanu 3HOWHBIN NETHUA BeTep,
OKUTatoLWMin TpaBbl U MOCEBbI, BeTep, obpeKkaroLwuii
CKOT W Ntofel Ha ronoA. NpesBeCcTHUKOM 3UMbl, XO-
NIOJ0B U TAXENBIX BPEMEH CYMTaNCA OCEHHWUIA BeTep
«Kapa 6ac >Xen» («4epHOrosoBbIN BeTep»). Xonosa-
HbI anpenbcknin BeTep, KOTOPbIM ObBbIYHO AyeT B
KOHLie MecsiLia Ka3axun Ha3blBatoT «TOObIFbI XKapFaH»
(ByKB. «packoNOBLUVIA TaBOArY»). VIMEHHO B 3TU AHM
NpoABASETCA nepBas 3e/eHb B CTeNV U HauMHaeTcs
6narogaTHoe BpeMS.

CuMBO/MKa BeTpa Yy THOPKCKUX HApOAOB MNpoeLm-
poBajfacb Ha XapakTEPUCTUKY JHOAEN U XMUBOTHbIX:
aNWUTeTaMN Harpaxgaavucb Kak MpaBuao bbicTpble
CKaHyHbl. BeTep onunueTBOpsAa MyXCKoe Hauano, Koc-
MUYECKYHO CTUXUIO U AYXOBHYH CYLLIHOCTb.

The understanding of the wind as a sacral force in
Turkic culture had at least two meanings: the source
of the human spirit and the cause of many evils,
diseases, i.e. In the Kazakh folk tale «Zharty-Tostik»
the origin of the wind is associated with the wings
of the sacred bird Samruk, which nests on the world
tree — Baiterek. The reconstruction of the Old Turkic
yel (zhel) S. Kondybay [11] establishes a connection
with the Aruaks (ancestral spirits) by tracing the
derivation of zhel — «zheleu» (eleu) to their functional
tasks — zhelep-zhebep zhiru (guard, watchman).

The researcher also notes that the word «zhel» has
a negative connotation associated with demonic
creatures: «Shaitan», «jinn-Peri».

S. K. Akhmetova notes that among Siberian Kazakhs
there is still a belief in shaitan roads — dust whirls or
simply strong winds that can bring illness to people.
People who are sick in such cases say «zhyn zholina
tlsken» — have on the road shaitan, evil spirit» [1,
p. 195]. Wind is yel and is represented in the Hakas
mythology by a demonic being, an evil spirit.

The ancient Turks believed that the wind was directly
related to Tengri himself, and classified him as a
secondary deity. Information on the divine origin
of the wind with reference to the Manichaean text
«Kefalaya» can be found in Yu. A. Zuev: five elements-
warrior (Turk. oylan) light (the god of light wind
tintura tengri, the god of living wind jel tengri, the
god of living light jaruqg tengri, the god of water suv
tengri, the god of fire ot tengri) under the leadership
of the light-bearing primordial man in the struggle
with the elements of anti-simility [8, p. 140]. The
divine hypostasis of wind in the representations of
Turks manifests itself, for example, in the traditional
culture of modern Azerbaijanis in the figure of the
mythical elder Yel Baba (Grandfather Wind) or VYel
Dede (Father Wind).

According to experts, Kazakhs have more than
seventy names for the wind, the semantics of
which are diverse and range from expressions
of joy to suffering. Among the first are the light
summer winds — Samal (light mountain breeze),
Ystyq Zhel (hot summer wind) etc. The wind
that is considered the most insidious is named
«Qara Qanshyg» - «black bitch, black wolf».
According to the well-known cultural scientist
Z.Naurzbayeva [14], the Kazakhs meant by it a sultry
summer wind that burns herbs and crops, a wind
that condemns livestock and people to starvation.
The autumn wind «qara bass zhel» («black-headed
wind») was considered a harbinger of winter, cold
and hard times. The cold April wind, which usually
blows at the end of the month, the Kazakhs call
«tobylgy zhargan» (letters. «split meadow»). In
these days the first green appears in the steppe
and the grace period begins.

The symbolism of the wind was projected among
Turkic peoples to the characterization of people
and animals: fast horse were usually given epithets.
The wind represented masculinity, the cosmic
element and spiritual essence.
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YXAHBbIP
AOXAb
ZHANBYR / RAIN

ONeMAIK MajeHMNeTTe XaHbblp AcCnaHHbIH, Xapblika-
YbIMEH, KyHapJ/blIbIFbIMEH X9He Ta3apybiMeH 6aii-
NaHbICTbl. [acTypai TypKi MajeHMeTiHAe XaHOblpFa
cy Ke3i (cy-TipLinik) peTiHge TabblHy Hapablk, >Xepae
ke3geceai. OnapablH, eH, KactepJici — KekTeMHiH, 6a-
CblHAA >ayaTblH anfalliKbl Xblabl XaHObIp, on «J1ai-
CoH» aen aTtanagbl. Kasak fanbimbl O. K. buceHbaes
[3] TypKi XaNbIKTapbIHbIH, iliHAE KOHE KyAalnapablH
6ipi — 6ynTTap HafbiHaTbIH BypkiT aTa Aen caHangbl.
Onapabl ON KaMmLUbIMEH KaMlubliafaHZa KyH Kyp-
Kipen, Hall3afall oiHan, ByTTapAblH, KO3 Xacbl XaH-
6bIp 60bIN Xepre Terinesi. Eptese 6mik xxaHObIpAbI
WwakbIpy ywiH 6uik Tebese bypkit atafa (bypkiT-6aba)
apHan KypbaHAabIK WanbiHFaH. Tapuxu XaHe 3THorpa-
duanbik eHbekTep TYPKi KaMaapbl MeH Kasak, 6akcbl-
NapbiHbIH XaHObIP LWaKbIpy Fyprbl 6OAFaHbIH, OHAA
«CUKbIPABI» Tac — Axeze, Tal, fAja NakjanaHfaHblH
anfakTanabl. KasakTapga >aHOblp >Kayablpy fypribl
«TacaTTblk» Aen aTanajbl: bICTbIK, KypFaK aya panbiH-
[,a OHbl OpbIHAAY YLLUIH 0f1ap CY KOMMACbIHbIH (63eH/
KeJ) XaHblHa XMHanbIn, KypbaHablk wanfaH. OpTak
AyFajiaH KeliH agamaap kypbaHAblK MajiblHaH Aai-
blHAaNfaH TafaMMeH TaMakTaHfaH. byn fypbin keibip
aMaKTapa a/1i KyHre AeliH cakTanfaH.

MW3AH KK
MIZAN KOK

KewneHainepaiy,  TabwfaTTbl  KbI3blFYLUbIIbIKMEH,
blKblnacneH 6akblaaybl KOpLUafaH OpTaHblH KenTereH
3aHAbUIbIKTapbIH MeTapopanblk TypFblAaH TYCiHyre,
YakbITTbl, LUMKAAINIKTI TYCiHyre XaHe, apuHe, ofapabl
NeMHiH, Tingik 6elHeciHae bekityre akengi. OcCbIH-
fal KyOblnbICTapAblH, KaTapblHAa «MW3aH Kek» zen
aTanatblH Ke3eH, Ae 6ap. byn yakbIT epTe KekTeMae,
>ac Wen KapAbl Xapbin ece bacTtafaH ke3ge kenea,.
«Mu3aH» apab TiniHeH ayAapfaHAa «esley», «Ta-
pa3bl» gereHai 6ingipeai. Jemek, byn Tene-TeHAiKTiH,
OpPHbIFY YaKbITbl, iFHW ©TiN 6apa >XaTkaH KbiC NeH as-
Jafbl KOKTEM >XaHe onapablH, TeHenyi. «MusaH» cesi
KYH MEH TYHHiH, TEHeNy Me3rifiHe KaTbICTbl, aa «Mu-
3aH Wyafbl» — (MM3aH — Tapasbl, Wyak — Ke3eH, yaKblT
Y3aKTbIfbl) Ky3 6eH KbICTbIH, TEHENY yaKbITbiHa KaTbl-
CTbl KOAZaHblNAAbI.

Xanblk, apacbiHaa 6yn yakbIT Me3rini kveni 60-
NbIN, XaKCbbIK MEH XaMaHAbIKTbI, XapblK MeH Ka-
PaHFbIAbIKTbI, T.6. PETTENTIH HblWaHAbIK YaKblT PeTiH-
ae donbkiopaa KeHiHeH KOpPIHIC TankaH.

BECKOHAK,
BESQONAQ
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KazakTapsa kekTeMHiH, 6acbiHAa Xblbl KYHAEP Op-
HafaHHaH KeliH manga 6osaTblH KYpT CajkbiHAAY
beckoHak aen aTtanagbl. Exkenri aHbi3 60bliHLLUA,
6ipae 6ec foc Xblabl aya paviblHAa KOHakka bapa-
Abl, XO/Aa OflapAbl aya-palibiHblH, KOJIANChI3AbIFbl
6acbin anbin, ganaga Kantbic 6ongbl. OcbiFaH yKcac
aHbI3 BawkypTTap apacbiHaa fa 6ap. MaHnfbicTay
KasakTapblHbIH Tafbl 6ip aHbI3bl bap, ofaH calikec
6y alimakTapfa basfbiga 365 aynve KenreH, onap-
AblH 5-i ocbl esikere KOHbICTaHbal keTkeH. MaMaH-
JapablH, nikipiHWwe, 6eckoHak — A3CTYpAi Kasak
KyHTi3beciHaeri anaromeHa (alifblk, eMec KyHAep).
Anfall peT MyHZAaW KOCbIMLA KyHAep exenri Mbl-
Cblp KyHTi3beciHae konpgaHbina bacTtagbl, onapga
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Joxab B MWPOBOM  Ky/lbType accoummpyetcs
¢ 6narocnoseHnem Hebec, nnogopoanem U
ounLLEeHMeM. B TpaanLMOHHBIX THOPKCKUX KyabTypax
noYnTaHme JOXAA Kak UCTOYHMWKA BOAbI (BOAa->KM3Hb)
BCTpeyaeTca noBceMecTHo. CaMbIM  MOYUTAEMBIM
N3 HUX ABNSETCA MEpPBbIA TEMAbIA AOXAb, KOTOPLIN
MPOXOANT B Hayase BECHbl W ero Ha3blBatoT JIancaH.
KazaxctaHckuin yuenbii A. K. BruceHbaes [3] cuuTaer,
YTO Y THOPKCKUX HAPOA0B OAHUM U3 APEBHMX HOXECTB
aBasieTca bypkyT-ata, KOTOPOMY MOAUMHSAIOTCA Tyuu.
Korga oH umx cTeraet KamuyoW, NMPOUCXOAAT FPOM U
MOJIHWS, @ C1€3bI Ty MPOANBAIOTCA Ha 3EMIHO JOXKAEM.
B crapuHy ans Bbi3blBaHMA JAOXAA Ha BblCOKOM
XonMe npuHocuan xeptey bypkyty-ata (BypkyT-
6aba). Victopmueckme n sTHOorpadumueckme paboTol
CBMAETENLCTBYIOT O ObITOBaHMM 06psiia Bbi3blBaHUS
[OXAA THOPKCKMMW KaMaMW M Ka3axCckummn Hakcbl, B
KOTOPOM WCMO/b30BajCA «BOJLWEOHbIN» KaMeHb —
axege, Taw, aga. Obpag Bbi3blBaHWA JOXAA Y Ka3axOB
Ha3blBaeTCA «TacaTTblK»: ANA €ro MpOBeAeHWA B
XapKyro Cyxyto norogy cobupanucb y Bojoema
(peka/o3epo) M NPOBOAWAM XEPTBOMPUHOLLEHME.
Mo nocne obuwelt MOAUTBBI YrowWwanncb eaow,
MPUrOTOBNIEHHOW U3  >KEPTBEHHOrO >KMBOTHOTO.
Obpsag 3TOT B HEKOTOPbIX MECTHOCTAX MPaKTUKyeTCs
N CEroaHs.

Rain is associated in world culture with the blessings
of heaven, with fertility and purification. In traditional
Turkic cultures, the worship of rain as the source of
water (water life) is widespread. The most revered
is the first warm rain, which occurs at the beginning
of spring and is called Laysan. The Kazakh scientist
A. K. Bisenbayev [3] believes that among Turkic
peoples one of the ancient deities is Burkut-ata, to
whom clouds are subordinated.When he lashes them
with kamcha, thunder and lightning strike, and the
tears of the clouds rain on the earth. In ancient times,
to have a rain used to sacrifice on the high hill to
Burkut (Burkut-baba). Historical and ethnographic
works testify to the existence of a ceremony to
bring rain by Turkic kam and Kazakh bagsy, who
used «magic» stones — dzede, tash, yada. The ritual
of bringing rain is called «tasattyq» among Kazakhs:
To perform it, people gathered at a pond (river/lake)
in hot, dry weather and made a sacrifice. After a
common prayer, people ate the food prepared by a
sacrificial animal. The ritual is still practiced in some
places today.

HepaBHoayliHOe HabaoAeHNEe KOUEBHMKOB 3a Npu-
POJOW MPWBENO K CUMBOJIMUYECKOMY OCMbICIEHNIO
MHOIMX 3aKOHOMEPHOCTEN OKpYXXatoLLlen cpeabl, K
MOHVMAaHWIO BPEMEHM, LUKJANUYHOCTU U, KOHEYHO XKe,
K Mx duKcaumm B A3bIKOBOM KapTuHe mupa. Cpean
psia NOAOOHbIX ABAEHUA — MEepuod, HasbiBaeMbli
«MMW3aH KeK». 3TO BPeMs MPUXOAUTCA Ha PaHHIOH
BECHY, KOTZa CKBO3b CHET HauMHaeTcs NpobuBaThCs
MoJsiogas Tpaea. «MusaH» B nepeBoje C apabckoro
O3HauyaeT «B3BelLMBaTb», «Becbl». OTCOAa, 3TO Bpe-
Ms YCTaHOBJ/IEHWs BanaHca, YXOAaLLEeN 3UMbI U HacTy-
MatoLLLei BECHbI, UX paBHOAeHCTBUSA. CIOBO «MU3aH»
ynoTpebaseTcs U B OTHOLLEHUW MePUOAa PaBHOAEH-
CTBMS AHA U HOUM, @ «MUW3aH LWyaFbl» — (MMU3aH Luyak —
nepunog, oTpe3ok BPEMEHM) MO OTHOLLEHMIO KO Bpe-
MEHW PaBHOAEHCTBUS OCEHU U 3UMBI.

B Hapoze 3TOT Nepuog BpeMeHU cakpaibHO O3HaUeH
M NOAYYMS WMPOKOE OTpaxkeHne B oJbKAOpe Kak
CUMBOJ/IMUECKOE BpeMs, ynopsjbiBarolee 4o6po v
3/10, CBET U TbMY U T.A.

The nomads' enthusiastic and passionate observation
of nature led to a metaphorical understanding of
many environmental laws, to an understanding of
time, cyclicality, and, of course, to their anchoring in
the linguistic worldview. Among a number of similar
phenomena is a time called «mizankdk.» This time
falls in early spring, when the young grass begins to
break through the snow. «Mizan» in Arabic means «to
weigh,» «scales.» So it is time to balance, between the
passing winter and the coming spring, the equinox.
The word «mizan» is also used in reference to the
equinox, and «mizanshuagdy» — (mizanshuak —period,
time span) in reference to the time of the autumn and
winter equinoxes.

Among the people, this period is sacred and has been
widely used in folklore as a symbolic time when good
and evil, light and darkness, etc. exist.

Pe3skoe noxonopaHve, HacTynarolee nocie ycra-
HOBJIEHWS TEMJbIX AHEN B Hayasie BECHbl Yy Ka3axoB,
Ha3blBaeTcA — HecKkoHak, YTo B JOCIOBHOM NepeBoe
O3HauaeT «NsATb roctein». CornacHo ApeBHeN nereHae,
Hekorza nATb APy3ei B TEMNYHO NOroAy oTnpaBuANCh
B rOCTW, @ MO AOPOre UX HACTUI1a CUbHas Hemoroau-
ba v oHn normbaroT B cTenun. AHanornyHas nereHaa
cylecTByeT y bawkmp. Y kazaxoB MaHrbicTay 6bITyeT
Apyras nereHia, cornacHo KOTopow B 3TV Kpas AaB-
HbIM-JaBHO Npuwan 365 cBATbIX, U 5 13 KOTOpPbIX
ywan, He obOCHOBaBLUMCL B 3TOM MecTHOCTM. [lo
MHEHWIO cneumannctos, 6eckoHak — 3TO anmarome-
Hbl (BHEMECAYUHbIE AHMW) B TPAAVNLIMOHHOM Ka3axCKoMm
KaneHgape. BnepBble Takue AOMOAHUTENbHbIE AHW

The severe cooling that occurs after the onset of
warm days at the beginning of spring among the
Kazakhs is called besqonaq, which literally means
«five guests.» An old legend says that once five
friends came to visit and on their way they were
hit by a heavy storm that killed them in the steppe.
There is a similar legend among the Bashkirs. Among
the Kazakhs in Mangystau there is another legend,
according to which long ago 365 saints came to this
region and 5 of them left without settling in this area.

According to experts, Besqonaq are epohomena
(additional monthly days) in the traditional Kazakh
calendar. For the first time such additional days were
used in the ancient Egyptian calendar, which bears
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Taburat 3neMeHTTEpPIH OelHenenTiH Kypannap —
Ocupuc, Top, Cert, Ncuc xaHe Hedtuc — kyaannap-
AblH aTTapbl atanajbl.

CoHbIMeH, beckoHak — Ka3akTblH A3CTYpJi KyHTI3-
6eci 60libiHLWa 360 KYHHEH TypaTblH aCTPOHOMUANbIK
XKbIJIFA COMKEC KeNeTiH bl COHbIHAA 5 KyH (Kibice
Xblaga 6 KyH) KOCblaybl. ©aeTTe, Kasipri KyHTi36e
6onbiHWa 6eckoHak, 17-21 Haypbi3ga, an kibice
Xbligapbl 16 Haypbidga 6onagbl. On 6onbiHWaE Ka-
3aKTap 6o/kaM >acagbl, beckoHaK HefypabIM KyLTi
60/1Ca, a3 COFYPAbIM Xblbl, XaHObIpabl Honazbl.
[Janipex ariTcak, 6eckoHakTaH KeliH KasakTap >as3fbl
XKalnayra kelwyai 6actazbl.

Ocbl Me3rin-mesrin KantanaHaTblH Tabuin KyOblibl-
CTbl TYCiHY acCTPOHOMMWA XaHe >Xep, acnaH, Xyaabl-
3gap XaHe T.6. Typanbl AiHM-MUONOTUANBIK WAe-
Anap Typanbl TepeH bBiniMai kepceTesi xaHe XXaHa
3KOHOMMKaNbIK Ke3eHHiH 6acTanybiHbiH, Kelneni
SHZAIpICTiH, TabWFK LMKAIHIH Benrici 6onabl.

BOPICbIPFAK
BORISYRGAQ

TabufaTTbiH, KacUeTTi KybblabiCTapbiHbIH, 6ipi — Wama-
MeH 17-25 aknaH apainbifbiHAa 6onatbiH BypLuak >a-
ybiM, Kap/abl 60paH COfaTblH KaTTbl CajKblH Ka3akTap
apacbiHga bepicbipFak, («6epi» — Kackblp, «Cbipfak» —
KeHingi cesiHeH) pen atanagpl. [an ocbl yakbITTa
KackblpaapablH, XynTacy keseHi 6actanagpl. Xbii can-
bIH Hebapi 56 KyHre co3blnaTbiH Kylhney KeseHiHae
ypFalliblFa iecin XypreH kackblpaap OHbl TabblHHaH
6enin anbin, >ynTachln, yprnakTapbiH AyHuere akeny
YLLiH Kayinci3 xxepnepre opHanacagabl. byn keseHae ka-
3aKTapga Kackblp aynayfa TbibIM CasblHFaH. TbiibIMAAP
aflaMHbIH, KWesi >aHyapsiapfa JereH MiHe3-Ky/KbIH
peTTensi XaHe epekiue MaAeHN opbiHFa ne. Kasaktap
MeH >anrbl TYPKiNep yLUiH TolbiIMAbl Oy3y TabufaT neH
aflaM apacblHfafbl yineciMAai KapbIM-KaTblHaCcTbl By3y
60/1bIN Tabblnagpbl, 0N YLWiH apkawaH Kahap/xa3a 60o-
nagpl. HelWwaHAbIK TypFblfaH KacKblp-TOTEM COHbIMEH
Katap MeTadopanblk Typae LekapanapablH, Kublibl-
CybIMEH, SPTypAi Luekapanblk, XaHe OypblIbIC Ke3eH-
fepimeH Hemece caTTepiMeH HavinaHbicTbl. COHABIKTaH
Ja KasakTap aneMiHiH AacTypai HeHeciHae Kackpblp
OCbl, WbIH M3HIHAE, KayinTi Tabusn KybblibiC — 6epicbl-
pFakTbIH, KaHap Ke3i peTiHAe TyCiHinea,.

HAYPbI3
NAURYZ
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Ke3s kenreH Aactypii MajeHMEeTTe KYH MEH TYHHIH,
TEHENY KYHAEpiHAe yMbIMAACTbIpblAaTbiH KYHTi30enik
mepekenep 6ap. MamaHgap KasakTap apacbiHaa Ha-
ypbI3 (kekteM), KbiMbI3MypbIHABIK (>ka3), anengepai
cant-pgactypi Wawbipatkel (ky3), CofbiM backl (KbiC)
FYPbINTLIK MepeKeciH aTan eTeai. bipak 6yn LUmKAAiH
e3iHAe Ka3akK KOHbICbIHbIH, KEH ayMafbiHAa bip-6ipi-
HeH reorpadusblk anlak >aTkaH aliMakTapAblh,
JPTYPAI KNMMATTBIK, LIMKAAepiHe BalNaHbICTbl YaKbIT
60MblIHLWA aybITKyap 60aybl MYMKIH.

«HaypbI3» CO3iHIH 631 exXXeri npaHAblK eKi CO34iH KO-
CbIHAbICbIHAH LbIKKaH: HOY (>KaHa) >KaHe poy3 (KYH).
30p0oacTpmu3MHiH, KaHOHAbIK LieHbepiHeH 6acTay
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CTa/n MCNO/b30BaTb B APEBHEErMMNETCKOM KaneHAa-
pe, KOTopble HOCAT MMeHa 6oros — Ocupuc, lop, Cer,
Ncnpa n Hedtuaa - 60rn, onnuetBopasLIne CTUXUN
npupoAaebl.

BeckoHak —3T0 NprbaBaeHMe B KOHLLe roga 5 aHel (a
B BMCOKOCHBIN rog 6 AHeW) Ans COOTBETCTBUSA acTpo-
HOMWYECKOMY rofy, KOTOPbI/ B Ka3axCKoOM Tpajauum-
OHHOM KasneHgape coctout n3 360 aHen. beckoHak,
No COBPEeMEeHHOMY KaneHgapro Hactynaet 17-21
MapTa, a B BMCOKOCHble rogbl 16 maprta. o xapak-
Tepy H6eckoHaK Kasaxu Aenanu NPorHo3 Ha npeacTo-
Aulee neto. Mocne neproga beckoHak, Kasaxy Haum-
HaNn NepeKkoYeBKy Ha >annsy.

CnmBOAMYECKOE MOCTMXEHME AAaHHOTO Mepuoanye-
CKW NMOBTOPAIOLLErOCA MPUPOAHOrO AB/AEHUA bBbl1o
COMPSAXEHO C MEePBMYHBbIMM 3HAHUAMK B 06iacTy
acTpoHoMuK 1 GOPMUPOBANO PeNUrnmo3Ho-mmudono-
rmyeckme npegcraeneHmsa o 3emse, Hebe, 3Be3gax U
T.4. BmecTe ¢ Tem cayxuno n nparmatnyeckum ue-
M — BbICTYMano 3HaKOM Haudana HOBOFO XO3AW-
CTBEHHOroO 3Tana, eCTeCTBEHHOro LMKaa KOYeBOro
npov3BOACTBa.

the names of the gods - Osiris, Horus, Seth, Isis and
Nephtida — the gods who embody the elements of
nature.

Besqonagq is thus the addition of 5 days (and 6 days
in leap years) at the end of the year to correspond to
the astronomical year, which in Kazakhstan consists
of 360 days according to the traditional calendar. As
a rule, Besqonaq falls on March 17-21 according to
the modern calendar, and on March 16 in leap years.
According to him, Kazakhs made a prediction, the
stronger the Besqonaq — the warmer and rainier the
summer. Exactly, after Besqonaq — Kazakhs began
to move the summer zhailau. Understanding of this
recurring natural phenomenon testifies to deep
knowledge of astronomy and religious-mythological
representations of the earth, sky, stars, etc, and
served as a sign-symbol of the beginning of a
new economic stage, the natural cycle of nomadic
production.

OfHO M3 cakpaaM3oBaHHbIX ABJEHWUI MPUPOAbI —
CUNbHbIE XONofa C rpajoM K BypaHOM, KoTopble
HacTynaroT npuMepHo ¢ 17 no 25 deBpand y kazaxos
HOCAT Ha3BaHWe — BepicbipFak (0T cnoBa «bHepi» —
BOJIK, «CblpfaKk» — Becesbe). VIMeHHO B 3TO BpemsA
y BOJIKOB HauumHaeTca H6pauHblil nepuogd. B nepuog
TeUKM, KOTOPbIA ANTCA BCEro 5-6 AHen B KaXAoMm
rody, BOJIKW, COMPOBOXJAaA CaMKy, OTAENAIT ee OT
CTafia 1 obocHoBbIBalOTCA B He3onacHbIX MecTax
A8 3a4aTMa U POXAEHMA CBOEro MoTOMCTBa.
JTOT nepuos y KasaxoB CyLlecTByeT 3anpeT OXOTbl
Ha BOJIKOB. 3anpeTbl PeryavpyrtoT noBejeHne
yenoBeKa Mo OTHOLUIEHWHO K CBALLEHHBIM XXMBOTHbIM
W 3aHMMaloT 0COBYy0  Ky/NbTypHyto Huwy. /[ns
Ka3axoB W TIOPKOB B LIeNOM, Hanaraetca Taby Ha

HapyleHWe rapMOHMYECKMX  B3aUMOOTHOLLIEHWIA
MeXZy TNpuUpOJOA U UYeNoBEeKOM, 3a KOTopoe
HemsmeHHO 6yaeT kapa/HakasaHwe. Boak — To-

TeM TakXe CUMBOJMYECKM CBfi3aH CO 3HAYeHWeMm
nepeceyveHus rpaHunL, PasanYHbIMU NOrPaHNYHbLIMM
W MepesoMHbIMK MepvojaMn  UAN  MOMEHTaMW.
Mo3ToMy B TPagWLMOHHOM KapTWHe MVpa Ka3axoB
C BOJIKOM CBfi3blBaJW 3TOT OMacHoe, TPEBOXHOE
npupogHoe sBneHne — bepicbipFak,.

One of the sacred phenomena of nature — severe cold
with hail and storms, which approximately from 17
to 25 February Kazakhs have the name — Borisyrgaq
(from the word «Bori» — wolf, «syrgaqg» — fun). At this
time the wolves begin their mating season. During the
mating season, which lasts only 5-6 days a year, the
wolves accompany the she-wolf, separate her from
the herd and settle down in safe places to conceive
and give birth to their offspring. During this period it is
forbidden to hunt wolves in Kazakhstan. Prohibitions
regulate human behaviour towards sacred animals
and occupy a special cultural niche. For Kazakhs and
Turks in general, the violation of taboos is a violation
of the harmonious relationship between nature and
man, for which there will always be a punishment.
Symbolically, the wolf totem also metaphorically
represents the crossing of boundaries, various border
and tipping points or moments. Perhaps that is why
in the traditional worldview of the Kazakhs the wolf is
understood as the source of this actually dangerous
natural phenomenon — Borisyrgag.

B 060 TpagMUMOHHOM KynbType CyLecTByHOT
KaneHAapHble MNpa3gHWKKY, CBA3aHHbIE C  AHAMMW
paBHOAEHCTBMA. Y Ka3axoB oOTMedatoT: Haypbi3
(BecHa), KbIMbI3MYpPbIHAbIK, (neto),  >KeHckui
0bpasoBbIY npasgHuK Lawbipatkbl (oceHb), CofbiM
6acbl (3uMa). B aTom Lukae MoryT 6bITb BapuaLmm no
BPEMEHW ero NPOBeAEHMs, UTO CBA3AHO C Pa3HbIMU
KAMMaTUYeCKUMM LuKnaMu reorpadumyeckn otga-
JIEHHbIX APYr OT Apyra PerMoHoB OrpOMHON Teppu-
TOPWW pacceneHuns Kasaxos.

Camo cnoBo «Haypbi3» BOCXOAUT K ApPEBHENPAHCKO-
MY COYETaHWIO C/IOB: HOY (HOBbIM) U POY3 (AeHb). 3a-
POAVBLLMCb B KAHOHUYECKMX paMKax 30p0oacTpu3ma,

In every traditional culture there are calendrical
holidays placed on the days of the equinox. Among
the Kazakhs, experts note the following: Nauryz
(spring), Kymyzmuaryndyq (summer), women's
festival Shashyratqy (autumn), Sogym basy
(winter). However, even in this cycle there may
be temporal variations due to different climatic
cycles in geographically distant regions of the vast
settlement area of the Kazakhs.

The word «Nauryz» comes from the ancient Iranian
combination of two words: nou (new) and rouse (day).
This holiday, which has its origins in the canonical
framework of Zoroastrianism, is a calendrical-
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anfaH by Mepeke XblaAaH Xblfa KalnTanaHbin oTbl-
paTblH KYHTi36enik-mMayCbIMAbIK, OKWfa >XOHEe KyH
XPOHONOTMACBIHbIH, 6ackl 60abIN Tabblnagbl. Haypbi3
MelipaMblHaH LapyaLllbl/iblK, allHabIM XX9He OHbIMEH
Gipre XypeTiH eTnesi cmMnaTTafsbl CanT-A3CTypAep MeH
9/ eT-fypbinTap KeleHi bactanazbl.

XKaz avnapbl — Haypbi3gaH KeliH KeneTiH Xa3 mes-
rini XKakcblabikneH, an kKbic annapbl dXaMaHAbIKNeH
6aliNaHbICTbIPbIIbLIN, MepekeHiH, 6actanybl HipiHWI —
XbUIbl >Ka3AblH, >XeHIC KyHi 6onbin caHangbl. Hay-
pbI3 KapcaHblHAa eXenri Typkinep cy KonmanapbiH,
6y/naKTapAbl, KarHapaapabl, KyAblKTapabl TazapTKaH,
AFHWM TabwufaT Ta3asblKMNeH, i3rifikneH Xybliagbl aen
ceHreH. Mepekege 6apblk peHiwTep Kewwipinin, XxaH-
Xangacbin >XypreHaep MiHAETTI TypAe TaTyaackaH.
HaypbI3 angblHAafbl TyHi, HaHbIM-CEHIM OOMbIHLLUA,
6akbIT akeneTiH Kbiablp ata keneai. CoHabikTaH Ha-
YPbI3 KapCaHblHAA, OHbIH, KeNYiH KYTKEH TyHi B6apabik
KasaHZap MeH biabICTap CyTKe, alipaHfa, bynak, cybl-
Ha, AFHW KacueTTi CyCblHAapfa TOATbIpbLAAbl. Hay-
pbi3ga kasaktap b6ip-b6ipiHe: «Ak Mon 6oacbiH» Aen
acTap/ibl MafblHaZa aMaHAbIK, 6aKbIT TienAi.

AMAN
AMAL

byn 14 Haypbi3ga 6actanatblH Haypbi3ablH 6aTbicka-
3aKCTaHAblK Hyckacbl — KasakcTaHHbIH 6acka au-
MaKTapblHaH anjekainga eptepek. Ce3aiH e3iHae
bipHele ayaapma Hyckanapbl 6ap: angbiH apablua
aTayblHaH — Haypbl3, Ka3ak TiiHeH — eHbek, ic, ape-
KeT.

Bip KbI3blfbl, OYN KYHI bIMBIPT TYCKEHTE AeRiH Hapbik
TybICTap MeH focTtapabl apanan, 40 ecikTi KaFy Kepek.
CoHbiMeH kaTap, AManabl MepekeneyaiH MiHAEeTTi
[ACTYPi — «Kepicy» — eKi KOJIMEH KO anbicy, Kilinep
yAKeHaepre H6apsbin, onapabiH 6atanapbiH anagsl. Ka-
3aK TiNiHEeH ayAapfaHAa «Kepicy» «Bip-b6ipiH kepy»,
«Kkesgecy» gereHai 6ingipeai. Mepeke KkyHi 6ip-
GipiHiH 6apAblk BKne-peHilTepiH KeLwipy XaHe Cblii-
nbikTap 6epy gactypi 6ap. HaHbIM-ceHiMm 60MbIHLLA,
AManga TYCKeH Kap MoJl eHiM MeH Halnblk bepes,.

KbIMbI3M¥PbIHADbIK
QYMYZMURYNDYQ

KbIMbI3MYpPbIHABIK, — acTapibl MafblHaga OGapAbik
KeLUMNeHAiNep YLWiH KaCUeTTi CYCbIH — anfallkbl KbIMbI3
Mepekeci. «KbIMbI3 exenseH A3CTypi MaAeHUETTe aK
LlanafaTTbl, acnaHfa OafblluTayAbl, TOPT TYAIKTI, Tay-
Abl, XayblHrepAiK TyAbl 6eNHeNenTiH KaHCbI3 KypbaH-
AblK, PeTiHAe KapacTblpblifaH», — AeWfi fanbiMzap
3. K. CypafaHoBa MeH K. K. CapcembuHa. OHbl b6ykin
Eypasvsga spTypai ataynapmeH atan etegi: bypat-
Tap OHbl «L3M33Hbl 3yraa», HGalKypTTap «MbICTap»,
MoHfonma KasakTapbl «bue Hannap» gen atangsbl.
bipak 6apAablk >Xepae KOKTeM-Xa3 MayCbIMbIHbIH,
6actanybl XaHe KellneHAinep eMipiHAeri HblllaH-
AbIK KyHapJibl Ke3eH, OHbIMeH HainaHbICcTbl. «KbIMbl-
3MYpPbIHABIK» PACIMiHIH, aTayblHbIH, ©3i Ka3ak, TiliHeH
ayfapfaHia «MypblHAbl KbiMbl3fa OaTblpy» AereHgi
6ingipesi. Ak KbIMbI3AblH CEMaHTUKaChbl ©TIN >XaTkaH
MepeKeHiH KacUeTTiNirH anblKTayAbl Ke34enai.
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3TOT Mpa3AHVK SIBASETCS MOBTOPSHOWMUMCA KajeH-
AapHO-CE30HHbIM COBLITUEM Y HaYaNOM COJIHEUYHOTO
netoncumncnenns. C Haypbi3om cBsizaHO Hauyano Xxo-
35MCTBEHHOrO LMKAa M KOMMAEKC 0BpsA0B 1 puTya-
JIOB NEPEXOAHOr0 XapakTtepa.

JNleTHne mecsubl, NpuxoasLine Bcaes 3a Haypbisowm,
accouumpoBanocb ¢ [lobpom, a 3vMa/3MMHUE
MecsLbl CO 3/10M, MO3TOMY HacTyn/aeHWe npasgHunka
cuntanocb AgHem nobeabl neta. [Nepes BCTpeyel
Haypbiza ApeBHME THOPKM OYMLLAAMN  BOJOEMBI,
MCTOYHUKM, POAHUKM W KOMOALBI — UYUCTOTON MW
[06pOM OMbIBaeTCs Npupoga. B npasaHuk npoianu
Bce obuabl, a Te, KTO bbln B ccope, 06s3aTeNbHO
MUpUAnCb. B Houb nepes Haypbi3oM, Mo noBepbaM,
npuxoamn  Kblablp-ata, MNPUHOCALLMA  cYacTbe.
MNoatomMy HakaHyHe Haypbi3a, B HOUb OXWUAAHUA ero
NPWX0Aa, BCE Ka3aHbl 1 Yalln HAMOAHSAIUCb MOJIOKOM,
aipaHOM, KAHOYEBOW BOAOW —  CBALLEHHbIMM
Hanutkamun. Kasaxvu B HaypbI3 gpyr Apyry roBopsr:
«AK Mon 6oncbiH» (MycTb 6enoro 6yaer MHOro),
B MEPEHOCHOM CMbIC/ie >Kesfas 61arococTosHuA w
cyacTbA.

seasonal event that reverberates from year to year
and the beginning of the solar chronology. Nauryz
marks the beginning of the economic cycle, and
with it a complex of rites and rituals of transitional
character.

Summer months — summer, which come after Nauryz,
associated with good, and winter / winter months
with evil and the arrival of the holiday was considered
the day of victory of the first — warm summer. Before
celebration of Nauryz ancient Turks cleaned ponds,
springs, wells — the nature was purified by good and
purity. On this holiday, all offences were forgiven,
and those who were at odds, inevitably reconciled.
On the night before Nauryz, it is believed, Kydyr-ata
came and brought good luck. Therefore, on the eve
of Nauryz, on the night of waiting for his arrival, all
calves and bowls were filled with milk, airan, spring
water — sacred drinks. In Nauryz Kazakhs say to each
other: «Ag mol bolsyn» (a lot of white), figuratively
wishing well-being and happiness.

310 BapwaHT Haypbi3a Ka3axoB 3anajHoOro pervo-
Ha. [Mpa3aHuk HaumHaetcs ¢ 14 mapta. Camo choBo
«amas» MMeeT HeCcko/JbKO BapWaHTOB MepeBoja: C
apabckoro — HasBaHWe mMecsLa «MapT», C Ka3axcko-
ro — TpyA, NOCTynoK, AencTBume.

B aTOT feHb JO HacTynneHus cymepek Heobxoau-
MO 6blI0 0BONTU BCEX POACTBEHHMKOB WU Apy3en,
noctyuyatbca B 40 aepeini. ObA3aTeNbHON Tpasuum-
el npa3gHoBaHuA Amana ABAAETCA «Kepicy» — py-
konoxatue obenmn pykamu. Mnagwmve noceliarot
CTapLumx, nonydas mx 6narocnoseHus. B nepesoge ¢
Ka3axCKOro «kepicy» 03HayaeT «CBUAETbCA», «BCTPe-
ya». B feHb npa3gHOBaHMA MPUHATO MpoLaTte Apyr
Apyry Bce obuapl 1 gapvTb nogapku. Mo noeepbto,
CHer, BbiNaBLWMIM Ha AMan, gapyeT LeApbln ypoxKan
n boratcTBo.

This is the western Kazakh version of Nauryz, which
begins on March 14 — much earlier than in other
regions of Kazakhstan. For the word itself there are
several translation variants: from the Arabic name of
the month — March, from the Kazakh — work, action.

It is noteworthy that on this day before nightfall it is
necessary to bypass all relatives and friends, knocking
on 40 doors. In addition, the obligatory tradition of
celebrating Amal «koérisu» — handshake with both
hands, when the younger visit the older, receive their
blessings. In translation from Kazakh «kérisu» means
«to see», «to meet». On the day of the feast it is
customary to forgive each other all offenses and give
gifts. It is believed that the snow that fell on Amal will
bring a rich harvest and prosperity.

KbIMbI3MYpbIHABIK — B MEPEHOCHOM CMbIC/e Npa3j-
HWK MepBOro KymbiCa, CBALLEHHOrO A/ BCEX THOp-
KOB-KOYEBHWKOB HanuTka. «KymbiC B TpajguLMOH-
HOW Ky/bType M3jaBHa paccMaTpuBaca B KayecTBe
6eCcKpOBHOM XepTBbl, CMMBOAM3UPYIOLLEN 6enyto
6narogatb, BO3AUAHUA Heby, YeTbipeM CTOPOHaM
cBeTa, ropam, 60eBOMYy 3HaMeHW», — OMWCbIBatOT
3. K. CyparaHoga u K. K. CapcembuHa. 3T0T npa3aHuK
C pa3/IMUHbIMU BapuaLMaMyU Ha3BaHWN MNpasgHyroT
no Bcel EBpasumun: BypATbl ero HasblBarOT «L3r33HbI
3yraa», 6allKkMpbl — «MbICTap», a Kazaxu MoHroaumn —
«bue barnap». C HUM CBA3bLIBAIOT Ha4yano BECEH-
He-JIeTHero ce3oHa M CUMBOAMYeCKM BnaropaTtHoOro
nepuosa B XW3HU KOUYEBHWMKOB. HasBaHWe ob6psza
«KbIMbI3MYPbIHABIK» B NPSMOM MNepeBoje O3HayaeT
«OKYHYTb HOC B KyMbIC». LiBeTOBas CMMBO/IMKA KyMbl-
ca Kak 6en10ro HanMTKa COOTBETCTBYET CaKpasbHOCTM
nponcxoasLLero.

Qymyzmaryndyq — figuratively, the holiday of the
first Kumys, sacred to all nomads drink. «Kumys
in traditional culture has long been considered a
bloodless sacrifice, symbolising white grace, libation
to the sky, four sides of the world, mountains, a
battle banner», — writes scientists Z. K. Suraganov
and K. K. Sarsembin. It is celebrated all over
Eurasia with different name variants: Buryats call it
«tsegeyeny zugaa», Bashkirs — «mystar», and Kazakhs
of Mongolia — «bie bailar». But everywhere it is
associated with the beginning of the spring-summer
season and a symbolically favourable time in the life of
nomads. Even the name of the rite «xqymyzmaryndyq
« in translation from Kazakh means «sticking/dipping
nose in kumys». The semantics of the white kumys is
to emphasise the sacrality of the festival.
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HAPTYfAH / HYPTYFAH
NARTUGAN / NURTUGAN

HapTyfaH / HypTyfaH — KbICKbl KYH TOKbIPaybIHbIH, €H,
KeHe TypKi Mepekeci (BEHrpAep OHbl «Kapa4yH» Aen
atangbl). byn TyH eH, y3ak 60sbin caHanagbl. On eki
MafblHaNbIK HycKada TyCiHAipineai: «<kapa TyH» — kapa
TYH XdHe «Kapa LUbIH» — KYAIPeTTi WbIH, KayinTi WhbiH.
Eptese 6yn TyHAe XXepai XbbITy YWIiH OT Xafblia-
TbIH. By Mepeke — KbICKbl KYH TOKblpay KyHi — C1aBsH
mMudonormaceiHaa Aa atan eTiareH. Kapen donbkno-
pbiHAa KapauyH — M1oTiK KeRinkep, snengepai, aaet-
Te CBeTnaHa eciMgi Kbidgapabl (kapblk, Xblay, emip)
yphaywbl. bynapablH 6apablFbl TabuFat LUKAIHAETI
Kbl ME3TiNAEPIHIH, aybICybl Typasbl XaablKTbIH TYCiHi-
FiHiH, Xaairepnepi.

MepekeHiH «HapTyfaH» Hemece «HypTyfaH» aTaybl-
HblH, ©3i KYHAi3ri Xapblk, NeH KapaHFfblablK apakaTbl-
HaCbIHbIH, HacTankbl HykTeci 6oabin Tabblnagbl. byn
Ke3eHAe KyH COy/eci XbUiAblH €H y3aK TYHiH aybl-
CTblpagbl. KazakTblH, «HapT» CO3i OTTbl KbI3bl/, ajKbl-
3bl1 gereHai Gingipeai, 6yn HblwaHablk TYpae KyH
CAY/NECiHIH, TyFaH KYHiHIH Kneni MepekeciH bingipeai.
MyHbl Mepeke aTayblHblH €KiHWi HYCKacbl, AFHW
«HYp» — CayNe KepceTei.
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HaptyfaH / HypTyfaH — JpeBHeNWMWI THOPKCKUR
NPasfgHUK 3UMHEro COJIHLECTOAHMA  (BEHTpbl ero
Ha3bIBAlOT «KapauyH»). OTa HOUb CUMTAETCs CamoMn
JAJIVHHON. TpakTyroT ee B BYX CMbIC/IOBbIX BapuaH-
Tax: «kapa TyH» — YepHas HOYb M «Kapa LblH» — MO-
rydas BepLUMHa, OnacHbI NuK. B cTapuHy B 3Ty HOUb
pa3>xurann KocTpbl, rpean 3emato. Mmnbonorna mHo-
rMX HapOAOB 3arneyatsiena 3ToT JeHb B TOW WU MHOM
cmMBosIvKe. B kapenbckom dosbkaope, K npumepy,
KapauyH — Mudpunuecknii nepcoHa, MOXUTUTENb XKeH-
WMH, 0bbIYHO AeByWKN ¢ umeHem CeeTnaHa (CBer,
Tensao, Xu3Hb). Bce 3TO peankTbl HapOAHOro MOHU-
MaHWs CMeHbl CE30HOB B KPYroBOpPOTE MPUPOAbI.

Camo Ha3BaHVe Mpa3fHMKa «HapTyfaH»  Wan
«HYPTYfaH» — TOUKa OTCYETA COOTHOLUEHWU CBET/IONO
N TEMHOTO BPEMEHMU CYTOK. B 3TOT nepmos CoNHeUHbIN
CBET BbITECHSIET CaMyt MPOAOIKUTENbHYIO HOUb B
rogy. Kasaxckoe cnoBo «HapT» 03Ha4yaeT «OrHeHHO-
KpacHbI», anblil, 4TO CUMBOJIMUECKM BbIpaxaeTt
CaKkpasbHbIN NPasgHUK AHA poxzaeHus COJIHeYHOro
Nyya. Ha 310 yKasbiBaeT BTOPOW BapuaHT Ha3BaHWS
npasgHuKa: «<Hyp» — iyu.

Nartiagan/Nartidgan — the oldest Turkic holiday on
the winter solstice (Hungarians call it «Karachun»).
This night is considered the longest. It is interpreted
in two semantic variants: «Qara Tln» — black night
and «Qara Shyn» — mighty peak, dangerous peak.
In the past, fires were lit on this night to warm the
ground. This holiday — the day of the winter sun -
is known in Slavic mythology. In Karelian folklore
Karachun is a mythical figure who kidnaps women,
mostly girls named Svetlana (light, warmth, life). All
these are remnants of the folk understanding of the
seasons in the cycle of nature.

The name of the festival «nartigan» or «nartagan»
is the reference point for the light and dark time
of the day. During this time, sunlight displaces the
longest night of the year. The Kazakh word «nart»
means fiery, scarlet, which symbolically expresses the
sacred holiday of the birthday of the sunbeam. This
is indicated by the second variant of the name of the
holiday: «nar» — ray.
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1.2 TABUFAT HbICAHAAPDI

Jactypni mageHunetTe apbip Tabufn HbicaH Tinge,
donbknopaa, HaHbIM-CEHIMAEP MeH TaHbIM-TYCiHiK-
TepAe, COHAan-ak, onapmeH 6alinaHbICTbl pacimaep
MeH ageT-fypbinTapAa 6eWiHeneHreH HblWaHAbIK
MafblHafa ToJibl. KOCMOrOHUAHbIH, XaHe anem beir-
HecCiHiH 6enrinepi MeH HblllaHAapPbIHbIH, apacbiHAa
TabuFn HblCaHZap epekLle OpbiH anagbl. JlaHawadpT-
Tbl Urepy 6apbiCbiHAa eXenri agam ofaH MafblHanap
MeH MaHzep 6epin, anemMHiH HbllwaHAblK GenHeciH
xacagbl. Ocblnaiiwa, Tabufn HbicaHgap (Taynap, op-
MaHZAap, epicTep, e3eHaep xaHe T.6.) reorpadpuanbik,
naHawadT aneMeHTTEpiHe alHanagbl (bactankblaa
«NaHAWAPT» yFbiMbl «ydfe eTiAreH Xep», «bipTyTac
Kueni xxep» aereHai 6ingipren).

Byn 6enimae TypKi eniHiH, apTypAi eKingepiHiH Tabuu
opTackl MeH JaHAWaPTbIHbIH, CemMnoTU3aumuanaHy
npoLeciHiH ambeban cvnaTbliH KOpPCeTeTiH TypKi Ma-
JEHVETIHIH, eH, MaHbI3abl TaHba-HbIlWaHAbIK BenHe-
Nepi 6epinrex.



1.2 NTPUPOAHbIE OB BEKTbI

B TpaaMLMOHHONM KynbType NpaKTU4eckn KaXAbli
MPUPOAHBIA O6BEKT HaMOJIHAETCA CYMBOJINYECKUM
3HayeHVEeM, YTO 3ameyatsieHo B fA3bike, GOJIbKIOPE,
BEPOBaHWAX W MPEeACTaBAEHUAX, a TakXke CBA3aH-
HbIX C HUMW 0bpsgax u putyanax. Cpean 3HaKOB U
CMMBOJIOB KOCMOTOHUU 1 0bpa3a Mupa, NPUPOAHbIe
06beKThl 3aHMMaloT ocoboe mecTo. B npouecce oc-
BOEHMWS NaHgladTa JpeBHUI YenoBeK Hagensn ero
CMbICIAMX W 3HAaYeHUAMM, CO3JaBas CUMBOJINYeE-
CKYO KapTUHy Mupa. Tem caMbiM NPUpPOAHble 06b-
eKTbl (ropsbl, neca, Noas, peku u T.4.) obpalyatoTcs B
3NeMeHTbl reorpaduyeckoro naHgwadra (M3Havanb-
HO MOHATME «NaHAWaPT» UMENo 3HaueHue «3ems
obeToBaHHas», «ejMHas CBALLEHHAA 3EMA»).

B paHHOM pasgene npejctaBsieHbl Hanbosiee 3Ha-
UMMble 3HaKOBO-CMMBOJIMYECKMEe 06pa3bl THOPKCKOM
Ky/NbTYpbl, YyKa3blBatoliMe Ha BCeOOLWMA XapakTep
npouecca CeMmnoTM3aLMmn NPUPOAHON Cpesbl 1 NaHa-
wadTa pasHbIx NpeacTaBuTeNei THPKCKOro .

1.2 NATURAL OBJECTS

In traditional culture, every natural object is filled with
symbolic meaning, reflected in language, folklore,
beliefs, and representations, as well as associated
rituals and customs. Among the signs and symbols
of cosmogony and worldview, natural objects occupy
a special place. In the course of the development
of the landscape, ancient man endowed them with
meanings and created a symbolic image of the world.
Thus, natural objects (mountains, forests, fields, rivers,
etc.) become elements of the geographical landscape
(originally, the term «landscape» had the meaning of
«promised land», «united holy land»).

In this section, the most important symbolic images
of Turkic culture are presented, showing the
universal character of the semiotic process of the
natural environment and landscape among different
representatives of Turkic Ale.
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[ana — ctenb (McUTen — KBHE TYPKi TiNIHEH anblHfaH
«ic icten» — ic xypri3y, urepy) — OpTanbik A3VAHbIH
yNaH-6ainTaK KeHiICTiriH cMnaTTalTbliH XasblKapanbik
apxan3m [10]. KazakTapablH TyCiHiriHge Aana — kueni
xep, on Xep AHa, AtamekeH, Capblapka, KeH aana,
¥nbl gana, 1.6. 6enHeni ce3aep apKblabl KepiHic Ta-
6aabl. Aybi3lLa-no3TuKanblk A3CTYp Aanafa banna-
HbICTbl SPTYPi KOHHOTaLMANAPAbl CakTalabl: WeKCi3
KEHICTIK, @PKIHAIK PyXbl, XXaHHbIH, KEHAITI, apFbIMaKTap
XaHe T. 6. OpacaH 30p Aana KeHICTiKTepi 6albIk neH
epKiHaikneH 6ainaHbICTbl; KEH Aana (lWekci3 gana) —
«KeLwneni KasakTblH, LWeKCi3gikneH 6annaHbICTbl TYMKi
HblWwaHbl» [3]. ExxengeH Typkinep Xepgai aHara, Kek-
Ti oKere Hanagbl, byn eki Kyaanablk bactaynapabiH
FapbILUTbIK, HEKeCi Typanbl TYCiHIK MUPOMO3TMKaNbIK
naesnapaa cakranfat.

Bip ybIC TyfaH XepAiH Tonbipafbl SPTYPAI XanblKTap-
AblH, CanT-A3CTypAEpi MeH djeT-fypbinTapbiHAa ene-
yni pen atkapfaH. Onap >XepMeH aHT 6epai, OHbI
SPTYP/  CUKbIPAbI 3pekeTTepae KOAAaHAbI, Y3ak
yaKkbITKa canapfa aTTaHfaHAa HeMece TyfaH XepiH Ta-
CTan KeTepAe OHbl ©34epiMeH bipre anbin KeTTi XXaHe
1.6. Exxenri Typkinep XepaiH, KyLUTi Ta3apTKbILL XaHe
KopFfaylbl Kywi 6ap gen ecentereH. KewneHainep
apacbiHaa Xep-aHaHbl KacTepaey Xepai >kapanamay
YLUiH, >XXepre 3usaH KenTipmey YLUiH YLbl bW XKOFapbl
Kapan TypaTblH ask KWiMiHIH, YAriCiHEH Ae aHFapblia-
Abl.

TAY / TAYNIAP
FOPA / TOPbI

TAU / TAULAR
MOUNTAIN / MOUNTAINS

40

OJIEMHIH, KenTereH MajeHMeTTepi MeH Typki Maje-
HWeTTepiHe ToH TaynapAblH, KMeniniri Typanbl TYCiHiK
Taynapgabl XKep MeH AcnaHgbl, XXOfapFbl XX9HE TOMEH-
ri anemai 6annaHbICTbIpyLWbl peTiHAe KabbingaymeH
6annaHbicTbl. KasakTap apacblHAafbl OneMAik Tay-
AblH beliHeci Bantepek (anemaik afaw) eceTiH Kek
Teb6e 6osbin Tabbinagbl. KeHe Typkinepain Aactypai
HaHbIM-CeHiIMiHAe bynak, KeJ, aHfap, COHbIMEH Ka-
Tap Tay/napablH ©3iHAIK pyxbl-kueci 6ap. Mbicanbl,
OHrtycTik Cibip TypKinepiHiH, (anTannbikTap, xaka-
CTap, TyBa/iblKTap) apacblHAa TaynapAbl kacrepaey
[A9CTYpiHiH, BipHewe kypamaac 6enikTepi epekiie
Ke3re Tycesi: XblN CalblHFbl YXKbIMAbIK, AyFanap; Ku-
eni TaynapablH, 6aypaibiHga oba cany xaHe 1.6. Ken-
TEreH Typki 3nocTapblHAa eXenri XyHHynap (fyHaap)
TabbiHFaH Otukan Taybl donbknopablk kahapmaH-
JapablH, aHacbl 6osbin caHanagbl. XKannbl, exenri
TYpPKifep apacbiHAafbl Tay LibiHAAPbIHA TabblHY Ka-
cnetTi XKep-Cy KYPMETiHiH, axblpamac beniri bonfaH.

Kazaktap apacbiHaa kueni Taynapfa  Tabbl-
HYLUBINBIKTbIH, XXapKblH Bip KepiHici — ¥abiTayabl ap-
JaKTay aJeT-fypbiNTapbl MEH XaiblK apacbiHAa KeH,
TapafaH «¥biTayfa 6apablH 6a, ¥nap eTiH xegiH 6e»
JereH berHeni ce3 Tipkeci. bip XafblHaH, opTak >a-
yfa Kapcbl 6ipAikTiH 6enrici peTiHAe OCbl TaynapabiH,
Kueni TactapblHa pyablk TaHbanapbliH KanablpfaH
YW XKY3 Py ekingepiHiH ¥abiTayaa anfaw pet bac
KOCYbIHbIH, Tapuxu OKwufanapbl basHaanasbl. EkiH-
Wi XaFblHaH, Byn TaynapablH KUeniniri MeH KacueTTi
¥nap KyCbIHbIH, €TiH >ey Ke3iHae kabblngaHfaH aHT-
TbIH, MbI3FbIMaCTbIfbIHbIH, 6acTaybl.



1.2 Tabufat HbicaHAapbI
MpupogHble 06beKTHI
Natural objects

Crenb (UcuTen — OT APEBHETIOPK. «iC icTen» — Aenatb
[eN0, OCBauBaTb) — MEXAYHapOAHbIA apxansMm, Xa-
pakTepu3yroLLnA H6e3bpexHble npocTpaHcTBa LleH-
TpanbHol Asum [10]. CTenb B NOHWMaHUN Ka3axoB —
cakpajbHOe MECTO, YTO OTpaxaeTcs B 0b6pasHbIX
BbipaxkeHuax: Xep AHa, AtamekeH, Capbl-Apka, KeH,
pana, ¥nbl pana (Benvkasa crenb) 1 aAp. YCTHO-N03TU-
yeckas TpaguLMA XPaHWT pas/ivuHble KOHHOTauuw,
CBsi3aHHble CO CTenbto: HeckpalHMe MPOCTOpPbI, AyX
cBOOOABI, LUMPOTA AyLIN, apraMmaku n T.4. OrpomHble
CTEMHble MPOCTPaHCTBA accouMMpyroTca ¢ boraT-
CTBOM U1 cBObHOZOW; KeH, fana (beckpanHas crenb) —
«MPacMMBOJ Ka3axa-KO4YeBHMKa, CBA3aHHbIN C 6ecko-
HeuHoCTbo» [3]. C ApeBHOCTU THOPKM OTOXAECTBAAAN
3eMJ1r0 C MaTepbHo, a HEBO — C OTLLOM, UTO XPaHUTCS B
MUPOMOITUYECKMX NPEACTABAEHNAX O KOCMUYECKOM
bpake ABYXx boXecTBeHHbIX Havan.

FopcTb 3eMAM Urpana 3HauMTeNbHYO Poab B 06ps-
Aax U puTyanax pasHbIX HapOAOB. 3eMJel KASIUC,
MCMONb30BaAN B Pa3NNYHbLIX Marmyeckmx AencTBu-
X, YBO3MAN C COBOMW, ye3xas HafoAro Uan nokuaas
POAHYH CTOPOHY U T.4. lpeBHME TIOPKMU CUUTANM, UTO
3emns obnagaeT MOLWHOW oumLlatollein n obepera-
roLLLen cunok. MoumntaHme 3eMan-MaTepum y KOUEBHU-
KOB BbIpPa3naoCh U B KOHCTPYKLUN O0BYBM, HOCOK KO-
TOpOW HbIN BCeraa 3arHyT KBepxy, Aabbl He NOpPaHUTb,
He HaHecTn 3emJie paHy.

Steppe (isitep — from Old Turkic «is istep» — to do
business, to develop) - international archaism
denoting the vast spaces of Central Asia [10]. The
steppe is a sacred place in the understanding of
Kazakhs, which is reflected in figurative expressions:
Zher Ana, Atameken, Sary Arga, Kefn Dala, Uly Dala
(Great Steppe), etc. In the oral-poetic tradition,
various associations with the steppe have been
preserved: boundless vastness, spirit of freedom,
vastness of the soul, argamaki, etc. The vastness of
the steppe is associated with wealth and freedom;
kel dala (boundless steppe) — «the prasymbol of the
Kazakh nomad associated with infinity» [3]. From
ancient times, Turks identified the earth with the
Mother and the sky with the Father, which is recorded
in mythological representations about the cosmic
marriage of two divine principles.

A handful of earth played an important role in the
rites and rituals of different peoples. People swore by
the earth, used it for various magical acts, took it with
them when they left their homeland for a long time or
were abandoned by the native side, etc. The ancient
Turks believed that the earth had a strong purifying
and protective power. The nomads’ reverence for
Mother Earth was expressed in the design of their
shoes, whose sock was always closed at the top so as
not to hurt or wound the earth.

MNpeactaBneHne O CBATOCTM rOp, XapakTepHoe Ans
MHOT X Ky/bTYP MUpPa ¥ TFOPKCKOM, B TOM Umncae, oby-
CNIOBNEHO BOCMPUATUEM FOp KaK CBA3YHOLLEro 3emto
n Hebo, mexay BEPXHUM U HUXHUM Mupamu. Onun-
LeTtBOopeHneM MMWpPOBOWN ropbl y Ka3axoB ABAAETCH
Kek Tebe (bykBanbHO — cuHss/ronybas ropa), Ha Ko-
TOopoMm pacteT bantepek (MupoBoe gpeso). Cornac-
HO TPaAWLUMOHHbLIM BEPOBaHUAM APEBHUX THOPKOB,
POAHWK, 03epO, AOANHA, a TaKXKe ropbl UMErT CBOEro
cobcTBEHHOrO Ayxa-xo3auHa. K npumepy, y Tropkos
FOxxHoM Cnbumpm (anTaiiLieB, XxakacoB, TYBMHLEB) Bbl-
AEeNnArTCA HEeCKONbKO KOMMOHEHTOB Tpaauumu no-
UYMTaHUA TOP: eXeroAHble KONNEKTUBHbIE MOJEHUS;
coopy>KeHne 060 Ha CKNOHaX CBALLEHHbIX FOp 1 Ap.
Bo MHOrMmMx THOPKCKMX 3Mocax MaTepbio GONbKAOPHbIX
repoes npeacTaBaseTcs MMeHHo ropa — Otukan, ko-
TOPOW MOK/NOHANNCH ELLE APEeBHUE XYHHY (TYHHbI). B
LLe/IOM, KY/bT FOPHbIX BEPLUNH Y APEBHNX THOPOK Obin
COCTaBHOM 4acCTblo MOYUTaHWA cBAeHHOW Xep-Cy
(3emna-Boaa).

OfHUM 13 SPKUX MPOSBAEHUA KynbTa CBALLEHHbIX
rop y KasaxoB fAB/AETCA MNpakTuka Mo4vuTaHua rop
Ynbitay (Benuvkue ropbl) U nonynspHoe obpasHoe
BbipaxkeHue «¥biTayFa 6apabiH 6a, yiap eTiH XeaiH,
6e». C 0HOV CTOPOHbI, 34eCb NoBecTByeTCsA 06 NCTO-
puyeckmx cobbiTMAX nepBoro cobpaHus B YabiTay
npeacTaBuTENeN TPEXCOT POAOB BCEX TPEX Ka3axCKMX
>Ky30B, OCTaBMBLUMX Ha CBALLEHHbIX KAMHAX 3TUX rop
CBOV POAOBble TaMru B 3HaK ob6beAnHeHUs NpoTuB
obuero Bpara. C Apyrov, NCTOKM CakpasbHOCTU 3TUX
rOp U HEPYLLUMMOCTb KAATBbI, MPUHECEHHON BO Bpe-
Msi pUTyanbHOM Tpanesbl 13 XepTBEHHOrO Msca CBS-
WEeHHOM NTUubl Ynap.

The idea of the sanctity of mountains, characteristic of
many cultures of the world and of the Turkic peoples,
is due, among other things, to the perception of
mountains as a link between the earth and the sky,
between the upperand lowerworlds. Theembodiment
of the world mountain among the Kazakhs is Kok
Tobe (literally, blue/light blue mountain), on which
the Baiterek (world tree) grows. According to the
traditional beliefs of the ancient Turks, the spring,
the lake, the valley and the mountains have their
own spirit master. For example, among the Turks of
southern Siberia (Altai, Khakas, Tuvans ) there are
several components of the tradition of mountain
worship: annual collective prayers, construction of
an obo on the slopes of the sacred mountains, etc.
In many Turkic epics, the mother of folk heroes is
represented by the mountain Otukan, which was
worshipped by the ancient Huns. In general, the cult
of the mountain peaks was part of the worship of the
sacred Jer-Su (earth-water) among the ancient Turks.

One of the bright manifestations of the cult of the
sacred mountains among the Kazakhs is the practice
of worshipping the mountains of Ulytau (Great
Mountain) and the popular figurative expression
«Ulytauga bardyn ba, Ular etin zhedin be». On the
one hand, it describes the historical events of the
first meeting of representatives of three hundred
families from all three Kazakh zhuz in Ulytau, who
left their ancestral tamgas on the sacred stones of
these mountains as a sign of unity against a common
enemy. Secondly, the origins of the sacred character
of these mountains and the inviolability of the oath
taken in the ritual consumption of the flesh of the
sacred bird Ular.

41



| 6OJ1IM / PASAEN / SECTION
TIT X9OHE AEHE CEMUOTUKACHI / A3bIK U CEMUOTUKA TENA /
THE LANGUAGE AND SEMIOTICS OF THE BODY

Tay acybl fa TypKi MajeHWeTiHAe Kypaeni MafbiHa-
NblK Ma3MyHfa ve: on OTneni keseHai, AeHrennepaix
aybITKybIH, KeTepiny MeH Kyaablpayabl 6eliHenenai.
ByriHri KyHre feWiH kypaeni acynapaa kasakTap OHbIH,
COTTi OTYiHiH benrici peTiHae Tacnanap (mata Lwybe-
pekTtep) bannangbl.

YHTIP
MELLEPA
UNGIR / CAVE

oONeMaik MaJeHMeTTe YHrip HerisiHeH XXep-AHa-
HblH, KypcafblH beliHenensi (aHasblk, KelleH OHbIMEH
6arinaHbICTbl). Mbicanbl, KbITalbIKTap OHbl dWen-
4K «MHb» BacTaybIMeH, an TayAbl €pPKEeKTIK «AHb»
GacTaybIMeH CaWKecTeHaipai. Exenri agampaapabiH,
TYCiHiriHWwe, 6yn >aHa emip nanga 6onaTbiH >oHe
eninep anemiHe KeTeTiH xep. KebiHece yHripnepae
apHay/bactamanay fypbinTapbl OpblHAANAAbI — OfaH
b6acka agam petiHae backa mapTebese kaliTa Tyblly
yWwiH 6acka anemMre anemre KipreHaen kipai. MyHaam
FypbinTapAa YHrip MUCTUKaNbIK bacTama OpHbI PeTiH-
[ie 9peKeT eTTi, oHAa HeoDUT B3iHiH BypbIHFbI OMIpPIH
YMbITbIM, «@Ha KypcafblHaH» >aHa pyxaHu canaga
KaWTasaH «Tybliaabl».

Typki MudponorusaceiHa cavikec, YMan Kyaain-aHa yH-
ripnepae ani TyblAMafaH HapPeCcTeNepaiH, XaHblH Xa-
Cblpajbl/cakTanabl XXaHe LexXipenik aHbl3fa Carkec,
KackbipablH, (Bepi-aHa, «AHa — AHasblK KacKbip»)
TOFbI3 \Ibl XSHE TYPKi XasblKTapbiHbIH, asjfallKpbl
ata-6abanapbl AlWwnHa gyHuere KkeareH. bypartrap ani
KyHre aeliH yHripnep 6egey snengepre 6ana bepe
anazbl Aen caHalzbl XXaHe OHblH eTe LWblHaWbl aTa-
ybl — yMall — XOPUHAIK BypsATTap apacbiHAa ypnakTbl
6ony opraHbl, XaTblp gereHgi 6ingipeai. MyHaa yH-
ripAiH, aHanbIK Kypcak, peTiHAeri CMMBOANKAChl epek-
Lle allkblH KepiHes.

YHripnepai kactepaey AaCTypi kaslaktapga 6ap.
byfaH Mbican peTiHge Yak-nak-ata yHripi (OHTyCTiK
KasakcraH), KoHpbip-syave (WbiFbic  KasakcTtaH),
LWaknak-ATa yHripi (bateic KasakctaH) >aHe T.6.
MyHgza ani KyHre aeniH aviengep bepeynikteH AyFa
€Ty YLUiH XaHe Xa nbl agamaap eMaenyi yLiH Kkeneai.

KO/ / KNbIJbIC
AOPOTA / NEPEKPECTOK

ZHOL / QIYLYS /
ROAD / CROSSROAD
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Typki MaaeHueTiHAer Xon cumBoamkackl Canapabl —
KaUTbIMAbl (6MipAiK) XXaHe KanTbIMCbI3 (eninep nat-
LWasbIfbIHA) TYCIHYMeH BainaHbICTbl. TYPKi 3MOChIHbIH,
Ke3 KenreH kahapMaHbIHbIH, KalTbIMAbl Canapbl TyfaH
YMiHIH TabangbipbiFblHaH bacTtanagbl, on Tycay Ke-
Cyferi KasakK CanTbiHbIH, XajirepiepiHae cakTafaH.
KanTtbiMcbI3 canap, cankeciHwe, Epaik naTwanbifbiHa,
AFHN eNifep naTwasblfbiHa anapaTbiH XO.

EpTese Ka3sakTapa «asa >Xop+a MiHFeH X0 KyAalbl»,
«Kapa XOopFa MiHIeH >0 KyAalbl» JereH HaHbIMAap
6osfaH. Mbicanbl, KapT aZam ©3iHiH >acbl Typasbl
cypakka >ayan bepreHze kapa-xopfameH Canapfa
aTTaHyAblH, Tasn KaafaHAbIFbIH alTKaH.

M. M. CogHomMnnnoBa KkewneHainepais, Mudonos-
TUKaNbIK CaHacblHAa Xon — byn kewwneni 6ipaecrik-
TepaiH, 6acwblnapbl TarinaHblH HeMece pyablH, ayKbl-
MbIHJA 9Ke casifaH X0 gen atan kepcetei. OTafachl
oTbacbIHbIH, KeLwneni 6afbITblH 93ipaeAi, an OHbIH, Y-
aapbl 6yn xongbl Mypa etTi [7, 97 6.]. MyHaan Xon
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He MeHblUuee 3HaUeHve B THOPKCKOM KynbType 3aHu-
MaeT ropHbIN Nepesas, KOTOPbIA HaZeNeH CNOXHbIM
CeMaHTMUeCKUM COAep>KaHVEeM: OH CMBOJIM3MPOBanN
nepexog, konebaHue ypoBHeN, BOCXOXAEHNE N HUC-
xoxzaeHue. 1o cerofHaWHMX AHEN Y CNOXHbIX nepe-
BaJIOB Ka3axu 3aBA3bIBAOT JIEHTOUKM (IOCKYTbl MaTe-
pvK) B 3HaK 6AaronoNy4yHoOro ero NpoxXoXaeHus.

No less important in Turkic culture is the mountain
pass, which has a complex semantic content: It
symbolizes the transition, the swaying of the plains,
the ascent and descent. To this day, the Kazakhs tie
ribbons (scraps of cloth) at difficult passes as a sign
of safe passage.

B MupoBoW kynbType netiepa B OCHOBHOM CUMBOJIN-
3upyet yTpoby MaTtepu-3eMau (C Helt CBA3bIBAOT Ma-
TEPUHCKMIA komniekc). K npvMepy, KnTanubl OTOX-
AECTBAANN €€ C XKEHCKMM Ha4anoM «UHb», a ropy — C
MY>XXCKUM «AHb». [10 NpescTaBAeHNAM JPEBHMX, 3TO
MECTO, re 3apoXJaeTca HOBasA XWU3Hb N KyAa yXoaaT
B Mup mepTBbIx. HacTo B newiepax cosepLlannch u
06psAAbl NOCBALLEHNA/VMHULMALNN: B NELLEPY BXOAM-
JIN CIOBHO B MOTYCTOPOHHUI MUP, YTOBbI POAUTL-
CA CHOBAa, APYrMM 4Yes0BEKOM, B Apyrom cratyce. B
nofobHbIX 0bpsjax Mnellepa BbiCTynana B KayecTBe
«MaTEPUHCKON YyTPOObI» - MecTa MUCTUUYECKON UHU-
umaumm, rae Heodut, 3abbIB O CBOEN MPEXXHEN XN3-
HW, «POXKAaeTca» 3aHOBO B HOBOM [lyXOBHOM Kaue-
cTBe.

CornacHo Tiopkckor Mudonorum, boruHa Ymai B
nelepax NpAYeT/XpaHuT AyLUK elle He POXKAEHHBIX
MAaZeHLEB M MMEHHO B HeW, COr1acHO reHeanorun-
YeckOMy MpejaHnio, POAWINCL [AEBATb CbIHOBEM
Bonuunubl (Bepi-aHa, «<MaTtb — MaTepas Bosumua») un
ALLVHbBI — NepBONpPeaKOB TIOPKCKMX HapoaoB. bypsa-
Tbl 10 CUX MOP CYMTAIOT, YTO MeLlepbl MOTyT AapoBaThb
AeTeli 6ecnnoAHbIM XeHLLMHaM, @ CaMO ayTeHTUYHOe
ee Ha3BaHWe — «yMal» y XOPUHCKMX BypaT o3HauyaeT
LETOPOAHbIV OpraH, MaTky.

Tpagnuma noumTaHus newiep ObITyeT Yy Ka3axos.
Mpumepom ToMy cay>uT newepa Yak-nak-ata (FOx-
Hbl KasaxcTaH), KoHblp-aynve (BocTouHbili Kazax-
cTaH), newepa Waknak-ATta (3anagHbiin KasaxcraH)
apyrve. Croga A0 CUX MOP MPUXOAAT XXEHLUMHbI A5
MOJNTBbI OT Becnioaus u, B LLeNOM AN ANS 0340-
POB/IEHUA.

In world culture, the cave symbolizes, above all,
the womb of Mother Earth (with which the mother
complex is connected). The Chinese, for example,
identified it with the feminine principle «Yin» and
the mountain with the masculine «Yang». According
to the ideas of the ancients, this is the place where
new life begins and where they go to the world of
the dead. Initiation or initiation rites often took place
in the caves — it was like entering the other world,
only to be reborn as a different person in a different
status. In such rites, the cave functioned as a place
of mystical initiation, where the neophyte, forgetting
his former life, «is «reborn» in a new spiritual quality
from the «womb.»

According to the Turkic mythology, the goddess
Umay hides/keeps the souls of unborn children in
caves, and in the cave, according to the genealogical
legend, nine sons of the she-wolf (Bori-ana, «<mother —
mother wolf» and Ashina - the first ancestors of the
Turkic people — were born. The Buryats still believe
that the caves can give children to infertile women,
and the very authentic name of the cave — umay —
in the Korin drills means the reproductive organ, the
womb. Here the symbolism of the cave as a womb
becomes particularly clear.

Among the Kazakhs there is a tradition of worshipping
caves. An example is the cave Chak-pak-ata (South
Kazakhstan), Qonyr-aulie (East Kazakhstan), the cave
Shagpaqg-ata (West Kazakhstan) and others. Women
still come here to pray for their infertility, and people
in general for their health.

CrvmBOAVKa AOPOrN B THOPKCKOW KynbType CBA3aHa
C noHuMMaHuem [yt — obpaTMMOro (XKM3HeHHOro)
n HeobpaTtnmoro (B LapcTBO MepTBbIX). O6paTVMbIl
MyTb ntoboro repos THOPKCKOro 3noca HaunmHaeTcs ot
nopora poAHOro 4oma, YTo COXPaHWIO0Ch B PeINKTax
Ka3axckoro obpsaga Tycay Kecy (paspesaHue nyTy pe-
6eHka). Heobpatumebiii MNyTb, cOOTBETCTBEHHO, MNyTb B
L,apCcTBO JPAnKa, B LLAPCTBO MEPTBBIX.

Y Ka3axoB B CTapuHy CyLLLeCTBOBa/IM MOBEPbs O «bore
nyTel Ha NeroMm KoHe» n «bore nyTel Ha BOPOHOM
KoHe». K npumepy, yenoBek B NOYTEHHOM BO3pacTe
OTBeuaeT Ha BOMPOC O Frofax, Uto eMy yxe Heobxo-
AnMo oTnpaensATb B [NyTb Ha Kapa-Xopfa (BOPOHOM
KOHe).

M. CogHOMMNWAOBa OTMeEYaeT, uto B MMHOMNO3TU-
UYEeCKOM CO3HaHWMM KOYEBHMKOB JOpPOra — 3TO MyTb,
MPOJIOXEHHbIM OTLOM, B MacwTtabax nAeMeHu uau
poja — rnaBamMm KouYeBHMYECKUX o6beanHeHul. [na-
Ba CeMbW pa3pabaTbiBan KOUEBOW MapLUpyT CEMbY,

The symbolism of the path in Turkic culture is
connected with the understanding of the path -
reversible (living) and irreversible (in the realm of
the dead). The reversible path of each hero of the
Turkic epic begins at the threshold of his birthplace,
preserved in the relics of the Kazakh rite of Tasau
kesu (cutting the bonds of a child). The irreversible
way to the realm of Erlik or to the realm of the dead.

Among the Kazakhs in ancient times there was a
belief in the «God of the ways on the spotted horse»
and the «God of the ways on the crow horse». For
example, a man of respectable age answers the
question about the years he already needs to go on
the way on a qara-zhorga (crow horse).

M. M. Sodnompilova notes that in the mythological
consciousness of nomads the road is the path laid
down by the father, on the scale of the tribe or clan
— the heads of nomadic associations. The head of the
family designed the itinerary of the family, and his
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NAesCbIHbIH, Mypachkl — KeH, MafblHaja ata-b6aba xo-
NbIH cakTay (kosnjap, MaplupyTTap, eMip TaHaaybl,
KeLUNeHAiNep Tapuxbl).

ONIEMAIK  M3AEHMETTEer  KWbIIbICTbIH,  CUMBOJIMKA-
Cbl MONAPAbIK MafblHafa We, Hip XafblHaH onapaa
exenri Kananap >obanaHbin, xpamgap Hemece nu-
pamuganap TypfbisblifaH. EKiHLWI XaFblHaH, KWblabl-
CTap Halap aTakka ne 6ongbl — 6y 3MAHAbI TipLUiAiK
nenepiHiH WofbipiaHfaH xepi. Exenri rpektep apa-
CblHAA KapaHFfbUIbIKTbIH, TYHTi KOPIHICTEPAiH >XaHe
CUKbIPALIKTBIH, KyAalibl FekaTa OHbIH, >XbIH-LUaNTaHbl
60/1bIN CaHaNAbl, an PUMAIK ASCTYPAE TPUBUSAHbIH, YL
>KOJIbIHBIH, KyAalbl Typabl CEHIM 60aFaH. KMbIbICTbIH,
Kueni opblH peTiHAeri MaHbI3biH Eypona xanbikTa

©3EH
PEKA
OZEN / RIVER

Cy ke3gepiH (e3eHaepai) kactepaey bapAablk aepAik
M3 EeHMeTTepre ToH XaHe a/IeMHIH, apTypi alMakTa-
pblHAA KEH TapanfaH. ONeMHiH, yw beniriH (XKofapsbl,
Opta >aHe TemeHri) HannaHbICTbIPaTbIH O PETiH-
4e cyabl MUPONOTUANBIK COMKECTEHAIPY TOH — eXeNri
rpek mudonoruaceiHgasbl CTUKC (Hemece AXepoOHT)
©3eHi XdHe YHAI MudonorusacbiHAarbl BalTapaHu
o3eHi. CyAblH afblHABUIbIFbI TYpPaKTbAblK MeH Ky-
6blIMaNbINLIKTEI BelHenenai xaHe bakcbinap 6acka
WbIHABIKKA — >Xep acTbl d/eMiHe HeEMece XOfapftbl
a/leMre JeHeHiH aybICybl YLUiH >Ofapbl CUKbIPAbI
Toxipnbenepge nanganaHibl. bakcblnapablH xon-
cepikTepi cy anemeHTIMeEH Tikenen HannaHbICTbl Xa-
HyapJ/iap HeMece KyCTap ekeHgiri bankanabl: kasakTap
MeH anTaiibikTapga xaHe T.6. akkynap, Kasgap MeH
yripekTep. OcblfaH ykcac MafblHanapapl Kasakrtap-
Aafbl BynakTapablH, 43CTYpPAI aTaynapbl Aa KanTanan-
Abl: Xep acTblHaH WblFaTbiH bynakTap «Kapa-Cy», an
My3AbIKTapAaH afbin XaTkaH e3eHgaep «Ak-Cy» aen
aTangbl, MyHJAa CyAblH Kapa TyCi Xep acTbl TyCiMeH, an
aK TyC XXOFapfbl 91eMMeH 6ainaHbICTbI.
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a ero CbIHOBbA Hac/ieA0BaAMn 3TOT NyThb [7, ¢. 97]. Ha-
cnegoBaHve Takon ugen Myt — coxpaHeHue MyTum
NPeAKOB B LUMPOKOM CMbIC/ie (J4OPOrK, MapLupyThl,
>XW3HEHHBI BbIBOP, NCTOPUSA KOUEBUNA).

CvMBO/IMKA Nepekpectka B MUPOBOW Ky/bType HO-
CUT MOASIPHbIE 3HAUEHUS, C OAHOW CTOPOHbI, Ha HUX
MPOEKTUPOBAANCL CTapPWHHbIE TOPOJA WU BO3/BUra-
NCb Xpambl A nupamugsl. C Apyrown, y nepekpect-
KOB Bblna AypHas cnaBa — 3TO MECTO KOHLeHTpaLuum
3/10BPeAHbIX CyWecTB. Y APEBHUX TPEKOB €ro jAe-
MOHOM cuuTanacb ekata — BOrMHA Mpaka, HOUHbIX
BUAEHUA M 4YapoAeicTBa, a B PUMCKOW Tpajuumun
6bIToBasO noBepbe O HorvHe Tpex gopor TpuBKM.
3HaueHune nepekpecTka Kak cakpasbHOro MecTa nog,

sons inherited it [7, p. 97]. The inheritance of such
an idea of the way is the preservation of the way of
the ancestors in a broad sense (paths, routes, life
decisions, history of nomads).

The symbolism of crossroads in the world culture
carries polar meanings: On the one hand, ancient cities
were laid out at them and temples or pyramids were
built. On the other hand, crossroads were notorious —
a place of concentration of evil creatures. The ancient
Greeks as his demon Hecate — goddess of darkness,
night visions and sorcery, and in the Roman tradition
there was a belief about the goddess of the three
roads of Trivia. The importance of the crossroads as
a sacred place is underlined by the rituals and rites

MounTaHne pek CBOWCTBEHHO MNpPakKTUYecKn BCeM
KyAbTypam 1 NOAy4MaO WNPOKOe pacnpocTpaHeHne
B Mupe. XapaktepHO Mudonornyeckoe OTOXAeECT-
BJIEHWe BOAbl KaK MyTW, CBA3bIBAOLLEro TPU 4actu
Mwupa (BepxHuii, CpegHunin u HuxxHuin), — peka CTukc
(nn AxepoHT) B ApeBHerpeveckon Mudoaorumn u
peka BalTapaHu B UHAMIACKON. TeKy4ecTb BOAbI CUM-
BOJIN3MPOBaNa HEMOCTOAHCTBO M W3MEHUYMBOCTb U
ncnonb3oBanachb LuaMaHaMun B BbICLUIMX MarMyeckmnx
npakTuKax ANA TelecHOro nepexoja B ApPYryto pe-
aNbHOCTb — MOA3EMHbIV WA BEPXHWUIA MUpP. 3ameye-
HO, YTO MpPOBOAHMKaMMK LaMaHOB BbICTYMAKOT XW-
BOTHbIE WAW MTULLbI, HEMOCPEACTBEHHO CBA3aHHbIE C
BOAHOW CTUXWeMN: rarapbl, n1ebeam 1 yTkn y Ka3axos,
antanues v Ap. MNogobHbIM cMbICiaM BTOPAT U Tpa-
AVNLMNOHHbBIE Ha3BaHWA POAHUKOB Y Ka3axoB: POAHM-
Ku, bblowmeca n3-nog 3eman, HasbiBatoT «Kapa-Cy»
(«YepHas Boga»), a peku, cTekarowme ¢ NejHNKOB»
Ha3biBatoT «AKCy» («benas Boga»), rae uepHbiin LBeT
BOZbl aCCOLMMPYETCA C NOA3EMHbIM, a 6enbli ¢ Bepx-
HUM MUPOM.

The worship of water sources (rivers) is common in
almost all cultures and in different regions of the
world. The mythological identification of water is
characteristic as the way that connects the three parts
of the world (upper, middle and lower worlds), the
river Styx (or Acheron) in ancient Greek mythology
and the river Vaitarani in Indian. The river of water
symbolized impermanence and changeability and
was used by shamans in higher magical practices for
physical transition to another reality — the underworld
or the upper world. It is noticeable that the guides
of shamans are animals or birds directly connected
with the element of water: Loons, swans and ducks
among the Kazakhs, Altaians, etc. The traditional
names of springs among the Kazakhs have similar
meanings: springs that gush from the ground are
called «Qara-Su» («Black Water»), and rivers that flow
from glaciers» are called «Ag-Su» («White Water»),
the black color of the water being associated with
the underground world and the white with the upper
world.
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1.3 ©CIMAIKTEP 9J/IEMI

OcimaikTep anemMi M3AEHMETTI HblWaHAbIK TYCiHYAIH
MaHbI3bl HblCaHAAPbIHbIH 6ipi 6oabin Tabblnagbl. Ap-
XaviKanblk >XaHe AdCTYpAi MajeHueTTepae byn anem
Tipi >XkaHe pyxaHu 6onbin kenegi. OcbigaH 6apbin 6yn
pyXaHW >XaHAaHfaH dNeMHIH Typki MudTepi MeH ep-
TerinepiHAeri aHMMUCTIK HblWwaHAap MeH besnrinep
woiFagbl. KebiHece eciMaikTepaiH, CMMBOAU3MIHAE
MaHbI34bl AYHWETaHbIMAbIK aKmnapaT «KOATajlfaH».
byn xafpanga ecimaiktep Tini anemai TYCiHYAiH M-
6eban dopmackl 6oabin Tabbinagbl. Onap acrapisi,
mMeTadopasnblk co3sepae, Makan-maTengepae, kaHat-
Thl CO3 OPHEKTEPIHAE KONAaHbINAAbI.

[acTypni MaAeHUETTe KMesi MaHre Me afaliTap MeH
eciMaikTep agamsa becikTeH esireHre aeliiH cepik 60o-
NbIN, TYPAi bIpbIM-TbINbIMAAP MEH 3AeT-fypbinTapfa
6enceHe apanackaH. Typkinep ywiH Tipi Taburat Ac-
naH meH XKepaiH 6ipAiriHiH 3aHblH 6eliHenenai: TypKi
MudonorMsaceiHAa afalwTapablb, byTanapabiH, wer-
Tep MeH ryaaepaiH kentereH Typaepi fapbiw, dana,
OMip, Xactbik, OTaH CUAKTbI MbI3FbIMac YfbiIMAapMeH
6alinaHbICTbI.



1.3 PACTUTE/IbHbIA MUP

PacTuTenbHbI MUP — OAMH U3 BaXKHENLLUX 06bEKTOB
CUMBOJ/IMYECKOTO MOCTUXEHUs Mupa. B apxanueckux
Y TPaAMLMOHHbIX KyNbTypax 3TOT MUP XXVUBOW U Ofy-
XOTBOPEHHbIN. OTCtoga MPOMCTEKAOT aHUMUCTUYe-
CKWe CMMBOJIbI U 3HaKW B TOPKCKUX MUdax U cKasKax,
B KOTOPbIX MUP OAYXOTBOPEH M XUBOW. 3avacTyto B
CUMBOJIKE PacTeHU 3aKOAMPOBaHa BaXHasi MUPO-
BO33peHueckas MHpopMaumsa. CUMBOANYECKUIA A3bIK
pacTeHul — yHuBepcasbHas ¢GOpMa OCMbICIEHMS
Mupa. Ero nmcnonb3ytoT B MHOCKa3aTesbHbIX, MeTa-
boprUECKNX BbIpaxKeHUX, MOCNOBULLAX LN KPbIIATbIX
BbIPaXEHMsIX.

B TpaavLUMOHHON KynbType AepeBbs U pacTeHus,
HaZeNeHHble cakpaibHbIM CMbICIOM, aKTUBHO Mpwu-
BJeKa/UCb B pa3HoobpasHbix puTyanax u obpsjax,
COMpoBOXJas uyesnoBeka OT KoAbibenn Ao yxoga B
MUP MHOW. [lns TIOPKOB XMBas Npupoja BOMJoLla-
eT 3akOH eanHcTBa Heba 1 3emau, UTo BbipaXkaeT mx
MUPONOrnA: ceMaHTMKa MHOTMX BWJOB JAEePEBbLEB,
KyCTapHWKOB, TpaB W LIBETOB CBA3aHa C TakKUMU He-
3bl61eMbIMUM NOHATUAMM, Kak Kocmoc, CTenb, XKnzHb,
Monogoctb, PoguHa...

1.3 FLORA

Flora is one of the most important objects of symbolic
reflection of culture. In archaic and traditional
cultures this world is alive and spiritualized. This gives
rise to animistic symbols and signs in Turkic myths
and fairy tales, in which this world is spiritualized
and alive. Often important ideological information
is «encoded» in the symbolism of plants». In this
case, the language of plants is a universal form of
understanding the world. They are used in words,
metaphorical expressions, proverbs and winged
expressions.

In traditional culture, trees and plants endowed with
sacred meaning were actively involved in a variety of
rituals and customs, accompanying people from the
cradle to death. For the Turks, living nature embodies
the law of the unity of heaven and earth: in Turkic
mythology, many species of trees, shrubs, herbs and
flowers are associated with such immutable concepts
as cosmos, steppe, life...

49



"y







| 6OJ1IM / PASAEN / SECTION
TIT X9OHE AEHE CEMUOTUKACHI / A3bIK U CEMUOTUKA TENA /
THE LANGUAGE AND SEMIOTICS OF THE BODY

TEPEK
TOMNOJ1b
TEREK / POPLAR

ONIeMAIK M3ZEHMETTE Tepek HerisiHeH XXaCTbIKTbIH,
Ky MeH CYAYAbIKTbIH, HbllWaHbl 606N Tabbliagbl.
Typki MaaeHuneTiHAe Tepek Kkueni afaw 6osbin ca-
Hanaabl. Anaiga anocTapia on KebiHece «ehiMHIH,
KapLbICbl, XOKTay CMMBOJMKACBIH anbin >Xypegi»
(I'. 3. Kamanmesa xaHe 1.6.) [2, 356 6.].

Kasak MazeHmeTiHAe TepeK Typanbl TyCiHik barTepek
Typansl MudTe (MafbliHaNbIK ayAapMacbiHia «ATa-Te-
pek», «AHa Tepek») bepinreH. OHga 6ananap MeH
MasAapablH, YPbIKTapbl ©CIN-8Hin, yakbiTbl KeareHae
H6ananapfblH, XaHgapbl agaM anemMiHe ylwagbl. OHbIH
TambIpblHAA ©3eHAepai TyablpaTbiH eMmip 6epeTiH
6ynaktap 6ap. «ConTycTikke kapaw, KapaHfblIbIK,
CyblK XdHe eNiM efiHe afbin XaTkaH e3eHAep ereH-
JAEPAiH pyXblH e3aepiMeH bipre anbin ketesi. bante-
pekTiH 6acbiHAa d1eMHiH ap TyKMipiHe Ke3 canbin,
ToHipAiH ecveTiH KyAainnap MeH XanblKTblH OpblHAA-
YbIH TeKCepeTiH KocbacTbl KblpaH KyCTbIH yAcbl Hap.
Con xxepae, ocbl yaa KblpaH Kuesi XXyMblpTKa cana-
Abl, OlaH 971eM KaliTa >apaTbliagbl» [1, 16-17 6.].

Kazak TepekTiH Tafbl Bip TYpPiH «KenTopaHfbl» Aen
aTangbl, AFHW XXen WwakbIpyLwbl jereH MmafbiHaga. Ep-
TeAe MyHZal TepekTi waby yakeH KyHa 6oabin ca-
Ha/lifaH >XOHEe «COHFbl Xe/NTOpaHfbl KypafaH Kesze
6yKin anem enin, wWenre aHanagbl» AEreH eXeri
HaHbIM-CeHiM Bap.

LWbIHAP
NAATAH
SHYNAR / PLANE TREE

LbiHap Hemece «wWblFbIC WbIHApbl» OpTanbik A3us
XaNblKTapbl — TaXIiKTep, ©36eKTep, KblpFbi3gap >KaHe
KasakTap apacbiHia eH, KYpMeTTi afaw. TaxikTep
apacblHaa 6yn afalTbl KypMeTTey ASCTypi COpceHbi
KYHAEpPi OpbIH abin, «MYLUKUAKYLLO» (D4iN, «KUbIH-
AbIKTBIH, TYMIHIH WeLuyLwi») Aen aTangbl. byn fypbin
Heke OAafblHbIH, HblFatobl, OTOACkIHbIH, TYpaKTbl Ma-
Tepuangblk an-aykaTka ne 60aybl, HayKactapAblH, ca-
YbIFybl, KMbIHWbUIbIKTaPAAH apblay XaHe «Kapa Xo-
NaKTbl» X0, bananapablH, Tybybl (SCipece, Tek Kbi3
6ananap TybiaTblH oTbacbiHAa yAAapablH, AyHuere
KesyiH) XaHe T.6. 6arinaHbicThl [7, 133 6.].

©36eKkTep a1 KyHre AemiH WblHapAbIH acTbiHAA Y-
blkTayfa 60AMaiabl, OHbl Kecin, OT Xafy YLWiH nai-
fanaHyfa 6osmManabl aen caHauabl. Kasaktap 6yn
afalWTblH Tipi, Nnanganel, emip 6epetiH aneyeti bap
aen ecentengi. «biHap» ce3i acTapAbl MafblHACbIH-
4a Tipek, KoOpFaHbIC, MaHa AereH MafblHaza KOaHbl-
nagbil.

KAWDbIH
BEPE3A
QAIYN / BIRCH
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Typki HaHbIM-CeHimMAepiHAe ¥Mali ToHipi eki Kkai-
bIHFa cyleHin xepre Tycegi. Cibip TypikTepi KarbiH-
HblH, acbipayLUbl XaHe KOpfayLUbl peTiHAeri MAesCbiH
cakTan Kangbl. bipkatap Typki anoctapbiHga (Antan-
AblH, «Maagan-Kapa» xaHe «KaH-Mtogen» 3nocrta-
pbl) KalblH, OpMaHAa KaifaH cabugi WblpblH-CYyTiIMEH
KOpeKTeHeai. AnTalnbiKTapAblH, AyHWETaHbIMbIHAA
OCbl YyakbITKa JeWiH KaliblH-aHaHblH, (KalblH-eHe)
6eliHeci emip cypin kenegi. Kasaktapaa 6yn croxet
YMbITbIIFaH, 6ipak, OHbIH >aHFbipblfbl XV facbipAafbl
komnosuTop banxiritTiH  «KanblHcayfaH» KyRMiHiH,
atayblHAa cakTanfaH [5].



1.3 ©cimgiktep anemi
PactutenbHbIi Mup
Flora

Tornonb B MWPOBOW Ky/AbType MNPeuMyLecTBEHHO
BbICTYNaeT Kak CMMBOJI MOJIOZOCTH, CUJIbl U KPacoTbl.
B Tropkckoi KynbType TOMoJ/b—CBALWEHHOE AepeBo.
OgaHako, B 3nocax OH 4acTo ABAAETCA «NpeABeCTHU-
KOM CMepTH, HeceT TpaypHyro cumeoauky» (I. 3. Ka-
ManveBa u ap.) [2, c. 356].

B kasaxckol KynbType 3HaueHWe TOMOAs Bblpaxa-
eTcAd B Mude o bantepek (B CMbICIOBOM MepeBoje
«TOMOAb MNpapoguTen», «MaTtb-Tononb»). Ha Hem
pacTyT 3apoAbllun AeTel U CKOTa, @ KOorja Mpuxo-
AWT BpeMs, AylUM AeTeil NeTaT B Mup atogei. Y ero
KOPHEN HaxoAAaTCS XWMBUTENbHbIE POAHMUKM, KOTO-
pble AatoT Hayano pekam. «Te peku, YTo TekyT Ha
ceBep, B CTpPaHy Mpaka, Xx0Ao4a MU CMepTW, YHOCAT
c cobon pywm ymepwmx. Ha BepwuHe bavitepeka
PacrnosioXeHO THEe3J0 ABYrNaBOro OpJsa, KOTOPbIM
CMOTPUT B pasHble CTOPOHbI MWpa K npoBepseT
ncrnoaHeHne 6oramu U AAbMU BoAW TeHrpu. Tam
Xe, B 3TOM TrHe3je, OpJvua BbIHOCUT CBALLEH-
HOe ANLO, M3 KOTOPOro BHOBb BO3POAUTCA MUP»
[1, c. 16-17].

OfVH 13 BUAOB TOMOASA Ka3axy HasblBakOT «KEeNTo-
paHfbl» — «MpuU3biBatOLWLMIA BeTep». B ctapuHy py-
6UTb TakoW TOMOJIb CYMUTANOCh BOJIBLINM FPEXOM, a
ApeBHee NoBepbe r1acuT: Korja 3acoxHeT nocneaHee
KENTOopaHfbl, MOrMOHET U BECb MUP, MPEBPATMBLUNCH
B MYCTbIHHO.

In world culture, the poplar is above all a symbol
of youth, strength and beauty. In Turkic culture,

the poplar is a sacred tree. However, in the
epics it is often «harbinger of death, carries
mourning symbolism» (G. Z. Kamaliyeva et al)
[2, p. 356].

In Kazakh culture the understanding of poplar is
expressed in the myth of Baiterek (in semantic
translation «poplar progenitor», «mother poplar»).
On it grow the embryos of children and cattle, and
when the time comes, the souls of children fly to
the world of people. At its roots there are healing
springs from which rivers are born. These rivers,
flowing north into the land of darkness, cold and
death, take with them the souls of the dead. On the
summit of Baiterek is the nest of a two-headed eagle
that watches over the world and verifies the will of
the gods and people of Tengri. There, in this nest, the
eagle carries a sacred egg from which the world will
be reborn» [1, pp. 16-17].

One of the poplar species the Kazakhs call
«zheltorangy», which means «calling the wind». In
the past, it was considered a great sin to cut down
such a poplar, and the old belief is that if the last
zheltorangy withers, the whole world will die and turn
into a desert.

LWbiHap uan «nnataH BOCTOYHbIV» Yy HapoAoB LleH-
TpanbHOU A3UKM — TafKWMKOB, y36EKOB, KUPI130B U
Ka3axoB fBASETCS CaMbIM MOYUTAEMbIM AEPEBOM. Y
TaJKVMKOB MPaKT1Ka NoYMTaHWs 3TOro AepeBa «MyLL-
KUAKYLLIO» — «pa3Bsa3blBatoLLas y3/bl TpyAHOCTEN». C
3TUM PUTYyasiOM CBA3bIBAKOT OXMUAAHWUS YMPOUYEHUS
H6payHoro cotoza, obpeTeHus cembell YCTOMUMBOrO
MaTepuanbHoro 6aarononyuns, ucLeneHus 6osbHbIX,
n36aBNEHNA OT HEB3rOJ M YCTPAHEHNS «YePHOW MNo-
NOCbI», POXAEHWSA feTel (B 0OCOOEHHOCTM Ma/lbuyMKOB,
TaMm, r4e B CEMbe POXAAKTCA OAHN AEBOYKM) U T.M.»
[7, c. 133].

Y36ekun n cenyac BepAT, UTO MOZA MAATaHOM HeJsb3s
CnaTtb, ero Henb3s pybuTb M UCMOAL30BaTh AJS TOMKM.
Kazaxu xe cumTatoT, UTo 3TO AEPEBO XMBOE, 0basa-
€T 61aroTBOPHbLIM U XXMBOTBOPALLMM MOTEHLLMAIOM.
B nepeHoCHOM CMbICiie CIOBO «LUbIHApP» O3HauyaeT
«OMnopa», «3aluTa».

Shynar or «platanus orientalis» is the most revered
tree among the peoples of Central Asia — Tajiks,
Uzbeks, Kyrgyz and Kazakhs. Among the Tajiks, the
worship of this tree took place on Wednesdays and
was called «mushkilkusho» (righteous, «untying
knots of troubles»). This ritual was associated with
expectations of strengthening the marriage covenant,
acquiring sustainable material wealth for the family,
healing the sick, removing adversity and the «rough
patch», giving birth to children (especially boys,
where only girls were born in the family), etc. [7, c.
133].

The Uzbeks still believe that you cannot sleep under a
plane tree, that you cannot cut it down and use it for
heating. Kazakhs believe that this tree is alive and has
useful and life-giving potential. Figuratively, «shynar»
is used in the sense of support, protection, shelter.

B TropKCKMX BepoBaHMsaX HOrMHa Ymal crnyckaetcs
Ha 3eMJto, onupascb Ha ABe bepeskn. Y cnbmpckmx
TIOPKOB COXPaHWIOCh MpeacTaBaeHne O Hbepese Kak
KopMUAMLLE N 3alMTHULE. B psge TFHOPKCKMX 3MOCoB,
OCTaBJIEHHOTO B JIeCy M/1aZieHL,a CBOUM COKOM-MOJO-
KOM nuTaet bepesa (anTanckue snockl «Maagain-Ka-
pa» n «KaH-MNtogen»). [lo cnx Nop B MUPOBO33peHUM
anTanueB xuBeT obpa3 bepesbl-maTepy (KauH-3H3).
Y Ka3axoB 3TOT COXKeT 3abbIT, HO €ro OTroJI0CoK CO-
XpaHWACA B Ha3BaHWu ktost «KarbiHcayfaH» («oeHune
6epesbl») komnosutopa XVLL Beka baxuruta [5].

In Turkic belief, the goddess Umay descends to
earth leaning on two birch trees. The Siberian
Turks retained the idea of the birch as a nurse and
protector. In a number of Turkic epics, the child left
in the forest is nourished by the birch tree with its
sap milk (Altai epics «Maaday-Kara» and «Kang-
Pudey»). The image of the birch mother (kain-ene)
is alive in the worldview of the Altai peoples. Among
the Kazakhs this plot has been forgotten, but its echo
can be found in the name kuy «Qaiyfisaugan» («Birch
milking») by the composer Baizhigit [5] from the
XV century.

53



| 6OJ1IM / PASAEN / SECTION
TIT X9OHE AEHE CEMUOTUKACHI / A3bIK U CEMUOTUKA TENA /
THE LANGUAGE AND SEMIOTICS OF THE BODY

KalblHHbIH, MafblHaNblk OeWHeci TeK Ka3akTapablH,
Hemece TypKinepaiH faHa emec, backa Tingik oTba-
Cbllapfa >KaTaTblH 6acka 3THOCTapPAbIH, Aa WaMaHZbK
fypbinTapbl apkbiabl eTegi. KaibiH AcnaH MeH Xepai
6ainaHbICTbIpaThbiH FapbIlThIK afallTbl GerHenereH.
On COHbIMEH KaTap afaMHaH >XaFbIMCbl3 SHEPTUAHbI
aNbin TacTanTblH, yabiMAapabl, aypynap MeH Kanfbl-
Napabl XXEHINAETETIH XOofapbl KyLITEPAiH, ©TKi3yLwici
6onabl. KalblHHbIH €MAiK 3HEPrUACkl aNEMHIH Ker-
TereH xanblkTapblHa Henrini: HeMic KyAannapbiHbIH,
Contyctik Eypona xanblKTapbiHbIH, KacueTTi afallbl,
Peceise TazanbiKTbiH, KOKTEMHIH, >X3He KbI3/blH
HbllWaHbl 60sbIN Tabbliagbl. CnaBaHjap KavbiHAbI
3y/IbIM pyxTapabl Kyy KabinetiMeH GalnaHbICTbIpAb,
COHZABIKTAH MbICTaHAAPAAH XbIH LWbIFapy fypbInTapbl
Ke3iHZe KalblH, WhibblKTapbiMeH cabasbl. Onap 6acka
9JIeMHiH, KyLITepiHiH, kahapbliHa ylbipamac yLwiH 6yn
afalTbl CblHAbIPMayfa TbIPbICTbl; 0Aap OfaH Kemek
cypan, KMblHAbIKTaH kopfayabl cypan 6apabl.

Conay Xl facbipga Maxmyg Kalwukapw kasak TiniHAeri
KaublH, (aKkkalrblH) MEH aMen XafblHaH — KalblH XYpPT
JEereH MafblHaZafbl CO3JepAiH, YKCaCTblFblHA Hasap
aypapfaH. KaiblH, aHepruacbl aikblH «arengik» cu-
natka ue, kasakTap ofaH boMTyMapablH KbI3METTepiH
XOHe KacueTTi alengik 6HactayAbl >KaTkbi3faH, ON
afamfa «beviimgenyai» b6ineai, aypy, ayblp 3Heprus-
AaH apbinTazbl.

Kazaktap anemgik giHrek 6enrici peTtiHae KarblHHaH
Kui3 yire optanbik Tipek (bakaH) >kacafaH. AnTain-
NbIKTap YLWiH «KalblH >XOfapfbl KyAahiablH >kapa-
ThIAbIChI PETiHAE TIPLWIAIK LMKAIHIH, paciMaepiHe ka-
ThbiCaZbl; ON afaMfa cabu kesiHeH HacTan Kapinikke
feniH eMip 6oibl cepik bonfaHgan. Cant-gactypiep
KaMbIHCbI3 ©TKI3i/IMENA, MblCabl, XaHa TyfaH Hape-
cTere apHan KalblHHaH >acanfaH «bBecik KypMeTi-
He apHanfaH Mepeke» (kabangblH Hanpambl), YRAIH
KipebepiciHe «canTTblk Tacnanapbl 6ap 6afaH» Aerex-
4i BingipeTiH KblMpanyyakbl Aen aTanatblH KanblH, an
Myp>Kasa oTbacblH KypyAblH, HblaHbl peTiHAe KaW-
blH OyTakTapbl OpHaTblNFaH, «KajblHAbIK Mepekeci»
TOWMbIHbIH, WbIMbIIAbLIFbI KalblHfa BanaHFaH» «>Kac
xXybarnapablH YRiHiH KypMeTiHe apHanfaH Mepeke»
(@rbINTyAyWwThIH GalipamMbl) CUAKTBI CanT-AdcTypaep
[8, 147 6.].

AAbIPACIMAH
FrAPMAJA
ADYRASPAN / HARMALA
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OpTtanblk, A3uMs  XanblKTapblHbIH TYCiHIriHAE Kueni
Wen — aAblpacnaHHbIH, KaTbICybIMEH KYAbTTIK TaXipu-
6e MycCbUIMaHAbIKKa AeNiHr HaHbIM-CeHiMAepaeH
6actay anagbl. Yn-xaunapgbl TyTIHMEH anactayaa,
afjlamzap MeH XaHyapaapabl emaeyae KoajaHblnazbl,
ocan xepnepre (ecik, becik xaHe T.6.) iniHeal Heme-
ce Kovblnaabl. AblpacnaHHblH, 9pTYpAi cantrap MeH
fypbinTapga KoagaHblaybl MNamupae xoHe OpTanbik
A3usHbIH, 6ap/blk XanblkTapblHAa cakTanfaH. Mbica-
Nbl, TMBETTIKTEP aAblpachiaHHbIH XeMICTepiH HaMKafa
(TyMapfa) ToKuAbl; TOXIKTEP HayKacTap MeH XaHyap-
NapAbl YW peT Ayfa alTbin, agblpacnaHMeH TyTiHAe-
Tegi; ©36ekTep H6yn npouecc TabbiCTbl cayaaFa biknan
eTeAi fen ecenTen, afi KyHre AeliH OHbIMEH BapAblk,
Aephik 6azapapl TyTiHAeTeai. O3ipbarixaHzap adbl-
pacnaHabl «y3apank» (uzarlik) gen atanabl xaHe xac
>xybannapabl TiN-Kke3aeH cakTay YLiH OHbIH, TYTiHIMEH
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CvmMBosimyecknin obpa3 bHepesbl yyacTByeT B Lia-
MaHCKMX puTyanax He TO/NbKO THOPKOB, HO U ApYyrux
HapogoB. bepesa cumBoamnsmposana Kocmuueckoe
[JpeBo, coeanHstowee Hebo n 3emnto. Takxke oOHa
ABASAACh NPOBOAHMKOM BbICLLMX CWA, 3abupas y ye-
JloBeKa HeraTuBHYO 3Hepruto, nibaensas ot 6ones-
Hel 1 ropsa. Vicuenstowas sHepreTnka 6epesbl 13-
BECTHa MHOTMM HapojaM Mupa: CBALLEHHOE AepPeBO
repmMaHckux 6oroe, Hapogoe CeBepHon EBponbi, B
Poccun — 370 CUMBOA UMCTOTbI, BECHbI U AeBUYECTBa.
CnaBsHe npunucbiBann Hepese CcNocobHOCTb U3ro-
HATb 3/1bIX AyXOB, MO3TOMY BeAbM CEKNN 6epe30BbIMU
po3ramMv BO BpPeMs puTyanoB U3rHaHusa b6eca. 310 ge-
peBO CTapa/svCb He NOMaTb, YTOObI HE HaBNeYb FHEB
MOTYCTOPOHHMX CUJI; K HEMY XOAWAW, CTapasch 3apy-
UYNTbCS MOMOLLIO M NMOMPOCUTH 3aLLUTbI OT Hesbl.

Ewe B XI Beke Maxmyg Kawwrapu obpaTtun BHMMaHWe
Ha CXOACTBO CNOB, O3HayatoLux bepesy Ha Kaszax-
CKOM fA3blKe (aKkaliblH — 6enas 6epesa) U POACTBEH-
HUKOB MO JIMHUWN XeHbl — KalblH, XYPT. JHepreTmka
6epesbl MMeEeT APKO BbIPAXKEHHYH «XKEHCKYH» Mpu-
poJy, kKazaxu el npunucbiBann GyHkuum obepera u
CBSILLEHHOTO XXEHCKOrO Hayasa, OHa YMeeT «HacTpa-
MBaATbCSA» Ha YenoBeka, 0cBo6oANTL OT BosbHON, TA-
>KENOWN 3Heprum.

Kasaxv n3 6epesbl n3rotaBavMBann LEHTPabHbIN
wect (bakaH) ans opTbl — cumona Muposoro Cron-
na. Ans antanues «bepesa Kak CO3jaHNE BEPXHErO
6o>xecTBa yyacTByeT B 06psAfax XXU3HEHHOTO LUKAa;
OHa Kak 6bl CONPOBOX/AAEeT YesoBeKa BCHO ero XUsHb
OT MJIaZleHYecTBa 10 CTapocTu. bes Hee He coBeplLua-
rOTCA 06pAAOBbIE MPA3AHMKY, TakMe Kak «MpasgHUK
B YeCTb Kosblbenn» (kabanabliH Balpamsl), N3roToB-
JIEHHON HOBOPOXAEHHOMY M3 Bepesbl, «NPas3jHUK B
YeCTb XUANLLA HOBOBPaYHbIX» (@MbINTYAYLWITbIH Hai-
pambl), y BXOJa KOTOPOro ycTaHaB/MBaeTcs bepesa,
Ha3blBaeMas Kblipanyyakbl, YTO JOCJOBHO O3Ha4aeT
«CTON6 C pUTYyaNnbHbIMK IEHTaMW», @ B AbIMOXOAe —
BeTBM Bepesbl Kak CUMBOJI CO3AaHUS CEMbW, CBaAb-
6a (ToN) Kak «Mpa3fgHMK HEBECTbI», 3aHABEC KOTOPOM
npuesa3saH k 6epezam» [8, c.147].

The semantic image of the birch tree permeates
the shamanic rituals not only of the Kazakhs or
Turks, but also of other ethnic groups belonging
to other language families. The birch embodies the
cosmic tree that connects heaven and earth. It was
also the leader of the higher forces, which extracts
the negative energy from man and frees him from
worries, diseases and sorrows. The healing energy
of the birch is known to many peoples of the world:
The sacred tree of the Germanic gods, the peoples
of Northern Europe, in Russia — is a symbol of purity,
spring and virginity. The Slavs valued the birch’s
ability to drive away evil spirits, and so witches were
whipped with birch rods during exorcism rituals. This
tree was not broken so as not to incur the wrath of
other powers, but was sought out to receive help and
protection from mischief.

In the 12th century Mahmud Kashgari drew attention
to the similarity of the words standing for birch in
the Kazakh language (Aqgaiyii — white birch), and
his wife's relatives — Qaiyf zhart. The power of birch
has a pronounced «feminine» nature, the Kazakhs
attributed to it the functions of protection and sacred
femininity, it can «tune up» on a person, free from the
disease, heavy energy.

The Kazakhs made the central pole (bagan) for the
yurt from the birch tree as a symbol of the world
pillar. For the Altaians, the birch tree, as a creation
of the higher deity, participates in the rites of the life
cycle; it accompanies man, as it were, throughout his
life, from childhood to old age. Without it, ceremonial
feasts such as «a feast in honour of the cradle»
(kabaydin bayramy) made of birch wood, «a feast in
honour of the house of the newlyweds» (aiyltudustyn
bayramy), which literally means «posts with ritual
ribbons», and in the chimney — birch branches as a
symbol of the foundation of a family, the wedding
(the one) as a «feast of the bride», whose curtain is
tied to birch trees» [8, p.147].

KynbToBas npakTuka € yyacTvem agblpacnaH, CBs-
LLeHHON B MpeAcTaBAeHUMM HapogfoB LleHTpanbHOM
A31Kn TpaBOW, BOCXOAUT K JOMYCY/IbMaHCKUM Bepo-
BaHMAM. Ee MCMonb3ytoT B OKypuBaHUM MoOMeLle-
HUW, NIeUEHUN NIIOAEN N XWUBOTHbLIX, NOJBELINBAIOT
WAN KNagyT Ha yA3BMMble MecTa (4Bepb, Konblbesb U
T.4.). icnonb3oBaHve rapmanbl B pa3ivyHbIx 0bps-
4ax 1N puTyanax 3adpUKCUPOBaAHO Y APYrnx HapoZOB
UeHTpansHon Asmn. K npumepy, TnbeTubl BriaeTatoT
naoAbl rapMainbl B Hamky (obeper); Taf>Xuku rapma-
N0 OKYPUBAtOT HONBHbBIX Y XXMBOTHbIX, TPUXKAbI NPO-
M3HOCA 3aKMHaHWe; y36ekn Ao crMx Nop OKypuBatoT
€0 MpakTMyecku Becb basap, cumTas, UTO [JaHHbIA
npouecc cnocobcTByeT ycnewHon toproene. Asep-
HaingpKkaHLIbl Ha3bIBAOT rapmany «ysepamnk» (uzarlik)
M 0b6s3aTeNbHO €t OKypWMBatOT HOBOOpPaYHbIX OT
crnasa. B Hapoge rapmany HasbIBatOT «TPaBOM OT Thbi-
cAum bonesHem».

The cultic practice with the participation of adyraspan,
sacred in the representation of grass of the peoples
of Central Asia, dates back to pre-Muslim beliefs. It
is used in fumigation of rooms, treatment of people
and animals, hung or placed in vulnerable places
(door, cradle, etc.). The use of harmala in various rites
and rituals is documented on the Pamirs and among
all peoples of Central Asia. Thus, the Tibetans weave a
namkha (talisman) from the fruits of the harmala; the
Tajiks incense sick people and animals by enchanting
them three times; the Uzbeks still incense almost the
entire bazaar because they believe that this process
contributes to successful trade. The Azerbaijanis call
the harmala «Uzerlik» (uzarlik) and it is necessary to
smoke the brides to protect them from the evil eye.
People call the harmala herb for a thousand diseases.
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MIHZETTI TypAe anactangbl. Xanblk ajblpacnaHfb
MblH aypyAaH eMAiK Wwen gen atangbl.

KazakTapablh kneni ic-toxipnbeciHae ge 6y WwenTiH,
OpPHbI epeKLLE — OHbIH, TYTIHIMEH YA anacTan, ecikTiH,
TebeciHe inin Kkoaabl XaHe T.0.

CemMuoTUnKa TypFbiCbiHaH By KMeni WenTiH, KasakLwa
aTaybl — «afblpacnaH», «afblp» XOHE «acrnaH» jAereH
€Ki Co3/leH LUbIKKaHbI KbI3bIFyLIbLIbIK Tyablpaabl. Erep
eKiHLWIi ce3re cypakTap TyblHAamaca, ayapMaja «ac-
naH» «acnaH» aereHai 6ingipegi, an OipiHWi «agbip»
CO3iHiH, eki Hyckacbl Hap: «Tebe, BUIKTIK» XaHe cOo-
HbIMeH KaTap apab TiNiHeH anblHfaH «Kaablp» —
«KyAipeTTi» aen caHanagbl. [emek, kaszak TiNiHAEr
«afblpacnaHHblH» MafblHaNblK ayAapMach! «KyAipeTTi
acnaH» TipkeciHae 60aybl MyMKiH >XaHe Ta3apTy fyp-
MblHAAFbl CO34iK CUKbIPAbIH Hip 6eniri 60aybl MyMKIH.

TOBbI/1Fbl
TABOJITA
TOBYLGY / MEADOWSWEET

Typki MafeHueTiHAEe TOOLINFbIHBI KyAbTTIK ©CiMAIK
4en caHanabl. byn — 6ykin Typkinep, oHbIH iWiHAe Ka-
3akTap Aa KaCTepneVlTiH KenTereH xanblK A3CTYPiH-
Ae anTblnaTbiH kueni bytanapabiH 6ipi. TobbLafbl 6ip
9/NeMHeH eKiHLWi anemre eTyai XeHinAeTeTiH anem-
JEep apacbiHaafbl Aengan 6onabl Aen ecenTeni, CoH-
AbIKTaH OHbIH WbIObIFbl MAaPKYMHbIH, KOJbIHA CaslblH-
Abl. Mblcanbl, YyBalUTap «... MapKyMHbIH COM KOJIbIHA
TOObLINFbIHBIH, WhIOLIFbIH KOSAAbI, an erep ok, 6osca,
OHAa UTMYPbIH, an erep on 6osMaca, onap XyCcaHHbIH,
cabafblH Koaabl». bipak TOObIIFbI eH, KOoaalbl, SUT-
KeHi 0n Bepik afall CMAKTbI 3yNbIM PyXTapAbl KyyAblH,
eH, CeHiMai kypasbl 6oabin Tabblnagbl. Ocbl MakcaTTa
Mapkymfa 6ip 6yTtarbl 6epinegi. «CoHgbikTaH apbip
yyBalll dpKallaH yiiHAe TOBbINFbIHbIH, 60aybIHA Tbi-
pbicagbl» [6, 233-234 6.].

KasakLlua aTaybl «<TOBbUIFbI». Xasblk OFaH 3y1bIM PyX-
TapAaH KOPFalTbiH CUKbIPAbI KacMeTTepAi >KaTkbl-
3faH, 6yN KamLbl cabbiHblH, TOBbINFbIAAH XacanfaH-
AblFbIMEH  pacTanajpbl, an Kamubl Kkasak 6aKcbl
FYPMbIHbIH, MiHAETTI aTpubyTTapbiHbIH Gipi 60bIN
Tabblnagpl.

KekteMae, anfallkbl KbIMbI3 MEPEKECIH OTKIi3y Ke3iH-
[ie CyCbIHAbI allblTyFa apHasfaH apHalbl biablC-asK —
KYOiHi TOObINFbIMEH biCcTafaH. XXaHfaH Ke3ae TOObIFbI
>XKafbIMAbl KOO xow nic 6epegi. XypT TOObIIFbIHbIH,
TYTiHI KbIMbI3fa epekile AaM bepesi gen ecenTeng,.
Bankim, 6yn npakTukanblk iC-apeKeTTe TOObIFbIHbI
nanganaHy afall pyxblHbIH KYLUIH >acabin >aTkaH
cycblHFa 6epy Typanbl HaHbIM-CeHiMAepAiH, TaHba-
CbIH anbin XYPYi MyYMKIH.

APLUA
APYA
ARSHA / ARCHA
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Apwa — TaH,fa>Ka17|b|n ecimgik. Eptege kasakTap ap-
WaHbl «OMip afallibl» Aen aTafaH. KasakTap apiuaHbiH
byTaKTapbiHaH LWaiibip MeH 3$up MaiblH eHaipin,
OCbl ©CiMZIKTIH 6yTaKkTapbIHbIH, TYTiIHIMEH CUKbIPbI
JyFa ailTa OTbIpbIN, YM->Xannapabl, K1neni xepaepai,
KopanapAbl 3yAbIM pyxTapAaH anactafaH («anacray»
FYPrbIHbIH, MafblHacbl «kyganay»). byn fypbin ken-
TereH XasblkTapfa 6enrini, enTKeHi WbIFbIC CNABSH-
Aapbl apla byTakTapbiH epTey ajamfa «TasapTyLubl»
peTiHae acep eTeai Aen ecenTesi: KYLTi alybl XOLw
nic 6OCaHCbITLIN, ThiHbIWTaHAbIPaAbl. AMepUKaHabIK,
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B cakpasibHOI NpakTuke Ka3axoB rapmasa Takxe 3a-
HMMaeT 0coboe MEeCTO — €0 OKYPUBAOT JOMa, BbiBeE-
LWNBAIOT Hag ABEPBIO U T.4.

Kasaxckoe Ha3BaHWe 3TOW CBSILLEHHOW TpaBbl —
«ajblpacrnaH» NPOUCXOANUT U3 ABYX CNOB «afblp» U
«acnaH». B nepeBoje «acnaH» o3HayaeT «HebO», a
nepBOe CNOBO «afblp» MMEET ABa 3HauyeHus: «by-
rop, BO3BbILEHHOCTb», @ TaKXXe ero CUYMTatoT Npoms-
BOAHbIM OT apabCcKoro «kagblp» — «BCEMOTYLUUA».
CMbICNOBOM MEPEBOJ Ka3axCKoro «ajblpacrnaH» Mo-
XKET 3aKNH0YATLCA B BblpaXKeHUM «BCceMOrylLLee Hebo»
1 MOTI0 BbITb YaCTbO CIOBECHOTO 3aK/MHAHWA B 06-
psZLe OUMLLEHUS.

In the sacral practice of the Kazakhs this grass also
occupies a special place — it is smoked at home, hung
over the door, etc.

From the point of view of semiotics, the Kazakh name
of this sacred grass is interesting — «adyraspan», which
is composed of the two words «adyr» and «aspan».
If with the second word there are no questions, in
translation «aspan» means «sky», the first word
«adyr» has two variants: «hill, elevation», and it is
considered a derivative of the Arabic «gadyr» -
«almighty». Therefore, the semantic translation of
the Kazakh «adyraspan» could be the expression
«almighty sky» and could be part of the verbal spell
at the purification ceremony.

B Tropkckol KynbType TaBOAry MO MpaBy CcUMTaloT
KyNbTOBbIM pacTeHMEM. ITO OAMH M3 CaMblX MOUU-
TaeMbIX BCEMW THOPKaMW CBALLEHHbIX KYCTapHWKOB,
YNOMUWUHAeMbI BO MHOTMMX HapPOAHbIX MNpejaHusaXx.
TaBonra BbINOAHANA QYHKUMIO MOCPeAHUKa MexXay
MUpaMK, CMOCOBCTBYHOLLErO Mepexosy W3 OAHOro
MUpa B APYron, Mo3TOMy NpyT 13 TaBOATU BK/ablBa-
N B pyKy nokonHoro. K npumepy, yyBawu «... B fie-
BYHO PYKYy MOKOWHMKA KAaAyT NPYT U3 TaBOATY, @ eCan
He OKaXkeTcsl TaBOJIMN, TO LWMMOBHWK, @ €CAN U 3TOro
He OKaXeTcs, TO AatoT cTebenb nosbiHW. Ho bonblue
BCEro npejnoymTaeTca TaBosra, T.K. OHa, Kak Kpen-
KOe JepeBO — CaMoe HajeXXHoe CpeacTBO ANA U3rHa-
HWA 31bIX AyxoB. C 3TOM LeNbIO 1 AaeTcsi MOKONHUKY
XBOPOCTMHKA. «[103TOMY KaXAblA 4yBall CTapaeTcs
MMeTb BCerga B JOMe TaBoAry» [6, c. 233-234].

Kasaxckoe Ha3BaHWe TaBOArM — «TOObINFbLI». B Hapo-
4e ee HaZenann MarmyeckKMmMm CBOMCTBaMM OTFOHATb
3/IbIX AyXOB, YTO MoATBeEpPXAaeTcs GakToM WU3roToB-
NEHVA PYKOATM KaM4u U3 TaBOAMM, a Kamya OAWH 13
o0b6s3aTeNbHbIX aTPUBYTOB KaMIaHWs Ka3axCKux Hak-
Cbl.

BecHol, BO Bpems NpoBeAeHNs NpasiHuKa NepBoro
KyMblCa, TaBOJNron okypuBaetcs Kybi — cneymanbHas
nocyaa 415 3aKBacku Hanutka. MNpwu ropeHnmn TaBosra
BbIAENSIET NPUATHLIN rycToM apomart. B Hapoae cun-
TatoT, UTO AbIM TaBOATU NPUAAET KyMbICy OCObbIN
BKYC. BO3MOXHO, B 3TOM AeNCTBMM MCNO/b30BaHMe
TOObINFbI HECeT Ha cebe nevaTb BepoBaHUI O nepe-
HOCe CWUJIbl fiyXa JepeBa Ha U3roTaB/IMBaeMbli Hanu-
TOK.

In Turkic culture, meadowsweet is considered a cult
plant. It is one of the most revered sacred shrubs of
all Turks, including the Kazakhs, and is mentioned
in many folk traditions. It was believed that
meadowsweet was a mediator between worlds and
facilitated the transition from one world to another,
which is why it was placed in the hands of the
deceased. For example, Chuvash: «... in the left hand
of the deceased put a stick of meadowsweet, and if
there is no meadowsweet, then the rosehip, and if
that does not work, then give a stalk of wormwood.
But meadowsweet is most preferred because it is like
a strong tree — the most reliable means of driving
away evil spirits. For this purpose it is given on the
dead needle. «That is why every Chuvash tries to
always have meadowsweet in the house» [6, pp. 233-
234].

Kazakh name «tobylgy». It is popularly believed to
have magical properties to drive away evil spirits,
which is confirmed by the making of a kamcha
handle from meadowsweet, and kamcha is one of the
obligatory attributes of Kazakh bagsy practise.

In spring, during the celebration of the first kumys,
kiibi — special dishes for the fermentation of the
drink - are smoked with meadowsweet. Burning
meadowsweet produces a pleasant, dense aroma.
People believe that the smoke of meadowsweet
gives a special flavour to kumys. Perhaps the use of
meadowsweet in this practical act is the seal of the
belief that the spirit of the tree passes to the prepared
drink.

Apua — MOXCKeBeNbHUK. B ApeBHOCTU Kazaxu Ha3bl-
Ba/lN apuy «A4epeBOM Xn3Hu». Kazaxu 13 BeTok apum
fo6bIBann cMony 1 3dupHOe Macno, a AbIMALLUMUCS
BETBSIMM 3TOrO PacTeHUs OKYpPWBaAW >XuWjble MoMe-
LWEHWSA, CBATUANLLA, KOHIOWHW, U3TOHANMN 3/1bIX AyXOB
(pyTyan «anacray» — «M3rHaHwe») C MPOU3HECEeHU-
€M Marvyeckux 3akinMHaHWi. ITOT pUTyan M3BecTeH
MHOTMM HapogaM. BocTouHble cnaBsHe cumTany, 4to
OKUraHMe MOXOKEBE/IOBbIX BETOK OKa3blBaeT Ha ye-
JIOBEKA «OUYUCTUTENbHOE» AENCTBME: CUJbHBIN MpsA-
HbI apoMaT paccnabnser u ycnokaveaeT. AMepu-

Archa, known as juniper, is an amazing plant. In
ancient times, the Kazakhs called Archa «the tree of
life.» The Kazakhs extracted tar and essential oil from
Archa branches, and with the smoky branches of
this plant living rooms, sanctuaries and stables were
smoked to drive away evil spirits (ritual «alastau» in
translation — «exorcizm») by casting magical spells.
This ritual is known to many peoples, for example, the
Eastern Slavs believed that burning juniper branches
has a «purifying» effect on people: a strong spicy
scent relaxes and calms. The Indians of America and
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yHaictep MeH OHTycTik Cibip TypfbiHAapbl Aa kapa
3HeprusgaH Tasapyda «anactay» TaXipubeciH Kos-
AaHabl. Apwa AnTtai TayblHbIH 6alblpFbl TYpPFbiHAA-
PbIHbIH 6apAbIK AepAik FYPbINThIK paciMaepiHae KO-
JAaHbliagbl. TiATi ©CIMAIKTIH, ©3iH XXWHay epexxenep
>XMHafblHa HafblHaZbl: XaHa anAblH, YLWiHWI KYHiHEH
6acrtan TonbIK aiifa AeniH, 6Cy OPHbIHAA PaciM >acay
Kepek; eciMAikTi ep agamaap faHa >XuHayblTuic, ba-
nanapfa 12 xacrtaH 6acran pykcaT eTinegi >kaHe T1.6.
Kali MmapeHmeTTe aplia 60MacbliH, 0N MIHAETTI Typae
LlaMaHAblK dpeKkeTTepMeH bainaHbICThbI.

Eypona xanbiKTapblHAa aplia CUKbIpibl amangap-
fa KYWTi KopfaHbIC Kypaibl HoabIN caHangbl, afall
KecekTepiH asnbil XYPYy >KasaTalbiM OKMWfanapaaH,
KapfblCTapAaH, TiN-Ke3aepaeH, Xabanbl aHAap MeH
XblNaHAapablH WabyblibiHaH Kopfal anagbl. Pum
MeH [peunsga apla eniMai XXeHYAIH XaHe MaHTilik
eMipgaiH, HbiwaHbl 60abiN Tabbliagbl, MapKyMHbIH
COHfbl >XOJbIHA aplua byTakTapblH Tecemn, >epaey
Ke3iHAe onapAbl epTey fypnbl OHbIMeH 6alinaHbICTbl
6onFaH.

CENEY
KOBbI/1b
SELEU / FEATHER GRASS

KasakTap betereHi — ceney gengi. byn asHai aakbin-
Aap TYKbIMAACbIHa aTaTblH Kemn >blAAbIK LUSNTeCiH
eCiMAIK, KyHAbI Man a3bIKTblK Aakbia. Ceneyain ryaae-
HY Ke3€eHi MaMblp-MayCbIM-LUiNAe arinapsl.

bo3ceneyain TaHbIMan ataybl OHbIH, TyCiHe >Xui Hai-
NaHbICTbl eKeHIH KepceTeai — ak, alwblk, cyp. Typki/
Kazak MadeHueTiHAeri ak/awbik/cyp/Kymic Tyc ce-
MaHTMKacbl 6enrini akukat, 6ya TyC Ta3anblKTbiH, MiH-
Ci3AiKTiH, TEKTINIKTIH HblWwaHbl. bapabik aepaik gana
M3 EHMNETTepI ceneyai Aana NeCi, Xacbl «KeLneHai»
Aen TyciHyre 6enim. Ponbkaopaa ceney kebiHece KeH,
Jana nemsaxbiHbIH TUNTIK 6eliHeci 6obin Tabblnagpl,
on 6enbiTwWiNiK NeH TbIHLIWTBIKTbIH, epeklle KyWiH
6ingipegi. Ceneygnin kekteri 6anamachl OHbIH, ak/cyp
TyCiMeH GalnaHbicTbl. A Xepaeri 6anamacbl — e,
SFHW epKiH gana xeni.

XXYCAH
MOJibiHb
ZHUSAN / WORMWOOD

ONEMAiIK M3JEHMETTE XYyCaH arengik bactaymeH bai-
NaHbICTbl: 0N BOCaHyfa KOMEeKTECETIH Kypan 6obin
CaHanabl, rpek aHbi3blHa cakec, ApteMuaa Kyaalibl
WenTi anfawl peT OCbl MakcaTTa KoagaHfaH. Mbicbl-
PAbIH, KYHapJ/bUIbIK, MEH aHablK Kyaarbl M3ngaHbiH,
AIHV KbI3MeTKepaepi XycaH ry/ WoKTapbiH 6acTtapbl-
Ha kuai. byn cnaBaHgap apacbiHza ga 6enrini. VeaH
Kynana TyHiHAe Kbl3Zap >XyCaHHaH XacasafaH fypbin-
ThIK, Ty LIOKTapAbl TOKbIM, KWETIH. Typkinep 6yn
WwenTi «emMwaH» aen atangbl. Kasak, ¢onabkaopbiHAa
OCbl WeNTeH TyblHAAFaH NCUXMKanblK BipaecTiktepai
XaHFbIpTaTbIH TYPAi CHOXETTep cakTanfaH. byn, en
aNAbIMeH, TyfaH XepAiH WiCiH cakTaiTbiH «EcTenik
webi». lanasa anbictarbl afaibliHFa xabapabl Kypfak
KyCaHHbIH, OyTafbl TypiHAe XXeTKi3yaiH 6albipfbl
aacTypi 6onfaH, Oy onapapbiH XONbIFy HemMece TyfaH
XepiHe opany 6enrici 6ongbl.

XKycaH xui alwbiibikneH 6arinaHblCTbl 60aabl: 6y ak
LUALITbI KAaPTTbIKTbIH, FaHa eMeC, COHbIMEH KaTap Aana
TYPFbIHAAPbIHbIH, 6MIpIHAEr MaHri ecTepiHAe KaafaH
Kalfblibl OKWFanapAblH, HbiWaHbl. ALLbUIbIFbIH XKe-
CipAiH ayblp TafAblpbIMEH CabICTbIPbIM, >XyCaHAbl
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KaHCkme nHaenubl n xuntenn KOxHon Cnbumpun Takxe
NPaKTUKOBaAN «OKYPUBaHME», OUMLLASACH OT YEPHOM
3HepreTMkn. Apuya WCMosb3yeTcs MpakTU4ecku BO
BCeX 06PAAOBbIX pUTyanax KOPeHHbIX xutenen lop-
Horo Antas. C60p 3TOro pacTeHus NOAUYMHEH CBOAY
npaBW: C TPETLETO AHS HOBOJYHWS 40O MOJHONYHUS,
Ha MecTe Mpou3pacTaHus COBepLWnUTb 06psA; Cpbl-
BaTb pacTeHMe HEOBXOAMMO MYy>XXUMHAM, AETAM pas-
pelweHo ¢ 12 neT n T.4. Apua y4acTBYyeT B LLAMaHCKMX
NencTBusX.

Y eBponenueB MOXOKEBEJbHUK CHUTANCA CUIbHBIM
3alUMTHBIM CPEACTBOM B MarMyeckmx MaHunyasum-
X, HoLleHWe npu cebe Kycouka 3TOro JepeBa MOrIo
ybepeub OT HECHYACTHbIX CAyYaeB, MPOKAATUNA, Crnasa,
HanajeHun AWKUx 3Bepen, 3men. B Pume n Mpeuun
MO>XX>KeBENIbHUK — CUMMBOJ npeop,oneva CMepTI/I n
BEUHOW XW3HW, C 3TUM 3HauyeHMeM 6bin cBA3aH 06-
PAL YCTUNAHWA €ro BETBAMUW NOCAeAHEro nytn ymep-
Wero 1 OKUraHus UX Ha NMoXopoHax

the inhabitants of southern Siberia also practiced
«fumigation» to cleanse themselves of black energy.

Archa is used in almost all rituals of the indigenous
people of the Altai Mountains. Even the harvest of the
plant itself is subject to a set of rules: from the third
day of the new moon to the full moon to perform
a ritual at the place of cultivation; men, children are
allowed from the age of 12, etc. Regardless of the
culture of the archa, this is necessarily associated with
shamanic acts.

Among European peoples, juniper was considered
a strong protection during magical manipulations,
carrying a piece of wood could protect against
accidents, curses, the evil eye, attacks of wild animals
and snakes. In Rome and Greece, juniper is a symbol
of overcoming death and eternal life, which was
associated with the ceremony of tying its branches
the last way of the deceased and burns them at the
funeral

Kazaxu KOBbIJIb Ha3blBatOT «cefey». ITO MHOFOJEeT-
Hee TPaBAHWCTOE pacTeHne U3 CEMEeNCTBa 3/1aKOBbIX,
LEeHHas KOpMOoBas Ky/abTypa. [epnos LBeTeHus Ko-
BblN1i — Mal, NHOHb-UIOb.

HapoaHoe Ha3BaHWe KOBbIIA AEMOHCTPUPYET, UTO
yalle BCero OTMeYaeTcs ero LBeT — 6enbli, CBET/bIN,
cepblin. VIx cemaHTVKa B THOPKCKOW/Ka3aXCKon KyAb-
Type CMMBOJIM3UPYET UMCTOTY, HEMOPOUHOCTb, Haa-
rOPOACTBO. BceM CTeMHbIM KynbTypam CBOWCTBEHHO
NMOHMUMaHMe KOBbINS Kak BAacTenNHa CTenu, 3eN1eHOro
«KOoueBHUKa». B donbknope KOBbIIb Yalle BCero —
TUMWYHBI 06pa3 PasfoNbHOrO CTEMHOro Mnensaxa,
OH CUMBOAN3MPYET COBOV 0C0BOe COCTOsIHNE NOKOS
M YMUPOTBOPEHHOCTU. HebecHas mnocTtacb KOBbUIS
CBf3aHa C ero 6esbiM/cepbiM LBETOM. 3eMHas MMo-
CTacb KOBbIIA — BOJIbHbIN CTEMHOW BeTep.

The Kazakhs call the feather grass - a seleu. It is a
perennial herb of the cereal family, a valuable forage
plant. The flowering period of the feather grass is
May-June-July.

The vernacular name of feather grass shows that its
color is most often mentioned - white, light, gray.
Its semantics in Turkic/Kazakh culture symbolizes
purity, cleanliness, nobility. Almost all steppe cultures
are characterized by the understanding of feather
grass as the ruler of the steppe, a green «nomad».
In folklore, feather grass is usually a typical image of
a vast steppe landscape, symbolizing a special state
of tranquility and peace. The celestial hypostasis of
feather grass is associated with its white-gray color.
The earthly hypostasis of the feather grass is still the
wind, the free wind of the steppe.

B MUpoBOW Ky/ibType NoJbIHb CBA3bIBAKOT C XEHCKMM
HayaloOM: OHa cuuTanacb POAOBCNOMOraTeNbHbIM
CPeACTBOM, COFJIaCHO TFPeyeckon ereHAe B 3TOM
KauecTBe TpaBy BMepBble KCNosb3oBana boruHs Ap-
Temunga. Xpeubl M3uapl, ermnetckon 60rmHM naogo-
pPOAVSA W MaTEPVHCTBA, HOCUAN BEHKW W3 MOJbIHW.
MopobHoe M3BECTHO M y CnaBsH. PUTyanbHble BEHKW
13 NOJIBIHW MAEAN N HOCUAW AEBYLLKN B HOYb Ha VBa-
Ha Kynana. Tropku Ha3bIBatoT 3Ty TPaBy «emLaH». Ka-
3axckmii GONBbKIOP COXPaHWA PaszvUHble CHOXKETbI,
BOCMPOM3BOASALLNE MeHTabHble accoumaunn, Bbl-
3blBaeMble 3TOM TPaBOW. ITO, NpeXAe BCEro, «Tpasa
MamaAtn», xpaHawas 3anax poAuHbl. B ctenn cyuwe-
CTBOBasla YCTOMUMBAs APEBHAS TPaAMLMs nepesaym
BECTOUKWN AasbHEMY POACTBEHHWKY B BUAE BETOUKM
CyXOW MOJbIHK, YTO BbIIO CUTHANIOM K BCTPEYe Un K
BO3BPALLEHWUIO Ha POAMHY.

Yacto MosbIHb accoLMUpPOBanacb C FOPeYb: OHa
CMMBOJ1 He TOJIbKO CEAOW CTapoCT, HO W Tex mne-
YaNbHbIX COBBLITUIA B XU3HU CTEMHAKOB, O KOTOPbIX
OHW ByAyT MOMHUTL Bcerga. MoblHb TakXe Ha3sbl-
BAlOT «BJOBbEN TPaBOW», CPaBHWBAs €e ropeyb C

In world culture, wormwood is associated with the
feminine: it was considered an aid to childbirth, and
according to Greek legend, the herb was first used
by the goddess Artemis. Priests of the Egyptian
fertility and maternity goddess Isis wore wreaths
of wormwood. Similar things are known from the
Slavs. Ritual wreaths of wormwood were woven
and worn by girls on the night of lvan Kupala. The
Turks call this herb «emshan». Various stories have
survived in Kazakh folklore that reflect the mental
associations evoked by this grass. First of all, it is
the «grass of memory», which preserves the smell of
the motherland. In the steppe there was an ancient
tradition of delivering a message to a distant relative
in the form of a stick of dried wormwood, which was
a sign of meeting or returning home.

Wormwood has often been associated with bitterness:
it is a symbol not only of gray old age, but also of the
sad events in the lives of the steppe dwellers, which
they will always remember. Wormwood is also called
«widow's weed», which compares its bitterness with
the heavy fate of the widow.
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«Kecip wen» Aen Te atangbl. XXycaH — KeHiCTIKTIH,
epPKiHAIKTIH, AanameH BipAikTiH HbiwaHbl. KewneH-
Ainep YWiH «KyCaHHbIH facbIpablK LWbIHABIFLI €cTe
caKTayZblH faHa emec, YakblT HalfaHbICbIHbIH, Hbl-
WwaHbl. [lana MeH XycaH Aa Aana MeH XblaKbl CUAKTbI
axxbipamac» [4, 147 6.].

KbI3FANOAK,
THOJIbMAH
QYZGALDAQ / TULIP

Kektemae ryngen, ganaHbl awblk 60symMeH KeMKe-
PeTiH Kbl3fanjak aTayblHblH, ©3i alensikke, Aanipek
aniTcak Kbizgapfa KatblCTbl. OHbl dlieNn CynyAblfbl-
HbIH Kemn Kblp/bl HbllWaHbl Aern OpbiHAbI aTaifpbl
>X9He OHbIH, belHenepi MycblIMaH MyHapanapbliHbIH,
MELLITTEPAIH XXaHe KyanblTactapablH 6e3eHaipyiHae
XWni ke3gecegi. byn ryn OcMaH MMNEpPUACbIHbIH, 3M-
6neMacbiHa aliHanAbl XXaHe caparinapsbl, Kepamuka-
NblK ByMbIMAAPAbI XaHe Xannbl TYPKUAHbIH A3CTYpAI
6eliHeney eHepiH be3eHaipyae KepiHeai.

EpTese kynnbiTacTapaafbl Kbi3Fangaktap eMipgiH eT-
neninirin 6ingipesi aen ecentereH. Kazaktap ewka-
WaH Kbi3fangak, Tepin, 6ip-b6ipiHe cbiinafaH emec.
[JereHMeH, 6yn Ka3aKTblH, ASCTYPII KECTECIHIH, CYRIKTI
O-6pHEK HaKbILWbI.
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TAXENON BAOBbeW cyabbon. MosbiHb ABAAETCA CUM-
BOJIOM MPOCTOpa, CBOOOAb!I M eAMHCTBA CO CTEMbHO.
[na KouyeBHMKA «BEKOBasi PeasibHOCTb MOJbIHU He
TONbKO CUMBOJ MAMSATN, HO Y CUMBOJ CBSI3N BPEMEH.
CTenb 1 NO/bIHb HEPA3AEANMbI, KakK CTEMHAK U KOHb»
[4, c. 147].

Wormwood is a symbol of vastness, freedom
and connection with the steppe. For a nomad,
the centuries-old reality of wormwood is not
only a symbol of memory, but also a symbol of
the connection of times. Steppe and wormwood
are inseparable like steppe and  horse»
[4, p. 147].

Camo Ha3BaHMWe Tio/bMNaHa — Kbi3fanjak, LBeTyLiero
BECHOW W 3acTWNaloLEero ApPKMUMK Kpackamu CTerb,
OTCbINAETCA K XXEHCKOMY Hauyany, BepHee — K JeByLu-
Kam: Kbl3 — AeBYyLUKa, AeBOYKa. Tro/bMaH Ha3blBatoT
MHOTOrpaHHbIM CMMBOJIOM >KEHCKOW KPacoTbl, @ ero
1306padkeHNs YacTo BCTPEYatoTCA B AeKope MyCyb-
MaHCKMX MWHapeToB, MeuyeTel U Haarpobuin. IToT
LBeToK cTan ambaemont OcmaHcKoM nMmnepun n eu-
rypvpyeTt B Aekope fBOpPLIOB, KepaMuKe 1 B LieJIOM
TPaAVLMOHHOM M306pasnTesibHOM MCKyccTBe Typ-
L.

B cTapuHy cumTanock, 4To THObMAHbLI Ha Haarpobu-
fX CUMBOJIM3MPYHOT BbICTPOTEUHOCTL XKM3HW. Kazaxu
HUKOrga He CpblBaau THOJibNaHbl U HE Aapuan Apyr
apyry. Of4Hako, OH N3NH06AEHHBIN OpHAMEHTa/IbHbI
MOTUB TPaAMLMOHHON Ka3axCKOM BbILUMBKMN.

Even the name of the tulip — Qyzgaldag, which blooms
in spring and covers the steppe with bright colors,
refers to the feminine, or rather — to girls: qyz — girl. It
is rightly called a versatile symbol of female beauty,
and its images are often found in the decoration of
Muslim minarets, mosques and tombstones. This
flower has become the emblem of the Ottoman
Empire and can be found in the decoration of
palaces, in ceramics and generally in the traditional
art of Turkey.

In the past, it was believed that tulips on tombstones
symbolize fleeting life. Kazakhs never tore off tulips
and did not give them to each other. Nevertheless,
it is a popular decorative motif of traditional Kazakh
embroidery.
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2.1 bIM-UWAPA CEMNOTUKACDI
JKOHE 3TUKET HOPMAJIAPbDI

Asamgap apacblHAafbl KapbIM-kaTblHaC NeH aknapart
6epysiH, eH, KeHe Typi Bepbanabl emec KapbiM-Ka-
TbIHAaC 3JleMeHTTepi peTiHAe fblbIMU  TYPFblAaH
aHbIKTaNfaH bIM-uWapa ekeHi 6enrini.

JacTypai MaaeHUeTTE bIM-ULIAPaHbIH 3P anyaH Typ-
nepi b6ap: conemgecy, KowTacy, LWaKbIpy, Kenicim
6epy, Tepicke WbIFapy, TaHAaHy, kopaay >XaHe T.6.,
COHJal-ak onapAbl KOAAaHYLbl KaybIMAACTbIK ©Ki-
AEpPiHiH nikipiHWe, onapabl kongaHy 60axaychbi3
dpeKeTTepre SKeNeTiH ThIMbIM CajiblHFaH KUMbLIAAp,
XaFbIMCbI3 cangapnap.

fbubIM  apTypAi MaaeHueTTepaeri afiaMHblH,  bIM-
MwapacblH, MMMMKaCbIH, NO3anapbliH XaHe backa Aa
MOHepAi KMMblAZapbliH KeH, ayKbiMAbl 3epTTesi. byn
6iniM canacobl Killi NaH — KMHECUKa peTiHAe Kanbin-
TacTbl.

OpVHe, aflaMHbIH 3pbip KWMbUIbIH Hemece KOJblH
6ypybIH bIM-ULLIapa gen TyCiHbey Kepek, 01 TeK TepeH,
MafblHa MeH M3H ascblHAa faHa BipTyTac 6onaabl, T.6.
MyHZaW «dpeKeTTiH» HblaHAbIK cunatbl Hap.

YcbIHbINFaH MaTepuan Kasak MaAeHMETIHIH Bapabik
bIM-MLUIAPacbl MEH ONapAblH, MaFfblHanapblH KaMTbl-
Maligbl: CEMUOTMKANbIK TYPFbIAAH €H TaHbIMa XaHe
KepHekifnikke Hasap ayfapblnajpl.



2.1 CEMNOTUKA XXECTOB
N STUKETHbIE HOPMbI

M3BecTHO, UTO caMol agpeBHelr GOpMON obLLEeHNA 1
nepesgaun nHbopMaLUM MeXAy JHAbMN ABAAIOTCS
>XKeCTbl, UTO B Haquoﬁ TEPMUHONOTUN onpeaenaeTca
Kak «s13blk HeBepHasbHOM KOMMYHMKaLMK».

B TpaAvLUMOHHOW Ky/NbType CyLLeCcTBYHOT pa3/vyHble
BMAbI XECTOB: MPWBETCTBUSA, MPOLLAHWS, NOA3biBa-
HWSA, COrNacus, oTPULLAHUSA, YANBAEHWNS, OCKOPOAeHUs
W T. 4., a Takxe XecTbl-Taby, MCNoNb30BaHME KOTO-
PbIX, MO MHEHWIO NPeACTaBUTENEN UX NCMONb3YHOLLNX
CoobLLecTB, MPUBOAAT K HEMpPEACKa3yeMbIM WUu He-
XenaTeNbHbIM NOCAeACTBUAM.

Haykoln uccnepoBaHbl camble pa3HoobpasHblie Xe-
CTbl, MMMWKa, NMO3bl U ApYyrve BblpasuTeNbHble ABU-
XEHUS YeNoBeka B pasHbIX KyabTypax. dTa 0baacTb
3HaHWA chopmmpoBanachk Kak CybaAUCLMMNAMHA — KU1-
HecuKa.

Be3ycnoBHO, He Kaxzoe ABUXEHWE 4YesoBeka WK
MOBOPOT PYKM AO/KHbI MOHMMATbCA KaK >XEeCT, OH
CTaHOBUTCA UM TONbKO B KOHTekcTe Honee rayboko-
ro CMbIC/1a U 3HAUEHUI, T.e. Takoe «AencTBme» nMeet
3HaKOBbIV XapakTep.

MpeacTaBieHHbI MaTepuan He ObbemsieT BCe Xe-
CTbl ¥ UX 3HAYEHWS B KA3axXCKOW KyAbType: BHUMaHMe
YAENEHO CaMblM MOMYAAPHBLIM U HarfAHBIM C CEMU-
OTMYECKOM TOUKWN 3PEHUs.

2.1 SEMIOTICS OF GESTURES
AND ETHICS

It is known that the oldest form of communication
and exchange of information between people are
gestures, which are scientifically called elements of
non-verbal communication.

In traditional culture there are different types of
gestures: greeting, farewell, welcome, approval,
disapproval, astonishment, insult, etc., as well as taboo
gestures, the use of which leads to unpredictable and
undesirable consequences up to the representatives
of the community.

Science has studied a variety of human gestures,
facial expressions, body postures, and other
expressive movements in different cultures. This
field of knowledge was formed as a sub-discipline of
kinesics.

Of course, not every movement of a person or every
turn of a hand is to be understood as a gesture, it
becomes a gesture only in the context of a deeper
meaning and significance, i.e. such an «action» has a
significant character.

The presented material does not contain all gestures
and their meanings of Kazakh culture: the attention
is focused on the most popular and visible from the
semiotic point of view.
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CONIEM ETY
SALEM ETU

C. C. TatybaeB [8] ka3akTapaa canemMaecy Kumblaga-
pbl aengep MeH ep ajgamgapaa ap TypAai 6onatbl-
HblIH, AFHN 9/1eYMETTIK-03eKTi eKeHIH aTan eTTi.

Kbi3gap ywiH yakeHAepMeH canemgecy pacimi Kon-
Abl Kypcak epiMi aliMafblHa anakaHAbl TOMEH Ka-
paTbin KOWbIN, 6acblH can eHKenTyaeH Typasabl. Con
KON TOMEH Hemece Ca/l apTKa TapTblnajbl, an Ke3aep,
94eTTe, TOMeH Kapanabl. MyHAa Ha3ap OH Kosfa ay-
Japblaagbl — aVeNiH, HbllaHbl XXaHe HEeri3ri «<apekeT
eTyLUi» KOJ1 XXdHe OHbl Kypcak epiMiHe KO — LLbIFbIC
M3AEHMETTEPIHAEN AeHEeHIH Kueni beniriHe, AFHN OT
XOHE KYH 3/1eMeHTiMeH (Mblcanbl, Yakpanap) bain-
NaHbIcTbl. KasakTapga kb3 6anaHblH Kypcak epimi
3eprepik bynbiIMAapMeH, KniMaepi MOa aliekennep
MeH >XaHe kebiHece KyH TaHbanapbimMeH 6e3eHaipin-
reH. ToeMeH kapafaH Ke3gep KapananbiMAblbIK MeH
TopOUEHiH kepceTkili 60bin Tabblnazbl.

olengiH canemgecy uwapacbl TepeH CMMBOM3MIe
TOJbI, dcipece KaWblH aTafa, KaliblH eHeciHe >aHe
KyWeYiHiH, yNKeH afanapblHa KaTbICTbl «Calem eTy».
byn wnwapanbl C.C. TatybaeB Obinani agengi: avien
COA Ti3ecCiH Xepre Turile, anakaHAapbiH GipiHiH, yCTi-
He BipiH TOMeH KapaTbin, OH, Ti3eciHe KOMbIN, Nineai
[9, 68 6.]. Kaszak MsaeHweTi ynkeHAepai, acipe-
ce KeniHHiH oTbacbiHbIH afa MyluenepiHe epekiue
KypMeT KepceTyiMeH epekiieneHeai, 6yn AacTyp-
Ni aaenTinik 6onbin Tabbinaabl. ANfallKbl «dJeM
eTy» (Hemece «canem cany») «betawap» Heke KuULO
pacimiHae opblHAanaabl. XXaHa TYCKEH KesiHHIH, ap-
6ip Taf3bIMbl YLLiH KYMeY XIriTTiH TyblCTapbl H6afasbl
colnbikTap 6epai. KeniHHiH KyiAeyiHiH TyfaH-Tybl-
CTapblHa canem Oepyseri COHFbl dA4ENTINIK bIM-
MwapaTTapblHblH, COHAAM-aK KeaiHHiH onapjaH ay-
nak, 60y bipbiMAapbIHbIH, 6acTaybl apxavkanblk Tbli-
bIM — >KaKblH TybICKaHAAPMEH >XaKblHAACYfa TblbIM
canypaH b6acrtay anagbl.

TOXXIM ETY
TAZHIM ETU

Kasaktap «Taxim eTy» fgen aTafaH Kyihey XXIriTTiH,
caNeMAecy mwapach! YAKEH KbI3bIFyLbIAbIK TyAblpa-
abl. KazakTblH yineHy fypnbiHAa Oyn Kyrey XIiriTTin,
KaNblHAbIKTbIH, Y/AiHE Kenyi Ke3iH4e OpblHAANTLIH
anemeHTTepiHiH 6ipi. Kyrney xiriTti 6ykin aybln kapchbl
afifaH, ayblifa >XakblHAafaHAa Kylhey XKIriTTiH, >oJ-
JacTapbl aTTaH TyCin, KyWey XiritT ToxiMm >acan, Taf-
3bIM €TiN TOMEH WiNreH.

Byn uwapaTtTbiH, MafblHacbl KeH, MafblHaga 6ac gen
ayAapblnaTbiH «TaX» CO3i apKblibl alblnagbl. Typ-
KinepaiH yneHy fFypnbiHAa «TaXk» KoAgaHybl viny —
«bacbiMAbl  WAIM, KYPMET KOpCeTTiM» Aen TYCiH-
aipinegi. bac kueni WbiH cnsakTbl, Byn Xafganga ep
aflaMHblH, 6acblH MIOi — TepeH, KYPMEeT MneH pu3a-
WbINbIKTbIH, €H XOofapbl 6enrici.

Kelnbip 3epTTeywwinep «taximai» anengepait, acipece
KeniHAepAiH, e OpbIHAAWTLIHBIH aTan eTtesi. A, He-
Fi3iHEH, «ConemM eTy» MeH «TaXIM eTy» CUHOHUMAIK

yFbIMAap.
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C. C. TaTtybaeB [8] oTMeYaeT, UTO >XKeCTbl NPUBETCTBUS
Yy Ka3axoB Pa3/inyatoTCA Y XXEHLMUH U MYXUUH, T.e.
ABNAOTCA COLMaNIbHO-PEeNEBaHTHbIMMU.

PuTyan npuBeTCTBUSA AEBYLUKAMW CTapLUMX 3aK/toYa-
€TCS B IETKOM HaK/IOHe Tof0Bbl C NMPUKAaAblBaHUEM
PYKW K 06JacT COJHEYHOrO Cr/eTeHWs NafjoHbIO
BHM3. JleBas pyka onylieHa WAM cnerka OTBejeHa
Ha3aj, a rnasa, Kak npaswio onyueHbl. Obpalla-
€T BHUMaHue GuUrypvpoBaHne NpaBoi pyku — cUM-
BOJIa XXEHCKOTO W rMaBHON «AeWCTBYIOLLEN» PYKU U
npuKNagbiBaHNe ee K COJHEUHOMY CMIETEHUIO — K
CaKpasibHOW YacTu Tesia B BOCTOUHbIX KybTypax, CBSi-
3aHHOW C 3/IEMEHTOM OTHs 1 COHLEM. Y Ka3axoB 06-
NacTb CONHEYHOro CreTeHUs AeBYyLIKM yKpallanacb
tOBE/IMPHBIMU U34ennamMK, a ogexza boraTbiM op-
HaMEHTOM U, yallle BCEro C CONSPHON CUMBOJINKOW.
OnyLeHHble BHU3 rf1aza — rnokasaTteflb CKPOMHOCTU
¥ BOCMUTaHHOCTM.

Ocob60i1 CUMBOANKOW HaMOAHEH XEHCKMUIA XKeCT-Npu-
BETCTBME MO OTHOLIEHUIO K CBEKPY, CBEKPOBU U
cTapwmmM 6paTbiM My>Ka, Ha3blBaeMblil «CINIEM €Ty».
B onuncanun C. C. TatybaeBa, XeHLMHa eBbIM KOAe-
HOM NMpUnagaeT K 3em/e, PyKu NafOHAMW BHW3 OfHa
Ha ApYyryto MpUKAaAbIBatOTCA K NpaBoMy KoaeHy [9,
C. 68]. B ka3axckoi kynbType ocoboe 3HayeHne nme-
€T 3TUKeT NoYnUTaHMA KesiH (HEBeCTKOM) K CTapLunmM
uneHam ceMbu MyXa. [epBbili «canem eTy» WM
«CaNeM cany» MPOWNCXOAUT BO Bpems CBagebHOro
obpsga «beTtawap». Kaxabli NOKAOH HOBOMCNEYEH-
HOM HeBeCTbl KaXAOMYy POACTBEHHUKY >KEHWXa CO-
NPOBOXAaNCA OfapuBaHNEM ee LeHHbIM NMoAapPKOM.
N cTokm no3gHUX 3TUKETHBIX XXeCTOB NPUBETCTBUA He-
BECTKN POACTBEHHMKOB MY>Xa, Kak 1 caMm obpag ms-
HeraHna CHOXW, BOCXOAAT K apxan4eckomy 3anpeTy
MHLecTa.

S. S. Tatubayev notes [8] that the greeting gestures
of Kazakhs differ between women and men, i.e. are
socially relevant.

For girls, the ritual for greeting older people consists
of slightly tilting the head and placing the hand palm
down in the solar plexus area. The left hand is lowered
or pulled back slightly, and the eyes are usually
lowered. Here it draws attention to the figuration
of the right hand — the symbol of woman and the
main «acting» hand — and its application to the
solar plexus - the sacred part of the body in Eastern
cultures, associated with the element of fire and the
sun (for example, the chakras). Among Kazakhs, the
area of the girl's solar plexus was decorated with
jewelry and clothing rich in ornaments and usually
with solar symbolism. Lowered eyes are a sign of
modesty and education.

