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Abstract. The relevance of this study lies in the need to develop new strategies in fashion design that
combine ecological responsibility, cultural identity, traditional values, ergonomics, and innovative
approaches. Purpose and research objectives: The aim is to demonstrate the potential of the quraq
technique as a tool of sustainable design capable of uniting ecological responsibility with the
preservation of cultural identity within the framework of Kazakhstani ethnofuturism. Methodology:
The research employs an interdisciplinary approach encompassing art education, cultural studies,
costume design, ethnography, and ergonomics. Methods: Theoretical review, art-historical analysis,
methodological-pedagogical analysis, technological study, comparative analysis, and case study.
Results: The findings can be applied to modernizing courses in costume, design, decorative and applied
arts, and scenography, as well as to the creation of interdisciplinary projects aimed at preserving
cultural heritage and developing Kazakhstan’s creative industries. Discussion: The study emphasizes
cultural continuity as a key resource for sustainable development, ecological sustainability as a
principle of contemporary design, and the interdisciplinary potential of traditional techniques in
educational and artistic practices. Their significance for innovative and ecologically oriented creative
industries is highlighted. Theoretical significance: The research substantiates the conceptual integration
of the traditional textile technique quraqg into the ethnofuturist concept of Slow and Circular Fashion,
expanding scientific understanding of interdisciplinary approaches to cultural heritage preservation
and ecologically oriented art education. Practical significance: The study develops methodological
recommendations for integrating quraq into contemporary art education, fostering sustainable design
practices, strengthening students’ ethnocultural identity, and embedding ecological principles into
curricula. Scientific novelty: The research justifies integrating the traditional Kazakh textile technique
quraq into the concept of ethnofuturist sustainable design and art education, enabling a rethinking



of cultural heritage through ecological responsibility, creative industries, and interdisciplinary

pedagogical strategies.
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Introduction

his article explores Kazakhstani

sustainable design, particularly Slow
and Circular Fashion, through the lens
of ethnofuturism, integrating the quraq
technique as a means of reinterpreting
cultural heritage within contemporary
creative industries. The research problem
lies in the lack of methodological
approaches in sustainable design
capable of rethinking and modernizing
the pedagogical and artistic context. A
pressing challenge for cultural continuity
in Kazakhstani ethnofuturism is the
overproduction of goods, which increases
the carbon footprint and erodes cultural
traditions, threatening sustainable
development. Research aim: To identify
the potential of the traditional patchwork
technique, quraq, as a tool of sustainable
design within Kazakhstani ethnofuturism,
promoting ecological responsibility and
preserving cultural identity.

Research tasks:

Analyze theoretical foundations of
Slow and Circular Fashion in Kazakhstani
and international sustainable practices,
focusing on cultural sustainability and eco-
oriented design.

Investigate ethnofuturism as a
methodological framework for integrating
eco-oriented art education.

Identify the potential of quraq as a tool
of cultural sustainability, preserving and
transforming national craft traditions within
creative industries.

Develop recommendations for
incorporating sustainable textile practices
(e.g., quraq) into educational programs
and creative projects to foster ecological
thinking and cultural continuity.

Kazakhstan possesses a rich heritage
of decorative and applied arts, including
unique textile practices such as quraq,
which can be reinterpreted in the context of
sustainable fashion and ethnofuturism.

In the era of rapid technological
development and globalization,
integrating traditional craft techniques
into contemporary design becomes crucial
for achieving sustainability and cultural
continuity.

Special attention is given to Slow
and Circular Fashion as key aspects of
sustainable design, reflecting principles of
conscious consumption, material reuse,
and waste minimization.

Within Kazakhstani ethnofuturism,
these approaches merge with traditional
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crafts and modern technologies, forming a
unique aesthetic and educational paradigm
that supports cultural identity and eco-
oriented thinking.

The study conceptualizes Kazakh
patchwork quraq as a cultural mediator,
linking Slow and Circular Fashion with
Kazakhstani ethnofuturism, and shaping a
sustainable model of identity preservation
through eco-oriented design.

Methods

Research methods: theoretical review
(systematization of concepts and sources),
art-historical analysis (aesthetics and
symbolism of quraq), pedagogical
methodology (integration into educational
practices). technological analysis
(production processes and upcycling),
comparative analysis (local and global
practices), case study (in-depth analysis of
specific projects and brands),

Approaches: interdisciplinary
(pedagogy, cultural studies, costume
design, ethnography, ergonomics),
ethnocultural (preservation and
transformation of national traditions), eco-
oriented (sustainable design, slow fashion,
circular fashion).

Qualitative Characteristics: the
primary material is the traditional Kazakh
textile technique quraq, examined as a
cultural and visual narrative. Samples
of Kazakh decorative arts (patchwork,
embroidery, quilting) and contemporary
design practices integrating ethnocultural
motifs are included. Publications by
Kazakhstani and international scholars
on Slow Fashion, Circular Fashion,
ethnofuturism, and sustainable design were
analyzed.

Quantitative Characteristics: over 40
scholarly sources analyzed (monographs,
articles, methodological materials);

12 Kazakhstani case studies (brands,
educational practices, author projects) and
15 international examples of sustainable
fashion; comparison of at least 5

methodological frameworks (Slow Fashion,
Circular Fashion, Cradle to Cradle, Design
for Sustainability, ethnofuturism).

Software and Tools: NVivo, Atlas.ti for
coding cultural and ecological categories.
Mendeley, Zotero for bibliographic analysis
(APA and GOST formats).

Discussion

In this section, the scientific novelty of the
research is revealed through the studies
of Kazakhstani scholars, emphasizing the
significance of national textiles and ethnic
motifs as a foundation for forming a unique
visual language that can integrate into
global trends through the lens of ethno-
futurism. Comparative analysis reveals
the potential of quraq as a universal tool
of cultural sustainability, bridging local
traditions and global ecological strategies.

Within ethnofuturism, patchwork can
be interpreted as a visual narrative that
connects past and future, opening up
perspectives for cultural sustainability and
educational integration.

The literature review.

