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Abstract. A piece of fabric and products, made from it, are called quraq by the Kazakhs, in the past
and now it occupy a special place in the cultural practice of the peoples of Central Asia; and today
its renaissance is taking place in modern art both as an image itself and as an artistic device.

This is due to its wide expressive technical and artistic, semantic and communicative capabilities.

In general, authors of the article understand the term of quraq as the traditional patchwork
technique as such and the whole variety of products made with this technique. The analysis
of modern works of art from the point of view of semiotics showed that a piece of fabric (as a sign
and as a symbol) is able to demonstrate various ways of encoding ethnocultural information.

The main methodological tool of this study is the semiotic approach, where a piece of fabric
is considered at the level of semantics as a sign of the symbolic language, and from the standpoint
of pragmatics as a text representing relationship between the sign (a piece of fabric) and those who
use it (an artist, a viewer). The study also uses general scientific methods of observation, comparison,
analysis and synthesis. It seems that this approach is relevant in a study of modern visual art.

Based on the semiotic approach and the artistic experience of contemporary artists of Central Asia,
this study aims to demonstrate new vectors of Kazakh cultural studies and art criticism.

Concerning the materials used in this article, they come from a variety of sources: the field
research carried out by the Russian Ethnographic Museum during the period from 2019 to 2021,

a number of regional studies museums in Kazakhstan, as well as online collections of the Central
Asian region presented at the International Quilt Museum (Nebraska, USA).
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Introduction

For the bearers of a certain culture

any visual image acts as a means

of “direct” action as a seli-sufficient

and self-presenting phenomenon

that does not require additional
communication resources (speech/words,
explanations, etc.). Cultural meanings,
being fixed in the form of visual signs,
become available for transmission

and perception (communicative
environment) in a synchronous

and diachronic dimension; and semiotically
visual practice demonstrates ways

to encode meaningiul information.

In the XXth century, in the cultural
environment of many peoples of Central
Asia, due to various historical and political
reasons, there was a “rupture” of historical
memory and the loss/ deformation
of much significant socio-cultural
knowledge, which today, through
the efforts of artists and designers,
are made relevant on the materials
of modern visual culture. This knowledge
also includes the practice of using a piece
of fabric/patch, which historically is not
only a spectacular and specific artistic
technique, but also a complex system
of semantic communications.

The scientific basis of the study
is grounded on the works in the field
of semiotics of culture, first of all
by such masters as M. Y. Lotman,

A. K. Bayburin and many others. The works
of the following scientists stand out from
recent works in the field of visual semiotics:
Francesco Buscemi, who analyzes the role
of color in the representation of animals

in Nazi propaganda; Evripides Zantides,
who explores the signs of national identity
through the design of print advertising

in the Republic of Cyprus; Steven Skaggs,
who developed a four-part classification
scheme for design logos based

on the separation of pictograms/indexes/
symbols by Piers; E. M. Dumnova,

who is dedicated to the visualization

of traditional aesthetic principles in modern
architecture in Japan; L. A. Alyabyeva
and A. Fers, who explore semiotic
aspects of the interaction of fashion

and performance; E. R. Kotlyar,

who represents a symbolic and semantic
analysis of the main range of elements
of architectural decor characteristic

of the decorative and applied arts

of the peoples of the Crimea and many
others.

In Central Asia, a number of scientists
are engaged in the problems of visual
semiotics. First of all, the works of art
historian E. Gyul should be noted.

Her works are mainly devoted

to the reconstruction of meanings

and values of traditional images of artistic
culture. Other notable scholars are

[. Bogoslavskaya, who explores the images
and symbols of the Karakalpak ornament;
G. E. Sadykova, who dedicated her work
to the symbols of Kyrgyz culture, etc.

Particularly noteworthy is the report
by the art historian N. R. Akhmedova
(318), who examines the role
and significance of traditional textiles
in the conceptual discourse of Central Asia
through the examples of the works of well-
known artists such as A. Menlibayeva,

U. Japarov, V. Akhunov, V. Usseinov,
and D. Kaipova.

In Kazakhstan’s realities, N. Volodeva,
A. Kenzhetayeva and A. Alisheva
and A. Agibayeva are productively engaged
in various aspects of visual semiotics,
which focus on the semiotic analysis
of the Kazakh traditional costume
and the work of modern designers
of Central Asia; methodological aspects
of ethnosymbolism is considered
by A. Naurzbayeva and A. Ibragimov, etc.

