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Abstract

The makers of hammered dulcimers in the Appenzell (Switzerland) and Salzburg (Austria)
regions are considered artisans of their very specialized craft. A trapezoidal wooden

case with a bridge, the instrument is beautified with ornaments and symbols of religious
and popular belief. Its sound is produced by a process mediated through several
materials: the player uses small hammers struck by hand on several strings,

the vibration of which is transmitted to a resonating body.

In contrast, historically, the hammered dulcimer had strikingly negative associations:

It was ‘devalued to a dance instrument’; ‘disgusting because of the great noise of sounds’;
it 'should be nailed to the houses of ill repute’ and ‘[he] who [..] is in the habit of playing
on the dulcimer, may be a regular thief and robber’. Such rebukes — some of which notably
addressed directly to the object, not to the players — contrast with contemporary
perception and raise questions about relationships between the material object,

its properties, and their relationship to perception.

Through the detailed inspection of historical and contemporary specimens and their stories,
we trace the transformation from the once shunned object to the artisanal work

and carrier of cultural heritage. Dulcimers as ‘sensual objects’ (Harman) that transformed
themselves and together with their associates: players, makers, and the sound
environment. We trace the different allusions around the hammered dulcimer as objects
to the crafting material, the stories from makers, and the artistic and symbolic emanation
of the ornamentation. This further demands a critical reflection on the status of the craft
and the material objects that exist to this day without digital technologies and in non-
digital spaces.

Keywords: dulcimer, instrument making, Alpine region, ornamentation, music
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Introduction. Musical instruments as material objects are connected to their musical
tradition — notably under the umbrella of ‘intangible’ cultural heritage — while holding
tangible qualities that withstand or relate to changes in their environment. Some retain
their shape and mechanics over centuries while undergoing multiple transformations
in their symbolic cultural meaning, their role and status in society and musical stylistics.
Others are changing under the pressure of time: new technologies, new social
challenges, new ideologies. Some even disappear for centuries or stay hidden
and nearly forgotten to be uncovered one day and restored for scholarly or artistic needs.
Underlying these developments are tensions between the object itself and its perception,
as well as the tensions of the material object between the sacred and the profane,
or the turn towards a past heritage or future endeavors. Societal change drives
these tensions and becomes an agent for both changes in and preservation
of instruments as a tangible symbol of music traditions. Further transformations may
be driven by technological innovations. The previous century saw various technological
advancements that had significant implications across all areas of musical practice.
Within the sphere of music production, the development of phonography, electrification,
digitalization, and increased connectivity led to the creation of numerous new musical
instruments [Hardjowirogo, 2017, p. 10].

Dating back to antiquity, the hammered dulcimer can trace its roots to various regions
across the globe, including the Middle East, Asia, and Europe. There is the attempt
to trace its origin through migration and trade routes, some postulate an origin
from Persia, from where the instrument spread to Europe and Asia. Nevertheless,
a "polygenetic” history with independent developments in different regions can be
assumed as well. The hammered dulcimer in the Central European Alpine region is
organologically related to the Hungarian cimbalom, the trapezoidal psaltery documented
in medieval sources, and the mentioned Persian santur. An assumed “tree” of relations
between the various traditions is provided by Gifford [Gifford, 2001, p. 8] in his standard
monograph on the dulcimer. However, there are varying typologies, and in the European
context, the fretted cither is distinguished from the “psaltery-cimbalom group” [Baines,
1960, p. 12].

The hammered dulcimer is made of a trapezoidal or, in some cases, rectangular
wooden frame adorned with horizontally stretched strings. Types of wood used
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for the body of the instrument are mainly made from native spruce and maple,

in fewer cases other woods such as pear, walnut and cherry. The instrument is played
using handheld hammers made of various materials, such as wood, metal, or leather,
which strike the strings to create a unique blend of melodic and percussive tones.

The hammered dulcimer’s adaptability across different musical genres has contributed

to its cultural significance and popularity throughout history. Its versatility is evident

in its application within traditional folk music, classical compositions, contemporary world
fusion, and even elements of modern popular music. In the past, dulcimers were often
built by the players themselves [Engeler, 1894, p. 158], however, this is no longer

the case today.

Throughout various historical periods, the hammered dulcimer has held cultural
importance. Its evocative resonance and delicate timbre have been employed to express
a wide array of emotions and communicate narratives in both joyous gatherings
and solemn ceremonies. In recent times, there has been a resurgence of interest
in the hammered dulcimer, attracting musicians of diverse backgrounds and skill levels.
This renewed attention is partially attributed to the instrument'’s accessible playing
style and its potential for creative expression.