The article reviewed the ethnofuturism
works of the authors:

Meruyert Zhanguzhinova, analyzing
ethnofuturism as an educational concept
integrating tradition and innovation in art
and design teaching. Mikhail Zhirov and
[rina Shvedova — exploring ethnofuturism
through sociocode theory, emphasizing
transmission of ethnic values via art.
Estonian authors (Lyhmus, Kauksi,
Heinaapuu, Kivisildnik) — presenting
ethnofuturism as an alternative to
globalization and a means of preserving
cultural identity.

Internationally, key contributions
include: Kate Fletcher — Sustainable
Fashion and Textiles: Design Journeys,
foundational for ecological design and
consumer behavior transformation.
Christina Dean, Hannah Lane, Sofia
Tornberg — Zero Waste Wardrobe,
practical approaches to conscious



consumption and clothing recycling. Ralph
Fticks — Green Revolution, addressing
ecological economy and sustainable
business, including fashion.

Kazakhstani eco-design practices:
Beksultan Urazbekov (Pieper brand) —
using recycled plastic, organic cotton,
hemp; interdisciplinary team integrating
design, craft, and art. Aigerim Akenova
(Aiken brand) — blending nomadic
cultural motifs with sustainable style. Alima
Murzabekova (Alima) and Aigul Beisenova
(Bru) — creating collections emphasizing
quality, durability, and local identity,
aligned with slow fashion.

Patchwork quraq studies: Zhanerke
Shaigozova & Aman Ibragimov —
analyzing quraq as a symbolic language
encoding ethnocultural information
(Central Asian Journal of Art Studies,
2023). Aiman Sugirbekova —
methodological materials for school
education, highlighting quraqg’s symbolic
role in family and kinship ties.

Results

The results of the study substantiate the
significance of the patchwork technique
quraq for sustainable design, enabling

the conceptual integration of ecological
responsibility with the preservation of

the cultural identity of Kazakh art, while
simultaneously modernizing art education.

Research Hypothesis:

[f the traditional technique quraq is
integrated into the concepts of Slow and
Circular Fashion and ethnofuturism, it will
allow for the simultaneous preservation of
cultural identity, the development of eco-
oriented thinking, the modernization of art
education, and the creation of a sustainable
model for the development of Kazakhstan’s
creative industries.

The study revealed that slow fashion
promotes the values of durability,
conscious consumption, and respect for
craftsmanship. Amid the global rethinking
of consumer practices, the notion of slow

fashion has become increasingly relevant.
Unlike fast fashion, which is oriented
toward mass production and speed, slow
fashion affirms the values of longevity,
conscious consumption, and respect

for the artisan’s labor. This movement
unites ecological, cultural, and ethical
dimensions, offering an alternative to the
industrial approach to fashion.

As Kate Fletcher (2010) notes, slow
fashion is not merely the slowing down of
the production cycle, but rather “a shift
in consciousness, where quality, locality,
and connection to cultural context become
priorities.” In this context, manual labor,
craft techniques, and local materials
acquire the status of cultural capital.

Textile identity plays a particularly
important role in slow fashion, as it is
closely tied to traditional techniques such
as patchwork, quilting, and embroidery.
These practices not only preserve cultural
heritage but also establish sustainable
production models that respect both the
artisan and the material (Clark, 2008).

Thus, slow fashion is not simply
an aesthetic, but an ethical stance
in which fashion becomes a medium
of dialogue between past and future,
between individual choice and collective
responsibility.

Circular fashion calls for reuse,
upcycling, and fabric recycling. In the
context of ecological crisis and textile waste
overproduction, the concept of circular
fashion offers a systemic rethinking of the
fashion industry. At its core lie principles
of reuse, upcycling, and recycling, aimed
at extending the life cycle of clothing and
minimizing environmental impact.

Circular Fashion, Sustainable
Fashion, and Cultural Sustainability.

According to Anna Brismar, circular
fashion is a model in which “clothing is
produced with consideration for future
reuse, recycling, and the return of materials
into the production cycle” (Brismar). This
approach requires not only technological
solutions but also changes in consumer
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behavior, where the value of a garment
is defined not by its novelty but by its
potential for transformation.

Upcycling, as one of the key practices
of circular fashion, enables the creation
of unique products from already used
materials, preserving the cultural and
aesthetic significance of textiles. This
is particularly relevant for local craft
traditions, where recycling becomes a
form of sustainable design and cultural
expression (Fletcher).

[t should be emphasized that circular
fashion is not merely an ecological strategy,
but a new philosophy of fashion, in which
waste is transformed into a resource and
creativity becomes a tool for a sustainable
future.

Sustainable fashion is focused on
reducing waste and lowering its carbon
footprint. In the context of the climate crisis
and oversaturation of the textile market,
sustainable fashion is not simply a trend
but a necessity. Its key principles — waste
reduction, carbon footprint minimization,
and ethical production —aim to transform
the entire clothing creation chain, from
material selection to disposal.

As Sandy Black notes, sustainable
fashion implies “rethinking the design,
production, and consumption of clothing
with consideration for ecological and
social consequences” (Black 13). This
includes using organic and recycled fabrics,
reducing water consumption, avoiding
toxic dyes, and implementing closed-loop
production cycles.

Reducing the carbon footprint in the
fashion industry extends beyond materials
to include logistics, energy, and consumer
behavior. According to the Ellen MacArthur
Foundation, the transition to a circular
fashion model could reduce greenhouse
gas emissions by billions of tons annually
(Ellen MacArthur Foundation).

Thus, sustainable fashion is not merely
an alternative to fast fashion but an
integrative approach that unites design,
technology, and ethics for a sustainable

future.

Cultural sustainability aims to preserve
and adapt traditional clothing. In the
era of globalization and digitalization,
fashion has become not only a means
of self-expression but also a platiorm
for safeguarding cultural heritage. The
concept of cultural sustainability in fashion
implies careful preservation, adaptation,
and reinterpretation of traditional textile
practices within contemporary design.

As Else Skjold observes, cultural
sustainability is “a way of maintaining
local knowledge and craft traditions by
integrating them into contemporary
forms and contexts” (Skjold 45). This is
particularly important for Kazakhstan, a
region with a rich textile heritage, where
elements of national costume, ornaments,
and sewing techniques can be reinterpreted
through the lens of sustainable design.