The female gesture of greeting, especially to the
father-in-law, mother-in-law and older brothers
of the husband, called «sdlem etu» is filled with
deep symbolism. This gesture is described by
S. S. Tatubayev as follows: a woman bends to the
ground with her left knee, hands are placed one over
the other on the right knee [9, c. 68].

Kazakh culture is characterized by a special reverence
for elders, and especially for kelin (daughter-in-law),
towards older family members, which is supported
by traditional etiquette. The first «sdlem etu» or
«salem salu» takes place during the wedding
ceremony «betashar». Each bow of the new bride was
accompanied by a precious gift from the groom’s
relatives. The origins of the later gestures to greet
the husband's relatives and the ceremony to avoid
them go back to an archaic taboo - the prohibition
of incest.

XKecT-npmBETCTBMA XEHMXA Y Ka3aXxoB «TaxiM eTy». B
cBafebHOM 0BbpPAAHOCTU — 3TO OAWH U3 3/IEMEHTOB,
NCNONHAEMbIA XEHUXOM BO BpeMs npuesga K AoMy
HEeBEeCTbl — HW3KWIA MOKJIOH BCTpeyarowmM. CMbIC
3TOrO XecTa PacKpbIBAET CIOBO «TaXk», KOTOPOe ne-
PEBOAMNTCA KaK KOPOHA W, B LUMPOKOM CMBbICAE, TO-
nosa.

CeMaHTMKa >XecCTa «TaXk» B THOPKCKOW CBafebHOM
0bpAAHOCTU BblpaxaeT 3HauyeHue «bacbiMabl UAIM,
KYPMEeT KOpCeTTiM» — «CKJIOHSAHO FOJI0BY>», «OKa3bIBato
rnybokoe nouteHue». fonoBa Kak cakpasbHblil BEpPX,
B 4@HHOM C/ly4ae MY>KCKOW U ee CKNOHEeHWe — BbICO-
YanLLWIN 3HaK rNyHboKOoro NoYTeHUs 1 6arofapHoCTL.

HeKOTOpre ncciegoBatennn otMedaeTt, uTo «TOXKIM»
coBepliaetca W HeBeCTKaMU: «CafeM  eTy» U
«TaXiM» — CUHOHOMMWYHbI B CBOEM 3HAYEHUW.

The gesture to greet the groom, called «tazhim etu».
In the Kazakh wedding ceremony, this is one of the
elements performed by the groom upon his arrival at
the bride’s house — a deep bow in greeting.

The meaning of this gesture comes from the word
«tazh», which is interpreted as a crown and in another
meaning as a head. The semantics of the gesture
«tdzh» in Turk wedding ceremonial is understood
as bowing — «basymdy iydim, qarmet korsettim» —
«| bow» and «<show my deepest respect». The head as
a sacral top, in this case male and its inclination — the
highest sign of deep reverence and gratitude

Some researchers note that «tdzhim» are also
committed by women, especially daughters-in-
law. And in principle, «sdlem etu» and «tazhim» are
synonymous terms.
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KOJ1 ANlbICY
PYKOMOX>XATUE
QOL ALYSU / HANDSHAKE

Kon anbicy — ke3zecy, KowTacy, TaHbICy XXafjalnna-
pblHAa KOAJaHbINATBIH €H TaHbIMan aAenTiniK mia-
panapbiHblH, 6ipi. MamaHgap anemMaik MageHueTTe
2000-HaH acTaM HblWaHAblK KO Wwwapanapbl 6ap
Aen caHanabl. KentereH MamaHZap Koa anbicy viia-
pacblHblH, Nanga 60yblH 9CKepU SenKe >XaTKbi3asbl,
AFHW MyHZAaW canempaecy — e3apa CeHiMHiH 6enrici,
6ip/iK NeH AOCTbIKTbIH, HblLLIAHBbI.

KazakTblH, ep agampapbl opTacbiHAa CoNeMAECYAiH,
6ipHewe Hyckacbl bap. C. C. TatybaeB «KON anbIChbIn
aMaHzacy» uapacbl Typasabl TapuxKa Ke3 XYripT-
CeK, KilWiHIH, yIKeHre eKi KOAbIH CO3bIM, anakaHAapblH
>alibin, apab TiniHeH WhikKaH «AccanaymMaranenkym»
(«Ci3re TbIHbIWTbLIK TiNEWMiH») AereH aybl3la canem-
JecyiMeH kaTtap Xypeai. YAKeH Ae >ayan peTiHze
€Ki KOJIbIH CO3bIMN: «Yafanenkym yaccanam» («CafaH
Aa ThIHbIWTBIK 6OACBIH») Aen >ayan bepegi ae, Kon
anbicagbl», — aengi [9, 72 6.]. OH KON apTbIKLLbIALIK
peTiHae apeKkeT eTedi (bIM-uMllapaHbl TanjayAblH, 63i
CON KONAbIH, «KYLLENTYLLi» peTiHAe apeKeT eTeTiHAi-
riH KepceTesi), OUTKEHI ON XXeHiNAEeTINreH HycKasa,
AFHN OH, KONAbI YCbIHY — KON Bepyae kepiHic Tabaabl.
A. bainbypuH mMeH A. Tonopkos [1] bIM-uwapanap-
Jafbl OH >aKTblH apTbIKLUbIIbIFbIH aTan eTesi, Mace-
NleH, MOHfo/ZapAa OH KON «paxbiM HepyLli» >aHe
OHbIMEH faHa onap bip Hapce bepeai xaHe anagpl;
MYCbIIMaH XaiblKTapbl apacbiHAa OHbl «Ta3a» Jen
caHalAbl, OHbIMEH TaMak, Xengi xoHe T1.6.; KasakTap
6ocafaHbl TeK OH, askneH aTTanasl. L. )X. TokTabaesa
6blnait fen xXasaabl: OH KON — KYPMETTi KOJ, OHbIMEH
CbINbIK KabblngaHAbl XXaHe TabbicTangbl, an Con Ko
>KbIHbIC MYLUENEPiHIH, rMrneHanblK npoueaypanapbliH
xy3ere acbipgbl [10, 44 6.].

KasakTapsa amaHzacyablH, Tafbl 6ip Typi 6ap, ffHu
«KOJ1 aNbICbiM, TOC COFbICbIN amaHaacy» [9, 78 6.].
byn vwapart TatynacyabiH, 6aybipMangbikTbiH 6enrici
peTiHAe TyCiHAipinesi.

Aknapart bepyLlinepain aiTyblHLWa, Ka3ak ep agamaa-
pblHAa >Kay/nacylbl >akTap TabbiCcKaHaa oOpblHAA-
NaTblH «TOC KafbICTbIpy» (co36€e-ce3 Keyaere TUriy)
cantbl 6ap, CoHgan-ak, TOC KafblCTbipy KaablHAbIK
neH Kyney XIiriTTiH, akesnepiHiH 6ip-bipimeH kyaanacy
(KyZanblk — MbIH, XblAAbIK) ASCTYPIHAE KOAAaHbIAAAbI.

KO/ XXAIO
QOL ZHAIU
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Bata anfaH Ke3ge; Ayfa OKblFaHZa; «ac Kalblpy»
(actaH KeMiHri gactapxaH 6atacbl) fypbinTapbliHa
6alnaHbICTbl bipkaTap XafAannapaa KoajaHblaaTbiH
Giperen unwapa. Ousnkanbik TypFblgaH Oyn keneci-
Jen: anakaHzbl >XOfapbl Kapatbin, Koazapabl Key-
Ae feHreniHge ycray. beTTi anakaHMeH cvnay OHbIH,
askTanybl 60sbin caHanagbl. bip Hycka 60OWbIHLLIA,
6y vWapa XaAucTepae >KasblifaH, MYCbIIMAHABIK,
aen atanagbl. CoHaan-ak, 6y Ke3 KenreH kacrep-
Ney HblCaHbIHA TabblHY KMMbLIbIMEH balifaHbICTbl eH,
KeHe uwwapanapabiH 6ipi gen caHayfa 6onaabl: MyH-
fal vwapanapabl KewiHri MageHueTTep KyaaliMeH
KapbIM-KaTblHAaC >KacayAblH apxaukanblK FypbInTbik,
ToXipnbeciHeH anfaH.

Jactypai xanblk TycCiHiriHae (aknapat 6epyLuinepai
MaJIIMETI) «KOA >Xato» MlapacbiHAa ToCTafaH TypiH-
Jeri KanbinTafbl anakaHafa AcnaH pakbIMbl Tycim,
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PykonoxaTtne — OAWH W3 Haunbonee MOMNYAAPHbIX
3TUKETHbIX >KEeCTOB, WCMOJb3yeMbli NpWU BCTpede,
npoLlaHnn, B CUTyaumsax 3HakomcTBa. B mwupoBol
Ky/AbType cneumanmctel HacuuTtbiBatoT 6osee 2000
CMMBOJIMYECKMX XECTOB pyKu. MHOrve cneumnanunctbl
CBOAAT MOABJIEHME XeCTa PYKOMOXaThs C BOMHCKMM
3TUKETOM, KaK 3HaK B3alMHOrO J0BEPUs, CIMBOJI CO-
t03a 1 ApYy>KObl.

B kasaxckou My>cKkow cpege BbITytoT HECKOJ/IbKO Ba-
punanToB npueetctBus. C. C. TatybaeB paccmaTpuBaeT
XKECT «KOJ anbICbiM amMaHAacy» (UM «KOA anbiCy») —
3/0pOBaThCA 3a PYyKW, COMPOBOXAAA CAOBECHbIM
NPUBETCTBNEM «accanayMaFaienkem» — «MUp BamM».
Mnaglwmnin no Bo3pacty npoTarveaeT obe pyku ctap-
weMy C packpbiTbiMu nagoHamu. Ctapwmi B OoTBeT
TakxXe npoTArmBaeT obe pykun, OTBeuYaeT: «yafanen-
KyMm yaccanam» — «/ BaM MuUp», 1 BepyTca 3a pyku
[9, .72]. loMMHaHTHOW BbICTyNaeT nNpasas pyka (cam
aHa/mM3 XecTa NokKasbIBaeT, UTo NeBas pyka BbICTyna-
eT KaK bbl «<nogKpenastoLLein»), 1 B bonee ynpoLeH-
HOM BapuWaHTe — nojava NpaBon pPykn — «koa Bepy».
A. BaiibypuH 1 A. Tonopkos [1] oTmeuann npuBue-
TUKO B XKECTax MpPaBOW CTOPOHbI: Y MOHIOJI0B NpaBas
pyka «rnogatesnb 61arogatv» U TONbKO €0 OTAAT U
NPUHMMAKT YTO-AMHO; Y MYCYIbMaHCKUX HapOZOB
OHa CYMTaeTCs PUTYyalbHO «UYUCTOW», et0 eAaT v np.;
Ka3axy nepectynaroT NOpor UCKAHUYNTENbHO NPaBon
HoroM. LLl. )X. ToxTabaeBa nuwweT: Npaeas pyka — no-
yeTHas, eto NPUHUMaNM U NOAHOCUAM Aapbl, @ 1eBOM
OCYLLEeCTBAANN TUTMEHMNYECKME MpoLeaypbl MHTUM-
HbiXx MecT [10, c. 44].

[pyrvie BuAbl NPUBETCTBUA Y Ka3axoB «KOA ablChlim,
TOC COFbIChIN aMaHAacy» — «340POBaTbCs 3@ PYKU U
06HATbCA, ByKBaNbHO KOCHYBLUUCH APYr Apyra rpy-
Abto» [9, . 78]. ITOT XecT TpakTyeTca KakK 3HaK npu-
MUpeHus, bpaTcTea.

Y Ka3axckumx My>KUMH obpag «Tec cofbicy» (BykBab-
HO — KacaTbCsl rpyAbto) MPaKTUKYeTCs Npu npumepe-
HUWM BpaXAaroLMX CTOPOH, «TOC KarbICTbIPy» >XXecT
NPU3HaHMA OTLLAMW XEeHWXa U HeBeCTbl Apyr Apyra
cBaTaMu, O3Ha4aeT (KyAanblk — MblH XbljbIK) — CBa-
TOBCTBO Ha TbiCAYeNeTuns.

The handshake is one of the most popular gestures
of etiquette used in meetings, farewells and
appointments. In the world culture experts count
more than 2000 symbolic hand gestures. Many
experts associate the handshake gesture with military
etiquette, i.e. such a greeting is a sign of mutual trust,
a symbol of alliance and friendship.

In Kazakh men’s world there are several ways of
greeting. S.S. Tatubayev notes that the gesture «qol
alysip amandasu» (or «qol alysu») — historically
accompanied by a verbal greeting of Arabic origin
«Assalaumagaleikom» — «Peace be upon you» -
the younger, extending both hands, approaches
the elder with open hands. The elder in return
also extends both hands and replies, «uagaleikum
uassalam» — «and peace be upon you», and takes
his hands [9, ¢.72]. The prerogative is with the right
hand (the analysis of the gesture itself shows that the
left hand is «supporting», so to speak), as it stands
out in a simpler version — the right hand — kol beru.
A. Baiburin and A. Toporkov [1] have noted the
privilege in the gestures of the right side: Among
Mongols the right hand is «the giver of grace» and
only with it something is given and accepted; among
Muslim peoples it is considered ritually «pure», with it
food is received, etc. Kazakhs cross the threshold only
with the right foot. Sh. Zh. Tokhtabaeva writes: the
right hand — honorable, it takes and brings gifts, and
the left performs the hygienic procedures of intimate
places[10, c. 44].

Another way of greeting for Kazakhs is «qol alysyp, tos
sogysypamandasu»—«greetingeacerbyshakinghands
and hugging, literally touching each other’s breasts»
[9, p.78]. This gesture is interpreted as a sign of
reconciliation and brotherhood.

Among Kazakh men the rite «tds sogysu» (literally
touching the breasts), practiced when trying on
opposite sides, «tds kagdystiriu» is also used in
the ceremony of recognition of the fathers of the
groom and the bride of each other by matchmakers
(qudalyk —myn zhyldyk) — matchmaking for millennia.

Xect, ucnonblyembln B psge ciaydaeB: npu nosy-
ueHnn 6ata (6bnarocnaBneHus), YTEHUM MOJIUTBLI;
B CUTYaUMsAX, CBA3aHHbIX C pUTyanaMu «ac Kanblpy»
(bnarocnoBeHWe gactapxaHa/nuWwmn nocae Tpanessbl).
®dusnyeckn OH npeacTaBaseT Ccobon cneaytollee:
AepxaTb PykKU Ha YpPOBHE Tpyau, PacKpbiB NaZoHU
BBepx. Ero 3aBeplieHmem cuutaeTcs npoBefeHune
nagoHsamu no avudy. Mo oAHOW Bepcun, 3TOT XecT
Ha3blBAOT MYCY/NbMaHCKUM, 3aPUKCUPOBAHHLIM B
xagucax. MoxHO Takxe nosaratb, YTO 3TO OAMH U3
APEBHENLLNX XKECTOB, COOTHOCUMBbIX C XXEeCTOM afo-
pauun K 106oMy OB6BEKTY MouuTaHus: NofOoOHble
KECTbl 3aMMCTBOBaHbI 60s1ee NMO3AHMMM KybTypamu
N3 apxan4yHoOW pUTyasbHOW NpakTMKnN obLeHms ¢ 60-
>KECTBOM.

Mo TpaAMLMOHHBIM HAaPOAHbLIM NPeACTaBAEHWUAM Npu
XKeCTe «KOJ >aro» Ha NafloHUW, CNOXEHHblE B BUAe

A unique gesture used in a number of cases: when
receiving a bata (blessing); when reciting prayers;
in situations related to rituals such as « as gaiyru»
(blessing of dastarkhan/ food after eating). Physically,
it looks like this: Hold your hands at chest level and
open the palms upwards. At the end, you hold your
palms over your face. According to one version, this
gesture is called a Muslim gesture recorded in the
Hadith. It can also be considered one of the oldest
gestures associated with the gesture of worshipping
any object of worship: such gestures are borrowed
by later cultures from the archaic ritual practice of
communion with the deity.

According to traditional folk representations
(information of informants) at the gesture «qol
zhaiu» on the palm, folded in the form of a chalice
lowers heavenly grace, and carrying on the face
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OHbl anakaHMeH 6eTke cMnafaHia OHbl 83iHe «CiHipy»
AereHai 6ingipeai. byn HblWaHAbIK UWapaja XXeTekLwi
pen KenTereH MaAeHNETTEPAE PYXaHW KYLUTIH LIOFbI-
pfaHy aliMafbl peTiHAe KapacTblpbliaTbliH anakaHfa
6epinegi. byn Katapfa keH, TapasfaH Tymap TypiHAEri
alWbIK anakaHHbIH MaTepuangblik benHeci — Xamca,
daTMaHbIH, KOAbl, MMPUaMHbIH KOJbl XXaHe T.0. ToH.
BunikTiH HblWaHbI peTiHaeri KoAAblH, 6enrici apxavka-
NblK cunatka ne. Kon Typingeri Tymapaap capmatrap-
AblH >XXepsiey opblHAAPbIHAA XWi Kezaecesi; AaCTypai
TaHbIM-TYCiHIKTEPAiH N0rMKachl TMecini 6ony naeacol
6onapl — «bBip Hapcere KON TUFI3y» «Menik eTy» Ae-
reHai 6ingipegi. Kenicim-wapt xacayga, TybICTacTbIK
CanTblH OpblHAAYAa KOAFa YAKeH MaH bepingi. «Kos»
6esrici eH KeHe yHAieyponanblK KeniciM-LiapT MaTiH-
AepiHae kesgecegi [5].

YXAFACBIH YCTAY
ZHAGASIN USTAU

3epTTeywinep 6y vwapaHbl akukaT MLapackl Aen
atangbl. Kasak TiniHge «e3 >afacblH ycTay» fereH
MafblHaga. byn vwapa MbiHaHbl 6ingipeai: TaHaaHYy,
TaH, Kajy, Ke3 KeareH >aHasblkTbl TaHAaHa Kabbli-
Jay. FHW, Moganbainik + aMoumoHanabiabik. Vwapa
TWICTi MSTIHMEH HEeMece OHCbI3 AMaNOrTbiH, KeLip-
Meci peTiHAe apeKeT eTe anagbl, bipak, byn Xaraana
TaHAaHYAblH, KOPKbIHbILTbIH, MWMMWKACbIMEH Cylie-
mMengeHeai [7, 20 6.].

KbI3bIKTbl MLLAPa, OHbIH, LbIFY Teri afaHbl Kueni
KOFaPFbl XKaK (YL AeHrenni yari) 4en TyciHyAeH bacTa-
nagol. M. M. COAHOMMMAOB «TYPKi >XSHE MOHFON
XaNblKTapblHbIH, KWiM-KeLleK KeLlleHIHAEeri >XaHHbIH,
OKLUlay/faHfaH OpHbl >Xkafa 6oaFaHbIH» aTan kepceTesi
[8, 154—155 6.]. XXaranbl KMiM Kanmak MajeHUEeTIHAE
aflaMHbIH, HbllWaHbl peTiHae kepiHeai [3, 29 6.]. bip
KbI3blfbl, XaKac Xecip alenaepi xafanapblH apHaibl
COTiMN anbln TacTalTbiH, erep onap KamtagaH TYpPMbIC
KypaTblH 60Aca, onap >afasbl KMiM ke bacrafaH.

Kasak MajeHVeTiHAe KWMIMHIH €eH >Ofapfbl GeniriH
«kafa» gen atangbl. OHbIH MAHAINIMH «afackl bap-
AblH, — >afacbl 6ap, iHici 6apablH — TbIHbICHI Gap»
ASCTYpAi Co3 TipKeci Asnenaenai, MyHaa xara Kopfa-
HbIC peTiHAe TyciHinegi. Xafacbl 6ap kuim bipeyre
(Mblcanbl, MyKTaXk asamfa) JafaapblC KE3eHi — MyLLen
XacTa eTey, cajaka, KeMeK peTiHAe apeKkeT eTeTiH
CbIVNbIK, 6epy AacTypiHae ae ke3aeceai. XXaFanbl CblpT
KWIM Ka3akTblH, YWIeHYy CanTbiHAa CbIMAbIK, anmMacy-
AblH, MIHAETTI 3n1eMeHTi 6obIn Tabbinagbl. KazakTbiH,
ASCTYPAi «KafacblHaH ycTan any» uvlapacbiH Aua-
NorTa anTblnaTbiH OaKbITCbI3AbIK MEH 3yabIMAblKTaH
KOpfayLUbl peTiHAE «XKaHHbIH TypafbiHa» CblMblHY Aen
TycCiHyre 6onagpl.
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Yyalww cHucnagaet HebecHas 6narogath, a nposege-
HWe NOo JnLYy NajOHAMWN O3HaYaeT «NPUCBOeHne». B
3TOM CMMBOJIMYECKOM XECTe BeAyllas poJb OTBO-
AVTCA NaZoOHK, KOTOpas BO MHOTMX Ky/bTypax pac-
cMaTpuBaeTCA Kak o06aacTb KOHLUEHTpauum AyxoB-
HOW cuAbl. B 3TOM e psagy CTOUT U MaTepuasbHoe
BOMJIOLLLEHNE PaCKPbITOM NafloHN B BUAE LINPOKO
pacnpocTpaHeHHOro amyneTa — Xamca, Pyka ®atumbl,
Pyka Mupunam u ap. 3HaK pyku Kak cMMBOJa BAaCTU
MMeeT apxaunyHbllii xapakTep. AMyneTbl B BUAE PYKK
YacTo BCTPEYaANCh B CAPMATCKMX 3aXOPOHEHMAX; J10-
rMKa TPaAMLUMOHHBIX MPeACTaBAeHMI 3aKaroyanach B
naee NPUHaANEXHOCTU — «AOTPOHYTHCA K YeMY-HW-
6ysb O3Hayano «BCTYNMUTb BO BajeHue». bonbloe
3HauyeHWe pyke MpuAaBanoChb NMpu 3aKJOUeHUN J0-
rOBOPOB, UCMOJHEHUM 0bpsja nobpaTMMcTBa. 3HaK
«pyKa» NpUCYTCTBYET B APEBHENLUNX NHAOEBPONEN-
CKMX AOrOBOPHbIX TekcTax [5].

with the palms means «appropriation» of their
own. In this symbolic gesture, the palm plays a
leading role, which in many cultures is considered a
concentration of spiritual power. In the same series
there is a material embodiment of the open palm in
the form of a widely used amulet — Hamsa, Fatima's
hand, Miriam’s hand, etc. The sign of the hand as a
symbol of power is archaic. Amulets in the form of
a hand were often found in Sarmatian tombs; the
logic of traditional representations was the idea of
belonging — «to touch something meant «to «take
possession». Great importance was attached to the
hand when concluding contracts and performing the
twinning ceremony. The sign «hand» is found in the
oldest Indo-European contract texts [5].

JTOT XeCT nccaefoBaTeNn HasbiBalOT XXeCTOM-pea-
nveli. C Ka3axcKoro fi3blka NePeBOANTCA Kak «CXBa-
TUTbCS 38 BOPOTHUK» (COBCTBEHHBIW BOPOTHUK). ITOT
XEeCT BbIpaXaeT: YAUBAATLCA, MOpaXxKaTbCs, y>XKaTbCs
OT Kakon-Anbo Bect. To ecTb MOAaNbHOCTb + 3MO-
LMOHaNbHOCTb. XKeCT MOXeT BbICTynaTb B KayecTBe
Pernivkn Amnanora B COMPOBOXAEHUN COOTBETCTBY-
toLlero tekcta AmMb6o 6e3 Hero, HoO B 3TOM Cayyae C
MUMWKON yanBAeHWS, yxaca [7, ¢.20].

VIHTepecHbI XecT, MPONCXOXAEeHE KOTOPOro BOC-
XOAMT K MOHMMaHWK BOPOTHMKA Kak CaKpasibHOro
Bepxa (TpexypoBHeBas mogenb). M. M. CoaHomnu-
OB OTMEYaeT, YTo «MeCTOM JioKaausauuu Ay B
KOCTFOMHOM KOMIJ/IeKCEe THOPKCKMX N MOHTOAbCKNX
HapozoB Obln BOpPOTHMK» [8, c. 154-155]. Oaexpa
BOPOTHMKOM BbICTYNaeT B KaAMbILKOW Ky/bType Kak
CMMBOJ YenoBeka [3, ¢. 29]. MpumeuaTtensbHoO, UTO Xa-
KaCCKMe >XEeHLLMHbI-BAOBbI CreunasbHO OTnapbiBaam
CBOV BOPOTHUK, @ €CAN BbIXOAWIU 3aMy>XX BTOPUYHO,
HauYMHaIN HOCUTb OAEXAY C BOPOTHUKOM.

BopoTHMK no-kasaxcku «kafa». O ero 3HaunmmocTu
roBOpUT TPaAWLMOHHOE BblpaxeHue: «afacbl Hap-
AblH, — >kafacbl bap, iHici 6apablH, — TbiHbICbI 6ap» (y
KOro ecTb CTaplUunin B6paTt — y TOro ecTb BOPOTHUK, Y
KOro MAaAwWwuin bpat — AblxaHUE): BOPOTHUK CMMBON
3awmTbl. Ogexpaa C BOPOTHWKOM Gurypmpyet Kak
NCKYNAeHWe, MUAOCTbIHA, MOMOLLb B TPAaANLUN oAa-
puBaHUA KOro-Anbo (Hanpumep, HyXAaroLerocs)
B KPWU3MCHbIV BO3PacTHOM Nepuos Ans yenoBeka —
«MyLLUen >ac». BepxHsas ofexpa C BOPOTHUKOM —
06q3aTeNbHbIN 31eMeHT AapoobMeHa B Ka3axCKoW
cBafebHon 0b6psagHOCTU. TPagULMOHHBIN Ka3axXCcKui
XECT «CXBATUTbCS 33 BOPOTHUK» MOXKET TPaKTOBaTb-
€A Kak obpalleHne K «BMEeCTUAWLLY AyLin» Kak 3a-
WMTHMKY OT HaMacTu 1 3/1a, O KOTOPOW YNOMUHAETCA
B Ananore.

This gesture is called gesture-reality. From the
Kazakh language it is translated as «grabbing the
collar» (one’s own collar). This gesture expresses: to
be surprised, to be astonished, to be squeezed. That
is, modality + emotionality. The gesture can function
as a replica of the dialogue accompanied by the
corresponding text or without it, but in this case with
a facial expression of surprise, horror [7, p.20].

An interesting gesture, which origin goes back to
the understanding of the collar as a sacred top
(three-level model). M.M. Sodnompilov states that
«the place of localization of the soul in the costume
complex of the Turkic and Mongol peoples was the
collar» [8, pp.154—155]. Collared clothing functions as
a symbol of the person in Kalmyk culture [3, p. 29]. Itis
noteworthy that especially the widows of the Khakass
remove their collars, and when they remarried, they
began to wear clothes with collars. In Kazakh culture
the collar is called «zhaga».

The traditional expression says something about its
meaning: «agasy bardyf — zhagasy bar, inisi bardyf —
tynysy bar» (who has an elder brother—he has a collar,
his younger brother his breath): Collar is understood
as protection. Clothing with a collar is also part of
the tradition of giving something to someone (for
example, to person in need) in a time of crisis for a
man — mushel jas, as atonement, alms, help. Outer
clothing with a collar is an obligatory element of
gift exchange at the Kazakh wedding ceremony. The
traditional Kazakh gesture of «grabbing the collar»
can be interpreted as an appeal to the «vessel of the
soul» as a defender against the evil and bad things
mentioned in the dialogue.
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BETIM-AU
BETbIM-AW
BETIM-AI

Tek avien 3aTbl KONAAHATbIH TEPEH, TaHAAHYAbIH, 6en-
rici — «beTim-ali» (ceMaHTUKanblK MafblHaga «yaT
MafaH Hemece bipeyre» peTiHAe KonjaHbliaabl). byn
ce3re ©3iHAIK MWapa, AFHN OH, KOAZAbIH, CYK, CayCafblH
6eTKe TUri3y Hemece ycTay KOCbl1afbl. OA4eTTe XOfa-
pblaaH TemMeHre kapai. Keige byn ce3gepMeH kaTap
onap 6eTTepiH WeiMwnAabl. byn nwapa agetre Hazik,
bIHFaCbI3 Xafhannapaa, b6ipeysiH KblIblFbIH anTy,
Mackapanay >aHe T.0. Typasbl aHrimenepae Koaja-
Hbl1aabl. Bip Kbi3blfbl, KblpFbi3Zapaa KOPKbIHbILITHI,
MeRipiMainik cypayabl 6ingipeTiH «a-6eTim» fereH
nenTi ce3 H6ap. MyHaalk bIM-Uwwapagasbl KapbIM-Ka-
TbIHACTbIH, HETI3ri «dpeKeT eTyLi» 3NeMeHTI peTiHae
TY/I¥a afaMHbIH ©3iH, OHbIH abblpobIH benHenens,.

OJIEMHIH, KenTereH apxaukanablk M3AeHMEeTTEpPiHAE
6eT ©3iHiH NPOTOTUMNIMEH MWUCTUKaNbIK GalinaHbiCTa
6onfaH afaMHblH «aliHacbl» peTiHAe KabblagaHAbl.
OniM anabiHAafbl BeTnepaeHi Xacay AdCTYpi, AFHU
MapKyMZAbl HbllaHABIK aybICTbIpy, 6aKCbIHbIH, HeTiHe
Kye >afbln Ko AacTypi 6onabl. KazakTbiH, <Engin
6eTiHe Kanal kapalMbIH?» gereH ce3 Tipkeci bap.
«beTiM-ali» uwapacbl WapTThl TYPAE HbIWAHABIK,
«BeTTi Tiny» AereHAi Gingipegi, sFHU TYTacTbIKTbIH,
60/IMbICTbIH, (aZlaMHbIH) axblpaybl, ap-OXAaHHaH ali-
pbliy Aen TyciHyre 60naabl: KasakTap yaTCbl3 agamabl
«BeT XOoK» Aen anTajbl.

BET XbIPTY
BET XbIPTY
BET ZHYRTU

blm-uwapa TiniHae 6eTTiH, Kuneniniri xepney pacimi-
He ToH MLWwapa — 6eT XbIpTy, co36e-ce3 — 6eT ThipHay
apKblibl epeKLIeNeHesi.

EpTese MyHAal apekeTTi aviengep XoKTay auTy, AfHu
ecke any-canTTblk SHAI OpblHAAY Ke3iHAe >acafaH.
byn opeT-fypbin 6acka Typki XanblKTapbiHia Aa
6onfaH, onapablH, kenbipeynepi OHbl Xepaey pacim-
JepiHiH, backa Aa atayabl kyHAepiHae (7-wi, 40-wbl
KyH) »xacafaH. OcbIfaH yKcac nwapa Kbipfbi3gapaa Aa
6onfaH. H. fl. BUUypuH THOKIOW XankbIHbIH, MbiHaAal
94eT-fypbinTapbl OOAfaHbIH >Ka3afbl: MapKyMHbIH
[EeHeCiH watblpfa KosAbl. MapKyMHbIH Y-Kbl34apsl,
Hemepesiepi MeH TybICTapbl XblIKblIAP MeH Kolrnap-
Abl Gaybi3gan, watblpAblH, angblHa Xanbin, KypbaH-
AbIKKa Lasbif, aTheH LWaTblpAblH, aiHanacbiHAa XeTi
peT aliHanadbl, CofaH KeliH waTblpfa Kipep anjblHAa
6eTTepiH MblllakneH Kecin, Xbliahgbl: KaH MEH Ke3
»acTapbl bipre Terinegi [2, 230 6.].

XKepney pacimiHgeri 6eTTi KaHaTbIN ThipHay dpPeKeTiH
TapuxwbliapablH, avTybl 6oMbiHWA OpTa A3MAHBIH
Keluneni >oHe OTbIPbIKLIbl XajblKTapbl apacbiHAA
Xecipaep MeH XakblH TyblCTap XacafaH. byn apeket
Typanbl eH anfaw pet OpXoH xa3ba eckepTKilUTEPiH-
4e anTbliFaH Aen caHanagbl. byn vwapaHsl Tacbiman-
Jaylwblnap Mapkymfa AereH TepeH, Kawfbl-MyHHbIH,
CafblHbIW MeH CyWiCneHWinikTiH benrici gen TycCiH-
aipai. bet XblpTy aneniHiH Hemece Hacka >XakblH
TYbICT@pPbIHbIH, KYyWeYyiHeH KeliH ©3 epkiMeH KeTyiH
HbIWaHABIK aaMacTblpyLubl peTiHAe KapacTblpblaybl
MYMKIH.
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3HakoMm ryboKOro yAMBAEHMWS, WCMNOJb3YyeEMOro
TOJIbKO XeHLUHaMW, ABAsSeTCA «beTbiM-ain» (B CMbIC-
JIOBOM 3HauYyeHUW ynoTpebnseTcs Kak «Mo30p MHe»
nan KoMy-Hnbyab). K aTomy cnosy fobaBnseTtcsa CBo-
eobpasHblli XecT — goTparuBaHve Uan NpoBejeHne
yKa3aTe/sbHbIM MajbLeM MpaBoOM PykM MO CBOEMY
nnuy. Kak npasmno, ceepxy BHU3. ViHorga npw npo-
MN3HECEHMM 3TUX C/IOB LMNAKOT CBOW LeKU. ITOT XKecT
OBbIUHO WCMOJb3YeTCA B LLEKOT/IMBbLIX, HEYAOOHbIX
CUTyaLMsX, pa3roBopax O HeJOCTOMHOM MOBEAEHUM
Koro-n160, nosope u np. NMpumeyaTtenbHO, YTO Y Kbl-
Proi3oB 6bITyeT BOCKAWLAHWE, «ai-H6eTbiM», KOTopoe
BbIpa>kaeT ncnyr, npocbby o nowage. /Mo Kak rnas-
HbIA «4eACTBYHOLLMIA» 3NEMEHT KOMMYHMKALIMK B NO-
AOBHOM XecTe CMMBOJIM3MPYHOT CaMOro YesioBeKa,
€ro yecTb.

Bo MHOrMx apxanuHbIX Ky/abTypax JWULO BOCMPUHU-
MasioCb Kak «3epKano» 4yenoBeka, MUCTUYECKN CBA-
3aHHOrO CO CBOWM MPOTOTMMOM. ITO TPAAULIUA W3-
FOTOB/IEHUSA NPEACMEPTHOM MacKn — CUMBOANYECKas
3aMeHa yCornLlero, HamasblBaHMe CaXen Anua Wwama-
Ha v T.n. Kasaxckoe BblpaxeHue «Engin, 6eTiHe Ka-
Nai KapariMblH?» (ByKBasIbHO, «Kak CMOTPETb B NLLO
NoAAM?»). beTbiM-ali MOXHO TpakTOBaTb Kak YC/l0B-
HO-CMMBOJIMUYECKOE «paccekaHue auua» — pasge-
NeHune LeNoCTHOCTH, CYLHOCTN (YesoBeka), noTepto
COBEeCTU: Ka3axu 0 6eccoBeCcTHOM YeNOBEKE FOBOPAT:
0eT XOK («HeT anua»).

The sign of deep surprise used only by the female
gender is «betim-ai» (in semantic meaning it is used
as «shame on me» or someone). To this word is
added a kind of gesture — touching or holding the
index finger of the right hand in his face. Usually from
the top down. Sometimes they also pinch their cheek.
This gesture is usually used in sensitive, unpleasant
situations, speak of unworthy behavior of someone,
shame, etc. It is noteworthy that the Kyrgyz have
an exclamation, «ai-betim», which expresses fear,
a request for mercy. The face as the main «acting»
element of communication in such a gesture
embodies the person, his honor.

In many archaic cultures of the world, the face was
perceived as a «mirror» of the person, mystically
connected with its archetype. The tradition of making
a death mask —symbolic replacement of the deceased,
smearing the face of the shaman with soot — belongs
to this context. The understanding of the face in
the above contexts can easily be seen in the Kazakh
expression «Eldifi betine qalai garaimyn?» (literally,
«How will | look at people’s faces?»). Betim-ai can be
interpreted as conditional-symbolic «splitting of the
face» — splitting of integrity, essence (person), loss
of conscience: Kazakhs say about the unconscious
person: bet zhoq («no face»).

Ha sA3bike XecToB cakpasbHOCTb AMLa NojgyepkmnBsa-
€TCH XeCTOM, XapaKTepHbIM 413 norpebanbHOro pu-
Tyana — 6eT XbIpTy, OykBaAbHO — LlapanaHue amua.

B cTapuHy TakoW >kecT coBepLuanca XeHWwnHaMmun BO
BPeMS UCMOJHEHWS XOKTay — MOMUHaAbHO-06paj0-
BOM MecHW. DTOT 0b6blyal CyLLecTBOBaa U Y APYrux
TIOPKCKNX HapOZOB, HEKOTOPbIE NPaKTUKOBa/IN ero B
Apyrye 3HauMMmble AaTbl NOMWHaNbHOW OBPAAHOCTM
(7-1, 40-1 peHb). AHANOTNYHBIA XECT CyLLecTBOBa
My kblprbizos. H. A. buuypuH onuceiBaeT obblvali
TIOKIOWLIEB: «TeNO MOKOWHMKa nosaratoT B nasiatke.
CbIHOBbA, BHYKM W POACTBEHHWKM 0boero mnona 3a-
KaNblBatOT JIOLLAAEN 1 OBEL, W, Pa3oXuUB nepes na-
NaTKoOo, NMPUHOCAT B XepTBY, CeMb pa3 obbe3xaroT
BOKPYT NanaTkn Ha BEPXOBbIX N0OLLaAAX, MOTOM nepej
BXOJOM B MasiaTky HOXOM Hajpe3atoT cebe avua u
NPOW3BOAAT NAay: KPOBb W C/1€3bl COBOKYMHO JIbHOTCA
[2, c. 230].

XecT pacuapanbiBaHWs avLa 40 KPOBY B norpebanb-
HOM 0bpsise NMpPaKTUKOBa/CA BAOBaAMU U BAN3KUMMU
POACTBEHHMKAMU W KOYEBBIX, Y OCEAbIX HapPOAOB
LleHTpanbHol A3un. MepBoe ynomuHaHue o6 3Tom
Xecte HangeHo 6b110 B OpPXOHCKMX MaMATHMKaX
MUCbMEHHOCTW. 3TOT XeCT TPaKTOBa/CA HOCUTeNs-
MW Kak 3HaK BblpaXKeHWs rnyboKol nevanu, TOCKK U
N06BM K NMOKOWHWMKY. «beT XbIpTy» MOXeT paccMa-
TpMBaTbCs KakK CMMBOAMYECKas 3aMeHa J06pOBOb-
HOro OTXOZa >XEHbl WAW APYrux GanKannx pos-
CTBEHHWUKOB BCJIeA 3a YCOMWUM.

In the language of gestures, the sanctity of the face
is underlined by the gesture characteristic of the
funeral ritual — bet zhyrtu , literally: scratching the
face — a gesture that in earlier times was performed
by women during the recital of a zhoqtau — a ritual
memorial song. This custom also existed among
other Turkic peoples, some of whom practiced it on
other important commemorative days (7th, 40th day).
A similar gesture also existed among the Kyrgyz. N. Y.
Bichurin writes that the Tyukyen had the following
custom: The body of the deceased is placed in a tent.
The sons, grandsons, and relatives of both sexes stab
horses and sheep and, after settling down in front of
the tent and sacrificing, ride around the tent seven
times, then, before entering the tent, cut their faces
and utter a cry: Blood and tears flow together [2, p.
230].

The gesture of face-scratching was practiced during
funeral rites by widows and close relatives, as well as
by nomadic and sedentary peoples of Central Asia.
The first mention of this gesture is probably found in
the Orkhon writings. This gesture was interpreted by
the bearers as a sign of deep sadness, longing and
love for the deceased. The prayer life can be seen as
a symbolic substitute for the voluntary abandonment
of the wife or other relatives after the husband.
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KazakTblH, ~ bIpbIM-ThlbIMAApPbl  AdCTypAai  Ta-
HbIM-TYCIHIKTEPAIH TyTac KelleHiMeH 6alnaHbICTbI.
Konabl 6yiipre ycrayfa TbiibIM CanblHagbl («6eni
TasHOaNAbI»), ON DAETTE Xep ey PACIMiHAE «KOoKTay»
XbIPbIH OpblHAAYAa KoOAZaHbliaabl. byn uwapart-
Tafbl BeNAiH AeHeHiH KacneTTi 6eiri, OHbIH opTachl
peTiHAe TyCiHyMeH 6alnaHbICTbl: ©11iM afaMHbIH TyTa-
CTbIFbIH 6y3aabl. [JacTypni MageHumeTTe 6engik neH
OHbIH AeKOpbl epeKLle MaHbl3fa ne 6oaabl. Oi KyHre
JeViH Kasak M3JeHUETIHAE eH, >XakblH ep afamzap
TybICbl KaWTblC HonfaH Kesae OengepiH, agerre, ak
MaTaMeH (opamMasimeH) bannangbl.

blpbIM-TbIbIMAAPAbIH apacbiHAa «Tasikka CyWeHy-
re 6onmManabl» fereH ToiMbiM Gap. Task kaszakTap-
AblH, >Xepniey-ecke any paciMAepiHAe KOAAaHblaFaH.
KakbiH agambl KalTbiC 6OIFaH Ke3ae ep agamaap Ta-
AKKa CyreHesi, calikeciHle, byn apekeTTi KyHAenik-
Ti M3AEeHMeTTe KONAAHY >XaMaH blpbiM 60/bIN CaHa-
nagbl. Xepney-ecke any paciMaepiHae Tipek (Task)
9NIeMAIK afallTblH, MOAENIH, ePKEKTIK KYLUTIH, Hbllwa-
HblH B6ingipesi. CoOHAbIKTaH MyHAaAM KUbIH COTTe OfaH
cyeHy — FanamHbIH, KyaipeTiH Kabblngay, emip cypy
YLUIH KYLLI any AereH ces.

OWengepaiH bIpbIM-TbINbIMbl — «LIAWbIHALI XaiMa»
XoHe «bacbiHAafbl LWallblHAbl XYAMa» KYHAENKTI
eMipze >XaMaH bipbiM 6oabin caHanaabl. byn ape-
KeTTep TeK Xepjey-ecke any paciMaepiHae Koaja-
HbIFaH. MapKkymabl OCbiHAAM MLapaT-apekeTTep
apKblNbl XOKTay A9CTypi (Wwaw >yny, epimaepai
Kecy, AeHeHi, 6eTTi ThipHay >aHe T.6.) TypKi-MOHFON
XasblKTapblHAA XETKINiKTI KeH TapafaH 9AeT-fypbir,
OHbl KEM AereHje eki acnekTise KapacTtblpyfa 6ona-
Abl. BipiHLWici — WwaLTblH KacKeTTi KyLUi Typasbl TYCiHIK.
ExiHwWici — aviengepai kyneynepimeH bipre xepaeyain
EXEeNTi FYPbINTbIH ©3repyi. YakbIT oTe Kene «KyheyiHiH
KabipiHAe yprak ><anfacTblpy WHCTUHKTIH KaHafat-
TaHAbIPY HUETIHEH TyblHAaFaH aienai entipy anengin,
6YKiN 60MbICBIHbBIH, OPHbIHA OHbIH, 60AMbICbIHbIH Hip
6eniriH kypbaH eTyiHe anHangbl» [4]. MyHaa waLl an-
eNiH ©3i YLWiH HbllWaHAbIK, «aJIMaCTbIPFbILL» PeTiHAE
apeKeT eTes,.

bipkaTap TbIbIM CanblHFaH KuMblAgap Tabangbl-
PbIK MeH ecik >akKTayblHa bGainaHbICTbl: «bocaFfaFa
cyMeHbe» — ecikTiH akTayblHa cyiheHbe, «bocafa-
fJa Typma» — kipebepicte TypMma, «TabanablpbiKTa
oTbipMa» — bHocafasa oTbipMa. OnapabiH, 6ap/biFbl
TYPFbIH Y KEHICTITiHIH OCbl 31€MEHTTEPIHIH, cakpan-
3aUMACBIMEH XXBHEe O/lapAblH, M3AEHMWETTEr epekiue
pesiiMeH H6annaHbICTbI.

EcCik KypbUIbIMbIHBIH, «Tipek» 31eMeHTi peTiHae 6o-
cafaHblH, KYHAbIbIFbIH Ka3aKTblH, «laHblpak, buik,
6ocara 6epik 60NCIH!», AFHWU MafblHaNbIK aydapMaja
6MiK WaHbIpak, neH bepik kaHka TinekTepi bingipeai.
Tabangblpblk, — Y MEH CbIPTKbl 9/€M apacbliHAafbI
HbILLAHABIK WeKapa, 3y/IbIM pyxTap YLWiH 6TNenTiH Ke-
aepri, ToeMeHri anemMre HafbITTanfaH HbllaHAbIK LWEK.
byn — Tipinep anemi MeH eninep anemi apacbiHAafbl
LleKapa faHa eMec, KeHe TypKinepaiH, nanbiMaaybliH-
wa, 6bacnaHaHbl Ky3eTeTiH aTa-6aba pyXbIHbIH MEKEHI.

LL. )X. TokTabaeBa ka3ak MajeHMWETIHAE asKTbl anKa-
CTblpyfa, caycakTapAbl anKacTblpyfa, KOAAbl Keyzae-



2.1 blM-Mwapa cemmoTnKachl )XaHe 3TUKET HopManapsl
CeMMOTUKA XECTOB U 3TUKETHbIE HOPMBbI
Semiotics of gestures and ethics

Kazaxckume xectbl Taby cBA3aHbl C LeAblM KOMIJIek-
COM TPaAWLMOHHBIX MpejcTaBieHWi. 3anpeLiaertcs
AepXaTb pykn Ha bokax («bengi TasH6anAbI»), KO-
TOpbIY, Kak NpaBwio, ynoTpebaserca Bo BpeMs UC-
MOJHEHUS «©KOKTay» — NecHe-NMpuYnTaHnM Ha Noxo-
poHax. MosicHnua (ben) B 3TOM XecTe CBsA3aHa C ee
3HaueHMeM Kak CakpasibHOW 4YacTu Tesa: CMepTb J10-
MaeT LLeIOCTHOCTb YenoBeka. B TpagnumMoHHOM Kynb-
Type OTBOAMIOCH MOSACY, €ro AeKkopy ocoboe 3Haye-
Hue. B Ka3axcko TpaauLIMM NPaKTUKYeTCs B pUTyane
MOXOPOH 06BA3bIBaTL MOACHMLY 6Genol maTepuel
6AM3KMMU yCoMLLEeMY NHOABMMN MY>XKCKOTO noa.

Cpean >xecTtoB-Taby BbICTyNaeT «Tasikka CyneHy-
re 6onmanabl» (Hefb3s OMMpPaTbCA Ha LIeCT, MpyT,
nanky,). [Nanka/nocox mcnonb3oBanacb B MOXOPOH-
HO-MOMWHaNbHOW 0BPAAHOCTM KazaxoB. MyXUuWHbl
OMNMPAaroTCs Ha Hero, Korga ymupaet 6anskuii yeno-
BEK, COOTBETCTBEHHO, 3TOT XeCT B MOBCEAHEBHOCTU
obpeTaeT 3HaueHVe HeraTMBHOW MpumeTbl. B noxo-
POHHO-MOMWHabHON 0bBpsAAHOCTM onopa (nmanka),
CUMBOIN3MPYET MOAENb MUPOBOFO ApeBa, CUMBOJ
MY>KCKOM CWAbl, OBpeTaeT 3HaK OMopbl, BOCCTaHAaB-
JIVBalOLWMI pa3opBaHHYy0 CMepTbio CBA3b Heba u
3eman.

XKeHckuir xecT-T1aby ana aecTBus B 06bIAEHHOCTU —
«He pacnyckal BONOChI» (LWaLlblHAbl XalMa), <He pBU
BOJIOCbI Ha roioBe» (LallblHAbl XY/IMa) — MPUMETI
C HeraTMBHOW KOHHOTaUMeN. ITN XeCTbl UCMOAb30-
Ba/INCb WCK/OYMTENBHO B MOXOPOHHO-MOMMVHA/b-
Hol obpagHocTn. Obblyail onnaknBaHWA NOKONHOro
C TaKUMU XeCTaMU-AeAcTBUAMUN (pBaTb BOJOCHI, 0O-
pe3aTb KOCbl, LlapanaTtb Teso, L0 W Np.) 4OBOJbHO
pacnpocTpaHeHHas NpakTuKa y THOPKO-MOHTONbCKUX
HapOAOB, KOTOPYH MOXHO paccMaTpuBaTb B JBYX
acnekTax. [lepBblil, 3TO NpeACTaBieHNE O CaKpab-
HOW cune BoJsoc. Bropoli — TpaHchopmauums Apes-
HeMwero puTtyana norpebeHuns xxeH BMecTe ¢ MyXb-
aMu. Co BpeMeHeM «yMepLLBEHME XEHbI Ha MOruae
My>a, BO3HUKLUMA U3 CTPEMJIEHWUS YAOBNETBOPUTb
MHCTVMHKT NpoKpeaunn, nepellen B noXXepTBoBaHme
>KEHOM YacT! CBOEro CyliecTBa BMecTo Lenoro» [4].
346ecb BOJMIOChI BbICTYMAOT CMMBOJIMYECKUM «3ame-
HUTENEM» CaMOW XXEHLLMHbI.

Psis TabympoBaHHbIX XECTOB CBA3aH C MOPOroM U
ABEPHBIM KOCAKOM: «bocarara cyrieHbe» — He onu-
paics Ha KOCsAK ABepw, CToATb Yy Bxoga — «bocara-
fa TypMma», caamuTbCs Ha mnopor — «TabangblpbiKTa
oTbipMa». Bce OHW CBsi3aHbl C cakpanauM3aLumen 3Tux
3/IEMEHTOB XXWAOrO MPOCTPAHCTBA U UX WCKIOUM-
TENbHOW posblo B KynbType. 3HauyeHne 6ocafa Kak
«HECYLLLero» 31eMeHTa KOHCTPYKLIMU ABEPU noguep-
KMBaETCs TakKMM KaszaxckuMm 6HnaromnoesnaHueMm Kak
«LlwaHblpak buik, bocafa 6epik 6OACLIH!» UTO B CMbIC-
JIOBOM MepeBOje O3Ha4aeT MOXeNaHWs BbICOKOro
WaHblpaka 1 Kpenkoro octoea. [Mopor — cMmBoAu-
yeckas rpaHuLa Mexay JOMOM U BHELUHUM MUPOM,
HenpoxoanMMoe NpPensaTcTBME A1 HEUUCTOW CUJbl,
CMMBOJ/IMYECKOE MOorpaHnybe, HanpasaeHHoe K Hux-
HeMy MUpY. ITO He TOJIbKO FpaHnLa Mexzay MUPOM
>KUBbIX U MMPOM MEPTBbIX, HO U MECTO 0BUTaHWS AyLu
NpeaKoB, OXPaHAKLWMNX Xuauile, B npeacraBieHnn
JAPEBHUX THOPKOB.

Kazakh gesture taboos are connected with a whole
complex of traditional ideas. It is forbidden to hold
the hands by the sides («beldi taianbaidy»), which is
usually used when performing «zhoqgtau» — singing
songs at the funeral. In this gesture, the lower back
(bel) is understood as a sacred part of the body, which
means that death breaks the integrity of the person.
In traditional culture, the belt was given special
significance. To this day, in Kazakh culture, the closest
males tie their backs when a relative dies, usually with
white cloth (handkerchief).

Gesture taboo includes «taiagqga stienuge bolmaidy»
(prohibition to lean on the staff). The staff is used
in Kazakh funeral and memorial rites. Men lean on
the staff when a close person dies; accordingly, this
gesture is considered a bad omen in everyday culture.

In the funeral ritual, the prop (stick) symbolizes the
model of the world tree, the symbol of male power.
Therefore, leaning on it at such a difficult moment
means accepting the power of the universe and
gaining the strength to survive.

The taboo female gesture — do not let your hair down
(shashyndy zhaima) and do not pull your hair out
(shashyndy zhidlma) — is considered a bad omen in
everyday life. These gestures were used exclusively
during funeral ceremonies. The custom of mourning
the deceased with such gestures (pulling out hair,
cutting off braids, scratching the body, face, etc.) is
widespread among Turko-Mongolian peoples, which
can be considered from at least two aspects: The first
is the idea of the sacred power of hair. The second
is the transformation of the ancient ritual of burying
wives together with husbands. Over time, the «killing
of the woman on the man'’s grave, which arose from
the desire to satisfy the reproductive instinct, has
been transformed into the donation of a part of the
woman'’s being instead of the whole» [4]. Here the
hair is a symbolic «substitute» for the woman herself.

A number of taboo gestures are connected with
the threshold and the doorpost: «bosagaga
stienbe» — not leaning on the doorpost, standing
at the entrance —«bosagada tirma», sitting on the
threshold — «tabaldyryqta otyrma». They all refer to
the sacralization of these elements of the living space
and their exclusive role in the culture. The importance
of the bosada as a «supporting» element of the door
construction is underlined by such Kazakh blessings
as «shanyraq biik, bosaga berik bolsyn!» which in
semantic translation mean wishes for a high shanyraq
and a strong skeleton of the house. The threshold is a
symbolic border between the house and the outside
world, an impenetrable obstacle for impure forces, a
symbolic boundary line to the underworld. It is not
only the boundary between the world of the living
and the world of the dead, but according to the
ancient Turks, it is also the habitat of the souls of the
ancestors who watch over the dwelling.
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re avkactblpyfa, 6ac opamangpiH, ywTapbiH anAbiHa
bainayra TbiibIM CablHFaHbIH aTan eTefi. OCbIHbIH
6api coMKecCiHLLE BMip XOJbIH XaHe ©3 HosallafbiH
«kabybl» MymkiH [10, 45 6.].
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3.1 KA3AK «TAFAM/
TAMA¥fbIHbIH>»
CUMBOJZIMKACDHI

Byn 6enim P. BapTTbiH nikipiHwe [1] epekwe 6enri
XYWeCiH bingipeTiH AdCTypAi racCTpPOHOMUANBIK Md-
AeHWeT TakblpblbblHa apHanfaH. acTypi kasak Ma-
AEHVETIHIH, TaFaM CUMMBOJIMKACbIH, COHbIMEH KaTap
OHbIMeH bGannaHbICTbl Kenbip canT-gactypiep MeH
94eT-FypbIiNTapabl KapacTbipyfa 6aca Hazap ayaapbl-
Nagjbl, BTKEHI raCTPOHOMUANBIK M3JEHWET agaMaap-
AbIH MiHE3-KY/IKbIHbBIH, 9PTYPAI MBTIHAEPIH KanbinTac-
Thlpagsbl.

Taram KyHAenikTi emipgiH backa aTpubyTTapbiMeH
katap, FO. HopmaHckasHbiH [2] nikipiHLie cemmnoTuka
dyHKUMACbIHA Me MaZeHM Kybblibic 60/bin Tabblia-
Abl. KazaktapabiH, (ke3 kenreH 6acka Xasblk CUAKTbI)
ASCTYPAI TafaM >KMbIHTbIFbI, OHbl JalblHAAY >XaHe
TYTbIHY TOCIAEPI OHbIH, «XKacayLUbICbl», dAET-Fypbir,
9AET-FypbIN, CaNT-A3CTYP, OMIP CanTbl XaHe 1.6. Typa-
Nbl KeH, aknapaT Ke3i, COHbIMEH KaTap 0J1 MafblHaHbI
KanbINTacTblpy MEH KoATay /NormkacblH Kajaranayfa
MYMKiHAIK bepegi. Ka3saklwa «ac» — «Tafam, Tamak»
KenTereH HbllWaHAblKk KOHHOTauunanapfa ne. byn ecke
any Tamarbl, KypbaHAbIK TafaMbl, KOHaK acbl, TiMTi
yVNeHy TOMbl, O TafaMfbl AdalblHAAY >XKSHE TYTbIHY-
MeH 6alinaHbICTbl PaciMAEPAiH KacueTTi Kypamaac
6eniri. OcblifaH 6alnaHbICTbl TyPKiNepaiH A3CTypAi
racCTPOHOMMWA/IbIK M3JEHMETIHAE TafaM JablHAayFa,
azenTinikke GannaHbicTbl Genrini 6ip cantrap MeH
FYPbINTapAbIH, ThIMbIM Cany Xyheci eneyni opbiH ana-
Abl. TaCTPOHOMUANBIK M3AEHWUETTIH, bapAablK Gesnik-
Tepi Bip-bipiMeH Tbifbl3 HalinaHbICTbI XaHe benrinep
MEH HblllaHAapAblH, BipblHFai XyMeciH KaMTamMachi3
eTteai.

Byn 6enim ocbl yaKeH TakbIpbINTbIH Kehbip acnek-
TinepiH KepceTyre apHanfaH.



3.1 CUMBOJIKA

«EAbI/MNLWWN»

KA3AXOB

HaCTOﬂLLI,VII\/’I pa3p,en noceslleH Teme TpaAVILl'I/IOHHOI‘;I
FaCTpOHOMI/IHeCKOI?I Kyanypr, I'IpeACTaBJ'Iﬂl'OLIJ,yI'O

no MHeHuto P. bapTa [1] ocobyro 3HakoBYyH cucTe-
My. AKLLEHT ZefnaeTcs Ha pacCMOTPEHUN CUMBOANKM
LW TPAAMLIMOHHOW Ka3axCcKoW KynbTypbl, a TakxKe
HeKOTOpbIX 06psAjax n obbluasx, CBA3AHHbLIX C HeW,
MOCKOJIbKY raCTpOHOMMYECKas KyabTypa, Gpopmupy-
tOT pa3HoobpasHble TEKCTbl NOBEAEHUS NHOAEN.

Muwa, Hapsaay ¢ ApyrMMy aTpubyTammn MoBCejHEB-
HOCTW, NpeacTaBaseT cobol Ky/abTypHbIA GEHOMEH,
no MHeHuto 0. HopmaHckoi [2], koTopebiii o6nagaet
byHKUMeh ceMnoTUKIN. TPagMLMOHHbIN MULLIEBOW Ha-
60p Ka3zaxoB (kak 1 N06Oro Apyroro Hapoaa), crnoco-
6bl ero NPUroTOBAEHNS U YNOTPEBNEHNS — UCTOYHNK
0BLWMPHON MHOPMALMK O ero «Co3aaTene», 0bblya-
X, 06psaAax, TpaanLmax, 0bpase XM3HN U T.4., a TaKKe
OH JlaeT BO3MOXHOCTb NPOCAEAUTb NOTUKY CMbICIOO-
6pa3zoBaHuns KyabTypbl eabl. Kazaxckoe «ac» — «eaa,
nuLLa» MMeeT MHOXECTBO CMMBOJNYECKMX KOHHO-
Tauun. OTO M MOMMHaJbHaA Tpanesa, >epTBeHHas
nvLWa, 1 3BaHbI 06ea 1, faxke CBaZebHbIN Nup, UTo
FOBOPUT O CakpasbHOW COCTaBASANOLWEN PUTYyasoB,
CBSI3aHHbIX C U3rOTOBAEHMEM 1 NOTpebaeHneM NuLLY.
B 37O cBA3M B TPagULMOHHOW racTPOHOMMUYECKON
KyJbType THOPKOB 3Ha4MMO€E MECTO 3aHMMAaEeT cucTe-
Ma Taby HekoTOpbIX 06pAJ0B 1 0bblYaeB, MMEIOLLMX
OTHOLUEHME K MPUTrOTOBAEHWIO MWLM, STUKETY MO-
TpebeHus. Bce 4acTv racTpOHOMUYECKOM KyAbTypbl
HaxoAATCs B TECHOW B3aUMOCBA3N U MPEACTaBAAOT
e/JMHYI0 CUCTEMY 3HAKOB Y CUMBOJIOB.

OcCBeLLEHNIO HEKOTOPbIX acrnekToB 3TOW 6HoAbLION
TeMbl NOCBSALLEH HAaCTOALMIN pasgen.

3.1 SYMBOLISM
OF THE KAZAKH
«FOOD / MEAL>»

This section is devoted to the topic of traditional
gastronomic culture, which, according to R. Barth [1],
is a special symbolic system. The emphasis is on the
consideration of the symbols of the traditional Kazakh
culture and some rites and customs connected with
it, because the gastronomic culture shapes a lot of
texts about the behavior of people.

For J. Norman [2], food, along with other attributes
of daily life, is a cultural phenomenon that has a
semiotic function. Traditional food of Kazakhs (as
well as any other people), methods of preparation
and consumption — a source of extensive information
about its «creators», customs, rites, traditions,
lifestyle, etc., and there is an opportunity to trace the
logic of meaning-making and coding. The Kazakh
«as» — «food, meal» has many symbolic connotations.
This and a memorial meal, a sacrificial meal, a dinner
party, and even a wedding meal, indicating the sacred
component of rituals related to the production and
consumption of food. In this regard, the traditional
gastronomic culture of Turks has a significant place
in the system of taboos of certain rites and customs
related to cooking, etiquette. All parts of gastronomic
culture are closely interrelated and form a single
system of signs and symbols.

In this section, some aspects of this important subject
are discussed.
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AK (AK TAFAM)
AK (BEJIAAl MULLLA)

AQ (AQ TAGAM) /
AQ (WHITE FOOD)

TypKi MaaeHMeTIHAETI Ke3 KesireH ak Kuesi, acipece cyT
MeH cyT eHiMAepi TaraMAapbiHa KaTbICTbl. Ka3akTbiH,
Haypbi3gafbl anfallkbl XXaHe 6acTbl Tineri — «Ak, Mon
60/CbIH!» OCblfaH HerizgenreH. Kasak MageHueTiHAe
aK peTiHae TypAi CycblHAap, CYT TafraMAapbl — KbIMbI3
(bue cyTi), wybart (Tyne cyTi), anpaH (awWwbITblAFAH CYT
OHiMi) kabblngaHabl: CyT TaFamAapbl eTe anyaH TypAi
6onabl.

JacTypai Typki HaHbIMAapbl GOMbIHWA CYTTi Xepre
Teryre 6oamManabl, bipak OHbl JalibiHAAAFaH OyMbIMFa,
MblCanbl, KWi3 Kinemre watly ageti bonfaH. balkypT-
Tap CyT MeH CyT eHiMAepiH TyMap Aen caHafaH, an
MOHFON M3JEHMWETIHAE ONap 6JIKEHIH, apyakTapblHa,
ata-6aba apyafblHa, T.6. TapTy peTiHAEe KbI3MeT eT-
keH. KacveTTi cycblHAap caHaTbiHa eH, anAblMeH Kbl-
MbI3 XaTajbl. INocTapAa OfaH afjamfa ackaH KyaipeT
6epy kacveTi HepinreH, CofaH LIOMbINY Aana cyny-
NapbiHbIH CYNYAbIFbIH y3apTkaH. Kasak MageHueTiH-
Aeri anfallkbl cayblH XoHe KbiMbI3 ©HAipy npoLjec
KOKTeMTi YUJTIK «Bue Bainay», «KbIMbIKMYPbIHAbIK>
XKOHEe «alfblp KOCY» CanT-xopasapblMeH aTtan eTi-
reH. byn cant-xxopanap alikpblH fypbINTbIK CMNaTKa ne
X9He o/1ap/biH Xeke Kypamaac 6eniKTepi 3y/1bIMAbIK,
MeH i3ri pyxTap Typa/ibl HaHbIM-CeHIMAePMeH, aTa-6a-
banap KynbTiMeH >dHEe XblKbl Ky/bTiIMEH (exenri
ambeban KyHap/blablK KyAbTiHiH 6ip KepiHici) banna-
HbICTbl 9PEKETTEPAI KepCeTesi.

OJIEMHIH, 6apAblKk XanblKTapbl, COHbIH iWiHAE Ka-
3aKTap fa aHa CyTiH epeklle KacTepsiereH, OfaH
CUKbBIPAbI, Kneni kacuettep ToH 6ongbl. COHAbIKTaH
KyWey XIriTTiH yineHy ToWblHaa 6afaibl CblNbIK —
«a@Ha CYTiHiH, akbICbl» (aHa CyTi yLUiH TeseM) 6bonFaH.

Jactypai «Akka» KacveTTi Mepeke KyHAepi a3ipie-
HeTiH FYpbINTbIK TaFaM — Haypbl3 KeXe Ae KaTbICTbl.
Byn TaFaMHbIH KypaMbiHa MIHAETTI TYPAE XeTi (KyabT-
TiK CaH) MHFPeAWNEHT Kipeai, AfHu cy, Ty3, bugan yHbl,
cyT (apaH Hemece cyT), KypT (Kypfak allbITblifaH
CYT BHIMI), XXapMa >aHe XblaKbl eTi (ka3bl). Tafam-
HbIH, OCbl XeTi kypamaac beniri kenep >XblAAblIH, d-
ayKaTblH, MOALWUbINbIFbIH Bingipei.

ET )KOHE OHbIMEH
BAU/TAHBICTbl MOAEHU
SQNEMEHTTEP

ET N CBASAHHbBIE C HUM
KYNTIbTYPHbDIE 9/IEMEHTDbI

ET AND RELATED CULTURAL
ELEMENTS / MEAT AND RELATED
CULTURAL ELEMENTS
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KazakTapablH Herisri Tafambl peTiHae eTke ap-
ThIKLWbIAbIK 6epy OyriHri KyHi ge 6ankanatbiH 3/e-
MEHTTEPAiH, YlhneciMai Ti3beriH  KaMTUTbIH = «eT»
TafamblHAa KepiHeai: wak iwy, 6ac TapTy >aHe eT
TapTy, 6aTa cypay, eTTi fapexeciHe kapai Tapa-
Ty (cbibafa), bac eTiH gapexere kapaln benwwekTen
TapaTy, eT Typay (eTTi Xanblpakray), ac >ey), acarty,
copna TapaTy, ac Kantapy (gactapxaHabl >KMHayfa
pykcaT any), AacTpaxaHfa 6aTa 6epy, wak iwy. Ka-
3aKTapAbIH ASCTYP/Ii OMIPIHIH KenTereH cananapbiH
KamTUTbIH  OCbl 6|pereV| KeLIJeHHIH, 6|p|3,a,m|r| eKi
Wwon — Bip et (Bip eTTiH, aliHanacbliHAaFbl eKi Lai)
KEH MafblHaNbl XafblK HakblNbIHAA KOPiHIC TankaH.



3.1 Kasak «TafaM/TaMafblHblH» CUMBOANKACHI
CumMBOAMKa «eAbl/MULLM» Ka3axoB
Symbolism of the Kazakh «<FOOD / Meal»

Jltoboe 6enoe B THOPKCKOW KyAbType — CBALLEHHO,
0COHEHHO 3TO KacaeTcs MULLK: MOJOKa N MONOYHbBIX
npoayktoB. OTctoga, NepBbIM U r1aBHbIM NOXeNaHN-
eM B Haypbi3 y ka3axoB sBasetcs — Ak, Mo 60/CbIH!
(nyctb 6enoro byaeTr MHoro). B kauectse 6enoro B
Ka3axckoMn KyabType BOCMPUHWMANUCh pPa3Hble Ha-
MUTKK, MPOW3BOAHbIE MOJIOKA — KYMbIC (KOBbl/ibe MO-
JIOKO), Wy6aT (Bepbabtoxee MOOKO), alipaH (Kncio-
MOJIOUHBbIM NPoAyKT). MosiouHas nuwa bbina BecbMa
pa3HOObpa3HoW.

Mo TpagWLMOHHBIM THOPKCKMM MOBEPbAM MOJOKO
He/b3s MPOJAMBATb Ha 3eMAHO, HO UM BbIIO NMPUHATO
OKPOMJATL M3rOTOB/IEHHYIO Belllb, Hanpumep, BOWM-
JIOYHble KOBpPbI. balluKMpbl MOIOKO U MOIOYHbIE MPO-
AYKTbl cunTann obeperamu, a B MOHFONbCKOW KyJib-
TYPE OHU CNYXWAN B KA4ecTBe AapOoB MPUHOLLEHWUs
AyXam-Xo3sieBaM MeCTHOCTU, AyXaM NpeakoB v T.4. B
paspsf, CBSLLLEHHbIX HaMWTKOB, B MEPBYHO O4vepessb,
BXOAUT KyMbIC. B 3nocax emy npugaBanack cnocob-
HOCTb HaJeNATb UeNOBEKa CBEPXCUION, a KyrnaHve B
HeM MpPOANeBano KpacoTy CTerHbIX kpacasul,. MNep-
Bas AOMKa U NPOLECC NMPOM3BOACTBa KyMbica B Ka-
3aXCKOW KyNbType OTMeYeH Tpuason BECEHHMX 06ps-
£0B: «bue Hannay», «KbIMblK MYPbIHAbIK» U «alfblp
KOCy». DTV 0bpsAbl UMEOT BbIPaXKEHHbIA pUTyanb-
HbIi XapakTep W WX OTAe/bHble KOMMOHEHTbI OTpa-
XaloT AeNCTBUS, CBA3aHHbIE C MOBEPbLAMMU O 3/bIX U
A06pbIX AyxaX, C KyAbTOM MPEeAKOB W Ky/JbTOM KOHsl
(0AHOrO 13 NPOSIBAEHUI APEBHErO BCEOOLLErO Kyb-
Ta NNoAopoAmA).

OcobbIM NoYMTaHMEM Yy BCEX HAPOAOB MUPA, BKAKO-
Yas Ka3axoB, MOJIb30BaNOCh PYAHOE MONOKO, OHO
HaZensa0Cb MarnyeckMMu, cakpaabHbIMU CBONCTBA-
Mu. MNoaTomy B cBagebHbIX gapax CO CTOPOHbI Xe-
HMXa BKAKOUAICA W LEHHbIMA NMOAAPOK — «aHa CYTiHIH,
akbICbl» (Na1aTa 32 MONOKO MaTtepw).

K TpagnumoHHO 6enomy «ak» OTHOCUTCSA pUTyasbHOe
611040 — Haypbl3 KeXe, KOTOpOoe roTOBUAOCH B AHM
npasgHoOBaHWA CBSILLLEHHOro npasgHuka. B coctas
3Toro 6arosa 06s3aTeNbHO BXOAAT CEMb (CEMb Ky/b-
TOBOE YMC/I0) UHTPEANEHTOB — BOJAA, COJb, MIEHWNY-
Hast MyKa, MoJloYKa (apaH MAn MOIOKO), KypT (Cyxomn
KMCNIOMOJIOUHbIMA MPOAYKT), 3/1aKW U MSCO KOHWHbI
(ka3sbl). TV ceMb COCTaBAAOWMX BAtoga 7 CUMBOAU-
3npyroT Baarononyyne, n3obuare Ha Becb ByayLmi
rog.

Any white in Turkic culture is sacred, especially for
food: milk and dairy products. Therefore, the first and
most important wish of the Kazakhs in Nauryz — Aq
mol bolsyn! (may the white be abundant). White in
Kazakh culture was perceived as a variety of drinks,
milk derivatives —kumys (mare’s milk), shubat (camel’s
milk), airan (sour milk product): Dairy products were
very diverse.

According to the traditional belief of the Turks, milk
should not be spilled on the floor, but they used
to sprinkle a manufactured object, for example,
felt carpets.The Bashkirs considered milk and milk
products as protection, and in Mongolian culture
they served as offerings to the spirits — the lords
of the area, the spirits of ancestors, etc. First and
foremost, kumys belongs to the category of sacred
drinks. In the epics it was said to have the ability
to endow man with superpowers, and bathing in it
enhanced the beauty of the steppe beauties. The
first milking and the process of making kumys are
marked in Kazakh culture by the three rites of spring
«bie bailau», «qymyqg maryndyg» and «aigyr qosu».
These ceremonies have a distinct ritual character and
their individual components reflect actions related to
the belief in evil and good spirits, ancestor worship
and horse worship (one of the manifestations of the
ancient universal fertility cult).

A special reverence among all peoples of the world,
including Kazakhs, used breast milk, it was endowed
with magical, sacred properties. Therefore, in the
wedding gifts from the groom included a valuable
gift — «ana sitinin aqysy» (payment for the mother’s
milk).

To the traditional white «Ag» refers to the ritual
dish —nauryz kdzhe, which was prepared in the days
of celebration of the holy holiday. The composition
of this dish must contain seven (seven cult numbers)
ingredients — water, salt, wheat flour, milk (airan or
milk), qart (dry sour milk), cereals and horse meat
(gazy). These seven ingredients represent prosperity
and abundance in the coming year.

MNpegnouteHne MACY Kak rNaBHOM MuWLLEe Ka3axoB
Bblpaxkaetca B 6atofe — «eT», KOTOpoe BK/IOYaeT B
ceba rapMOHWYHYHO MOCNeA0BaTENbHOCTb 3/1EMEH-
TOB, COb/OZAEMYIO M B HalUW AHW: YaenuTue (LLai
iwy), nogaya ronosbl U MsAca (bac TapTy XaHe eT
Tapty), 6aarocnosneHve (6ata cypay), pasgaya msaca
no paHry (coibafa), pasgava Maca roaoBbl NO paHry
(bacTbl GenwekTen Tapaty), Hape3saHue msca (eTTi
KanblpakTay), Tpanesa (ac >ey), yrowaTb cOBCTBEH-
HOpy4HO (acaTy), nogaya copnel — 6ynboHa (copna
Tapaty), pa3pelleHue ybpaTtb co cTona (ac kamTapy),
6narocnoBneHuve (factpaxaHfa 6ata bepy), Yaenutne
(wew iwy). NMocnesoBaTeNbHOCTb 3TOMO YHWUKAIbHOTO
KOMMJIeKCa, OXBaTblBarOLLLEro MHOrve chepbl Tpaau-

The preference for meat as the main food of the
Kazakhs is expressed in a dish — «et», which contains
a harmonious sequence of elements observed in
our days: teeparty (shai ishu), serving of head and
meat (bas tartu and et tartu), blessing (bata surau),
distribution of meat by rank (sybaga), distribution of
head meat by rank (basty bdlshektep taratu), cutting
of meat (etti zhapyragtau), meal (as zheu), treatment
with one’s own hands (asatu), serving sorpa (sorpa
taratu), permission to move away from the table (as
gaitaru), blessing (dastarkhanga bata beru), tea party
(shai ishu). The sequence of this unique complex,
which encompasses many areas of traditional Kazakh
life, is expressed in the charming folk proverb eki
shai — bir et (two teas around one meat).
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XKETI LLENNEK
XKETbI LUE/INEK
ZHETI SHELPEK

TizbekTeri GipiHWIci — Wwan (wan pacimi), on kewn-
iHipek nanga 60Abin, Kasak, MOAEHUETIHIH, aXblpa-
mac beniriHe anHanabl. Laifa wakbipy KapbiM-Ka-
TblHaC >acay Hemece KeHin aWTy HueTiH bingipes,,
MblCa/ibl, XakblHAa >aKblHblHAH alblpblifaHAapAb
«KOHI/ WanFfa» Wakblpy ajeTke anHanfaH. KazakTbiH,
LaK iWyiHiH e3iHaiK epekLenikTepi 6ap — on kecege
(aacTypAai TocTaraHAap) bepinesi, Tek >KapTbICbIH faHa
ToNTbipagbl. LUeTiHe peliH TOATbIpbIAFaH TOCTafaH
KypMeTcizaik 60abIn caHanazbl.

XeTi wennek — kazakTblH, FYPbINTbIK TafaMbl: Malifa
KyblpblafaH geHrenek wennek. LennekrepaiH caHbl
9/eTTe, Ka3aKTapAblH, TyCiHiriHAe kueni 7 Hemece 9.
Onap aiHn Mepekenepge, Xepaey-ecke any paciMm-
hepiHae, beliceHbi Hemece XyMa KyHAepi — aTa-6a-
6a pyxTapblH ecke any KyHi Hemece aZiamM eMipiHiH,
JaffapbIC KYHAEepPiHAe AalblHAanaAbl. XanblK a1 KyH-
re penin «KeTi wennek >eTi nanefeH KyTkapaja»
aengi. WennekTtepain AeHrenek MilWiHi KyH KyabTiHe
6apbin Tipeneai xxaHe «bip-6ipiHiH, YCTiHe KOMblafaH
XETI AeHrenek LUennek XeTi KaT acrnaHibl Hemece
XEeTi acnaHAbl belHenengi» agen ecentengi Maje-
HueTTaHywbl 3. Hayp36aesa [6]. Onapabl «Tue bep-
CiH» flereH ce3jepai anTkaHHaH kewniH xengi. Tipinep
LUeMNeKTEH aybl3 TUCE, BreHAEPAIH XKaHbl ONapAblH,
MiCIMEH, siFHW bICTbIK MalAblH WiCiMeH KyaTTaHazbl
aen caHanagbl. CoHgblkTaH 6yn fypbin «Mic wheifa-
py» Aen Te atanagbl [6]. by fypbinTaH WamMaHU3MHIH,
i3gepiH Hankayfa 6onagbl: OT PyXblH MalMeH KO-
Jay, an TafaMHbIH ©3iHAe acnaH CMMBOJIM3MI XaHe
XKofapfbl KyLUITEPMEH KapbiM-KaTbIHACTbIH, «TafaMm-

AblK Typi» 6ap.

BAYbIPCAK
LW BAYPCAK
BAUYRSAQ / SHI BAUYRSAQ
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Kazak racTpoHOMUANbIK MBAEHWUETIHIH, «HaH» BpeH-
AiHiH 6ip Typi «Bbayblpcak» 60/biN Tabblnasbl, 0N A6H-
resek Hemece pom6b Tapi3zai Tokal 60bIn Tabblaagbl.
Onap kenTereH Typki Xa/jblKTapblHbIH: GalluKypTTap,
KblpFbi3gap, e36ekTep, xakactap >oaHe T.6., COH-
Jan-ak oflapablH, XakblH KepLlinepi — TaxikTep apa-
CblHAA KEeH TapasifaH.

byn ce3 «baybip» — afallblH AereH CO34eH LWbIKKaH,
COHAbIKTaH bayblpcakTapabl HbiWaHAblK MafblHaja
Gipnectik, bayblpnactbik, GipAiKk peTiHAe KapacTbl-
pyfa 6onagbl. Onap AaCTypAi facTapxaHHbIH MiHAETTI
aTpubyTbl 6onbin Tabblnagbl. balkypTTap apacbiHaa
6aybipcak yneHy pacimiHiH, MiHAeTTI aTpubyTbl 60-
Nbin Tabbinagbl. COHbIMEH, KylMeyre LWblKKaH Kbl3 KYn-
ey XIrTTiH, TyblCTapblHa biAbICKa CafblHfaH Gayblpcak,
oKeneTiH — ofaH 6onalak KeniHHiH, Wwebepairi MeH
MiHe3iH Gafanasabl: erep OayblpcakTap KillKeHTal
6onca, on capaH, erep yiakeH bHoaca, xankay gen
ecentereH. CoHabIKTaH GallkypT Kbi3gapbl onapabl
MIHCI3 eTin >acayfa TblpbICTbl. Kbipfbl3gapaa Kbli-
3bIKTbl bIpbIM Oap: >XaHa TyfaH HapecTeHi bHecikke
canfaH KyHi «boopcak Youma» bIpbIMbl >XacajfaH,
H6anafa >aKkcbl TinekTepMeH bayblpcakTapabl 6ecikTiH
TeciriHeH TycipeTiH.

Typki sengepi «wmn bayblpcak» (WK — ycak) TypiH
Ae favibiHaanabl. MyHaan 6aybipcaktap 6ananapfa
apHasfaH TafaM 60/bIN caHanazbl, Xac xybannapa



3.1 Kasak «TafaM/TaMafblHblH» CUMBOANKACHI
CumMBOAMKa «eAbl/MULLM» Ka3axoB
Symbolism of the Kazakh «<FOOD / Meal»

LMOHHOM XM3HW Ka3axoB BblpaXKeHa B EMKOM HapoA-
HOW NocCnoBMLLE — eKi Wal — Bip eT (4Ba Yas BOKpPYr
OZHOro mAca).

MepBas B Lenouke — yal (YalHas LEPEeMOHUA), KO-
TOpPbIV MOABMBLUMCH B MO3jHee BpeMs CTal HeOTbeM-
NleMOii YacTbio Ky/bTypbl Ka3axos. lNpuraaleHve Ha
Yail CTaNo O3HauaTb XefaHWe NoobLLATLCA UAW Bbl-
pa3nTb CBOe COYYBCTBME, HanpuMep, <KOHiN LWan»,
Ha KOTOPbIN MPUHATO NpUraaaTh Tex, KTo

Xetbl wennek — putyanbHoe 611040 Ka3axoB: Kpy-
rNble neneLky, noxapeHHole Ha Macne. Ynucno ne-
newek o6bIYHO 7 wanm 9, cakpasbHblIX B MOHMMa-
HUWN Ka3axoB. WX rotoBAT BO BpeMSA PeIUTMO3HbIX
NpasgHUKOB, B MOXOPOHHO-MOMMHaNbHbIX 06psAaax,
no yeTBepram Wau MNATHULAM — B A€Hb NMOMWHaHUA
[YyXOB-NPEAKOB UAN B KPU3IUCHBIE AHW XM3HWU Yeno-
Beka. B Hapoge o cux nop roeopsT: «<KeTi wennek
XeTi nanejeH KyTkapazbl» (CeMb LUeANeKoB coxpa-
HAT Tebs oT ceMu Hanactel). Kpyrnas ¢popma nene-
lWeK BOCXOAWUT K KYJbTy COJHLA, @ «MNOJOXEHHble
APYr Ha Apyra ceMb KPYriblX fenewek CMMBOAN3N-
pyroT cemb cnoeB Heba man ceMb Hebec», cumTaet
KynbTyponor 3. Hayp3baesa [6]. VIx egaT nocne npo-
n3HeceHns cnoB «Tue HepciH» — «[lycTb JOCTUIHET».
CuunTaeTcs, UTo eC/IM XUBbIE YroLLatoTCa NeneLikamuy,
TO AylWW MOKOWHBIX MOAKPENASOTCA WMX 3anaxoM,
3anaxoMm packaseHHoro xwupa. lNostomy obpsg 3T1oT
TakxXe Ha3blBatoT «Mic WweiFapy» — «McnyckaTb 3anax»
[6]. B 3TOM 06psise MOXHO HaNTK cnefbl LWamMaHm3ma:
3agabpvBaHune fyxa OrHsA >XXMpPOM, a B caMoM batoge
APKO BblpaXKeHHYH HEBECHYH CUMBOJIMKY U «MULLe-
BYt0O POpMy» KOMMYHMKaLMK € BbiCclumMun cnnamm.

The first in the chain - tea (tea ceremony), which
appeared later, became an integral part of the culture
of the Kazakhs. The invitation to tea became a desire
to communicate or express sympathy, for example,
«konil shai», to which it is customary to invite those
who have recently lost a loved one. Kazakh tea party
has its own characteristics — it is served in the kese
(traditional crockery) and filled only halfway. A bowl

Zheti shelpek is a ritual dish of Kazakhs: round
flatbread, roasted in oil. The number of flatbreads is
usually 7 or 9, which are sacred in the Kazakh sense.
They are prepared on religious holidays, funeral rites,
Fridays — the day of remembering the spirit ancestors
or on the crisis days of human life. People still say:
«Zheti shelpek zheti pdleden qutgarady» (seven
flatbreads will save you from seven troubles). The
round shape of the flatbreads goes back to the cult of
the sun, and «the seven round flatbreads placed on
top of each other symbolize seven layers of heaven or
seven heavens,» says cultural scientist Z. Naurzayeva
[6]. They are eaten after the words «Tiye bersin» —
«May get all good». It is believed that the souls of the
deceased are strengthened by the smell of hot fat
when the living are treated to flatbreads. Therefore,
this rite is also called «lis shygaru» — «<Emitting odor»
[6].In this ritual there are traces of shamanism: the
fattening of the fire spirit and in the food itself a
distinct celestial symbolism and a «food form» of
communication with the highest forces.

CBoeobpasHbIM  «xNebHbIM»  BpPeHAOM  Ka3axckoMu
racCTPOHOMWYECKOW KyAbTypbl sBAseTCs «bayblp-
cak», MNpeAcTaBasiolWMe COBON MOHUMKM KPYTAOM
nnn pomboBuaHoM Gopmebl. PacnpocTpaHeHbl oHM Y
MHOTMX THOPKCKUX HapOAOB: 6aLIKMp, KbIprbi30B, y3-
6EeKOB, XakacoB 1 Ap., a TakXe Mx banxarmx coce-
Jer — TaZ>XXUKOB.

CnoBo npoucxoant oT «bayblp» — 6paT, MO3TOMYy
Hayblpcaky B CMMBOJIMYECKOM 3HAYEHUU MOTYT pac-
CMaTpuBaTbCA Kak obbeauHeHue, 6paTCTBO, €fuH-
ctBO. OHKM obs3aTenbHbIN aTpnbyT TPaAULMOHHOIO
factapxaHa. Y 6awkup baybipcakm — 06s3aTesIbHbIN
aTpmbyT cBagebHoro obpsaga. Tak, AeByLIKa, BbIXO-
AAWaa 3amyX, obs3aTesbHO MnogHocuna 6ago C
HayblpcakaMy POACTBEHHMKAM >XEHUXa — MO HUM
OLEHMBaINCh YMEHMA U Aaxe xapakTep Oyayuien
HeBEeCTKU: ecn Baypcakn ManeHbKNe CYMTaNOCh, UTO
OHa >agHas, ecn 6onblune, TO feHmBas. [oatomy
HalLKMpKK CTPEMUINCL U3FOTOBUTL UX B UAEa/IbHOM
dopme. VHTepecHbIi 0b6pag CyLLecTBYeT Y Kblprbl-
30B: B /leHb YKJaJblBaHWs HOBOPOXAEHHOrO B becik
npoBoauaca obpsag «boopcak Youma»: B KONbIOesb
yepes OTBepPCTUA onyckann Hayblpcaku ¢ fOOpbIMM
noxenaHnaMu pebeHky.

TropKcKMe >XeHLMHblI FTOTOBAT U TaKyro pPasHOBWA-
HOCTb Kak «Lwu Bayblpcak» (wWn — menkoe). OHW cun-
TaloTCA AETCKMM YrolleHneM, BO3MOXHO MO3TOMY

A special «bread» brand of Kazakh gastronomic
culture is «bauyrsag», a round or diamond-shaped
doughnut. They are common among many Turkic
peoples: Bashkirs, Kyrgyz, Uzbeks, Khakass, etc. and
their nearest neighbors — Tajiks.

The origin of the word comes from «bauyr» — brother,
therefore bauyrsaq can be considered in symbolic
meaning as union, brotherhood, unity. They are an
obligatory attribute of the traditional dastarkhan.
Bashkir bauyrsaq is an obligatory attribute of the
wedding ceremony. Thus, the girl who got married
necessarily brought a bowl of baursags to the
groom's relatives — they were judged by the abilities
and even the character of the future daughter-in-
law: if the baursaq were small, she was considered
greedy, if they were big, she was considered lazy. So
the baursaq should be in perfect shape. There is an
interesting ritual ofthe Kyrgyz people: on the day of
laying down the newborn in besik held a ceremony
«boorsak chochma»: in the cradle lowered through
the holes bauyrsaq with good wishes for the child.

Turkic women prepare such a variety as «shi bauyrsag»
(shi — small). They are considered a treat for children,
perhaps that is why such bauyrsaq «participants»
shashu ritual — showers of newlyweds with the desire
for a good life and numerous offspring.
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>KaKCbl ©Mip, Ken ypnak, Tilek-HWeTiMeH Lwally bipbl-
MbIHbIH, «KaTbICyLLbl» cebebiHeH 6oaca kepek.

bayblpcakTapablH, TYPKi MaeHUeTIHAEr MaFfblHaNbIK
MapTebeciH xanblK aHbl3gapbl Aa KyaTTangbl. Xantbi3
V/IblHa MblHAafaH yMiTKepaepAeH KanblHAbIK i3gereH
Balwkyp XaH OHbl KapanarbiM 3aTTapjaH an-caTTe
CUKbIPAbI TATTI — Bayblpcak >acai anatbiH kapanaw-
bIM KOWMLUbIHbIH, Kbi3blHa YeHAipesi. Ka3sak aHbI3bIH-
fa 6ip xaHHbIH, MyWi3i BosfaH, COHAbIKTAH LIaLlbIH
KblpFaHAapablH, 6apiH enTipin oTbipFaH. Ke3ek y/biHa
baybipcak bepreH Gip arensin, >Xanfbl3 ybliHa Kenai.
¥bl onapabl XaHfa bepreH, cojaH KeniH XaH LwallTa-
pa3fbl ©3iHiH, CyTTeC iHici Aen >apwuanan, OHbl enTip-
MereH.

KazakTtap MeH backa ga Typki XanblKTapblHbIH, apa-
cbiHAa bGayblpcakTap e34epiHiH, HblaHAbIK, MaFbl-
HacblHAa GaybipaacTbik, 6ipAiK MeH MOALWbINBLIKTbIH,
MafblHacbIH Bingipes,.

AYbI3 TUIO
AUYZ TIYU

FacTpoHOMUA/BIK, dA4en KepiHicTepiHiH, bipi — ka-
3aKTblH «aybl3 TUIO» A3CTypi. ON Heri3iHeH eKi Xafaan-
Ja >y3ere acaabl: 1) anbiC canapfa atTaHap angpiHaa
eH KYPMEeTTi Kapusfa 6apbin, OHblH, 6aTacbiH anbirm,
[9M TaTy 9jeTke aliHanfaH; 2) KaHaal ga 6ip wapy-
aMeH Ke3 KeJireH yire KipreH kesge TafamMHaH JAaMm
TaTy 84eTKe aliHaffaH, an erep ocbl yakbiTTa yi ve-
Nepi TamakKTaHbIN XaTca, OHAA oflapFa KOCbLy Kepek.
bac TapTy Y nenepiH peHxiTyi Hemece mMasak eTyre
ceben 60/ybl MYMKIH, 94€TTe MyHJaW Xafaannapaa:
«balika, XonaacblH (KyreyiH; arieniH, KaablHAbIfbIH)
TacTan ketegi» aenai. Yre kenreHAepAi ac-AdMHeH
aybI3 TUMeNiHLLIe XibepMereH.

A. M. Magaaxn nikipiHwe, >annbl MycCblIMaHAap
apacblHAa Tamakka LWakblpy >XaHe Tamak, kabbingay
TaMak, 6epylwi mMeH kabblngaylibl apacbiHAafbl AO-
CTbIKTbIH, CYRICMEHLWINIK NeH KayinCi3AiKTiH, HblWaHbl
caHanagbl... Onap 6ipeyaiH, A9M-Ty3blH TaTKaH Ke3
KeareH afaMHbIH OHbIMEH >aMaH KapblM-KaTblHaC
acayfa KYKblfbl XXOK Aen caHalrAbl XaHe byn Tafam-
Abl >Key ofapAblH  apacblHAAafFbl  bIHTbIMAKTACTbIK,
neH cymicneHwWwinik cesimMiH Tyablpadbl, OCblnalLla
oNap KOHaKXalbliblK KaTblHacTapbiMeH 6GainaHbl-
CTbl Bonasbl XaHe 6yn cesimaepai 6y3y XanbIKTbIH
9feT-fypbIiNTapbl MeH CeHiMAepiHe KaWlbl Kenegi
[7, 2 6.]. JacTyp KOHaK>XalNbIbIKTbl HelHenen KaHa
KOVMMaliabl, COHbIMEH b6ipre OHbIH MafblHACbIHbIH,
WbIFY TEriH Ae KepceTeai, on TypKinepaiH, bipaik nex
6aybipManablkTbiH, 6enrici peTiHge b6ip TocTafaHHaH
CyCbIH iy, 6ip TabakTaH ac iy — exxenri aAaeT-Fypbin-
TapblHaH 6acTay anajbl.

CAPKbIT
SARQYT

Kazaktap apacbiHAa TafaM/TaMakTblH,  KWeniniri
«CapKbIT», SIFHW ac COHbIHAA AacTapxaHHaH Tafam/
Tamak any AacTypiHae kepiHic TankaH. CantaHaTTbl
Xafpannapga Oyn sAeT-fypbin «XKYFbiCTbl HOACHIH»
JereH MafblHaHbl Gingipesi — 6yn apxavkanbik, op-
TaKTblK CUKbIPbIHbIH, 6esrici. TabbicneH, canTaHaTneH
6alinaHbICyblH MyHZaW TYpi OCbl XXafbIMZAbl HOPCEHI
e3iHe, >XaKblHAapblHa MpoekuusnaymeH 6annaHbli-
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Takne baypcaku «yyacTHUKM» obpsaga Lwally — ocCbl-
naHne HOBOGPaUHbIX C NOXeNaHNEeM XOPOLLEl XWn3-
HM U MHOTOUMC/IEHHOTO MOTOMCTBA.

CemaHTMuecknin cTatyc 6HayblpCcakoB B THOPKCKOM
Ky/bType MOAKPENnAseTcs HapOAHbIMU NereHgamu. Y
6aLlKMp XaH, NCKaBLINN efMHCTBEHHOMY CblHY HeBe-
CTy W3 TbICAY NPETEHAEHTOK, XXEHW/ €ro Ha Jouyepw
MPOCTOro nmacTyxa, KOTopas M3 caMbIX MPOCTbIX WH-
TPUAMEHTOB N Ha CKOPYI PYKYy CMOF/Ja U3roToBUTb
BOJILLEOHbIN aecepT — Baybipcaku. B ka3axckon ne-
reHge —y ogHoro xaHa 6biim pora 1 oH ybusan Bno-
CNeACTBUN BCeX, KTO ero 6pua. Mpuwna ovepesb K
€AMHCTBEHHOMY CblHY OAHOM >EHLLUMHbI, KOTOpas
Aana cbiHy bayblpcaku. VIMu CbiH yroctua xaHa, nocne
yero nocnefHuii 06vaBMA Bpasobpes CBONM MOAOY-
HbIM BPaTOM ¥ He Ka3HWJ ero.

Bayblpcakn y Ka3axoB U ApYrux TFHOPKCKUX HapOZOB
B CBOEM CMMBOJIMYECKOM 3HAUYEHWW HeCyT CMbICA
6patcTBa, eAVHEHUNA N N306UANA.

The semantic status of bauyrsaqs in Turkic culture
is attested by folk legends. In the Bashkir Khan,
who sought his only son a bride of thousands of
competitors, married him to the daughter of a
simple shepherd, who from the simplest ingredients
and quickly was able to make a magical dessert —
bauyrsaq. In Kazakh legend, a khan had horns and
then killed all who shaved him. It was the turn of a
woman who had the only son,the woman had given
her son a bauyrsag. The khan was treated with it by
his son, whereupon the khan declared the barber his
foster brother and did not execute him.

The Bauyrsags among the Kazakhs and other
Turkic peoples stand in their symbolic meaning for
brotherhood, unity and abundance.

OZHVM 13 NPOSB/IEHUI TaCTPOHOMMYECKOTO 3TUKETA
ABNSETCA Ka3axckas TPaguLMa «aybl3 TUHO» — MPUry-
6uTb. OHa NPaKTUKYEeTCs B OCHOBHOM B ABYX C/lyYasix:
1) nepes fanbHel 4OPOroi NPUHATO 3aXOANUTb K ca-
MOMY MOYMTaeMOMY CTapLyy, YTOObl MONYUUTb Y HEFO
6aTa 1 oTBesaTb YroleHus; 2) 3axX04s NO KakMM-au-
60 genam B Nt06ON AOM, MPUHATO OTBeAaTb eAbl, a
€C/IN XO351eBa B 3TO BPEMS TPane3HMYatoT, TO HY>XXHO
NpUCoeaMHUTLCA K Hell. OTkas Mor obnaeTb X035€B
WAKN CTaTb MOBOZAOM HacMeLleK, OBbIYHO B TaKMX CAy-
Yasnx roBOPSAT: CMOTPU, BPOCUT Cy>KeHHbIW/as (MyX,
KEHUX; XeHa, HeBecTa). MpuLlesllero B A40M He OT-
nyckanun 6e3 yroweHums.

Mo mMHeHuto [. M. Magaaxu, B Lenom y MycysbmMaH
yrouieHne eAo 1 NPUHATME YrOLeHUA CUYUTaeTCA
CMMBOJIOM ApYyX6bl, 1H06BU 1 He30nacHOCTM TOro,
KTO Yrowiaet, U TOro, KTO MPUHUMAET YroLieHue...
OHu BepAT B TO, UTO KTO-AMbO, OTBEAABLUMIN Ybe-
ro-to xneba n conn, He MMeeT MpaBa NoOCTynaTb C
HWM MA0XO, W ynoTpebaeHne 3TON NN NPUBOANT
K MOABAEHMIO MEXAY HUMW YyBCTBa CONNAAPHOCTM U
Nto6BY, TaK UTO OHW CTAHOBATCA CBA3AHHBLIMW y3aMW
rocTenpunMCTBa, U HapyLleHWe 3TUX YyBCTB NPOTU-
BOPeUnT obblyasM 1 ybexaeHnam Hapoga [7, c. 2].
Tpaanumsa oTpaxaeT He TOJbKO roCTeNPUUMCTBO, HO
M yKa3blBaeT Ha MPOUCXOXAEHNE ero CMbICNa, KOTO-
pbli BOCXOAUT K APEBHUM OOblUasiM THOPKOB UCMN-
BaTb M3 OAHOW Yalln, ecTb C OAHOro 61t04a B 3HakK
efVHCTBa 1 bpaTcTBa.

One of the manifestations of gastronomic etiquette
is the Kazakh tradition «auyz tiyu» - to sip. It is
practiced mainly in two cases: 1) before proceeding,
it is customary to go to the revered elder to get a
bata from him and eat; 2) when concluding business
in a house, it is customary to eat, and if the owners
are eating at that time, one should join them. Refusal
could offend the owners or become an occasion for
ridicule, usually in such cases people say: See, your
soul mate will leave you (husband, groom, wife,
bride). Anyway, whoever entered the house was not
allowed to leave it without a reward.

According to D. M. Maddahi, Muslims generally treat
other people with food and take a meal as a symbol
of friendship, love and security for the one who treats
and the one who receives treatment... They believe
that anyone who eats the bread and salt of another
has no right to do him any harm, and eating this food
creates a feeling of solidarity and love between them,
so that they are connected by the bonds of hospitality,
and the violation of these feelings is contrary to the
customs and beliefs of the people [7, p. 2]. It seems
that the tradition not only reflects the hospitality of
the Kazakhs, but its meaning is much deeper and
goes back to tengrian, to the ancient customs of the
Turks to drink from the same cup, there is a single
dish as a sign of unity and brotherhood.

Cakpanusauma eabl/MUWM y Ka3axoB BblpaXkaeT-
€A B TPAAMLMN «CapKbIT» — MO OKOHYaHWMW Tpanesbl
3abupatb C cobon eny/nuuly c pactapxaHa. B Top-
XXECTBEHHbIX CAy4yasx 3TOT obblyail HeceT CMbICA
«KYFbICTbI BONCBIH» — PYAUMEHT apxauvyeckon Marum
npvobLeHuns. Takon cBoeobpasHbIA KOHTAKT C ycre-
XOM, TOPXEeCTBOM CBfA3bIBAETCH C MPOEKLMEN 3TOro
MONOXUTENILHOTO Ha cebd, Ha cBomx 6am3kux. Joesa-

The sacralization of food among Kazakhs is expressed
in the tradition of «sarqyt» — the collection of food
from dastarkhan (essentially leftovers) by guests.
In solemn cases carries the meaning of «zhugysty
bolsyn» — rudiment of archaic magic of reception.
Such a unique contact with success, celebration is
associated with the projection of these positive to
themselves, to their own family. In the people before
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cTbl. bananapablH KepHekTi baTbipaapiblH, aKbiH-
JapablH, H6anyaHAapAblH HEMECe XKETICTIKKe >XEeTKEH
afaMaapAblH, Tafam/actapblH TaybICbin Xeyi onap-
AblH KacveTTepi MeH AapblHbIH XYKTbIPYAbl, Kabbli-
nayabl 6ingipesi.

CapkbIT Xxepaey-ac 6epy pacimaepiHae «Tue 6epciH»
JereH yfbiMarbl MafblHaHbl 6ingipeai: ac gactapxa-
HbIHaH XereH Tamak, MapkyMfa cayan peTiHAe XeTeg,.
MyHAaal actaH KeliH TaMaKkTbl Terin-waluyfa TbibiM
Ca/IblHFaH, AFHN «bICblpan KblAMay» blIPbIM-TblNbIMbI-
Ha GafblHabl (AyFfa OKblIfaH Tamak 6ocka Kypbimay
Kepek).
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4.1 KMI3 YU CEMUOTUKANDIK,
KEHICTIK PETIHAE

Kni3 ynai kewnernginep MageHWETIHIH, HEri3ri Hblla-
Hbl Aen aTangpbl, OHbIH, MaHI 9/I@MHIH, eKifliK, TiK XaHe
KeNAEHEH MPOEKLMACHI HETI3iHAE allKbIH XoHe epek-
e KepiHeai. 63p,epiH,i3 6ineTin,e|7| KenaeHeH npo-
ekumMagarbl KWi3 YAAiH Wi epiep MeH anenaepaiH
XKapTbiCblHa 6eniHeai (ekinik Kapcbibik). OH >Xafbl
epKeKTiKi, kapy->xapak, aT ab3engepi ocbiHAa OpHa-
nackaH. Kuis ynain, 6yn >xafbl kneni caHanbin, otba-
CbIAbIK FypbINTapAa kepiHic TankaH. TuiciHwe, xuhas-
Jap: acagan kebexe; Tecekarall; CaHAbIK XXaHe backa
NHTepbep 31eMeHTTep (KOPXXbIH, askkamn, kecekan)
OpHanackaH Con Xafbl anengiki 60abin caHanagbl.

Kniz yigiH Tafbl 6ip Mudonostnkanblk enwemi —
ToHipwingik anemiHiH, BepTUKanbAbl MogeniHe He-
risgenreH ONeMHiH, ywW AeHreri Typaabl KOCMOAOTU-
ANbIK TYCIHIKTEPre COMKeC KesleTiH XOFfapFbl, OPTaHFbl
XaHe TeMeHT i benikTepaiH yinnecimai oaafbl peTiHae
KepiHeTiH Tik npoekuus. XXofapFbl anemMre Kui3 yiaiH
Kymbesi, LWaHblpak XoHe backa Aa Kuesi 3N1eMeHT-
Tep, OpTa anewmre ecik, xuhas xaHe 1.6., an TeMeHri
a/iemMre Kui3 yigiH Tabanablpbifbl, Heri3i (eaeHi) xa-
Tajbl.

KengeHeH >a3bIKTbIKTa KWi3 YIAZIH, KEHICTIr XeTi Ka-
cneTTi Benikke BeniHeai: ecikke Kapama-Kapcbl Kyp-
METTi OPbIH «TeP»; KYPMETTi OPbIHHbIH, CON XafblHAa
Y/ WMeCiHiH, OpHbI; ecikke >akblHblpakK ac yi 6Geniri;
KYPMETTi OpbIHHbIH OH XafblHAa Xac oTbackl MyLle-
NepiHe apHanfaH OpbIH; KWi3 YAAiIH OH, Xak, KapTbi-
CblHA@ aT 963enepiH caKkTaWTbliH OPbIH; KWi3 YIAiH
KYPMETTI OpblHfa Kapama-kapcbl 6eniri — kipebepic
beniri — ecik, coHgan-aK Kwui3 yWaiH opTacbiHAa —
oLlaK.

byn acnekTige Kwni3 ynain, iwki 6eniriHib, apbip ane-
MeHTI Hemece beniri TepeH, CUMBO/IM3M MEH CeMaH-
TUKafa Tonbl. byn Genimae Kui3 yin ceMmoTMKanbik
TYPFblAa KapacTbiPblIbIM, MHTEPbEPAi HblLLAHABIK, Yil-
bIMAACTbIPY MacenesnepiHe XJHEe OHbIH, XXeke Henik-
TepiHiH TaHbanbIK peniHe 6acTbl Ha3ap ayAapbliajbl.



4.1 OPTA KAK CEMNOTUYECKOE
NMPOCTPAHCTBO

FOpTy no npaBy Ha3blBalOT KAOYEBbIM CUMBOJIOM
KOUeBOW Ky/bTypbl, CyLLLHOCTb KOTOPOro fiPKO 1 Ca-
MOOBLITHO MPOSIBASETC Ha OCHOBe GUHapPHOW, Bep-
TUKaNbHOM M FOPU30HTaIbHOW NpoekL M Mupa. VH-
Tepbep HopPTbl B FTOPU3OHTANbHON NPOEKLIMU AeANTCA
Ha MYXCKYH U XXEHCKYH MOJIOBWHbI MO MPUHLMMNY
6uHapHoW onno3unumn. MNpaBas CTOPOHa bblna MyX-
CKOW, 34eCb pacrnofaraancb opy>xme, KOHCKaa ynps-
Xb. JTa CTOPOHA HOPTbI CYUTaANACh CBALLEHHOMW, UTO
OTpa3niocb B CeMelHoM obpsaaHocTh. JleBas CTO-
pOHa — XXeHcKas, rae pacnonaraavcb mebenb u yt-
Bapb: acagan kebexe (wkad AnA xpaHeHWs NocyAbl
M NPOAYKTOB); KpOBaTb - TOCarall; caHablk (4N xpa-
HeHWa oaexabl 1 6enbs) N Ap. 3N1eMeHTbl MHTepbepa
(KOp>KbIH, ask kan, kece Kar).

CumBonnyecknm  (Mnbonornyeckmm) m3MepeHmnem
HOpPTbl ABASETCA BepTUKalbHas MNpoekuus, KoTopas
NpeAcTaeT Kak rapMOHUYHbIA COHO3 BEPXHErO, Cpe-
AVNHHOTO U HWXKHEW YacTel, UTo COOTBETCTBYET KOC-
MOJIOTUYECKMM MpPeACTaBAeHNAM O Tpex YPOBHAX
Mupo3aaHuns, OCHOBaHHbIX Ha BEPTMKaNbHOW Moje-
v Mmupa TeHrpuaHcTtsa. K BeiclueMy Mupy oTHOCKTCA
KyrnoA ropThbl, WaHbIpaK 1 Apyrne cakpanm3oBaHHble
anemMeHThbl, K CpegnMHHOMY ABepb, Mebenb 1 ap., a K
HW>XHeMy OTHOCUTCA MOPOTr, OCHOBaHWe (NoA) PThI.

B ropuv3oHTanbHOM NAOCKOCTM MPOCTPAHCTBO HOPTHI
AEe/NTCA Ha CeMb CaKpasbHbIX YacTei: NoYeTHoe Me-
CTO «TOp», HanpoOTUB ABEPW; MEeCTO XO3AMHa, C/e-
Ba OT MOYETHOrO MeCTa; KyXOHHas 4acTb — H6amxe K
ABEPU; MECTO A/18 MONOABIX YNEHOB CEMbU — Crpa-
Ba OT MOYETHOro MecTa; MecTo ANs XPaHEHWA KOH-
CKOWM cOpyn — Ha NpPaBoOW MOJIOBUHE HOPTbI; BXOAHAS
YacTb, ABEPb — MPOTMBOMONOXKHAA MOYETHOMY MecTy
YacTb LOPTbI, @ TakKe ovar — B LieHTpe topTbl. B Ta-
KOM acrekTe KaXkAblVi SN1eMEHT WM 4acTb MHTEpbepa
FOPTbl HaNoJIHEHA rNy60KON CUMBOINKON N CEMaHTU-
koM. FOpTa B CEMMOTUYECKOM KAtoUe paccMaTpuBa-
eTcs B JaHHOM pa3gjefie U OCHOBHOW aKLeHT caenaH
Ha npobnemaTtvke CUMMBOJNYECKON OpraHM3aumm
WHTepbepa 1 3HaKOBYIO POJb ee OTAENbHbIX YacTel.

4.1 THE YURT
AS A SEMIOTIC SPACE

The yurt is rightly called the key symbol of
nomadic culture, the essence of which is vividly and
unmistakably manifested on the basis of the binary,
vertical and horizontal projection of the world. As you
know, in the horizontal projection, the interior of the
yurt is divided into male and female halves (binary
opposition). The right side was male, there were
weapons, horse harnesses. This side of the yurt was
considered sacred, which was reflected in the family
ritual. Accordingly, the left side is considered female,
where the furniture was located: asadal kebezhe
(cupboard for storing dishes and products), bed -
tosagash, sandyq (for storing clothes and dresses)
and other interior elements (qorzhyn, ayaq qap, kese

gap).

Another mythological dimension of the yurt is the
vertical projection, which appears as a harmonious
connection of the upper, middle and lower parts,
coresponding to the cosmological concepts of the
three levels of the universe, based on the vertical
model of the Tengrian world. The upper world
includes the dome of the yurt, the shanyraq and
other sacred elements, the middle door, the furniture,
etc,, and the lower refers to the threshold, the base
(floor) of the yurt.

In the horizontal plane, the space of the yurt is divided
into seven sacred parts: the place of honor «Tor»,
opposite the door; the host's seat, to the left of the
place of honor; the kitchen part — closer to the door;
the place for young family members — to the right of
the place of honor; the place for keeping the horse
harness — on the right half of the yurt; the entrance
part, the door - the opposite part of the yurt and the
fireplace — in the middle of the yurt. In this regard,
each element or part of the yurt interior is filled with
deep symbolism and semantics. In this section, the
yurt is considered from a semiotic point of view,
focusing on the problems of symbolic organization
of the interior and the symbolic role of each part.
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KA3AK ©HEPIHIH BE/TINEPI MEH HbILUAHAAPBI / 3HAKW 1 CUMBOJ1bl KASAXCKOTO NCKYCCTBA /

SIGNS AND SYMBOLS OF KAZAKH ART

OH, XKAK, (EP) /
CON XAK, (DMEN)

NMPABAA CTOPOHA (MYXCKAA)/
NEBAA CTOPOHA (OKEHCKAA)

ON ZHAQ (ER)/ SOL ZHAK (AIEL)
RIGHT SIDE (MALE) /
LEFT SIDE (FEMALE)

KeHicTikTi «OH-confa» KypblabiIMAayAblH, KOCMOTOHU-
ANbIK YHUBEPCYMbI TYPKi KWi3 yHiHAE aliKbiH KOpiHic
TanTbl. KasakTap OH >XafblH «OH >ak» JAen aTtangpbl,
KWi3 yiie On epKekTiK >XaHe kacueTTi 6onbin caHa-
nagbl. byn KasakTblH CanTTblK-CanTTblK XaHe 3TuKa-
NbIK-HOPMATMBTIK ~ MOAEHWMETIHIH,  «1OTMKACbIMEH»
pactanagbl. Mbicanbl, Kyney XiriTTiH Kui3 yiiHe anfaLu
KipreH KanblHAbIK, anfbIMEH OH, >XXakka eteai. An 60-
cafa TeK OH asKneH atTanaibl. Oendi ocbl Xakra 60-
CaHAbIPAbI, MapkyMAbl Za OCbl XaKTa >XybIf, opajbl.
Kazak MazeHMeTIHAEr OH >XXaKTblH, e3rewleiri «ambl
OHbIHaH TyAbl» Gpa3eosorMamMiMeH epekLueneHei,
MaFbIHaCbl «MaKcaTKa XeTy», «CaTTiiK» XaHe T.6. ge-
reHai 6ingipeai. byn dpazeonormsm 6ata-Tinek peTiH-
A€ Ae anTblnagbl, AFHN «AlbIH OHbIHAH TYCbIH»!

«OH >aKTblH, KbI3bIfblH KOPZAi» AereH Tafbl 6ip ce3 ep-
Heri 6ap. OaeTTe, Bynai xakcbl ©Mip CypreH Mapkym
avien Typanbl akTagbl.

OH, XaKTblH, epeKLle MaHbI3AblbIfblH TaHy 9J1EMHIH,
KenTereH MajeHueTTepiHe ToH: O XKaKCbl, 94, an
CON XaK Tepic, anengik MafbiHafa ve. (CnaBsH Ma-
JAEHUETIHAE aZlaMHbIH, OH XafblH KOpPFaHLUbl NnepiwTe
KOpfalabl, an COM >XafblH — >XbIH-a3fblpyLlbl Aen
caHanazbl. benopycrtap ecke any gactapxaHbiHa Tek
Kesnecigen oTblpAbl: ariensep CON XakTa, epiep OH
aKTa, Kipebepic/ecik MyHZa Herisri 6afbIT 60bIN Ta-
Oblnagbl).

Kni3 yigiH oH XafblHAa ep afaMHbIH 3aTTapbl (aTpu-
6yTTapbl) — aHWbIbIK Kypan->kabablkTapbl, aTTbiH,
ep-TOKbIMbI, 863en4epi XXaHe epaepaiH, ic-dpeKeTiHiH,
backa fa Kepek->apakTapbl OpHanacTtbl. byn atpu-
ByTTapAblH Kenwiniri GonTymMapabliH, KbI3MeTIH aTkap-
Abl. Mbicanbl, cobu beciriHe nbllwak canfaH, KamLubl
6aKcbl canTblHbIH HenceHai KaTbiCyLbIChl, aT 963en-
JepiH ewkawaH bHacka ajampapfa b6epmereH. Knis
YW4IH, 9Men XXapTbiCbl — CON >XKaK, OfaH KYHAENKTi
eMipae ep agamaap etnereH. Kuis yngin 6yn 6enirix-
A€ TYPMbICTbIK 3aTTap: blAblc-askK, kebexxenep >aHe
1.6. OpHanacTbl.

LWAHDBIPAK
SHANYRAQ
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LaHblpak — yprakTaH-ypnakka epiep TapMafbl
apkblabl Hepinin Kene xaTkaH OTHACbIHbIH, Mypachl
6onfaH, ypnak cabakTacTbifblH OelHenereH. KeHue
Hemece >anfbl3 Y «lWaHblpak Weci» Aen atangbl.
Kni3 yrgi opHaTty KesiHAe LWaHblpakTbl TeEK ep ajam,
YV neci, oTbacbIHbIH 9KeCi KeTepdi, an KaafaH XyMbl-
cTapAabl avengep atkapfaH. OTbacbiHAaFbl €H COHFbI
ep azam kauTbic BonfaH XafAalga OHbIH beliiTiHe
LaHbIpak, OpHaTbiAAbl, Oy TapMaKTbiH, asKTalfaHbIH
6ingipai.

M. K. ErizbaeBa [3] WwaHpblpaKTbiH epekLle KuenineHyi
OHbIH, eKi eH MaHbI34bl eXXeNri TYpPKi KybTTepi — TaHipi
XoHe aTa-b6abanapmeH balinaHbiCbIMEH TyCiHAIpineai
Aen ecentengi. KasakTap ake yMiH «kapa LaHblpak»
(ceMaHTMKaNbIK MafblHacbl — KEHE, afa, bac yi) gengi.

«LllaHblpak» C€O3iHIH 3TMMONOIMUACLIHbIH, bGipbIHFal
TyCiHAipMecCi oK. BipiHwWwi BybIH «wWwaH» yHAi-npaH



4.1 Kniz yii ceMnoTrKanbik KeHicTik peTiHae
FOpTa Kak ceMmnoTMYeckoe NPOCTPaHCTBO
The yurt as a semiotic space

KocMoroHnuecknin - yHMBEpPCYM CTPYKTYPUPOBaHUA
NPOCTPaHCTBa Ha «MpaBoe-AeBoe» MoAyYMUIO0 APKoe
OTpaxkeHWe B THOPKCKON topTe. MNpaByto CTOPOHY Ka-
3aXM Ha3bIBatOT «OH, XKaK», B FOPTe — My>XCKasi U CUm-
TaeTCs CBAWEHHON. OTO NOATBEPXKAAETCS «JIOTMKOMN»
Ka3axckon puTyanbHO-06pSA0BOM M 3TUKO-HOPMa-
TUBHOW KynbTyp. HeBecTa, BnepBble BOWAA B HOPTY
XXEHWXa, CHayana NPOXOANUT Ha NMpPaByro CTOPOHyY. U
MOPOr OHa NepecTynaeT UCKNKUNTENBHO NPABOA HO-
rov. PoAbl MPOXOANAN Ha 3TOW CTOPOHE, Ha Hel Xe
nponcxoamno obmbiBaHME U OBpsiXKeHWe yconule-
ro. NckntoumTenbHOCTb NpaBoOlr CTOPOHbI B Kasax-
CKOW KynbType nogudepkuaercs Gpa3eonornaMom
«alibl OHbIHaH Tyabl» (ByKBaNbHO «MeCsL, PoAUCs C
MPaBOM CTOPOHbI»), UTO O3HAYaEeT «AOCTUYL Lean»,
«MOBE3/10» U T.A4. DTOT Xe (PpPa3eosorn3m 3ByUnUT U
Kak 6aTa-bnarocnaBneHve — «AliblH OHbIHaH TyCbIH»!
(«[MycTb TBOA NyHA POAWTLCA C NMPaBOW CTOPOHbI!»).

CyLLecTByeT 1 ApYyroe BblpaXkeHWE: «OH, XXaKTblH, Kbl-
3bIfbIH KOpAi» («<yBuAena, No3Hasia pagocTy, yA0BOb-
CTBUS NPaBOW CTOPOHbI»). Tak 06bIYHO rOBOPAT O NO-
KOMHMLE, NMPOXUBLLEN XOPOLLYHO XMN3Hb. [Tpn3HaHne
0cob60ro 3HauyeHusi NpaBoOW CTOPOHbI CBOMCTBEHHO
MHOTMM Ky/bTypam MVpa: OHa MMeeT 3HayYeHmne Xo-
poLlero, CnpaBeANMBOrO, a JIeBOE — HEraTMBHOIO,
KEHCKOro. B cnaBsHCKOW Ky/lbType CHMTAETCS, UTO C
MpaBoOW CTOPOHbI YeIOBEKA OXPaHSET aHren-xpaHu-
Tenb, a bec-nckycuTens — ¢ nesor. benopycel 3a no-
MWHaNbHBIV CTON CAAUANCH UCKTOUNTENBHO Ceayto-
WUM 0B6pa3oM: XEHLLMHBI CNeBa, @ My>XUMHbI CNPaBa,
OPUEHTUPOM 34€eChb CNYXUT BXOA/ABEPb.

Ha npaBoi1 cTopoHe topTbl pacnonarainck Myxckme
BELLM (aTpMOYTbl) — OXOTHUUbE CHapSXXEHWE, KOHCKOE
cepno, ynpsaxb U Npoune NPUHaANEXXHOCTA MY>CKOM
featensHocTn. MHorve wm3 3Tmx aTpmbyToB Hecu
dyHKunn obepera. Hanpumep, HOX noaknagbiBanu
B KOJIbibeNb MAajeHLa, KaM4ya-naeTka — aKTUBHbIN
Yy4aCTHUK B KamaHusAxX 6akcbl, a ynpsxb HUKoOrga
He OTAaBann ApyruMm arogam. JKeHckas MoNoBMHA
FOPTbl — AeBas (COA Xak), Ha KOTOPYHO B MOBCeAHEB-
HOCTW MY>KUYMHbI He Npoxoanan. Ha 3Toin yactu topThl
pacnosaraancek 4OMaLUHAA yTBapb: Nocyaa, Wwkadum-
KU U T.A.

The cosmogonic universe of the space division «right-
left» has a bright reflection in the Turkic yurt. Kazakh
people calles the right side «ofi zhag», it belongs to
the male and is considered sacred. This is confirmed
by the «logic» of Kazakh ritual and ethical-normative
culture. Thus, when the bride enters the groom's yurt
for the first time, she first goes to the right side. And
she enters the threshold only with her right foot. The
birth took place on this side, where the deceased
was washed and dress deceased. The peculiarity of
the right side in Kazakh culture is underlined by the
phraseology «aiyn ofiinan tudy» (literally «a month
was born on the right side»), which means «to reach
the goal», «to be lucky», etc. The same phraseology
sounds like the Bata blessing — «Aiyn ofiynan tusyn»!
(«May the moon be born on the right side!»).

There is another expression: «ofi zhaqtyn kyzygyn
kordi» («saw, knew joys, pleasures of the right side»).
This is said about a dead woman who lived a good
life. Recognition of the special importance of the
right side is characteristic of many cultures of the
world: it has the value of the good, righteous, and
the left side — negative, feminine. In Slavic culture it
is believed that the right side of man is guarded by
the guardian angel, while the left side protects the
demonic tempter. Belarusians sat at the memorial
table only as follows: women on the left side and men
on the right, the landmark here is the entrance/door.

On the right side of the yurt were men'’s utensils
(attributes) - hunting equipment, horse saddles,
horse harnesses and other accessories for male
activities. Many of these attributes have a protective
function. For example, a knife was placed in the cradle
of an infant, a kamcha whip is an active participant in
the boots, and the horse harness was never given to
anyone else. The female half of the yurt is left (sol
zhaq), which in daily life men do not pass. On this
part of the yurt were household goods: crockery,
cupboards, etc.

LLlaHblpak, — BbICTyNan Kak ceMelHasi pesvkBus, Ko-
Topas nepefaBanacb U3 NOKOAEHWA B MOKOJAEHME MO
MY>KCKOM IMHWW, OH CUMBOJIM3UPOBAA NMPOAO/KEHME
poga. Mnagliero nan efMHCTBEHHOTO CbiHA Ha3blBa-
FOT «LUaHblpak, Meci» (X03anH WaHbipaka). Mpwu ycTa-
HOBKE HOpPTbl WaHblpak nogHMMan TOJIbKO MY>X4YKMHa,
XO3fMH, OTEL, CEMEeWCTBa, a BCHO OCTa/lbHytO paboTy
BbIMOJIHANN XeHLWMHbI. B cryyasax, korga ymupan no-
CNeAHNIN My>XUMHa B POAY, TO Ha ero MOruay BoApy-
>anw WaHblpak, YTO BblpaXkano 3aBepLUEHNe BETBU.

M.K. ErvzbaeBa [3] cumtaer, uto ocobas cakpanu-
3auus WaHbipaka o6bACHAETCS ero CBA3bH C ABYMs
BaXKHEMLUMMU APEBHETHOPKCKMMMU KyabTaMu — TeH-
rpv 1 npeakos. OTLOBCKOW AOM Ka3axu Ha3blBatOT —
«Kapa LaHblpak» (CMbIC/IOBOE 3HaUYeHWe —ApPeBHUMN,
CTapLWi, rNaBHbIA AOM).

JTMMoOIOrMA C/ioBa «LWaHblpak» HE MMeeT e,CI'I/IHOI‘/’I

Shanyraq - served as a family heirloom passed
down the male line from generation to generation, it
symbolized the continuity of the family. The younger
or only son is called «shanyraq iesi» (the owner of the
shanyraq). When constructing the yurt, the shanyraq
was lifted only by the man, the owner, the father of
the family, all other work was done by the women.
When the last man of the family died, the shanyraq
was placed on his grave, which meant that the family
no longer existed.

K. Egizbayeva [3] believes that the special sacralization
of the shanyraq is due to its connection with two
important Turkic cults — tengri and ancestors. The
father house of the Kazakhs is called «Qara shanyrag»
(meaning: old, older, main house).

99



IV BOJ1IM / PASAEN / SECTION

KA3AK ©HEPIHIH BE/TINEPI MEH HbILUAHAAPBI / 3HAKW 1 CUMBOJ1bl KASAXCKOTO NCKYCCTBA /

SIGNS AND SYMBOLS OF KAZAKH ART

TiNIHEH WbIKKAH — «CaH» — «COH», AFHN KYH KYH Je-
reHgi 6ingipeai gereH Hycka 6ap. On wWaHbIPaKTbIH,
KYPblIbIMbIMEH COMKeC Keneai, ffHU weHbepre ca-
JIbIHFaH KPECT — KYHHIH, eH KeHe KepHeki benrici.

LaHblpaKk — cant-AacTyp MeH SAeT-fypbinTapAblH,
6enceHai Kkatbicylwbicbl. bocaHy canT->kopanapbl-
Ha epekiwe MaH bepineai: cabunep >wui wWweTiHereH
Xafpanga, banaHblH XOAJACbIH XXETi Kapa TacneH
Gipre ak Kuisre opan, WaHblpakka ifin Kosabl, an caT-
Ti bocaHfaH XarAaliaa Taskka Ti3ireH KouablH MON-
bIH OMbIpTKanapbl (KypbaHAbIK, MaablHbIH) iiHrEH.

BocaHy KesiHze XbIH-LalTaH XapaTblibICTapbl — ana-
6aTbl MeH Kapakyc LuaHblpakTa HanaHblH, XaHbIH any
YLWiH KONalnbl Xafaal KyTin oTblpasbl Aen ecenten-
reH. basikiM, ocbliHAaNM TyCiHiKTEep Kymbe3ai WweHbepai
TYPAI-TYCTi XYHHEH XacanfaH XinTep — asakbaymeH
6e3eHgaipyre Heri3 6onfaH. LaHblipak CbIpTKbl ai1eM-
MEH TiKeneln LEeKTeCeTIHAIKTEH, «BDOTEH» XaHe «e3»
lWekapacbl 6onfaHAbIKTaH ocan xep (Tabanabipblk
CUAKTbI) CaHaNAbl.

KasaktapablH 6ocaHy fypbinTapbl MeH Mudonoru-
ANbIK TYCiHiKTEpiH Tangaw oTblipbin, HK. LaxaHoBa
[9] WwaHbIpaKTbiH, aHa KypcafblHaH Tybl1yMeH Caiike-
CTeHgipinyiH atan etesi. An 6ocaHfaH avensi 3yabim
pyxTapfaH Kopfay YLWiH ka3akTapablH TYCiHiriHae Ka-
CMeTTi BYPKITTI WaHblpak bacbiHAa ycTay ageTke an-
HanfaH.

LLlaHblpakTaFbl eki HacTayablH, (ep MeH aliendin) yn-
necyi AaCTypAi CUMBOJIM3MHIH, KenMaFblHablbIFbIH
Tafbl 6ip peT kepcetesi. Ocbl yakbITKa AeNiH LWaHbI-
pakka H6alnaHbICTbl >ac xybannapfa katbiCTbl ppa-
3e0/10rM3MAEpP, AFHM «lWaHblpak keTepai», «LlaHpi-
pakTapblH, 6uik 60ACbIH!» Xxanblk apacbiHAa KeH,
TapafaH.

BAKAH
BAQAN

LaHblpak «bakaH» gen atanatblH YCTiHri HeniriHae
LaHbIWKbICLI Bap afall CbIpbIKTbIH KOMeriMeH op-
HaTbingbl. On 6ocaHy >kaHe yWaeHy paciMAepiHiH,
KaTblcywbicbl. Kasak aliengepi 60caHy kesiHge OCbl
Tipekke cyheHreH. AcrnaHHaH 6akaHHbIH 60MbiMeH
¥Mmal KyAanbl HocaHylbl aiienre Kemekke Kenegi
aen ceHreH. On yineHy paciMiHie e KoAAaHblifaH,
AFHW «bakaH canbiMAbIK» (srengepre xac oTayablH,
TYHAITH aWkaHbl YWiH CbIANbIK) fyprbiHAa. bakaHn-
HbIH, KMeniniriHe 6annaHbiCTbl HipkaTap ToliMbIMAAP Aa
6ap: OHbl KeNAeHeH, Kyinae ycTan, YCTiHeH aTTan eTyre
6onmangbl (bepeke 6oaMaiapl, KyaTbiHaH alibipblia-
Abl) XXdHe T.6.

H.X. LlaxaHoBa ogaH «TabanAblpblK KyWnepiHiH»
CUMBOIMKACbIH K&pPEeSi, COHbIMEH KaTap OHbl «KyHap-
NbIAbIK,  TacbIManAayLbICbl», €PKEKTIH KYAipeTTiH,
EePKEKTIK KacueTTiH, epkekTik 6actayablH 6GenHeci
peTiHae KapacTbipagbl [9, 28-29 6.]. bakaH emip-enim
naeACbIMeH, ©TKEHMEH-OYriHMeH 6aiinaHbICTbl, yp-
nakTapAblH 6ipAiriH, KyHapAblbIFbIH, KOOEIH XaHe
1.6. 6eliHeneliai (bakaHHbIH Ka3akTblH Ken pynapbl-
HbIH, 6ipi — HalMMaHHbIH V apni TypiHaeri rpadukanbik
HbllWaH-TaHbafa alHanyblH OCbIJaH aHFapTCa Kepek).
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4.1 Kniz yii ceMnoTrKanbik KeHicTik peTiHae
FOpTa Kak ceMmnoTMYeckoe NPOCTPaHCTBO
The yurt as a semiotic space

TpakToBkW. CyllecTByeT BepCWs, YTO NeEpPBbIN ciaor
«llaH» MPOUCXOAUT OT MHAOMPAHCKOTO — «CaH» —
«COH», YTO O3HauvaeT cosHue. OHa KoppennpyeT ¢
CaMOW KOHCTPYKUMeW LWaHblpaka — KpecTa, 3aK/to-
UYEHHOrOo B KpYyr — APeBHENLLEro B13yasbHOro 3Haka
COJHLA.

LLIaHblpak — aKTUBHbI y4aCTHUK OOPAJ0B U pUTyanoB.
Ocoboe 3HayeHne NMeET B POANILHOW 0BPAAHOCTL:
NPV YacTblX CAyyasx CMepTel MAafeHueB, nocnej
pebeHka C CEMbHO YEPHBIMU KaMeLlKamMu 3aBopayn-
BaAu B 6esyto KOWMY 1 NoABeLIMBaNn K LWaHbIpaky,
a npu 6aaronosyyYHblX pojax Ha Hero HaBelUuuBaNu,
HaHW3aHHbIe Ha NasouKy LelHble NO3BOHKM HapaHa
(>xepTBEHHOTO XMBOTHOrO). CUMTaNOCk, UTO NpU PO-
Aax AeMOHMYeckune cyliectBa — anbacTbl 1 Kapakyc
CMAAT Ha LWaHblpake, oxwugas yaobHoro caydas,
yTobbl 3abpaTb Aywy pebeHka. Buanmo, nogobHble
npeAcTaBieHNs MOCAY>XWAM OCHOBaHMEM Ana yKpa-
LIEHMA KyMOJIbHOIO Kpyra pa3HOLBETHbIMW LepCTa-
HbIMW LUHYpaMK C KMCTOUKammn — askbay. LLaHbipak
CcuMTanca yasBmM3MbiM MeCTOM (Kak v nopor), T.K. He-
NOCPeACTBEHHO FPaHUUMUA C BHELIHUM MUPOM, 6bin
CBOEOOPAa3HOM rpaHNLLEN «Uy>KOro» U «CBOErO».

AHanu3unpys poaunbHble obpsaabl U Mudoaornye-
ckue npepgcraBaeHnsa kasaxos, H. XK. LaxaHoBa [9]
OTMeYaeT OTOXECTB/EHME LaHblpaka C >KEHCKUM
JIOHOM, pOXJZalLWMM Havanom. A ans 3awuTbl po-
>XEHWLbI OT 3/IbIX AyXOB, HbIIO NPUHATO AepXaTb Y
WaHblpaka bepkyTa — cBALWEHHOW NTuubl. CoeanHe-
HWe B LaHblpake ABYX Hayan (My>XCKOro u >KeHCKO-
ro) Nnoj4YepKnBaeT MHOrO3HaYHOCTb TPaANLIMOHHOTO
cumBoOAM3a. B Hapoge WMpoko ObITyroT Gpaszeono-
TM3MbI, CBA3aHHbIE C LUAHbIPAKOM: O HOBOOpPaUHbIX
roBOpAT — «lUaHblpak KeTepai» (co3gann HOBYHO
CEMbHO); «LllaHblpakTapbliH 6uik 6oncbiH!» (pa 6yaet
Balll WaHbIpak BbICOKNM!) 1 T.M.

The etymology of the word «shanyrag» is not
interpreted uniformly. There is a version according
to which the first syllable «shan» comes from Indo-
Iranian — «san» — «son», which means the sun. This is
connected with the design of the shanyrak — the cross
in a circle — the oldest visual sign for the sun.

Shanyraq is an active participant in rites and rituals.
It has a special significance in the birth ritual: in the
frequent cases of infant death, the afterbirth of the
baby was wrapped in a white koshma with seven
black stones and hung on the shanyraku, and in
case of safe delivery, the cervical vertebra of the ram
(sacrificial animal) was hung on a staff. It was believed
that during childbirth demonic creatures - albasty
and garaqus — sat on the shanyraky waiting for an
opportunity to take the child's soul. Perhaps such
ideas served as the basis for decorating the dome
circle with colorful woolen strings with tassels -
ayaqbau. Shanyraq was considered a weak point (and
also a threshold), as it directly bordered the outside
world, was a kind of border between «alien» and
«KOWN».

Analyzing the birth rites and mythological
representations of the Kazakhs, N.Zh. Shahanova
[9] notes that the shanyraq is connected with the
female womb and gives birth to the beginning. And
to protect the woman in labor from evil spirits, it was
customary to hold a golden eagle at the shanyraq,
which is a sacred bird in the understanding of the
Kazakhs.

The union of the two principles (male and female)
in the shanyraq once again underlines the complex
of traditional symbolism. To this day, sayings
connected with the shanyraq are widespread among
the people: About the newlyweds they say, among
others, «Shanyraq koterdi» (a new family has arisen);
«Shanyragtaryn biik bolsyn» (Let your Shanyraq be
high!).

LWaHbipak ycTaHaBAMBaACA C MOMOLLbIO AepPeBsH-
HOrO LWecTa C Pa3BUAKOM B BEPXHEWN YacTW, Ha3bl-
BaeMoro «bakaH». OH y4aCTHUK POAMABHOW U CBa-
febHol obpagHocTu. Kasallku BO Bpems pPoOjoOB
onupannck Ha 3ToT wect. Cuntanocb, uto ¢ Heba
no 6akaHy Ha NOMOLLb POXeHuLe cnyckaeTcs 6o-
rMHsA YMai. Ero ncnonb3ytot u B cBagebHom obpsaa-
HOCTK — «bakaH canbiMAbIK» (MOAAPOK XeHLWMHaM
3a OTKPbITME BOWJIOYHOrO MOKPbLITUSA CBafebHOM
topTbl). CywecTByeT n psaj 3anpetoB, CBA3AHHbIX C
CaKpanbHOCTbIO HakaHa: ero Hesb3s AepXaTb B 1o-
PU30HTaIbHOM MOJIOXXEHWM U NepeLlarnBaTb Yepes
Hero (He ByaeT gocTaTtka, MMWNTCA NOTEHLUN) U Np.

BaKaH — CMbICNOBaa npoekuna MI/IpOBOFO APEBa,
CUMBONINKUA BaPITGPEKa CO BCEMMU €ro CakpaJibHbIMU
3Ha4veHnamMmn.

H. XK. lLlaxaHoBa ycmaTpvBaeT B HeM CUMBOJUKY
«MOPOroBbIX COCTOAHWUIA», a TakXe paccmaTpuBsa-
eT ero Kak «HocuTessa NJoAOopPOoAMNA», BOMOLLE-
HMe MYXCKOW MOTEHUMN, MYXCKOro Hauvana [9,
c. 28-29]. bakaH cBfizaH C UAeen XMU3HU-CMepPTH,
NPOLUNBLIM-HACTOALWMM, OTpaXaeT eJNHCTBO NOKO-
NeHnI, NNoAOpPOANe, Pa3MHOXEHME 1 T.M.

Shanyraq was installed with a wooden pole with a
fork in the upper part, called «Bagan». It is a part of
the birth and wedding ritual. Kazakh women lean
on this pole during childbirth. It was believed that
the goddess Umay descended from heaven on the
bagan to help the woman in labor. It is also used in
wedding rituals — «bagan salmdyg» (a gift to women
to open the felt cover of the wedding yurt). There are
a number of prohibitions related to the sacrality of
the bagan: It must not be held horizontally, and one
must not step over it (there is no wealth, one loses its
potency), etc.

Bagan is a semantic projection of the world tree, the
symbolism of Baiterek with all its sacred meanings.

N. Zh. Shakhanova sees in bagan the symbolism of
«transition» and also considers baqgan as a «bearer of
fertility», theembodiment of male potency, masculinity
[9, p. 28-29]. Bagan is connected with the idea of life-
death, past-present, reflects the unity of generations,
fertility, procreation, etc. (Probably, this can explain
the fact that bagan became a graphic tamga symbol
in the form of the letter V of one of the most numerous
Kazakh genera — Naiman).
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KEPETE / KAHAT
KEREGE / QANAT

Xeke TopnapaaH TypaTbiH KWi3 YIAiH HETi3ri KaHKa-
Cbl — KaHaTTbl KasakTap «kepere» gen aTanabl.
DyHKUMOHANABIK XafblHAaH 6enek 6emKTep (kaHar)
6ip KypbIbIM — Kepere — Kwi3 YI/I,CI,IH, KaHKacblHa
XanfaHagbl. CemuoTukaga VAA4iH kabblpFanapsbl
Lekapa, CbIpTKbl 9/1EMHEH, XaoCTaH Kopluay, AfHU
kopFfay. Kni3z yiae kipebepic (ecik) xaHe WwaHblpak
(TYTIHHIH, WbIFybl) CbIPTKbI 91eMMeH baiiaHbICTbl
peTTece, an Kepere HblWaHAbIK TypAe «oKLiay-
NaHfaH» Kipic-WbIfbIC peTiHAe nariga 6onaasl. byn
FYPbINTbIK TOXipnbeae, MbiCabl, Xepaey paciMiHae
KepiHegi: 6ip yhae (Kui3 yriae) xui kantolc 6bonfaH
Xafpanga, MapKkyMabl KepereHin, 6ip 6eniriH anbin
TacTanTbIH.

Kasak MageHWeTiHAEer KepereHiH, HbllaHAbIK MaHi
YANEeHy paciMAepiHiH, «WwaHblpafblH 6MiK 6OACIH,
KeperesnepiHiH KeH 60ACbIH!» aereH i3ri TinekTepiH-
ae kespecesi. KeH cesiHiH, KO/AZaHbIChI KeH, Ken
ajlam, KoHak, cbinaTblH, 6akbIT, 6epeke T.6.

KaHaT (TopgablH Xeke 6eniri) opTak KepereHiH Kypa-
MbiHA@ TONTbIK, Bipnik (0T6ackl, TybiCckaH AereH
MafblHaza), Tipek, an Kepere — Mbl3fbiMac, bepik ip-
retac MafblHacblH Bingipeai.

ECIK
N BEPb
ESIK / DOOR

ONIeMHiH, 6apAblk MaAEHMNETTEPIHAETI ECIK «B3» XaHe
«beTeH» apacblHAaFbl Liekapa WMAACbIH KepceTeAi
Yw,qermepp,l KOpfay YLWIiH KasakTap Kwi3 yvlp,lH, Kipe-
6epiciHe Hai3a (kapy) opHaTKaH. ECikTiH An3aliHbl yLu
6enikTeH TypaTbiH BEPTUKANAbIH CEMUOTMKAbIK MPO-
eKLMAChl peTiHAe KapacTbipbliagbl: Tebe — XXofapFbl
d/IeMre, ecik XaHe eciK XakTayblHblH, byiip kabbipFfa-
napbl — Oprta anemre, Tabangblipblk — TemeHri anemMre
covikec keneai. EcikTiH Tebeci (MaHgalwa — MaHaal)
Xofapfbl aneMMeH 6GalnaHbICTbl 604bl, MYHbI Xa-
JIbIK, HAHbIMbIHAA SPTYpPJi Majie-xanaZaH CaKTanTbiH
TyMap — KOMAbIHT KSPIXINIriH iny ASCTypi Adnensens.

Ecik >xakTaynapbl «bocara» (kebiHece aK bocaFa — Ku-
eni) Aen atanajpl, onap «TyMap» epHeKTEPMEH alle-
KelneHreH. Xasnblk HaHbIMbIHAA ecik 6aFaHanapbl MeH
6ocaranapbl Kueni opblHAap — YA4iH 6alablfbl MeH
bepekeci ocblHAA >XacbipblifaH. JemMek, ecik XakTa-
yblHa HainaHbICTbl BipkaTap TeiibiMAap 6ap: ecikTiH,
XaKTayblHa cyreHyre («bocaFfafa cylieHbe») Hemece
Kipebepicte Typyfa («bocafasa TypmMa») 6oamangbl.
Ecik KypbINbIMbIHbIH, «Tipek» 31eMeHTi peTiHgeri 60-
cafaHblH, MafblHacbl «laHblpak 6uik, 6ocafa Hepik
60/CbIH!» fereH WUri HUETNEeH epekLLenieHin, MafblHa-
NblK ayAapmaja buik WwaHpipak MeH MbIKTbl XakTay
TineriH 6ingipes,.

YA MeH CbIpTKbl 9/1eM apacbiHAafbl HbIWAHABIK, Lie-
Kapa peTiHaeri Tabanablpblk, CYMMBOAUKANLIK TYp-
ae TeMmeHri aneMMmeH Tipinep afemi MeH esninep
2/leMi apacblHAaFbl LLUEKapa >XaHe Xepsiey-ecke any
pacimiHae KepHeki Typae KepiHeTiH ata-6aba xa-
HbIHbIH MeKeHi peTiHae GaiinaHbiCTbl 6onabl. EpTee
MapKyMHbIH YWiMeH KolTacybiHbiH 6ip Typi peTiHae
TabangpipbIKTa YL peT KeTepin, TyCipy cantbl 6osFaH.
CybIT xabap akenreH agam (94eTTe >KakblH afaMHbIH,

102



4.1 Kniz yii ceMnoTrKanbik KeHicTik peTiHae
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OCHOBHOW Kapkac pTbl, COCTOAWMNA U3 OTAE/b-
HbIX peLleToK — «kaHaT», Ka3axy Ha3blBaroT «Kepe-
re». QYHKUMOHANbHO OTAe/IbHblE YacTK (KaHaT) cBs-
3bIBAKOTCA B €MHYH KOHCTPYKLIMIO — KEpPere — 0CToB
topThbl. B cemmnoTuke cTeHbl JoMa — rpaHuLa, oTropa-
XWBaHWe OT BHELIHEro Mupa, xaoca, T.e. 3awmTa. B
rOpTe BXOZA (4Bepb) M LWaHblpak (BbIXO4 AbiMa) — yCTa-
HaB/MBatOLLME CBA3b C BHELLHUM MUPOM, Kepere du-
r'YpUpyeT Kak CUMBOJNYECKM O3HaAUeHHbI «h3bera-
FOLLMIA» BXOA-BbIXOA. DTU 3HAUEHUs MPOSIBASETCS B
PUTyanbHOM NPaKTUKE, K MPUMepPY, MOXOPOHHOW: Npu
YacTblX CMEPTENbHbIX Cy4Yasx B O4HOM AOMe, yCon-
LUINX BbIHOCKAW, pa3bupas ofHy 13 yacTen kepere.

CuMBOIMYECKOE 3HAuyeHWe Kepere B Ka3axCKoM
Ky/bType obHapyxuBaeTcs B cnoBax Haaronoxe-
NaHW cBafebHbIX LLepeMOHUI: «LlWaHblpafblH Buik
6oncbiH, KeperenepblH keH 6oncbiH!» (aa 6yaet
Ball LUaHbIpak BbICOKUM, a Kepere — Wupokum!).
YnotpebneHune cioBa «KeH» (LUMPOKUIA) NMeeTCs B
BUAY, BMECTUTE/IbHbIW, BMELLatoLW i MHOTO JIH0AEN,
rocTen, cyacTbe, 4OCTAaTOK U T.4.

«KaHaT» (oTAenbHaa 4acTb pelleTkn, ee JOCNOB-
HbI NepeBOJ, «KPbIIO/KPbINbSA») B COCTaBe Kepe-
re HeceT CMbICA CrnJioYveHnda, eagnHEeHNA (I/IMeeTCﬂ B
BUAY CEMENHOE, POACTBEHHOE), MOAAEPXKKY, a «Ke-
pere» — He3bI61eMOCTb, MPOYHYO OCHOBY.

The main frame of the yurt, consisting of individual
lattices — ganat, Kazakhs call it «kerege». Functionally,
the individual parts (ropes) are connected into a single
structure — the kerege — the skeleton of the yurt. In
semiotics, the walls of a house are a boundary, a
barrier from the outside world, chaos, i.e. protection.
In the yurt, entrance (door) and shanyrag (smoke
outlet) regulate the establishment of communication
with the outside world, then the kerege appears as
a symbolically designated «avoiding» entrance-exit.
This is manifested in the ritual practice, for example,
funeral: with frequent deaths in a house (yurt), the
deceased were carried out by dismantling one of the
parts of the kerege.

The symbolic meaning of kerege in Kazakh culture
is found in the words of benevolent wedding
ceremonies, «Shanyragyn biik bolsyn, keregen
ke bolsin!» (May your shanyraq be high and your
keregen be wide!). The use of the word «kefi» (wide)
means spacious, room for many people, guests,
happiness, prosperity, etc.

Qanat (a separate part of the grid, its literal translation
«wings») as part of a common kerege, carries the
meaning of cohesion, unity (in the sense of family,
related), support, and kerege - stability, solid base.

[lBepb BO BCex KyabTypax MUpa COAEPXMWT WAEH
rPaHNLbl MEXAY <CBOUM» N «Uy>XKUM». [1n 3aLumThl
AOMOYaALLEB Y BXOAa B HOPTY Kas3axu yCTaHaBAMBa-
N Hardy — nuky (opyxue). KoHCTpykums asepu
paccMaTpuBaeTcs Kak CemMumoTMyeckas Mpoekums
TPex4acTHOM BepTMKann: MPUTONOKA COOTHOCUTCA C
BepxH1M Mypom, aBepb U HOKOBbIE CTEHKM ABEPHON
pambl — co CpeAnHHbIM, NOPOr — ¢ HUXXHUM MUpPOM.
Mputonoka aBepwn (MaHZalwa - MaHZan — nob)
accouumpoBanacb C BepxHuM mMupom, o yem CBM-
[EeTeNbCTBYET Tpajuums BbiBELMBaHUA obeperos —
nokTeBas KOCTb HapaHa — KapiXinik, KoTopas, No Ha-
POAHbIM NOBEPbAM, XpaHWIa OT BCEBO3MOXHbIX Hea.

Kocsikn paBepun HasbiBaroTCA «bocafa» (4Yalie BCero
ak H6ocafa — CBALLLEHHOE), KOTOpble 6Orato OpHaMeH-
TUpPOBanUCb «0beperoBbiMn» y3opamu. B HapoaHoM
NpeACTaBNeHUN ABEPHbIE KOCSAKU U MOPOT ABAAMOTCA
CBALLEHHbIMM: 34eCb «npaAYyTCcA» 6oraTtcTBo U Haaro-
noayune goma. C 3TuM cBfA3aH psg Taby — Hesb3s Npu-
C/IOHATLCA K KOocsikaM aBepu («bocafafa cyneHbe»)
nnn ctonTb y Bxoda («bocarasa TypMa»). 3HaueHue
«bocafa» Kak «HEeCyLLero» 3eMeHTa KOHCTPYKLMM
ABEpU 3aKpenuaoCh B 61aronoxenaHnm — «LaHblpak,
6umik, 6ocara 6epik 6ONCbIH!» — NOXeNaHWsA BbICOKOTrO
LaHbIpaka 1 KPerkoro ocToBa.

Mopor kak CMMBOJ/IMYECKas FpaH1La Mexay AOMOM
Y BHELLHUM MUPOM COOTHOCUAACH C HUXHMM MUpPOM
Kak rpaHuua Mexzay MUpPOM >XMBbIX U MUPOM MepT-
BbIX M MeCTO OO6UTaHUS Ayl MPeaKoB, UYTO 3PUMO
JEMOHCTPUPYETCS B MOXOPOHHO-MOMWUHaNBHON 06-
PAAHOCTW. B cTapuHy cyliectBoBan obblyain Tpexpa-
30BOrO MOAHVMAHMWSA-0OMYCcKaHUA Tena MoKOWHMKa Y
nopora kak cBoeobpasHoe MpoLLaHue YComLero ¢
POAHbIM JOMOM. YesioBek, MPUHECLLNIA MIOXYH BECTb

In all cultures of the world, the door reflects the idea
of the boundary between «own» and «alien». In order
to protect the households at the entrance of the yurt,
the Kazakhs put naiza — spear (weapon). The design
of the door is considered a semiotic projection of the
tripartite vertical: The lintel corresponds to the upper
world, the door and the side walls of the door frame
to the middle world, the threshold to the underworld.
The lintel (mandaisha — mandai — forehead) was
associated with the upper world, as evidenced by the
tradition of hanging lucky charms — the ulna of the
ram — karizhilik, which, according to popular belief,
protects against all kinds of misfortune.

Door frames are called «bosaga» (usually ak bosaga
is sacred), richly decorated with «protective» patterns.
In the popular conception, doorsteps and the
threshold are sacred places - this is where the wealth
and well-being of the house are hidden. Therefore,
there are a number of taboos associated with a
doorjamb: One must not lean against the joints of the
door («bosagaga stienbe») or stand at the entrance
(«bosagada tdrma»). The value of the bosaga as a
«supporting» element of the door construction is
underlined by the benevolent saying «shanyraq biik,
bosaga berik bolsyn!», which in semantic translation
means the wishes for a high shanyraq and a strong
skeleton.

The threshold as a symbolic boundary between
the house and the outside world was symbolically
connected with the underworld as a boundary
between the world of the living and the world of the
dead and the habitat of the souls of the ancestors,
which is visible in the funeral ritual. In ancient times
there was the custom of lifting and lowering the body
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eniMi Typanbl ecKepTy) KYHAENKTi eMipae KaTaH Tbini-
bIM Ca/iblHFaH apekeT — TabanablpbiKTbl HackIn, ecik
XakTaynapblH KoagapbiMeH KepreH. by nwapa enim
Typanbl «xabapabl» bingipreH.

«Ep asam kaWTblc 6osfaH >XafpaWfa, >kecip aven
cant GoMbIHLA OHbIH, TYbICbIHbIH, deni 6oaabl, erep
OJ1 TYPMbIC KYPFbIChl KEJIMece, OfaH TabanAblpbIKneH
Hekere Typy YCbIHbIIAbI. Byn >ecip anengiH, Kantbic
6onfaH KyWeyiHiH pyXbIMeH Hekede KanfaHblH 6in-
aipegi», — gen xa3sagbl [5, 175 6.].

YiineHy pacimiHae Tabanablpblk, MaHbI3abl 60a4bl.
KeniHHiH, KaliblH aTacbIHbIH, KMI3 yiliHE HEMece «OTa-
yFa» (KaHa KeniHAepaiH KWi3 yihiHe) anfalkpl Kipyi
6ocaraga yw peT minin, 6acbiH ecik baraHacblHa Cyi-
en, TabanablpbiKTbl TEK OH, asfbiMEeH aTTanTbiH. byn
ninynepp, eH Xofapbl gapexeseri Tar3biMm benrinepi
peTiHae, aTa-babanapablH, pyxTapblHa, KaliblH aTafa
>KSHE KalblH eHere apHaafaH.

ToP
TOR

Kni3 yiigiH, eciriHe Kapama-Kapcbl eH, KYPMeTTi OpbIH
— epekLe Typae bykTenreH Tecek-opbIH, XYK XMUbIH-
TblfbIMeH GenrineHreH Tep. H.XX. LlaxaHoBaHbIH
nikipiHwe, 3atTapabl (Tecek — opbiHAapAbl) 6ykTey-
AiH 6yn TaCini «KyHapablablK (Kenbananbiibik) — H6ai-
NbiK-6aKbIT> naesnap TisberiH beiHenelngi [9, 32 6.].
Byn naes TykTi Kinemaep MeH Kui3 KinemaepaiH, se-
KOopAapbIMeH, keprenepaiH 6apabik sepaik Typaepi —
Kypak, KepneHiH CaHIMeH XaHe by KypblibiMAbl 6e3-
eHZipreH XacTbikneH pactanagbl. Keperere, KypmeTTi
OpbIHHAH Ca/1 XOfapbl Kapy->apak, KamLbl, AOM-
6blpa >KaHe LaHall TaCiNiMEH CbIMbIPblabIMN aablHFaH
XKbIPTKbILW aHAapablH, Tepinepi (Kkackbip, TyAki, T.6.)
iniHai. byn 3atTapablH, 9PKAMCbICHI TYMap KbI3METiH
atkapabl. Tepre apgaribiM KypMeTTi KOHakKTap OTbl-
PFbI3bLIAbl, OUTKEHI Ka3ak MaAeHMeTiHAEe KOHaK —
Xofapbl KywTepaiH, enwici caHanfaH, COHAbIKTaH
OHbl XaKCbl KapCbl any, TaMakTaHAbIpy XaHe KypMeT
KepceTy Kepex.

OLLAK,
KA3AHAbIK / KASAH

OYATr /
KOTE/1 / KA3AH

OSHAQ / QAZANDYQ / QAZAN /
HEARTH CAULDRON/QAZAN
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OwaKk—TypFblH Y KEHICTIriHiH MafblHaNblK OPTasblfbl,
0THaChIHbIH, /1-ayKaTbIHbIH, HbllaHbl. MyHAa ac a3ip-
neHin, kacnetti OTka — oWakTblH, MeciHe KypbaHAbIK,
WanbiHagbl (Ka3aKTapablH, YANEeHY LUKAIHE eHri3inreH
«0TKa MaWi Kyto» bipbIMbl). Kyiiey XiriTTiH yiiiHe anfaLu
peT KipreH KanblHAbIK OLWAaKTbIH OTbIHa epireH Maigbl
KylfaH, XvHanfaH arengep: «OT-aHa, Man-aHa, xa-
pblaka» Aen TinereH. OwakTbl KacTepsey OTTbl KyAain-
NaHAblpysaH 6acTay anajpl, OHbIH i3i Ka3ak, MaJeHuN-
€TiHiH, Backa fa KenTereH anemeHTTepiHAe (Mbicanbl,
KyAn4i 6acnay) 6ankanazbl.

MapKyMabl XOKTay KesiHAe anengepaiH, Kuis ynain
TOpblHa Kapan ollakka apkacblH 6epin OTblpybl, CON
apKbIbl KWEeNi opTanbikTbl AXanjaH, 0 LYHUEHIH Ky-
aTblHaH >abybl Aa OWaKTbiH OMipMeH HanaHbICbIH
aHfapTagbl. EH KOPKbIHbIWTbI KapFblC «OlwaKTa OTbIH,
COHCIH» JlereH ce3aepae Xatblp.

Typki MaaeHweTiHAeri eneyni TaHba 6osbin Tabblia-
ThIH Ka3aHAblK, OLUAKMNeH MafblHaMblK HalnaHbiCTa.



4.1 Kniz yii ceMnoTrKanbik KeHicTik peTiHae
FOpTa Kak ceMmnoTMYeckoe NPOCTPaHCTBO
The yurt as a semiotic space

(06bI4HO O cMepTH 6M3KOTO eckepTy) — HacTynan Ha
Mopor v pykamu MoANMpan Kocsk ABEpW, UYTo 6bIo
KaTEropMyecku 3anpeLLeHo B NOBCEAHEBHOCTU. ITOT
XecT coobLan o cMepTy.

«B cnyyae cMepTV MY>KUMHBI, BAOBa MO CyLLECTBO-
BaBLUeMYy OOblyato, CTaHOBWIACb XXEHOW ero poj-
CTBEHHWKA W, €C/IN OHa He Xesnana BbIXOAUTb 3aMy>K,
en npegsaranv coyetatbcs 6pakoM C MOPOromM. 3710
03Hauyano, YTo BAOBa OCTAETCA B CYyMNpYy>eCTBe C Ay-
XOM ymepLuero My>a», — nuwer [5, c.175].

BaxkHoe 3HaueHWe nMen nopor B cBagebHoM 0bpas-
HocTW. [NepBOe BXOXAEHWE HEBECTbI B HOPTY CBeKpa
AN B «oTay» (HopTa MOJNIOAOXEHOB) JOXKHO OblIO
COMPOBOXAATHCA TPEMS MOKJIOHAMU Y Nopora, Npu-
C/IOHVBLUNCL TOJIOBOW K KOCSIKaM JBepu W nepe-
CTYNWB NOPOT UCKAKOUUTENBHO MPaBON HOTOW. ITK
MOK/OHbI KakK 3HaKuW MOYUTaHWs BbICLLEN CTEMEHM,
npeAHasHavyaancb — AyxaM-NpeskoB, CBEKPY U CBe-
KPOBMW.

three times at the threshold of the dead as a kind of
farewell of the deceased from his birthplace. The man
who delivered the bad news (usually about the death
of a close relative eskertu) stepped on the threshold
and his hands supported the doorway, which was
strictly forbidden in everyday life. This gesture
conveyed a «message» about death.

In the event of a man'’s death, the widow became the
wife of his relative, as was customary, and if she did
not wish to marry, she was required to marry with a
threshold. This meant that the widow remained married
to the spirit of the deceased husband» [5, p. 175].

An important threshold in the wedding ceremony.
The bride's first entry into the father-in-law’s
yurt or «otau» (yurt of the newlyweds) had to be
accompanied by three bows at the threshold, leaning
her head against the joints of the door and crossing
the threshold exclusively with her right foot. These
bows were meant as a sign of highest reverence -
to the spirit ancestors, the father-in-law and the
mother-in-law.

Hanpotve aBepw topTbl pacnosiaranocb camoe no-
yeTHOE MECTO — Tep, MapkMpoBaHHOe Habopom
MOCTe/IbHbIX NMPUHAANEXHOCTEN — «XKYK», CKAajblBa-
eMbIx 0cobbiM o6pa3zomM. Mo MHeHuto H. XK. LaxaHo-
BOW, Takou crnocob ckiafbiBaHUA Bellen (nocTenb-
HbIX MPUHAANEXHOCTEN) BOCXOAUT K OTPa>KEHUHO
Lenoykn naen «naogopogme (NAoL0BUTOCTb) — 60-
ratcTBo — cyactbe» [9, . 32]. 3Ty naero Noasepxu-
BaeT JeKOp BOPCOBbIX W BOWIOYHBIX KOBPOB, BCe-
BO3MOXHbIX OfeAN — «kypaK Keprne», a BEHYatoT 3Ty
KOHCTPYKLMIO MOAYLLKMN — «XKACTbIK». Ha kepere, uyTb
BblLLE NMOYETHOrO MeCTa, BbIBELLNBAIN OPYXME, KaM-
4y, AOMOpPY W LUKYpPbl XWULLHbIX XXMBOTHbIX (BOJIKOB,
aenu 1 T.4.). Kaxzabli U3 3Tux NpeAMETOB BbIMOJHSAN
dyHKUMo obepera. Tep — MeCcTO NOYETHbIX FOCTeR,
MOCKOJbKY KOHAK, (roCTb) B Ka3axckoW Ky/abType —
3TO MOCAaHHMK Bbicwmnx cun, koToporo ciaeayet
CepAeYHO BCTpeYaTb, Yrowatb U NpPosBAATb 3HAKM
yBaXKeHus.

