\ 4

ARTS & HUMANITIES

CSCSTI 18.49.07
UDC 793.98
DOI 10.47940/cajas.v10i4.1106

TUSKIIZ IN
CONTEMPORARY
ARTISTIC PRACTICE:
BETWEEN TRADITION
AND CONCEPTUAL
EXPLORATION

Laura Yeskozhina', Zhazira Zhukenova?

12Kulyash Bayseyitova Kazakh National University of Arts
(Astana, Kazakhstan)

Abstract. The article examines the transformation of the traditional Kazakh wall hanging tuskiiz within
the context of contemporary artistic practice in Kazakhstan. The relevance of the study lies in the fact
that, in the post-Soviet period, textile forms acquire new significance: they transcend ethnographic and
decorative and applied frameworks to become a medium of cultural memory and critical reflection.
Despite the existence of ethnographic and historical research, the potential of tuskiiz as a conceptual
artistic instrument remains insufficiently explored, which determines the scholarly novelty of this
investigation. The aim of the study is to analyze strategies of reinterpreting tuskiiz in contemporary
artistic practice in Kazakhstan. The research tasks include: considering tuskiiz as a phenomenon

of nomadic material culture and identifying semantic and symbolic transformation of traditional
motifs. Drawing on the projects of Gulnur Mukazhanova and Fatima Omir, the article analyzes various
strategies of engaging with cultural memory and identity through textile art. Both visual and semantic
transformations of traditional forms are examined as they unfold under the influence of globalization,
post-Soviet identities, and metamodernist worldviews. Special attention is given to the shifting sacred
and symbolic codes within contemporary art.

Keywords: tuskiiz, textile tradition, Kazakh contemporary art, cultural memory, identity,
metamodernism.

Cite: Laura Yeskozhina, Zhazira Zhukenova. “Tuskiiz in contemporary artistic practice: between
tradition and conceptual exploration.” Central Asian Journal of Art Studies, Vol. 10, No. 4, 2025, pp.
269-284,DO0I: 10.47940/cajas.v10i4.1106

Acknowledgments: The authors express their gratitude to the editors of the Central Asian Journal of
Art Studies for the help in preparing the article for publication, as well as to anonymous reviewers for
their attention and interest to the study.

The authors have read and approved the final version of the manuscript and declare that there is no
conflict of interest.

CAJAS Volume 10. Issue 4. 2025

N
(o))

)

MAN IN THE ARTISTIC PICTURE OF THE MODERN WORLD




CAJAS Volume 10. Issue 4. 2025

2

~
o

MAN IN THE ARTISTIC PICTURE OF THE MODERN WORLD

Introduction

he traditional Kazakh wall hanging

tuskiiz has for centuries held an
important place within the structure of
nomadic culture, serving not only as an
interior decoration of the yurt but also as a
sacred mediator between humans and the
surrounding world. Through its ornamental
system, the tuskiiz conveyed cosmogonic,
zoomorphic, and natural motifs, encoded
within a complex visual grammar that
shaped collective cultural memory
(Zhukenova, Portisch).

In contemporary artistic practices
of Kazakhstan, the tuskiiz has become
a site for new interpretations, where
issues of identity, historical memory, and
globalization intersect. Within the post-
Soviet cultural field, traditional forms and
symbols are actively reinterpreted by artists
who employ textiles as a medium for critical
and conceptual dialogue with both past and
present.

The purpose of the study is to analyze
the transformation of the tuskiiz as an
artistic phenomenon in contemporary
Kazakh art through two distinct authorial
strategies that of Gulnur Mukazhanova
and that of Fatima Omir. Special attention
is given to how the textile tradition adapts
to new semantic, visual, and conceptual
contexts. In contemporary Kazakh
artistic practice, the tuskiiz has lost its
exclusively utilitarian and sacred functions,
transforming instead into a dynamic
conceptual platiorm, where textiles become
carriers of current cultural and social codes
in the dialogue between tradition and global
contemporaneity.

Accordingly, this study sets out the
following objectives:

- to undertake a historical and visual
analysis of the tuskiiz;

- to trace its historical and cultural
significance within the system of nomadic
material culture, including its symbolic
functions and social meanings;

- to examine the reinterpretation of the
tuskiiz in the artistic practices of Gulnur
Mukazhanova and Fatima Omir, with
particular attention to the ways each artist
employs textile tradition as a medium of
conceptual reflection;

- to analyze the semantic and visual
transformations of tuskiiz motifs within
the broader discourses of cultural
transformation, globalization, and
metamodernist aesthetics;

- to determine the role of textile
traditions in contemporary Kazakh art as
agents of continuity and innovation, linking
heritage with current artistic practices.

Methods

This study employs an interdisciplinary
approach that brings together ethnography,
art history, cultural studies, and
contemporary art theory. The complexity
of the tuskiiz- which functions both as a
traditional artifact and as a contemporary
artistic medium- requires an analytical
framework capable of addressing its
material, symbolic, and conceptual
dimensions.
A historical-visual analysis is used
to trace the genesis and transformation
of tuskiiz production techniques across
different historical periods. This method
makes it possible to identify characteristic
visual codes-ornamental motifs, color
palettes, and compositional schemes-
and to demonstrate how textile art was
integrated into the broader cultural and
everyday contexts of Kazakh society.
Particular attention is given to formal
characteristics: the structure of ornamental
fields, principles of symmetry, and the
arrangement of decorative elements that
together generate compositional integrity.
Equally significant is the examination of
the symbolic level. Interpreting ornamental
motifs as a sign system allows for the
identification of images that retained
stable meanings and continued to transmit
cultural values related to kinship identity,



cosmogonic myths, and the worldview of
nomadic culture.