In the subsequent chapters, we explore the dulcimer tradition in Northeastern
Switzerland, examining the instrument as a concrete subject of ethnomusicological
study. Our focus shifts to the instrument’s materiality and the ways it is perceived.
Concrete observations are then followed by a reflection, in which we focus in particular
on Object-Oriented Ontology [Harman, 2001, p. 2018] to investigate the intrinsic
and perceptual qualities of objects, using musical instruments as a case study to explore
their autonomous existence, their qualities and the tensions between the object itself
and its perception, as well as the tensions of the material object between the sacred
and the profane.

The dulcimer tradition in Northeastern Switzerland. In the vicinity of the Alpstein
Massif in Northeastern Switzerland, the hammered dulcimer holds significance within
the region’s musical tradition, serving as both a solo instrument and an integral part

of the ensemble known as “"Appenzell string music”. This ensemble typically includes
instruments such as the cello, violin, and double bass. Some of these ensembles

gained acclaim beyond the local confines and utilized music as a means of livelihood.
While the fame of the hammered dulcimer predominantly stems from its association
with “Appenzell string music” ensembles during the 19th century, historical sources trace
the instrument’s existence back several centuries. Notably, financial records from 1567
in Appenzell make the earliest mention of the hammered dulcimer [Manser, 2010, p. 29].
However, records from the 17th and 18th centuries reveal that the instrument was often
linked to individuals of low social status and itinerant musicians, leading authorities

to view them with suspicion [Gifford, 2001, p. 68]. In contemporary times, the practice
of playing the hammered dulcimer, along with its instruction and instrument
craftsmanship, continues to thrive as a living cultural heritage in various regions.
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Additionally, innovative efforts have been undertaken to further advance the instrument’s
capabilities and possibilities.

Dulcimers have in common a trapezoidal box, the top of which is made of spruce
inserted into a frame of harder wood. Figure 1 shows a dulcimer from the workshop
of Johannes Fuchs, built in 1990. We see the trapezoidal resonance box over which

the strings are stretched. The sides are attached to the left and right and are interrupted
by bridges.

Figure 1. Hammered dulcimer by Johann
Fuchs, Appenzell, made in 1990

My field research and exploration of the music of the Alpstein region (see Fig. 2)
began in 2018 with studies on yodeling. The hammered dulcimer emerged as central
to a project that aimed to digitize and evaluate bequests in the archive of the Roothuus
Gonten, Centre for Appenzell and Toggenburg Folk Music in the period throughout 2021
and 2022. There | had access to the extensive archival resources at the local folk music
center as well as the opportunity to establish contacts with musicians and instrument
makers. The collection of several thousand pages of music notation, in addition
to hundreds of recordings and miscellaneous material poses challenges which all archives
face today: how to preserve, organize, and digitize the large material in a sustainable
and accessible way. My research focused on two collections, the first by the Ethnomusicologist
Margaret Engeler (1933-2010) and the second by the local musician and collector
Linus Koster (1906-1985). Engeler’s legacy turned out to be particularly intriguing.
The collection comprises audio recordings made between the late 1970s and early
1990s, mainly as part of Engeler's ethnomusicological research in the Appenzell region.

‘/ Germany
France z s
S W O / { St
Basel e NN
e L ek, ¢ v f A&
l’ £ 3 A 8 Austria
W= _,s\x\\/{tz»e;rlga/nd-. 2 Figure 2. The red spot marks
I e the center of the Alpstein massif,
2 s Gl o Rp S AN sl el where the tradition of playing
i o TP TP S £ the hammered dulcimer
R A of the Central European Alpine
T 8a% region is particularly lively today.
> Italy Source: https://map.geo.admin.ch/
[18.09.2023]

‘ 20 ‘ Yannick Wey Observing the Cultural Development of the Hammered



No. 4. 2023 C\Sapyn

These recordings include interviews with Appenzell musicians, live music recordings,
scientific lectures and recordings of thematically relevant radio programs. Her field notes
offered insights beyond her published works (Engeler 1984), and the recordings include
the sole preserved interviews with eminent dulcimer players from the local musical
tradition. This discovery spurred an in-depth study of the instrument, raising fascinating
research questions for several reasons: while the hammered dulcimer is known

in numerous regions and cultures globally, it possesses a distinctive local flavor; moreover,
its construction demands sophisticated craftsmanship and a nuanced understanding

of musical acoustics.

