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Introduction

mbroidery never ceases to attract the
attention of researchers from different
perspectives. In some cases, it is seen
in the context of anthropological design
(Sofie Verclyte and Catherine Willems), in
others as part of the creative industries and
a source of livelihood for women in India
(Rinku), in the following as a way of socio-
cultural tool for women’s empowerment
(Justine Dol and Helen Hambly Odame),
as an archaeological artefact and a piece of
historical information (Emanuela Cristiani
and Du$an Bori¢), gold embroidery
as a propaganda of the power of holy
[slam (Juan de Lara). The functions of
zoomorphic images in embroidery are
also considered (E.F. Fursova). A richly
illustrated catalogue devoted to Uzbek
embroidery (Kate Fitz Gibbon and Andrew
Hale) is also attractive.

The focus of this article is aimed at
identifying the features of some common
motifs and images reflected in the art of
embroidery of the Turkic peoples. Hence,
the hypothesis of the study is based on
the idea of the global basis of embroidery
of Turkic peoples - common archetypal
motifs and images. In turn, the latter (a
certain set of them), albeit in coded form,
are manifested in different variants or
variations. The attempt to substantiate
this position is the main goal of the present
study.

For the first time the problem of
reflection of archetypal motifs and images
in the Kazakh embroidery ornament in the
context of world culture was raised by the
famous ethnographer Sh.J. Tokhtabaeva
(2020). Relying on her work, as well as
researches of no less famous scientists
such as: N.R. Akhmedova (2021), K.B.
Akilova (2015), E.F. Gul (2013; 2018;
2019), L.V. Bogoslovskaya (2019), A.A.
Shevtsova (2007), etc. we tried to isolate
the most universal archetypes and see their
functioning in different ethno variants of
Turkic peoples.

However, the traditional art of
embroidery of the Turkic peoples as a bright
holistic artistic phenomenon is still an
understudied issue. There is practically no
comprehensive approach
to the analysis of embroidery of Turkic
peoples, although some Uzbek and
Karakalpak embroideries have been studied
at a high methodological level and can
serve as an example of productive study and
comparative analysis, which will allow us to
reach new horizons of research.

The present study, as already mentioned
above, sets itself a more modest task - to
try to identify common mythological and
archetypal images and motifs in different
ethno-variants of embroidery of Turkic
peoples and, in general, to point out the
need for the prospectivity of such studies.

Methods

For us, a priori embroidery plays a
significant role in traditional culture
and represents a historical heritage, a
way of artistic expression and narrative,
the transmission of traditions, and even
more importantly as a way of visual
representation of archetypal images and
motifs of Turkic culture.
Hence, the research methodology is
based on stylistic analysis, semiotic and
comparative approaches, which allows
us to approach the consideration of the
phenomenon of embroidery
as an artistic text.
Of course, the study also used general
scientific methods of observation,
comparison, analysis and synthesis.
The material of study in the field of
traditional embroidered items was the
field research of the author of the article
on the study of the funds of the Russian
Ethnographic Museum (2019-2021)
and a number of famous museums of
Kazakhstan - the Central State Museum
of the Republic of Kazakhstan and the A.
Kasteev State Museum of Arts.
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Discussion

Anthropomorphic images and attributes
of gods. The archaic and universal pair
of ancestor gods are Heaven-father and
Earth-mother. In view of the lack of specific
and proven images of Turkic deities in
embroidery and textiles in general, let us
turn to archaeological materials. One of the
earliest visualizations of the divine pair is
the Sulek scripture, the rarest case of the
depiction of Tengri and Umai (Kyzlasov
49). The rock art plot is a drawing of
two faceless images in three-horned
headdresses (conventionally)
in a tent (Fig. 1). In the foreground are
two large rams, comprehended as carriers
of divine grace, hvarna. The left character
Tengri sits on a throne-tent, and the female
figure is located on the right. The shape of
the tiaras on the heads of the characters
varies.

A woman in a three-horned headdress,
playing an obviously significant role in
the life of the community, is depicted on
a famous boulder from the Kudyrge burial
ground (Altai). A similar image of a woman
in a similar headdress is found in the Chu-
[li interfluve (Kazakhstan).