The research material includes
exhibition projects, scholarly publications,
oral testimonies, and direct visual analysis
of artworks. Taken together, these sources
provide a comprehensive and multifaceted
basis for the study.

Discussion

A substantial body of scholarship

has addressed Kazakh embroidery

and wall hangings, primarily through
ethnographic, art historical, and visual-
semiotic approaches. One of the most
conceptually rigorous studies is the

article by Shaygozova, Naurzbayeva, and
Nekhvyadovich, which analyzes the tuskiiz
as a visual-semiotic and iconographic
phenomenon of traditional culture. The
authors conceptualize the tuskiiz as

an “artistic text” encoding notions of
sacred space, as well as the social and
cosmological organization of Kazakh
society (Shaygozova et al. 154-172).

This semiotic framework foregrounds
embroidery as a symbolic system embedded
within nomadic worldviews rather than as a
purely decorative artifact.

A complementary art historical and
cultural-documentary perspective is offered
by Eraly Ospanuly in his illustrated album
Kazakhs: Art of Nomads (2021). Drawing
on museum collections in Kazakhstan and
abroad, as well as archival photographs, the
publication surveys a wide range of national
handicratits, including carpets (tekemet,
syrmak, tuskeste), hand and machine
embroidery, gold embroidery, and carpet
weaving. Although the album does not
pursue an explicitly analytical methodology,
it plays an important role in visualizing
the material world of nomadic culture and
situating textile production within a broader
historical continuum (Ospanuly).

Ethnographic and functional approaches
are further developed in Kargabekova’s
study Keste: Kazakhstan Embroidery

that Celebrates Nature, which examines
traditional Kazakh embroidery (keste)
through its techniques, areas of application,
and stylistic diversity. The author outlines
embroidery’s use in wall hangings, floor
coverings, clothing, and accessories,
emphasizing its close relationship with
natural motifs and everyday practices. This
work reinforces an understanding of textile
as an integral component of vernacular
culture, though it remains largely
descriptive in scope.

Field-based ethnographic research is
also represented in Zhukenova’s article
“Artistic Embroidery of the Kazakh,”
which focuses on tuskiiz from Eastern
Kazakhstan found in private collections.
Based on expeditionary research, the
study documents techniques of execution,
ornamental features, compositional
structures, and color palettes. While
providing valuable empirical material, the
article primarily frames embroidery as
an object of applied art rather than as a
site of contemporary cultural negotiation
(Zhukenova).

Several scholars adopt a mythological
and cosmological lens. Ageleuova
demonstrates how ornamentation in carpet
weaving reflects nomadic cosmogonic
beliefs. While the article Mythological
Images in the Embroidery of Turkic Peoples
explores archetypal motifs such as Tengri
(Sky Father), Umai (Mother Goddess),
and various zoomorphic and astral symbols
across Turkic textile traditions, including
Kazakh embroidery (Shaygozova 74).
These studies foreground embroidery as
a medium of mythological knowledge and
symbolic continuity.

International scholarship extends
this discussion to diasporic Kazakh
communities. British anthropologist
Anna Portisch, based on year-long
fieldwork in Bayan-Olgii (Mongolia),
examines women’s craft practices and
the transmission of felt-making and
embroidery skills across generations.
Emphasizing embodied learning, collective
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labor, and sensory engagement, Portisch
conceptualizes craft as a form of social and
cultural formation rather than merely a
technical skill (Portisch 2010). Japanese
researcher Chieko Hiroto, in Central Asian
Nomadic Crafts: Kazakh Embroidery —
Traditional Patterns and How to Make
Them (2019), documents embroidery
practices among Kazakhs in Mongolia,
combining ethnographic description

with visual documentation and practical
instruction.

More recent studies from China, such
as Analysis and Application of Basic
Elements in Kazakh Embroidery Patterns,
examine Kazakh embroidery in the Ili
Kazakh Autonomous Prefecture from a
design-oriented perspective, focusing on
the adaptation of traditional motifs for
contemporary interior and fashion contexts
(Li et al.). These works highlight processes
of stylization and transformation but remain
oriented toward applied design rather than
artistic practice.

However, despite the breadth of existing
scholarship, the majority of studies treat
tuskiiz primarily as an ethnographic
artifact, a bearer of symbolic tradition,
or a design resource. Its potential as a
medium for conceptual and contemporary
artistic practice remains largely unexplored.
Addressing this gap, the present study
examines how tuskiiz is reinterpreted in
the works of Gulnur Mukazhanova and
Fatima Omir. By focusing on distinct
artistic strategies material, semantic, and
participatory the article demonstrates
how textile tradition adapts to new visual,
conceptual, and theoretical contexts.
Situating these practices within broader
discussions of cultural transformation,
globalization, and metamodernist
aesthetics, the study contributes to an
understanding of traditional textile forms
not only as carriers of heritage but as
active agents within contemporary artistic
discourse.