In 2023, only two dulcimer makers will still be active in the Appenzell region of north-
western Switzerland. One of them is Werner Alder who trained in antique and cabinet
making, but for many years primarily has focused on dulcimer construction. His product
ranges from basic dulcimers for beginners to more complex concert dulcimers
for professional musicians. Coming from the Alder family known for traditional music,
Werner Alder actively performs in various groups and as a solo dulcimer artist. Insights
into his workshop will be discussed later in this article.

The instrument as a tangible object of ethnomusicological research. Musical
instruments, while tangible, are not just tools for producing music but are also artistic
artifacts. They represent a blend of craftsmanship and artistic expression, satisfying
aesthetic needs both visually and audibly. De Oliveira Pinto explains: “If music is
of intangible nature, musical instruments are not. They are touchable as artifacts, as final
outcomes of knowledge, skills, and mastery in handcraft. Musical instruments are a visible
object-like human product, through which music is performed and reproduced as sound.
[...] The most extraordinary thing is that musical instruments are more than artifacts
of music alone, they often represent pieces of fine art in their own right. As true art
objects, musical instruments fulfill the deepest aesthetic needs of people, visually
and audibly at the same time.” [De Oliveira Pinto, 2018, p. 115]. Musical instruments
— defined by Hornbostel and Sachs as any object witch which sound can be produced
intentionally [De Oliveira Pinto, 1933, p. 129] are often the most valued possession
of musicians and how they identify themselves: as “violinists”, “"drummers”, “accordionists”.
In Aristotle it is said that “"men become builders by building and lyre players by playing
the lyre” [Ross, 2002, p. 18]. According to Elschek [Elschek, 1970, p. 51], the instrument
is an extension of the human body and its functions; the “instrumental idea" arose
as a "quantitative increase in the possibilities of one’s own organism”. The resonating
body of an instrument, for example, forms an augmentation of the body cavities
and allows for louder and differently colored sounds.

Today, the ability to master an instrument (or one’s own voice) for the purpose
of music also serves as a criterion to distinguish musicians from sound production
and reproduction by purely digital means. Alperson [Alperson, 2008, p. 38] writes:
“It is hard to overestimate the importance of the idea of the musical instrument in our
appreciation of music and our understanding of musical practice. We think of music
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as a performing art and, typically, we think of the performer as performing on a musical
instrument. The notion of the musical instrument, as an object with sonic and musical
possibilities and limitations and with its own history of development, shapes our
understanding of the taxonomy and genres of music.” The history of the instrument itself
is interwoven with cultural and environmental change, and various instruments are related
to each other, grouped, or linked together as families, species, or genera [Stockmann,
1965, p. 161]. As Dournon [Dournon, 1996; Cance 2017, p. 29] notes, a musical instrument
“is not an object as others are; it produces sounds and carries meaning. It includes

an additional aspect, due to its functional and symbolic role in society”.

In The Cultural Study of Musical Instruments, Dawe [Dawe, 2003, p. 175] formulates
the thought: "Musical instruments are formed, structured, and carved out of personal
and social experience as much as they are built up from a great variety of natural and
synthetic materials. They exist at an intersection of material, social, and cultural worlds
where they are as much constructed and fashioned by the force of minds, cultures,
societies, and histories as axes, saws, drills, chisels, machines, and the ecology of wood.”
This confluence of tangible and intangible approaches and properties is what makes
the study of musical instruments as objects such a complex undertaking.

Stockmann [Stockmann, 2010, p. 9] defines three domains — technical, psycho-physical
and aesthetic conditions — for the study of musical instruments as “sound tools":

a) the material-technical, physical-acoustic conditions and characteristics

of the instrument,

b) the biological, psycho-physical prerequisites and abilities of the player to handle it,

and

c) the tonal-musical ideas and norms of the society in question, which the player

realizes with the help of the instrument, and to explore the dialectical
interrelationships between the three factors.

These three categories cover in particular the material aspects of the musical
instrument. Aesthetic elements of instrument making such as the painting on the body
of the instrument or handcrafted ornamentation are not mentioned explicitly. However,
we assume here that these also form integral aspects of the instrument as a sound tool
and should be included in the investigation. With this extension in mind, the delineation
of these domains invites a deeper examination of how musical instruments are not only
shaped by their physical and technical aspects but also influence and are influenced
by the musicians and the cultural milieu they inhabit.

Unraveling the Social Stigma: The Hammered Dulcimer’s Historical Journey.
Today, the dulcimer is an integral part of the local folk music in the Alpstein region
and is often presented as its emblematic instrument. However, it is not self-evident
that the hammered dulcimer enjoys such acceptance today as part of the cultural
heritage and as an art music instrument. If we consult the early sources of its history,
it is noticeable that it is rather negatively afflicted. The sources lack an aesthetically
pleasing sound. And socially, the instrument is placed near beggars and thieves.
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A few examples for such sources from the German-speaking Alpine region
and neighboring regions are listed here.