In front of the door of the yurt was organized the
most honorable place - tor, marked with a row of
bedding zhik, folded in a special way. According to
N. Z. Shahanova, this way of folding things (bedding)
goes back to the reflection of the chain of ideas
«fertility (fertility) — wealth — happiness» [9, p. 32].
This idea is reflected in the decoration of pile and
felt carpets, all kinds of blankets — quraq korpe, and
this design is crowned by pillows — zhastyk. On the
kerege, just above the place of honor, hung weapons,
kamcha, dombra and skins of predators, removed
stockings (wolves, foxes, etc.). Each of these items
had a protective function. The guests of honor always
sat on the tor, because the qonaq (guest) in Kazakh
culture is an emissary of the higher powers, who
should be well received, entertained and respected.

Owak (Ouar) — ceMaHTUYeCKMi LEHTP XMUAOTo MpPo-
CTPaHCTBa, CMMBOJ H1aronoay4ums ceMbu. 34eCb ro-
TOBW/IACh MULLA, MPUHOCUTCA >XepTBa CBALLEHHOMY
OrHro — x03fiMHy ouvara (06psf «OTKa Mall Kyro»,
BKJIFOUEHHbIN B CBaZebHbIA LKA Ka3axos). Bnepsble
BCTYNMBLUAA B AOM >KeHWXa HeBecTa HaauBana pac-
TOMJIEHHbIV XMWP B OFOHb O4Yara, a NPUCYCTByOLLME
XEeHLWMHbI npurosapuan: «OT-aHa, Mali-aHa, Xa-
pbUiKa» — «MaTb-OroHb, MaTb-YMai, 6aarocnosum».
MountaHWe ouara BOCXOAUT K OBOXKECTBAEHWNIO OTHS,
cnelbl KOTOPOro MPOSABAAKTCA U BO MHOTMX APYrux
3NeMeHTax KynbTypbl Ka3axoB (HanpvMep, He HacTy-
naTb Ha 301y).

CumBoanueckasn cBasb o4ara ¢ XunsHbto nogyepku-
BaeT M TOT daKT, YTO NpW OnaakMBaHWWU MOKOWHO-
o, >eHLUMHbl BCTaBaAu CMWHOW K ouyary JMLOM K
peLleTkam rpPTbl, TEM CaMbiM MPUKpPbIBas cakpasb-
Hbl LeHTp oT CMepTW, 3HEpPrum MOTyCTOPOHHErO.
Camble cTpallHble MPOKAATUA 3akItOYEHbl B CI0Bax:
«OlwakTa OTblH COHCIH» («NyCTb MOracHeT OroHb B
TBOEM ouare»).

Oshaq (hearth) is a semantic center of the living
space, a symbol of the family’s well-being. Here food
is prepared and sacrifices are offered to the sacred
fire — the host of the hearth (the rite «otga mai kuyu»,
which is part of the wedding cycle of the Kazakhs).
The bride, entering the groom’s house for the first
time, pours melted fat into the fire of the hearth,
and the women present utter a phrase: «Ot-ana,
Mai-ana, zharilga» - «Mother-fire, Mother-Umay,
bless me». The worship of the hearth goes back to
the idolization of fire, traces of which can be found
in many other elements of Kazakh culture (e.g., not
stepping on ashes).

The association of the hearth with life is also
emphasized by the fact that when mourning the
deceased, the women stood with their backs to the
hearth and faced the yurt's bars, thus protecting the
sacred center from death, the energy of the afterlife.
The most terrible curses are contained in the words,
«Oshagta otyn sonsin» («Let the fire in your hearth
go out»).
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AfAWl TOCEK
AEPEBAHHAA KPOBATbD
AGASH TOSEK / WOODEN BED

KasaHHbIH, kneni 6onybl — 6ykinanemaik kybbiabiC.
Monwbinbik (6Mip caybiTbl) naesnapbl OHbIMeH Hail-
NaHbICTbl, ON1 OMIPAIH, XXaHaPYAbIH, KainTa TyblayablH
capkblIMac kaiHap ke3i 60abIN caHanakbl XoHe 63-
repTywi KywTi 6eiHenengi.

KazaHHbIH, MUOTIK-FyYpbINTbIK MapTebeci cak maje-
HWeTiHae Balikanagbl, ON Kyaanblk, aTpnbyT 6oabin
caHangpl. KentereH apxeonornanblk, Matepuangapsbl
Tangay MeTa/sl Ka3aHAbIKTbIH <«KOFapbl 9l1€yMETTIK
Japexe eKinAepiHiH HblWaHbl», «py, Py, Tanna acbl-
pyLbICbl MeH BacLbICbIHbIH, 6enrici», «bunik 6enrici»
ekeHiH kepcetTi [2, 115 6.]. Ocblnanwa, xanblK Ha-
HbIM-CEHiIMi BOMbIHLLA XEeTi acbll MeTaNAblH, KOPbIT-
nacblHaH XacasfaH TYPKiCTaHAbIK, «TalkasaH» ByriHri
KYHre AeliH UTiNiKTiH K1esi HbllaHbl peTiHae KacTep-
JleHin keneai.

KyHaenikTi TypMbICTa Ka3ak KasaHAbl TOHKepYyre Tbli-
bIM canfaH. MyHzaan apekeTt Tepic Aen 6HafanaHbin,
eMipgaiH, aakTanyblH, eniMai (emip kesi KypfafaHbIH)
6ingipai. KasaH kacueTTi aTpnbyT peTiHae HepekeHiH,
HbllaHbl 60/bIN Tabblnagbl, COHAbIKTaH ON eluKa-
WwaH 6oc 6onmaybl kepek. «KazaH-olwafbiHaH KyT
KeTnecinH!» (OCbl YAAIH, PU3bIFbl TayCblIMACbIH, YAAEH
6aKbIT KeTneciH!) AereH Tinek-HUEeTNEeH, WaHblPaKTbiH,
TOKTbIfbIH MEH3€eW OTbIpbIf, TybiHe biFKU Bip Kacblk
Mal kanablpatbiH [6, 25 6.].

KazaH Tek KaHa aTafblk, Teri apkblibl Mypa peTiHAe
KaAZblpblifaH, an erep OHbl cypan anfaH 60/ca, OHbl
60C KanTapyfa HeMece KynafblHa aK Lwybepek (akTblk,
6arinay) bannamain kantapyfa 6onmainigpl. Ak Mata
bIAbIC-asAKTbIl, AFHW YWaeri bepekeHi Kopfalabl Aen
CEHreH.

TabangblpblkTaH OHFfa Kapan (epnep >afbl) LWbI-
MbIAAbIK MepAeciMeH 6eniHreH KoXXalblHAapPAbIH,
TecekaFfalwl Teceri opHaTbingbl. Kasak MaaeHMeTiH-
Jeri KepeyeTTiH, JeKopblHa epeklle MaH bepinreH.
L. X. TokTabaeBa 6blnain aen >asafbl: KasakTap-
AblH A3CTypiHAe Tecek Heke TeceriH, oTbacbl MeH
Heke 6aKbITbIHbIH MbI3fbIMACTbIFbIH  OelHenereH,
COHAbBIKTAH OHbl MYMKIiHAiriHWe 6an 6e3eHaipyre
ThIPbICTbI, 6yl Heke HaKbITbIH CUKbIPAbI TYPAE bIHTa-
NaHAblpasbl XaHe TUiciHWe oTbackl MeH 6albIKTbI
apTTblpabl Aen ceHreH [6, 267 6.]. TecekTiH (Hemece
Ke3 KenreH H6acka >xuhazapblH) anfawkbl OpPHATLUTYbI
apKallaH aMenfepain, CblMabliKTapbIMeH JactapxaH
6acbiHAa XMHaNybIMEH KaTap >XYPA.

YamypTtrapaa ofeMi alekelneHreH Tecek yuaiH, oT-
6acblHbIH, HblWaHbl 601N Tabblnagbl, 6y OHbIH, >ac
aWengiH anfalkbl TeCeK cany paciMiHAe KepiHeai.
Erep yamypTtTapaa Tecek cany fypnbl 6osca, bypsT-
Tapaa, KepiciHLle, TOCEK XMNHAY Fyprbl KOAAaHblAA4bI.
TecekTiH, anfallKkbl >alhblaybl FYPbINTbIK SHAEPMEH
eTesi, an Tecek-opbliH apacbiHa Xac oTbacbiHa baii-
JIbIK, Tiley HUETIMeH aklua ThikkaH. KasakTap >aHa-
JaH oTay KypfaH >Xac >XybannapablH, ToceriHiH, 6ipiH-
Wi peT canbiHyblHa Hanacbl3 anensepai >xonatnaraH.
CoHpan-ak, KeniHre >OAAacbiHblH, aKe-LielleciHiH,
TeceriHe XaTyfa pyKcaT eTi/IMereH.
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C ouarom cemMaHTU4YeCKn CBA3aH W KOTeJl, KOTOPbIN B
THOPKCKOW KyNbType ABASETCA 3HaYMMbIM CYMBOJIOM.
Cakpanvzaums Kotna — obwemmnpoBoin peHomeH. C
HWUM CBSi3aHbl MAeu N306Uans (COCYA XKM3HU), OH CUK-
TaeTCs HemccskaemMbiM UCTOYHUKOM >KM3HW, OOHOB-
NEeHVA, BO3POXAEHMA N ONMLLETBOPSET COBOM TpaHC-

dbopmupytoLyto cuay.

MudopuTtyanbHbIA CTaTyC KOTAA NPOCNEXMBAETCA B
CaKCKOW KyNbType, rAe OH cumTancs 60XecTBEHHbIM
aTpubyTOM. AHaNIM3 MHOFOYMCNEHHbBIX apXeoaornye-
CKWX MaTepuanoB nokasas, YTo MeTalanYyeckuii Ko-
TeN ABNAETCA «CUMBOJIOM MPeACTaBUTENEN BbICOKOTO
COLMaNbHOrO paHra», «NpuU3HakoMm KOpMWbLLa U rna-
Bbl POAQ, NMJIEMEHU», «CUMBOJIOM Baactm» [2, ¢. 115].
Tak, TypkecTaHCcKnin «TarKka3aH», N3roTOB/EHHbIN MO
HapOAHOMY MOBEPbLHO M3 CraBa CeMU 61aropoaHbIX
MeTaN/IoB, NOUUTAEM MO Cell AeHb Kak CakpasbHbli
cumBOA Baarononyums.

B noBcegHeBHOCTM Kasaxu 3anpeLyatoT nepesBopa-
uMBaTb KasaH (BBepx AHOM). Takoe AelncTBMe oOLe-
HMBANIOCb KaK HeraTMBHOE M O3Hauyasio KOHEeL, XWn3-
HU, Tnbenb (UCCAK UCTOUHUK XM3HM). KasaH Kkak
CBAILLEHHbIV aTpUbYT — CMMBOA AOCTaTKa, MO3TOMY
OH HUMKOrAa He Ao/XeH 6bITb NycTbiM. B Hem Bcerga
OCTaBASIM HA [OHbILLIKE XOTA Obl TOXKY Macna, 4to
CMMBOJIN3MPOBAJIO CbITOCTb B CEMbE COMaCHO MOXe-
NaHuam gomy: «KasaH-olwarbiHaH KyT keTneciH!» (Ja
He nepeBejeTca NuLlia B 3TOM AOMeE, Aa He MOKUHeT
cyactbe Baw gom!) [6, c. 25]. KasaH nepegasancsa no
HacneAcTBy WCKAOUUTENBHO MO MYXCKOW MHUW,
a ec/n Cay4yanocb €ro Ofa/KMBaTb, TO He JOXKHbI
6b1v BO3BpaLLaTb NyCTbiM UAW NPUBA3LIBAAN K YLLKY
6enyto TkaHb (aKkTbik Hainay) — 6enas TkaHb obepe-
raeT f0OCTaToOK AOMa.

HanpaBo ot nopora (My»Xckaf CTOpOHa) yCTaHaB-
NMBanacb KPOBATb — «TOCEKAFaLL» XO35€B, OTAE/eH-
Has 3aHaBeCKOW — «LWbIMbIIAbIK». [JeKkopy KpoBaTu
B Ka3axCKOW Ky/nbType yaensnm ocoboe BHUMaHue.
LU. XX. ToxTtabaeBa oTMeyaeT, YTO «B TPajMLMM Ka-
3ax0B KpoBaTb CMMBOAM3MpOBana bpayHoe noxe,
HEPYLUMMOCTb CEMbM WK CYMPY>XXECKOro c4yacTb4,
MO3TOMY ee CTapaaucb Kak MOXHO 6oraye pgeko-
pUpOoBaTh, YTO AJOMXKHO 6bINO Marnmyecknum obpa-
30M CTMMY/AMPOBaTb CYMpy>Xeckoe cyacTbe W, COo-
OTBETCTBEHHO, yBeMUeHme ceMbyn 1 boratcTea» [6,
c. 267]. MNepBas ycrtaHoBKa kpoBatn (Mau nro6OM
Apyron mebenn) Bcerga conpoBoOXKAanach XXeHCKM-
MM 3aCTO/IbAMU C MogapKamu.

Y yamyptoB 6o0rato ykpalleHHas KpoBaTb fBJf-
€TCs CUMBOJIOM JIOMa, CEMbW, YTO MPOSABASETCA B
o0b6psje ee NepBOro 3acTUNaHUs HOBOWCMNEYEHHOM
XEHON. Y BypaT npaktukyetcs, HaobopoT, obpsaa
paccTuaaHna kposaTu. MNepBoe paccTuaaHune Kpo-
BaTW MPOMCXOANT NOJ PUTYyabHble MECHU, a MexXay
MOCTEIbHBbIMW MPUHAAIEXHOCTAMMN NPATaNN JeHb-
T C noxenaHusMu cembe boratcTea. Kasaxu k nep-
BOMY paccTuiaHno BpayHoro n1o>xa MONOAOXKEHOB
He gonyckann 6e34eTHbIX XeHLMH. Takxe He no-
3BOJIANIOCH HEBECTKE JIOXKUTCA Ha KpoBaTb poAnTe-
new cynpyra.

The cauldron is semantically linked to the hearth,
which is an important symbol in Turkic culture.
The sacralization of the cauldron is a worldwide
phenomenon. It is associated with notions of
abundance (the vessel of life), is considered an
inexhaustible source of life, renewal, rebirth, and
embodies a transformative power.

The mytho-ritual status of the cauldron can be traced
back to the Saka culture; it was considered a divine
attribute. The analysis of numerous archaeological
materials has shown that the metal cauldron is a
«symbol of the representatives of a high social rank»,
«sign of the breadwinner and the head of the family,
the tribe», «symbol of power» [2, p. 115]. Thus, the
Turkestan «taigazan», which, according to popular
belief, consists of an alloy of seven precious metals, is
revered to this day as a sacred symbol of prosperity.

In daily life, Kazakhs are forbidden to turn the qazan
(upside down). Such an action was considered
negative and meant the end of life, death (the source
of life dried up). Kazan as a sacred attribute — a
symbol of wealth, so it should never be empty. On
the bottom always remained at least one spoonful
of oil, which, according to the wishes of the house,
symbolized satiety in the family: «Qazan — oshagynan
qut ketpesin!» (May the food in this house never end,
the happiness of your house never fade away) [6,
p. 25]. Qazan was passed by inheritance exclusively
through the male line, and if it happened to borrow,
they should not have returned empty or tied to the
ear white cloth (Aqtyg bailau). Probably, this act
emphasizes the most important sacral and functional
«duty» of the Qazan — not to stop giving food, to feed
(to feed, to eat).

On the right side of the threshold (male side) was
installed owner's bed — “toésekagash”, separated with
curtain — shymlyldyq. The decor of the bed was given
special attention in Kazakh culture. Sh. Tokhtabaeva
writes: in the tradition of Kazakhs the bed symbolized
the marriage bed, the inviolability of the family and
marital happiness, so they tried to decorate it as
much as possible, which was supposed to magically
stimulate marital happiness and, accordingly, the
increase of the family and wealth [6, p.267]. The first
installation of the bed (or other furniture) was always
accompanied by feasts with gifts for the women.

Among the Udmurt, the richly decorated bed
is a symbol of the home, of the family, which is
manifested in the ritual of the first preparation of
the bed of the newly married woman. If the Udmurt
practice the ritual of making the bed, the Buryats, in
contrast, practice the rite of spreading the bed. The
first spreading of the bed takes place under ritual
chants, and between the bedding hides money with
the wishes of the family fortune. Kazakhs to the first
spreading of the marriage bed newlyweds do not
allow childless women. Also, the daughter-in-law was
not allowed to lie on the bed of the parents of the
spouse.
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CAHABIK,
CYHAYK
SANDYQ / CHEST

Kniz ynain, iwki GeniriHae caHAblK epeklle OpblIH
angpl.

L. X. ToktabaeBaHblH MiKipiHWe, Ke3 KeareH 3aTt
CaNblHATbIH CbIAbIMAbIAbIK, OHbIH, ilIiHAE CaHAbIK
«dWeNAik TymnHeriare >ataTblH KybICTap peTiHAe
TYXblpbiMAaManaHfaH» [6, 265 6.]. byn kazakrtap-
AblH 60CaHy fyprblHAA Aa epeklle KepiHiC TankKaH:
anfallkbl Tonfak KesiHge H6ocaHy oHai 6onybl yLiH
CaHAbIKTapAbl allbln KO dAeTKe alHaifaH.

TypAi enwempaeri caHAbIKTap Tecek-opblIHMeH bipre
(KYK) KWi3 YAAIH eH KYPMeTTi OpHbl — Tepre opHa-
ToIiabl. Onap Kasak, KesiHiHiH, yliineHy TolblHa Aei-
iH XXWHaNfaH >KacayblHblH, MiHAETTi 3n1eMeHTi 6oabin
Tabblnagbl. YNeHy TOMbIHbIH, CaHAbIFbl KenTereH xa-
NbIKTApAbIH, CanT-A3CTYPIHAE Ke3zeces,.

Meicanbl, MopaBasa caHabIK XWHay bipbiMbl 6045l
O anAbIMeH «3yJIbIM pyXTapAaH» Luam, Ty3 >aHe T.0.
apKblabl Ta3apTblijbl, COAaH KeniH TybiHe «caHAablK
eMip 6olibl 6oc boamackIH, Xactap 6al emip cypciH»
JEereH HveTneH aklla, TafaM, blAbIC-askK CablHAbI.
¥Kcac dyHKUMANapAbl CnaBsHAAp apacbiHAa YiAaeHy
TOWbIHbIH, CaHAbIFbI OpblHAaAbl. H. H. ToHUapoBaHbIH
[1] nikipiHLe, peceinik yneHy caHiblKTapbl acTapbl
Hemece KepHeki ctoxeTTep, GOoNbKNOPbIK apxanka-
NbIK CHOXETTep, BUBAMANLIK CHOXKETTEP, «HbllaHAap
MeH TaHbanap» KOJAaHbLIFaH CHOXETTEP, ©ciMAaik
OH0-epHEeKTEpI XaHe T.6. beliHenelTiH 6enrini 6ip cy-
peTTik TaHba-MaTiHAepMeH 6osanfaH. Kasak KeniHiHiH,
CaHAbIFbl «CaHAbIK allap» PaciMiHAe, sFHWU KaTbICbIM
OTbIpfaH anengepre MiHAETTI Typae MaTaHblH, KeCiH-
AiNepiH — XbIPTbIC YAECTipy apKblibl KajblHAbIKTbIH,
>KacayblH KepceTyae «Heri3ri TyniH» 6osbin Tabblia-
abl. MyHAaFbl XbIPTbIC — OCbIHAAN CanTaHaTTbl Lapa
9P LWaHbIpakKa >YfbiCTbl BO/CbIH AereH MakcaTTbl
MeH3ereH.

KazakTap caHAblKTapAbl MaKcaTbiHa Kapan ap TypAi
Kesnemge XacafaH. Kazipri 3amaHfa gewiH gepnik Ka-
3ak ariensepi kbiMbaT MaTaHblH, KeCiHAiNepiH, canta-
HaTTbl KMIMAEPAI, KYMIiC XaHe backa Aa KbimbaT 3aTt-
Tapabl caHAblKTapFa cakTan keareH. CaHAbIKTbIH Kueni
CUNaTbiHbIH, KepceTKili an-aykaT mneH epkeHAeyAai,
COHAal-ak, MaHbI3abl 0T6ackIbIK, MypaHbl benHenen-
TiH «CaHAbIfbIH, KyMicke ToNabepciH!» gereH gactypai
6aTaga xatblp. CaHablk 6enrini 6ip KyLwTiH (OH Heme-
ce Tepic) «cakTayLbICbl» peTiHAe Ae apekeT eTTi. Typ-
Ki XanblKTapblHblH, GOABKAOPbIHAA TYPAi MblCcangap
kenTipinreH: «Hapt» kKahapmaHablk 3NOCbIHbIH, 6ip
HyCcKacbiHAa LUMKAOMNTbIH (EMEreHHiH) KblibIWbIHbIH,
Kapa caHAblKTa cakTaifaHbl Typanbl ManimMeT 60ca,
backa anocTapga Tafablp KiTabbl cakTasfaH anTbiH
CaHAbIK, Typabl capblHAap Ke3gecei.

KEBEXXE / ACAAAN
KEBEZHE / ASADAL
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CaHabIKTbIH (kopanTbiH) 6ip Typi — kebexe (a3blk-
TYNiK TaMak, cakTayfa apHasfaH), 0N MOJLUbIAbIK MeH
b6epekeHi BingipeTiH Or0-6pHEKTEPMEH, SFHUN KYMbIH-
Abl TYIepHEKNEH, WIMaNMeH, MyWni3ai byrpanapmMeH
XaHe T.6. 6ain 6eseHgipinreH.

KasakTa «Ap bip ynge bip kebexe kanaaa 6ony Ke-
pek» aereH ce3 bap [7, 267 6.]. KebexeHiH 6epekeHiH,
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Ocoboe MecTo B MHTepbepe PTbl 3aHUMaN «CaH-
AblK» (CYHAYK).

Mo MHeHuro L. XK. ToxTtabaeBol, ntobble eMKOCTH,
BKJIFOUAs CYHAYK «OCMbICAMBAANCL KakK MOAOCTK, OT-
HOCKMbIEe K Y>XEHCKOW nnocTtacu» [6, c. 265]. O1o noa-
YepKMBaeTCs U B POAUIbHOW OBPSAHOCTM Ka3axoB:
NpwW NepBbIX CXBaTKax bbl10 NPUHATO OTKPbIBaTb CyH-
AyKW, 4TOBbI POAbI BbINN NErKMMU.

CyHAyKun pa3Horo pasmMepa BKyne ¢ nocresbHbIM 6e-
NbeM (KyK) yCTaHaB/AMBaINCb HA CAMOM MOYETHOM B
topTe — Tep. OHM — 06s3aTe/bHbIN 3NEMEHT NpUAaH-
HOFO Ka3axCKOW HeBecCTbl, B KOTOpble cobupanock ee
npuaaHHoe 3a40ro Ao cBasbbbl. CBasebHbIN CyHAYK
burypupyet B 06psgax MHOrMX HapoAoB. Hanpumep,
B MopzBe cyLiectBoBan 06psag ykaagkm CyHAyKa, KO-
TOPbIV BHayase O4unLLaAn OT «HEUYUCTON CUAbI» CBE-
YOW, COJIbIO U T.4., @ 3aTEM Ha AHO KA/ AEHbIW, eay,
nocyay — «4tobbl CyHAYK BCH >XM3Hb He Obla MyCT,
4TO6bI MONOABIE XWNAK 6oraTto». AHanornYHbIe GyHK-
LMW BbIMOAHAN CBaAebHbIV CyHAYK Y cnaBsH. Pycckume
cBafebHble cyHAyKn, No MHeHuro H. H. FToHuapoBol
[1], pacnincbiBannce onpeaeneHHbIMU XXMBOMUCHBIMMN
CMMBOJIAaMU-TEKCTaMK, OTpaxkaroWwMu MpuTUYEBble
AN Ha3ngaTesibHble CHOXETbl, GObKNOPHON apxa-
nKN, Bubnenckme CroXeTbl, CHOXETbl C UCMONb30Ba-
HMEM «CMMBOJIOB U 3MbBAeM», pacTUTeNbHble OpHa-
MeHTbl U ap. CyHAyK Ka3axXxCKOW HEeBECTbl ABAAETCA
«K/OYEBbIM» B 00psje «CaHAbIK awwap» (OTKpbITUE
CYHAyKa), KOTOPbIA npeanosiaraet AeMOHCTpaLuIo
NPUAAHHOIO HeBeCTbl ¢ 06A3aTeNbHON pa3gayen oT-
PEe30B TKaHW — XbIPTbIC, MPUCYTCTBYHOLLUM >KEHLLN-
HaMm. 34eCb XbIPTbIC CUMBOAN3MPYET NpUobLLeHME K
TOP>KECTBEHHOMY COOBITUIO C LIe/IbI0 €ro OCYyLLecT-
BJIEHMSA B KaXX/0M CeEMbe.

Y Ka3axoB CyHAyKW W3roTaBAMBa/MCb PasHbIX pas-
MepOB B 3aBWCMMOCTW OT npejHa3sHaueHus. lMpak-
TNYECKMN A0 COBPEMEHHOCTU Ka3alWKkun XpaHuan B
CBOMX CyHAYKax OTpe3bl JOPOrmx TKaHen, napasgHyro
ozexay, cepebpo n apyrue goporve Bewun. MNoka-
3aTesieM CakpanbHOro xapakTepa CyHAyKa sBAseTcs
TpaguumoHHoe bnarocnaenerue: «CaHAblK KyMmicke
TonabepciH!» («MycTb TBOM CyHAYK HaMOAHAETCA ce-
pebpom!»), uyto cumBOAM3MpOBano 6Haaronosyuve
M [OCTaTOK, a TakXe 3HAUMMYIO CEeMENHYH penuk-
BMto. CyHAYK BbICTYMaN N «XpaHUTENEM» HEKON CUbI
(NonoxumTensHOW WK oTpuuaTensHor). donbkaop
TIOPKCKUX HApPOAOB JAEMOHCTPUPYET pas/iMuHble
npuMepsbl: B OAHOW M3 BEPCUN repomnYecKkoro 3mno-
ca «HapTbl» BCTpeyatoTcs CBEAEHMS O TOM, UTO MeY
umMkaona (3MereHa) XPaHUTCA B YUEPHOM CYHAYKe, a B
APYrUX 3nocax — MOTUBbI C 30/10TbIM CYHAYKOM, rAe
XPaHWUTCA KHUra Cyabobl.

A special place in the yurt was occupied by the
“sandyq” (chest).

According to Sh.Zh. Tokhtabaeva, every vessel,
including the chest, «was understood as cavities of
female hypostasis» [6, p. 265]. This is also underlined
in the birth ritual of the Kazakhs: During the first
contraction, it was customary to open the chest to
facilitate labor.

Chests of various sizes together with bedding (zhuk)
were placed on the most honorable in the yurt —
tor. They are an obligatory part of the dowry of the
Kazakh bride, in which her dowry was collected long
before the wedding. The wedding chest occurs in the
rites of many peoples. Among the Mordovians, for
example, there was a ceremony of placing the chest,
which was first cleansed of the «impure force» with
a candle, salt, etc., and then money, food and dishes
were placed on the bottom — «May the chest all life
was not empty, so the youth lived richly». Similar
functions were performed by the wedding chests of
the Slavs. Russian wedding chests were, according to
N. N. Goncharova [1] painted with certain picturesque
symbols — texts depicting pretentious or edifying
actions, archaic folklore, biblical actions, actions with
«symbols and emblems», plant ornaments, etc.The
chest of the Kazakh bride is the «key» in the ritual
«sandyq — ashar» (opening of the chest ), which
includes the presentation of the dowry bride with
obligatory distribution of cloth cuttings — zhyrtys,
to the women present. Here the zhyrtys symbolizes
participation in a solemn event for the purpose of its
implementation in each family.

Among the Kazakhs, chests were made in different
sizes depending on their purpose. Almost to this
day Kazakh women keep in their chests pieces of
expensive fabrics, ceremonial clothes, silver and
other expensive things. The indication of the sacred
character of the chest is the traditional blessing:
«Sandyq kiimiske tola bersin!» («<May your chest shall
be constantly filled with silver!»), which symbolized
prosperity and wealth, as well as a significant family
heirloom. The chest also served as a «guardian» of
a power (positive or negative). In one version of the
heroic epic «Narty» it is reported that the sword of
the Cyclops (Emegen) is kept in a black chest, and in
other epics there are motifs with a golden chest in
which the Book of Destiny is kept.

PasHoBMAHOCTL CyHAYKa (napua) — kebexe (wkad-
UMK AN XPaHEeHWs NPOAYKTOB), KOTOpbIA Horato
AEeKOpPMpPOBaNCA OPHAMEHTOM, CUMBOIN3NPYHOLWLMM
n3obuave n bnaronosyume — BUXpPeBas PO3eTKa,
Cnupanu, pOroBMAHbIE 3aBUTKU U MNp.

Y Ka3axoB cyliecTByeT nMoroBopka: «Ap 6ip yrge
6ip kebexe Kanariga 601y Kkepek» (B kaxgom gome
BOKEH ObITb XOTA 6bl OAWH Napb ANA XpaHeHWUs

A kind of chest (casket) — kebezhe (storage locker
for products) richly decorated with ornaments
symbolizing abundance and prosperity — whirl bases,
spirals, corneal curls, etc.

In Kazakh language there is a proverb: «ar bir Uide
bir kebezhe galaida bolu kerek» (In every house there
should be at least one casket for storing food) [7,
p. 267]. The indirect meaning of kebezhe as a source
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Ke3i peTiHAeri XaHama MafblHacbl Ka3akTblH, KeHe
aHpbI3blHAa BepinreH, on aybligafbl bapablk Kapus-
napabl enTipyAi OyibipfaH 3y/bIM XaH Typasbl ailTbl-
nagbl. HatmxkeciHae kapuvsnapabld, 6api entipines,.
bipak, XiriTTepain, 6ipi akeciH kebexere >acblpbin,
KMbIHLbINbIKKA TOJbl KOLIMNEeHAINIK >XO/AblHAA aK-
cakan GanacbiHa aWTKaH akbla-KeHeciMeH bipHelle
peT agamaapAbl amaH anbin Kanagbl.

MyHgaan xwuhasgeiH, Tafbl 6ip Typi «acagan» (Mafbl-
Hacbl — agan ac) gen atanagpl. byn 3attap OpTanbik,
xoaHe LWeiFbic Ka3akcTtaHaa keH, TapanfaH. Onap ko-
caybl3 €cikTi, YCTiHri 6eniringe TapTnacel 6ap, an
TemeHri beniriHae cepenep opHanacTblpbifaH [7,
268 6.]. XuhazgblH WbiHaibl aTaybl blAblC-asKTbIH, Ta-
3a/bifblHa epekLue Ha3ap ayAapblafaHblH XaHe cypan
aNblHFaH blAbICTaPAbI TSTTIIEPMEH TOATLIPbLIN KalhTa-
py aactypi 6onfaHbiH kepceTesi. TyHAe blAbIC-asiK
MeH Tamak apkallaH acajanfa KOWblagbl, XaablK Ha-
HbIM-CEeHiMi BOMbIHLLA, allbIK KaaAblpblifaH TaMakKKa
3Y/IbIM KYLUTEP Kenei.

AACTAPXAH
CTon
DASTARKHAN / TABLE

Kasak MaAeHMeTIHIH, XapKblH HbllaHAapbIHbIH 6ipi —
KWi3 YIAIH KaK opTacbiHAa OpHanackaH anaca asKTbl
AacTypni peHrenek pactapxaH (ycren). OHbIH LWeH-
6ep TypiHAeri MilWiHi — KyHAi, Tipwinik ke3iH 6ingip-
reH, oTbacbiHbIH, PYAbIH, XanblKTbiH, 6ipAiriH berHe-
nereH. [lactapxaHHblH KacMeTTi MaHi Hap: TypakTbl
ThIMbIMAAPAbIH, Oipi — facTapxaHAbl KypMeTTeMeyaiH,
KepiHici; gacTapxaH bacblHAafbl OpTaK ac >akblHAa-
CyAbl, AOCTbIK KapblM-KaTblHaC OpHaTyAbl 6ingipesi
[4, 156 6.]. Ka3ak, AaCTypiHAe AacTapxaH OLUaKMeH,
6ocafaMeH, LWaHblpaKmneH kKaTap KopJayfa >kaTnan-
TbIH KWeNi 3aT, AIFHN YCbIHbIaTbIH TafaMHaH bac Tap-
Tyfa 6o/Manabl — «JacTapxaHHaH >Ofapbl eMec»,
JacTapxaHHaH aTTayfa TblbIM CasiblHFaH >aHe T.6.

JacTtapxaHHbIH, allHanacblHa KOHaKTapAbl OTbIPFbI3Y
epexenepi 6onAbl, AFHU TybICTbIK AIPEXECI, >acbl,
2NeyMeTTiK Xafaalbl eckepingi. JactapxaH 6acbiHaa
94eNnTiNiK HOpManapbl KaTaH, cakTanjbl: TaMakTbl Y-
KeHAepaeH bypblH bacTayfa, gactapxaH b6acbiHaa LWy
WbIfapyfa >XaHe T.6. xxon bepinmes,.

[JactapxaHHblH, MaHbI3ablblFbl «[lacTapxaHbiH 6ait
60/CbIH, Ka3aH-OLWafblHbIH, Mail BOACBIH, TOPT Tyi-
riH, cait 6ONChIH, KOHiNIH TONbIN Xal 6onckbIH!» aereH
JADCTYPAI Uri TinekTepiHAe epekLle aHFapbliakbl.

CanTTblk, AaCTypae factapxaH — apyakrtapfa, XXa-
paTylbifa >XanbapblHaTbiH, «ac bHepeTiH» KacueTTi
OpbIH: AacTapXaHHaH FypbINTblK TafaMHaH (kaHa3a)
J9M TaTkaHAap caHbl ken 6oafaHbl ab3an.
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npoaykToB) [7, c. 267]. OTron0CcoK CMMBOANYECKO-
ro 3HayeHus kebexxe Kak UCTOUHMKa Bnaronony-
Uns 3aKpenjeHo B ApPEeBHEN Ka3axCcKoW nereHje,
MOBECTBYHOLWEN O 3/10M XaHe, npuKasasllem ybu-
BaTb BCeX cTapueB B ay/ie. Ho oaWH toHOLWa cnps-
Tas CBOEro oTua B Kebexe, a No NyTu KO4YeBbs, CO-
MPOBOXAAEMOr0 TPYAHOCTAMMW, CBOMMU COBETaMMU
CbIHY CTapeL, He pas crnacan Jtjen.

[pyroi pa3HOBUAHOCTbIO LWKaPOB ABASETCA MO-
CyAHbIA — acagan (B nep. — 6aaropogHas nuuia)
60/bLIOe pacnpocTpaHeHune noayumn B LleHTpans-
HOM 1 BoctouHom KasaxcrtaHe. Mogennposanuce
C ABYXCTBOPYATON ABEPLEN, BbIABUXHbBIM ALMKOM
B BEPXHEW YacTu, a B eMKOCTU HUXHEN YacTu pas-
Mewanncb noaku [7, c. 268]. Camo ayTeHTM4YHOe
Ha3BaHWe UJKaq)a roBOpPUT O TOM, 4YTO YNCTOTE MNO-
CyAbl yaensnocb ocoboe BHUMaHWE KakK eMKOCTM
ANA MULLK, NOAaBaeMon ¢ 6aarMMm N YNCTbIMU Ha-
MepeHnaMu. Of0NXKEHHYIO NOCYAYy MPUHATO O6blN0
BO3BpaLlaTb HaMOAHEHHON cnagocTaMun. Ha Houb
nocysy v eay Bcerga ybupanu B wkad, cornacHo
HapoAHOMY MOBEPbID, HEeYnCTas cmaa NPUXoanT K
OCTaBNEHHOW OTKPLITOM efe.

of wealth is depicted in the ancient Kazakh legend
that tells of an evil khan who ordered the killing of
all the elders in the village. In the end, all the old
men were killed. But one of the young men hid his
father in a kebezhe, and on the way accompanied by
difficulties, the elder saved people more than once
with his advice to his son.

Another type of casket is the cupboard called asadal
(per. — noble food). These items were widely used in
Central and Eastern Kazakhstan. They were equipped
with a two-winged door, in the upper part there was
a drawer, in the lower part there were shelves [7, p.
268]. The very authentic name of the cupboard says
that special attention was paid to the cleanliness of
the dishes and borrowed dishes filled with sweets
were returned. At night, the dishes and food were
always placed in the cupboard, because according to
popular belief, the impure power comes to the dishes
left open.

OZHUM M3 APKMX CMMBOJIOB Ka3axCKOW KyabTypbl
ABAETCA TPAAVLMOHHBIN KPYT/IbIA facTapxaH (CTon)
Ha HU3KMX HOXKaX, KOTOPbI yCTpanBacs B CaMOM
ueHTpe pThl. Ero dopma B BUAE Kpyra onmueTso-
psja COMHLE, UCTOYHUK XM3HM, CUMBOAM3NPOBAN
elMHeHVe ceMbMu, poga, Hapoga. CakpanbHOCTb
factapxaHa obbeiMHeH LenblM KOMMJIEKCOM 3Ha-
yeHu. OANH M3 CTOMKUX 3aMpPeToB — MPOsBJEHMWE
HeyBaXXeHUs K JactapxaHy; COBMECTHbIN MpUeEM
MWLM 3a JacTapXxaHOM O3HauvaeT chamxeHmne, ycTa-
HOBAEHUE APYXKECKUX, APYXKENOOHbIX OTHOLLIEHWUN
[4, c. 156]. B Tpagnumn Ka3axos gactapxaH, Hapaay
C oyarom, NMOpPOroM W LIaHbIPakoM, He MOANEXUT
OCKBEPHEHWIO, T.€. HEJb3sl OTKA3bIBaTbCA OT Mpea-
NOXEHHOW Tpane3bl — «AacTapxaHaH, buik emec»
(«<He BblWe pacTapxaHa»), nepelwarmeatb 4epes
pactapxaH u 1.4. CyllecTBOBaAM npaBuia paccaa-
KW rocTeli BOKPYr AacTapxaHa C y4yeToM CTerneHu
POACTBa, BO3pacTa 1 CoLMaNbHOro ctaTyca. 3a sa-
CTpaxaHoOM CTPOro cob/toanncb 3TUKETHbIE HOP-
Mbl: Hesib3s MPUCTynaTb K eje paHblue CTapLuu,
WyMeTb 3@ CTOJIOM U T.4. 3HAYMMOCTb AacTapxaHa
0c0b0 AeMOHCTpUpPYeTCs B TPAAULMOHHBLIX HBaaro-
noxenaHuax: «flactapxaHbliH, 6ali 60ACbIH, Ka3aH-
olwafblH, Mai BOACbIH, TEPT TyAiriH cai H60/CbIH,
KOHiNiH TOMbIN Xan B60/CbIH!», UTO B CMbIC/IOBOM
nepeBoge O03HayaeT noxenaHusa 6oratoro gacrap-
XaHa, n306uansa n cyacTbA.

B obpspoBOi Tpagmumm pactapxaH — mecto 06-
paweHns K Ayxam, BceBbilHemy, «KopmaeHMA»
apyaxoB (4yXOB YCOMLMX): >XenateNbHO Gosbluee
KOJIMYECTBO t0AeN, OTBEAABLUNX C AacTapXaHa pu-
TyasbHOW (MOMMWHANBLHOM) Tpanessbl.

One of the most distinctive symbols of Kazakh culture
is the traditional round dastarkhan (table) on low
legs, placed exactly in the center of the yurt. Its shape
in the form of a circle — represented by the sun, the
source of life — symbolized the unity of the family, the
family, the people. Dastarkhan has a sacral meaning:
one of the constant prohibitions is disrespecting
it; eating together behind the dastarhan means
rapprochement, building friendly, amicable relations
[4, p. 156]. In the tradition of Kazakhs the dastarkhan
together with the hearth, the threshold and the
shanyrag must not be desecrated, i.e. it is impossible
to refuse the offered food — «dastarkhanan biik
emes» («not higher than dastarhan»), to step over
the dastarhan etc.There were rules for seating around
the dastarhan: the degree of kinship, age and social
status were taken into account. The ethical rules of
the dastarhan were strictly observed: One should not
eat in front of elders, make noise at the table, etc.
The importance of dastarhan is especially evident
in the traditional benevolent wishes: «Dastarkhanifi
bai bolsyn, gqazan — oshagifi may bolsyn, tort tuligin
say bolsyn, kodilin tolyp zhai bolsyn!», which means
wishes for arich dastarhan, abundance and happiness.

In the ritual tradition of dastarhan is the sacred place
of appeal to the spirits, the Almighty, «feeding»
aruakh (spirits of the deceased):preferably more
people should eat from the dastarkhan of the ritual
(memorial) meal.
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4.2 KA3AK OHO-OPHETIHIH TiNI

Kes kesireH xanblKTblH OFO-OPHEri — M3AEHU ASCTYPAIH,
KaviTananbac kybbiabicbl. Kasak — MajeHuveTiHAe
OO-OPHEKTIH, MaHbI3bl epekwe. O facbipiap 60MbI
Ka3akTapablH, MepeKenik >XaHe KYHAENKTI KniMm-Ke-
LUeKTEPIHIH, YANIEHY TOMbI MeH Xepaey paciMaepiHiH,
OOBEKTUBTI AYHWEHIH — BacnaHaHbiH, TYPMbICTbIH,
WwabaHA034blH, Kapy->Kapafbl MEH OHbIH, afan aTbiH
6e3eHaipyaiH axbipamac 6eniri 6ongbl. KewneHai ka-
3aK Xa/KbIHbIH, AYHWEC] 3CTeTUKANbIK, TYPFblaaH «ka-
3blIFaH», OeKiTiNreH, B6enrineHreH >oaHe XajblKTbIH,
pyxaHu caHacbl MeH AyHUETaHbIMbIHbIH, KBUHT3CCEH-
LmAChl — e3iHAiIK TaKba Xylieci apkblibl HeliHeneHreH
Oto-epHek 6onfaH xaHe H6osbIn Kana bepea,.

Kazak ©eHepiHiH, epekle HblWwaHAblK KepKeMaiK-
3CTeTMKanblK Kybblibicbl 60Ma OTbIPbIM, OH-6PHEK
yprakTaH-yprnakkKa >asnfacbin Keje >aTkaH Herisri
ncuxmkanblk, kKe3kapactapabl 6eriHenengi. OcbifaH
COVKeC OHbI Xasblk, M3AEHUETIHIH benrini 6ip Tapuxbl
peTiHae Kabblngay Kepek.

Kazak O-epHeKTepiHiH, CMMBOAIM3MI, OfapAblH,
MOHI MeH 3CTeTuKasblk Ma3MyHbl ByriHae ic Xy3iHae
XXOfanfaH. KoneHep TexHWKacbiHbIH ©3iHeH b6acka,
6enrini 6ip or0-epHEKTIH, MaHIH bineTiH Wwebepaep
b6apfaH caliblH a3aibin kesnesi. 3amaHayu gvM3anHMeH
besnceHai Typae nalifanaHblifaH OK-8pHEK MafbiHa
Tini emec, ctatmkanblk dpopmagaH backa ewwteHe 6on-
Mali Kangabl.

[lereHmeH, OrO-epHeK CanT-AdCTYPAIH, LWbIHAIFbIH,
XanblK >aAblHAafbl 6afa >eTnec Ka3blHACblH an-
KbIHAANTbIH TypaKTbl KYHAbIAbIK 60/bIN Tabblaagbl.
Oro-epHeKTI Tek KepKemAik 6oSMbIC peTiHAe eMec,
ambeban Tin peTiHAe KapacTblpa OTbIPbIM, aZam Ay-
HWeHi B3iHiH TyTacTblfbIMeH Kabblnganbl.

blpfak, KOMMO3MLMSA, CUMMETPUA epeKLIenikTepiHe
Kapa/ Kazak O-epHEriHiH KOCMOTOHUSAIbIK, reo-
METPUANLIK, 300MOPOTbIK XaHEe 6CiMAIK TypaepiH
axblpaTy ageTke anHanfaH. Oro-epHeK KendyHKLM-
OHaNAbINbIK, KM MafblHa/NbIbIK, XJHe e3repMeninik
KacmeTTepre me, on ap yakblTTa OeilHeseHreH 3aTt-
TblH HEMECE KEHICTIKTIH, KOHTEKCTIMEH BaliaHbICTbI.
Ka3akTblH, kenbip Or-epHeKTepiHiH, CbipblH, TaHba-
CblH, M@H-MafbIHACbIH allly HUETIHIH HITUXeC Keneci
MaTiHAepae basHaanazbl.



4.2 A3bIK KASAXCKOIO
OPHAMEHTA

OpHamMeHT t0b0oro Hapoga — yHWKaJbHOe fiIBJIieHWe
Ky/NIbTYpHOU Tpaamummn. B kazaxckon KynbType opHa-
MEHT 3aHMMaeT UCKNHUNTENBHOE 3HaueHre. Ha npo-
TAXEHUN BEKOB OPHAMEHT — HEOTbeMJieMas 4acTb
NpPasgHUYHOM N MOBCEAHEBHOW OAEX[bl Ka3axos,
CBaZebHbIX M MOXOPOHHbIX O6PAAOB, yKpalleHWs
npesMeTHOrO Mupa — XUaunwa, bbiTa, Opy>Xus Bcasg-
HVKa ¥ ero BEPHOTo KOHs. MUp Ka3axckoro KoYeBoro
Hapoza bbla1 1 OCTAETCA ICTETUUECKM «3aMNMCaHHbIM,
UKCMPOBAHHbLIM, 3aKPErJIEHHbIM W BbIPaXXeHHbIM
CBOEO6PA3HON 3HAKOBOW CUCTEMOW, MpPesCcTaBasAto-
wen cobon KBUHTICCEHLIMIO JYXOBHOIO CO3HaHWA U
MWPOBO33PEHMNS HAaPOAa - OPHAMEHTOM.

Byayun ocobbIM CUMBOSIMUYECKMM XY[0XECTBEHHO-
3CTETMUECKUM fBJIEHMEM Ka3axCKOro WCKYCCTBa, op-
HaMEHT BM3yaM3npyeT OCHOBHbIe MeHTa/lbHble yCTa-
HOBKMW, NMepejatoLLecs 13 NOKONEHNS B MOKOJEHVE.
B cooTBeTcTBMM C uemM ero ciesyeT BOCNPUHUMATb
Kak 0cobbiM 00pa3oM QGUKCUPOBAHHYHO WUCTOPUIO
Ky/AbTypbl HApOZAa.

CMMBOAM3M Ka3aXCKMX OPHAMEHTOB, WX CMbICA W
3cTeTMYecKoe coAep>KaHue CerofHa npakTUyecku
yTepsHbl. [TOMVMO CaMUX PEMECIEHHBIX TEXHWK, Ma-
CTepOB, BCe MeHbLUE AroAel, 0baagarowmx 3HaHUEM
O CYLYHOCTW TOrO WM MHOTO OpHameHTa. AKTUBHO
3KCnyaTMpyeMblli COBPEMEHHBIM JM3aiHOM OpHa-
MeHT — He boJsiee, YeM cTaTMyHasa GopmMa, a He A3bIK
CMbICha.

Mexzay TeM MMEHHO OpPHaMEHT SIBASETCA MOCTOSH-
HOW BeNMUYMHOW, ObyCnaBAMBatOLLEN WCTUHHOCTb
Tpaaumii n H6ecueHHoOe COKPOBWULLE HAPOAHOM Na-
MATU. PacLieHrBasi OpHaMEHT He MPOCTO Kak XyZoXe-
CTBEHHYHO AaHHOCTb, @ KaK YHUBEPCabHbIN A3bIK, Ye-
NI0OBEK BOCMPUHMMAET MUP BO BCEM €ro LIeNOCTHOCTY.

Mo 0CcOBEHHOCTAM PUTMa, KOMMO3NLUW, CUMMETPUM
MPUHATO pas3ivyatbh ClefyrolivMe TWMbl Ka3axckoro
OpHaMeHTa: KOCMOTOHWYECKUW, FeoMeTPUYECKU,
300MOPOHBIN U pacTuTenbHbli. OpHaMeHT obnagaet
CBOWCTBaMU MOJANPYHKLNOHANBHOCTY, MHOTO3Hau-
HOCTW 1 BapuaTMBHOCTH, UTO CBA3AHO KaXAbl pa3 ¢
KOHTEKCTOM BeLL UAN MPOCTPaHCTBa, Ha KOTOPOM OH
n3obpaxkeH. Pe3ynbTaTbl MHTEHLMW PACKPbITb TalHbl
HEKOTOPbIX Ka3axCKNX OPHAMEHTOB, UX CUMBOJINKY W
CEMAHTUKY M3/1araroTCs B HAXKECEAYHOLMX TEKCTaX.

4.2 THE LANGUAGE OF KAZAKH
ORNAMENTS

The ornamentation of each people is a unique
phenomenon of cultural tradition. Kazakh culture
attaches special importance to ornamentation. It is an
integral part of festive and everyday dress of Kazakhs,
wedding and funeral ceremonies, decoration of the
objective world — the home, everyday life, weapons
of a horseman and his faithful horse. The world of
the Kazakh nomadic people was and is aesthetically
«captured», fixed and expressed by a peculiar sign
system, which is a quintessence of the spiritual
consciousness and worldview of the people — an
ornament.

As a special symbolic artistic and aesthetic
phenomenon in Kazakh art, ornament design
illustrates the main spiritual attitudes that have
been passed down from generation to generation.
Accordingly, it should be perceived as a specifically
determined cultural history of the people.

The symbolism of Kazakh ornaments, their meaning
and aesthetic content are almost lost today. Apart
from the craft techniques themselves, there are fewer
and fewer craftsmen who know the essence of an
ornament. The ornament, which is actively used by
modern design, is nothing more than a static form
and not the language of meaning.

Ornament, on the contrary, is a constant value that
enshrines the truth of traditions and a priceless
treasure of folk memory. By considering ornament not
only as an artistic given, but as a universal language,
one perceives the world in its totality.

In terms of rhythm, composition and symmetry,
the following types of Kazakh ornamental design
are commonly known: cosmogonic, geometric,
zoomorphic and floral. Ornament is multifunctional,
multivalent and diverse, each of which is due to the
context of the thing or space on which it is displayed.
The results of the attempt to reveal the secrets
of some Kazakh ornaments, their symbolism and
semantics are presented in the following texts.
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«AOHTENEK»
(KYH LWEHBEPI)

«[AOHTENEK»
(CONAPHbIN KPYT)

“DONGELEK” (KUN SHENBERI) /
“DONGELEK"” (SOLAR CIRCLE)

[yHne Xy3iHAeri kenTereH xaablKTapAblH, Ol-8pHEK
Xyreci ambeban HbicaHbl 6ap KyH CMMBOJIM3MIMEH
KaHbIKKaH >X9He Heri3iHeH Keseci purypanap XublH-
ThIFbIMEH aHblKTanaapl: WeHbep, poM6, WwapLubl, an-
ThIOYPbILL, CerizbypbliLl, CBACTMKa, dPTYPI KpecTTep,
6, 8 caynenik >aHe >XanblpakLlanbl ry1epHEKTEP,
COHAaNn-ak xynTackaH bynpanapabiH 6enHenepi.

Xannbl kyH weHbepi KyHre TabbiHy >agirepnepiH
6enHenelgi, ot KyabTiMeH (OT — KYHHIH >Xepaeri 6a-
namacsl), Haypbi3 MeipambiMeH, KeHe TypKi KyAawbl
¥MarimeH (OT aHa) TbiFbi3 6arnaHbIicTbl. OT TazapTyLbl
3aT peTiHAe TypKi Xa/iblkTapbl apacblHAa KenTereH
CanT-AaCTypNep MeH dAeT-fypbinTapablH (Ka3akKTbIH
ylneHy pacimiHAeri OTka MaW KyHo; TypFbIH Yi4i, man-
Abl OTMeH anacTay, TasapTy XaHe T. 6.) KaTbICyLUbIChI.

Kacretti reometpusaga weHbep LIEKCI34iK NeH Ke-
MeNAIKTIH HbllWaHbl 6obIN caHanasbl, an Kasakrapaa
KYH / KYH WweHbepi MaHrifik eMipgi, y3aK fymbipAbl
KOHe LUeKCi3aikTi bingipeai. Excenri yakbiTta kKentereH
Eypasuanbik KkeLneHainep ywiH KyH weHbepi cukbl-
p/ibl MafblHafa ne bongabl xxaHe boTymMap, 6akbITTbIH,
6ourTymMapbl 6onbin caHanabl XaHe kebiHece epkek
6eliHeciMeH HemMece XbliKbl beliHeciMeH BaiiaHbl-
CTbl 6onAbI.

EpTese kasakTapablH CanTTbIK-FYpPbINTbIK M3ZAEHM-
eTiHAe KepiHiC TankaH alHaAMabl KO3faibiC-KMMbIJI-
[ap fa CUKbIPAbI Aen CaHanfaH: alHany — LWaMaHAbIK
ToXipnbeaeri aMHanaMa Kumblagap, 6u MageHUeT
(BeHrenek 6u, TyMbiK LwWepynep), Kueni Xepaepai
KypmeTTey Taxipubeci — yw Hemece bGipHelle peT
aviHanbin ety xaHe T. 6. LLleHbep Hacka rpadumkanbik
3NEMEHTTEPMEH YMNECKEHAE HbILaHABIK, XXOHe 3M-
61eManblk 6ipnecTikTepaiH KeH TapMakTanfaH epiciH
Kypangbl.

KazakTapaa KyH weHbepi TYKTi XXaHe KWi3 Kinemaep-
Aeri, knimaepgeri (acipece yaeHy TOMblHa apHaafaH
epiep MeH aMengepaiH Kectesi WwanaHaapbl) eciMaik
Hemece 300MOpPdThIK OPHEKTEPMEH YiNecTipinin, 6e-
peke MeH bakbITTbl eMipAi beliHenenTiH KOMNo3nLUu-
AHbIH, OPTa/blfbl PETIHAE XWi KONAAHbIAFaH.

KyH / KyH WeHBepiHiH apTyp/i HyCKanapbl KasakTap-
AblH >XX9He 6acka Typki XanblKTapblHbIH, COHAIK-KOA-
fAaHbanbl eHepiHiH, OyMbiMAapbiHAA KEHIHEH YCbl-
HbIfaH KyMbIHAbI TynepHekTep 60/bin Tabblnagbl:
xXunhas 6e3eHgipinyi, KuiMm, TokbiMa OylbiMAapbl,
KepamuKa XxaHe T. 6., by apxankanbik KyHre Tabbl-
HYLUbINBIKTbIH, KAHOHABIK YaXAiNiriH 6eMHeNenTiH KyH
BeNriciHiH MaH-MaFblHaCbIMeH 6alNaHbICTbI.

KewneHainep kui3 yRiHiH NiWiHiHiH ©3i — weHbep,
OHbIH, Bip Kypamzacbl — LWaHbIpaK, TYPKi XanblKTa-
pbl YWiH eXengeH Tek KypblabIMAbIK 31eMEHT eMec,
COHbIMEH KaTap fapblll UAEACBIH XY3ere acblpaTbiH
XOHE PYAbIH, TyTacTblfbl DeNHEeNeNTiH Kueni HblcaH
60a4bl.

118



OpHameHTanbHaA cucteMa HapoAOB MMpa HacbiLwe-
Ha CONAPHOW CUMBOAWNKOW, obnajatollen yHUBep-
CaNbHOCTbIO GOPMbI, 1 B OCHOBHOM Orpeaensercs
cneayowmnm Habopom duryp: Kpyr, pomb, KBagpar,
LeCTUIrPaHHUK, BOCbMUIPaHHWK, CBACTMKa, Pa3Hoo-
6pa3Hble KpecTbl, 6-, 8-y4eBble 1 NeNecTKOBbIe PO-
3eTKkM, a TakKe n306paxKeHns NapHbIX 3aBUTKOB.

B uenom, confipHbIi Kpyr oTpaxaeT pPeaukTbl Mno-
knoHeHns COoNHLY, TeCHO CBfi3aH C KY/JbTOM OFHSA
(OroHb — 3eMHOM 3KBMBaJIEHT COJHUA), Haypbizom,
ApeBHeTOpKCkon HorvHelrt Yman (Ot AHa). OroHs,
Kak ouuLiatoLlas cybcTaHums, y4acTHUK MHOTUX 06-
PALOB WU PUTYaNoB THOPKCKUX HAapOAOB («OTKa MaMn
Kyto» — cBagebHasa ob6psAAHOCTb Ka3axoB; «asacTay»
— OUULLLEHNE OTHEM XWUAMLLA, CKOTa U MH. Ap.).

B cakpasbHOWM reoMeTpum Kpyr CUNTAETCS CUMBOJIOM
6eCKOHEYHOCTM U COBEPLLEHCTBA, M Y Ka3axoB COJI-
HEUHBbIN/CONAPHBINA KPYr O3HAYaeT BEUHYH) >XKM3Hb,
pgonroneTve n beckoHeuHocTb. B gpeBHOCTM y eBpa-
3UACKMX KOYEBHUKOB COJISIPHBIN KPYr MMea marvye-
CKOe 3HaueHWe U cuuTancs obeperom, TaMCMaHOM
CYacTbs U Yalle BCero COOTHOCWUACHA C MYXCKUM 06-
pa3oM 1an obpa3om KOHs.

B ApeBHOCTVM Marnyeckumu CUMTannCb U KPYroBble
ABVDKEHWNS, KOTOPbIE MOJYyYUAN OTpaxkeHne B obps-
[OBO-PUTYaNbHOM KyNbType Ka3axoB: alHany — Kpy-
roBble ABMXXEHWS B LUAMaHCKOM MpakTuKe, TaHLe-
BaJIbHON Ky/JbType (XOPOBOJ, 3aMKHYThle LIEeCTBUS),
MPaKTVKe MOYMNTaHUA CBALLEHHbIX MEeCT — TPeX- WK
HeCcKoAbKO KpaTHbI 0bxoa n ap. Kpyr B coueTaHum
C ApYyruMuK rpaduuecknmmn snemeHTamm obpasyet
LUMPOKO Pa3BeTBJAEHHYHO 06/1acTb CUMBONYECKUX U
aMbaeMaTMyecknx accoumaLmm.

Y Ka3axoB COASIPHBbIA KPYr 4acTO WCMOJIb30BasCH
KakK LLeHTP KOMMO3MLMM Ha BOPCOBBIX U BOMIOUHbIX
KoBpax, ogexzae (0COBeHHO CBafebHbIX MYXCKUX W
>KEHCKMX BbIWWTBIX YamaHax) B COUYETaHWU C pacTu-
Te/IbHbIMU U 300MOPGHBIMU MOTUBaMM, CUMBOJIN-
3npys Baarofatb U CYACTAMBYHO XXM3Hb.

PaznuyHbIMM BapuaHTaMU CONHEYHOTO/CONSPHOTO
Kpyra siIBASKOTCS BUXPEBbIE PO3ETKMU LUMPOKO, Npes-
CTaB/EHHbIE Ha VN3eNUaX AeKOPaTUBHO-MPUKIALHO-
ro MCKYCCTBa Ka3axoB W APYrux THOPKCKMX HapOAOB:
fAekope mebenu, ogexzae, TeKCTUAbHbIX U34ennsx, Ha
Kepamuke v T.A4., UTO CBA3AHO C CEMAHTUKOW Consap-
HOro 3Haka, BOM/OLLAOLEro KaHOHUYECKM MOTMB
apxanyeckoro KyabTa COJHLA.

Cama dopMa XKuaviia KOYEBHUKOB HOPTbI — KPYT, TAe
OAVH V3 ero 3/eMeHTOB — LWaHbIpaK, n3gpesne Obin
He MPOCTO KOHCTPYKTUBHBLIM 3/1€EMEHTOM, HO U Ca-
Kpa/sbHbIM O6bEKTOM, BOM/IOLWAIOWMUM MNpeacTaBe-
HMEe O KOCMOCE W CHMBOJIM3VPYIOWWM LieJIOCTHOCTb

poaa.

The ornamental system of many nations of the
world is permeated by solar symbolism, which
has a universal form and is defined mainly by the
following figures: circle, rhombus, square, hexagon,
octahedron, swastika, various crosses, 6-, 8-rayed
and floral rosettes, and images of paired curls.

In general, the solar circle reflects the relics of sun
worship and is closely related to the cult of fire (fire
is an earthly equivalent of the sun), Nauryz and the
ancient Turkic goddess Umay (Ot Ana). Fire as a
purifying substance is a part of many rites and rituals
among Turkic peoples (otka mai kuyu — wedding
ceremony of Kazakhs; alastau — purification of home,
cattle by fire and many others).

In sacred geometry the circle is considered a symbol
of infinity and perfection, and among the Kazakhs the
solar circle means eternal life, longevity and infinity.
In ancient times, the sun circle had a magical meaning
for many Eurasian nomads and was considered an
amulet, a talisman of good luck, and was usually
associated with a male image or a horse.

In ancient times, circular movements were also
considered magical and reflected in the ritual culture
of the Kazakhs: ainalu — circular movements in
shamanic practice, dance culture (round dance, closed
processions), practice of worshipping sacred sites —
circling three or more times and others. The circle,
in conjunction with other graphic elements, forms
a widely ramified field of symbolic and emblematic
associations.

Kazakhs often used the sun circle as a compositional
center on pile and felt carpets, on clothing (especially
on wedding garments embroidered with chapan
for men and women) in combination with plant or
zoomorphic motifs symbolizing grace and happy life.

Different variants of the sun circle are swirling
rosettes, which are widely used on handicraft items
of Kazakhs and other Turkic peoples: Furniture decor,
clothing, textiles, ceramics, etc., which is connected
with the semantics of the sun sign and embodies the
canonical motif of the archaic sun cult.

The actual form of the nomadic residential yurt is a
circle, in which one of its elements — the shanyraq -
is a sacred object for the Turkic peoples since
ancient times, embodying the concept of space and
symbolizing the unity of the family.
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«KYH H¥Pbl>» /
COJ/IHEYHbIUN CBET

«KYH Ke3l» / TNA3 CO/MTHLIA
“KUN NURY” / SUNLIGHT
“KUN KOZI” / EYE OF THE SUN

Byn Oto-epHeKTi HakbIlW TipLWinik ke3i, TaburatTafbl
Y34iKCi3 aliHaiblM >oHe LUeKCi3 Ko3fasbicneH 6Hai-
NaHbICTbl KyH 6enriciHiH KepHeki KeckiHaeMenepiHiH,
6ipi 6onbin Tabblnaabl. Yaxainiri apTypAi Hyckanapfa
ne 601ybl MYMKIH.

Xapbik fanamablk MIAEHWETTIH ambeban  KyH-
AblNbIKTapblHa aTajbl, OHTONOIUSA/bIK TYPFbiaa ON
6ap HOPCEHiH TYMHEri3i, THOCEONOrnANbIK, TYpPFbl-
fa — TaHbIM KaFuaachl, 3CTETUKaNbIK TyPFblaa — Cyay-
JIBIKTbIH, M3Hi, a1 3K3UCTeHLMaNabl TypFblia— pyxaHu-
NbIK / KyAaninbik 6enrici.

On «kacueTTinik» (dynne) yFbiMbIMEH Thbifbl3 Haiina-
HbICTbI, COHbIMEH KaTap UCAaMAafbl aKMKATTbIH aTpu-
6yTbl 60bIN TabblNagbl XaHE COMbIbIK ASCTYPAE M
/ 6inimai 6enHenengi.

Hyp / >apbliK kasak MageHueTiHAe 6akbIT neH 6epe-
Ke Tineyae («Hyp xaycblH!», «Hyp yCTiHe Hyp!», T. 6.),
afam BeWHecCiHiH, epekLuenikTepiHe KaTbICTbl («XKy3i
HYPAbI» — XY3i >apKblH, XblUibl LWbIpaiabl, cayne
WaLlaTbiH, XapkblpafaH), >Xeke eciMaep KypaMblH-
fia Hemece Kypaeni Kasak eciMzepiH (aviengep MeH
epiiep) KanbiNTacTblpyAa, afaMHbIH, iLKi KyRiH cunart-
Tayfa KaTbICTbl («BeTiHEH Hypbl KallTbl») XaHe T. 6.
KosaaHblnagbl. Kazak mMageHueTiHAe KebiHece Kwi3
>KBHe KecTeni KifeM KOMMO3ULMUACBIHbIH, HETI3ri epici
«KYH Hypbl» epHeriMeH 6e3eHgipinesi, byn anemHiH,
A43CTYpAI yw 6eniMAi KypblbIMbIHAAFbI OpTa dNEMA
ylibIMAacTbipyMeH 6aiinaHbicTbl 60aybl MyMKiH. Ban-
KiM, ®pHeK i3ri HMeTneH, bakbITNeH, XapblKNeH XaHe
T. 6. GannaHbICcTbl 6ONABI.

«KyH» ©pHeKTepiHiH unepapxuscbiHAa «KyH Ko3i»
epeklle OpblH anajbl, an fanamiblk M3JEHNETTE €eH,
TaHbIMangapbiHbiH, 6ipi. OHbIH fanamablk MaAeHMU-
etTeri 6actankbl MafblHackl KyaangbiH ke3si (6apiH
KepeTiH Ke3) yfbiMblHaH H6actanagbl: Mbicbip Mudo-
noruscblHAafbl XopAblH, ke3i; Ywoipnikti 6einHenen-
TiH yWwOypbIWNEH KOpLUaAfaH KOpereH Ke3 >aHe T.
6.). TaHba Kynua HiniMMeH, JaHanbIKNeH XaHe pyxa-
HW NavbiMgaymeH H6annaHbICTbI.

KebiHece 6y 6enri 3y/ibiM KyLUTEPAEH KOpFaHy YLUiH,
COHAaln-ak aypynapabl emMaey YWiH KOAZaHblIFaH,
COHABIKTAH ON KOMNTereH fypbINTbIK 3aTTap MeH Ty-
Mapnapfa besepaeHreH.

«KyH Ke3i» epHeri — Ka3ak, kongaHbanbl eHepPiHIH KeH,
TapafaH Hakpblwbl. KniM-keluekTe, TokbiMa byibiMaa-
pblHAa XaHe T. 6. kenTen ke3gecesi. MaH-MafblHa-
Cbl XafblHaH «KYyH C3yfeci» YATiCiHe yKkcac apTypAi
Hyckanapsbl 6ap.

«TOPTK¥/1AK>»
KPECTOBMHA
“TORTQULAQ" / CROSSPIECE
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Kpect / kipec / ankbilwneH 6GannaHbICTbl SPTYPI
HakbllTap KyH 6enrinepiHe KaTbICTbl faiamAblK Ma-
JAEeHueTTeri eH Ken TapanfaH epHek 60/1biN Tabblnagbl.
OnapablH, iWiHAeri eH TaHbIMasbl XXaHe eH KeHeci —
KpecT / cBacTvKa, an capanwbiiap 6yn ourypaHbiy,
TEeH, XaKTbl HYCKACblH TAHIPLWIAAIKTIH, HblWaHbl Aen
aTanjbl.

Kipec YHaicTtaHHbIH, [peknsaHbiH, LLbiFbic EyponaHbin
BanTbikTaH bankaHfa AeniHri Tapuxm XxagirepaepiHae
ke3gecesi. OHbIH HbIWaHAbIK MafblHanapbl KeH,.



JTOT OpHaMeHTaNbHbIA Yy30p ABAAETCA OAHOW W3
BM3yasbHbIX nNpoekumi 3Haka ConHLa, KOTopbIn ac-
COLMMPYETCS C UCTOYHUKOM >KM3HM, HEMPEPbIBHLIM
LUMKJIOM 1 BEeCKOHEUHbIM ABWXEHVWEM B MPUPOAE.
MOTVB MOXET UMETb pasvyHble BapuaLuu.

CBeT Kak TaKOBOM OTHOCUTCA K YHUBEPCalbHbIM
LEHHOCTAM MUPOBOW Ky/bTypbl, B OHTO/NOMMYECKOM
nnaHe — cybCTaHLUMA BCEro CyLLEro, B rHOCeON0TNYe-
CKOM — MPUHLMM NO3HAHWSA, B 3CTETUYECKOM — CyLL-
HOCTb MPEKPACHOTO, a B 3K3UCTEHLMANbHOM — AyXOB-
Hbl1/60XECTBEHHbIN.

OH NpOYHO CBA3aH C MOHATMEM «CBATOCTU» (ayaue), a
TaKke sBasercs aTpnbytom VICTUHBI B UCname 1 CUM-
BOJIM3NPYET 3HaHWe/No3HaHWe B CyGUIACKONM Tpasu-
umn.

Hyp/cBeT B Ka3axckol kynbType ynoTpebasercs B
6naronoxenaHunsax cyactbst U baarogeHcTeusa («Hyp
>KaYCbIH!», «Hyp yCTiHe Hyp!» 1 T.4.), B OTHOLUEHWUW Xa-
pakTepnCTMKM obpasza yenoseka («>Ky3i Hypabl — Xy3i
apKblH, Xbl/bl, WbIPaibl» — U3/y4YatoLLmii CBET, C1-
AOLWMNN), B COCTaBe NIMYHBIX UMEH Uan B GOPMMPO-
BaHWW CIOXKHOCOCTABHbIX Ka3axCKUX MMeH (OKeHCKUX
N MYXCKWUX), B OMUCAHWN BHYTPEHHEro COCTOAHUA
yenoBeka («beTiHeH Hypbl KaLTbl» — «OH U3MEHWCS
B JvLe») 1 B Ap. B kasaxckol KynbType ualle Bce-
ro Yy30pOM «KYH HYPbI» A€KOPUPYHOT OCHOBHOE MoJie
KOMMO3WLMN BOMIOUHBIX W BbIWWTBIX KOBPOB, UYTO
BEPOATHEE BCEr0 COOTHOCWIOCH C OpraHu3aumven
CpegvHHOro Mupa B TPaAWLMOHHON TPeX4acTHOW
cTpyKkType Mupa. Ckopee BCero, y30p cBs3aH ¢ 6na-
ronoxenaHnsaMu, cHacTbem, CBETOM U T.4.

B nepapxumn «ConHeYHbIX» y30pOB — «KYH Ke3i» 3a-
HYMaeT 0coboe MecTo, a B MUPOBOW Ky/bType ABAs-
eTca OAHWM K3 nonyaspHbiX. Ero nepeoHayanbHoe
3HaueHWe B MUPOBOW KyJIbType BOCXOAUT K MOHUMA-
Huto oka bora (BceBupdawee Oko): rna3 lopa (Xopa)
B €rMneTcko Mndoaornm; oko NPOBUAEHNS, 3aKH0-
YeHHOE B TPEYroNbHMK, CMMBOAN3MpPYoLee Tpouuy
N T.4.). 3HaK accouMMpyeTcs C TaliHbIMWU 3HaHWUAMMY,
MYZAPOCTbIO N YXOBHbIM MPO3PEHUEM.

Yallle BCero 3TOT 3HAK WCMOb30BaACA ANSA 3aLUThl
OT TeMHbIX CUA, @ TaKXe U3neueHunsa ot bonesHewn, no-
3TOMY HAHOCW/ICA Ha MHOTUE pUTyanbHble NpesMeTbl
n obeperu.

Y30p «KyH Ke3i» A0CTaTOYHO MONy/ASPHbIA MOTUB
Ka3axckoro npuknagHoro mckycctea. OueHb 4acto
BCTpeYaeTca Ha ofexze, TEKCTUAbHbIX U3ZeNunax u
T.4. VIMeeT pa3nivyHble BapuaLmm, CXOX C HAM Mo ce-
MaHTUKe Y30p «KYH Cay/ecCi» (CONHEUHBI ayy).

This ornamental pattern is one of the visual projections
of the sun sign, associated with the source of life, a
constant cycle and endless movement in nature. The
motif can appear in different variations.

Light as such belongs to the universal values of
world culture, ontologically it is the substance
of all things, gnoseologically it is the principle of
knowledge, aesthetically it is the essence of beauty,
and existentially it is spiritual/divine.

It is closely related to the concept of «holiness»
(awliye) and is also an attribute of truth in Islam and
symbolises knowledge in the Sufi tradition.

In Kazakh culture, nur/light is used in wishes for
good luck and prosperity («Nar zhausyn!», «Nar
Ustine nar!», etc.), in reference to the characteristics
of a person’s image («zhlzi narly — zhuzi zharkyn,
zhyli, shyraily» — radiating light, shining), in personal
names or in the formation of compound Kazakh
names (female and male), in the description of a
person’s inner state («betinen ndry gashty» - «he
has changed in his face»), etc. In Kazakh culture, the
pattern «kiin ndry» more often decorates the main
field of composition of felted and embroidered
carpets, most likely related to the organisation of the
Middle World in the traditional tripartite structure of
the world. Probably, the pattern is associated with
good wishes, luck, light and so on.

In the hierarchy of «solar» patterns, the «kin kozi»
occupies a special place and is one of the most popular
patterns in the world culture. Its original meaning
in world culture goes back to the understanding of
the eye of God (the all-seeing eye): the eye of Horus
(Horus) in Egyptian mythology; the eye of providence
enclosed in a triangle, symbolising the Trinity, etc.).
The sign is associated with secret knowledge, wisdom
and spiritual insight.

This sign was mainly used to protect against dark
forces and to cure diseases, which is why it was placed
on many ritual objects and amulets.

The «kiin kozi» pattern is quite a popular motif in
Kazakh applied arts. It is often found on clothes,
textiles, etc. It has several variations and its semantics
is similar to the «kiin saulesi» (sunbeam) pattern.

Pa3zHoob6pa3Hble MOTMBbLI, CBA3aHHble C KpecTtom/
KpecToBUHON, Hanbonee YacTo BCTpeyaeMbl y30p
B MWPOBOWN Ky/AbType, OTHOCALMIACA K CONAPHbLIM
3HakaM. CamMbIM NOMNYAAPHbIM U APEBHEULWINM U3
HWUX ABNAETCA KPecT/cBacTuKa, a PaBHOCTOPOHHMI
BapWaHT 3TON GUTypbl CMeunanncTbl CYNTAOT CUM-
BOJIOM TEHIPUAHCTBA.

Kpect BcTpeuvaetca Ha mcropuyeckmx apredakrax
NHawwn, Mpeunn, B BoctouHon EBpone, oT banTtuku
8o bankaH. OH obnajaeT WMPOKUM AMana3oHOM
CMMBOJINYECKUX 3HAUEHUI.

A variety of motifs associated with the cross/
crosspiece is the most widespread pattern in world
culture related to the sun signs. The most popular
and oldest of them is the cross/swastika, and experts
refer to the equilateral version of this figure as the
symbol of Tengriism.
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KazakTblH, «TepTKy/iak» epHeri KpecTke HeridgenreH
reoMeTpusibiK durypa 60sbin Tabbliagbl XaHe on
TOPT alKaCTbIpMasbl, 4ETTE, 6CIMAiK, FeOMETPUANbIK
HemMece 300MopPdTbIK INEMEHTTEPAEH >Kacanybl MyM-
KiH.

Cipa, Ka3ak, MajeHMVeTiHAe Oyn Or-epHEK dNEMHIH,
TOpT HafbITblH, COHAAN-AK faslaMHbIH, TOPT 3/IEMEHTI
MeH TabuFraTTblH TOPT AyNel KyLiH, AFHU Xep, aya,
oT, cyAbl 6enHenengi. KebiHece byn epHeK KineMHiH
opTanblk ©piCiH TOATbIPY YLIiH, apXuUTeKTypasblk,
KypbibIMAAp MeH 3eprephik byMbiMaapabl 6e3eH-
AipY YWiH kosnjaHblnagbl. KocMmyiiz epHekTepiHeH
XacanfaH KpecT TypiHAeri TyKTi kinemaepaiH opTta-
NbIK ©pICiHAErT Heri3ri HakblWw peTiHAe «TepTkyaak»
TYPaKTbUIbIK NEH MbI3fbIMACTbIK HblLaHBbI, Xep H6eTiH-
Jeri Tipwinik 6arnbifbl 6oabin Tabblnagbl. Caynet
eHepiHae (Mbicanbl, X. A. flcayn KeceHeci) XaHe 3ep-
repiik eHepae, 6ankiM, on fanamHblH, H6apablk TepT
3/1eEMEHTIHIH, OfafbIH HingipreH.

bipak, COHbIMEH KaTap, 8pTypAi Hyckanapbl 6ap:
cafart TiJliHe KapCbl aHanaTblH CBaCTMKa — O AYHUEHIH,
6enrici. TuiciHwe, cafaT TiliMEH anHanaTblH CBacTUKa
Tipinep anemiHin 6enrici 6oabin Tabblnagbl.

«lWMMAW> (LUNDbIPLWbIK)
«lUWMAW>» CMINPADb
“SHIMAI" (SPIRAL)

LWvmai / wnblplwblk — NeTporandTepae XaHe exen-
ri KepamuKanapga aNeMHiH, KenTereH aMakTapblH-
4a, AFHU TbIHbIK MYXWTbl 6accelHi engepiHae, batbic
A3nsaga, Eyponaga xaHe T. 6. Ke3geceTiH eH KeHe TaH-
6a. byn amb6eban TaHbaHbIH, HblWaHAbIK benrici ken.
KazakcTaHablk Xagirepaepae WubIpwbik, AHAPOHOB
3aMaHblHaH b6epi 6ap XaHe epTe Kona AdYipPiHiH, Ke-
pamuKanblk KeLeHAepiHAE XUi Ke3gecesi XaHe Kei-
iHFi yakbITTa Aa y3iamengi. On kelwneHainep eHepiH-
ne OenceHai Typae KOpiHIC Taybin, emipAi OHbIH
6ypblabICTapbIMEH, Ky/AblpaybIMEH XaHe epaeyimMmeH
beliHenen,.

MaTematuka TiniHAe LWMbIpWbIKTapablH HipHelle
Heri3ri Typaepi 6ap: apxumeaTik, norapudmaik, kno-
TOWATbI XXOHE JPTYPAi AMAMETPAEri XapTbl LeHbep
JOfanapbiHblH, KOHbBHOraUMACbl apKblabl  Ty3iAreH.
APXUMEATIK >XaHe NorapndMAIK LUNbIPLIbLIK ©3iHiH
AM3aiHbl 6oMbIHLIA Ka3aKTblH aTakKTbl «KOLIKAP MY-
i3iHe» >KakblH. Kas3ak MajeHVeTIHAer LWMbIPLUbIK
KO3fa/blC MeH JAaMyMeH, MaHriNikneH 6alinaHbICTbl
XaHe eMmipgiH rpadukanbik MeTadopacbl peTiHAe
kabblngaHasbl. KyHHIH KO3FanbiCbIMEH XAHe KepiCiH-
e alHanaTbiH WnblipwbikTap 6ap. bankim, 6yn dakt
Tipinep anemi MeH eninep anemiH TyciHyre 6ainaHbl-
cTbl 6onca kepek (onapabl b6enriney yuwin). Xannel,
LWKbIPLWIbIK BeliHeni Typae eMipain AamybiH bingipes.
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Kazaxckmi «TepTkynak» (B MpAMOM nepeBoje ue-
Thlpe yxa) npeAcTaBaseT cobON reoMeTpuyecKyro
¢burypy, B OCHOBe KOTOPOM NEXUT KPECT, a YeTbipe
KPeCTOBMHbI, Kak MpaBuUAO MOTYyT CO34aBaTbCA U3
pacTUTeNbHbIX, FEOMETPUYECKNX NN 300MOPOHBIX
3/1eEMEHTOB.

BeposTHee Bcero, B Ka3axckow KynbType 3TOT op-
HaMeHT penpe3eHTUpPYyeT YeTbipe CTOPOHbI CBETA, a
TakKXXe YeTblpe 3/eMeHTa MUPO3JaHnNa N CTUXNI —
3eMJAs, BO34yX, OFrOHb, Boga. Yallle BCEro 3ToT y30p
NPUMeHAETCA ANS 3aNONHEHNA LLeHTPaNbHOW YacTu
KOBpa, B JeKOpe apXUTEKTYPHbIX COOPYXEHUN U
tOBE/IMPHOM UCKyccTBe. «TepTKynak» Kak OCHOB-
HOW MOTWB B LL€HTPaJbHOM MOJie BOPCOBbIX KOB-
pPOB B BMAE KPECTOBMHbI U3 Y30POB KOCMYMI3 AB-
naeTca CMMBOJIOM yCTOI\/‘IHI/IBOCTI/I n He3bI6J1I/IMOCTI/I,
6oraTcBO 3eMHOW XW3HW. B apxutekType (Hanpu-
Mep, maB3onee X. A. ficaBu) 1 HOBENIVPHOM UCKY-
CTBe, BEpOATHee BCEro, nepesaeT COO3 BCEX YeTbl-
pex 31eMeHTOB MUpPO3AaHus.

BmecTe ¢ TeM BCTpeuatoTcs ero pas/nyHble Bapu-
auuMu: cBacTMKa, Bpallatollascs MpOTMB YaCOBOW
CTPeNKn — CMMBOJ MOTYCTOpOHHero mupa. CooT-
BETCTBEHHO CBACTWMKa, BPaLLalowWwanca no 4acosoW
CTpenKe — CUMBOJ 3eMHOW XU3HU.

The cross is found on historical artefacts from India,
Greece, Eastern Europe, from the Baltic to the Balkans.
It has a wide range of symbolic meanings.

The Kazakh «tortqulag» (literally «four ears») is a
geometric figure based on a cross, and the four
crosses can usually be formed from plant, geometric
or zoomorphic elements.

In Kazakh culture, this ornament most likely
represents the four sides of the world as well as the
four elements of the universe and the elements —
earth, air, fire, water. Most often this pattern is used
to fill the central part of a carpet, in the decoration
of architectural constructions and jewellery art.
«Tortqulag» as the main motif in the central field of
tufted carpets, as the cross of the qosmuiz pattern, is
a symbol of stability and immutability, of the richness
of earthly life. In architecture (as in the mausoleum
of Kh. A. Yasawi) and in jewellery art, it most closely
conveys the union of all four elements of the universe.

However, there are several variations: The swastika
rotating counterclockwise is a symbol of the
underworld. Accordingly, the clockwise rotating
swastika is a symbol of earthly life.

Cnupanb — ApPEBHENWNIA CUMBOJ, KOTOPBIN BCTpe-
yaeTca Ha neTporamdax U ApeBHel Kepamuke BO
MHOTUX pernoHax Mmpa: B CTpaHax TUXOOKeaHCKO-
ro 6acceliHa, MepeaHeri Asun, EBpone u ap. 370T
YHUBEpPCaNbHbIN 3HAaK UMeeT 6oratyto CMMBOAUKY.
Ha kas3axcTaHckux apTedakTtax cnuvpanb ObITyeT C
aHAPOHOBCKMX BPEMEH W YacTo BCTPeYvaeTcs Ha Ke-
pPaMUUYECKMX KOMTJIEeKCax 3MoxXu paHHen 6pOoH3bl U1
He NpepbiBaeTca B 6onee no3gHee BpeMa. AKTUBHO
NpOsBAAETCA B UCKYCCTBE KOYEBHWKOB, CUMBOJIN-
3UpyA XW3Hb C ee NMoOBOPOTaMu, Crnagamun U Noab-
eMamu.

B A3blke mMateMaTuKy cyliecTByeT HecKosbko ba-
30BbIX TUMOB CVpanen: apxmmesoBa, 1orapmnpmm-
yeckas, knotonga n obpasoBaHHas COMpPsAXKEHNEM
Ayr TMONYOKPY>KHOCTEN pasHblX guameTpos. [lo
CBOEN KOHCTPYKUWMW apxumegoBa W norapudmu-
Yyeckas cnupanb 6aM3Ka 3HAMEHUTOMY Ka3axckomy
«KOLWKap Mywni3» (bapaHbu pora). Cnupanb B Ka-
3aXCKOM Ky/NbType acCoLUMPYETCA C ABUXKEHNEM W
pa3BUTMEM, BEUHOCTbHO U BOCMPUHMMAETCA B Kaye-
cTBe rpadmueckoin MeTadopsbl Xn3HW. BcTpeyatoT-
CA cnvpanu, BpallatoLlmecs no ABMXKEHUIO COJH-
ua, u HaobopoT. BepoATHO, AaHHbIN dakT cBA3aH
C O3HauyMBaHWEM MMpPa XMBbIX 1 MUPa MePTBbIX. B
LesioM, cnvpaib 0bpasHO CMMBOAU3MPYET Pa3Bu-
TUE XU3HMU.

The spiral is the oldest symbol found on petroglyphs
and ancient pottery in many regions of the world:
the Pacific basin, Western Asia, Europe, and others.
This universal sign has a rich symbolism. On Kazakh
artifacts the spiral is found since the Andronov period,
and frequently on ceramic complexes of the early
Bronze Age and without interruption in later times. It
is actively depicted in nomadic art and symbolizes life
with its twists and turns, descent and ascent.

In the language of mathematics there are several
basic types of spirals: Archimedean spiral, logarithmic
spiral, clothoidal spiral and spiral formed by
conjugation of semicircles with different diameters.
The Archimedean and logarithmic spirals are similarin
shape to the famous Kazakh «goshgar muiiz» (ram'’s
horns). In Kazakh culture, the spiral is associated with
movement and development, with eternity, and is
understood as a vivid metaphor for life. Spirals are
encountered that rotate with the movement of the
sun and vice versa. This fact is probably related to
the understanding of the world of the living and the
world of the dead (to denote them). In general, the
spiral figuratively symbolizes the development of life.

123









Al
AW TYN
AVLUbIK FY/

NYHA
NYHHbIA LIBETOK
NnonyMEecsLy

“Al” / MOON
“Al GUL” / MOONFLOWER
“AISHYQ GUL"” / CRESCENT MOON

Kasak MubonoruacbiHaa an epeklle OpbIH ana-
Abl, ON alen >apaTblibiCbiIMeH 6alNaHbICTbl XaHe
OfaH SPTYPAI CUKbIPALI KacneTTep ToH. byn cyaynbik
MeH 9CEeMAIKTIH XaNbIKTbIK YAFiCi, COHAaln-ak Kenbip
FYPbINTbIK XXOHE CaNTTblK dPEeKETTEPAiH, KaTbICYLUbIChI:
>KaHa alifa TabblHFaH XXaHe OHbIH, TOPT Ke3eH,i kenTe-
reH MaJeHNeTTepPAE afaM eMipiHiH TePT Heri3ri caTbl-
CbIH, IFHU TYY, ©CY, KapTato >XaHe enimai bingipesi. byn
TYHTI WamAbl KacTepaeyaiH XypHakTapbl GoabKaop-
fa XaHe bipkaTap blpbiM / ThilibIMAapAa cakTasfaH
(oHbI caycakneH kepceTyre 6oaMaiabl, OfaH Kapchbl
TYPbIN A3PET CbiHAbIPYFa HonManabl xaHe T. 6.). An
XaHa TyfaH Kbi3gapfa Aifa 6alinaHbiCTbl ecimaep
XWi Konbliagbl (Ancyny, Airyn, AnTonfaH xoaHe T. 6.).
Exxenri kewneHginep 6ap/blk, MaHbI3Abl iCTEPA XKaHa
TyfaH ariga HacTtafaH. «Ai» TyblHAbINAPbl OPHEKTIH,
6acka Hyckanapbl 60/bIM Tabblnagpl («ain ryn», «ai-
LWbIK rya» xaHe backanap). On kebiHece Kinemaepsae,
anensepaiH 3eprepnik byrbiMaapbiHAa XaHe backa
Aa byMbiMaapaa Xui kesgeces,.

Kasak MageHuWeTiHAe >XapTbl aliblH Aa TaHbIMai-
AblFbl KeM eMec. Exxenri yakbITTa o, eH, angsiMeH, Al
KyAaublH HeliHenereH, SfHN alfa TabbIHYLWbIAbIKNEH
6aliNaHbICTbl XaHe Tipisep aNeMiH pyxTap a/1eMiMeH
HainaHbICTbIPaThIH B83iHAIK «eTken» 6onabl. byn benri
KenTereH Typki XanblKTapbl apacbiHAa py/blk TaHba
peTiHae KkonaaHblAFaH. An ByriHae MyCblIMaH 3upar-
TapblHAa OpHaTblIfaH onap Pyxtap anemiHiH Hblwa-
Hbl peTiHAEe dpeKeT eTedi (an alnAblH COHFbl Ke3eHi —
aKbIpeTTiH benrici).

OpHek afall oroNapbliHAa XaHe aT ab3engepiH 6es-
eHaipyse KeHiHeH KondaHbligbl. byn oro-epHekTiH
GipHeLLle TyblHAbINapbl 6ap: «yL arLbIK» — YL XapTbl
ali XXoHe «TepT aillblK» — TOPT XapTbl ail.

Actpangblk TaHbanapablH, cemMaHTUKachl (ai, anLubik,
SXKYNAbI3 XaHe T. 6.) onapablH XKofapfbl anemre faHa
emec, COHbIMEH KaTap >Ofapfbl kabaTTapabl TONTbI-
paTblH >Xep/ey eckepTKilTepiHAe — MnapaneTTepae,
apxuTpaB benaemernepiHae >aHe T. 6. >aTaTblH-
AbIFbIHAA.

XXYNAbI3
3BE3JA
“ZHULDYZ" / STAR
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XKynabizgap, 6apnablk acnaH feHenepi CUAKTbI, Ka-
3aKTap anemiHiH, MubonoaTukanblk bHelrHeciHae
MaHbI34bl pen atkapagbl. Xanblk aybl3 agebueTiHae
XKYAAbI3gap Typanbl MUPTEP MEH aHbi3gap eTe Ker.
EH TaHbIMangapbl — Temip ka3bik, LLlonnaH xaHe T. 6.
TypakTbiblK MeH TapTiNTiH Genrici 6oabin Tabblna-
ThIH 9P6ip Xy/AbI3 afamMfa, OHbIH TafablpbiHa Tikenen
6arnanbIcTbl. Xynabidgap 6akbIT Cbiiinan, anbin Kete
anajbl Aen Xanblk CEHreH (6ip>aKTbl GYHKLMA).

fanampabik MageHMeTTe ceri3 >anblpakLwanbl >Xy-
Abl3 FaNaMHblH, KaTnap/iaHyblHbIH, X9He aLlbliybIHbIH
©3iHAIK HbllaHbl 60/1bIN Tabblaazbl, an KasakTap apa-
CbiHAa H6ec HBypbILWThI MiLiH XWi KONAAHbLIFaH. OAeT-
Te, KOMNO3ULMANBIK TypFfbldaH on Kinem byrbimaa-
PbIHbIH, COHAIK BpiCiHAEe OpTa OPbIHAbI anaabl.

By Ot0-8pHEKTIH KenTereH TyblHAbINapbl 6ap: «XKy-
AbI3 TY/1», «KYAAbI3 ©pHeK» XoHe kebiHece cbIpT
Knimaepai 6e3eHgipeTiH «ton Xynabi3». CbIpTKbl
KMIMHIH, ZekopblHAa o XXapblkTbl, MaHrinik neH
YMTbINbICTbI BeliHenensi.



JlyHa 3aHMmaeT ocoboe MecTo B Ka3axckou mMudo-
NOMUK; accoLMMPYETCA C KEHCKOW UMOCTachbio U ee
HajenAT PasNUYHbIMU Marmyeckumu CBOMCTBaMMU.
CVMBOA KPacoTbl 1 U3ALLECTBA, a Tak>Ke YYaCTHUK He-
KOTOPbIX PUTYaabHbIX U 06PSAAOBLIX A4EACTBMIA: HOBOM
NlyHe NOK/IOHAANCH, a ee JeTblpe da3bl BO MHOIMX
KyNbTypax ONULLETBOPAIOT YeTbipe OCHOBHbIE CTanK
XU3HW YesioBeka — POXAeHWe, B3pocCiaeHne, crTape-
HVWe N cMepTb. PesnKTbl MOYUTaHNA 3TOrO HOYHOrO
cBeTWNa OTMeYeHbl B GOoNbKIope U paje 3anpeTos/
Taby (Henb3s MokasbiBaTb Ha Hee MasbleMm, JMLOM
K Her He CnpaBAATb HYXAY W T.4.), @ HOBOPOXAEH-
HbIX A€BOYEK YacTO HapeKaan MMeHamK, CBS3aHHbI-
MW C iyHon (Alcyny, Aliryn, AintonfaH n ap.). Kaxaoe
BaXKHOE Jle/10 APEBHME KOUYEBHUKMN HAaYMHaAN B HO-
BOJIyHWe. [pon3BOAHBIMK OT «ai» (NyHa) ABAAIOTCSA
N Apyrve BapuaHTbl y30pa («ail ryn», «allblk rya» n
4p.). Hacto BCTpeyaeTca Ha KOBpax, XEeHCKUX ykpa-
WEHWAX U Ap. U3genusax.

He meHee nonynapeH B ka3axckon KyabType v NnoJy-
mecaL,. B gpeBHOCTUN OH, BeposATHee BCero, CMMBOAU-
31poBan NyHHOe 6OXeCTBO, T.e. COOTHOCUTCA C Ky/b-
TOM JlyHbl 1 6bl1 CBOEOBPa3HbIM «MPOBOAHNKOM>,
COEAMHAIOLWMM MNP XMBbIX C MUPOM AYyXOB. ITOT
3HaK MCMo/b30Ba/Cs B KayecTBe POAOBOW TaMru y
MHOIMX TIOPKCKUX Hapogos. W ceroans, yctaHasau-
BaeMble Ha MyCy/NbMaHCKMX Knagbuiuax, BbICTynaroT
Kak CUMBOJ1 MUpa AyXOB (M nocnegHen dasbl NyHbl —
3HaKa 3arpobHoro mMupa).

Y30p WwWmpoko npumeHsncs B pesbbe no gepesy U B
AEeKOPUPOBaHMM KOHCKOWN COpymn. Y 3TOro opHameH-
Ta/bHOTO MOTUBA €CTb HECKOJIbKO MPOU3BOAHBIX:
«yW alWbiK» — TPWU MOAYAYHUSA U «TOPT alLlblK» —
yeTbIpe NOAYAYHUA.

CeMaHTKKa acTpasbHbIX CMMBOJIOB (ail, alLUbIK, XKY-
Abl3 U T.4.) OAHO3Ha4YyHa He To/IbKO bBaarofaps cBoew
npuHagaexXHocTn K BepxHemy mupy, HO 1 pacno-
NOXEHWEM Ha norpebasibHbiX NaMATHUKAX, 3anon-
HAOLWMX BEPXHUE SIPYCbl — MapaneTbl, apXMTpas-
HbI MOAC U Ap.

The moon occupies a special place in Kazakh
mythology, it is associated with female hypostasis
and various magical properties are attributed to it. He
is a folk model of beauty and grace and participant
in some ritual and ceremonial acts: The new moon
was revered, and its four phases represent the four
main phases of human life in many cultures — birth,
maturation, ageing, and death. Relics of the worship
of this night star can be found in folklore and in a
number of prohibitions/taboos (do not point your
finger at it, do not go to the toilet facing it, etc.), and
newborn girls were often given names related to
the moon (Aisulu, Aigll, Aitolgan, etc.). The ancient
nomads began any important business at the new
moon. Other variants of the pattern («ai glil», «aishyq
gll», etc.) are derived from «ai» (moon). It is often
found on carpets, women's jewellery and other
products.

The crescent moon is no less popular in Kazakh
culture. In ancient times it most likely symbolised
the moon deity, i.e. it corresponded to the moon cult
and was a kind of «ladder» connecting the world of
the living with the spirit world. This sign was used
by many Turkic peoples as a patrimonial tamga. Even
today it is used in Muslim cemeteries as a symbol of
the spirit world (and the last phase of the moon —the
sign of the afterlife).

This pattern was often used in woodcarving and to
decorate horse harnesses. From this ornamental
motif there are several derivations: «Ush aishyk» —
three crescents and «tort aishyk» — four crescents.

The semantics of the astral symbols (ai, aishyq,
zhaldyz, etc.) is clear not only because of their
belonging to the upper world, but also because of
their position on the tombs filling the upper tiers —
parapets, architrave belts, etc.

3Be3abl, Kak 1 BCe HebecHble Tena, UrparoT BadKHYH
pOb B MU(OMO3TMUECKON KapTMHE MMpa Ka3axoB.. B
donbknope cyLlecTByeT OrPOMHOE KOANYECTBO MU-
doB 1 nereHs o 3Be3gax. Hanbonee nonynapHsimu
ABaAroTCA nonspHas 3Be3ga (Temip ka3blk), BeHepa
(lWWonnan) n apyrue. Kaxgasa 3Be3fa, ABAAKOLLAACA
CMMBOJIOM MOCTOAHCTBA W MNOPAAKa, UMeeT Hemno-
CpeACTBEHHOE OTHOLLEHME K YesioBeKy, ero cyapbe.
B Hapoge cumTanoch, 4TO 3BE34bl MOTYT AapOBaTb U
OTHUMATb cYacTbe (ambuBaneHTHas GyHKLMS).

B mupoBOl KynbType BOCbMW/ENecTKOBas 3Be3/a
cBOeobpa3sHbIi CUMBOJ CBOpPauMBaHWs U pa3Bopa-
uMBaHUA BceneHHOW, a y Kas3axoB Yalle BCEro Wc-
noJsib30Banack NATUKOHe4YHas ¢opma. Kak npaswio,
KOMMO3ULIMOHHO OHa 3aHWMaeT CepeAVHHOE MoJo-
EHWNe B OpHaMeHTaNbHOM MoJie KOBPOBbIX U3AENNNA.

Y 3TOro opHaMeHTa CyLeCcTBYOT U1 MHOFOUMNCIEHHbIE
MPOW3BOAHbIE: «KYAbI3 TYA», «<KYAbI3 OPHEK» U
«TOM XY/1AbI3», KOTOPbIMW Yalle BCEro AeKOPUpoBa-
Nacb BepxHsAs ofexXza. B zekope BepxHel ogexabl
cumBoansmpyet CeeT, BeuHocTb 1 ycTpemaeHus.

Stars, like all celestial bodies, play an important role
in the mythopoetic image of the Kazakh world. In
folklore there is a large number of myths and legends
about the stars. Among the most famous are the Pole
Star (Temirqazyq), Venus (Sholpan) and others. Each
star, which is a symbol of constancy and order, is
directly related to a person and his destiny. Popular
belief says that stars can give and take away luck
(ambivalent function).

In world culture, the eight-pointed star is a peculiar
symbol of the unfolding and folding universe, but
the five-pointed form was most often used by the
Kazakhs. As a rule, it occupies a central position in
the ornamental part of the rugs.

There are also numerous derivatives of this ornament:
«zhaldyz giil», «zhaldyz 6rnek» and «top zhildyz»,
which were most often used to decorate outerwear.
The ornamentation of outerwear symbolises light,
eternity and striving.
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OpTacbiHAa Xyaabi3bl 6ap «ceri3 Kblpsibl ©pHEK» Aen
aTanaTtblH Ceri3 KblpAbl rynepHek fanamapl, FapbiwThsl
GeliHENeNTIH KileM KoMMo3uumanapbiHaa Xui KO-
AaHblaFaH. Ceri3 Kblp/ibl TYTaCTbIK NeH YAAeCiMAiNiKTI
Gingipeai.

KEMMIPKOCAK,
PAAYTA
“KEMPIRQOSAQ" / RAINBOW

fanamablk MageHMeTTe Kemmipkocak eki >KaKTbl
MafblHaFa ne. Kelibip xanbiKTap yLiH 6yn eTe XafbIM-
Abl KybbbIC (acnaHfa Bacnangak, >kymakka anapa-
TbIH o), an 6ackanapsl yLWiH agamAapablH, dKaHbIH
KENTIH 3y/IbIM XKapaTblabicrieH beliHeneHreH. Kasak
M3AeHMETIHAE KeMMipKocakK TypAi-TyCTi KON HakkaH
Kemnip KehniHAeri KekTeri KyAan TyCiHirimeH 6anna-
HbICTbl. Xablk M3AEHWEeTIHAe «Kemmipkocak» Tep-
MWHI epHeK TYpiH faHa eMecC, COHbIMEH KaTap Kece-
He /Ma3apAblH 6e3eHgipinreH kymbesiH ae 6ingipes,.
Keinbip Typki XxasnbiKTapbl Kemnipkocak JofanapbiH
apkaMeH, SFHU MUXPabTbIH NPOTOTUMIMEH (MbICanbl,
XalHamaszgapgafbl) 6arinaHbICTbipagbl.

KypblibIMABIK, >KafblHaH OH-OPHEKTIH, ©3i JpTypi
TYCTi XOfaKTapAaH Typajbl, ONapAblH, MafblHaia-
pbl MblHaHbl Gingipesi: Kok — acnaHHbIH, HblLaHbI,
aK — akMKaT, KyaHbILWTbIH TYCi; capbl — AaHaNbIKTblH,
napacaTTbliH, KalfbiHbIH, TYCi; Xacbln — KOKTEM MeH
XacTbIKTbIH, TycCi. byn oOr0-epHeK Hakpilbl analla,
KOP>KbIH, Backyp >kaHe backa ga ToKbiMa byibiMaa-
pbiH 6e3eHipyse KOoAAaHblnajbl, Onap eMipaiH
XapPKbIH TyCTepiH, 6alabIKTbl, 91-ayKaTTbl XaHe T. 6.
6enHenenai.

LWAPLDbI
KBAAPAT
“SHARSHY” / SQUARE

TaburaTtta TeHAecCi XOK KapanalibiM ¢urypa. dne-
MEHT fafamMiblK MIAEHMETTe TaHbIMaja: FpeKk-pum
aacTypiHgeri AppoauTa (BeHepa) HblwaHbl, nuda-
rop/ibiKTap apacblHAafbl XXaHHbIH, HblWaHbl, UHAYW-
3mge Fanamgarbl TopTinTi Gingipesi xaHe T1. 6. TyTa-
cTal anfaHpa, pomb neH wapwsl — EypasvsaHbiH
HEONINTTIK KOHbICTapblHAa MNaiga 6GonfaH eH KeHe
anemeHTTep. KebiHece arensik 6actaymeH, KyHap-
NbINbIK KyLUNEH 6arinaHbICTbI.

«apwbl» TypKi MaAeHWNETIHAEr TOPT Heri3ri bafbIT-
neH 6GalnaHbICTbl, Xep 3/eMeHTTepiHe calikec Ke-
NeTiH XaHe MaTepuanablk 6enrici 6oabin TabbliaTbiH
TYPaKTbIAbIKTbIH, 6enrici. Lapwbinap meH pomb6Tap
Ti3beriHeH O0-epHeK HakKbIWbIH KypacTbipy eMipaiH,
KkepHeki MeTadopachl 6oabin Tabblnagbl.

OJeTTe, OHbIMEH TOJbIKTbIFbIH K&pCETe OTbIPbIMN, Ke3
KenreH CaHAK KOMMo3uUusaHbl XuekTtenai. On ka-
3aKTapAblH, CoHAIK-KoNAaHOanbl eHepiHiH, 6apablk
AepAik BylbiMaapbiHAa KonaaHblnagbl. ON Ka3akTblH
TYKTi KinemMaepiHiH 6ip Typi — WwapLubl KiNleMHiH, aTaybl
peTiHAe KbI3MET eTefli, OTKEHi OHZaFbl HEFi3ri HaKbILL
WwapLbl Hemece pom6 6onbin Tabbiagsl. Kapanaii-
bIM POMb — ailen 6acTayblHbIH, HblLaHbl XIHE XepaiH,
6enrici, an inreri 6ap pomb6 — XEMICTi ep-aHaHbIH,
6enrici. Mbicanbl, poMb6 Tapisai oto-epHeri 6ap Kinem
TYPKi KyAarbl ¥MaiablH, HblllaHbl 60/1bIN caHanakbl.
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BocbmuyronbHas poseTka co 3Be340W B LIEHTpe Noj,
Ha3BaHWeM «Ceri3 KblpJ/ibl @PHEK» YacTo MCMOJb30-
Bajacb B KOBPOBbIX KOMMO3MLMAX, CUMBOAU3NPYA
BceneHnyto, Kocmoc. Ceriz kbipibl CMMBOAN3MpPYET
LLe/IOCTHOCTb 1 FapMOHMUIO.

An octagonal rosette with a star in the centre, called
«segiz kyrly 6rnek», was often used for carpets and
symbolises the universe, the cosmos. Segiz kyrly
symbolises integrity and harmony.

B MupoBoOW# KynbType pagyra MMeeT ABOMNCTBEHHOE
3HaueHue. s OfHNX HAPOLOB OHa UCKNHUNTENBHO
MO3NTUBHOE sB/AEHWE (NecTHUUa B Hebo, gopora B
pal), a y ApPYrMx onuueTBopsafaacb co 37106HbIM Cy-
LLECTBOM, MOXMpPAOWUM AyLun Atogei. B kasaxckon
KyNbType C pajyroi CBsi3aHbl MpPeACTaBAEHUS C He-
6ecHbIM BOXECTBOM B BMAE CTapyxu (kemnip), nacy-
el LBeTHbIX OBel. B HapoAHON Ky/nbType TepMWH
«Kemnipkocak» obo3HayaeT He TONbKO BWZA Y30pa,
HO W AeKOpPUPOBaHHbIA Kymbe3 MaB3osnen/mazap. Y
HEKOTOPbIX THOPKCKMX HAaPOAOB AYrM pajyrn CBs3bl-
BAOT C apKOW — MNPOTOTUMNOM Muxpaba (kK npumepy,
Ha MOJieNIbHbIX KOBpaXx).

KOHCTPYKTMBHO caM OpHaMeHT COCTOUT M3 MOAOCOK
Pa3HbIX LIBETOB, KOTOPblE CUMBOJIM3UPYHOT: CUHWIA
LuBeT — cuMBOJ Heba, Benbii — LBET UCTUHbI, Pajo-
CTW; XKeNTbI — LBET MyAPOCTU, pa3yma, nevanu; 3e-
JIEHbIV — UBET BECHbl U MOMIOAOCTU. [JaHHbIV OpHa-
MEHTaIbHbI MOTUB UCMOJb3YHOTCS B AeKope asnalla,
KOP>bIHOB, 6aCKypOB U ApYrvx TEKCTU/bHbIX U3e-
NV, CUMBOAN3MPYA COBOI ApKMe Kpackun XU3Hu, 6o-
ratcTBo, bnaaronosyuve v T.4.

In world culture, the rainbow has a double meaning.
For some peoples it is a purely positive phenomenon
(a stairway to heaven, a path to paradise), while for
others it is personified with an evil being that devours
people’s souls. In Kazakh culture, the rainbow is
associated with a celestial deity in the form of an
old woman (kempir) grazing colourful sheep. In folk
culture, the term kempirqosaq refers not only to
a type of pattern, but also to a decorated kiimbez
mausoleum/mazar. Among some Turkic peoples, the
arches of the rainbow are associated with the arch —
the prototype of the mihrab (for example, on prayer
rugs).

Structurally, the ornament itself consists of bands
of different colours, symbolising the following:
Blue is the colour of the sky, white is the colour of
truth, joy; yellow is the colour of wisdom, reason
and sorrow; green is the colour of spring and youth.
This ornamental motif is used to decorate alasha,
gorzhyns, baskurs and other textiles, symbolising the
bright colours of life, wealth, prosperity and so on.

MpocTeliwas durypa, He MMetOLLLAsA aHaNoroB B Npu-
poge. DNeMeHT NonyaspeH B MUPOBOWN KyabType:
cumBon AdpoaunTbl (BeHepbl) B rpeko-puUMCKON Tpa-
ANLMY, CMMBOA AyLuW Y NudaropenLes, B MHAYN3ME
O3HavaeT nopsagok Bo BceneHHon u T.4. B uenom,
pomb 1 KBagpaT — caMble peBHME QUrypbl, NOSBUB-
Lnecs elle B HEONUTUYECKUX rnoceneHnax Espasumm.
Yallle BCero COOTHOCUTCA C XXEHCKUM Ha4vasiom, nao-
[OPOAHOM CUNOM.

«LapLwbl» B TIOPKCKOW KynbType CUMBOJ YCTOWUM-
BOCTW, KOTOPbIN CBA3LIBAETCA C UETbIPbMS CTOPOHa-
MW CBETa, COOTBETCTBYET CTUXMU 3EMJIN U ABAAETCS
3HaKOM MaTepuasbHoro mupa. MocTpoeHne opHa-
MeHTa/IbHOrO MOTUBA M3 LIeNoYKUN KBajpaToOB U POM-
6oB ABnfeTCcA BM3yanbHOW MeTadopon >Xu3Hu. Kak
npaeuao, obpamMasaeT Kakyto-1mbo opHaMeHTabHYHO
KOMMO3WLMIO, AEeMOHCTPUPYs ee 3aBepLUeHHOCTb.
WNcnonb3yeTcs NpakTMyeckn Ha BCEX U3LENNNX JeKo-
PaTUBHO-MPUKAAAHOrO MCKYcCTBa KasaxoB. Cay>XuT
Ha3BaHWEM OAHOM M3 Pa3HOBWAHOCTEN Ka3axCKMx
BOPCOBbIX KOBPOB — LUAPLUbl KileM, T.K. OCHOBHbIM
MOTVBOM B HeM ABAAIOTCA KBagpaT uan pomb. Mpo-
CTOM POMb — CMMBOJ XXEHCKOro Havana v 3HaK 3eM-
NN, a pomMb6 € KproUKaMuM — CUMBOA MAOALOHOCALLEN
MaTepu-3eman. Hanpvmep, KoBep ¢ poMbuyeckmM
OpPHaMEHTOM CUMTaeTCA CMMBOJIOM THOPKCKON 6oru-
HW YMali.

The simplest figure, incomparable in nature. The
element is popular in world culture: symbol of
Aphrodite (Venus) in the Greco-Roman tradition,
symbol of the soul among the Pythagoreans, in
Hinduism it means order in the universe, etc. In
general, the rhombus and the square are the oldest
elements that appeared in the Neolithic settlements
of Eurasia. It is usually associated with the feminine,
the fertile force.

«Sharshy» in Turkic culture is a symbol of stability,
associated with the four cardinal points, corresponding
to the element of earth and a sign of the material
world. The construction of the ornamental motif
of a chain of squares and diamonds is a visual
metaphor for life. As a rule, it frames any ornamental
composition and demonstrates its completeness. It is
used practically on all products of Kazakh handicrafts.
It is the name of one of the variants of Kazakh pile
carpets called sharshy kilem, as the main motif is a
square or rhombus. A simple rhombus is a symbol
of femininity and a sign of the earth, and a rhombus
with a hook is a symbol of the fertile Mother Earth.
For example, a rug with a diamond ornament is
considered a symbol of the Turkic goddess Umay.
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«TYMAPLLA>
(AETTE YLWBYPbILUThI
NIWIHAE)

(OT CNOBA TYMAP-OBEPET,
YACTO TPEYTOJ/IbHOWN ®OPMbl)

“TUMARSHA”

(FROM THE WORD
TUMAR-AMULET, OFTEN
TRIANGULAR IN SHAPE)

«Tymapwa» — 3y/AbiM KYLUTEPAEH >XaHe TiN-Ke3-
AEH KOpfay CUKbIpbIMEH 6ainaHbICTbl  TaHbIMan
HakblLTapAblH, bipi. Kasak, >epiHae OHbIH, 6oliTyMap
peTiHAe KOoAAaHblNFaHbIHbIH anfalkbl Aaneni AHAPO-
HOB M3JeHWeTiHeH KasFaH Kbl biAbICTapAa kKesfe-
cepi. On o3 atayblH TYpKI MaAeHI/IeTIHAerl 3Y/IbIMABIK,
neH Aynen pyxTap4iH KywTi KOpfayLwbiCbl «TyMap»
(kebiHece yWOYpPbIWTbI MilWiHAI) YFbIMbIHAH angbl.
O3iHiH Tabufn TypiHAe >XoHe PYHKUMACbIHAA ON aAi
A KonjaHbladbl.

Xorfapbifa bafbiTTanfaH yWwoOypbIW PyXTbiH MaTepus-
JaH KeTepinyiH (FanaMablk Tay — YLU NEMHIH, TOFbICbl),
aN TeMeHre HafbITTasfaH YLWOYPLILW PYXTbIH MaTepPU-
Afa TycyiH 6ingipesi gen caHanagbl. Kelge LWbiHbl
KOFapbl OpHanackaH yLWoypbil epkekTik bacTayabl,
an WblHbl TOMEH KapafaHbl arengik Hactayabl 6in-
aipeai.

YwwoypbiLw K¥,D,aVIJ1bIK 6enrici, >xofapbl YMTbLAYAbIH,
6eliHeci XaHe eMmipaiH HblwaHbl 60/bIN caHanazbl.
MafblHacbl XafblHaH Oya yW a/iemii, SFHU KekTe-
Fi, XXepAeri XaHe Xep acTbl afemaepiH BipikTipeTiH
fanam TaybiHa >XakplH. fanamgblk, MajeHweTTe Ta-
HbIMaJ: YL TOFbICKaH YWOYpPbIW — KOHe CKaHAW-
HaBusAAbIK KyAar OAWHHIH HbllWaHbl, aurini Jdasug
KYNAbI3bl €Ki TEHOYMipAi YOy pbIWTbIH, KEMeriMeH
>acanfaH xaHe T. 6

OpHekK 63iHiH, KapanabIMAbIbIFbl MEH blKLIAMAbIFbI-
HbIH, apKacblHAa Ka3akTapablH KoagaHbanbl eHepiHiH,
6apsblk, Aepaik TypaepiHAe KOoNjaHblAaabl.

BANJAK,
YMOP, KOCTbl/1b
“BALDAQ" / PROP, CRUTCH

Epekiie epHek — BypkiTneH atka MiHy Ke3iHAe Kon-
AblH bIHFalbl OpHanacybl YLWiH OYpPKITTi KOHAbIPFaH
TYFblPAbIH K&pKeM Hyckachl. bip komnosuumsFa 6ipik-
TipisireH 6yn epHeK KypAeni COHAIK HakbIWTbl Kypain
OTbIpbIN, KNi3 6eH kecTeni byrbiMaapabl 6e3eHaipy-
ae KongaHbinagbl. Oro-epHEKTEPAiH, MpeneHAeHreH
TypiHe xaTtagpl. Cipa, «bangak» ObIHbIH, HblLLIAHAbIK
MOHI OHbIH, TipeK, KOo/ijay >XaHe Kyl Kbl3MeTiMeH
aHbikTanaabl. byn GeiHe fanamablk MajeHUWeTTe ae
Ke3gecesi, KbiTalnblkTap apacbliHAa 6angak kosngay
MafblHacbl bap ambaemanapabiH, GipiH Kypanabl, an
XPUCTUAHABIKTA O Dyane AHTOHWIAIH, d3Mbaemacsl,
rpek-puM AaCTypiHAe MUOTIK Temip ycTackl lepecTTin
aTpubyTbl 601bIM Tabblnabl. MafblHaCkl XafblHaH Ta-
AKKa, acaTaskka, T. 6. akblH. Fanamablk MaeHMeETTE,
e3/epini3 binetiHaen, Task — 6yn Fanamabik afaw,
AfHN BanTepekTiH KeckiHaeMeci, bakcblnapablH, abbi-
34apAblH, KeCEMAEPAIH, KepinKenaepain, Xbipaynap-
AblH XX9He pyxaHu KyLl-KyaTbl Xofapbl 6acka caHaTt-
Tafbl ajaMAapAblH, aTpUbyThI.

<«UPEK» / SUT3AT
“IREK” / ZIGZAG
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«Npek» ce3i Kasak TiNiHEH ayjapfaHia KMUCbIK,
bypanfaH fereH MafblHaHbl 6ingipeai. Fanamabik Ma-
AEHMeTTe TaHbIMan HakbIW, KONTereH CoHAIK Xyle-
Nepain, Herizri anemMeHTi. pek cyabl, TONKbIHAbI, MOH-
FifiK KO3fa/biCTbl, HaW3afafbl HeMece >XaHObipAbl
6ingipesi. Mbicanbl, natbill MUGONOTUACBIHAA NPeK
Xepaeri XaHe KeKTeri CynapAblH, ConKeciHLle anen
KyZanbl MapaHblH, HbllWaHbl PeTiHAE aHblKTanakbl.
OpHekTiH, Nanga 60/ybIHbIH, eH, anfallKbl apxeoso-
TUABIK AdNengepiHid 6ipi HeoNUT AayipiHe XaTadbl.



«TymapLwa» — OAWH U3 MONYASPHbLIX MOTUBOB, CBS-
3aHHbIN ¢ Marvel obeperaHuns OT 3/1bIX CUA U AYPHOTO
rnasa. B kasaxctaHckom apeane nepsble CBUAETENb-
CTBa ero UcnoJib3oBaHWsA kak obepera BCTpeyaroTcs
Ha FIMHAHOW NoCyZ4e aHAPOHOBCKOM KyabTypbl. CBOE
Ha3BaHMWe NOAYYMN OT MOHATUSA «TyMap» (YaLlle BCEro
TpeyronbHon Gopmbl) — MOLLHOrO obepera OT 31a U
HEeUMCTbIX CUN B THOPKCKOM KyAbType.

TpeyronbHWK, HanpaBJeHHbI OCTPUEM BBEPX, CUM-
BOJIU3NPYET BOCXOXAEHME Ayxa M3 maTepum (Mu-
poBas ropa — COeAVHEHNE TPeX MUPOB), @ OCTPUEM
BHW3 HUCXOXAEHWE Ayxa B MaTeputo. MHoraa Tpey-
roJIbHVK BEpPLUMHON BBEPX 0603HAYaeT MyXCKOE Ha-
Yaslo, a BEPLUMHOW BHU3 XXEHCKOE.

TpeyronbHWK cuMTaeTcss 6GOXECTBEHHBIM  3HAKOM,
OJINLLETBOPEHNEM YCTPEMIEHHOCTM BBbICb U CUM-
BOJIOM XM3HW. Mo cMbicay 64130k K MrpoBOW rope,
0b6beANHAIOLLEN BCE TPU MUpPA — HEBECHBIN, 3eMHOM
1 NoA3eMHbIN. [onyasipeH B MUPOBOI Ky/bType: Tpu
CMNETEHHbIX TPEYrosbHWKa CUMBOJ ApPEBHECKaHAM-
HaBckoro 6ora OauHa, 3HamMeHuTasa 3Be3aa [aeuaa
0b6pasyeTcs C MOMOLLbLIO ABYX PaBHOCTOPOHHUX Tpe-
YrOJIbHUKOB U Ap.

Y30p, 6aarogapsa cBOen NpoOCToTe U NAKOHUYHOCTHK,
NCNOJIb3yeTCAa NpPakTnyeCkn BO BCEX BUAAX NpUKNaa-
HOrO NCKYCCTBa Ka3aXoB.

The «tdmarsha» is one of the popular motifs
associated with the magic of protection from evil
forces and the evil eye. In the Kazakh region, the
first evidence of its use as a talisman is found on the
pottery of the Andronovo culture. Its name is derived
from the term «tGmar» (usually triangular), which in
Turkic culture was a powerful protection against evil
and evil forces. In its natural form and function, it is
still in use today.

It is believed that the upward triangle symbolises
the rise of spirit from matter (world mountain —
connection of the three worlds) and the downward
point symbolises the descent of spirit into matter.
Sometimes the triangle with the apex pointing
upward represents the masculine and with the apex
pointing downward represents the feminine.

The triangle is considered a divine sign, the
embodiment of upward striving and a symbol of
life. The meaning of the triangle is close to the
world mountain, which unites all three worlds — the
heavenly, the earthly and the subterranean. Popular
in world culture: three intertwined triangles symbolise
the ancient Scandinavian god Odin, the famous Star
of David is formed by two equilateral triangles, and
so on.

The pattern is used in almost all types of applied art
of Kazakhs due to its simplicity and brevity.

CBOEOOpPA3HbIN Y30p — XYAOXECTBEHHbIA BapuaHT
6angaka — NOACTaBKY, KOTOPYO UCMO/b30Bann bep-
KyTun Ans yA06HOro MONOXKEHNA PyKU NPU BEPXOBON
e3ze ¢ 6epkyToM. COEAMHANACH B €AMHYH KOMMO3U-
LMo, 3TOT y30p ObpasyeT CNOXHbIA OpHaMeHTasb-
HbI MOTMB, KOTOPbIM YKpaLUAtOTCS BOWIOYUHbIE W
BbIWWTbIE n3genns. OTHOCUTCA K MeaHAPOBUMAHOMY
TMNY OpHaMeHTOB. BeposTHee Bcero, CMMBOUYe-
CKOe 3HauyeHne opHaMeHTa «bangak» onpeaensercs
ero GyHkUMen: nogaepxka, onopa n cuna. 1ot 06-
pa3 BCTPeYaeTcs U B MUPOBOW KY/IbType: y KUTanLEeB
KOCTblNb 06pa3yeT ogHy U3 3MbJeM CO 3HaueHWeM
NOAAEPXKKN, @ B XPUCTMAHCTBE 3TO 3MbiemMa CBATO-
ro AHTOHUS, B FPEKO-PUMCKON TpagmLmm — atpubyT
Muduyeckoro kysHeua ledecta. Mo 3HaueHMO OH
611M30K K NOCOXY, TPOCTV U T.4. B MnpoBon kynbType
nocox — npoekuus MrnpoBoro ApeBa, aTpubyT WwWama-
HOB, XXPEeLOB, BOXAEWN, npopuLaTener, ckasutenen
N APYrux KaTeropuii atogei, obaasaroLmx BblCOKUM
YPOBHEM YXOBHOW CUJIbI.

A special pattern is an artistic variation of the baldaq,
a stand used by the Berkutchi for a comfortable hand
positionwhenriding agolden eagle. This patternforms
a complex ornamental motif in a single composition,
decorated with felted and embroidered products. It is
a meandering ornamentation. The symbolic meaning
of the ornament «Baldag» is most likely defined by
its function: support, hold and strength. This image is
found in the world culture, the Chinese crutch forms
one of the emblems with the meaning of support, and
in Christianity it is the emblem of St. Anthony, in the
Greco-Roman tradition — an attribute of the mythical
blacksmith Hephaistos. It is similar in meaning to the
staff, the stick, etc. In world culture, as is known, the
staff is a projection of the world tree, an attribute of
shamans, priests, guides, fortune tellers, storytellers
and other categories of people who have a high
degree of spiritual power.

CnoBo «unpek» B MepeBofe C Ka3axckoro O3HayaeTr
KPWBOW, M3BUAUCTBIN. B MupoBOIK KynbType nony-
NSPHBIA MOTUB, OCHOBHOW 3/71IEMEHT MHOMUX OpHa-
MeHTa/IbHbIX CUCTeM. 3ur3ar CUMBOAW3NPYET BOAY,
BOJIHY, BEYHOE JBMXKEHWE, TPOM WK Aoxab. Hanpu-
Mep, B NaTbILICKOW MUONOrnu 3ursar onpegens-
€TC KaK CMMBOJ 3eMHbIX U HEBECHbIX BOA, W, COOT-
BETCTBEHHO, XXeHCKkoro 6oxectsa Mapbl. OgHVM 13
PaHHWX apXeosIOTMYeCcKMX CBUAETENbCTB MOABAEHUA
y30pa OTHOCMKTCA K SMOXe HeoauTa.

The word «irek» means «crooked, twisted» in the
Kazakh language. A popular motif in world culture,
the basic element of many ornamental systems. The
zigzag symbolises water, waves, constant movement,
thunder or rain. In Latvian mythology, for example,
the zigzag is defined as a symbol of earthly and
heavenly water, and thus of the female deity Mara.
One of the earliest archaeological evidence of the
pattern comes from the Neolithic period.
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Kasak MageHueTiHAe 01 94eTTe KOMMO3NLUAHBI XM1-
eKTey KesiHfe Ko/AaHblnaAbl >XaHe, eH anjbIMeH,
Ke3 KeareH emipfik npouectepaid, MeTadopanbik
Ke3eHAiNIrH, MOHFINIK OopanyblH, ©3repMeninikTin
TYPaKTbUIbIFbIH, bIpFafblH Gingipes,.

«CY OPHEK»
(AYbICAbI MAFBIHAAA
TONKbIH ©PHETI)

«CY OPHEK»
(BYKBAJ/ZIbHO BOAHbIN
Y30P, B CMbIC/IOBOM -
BO/IHOOBPA3HbI Y30P)

“SU ORNEK”
(LITERALLY WATER PATTERN,
MEANING A WAVY PATTERN)

Byn oto-epHeK MafblHaCbl XafblHaH UPEKKe XaKbIH.
OpHeK KasakTblH COHAIK-KOoAAaHOaNbl OHEPIHIH Ken-
TereH OylbIMAApbIHAA OH-BpPHEK KOMMOo3unumsia-
PbIH XUeKkTeyae konaaHblnagbl. Ipadukanbik Typae
OJ1 TOJIKbIHFA YKCANTbIH TOJIKbIHABI Cbi3bIKTap 60/bIN
Tabblnazbl XoHe CyAbl, KYHapJbLAbIKTbI, Ta3a/bIKThl,
LUEKCI3AiKTi, TipLWinik ke3iH bingipeai.

Hakbilw fanamaplk, MageHveTTe TaHbiMan. Xanmbl, cy
MEeH cy Ke3gepiHe TabblHyMeH HainaHbICTbl ambeban
6esri. ApxavKanblk >XaHe ASCTYpAi MajeHneTTepaeri
Cy 9N1eMHiH Heri3ri Heri3i peTiHAe >XaHe KacueTTi Tyn-
Heri3 peTiHAe XXOfapbl KyalnnapMeH CceMaHTUKanbIk,
GarnaHbICTbl: AHaxmTa — aBecTaNblK ASCTYpAEri Kun-
eni cynapablH, KyAanbl, Cy aN1eMiHIH KaMKOPLUbICbl —
nepiwTe XapBaraT XaHe T. 6.

«Cy» epHeri fanamfiblk eHepae 3apTypAi niwiHAep
MeH KepHeki KoHburypauusanapfa ve. bipak, kebi-
Hece, @3iHiH KbI3MeTTIK cunaTTamanapbl 6oMbIHLI@ ON
Ol0-6pHeK KOMMO3WLMANaPbIH TOMbIKTbIPadbl, 60C
OpblHAAPAb! TOATbIPaZAbl XXSHE COMl apKbliibl KOPKEM
6asHAay KyaTblH apTTblipagbl.

«TOPTYLUKY/N»
(TePT CYUIP B¥PbILL) /

(B CMbIC/IOBOM 3HAYEHNU
YETbIPE OCTPbIX YI/1A)

“TORTUSHKUL"
(MEANING FOUR SHARP
CORNERS)

KbI3bIKTbl reomeTpusnblk, durypa, on 6ip HykTe-
ne TebenepimeH TylickeH TepT pomb. KeckiHae-
Me KalblKTaH >XyAabi3fa ykcangbl. Or-epHEeKTIH,
JA9CTYPAi aTaybl «TOPT» >XKBHE «YLUKY/I» JereH exi
ce3feH KypanfaH. Eki 6benikteH TypaTblH OH-OpPHEK-
TiH, aTayblHAa OHbIH 6acTankbl MafblHaCbl KOATasfaH
60nybl MyMKiH. TypKi MafeHUeTIHAer «TepT» CaHbI-
HblH CMMBOJMKACbl MblHaZal yfbiMaapaa KepiHeai:
S/IEMHIH, TOPT >Xafbl, XblAAblH, TOPT Me3rifi XaHe
T. 6., an KasakTapgarbl «yLWKYA» CO3i XblgaM/eTkip
JEereH MafblHaHbl b6ingipesi (Mbicanbl, yWKy1 ON —
XblAgam/eTKip/yLwaTtbiH o).

Byn yari xabblk, CUMMETPUANLIK XYIie peTiHae cunaT-
Tanagbl. On pepbec 31eMeHT PETiHAE XXIHE CHOXETTIK
KOMMO3MLMSIHBIH, 31eMEHTI peTiHAe KileM AeKOpPbIH-
[a, afallTbl KepKeMAiK eHaeyAe XaHe T. 6. yarinep-
MeH bipre KonAaHbl1aabl.

«KAPMAK>»
PbIBA/TOBHAA YAOUKA,
KPHOYOK, KPHOK

“QARMAQ”
FISHING ROD, BAIT, HOOK

Kasak MageHuneTiHAe Oy epHek aaeTTe TYKTi Kinem
KOMMNO3MUMACbIHAA Aepbec 3nemMeHT peTiHAe >XaHe
6enrini 6ip CHOXETTIK KOMMO3ULUUAHBIH, KypamMzaac
6eniri petiHae kongaHbinagbl. Oro-epHekke aray
bepreH 3aTTblH, ©3i (Kapmak, iIMeK) fanamppblK Ma-
AeHuneTTe 6ali cumBosvkara me. O KOC MaFblHasbl
60/ybl MyMKIH: TapTy, ycTay. Tafabipabl, kKelje wa-
pacbI3abiKTbl Hingipyi MyMKiH. pek-pum AacTypiHae
inmek AmoHunc neH MpuangbiH aTprbyTbl, MbICIPAbIK,
facTypae bunik 6enrici xxaHe T. 6.

Baskim, KazakTapablH COHAiIK-KONAaHOaNbl eHepiHAe
CaTTINIK, BakbIT XaHe T. 6. «ycTan anyAblH» HblllaHbI
peTiHAE dpeKET ETKEH.
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B kazaxckoi Tpaamumm 06blYHO MCMO/b3yeTCA Npu
obpamMieHNN KOMMO3MLMU 1, BepoOsTHee BCEro,
CUMBOAN3MPYET MeTaPOPUUECKYD MEPUOANYHOCTb
Kaknx-1M60 NpoLEeccoB XM3HW, BEUHOrO BO3BpaLlle-
HWA, MOCTOAHCTBO M3MEHYNBOCTU, PUTMUKY.

In Kazakh culture, it is usually used in frame
compositions and most likely symbolises the
metaphorical periodicity of some life processes,
eternal recurrence, constancy of variability and
rhythmicity.

DTOT OpHaMeHT No cMbicny H6aM30K K 3ursary (Mpek).
Y30p wncnonb3yetca B obpamieHMn OpHameHTasb-
HbIX KOMMO3MLMIA Ha MHOTUX WU3JEnaX Ka3axckoro
AEeKopaTUBHO-MPUKAAAHOrO nckyccTea. Mpapurueckn
npeactaBaseT coboW MHUW, HaNnoOMWUHatoWMe BOA-
Hbl, 1 CUMBOAU3UPYET BOAY, MNOAOPOAMNE, UNCTOTY,
6eCKOHEYHOCTb, MCTOYHMK SKN3HMW.

YHVBepcanbHbI 3HaK, CBA3AHHBIN C Ky/JIbTOM BOAbI U
BOZHbIX UCTOUYHMKOB B LiefoM. Boga B apxanuecknx
M TPaAMLMOHHbBIX KyAbTypax — MepBOOCHOBa MMpa
N cakpaibHas cybCTaHLMs, CEMAHTUYeCKM CBSi3aHa
C BEPXOBHbIMUK boxecTBaMu: AHaxmTa — 6OTUHA CBS-
LLeHHbIX BOZ B aBECTUIACKON TPajmML MmN, NOKPOBUTENb
BOZHOIO Mvpa aHres XapBsataT 1 Ap.

«BogHbIN» y30p MMeeT pasanuHble GOpMbl U BU3Y-
a/ZbHble KOHOUrypauuv B MUPOBOM uckyccTBe. Ho
Yallle BCEro OoH Mo CBOWM QPYHKLMOHaNbHBIM Xapak-
TepuCTVKaM 3aBepLuaeT OpHaMeHTalbHble KOMMO3W-
LMW, 3aMOJHAS MYCTOTbI W, TEM CaMbIM YCUANBASA CUY
XYZ0XXEeCTBEHHOrO NOBECTBOBAH M.

This ornament is very similar in meaning to the
zigzag (irek). The pattern is used to frame ornamental
compositions on many items of Kazakh decorative and
applied art. Graphically, it is a wavy line reminiscent
of waves, symbolizing water, fertility, purity, infinity
and the source of life.

The motif is very popular in world culture. A universal
sign associated with the cult of water and water
sources in general. In archaic and traditional cultures,
water is considered the primary foundation of the
world and a sacred substance semantically associated
with the highest deities: Anahita — the goddess of
sacred water in the Avestic tradition, the patron of
the water world angel Harvatat, etc.

the pattern «water» has various forms and visual
configurations in the world art. However, in most
cases, due to its functional properties, it completes
ornamental compositions, fills empty spaces and thus
enhances the power of the artistic narrative.

leomeTpuueckas ¢urypa, KoTopas npezacTaBaseT
coboli yeTbipe poMba, COeAMHEHHbIX BEPLUMHAMW B
ofHOM Touke. V3obpaxeHne oOTAaseHHO Hamomu-
HaeT 3Be3ay. TpaAWLMOHHOE Ha3BaHWE OpHaMeHTa
ob6pasyeTcs 13 ABYX C/IOB «TOPT» U «yLIKY». B aBYyX-
COCTaBHOM Ha3BaHWW OpPHaMeHTa 3aKOAMPOBaH ero
M3HayanbHbIA cMbici. CMMBOAMKA YnCha «yeTblpe»
B THOPKCKOM Ky/NbType MPOABASETCH B TakuX MOHSA-
TUAX Kak: YeTblpe CTOPOHbI CBETa, YeTbIpe BPEMEHU
roga v T.4., a CJIOBO «YLUKY/» Y Ka3zaxoB 0603HayaeT
HbICTPBIN/OCTPLIN (K NPUMEPY, BbIPaXXeHWe — YLLKY
ol — BbicTpas/ocTpas/neTalLas MblCab).

JaHHbIV y30p XapakTepunsyeTcs Kak 3aMKHYTas CUM-
MeTpuyeckas cuctema. MoxeT NpMMeHATLCS Kak Cca-
MOCTOSATENbHBIA 3IEMEHT U KaK 3N1eMEHT CHOXXETHOM
KOMMO3WLIMM BKyMe C APYrMMU y30pamu B KOBPOBOM
AeKope, Xy0XeCTBeHHON obpaboTke gepeBa u Ap.

An interesting geometric figure representing four
lozenges joined at a point by their vertices. The image
is reminiscent of a star. The traditional name of the
ornament is composed of the two words «tort» and
«Ushkil». The two-component name of the ornament
most likely encoded its original meaning. The
symbolism of the number four in the Turkic culture
manifests itself in such concepts as four cardinal
points, four seasons, etc., and the word «Ushkul»
of the Kazakhs means fast/sharp (for example, the
expression — Ushkul oi — fast/sharp/flying thought).

This pattern is characterized as a closed symmetrical
system. It can be used both as an independent
element and as an element of plot composition
together with other patterns in carpet decoration,
artistic woodworking, etc.

JTOT y30p O6bLIYHO MCNO/b3YyeTCA B KOMMO3MLMM
Ka3axCckuUX BOPCOBbIX KOBPOB B KayecTBe CaMOCTOS-
TE/IbHOTO 3/IeMEHTa U COCTaBHOrO B OMnpeAeneHHOWM
CHOXXETHOM Komno3umummn. Cama Bellb (Y40uKa, Kprok),
KoTopas fana Ha3BaHWe OpHaMeHTY, UMeeT boraTyro
CUMBOJINKY B MUPOBOW KynbType. MoXeT MMeTb ABO-
fIKO€e 3HaYeHwWe: NPUTArMBaTh, Aep>KaTb. MoXeT 03Ha-
yaTb cyabby, a nHoraa HemsbexHocTb. B rpeko-pum-
CKOW Tpaamumm Kptok — atpunbyt [inoHuca v Mpwrana,
B erMneTcKomn TpagnLnmM 3Hak BAaCTU U T.A.

B sekopaTtvBHO-NpUKAaAHOM UCKYCCTBE Ka3axoB Bbl-
CTyNaeT Kak CMMBOJ «JIOB/IN» YAauW, CHACTbs U T.A.

In Kazakh culture, this pattern is usually used in
the composition of pile carpets as an independent
element and as part of a particular thematic
composition. The thing itself (rod, hook), which gave
the ornament its name, has a rich symbolism in world
culture. It can have a double meaning: attract, hold.
It can mean fate and sometimes inevitability. In the
Greco-Roman tradition the hook is an attribute of
Dionysus and Prial, in the Egyptian tradition it is a
sign of power, etc.

Most likely, in Kazakh arts and crafts it serves as a
symbol of «catching» happiness, joy, etc.
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«WbIHXXbIP>» / UElNDb
“SHYNZHYR" / CHAIN

OpHeK KepHeKi TYpAe ©3iHiH aTayblHa CaKeC KeneTiH
aXkKblpamMac oro-epHek 6osbin Tabbliagbl. FfeomeTpu-
ANbIK Ti30eK TypiHAEri Ort0-epHEKTIH, kapanamnbim Y-
rinepi HeONUTTIK KepaMukaga kesgecegi. Kasak me-
JEeHVETIHAE Oto-epHek KkebiHece TyKTi KinemaepaiH
XuektepiHae 6epinegi. LbIHXbIpAbIH, ©3iHAE KO-
capflaHfaH cMMBOAM3M bap, 6ip XafblHaH oA Bipaik,
BenikTepain bipTyTac TyTacTbikka KOCbUIybIH, ©3apa
Toyenainikti 6ingipesi. CoHpam-ak, wWbIHXbIP Ac-
naHHaH Xepre, Onemre 6acnangakTbl, epAi-3aibin-
TbINbIKTbI, BanaHbIC, TyPaKTbIbIK NeH bepik BipAikTi
XaHe T. 6. 6ingipeai. MymKiH, 6yn yariHi gactypai ma-
AEHVEeTTe KONJAHY XafbIMAbl CUMBOAU3MIE Ue, AFHN
6ipnikte (HbayblpnacTblk, py/blk Ti3bek >aHe T. 6.)
eMip cypyre AereH TinekTepgiH, rpadukanblk MITiHi
60/bIN Tabbliagbl.

«KOLUKAP MYWI3»
«KOC MYMI3»
«CbIHAP MYMI3»

BAPAHbU POTA
MAPHbIE POTA
OAWH POT

“QOSHQAR MUIIZ" /
RAM’S HORNS

“QOS MUlIZ" /
PAIRED HORNS

“SYNAR MUIIZ" /
SINGLE HORN

«Kowkap My#i3» oro-epHeri 6ip cabakTaH, SfHU
MyRi3geH 6actay anaTtbliH eKi LWWbIPLWbIKTAH Typadbl.
Typai rpadvkanbik Hyckanapbl MeH aTaynapbl 6ap
Ka3ak O-epHEri eH KeHe Heri3gepiHin, bipi (keTek-
Wi epHek). Xannbl anfaHga, Mymni3 — xannbl Maje-
HW apXeTun >aHe naTwasnblK GUAIKTIH eH, KeHe Hbl-
LlaHbl, NaTwanapablH, Kecemaepain xaHe backa Aa
TyNFanapablH, CUMBOAU3MIHIH, aTpubyTbl. fanamapik
M3JEeHMETTe MYMi3ai KyAal avien ae, epkek Te Ty/ifa-
nap >eTKiNiKTi: MblCblIpAbIK, XaTop, rpek Amandescsl,
eXesri akblHAAPAbIH, CYMIKTI HbllaHbl XaHe T. 6. bys
rpadukanblk apxeTun KyLTi, KyAal CblblH, epKeKTiK
KacmeTTepAi (COHbIH, iliHAE KYHaPAbIAbIKTbI) >XaHe
COHbIMeH bipre >ayblHrepaiH, 6enriciH kepcetegi.
Ken xafpanga on epkekTik 6actaymeH HbannaHbICTbI.

Cblpmak, TeKeMeT, analla >aHe 6acka MaJAEeHMETIH-
4e KOoWKap MYWi3 KyTTbl, SFHN ©MipLIEHAIKTI, bIpbIC,
TOKLWbIAbIK MNeH bepekeHi 6GerHenenai. Xannbl,
Ol0-8pHEeK >XdHEe OHbIH ASCTYPJi eHepaeri TypaeHyi
eXenri KowKap KyabTiHIH penpoayKuMAckl peTiHae
6epinesi. OpTanbik, A3us XanblKTapblHbIH apacbiHAa
6y TabbIHYLILINLIKTbIH, >KaHFbIPbIFbl OHbIH MYWi3-
AEPiHIH eH KyWTi Tymap peTiHAeri nanbiMaaynapbiH-
Aa caKTasfaH: onap KOWKAPAbIH MYWI3AEPiH TYpFbiH
YWAiH KipebepiciHe inin KoWfaH, afaliTaH OWbinfaH
Hemece KuisgeH bacbinfaH Myitisgep 6ac kvimMaepre
GekiTinireH xaHe T. 6. KowkapablH MyKrizgepi «Tin-
ke3gi» beiTapanTaHablpyFa KkabinetTi gen ecentengi.

Typki XanbIKTapblHbIH HaTypduaocopuacoiHaa Ko-
LWKap >XyMmakTa 6osfaH Xasfbi3 xaHyap 60/bIn ecen-
Tenin, kypbaHabik Wwany paciMAepiHAe FYpbInTbIK Xa-
Hyap 60/bIN TafanblHAANFaH. OpHEK KernTereH Typki
XanblKTapbIHbIH ©HEpPiHAEe KEH TapasfaH.

«Kowkap MyRi3» TyblHAbLIAPbIHbIH, 6ipi — Fanamablik,
afaw, sfHu balTepek H6eliHeciMeH MaFfbliHaNbIK TYPFbl-
Aa 6anaHbICKaH «KoC MyMi3» Hakblwbl. O KOpFaHbIC
CUKbIpbIHAA HBacTbl pen atkapabl. «<Kowkap Myri3giH»
Tafbl 6ip TybIHABICHI «CblHAP MYWMi3» (bip Myli3) — Be-
pekeni eMipaiH, FypbiNTbiK KypbaHAbIKTbIH Oenrici.
MaTtepwuangblk 6ariabIKTbIH 6anamachl.

backa Hycka 6OMbIHLLA, «KOC MYWi3» rynepHeri — 6ap-
NbIK TipWiNik nenepiHe emip CblnNaUTbIH ThIHbILTHIK,
neH yWaeciMAinik >XafAambliHAaFbl XepAiH HbllaH-
AblK 6eliHeci. byn MafbiHa 9y 6acTa wwapyallblablk
KYpPbl/bIMbl KeLneni eMip canTbiHa ayblCkaHfa AeWiH
Ol0-epHeKKe TaH bOosIFaH.
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Y30p npepacraBaseT cobon Hepa3pbIBHbI OPHAMEHT,
4YTO COOTBETCTBYET €ro HasBaHwto. MpocTelilwme npo-
TOTUMblI OpHaMeHTa B BWJe FreOMEeTpUYEcKol Lienwu
BCTPEYAOTCA Y>KE Ha HEONUTUYECKOW Kepamuke. B
Ka3axckol KynbType OpHaMeHT uallle BCero npej-
CTaBieH Ha boparopax BOpcoBbIX koBpoB. Cama no
cebe uenb MMeeT ABOSKYH CMMBOJIMKY, C OZHOM
CTOPOHbLI, 0603HaYaeT eaMHCTBO, CLUEMNIeHMe YacTel
B eAWHOEe Lienoe, B3aMMO3aBMCMMOCTb. Takxke Lenb
MOXeT O3HauyaTb fecTHuUy ¢ Heba po 3emau, Bce-
JIEHHYHO, CYMNPY>KECTBO, KOMMYHWKaLUIO, MOCTOSAHHOE
N NPOYHOe eanHeHue u T.4. Micnonb3oBaHMe 3TOro
y30pa B TPaAVLIMOHHOWN Ky/abType HeceT Baaronoxe-
NaTeNbHY0 CUMBOAWKY, T.e. ABASETCA rpadnyecknm
TEKCTOM OnaronoxenaHuin xutb B eamHcTee (bpat-
cKasi, poAoBas Lenb U T.4.).

The pattern is visually an uninterrupted ornament,
which corresponds to its name. The simplest
prototypes of an ornament in the form of a geometric
chain are already found on Neolithic ceramics. In
Kazakh culture, this ornament is most often found
on the edges of tufted carpets. On the one hand, it
denotes unity, the connection of parts into a whole
and interdependence. A warp can also mean a
ladder from heaven to earth, the universe, marriage,
communication, a permanent and enduring unity,
etc. Probably, the use of this pattern in traditional
culture is associated with benevolent symbolism, that
is, it is a graphic text of benevolence for a life of unity
(brother chain, clan chain, etc.).

OpHaMeHT «KoluKap MyWi3» npeacTaBaseT cobol
ABe cnupanu, bepyline Hayano u3 ogHoro ctebas —
pora. OfHa 13 ApeBHEWLNX OCHOB Ka3axCKoro op-
HameHTa (BeAylUMA Yy30p), MMeloLlas pasinyHble
rpadmueckne Bapuaumv 1 HasBaHua. B uenom, por/
pora — ObLeKyNbTYPHbIN apxeTun 1 ApPeBHEeNLni
CUMBOJ LLAPCTBEHHOCTM, aTPUBYT CUMBOJIVKY LLapen,
BOXZAEW U APYrMx MUduUecknx nepcoH. B mmposon
Ky/NbType AO0CTaTOYHO HOXeCcTBeHHbIX 0Cob ¢ pora-
MW, MPUYEM XXEHCKOFO U MY>KCKOFO NoJia; ermneTckas
Xatop, rpeveckas Amandes, n3nto6AeHHbIN CUMBON
aHTUYHbIX MO3TB M T.A4. DTOT rpapuUeckunii apxeTumn
oTpaxkaet cuiy, BOXXECTBEHHbIV Aap, MYyXCKue Ka-
yectBa (BKItOYasa NMAOAOBUTOCTb) W, O4HOBPEMEHHO
3HaK BOMHa. B 6onbluMHCTBE CyyaeB CBsi3aH C My>X-
CKMM Hayanom.

Pa3sHoobpa3Hble poroobpasHble 3aBUTKM LLUMPOKO
MCMONb3YeTCA MPW YKPaLLEHUU CbipMaKoB, TeKeme-
TOB, analla W ApPYrux TeKCTUAbHbIX u3genuii. B ka-
3axXCKOW KynbType 6GapaHbW pora CUMBOAUIUPYHOT
«KYT» — >XMW3HEHHYIO cuiy, bnarogaTb, AOCTAaTOK ©
6narononyune. B uenom, opHaMeHT n ero Bapua-
UMM B TPagULMOHHOM WCKYCCTBE BOCMPOMW3BOAAT
APEBHENLLNIN KYNbT XXEPTBEHHOIO XXMBOTHOrO. Y Ha-
pogoB LleHTpanbHOW A3MK OTFONOCKM 3TOrO KyJbTa
COXpPaHUANCb B MpPEACTaBAEHUAX O ero porax Kak
CcuibHelweM obepere: nogselwmvBann pora bapaHa
HaZ BXOAOM B XW/WLLE, Bblpe3aHHble U3 AepeBa naun
CBSiJIeHble M3 LIEPCTN pora YKpensan Ha roNoBHbIX
ybopax n T.4. Pora 6apaHa HazeneHbl Marmyeckowu
CUNOW HENTPaNN30BaTb «AYPHOW rnas».

Tropkckne Hapoabl cumTanm bapaHa (KoLwwKap) eAnH-
CTBEHHbIM >XMBOTHbIM, NMOOBLIBaBLINM B paro, U emy
npeAHa3Ha4YeHo 6bITb cakpanbHbIM XUBOTHbBIM B pU-
Tyasne XepTBOMPUHOLIEHWA.

OfHUM M3 NPOM3BOAHBIX OT «KOLLKap MYyMi3» ABAsA-
eTCcsl MOTMB «KOC MYWi3» (napHble pora), KOTOpbIl
cemMaHTU4Yeckmn cBa3aH ¢ obpasoMm Mwuposoro gpesa.
OH urpan kntoYeByHo PoJib B OXPaHUTEILHON Maruu.
ApyrvM Npon3BOAHbBIM OT «KOLLKap MYyWMi3» ABAAeTCA
«CblHApP MyMi3» (OANH por) — cMMBOA Haaronoay4Howm
XU3HWU 1 PUTYyaNbHOW XepTBbl.

Mo apyroi Bepcum, posetka «KoC MyRi3» — CMMBOAK-
yeckoe M306paXkeHne 3emMn B COCTOSIHMM CMOKOWN-
CTBMS U TAPMOHUW, AatOLLEl XN3Hb BCEMY XXUBOMY.
EcTb MHeHue, UTo NOA06HOE 3HaUYeHVe OpHaMeHTa
6b1710 M3HaYaNbHO, O CMEHbI XO3AMCTBEHHOrO YKNa-
Aa Ha Ko4YeBOI 0bpas XU3HW.

The Qoshqgar muiiz ornament represents two spirals
emanating from a single stem —a horn. It is one of the
oldest bases of Kazakh ornamentation (leitmotif) and
has several graphic variants and names. In general,
horns are a general cultural archetype and the oldest
symbol of royalty, an attribute of symbolism of kings,
leaders and other people. In world culture there are
enough divine persons with horns, both female and
male: the Egyptian Hathor, the Greek Amalthea, a
favourite symbol of ancient poets, etc. This graphic
archetype reflects the power, the divine gift, the
masculine qualities (including fertility) and at the
same time the sign of a warrior. In most cases, it is
associated with masculinity.

A variety of horn-like curls are often used to decorate
syrmagq, tekemet, alasha and other textiles. In Kazakh
culture, the ram'’s horns symbolise qut — vitality, grace,
prosperity and well-being. In general, the ornaments
and their variations in traditional art can be seen as
a reproduction of the ancient cult of the ram. Central
Asians preserved echoes of this cult in the concept of
ram's horns as powerful talismans: ram'’s horns were
hung over the entrance to a house; horns carved
from wood or wool were attached to headdresses,
etc. It was believed that rams’ horns could neutralise
the evil eye.

In the natural philosophy of Turkic peoples, the ram
(goshgar) was considered the only animal that was
in paradise, and it is destined to be used as a ritual
animal in sacrificial rites. The pattern is common in
the art of many Turkic peoples.

One of the derivatives of «qoshgar muiiz» is the motif
«gos muiiz» (paired horns), which is semantically
connected with the image of the world tree. It played
a key role in protective magic. Another derivative of
koskhar muiiz is syfiar muiiz (a horn) — a symbol of a
prosperous life and ritual sacrifice. It is the equivalent
of material prosperity.

According to another version, the rosette «qos muiiz»
is a symbolic representation of the land in a state of
tranquilly and harmony, which gives life to all living
beings. This meaning was originally inherent in the
ornament before the economic way of life changed
to a nomadic one.
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«KAPFA T¥AK»
BOPOHbA NNANKA

“QARGA TUYAQ”
RAVEN'S PAW

Kapfa GeiHeci kenTereH xanbikTapAblH, MUbTEpiHAe
opTanblk, Keninkep 60/bIN Tabbliaabl: OHbIH, KbI3METi
asifallKbl XKapaTblibICNeH 6alnaHbICTbl, 01 XapbIK, NeH
acnaH geHenepiH, Xepai, ajaMmaap MeH >xaHyapaapgbl
XaHe T. 6. xacanabl. LamangpikTa on nafambap-
NbIKTbl BeliHenelnai XaHe opakyn XaHyap peTiHae Ka-
pacTbipbliazbl. Eyponanbik gacTypae KapFa >KaFbIMCbI3
6enrinepai, 6akbITCbI3AbIKTbI Bingipes.

KasakTblH 300MOpPdThIK, OLO-6PHETIHIH balt aneMiHze
TypAi 6eiiHeney Hyckanapbl H6ap Kapfa TyAK ©pHeri
epekLle opbIiH anagbl. Typki MageHueTiHae kapFa [e-
MUYpPr NeH ainakep, anfawkbl 6aba xaHe ayHMenep
apacblHaafbl gengan maprtebeciHe me. On TaHipAiH
afam3aTka b6epreH anfalikbl Cbiibl — KYHHIH, WbIFybIH
GeliHenenai >oaHe «TaHAbl Kapcbl ajnfaH anTbiH
Kapfa» aen atandbl. ©nemre enim akenreH KapaHfbl
AyHVeHiH neci EpnikneH 6ainaHbictel. Kapfa enmen-
4i xaHe fanamgplk afaw — bantepekTiH, AeHrennepi
apacbiHaafbl gengan 6onbin Tabbinagbl. CoOHAbIKTAH
©iM MeH e/IMeCTiK TypaJibl NabiMaaynap Kapfa bei-
HeciMeH BannaHbICTbI.

KenTereH Typki xanblKTapbl YLWiH ON apfbl TETi, Py/bIK
TOoTeMI. AkyTTapaa Kapfa ycTanapAblH apfbl TEri XXaHe
xebeywici 60nbin Tabblnagbl. MageHueTTaHywbl 3.
HaypbizbaeBa «yc, yCTa», aFHW TeMip ycTachl, webep
JereH TepMUH KyC atayblHaH bactay anazbl gen ca-
Halabl.

«Kapfa Tysk» Or0-epHeri KyaTTbl Tymap 60oabin caHa-
Najbl XoHe ASCTYpAi TOKbIMa byMbiMaapbiHAa beliHe-
neHea,.

«ATTABAH»

(AT TYAFbIHbIH, 131)) /
AOC. OTMEYATOK
KOHCKOro KOMbITA

«ALUA T¥AK>» /
PA3ABOEHHOE KOMNbITO

“ATTABAN" (LIT. HOOF PRINT)
“ASHA TUYAQ" / SPLIT HOOF

XKbinkbl — yHAi-eyponanblk >aHe YHAi-MpaHablK
M3JEHWN KOATbIH, €H KeHe X3He MaHbI3Abl dNeMeHT-
TepiHiH 6ipi. Exxenri 3amaHHaH 6epi XbIAKbl KYHAI,
eMipJi XaHe COHbIMEH bipre FypbINTbIK KypOaHAbIKTbI
Gingipeai. Xbinkbl 6eiHeci Kasak, KeLuneHAinepiHiH,
AyHWeTaHbIMblHAAFbl 6acTbl  «MHFiNiK» HblWwaH 60-
nbin Tabblnagbl. COHABIKTaH, XblAKbl / aT KasakTap-
AblH, A2CTYPAI MUPONO3TMKACKIHAAFbLI KMeni Tyfa 6o-
Nbin Tabbliajbl, OHbIMEH KOMTEreH bipbIM-ThbIbIMAAP,
Xopanfblaap, HaHbIMaap 6annaHbicTbl. OHbIMEH Hait-
NaHbICTbl BipkaTap epHekTep H6ap, an at TyAFbiHbIH, i3i
«aTTabaH» «nepilTeHiH, i3i» gen atanasbl.

AT TysfblHbIH i3 KanfaH 6ip ybiC Tonblpak cant-
ThIK-FYPbINTbIK TOXipnbeae KeHiHeH KOAAaHbIIFaH.
Martafa opan, Tymap petiHae banaHbiH beciriHe ca-
NblHAbI HEMece eM peTiHge 6anaHbl WOMbIAAbIPFaH-
4a cyfa bip WbIMLWbIM TOMbIPaK KOCbAbl. MyHaaw cy
eMJiK Aen caHaiAbl.

lpaduKanbik TYpAe ©PHEKTIH e3i TopT benikke 6eniH-
reH Ceri3 Kblpjabl MefanboH 6oabin Tabbinagbl. Ce-
MaHTUKaNbIK TYPFblAaH >XbIIKbl XX9HE OHblH, O-ep-
HeK TypiHAEri TyblHAbINAPbl HETi3iHEH MaTepuanibik
aN-ayKaTtTbl 6ingipeai. EpkekTtik 6actaymeH 6annaHbl-
CTbl X3HE XafbiMAbl cMMBOAM3MIe Ue. XKbIAKbIHbIH
KyH HblllaHbl peTiHAeri nanbiMaaynap cak >XayblH-
repiHiH, (Ecik KopfaHbl) 6ac KMiMiHEH aliKblH KepiHea,.
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BopoH(a) — LeHTpanbHbIM NepcoHax MUGOB MHOTMX
HapoZOB, CBfi3aH C MepPBOTBOPEHWEM, OH CO3jaeT
cBeT 1 HebecHble CBETW/A, Cylly, NtOAel 1 3Bepeit
n ap. B wamaHM3me cMMBOAU3MpPYET MPOPOYECTBO
N paccMaTpMBaEeTCsA Kak >XMBOTHOe-opaky/. B eBpo-
Menckon TpasuuMm BOPOH CUMBOAMU3MPYET HeAo-
6pble Npes3HamMeHOBaHWA, HecYyacTbe.

B 6oratom Mupe Kasaxckoro 300MoOpdHOro op-
HameHTa ocoboe MeCcTO 3aHMMaeT y30p  «Kapfa
TYAK» — BOPOHbA Janka, WMMEeNLWUA paszinyHble
n3o6pasutesbHble Bapuauuu. B THOpkckon Kynb-
Type BOPOH umMmeeT ctaTyc [emwuypra v TpuKCTepa,
nepsonpegka v nocpegHuka mMexay mupamu. Onu-
LeTBOpAET NePBbIN Agap T3HrpU YenoBeyecTBy — BOC-
xoasduwee CosHue w 3Banca «3010TbiIM BopoHowm,
BCTpevarowmm pacceet». CBA3aH C DPJNKOM — ro-
cnognHoM TeMHOro Mupa, MPUHOCALLEro CMEpPTb.
BopoH  GeccmepTeH © ABASETCA MOCPEAHUKOM
MeXJay YpPOBHAMW baliTepeka — MWPOBOro Apesa.
C obpa3om BOpOHa CBfi3aHbl MPeACTaBAEHNSA O CMep-
™ 1 beccmepTun.

[ns MHOrMX THOPKCKMX HapoAOB OH MepBOMpPEenOK,
POJOBON TOTEM. Y SKYTOB BOPOH SBASIETCSA Mpapo-
AnTeNeM M nokposuTeneMm KysHeuos. KynbTyposor
3. Hayp3baeBa cumTaeTt, Uto TEPMUH «yC, YCTa» — Ky3-
Hel, MacTep BOCXOAMT K Ha3BaHWtO MTuLbl. OpHa-
MEHT «Kapfa Tysik» CUMTAETCS MOLLHbIM O6EpPErom u
n306paxkaeTcs Ha TPaAULMOHHbLIX TEKCTWU/IbHbIX W3-
Aenvsx.

The image of the raven / crow is a central figure in
the myths of many peoples: its action corresponds
to the original creation, it creates light and heavenly
lights, land, people and animals, etc. In shamanism
he symbolizes prophecy and is considered an animal
oracle. In European tradition, the raven symbolizes
bad omens and misfortune.

Intherichworld of Kazakhzoomorphicornamentation,
the pattern «garga tuyag» — the paw of the raven -
with its various graphic variations occupies a special
place. In Turkish culture, the raven has the status of a
demiurge and trickster, the forefather and mediator
between worlds. He embodies the first gift of Tengri
to mankind, the rising sun, and was called «the
golden raven that meets the dawn». He is associated
with Erlik — the ruler of the dark world who brought
death to the world. The raven is immortal and is the
mediator between the levels of Baiterek — the World
Tree. Therefore, the ideas of death and immortality
are connected with the image of the raven.