Historical-Visual Analysis of Tuskiiz
as a Textile Phenomenon

The tuskiiz is a traditional wall-hanging
textile of Kazakh culture, originally
conceived as an element of domestic
interior decoration while simultaneously
serving protective, status-related, and
sacred functions. Its artistic character is
revealed through historical-visual analysis,
which allows us to trace how the visual
language of the tuskiiz developed on the
basis of a complex system of ornamental
motifs incorporating the symbolism
of nature, animals, and mythological
elements (Zhukenova, Portisch). This
worldview- encoded system persisted up to
the beginning of the Soviet period.

During the Soviet era, interest in
decorative and applied art was supported
within the framework of the ideology of “folk
creativity”. Traditional art was presented as
evidence of the unity of the multinational
Soviet people. This was a more “official”
and regulated form of creativity, in which
traditions were preserved but reframed
within state-sanctioned boundaries.
Accordingly, research on Kazakh decorative
and applied art of that period was focused
primarily on ethnographic aspects
(Shaygozova). Emphasis was placed on
“folk” and “internationalist” qualities,
while “religious” and “archaic” meanings
were deliberately excluded.

Ethnographic studies of the first half of
the twentieth century identify several types
of tuskiiz:

- Carpets made using felt-based
applique techniques;

- Carpets made using fabric-based
applique techniques;

- Embroidered carpets.

Particular importance is attached to
tuskiiz created in the applique technique.
Formal analysis demonstrates that wall
hangings from Central Kazakhstan are
stylistically and compositionally close to
felt floor coverings (syrmaq), in which
ornamental patterns are constructed on the
principle of positive and negative symmetry.

In certain examples (fig.1), one observes
densely filled ornamental fields,strict



bilateral symmetry, monumentality of
scale, and a restrained color palette, which
together give the carpet a distinctive
decorative expressiveness.

A notable technological feature is
the applique method of production: an
ornamental composition of contrasting
material — differing in texture and color-is
applied onto a neutral cotton background.
The elements are secured with corder
thread or braid, which not only reinforces
the structure but also provides visual
completeness to the piece.

Figure 1. Tuskiiz (appliqué on fabric base), 1960.
141 x 178 cm. Rakhia Zhumabaeva. Central
Kazakhstan, Karaganda Region, Myrzhyk village.

The compositions of tuskiiz were
constructed in such a way that the carpet
was perceived as a unified decorative
canvas. The richness of natural materials,
combined with the experimental spirit and
imaginative vision of the craltswomen,
extended beyond the use of customary
resources in the making of trditional wall
hangings. Artisans engaged in a continual
search for original solutions, both in
the aesthetic design of the tuskiiz and
in its technical execution. As decorative
elements, wild animal hides, horse manes,
and other natural materials could be
incorporated, underscoring the owner’s
social status and enhancing the symbolic
significance of the object.

In contemporary versions, felt is often
employed as the base material, while
preserving the same design principles
(fig.2). It should be noted, however, that
among nomads, felt was traditionally the

Figure 2. Tuskiiz (appliqué on felt base), 1960. 141 x
168 cm. Rakhia Zhumabaeva. Central Kazakhstan,
Karaganda Region, Myrzhyk village.

principal material used in the production of
tuskiiz.

The ornamental compositions of
appliqued tuskiiz are not characterized
by great variety, nevertheless, certain
particularly expressive and enduring
patterns can be distinguished. One of the
most popular motifs (fig.3) is a grid-like
structure incorporating a diamond shape
within which the qoshqar muiyiz (ram’s
horn) is placed. This element, extensively
documented in Alkey Margulan’s album
(1987), symbolizes feltiliity, vital energy,
and protection. More than thirty recorded
examples testify to the prevalence and
cultural significance of this composition,
which developed with particular intensity
during the second half of the twentieth
century.

The tuskiiz can be ragarded as a kind
of “textile text”, in which each ornamental
element carries symbolic weight. In Soviet-

Figure 3. Tuskiiz (felt, fabric, appliqué), 1982.
Atbasar Museum of History and Local Studies,
Akmola Region. (Field research materials).
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era research, however, the semantics of
the ornamental spiral qoshqar muiyiz was
typically reduced to a single meaning —
the literal image of a ram’s horn. Such

a simplified interpretation reflected the
broader tendency of that period to reduce
the complex symbolic layers of traditional
art to external, formal characteristics.

At the same time, the ram as a symbol of
wealth, fertility, and prosperity remains one
of the most enduring zoomorphic motifs
of Kazakh ornament and continues to hold
significance in popular perception.

Contemporary scholarship places
greater emphasis on the multilayered
symbolic system of nomadic culture, where
ornament is understood not merely as a
decorative element but as a reflection of
spatial orientation, temporal experience,
and kinship identity. Within this framework,
the qoshqar muiyiz motif is interpreted
within a broader symbolic field, connected
to the mythopoetic worldview of the
nomads.

A distinct category of tuskiiz includes
those executed in the technique of chain
stitch embroidery. Ethnographic studies
confirm that chain stitch (biz keste)
was among the most favored and widely
employed techniques in Kazakh traditional
needlework. Striking examples of highly
artistic Kazakh textiles with embroidered
elements elements are generally dated to
the early and mid-twentieth century, wlile
specimens from the late nineteenth century
are extremely rare.