Johann Mattheson wrote in 1713 that the “trifling Hackbretts, except the large
and gut-strung [instrument] named Pantalon, which is high-privileged, should be nailed
to the houses of ill repute.” [Gifford, p. 68]. At Waldeck, Upper Palatinate, in 1724, court
books recorded a man who “is in the habit of playing on the dulcimer, may be a regular
thief and robber.” Another 18th century source reads: “The dulcimer is an elongated
rectangular instrument with metal strings, covered like a clavichord. [...] However, because
it has been so badly abused so far, we do not want to remember it any further” [Eiseil,
1738].

About the social status of the hammered dulcimer and its consequences, folklorist
Brigitte Geiser wrote: "As an instrument of the dance musician, the dulcimer was hardly
noticed in the past. It was exposed to all kinds of weather and was often thrown away
as spoiled and worthless, before it was realized that the dulcimer is also a cultural asset.”
[Geiser, 1975, p. 24]. One hypothesis states that the status and function of instruments
in society is reflected in their material and its quality. The dulcimer maker Werner Alder
clearly denied this question. He suggests that the quality of the craft was high among
the players, but that they were treated pejoratively because of rural poverty. On the one
hand, this point of view is plausible, on the other hand, it is not verifiable. The preserved
specimens from the 18th and 19th centuries are probably a sample of particularly high-
quality instruments. A poorly and cheaply built instrument was preserved much less likely.
An elaborately worked and artistically designed specimen gives us a distorted impression
of history. The broad mass of instruments has not survived and their condition we cannot
reconstruct today.

To summarize the argument — albeit in a generalizing fashion —, the social history
of the dulcimer in the Alpine region reflects a remarkable transformation. For a long
period, its association with lower social classes and negative societal elements
overshadowed its musical value. This association extended to criticisms of its sound
and musical aesthetics. However, over time, the dulcimer emerged as a symbol of cultural
heritage and an esteemed element in art music, especially in the Alpstein region.

This shift in perception is partly contrasted by the survival of high-quality dulcimers
from earlier centuries, though this may not represent the full spectrum of instruments
used historically.

Two elements of the production of the dulcimer we illuminate in more detail below:
on the one hand, the ornamentation, and on the other hand, the hidden interior.

The latter is reserved for the makers of the instruments, the interior is not shown

to outsiders, including buyers and players of the instruments. From both aspects, then,
in turn, the implications for the cultural significance and material history of the dulcimer
can be read.

Ornamentation. The ornaments of the instruments, according to dulcimer makers,
are a kind of signature of the makers. Over time, they changed carved symbols,
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while earlier generations applied larger paintings sometimes with religious motifs.
Alder pointed out that the rose-shaped motif pertains to his family. In addition

to this individual aesthetics explanation, it is also noticeable that many instruments
exhibit a kind of rose window (see Fig. 3). There are other forms as well, but this one
is dominant in both historical and contemporary specimens.

<7\
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Figure 3. Making of rose window ornaments as “windows” into the resonating body of the instrument

The rose window is historically a symbol related to the Gothic cathedral [Dow, 1957].
The rose window represents the divine light or spiritual enlightenment. It serves
as a focal point for light to enter the sacred space, illuminating the interior of the church
and creating a transcendent atmosphere. In the case of the dulcimer, this association
is not made today. It is, however, quite possible that the instrument makers also tried
to enhance the value of the instrument with this symbol.

Here, we can therefore observe a shift from a religious meaning of the materially
similar object to an individual, aesthetic meaning.

Historically, we find religious symbolism on many dulcimers. This can be worked
into the acoustically relevant parts of the instrument or can be found as a painting
on the outside. In Figure 4, we see on the left side a dulcimer documented by the folk
music researcher Hanns in der Gand in 1937 in Switzerland [In der Gand, 1938, p. 92],
which is decorated with a cross. On the right side, we see a particularly ornate specimen
that is kept in the Museum of Musical Instruments in Leipzig, Germany. It shows
on the cover a representation of angels, one of which plays a dulcimer.