The adaptation of traditions does not
entail mechanical reproduction. On the
contrary, it requires a creative dialogue
between the past and the present, in which
designers act as mediators between cultural
memory and contemporary aesthetic
demands (Fletcher 112). Such an approach
contributes not only to the preservation of
identity but also to the development of local
communities engaged in production.

These findings have practical value:
cultural sustainability in Kazakhstani
fashion represents an ethical and aesthetic
strategy aimed at strengthening cultural
distinctiveness through innovation, respect
for heritage, and sustainable production.

Quraq as a Cultural Code of
Sustainability.

Quraq — the traditional Kazakh art
of patchwork — is a multidimensional
concept of sustainable design that connects
historical heritage with contemporary
fashion philosophies. In this context, quraq
functions as a Kazakh cultural code and a
visual metaphor of sustainability.

Quraq is not merely a decorative
technique but a multilayered cultural code
that reflects the Kazakh people’s philosophy



of sustainability, historical memory, and
artistic identity. Within the discursive field
of contemporary art in Kazakhstan and
Central Asia, quraq becomes a mediator
between past and present, between loss
and revival. The etymology of “kypaxk”—
rooted in the word “kypy”, meaning both
destruction and creation—-captures the
quality of life and renders patchwork a
visual metaphor of transition, balance, and
renewal (Oktyabrskaya and Suraganova,
2010).

[t is important to note that Irina
Oktyabrskaya and Zamira Suraganova
(2010) demonstrate that the phenomena
of quraq and zhyrtys in traditional Kazakh
culture embody ritual-symbolic functions,
including the preservation of memory,
intergenerational continuity, and sacred
protection. Their study emphasizes the role
of material culture as a carrier of spiritual
values. Similarly, Irina Oktyabrskaya and
Zamira Suraganova (2012) extend this
perspective by conceptualizing patchwork
as part of the “material world” of Kazakh
culture. They position patchwork sewing as
a living tradition that remains relevant in
contemporary society, concluding that the
practice functions as a mediator between
the past and the present.

In this context, Nikolay Terletskiy
(2007), who analyzes the role of fabric
scraps (latta-band) at Central Asian
mazars, highlighting their sacral and
ritual significance. He interprets fabric
as an element of ritual communication,
where scraps serve as signs of memory,
supplication, and protection.

On the one hand, Gulnara Zununova
(2020) investigates the nonverbal semiotics
of Tashkent Uzbeks, demonstrating that
woven products fulfill protective functions,
acting as amulets and markers of identity.
Her research underscores the semiotic
dimension of textiles within everyday
cultural practices.

Unlike the previous findings, Elmira
Gyul (2019) interprets patchwork as a
“miracle of recycling” and a union with

sustainability. The study emphasizes the
ecological and aesthetic potential of the
technique, bridging traditional craft with
contemporary sustainable design.

Thus, quraq is not simply a craft
but a philosophy capable of encoding
ethnocultural information and transmitting
it across generations. This confirms that
patchwork and fabric-related practices in
Central Asia constitute a multifunctional
cultural code that integrates ritual,
symbolic, and utilitarian dimensions.
Textile traditions act as nonverbal
communicative systems, transmitting
values of memory, identity, and protection
across generations. The semiotic and
sacral functions of fabric scraps reveal
their role as mediators between humans
and the sacred, embedding textiles in
ritual communication. Contemporary
interpretations of patchwork highlight its
potential for sustainability, transforming
traditional craft into a resource for
ecological design and cultural innovation.

The continuity of patchwork practices
illustrates the dynamic interplay between
tradition and modernity, positioning textile
culture as both heritage and a driver of
future-oriented design.

Its visual language, filled with symbols
and meanings, serves not only aesthetic
but also ritual, educational, and identity-
forming purposes. In the context of
globalization and digital transformation,
the art of quraq acquires new significance
— as a means of restoring lost memory, as
a cultural talisman, and as a platform for
dialogue between tradition and innovation.
Cultural sustainability begins with
recognizing its deep codes — and quraq is
undoubtedly one of them.

In recent years, the traditional Kazakh
art of patchwork (quraq) has undergone
active reinterpretation across sustainable
design, ethnofuturism, pedagogical
practices, and visual art. From a simple
decorative craft, quraq has evolved into
a medium of cultural memory, a visual
language, and a pedagogical tool.
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Contemporary research increasingly
views it as a multilayered text that
encodes gendered, ethnic, ecological, and
philosophical meanings.

In Kazakh design, the patchwork
technique quraq represents a
multidimensional category that serves
as both a cultural code and a concept of
sustainable design. Within semiotic and
textual approaches, quraq is interpreted
as a visual text, in which each fabric
fragment functions as a sign that reflects
relationships among the artist, the
audience, and the ethnocultural context.

A key study in this field is the article
by Zhanerke Shaigozova and Aman
Ibragimov, “Quraq in Contemporary
Art of Central Asia: Symbolic Language
and Artistic Text”, which proposes a
semiotic model for interpreting patchwork
as an artistic narrative (Shaigozova
and Ibragimov). The authors draw on
ethnographic sources, museum collections
(the Russian Ethnographic Museum and
the International Quilt Museum), and
analyses of contemporary artistic practices
in the region. Their approach synthesizes
pragmatics, cultural semiotics, and visual
anthropology, revealing quraq as a form of
“slow storytelling” —sustainable, creative,
and symbolically rich.

Visual Documentation and
Ethnofuturist Reinterpretations of Quragq.

Visual documentation preserved in
ethnographic and archival sources of
the 19th—20th centuries—such as the
works of Mikhail Dudin, Grigory Potanin,
Nikholy Polyakov, Vassily Vereshchagin,
Gustav Radde, and Karl Krafft—records
the sacred and domestic presence of quraq
in Kazakh dwellings and women’s cratt.
Photographs and engravings depict yurt
interiors adorned with patchwork items,
sewing scenes, and coverings with patterns
such as Segizzhapyraq (“Eight Leaves”),
Shakhmat (“Chessboard”), and others,
confirming the historical continuity of
textile practice and its connection to the
sacred (Russian ..., 2).