For many Turkic peoples he is the totem of ancestors
and inheritance. Among the Yakuts, the raven is
the ancestor and patron saint of blacksmiths. The
cultural historian Z. Naurzbaeva believes that the
term «as, Gsta» — blacksmith, master — comes from
the name of the bird.

The ornament «garga tuyak» is considered a powerful
talisman and is depicted on traditional textiles.

KoHb Kak TakoBOW — APEBHENLUMA M OAWH U3 Hau-
6onee BaXHbIX 3/1eMEHTOB WHAOEBPOMNENCKOro U
WHAOMPAHCKOro KynbTypHOro koga. KoHb € gpes-
HeMWmnX BpeMeH CUMBOJIU3UPOBAN COJIHLIE, >XU3Hb
N OAHOBPEMEHHO puUTyanbHyto >epTtBy. Obpa3 KOHs
ABNSETCA K/IHOUEBbIM, «BEYHbIM» CUMBOJIOM B MMU-
POBO33pPEHNN Ka3axOB-KOUYEBHUKOB. [103TOMYy KOHb/
Jowaap — cakpanbHasa durypa B TpajMLMOHHON MU-
¢$bonoaTnke Kazaxos, C KOTOPbIM CBA3aHO OrPOMHOE
KONMYeCTBO 06psfoB, putyasnos, nosepuii. C HUM
CBfi3aH Uenbll psj y30pOB, a OTMEYaTOK KOHCKO-
ro KomnbiTa «aTtrabaH» Ha3blBaOT «MNePILTEHIH, i3i» —
«Cnel aHrena».

FopcCTb 3emAu, T4e OCTanCA OTNeYaToK KOmMbITa KOHS,
LWNPOKO UCMOAb30BaAn B 06PAAOBO-pPUTYaNbHON
npakTuke. B kauectBe obepera Wan LLeIUTENbCTBA,
3aBEPHYTYHO B TKaHb, KJ1aan pebeHKy B KOJbIbesb Uau
[,06aBNANM LLLENOTKY 3eM/IM B BOAY, B KOTOPOW Kyna-
nn pebeHka. Takas Boja cumTanach LenebHom.

Mpaduryeckn cam y3op npepcraBnser cobon BOChb-
MWYTOJIbHbIA MeJanbOoH, Pa3fenéHHbI Ha 4eTbipe
yactn. CeMaHTMUECKN KOHb W €ro Mpou3BOAHble B
BUAE OpHaMeHTa B OCHOBHOM 0603HauatoT MaTepu-
anbHoe 6narononyune. CBA3aH C MY>XCKUM Hayanom
1 obnajaeT No3NTUBHONM cumBoAWKON. MpeacTaBne-
HWS O KOHe Kak cumBose CosHua Hanbonee ApKo Ae-
MOHCTPUPYET roJIOBHON yHOp cakckoro BouHa (Kyp-
raH Vccbik).

The horse as such is the oldest and one of the most
important elements of the Indo-European and
Indo-Iranian cultural code. Since ancient times,
the horse symbolizes the sun, life and at the same
time the ritual sacrifice. The image of the horse is
a central and «eternal» symbol in the worldview of
Kazakh nomads. Therefore, in traditional Kazakh
mythopoetics, the horse is a sacred figure with
which a variety of rites, rituals and beliefs are
associated. A number of patterns are associated
with it, and the imprint of a horse’s hoof «attaban»
is called «perishtenifi izi» — «angel’s track».

A handful of earth on which the imprint of a horse’s
hoof was left was often used for ritual practices. As
a talisman or bringer of salvation, it was placed in
the cradle of a child, wrapped in a cloth, or a pinch
of earth was added to the water in which the child
was bathed. This water was considered to have
healing properties.

Graphically, the design itself is an octagonal
medallion divided into four parts. Semantically,
the horse and its derivatives in the form of an
ornament usually represent material prosperity.
It is associated with masculinity and has positive
symbolism. The headdress of a Sak warrior (Issyk
Barrow) most vividly demonstrates the concept of
the horse as a symbol of the sun.

137



«K¥CMY¥PbIH»
«K¥CKAHAT>»
«K¥CMOWbIH»
«K¥CTAHAAWN»
«KA3 MOWbIH»

NTUYUUN KJIOB

NTUYbE KPbIJIO

NTUYbA LES

NTUYbE HEBO

r'YCUHAS, NEBEAUNHASA LUESA

“QUSMURYN” / BIRD'S BEAK
“QUSQANAT” / BIRD'S WING
“QUSMOIYN” / BIRD'S NECK
“QUSTANDALI" / BIRD’'S PALATE
“QAZ MOIYN" /

GOOSE NECK, SWAN NECK

KasakTapablH O-6pHeK eHepiHAe «KyC» TaKblpbl-
6bl Y/NIKEH OpbIH anagbl: «KYCMYpPbIH», «KyCkaHaT»,
«KYCMOWbIH» T. 6. ONeMHiH, KenTereH XanblKTapbl
YLWIH KYC — acnaH >apatblibiCbl, JXofapfbl a1eMHiH,
ekini. Typki MuponosTnkacbiHAa KyC epKiHAiKTi,
6akbITThl HelriHenen, i3rifik KywTtepiH bingipeai. Cyin-
iKTi BelHenepaiH, TyTac NaHTEOHbI Ke3re Tyceai: cyaa
XKY3€eTiH KycTap (akky, yapek xXoHe T. 6.), aHLblAbIK
KaCinTiK KycTap (BypKiT, KbipaH >XaHe T. 6.), calipayLubl
KycTap (6o3topfali, bynbyn xaHe T. 6.). Epekiwwe Ka-
TapAa MUPTIK «caMypblk» KYCbl — >apaTyLlbl, AyHU-
€HiH, >XaHa >apaTblIbICbIHbIH, KyCbl, Fanamapik araLl
banTepekTiH Kycbl, [leMnypr KyCbiHbIH €H KeHe KOC-
MOTOHUANBIK BeNHec, eXenri NpaHabIK >XaHe KeHe
TYPKINIK  A3YIPAIH,  MUPOMNOITUKACIHbIH, TaHbIMan
6enHeci.

HerisiHeH KycTap aliengik bactaymeH 6ainaHbICTbl,
FapbIWTbIK PYxTbl GelriHenengi, kebiHece pemwuypr
peniH aTtkapagbl. Mbicbip, Meconotamus, [peuus,
KbiTari xaHe Cibip, OHTYyCTiKk AMepuKa >XaHe T. 6. Ma-
JAeHMeTTepre TaH KYC TYPIHAEri XaH TyCiHirimeH 6an-
NaHbiCc barikanagbl. Kazak ¢osbknopbl ga >KaH-KyC
(9a€eTTe akblHAaPFa, SHLLINepre apHanfaH) Asnenjepi-
He 6aid. Kyctap Typasbl ajifallikel atatekTep peTiHae,
TaiinaHblH, PyAblH TOTeMAEPI Typanbl NarbiMaaynap
KeH TapanfaH. KyctapabiH fypbinTap MeH pacimaepae
anaTtblH OpHbI epeklLue.

OpHEeKTIH, ©3i XXdHe OHbIH TyblHAbIAaPbI Ka3akK Maje-
HWeTiHAe KywWTi TyMap 6oabin caHanagbl. Jactypni
M3AEHMETTE «KYCMYPbIH» Aen aTanaTblH CakKWUHaHbI
Tek GoMXeTKeHAep TafaTblH, an Kbi3gapAblH, b6ana-
napAblH, can-cepinepgin, 6ac kuimaepiHe TiriareH,
foMbblparFa, b6ecikke, T. 6. iNiHreH YKiHiH KayblpCbIH-
Japbl Tymap peTiHAe Kbi3MeT eTkeH. byn onapgbiH
>KOFfapbl MapTebeCiH KOPCETKEH.

«KycTaHaal» Ot0-epHeriMeH Tek diiMmapaapabiH (we-
LeH, 61) XaHe aKblHAApPAbIH KMIMAEPIH Sllekele-
reH, 6y 30p AaybICTbIALIKTbI BingipreH.

Typki MaaeHMeTIHAE Ka3aap MeH akkysnap kebiHece
6epinreH,quTi afjanablk neH cy|71icr|eH|.uiniKTi 6eliHe-
NenTiH. «Ka3 MoWblH» oto-epHeri — KanblHABIKTbIH
XacayblHa apHa/ifaH CaHAblKTap/bl alekenney YLIJIH
Ui KONJaHbLIFaH, KengeHeH be3eHgipinreH S-tapisgi
durypa. Akkynap Typki MudonoruacbiHaarbl 6apbik,
Cy KycCTapbl cuakTbl Bip yakbiTTa eki AyHWere, sfHU
Xofapfbl xaHe TemeHri anemaepre KatbiCTbl 60A4bI.
KentereH mudTepse keHe Typki kyAanbl ¥Mmal akky
Kbl3ZblH 6eliHeci peTiHae kepiHesi. AkKy WamaH-6ak-
Cblnap MeH can-cepinepgiH TotemMi 60aybl MyMKIiH.

«UT K¥UPbIK>»
COBAYMIN XBOCT
“IT QUIRYQ” / DOG’S TAIL

WNTke TabblHy fasaMHblH, 6ap/blK Aepik MajeHUeT-
TepiHae 6ap. VIT — Kasak MajeHueTiHAer Kneni xa-
Hyap >XaHe KeLUMeHAI Ka3aKTbiH, XXeTi Ka3blHACbIHbIH,
6ipi.

Exxenri 3amaHHaH 6epi Eypa3usanblik olikyMeHara eki
TYMHeri3geri UT TyCiHiri ToH: 6abaTek /aTaTek >aHe
KauTbic BonfaHAapablH (ScCipece Hananapablh) XaH-
JapblH O AyHWere XeTeneywi agengan/>xoncepik. byn
XaHyapgblH, bipHelle cemMaHTUKanblK MaFfbliHanapsbl
epeKLeneHeai: pyx Tyafacbl, AEMUYPr, >XYMbICLbI
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B opHameHTa/bHOM WCKYyCCTBE Kas3axoOB «MTUYbS»
TeMa 3aHuMMaeT 60Jblloe MECTO:  «KYCMYPbIH»,
«KYCKaHaT», «KYCMOWbIH» 1 ap. MNTuua ans MHOrux
HapoAOB MMpa — HEOOXUTENbHULA, NPeACTaBUTENb
BepxHero mupa. B Tropkckoin Mmudonostmke ntuua
cumBoAM3MpyeT coboit cBOBOAY, cyacTbe U oauue-
TBOpPAET cuabl Aobpa. Boigensetca uenbii NaHTEOH
n3ntobneHHbIX 06pa3oB: BogoniaBatowme (nebeapb,
yTKa U A4p.), OXOTHMYbE-MPOMbICNOBbIE NTULbI (Bep-
KyT, Open n T1.4.), neBuyme (3KaBOPOHOK, COJIOBEN U
4p.). B ocobom psagy ctout Mudmryeckas nimua «cam-
pyK» — co3ujaTenbHWLa, MNTMLA HOBOFO TBOPEHMS
MUnpa, NTua MrnpoBoro ApeBa, APeBHENLLINA KOCMO-
roHMYeckuii obpas NTULbI-g4eMUypra, NOnyaspHbIN
CUMBOJ ApPEBHENPAHCKOA U APEBHETHOPKCKOW MU-
donoatukum.

B OoCHOBHOM MNTWUbI CBA3aHbl C XEHCKMM HauvasioMm,
BOMJIOLLAKOT KOCMWUYECKUIA AyX, 4acTO BbICTYMaroT B
poav gemuypra. [pocaexmBaeTtca CBA3b C NpeacTaB-
NIEHNAMM O Aylle B BUAE NTULIbl, KOTOPOE XapakTep-
HO anda kynbTyp ErmnTta, ABypeunbs, Ipeunun, Knutaa n
Cunbupw, B FOxHol Amepuke u gp. Kasaxckuin Gonb-
KJOp TakxXe boraTt cBMAeTeNbCTBaMu O Aylle-ntuue
(06bl4HO ObpalleHbl K akblHam, nesuam). Lnpoko
pacnpocTpaHeHbl MpeAcTaBAeHNa O MTMUax Kak o
nepBonpegkKax, ToTemax nieMeHun, poga. 3HaunTeb-
Ha poab NTUL, B puTyanax n obpsaax.

Cam y30p U ero Npom3BOAHbIE B Ka3aXCKOMN KyJbTy-
pe cuMTaroTca MOLLHbIM obeperamu. B TpagmumoH-
HOW KyJbType NepCTeHb C Ha3BaHUEM «KYCMYPbIH»
HOCWJ/ICS TONbKO B AEBUYECTBE, a Nepbs duamHa (yKi)
HallMBaAUCb Ha rO/NIOBHblE YHOPbI AEBYLLEK, AeTel,
CaNoB-Cepbl U CYXWIW B KauecTBe aMyJsieToB, HaBe-
LWnMBaemMblx Ha JOMb6pY, KonbIbeb 1 T.4.

OpHaMeHTOM «KyCTaHAan» UCKNHUNTENBHO JEKOPU-
poBanu ofexAay OpaTOpOB (LelleH, 6u) 1 akKbIHOB,
4YTO CMMBOJIM3NPOBAO FONOCUCTOCTb.

B TropkckoW KyabType rycu v nebean 4acto OTOX-
AEeCTBAANNCE, CUMBOIM3NPYS BEPHOCTb, NPeAaHHOCTb
n ntob6oBb. OpHaMEHT «Ka3 MOMbIH» NpeAcTaBaseT
o060 ropr3oHTasIbHO 0GOPMAEHHYHO S — 06pasHyto
burypy, um aekopmpoBanncb CyHAyKW, npeAHasHa-
YeHHble 419 NpugaHoro HesecTbl. Jlebeaw, kak u Bce
BOZOM/aBaroLLe B TFOPKCKOM MUPONOTUM, OTHOCK-
NCb OAHOBPEMEHHO K ABYM Mupam: BepxHemy u
HuxxHemy. Bo mMHormx mudax apeBHeTopkckas 60-
TMHSA YMall npeacTaeT B Buie obpasa feByLUKU-Ne-
6eans. Jlebeab Morna 6biTb TOTEMOM LIaMaHa-6aKcbl
W can-cepsl.

The theme of «bird» occupies an important place
in the ornamental art of the Kazakhs: «qlismuaryn»,
«qusganat», «qusmoiyn», etc. For many peoples
of the world the bird is a celestial being, a
representative of the upper world. In Turkic
mythopoetics, the bird symbolises freedom and
happiness and embodies the forces of good. There
is a whole pantheon of favourite figures: water
birds (swan, duck, etc.), wild birds (golden eagle,
eagle, etc.), songbirds (lark, nightingale, etc.). In a
special line stands the mythical bird «<Samruk» — the
creator, the bird of the new creation of the world,
the bird of the world tree, the oldest cosmogonic
image of the bird demiurge, a popular image of
ancient Iranian and ancient Turkic mythopoetics.

Basically, birds are associated with the feminine,
which embodies the cosmic spirit and often
functions as a demiurge. There is a connection
with representations of the soul in the form of a
bird, characteristic of the cultures of Egypt, the two
rivers, Greece, China and Siberia, South America,
and so on. Kazakh folklore is also rich in evidence
of the bird spirit (usually attributed to acyns and
singers). The idea of birds as ancestors, totems of
the tribe and clan is widespread. The role of birds
in rituals and ceremonies is significant.

The pattern itself and its derivatives are considered
powerful amulets in Kazakh culture. In traditional
culture, the ring called «qismaryn» was worn only
by virgins, and owl feathers (Uki) were sewn on
the headdresses of girls, children, and salsers and
served as amulets attached to a dombra, cradle,
etc. This emphasises their high status.

The ornament «qastafidai» was used exclusively to
decorate the clothes of orators (sheshen, bi) and
akyns, symbolising vocal power.

In Turkic culture, geese and swans were often
considered symbols of loyalty, devotion and love.
The ornament gaz moiyn is a horizontal S-shaped
figure that was often used to decorate the bride’'s
hope chest. Swans, like all water birds in Turkic
mythology, belonged simultaneously to two
worlds: The Upper and the Lower. In many myths,
the ancient Turkic goddess Umay appears as a
swan girl. The swan may have been a totem of the
shaman-baqgsy and the sal-seri.

KynbT cobaku cyllectByeT npakTMyecku BO BCeEX
KynbTypax mupa. Cobaka — cakpaibHOe XXMBOTHOE B
Ka3axckoM Ky/bType W OAHO M3 CeEMMU COKPOBWLL/60-
ratcTB (KeTbl Ka3blHa) KOUEBHMKa-Ka3axa.

EBpa3uninicko onkymeHe u3apeBse CBOWCTBEHHO
npeAcTaBneHve o cobake B fByX MMocTacsax: Nepso-
npesok/nNpapoAnTesb U NOCPEAHUK/MPOBOAHMK AyLL
yMepLmx B MHOW MUp (0cobeHHO aeTeW). Boiaens-
FOTCA HECKOJIbKO 3HaYeHW 3TOro >KMBOTHOrO: nep-
CcoHudmKauma Ayxa, 4emMuypr, paboTHUK U CTOPOX,

The cult of the dog exists in almost all cultures of the
world. In Kazakh culture, the dog is a sacred animal
and one of the seven treasures/wealths (zheti qazyna)
of the nomadic Kazakh people.

Since ancient times, the Eurasian ecumene has been
represented by the dog in two hypostases: as the
original ancestor/progenitor and as the mediator/
guide of the souls of the deceased to the other world
(especially children). Several semantic meanings
of this animal are distinguished: personification of
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>KBHEe KY3€eTLUi, UT-XaH XaHe T. 6. KazakTap aneMiHiH,
MnUbONO3TUKaNblK KepiHiciHae wuT XXofapfbl COT-
Ta Kyarep >aHe Kopfaylubl 60abin Tabblaagbl, COH-
AbIKTaH OfaH fypbiNnTap MeH pacimaepae 6benrini
6ip pen 6epinreH. UTTiH Tipinep anemi MeH eninep
9/1eMi apacblHAafbl Aenganiblk KblameTTepi 6oca-
Hy paciMiHze kepiHic Tabagbl. KasakTap agaMHbIH,
anfallkbl KWiIMIH «UTKOWAeK» Jen atafaH, ON eH,
KOHe XoaHe XOfalfaH UTke TabblHyLWbIIbIKNEH bai-
NaHbicTbl: 40 KyHre AeliHri HapecTe «backa anemre
Tnecini» 60abIN caHanagbl.

WIT «uT bipblngaTtap» CUAKTbI €XENri aaeT-fypbinTa Aa
Ke3zecesi, sfHN Hanacbi3 ariengiH, utke Tamak bepyi
XaHe T. 6. EpTese ntTepain ypyiHe cayerennik xacay
Jla TaHbIMan bosiFaH.

KazakTbIH, 49CTYPAI MOAEHUETIHAET UT KYNbTi apxaun-
Kanblk AayipaeH H6actan kypaeni esrepictepre ylibl-
pagbl. On apTypni wexipenik mudtep, bip-bipiHeH
benek capbiHAap-6eriHenep MeH benrini 6ip HakTbl
pacimaep MeH fypbinTap Ti3beri afcbiHAa «OKblAa-
api».

«T kyhpbik» epHeri S-Tapi3ai durypaHbiH, Ka-
NbIHAATBIUIFAH HYCKACbl HEeMece iNrekke YKCanTbiH
reoMeTpusanbik, urypa petiHge 6enHeneHreH. OHbIH,
ASCTYpAi  Kasak, OyMbiMAapbIHbIH, 6e3eHaipinyiHae
KOMAaHbINYbl UT TaHHanapbiHbIH, accoLMaTMBTI Ka-
TapbiHaH 6actay anagbl. byn epHek aKpiHAbIKTI,
CeHIMAINIKTi Bingipesi gereH Hycka 6ap, Mbicanbl, 6y
OHO-BpHEK ep-TOKbIMFa KOJaHblIFaH.

«TYUE TABAH»
«©OPKELL>»
«BOTAMOMDbIH>
«BOTAKO3»

roPb
«WEA BEPB/THODKOHKA»

FMA3 BEPBJIFOXKXOHKA

“TUIE TABAN” / CAMEL TRAIL
“ORKESH” / HUMP
“BOTAMOIYN"”

LITERALLY CAMEL NECK
“BOTAKOZ"” / CAMEL'S EYE
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OpTanblk  A3us  XajblKTapblHbIH,  apxavKanbik
O9CTYPiHIH, KeH TapanfaH HbllWaHAapbIHbIH bipiHe
alHanfaH TyheHiH GelHeci aneMHiH OenHeciH, 30-
OMUPONIOTUAHBI XBHE eXenri KelwneHAinepaiy, fa-
pbiWbIH  6enHenergdi. Typai Tapuxu KeseHaepAeri
TyWe apTypi TynHerisgepai 6eriHenelii: naTwansik/
XaHAbIK, OUNIK — anfallkbl epKeK — TOHIPAIK KYHTI36e
6oMbIHLWA BapAbIK XaHyapaapablH 6ipairi — ManFam-
6apAblH, AIHW KbI3METKEpPAiH, COMbIHbIH, MiHFeH Xa-
Hyapbl — >XapaTblbIC YLUIH KypOaHAbIKKa LasbiHATbIH
€H,>XOFfapFbl XXxaHyap — afaMHbIH aTa-6abanap anemi-
He o KepceTyuwici. OHbIH, ke3 KenreH benHeciHae
KasakTapablH Tabufat neH AsamHblH, Hipairi Typanbl
KOCMOTOHMANbIK MalbiMaaynapbl Xy3ere ackaH.

CoHbIMeH, Tyie TakblpblbbliHa 6alinaHbICTbl ©PHEKTEP
FapbIWTbIK TYMHEri34i, 6ainbIKTbl OeHenensi, emipai
pacTaiiTeli 6actama, Xirep, Te3iMAiNIK, KywW, TabaH-
AbINbIK >KSHE eHBeKk naiibiMaaynapbiH  bindipesi.
«Tyiie TabaH» Ot0-epHeri y3ak >xondbl Ginaipesi
>KQHEe asbIC camnapfa LWblFaTblH KEPYEHTE KaXeTTi XyK
ep-TypMaHfa XaHe Hacka Aa 3aTTapfa KONAaHbLIFaH
JereH Hycka bap.

Tyie epkeLliHiH Kepkem dpi KepHeki KeckiHaemec
Bonbin TabbliaTbiH «OpKelw» epHeri Ae TaHbiMan.
Tye epkelwi e3 TabufaTbiHAA a3blK-TYAiK KOPbIHbIH
KOMMachbl 60/biN Tabblnaabl, 6YN OHbIH KepKeMAIK
MafblHacbl MeH Jekopauusja KoAdaHbliyblHAA
KepiHic TanTbl.

KasakTtapaa TyWie 6elHeciHeH wabbiTTaHFaH OO-ep-
HekTep XuWi ke3gecepi: «boTamMoOMbiH», «bOTake3»



Aywa-cobaka n ap. B mudonostnyeckon kapTtuHe
MMpa KaszaxoB cobaka ABASETCA CBUAETENIbHULEN U
3alMTHMLEN Ha Bbicliem cyae, MO3TOMY ell OTBeAEeHa
onpeaeneHHas poab B obpsagax n putyanax. MNocpea-
Huuyeckme GyHKUMN cobakn Mexay MUPOM XKMBbIX U1
MUPOM MEPTBbIX HaXOAAT OTPa>keHWe B POAWUABHOMN
obpsagHocTy. MepByto oAexzay YenoBeka y Ka3axoB
Ha3bIBalOT «UTKeWNEeK» — «cobaubs pybaluka», yTo
BOCXOAUT K APEBHENLEMY U YTPauyeHHOMY KyJbTy
cobaku: mnageHew, fo 40 aHel cumTaeTcs «npuHaa-
NexalimmM NOTYCTOPOHHEMY MUPY».

Cobaka purypupyet 1 B TakoM ApeBHEM 0bblyae Kak
«UT bipblagaTap» (ByKB. «3acTaBAAIOLWMIA pblyaTb CO-
6aky») — KopMmieHve 6e34eTHON XXeHLWMNHON cobakm
M T.4. B cTapuHy 6b110 MONYASPHO U ragaHne Ha co-
6aunin nai.

KynbT cobaku B Ka3axckol TPaAnLMOHHOM KyabType
NPOLLEeN CNOXHbIE TPaHCPOPMaALLMKM, HaUMHas OT ne-
pvoga apxavku. OH «ymTaeTcs» B paspese pasavu-
HbIX FeHeasormyeckmx MUQPOB, Pa3PO3HEHHBLIX MO-
TUBOB-MPEACTaBJEHUA U LENoUKM creumndrnyeckmx
0bpAsoB, N pUTYanoB.

Y30p «UT KynpbIK» NpeacTaBaseT CO60M yTONLWEHHbIM
BapuaHT S — obpasHon Gurypbl nam nsobpaxaetcs
B BUAE FeOMETPUYECKON Urypbl, HanMoMUHaKOLLEN
Kptouok. Ero ncnonb3oBaHune B gekope TpajnLMOH-
HbIX Ka3axCKUX U34eNnin BOCXOAUT K acCOLMaTUBHO-
My psgy cMMBOAVKM cobaku. ViMeeTcs Bepcus, UTO
3TOT y30p O3HauyaeT HaAeXHOCTb, K NMpUMepy 3TOT
OpPHaMEHT HaHOCWJICS Ha Ceasio.

spirit, demiurge, worker and guardian, soul dog, etc.
In the mythopoetic image of the Kazakh world, the
dog is a witness and protector at the Supreme Court,
which is why it is assigned a certain role in rites and
rituals. The mediating function of the dog between
the world of the living and the world of the dead is
reflected in maternity rites. The first clothing of a man
is called «itkdilek» — «a dog's shirt», which goes back
to the oldest and lost dog cult: an infant is considered
«belonging to the other world» until the 40th day.

The dog also appears in an ancient custom such as «it
yryldatar» (literally, «to make a dog growl») — to feed
a childless woman with a dog, etc. In the past it was
also popular to prophesy by barking a dog.

The dog cult in traditional Kazakh culture, starting
from the archaic period, has undergone complex
transformations. It can be «read» in the context of
various genealogical myths, different representations
of motifs, and a chain of specific rites and rituals.

The pattern «it quiryg» is a thickened version of an
S-shaped figure or is represented as a geometric
figure resembling a hook. Its use in the decoration
of traditional Kazakh products goes back to the
associative series of dog symbols. There is a version
according to which this pattern means intimacy,
reliability, for example, this ornament was placed on
a saddle.

O6pa3 Bepbstoga, CTaB Of4HUM 13 NOBCEMECTHO pac-
MPOCTPaHeHHbIX CUMMBOJIOB apXanm4yHoOW Tpaanuum
HapogoB LleHTpanbHOW A3uK, eMKO OTpaxkaeT Kap-
TUHY MUpa, 300MUGONOTMNI0 N KOCMOC APEBHUX HO-
MazoB. B pasHble nctopuyeckue nepuogbl Bepbatog
BOMJoLWaeT B cebe pasiMyHble MNoCTacu: Lapckyto/
XaHCKY0 BNacTb — NEPBOPOAHbLIV CaMeL, — eMHCTBO
BCEX XXMBOTHbIX TEHITPMAHCKOrO KaneHaaps, e3foBoe
XmBOTHOe [lpopoka, Xpeua, cybma — BepxoBHOe
>XXVWBOTHOE, KOTOPOE MPUMHOCUTCA B XEPTBY BO MMA
CcoTBOpeHns Mupa — NPOBOAHWK 4YesnoBeka B MUpP
npegkos. B nrobom ero obpase BonaoLwanncb Koc-
MOrOHMYeckre npeacTaBaeHns o eguHctee lNpupo-
Abl 1 YenoBeka Kasaxos.

Tak v y30pbl, CBA3aHHble C TEMOW Bepbtosa, CMMBO-
NN3MPYIOT KOCMUYECKYH MnocTach, 60ratcTBo, HecyT
naen >XU3HeyTBEPXKAAOLLEero Havana, BbIHOCAWBO-
CTW, CTOMKOCTU, MOLLM, ynopcTBa 1 TpyAa. Cyliectsy-
€T BEpCus, UTO OpPHaMeHT «Tyile TabaH» O3Hauaet
[a/IbHIOKO JOPOTY M €r0 HAHOCWAW Ha BbHOUHOE cef-
N0 1 Jpyrve nsgenuns, HeobxoAMMble KapaBaHy A/
BaNbHUX CTPAHCTBUMA.

He MeHee nonynspeH u y30p «epKel» — XyAoxe-
CTBEHHO-BM3yanbHas npoekuus ropba BepbaroAa.
B cBoeM ectecTBe BepbatOXMI TOP6 — XpaHuAuLLe
3aMacoB MULLKM, UYTO HALLIO OTPaXKEHWE B €ro Xyao-
>KECTBEHHOM OCMbICNEHNN N MPUMEHEHUN B AEKOPE.

Y Ka3axoB 4acCTo BCTpeYatoTCs OPHaMEHTbI, HaBesiH-
Hble 0bpa3om Bepb/tOXKOHKA: «B6OTaMOWbIH», «60-
Take3» u ap. MNepBbiii BU3yanbHO HaMOMUHAET Jiexa-

The image of the camel has become one of the most
widespread symbols of the archaic tradition in Central
Asia, comprehensively reflecting the worldview,
zoomythology and cosmos of the ancient nomads.
In different historical periods the camel embodied
different hypostases: royal/khanic power — original
male — unity of all animals in tengriana — mount of
prophet, priest, Sufi— supreme animal sacrificed in the
name of world creation — guide of man to the world
of ancestors. The cosmogonic ideas about the unity
of nature and man of the Kazakhs were embodied in
each of their images.

Similarly, patterns associated with the theme of camel
symbolise the cosmic hypostasis, wealth and carry
ideas of life-affirming principle, endurance, strength,
power, perseverance and work. There is a version
according to which the ornament «tulie taban» means
long journey and was applied to a pack saddle and
other items necessary for a caravan on long journeys.

No less popular is the «6rkesh» pattern, an artistic
and visual projection of a camel's hump. The camel
hump is by nature a food shop, which is reflected in
its artistic interpretation and use in decoration.

Kazakhs often have ornaments inspired by the image
of a camel calf: «botamoiyn», «botakdéz» and others.
The first visually resembles a lying camel with a twisted
neck, and the second is a diamond, inside which is a
circle in the form of a pupil. Thin wavy lines in the
composition of textiles are commonly called «bota
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>aHe T. 6. BipiHLWiCi KepHEKi TYpAe MOWbIHbI Bypbl/bIN
XaTkaH 6oTafa yKcalabl, an eKiHWiCi ilWiHae Ke3a4iH
Kapalblfbl CUAKTbI LieHbep 6OeilHeneHreH pomb.
TokbiMa OyMbIMAAPbIHbIH,  KypaMblHAaFbl KiHiLIKe
TOJIKbIHABI CbI3bIKTapabl aaeTTe «boTa Tipcek» aen
atanabl. byn epHektep 6actankbifa CanTTblk, MaHre
ne 6onabl XaHe ASCTYpPAI awekenneyne benceHai

TYPAE KONAAHbIAABI.

«BOPI K¥JIAK»
BOJZIYbU YILUU
“BORI QULAQ"” / WOLF'S EARS

Typki MaaeHMeTIHAE Kackblp/KeK Bepi/KypTka XaHe
onapAblH AeHe MyLlenepi apTypAai epHekTep, Tymap-
nap xaHe detnwutep TypiHaeri 6eHeci KeH, TapanfaH.
Xanblk caHacblHAa afaMAap afeMi MeH Kackblpaap
aNemi e3apa HavnaHbICTbl eMip cypai, byn agamaap
MeH KackblpaapablH, KaH HemMece cyT 6alinaHbICbl Ty-
paibl TakblpbINTapaa KepiHeai.

baTbic MazeHN A3CTYpiHAE KacKblp / KYpPTKA >KOW-
by MeH >XblH-Mepinepaid, 6actanybiH bGingipes,.
CoHbIMeH KaTap Kerbip XanbikTap apacbiHAa COFbIC
KyAanbl «Kackblp» Kyaa 6oabin Tabblnagbl (Mapc,
OAauH XaHe T. 6.).

Opranbik A3MaAnblK KOLLNEHAINEP ASCTYPiHAE KacKbIp
MeH kek bepi aTaTek xaHe >xebeyLli 6oabin Tabblna-
Abl. Xanblk HaHbIMAapbl BOMbIHIIA KACKbIP — 3Y/bIM
pyxTap MeH >XblHAapAblH Kac >aybl. COHAbIKTaH
KackblpAblH, a3y TiCTepi, TepicCiHiH, 6enikTepi, cyn-
ekTepi >aHe T. 6. bananap MeH epecekTepre Tymap
peTiHAe KOMAaHbINFaH, COHbIMEH KaTap Xa/blK Meau-
LUMHacbiHAa Aa nariAanaHblifaH.

Kackblp 6elHeci Typai oRblHAapaa, CoOHAal-akK
bIPbIM-ThIMbIMAapPAa beHeneHreH. Mbicanbl, Haykac
6anaHbl KacKblpAblH TEPICIHIH acTbiHa HeMece ay3bl-
Ha Kapau cyrpereH. ITHorpaduanblk Kasipri 3aMaHFa
AEeViH KazakTapAa KacKblpAblH, TepiciH (WwaHawTan
CbINbIPbIAFAH) YWAEr eH KepHeKTi Xepre, TOpAiH
TebeciHe (o4eTTe Kabblpfa KinemiHe) iny pAacTypi
cakTanfaH. Kenbip Typki XanbiKTapbIHbIH LUeXipenik
A9CTYpAEpiHAE KACKbIP KYH KynbTiMEH Tbifbl3 H6alina-
HbICTbI. KypTka 6elHeCiHiH, cakpaansaymacbl apiaHfa
KapafaHfa anjekansa eprepek bosfaH gen ecente-
nepi, MyHAa GipiHLWICI aHaNbIK KyNbTMeH XaHe Xep
KynbTiMeH GalinaHbiCTbl 6oaAbl. An KekxXan-apaaH-
HbIH 6elHeci TypKi XanblKTapblHbIH, MUMOMNO3TMKA-
CblHAA KeLneni Kofamaarbl epaepaiH, PeniHiH, Kywe-
FOIMEH HblFas TyCTi.

Benrini 6ip koMno3nymaga «kackblp» TakblpblObl 6ap
OH-OpPHEeKTI MalganaHy, eH, anfblMeH, >XaHyapAblH
KyaTbl MeH KywiH 6epyai bingipesi oHe COHbIMeEH
Bipre KOpFaHbIC CUKBIPbIHbLIH, KbI3METIH aTkapabl. He-
risiHeH 6y HakplL 3eprepnik byrbiMaap MeH bbinfa-
pbIHbI Beaepneyre ToH.
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wero BepbAtOXKOHKa C MOBEPHYTOW LLeel, a BTOPOn
npeacTaBnseT cobolri pomb, BHYTPU KOTOPOro M30-
BpaxkeH Kpy>KOK B BUAe 3payka. TOHKME BOJHUCTbIE
JIMHUN B KOMMO3ULMUN TEKCTU/IbHBIX U3AENNI NPUHSA-
TO Ha3blBaTb «bHoTa Tipcek» (Hora BepOHOXKOHKA).
3TV y30pbl M3HAYabHO UMeNW PUTyaibHOe 3Hauye-
HVe W aKTMBHO WCMOJb30Ba/nCh B TPaAULMOHHOM
feKkope.

tirsek» (camel toe). These patterns originally had a
ritual meaning and were actively used in traditional
decoration.

Bosik/Bonunua n mn3obpaxeHue 4yacten ux Tena B
BMAE pPa3HOObpa3HbIX Y30POB, aMy/eTOB U deTuLLen
— NONyAsAPHO B THOPKCKOM KyAbType. B HapogHom co-
3HAHUW MUP JIFOAEN U MUP BOJIKOB CYLLLECTBYHOT B3au-
MOCBSI3aHHO, YTO AEMOHCTpUpYeTcs B Mudonornye-
CKWUX CHOXETaX O KPOBHOM WJIM MONOYHOM POACTBE
N0Aen 1 BOJIKOB.

B 3anagHoM KynbTypHOW Tpaguuumm BOAK/ BOAYMLA
CUMBOAN3MPYET pa3pyLleHre U AeMOHMNYECKoe Ha-
yasio. BmecTe, ¢ TeM y HEKOTOPbIX HapOAOB HOr BON-
Hbl AIBASETCA «BONYbUM» 60roM (Mapc, OauH u ap.).

B LeHTpanbHO-a3maTCcKo HOMaAMUYECKOW TpasnLmm
BOJUMLA W BOAK — MPAPOAUTENN U 3aWUTHUKK. o
HapOZHbIM BO33PEHUSAM, BOJIK — 3/I€ALLNIA Bpar Heuu-
CTOW CUJIbI, 3/1bIX AyXOB. [O3TOMY BOUYbMN KAbIKW, Ya-
CTW WKYpPbI, KOCTU U T.A. UCMONb30BaAUCh B Ka4ecTBe
obeperoB A5 feTeln U B3POC/bIX, @ TaKXKe NPUMeEHS -
JINCb B HAPOAHOM MeANLMHE.

Obpas BOAKa MpejcTaBieH B Pas/MUYHBIX Urpax, a
Takke B obpsagax u putyanax. Hanpumep, 6onbHo-
ro pebeHka nNpoTackMBanu Mo LIKYpPO BOAKA WK
nog, ero nactbro. MpakTnueckn Ao 3THorpadryeckon
COBPEMEHHOCTM Yy Ka3axO0B COXpaHwuAca 0bblval
BbIBELLNBATbL LIKYPY BOJKa (CHATYHO 4y/nKOM) Ha ca-
MOe BMAHOEe MEeCTO B AOMe (OB6bIYHO Ha HacTEHHOM
KOBpe). ¥ HeKOTOpPbIX THOPKCKNX HapPOAOB B reHeasno-
rMyecknx npejaHnax BoJK Hepa3pbiBHO CBA3aH C CO-
NAPHBIM KyAbTOM. CUMTaeTcs, YTo cakpaamsaums ob-
pa3a BO/MYMLbI MPOU30LLIA FOPa3A0 paHbLue BOJIKA,
rae nepsas Hbiia CBA3aHa C MaTEPUHCKUM KYJNbTOM U
KynbTOM 3eman. A obpa3 BoJsika-camua yKpenuaca B
MNGDOMO3THKE THOPKCKUX HAPOA0B C YCUEHNEM PON
MY>KUYMH B KOUEBOM ObLLEeCTBE.

Ncnonb3oBaHme opHaMeHTa C «BONYbEN» TEMATUKOMN
B TOW WAN MHOM KOMMO3MLMKW, BEPOATHEE BCEro, 03-
Hayaso nepesayy MOLLM M CUbl XXMBOTHOTO W, Of-
HOBPEMEHHO BbIMOJIHANO GYHKLMIO OXPaHUTENbHOM
Marmm. B OCHOBHOM 3TOT MOTUB XapakTepeH Ans
I-OBeﬂI/IpHOFO I/ICKyCCTBa N TUCHEHUA MO KOXe.

Wolf/she-wolf and the representation of their body
parts in the form of various patterns, amulets and
fetishes are popular in Turkic culture. The world of
humans and the world of wolves are interconnected in
popular consciousness, as evidenced by mythological
acts about the blood or milk relationship between
humans and wolves.

In Western cultural tradition, the wolf/she-wolf
symbolises destruction and the demonic. At the same
time, in some cultures the god of war is a «wolf» god
(Mars, Odin, etc.).

In the Central Asian nomadic tradition, the wolf
and the she-wolf are progenitors and protectors.
According to popular belief, the wolf is the worst
enemy of evil forces and spirits. Therefore, wolf
tusks, skin parts, bones, etc. were used as amulets for
children and adults, and also used in folk medicine.

The image of the wolf is represented in various
games and in rites and rituals. For example, a sick
child was dragged under the fur or the mouth of
a wolf. Almost until ethnographic modern times,
Kazakhs have preserved the custom of displaying
the wolf's fur (pulled off with a stocking) in the most
visible place in the house (usually on the tapestry). In
the genealogical legends of some Turkic peoples the
wolf is inseparably connected with the cult of the sun.
It is believed that the sacralization of the she-wolf
image occurred much earlier than that of the wolf,
the former being associated with a mother cult and
a land cult. The image of the male wolf strengthened
in the mythopoetics of Turkic peoples with the
strengthening of the role of men in nomadic society.

The use of “wolf” motifs in one or another
composition most likely meant the transmission of
power and strength of the animal, and at the same
time had the function of a protective spell. This motif
is characteristic especially for jewellery and leather
embossing.
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OPMEKLLI
ANAKY¥PT

NAYK
MECTPbIA MAYK

“ORMEKSHI” / SPIDER
“ALAQURT” / MOTLEY SPIDER

EH keHe epHekTepaiH O6ipi epmMekwiHiH, 6eliHeciH
6ekitTi. On anemai/MaTaHbl/KeHENTi XacalTbiH Kacu-
eTTi 9peKeT peTiHAeri TOKY NPOLEeCiHiH YKCacTbIfbIMeH
bannaHbicTbl Honca kepek. bapabik aepnik gactypAi
MaJeHMeTTepAeri epMeKLLi XXacaMnasapblkTbl, LWblFap-
MaLUbIIbIKTEl XXKoHE eHOEeKKOPAbIKTbI OelHenens,.
MyHaa fanamabl, TaFablpabl 6enHenenTiH Top epek-
Lle OpbIH anagbl.

Xonwu yHAicTepiHiH eH  MaHbI3gbl MudTepi ochbl
anemMai alrikambiMeH KypfaH Opmekwi sinen Typa-
Nbl aliTazbl, OHbIH, alikalbl OHbIH >XOfanyblHa ceben
6onfaH. On 6ykin 6oambiCTbl BipiKTipin, opTak Taf-
Ablp CbliinafaH Topabl Tokuabl. KeHe Mbicblp Mu-
donorvAacbiHaa KyAannap TobOblHAAFbl apTbIKLWbII
opblHfa ne 6oafaH ConTycTik KyAanbl Hent epmek-
WimMeH TeHaecTipinreH. Exenri pumgiktep epmek-
LWiHi COTTINIK NeH epkeHAeyAiH boNTymapbl peTiHae
KypMeTTelTiH. COHAbIKTaH dNeMfi XacanTblH epMek-
Wi 6eriHeNneHreH KecTeni epHeK AyHMEeXy3inik Mase-
HUEeTTe XWi Kesaecea,.

Kazak MaseHMWeTiHAE epMeKLi ThiKblp KieMaepain,
opTanblK anaHplHAA Hemece >KonakTapha KoajaHbl-
NaTblH TOKY MEH KONBHEePAiH, HbllaHbl 60abin Tabbl-
nagbl. OUH-yrop xanbiKTapblHbIH apacbiHAa Kasak
Ol0-epHeKTepiHe yKcac epHek 6ap (Mbicanbl, yamMypT
©pHeri «<4oHapu NyXbl» — «@PMEKLLi OPHEri»), epMeK-
i Takblpblbbl MOHFONAAPABIH, Ka/MaKTapablH XaHe
T. 6. WbIFapManapbiH alHanbIin eTneai, onapaa «ep-
MeKLi i3i» oro-epHeri 6ap. padukanbik Typae Gyn
O-epHeK 3eprepiik eHepae KOAAaHbINFAH XaoTu-
KasiblK, CbI3bIKTapAblH, LWOFbIpbl 60bIN Tabblnasbl. Ka-
3aKkTa Ja, 6backa xanblKTapza Aa a/i KyHre AeniH xin-
MeH TYCKeH epMeKLLiHi enTipyre TblibIM CablHFaH.

XbIJ1IAH
XbIZTAHBAC
XbI/TAHBAYbIP

3MEA
SMEVNHAA T'OJIOBA
SMEVNHOE BPHOXO

"ZHYLAN" / SNAKE
“"ZHYLANBAS"” / SNAKE HEAD
“ZHYLANBAUYR" / SNAKE BELLY
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ONEMAIK M3AEHMETTEr XXblIaHHbIH GeliHeci apTyp-
Ni TyciHAipMenepre ue, an Typki MUGOMNO3TMKANbIK
JA9CTYpiHAE AaHanbIKTbl, Kynusa 6iniMai, y3ak emipai,
>acamnas XapaTblibICTbl GEMHENENTIH epekLLle OpbIH
anagbl. OHbIH 6eiHeci cy 3neMeHTIMeH 6alnaHbICTbI
XKOHE ON 9/1eM MOAENiHIH Herisri kelinkepi 6oAbIn
caHanazbl. XblnaHapl Kactepsiey aNeMHiH, KenTereH
XaNblKTapblHAa Ke3geces,.

CoHgan-ak, XblnaH esinep aneMiMeH 6ainaHbIChl
6ap «TeMeHri aneMHiH» ekini peTiHae kepiHesi. Xbli-
NaHzapablH, 6eHenepi HeoAUT XaHe Kosa Adyip-
nepiHe xataTblH OpTanbik A3na MeH OHTycTik Cibip
netporandTepiHge Xui kesgecesi. XeinaH bypatrap-
AblH, MOHFONAAPABIH, XaHe T. 6. WaMaHablK TaXipu-
benepiHae Ae 6encenyi Typae kepiHesi. XblnaHHbIH
KenTereH CWKbIpabl TynHerisgepi 6ap: KOopfaHbILL
KyLUi, @nemMaep apacbiHAafbl AenAan XaHe TacbiMan-
JayLbl, faxkanbin Ky, 6apiH 6inyLi, AaHbIWINAH, Kek-
LUiA >KaH XaHe T. 6.

KasakTap XblnaHgapfa apTypai kacueTtepai bepesi:
Kynua 6iniM MeH CUKbIpAbIH, Menepi, xebeyLlinep MeH
kemekwinep. XblnaHfa AereH epekile Ke3KapacTbl
«XblnaH-6aba» Hemece «AHa-XblnaH» (KblnaH-ba-
6axaH, XblnaH-banbixaH, T. 6.) Typanbl A3CTypAi Nawi-
biIMAaynapaaH barikayfa 6osnafbl. ITHOrpaduAbIK
JepekTepre KapafaHza, KasakTap apacbiHAa >blaaH
6aKcblnap MeH eMLinepain, kemekLlici 60bin Tabbi-
nagbl. OHbIMEH ©AMECTIK naesnapbl 6anaHbICTbI.



OavH 13 apeBHeNLWNX y30poB 3akpenua obpas nay-
ka. CBf3aHO, MO-BUAUMOMY, C aHanorMen npotiecca
TKayecTBa Kak CakpasbHOro JeWCTBa, CO3jaroLlero
MUP/TKaHb/MOA0THO. [MayK NpakTMyeckn BO BCeX Tpa-
AVNUMOHHBIX Ky/lbTypax CMMBOJM3NPYET CO3uAaHue,
TBOpYecTBO M Tpygontobue. Ocoboe mecTo 3aechb
3aHMMaeT M MnayTWHa, KoTopas CUMBOJIM3MPOBaNa
MUpo3aaHue, cyapby. Y KasaxoB v ApYyrux HapozOB
[0 CUX MOpP CyLLecTBYeT 3anpeT Ha yOMICTBO nayka,
CMyCKaroLLLEero no HUTK.

Camble BaxkHble MUGbI MHAENLEB XOMW NOBECTBYHOT
0 XeHwmHe-Mayke, KPUKOM KOTOPOW U Obln co3aaH
3TOT MUP, €€ XK€ KPUK MOXKET CTaTb MPUUNHON Ero UC-
yesHoBeHMs. OHa TKET NayTUHy, ObbeAnHAsA BCe Cy-
LecTBa U Hagensasa nx obuen cyapboin. B gpeBHeern-
netckon mudonorum bornHsa cesepa HeliT, nmeBLias
NPUBUAErMPOBaHHOE MOJIOXEHME B COHMe 60ros,
OTOXJAeCTBAANaCh C NaykoM. [lpeBHUE pUMAsHE Mo-
uMTaNM Nayka Kak TajucMaH ygauu v 6aarononyums.
He cnyuaiiHo pacnpocTpaHeHHbIM B MUPOBOW KyJb-
Type SBASETCH OPHAMEHT BbILUMBKM, N306pakatoLmii
nayka, TBOPALLEro Mup.

B kasaxckoW Ky/nbType mayK — CUMBOJ TKayecTBa W
pemMecna, UCNosb3yeTcs Ha LieHTPalbHOM rnose 6e3-
BOPCOBbIX KOBPOBbIX U341 MW Ha nonocax. Cxoa-
HbI C Ka3axXCKMM OPHAaMEHTOM CYLLECTBYET Y30p Y
GVHHO-yropckmx HapoZoB (K MpUMepY, YAMYPTCKMIA
Y30p «4OHapW My>bl» — «y30p Nayk»), Tema nayka He
oboluna v TBOPYECTBO MOHTOJIOB, Ka/AMbIKOB U Ap.,
Yy KOTOpPbIX CyLLECTBYIOT OPHaMEHT «MNayunii cneg».
lpaduryeckn 3TOT opHaMeHT npegcTaBaseT cobol
CKOMJIEHNE XaOTUYECKMX JMHWIA, WCMO/b30BaiCH B
tOBE/IVPHOM MCKYCCTBE.

One of the oldest patterns contains the image of a
spider. This is apparently related to the analogy of the
weaving process as a sacred act of creating a world/
fabric/cloth. The spider symbolizes creation, creativity
and hard work in almost all traditional cultures. A
special place is also occupied by the spider's web,
which symbolizes the universe and destiny.

The most important Hopi myths are those of the
Spider Woman, whose scream created the world and
caused its demise. She weaves a web that unites all
beings and gives them a common destiny. In ancient
Egyptian mythology, the goddess of the North
Neyt, who occupied a privileged position in the host
of gods, was identified with a spider. The ancient
Romans revered the spider as a talisman of good luck
and prosperity.

For this reason, embroideries depicting a spider
creating the world are quite common in world culture.

In Kazakh culture, the spider is a symbol of weaving
and handicrafts, used on the central field of lint-free
carpets or on ribbons. Similar to the Kazakh ornament
there are also Finno-Ugric peoples (for example, the
Udmurt pattern «chonari puzhi» — «spider pattern»),
the spider theme is also present in the art of Mongols,
Kalmyks, etc., which have the ornament «spider
trace». Graphically, this ornament is an accumulation
of chaotic lines used in jewelry art.

O6pa3 3men B MMPOBO Ky/IbType MMEET pasHble NH-
TeprpeTauuy, a B TFOPKCKOK MUPOMNOITMYeCKOl Tpa-
ANLMM 3aHMMaeT ocoboe MecTo, CUMBOAN3MPYA MY-
ApOCTb, TaHOE 3HaHWe, JONroNeTME, CO3nAaTeIbHOE
TBOpeHue. Ee obpa3s cBsizaH C BOAHOW CTUXMEN, U OHa
CUMTaeTCA OCHOBOMOJIAratoLWMM NePCcoHaXemM B MO-
aenv Mupa. MNoyntaHue 3mMen BCTPEYaeTCs Y MHOTMMX
HapoAoB Mupa. Takxke 3Mmes npeacTaeT Kak npes-
CTaBUTE/IbHULIA «HUXHEro Mupa», UMeroLwas CBA3b
C MUPOM MepTBbIX. VI306paxeHuns 3men pocraTou-
HO 4YacTo BCTpeuvaeTca Ha netporandax LieHtpans-
Hou A3nn n KOxxHon Cnbupwu, gatnpyembix 3MOXON
HeoNnTa w”n 6pOH3bI. AKTUBHO npoAasiadeTca 3Med
M B LIAMaHCKNX NpakTuKax bypsaT, MOHron u ap. Y
3Men MHOXEeCTBO Marmyeckmx unocTacen: 3awymT-
Has cuna, MeAnaTop M NepeBO3UYMK MeXAy Mupa-
MW, UyAOAENCTBEHHAA CUa, BCe3HaHWe, MyApOCTb,
MCTALWAaa Aywwa v ap.

Kasaxu HagenstoT 3Mell pa3HOObpasHbIMM KayecTBa-
MKW: obnasatenn TalHbIX 3HAaHUW WU MaruMy, NMOKpo-
BUTENN N MOMOLWHMKN. Ocoboe OTHOLLEHME K 3Mee
NPOCAEXMBAETCSA B TPAAULMOHHBIX NPeACcTaBAEHUsAX
0 «XblnaH-6aba» — «3men-npesok» uam «Matb-
3mes» (KbinaH-babaxaH, XbinaH-banbixaH 1 ap.). Mo
3THOrpadnyecknMm JaHHbIM y Ka3axoB 3Mes ABAAET-
CS MOMOLLHMKOM 6aKkchbl 1 nekapen. C Hel CBS3aHbl
naen beccmepTus.

The image of the snake in world culture has various
interpretations, but in Turkic mythopoetic tradition
occupies a special place, symbolizes wisdom, secret
knowledge, longevity, creative creation. Its image
is associated with the water element, and it is
considered a fundamental figure in the world model.
The veneration of the snake is found in many cultures
of the world.

The snake also appears as a representative of the
«lower world» and is associated with the world of the
dead. In the petroglyphs of Central Asia and southern
Siberia, dating from the Neolithic and Bronze Ages,
images of snakes are widespread. The snake also
makes an active appearance in the shamanic practices
of the Buryats, Mongols, and other peoples. The
snake has many magical properties: protective power,
mediator and carrier between worlds, miraculous
power, omniscience, wisdom, avenging soul, etc.

Kazakhs give the snake a variety of properties:
Possessor of secret knowledge and magic, protector
and helper. A special attitude to the snake is found
in the traditional representations of «Zhylan-baba» -
«snake-predecessor» or «mother-snake» (Zhylan-
Babahan, Zhylan-Bapykhan, etc.). According to
ethnographic data, the snake is a helper of the bagsy
and medicine men. It is associated with the idea of
immortality.
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Ocbl CUKBIPAbI MaHbI3AblblFbiHA GalNaHbICTbl XKbl-
NaHHbIH, BeiHeci KongaHbanbl eHepae, ToKbIMa byi-
bIMAapbl MeH 3eprepnik OyibiMaapbiH be3eHaipyse
oTe TaHbIMan Oto-epHek H60bIN Tabblnagbl.

AFALL TYN
AEPEBO-LBETOK
“AGASH GUL” / FLOWER TREE

OpHek fanamabik afallTblH, apxeTunTik 6erHeciHeH
6acTanagbl —aNEMAIK OCbTi, 9/1EMHIH, OPTabIfblH XXaHe
6yKin fanamapl 6enHenensi. ALam3atTbliH MaLEHUN Aa-
MyblHAA YW aneMHeH (OKofapfbl, OpTa xaHe TemeH-
ri) TypaTbiH fanamaplk afaw 6erHeci fyHWe Xy3i xa-
NbIKTapbIHbIH, KEMTereH KOCMOJIOTUSLIK, AiHW XaHe
Mudonormanelk navbimMgaynapbiHaa, donbkaopaa,
eHepae, CoyNeT eHepiHae, enai MmekeHaep MeH beniT
KYpbl/bICTapbliH Xocnapaayda, canT-A3cTypaep MeH
9AeT-fypbIiNTapAa, 9N1eyMeTTiK KypblibiMaa XaHe T. 6.
KepiHic Tabagpl.

Kazaktap apacbiHgafbl fanamablk afawwTbiH, 6acTbl
HbllWaHbl — bariTepek — kueni afalw, anbin repek. OHbiH
WbIHbIHAA KyCTap, nepiTenep MeH Ky,a,amnap Me-
KeHAEAi, OHbIH Tamblpbl 3y/IbIM PyXTap, maMTaHp,ap,
anbactap emip CypeTiH Xep acTbl 1eMiHe TepeHael-
4i, an banTepekTiH AiHI — agamgap MeH XaHyapaap
eMip cypeTiH opTa asem. Typkinep yLiH Ke3 Kearex,
acipece, acynapgablH, bynakTapablH XaHblHAA HeMece
KOJ XETMNEWTIH KMbIH Xepsiepae 6CeTiH afall KacmeT-
Ti. lan OHbIMEH KacKeTTi 84eT caHanaTblH Kneni Xepai
KypmeTTey 6enrici peTiHge wybepek Hemece Tacna
6arnay 6annaHbicTbl. TypKi/Kazak MoAEHUWETIHAETI
«afall ryi» Hakbllbl A3CTYPAI TOKbIMa ByMbIMAAPbIH
KecTeneyse KeHiHeH KOnjaHblnaTblH OCblHAAM rpa-
duKanblk KOPHEeKINIKTIH Bipi, an OHbIH reoMeTpUANbIK
aHanorbl TokblaFaH BybiMaapabl (backyp, KOP>KbIH
XaHe T. 6.) 6e3eHaipyse nariganaHblnajbl.

OTKI3BE (WWbIPMAYbIK CABAK/
O©CKIH) / ©TKI3BE (BbIOLLUNNCA
CTEBE/1Ib/MOBET)

OPKEH / ©PKEH

(4OC/IOBHO CTEBEJIb)

"(:?TKIZBE" /CURLY STEM/STEM
“ORKEN" / (LITERALLY STEM)

LLbipmaybik cabak — apTypAi rpadukanblk Hyckanapsbl
6ap Kazak eHepiHiH, KeH, TapajsfaH O-epPHEKTEPIHIH,
6ipi. On kecTeni KineM KOMMNO3WLMANAPbIHAA A3, KY/Mbl-
TacTapga Aa kesgecesi. MaHrinik KO3FanbICTbl, eMipai,
fanaMHbIH LeKci3giriH 6enHenereH xanbipaktap, oyp-
LUiKTEp XaHe ryagep cabakTaH LbFybl MYMKIH.

KebiHece «LbipMayblk cabak» O-8pHEri anemaik
eHepze Ke3fecei: KeNbTTep apacbiHAa, BU3aHTUAbIK
eHepae XxaHe T. 6. Exenri Pum eHepiHae >Xy3iMai
LIOKbIFaH KyCTap HeEMece cBacTMKafa YKCaWTblH ep-
HekTepi 6ap WblpManfaH cabakTblH HakblLLTapbl Hap.
Byn HakbIlW roTvkKanblk eHepAae Ae TaHbiMan. OAeT-
Te onap LWbipMaybiKTapablH, JMaHanapAblH, XaHe T.
6. epMmenenTiH ecimMaikTepaiH, 6eiHeciH 6eHenereH.
Meicanbl, WblpMayblK — KaiTa TipineTiH Kyaainapably,
atpunbyThl (Ocmpuc, AinoHuc xaHe T. 6.) afanabiKTbIH,
YPNaKTbIH XaHe T. 6. peTiHAe SpeKeT eTei.

Oto-epHekTiH TaFbl Bip Typi — «OpkeH» (cabak). Kazak,
KineMi fe ocblHAal aTayfa e, O OHbl OCbl OO-8p-
HEeKTIH, Heri3ri MafblHaNblk >XaHe CTUAb Ka/abiNTacTbl-
pyLbl 371€MeHTIHIH, apkacbiHAa angbl. On ypnakTbl,
>XaHa eMipgiH, 6actanyblH HeMece XaHa OTbacbIHbIH,
Kypbl1yblH BelHenenTiH eckiHai bingipesi. «©pkeH»
OO-OPHETIHIH, KiINEMHIH, opTanblK anaHblHaa 3—4 yi-
KEeH MejanbOH TypiHAEe OpHanacybl ypnakTbiH ecin-
©HYi MeH a/1-ayKaTTblH epKeHAeYiH Bingipei.
Xannbl, epkeH / weipManfaH cabak Ko3fasnblC naes-
NapblH, Tybly MeH 8IMHIH, MaHFINIK LMKAAapbIH 6in-
aipeai.
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B cuny 3ton marmuyeckoi 3Haummoctn obpas 3men
AOCTaTOYHO MONYAAPHbLIA OPHaMeHT B MPUKNaAHOM
NCKYCCTBE, B AEKOPE TEKCTWU/bHBIX U3Aennii 1 toBe-
JIMPHOTO NCKyCCTBA.

Due to this magical meaning, the image of the
snake is a popular ornament in applied arts, in the
decoration of textiles and jewelry.

Y30p BOCXOAMT K apxeTununueckoMy obpasy Mupo-
Boro [lpeBa — MMPOBOW OCK, LIEHTPa M1pa 1 BOMJIO-
WaeT MUPO3JaHue B LLeSOM. B KynbTypHOM pa3BuTum
yenoBeuecTBa 06pa3 Muposoro [JpeBa, cocTosLLero
13 Tpex MupoB (BepxHuin, CpeanHHbIA 1 HWxXHWR),
NPOSABAAETC B MHOTOUMCIEHHbBIX KOCMOJIOTMYECKMX,
PENNTMO3HBIX U MUDONOTUYECKNX MPeACTaBAEHNAX
M Hawio oTpaxeHue B HOsbKIOPE, UCKYCCTBE, ap-
XUTEKTYpE, MJIaHWPOBKE MOCENEHUA U MOTUJIbHbIX
COOPY>KEHWI, B puUTyanax u obpszax, B COLManbHOM

CTPYKTYpe U T.4.

OCHOBHbIM CYMBOJIOM MWPOBOIO JpeBa y Ka3axoB
aBasetcs «bantepek» — CBALLEHHOE AEPEBO, OTPOM-
HbIi TOMo/b. Ha ero BeplunHe obuTatoT NTULbI, aH-
refibl 1 60XecTBa, KOPHAMU OH YXOAUT B NMOA3EMHbIA
MUP, TAE XMBYT 3/Ible AyXMW, YepTH, anbacTbl, a CTBOJ
Bantepeka — cpegHUn MUp, B KOTOPOM 0b6UTaOT
JIOAW N XUBOTHblE. AN THOPKOB — t0boe AepeBo
CBSILLLEHHO, OCOBEHHO OAMHOKOE, pacTyliee y nepe-
BaJOB, POAHUKOB UAN B OCOBLIX TPYAHOAOCTYMHbIX
MecTax. VIMeHHO C HUM cBfizaH obbluali — NpuBs-
3bIBaHME NIOCKYTa WJIN JIEHTbl B 3HAaK YBaXKeHUs CBS-
WeHHOro mecta. MoTMB «afall rya» B THOPKCKON/
Ka3axcKoW Ky/JbType — OAVH M3 Takux rpaduyeckmnx
BU3yasM3auuii, WIMPOKO UCMOJb3YEMbIA B BbILLUBKE
TPaAVILMOHHBIX TEKCTU/IbHBIX U34E/IVIA, @ ero reome-
TPUYECKWIA aHaNor B leKope TKaHHbIX Belen (backy-
POB, KOP>XbIHOB 1 Ap.).

The pattern goes back to the archetypal image of the
world tree — the world axis, the centre of the world
and embodies the universe as a whole. In the cultural
development of mankind, the image of the world tree,
consisting of three worlds (upper, middle and lower),
manifests itself in numerous cosmological, religious
and mythological representations of the peoples of
the world and is reflected in folklore, art, architecture,
settlement and grave design, rituals and ceremonies,
social structure and so on.

The main symbol of the world tree among Kazakhs
is the Baiterek — a sacred tree, a huge poplar. On its
top live birds, angels and deities, its roots lead to
the underworld where evil spirits, devils and albasty
live, and the stem of the Baiterek is the middle world
where people and animals live. For the Turks, any
tree is sacred, especially a solitary tree that grows
near mountain passes, springs or in places that are
particularly difficult to access. Associated with this
is a sacred custom of tying a rag or ribbon to a
sacred place as a sign of respect. The «agash giil»
motif in Turkic/Kazakh culture is one of these graphic
representations, widely used in the embroidery of
traditional textiles, and its geometric equivalent in
the decoration of woven objects (baskur, korzhyn,
etc.).

Bbrowwmiics ctebenb — 0AMH U3 PacnpOCTPaHEHHbIX
OpPHaMEHTOB Ka3axCKOro WCKYCCTBa, UMELWNIA pas-
JNINYHble rpaduyeckme Bapuaunn. Bcrpeyaetca Kak B
KOMMO3MLMAX BbILUMUTBIX KOBPOB, Tak U Ha Hajrpob-
HbIX NaMATHKUKax. OT cTebaa MOryT UCXOAUTb INCTOY-
KW, BYTOHbI U LIBETbI, CUMBOIN3NPYS BEUHOE ABUXKE-
HWe, XXMN3Hb, 6eCKOHEYHOCTb MUpPO3aaHua. OpHameHT
«BblOWMIACH cTebenb» BCTPEYaeTcs B MUPOBOM UC-
KyccTBe. B fpeBHEpPMMCKOM MCKYCCTBE BCTPeYaroTcs
MOTUBbI BblOLLErocs cTebns ¢ NTMLamMu, KAKLWUMN
BMHOrpas, Win ¢ 1306paxkeHnsaMu, HanoMuHaroLWwu-
MU cBacTuKy. lonynspeH 3TOT MOTMB U B roTuye-
CcKOM uckycctBe. MHorga Bonsiowann obpas nato-
Wwa, IMaHbl U Ap., BbOLWMXCA pacTeHnin. K npumepy,
naow, — atpnbyT Bockpecarowmx 6oros (Ocmpuc,

Avonuc v ap.).

[pyroi  pasHOBWAHOCTbIO OpHaMeHTa  sBASETCA
«epkeH» (cTtebenb). VaeHTMUYHOe HazBaHWe KMe-
€T M Ka3axCKui KoBep, KOTOPbIA noayymn ero bna-
rojaps 3TOMy OpHaMEHTYy — [/1laBHOMY CMbIC/IO- U
cTuneobpasytollemy 3snemeHTy. OH npeacTaBaseT
o060 POCTOK, CUMBOAN3MPYIOLWMNIA NOTOMCTBO, Ha-
Yasio HOBOW >XM3HW UM Obpa3oBaHME HOBOW ce-
MbW. PacnosoxeHne opHamMeHTa «BpKeH» B BUAE
3—4 KpynHbIX MeJanbeHOB B LLEeHTPabHOM NoJjie KOB-
pa 03HauyaeT NPUYyMHOXeHWe NoToMcTBa v baaroco-
CTOSIHWSA.

Mobern/Bbrowmecs cteban CUMBOAN3NPYHOT ABUXKe-
HWe, M3BeUHble LINKJ/bl POXAEHWS N YMUPaHUA.

The curled stem is one of the most widespread
ornaments in Kazakh art, with various graphic
variations. It is found in embroidered carpet
compositions as well as on tombstones. Leaves, buds
and flowers may spring from the stem, symbolising
the eternal movement, life and infinity of the universe.

The ornament of the curled stem is often found in
world art: in Celtic and Byzantine art, etc. In ancient
Roman art there are motifs of a curled stem. In
ancient Roman art there are motifs of the bent stem
with birds pecking grapes or with motifs reminiscent
of a swastika. This motif is also popular in Gothic art.
Sometimes the image of ivy, vines and other climbing
plants was also embodied. For example, ivy is an
attribute of the resurrected gods (Osiris, Dionysus,
etc.), embodies loyalty, progeny, etc.

Another type of ornament is the «drken» (stem).
The same name is given to the Kazakh carpet,
which received it thanks to this ornament, the main
semantic and stylistic element. It represents a sprout,
symbolising offspring, the beginning of a new life or
the creation of a new family. The ornament orken, in
the form of 3-4 large medallions in the central field
of the carpet, symbolises offspring and the increase
of wealth.

In general, the spregs / whirling stem expresses the
ideas of movement, the eternal cycles of birth and
death.
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ryn
KbI3FANAAK
PAUXAHTYN

LLBETOK
THONbMNAH
PO3A

“GUL"/ FLOWER
“QYZGALDAQ" / TULIP
“RAIHANGUL" / ROSE

ExxenseH b6epi rynaep kacmetTi MafblHafa e 6oabl.
Onap Kkasak KongaHbanbl eHepiHAeri epHek Typaepi
peTal,e KeH TapafaH: onap KI/IIM,CI,ep MeH 6ac Kuim-
haepai, c0H,a,a|/| aK KecTeseHreH Kinemaepai, sfHu
TyCcKMizaepai 6eseHgipyre nanganaHbinfaH. KyHap-
NbINbIK, MIHTINIK XXaHapy, eMipai XaHAaHAbIPY XaHe
MOJILBIBIK UAeanapbl ryJIMeH 6ainaHbICTbI.

KazakTbIH, «Iya4i» @pHEKTEPIHIH, iWiHAEe «Kbl3Fangak»
epekile OpblH anazp. Keisfanaak — eprejeH TyfaH
Jana ryni xxaHe KawTa Tyblnyabl, KeKTeMHIH, Kenyi MmeH
XKACTbIKTbl OINAIPETIH anfallikbl KOKTEMri ryaaepaiH
6ipi.

Kbi3fangak TypKi XanblKTapblHbIH COHAIK ©HEpPIH-
4e, TYPiK Kbl TakTahwanapbiHaa, Tasy xaHe OpTta
LWbiFbic, ipaH eHepiHae Xui ke3geceai. Kbisfangak
OcMaH MMMepuACbIHbIH, BuneyLli ayneTiHiH, ©3iHAiK
HbILaHbl 60AAbI, an TYPKIiNIK SUriNi COMbl XaHe aKbIH
X.A.flcayun KbI3fanfakTbl «a4iN rya» fen aTafaH.

KazakTbIH, TYKTi KinemaepiHiH Tafbl Bip KeH, TapafaH
HaKblLLbl — «palixaHryn» (payLuaH) epHeri. KasakcraH-
HblIH Aanasblk KEHICTiriHe ToH eciMaik 6osMaFaHbIMEH,
payllaH e3iHiH HbllWaHAblK MaHiHe ne 6onfaH. Agam-
HblH >aH AYHMWECi, KaCWEeTTINIK NeH MeRnipiMainikTiH,
naesnapbl oHbIMeH bannaHbicTbl. LLamacsl, panixaH-
Y/l ®PHEri COMbl/bIK, afbIMHbIH, TapaayblHa H6aliiaHbl-
CTbl Ka3aK MaJeHMeTIHe KipiKTipiace kepek.

PaylwiaH anem MafeHMeTIHAETI HblLlaH peTiHAE apTyp-
Ni XanblkTap apacbiHAa TypakTbl Typae KepiHin, ben-
rini 6ip AaCTypaiH MaHMaTiHIHe BainaHbICTbl SPTYpPAI
CEMaHTUKaNbIK MaFblHafa ne H6ONbIM, ryAAepAiH, XaH-
LWaMbIMbl PETIHAEr ©3 OPHbIH cakTan Keneai.

MACAK TYN
APIMNMABAC

KOJ10C
AYMEHHAA TO/Z1IOBKA

“MASAQ GUL” / SPIKE
“ARPABAS” / BARLEY HEAD

Kasaktap apacbiHaa Gyn epHeK antbiH Kecteney
eHepiHAe Xui KoNAaHbINFaH. Onemaik MajeHueTTe
Macak exenri kyjavnapgbl 6eriHeneypiH axbipa-
Mac aTpubyTbl 6oabin Tabblnagpl: exenri LbiFbicTa
AoHek — Tammys (Jymusn) KyaaibiHbiH aTprbyTh
6onca, keHe MbicbipAa KyH anTblH A3H peTiHAe 6eil-
HesfleHreH xaHe T. 6., By OHbIH KacKeTTi KypaMaac
eKeHiH Tafbl Ja Asnenaensi.

©3 Ke3eriHge, KasakK MaJeHUeTiHAEeri Macak eriHLiniK
GeliHeney 3cTeTUKacbiHbIH, aTpubyTel 6ona OTbl-
pbIN, epKeHAey MeH TyaaeHyAi 6elnHenengi, KyHap-
NbIAbIKTbI, KyAanablH CbiVibiH bingipeai.
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LLBeTbl MCMOKOH BEKOB HAAENsANCb CaKpasbHbIM
cMbicioM. OHM MonyAsipHbl Kak BUAbl Y30pPOB B Ka-
3aXCKOM MPUKNAAHOM WCKYCCTBE: MMM YyKpallanacb
oZexza v ronosHble y6opsbl, a Tak)Ke BbILLUTbIE KOB-
pbl — «TyckUU3bl». C LLBETKOM CBS3bIBAOT MAEMN MO-
AOPOANS, BEYHOTO OBHOB/IEHWSA, BO3POXKAEHUA XKIN3-
HU 1 n306munns.

Cpean Kazaxckux «LBETOUHbIX» Y30pOB 0coboe Me-
CTO 3aHMMaeT «Kbi3fanjak». TtoabMaH — WCKOHHO
CTEMNHOW LIBETOK W OZWH U3 NEPBbIX BECEHHWX LIBETOB,
CUMBOIN3MPYIOLLMIA BO3POXKAEHWE, MPUXOL BECHbI U
FOHOCTb. TtoNIbMNaH YacTo BCTpeYyaeTcs B AeKopaTuB-
HOM WCKYCCTBE THOPKCKMX HapOAO0B, Ha TypeLKMX Ke-
pPaMmUYeCKUX NAnUTKax, B uckycctese bamxHero v Cpeg-
Hero Boctoka, VipaHa. TtonbnaH 6611 cBOe06pazHbIM
CUMBOJIOM MpaBslen anHacTum OCMaHCKOW umne-
pWK, @ N3BECTHbIV THOPKCKMIA cyduii n noat X. A. fc-
CaBW Ha3blBa THO/bMNAH «MpPaBejHbIM LBETKOM>.

[pyriumM nonynapHbIM MOTUBOM Ka3axCKuUX BOPCOBbIX
KOBPOB fABNAETCA Y30p «pavixaHryn» (posa). He aB-
NAACL TUAMYHBIM PacTEHNEM Ha CTEeMHbIX NPOCTOPax
KasaxcraHa, po3a Bce e noayuyuna csoe CMMBOAU-
yeckoe ocMbicieHne. C Heil CBA3bIBAIOT UAen Yeno-
BEYECKOW AyluKn, CBATOCTU U Muaocepans. Mo Bcel
BUAVMMOCTH, y30p «palxaHryn» 6bi1 MHTErpUpPOBaH B
Ka3axcKyro KyabTypy B CBA3M C pacnpocTpaHeHuem
cybmsma.

Po3a kak CMMBOJ1 B MMPOBOW KyNbType NPOsiBAAETCS
Y pa3HbIX HAPOAOB, KaXAbI NprnobpeTan pasanyHble
CEMaHTUYECKME CMbIC/Ibl B 3aBUCUMOCTM OT KOHTEK-
CTa TOW WM MHOW TPajuLuKW, COXpaHss CBOE MeCTO
LapwLibl LiBETOB.

For centuries, flowers have had sacred significance.
In Kazakh applied arts they are popular as patterns:
they decorate clothes and headdresses, as well as
embroidered carpets —tuskiiz. The flower is associated
with the ideas of fertility, eternal renewal, revival of
life and abundance.

The qgyzgaldaq occupies a special place among
Kazakh «flower» patterns. The tulip is a native steppe
flower and one of the first spring flowers, symbolising
rebirth, the arrival of spring and youth.

The tulip is often found in the decorative art of Turkic
peoples, on Turkish ceramic tiles, in the art of the
Near and Middle East and Iran. The tulip was a special
symbol of the ruling dynasty of the Ottoman Empire,
and the famous Turkic Sufi and poet Kh. A. Yassawi
called the tulip «the righteous flower».

Another popular motif of Kazakh knotted carpets is
the «raihangul» (rose) pattern. Although the roseis not
a typical steppe plant in Kazakhstan, it nevertheless
received its symbolic meaning. The ideas of human
soul, holiness and mercy are associated with it. Most
likely, the pattern «raihangil» was integrated into
Kazakh culture in connection with the spread of
Sufism.

Rose as a symbol in the world culture constantly
manifests itself in different cultures and receives
different meanings depending on the context of this
or that tradition, maintaining its place as the queen
of flowers.

DTOT y30p Y Ka3axoB 4Yallle BCEro MCNosib3oBanca B
MCKYCCTBE 30/10TOrO WNTbA. B M1poBOR KynbType Ko-
NIOC ABNSETCA HEMPEMEHHbIM aTpubyTOoM M30bpaxe-
HUA ApeBHUX H60Oros: Ha ApeBHeM BocToke 3epHO —
aTpubyT 6ora Tammysa (Aymysu), B ApeBHeM Erunte
COJHLIe M306parkanoch Kak 30710TOE 3epPHO U Ap., YTO
elle pa3 NoAYEpKMBaET ero cakpajbHyt COCTaBAs-
FOLLLYHO.

Konoc B ka3axckol KyabType cumBoAn3mpyeT bnaro-
nosnyuyve 1 bnaroeHcTBMe, Kak aTpubyT 3emaesens-
YeCKOWn M306pasnTesIbHOM ICTETUKM CUMBOIU3NPYET
naogoposamne, 6oXeCTBeHHbIN Aap.

This pattern was most commonly used by the Kazakhs
in the art of gold embroidery. In world culture the
ear of corn is an indispensable attribute of images of
ancient gods: in the ancient East a corn is an attribute
of the god Tammuz (Dumuzi), in ancient Egypt the
sun was depicted as a golden corn, etc., which in turn
emphasises its sacral component.

In turn, the ear of corn in Kazakh culture symbolises
well-being and prosperity, is an attribute of
agricultural representation aesthetics and represents
fertility, a divine gift.
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4.3 CEMNOTUKA ®OKYCbIHAAFbI
A9CTYP/I KOCTIOM

JacTypni Kasak KuiMi — XanblKTblH ©3iHiH y3aK Ta-
pUXM Aamybl MeH apTyp/i MajeHW GannaHbiCcTapsbl
6apbICbiHAA XWHafaH Hapablk MaseHu TaxipnbeciH
6oWibiHa CiHipreH ken Kblpabl kybblibic. On ke3 ken-
FeH XanblKTblH, KOCTHOMi CUSAKTbI OHbIH, M3AEHUETIHIH,
6eliHeni cMnaTbl MeH KepiHici 60/bin Tabblnagbl, on
TaHbanap MeH GenrinepaiH e3iHAIK 3HUMKIoneAn-
ACbl KbI3METIH aTkapa anajbl. ©34epiHi3 6ineTiHAeN,
«KOCTHOM» CO3i ©3iHiH bacTankbl MafblHacbiHAA d/e-
YMeTTIK TaHy Oenrici XXaHe fypbiNTblK SpeKeTTepai
>KYy3ere acblpy 3/1eMeHTI peTiHae XaHe byriHae kofam
OMIipiHIH, Tapuxu MpoLecTepiH, ajaM eMipiHiH, nae-
Anapbl MeH 6Hacka >KakTapblH, 91eyMeTTiK KaTblHa-
CTapabl XaHe MaTtepuangblk benHeae MiHE3-KybIK,
YAriNepiH KepceTeTiH allHa peTiHAe TycCiHineai. CoH-
AblkTaH, xabapnama Typi peTiHAe Ka3ak KOCTIOMiHAe
afilaM Typasbl akmnapaT, SiFHW XbIHbICbI, Xacbl, a/1ey-
METTIK XafAalbl, 9N1eyMeTTIK penjepi, MajgeHu-Tapu-
XV A3CTYpAep >aHe T. 6. kepiHic bepesi.

XanbIKTblK HaHbIM-CeHiMAep 6GOMbIHIWA KWiM  OHbI
KWUreH afaMHblH, >KaHblHbIH opTacel 6onfaH. bip
>KafblHaH, O/ bIPbIC SKETreH, eKiHLWi XafblHaH, AypbIC
nanganaHbafaH xafganga, Tepic cangapbl ga 6oaybl
MYMKiH. Knim pacimaep MeH aaeT-fypbinTapablH 6en-
CEHAI KaTbICYLWbICbl, COHbIMEH KaTap apTyp/i eMaiK
KOHE CUKbIP/bl 9PEKETTEPAIH, HblCaHbl 60AbI.

Xannbl, KasakTblH A3CTYpAi KuWiMi BipTyTac He-
ri3gi cakTafraHbIMEH, OHipAaiK Typfblga AeTanbjapsbl
XafblHaH e3repmeni. byn 6enimae kazakTbiH, Kerbip
MaHbI34bl A3CTYPAI KOCTHOMAEpi KapacTbipbliagbl.
bipkaTap Ka3ak, 3epTTeyLinepi cnakTbl [5-7 xaHe 1.6.]
Ka3aKTblH, ASCTYPJi KOCTHOMI TOHipPAIK FanaMHblH yLU
6enikTeEH TypaTbiH KYPbIIbIMbIHbIH, XapKblH api Kep-
Kem b6eliHeci gen ecenTerMi3. Knim aneMeHTTepiHiH,
apkavicbicbl 6enrini 6ip yTUAMTapAbIK, HblWAHAbIK
>KOHE HbIWaHAbIK GYHKLUAHBI OPbIHAANAbI.



4.3 TPAAVILLUOHHBIV KOCTIOM
B ®OKYCE CEMUOTUKU

TpaaVLMOHHBIN Ka3axcknii KOCTHOM - MHOFOFPaHHbIM
deHoMeH, KoTopbli BoObpan B cebs Becb KyabTyp-
HbIA OMbIT, HapabOTaHHbIA HAPOAOM B MpoLLecce ero
ANNTENBHOTO UCTOPUYECKOro PasBUTUA U Pa3HOO-
6pa3zHbIX KyJbTYpPHbIX KOHTaKTOB. OH, Kak 1 KOCTHOM
ntoboro Hapoga, npeacTaBaseT coboi obpazHyto xa-
PaKTEPUCTVKY W MPOSIBJEHME €r0 Ky/abTypbl, MOXET
BbICTyrNaTb Kak CBOeobpa3Has 3HUMKAOMeAMs 3Ha-
KOB U cMMBOJIOB. Kak M3BECTHO, MOHATME «KOCTHOM»
B CBOEM MepBOHaYaNbHOM 3HayeHWW BbICTynas Kak
3HaK COLManbHOro y3HaBaHWA 1 3N1eMeHTa peasnvsa-
UMW pUTYyasabHbIX AENCTBUW, U CEroAHs MOHMMAEeTCs
KakK 3epKaso, OTpaxkaroliee pasfiMyHble MPOLLECCh
XWU3HU obllecTBa: MAen B MaTepuasbHOM BOMJIO-
WEHUN U APYrme CTOPOHblI YesSI0OBEYECKON KU3HW,
0O6LLEeCTBEHHbIE OTHOLUEHWS U MOAENN MOBEAEHUS.
Mo3ToMy Kak COObLLeHMe N Ka3axCKui KOCTIOM He-
ceT MHGOpMaLMIO O YeNoBeke — NMoJ, BO3PacT, Couu-
asbHOE MOJIOXEHWE, COLUMabHbIE POV, KYJbTYypHO-
ncTopuyeckme TpaauLmm u T.4.

Mo HapoAHbIM MpPeACTaBJeHUAM, OAeXAa KOHKpeT-
HOro YeNoBeKa, KaK 1 TeI0 — BMECTUINLLE €O AyLUN.
C ofHOW CTOPOHBI, OHa NPUHOCUT Baarogathb, C Apy-
ro — NP HenpaBWIbHOM UCMOJ/b30BaHUM — MOXET
HeCTU 1 HeraTMBHble nocaeacTeus. Ogexaa bbina ak-
TUBHbBIM YYaCTHUMKOM OBPAAOB U PUTYaNnoB, a TakxKe
06bEeKTOM pa3HOObpa3HbIX NeUebHbIX U Marn4yeckmnx
JEeNCTBUN.

B uenom, kasaxckumil TPaAMLIMOHHBIA KOCTHOM He-
CMOTPS Ha TO, UTO COXPaHAET eAUHYH0 OCHOBY, pe-
rMOHaNAbHO BapuaTMBEH B AeTansx. B Hactoswem
pa3zesie paccMaTpMBatoOTCs HECKObKO 13 Hanbonee
3HauMMbIx. Kak 1 psig KasaxcTaHCKUX uccaesoBaTenei
[5-7 v ap.], nonaraem, UTO Ka3axcKnihi TPagNLMOHHBIN
KOCTHOM — CMMBOJIMYECKM BOMAOLLAET TPexX4acTHYHo
CTPYKTYPY TEHrpMaHCKOro Mupo3sgaHus. Kaxabin ns
3/1eMEHTOB KOCTHOMA BbINOJIHAET KOHKPETHYHO YTUAM-
TapHYy0, CUMBOJIMYECKYHO N 3HAKOBYH QYHKLMN.

4.3 TRADITIONAL COSTUMES
IN THE FOCUS OF SEMIOTICS

Traditional Kazakh costume is a multi-faceted
phenomenon, which has absorbed all the cultural
experience accumulated by the people during their
long historical development and various cultural
contacts. Like the costume of any people, it is a
feature and expression of its culture, it can be a kind
of encyclopedia of signs and symbols. It is known that
the word «costume» in its original meaning as a sign
of social recognition and an element of ritual acts is
still understood today as a kind of mirror that reflects
the historical processes of society, ideas and other
aspects of human life, social relations and models of
behavior in their material embodiment. Therefore,
as a form of communication, Kazakh costume also
carries information about a person — gender, age,
social status, social roles, cultural and historical
traditions, etc.

According to popular belief, clothing was the
vessel for the soul of the person who wore it. On
the one hand, it conferred grace, but on the other
hand, if used improperly, it could have negative
consequences. Clothing was an active participant in
rituals and ceremonies, as well as an object of various
therapeutic and magical activities.

In general, Kazakh costume has a common basis, but
in detail it varies from region to region. In this section,
some of the most important Kazakh costumes are
presented. Like a number of Kazakh researchers [5-7,
among others], we believe that Kazakh costume is a
luminous and artistic embodiment of the three-part
tengric structure of the world. Each of the costume
elements fulfills a certain useful, symbolic and
significant function.
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NTKOWUNEK
ITKOILEK

Kasak otbacbiHAa cabuain, AyHWere Kenyi afi KyHre
AeViH e3apa 6ailNaHbICTbl FYpbINTAp MEH CanT-Xo-
panapablH, TyTac KelleHiMeH ywTtackin kenegi. Ocobl
TypFblAaH anfaHaa, 6anafa apHaafaH A3CTypAi Fypbin-
ThIK, KWiMHiH, BipiHLWI X8He MaHbI3bl TYpi — <UTKen-
NeK».,

Byn >kaHa TyblnfaH HapecTere apHainfaH MakTa Ma-
TaHblH, (WbIT, 663) TyTac GeniriHeH can y3apTblaFaH,
MbIK TIFiCTEPI MEH >XMEeKTEpPIHCI3 TiriareH keygelue.
CoHbIMeH KaTtap, MaTa MIHAETTI Typae >aHa 6oama-
ybl MYMKIH, Kelinek y3aK XaHe 6akbITTbl eMip cypreH
KapT agaMHbIH KMiMiHeH Tirinyi MyMmkiH. OHbl HOpecTe
anfalKbl KYHHEH KblpblK KYHre AeiiH, AFHW KblPKbIHa
AeviH knai. banara ntkennek kurizy 40 KyHre AeniHri
HapecTe «backa asemre Tuecini» 6osbin caHanatbiH
eXeJri XXaHe XoFaNfaH UT KynbTiHe Gapbin Tipeneai.
KazakTapablH 49CTYpAi Ke3KkapacbiHAa UT — KMesi Xa-
Hyap, «XKeTi KasblHa» 3/eMeHTTepiHiH 6ipi. CabuaiH
KbIPbIK KYHAIr TONFaH KyHi KeWaeriH Lewin, iwiHe
TOTTiNEp casbin, TYMiM, UTTIH MOWHbIHA GalnafaH. AT
Kalla >XeHesedi, an Mepekere kaTbiCkaH bana-wwafa
OHbl KybIM XeTin, TTTiNepiH anbin xereH. Keyaelue
nenepiHe KaTapbNbIN, KeNiHHEH YliAe caKTanaTbiH.

PaciMHiH OipHelue MafblHacbl 6ap: WUTTIH anfalKpl
ataTtek-ToTeM, O AYHMWeEeHiH, Ky3eTLici, Tipiiep anemi-
He KeNMereH afZiam >XaHblHblH, KeRinTeHyi peTiHaeri
naescol. Hofannapga — «UT Kobiaek», Kapallaniap-
Ja — «<UTANK» XaHe T. 6. yKkcac kennekTep 6ap. 9aeT-
Te OHbl OTHACbIHbIH, YIKEH MYLLECIHIH, KMIMIHEH — ep
aflaMHbIH >XeNJeciHeH HemMece amenfiH, kenneriHeH
Tireai, 6yn H6anaHbl oTH6acbIMEH TaHbICTbIPYAbIH, bip
>KOJIbl AiEN CaHasfaH.

TAKNA (TOBETEN)
THOBETEVKA

TAQIYA (TOBETEI) /
TAQIYA (SKULLCAP)
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JacTypni mMageHueTTeri Ke3 kenreH 6ac KuiM Kueni
mMapTebere me, an KasakTap OHbl «YAAiIH KyTbl» Aen
atangpl. Epekiie MaHbI3bl 6ap 6ac knimaepaiH bipHe-
we TYpi 6ap. bipiHwinik embeban TebeTenre Tnecini —
ka3ak gactypiHgae TAKNA — on weHbepaiH cumBoan-
KacblH KalTanal OTbIpbIM, MIHAETTI TypAe AeHresnek
niwiHai 6onagpl.

Takunsa — OpTa A3ns XanblKTapblHbIH, YATTbIK KUIMIHIH
aXKblpamac 3neMeHTi HonFaH XEHin ToKblFaH HeMece
cbipManbl 6ac knim. TakmsaHbl bananap aa, ep agamaap
Ja, TYPMbICKa LWbIKKaHFa AeWiH Kbi3gap fa Kuea.
«TybaTal» AereH >annbl TypKi ataybl Tebe (Mbicanbi,
TayAablH Tebeci) aereHai 6ingipetiH «tebe/Tybe/Tone»
Co3iHeH LWhbIKKaH Aen ecenTteneai. ©3 keseriHae, Te-
6eTein 3ybIM pyxTapiaH Kopfayabl 6ingipesi xaHe
Kyaainfa MOMbIHCYHYAbIH, aTa-6abanapablH, aTa-aHa-
Nap MeH YAKeHAEPAIH AaCTypaepiHe afanabiKTbiH 6ip
TYPi peTiHAe KbI3MeT eTTi. JacTypai MajeHmeTTe erge
XacTafbl ep agamaapabliH 6yn 6ac kuimcis xypyi ani
KyHre AeRiH aibinTbl 60/1bIN caHanagbl.

Typki TebeTeniHiH ceMaHTMKacbIH OHbIH, AeKopaLns-
Cbl aikbIH KepceTeAi, oNapAblH, KenLwiniri COHAiK-Ko-
faHbanbl eHepAiH, Hafbi3 Xayhapaapbl 60abIN Tabbl-
nagbl. Erpe >xxactafbl ep agamaap kebiHece kapa TyCTi
TakuMa KUce, an Xactap SLIEKEWNEHTEH XXaHe Typ-
Ni-TYCTi awbIK TycTepMeH 6osanfaH Xibek, anTbiH He-
Mece KyMIC XIMNneH KecTeneHreH «3ep Takmsa» KUreH.
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PoxxaeHve MiaZieHUa B Ka3axCKOW CemMbe [0 CUX
nop COMPOBOXAAeTCH LieNblM KOMMJIEKCOM B3au-
MOCBA3aHHbIX 0OPSAAOB 1 pUTyanoB. B 3Tom acnekTte
nepBbIN U BaXHbI BUA TPAAULIMOHHONW pPUTYaNbHOM
oAexXAbl pebeHka ABAAETCA «UTKennek» (B NPAMOM
nepeBoge «cobaubs pybaLlka»).

OHa npeactaBnseT coboW pacnalloHKy, CLUUTYHO
A1 HOBOPOXAEHHOTO M3 LieNbHOro Kycka XJomnya-
TOBYMaXKHOW TKaHu (cuTua, 643K) yanavHeHHon, 6e3
nJjeyeBbIX LUBOB W OKaHTOBOK. TkKaHb He obs3aresib-
HO Morna 6bITb HOBOW, pyballky MOFAW CLUUTb U3
OZEX/Abl MOXMAOrO, MPOXMBLUErO AOAMYHO M CHaCT-
JIBYHO XW3Hb YenoBeka. HOBOpOXAEHHBIN HOCKA ee
C NEepPBOro A0 COPOKOBOTO AHs, T.e. 4O COPOKOBMH,
MOCKOJIbKY B 3TOT NMepuog, Aylwa pebeHka npuHagie-
XUT «MOTYCTOPOHHEMY MUpY». Nocne copoka aHew
pPebeHOK «POXKAAETCA» B MUPE XXUBbIX.

B obpsge ycmaTpuBaeTcs HECKOJbKO CMbIC/OB: CO-
6aka cMMBO/IM3MpPOBana ToTeM (MO aHalormMu C BOA-
KOM), B MUPONOTMN — CTOPOXMAA BXOZ B MOTYCTO-
POHHWIA MUP.

OgzeBaHVe WTKOWNEK BOCXOAUT K ApPEBHENLIEMy W©
yTpayeHHOMY KynbTy cobaku — cakpaibHOro XUBOT-
HOro, OZIHOrO M3 3/IEMEHTOB «XEeTbl Ka3blHa» (CeMb
60oraTcTB/A0CTOSAHUN).

AHasormuHble pybalky ObITYIOT y HOramueB — «uUT
KOWNEK», Yy Kapa4yaeBLEB — «UTAUK» U Ap. O6bIYHO
ee LWMAN 13 HOLLEHOW OAex/bl CTapLUero yieHa ce-
MbW — MY>XCKOM pybaLlkun U XEHCKOFO NaaThs, UTO
CUNTANOCh OAHMM 13 CNOCOBOB NprobLLeHMA pebeH-

Ka K poay.

The birth of a child in a Kazakh family is still
accompanied by a whole complex of interrelated
rites and rituals. In this context, the first and most
important type of traditional ritual baby clothing is
the «itkoilek» (literally translated as «dog shirt»).

This is a vest made for a newborn from a one-piece
cotton fabric (calico or coarse calico) that is slightly
elongated and has no shoulder seams or edging. The
fabric did not have to be new, the shirt could have
been sewn from the clothes of an old man who had
lived a long and happy life. The baby wore it from the
first day until the fortieth day, that is, until his fortieth
birthday. It is considered that his soul «belongs to the
other world» until the 40 days after his birth. After
forty days the child is «born» in the world of the living.

The ritual has several meanings: the dog symbolizes
the totem (by analogy with the wolf), in mythology —
guards the entrance to the other world.

Dressing itkdilek goes back to the oldest and lost
cult of the dog — sacred animal, one of the elements
«zheti gazyna» (the seven riches).

Similar shirts exist in Nogais — «it koilek», in
Karachaev - «itlik» etc. It was usually made from
the worn-out clothes of an older family member - a
man'’s shirt or a woman'’s dress, which was considered
one of the signs of the child’'s belonging to the family.

Noboin ronosHoW y6op B TPaAWLIMOHHOW KyabType
MMeeT cakpasibHbI CTaTyC, a Ka3axu ero HasblBatoT
«yWAIH KyTbl» (Bnarononyyne B JoMe — poxaatoLiee
Hayano, >Xu3HeHHaa cuna). CywecTByeT HeCKOJbKO
BMAOB TONOBHbIX yHopoB, wumMmerowmx ocoboe ca-
Kpa/sbHOe 3HaueHue. YHuBepcanbHasa TiobeTeika B
kasaxckor Tpaauumm — TAKNA obssatenbHo umeet
oKpyrayto Gopmy, MOBTOPAA CUMBOANKY Kpyra.

TtobeTeika npeacTaBaseT cOOOM Nerknin NaeTeHbIn
WAN CTeraHbli roNoBHOM yHop, KOTOpbI Bbin 065-
3aTe/IbHbIM 3/IEMEHTOM HALMOHaNbHOMO KOCTHOMA
HapogoB LleHTpanbHon A3un. Ee Hocran aetu, Myx-
UMHBI N AeBYLIKWM A0 3amyxecTBa. ObLieTropkckoe
Ha3BaHWe «Tyb6aTal» MPOUCXOAMT OT «TOobe/THobe/
TOMe», O3Havalolee BO3BbILLEHHOCTb (BEPLUMHY
ropbl). TrobeTelka 3alymiiana OT 3/bIX AYXOB U Ciy-
XWna cBoeobpasHbIM CMMBOJIOM BOronociyLiaHus,
BEPHOCTM TPAAMLIMSAM MPEsKOB.

CemaHTUKyY TIOPKCKOW TobeTelkn penbedHO AeMOH-
CTPUPYeT ee AeKOop, MHOrMe BUAbl KOTOPbIX Mpej-
CTaBAANOTCA LWeAeBpaMm 4eKOpPaTUBHO-NPUKNAZHOTO
nckyccrea. Moxunbie My>XUMHbI MPEVMYLLECTBEHHO
HOCUAWN TakMA TEMHBbIX LIBETOB, a MOJIOAEXb YKpa-
WeHHble U LUBEeTHbIe 60J1ee APKUX TOHOB, «3ep TaKus»,
BbILUNTbIE LLENKOM, 30/10TON UAN cepebpsHON KaHW-
TeNblo.

Any headgear has a sacred status in traditional
culture, and Kazakhs call it «iidin katy» (kut of the
family, home - the birthplace, the life force). There
are several types of headgear of special significance.
The universal skullcap — in Kazakh tradition the
tagiya — necessarily has a round shape, repeating the
symbolism of the circle.

The skullcap is a light woven or quilted headgear that
was an obligatory element of the national costume of
the peoples of Central Asia. The skullcap is worn by
children, men and girls before marriage. It is believed
that the common Turkish name «tibdtai» comes
from «tobe/tube/tope,» which means « elevated»
(e.g., @ mountain peak). The skullcap, in turn, meant
protection from evil spirits and served as a kind of
symbol of obedience to God, loyalty to the traditions
of ancestors, parents and elders. In traditional culture,
it is still considered reprehensible for men of the older
generation to go without this head covering.

The semantics of the Turkic skullcap is embellished by
its decoration, many types of which are masterpieces
of art and craftsmanship. Older men wore mainly
tagiyas in dark colours, while young people were
richly decorated and coloured in lighter colours, they
wore «zer tagiya» embroidered with silk, gold or
silver threads.
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bac KMiMHiH, feKopbl ©3iHiH neci Typasbl, AFHU OHbIH,
9/1eyMeTTiK >XafAalbl, LaMaMeH >Kacbl >XdHe OHbIH,
MeCiHiH, pybl XeHiHAe KenTereH Mafaymatrap 6epesi.

©36ek (Toxik) TebeTeli (2-cypeT), A3CTYpAi «Kanam-
MbIp> (aLlybl kdHe TaTTi Bypbil GertHeci) opHerimeH —
OMip MeH yprakTblH HbllaHsl, KOWKap Myuisaepi —
TIPWINIKTIH, KyW neH TabaHAbLIbIKTbIH  HbilaHbl,
COHJAamn-ak eMipaiH, UMKk TaburaTbl Typanbl naes-
Hbl 6epeTiH apKka Tapi3ai aneMeHTTepMeH He3eHaipin-
reH.

TypAi epHeKTepPMeH: ycaK MOHLUaKTbl KeCTeNepMEH,
Map>kaH XaHe backa Aa TacTapMeH, CoHAal-aK KyMmic
aKllanapMeH Hemece TUblHAApPMeH be3eHaipinreH
Ka3sak Kbl3ZapblHblH, TaKMACbl Cy/ay/blk, MeH MaKTiK-
TiH HblWwaHbl. TebeciHe Hemece OyMipiHe YKiHiH, Ka-
YbIPCbIHAAPbI ASCTYPAI TyMap peTiHae TiriareH. Kpi3
TYPMBbICKA LbIKKAHFa AeiH 6ac KWMIMiH KWin XypeTiH:
TOW angblHAa 6ananblk NeH ThIHbILUTBIKTbIH, HblaHbl
6osifaH «TakusMeH» KoluTacy pacimi >acanfaH. Ka-
YbIPCbIHAbI TakWsHbl epeklle mapTebeni asjamaap —
aKblHAAP, Can Ccepinep XaHe T. 6. KureH.

BOPIK
BORIK

Epnepain, ae, Kbi3gapAabiH Aa 6ac Kuimi peTtiHae Map-
Tebeci keM emec Tafbl 6ip 6ac kunim — 6epik. OHbIH,
MiLWiHI MeCiHIH, XbIHbICbIHA BalfaHbICTbI BPTYpPAI 60A-
Abl, B6ipak kanan bonfaHaa aa, 6ac KMIMHIH TOMEHTI
>afblHa 6afasbl aHAap KaMLLAT, KYHAbI3 Hemece TYAKi
y/NaHbl TiriareH. «bepik» TepMuHi «bepi» — KackbIp
JereH cesfieH LWbIKkaH Aen ecenTenedi. ©34epiHi3
GineTiHaeW, Kackplp TalnacbiHblH, Henrici peTiHae
KacKblpAblH, TEPIiCiH fyHAap 6acbiHa KWEeTiH, CoAaH
6epi ke3 kenreH TykTi 6ac knimaepai bykin Typkinep
birik (borik) gen atangbl. byn 6ac kuim e3iHiH cemaH-
TUKaCbl XafblHaH KaCKbIpAblH, KAaCMETTI MafblHACbIH,
OHbIH aTa-baba ToTeMmi, KopFayLLbl pesiH beliHenelnai.

bowxeTkeHaepaiH 6epikTepiHiH Tebeci yKiHiH Kayblp-
CblHAApPbIMEH Be3eHAipiireH, Xac Xirittep e, ffHU
SHLWIiNep, akbiHAap, T. 6. WblFapMallblablK iC-apeKeT
afaMaapbl ja coHgan bac kuim kureH. OHbl gana-
NbIK, 330TepuKanblk A3CTYP OKiNgepiHi kutoi byn bac
KMIMHIH, KacneTTi MapTebeciH Tafbl 6ip peT kepceTes,.

KyHabI3 6eH KamLaT TepiciHiH canacbiHa GalinaHbl-
CTbl faHa eMeC, COHbIMEH KaTap eHiMai XaHyapnap
peTiHae ae HaranaHabl, Oyn onapabl ocbl Hac Kuimai
6e3eHgipyse KongaHblnybiHa cebenwi 6onfaH. Kpi-
3gapablH 6ac knimaepi xibek WwallakneH, iHxXy-mMap-
>XaHMeH >aHe T. 6. awekenneHai. KpizgapabiH, 6ac
KnimMaepiHae ak XaHe Kbi3bla TycTep 6acbiM 6oabl.

KasakTtap 6epikTi «kuneni» gen atafaH, OHbl NaKTbl-
pyfa 60/Mangbl >XaHe MYMKIHAIriHLE >Ofapbl inin
KOH Kepek.

AK KANMAK, / AUbIP KANNAK,
AQ QALPAQ /AYIR QALPAQ
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AK Kannak — Kui3ZeH >kacanfaH epaepain, 6ac kuimi,
OHbI MiWin-TiryaiH 6ipHewe Hyckacel 6ap. Miwin-Ti-
FiNyiHiH erxen-TerkeniHe ToKTanMaVl OHbIH 6MiK Tap
XOFapFbl Tebeci 6ap ekeHiH XaHe JeHrenek Hemece
cyvnp ylbl 6ap KOHYC Tapi3ai MilWiHAI eKeHiH ecke-
pemi3. TemeHri Geniri Byrinin, KeH Xuek Kypanabl.
Onap kapa HeMece Kbi3bll MaTaHblH, >OJafbIMEH
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[ekop ronosHoro ybopa coobwan o MHOrom: co-
LuanbHOM cTaTtyce, Npnban3nTesIbHOM BO3pacTe U O
poje, KOTOPOMY NPUHAANEXUT ero Bhagenel,

Y3bekckas (Tagxukckas) TrobeTtelika, AeKOpUpo-
BaHHas TPaAULMOHHBIM Y30pOM «kanamrmip» (130-
HpaxkeHne ropbkoro v cnaZkoro nepua) — CMMBO
KU3HU U NPOAOIXEHNs posa, bapaHbMMK poramu —
CUMBOJIOM Z€ATEIbHOCTH, CUJIbl U YNOPCTBA, @ Takxe
apKoobpazHbIMK 3EMEHTaMK, MepearoliM UAEHD
LNKANYHOCTUN XN3HWN.

Kazaxckas geBunubs Takums, 6orato yKpalueHHas pas-
JMYHBIMWU Y30paMu: BbILUMBKOMN M3 Bucepa, Kopan-
JIOM Ap. KAMHSAMMW, a TakXe cepebpsiHbIMM BasLLKaMuy
AN MOHETaMW, CUMBOAU3MPYET KPacoTy U HEBUH-
HOCTb. Ha Makyluky mav cboky npuimMBancs ny4ok
n3 nepbeB GuMHa — TpagMLMoHHOro obepera. Ceon
roJIoBHOM ybop AeByllKka HOCW/a BMJIOTb O 3amy-
XecTBa: nepey ceaAbboli NPoOBOAWACA pUTyan Mpo-
WaHWA C «Takusi», BbICTyNaBLUel CUMBOJIOM AeTCTBa
N 6e3maTexxHocTn. Takusa C NepbsiMyU HOCUAW NOAN
ocoboro cTaTtyca — akblHbl, can Cepbl U ap.

The ornamentation of the headgear said a lot: the
social status, the approximate age and the affiliation
of the wearer to a clan.

The Uzbek (Tajik) skullcap decorated with the
traditional «kalampir» pattern (an image of bitter and
sweet pepper) —a symbol of life and continuity of the
clan — ram'’s horns — ma symbol of activity, strength
and endurance - as well as bow-shaped elements
conveying the idea of cyclicality of life.

Kazakh maiden Tagiya, richly decorated with various
patterns: pearl embroidery, coral and other stones,
as well as silver platelets or coins, symbolises beauty
and innocence. A bundle of owl feathers, a traditional
amulet, was sewn on the head or side. A girl wore her
headdress until the wedding: before the wedding, a
ritual was performed to say goodbye to the taqiya,
a symbol of childhood and serenity. Tagiya with
feathers were worn by people with special status —
aqyn, sal seri and others.

[pyrvmM, He MeHee CTaTyCHbIM, FONOBHbIM YHOpPOM
Kak My>XUWH, Tak U aeByllek fBaseTca «bepik». Ero
dopma 6blia pasHOM B 3aBMCMOCTM OT Moja Bha-
Aenbla, HO OBA3TENIbHO MPUWILMBACA MEX BbIAPbI,
606pa nan ancuubl. HasBaHme «6epik» npomsowno
oT cnoBa «bepi» — BosK. Kak M3BECTHO, LLKYpY BOJI-
Ka — MpuW3HaKka BOAYbEro MAEMeHW — HOCUIM Ha
roNoBe TyHHbI, U C Tex nop arobas MexoBas LIanka
Ha3biBaeTcA y Bcex TtopkoB blrik (borik). CemaHTu-
Ka 3TOro rofoBHOro ybopa nepezaet cakpajbHOCTb
BOJIKA, ETO POJIb TOTEMa-NEPBONpPesKa THPKOB.

Y peByliek MakyLuka 6epik ykpallaeTcs nepbamm Gpu-
JINHA, Takou Xe ybop HOCUAUN U MONOAbIE AXKUTUTbI:
MeBLbl, akblHbl, T.€. 04N TBOPYECKON AeATENBHOCTHY,
UTO NOAYEPKMBAET CakpasibHbI CTaTyC 3TOro roNoB-
Horo y6opa.

Boigpa (kyHAbIZ) 1 606ep (kamwaT) LEeHWANCb He
TONbKO M3-3a KayecTBa Mexa, HO U CUMMBOJANYECKNIA
MepeHoC UX NMIOLOBUTOCTM 0BYCNOBUA X UCMOL30-
BaHve B gekope bHepik. JeBnubn ronoBHble yb6opbl
obLwmBanm WenKoBor 6axpoMoWn, XeMUyrom, kopan-
noM un ap. OHWM NpenmyLLecTBeHHO bblin 6enoro u
KpacHoro LBeTa

BOPIK ka3axu Ha3bIBanu «kmeni» (CBALWEHHbIN), KOTO-
PbIN He No3BONAETC bpocaTb M ClesyeT BellaTb Kak
MO>XHO BblILLE.

Another, no less important headgear for men and
girls was the borik. Its shape varied according to
the sex of the owner, but in any case valuable fur of
otter, beaver or fox was sewn on the underside of
the hat. It is believed that the term « b&rik» comes
from the word «bori» — wolf. As is known, the wolf
fur —a sign of the wolf tribe — was worn on the head
by the Huns, and since then every fur cap is called
burik ( borik ) by all Turks. This cap symbolizes in all
its meaning the sacred significance of the wolf, its
role as a totem-predecessor and protector.

Girls have crowned borik with owl feathers, the
same garment was worn by young dzhigits: singers,
akyns, i.e. people of creative activity. Wearing by
representatives of esoteric steppe tradition once
again emphasizes the sacral status of this headgear.

Otters (kandyz) and beavers (kamshat) were
valued not only for the quality of their fur, but also
seemed to be fertile animals, which led to their
use in decorating this borik. Girls’ headdresses
were decorated with silk fringe, beads, coral and
others. White and red colors dominated the girls’
headdresses

Kazakhs called BORIK «kieli» (sacred), which should
not be thrown and hung as high as possible.

AK Kannak — My>XCKOW rofIoBHOW ybop 13 BOWIOKa B
ABYX BapuaHTax Kpos — KOHycoobpasHon GopMbl C
Y3KOWN BbICOKOW TyNAbeW U 3aKpYrAeHHOW Uan OCTpo-
KOHEUYHOW MakyLUKON. HuxHMe uyact oTrnbanuce,
obpasys wupokme nons. Mx oblimBanum noaocom
yepHOM WAM KpacHon matepun. Popma, Hamomu-
HaroLwas ropy v BO3BbILLEHHOCTb, BOCXOAUT K ApPEeB-
HETHOPKCKOMY KyabTy MUpoBOW ropbl.

Ag qalpaq is a headdress for men made of felt with
different cut variations. Without going into details
of the cut, it has a conical shape with a narrow high
crown and a rounded or pointed crown. The lower
parts were curved and formed wide fields. They were
sewn with a strip of black or red fabric. The shape,
reminiscent of a mountain and an elevation, goes
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kemkepinreH. Tay MeH TebeHi ecke TyCipeTiH MiwWiH
exxenri Typkinepdaid fanamablk Tay KyabTiHeH 6acTtay
anagbl.

OcblfaH yKcac 6ac Kuim ani KyHre aeiH KblpFbl3gap-
4a TaHbIMas, OHbl Tay/flap MEeH Ta3a/bIKTbIH, HblaHb
Aen caHanabl. MamMaHzap YLIKIp X8He KOHYC Tapi3ai
KWi3geH xacanfaH 6ac KnimaepaiH, MbIHXbIAAbIK, Ta-
puxbl Bap XaHe buneylinep MeH naTwwanapablH, Hbl-
WaHbl 6onfaHbiH atan eTTi. Kueni (kofapfbl, acnaH)
anemMai 6ingipeTiH «alblp Kannak» epeklle MaHbl3fa
ne. OHAafbl HETi3ri A4eKOp XblKbl, KyC, apkap, ban-
Tepek xaHe T. 6. ocbiHAalM HbllaHaap MeH TaHbanap
6on4bl. AlbIp Kannak Xibek xaHe 3epi XinneH ke-
cTeneHreH. TapuxwblnapablH, NarbiMAaybliHWa, 6y
6ac KMiM TaX KbI3MeTiH aTkapfaH >aHe LUbIHfbIC
TYKbIMbIHbIH, (BUaeyLi 31UTaHbIH) ASCTYPAI KNIMiHIH
axblpamac atpunbyTbl HonFaH.

COYKEJIE
CAYKENE
SAUKELE

Byn 6ac knim eH, apxavkanblk, Hyckanapfa >katajbl, an
oHbIH KaszakcTaH aymafblHAa HonfaHbIHbIH eH epTe
APXeoNOorunaNbIK Asnengepin anrini Ecik kopraHbiHaH
TabblifaH «ANTbiH agam» kepcetegi. On y3aTbiabin
b6apa >xaTkaH OOMXETKEHHIH CanTTblK TYPMbICKa
LUbIFY KOCTIOMIHIH aXblpamac aTpubyTbl 60afaH, OHbl
9KeCi Cblifa TapTKaH X3aHe 01 KasblHAbIK >acayblHbIH,
MaHbI3abl 6eniriH KypafaH. Ocblnaiwa, caykene eT-
neni Kynai — aen, bonalwak, aHa gereH emip bene-
CTEpPiH alWbIKTaFaH.

fanbiMaapabiH KaliTa KainblHa KenTipyiHe calikec,
XeJsiKe TyCblHa KaJIKaHLla TiriireH caykeseHiH, KOHyC
Topi3ai Popmackl (on Aa aceMm HeseHAipinreH) yuu,
AfHN XKofapsbl, OpTa XoHe TemeHri anemai bipik-
TipeTiH OfemM TayblHblH, fanamHbiH MogeniH 6Gen-
Henengi. Caykene AeKOpbIHbIH, 6apablk >afganja
epeklle >XaHe KalTanaHbac Oykin KOMMO3MUUACH
TypakTbl benrinepmeH yiunecin, 6enrini 6ip cemmoc-
depaHbl bingipreH.

KebiHece «kacueTTi emip aFallbl», «KOLIKap MyMi3»
XaHe T.6. Oto-epHeK HakblWwTapbl kesgecedi. CoH-
Jan-ak, 6ac kniMre KyMic Hemece anTbiH XanaTblifaH
cannblHWaKTap MeH apTypi TYpAeri XaHe niwiHae-
ri >kancelpmanap TiriAreH: KasaktapAblH MNiKipiHLe,
KYMIC KOpfaHbIC KYLLUiHEe We, an MapXkaH, iHXy, akblK
XaHe T. 6. TacTap CUAKTbI COHAIK KOMMO3ULMAHBIH,
MyHZAal «KaTbICyLUblNapbl» UeCiH AyanayfaH, Tin-Kes-
JeH, cynen-bepTneseH XxaHe T. 6. KOopFfafaH.

OJIEMHIH, TYPAI MypaXkalnapblHAa cakTaafaH KeHe
Ka3ak, caykenenepi b1 60Mbl MbIKTbI Lebepiep
XacafaH biperei eHep TyblHAbINapbl 60AbIN CaHana-
Abl. boxeTkeH 6ac KMiMiH yiineHy paciMiHeH 6acTan
TYHFbILWbI AyHWEre KeareHwe Kuiyi MyMKiH, cogaH
KeliH on ypnakTaH-yprakka 6epinin, mypa peTiHae
CakTanbIM KeAreH.
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AHaNOrMyYHbIM TONOBHOM yHop MonynspeH y Kbip-
rbiI30B, CUMTAIOLLMX €0 CUMBOJIOM TOP U YWUCTOTbI.
ChneunanncTbl OTMEYAIOT, UTO OCTPOKOHEYHbIE N KO-
Hycoobpa3Hble BOWIOUYHbIE FON0BHbIE Y6OpbI MMe-
FOT ThICSAYEIETHIOK UCTOPUIO U SBASJINCE CUMBOJIOM
npaBuTenel, LAPCTBEHHbIX 0C06. Oco60 3Hauum
«alblp Kannak», KOTOpbI 0O6O03Hayan cakpasbHbil
(BepxHWIA, HebecHbI) Mup. OCHOBHLIM AEKOPOM
Ky/NbTOBblE CUMBOJIbI U 3HaKW — KOHb, NTWLLA, apxap,
MupoBoe gpeBo 1 ap. Aiblp Kannak 6orato pacluu-
BaJICs LLUESKOM U KaHUTeNbo. ICTOPUKK CUMTAOT, UTO
3TOT FOJIOBHOW Y60p BbINOAHAN GYHKLMIO KOPOHbI
(«TaXK» — Ha Kas.) M Bbln HenmpeMeHHbIM aTpMByTOM
TPaAVLIMOHHOIO KOCTIOMa UMHIM3MAOB (MpaBsLLei
3NUThI).

back to the ancient Turkic cult of the Mountain of
the World.

A similar headdress is still popular among the Kyrgyz,
who consider it a symbol of mountains and purity.
Experts note that pointed and cone-shaped felt
headdresses have a thousand-year history and were
a symbol of rulers and kings. Of particular importance
is the «ayir galpaqg», which refers to the sacred (upper,
heavenly) world. The main decorations were symbols
and signs — a horse, a bird, an argali, the world tree,
etc. The ayir galpag was richly embroidered with
silk and bobbin lace. Historians believe that this
headdress served as a crown («tazh» — in Kazakh)
and was an indispensable attribute of the traditional
costume of the Chingizids (the ruling elite).

STOT rooBHOM yH6Op OTHOCAT K CaMOMY apXanuyHoMy
nepuogy ero 6eIToBaHWA Ha Tepputopun KasaxcraHa,
UTO MOATBEPXKAAETCS aPXEOJOrMUYECKUM OTKPbITUEM
ncebikeckoro «3o00Toro Yenoseka». Kak HeoTbewm-
Nemblin aTpubyT puTyanbHOro cBagebHoOro KocTroma
AEBYLUKY, OH NMPEernoAHOCW/ICS ee OTLIOM B ap 1 CO-
CTaB/IA/ BaXKHYHO YacTb NpuAaHHoro HesecTbl. Cayke-
Jle CUMBOJ1 NEPeXOAHOCTM CTaTyca HEBECTbI.

KoHycoobpasHas ¢opma caykene ¢ NpuLLMBHON 60-
rato yKpalleHHOMN 3aTbIIOYHOW JIOMACTbO CMMBOAN-
3upoBana  MwupoByr ropy, MOAesb MUPO3AaHWs,
obbveanHsatowwyto BepxHuiA, CpeanHHbIA 1 HUXHWIA
Mupbl. Komnosmumsa gekopa caykesne, KOTOPbIA B
KaXZOoM C/lyyae yHUKaneH 1 HemoBTOpMM, bblna co-
obpasHa YCTOMUMBbLIM CMMBOJAM W NpeacTaBaseT
onpegeneHHyro cemmnocdepy. Yauwe Bcero BCTpe-
YarTCA OPHaMEHTbI-CMMBOJIbI «CBSALLLEHHOE JPEBO
XWU3HWU», «BbapaHbn pora» u Ap. TakKe Ha ros0BHOM
ybop HalumBanncb cepebpsiHble Nan No3oN0YeHHbIe
MOABECKU N HaKNaZKM BCEBO3MOXHOTO Buza v dop-
Mbl: cepebpo, MO NpeAcTaBAeHMIO Ka3axoB, obaagaet
3aLLMTHOM CUION, @ TaKmMe «yUaCTHUKU» AEKOPaATUB-
HOM KOMMO3ULMM — KOPaJ, XeMUYT, CepPAOAVK U Ap.
KamHu obeperanm xo3ariky OT nopuun, criasa, benbma
nTa.

[peBHue caykene, xpaHsaWMecs B pa3nYHbIX My3e-
fX MUPa, CUMTAROTCS YHWUKANbHBIMU MPOU3BEAEHUS-
MW WCKYCCTBa, KOTOPbIE U3rOTOBJSINCL UCKYCHBIMM
mMacTepamMu B TeudeHuwe roga. Cam ronosHou ybop
AeByLIKa, HaunHas co cBagebHOro pwtyana, morna
HOCUTb A0 POXAEHWs NEPBEHLLA, a B Ja/IbHENLLEM OH
nepeaaBancs OT NOKOJIEHWS B NOKOJIEHNE U XPaHWA-
€S KaK CEMEVHas PeNKBUS.

This headgear rightly belongs to the most archaic
variants, and the earliest archaeological evidence
of its existence on the territory of Kazakhstan is the
famous «Golden Man» of Issyk. It was an inseparable
attribute of a girl's ritual wedding dress, presented as
a gift by her father and forming an important part of
the bride’'s dowry. The saukele thus emphasised the
transitional status of the woman, the future mother.

According to the scientists’ reconstruction, the cone-
shaped saukele with a sewn-on back (which was also
richly decorated) embodies the World Mountain,
a model of the universe that unites three worlds:
the upper, the middle and the lower. The whole
composition of the saukele decoration, which was
unique and inimitable in each case, corresponded
to the stable symbols and represented a certain
semiosphere. The most common are the ornamental
symbols «the sacred tree of life», «ram’s horns» and
others. Silver or gold-plated pendants and plates of
all types and shapes were also sewn to the headgear:
Silver, according to Kazakh beliefs, has protective
powers, and such «participants» of the decorative
composition as coral, pearl, carnelian and other
stones protected the hostess from ruin, evil eye, eye
shadow, etc.

The ancient Kazakh saukele, kept in various museums
around the world, are considered to be unique works
of art, made by skilled craftsmenin the course of ayear.
The headdress itself could be worn by a girl, starting
with the wedding ritual, until the birth of her first-
born child, and was passed down from generation to
generation and kept as a family heirloom.
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KUMELLEK
KIMESHEK

bac neH mbIKTbl (kaHe apTbiHaH Bykin geHe BiTiMiH)
TO/IbIFBIMEH XKaybIn TypaTblH 6yn 6ac kuimMai xanblk,
6eliHeni TypAe aHa MeH AaHasblK HblllaHbl Aen aTai-
Abl, ®ATKEHI OHbl TeK TYpPMbICTafbl dNENAEP KUIEH.
Byn 6ac kniMHiH 16-aaH actam Typi 6ap gen caHana-
abl. On ak MakTa mMaTagaH TirareH, aien HefypabiM
>ac 6osca, KUMeLLeK COFyp/ibIM KepkeM He3eHaipin-
reH. [lekopaums yLwiH KyHapAblablk, ©pKeHAeY >KaHe
6aKbITTbl ©Mip naesanapbiH GingipeTiH 3epai xinTep,
lallakTap, MapXaH MOHLUaKTapbl, >XWeKTemersep,
Tacnanap, oka-3epaep, KyMic >ancelpmanap kosja-
HbIAbl, COHbIMEH KaTap ofap TiN-Ke3AeH CcakTalTbiH
KOpPFaHbILL TyMapbl KbI3METiH aTkapfaH.

XKacbl ynfainfaH caibliH 6ac kniMHiH 6aii 6e3eHgipinyi
KapanaublM YArire aybICTbIpblAFaH, an >XXecip aven
XKOKTayAblH, BipiHLWI XblblHAA 3eprepik bynbimaap
KepiHbec yLIiH OHbI iWiHe KapaTbin kureH. Erep epte
ke3eHae 6yn bac kuim aenai 6bana Tyy KesiHAe cuKbI-
p/bl 3akbiMAaHyfaH KoOpfayfa JereH YMTbIbICTb
6erHenenTiH 60oJca, Xackl yAFaifaH caliblH O AaHa-
NbIKTbIH, aTpMbyThl, ©MIpAiK Taxipnbe MeH KypmeT-
TiH, ©3iHAIK KepceTKiliHe alnHanagbl. SfHW, MyHAAFbI
MNiLUiH, KOPIHIC XXaHe AeKop TeK KOPFaHbIC XaHe 3CTe-
TUKaNbIK GYHKLMANAPAbI FaHa eMec, COHbIMEH KaTap
Xac epekLwenikTepiHii, 6enrici peTiHAe Ae KbI3MET
eTri.

OJeTTe, 9p oWenre XaHa KMMeLleK Tiringi, an oHbl
>XaHa KesiHHiH, anfaw peT Kntoi oTbackl MeH pyablH,
Y/IKEHAEPI — KalblH eHeci >XxaHe backa TybICTapbl Ka-
ThICKAH dMenjep KoHakacbIMeH Katap >Xypai. byn
6ac knim Tek Ken H6ananbl XaHe 6aKbITTbl aHajaH Con
OMip MeH as-aykaTka AereH ceHiMMeH Mypa peTiHae
6epineTiH 6osFaH.

WAMNAH
YANAH
SHAPAN / CHAPAN
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KasakTapablH epekile >aHe KbiMbaT CbIpT KUiM-
AepiHiH KaTapblHAa WanaH Typ, oA ByriHri KyHre geniH
CbIV/IbIK, @/IMaCy MHCTUTYTbIHbIH, GeNCeHA KaTbICyLLbl-
Cbl 60AbIN Tabblnagbl. Kasak MazeHweTiHAe bBipeyre
Cbllifa WanaH TapTyAblH FYPbINTbIK, CANTTbiK MaHi 6ap.
Meicanbl, 6ip Xafganga kypmet benrici peTiHge ape-
KeT eTce, eHai BipiHAe — TanaHTTbl MOWMbIHAAY (aKblH,
6asyaH xaHe T. 6. 601ybl MYMKIH), YLIHLWICIHAE — LWe-
re-wanaH (TblpHaK-LwanaH) — 6acTankbl HeKe LWapTbiH
«Luereney» MakcaTbIMeH apekeT eTeji, Kerje WwanaH-
Abl CblFa TapTy KiHACIH Ty3eTyai 6ingipyi MyMKiH, 6y
ASCTYPAI TypAe «aT-lanaH arbin» (abinnyafa ykcac)
CanTbIMEH AanenfeHei.

Xannbl, WwWanaH — epnep Ae, aviengep Ae KUETIH eH
Kken TapanfaH kuim Typi. On apTypAi XeHin XaHe
TbIFbI3, SPTYPJI TYCTi MaTanapaaH TiriareH. by kpicta
43, >XKa3ja fa eki XbIHbICTbIH, XacTapblHaH afa b6ybl-
HblHA AeWiH KMeTiH ambeban Kuim.

Erpe xacTafbl agamzap yLWiH 0N HerisiHeH Bip peHKTi
XaHe KOt TycTi 6oaabl. HeriziHeH 300MopdThIK 3/1€-
MeHTTepi Hap 6ali rynai oronapmeH 6GeseHgipinreH
TOW LWanaHbl epekLle HblaHAbIK MaHre ne 6oaabl.
KecteneHreH epHeKTepaiH, cMnaTbl MeH LiamnaHHbIH,
TyCi aliMaKTblK alrblpMallblablKTapFa ve 6oagbl, an
OHbIH, >Kannbl 6e3eHyaipinyi KyHapablablK, 6akbIT, 6an-
NbIK XXaHe T. 6. TiNeK-HUEeTNeH TYCIHAIpIAAI.
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STOT ro/I0BHOW Y60P, MOKPbIBAOLLMIA MOAHOCTBIO FO-
JIOBY M Mfeyn, a c3aAn CrnvHy, B Hapoge obpasHo Ha-
3bIBarOT CMMBOJIOM MaTEPUHCTBA U MyAPOCTH, T.K. €F0
HOCUAWN UCKIHOUNUTENIBHO 3aMy>XHUe XeHWmHbl. Cy-
wecTByeT 6onee 16 BUAOB U Pa3sHOBUAHOCTEN 3TOrO
ronosHoro y6opa. LUnan ero us xanonyatobyma>kHom
TKaHW 6esoro LBeta, YeM MOJIOXKE XKEHLUMHA, TeM
6orato OpHaMEHTMPOBaHHLIN Obln KuMmelek. s
AEKOPUPOBaAHNA UCMOAb30BaAM KaHUTeN b, Baxpomy,
KOopannoBble GYCWHbI, TECbMY, MO3YMEHT, cepebps-
Hble Hak/iajKuy, KOTOpble HECAU UAen MAOLOPOAUS,
MPOLBETAHNA M CYACTAMBOM XM3HW, a TakxKe Oblan
CBOEOOpasHbIMN OXPaHHO-3aLlUTHLIMU obeperamu
¥ BM3yaNbHbIM OTPaXKeHWNEM 3aKINHAHWNA.

C Bo3pactom boratoe yb6paHCTBO roaoBHoro ybopa
CMeHsnocb 6onee CKPOMHbIM O0bOPMIEHNEM, @ OB-
[OBEBLUAs XXEHLMHa B TeYeHMe MepBOro roga Tpa-
ypa HoCuia ero HausHaHky, Ytobbl He Obl10 BUAHO
yKpaleHuin. Ecam Ha paHHMX 3Tanax UMEeHHO B 3TOM
ronoBHOM ybope oTpa3nnocb ctpemaeHue ybepeub
OT Marvuyeckom Mopuun XEHLIMHY B Nnepuoge AeTto-
POX/AEHWNS, TO C BO3PAaCTOM OH CTAHOBUTCS aTpuby-
TOM MYyApOCTW, CBOEOOPasHbIM MoKasaTenem Xus-
HEHHOro onbiTa U yBaxeHus. To ecTb dopma, BMA
M LEeKOp 3/eCb HEC/IN HE TOJIbKO OXPaHHO-3aLLUTHYH
M 3CTETUUECKYIO GYHKLIMK, HO U CAYXUIN MapPKEPOM
BO3PaCTHbIX rpagaLum.

Kak npaBunio, KaXAon >XeHLWMHe WKAN HOBbIA Ku-
MeLleK, a ero nepBoe HajeBaHWE HOBOMWCMEUYEHHOMN
KesiH (HEBECTKM) COMPOBOXAANOCH XEHCKOW rocTe-
BOM Tpane3oW, rae yyacTBOBa/iM CTapluMe CEMbU U
poJa — CBEKPOBb W Apyrne pOACTBEHHULbI. ITOT ro-
JIOBHOWM y60p MO HacneACTBY nepeAaBancs TOJbKO
NCKAKOYUTENBHO OT MHOTOAETHOW U CUYaCTNMBOM Ma-
TEPW C BEPON B TaKYHO Xe XMU3Hb N 61arocoCTosHME.,

This headdress, which covers the entire head and
shoulders (and in the back almost the entire figure),
is figuratively considered a symbol of motherhood
and wisdom, since it was worn exclusively by married
women. It is believed that there are more than 16
types and variants of this headdress. It was made of
white cotton fabric, and the younger a woman was,
the more richly decorated the kimeshek was. Sequins,
fringes, coral beads, braids, braid ribbons and silver
plates were used for decoration, which promoted the
ideas of fertility, prosperity and a happy life, and were
also a kind of security and protection amulet, as well
as a visual reflection of spells.

As women aged, the rich ornamentation of the
headdresses gave way to a more modest one, and
widowed women wore them inside during the first
year of mourning so that the ornaments would not
be visible. While this headdress initially reflected
a desire to protect a woman from magical ruin
during the period of childbirth, as she grew older it
became an attribute of wisdom, a kind of indicator
of life experience and respect. In other words, shape,
appearance and ornaments not only had a protective
and aesthetic function, but also served as a sign of
age gradation.

As a rule, a new kimeshek was sewn for each woman,
and the first donning of the kimeshek by a new kelin
(daughter-in-law) was accompanied by a women'’s
banquet attended by the elders of the family and
clan — mother-in-law and other female relatives. This
headdress was inherited exclusively from a great and
happy mother who believed in the same life and
welfare.

B pagy ocoboii n goporoi BepxHel ofexzbl KazaxoB
CTOWT YanaH (LWwanaH), KOTOpbIA ABAAETCA aKTUBHbLIM
Yy4aCTHMKOM WMHCTUTYTa fapoobMeHa no ceil AeHb. B
Ka3axckom Ky/ibType ofapuBaHMe YanaHOM KOro-sm-
60 nmeeT 06pPAAOBO-PUTYaNbHOE 3HaUYeHWe. B ogHOM
C/ly4ae OH BbICTyMaeT Kak 3HaK yBaXKeHWs, B APYrom
— Npu3HaHWe TanaHTa (MoOXeT 6bITb akbiHa, 6opua K
T.A.), B TpeTbeM Llere-wanaH (reo3fb-yanaH) — Bbl-
CTyNaeT C Le/blo «MPUrBO34MTb» HadanbHbI Bpay-
HbI AOrOBOP, NHOTAA OAapvBaHMe YanaHoOM MOT/IO
03HauaTb 3ar/iaxunBaHne CBOEN BWHbI, O YeM CBUAe-
TeNIbCTBYeT TPajULMOHHOE BbIpaXkeHue «aT-lianaH
arbin» (aHanor wrpada) n ap.

YanaH siBAsieTCs caMblM PacripoCTPaHEHHbIM BUAOM
OZEXAbl, KOTOPbIA HOCUTCA KakK My>XYUHaMW, TaK u
XeHLWMHaMKn. Ero wuam n3 pasHoobpasHOW TKaHw,
NErKMX v NAOTHBIX, Pa3/INYHbIX PacLBETOK. ITO YHU-
BEpCa/sbHas Ofexzaa, KOTOPY HOCWAW W 3UMOW, U
JIETOM OT MOJIOAbIX A0 JIFOAEN CTapLUero NnokKoieHus
oboux nonos..

Ana nropei craplero Bo3pacta OH Obln Npevmy-
WEeCTBEHHO OAHOTOHHbLIM M 6osNee TEMHOrO LBeTa.
Ocobyto CUMBOANYECKYHO Harpy3Ky umen cBajebHbil
YanaH, KOTopbI AeKopUpoBancs B OCHOBHOM bora-
TbIM PacTUTE/IbHbIM OPHaMEHTOM C 300MOPPHbLIMM

Among the special and expensive clothes of Kazakhs
is the chapan (shapan), which is an active participant
of the gift exchange institute to this day. In Kazakh
culture, gifting a chapan has a ceremonial and ritual
significance. In one case it is a sign of respect, in
another it is a recognition of a talent (e.g. an akyn, a
fighter, etc.), in the third it is a «nail chapan» used to
«nail down» the original marriage contract, sometimes
gifting chapan also means making amends, which is
expressed by the traditional expression «at-shapan
aiyp» (analogous to a fine), etc.

In general, chapan is the most common type of
clothing worn by both men and women. It is sewn
from different fabrics, light and thick, in different
colours. It was a universal garment worn both in
winter and summer by young and old people of both
sexes.

For older people it was usually plain and of darker
colour. A wedding shapan had a special symbolic
meaning, decorated mainly with rich floral ornaments
with zoomorphic elements. The type of embroidered
patterns and the colour of the chapan varied
regionally, and the whole decoration was interpreted
as a wish for fertility, happiness, wealth, etc.
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Kasak TeKTmelelH, WanaHAapbl MaTaHblH, 6e3eH-
AIpiNyAiH, SWwekeraiH 6aisbifbIMeH  epeKileneHa.
MyHZza HerisiHeH afall Topi3Ai TypAe >KacanfaH ken
HYCKaJ/ibl OO/ibl ©OPHEKTEP TasfaMnasiblKNneH epek-
WweneHai. MyHaan wananaap 6apKblT HEMece Kbi3bla
TYCTi MaTtajaH apTyp/i Kbi3bln peHKTepae (KYAriH,
KbI3blJl, KOHbIP-KbI3blJ, KbI3FbIAT XaHe T. 6.) TiriireH,
FFHW WanaHHbIH, TYCi MeCiHIH MapTebeCiH Tafbl Aa ali-
LIbIKTalM TYCKEH.

LWWAJIBAP
LWUTAHDI
SHALBAR / PANTS

Kazaktap «yhgiH KyTbl» YfbIMbIMEH 6aiiaHbICTbI-
paTblH Tafbl Bip KuiM Typi — Wwanbap, acipece iwTeH
KnineTiH wanbapnap Hemepere ajnfallikbl XasnblK
60/FaH XoaHe Meci kaTblc 6onfaH kesge oTbacbiHAA
caKTasfaH. llWTeH KuineTiH wanbapAblH, cakpanamsa-
UMACBIHBIH, cebebi OHbIH, AeHeMeH, aZiaMHblH 3Hep-
rmacbiMeH Tikenen 6ainaHbicbl 6oabin Tabblnagbl,
AFHW BacTankblga epKeKTIK KYAipeT, Kyl -KyaT XaHe
1. 6. (ben alimaFbl) MafblHaCcCbIMEH GalinaHbICTbl Ky-
LIeNTeTIH TyMapablH, MaHiHe ne 6onabl, 6yn Hbinfa-
pblaaH (Kyaepi) >kacanfaH kasakTblH, ACTYpAi Lwan-
HapapbiHbIH, AEKOPbIHAA, SAETTE CanTaHaTThl Typae
6e3eHgipinyiHeH kepiHeai. Onap KypambiHAa H6aKbIT,
OpKeHAey, KyHap/bliblk, >XaHe T. 6. naeanapbl 6ap
TYPAI-TYCTi iIMEKTI KecTenepiMeH KOMKepINreH.

BENAEMLLUE
PACNALWLWHAA FOBKA
BELDEMSHE / SPLIT SKIRT

MamaHgapAblH, nanbiMAaybiHwa, «bengemMiie» ay-
JapMaga: «ben» — 6en, «aeM» — TbIHbIFY, «emLie/
eMwi» — emwi, 6enre aemany, emaey pereHgi 6in-
aipeai. bengemiue — kectemMeH allekenneHreH bypan-
Manbl kniM. On cantaHaTTbl XXaHe Ke3aencok 6oaybl
MYMKiH, Bipak, apkallaH TeK YWIeHreH anenaep Keu-
NEKTIH, YCTiHe Kueai. ANAbIHFbl Xafbl 3AeTTe Kbi3bla
Hemece KypeH, TYCTi KbiIMbaT BapKkbITTaH TirireH, 6yn
eMip/iik 3Heprus, aven KyaTbl, AeHCay/blfbl, KyHap-
NblNbIFbl XX3HE T. 6. Typanbl naesnapfa conkec Kkeneg,.
O3 KeseriHae HensemMLle Or-OpHEri CUKbIPAbI KyLL-
Ke ne 60s1a OTbIpbIN, HengeMLIeHiH, KOpFaHbIL LWeH-
6epiHiH epekLle Kneni KbI3METiH KyLUenTTi.

BbengemMiieHi gactyp 6oWblHWA aliengid, aHacbl Xa-
cafaH, OHblH, 6e3eHAipinyiHeH Kal pyjaH ekeHi,
9/IeYMETTIK >XafAalbl, COHAaN-aK WeCiHiH wamMameH
XacblH b6inyre 6onaabl. bengemMiieni anfaw pet yw
6anaHbl fyHUEre aKeNreH anen KureH, an NpOoLeCTi
©3i fypbINThIK AAacCTapxaHMeH Karap XypeTiH. Lakpi-
pbinfaHAap MIH,CI,ETTI TYPAE CblAnbIKTap aKkenin, 6a-
Ta-TiekTepiH antkaH. Erep kumeluek kurisy kesiHzge
FYPbLINTbIK aC eHeHiH, Tanabbl 6oKbIHLWa Xacanca, 6en-
JAEeMLUEeHI anfallkbl KWiHYiH TeK WeCiHiH e3i XacafaH.
byn sengiH XaHa MapTebeciH, AfHU TONbIKKAHAbI
6a116iwe 60NybIH MEH3ENTIH.
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aneMeHTaMu. XapakTep BbILLVMBaEMbIX Y30POB U LBET
YyanaHa MMesl permoHasbHble OTANYMS, a ero obLMI
[EKOP TPAKTYeTCs Kak NoXenaHne naoLopoaus, cya-
CTbs, boraTcTea 1 T.4.

BoratctBOM TKaHen, Aekopa U OTAENKM OTANYANUCH
YanaHbl Ka3axCKoW 3HaTW. 34ecb OpHaMEHTaNbHbIl
AeKOp OTANYANCS YTOUEHHBIM M3SALECTBOM, B OCHOB-
HOM BbIMOJIHEHHbIV B APEBOBUAHOW MHOrOBapUaHT-
Hon dopme. LLnance Takme yanaHbl 13 HapxaTta nan
KapMa3MHHOIo CyKHa B Pas3/inYHbIX OTTEHKax Kpac-
Horo LBeTa (MypnypHOro, anoro, TeppakoToBOro, Ma-
JINHOBOTO 1 Ap.), F4e UBET JULWHUIA pa3 NoAYepKnBa
CTaTyC BRagenblia.

The chapan of Kazakh nobility was distinguished
by the richness of fabrics, decorations and borders.
Here, the ornamental decoration was distinguished
by exquisite elegance and was usually executed in
a tree-like, multivariate form. Such chapanes were
made of velvet or crimson fabric in various shades
of red (purple, scarlet, terracotta, crimson, etc.), the
colour once again emphasising the status of the
owner.

Apyrum BUAOM ofexzbl, C KOTOPbIM Ka3axn COOTHO-
CUAWN MOHATUE «YWAIH, KYTbl» — MOKPOBUTENb AOMa,
ABAseTca Wwanbap (WTaHbl), OCOGEHHO HaTe/bHble —
OHW MOTAWN CAY>XUTb NEPBOW NENEHKON A BHYKa U
OCTaBa/NNCb B CEMbE NPU KOHUMHE X03sinHa. Mpnum-
HOW cakpasv3aLny HaTebHOW OAEeX/bl ABAAETCA ee
HEenoCPEeACTBEHHbIN KOHTaKT C TENOM, 3HEpPrmen ye-
JIOBEKa, T.e. OHa M3HayaNbHO MMena 3HauyeHve obe-
pera, YCUMBatOLLENCs CBA3bIO CO 3HaYEeHWEM MyX-
CKOWM CWAbl, MOTEHUUN U T.N. (NOSCHUYHas obnacTb),
UTO HaxoAWT OTpPaXKeHwe B AeKope TPaAWLIMOHHbIX
Ka3axCKux Wanbap 13 Koxu (3aMLin), ob6blYHO Ma-
pagHbIX. VIX nokpbiBaan pasHouBeTHON Tambyp-
HOW BbILUMBKOMW, KOMMNO3ULNA KOTOPbIX CoAepiKana
nAen MNoXenaHus cYacTbs, NPOLBETAHUS, MJIOAO-
POAUS U T.A.

Another type of clothing with which the Kazakhs
associated the term «iydin katy» was the shalbar
(pants), especially the underwear, which could serve
as the first diaper for a grandchild and remained in
the family after the death of the owner. The reason
for the sacralization of the garment was its direct
contact with the human body and human energy,
i.e. it originally had the meaning of a talisman with
increasing connection to the meaning of male
strength, potency, etc. (loincloth), which is reflected
in the decoration of traditional Kazakh turbans
made of leather (suede), which were usually worn
on ceremonial occasions. They were covered with
multicolored tambour embroidery, the composition
of which contained the ideas of wishes for good luck,
prosperity, fertility and so on.

CrneumanncTel cYnTaloT, Uto «besngemiue» B nepe-
BOZE O3HauaeT: «besn» — NoACHULa, «AeM» — OTAbIX,
«eMLUe/eMLUI» — LleNnTeNb, O3HaYaeT AaroLLniA OTAbIX
MosACHWLE U NcLensowmnn. bengemiue npeacraaset
cobon pacnaluHyto 06Ky, yKpaLleHHY BbILNBKOMN.
OHa Morna 6bITb NapazHON 1 NOBCEAHEBHOW, HO He-
M3MEHHO HOCUNaCb NMOBEPX NAaTba UCKAHOUYNTENBHO
TONbKO 3aMY>XXHUMW XeHLWnHamu. MapagHas wunack
n3 goporo 6apxata, 0bbIYHO KpacHoro uau boppao-
BOrO LBETa, UTO COOTBETCTBYET MpeAcTaB/ieHUAM
O XXW3HEHHOW 3HEepPrum, XXEHCKOW cuae, 340POBbE,
naogopoamun un 1.4. OpHameHT besgemiue ycuamnaan
cakpasnbHyto GyHKLMIO FOBKM — cBOeobpa3Horo obe-
PEXHOro Kpyra.

BengemMiie no TpaanumMmn n3rotaBavBasa MaTb XeH-
WWHBI, @ MO ee AeKopY MOXHO BblIO y3HaTb U3 Ka-
KOro pofa, coLManbHbIN CTaTyc, a Takxke npubansmn-
Te/NbHbIA BO3pacT Bhagenvubl. Bnepeble bengemiue
O/leBana >XeHLUMHa, POAMBLLAA Tpex AeTer, a cam
npoLecc COMpPOBOXAANCA PUTYyalbHON Tpanesou.
MpurnaweHHsle 0653aTeNbHO MPUHOCKMAU  COBOM
nogapku v npomsHocuan 6naronoxenanus. Ecam B
C/lyyae C KMMEeLLEKOM pUTyanbHas Tpanesa Npoucxo-
AWna No HaCTOSHUIO CBEKPOBM, TO NEPBOE OAeBaHme
benjemule — UCKAKOYUTENBHO CaMol Bhajenvnuen.
3TO NOAYEPKUBANO HOBBIN CTaTyC XEHLUMHbI — NOJI-
HOMPaBHOWN XO3AMKMW.

Experts believe that «beldemshe» in translation
means: «bel» — lumbar spine, «<dem» — rest, «kemshe/
emshi» — healer, which means to give rest to the
lumbar spine and to heal. Beldemshe is a slit skirt
decorated with embroidery. It could be a parade
dress or a day dress, but was invariably worn only
by married women over the dress. The ceremonial
dress was sewn from expensive velvet, which was
usually red or maroon and corresponded to the ideas
of vitality, female power, health, fertility, etc. In turn,
the beldemshe ornament, which possessed magical
powers, reinforced the sacral function of the skirt as a
kind of protective circle.

According to tradition, the beldemshe was made by a
woman’s mother, and from its ornamentation it was
possible to determine the family, social status and
approximate age of the owner. For the first time, the
beldemshe was worn by a woman who had given birth
to three children, and the event was accompanied by
a ritual meal. The invitees brought gifts and conveyed
good wishes. If in the case of the kimeshek the ritual
meal was performed at the insistence of the mother-
in-law, the first donning of the beldemshe was done
by the owner herself. This underscores the woman's
new status as a full-fledged mistress.

165



IV BOJ1IM / PASAEN / SECTION

KA3AK ©HEPIHIH BE/TINEPI MEH HbILUAHAAPBI / 3HAKW 1 CUMBOJ1bl KASAXCKOTO NCKYCCTBA /

SIGNS AND SYMBOLS OF KAZAKH ART

ETEK )XOHE KUIM ETEKTEPI
NoAo U Nobl OAEXAbI

ETEK ZHANE KIIM EDENDERI /
HEM AND SKIRT OF CLOTHES

Kelbip cant->xopanap MeH afeT-fypbinTapablH, 6en-
CeHAi KaTbICyLbICbl BOAFaH KWMiM eTeri Ka3akTapAblH,
[A9CTYPAi M3JeHWeTIHAer Kueni mapTebere ne 6on-
Abl. Mbicanbl, 6anacbi3 alien KeWneriHi4 eTterimeH
UTTi TaMaKTaHAbIPFaH; y3ak yakblT 60Mbl XYKTi 60.-
MafaH alien eTeriHiH, bip Beniri TirinMereH, KONAEKTIH,
eTeriHiH, kemerimeH 6anaHblH 6eTiH cypTy >aHe T.6.
apKblIbl KO3 TUHOAI KalTapFaH.

Kazak xankblHbIH HaHbIM-CeHiMiHAEe eTek TemeH-
ri AyHWere KaTbiCTbl BONFaHAbIKTAH, AyHWere Kenin
XaTtkaH 6anaHbl 6aTa-TineriH anTbin LWakbIpbIn, A9
OCbl eTekke kabblngaraH, cebebi cobu 40 kyHre aeniH
6acka AYHWEHIH XapaTbliblCbl HObIN CaHasFaH.

KbI3 KelneriHiH eTeriH KecTeMeH aLlekeliney aNeMHiH,
KenTereH MaAeHMETTEepPiHAE KEHIHEeH TapanfaH Ky-
6biabic. [acTypai Kofamaa «3y/ibiM pyxTap» alublk,
Xepnepre, acipece eTeri apKblibl Kbi3fa YAKEH 3UAH
KenTipeTiHiHe CeHAi. OaeTTe, eTeri KecTeNeHreH Ken-
NekTep O6ipiHWI 6anacbl AyHuere KkenareHre pAewiH
KuinetiH. KelnekTiH, eTeriHiH, AeKOpbIHbIH, MafblHaCbl
«dNICI3», OCaN XepAaiH, Kayincisgik dyHKumAcbl 60aabl.

BENAIK
nosc
BELDIK / BELT

[acTypni Kasak KMiMiHiH HbllWaHAblK 6eweKTepiHiH,
iwiHae epnep MeH aiengep beniHe TafaTblH 6en-
AiK epekiwe opblH anaabl. bengiktep 6blifapbigaH,
6apKbITTaH, XIGEKTEH >XBHe >XXYHHEH >acanybl MyMm-
KiH. Xa/bIKTbIK HaHbIM-CeHiMAep OolbliHLWa, 6engik
WweHbep TypiHAe 6ona OTbIpbIN, aAaMHbIH, iLLIKi KOpFa-
HbIC KEeHICTINH KanbiNTacTblpaZbl >XaHe KopluafaH
D/IEMHIH, XafbIMCbI3 9CepiHeH cakTanabl. COHAbIKTaH
GblnFapbldaH acanfaH bengiktep epHekTi beaep-
MEH, XapTbliall acbl TacTapablH KipicTipynepi 6ap
MeTann >KancblpManapMeH, OWblifaH Cyilek Tacna-
NapmeH be3eHaipinin, e3iHAiK epKekTiK KyAipeT neH
Kagip-kacueTTi bingipe oTblpbin, Kice Aen aTangpl.

KopfaHbIC KbI3MeTiH aWenaiH ae bengiktepi atkap-
Abl, onap Aa aceM 6e3eHgipingi. bengik bipbiM-TbIR-
bIMAApAbIH,  OenceHAi KaTbiCylWbIChl, ajnfawl peT
xacecnipim banafa 13-15 >xacbiHaa 6alinaHbin, ocbl
caTTeH bHacTtan oA Xirit 6osbin caHanfaH. COHbIMEH
katap, 6enbey >xepney paciMiHe KaTblCTbl. ITHO-
rpaduaibik Kasipri 3aMaHfa AeliH ep agam KamnTbIC
6osifaH Ke3ge OHbIH bengiri Tipekke iniHai, byn asa
TyTy benrinepiHiH 6ipi 6onabl. bonalwakra, aseTTe,
bengiktep yinae caktanibl XdHe oONapfa CUKbIPAbI
KOpfaHbIC GyHKUMANapPbI 6epingi, on bontymap >xaHe
ep KyaTblHblH, beiHeci, MapTebe MeH 6an/bIKTbIH
6enrici 6obiN caHanAbl.

MamaHgap [AacTypai  Ko/feHeplinep apacbiHAa
6onfaH, WwebepaiH XaHagaH 63 HeTiHWe >XXYMbICbl-
HblH, 6acTanyblH 6enHenenTiH exxenri 6enbey pacimiH
atan eTvefi. ONEMHIH KenTereH MaAeHMeTTepiHAE
6engik Tymap peTiHAe KonAaHblAakbl.
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CakpasibHbIV CTaTyC B TPAAMLIMOHHOM KyNbType Ka3a-
XOB MMenun noaon (etek) M NoAbl OA4EXAbl, KOTOPble
6blIM aKTUBHBIMMW YYACTHUKAMM HEKOTOPbIX 06PSA0B
n putyanoB. Hanpumep, 6e3geTHas XeHLMHa Kop-
Muna cobaky Ha nofosie CBOero naaTbs; YacTb NOA0-
Nla He NoALlIMBanach y A0Aro HebepeMeHsL el XeH-
LLMHBI, C MOMOLLbIO NOAOA NAaTbd CHUMaAN Craas
pebeHka, BbITUpas ero AMLO 1 T.A.

Mo HapoAHbIM NpPeACTaBAeHNAM Ka3axoB, MO0/ OT-
HOCUTCS K HUXXHEMY MUPY, NO3TOMY MMEHHO B HEro
MOBUTYXa MPUHMMAaET MaajeHLa C NMPOU3HECEHUEM
npuraalleHmns B 3TOT MUP 1 6a1aroc/1oBAeHUA: Maaje-
Hey, o 40 AHeN cuMTancs CywecTBOM MOTYCTOPOH-
Hero Mupa.

YkpalueHne nogona AeBUYbErO MAaTbsl BbILUNBKOW
A0BOJIBHO MOMYJIAPHO BO MHOTVX TPAAVLMAX HAPOA-
HOro KocTioma. B TpaguunoHHoMm obliecTBe cuuTa-
NOCb, UTO «3/Ible AYXW» MOTYT NMPOHUKHYTb B OTKPbI-
Tble MecTa — 0CObeHHO uepe3 Moo, YeM CUAbHO
HaBpeaAT AeBywke. O6bIYHO MANATbA C BbILNTHIM
MOAONOM HOCUAN AO NOABAEHUA NepBOro pebeHka.
Cmbicn gekopa NoAosa NaaTbs 3akA04Yancs B OXpaH-
HOW dyHKLMM «cnaboro», ya3BMMOro MecTta.

The sacral status in the traditional culture of Kazakhs
was occupied by the hem (etek) and skirt of the dress,
which were actively involved in some rituals and
ceremonies. For example, a childless woman fed a
dog with the hem of her dress; a part of the hem was
not hemmed for a woman who was not pregnant for
a long time, the hem of the dress was used to remove
the evil eye from the child by wiping his face, etc.

According to Kazakh belief, the hem belongs to the
underworld, so the midwife accepts the baby and
extends the invitation to this world and blessing: the
baby was considered a being from the underworld
until the 40th day.

The embroidery decorating the hem of a girl's dress
is popular in many cultures around the world. In
traditional society, it was believed that «evil spirits»
could enter the open areas — especially through the
hem - and cause great harm to the girl. Dresses with
embroidered hems were usually worn before the birth
of the first child. The purpose of decorating the hem
of the dress was to protect the «weak», vulnerable
area.

B psagy cMMBOIMUECKMX aKCeccyapoB TPaaULIMOHHOTO
KOCTIOMa Ka3axoB ocoboe MecTo 3aHUMaeT Mosc, Ko-
TOPbIA HOCWACA MYXUYMHAMK 1 >KeHLHamK. Mosca
M3roTBAVBaNAWCH M3 KOXW, BapxaTa, Leska 1 LepcTy.
Mo HapoAHbIM MNpesCcTaBAeHUAM TMOAC, NPUHUMAS
dopMmy kpyra, obpasyeT 3alUTHOE BHYyTPEHHee Npo-
CTPaHCTBO YesoBEKA W OTPaXkaeT HEraTMBHOE B/VS-
HVe oKpy>katoliero mupa. Mo3ToMy nosca u3 Koxwm
yKpaLlanncb y30pHbIM TUCHEHWEM, MeTalIMYeCcKUMM
HaknajKaMu CO BCTaBKaMuW MoJyAparoLeHHbIX Kam-
HeW, pe3HbIMW NAACTUHKaMM 13 KOCTU W X Ha3blBa/Iu
Kunce — cBoeobpazHbI CUMBOJIOM MYXKCKOWM BAACTU U
AOCTOMHCTBA.

3alWmnTHYO QYHKLMIO BbIMOAHAM N XXEHCKME MOSCa,
KOTOpble Takxe boraTto gekopupoBanuck. bengik -ak-
TUBHBIN Y4aCTHUK OBPAJ0B 1 PUTYanoB, BNepBble ero
NOBA3bIBaAN MaNbuMKy-NoApOCcTKy B 13-15 net n ¢
3TOro MOMEHTa OH cuuTancsa gxurutom. Kpome Toro,
MosIC y4acTBOBa B MOXOPOHHON 06psigHocTW. Mocne
CMEPTU MY>KUMHbI €ro NOSC BbIBELUMBAJICA Ha LUECTe,
4TO ObINO OAHUM M3 3HAKOB Tpaypa. B ganbHerwem
nosca XpaHWANCb B OMe Kak obepery n cuMBoan3n-
pOBaN MOKPOBUTENBLCTBO MYXXCKOW CWJbI, 3HAK €ro
cTaTyca 1 COCTOATENIbHOCTU.

Cneumannctbl YNOMWHaAKOT O APEBHEM puTyane
OnosiCbiBaHWs, ObITOBABLUErO B CPeAe TPaAULMOH-
HbIX PEMEeCNEHHWUKOB, KOTOPbIA CMMBOAM3NPOBAN
Hauaso caMoCToATeNbHOW paboTbl HOBOMCMEUEH-
HOro mactepa.

The belt, worn by both men and women, occupies
a special place among the symbolic accessories of
the traditional costume of the Kazakhs. Belts can be
made of leather, velvet, silk and wool. According to
popular belief, the belt in the form of a circle formed
a protective interior of a person and reflected the
negative influence of the environment. Therefore,
leather belts were decorated with patterned
embossing, metal coverings with inlays of semi-
precious stones and carved bone plates and were
called kise, a kind of symbol of male authority and
dignity.

Women's belts, which were also richly decorated,
also had a protective function. The beldik is an active
participant in rites and rituals; it was first tied around a
teenager at the age of 13-15, and from that moment
on it was considered a dzhigit. Moreover, the belt was
a part of funeral rites. Until the ethnographic modern
times, when a man died, the belt was hung on a
pole as one of the signs of mourning. Later, the belt
was usually kept in the house and it was attributed
magical and protective functions, considered a
talisman and embodiment of male power, a sign of
status and wealth.

Experts mention the ancient ritual of belting among
traditional craftsmen, which symbolized the beginning
of the independent work of a newly minted master.
In many cultures of the world the belt is used as a
talisman.
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AAK KUIM
ObYBb
AYAQ KIIM / SHOES

Oactypni mMasgeHnette OpTanblk A3MAHbIH, KenTe-
reH XajblKTapbl CUSAKTbI, Ka3akTap apacbliHAa apTKpbl
>XKaFfbl XKOK OKLWeni afK KuiMm, >Xymcak, eTik, ekLieni
eTik XaHe T. 6. Typaepi bap ask KWiM epekile Map-
Tebere ne 6oaabl. AfK KMIM A3CTYpAai MajeHueTTe
TemeHri anem — eninep, 3yblM pyxTap HeEMece XblH-
nepisep naTwasblfbl OpHanackaH >epaiH, 6acTa-
ybIMeH 6annaHbICTbIPbUIALl, AFHW afK KWiM  Kueni
TOMEHTI XaKTblH, kKepceTkiwi 6onfaH. MamaHaapabiH
nikipiHwe, «kebic», «Maci» XaHe «canTama eTik»
KasakKTblH, AS3CTYpAi ask KMIiMiHIH Jekopauusanapsl
eCiMAIKTEP MEH >aHyapnap AYHUECIHiH, Or-epHeK-
TepiHEH KypaifaH, AFHW OpPTaHfbl 91eM asK KWiIMHIH,
6yKin 6eTiH ic Xy3iHAe XaybIn TypFaH. Tyci e MaHbl-
34bl 6ONAbI: YIASIEHY TOMbIHBIH, ask KWiMiHe apKblH
6osynap, an Kapanbl TYCTEP KapTTapAblH ask KWiMiHe
ToH 60nabl. ASIK, KMIMHIH, ©PHEKTI AeKOPbl MeCiHe i3ri
TinekTepai, TyMap peTiHAeri KbI3MeTTi XaHe TeMeHri
B/IEMHIH, 3y/IbIM KYLUTEPIHEH KOpFfayAbl beHenenai.

KewneHainepain narbiMAayblHLa, >XOfapbl Kapau
MiNreH TYMCbIK Naiganbl KbI3METTi, IFHW aTKa MiHreH
Ke3je >akcbl yCTayAbl faHa eMeC, COHbIMEH KaTap
xepai — XKep-AHaHbl «Masanamay» MYMKIHAIrH e
anbin Xypai. Ak KMiM XX0AAbl, canapibl, KO3FanbiCTbl
benHenenai: «eTik/asK KuiM» epHeri afjamHbliH eninep
naTwasblfbiHa GapaTblH >XOAbIH 6ingipe oTbIpbIN,
J9CTYpAi KeceHenepaeri kabblpFa CypeTiHiH, «KMi Ke3-
JeceTiH» 31eMeHTi 60bin Tabbinagbl. CoHbIMEH Ka-
Tap, ask KMiM eMipaik LMKAAIH Kenbip pacimaepiHiH
KOHEe CayeremnikTiH KaTbICyLbICbl 604bI.