‘ 24 ‘ Yannick Wey Observing the Cultural Development of the Hammered
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Figure 4. Religious ornaments and paintings on historical dulcimers. Sources: Left: In der Gand
[In der Gand, 1938, p. 92]; Right: Museum of Musical Instruments in Leipzig, Germany

Hidden interior. In the interior, wooden struts with holes are placed, which change

the tension of the wood and the resonance in the interior, and thus the acoustics

of the instrument. | cannot show you any pictures of this. | asked Werner Alder,

the dulcimer maker, about it. There was a dulcimer under construction laid out in his
workshop and he explained the construction to me. But | was not allowed to take

a photo of it. | had already been taught that the interior of the instrument is taboo.

Even the buyers are not aware of the interior, its inscriptions, and built-in components.
When asked what the origin of this rule was, Werner Alder told me that he had already
been taught it by his craft teacher. | also asked about the use of religious ornamentation
and symbolism and whether these still played a role today. Werner explained to me

that although he does not use religious symbols in the ornaments, this is no longer
common today. But in the interior of the instrument, he inscribes a Bible verse, a so-called
“Losung”, a verse that is announced for a specific day, or a year. Thus, the buyers

and players of the instruments also do not know whether, and if so, which Bible
quotation is in the instrument.

Aspects of materiality of musical instruments through the lens of object-
oriented ontology. In the preceding pages, we have presented a detailed account

of the observations gathered. Moving forward, we will contextualize these findings
within the framework of relevant theories. This will allow us to situate the observations
in a broader context. Philosopher Graham Harman in Object-Oriented Ontology
proposes that objects have a withdrawn dimension that remains inaccessible to human
comprehension. While humans can perceive and interact with objects to some extent,
they can never fully grasp the inner life of an object. Objects always retain aspects

that elude the understanding of the observer.
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Real qualities refer to the inherent, essential properties or aspects of an object
that exist independently of our perception or interaction with it. These qualities are
intrinsic to the object itself and are not contingent on how we experience or perceive
it. They represent the object’'s autonomous existence and characteristics that persist
regardless of our knowledge or understanding.

Sensual qualities pertain to the aspects of an object that are accessible to our senses
or the way we perceive and experience it. These qualities are the result of the object’s
interactions with other objects or with our own sensory apparatus. Sensual qualities
include the colors, textures, sounds, smells, tastes, and other perceptible attributes
that we associate with an object. They are the qualities that we can perceive, describe,
and engage with, forming our subjective experience of the object. We may argue
that these theoretical foundations offer certain advantages when studying an artifact
such as a musical instrument in relation to its history, changing environment as well
as changing social and ecological conditions: Central to Object Oriented Ontology
is the notion of an inherent autonomy of objects. When applied to musical instruments,
this concept encourages an exploration of these artifacts beyond their functionality
or cultural symbolism. It prompts a consideration of the instrument’s materiality, design,
and evolution as independent factors, thereby offering a more nuanced understanding
of its existence and development. Musical analyses often center around human
interaction with musical instruments. In contrast, Object Oriented Ontology enables
a non-anthropocentric perspective, urging consideration of the instrument’s existence
and interactions beyond its utility to humans. This approach might include examining
the instrument’s material composition and its environmental interactions or the implications
of its design that transcend human use. Based on these considerations, we can apply
the framework of the “quadruple object” to the qualities of the dulcimer (see Fig. 5).

withdrawn
Real
Qualities

Figure 5. Summary of observation
on the materiality of hammered
dulcimers fitted to Graham
Harman'’s “quadruple object”

Sensual Sensual
Object Qualities

- Perception of

- Quality standards for the symbols/ornaments
material/the crafting - View of tradition/history of the
- Outer form, color, patterns instrument
- Apparatus for sound - Associations with the sound
generation - Role for musical practice and

their role in society
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Discussion. Studying the dulcimer in the central European alpine region, we are able
to show how the relationship between material and immaterial qualities of the instrument
is shaped and transformed. Historically, the instrument was associated with negative
connotations, with early sources linking it to an unpleasant sound and its players
to beggars and thieves. 18th-century records made derogatory remarks about
the dulcimer and its players. Folklorists have highlighted that the dulcimer, once
undervalued and discarded, is now seen as a cultural asset. The relationship between
material and status remains ambiguous. One hypothesis suggests an instrument'’s societal
status reflects in its material quality, but others believe the poor perception was due
to rural poverty, not craftsmanship. Preserved instruments from past centuries might
only represent high-quality examples, potentially skewing our understanding
of its historical prevalence and overall quality.

Figure 6 presents a conceptual model of the musical artifact, illustrating
its multidimensional nature through interconnected components. The continuous
loop indicates that these elements are not isolated but rather interact with each other.
Visual elements such as ornaments and material surfaces can be integral to the identity
of musical genres or specific works and can influence how music is received
and understood by its audience. The auditory experience is mediated by the mechanism
with which sound is generated but also a social layer of perception, embedded
within narratives that might include the instrument'’s historical roots, the intent
of its creator, or its role in society (see Fig. 6).