As a result of the analytical review of
the role of quraq in rituals, ceremonies,
and clothing, it was revealed that “quraq”
and “zhyrtys” were employed as symbolic
objects in rites associated with life-cycle
transitions (birth, marriage, death), as
noted by Irina Oktyabrskaya and Zamira
Suraganova (2010, 2012). Thus, fabric
scraps served as distinctive “tokens of
happiness,” gifted and left at sacred sites as
protective amulets.

In studies of ritual semiotics, Nikholay
Terletsky (2007) emphasizes that fabric
pieces placed on mazars in Central Asia
had an apotropaic function: they connected
individuals with the sacred space and acted
as mediators between the world of the living
and the spirits. It is important to note that
quraq in clothing, particularly in children’s
garments, according to Oktyabrskaya and
Suraganova, carried a protective meaning.
Scraps of diverse fabrics symbolized the
multiplicity of blessings and also served
as a means of “dissolving” the child’s
individuality, thereby shielding them from
malevolent spirits.

Furthermore, the patchwork garments
of dervishes, as discussed by Gulzhan
Shataeva (2023), Zhanerke Zhaigozova,
and Aman [bragimov (2023), were worn
as a sign of renunciation of material
wealth and as a symbol of the spiritual
path. Patchwork thus expressed the idea
of humility, the rejection of a coherent
“self,” and openness to the world. This fact
points to the symbolic and philosophical
meanings of “happiness and protection.”
For instance, Gulnara Zununova (2020)
highlights the protective function of woven
textiles among the Uzbeks of Tashkent, a
function that resonates with the Kazakh
tradition of quragq.

In the context of sustainable
development, it is crucial to emphasize
both ecological and cultural dimensions.
Elmira Gyul (2019) and Ralf Fiicks (2015)
associate patchwork sewing with the idea of
the “secondary life of things,” which in the
contemporary context acquires significance



as sustainable design and ecological
philosophy. Zhanerke Shaigozova and
Aman Ibragimov (2023) demonstrate that
quraq in contemporary Central Asian art
has become a symbolic language bridging
tradition and innovation.

Thus, it can be argued that quraq
functioned as a ritual sign. Fabric scraps
were used in ceremonies as symbols of
happiness, protection, and connection
with the sacred realm. Children’s
patchwork clothing had an apotropaic
meaning, protecting the child from evil
spirits and “dissolving” their individuality.
Patchwork in dervish garments symbolized
renunciation of material wealth, humility,
and the spiritual path. The philosophy of
patchwork embodied in quraq expresses
the idea of multiplicity, the union of
different worlds and cultural layers, making
it a universal symbol of harmony and
protection. Today, quraq is perceived not
only as a tradition but also as a form of
sustainable design and artistic text that

integrates ecology, culture, and spirituality.

Figures 1 and 2 below illustrate
ethnographic and archival sources of the
19th century by Mikhail Dudin and Vassily
Vereshchagin, presenting examples of
decoration—yurt interiors of Kazakh
nomadic dwellings and garments of
Turkestan Sufi dervishes—created using
the quraq technique.

Ethnocultural and Educational
Potential of Quraq.

Figure 1. M. Dudin. Women and Children. Kazakhs.
Kazakhstan, Semipalatinsk Region, 1899

Figure 2. V. Vereshchagin (1842-1904)
Two Dervishes.

The findings indicate that the
ethnocultural and educational potential of
the quraq technique is emphasized in the
studies of Aiman Izbasarovna Sugirbekova
and Gulmira Tuluevna Sadykhanova, where
patchwork is considered an interdisciplinary
tool fostering the development of
motor skills, spatial thinking, and the
understanding of national symbols. Their
teaching materials highlight the semantics
of traditional patterns—Segizzhapyraq
(“Eight Leaves”), Akqu (“Swan”),
Tyrnaqatar (“Row of Nails”)—as carriers
of historical memory and cultural continuity
(Sugirbekova and Sadykhanova). The
authors stress the importance of integrating
quraq into school and university curricula,
where it cultivates eco-oriented and
culturally conscious thinking, linking
artistic creativity with ethnopedagogy and
the principles of sustainable education.

Contemporary Central Asian artists
reinterpret quraq as an artistic text and
a form of visual narrative, embodying
themes of memory, identity, and the
transformation of tradition. In the project
“Tilsyz Til” (“Speechless Language”),
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Zhanerke Shaigozova employs quraq

as a visual language of ethnic memory,
creating panels that reflect kinship
structures, sacred geometry, and feminine
symbolism. In the installation False Hope,
Gulnur Mukazhanova demonstrates how
the formalization of tradition can lead to
the loss of its spiritual essence. Works

by Duzhan Magzumov and Meirzhan
Nurgozhin interpret quraq as a metaphor
of the cosmos, domestic comfort, and
childhood memory, merging textile
aesthetics with the philosophy of everyday
life (Murzabekova 2017).

Parallels with international artists
working in patchwork reveal the
transnational character of textile narratives:
Faith Ringgold’s story quilts inspire
Kazakhstani authors to create visual
chronicles, while Yinka Shonibare’s
conceptual practices establish models of
visual identity codes that resonate with
Kazakh quraq (Shaigozova & Ibragimov).

In the context of sustainable design,
quraq embodies the principles of circular
fashion and zero-waste production,
grounded in conscious consumption
and respect for material resources.
Ethnographic collections, such as those of
the Russian Ethnographic Museum and
the International Quilt Museum, document
the traditional use of fabric remnants,
demonstrating the ecological rationality
of Kazakh craft (Russian Ethnographic
Museum; International Quilt Museum).

CONCEPTUAL
INTEGRATION

Slow fashion

Circular Fashion }
Ethnofuturism }

Contemporary curatorial initiatives
emphasize the spiritual and ecological
potential of quraqg, revealing it as a
form of sustainable artistic thinking. In the
project Alaman, artist Nurgul Abaykhan
employs quraq as an instrument of
collective identity, uniting participants
through collaborative sewing and visual
practices aimed at restoring social ties
and cultural continuity (Shaigozova &
Ibragimov).

Below is Infographic cheme-1
presenting the results of the study of a
visual narrative of sustainable design in the
context of Kazakhstani ethno-futurism
(on the example of Quraq).

Thus, quraq is integrated into the
global discourse of sustainable design,
preserving local specificity while
reinforcing the significance of craft as a
form of ecological and social action.