AfK KWMIMHIH, cakpanv3aumackl KenTereH MajeHuert-
Tepre ToH. Mbicasbl, YKpanHAbIK KbI3bll €TiK KyHap-
NbUBIKTBIH, YPbIKTaHABIPYAbIH, HbILLAHbI XXaHE yneHy
PacCiMiHiH, ©3repMenTiH aTpnbyTbl 6oAAbI; KbiTalh Ma-
AEHVETIHAE y3aK eMip Cypy aHTbIH BingipeTiH Xac Xy-
6ainap apacblHAa ask Kuim anmacy AacTypi bosnfaH.
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OcobbIM CTaTycoOM B TPaAULMOHHOW KyNbType Haje-
nanacb obyBb, KOTOPas y Ka3axos, Kak U MHOTMMX Ha-
pogoB LeHTpanbHoi Asnu, BkatovaeT B ceba Tydam
Ha kabnyke 6e3 3asHMKa, MArkMe canoru, carnoru Ha
kabayke u agp. ObyBb B TPaAMLMOHHOM NpejcTaBe-
HMM COOTHOCUMaA C 3eMHbIM HauyaaoM, NnoJ KOTOPbIM
HaxoanTcs HUXHWIA MUpP — LapCTBO MEPTBbIX, HEYM-
CTN WAV JeMOHMNYECKMX CyLLLeCTB, T.e. 0byBb Npe3eH-
TOBafa cakpabHblA HM3. [l03TOMY TpaAWMLMOHHas
Ka3zaxckas 0byBb «Kebic», «Maci» U «canTama eTik»
[EeKOPUPOBaHbl  OpPHAaMEHTaMW  PaCcTUTENbHOTO U
>XMBOTHOFO MWpa, MOKpPbIBaBLUAs BCHO MOBEPXHOCTb
o6yBu. LiBeT TakxKe UMen 3HauyeHuWe: sapkas naautpa
XapakTepHa A5 cBasebHol obyBu, TpaypHas coOT-
BeTcTBOBaNa 06yBM cTapukoB. OpHaMeHTaNbHbIN de-
Kop 0byBM OTpaxkan naen GnraronoxenaHus, obepe-
ra v 3alnTbl OT BPeJOHOCHBIX cun Huza.

3arHyTblil BBEPX HOCMK HOCWUA HE TOJIbKO YTUAUTapP-
HYIO OYHKUMIO — XOpollee cuerneHne npu esge Ha
JIOLWaAN, HO M BO3MOXHOCTbHO He «6ecnoKouTb» 3eM-
Mo — Xep-AHa. O6yBb CUMBOAM3NPYET NYyTb, JOPOTY,
nepesBuXeHWe: canorn/obyBb «4acTblii» 3NEMEHT
HaCTEHHOW POCMUCU B TPaAULIMOHHbLIX MaB30JesX,
r4e oHa CMMBOJAM3MPYET NyTb YesoBeka B L@apCTBO
mMepTBbiX. OByBb TakXe Oblna y4YaCTHMKOM HEKOTO-
PbIX 06PAA0B XXM3HEHHOTO LMKAa U rafaHni.

Cakpanusauus obyBuM xapakTepHa A1l MHOTUX Ky/b-
Typ. Hanpumep, yKpanHckme canoru KpacHoro LseTa
SBAAANCb CUMBOJIOM MJIOA0OPOANS, ONNOLOTBOPEHMS
Y Heu3MeHHbIM aTpubyTom cBagebHoro putyana; B
KUTaCKOWM KynbType CylectBoBan obbivali obmeHa
06yBbIO MeXay MONOAOXEHAMM, YTO CUMBONN3NPO-
BaJio 06eT A0NTON COBMECTHOM XU3HMW.

A special place in traditional culture was occupied
by footwear, which among the Kazakhs, as among
many other peoples of Central Asia, included high-
heeled shoes without a boot heel, soft boots, high-
heeled boots and other types. Shoes in traditional
culture are associated with the earthly origin, under
which is the underworld — the realm of the dead,
evil or demonic beings, that is, shoes represent a
sacred ground. Therefore, according to experts,
the decoration of traditional Kazakh shoes «kebis»,
«masi» and «saptama etik» consists of ornaments
of flora and fauna, that is, the middle world, which
practically cover the entire surface of the shoe. Colour
also played a role: the light palette was characteristic
of wedding shoes, the sad one corresponded to the
shoes of the elderly. The ornamental decoration of
the shoes reflected the ideas of goodwill towards the
owner, amulet and protection from evil forces of the
underworld.

According to the nomads, a spout bent upwards
had not only a utilitarian function — good grip when
riding — but also a way not to «disturb» the earth -
Zher-Ana. Shoes symbolise the way, the journey, the
movement: boots/shoes are a <common» element of
wall paintings in traditional mausoleums, where they
most likely symbolise a person’s journey to the realm
of the dead. At the same time, footwear was involved
in some rites and divinations of the life cycle.

Sacralization of footwear is characteristic for many
cultures. For example, Ukrainian red boots were a
symbol of fertility and fertilisation and an invariable
attribute of the wedding ritual; in Chinese culture
there was a custom of exchanging shoes between
newlyweds, symbolising the vow of a long life
together.
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4.4 KA3AK 3EPTEPNIK
OHEPIHIH HbILWWAHADbIK
WbIFAPMALLDbIJIbIFbI

Ka3akTblH 3eprephik bybiMaap anemi H6ain api anyaH
TYpAi. EH angbiMeH, 3eprepik byinbiMaap — caH anyaH
aknapattapgbl 6ingipeTiH 6enrini 6ip 6enrinep meH
TaHbanapablH, YANECIMAI XXUbIHTbIFbIHbIH, KOpiHiCi.
Onap e3 venepiHiH, Xacbl MeH aieyMeTTik MapTebeciH
6enrinen, AaCTypi FypbINTap MeH XopanapablH Kyp-
Aeni XyheciHe eHrizinreH. An onapablH, Kbi3MeTTepi
anoTponTbl (KOpFaHbILL XXaHe KopFay), kebenTy XaHe
PenpoayKTMBTI, KarblpbiMAbl 60abIN XikTenesi. byn
6enimae KasakTblH A3CTypAi 3eprepiik bynbiMmaapsl
O/1apAblH, HbILLAHAbIK X9HEe KOMMYHUKATUBTIK QYHK-
LMAnapbl TYPFbICbIHAH YCbIHbLIFaH.

MamaHzap AaCTypAhi 3eprepiik OyMbiMAapAabiH Typ
KYPbUIbIMbIH OlapAblH, AeHese OpHasacybliHa Kapa
KapacTblpyFfa b6eliim: bac, ky/iak, caMaii; MOMbIH, Key-
4e, vibk; ByRipnik, bengik, Kon swwekeninepi, ask, sLle-
kennepi. MyHgali 6eny, onapablH nikipiHwe, GipiHLUI
Ton XKofapfbl anemMMmeH, kenecici OpTameH, an COHfbI-
cbl TemeHri (ka3ak MaZeHMeTiHAe askka apHaifaH
allekennep TabblnMaFraH) 6GannaHbiCTbl  HonaTbiH
OJIeM MOJefNiHe calikec Keneai.

XKekenereH kelbip ollekennep ONeM MOAENIHIH,
npoekuunsacbiHAa (exinik, Tik XaHe KenjeHeH) Hemece
6acka A3CTYpAi HblWaHAbIK 6eliHenepAe e3iHiH NilliHi
MeEH JeKOopbl GOWMbIHLIA «OKblaybl» MYMKiH. Ka3ak
3eprepnepiHiH, CyWiKTi MeTanbl, KYMICTiH «CUKbIPbI»
OYMbIMHbIH, MilUiHi, O-BPHEKTIH KMeNi MaFblHacbl
MeH KOJIaHblIFaH TEXHMKACh! apKblabl KYLLENTiAA.

Jactypni kasak 3eprepnik eHepiHae 6enrini 6ip
TypakTel dopmanap, 6earinep MeH HblwaHAap
KOfaMHbIH, 9pbip MyLleciHe TYCiHIKTI 6oagbl XaHe
KepkeM 6e3eHgipisreH MapKepaepaiH CeHiMAI Xyi-
€CiH KepceTTi, MyHJa «3eprepik bynbiMaapabiH, To-
NbIK XKUbIHTbIFbI FalaMHblIH, YIAAeCiMAiNiriH KamTama-
CbI3 eTyre — afjlaMbl KOpLUafaH 9/JEeMHiH >XafaalblH
petteyre» [10, 96 6.].



4.4 CUMBOJTIOTBOPYECTBO
KA3AXCKOIo FoBEJIMUPHOIO
MCKYCCTBA

Mup Ka3axckux HBESVPHbIX U3gennin borat u pas-
HoobpaseH. [lpexje Bcero, lOBeAMpPHble U3je-
N — BblpaXeHWe TFapPMOHUYHOW COBOKYMHOCTM
onpejeseHHbIX CUMBOJIOB M 3HAKOB, Bblpa>karoLLnx
pa3HOPOAHbIN crnekTp nHbopmauunn. OHK MapKkupy-
FOT BO3PaCTHOM M COLMaNbHbIN CTaTyC CBOUX BNaZeNb-
LLeB W BKAKOUEHbI B CJIOXKHYH CUCTEMY TPAAWLIMOHHBIX
06pAA0B ¥ puTyanos. A nx GyHKLmM KBannduLmpyoTcs
Kak anoTpornunyeckas (3almTHas 1 OXpaHHas), MHOXW-
TeNbHas U PeENPOAYKTMBHas, 1 baaronoxenartenbHas. B
3TOM pasgene TPaAVLIMOHHbIE Ka3axCKue HoBeVIPHble
N3Aenna NpescTaBieHbl B acrnekTe NX 3HaKOBbIX M KOM-
MYHWUKATUBHBIX GYHKLWIA.

Cneumannctbl CKIOHHbBI paccmaTpvBaTb BUAOBYH
CTPYKTYPY TPaAMLMOHHBIX HOBEAUPHbLIX U3Aenuii no
MX PaCrMoONOXEHHOCTU Ha Teje: TONIOBHbIE, YLIHbIE,
BUCOUHbIE; HallelHble, HarpyAHble, HamneuHble; 60-
KOBble, MOSICHblE, YKPALeHWs Af PyK, 3amblKatoT
yKpalueHus ans Hor. MogobHoe feneHre COOTHOCHT-
s, N0 VX MHEHUIO, C MOZeNbio BceneHHol, rae nep-
Bas rpynna ceA3aHa ¢ BepxHnM Mupowm, cregyrolive
co CpeaunHHbIM, a nocaegHsas ¢ HuxHum (B Kaszax-
CKOW KY/bType HOBENNPHbIX YKPALIEHUA A HOT He
0b6Hapy>XeHo.

HekoTopble ykpalleHnsa OTAeNbHO B3ATble CMOCOOHbI
«4ynTaTbCa» B nNpoekumn Mogean Mupa (brHapHoW,
BEPTUKANbHOM Y FOPU30OHTAIbHOW) UMW B APYTUX Tpa-
AVLMOHHBIX CUMBOIMUYECKUX O0Bpasax Kak Mo CBOeW
dopme, Tak 1 nNo gekopy. N3ntobaeHHbI MeTann Ka-
3aXCKux 3eprepoB cepebpo n ero «marvsa» ycuamea-
nacb Gopmon nsgenuns, cakpasbHbiM CMbICIOM OpHa-
MEHTa U NPUMEHAEMbIMU TEXHNKAMMU.

B TpagMuMOHHOM Ka3axCKOM HOBEIVPHOM MNCKYC-
CTBE OnpejeneHHble ycToliumeble GOPMBbI, 3HAKN ©
CUMBOJIbl ObIAN NOHATHBI KaXA0MYy YaeHy obLuecTBa
M npeactaBasamM cobon CUCTEMY XYZAOXECTBEHHO
0bOPMAEHHBIX MapPKepOB, FAe «MOJIHbIA KOMMIEKT
yKpalleHWn npu3saH bbl1 obecneunsaTtb rapMOHUIO
MWPO3JaHuna — ynopsaaouMBaTh COCTOSIHNE OKpPY>Ka-
towlero yenoseka mupa» [10, c. 96].

4.4 SYMBOL FORMATION
IN KAZAKH JEWEL ART

The world of Kazakh jewellery is rich and diverse.
Jewellery is, first of all, an expression of a harmonious
set of certain symbols and signs expressing a
heterogeneous spectrum of information. They
mark the age and social status of their owners and
are integrated into a complex system of traditional
ceremonies and rituals. Their functions are described
as apotropaic (protecting and guarding), propagating
and reproducing, and benevolent. In this section,
traditional Kazakh jewellery is presented from the
aspect of its signifying and communicative functions.

Experts tend to consider the species structure of
traditional jewellery according to its location on the
body: Head, ear, temple; head, chest, shoulder; side,
belt, arm ornament, rounding of the leg ornament.
Such division, according to them, corresponds to
the model of the universe, where the first group is
connected with the upper world, the next with the
middle world, and the last with the underworld (no
leg ornaments were discovered in Kazakh culture).

Some ornaments can be «read» both in their shape
and ornamentation individually in the projection of
the world model (binary, vertical and horizontal) or
in other traditional symbolic images. As the favourite
metal of Kazakh jewellers, the «magic» of silver was
enhanced by the shape of the jewellery, the sacred
significance of the ornament, and the techniques
used.

In traditional Kazakh jewellery, certain stable forms,
signs, and symbols were understood by every
member of society and represented a reliable system
of artistically designed markers in which «a complete
set of ornaments was called upon to ensure the
harmony of the universe — to bring order to the state
of the human environment.» [10, p.96].
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CbIPFA
CEPbI
SYRGA / EARRINGS
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Cblpfanap — aneMHiH, 6apablk MajeHUeTTepiHAeri
oMenaepAiH, apTyp i 3eprep ik bynbiMAapbiHbIH Bipi.
OnapablH MilWiHi OHbIH, MapTebeCiHIH e3repyiHe 6aii-
NaHbICTbl e3repai. Kazak aliengepiHiH, eH anfalikbl
Cblpfanapbl KapanarbiM cakuHa TypiHae 6osca, Heke
>XacblHAa onap 6al >aHe Kypaeni niwiHre ne 6on-
Abl. Bana TyaTblH XacTafbl anensepre apHanfaH Cbl-
pfanap O-epHek MeH bBe3eHaipysiH, 6annbiFbiMeH
epekLeneHai (KyHapababIKTbIH, XXOfapbliaybl), Kap-
TallfaH ke3ge onap bipTekTi 6oaabl. ChipfanapablH
XOfapbl MapTebeci kynak Tecy paciMiMeH epekLue-
neHepi. Kasaktapaa «kynak Tecy — Kbi3ZblH, CYHAETI»
(MafblHaNbIK ayfapMachbl: Kbi3AblH KyAaFblH TECY — Y-
JapAbl CYHAETKE OTbIPFbI3yMeH TeH) bacTamalublablk,
GeMHECIHIH, HbllWaHAbIK MOHIH 6epeTiH €63 epHeri
6ap. Cbipfa TakKaHaa, ageTTe: «KynafblH ayblpMachlH,
>KaMaHLWbIbIK ecTiMe, 6eTiH, axap/bl 6OACbIH» Aei-
TiH. TypKi MaaeHMeTIHAe Heke XacbiHAaFbl Kbl3gapabl
«Cblpfanbl» Aen aTafaH. OJeTTe Kbi3gap acnaH (KyH,
al, Xynabi3gap xoHe T.6.) XoHe ecimMAiK HblwaHaa-
pbl (TyKbIMAap, >anblpaklanap) 6ehHeneHreH cbl-
pfanap TafatbiH. OnapablH CeMaHTMKacbl acraH Je-
HesepiHiH, TasapTy KacueTTepi Typasbl HaHbiMZAapFa
HerizgenreH, an rynai 6e3eHaipy KyHapAblabIKTbIH,
eH, KeHe benrici 6onbin Tabbinagpl. CbhipFanapabiH,
niWwiHiHe kapan, Kbi3AblH, 6ackl 60C Hemece TYpPMbIC
KypfaHblH binyre 6onagbl. Xac aiiengep yYpbIKTbl,
6anaHbl OelHeneWTiH yliblHAa KaHAah aa b6ip 6en-
wekTepi H6ap canbblparaH Cbipfanap TakkaH. 3. Ha-
yp3baeBa A. KaxfanuysibiHa cintemMe >acan OTbl-
pbin:  «Kynak cblpfanbifbiHaa canbbipan TypfaH
Cblpfa KIiHAIKTIH, XiHiWKe XibiHe inyni TypfaH acbi
TYKbIM ICETTEC...», «CblpFaNapAbl >XanfaTblH LUbIH-
XbIpAbl WeLly» Kyheyre WbiKkaH anensin, KynafbiH,
6ana Tyy MYMKIHAIMNH «awadbl» JAen >a3adbl»
(8, 144 6.].

Xacbl ynfafaH caliblH aliengep an Tapi3ai cbipFa
TaFbIM XYPAi — ail cbipFa, OHAA XapTbl ail dopmachl
eMIpAiH, y34iKci3giriHiH, 6enrici peTiHae KabblagaHAbl.
40 >acTaH KeWiH KenTereH 3eprepik bymbiMaapabl
Tafryfa 6oamangbl.

CbipfanapgblH MapTebeciHe Typki donbkaopbl Aa
epekile MaH bepesi. Inoctapaa KerinkepaiH, cymreH
KbI3blH ©3iMeH bipre anbin KeTyi YLWiH OHbl CbipfaFa
Hemece XY3ikke alHangblpy CIOXEeTTepi XWui Kesge-
cesi. MyHaa cbipfanap MeCiHiH HbllWaHAbIK, aJMacTbl-
PYLUbIChl PeTiHAEe SpeKeT eTes,.

Cbipfanap COHbIMeH KaTap opTypAai ¢yHkumanap-
Abl OpblHAaNAbI: KOPFaHbIC XaHe Kopfay, Kebeuty
>K9He PenpoayKTUBTI XaHe KaunblpbiMabl. Cbipfanap
KynaKTbl (Kipy-LUblFy apHanapbiHbiH, bipi), Tipwinik
KYLUI — KYTTbl Ky3€TeTiH CUKbIP/bl HbiCaH 6014bl XXaHe
3. Hayp3baeBaHblH 3epTTeynepi kepcetkeHaelh [8]
6ana TyyablH MaHbI3Zbl «<apHacbliH» b6enrinenai. AkyT-
TapAblH, apacbiHAa Ja yKcac HapceHi balikayfa 6bona-
Abl — Ky/aK, agamjap KydannapmeH bannaHbicaTbiH
JeHeHiH kacuetTi Geniri 6onbin caHanagbl. Kynak
apKbl/bl 3y/IbIM pyxTap aMeniH >XaHblHa Kipyi MyM-
KiH. Kelibip afaannapga mapkymaapaaH cblpfana-
pbl anbiHb6agbl, cebebi XbinaH Kynakka Kipin KeTyi
MYMKiH gen ecentengi. batoic KasakcTtaHHbIH MeMo-
puanablk, eckepTKiwTepiHAe «backa» anemMae MeCiHiH,
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Cepbru — ogHM 13 pazHoobpa3HbIx No dopMe ykpa-
LEHWI XEHLMH BO BCEX KybTypax Mupa. Vx popma
MEHANACb C U3MEHEHMEM CTaTyCa >XEHLLUMHbI. Y Ka3a-
LeK caMble NepBble cepbrut HblM B BUAE NPOCTLIX KO-
Jlel, Ha BbljaHbe OHW Npuobpetann Honee boratyro
N yCNOXHeHHyo dopmy. Cepbrn XXEHLLMH JeTOPOA-
HOro Bo3pacTa OT/In4anncb 6oraTcTBOM OpHaMeHTU-
KW 1 agekopupoBaHua (yBennyeHne bepTuabHOCTY),
K MPEeKJOHHOMY BO3pacTy CTaHOBWUANCb OAHOCNOX-
HbIMW. BbICOKMI cTaTyC ceper nogyepkuBan obpsg
MpoKasibiBaHUA yLIen. Y Ka3axoB ObITyeT BblpaXkeHue:
«KyNaK Tecy — Kbl3fblH CYHAET» (CMbICIOBOW nepe-
BOZA: MpOKas/biBaHWe yLIel y AeBOYKM, paBHO obpe-
3aHWIO MasbuMKOB), CUMBOAM3NPYIOLLIEe 06PAA NHU-
unaumn. Baesas cepbry, obbIYHO NpUroBapuBau:
«KYNafblH, ayblpMacbIH, XXaMaHLLUblIbIK ecTiMel, OeTiH
axapAbl 60cbiH» (MycTb TBOM yLIN He 6OAAT, He yC-
NblLLAT MJOXOW BECTW, JIMKO TBOE ByAeT NpekpacHOo).
B TIOpKCKOW Ky/nbType feByLleK Ha BblAaHbe Ha3bl-
Ba/IN «Cblpfasbl», UTO O3HaYaeT «HOCALLAA Cepbrm».
O6bIYHO AEBYLLIKM HOCUAWN CEPLIV C HEBECHOW (COMH-
ue, NyHa, 3Be34bl M T.A.) U PacTUTeNbHOW CMMBOAU-
KOW (ceMeHa, nenectku). /Ix ceMaHT1ka onmpaeTcs Ha
nosepbs 06 OUNCTUTENbHBIX CBONCTBAX CBETUA Heba,
a pacTUTe/IbHbIN AEKOP — APEBHENLINI CUMBOA MAO-
nopogaus. No dopme ceper MOXHO BbIIO y3HaTb CBO-
604Ha AeByLlKa Man 3aMy>keM. Monoable XXeHLUHBI
HOCUAW BUCALLME CEPbIN C Kakon-anbo AeTanbho Ha
KOHLLe, YTO CMMBOAM3MPOBANO 3apoabill, pebeHka.
3. Hayp3baeBa co ccbiakoit Ha A. Kaxkranun ynbl nu-
weT: «bonTaroLLanca Ha MOYKe yxa cepexka — He UTo
MHOE Kak NMOBUCLUMI Ha TOHKON HUTU NYMOBWHbI Apa-
FOLEHHBIN M04...», @ «CHUMaHWe LLenoYKn, COeaNHA-
FOLLLEM Cepbry, «OTKPbIBAET» YLUM BblLIeALLEN 3aMyxX
>KEHLLMHbI, BO3MOXHOCTb AeTopoxXaeHus» [8, c. 144].

Bo3pacTHble XXEeHLWMHbI HOCUAW cepbrn NyHOObpas-
Hol GOopMbI — «ali CbipfFa», popmMa nonymecatia KoTo-
PbIX CUMBOJ/IM3MPOBaNa HeMpPepbIBHOCTb XU3HW. [o-
cne 40 neT HOCMTb MHOTO YKpaLLUEeHWU He Noaaranoch.

CraTyc ceper 3aneuvaT/ieH B THOPKCKOM dosbknope. B
3Moce YacTo GUrypupyroT CHOXETbI C NPeBpaLLeHeM
NOAPYrY reposi B CEPbI UAN KONbLO, YTOBbI OH MOT
B3ATb €e C COBOW. 3eCb cepbru BbICTyNakT CUMBO-
NINYECKUM 3aMEHUTENIEM XO3ANKMN.

Cepbrn HecyT pa3HOObpasHble GYHKLMM: 3aLLUTHYHO
N OXPaHHYH, MHOXWTENbHYIO WU PernpoayKTUBHYHO,
6naronoxenatenbHyro. Cepbrt GbLIM  Marnyeckmum
nNpesMeTOM, OXPaHAKLWMUM yXo (OAWMH M3 KaHanoB
BXOZ,a-BbIXOZa) XXM3HEHHOW CWUJIbl — KYT, @ Kak Mnoka-
3aam nccnegosanHuns 3. Haypsbaeson [8], Mapkupy-
FOT BaXXKHbIN «KaHai» AEeTOPOXAeHUSA. AHanormyHoe
MOXHO Habatogatb y AKYTOB — yXO CUMTaeTcs ca-
KpaJsibHOM YacTbto TeNa, C MOMOLLbHO KOTOPOTO N0AN
obuatoTcs ¢ boramu. Yepes yxo B AyLly XXeHLUHbI
MOFyT BOWTW 3/ble Ayxu. Cepbrn B HEKOTOPbIX Ciy-
Yasix He CHMMaJuCb C MOKOWHWL, CYMTaNOCh, YTO B
YXO MOXET 3arnon3tu 3mes. Ha NOMUHaNbHbIX NamMsT-
HuKkax 3anagHoro KasaxctaHa BCTpeyatoTca M3obpa-
KEHUS XXEHCKUX HOBEJNPHBIX YKPaLleHWR, KOTopble
MO>XHO BOCMpPUHMMaTL CUMBOJIMYECKUA obeper xo-
351KV B <MHOM>» MUpe.

Earrings are among the most diverse forms of
jewellery for women in all cultures of the world.
Their shape changed as the status of women
changed. The very first earrings of Kazakh women
were in the form of simple rings, when they got
married they became richer and more complicated.
Earrings for women of childbearing age were rich
in ornaments and decorations (increasing fertility),
in advanced age they became one-piece. The high
value of earrings was emphasised by the rite of
piercing the ears. The Kazakhs have an expression
for it: «qulaq tesu — qyzdyi sundeti» (which means:
piercing a girl’s ear is equivalent to circumcising a
boy), which illustrates the symbolic meaning of the
initiation rite. When putting on the earrings, people
usually said, «qulagyf auyrmasyn, zhamanshylyq
estimei, betifi azharly bolsyn» - «May your ears
not hurt, may they be saved from bad news, may
your face be beautiful». In Turkic culture, girls
who were given away were called «syrgaly,» which
means «wearing earrings.» As a rule, girls wore
earrings with celestial (sun, moon, stars, etc.) and
plant symbols (seeds, petals). Their semantics was
based on the belief in the purifying properties of
the celestial bodies, while the plant jewellery was
the oldest fertility symbol. By the shape of the
earrings, one could tell whether a girl was single
or married. Young women wore dangling earrings
with a piece at the end symbolising an embryo,
a child. Z. Naurzbaeva wrote with reference to
A. Kazhgali uly, «<An earring hanging from the
earlobe is nothing more than a precious foetus
hanging from the thin thread of the umbilical
cord..» and «removing the chain connecting the
earrings «opens’ « the married woman'’s ear to the
possibility of bearing a child.» [8, p. 144].

As women grew older, they wore moon-shaped
earrings — «ai syrga,» the shape of the crescent
moon being considered a sign of continuity of life.
After the age of 40, they were not supposed to
wear much jewellery.

The status of earrings is described in Turkic
folklore. The epics often depict the transformation
of the hero’s girlfriend into earrings or a ring so
that he can take her with him. Here the earrings are
a symbolic substitute for the mistress

Earrings also have a number of functions:
protective, reproductive, and charitable. Earrings
were a magical object that guarded the ear (one of
the entryand exit channels) of the life force — qat -
and, as the research of Z. Naurzbayeva [8] showed,
marked an important «channel» of reproduction.
Something similar can be observed among the
Yakuts — the ear is considered a sacred part of the
body, through which people communicate with the
gods. Evil spirits can enter a woman's soul through
the ear. It was believed that a snake can crawl into
her ear. On monuments in Western Kazakhstan
there are images of women's jewellery, which can
be taken as a symbolic amulet for the beloved in
the «other» world.
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HblLaHAbIK, TYMapbl peTiHae KabblagaHaTbiH aensep
3eprepAik bynbiMaapbiHbIH beiHenepi kesgeces.

Typkinepaid, AsCTypai MajeHuneTiHAe epaep Ae Cbl-
pfa TakkaH. OfeTTe osap COM Ky/lafblHa TymMap He-
Mece H6oinTymMap peTiHae 6ip cbipfa TafaTblH, Kelbip
Xaffannapga onapablH, ackepu mapTtebeciH kepce-
TETiH epekie 6enri 6ongbl. TeneyTrep Xanfbl3 yibl-
HbIH OH Ky/JafblHa Cblpfa TafblM, OCblAaLa 3yAbiM
PyXTapablH, KipeTiH ecCiriH HbllWaHAblK Typae >Xaybin
TacTagpl.

CAMAWUNDIK SLWEKEWJEP /
LWWEKENIK

BUCOYHbIE YKPALUEHWA /
WEKENIK

SAMAILYQ ASHEKEILER /
SHEKELIK

TEMPLE JEWELLERY /
SHEKELIK

Apxeoniorvsa fanenjereHsen, camaniblk awekennep
apTYpAi Bapuaumsnapga 6ykin Eypasusra TapanfaH
aviensep 3eprepnik OyMbiMAapbiHbiH, €H KeHe Typ-
NepiHiH, 6ipi 6osnbin Tabblnagbl. Onap MeTangaH,
MOHLUaKTapAaH Hemece onapgblH KoMOuHauuana-
pblHaH >acanybl MyMKiH. Ka3akTblH camalblk can-
MblHWakKTapbl OGipHelwe 6esikTeH TypaTbiH TiriHeH
co3blifaH OGynbiM 6Hosbin Tabblnagbl. Lekeniktep
ywbypbliLl, pom6, XXypek MiliHAj, rya XanbipakLiana-
pbl >XaHe Ti3bekTi balnaHbIC XacanTblH 6acka Tinim-
wenep TypiHae 6onagbl. Onap 6ac kuimre Hemece
KbI3JblH LWallblHa bekiTineai.

LLlekeniktep Ken >affanfga Kbl3 acayblHblH, Kypa-
MblHa Kipegi. Keinbip MamaHaap caMaliiblK canmnbiH-
WwakTap Kysnak OyibIMAApbIHbIH, KOPFaHbIC QYHK-
UMACBIH KalTananabl gen caHanzbl. Mbicanbl, xakac
alleKerNepiHAe Map>KaH MOHLUAKTapbl, KYMiC TUbIH-
fap 6onabl XaHe xibek WallakTapMmeH 6e3eHaiping,i.
Map>kaH MOHLIaKTapblHAa KOHe TypKinepAiH TYCiHiri
6ovibiHWa ¥Mmal Kyaaribl 6ana ypblKTapblHbIH XaHbIH
cakTafaH. by onapabiH kapakannak >kaHe Kasak cay-
KeneNepiHiH AekopbiHAaFbl KeNTiriH TyciHaipeai. Wa-
Machbl, TYPKi LUeKeNiKTepiHiH BepTMKanabl NiliHi MaH-
rifik >xeMic 6epeTiH XaHe ryagen TypaTbiH banitepek
TYXbIpbIMAaMacbliH b6eliHenengi. An MaHgan (Kazak-
LWa LWeKe) Xanblk MdAEHWETIHAE ©Te ocan TycC 60AbIn
CaHanbl, COHAbIKTaH ONapAblH SleKeii-TyMapbiHa
epekiue KypmeTneH Kapagbl. Xannbl, MaHJan cyi-
eriHiH Kveni MaHpi3biH Ka3aKTblH «LIeKere Wwakplpy»
ASCTYPIHEH KOpeMi3, OHbIH M3aHi yaKeHAepre, ajeT-
Te aTa-aHaHblH 3aMaHJacTapblHa KypMeTrneH kapan,
onapablH 6aTacbliH anyaa xatblp. MyHAal TaFaMHbIH
MIHAETTI 31eMEHTI — XbUIKbIHbIH, HEMECe CUbIPAbIH,
6acbl, AFHW TYMCbIK >Kafbl a/blHbIN TacTajfaH XapTbl-
cbl. Leke TapTyy — ata-6aba pyxTapbiHa (9pyakKTapra)
TabbIHy KyAbTIHIH Bip KepiHici gen ecentenes,.

WO/Nnbl / WALWIBAY
SHOLPY / SHASHBAU
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JacTypni MageHmeTTe LWall CUKbIPAbI KyLLKe ne 6on-
4bl: ©Mip Cypy y3aKTbifbl MeH 6aKbIT Typasibl TYCiHiK-
Tep OHbIMeH BainaHbICTbl 60AbI, COHABIKTaH ONapabl
«KOpFay» 3eprephik byMbiMaap — «LWOAMNbl» HemMece
«LwaLwbay» KemerimeH xy3ere acblpblagbl. Onap caHbl
MIHAETTI TypAe Tak, AFHM yL, 6ec, >keTi 6onbin KeneTiH
6ip-bipiHe KaganfaH, XyKa LWinTep/i OpHEKNEH XaHe
TUbIHAAPMeH 6e3eHgipinreH MeTaan MefanboHAap
TypiHAeri cannbiHWwakTap 6onbin Tabblnagbl. CoH-
Aal-aK, Cblpfanap CUAKTbI, Kbl3gapablH LWOAMNbIIAPkI
JAeKopablH barnblFbiMeH epekLieneHbesi, bipak Typ-
MbICKa LWbIfaTblH GOMXeTKEH ©3iHIH epekiue MapTe-
6eciH KepceTeTiH COHAI Wonblaap TakKaH.
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B TpagvuUMOHHOW Ky/nbType THOPKOB CEpbrv MOr-
N HOCUTb N MY>XUMHbI. OBbIYHO OHW HOCUAN OAHY
cepbry B 1€BOM yXe Kak amyneT unm obeper, B Heko-
TOpPbIX C/IyYasx U 0cobbIli 3HaK BOMHCKOrO CTaTyca.

In traditional Turk culture, earrings were also worn
by men. They usually wore a single earring in the
left ear as an amulet or talisman of protection,
and in some cases as a special sign to emphasise
military status.

BrcouHble noaBecky, Kak CBUAETENbCTBYET apXeoo-
WS — OAHO U3 JPeBHENLIMX BUAOB XEHCKMX yKpaLlue-
HWI, KOTOpble B Pa3/vuHbIX Bapuaumsax 6bim pac-
npocTpaHeHbl no BceW EBpasvun. OHWM MOran 6biTb
M3roToBJIEHbI U3 MeTanNa, byc, a TakKe NX COUeTaHUA.
Kazaxckume BUCOYHbIE yKpaLleHns «Liekenik» bblBatoT
B GopMe TpeyronbHNKoB, poMbH0B, cepaLieobpasHble,
B BU/JE NIeNecTKOB LiBeTKa W APYruX NAacTuH, cosaaro-
KX LienHoe coeanHerme. OHM KPenAaTCa K rof0BHO-
My y6opy Wan K BONOCaM AeBYLLKN.

BucouHble ykpalweHus B OOJbLUIMHCTBE C/yYaeB
BXOASAT B CBaZebHbIN KomnaekT. HekoTopble cneuu-
aJIMCTbl CYUMTAIOT, UTO BUCOYHbIE YKpaLLeHUs Ay6am-
PYIOT 3almTHyt0 ¢yHkumo. K npumepy, xakackue
BMCOUYHbIE YKpaLLEHUWs1 BKAKOYAAN BYCKHbI Kopasna,
cepebpsiHble MOHETbI 1 YKpaLIaANCh LIENKOBbIMU KM-
cToykamu. B BycrHax kopanna, No npeacraBaeHNsM
APEBHUX THOPKOB, borvHa Ymaii xpaHuna gylum 3apo-
Ablleln getel. OTMM 0bBbACHAETCA MX 0buane B ge-
Kope Kapakamnakckoro v Kasaxckoro caykene. Bep-
TKanbHas GopMa THOPKCKMX BUCOUHBIX YKpaLLIEHW
npoeuunpyeT KoHLUEeNLMo MUpoBOro ApeBa, BEYHOTO
NAOAOHOCALLEro 1 UBeTyLwero. A BUCKK (Lieke) cuum-
Ta/UCb YPE3BblYaNHO YA3BMMOW 30HOW, MO3TOMY K
NX yKpalleHuto-obepery oTHOCUANCH C 0COBbIM Tpe-
netom. CakpasbHOE 3HaueHWe BUCOYHOW KOCTU ro-
BOPWT Ka3zaxckas TpaAuLMs «LUeKere LaKbIpy», CyTb
KOTOPOW COCTOUT B YrOLLEHUWN CTAPLUMNX U MOJyYeHme
nx 6narocnoeneHuns. ObssateNbHbIM 31EMEHTOM Ta-
KOro yrowieHus — rofioBa fowagn uim KopoBbl 6e3
HOCOBOW YacTu. TpaamLms «leke bepy» BOCXOAUT K
KYJIbTy MOKJIOHEHUS fiyXxaM NMpPeAKOB (apyaxos).

Temporal pendants are, as archaeology testifies, one
of the oldest types of women's jewellery, which were
common in different variations throughout Eurasia.
They could be made of metal, beads and their
combinations. Kazakh temple jewellery “shekelik” is
a vertically elongated product consisting of several
parts. Shekelik comes in the form of triangles,
diamonds, hearts, petals and other plates that form
a chain connection. They are attached to a headdress
or to a girl’s hair.

In most cases, the temple jewellery is part of the
wedding set. Some experts believe that the temple
jewellery duplicates the protective function of
earrings. For example, the khakass temple jewellery
consisted of coral beads, silver coins and was
decorated with silk tassels. According to the belief
of the ancient Turks, the coral beads were the place
where the goddess Umay kept the souls of the
children’s embryos. This explains why they are so
numerous in the decor of the Karakalpak and Kazakh
saukele. The shape of the Turkic temple ornaments,
a vertical line, apparently projects the concept of the
world tree, which eternally bears fruit and blooms.
And temples (Kazakh sheke ) were considered an
extremely vulnerable area in popular culture, so their
decoration and guarding were treated with special
reverence. The sacral significance of the temple
bones in general, says the Kazakh tradition «shekege
shaqyru», the essence of which is to treat elders,
usually parents of the same age, and receive their
blessings. The obligatory element of such treatment
is the head of a horse or a cow, half of it without the
nose part. The sheke beru is considered an expression
of the cult to worship the ancestral spirits (aruakhs).

B TpaguuMoHHOW Ky/NbType BOMOCH! Hafensam maru-
YeCKOW CWUNOW, UX 3alMTy OCYLLEeCTBASAMN yKpalue-
HUA — «WOAMbI» UK «Wwawbay». Moaseckn B BUAE
HaHW3aHHbIX APYT Ha Apyra MeTaj/IMyecknx Mepna-
JIbOHOB, YKPALUEHHbIX TOHKUM aXypPHbIM Y30pOM U
MOHET, KOJIMYECTBO KOTOPbIX 0653aTENbHO A0/IXKHO
6blTb HEUETHbIM — TPW, NATh, CEMb. TakXe, KaK 1 cepb-
M, WOAMbI 4EBOYEK He OTAMYannch HoratcTBoM Je-
Kopa, HO Ha BblaHbe JeBYyLlKa HOCUAA POCKOLLHbIE
NOZBECKM, YTO NMOAYEPKMBAIO ee 0CObbIN cTaTyC.

BrnneTeHHble B KOCY MpU ABUXKEHUW OHU M3AatOT
MEeJIOAMNUYHBIN 3BOH, KOTOPLIN 3aLLMULLAET XO35aMKy OT
HeuncTo cubl. MNoaBeCKM Nocae 3amy>KecTBa HOCK-
IMCb 0BbIYHO NNLLb roa,.

In traditional culture, hair was associated with magical
powers: it was associated with ideas of longevity and
good luck, so its «protection» was done with the
help of jewellery — «sholpy» or «shashbau». This is
a pendant in the form of strung metal medallions
decorated with a fine tracery pattern and coins,
the number of which must be odd - three, five,
seven. Like the earrings, the girls’ pendants were
not richly decorated, but when a girl was given as a
gift, she wore luxurious pendants that emphasised
her special status.

The pendants are woven into the braid and make a
melodious sound when they move. The traditional
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Wonnbinap wawneH bipre epingi xaHe Ko3fasnfaH
Ke3ge oye3si AblbbiC wWbiFapfaH. [Jactypai  Ha-
HbIM-CEHIMAepre CaMKeC, LWOAMbIAapAbIH,  AblObl-
Cbl VECIH 3y/blM pyxTapAaH kopfahiabl. Typmbicka
WbIKKAHHAH KEeWiH LWoanblnap ajeTte 6ip Xbla faHa
TafblNaTbIH.

LWaw swekennepiHiy Tafbl Hip Typi Wwawbay, onap
y3blH, Kypaeni, KebiHece eki Hemece yw epimai
TOKbIIFaH LWbIHXbIpAap 6o0sbin Tabbuiagbl. TWbIH-
JapMeH 6e3seHgipinreH wawbay xibek LwalwakTap-
MeH Hemece KyMiC Ca/nblHLaKTapMeH asKTabin,
OypbIMHbIH, TyBiHe 6ekiTinin, TeMeH Kapal LaluTblH,
yLIbIHa AeWiH Tycin Typabl. MyHAaM awekennepai Kpl-
3/jap MeH Xac arengep TakkaH, SFHU onapipbl TaFfy
XacTblK LIAKTbIH epeklle HbllaHbl XacTapablH, ap-
ThIKLLbIbIFBI 60ABI.

OMbIPAY SLUEKENEPI /
OHIPXKNEK

HATPYAHDLIE YKPALUEHWNA /
OHIPXXUNEK

BREAST JEWELLERY / ONIRZHIEK

OHipxnek — omblpay alekennepi Tek batbic Ka-
3aKcTaHaa faHa 6onfaH. byn byibim aaeTTe apTypAi
niwiHAeri ankanapbl 6ap WbIHXbIpAapMeH bip-6ipi-
He TiriHeH 6eKiTiNreH yw KybIiC TIKOYPbILWTbI MAaCTU-
HanapgaH Typaabl. lMnactvHanap canmaktel 6ony
YWiH aK nactameH TOATbipblAAbl. MyHAal Ken aeH-
renni 6eseHAipyaiH, Heri3ri HblWaHAbIK KbI3METi, eH,
anabiMeH, 6OMXKETKEHHIH, aensiH KeyaeciH/aeHeciH
«3yNbIM KYLUTEPAIH» 9CepiHeH Kopfay 60/bin Tabbl-
nagbl. Wamackl, 6yn aweken yw 6enikteH TypaTbiH
BEPTMKanAblH NpoOeKumsacbl 6oabin Tabblnagbl, an
onapabliH, TiKOYpbIWTbl MNiWiHAEPI dNEMHIH Kenae-
HeH MogeniH 6ingipesi. bynbIMHbIH ap6ip KypblibIM-
AbIK 371eMEHTI, OHbIH, iliHAe POMb MeH KOHblpayaap
TYPiHAEri ankanap CMKbIpabl MafblHafa ne. bymbIMHIH,
e3i 6bana eMiseTiH aviengiH MiHAETTI aTpnbyTbl 60/1bIN
caHangbl. OHipXMeK €e3i eki Ce3s4eH Typadbl: eHip
(MaHan, eHip, Kbip) >aHe xwuek (weTi). OcbnanLa,
O/l dLleKeNAiH HblIlWaHAbIK MOHIH — eMi3y/i aHaHbIH
KeyAeciH KopfayAblH epekile MapTebeciH kepceTes,.
bana TyaTblH >acTafbl aiiengep AeHeCiHiH eMipik
MaHbI34bl alMakTapblH «KOpfafaH» OCbIHAAN Ken
AEeHrenni keyaere apHanfaH 3eprepnik bynbimaap-
AblH, YKCacC Typi MOHfOAAapAa, TYPIKMEHAEepAE XaHe
6acka xanblkTapaa bap.

T¥MAP
TUMAR

TypKi MeTann TyMapaapbIHbIH MiLiHI 9PTYPAI: LUANH-
APANIK, YWOYpbIWTbI XaHe TikbypbiwTbl. Onapapl ba-
Nanap MeH >ac Kbl3aap KeyaeciHe TakkaH. MyHzaain
OyMbIMAap «3ybiM» KYLUTEPAEH eH KYLUTI KOpFaHbIC
6onbIn caHangpl. VicnamHbiH kenyimeH onapfa KypaH
Xasynapbl asblagbl. TyMapAblH, illiHE «CUKbIPAbI
WwenTep», Ty3 >XoHe backa 3aTTap caiblHfaH, osnap
XasbIKTbIK, HaHbIM BOWbIHLLIA KOPFaHbIC KbI3METIH Ky-
werTeai. EH TaHbIManbl — 9nemaik Tayabl 6einHenen-
TiH YLWOYPbILLTLI TyMap (YLUbl XXOFfapbl KapaFfaH).

180



44  Kasak 3eprepsik @HepiHiH HbIWaHABIK, LWblFapMalLLblabIfbl
CVMBOJIOTBOPYECTBO Ka3axCKoro HOBEJIMPHOrO UCKYCCTBa
Symbol formation in kazakh jewel art

Apyrum BuAOM YyKpalleHWn Ans BOJMOC SBAAIOT-
ca wWwawbay, npeactaBastoline cobolr  ANUHHbIE,
CNOXHOrO MAETEeHUA LEernoyky, 4acto ABOWMHbIE WU
TpoWHble. Lawbay ¢ HaWMUTbIMU MOHETKaMW 3aKaH-
UMBANCH LLENKOBBIMWU KUCTAMU UAN cepebpsiHbIMM
noABECKaMU 1 KPEMUINCh Y OCHOBaHUS KOC AeBOYEK,
CUMBOJIN3MPYS YMNCTOTY, CHACTIMBYHO FOHOCTb.

belief is that the sound of the pendants protects
the beloved from evil spirits. The pendants were
usually worn for only one year after marriage.

Another type of hair ornament is the shashbau,
long, elaborately braided chains, often double or
triple. The shashbau, to which coins were sewn,
ended in silk tassels or silver pendants and was
attached to the base of the braids all the way to the
ends. This jewellery was worn by girls and young
women, that is, it was the privilege of youth as a kind
of symbol of youth.

HarpygHble ykpalleHus «eHipxunek» BbiToBann wmc-
KAtouUMTeNbHO B 3anaaHoM KasaxctaHe. OTo usgenve
npeacraBaseT coboi 06bIYHO TPWU MOJble MPAMO-
YronbHble MAACTUHbI, CKPEMNJeHHblE MO BepTMKaAn
Mexzay cobow Lienoykamu ¢ NoABeCckaMu PasnyHoOn
¢dopMbl. [NaBHOM CMMBOIMYECKON GYHKLMIA Takoro
MHOrOSIPYCHOTO YKpalleHWs — 3aliuTa rpyaw/Tena
AEBYLUIKN OT BO3JENCTBUA «3/bIX cun». CTPYKTypa ero
npescTaBaseT MpPoOeKUMIo TPex4acTHOW BepTUKanu,
a UX NpAMOYrosibHble GOPMbl BOCMPOU3BOAAT FOpPU-
30HTa/IbHYIO MOoZenb Mupa. Marmyecknm CMbICAOM
HajeneH KaXzablli KOHCTPYKTUBHbIN 3/1eMEHT n3genus,
BKJ/IOYAs NOJBECKM B BUAE POM6BOB 1 HyOeHUMKOB.
Camo usgenve cumtanocb obasatenbHbIM aTpMbyTOM
KOpMSALLEN rpyAbto >KeHLWMHbl. CNOBO «BHipXneKk»,
COCTOAWMI M3 BHip (OKPEeCTHOCTb, PErMOH, HopT) U
Xuek (Kpah) ykasblBaeT Ha CUMBOJIMKY YKpaLLeHNs —
0coboro cratyca 3alimTbl FPyaM KOPMsLLEN MaTepu.
CxogHas dopmMa MHOrOsAPYCHbIX HarpyAHbIX yKpalle-
HWI CYLLECTBYET Y MOHTOJ, TYPKMEH U Ap. HAaPOAOB,
«3alMLLABLUMX» XXM3HEHHO BaXKHble 30HbI Te/1a XKeH-
WwmH GepTUabHOro Bo3pacta.

"Onirzhiek” breast ornament was used exclusively
in Western Kazakhstan. This product is usually three
hollow rectangular plates, vertically attached to each
other by chains with pendants of various shapes. The
plates were filled with white paste for weighting. The
main symbolic function of such stepped jewellery is
probably to protect the chest/body of a girl from the
influence of «evil forces». Obviously, this jewellery is a
projection of the tripartite vertical, and its rectangular
shapes symbolise the horizontal model of the world.
Each structural element of the piece, including the
diamond-shaped pendants and bells, has a magical
meaning. The object itself was considered an
obligatory attribute of a nursing woman. The word
Ofirzhiek, which is composed of two words: Ofir
(area, region, side) and zhiek (edge). It thus points
to the symbolic meaning of the ornament — a special
protective status of the breast of a nursing mother.
A similar form of stepped breast ornament exists
among the Mongols, Turkmen and other peoples,
who use it to «protect» vital areas of the body of
women of childbearing age.

®dopmMa TIOPKCKUX MeTalIMYeckKnx TyMapoB Pa3HO-
obpasHa: uuavHApU4Yeckas, TpeyroabHas W nps-
MoyronbHas. VIx Ha rpyam Hocuam aetu u Monojple
AeByLKN. Takne W3fenvMs CUMTasnCb 3aluTol OT
«HeuncTon» cunbl. C NPUXOAOM MUCAaMa Ha HUX Ha-
HocuAnch Hagnuen n3 KopaHa. Bo BHyTpeHHee npo-
CTPaHCTBO amyfeTa 3akNaAblBaanCb «BOJLWEDOHblE
Tpasbl», CONb U ApP. KOMMOHEHTbI, MO HapOAHOMY
NpeAcTaBleHNIO  YCUAMBAOLWLME  OXPaHWUTENbHYIO
dyHkumto. CambiM NONYAAPHBIM ABAAETCA TyMap Tpe-
yronbHow Gopmbl (OCTpUEM BBEPX), CUMBOAN3MPYIO-
wmin Muposyto ropy.

The shape of Turkic metal timars is different:
cylindrical, triangular and rectangular. They were worn
on the chest by children and young girls. They were
considered the strongest protection against «evil»
forces. With the advent of Islam, inscriptions from
the Koran were written on them. Inside the amulet
were used magical herbs, salt, etc, which people
believed strengthened their protective function. The
most popular amulet is a triangular tumar (pointing
upwards), which symbolises the world mountain.
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CAKWMHA / XY3IK
KOJIbLLO / XKY3IK

SAQINA/ %HUZIK /
RING / ZHUZIK

CakuHa TyMbIK WeHbep peTiHAe TyTacTblK NeH Bipnik-
Ti 6ingipegi. byn Typkinep apacblHAaFbl XY3iK («Ky3»
3aT eciMiHeH XaHe «ik» addUKCIHEH KypanfaH) aTa-
ybIMeH fe pactanagbl. «Ky3ik» XaHe «XKy3» Ce3-
AepiHiH 3TMMonoruackiH anHremuct E. H. Xannelicos
[5] bipkaTap maTepuangapabl Tangay HerisiHae py-
NblK, BipNeCTIKTIH eH >XOfapfbl caTbiCbiH besrineyre
KeTepes,.

TypKki MajeHVeTIHAe anensep MeH epnep cakuHa-
NapblHbIH, PTYPAi Typaepi MeH niwiHaepi HonfaH.
oOWengepait cakmHa Tafybl MiHAETTI 60A4bl, OUTKEHI
onap KywTi Tymap gen caHangbl. Kymic cakuHachI3
JaliblHAanfaH Tafam «Tasa emec» jen caHangbl. JT-
HorpadTap cakiHanap avenaiH 6enarini 6ip Tannanbik
GipnecTikke xaTaTbIHbIH BiNAiPeTiHIH, MeCiHiH, XacblH
>K9HEe OHbIH, MVYJIKTIK >XafAalblH KepCeTeTiHIH aTan
KepceTea,.

Kasak cakuHanapblHblH, anyaH Typji TonTamacblH-
fa <KYC TYMCbIK» >XaHe «KyAafbl XY3iK» HblLIaHAbIK
TypFblAa KaHbiKkaH 60/bin Tabblnagbl. bipiHwici Kbl-
34apfa ToH 3eprepik bynbiMaap caHaTbiHa XaTtazbl.
STHOrpadusanbIK AepekTepre cyMeHcek, HomKeTKeH-
HiH, OHbI Tafybl 6acbIHbIH, 60C (TYPMbICKA LUblKMNaraH)
eKeHiH bingipreH. ©3aepiHi3 binetiHaen, Typki ma-
AEHVETIHAET KYC epKiHAIKTIH eH KeHe HbllwaHbl 60-
Nbin Tabblnagbl, COHbIMEH KaTap Oy cakMHaHbIH
Aun3aliHbl ¥Mall HemMece XyMmatoH olien KyCblHblH,
6eliHe-HblWaHblHAaH bacTay anybl MyMKiH. 3epTTe-
ywi T. A. KblwkawbaeB «KyC TYMCbIfbl H6eiHeneHreH
cakMHanapAa epkeHAaey wgeanapbl KepiHic Taba-
Abl, ®NTKEHI KYC KaslakK MajeHUeTiHAeri 60oCTaHAbIK,
6aKbIT naesnapbiH 6eHenensi, Xakcbliblk, KyLLUTEPiH
6ingipeai. MyHaam >y3ik XOpblkKa aTTaHFaH XiriTke
6epinreHae 6api OHbIH, aMaH-eceH enre opasny MaHiH
TyCiHeTiH» [6, 121 6.].

Kbizgap cakvHanapbiHbIH TYpAepi onapabl Tafy epe-
xenepiH ae benrineai: 6ip TypiH Tek opTaHfbl cay-
cakka (aTa-aHacblHaH alblpblifaH Kbi3fa), eKiHLWWICiH
WhINABIP LWYMEK caycakka TafyFa bonatbiH. Ovengep-
re OpTaHFfbl caycakka cakuHa TafyFfa KaTaH TbilibIM Ca-
NblHAbI, BATNECE, HaHbIM-CEHIM BOMbIHLLA, TybICTapPbI-
HbIH, 6ipi KalTbic 6onagbl.

Xanblk apacblHAa «KyAafFun >Xy3ik» JAen aTanaTbiH
caKMHa eKi caycakka TaFblnaTblH YAKeH BylibIM 60/1bIN
Tabbinagbl. OHbl 94eTTe KanblHAbIKTbIH, aTa-aHachbl
Kbl3ZapblHblH, 6onawak KavblH eHeciHe b6epai >aHe
on eki H6actayablH, eki OTOaCbIHbIH >XXaHe eKi pyAblH,
GipniriH 6ingipai. Xakactapga Aa «4ycTyk» gen atana-
TbIH YJIKEH KyAaFu Xy3ikTep 6osfaH.

EpnepaiH cybmageHveTiHAE XY3iKTep nparmartuvka-
NblK XoHe MapTebenik cunattafbl GyHKUMANAPAbI
aTkapabl. Mbicanbl, cagakibl XayblHrepaep >xebeHi
TapTKaH Ke3je KOJAbIH XiM KaXamac YLWiH onapabl
6ac bapmafblHa Tafbin Xypai. Kasaktapaa «Tamulbl
TOPI3AI NiWwiH 6uneywi 3nnTaHbl cunaTtTaca, KacuerTi
Tan — KoXanap — AeHrenek MiwiHgi Xy3ik-mep, ak-
cakanzap MeH GaTblpnap caycakTapblHa conak, as-
MYPT Topi3fi XoHe TepTOYPLILTbI XY3iKTep TakKKaH»
[6, 118 6.]. TypikmeHaep apacbiHAa Xy3ikTepai 6en-
rini 6ip (kveni KericTikke 6alinaHbICTbl) KbI3METMNeH
6alinaHbICTbl ep ajaMaap — LWaluTapaszap, Kacanilbl-
Nap >XaHe MaMIT XyyLublnap TakKaH.
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KonbLo Kak 3aMKHYyTasi OKPY>XHOCTb CUMBOAU3NPY-
€T LLeJIOCTHOCTb Y €4MHCTBO. 3TO NMOATBEPXKAAETCA U
CaMVM Ha3BaHMEM KOJibLia Yy THOPKOB — XY3iK (COCTO-
filllee M3 CyLLeCTBUTENbHOTO «Xy3» U adpdukca «ik).
STUMONIOTUIO CNOB «XKY3iK» U «XKy3» AMHIBKCT E. H.
JKaHnewncos [5] Ha ocHOBe aHanu3a psja martepuva-
JIOB BO3BOAMT K 0603HAUEHMIO BbICLLIEN CTyMeHn po-
JlOBOro 06begMHeEHNS.

B Tropkckon kynbType 6bITOBaAV pasinyHblie BUAbI U
OPMbI XXEHCKUX N MYXCKMX Konel,. XeHckme KOb-
ua 6bmn obA3aTeNbHbIMK AN HOLUEHWS, T.K. cYmnTa-
NCb CUNbHBIMK obeperamu. Eaa, npurotoBneHHas
6e3 cepebpsHbIX KOnew, cyMTanacb «<HeUYNCTOW». IT-
Horpadbl NoguYepKMBatoT, YTO KOJIbLLA YKa3biBain Ha
MPUHAANEXHOCTb XEHLMHbI K OnpejeNeHHOMy po-
AOMnNeMeHHOMY O6beAMHEHUIO, YKa3blBain Ha BO3-
pacT BAagenuLbl 1 ee UMYLLECTBEHHOE MONOXKEHME.

CVYMBO/IMYECKM HAMOAHEHHbLIMM B MHOTOO6HpasHoM
KOMNEKLMWN Ka3aXCKUX KOJeL, ABASIOTCA «KyC TYMCbIK»
(NTMUNIA KNHOB) N «KyAafFu XY3ik» (MepcTeHb CBaxw).
MepBOe OTHOCUTCA K Pa3psaay AeBUUBbUX YKPaLLEHWUN.
Mo sTHOorpaduueckM AaHHbIM €ro HOLLEHWE AeByLU-
KOW 03Hauano, UTo Ha cBobogHa (He 3acBaTaHa). Kak
M3BECTHO, NTULLA B TFOPKCKOM KyNbType APEeBHEeNLNI
CMMBOJI CBODOAbI, TAaKXXE BO3MOXHO AW3alH 3TOro
KO/ibLLa BOCXOAUT K 06pa3y-CMMBOY >KEHLLNHbI-NTU-
ubl YmMah uam XymatoH. Nccneposatens T. A. Kunw-
KalwbaeB CUMTAET, UTO «UAEWN NMPOLBETAHMSA OTpaxe-
Hbl B MEPCTHAX C M30bpaxkeHneM NTUYLEro KJHOBA,
Tak Kak NTuLa CUMBOIM3NPYET B Ka3axckom KynbType
naen ceobofbl, CHaCTbs, ONNLETBOPAET CUbI Aobpa.
Korga Takoe KoabLO Aapuan SXKUTUTY, YXOA4MBLUEMY
B MOXOZA, BCe NMOHUMaNW ero cMbica: baarononyyHoe
BO3BpalLleHWe jomoi» [6, c. 121].

Tunbl AeBMYBbUX KONEL, AMKTOBAMM W NpaBuaa Ux Ho-
WEHWS: OAMH TUM MOT HOCUTBLCA TOJIbKO Ha CPeAHEM
nasbLe (AeByLIKe, NOTEPSIBLUEA pPOAUTENEN), a ApY-
ro — Ha 6e3bIMAHHOM. HOCUTb KOJIbLLO Ha CPesHEM
nasbLie XeHLMHaM CTPOro 3anpeLLanoch, MHaye co-
rlacHO MOBEPbLH, YMPET KTO-TO U3 POACTBEHHMKOB.

KonbLo, nmeHyeMoe B Hapoge «MnepCTHEM CBax»,
npeacTaBaseT cobon MacCMBHOE M3jenve, KOTopoe
HazeBaeTcs Ha ABa nasbLa. Ero obbiuHO gapwau po-
AUTENN HeBecTbl ByayLlen CBEKPOBM U OHO CUMBO-
NN3UPOBaNO COeAMHEHMNE ABYX Hauah, ABYX CEMen 1
ABYX POAOB. Y XakacoB TakXe 6bITOBaAN MacCUBHbIE
MepCTHN-CBaXM, KOTOPbIE OHU Ha3bIBaKOT «UYCTYK».

B myxckol cybkynbType KoJbla BbIMOAHAAN GYHK-
UMM Kak mnparmMaTM4yeckoro, Tak CTaTyCHOro xapak-
Tepa. K npumepy, BOWHbI-AYYHUKM HOCUAM UX Ha
60/1bLLIOM MasnbLie, YTODbl He CTEPETb PYKy O TETUBY
npn HaTArmBaHWN CTPENbIL. Y ka3axoB «KanaesnaHasa
dopma xapakTeprzoBasa NPaBsALLYO 3AUTY, CBATOE
COCNOBME — KOXKa — HOCUAO NEePCTHU-MEeYaT Kpyriaom
dbopMbl, a Ha NanbLax CTaplwmH 1 6aTblpOB KpacoBa-
JINCb OBaNbHble, TPyLUEBUAHBIE U KBajpaTHble nep-
CTHW» [6, c. 118]. Y TypKMeH KO/bLa HOCUAN MY>XK-
UMHBI, CBSI3aHHblE CO Creunduyeckon (CBA3aHHOM C
MPOCTPaHCTBOM CakpasibHOro) AeATeNbHOCTbIO, — Na-
PUKMaxepbl, MACHUKM 1 0O6MbIBaNbLLMKK TPYMOB.

The ring as a closed circle symbolises integrity and
unity. This is confirmed by the name of the ring
among the Turks — zhuzik (consisting of the noun
zhuz and the ending ik). The etymology of the words
«zhiuizik» and «zhliz» by the linguist E. N. Zhanpeisov
[5], based on the analysis of a number of materials,
refers to the designation of the highest level of the
clan association.

In Turkic culture there were different types and forms
of women’s and men’s rings. Wearing women'’s
rings was obligatory as they were considered strong
amulets. Food prepared without silver rings was
considered «impure.» Ethnographers emphasise
that rings indicated a woman’s membership in a
particular tribal group, indicated the wearer's age,
and represented her property status.

The «qus tumsyk» (bird’'s beak) and the «qudagi
zhlzik» (matchmaker’s ring) are symbolically occupied
in the diverse collection of Kazakh rings. The former
belongs to the category of girls’ jewellery. According
to ethnographic data, wearing of this ring by a girl
meant that she was free (not engaged). It is known
that the bird is the oldest symbol of freedom in Turkic
culture. It is also possible that the design of this ring
goes back to a picture symbol of the female bird
Umay or Humayun. Researcher T. A. Kishkashbaev
believes that «rings with the image of a bird’s beak
reflect ideas of prosperity, as the bird symbolises
ideas of freedom and happiness in Kazakh culture
and embodies forces of good. When such a ring was
given to a zhigit leaving for a campaign, everyone
understood its meaning: «a safe return home» [6, p.
121].

The type of girl's ring also determined the rules for
wearing it: one type could only be worn on the middle
finger (a girl who had lost her parents), another on
the ring finger. Wearing a ring on the middle finger
was strictly forbidden to women, otherwise, it was
believed, a relative would die.

The ring, popularly called the «matchmaker’s ring,»
is a solid piece worn on two fingers. It was usually
given by the bride’s parents to the future mother-in-
law and symbolised the union of two beginnings, two
families and two families. The Khakas people also had
massive matchmaker rings, which they call «chustuk».

In male subculture, rings served as both a pragmatic
and status marker. Archers, for example, wore them
on their thumbs to avoid rubbing their hands on the
string when drawing an arrow. Among the Kazakhs,
«the teardrop shape marked the ruling elite, the
sacred rank — leather — wore rings and rings of round
shape, and oval, pear-shaped, and square rings were
attached to the fingers of non-commissioned officers
and batyrs» [6, p.118]. Among the Turkmen, the rings
were worn by men associated with certain (space-
related sacred) activities — barbers, butchers, and
corpse washers.
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BINE3IK
BPACNET
BILEZIK / BRACELET

binesiktepre cukblpabl kKacueTtep ae 6epinreH. Typ-
Ki MaJeHMeTiHAe OnapAblH CMMBOJN3MI KON KbIp-
Nbl. Mblcanbl, XxakacTapAblH apacbiHAa oa 6onaliak
HEeKeHiH, HbllWwaHbl 60abiN caHanabl. KasakTapaa
KeH TapafaH «bec 6/1e3ik» XY3iKTEPMEH XaifaHfaH
YW WbIHXbIPAbI 6iNe3iKTi KanblHAbIK YANEHY TOW-
blHAa TakkaH. XakacTap apacbiHaa 6yn Tek TypMbIC
KypfaH anenre TaH atpubyTt 6ongbl. binesik Hbli-
WaHAbIK TYPFbIAaH YL TybICTbl BipiKTipAi: ©3 XYypThl
(63 TybICTAapbl — 9Ke XafblHaH TybIC), Hafallbl XYpPT
(WweLle XafblHaH TYbIC) XaHe KalblH XYpTbl (Kyney
XafblHaH TybIC). bypay aaiciMeH >acanfaH Kenbip
GinesikTepai MamaHAap exenri TypikTepAiH, XbliaH
KyAbTiMeH HalinaHbiCTbipagbl, 0N AHa KyAaWlblHbIH,
Ky/bTIMEH acTacTbl XaHe KYHapAblabikneH banna-
HbICTbl 6oAAbI.

HerisiHeH Ginesiktep ap kosfa bipeyseH Tafblabim,
XynTacTblpblngbl. Kbi3fa 6inesiktep Hemece caku-
Hanap TabbiCTafaH Ke3ae «KOJblH, eHepi 60nCbIH!»
AereH Tinek auTblAAbI.

TYUMEJIEP
MYroBuL,bl
TUIMELER / BUTTONS

Bapabik MazeHueTTepaeri TynMenepain 6ipkatap
dyHKkumanapel 6ongabl, onapabl B.[. HapoxHas
Oblnalia aHbIKTanabl: yTUANTaPAbIK (i1rek Tapisai
TYMMeE), COHAIK-3CTeTMKaNbIK (OH0-6pHEeK peTiHAeri
TyMMe), CUKbIpabl (BONTyMap peTiHaeri TyrMe), ce-
MUOTUKANbIK HEMECEe akMapaTTbiK (TaHbIMAbIK 6eri
peTiHaeri Tyime) [ 7]. OpuHe, MaZeHMET TacbiMan-
JayLwbicbl yWiH 6yn dyHkuuanap bipTytac 60a4bl.
Kazsak TyinmenepiHin Kelibip yarinepiHae (kaHe TinTi
Kenemai cakmMHanapga) iwi Kybic 60c 6ongbl, oHAa
webep oaeTTe KO3falfaH Ke3zAe CbIIAbIPAANTBIH
MeTanN TYMIpLWIiriH HeMece KillKeHTal MOHLWakKTap-
Abl OpHanacTblpabl. Exxenri kewneHainepain, TyCiHi-
ri 6oMbiHWa MyHAAN CbIHFbIP/AbIOLIC — acnaH MeH
Xep WapblH 6alfaHbICTbIPYLbl A3HEKEP (LWOAMbI-
HblH CbIHFbIPbl CUAKTBI). byn aa TymapabiH 6ip Typi
6onabl. Kasak MajeHueTiHAe Tynmenepai Tymme
Jen aTtaca, KasakTap XblaaHAbl Aa conan atangbl.
A. T. OHanbaeBaHbIH XaHe T. 6. NikipiHLe, XblNaH-
HblH aTanyblHa TbIMbIM CajiblHFaHAbIKTAH, «TyiMe
hereH 6ypkeme aT anfaH. CeuTin, XblaaH MeH Tyi-
Me dopManbibl TYpAe CMHOHMMre alHangbl» [10,
169 6.]. Typki maaeHueTiHAE BonFaH TYNMe — a4eMmi
COHAI TyMpeyilWwTiH, Tafbl H6ip Typi — «TaHa» GyMbiMbl.
KebiHece «TaHa» — wafblH gnameTtpai (1,5-3 cm)
lWeHbep TypiHaeri anblnbac.

AnTai xanblKTapblHAa YWAEHY TOMbl KyHi Llalka
TafblNaTblH 3eprepnik byMbiMaapfa 6HalinaHaTbiH,
CyMeKTeH, MyMi3feH, iHXy-Map>XXaHHaH HeMece da-
AHCTaH XacanfaH, opTacbliHAa Teciri bap ykcac aTay-
MeH AeHrenek 3eprepnik bynbimaap 6ap, keniHipek
OHbI >Kac anesngep >ar epinreH WwalitapbiHa Tafblin
XypeTiH. KasakTapaa «TaHa Tafy» AacTypi 6onfaH:
onap Kuimre, 6ac Kuimre, WwatTbl epyre apHaafaH
Tacnanapfa >aHe T.6. TirinreH. KaszakTap opTacbiHa
Tac OpHaTbINFaH ablibacTbl «ke3 TaHa», anTbIHMEH
anTanfaHAbl — «aNTblH TaHa», XaafaH TymipLikrey-
MeH Be3eHgipinreHsi — «cipkeni TaHa» aen atangbl.
3eprepuik byMbIMAapAblH aTtaybiHbIH ©3i «Meagipe-
reH y/JKeH Ke3» AereH MafbiHafa bainaHbicTbl. Ochl
yakbiTka AeliH Xanblk apacblHAa «Ke3i TaHajal
eKkeH» sereH ce3s bap.
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Bpacnetbl Takke Hagensvcb MarMyeckumu CBOW-
cTBaMU. B TIOpKCKOW Ky/bType UX CUMBOJIMKA MHOTO-
rpaHHa. K npumepy, y XxakacoB OH CUMTaNCA CUMBO-
nom 6yayuiero 6paka. bbiTytolmin y kazaxoB bpacnet
C TPems CoeUHEHHbIMM LieNoYKaMm C HUM KOoJbLiamu
«bec baesik» HajeBanCca HEBECTOM B JeHb CBajbbbl.
Y xakacoB OH siBAsieTcs aTpubyTOM NCKAHOUNTENBHO
3aMy>KHeRn XeHLWWHbl. CUMBOANYECKM BpacieT 0bb-
EAMNHAN TPU POAHU: ©3 XYPTbl (CBOA POAHS — POAHbIE
CO CTOPOHbI OTLA), Hafallbl XYPTbl (POAHA CO CTO-
POHbI MaTepu) U KalblH XYPTbl (POAHSA CO CTOPOHbI
My>ka). HekoTopble 6pacneTbl, N3roTOBAEHHbIE B TeX-
HVKE BUTbS, CMELMANNCTbI COOTHOCAT C JPEBHENLLIVM
TIOPKCKUM KyNbTOM 3Meu, KOoTopasi accouMmpoBa-
nack € KynbToM 60rnHM Matepu n naogopoauem.

B ocHoBHOM 6pacneTbl 661 NapHbIMKU: MO OAHOMY
Ha Kaxayto pyky. Korga geByllke Bpyyanv bpacnetsi
VAW KONbLA, MPUroBapuBau: KoNblH @Hepi 6onCkIH!
(nycTb pykun ByayT UCKYCHBbIMW).

Bracelets were also endowed with magical properties.
In Turkic culture, their symbolism is complex. For
example, Khakas people considered it a symbol of
a future marriage. The Kazakhs wore a bracelet with
three rings connected to it «bes blezik» on the day
of the bride’s wedding. Among the Khakass it is an
attribute that belongs only to a married woman.
Symbolically, the bracelet connected three relatives:
Oz zharty (kin — relatives on the paternal side),
nagashi zharty (relatives on the maternal side) and
kaiyn zharty (relatives on the maternal side). Some
bracelets made by twisting technique are associated
by experts with the ancient Turkic cult of the snake,
which was connected with the cult of the mother
goddess and associated with fertility.

Most bracelets were paired, one for each hand. When
a girl was presented with bracelets or rings, it was
said, «Qolyn o6nerli bolsyn! («May your hands be
skillful!»)

MyroBuLbl BO BCEX KYy/NbTypax UMenu pajg GyHKUU:
yTuantapHasa (nyroeuua Kak 3acTtexka), JeKkopaTus-
HO-3CTeTMuYeckas (MyroBmua Kak yKpalleHue), maru-
yeckasa (myroBuua kak obeper man TaimcMmaH), ce-
MUoTMYecKas WA UHPopMaTUBHas (NyroBmua Kak
ono3sHaBaTeNbHbI 3Hak) [7]. Pasymeetcs, 4uTO 3TM
bYHKLMN ANA HOCUTENA KyAbTypbl BblAN efnHbl. B He-
KOTOPbIX MOAENAX Ka3axXxCKuMX nyrosuy, (M gaxe o6b-
€MHbIX KOJbLLax) MOAOCTb Bblna nycras, Kyga macrep
06bIYHO NMOMeLLan Kycoyek MeTanna uin ManeHbkue
ByCMHKYM, KOTOpble NMPU ABUXEHWUM W3jaBaiu 3BOH.
Takol 3BOH/3BYK MO NPefOCTaBAEHUAM APEBHUX KO-
YEBHMKOB — CBA3ytOLLee 3BEHO MeXAY HebGecHON u
3eMHOM chepamm (TOUHO TakxKe, KakK 1 3BOH LLOAMbI).
OHKM cnyxmam n ceoeobpasHbiMu obeperamu. B ka-
3aXCKOW KyNbType MyroBULibl Ha3bIBatOT «TyMe», HO
TakXke y Ka3axoB Tak Ha3bIBatoT U 3Meto. [10 MHeHMIo
A.T. OHanbaeBoi 1 Ap., BCIeACTBUE 3anpeTa Ha npo-
M3HEeceHMe «KblNaH» (3Med) «noayynna 3aByanmpo-
BaHHOe Ha3BaHue — TyiiMe. Taknm 06pazom, XbliaH u
TyMe GopManbHO CTann CUHOHUMamu» [10, c. 169].
Apyrvm  BMgom nyrosuubl-6polun, 6bITOBaBWINM
B THOPKCKOWN KyAbType, ABASETCA U3Ae/ne — «TaHa».
Yawe Bcero «taHa» npeactaBaser coboln 6asxy B
dopme kpyra Hebonbloro anametpa (1,5-3 cm).

Y HapogoB AnTas Kpyrnoe ykpalleHue C aHaaormu-
HbIM Ha3BaHWEM, W3rOTOBJIEHHOE W3 KOCTW, POra,
nepfaamyTpa uan dasiHca ¢ OTBEPCTMEM B LIEHTpe B
AeHb CBafbObl NMPWBA3bIBAAN K HAKOCHOMY yKpalue-
HWIO, BMOCNEACTBMMN €70 MOJIOAbIE XEHLUMHBI HOCUAN
MPOCTO Ha Koce. Y Ka3axoB CyLlecTBOBajfa TPaAnLIMS
«TaHa Tafy»: UX NPULLIMBaNN K OAEXJAe, FOJNOBHbIM
ybopaMm, K neHTaM ans koc u ap. Kasaxu 6aaxy co
BCTAaBKOW KaMH$ B CEPejVHE Ha3blBatOT «Ke3 TaHa»,
C MO30JI0TON — «aTblH TaHa», C NOXHOW 3epPHbIO —
«cipkeni TaHa». Camo e Ha3BaHWe yKpalleHWs BOC-
XOAWUT K 3HAUYeHU «HosbLUMe C MOBOJIOKON rna3a».
[o cvx nop B HapoAHOW cpese ObITyeT BblpaXkeHue
«Ke3i TaHajan ekeH» (KpacvBble HbosbLune rasza).

Buttons in all cultures had a number of functions,
which V. D. Narozhnaya defines as follows: utilitarian
(button as a fastener), decorative and aesthetic
(button as an ornament), magical (button as an amulet
or talisman), semiotic or informative (button as an
identifier) [7]. Of course, these functions were the
same for the wearer of the culture. In some models of
Kazakh buttons (and even volumetric rings) the cavity
was empty, in which the master usually inserted a
piece of metal or small beads that produced a sound
when moved. This ringing, according to the ancient
nomads, was a link between the heavenly and earthly
spheres (like the ringing of a sholpy). They were also
peculiar amulets. In Kazakh culture the buttons are
called tuime, but the Kazakhs also call them snake.
According to A. T. Onalbaeva and others, because of
the prohibition of pronunciation, the snake-zhylan
«was given a veiled name - tiime. Thus, zhylan
and ttime formally became synonyms» [10, p. 169].
Another type of button brooch that existed in Turkic
culture is the object «tana». Usually «tana» is a
plague in the form of a circle with a small diameter
(1.5-3 cm).

In Altai, a round ornament of the same name made of
bone, horn, mother-of-pearl or faience with a hole in
the centre was attached to a braid on the wedding day
and later worn by young women only on their braids.
Among the Kazakhs there was a tradition of «tana
tagu»: They were sewn on dresses, headdresses, braid
ribbons, etc. Kazakhs called a plaque with a stone
insert in the centre «koz tana», with gilding «altyn
tana», with a false grain «sirkeli tana». The name of
the jewellery itself goes back to the meaning of «big
and twisted eyes». The name «kozi tanadai eken»
(beautiful big eyes) is still a common expression in
people’s minds.
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KAMNCbIPMA
3ACTEXXKUA
QAPSYRMA / CLASPS

KancblpMaHblH, GYHKLUWOHaNAbIFbl — arenjep Kam-
30/IbIHbIH, LWWETTePiH 6en aimafbiHaa BekiTy, Kanchbl-
py KiHAIK aliMafblHbIH JeHreniHe cankec Kengi.
ozeTTe, OylbIM eKi 6eniKTeH, AfHU KallbiKTaH Ka-
pafaHAa KkebenekTiH nilWiHiHE yKCaWTblH anbli-
b6actapgaH Typaabl. byn awekennep ete mMykuaT
6e3eHAipinreH, AfHW Tactap TypiHAe KipicTipyaep
60Nybl MYMKIH, WINTEPAI BPHEKTEP, KapanTbimMAay,
aNTbIH Xanaty >XaHe T.6. KongaHbIAAbl, Oy MeCiHIH
6alinbik AeHreniH kepceTtesi.

KocTtoMHiH, 6y 6enleri Tek O0-epHEK XaHe «if-
MeK» KYPbIAfbICbl faHa eMeC, COHbIMEH KaTap KiH-
4K aliMafblH (HEMece >anbl il KybICbIH) AEHEHIH,
KacueTTi beniri peTiHae kopFfaabl / benrineai.
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CMNCOK UCIMOJ/Ib3OBAHHDbIX
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®yHKLMOHaNBHOCTb KamncbipMa — 3acTermBaHve Kpa-
€B XKEHCKOro Kam3o/a B 061acTi Tauu, CoeAnHeHne
MPUXOAMIOCH Ha YpPOBEHb NMynoyHon obnactu. Kak
NpaBWIO, U3Aeane COCTOWUT W3 ABYX yacten — 6asXx,
OTAaNeHHO HanoMuHatoWwmx no opme Habouky. [e-
KOPVMPOBAAWCh 3TV YKPALUEHWS OYeHb TLIATENbHO —
MOTAM 6bITb BCTaBKW B BUAE KaMHeW, HaHOCW/IUCh
aXypHble y30pbl, YePHEHWEe, 30/I04EHNE U T.j4., YTO
yKa3blBaNO Ha ypOBEeHb COCTOATENbHOCTU BlaAENM-

Lbl.

DTa fAeTanb KOCTIOMa — He TOJIbKO YKpaLleHue U «cle-
nastoLee» npucnocobieHne, HO W 3almana/map-
KMpoBasa MyrmouYHytO 30HY (MM B LienoM obnacTb
XWBOTa) Kak cakpasbHyHo 4acTb Tena.

The function of the gapsyrma is to fasten the
edges of the woman’s camisole at the waist and
connect them at the level of the navel. As a rule,
the item consists of two parts — platelets that
remotely resemble the shape of a butterfly. These
decorations were very carefully designed - there
could be inlays in the form of stones, openwork
patterns, bails, gilding, etc., which indicated the
owner's ability to pay.

This costume detail is not only an ornament and
a «bonding», but it also protected/marked the
navel area (or the abdominal region in general) as
a sacred part of the body.
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4.5 TYC CEMNOTUKADIK
KoA PETIHAE

KazakTbIH TyC aniemi ke3 KkenreH 6acka MaLeHUeT cu-
AKTbl 6ain, anyaH TypAi XaHe caH anyaH MafblHanap+a
TO/bI, Kelje MOAMCEMaHTMKaNbIK cunaTTa 6onagbl.
Xannel, Typki Tyc TaHbanapbiHbIH MafblHabIK d/1ey-
eTi, onapabl 6eriHenen, metadopanblik TpaHchepTTEP
Xacay kabineti kasipri ryMaHuTapblK GiniMHiH, Kbl-
3bIKTbl CafanapbiHbIH, 6ipi 60abIN Tabbliagbl.

Typkinep/KasakTapAblH, AyHUETaHbIMbIHAA TYC Crek-
TPi Herisri TycTepMeH KkaTap AiHW, a/71eyMeTTiK-Ma-
AeHW, dunocoduanbik, 3CTeTMKanblk T. 6. MafblHa-
NapAblH, XUbIHTBIFbIH GiAZIPETIH TyC TaHbanapbIHbIH,
KONTIriMeH YCbIHbINFaH, an onapAblH KYPAeNiniri MeH
nepapxvAcel Tinde, pONbKIOPAE, OHEPAE XaHe T. 6.
KepiHic Tabaabl.

Ocbl  3HUMKAONEAUAHBI  KypacTbipylbliap  Typki/
Kasak M9ZAEeHWETIHIH, KenTereH KyOblablCTapblH Ka-
3aKTapablH M3AEHWN KOAbIHbIH, eneyni Kypamaac 6eniri
60/bIN TabblNaTblH TYCTiH, CEMMNOTUKAChl MEH CEMaH-
TUKaCbIH eckepe OTbIpbIM, TOJbIK alwyfa 6onaTbiHbI-
Ha ceHimMai. Kazak MaseHWETIHIH, TYCTiK CEMNOTMKAChI
MEH KOJIOPUCTUKANbIK ASCTYPAEPiH 3epTTey onapabl
TacbiMangayLblnapablH, a1em 6eiHeci, ageT-fypbin-
Tapbl, AYHWETaHbIMbl Typasbl 6iniM MeH TyCiHiKTepai
aviTap/ibIKTan TONbIKTbIPYAbIH YKEH KeaeLleriHe ne.

TemeHae KenTipinreH Kkasak, MIAEHWETIHIH TyC ce-
MaHTMKaCbIHbIH Ti3beci Tyc benrineyain 6apabik H6ain-
JIbIFbIH XKOHE ONapAblH, CEMUNOTUKANbIK, HEri34eMeciH
capky anMangbl. OpUHe, MyHAAM XYMbIC ©3 Xanfa-
CblH Tabybl Kepek, AfHU KbISbIFYLLBI/bIK TYAbIPATbIH
HbICaHAAP ayKbIMbIH KEHEeMTyAi >aHe TwicTi daicHa-
MaJiblK COMKECTEHAIPYAi Tanan eTesi.



4.5 UBET KAK .
CEMNOTUYECKNUN KO/,

Mwup LBeTa Ka3axckon, Kak v 1t0boW Apyron KynbTy-
pbl, borat, pas3HoObpa3eH 1 HaNONHAETCS pa3INYHbI-
MW CMbIC/1aMW, ﬂOpOI\/’I, HOCAWMMKN NonncemMaHTn4ye-
CKUI xapakTep. B Lenom, cemaHTMUecknin noTeHLnan
THOPKCKMUX LBETOOOO3HAYEHUI, MX CMOCOBHOCTbL K
06pasHOCTV U Cco3aaHn0 MeTadhopPUUECKMX NepeHo-
COB — OZiHa U3 UHTEPECHbIX 061acTell COBPEMEHHOIO
rYMaHWUTapHOro 3HaHMs.

B kapTuHe Mupa THOpPKOB/Ka3axoB LIBETOBOW CMeKTP,
MOMMMO OCHOBHbIX LIBETOB, MpPeACTaBAeH MHOXe-
CTBEHHOCTBIO  LIBETOOBO3HaUEHWIM,  BblipakaroLLmx
COBOKYMHOCTb  PEAUTMO3HBIX,  COLMOKYNbTYPHBIX,
OUNOCODCKUX, ICTETUYECKUX U T. [, 3HAUEHWI, a uX
C/IOXXKHOCTb N MEePapXUYHOCTb OTPaXKeHbl B A3bIKe,
donbknope, nckyccrse u T.4.

CocTaBUTENN 3HUMKAOMEANN MPUAEPXKUBAKOTCA MO-
JIOXEHWS, UTO MHOTME SIBIEHWS TFOPKCKOM/Ka3axcKow
Ky/AbTypbl MOTYT ObITb MOJHEE PACKPbIThI C YYETOM
CEMNOTUKM U CEMaHTWKM LiBeTa, AB/SIOLWENCA 3Ha-
UMMOW COCTaBASAOLWEN KYNbTYPHOTO KOZa Ka3axoB.
WNccnepoBaHve LBETOBOM CEMUOTUKN N KONOPUCTU-
YeCcKUX TpaAMLMA Ka3axCKOW KyabTypbl MMeeT 60b-
LY MEepPCreKTUBY CYLLECTBEHHO MOMOJIHUTL 3HAHWS
W NpeacTaBieHns O KapTuHe Mupa, obbluasx, MUpo-
BOCMPUATUN UX HOCUTENEN.

OnuncaHHbIA NepeyeHb CEMaHTUKWN LiBeTa Ka3axcKoM
Ky/AbTypbl He ucuyepnbiBaeT Bcero 6oraTtcrea LIBETO-
0603HaUeHW N UX CEMUOTUYECKOTO 0BOCHOBaHWS.
be3sycnoBHo, nopgobHasa paboTta AosKHa MOAY4YMTb
CBOE MpPOAO/XeHMe: TpebyeTcs paclumpeHune Kpyra
NHTEpeCyoLNX OOBEKTOB M COOTBETCTBYOLLAA Me-
TOA0/N0MMYECKas BbIBEPEHHOCTb.

4.5 COLOR AS SEMIOTIC CODE

The world of colours in Kazakh culture, as in any
other culture, is rich, diverse, and filled with different
meanings, sometimes polysemantic in character.
In general, the semantic potential of Turkic colour
names, their ability to create images and metaphorical
realisations, is one of the interesting areas of modern
humanitarian knowledge.

In the Turkic/Kazakh worldview, in addition to
primary colours, the colour spectrum is represented
by a variety of colour names that express a totality of
religious, socio-cultural, philosophical, aesthetic, etc.
Meanings. Meanings whose complexity and hierarchy
are reflected in language, folklore, art, etc.

The authors of this encyclopaedia believe that
many phenomena of Turkic/Kazakh culture can be
better understood by considering the semiotics and
semantics of colours, which are an important part
of the Kazakh cultural code. Exploring the colour
semiotics and colorist traditions of Kazakh culture
holds great potential for enriching knowledge and
ideas about the worldview, customs, and world
perception of its bearers.

The following list of colour semantics of Kazakh culture
does not exhaust the richness of colour designations
and their semiotic underpinnings. Undoubtedly, this
work should be continued: The circle of objects to
be studied must be widened and an appropriate
methodological review must be undertaken.
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AK
BE/1bIN
AQ/ WHITE
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[yHne xy3iHiH 6apablk fepiik MaeHNeTTepiHAe ak,
TYC KacueTTi 6oabIN caHanagbl XaHe KyaanhabiH 6a-
cTaMacblH, KUeNiNikTi, Ta3anblKTbl, AaHaNbiKTbl 6eli-
Henenai aHe exenpeH kacrtepaeHin kenegi. OHbl
No3TUKaNbIK TypAe «aHa TyC» fAen aTaiibl, ofaH
backanapbl TapafaH. KeHe Mbicbipga ak TyC Kan-
Ta TYbNYMEH XXdHe Xepsey Ky/abTiMeH HalnaHbICTbI
6onabl, an exenri Pumae on maptebe caHanbin, Tek
aKcymekTep MeH >Kofapbl GuUAik ekingepi ocbl TyCTi
KMIM KUTEeH.

TypKi-MOHFON XasnblKTapblHAa aK TycreH GalnaHbi-
CTbl HaHbIM-CEHIMAEPAIH, ThbIMbIMAAPAbIH, XaNbIKTbIK,
XOpanfbliapablH, bipbiMAApabIH  Hapablk Typaepi
6ap. bapiHeH BypbiH, 6yn Teryre 60AMaNTbIH XaHe
LWapTThl TYpAe «ak» (aK ac/ ak Tafam) jen atanatbiH
CYT MeH cyT eHimaepiHe KaTbicTbl. CyT/KbiMbI3 — Ha-
ypbI3 pacimiHaeri «ak kebeWciH!» Hemece «ak Mon
60CbIH!» ABCTYPIiHIH, KaTbICYLbIChI», COHbIMEH KaTap,
OHbIMeH 3aTTapAbl / byibiMAapabl, sFHU HanpakTbl,
XaHa Kinemai xxaHe T. 6. bypknai.

AKka JAereH epeklle Ke3skapac fypbInTblK canaga
KepiHeai, SfHW TaHAay/bl XaHAbl ak, Kuidre keTtepy,
ylneHy ToWblHA@ Xac ybarnapabl ofaH OTbIPFbI3Y
XaHe T. 6. KypbaHabiK peTiHae ak/aKlbla TyCTi Xa-
Hyapnapfa bacbiMablK OepinreH, an ak, TyCTi Kyctap —
akky, 6o3TopFan xaHe T. 6. KON CyFbIIMaTbIH Kacu-
eTTi AapeXxere KeTepinreH.

KasakTapaa ak TyC AypbIC XafbIMAbl, Ta3aablKTbl 6ia-
Aipesi pereH nikip ani KyHre geriH 6ap. Mbicansl,
aK KeHin (kapkblH), aK Xypek (MeRripimMai), aK HueTt
(>kaKchl Tinek) XaHe T. 6. Kenbip xafgannapaa ak ku-
eNiNiKTiH, KYPMEeTTiH, MOMbIHAAYAbIH, b6enrici peTiHae
SpEKET eTesi: aK TYMeHiH KapHbl Xapblay (Kakcbl xa-
6ap), aK Tiney (Taza Tinek), aHaHbIH aK CyTi, akcakan,
aK >aynblk XaHe T. 6.

CoHbIMeH KaTap, aK TekTiNiKTiH, SFHW akcynekTep
TYKbIMbIHbIH, HbILLAHbl PETIHAE SPEKET €TeAi: aKCYMeK,
aK opfa, ak yi xaHe T. 6.

«AK» CbIH eciMi «daeMi/cyny» MaFblHacbiHAA Aa KO-
AaHblnajbl: ak Tamak, akky MOMbIH XaHe T. 6.

Kazak mMageHueTiHAeri aK TyC — Ta3a/bIKTblH, NOKTiK-
TiH, 9AINAIKTIH, COHAAM-aK, XOfapbl d1eyMETTIK Map-
TebeHiH, HblwaHbl. KongaHbanbl eHepae KyMmic He-
Mece MeTan TilimwenepMeH Be3eHaipifreH caHabIK
«akK, caHAbIK» Aen aTanjbl.

KasakTapablH ak TycneH 6alinaHbicTbl bHipHelle
afeT-fypbinTapbl 6ap: aKk Kyt — yire KipreH >bi-
NaHAbl WblFapbin cany; ak 6enbey — kanTbic 6boafaH
MapKYMHbIH, TybICTapbl, SIFHU ep agaMAapablH, ak Ma-
TaflaH >KacanfaH >xoKTay benbeyi; ak baiinay (aKTbik)
— KMeni Xepaepae oCeTiH afallTapFa ak MaTafaH Xo-
nak 6annay Hemece Masapfapga ak MaTtaZaH Xblp-
TbIC TapaTy ASCTYpi, «ak TasKKa CyWiHy» — aK TasKTbl
Xepaey, ecke any paciMaepiHae KongaHy >aHe T. 6.

Typki xanbiKTapblHAaFbl «ak» CO3i 6aTbICMEH, dEMHIH,
6aTbIC >XafbIMEH, COHAAM-aK, «afblHAbI, XblAAaM afa-
TbIH» MafblHacbIMeH bainaHblcTbl. Kasak TiniHaeri ak
CUHOHUMI «603» (Cyp, aKLbLA) «TYCTi» YFbIM 60AbIN
Tabblnazbl. XanbIKTblK MaFblHaZja Ke3 KejireH Xapbik
6eTi ak 6oabin caHanagbl. Akb6o3 attap MeH bue-



4.5  Tyc cemmoTuKanblk Kog peTiHae
LiBeT kak ceMroTUecKnii Koz,
Color as semiotic code

Bo Bcex kynbTypax Mupa 6enblin LBeT NoYnTaeTcs C
[ABHVX BPEMEH, cuMTaeTcsa cakpaibHblM M CMMBO-
nnsmpyet 6oxKecTBEHHOE Havano, CBATOCTb, YNCTOTY,
MYZAPOCTb. Ero NO3TMUHO Ha3bIBalOT «MaTb-LBET», OT
KOTOPOro MpPOWUCXOAAT BCe OcCTanbHble. B [peBHem
ErmnTte oH accoummpoBancs C BO3POXAEHWEM U MO-
rpebanbHbIM KynbTOM, a B [JpeBHeM Pume cumtanca
CTaTYCHbIM: B OZEeXAbl 3TOrO LiBeTa OfeBaaNCh NNLLb
apuCTOKpaThl U MPeaCcTaBUTEIN BbICLLEN BAACTY.

Y THOPKO-MOHFONbCKMX HapOAOB C 6enbiM LIBETOM
CBsi3aHbl BCEBO3MOXHbIE BEPOBaHUS, 3anpeTbl, Ha-
poaHble MpuMeTbl U cyeBepus. MNpexzae Bcero, 310
OTHOCUTCA K MOJIOKY WU MOJIOYHBIM MPOAYKTaM, Ha-
3bIBaeMbIx «ak» (aK ac/6enas ega). Monoko/KymbIC
y4YacTHUK 06psAA0BbIX eUCTBUI Ha Haypbi3 — «ak, ke-
6enciH!» nnn «ak Mon 60ACbIH!», a Takxke MM OKpO-
NASAW BeLm/npesMeThl: 3HaMs, HOBbIV KOBep U T.4.

Ocoboe oTHOLWeEHWe K 6enoMy NPOoABAAETCA B PUTY-
aNnbHOW cdepe: Ha 6eNoM BOWNOKE MOAHUMANUN W3-
H6paHHOro xaHa, Ha Hero e BO BpeMs CBajebHOM
0bpAAHOCTU caxkann HOBOBpauHbIX U T.4. XXNBOTHbIE
6enbix/CBETAbIX MacTen 6blIM NPeAnoUTUTENbHBIMM
B KauyecTBe >XEPTBEHHbIX (M MPOTMBOMONIOXHOIO —
UYepHOro), a B PaHr HEeNpPUMKOCHOBEHHO CBALLEHHbIX
BO3BOAUANCL MTWLbI 6enoro okpaca — nebeap, xa-
BOPOHOK U Ap.

Y KazaxoB 6enblii UBET CUMBOAN3MPYET UNCTOTY, He-
MOPOYHOCTb, CMPaBEeAANBOCTb, @ TakXXe BbICOKOE CO-
LmnanbHoe nosoxeHue. Hanpumep, ak keHin (cBetnas
Aylia), ak, Xypek (4obpoe cepaue), ak HUeT (Bobpble
noxenaHuns) n ap. B HekoTopbix cnyyasx 6enbii Bbl-
CTynaeT Kak CMMBOJ CBATOCTM, NMOYETa U NPU3HAHUSA:
aK TyMeHiH KapHbl >Xapblily (bnaras BecTb), ak Tiney
(4ncTble NoXenaHus); CMMBOJ1 CBATOCTU: aHaHbIH, akK,
cyTi (MaTepuHCKOe MOJIOKO), ak cakas (CTapeMnLunHa,
akcakan), aK >aynblk (MaTb) 1 Ap.

MpUHaANeXHOCTb K apuCTOKPaTUUECKOMY poay: aK
cyiek (apuctokpart, 6enas KocTb), ak opaa (xaHckas
opAa), aK yu (4om npasutens) u ap.

B 3HaueHWM «kpacuBbIi/NpekpacHbI»: ak Tamak,
(HexHas LWwes), akky MOVbIH (1ebeavHas Henas Lies)
n ap. B npuknagHoOM NCKYCCTBE CYHAYK, YKPaLUEHHbIN
cepebpaHbIMU UAN METANANYECKUMUN MAACTUHAMW,
Ha3blBa/W «aK, CaHAbIK» (benblid CyHAYK).

C 6enbIM y Ka3axoB CBA3aHbl HEKOTOpPble 0bbluaun: ak,
Kyt0 — BbIMaHMBaHWE M3 JOMa BMOJ3LIEN 3MeM; aK,
6enbey — TpaypHbIl NoAC U3 H6es10l TKaHW, KOTOPbIN
HOCAT MY>KUMHbI — POACTBEHHUKM YCOMLLEro; aK baii-
nay (aKTblk) — TpaauUMa 3aBsA3biBaHWA NONOCOK bHe-
JIOV TKaHU Ha AepeBbsX, PACTyLLMX B CBATbIX MecTax
WAN MOAHOLUEHUE KyCKa MOJIOTHMLA TKaHW 6enoro
LiBeTa Ha Ma3apax, «ak TaskkKa CyneHy» — UCMob30-
BaHWe Oenoro nocoxa B MOXOPOHHO-NOMWUHaNbHOM
obpaaHocT u ap.

CnoBo «ak» y THOPKCKUX HapOAOB COOTHOCWUAOCH C
3anajoMm, C 3anafiHON CTOPOHON CBeTa, a Takxke CO
3HaYeHMeM «MpPOTOYHBIW, BblCTpOTEKYLWNA». CUHO-
HVMOM aK B Ka3axCKOM fi3blKe ABAAETCH «LiBETOBOE»
NoHATMEe «603» (cepbli, beneckin). B HapogHOM no-
HUMaHWW tobas CcBeTnas MOBEPXHOCTb CUMTAETCA

In almost all cultures of the world, white is considered
sacred, a symbol of divinity, holiness, purity and
wisdom, and has been revered since ancient times. In
poetry, it is referred to as the «mother colour» from
which all other colours are derived. In ancient Egypt,
white was associated with rebirth and the cult of the
dead, and in ancient Rome it was considered a status
colour in which only aristocrats and high officials
dressed.

Among the Turkic-Mongol peoples, the colour white
is associated with all sorts of beliefs, prohibitions,
omens and superstitions. First and foremost, this
refers to milk and dairy products, commonly called
«ag» (aq as /white food), which must not be spilled.
Milk/kumys is a component of ritual acts on the
Nauryz — «aq kobeisin!» or «aq mol bolsyn!», and also
things/objects are sprinkled with it: a banner, a new
carpet, etc.

In the ritual sphere, special importance was given
to the colour white: The chosen Khan was lifted up
on a white felt, the bride and groom sat on it during
wedding ceremonies, etc. White/light-coloured
animals were preferred as sacrificial animals, and
white-coloured birds such as the swan, skylark and
others were elevated to the rank of untouchable
sacred birds.

For Kazakhs, white is still a positive, pure colour.
For example, aq konil (bright soul), ag zhurek (good
heart), ag niet (good wishes), etc. In some cases,
white is used as a symbol of holiness, honour and
recognition: aq tienifi garny zharylu (good news),
aq tileu (pure wishes); a symbol of holiness: aq st
(mother's milk), aq saqgal (elder, aksakal), aq zhaulyk
(mother), etc.

In addition, white serves as a symbol of kinship, i.e,,
belonging to an aristocratic clan: aq suiek (aristocrat,
white bones), aq orda (khan horde), aq Ui (ruler's
house), etc.

The adjective «ag» can also mean «beautiful»: aq
tamaq (delicate neck), agqu moiyn (white neck of
the swan), etc. White in Kazakh culture is a symbol
of purity, righteousness and high social status. In
applied arts, a chest decorated with silver or metal
plates was called «aq sandyk» (white chest).

Among Kazakhs there are some customs connected
with whiteness: Aq kuiu — luring a snake out of the
house; ag belbeu - a carrying belt of white cloth
worn by male relatives of the deceased; aq bailau
(aqtiq) — the tradition of tying strips of white cloth to
trees growing in sacred places or presenting a piece
of cloth in mazars; aq tayakka siienu - using a white
staff in funeral rites, etc.

The word «ag» among Turkic peoples was associated
with the West, with the western side of the world,
as well as with the meaning «flowing, flowing fast».
In the Kazakh language, aq is a synonym for the
colour boz (grey, whitish). In the understanding of
the people, any light surface is considered white. The
image of white (grey) horses and mares is popular
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nepaiH 6enHeci Typki MudTepi MeH dosbkNopbIHAA
faHa eMec, Xannbl 9N1eMAIK M3AEHNETTE Je TaHbIMal.

Ak TycTiH 6acka TycTepMmeH yihnecyi kasak, MajeHu-
eTiHAe MaHpbI3abl MaHre une. Mbicanbl, 6ackypablH
TOKbIIFAaH TacnanapblHbIH, akK >XaHe KbI3bla An3ai-
Hbl CUKbIP/blI BOABIN CaHanasbl XaHe «KepeMeT Tip-
Wwinikti» 6ingipeai. Ak TyC apTypAi TyCTepMeH Yi-
Necin, cukbipabl 6ONTYMap KbI3METIH atkapabl, ON
avengepaid 6ac KMiMi KMMelLekTe KepiHiC TanTbl.
CoHbIMEH KaTap, >ac arengep YWiH aK poHAa Kbl-
3bl/1, XKacbla XaHe Hacka TyCTepAiH, XXapkblH KOMOU-
HaumuAcbl KecTeneHreH. Erpe >xactafbl aviengepain
KMMeLLeKTepPiH 6e3eHaipy YLWIiH ak MeH akLWblagblH,
KYMCaK PeHKTepdiH, yhaeciMi KongaHblagbl. BipiHLwi
Xaffanaa XapKblH A4eKOP KacTbIKTbl, KYHapAbLAbIKTbI
XaHe T. 6. bingipreH, an ekiHWiciHAE >Xacbl yAfanbIm,
Kapifikke LWapacbl3 KOHy beHeNeHreH CUAKTbI.

OpTanbik, A3uns xanbiKTapbl apacbiHAa CAYNET OHEPIH-
Ae (kabblpfa KanTaWTblH TakTanapia Ko/aAaHblAAbl)
KOHEe Kbl eHAipiCiHAe KepiHiC TankaH ak neH Kek
TYCTEPAIH YWaeciMi aca TaHbiMan. Mbicanbl, AacTyp-
Ni oTbacbIbIK, Mepekenepre (YMaeHy TOMbI, CYHAETKE
OTbIPFbI3Y XaHe T. 6.) WebepaepaeH apHalibl Tanchbl-
pbICMEH afblHFaH aK >aHe KoK TyCTi Tabak «Tou ne-
reH» gen atanfpl.

KAPA
YEPHbIWN
QARA / BLACK
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Kapa Tyc ak Tycke kapama-kapcbl. On HblWaHAbIK
Typfblga eH 6ail TycTepaiH ywrTiriHe Kipegi. bipak
9NIEMAIK M3JEHMETTe OHbIH, dPTYPAi MafblHanapbl
6ap. Exenri yHai mubonormaceiHaasbl 6y TyC «Ta-
Mac» TYCIHIriHe CalKec Kenegi, SFHU Tapblay >XaHe
KbICbIMLUBIIbIK >KafAanbl;, OyaanaMae HafaHAbIKTbIH,
KapaHFfblablfbl, an KOHOYLMALIINAIKTE AaHabIK MeH
6inim kapa TycneH 6annaHbICTbI.

Typki MaAeHWeTiHAer Kapa TYCTiH CeMaHTMKanblk
>K9HE HbIlWaHAbIK Ma3MyHbl SPTYPJi, Kenge nonspablk,
MafblHanapAblH, KenTereH PeHKTepPiHiH KepiHiciMeH
cunatTanagpl. Typki MaAeHWeTIHAEr «Kapa» CO3iHiH,
XMblpMajaH acTam actap/bl MafblHacbl 6ap. bip
XafblHaH, Oy asza TyTyAblH, a3an weryaid, 3y/biM-
AbIKTbIH, HblWaHbl X9HEe >XaMaHAbIKTbl, >XafbIMCbl3-
AbIKTbl acblpa CinTey peTiHAe KongaHblnfaH. Mbicanbl,
kapa b6ac — >Xanfbi3gblk; kapabeT, Xy3ikapa — yATCbI3,
abbIpoWicbI3; Kapa KeHil — Kalfbl XaHe T. 6. Xannbl,
OJ1 XXKep acTbl 71eMiHiH — EpAik naTwanbiFbIHbIH, TYCTIK
kepceTkiwi. Kasaktapga TekTi agam Kantbic 6oafaH
KYHi Kapa Ty, #fHW a3a TyblH Tirin, XblAAbIK acbl ©TKEH
COH, ablHbIMN TacTanaTblH A3CTyp 6ap.

EKIHWI >afblHaH, Kapa «KeHe», «KYLTi», <MbIKTbI»,
«YJIKEH», «BaCTbl» XaHe T. 6. MafblHanapabl 6ingip-
reH. Mbicanbl, «kapa LWaHblpak» (KacueTTi Hemece
aTa-aHa yWi), «<kapa KasaH» (kneni owak), «<kapa xep»
(kacmeTTi xep) xaHe T. 6. COHbIMEH KaTap, Cyfa Ka-
ThICTbI Kapa TYyC «TepeH» YfbIMbIH 6ingipyi MymkiH
(mbicanbl, «kapa cy»). Ocbl TypFblfaH anfaHaa, «kapa
e/1eH» My3blKanblK XaHpbl «@MipLUeH, KOHeAeH Kene
XKaTKaH, eCKiPMENTIH» fereH TipKecke CaliKec Kenes,.
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6enoin. Obpas benbix (cepbix) KOHEN 1 KObbLA Nony-
NAPeH He TONbKO B THOPKCKMX Mudax 1 B bonbkiope,
HO 1 B LLe/IOM MUPOBOW KyJbType.

HemanoBaxHoe 3HaueHWe B Ka3axcKol KyabType
MMeroT coyeTaHuns 6enoro ¢ gpyrumu Lpetamu. Ha-
npumep, 6eno-kpacHoe opopmaeHne TKaHHbIX NeHT
6ackypoB CUMTaNOCh Marmyeckum M O3Hauyano «Be-
JINYECTBEHHYIO >KM3HEHHYHO cuay». benbin uBeT B
COYeTaHWM C PasHbIMK LiBETaMW BbINOAHAN Marnye-
CKyto PyHKUMIO obepera, UTO HalNO OTpaxKeHve B
>XEHCKOM TOJIOBHOM Yybope kumellek. Mpuyem, ans
MONOAbIX XXEeHWWUH Ha 6enoM ¢oHe BbILLMBaANCH
6osee fipKMe coYeTaHWsi KPACHOrO, 3e/IEHOMO U Ap.
uBeToB. [na Aekopa KMMELLEK CTapLLIMX XXeHLLWH nC-
No/b30BajOCh CoYeTaHWe 6enoro C nacTesibHbIMY,
bonee MArKMMU TOHamMW. ApPKWIA AeKop CUMBOAU-
3MpoBa/ MOJIOAOCTb, MNJAOJAOPOAME U T.4., @ COKON-
HbIA — yBAJaHWe, HeKyrtd CMUPEHHOCTb C Hensbex-
HOW CTapOCTbHO.

He meHee nonyaspHo y HapoaoB LleHTpanbHOM A3unn
6bl10 coveTaHne beno-ronyboro, KOTopoe oTpasu-
JIOCb B apxuTekType (CouyeTaHue MCMoJb3yeTcs Ha
06/IMLOBOYHbBIX MAWNTaX) U FOHYAPHOM MPOU3BOA-
cTBe. Hanpumep, 641040, uMetoLee 6eno-rony6o
KOJIOPUT, Ha3blBaNOCh «TOM NIereH/AsraH», KOTopoe
cneumanbHO 3aKka3blBaaoCb Y MacTepoOB Ha Tpaju-
LMOHHble ceMeliHble TopxecTBa (cBagbba, obpesa-
HUMe n T.4.).

not only in Turkic mythology and folklore, but also in
world culture in general.

Combinations of white with other colours are of no
small importance in Kazakh culture. For example, the
white and red pattern of woven baskur ribbons was
considered magical and meant «majestic life force».
White in combination with other colours had the
magical function of a talisman, which was reflected in
the women's headgear, the kimeshek. Young women
wore a more colourful combination of red, green and
other colours on a white background. Older women
decorated their kimeshek with a combination of
white and pastel, softer tones. It is believed that in
the first case the bright decoration symbolised youth,
fertility, etc., and in the second a quiet fading, a kind
of humility before inevitable old age.

Equally popular among Central Asian peoples was
the combination of white and blue, which can be
found in architecture (the combination is used on
facade panels) and in ceramics. For example, a
bowl with white and blue colouring was called «toi
legen/lyagan»,» which was specially ordered from
artisans for traditional family celebrations (weddings,
circumcisions, etc.).

YepHbI LBET NO MnpaBy BXOAWT B TPOWKY Hanbo-
fNlee CUMBOAMYECKM pPa3HOODOpasHbIX 3HaueHUl B
MUPOBOW Ky/nbType. B apeBHenHaunckon mudono-
TMW COOTBETCTBYET MOHATUIO «TaMac» — COCTOSHWE
CA@BNEHHOCTW U YrHETEHHOCTY; B Byaan3me — Mpak
HeBeXecTBa, a B KOHPYLMAHCTBE C HUM CBA3bIBatOT
MYZJPOCTb 1 3HaHMA.

3HaKOBO-CEMAHTUUECKOE  COAEPXKAHWE  YepHOro
LiBeTa B THOPKCKOW KyJbType TakXe XapakTepusyet-
€S BbIPA>KEHWEM MHOFOUYUCEHHBIX PAa3HOOBPA3HBIX,
NopoK, MNOAAPHbIX CMbicA0oB. CAOBO «YepHbIN» B
TIOPKCKON KynbType UMeeT bosee ABajuath nepe-
HOCHbIX 3HaueHUn. C OAHOWN CTOPOHbI, KaK LiBETOBOM
NHAMKATOP MOA3EeMHOro Mupa — LapcTBa Jpavka —
CUMBOJ Tpaypa, CTpajaHus, 3M10BELLErO U WCMOJb-
30BasICA KakK MpeyBeNnYeHne MI0X0ro, HeraTMBHOrO.
Hanpumep, kapa 6ac — ognHokunIA; Kapaber, xy3ika-
pa — 6eccoBecTHblll, HecyecTHbIW; Kapa KeHin -
CKOpOb M T.N. ¥ Ka3axoB CyLLeCTByeT Obblvali B AeHb
CMEepPTW 3HaTHOTO YesoBeKa BO3ABUraTb «kapa Ty» —
TpaypHOe 3HaM$i, KOTOPOe CHUMAETCS C OKOHUYaHUEM
rOZOBOM TPU3HbI.

UYepHbl LBeT 0603Hauan «ApPEeBHUI», <MOTYUUiA»,
«CUIbHbIV», «BONBLWION», «rNaBHbIM» U T.4. Hanpu-
Mep, «Kapa LiaHblpak» (CBATON WAN POAUTENbCKUI
AOM), «Kapa KasaH» (CBSLLEHHbIV o4ar), «kapa >Xep»
(cBsiLleHHas 3ems) 1 Ap. OH MoxeT o603HayaTb no-
HATUE «rNyboKMi» (HampuMep, «Kapa cy»). B atom
CMbIC/IEe MY3bIKa/IbHbIA XaHpP «Kapa e/eH» COOTHO-
CUTCA C BbIPaXXEHUEM «XKMBYYasi, UCKOHHAs, HEMOA-
BJIacTHasi BpEMEHW»,

Black is the counterpart of white. It is rightly one
of the three most symbolic colours. But it has
different meanings in world culture. In ancient Indian
mythology, this colour corresponds to tamas, a state
of depression and oppression; in Buddhism, to the
darkness of ignorance; and in Confucianism, black is
associated with wisdom and knowledge.

The semantic meaning of black in Turkic culture is
also characterised by numerous shades of diverse,
sometimes polarised meanings. The word «black»
has more than twenty figurative meanings in Turkic
culture. On the one hand, it is a symbol of sorrow,
suffering, calamity, and is used as an exaggeration
of the bad, negative. For example: qara bas — lonely;
garabet, zhiiziqara — shameless, dishonourable; gara
konil — grief, etc. In general, it is a colour indicator
of the underworld — the realm of Erlik. Kazakhs have
a custom to put up gara tu — a mourning banner —
on the anniversary of a nobleman’s death, which is
removed at the funeral feast at the end of the year.

On the other hand, black denoted «old», «powerful»,
«strong», «great», «chief», etc. For example, gara
shanyraq (sacred or parental house), gara gazan
(sacred hearth), gara zher (sacred land), etc.
Moreover, in relation to water, black can denote the
concept of «depth» (for example, «gara su»). In this
sense, the musical genre «qara 6len» correlates with
the expression «alive, original, timeless».

The word «gara» refers to the north side, the land of
the dead, and is also used to refer to the ancient, the
powerful, the living, and so on.
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«Kapa» €e3i CONTYCTIK >XakneH, efifep MeKeHiMeH
6alinaHbICTbIPbIIagbl, COHbIMEH KaTap eXenri, KyLuTi,
karcap T. 6. MafblHanapblHAA KOAAaHbINAAbI.

Kapa cemaHTMKacblH KapacTblpa OTbIPbIM, XajblK
©HepIiHiH, WblfapMaLlblIblK ©HIMi — CbipMakTa (Kuni3-
JEeH >acanfaH Kifnem) alikblH KOpiHEeTIH aK neH Ka-
paHblH, (HeMece Kapa MeH aKTblH) KepKeMAiK Ka-
pamMa-KapCbUIbIKTbIH Ta3a Ky/AbTTiK MaHIH antnan
keTyre 6onmangbl. Kinem >asbIKTblFbiHAaFbl Byn Ka-
pamMa-Kapcbl eKi TYCTi WeLiM eMipAiH, 3BONFOLMACHIH,
KYH MEH TYHHIH aybICyblH, Ka3aKTblH ©3IHAIK «MHb-
AH» — ep MeH aliengiH bipnecyiH beliHenes,.

CoHbIMeH KaTap, «Ke3JiH, afbl MeH KapacblHAan kepy,
Kopfay» AereH Oenrifi TipKec «ke34iH, KapallublfblH-
faln kagipney» AereH MafblHafa KO/AAaHblnagbl, an
«KO3AiH afbl MeH KapacblHAal» AereH «aca Kbimbar,
6afa XeTnec, KanTanaHbac» MafblHaCbIHAA Aen TYCiH-
aipinegi.

Xannbl anfaHga, by TyCcTepaiH KapaMa-KanLblibIfFbl
ASCTYpAI TypAe KapaMa-kapcbl TyafanapibliH, ekinik
KapCbIbIFbIH, SFHU  KapblK MeH KapaHFblAbIKTbIH,
KaKCbUIbIK MEH >XaMaHAbIKTbIH, Kalfbl MeH Kya-
HbILWTbIH XaHe T. 6. awagbl:

Kbl3blN
KPACHbIW
KYZYL / RED
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KazakTapablH, A9CTypAi 60sYbIHbIH, Kneni nepapxmsa-
CblHAQA «Kbl3blJ1» 63 OPHbIH anagbl. On ceMaHTMKanbIK
XKafblHAH KYHMEH >X9He OHbIH, TYbIHAbICbl — OTMeH
6alinaHbICTbl, Xanblk MaZeHWNeTi MeH GOAbKAOPbIHAA
«Kac, XaHa TyfaH» JereH MafblHaZa XWi KOAAaHbl-
napbl. CoHAbIKTaH OHTYCTIK eHipaepae anensepai
TOW Kewneri (kaM30/bl) Kbi3blA MaTagaH Tiriain, KyHai
GeliHeNenTiH eciMAiK rynepHeKTepiMeH aLlleKenneH-
reH. Kbi3bla TyC exxengeH Typkinepae kywTi tymap 6o-
NbIN caHanAbl XaHe BWAiKTIH, repanbaunkanblk, 6enrici
peTiHAe apekeT eTe anjbl.

Byn Tyc kasakTapablH 6acka Aa oTbacblibIK, Fypbin-
TapblHAa Ke3gecesi. Mbicanbl, AacTyp H6oMbiHWa Tyle
>aHa TyfaH yure kbi3blil KeHen (kanay) H6arnaHfaH.
OMipAai, OHTYCTIK / OHTYCTIK XaKTbl BiNAipeTiH «Kbl-
3bl1» JlekceMacbl 6ap TOMOHUMAEPAI 3epaeney
apKbl/bl KbI3bIKTbl MaiMeTTep anyfa 6onagbl. Mbica-
Nbl, KbI3bIATENE — OHTYCTIK TObE, KbI3blNTaF — OHTYCTIK
Tay xaHe T. 6. Xannbl, KasakTap apacbiHAA KbI3bla
TYC — eMipgai pactanTbiH Tyc. JacTypAi TyKTi Kinem-
JAEPAiH, HEri3ri peHKTepi Kbi3blAAaH Kbi3bl1 KYpeHre
AEeViHri anyaH Typai peHkTep 60sbIn Tabbliagbl, byn
OpTa anemai, aFHW Tipinep aneMiH HblaHAbIK Typ-
ae 6enrinenai. Kpi3bln TyCTiH MaHbI3AbIbIFbl TYP-
Ki-MOHFO XanblKTapblHbIH, HalpakTapbiH He3eHaipy-
Je fe KepiHeai.

Typki MaAeHMeTIHAE KbI3bl1 TYC TYbICTbIK, ypnakTap
cabakTacTbIfbl, KyLI-KyaT, Xirep, kahapmaHapik Mi-
He3, calibin KeAreHAe, KyaHbliL, XXeHiCTiH, kepiHici 60-
nbin Tabbliagbl. KentereH Typki xanblKTapbl 3NOCTbIK,
aHbI3gapaa 6aTbipbIKTbl OCbl TYCNEH KepCeTes,.
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CeMaHTVKa YepHOro B Ky/NbTOBOM 3HaueHWW XyAo-
>KECTBEHHOW OMMNO3NUUKN 4YepHo-6enoro (Man bGe-
JIO-UepHOro) SPKO MPOSIBAAETCA B «CblpMake» (Mo-
CTUIOYHbIV BOWNOYHBIN KOBEP). DTO KOHTpACTHOe
ABYXLBETHOE pelleHne MAOCKOCTM KOBpPa CUMBON-
31POBaJ0 3BOJIFOLMIO XXN3HW, CMEHY HS U HOUMU, CBO-
€06pa3HOoe Ka3axcKoe «MHb-AHb» — COK3 MYXCKOTO U
XeHcKoro. PaBHO3HaYHOCTb Hebix Y30pOB Ha TeM-
HOM (OHE MOXET paccMaTpmMBaTbCA KakK AyalbHOCTb
MUpa, PaBHOLLEHHOCTb XOPOLLEro U NJAOXOro U T.M.

M3BecTHOe BbipaXkeHWe «Ke3JiH afbl MEH KapacblH-
fal Kkepy, Kopfay» ynoTpebiseTcs B 3HaUeHUn «be-
peub KaK 3eHULY OKa», a «Ke3JiH, afbl MEH KapachiH-
fan» (B BykBanbHOM CMbICie «Kak H6enok n 3padok
rnas») — «A0POron, 6ecLeHHbIN, eANHCTBEHHBbI».

MpoTnBOMOCTaBiEHNE 3TVX LBETOB TPaAWLMOHHO
3KCMOHMPYET BWHApPHYIO OMMO3ULMIO MPOTUBOMO-
JIOXHBIX CYLHOCTEN: CBET U TbMa, 06PO 1 3710, Nne-
Yanb M PagocTb 1 T.M.

When considering the semantics of black, one cannot
ignore the religious significance of the artistic contrast
of black and white (or white and black), which is clearly
evident in a creative product of folk art — the syrmak
(felt rug). This contrasting two-colour solution of the
carpet surface symbolises the evolution of life, the
alternation of day and night, a kind of Kazakh «yin-
yang» — the union of the male and female.

The symbolic combination of white and black can be
used in Kazakh culture as a colour-semiotic expression
of the ambivalence of certain things, phenomena and
so on. The connection of white and black or (black
and white) has been artistically expressed in Kazakh
felt syrmaq, where the equivalence of white patterns
on a dark background can be seen as the duality of
the world, the equivalence of good and evil in life,
etc.

Moreover, the well-known expression «kdzdin agy
men garasyndai koru, gordau» means «to cherish
like the apple of one's eye» and «kdzdin agy men
garasyndai» (literally, «like the whites and pupils
of the eyes») is understood as «the most precious,
priceless, the only».

In general, the juxtaposition of these colours
traditionally shows a binary opposition of opposite
entities: light and darkness, good and evil, sadness
and joy, etc.

B cakpanbHOW nepapxmm TPagnLIMOHHON KONIOPUCTA-
KM Ka3axOB 3aHMMaeT CBOE MEeCTO «KbI3bla» (Kpac-
HbIN). OH, CEMaHTUYECKM CBSA3AHHbIN C CONIHLIEM U €ro
MPOW3BOAHbIM — OFHEM, UCMOJIb30BaJICs Yallle BCEero
B 3HAYEHWWN <HOHBIN, HOBOPOXAEHHbIN». [Mo3ToMy B
FOXKHbIX PermoHax XXeHCKUA cBafebHbIN KOCTIOM (Ya-
MaH) LWWACA U3 CyKHa KPacHOro LiBeTa M OpHaMeH-
TUPOBAJICA PACTUTENbHLIMWA PO3ETKaMK, CUMBOJN-
3UpyroWmMMK conHLe. KpacHbIM nsgaBHa cumtancs y
TIOPKOB CWJ/IbHbIM 06eperoM v MOr BbICTyMNaTb Kak
repanbAvYecKuii 3HaK BRacTu.

JTOT uBeT UrypupyeTt U B CEMENHON 0BpPAAHOCTM
Ka3axoB. Hanpumep, cornacHo obblyato, K >KUAuLLY,
rfe TONbKO UTO poanacsa BEPOAOXXOHOK, NPUBA3bIBa-
JIN KpacHoe MoAoTHO (¢dnar). TOMOHUMbI C NEKCEMOW
«Kbl3blJ1» 0603HAUAIOT XXM3Hb U FOT/HOXKHYHO CTOPOHY.
Hanpumep, Kbi3blaTene — FXXHbINA XOAM, Kbi3blaTar —
tOXKHas ropa v 1.4. B uenom, y kasaxoB KpacHbI —
XU3HeyTBepXAatoWwmn uset. OCHOBHOW TOH Tpa-
AVNLMOHHBIX BOPCOBbLIX KOBPOB — MHOroobpasHble
OTTEHKM OT KpacHOro Ao 6opAoBOro, YTo CMMBOJIU-
yeckn MapkumpoBano CpesnHHbBIA MUP, MUP XMBbIX.
3HauMMOCTb KpacHOro nposBaseTcsa U B odopmae-
HWW LWITaHAAPTOB THOPKO-MOHFOJIbCKNX HAPOA0B.

B TIOpKCKOW KynbType KpacHbI — BblpasuTenb poj-
CTBa, CBA3M MOKONEHWI, CUAbI, SHEPTUU, FTEPOUNYECKO-
ro xapakTtepa W, HakoHel, pagocTv, nobegbl. ¥ MHO-
X TFOPKCKMX HAPOAOB B 3MMYECKNX CKasaHWAX 3TUM
LiBETOM BblpaxaeTcs 6aTbIpCTBO.

He meHee nonynspeH 3TOT LBET U B MUPOBOI KyJib-
Type: B Kutae — cMMBOA yaum 1 NpouBeTaHus; y no-
NMHE3NNLEB — CMHOHUM C/I0Ba «BO3/H06/EHHbIN;

«Kyzyl» (red) occupies a place in the sacral hierarchy
of traditional Kazakh colour. Semantically connected
with the sun and its derivative — fire, it is most often
used in folk culture and folklore in the meaning of
«young, newborn». Therefore, in southern regions, a
woman's wedding dress (chapan) was sewn from red
fabric and decorated with plant rosettes symbolising
the sun. Red was long considered a strong talisman
by the Turks and could serve as a heraldic sign of
power.

The colour also appears in other Kazakh family rituals.
For example, it was the custom to tie a red cloth (flag)
to the home where a camel calf had just been born.
Interesting information is obtained by examining
toponyms with the lexeme kyzyl, which means life
and south side. For example: kyzyltepe — southern
hill, kyzyltag — southern mountain, etc. In general, red
is a life-affirming colour among Kazakhs. The basic
tone of traditional knotted carpets includes many
shades of red up to burgundy, symbolically marking
the midland, the world of the living. The importance
of the colour red is also reflected in the design of the
standards of the Turkic Mongolian peoples.

In Turkic culture, red symbolises kinship, generational
relationships, strength, energy, heroism, and
ultimately joy and victory. In the epics of many Turkic
peoples, this colour is an expression of heroism.

This colour is no less popular in world culture: in China
it is a symbol of happiness and prosperity; among
the Polynesians it is synonymous with «beloved»;
among Christians it is the colour of sacrificial blood;
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Bbyn TyC anempik MaseHueTTe Ae TaHbiMan: Kbitan-
Ja CaTTiNIK NeH epKeHAeyAiH HbllaHbl; NOJVHE3N-
ANbIKTapAa «CYRiKTi» CO3iHIH CUHOHWMI; XPWUCTWaH-
fapaa KypbaHablK KaHbIHbIH TyCi; MbICbIpAbIKTapaa
WwanTaH kydalbl CeTneH >aHe AylinaHAblK >XblaaH
AnonneH; XXanoHunasaa Kbi3bla TYC XamnoH XaiKblIHbIH,
apfbl Teri AMaTepacy KysavbiMeH XaHe T. 6. 6anna-
HbICTbl. backa Tyctep cuaKTbl, aneMaik MajeHuneTTe-
ri KbI3blJ TYC OH MOHAEPAEH Tepic MaHAepre AeMiHri
SPTYPAi MafblHanapfa ve 6onybl MymkiH. On arpec-
CuBTI (TO3aK MeH LalTaHHbIH, TYCi) XaHe KepemeT
Vbl (Maxab6at, KyLWTiH, TyCi) 60ybl MYMKIH.

KeK (Kerinaip)
XKACDIN

roNIYBOW, 3ENIEHBIN
3ENIEHbIN

KOK (KOGILDIR) / ZHASYL
BLUE (LIGHT BLUE) / GREEN
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«Kek» kaszak MafeHMeTIHAE KOK/Keringip >XaHe >a-
CblA (allbIK Xacbl) MafblHaNapbiHAA Aa KoAJaHblia-
TbIH MaHbI34bl HblWaHAbIK YfbiMAapAblH, 6ipi. EH an-
AbIMEH, KOK/Kerinaip — MaHrifik acnaH, MaHrinik emip,
6enbiTWiNiK, ThIHbIW >XaH. TypKi-MOHFOA XaNnblKTapbl-
HbIH, apacbliHAa eH, XXofapFbl Kyaan Kek ToHip 6oafaH
AcnaH MeH Kek CMHOHUMZIK KaTapfa TYpFbi3blifaH.
Kek/keringip kackbipnapael benrineyse ae 6ap: kek-
cepek — aTasblk, KeKxXaa — apaaH.

Kabip ycTiHgeri KyanbiTac KypbUIbIMbIHbIH, ASCTYPA
Kasaklla aTaybl «KeK Tac», 6y OHbl ACMaHMeH, AFHU
OpyakTapablH MekeHi MaHrinik acnaHMeH 6annaHbl-
cTbipagpbl. CoHgan-ak, Kek/ Keringip cyAblH HblwaHbl
(KaliTa XaHFblpy CHbILLAHBI).

XKannbl, «kek» TEPMUHIMEH Ka3aKTap «KeKTeH Ken-
FeHHiH» OapiH bGenrinerTiH. ONTKEHi, >Xacbln TyC
ASCTYPAI TYpAe TabuFaTTbIH OSIHYbIMEH, XXaHa eMipaiH,
AyHwere kenyiMeH balinaHblcTbl. JJemek, «kekManca»,
«KOK LWemn» XaHe T. 6. yFbIMbl ©MiIPMEH, XXaHapyMeH,
KeKTEMMEH BalNaHbICTbl: «KOKTEY» — KOKTeMTi >aW-
nay, «KekTem» «kecereci kerepy» — bakbITTbl 601y/
6epekeni 6oy >aHe T. 6.

Tyc KOMBUHauusnapbiHa KeneTiH boscak, keK / Ke-
FiNAip XoHe capbl TYCTEPAiH, YANeCiMi HbllaHAbIK, 60-
nbin Tabblnagbl, on AcnaH mMeH XepgiH, fafHu TaHip
MeH ¥YMaiablH ofafbl peTiHae TyCiHaipinesi. Typkinep
MeH MOHfoNZap osapabl 6ip-bipiHe kapama-kKapchbl
XaTblp Xa9He ©e3apa HekesnepiHeH >epaeri 6apAbik,
Hapce AyHUWere KeareH fen CeHrex.

«Kek» ce3i Tepic MaFblHaza, AFHW KacMeTTi acblpa Cif-
TeyAe Ae KOAAaHbIYbl MYMKIH: «KOK XanKay», «Kek
MbIIXKbIH» YXaHe T. 6.

CoHpali-ak TypKinepaiH ce3gik KopblHAa Kasaklua
«Kacbln» BonbIN e3repreH «maLibia» yFbiMbl 6ap. On
OCYAiH, YIfatoAblH, ©CipYAiH, OpKeHAeYyaiH HblllaHbl,
an TypKi MaAeHMeETIHAe Wcnamfiafbl >Xymak bOafbl-
HbIH, XacTblK MeH MOJILbIALIKTbIH, HbllWaHbl 60bIMN
Tabbinagbl. Keringip >aHe >acbln Tyctep kebiHece
KecTe Tiryae, Knim b6eseHgipyae >kaHe TokblaFaH byii-
bIMAapaa KosajaHblnaabl. XXannbl, Kasaktap >actap-
AblH, KMiMiHAe 6acbiM 60MaTbIH Xacbll XXJHE KbI3bl
TYCTEPAI >KacTbiKNeH 6alnaHbICTbipagbl.

Kek/keringip anem MajeHWeTIHAE MaHbI3abl pen
atkapagbl: Eyponaga 6yn agangblk neH Kynu-
ANBINBIKTBIH, TyCi 6osbIn Tabblnagbl, an dpaHuy3Lwa
«un sang-bleu» (keringip kaH) ce3 Tipkeci akcyi-
eKTepre KaTbiCTbl Ko/AaHblnagbl. KeHe 3amaHza
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Yy XPWUCTMaH — LIBET >XXEPTBEHHOM KPOBW; y €rvnTsiH
CBA3aH C AbsIBONbCKMM 6orom CeToM 1 BpaxKaebHbIM
3meemM Anonowm; B ANOHMM KpacHbI cBsizaH ¢ 6oru-
Hel AmaTtepacy — MpapoAuTeNbHULEN AMOHCKOro
Hapoza v T.4. Kak u agpyrve LBeTa, KpacHbI B MU-
POBOW Ky/JbType MOl UMETb pas/iuHble 3HaYeHus,
BapbUPYOLWMECs OT MOJOXUTENILHOTO A0 OTpuUua-
TesibHbIX. OH MOXeT ObITb arpeccuBHbLIM (LBET aja v
AbSIBOJIA) M BENNUYECTBEHHbIM (LBET Nt06BU, BAACTH).

among the Egyptians it is associated with the devil-
god Seth and the enemy serpent Apop; in Japan
red is associated with the goddess Amaterasu - the
ancestress of the Japanese people, etc. Like other
colours, red can have different meanings in world
culture, ranging from positive to negative. It can
be aggressive (the colour of hell and the devil) and
majestic (the colour of love, power).

«Kek» B Ka3axckol KynbType — OfHO M3 BaXKHENLIUX
CUMBOJINYECKUX MOHATUIN, KOTOPbIM O3HaUMBAIOT CU-
HW/ronyboi 1 3eneHblin (cBeTno3eneHbll). CuHWin/
ronybon — BeuHoe Hebo, BeUHasA XM3Hb, MUP, CMO-
KOWHasn Aywa. Y THOPKO-MOHTIONbCKUX HAPOAOB B CU-
HOHMMUYECKMI psag Bo3BoAATCA Hebo n CuHb (Kek),
KOTOpOe ABAANOCH BblcoYalmm 6HoxectBoM Kek
TaHip. CnHuin/ronyboli npucyTcTByeT U B 0603Haye-
HWMW BOJIKOB (TOTEM THOPKOB): KOKCEpEK — camell, Kek-
Xan — MaTepbIin.

TpaAvLUMOHHOE Ka3axcKoe Ha3BaHWe Hajrop6Horo
COOPY>KEHMA 3BYUUT «KOK Tac» (BykB. ronybon ka-
MeHb), YTO COTHOCUT ero ¢ Hebom, BeuHbim HeboM —
obuTenbto apyaxoB. TakxXke CUHWIA/rony6ol — cuM-
BOJ BOAbI (BO3POXAEHUSA).

CnoBoM «kek» Kasaxu obo3Hayanm Bce, UTO HblLIO
«fapoBaHO HebecaMu». 3e/1eHbIN LiBET TPaANLNOHHO
accoummpyeTcs ¢ Npoby>XAeHVEeM NPUPOAbI, POXAe-
HMEM HOBOW XW3HU: «KeKmalca» — MOJoas TPaga,
«KOK LWern» — 3efeHas TpaBa W T.4. LiBeT 3TOT cum-
BOJIN3NPYET XMN3Hb, OOHOBJIEHNE, BECHY: «KOKTEY» —
BECEHHee nacTouLLe/3a3e1eHeTb, «<KOKTEM» — BECHA,
«Kecereci kerepy» — ObITb CYaCTAUBbLIM/ObITb B A0-
cTaTke U T.4.

CMMBOANYHO couYeTaHWe CUHero/ronyboro un >xen-
TOro, 03HavatoLwmi cotos Heba n 3emam - TeHrpu n
YMal, pacnaoXeHHbIX IMLLOM ApYr K Apyry, 6pak Ko-
TOPbIX MOPOAWA BCE 3EMHOE.

CNnoBO «KeK» MOXEeT yrnoTpebasTbCcid U C Heratme-
HOW KOHHOTaUMeN B MpeyBeeYeHnn CBOMCTB: «KOK
Xankay» — HaCTOALLMA NEHTAN, «KOK MbUIXKbIH» —
6oNTyH/MycTOMENs u ap.

Takke B cnoBapHOM 3anace TIOPKOB €CTb M MOHA-
TVe «Walbln», TpaHCGOPMMpPOBaBLUEeCA B Kas3ax-
CKOE «Kacbl» (3e1eHblil) — CUMBOJ POCTa, yBennye-
HVA, BblpallvBaHWA, BO3pacTaHnA, a B OH ABAsAETCA
CMMBOJIOM PaiickUX CafoB, MONOAOCTU N U306MnA
B ncname. onybow 1 3eneHbl 4acTo UCNonb3yeTcs
B BbILUMBKE, JEeKOpe OAeXAbl, Ha TKaHbIX U3Aeausax.
B uesom, kaszaxu € MONIOAOCTbIO acCoOLMUMPYHOT 3e-
NleHbIA N KpacHble LiBeTa, KOTopble MpeBaavpytoT B
oAexze MONOAbIX.

CvHWIA/ronybor nrpaet BaxKHyt poJib U B MUPOBOM
KynbType: B EBpone oH LBET BEPHOCTM M TaUHCTBEH-
HOCTW, a MOHATUE «roNyHas KPOBb» XapaKTEPM30BaIO
apuCcToKpaTuio. B cTapuHy y NoAsiKOB NPakTUKOBasICS
ob6blyali oKpalluMBaHWUA B CMHUI LBET AOM byayuiel

«Kok» is one of the most important symbolic terms
in Kazakh culture, also used for dark blue/blue and
green (light green). Primarily, blue/blue means
eternal sky, eternal life, peace, peaceful soul. Among
Turkic Mongolian peoples, sky and blue sky (kdk), the
supreme deity Kok Tanir, belong to a synonymous
series. Blue/dark blue is also found in the name of
wolves: kdkserek — male, kdkzhal — adult.

The traditional Kazakh name for the hill structure is
«kok tas» (literally: blue stone), which associates it
with the sky, the Eternal Heaven — the abode of the
Aruahs. Blue is also the symbol of water (the symbol
of rebirth).

In general, the Kazakhs used the term «kok» for
everything «given by heaven». Finally, green is
traditionally associated with the awakening of nature
and the birth of new life. Hence «kdkmaisa» —young
grass, «kok shop» — green grass, etc., i.e. the term
is associated with life, renewal, spring: «kokteu» —
spring meadow/becoming green, «kdktem» — spring,
«kosegesi kdgeru» — being happy/being happy, etc.

As for the colour combinations, the combination of
dark blue/blue and yellow is symbolic, understood as
the union of heaven and earth — Tengri and Umay. The
Turks and Mongols believed that they were opposite
each other and that everything earthly came from
their union.

The word «kdk» can also be used in a negative sense,
as an exaggeration of qualities: «kdk zhalgau» —a real
slacker, «kék mylzhyn» — leaky vessel, etc.

Also in the vocabulary of Turks there is the term
«yashyl», which was transformed into the Kazakh
«zhasyl» (green). It is a symbol of growth, increase,
cultivation, multiplication, and in Turkic culture it is a
symbol of paradise gardens, youth and abundance in
Islam. Blue and green are often used in embroidery,
clothing decorations, and on woven fabrics. In general,
Kazakhs associate green and red colours with youth,
which are prevalent in young people’s clothing.

Blue also plays an important role in world culture: in
Europe it is the colour of fidelity and mystery, and
the concept "blue blood” is used for nobility. Among
the Poles, there used to be a custom of painting the
bride’s house blue; blue is a sacred colour reflected
in the clothing of the Tuareg, some inhabitants of
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nossktap 6onawak, KanblHAbIKTbIH YWiH KOK Tycke
605y ASCTYPiH KonjaHabl; Kek — CaxapaHblH, Kenbip
TypPFblHAAPbI TyaperTepaiH KMiMiHAe KepiHeTiH Kacu-
eTTi TYC; KbiTall eHepiHAe KoK 6eT pyxTap MeH apy-
aKTapfa XaHe T. 6. Tnecini.

CAPbDI
ANTbIH

XENTbIN
30/10TOMU

SARY / YELLOW
ALTYN / GOLD

KacuetTi Tyctep nepapxmsacbiHafbl Keneci Tyc capbl,
O/1 fja NoIMCEMaHTUKaNbIK cMnaTka ue. bip xafbiHaH
on KyHai, Ko3fanbiCTbl, KeHicTikTI 6ingipesi. ExiHwi
KafblHaH, CafblHbIL, KaWfbl-MyH, y3akK, KyTy AereHai
6ingipesi: capbl yalibiM, capbl Kaitfbl XaHe, T. 6. Co-
HbIMEH KaTap, Kasak TiliHAe >XafblMAbl MafblHana-
pbl ga 6ap: cabbip Ty6i — capbl anTbiH, O6yn Whigam-
AbINbIK — anTblH gereHai 6ingipesi.

Capbl Tyc OHTYCTiK KazakcTaHHbIH Kepamuka eHepiH-
fe benceHai Typae KepiHeai, apXeonornsnblk 3ept-
Teynep «capbl TYCTi Kepamuka» Aen aTanaTbiH Oyi-
bIMAAPAbIH, epeklue TaHbiMan 6oafaHblH KepCeTTi.
3epTTeyLinep capbl (MMMOH capbl) TyCTiH, 6acbiMm 60-
NyblH COMbUIbIK A3CTYPMEH BalinaHblCTbipabl: capbl
(KYHHIH, OTTbIH TYCi) pyXaHW XOAAbIH, (TapunKaT) eKiH-
LU caTbICbIHbIH, TYCi 60/bIN CaHanAbl, COHbIMEH KaTap
Ha3iK cybcTaHums — pyxTap aaemi, «KyaanabiH 4oCbl»
(yann) agam TypiMeH HannaHbicTbl. Kanan 6onfaHaa
43, MyCbIMaH MaAEHUETIHAErI capbl TYC PYXMeH, py-
XaHu xonmeH, ManFambapmeH xaHe T. 6. 6arnaHbl-
CTbl ©T€ MaHbI3Abl HbILLAHAbIK KbI3MEeT aTkapagbl. by
peTTe TypKi 3THOCTapbIHbIH, (OHbIH, iWiHAE Ka3akTap)
eKiNAepiHiH apacbiHaa capbl TYC (@NTbIH TYC) €H, XKOFa-
pbl KYHABIABIKTLI, 6apablk 6actaynapabiH, 6actaybiH,
KyZalablK HblWaHAbl XaHe T. 6. 6ingipeTiHiH anTnan
KeTyre 6oaMangabl.

Kasak mapeHueTiHAe «capbl» 6enweri 6ap Tono-
Humaep eTe ken: «Capbl gana», «Capbl-apka» XaHe
T. 6. Kelbip 3epTTeywwinep onapabl «kypfak, Hemece
necis pana» aen TycCiHaipce, backanapbl KeH, YIKEH,
30p MafblHaZa KoadaHbliFaH gen ecentenai. byn pet-
Te «Capblapka» TOMOHUMI COATYCTIK XaKkTbl 6ingipce
kepek. Typki MaAeHMeTIHAEe COANTYCTIKTIH TYyCiH 6in-
AIpeTiH apTyp/i aHblKTaManap 6ap — on Kkapa Hemece
capbl 60ybl MyMKiH. Capbl XX8He anTblH KYHHiH, Npo-
eKLMACbl peTiHAe capblfa XakblH 60/bIN KepiHeai.
ANTBIH  CaK TOPEBTMKACbIHAAFbLI  LUblfapMalLLbLbIK
3KCMEePUMEHTTIH, Herisri Matepuansl 6onfaHbl ben-
rini. Typki MaieHMETIHAE anTblH — MAHTIAIK, OLUNECTIK,
BepPIKTIK XoHe akMKaT yfbiMAapbIMeH, COHAal-ak, 6un-
NeyLwlinepmMeH, Xofapfbl 3iMTameH H6alrnaHbICTbl aM-
6eban fapbIWThIK HblWwaH. [lan ocbl anTbiH KecTeney
OHepi Kasak, TekTiNepiHiH — XaHZapablH, OunepaiH,
CYNTaHAaPAbIH XaHe T. 6. KMiMAEpIHiH, Heri3ri awe-
KelnepiHiH, 6ipi bonfaH.

«ANTbIH» CO3IHIH CEMaHTMKaChl >XXbINTbIpay >XaHe
KapKblpay TyCiHiriMeH 6ainaHbICTbl: anTblH TamMbIp.
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HEeBeCTbl; CUHWUIN — cakpasbHbIA LBET, OTPaXXeHHbIN
B OJeXJe Tyaperos, HEKOTOpPbIX >XuTenein Caxapsbl;
B KMTANCKOM WCKYCCTBE CMHMM OKpalLMBanoCh AnLa
[yXOB, NPU3PAKOB N APYTUX XUMEP.

the Sahara; in Chinese art, the blue face belongs to
ghosts and spirits, and much more.

K cakpasbHbIM OTHOCAT W LBET «Capbl» — XEeNTbl,
OT/INYAKOLLINICA CBOEM NoAnceMaHTUUHOCTbrO. OH
0603Hayan ConHLe, ABUXKEHWE, MPOCTOP, a B 4PYroM
C/lyyae yCUAMBAN HEraTUBHbIA CMbICA FOpPs, TOCKM,
neyanu — capbl yaWblM, capbl Kalifbl U T.4. Nonoxu-
Te/sibHas KOHHOTaLMA B acCOLMATMBHOW CBA3M C 30-
JIOTOM Kak LLeHHOCTbHO: «Cabblp TybHi — capbl anTbiH»,
UTO O3HAYaeT «TepreHne — 3010TO».

XKenTbld LBET aKTMBHO MCMNO/A30BaACsa B Kepamuye-
ckoM wnckycctBe HOxHoro KasaxctaHa, rae apxeo-
Jlornyeckne MCCiefoBaHWA nokasanu, 4to ocobow
MONy/AAPHOCTLIO MOJb30Basacb TaK Ha3bliBaemas
«KentodoHHaa kepamuka». [JOMUHMpPOBaHME >Xe-
TOro (IMMOHHO-XENTOro) KONOpUTa CBA3bIBAETCA C
cyuIACKOM TpaamLment: XenTblli (LBET COAHLIA, OTHA)
CUMTaNCs LBETOM BTOPOM CTafun AyXOBHOMO MyTM
(Tapukar), a Tak>Xe acCoLMMpPYeTCa C TOHKOM CybCTaH-
unen — MmpoMm ayxa (pyx), «apyrom bora» (Bann) —
yenoeyeckuii M. XXenTbii LBET B MYCy/IbMaHCKOM
Ky/IbType HeCeT BaXKHYH CUMBOJIMYECKYHD PYHKLMIO,
CBA3AHHYIO C AYXOM, AyXOBHbIM NyTeM, [1popoKoM U
T.4. XenTbli UBeT (UBET 30/10Ta) Y NpeacTaBuUTeNEi
TFHOPKCKMX 3THOCOB O3Ha4yas BbICLUYHO LEHHOCTb, Ha-
Yaso BCeX Hayasl, CMMBOA HOXKeCTBEHHOCTU U Ap.

Yacto BCTpeyaemMble Ka3axckve TOMOHMMbI CO CNO-
BOM «capbl»: «Capsbl gana», «Capbl-Apka» v T.4. He-
KOTOpble MCC/eLOBaTENIM TPAKTYHOT KakK «CyXas Wiu
Heoby3saHHas cTenb», APYyrme CUNTaroT, UTO UX yro-
TPEe6AAAN B 3HAUEHUMN LUIMPOKMK, HBONLLLON, OFPOM-
Hbl. TonoHuM «Capbl-Apka» Mor obo3HauaTb ce-
BEPHY CTOPOHY. B THOpKCKMX si3blkax BCTpeYaroTcs
paznyHble gedrHULNY, 0BO3HaUaloLMe LiBET CEBe-
pa — UM MOXET ObITb N YUEPHbIW, N XXENTHIN.

Capbl U anTblH (30/10TON) GAM3KOPOACTBEHHbI Kak
MpPoeKLMN 3Haka COMHLA. 30/10TO CTafo OCHOBHbIM
MaTepuanoM B CakCKOW TOpeBTUKe. B Tropkckomn
KyNbType 30/0TO — YHWBEPCAJbHbIN KOCMUYECKNI
CUMBOJI, CBSI3aHHbIA C MOHATUAMW BEYHOCTW, HET-
JIEHHOCTW, MPOYHOCTU U UCTUHHOCTU. 30/10TOM Obin
B MpuvopuTeTe npaBuTenei, BEPXOBHOW 3auTbl. Wc-
KYCCTBO 30/I0TOFO LUMTbA OblNO OAHWUM W3 TNaBHbIX
LEKOPOB OAexabl Ka3axCKoW 3HaTM — XaHoB, Oues,
CyNTaHOB U Ap.

C npeacTaBaeHvemM o 6aecke U CUSHUKU CBsA3aHa ce-
MaHTMKa C0Ba «30JI0TOW»: aNTbliH TaMblp — 30/10TOW
KOPEHb.

The next in the hierarchy of sacred colours is yellow —
sary, which is also polysemantic. On the one hand,
it stands for the sun, movement and vastness. On
the other hand, it stands for melancholy, sadness
and long waiting: sary uaiym, sary qaygy, etc. At the
same time in Kazakh language there are also positive
connotations: “sabyr tiibi — sary altyn”, which means
patience — gold.

The yellow colour is actively expressed in the ceramic
art of South Kazakhstan, where archaeological
research has shown that the so-called «yellow-
pink pottery» was particularly popular. Researchers
connect the predominance of yellow (lemon yellow)
colour with the Sufi tradition: yellow (colour of the
sun, fire) was considered the colour of the second
stage of the spiritual path (tarikat) and was associated
with the subtle substance — the world of the spirit
(rukh), the «friend of God» (wali) — the human type. Be
that as it may, the colour yellow has a very important
symbolic function in Muslim culture in connection
with the spirit, the spiritual path, the prophet, etc.
At the same time, it is impossible not to mention
that yellow (the colour of gold) among Turkic ethnic
groups (including Kazakhs) meant the highest value,
the beginning of all beginnings, a symbol of divinity,
etc.

In Kazakh culture there are many toponyms with
the division «sary»: «Sary dala», «Sary arqa», etc.
Some researchers interpret them as «dry or untamed
steppe», others believe that they were used for far,
big and huge. Thus, the toponym Sary-Arga most
likely referred to the northern side. In the Turkic
culture, there are different definitions for the colour
of the north — it can be both black and yellow.

Closely related to sary is gold (altyn) as a projection
of the sun. As it is known, gold became the basic
material for creative experiments in sak toreutics.
In Turkic culture, gold is a universal cosmic symbol
associated with ideas of eternity, immortality,
permanence, and truth, as well as with rulers and the
supreme elite. The art of gold embroidery was one
of the most important garments of Kazakh nobles —
khans, biis, sultans and others.

The idea of splendour and radiance is connected
with the semantics of the word «gold»: altyn tamyr —
golden root.
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KOHbIP
KOPUYHEBbIN
QONYR / BROWN

«KOHbIp» €3I Tek TyCc aTtaybIMeH LueKTeAMenai;
OHbIH, KOHHOTaLMANaPbl Xablk OMipiHiH KenTereH
acnekTinepiH 6epegi. Tyc peTiHAe TbIHBIWTBLIKTbIH,
KbINbUIBIKTbIH, Kayinci3aikTiH, an Typmbicta balican-
AbUIbIKTbIH, CbINalblAbIKTbIH,  6enrici. KongaH6anbl
eHepAe KOHbIP TYC ACTypAi afal Xuha3gbiH Tabufm
TycCi 60/1bIN Tabblnagbl, 01 yakbIT ©Te Kesle ThIHbILWTbIK,
TYpaKTbl Ky ce3iMiH bepegi.

CoHbIMeH KaTap, alblk KOHbIP TyC Ca3AablH, Tabufn
TyCi 6onbin Tabblnagbl, 0N Ka3ak, KbilWlblaapbl apa-
CblHAa KacueTTi MafblHafa me xaHe XepmeH (Kep-A-
Ha) barnaHbICTbl. Byn kuni3 yigi xabyfa KongaHblna-
ThIH XXYHHIH/KMi3aiH Tabufn TyCi.

Tikenelh MafblHagaH 6acka «kKafbiMAbl CapFbill-
KOHbIp Tyc» cabakTac MaHgepre ue, sfFHW OHbIH,
TYCiHAIPMeECi ken MafblHanbl. byn AbI6bICTbIK (4bl-
6bIC, AaybIC), €CTy («eCcTyre >afbIMAbI»), TIKENEN TYCTi
beliHeney xoaHe Kybblnbicka AereH ke3kapac 6oaybl
MYyMKiH. MaMaHaapAblH, NarbiMaayblHLIa, Ka3akK My-
3blKacblHAAFbl «KOHbIP AayblC» — OBEpPTOHFa KaHbIK,
epekile TeMbp. byn Tembp TynHyckafa bapa-6ap Ta-
OUFM ILLEKTi Ka3akK 4OMOblpacbiHa ToH.

ONIeMAIK  M3JEHMETTe KOHbIP TyC KasakTarblgal
>apKbIH KepiHbenai: xpuctnaHapikta O6yn  TOMbI-
paKTbIH, TYCi, Ky3, Kafbl-MyH, Killineninginik neH ke-
AEWVNIKTIH, HblWaHblI.

ANA
NECTPbIN
ALA / MOTTLEY

202

Kazak MageHMeTiHAEr Typ-TyC ceMmoTumKackl bipka-
Tap MafblHa/MbIIbIFbIMEH  epeKLUesieHeTiH  «ana»
(TYpni-TyCTi, anyaH TyCTi) YfbIMbIH Ha3apAaH TbIC
Kanabipyfa 60aManabl. byn KynbTypoHUM TypKi Ma-
AEeHVeTIHAEr eH KbI3bIKTblAapblHbIH, 6ipi 60abin Ta-
6blnagbl. KasakTapaasbl ana TyCc opTanblk AYHWUEH,
GapAblK PEHKTI eMIpAiH: >akCblIblK MeH >XamaH-
AbIKTbI, Bip/iK NMeH kenicneywinikti >xaHe T. 6. 6in-
aipegi. Kenbip capanwsbiiap Typki (kasak) MajeHu-
eTiHAe TepeH CeMaHTMKabIK-HbIWaHAbIK MaHre ue
«ana» yfbIMbl KeHe ToTeMai, Henrini 6ip ana XbliKpl
KyAalMeH XaHe T. 6. 6anaHbICTbl Aen caHanabl.

«Ana» YFbIMbIHbIH, MSHI CanT-A3CTyp M3AEeHUeET as-
CblHAA GapblHWA TOAbIK awblnagbl. bipiHwigeH, 6y
«Tycay Kecy» pacimi, MyHZAafbl 6acTbl aTpnbyT «ana
Xirm». byn ak, Xacbli XaHe Kbi3bla (Keige Kapa-ak)
TYPAI-TyCTi BipHeLLe XYH XINTepiHeH ecinreH ana xin.
KasakTapaa «bipeyaiH, ana xibiH attamal», afHu «xa-
MaH icTepre 6apma» gereHgi 6ingipeTiH Hakbll Ce3
KeH TapanfaH.

KazakTapgbiH aybli3La-noaTnKanbIK LblFap-
MallbUIbIFbIHAA «KOK ana Ty», «ana Ty» Hemece
«ana-wybap Ty» gen atanatblH TYPAI-TYCTi Ty Typa-
Nbl XXUWi atTblnagbl. baskim, MyHAaN TypAi-TyCTi Tynap
KasakTapAblH MUPTIK TyHFbIW aTa-6abackl — Analua
xaHMeH bainaHbicTbl 6onca kepek. byn Tyc emipaiH
afyaH TYCTi KepiHiCi XaHe a/leMHiH Kepkem b6eW-
HeCiHiH Giperenniri MeH e3iHAiK epekLueniriH kepceTy
MOHIMeH cvnaTTanatbliH A3CTYPAI Ka3ak, Kiemi analia
aTayblHa a ceben 6onfaH. «AnaHbIH» Tafbl 6ip Kep-
Kem kepiHici — OpTanblk A3usa ariMafblHAa «ana ryi
Hemece ana 6yn10» fen atanatbiH TYPAI-TYCTi Ke3gen-
CoK, fakTapbl 6ap Kbl bigbicTap. MyHAaW blAbIC-ask



4.5  Tyc cemmoTuKanblk Kog peTiHae
LiBeT kak ceMroTUecKnii Koz,
Color as semiotic code

CNnoBO «KOHbIP» He OrpaHUYMBAETCA paMKaMi LiBe-
TOO603HaUYEHWS; ero KOHHOTaLUK NepeaaroT MHorme
acnekTbl HapOAHOW >W3HW. B 3HaueHun LBeTa -
3HaK TULLMHbI, Ternsa, 6e30nacHoCcTH, a B ObITOBOM —
YPaBHOBELLEHHOCTb, BEXAUBOCTb. B npuknagHom
MCKYCCTBE KOPUUYHEBBIN LIBET — €CTeCTBEHHbIN LBET
TPaAULMOHHOW AepeBAHHOW Mebenn, KOTopbIn OHa
npvobpeTtana co BpeMeHeM, NMpuiaBas OLlyLLieHue
NOKO$, CTabUNIbHOrO COCTOAHMA.

CBeTN0-KOPUUHEBDIV LIBET — €CTECTBEHHbIW LIBET N~
Hbl, ¥ Ka3aXCKMX FrOHYapOB HOCW CaKpasbHOe 3Ha-
yeHue n accoummpoBancs c 3emnen (Kep-AHa). 3ToT
LBET ABAAETCA €CTEeCTBEHHbIM LBETOM LUEpPCTWN/BON-
JIOKa, KOTOPbIM MOKpPbIBaAU LOPTY.

MOMUMO NPAMOrO 3HAYeHUs — «TPUSATHBIA XeNTo-
BaTO-KOPWYHEBBIA LIBET» COAEPXUT COMYTCTBYHO-
WMe CMbICAbI, T.e. ero TONKOBaHME MHOTrO3Ha4yHo.
37O MOryT 6bITb 3BYKOBbIE (3BYK, FO0C), C/YXOBblE
(«NpUATHBIN Ans cayxa»). CneunanncTbl CUNTAROT, UTO
B Ka3axCKOM My3blke «KOHbIP AayblC» — 3TO Creuu-
buryecknin TeMbp, HacblWeHHbIM obepToHaMu. Takowm
TeMb6p MpucyLy, ayTEHTUYHOW Ka3axCKoW aombpe c
HaTypaJbHbIMW CTPYHaMW.

B MMpoBOW KynbType KOPUYHEBLIM LIBET HE MPOSB-
NAETCA CTOIbKO SPKO Kak B Ka3axCKOW: B XPUCTUAH-
CTBE — 3TO LIBET NOYBbI, OCEHU, TPYCTN, CUMBOJ CMU-
peHus n 6esHOCTL.

The word qonyr is not limited to colour; its
connotations convey many aspects of folk life. As a
colour, it is a sign of calm, warmth, and security, and
in everyday life it represents serenity and politeness.
In the applied arts, brown is the natural colour of
traditional wooden furniture, which it has acquired
over time, conveying a sense of calm and stability.

Light brown is also the natural colour of clay, which
Kazakh potters associated with the earth (Zher-Ana)
and which had a sacred meaning. This colour is the
natural colour of wool/felt with which the yurt was
covered.

Besides its direct meaning, «a pleasant yellowish-
brown colour», it contains accompanying meanings,
i.e. its interpretation is multivalent. These can be
aural («sound, voice»), auditory («pleasant to the
ear»), direct colour representations and the reference
to the phenomenon. Experts believe that «qgonir
dauys» in Kazakh music «is a specific timbre rich in
overtones. This timbre is peculiar to the authentic
Kazakh dombra with natural strings.

The brown colour is not as prominent in world culture
as it is in Kazakh culture: in Christianity it is the colour
of earth, autumn, sadness, and a symbol of humility
and poverty.

CemMMOTMKA LiBETA B Ka3axCKOM KyJAbType He MOXET
060MNTM BHMMaHWEM MOHATUE «ana» (NecTpbil, pas-
HOLIBETHbIN), KOTOPbIN XapakTepusyeTcs psAOM 3Ha-
yYeHWn. MecTpbli LBET Yy Ka3axoB CMMBOJM3UPYET
CPEAVIHHBIN MUP, XWN3Hb CO BCEMMW OTTEHKaMU: 06pO
N 3710, eANHCTBO W pasHoraacus u T.4. EcTb Bepcus,
YTO KOHLENT «ana» (nerumn), nmesa rnybokoe cemaH-
TUKO-CYMBOJ/IMUYECKOE 3HAUYEHME B Ka3axCKOW (THOpK-
CKOW) KyNbType CBA3aHO C NMOYUTAHUEM ApeBHeNLLe-
ro ToTeMa, HEKOero rneroro KoHs-6oxecTsa v ap.