Sound
generation
and
perception
Figure 6. Relationships between qualities
of the musical instrument as a musical artifact

Material

qualities, Musical Narratives,

resources, ) social
crafting, artifact perception

colors

Patterns,
symbols,

ornaments

While the manufacture of the instrument can respond to societal music aesthetic
demands, it does not have to and, in the case observed here, does so only marginally.
Apparently, there was little incentive to change a functional and traditional design
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[Peterson, 2010, p. 371]. Instead, the meaning of a particular form, symbolism

or manufacturing technique transforms. Perceptions and narratives about the material
object shift over time. Over time, religious ornamentation is lost in favor of a trademark
feature of the manufacturer. At the same time, in the inner space of the instruments,
in the invisible interior, still we would find Bible verses. One might argue that this also
reflects a retreat of religious faith from the public space in society. In the region under
discussion here in Central Europe, compared with the 18th or 19th century, beliefs

are less visibly practiced in public and then to be treated individually for oneself

and found in their expression in the private space, withdrawn from spectators.

An additional layer of interpretation was added by applying the basic principles

of object-oriented ontology to the material and intangible aspects of the musical
instruments discussed. We may remark that the tensions between the “real object”,
the “sensual object”, the “real qualities” and the “sensual qualities” provide us

with further theoretical tools with which we can extend the already existing methods
of cultural study of musical instruments.
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Anpatna

AsTOp
Ko/KazbaHbIH
COHFbl HYCKACbIH
OKpIM KynTazbl
XoHe Myaaenep
KaKTbIFbICbIHbIH,
SKOK eKeHAIriH
Manimaenai.

(Sapyn

AHHUK Y31

JTroyepH KondaHbansl felbiMOap XxaHe eHep yHugepcumemi (/lroyepH, Lsetiyapus)

Anbni enkeciHiH, MageHueTiHaAeri 6banfanbik uumbanaap:
AaMybl MEeH Kasipri >xafaanbl, AacTypaepi, webepairi,
MaTepuangapbl MeH Cbipaapbl

AnneHuennb (LWelinapus) sxaHe 3anbLdypr (ABCTpUSA) aMaKTapblHAaFbl COFblIFaH
unmbanzapAbl eHAIpYyLWinep e34epiHin Tap WeHbepae MaMaHAbIpblIFaH KONeHep
webepnepi bonbin caHanaapl. lLuekTepre apHanfaH TyFbipbl 6ap Tpaneuus Tapisgi afaLu
LaHaFbl JiHW XdHe XalblKTblK HaHbIM-CEHIMAEPAIH, OF0-8PHErIMEH XHe HblllaHAapbiMeH
6e3eHgipinreH. OHbIH AbIObIChl BipHelle MaTepuangapibliH ©3apa dpeKeTTecyiHiH,
HaTVXKeCiHAe Xacanazbl: OpblHAAYLUbI KillkeHTal banfanap apkbiibl ilLLeKTEPAI COFazpbl,
an BMbpaLmACkl pe3oHaHCTbl koprnycka bepinesi.

OHbIH, 6YriHri MapTebeciHeH aliblpMalUbl/blFbl, TAPUXU COFbLIFAH LMbanaapAbiH,
TaHKkanapblK Tepic accoumaumanapbl 6oagel. TUNTIK MaiMAEMeNEep: «canackl3 6u
acnabbl»; «KaTTbl LWYAbIH CanfapblHaH XWUiPKEHILLTI»; onapabl «Ke3ekLluenep yhiaepiHe
Lereney Kepek» XaHe <..> «Uumbanga olHayAbl 94eTKe alHanAblpFaH [agam] afeTTeH
ThIC YPbl MeH KapaKLLbl 60bIN WhiFybl MyMKiH». Keiibipeynepi My3bikaHTTapfa eMec,
Tikenen 3epTTey naHiHe HafblTTanfaH MyHAal CbiHAAP Ka3ipri 3aMaHFbl TYCiHiKKe
Kapama-KaWLlbl Kenin, MaTepuaniplk 06bekTiHiH, OHblH, KacneTTepi MeH OHbl KabblngayFa
KaTbIHaCbl apacbiHAafbl 6aiaHbICTap Typasbl CypakTapabl TyAblpazbl.