Basic provisions

Based on the conducted review of sources,
the main thesis of the study was formulated
as follows:

The traditional Kazakh patchwork
technique quraq integrates the
concepts of Slow and Circular Fashion
and ethno-futurism, which preserve
cultural traditions while fostering
contemporary artistic thinking and
sustainable design, thereby
contributing to:

=

Scheme 1. The visual narrative of sustainable design in the context of Kazakhstani ethnofuturism (on the
example of Quraq).



* the preservation of cultural identity;

* the development of environmentally
oriented thinking;

* the modernization of art and design
education; and

« the creation of a sustainable model
Jor the development of Kazakhstan’s
creative industries.

The thesis presented above allows
for the identification of the research
propositions that reflect scientific novelty
and address the research problem. The
integration of the traditional Kazakh
textile technique guraq into the concept
of ethno-futuristic sustainable design
provides impetus for the development
of principles governing the process of
creating patchwork compositions based
on quraq. Within the framework of art
education, this approach fosters the
formation of competencies that are relevant
to contemporary pedagogical and artistic
contexts.

In the frameworks of contemporary
scholarly discussions, the creation of quraq
is not merely a patchwork technique but a
deeply rooted cultural practice reflecting
a philosophy of unity, continuity, and
visual order—the “visual grammar” of
Kazakh culture. Its fundamental principle
is modularity, that is, the construction of
a composition from repeating geometric
elements (modules), each carrying
symbolic meaning. These modules—
triangles, diamonds, and squares—are
combined according to specific rules,
forming an ornamental structure that can
expand infinitely while maintaining its
integrity.

Flexibility of

Composition

The following table (Table 1) presents
the principles of the process of creating
a patchwork composition in quraq,
symbolizing the “visual grammar” of
Kazakh culture:

Pedagogical Potential of Quraq

The study has shown that quraq is not
merely a decorative element but a visual
language in which modularity functions
as a grammatical structure, ensuring
semantic and aesthetic coherence.

From this it follows that modularity and
ornament are not simply decorative
features but a complex system of visual
communication—a kind of “grammar”

of culture. Repeated motifs, rhythms,

and symmetries in ornaments form a
structural language through which society
expresses its values, myths, and identity. It
is important to note that modularity allows
for the creation of variable compositions
while preserving cultural integrity and
recognizability. In both traditional

and contemporary artistic practices of
Kazakhstan and Central Asia, ornament
becomes a mediator between past and
present, between the individual and the
collective, transforming into a tool of visual
thinking and cultural memory.

Analysis of existing principles highlights
that the traditional technique of quraq
possesses significant pedagogical potential,
particularly in the context of primary and
art education. The process of creating
patchwork compositions requires precision,
coordination of movements, and attention
to detail, which directly contribute to the
development of fine motor skills in learners.
Working with fabric—-cutting geometric

ﬁﬂmle 1.|
Principles of Creating a Patchwork Composition in Quraq
Each shade and shape may symbolize natural elements, kinship ties, or
Color and Form protective talismans.
Symmetry, accuracy of seams, and adherence to the rhythm of the

pattern are essential.

Cultural Continuity Motifs are transmitted across generations, preserving ethnic identity.

Modularity allows adaptation of the pattern to different formats—from
wall panels to stage costumes.
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shapes and joining them symmetrically—
trains the fingers, improves visuomotor
coordination, and supports sensory
development.

On the other hand, the modular
structure of qurag—analogous to visual
puzzles—stimulates logical thinking.
Students learn to analyze form, color,
rhythm, and spatial relationships between
elements, constructing compositions
according to given or intuitive rules. This
develops skills of planning, sequencing
actions, and visual modeling. Thus, the
pedagogical aspects of the quraq technique
foster the development of fine motor skills,
logical thinking, and imagination.

From a pedagogical perspective, the
inclusion of quraq in the educational
process as both an artistic and cultural tool
cultivates a wide range of competencies
relevant to the contemporary pedagogical
and artistic context:

Educational and Symbolic Dimensions
of Quraq

The presented data allow us to conclude
that the quraq technique is not only an
aesthetic practice but also a powerful
educational resource capable of developing
cognitive and motor skills through creativity
and cultural heritage.

The visual and symbolic grammar of
quragq is constructed based on geometric

symbolism, where each form—triangle,
square, rhombus, or circle—serves as

a carrier of mythological, philosophical,
and genealogical meanings. In traditional
Kazakh patchwork, geometry is not merely
a decorative element but functions as a text
in which representations of the cosmos,
femininity, the cyclicity of time, and kinship
structures are encoded.

As Zhanerke Shaigozova and Aman
Ibragimov note, “quraq should be read as
avisual text, where each fabric fragment
is a sign reflecting the relationships
between the artist, the audience, and the
ethnocultural context” (Shaigozova and
[bragimov 25).

Figures 3, 4, and 5 below present
examples of quraq puzzle arrangements
assembled into a unified textile
composition.

It should be noted that contemporary
Kazakhstani designers demonstrate
the potential for integrating the quraq
technique into the fashion context,
emphasizing its role as a visual code
of cultural memory and sustainable
design. Analysis shows that the brand
Samidel, led by Dinara Abdullina,
represents a significant contribution to
the reinterpretation of craft practice,
transforming traditional quraq-korpe motifs
into prints for everyday clothing, thereby

Table 2.

Development of Student Competencies for the Contemporary Pedagogical and Artistic Contex

Cultural  Identity
and Visual Literacy

Interdisciplinary
Thinking

Inclusivity and
Collective Creativity

Integration of
Traditional Art into
Education

Ecological and
Sustainable

Thinking

Through awareness of the symbolism of traditional ornaments (Segizzhapyraq,
Akqu, Tyrnaqatar), students develop an understanding of national heritage,
mythological codes, and the philosophy of form, contributing to the formation
of sustainable cultural identity.

Work with quraq integrates knowledge from art, mathematics (geometry,
symmetry), ethnography, and design, fostering systemic and imaginative
thinking as well as the interpretation of visual texts.

Patchwork sewing allows participation by individuals of different skill levels,
ages, and physical abilities, creating a space for equal involvement, dialogue,
and collaborative creation.