CMbICn NOHATUA «ana» Hanbosee MONHO packpbiBa-
€TCA B KOHTEKCTe pWUTyaNbHO-06PSAOBOW KYAbTypbl.
Mpexae Bcero, 3710 06psas «Tycay Kecy» (paspesaHue
nyT pebeHka), rae rnaBHbIM aTpMbyTOM ABASETCA Mne-
CTpas BepeBka — «ana Xin». OHa npeactaBaseT cobol
MecTpbIi XryTWK, CMIETEHHbI U3 HECKOJIbKMX Luep-
CTAHBIX HUTOK Pa3HbIX APKMX LiBETOB: benoro, 3ene-
HOro 1 KpacHOro (MHorAa YepHo-6es10ro). Y kaszaxoB
LIMPOKO BbITyeT HacTaBieHne — «bipeyaiH, ana XibiH
attramal», UTO B CMbIC/IOBOM MepeBoje O3HavaeT «He
coBepLual NpeAoCyAnTeNbHbIX MOCTYMKOB».

B ycTHO-noatnyeckom TBOpYECTBE Kas3axOB 4acTo
BCTPeYaeTca yNnoMnHaHue o NecTpom 3HaMeHW, Ko-
TOpoe 0603HayaeTCs Kak «kek ana Ty» (CMHe-necTpoe
3Hams), «ana Ty» (NecTpoe 3Hams) Uan «ana-wybap
Ty» (OrHeHHO-nectpoe 3HamsA). BeposTHee Bcero,
Takue necTpble 3HameHa CBA3aHbl C MUPUYECKUM
nepBonpeskoM Ka3axoB — Analla xaHom (anawa ot
ana — necTpblin). DTOT LBET Aajl Ha3BaHWe U Tpaau-
LMOHHOMY Ka3axXxCKOMy TKaHHOMY KOBpPY «aJjalla»,
XapakTepusyeMoro Kak rnposBjieHne MHOrouBeTus
>KW3HW M Mpe3eHTaums YHUKaAbHOCTM U CaMOBbITHO-
CTN XYAO0XEeCTBEHHOW KapTuHbl Mupa. pyrum xyao-

The semiotics of colour in Kazakh culture cannot avoid
the term «ala» (colourful, multicoloured), which is
characterised by a number of meanings. This cultural
concept is one of the most interesting in Turkic
culture. The polygonal Kazakh colour symbolises the
world in the middle, life with all its shades: Good and
evil, unity and discord, etc. Some experts believe that
the term «ala» (spotted), which has a deep semantic-
symbolic meaning in the Turkic (Kazakh) culture, is
related to the worship of the ancient totem, a spotted
horse deity, etc.

The meaning of the term «ala» is most evident in the
context of ritual and ceremonial culture. Primarily,
it refers to the rite of tisau kesu (circumcision of
a child’s foetus), in which the main attribute is a
colourful rope, ala zhip. This is a colourful scourge
woven from several woollen threads in different
bright colours: white, green and red (sometimes black
and white). Kazakhs have a widespread exhortation —
«bireudin ala zhibin attama!», which translates as «do
not commit reprehensible deeds».

In the orally transmitted poetic works of the Kazakhs,
frequent reference is made to the colourful banner
called «kok ala tu» (blue banner), «ala tu» (colourful
banner) or «ala-shibar tu» (fire-coloured banner).
Probably, these colourful banners are connected with
the mythical ancestor of Kazakhs, Alasha-Khan (ala
from ala — colourful). This colour also gave its name
to a traditional Kazakh woven Alasha carpet, which
is characterised as a manifestation of multicoloured
life and a representation of the uniqueness and
originality of the artistic worldview. Another artistic
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Kepamumyeckaa nocyda C XaOTUYHbIMU NoATEKaMU
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OHHOW TonoHMMMKe: Anatay (necTpble ropbl), Anaken
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manifestation of «ala» is pottery with chaotic
undertones in different colours, called «ala guli or ala
bulo» in the Central Asian region. It was believed that
such objects do not accept the «eye», that is, are not
exposed to the evil eye.

The concept of «ala» is also reflected in traditional
toponymy: Alatau (motley mountains), Alakol (motley
lake), etc.
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4.6 MATEPUANADIH
HbIWWAHAbIK MA3MY¥HbI
(KOJIOHEP, KOJTAAHBAJIbI ©HEP)

«MaTtepusgafbl HbilaHAap Tifi: ¥abl gana AnTbiHbl» —
OCblHAAN nNo3TUKanblK, ataymeH Kembpuax yHu-
BepcuTeTiHIH, npodeccopbl dneoHop apaiH, Mikipi
2021-2022 >bingapbl Ouuynabam MypaxalriblHAa
(Kembpunax) KasakcTaHHbIH cak MaAEHWETIHIH, Xai-
repsaepiH TaHbicTbipatbiH Gold of the Great Steppe
(¥nbl fana antbiHbl) ipi KepmeciHe yCbiHbIAFaH. [7].
ABTOp Xdjirepnepsi 3epaenei oOTblpbin, Koje-
HepAiH, Tapuxu, MIAEHU, PyXaHU XaHe 3K3UCTeHLU-
anibl MaH-MafblHaNapFfa TO/bl €KEHAIrH, COHAaN-aK
Kewuneni KyHAbIbIKTapAblH KOPIHICi, agaMm, XaHyap-
nap anemi meH TaburaT apacbiHAaFbl KapbIM-KaTblHaC
3TMKacbl MaTepuanablk TYPAE KepCeTiNeTiHiH aTtan
eTedi.

OpUHE, Kasak eHepiHiH TaHbanapbl MeH HbllaHAapbl
MacenieNepiH 3epTTey KOJNOHEPAiH ©3iHAiK Kocap-
NaHfaH TabufaTbiMeH GalnaHbICTbl 3aT / MaTepuan
TaHbanapbIHbIH, TiNi Typanbl ipresii MacesieHi ariHabin
eTe anManapl. bip XafblHaH, KONGHEpPLWI-TybIHAbITEP
LmKizaTka niwiH 6epce, ekiHWIi XafblHaH, MaTepuan-
AblH e3i Wwebepre con Hemece Backa ByMbIMAbI Xa-
CayAblH, TeXHWKaCbl MEH TEXHOJIOTUACIH Bylibipabl.
[actypni MazeHMeTTe KONBHepAiH Ke3 KesreH Ke-
3eHi — Oy/1 CUKBIPAbI dpeKeT, OHbIH, iliHAEe MaTepu-
anfapabl XunHay, 3aTTbl KyaTneH TOATbIPY >KSHE OHbl
nanganaHy, COHbIMEH KaTap OHbl 6e3eHAipy — MyHbIH,
6opi cukblp. Jactypni kaszak eHepi ge byaaH TbiC
Ka/MafaH: ap mMaTepuan — 0/ ca3, MeTa/J, Tac, afall
Hemece XYH 60scbiH — HacTankblia ©3iHiH LWblfap-
MaLlblNblK «OHAeY» HapbiCbiHAA KAaCcMEeTTi MafblHaFa
TONbl TYbIHABIHbIH, HEFi3ri  WAEACbIH, AFHU Kone-
HepLi-TyblHAbIFEp >acafaH 3aTTblH «KyAanaaHybl»
MeH pyxaHW/blfblH HblFaliTyFa apHanfaH. byn 6enim
[A9CTYPAI Ka3ak eHepiHiH CUMBO/IM3MIH MaTepuan /
MaTepusi MpuW3Macbl apkblibl 3epTTeyre apHafaH
KOHEe OCblfaH CalikeC MeTanajap, Tactap, XXYH MeH
Tepi xaHe T. 6. besniMLwenepaeH KypblafaH.



4.6 CUMBOJ/INYECKOE
COAEP)XAHVE MATEPUAA
(PEMECAA, NMPUKJTAAHOE
NCKYCCTBO)

«f13bIK CMMBOJIOB B MaTepwuu: 3010TO Benunkoi cre-
nv» — NoA TakMM MO3TUYECKUM Ha3BaHWeMm npej-
cTaBneH OT3bIB nNpodeccopa KemMObpmaXKCKOro yHu-
BepcuTeTa IneocHop [3p Ha KpynHyto BbicTaBky Gold
of the Great Steppe (3onoto Benvkon Crenu), npe-
3eHTytoLwern apTedakTbl CakcKoM KynbTypbl KasaxcTa-
Ha B Myzee ®uuyunnbam B 2021-2022 rr. (Kembpunax)
[7]. ABTOp, Nccneaya apTedakTbl OTMeYaeT, YTo pe-
MeC/NIO MPOHN3aHO WUCTOPUYECKMMY, KYAbTYPHbIMWU,
AYXOBHbIMM U 3K3UCTEHLMAIbHBIMU CMbICIaMW, a TaK-
Xe B MaTepuanbHol GopMe Npe3eHTyeT NPosiBAeHNe
KOYEBbIX LleHHOCTEM, 3TUKY B3aMMOOTHOLLIEHWI MeX-
Ay YeN0oBeKOM, XXMBOTHbIM MUPOM W MPUPOAON.

MpobaemaTnka 3HaKOB U CUMBOJIOB Ka3axcKoro uc-
KycCTBa He MOXeT 060WTU dyHAaMeHTaNbHbIN BO-
Mpoc A3blka CMMBOIOB MaTepu/mMaTepuana, 4Tto cBs-
3aHO C JBOWCTBEHHOM MPUPOAON CaMOro pemecha.
C OAHOW CTOPOHBI, PEMECTEHHUK-TBOPEL, NpVAaBa
bopmy cbipomy MaTepwuany, a C 4pyrom, cam Matepu-
an AVKTOBaJ PeMeC/EHHUKY TEXHUKY U TEXHONOTMMHO
W3roTOBNEHUA U3Aenns. B TpaguumMoHHON KynbType
ntoboii 3Tan pemecna — Marnyeckoe AencTene, BKO-
yas cbop MaTepmanoB, HaNoJIHEHWE NpesMeTa CUAOM
M ero UCrNo/ab30BaHWUsA, a Takxe ero JeKop — BCe 3T0
€4MHbIA KOMMIEKC «CBALLEHHOAENCTBUS». Tpagmum-
OHHOE Ka3axCKoe WCKYCCTBO HE WCK/HOUEHME: Kax-
AblA MaTepvan — Oyab TO [MHA, METalsl, KaMeHb,
AepeBo UAN LWepCTb M3HaYaNbHO, HAaNONHEHHbIN ca-
KpaabHbIMWU CMbIC/IaMK B MPOLLECCE ero TBOPUYECKOM
«nepepaboTkn» MpuU3BaH YCUINTb OCHOBHYH WAEH
Npov3BeseHNs — OJyXOTBOPEHHOCTW BeLUM, CO3ja-
BaeMOW peMec/IeHHNKOM-TBOPLOM. [aHHbIi pa3gen
paccMaTpuBaeT CMMBOJIM3M TPaAMLIMOHHOTO Kasax-
CKOTO WMCKYCCTBa Yepes Npu3My MaTtepuana/matepum
M B COOTBETCTBMM C 3TUM BbICTPOEHbI MOAPA3AEeNbI:
MeTasll, KaMHMU, LUEPCTb U LIKYPbI U T.4.

4.6 THE SYMBOLIC
CONTENT OF MATERIAL
(CRAFTS, APPLIED ARTS)

«The Language of Symbols in Matter: The Gold
of the Great Steppe» — under this poetic title is a
review by Professor Eleanor Dare of the College
of Cambridge of the major exhibition Gold of the
Great Steppe, which will present artifacts of the Sak
culture in Kazakhstan at the Fitzwilliam Museum
(Cambridge) in 2021-2022 [7]. Studying the
artifacts, the author notes that the craft is imbued
with historical, cultural, spiritual and existential
meanings and represents in material form the
manifestation of nomadic values, ethics of the
relationship between man, the animal world and
nature.

Undoubtedly, the study of the problem of Kazakh art
signs and symbols cannot bypass the fundamental
issue of material symbols, which is connected
with the dual nature of the craft itself. On the one
hand, the craftsman-creator gave a form to the
raw material, and on the other hand, the material
itself dictated to the craftsman the technique and
technology of making a particular product. In
traditional culture, each stage of craftsmanship
is a magical act, including the procurement of
materials, the filling of an object with power
and its use, as well as its decoration — all this is
magic. Traditional Kazakh art is no exception: any
material — be it clay, metal, stone, wood or wool —is
originally filled with sacred meanings in the process
of its creative «making» and is intended to enhance
the main idea of the work — the «divinization» and
spirituality of the object created by the craftsman-
creator. This section is devoted to the study of
symbolism of traditional Kazakh art through the
prism of material/substance, and accordingly there
are subsections: Metal, Stones, Wool and Skins, etc.
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SIGNS AND SYMBOLS OF KAZAKH ART

METANAAP / METANNbI / METALS

ANTbIH ONeMAIK MOAEHNETTEri aNTbiHHbIH CUMBOAIVKACH! Ker
KbIP/Ibl: XPUCTMAHAbIKTa ON acraH Hypbl MeH KacueTTi
30/10TO 9/1IEMHIH, HblILLaHbl, FPeK XaHe PUM MUGONOTUACBIHAA
€H, XaKCbl YaKbIT «anTblH facblp» Aen atanagpl. Exen-
ALTYN / GOLD 4eH agamaap antbiHAbl KyHHIH ©3i, (KyH MeTanbl), aya

3NIeMeHTI XXKaHe epkekTik bacTay gen caHafaH.

Cak, gayipiHae antblH KyHHIH, KMeni naTwanbifbl nae-
ACbIHbIH, KOPKEMAIK @pHeKTeNyiHiH 6anamackl 6onpbl,
olTKeHi KyH, exxcenrinepgin, TyciHiri 6orbiHwa — Mat-
wa. byraH KazakctaHHbIH Tyknip-TyKnipiHeH: Ecik, be-
pen, Tangpl xaHe T. 6. kecemaepain, 6enitTrepiHeH Ta-
6blnfaH caK aH CTUAIHAEri KernTereH apxeonorusbik,
xagairepnep ganen 6ona anagpl. Exxenri kewwnexginep
anTblHMeH Tikenew 6annaHbicTa 6ony (kMimaeri anTbiH
awekennep) onapabl KyHHiH, KyaipeTi — ToHipaik Ky-
aTKa XXaHe e/IMeCTiKKe aKenesi Aen CeHreH. ONeMHiH
yLw 6enikTeH TypaTbiH KYpblabiMbiHAA anTblH — LLbIH-
HblH, 6enrici, an kengeHeH Npoekumsaa — LWbIFbIC NeH
KYHHiH, LUbIFYbI.

ANTbIH Ta3a, pyxaHW 3HeprusHbl Gingipeai. bapabik
3aTTap MeH aTpubyTTap TO/bIFbIMEH anTblHHAaH >Ka-
canybl Kepek Hemece Kem AereHge OHbiIMeH be3eH-
aipinyi kepek. XaHyapnap ctuaiHAeri anTbiH >Kal
faHa KyHAbl KepKeM maTepuan eMec, ON YHAi-npaH-
AblK XXaHe YHAi-eyponablk MaAeHMW AaCTypepre ToH
dunocoduanblik XaHe 3CTeTMKaNbIK Ke3kapacTapsbl
6eviHenereH. Kneni metann 6ona oTbipbin, antbiH Ma-
TepuangaHfaH MUPONOTUANBIK, CaHaHbl OelHeneg,,
MyHZa ©/IMeCTiK UAEAChbl Heri3ri TyXblpbiMaama 60-
NbIn Tabblnagpl (KeWiHHEH on TypkKi A3CTypiHAe Ae
6enceHai kepiHesi). «<ANTbIH» Ty>KbIpbIMAaMachl TYpPKi
MUPONO3TUKACkIHAAFbl Ke3 KenreH Hacka «meTann»
CUAKTbI HETi3ri fapblWThlK ariMakTapAbl XXaHe onap-
AblH, KyH 6enriciHe >kaTaTblHAbIFbIH BingipeTiH ambe-
6an XxikTey KbI3MeTiH aTkapabl. COHAbIKTAH anTbiH eH,
XOFapbl 9N1eyMeTTiK MapTebeHi, buik neH 6aiabIKTbI
6ingipai, coHbiMeH kaTap LUbIHFbIC TyKbIMbIHbIH,
KuiMiHaeri epekwe 6enri 6onabl. XaHaap, cyntaHaap
XoHe backa aa TekTi agamaap AntbiH Opga asyipi-
HeH bacTan epekile Mepekenepae anTblHMeH KecTe-
JIeHreH Kuim kureH. MamaHgapAblH, naibiMAayblHLLA,
ANTbIH OpAanbiKTapablH, KeH aykbIMAbl MaAeHW 6aii-
NaHbictapbl Xolbl VbICbIHbIH, aymafbiHga X=XV
facblpnapgaH 6actan anTblH XiNTEPMEH Tiry eHepiH
AaMbITyFa MYMKIHAIK 6epgai, by keRniHipek kasak, 31u-
TacblHbIH, ©3iHAIK b6enriciHe aviHanabl. KasaktapabiH
anTblHFa AereH KypMeTi KyHi byriHre geliiH cakTanbin,
banafa at KO A3CTypiHeH Bankanasabl: AnTbiH, An-
ThIHWAL, AnTbiHaW, ANTbIHTYA, ANTbiHOEK, ANTbiHXaH
XaHe T. 6. ANTbIH y3aK yakblT 60lbl YANEHY LIUKAIHIH
CaNTbIHbIH, CbIMAbIK aaMacy A3CTYPiHAE O3iHiH MaHbl-
34bl KYHAbINbIFbIH CaKTan Kesgi.

ANTbIHHBIH, Kneni Taburatbl «cabblp Tybi capbl an-
TbIH», «aNTbIH YA», «<aNTblH OPAa», «aiTblH CO3» XdHe
T. 6. TypakTbl TipKecTepAe cakTablin KajfaH.

Bip KbI3blfbl, Ka3aKTbIH «3eprep» Co3i Napchbl TiNiHEH
ayAapfaHia «anTbliH» gereHgi bingipetiH «3ep — 3ap»
CO3IHEH LUbIKKaH.
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CvMBO/IMKA 30/10Ta B MUPOBOW Ky/IbTYpe MHOrO-
rpaHHa: B XPWUCTMAHCTBE — CMMBOJ PalCKOro CBeTa
N CBALLEHHOIO MMpPA, «30/0TbIM BEKOM>» Ha3blBatOT
Nlydllee BpeMs B rpeyeckon 1 puMckor Mudoaornu.
30/10TO U34peB/e AN CUNTANN NMOPOXKAEHMEM Ca-
moro ConHua, (CONAPHbIN MeTann), CTUXMEN BO3ayxa
N MY>KCKMM Hayanom.

B cakckyto anoxy 30/10TO CTaHOBUTCA 3KBMBAJIEHTOM
XYLOXECTBEHHOTO BbIPaXeHUA WAEN CaKpasbHOro
uapctBa ConHua, 6o CosnHue No npeacTaBAeHUAM
ApeBHUX, U ecTb Llapb. O6 3TOM CBUAETENLCTBYHOT
MHOrOUMC/IEHHbIe apxeoaornyeckme aptedakTbl cak-
CKOTO 3BEPUHOTO CTUAA U3 YCbiNaibHUL, BOXAEW, 06-
Hapy>eHHble no Bcemy KasaxcraHy: Vccbik, bepens,
Tangapl 1 MH.ApP. [JpeBHUE KOUEBHUKWN CUMUTANW, 4TO
HEeMoCPeACTBEHHbIN KOHTAKT C 30/0TOM (30/10Tble
yKpalleHus Ha ogexae) npuoblaet k cune ConH-
ua — boxectBeHHOWN 3Hepruun, Kk Heccmeptuio. B
TPexX4acTHOM CTPYKType M1pa 30/10TO — Mapkep Bep-
Xa, @ B TOPU30HTaNbHOW MPOeKLMN — BOCTOK U BOC-
XOZ, CoNMHLa.

30/10TO OANLETBOPSAIIO YNCTYHO, AYXOBHYHO SHEPTUHO.
Bce npeameTtbl 1 aTpmnbyThl AOAXKHbI BblIM BbITE MK
LeNNKOM cAenaHbl 13 3010Ta, UAK XOoTa Bbl yKpalue-
Hbl UM. Byayumn cakpasbHbIM MeTaaoM, 30710TO BO-
nAoWano Matepuann3oBaHHOE MUPOCO3HaHWe, rae
K/OUEBbIM KOHLLENTOM BbICTyMNaeT naea beccmeptus.
KoHuenT «3010TO», Kak 1 At06OK ApYyron «MeTani»
B TFOPKCKOM MUGDOMO3TUKE, BbIMOJHAIO YHUBEPCA/Ib-
HYHO KNaCCUPUKALMOHHYH (YHKLMIO, CUMBOAN3N-
pysi OCHOBHblE KOCMMYECKNE 30Hbl U UX obuTaTtesnen,
HauuMHaa OT NpuHaaNexHOCTU K 3Haky CosHua. MNo-
3TOMY 30/10TO CMMBOJIM3NPOBAO BbICLUMIA COLMaNb-
HbIA CTaTyC, BAacTb U BOraTcTBo, a Takxe 6blNO OT-
JINYNTENIbHBIM 3HAaKOM B OAEXAE UMHIM3UAOB. XaHbl,
Cy/ATaHbl U APYrne 3HaTHbIe JI0AW, HAaUMHAsA C dMOXM
3onoTori Opabl, B 0cobble NPa3AHUKU HOCUAK Ofae-
XAY, BbIWNTYO 3040TOM. Cneumanuctbl CUMUTAHOT,
4YTO OBLIMPHbIE KYAbTypHblE CBA3M 30/J0TOOPAbIH-
LEB MO3BO/INAN Pa3BUTb MCKYCCTBO LUNTbA 3010TbIMU
HUTAMW Ha TeppuTtopun Yayca Ixyun ¢ XIII-XIV BB,
KOTOpOE Mo3xe CTasio CBOe0bpa3HON BUIUTHOM Kap-
TOUKOW Ka3axckom 3uTbl. [loUTUTeIbHOE OTHOLLEHME
K 30/10TY Yy Ka3axoB NPOSBASETCA B TpajuLmn Hape-
UeHua UMeHWN aeten: AnTbiH, AATbIHWALW, ANTbiHaM,
AnTbiHryAb, AnTbiH6eK, ANTbIHXaH 1 Ap. 30/10TO A0-
roe Bpems COXPaHAI0 CBOH BaXKHEMLUYH LLeHHOCTb
B Tpaavuum aapoobmeHa B 0bpsgax cBagebHOro
uukna.

CakpanbHbIV XapakTep 30/10Ta 3aneyaT/ieHo B YCTOW-
UMBbIX BbIPaXeHWAX: «CabbipAblH, Ty6i capbl anTbiH»,
«@NTbIH Y#», «aNTblH OPA@», «aNTblH CO3» U T.A.

MprMeyaTenbHO, UYTO Kas3axckoe C/OBO «3eprep —
tOBEIMP» MPOUCXOAUT OT MEePCUACKOro «3ep-3ap»,
UTO B MEPEBOJE O3HAYAET «30/10TO».

The symbolism of gold in world culture is manifold: in
Christianity it is a symbol of heavenly light and holy
peace, in Greek and Roman mythology the «golden
age» is called the best time. Gold has long been
considered by people as the solar metal, the element
of air and the masculine.

In the Sak era, gold becomes an equivalent of artistic
expression of the idea of the sacral realm of the sun,
because the sun is the king according to ancient
beliefs. This is evidenced by numerous archaeological
artefacts of the Sak menagerie from chieftain’s tombs
discovered throughout Kazakhstan (Issyk, Berel, Taldy
and many others). The ancient nomads believed that
direct contact with gold (gold jewellery on clothing)
connected them with the power of the sun, divine
energy and immortality. In the tripartite structure of
the world, gold is the marker for the highest, and in
the horizontal projection it represents the east and
the sunrise.

Gold stood for pure, spiritual energy. All objects and
attributes had to be either made entirely of gold
or at least decorated with it. Animal-style gold was
not only a valuable artistic material, but embodied
the philosophical and aesthetic attitudes of Indo-
Iranian and Indo-European cultural traditions. As a
sacred metal, gold embodied a materialised mythic
consciousness, the key concept of which was the idea
of immortality (which later actively manifested itself
in the Turkic tradition as well). The concept of “gold”
like any other «metal» in the Turkic mythopoetics,
fulfilled a wuniversal classificatory function and
symbolised basic cosmic zones and their inhabitants,
starting from the sun sign. Therefore, gold symbolised
the highest social status, power and wealth, and was
also a distinguishing mark in the clothing of the
Genghisids (descended from Genghis Khan). Khans,
sultans and other nobles wore clothes embroidered
with gold during special festivities since the time of
the Golden Horde. Experts believe that the extensive
cultural relations of the Golden Horde made it
possible to develop the art of gold thread embroidery
in the territory of Ulus Jochi in the 13th and 14th
centuries, which later became a kind of calling card
of the Kazakh elite. The respectful attitude of Kazakhs
towards gold has survived to this day and is reflected
in the tradition of naming children: Altyn, Altynshash,
Altynai, Altyngul, Altynbek, Altynkhan, etc. In the
tradition of exchanging gifts at wedding ceremonies,
gold has long retained its most important value.

The sacred nature of gold is expressed in the
expressions: «sabyrdyn tlbi sary altyn», «altyn uya»,
«altyn orda», «altyn s6z», etc.

It is noteworthy that the Kazakh word «zerger —
jeweller» comes from the Persian «zer-zar», which
means «gold».
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IV BOJ1IM / PASAEN / SECTION

KA3AK ©HEPIHIH BE/TINEPI MEH HbILUAHAAPBI / 3HAKW 1 CUMBOJ1bl KASAXCKOTO NCKYCCTBA /

SIGNS AND SYMBOLS OF KAZAKH ART

KYMIC
CEPEBPO
KUMIS / SILVER

«Kymic» Te Typki MajeHueTiHAe acnaH CMMBOJIMKA-
cbl Bbap meTann 6osbin Tabblnagbl. AATbIHHAH albip-
MalLLbAbIFbl, KYMIC TeK aiien MeTanbl 6oabin caHansbl,
KyMic 6ip XafblHaH aliMeH, ali cayneciMeH XaHe ali-
engik 6actaymeH mMafblHanblK 6aliaaHbICTbl, an eKiHLi
>afblHaH, TeMeHri aneMHiH, TYHHiH, eniMHiH 6en-
ricimeH 6annanbiCTbl 6oAAbl. AFHW, anTbIH-KyMIC KoC
Kapama-KaiLbibiIKTap KaTapblHAa TYpAbl: KYH / ai,
KYH / TYH, epKek / alien, ypbiKTaHabIpy / TYAbIPY.

ONEMAIK M3JEHMNETTe KYMIC 3Mouusnap MeH Maxa-
66aT MeTanbl — Ta3a MeTa/l/l XXaHe aMenfiK HblllaH-
HblH, Bip Typi — >XYMCaKTbIK, KOHOICTIK, TYWCiHY MeH
JaHanblk, COHJaW-ak aK TYCKeH LlawTbiH 6elHeci —
Kapinik, AaHanbiK peTiHAe TyCiHaipinegi. «Kymic» cesi
«ABecTa» MaTIHAEpPiHAE XMi Ke3jeceai, OHAa XxaoMma
AaviblHaay, Ta3apTy paciMaepiMeH 6aliiaHbICTbl XXaHe
«Kapkblpay» yfbiMbIMeH yuTacagbl. KymicTiH, cy-
MeH 6ainaHbICbl OHbl FTMAPOHUMUKAFa KOCY apKblibl
pactanagbl, AFHN KYMIC — CY 3€MEHTIHiH, ceMaHTuKa-
NblK, KOPCETKILLI.

Kymic — Kasak 3eprepsepiHiH, CyhikTi meTanbl, Ta-
3apTKbILL, KOPFaHbIL XXAHE CUKbIP/bI KaCUETTEPIMEH
baiinaHbICTbl KeH TapanfaH. Kasakrapaa 6yn metan-
AbIH, XbINTbIP/bIFbI MEH TYCi @il cayneciMeH, anenaik
6acTtaymeH balinaHbICTbl 60A4bl XaHE KacueTTi acnaH
e3eHiH (Kyc ><obl) 6eHenenTiH acbln MeTann 60bin
caHanzbl.

On eMipnik LMKA paciMaepiHiH 6enceHai KaTbiCyLbl-
Cbl, MbICabl, KblpKblHaH LWblFapy Ke3iHae «banaHbIH
KYHi KymicTel xXapblk 60ACbIH!» aereH TinekneH Kymic
CakWHanap MeH TUbIHAAP CafblHFaH PaciMAik cyfa 6a-
NaHbl WoMblAgbipasbl. KyMicTiH TazapTy kacneTi «An-
TbIH — COHAIKKeE, KYMiC — Tasasblkka» fereH p,aCTypni
TiPKECNeH epeKLueneHesi, sFHN anTbiH CyybIK YLUiH,
KyMic TasasnblK ywiH. Kymic swekeiinep al/lenp,lH, Ta3a
emMec TabufraTblH TEHeCTipeai XaHe on AaliblHAafaH
TafaMabl KacMeTTi eTeai aen ecenTengi.

Kymicke pereH cymicneHwWwinik Kasaktapga at KoroAa
aa kepinic Tantel: Kymic, Kymican, Kymicbana >aHe
T. 6. COHbIMEH KaTap, KyMiC Ka3sakTapablH AblObl-
CTbIK-MO3TUKANbIK TaffaMblH Ja GelHenengi, MyHbl
«KyMbipsiereH kymic kyin» Tipkeci kepcetegi. My3bi-
KasblK acnanTblH, CcynemengeyiMeH Cyblpbin cajama
eHepiMeH TaH, KanablpaTblH 9HWI Typabl KasakTap
«KYMIC KeMeR, e3 TaHaal» aelai.

>KE3 / MbIC
MEAb
ZHEZ / MYS / COPPER
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XKe3 — MbIC ©3iHiH, TEXHONOMMANLIK apTbIKLbIAbIKTA-
PblHbIH, apKacbliHAa: ©HAeYAIH KapanahbiMAbIbIFbI,
CYbIK COfYy >dHe T. 6. kabineTiMeH exenri yakbiTTa
KeH Tapangjbl XaHe TyTac AdyipaepaiH — MbIC facbl-
PbIHbIH, CUMNaTbiH aHblkTagbl. MbIC CUKbIP/bI >XaHe
TaHfaxkalbln kacuetTepre ne 6oaabl — 3y/bIM XaHe
AYNeN KyWTEpPAEH KOpFfayLlbl, MaxabbaT CUMKbIPbIH-
Jafbl KEMeKLUi XKaHe T. 6.

EpTe 3amaHAa MeTann cayda >aHe alibipbac Kypabl
60/1a OTbIPbIN, MZAEHU XOHE SKOHOMMUKANbIK MaHbl-
3bl 30p 60/Abl. DAEMAIK M3JEHUETTE MbIC HbIllaH-
abik Typae LWonnaH nnaHetacbiH xepgaeri 6anamacsl
peTiHae OenHenensi. Kasak MaseHMETIHAE MbIC €Ki
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MeTannom, obnasaoWMM HeHBEeCcHOW CUMBONKOWN,
B THOPKCKOW KyJbType ABASETCA «KyMic» — cepebpo.
B otanume ot 30n0Ta, cepebpo cuUMTanocb UCKIHO-
UNTE/IBHO XEHCKUM MEeTasloM, C OAHOW CTOPOHbI,
CEMaHTUYECKM CBSI3aHHbIN C NIYHOW, IYHHbIM CBETOM
N XXEHCKMM HauyanoMm, a C Apyrow, mapkepomMm Husa,
HouM, cMepTu. 30/10TO0-cepebpo B pAgy OGuHapHON
onno3numn — COTHEeYHOe/NyHHOE, AHEBHOE/HOUYHOE,
MY>KCKOE/>KEHCKOE, OMI0AO0TBOPAOLLEE/MOPOXKAAIO-
Lwee.

B MupoBoli kynbType cepebpo — MeTann IMouUin un
NOH6BU — UNCTBIA MeTanN U CBOEOBPA3HbIN XXEHCKNI
CMMBOJI — MATKOCTM, NOAATANBOCTY, MHTYULUW U My-
APOCTH, a TakXe BOMJOLLEHVE CeAMHbI — CTapOCTy,
Myapoct. CnoBo «cepebpo» yacTo BCTpeyaeTcs B
TekcTax ABecCTbl, rfje OHO CBA3aHO C pPWUTyanoMm npu-
FOTOBNEHWUA XaOMbl, OYUCTUTENbHBIMW OBpsAaMK U
accoummpyetca ¢ noHaTuem «bneck». Cepebpo — ce-
MaHTNYeCKUA yKa3aTesib BOAHOW CTUXUW.

Cepebpo n3Nt06NEHHBIA MeTaal Ka3axCKuUX 3epre-
POB, LWINPOKOE UCMOJIb30BaHNE KOTOPOro CBA3aHO C
€ro OUMCTUTE/IbHBIM, O6EeperaroLLIMM 1 Marnyeckumm
cBOMCTBaMMW. Y Ka3axoB 6/1ecK M LIBET 3TOrO MeTasa
accoumMmMpoBasncs C YHHbIM CBETOM, XXEHCKUM Haua-
JIOM U cumTancs 61aropoAHbIM MEeTasoM, oauLe-
TBOPSAIOLLUM CBALLEHHY HeGeCHY0 peky (MieuHbIi
MyTb).

OH aKTUBHbIV YYaCTHUK 0BPAAOB XXU3HEHHOIO LIMK-
na. PutyanbHoe kynaHue pebeHka B 40 gHel B Boge
C cepebpsAHHBIMM KObLAMM U MOHETaMy COMpPOBO-
Xzaetcs cnoBamu: «banaHbiH, KyHi KyMiCTei >apbIK
6oncbin!» («MycTb AHW pebeHka byayT CBETAbIMU, Kak
cepebpo!»). OunctutenbHble CBOWCTBa cepebpa 3a-
KPEn/ieHO B BbIPAXXEHUW «aNTblH — CAHAIKKE, KYMIC —
Tasanblkka» — «30/10TO ANA KpacoThbl, cepebpo ans
unctotbl». CepebpsHble yKpalleHWa HUBEANPYHOT
HEUUCTYHO XXEHCKYHO NpUpoJy W OCBALWAarT NpuUro-
TOBNEHHYIO €0 MULLLY.

Ocoboe nouteHne cepebpa y KazaxoB OTPasnIoCh B
HapeueHun nmenn: Kymic, Kymica, Kymicbana n gp.
Cepebpo HaxoaMTCA B pAAY 3BYKOMO3TUYECKUX Npea-
MOYTEHWN Ka3axoB, YTO AEMOHCTPUPYET YCTOMYMBOE
BblpaXKeHne «KymbipiereH Kymic kym» — «cepebpu-
CTble 3BYKW Krof», 06 MCKYCHOM UCMONHUTENe Ka3axXu
rOBOPAT: «KYMiC KEMEW, Ke3 TaHAal» — «cepebpsHbIl
rofnoc, natyHHoe HéBo».

The metal that also has celestial symbolism in Turkic
culture is kumis — silver. Unlike gold, silver was
considered an exclusively feminine metal, which on
the one hand was semantically associated with the
moon, moonlight and feminine origins, but on the
other hand was also a sign of the underworld, night
and death. That is, gold/silver in a series of binary
opposites — sun/moon, day/night, male/female, and
fertilising/generating.

In world culture, silver is understood as the metal
of emotion and love — a pure metal and a kind of
feminine symbol — softness, malleability, intuition
and wisdom, as well as the embodiment of grey —
age, wisdom. The word «silver» is often found in
Avesta texts, where it is associated with the ritual
preparation of haoma, purification rituals, and the
concept of «shine.» Silver's association with water is
confirmed by its inclusion in hydronymics, meaning
that silver is a semantic signifier of the element water.

Silver is a favourite metal of Kazakh jewellers, whose
widespread use is associated with its purifying,
preservative, and magical properties. The Kazakhs
associated the shine and colour of the metal with
moonlight and femininity, and considered it a noble
metal representing the sacred flow of the sky (the
Milky Way).

It is an active participant in the rituals of the life cycle,
for example, the ritual bathing of the child after 40
days in water with silver rings and coins, which is
called «Balanyn kiini kiiumistei zharyk bolsyn!» («<May
the child’s days be as bright as silver!»). The purifying
properties of silver are emphasised by the traditional
expressions sandikke altyn, kumis-tazalyqqa, meaning
gold for beauty and silver for purity. Silver jewellery
was believed to appease the impure female nature
and sanctify the food prepared by her.

The Kazakhs' preference for silver was also reflected
in the names they gave it: Kiimis, Kiimisai, Kiimisbala,
etc. In addition, silver also reflects the sound poetic
preferences of the Kazakhs, which is reflected in
the expression «kiimbirlegen kimis kii» — the silver
sounds of kii, and the Kazakhs say about a singer
who impresses with his virtuoso performance
accompanied by a musical instrument: «<kiimis komey,
zhez tafidai» — the silver voice, the tinny palate.

XKes / Mbic — Megb. Bnarogapsa cBonM TexHoaornye-
CKUM MperMyLLecTBam — Aerkoctb 06paboTku, cno-
COBHOCTb K XONI04HOW KOBKE U T.A., B APEBHOCTUN NO-
Jlyunia LUIMPOKOEe pacnpocTpaHeHWe n onpegenunna
XapaKTep LiesibIX 3MoX — «<MeAHbIN Bek». Mean npuaa-
Ba/NM Marnyeckue v BoawwebHble CBOMCTBA: 3aLyMLLa-
€T OT 3/IbIX M HEYMCTbIX CWA, MOMOraeT B NtOOOBHOM
Marmm u T.4.

B apeBHOCTM MeTann umen 6osbLIOE KYAbTYPHOE U
3KOHOMMYeCKoe 3HaUYeHue, ABNAACH NPejMETOM Top-
roBan n obmeHa. Mesb CMMBOANYECKU NpeACTaBaseT
3eMHoW aHanor BeHepsbl. B kazaxckoMm s3bike NCMOAb-
3YHOT 1 APYroe C/0BO «MbIC» ANl 0603HAUEHUS MeAN.

Zhez / mys — copper, due to its technological
advantages: ease of processing, the ability to cold
forge, etc. in ancient times was widely used and
defined the character of the whole epochs — the
Copper Age. To copper were attributed magical and
enchanting properties — a protector from evil and
impure forces, a helper in love magic, etc.

In ancient times, the metal was of great cultural
and economic importance as a means of trade and
exchange. In world culture, copper symbolically
represents the planet Venus as its earthly counterpart.
In Kazakh culture, copper is translated in two ways:
«mys» and «zhez». This metal in mythopoetic texts
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HycKkaZa ayfapbliafbl: «MbIC» >XaHe «ke3». Mace-
NeH, Ka3ak MaAEHNETIHAE MbIC SlieN XbIH-NepinepaiH,
6eHenepiMeH 6alinaHbICTbipbliagbl: MbiCTaH KeM-
nip, Xe3tbipHak, >xaHe Xe3tymcblk. EpTegeri Antal
anocbiHAa neci 6akcbl kemnip (Kam-amereH) 6oabin
TabbliaTblH MbIC A4abblabl (Ke3 AyHrip) Typasbl an-
Tbiagbl. Taxik 6akcbl aviengepi ©34epiHiH apy-
aKTapbIMeH Tigecy >KopanfbliapblHAa TeK MbICTaH
XacanfaH blAbICTapAbl, AFHW MbIC TabakTapabl, Xe3
KyMblpanapAbl, MbIC TOCTafaHAapAbl XaHe T. 6. KoA-
AaHfaH: MbICTbIH alen 6eHenepi MeH alien Wwama-
HU3MiMeH BalinaHbICbl MeTall OHAIPINETIH >Xep acTbl
aNeMiHe, MeTanibl «OTMNEeH» OHAeY, KyHapablablkneH
>XHe T. 6. (arien Kypcafbl iCNeTTEC) KaTbICTbl AEreH O
TybIHAAWAbI.

EKiHLLI XXaFblHaH, Ka3ak MaAEeHNETIHAET MbIC CYyNYNbIK
YFbIMbIMEH 6alnaHbICTbl, WamMachl, MeTaagblH acbln
XbINTbIPAbIFI MeH TyCiHe 6GainaHbicTbl. OHbIH TyCi
KbI3bla Aen TyCiHineai. CynynblKTbl TYCiHAIPYAe Ka3ak
aybi3 9ebmeTiHAE XMi Ke3LeceTiH Xe3 KMiK, Xe3 Kip-
niK, XXe3 KaHart, Xe3 TaHAal xaHe T. 6. CUAKTbI TipKe-
CTep KoAAaHbLIaAbI.

KOPFACbIH
CBUHEL,
QORGASYN / LEAD

KopfacblH epTe 3amMaHHaH afam3aTTblH M3JEHU re-
He3WCiH cyimemMengen KesreH, an aBectanblk, BeAasnblk
XoHe Hacka fa KeHe MafeHWn aactypsiep GowbiHLWa
KOpfacblH 6Hacka antbl MeTaJIMeH — anTbliH, KYyMic,
TeMip, Kona / MbIC, Kanawbl XaHe cbiHanmneH bipre me-
TanablK, «aNXMMUANbIK XKeTiNIKTI» KypafaH. LLamacsl,
KOPFacblH anTblH-KYMIC-MbIC-TEMIp A3YipiHe AeWiHri
O3iHAIK «CapKbIHLIAK» peTiHae HaTypdunocoduna meH
MUpONo3TUKaZa KapaHFbl, ThIICbIM, Hipak COHbIMEH
Gipre, fayCbi3 CUMKbIPbI KYLITI HOPCEHIH aypacbiMeH
GeKiTinreH.

byn metann batbic xaHe OHTycTiK Cibip xanbiKTapsl
apacbiHa TabblHYLWbIIbIK aTPUbyTMKaHbl >acayAa
KeHIHeH KOAJaHbIAAbI.

Eptege O6b yrpnapbl, xaHTblnap MeH MaHcuaep
KOpFfacblHHaH CTUAbAEHAIPINTEH MYT TOPI3Ai ep Ty/iFa-
Cbl, OyFbl, BynaH, Kackblp >aHe T. 6. TypiHgeri xebe-
ywi pyxtapAblH MyCiHWenepiH kyifaH. ATta-6aba
Ky/NbTIHIH MaTepuanibl NpoekLMAcbl HemMece KopfFa-
ylbl C€O3i «KOpPFfaCblHHbIH» ©3iHAE, OHbIH, bapabik
TYPKi TingepiHe opTak, 6ip MafbiHackl bap.

TypKi MaaeHMeTIHAe KOPFaCbIHHbIH, HEri3ri KbI3MeTi —
aflaMAapAblH, XaHblH Kopfay, 6akcbl aypyablH PyXblH
«KOLWipin» anaTblH ajMacTbIpyLUbl, KOcLbl 60ay. Ka-
3aK bakcbliapbl ani KyHre geriH HaykacTblH Tebeci-
HeH CyMbIK Kylre AemriH Kbi3AblpblifaH MeTangbl cy
KyMbIAFaH bigbICKa Ky apKblibl KOPFacblH KyWbin,
emgengi. OcbliHgal anna-wapFbl Xacay HaTUXeCIHAE
pTYypAi durypanap narga 6onagbl, onapfa cavikec
HayKacTbIH, AepTi aHblKTanazbl, 6y agamabl neMaeH-
FeH 3y/IbIM PyXTblH KOPFfacblHfa «KeLipy» naescblHa
Heri3aenreH.
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JTOT MeTann B MUPOMNOITUYECKUX TeKCTax CBA3aH
C XXEHCKMMW AeMOHUYeckMMn obpaszamu: MbicTaH
kemnip (BeposioMHas ctapyxa), XKe3TblpHak (KeH-
LWMHA C MeAHbIMU KOrTAMM) 1 XKe3TyMCbIK (KeHLLn-
Ha C MeZHbIM K/H0BOM). B paHHeM anTtaiickom anoce
BCTPEYaroTca YNoOMUHaHMA O MeaHOM BybHe (axxec
THOHTHOP), XO3ANKOW KOTOPOro ABAAETCA CTapyxa-Lia-
MaHKa (kam-amereH). LLlamaHKu-TagXnuKmu B CBOUX
KaMAaHMAX UCMOAb30BaAN UCKIHOUNTENBHO MEeAHYHO
nocyay: 6ar04a, KyBLWMHbI, Yawmn 1 T.n. CBsA3b Mean
C >XEHCKMMMK 0b6pasamMn M >EHCKUM LIaMaHU3MOM
obycnoBneHa npeacTaBAeHUSIMU O XTOHUYECKOM
(moa3emMHbIM) MUpe, B KOTOPOM 3anerana 3ToT MeTa
(@aHanorvs >KeHCKOro YpeBa), «OrHeHHoW» obpaboT-
KOW MeTanna, niojopoAneM W T.n.

Meab B Ka3axcKOW Ky/JbType CBsi3aHa C MOHATUEM
KpacoTbl n3-3a 6aaropogHoro 6aecka v ugeta (kpac-
Horo) metanna. B onpeaeHnn kpacoTbl NPUMEHAIOT-
€A TakuMe BblpaXKeHWs Kak: Xe3 KWiK (MejHas NaHb),
Xe3 Kipnik (MeAHble pecHWUUb), Xe3 KaHaT (MeaHble
Kpblibs), XKe3TaHAal (MegHoe HEGO) 1 Ap., KOTopble
YacCTo BCTPEeYaroTCA B Ka3axckoM dhonbkaope.

connected with the female demon images Mystan
Kempir (in the sense of a treacherous old woman),
Zheztyrnag (woman with copper claws), and
Zheztimsyq (woman with copper beak). The early
Altai epic contains references to a copper tambourine
(zhes tungur) whose mistress is an ancient shamaness
(kam-emegen). Tajik shamanesses used exclusively
copper utensils: plates, jugs, bowls, etc. It is believed
that the association of copper with female imagery
and female shamanism is due to the subterranean
world from which the metal is extracted (analogy to
the female womb), the «fiery» processing of metal,
fertility, etc.

On the other hand, copper in Kazakh culture is
associated with the idea of beauty, apparently
because of the noble lustre and colour of the metal.
Its colour is understood as red. In the understanding
of beauty, expressions such as zhez kiik (copper hind),
zhez kirpik (copper eyelashes), zhez ganat (copper
wings), zheztafidai (copper palate) and others are
used, which are often found in Kazakh folklore.

KopfacblH — CBMHEL, CONMPOBOXAaN Ky/abTypHbIN re-
He31C YeNoBeYeCTBa C CaMbIX PaHHUX BPEMEH, a CO-
rNacHO aBeCTUICKOW, BEAMIACKOM W APYTUM ApEBHEN-
WM KYNbTYPHBIM TPAAMLMAM, CBUHEL, HAapsay C elle
LeCTbio MeTanlaMu — 30/10TOM, cepebpom, Xene3on,
H6poH301/Mefbto, ON0BOM U PTYTbHO 06pa3oBann Me-
TaNINYeCKyt0 «aNXMMuyeckyro cemepky». CBuHeL,
Kak CBOeOOpasHbI «NepexnTok» Jo 30/J0To-cepe-
BpPAHO-MeHO-XEeNe3HOrO BEKOB 3arevaT/eH B Ha-
Typdunocodum n Mndpoanvke aypom Yero-To TEMHO-
ro, CKpbITOro, HO MPW 3TOM Marmyecky MOLLHOTO.

3TOT MeTa/ll LWMPOKO MCMONb30BasCA B U3roTOB/E-
HWUW KYJbTOBOW aTpuBYTUKM Yy HapOAOoB 3anaZHou u
FOxHoun Cnbupn.

B crapuHy obckume yrpbl, XaHTbl U MaHCK U3 CBMHLA
oTMBann GUIypKM AyXOB-MOKPOBUTENEN B BUAE
CTUAM30BaHHOW WAONOMNOAOBHON MYy>XCKOW buUrypsl,
OJleHen, Nnocer, BOAKOB U T. N. MaTepuanbHas npo-
eKUuMA KyibTa NpeakoB Nan 3alluTHUKa 3anedvyatieHo
B CaMOM C/IOB€e «KOPFacblH», MMetoLLLee O4HO obLiee
A9 BCEX TFOPKCKMX A3bIKOB 3HAUYEHMNE «3aLLUTHUK».

B Tiopkckoi KynbType rnaBHas QYHKUMSA CBUHLA —
3aWmuaTh AyWwn NoAen, 6biTb 3aMeHOW, ABOWHM-
KOM, B KOTOPbIA LUAMaH CMOXET «MepecennTb» AyX
6one3Hn. Kazaxckme H6akcbl 4O CUX NMOP MPAKTUKYHOT
fNeyeHne B BMZAe OTIMBKM CBUHLIA Haj 60JbHbIM. B
pe3y/ibTaTe TakKoW MaHUMyAALMM BO3HMKAOT pPa3HO-
obpaszHble GUrypbl, MO KOTOPLIM ANArHOCTUPYeTCs
COCTOsHME H6OIbHOTO.

Qorgasyn—Lead has accompanied the cultural genesis
of mankind since the earliest times, and according
to the Avesta, the Vedic and other ancient cultural
traditions, lead together with six other metals —gold,
silver, iron, bronze/copper, tin and mercury — formed
the metal «alchemical seven». Obviously, lead, as
a peculiar «relic» from the time before the gold-
silver-copper-iron age in natural philosophy and
mythopoetics, is tainted with an aura of something
dark, hidden, and yet undeniably magical.

Among the peoples of Western and Southern Siberia,
this metal was widely used for the production of cult
objects.

In ancient times the Ob-Ugrians, Khanty and Mansi
cast figures of guardian spirits from lead in the form
of stylized idol-like male figures, deer, elk, wolves,
etc. The material projection of the ancestor cult or
protector is embodied in the word gorgasyn, which
has the meaning «protector».

In Turkic culture, the main function of lead is to
protect people’s souls, to be a substitute, a double,
into which the shaman can «transfer» the spirit of
the disease. This manipulation results in a variety
of figures used to diagnose the patient’s condition,
based on the idea that an evil spirit possessing the
person «moves» into the lead.
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TACTAP - MUHEPANAAP / KAMHWU - MUHEPA DI /
STONES - MINERALS

MEPE3E / KOrinalP AKblK
BVPHO3A

PEREZE / KOGILDIR AQYQ
PEREZE / TURQUOISE

OHepTaHyLWblap KyMicTeri Keringip akblKTbl KeHe
KewneHAinepdis, MndONo3TMKaNbIK  AyHUETaHbI-
MbIHAAFbl MaHbI3Jbl/bIFbIH KOPCETE OTbIPbIN, Ka3ak
3eprepiik eHepiHiH, KBUHTICCEHLMACH! AeN aKbIHAbIK
Typfblaa atangbl. Keringip akblk Hemece rnepeseHiH,
TyCi, 94eTTe kekwin, oraH KekTiH Tacbl Hemece AcnaH
oKini MapTebeciH bepesi. ANTbIHMEH anTanfaH Kerif-
AIp aKbIKNeH KOMKepiNreH TaHbIMan KasakCTaHAbIK
apxeonoruanblk, omxanap 6. 3. a. lll £. — 6. 3. Il £. xa-
TaTblH Kapfanbl kembeciHiH (arnagema xxoaHe backa aa
anTbiH ByMbiMaap) KasblHacbiH kepceTeai. KasakTap-
AblH, 3eprep/ik eHepiHAe TacTapMeH KOMKepy apka-
WaH kanaynbl GONfaH XaHe oap CUKbIPJbI XKaHe
KOPFfaHbIC KYyLWIMEH AapanaHbin, «ke3» fen atanjbl.
«[epe3e» ce3i napcbl TiNiHEH ayjapfaHfa <«KeH-
FeH, ryageHreH, 6akbIT oKeNneTiH» AereH MafblHaHbl
6ingipeTiH «¢puproza» (piryzen) ce3iHEH LUbIKKaH
«kKeHimnas, bepekeni, 6akbIT akeneTiH» aereHai 6in-
aipeai (kasaklla TpaHckpunumsaga byn Tac «nepese»
Aen atanfaH). byn oHbIH, AacTypAi 3eprepnik eHepae
KEHiHEeH KOAZaHbINYbIH TYCiHAIpea,.

Mepe3e OpTtanbik A3MAHbIH, KONTereH xanblKTapbl apa-
CblHAa MeAWLMHaNbIK TaXipubeae 6enceHai Typae Kon-
JaHbIngpl.

Kbi3bl/1 MAPXXAH (MAPXXAH)
KOPAN

KYZYL MARZHAN OR
(MARZHAN) / CORAL
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Kbi3bln MapyaH (Map>aH) — e3iHLle KalnTa oMnacTbl-
pblIfaH >XaHe TYpKi/Ka3zak, M3AEHMETIHIH KacueTTi
MafblHanapbIMeH TOATbIPbIIfaH (O6TEH MaEHUETTIH,
3NEeMeHTI) CyWiKTi TeHi3 TacTapbiHbiH, Oipi. MapxaH
exengeH 6epi kyHabl Tayap 60bin Tabblnagbl: OHbIH,
GO3FbINT KbI3FbINTTAH KO KbI3blafa AeWiHT peHKTEpI
6ap. Typkinep apacblHAa Kbi3bl1 MapxXaH epekile
OpbIH anagbl, 0N ©3iHiH, TyCiHe balnaHbICTbl Facbipiap
60Mbl AiHW HblcaHAapAbl Ge3eHAipyAe, KecTeneHreH
KineMAepAe CoHAIK KOMMO3uUuManap >acayja >XaHe
SpTYpAi 3eprepnik byhbiMaapabl XacayAa Kkoaja-
HbLIFaH.

BacTbl penai TacTbiH, Tyci aTKapagbl: LWbIPbIHAbI
CapfFbIlW-KO KbI3bla Xa/blk MUONOTUACBIHAA ©Mip-
MEH, KYHMEH, OTMeH, >AaCTbIKNEH, KYHap/blUIbIKNeH
6arnanbicTol. OHbIH, TYCi Kbi3gap MeH aWenaepaiH,
3eprepnik byMbiMaapbiHaa, 6ac kuiMaepiHae (kume-
Lwek) >xaHe HbananapablH, 6ac kniMaepiH 6eseHgipyae
6enceHsi KONAaHbINYbIH aHbIKTaAbl.

KentereH xanbikTap 6y/n Tacka 6HIMAINIK KacueTt-
TepAai XaTkbi3faH: Xope3M avengepi KyneyiHiv, cym-
icneHWinirin caKTay ywiH kebiHece MapyXaHHaH aska
TaFbIM XYPAi, an xakactap ¥Man Kyaarbl Kbi3gapablH
>aHbl, 3SMOpMOHAapbl XaHe T. 6. 6ap MapxaH MOH-
Lwak Tafazbl Aen ecenTerex.

MycbinMaH engepiHae Map>KaHHaH TacCMi >Kacanabl,
KenTereH 6acka 3THUKaNbIK AICTYpAEpAe Map>KaH
allekennepi XaMaH TiN-Ke34eH >XaHe 3yNbiMAblK
CUKbIpAapblHaH Kopfaliabl Aen caHanfbl, COHbIMEH
KaTap eMAik kacnettepre ue 6o0napl.

Kasak «caykeneciHiH» kenbip yarinepiHeH MapkaH
MOHLLAKTapblHbIH, KaTapblH kepyre 6onagsl. Con
CUAKTbI Kapakannak TOW Kenneri ge ocbl TacTapMeH
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WNckyccTBOBEAbl NO3TUYHO HasbiBaloT HGUptosy B ce-
pebpe — KBWHT3CCEHLMEN HOBEANPHOrO WMCKYCCTBa.
LiBeT 6upto3bl, 06bIYHO roNy6OBaThHIN, MpPUAAET e
ctatyc HebecHoro kaMHs van npegcrasutens Heba.
Hanbonee un3BeCTHble Ka3axCTaHCKME apXeosorun-
Yeckme HaxoAKW 30/10TbIX U3AENNI C UHKpYCTaL e
6UPLO30M  AEMOHCTPUPYIOT COKPOBWLLA KapraaunH-
CKOro knaga (gnagema n apyrve 30i0Tble U3Aenns),
patmpyemsble Il Beka go H. 3. — |l Beka H.3. VHkpy-
CTaumsa KaMHsSMWU B HOBEJIMPHOM WMCKYCCTBE Ka3axoB
BCerga b0 XesaHHbIM U UX HasblBaau «ke3» (rnas),
KOTOPbIA HafeNsincs MarMyeckom M OXPaHHOW Cu-
noi. CnoBo «6Upro3a» NPOUCXOAUT OT NEPCUACKOTO
«duptoza» (piryzen), o3Havarowiee «nobesOHOCHbIN,
61aro4eHCTBYOWMNM, MPUHOCALLMI cYacTbe» (B Ka-
3aXCKOW TPAHCKPUMLMM 3TOT KaMeHb Ha3blBan «ne-
pese»). ITUM OOBACHAETCS €ro LUMPOKOEe MUCMOJb30-
BaHWe B TPaAWLIMOHHOM HOBEIMPHOM MCKYCCTBE.

Bupto3a akTMBHO uncnonb3oBanace M B NedyebHOM
npaKkTuKe y MHOTUX HapogoB LleHTpanbHol Asumu.

Art historians poetically refer to turquoise in silver
as the quintessence of Kazakh jewelry art, which
emphasizes its importance in the mythopoetic
image of the world of ancient nomads. The color
of turquoise — usually bluish —gives it the status of
a celestial stone or a representative of heaven. The
most famous Kazakh archeological findings of inlaid
turquoise in gold show the treasure of the Kargaly
hoard (the diadem and other gold objects), dating
back to the 3rd century BC — 2nd century AD. «The
word «turquoise» is derived from the Persian «firyuza»
(piryzen), which means «victorious, prosperous,
bringing good luck» (in a Kazakh transcription this
stone was called «pereze»). This explains its wide use
in traditional jewelry art.

Turquoise was also actively used in medicine by many
peoples of Central Asia.

Kbi3bln MapaH (kopann) — OAMH U3 N31t06NEHHbIX
MOPCKMX KaMHel (31eMeHT Yy>XEPOAHOWN Ky/bTypbl)
6bl1 MO-CBOEMY MEepPeOoCMbIC/IEH W HaMo/HeH ca-
KpasibHbIMW CMbICIaMU THOPKCKOW/Ka3axCckomn Kyb-
TypoW. Kopann ¢ JaBHUX BPEMEH LIEHHBIN TOBap: OH
obnagaet raMMon OTTEHKOB OT 61e4HO PO30BOro A0
TEMHO KpacHoro. B kynbType TopkoB ocoboe Mme-
CTO 3aHWMaEeT KpacHbI Kopa, KOTopblin 6aaroaaps
CBOEMY LIBETY Ha MPOTAXEHWUM CTONETUN UCMO/b30-
Ba/CA ANA yKpalleHUsA NPeAMeTOB KyJ/bTa, CO34aHnA
OpHaMeHTa/IbHbIX KOMMO3MLMIA Ha BbILUTLIX KOBPAX
M B M3roTOBJIEHNN PA3HOOOPAa3HbIX FOBEANPHbIX W3-
Jenuvn.

[NaBHYylO pofb UrpaeT LBET KaMHS: COYHbIN OpaH-
>KEBATO-TEMHOKPACHbIN, COOTHOCUMBbIA B HAapOAHOW
MUPONOTMN C XKMU3HBLO, COMHLEM, OFHEM, MOJIOAO-
CTbto, Naogopoaunem. LiBet onpesaenvn ero akTuBHoe
MCMONb30BaHME Ha AEBUUBUX U XKEHCKUX YKpaLLIeHW-
X, AeKope rosoBHbIX YHOPOB (KMMeLlek) 1 AeTCKUX
LIarnoyex.

OTOT KaMeHb HaAensncs MpoayuMpyLMMN CBOK-
CTBaMW MHOTVMU HapOZAaMW: OXepesibe 13 KOpPaaioB
ANS COXPaHeHUs NMPUBA3aHHOCTU My>a 4acTo HOCK-
JIV XOPE3MUIACKME XEHLLMHBI, @ XaKacbl CUMTaM, YTO
6orvHa Ymali Hocuna KopannoBble Bycbl, B KOTOPbIX
3aK/IF0YaNCh AYLIN-3apOabILY AEBOYEK U T.A.

B Mycy/nbMaHCKUX CTpaHax U3 KOpaaioB U3roTaBau-
Ba/IMCb YETKM, BO MHOMUX APYTUX ITHUUECKUX Tpa-
ANLUMSAX YKPaALLeHWs U3 KOPaloB CUMTAIUCh 3aLyuT-
HMKaMM OT Criasa M 3/blX Yap, a Takxke HajeNannchb
LenebHbIMM CBOMCTBAMMU.

Ha HEKOTOPbIX o6pa3u,ax Ka3aXxCcKunx «caykene» MOox-
HO yBUAETb pPAAbl KOPaiaoOBbIX 6yC AHanormyHo n B

The kyzyl marzhan (coral), one of the most popular
sea stones (an element of foreign culture), was
reinterpreted by the Turkic/Kazakh culture in its own
way and filled with sacred meanings. Coral has been
a valuable commodity since ancient times: it has a
colour range from pale pink to dark red. Among Turks,
red coral occupies a special place, because thanks to
its colour it has been used for centuries to decorate
cult objects, to create ornaments on embroidered
carpets and to make various pieces of jewellery.

The main role is played by the colour of the stone —a
rich, orange-red, which in folk mythology is associated
with life, sun, fire, youth and fertility. The colour was
decisive for the use of the stone in girls’ and women's
jewellery, in the decoration of headdresses (kimeshek)
and children’s hats.

Productive properties were attributed to this stone
by many peoples: Coral necklaces were often worn
by Khorezmian women to obtain the affection of
their husbands, and the Khakasses believed that the
goddess Umay wore coral beads that enclosed the
soul embryos of girls, etc.

In Muslim countries, coral was used to make rosaries,
and in many other ethnic traditions, coral jewellery
was believed to protect against the evil eye and evil
spells and to be endowed with healing properties.

Rows of coral beads can be seen on some designs
of Kazakh «saukele». The wedding dress of the
Karakalpaks is also studded with these stones. The
frequent use of coral in wedding attributes confirms
its importance as a bearer of fertility, i.e. the pearls
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KemkepisreH. YnneHy TOWbIHAA MapXaHHbIH Ken
KOAAaHbINYbl OHbIH, XEMICTi Kyl OepyLli peTiHAeri
MaHbI3AbIbIFbIH PacTakifbl, AFHN MOHLUAKTap KenTe-
reH ypnaktapmeH 6arinanbictel 60abl. CoHAali-ak,
KasakTapfa MapXaH Hemece iHXy-Map>KaHZbl TyCiH-
Je Kepy MOJLWbINbIKTLI Bingipes,.

AKbIK,
CEPAO/INK
AQYQ / CARNELIAN

AKbIK, — Ka3akTapiafbl cay/blK NMeH KyaHbIlWTbl 6ei-
HeslereH, OHblH, eMAiK KacueTi ae 6bonfaH — on apam
KywTep )KI6epeTIH aypynapzaH KOpFaI/ITbIH Ka-
3aKTapablH TYCiHIriHAE OyN «KYH Tacbl» amen,a,ep,a,l
TiN-KO34eH, 3usAHHaH, OejeynikTeH cakTanabl, an
KapTTap MeH a/cipereH agamjapfa kyw bepegi ae-
reH nikip ani ge 6ap. CoHAbIKTaH on 3eprepik byin-
bIMAap MeH allekelik 3aTTapaa benceHai KongaHbl-
nagbl. KasaktapapblH, ocbl Tacka gereH Maxabb6atbiH
L. X. TokTabaeBa oHbl beriHeni Typae AaCTypAi Tay-
enginik aen ataugbl. TacTblH TyCi — Xymcak, KyHripT,
KYH-KOHbIp — Ka3akKTapablH, Hacanibl, TepeH, peHk-
TepAi yHaTaTblH ASCTYpAi TyC TaifamblHa bapbiHLa
covikec Keneg,.

MamaHgapAblH NabiMAaybIHLIA, dNeMAIK M3 eHNeT-
Te B6yA Tac aHa KyjalibiHa TabblHyLWbIIbIKNEH Haiina-
HbICTbl 6014bl, By OHbIH, CaNTTbIK 3aTTap MeH Typi
aviengep 3eprepsik ByMbIMAapbIH Xacaysa KeHiHeH
KOAaHbLAYbIHA bikna eTTi. Exenri Mbicbipga akbIKTbl
«TacTa KaTbln KasfaH KYHHiH 6aTybl» fen aTafaH XaHe
ON eninep aneMiHe canapga MapkyMHbIH >aHblIH
KopFfaingbl Aen ceHreH. Excenri rpek emwwinepi 6yn Tac
KaHAbl KannblHa KenTipeai, alyaaHLWaKTbIK NeH aLly-
Jbl bacajbl Aen CeHreH.

Xannbl, apxeonorusnblk MaTepuangapfa kaparaH-
4a, akpik Taay LWeiFbicTbiH, OpTanbik, A3MAHbIH, XaHe
backa engepaiH KenTtereH xasblkTapbiHa 6enrini
6onfaH. OpTanblk A3Ms XaiblKTapbl akblKTbl AeHCay-
JIbIK Tacbl Aen CaHaAbl, COHAbIKTAH aKblKk MOHLUAKTa-
pbl SPTYPAI TyMapaap >acayfa KeHiHeH Ko/aJaHbli-
Abl.

MycblIIMaH anemiHAe Kbi3bll akblKTaH >KacajfaH
ToCnifep TaHbIMaa >aHe oslap TacTblH ©3iH «Mek-
KEHiH TiNeKTepiH OpPbIHAANTbIH Tac» JAen aTangbl.
Keinbip aHbi3gapsa Myxammes narirambapfa MbiHa
ce3aepai >aTkbi3aabl: «AKblKTaH XY3iK TafblHbI3, O
WbIHbIMEH KeJeNNiKTeH KyTKapazbl».

IHXXY-MAPXAH /
TAHA/CEAEN

XXEMYYT / TAHA / NEPNAMYTP

INZHU MARZHAN / TANA /
SEDEP

PEARL / TANA /
MOTHER OF PEARL
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IHXy-MapXaH — anemzeri eH TaHblMan TacTapAblH,
6ipi. Exxenri KpiTaiaa on AAOCThIK XoHe byananbik Ma-
AEHV i3CTYpIep asACbIHAA Tycm,qlpmp,l aN COHFbICbIH-
4a byana MeH oHbIH iniMaepiH 6ingipeTiH HbllwaHabIK
acbln Tac (CaHCKp. MaHu) bBeiHeciMeH 6alnaHbICTbI
6onabl. KeWiHipek KbITakablKTap iHXy-Map>KaHZbl
9MeNfik NHb HbllaHbl peTiHAe KapacTbipa 6acTazbl.

IHXy KasakTapablH ASCTYpAi eHepiHae MapXaH He-
Mece akblK CUAKTbI KeH TaHbiMan 6oafaH Xok. bipak
0N aWiTapAblKTall MaHbI34bl CUMBOAU3MIE e 6oabl,
6ankim, AnFa ykcac TyCi YWiH XanbIKTblK AyHWEeTa-
HbIMAafbl KacWeTTi TynHeri3beH 6GannaHbICTbl. [HXY
3eprepiik byribiMgap MeH kuniMaepai 6eseHgipyae
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KapakaimnakckoM CBafebHOM KOCTHOME, YCEHHOro
3TUMK KaMHsAMU. OBUIbHOE UCMO/Ib30BaHWe Kopan-
JoB B cBajebHoN aTpubyTvke NOATBEPXAAET €ro
3HaueHue KaK Aaputens NAOAOHOCHOM CUbI, T.e. By-
CWHBI aCCOLIMMPOBANNCh C MHOTOUUCAEHHBIM NOTOM-
cTBOM. TakXXe YBUAETb BO CHE KOPa UAN XEMYYT Y
Ka3axoB 03Ha4ano mnsobunne.

were associated with numerous offspring. If the
Kazakhs saw coral or pearls in their dreams, it meant
abundance.

AKbIK — CEpPAOJNK Y Ka3axoB CMMBOAU3MpPOBan Hia-
rorofyuve v pajocCTb, OH HaAenancs n LenebHbiMu
CBOMCTBAMW: MOT 3alUUTUTL OT BONE3HEeN, Hacbllae-
MbIX HEUMCTBIMU CUAMW. Y Ka3axoB Jo CUX nop bbl-
TYeT MHEHME O TOM, UYTO 3TOT «CONIHEUHbI KaMeHb»
3alUMTUT XEHLWMH OT Craasa, nopuu, becnioaus, a
MOXWAbIM U OCNabNeHHbIM NHOASAM BEPHET CUJbI.
Mo3ToMy ero akTMBHO MCMOJ/Ib30BaAn B yKpalleHU-
fX U gekope npeameTos. JIlo60OBb KazaxoB K 3TOMY
kamHto LL. XK. ToxTabaeBa obpa3HO HaszblBaeT «Tpa-
AVNUMOHHBIM NpuctpactuemM». LLBeT KaMHsA — MATKUI,
MaTOBbIM, CONHEUYHO-KOPUYHEBBIA Hanbosnee NOAHO
OTBEYaET TPaAMLMOHHOMY KONOPUCTUUECKOMY BKYCY
Ka3axoB, KOTOpble MpeArno4YnTaroT Hebpockue, ray-
Bbokune ToHa.

ChneumanncTbl CUMTAIOT, UTO B MUPOBOW KyabType
3TOT KaMeHb Obl CBfi3aH C Ky/bTOM HOrMHM-mare-
pW, U4TO CNOCOBCTBOBANO €ro LWMPOKOMY MCMOb30-
BaHWKO B W3rOTOBNEHWUWN PUTYaNbHbIX NPESMETOB W
Pa3HOObpa3HbIX >XEHCKUX yKpalleHui. B [lpeBHem
Ernnte cepponvk HasbiBaiu «3acTbiBLUMM B KaMHe
3aKaTOM COJIHL@» W CUMTaN, YTO OH 3alLMLLaeT AyLly
yCOMLIero B NyTelecTBUN B MUpP MepTBbIX. [peBHe-
rpeyeckve BpayeBaTeNN CUMTaNM, YTO 3TOT KaMeHb
MOXET BOCCTaHaB/iMBaTb KPOBb, CMAryaTb FHeEB W
3/10CThb.

Cepaonuk, cyaa no apxeonornyeckMum matepuanam,
6bl1 M3BECTEH MHOTUM Hapogam bankHero Boctoka,
LeHTpanbHom A3nm n apyrux ctpaH. Hapogbl LieH-
TpanbHOW A3MK CUMTaNN CePAOANK KaMHEM 340po-
Bbfl, NO3TOMY LLUMPOKO UCNOb3YHOTCA CEPAOINKOBbIE
6YyCUHbI B M3rOTOBJEHWM Pa3HOODPa3HbIX aMyaeToB.

B Mycy/sbMaHCKOM Mupe MOMyAsipHbl YETKN 13 Kpac-
HOrO CEPAOANKA, @ CAM KaMeHb OHM Ha3bIBAOT «KaM-
HemM MeKKW, MCNOMHAWUM XenaHus». HekoTopble
nereHapl npunuceiBatoT Mpopoky Myxammagy cne-
ayrolne cnosa: «Hocute nepcTeHb C CEPAOIMKOM,
MBO OH NOUCTUHE U3TOHSET 6eJHOCTb».

Agyq, a carnelian stone, symbolised prosperity and
joy and possessed medicinal properties — it could
protect against diseases caused by evil forces.
Kazakhs still believe that this «sunstone» protects
women from the evil eye, corruption and infertility,
and restores strength to the elderly and weak. For this
reason it was often used for decorations and objects.
Sh. Tokhtabaeva figuratively describes the love of
Kazakhs for this stone as a traditional preference. The
colour of the stone is a soft, dull and sunny brown,
which best suits the traditional coloristic tastes of the
Kazakhs, who prefer soft, deep colours.

Experts believe that in world culture this stone was
associated with the cult of the goddess Mother, which
contributed to its widespread use in the manufacture
of ritual objects and a variety of female jewellery. In
ancient Egypt, carnelian was called «the sunset carved
in stone» and was believed to protect the soul of the
deceased on their journey to the world of the dead.
Ancient Greek healers believed that the stone could
restore blood and appease anger and rage.

According to archaeological material, carnelian was
known among many peoples of the Middle East,
Central Asia and other countries. Among the peoples
of Central Asia, carnelian was considered the stone of
health, which is why carnelian beads are widely used
in the manufacture of a variety of amulets.

In the Muslim world, rosaries made of red carnelian
are very popular, and they call the stone «the stone
of Mecca that grants wishes» Some legends attribute
the following words to the Prophet Mohammed:
«Wear a ring of carnelian, for it drives away poverty».

[HXYy-Map>XXaH (Kemuyr) — OANH 13 caMblX Nonyaap-
HbIX KaMHei B Mupe. B 6yaaniickon KynbTypHOW Tpa-
AVLMM OH 6bln CBfi3aH C 06pa3oM CUMBOAMNUYECKOW
AparoueHHOCTH (caHcKp. MaHu), obo3HavasLwen bya-
Ay v ero ydyeHue. B 6onee nosgHee Bpemsa B Kutae
XEMUYXWHA CMMBOM3NPOBana «VHb» — >XeHckoe
Haudano.

B TpagMLMOHHOM NCKYCCTBE Ka3axoB XXeMuyr He Obin
CTO/Ib LUMPOKO MOMYASPHBIM, Kak HanpuMep Kopa
nan cepponuk. Ho Bce e MMen JOCTaTOYHO Beco-
MY CMMBOJINKY, BEPOSITHEE BCETO M3-3a CBOETO LiBE-
Ta, cxoxero ¢ JlyHon — cakpanbHOW cybcTaHumen B
HapOAHOM MMPOBO33peHnmn. XKemMuyr NPUMEHAICs B

The Inzhu Marzhan (pearl) is one of the most popular
stones in the world. In ancient China it was conceived
in the context of Taoist and Buddhist cultural
traditions, and in the latter it was associated with
the image of a symbolic jewel (from Sanskrit mani)
representing Buddha and his teachings. In later times,
the Chinese began to view the pearl as a symbol of
yin, the feminine principle.

In traditional Kazakh art, pearls were not as popular as,
for example, coral or carnelian. Nevertheless, pearls
possessed significant symbolism, probably because
of their colour, which resembles the moon —a sacred
substance in people’s worldview. Pearls were used for
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KONAaHbINFaH. APXeonornablk, osxanap enimisgin,
OHTYCTIK BHipiHe TaH cypak, besrici TypiHAeri cbipFa
TOpI3Ai anTblH OyMbiMAap >acaysa iHXy-MapXXaHzbl
narganaHfaHblH alifakTangbl.

Kazaktap 6yn1 TacTbl  iHXy-MapxaH, TaTapsap
M3pPXaH, ballKypTTap MapWeH, an YyBallTap MepyeH
aen atangpl. basnkim, Kasakla «iHXy-Map>aH» Ce3i
KeHe Typkifik jencl ~ jUncl >aHe apabTbiH mer3an
Ce3/epiHiH KOCbIHABICHI Boaca Kepek.

Kasak MageHveTiHae iHXy-Map>aHfa XakKblH 6oafaH
CMMBOAM3MAI Ka3akTap TaHa Jen atafaH. TaHa — Me-
TafjaH Hemece iHXY-Map>aHHaH >acanfaH LUafblH
AUCK, CUBIPAbIH, MaHepAi Ke3iHe yKkcalabl. KasakTap-
Aa ani KyHre AeniH «ke3i TaHaZal ekeH» (94eMi yKeH
Ke3aep) AereH ce3 bap.

IHXy MeH TaHa Xanblk MaZeHuneTiHaAe 6aKbIT neH Hain-
NbIKTbI Bingipeai. OHTYCTIK Ka3akcTaH Ka3akTapbiHbIH,
epekKLUe aAeT-Fyprbl — TaHa Tafy (TaHa Kurisy) 6onfaH.
Cbiinblk Bepy oapekeTiHiH, MaHi TiN-Ke3jeH KopFay
6on4bl. TaHaHbIH, ©3i 6ac kKMimaepre, KMiM-KelLekTep-
re, ask Kuimgepre TiriareH, coHgan-ak, wawbay xa-
cayZa onapfblH TYTbIHYLWbINAPbIHA CITTIAIK, AaHaNbIK
XKOHe AeHcayblk CbliNanibl AereH CeHiMMeH nanga-
NaHblFaH.

XXAUTAC
HEDOPUT
ZHAITAS / JADE

XKawntac (HedpwuT) TypKi XanblKTapblHbIH, apacbiHAA
>XEeHiC Tacbl 60/bIN caHanAbl, OHbIMEH MbillaKTap,
KblNbILUTAP, ep-TOKbIMAAP MeH bengiktep 6e3eHaipin-
Ai. XKalitactaH »acanfaH TyTkanapbl 6ap eTki3 >y3ai
KapyfnapAblH, KenTereH >ajirepiepi 9NeMHIH eH
KaKCbl MypaxkanapbiHaa cakTaynbl. XXaitac exenri
yakbITTa TeK aykaTTbl afjaMAapfa Ko XeTiMai 6onabl
KOHe dN1eyMeTTiK MapTebeHiH KepceTKiTepiHiH bipi
6onfaH. byn MuHepanabiH Tafbl Hip KacneTTi Xafbl —
OHbIH «XKeN MeH XaHObIpabl WaKblpy kabineti». [e-
pekKe3zaep XalTac CUMKbIp/bl Tacka AereH CeHiMHIH,
KenTereH KepiHicTepiHiH Oipi peTiHAe KbI3MeT eT-
KEHiH, OHbIH, KEMeTiMeH KeHe TYPKi kKaMaapbl MeH Ka-
3ak HakcblnapbiHbIH XXaHObIp XayAblpaTblH FYPbINTbI
acafaHblH KepceTedi. CuMKbIp/bl Tac Typanbl ykcac
TYCiHIKTEp anTanbikTapAa, TyBanblkTapaa >kaHe T.6.
Ke3zgecesi. Mbicanbl, antaliabikTapaa on Tek XXaHbbIp
KayAblpy YLUiH faHa eMec, COHbIMEH KaTap byaTTapabl
TapaTy XaHe XblNyAbl WakbIpy YLWiH A€ KOAAaHbIIFaH,
MyHbl apHalbl Bakcbl — Agaun >kacafaH. HedputreH
backa, AliMa HemMece XaJeuT KOAAaHbIAYbl MYMKIH.
HedpuTTiH, KazakTapaafbl «MeTEOPOOrMANbIKY» Ka-
6ineTTepi OHbIH HaW3afall COfyblHa kapcbl borTymap
peTiHAeri TyCiHIriHeH ge KepiHic TanTbl. Ka3akTapabiH,
AyHWeTaHbIMblHAA HedpUTKe «KeHiMnas» Kyl MeH
«MeTeopPOoIOrUA/bIK» KacueT bepiireH.
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YKpaLIeHMsX U AeKope ogexzbl. Apxeosornyeckue
HaxoAKM CBUAETENbCTBYHOT 06 UCMO/Ib30BaHUM XeM-
yyra B U3roTOBAEHUM 30/10TbIX U3AENWIA, HaNpUMep,
cepexeKk B BMAe 3HaKa BOMPOCa, XapakTepHbIX A/s
FOXKHOFO pervioHa CTpaHbl.

Kazaxu 3TOT KaMeHb Ha3blBaKOT iHXY-MapyaH, TaTa-
pbl MBPXaH, 6aLLIKMPbI MAPIEH, a YyBalln MepyUeH.
BeposTHee Bcero, kasaxckoe iHXy-Map>aH ABAseTcs
coyeTaHMeM ApeBHeTHOPCKOro jencl ~ junci v apab-
CKOro merzan.

BAn3KOM C >XXeMUyroM CUMBOJIMKOW B Ka3axcKoMn
KynbType obnagan nepaamyTp, KOTOPbIA Ka3axu Ha-
3bIBarOT TaHa. TaHa npeacTaBaseT co6oi HebonbLLOM
AMUCK, CAENaHHBIA U3 MeTanfna UAn nepaamyTpa, Ha-
MOMMHAOLLEro BbIpa3uTe/ibHble KOPOBbM [fasa —
«Ke3i TaHasan ekeH» (KpacvBble HbosbLune rna3za).

XKemuyr n nepaamyTp B HaApOAHOW Ky/nbType oauLe-
TBOPAIOT cyacTbe U BoratcTBo. Y ka3zaxoB HOXHoro
KazaxctaHa cyliecTBOBan YHWKanbHbIA ObblYal —
TaHa Tafy (ofeBaHWe TaHbl) — 0apuBaHMNe KOro-anmbo
nepaamytpom (TaHa). Cmbich 3aknrovancs B jape-
HuM obepera oT crnasa. TaHa HaWwwMBaAW Ha rosoB-
Hble y6opbl, ogexay n obyBb, a Takxke UCMOAb30Ba-
NN B «lWall B6ay» (1eHTax Ans KOC): UX HOCUTENHO 3TO
AO/DKHO MPUHECTN yaady, MyapOoCTb 1 340POBbE.

jewellery and to decorate clothing. Archaeological
findings prove the use of pearls in the manufacture
of gold objects, such as earrings in the shape of a
question mark, typical of the southern region of the
country.

The Kazakhs call this stone inzhu-marzhan, the Tatars
marzhan, the Bashkirs marien and the Chuvash
merchen. Probably, the Kazakh inzhu-marzhan is a
combination of the Old Turkic jencu ~ jlincl and the
Arabic merzan.

Close to pearls in Kazakh culture was mother-of-
pearl, which Kazakhs call tana. Tana is a small disc of
metal or mother-of-pearl that resembles expressive
cow eyes. Kazakhs still have the expression «kdzi
tanadai eken» (beautiful big eyes).

Pearls and mother-of-pearl represent good luck
and wealth in popular culture. The Kazakhs in South
Kazakhstan had a unique custom —tana tagu (dressing
tana). This custom involved giving someone mother-
of-pearl (tana), the idea was to donate the talisman
against the evil eye.Tana was sewn on hats, clothes
and shoes and also used in «shash bau» (ribbons for
braids): to its wearer this was supposed to bring good
luck, wisdom and health.

«XarTtac» (HedpuUT) y THOPKCKUX HAPOZLOB CUMUTANCH
KaMmHeM nobegbl, UM yKpalLaam HOXKW, Meuwn, ceana
n nosaca. MHorouncneHHbole apTedakTbl KNMHKOBOIO
OPYXWA C UHKPYCTUPOBAHHBIMW HEDPUTOBBLIMU Py-
KOSAITKAMM XPaHATCSA B yULlnX My3esx mupa. Hepput
B ApPEeBHWE BpeMeHa Obl JOCTYNEH UCKNHOUUTENBHO
COCTOATE/IbHBIM JIOAAM W CAYXKUA OAHUM U3 MOKa3a-
Tesnen coumanbHoro cratyca. CakpanbHOW CTOPOHOW
3TOr0 MUWHepana ABAAETCA €ero «CrnoCcobHOCTb Bbl-
3bIBaTb» BETEP U AOXAb. B MCTOUYHMKax yKa3biBaeT-
€SI, UTO HePUT CAYXMA OAHUM U3 MHOTOUMCIEHHBIX
MPOSABJEHNA Bepbl €ro Marmyeckyto cuay, ¢ nomo-
b0 KOTOPOW ApPEBHETHOPKCKME KaMbl U Ka3axXckue
6aKcbl (lWamaHbl) coBepluanm obpsas Bbi3biBaHWA A0-
XAA. CxoAHble NpescTaBAeHnsa O BOIWEOHOM KaMHe
BCTpPEYatoTCa y antaliles, TyBMHLUEB U ap. Hanpu-
Mep, Y anTaliLleB OH MCMOb30BaCA He TOJbKO ANs
BbI3bIBaHWA AOXAA, HO W ANS pa3roHa Ty4Y W BbI3O-
Ba MOTeMeHWs, KOTOPbIM 3aHWMaCs CneLmanbHbli
6akcbl — «agaum». Kpome Hedputa MOram ucnonb-
30BaTbCA AWIMA MW XajeuT. «<MeTeoposiornyeckme»
CNocoBbHOCTM HedppuTa y KazaxoB OTPaA3UINCL U B €r0
NMOHVMMaHWK Kak obepera oT yaapa MosHUK. B mupo-
BO33pEHMM Ka3axoB HeppuUT HajeneH «mnobesoHOC-
HOW» CUJION N «METeoPOSIOrMYECKMMU» CMOCOBHO-
CTAMM.

Zhaitas (jade) was considered a stone of victory by
the Turkic peoples and was used to decorate knives,
swords, saddles and belts. Numerous artefacts of
bladed weapons with inlaid jade handles are kept
in the best museums of the world. In ancient times
jade was available only to the wealthy and served as
an indicator of social status. Sacral aspect of jade is
its ability to affect wind and rain. Sources indicate
that jade was one of the many beliefs in the magical
stone used by ancient Turkic Kams and Kazakh Bagsy
(shamans) to performtheritual ofinvoking rain. Similar
notions of magic stones also exist among Altaians,
Tuvans and others. The Altaians, for example, used it
not only to bring rain, but also to dispel clouds and
bring about warming, which was done by a special
baqgsy — yadachi. Besides nephrite, jasper or jadeite
could also be used. The «meteorological» abilities of
the Kazakhs are also reflected in their understanding
of nephrite as protection against lightning. In the
worldview of the Kazakhs, jade is endowed with
«victorious» power and «meteorological» abilities.
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KOKTAC
NA3YPUT
KOKTAS / LAPIS LAZULI

KekTac — acnaH TycTi Tac, eH, anjbIMeH e3iHiH, TyCi —
ToHipAiH, Tyci YWIiH epekiwe kKypmeTke ue HonfaH.
ApXeonorusanblK AepekTep OHbIH, KEeHiHEH Koaja-
HbUTYbIH Kyd/1aHAbIpadbl: ON Cbipfa, binesik, 6engik,
Keyze XaHe MOWbIH alieKeinepi xaHe T. 6., epaepre,
oviengepre xaHe bananapfa apHanfaH byhbiMaapabl
beaepneyse konfaHblAFaH. TYpKi-MOHFON XanbiKTa-
PblHbIH, KE&HEe TapWXblH 3epTTEWTIH MaMaHAap OHbl
aykaTTbl ajamgap Hemece epekile MapTebere ve —
bakcblnap, emuinep, 1. 6. TafaTblH «begensi MapTe-
6eni Tac» gen atargbl. On KbiMbaT XXaHe cMpek Kes-
[ECETiH Tac caHanfaH.

Typki >aHe backa MaAeHWeTTepAe KekTac Wrinik-
Ti, KOpPFaHbIC, COHAAN-aK KyHap/blLiblK KbI3MeTiMeH
6arnaHbictbl 60abl. Mbicbipga, BaBuaoHza >aHe
Accvpusga nasypuT acbia Tac 60bIN caHanibl, ogaH
XacanfaH OyMbiMAap CanT-A3CTYPAIK MaAeHUeTTe
>K9HEe KacMeTTi KypblabiMaapabl 6e3eHaipyae KeHiHEH
KONAaHbLAAbI. Exxenri MbicbipabiKTap 6yn MUHepanbl
«acnaH ynbl» Aen atagbl, OHbl 6acTbl kKyaan AMOH-Pa-
MeH 6alNaHbICTbIPAbI XXBHE OHbIH KOMEriMeH Kyaaun-
napMeH balinaHbic opHaTyFa 6onasbl Aen ceHa.

XbIJTAHBAC / KAYPU
BAKAJNIWAKTAPbDI /
XbIZTIAH BAC

PAKYLWKA KAYPU

ZHYLAN BAS / COWRIE
BAQALSHAQTARY /
ZHYLAN BAS/ COWRIE SHELL

XbinaH 6ac (bakaniwak) — MapXaH CUAKTbI TYPKi Ma-
JLEHUETIHIH, KeHicTiriHe ce3be-ce3 anTKkaHAa «KyW-
blJIFaH» TEHI3 Cbibl. BakanlwakTbIH, «TyfaH Xepi» — cy
/ Cy anaTbl OHbl €XKeNTi TYPKiNepAiH cakpanmlauunsia-
yablH, 6acTankbl HykTeci bonabl. KentereH apxeono-
TVSNbIK XdHe 3THOrpaduAnbIK MaTepuaniap kaypu
bakasnwarfbiHbIH diiesaep MeH 6ananap KuiMaepiH
6e3eHaipyse, coHAan-aK LamaH-bakcblnapabiH, Ay-
aHanapZblH, >aHe backa Aa KacueTTi TyafanapiblH
KMiMAEpIHAE KeHiHeH KO/AAaHblIfaHbIH KyaaaHAbl-
paabl. bip >XafblHaH, bakanluak KepHeki Typae agam
K©3iHiH, KepiHeTiH 6eniriHe ykcanabl, Oyn OHbIH
SPTYPAI XanbikTapablH, HakcblnapbiHbiH, 6ac Kuim-
AEepIHAe KeHiHeH KOo/njaHblayblHA biknan eTTi. bac
Knimgeri 6akanlakTapAblH OCbIHAAN KOMn >XWHanybl
«BapiH XaHe HapAblfbiH» (BapiH KepeTiH Ke3) kepin
TypaTbIH Aen TYCiHINETIH apTypai bafbiTTapFa Kapan-
ThbIH KOMTereH Ke3aepaiH eneciH Tyabipabl.

EkiHWI >kafblHaH, Kaypu 6akanallafbl arensepain
KYHap/IbUIbIFbIHbIH, ©HIMAINIMHIH HblWaHbl peTiHAe
TYCiHAIpinAil. On TinTi e3iHiH pecMn ataybiH Bejafa
AeviHri aHa kyaarbl KaypuaiH, aTblHaH anjbl >kaHe
OHbIH HananarbiwThlk HactaybiH 6eriHenengi. Ocbl-
JaH bactan bakanwakTap avengep KuiMiH 6e3eH-
Aipyae, acipece aactypni 6ac kmimaepai 6eseHgipyse
XN KongaHblafaH. Kasak maaeHuneTiHae bakanliak,
>Kac KeNHLWEKTEePAiH, KUMeLLIEeKTEPIHE TirireH.

Tafbl 6ip AeTanb — KasakTblH ASCTYPAi aTayblHAAFbI
XblNaH 6acTbiH, / XblNaHHbIH 60ybl. byn atay Xbl-
NaHHbIH, 6acbiHa CbIPTKbI YKCACTbIfbIMEH GainaHbl-
CTbl, 6y OHbIH XblNAaHHbIH eXeri KyabTiMeH Hanna-
HbICTbI CaKpaan3aunsaHbIH XXaHa AeHTeliH KeHenTesi.

Typki MageHveTiHAe Kaypw bakajlafblH nanjana-
Hy KOJa AdYipiHeH Kasipri 3amaHfa AeliH Co3blafaH
KeHe Tapuxka 1e XaHe 9NeMHIH KenTereH enjepiH-
4e AeHcaynblk, KYHap/blablK, KauTa Tyblay, CUKbIP-
Nbl KYLL MeH CTTIIIK TYyMapbl peTiHAe aAi e KeHiHeH
KonaaHbliadbl. CoHpan-ak kaypu bakasniafbl y3ak
yakpIT 60Vibl TeNIEM Kypasibl PeTiHAe nanaanaHbinfaH,
6y/1 onapAbliH, 9NeMAiK MaAEHWETTEr XXOFapbl MaHbI3-
AbINbIFbIH KepceTes,.
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Jlazyput — kKaMeHb HebecHOro LBeTa, 0COBEHHO Mo-
UnTaNCs B TIOPKCKOW Cpeje Mpexzie BCero 3a CBOM
uBeT — uBeT BepxoBHoro 6oxecTtBa TeHrpu. Apxeo-
JIOrnYeckme faHHble CBUAETENLCTBYHOT O €ro Lnpo-
KOM NPUMEHEHWN: Ero UCMOJIb30BaAN B UHKPYCTaL MK
cepexxek, bpacneTos, NOACOB, HarpyAHbIX N Hallemn-
HbIX YKpaleHWn n ap., n3genvi, npesHasHauyeHHbIX
NS MYXUMH, XeHWWH n aetein. Cneumanuctsl no
APEBHEN NCTOPUM THOPKO-MOHFOJIbCKUX HAPOAOB Ha-
3bIBAKOT €ro «MPeCcTMXHO-CTaTyCHbIM KaMHEeM», KO-
TOPbIN HOCUAW NHOAM COCTOSTENbHBIE UAN UMEtoLLME
0CObbIN CTaTyC — LWaMaHbl, LLeanTenun u ap.

B TopKCKOW 1 Apyrux KyabTypax nasypuT bbia cBsA3aH
¢ 6naronoxenatenbHbIMY, OXPaHHbIMU OYHKLMAMM,
a Takke naogopoama. B Ermnte, BaBunone n Accu-
pUn U3aenns 13 nasypura LWMPOKO UCMOJ/Ib30BaaNCh
B PUTYaJibHO-06PAL0BON Ky/AbType U B OTAEsKe Ca-
KpasibHbIX COOPY>XXeHW. [lpeBHMe ernnTsHe Ha3biBa-
JIN 3TOT MUHepan «HebeCHbIM CbIHOM», acCoLUMpYs
€ro c rnaBHbiM 6orom AMOHOM-Pa 1 cumTtanu, 4To C
€ro NOMOLLbH MOXHO YCTaHOBUTb CBA3b C Horamu.

Lapis lazuli, a stone of celestial colour, was particularly
revered in the Turkish environment, especially for
its colour, the colour of the supreme deity Tengri.
Archaeological data prove its wide use: it was used for
inlays in earrings, bracelets, belts, breastplates, lapels,
etc, in items for men, women and children. Experts
on the ancient history of Turkic Mongol peoples refer
to it as a «prestigious status stone» that was worn
by the wealthy or people of special status, such as
shamans, healers, etc.

In Turkic and other cultures, lapis lazuli was
associated with benevolent, protective, and fertility-
enhancing functions. In Egypt, Babylon, and Assyria,
lapis lazuli was considered a precious stone and was
used in ritual and ceremonial culture and to decorate
sacred buildings. The ancient Egyptians referred to
the mineral as the 'son of heaven,» associated it with
the chief god Amon-Ra, and believed that it could be
used to communicate with the gods.

XKbinan 6ac (pakylka) — gap Mops, Y KOTOpPOro Tak-
XKe, KaK 1 Kopanna, «Mecto poxAeHnsa» — Boja/Bo-
AHas CTUXMA, CTano OTMpPaBHbIM 3HAaKOM B ee cakpa-
Nv3aumn y ApeBHUX THOPKOB. Apxeosiornyeckue wu
3THOrpaduyeckme maTepuanbl CBUAETENbCTBYIHOT O
TOM, YTO Kaypw LUMPOKO MCMOJ/b30Banach B Jekope
XKEHCKMX W JETCKUX KOCTIOMOB, @ TakXe B ofexge
WwamaHoB-6aKchl, fdyaHa M Ap. CaKpaanm30BaHHbIX
oduryp. Pakylika BM3yasbHO HanoMWHaeT BUAVMYHO
YacTb YesIOBEYECKOTO [/1a3a, YTO CNocobCTBOBANO ee
LUIMPOKOMY WCMONb30BaHUIO Ha FOJIOBHbIX y6opax y
lwamaHoB. bosbwoe ckonneHve pakyllek Ha ro/oB-
HOM ybope co3jaBaso WANKO3UKO MHOXECTBa rNas,
CMOTPALWMX B pasHble CTOPOHbI, 0H03peBatoLwmX
«BCe 1 BCA» (3HaK BCEBUAALLETO OKO).

Pakylika kKaypy CMMBOAW3MPOBANa >XeHckyt dep-
TUABHOCTb, Naogopoamne. CBoe Ha3BaHWe OHa NoJy-
ynna OT UMEHU AoBeanyeckon bormHmn-matepu Ka-
YpW, CUMBOAN3NPYS ee POXKAAILWYH PYyHKLMIO. ITO
06BACHAET NCMONb30BaHME Kaypu B AEKOPE XXEHCKOM
OAeXJbl, B YKpaleHWN TPaAWLMOHHBIX TONOBHbIX
ybopoB. B Ka3axckoi Ky/nbType Kaypu BblILUMBaANCh
Ha KMMeLLeKaX MONOAbIX XEHLLMH.

Ewe ogHa petanb — purypuposaHme B TpajuLIMOH-
HOM Ka3axCKOM Ha3BaHWUW — XblnaH/3mesn. MNogobHoe
Ha3BaHWe MPOAMKTOBaHO BHELUHWMM CXOACTBOM C ro-
JIOBOV 3Meu, UTO pacluMpseT acnekTbl ee cakpaaunsa-
LN, COOTHOCKMbIE C APEBHENLINM KyNbTOM 3MEW.

Wcnonb3oBaHWe pakyLikn Kaypu B THOPKCKOMW Kyb-
Type UMeeT APEBHIOK UCTOPUIO, MPOTAHYBLLYHOCS OT
3MOX1 6POH3bI 40 HOBEWLLIErO BPEMEHU, @ BO MHOTUX
CTpaHax MMpa Kaypu 40 CUX NOp WKUPOKO UCMOb3y-
FOTCA B KayecTBe aMyJIeTOB 340POBbs, MA040POAMS,
BO3POXAEHUSA, MarnMyeckon cuiabl U yhauu. Takxke
Kaypu NpoAoKUTENbHOE BPEMS MCMO/b30BaAUCh B
KauecTBe MJaTexHOro CPeACTBa, Yto roBoput 06 mnx
BbICOKOW CMMBOJINYECKOWN 3HAYNMOCTU.

Zhylan bas (shell) is a gift of the sea, which is literally
“blended” into the space of Turkic culture just like
coral. The "birthplace” of the shell — water/water
element, was the starting point of its sacralization by
ancient Turks. Many archeological and ethnographic
materials suggest that cowrie was widely used in
female and child costumes, as well as in clothes of
shamans-baqgsy, duana and other sacralized figures.
On the one hand, the shell visually resembles a
visible part of the human eye, which contributed to
its widespread use on headdresses by shamans of
different peoples. Such a large cluster of shells on a
headdress created the illusion of multiple eyes looking
in different directions, understood as overlooking
“everything and everything” (all-seeing eye).

On the other hand, the kauri shell was interpreted as a
symbol of female fertility, fertility. It even got its official
name from the pre-Vedic goddess mother Kauri and
symbolises her fertility. Hence, kauri was often used
in the decoration of women'’s clothing, especially in
the decoration of traditional headdresses. In Kazakh
culture kauri were embroidered on the headdresses
of young women.

Another detail is the appearance of the traditional
Kazakh name zhylan / snake. Such a name is dictated
by its outward resemblance to a snake’s head, which
extends its new level of sacralisation, correlating it to
the ancient cult of the snake.

Specialists believe that the use of cowrie shells in
Turkic culture has an ancient history stretching
from the Bronze Age to modern times, and in many
countries around the world cowrie is still widely used
as amulets of health, fertility, rebirth, magical power
and good luck. Cowrie have also long been used as a
means of payment, indicating their high importance
in the world’s culture.
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BACKA MATEPUANAAP / APYTWE MATEPUAbI /
OTHER MATERIALS

CA3 / BAZIWDbIK
CA3 /TINHA
SAZ / CLAY

Ca3 Typki HatypdunocopuscbiHAa Kneni KacneTtke
ne. OHbIH, KacveTTepi ajaM3aTka epTe 3amaHHaH
6enrini. AyHuexysinik MajeHneTTe Kyaannapabl
benHeneyre, biablC-asK MeH 6acka Aa KyTbliapAbl
Xacayfa, COHJai-ak anfalikpl KOndaH XacasfaH
TYPFbIH YANEPAIH KYPblIbICbIHA apHafaH aafallkbl
matepuan 6onabl. KyaainapiH agamabl 6aniibiktaH
>KapaTKaHZAbIFbl Typasbl TYCIHIKTEP dNeMHiH 6apblk
MazeHuneTTepiHae ke3aeceai. LWymepae (6.3.4. IV-III
MbIHXbIIAbIKTAP) afaMabl Kasal Xacay KepekTiriH
olinan TankaH Kyaipetti Cy KyAaibl DHKUre CEHreH,
an HuHmax kypavbl MeH Tyy kyaabl aaMibl faHa
eMec, OHblH TafAblpblH Aa ca3 6anwbiKTaH MYCiH-
aeai. Exenri MbicbipablH,  KYHapAbIIbIK  KyAalbl
XHYM agamabl Ke3ewi geHreneriHaeri 6anwbikTaH
XapaTkaH. Typki M3eHWeTi afaMHblH ca3fjaH Xa-
canybl Typanbl Xannbl 9AeMAiK TYCIHIKTeH epekLue
GiperennirimeH epekweneHesi. On 6olblHLWa agam
JeHeci cassaH, cyAaH kaH, aTmochepasaH ekne, OT-
TaH Xblay, an TOHiPAIK 330TepuUKTepP Ca3fbl OTTbIH,
TbIFbI3 TYPi A€N TYCIHAIPAI.

Kes kenreH pacTypai MajeHMUETTIH KOJeHep Ky-
OblbICbl ajaM JeHeciHiH, ca3 6ajlbiKTaH >aca-
NYbIHbIH, FapbIWTbIK CHOXETIHIH, MUPONO3TUKACBIH
CaKTaWAbl XoHe Ke3 KeJireH casgbl 3aTTbl, MeWi on
blAblC-asiK 60/CbIH, Melni backa Hapce HOChIH Xa-
cay npoueciHae Xep KeHiCTiriHe npoekymanaHasbl.
Byn HblwaHAablK Typae XKapaTblabiC 9pekeTiH XaHe
webep KoneHepLwiHi XapaTywWwblHbIH, peiHae 6ei-
Henena,i.

KWI3 OKYH)
BOWMIOK (LLEPCTb)
K11Z (ZHUN) / FELT (WOOL)
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Kniz / )KYHHiH KaCMGTiH OHbIH, Xbl/ly CaKTafbIlWThIK
KaHe eMAiK cepiH XaKkch 6ineTiH KewWneHAiNepAiH
Ky.ﬂbTTIK MaTepuansl 60bIN caHanaapl, By XKYHHIH,
/ KWi3giH: YAAeH / KWi3 yAAeH KWiM-Kellek >XaHe
backa fa TYPMbICTbIK 3aTTapfa AeWiH KeH Tapaifa-
HblH Aganengengi. Kenbip fanbiMaap «BOWAOK»
Ce3i 3TUMONOTUANBIK TYPFbIAaH TypKinepaiH opTak
Uylyk, afHun yiire apHanfaH ce3imeH bHalinaHbICTbI
4en ecentengi.

Kol >XyHi TypKi MajeHWeTiHAe KWeni KeHICTIKTiH,
e3iHAik 6enrici peTiHAe KbI3MeT eTin, KenTereH
A9CTYPAI pacimaepre KaTbiCTbl. KOW KblpKy anjblH-
Ja «KOW KbipKap» paciMi >acanbin, Lapafa Kes-
reHgepaid 6bapabifbiHa ac 6epingi. AnTaHbIH, HaKTbI
GenrineHreH KyHAepi, SfHU CapceHbi, benceHOi
X9He CceHbi KyHAepi eTeTiH KOW KblpKyfa KenreH
KYPT KOXanblk nenepimeH yakeH Kblpky TinerimeH
amaHgacaTtbiH. bip ke3gepi xeTrep KOW KblpKyZAbl
TemeHri anem kyaarbl Kampyceue anen kysarnbiHa
apHafaH, an XpUCTUaHAbIK HaHbIM-CeHiMaep 6oM-
blHLUIA, KOHEPreH AdYipae KbipKy TybICTap MeH Kep-
Winep WakblpblafaH MepekeMeH atan eTiNreH.

Typki MaAeHVeTiHAe FypbINTbIK SHAEP, bIPFaKThI
SHAEP, CaNTTbIK iC-dpeKeTTep, TOW-AyMaH XaHe Ou-
bIH-CaybIK KaTap >XYpin, KapbiM-KaTbiHaC neH bip-
NeckeH WblfapMallblblK YLWiH XaFaan 60nfaH Kui3
6acy npoueci ge kacneTTi 6onabl. Mbicanbl, TekemeT
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Ca3 (r1vHa) HajeneHa cakpajibHbIM CBOWCTBOM B
TIOPKCKOW HaTypdmnocodmm. Ee cBOMCTBa M3BECTHDI
YeslOBEYECTBY C APEBHeNLNX BpemeH. B MupoBol
KyAbType MMEHHO T/IMHa CTaja nepBbiM MaTEPUaIOM
A5 n306paxkeHns 6oXeCTB, N3roTOBAEHNA NMOCYAbI 1
Apyrovi yTBapw, a Tak>Ke B CTPOUTE/IbCTBE NEPBbIX Py-
KOTBOPHbIX XuauvL. MpeactaBieHns O COTBOPEHUM
Borom uenoBeka U3 rANHbLI BCTPEYAHOTCS BO MHOTUX
KynabTypa mupa. B LLymepe (IV-IlIl Teicauenetma go H.
3.) BEPWIM B MOTYLLECTBEHHOrO 60ra Boj DHKW: OH
npuayman, Kak co3gatb yenoBeka, a 6ormHa HuHmax
M BOTUHW POXAEHWA Nenuan U3 FAWHBI He TOJbKO
yesioBeka, HO U ero cyabby. [lpeBHeernneTcknin 6or
nao4opoaMsa XHYM CO3jas YesoBeka U3 [/IMHbl Ha
roHYapHoM Kpyre. TropKckas Ky/ibTypa B psgy npes-
CTaB/IeHWI O COTBOPEHMM YeNoBEKA U3 FWHbI UMeeT
CBOKO CHOXKETHYHO Ccneuunduky. Teno YyenoBeka coCTo-
WUT U3 TINHBI, KPOBb 13 BOAbI, erkne n3 atMocdepsl,
TEnJIo 13 OTHA: TEHIPUAHCKME 330TEPUKUN TPaKTOBaIM
FNHY Kak MaOTHYH GOpMY OrHs.

®eHOMEH pemecieHHMYecTBa AHOOOM TPagULMOH-
HOW Ky/NbTypbl XPaHUT MUGOMO3TUKY KOCMUYECKOTO
CHOXKeTa COTBOPEHUSA TENA YesloBeKa U3 MUHBI U NPO-
eLMpyeTcs Ha 3eMHOe MPOCTPaHCTBO: B MpoLecce
CO3/,aHNs Kakoro-anbo rVHAHOro npeAmeTa, CUM-
BOJIMYECKM BOCCO3AaeTca akT TBOpeHus, rae pemec-
JIEHHVK BbICTyMaeT B poan TBopua.

SAZ / CLAY Saz (clay) is endowed with a sacred
property in Turkic natural philosophy. Its properties
have been known to mankind since ancient times.
In world culture, clay was the first material used
for the representation of deities, the production of
tableware and other utensils, and for the construction
of the first dwellings built by man. The idea that
God created man from clay is found in all cultures
of the world. In Sumer (4th-3rd millennium B.C),
people believed in the mighty water god Enki: he
invented the creation of man, and the goddess
Ninmakh and the goddess of birth fashioned from
clay not only man but also his destiny. The ancient
Egyptian fertility god Khnum created man from clay
on a potter's wheel. Turkic culture stands out from
the general world understanding of the concept of
creation of man from clay by its specific peculiarity.
According to it, the human body is made of clay,
blood of water, lungs of atmosphere and heat of fire,
while the Tengrian esotericists interpreted clay as a
dense form of fire.

The phenomenon of craftsmanship in every
traditional culture preserves the mythopoetics of
the cosmic act of creating the human body from
clay and is projected onto earthly space when a clay
object is created, be it a bowl or something else. This
symbolically represents the act of creation and the
master craftsman in the role of creator.

Knnz (Bolinok) no npasy CUMTAETCS KY/JbTOBbIM Ma-
TepuasoM KOUYEBHMKOB, MPeKPacHO 3HaBLUMX CBOW-
CTBa LUEPCTUH, ee TEeMnNON30NALMNOHHBIN 1 LienebHbIl
abdekT, YTO AOKa3bIBaeT NMOBCEMECTHOE WCMOJb30-
BaHWe LepPCTN/BOMNOKA: OT AOMA/OPTbI A0 OAEXAbI
N Apyrux BbITOBbIX NpeaMeToB. HekoTopble yyeHble
CUMTAOT, UTO BOWMJIOK 3TUMOJIOFMYECKM CBs3aH C 00-
WweTopKcknm cnosoM Uylyk, T. e. To, uto Ans goma.

OBeubs LWEPCTb CAy>XKia CBOeObpa3HbIM MapKepoM
cakpaibHOro MPOCTPaHCTBA B THOPKCKOW KyabType
M yyacTBOBaja BO MHOIMX TPaAMLIMOHHbIX 0bpsaax.
Mepes, cTpUKKOW OBEL, yCTpanBanca 06psag «Kon Kbl-
pKap», rae yrowanucb Bce yvacTHuku. MNpubbiBuve
Ha CTPUXKKY OBeL, JIFOAW, NMPUBETCTBOBANN XO3SIEB C
NoXenaHNaMM yaauyHOM CTPUXKKKM, KOTopas ycTpau-
BajlaCb B UETKO OMNpeAeseHHble AHWU Heaenun: cpesa,
yeTBepr n cybboTta. Hekorga xeTTbl CTPWKKY OBeL|,
noceALLann xxeHckoMy 6oxectBy Kampyceue — 60-
rmHe HwxHero mupa. CornacHO XpUCTUAHCKUM Be-
POBaHMWSM, B BETXO3aBETHblE BPEMEHa CTPUXKKA OT-
Meuanacb MpasfHMKOM, Ha KOTOPbIA npwuraalianm
POACTBEHHWNKOB U cocenent.

CakpanusoBaH Obln M MpoLecc BaffHUA BOWIOKA,
KOTOpPbIV B THOPKCKOW KyabType 6bln MOBOAOM AN
obLleHVs M COBMECTHOTO TBOPYECTBA, COMPOBO-
XAABLUNACA 0BPAAOBBIMU MECHAMW, peuntaTBamm,
pUTyaNbHbIMW AEeACTBUAMY, 3acTosbeM 1 urpamu. K

Kiiz (felt) is rightly considered a cult material of the
nomads, who were aware of the properties of wool,
its thermal insulation and healing properties, as
evidenced by the widespread use of wool/felt: from
houses/forts to clothing and other household items.
Some scholars believe that felt is etymologically
related to the common Turkish word Uylyk, meaning
something for the home.

Sheep wool served as a marker of sacred space in
Turkish culture and was involved in many traditional
ceremonies. Sheep shearing was preceded by a «koi
kyrkar» ritual in which everyone who came to the
event was treated to a meal. People who came to the
sheep shearing greeted their hosts with wishes for
a good sheep shearing, which took place on well-
defined days of the week: Wednesday, Thursday and
Saturday. The Hittites once dedicated sheep shearing
to the female deity Kamrusece, the goddess of the
underworld, and according to Christian beliefs, sheep
shearing in Old Testament times was celebrated with
a feast to which relatives and neighbours were invited.

The process of felting was also sacralized, which in
Turkic culture was an occasion for fellowship and
communal creation, accompanied by ritual songs,
recitations, ritual acts, feasts, and games. In felting,
for example, the hostess or one of the masters would
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bacy KesiHge yn bukeci Hemece KoNeHepLiNepaiH,
6ipi opaMaHbIH, Xueri MeH opTacbiHa aK, CyCblH —
CYT Hemece aipaH xafblin, «AkTan Kyaal xapbliika-
CblH, Kuni3 >Xakcbl 60n WbIKCbIH» TiNeKTepiH akTKaH.

CYUEK
KOCTb
SUIEK / BONE

Man cyieri Ka3ak MafeHWeTIHAEr Kemn MaHAI Hbl-
waH. Kenbip >Xafpalnapfa ON LWbifapMallblablk,
YWiH maTepuan peTiHae apekeT eTtedi, backana-
pblHA@ O/ KeNTEereH canT-AacTypaep MeH Mndono-
TMANbIK KepiHiCcTepre «KaTbiCyLbl» 60NbIN KepiHeai.
KasakTapgafbl cylek eniM XaHe OHAafbl MIHTiNiK
oMip, eMipweHAaiK unaesanapbiIMeH MaFblHaAbIK
6alinaHbicTa. bapabik TYpKi XanbikTapbliHAa cynek
yprakTapablH, reHeTukanblk balinaHbiCbiH Aa 6in-
Aipeai. byn TyciHikTep 6acka xanbikTap apacblHAa
Aa kesgecegi. Mbicanbl, 06b yrpiapbl CyriekTi agam-
HbIH, ®MipAiK KyLTepiMeH HalnaHbICTbipagbl, an Xa-
KacTap cyiek afiaMHbIH XaHbIMeH BainaHbICTbl Aen
ecenTengi.

XaHyapnapgablH, cyliekTepi canT-xopanap MeH OW-
bIHAAPAbIH, 6enceHai «KaTblCcylwblaapbl» 60abIN Ta-
Obliagbl: XbIIKbIHbIH, 6ac cyineri xaHe 6acka cyi-
ekTep (KOWAbIH >KayblpblHbl) TYPKi XaiblKTapbIHbIH,
LWaMaHAbIK >XaHe eMLWinik TaxipubeciHae konja-
HbIfaH. DTHOTrpaduANbIK >X9HE apXeoNoruasbIk,
Xagairepnep 6ip Kesgepi XayblpblHMeH 6an awy
coyerenniriHiy, KeH, TapanfaH TaxipubeciH kep-
cetegi. byn Toxipmnbege 6inikTi agam >KaypblHLbI
aen atanfaH. Kepinkengik ywiH >ayblpblHAbI OTKa
KyraipreH. Cayerennik cyriekke TYCKeH >apblK-
WwaKTapfa (KengeHeH xaHe GOWNbIK) XaHe onap-
AblH CaHblHa 6aliNaHbICTbI XXy3ere acbipbiaAbl.

KasakTapablH, TYCiHiriHAe LWbIHTaK Cyheri — «Kapi
Xiflik»  eTe kueni 6onbin caHanagbl. On ovba-
Cbl — OLWAaK KacCblHbIH, XOAayLblaap MeH MandblH
>ebeyLwiciHiH HblwaHbl 6oabin Tabblnaabl. Eptese
KWi3 YIAIH eciriHe «kopfayLbl TyMap» peTiHae inin
KOATbIH. Kelbip MamaHAap Kapi Xinik Manwbliblk,
CUKbIPAbIH,  (KblAKbIIApPAbl  KOpFfay)  3NEMEHTI
60aFaH, COHbIMEH KaTap TypPFblH YWAiH WeKapacblH
Ky3€eTKeH Aen ecenTengi.

CyMekTiH, Kueni TyCiHiri AacTypni koneHeppe e
kepiHic TanTtbl. Cyliek otowbl webepnep >xaHyap-
NapAblH, CYMekTepiH — ipi-Kkapa MangblH, XblAKbl-
NapAblH, TyMenepain, Konnap MeH akbekeHAepAiH
MYRi3gepiH, >ayblpblHAAPbIH, >XiNiHLWIKTepi MeH
KabblpFfanapblH eHAey Kynuanapbl MeH Kbip-Cbl-
pbiH MeHrepreH. Llebepnep apacbiHaa acbin nin
CYWETiHIH TyCiHe XaKblH Tylie cyiekTepi eTe TaHbl-
Man 6ongbl. Typai xuhasgap MeH KWi3 yUAiH eciri
CyMeKkneH epHekTesin, ycak-Tylnektep — Tapakrap,
rMrneHanblk 3atrap >aHe T. 6. Xacangbl.

230



4.6  MatepuangblH HbilWaHAbBIK Ma3MyHbl (KoneHep, konaaHbanbl eHep)
CvmBOAMYecKOe cofepiKaHre MaTepurana (pemecsa, NpknagHoe NCKYCCTBO)

The symbolic content of material (crafts, applied arts)

npumepy, NMpu M3roTOBJEHUN TeKemMeTa Ha Kpas u
cepesunHy CBEPHYTOrO py/noHa XO3fiMKa UAKM OfHa U3
MacTepuL, HaHOCKMAM HanuTok 6enoro LBeta — Mo-
JIOKO uaun alipaH n npurosapueann: Aktan Kyaan
XapsblikacblH («[ycTb kak 6Henoe cotBopuT Bce-
BbILLIHMI»), Kni3 XaKcbl 60 WbIKCbIH («[ycTb BOMAOK
MONYUNTCA XOPOLLUNM/KaueCTBEHHbIM).

spread a white drink, milk or ayran, on the edges and
centre of a rolled-up roll and sing along: Agtai Qudai
zharylgasyn! «May the Almighty create everything as
white», kiiz zhaksy bop shyksyn! «Let felt be good/
quality».

KocTn ckoTa — MHOro3HauHbIi CUMBOJ1 B Ka3axCKOM
KynbType. B ogHWX ciydasx, OH BbICTyrnaeT MaTepu-
ajoM Ans TBOPYECTBA, B APYrMX OH MpeACTaBAseTcs
«YYaCTHMKOM» MHOTOUMUCAEHHbIX PUTYasIbHbIX NMpak-
TUK. KOCTb Y Ka3axoB ceMaHTMUeCcKn CBsisaHa C nge-
AMU CMEPTU W 3aKJIFOUEHHOW B HEV BEUHOW XKU3HU U
>KW3HEHHOW CU/bl. Y BCEX THOPKCKMX HapOAOB KOCTb
CUMBOAN3MPYET TEHETUYECKYHD CBA3b MOKONEHUI.
K npvmepy, obckue yrpbl CBA3bIBAOT KOCTb C XKW3-
HEHHbIMW CUJIAMW YeNOBEeKa, @ Xakacbl CYMTALOT, YTO
KOCTb CBSi3aHa C Ue/IOBEUYECKON AyLLIOW.

KocTn >XXMBOTHBIX aKTUBHbIE «YYACTHUKU» PUTYanos
W Urp: OWaANHBIA Yepen u Apyrve koctu (bapaHbs
fonatka) MPUYMEeHANNCb B LIaMaHCKMX U e4ebHbIX
MpakTuKax TIOPKCKMX HapoAoB. 3THorpaduyeckme
N apxeosiornyeckne aptedakTbl CBUAETENbCTBYHOT O
Hekorga LUMPOKO PacnpoCTpaHEHHOW MpakTuke ra-
fJaHva Ha bapaHbein nonatke. YenoBeka, KOTOPbIU
3aHMMaCA Takon NPaKTUKON, Ha3blBaaW XaypaHLUbl
(oT xaypblH — nonatka). [lna ragaHua nonaTky npes-
BapuTesibHO obxurann Ha orHe. CamMo npopuuaHmne
OCYLLLeCTB/IANOCh B 3aBUCMMOCTU OT TpewuH (none-
peuyHble N NPOAOJbHBIE) N UX KOINYECTBA Ha KOCTW.

CakpasibHa y Ka3axoB JiydyeBas WAM JIOKTEBas KOCTb
Kapi XiNiK («CTapas KOCTb»), KOTOpas ABASETCA CUM-
BOJIOM CEMEMHOro ouara, XpaHWTeNeM MYTHUKOB U
CKoTa. B cTapuHy ee BbiBELLMBaNMN Hak ABEPBIO HOPThI
B KauyecTBe «obepera-oxpaHHuka». Kapi xinik 6bina
3/1eMEHTOM CKOTOBOAYECKOM Maruu (3awuta aolla-
Ael), a TakKe OxpaHana rpaHuLbl XXnaunLla.

CakpanbHOe MOHVWMaHWe KOCTW MOAYYMIO OTpaxe-
HVEe 1 B TPaAULUMOHHbLIX pemecnax. MacTepa-kocTo-
pe3bl «CyWeKLi» Biafenn cekperamm obpaboTku
KOCTEeN >XXWBOTHbIX — KPYMHOro poratoro cKoTa, Jio-
Wwagen, Bepbatogos, oBel, W cairakos. bosabLioin
NONyAfPHOCTBIO Y MacTepoB MOJIb30BaNCh KOCTM
Bepbatoga, Hanbonee NpmbANKEHHbIE K LBeTy bna-
ropoAHON CAOHOBOW KOCTU. KOCTbHO MHKPYCTUPO-
Ba/NMCb pa3HOobpa3Has Mebenb 1 ABepb HOpPThl, 13-
rOTOBAAINCb MeNKne Bewn — pacyeckn, npegmeTbl
TUrMeHbl U T.4.

Cattle bone is a multi-valued symbol in Kazakh
culture. In some cases it serves as a material for
creativity, in others it appears as a «participant»
in numerous ritual practices and mythological
representations. Among the Kazakhs, the bone is
semantically associated with notions of death and
its inherent eternal life and vitality. Among all Turkic
peoples, the bone is the embodiment of the genetic
connection of generations.

These representations are also found among other
peoples. For example, the Ob-Ugrian associate the
bone with the human life forces, and the Khakass
believe that the bone is connected with the human
soul.

Animal bones are active «participants» in rituals
and games: Horse skulls and other bones (shoulder
blade of a ram) in shamanistic and healing practices
of Turkic peoples. Ethnographic and archeological
findings testify to the once widespread practice of
divination with a shovel. The person who qualified for
this practice was called zhauranshy (from zhauryn -
spade). For divination, the shovel was previously
burned in the fire. Divination itself was performed on
the basis of the cracks (transverse and longitudinal)
and their number on the bone.

In the understanding of Kazakhs, a radial or ulnar
bone kari zhilik (semantic translation «an old bone»),
which is a kind of symbol of the family hearth, the
guardian of travelers and livestock, is deeply sacred.
In earlier times, it was hung above the door of the
yurt and was considered a «guardian amulet». Some
experts believe that the kéri zhilik was an element of
the magic of livestock (protection of horses) and also
guarded the boundaries of the dwelling.

The sacral understanding of bones was also reflected
in traditional crafts. Master carvers sliiekshi mastered
the secrets of carving animal bones — horns, shoulder
blades, shins and ribs of cattle, horses, camels, sheep
and saiga — antelopes. Camel bones, which are
closest to the color of precious ivory, were extremely
popular with artisans. The bones were used for inlays
in various furniture and yurt doors, as well as for small
items such as combs, hygiene items, etc.
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AFALL
AEPEBO
AGASH / WOOD

KewneHainep yLWwiH Ke3 KeareH afawl — Tipi HbICaH,
>acamnasZablk KyaT NeH TipLWinikTiH HblwaHbl. Typki
MudonoruaceiHaa afaw / balTepek fanamHblH, yLU
nenreine — Xorap+bl, OpTa xaHe TeMeHri anem-
aepre eHin, 6iptytac fapbiw / fanamfa bipikTipin,
OJIEMHIH, OpTanblK AiHreriH kypangbl. [emek, afall
>X9HEe OHbIH P TYpJi 3aTTap MeH byrbiMaap TYpPiH-
Aeri TyblHAbIIapbl KeNTereH fypbinTap MeH pPaciM-
AEPAIH «KaTbICyLWbICbl» 60AbIN Tabblnagbl. Mbicanbl,
epTese afallTbiH TyTac H6eniriHeH >XacanfaH My3bi-
Kanblk acnantap — 4oMbbipa MeH Kob6bI3 [lyHMeHIH,
NpoeKLMAChl peTiHAe TYCiHAIpinin, ynneHy pacim-
Aepi MeH eMwWinik Taxipubenepae KoAAaHbIAFaH.
Mbican peTiHAe acaTaskTbl aliTyfa 6onasbl.

Typki AyHMeTaHbIMbIHAA LWbIpLIA, Kapafal, eMeH,
KaWblH, apLua, WbIHAP CbiHAbI TEPEH, KacTepi afaLy
TYpAepi e (ToTeMaik afawTap) 6onfaH. ToHipLwin-
aep KacmetTi afaw — «AfawTapablH aHacbl» Xa-
HblHA@ KenTereH TaHipAiK FypbiNTapblH >acajbl.
Onap ocblHAalk afawka KypbaHAbIKTapbliH JKen-
A, KWbIHABIKTAPbIH aWTTbl, Kemek cypagbl. Ocbl
yakblTKa AeliH Ka3akTap >aifbl3 TypfaH afall neH
byTafa cypaylblHbIH, TiAeriHiH, OpblHAaNybIH 6in-
AipeTiH XonakTap 6ainnan KoATbIH.

fanamgablk afaw 6apsblk aneMaik MaAeHNEeTTeEPAiH,
MUPONo3TMKaCckIHAaFbl Heri3ri 6enrinepgid,  Hipi
eKkeHi benrini. byn TyXbipbiIMAaMaHbIH, 6ip Kbipbl
9/1EMJIK MBJEHMNETTE KOPIHIC TankaH bap/blk apxa-
MKanblK A3CTYPAI MUPONOTUANBIK XXBHE AiHWN XY-
efiepre ToH KacueTTi afawTtap KyabTi — emip, e-
MEeCTIK, faHaNbIK XaHe XacTblk afaliTapbl.

TEPI / Bbl/1IFAPbI

MEX / WUKYPA

TERI / BYLGARY
FUR / SKIN

Kes «kenreH pgactypni MageHueTTe >XaHyapAablH
Tepici / BbInfapbiCbl KEM AereHfe eki MafblHaHbl
6ingipeai: a) agamaapfa KatbiCTbl eMec (300Mopdh-
ThiK), 6acka AyHWeEHiH aTpnbyThl, 6) neci ywiH 6an-
NbIKTbIH, MOJIWbIIbIKTbIH, >X9HE KyHap/blIbIKTbIH,
6esnrici. Tepi / OblnfapblHbIH, MaFfblHANbIK, Heri3i
aflaMHbIH, KWeni XaHyapMeH apxaukaiblk Caike-
CTeHAipiNnyiHe XaHe onapablH Hafbl3 3y1bIMAbIKTaH
HeMece Kayin-kaTepAeH KopFai anaTblH TyMap Typi
peTiHAe TYCiHiriHe HerisgenreHx.

KoneHep OyibiMaapblH (COHbIH iWiHAE KMiMAI
KOCa anfaHAa) >acay ywiH 6enrini 6ip >xaHyapabiH
TepiciH TaHAay MaTepuanjblH, KacMeTTepiMeH faHa
eMecC, COHbIMEH KaTap AyHUETaHbIMAbIK Maesnap-
AblH >XWUbIHTbIFBIMEH A€ aHbikTanabl. byn wepap-
xmagasbl 6ipiHWIiNiK 6apabik TYPKi XaablKTapblHbIH
HblWaHbl — Kackblpfa TWeCiNi, KYHAbI3 TepiCiHiH,
Ae KYHAbIbIFbI KeM 6onMaraH (Kasaklla KyHAbI3,
«KYHAbI» — «KaAip», «KbIMBaT» CO3IHEH LbIKKaH).
By KyHABI3 Aa, KOMLUAT Ta, Ky3eH Ae 601ybl MYMKIH.

Eypaswvs xanbIKTapbiHbIH apacbiHAafbl KYHAbI3 Cy MEH
TeMeHri anemMHiH CMMBON3MIMEH BanaaHbICTbl, ON
©3€HHIH, PyXxbl >XXaHe BakCbIHbIH, kemMekLici. Tyaki e
TaHbIMan 60a/4bl, OHbIH YAMaHbl KWiMre nanganaHbii-
abl. Manakain gen atanatbiH KynaKLWbIH TyAKiAeH Ti-
rinreH. On avbipbactayfa 601MalnTbIH, akHaNgbIpYFa,
aTTan eTyre, nakTblpyfa H0NMalTbIH XaHe T. 6. kmeni
6ac knim caHanfaH.
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Jlroboe pepeBo AN KOYEBHMKA — XMBOW OOBEKT,
CUMBOJ TBOPSILLLEN SHEPTUM N XXU3HEHHOW Cunbl. B
TIOPKCKON Mudonormm aepeso/6alitepek obpasyert
LeHTpaNbHYyt0 OCb BceneHHOW, MNPOHU3bIBAOLLYHO
TpY ypoBHS Mupo3sgaHus — BepxHuii, CpeanHHbIN 1
Hu>xHWI Mupsl, coegmHsas nx B eanHbln Kocmoc/Bce-
NeHHyto. OTCroAa, AePEBO U ero NPOV3BOAHbIE B BUAE
Pa3/IMUHBIX BELLEN U NPEeAMETOB «yYaCTHUK» MHOTUX
06pagoB 1 putyanos. K npumMepy, My3blkaibHble UH-
CTPYMEHTbl — foMbBpa M KOb6bI3, M3roTaBAMBAEMbIe
B CTApUHY U3 LLeSIbHOTO Kycka AepeBa, Hajensanchb
CBOWMCTBaMMU CBALLEHHOrO ApeBa W UCMOJIb30BaNCh
B CBaZeBHbIX puTyanax v evebHbix npaktukax. Mpu-
MepOM, TaKOro nepeHoca cakpanbHOro CBOWCTBa Je-
peBa TakxKe MOXET CNYXKUTb 1 MNOCOX — acaTask,

B THOPKCKOM MWPOMOHMMaHWW CyLLeCTBOBaAU U TAy-
60KO MounTaemble CBALLEHHblE MOPOAbl JAepeBbeB
(AepeBbA-TOTEMBI), K KOTOPbIM OTHOCUANCL €b, CO-
CHa, ay6, bepesa, apya v umHapa. MHorue obpsaabl
TEHrpMaHUEeB COBEpLUANNCL BO3JE CBALLEHHOrO Je-
peBa — «Matepu gepeBbeB». TakoMy AepeBy NPUHO-
CUAW XXepTBy, coobLiann o cBoux npobaemax, npo-
cuam nomolm. Jlo cux nop Kasaxum HaBeluMBaKOT Ha
HaZeNeHHbIX CaKpaabHOCTbHO OAMHOKO CTosllee Je-
PEeBO WAM KyCTapHWK, NOCKYTbl, CUMBOM3NPYOLLME
npocbby wncnosHeHua >xenaHmin. OBLLEN3BECTHO,
uto MupoBsoe [lpeBo ABASETCA OAHUM U3 KNHOUYEBbIX
CUMBOJIOB B TPAAWULMOHHOW Muponoatuke. KyabT
CBSAILLIEHHbIX AepeBbeB TakXXe CBOMCTBEHEH apxauwu-
HbIM TPaAVNLIMOHHBIM MUPOPENNTMO3HBIM CUCTEMAM,
B KOTOPbIX OHW Gurypupyot kak [epesba XXusHuy,
beccmepTua, Mygpoctn 1 Monogoctu.

Every tree is a living object for a nomad, a symbol of
creative energy and vitality. In Turkic mythology, the
tree/baiterek forms the central axis of the universe,
penetrating the three levels of the universe — the
upper, middle and lower worlds — and connecting
them into a single cosmos/universe. Therefore, the
tree and its derivatives in the form of various things
and objects are «involved» in many rites and rituals.
For example, musical instruments — dombra and
kobyz — made from a single piece of wood in ancient
times were interpreted as a projection of peace and
used in wedding rituals and healing practises. An
example of this is the asatayaq - staff.

In the Turkic worldview, sacred tree species (totems)
such as fir, pine, oak, birch, juniper, and sycamore
were also highly revered. Many Tengrian rituals were
performed near a sacred tree, the «<Mother of Trees.»
They made offerings to such a tree, told it their
problems and asked for help. Even today, Kazakhs
hang rags on a lonely tree or bush to symbolise the
fulfilment of the beggar’s wishes.

It is known that the world tree is one of the key
symbols in the mythopoetics of all world cultures.
One facet of this concept is the cult of sacred trees,
which is also common to all archaic traditional
mythoreligious systems of world cultures — the trees
of life, immortality, wisdom and youth.

LLkypa/Mex >XWUBOTHOro B NHOOOW TpaaULIMOHHOW
KynbType MMeeT Kak MUWHUMYM JBa 3HayeHus: a)
aTpubyT HeuyenoBeyeckoro (300MOPQHOro), MnoTy-
CTOPOHHero Mupa, 6) cMMmBon boraTtcTBa, U306UNUS
n naogopoams. CemaHTMYeckas OCHOBaA LUKYpPbl/Mexa
3MXKAETCA Ha apxavyHOM OTOXECTBJEHWWN YesioBeKa
CO CBALLEHHbIM >XXMBOTHbIM, BOMJ/IOLLLAEMOrO B aMmyJie-
Tax, HagensemMbix Marvei obepera.

Bbi60Op LLUKYpbI TOFO MW MHOTO XXMBOTHOTO ANA N3ro-
TOBNEHUSA PeMeC/eHHbIX U3AeNni (BKAtOUas ofexay)
0bycnoBanBaiCca He TOIbKO CBOMCTBaMW MaTepuana,
HO W KOPMYCOM MMWPOBO33pPeHYECKMX MNpescTaBe-
HWIA. TlepBEHCTBO B 3TOW MEpapXvMn MPUHAAIEXUT
BOJIKY — CUMBOJIy-TOTEMY TIOPKCKMX HAapPOAOB, He Me-
Hee LieHHbI ObIan 1 LWKYPbI BbIAPbI (MO-Ka3axckn KyH-
Abl3, OT KYHAbI — «J0OPOroi», «AparoueHHbI»). Takxke
MOryT 6bITb 600ep, HyTPUA 1 HOPKa.

Bbiapa y eBpa3niicknx HapogoB CBA3aHa C CUMBOJIN-
KoV BOAbl U HMXXHEro mupa, Ayx peku v NoMOLLHMK
wamaHa. MonynspHoin Bbina u amnca (Tyaki) ee mex
MCMNoAb30BaACA B ofexae. VI3 ancel wunan wanky-y-
WaHKy — Manakai. OH cumTancs CBALLEHHbIM roN0B-
HbIM YHOPOM, KOTOPbIA He MoAJexXuUT OBMeHy, ero
He/b3s KPYTUTb, MNepeLuarneath, Knaate U T.A.

Oco60M1 LLEHHOCTbHO Y Ka3aX0B MOJIb30BaAMCh LLKYPbI
Ky/JlaHOB, Calirvi U TUrPOB, Mexa CO60As, EHOTA, KYHU-
ubl, ropHocTas. LLy6a, cuTtas v3 LWKyp XUBOTHbIX,
OCOBEHHO M3 Mexa JMCMLbl, BOMKAa W BblAPbl Gblna

Animal skin/fur has at least two meanings in every
traditional culture: a) an attribute of the non-human
(zoomorphic), otherworldly world, b) a symbol
of wealth, abundance and fertility for the owner.
The semantic basis of the fur is based on man’s
archaic identification with a sacred animal and his
understanding of it as a kind of amulet that can
protect against real evil or threats.

Thus, the choice of this or that animal skin for the
production of handicrafts (including clothing)
depended not only on the properties of the material,
but also on the totality of world views. The priority in
this hierarchy belongs to the wolf, the symbol of all
Turkic peoples, no less valuable were skins of otter (in
Kazakh kdndyz, from kindy «dear», «precious»). By
the way, it can also be beaver, nutria and mink.

The Eurasian peoples associated the otter with the
symbolism of water and the underworld; it is a river
spirit and assistant of a shaman. The fox (ttlki) was
also popular, and its fur was used for clothing. From
a fox was made a hat with ear flaps, called malaqai.
It was considered a sacred headgear, which is not
subject to exchange, it can not be twisted, kicking,
throwing, etc.

Of special value among the Kazakhs were the skins
of qulan, saiga and tiger, furs of sable, raccoon,
marten and ermine. A fur coat made of animal skins,
especially fox, wolf and otter fur, was an indicator of
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KasakTap apacbiHAa KynaH, akbekeH MeH xonbapbl-
CTbIH, Tepici, BYNFbIH, XXaHaT, cycap, KapakyipbIKTbIH
yAnaHzapbl epekwe KyHabl 6oagbl. XaHyapaap-
AblH TepiciHeH, acipece Ty/Ki, Kackblp, Kapakyi-
pblK TEPICIHEH TIrireH TOH WeCiHiH, MapTebeCiHiH,
OHbIH, GanbIFbIHbIH KepceTkiwi 6onfaH. Kyaanbik
Ke3iHAe TOHAbI Cblifa TapTy KyWey XIiriTTiH, oTbachl
TapanblHaH KaablHAbIKTbIH, aTa-aHacblHAa epekKLue
KypmeT Oesrici 6onbin caHangbl. CoHpali-ak, aH
TepiciHeH >acanfaH GynbiMaapabl kutoge Genrini
6ip TbiMbiMaap 6o0nabl. Mbicanbl, 25-ke ToaMafaH
>ac XiriTke Kackblp TePICiIHEH XacanfaH TOH Kutore
TbIbIM CaiblHfaH. byn KyaTTblH a3atobiHa Hemece
AepTKe WanablKTblpadbl Aen ecenTengi.

TepiHiH, / BbinfapblHbIH, epekwe MapTebeciH Ka-
3aKTapAblH canTbiHAa OypblHHAH KajbinTackaH
A9CTYP, AFHW YWAIH €eH KepHeKTi XepiHe, Kabbl-
pfafa, 9jeTTe KineMaepaiH YCTiHAe XaHyapaapabiH
TepIciH (Kackblp, TYJ/KI) iNiN KO A3CTYPi KepceTea,.

MATA / WWYBEPEK

TKAHbDb / NOCKYT

MATA / SHUBEREK
FABRIC / PATCH

KewneHainep MageHneTiHAe MaTa eTe KbiMbaT Ma-
Tepuan 6onbin Tabbinagbl, COHAbIKTAH OHbIH ap6ip
KMbIKTapbl MeH KypaKTapbl apkallaH kKailTa nain-
fananblnfaH. On yinaeHy TOMbl, Xeprey XaHe ecke
any paciMAepiHiH, CcoHAal-aK KOHaK>anblablk
A9CTYPAEPIHIH «KaTblCyLbl» 60bIN Tabbinagbl. Ka-
3aKTbIH, «Kypak» €O3i «Kypy» CO3iHeH LblKkaH eKi
MafblHaHbl Bingipeai. bipi — «kypy», «eny», «kofa-
Ny»,  «KOWbINY», eKiHLWICi — «kacay», «KypacTbl-
py», «Kypy», «BipikTipy». MyHaa 6ip-6ipiH >XokKka
WhIfapaTblH €Ki CeMaHTMKa/blK MafblHa KepiHeAi:
«KOWbIyaH XapaTbliyfa AeliH», 6y Kypak 3aT-
TapAblH CEMAHTMKaNblK, Ma3MyHblHA TOH: ©/iMHEH
TybIIfaHfa AEeWiH, XaoCTaH YWAeciMAinikke aeuiH,
XepreyaeH ynneHy ToMblHA AeWiH XaHe T. 6., OHbI
6i3 9/1eMHiH, KOCapaaHyblHbIH HbllWaHAbIK KOPiHICi
peTiHAe TyCiHeMmi3.

«Kypak kepne» (Hemece OHbIH, OipHelue 6ipairi)
A9CTYpAi Ke3eHae Ken Xbingap 601bl apHalibl CaH-
AbIKTapAa XXWHaNfaH XaHe yprakTaH-yprnakka, yi-
KEeH aMenfeH Kilire eTKeH FypbINTbIK XbIPTbICTaH
XacanfaH Kasak KaablHAblFbl XacayblHblH, MaHbI3Abl
Kypamaac 6eniri 6oabin Tabblnagbl. Kypak kepneHi
Kapama-KalnLblibIKTapablH ogafbl XaHe XXyaabi3-
Abl aCMaHHbIH, NPOEKLUACh, 8MIPAiH NPOeKLUACH
Aen atayfa 6onagbl.
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nokasaTesiem cTaTyca X03AMHa, ero COCTOATENbHOCTY.
MpenoaHeceHne B Aap Lybbl Npy CBaTOBCTBE CUU-
TaNoCb 3HAKOM 0OCOHBOro yBaXKeHWsl POAUTENAM He-
BECTbl CO CTOPOHbI CEMbM XeHuxa. CyLuecTBoBau 1
onpegeneHHble Taby B HOLIEHWUN MEXOBbIX U3AENNIA.
K npumepy, monogomy axuruty go 25 net 3anpelua-
NOCb HOCUTb WYHbl U3 BOMYbEW LWKYpbl. CUMTaNocs,
YTO 3TO MPUBOAMIO K YNAAKY CUA U BonesHw.

OcobbIli cTaTyC WKYypbl/Mexa NOAUYEPKMBAET U TPaAM-
ums, elle BbITyrOLan y Ka3axoB — obbluail BbiBELIN-
BaHMWS LUKYP XMBOTHbIX (BOJIKA, JMCKLLbI) HA CaMOM
BMAHOM MeCTe XWauLia, Ha cTeHe (06bIUHO MoBepX
KOBPOB).

the owner's status and ability to pay. The groom’s
family considered the giving of a fur coat as a gift
to the groom’s parents a sign of special respect.
Wearing fur products was also associated with certain
taboos. For example, a young zhigit was forbidden
to wear fur coats made of wolf fur before the age
of 25. It was believed that this would lead to loss of
strength or illness.

The special status of wolf fur underscores the Kazakh
tradition of hanging animal skins (wolf, fox) on the
wall in the most visible place in the house, usually
above the carpets.

TkaHb JOBOJIBHO AOPOrOCTOAMA MaTepuan B KO-
YeBOW Ky/NbType, MO3TOMY KaXKAbli ero obpe3ok u
NOCKYT 6bla 0bs3aTeNbHO MCNoAb30BaH. OH «yyacT-
HWK» — CBaZ,ebHOM, MOXOPOHHOM M MOMMHANbHON 06-
PALHOCTM, a TakXe JIOCKYT GpUrypupyet B Tpaguum-
fIX TOCTENPUUMCTBA. [10-Ka3axcku NOCKYT — «KypaK»
MPOVCXOANT OT C/IOBa «KYPY» UMEET ABa 3HaYeHus.
OfHO — «rnbenb», «ymupaTb», «MNponagatb», <UC-
yesaTb», «YHUUTOXATbCA», a APYroe «co3jaHue»,
«C034aTb», «COCTaBUTb», «CTPOUTb», «COEAUHATb».
34ecb JEMOHCTPUPYETCA AiBa B3aMMOWUCKAKOUAOLLUX
CEMaHTNYECKOro 3HaueHWs: «OT paspyLUeHus K Co-
31AAHNIO», YTO 3a/I0)KEHO B CAMOM CMMBOJIMYECKOM
COZEpP>KaHWM JIOCKYTHbIX BELLLEN: OT CMEPTU K pOXKae-
HWIO, OT Xaoca K rapMOHMM, OT MOXOPOH K cBasbbe
N T.4., KOTOPOE TpaKTyeTcs Kak NpeactaBieHne O ay-
aNbHOCTU MMpPa Kak LLesIoCTHOCTU.

JlockyTHOE 0aesnno «Kypak Kepre» ABASETCH BaXKHOM
COCTaBAANOLLEN MPUAAHHOIO Ka3axCKOW HeBeCTbl,
KOTOpoe B TPagULMOHHOM 06LecTBe B OCHOBHOM
N3roTOBASJIOCh N3 OBPAJOBbIX NOCKYTOB — XbIPThIC,
COBUPABLUMXCA MHOTUE TOAbI B CMELMaNbHbIX CyHAY-
Kax 1 nepeAaBLUMXCS OT NMOKONEHUS K MOKOJEHUIO, OT
CTapLuen XeHLWK Hbl K MaagLweri. Kypak kepne Mox-
HO Ha3BaTb COHO30M MPOTMBOMOJOXHOCTEN, NPOeK-
umen Heba n 3eMHOM XXU3HWN.

Cloth is a rather expensive material in nomadic
culture, so each of its shreds and patches was always
used secondarily. It is a «participant» in wedding,
funeral, and memorial ceremonies, and the rag also
appears in hospitality traditions. In Kazakh, the patch
«qaraqg» is derived from the word «quru» and has
two meanings. One is «death», «die», «disappear»,
«vanish», «destroy», and the otheris «create», <make»,
«build», «connect». Two mutually exclusive semantic
meanings are demonstrated here: «from destruction
to creation», which is inherent in the semantic
content of the patchwork things themselves: from
death to birth, from chaos to harmony, from burial
to marriage, etc., which we interpret as a symbolic
expression of the duality of the world.

The quilt "quraqg korpe” (or several pieces of it) is an
important part of a Kazakh bride’s dowry, made in
traditional times mainly from ritual rags — zhyrtys —
collected over many years in special chests and
passed from generation to generation, from the older
woman to the younger. Quraq kérpe can be called
the union of opposites and a projection of the starry
sky, a projection of life.
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4.7 KASAK MY3bIKACbIHbIH
TAHBA/IbIK TABUTATDI

Kasak My3blKacblHbIH, Tili — Kasipri rymMaHuTapbIK
FBUIbIMHBIH, €H, KbI3bIKTbl XX9He ©3eKTi TaKblpbInTapbl-
HbIH, 6ipi, OHbIH 6esrini 6ip acnekTinepiHe bipkaTtap
oTaHablk fanbimaap: C. A. EnemaHoBa, A. A. Myxam-
6eToBa, C. LLI. Aa3bekoBa, -OmapoBa, 3. Haypbizbae-
Ba XaHe backanap e3 eHbekTepiH apHaabl.

My3blkanblk Tin OHbl 6ingipy dopmanapbiHbiH opa-
CaH ayKbIMblH KaMTWAbl: KapanarbiM ayeHaepaeH
6actan Kkypaeni KOMMO3ULMANBIK >XSHE >XaHPbIK,
KypblIbIMAapFa AeRiH, Mbicasbl, Kyn TypiHAe Hemece
aKblHAAP CalbICbl — aTbIC OHEpPIHAEri acnanTbIK Cyi-
emengey. COHFbIChI AbIObICTbIK YbIMAACYb! TYPKi NO-
3TUKaNbIK CO3iHIH bipFafbl MeH aye3ginirimeH bipTytac
yhnecimgi TypAe actacbin XaTkaH aybl3la-no3Tuka-
NblK MATIHAEPAIH, 6ONMbICBIHBIH, epeKkLeniriH kepce-
Teai. KazakTblH, My3blKaablk M3AEHMWETIHIH, TiNliH OTaH-
AbIK FanbiMAap XaH-XakTbl 3epTTereH. by >xymbicTa
Ka3ak My3blKacbl 9/€MiHiH 6enrinepi MeH HbllaHAaa-
Pbl iLliHapa YCbIHbLIFaH.



4.7 3SHAKOBAA NPUPOAA
KA3AXCKOWU MY3bIKW

A3bIK TPAAMLIMOHHOM Ka3axCKoW My3blkW — OAHa U3
WNHTEPECHENLUNX U aKTy/NbHbIX TEM COBPEMEHHOW
FYMaHUTapHON HayKW, TEM WM WHbIM acnekTam
KOTOPOWN MOCBATUA CBOW TPYAbl Psif OTEUYECTBEH-
HbIX ydeHbIx: A. A. MyxambeToBa, C. A. EnemaHoBa,
C. W. Yteranuea, T. Acemkynos, . OmapoBa, 3. Ha-
yp3baeBa n MHOrve gpyrve. A3blk Ka3axckon Mys3bl-
KaJIbHOW KyNbTYpPbl Pa3HOACMeKTHO 13yYaeTca oTeye-
CTBEHHbIMU YUYEHbIMMU.

My3blkaibHbI A3blKk O6bEMAET OrpOMHbIA CMEKTP
bopM CBOEro BbipaXKeHWs: OT MPOCTbIX HaurpbIwei
[0 CNIOXHBIX KOMMO3ULMOHHbIX U XKaHPOBbIX CTPYK-
Typ. OCcobeHHOCTb ObITOBaHUA YCTHO-MO3TUYECKUX
TEKCTOB, UX 3ByKOBas OpraHn3aums opraHuyHo cre-
Tasacb C PUTMOM U MENIOAMUKOW THOPKCKOM No3Thye-
CKOW peun. ITO BOMJIOLWANOCh B CUCTEME MY3blKasb-
HOro f3blka TPAAWLIMOHHOM Ka3axCKon KynabTypbl. B
HacTosLel paboTe YaCTUYHO MpPeACTaB/eHbl 3HaKK
1 CUMBOJIbI MUPa Ka3axCKOW My3bIKM.

4.7 THE SYMBOLIC NATURE
OF KAZAKH MUSIC

The language of Kazakh music is one of the
most interesting and urgent subjects of modern
humanitarian science, to which a number of native
scholarshavedevotedtheirstudies:S. A. Elemanova,
A. A. Mukhambetova, S.S. Ayazbekova, G. Omarova,
Z. Naurzbaeva and many others.

The musical language includes a wide range of
expressions, from simple sayings to complex
compositional and genre structures, for example, in
the form of kuy or as instrumental accompaniment
in the art of poetic competition — aitys. The latter
points to the peculiarity of oral poetic texts, whose
sound organization was organically interwoven
with the rhythm and melody of the Turkic poetic
language. The language of Kazakh musical culture
was studied by the native scholars. The signs and
symbols of the Kazakh musical world are partially
presented in this work.

241









IV BOJ1IM / PASAEN / SECTION

KA3AK ©HEPIHIH BE/TINEPI MEH HbILUAHAAPBI / 3HAKW 1 CUMBOJ1bl KASAXCKOTO NCKYCCTBA /

SIGNS AND SYMBOLS OF KAZAKH ART

AblbbIC / YH

3BYK

DYBYS / UN /
SOUND

244

Jactypni MapeHMeTTe epeklwe Typae awWTblifaH
AbIObIC KOPIHETIH XaHe KepiHOEeNTiH anemai (Ma-
Tepuanablk XaHe maTtepuanablk emec) bannaHbi-
CTbIPY TaCini peTiHAe TyCiHinegi. AfHun, AblbbIC dp-
fanbiM «xabapnama» 6osbin Tabblnagbl, Mbicabl,
CnaBsiHAapAa: KOKeKTiH YHi — «backa» aneMHeH
xabap 6epy, UTTIH y3aK yaybl — KUbIHAbIK Typabl
eckepTy XaHe T. 6.; TYPKi XanblKTapblHAa acnanneH
WbIfaTblH KaTTbl AblObIC — 6y 6enri, ypaH, Wwakbipy
(ic-opekeTke, XublHfa) XaHe T. 6.

Pacimre eHrizinreH gbibbictap apkalwaH benrini 6ip
CUKbIp/bl MakcaTka me. Mbicanbl, kasak Hakcbiia-
PbIHbIH, fypbiNTapbiHAa PTYPAi AblObicTap (KOObI-
34a ovHaygaH b6acka), AfHW TyTac AblObiC epiciH
(BipblHFan Kypaeni AblbbIC) KypafaH acaTaskka
iNiHreH MeTann acnanapgblH KOHbIpaybl (ypFbiLl)
navigananbingbl. On TasapTyfa, KeMekwWwi pyxTap-
4bl LWaKbIpyFfa >XaHe Xibepyre, emgeyre xaHe T. 6.
KongaHbinabl. CoingblpMak, AblOblCTapbiHbIH, Hacka
acnanTapAblH HeMece JayblCTblH, MafFblHAChl (KaHy-
apnapfa, KycTapfa AblObICTbIK enikTey) ykcac. AfHu,
6akcbinbik TaXipnbeaeri AbibbIC — pyxTap aneMiMeH
KapbIM-KaTblHAC XacayablH 6ip Typi.

KasakTtapablH cantblHAa, Mbicanbl, Haypbiz mei-
paMblHbIH, anAblHAAFbl TYHI XacTap MangblH, (ecek,
6y3ay) KynpbifblHa 60cC Wwenek 6awnan, Wy LWblFa-
pbin, abirep, aypbenerre canfaH. Ocblnania, 6yn
AbIObICTap 3YNbIMAbLIKTbI — KbICTbl KybIM LibIFapyfa/
KOpKbiTyfa bafbiTTanfaH 6osica Kepek, 6yn OHbIH,
OpanyblH KanaManTblHAbIKTbI Bingipai.

C. A. EnemaHoBaHbIH nikipiHwe [6], KeHe Typ-
KinepaiH ke3kapactapbl GOWbIHWE, «AYPbIC» Abl-
6biCc (faybic, oH) bapabik Onemaepai Tecin eTtyre
KabineTTi XoHe HI3iK aneMaepaiH TypfbliHAAPbl —
agpecatka benrini 6ip aknapaTTbl «KeTKi3yre» Ka-
6inetri.

OfaH Mbican peTiHAe eKi-ylW HOTaHbl KaTap Liblfa-
Py apKblabl aNTbINATbIH TYPKi KEMEN SHiH KenTipyre
6onagbl. MamaHgap 6yn KyOblNbICTblI TYPKiNepAiH
OYHVEHIH YW AeHrenni KypblabiMbl Typabl TYCiHIK-
TepiMeH bannaHbicTbipaabl. bip Ke3aepi kasakTap-
Ja KOMeWMeH aH auTy AacTypi 6onfaH, 6ipak on ani
KYHre feRiH Kobbi3fa OWHay apKblibl akblH Kepi-
Hegai. KobbI3ablH, Kbla iLeKTepi TYpKinepaiH Ablobl-
CTbIK MAeasblH, SFHW 9/NeMHiH yw benikTeH Typa-
TbIH YATICIH (BYpAOH KenaaybICTbUIbIFbI) BingipeTiH
Wybln wWeifapadbl. Kobbi3 Tek wamMaHAblK acnan
60AbIN caHanAbl, OHbl OMHAY eMAiK, KOPFaHbILUTbIK,
OHIMAINIK XaHe T.6. PyHKUMANapAbl OpbIHAAAbI.

AbIObICTbIH,  HblWaHAbIK, TabufaTblH  OCbllaKLWa
TYCiHY Ka3ak, My3blKacblHblH, 6apablk XaHpAapbiH-
Ja, CanT-pacTypheH 6actan TYpPMbICTBIK SHAEP-
re AewiH, My3blKanblk-No3TUKabIK ACTypaepae
KepiHiC TanThbl.
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B TpaguuMoHHOW KynbType 3BYK, BblPaXXeHHbIN OCO-
6bIM 06pa3oM, OCMbICAINBAETCA KaK Cnocob coeaun-
HEeHVs BUAMMOTrO U HEBUAMMOro Mmupa (Matepwu-
aNbHOrO N HemaTtepuanbHOro). To ecTb 3ByK — 3TO
BCerga «cooblleHue», Hanpumep, y CAaBsH: Ky-
KOBaHMe KyKYyWKW — nepejada BeCcTel C «MHOro»
MUpa, AOArMn BOW cobakm — npegynpexzeHve o
bene W T.4.; Yy THOPKCKMX HAapOAOB FPOMKWI 3BYK,
n3jaBaeMblii MHCTPYMEHTOM — 3TO CUTHaJj, Kauu,
30B (K gencTButo, cbopy) u T.4.

3BYKW, BKAHOYEHHbIE B pUTyas, BCerda UMEKT KOH-
KPEeTHYHO Marmueckyto uenb. Hanpumep, B kamaaHu-
AX Ka3axckmx 6aKcbl MPUMEHSAANCH Pa3/IvyHbIe 3BYKM
(NOMMMO Mrpbl Ha KOObI3e) — 3BOH NOABELLAHHbLIX Me-
TaAM4YeCckmxX NOABECOK Ha acaTask (KOa0TyLlKa), CO3-
Jatollee Lesoe 3BYKOBOE MoJe (€4WHbIA CNOXHbIN
3BYK). OH NpUMEHAETCA 419 OYMLLEHMS, BbI30Ba U OT-
npaBku 0BpaTHO AyXOB-MOMOLLHWKOB UCLENEHNs 1
T.4. AHaNOrMYHO 3HauYeHme 3ByKOB H6ybHHa, ApYrunx vH-
CTPYMEHTOB WM rofoca (3ByKonogpaxkaHune >KMBOT-
HbIM, NTULAM). 3BYK B LUAMaHCKOW NpaKTUKe — OAHa
13 dopm obLLEHNA C MUPOM JyXOB.

B obpsge kazaxo., K NpMMepy, B HOUb HakaHyHe Ha-
ypbl3a MONOAEXb MpPMBA3bIBasa K XBOCTY >XXMBOTHO-
ro (ocen, TeneHok) nycrble Befpa, KoTopble n3jasa-
N WYM 1 nepenonox. TemM cambiM 3TU 3BYKW Oblan
HanpasieHbl Ha U3rHaHWe/OTNyrMBaHWe CUA 3UMbl U
BbIpa>Xkan HeXenaTeNbHOCTb ee BO3BPaLLeHNs.

Mo mHeHuto C. A. EnemaHoBoWn [6], B npeacTaBaeHUsX
APEBHUX THOPKOB, «MPaBW/bHbINA» 3BYK (rON10C, NeHMe)
cnocobeH npoH3aTb Bce Mupbl 1M CNOCOBeH «AOHO-
CUTb» OMNpeaeneHHyo MHGopMaLuo agpecaty — obu-
TaTeIAM TOHKUX MUPOB.

MprMepoM 3TOro ABAAETCA THOPKCKOE rop/aoBoOe ne-
HWe, BblpaXkatoLieeca B O4HOBPEMEHHOM M3BheYe-
HUM ABYX-Tpex HOT. CneumanncTbl COOTHOCAT 3TOT
beHOMeH C npeacTaBaeHNs MU TIOPKOB O TPeXypoB-
HeBOW CTPYKType Mupa. Hekorga Tpaanums ropaoso-
ro NeHWAa CylecTBOBasa M y Ka3axoB, HO Hanbonee
SPKO OHa A0 CUX MOpP NPOSABASETCS B Urpe Ha Kobbi3e.
BonocsHble cTpyHbl KO6bI3a AaroT LWYMOBbIE NPU3BY-
KW, KOTOpble BblpaXkatoT 3BYyKOBOMW MAean THOPKOB —
Tpex4acTHyto Mogenb Mupa (bypAoHHOe MHOrorono-
cne). KobbI3 cumTanca UCKAHUUTENbHO LLaMaHCKUM
WNHCTPYMEHTOM, Urpa Ha KOTOPOM BbIMOHANA NeYeb-
HYHO, 3aLUUTHYO, MPOAYLMPYIOLWYO U T.4. GYHKLMN.

MosobHOe MOHUMaHWe 3HaKOBOW MPUPOAbI 3ByKa
MOAYYNN OTPaXKeHME BO BCEX XKaHpax Ka3axcKon My-
3bIKM, OT OBPAAOBBIX A0 NMOBCEAHEBHBIX MECEH B My-
3bIKa/IbHO-MO3TUYECKMX TPAANLMAX.

In traditional culture, a sound expressed in a certain
way is understood as a kind of connection between the
visible and invisible world (material and immaterial).
That is, a sound is always a «<message», for example,
among the Slavs: the crowing of the cuckoo is a
message from the «other» world, the long howl of a
dog is a warning of disaster, etc.; among the Turkic
peoples, the loud sound of an instrument is a signal,
a cry, a call (to action, to gathering), etc.

The sounds belonging to the ritual always have a
certain magical purpose. For example, in Kazakh
baqgsy practise, various sounds (besides playing the
kobyz) were used - ringing of suspended metal
pendants on the asatayaq (clapper), which creates a
whole sound field (a single complex sound). It is used
for purification, summoning and sending back spirit
helpers, healing, etc. The meaning of the sounds of the
tambourine, other instruments or the voice (imitation
of animals and birds) is similar. That is, the sound in
shamanic practise is a form of communication with
the spirit world

In the rite of the Kazakhs, for example, the eve before
Nauryz, young people tied to the tail of an animal
(donkey, calf) empty bucket, which made noise and
confusion. These noises were apparently intended to
drive away the evil winter and signal that its return is
unwanted.