A characteristic feature of embroidered
carpets is the construction of ornament
according to a U- shaped principle,
whereby decorative elements are arranges
along three sides of the piece. In the
classification proposed by M. Mukanov
(1979), several compositional solutions are
distinguished:

1. The ornament decorates only the
border, while the central field is made of
variegated fabric and differs from it in color;

2. The central field and border are made
of fabrics of different colors, but both are
covered with continuous ornamentation;

3. The ornamental composition consists
of nested U-shaped patterned bands
applied to a solid-colored ground;

4. The central field and the border
contain independent motifs that differ in
design (fig.4);

5. The central field is decorated with
alternating patterned bands, while the full
richness of ornamentation is concentrated
in the border designs.

Figure 4. Folk artisan, 1960. Carpet from the
private collection of S. Bashirov (photo by the
author).

A distinctive feature of embroidered
carpets is their unfinished lower
edge. Scholars have proposed several
explanations for this phenomenon. From
a practical perspective, the tuskiiz was
traditionally used as a wall hanging, with
its lower portion typically concealed by
furniture. In such circumstances, additional
finishing was unnecessary, as it did not
affect the overall aesthetic perception.
Moreover, within the constraints of
nomadic life, where resources were
limited, finishing the lower edge would
have requiredextra materials and labor,
which could be considered an unjustified
expenditure. Such an understanding of
functionallity and rationality in the design of
domestic objects alignedwith the aesthetic
and ideological frameworks of the Soviet
period, which emphasized practicality and
the character of folk art.

At the same time, a deeper,
mythological explanation also exists. In
the traditional worldview of the Kazakhs



and other nomadic peoples, the cosmos
was perceived as an integrated structure in
which the earthly and celestial realms were
intimately connected. The sky symbolized
the higher, spiritual dimension, while the
earth embodied the material world. The
unfinished lower edge of the tuskiiz could
thus be understood as a material reflection
of this cosmological concept, emphasizing
the sacred bond between the two spheres of
existence.

In the everyday life of the Kazakhs,
the carpet functioned not only as a
utilitarian object but also as a symbolic
mediator between the earthly and celestial
worlds. Its upper part fulfilled protective
and decorative functions, whereas the
unfinished lower edge retained the meaning
of a liminal space through which, according
to mythological belief, divine blessings
were transmitted from the heavens. It was
thought that through this edge forces of
goodness, light, and purity descended into
the human world. The unprocessed border
of the carpet, therefore, created an opening
or channel that allowed these forces to
enter the dwelling, filling it with prosperity
and harmony.

Thus, the mythological interpretation
of this design feature reflects notions of the
interaction between the cosmos and the
earthly realm. It underscores the distinctive
way in which Kazakh culture conceives
its relationship to nature and the spiritual
dimension, where even seemingly marginal
details-such as the unfinished edge of a
carpet-are imbued with profound symbolic
meaning.

The transition to post-Soviet cultural
dynamics opened new possibilities for
artistic self-expression. Within this
context, textile practices have come to
be viewed not only as a form of cultural
heritage but also as a means of rethinking
national identity, historical memory, and
globalization processes. In this way, textile
art asumes the role of a social and cultural
mediator within a rapidly shifting cultural
environment.

Gulnur Mukazhanova: Tactile
Abstraction of Memory

Gulnur Mukazhanova (b.1984) works
with materials traditional to Central
Asia, such as felt and brocade. Her solo
exhibition The Space of Silence at Aspan
Gallery (Almaty, 2021) presented 18
works, including photographs, video, and
paintings, among them the ongoing series
Post- Nomadic Reality (begun in 2016).
These abstract panels, made of hand-
dyed felt and silk, demonstrate a subtle
engagement with memory and tradition.
The series was inspired by traditional
Kazakh wall hangings- tuskiiz.

Mukazhanova retains the compositional
model of the tuskiiz: rectangular fields
of color echo the U- shaped structure of
traditional compositions but lack rigid
contours. Wool fibers overlap and dissolve
into one another, creating soft, watercolor-
like transitions. This dissolution of
boundaries evokes associations with haze,
vision, or immersion in another reality.
The Kazakh word tus itself is multivalent,
signifying both “color” and “dream”,
thereby intensifying the effect of perceptual
ambiguity.

Rather than offering a literal
reconstruction of tradition, the artist
proposes a philosophical metaphor- a
yearning for the lost organicity of nomadic
life within the anxieties of contemporary
identity. The choice of felt is deliberate:
as a tactile material it carries the memory
of nomadic life, introducing physical
sensibility into abstraction and returning
the viewer to an embodied experience.

Visually, Mukazhanova’s works
resonate with the tradition of Abstract
Expressionism (Rothko, Albers). Yet her
“post-nomadic” abstraction is rooted in
a local cultural ground, embedding the
Kazakh cultural code into a universal
artistic language. Post- nomadism in
Mukazhanova’s practice emerges as a
strategy of dialogue between nomadic
memory and the global context of the
contemporary world.
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Each work in the Post- Nomadic
Reality series (fig. 5, 6) eschews decorative
elements: there is no embroidery or
ornament. Whereas the traditional tuskiiz
abounds in ornamental compositions,
varied color palettes, and the use of
multiple materials, Mukazhanova
deliberately refrains from ornament.