Some aspects of a patch, its ritual forms
of existence and artistic and technological
features of the patchwork technique
of Central Asia are consecrated in the works
of A. K. Pisarchik and M. A. Khamidzhanova,
[. V. Oktyabrskaya and Z. K. Suraganova,
N. S. Terletskiy, G. S. Mukhtarova;



the study of traditional patchwork products

of Kazakhs is reflected in the album

of the same name by A. M. Sekeyeva.
The purpose of this study is to analyse

and explore the role of patchwork

as a cultural language from antiquity

to the present, using materials from

Central Asian artistic practices.

The study of patchwork in the historical

and cultural context allows us to identify

its original symbolic meanings,

and in modern artistic practice aspects

of “secondary” comprehension and filling

with new meanings.

Methods

Methodology of the present study,
in accordance with the set aim and objectives,
is focused on semiotic, structural-
functional and comparative approaches,
which allow us to consider the patch
phenomenon as one of the languages
of culture that organizes a complex artistic
text. In this regard, the issues of semantics
and pragmatics are relevant: semantics
of a patchwork product is considered
through the prism of symbolic language,
and its pragmatics represents
the relationship between the patch (a sign)
and those who use it (an artist,a viewer),
resulting in disclosure of artistic text
meaning.

The main idea is that in traditional
culture, a patch/patchwork product
as an object/thing acts as a sign system,
i.e. it carries information and thereby
has a potential to reproduce the world
in which they were created. The language
of expressiveness is based on principles
of artistry and aesthetics: color, shape,
combination of constituent elements,
etc., but, unfortunately, the limited
volume of the article does not allow us
to consider the whole set of ways to create
a figurative vision of the product.
From here, to understand the true meaning
of the patchwork thing, the first part
of the article looks at the symbolism

of the basic elements that make up
the quraq (triangle, square, rhombus
and their various combinations).

In the second part of the article,
an attempt is made to explain
the mechanisms of recreating traditional
symbols in the contemporary art of Central
Asia, which, first of all, means and shows
its inexhaustible potential not only
in enriching the visual language
and artistic text, but also as one
of the “relevant makers” of forgotten
layers of artistic and aesthetic memory.
The hermeneutical approach allows us
to uncover forgotten meanings,
to discover new ones in a different
cultural and historical context.

Of course, general scientific methods
of observation, comparison, analysis,
and synthesis are also used in the study.

Discussion

Magic of geometry: signs and symbols

of traditional quraq. One of the traditional

types of visual communication — qurag —

did not require special knowledge

to understand; all information was

perceived at an intuitive level (depending

on the combined elements). The main set

of the composition of qurag was based

on basic geometric elements: triangle,

square, rhombus, rectangle, etc.,

and then the combination of these elements

has created a meaning, an encrypted

code. On the one hand, these are

the most popular motifs of the traditional

art, and, on the other hand, it is easy

to create any geometric pattern out

of these elements. They have parallels

in a number of ethnocultures of Central

Asia. Without setting the task

of considering all the elements, we will

limit ourselves to the most popular ones.
Technically, the basis for making

patterns of patchwork products was

a module — a square or rectangle.

[t could consist of small fragments of fabric

of different sizes: squares, rectangles,
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triangles, etc. The simplest combinations
of patches with different colors of fabric
could give many variants of ornaments,
which in traditional culture have their own
names and contain different meanings.

At the same time, of course, every element
of visual communication expressed
something. For example, a triangle called
tumar, tumarsha is a powerful amulet

of universal character that symbolizes
reliability and strength. And also

“the triangular shape of the amulet

was associated with ancient magical

and protective representations of phallic,
hunting cults, and was also an established
emblem of shamanic amulets of spiritual
and vital forces of men” (Aliyeva, 136).

