








sounds...”, said art critic K. Akilova
(Akilova 2022) at the artist’s exhibition.
The creations of an outstanding artist
of modern Uzbekistan — Vyacheslav (Yura)
Usseinov, who fruitfully experiments
in a variety of techniques: tapestry, knitting,
patchwork, etc., are no less interesting.
He is rightfully called the discoverer
of a new direction — fractal verismo,
the essence of which lies in a simple idea —
copying and scaling simple shapes
and their various combinations. This idea,
in our opinion, is quite correlated
with the rules of shaping in the traditional
patchwork of the peoples of Central Asia.
Such projects of the artist as: Ossuary
for Texts and Dust (2020), Coastline: Dry
Dung Fuel (2021), etc. are attractive.
[ in the first project, the artist, taking
the meaning of an ancient burial vessel
as a conceptual basis, projects it onto
the modern construction boom
and pandemic, then in the second,
the author refers to the dung exclusively
in a positive way, as a traditional energy
carrier. But, nevertheless, the artist
in this project seeks to emphasize
the problem of the “indefinite”, connecting
the “dung age” and the “era of global
energies” with an artistic line.
In the context of this study, the following
works of Usseinov are significant:
The Spring (2001), Based on Samarkand
Architecture (2008), Based on Bukhara
Architecture (2009), Geometry of Time
(2011), Abduction of the Swastika (2013)
and many others. Some of the listed works
of the author are made in a real patchwork
technique, while other techniques
of patchwork sewing are used as a formative
element of the artistic space.
The Usseinov’s work of The Spring
(2001), made in a mixed technique,
is an almost square textile fabric,
where a diamond-shaped figure enclosed
in a square is placed in the center
(see fig. 2). The predominant blue
and light-blue color of the central figure
resembles the “eye” of a spring — a source

of the purest water, metaphysically — a
source of fertile energy.

Fig. 2. Vyacheslav (Yura) Usseinov.

“The Spring”. 2001. Mixed media.
Source: http://useinov.uz/images/pages/iractal
objects/pohishenie_svastiki/32-po-motivam-
samarkandskoj-arkhitektury.jpg

Conceptually, such works of the artist
as Based on Samarkand Architecture
(2008) and Based on Bukhara Architecture
(2009) are solved identically. The mysterious
image of these ancient cities could not be
better conveyed with the help of patchwork
technique. Peering into the geometric
patterns of these textile canvases, it’s like
“walking” through the ancient streets
of Samarkand and Bukhara, absorbing
their especial aura.

Exploring the phenomenon of qurag
in work of contemporary artists of Central
Asia, it is impossible not to mention
a work of another Kazakh artist — Sultan
[lyaev. Describing his multifaceted
work, art critic K. Mukazhanova writes:

“A diverse set of visual elements, given
in various variations, refers to Kazakh
ornaments, with its invariable rapports.
And the color elegance — to the qurag-
korpe, patchwork quilt, to the bau

and bascurs, and to the entire interior
of the yurt, abundant with ornamented
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things” (15). It would be legitimate to add
here that not only the color, but also
the principle of dividing space itseli,
and in some paintings there are direct
analogs with the Kazakh quraq korpe.
We would include such works of the author
as At the Mirror (2012), Bride (2013),
Aul (2007), Kobyz-dombra (2010), etc.

Patchwork mosaic as a formative
technique can be traced in other genres
of visual art — murals. For example,
Kazakhstani artists Yerzhan Tanayev
and Akkali Zakir (Tigrohaud crew creative
group) create murals that decorate
the buildings of Astana, Almaty,
Karaganda, and other cities of Kazakhstan.
For example, the image of the great Kazakh
kuishi Kurmangazy was built by artists
precisely on the principle of patchwork
mosaic, where warm yellow-brown colors
dominate: the color of kobyz, wood
and sun. As the artists themselves admit,
such a technique requires the viewer
to be attentive, it is necessary to “peer”
into the geometry of shape and color
in order to catch all the nuances
of composition and image.

In the studied aspect, the works
of Gulnur Mukazhanova also require
attention. In her project with the symbolic
name of False Hope, or the Moment
of the Present (2019), 28 canvases made

of brocade, lurex and velour were presented.

In choosing bright and shiny materials,
the artist refers to the Kazakh custom

of presenting pieces of fabrics as giits

for weddings and other celebrations.
However, Mukazhanova clarifies,

these fabrics are so impractical that most
often they are simply overdone. This is how
the ancient rite in the modern world turns
into a formal exchange of information,

E. Minkina notes. Perhaps that is why

in the artist’s work The Moment

of the Present (see fig. 3) we no longer
see a clearly structured space,

but a kind of chaotic color composition.
But, nevertheless, pieces of these tissues,
in the words of M. A. Blumin, “generate

vibrations and fluctuations of spatial zones”
(646).