She argues that the meanings of many
ornaments have been lost, opting instead
for abstraction. As she notes: “Abstraction
for me is an “empty space” that requires
rethinking through such meditative, dream-
like artistic practice. The basic shape of
such carpets resembles a portal, and it
symbolizes the door to an otherworldly
space, an entry point to the world of
dreams and the space of the unconscious.
Conceptually, this represents how we
unconsciously accept other people’s
cultural values without having truly
understood out own” (97)

Through this strategy, Mukazhanova
critically illuminates the tension between
post- nomadic identity and the sense of
alienation introduced into contemporary
Kazakh life by global information systems
and the media society.

The rejection of ornament in
Mukazhanova’s works is conceptually
aligned with the ideas of the Austrian
architect Adolf Loos articulated in his
essay Ornament and Crime (1908).

Loos understands ornament as a form

of cultural anachronism, arguing that

its disappearance constitutes a sign of

a culture’s spiritual maturity (41). His
assertion that modern ornament has lost
its connection to both the human subject
and the broader order of the world proves
unexpectedly relevant in the context of
Kazakh textile traditions, where ornamental
motifs are frequently employed without an
understanding of their original symbolic
meanings. In this sense, Mukazhanova
does not merely abandon ornament,

rather, she exposes a crisis of its semantic
function, transforming emptiness and
materiality into primary carriers of memory.

Figure 5. Gulnur Mukazhanova “Post Nomadic
Reality” #8, fine merino wool, felted by hand,
140x170 c¢m., 2016 (photo https://aspangallery.
com/ru/artists/gulnur-mukazhanova)

Figure 6. Gulnur Mukazhanova “Post Nomadic

Reality” #40, fine merino wool, felted by hand,

140x170 cm., 2021 (photo https://aspangallery.
com/ru/artists/gulnur-mukazhanova)

In Gulnur Mukazhanova’s work,
the tuskiiz emerges as a metaphor for
“lost heritage”, functioning as a critical
commentary on the current state of cultural
memory. The artist draws attention to the
fact that the original meanings of many
ornamental motifs have been lost, and their
use in design and artistic practice often
occurs without knowledge of their symbolic
content. One of the most widespread
motifs- the qoshqar muiyiz — appears
almost everywhere: in clothing, theatrical
decorations, interior design, household
objects, and even in urban spaces. Such
processes of secondary mythologization and
the mechanical reproduction of traditional



forms ultimately lead to the devaluation of
their original semantics, reducing a rich
symbolic stratum to a mere decorative
cliché.

Fatima Omir: Sacral Irony of Meta-
Tuskiiz.

Fatima Omir (b. 1974) offers a radically
different strategy for reinterpreting the
tuskiiz, positioning it as a dynamic platiorm
of contemporaneity. In her project Meta-
Tuskiiz (initiated in 2020), the artist retains
the formal elements of the traditional wall
hanging (velvet field, rectangular format),
while radically transforming its semantic
content.

Ornaments of past epochs are replaced
by symbols of today’s anxious reality:
signs of oil, the coronavirus, the dollar,
and political indicators of the global world
(fig.7). “New times- new signs,” Omir
states, formulating the central concept of
her work. The carpet thus becomes a visual
projection of current fears and aspirations,
losing its archaic sacrality while acquiring
new layers of critical reflection.

The first work in the series, Tuskiiz
2020 (1), was exhibited at the April Fools’
competition in Bishkek (Dubovy Park
Gallery). Initially conceived as small-scale
sketches in oil on paper, the composition
was digitized, further developed through
digital painting, and ultimately printed on
fabric.

In traditional Kazakh culture, the
embroidered wall hanging tuskiiz
functioned not merely as a decorative
element of the domestic interior, but as a
carrier of encoded knowledge ornamental
signs imbued with sacral meaning.
Through the study of these motifs, it is
possible to reconstruct the worldview, value
systems, and symbolic orientations of past
generations. However, shifts in historical
epochs inevitably entail the transformation
of cultural codes. Conceptions of desire
and fear evolve, and with them the visual
metaphors through which societies
articulate their collective experiences.
While attempts may be made “revive” a

sacral relationship to ancient ornament,
it is no longer possible to invest these
forms with the same meaning they once
held organically for their original cultural
context. For the artist, this realization
necessitates a different strategy: rather
than reiterating inherited myths, she
seeks to extend the tradition through the
creation of new signs- ones that correspond
to the conditions and sensibilities of the
contemporary moment.

Figure 7. Fatima Omir. Tuskiiz 2020 (1) (Photo
courtesy of the artist).

Another key work, I Look at Dark
Matter, Dark Matter Looks at Me (2025),
was presented in Astana at the group
exhibition Magic All Around (curated
Zhanar Kair). The show explored the role
of magical thinking in everyday life, and
Omir’s interactive textile piece proved to be
an ideal articulation of the theme. Viewers
were invited to make a wish by placing their
own symbol onto the surface of the tuskiiz
and documenting the act on video (figs. 8,
9). Over time, the symbols layered upon
one another, producing a living, stratified
structure of collective memory. Here, Omir
constructs a new form of secular ritual that
combines irony and sincerity- a hallmark of
metamodernist sensibility.

In the aesthetics of metamodernism
(Vermeulen & van der Akker),
textile art occupies a liminal position
between tradition and innovation. It
earnestly engages with heritage while
simultaneously reinterpreting it in the
context of contemporary realities. Omir’s
practice exemplifies this oscillation: her
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textiles operate within the logic of “post-
traditional” art, fluctuating between past
and future, irony and seriousness, the local
and the global.