Fig.1. Sulek scripture. Scene with heraldically
opposing mountain rams. Drawing by [.L. Kyzlasov
(Kyzlasov, 1998: 41)

Another visual representation of the
divine couple is presented on a wooden
carved composition from the settlement of
Kuiryktobe in the Otrar oasis (excavations
by K. Baipakov). According to M. Kozha,
Tengri and Umai are represented on the
carved board. On the left side there is a
male deity on a throne in the form of a

figure of two winged camels. To his right is
a female deity sitting on a throne (34). In
the palace interior, the carved composition
was located under the arches in the central
throne room of the main hall, behind the
ruler’s back. Tengri is depicted on the
throne wearing a crown with stepped

teeth and holding a rod in his hands. The
zoomorphic throne of the character
attracts attention, where the legs are
represented in the form of lion’s paws (lion
guardian and symbol of royalty),

the body of a bird with raised wings
(heavenly sphere) and probably the head of
a wolf (universal totem of the Turks).

To the left of the central figure is a
goddess holding a bow in a quiver. The
headdress of the heroine resembles horns.
Umai is depicted with a human head “in the
form of a fantastic animal with a horse torso
and horse legs, wings of a bird and heads of
a goat and a ram” (Leather 40), i.e. a man
(woman) fantastic animal
(dimorphic creature). Tengri’s throne,
as noted above, is an artistic synthesis of
different “animal” elements (Fig. 2).

Fig.2. Ancient Turkic deities Tengri and Umai on
zoomorphic thrones. The central composition on the
north-west wall of the main hall of the palace
Kuyructobe. Otrar oasis (Leather, 2015:38)

Anthropomorphic images, mostly female
are found on embroidery. I. Bogoslovskaya,
studying Karakalpak embroidery writes:



“although the depiction of female figures
is quite rare for embroidery, nevertheless,
we can associate them with the image of
the Goddess-Mother, known from ancient
terracotta plastics”, and “the lower part

of these figures depicts a drop-shaped
element, which is associated with the
foetus of a newborn baby coming into the
world” (183).

A. Morozova mentions a realistic
depiction of a woman-goddess on the
embroidery of Turkmen women’s wedding
dressing gowns - igdyrok (REM No. 5975-
9): the figure stands full-length in full-face
with her hands and fingers spread out in a
long dress, with a ray-shaped
headdress on her head and massive
pendants in her ears (67).

From the indicated realistic images
(rock art, wood carvings and embroidery),
though different in time, attributed by
experts to the depiction of the main Turkic
gods, we can see that their attributes are
most often crowns with horns and stepped
teeth (or headdress in general), throne,
rod (Tengri), bow and arrow (Umai), and
their divine power is emphasised by the
presence of ‘animal’ elements. These
attributes logically should be reflected in
the embroidery ornament.

Results

Ornament and the pantheon of Turkic
deities. The image of Tengri. According

to S. Ayazbekova one of the most ancient
signs depicting the sky god Tengri,
preserved and now in the Turkic peoples,

is the sign “aji”. Presented in the form of
an equilateral cross, it denotes the pro-
beginning, the Universe, the indestructible
World, from which everything originates
and to which everything returns (10). If this
interpretation is correct, then it follows with
all certainty that the cross-shaped figure
with horn-shaped curls is widely used in the
art of Turkic peoples, poetically named by
E. Gul and E. Smagulov “steppe mandala”
can be called the image of Tengri - it is “a

model of the world, a divine ideogram, a
symbol of fertility and protection. Turned
to the cosmos, this symbol was a kind of
incantation to the world and reason” (273).

The semantics of the cross-shaped
figure with horn-like curls is associated
with the motif of the sun (rosette), often
depicted on men’s clothing. Richly
decorated clothes were worn mostly by the
young, which could reflect ideas about age.
For example, the Kazakhs say about the
age of a 40-year-old man: “laulap turgan
otpen ten” - the age of “flaming fire”. The
decoration of men’s costume with the motif
“tabaksha” can be read as a reflection of the
idea: “sun - circle (rosette) — fire”, i.e. the
owner of the chapan is a man in the prime
of life. In turn, the Khakas considered the
rosette as a symbol of the Sun goddess Kun
and it was used to decorate festive women’s
coats of the Sagai and Kyzyl people.

One of the attributes of Tengri according
to Bashkir mythology is a fiery whip-zipper.
The latter in Turkic embroidery is expressed
through the pattern “snake-kamcha”
(whip), considered a powerful amulet. In
archaic man is understood as sky, rain,
lightning and thunder, i.e. everything that
is connected with the sky, heavenly forces.

Solar and astral symbolism in
embroidery of Turkic peoples is expressed
through numerous ornaments. Nomadic
culture itself implied a deep knowledge
of the map of the sky. K. Akilova sees in
the very name of the Tashkent school
of embroidery “palyak”, which means
“celestial”, a reflection of the echoes of the
artistic picture of the world of Tengrianism.
These are “togora palyak”, “yulduz
palyak”, “oi palyak”, which are based on
the circle motif and different modifications
of large embroideries of Tashkent and
Tashkent region with astral motifs (26).