Tapuxu xaHe 3aMaHayu Mbicanziap MeH ofapAblH TapUXbIH eMKEN-TErKenni 3epaeney
apKblabl aBTOP LmMMbangapablH, MaAEHW HblCaH peTiHae beaeni TOMeH acnanTaH AacTypi
KONeHepZiH, >)ayhapblHa XXaHe M3JeHN MypaHblH CMMBOJIbIHA aiHaNyblH Kajafananzbl.
Linmbangap «kabbingay obbekTinepi» petiHae (XapMaH) e3airiHeH Ae, KopLiafaH
OpTaMeH Jie e3repai: OpbiHAAYLIbIIapPMEH, XacayLbliap >aHe AblbblC OpTacbIMeH.
Makanasa 6anfanbl Lumbangap arHanacbliHAafbl 9PTYPAI TyCnangap obbekT peTiHae
KapacTblpblaazbl: eHAipic MaTepuanbl, Lebepaepain, aHrimenepi, COHAan-ak Ot-epHEKTIH,
KOPKeMZiK XXoHe CUMBOAAbIK MaHI. By Lndpablk TEXHONOIMANAPCHI3 XaHE LNPPAbIK,
eMec KeHicTikTepae OyriHri KyHre seiH 6ap KoneHep MeH MaTepuanblk OOBEKTIHIH, KyMi
Typasbl TEPEH CbIHW OMayAbl Tanan eTesi.

Tipek ce30dep: unMbangap, My3blkanblk acnanTap >acay, Anbni alimarbl, OLO-OpHEK,
LLiBeliLapusaHbIH, My3bIKacbl.

AnFeic. AnneHuenb xaHe TorreHbypr Xanbik, My3blkacbl OpTasblfbiHa, MaTepuania
KaHe KOHCTPpyKLMAAa TYCiHir yLwiH 6anfanbl uumbangap >kacayLwbliapbl Pytyyc FloHTeH
>XaHe BepHep Anbaepre, kosxkaszbara TyCiHikTeMe 6epreHi ywiH Banepusa HegnvHara
anfbicbiMabl BingipeMin. Mikipaepi ete KyHAbl 60MFaH eki aHOHUMAI LLOAYLLbIFa epeKLle
paxMmeT arTaMbiH.

Eckepmy: byn makana 2023 xbinbl JleroH (FaHa) kanacbiHaa eTkeH 47-wi ICTM
[JyHunexysinik KoHpepeHUMACbIHAA anfall PeT YCbIHbIIFaH MATIHre Heri3jenreH.

Aaliekces ywiH: Y31 . Anbni enKeciHiH MageHneTiHAer banfanblk uumbangap: gamysbl
MeH Kasipri Xafalbl, 43CTypAepi, ebepiri, MaTepuangapbsl MeH colpnapsl // Saryn. —
2023.-T.11.-N24.-17-33 6. - DOI: 10.59850/SARYN.4.11.2023.34.

Makana pepakuusfa PeueH3nagaH KeniH XKapusnayra
TycTi: 10.08.2023 MakyngaHfaH: 20.10.2023 Kabbingarnabl: 31.10.2023
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AHHUK Y31

JTroyepHckuli yHUsepcumem npuk/iadHslx Hayk u uckyccms (/TroyepH, Lseliyapus)

MonotoukoBbie umbanbl B KynbType AIbNMMACKOTO pernoHa:
pa3BUTME N COBPEMEHHOE COCTOSIHME, TPaanNLMn, MacTepcTBoO,
MaTepuainbl N ceKpeTbl

Mpon3BOANTENN YeKaHHbIX LiMMban B pernoHax AnneHuenns (LWeenuapwus) n 3anbubypr
(ABCTpUSA) cuMTaroTCA MacTepaMu CBOEro y3Kocneumanm3npoBaHHoro pemecna. IHCTpymeHT
npescTaBaseT cCOboM TpaneLeBUAHbIN AePEBAHHbIV KOPMYC C MOACTAaBKON A/1f CTPYH,
YKpaLleHHbIi OpHaMeHTaMu U CUMBOJIAMWU PEANTUO3HBIX Y HAPOAHbIX BEPOBaHUN.

Ero 3ByuaHue co3gaetca B pesyabTate Npouecca, B KOTOPOM YUacTBYHOT cesytolune
MaTtepuanbl: UCNOAHUTENb NCNOb3YeT MaseHbKMe MONOTOUKH, yAapsasa MU NO CTPYHaM,

a BUbpauus nepesaeTca pesoHMpyoLWweMy KOpmycy.