Quraq becomes an effective means of introducing the ethnocultural component
into school and university curricula, particularly within STEAM education,
where craft serves as a bridge between science, technology, engineering, art,
and mathematics.

The use of fabric remnants, zero-waste principles, and upcycling fosters in
students a conscious attitude toward resources, aesthetics, and consumption,
linking creativity with ecological responsibility.



Figures 3, 4, 5. Contemporary Kazakhstani
Designers and the Fashion Context of Quraq

confirming the relevance of national color in
the fashion industry.

A review of existing approaches
highlights the collections of Dilbar, by
Dilbar Ashymbayeva, which reveal the
interconnection between decorativeness
and symbolism, demonstrating the
relevance of patchwork as a means
of artistic expression and cultural
representation.

In turn, ARUNAZ Atelier, founded by
Nazym Karpykova, establishes a foundation

for further research into textile structures,
showing how layering can reflect female
identity and ethnic self-awareness.

A special place is occupied by the brand
Quraq Korpe, created by Zhanar Shuraeva,
whose work substantiates the relevance
of transferring quraq from utilitarian
domestic use into the sphere of fashion
and accessories. This development is of
interest for international collaborations
and strengthens the significance of the
technique as a form of visual narrative
(Kazakh..., 1).

'CARRY.THE SPIRIT OF NOMADS,
THIS YEARNING FOR FREEDOM.

Figure 6. Contemporary clothing in the quraq
technique by Kazakhstani designers.

The research conducted confirms
that the quraq technique represents a
significant contribution to the development
of sustainable design, demonstrating its
potential for integrating ethnocultural
continuity, ecological thinking, and visual
semiotics into contemporary cultural
discourse. The results show that quraq
functions as a universal language, revealing
the interconnection between tradition and
innovation, and forming a foundation for
further studies in ethnofuturist practices.

Based on the findings, a promising
direction lies in the digital reinterpretation
of ornaments, the use of AR/VR
technologies, and 3D printing, which
opens new horizons for transmitting
cultural codes and preserving visual
heritage. Such practices foster
intergenerational dialogue, strengthen
identity and social interaction, and hold
considerable interest for international
collaborations and global initiatives in the
field of sustainable fashion.
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Conclusion.

Thus, quraq emerges not only as

a traditional crait practice but also

as a significant medium of cultural
sustainability, representing a universal
language that integrates ethnocultural
continuity, ecological thinking, visual
semiotics, and educational potential.
The results of the analysis confirm that
the inclusion of quraq in the discourse
of sustainable design demonstrates

the potential of zero-waste approaches
and upcycling, forming a foundation

for further research as well as for local
and global strategies of environmentally
responsible production. The study has
led to the formulation of the following key
propositions:

The traditional Kazakh patchwork
technique Quraq, as a cultural code, is not
merely a decorative craft but a multilayered
cultural text that embodies the philosophy
of sustainability, memory, and identity. The
ritual functions of “quraq” and “zhyrtys”
were employed in life-cycle ceremonies
(birth, marriage, death) as symbols of
happiness, protection, and connection with
the sacred realm. Children’s patchwork
clothing carried an apotropaic meaning:
it protected the child from evil spirits
and “dissolved” individuality. Within
the philosophy of dervishes, patchwork
garments symbolized renunciation of
material wealth, humility, and the spiritual
path.

By uniting tradition and innovation, and
by shaping a model of cultural sustainability
and eco-oriented thinking, ethnofuturism
and sustainable design integrate quraq into
the concepts of Slow and Circular Fashion.

From an ecological perspective,
patchwork is interpreted as the “second
life of things,” corresponding to the
philosophy of sustainable design and waste
minimization.

In terms of educational potential, quraq
is regarded as a methodological tool within

artistic and pedagogical contexts, fostering
the development of spatial thinking, motor
skills, and students’ ethnocultural identity.

In contemporary interpretations of
Central Asian art, quraq becomes a visual
language of memory and identity, as well as
a symbol of dialogue between tradition and
innovation.

In conclusion, it should be emphasized
that Quraq represents a universal symbol
of harmony, protection, and cultural
continuity. Its philosophy conveys ideas
of multiplicity, the union of different
worlds and cultural layers. Today, quraq is
perceived not only as a tradition but also
as a form of sustainable design and artistic
text, integrating ecology, culture, and
spirituality. The integration of quraq into
educational programs and Kazakhstan’s
creative industries contributes to the
preservation of cultural identity and the
development of sustainable thinking. The
inclusion of quraq in the global discourse
of sustainable design reinforces the
significance of craft as a form of ecological
and social action.

Summarizing the above, the following
directions are recommended for
consideration in educational and cultural
processes:

1. Digital reinterpretation of
ornaments (digital pattern design, AR/
VR, 3D printing) as a promising means of
preserving and transmitting cultural codes
within the ethnofuturist paradigm.

2. Integration of quraq into STEAM
education to foster cognitive and creative
skills.

3. Application of patchwork
techniques in social projects, contributing
to intergenerational dialogue and
strengthening cultural identity.

Looking ahead, these conclusions
open new horizons for international
collaborations, museum initiatives, and
Kazakhstan’s participation in global
platforms of sustainable fashion and
cultural exchange.
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JKanryxunoa Mepyept

TemipGek Kyprenos arbinuarsl Kaszax yartbik enep akagemusicol (Anmarbl, Kasakcran)