According to S. A. Elemanova [6], in the imagination
of the ancient Turks, the «right» sound (voice, song)
is able to penetrate all worlds and «inform» the
addressee — the inhabitants of the subtle worlds.

An example of this is the Turkic throat singing, which
is expressed in the simultaneous production of two
or three tones. Experts associate this phenomenon
with the Turkic belief in a three-tiered structure of
the world. The tradition of throat singing used to
exist among Kazakhs as well, but it is still most clearly
expressed in kobyz playing. The strings of the kobyz
produce loud tones that express the sound ideal
of the Turks — a three-tiered world model (drone
polyphony). The kobyz was considered an exclusively
shamanic instrument, and its playing fulfilled a
therapeutic, protective, procreative, etc. function.

The similar understanding of the symbolic character
of sound was reflected in all genres of Kazakh music,
from ritual to everyday songs, as well as in musical
and poetic traditions.
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KOHbIP AAYbIC
QONYR DAUYS

Tyc cMMBOAMKaChl Ka3akK My3blKajblK M3JEHUETIHIH,
biperen KyObINbICbl — «KOHbIP AaybICTa» KOPIHIC Ta-
nkaH. «KoHpblp» Aen atanatbiH AayblC XaHe AOMObI-
pa TeMbpi AbIObIC TEMOPIHIH, Kiaccukanblk eypona-
NblK aHbIKTaMacblHAa XOK. KOHbIp nekcemMacblHbIH
Typa MafblHacbl KOHbIP. «KOHbIp» noaMceMaHTu-
KanblkK yFbIM peTiHAe AblObICTbIK (4bI6bIC, AaybIC),
ecty («ectyre >afbiMAbl») XaHe TYCTi (KOHbIP) My-
3blKabIK-3CTETUKANBIK OelHenepai 6ipiktipeai [18,
161 6.]. KoHblp faybiC — Tek KaHa TeMeH JaybicTa
6onatblH, 0bepTOHfa KaHblkKaH epekwe TeMbp
[4, 15 6.].

MeTaduzmnkanblk, (MageHN-bnnocodbusanbik) aeHren-
A€ KOHbIP — Ka3aKTbIH ASCTYPAi MIAEHUETIHIH, PyXbIH
6ingipeTiH ken MafbliHanbl ce3 [7, 67 6.]. DHLWINiK Ma-
AEHVETTE KOHbIP — XXyMcak, bancangbl, aaemi gaybic
(kebiHece ep agamgapfa TaH), bipkenki ayeH. KOoHbIp
TYC XXyMcCaK PeHKTEPA, >XbINYAbIKTbl, MeRripiMainik
neH CyMKIMANIKTI cunaTtayfa apHanfaH. KasakTap
Oyn TYCTi cunaTtTanbin >aTkaH HAPCEHiH epekile
>KYMCAKTbIFbl MEH >XafbIMAblNbIFbIH aTan KepceTkici
KenreHAe navjanaHagbl: bICTbIK anTanTaH KyTkapa-
ThIH XXEHiN caMan, Xymcak, api >Xblibl TYH, Xangapsbl
Ky3, 7.6. lombblpaHbiH, HeMece KOObI3AbIH >KafbIMAbl
YHi, SHLWI AaybICblHbIH >XyMcak TeMbpi, aMpuKanbik
SHZEp — OCbIHbIH 6api Ka3akTa KOHbIP Tycke bosaFfa-
Hbl ce3ci3 [8, 33 6.]. KoHblp TYCTiH, MyHAAW TYCiHiri
TOHPWINAIKTIH apxavKanblK vAesnapbiHa AeniH H6a-
pajbl, MyHJa TOMeH JaybiC e3jiriHeH Jyfa >acay,
anbapblHy XaHe T. 6. ToxipubeciHeH bacTay anatbiH
CUKbIPAbI «MBTIH» PETIHAE KapacTblpbllybl MYMKIH.

BECIK XXbIPbl
KOJIbIBEJ/IbHbIE MECHU
BESIK ZHYRY / LULLABY SONGS

Kes kenreH xanblKTbiH 6eCiK >XbIPbIHbIH, HETI3ri
cTpaternsacel — 6anaHbl Tepb6eTy, ThbIHbILUTAHALIPY,
anuney >XaHe yWMbiKTaTy. [lemek, onapga eTkip
AblObICTap XXOK: AbIObICTbIK KaTap 6ipTekTi, Mo-
HOTOHAbI-8ye34i capblHAapfa Heri3genreH. OHHiH,
blpfafbIMeH GEeCiKTiH, KO3fanblCTapbl Aa YHAECed.

OZeTTe, Ka3aKTblH, 6ecik Xblpaapbl onapabl CUKbI-
pAbl Ayfafa, >XanbapblHyfa, TINTi >XOKTaynapfa
>akblHAaTa TYCeTiH XapTbl JayblCNeH OpblHAaNabl,
an Kenbip «KOATbIK» CO3AEPAIH: anau-anan (antamn
TiniHAeri 6an-6ali cuAKTbl) bipFakTbl KakTanaHybl
QHHIH, MeAMUTaUMUANbIK KbI3METIH KylenTeai. Typki
6eciK XblpaapblHbIH MATiHIHAE TineynecTik popmy-
nanapabl KOAJaHy CITTEPI, AFHW UTi TinekTep, Hape-
cTere 6akbITTbl fa 6al FyMbIp KeLyiH Tiney kesge-
cegi. Kenbip 6ecik xblpnapbl yHAeY-cypak («MeHiH,
6anam Kanga ekeH?» — «ackap-ackap Tayia eKeH»)
TYPiHAE >Kacanbin, ONapAblH, XYMb6aK >XblpaapabiH,
eH KeHe TypiHeH bactay anyblH MeH3eWgi. becik
XbIPbIHbIH, €H KeHe TypsaepiHae >Xofapfbl anem
KeninkepaepiHe (Mbicanbl, ¥Mal Kyfan aHafa) YH-
heynep, COHAanM-ak HapecTeHi Kueni >XaHyapsap
XOHe KyCTapMeH, TabufaT HbiCaHAapbIMEH ca-
NbICTBIPY capblHAapbl ke3geceai. becik Xbipaapbl
9AeT-FypbINTap CUAKTbI HanaHblH, ©MIpiHIH Kopfa-
HbIWTbIK GYHKUMACHIH aTKapabl, OUTKEHI O eTnei
kynaeri 6oambic, aFHM OpTa aNeMHiH TipLWinik neci
peTiHae KabbligaHAabl.
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LiBeToBasa cMmBOAMKa OTpaxkeHa B yHWKanbHOM ¢e-
HOMEHe Ka3axCKOW My3blKaNbHON KyAbTypbl — «KO-
HbIp Aayblic». Tembp rosoca v AoMOpbI, Ha3biBaEMbI
«KOHbIP», He BXOAMT B KNaccMyeckoe eBponernckoe
onpepeneHne TeMbpa 3Byka. MpsamMol cMbich nekce-
Mbl «KOHbIP» — KOPUYHEBbIA. «KOHbIp» Kak noauce-
MaHTWYHOe MOHATUE, 0bbeanHAeT B cebe 3BYKOBbIE
(3BYK, ronoc), cnyxoBble («NpUATHbIE AAA CAyxa») U
LBEeTOBble (KOPWYHEBLIN) My3blKaNbHO-3CTETMYE-
ckue npeactasaeHus [18, c. 161]. KoHbip gaybic — 310
cneunduyecknii Tembp, HacblWEeHHbIN 0bepToHa-
MW, KaKOW MOXeT ObiTb TONbKO Yy HW3KOro rosoca
[4, c. 15].

Ha meTtadmsnueckom (kynbtypdumnocopckom) ypos-
He KOHbIP — MHOrO3Ha4YHOoe CI0BO, UMMAULMpPYLOLLLee
AYX Ka3axcKou TPajMLUMOHHON KyabTypbl [7, c. 67]. B
MeBYECKOM KyNbType KOHbIP — 3TO MArKWM, CrOKOM-
HbIV, KPacuBbIN ronoc (Yalie MyXCKOW), paBHOMep-
Haa Menogma. KopuuyHeBbI LBeT npegHa3HayveH
A8 OMUCaHWA MATKUX TOHOB, TemoThl, JOBPOThLI 1
obasaHmA. Kasaxu MCMoab3yroT 3TOT LiBET, KOrja XoTaT
NoAYEePKHYTb OCOBYH MATKOCTb U MPUATHOCTb OMK-
CbIBAEMOrO: CMacUTe/IbHbIN B Xapy Nerknii BeTepok,
MArkKas 1 Tenaas HouYb, MPUATHaA OCeHb U T.4. [MpuaT-
HbI 3BYK JOMbGPbI MK KOBbI3a, MArKUA TeMbBp rono-
Ca NeBLa, IMpUYecKme NecHn — BCe 3TO HeNpeMeHHO
OKpalLMBaeTCa Ka3axamu B KOPWYHEBbIN LBET [8, c.
33]. Takoe NMOHWMaHMe KOPUYHEBOrO LiBETa BOCXO-
ANT K apxauyHbIM NpeACTaBAEHUAM TEHrPUaHCTBa,
r4e HU3KWIA roaoc, cam no cebe MOXHO paccmaTpu-
BaTb Kak Marm4eckuii «TekcT», bepyLumii cBoe Havano
B MPaKTVKe 3aroBOPOB, 3aKJMHaHWUA 1 np.

Colour symbolism is reflected in a unique
phenomenon of Kazakh musical culture — the “qonyr-
dauys”. The timbre of the voice and the dombra,
referred to as qonyr, is not included in the classical
European definition of timbre. The direct meaning of
the lexeme qonyr is brown. «Qonyr» as a polysemantic
term combines the musical and aesthetic ideas of
sound (tone, voice), hearing («pleasing to the ear»),
and colour (brown) [18, p. 161]. Qonyr dauys is a
specific timbre rich in overtones that only a low voice
can have [4, p. 15].

On the metaphysical (cultural-philosophical) level,
gonyr is a polysemous word implying the spirit of
traditional Kazakh culture [7, p. 67]. In singing culture,
gonyr is a soft, calm, beautiful voice (often male) and
a steady melody. The colour brown is said to describe
soft tones, warmth, friendliness, and charm. Kazakhs
use this colour when they want to emphasise the
particular softness and pleasantness of what is being
described: a light breeze that softens the heat, a soft
and warm night, a pleasant autumn, etc. The pleasant
sound of the dombra or kobyz, the soft timbre of
a singer's voice, lyrical songs are invariably painted
in brown by Kazakhs [8, p. 33]. This understanding
of brown goes back to archaic ideas of Tengrians,
in which a deep voice itself could be considered as
a magical «text» originating from the practise of
incantations, incantations, etc.

OcHoBHas cTpaTerns Ko/blbesbHbIX NeceH BCeX Ha-
pPOAOB — yKauMBaHWe, ycrnokanBaHue, ybarokmBaHme
N ycbinaeHne pebeHka. B HMX OTCyTCTBYHOT peskume
3BYKM: 3BYKOBOM psifi MOCTPOEH Ha OAHOOOpPa3sHbIX,
MOHOTOHHO-MEe/IOANYHBIX MOTMBax. B TakT necHe
CUHXPOHHbI 1 ABUXXEHWA CaMOW Konblbenw.

Kak npaBuio, Kasaxckme KoAblGeNbHble WCMOHSA-
FOTCA BMOJIF010Ca, YTO COAMXKAET MX C Marmyeckumm
3aroBopamu, 3aKJMHaHNAMU N Aaxe MPUUUTaHNAMM
(>xokTay), a puUTMMYecKoe MOBTOPEHWE HEKOTOPbIX
«KOZOBbIX» CJIOB: dAAN-a4WN (TUNa anTanckmx baii-
6ail) ycunmeaet MeAUTaTUBHYHO QYHKLIMIO NECHM.

B TekcTe THOPKCKMX KOJ/bIGEbHbIX BCTPEYAroTCs MO-
MEHTbI MCNO/b30BaHWs 3aroBOPHbIX dopmyn — Bna-
ronoxXefaHwn, no)xenaHUnm cyactTameom u bora-
TOW >XW3HM MnageHuy. HekoTopble kosblbenbHble
odopmaArOTCs B BUAE 0bpalLeHns-Bonpoca («MeHiH,
6anam Kalga ekeH?» — «ackap — ackap TayAa eKkeH»),
UYTO BO3BOAMUT WX K APEBHENLLEMY BUAY MeceH-3a-
ragok. B Hambonee apeBHUX TUMNax KONbIGENbHbIX
BCTpeYatoTca obpalleHuns K nepcoHaxam Beicwero
Mupa (Hanpumep, bornHe Ymai), a Takxke MOTUBbI
CpaBHEHMA MAajeHLa C CakpasbHbIMU XMBOTHBIMU U
nTMuammy, obbektamu npupoasl. KonbibenbHble, kak
n obpaabl, BbINOAHAAM QYHKLMIO OXPaHWUTESIbHYHO
XKWN3HW pebeHKa, NOCKOJ/IbKY OH BOCAPMHUMANCA Kak
CyLLEeCTBO, Haxojslleecs B MEpPeXoAHOM cTaTtyce —
CpeanHHOM Mupe.

The main strategy of the lullabies of all nations
is to cradle, soothe, lull and put the child to sleep.
Therefore, there are no harsh sounds: the soundtrack
is built on monotonous, monotonous melodic motifs.
The movements of the cradle itself are synchronised
with the song.

Kazakh lullabies are usually sung in a low voice,
which brings them close to magical incantations,
incantations and even laments (zhoqtau), while the
rhythmic repetition of some «code words» — aldi -
aldi (like Altai bai-bai) reinforces the meditative
function of the song.

The text of Turkic lullabies also contains incantations —
good wishes, wishes for a happy and rich life for an
infant. Some lullabies have the form of an appeal
question («menifi balam qaida eken?» — «asqgar-asqar
tauda eken»), which makes them similar to the oldest
riddle songs. The oldest types of cradle songs contain
references to celestial figures (such as the goddess
Umay) and comparative motifs between the baby
and sacred animals, birds, and natural objects. Like
rites, lullabies fulfilled a protective function in the
life of the child, who was perceived as a being in a
transitional stage — the middle world.
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XXOKTAY
ZHOQTAU

XKokTay — MapkyM Typasbl FypbIMTbIK XOKTay >XbIpbl.
Ce3aiH 831 «KOK» — KeHe TypKinepaiH «kepaey»,
«KOMy» CO3iHeH LWblKKaH. HbllwaHAabIK TypfblaaH
anfaHaa, 6yn aH-XbIp afaMHbIH afamMaap anemi-
HeH enlinep aneMiHe oTy paciMiH 6ingipeai. Xokray
MapKyMHbIH AeHeci WhifapblifaH caTTeH bacTanbin,
>KaHa3zajaH KeWiH KeHin auTylwbliapAblH KaTbl-
CybIMeH opblHAanaabl. XXOKTayAblH >annbl 43CTyp-
Ni cbizbacblH (KOMNO3ULMANBIK GipAiK, blpFak, YH-
[ecTik XaHe T.6.) cakTal OTbIpbIM, XOKTayLbl den
9P >KONbl HaKTbl >XafAalfa Kapan >aHalwa kypa-
CTblpagbl: XOKTay >XblpAapblHAa HaKTbl TypaKThbl
MaTiH 6bosmMalnabl.

XokTtay MaTiHiHAE MIHAETTI TypAe MapKyMHbIH
uri icTepi, Xakcbl KacueTTepi Ti3ifin, OHbIH ©AiMi
KYHHiH 6aTybIMeH, >apbIKTblH COHYIMeH XaHe T.6.
CanbICTbIpbIIFaH. MapKyMHbIH, >XafbiMAbl KacueTt-
Tepi MeH >XaKcCbl iCTepiH >XokTayAa Tizbesey OHbl
O AYyHUWere, AfHW eninep aneMiHe epeklue TiMEH,
AFHW XKOKTay 9Hi TiNIMEH «TaHbICTbIPY» Aen Kapa-
cTbipyfa 6onagbl. bypbiHfbinapabiH, NavbiMAayblH-
Wa, XoKTaynap eninep anemiHe, babanap anemiHe
>KaKCbl €CTiNTeH.

CoHbIMEH, XXep/iey MeH ecke any paciMiHe T9H MITiH
(>koKTay aHi), KanbinTap, UWapanap MeH apekeTTep
(wawTel >ato, 6eTTi ThipHay >aHe T1.6.) 6ip faHa
MakcaTka — OTy YAEepiCiH XeHingetyre, anemaep
apacblHAafbl LeKapaHbl CITTI eHCepyAi kamTama-
CbI3 eTyre GafrbiTTanfaH. byn petTe, XOKTayAbl Xbij
6olibl Tek aMengep faHa XSHe KyHiHe eki peT -
KYHHIH, LWbIfybl MeH 6aTybl Ke3iHae OpblHAaNAbI.
C. L. AazbekoBaHblH, nikipi 60oMbiHWa [1], >xoKkTa-
YAbIH, TaHEpPTEH >XdHe Kelke — KYHHIH «Tyblaybl»
XIHE «eNyi» Ke3iHAe OpblHAaNYbl, eH anjbIMeH, Ka-
CMEeTTI yaKbIT — «XXep MeH KekK a/ieMiHiH (apyakTap
9/1eMi)» KOCbINY yakblTblHa KaTbICTbl TYCIHAIPIATEH.

byn vyaepicteri eWengepdaiH, anpbiklia peniH
C. L. AazbekoBa oNengiH 6/AMECTIKTIH LUKALIK
npoLeciHe KOCbINybl X3HEe >XaHa eMipaiH naija
60nybl Typanbl TyCiHiKTepiMeH TyciHaipeai [1, 20 6.].

KAPA ©/1EH
QARA OLEN
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Kapa eneH (xanblk aHi) TypAi-TyCTi CMMBOANKaMEH
6enrineHreH. «Kapa» cesiHiH ©3i KeHenik neH ka-
CUETTINIK XaHe OHblH aMbeban MaFfblHaChl Typanbl
auTbIn Typ.

MamaHaap Xanblk 9HiH YW, ffHW aybi3wa (no3Tu-
Kanblk M3TiH), KMHeCTeTUKanblK (MUMWKA, bIM-U-
Wapa, no3a) >XaHe My3blkanblk (My3biKanblK Ti)
JeHrersie KepiHeTiH TaHbanap MeH KOATap Xyuheci
peTiHae kapacTbipasbl. PONbKNOPAbIH KE3 KenreH
>XXaHpbl CMAKTbI Xanblk 9Hi kapa eneH ae byn pet-
Te XacblpblH CMMBOAM3MIe Me. byn Kasak MageHu-
eTiHiH, A9CTYpAi NO3TMKanblK GeliHe-HblWaHAapblH
(kycTap, >kaHyapnap, Taburat KybblnbiCTapbl XaHe
T. 6. — «©KYNAbI3 ©N1€H», «Tay ONEH», <KaMLLbl ©1€H>,
«lak eneH» xoHe 1.6.) KONJaHyAa FaHA eMec, COH-
Jan-aK SHHIH, KYpblAbIMbIHAA Aa, OPbIHAAY TIXipW-
6eciHae ae kepiHic Tabagbl.
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Xoktay — o06psgoBas necHa-npuumTaHve 06
ycorwem. CaMo C/IOBO MPOUCXOAUT OT C/I0BA «XKOK»
(NpsMOM cMbICh OTpULL@HWs, OTCYTCTBUS) — ApEB-
HETIOPKCKOE «MOXOPOHbI», «norpebeHne». CumBoau-
Yecku 3Ta NecHs-nia4vy Mapkupyet obpsag nepexoja
yesioBeKa M3 MUpa togen B Mup MepTBbix. XKokTay
HauyMHaeTCs C MOMEHTa BblHOCA Tesla MOKOWHOro U
MCNONHAETCS MOC/e NMOXOPOH B NPUCYTCTBMU BbICKa-
3bIBaroLLMX cobonesHoBaHme. MNpu cobaogeHun ob-
el TPajULMOHHON CXeMbl XOKTay (KOMMO3ULMOH-
HOe eAVHCTBO, PUTM, FAPMOHUA ¥ Np.), NAaKaablLnLa
KaXKAblA pa3 COUMHsNA MO-HOBOMY, B 3aBUCUMOCTM
OT KOHKPETHOTO C/lyyas: MeCHU-NPUUYUTAHNS HE NMe-
FOT KOHKPETHOTO YCTONYMBOTrO TeKCTa.

B TekcTe xokTay obs3aTesbHO Mepevncaanvcb Ao-
bpble fena yCOMLUEro, ero NoAOXMWTE/bHble Kaue-
CTBa, @ €ro CMepTb CPaBHMBaNaCh C 3aKaTOM COJHLIA,
yracaHviem ceeta v T n. lNepeyncieHre NONOXNTENb-
HbIX KayecTB ycOnLiero n 4obpbIx Aes B NpUYMUTaHmn-
AX MOXHO paccMaTpmBaThb KakK ero «npejcraBiaeHne»
MWPY MEPTBbIX OCOBObLIM A3bIKOM — A3bIKOM MeCeHHO-
ro npuuuntanus. Mo npeacraBiaeHUAM APEBHMX, Mec-
HU-NPUYNTEHNA XOPOLLO CAbIWHBI MUPY MepTBbIX,
MUpPY NPesKoB.

TekcT (NecHN-NpuUYnTaHmKs), NO3bl, XeCTbl U AEUCTBUS
(pacnyckaHve BoJOC, LlapanaHue anua u T.4.), xapak-
TepHble AN MOXOPOHHO-MOMWHANbHOW LePEMOHUY,
OblNN HarnpaBieHbl Ha OAHO — 06JerynTb Npouecc
nepexoga, obecneunTb ycnewHoe npeojoseHne
rpaHnLbl Mexay Mupamu. MNpun 3ToMm, XXOKTay B Tede-
HWMe rofia UCMOJIHAETCA TONbKO XXEeHLWMHaMU 1 TOJb-
KO ABaXAbl B ileHb Ha BOCXOAe U 3akaTe conHua. Mo
MHeHuto C. L. AazbekoBow [1], MCnonHeHWe oKTay
YTPOM 1 BeYEpPOM CHMMBOJIM3NPYET BPEMA «pOXJe-
HUA» N «yMUPaHUA» AHA, B KOHTEKCTe CaKpaibHOro
BPEMEHU — BPEMEHN COEAMHEHNS «3EMHOIO MUpa U
HebecHoro (Munpa apyaxos)».

WNckntountenbHas posb XXeHLWMHbI B 3TOM npoLiecce
obbvacHseTcs C. L. Aa3bekoBoit ¢ npeAcTaBAeHNAMMN
0 BKJIOYEHHOCTY XEHLLUMHbI B LIMKAMYECKNIA NpoLecc
beccmepTus 1 3apoXaeHMs HOBOM Xu3Hu [1, c. 20].

Zhogtau is a ritual song, a lament for the deceased.
The word itself derives from the word “zhoq”, the Old
Turkic word for “burial”, “funeral”. Symbolically, this
lament marks the transition from the world of humans
to the world of the dead. Zhogtau begins with the
transfer of the body of the deceased and is recited
after the funeral in the presence of the condolences.
While the common traditional scheme of the zhoqgtau
(compositional unity, rhythm, harmony, etc.) is
followed, the mourners compose differently each
time, depending on the specific case: lamentations
have no specific fixed text.

The text of the Zhogtau necessarily enumerated the
good deeds of the deceased, his positive qualities,
and his death was compared to the setting of the sun,
the fading of the light, etc. The enumeration of the
positive qualities and good deeds of the deceased
in the lamentation songs can be considered as
his “"presentation” in the world of the dead in a
special language — the language of the lamentation
song. According to the belief of the ancients, the
lamentations are well heard by the world of the dead,
the world of the ancestors.

Thus, the texts (lamentations), postures, gestures and
actions (parting the hair, scratching the face, etc.)
characteristic of the funeral and memorial ceremony
had only one purpose: to facilitate the transition
and ensure the successful crossing of the border
between the worlds. At the same time, the zhoqtau
is performed only by women and only twice a day at
sunrise and sunset. According to S. Sh. Ayazbekova
[1], the performance of zhoqtau in the morning and
evening during the «birth» and «death» of the day
was probably understood in the context of sacred
time — the time of connection between «the earthly
world and the heavenly (world of the Aruakhs)».

The exceptional role of women in this process is
explained by S.Sh. Ayazbekova with ideas about
women’s involvement in the cyclic process of
immortality and birth of new life [1, p.20].

Kapa eneH (HapogHas necHs) O3HayeHa LBETOBOM
cumBoankoin. CNoBO «kapa» roBOPUT O APEBHOCTM U
CaKpasbHOM W1 ero yHMBepCaabHOM 3HaYeHUM.

HapogHasa necHsa npeacraBaseT cMcTemMy CMMBOJIOB U
KOZOB, NPOSIBASIEMAs Ha TPeX YPOBHSX: BepbaibHOM
(MO3TUYUECKUIA TEKCT), KUHecTeTUdeckoM (MUMUKA,
>KECTbI, MO3bl) Y My3blKaJbHOM (MY3blKaabHbI A3bIK).
Kak n nrobon apyron >xaHp dosnbknopa, HapoAHas
necHs, B JAaHHOM C/lyyae «kapa eneH» obnagaer
CKPbITbIM CMMBOJIM3MOM. TO BblpaXkaeTcs He TO/IbKO
B MCMNOJ/Ib30BaHWM B TPAAMLIMOHHbIX MO3TUUECKNX 06-
Pa30B-CUMBOJIOB Ka3axCKOWM KyAbTypbl (MTUL, XXMBOT-
HbIX, ABNEHUI NPUPOAbI U T.4. — <OKYJAbI3 ONEH», «Tay
eNeH», «KaMLUbl B/IeH», <IN eneH» 1 Ap.), HO N B
CaMOli CTPYKTYpe MeCHK, a Tak>Ke NPakTMKe NCMOoNHe-
HVA. BblaenstoTca psag XapakTepHbIX 0COHeHHOCTeN
Kapa efieH: npexge BCero YHMBepCcanbHOCTb (MCnon-

The gara olen (folk song) is characterised by its colour
symbolism. The word «qara» speaks of antiquity and
sacrality and its universal meaning.

Experts consider folk song as a system of symbols
and codes that manifests itself on three levels: verbal
(poetic text), kinesthetic (facial expressions, gestures,
posture) and musical (musical language). Like any
other folklore genre, folk song, in this case qara oled,
has a hidden symbolism. This is expressed not only
through the use of traditional poetic imagesand
symbols of Kazakh culture (birds, animals, natural
phenomena, etc.). — This is expressed not only in the
use of traditional poetic symbols of Kazakh culture
(birds, animals, natural phenomena, etc. — «zhaldyz
Olefi», «tau dlefi», «qamshy Olefi», «shdi dlefi», etc.),
but also in the structure of the song and in the practise
of performance. There are a number of characteristic
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Kapa eneHHiH bipkaTap e3iHe ToH benrinepi epek-
WweneHeai: eH, angbiMeH ambebanTblk (epaep MeH
oenzep OpbiHAANALI, SFHU TeHAEepAiK XIHe >ac
LUeKTeyNepiHCi3), COHAaN-ak, Ke3 KeareH >afjau-
na (apwviHe, XafbIMabl Xafaanaa) — oTbacblnbIK Ka-
pbIM-KaTbIHAC, XaNbIKTbIK Mepekenep XaHe T. 6.

XXAP-)XAP
ZHAR-ZHAR

KanblHAbIKTbIH, XaHa MapTebere — ainen mapre-
6eciHe eTyiHiH My3blKaiblk HbllaHbl MeH 6erici —
6y XKap->KapablH OpbIHAaNYbl («Kap» — J0OC, >Xap
ce3iHeH wWbIkKaH). byn epnep MeH aliengepaiH
Xap-XapblHa 6eniHeTiH xop oHaepi. EpnepaiH
Xap->apblHAa KeniHre akbli-KeHecTep, Hyckayiap,
an avenpepaiH Xap->apblHAa TyblCTapbIMeH, aKe
yhiMeH, 6oCTaHAbIKNEH XaHe T. 6. KOLWTacy yax-
aepi 1.6. KaMTblnagbl.

KeniHwek, oHbIH AOCTapbl MeH TyblCTapbl KaTblica-
TblH aMengepain, xap-xapbl 6ipkatap HbllaHAbIK
apekeTTepMeH bHipre >ypeai (waw epy, caykene
KUWto XaHe T. 6.). Xap->xap — 6yn KanbIHAbIK YAiHAE-
ri Heke KWto pacimiHiH 6acTay HykTeci 60/bIn Tabbl-
Najbl, COAAH KEeNiH ON KyWey XIriTTiH yniHe xonfa
Wblfaabl.

AUTHIC
AITYS

My3bIKasblK-NO3TUKA/bIK, «XKEKMEe-XXeK» anTbiC Aen
atanagpl. <ANTbIC» CO3iHIH 3TUMONOMMACBIH faibiMAap
SPTYPAI TYCiHAipeai, BipiHAe aWTbIC, XXapbIC, an eKiHLWi
GipiHAe afblC aen TyciHgipineai. AUTbicka angblH ana
AaviblHAaAManabl (Ce3 TipkecTepiH XaTTay apKbuibl):
Oyl — IKCMPOMTTBIK, XKeKne->KeK. OAeTTe alTbicKa
KaTblCaTblH aKblHAAPAbIH, dPKANCLICHl PYAblH OKii
60sbiN Tabbinaabl. COHABIKTAH >XeKne-XeKTi py Xa-
pbICbl Aen Te aTayfa 6onajbl, an erep calrbicka KaTbl-
Cylblnap anen MeH ep agam 60aca, OHAa XapbICTbl
EpkekTiK >XoHe Olengik bactaynapiblH, >KEKMe->Keri
aeyre 6onagb!.

ANTBICTbIH, FeHe3WCi Kasak, A9CTyp/i My3blKacbIHbIH
ackepu kacta eHepi (T. Ocemkynos, 3. Haypbizba-
eBa) TY>KblpbIMAaMacblHAafbl HaKTbl >EKMe-XEeKTiH,
(>kekne-xeK) MNpoekuMsacbl pPeTiHAe KapacTbipblia-
Abl, OHbIH, HOTUXeCiIH >Xepebe, XOfapbl KYLUTEPAIH,
KyAannapablH, pakbiMbl - aHblkTagbl. AWTbIC XKak-
CblabIK, NeH XXamaHabikTbiH, Ep MeH Olien 6actayna-
pbl, XKapblk neH KapaHfbiblk >aHe T.6. apacbiHAafbl
anfallkbl FapbIWTbIK TapTbiCTbiH, 6eliBepbansbl Hbl-
LaHbl peTiHAe KapacTbipblnagbl. «AKblH CO3iH OMiK,
TapTbiMAbl KipicneaeH H6acTangbl, OHbIH, MakKcaTbl TEK
63 pybl MyLLENepiHiH, Ha3apblH ayAapy faHa eMmec,
COHbIMeH bipre pyablH KywTi ata-6abanapbiHa Xy-
riHy. iFHK, akblH 6acTaybl pyabliH 6apablk eKiNAepiHiH,
XOHE OHblH, aTa-6abanapbiHblH KYLWIiH LWOFbIpAaH-
ablpagbl», — aen xa3agbl C. A. EnemaHoBa [6, 4 6.].
ANTBICTbIH,  CEMaHTUKaNbIK TYXXblpbiIMAaMacbl MeH
OHbIH, «aFbIC» PeTiHAEri acTap/bl TYCiHIriH, CON HeMe-
ce backa anTtbickepre (kaambl pyFfa) TyCeTiH ambeban
>Ka3a peTiHAe TONbIKTbIpajbl.
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HAETCA MY>UMHAMM U XEHLLMHaMW, T.e. 6e3 reHaep-
HbIX M BO3PaCTHbIX OrpaHUYeHn), a TakxKe B JH0ObIX
06CTOATENLCTBAX (Pa3yMeeTCs, B NMONOXUTENbHbIX) —
CEMENHOM OBLLEHNIN, HAPOAHBIX TYNAHUSAX U T.A.

features of gara olef: firstly, universality (performed
by men and women, that is, without gender and
age restrictions) and in all circumstances (of course,
positive) — family gatherings, folk festivals, etc.

My3blkabHbIM CMMBOJIOM W Mapkepom nepexoga
HeBeCTbl B HOBbII CTaTyC — CTaTyC XeHbl ABAAETCA UC-
MOJHEHME Xap->Kap (NPOV3BOAHOE OT «wKap» — APYT,
cynpyra). 3T0 XOpOBble MECHW, KOTopble AeNATCA Ha
MY>CKOW W >XEeHCKUI BapuaHTbl. MyXckon coaep-
XWT COBETbI, HacTaB/eHWs HEBECTE, a XXEeHCKUA -—
MOTMBbI MPOLUAHWA, C POAHBIMU, OTYUM JOMOM,
cBo6OJON U T.A.

MeHne XXeHCKOro Xap-xapa, r4e y4acTByroT HEBECTA,
ee noApyrn N PoACTBEHHMLLbI, COMPOBOXAAETCA Psi-
JIOM CUMBOJINUECKUX AENCTBUIA (MNeTeHne Koc, oje-
BaHMWe caykese u ap.). Xap-xap — oTnpaBHas Touka
cBaZebHOro LiepemMoHvana B OMe HEBECTbl, Mocse
KOTOPOro OHa OTMNPaB/seTcs B NMyTb — B JOM XeEHUXa.

The musical symbol and sign of the bride’s transition
to her new status, that of wife, is the performance of
zhar-zhar (derived from zhar — friend, spouse). These
are choral songs divided into male and female zhar-
zhar. The male chant contains advice and exhortations
to the bride, while the female chant contains motifs
of farewell, kinship, stepfather’s house, freedom, etc.

The singing of the female zhar-zhar, in which the bride,
her friends and relatives participate, is accompanied
by a series of symbolic acts (braiding, putting on a
saukele, etc.). The zhar-zhar is the starting point of
the wedding ceremony at the bride's house, after
which she sets off for the groom'’s house.

ANTbIC — My3bIKaJbHO-MO3TUYECKMI  «MOEANHOK.
YyeHble No-pa3HOMY MHTEPNPETUPYIOT 3TUMOJIOTUIO
CNI0Ba «aWTbIC», B OLHOM CJly4ae ero onpeaenstor Kak
CNop, COPEBHOBAHWE, a B APYroM — afbiC — TEYEHWE.
K aiTbicy He roToBsATCS 3apaHee (3ayumBas ¢pasbl):
3TO NMOEANHOK-3KCMPOMT. OBbIYHO KaXAbl M3 aKbl-
HOB, Yy4YacTBYHOLLMX B aiTbiCe, ABASETCSA MpeiAcTaBu-
Tenem poga. [103ToMy NoeanHOK MOXHO Ha3BaTb U
COpeBHOBaHWEM POZAOB/PY, a €C/IN YYACTHUKMN COCTS-
3aHMA — XXEHLUMHA M MY>XUMHA, TO COPEBHOBaHMWeE
MO>XHO Ha3BaTb NOEAMHKOM My>CKOro n XXeHcKoro.

leHe3nc awvTbica paccmMaTpuBaeTcs Kak Mpoekums
peanbHOro noeauHka (kekne-xek) B KOHLeNLUun Ka-
3aXCKOW TPaAMLIMOHHOM My3bIKM KakK WUCKYCCTBa BO-
nHckon kactbl (T. Acemkynos, 3. Hayp3baesa) ucxog,
KOTOpPOW onpeaensn Xpebui, MUAOCTb BbICLLNX CU,
6oros. ANTbIC paccMaTpuBaeTCs Kak HeBepbHasibHbIl
CMMBOJI M3HaYa/bHON KOCMWYECKOU BUTBbI MeXay
[o6pom 1 3nom, Myxckoro n XeHckoro Hayan, Cee-
Ta U TbMbl U T.4. «AKbIH HAUMHAET CBOE BbICTYMN/IEHME
C BbICOKOIO MPOTSAXHOIO 3a4uHa, Liefiblo KOTOpPOro
ABNSETCA HE TO/NbKO MpUBJAEYEHME BHUMAHUA une-
HOB ero poga, Ho 1 obpaLleHne K CUIbHbIM POAOBbIM
npeakam. Mo naee, akbIHCKMIA 3a4MH KOHLEHTPUpPYeT
B cebe cuy BCex NpeacTaBUTENeN poja 1 ero npes-
KoB» [6, c.4]. JononHAeT cemMaHTUUeckyro KOHuen-
LMo aliTbiCca 1 ero Metapopmyeckoe NOHNMMaHMe Kak
«MOTOKa», BCENEHCKOW Kapbl, ObpyLlatoWniics Ha
TOrO WM MHOFO anTbickepa (M B LLeJOM poa).

Scholars interpret the etymology of the word «aitys»
differently, in one case it is defined as dispute,
competition, and in another as «agys» — river.
One does not prepare for the aitys in advance (by
memorising the phrases): It is an improvised duel.
Usually, each of the Akyns participating in a duel is
a representative of a clan. Therefore, the duel can be
called a clan/ru contest, and if the participants are a
woman and a man, the contest can be called a duel
of male and female principles.

The emergence of Aitys is considered as a projection
of a real duel (zhekpe-zhek) in the conception of
traditional Kazakh music as an art of the warrior caste
(T. Asemkulov, Z. Naurzbaeva), the outcome of which
was determined by lot, the grace of higher powers
and gods. Aitys is considered a non-verbal symbol of
the original cosmic struggle between good and evil,
between male and female principles, between light
and darkness, etc. «The Akyn begins his performance
with an extended intro designed not only to attract
the attention of his clan, but also to refer to the strong
ancestors of the clan. According to the conception,
«the intro of the aityne concentrates the power of all
the representatives of the clan and their ancestors»,
writes S. A. Yelemanova [6, p.4]. The semantic concept
of the aitys is complemented by its metaphorical
understanding as a «stream», a universal punishment
falling on one or another aitysker (and the clan as a
whole).
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AOMBbIPA
DOMBYRA

Jombbipa — Ka3zak MaAeHMeTiHIH, 6acTbl HbllaHAapbI-
HblH Bipi: «HafbI3 Ka3ak Kas3ak eMmec, Hafbl3 Kasak —
AOMbblpa». byn My3blkanblk acnanTblH KMEeAiNiri OHbIH,
Kypbl/bIMbIMEH e epeklueneHesi. JombbipaHbIH, yLu
6eniri (peHe-MolMbIH-6ac) Xanblk, narbiMbiHAafFbl Fa-
NaM yAriciH 6enHenengi: Xxofapfbl — opTa — TOMEHTI
anemaep. JombbipaHbiH, yWi — Cblp aly, an onHay
MPOLECiHIH, ©3i OCbl anemaepre «casaxat» 6onabin Ta-
6blnagbl. COHAbIKTAH, JOMbObIpa — 2AeMAIK TOPTIMTIH,
6eHeneHyi, Taza 3HePrusaHbl OTKI3riLl, OHbl OMHafaH
aflaM fapblWTblK, KYWTEPAiH Tene-TeHAiriH cakran,
FapbiwTbl, Taburat neH Agamapbl yinecimai ipaikke
GipikTipesi.

KazakTapablH, TycCiHiriHAe fombblpa — Tipi acnan:
ON Typanbl My3blKaHTTap: «Aengi», «aepni», «aereH
eKkeH» gen avTagbl. OHbIH KeNTereH anuTeTTepi bap:
«Ka3ak My3blKaJblk acrnanTapblHbliH, MaTLwaribIMbl»;
«Ka3aKTblH XYPeri MeH >aHbl»; «keLuneni Kaszakrap-
AblH Beciri»; «kasak XajKblHblH afan cepiri»; «kasak
XaNKblHbIH ©Mipi MeH TbIHbICbI». JoMbbipa Xanblk,
CcaHacblHAa emipre JereH CymicneHLWinikTi, maxab-
6atTbl; XXepre, acnaHfa, KyHre, fanamra, Fapbiwka
JereH cyricneHwinikti 6ingipesi; Tabufn WabbIT; iLKi
QNEMHIH, YINeciMAiNiri; kasak XaakblHbIH TapWXbl; Ka-
3akK XaKbIHbIH, M3JEHWETI; Facblpiap MeH >XY3Xbl-
AbIKTap AaHajblfbl; Kewneni TannanapablH, AaybICTbl
Tapuxbl; TabuFaTt NeH agam KynnepiHiH 6apablk peHK-
TepiH bepeTiH ce3imTan acnan. Jombbipa spkaluaH
YULIH eH KYPMETTI XXepiHae cakTanajbl.

CA3CbIPHAN
SAZSYRNAI

«Ca3scblpHali» Ce3iHiH MafblHacbl: Ca3 X9He CbIp-
Hali, ca3 — ca3, Cblp — CbIp, KYNWsS AereH MafblHaHbI
6ingipesi. Mbicanbl, «cbipaacy» — ki onmeH 6eni-
Cy; «Cblpaac» — KYNUAHbI anTyfa 60aaTbiH eH, XaKblH
[OC. OfeTTe, HEerisri «CblpHal» Ce3iHe KypaaablH
HeMece MaTepuaniblH, epeklueniriHe 6arnaHbi-
CTbl KOCbIMLLIA CO3 KOCblaAbl: KaMbIC CblpHal (Ka-
MbICTaH), MYMi3 cbipHal (MyMi3geH), ca3-CbipHaMn
(cazpaH) xaHe kenTereH backanap. «CascbipHam»
co3iHiH ce36e-ce3 ayjapMacbl — «Cblp/ibl ca3gbl
CblI6bI3FbI». Ca3cbipHalAblH, MaTepuanbl — ca3 Typ-
Ki HaTypdunocopusacel TypFbicbiHaH kacueTti. On
Kyaannapabl 6enHeneyre, biabiCc-ask neH H6acka Aa
bIABICTAPAbI >Kacayfa, Kapabawblp allekennepai
XKacayfa >XoHe anfallkbl KOJAaH >acaafaH TypFbiH
yAnepai canyfa apHainfaH anfallkbl MaTepuan
6onabl. Ca3gblH TabWFN KacmeTTepiH TYCiHY ajam-
HblH, Ce3iMTan aJleMiHE «KYMCcapTabl», «KaHAbl
CMnangbl» MafblHacblHAa ayblcagbl. Kasak TiniHae
«Ca3» — HaKpblLW, CapblH, 9H, MYy3blKa; «Ca3Abl» — dYy-
€3/, acepi; «casz» — UHTOHaumMa (casbiHa KenTipin
OKy) — MaHepsen oky [16, 123 6.]. Ca3cbipHaliabiH,
«MeNgip, awbik» TeMOpi, Ha3iK XaHe epeklle Abl-
6bicbl bap. OHAa OpblHAaYLWbIIaP Aafafafbl XEHin
camManAblH ecyiH, KY/blH TyAfblHbIH, AYOIpiH, CyAblH,
CbIHFbIPbl MEH LIANfbIHHbIH, ChIBAbIPLIH «beliHeneln
anagpl». Ca3scblpHalifa casfaH >acaifaH YCKipik
neH TacTayblk TyblcTac 6onbin kenedi. byn eniktey
acnanTapbl KYCTapablH, caripayblHa, XXaHyapaapablH,
JaybiCTapblHa My3blKanblk, efikTeyre Kbi3mMeT eTTi,
an onapfabiH Kenbipeynepi Taburat KybblabiCcTapbl-
HblH: JayblnAblH, GOpPaHHbIH XXaHe XengiH, AblObl-
CbIH cana anjpl.
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[Jombblpa — 0AMH M3 r1aBHbIX CMMBOJIOB Ka3aXCKOW
KyNbTYpPbl: «Hafbl3 Ka3ak, ka3ak eMec, Hafbl3 KasaK —
AoMbbipa». CakpanbHOCTb 3TOrO MY3bIKaAbHOTO WH-
CTPYMEHTa 3aK/04aeTca U B ero CTpoeHun. Tpu ya-
CTV Aombpsbl (Kopnyc-rpud-ronoska) oANLETBOPAIOT
B HAapOAHOM MpeACTaBAeHUN MOAeNb BceneHHowm:
BEPXHUIN — CPEAHUI — HUXKHUE MUPbI. 3BYKK, U3BJe-
KaeMble 13 AOMOpbIl, eCTb OTKPOBEHMWE, a caM Mpo-
Lecc urpbl — «nyTewwectsme» B 3T Mupsbl. [oatomy
foMbpa — BOMJOLLEHWE MWUPOBOrO Nopsaka, npo-
BOAHWK YMCTbIX 3SHEPrui, 4YesOoBEK, UrparoWmi Ha
Heln, NoAAep>XMBaeT paBHOBECME KOCMWYUECKUX CWUA
n obbesnHAET B rapMOHMYHOE eAMHCTBO Kocmoc,
Mpupogy n Yenoseka.

B NpeACTaB/IeHNMN Ka3axos AOMbbIpa XXMBOM MHCTPY-
MEHT: O Hell My3blKaHTbl FTOBOPAT: «AENAi», «aeni»,
«/lereH ekeH» (OHa roBopwuT, ckalana). beityet MHOro
XapakTepusyrLnx ee 3NUTETOB: «KOPOJieBa Ka3ax-
CKWX MY3blKa/lbHbIX UHCTPYMEHTOB»; «CepjLe 1 aylua
Ka3axoB»; «KO/blbeNb KOYEBbIX Ka3axOB»; «BepHas
CNyTHMLA Ka3aXxCKOro HapoAa»; «>KM3Hb W AblXaHWe
Ka3axckoro Hapoga». Jlombbipa B HApOAHOM CO3Ha-
HWUW BblpaXkaeT N0O0Bb K XWU3HKW; Nt0BOBb K 3emie,
Heby, ConHuy, BceneHHon, Kocmocy; npupoaHoe
BAOXHOBEHWE; TapMOHUIO BHYTPEHHEr0 MWUPa; UCTO-
PUIO Ka3axCKOro HapoAa; Ky/JbTypy Ka3axckoro Ha-
poga. OHa nepesaeT MyApOCTb BEKOB W CTONETUW;
NCTOPUIO KOYEBbIX MJIEMEH; OHa UYYTKUA MHCTPYMEHT,
nepesaroLLnin BCe OTTEHKU 3BYKOB MPUPOAbI W CO-
CTOSIHWI yenoBeka. [JoMbbipa BCerga XpaHUTCA Ha
CaMOM MOYETHOM MecCTe B AOME.

Dombyra is one of the most important symbols of
Kazakh culture: «nagyz qazaqg, gazaq emes, nagyz
gazaq dombyra». The sacredness of this musical
instrument is emphasised by its construction. The
three parts of the dombyra (body — base — head)
represent in popular imagination the model of the
universe: the upper, middleand lower worlds. The
sounds of the dombyra are a revelation, and the
playing itself is a journey into these worlds. Thus,
the dombyra is the embodiment of the world order,
a carrier of pure energies, and the one who plays it
maintains the balance of cosmic forces and unites the
cosmos, nature and man in harmonious unity.

The dombyra is a living instrument: musicians call it
«deidi», «dedi», «degen eken» (she speaks, she said).
There are many epithets: «the queen of Kazakh musical
instruments», «the heart and soul of Kazakhs», «the
cradle of Kazakh nomads», «a faithful companion of
the Kazakh people», «the life and breath of the Kazakh
people». In people’'s consciousness, the Dombyra
expresses love, love of life; love of the earth, the sky,
the sun, the universe, the cosmos; natural inspiration;
harmony of the inner world; the history of the Kazakh
people; the culture of the Kazakh people; the wisdom
of centuries and centuries; the sounding history of
nomadic tribes; a sensitive instrument that reflects all
shades of sounds of nature and human conditions.
The dombyra is always kept in an honourable place
in the house.

3HaueHMe CnOBa «Ca3CblpHaW» CKAajblBaeTCA W3:
Cca3 — FNMHa WU CblpHaW, «Cblp» O3Ha4yaeT — TaWHa,
cekpeT. Hanpumep, «cblpiacy» — MNOAENNTbCH CO-
KPOBEHHBIMW MbICAIAMY; «CblpAac» — GavKanwuni
APYyr, KOTOPOMY MOXHO MoBefaTb CBOK TaWHy. K
OCHOBHOMY C/IOBY «CblpHall» Kak npasuio, Aobas-
NAeTca JOMONHUTENbHOE C/0BO, KOTOPOE CBA3aHO
C OCODEHHOCTbIO YCTPOWCTBA WAM MaTepuana: Ka-
MbIC CbIPHaW (M3 Kambllla), MyRi3 CbipHai (13 pora),
ca3-CbIpHail (M3 TKHbI) U MHOrUe apyrue. Jocnos-
HblA MepeBOA CNOBa «Ca3CblpHaW» — «FAMHAHAAN
bnenta c cekpetom». MaTtepuan cascblpHas — rivMHa
cakpajibHa C TOYKM 3PeHMA TIOPKCKOM MUPONOrUm u
HaTypdumnocodun. OHa cTana nepsBbIM MaTepuanom
ANa n3o0bpaxeHns 6OXeCTB, N3roTOBAEHUA MOCYAbl
W APYron yTBapwu, co3faHns NPUMMUTUBHBIX yKpaLlle-
HWUM 1N CTPOUTENBCTBA NEPBbIX PYKOTBOPHBIX XUANLL,
Oco3HaHWe NPUPOAHbIX CBOWCTB MNHbI MePeHOoCUTCA
Ha YyBCTBEHHbIN MWD YeNoBeKa B 3HAYEHUN «CMAT-
YaeT», «nackaet Aywy». B kazaxckom A3bike «ca3» —
MOTWB, Hane., My3blKa; «Ca3fibl» — MEOANYHbIN, 3a-
XBaTblBatOLLMI; «Ca3» — MHTOHaLMA (Ca3blHa KeATipin
OKY) — 4nTaTh Bblpa3utenbHo [16, c. 123]. CascbipHal
obnagaet «Npo3payHbIM, CBET/IbIM» TeMOBPOM, Y Hero
HEXHbIA 1 HeobblUHbIN 3BYK. Ha HEM mcnonHuTenn
MOTyT «l3006pa3nTb» AyHOBEHWE Nerkoro BeTpa B
CTenwu, TONOT KOMbIT XXepebeHkKa, Naeck BOAbl U TUXUIA
WenecT TpaBbl. POACTBEHHBIMUN Ca3CbipHatO ABAAIOT-
CA «YCKIpIK» N «TacTayblk», KOTOpPble TakXe M3roTas-
NVBaNNCb W3 TAUHBL. 3TU UHCTPYMEHTbI-NOApaXxan-
KW CAY>XXUAW ANA My3blKaJbHON MMUTALMU FOJ0COB
MTUL, KPUKOB XXMBOTHbIX, @ HEKOTOPbIE U3 HUX MOMAK
BbIPa3nTb W MPUPOAHbIE ABNEHUSA: BON BbtorY, bypa-
Ha ¥ BeTpa.

The meaning of the word «sazsyrnai» is composed
of: saz — sound and syrnai, «syr» means secret. For
example, syrlasu means to share your innermost
thoughts; syrlas means the closest friend to whom
you can tell your secret. Usually “syrnai” is attached
to another word related to the property of the
construction or material: gamys syrnai (made of
reed), muiiz syrnai (made of horn), saz-syrnai (made
of clay) and many others. The literal translation of
the word «sazsyrnai» is «clay flute with a secret».
From the point of view of Turkic natural philosophy,
sazsyrnai is a sacred material, namely clay. It was
the first material used to represent deities, to make
tableware and other utensils, to make primitive
ornaments and to build the first dwellings built by
humans. The awareness of the natural properties
of clay is transferred to the human sensory world
in the meaning of «softens», «caresses the soul».
In Kazakh language «saz» means — motif, melody,
music; «sazdy» — melodious, exciting; «saz» -
intonation (sazyna keltirip oqu) - expressive
reading [16, p. 123]. Sazsyrnai has a «transparent,
light» timbre, it has a gentle and unusual sound.
Performers can use it to «imitate» the blowing of
a gentle wind in the steppe, the clattering of foal
hooves, the splashing of water, and the soft rustling
of grass. Relatives of the Sazsyrnay are the "Uskirik”
and the “tastauyq”, which were also made of clay.
These imitation instruments were used to musically
imitate bird calls and animal cries, and some of
them could also express natural phenomena: the
howling of snowstorms, storms, and winds.
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CbIBbI3Fbl
SYBYZGY

KypblibIMbl - XafblHaH  CbIObI3fbl  —  Y3bIHAbIFbI
50-70 cMm, 3-5 oWHalTblH caHbliaynapbl H6ap Ka-
Mbic TyTiK. KeliiHipek afaluTaH >oHe MeTajnjaH,
Aanipek anTKaHAa MbICTaH CblObI3fbl Xacai bacTa-
4bl. bipak KaHAaln mMaTepuan KongaHbliaca Aa, aya-
HblH, afbiN KeTyiHe X0a 6epMey YLiH KON Hemece
ELWKIiHIH, iweri (eHew) MiHAETTI TypAe TapTblafaH.
KypbIbIMHBIH, KapanalbiMAblbifbl KOMEUMEH SH
auTy 3/1eMeHTTepiH nalrjanaHa opbiHAAYAbIH €H
Kypaeni TexHukacbiMeH etenedi. «<OHbIMeH: 1) Abl-
6bic-6eliHeney bHacTaybl yAKEH OpPblH anaTblH TO-
TEMAIK HEMECE KMeni XaHyapaap MeH KyCTapablH
beliHenepiMeH GalnaHbICTbl Kyhnep; 2) aHbi3gap-
4@ My3blKaHbIH TiKesen CMKbIpabl MakcaTbl Typabl
avTblnatblH Kynnep (backa oneMHiH KyLUTEepiHiH,
XblnaHAapAabiH, aiaahapnapablid, 6aypan anybl; Xa-
Hyapaap MeH ajamMmjapfa CUKbIp/bl acep eTty)» [14,
38 6.]. Kenbip aknapat bepywinepgiH nikipiHLwe,
epTefe WawblpaHKbl TabblHAbI >XMHayfa Hemece
XbIPTKbIW aHAapAbl YPKiTyre MyMKiHAiK 6epeTiH
apHalibl ayeHaep (kywhnep) 6onfaH, 6yn My3bika-
HblH YWAEeCTipyLWi, peTTeywi KywWwiHe AereH XanblK
CeHiMiH KepceTeai.

OJieM XanblKTapblHbIH MUpTEpi MeH epTerinepiH-
aeri MaseHn kahapmaH — 6akTalbiHbIH HelHeci
OHbIH, CbIObI3fbla OMHaybIMeH 6alnaHbICTbl, epTe-
AerinepaiH, TyCiHIriHae, cbibbi3fbl CUKbIPAbI Kacu-
eTTepre ne, OHbIH 3y/lbIM KYLITEPAI «CUKbIpaayFfa»
XOHEe MeMipiMai KywTepai, Mbicabl, TOTEMAIK Xa-
Hyapaapabl Hemece KycCTapAbl KOMeKKe «LlaKbl-
pyfa» epekLle gapbiHbl 60A4blI.
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KOHCTPYKTMBHO  CbIObI3Fbl  MpeacTaBaseT coboin
TPOCTHMKOBYH TPYbKy AnvHHOM 50-70 cm. ¢ 3-5
WrpPOBbIMU OTBEpPCTUAMMU. [Opa3ao nosxe Ctann ms-
roTaBAMBaTh CbIObI3rbl U3 AepeBa U MeTanna, TouHee
— n3 mean. ObsA3aTeNnbHO HaTArMBanacb ToHkas bapa-
HbA WAW KO3/MHaA KMLWKa (eHeL) C uenbro npesoT-
BpalLeHns yTeukun Bo3ayxa. [1poctoTa KOHCTpyKuun
KOMMEHCUPYETCA CNOXHENLIEN TEXHUKON UCMOHe-
HWA, B KOTOPOW UCMO/b3YHOTCS 31€MEHTbI FOPJIOBOrO
neHus. Ha aTomM MHCTpyMeHTe ucnoaHstotcs: 1) krow,
CBsA3aHHble ¢ obpazaMy TOTEMHbIX MAN CBALLEHHbIX
>KMBOTHbIX U NTUL, B KOTOPbIX H0/IbLLIOE MECTO 3aHW-
MaeT 3BykOou3o6pa3uTesbHOEe Hayvano; 2) Kiou, B fe-
reHgax KOTOpbIX FOBOPUTCA O MPAMOM MarMyeckom
Ha3HauyeHVM My3blkK (3aBOpa>kMBaHVe MOTYCTOPOH-
HWUX CWA, 3MEN, APaKOHOB; Marmyeckoe BO3AeNCTBME
Ha XWBOTHbIX U nrogen)» [14, c. 38]. Mo MHeHuIo He-
KOTOPbIX MHGOPMaTOPOB, B CTapMHY CyLLECTBOBaIN
cneymanbHble Menoaum (Krom), No3BoaskoLWME CO-
HpaTb pacceBLIeecs CTaZ0 WK OTNYIHYTb XMLLHMKOB,
YTO AEMOHCTPUPYET HAPOAHYH BepYy B rapMOHM3YHO-
LY+, YNOPSAAOUMBAIOLLYHO CUTY MY3bIKU.

O6pas nactyxa — KyNbTypHOro repos B Mudax 1 ckas-
Kax HapoZOB MMWpa CBA3aH C ero urpon Ha dneniTe.
B cootBeTcTBMM C NpeacTaBAeHUAMMN ApeBHUX, baen-
Ta-CblObI3fbl 06/1343€T MarnyeckMmu CBOWCTBaAMMU,
OHa obnagaer ocobbiM JapOM «MpPUBOPaKMBaTb»/
«3aKO0/I0BbIBATb» 3/Ible CUJIbl, U «MPU3bIBaTb» Ha MO-
MOLLb A06pble, HaNpPUMepP, TOTEMHbIX XXUBOTHbIX NN
ATUL,

Structurally, sybyzgy is a 50-70 cm long reed tube
with 3-5 play holes. Much later, sybyzgy began to
be made of wood and metal, more precisely copper.
But whatever material was used, it was necessarily
covered with thin lamb or goat intestines (6nesh)
to prevent the escape of air. The simplicity of the
construction is compensated by the complicated
technique of performance, which uses elements of
throat singing. It is performed on: 1) kui associated
with the images of totem animals or sacred animals
and birds, where sound and images play a major
role; 2) kuy whose legends speak of a direct magical
function of music «(to enchant the otherworldly
forces, snakes, dragons, magical influence on
animals and humans).» [14, p. 38]. According to
some informants, in earlier times there were special
melodies (cuisines) that made it possible to gather
scattered herds or scare away predators, which
testifies to a popular belief in the harmonising and
ordering power of music.

The image of the shepherd - cultural hero in
the myths and fairy tales of the peoples of the
world — is associated with his playing the flute -
sybyzgdy, which, according to ancient beliefs,
possesses magical powers and has the special
gift of «bewitching»/»enchanting» the evil forces
and «calling» for help the good ones, e.g. totem
animals or birds.
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5.1 3AT KMENINIKTIH, HbIWWAHDbI
JKOHE TAPATYLWbICbI PETIHAE

bapsblk AscTypni MajeHveTTepaerigen, Kkasakrap-
fa Ja Ke3 KeNreH cant-AacTyp Hemece aAeT-fypbin
6ip HaKTbl iC-apeKkeTKe/>aFaanFa apHabl >XacanfaH
CUKbIP/bI  KAacueTKe We 3aTTapAbl NalrganaHyme,
Hemece bipHelle peT KaWTanan KoaZaHyMeH Katap
XypeTiH. MyHZai 3aTTapiblH,  CanTTbIK-FYPbINTLIK
XoHe yTuanTapablK OYHKUMANAPbIHbIH, LUeKapachl
apacbliHAafbl Lekapa eTe Typakcbid: dyHkuuanap
KOHTEKCTIK TypFblaH e3apa eTren.

byn 6enimae «kofapbl KyLUTEPAiIH» KeMeri KaxeT 60-
NaTblH epeklue Xafjannapga KongaHbliatbliH 3aTTap/
HblCaHAap KapacTbipbliafbl («CUKbIPAbI» 3aTTapabiH,
>KOFaNybl OCbl HOPCEHIH CUKbIPbI KOPIHTEeH KeHICTiK-
TiH, Kveni KacueTiHiH >oWblnybiMeH bipre >ypegi).
Tabusn (cyMek Hemece KaybIPCbIH) >XaHe >acaHabl
TYPAE XacanfaH (ana bay Hemece TOW LWbIMbUIAbIFbI)
3aTTapAblH, HEMece HapcenepAiH HbllaHablK QyHK-
LMANapbiHbIH, >KOfapbl CeMWOTUKanblk MapTebeci,
M3Hi MEH MaHbI3bl KepceTineai, onap aAeTTe apHabl
CanT HeMece FypbINTbIH Henrini 6ip KoHTeKCTe Naliaa
6onagbl.



5.1 BEWLb KAK CUMBOJ1 N
TPAHCNATOP CAKPAJIbHOCTU

Kak 1 BO BCex TPaAMLMOHHBIX KyAbTypax, Y Ka3axoB
ntobon putyan nam obpsg conpoBoXAANCA NCNONb-
30BaHMeM npegmMeToB, HaAeNeHHbIX Marnyeckrnmu
CBOMCTBaMMU, N3roTaBAMBaeMbIX Kak crieunanbHo As
eJMHNUYHOrO KOHKPETHOrO AelcTBa/CNyyas Uam MHO-
roKpaTHOro npuMeHeHus. IpaHvLa Mexay obpsgo-
BO-PUTYyaNbHOW W YTUAUTAPHOW QYHKLMAMUN TaKmMX
BeLLEeN AOCTaTOYHO 3bl6Kas: PYHKLMM KOHTEKCTYa b-
HO B3aMMonepexoaHbl.

B aTom pa3sgene paccmatpurBatoTcs Bewn/npesMmeThbl,
ncnosiblyemble B 0COObIX cay4yasx, rae Heobxoamma
MOMOLLb «BbICWIMX CWUA» (MCUE3HOBEHME «Marnye-
CKUX» BeLleli COMPOBOXAAETC N NCYE3HOBEHWUEM
CBOWCTBa CaKpasbHOCTM MPOCTPaHCTBA, B KOTOPOM
nposeasna cebs marus 3toin Bewm). MNokasaH BbICO-
KW CEMMOTUYECKMUIA CTaTyC, CMbICA U 3HaYEeHWE CUM-
BOJIMYECKMX GYHKLMI BELLEen UAM NpesMeToB Kak Ha-
TypanbHbIX (KOCTEN MAN NEePbEB), TaK U UCKYCCTBEHHO
Co3faHHbIX (anay bay wan cBagebHas 3aHaBec), KO-
TOpble, Kak NPaBunao, NPOABAAKTCA B KOHTEKCTE TOrO
WA VHOTO 06psiga uamn putyana.

5.1 THE THING AS SYMBOL
AND TRANSLATOR

As in all traditional cultures, among the Kazakhs
every ritual or ceremony was accompanied by the
use of objects endowed with magical properties
and made specifically for single concrete acts/
events or repeated uses. The boundary between
ritual and utilitarian functions of such things is
quite fragile: the functions are contextual and
mutually transitive.

In this section we are concerned with things/
objects used on special occasions where the help
of «higher powers» is needed (the disappearance
of «magical» things is also accompanied by the
disappearance of the property of sacredness of
the space where the magic of the thing manifested
itself). The high semiotic status, meaning and
significance of the symbolic functions of things
or objects, both natural (bones or feathers) and
artificially created (alau bau or wedding curtain),
usually manifested in the context of this or that rite
or ritual, are shown.
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AKTbIK
AQTYQ

AKTbIK — >epaey paciMAepiHAe — Kaxblnap ayau-
eHiH 6eliTiHae KanablpaTblH >XaHe OypblH Hacka
afjaMzap 9KeNreH, oCbl Kueni XepaiH KyaTbiIMeH
«3apsaATanfaH» 6GackacblH ana anatblH, d4eTTe
MakTajaH XacanfaH ak mMaTta KUblHAbIChI.

EpTese akTblk KbI3MeTiH Y >aHyapnapbl (Tyle,
XbIJIKbl HEMeCe KOoLlKap) aTkapfaH, OHbl MapKyMm-
HblH, OTHacbliHa >XXakblH TybICTapbl, erep MapKym 6u
Hemece Tepe 6onca, cblifa TapTkaH. KapaxaTsbl
XOKTap 3aT, MaTa 6epe anagbl. MyHAaW FypbINTbIK
XYMEHIH KypblnbiMblHAa TabwufaTTaH TbIC TipLUiNikK
nenepiHe «i3ri» XXaHe «eH yJKeH» spekeTTepdi Xa-
cayfaH «avblpbacrtayfa» AeNiH, AFHW aKTblK FypbIn-
ThlK Aenjanablk KbI3MeTiH aTkapaTblH yaXaeMme-
nepain KeH epici bap epikTi CblMNbIKTAP YCbIHbIAAbI.

CoHpan-ak, ASCTYpP/Ai MdAEHMEeTTe aKTblk epKek
ManabiH (alfblp Hemece BypaHbIH) MeciHe OGueHi
HemMece TyMeHi KOCKaHbl YLLIiH akbl Tesey Kbi3MeTiH
atkapabl. byn >xafpaiga akTblK >XacbipblH Typae
YCbIHbIIFaH.

MagseHun 6enri peTiHAe aKTblK ©3iHiH, KOAAAHbINYbI-
HblH 6apAblK cananapblHAa XafblMAbl KOHHOTALM-
SIHbl KepceTeai: MyHbl TYPKiNepaiH TyC TyCiHiriHae
Kneni>aHe KaszakTapablH A3CTYPi AYHNETaHbIMbIH-
fafbl acrnaH chepacbiMeH GalnaHbiCKaH ak Mafbl-
HaCblH KaMTUTbIH YFbIMHbIH ©3i KyaTTaiabl.

WbIMbINAbIK
SHYMYLDYQ
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Ka3akTblH, yiieHy canTbiHAa MIHAETTI canT aTpmbyThl
— WbIMbINABIK (34eTTe KeCcTeni Hemece apanac TexHU-
KaZa opblHAanfaH aK LWbIMblAgblK). OHbIH, apTbiHAA
Kyney XIriTTiH, yRiH4e XaHa TYCKeH KeniH >acblpbl-
Hazbl. LUbIMbinabIK Gip >XblaFa AeWiH inyni Typaasbl,
KeRiHipek Tecek anAblHAa NepAae KbI3METiH aTkapagpbl.
LWbIMbINAbIK KanbIHABIK >acayblHblH 6eniri 6oaysbl
MYMKiH: TOM angblHAa ©3i, aHacbl Hemece Kyley Xi-
MiTTiH, 6aKbITTbl HEKeae TypPFaH TybIChl TikkeH. MyHaal
nepae otbacbuiblk, Mypa 60/bIN caHanAbl XaHe yp-
nakTaH-yprakka 6epingi. Ton WbiMbAAbIFbIHbIH, (AK-
MONa Tapuxn-esKeTaHy Mypakalibl) ecKi YATiNepiHiH,
BipiHae VKi KayblpcbiHAapbl TiriareH. OcbiFaH yKcac
LWUbIMbIAABIK HOFaknap apacbiHAa KOAAAHbIAbI, OHbIH,
e/ileMi KaHOHAbIK xaHe 207x60 cm 6onabl. . HO. Ka-
HOKOBaHbIH, NiKipiHLIE, HOFaMNapAblH «LUbIMbINAbIFbI»
KbI3blN Ke3aeMeseH (acTapbiMeH) Hemece TyPAi-TyCTi
MaTaflaH KypanfaH KypakneH (kacbln, KeK, aK, KyMmic,
anTbIH) yRAecTipinin xacanfaH. Anaiga, onap apTypi
TOMNTap apacblHAa AeKopja anTapiblKTan epekLuie-
neHgi. Kapafaw-HofarinapablH, LWbIMbIIABIFbI anTblH
KecTe aficiMeH KeCTe/feHreH apxaukaiblK Or-ep-
HekTepre To/bl 6onabl. KapaHofalinap MeH KyMmblk,
HOfaWnap apacblHAa OypblIHFbI 3THUKaNbIK TOMThIH,
KecTe Tiry OpHbIHbIH OPHbIH YLIOYPbILW XaHe TepT-
BypblLL TYPIHAE KUbIFaH TYPAI-TYCTI KypakTap aama-
cTblpFaH [8, 25 6.].

Taxik ynneHy nepgenepiHge 6ykin gekop kecteneH-
FeH KYTTbIKTay >a3y/sapbiMeH TOJbIKTbIPbUIAbLI, OHAA
COHfFbl apinTep KecteneHbeyi MyMKiH, 6ipak Cbi3blaybl
MYMKiH, 6yn dparMeHTTiH asKTasMayblHbIH, CUKbIPbI



5.1 3aT KMeninikTiH, HblllaHbl XX9He TapaTyLUbICbl PeTiHAe
Belyb kaK CUMBOA 1 TPAHCAATOP CakpaabHOCTY
The thing as symbol and translator

AKTbIK — B MOMWHaNbHON 0H6pAAHOCTM — NOCKYT be-
JIOR, 06bIYHO XIONYaTOBYMaXKoN MaTepun, KOTOPYHO
NaJOMHWKM YKNaZbIBAaOT HAa MOTWYy CBATOTO U MO-
ryT 3abMpaTh APYron, paHee NPUHECEHHbIR ApyrMu
NOABMY,  YXKe «3apsXeHbln» LienebHon sHepruen
3TOrO CaKpaNbHOro MecTa.

B cTapuHy ®yHKLMIO aKTbIK BbIMOAHANO JOMalUHee
XMBOTHOE (Bepbstog, fowaab uam bapaH), Kotopoe
NPenogHOCUNOCE CeMbe YCOMLLEro 6AU3KUMU Poj-
CTBEHHUKaAMW UK, eCN yconwmi 6bin 61 nam Tepe.
Te, y KOro He 6bIO AOCTAaTOYHBIX CPEACTB, MOTMIN
fapoBaTb MaTeputo, TkaHb. B cTpykType nmogobHon
06psAA0BON CUCTEMbI BOCMPOMU3BOANAOCH A0BpPO-
BOJIbHOE MOAHOLLIEHWE JapOB CBEPXbECTECTBEHHbIM
cyliecTBaM C WMPOKMM MojseM MOTMBMPOBOK — OT
coBeplUeHNs «baaroro» 1 «Besvyanlero» Aencrea
A0 «0bMeHa», T.e. aKTblK HeceT QYHKLMIO pUTyanb-
Horo meauatopa.

Takxe B TPagWLMOHHOWN Ky/lbType aKTblK BbIMOJHS
bYHKUMIO onnaThl X03aMHY camua (aifblp nan bypa)
3a NOKPbITUE KOBLIbI NN BepbaroaunLbl. B aTom cay-
Yae aKTblK MPUNOAHOCUICS CKPbITHO, TANKOM.

AKTbIK KaK KyAbTYpHbIA 3HaK AEMOHCTPUPYET NoJo-
XWTeNbHYHO KOHHOTaUMIO BO Bcex cdepax CBOero
ynotpebaeHns: 3TO NOAKPENIEHO U CaMUM MOHATU-
eM, cojep>allim 3HaveHue ak (benbi) — cakpasb-
HbIV B TFOPKCKOM MOHMMaHWK LiBeTa U COOTHOCUMOTO
¢ HebecHoli chepoli B TpagnLIMOHHOM MUPOBO33pe-
HWWN Ka3axoB.

Aqgtyq, in memorial rituals, is a piece of white cloth,
usually cottony, that pilgrims place on the grave
of a saint, possibly taking another cloth previously
brought by others, «charged» with the healing
energy of the sacred place.

In earlier times, an aqtyq represented livestock given
to the family of the deceased by close relatives,
or if the deceased was bi or tore. Usually it was a
camel, a horse or a ram. Those who did not have
sufficient means could donate cloth or clothing.
The practise in the structure of such ritual system
meant voluntary offering of gifts to supernatural
beings with a wide range of motivations - from
committing a «good» and «greatest» deed to
«exchange», i.e. aqtyq has a function as a ritual
mediator.

In traditional culture, the aqtyq served as payment
to the male owner (aigyr or bura) for covering a
mare or camel. In this case, the aqtyq was given
secretly, in secret.

Aqgtyq as a cultural sign has a positive connotation
in all its uses: It is supported by the term itself,
which contains the meaning of aq (white) —sacral in
the Turkic understanding of colour and associated
with the heavenly realm in the traditional Kazakh
worldview.

B kasaxckoi cBagebHOn o6pAgHOCTM obsA3aTenb-
HbI PUTYanbHbIA aTpubyT — WbIMbIAAbIK (06bIYHO
6enbli 3aHaBeC C BbILUVBKOW MAN BbINMOJHEHHbIN B
CMeLlaHHOW TexHMKe). 3a HUM CKpbIBaeTCs HOBOW-
CreyeHHas HeBecTa B AgoMe XeHuxa. WbiMbigbik
BWUCUT O rofa WAW BMOCNEACTBUM OH CAYXMUT 3a-
HaBeCblo Nepes KPoBaTbHo. 3aHaBeC MOT BXOAMUTb B
KOMMAEKT NPUAaHHOTO HEBECTHI (XKacay): 40 CBajb-
6bl OHa WwWAa cama, ee MaTb WAN POACTBEHHWUA
XeHMxXa, cocTosiwas B cyacTamBom 6pake. Takow
3aHaBeC CUMTaNCs CEMENHOW pesvnKkBUeElN U nepe-
AaBajcsa OT NOKONEHWNS K MoKoneHuo. Ha ogHOM 13
CTapWHHBIX 3K3eMMNIAPOB CBafEeOHOTO LbIMbIIAbIK
(AKMONIHCKMI UCTOPUKO-KpaeBeaYeckuii My3en)
MPULWNTBI MePbA COBbI — YKi.

AHaNOrMYHBIM LWBIMbINABIK MPaKTUKOBaACA Yy HO-
ravues, ero pasmep Obl1 KAHOHUYECKMM U COCTaB-
nan 207x60 cm. Mo mHeHuto . HO. KaHokoBo,
HOranubl «LWbIMbIIAbIK» U3rOTaBAMBaAM U3 TKaHU
MW CYKHa KpacHoro upeTta (Ha nojaknaje) B codve-
TaHUM C IOCKyTaMU TKaHeN pas3IMuUHbIX pacLiBETOK
(3eneHblx, ronybbix, 6enbix, cepebpsHbIX, 30710TbIX).
OpHako, OHM CYLLEeCTBEHHO OTNMYaNNCh 4EKOPOM Y
pa3HbIX rpynn. 3aHaBecu Kaparal-Horanues n3o-
6unoBan apxavyHbIMW OPHAMEHTaJlbHbIMU MO-
TMBaMW, BbILNTbIMU B TEXHUKE 30/10TOTO WNTbA. Y
KapaHoramues 1N KYMCKUX HOTFalLLeB MecTa JIoKaan-
3aUMn BbILUMBKW MpeAblayLLei STHOrpynmnbl 3aMe-
HSANM IOCKYTaMUW Pa3NMYHbIX PacLBETOK, Bblpe3aH-
HbIX B BUAe TpeyroabHuKa n kBagpaTa [8, c. 25].

In Kazakh wedding rituals, the obligatory ritual
attribute is the shymyldyq (usually a white curtain
with embroidery or in mixed techniques). Behind
it, the newlywed bride hides in the groom'’s house.
Shymyldyq weighs up to a year or later it serves
as a curtain in front of the bed. The curtain could
be part of the bride’'s dowry ( zhasau): it was
sewn by herself, her mother or a happily married
relative of the groom before the wedding. Such a
curtain was considered a family heirloom and was
passed down from generation to generation. On
one of the old copies of the wedding shymyldyq
(Akmola Museum of History and Local History) owl
feathers — (iki — are sewn on.

A similar shymyldyq was practised by the Nogai,
and its size was canonical and was 207x60 cm.
According to F.Y. Kanokova, the Nogai»shymyldyqg»
was made «of red cloth or cloth (with lining) in
combination with pieces of cloth of different colours
(green, blue, white, silver and gold). However,
they differed significantly in the decor of the
various groups. Karagash-nogai curtains are rich in
archaic ornaments embroidered in the technique
of gold embroidery. The localised embroideries of
Karanogai and Kum Nogai of the previous ethno
group were replaced by different coloured patches
cut in the shape of a triangle and a square [8, p.25].

On Tajik wedding curtains the whole decor was
completed by embroidered congratulatory
inscriptions, where the last letters were possibly
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9AiCTi 6ingipesi, Gy HblWaHAbIK TYpAe Xac oTbacbkiHa
JereH LIeKci3 i3ri HmeTTi 6ingipes,.

LWbIMbINABIK  KanbIHABIKTbIH, >Ky3iH berge ke3ka-
pacTapzaH Xacblpy LeKkapacblH, asfall WaHblpak Ke-
TepreH Kesgeri, «lwekapanblk» Kynge 6onfaHaa Hbl-
LaHAbIK, «NaHa» aereHai 6ingipeai.

KUIT
KIT

KWit — yrneHy UMKNIHAETI bIPpbIMAbIK CbIAAbIK an-
macy, on 3. K. CypafaHoBaHbIH MiKipiHLWe, KeHe
TYPKi AsyipiHeH 6acTay anbin, Kapcbl >akka Cbl-
Nblk Oepy oAeT-fyprbiHbIH, Xajblk CaHaCbIHAafbI
TYPaKTbbIFbIH KepceTesi... CblNbIK anMacTbIpy eki
>XKaKTbl anllakTbIKTbl XXeHyAe Kypana peniH aTkapy-
Abl ke3aegdi [14, 19 6.]. Tin MaMaHAapbl «KWIiT» CO3IH
KW MafblHacbIMeH (KuWiM, 6ac Kunim, adak Knim) ban-
naHbIcTbipagbl. KuiT — knim-Kelek, 6ac kuim, epre-
Ae aT HeMece Tyhe 60ybl MYMKiH, Oonap MiHAETTI
TYPAE Kanbl KineMMeH (KileM — eH, KbiMbaT 3aTTap-
AblH, 6ipi) >xabbinfaH. MyHAanM KWIT TEK Kyey XiriT-
TiH aKeciHe apHangbl. OHbl «6ac KWiT» gen atangbl.
Kelae aykaTtbl agamaapga 6ac KuitT peTiHae KyMic
KyMMacbl — «Ta-TyAak» 6onybl MyMKiH. Backa cbiin-
NbIKTapAblH KYHAbIAbIFbI TYbICTBIK A3peXxeciHe bali-
NaHbICTbl 6onabl: onap kebiHece wanaHaap 6oaabl.

Bip KbI3blfbl, BN ASCTYPAI CbINAbIK anmacyfa apy-
akka KuWiT (apyakTapfa apHanfaH KUIiT) CUAKTbI KUIT
TYpi Ae Kipai. ©Ty pacimaepiHaeri ata-6aba pyxbi-
Ha OCbIHAaWN CbiM-cuanaT bepy canT-AacTypaepiH-
fie CbIPTKbl 9/1EMHIH, Backa aneM kywTepiMeH 6ai-
NaHbICbIH cakTayablH, 6ip KbipblH 6ingipesi. Kuit
KOMMYHMWKaTMBTI (eki Ton, oTbackliap apacbiHAafbl
KapbIM-KaTblHACTbl PETTENTIH) >XoHe HblWaHAbIK
OYHKLUMsAHBI OpblHAANAbl — 6ip Xaffanga KasblH-
AbIK TMeH Kylhey XIriTTiH TybICTapbl apacbiHAafbl,
ekiHLWiciHae - Tipi XaHe aTa-baba pyxTapbl apacbiH-
Jafbl KapblM-KaTblHACTapAblH COTTIAIMN MeEH >akchbl
eMip CypyiHiH Kenini.

XXbIPTbIC
ZHYRTYS
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Xbiptbic — apette kenemi 30x30 cm-geH 50x50
CM-re feliH 6onatbiH MaTta beniri (KMblHALI) Byn
Cce34iH e3i Ka3ak TiNiHAEr XbIPTY CO3IHEH LWbIKKaH.
XKbIpTbiC MaHbI3Abl ic-llapanapfa — Tolfa, Cabu-
AiH, AyHWere kenyiHe, KapTTapAbl XepJsey pacimi-
He KaTbickaH Oapablk anWengepre TapaTtbliajbl.
M. B. OkTabpbckas MeH 3. K. CypafaHOBaHbIH ai-
TyblHLWA, Ka3akTap apacbiHAA XbIPTbIC 66y HaTW-
XeciHAe anblHFaH yaecTi kypadbl. Tytac MaTtajaH
XbIPTbIIfaH MaTa KacueTTi MafblHafa Me CblNblK
peTiHae kapacTbipblagbl. XblpTbiCTapAa Kbi3gapbliH
Kyreyre 6epyiH, MyparepiHiH yHuere KenyiH xaHe
1.6. TOMNan XaTkaH agamaapablb, 6aKkbITbIHbIH 6ip
6eniri 6onaabl fereH ceHim Hap. KasakTapablH,
TYCiHiriHLWe, XbIPTbICTa ONapPAblH, MenepiHiH 6akbi-
Tbl, 6alNbIFbl MEH KYHapablablfbl 60aabl [12, 436 6.]
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Ha Tag>nKckmx cBagebHbIX 3aHaBeCKax BECb AEKOpP
AOMONMHANCA BbIWWTBIMUA HajMUCAMM Mo3gpasie-
HWS, rae nocnegHue OBykBbl MOFAM He BbILIMBATbLCS,
a NpPOpPUCOBBLIBATLCSA, UYTO BblpaXkaeT Marmuyeckui
NpueM He3akOHYEeHHOCTU dparMeHTa, CMMBOAUYe-
Ckn obo3HavaBllero 6ecKoHeUYHOe MPOAOXKEHUNE
6naronoxenaHnin MONOAON CEMbE.

WbIMbINABIK CUMBOAM3NPYET TPaHWULYY COKPbITUA
/INKa HeBeCTbl OT MOCTOPOHHWUX B3rAAAOB, CUMBO-
Nndveckoe «ybexulie» B NepBoe BpPems 3amyxe-
CTBa, KOTAa OHa HaxoAuTCA B «MNPUrpaHUYHOM>»
COCTOAHMM.

scribbled rather than embroidered, expressing the
magical technique of an unfinished fragment and
symbolic of the endless continuation of the good
wishes of the young family.

Shymyldyq symbolises the border that hides the
face of the bride from prying eyes, a symbolic
«refuge» during the first period of marriage, when
she is in a «border state».

Knit — puTyanbHbin gapoobmeH B cBagebHOM LmKe,
KoTopbIi No MHeHuto 3. K. CyparaHoBOR, BOCXOAMWT K
APEBHETIOPKCKOWN 3MOXe U AeMOHCTPUPYET YCTONYM-
BOCTb B CO3HaHMM Hapoga 0bblyas ogapuBaTh NPOTK-
BOMOJIOXHYIO CTOPOHY.... [lapoobmeH 6bia npusBaH
BbIMOJ/IHATb POJIb CPEACTBA B MPEOAONEHUN YYXAO-
CTW ABYX pPOAOBbIX Konnektneos [14, c¢. 19]. JInHreum-
CTbl COOTHOCAT C/IOBO «KMIT» CO 3HaYeHVeM HajeBaTb
(opexay, wanky, obysb). Knit — ogexaa, ronoBHble
ybopbl, @ B 4peBHOCTY MOT ObITb BEPXOBOI KOHb UK
BepOAtOA, KOTOPbIA NOKpbIBaacA obsa3aTesibHO BOp-
COBbIM KOBPOM — «KaJibl Kiiem» (KOBEpP OfHa U3 A0-
porux Bellen). Takon KMIT NpeAHa3Hayanca UCKILo-
UYNTENbHO OTLY >XeHuxa. Ero HasbiBaroT «bac Kuit»
(rnaBHbIN). NHOraa y coCcToATeNbHbIX NHOAEN, B Kade-
cTBe 6ac KuiT Mor 6bITb U CAUTOK cepebpa — «Tali-
TyaK». LleHHOCTb ocCTanbHbIX MOJAPKOB 3aBucena oT
CTeneHu POACTBA: Yallie BCero 310 6binn YanaHbl.

MprMeyaTesibHO, YTO B 3TOT TPAAMLIMOHHBLIN fapo0b-
MEH BXOAWA N TakOW BWJ, KMMTa Kak — apyakka Kuit
(kmnT gns apyaxos). [ofo6HbIe fapbl AyxaM NpesKkoB
B 0bpsgax nepexosa NPeACTaBASeT OfHY U3 rpaHen
nojAepyKaHus CBs3ell BHELUHEro Mupa C MNoTycTo-
POHHMMU cunamu. KuiT BbINONHAET KOMMYHUKATUB-
HYIO (PeryivpyroLyto OTHOLLEHUSA ABYX KOMIEKTU-
BOB, CEMEN) U CUMBOJAMYECKYHD OYHKLMIO — 3anor
ycrnexa v 6a1arononyuns B3aMMOTHOLUEHWUH, B O4HOM
clyyae, Mexay POACTBEHHUKAMM XXEHUXa U HEBECTbI,
a B APYrom — MexXJay XWBbIMU 1 AyXaMu NPeaKos.

Kiit — ritual gift exchange in the wedding cycle,
which, according to Z. K. Suraganova, dates back
to the ancient Turkic era and demonstrates the
permanence in people’s minds of the custom of
giving gifts to one’s counterpart... The exchange
of gifts was intended as a means of overcoming
the alienation of the two clan collectives [14, p. 19].
Linguists associate the word “kiit" with the word
put on (clothes, hat, shoes). Therefore, kiit usually
means clothes, headgear, and in ancient times
it could be a riding horse or a camel necessarily
covered with a pile carpet — "qaly kilem” (a carpet is
one of the most expensive things). Such a kiit was
intended exclusively for the father of the groom. It
is called “bas kiit" (main kiit). Sometimes wealthy
people could have a silver ingot as bas kiit — «tai-
tuyaq». The value of other gifts depended on
the degree of kinship, and most often they were
chapans (quilted robes).

It is worth noting that this traditional gift exchange
also included a type of kiit such as aruaqqga kiit
(kiit for aruah). Such gifts to ancestral spirits as
part of rites of passage represent one of the
facets of maintaining connections between the
outside world and otherworldly forces. The kiit
fulfils a communicative (regulating the relationship
between two collectives, families) and symbolic
function — a guarantee of the success and well-
being of the relationship, in one case between
the relatives of the bride and groom, in the other
between the living and the ancestral spirits.

XKbIpTbIC — KyCOK TKaHW (10CKYT), 06bIYHO pa3Mepom
oT 30x30 cM go 50x50 cm. Camo cnoBo NpomncxoamuT
OT Ka3axcKoro >bIpTy — pBaTtb. XbIpTbIC pa3gaeTcs
BCEM MPUCYTCTBYHOLWMM XEHLUMHAM Ha BaXHbIX CO-
6bITUAX — CBafbbe, POXAEHMN MAaZeHLLa, MOXOPOHaXx
rny6okux ctapues. Mo cnosam W. B. Oktabpbckoin u
3. K. CyparaHoBo#, XbIpTbIC y Ka3axoB MpeacTaBAs
cobon gonto (ynec), NoNyyeHHyo B pesynbTaTte je-
nexa. JIockyT TKaHW, OTOPBaHHbIA OT LLeNoro NosaoT-
HWLLA, paccMaTpMBaica B KayecTBe fapa, HajeseH-
HOro cakpa/jbHbIM 3HayeHueM. JTOCKyTbl 3aKatoyanm
B cebe YacTb CHACTbA CBOMX BNALENbLIEB, BblAAIOLLMX
3aMy>X JOYb, MPa3HYOLWMX NOABAEHNE HAaCAeAHNKa
n 1.4. B XbIpThIC, MO NpeAcTaBAeHNAM Ka3axoB., 3a-
KAtoYanach yaauamBoCTb, 60ratcTtBO 1 NAOAOBUTOCTb
nx xosses [12, c. 436]. AHaNOrMYHOrO MHeHUA Npu-
AEepP>XMBaNUCb N apyrue Hapodbl LieHTpansHoW Asun.

Zhyrtys is a piece of cloth (scrap), usually between
30 cm x 30 cm and 50 cm x 50 cm. The word itself
comes from the Kazakh zhyrtu - tear. Zhyrtys
is distributed to all women present at important
events — weddings, births of babies, funerals of
deep-rooted elders. According to I. V. Oktyabrskaya
and Z. K. Suraganova, among Kazakhs zhyrtys
represented a share (Ules) received through
sharing. A scrap of cloth torn from a whole cloth
was considered a gift and had a sacral character.
The scraps of cloth were part of the happiness of
their owners — they married a daughter, celebrated
the birth of an heir, etc. According to the Kazakhs,
the zhyrtys represented good luck, wealth and
fertility of their owners [12, p. 436]. Other peoples
of Central Asia held a similar view.
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Oprtanbik A3MsHbIH, backa XaablkTapbl Aa OCbIHAAM
nikipai ycraHabl. byn aactyp aTHorpadusnbik age-
6uettepae bipHewe peT atan eTinreH. Mbicanbl,
y3ak Ta 6aKbITTbl FYMbIp KELIKEeH afamMAbl Xepaey
paciMiHAEe OHbIH >eKe 3aTTapbl XbIPTbIAbIM, XW-
HanfaHjapfa ynecTipingi.

T¥N
TUL

Eptege «kentereH aTHOrpaduansik Aepekrtepre
CyMeHcek, KasakTapAa A9CTypJi Xepaey-ecke any
paciMaepiHae «Ty/1» xacay a4eTi 6osfaH.

Ty — MapKyMHbIH KWiIMIHEH HEMECE CbIPT KMiIMiMEeH,
6ac KuiMiMeH afall >akTay TypiHAe >acanfaH
6enHeci. O4eTTe, Ty HEKe TeCeriHiH, YCTiHe opHa-
Toingbl. E. H. XKaHnenicoBTbiH nikipiHwe [7], «Tya»
CO3iHiH 3TMMONOrMACLlI CbIPTKbl TYyp, Kenbetr -
TYCiHIK-yFbIMAapbIMeH 6GannaHbICTbl. MamaHaap-
AblH, NaMbiMAayblHLa, TYA Xacay Taxipubeci keHe
Typkinepge 6ypbiHHaH 6onfaH. bipak MyHAaal
Xaffannapaa Knim KepiciHwe KurisiareH (Mbicanbl,
6ac kunimgep). XIX facblpablH asfbiHaa 6yn apet-
FYpbIN eckipin, >XeHinAeTingi: MapKyMHbIH, KUiMi,
ep-TOKbIMbI, CaybIT-CcaliMaHAapbl KWi3 YULiH Topaa-
pbiHa iNiHAI.

Tyn — MapKyYMHbIH HbIWAHABIK OPHbIH TOATbLIPY,
OHbIH XaHbl TipiNepaiH CanTTblk KOMEriHe MyKTax.
MapkyMHbIH OpblHbacapbiMeH canT-xopanapabl
OpblHAAY KenTereH XxanblKTap apacbiHia KeH Ta-
panfaH [10] ageT 6onbin Tabbinagbl xaHe backa
9/IeMMeH Lekapanac avmakTbl benHenenai. Kan-
Tbic 60AFaH afiaMHbIH, HblWaHAbIK «OpblHOacapbl-
HblH» KepiCiHlle Hemece Tepic KapaTblabiM KWiHYi
6acka, 0 AyHUeNik AyHWeHiH benrici peTiHae kapa-
CTbIpblNagbl.

AK KMI3
AQKIIZ
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Kazak MoAEHWMETIHIH, Kueni KeHICTiriHiH  3aTTbIK
a/eMiHAe aK KMWI3ZiH anaTblH OPHbl 30p. OAETTe,
O TYPKi KOFfaMbIHbIH, >Ofapfbl TabObIMEH HbILUaH-
AblK Typae 6arnaHbicTbl. KewneHainepain, >annbl
KypbliTalinapbiHAa akKCyMek ekingepi Tek ak Kuis
TeceHilWTepre oTbipabl. «AK KUi3jiH» epeklue MaHbl-
3bl XaH cainay fyprblHaH KepiHesi. byn fypbinTbl cu-
natraysa MblHagal apekeTtepai balikayfa 6onagbl:
TOPT akcakan YMITKepAi LeTTepi anTbiHAaTblAFaH
KyKa aK Kui3 TOCEHiLlKe OTbIpFbi3blM, HacblHaH >Xofa-
pbl KeTepin, COCbIH Tycipesi. OHbIH, KMiMAEPIH LWeLwin,
XbIPTbIM, XWHanfaHAapfa TapaTagbl. Kniz ge conawn
TapaTtblnagbl.

CogsaH KeWiH XaHajaH calinaHfaH xaH e3 mapTebeci-
He cai apHaWbl faliblHAaFaH XaHa KuiMm kKnegi. byn
npouecte cemuonor A. A. Fannes bipHelle HbllwaH-
AblK MafblHaHbl Kepea,.

BipiHLWizeH, ak KWi3 XaHHbIH, HUETIHIH Ta3anblfblH 6in-
Aipesi; eKiHWigeH, aK Kui3 TOCEHILWTiH, TOPTOYpbILLTSI
NiWiHI AYHWEHIH KejajeHeH, NpoekuusacbiH 6eliHe-
nenai, TepT akcakaniblH OeHeciH Kazak anemiHe
Tipek 6oafaH TepT AiHrekTiH (akcakan JaHanblk MeH
6iNiMHIH, TacbiMangayLbiCbl peTiHAe) belHeci peyre
601a4bl; KWi3 TOCEHILUTIH, aNTbIH XanaTblifaH LWeTTepi
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B aTHOrpaduueckon antepatype He pa3 oTMeYanochb
06 3ton Tpagmumn. K npumepy, Npu NoxopoHax ye-
JIOBEKA, NMPOXMBLUETO JOATYIO W CYACTIUBYHO >KU3Hb
ero JinyHble Belm, paspbiBainCb Ha KyCcKU U passa-
Ba/INCb MPUCYTCTBYHOLLUM.

Ethnographic literature has repeatedly mentioned
this tradition. For example, at the funeral of a
person who had lived a long and happy life, even
his personal belongings were torn into pieces and
distributed to those present.

B cTtapuHy, cyaa MO MHOrOUMCAEHHbIM 3THOrpaduye-
CKUM AaHHbIM, Y Ka3aXoB B TPaANLMOHHOW NOXOPOH-
HO-MOMWHaNBHOM OBPAAHOCTA CyLLEeCTBOBa/ Mpak-
TUKa U3rOTOB/IEHUSA «Tyna».

Tyn npeacraBaseT coboi n3obpaxkeHue yconuiero,
N3roTOBNEHHOE U3 €ro oAexXJAbl AN B BUAe aepe-
BAHHOTO OCTOBAa C BEPXHEW OAEXAOW W TONOBHbIM
y6opoM. O6bIYHO, Ty yCTaHaBAMBANCA Haj MeCTOM
cynpy>xeckoro noxa. 1o mHeHuto E. H. XXaHnewuco-
Ba [7], aTMMonorna cnoBa «Ty/i» COOTHOCUTCA C MO-
HATUAMW — BHELWHOCTb, BHELWHWI BMA. CneumnanmcTbl
CUMTAOT, YTO MpaKTUKa U3roTOBAEHUS Tyaa MPUCYT-
CTBOBasa yXe y ApPeBHUX TIOPKOB. Ho oaexaa B Ta-
KMX Cyyasx ogeBanach Ha Ty HaobopoT (Hanpumep,
wanku). K koHuy XIX B. 3TOT 06bluan n3xun cebs un
cTan 6onee ynpoLeHHbIM: oaexaa, Ceano 1 gocne-
X1 MOKOWHOrO pa3BeLuvBannCb NPSMO Ha peLueTKax
HOpPThI.

Tyn — cMMBOIMYecKasa 3amMeHa yCcornLiero, gylia Ko-
TOPOro HY>XZaeTcsi B pUTyasbHOW MOMOLLU >KUBbIX.
VicnonHeHre ob6psfoB C 3aMecTuTesieM MOKOMHOrO
[JOBOJIBHO PAacnpoOCTpaHeHHas MnpakTuka y MHOTUX
Hapogos [10] n cnmBoAM3MpPYET NOrpaHnybe C no-
TYCTOPOHHUM MupoM. OgeBaHME CUMBOINYECKOTO
«3aMecTUTeNs» ycornLero HaobopoT UK Han3HaHKY
paccMaTpmBaeTca Kak 3HaK MHOFO, MOTYCTOPOHHEro
Mupa.

Numerous ethnographic data prove that the
Kazakhs in ancient times made tal during their
traditional funeral and memorial rituals.

A tul is an image of the deceased made from
the deceased’s clothing or as a wooden skeleton
with outer clothing and a hat. Usually, a tal was
placed above the marriage bed. According to
E. N. Zhanpeisov [7], the etymology of the word
«tll» correlates with the terms - appearance,
external appearance. Experts believe that making a
tal was already common among the ancient Turks.
However, in such cases the clothes were put on
the tul in reverse (for example, hats). At the end
of the 19th century this custom was overhauled
and simplified: the clothes, saddle and armor of
the deceased were hung directly on the bars of the
yurt.

A tal is a symbolic substitute for the deceased,
whose soul needs the ritual help of the living.
Performing rituals with a proxy of the deceased
is common among many peoples [10] and
symbolizes the boundary with the afterlife. If the
proxy is dressed upside down or inside out, this is
considered a sign of another, otherworldly world.

B BewHOM Mupe cakpanbHOro nNpPOCTpaHCTBa Ka-
3aXCKOW Ky/AbTypbl 3HAUMMYH POAb Urpaet benbil
BOMNOK (KowMa). OH, KaK NpaBmio, CUMBOIMNYECKN
COOTHOCUTCA C BbICLUIMM COCNOBMEM THOPKCKOro 06-
wectsa. MNMpeactaButenn 6enoin KoCTK (ak cymek) Ha
06LWKMX KypyATasx KOYEBHWKOB CaAUANCh UCKIOYM-
TeNbHO Ha 6esble kowmbl. Ocobas 3HAUMMOCTb «akK,
Kniz» npossnserca B obpase n3bpaHua xaHoB. B
OMMCaHUAX 3TOr0 puTyana MPOCIEXMBAETCA Caely-
tolLMe AEeNCTBUA: YeTblpe CTapemllnHbl yCaXxusarT
npeTeHAeHTa Ha TOHKYHO 6enyro KOLWMYy C 30/104eH-
HbIMW KpasiMn 1 MOAHMMAIOT Haj CBOEH FON0BOID, a
3aTeM OnyckaroT.

CHAB C Hero ogexpy, pa3pblBaloT ee Ha KycKu U
pasfgaroT NpuUCyTCTBYOWMM.  Takke nocTynarT C
KOLUMOMW. 3aTeM HOBOWMCMEYEHHBIN XaH OfeBaeTca B
HOBBIV CreLManbHO MPUTOTOBAEHHBIN Hapsag, COOT-
BETCTBYHOLLMI ero cratycy. B aTom npouecce cemmo-
nor A. A. TanueB ycMmaTpuBaeT HECKOJIbKO CMMBOJI-
YeckmX 3Ha4YeHW .

Bo-nepBbix, 6enas KowMa CUMBOAN3MPYET UWUCTO-
Ty HaMepeHWli XaHa; BO-BTOPbIX, YETbIPEXyroibHas
dopma 6enoit KoLMbl NPOELIMPYET TOPU3OHTANbHYHO
npoeKkumo Mupa, PUrypupoBaHme Yetbipex cTapLieB

White felt (koshma) plays a significant role in the
material world of the sacred space of Kazakh culture.
As a rule, it correlates with the higher class of the
Turkic society. The representatives of the white felt
(aq suiek) sat exclusively on white felt mats during
the general kurultais of the nomads, the special
importance of the “aq kiiz" is shown in the rite of
election of the khans. The ritual is described as
follows: The four elders place the aspirant on a thin
white carpet with gilded edges, raise him above their
heads, and then lower him down.

After removing his clothes, they tear them into pieces
and distribute them to those present. The same is
done with the koshma. Then the new khan is dressed
in a new robe specially made for him to match his
status. Semiologist A. A. Galiev sees several symbolic
meanings in this process.

First, the white felt mat symbolises the purity of the
khan's intentions; second, the square shape of the
white felt mat projects the horizontal projection of
the world; the four elders can be seen as a symbol
of the four pillars on which the Kazakh world rests
(the elder as the bearer of wisdom and knowledge);
the gilded edges of the felt mat symbolise the khan's
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XaH BWAIriHiH, HblWwaHbl (anTbliH cak, AdyipiHeH 6epi
naTLua TyfanapbiHbIH aTpUOyThI).

XKYHHeH >acanfaH Kwi3, 6epekeHi 6ingipai, XaHHbIH,
KuvimMi e cainayfa KaTbiCyllbliap YLiH >XafbiMApbl
3aTTap 6onjpl. MyHaa apkim «pars pro toto» Kafu-
Aacbl 60VbIHLIA KNIMAI HEMeCe KUi3Ai nempeHyre Thi-
pbiCKaH, cebebi, TiNTi KMbiHAbI A3 Ad ©3 neciHe 6aKbIT
aKenyi MymkiH [5, 84 6.].

ANA BAY (ANIA XInN)
ALA BAU (ALA ZHIP)

«Tycay Kecy» blpbIMbl YLIiH apHalibl XacanfaH 3aT-
TapablH, iWiHAe «ana 6ay» HblWaHAbIK MIHre ue.
Byn exi TycTi (94€TTe Kapa XaHe ak) XYHHeH Xa-
canfaH Xin, oHbl 6ip Xacap 6anaHblH, asfblHA ce-
risgik ¢urypa TypiHae (wekcisgik 6enriciHe ykcac)
6avnanabl, cogaH KeniH OHbl KypMeT neH begen-
re ve agaM cantaHaTTbl Typae keceai. HbiwaHablk
MafblHaza y3ak >aHe H6aKbITTbl eMipre oA awyabl
6ingipesi. PaciMHiH nparmaTtukacel — bana Tesipek
Wwrpan, Hblk 6ackin, Xyripe bactangbl.

CanTTblH, TaMblpbl €XeNri wamaHablK Taxipunbe-
AeH bactay anagbl, MyHAa ana bHay kapanainbim
ajlamaapablH, eMip Xibi peTiHAe KapacTbipblazbl.
bana eMipiHiH eTneni KeseHi ywWiH (Kypyre Aan-
bIHAbIK) ON WaMaHAblk Taxipubese caH anyaH
MafblHaAbIK MHTepnpeTauusasa ne 6onfaH barnay,
opayabl, bengeyai benHenesi. Ana bay TypiHAe-
I XINTepaiH WbIFbIpWbIKTapbl Aa epTeserinepaiH,
naribiMgayblHlWa, 6anaHblH, 6onawakTa KaHAal Aa
6ip byraysaH (emipgiH, TokbipayblHaH) KyTblly Ka-
6ineTiH KanbINTacTbipyfa KbI3MET €TKEH.

YKI (YKIHIH, KAYbIPCbIHAAPBDI)
NEPbA ®UNTNHA
UKI / OWL FEATHERS
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Tipi YKiHiH KayblpCbiHAAPbIHAH XWHaAfaH eH KyLTi
TyMapabl Ka3laktap yki gen atangbl. OHbl cabwu
6eciriHe, sombblpara inin, Takusa Hac kuimre Tirin,
Galre angblHAa aT KyWpblfblHa TOKbIFaH XaHe T.6.
Ykini 6ac knimaepai Tek Kbi3gap MeH KeniHaep faHa
eMec, COHbIMEH KaTap epeklle JapblHfa ne 6bonfaH
asjamgap — 6akcblnap, can-cepinep, akblHAap Aa
kureH. KasaktapablH, yaeHy canTblHAa KyWhey Xi-
MTTiH, TyblCTapbl KanblHAbIKTbIH COyKeneciHe YKiHiH,
6ip WOoK KayblpCbiHbIH BeKiTYy paciMi — «yKi Tafy»
60FaH, COAaH KeliH Kbl3fa KyAa TyckeH bosbin ca-
HasifaH (Cblpfa Tafy paciMiHiH 6banamacsl).

3THorpaq)Tap 6¥n TyMap Typasbl XaiblKTbIK TYCiHIK
TYHAe ¥I/IbIKTaMaVITbIH KYCTbIH ©Mip canTbiMeH 6ali-
NaHbICTbI Aer CaHaI/IAbI TYHAE 3Y/bIM pyXTapAblH
Ouniri kesiHae VYKiHiH KayblpCbiHAapbl  0NapAbIH
MeciH HemMece 3aTblH KOpFfanabl. YKIHIH, K,aCVIeTTIﬂII'I
9/IEMHIH, KenTereH MaJeHNETTEPIHAE Ke3aecesi, oN
KkebiHece KepinKen K¥,qa|7|,qbn-|, Xa6apI.IJbICbI JAaHa-
JIbIKTbIH )KeTKI3yLIJICI peTal,e apekeT eTesi. Mbica-
Nbl, exenri rpek Kyaanbl AbMHaHbIH KacneTTi cepiri
YKi 6bonFaH.
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MOXHO paccMaTpuBaTh Kak BOMJIOLLEHME YeTbipex
CTOJINOB, Ha KOTOPbIX AePXXMUTCA Kasaxckuii Mup (cTa-
peL, KaK HOCUTEeIb MyAPOCTU 1 3HaHWI); 30104eHble
Kpas KOLIMbl — CMMBOJA XaHCKOW BAacTu (30/0TO C
CaKCKMX BpeMeH aTpmnbyT LLIapckmnx ocob).

Kolma, n3rotosieHHas u3 wepctu, CMMBOAM3NPOBaA-
Na n3obunne, Takke N oAexnaa xaHa ABAAINCH XKe-
NaHHbIMW NpeaMeTaMn ANA YYaCcTHUKOB Bbl6OPOB.
34eCb Kax bl cTapanca 3aBAafeTb KYCOUKOM OfeX-
Abl NN KOLWMBI, COTTAaCHO NPUHLMNY «pars pro toto»,
JaXke JOCKYyTOK MOT NPUHEeCTN cyacTbe ero Baajeb-
uy [5, c. 84].

power (since the Sak period, gold has been an
attribute of royalty).

A koshma made of wool symbolised wealth, as did
the khan's clothes, which were coveted by those who
participated in the elections. Here, everyone tried to
get a garment or koshma, according to the principle
of «pars pro toto», even a rag could bring good luck
to its owner [5, p. 84].

B pagy Apyrux cneuvanbHO W3rOTOBAEHHBIX A
nposegeHns obpaga «Tycay Kecy» (pa3pesaHue nyr)
CMMBOINYECKM 3HauMMas Belb «ana bHay». OHa
npegactaBaseT coOON LEePCTAHYHO HUTb, U3TOTOBEH-
HYtO M3 AByX LiBeTOB (06bIYHO YepHO-6enas), KoTo-
poli 06BA3bIBaOT HOrW rogoBanoro pebeHka B Gop-
Me BoCbMepku (nogobue 3Haka HeckoHeuyHoCTM), a
3aTeM TOP>KeCTBEHHO ee NepepesaeT YenoBek, Nosb-
3ytownincs ysaxxeHmem n astoputetom. Crumeoanye-
CKWM O3HaYaeT OTKPbITb AOPOTY B JOATYHO U CYaCTAU-
BYHO >XM3Hb. MparmaTuka obpsiga — pebeHok bbicTpee
KpernHeT 1 HauMHaeT yBEPEHHO XOAWTb 1 beraTb.

KopHu obpsaga «pofom» 13 ApeBHeWLein LuamaH-
CKOW MpakTuky, rae ana bay paccmatpuBanacb Kak
XU3HEHHas HWUTb MPOCTbIX CMepTHbIX. [as nepe-
XOZHOTO nepuoja XusHu pebeHka (nogrotoska K
XOXAEHNIO) OHa CMMBOJIM3MPOBaia CBA3bIBaHWe,
OnyTblBaHWe, OMNOACbIBaHWE, KOTOPbIE UMENN CaMble
pa3Hble CMbIC/IOBblE WHTEPMpeTaLum B LUAMaHCKOM
npaktuke. MNyTbl U3 HUTEN B BUAEe ana bay Cayxuaun
TaKXe, Mo MpeAcTaBAeHUAM ApeBHUX, GOPMUPOBa-
HUIO y pebeHka CNOCOBHOCTM OCBOBOXAATLCA OT /It0-
BbIX MYT (KU3HEHHbIX NEPUNETUN) B ByayLueMm.

Among the objects specially made for the ritual
of “thsau kesu” (cutting off the bonds), the “ala
bau” is a symbolically significant object. It is a two-
coloured woollen thread (usually black and white)
with which the legs of a one-year-old child are tied
together in the shape of a figure eight (similar to
the infinity sign) and then ceremonially cut by a
person commanding respect and authority. The
ritual is intended to help the child grow faster
and walk and run with confidence. Symbolically, it
means to open the way to a long and happy life.

The roots of the ritual «derive» from ancient
shamanic practises in which the ala bau was
considered the life thread of mortals. For the
transitional period in a child’s life (preparation for
walking), it symbolised binding, entwining, girding,
which had a variety of cultural interpretations in
shamanic practise. The ala bau threads, according
to ancient beliefs, probably also served to shape
the child’s ability to free himself from all fetters
(peripetia of life) in the future.

MolHenwwnii obeper n3 nyyka nepbes, cCObpPaHHbIX
OT OMepeHns XnBOro GUIVHa, Kasaxy Ha3blBatoT YKi.
Ero nogBewvBanv Ha JETCKYIO KO/bIGE/b, Ha fOM-
6py, NpyWMBanM Ha roNoBHOM ybop Takus, BraeTa-
NI B XBOCT KOHA MNepes ckaykamu v T.4. F0n10BHble
ybopbl C YK HOCUAWN He TONbKO AEBYLLKN N HEBECTBI,
HO W HajeneHHble 0cobbIM fapom ftoan — 6akchl,
can-cepbl, akblHbl. B cBagebHOW LiepeMOHMIN Ka3axoB
CyLLecTBOBas 06psAg «yKW Tary», KOrja POACTBEHHM-
KM >KEHUXa NPUKPenasan K caykene HeBecTbl My4oK
nepbeB GUANHA, NOC/Ie Yero AeByLlKka cymTanach 3a-
cBaTaHHoOW (aHanor obpsasa ceipra Tary).

JTHOrpadbl CUMTAIOT, YTO HApPOAHOe npeacTaBaeHne
06 3TOM 0bepere cBsizaHbl C 06Pa3OM XM3HU NTULbI,
KoTopasi He CMWT MO HoYaM: BO BpPeMs LLapCTBOBa-
HWS 3/IbIX AYXOB MO HOYaM, Nepbs GUIVMHA OXpPaHAHT
ux Bragenbua mam npeamet/sewb. Cakpannsauma
bunnHa BCTpeyaeTcs BO MHOIMX KysbTypax Mupa,
OH 4acTo BbICTYMaeT B POJU MpopuLaTeNs, BECTHU-
Ka 6oXecTBeHHOro, HocuTens Myapoctu. K nprumepy,
y ApeBHerpeveckolr 60rvHn ApuHbl GuamH bbin ee
CBSILLLEHHBIM CMYTHUKOM.

A bundle of feathers collected from the plumage
of a live owl is called Uki by the Kazakhs — an
extremely powerful amulet. It was hung on the
cradle of a child or on a dombra, sewn to the
headdress of a tagiya, woven into the tail of a horse
before a race, etc. Headdresses with lki were worn
not only by girls and brides, but also by sarcastic
figures — bagsy, sal-seri and akyns. In the Kazakh
wedding ceremony there was a rite «Uki tagu»,
when relatives of the groom attached a bunch of
owl feathers to the bride’s saukele, after which the
girl was considered engaged (analogous to the rite

syrga tagu).

Ethnographers believe that the popular conception
of this talisman is related to the bird’'s way of life,
which does not sleep at night: during the nocturnal
reign of evil spirits, owl feathers protect their owner
or an objector thing. The owl is sacralized in many
cultures around the world, often acting as a diviner,
messenger of the divine, and bringer of wisdom.
For example, the ancient Greek goddess Athena
had an owl as her sacred companion.
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YKiHIH, KayblpCblHAapbl 3PTYpPNi opeKkeT eTeai:
6onTyMap peTiHAe XoHe WeciHiH MapTebeciH
b6enrinenTiH 6enri petiHage — H6anaHblH, Kbi3AblH,
KanblHAbIKTbIH XXaHe Kueai AYHWeHIH exingepi —
6akcblnapabliH, akblHAAPAbIH XaHe T.6.

K9PI XIJIK
KARI ZHILIK

KazakTap KoWnablH, Kbip CyMeriH Kapi Xinik gen atam-
Abl. On Tymap KbI3METiHAE >XOfapbl CEMUOTUKANbIK,
cTatycka ne bongbl. Aactypai TyCiHiK GolbIHWA Kapi
XiNik — oTbacbiHbIH bepekeci, Man-xaHbl MeH A3Y-
NeTiHiH, 6apAablK WTifiriHiH, KopfayLbl, KacMeTTi gen
kactepneHeai [13, 116 6.]. Kblpfbizgap aa 6yn cym-
eKTi KacTepieni: oHbl yiige cakTarabl HeMece Kipe-
6epic ecikTiH, ycTiHe inin koaabl. C. M. Abpam3oH [1]
Jananblk 3epTTeysep MaTepuanbiHAa >KblAKbl MeH
ipi Kapa TabblHbIH KOpFayLLbl PETIHAE Kapi XNk Ty-
panbl ManiMeT bepesi. CoHAal-aK, Kblpfbl3gapablh,
nikipiHWe, 6y cyrek Xongafrbl ep agamabl KopFagbl.
fanbiMaapabiH, nikipiHwe, kasaktapaa [13] on xaHa-
JaH casiblHFaH TeMIp yCTacbiHa TyMap PeTiHAE iNiHreH,
6yN epKekTiK TynHeri3ai epekwenengi. Cyinek ntepre
6epinmMereH.

BypatTap MeH MOHfonzapaa TabblH Ky3eTLici peTiH-
Ae Kapi Xinik Typanbl TYCiHiK GoffaH: «Kkapi Xifik
XbUIKblIAP MEH ep-TOoKbIMAapAblH KOpfayLbIChl
6onbin ecenTtengi; 0N KackblpaapablH WabyblabiHaH,
Man eniMiHeH KOpfadbl, OHbl €CIiKTiH, eKi XaKTayblHa
6ainagbl. Erep ManwbIHbIH KWi3 yihiHAE Kapi XiNik
6osca, on xanfbl3 6onca ga ©3iH Kayinci3 cesiHeTiH,
OUTKEHI By CyMeKkTeH Kackblp Aa, ypbl Aa KOpPKaabl
[16, 100 6.].

Eypa3usiHbIH, KeLwwneni 43CTypiHAE KORAbIH Kpi XKiAiri
aliKblH €PKeKTIK HblLlaHFfa ne XaHe epKeKTiK QYHKLM-
Anapabl — KOpfayLlbl, KyTKapyLUbl, Ky3eTLi XaHe T.6.
aTkapazsbl

BAC CYUEK (OKbI/IKbIHbIH)
YEPEM (KOHCKUN)

BAS SUIEK (ZHYLKYNIN) /
SKULL (HORSE)
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XaHyapnapablH, atan anTkaHaa, XblaKbliap MeH
NTTEPAIH Bac cyneri kenTereH Kewneni xanbiKkTap-
AblH KeNBip FypbINTbIK dpeKkeTTepiHiH 6benceHai Ka-
ThbICYLUblIApbl XXaHe KacTepsey HbicaHAapbl 60bIn
Tabblnagbl. Mbicanbl, MOHFONAapAa KyPMeT benrici
peTiHAe CYMiKTi XblJKbIHbIH, XaKCbl ToN 6epreH an-
FbIPAbIH, XYMpPiK aTTblH 6acbiH obafa koaabl. bac
CyMeKT Ke3, KyNaK caHbliaynapblH Kypfak Lwen,
TOoKalwTap, ToTTiNep, apraj, KublpLlblk TacTapMeH
6iTen, 6ac cylekTi TyfaH XepaepiHe Kapal bypbin
kosaabl [17, 61 6.]. KazakTapaa XblaKbIHbIH 6ac cyi-
eriH KacTepiey keneci XafjaWnapga Kesgecegi:
OHbl asamM MeH Man bacnacblH gen 6uik Xxepre
(kopaHbIH TebeciHe, XxapTacTbiH, 6acbiHa, afallTbiH,
byTafbiHa) KoufaH. CoHgan-ak, 6ac cyriek Masap-
AblH, TebeciHe KOWbIAbIM, Ka3blkKa TafblabiM, eriHre
Ky3eTWi peTiHAe OopHaTblIfaH. ATaKTbl XblaKblaap-
AblH — 6alre XeHiMnasgapblHbiH, 6aTbipaap MiH-
reH attrapablH, 6ac cymekTepiH kuisre Tirin, wwure
opan, 6uik TaynapablH WbiHAapbliHA, benek TypFaH
OuiKTiKTEpre KanabipfaH (aTTbiH 6acbiH KebiHaey»)
[20]. XKblnkbiHbIH, 6ac cyieri kasak H6akcblnapbIHbIH
ToXipnbeciHae pae KongaHblnFaH. OHbIH  Keme-
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Mepbs duanHa BbICTYNaeT B pasHbIX MMOCTacAX: Kak
obeper 1 Kak 3HaK, MapKVpYOLWWIA cTaTyC BAajeb-
La — pebeHka, AeBYyLLKW, HEBECTbI U NpeACTaBUTeNElN
MMUpa CakpasbHOro — LWaMaHOoB, MO3TOB U Ap.

The feathers of an owl are used as a talisman and
a sign of the status of the bearer - a child, a girl,
a bride, and representatives of the sacred world -
shamans, poets, etc.

Kasaxu nyyeByto KOCTb OBLibl Ha3bIBAOT Kapi Xisik
(BOCNOBHO «CTapas KOCTb»). OHa obnagana BbICOKUM
CEMMOTUYECKMM CTaTyCcoOM B 06eperoBoit GyHKLMM.
CornacHo TpaAWLUMOHHBIM TMNpPeACTaBAEHUAM, Kapi
XifiK, 3aWmiaeT ceMenHoe n3obuamne, 6oratcTeo U
6aarococtosiHme — "oTbacblHbIH, bepeKeci, Maa->KaHbl
MEeH A3YyNeTiHiH, 6ap/blK WTiNiriHiH KOpFayLWbICbl”, NO-
unTaeTcsa Kak anotponen (kacvetti) [13, c. 116]. Kbi-
Prbi3bl Tak Xe MOoYMTaroT 3Ty KOCTb: €€ XPaHAT AoMma
WA BELLAKOT Haj BXxoaHoN aBepbto. C. M. Abpam3oH
[1] Ha maTepuane noneBbIX UCCAELOBAHWA MPUBO-
AVT CBEAEHMS O Kapi XiNiK KaK 3awmTHuKe TabyHa
KOHeW M ckoTa. Takxke KOCTb, MO MpeACTaBAeHUAM
KbIPrbl30B, OXpaHsfaa MY>X4YMHY B MyTW. Y Ka3axos,
Mo cBeZeHusM yueHbix [13], oHa B kauecTBe obepera
BbIBELUMBANACb Ha HOBOMOCTPOEHHOW Ky3HULE, UTO
nojyepKMBaeT My>XCKYH MnocTtacb Kapi xinik. Koctb
He AaBanack cobakam.

MpeactaBaeHne O Kapi XIiNiK Kak OXpaHHWKe cCTa-
4a 6bIToBano y BypAT M MOHIONOB: «ly4YeBas KOCTb
cunTanacb XpaHUTENbHULIEN NOLIaZen U ceana, oHa
«orpaxgana» OT HanajeHus BOJKOB TabyH, oT na-
AexXa CKOTa, ee NpuBA3bIBaAN N0 0benM CTOpOHam
aepu. Ecam nyyeBas KOCTb HaxoAmAack B topTe Y Ta-
ByHLMKa, OH, Byayun faxe OAWMH, UYyBCTBOBaN cebs
B 6e3onacHocTy, bO 3Ty KOCTb BOATCA M BOJIKM, U
Bopbl [16, c¢. 100]. B Homaauueckon Tpaanummn Es-
pa3unn nyyeBas KOCTb BapaHa — Kapi Xinik obnagaet
APKO BbIPaXXeHHOW MY>XCKOM CUMBONUKOW U HECET B
cebe Myxckue yHKLMW — 3aLUTHKK, CnacuTenb, OX-
PaHHWK U T.4.

The Kazakhs called the radial bone of a sheep kari
zhilik (literally «old bone»). It had a high semiotic
status in amulet function. According to traditional
beliefs, it protects the family from abundance, wealth
and prosperity — “otbasynyf berekesi, mal-zhany
men dauletinifi, barlyk igiliginii qorgaushysy”, it is
revered as an apothecary (qasietti) [13, p. 116]. The
Kyrgyz also revere this bone: they keep it at home
or hang it above the front door. S. M. Abramzon [1]
gives information about kari zhilik as a protector
of a herd of horses and cattle on the basis of field
research material. Also bones, according to the views
of Kyrgyz, guarded a man on the way. According to
scholars [13], Kazakhs hung it as a talisman on a newly
built forge, which underlines the male hypostasis of
kari zhilik. The bone was not given away to dogs.

The concept of the kari zhilik as a protector of the
herd was used by Buryats and Mongols: «The ray
bone was considered the protector of the horses and
the saddle, it «protected» the herd from wolf attacks
and cattle deaths, it was tied on both sides of the
door. When the ray bone was in a herdsman’s yurt, he
felt safe, even if he was alone, because both wolves
and thieves were afraid of this bone [16, p. 100]. In
the nomadic tradition of Eurasia, the ray bone of the
ram — kari zhilik — has a distinct masculine symbolism
and carries masculine functions — protector, savior,
guardian, etc.

Uepen XMBOTHbIX, @ MIMEHHO KOHel 1 cobak BbICTy-
MarT aKTUBHLIMW Y4YaCTHWKaMK HEKOTOPbLIX 06ps-
[OBbIX AEUCTBUI N OOBbEKTaMUN MOYUTAHNSA Y MHOTUX
KoueBbIX HapogoB. K npumepy, y MOHroioB B 3HaK
OKa3zaHWs MNOYTEHWs FONOBY NHOOMMOrO KOHsl, XXepeb-
La, KOTOpbI AaBan xopollee NOTOMCTBO, HbICTPOro
CKakyHa kiagyT Ha o6o. Mpu 3ToM Ablpku OT rAas3,
ylen yepena 3aTblKaloT CyxOW TPaBOW, MeueHbeM,
KOHdeTaMu, aprasom, KaMellkaMu 1 NOBOpaYnBaoT
yepen B CTOPOHY poAHbIX MecT [17, ¢. 61]. Y ka3axos
burypupoBaHue yepena KOHS BCTPeYaeTCs B Cesy-
FOLLIMX CTyYasiX: ero Knaau Ha BblICOKOe MecTo (KpbliLla
capas, BepLUMHa CKaJlbl, BETKE AepeBa), UTobbl 04N
M CKOT He HacTynaiu Ha Hero. Takxe uyepen Kjaaau
Ha MPUTONOKY Maslapa, HajeBaiu Ha KO M CTaBUAM
B KauecTBe CTOpPOXa MOCEBOB. Yepena W3BECTHbIX
CKakyHOB — rnobeauTeneli ckauek, BEPXOBbIX KOHEM
6aTblpOB 3alUMBanM B BOMIOK, 3aBOpaYMBaIM B UM
(LMHOBKY) 1 OCTaBAAAM («aTTblH 6acbIH KebiHAEY») Ha
BEPLUMHAX BbICOKMX FOp, OTAENbHO CTOALMX BbICOTaX
[20]. Yepen koOHsA ncnonb3oBanca 1 B NpakTuke bak-
Cbl — Ka3axckux wwamaHoB. C ero NoMoLLb IeUnIm
60/IbHbIX C MOMYTHEHMEM pacCyAka U CTpajaroLLmX

The skulls of animals, namely horses and dogs, are
active participants in some ritual acts and an object
of worship among many nomadic peoples. The
Mongols, for example, place the head of a favourite
horse, a stallion that brings good offspring, or a fast
horse on the rim as a sign of honour. At the same
time, the holes at the eyes and ears of the skull are
stuffed with dry grass, cookies, sweets, argal (dry
dropping) or stones, and the skull is turned in the
direction of the birthplaces [17, p. 61]. Among the
Kazakhs, the figure of the horse skull is found in
the following cases: It was placed on a high place
(the roof of a barn, the top of a rock, a tree branch)
so that people and cattle could not step on it. The
skull was also placed on the lintel of a mazar, put
on a pole and placed as a guard over the fields. The
skulls of famous racehorses and riding horses of
the batyrs were sewn in felt, wrapped in chi (mat)
and placed («attyfi basyn kebindeu») on the tops
of high mountains, free-standing heights [20]. The
skull of a horse was also used in the practise of
the baqsy, Kazakh shamans. The skull was used
to treat patients with mental confusion and other

275



V BOJ1IM / PASAEN / SECTION

CANTTAP MEH FYPLINTAPAbIH 3ATTbIK SN1EMI / BELLHBIA MP OBPAL0B N PUTYANOB /

THE MATERIAL WORLD OF RITES AND RITUALS

riIMEeH caHacbl OYNbIHFbIp XaHe backa fa aepTke
WanablkkaH Haykactap emgengi. dTHorpadumanbik
osebveTTepae Haykactapabl 6ac cylrieriMmeH >aHe
CanTTbiK KyblpllaKkTapMeH emaey Typasbl MafiMeT-
Tep 6ap, oHAa 6ac cywheri XblaKbl, an KyblpLiak
Kbl3 peTiHae OeliHeneHreH. byn ayasT, KasakTapabiy,
NikipiHLWe, «ylaTbiH» WankTaHAap MeH XblHAAPAbIH,
6ac cyreriHe KOHbICTaHyblHa, AfHW aypyablH, 6ac
cylrieriHe aybiCyblHa biknan eTTi. MyHAaln fypbin-
TblK aTpnbyT Pecein aTHOrpaduanblk MypadkanbliH-
aa (POM) cakraynbl. Kasaktapga 6akCbiHbIH eMAiK
TaXipnbeciHae nTtepain, 6ac cymeriH KyblpLiakTap-
MeH bipre kongaHfaH. Kypfak wuTTiH 6ac cymeri
SPTYpPAiI TycTepMeH 6OsANbIN, COfaH KeniH ap yi-
AeH Wwybepek KyblplwakTapAbl XWHagbl (TaK caH).
ApHallbl alina-Tacangep apkKbiibl aypynap OfaH
«KeLwipingi».

bankapnap MeH kapalwalinap Typanbl 3THOrpa-
buanblk MaTepuangap XbliKblHbIH, 6ac CyreriHiH
CUKbIPAbI KacueTTepiHe AereH ceHiMai kepceTegi.
Erep kypfakLbliblK OPbIH ajca, apkaHfa iNiHreH aT-
TbiH 6ac cyleriH e3eHre Tycipy Kepek 604bl, cogaH
KeWiH Ken y3amali Hecep XaHbblp bactanbin, 6ac
cylieKTi KanTa TapTbin affaHLla TOKTayCbl3 KYMblAAbI
[6, 42 6.]. Byn fypbIn enikTey CUKbIPbIHbIH, Hip TypI
peTiHae cunatTanagbl. Xanblk TYCiHIFiHAE XbIIKbI-
HblH 91eMAep apacbiHAafbl Aenjan, KaMkopLbl
(yViip Hemece >XonaylblHblH) WAesACbl OHbIH, 6ac
cylieriHge AereH ceHiMm 60a4bl, 0N CUKbIPAbI PACiM-
Aep MeH eMyik Taxipubese KepiHic TanTbl.

KOWMAbIH, XXAYbIPbIHbI
BAPAHbSA NIOMATKA

QOIDYN ZHAUYRYNY /
RAM’S SHOULDER-BLADE

276

KasakTap KOW WMblfbliH XayblpblH Aen ataifpl, >aybl-
PbIHfa KapayLUbl eXeri cayerennepaiH ataybl — >a-
YbIPbIHLbI cOAaH LWblkKaH. CayereinikTiv, 6yn Typi
KenTereH xanbikTapga kesgeceai. M. Y. Ixyptyba-
eB [6] OHbIH erxeln-Terkenni cmnaTramacbliH 6epegi,
OfaH CalKeC o/1ap YLU Xacap KOWAbIH XayblpblHbIHaH
601KayAbl XXOH KePreH, XayblpblH XapKbiH Cbi3biKTap
MeH >apbIKTap nainga 6oafaHLwa OTKa KbI3AblpblifaH.
bankapnap MeH KapallainapblH, MikipiHLe, >aybl-
PbIH d1eMHiH yw HenikTeH TypaTbiH 6eiHeci 6oaapl,
oHAa apbip cekTop Benrini 6ip anMakTbl beiHeneni
>K9He CalKeciHLe (CbI3bIKTap MEH >KapblKTap, ojap-
AblH, TyCi BoMbIHLWIA) BosxkaM Xacanabl.

byn cayerennik MOHFONJapAa KeH TapasifaH. 3epTre-
ywinep J1. T. CkopogymoBa xaHe A. A. ConoBbeBa cu-
naTTaMacblHAa, KepirKes, XayblpblHfa 9p KblpblHaH
«Kapan», Tek Tifiek alTbiN KaHa konmal, oTbacblHa,
neciHe >aHe T.0. XaKCbUibIKTbl 6os>kanabl. OHaaln
Tinek anTkaH cayerewire bbinar gen xayan kanTapa-
Abl: «KayblpblHFa >akCbl €63 aWTKaH aZaM >XeTric
XblJaH aca eMip CYypCiH, aiTKaHbl OPbIHAANCHIH!»
[17,58 6.].

KoM kayblpbIHbIHbIH, CEMUOTUKAbIK, TY>KbIpbIMAaMa-
Cbl BypAT MazeHueTiHAe ke3secesi, oHaa A. A. baa-
MaeBTblH, NiKipiHwe [3], 0a aHa TyKbIMbIHbIH, HblLLaH-
AbIK KepiHici peTiHAe apekeT eTegi. bananapabiH
94eT-fypbinTapbiHAa, 6anaHbl becikke anfaw bHeney
paciMiHAe Ae >KayblPblHHbIH, anaTblH OPHbI epekLue.
OceTvHaepae KOWAbIH >KayblpblHbl MaHbI3Abl Pen
aTkapfaH; onapAblH, HaHbIM-CeHiMAepi HoWMbIHIWa 0N
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ApYrMMKn  Hegyramu. B aTHorpaduueckon autepa-
Type BCTPEYaoTCa CBeAeHUs O AedYeHUn HOoNbHbIX C
MOMOLLbIO Yepena U puUTyanbHbIX KyKOJ, rae vepen
NpeACTaBAseTCs B KAYECTBE KOHsl, a Kyk/la B KauecTse
AEBYLIKW. DTOT Ay3T, MO NpeacTaBAeHUsM Ka3axos,
CNocobCTBOBaN OCefaHMIO B 4Yeperne «ieTatoLnx»
6ecoB N AXWHOB, T.e. NepeceneHnto 60ae3Hn B Ye-
pen. Takon putyasbHbIA aTpubyT XpaHuTca B Poc-
CUNCKOM 3THOrpadpuueckom mysee (POM). Y kazaxos
B leyebHOM NpakTuke 6akcbl BCTPeYanochb 1 UCNOb-
30BaHuWe cobaubero vepena c kyknamu. Cyxoi coba-
UM Yepen packpalumBasca bakcbl B pasHble LiBETa, a
NMOTOM cobumpan € Kaxzomn HPTbl TPANUYHbIE KYKbl
(HeuyeTHOE KOIMUECTBO). B Hero TakXe cneumanbHbl-
MW MaHUMNYASLMAMU «Mepecensnm» 6onesHu.

JTHorpaduyeckne Matepuanbl 0 bankapuax u Ka-
payaeBLlaX JEMOHCTPMPYIOT Bepy B Marmveckme
CBOWCTBa KOHCKOro Yepena. Eciv HacTynana 3acyxa,
HY>XHO 6bI10 ONYCTUTL B PeKy NOABELLEHHbIN Ha Be-
peBoOUKe yepen KOHA, W nocje 3TOro JoJsKeH 6bin
HauaTbCA BCKOPE MPOAVBHOW AOXAb, W AW, He Ne-
pectaBas, A0 Tex Nop, Noka 4Yepen He BblTackMBanu
[6, c.42]. 3TOT 06pAa KBaAMOUUMPYETCA KaK OAWH
M3 BUAOB MMUTaTMBHOW Marun. Ha KOHCkuI uepen
npoeumnpyeTcs NpeacTaBieHne O KOHe Kak MeanaTo-
pe mexay Mupamu, obepere-oxpaHHuke (Ctaga naun
MyTHWKA), YTO NPOABAAETCA B Marnyeckmx putyanax
N NeyebHON NpakTuke.

diseases. The ethnographic literature contains
information about the treatment of sick people
with the help of the skull and ritual dolls, where
the skull is depicted as a horse and the doll as a
girl. According to the Kazakhs, this duo facilitated
the settlement of «flying» demons and djinns in
the skull, i.e. the transmission of diseases into the
skull. Such a ritual attribute is kept in the Russian
Museum of Ethnology (REM). The use of a dog skull
with dolls was also found among the Kazakhs in
the healing practise of Baksy. A dry dog skull was
painted in different colours by baqgsy, and then
cloth dolls (in odd numbers) were collected in each
yurt. Diseases were also «transferred» to the yurt
by special manipulations.

Ethnographic material about the Balkars and
Karachais proves the belief in the magical
properties of the horse's skull. In times of drought,
one had to throw a horse skull hung on a rope into
a river, whereupon a torrential rain supposedly
soon began to fall, flowing continuously until the
skull was pulled out [6, p.42]. This rite can be
described as a kind of imitative magic. The horse's
skull is projected as a mediator between worlds, a
guardian (herd or traveller) that manifests itself in
magical rituals and healing practises.

bapaHbro nonaTtky Kasaxu HasblBaKOT >KayblpblH, OT
Hee MPOU30LLIO U Ha3BaHWe APEBHWX rajatenei Ha
nonaTtke — >KayblpaHLlbl. 3TOT TUMN rafaHuii BCTpe-
yaetca y MHormx HapogoB. M. Y. [xyptybaes [6]
JaeT nogpobHoe ero onucaHune, CornacHoO KOTOPOMY
npeAnoYnTaNu rajatb Ha AonaTke TPexAeTHeN OBLibI,
NonaTtky Harpesasn Ha OrHe JO MPOABAEHUA APKUX
JNHUA 1 TpewuH. Mo npeactaBaeHnsM bankapues
W KapadaeBLEB, oMNaTka npejcTaBasana cobon Tpex-
YaCTHYO KapTMHY MUPa, 4e Kaxabli CEKTOP CMMBO-
NN3MpOoBan Ty UAN MHYLO 0BNacTb 1, COOTBETCTBYHO-
WM obpa3om (MO AMHMAM U TPeLLMHaM, UX LBeTY),
CoBepLlanoch NpeackasaHme.

OTOT CNocob ragaHmsa Obl1 pacnpocTpaHeH Yy MOH-
ronos. B onucaHumn nccnegosatenent 1. I. Ckopogy-
moBoli U A. A. CONOBbLEBOW, FOBOPSALLNIA, «IASAN» Ha
JlonaTky € pa3HbIX CTOPOH, TakvM 06pa3oM He NPOoCTo
Xenaet, a npeapekaet 6iaroe Ana ceMbM, XO3AMHa U
np. MNpousHecwemy Takoe baaronoxenaHne oTeeya-
toT: «KTo ckasan BnaronoxenaHwe nonatke — NycTb
npoxuBeT 6bosee ceMaecaTu NeT, a XXenaHus, KOoTo-
pble OH MPOU3HEC, NycTb UcnoaHatcal» [17, c. 58].

CeMnoTMYeECKOEe OCMbICIEHNE bGapaHbel nonaTtku
BCTPEYatoTCs B OYpATCKOM Ky/bType, r4e Mo MHEHUIO
A. A. bagmaeBa [3], oHa BbICTynaeT Kak CMMBOJIbHOE
BblpaXKe€HWe MaTepPUHCKOro poga. 3HauuTesbHYHo
po/ib fionatka uUrpasa U B AETCKOW OBpsAHOCTH, B
obpsase nepBoro yknagbiBaHns pebeHka B Koblbenb.
HemanoBaxxHyto poab nonatoyHas KoOcCTb 6HapaHa
nrpana u y oCeTuH; No ux NpeacTaBieHUsM OHa Ha-

The Kazakhs call the shoulder blade of a ram
zhauyryn, and from this came the name of the ancient
soothsayers on the blade — zhauyranshy. This kind
of fortune telling is common among many peoples.
M. Ch. Zhurtubaev [6] gives a detailed description
of it, according to which they preferred to predict
on the blade of a three-year-old sheep, heating
the blade on a fire until it showed bright lines and
cracks. According to Balkars and Karachais, the blade
represented a three-part image of the world, each
sector symbolising a particular area, and a prediction
was made accordingly (by the lines and cracks, their
colour).

This method of divination was widely used by the
Mongols. The researchers L. G. Skorodumova and
A. A. Solovyova describe: The speaker «looks» at the
blade from different sides and not only expresses a
wish, but also predicts good things for the family, the
owner, etc. The wisher is then answered, «Whoever
said a good wish to a shoulder blade — may he live
more than seventy years, and the wishes he said may
come true!» [17, p. 58].

Interesting data on the semiotic meaning of a ram’s
shoulder blade can be found in Buryat culture,
where, according to A. A. Badmaev [3], it functions
as a symbolic expression of a maternal family. The
shoulder blade also played an important role in infant
rituals when a child was first placed in a cradle. The
ram'’s shoulder blade also played an important role
among the Ossetians; according to their beliefs, it is
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epeKLle CUKbIPAbl KYLLKE 1e XaHe KOoFaM eMipiHaeri,
6enrini 6ip afaMHbIH TaFablpblHAaFbI 6apablk e3repi-
CTepai KepceTy MyMKIHAIriHe ne.

MagaeHuneTTaHywwbl 3. Hayp36aeBaHbIH alTybIHLIA, Ka-
3aKTapZa KepinkenaikTiH eki agici 6oafaH: bipi oTka
KbI3AbIPY, €KiHLICi >ayblPbIHHbIH, ©3 KYPblIbIMbIHA
kapan 6onxay. bipiHwWi aaic angafbl XOPbIKTbIH, He-
Mece LalKacTblH 6apbiCbl BOMKaHFAH SCKEPU CUKbIP
MEH aCKepw PaciMHiH 6eniri bongbl.

KazakTa >aHe >Xannbl TYpKi-MOHFO/N M3AEHMETIHAE
KO >ayblpbIHbIHbIH, ©MIp CYpYy ascbl KeH, XaHe 6on-
XayaaH, ffHu AchnaH epkiHiH «ayAapMallblCbiHaH»
OHbIH, TYMap peTiHAe KbI3MeT eTyiHe AeitiH e3repesi.
KasakTapza >kayblpblH aMaHZAbIK, NeH 6akbIT Tineyain,
6enrici, kopFaHbIC MeH Kyw-kyaT besrici, coHgan-ak,
OHbl TapTy Aa KepceTinreH KypmMmeT benrici caHanfaH.

KYMAJIAK,
KYMAJIAK
QUMALAQ

LLIamaHZAbIK >XaHEe TYPMbICTbIK densep Kneni Taxipu-
6ecCiHiH, FypbINTbIK aTpUBYyTTapbIHbIH bipi Kymanak
(9peTTe KOWAbIH KymanakTapbl) 60/4bl, an Kasipri
TaH4a kebiHece OGypluak >Xui kesgeceai. OnapablH
caHbl 41 faHa, ocbl KyManakTapablH, pTypAi KOMOU-
Haumanapbl 6oMbiHLWa onap 6onawakTbl, Ke3 KeareH
OKuFanapablH, HITUXeECIH HbosxkaraH. MamaHaapablH
NnanbiMAayblHWa, 6Gapabifbl 64 coyeremnik HbllwaH
6ap >xaHe byn boskay yineci benHeni Typae «Taf-
Ablp alHacbl» aen atanagbl [21]. KepinkengikTiH, 6yn
agici Eypa3na aymafblHAa OTbIPbIKLLbI XXaHe KeLuneni
XanblKTap apacbiHAa KeH TapasfaH.

JacTypni MaseHWeTTepaeri Kepinkengik cemumoTu-
KacblH KapacTblipa oTbipbin, H. V. boHaapb 6yn cay-
erennik TafAblpAblH, 6eTOypbiC CITIHAE, ONapAblH
dpeKeTTepiH Ty3eTyre MyMKiHAIK 6epeTiH aknapaTka
XYTiHreHiH atan eteai. Cayereinik npoueciHae akna-
paT 6acka anemaepaiH (agam3aTTblk eMec KeHICTiK-
TepAiH) TypfblHAAPbIHAH KeAgi, ofapMmeH bannaHbIC
opHaty kaxeT 6onabl. CoHaaln Kypangapabiy, 6ipi —
cayerennik [4].

Coayerelinik KoaTapablH, apTypAi Typaepi 6ap (aybl-
3Wa, 3aTTblK, AbIObICTLIK XaHe T.6.). byn >xafaanga
KyManakTapzafbl cayereinnik, eH, anjblMeH, caHzap
MeH onapAblH, KOMbUHaumanapbl 6oMbiHWa Hoaxam
>acayfa MyMKiHAIK bepeTiH caHablk KoaTbl bingipes,.
byn cayerennik anropuTtMiHiH, HEFYpP/bIM erken-Te-
MKenNi CeMUOTUKaNbIK KapacTblpy KeM JereHse eki
LEeHrenre HerisgenreH: WapTTbl Genrinep xoHe ay-
AapMalubl TaHbanap.

WALLY
SHASHU
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LWawy (mafbiHackl «ceby») — KebiHece XacTapablh,
y/NeHy ToMnapbiHAa, XaHa yire KipreHae (TypFbiH
yin, B6acnaHa), XaHa MaHbI3Abl Hapcere (Mblcabl,
XuhasgblH) TUbIHAAP MeH TaTTiNepAi LallyablH,
CUKbIpAbI pacimi. byn pacim Moawsbinbikka, kebero-
re, AfHN bepekere HallaHAbIK LWaKbipy 6boabin Ta-
6bliagbl.



5.1 3aT KMeninikTiH, HblllaHbl XX9He TapaTyLUbICbl PeTiHAe
Belyb kaK CUMBOA 1 TPAHCAATOP CakpaabHOCTY
The thing as symbol and translator

JeneHa ocobow Marnueckom cunom u obnagaet crno-
COBHOCTBIO MOKa3aTb BCE MPEACTOALMNE N3MEHEHUS
B XKM3HW 0OLLEeCTBa, Cyabbe KOHKPETHOrO YenoBeka.

Mo Bepcum kynbTyposora 3. Hayp3baeBol, y Ka3axos
CyL,ecTBOBaso fBa cnocoba ragaHus: ofuMH ¢ NOMO-
Wbt 0BXMraHWA Ha OrHe, APYron No CTPOEHWUIO Ca-
MoW nonatku. MNepBblA cnocob elte 6blA U YaCcTbiO
BOEHHOW Marnv n BOEHHOW PUTYannUCTMKK, MO KOTO-
POMY MNpepacKasblBaica XO4 MNPeACTOALEero noxoaa
AN GUTBBLI.

Cdepa bbiTOBaHMA HapaHbel JIoNaTkM B Ka3axcKoM
M B LE/IOM THOPKO-MOHTO/IbCKOM KY/bType LUMpOKa
M BapbUPYEeTCs OT MPeAcKasaHui — «TpaHCAsTopa»
Bon Hebec A0 PYHKLMOHMPOBAHUA ee B KauecTBe
obepera. Y ka3axoB Jonatka cuuTanacb 3HakKoM no-
XenaHusa 6aarononyums 1 c4acTbs B AOME, CUMBO-
JIOM 3aLLUThI U CUAbI, @ TaKKE 3HAKOM MPOABISEMOTO
YBaXEHWSA B ee NogHOLWEHNUN.

endowed with special magical powers and has the
ability to indicate all upcoming changes in the life of
society and the fate of a particular person.

According to the cultural historian Z. Naurzbayeva,
among the Kazakhs there were two ways of divination:
one by roasting on the fire, the other by the structure
of the blade itself. The first method was also part of
military magic and ritual and was used to predict
the course of an upcoming campaign or battle. In
addition, a ram’s shoulder blade was handed to a
man who inquired about the condition of his married
sister as a sign of respect.

The scope of the ram'’s blade occurs in Kazakh and
Turkic Mongolian culture as a whole is broad, ranging
from divination — «translator» of the heavenly will —
to its function as a talisman: the Kazakhs considered
the leaf a sign of well-being and good fortune in the
home, a symbol of protection and strength, and a
sign of the respect it commanded.

OfHUM 13 pUTYyanbHbIX aTPMBYTOB LWaMaHCKOMN U Ao-
MalLHEW >XEeHCKOW CakpasbHOW MpakTuKK Bblin Ky-
Manak (0bblYHO 6apaHbW KaTbILLKK), @ B COBPEMEH-
HOW peanbHOCTU Yalle Bcero 606ebl. VIx koamuecTso
coctaBaseT 41 WTyKy, MO pa3AnYHbIM KOMBUHALMAM
M3 3TVX KaTblLLIKOB NpeAcKasbiBaau byayliee, ncxos,
Kakunx-1mbo cobbITnin. Creumanmnctbl CUMTaOT, UTO
BCero Habupaetca 64 ragatenbHbIX CMMBOAA WU 3Ty
cncTeMy rafiaHva 0b6pasHO Ha3blBalOT «3epKasioM
cyZAbbbi» [21]. 3TOT cnocob ragaHuns LUMPOKO pacnpo-
CTpaHeH no BcewW Tepputopun EBpaswuu, kak cpeawn
0Cez/0ro, Tak U cpeamn KOYeBOro HapoAoB.

PaccmatprBas ceMUOTMKY rafaHnin B TPagMLIMOHHbIX
kynabTypax, H. V. BoHgapb oTmMeuaerT, uto K 3TOMy ra-
AaHVo obpallanvcb B NepenoMHble MOMEHTbI Cy/b-
6bl, CBeseHMs, KOTOpble Hbl NO3BOMAN CKOPPEKTU-
poBaTb cBOMW fAelicTBua. NHPopmaumsa B npouecce
rafaHus npuxoaumna oT obuTatenert UHbIX MUPOB
(HeuenoBeYeCKNX MNPOCTPAHCTB), C KOTOPbIMU HEOob-
XOAMMO 6bIN0 yCTaHOB/AEHWe KOHTakTa. MajaHusa w
ABAAOTCA OAHUM U3 TaKUX MHCTPYMeHTOB [4]. Pa3au-
YaroTCs BUAbI KOAOB rafiaHuin (BepbanbHbli, npea-
METHbIW, 3BYyKOBOW W T.A.). B 3TOM cnyuae, ragaHue
Ha KyManak, CKopee BCEero OTHOCUTCA K YMCIOBOMY
KoZy, KOTOPbIA MO Ynciam 1M UX KoMbuHauusm no-
3BONAeT Jenatb npeackasaHve. bonee pgetanbHoe
CEMNOTMYECKOE PacCMOTPEHME anropmTma 3TOoro ra-
faHuns 6asmpyeTcs Kak MUHUMYM Ha ABYX YPOBHSAX:
CUMBOAAX-YCNOBUAX U CUMBOJIaX-TPaHCAATOPAX.

One of the ritual attributes of the shamanic and
domestic female sacred practices was the qumalaq
(usually sheep dung), in modern reality more often
beans. There are 41 of them. Different combinations
of these beans were used to predict the future or the
outcome of certain events. Experts believe that a total
of 64 divination symbols and this system of divination
is figuratively called «mirror of luck» [21]. [21]. This
method of divination is widespread throughout
Eurasia, both among sedentary and nomadic peoples.

Looking at the semiotics of divination in traditional
cultures, N.l. Bondar notes that this divination
was called upon at crucial moments of destiny to
obtain information that enabled one to adjust one’s
actions. The information for divination came from
the inhabitants of other worlds (non-human spaces),
with whom it was necessary to contact. Divination is
one of these tools [4]. There are different types of
divination codes (verbal, objective, acoustic, etc.).
In this case, divination on qamalag most likely
refers to a numerical code that allows predictions
through numbers and their combinations. A more
detailed semiotic consideration of the algorithm of
this divination relies on at least two levels: Symbols-
Conditions and Symbols-Translators.

LWawwy (40cnoBHO — «pacchbinaTb») — 3TO Marnyeckuii
0ob6pAag ocbiMaHMA MOHEeTaMW W CNajocTAMMK, Yalle
BCErO MOJIOAbIX B CBajebHON 06psAAHOCTM, NPU BXO-
[ie B HOBYHO HOPTY (AOM, XMUAMULLE), HOBOWN 3HAYMMOW
Bewwm (K npumMepy, Mebenn). Obpsag ABAAETCA CUMBO-
JINYECKUM MPU3BIBOM K M306MMIO, MPUYMHOXEHUIO,
T.e. K Baarononyuunto.

Shashu (literally «scattering») is a magical rite in
which coins and sweets are given away, usually
to young people at wedding ceremonies, when
entering a new yurt (house, flat), a new significant
thing (for example, furniture). The ritual is a
symbolic call to abundance, i.e. prosperity.
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Eptese, aaeTTe, «kactapfa i3ri TinekTepiH anTa
OTbIpbIN, ONapfa KenTipiareH cy3be (cbikna), ba-
yblpcak, ToTTinep, KenTipiAreH >Xemictep, KaHT
XaHe ycak TublHAap cebingi. «Hyp >kaycbiH» gereH
i3ri Tinek ce3nepi paciMai opbiHAAyMeH KaTap aW-
TbINIbIM, KOCMOTOHUANBIK MUAesnapfa kauta opana-
abl. Ceby >xacTtapfa TerinreH xaHbblp CUMAKTbI, ON
HaHbIM-CeHiM OoWMbIHIWa >acTapfa GakbIT aKenyi
Kepek», — aen >xa3aabl X.ApfbiHbaes [2, 73 6.].

LWawy pacimi 6yriHri KyHre geniH TaHbiman. Mon-
WhINbIK MeH 6akbIT TineyaiH HblWaHAblK dpeKeTi
peTiHAe Terify aNeMHiH, KenTereH MajeHneTTepiHe
TOH, OHJA ON AdHAepMeH (MbiCanbl, Kypiw) xy3ere
acaabl. bipak oHbIH MaHi bip.
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B cTapwuHy, kak npaBwao, «OCbiNanu CyLUeHbIMUN Cbl-
pkamMu (cblkna), bayblpcakamu, KoHpeTamu, cylue-
HbIMW QpPYKTamK, caxapoM W MesKMMU MOHEeTamy,
MPOM3HOCA MPW 3TOM caMble Jyyllive MoXenaHus
mMosioabiM. CioBa 61aronoxXenaHus «HYp >KaycCbiH»
(nyctb cBeT ¢ Hebec mpoabeTcs Ha Tebs), conpo-
BOXAatoLme obpas, BOCXOAAT K KOCMOTOHWNYECKUM
npeactaBneHuam. OcbinaHune kak 6bl onvLeTBOpsAeT
NBIOWUACA Ha MOJOABIX AOXAb, UYTO, MO MOBEPbHO,
[OJIKHO NMPUHECTU UM cyacTbe», nuweT X. AprbiHba-
eB [2, c. 73].

Obpsaa Wwally Noab3yeTcs MOMYyASAPHOCTBIO A0 CUX
nop. OcbiNnaHne Kak CUMBOJANYECKUIA aKT NOoXeNnaHus
N306MMA 1 CYaCTbs XapakTepeH MHOTUM Ky/bTypam
MUNPa, rAe OHO NPOM3BOAMTCA C MOMOLLbLIO 3epeH (Ha-
npumep, puca). Ho cMmbich ero eguH.

In the past, as a rule, «dried cheese (sygpa), fried
bread (bauyrsaq), sweets, dried fruits, sugar and
small coins were given away, while expressing
best wishes to the young person. Judging by the
words of goodwill «nir zhausyn» (may the light of
heaven fall upon you) often uttered during this rite,
it is very much influenced by cosmogonic ideas.
Sprinkling, so to speak, embodies the rain that falls
on the boys, which is believed to bring them good
luck,» writes H. Argynbaev [2, p. 73].

The shashu ritual is still popular today. Shashu as
a symbolic act of wishing wealth and happiness is
characteristic of many cultures of the world, where
it is performed with grains (e.g. rice). However, the
essence is the same in different variations.
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The thing as symbol and translator

10.

1.

Abramzon S. M. Rozhdenie i detstvo kirgizskogo
rebenka (iz obychaev i obryadov tyan'shanskikh
kirgizov) [The Birth and Childhood of a Kirghiz
Child (from the Customs and Rites of the
Tianshan Kirghiz)] // Sbornik Muzeya antropologii
i ehtnografii. Vyp. XII. M., L., 1949. — P. 78-138.

Argynbaev Kh. Svad’'ba i svadebnye obryady u
kazakhov v proshlom i nastoyashhem [ Wedding
and wedding ceremonies of Kazakhs in the past
and present] // Sovetskaya ehtnografiya, 1974. — N2
6.—P. 69-77.

Badmaev A. A. Baran'ya lopatka v obryadovoy
kul'ture buryat [The shoulder blade of a ram
in the ritual culture of Buriat] // Vestnik NGU.
Seriya: Istoriya, filologiya. 2015. T. 14, vyp. 7
Arkheologiya i ehtnografiya. P. 255-263.

Bondar’ N.I. Semiotika traditsionnykh gadaniy:
kody [Semiotics of traditional divination: codes]
[Elektronniy resurs]: URL: https://vk.com/@
kuban_tradculture-semiotika-tradicionnyh-
gadanii-kody-yazyki (data obrashheniya
20.02.2023).

Galiev A.A. Myrzakhmetova A.Zh., Galieva
S. B. Ideologiya chingizizma v svete teorii EH.
Khobsbauma «Invention of Traditions» [Genghis
Ideology in the Light of E. Hobsbaum'’s Theory
of the «Invention of Traditions»] // Vestnik
Karagandinskogo universiteta. Seriya «Istoriya.
Filosofiya». N2 2 (98). — P. 81-89.

Dzhurtubaev M. Ch. Drevnie verovaniya
balkartsev i karachaevtsev: Kratkiy ocherk
[Ancient Beliefs of the Balkars and Karachayev:
A Brief Sketch]. — Nal'chik: El'brus, 1991. — 256 p.

Zhanpeisov  E.N.  Etnokul'turnaya leksika
kazakhskogoyazyka (namaterialakh proizvedeniy
M. Auehzova) [Ethnocultural vocabulary of
the Kazakh language (based on the work of
M. Auezov)]. — Alma-Ata: Nauka, 1989. — 288 p.

Kanokova F. Yu. Iskusstvo nogaitsev: evolyutsiya
khudozhestvenno-obraznoy tselostnosti [The
art of Nogais: the development of artistic and
imaginative integrity]: avtoreferat na soiskanie
uchenoj stepeni doktora iskusstvovedeniya
17.00.04  «lzobrazitel'noe i  dekorativno-
prikladnoe iskusstvo i arkhitektura». Nal'chik:
KBGU im. Kh.M. Berbekova. — 2019. - 54 p.

Kuzbakova G. Kazakhskaya obryadovaya pesnya.
Ritmicheskaya struktura i semantika [Kazakh
ritual song. Rhythmic structure and semantics].
Monografiya. — Astana: MasterPO, 2012. - 183 p.

Koroleva S. Obryad «provodov dushi» s
ritual'nym zamestitelem umershego (materialy
russko-komi-permyatskogo pogranich'ya) [Rite
of «bidding farewell to the soul» with ritual
replacement of the deceased (materials of
the Russian-Komi-Permian border guard)] //
Antropologicheskij forum N2 23, 2014. — P. 52-76.

Nam E.V. Nit, svyazyvayushhaya miry (k
probleme voploshheniya idei vseobshhey svyazi
v miforitual’'noy traditsii sibirskogo shamanizma)
[The thread that connects the worlds (on the
problem of the embodiment of the idea of

12.

13.

14.

15.

16.

17.

18.

19.

20.

21.

universal connection in the mythical tradition
of Siberian shamanism)] // Vestnik arkheologii,
antropologii i ehtnografii. — 2014. — N2 3 (26). -
P. 134-142.

Oktyabr'skaya ., Suraganova Z. Kurak i zhyrtys
v traditsionnoy kazakhskoy kul'ture [Kurak
and Zhyrtys in the traditional Kazakh culture]//
Problemy arkheologii, ehtnografii, antropologii
Sibiri i sopredel’nykh territoriy, otvetstvenniy
redaktor Anatoliy Derevyanko. Novosibirsk,
Institut arkheologii i ehtnografii SO RAN, 2010,
P. 435-438.

Suraganova Z. K., Kazanbaeva Z. Z. Kul't kuznetsa
u kazakhov: traditsionnye predstavleniya,
ritual’nye, mifologicheskie i fol'klornye aspekty
[The blacksmith cult of the Kazakhs: traditional
concepts, ritual, mythological and folkloric
aspects] // Arkheologiya evraziyskikh stepei,
2022. - N2 2. - S. 115-121.

Suraganova Z. K. Traditsionniy daroobmen u
kazakhov [Traditional gift exchange among
Kazakhs]: avtoreferat dissertatsii na soiskanie
uchenoy stepeni kandidata istoricheskikh
nauk po spetsial'nosti 07.00.07 — Etnografiya,
etnologiya i antropologiya: Tomsk: TGU, 2017. -
27 p.

Stasevich .V, Popova L.F. Svadebnaya
obryadnost’ kazakhov Aktyubinskoy oblasti RK
(nachalo XXI veka) [Wedding ceremony of the
Kazakhs of the Aktobe region in RK (beginning
of the XXI century)] // Lavrovskiy sbornik.
Materialy XXXIII  Sredneaziatsko-Kavkazskikh
chteniy 2008-2009 gg. Etnologiya, istoriya,
arkheologiya, kul'turologiya. SPb.: MAEH RAN,
2009. P. 271-275.

Sodnompilova M. M., Nanzatov B.Z. Magiya
v khozyajstvennykh praktikakh skotovodov-
kochevnikov ~ Vnutrenney Azii [Magic in
the economic practices of the Asian inland
pastoralists] // Oriental Studies. 2020. Vol. 13.
Is. 1.—P.93-105.

Skorodumova L.G., Solovieva A.A. Kosti
v mongol'skikh obryadakh i pover'yakh:
predvaritel'nye materialy [Bones in Mongolian
rites and beliefs: preliminary materials] //
Mongolica V, 2014. - Tom 13. —P. 52-64.

Reichl S. Flying the Flag: The Intricate Semiotics of
National Identity // European Journal of English
Studies. 2004. Vol. 8. Iss. 2. P. 205.

Traditsionnoe mirovozzrenie tyurkov Yuzhnoy
Sibiri. Prostranstvo i vremya. Veshhniy mir
[Traditional worldview of the Turks in southern
Siberia. Space and time. Object world]. -
Novosibirsk, 1988. — P. 133.

Toktabay A. Kul't konya u kazakhov [The horse
cult of the Kazakhs]. — Almaty: Kazlzdat, 2004. -
121 p.