The same ornamental motif,
for example a combination of triangles
in one direction (the top of one resting
at the base of another), according
to A. K. Pisarchik and M. A. Khamidzhanova
(215), had several names among Tajiks:
dumaki bosha (a tail of a red-footed falcon),
rahak (a path), rahband (closing the way
for evil spirits); Kyrgyz and Kazakhs called
it tyrnaqatar (a string of cranes). The latter
can be considered as a visual projection
of movement. In our opinion, the idea
of a Road/Path appears in this motif,
which can be interpreted differently
depending on the use in the overall
composition of the product. For example,
as an edging motif (border) of the product
it most likely expresses a protective
function, a kind of “closing the way to evil
forces”.

The motif of the triangle with the top
up (usually fau — mountain) or their
sequence, called tuye orkesh (camel
hump), according to Kazakh, symbolizes
prosperity, addition to the family and herd.
As you know, the mountain in Turkic
mythology is a symbol of the spiritual
Path, the ascent of the spirit, while a chain
of such figures can also mean protection.
The figure itself is a divine sign,
the personification of aspiration upward,
and a symbol of life. In meaning, it is close

to the World Mountain, which unites

all three worlds — heavenly, earthly

and underground. And the triangle

with the top down symbolized “the womb
of a woman associated with ideas about
fertility” (Fakhretdinova 55). The same
triangular motif, called emshek (breast)
by the Kazakhs, was also interpreted

as a symbol of fertility. Thus, the triangle
with the top up indicates the masculine
origin, and the top down indicates

the feminine one, i.e. the same figure
expresses the opposition of masculine
and feminine origins.

In turn, the combination of triangles,
where their tops are directed in opposite
directions, is called in Tajik kelinu
khushdoman — a bride and a mother-in-
law, since in families these representatives
of two generations often quarrel
and hold opposite views on everything,
according to A. K. Pisarchik
and M. A. Khamidzhanova (215).

Another element often found in qurag
is a square (sharshy). The Kazakhs
considered it a sign of the earth, home.
J.-P. Roux notes that the Turkic concept
of the structure of the World says
that there is a Center of the World
in the form of a square that covers
the Celestial dome, with the exception
of four corners (211—212). Perhaps
that is why the square in the patchwork
technique occurs in various combinations.
The most popular one — a small square
placed in the center of a large square
contrasting in color — is called
by the Tajiks chashmaki gov (an eye
of a cow/ox); and the Kyrgyz and Kazakhs
call it bota koz (an eye of a camel).
According to experts, this is one
of the oldest and most common elements
of patchwork ornament — both
geographically and in its application
in a wide variety of things (Pisarchik
and Khamidzhanova, 215). It is especially
often found on children's things, pillows,
blankets, wedding curtains. Another
variant of the patchwork ornament bota



kozis a rhombus in a square. Hence,
it is understood as a magical pattern
personifying fertility, reproductive
functions, and protection.

In big objects, it is combined with various
shapes. In general, sharshy in the Turkic
culture is a symbol of stability, which
is associated with the four cardinal
directions, corresponds to the elements
of the earth and is a sign of the material
world. The creation of an ornamental motif
from a chain of squares, contrasting
in color, in our opinion, is a visual metaphor
of life or an artistic device that allows you
to express the doubled and even tripled
power of a sign/symbol. It is noteworthy
that the complex medallion from bota koz
is called by the Kyrgyz kattama quraq
(apparently from katlama quragq, i.e. quraq
in the form of puff pastry), experts say
(Pisarchik and Khamidzhanova 216).

The combination of a square
and triangles forming a star-shaped figure
is called zhuldyz by the Kazakhs; guli
guza by Tajiks (cotton pattern), who also
named a composite and multi-patterned
one guli chandgula; and Kyrgyz called
it chulduzquraq (star pattern). It seems
that the “imprinting” of the cotton flower
in the qurags, for example, among
the Tajiks, is explained by the direct
dependence of well-being on the harvest,
and among the Kyrgyz and Kazakhs,
the stars express sacralization of heavenly
bodies as such influencing the successful
pastoral activity of nomads.

Another most popular motif
of patchwork is the rhombus.

In it (the connection of the bases of two
triangles), some scholars see a union

of opposites — male and female, heavenly
and earthly symbolizing the union

of two worlds, the beginning of a new life
(Boguslavskaya 137). In addition, scholars
note that the rhombus is the oldest image
of a person (according to informants

of Pisarchik and Khamidzhanova 219).
Analyzing some Karakalpak artifacts,

[. Boguslavskaya believes that the rhombus,

as the most stable element

of the ornaments of the Karakalpak
applied art, is associated with the ideas

of the Ancestral Mother and is a symbol
of fertility and family (138). For example,
a carpet with a rhombic ornament

is considered a symbol of the Umai Turkic
goddess.