After audience interaction, Omir’s
work became a palimpsest of meanings:
while cotton wadding pieced with diverse
symbols, inscriptions, and drawings,
contrasted with orange ivy, black velvet,
and the hand-embroidered phrase “MeHn
KapaHFbl MaTepHUsiFa KapaMblH; KapaHFbl
maTtepusi MaraH Kapauabl” (I Look at Dark
Matter, Dark Matter Looks at Me).

Thus, Omir’s project reconceptualizes
the tuskiiz as a flexible, open system that
reflects the landscape of contemporary
collective psychology. What is preserved is
not the mechanical reproduction of sacred
images from the past, but the adaptive
logic of tradition itself- a visual system
continuously transformed in dialogue with a
changing world.

Figure 8. Fatima Omir. I Look at Dark Matter, Dark
Matter Looks at Me, 2025.
(Photo courtesy of the artist).

Figure 9. Fatima Omir. [ Look at Dark Matter,
Dark Matter Looks at Me, 2025. After audience
interaction at the exhibition, Astana. (Photo by the
author).

Basic provisions

The analysis of the artistic strategies of
these two contemporary artists highlights
several key patterns in the transformation of
the Kazakh tuskiiz:

- The tuskiiz moves beyond its
ethnographic status to become a field
for contemporary visual and conceptual
practices;

- Two distinct approaches emerge: the
plastic (material and visual) transformation
represented by Gulnur Mukazhanova, and
the semantic (symbolic and conceptual)
reinterpretation by Fatima Omir;

- Both projects demonstrate the
living dynamics of cultural memory, in
which tradition is not preserved as fixed
structure but unfolds as an open system of
reinterpretation.

- Both projects are united by a deliberate
rejection of traditional ornament. In the
post- Nomadic Reality series, Gulnur
Mukazhanova eliminates ornament
entirely, retaining only the structural form
of the tuskiiz, which she physically cuts
apart and reassembles. Fatima Omir, by
contrast, replaces ornamental motifs with
symbols that are immediately legible and
recognizable to contemporary audiences.

Conclusion

At the present stage, the production of
classical tuskiiz is carried out primarily
by Kazakh artisans who have resettled
from Mongolia and China. These bearers
of tradition create tuskiiz according to
canonical models, and their works retain a
distinctly decorative and applied character.
Over the past decade, there has been a
growing interest in textile heritage across
Central Asia. In addition to popular-
scientific posts on social media platforms
such as Instagram, museums and galleries
have increasingly staged textile exhibitions.
Notable examples include the National
Museum of Kazakhstan’s exhibition “Kieli
Kimeshek” by ethno-designer and collector



Sultan Tilek (2024 ), which featured
a runway show of nationally inspired
costumes, a lecture on the symbolism and
ornamentation of traditional clothing, and
a workshop on the wearing of the kimeshek
and its headscarf covering (shylauysh).
In 2025, the exhibition Konenin ornegi
(Patterns of the Past) was held, with a
master class by Bulbul Kapkyzy. That
same year, an international exhibition
Heritage in Stitches showcased Uzbek
sewing and embroidery traditions. At the
Forte Kulanshi Art Space gallery, the group
exhibition Jana Kun (2023) included a
collection of tuskiiz and suzani from Natalia
Kravet’s collection.

Artists from Central Asia have also
presented their distinctive textile culture
in contemporary interpretations on the
international stage- for instance, in the
exhibition Ornaments, Clouds & Power
(Hong Kong, China) and at the art fair
Parcours/ Bagdar (Paris, France).

Collaborative interdisciplinary research,
seminars, and workshops on textile art
were conducted in Astana and Tashkent
in 2018-2019 within the framework of
an international project led by Dortmund
University (Germany). The Kasteyev
Museum of Art’s regularly published
volumes dedicated to textile heritage, while
the National Museum hosted a conference
with Chinese scholars devoted to the Great
Silk Road.

Collectors such as Serzhan Bashirov,
Berik Alibai, Natalia Krivets also play a
vital role in preserving and popularizing folk
art. Their collections include tuskiiz from
the nineteenth and twentieth centuries,
some of which have been displayed in
exhibitions. These authentic examples of
traditional Kazakh textile art continue to
inspire contemporary artists. The works of
Gulnur Mukazhanova and Fatima Omir
exemplify new ways of envisioning the place
of Kazakh textile within today’s cultural
environment.

Thus, traditional Kazakh art remains
an inexhaustible source for creative inquiry
and reinterpretation, generating new
visions both within digital environments
and in the emerging era of artificial
intelligence. Originally a utilitarian
textile adorned with richly embroidered
ornamental motifs, the tuskiiz has come
to be valued as an ethnographic object
of collection and is frequently displayed
in contemporary interiors, where it
introduces elements of an “ethnic”
aesthetic. By contrast, contemporary
artistic practices shift the focus away
from decorative textuality toward the
conceptual potential of the textile.
Liberated from its immanent aesthetic and
informational functions, textile operates as
an autonomous signifying system, pointing
to a fundamental reconfiguration of the
symbolic order.
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Contribution of authors
L.B.Yeskozhina - defining the research concept, working with sources, analyzing
and systematizing the material, and carrying out the practical part of the research.