Of course, the patch and the technique
of its execution inspire not only artists
of Central Asia. In Art History, we know
many examples of creative experiments
that have led to various discoveries.
One of such productive examples
is the work of Sonia and Robert Delaunay.
Describing their work, M. A. Blyumin notes
that their experiments with patchwork
technique led to the creation of the first
simultaneous works. ...the patchwork quilt
played a special role in the development of
avant-garde art, becoming an artifact with
a powerful creative potential, the scientist
writes (649).

Fig. 3. Gulnur Mukazhanova.
“The Moment of the Present”, 2020.
Brocade, lurex, velour, pins, collage, mixed media.
Fragment. Source: gulnurmukazhanova.com

Conclusion

In this article, an attempt was made

to comprehend the phenomenon of qurag
from the point of view of the semiotic
approach, where all the “information”
transmitted through it is interpreted

by us in the most general way

as a relationship between a sign carrier
(patch) and the whole community,

where the patch is allocated the role

and functions of a certain “harmonizer”

of relations designed to protect and protect
people and also contribute to the social
affirmation, “legitimization” of the changes
that it fixes (wedding, birth, funeral,
initiation, etc.).



Therefore, in our opinion, until today in
the minds of the peoples of Central Asia,
the conviction remained that with the help
of a cloth patch — the most important
ceremonial element, it is possible
to achieve the desired goals and have
a beneficial effect on the course of certain
events in a person’s life, which is reflected
in modern art. It is sometimes directly,
and sometimes indirectly in the form
of an artistic device.

Used in the creation of images
of contemporary art in Central Asia,

ABTOpnapabiH, yneci

the quragq is a visual metaphor can be
considered as an artistic means by which
people treat each other, with Higher
Powers, asking for the same thing

as many centuries ago: to grant light
and harmony, to drive away darkness,
to provide protection... And here

the technologies of the realization

of the artwork do not matter. The idea
of a visual message is essential,

and it is known that it does not depend
on technology.

XK. H. Warrososa — naesHbl, Heri3ri MakcaTTap MeH MiHAEeTTepAi TYXbIpbiMAay, Makana
YWiH anblHFaH MaNiMETTEePLi XXMHAY XaHe TYCiHAIpY, 3epTTey Xyprisy.

A. |. UbparnmoB - komkasbaHbl 6e3eHaipy, rpadukanbik MaTePUANIMEH XKYMbIC, MOTIHAI

OH/EY XaHe peaakumanay.

Bknap aBTOpOB

XK. H. lWariro3oBa - ¢popMynmnpoBka uaeu, Kt4eBbIX Lenei 1 3aaad, cbop
M UHTEpNpeTauna NoyvYeHHbIX AaHHbIX N4 CTaTbU, NpOBEAEHUE UCCNENOBAHUA.

A. V. Ubparumos - odopmnieHne pykonucu, pabota c rpaduyeckum mMaTepmanom,
nepepaboTtka 1 peaakTMpoBaHUe TeKCTa.
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JKanepke Lllajirozosa

Abaii atbinnarsl Kaszak yaTTbIK nearorukalbik ynusepeureti (Anmarter, Kazaxkceran)

Aman U6parumos

AGaii atbinnarsl Kazak yaTTbiK rearorukalnik ynusepenreti (Anmarter, Kazakceran)

OPTAJIbIK ASUAHbIH 3AMAHAYU OHEPIHAET «KY¥PAK?»:
CMMBONAbIK TN )KOHE KOPKEM MOTIH

Anparna. Kazakrapza «Kypak» Aen aTanaTbiH MaTanap KMblFbl XXaHE 0NapAaH acanfaH byibiMaap
OpTanbik A31si XaNnblKTapblHbIH, M3AEHU TaXipnbeciHae GypbiH XOHE Ka3ip epeklue OpblH anaabl,

an 6yriH 3aMaHaym eHepae 6eliHe peTiHae fe, KOPKEMAIK TICiN peTiHae fe KaTa epKeHAen XaTblp.
Byn OHbIH, KEH 3KCMPEeCCUBTI TEXHUKANbIK XXIHE KBPKEMAiK, CEMAaHTUKANbIK XdHE KOMMYHUKATUBTI
MYMKIHAIKTEPIMEH TYyCiHAipineai.