The Kazakh guraq often uses the motif
of ush koz (three eyes). The motif of three
rhombuses is a classic technique
in the decorative and applied arts of many
peoples of Eurasia symbolizing the tree
of life. Three rhombuses connected in one
chain vertically personified the three-part
system of the universe embodied
in the world tree, writes A. M. Sekeyeva
(176). But, in general, rhythmic repetition
of the same element can be considered
as a way to strengthen the main idea
that demonstrates the special power
of the composition. Also, ush koz can
demonstrate the idea of the all-seeing eye
(the divine principle).

The Kazakhs call a chain of four
rhombuses tort tuligi say; in our opinion,
it metaphorically reflects the expression
tort tulik — ma. This is a popular
understanding of the sacredness of four
types of livestock: camels, horses, cows
and sheep-goats. They, being the main
source of life support, also served as a kind
of zoomarkers of the sacred world, because
in the understanding of the Kazakhs:
shki — saytannan (goat — from the devil);
koi — ottan (ram — from the fire); tuye —
sordan (camel — from the earth); zhylky
— zhelden (horse — from the wind); siyr —
sudan (cow — from water). In this form,
the nomads imagined four natural
elements: fire, air, earth and water,
and such a motif in qurag was often
used in the decoration of pillowcases.

In this case, the motif is intended to reflect
the idea — “to increase wealth, to give
offspring”, to bring in a “fertile beginning”,
A. M. Sekeyeva notes (178).

Another common motif in the patchwork
technique of the peoples of Central Asia
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is the cross, the crosspiece. This element
symbolizes “the basic laws of being,
the solar symbol, as well as the symbol
of the center, a sign ordering space, giving
orientation, pointing to the four cardinal
directions” (Sekeyeva 182). It is known
that in various mythological systems,
the world center was endowed with
maximum sacred power, was a source
of order, a place of creation. At the same
time, the sign center could be marked
by another smaller sign of the same size,
clearly acting as a microcosm
and the “source” of the entire image.
Thus, the cruciform figures known
from ceramic decor since the Neolithic
time were associated with an idea
of the Sun, and, accordingly, heavenly,
divine patronage, which was reflected
not only in the qurag, but also in the entire
decorative and applied art of Central Asia.
One of the variants of the cross
among the Kazakhs is called bestanba,
which is mainly interpreted as a sign —
the center of ordered space, the presence
of the family head. In general, there are
about more than 40 variants of the ornament
of Kazakh patchwork quilts, which reflect
the most significant cultural universals:
protection of the sky (zhuldyz — star,
ay — moon, etc.), ideas of fertility (irek —
zigzag, kempir kosak — rainbow, etc.),
protection and prosperity ( kos muyiz —
motif of paired horns, koshkar muyiz —
motif of a ram’s horn, etc.) and many
others.
The traditional name of the technique —
quraq derived from the word quru
revealed two meanings of this word.
The fist one — “death”, “to die”,
“to disappear”, “to vanish”, “to be destroyed”,
and the other one — “creation”, “to create”,
“to compose”, “to build”, “to connect” —
demonstrate two mutually exclusive
semantic meanings: “from destruction
to creation”, which is basically laid down
in the very semantic content of patchwork
products: from death to birth, from chaos
to harmony, from a funeral to a wedding,

etc., which we interpret as a symbolic
expression of the world duality,

and the patchwork itself is according

to I. V. Oktyabrskaya and Z. K. Suraganova
is a material expression of “symbol

of the balance of opposites” (437).

In addition, the patchwork sewing among
Azerbaijanis called gurama (literally

tied, connected) also reflects the idea

of connecting/uniting parts into a whole.
This perfectly reflects the tradition

of distributing rags (zhyrtys) to all those
present at important events — a wedding,
a birth of a baby, a funeral of the very

old people — as common among many
peoples of Central Asia. It was believed
that the multiplicity of patches affects
abundance: the increase of offspring,

the multiplication of property, producing
offspring of livestock, etc. Women

of Central Asia still believe that receiving
scraps from any celebration presupposes
a speedy and successful holding of such

a celebration already in their family, and
“not-receiving” it can turn into a deep
offense and cause for disagreement

in the women’s community.