K¥PAK - KASAKCTAHAbIK 3THO®YTYPU3M AACbIHAAFDI TYPAKTbI AU3ANHHbIH,
KOPHEKI HAPPATUBI PETIHLAE

AHpatna. byn 3epTTeyaiH e3eKTiNiri SKoNorusabIK, XayankepLuinikTi, MoaeHn biperennikTi, AacTypni
KYHAObINbIKTapAbl, 3pPrOHOMMKAHbI XXdHE MHHOBALMSNbIK TOCINAEPAi YANECTIpeTiH K1iM An3aiHbl
CaNacblHAA XXaHA CTpaTerusnapabl KanbiNTacTblpy KAXKETTiNIFiMEH aliKbliHAANAAbI. 3EPTTEYAIH Makcamesl
»XSHe OHbIH, MiHdemmepMeH BarNaHbIChl: «Kypak» TEXHUKACbIHbIH, Ka3aKCTaHAbIK, STHODYTYPU3M
AACbIHAA 3KOMOTUSANBIK YKayanKepLinikTi MOLAEHM CIMKECTIKTI CaKTayMeH yLUTacTbipa anaTtbiH TYPaKTbl
[AV3aiiH Kypanbl peTiHAeri aneyeTiH aanenmey. 3eptrey a0icHaMacel 6HEPAi OKbITY, MOAEHUETTAHY,
KOCTIOM AM3aliHbl, STHOrpadus KaHe 3proHoMMKa cananapbiHAAaFbl MaHAPabIK TaCINre HerisaenreH.
3epTTey adicmepi: lWONY-TEOPUSANbIK, OHEPTAHY/IbIK, dAiCTEMENiK-NEefAroruKanblK Tangay, TEXHONOTUSIbIK,
CanbICTbipManbl, KEMC-CTaan. ANbIHFAH Hamuesep KOCTIOM, AM3aiiH, COHAIK-KonaaH6anbl eHep,
cueHorpadus KypCTapblH XaHFbIPTYAa, COHAAN-aK, MOLAEHU MypaHbl CaKTayFa aHe Ka3akCTaHHbIH,
KpeaTuBTi MHAYCTPUANAPbIH AAMbITyFa OaFbITTaNiFaH NaHapasbIK obanap xxacayaa KonaaHbiiybl
MYMKiH. 3epTTey Tafikbl1aybl M3AEHM CabaKTaCTbIKTbl TYPAKTbl 4aMYAbIH HEFi3ri pecypchbl peTiHae,
3KONIOTUANBIK, TYPAKTbUIbIKTbI KA3ipri AU3aMHHbIH, KaFMAATbl PeTiHAE, 43CTYPAi TEXHMKANApAbIH 6ifim
6epy xaHe KepkeMAik Toxipubenepaeri naHapanblk, aneyeTiH, COHAAN-aK, 0napAblH, UHHOBALMSNBIK,
YKSHE 3KONOrUANbIK BaFbiTTasFaH KPeaTUBTI MHAYCTPUANAP YIUiH MaHbI3bIH MOMbIHAAYFA HETi3AENreH.
3epTTeyaiH meopusiibiK MaHbI3bl ACTYPIi «KYpaKy» TOKbIMA TEXHUKAChIH 3STHODYTYpUCTIK «Slow

and Circular Fashion» koHuUenuMACbIHA eHTi3yAi Herizaeyae XaTtblp, byn MaeHM MypaHbl CakTayFa
YK9He 3KONOrusnblK 6afbiTTanFaH KepKeMAiK biniMre NaHapanbik Tacinaep Typanbl FbibIMU TYCiHIKTI
KeHeunTeai. 3epTTeyaiH, NpakmuKaasiK MaHbI3bl [RCTYPAI KKYPaK» @HEepiH Kasipri kepkemaik 6inimre
eHri3y 6oMbIHLLIA 3aicTeMeNiK YCbiHbIMAAP a3ipneyae KepiHeai, 6yn TypakTbl Au3arHepnik Taxipubenepai
KasbINTacTblpyFa, CTYAEHTTEPLAIH STHOMSLEHM CIMKECTIrH LaMbITyFa XaHe oKy 6araapnamanapbiHa
3KONOTUANbIK, KAFUAATTAPAbl EHTi3yre biknan eTefi. 3epTTeyAiH FblUIbIMU HAHA/bIFbI AACTYPII Ka3aK,
«KYPaK» TOKbIMa TEXHUKACbIH STHODYTYPUCTIK TYPAKTbl AU3alH XaHe KepkeMaik 6iniM KoHLenuusacbiHa
€Hri3yai Herizgeyae >aTblp, 6yn MafeHM MypaHbl SKONOTUSbIK KayanKepLifik, KpeaTUBTi MHAYCTpUsnap
YKSHE MaHapanbIK, NefarorMkasnblk, CTpaTernsaap TYpFbiCbiHaH KaiTa naibiMaayFa MyMKiHAiIK 6epesi.

Tyiiin ce3dep: TypakTbl om3anH, Slow and Circular Fashion, Ethnofuturism, Cultural Sustainability,
3KONOrUANbIK BaFblTTanFaH Au3arH, patchwork.

Aaiiekces ywin: Mepyept XXaHryxunHoBa «Kypak, - Ka3aKCTaHAbIK, STHODYTYPU3M asiCbiHAAFbI TYPAKThI
[V3aiHHbIH, KepHeKi HappaTuBi peTinae», Central Asian Journal of Art Studies, .11, N21, 2026, 210-227
66.,D0I: 10.47940/cajas.v11i1.1158

Anrbic: ATop «Central Asian Journal of Art Studies» >XypHanblHblH, peaakTopaapbiHa MakanaHbl
6acnara falblHAAYFa KOMEKTECKEHI YLUiH )XdHe aHOHUMAi peLLeH3EeHTTEpre 3epTTeyre Hasap ayaapbin,
KbI3bIFYLUbINbIK TaHbITKAHbI YLUiH anfbiCbiH Bingipesi.

ABmop KomHa30aHbIH COHFbI HYCKACbIH OKbIN, MAKY/10a0bl #aHe Myddesnep KaliliblblFbl JOK eKeHOi2iH
Masimoelioi.
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THE MUSICAL LEGACY OF THE BAIKADAM KARALDIN FAMILY IN THE TRADITION OF THE TORGAY-
KOSTANAY REGION

JKanryxunoa MepyepTt

Kaszaxckasi HatoHasbHast akaaemust uekyeers umenn Temup6eka JKyprenosa (Asnvarsi, Kasaxcran)