Yakovlev V. M. Kumalak ashu — ustnaya traditsiya
gadaniya i ee veroyatnye istoki [Kumalak Ashu —
oral tradition of fortune telling and its probable
origins] // Rossiyskaya tyurkologiya, 2017. —
Ne 1-2. - P. 158-167.

283






BOJ/1IM / PA3SAEN / SECTION

KA3AK MOAEHUETIHIH
CAHABIK KOZbI

YMCIOBOW KO/,
KA3AXCKOW KY/IbTYPHI

NUMERICAL CODE
OF KAZAKH CULTURE




6.1 CAHAAPAbIH,
CUMBOJIUKACHI

CaHgapablH, CUKbIpbl Typanbl €H KeHe iniMaep-
e «onemai caHgap bunengi» gen aunTbiafaH. byn
SNIEMHIH, apXxeTunTik GelHeciH KoaTayablH epekiue
9AICIH KepceTesi. OpPTypAi M3AEHU AdCTypaepaeri
caHAblk, 6eHenepaiH, ceMaHTMKacbl MEH CUMBOJIMKA-
CblH 3epTTey CaHjapfa epekile, TaburaTTaH ThiC Ka-
cneTTep GepinreHiH kepceTTi: kenbipeynepi CaTTiNiK
aKesce, an Backanapbl TepIC, XaFbIMCbI3 cangap Ty-
AbIPpYbl MYMKIH.

JacTtypni mMaseHneTTe ocbl ambeban Ko apkbiibl
aflaMHblIH Fapbliw, Onem xaHe e3i Typasbl ilKi TaHbI-
Mbl KepiHic TanTbl. KasakTapAblH 49CTYpAi MAEeHMU-
eTiHAEeri CaHAbIK, YFbiMAAp XYyNeci AYHUEHIH Kypblibl-
Mbl MEeH ONeMAEPAIH, YHAECTIr, afaMHblH, yinecimai
eMipi Typasbl apxaukanblk MUOONOTMANBIK TYCiHIK-
TepaeH 6actay anagpl.

Typki xanblkTapblHbIH, ToHip/iK FfapbIWTbIH Cakpa-
NnsaumacbiHa 6GalinaHbICTbl ©3IHAIK caHay >Xyuec
6onabl. KazakTblH A3CTYpAi MaAeHMWeETIHAEr caHAap
SNIEMHIiH, TOHip/iK BeMHEeCIHIH HblWaHAbIK TiNiHIH 6ip
Typi 60/bIN Tabblnagpl.



6.1 CUMBOJIMKA HYNCEN

B ApeBHENLIMX yYEHMAX O Marumn uyucen yteepXaa-
NOCb, UTO «MWPOM YMpPaBAstOT uncia». B atom ot-
paxkaeTcs 0CcobbI Cnocob KoAMPOBAHUA apXeTunu-
Yeckolr KapTWHbl Mupa. VccnepoBaHus CeMaHTUKM
N CMMBOJIMKU YNCNOBbIX I'IpeACTaBJ'IeHI/II\/‘I B pPasHbIX
KYNbTYPHbIX TPAAULMAX NOKasaau, YTo Ymcaam npu-
AaBanocb 0cobble, CBEPXbeCTeCTBEHHble CBOWCTBa:
OZHV MOI/IM MPUHECTU yaauy, Apyrve — Bbi3BaTb He-
raTvB, HeXenaTebHble NMOCAeACTBUS.

B TpaavLMOHHO KyAbType NOCPeACTBOM 3TOrO YHU-
BEPCaJIbHOMO KOZa BblpaXaNoCb COKPOBEHHOE 3Ha-
Hue uenoBeka o Kocmoce, BceneHHoOM M O camoMm
cebe. CncteMa UNCNOBBIX KOHLIENTOB B TPaAULMOH-
HOW KyNbType Ka3axOB BOCXOAMT CBOMMU KOPHAMMW K
apxauvyHbiM MUHONOrMUYEcKUM MNpeacTaBaeHnsM 06
YCTPOWCTBE MUpPa Y rapMOHUM MUPOB, rapMOHWUYHOW
XXWU3HW YyenoBeka.

Y THOPKCKMX HapOAOB CyllecTBOBasa CBOA creundu-
yeckas cucTema cuyeTa, CBA3aHHasA C cakpanvsaumen
TEHIPMAHCKOro Kocmoca. Ymcna B Ka3axckou Tpaaum-
LWNOHHOW KyAbType NpPeACTaBAftoT cOOON OfHYy W3
bOpM CMMBOANYECKOTO A3blKa TEHIPUAHCKON KapTu-
Hbl MUpa.

6.1 NUMERICAL SYMBOLS

In the earliest teachings on the magic of numbers,
it was asserted that «the world is governed
by numbers.» This reflects a particular way of
encoding the archetypal worldview. Research
into the semantics and symbolism of numerical
representations in various cultural traditions
has shown that numbers were ascribed special,
supernatural properties: some could bring good
luck, others could cause negativity and bad
consequences.

In traditional culture, this universal code expressed
man’s intimate knowledge of the cosmos, the
universe, and himself. The system of number
concepts in the traditional culture of the Kazakhs
goes back to archaic mythological ideas about
the organization of the world and the harmony of
worlds, harmonious human life.

Turkic peoples had their own specific accounting
system, which was connected with the sacralization
of the Tengrian space. The numbersin the traditional
Kazakh culture are one of the forms of the symbolic
language of the Tengrian worldview.
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BIP
oAUH
BIR / ONE

O/IeMAIK MaaeHMneTTeri «bip» caHbl bacTankbl 6ip-
nikTi, 6actayabl xaHe XapaTywbiHbl 6ingipesi, co-
HbIMEH KaTap afaMHblH MUKPOKOCMOC pPeTiHAETi
HbllWaHbl 6oabIN Tabblnagbl. Typki/Ka3ak MajeHU-
eTiHAe 6yn caH «bip Tanip» (bip TaHip/6ip Kyaan)
epHeriHae 6GelHeneHeTiH fanamubiH, bipairi mMeH
Kyaangbib, Bipairin 6ingipeai, afHn «bip» caHbl
6apnblk bactamanapgblH, 6acbl 6onbin Tabblnagbl,
COHbIMeH bipre 6ipTyTacTbiKTbl, 6GipnikipaecTikTi
>K9HEe TiNTi abCONHOTTI ThIHBIWTLIKTLI Hingipesi.

«Xanfbl3» o3I Tepic KOHHOTauusra wue (6yn
A9CTYPAI KOFaMAaFrbl ajamMAapAblH, TYCIHIr YLWiH Ta-
BUFLN), «KaNFbI3AbIK» (KaNFbI3AblK), O XaAbIKTbIK,
AyHWeTaHbIMAa Tek KyAipeTTi Anna Tafana meH fa-
NaMfa faHa TaH — «kanfbl3ablk Kyaanfa faHa xapa-
cafbl»; «>XKaNfbl3fblH YHI WbIKNAC, XXanyAblH, LUaHbl
Whiknac» — By Xanfbl3 afaMHbIH, 9CI34irH Kep-
ceteai.

EKI
ABA
EKI / TWO

«EKi» caHbl MaHrifNik kapamMa-KalLblablKTapaa 6en-
HeneHeTiH 9/eMHiH >XynTacybl, KocapaaHybl/ekinik
HbllaHbI: dMen — ep, eMip — 8iM, XakCbl — XXamaH,
OH, — COA, KYH — TYH XaHe T.6. MyHaal onno3umum-
ANbIK KYPbINbIM OYKiNl 9N1eMAIK MOAEHUETTIH Hbl-
lWaHAbIK 6eiHeciHAeri kapaMa — KalLblibIKTapablH,
6ipniriH KepceTesi: MHb-AHb, >YMakK-TO3aK >aHe
1.6. KenTtereH Typki MUPTIK CroxeTTepiHAe AyHU-
eHiH, XKofapfbl xaHe TemeHri 60bin ekire 6eaiH-
reHi Typanbl antbinagbl. XXofapFbl Xafbl — ePKEKTIK
6actaymMeH 6alinaHbICTbl Fapbil. TOMEHTi Xafbl —
avengik bactaymeH BalnaHbICTbl XeEp acTbl aemi,
TOPTINCI3AiK, KapaHFblabIK,.

CoHpal-ak, Kasak MaJAeHUeTIHAEer «eKi» CaHbl
OKMWFfanapablH, KybblnbICTapablH, OMIPAIH KauTbIM-
CbI3, KAWUTbIMCbI3AbIFbIH bingipesi: «eki amHanbin
Kenmengi» (ekiHwi peT opanmMaigbl). bBuHapablabIk,
Kafuaatbl OH, (aWen) >XaHe con (ep) beniktep-
re 6eniHreH KasakTblH KWi3 yniHae kepiHeai. Ocbl
Kafuzafa COmKec TYpPFblH YRAIH OYKif ilWKi Kypblabl-
Cbl CafiblHfaH, o «acTypi TypFbIH YRAIH 6enrinepi
MEH HbllWaHAapbl» BeniMiHAe erxen-Terkenni kKa-
pacTblpbliagbl.

YLU
TPU
USH / THREE

By exenri HbllaH kenTereH GUAOCOPUANbIK XKaHe
AiHV iniMaepain Herizi 6onbin Tabblnagbl XaHe on
9NEeMJIK YWNEeCIMAINIKTIH KypblibiIMbIMEH 6anna-
HblCTbl. TMndarop «yw» caHbiHa BOAMBICTbIH, TO-
NbIKTbIFbIHBIH, MafblHacbiH 6epai. Apucrtotens ogaH
TOJIbIKTBIKTbI, TYTacTbIKTbl KOPAi, an ABrycTUH OHbI
MIHCi3 caH gen aTaAbl. MOHFON MaEHMETIHAE «yLLU»
Tyblly, AaMy >XdHE >XOWblay» MOAeNbAiH VAriCi
peTiHae apekeT eTegi. bipak, HerisiHeH, «ywWw» caHbl
fFapblw yariciH: Ka3akTapablH balitepek — anemgaik
afall CUMBOJN3MIHAE DellHeNeHreH YL SEMHIH, —
Xofapfbl, OpTa xaHe TeMeHri 6ipTyTacTbIfbIH KOp-
cetegi. [lan ocbliHAAM YFbIM KMi3 YRAIH KYPbIIbICbIH-
4a, My3blkanblk acnantap — gombbipa MeH KObbi3
KYPblNbIMbIHAA, COHAAM-aK Ka3akTapAblH XaH Ty-
panbl ASCTYPAI «eT-XaH», «WbIObIH-XXaH» >aHe
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6.1  CaHpaapgblH CMMBOAMKAChI
CvmBoOAMKa ymcen
Numerical symbols

Yncno «oauH» B MMPOBOK Ky/bType O3HayaeT nep-
BMYHOE efMHCTBO, N Havano n Co3sgatens, a Takxe
ABNAETCA CMMBOJIOM 4YesioBeKa Kak MUKpokocMma. B
THOPKCKOW/Ka3axckom KyabType 3TO UNCI0 CUMBON-
3npyeT EgnHcTBO BceneHHoli n EanHcTBO bora, uto
OTpaxkeHo B BblpaXkeHun «bip TaHip» (0anH TeHrpun/
oaviH bor), T.e. UMCNo «0AMH» — Hayano BCeEX Hauan,
a TaKKe BblpaXaeT eANHCTBO, e4UHOMbICINE U Aaxe
abCcontoTHOE CNOKOWCTBME. «

Xanfbiz» (OAVHOKUN, €AWNHCTBEHHLIA) WMeEeT OT-
pULaTENbHYHO KOHHOTALMIO, (UTO eCTeCTBEHHO ANs
npeAcTaBAeHUI Ntofen TpaauLMOHHOIO obLecTsa),
OTpaXKeHHOE BblPaXXEHUAX: «XKaNfbl3fblK» (OAMHOYE-
CTBO), KOTOPOE B HAPOAHOM MUPOMOHUMAHUN B NPU-
cyle avwb BeeBbilHEMY W BceneHHOW — «Kantbi3-
Ablk Kyaanfa faHa >kapacagbl»;, «Kaifbl3gblH YHI
WbIKMAC, >KasayAblH, LWaHbl LWbIKNAC» — «OA4UHOKUA 1
npaBa rosoca He MMeeT», YTO yKa3blBaeT Ha beccu-
/e yenoBeka, CBOEO6Pa3HbIN aHaNor PyCccKOro Bbl-
paXKeHWs — <OAWH B NMOJIE HE BOUH».

The number «one» in the world culture means the
primary unity, the beginning and the creator, and
is also a symbol of man (microcosm). In Turkic/
Kazakh culture, this number symbolises the unity
of the universe and the unity of God, which is
reflected in the expression «Bir Tafdir» (one Tengri/
one God), i.e. the number «one» — the beginning
of everything, and also expresses unity, unity and
even absolute peace.

"Zhalgyz" sometimes also has a negative meaning,
which is reflected in the expressions: «zhalgyzdyk»
(loneliness), which in the national understanding
is mainly inherent only in the Supreme and the
universe — «zhalgyzdyk Qudaiga gana zharasady»;
«Zhalgyzdyn Uni shygpas, zhayaudyn shany
shyqpas» — «one does not even have a right to
a voice», indicating the powerlessness of man, a
peculiar equivalent of the Russian expression —
«one in the field is not a warrior».

Yncno «aBa» — CUMBOJ MAPHOCTK, AyanbHOCTW/OW-
HapHOCTN MMPa, KOTOPOE BbIPaXKaeTcsA B BEYHbIX On-
MO3MLMAX: XEHLMHA — MYXUMHA, XW3Hb — CMepTb,
A0bpo — 3710, NpaBoe-seBoe, AeHb-HOYb U T.A. Ta-
Kas OMMO3MLMOHHAA CTPYKTypa OTpaXkaeT eAnHCTBO
MPOTMBOMNONOXHOCTEN, CofepiKalleecs B CUMBON-
Yeckol KapTWHEe BCEV MUPOBOW KyAbTypbl: UHb-AHb,
paii-ag 1 4p. Bo MHOTMX THOPKCKMX MUPUUECKUX CHO-
XeTax roBOPWTCA O TOM, YTO MUP MOAeNeH Ha Bepx-
HUA N HWXHWMIA. Bepx — 3TO KOCMOC, CBS3aHHbIA C
MY>XCKMM HayanoM. Hus — 37o noasemHblin Mup, bec-
NOPAAOK, TEMEHb acCOLMUPYETCH C XKEHCKMM.

Takke UMcNo «aBa» B Ka3axckon Ky/bType O3HauyaeT
HeobpaTMMOCTb U HEBO3BPATHOCTb COOLITUN, sB/e-
HWUM 1 XKM3HW: «eKi aiHanbin KeaMengi» (He BepHeTcs
BO BTOpOV pa3). MprHLMN 6UHApHOCTN OTpaxkeH B
Ka3axcKoW topTe, KOTopas pasfensiercs Ha npasyro
(>keHckyro) 1 neByto (My>ckyro) yactu. B cooTset-
CTBMM C 3TUM MPUHLMMOM BbICTPAMBaETCA BECb UHTE-
pbep Xuauvuia, NoapobHO paccMaTpmBaembili B pas-
nene «3Haku 1 CUMBOJIbI TPAANLMNOHHOIO XUANLLE».

The number «two» is a symbol of pairing, duality/
binarity of the world expressed in the eternal
opposition: woman - man, life — death, good -
evil, right — left, day — night, etc. Such opposition
structure reflects the unity of opposites contained
in the symbolic image of the whole world culture:
yin-yang, paradise — ad, etc. In many mythical
representations of the Turks, it is said that the
world is divided into an upper and a lower realm.
The upper realm is the space associated with
the masculine. The lower is the underworld, the
disorder, the dark is associated with the feminine.

Moreover, the number «two» in Kazakh culture
stands for irreversibility and non-recurrence of
events, phenomena and life: «eki ainalyp kelmeidi»
(will not return for the second time). Binarity is
reflected in the Kazakh yurt, which is divided into a
right (female) and a left (male) part. In accordance
with this principle is the entire interior of the house,
which is discussed in detail in the section «Signs
and symbols of traditional housing».

DTOT ApPEBHENWMNA CMMBOA — OCHOBa MHOTMX Gu-
NOCOdCKMX N PENUTNO3HBIX YYEHWI N CBA3AH OH C
YCTPONCTBOM MMWPOBOM rapMoHuu. lMudarop npu-
faBan UnNCay «Tpu» 3HaYeHMEe MONHOTbI 6bITUA. Apu-
CTOTe/Ib BUAEN B Heil 3aKOHUYEHHOCTb, LieN0CTHOCTb,
a ABryCTVH Ha3biBas €ro COBEpLUEHHbIM YncioM. B
MOHTIONbCKON KyNbType «TpWu» BbICTynaeT Kak obpa-
3eL, MOJenn — POXAEHMe, pa3BUTME N paspyLLEHWe.
Ho B OCHOBHOM 4MCNO «TpU» OTpaxkaeT mogenb Koc-
MoOca: eIMHCTBO Tpex Mnpos — BepxHero, CpeanHHO-
ro n HuxxHero, 4To BblpaXKeHO y Ka3axoB B CUMBO/IN3-
Mme baltepeka — Muposoro [lpeBa. 3TOT e KOHLenT
OTpaXkeH 1 B CTPOEHUW tOPTbI, My3bIKaJbHbIX NHCTPY-
MEHTOB — AOMOpPbI N KOObI3, a TakKe B TPaaMLIMOH-
HbIX MPeACTaBAEHMAX Ka3axO0B O Aylle: «eT->KaH»,
«WbIBbIH-XXaH» N «pyX->aH» (K1accu4yeckoe efuH-

This ancient symbol is the basis of many
philosophical and religious teachings and is
related to the establishment of the world order.
Pythagoras gave the number «three» the meaning
of the perfection of being. Aristotle saw in it finality,
integrity, and Augustine called it a perfect number.
In Mongolian culture, the «three» serves as a
model — birth, development and destruction. But
basically, the number «Three» reflects the model
of the cosmos: the unity of the three worlds - the
Upper, the Middle and the Lower, as expressed by
the Kazakhs in the concept of the Baiterek — the
World Tree. The same concept is reflected in the
structure of the yurt, the musical instruments —
dombra and kobyz — as well as in the traditional
representations of the Kazakhs about the soul: «et-
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«pyx-XaH» TyCiHiKTepiHae KepiHic Tabagbl. Op
TYPAI pysap MeH TannanapgaH TypaTbiH ¥abl, OpTa
XaHe Kili — yl >XXy34eH TypaTbliH Ka3ak XaJaKblHbIH,
A9CTYPAI Kypambl Aa HbIWAHABIK YATIHIH YLWTYFbIp-
NbIFbIH KaTanangbl.

«YW» CcaHbIHbIH KACMETTINIrH Ka3aKTblH KenTtereH
canT-xopanapbl MeH a4eT-fypbiNTapbl KyaTTanabl:
6akCbl emAereHze HaykacTbl YW PeT alHabin eTy,
any kesiHAe MapkyMAabl YL peT 6ocafafa Turisy, T1.6.
CaHHbIH, MapTebeCiH «ep Ke3eri yLKe AeNiH» («Tafbl
Ja KanTanay» KaWTajaH >KaHFfbIpTy» MafblHACbIH-
fa) Hemece «ylW KaWHaca, copnacbl KOCblIMangbl»
(«agaMaap apacbiHAafbl KapbliM-KaTblHACTbIH, 60.-
Maybl») CUAKTbI TipKecTep Ae aTan kepceTeai. «Yi»
CaHbIHbIH CMMBOJN3MI abCONOTTI KeMengik, To-
NbIKTbIK, MafblHanapbIMeH 6anfaHbICTbI.

TOPT
YETbIPE
TORT/ FOUR

ONeMAIK M3AEHUETTEri «TepPT» CaHbl fajaMHbIH
TYPaKTblblFbl MEH MbI3FfbIMACTbIfbIHbIH, HblWaHbI
peTiHAe apekeT eTeai, ON Keneci aHblkTaManapaa
KepceTifieAi: TopT Heri3ri 6afbIT, XblAAbIH TOPT Me3-
rifi, TOYNIKTiH TOPT 6ONIKTIK KYPbIAbIMbI, OMIP LUEH-
6epi xaHe 1.6. TepT — ynnecimginik, cmmmeTpus
MeH TOpTiNTiH, BeliHeci, COHbIMEH KaTap fajsiaMHbIH,
KenzeHeH mMogeni, oHbl rpadukanbik Typae Kpect
apkblibl kepceTtyre 6onagbl (TaHipaik kpecT-cBa-
CTWKa, XPUCTNAH KOHPeccmanapbiHblH, KPecTi XXaHe
1.6.). Byn caH Ka3sak MajeHWeTiHAeri TypakTbl TyTa-
CTbIKTbI Bingipeai, 0N «TepT TYAiK — Man» yfbiMblHAA
KepiHic Tabagbl. bByn epHek Kasak KkewneHainepiHiy,
TIPWIAITiHIH, Heri3i — yh >aHyapaapbliHblH Kueni
TOPTTIK KYPbINbIMbIH KYPaNTbIH TYIE, XbIAKbl, CUbIP
XXaHe KOoU-eLWKi — TepT TyAiKTiH 6ipairiH 6ingipeai.

CoHpawi-ak, TepT Tyaik MangbiH nipaepi: Kambap
aTta — XbliKbl, 3eHri 6aba — cubip, Oncbin Kapa —
Tyre, lWonaH ata — kon, Cekcek aTa — eLKiHiH
KaMKOpLUbl pyKTapbl Typanbl TyCiHiKk 6oagbl. Kon-
fJaHbanbl eHepae TepTOypbIW (WapLubl) XepaiH
HblllaHbl peTiHAe TYKTi Kinem, TekemeT, CbIp-
MakK otonapblHAa Kesgecedi. KasakTblH, «llapLbl
O0-BPHETIHIH, TYMHYCKanblK ataybl Napcbl TiniHAEri
«4yahar» (TepTt) xaHe «cy» (ak, 6enik) ce3gepiHeH
KasbINTackaH.

TepT - ekinik Kapama-kallblibiKTap anfa
(WbIfblc) — apTka (6aTbiC) XaHe OHFfa (OHTYCTIK) —
confa (CONTycTik) 6oNaTblH 9NEMHIH, KONAEHEH MO-
JeNiHiH CaHAblK NPOEeKLUMACHI.

BEC
NATb
BES / FIVE
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KenTtereH MageHunetTepae «b6ec» — afaMHbIH Hbl-
WaHbl, MWKPOKOCMOC, KOAAbIH CUMBOJU3MIMEH
TbIfbl3 6HalnaHbICTbl. Bbya KbiTal, >amnmoH, KenbT
XaHe backa AacTyprepaeri fanamHblH €H MaHbl3-
Abl HbllWaHAaPbIHbIH 6ipi. MycbiiMaHAap yLwWwiH 6y
CcaH nanfanbl X9He KOpFfaHblIl HblWaHbl 60bIN
caHanaabl xaHe VcnamHblH 6ec TiperiH bingipeai:
CeHiM, HaMa3, KaXblblK, MeMipiMAINiK XaHe opa-
3a. byn caH «yw» Hemece «TeOPT» CaHAapbl CUAKTbI
TaHbIMan emec, bipak Typki MaAeHWeTiHAEe ani Ae



6.1  CaHpaapgblH CMMBOAMKAChI
CvmBoOAMKa ymcen
Numerical symbols

CTBO Tesa, Aywn n pasyma). TpaguLMOHHbINA COCTaB
Ka3axckoro Hapoga u3 Tpex Xy3oB: Ctapwero, Cpea-
Hero n MnagLwero, COCTOALWMX U3 Pa3/INYHbIX POAOB
M NJeMeH, TakXXe NMoBTOPAEeT TPOUYHOCTb CUMBOAN-
Yeckom Moaenu.

CakpanbHOCTb UnMCia «TpU» MOAAEPXMBAETCA MHO-
TMMMK Ka3axCckKUmu obpsgamu 1 putyanamu: Tpexpa-
30BbI 06X04 60/ILHOTO B IeUeHUN bakChbl, TpexKpar-
HOe MpuKacaHne NOKOMHOTO K MOPOry MPW BbIHOCE U
1.4. CTaTyCHOCTb UMcna NOAYEPKMBAIOT U TaKMe Bbl-
paXKeHWs KaK: «ep Ke3eri ylwke AeniH» (B 3HaYeHUn
«MOBTOPUTH elle pas»), IMbo «yLl KaHaca, copnacsl
KOCbIIManAbl» («OTCYTCTBME KaKUX-NMBO OTHOLLEHWI
Mexay atoabmmn»). CUMBOAMKA YMCAa «TPW» CBA3aHa
CO 3HaYeHUAMM abCcoNOTHOrO COBEPLLEHCTBA, 3aBep-
LLIEHHOCTM.

zhan», «shybyn-zhan» and «rukh-zhan» (classical
unity of body, soul and spirit). Also noteworthy is
the traditional composition of the Kazakh people
from its three zhlz: senior, middle and junior,
which are composed of different clans and tribes.

The sacrality of the number «three» is underpinned
by many Kazakh rites and rituals: walking around
the patient three times while treating the bagsy,
touching the deceased three times at the threshold
while carrying him, etc. The meaning of the number
is expressed by expressions such as: «Er kezegi
Ushke dein» (i.e. «repeat again») or «lsh gainasa,
sorpasy qosylmaidy» («absence of any relations
between people»). The symbolism of the number
«three» is connected with the values of absolute
perfection and finality.

Yncno «ueTblpe» B MUPOBOW KyJbType BbICTynaet
KaK CMMBOJ YCTOMYMBOCTU U CTaBUILHOCTU MUpPO-
3/laHUsA, UTO BbIpPaXaeTcs B Clefyrolmx geduHNLm-
AX: YeTblpe CTOPOHbI CBETA, YeTbipe BPEMEHU roja,
YeTblpexyacTHas CTPYKTypa CYTOK, KPYr XU3HU U T. 4.
UYetbipe — obpa3 rapMoHUKW, CUMMETPUM U MOPAS-
Ka, a Takke rOpWU3OHTaNbHON MOZENN BCENEHHOW,
UTO TpadPuUeckn MOXEeT BblpaxaTbCi 4Yepe3 KpecT
(TEHrPUAHCKMIA  KPecT-CBaCcTMKa, KPecT XPUCTUaH-
ckum koHbeccnn 1 T.4.). JaHHOEe YMCNO B Ka3axckoMu
KynbType 06O03HauaeT MOCTOSAHHYH LIeNOCTHOCTb,
UTO BbIPAXXEHO B MOHATUN «TOPT TYAIK — Man». ITO
BblpaXkeHne 0bOO3HayaeT eiMHCTBO YeTbipex BUAOB
ckoTa: Bepb/toAa, KOHs, KOPOBbI M OBeL-KO3, CO-
CTaB/SAOWMUX KOHCTPYKLUMIO CBALWEHHOW KBagpuru
AOMALLUHMX XUBOTHBIX — OCHOBY XXM3HeobecneveHus
Ka3axoB-KOUYEBHUKOB.

BbiToBano v npeacrasieHve o fyxax-nokKpoBuUTeNsax
yeTblpex BNAOB ckoTa: Kambap Ata — nokposutenb
Nowapei, 3eHri baba — nokposutens Kopos, Onckin
Kapa — nokposutens Bepbarogos, LLlonaH Ata — no-
kpoBuTenb OBey 1 Cekcek ATa — MOKPOBUTENb KO3.
B npwviknagHoOM WcKyccTBe uUeTbIpexyronbHUK (KBa-
ApaT-waplibl) Kak CMMBOJI 3eMAN MPUCYTCTBYIOT B
OpHaMeHTe BOPCOBbIX KOBPOB, TEKEMETOB W CbipMa-
KOB. AyTEHTMUYHOE Ha3BaHMWe Ka3axCKoro OpHaMeH-
TaNbHOrO y30pa «Llaplubl» obpasyetca OT nepcus-
ckoro “yahar” (yetbipe) 1 “cy” (CTOPOHa, YacTb).

UeTbipe ABASETCA YMCIOBOW MpPOEKLUMEN TOPU30H-
Ta/lbHON MOZenn MUpa, rae BMHapHBLIMW OMMO3MLK-
AMW BbICTYNarOT Bnepes (BOCTOK) — Ha3ag, (3anag) v
BMNpago (ror) — BNeBo (cesep).

The number «four» functions in world culture as a
symbol of stability and permanence of the universe,
which is expressed in the following definitions: the
four sides of the world, the four seasons, the four-
part structure of the day, the circle of life, etc. So,
four is the image of harmony, symmetry and order,
aswell asthe horizontal model of the universe, which
can be graphically expressed by the cross (Tengrian
cross-swastika, cross of Christian denominations,
etc.). In Kazakh culture, this number represents
permanent integrity, which is expressed in the term
«tort tllik mal». This expression denotes the unity
of the four types of livestock: camel, horse, cow and
sheep-goat, which form the structure of the sacred
quadriga of domestic animals — the livelihood of
the Kazakh nomads.

There was also the idea of spirit patrons of four
types of cattle: Kambar Ata — patron of horses,
Zengi Baba — patron of cows, Oisyl Qara — patron of
camels, Shopan Ata — patron of sheep and Seksek
Ata — patron of goats. In applied arts the square as
a symbol of the earth is found in the ornaments of
pile carpets, tekemets and syrmaks. The authentic
name of Kazakh ornamental pattern «sharshy»
is composed of Persian «chahar» (four) and «su»
(side, part).

The four are numerical projections of the horizontal
world model, where the binary oppositions are
forward (east) — backward (west) and right (south) -
left (north).

«[aTb» BO MHOIMX Ky/ibTypax — CMMBOJI YeNoBeKa,
MWKPOKOCMa, MPOYHO CBA3AHO C CUMBOJIMKON PYKW.
3TO OAWMH U3 BaXKHENLUNX CMMBOJIOB MUPO3AaHUA B
KUTaMCKOWN, ANOHCKOW, KeNbTCKOW W APYruX Tpaju-
umax. Jna MycynbmaH 3TO UMCIO cumTaeTca bnaro-
TBOPHbLIM W 3aLUUTHBIM CMMBOJIOM W BbIpaXaeT NATb
ctonnoB Vcnama: Bepa, MOAWTBA, MaJOMHUYECTBO,
Muaocepame 1 noct. JlaHHoe Yncno He CToAb Mony-
NAPHO KaK UMbl «TPU» UK «YeTbipe», HO BCe Xe
MMeeT onpeseseHHyH CUMBOAWKY B THOPKCKOM Kyb-

«Five» in many cultures is the symbol of man, of
the microcosm, firmly linked to the symbolism of
the hand. It is one of the most important symbols
of creation in Chinese, Japanese, Celtic and other
traditions. For Muslims, this number is considered
a symbol of healing and protection and represents
the five pillars of Islam: faith, prayer, pilgrimage,
mercy and fasting. This number is not as popular as
the numbers «three» or «four», but still has a certain
symbolism in Turkic culture. In Kazakh culture, the
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6enrini 6ip cumeonmamre me. Kazak MafeHUETIH-
Ae OyN CaHHbIH HbIWAHABIK MOHI eH, anjbiMeH Ka-
3ak, 3nocbiHaa benceHai Typae kesgeceTiH «bec
Kapy» — «ep kapybl — 6ec kapy» yfbIMblHAA Kepi-
Hegi. «bec Kapy»: nakTblpaTblH, KeCETiH, WabaTbIH,
WaHLWbIM COfaTblH XaHe coknajbl kapynap 6oabin
6eniHeai, onapabl KeMeniHe AeWiH MeHrepy Hafbl3
WwabaHAo3 — >XayblHrepAiH, 6acTbl apTbIKLbIIbIFbI
60.bin Tabblnagbl. byn MafbiHaga «bec» Kyl -KyaT-
Tbl, bipnecTikTi 6ingipeai, byn «bec bapmak >XKnHan-
ca, XyAblpblk 6onaabl» AereH Makan-maTtenge fe
KkepiHegi. byn caH asgaMHbIH, epeklle kabineTtepiH
Je KepceTe anasbl: «bec acnan agam» — ce3be-ces:
6ec KypanablH WeCi, SFHN «anTblH Kongapbl bap»,
AapblHAbI afaM.

ANTbl
WECTb
ALTY / SIX

ONIEMAIK M3JEHMETTE «aNTbl» CaHbIHbIH CUMBOAN-
Kacbl ©Te anyaH TypAai: YHAICTaHAa KEHiCTIKTiH, anTbl
e/eMiH (KoFfapbl, TOMEH, apTKa, ajifa, COJIFa, OHFa)
b6enHenensi; an nudaropwbinap apacbiHAa — Ke3-
AEeNCOoKTbIK, CITTiNIK HeMece bakbIT 6enrici. Xpu-
CTUAHAbBIKTA anTblAblK KEMeNAiK, TONbIKTbIK XoHe
KapaTblbICTbIH, anTbl KYHiH Bingipeai.

Typki MageHueTiHae Oyn CaHHbIH epeklle MaHbl-
34bl KepiHicTepi 6alikanMagbl. KasakTbiH, SUrini
«AnTbl anawTbliH 6anackl» AereH ce3i KeH MafbiHaja
«XanblKkTap ofafbl» AereHai bingipeai. byn epHekke
KaTbICTbl HaKTbl XXdHe CeHiMai aepekTep bekiTinme-
reH. bipak «anTbl anaw» yfFbiMbl TYPKi XaablKTapbl-
HblH, COHbIH iWiHAE Ka3aKTapAblH, TaTapaapabliH,
GalKypTTapabiH, Kblpfbi3gapablH, XoHe T.6.-HblH,
exenri Opta Asuanblk bipaectiriH 6ingipeai gen
6onxxayfa 6onagbl.

XETI
CEMb
ZHETI / SEVEN

«XKeTi» — KacneTTi CcaH >XoHe d/JeMHIiH KenTereH
MaJeHMeTTepiHAE KyAalnbIKTbiH, HblWaHbl. Exen-
ri rpektep Oy caHAbl eH >KOfapbl KeMengik zen
TaHblAbl, COHbIMEH Katap on AduHa KyAahblHbIH
aTpunbyThl 6oNAbI.

Kazak MaaeHMeTiHIH, 6apablk Kueni caHAapblHbIH,
iWiHAE «KeTi Wennek», «XeTi aTa», «KeTi XapFbl»,
«KEeTi Ka3blHa», «XKeTi XYT» XaHe T.6. canTrapbiH-
Ja KepiHiC TankaH «KeTi» CaHbl anpbiKlla OPbIH
anagbl. XKaHa XbINAblH anfalikbl WyakTbl KYHAEPIH
beliHenenTiH Haypbi3 KeXeHi AaliblHAayaa >XeTi
TYPAi a3blKTbl NarifanaHy kepek. «XKeTi» caHbIHbIH
CMMBOAMN3MI Ka3aKTapAblH 91eMZAiK TapTin Typanbl
AOCTYPAI TYCIHIKTEPIH KepceTedi: OHAA TO/bIKTbIK,
VFbIMbI XKaTblp, XETICTIK MaHi — Weri XaHapTblafaH
(«KeT» — MMNepaTuBTI «KeTy», XEeTy, XeTy ).
«XeTi» CcaHbIHbIH, CMMBOAM3MI 8/NEeMHIH, TaHipaik
6eliHeCiHiH TyTacTblFbIH bepegi faen 6onxayra 60-
nagbl: yw 6enikTi TiK XXaHe TepT XaKTbl KOJAAEHEH,
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Type. B Kkazaxckon Ky/nbType CMMBOJIMUYECKOe 3Have-
HWe JaHHOro uucna npexge BCEro NPOoSBAAETCA B
noHATUN «bec kapy» — «ep kapybl — 6ec kapy» (nATb
OPY>KNi1), KOTOPOE aKTUBHO PUIypUpPYeT B Ka3axCKoM
anoce. «bec kapy» nogpaszgenserca Ha: MeTaTe/ibHoe,
pexyliee, pybsLiee, KoOLWEee U yaapHOE OpYyXKe,
BNajleHVe KOTOPbIMW B COBEPLUEHCTBE COCTaBAAET
rnaBHOe JOCTOMHCTBO HACTOALLEro AXWUrnta — BOW-
Ha. B 3ToMm 3HaueHumn «bec» (NATb) BbIpaXkaeT cuay,
o6berHEeHNe, UTO BbIpaXkaeTcs ele U B NOC/AOBU-
ue «bec bapMak XMHaNCa, XyablpblK 60naabl» («Co-
H6paHHble BOEAMHO MATb NasjbLEB CO34at0T Ky/aKk»).
3TO UMCNO MOXET YKasblBaTb M Ha UCKNKOUUTESIbHbIE
CNocobHOCTM yenoBeka: «bec acnan agam» — OyKB.:
yenoBeK, BAAAEHOLWMIA MATbHO WHCTPYMEHTaMu, T.e.
VMEOLL NI «3010Tble PYKU», TaNaHTAUBBIW.

symbolic meaning of this number is manifested
mainly in the concept of «bes gqaru» — «er qaru — bes
garu» (five weapons), which actively appears in the
Kazakh era. «Bes garu» is divided into: Throwing,
cutting, stabbing and striking weapons, possession
of which in perfection is the main advantage of a
real dzigit — a warrior. In this meaning «bes» (five)
expresses strength, unity, which is also expressed in
the proverb «bes barmaq zhudyryk bolady» («five
fingers put together make a fist»). This number can
also indicate the extraordinary abilities of a person:
«bes aspap adam» — literally: a person who has five
instruments, i.e. has «golden hands», is talented.

B MupoBoOl kynbType cMMBOAMKA LMOPbI «lLECTb»
BeCbMa pa3HoobpasHa: B IHAMM OHa cMMBOAU3NPY-
€T LWeCTb U3MePEHNIN NPOCTPAHCTBa (BBEPX, BHU3, Ha-
3aj, Brnepej, HaseBo, Hanpago); a y nudaropenie —
3HaK Cay4yad, ygadnm uam cyactbA. B XPUCTNaHCTBE
LecTepka CMMBOAU3MPYET COBEPLUEHCTBO, MOAHOTY
W LWeCTb AHEeW TBOPEHUS.

Kakux-nmb6o 0cobo 3HauMMbIX MPOSBAEHUA 3TON
UMOPLI B THOPKCKOW Ky/nbType He 3ameuyeHo. W3-
BECTHbIM Ka3axCKNM W3PeUYEeHWeM SBJSETCA «anThl
anawTblH 6anacbl» (ByKB.: A€TUW WECTN HapOAHOCTEN),
UTO B LUIMPOKOM CMbIC/IE O3HAYaET «COK3 HAPOAO0B».
TOUHBIX 1 LJOCTOBEPHbIX A@HHbIX OTHOCUTE/IBHO 3TOMO
BblpaXeHus He dukcmpyeTtcs. Ho MOXxHO nonararts,
4YTO MOJ MOHATMEM «anTbl ajnall» NoApasymMeBaeT-
€ ApeBHee LEHTpasbHO-a3naTckoe Ob6befuHeHue
TIOPKCKMX HapOJZOB, BKAHOYaOLLee Ka3axoB, TaTtap,
6aLUKNPOB, KbIPrbI30B U Ap.

In world culture, the symbolism of the number «six»
is very diverse: in India it symbolizes six dimensions
of space (top, bottom, back, front, left, right); and
among the Pythagoreans — a sign of chance, luck or
fortune. In Christianity, the six symbolize perfection,
fullness and the six days of creation.

In Turkic culture there are no particularly significant
manifestations of this number. The famous Kazakh
proverb is «alty alashtyn balasy» (letters: children
of six nationalities), which in the broadest sense
means «unification of peoples». Exact and reliable
data about this expression are not known. However,
it can be assumed that the term «alty alash» means
the ancient Central Asian unification of Turkic
peoples, including Kazakhs, Tatars, Bashkirs, Kyrgyz,
and so on.

CeMb» — CBALLEHHOE UYMCIO U CMMBON BOXECTBEH-
HOCTVM BO MHOIUX KyAbTypax Mmupa. [peBHue rpeku
npu3HaBaaM 3a 3TUM YMCIOM BblCOYaiillee cOBep-
LLEHCTBO, @ Tak>XXe OHO fBASOCh aTPUBYyTOM BOrvHM
AdvHbL.

Cpegau Bcex cakpasibHbIX YMCEN Ka3axCKOW KyNbTy-
pbl «CEMb» 3aHUMaeT ocoboe MecCTo, UTO Bblpaxa-
eTcA B obpage «keTi wennek» (MOMUHaHWeE apy-
axoB), «keTi aTa» (3HaHMe CeMV MPeAKOB), «XKeTi
Xapfbl» (CEMb 3aKOHOB), «XKeTi Ka3blHa» (cemMb
60raTtcTB/A0CTOAHNIA HACTOALLErO AXWUINTA), «XKETi
XyT» (cemMb 6ea) u ap. B npurotoeneHnn Hay-
pbi3-Kexe, onuueTBopArOLWLEro MnepBble CONHEY-
Hble AHM HOBOTO rosa, He06xoANMO NCMONb30BaTb
ceMb uWHrpeameHtoB. CMMBOAMKA YMCla «CEMb»
oTpaxaeT TpajAMUMOHHble NpeacTaBieHUA Kasa-
XOB O MUPOYCTPOWCTBE: B HEM KPOETCH MOHWUMa-
HWe 3aBepLUIEHHOCTWN, aKTyanumsmpyeTca 3HayeHune
[OCTUXEHMA — nNpegena («KeT» — MMNepaTmB «A0-
CTUFHWU», gonan, aobepuck). MOXHO nonaratb, YTO
CMMBOJIMKA YMCNa «CeMb» MepegaeT LeNoCTHOCTb
TEHIPUAHCKOW KapTUHbI MUpa: TpexyacTHas BepTu-
Kajlb N YeTbIPEXCTOPOHHAA rOPN30OHTaNb.

«Seven» is a sacred number and a symbol of
divinity in many cultures around the world. The
ancient Greeks recognized this number as the
highest perfection, and it was an attribute of the
goddess Athena.

Among all sacral numbers of Kazakh culture «seven»
occupies a special place, which is expressed in the
rite «zheti shelpek» (commemoration of Aruakh),
«zheti ata» (knowledge of seven ancestors), «zheti
zhargy» (seven laws), «zheti gazyna» (seven riches/
assets of the present dzigit), «zheti zhlat» (seven
difficulties) and others. Seven ingredients must also
be used in the preparation of Nauryz-Kozhe, which
embodies the first sunny days of the new year.
The symbolism of the number «seven» reflects the
traditional ideas of Kazakhs about the world order:
it is the understanding of completeness, updates
the meaning of achievement — the limit («zhet» —
the imperative of «reach», arrive).
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CETI3
BOCEMb
SEGIZ / EIGHT

ONeMaiKk MaAeHUEeTTeri «Ceri3» CaHbl KeMengik
MeH TOMbIKTbIK HblWaHbl peTiHae apekeT eTeai. Ka-
3aK MOJEHMETIHAEr KeMen Ty/ifa Typaibl A3CTypi
ovi-nikipnep cblibiMAbl nagnoma — «Ceriz Kbipbl,
6ip cblpsbl», cemaHTMKanblk aysapmaga «Ceris
KblpAbl Bip TyTac 60AMbIC» AereH MaFfblHaHbl 6in-
Aipeai. OaeTTe, KasakTap AapblHAbl ajam — Kose-
HepLwi, akblH, KynLwWi, 6akcbl XaHe T.6. Typasbl OCbl-
Nan antaabl.

«Ceri3» caHbl afjlaM TaHbIMbIHbIH/TIHIPAIK pyxaHu
iNIMiIHIH, MOH-MafblHaCbIHbIH, 9P Canajafbl XETICTi-
riHiH, 6enrici, Gyn ceri3 gapblH, Ceri3 cypanbla, Cceris
3aT XaHe T.6. neneHyiHge kepiHeai. Cerizgik — fa-
namablk TayablH Onemaeri >Kanfbi3 LblHbIHA —
ToHipAiK asaMblHblH, pyXaHW AaMyblHbIH, eH 6uik
HyKTeCiHe anapaTblH CaTbl/ibl, KeAip-0byabip XO.

TO¥FbI3
AEBATb
TOGYZ / NINE

ONIeMAIK M3JeHUeTTe TOFbI3 IPTYpP/i KeninTe Kepi-
Hegi: Excenri Tpeunsga 6yn eHep MeH FblbIMHbIH, Xe-
6eyLlinepi — TOFbI3 My3a, €Xeri HemicTepae TOFbI3
XaHyapablH, KypbaHAblkKa LWasblHybl, Mals YHAi-
CTepiHAe TOFbI3 Xep acTbl dNeMi Typanbl ceHim bap
>aHe T.6. byn caH kenTereH MaseHmeTTepae BiNiMHIH,
JAaHanbIKTbIH, TafAblpAblH, 6iniM GepyaiH, HbiwaHbl
601bIN caHanabl.

KazakTapsa «TOfbl3» CaHbl 3aHAbl TYPAE FYPbINTbIK
CaHfa XaTadbl XaHe Ka/blHAbIKTbIH TOfbI3 3aTblH-
4a (9 kepne, 9 Typai bigbIC XaHe T.6.) KanTanaHazbl.
KasakTap MeH MOHfonjapaa TOFbI3 caHbl Kueni ca-
HasifaH, XaHfa TapTy 9 3atTaH (9 XblaKbl); by anbin-
NyAAblH Aa caHbl 60a4bl. BalireHin, Colinblfbl @ TOFbI3
60AbIn ecentengi. Tyne, BYPKIT, XblAKbl, CUbIP, KYJ/bIH,
KOW, eLKki, Kinem, TOH Hemece 6acka TOFbl3 KyH-
AbIbIKTaH TypaTblH XXblIKbl MECIHIH, XXYAAEeCi OCbIH-
Jan 6onabl [2, 75 6.].

©36eK yineHy TOlMblHa TOfbl3 TafaM JaWiblHAaNAbl.
EpTese kenbip Typki XanbiKTapbl Tin-ke3geH cakray
YLWiH ©3 6anacbliH caTbin any AscTypi 6osfaH, oHAA
Tenem peTiHae 9 3aT 6epinreH. MyHaal 6anafa Tofbl-
3aK Hemece Catbibangbl ecimi 6epinreH.

TypKi XaHAapPbIHbIH, eCiMAepi TOFbI3 3NUTETNEH Cylie-
MenAeHA,.

Typkinepae «TOfbI3» CaHbl aybi3lla CaHayAblH, ©3iHAiK
weri 6onfaH. MyHbl Ka3akTblH, KeHe OlblHbl — TOFbI-
3kyManak 6eilHenensi, oHaa bipkatap maTemaTuka-
NblK SPEKETTEP KONAaHbINAAbI: KOCY, a3alTy, KebenTy
XoHe 6eny, «TacTapiblH, YANeciMAi OpHbIH KypyFa
GafblTTanfaH, Oyn MaHbI3abl Kafuga 6oabin Tabblna-
Jbl XXOHE OMbIHLbIHbIH, WebepAiriH aHbIKTangbl» [8].

YXUbIPMA BEC
ABAALATb MATb
ZHIYRMA BES / TWENTY FIVE
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Kasak maseHueTiHaeri eneyni caHaapablH 6ipi —
«kublpMa 6ec» caHbl. XXynpik >acTblK Typaibl
ou-nikipaep oHbIMeH HanaHbICTbI (B1rini «XKbipma
6ec» xanblk oHi), HBip Mywen «25» caHblHa Tyceai
XoHe on 6al Kasak KaJblHAbIFbIHbIH >acayblHAa
fa kesgecegi. byn Typanel M. Oye3oBke cinteme
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Yncno «BoceMb» B MUPOBOW Ky/bType BbICTyna-
eT KakK CMMBOJ COBEpLUEeHCTBa M 3aBepLUEHHOCTW.
TpagMUMOHHbIE MpeAcTaBAeHMs O COBepLlUeH-
HOM 4esioBeKe B Ka3axCKOW KyNbType BbipaXkeHbl
B eMKOl ngmome — «Ceris kbipbl, 6ip Cbipbl», B
CMbICIOBOM MepeBoje o3Havarowas «Bocemb rpa-
Hel — OiHa LLeNoCTHan CyTb». Tak 06bIYHO rOBOPAT
Ka3axu o6 oflapeHHOM 4YesioBeke — peMec/eHHMKe,
aKblHe, My3blkaHTe, 6aKchbl 1 T.4.

Yncno «BocemMb» — CUMBOJ NMO3HAHWUA/AOCTUXKEH NS
YesIOBEKOM CYTW TEHrPUMaHCKOro AyXOBHOroO yue-
HWA B pasHbIX cdepax, 3TO BblpaxaeTcs B obnaja-
HVMW BOCEMbIO TafaHTaMu, BOCEMbIO CTUXUSAMU, BO-
ceMblo MaTepuamMun 1 T.4. Bocemb — cTyneHuaThIl,
TEPHUCTbIA NYTb K OAHON eAUHCTBEHHON BO Bce-
NeHHol BepwnHe Muposow lopbl — BbiCLIEN TOU-
Ke AYXOBHOIO pPa3BUTWS TEHIPUAHCKOTO YenoBeKa.

The number «eight» is considered a symbol of
perfection and completenessin world culture. The
traditional ideas about the perfect man in Kazakh
culture are expressed in a great idiom — «Segiz
Qyrly, bir syrly», which in semantic translation
means «Eight faces — a single essence». Kazakhs
usually say this about a talented person - a
craftsman, akyn, musician, bagsy, etc.

The number «Eight» is a symbol of knowledge/
achievement of the essence of Tengrian spiritual
teachings in different spheres, it is expressed in the
possession of eight talents, eight elements, eight
matters, etc. Eight — gradual, thorny path to a single
peak of the world mountain in the universe - the
highest point of spiritual development of the
Tengrian man.

[eBsATKa B MMPOBOW KyAbType NpOosABAAETCSA B pas-
HbIX Mnoctacsx: B JpeBHen peumn — 310 AeBATb
MY3 — MOKPOBUTENIbHUL, NCKYCCTBA U HayKW, Y ApeB-
HWX repMaHLLeB XepTBa U3 AeBATU XXUBOTHBIX, Y UH-
fenueB Mals CyllecTByeT NoBepbe O AEBATU MOA-
3eMHbIX MUpPax U T.A4. OTO 4MCNO B BONbLIMHCTBE
KyAbTyp CUMTanN CUMMBOJIOM 3HaHWUA, MYAPOCTH,
cyAbbbl, 0bpasoBaHms.

Y Ka3axoB UMCNO «AeBATb» MO MpaBy OTHOCUTCA K
PUTYanbHbIM U PEenpoayLnpyeTCs B AEBATU Mpea-
MeTax npugaHHoro HesecTbl (9 ogesn, 9 Buaos
nocyabl 1 T.4.). Y KazaxoB M MOHIFOJ0B YNCNO Ae-
BATb CUMTANOChb CBALWEHHbIM, Aap XaHy COCTOfN
n3 9 npeametos (9 nowagemn); 3To 66110 N YNCAOM
wrpada. Harpasga 3a banry Toxe mcumcasanacb ge-
BATKOW. TakoBbIM Obl1 NpU3 BAageNbLy CKakyHa,
COCTONBLWNI U3 Bepbatofa, opna, KOHS, KOPOBbI,
xepebeHka, 0BLbl, KO3bl, KOBPA, LWY6bl AW UHbIX Ae-
BATU LEHHOCTEN B Pa3/IMYHbIX coyeTaHumsx [2, c. 75].

[eBaTb 62104 roToBUAN Ha y3bekckyto cBagbby. B
MPOLUNOM Y HEKOTOPbIX THOPKCKUX HapoAoB HbiTO-
Ba/ oOblYail Kynanm cobCTBeHHOro pebeHka B Lie-
NIX OXpaHeHMa OT MOopYM, rAe B KayecTBe Mnaathbl
fasann 9 npegmeToB. ViMsa Takomy pebeHky gaBanu
Tofbizak nan Catblibangbl.

NmeHa THOPKCKMX XaHOB COMPOBOXAannNCb AeBA-
TbHO 3NUTETAMMN.

Y TIOPKOB UNCAUTENBbHOE «AEBATb» ObINO CBOEO-
H6pa3HbIM NpesenoM CNOBECHO Ha3blBaeMOro Moj-
cyeTa. TO UANOCTPUPYET N CTapPUHHAsA Ka3axckKas
nrpa — TOFbI3 KyMasak, B KOTOPOM UCMOJb3yHTCA
P4 MaTeMaTUYECKUX AEUCTBUIA: CNOXKEHUE, BblUN-
TaHWe, YMHOXEHWE U feNeHue, HanpaBJJeHHble Ha
CO3jaHNe «rapMOHUYECKOM MO3ULNN KaMHEN, KO-
TOpas ABASETCS BaXKHEWLWMM MPUHLMMIOM U onpe-
Aenset MacTepcTBo nrpoka» [8].

The nine in the world culture manifests itself in various
hypostases: in ancient Greece — it is nine muses —
the patrons of art and science, the ancient German
sacrifices of nine animals, there is a belief among the
Mayan Indians about the nine underground worlds,
etc. This number was considered by most cultures
as a symbol of knowledge, wisdom, destiny and
education.

Among the Kazakhs, the number «nine» rightly refers
to rituals and is found in nine items of the bride’s
dowry (9 blankets, 9 types of dishes, etc.). Among
the Kazakhs and Mongols, the number nine was also
considered sacred, and the khan's gift consisted of
nine items (nine horses); this was also the number
of the fine. The reward for the baiga was also nine.
Thus, the prize for the bearer of the horse consisted
of a camel, an eagle, a horse, a cow, a foal, a sheep,
a goat, a carpet, a fur coat, or other nine values in
various combinations [2, p.75].

Nine courses were prepared for the Uzbek wedding.
In the past, some Turkic peoples had the custom of
buying their own child to protect it from harm and
giving 9 items in return. Such a child was called
Togyzak or Satybaldy.

Moreover, the names of the Turkic khans were
accompanied by nine epithets.

Among the Turks the number «nine» was a kind of
orally mentioned limit of counting. This is proved
by the ancient Kazakh game Togyz Kumalak, which
uses a number of mathematical actions: Addition,
subtraction, multiplication and division, with the aim
of achieving a «harmonious position of the stones,
which is the main principle and determines the ability
of the player» [8].

MpeactaBneHns O ANXOM MONOAOCTM (M3BeECTHas
HapogHas necHsa «<KublpMma 6ec»), 0OAWH U3 MyLle-
Nent NMPUXOANTCS Ha YMcno «25», a Takxke oHO ¢u-
rypupyet B npugaHHOM 60raToi Ka3axckoin Hese-
ctbl. O6 3TOM, ccbinasicb Ha M. AyasoBa, oTMeuvaeT
E. H. )KaHnewncoB: npuaaHHoe HeBeCTbl UMesno cyeT

One of the most important numbers in Kazakh
culture is the number 25. It is associated with the
idea of a dashing youth (a famous folk song of a
zhiyrma bes), one of the mushel falls on the number
25, and this number appears in the dowry of a rich
Kazakh bride. Regarding this, E. N.Zhanpeisov,
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>acan oTbipbin, E. H. XaHnewicoB: KanblHAbIKTbIH,
>acayblHblH caHbl XublpMa 6ec 6ongbl. On KokaH
KepyeHiHEH >y3 KOWfa caTbil aiblHfaH Xibek
KinemMHeH 6acTtangbl. OfaH KeliH >XublpMa b6ec
CaHAbIK. Kelinek, Tecek-OpHbI, AacTapxaH, blablC-a-
K, XacTblk, kepne — 6bapablfbl XUbipMa bec faHa
6onabl. TinTi, cyviek otonbl Buik KepeyeTTiH Xibek
MaTaZaH TiriareH kepne-xacTbiKTapbl Aa CON CaHfa
colikec kenreH [2, 71-72 6.]. COHbIMEH, Ka3ak Ma-
AeHueTiHaeri «25» caHbl TOMLIKTbIKTbI, 6enrini 6ip
asKTanyAbl, TYTaCTbIKThl, Bip Hopcere KO XeTKi3y
CaTiH bingipeai aen 6onxayra 6onagbl.

KbIPbIK
COPOK
QYRYQ / FOURTY

byn caH anempik >XaHe Typki MoAeHUETIHAEr eH,
TONbIKTbIpbIAfaHAaPAbIH 6ipi 60bIN Tabblnaabl, 01
CanT-AaCTYpP MadjeHueTi MeH donbkaopbiHaa 6en-
ceHai Typae kepiHeai. Mbicanbl, 6yn caH bubavaga
XWi anTeinagel (40 Xbin WwWenje XypreH espennep,
VcaHbiH xepgae 40 kyH 6onfaHbl XaHe T1.6.); NHayn-
3M AyfanapblHbliH, kenwiniriHae 40 wnok (>kyn) 6ap.

Kasaktapsa «banaHbl KblpKblHaH LblFapy» blpbl-
Mbl, COHZa-ak Xepaey-ecke any fypbinTapbiHAaFbl
Heri3ri KyHAepaiH, 6ipi. Kbipblk KyHre aeniH 6ana
3yNbIM  pPYXTapAblH 3USAHAbI 9CEPIHEH «KOpFas-
MafaH» 60/bIN caHanajbl, COHAbIKTaH «KblPKbIHAH
Wblfapy» bIPbIMbIHbIH, HanaHblH Tipinep anemiHe
€HYiHiH, HbllaHAbIK MaHI 6ap: anfawl peT OHbIH
TblpHaK-LWaLllbl aablHbIN, FYPbIATbHIK LIOMbIAALIPY
OpblHAANaAbl, CoAaH KeliH paciMre KaTblCyLbl-
Napfa MO AacTapxaH >albliaabl.

Xepney-ecke any pacimaepiHae Kbipblk KyH 3py-
aKTap aJeMiHe KewyaiH MaHbi3abl Ke3eHi 60abin
caHanagbl. Kasak kanTblc 6onfaH afaMHbIH XaHbl
KbIPbIK KYHHEH KeWiH YAAEeH KeTeai Aen ecenTena,i.
CaH 6yn xafaansa Onemaep (Matepuanibik XaHe
MaTepuaniblk eMec) apacbiHAafbl WekapaHblH 6ip
TYpiH B6ingipegi.

Bbyn caHHbIH Ka3ak MageHweTiHAeri TaHbanaHybIH
«KblpbIK» AereH Kypamgaacbl 6ap TypakTbl Tipke-
CTep MEH HaKbl/ Co3ep KOpPCeTeli: «XKakCbl aTaHbIH,
apyafbl KbIpblK Xbl1 Cynpeigi», 6yn mafblHanbIK
aysapmaga «ake pyxbl 40 Xbln 60Mbl cakTangpl»
aereHpi 6ingipegi.

XY3
CTO
ZHUZ / ONE HUNDRED

Kasak MaseHMeTiHAe «XKy3» CaHbl Ja MaHbI34bl.
XKakblHAbIK MeH TYbICTbIKTbIH MOH-MafblHacbl «Kyi-
ey — XY3 XbIAAbIK, KYAa — MblH XbINAbIK» AereH
ce3 epHeriHje kepiHegi. bearini atHorpa¢ L. X. 0
TokTabaeBaHbIH, MiKipiHWeE, OHblIH M3H-MafblHaCh
Y3 Xbl1 ©MIp CYPeTiH TybiCTap MeH kyiney bana
apacblHAafbl KapbIM-KaTbIHACTbIH, YaKbIT Ke3€eH-
AepiH KepceTeai, an apanac-kypanac bosnfaH oTba-
Cbllap MeH oJlapAblH, ypnakTapbl >XXWblPMAChIHLWbI
yprakka AeliH KaTblHaca anagbl, 6yn MblH Xblafa
napa-nap [9, 14 6.].

Byn caHHbIH MaHbI3AbIbIFbIH Ka3aKTapAblH YL
«©Ky3aeH», afHW ¥abl, OpTta xaHe Kiwi >Xy3aeH
TYpaTbiH A3CTYPAi KypaMmbl aa ganenpengi. «XKys»
CO3iHiH, ceMaHTuKacbl onapAablH, b6ip ayneTTiH afa-
iHiCi: yNKeH, opTa, Kiwi MapTebeciH aHbiKTayblHa
KapamacTaH, oflapAblH TEHAITIH KepceTea,.
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ABaguatbe nNAaTb. OHO HayMHaANOCb C KYMJAEHHOrO
Yy KOKaHACKOro KapaBaHa 3a CTO OBel, LUeSKOBO-
ro kospa. [lanee wan — aBaguaTb NATb CYHAYKOB.
MnaTbe, Oenbe, ckaTepTw, NOCyAa, NOAyLKU, ofe-
fna — Bcero 6bLIO NO ABajuaTh NATb WTYK. [axe
ybpaHCTBO BbICOKOWN KPOBaTN C KOCTAHOM pe3bbol,
CcAeNaHHOe W3 LIeNKOBbIX TKaHel, COOTBETCTBOBA-
N0 TOW Xe undpe [2, ¢. 71-72]. TeM caMblM MOXHO
NPeanoNoXUTb, UTO YNCNO «25» B Ka3axCcKOW Kyb-
Type O3HauyaeT MOJIHOTY, HEeKYH 3aBepLUEHHOCTb,
LEeNOCTHOCTb, MOMEHT AOCTUXEHNA Yero-anbo.

citing M. Auezov, notes: the bride's dowry was
twenty-five. It began with a caravan from Kokand
bought for a hundred sheep silk carpet. Then
went — twenty-five chests. Dress, linen, tablecloths,
dishes, pillows, blankets — twenty-five in total. Even
the decoration of the loft bed with bone carvings,
which were made of silk fabrics, corresponded to
the same number [2, pp. 71-72]. We can assume
that the number 25 in Kazakh culture means
completeness, a certain perfection, integrity, the
moment of completion of something.

3TO UMCNO OAHO U3 COoAep>KaTeNbHO HaMOJHEHHbIX
B MWUPOBOW N THOPKCKOM Ky/AbType, KOTopas akTuB-
HO MPOSBASETCA B 0OPAAOBONA KynbType u Gosb-
knope. K npumepy, B bubanm yacto ynommHaetcs
3TO uncno (40 net CTpaHCTBUIA €BPEEB B MYCTbIHE,
40 pHen npebbiBaHus Wucyca Ha 3emne un T.4.);
60NbLINHCTBO WMHAYUCTCKUX MOJUTB COAEPXKUTCS
40 wnok (4ByCTULWNIA).

Y ka3zaxoB obpsj COpOKOBMHbI pebeHka «banaHbl
KbIPKbIHaH LWblfapy», a TakXXe OAHa W3 AaT B NOXO-
POHHO-NOMWHaNbHOM 06psAAHOCTM Ka3axoB. o co-
poka AHel pebeHOK CUMTaeTCcs «He3alMLEeHHbIM»
OT BPEAOHOCHOIO BAUSHWA 3/bIX AYXOB, MO3TOMY
06pAA «KblpKblHaH LWbIfapy» WMeeT CUMBOUYE-
CKO€ 3HaUeHMe BXOXAEeHUs pebeHka B MUP XUBbIX:
€My MepBbIl pa3 CTPUTYT HOTTW, BOJAOCHI, MPOM3BO-
AST pUTyasbHOE OMOBEHME, a NMOC/Ie HaKpbiBaeTCs
boratbli facTapxaH A4 y4aCTHUKOB obpsAsa.

B noxopoHHO-NOMMHaAbHOW 0BPSAAHOCTM — COPOK
AHeD’I TakK>XXe CYUTaeTCA Ba>KHbIM 3Tarnom nepexosa
B MMpP apyaxoB. Y Ka3axoB CYMTAEeTCs, YTO nocse
COPOKOBWH AyLla YCOMLIEero yxoamT u3 goma. Yuc-
J1I0 CUMBOIU3MPYET B 3TUX CAyyasax cBoeobpasHyto
rpaHb mexay Mupamu (MaTepuanbHbIM U HemaTe-
puanbHbIM).

Ha cvmBO/AM3aumMio JaHHOrO 4ucna B Ka3axckowm
Ky/bType YKa3blBalOT YCTOMUMBbIE BbIpaXeHWUs U
MOroBOPKM C KOMMOHEHTOM KbIPbIK: «>XKaKCbl aTta-
HblH apyafbl KblpblK XblA CYWpeni», Uuto B CMbIC-
JIOBOM MepeBoje 03HayvaeT «Ayx oTua/ctapua obe-
peraet 40 net».

This number is one of the most revealing in the world
and Turkic culture, which is actively manifested in
ritual culture and folklore. For example, this number
is often mentioned in the Bible (40 years of the
Jewish wandering in the desert, 40 days of Jesus'
stay on earth, etc.); most Hindu prayers contain 40
Schloks (couplets).

Among the Kazakhs — the ceremony of the forty
days of the child (balany qgyrgynan shygaru), as
well as one of the dates in the funeral ritual of the
Kazakhs. Up to forty days the child is considered
«unprotected» from the harmful influence of evil
spirits, so this ritual is of great importance for the
baby — he first cut his nails, hair, make ritual bath,
and then with a rich dastarhan for the participants
of the ceremony.

In the funeral ritual — forty days is also considered
an important part. Among Kazakhs, it is believed
that the soul of the deceased leaves after 40 years.
The number in these cases symbolizes the special
distinction between the worlds (material and
immaterial).

The symbolization of this number in Kazakh culture
is indicated by the stable expressions and sayings
with the component qyryq: «Zhaqsy atanyf aruagy
qyryq zhyl siireidi», which in semantic translation
means «the spirit of the father/old man protects
40 years».

BaxxHoe 3HaueHMe B Ka3axCKOW Ky/abType MUMeeT
M UNCNO «XKY3» — «CTO». 3HAYMMOCTb 6AM30CTN U
NOPOAHEHHOCTN OTPaXkaeTcsa B C/eAytoleM Bbipa-
XeHun: «Kyrey — xy3 XblAgbIK, Kyaa — MblH, XblJ-
AblK» («38Tb — Ha CTO IeT, CBaTbl — Ha TbicAuy»). 1o
MHEeHWUo0 m3BecTHoro sTHorpada L. XK. Toxtabae-
BOW ee CMbIC/ OTpaXkaeT BPEMEHHble OTPEe3KW B3a-
MMOOTHOLLIEHUN POACTBEHHWKOB C 3TEM, KOTOPbIN
MOXET MPOXWUTb CTO NET, a MOPOAHUBLLUNECH CEMbW
M NX NOTOMKWM MOTyT obLwatbca 40 ABaALATOrO KO-
NleHa, uTo NpupaBHMBaeETCA K Teicade neT [9, c. 14].

O 3HauYMMOCTX 3TOrO YMCNa rOBOPUT U TPaAULM-
OHHbIN COCTaB Ka3axoOB U3 TPeX «Xy30B» (COTHW):
Crapwwun, CpeaHuin n Maaawmin. CemaHTUKa cno-
Ba «XKYy3» yKa3blBaeT Ha MX PaBHOCTb, He B3Mpas Ha
onpegeneHns nUx crtatyca Kak 6paTbeB OAHOW ce-
MbMW: CTapLUNI, CPeAHUIA, MAAALWNNA.

The number «zhliz» — “hundred” is also significant
in Kazakh culture. The meaning of intimacy and
familiarity is reflected in the following expression:
«Kuieu — zhiiz zhyldyk, Quda — my# zhyldyk» («Son-
in-law — for a hundred years, matchmaker — for a
thousand years»). According to the well-known
ethnographer S. Zh. Tokhtabayeva, this meaning
reflects the period of relations between relatives
and the son-in-law, who can live a hundred years,
and the bred families and their descendants can
communicate until the age of twenty years, which
corresponds to a thousand years [9, p. 14].

The traditional division of the Kazakhs into zhiz
(Hundreds): Senior, Middle and Junior shows the
importance of this number.
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7.1 BUNIK NEH MEMJIEKETTIK
ATPUBYTTAPADbIH HbILWAHAAPDI

Bunik neH MemiekeTTiH, aTpubyTTapbl TaHbIMan >XaHe
JA2IMe-A3 TYCIHAIPINYi TIC: «OHbIH, 6enrinepiH TyCiH-
Aipy KOAbI alHanacblHAafblNapFa AekoaTayFa a3 Kyl
>KyMcaybl YLWiH MYMKIHAIMIHLIE allblK XaHe TYCIHIKTI
6onybl kepek» [1, 78 6.]. Ke3 kenreH xofapsbl 6unik/
MEMJIEKET >XapuaibliblkKa YMTblIajbl >9He 63iH
HakTbl benrinep MeH pamisgep TiNiHAe yCbiHagbI.

Byn 6eniMHIH Takpblpblbbl CaH KbIpAbl >XaHe Kasak,
MaJeHMeTiHe Tikenen katblcTbl. KazakTapablH, 6unik
Genrinepi MeH pamisgepi XoHe MeMAeKeTTiK aTpu-
6yTTapbl — COHfbl OHXbINAbIKTapAa faHa OTaHAbIK,
3epTTeyLlinepAiH Ha3apblHa iNiKKEeH FblNbIMU BiNiMHIH,
a3 3eptrenreH canacol (V. B. EpodeeBa, H. ATbifaes,
A. L. bumeHauesa, X. KyHaakbaeBa »aHe T.6. eH-
6ekTepi).

Ocbl xaHe backa fa fanbIMAapablH a3ipaeMenepiHe
cyneHe oTblpbin, «Kasak MageHWeTiHiH TaHbanapbl
MEH HblWaHAApbl 3HUMKAOMNEAMACBIHbIH»  aBTOp-
napbl TaHbagaH (pyablk G6enri) xeke kapyfa AewniHri
Ka3aKTblH, A9CTYpAi KOFaMbIHbIH, H6UAIK NeH MemJe-
KET paMi3ZepiHiH, yhaeciMAi XaHe TyTac XYyMeciHiH,
MaHbI3bl Kypamaac 6eniktepiH aHbikTasbl. byn 6en-
Fi-HbIWaHAbIK >Xylhee «eciM — atak» CUAKTbl aTtay-
nap, «keke Kkapy» cuakTbl GyHKLMOHaNAbIK 6enrinep
>K9He T.6. MaHbI3Zbl MaHre ue.



7.1 CAMBO/1bl B/IACTU
N TOCYAAPCTBEHHOW
ATPNBYTUKU

ATpnbyTInKa BAACTU M rocysapctea A0XHa 6bITb y3-
HaBaeMa ¥ afleKBaTHO UCTOJIKOBaHa: «KOA MHTeprpe-
Tauum ee 3HaKOB A0JIXKEH ObITb MaKCUMaabHO OTKPbIT
M MOHATEH OKPY>KatoLLMM, YTOObI OKpY>KaroLLme Tpa-
TUAN MWHUMaNbHbIE YCUANA Ha AeKoAnpoBaHue» [1,
c. 78]. Jltobas BepxoBHas BAaCTb/rocysapcTBO CTpe-
MUTCA K NYBANUYHOCTM M npe3eHTyeT cebs Ha s3blke
cneunduyeckmx 3HakoB 1 CMMBOJIOB.

TeMa AaHHOro pasgena MHOrorpaHHa u umeet nps-
MO€e OTHOLLUEHWE K Ka3axcKol KyabType. 3Hakn U CUM-
BOJIbl BAACTV U rOCYyAapPCTBEHHON aTpMBYTMKKN Ka3a-
XOB MasouccaesoBaHHas 061acTb HayYHOro 3HaHWS,
KOTOpas NnLb B NOCNEAHNE AeCATUETMS OKa3anachb
B MoJie BHMMaHMA OTEYeCTBEHHbIX MCCiesoBaTenen
(otMmeTum pabotbl . B. Epodeesoli, H. ATbiraesa,
A. L. BumeHamesa, X. KyHaakbaeBow 1 ap.).

OcHoBbIBasACb Ha pa3paboTkax 3TUX U APYrux ydye-
HbIX, aBTOPbl «JHUMKIONEAMN 3HAKOB U CUMBOJIOB
Ka3axckoM KynbTypbl» BblAesnan Hanbonee BaXHble
KOMMOHEHTbI CTPOWNHOM U LLeNIOCTHON CUCTEMbI CUM-
BOJIOB B/1aCTU U FOCYAapCTBa Ka3axckoro TpaanLMoH-
HOro obuecTBa OT TaMrn (PoAONAEMEHHOM 3HaK) A0
JIMYHOTO OpyXus. HemManoBaxxHOe 3HaueHWe B 3TON
3HaKOBO-CMMBOJIMYECKON CUCTEME 3aHMMAKOT Takume
NMEHOBaHWs KaK «UMSl — TUTY/», GYHKLMOHANbHbIN
3HaK Kak «JIMYHOE OpYXME» N Ap.

7.1 THE SYMBOLS OF POWER AND
STATE ATTRIBUTES

The attributes of authority and state should be
recognizable and appropriately interpreted: «The
interpretive code of their signs should be as open
and intelligible to others as possible, so that they
can be deciphered with a minimum of effort» [1,
p. 78]. Each supreme authority/state seeks publicity
and presents itself in the language of specific signs
and symbols.

The theme of this section is complex and directly
related to Kazakh culture. Signs and symbols of
authority and state paraphernalia of the Kazakhs
is a little explored field of scientific knowledge,
which only in recent decades came into the
focus of domestic researchers (note the works
of I. V. Yerofeyeva, N. Atygaev, A.S.Bimendiev,
Zh. Kundakbayeva, etc.).

Based on the development of these and other
scholars, the authors of the «Encyclopaedia of Signs
and Symbols of Kazakh Culture» have highlighted
the main components of the slender and integral
system of symbols of power and state of traditional
Kazakh society from tamga (tribal sign) to personal
weapons. Titles such as «<name - title», functional
signs such as «personal weapon» and others have
an important meaning in this symbolic system.
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ECIM / ATAK
MMA-TUTYN
ESIM / ATAQ/ NAME-TITLE

EciM — TypKi-MOHFON M3AEHMUETIHAEr  OUAIKTIH,
MaHbI34bl paMmi3gepiHiH, 6ipi. OHbIH >KapKbliH Mbl-
canbl peTiHge H.>K. MbiH6aeBTbIH, MiKipiHWe, ekKi
Kypamgac 6enikteH TypatblH LUbIHfbicXaH naya-
3bIM-€CIMi: LWbIH — «KOJ >XXeTrnec OuiKTik» XaHe Kac
«LWblHaMbl, Kahapabl», afHW LUbIH+Kac+xaH: «LbIH»,
«KOFapbl», «KywWTi xaH» [2]. CeMMOTUKa TYPFbICbIHAH
Xankpl ecim — 6enrini 6ip MarbiHacel Hbap 6enri [3,
115 6.]. Atay AWCKYpPCMBTI aknapaTTblH, >XacblpblH
Ma3MyHbIH «caKTarabl», runepbenri 6obin Tabbina-
4bl XXdHe OHbl MU peTiHAe TyCiHaipyre 6onaabl.

A. B. CynepaHckasHblH, [4] aliTybl 60MbIHWA, Typ-
Ki-MOHFON OpTacbiHAa A3CTyp OoWbIHWA yajapFa
Kac AylnaHAapbiHblH, ecimaepi bepingi, cebebi en-
TipiAreH >aynapablH KywWwi MeH Y/Abliblfbl aTbIMEH
Gipre aTanywbifa eTeai fen ceHreH. J1. H. TymuneBTiH,
nikipiHLe, «TypKinep eyponanbikTap CUAKTbI TyfaH-
HaH KanTbic bonFaHfa AeniH Bip eciMMeH XypmereH.
TYPKiHIH eciMi OHbIH KOfaMAafbl OPHbIH KallaHza
KepceTin oTblpasbl. bana kesiHge on nakan aTka me
60oAAbl, XITTTIK WaFblHAA LWeH, Kyney bonfaHaa aTak,
an xaH 6osca, HaKTbl caTbl XYyWeciHe Kapail sayasbl-
Mbl e3repren» [5, 90 6.].

MyHbl KenTereH >a3ba eckepTkiWwTep pacTalngpl,
onapAa afeTTte «ep aTbIM...» (MeHiH H6aTbip/ep aTbIM...)
©3iH-e3i TaHbICTbIpy ce3aepi Hap. MyHaan cesaep
KeHe TypKi KOfaMblHAaFbl OTOACbIHbIH, PYAbIH, Kafa-
HaTTblH, aTaMeKeHHiH, KopFayLbICbl 60AFaH ep agam-
HblIH, XOFapbl aneyMeTTik MapTebeciH kepceTeai. Xac
XIriT Kylrey-ayblHrep (ep/ap) KYPMeTTi aTafblH Tek
6acTamallbINbIK PACIMIHEH KEWiH, AFHWN aHLUbINbIK He-
Mece acKepw epilik acafaHHaH KeRiH faHa anjbl.

byn AacTyp Kkas3akTap apacbiHAa KepiHiC TankaH,
mblicanbl, Cabanak (>kacecnipim atbl) — 9biaMaHcyp
(>kankbl ecim) — Abblnan xaH (ecim-aTak). COHFbICbIH
OyFaH AeliH XoHFfap H6aTbipbl LLapbiwThl Xekne-xek-
Te XeHreH O6iIMaHCyp ©3iH XaH Aen pecMu xapusa-
NafaHHaH KeliH Kabbingaabl. XXapKbIH XaHe epekLuie
ecimgik 6enri xanblk apacbiHAa Analla xaH aTaHfaH
XakHa3zap xaHza kepiHeai. benrini KasakcTaHAbIK
Tapuxwsbl W.B. EpodeeBaHblH 3epTTeynepi OHbIH
TYPAI-TYCTi >KONaKTbl XanaT KWUKOAI COHre eHrisreH
anfalkbl Kasak XaHAapblHblH, 6ipi 60aybl MyMKiH
eKeHiH kepceTesi. MyHaal xanaTtap natwaibl (nat-
la MaTacbl) Aen atanaTtbiH Xibek maTtajaH TiriareH,
on TypAi-TycTi 6onfaH. «TypAai-TyCTi XoNaKTbl xanar,
9pWHe, KonjaH >acanfaH. byn Tek byxapa xaHpapbl
MEH O/lapAblH, XaKblH agaMaapbl, LEHEYHIKTepPi MeH
WweTendik KypMeTTi KOHakTapblHa faHa KOJIKETIMAi
6onatbiH bipeH-capaH gaHanapbl 6onatbiH» [6]. Je-
Mek, Analla xaH ereH epekile atay. XakkHa3ap xaH-
HblH, Ka3ak MemsekeTTifiriH KanbinTacTblpyafbl Ta-
pux¥ peniH acblpa 6afanay MyMKiH emec, ofaH Kasak
XaHAbIFbIHbIH, LUeKapacbliH KEHENTyre >aHe apTypAi
Tavnanapabl HipTyTac xanbikka GipikTipyre CiHipreH
eHberi Tvecini. LLamachbl, keMiHHeH «Analla» TePMUHI
KazakTapAblH >KayblHrepsik ypaHbiHbIH, CUHOHUMI
peTiHAe KondaHblna 6acTasbl, an Analia XaHHbIH, ©3i
KazakTapZablH MUPONOTMAbIK apFbl aTacbl 6o/bIn ca-
Hangbl.
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ViMa — oAMH M3 BaXKHeMWWX CMMBOJIOB B/acT B
THOPKCKO-MOHTONIbCKOM  Ky/bType. fpKuiA npumep
TOMY TUTYJ-UMS YMHIM3XaHa, KOTOPOE, MO MHEHWUIO
H. K. MbiH6aeBa, COCTOUT U3 ABYX KOMMOHEHTOB:
WbIH — «HejocAraemMas BbiCOTa» U KAac «UCTUHHBIN,
MoTbIN», T.e. LLbIH+Kac+xaH O3HayaeT: «UCTUHHbIN»,
«BbICWIWI», «OTbIA XaH» [2]. C no3uunm cemmoTm-
KN MMsi COBCTBEHHOE — 3TO 3HaK, KOTOpPbIV 061asaeT
onpeaeneHHbIM 3HayeHneM [3, c. 115]. ima «xpaHuT»
CKpbITOE coAepyaHue AUCKYPCUBHOM MHPOpMaLMK,
ABNSETCA TMNEP3HAKOM U MOXET ObITb MHTEPNPETU-
pOBaHO Kak Mu®.

CornacHo A. B. CynepaHckoli [4], B THOPKO-MOHIOJb-
CKOW cpese MO TPagMLMN CbIHOBbAM AaBann UMeHa
3aK/1IATbIX Bparos, fabbl cuia 1 Beanyme youtbix Bpa-
ros nepewsa K HapeveHHomy. 1o MHeHwuto J1. H. T'y-
MWIEBA, «TFHOPKWN HE HOCU/IV OAHOTO U TOTO XKe UMEHM
OT POXAeHWs A0 CMepTH, Kak eBponeiLbl. Mima Top-
Ka BCersa ykasblBasio Ha ero nojoxeHve B obLiectse.
Manb4mMKOM OH MMeN NPO3BULLE, FOHOLLEN — YWH, MY-
XEM — TUTYA, @ eCan 3TO 6bin XaH, TO TUTY MEHACA
COrMNacHo yAeNbHO-eCTHUYHOM cucTeme» [5, c. 90].

MoaTBEepPXAatoT 3TO MHOTOYUCAEHHble MaMATHUKMN
NMUCbMEHHOCTM, KOTOpble, Kak MpaBwao, cogepiat
C/I0Ba caMonpe3eHTauun «ep atbiM...» (Moe repom-
ckoe/Myxckoe nMs...). MosobHble cioBa — AEMOH-
CTpauus BbICOKOTO COLMAZbHOIO CTaTyCa MY>XUMHBI
B APEBHETHOPKCKOM OOLLECTBE, 3alUTHMKA CEMbY,
niaemMeHu, KkaraHaTta, poauHbl. [loyeTHOe 3BaHuWe
MY>-BOWH (ep/3p) FOHOLA Moay4van TOAbKO nocie
obpsga MHMLMALMUK: COBEPLUEHNS OXOTHUYBEFO UM
BOWHCKOro nojsura.

OTa Tpaavums MposABJEHa Yy Ka3axoB: Hamnpumep,
Cabanak (nogpoctkoBoe mms) — AbyamaHcyp (Mms
cobctBeHHOe) — Abnalt xaH (Mma-Tutyn). MNocnegHee
nosyyeHo AbynmMaHcypom nocie opuLmanbHOro
npoBoO3rnaweHna ero xaHowm, KOTOprI\;I AO 3TOro B
eanHobopcTBe nobeann AxyHrapckoro batbipa Lla-
pbiwa. Apko 1 cneumdUYHO MMA-3HAK MPOoABASETCA
y XakkHa3ap xaHa, KOTOpPOro B HapoAe VMeHOBau
Anawa xaHoMm. WccnegoBaHus M3BECTHOrO Kasax-
cTaHckoro mctopuka WM. B. EpodeeBori nokasbiBatoT,
UYTO OH, BEPOATHO, OAMNH 13 NePBbIX Ka3axXxCKNX XaHOB,
KOTOPbIA BBE/1 B MOAY HOLLEHME MecTpo-MnoaocaThix
xanatoB. NosoOHble xanaTbl WUANCb U3 LLIETKOBOW
TKaHW, Ha3blBaeMOW MaTwwaun (Lapckas TKaHb), KOTO-
pas 6blna nectpoi. «MecTpo-nonocaTkin xanar, ecre-
CTBEHHO, M3roTaB/MBaCA BPYYHYHO. ITO bblan eam-
HWYHble 3K3eMMAAPbI, AOCTYMHbIE TONbKO ByXapCKnm
XaHaMm M UX NPUBAMXKEHHBIM, YMHOBHMKAM U MHO-
CTPaHHbIM MOYETHbIM roctam» [6]. OTcroga, cBOeo-
6pasHoe nMa-TUTYA Analla xaH. VictTopuueckas ponb
XakkHa3ap xaHa B CTaHOBJIEHWW Ka3axCkoW rocysap-
CTBEHHOCTW TPYAHO NepeoLeHNTb, eMY NPUHAANEXMUT
3acnyra B pacwmpeHunmn rpaHul, Kasaxckoro XaHcTBa
N ObbEANHEHUS Pa3HbIX MAEMEH B €AMHbIA HapOA.
Buammo, mosatomy BMOCAeACTBMM TEPMUH «ajnalla»
CTan ynoTpebnsTbca Kak CMHOHWMM W 60eBOl ypaH
Ka3axoB, a caMm Anawa xaH cumtatbcs Mmbonormsu-
POBaHHbIM MNEPBOMNPEAKOM Ka3axoB.

The name is one of the most important symbols of
power in Turkic-Mongolian culture. An illustrative
example is the title name of Chingizkhan, which,
according to N.Z Mynbayev, consists of two
components: shyn — «unattainable height» and qas
«true, fierce», i.e. Shyn+gas+khan means: «true»,
«sublime», fierce Khan» [2]. From the point of view of
semiotics, a proper name is a sign that has a certain
value [3, p. 115]. The name «stores» the hidden
content of discursive information, is a hypermark,
and can be interpreted as a myth.

According to A.V.Superanskaya [4], in the Turkic-
Mongol environment, sons were traditionally given
the names of sworn enemies, so that the power and
greatness of the slain enemies passed to the recruited.
According to L. N. Gumilev, Turks did not bear the
same name as Europeans from birth to death. The
name of the Turk always indicated his position in
society. As a boy he had a nickname, young men -
rank, husband - title, and if it was a khan, then the
title changed according to the specific and rank
system» [5, p. 90].

This is confirmed by numerous written monuments,
which usually contain the self-representation «Er
atym..» (my hero/male name..). Similar words -
demonstration of the high social status of the man
in the ancient Turkic society, protector of the family,
tribe, haganate, homeland. The honorary title of the
man-warrior ( er ), which the youth received only
after the initiation rite: the performance of a hunt or
a military feat.

This tradition is evident among Kazakhs, for example,
Sabalak (juvenile name) - Abulmansur (proper
name) — Ablai khan (name title). The latter was given
to Abulmansur after his official appointment as Khan,
who had previously defeated the Dzungar Sharysh. A
bright and specific name sign appears in Hakknazar
khan, who was popularly called Alasha khan. The
researches of the well-known Kazakh historian
I. V. Yerofeyeva show that he was probably one
of the first Kazakh khans who introduced wearing
striped robes. These robes were made of a colorful
silk fabric called patshai (royal cloth).The striped
robe was handmade, of course. They were unique
items reserved only for Bukhara Khans and their
relatives, officials and foreign honoured guests» [6].
Hence the original name and title Alasha Khan. The
historical role of Khakknazar Khan in the formation
of the Kazakh state can hardly be overestimated. He
is credited with expanding the borders of the Kazakh
Khanate and uniting various tribes into one people.
Probably because of this, the term «Alasha» was later
used as a synonym and battle cry for Kazakhs, and
Alasha khan himself is considered a mythologized
ancestor of the Kazakhs.
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¥PAH
YPAH
URAN / BATTLE CRY

CemunoTMKa TYpFbICbIHAH ypaH (KayblHrepik ankam)
KbI3bIKTbl. MamaHAap atan eTKeHAeW, OHblH, 6acTbl
MakcaTtbl — LWabybligap Typanbl fabbin bepy (Ka-
YbIHrepAik a3ipAikTiH, 6enrici) >xaHe ogakTacTap+a
xabapnay. TypKi-MOHFON XanblKTapbl apacbiHAa ypaH
arikarblH KOAZaHY >XOfapblja KepceTiireH ycTa-
HbIMJapAaH aajeKkanga acbin Tyceni: on ata-6aba
KY/NbTIMEH TbIfbl3 ©alnaHbICTbl SPTYPAI FypbinTap
MeH pacimaepae (Ta|7|naHb|H. KaMKOPLLIbICH! PYXblIH
WaKelpyAa); Xannaii aH aynay KesiHae; Typi xapebi-
CTapAa, yiineHy UMKiHiH pacimaepinae aMK,amnaH,qbl
A. K. Kewkimbaes [7], babbipfa cinteme >acal OTbl-
pbin, TYpKiepae COfbiC Ke3iHAe eKi ce3ieH TypaTbiH
ypaH Ko/ajaHblafaH Aen Xasajbl, 6ip ajam ke3pge-
ckeHge Bip ce3ai aliTca, ekiHLWici Xanfacybl KepekTi-
riH >a3agbl. M. I. PabuHoBMY ypaHaapAbl YL Heri3ri
TOMKa 6eneai: pyablK AiHW KYJbTMEH, TOTEMMEH; Ka-
cTepi xepMeH (Tebe HeMece Tay), cOHAaN-ak aTa-6a-
6acbl Hemece Tipi KeceMMeH GannaHbICTbl ypaHaap
[8, 307 6.]. KaybIHrephik ypaHaap AblObICTbIK CUTHAN-
JapablH BYpbIHFbl TYPAEPIHEH — aHLWbIAbLIK alrikai-
napgaH 6actay anybl MyMKiH. AHLWbIBIKTBIH, epek-
Wweniri WwapTThl 6enrinepgi, Kynua cesgin, 6ip TypiH,
kebiHece KYCTblH, alkalblH KOAAaHYAbl Ke3aeai.
KasakTtapga «Anaw» pgereH >aanbiXaablKTblK ypaH
60nFaH, OHbl falbiMAAap XaiblKTblH ©3iH-63i aTaybl-
HblH, 6asamachl aen aTarabl (@naWwTblH a3amaTbl — Ka-
3ak). ©3 KeseriHae 9pbip Kasak pyblHbIH 63 ypaHb!
fa bongbl: HarimaHaa — KanTarfali, Kapa-kepeinge —
KabaHbal, cagbipsa — Angusp, Keinwakta — Onbac
>aHe T.6. bapablk ypaHaap atakTbl 6aTbipaapablH He-
Mece aTa-babanapablH eciMaepiH >XaHfbipTagbl. Ka-
3aK XaHAapbl MeH cy/TaHAapbl (Tepe TyKbiMbl) Hacka
pynap nanganaHyfa 6o0nMaiTbiH «Apkap» ypaHbIH
narganaHabi.

CemunoTuKanblk TypFblaaH anfaHga, aCcKepwu ypaH
Gipnikke wWakblpyabl BiNAipeTiH KOATbIK CO3 peTiHAe
KapacTbipblaabl, COHbIMEH kaTap aTta-6aba KysnbTiHe
YHAEYMEeH KaTap CaukecTeHAipy benrici peTiHae ae
apeKeT eTes.

TAMfFA (TAHBAJIAP)
TAMIN
TAMGA (TANBALAR) / TAMGAS

fanbimMpap «cankecTeHgipy 6enrinepi» gen 6acta-
nKblga Myaikke (Man, >XbIKbIMabl XHe XblAXbI-
MarTbIH MYJiK, OHbIH, iWiHAE KyAbIKTAp, fUMapaTTap
XoHe T.6.) MeHLUIK KyKblfblH KOpCeTeTiH 3aHabl 6en-
rinep peniH aTkapfaH Typki TaHbanapblH aTaifbl.
BonawakTa fanbiMgapabiy [9] mikipiHwe, TaHbanap
6uNiK HblWaHAapbIHbIH, epeKLle caHaTblHa XaTaTblH
ycTeMaik neH 6afblHy KaTblHacTapblHbIH, 6enrici Kbl-
3MeTiH aTkapfaH. Apxeosior A. E. PoroxuHckuii TaH-
6aHbl 9p aZaMHbIH 6enrini 6ip Y>XKbIMHBIH MYLLEC
peTiHAe TaHbITYAbIH, HbllaHbl Aen ecenTeini, an xap-
TacTafbl CypeTTep, apTYpAi Xaairepaep, TiNTi exenri
KeLlneHAINepAiH, TUblHAAPbl OHbIH, 3aMaHAacTapAbl
6eliHeneyain, Herisri apHacbl 6oagbl. Kasak TaHbana-
PbIHbIH, KOMXKETIMAI X3He TO/bIK emec rpadukanbik
Kopbl aAi Ae a3 3epTTenreH. KeckiH TypfbiCbiHaH Ka-
3ak TaHbanapsbl eH kapanarbiM purypanap TypiHgeri
abcTpakTini rpadukansik Genrinep: weHbep, KpecT,
6ypbiw XaHe T.6. Onapabl TUAHAKTLI 3ePTTeY, OHbIH,
ilWiHAe ceMaHTMKa — bonallakTbIH, ici.
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VHTepeceH ¢ no3mumm ceMmoTukmn «¥paH» — 6oeBomn
Kany. Ero rnaBHoe npeAHasHaveHne — CUrHaAn3npo-
BaTb HanajeHusa (3HaK 60eBOW rOTOBHOCTW) M OMO-
BELLATb COHO3HWMKOB. Mcnonb3oBaHWe ypaHa-kamuya
Y THOPKO-MOHFOJIbCKMX HAapPOAOB BbIXOAWT Aaneko 3a
paMKy O0BO3HAUY€eHHbIX Bbille MO3ULNA: ero BbIKPU-
KMBaAW B pPa3/vuHbIX obpajax v puTyanax, TeCHO
CBA3aAHHbIX C Ky/JbTOM MpeakoB (Mpu3blB Ayxa-no-
KPOBUTENS NAEMEHW); BO BpeMs 0671aBHOM OXOTbI; Ha
pa3/In4YHbIX COCTA3aHMAX, 0bpsgax cBagebHOro Luk-
na. A. K. Kywkymbaes [7], ccelnasce Ha babypa nu-
LIeT, YTO y TFHOPKOB BO BPEMS BOWHbI MCMNOJ/Ib30BaACA
ypaH 13 ABYyX CNOB, MpW BCTPeYe OAMH YeoBeK roBo-
PUT O4HO C/IOBO, BTOPOW JO/IKEH NPOA0XKMUTL. M. T.
PabvHOBWMY fennT ypaHbl Ha TPY OCHOBHbIE TPYMMbI:
ypaHbl, CBA3aHHblE C POAOBbLIM PESUTMO3HBIM KYyJb-
TOM, TOTEMOM; MOYUTAEMbIM MECTOM (XOJIMOM WU
ropow), a Takxxe pofoHa4YalbHUKOM-4Ye0BEKOM NN
HblHE 34paBCcTBYHOWNM BOXAeM [8, ¢. 307]. Beposr-
Hee Bcero, 6oeBble ypaHbl BOCXOAAT K 60nee paHHUM
dbopMam 3BYKOBbIX CUFHANOB — OXOTHUYBWUM KJMYaM.
Cama cneumdwuka oxoTbl npegnonarana MCnoab30-
BaHMe YCIOBHbIX 3HAaKOB, CBOeObpasHOro napons,
Yalle BCero — Kpvka ntuupl. ¥ Ka3axoB CyLLecTBOBa
obLeHapoaHbIA ypaH — «Anall», KOTOPbIA yueHble
Ha3blBalOT 3KBMBAJIEHTOM CaMOHa3BaHWA Hapoja
(anawTblH azaMatbl — Ka3ak). Kaxkablii Kazaxckui pog,
B CBOK OuYepedb, TakXKe WUMeN CBON COBCTBEHHbLIN
ypaH: HariMaHbl — KanTafai, kapa-kepen — KabaH-
6an, cagblp — Anausap, kbinwak — Onbac n ap. Bce
ypaHbl BOCNPOU3BOAAT MMeHa W3BECTHbIX HaTbipoB
AN poaoHavanbHUKoB. Kasaxckme xaHbl U CyaTaHbl
(poa Tepe) ncnonb3oBanun ypaH «Apkap» (4UKun rop-
Hbli 6apaH), KOTOPbIA HE MOTFAM NCNOAb30BaTb APY-
rve poga.

CemunoTnyeckn 60€BOIN KIWMY paccMaTprBaeTcs Kak
KOAOBOE C/IOBO, TPAHCANPYHOLLEe MPU3bIB K CrioYe-
HUIO, eAUHEHWNIO, Tak)Ke BbICTYMaeT KaK 3HaK UAeH-
TMdMKaLMK, a TakKe Kak ObpalleHHOCTb K KyJbTy
npeAKoB.

Interesting from the point of view of semiotics “Gran”
(battle cry). According to experts, its main purpose
is to signal attacks (a sign of readiness for battle)
and to alert allies. The use of Gran cry among Turko-
Mongolian peoples goes far beyond the above
positions: it was called during various rites and rituals
closely connected with ancestor worship (calling the
tribe’s guardian spirit); during the hunting season;
during various competitions, ceremonies of the
wedding cycle. A. K. Kushkumbayev [7], referring to
Babur, writes that during the war the Turks used two
words of Gran: one person speaks one word at the
meeting, the second must continue. M. G. Rabinovich
divides Gran into three main groups: Gran associated
with the religious cult of the patrimony, the totem,
the revered place (hill or mountain), and the human
ancestor or current head [8, p. 307]. Most likely,the
battle cry goes back to earlier forms of beeping -
hunting calls. The peculiarity of hunting presupposed
the use of conditional signs, a kind of password,
usually the cry of a bird. Among the Kazakhs there
was a national dran — «Alash», which scientists call
the equivalent of the people’s self-name (alashtyn
azamaty - gazaq). Each Kazakh clan, in turn, had its
own Uran: Naimans — Qatagai, Qara-Kerei — Qabanbai,
Sadyr — Aldiyar, Qypshaq — Oibas, etc. All the drans
contain the names of known batyrs or ancestors.
Kazakh khans and sultans (genus tore) used the dran
«Argar» (wild mountain ram), which other genera
could not use.

The semiotic battle cry is considered a code word that
conveys the call for unity and unity and also serves as
a sign of identity and a call to ancestor veneration.

«3HaKamMu  ugeHTuduKauum» y4yeHbole HasblBatOT
THOPKCKME TaMru, KOTOpble M3HA4YalbHO BbIMOAHAAN
pOab FHOPUANYECKUX 3HAKOB, YKa3blBatOLMX NPUHAA-
NEXXHOCTb COBCTBEHHOCTN (CKOT, ABUXXUMOE U HEABM-
KMMOE UMYLLECTBO, BKJKOUAs KONOALbI, MOCTPOMKM 1
T.4.). B ganbHenwem, no MHeHUIO yyeHbix [9], Tamru
BbIMNOJHANN GYHKLUM MapKepa OTHOLLEHWI FOCMOA-
CTBa W MNOAUMHEHUS, MpMHaa/iexa ocoboli kaTeropumm
3HaKoB-CMMBOAOB BaacTu. Apxeonor A. E. PoroxuH-
CKUA CUMTAET, UTO TaMra — CUMBOJ UAEHTUUHOCTU
KaXAoro yenoBeka Kak YjeHa onpefesieHHOro Ko-
NIeKTMBa, a €ee [/aBHbIM KaHaloM pernpe3eHTaLum
AN COBPEMEHHMKOB CTal0 HackasbHOe TBOPYECTBO,
pa3nnuHble apTedakTbl M, AaXe MOHETbl APEBHUX
KOYEBHMKOB. VIMetoLWninca 1 4aneko HEMOJHBINA rpa-
buyecknin GoHA Kazaxckmx Tamr eLie ManomsyuyeH.
Kasaxckme Tamrn ¢ nosvumm usobpaxeHus npea-
CTaBAAT cOboN abcTpakTHble rpadnyeckme 3Haku B
BUAE NpocTelumx Guryp: Kpyr, Kpect, yron u 1.4. x
CKpynyne3Hoe n3yyeHune, BKIOYas CEMaHTUKY — Aes0
6yayLiero.

Scholars refer to the Turkic tamgas as «identification
signs», which originally played the role of legal
signs for marking property (livestock, movable and
immovable property, including wells, buildings,
etc.). In addition, according to scholars [9], tamgas
served as markers of domination and subjugation
relationships and belonged to a special category
of power symbols. Archaeologist A. E. Rogozhinsky
believes that the tamga is a symbol of the identity of
each person as a member of a certain collective, and
its main channel of representation for contemporaries
became rock art, various artefacts and even coins of
ancient nomads. The existing and far from complete
graphic fund of the Kazakh Tamghs is still poorly
explored. From the point of view of the image, the
Kazakh tamgh are abstract graphic signs in the
form of the simplest figures: circle, cross, angle, and
so on.Their careful study, including semantics, is a
matter for the future.
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TeHkepicke AaewiHri keseHgeri >xa3ba pepektepae
eH Ken >apuanaHfaH XaHAapAbl Takka OTbIPFbI3y
paciMiHiH Bip HycKachbl — ak KWi3 KoAAaHblNaTbIH «XaH
KeTepMek» paciMi (CEMUOTUKaNbIK UHTepnpeTauus-
na A. A. fannes 3epTTereH). Anainga, COHfbl Ke3je fa-
NbIMAAp TaK NeH TaXAi KoAZaHa OTbIpbIN, XaH keTepy
FYprbIHbIH 6ap eKkeHairi Typanbl HyCKaHbl anfa TapT-
Tbl. byn Typansl H. ATbiraeB GoabKAOPbIK XaHE Xa3-
6a AepeKkTepre cyeHe OTbIpbIN, HBblaai gen Xasaabl:
...Kasak xaHabIfbIHAa Tak MeH TaX XOFapFbl bUAiK neH
MEeMJ/IeKETTINIKTIH, HbllWaHbl peTiHAe KOAAaHblAfFaH.
Onap e34€epiHiH WbIFy TEFIMEH MOHFO BUAITiHIH MeM-
nekeTTik aTpubyTTapbiMeH BainaHbicTbl 60nabl [5, 8
6.]. ©3 ke3zeriHge A. L. bBumeHaneB Ka3ak XxaHAapbIH
KeTepy paciMi eKi Ke3eHHEeH Typajbl Aen ecenTensi
«dyeni ymiTkep Kuisre ketepingi (AcnaHfa «keTepy»),
CoZaH KeWiH TacTaH XacasfaH TakKa OTbIPFbI3blAbl».
AN, «Tac TaK 3TUMOJIOMUACHI (TaxT=Taf) TypPKiepaiH
Kueni Tay Typadbl eXenri TaHIpAiK TYCiHIKTEepPiHeH
bacTtay anagbl» [6, 75 6.]. Kelbip aepekkesgepae
TakKTblH, cMMaTTaMacbiHga Matepuansa (Tasa anTblH),
OHbl 6e3eHAipeTiH 3nemeHTTEpre (TepT BypbIlbiHAA
apbicTaH, 6apbic, xonbapbic xaHe angahap oéwury-
panapbl opHanackaH) 6aca Ha3ap ayzapblnagbl. Hbl-
LaHABIK >XdHe KacueTTi MafblHaZa TakTblH MaTepwu-
anbl — anTblH — naTwa Ty/fanapblHblH, €H KeHe TyC
HblwaHbl. LLbiHalbl XaHe MWUPTIK >XaHyapaapAblh,
60/1ybl  HbllAHAbIK-CEMAHTUKANbIK, Ma3MyHfa We:
apbICTaH, 6bapbIC XaHe xonbapbiC — epik, 6aTbIAbIK
neH KkahapMaHAbIKTbIH, MOHFI/IIK HbllaHAAPkI, an an-
fahap — Eypasus xanblKTapblHbIH, €H, KeHe ToTeMAiK
KY/NbTTEpPiHIH, 6ipi (Kelbip FanbiMAapablH, NiKipiHLe,
ariaahap MeH Kackblp HbllWaHAbIK XafblHaH Gipaen,
an ekiHWi >afblHaH, aljahap fanamHblH, anfallkbl
KacayLbICbl peTiHAe yCbiHblAFaH). OnapAblH, TakTbIH
TOpPT OypbilWblHA «OTbIPYbl» (SNEMHIH, TOPT >Xafbl)
OUANIKTIH, MeMEKeTTIH MbI3fbIMACTbIfbl CapblHAA-
pblH GelHenenai. KeliHri Kasak TafblH cunaTTan
oTbipbin, T. V. CyntaHOB OHbIH, aceM be3seHgipinreH
afalll OpbIHAbIK, eMec, buik Tyfblpfa KOWMblIFaH, a-
TbIHMEH SLUEKeNNeHreH TeCeK-OpblIHMEH KOMKepi-
FeH, acbll TaCTapMeH SLUEKEMNEHTEH XKACTbIK eKEHiH
atan kepcetegi [10, 65 6.]. byn Tecek xababikTapbl
A. L. BumeHaneB oOHbl «bBanaa LWbIMbINALIK» Aen
atangbl. An TaK, OpHbIHbIH By HyCKacbiHAA anTbiH
MEH acbln Tactap GuneylliHiH epekwe MapTebeciH
6ingipeTiH HbllWaHAbIK aTpnbyTTap peTiHAe KepceTin-
reH.

KasakTapablH >ofapfbl GUAIriHiH kueni aTpnbyTTapsl
OYpbIH Tak, TaX, XY3iK-Mep, XaH-TaHba XaHe, apuHe,
CyNTaH TYKbIMbIHAAFbl MylUenepiHe ToH LuanaHaap
6onfaH. bapsbik, atpubyTttap (ep Typai Kypansap-
MeH — TYCTepMeH, MaTepuanfapMeH, iCc-apekeT-
TepMeH XaHe T.6. yinecimae) Heriri naesaHsl — 6u-
NeyLiHiH KyAanablfbl UAEACbIH — KOFaMAbl TYCiHyae
TabufaTTaH TbiC AEPIK KYLUKE Me Heri3ri TyNfa — XaH-
HblH MapTebeciH aTan oTTi. AN XaHAbl Takka OTbl-
pFbI3y PaCiMiHiH, ©3i Eypa3unanbik kewneHginep apa-
cbiHAa 6onFfaH epTeeri ykcac AaCTYpAepAiH i34epiH
anbin Xypai.
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OavH 13 BapwaHTOB puTyana WHTPOHWU3ALWUWM Xa-
HOB, Hanbonee OCBELIEHHbIN B MUCbMEHHbIX NCTOY-
HWKax [OPEBOJIIOLUMOHHOIO nepuoja — puTyan
«XaH KOTypMmak» C WCMojb30oBaHWeM 6enoin KolLu-
Mbl (B CEMWNOTMYECKON MHTEepnpeTaLmm ncciesoBaH
A. A. Tanmesbim). OgHako B nocaegHee Bpems ydye-
Hble BbIABWralOT BEPCUIO O CyLLeCTBOBaHUMN pUTya-
Nla BO3BEAEHUS B XaHbl C UCMONb30BaHNEM TPOHA U
KopoHbl. O6 3ToM H. ATbiraeB, ccblnasicb Ha $OSb-
KAOP W MWUCbMEHHbIE WCTOYHWKM, MULIET: ..TPOH
M KOPOHa WCMO/b30BaanCcb B Ka3zaxCKOM XxaHcCTBe
B KauyecTBe CUMBOJIOB BEPXOBHOW BjAacTM u ro-
cysapcTBeHHOCTU. CBOMM MPOUCXOXAEHWEM OHMU
6blIM CBA3aHbl C MOHTO/IbCKMMUW TOCYAaPCTBEHHbI-
MU aTpubytamu Bnactu [5, c.8]. B cBOlO ouepeas,
A. L. BumeHaneB cumTaeT, YToO puTyan BO3BeAeHMA
Ka3axCKMUX XaHOB COCTOSAN M3 ABYX 3TaMOB: «CHaya-
Na npeTeHAeHTa MoAHMMaAN Ha BOWIOKe («BO3He-
ceHme» K Heby), 3aTeM BO3BOAMAM Ha KaMEHHYH
NANTY-TPOH». A, «3TMMOJOTMA KaMeHHOro TPOHa
(TaxT=Tar) BOCXOAUT K APEBHUM TEHIPUAHCKUM Npes-
CTaBJIEHNSAM THOPKOB O CBALLEHHON rope» [6, ¢.75].

B HeKOTOpbIX NCTOUHMKAX aKLLeHT B OMMCaHUK TPOHa
Aenaetca Ha MaTepuane (UNCToe 30/10T0), Ha d/1eMeH-
Tax, ero ykpaluaroLimx (no YeTbipeM yraam pacnoso-
XeHbl GUrypbl JbBa, leonapaa, Turpa u ApakoHa). B
CMMBOJ/IMYECKOM N CaKpaibHOM 3HaueHUW maTepuan
TPpOHa — 30/10TO — APEBHENWNIA LBETOCMMBO Lap-
ckunx 0cob. lMpucyTcTBre peanbHbIX U MUPUUECKNX
XXMBOTHBIX MMEET CMMBOJIMKO-CEMaHTU4ecKoe Ha-
MOJHEHWE: NeB, Neonaps U TUTP — U3BEYHble CUMBO-
Nbl XpabpocTn, CMeNoCT 1 reponcTea, a ApPakoH —
OAVH U3 JPEBHENLNX TOTEMHbIX KY/JbTOB HapOAOB
EBpasuun (No Bepcun HEKOTOPbLIX YYeHbIX, APaKOH U
BOJIK CMMBONNYECKN TOXAECTBEHHBI, @ NO APYron —
APaKoH NpeACcTaBaANCA Kak NepBOCO3AaTesb BCeNeH-
HOW). Nx «BOCCeaHMe» Ha YeTbIpex yraax TpoHa (Je-
Tbipex CTOPOHax CBeTa) BOM/OLLarOT cO60N MOTUBSI
He3bI61eMOCTN BacTL, rocygapcrea. Onuceias 60-
Nlee MO3JHUIA Kazaxckuit TpoH, T. N. CyntaHoB oTMme-
YaeT, UTo OH npeacTaBasan cobon He boraToe ykpa-
LWeHHOoe, JepeBAHHOE KPecno, a yCTaHOBAEHHYHO Ha
BO3BbILUEHWNW NOAYLLKY, YCTAaHHYH 60rato BbILLNTOM
30/I0TOM U YKpaLleHHOW AparoueHHbIMU KaMHAMMU
nogcruakon [10, ¢.65]. 31y noactunky A. L. Bumen-
AveB HasbiBaeT «bangaxvHom». VI B 3TOW Bepcuu
TPOHHOTrO MecTa GUrypupyroT 3010TO U JparoueH-
Hble KaMHW KaK CMMBOJIMYecKne aTpubyTbl, noguep-
KvBatoLLme ocobbIi cTaTyC NpaBuUTens.

CakpanbHbIMW aTpnbyTamMy BEPXOBHOW BAaCTW Y Ka-
3axO0B B MPOLLIOM OblN TPOH, KOPOHaA, NepCTeHb-Me-
yaTb, XaH-Tamra ¥, KOHEYHO >Xe& OAesHWsA, Xapak-
TepHble A1A YNEHOB CyNTaHCKOro cocnosusa. Bces
aTpubyTnka (B KOMMaeKce C pasHbIMWU CpeAcTBamu
— UBeTa, Matepuana, 4eNCTBUA 1 T.4.) NoAYepKMBana
rNaBHyt maero — mnaeto 6OXeCTBEHHOCTW MnpaBuTe-
Na — cTaTyC KAYEBOW PUrypbl — xaHa, HafeNeHHOM
B MOHMMaHWU COLMYyMa, MpaKTMyecku CBepxbecTe-
CTBEHHOW cunoli. Torga Kak cam puTyan MHTPOHW3a-
LMK XaHa Hec B cebe cnebl TPaANLMIA paHHMX aHano-
ro., 6bITOBABLUNX B CpeAe eBPA3NNCKMX KOYEBHUKOB.

One of the variants of the ritual of enthronement
of khans best illuminated in the written sources of
the pre-revolutionary period is the ritual «Khan
koturmak» with the use of white koshma (in a semiotic
interpretation studied by A.A. Galiev). Recently,
however, scholars have argued that there is a ritual in
which the throne and crown are used to become khan.
In this regard, N. Atygayev, citing folk and written
sources, writes: ...throne and crown were used in the
Kazakh khanate as symbols of supreme authority and
statehood.By their origin they were connected with
the attributes of the Mongol state power [5, p.8].
A. S. Bimendiyev, in turn, believes that the ritual of
elevation of Kazakh khans consisted of two stages:
«First, the claimant was raised on felt («ascent» to
heaven), then lifted on a stone slab — the throne».
And: «The etymology of the stone throne (taht=tag)
goes back to the ancient Tengrian representations of
the Turks about the holy mountain» [6, p.75].

In some sources, the emphasis in describing the
throne is placed on the material (pure gold) and
on the elements that adorn it (at the four corners
there are figures of lion, leopard, tiger and dragon).
In its symbolic and sacral meaning, the material
of the throne - gold — is the oldest color symbol
of the tsars. The presence of real and mythical
animals has a symbolic meaning: lion, leopard and
tiger — eternal symbols of bravery, courage and
heroism, and the dragon — one of the oldest totemic
cults of the peoples of Eurasia (according to some
scholars, the dragon and the wolf are symbolically
identical, and on the other hand — the dragon was
represented as the primacy of the universe).Their
«sitting» on the four corners of the throne (four sides
of the world) embodies the motives of inviolability
of power, of the state. Describing the later Kazakh
throne, T.I. Sultanov notes that it was not a richly
decorated wooden chair, but a cushion mounted on
the hill, covered with richly embroidered gold and
decorated with precious stones [10, p. 65]. This throw
A. S. Bimendiev calls «canopy». And this version of
the throne seat contains gold and precious stones as
symbolic attributes emphasizing the special status of
the ruler.

In the past, the sacral attributes of the supreme power
of the Kazakhs were the throne, the crown, the signet
ring, the khan-tamga, and, of course, the clothing
characteristic of the members of the sultanate. All
attributes (in combination with various means -
color, material, actions, etc.) emphasized the main
idea — the idea of divinity of the ruler - the status
of a key figure - the khan, who was endowed with
almost supernatural power in the understanding of
society. The ritual of the khan's enthronement bore
the traces of the traditions of the early analogs that
existed among the Eurasian nomads.
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TOX
KOPOHA
TAZH / CROWN

Kaszak, xaHfapblHbIH, OWAIriHIH eH MaHbI3gbl aTpu-
OyTTapbiHbIH, Bipi cypeTTeynepre KapafaHAa acbin
TacTapMeH SLleKeMNeHreH ToX 60abl, O ©3 Kese-
ringe 6unik KywiH ae 6elHenengi. OkiHiwke opai,
6yn Tax Al Be3eHaipeTiH TacTap Typasbl aknapat ai
TabblnFaH >XOK. TaX KypblabIMbIHbIH JOrMKacbiHa
CcoMKeC OWNIKTIH, HbllWaHbl peTiHae 6y Tactap 6u-
NeyLWiHiH, CUKbIPpAbl KyWi naescblH 6eiHenen, oHbl
TiN-Kke34eH >XaHe bapsblk  DakbITChI3AbIKTapAaH
KOpfaybl Kepek egi.

3eptteywi A. W. BumeHauHoB [11-12] 6eliHeney
XOHe 3THOorpaduanblK AepPeKKe3AepAiH, KeH, ayKbl-
MblHa CyWeHe OTbIpbIM, LWbIHFbIC TYKbIMbIHbIH, KO-
HYCTbIK YLWTbl Kaanafbl LUbIHFBIC XaH anTblH TAXIiHIH,
pennkTi 6onbin Tabblnagbl XoHe Kaszak KOofaMblHAa
OUAIKTIH, HbllWaHbl peTiHae kabbligaHfaH aereH 6on-
XaM >Kacafbl. ©3aepiHi3 binetiHae, MyHaan 6ac
Knimgep (HeridiHeH ak Hemece Kbi3bl1) afall XaHe
eciMaik oto-epHeri TypiHAe (anTblH KecTemeH) 6ai
6e3eHgipinreH. CoHzan-ak, aepekkessepae MyHAaN
6ac kmimaepai yki Hemece >ananak, KayblpCblHAa-
pbiMeH 6e3eHgipy Typanbl ManimeTTep 6ap. 3ept-
TeylWwi MaHbI34bl 6ip XalTka Hasap ayzapabl: 6ac
KMIMHIH, KepHeKi benrinepiH >asblKTblkKa Cabim,
XalfaH ke3se Hapsblk TOPT afall epHeKTepi opHa-
NacTblpblifaH MaTepuas Kazak, WbIHFbIC TYKbIMbIHbIH,
TyblHa avHanagbl [11, 117 6.]. AfHn, banpakTap MeH
6ac knimaepaiH kepHeki 6eHenepi (4ekopbl) bipaen
Aen HblK CeEHIMMEH aliTyfa 6bonaabl.

X. KyHzakbaeBaHbIH, NiKipiHe calikec, cantaHatTbl
OpbIHAbI 6e3eHaipyae anTbiH, anTbiHCAPbl XAHE Kbl-
3bln TycTep bacbiM 6onabl. KewneHginepaid, AyHu-
eTaHbIMbIHAaFbl By TycTep 6uiikke 6alnaHbICTbI
GipnecTikTepai TyAblpAbl, XOFfapbl >XdHe MaHbI3Abl
kepceTkiwTep 6oaabl [13, 33 6.]. Ocblnanwa, ToX He-
Mece OHbIH, KEWIHFi HycKacbl — KOHYCTbIK, 6ac Kunim —
OH-BpHEK, TYC XaHe MilliH TiNiHAe epHekTenreH 6u-
NeyLiHiH KyAanablk AEACbIH XETKI3A.

BAI7II3AK,TbIK, KEWWEHAEP
(MOULWAK, TY)

SHAMEHHbIE KOMMNJEKCbI
(BYHUYK, TY)

BAIRAQTYQ KESHENDER
(MOISHAQ, TU) /
BANNER COMPLEXES
(BUNCHUK, TU)
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Kazak xaHAblfblHAQ Ke3 KeareH MeMJjeKeT CUAKTHI
JAamMblfaH Halpak KelleHi 6onabl, OHbl ByriHae Ma-
MaHZap O6ipTiHaen kannbiHa kenTipyae. Herisri ge-
pekke3jepi — XapTacTafbl cypetTep, GONbKAOPIbIK
JLEPEKTep, PEBOIOLNSFA AEMiHI Ke3eHaeri casxaT-
Welnap MeH 3THOrpadTapablH ManimeTTepi. Typai
ManiMeTTep OOMblHWA Ka3lakTapga ak («Abblnain-
AbIH aK, Tybl»), Kbl3bll >XXdHe >Xacbla Ty, COHAaMN-ak
«ana-wybap Ty» (OTTBI-TYPAI-TYCTI TYy) >KOHE «KeK
ana Ty» 6onfaH. TapuxwblnapgblH MNanbiMAayblH-
Wa, KazakTapablH 6ykin 6alpakTblK KeleHi KeHe
TYPKi facTypsepiHeH 6actay anafbl, an MyHAafbl
€H, KeHenepi — aTTbiH, Xasbl balinaHfaH Cbipblk 60-
Nbin TabblnaTblH MONMLWAaKTap MeH Tynap. Typai Typki
XanblKTapblHAA TyAafbl XanjapablH caHbl ap Typai
60aybl MYMKiH, Bipak kebiHece TOFbI3 BipAik iniHA],
TYPKINEP MEH MOHFONAAPAbIH TYCIHITIHAE KacueTTi
CaH — LWeKTINIKTIH 6eliHeci. KewneHainepaid, TycCiHi-
riHAe >XXbUIKbIHbIH, ©31 a/emaep apacblHAafbl Aenjan
6osbiN Tabblnagpl, an MOHfFoAZapAa MOMLLAKTapFa
aK, KOAACTbIH, KYMPbIKTapblH KOAAAHALI — Oy KYLUTIH,



7.1 Bunik neH MemaekeTTiK aTpnbyTTapAblH, HbllaHAaPbI
C1MBOIbI BACTW 1 FOCYAaPCTBEHHOW aTpubyTHKn
The symbols of power and state attributes

OZHUM M3 BaXKHENLLMX aTPMOYTOB BAACTN Ka3aXCKMX
XaHoOB bblla KOPOHa, KoTopas, CyAs MO OMNMCaHUAM,
bblna AekopupoBaHa AparoLeHHbIMU KaMHSAMU, KO-
TOpble, B CBOK O4epesb, TOXE CMMBOJIM3NPOBAN
BAaCTHyt0 cuny. K coxaneHuto, cBefeHUn o6 3Tux
KaMHsX JeKopa KOPOHbl Moka He obHapyxeHo. Mo
JIOTVIKE CTPYKTYpPbl KOPOHbI Kak CMMBOJa BAACTV, 3TL
KaMHW JOXKHbI BblN CUMBOAM3NPOBATL MAEHD Ma-
FMYECKOM CUbl MPaBUTENS U OXPaHATb ero criaasa u
BCAYECKUX HanacTewn.

Nccneposatens A. L. BumeHamHos [11-12] Ha ocHo-
BE LUMPOKOro Kpyra n3obpasutesbHblxX 1 3THOrpadu-
YeCcKMX UCTOYHUKOB MPEeANOA0XW, YTO KOHMYeCKas
OCTpOBeEpXxan Lwarnka YMHIM3NAOB fABAAETCA Penunk-
TOM YMHIMCXaHOBCKOW 30/10TOW KOPOHbI U BOCMPU-
HMManacb B Ka3axCKOM ObLUecTBe Kak CMMBOJ Bia-
cTn. Kak n3BecTHo, Takue rosioBHble y6opbl (06bIYHO
B OCHOBe 6eJible NAKN KpacHble) yKpallaancb boratbim
OpHaMeHTOM (30/10TO€E LWNTbE) B BUAE APeEBKa W pac-
TUTENBHOrO OpHaMmeHTa. B mcrtouyHukax ectb Takxke
CBefleHVA O JeKOPMPOBAHMMN TaknX FONOBHbIX Y6O-
poB nepbamMu duanHa wanm coBbl. HemanoaxHas
AeTanb NoAgMeYeHa nccnegoBaTesieM: Npu packpoe u
pa3BepTKe BM3yasbHbIX 3HAKOB FOJIOBHOrO y6opa Ha
NNIOCKOCTb, BCE YeTbipe ApeBa pacnoaaratoTca Taknum
o6pa3om, UTO MaTepuasn, B KOTOPOM MPUCYTCTBYHOT
y30pbl, NPEeBpPaLLaeTcs B 3HAMA Ka3axCKOro YMHru-
3nga [11, c. 117]. To eCcTb MOXHO C YBEPEHHOCTbHO
CKa3aTb, YTO BM3yanbHble 00pa3bl (AeKop) 3HaMeH ©
FONOBHbIX YOOPOB UAEHTUYUEH.

B cootBetctBMM € MHeHuem X. KyHaakbaesoi, B
ybpaHCTBe LepeMOHNaNbHOro MecTa NpeBannpoBa-
JIN 30/10TO, 30/10TOM W KpacHble LBeTa. JaHHble uBe-
Ta B MMPOBO33PEHNMN KOYEBHWKOB BbI3bIBaiN acCo-
LumMaumn, cBasaHHble C BAacTbio, HbIM yKaszaTenamu
BbICOKOro v 3Haummoro [13, c. 33]. Takum obpa3zom,
KOpOHa MAW ero No3AHAA BapuaLusa — KOHUYECKU
roNoBHOM ybop — Hecan B cebe uaeto H6oXxecTBeH-
HOCTW MpaBuUTENS, BbIPa>KEHHbIE A3bIKOM OPHaMEHTa,
uBeta n Gopmbl.

One of the most important attributes of the authority
of the Kazakh khans was the crown, which, according
to the descriptions, was decorated with precious
stones, which in turn also symbolized power.
Unfortunately, no information about these crown
jewels has been found so far. According to the logic
of the construction of the crown as a symbol of
power, these stones should symbolize the idea of the
magical power of the ruler and ward off his evil eye
and all sorts of mischief.

Researcher A.S. Bimendinov [11-12], based on a
variety of visual and ethnographic sources, suggested
that the Chingizid conical island hat is a relic of the
gold crown of Chingiz Khan and was perceived as
a symbol of power in Kazakh society. As you know,
such headgear (usually white or red) was decorated
with a rich ornament (gold embroidery) in the form
of a pole and plant ornaments. There is also evidence
that such headgear was decorated with owl or owl
feathers. An important detail noted by the researcher:
When the visible characters of the headdress are
cut out and spread on a surface, all four trees are
arranged in such a way that the material in which the
patterns are present becomes a banner of the Kazakh
Chingizids [11, p. 117]. That is, it is safe to say that the
visual images (decor) of flags and hats are identical.

According to J. Kundakbayeva, gold, gold and red
predominated in the decoration of the ceremonial
place. These colors triggered associations associated
with authority in the worldview of the nomads and
were signs of high and significant meaning [13,
p. 33]. Thus, the crown or its later variant, the conical
headdress, carried the idea of the divinity of the ruler,
which was expressed in the language of ornaments,
colors and shapes.

Kasaxckoe xaHCTBO, Kak 1 ntoboe rocyAapcrso, Me-
N0 PasBUTLIA 3HAMEHHbI KOMMIEKC, KOTOPbIA Mo
Kpynuuam CcerofHs BOCCTaHaB/MBAaeTCA Crneluanm-
cTaMu. TNaBHbIMW UCTOYHMKAMM CTYXKaT HackajibHble
PUCYHKY, GOSBbKAOPHbIE AaHHblE, CBeAEHWUs nyTe-
LIeCTBEHHWKOB M 3THOrpadoB AOPEBOJIOLMOHHOIO
nepuoga. MNo pa3fnyHbIM CBEAEHMSM, Y Ka3axoB bbl-
ToBanu 6enoe («AbblnafblH ak Tybl»), KpacHoe W
3e/leHble 3HAMEHa, a Takxke «ana-lybap Ty» (OrHeH-
HO-MECTpoe 3Ham#A) N «KeK-ana Ty» (CMHee necTpoe
3Hams). VICTOpWKM CUMTaloT, YTO BeCb 3HAMEHHbIN
KOMMIEKC Ka3axOB BOCXOAUT K JAPEBHETHOPKCKUM
TPaAMLMAM U CaMbIMW APEBHUMMU 34eCb ABASIOTCSA
«BYHUYKU» U «TYTU», KOTOPble NPeACTaBAstOT cObOoM
APEBKO C MPMBA3aHHbIM XBOCTOM KOHS. Y pasHbIX
TFOPKCKUX HAPOA0B KONMYECTBO XBOCTOB Ha Tyre Mor-
JIO BapbMpOBaTbCs, HO Yallle BCEro HaBellMBanoCh
[EBATb €MHUL, CaKpasbHOM B MOHWMAHUN THOPKOB
M MOHIONIOB LMGPON - ONVLETBOPEHMEM Npeaeb-
HOoCTU. CaM KOHb B MOMWHAHUN KOUEBHMKOB — 3TO
MeZAMaTop MeXAy MUPaMW, @ y MOHTOJIOB Ha ByHuyke

The Kazakh khanate, like any other state, had a
well-developed banner complex, which today is
being restored by specialists. The most important
sources are rock paintings, folklore data, information
from travellers and ethnographers from the
pre-revolutionary period. According to various
information, Kazakhs possessed white («Abylaidyf
aq tuy»), red and green banners, as well as «ala-
shdbar tu» (flaming banner) and «kdk-ala tu» (blue
coloured banner). Historians believe that the whole
flag complex of Kazakhs goes back to the ancient
Turkic traditions, and the oldest ones are bunchuks
and tugs, i.e. a pole to which the tail of a horse is
attached.Among different Turkic peoples the number
of tails on the tug could vary, but most often nine
were drawn, a sacred figure in the understanding
of the Turks and Mongols - a personification of the
ultimacy of ultimacy. The horse itself is a mediator
between worlds in the memory of nomads, and
Mongols used the tails of a white yak - a symbol
of power. One should also remember the semantic
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HbllaHbl. Kelwineni maaeHneTTe KONTIK, BanbIK MneH
MOJILLBINBLIKTbI BeAHENEeNTIH XaHyapaapablH, Kblaga-
pbl MEH >XYHiHiH CeMaHTMKaNblK MafblHACbIH Ja ecTe
yCTafaH »XeH. Molilak HeMece TOFbl3 KYMPbIKTbI TY,
9JeTTe, eH, KyaTTbl XaHAap+fa Tvecini 6onabl. KahTbic
6onfaHHaH KeWiH KyAipeTTi buneyLwinepain, XaHbl Ty-
nap/MoWLwakTapfa KOHbICTaHbIMN, 63 KOAaCTbIHAAFbI-
NapAbl KOpFayAbl XafacTblpbIn, XaJblk MeH dCKEPAiH
©3iHAIK pyx Kopfaylbicbl 60aabl (LLIbIHFbIC XaHHbIH,
pyxbl Typanbl aHpi3). baskiM, OCbl XepaeH Libifap,
KaybIHFepAiK TyAbIH XOFanybl YAKEH YAT caHa faH.

[Jepekke3aepae kebiHece KackblpAblH, 6acbl bei-
HeneHreH OaWpakTap Typanbl aknapaT ke3zecepi
(Kackblp — TYPKiNepAiH eH KeHe TOTeMi), MyHAa oA
61K HbllWaHbl PeTiHAE dPEKET eTes,.

MowwakTap, Tynap MeH baipakTap TalnaHblH, acke-
py 6eiMHIH, XXdHe >Xannbl XaablKTblH HblaHbl 60.-
Abl. Bip KbI3bIfbl, 6apakTap TEK COFbIC KUMbIAAAPbIH-
Jla faHa eMec, COHbIMEH KaTap KacueTTi pacimaepae
Ae konpaHbinFaH. Tapuxwbinap 6enbiT yakbiTTa sa
>KaybIHrepik pyxTbl KOTepy YLWiH apHaWbl Wepynep
OTKi3iNIreHi Typanbl MaNiMeTTEPAI KenTipeai.

Ka3sakcTaHHbIH, 3THOrpadunAChl XXepiey kaHe ecke any
paciMaepiHAe TyaAbl KOAAAHY MbicanjapbiHa TOJbl.
Meicansbl, erep Kapus KauTbic 60Aca, ak Xanay iniHaj;
KeMengik WwakTafbl agam kasa 6oaca — kapa, an xac
60/1ca — KbI3bla iNiHFeH: aK — KaCMETTINIKTIH, Kbl3bla —
KaCTbIKTbIH, Kapa — YAKEH KalFblHbIH HbILIaHbI.

Tynapgabl nafanaHyablH, MbiCcanbl peTiHAe K1eni xep-
Nlepre TabblHY >X9HE LWaMaHAbIK CanT->Kopanapabl
kentipyre 6onaabl. H. C. Tepneukmin [14] Opta A3us
Xa/blKTapblHAA, OHbIH, ilWiHAE Ka3akTapaa TynapAblH
TEeK 9CKepw iCc-KMMbligapaa faHa KOAAaHblIfaHbIH
faHa emec, COHbIMeH Bipre epey XaHe ecke any
paciMaepiHAe, ayavenep MeH TekTi Tyafanaphblh,
XEepJeHreH OpblHAAPbIH KypMeTTey TaxipubeciHae,
COHZaM-ak, 6akCbIHbIH, eMAik TaxipmnbeciHae Ae Kbi3-
MeT aTKapfaHblH aTtan eTej,.

A. lW. BumeHanes [15] TyablH YyWneHy paciMiHAg,
atan anTKaHga, Kyney XIriTTiH yiliHe Hapa >XaTkaH
KanblHAbIK KepyeHiHAe KOJAaHbINYbIH KepceTeai.
«EKi AyHWeHIH, WwekapacbiHAa OpHafnackaH >OAAblIH,
KiHAir KbI3MeTiH aTKapfaH TYAblH, KMeNi MafblHaCbl-
Ha aTa-6abasapbiMbI3 YAKEH FYPbINTLIK MaH BepreH.
KeniHHiH 6y eki AyHWeciH aTa-6aba apyafbl KOpFafaH
TOW LWepyiHiH oAbl b6alnaHbICTbipagbl. ApTKa >Kon
LUEKTeYi, anfa XO allblK XXaHe epkiH [15, 32 6.].

bapak KelleHHiH aMbebanTbifbl TiK Hinik (dnemMaik
arfall) AyHWeHiH Tiperi, XXep MeH acnaH cpepanapsbl-
HblH, apacblHAafbl A2HEKep, XOFfapfbl OUNIKTIH, Hbl-
LUaHbl, COHAAN-aK MaHbI3Abl KYAbTTIK XX9He CaNTTbIK
aTpmnbyT peTiHae TyCiHyre aeliH 6apaabl. baripakTap-
[afbl YIKEH CEMAHTMKabIK XYKTeMeHi BalipakTbliH,
Ol0-8pHeri, TyCi MeH dopmachl keTepai.
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MCMoAb30BaNN XBOCTbl 6€10ro fika — CUMBOA MOTY-
LLLeCTBEHHOCTN. BOMIOCHI M WepCTb XMUBOTHbLIX B KO-
YeBOW KyNbType CMMBOIM3NPOBaIN MHOXECTBO, 60-
ratcTBO W n306uame. byHuyK, nan 3HaMs C AEBATbIO
XBOCTaMU, KakK nNpaBuao, NpuHaaaexano caMmbiM MO-
rywectBeHHbIM XxaHaMm. Cuntanoce, YTo nNocse cmep-
M Ayla MOry4mx npasuTener nocensercs B Tyru/
H6yHUYKM 1N MPOA0/IKAET 3aLUMLLATh CBOVX MOAAHHBIX,
cTaB cBOeOobpa3HbIM AYyXOM-3aLUUTHUKOM Hapoga U
BOMCKa (nereHaa o aywe YmHrucxana). BepostHo, ot-
ctoga, yteps 60eBOro 3HameHu cymTanacb 60AbWNM
MO30pOM.

B ncTouHMKax yalle BCero BCTPeYaroTCs CBEAEHMUS O
3HaMeHax C M306paXKeHNeM BOYbEN FON0BbI (BOJIK -
APEBHENLLNI THOPKCKUN TOTEM), 34€Ch BbICTYMaeT Kak
CUMBOJ BIACTW.

ByHuyKku, Tyrv 1 3HamMeHa CAy>XUAU CMMBOJIAMWU Me-
MeHW, BOWMHCKOrO NogpasfeneHns U Hapoja B Lie-
JIOM. 3HaMeHa UCMoAb30BaNCb He TONbKO B BOEH-
HbIX AEACTBMSAX, HO U B CaKpasibHbIX MPaKTUKaX.

3HaMeHa UCMo/ib30BaHNA B MOXOPOHHO-MOMWHaNb-
Hol obpsagHocTu. Hanpumep, eciv ymupan ctapel,
BbIBELIMBaAN Henoe MONOTHULLE, KOTAa YesoBeK B
pacLBeTe CUJ1 — YepHbI, @ MOJIOA0MN — KpacHbIn: be-
NbIA — CUMBOJI CBATOCTM, KPACHbI — MONOZAOCTH, Yep-
HbI — 60AbLLON CKOPOW.

MprMepoM MCNOAb30BaHWA TYroB ABAAETCA NPaKTU-
Ka MOK/JIOHEHWNA CakKpasibHbIM MecTaM W LamMaHcKue
kamnaHua. H. C. Tepneukwuii [14] oTmeyaer, 4To Y Ha-
posoB LleHTpanbHOW A3nu, BkAOYas Ka3axoB, Tyru
He TOJ/IbKO WCMOJ/Ib30Ba/NCh B BOEHHbIX AENCTBUSAX,
HO 1 QYHKUMOHMPOBaAAN B MOXOPOHHO-MOMWUHab-
HOM OBPAAHOCTW, MPaKTUKE MOYMTaHWA 3aXOpOHe-
HWI CBATbIX-ayAMe U 3HaTHbIX 0COH, a TakXKe B Liesn-
Te/IbCKOM npakTuke 6aKchbl.

A. L. BumeHaneBa [15] yka3biBaeT Ha MCMNOAb30OBa-
HWe Tyrn B cBasebHOM 0BpAAHOCTH, B YACTHOCTK, B
KapaBaHe HEeBeCTbl, HampaB/SOLLEroCs B JOM Xe-
HUxa. «bobLION PUTYaNbHbIA CMbICA HalWW MPeAKn
BKJaZblBa/M B CakpajibHOE 3HauyeHWe 3HaMeHW, KO-
TOpOeE BbICTYNano Kak LEHTP NyTW, PacrnoNOXXEHHbI
Ha rpaHuLe ABYX MWPOB. 3TV ABa MUpa HEBECTbl
CoesVHAET NyTb CBafebHOM MpoLeccun, oxpaHse-
MOV AyxamMun npegkoB. [yTb Ha3ag orpaHuueH, nyTb
Brepes OTKpbIT U cBoboaeH [15, c. 32]. MHOrodyH«k-
LMOHaNbHOCTb 3HAMEHHOTO KOMIMJeKCa BOCXOAUT K
MOHVMaHWIO BEPTMKaNUN ApeBka (MMPOBOE ApPeEBO) B
KauyecTBe CTOAINMA MUPa, CBA3YHOLLEro 3BeHa MeXAay
3eMHOM 1 HebecHoln chepamu, CMMBONA BEPXOBHOM
BJIACTW, @ TAKXKe BaXKHOTO Ky/IbTOBOTO U PUTYabHOrO
aTpubyTa. bosbLUyHO CEMaHTUUECKYHO Harpy3Ky B 3Ha-
MeHax HeC/IM N OPHaMEHTMKaA, U LBET, N caMa popma
3HaMeHMN.

meaning of the hair and fur of the animals, which
in nomadic culture symbolized quantity, wealth and
abundance. The bunchuk, the banner with nine tails,
was generally owned by the most powerful khans. It
was believed that after death, the soul of the powerful
rulers settled in the bows/bunchuks and continued
to protect their subjects, becoming a special spiritual
protector of the people and the troops (legend about
the soul of Chinggis Khan). Perhaps from here the loss
of the battle banner was considered a great shame.

In the sources, the most common information is about
the flags with the image of a wolf's head (wolf — the
oldest Turkic totem), here as a symbol of power.

The bunchuks, tugs and banners served as symbols
of the tribe, military unit and the people as a whole.
It is interesting to note that the banners were used
not only in warlike conflicts, but also in sacred acts.
Historians report that even in peacetime special
marches were held to boost morale.

Kazakh ethnography is replete with references to the
use of the banner in funeral ceremonies. For example,
a white cloth was hung on the death of an elderly
person, a black one for a man in the prime of his life,
and a red one for a young man: White is a symbol of
holiness, red is a symbol of youth, black represents
great sorrow.

The practice of worshipping sacred places and
shamanic practices is an example of the use of tugs.
N. S. Terletsky [14] notes that among the peoples of
Central Asia, including the Kazakhs, drags were used
not only in warlike conflicts, but also in funerary and
memorial rites, in the veneration of the tombs of
saints and nobles, and in the healing practices of the
Baksy.

A.S. Bimendiyeva [15] points out the use of drags
in wedding ceremonies, especially in the bride's
caravan on the way to the groom'’s house. The great
ritual significance of our ancestors was the sacral
significance of the banner, which was the center of
the path and was located on the border between the
two worlds. These two worlds of the bride connect
with the path of the wedding procession, which
is guarded by the spirits of the ancestors. The way
back is limited, the way forward is open and free [15,
p.32].The multifunctionality of the famous complex
goes back to the understanding of the vertical staff
(world tree) as a pillar of the world, a link between the
earthly and heavenly spheres, a symbol of supreme
power and an important cultic and ritual attribute.
The ornamentation, color and shape of the banner
carried a great semantic load in the banners.
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MOPXY3IK
NMEPCTEHb-MEYATb
MORZHUZIK / SIGNET RING

Buneywi snnTaHblH eH, MaHbI3Abl HbllWaHAAPbIHbIH,
6ipi Mep xy3ikTepi 6oaabl. Kelibip aepektepre cyii-
€HCeK, 071ap «MyHAalN anpbiKla MepaepaiH, WhIHFbIC
TYKbIMbIHbIH, aKCylhekTep TOOblHa MOHOMOAUSANbIK
TWeCININIriH alikblH KepceTeTiH CTaHAapTThl Aephik
TaMLWebl Topi3ai niwiHge 6onabl» [15, 22 6.]. bip Kbi-
3bIfbl, TAaMLbI TAPI3AI NiWiH — Ka3ak 3eprepLuiniriHiA
KaHOHAbIK, MiWiHAepiHIH, 6ipi (KYC MypbIH cakuHa-
cbl). By miwiH Tek cynTaHAbIK (XaHAbIK) MepaepaiH,
arpbIklua Ky3blpeTi bonabl, akcakanfapabiki TepT-
OypbIWThl, coOnaKk HemMece AeHrenek MiWiHAi 6oaabl.
CynTaHAblKk MepAiH NiWiHi (Kofapbl KapafaH) acnaH
chepacbiH Bingipesi, OMTKeHI OHbIH TacbiManAayLubl-
Cbl €XeNri TYCiHiKk 6oMblHWa MaHrifiK KeK acnaHHbIH
xepgaeri opbiH6acapbl 6onfaH. Mepxy3ik — GUAIKTIH
MaHbI3/bl HblllaHAAPbIHbIH Bipi, OHbIH MECiHIH, XOfa-
pbl MapTebeciHiH, AyHuere KeareHAriHiH epekiie
KYKbIKTapbIHbIH, KOPCETKILLI.

Bapsiblk MepXy3ikTepAiH MilWiHi Or0-epHeKkneH Hes-
eHgipinreH, 6ipak CyATaH MepAepiHiH yAarinepiHe
KapafaHja, COHfblIapbl eH Tajfamnas fAu3aliHMeH
epekLeneHai. CakMHaHbIH, 6yKin NiwiHi 3mMraar niwiH-
aepiMeH Hemece Hacka bipFakKThbl YbIMAACTbIPbINFaH
3INeMeHTTepPAiH  TipKeciMiMeH TOATbIPbINFaH  eKi
XiHiLLKe cbi3blkneH xuekTenreH. CaknMHa KOMMNO3M-
LMACBIHbIH, HETI3ri epici neciHiH xeke 6acblH Kepce-
TeTiH aceM apab >ka3ybIMeH TOATbIPbIJFaH.

Mep-xy3ikTep TypKinepaiH TyCiHiriHae ariMeH (ac-
MaH MeTabl) CeMaHTUKanblk 6ainaHbICTbl Kueni
MeTaNN — KyMIiCTeH >acanfaH. MamaHgap onapabl
caKTayfa apHajfaH afall kopanTapabliH 6ap ekeHai-
ri Typaibl aTagbl, onap apkapgblH 6ykTenreH Mym-
i34epi TypiHAe acanfaH. YHAieyponanblk AdyipaeH
6actan mynis/mynisgep dapHHbIH — NaTWanblk AaHk,
neH KyAaublH pakbiMbl HbllaHbl. «Apkap» ypaHbIH
OYKiN Kasak LWbIHFBIC TYKbIMAApbl KOAZaHFaH Aen
ecenTenegi.

XacanfaH matepuanbl, XY3iKTiH MiliHI MEH OHbIH
alwekeni, 6enrini 6ip >Xa3ybl XaHe backa Aa aTpu-
6yTTapbiMeH 6ipre xaH OWAIriHiH XapKblpaybl MeH
V/IbIIbIFBIH @Tan eTTi.

KAPY
OPYXXWUE
QARU / WEAPON
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Kapy-xapak, ©3iHiH Tikeneln MakcaTbiHaH 6acka,
ASCTYPAi M3AEeHMEeTTe KOKTeH LblKKaH Kyaalnblk
peTiHAe KabblngaHabl, CankeciHWwe 6unikTiH 6en-
rici MeH HblwaHbl. Cagak, KblAblll, KaHXap, Mbilwak,
Hal3a, KaMlbl XaHe T.0. epeklle MdAeHW MapTe-
6ere ne 6onabl. KasakTblH A3CTYpAI Kapy->KapaFbiH
3eptTeywi K. AxmeTtxaHoB [16] ka3ak aybl3 agebu-
eTiHAe Kapy-XapaKTbl YLKipy Typanbl CHOXeTTep
6ap ekeHiH aTan kepcetegi. Kapy->xapakTbl yLKipy
Ke3iHAe, 94eTTe, KasakTapablH, NiKipiHWwe, 6aTbipablH,
apbip Kapy-xapafbiHa TaH XebeyLinepaiH, ecivaepi
atangbl [16, 188 6.]. CoHgali-ak kapy-Xxapak kasak
KaNblHAbIFbl XXacayblHblH, KypaMblHa Kipai.

Capak neH >xebeHiH ceMaHTMKacbl 6UAiK KaTbiHACcTa-
PbIHBIH GOpPMynacbiH KepceTeai: cajak o6unikTi, an
xebenep GafbIHbILWLTLINBLIKTEI Hingipai. Akcakansap-
AblH xebenepi 6ap casak TapTybl Xac XayblHrepai
6acTay bIpbIMbIHbIH, LiapblkTay caTi 6onabl (Kasak,
anocbl Ep TopfbiH). Typki xanbikTapblHAa becikke
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OZHUM 13 BaXXKHENLLIMX CUMBOJIOB MpPaBsLLEN 3/UTbl
ABNAANCb MEePCTHU-neyaTn. Mo HeKoTopbIM WUCTOY-
HMKaM OHW «MMen MOYTU CTaHAAPTHYH KanaeBua-
Hyt0 GOpMy, Harffa4HO CBUAETENbCTBYIOLWYHO O MO-
HOMOJIbHOW MPUHAANEXHOCTU TaKMX IKCKIHO3UBHbIX
neyateli MUMEHHO apWUCTOKPATUUYECKOMY COC/IOBUIO
unHrM3maoB» [15, c. 22]. NMpumeuaTtensbHo, UTO Kanae-
BMAHas popma oAHa 13 KaHOHMYecknx GopMm Kasax-
CKOro 3eprepctsa (KoJsibLa Kyc MypbIH). [JaHHaa ¢pop-
Ma 6blaa NpeporaTMBOM UCKIOUUTENBHO CYATaHCKMX
(xaHCKUX) MeyaTen, y CTapellunH bGblia 4veTbipexy-
rofbHas, oBasbHas uan kpyrnas. opma cyntaHcKon
neyatn (ocTpvem BBepX) YKa3biBasa Ha HebecHyto
chepy, NOCKO/bKY ee HOCUTeNb, MO APEBHUM Mpes-
CTaBAEHWAM, ABNANCA HAMECTHNUKOM BeyHoro cuHero
Heba Ha 3emse. lNepcTeHb-NeyaTb ABASETCA OAHUM
M3 3Ha4YMMbIX CMMBOJIOB BJacTW, MoKasaTenem Bbl-
COKOrO CTaTyCa ero B/iajenblLia, ero ocobbix npas no
dakTy poxaeHus.

dopMa Bcex nepcTHelr-neyaTen OpPHaMEHTMpPOBa-
nacb, Ho, cyas no obpasuaM CyATaHCKUX nedaTew,
Hanbonee WM3ALWHBIM OPOPMIEHNEM OTANYAANCH
MMeHHO nocnegHve. OCHOBHOE Mose KOMMO3ULUM
MepCTHA 3anofHsia M3slHas apabckas Hajnucs,
yKa3blBatoLLas IMYHOCTb BAaZenblia.

MepcTHM-NeYaTV M3roToBAsSINCL M3 cepebpa — ca-
Kpa/lbHOro B MOHWUMaHWW THOPKOB MeTanna, CeMaH-
TUYECKM CBSI3@HHOTO C NYHOW (HebecHbI meTann).
CneumanncTbl rTOBOPAT O CyLLEeCTBOBaHWUN AepPEBSH-
HbIX LUKATYNOK AN WX XPaHEHWs, BbIMOAHEHHbIX B
BUJE CBEPHYTbIX poros apxapa. Por/pora ¢ nHgoes-
pOMencknx BpemeH cumBos dapHa — LLapckol caasbl
n boxxecTBeHHOM BraroaaTu.

Martepuan nsrotoBaeHus, Gopma NepPCTHa U ero ae-
KOp, BKyMe C KOHKPETU3MPOBaHHOW HaAMWUCbIO 1 BCe
Apyrue aTpubyTbl NMoguyepkuMBanu 6aeck 1 Beandme
XaHCKOW BAacTu.

One of the most important symbols of the ruling elite
were the rings. According to some sources, they «had
«almost a standard tropical shape, which shows that
the monopoly possession of such an exclusive signet
ring is the aristocratic possession of the Chingizids»
[15, p. 22]. It is noteworthy that the teardrop shape is
one of the canonical shapes of the Kazakh zerger (the
ring qus maryn). This shape was reserved exclusively
for the sultan’s signet ring (khan's seal), the elders
had a square, oval or round shape. The shape of the
sultan’s signet ring (facing upwards) indicated the
heavenly sphere, because its wearer was, according to
ancient conception, the representative of the eternal
blue sky on earth. The signet ring is one of the most
important symbols of power, an indicator of the high
status of its wearer, his special rights due to his birth.

The shape of all the signet rings was ornate, but
judging from the patterns of the sultan’s signet rings,
these had the most elegant design. The entire shape
of the ring was framed by two thin lines, filled inside
with either zigzag shapes or a combination of other
rhythmically arranged elements. The main field of
the ring was filled with an elegant Arabic inscription
indicating the identity of the wearer.

The signet rings were made of sacred silver metal,
semantically associated with the moon (celestial
metal). Experts speak of the existence of wooden
boxes for their storage, made in the form of rolled
ram horns. The horn(s) from Indo-European times is/
are a symbol of Khvarenah - royal glory and divine
grace.

The material of manufacture, the shape of the ring and
its decoration, together with the concrete inscription
and all other attributes emphasized the splendor and
greatness of the Khan's power.

Opyxue, KpoMe CBOEro npsMOro Ha3HauyeHus, B
TPaAVLIMOHHOM KyAbType BOCMPUHMMANoCh Kak 6o-
XECTBEHHOE, MMetoLLlee HeBecHOe MPOMCXOXAEHME,
COOTBETCTBEHHO, 3HaK U cumBoa Bnactn. Ocobbin
KyNbTYPHbIA CTaTyC UMenu nyK, cabau, KuHXanbl,
HOXMW, KOMbe, kKaM4a u gpyrue. Vicchegosatens Tpa-
AVLUMOHHOTO Kaszaxckoro opyxwua K. AxmeTxaHOB
[16] oTMeuaerT, uTO B Ka3axckoM GosbKIOpe BCTpeYa-
FOTCS CHOXETbI C 3aroBopamMu opy>us. Bo Bpems 3a-
roBopa opyXus 0bblYHO Ha3blBa/MCb MMEHA CBATbIX
NMOKpOBUTENEN, KOTOPbIE, NO MPeACTaBAeHNAM Ka3a-
XOB, UMEIOTCSA Y KaXk0ro Bua opyxwus 6atbipa [16, c.
188]. Takxe opyxune BXOAMNO B COCTaB MPUAAHHOTO
Ka3axCKol HeBeCTbl.

CeMaHTUKa NlyKa 1 CTpen oTpaxkaeT GopmMyny BAacT-
HbIX OTHOLLEHMWIA: YK Bblpaxkan BAacCTb, a CTPenbl —
NOAUYMHEHHOCTb. [lap Niyka CO CcTpenamm OT CTapLumx
B pody 6bin KyNbMWHALMOHHBIM MOMEHTOM B 0b6ps-
A€ VHMLMaLMM MOJI040ro BOMHA (kasaxckuia anoc Ep

In addition to their immediate purpose, weapons in
traditional culture were considered divine, of celestial
origin, orasign and symbol of power. A special cultural
status was given to bow, saber, dagger, knife, spear,
kamcha and others. The researcher of traditional
Kazakh weapons K. Akhmetzhanov [16] notes that in
Kazakh folklore there are conspiracies with weapons.
Weapons conspiracies usually mentioned the names
of sacred patron saints who, according to Kazakhs,
were in possession of any batyr weapon [16, p. 188].
The weapons were also part of the Kazakh bride.

The semantics of the bow and arrow reflect the
formula of power relations: the bow expresses power,
and the arrows represent submission. The gift of the
bow with arrows by the elders was the culmination of
the initiation rite of the young warrior (Kazakh epic Er
Torgyn). Among Turkic peoples, the miniature model
of the bow served as a talisman for children, attached
to the cradle — the besik: The bow will give the
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iNiHreH cajakTblH, MUHMaTOpanblK yAarici 6ananap
60MTYMapbl KbI3METIH aTkapfaH, AfHM Cajak >kaHa
TyfaH H6anafa 6onawwakTa Kyw neH baTbinablk bepeai
nen ceHreH. Cagakka >kaH/abl 3aT peTiHae Kapay Ko-
6blnaHAbl 6aTblp 3NOCbIHAA Ke3gecesi, oHAa baTbip
LWeLyLi WwarkKacTa e3iHiH, casafbliHa CbiHb6ayabl, ayblp
XaffanFa KangblpMaybliH Cypan eTiHILWMNeH XYyriHea.

KblNbIl — WeCiH, OHbIH KOfamAafbl OPHbIH cuMaT-
TanuTblH MapTebeni kapy. Kbuiblw Kasak XaHAapbl-
HblH Takka OTbIpy PacCiMiHAe KOAAaHbINAbI: XXaHajaH
calinaHfaH XaHJAbl ak, Kui3re keTepreH Ke3ze oHbl XxaH
MapTebeciHiH 6enrici — KbIAbIWTbI XOfapbl KeTepin
opTafa anfaH.

KaHxap cak psyipiHeH 6epi TekTi >ayblHrepaiH
Genrici XxaHe apTYyp/i paciMAEpPAiH, COHbIH, iWiHAe
Xepiiey PaciMiHiH KaTbiCywwbicbl 6onabl. Cak 3ama-
HbIHAAFbl Ka3aKCTaHAbIK, KaHXXapaapAblH, kenbip ap-
XEONOMUANBIK YAFINEPiH XbIPTKbIL KYC HEMECe Kbli-
paH BypkiT 6eliHenepiMeH 6e3eHAipYy «OHbIH KacueTi
MeH MakcaTblH kalTanagbl» [17, 106 6.].

HalzaHbl MapkyMHbIH «banamacbl» peTiHAe naki-
JanaHysbl «Hal3a CblIHAbIPY» («a3a TyTy Hal3acblH
CbIHABIPY») paciMi kepceTegi. KasagaH keWiH 6ip
Xbl/l ©TKEH COH, Halh3a Kenwinik anabiHaa CbiHAbI-
pblafaH. XIX facblpfa AeniH KasakTapAa MapKyMMeH
Bipre eke Kapy-XapafblH Xepney A3CTypi bonfaH
XaHe byn AacTyp cak AdyipiHeH Gepi KanbinTackin
KeareH XaHe fyHAap MeH TypikTep apacbiHAa YHEMI
cakTasnfaH.

KaMmlubl fa Kazak MaJeHUWeTiHAe 3yJbiM pyxTapiaH
KOpFfaHbIW KbI3METIH aTkapa OTblpbin, 6enrini 6ip
mMapTebere une 6onfaH. [acTypai Kofampafrbl Ke3
KeJIreH Kenicco3fiH KeHin-Kyni konaafbl KaMLbIHbIH,
XafaaliMeH aHbIKTalAbl: erep Kamlubl canbbipan Typ-
ca, OHAA KOHak >XafbIMCbI3 HMETMEeH, an erep Kambl-
pblafaH 60ca, ThIHbIWTLIKMEH KeareHi aHbIk. Kamubl
6ocaHy pacimaepiHae, CoOHgan-ak 6akcbl canT-Kopa-
napblHAA Aa KOJAaHbIAFaH.
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ToprbiH). Y THOPKCKMX HapOAOB MUHMATIOpPHas MO-
AeNb JlyKa CAyXwuna JeTCKMM TaauCMaHOoM, KoTopas
npukpenasnack K Konblbenn — becik: Ayk npugact
HOBOPOXAEHHOMY MaJibunKy Ccuay K xpabpocTb B
6yayuiem. OTHOLIEHME K JYKY KaK K OAyLIeBAEHHO-
My npegMeTy BcTpeydaeTcs B anoce KobnaHabl 6aTbIp,
rae repoin obpaliaeTcs K CBOEMY Jiyky C Mpocbbon
He CoMaTbCs 1 He NOABECTM ero B peLuaroLLem 6oto.

Cabna (KblbIl) — CTaTyCHOE OpYyXWe, XapakTepuay-
tolLlee BAagenbLa, ero nonoxeHve B obuiecree. Ca-
619 nMcnosnb3oBanacb B LEPEMOHUN MHTPOHM3ALMM
Ka3axCKMX XaHOB: MOC/ie MOAHATUA Ha KOLIMe HOBO-
MCMEeYeHHOro xaHa OMnoACbIBaAN € — 3HAaKOM XaH-
CKOro cTaTyca.

KunHxkan ¢ cakckmx BpemeH 6bl1 3HaKOM 3HAaTHOrO BO-
MHa M YYaCTHWKOM pPa3anYHbIX PUTyasoB, BKIKOYas
MOXOPOHHO-NorpebanbHbIn. [ekop HEKOTOPbIX ap-
XE0JIOTMYECKUX 06pa3LoB Ka3axCTaHCKUX KMHXKaNoB
CaKCKOro nepuoga ¢ U306paxeHUsIMN XULLHOW NTu-
Lbl MW OPAMHOTO rpUdoHa «aybaMpoBan ero CBoin-
CTBa, Ha3HaueHue» [17, c. 106].

VMcnonb3oBaHWe KOMbA Kak «aHanora» yconLiero je-
MOHCTPUpPYeT 06psj «Halr3a CbiHAbIPY» («pa3nambl-
BaHWe TpaypHOro KonbefA»). Yepes rog nocne cosep-
LWeHWs MOMUHOK KOMbe AeMOHCTPATUBHO NOManoch.
Jo XIX B. y Ka3axoB 6bl10 NPUHATO XOPOHUTb ANY-
HOe opyXue BMecTe C yCOMLMM, a JaHHasa Tpaju-
umsa GMKCMpyeTCcs € CakCKOro BPeMEHU N HEM3MEHHO
npakTMKOBaiacb y ryHHOB W THOPKOB.

OnpeaeneHHbIN CTaTyC B Ka3axCckon KyabType nMena
¥ KaMuya, KoTopas BbiCcTynana u GyHkuumn obepera ot
3/1bIX AyxOB. HacTpoit ntobbix neperoBopoB B Tpa-
AVNUMOHHOM ObLLecTBe onpeaensiacs NoSOXEHNEM
KaMuu B pyKax: ecaum nieTb CBUCAA, TO FOCTb SBHO
npuwen ¢ HepobpbIMM HaMepPeHUsIMM, a ecin OHa
CnoxeHa — To ¢ MMpoM. Kamuy ncnosib3oBanu 1 B po-
AVABHOW 0B6PSAAHOCTYM, @ TakXKe B KaMaHmax 6akcbl.

newborn boy strength and courage in the future. The
treatment of the bow as an animated object is found
in the epic of Kobylandy Batyr, where the character
asks his bow not to break and not to abandon him in
a decisive battle.

The sable (kylysh) is a status weapon that marks the
owner and his position in society. The sable was used
in the enthronement ceremony of Kazakh khans: After
the newly appointed khan ascended the koshma,
they surrounded him - a sign of the khan's status.

Since the Saka period, the dagger has been a famous
warrior and participant in various rituals, including
funerals. The decoration of some archeological
samples of Kazakh daggers from the Saka period
with images of a bird of prey or an eagle’s griffin
«duplicated its characteristics, its purpose»
[17, p. 106].

The use of the spear as an «analogue» of the deceased
clarifies the rite of «naisa syndyru» («breaking of the
funeral spear»). A year after the funeral ceremony, the
spear broke. Until the XIX century. Kazakhs used to
bury personal weapons together with the deceased,
and this tradition has been firmly established since
the time of the Sakas and was always practised by

Huns and Turks as well. Kamcha also had a certain
status in Kazakh culture, serving as protection against
evil spirits. The mood of any negotiation in traditional
society was determined by the position of the kamcha
in the hands: If you whistle, the guest clearly came
with bad intentions, and if it is folded - then with
the world. Kamcha was also used in birth rituals and
baksy practise.
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