In general, the ornamental composition
of the qurag and its elegance depended
on the level of skill, but all its technical
nuances preserved the understanding
of the patchwork product as a reflection
of the Universe, a family amulet,
and its presence in the dowry is interpreted
as a kind of a talisman of a young, newly
created family.

As can be seen from the above
materials, sometimes one element
and its combinations by different
ethnocultures (even living in one
region) projects several meanings,

i.e. compositions can be multi-valued,
and detailed identification of all levels
of meaning seems to us a very difficult
task due to the lack of a full amount

of information for modern scholars

on the peculiarities of the traditional
patchwork technique of the region.
Unfortunately, the earliest artifacts date



back to the end of the XIX century —
the beginning of the XX century
(without taking into account the elements
of patchwork found in the Pazyryk
mounds). Thus, the meaning perception
of meaning of a visual appeal depends
on many cultural, historical, and situational
nuances; it is very ephemeral and can
change depending on the context.
However, it is unequivocal
that in traditional culture, works of art
were closely associated with magic
and ritual (wedding, funeral, the practice
of venerating sacred places, etc.),
and frequently repeating the same visual
metaphors reflect stable formulas
for describing certain plots and ideas
about the World, which had a great
pragmatic value.
Due to its relatively simple
and harmonious structure, qurag has
become widely spread all over the world;
and a succinctly philosophically “unwanted”
patch (“not sewn” into the system
of the universe) is expressed in the Kazakh
concept of zhety zhut (seven troubles):
an unwanted word, a depopulated land,
a lake without birds, a people without
a leader, a brave husband deprived of his
homeland, an old man deprived of his peers
and — unstitched patches. So, according
to E. Gyul, unstitched patches are
perceived as the destruction of ties —
kindred, social, natural. In turn, the sewn
quraq is a model and a guarantor
of the integrity of the world (84).

Results

Creating a New Harmony: quraq

in the Contemporary Art of Central
Asia. Quraq as a symbol and image

often appears in paintings of Central Asia.
An example of this is the work

of a number of artists: Meirzhan
Nurgozhin, Duzhan Magzumoyv,

Zuhur Khabibulanev, Maksujon
Mirmukhamedov, Yuritanbek Shigayeva,
Gulnur Mukazhanova and many others.

Quragq korpe literally becomes one
of the iconic elements of work of Kazakh
artist Meirzhan Nurgozhin. These are such
works as Red Shoes (2017); Baldauren
(2019); To the Hunt (2019); Patchwork
Quilt (2019), and the latter has many
earlier author’s versions; Guest (2021),
etc. In almost any painting by the artist,
quraq is associated with childhood,
with children. Analyzing his work,
G. K. Shalabayeva writes: in Meirzhan’s
works, it is felt that the pictures
of the world and nature drawn by him come
from within, from the soul, from memory,
that everything that he draws is familiar
to him not from postcard views for tourists,
they come from his childhood. As a boy,
he spent all his summer holidays with his
relatives — shepherds in a village
and on pastures. Hence, there is deep
folk flavor, the national mentality.

The artist plays with the plot
of the quraq korpe in various ways:
any work where the artist uses the qurag
korpe is firmly connected with the world
of childhood, creating a special flavor
and, as it were, centering and emphasizing
the visual narrative of the Universe, starting
from home. The To the Hunt (see fig. 1)
captures a game of children, where two
boys are sitting on a horse on a bright
quraq korpe, and a little girl is watching
everything that is happening. Here, qurag
with its naturally bright structure contrasts
sharply with the almost monotonously blue
sky, attracting viewers attention but still
not distracting viewers from the plot —
the children’s games. Quraq korpe
for an artist is a thing, undoubtedly,
connected with children, with childhood
memories — bright, shining joyful colors
like the blanket itself.