B MpoTVBOMONOXHOCTL CEroAHALIHEMY CTaTyCy, UCTOPUYECKM YeKaHHble LiMbasbl Bbi3biBaM
nopasnTesbHO HeraTMBHble accoLmaLmn. TUNMMYHBIMK BbiIN BbICKa3biBaHWUsA BPOAE:
«HW3KOMPOBHBIN TaHLLEBaJIbHbIA MHCTPYMEHT»; «OTBPaTUTENEH U3-3a CUJIBHOTO LLYyMa»;

UX «cnegyeT NpubneaTth K MyBAMUYHBIM AOMaM» U «[TOT], KTO <...> VUMeeT NPVBbIYKY UrpaTb

Ha Lyimbanax, MOXeT 0Ka3aTbCs 3as/biM BOPOM U rpabutenem». Mogo6Hble yrpéku, HekoTopble
3 KOTOPbIX afPeCOBaHbl HEMOCPEACTBEHHO OOBEKTY NCCEA0BaHMSA, @ He My3bIKaHTaM,
KOHTPACTVPYHOT C COBPEMEHHBIM MOHUMAHVEM W MOAHMMAOT BOMPOChI O B3aNMOCBA3AX
MexXzay MaTepuanbHbIM 06EKTOM, ero CBOMCTBAMM 1 OTHOLLEHWEM K €ro BOCTIPUATHIO.

MyTeM feTanbHOro M3yYeHUs NCTOPUUECKMX N COBPEMEHHbIX 06pa3LoB, a TakxXe UX UCTOPUIA
aBTOP CTaTbyl NpoOCNeXMBaeT TpaHCHOPMaLMIO LiMban kak 06bekTa Ky/bTypbl OT MaprHanbHOrO
WHCTPYMEHTa C AyPHOWN penyTaumen Ao WweaeBpa TPaAULIMOHHOrO pemecia U CMMBOa
Ky/NIbTypHOro Hacneams. Linmbanbl kak «06beKTbl BOCMPUATUA» (XapMaH) MEHSANCL Kak caMu
no cebe, Tak 1 COBMECTHO CO CBOMM OKPY>KEHMEM: NCMOJHUTENAMY, CO3AaTeNAMM N 3BYKOBOM
cpeson. B cTaTbe nccneaytoTcs pasavyHble anato3nm BOKPYT MONOTOUKOBBIX Limban

Kak 06BbEKTOB: MaTepunan U3rotToBlEHNS, pacckasbl MacTepoB, a TakXKe XyA0XKeCTBeHHOe

N CUMBOJIMYECKOE 3HaueHne OpHameHTauun. 31o TpebyeT rnyboKoro KpUTMYeCckoro
OCMbIC/IEHMA CTaTyca peMecaa M CaMoro MaTepuanbHOro 06beKTa, CyLeCTBYHOLLMX MO Cei
AeHb 6e3 LMPPOBbIX TEXHONOTUI 1 B HELMPOBBIX MPOCTPAHCTBaX.

Knrouesvole cnoga: Lumbanbl, U3roToBAEHWE My3blKalbHbIX MHCTPYMEHTOB, ANbMUIACKUI
pervoH, opHaMeHT, My3blka LLiBeiLapuu.

BbaazodapHocmu. Beipaxato 6aarogapHocTb LieHTpy HapogHOW My3biku AnneHuenns

n TorreHbypra; PyTyycy FoHTeHy 1 BepHepy Anbaepy, NPOVN3BOAUTENAM YeKaHHbIX LiyMban,
3a NMOHMMaHWe MaTepuana n KOHCTPYKLuY; Banepumn HeanvHol 3a KOMMeHTapum K pyKOMmcu.
Ocobas 6aarofapHOCTb ABYM aHOHVIMHBIM PeLleH3eHTaM, Ybl KOMMEHTapWM BbIN OUeHb
LleHHbI.

lMpumeuaHue: 3Ta cTaTbsd OCHOBaHa Ha TEKCTe, BNepBble NpejCTaBAeHHOM Ha 47-1
BcemupHoi koHbepeHummn ICTM B JleroHe (FaHa) B 2023 roay.

Ana yumuposaHus: ¥3i, 1. MonoToukoBble Lnmbanbl B KynbType AlbAMIACKOro pernoHa:
pa3BuUTME U COBPEMEHHOE COCTOAHME, TPAANLMN, MaCTePCTBO, MaTepunasbl 1 cekpeTbl // Saryn.
-2023.-T.11.-N2 4. -C. 17-33. - DOI: 10.59850/SARYN.4.11.2023.34.

Cratbs noctynuna OpobpeHa nocne MpuHaATa
B pegakuuro: 10.08.2023 peueH3vnposanmsa: 20.10.2023 K ny6avkauum: 31.10.2023
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