Z.D.Zhukenova - identification of the range of tasks, development of research
methodology. Scientific editing of the main text, abstract text, consulting and
scientific supervision.

ABTOpnappabliH, yneci

J1.b. EckoXXuHa — 3epTTey Ty)KbIpbIMAAMAChIH aHbIKTaY, AEPEKKO3LAEPMEH XKYMbIC
icTey, MaTepuanpl Tanaay XaHe Xyneney, 3epTTeyaiH, npakTukanblk 6eniriH
OpbiHAaY.

X.A. XykeHoBa — MiHOETTEp ayKbIMbIH aHbIKTaY, 3ePTTEY dAiCTEMECIH a3ipney.
Herisri MaTiHAi, aHAaTNa MATiHIH FbINbIMK pedakuumsanay, keHec bepy xaHe
XeTekLWinik eTy.

Bknap aBTOpOB

J1.6. EckoXXuHa - onpepeneHme KOHLENUMU UCCefoBaHms, paboTa C MCTOYHMKAMMU,
dHaNn3 1 CMCTEMaTMU3aUma MaTepumana, UCNoIHEHUE I'IpaKTVI‘-IeCKOl;I Yactn
mnccnenoBaHUg.

X.A. XykeHoBa - BbiSiBNeHMe Kpyra 3afa4, pa3paboTka MeToAo10rmu
uccnepoBaHus. HaydHoe pefakTvpoBaHMe OCHOBHOMO TEKCTA, TEKCTa aHHOTaLMMK,
KOHCY/IbTUPOBaHME U Hay4YHOE PYKOBOACTEBO.
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Jlaypa Eckoxuna, )Ka3zupa )KykeHosa

Kyuour Baiiceiiitoa arbiniarsl Kazak yartbik enep ynusepceureti (Acrana, Kasakcran)

KA3IPTl KOPKEMAIK TOXIPUBELET TYCKUI3: A9CTYP MEH KOHLLEENTYANAbIK
IBAEHICTIH TOFbICbIHOA

Anpatna. Makanaga kasak AsCTypAi KineMi — TyCkui3aiH KasakcraHaasbl 3aMaHayu KepkeMaik Taxipube
KOHTeKCiHAeri TpaHchopMaLumaChl KapacTblpblnagbl. 3epTTeyaAiH 63eKTiNiri NOCTKEHeCTiK Ke3eH4e TOKbIMa
©HEepi TYpPNEePiHiH XaHa MaHre ue 6onybiMeH 6aNaHbICTbI: STHOFPadUSANBIK X3HE CIHAIK KonaaH6anbl
LIJEH6ep,D,EH LWbIFbIM, MoAeHU Xaa NeH CblHU pe(f])J'IEKCl/IFIHbIHI MeanyMblHa aVIHaﬂ,ﬂ,bl. 3THOrpa¢)M$|ﬂblK,
XBHE eHepTaHbIMAbIK eHoeKTep 60MFaHbIHA KAapaMacTaH, TYCKMi3AiH KOHLEeNTyanabl KOpKeM Kypan
peTiHAeri aneyeTi XeTKinikTi napexene 3epaeneHbereH, 6yn 3epTTeyaiH FblibIMU XaHANbIFbIH
AVKbIHAANAbI.

JKyMbIcTbIH, MakcaTbl Ka3akcTaHaarbl 3aMaHayn KepkeMaik Taxipube ascbiHAa TYCKMi3ai KanTa
nanbiMaay cTpaTerManapbiH Tanaay 6obin Tabblnafbl. 3epTTey MiHAETTEpiHE TYCKMI3Ai Kewneni
MaTepuangpblk MoAEeHUETTIH PeHOMEHI peTiHae KapacTbipy, COHAAN-aK, A3CTYPAi OH-6pHEKTEPAiH,
CEMaHTUKANbIK XSHEe CMMBONABIK TPaHCHOpMaLManapbiH aHbIKTay Kipeai. [ynHyp MykaxaHoBa MeH
MaTtuma OMippaiH xobanapbl MbiCanbiHAA TOKbIMA BHEPI apKblIIbl M3AEHM Xaabl MeH biperennikTi
nanbiMAayabIH TYpAi cTpaternanapbl capanaHagbl. Aactypni dopmanapabi, XkahaHaaHy, NOCTKEHECTiK
GipereinikTep »aHe METAaMOLEPHUCTIK AYHUETAHbIM biKNaNbIMEH XY3€re acaTblH BU3yanablK api
Ma3MyHAbIK TpaHChopMaLmsanapbl 3eptrenei. 3aMaHaym eHepaeri cakpanablk XoHe CUMBONABIK,
KOATapAbIH ©3repyiHe epeklue Ha3ap ayaapbinagbl.

Kinm ce3dep: TyCKMi3, TOKbIMA A3CTYPi, Ka3aK 3aMaHayu eHepi, MaAeHM xaa, biperennik,
MeTaMoAepHWU3M

Aaiiexce3 ywiH: EckoxunHa, JlTaypa xaHe Xasunpa XykeHoBa «Kasipri kepkemaik Taxipubeneri
TYCKMi3: A3CTYP MEH KOHLeNTyanablK i34eHiCTiH ToFbiCbiHAay. Central Asian Journal of Art Studies, 1.10,
N24,2025,269-284 6.,DO0I: 10.47940/cajas.v10i4.1106

Anreic: AsTopnap «Central Asian Journal of Art Studies» >XypHanblHblH, peaakTopaapbiHa MakanaHbl
bacnafa faliblHAAyFa KOMEKTECKEHI YLLIiH )XaHe aHOHMMAI peLeH3eHTTepre 3epTTeyre Ha3ap ayaapbin,
KbI3bIFYLIbINbIK TAHbITKAHbI YLLiH anfbiCbiH Gingipeai.