Makana aBTopnapsbl «Kypak» TEPMUHI peTiHAe ASCTYPAI KypaK, Kypay TEXHMUKAChI XXaHe OCbl
TEXHUKaAa opbiHAANFaH 6apnbik OylibiMaap aen TyciHeni. CEeMUMOTMKA TYPFbICbIHAH 3aMaHayu eHep
TYbIHAbIAPbIH Tangay Kypak, (6enri xaHe cMMBON peTiHAE) STHOM3AEHM aKnapaTTbl KOATAYAbIH 3pTypAi
TacinaepiH kepcetyre KabineTTi ekeHiH aiKblHAAAbI.

Byn 3epTTeyniH, Heri3ri apictemMenik Kypanbl CEMUOTUKANbIK TACiN 6onbin Tabbiaabl. MyHaa Kypak,
CEMAHTMKA AeHreniHae CMMBONABIK TiNAIH 6enrici peTiHae KapacTbipbliagbl, an NparMaTMKa TYPFbiCbIHAH
6enri (Kypak) MeH OHbl KONAAHaTbIHAAP (CypeTLLi, KepepMeHAep) apacbiHAAFbl KATbIHACTbI GEMHeNnemnTiH
MaTiH peTiHAe KapacTbipbliafbl. 3epTTeyae, COHbIMEH KaTap, 6aKbinay, CanbiCTbipy, Tanaay xaHe
CUHTE3AeY/iH, Xanmbl FbifIbIMU 3AiCTEPi KONAAHbIIAbIL. byn Tacin 3aMaHayu BU3yanabl eHepAi 3epTTeyae
©3€eKTi Aen onnanMmbi3.

Oprtanbik A3usIHbIH, 3aMaHayu CypeTLLinepiHiH, CEMUOTUKANbIK KO3Kapacbl MEH KOPKEMAiK
ToXipubeciHe cyieHe oTbIpbIn, by 3epTTey OTaHAbIK, MOAEHMETTAHY MEH BHEPTAHYAbIH XXaHa
BEKTOPNAPbIH KOpCeTyre HGarbITTaNFaH.

[actypni Kypak byibiMAapbl canacbiHAAFbl 3epTTeY MaTepuanaapbl Peceit aTHOrpadumsnbIk,
MypaanbiHbIH (2019-2021 »ok.) KopnapbiHaa, KasakcTaHHbIH, 6ipkaTap enkeTaHy MypaxannapbiHaa,
COHAaW-aK, xanblkapanblk Kypak kepne mypaxanbiHaa (Hebpacka, AKLL) ycbiHbinFan OpTtanbik A3us
aMaFbiHbIH, OHNANH KONMEKLUMANAPbIH 3epTTey O0MbIHIIA AaNnanblK 3epTTeynepiHeH anbiHAbI.

Makana KasakcraH Pecnybnukachl XXofapbl 6iniM xaHe fbinbiM MuHUCTPAiriHiH AP09259280 «Kaszak,
M3LEHWETIHIH, Tinaepi aTHUKaNbIK 6ipereinikTiH Heri3i peTiHAe: CEMUMOTMKA XXaHEe CEMAHTMUKAChI» 06achl
ascblHAA AaWbIHOANFAH.

Tipek ce3dep: eHep, OpTanbik A3us, MaTanap Kyparbl, Kypak, CanT-a3CTypAik Taxipnbe, MaaeHMWeT Tini,
KOPKEM MITIiH.

Aaiiekce3 ywin: LLlairozosa, XXaHepke, xxaHe Mb6parnmos, AMaH. «OpTanblk, A3USHbIH 3aMaHaym
eHepiHaeri “Kypak”: CUMBONIbIK TiNl XaHe kepkeM MaTiH». Central Asian Journal of Art Studies, T. 8, N2 1,
2023,49-65 6.DOI: 10.47940/cajas.v8il.653.

Asmopnap Koma3baHwlH COHFbI HYCKACbIH 0KbIN KYNnmadbl #aHe Myddenep KaKmeblfbiCbl HOK eKeHOi2iH
Manimoelio.