K¥PAK KAK BU3YAJIbHbII HAPPATUB YCTOMYMBOIO AU3AANHA B KOHTEKCTE
KA3AXCTAHCKOIo 3STHO®YTYPU3MA

AHHOTaumsA. AKTYanbHOCTb HACTOSALLErO MCCNenoBaHMS 00yCcn0BNEeHA HEOOX0AMMOCTbI0 GOPMUPOBAHUS
HOBBbIX CTpaTerui B chepe AM3arHa 04X Abl, COUETAKOLLMX IKONOTMYECKYH OTBETCTBEHHOCTD,
KYJIbTYPHYO MAEHTUYHOCTb, TPAAULMOHHbIE LLEHHOCTU, 3pFrOHOMUYHOCTb M MHHOBALMOHHbIE NOAXOABI.
Llens v ee €BS3b C 3a0a4amu UCCNEL0BaHWS: L0KA3aTb MOTEHLMAN TEXHUKM KKYpaK» KakK MHCTPYMEHTa
YCTOMYMBOTrO AM3aliHa, CMOCOOHOro 06beAMHUTL SKONOrMYECKYI0 OTBETCTBEHHOCTb M COXPaHEeHUe
KY/IbTYPHOM MAEHTUYHOCTU B paMKax Ka3axCTaHCKOro 3STHOPYTypu3Ma. Memodosoaus UCcnesoBaHus
6a3MpyeTcs Ha MeXAUCLUMNIMHAPHOM Noaxose B 061acTax: NpenoAaBaHus UCKYCCTBA, KYbTYpOIoruu,
[M3aliHa KOCTIOMA, 3STHOrpaduu, 3proHoMUKK. Memoods! nccnefoBaHus: 0630pHO-TEOPETUYECKUH,
MCKYCCTBOBEAYECKMUI, METOLMKO-NEAArOrMYeCckoro aHanun3a, TEXHON0rM4YeCkui4, KOMNapaTUBHbIN,
Keic-ctanu. [onyyeHHble pe3ybmams! MOTYT BbITb MCMONb30BaHbI NPY MOAEPHMU3ALLMM KYPCOB MO
KOCTIOMY, iM3aliHy, AEeKOPATUBHO — NPUKIALHOMY UCKYCCTBY, CLLeHOrpaduu, a TakKe Npu co3aaHuu
MEXIAUCLUMMNIMHAPHBIX MPOEKTOB, HAMPaBNEHHbIX HA COXPAaHEHWE KYNbTYPHOro Hacneaus u

pa3BuTME KpeaTUBHbIX MHAYCTpUiA KasaxcTtaHa. Juckyccus uccnefoBaHUs OCHOBaHA Ha NPU3HAHWUK
KY/JIbTYPHOI NPEeMCTBEHHOCTM KaK K/Il04eBOr0 pecypca AJis YCTOMYMBOro pa3BUTUS, SKOOTMYECKOM
YCTOMYMBOCTM KaK NPUHLMMA COBPEMEHHOTO AM3aliHa, MEXAUCLMMIMHAPHOIO NoTeHUMana
TPAAMLMOHHbBIX TEXHUK B 06pa30BaTeNbHbIX U XyL0XKECTBEHHbIX MPAKTUKAX, a TAKXKE X 3HAYMMOCTH
[151 UHHOBALMOHHbIX M 3KONOFMYECKM OPUEHTUPOBAHHbBIX KPEATUBHBIX MHAYCTPUIA. Teopemuyeckas
3HAYUMOCMb UCCNEL0BAHMS 3aK/04aeTCs B 060CHOBAHUM MHTErPaLMM TPAAULMOHHOM TEKCTUNbHOW
TEXHUKM «Kypak» B STHODYTypucTHMUeckyto KoHuenumto «Slow and Circular Fashion», yto pacwumpset
Hay4yHoe NpeACcTaBleHUEe O MEXANCLMMIMHAPHBIX MOAX0AAX K COXPAHEHMIO KYNbTYPHOrO Hacnenms

1 3KOJIOTUYECKM OPUEHTUPOBAHHOMY XYA0XECTBEHHOMY 06pa30BaHuto. [Ipakmuy4eckas 3Ha4uMocme
“ccnenoBaHMs 3ak/toyaeTcs B pa3paboTke MeToauYeCcKMX peKoMeHaLMi Mo MHTErpaLmm
TPaAMLMOHHOIO UCKYCCTBA «KYPaK» B COBPEMEHHOE XyA0XeCTBEHHOEe 06pa3oBaHue, 4To CnocobCcTByeT
(GOpPMMPOBaHUIO YCTOMUYMBLIX AM3aMHEPCKMX MPAKTUK, PA3BUTUIO STHOKYNLTYPHOM MAEHTUYHOCTH
CTYLEHTOB U BHEAPEHWIO MPUHLMMOB 3KONOMMYHOCTU B y4ebHble nporpaMmsl. Hay4yHas HoBM3HA
MCCNefoBaHMs 3aKI4YaeTcs B 060CHOBAHMM MHTErpaLmMm TPAAMULMOHHON Ka3axCKOM TEKCTUIbHOWM
TEXHUKM «KYPaK» B KOHLEMNLMI0 3THODYTYPUCTUHECKOTO YCTOMYMBOTO AM3aliHA U XYL0XKECTBEHHOIO
006pa3oBaHus, YTO NO3BOJISIET NEPEOCMbICIUTbL KYNbTYPHOE Hacneaue Yepes npu3My 3K0N0rMYecKoi
OTBETCTBEHHOCTU, KDEATUBHbIX MHAYCTPUI U MEXAUCLMNAMHAPHBIX NEAArOrMYeCcKUX CTpaTerunid.

Knroueevie cnoea: Yctoumsblii am3aiiH, Slow and Circular Fashion, Ethnofuturism, Cultural
Sustainability, skonornyecknm opMeHTUPOBAHHbIN AU3AMH, M3YBOPK.

Ana yuumuposarus: Mepyept XXaHryxmHoBa «Kypak, Kak BU3yanbHbli HAppaTUB YCTOMYMBOIO
[M3aliHa B KOHTEKCTE Ka3axCTaHCKoro aTHodyTypusmay, Central Asian Journal of Art Studies, Vol.11, N2 1,
2026, pp. 210-227,D0I: 10.47940/cajas.v11i1.1158

bnazodapHocmu: ABTop BblpakaeT 6iarogapHocTb pepakumnn «Central Asian Journal of Art Studies»
3a MOMOLLb B NOAFOTOBKE CTaTbM K My6AMKALMK, @ TAaK)KE aHOHUMHbBIM peLleH3eHTaM 32 BHUMaHue U1
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