Asmopnap Konwas3baHsiH COHFbI HYCKACLIH OKbIN, MAaKyn10aob! xaHe Myddenep KalilblbiFbl HOK
exeHoieiH ManimOeloi.
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Jlaypa Eckoxuna, )Kasupa )KykeHosa

Kasaxckuit HalmoHa/bHbIA YHIBepenTeT HekyeeT umenn Kyasitn BaiicentoBoii (Acrana, Kasaxcran)

T¥CKWI3 B COBPEMEHHOW XYAOXECTBEHHOW MPAKTUKE: MEXAY TPALULIUEN U
KOHLEENTYAJIbHbIM NONCKOM

AHHoTaums. B ctatbe nccneayeTcs npouecc TpaHchopMaLmMm Ka3axckoro TpPaAMLMOHHOIO HACTEHHOTO
KOBpa TYCKMi3 B KOHTEKCTE COBPEMEHHOM XYA0XKECTBEHHOM NpakTMKK KasaxcraHa. AKTyanbHOCTb
uccnenoBaHns 0bycnoBieHa TeM, YTO B MOCTCOBETCKMIM NMepuoa TeKCTUIbHblE GOpMbl NpuobpeTatoT
HOBOE 3Ha4YeHMWEe: OHU BbIXOAAT 33 Npenesbl STHOrpadnyeckoro U LeKOpaTUBHO-MPUKIALHOIO
BMOEHUS, CTAHOBAICb MeAMYMOM KYNbTYPHOM NAaMSTU U KpUTMYECKOM pednekcun. HecMoTps Ha

Hanuune sTHorpaduUyecknx U UCKyCCTBOBEAYECKMX paboT, NOTEHLIMAN TYCKMI3 KaK KOHLLeNnTyanbHOro
XYA,0XXEeCTBEHHOIMO MHCTPYMEHTA OCTAETCSA HEAOCTAaTOYHO U3YYEHHbBIM, YTO U OMPEAENAET HAYYHYIO
HOBW3HY UcCnenoBaHus. Llesbto paboTbl SBNSETCS aHANM3 CTPATErniAi MepeoCMbICIEHUS TYCKHUI3

B COBPEMEHHOW XyLOXEeCTBEHHOM npakTuke KasaxcraHa. B 3apaum nccnenoBaHms BXOAMUT:
paccMOTpeHMeE TYCKMi3 Kak PeHOMeHa KOYeBOM MaTepuanbHOW Ky/bTypbl U BbiSIBIeHWE CEMAaHTUYECKUX
U CUMBOIMYECKMX TPAHCHOPMALIMI TPAAMLMOHHBIX MOTUBOB. Ha npumepe npoekToB [ynbHyp
MykaxkaHoBoi 1 MatnMbl OMUP aHaNU3UPYIOTCSA Pa3fiMyHble CTPATErMKU OCMbICNIEHWUS KYNbTYPHOM NamsaTu
U MOEHTUYHOCTM Yepe3 TEKCTUIBHOE UCKYCCTBO. MccnenytoTcs Kak BU3yanbHble, Tak U COAepKaTeNbHble
npeo6pa3oBaHns TPALMLMOHHbIX HOPM, NMpoMCXoasLLMe MO BAUSHUEM rNobanun3aLmm, MoCTCOBETCKUX
MOEHTUYHOCTEN M METAMOAEPHUCTCKOro MUpoB0o33peHns. Ocoboe BHMMaHKeE yaeneHo U3MEHEHMIO
CaKpasbHbIX U CUMBONIMYECKMX KOLOB B aKTya/IbHOM UCKYCCTBE.

Knioyessbie cnoea: TyCcKui3, TEKCTUIbHAS TPAAMLMSA, KA3aXCKOe COBPEMEHHOE UCKYCCTBO, KY/IbTYpHas
naMATb, MAEHTUYHOCTb, METAMOAEPHU3M.

Ansa yumuposaHus: EckoxuHa, Jlaypa, n XXasupa )XykeHoBa. «TyCKM1i3 B COBPEMEHHOM
XY[0XECTBEHHOW NPaKTUKe: Mexay TpaauLUmen n KoHLenTyanbHbiM nouckomy». Central Asian Journal of
Art Studies, 1.10, N24, 2025, c. 269-284, DOI: 10.47940/cajas.v10i4.1106

bnazodapHocmu: ABTOpbI BbipaxatoT 61arogapHocTtb peaakummn «Central Asian Journal of Art
Studies» 3a NnoMoLlb B NOAroTOBKE CTATbU K ny6m4|<au,mm, d TaKXX€ aHOHMMHbIM peLEeH3eHTaM 3a
BHMMaHUWE U UHTEPEC K UCCNEeL0BaHMIO.

Asmopbl npoyumanu u 0006puIu OKOHYamebHbIl 8apUAHM pyKonucu U 3as6/1510m 0b omcymcmesuu
KOHGIUKMa UHMepecos.
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