ART OF CENTRAL ASIA: LANGUAGE AND TEXT FROM THE PERSPECTIVE OF MODERNITY i CAJAS Volume 8.Issue 1.2023



ART OF CENTRAL ASIA: LANGUAGE AND TEXT FROM THE PERSPECTIVE OF MODERNITY ! CAJAS Volume 8.Issue 1.2023

QURAQ IN THE CONTEMPORARY ART OF CENTRAL ASIA: SYMBOLIC LANGUAGE AND ARTISTIC TEXT

JKanepke Lllafirozosa

Kazaxckuit HalMoHabHbII Nearoruueckuii ynusepeuter umenn Adas (Anmvarsl, Kasaxcran)

Aman U6parumos

Kasaxckuit HalMoHaJIbHBIH Mefarornyeckuit ynnpepcurer umenn Abast (Anmatel, Kasaxcran)

«K¥PAK» B COBPEMEHHOM UCKYCCTBE LLEHTPAJIbHOM A3UMU:
CUMBOJIMYECKUM A3bIK U XYAOXECTBEHHbIA TEKCT

AHHOTaums. JIOCKyT TKaHU U U3LENUs U3 HEro, Ha3biBaeMble Y Ka3aX0oB «KypaKy», B MPOLLIOM

M ceiryac 3aHMMatoT 0coboe MecTo B KynbTypHOM MpakTuke HapoaoB LleHTpanbHow A3uu,

a CerofiHs NPOMCXOAMT ero PeHeccaHc B COBPEMEHHOM UCKYCCTBE Kak B KayecTBe camoro obpasa,
Tak M B KayecTBe XyA0XKECTBEHHOIO NpUema. 3T0 06bACHSETCS ero WUMPOKUMM Bblpa3UTENbHbIMM
TEXHUKO-XY[,0XKEeCTBEHHbIMU, CEMaHTUYECKUMMU U KOMMYHUKATUBHBIMU BO3MOXHOCTSIMMU.

oA 06LWMM TEPMUHOM «KYPaK» aBTOPbl CTaTbM MOHUMAIOT TPAAMLMOHHYH JIOCKYTHYH TEXHUKY
KaK TaKoBYIO ¥ BCe MHOTo06pasune U3Lenuni, BbINONHEHHbIX B 3TOW TEXHMKE. AHanN3 COBPEMEHHbIX
NpOW3BeNEeHNI UCKYCCTBA C TOYKM 3PEHUS CEMUMOTMKM MOKa3as, YTo IOCKYT (KaK 3HaK U Kak CMMBON)
cnocobeH NpoAeMOHCTPMPOBATb Pas/ivyHble CNOcobbl KOAMPOBKM STHOKYNBTYPHOM MHMOPMALMK.

OCHOBHbIM METOA,0M0rMYECKUM UHCTPYMEHTOM HACTOSILLEr0 MCCIeA0BaHMS BbICTyMaeT
CEMMOTUYECKMUIA NMOAXOL, FAE JIOCKYT Ha YPOBHE CEMAaHTUKM pacCMaTPMBAETCS KaK 3HaK CUMBOIMYECKOrO
A3bIKa, @ C NO3ULMM NPArMaTUKK KaK TEKCT, pENPe3eHTUPYIOLLMI OTHOLLEHUS MEXAY 3HAKOM (TOCKYTOM)
1 TEMM, KTO €ro UCMONb3YeT (XYA0XKHMKOM, 3puTenem). B uccnenoBaHmm Takke MCnonb3oBaHbl
1 obLeHayyHble MeTonbl HABNOAEHNS, CPAaBHEHMS, aHANM3a M CUHTE3a. [lyMaeTcs, YTo 3TOT NoAXO0L,
aKTyaneH B UCCNeA0BaHUU COBPEMEHHOMO BM3YyanbHOMO MCKYCCTBA.

Onupascb Ha CEMMOTUYECKUIA NMOAXOL, U XYL0XECTBEHHbIN OMbIT COBPEMEHHbIX XYA0XHUKOB
LleHTpanbHol A3un, AaHHOE UccneaoBaHue CTPEMUTCS NPOAEMOHCTPUPOBATL HOBbIE BEKTOPbI
OTEeYeCTBEHHOM KyNbTYpONIOTMU U UCKYCCTBOBEAEHMS.

MaTtepuanom nsyyeHus B 061acTv TPaAULIMOHHBIX NOCKYTHBIX M34ENWIA BbICTYNUAW NONEBbIE
nccnenoBaHMs no usyveHuto GoHpoB Poccuiickoro aTHorpaduyeckoro myses (2019-2021), pana
KpaeBefyeckux My3eeB KasaxcraHa, a Takxxe OHAalH-Konnekuuu LleHTpanbHo-A31aTckoro pernoxa,
npeacraBieHHble B MexayHapogHOM My3ee NockyTHoro ogesna (Hebpacka, CLUA).

CraTbs MOAroTOB/MEHA B paMKax NpoekTa MnHMCTepcTBa Bbiclwero 06pasoBaHus U Haykun Pecnybamnku
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