The composition of a Kokshetau
artist — Duzhan Magzumov of Azhemnin
Tany (2008) — attracts attention,
which we consider as a kind of continuation
of the eternal spiritual path of each of us.
This path begins with our birth and lasts
a lifetime. The work is devoted to the
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Fig. 1. Meyrzhan Nurgozhin. “On the Hunt”. 2019.
Canvas, oil. Source: https://zhaukhar.kz

mundane and at the same time deeply
sacred process of preparing the morning
meal by Azhe. Against the background
of a powerful tree — the earthly embodiment
of the World Tree — Bayterek, white mare
and kubi (dishes for whipping kumis),
Azhe is bending over and melting
samauryn. At the first glance, a small
patchwork quilt — quraq korpe,
which an elderly woman is holding in her
hands, catches the eye. Such a korpe
in the traditional culture of the Kazakhs
represents the Universe, the macrocosm
in miniature. By sewing bright fabric scraps
into a single canvas for the korpe, Kazakh
women seemed to revive the archaic myths
of creation, each time repeating the ritual
where the Creator-Tengri creates the sun,
the moon, rainbow, rain, clouds, flowers
and everything around. So everyone starts
their day with the act of creation.
She performs ordinary magic every
morning, connecting scraps of momentary
events into a life canvas. Moreover,
it preserves the life and way of life
of the native Kokshe, and with it the universe
of Kazakh culture as a whole.

Elements of quraq are also present
in the paintings of the famous Tajik artist
Zuhur Khabibulayev. For example,
his Bazaar (1972), which depicts sellers
of traditional textiles and a little boy
looking at what is happening with curiosity.
The central figure is a woman in a bright

turquoise dress, holding a small korpe

in her hands, and the whole background

of the painting is covered with blurred,

but perceptible kurok, combining

the composition into a single whole —

a motley picture of life. In general,

all the artist’s works are distinguished

by their energy, color preferences,

and dynamic drawing (Hotel Nurek, 1962;
Pamir Still Life, 1964, Bahor, 1967; Thirst,
1972), etc.

The theme of Khabibullayev’s art is life
in all its diversity, where the particularity
of the trigger as a colouristic device
occupies a special place for expressing
his creative ideas and intentions. Thus,
an indirect influence of the traditional qurag
is also expressed in the artistic techniques
of artists. An example of this is the work
of another Tajik artist Maksudzhon
Mirmukhamedov, whose works are built
on the principle of a patchwork canvas —

a combination of bright and contrasting
colors, as well as various geometric
shapes. These are Family Hearth (2022),
Pomegranate Love (2022), etc.

The work of Kyrgyz artists also stands
out in the line under study. For example,
Juristanbek Shigayev expresses an idea
of connecting the parts into a whole
in a slightly different form: a synthesis
of traditional folk ornaments, predominantly
geometric in form. His creative method
is clearly traced in such works as Manas
(2002), Manas'’s Tamga (2002) and others.

The Uzbek kurok comes to life
in a modern way in the work of the famous
artist, graphic artist, and master
of patchwork sewing Toir Sharipov.

The source of his inspiration is traditional
Uzbek textiles, through which he reflects
the images, signs and stylistics

of traditional culture in the best possible
way. “Through the interpretation

of the language of textiles in his works,

he creates his own special world in which
people can turn into an ornament

and, conversely, cities gather from scraps,
and we begin to feel their rhythms,



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.

Contribution of authors

Sh. Z. Shaigozova - formulation of the idea, skey goals and objectives, collection
and interpretation of the data, obtained for the article, conducting research.

A. l. Ibragimov - manuscript formatting, work with graphic material, text processing

and editing.
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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.
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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
Kasaxcran AP09259280 «f3blku Ka3axCKoM KynbTypbl Kak OCHOBA 3THUYECKOM MAEHTUYHOCTU:
CeMUOTMKA U CEMAHTUKAY.

Knioyeswie cnosa: nckycctBo, LieHTpanbHas A3us, NOCKyT TKaHK, Kypak, pUTyanbHO-06psaoBas
NPaKTWKa, A3bIK KYNbTYpPbl, XYLOXECTBEHHbIN TEKCT.

Ana yumupoearus: Llaiirosoa, XaHepke, u AMaH M6parumoB. «“Kypak” B COBpEMEHHOM MCKYCCTBE
LleHTpanbHOM A31K: CUMBONMYECKMI A3bIK U XYLOXKECTBEHHbIV TekcT». Central Asian Journal of Art Studies,
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