In Kazakh art, the “star” theme is
expressed in the patterns “zhuldyz” (star),
“zhuldyzgul” (star flower), “ai-aishyk”
(moon), “aigul” (moon flower), “tort
aishyk” (four half moons), “urkergul”
(Pleiades constellation) and others. That
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is, all of the above is nothing but the
ornamental language of the celestial and,
according to E. Gul - Tengri, not having

a specific anthropomorphic appearance
may have been depicted with the help of
derivatives - stars and other celestial bodies
(2012).

The next level is totemic
representations. God and totem are one
and the same (Freidenberg 27). According
to ancient Turkic ideas, the totems are
sacred animals: the celestial wolf - kok bori,
deer - bugi, ram - koshkar, bull - buka,
camel - tuyie, etc. This row is continued
by birds: swan - akku, crow - karga,
golden eagle - burkit and others. However,
they were depicted in embroidery on the
principle of part instead of the whole (pars
pro toto): neck, eye, ears, etc., i.e. the
most characteristic feature. “These signs-
traces can be interpreted as an amulet, the
presence of the patron animal hidden from
the uninitiated and, accordingly, protection
from its side” (Gul 2019: 115).

According to N. Aristov, the clan tamga
may be the original image of clan gods or
spiritual patrons, which later turned into
signs of clan property, adopting for this
purpose the forms of geometric figures
as the most convenient for carving or
burning (282), as well as embroidery and
weaving. Hence it is not surprising that
tamgas are also found on embroideries. For
example, one of the embroidery patterns
“shanyshky” (“trident”) is a clan tamga of
the Karakalpaks - Muitenovs, tamgas of the
Chingizids trident (“tarak-tamga”, “three-
legged tamga”, “khan-tamga” or “sultan’s
tamga”) were embroidered on children’s
patterned skullcaps of tore representatives.

An interesting hypothesis concerning
the image of Tengri is expressed by the
researcher of Kyrgyz saima V. Kadyrov. He
believes that Tengri could be depicted in
the form of the ornamental motif “toguz
dyobyo” (*“nine hills”), which is a nine-
petalled flower. According to nomadic
beliefs, Tengri lives on nine hills (15).
Perhaps the comprehension of this pattern

as the abode of the god Tengri is connected
with the veneration of the sacred Otjuken
mountain range, which appears as an
accumulator of the vital energy of Turkic
ale. Mountains for the nomad are a symbol
of immortality, his ancestral home, a
symbol of height and purity of spirit, as well
as the birthplace of the Hero. The pattern
“togyz tobe” or “tobe” is popular in the arts
and crafts of the Kazakhs.

This is briefly the image of Tengri
in embroidery ornament, which as
represented could have different variations
of images, which is associated with his
identification with celestial bodies and
natural forces, totemic animals, spirits of
ancestors or patrons of the family.

The image of Umai: the goddess as a
birthing goddess, guardian of children
and women. Umai is a syncretic female
archetype of Turkic culture, who was not
only considered the patroness of children
and women, but also absorbed the entire
previous pantheon of images of female
deities.

The etymology of “umai” (“ymai”)
in Turkic languages is attributed to
the meanings of “womb”, “wame” and
“child’s place”. The motifs with a female
“beginning” are present in the decoration
of bags (“uuk kap”) of Uzbek-Lakai people,
on one of which E. Gul sees an image of
two women at once. Gul sees the image
of two female organs (uterus) at once and
considers them to be a doubled magic
programming for the continuation of birth
(2013). Inside the pictorial “uterus” there
is a small figure — an embryon.

The archetype of the Great Goddess,
expressing signs of female fertility,
is associated with the techniques of
decorating children’s clothes and women’s
headdresses (kimeshek, takiya, etc.)
with cowrie shells. The Kazakhs called
kauri “zhylan bas” (“snake’s head”), the
shell itself and the image of the snake
symbolized femininity and fertility. Y.I.
Ozeredov believes that the semantics
of kauri is connected with the magical



power attributed to the amulet due to its
belonging to the sacral essence of the
Goddess (Ozeredov 126).

Another visual representation of the
goddess is considered to be a triangle
facing downwards - the most ancient
sign of the childbearing organ. Perhaps
from here this sign is found on Kazakh
embroidery in kimeshek and the open skirt
- beldemshe. According to the materials of
Kyrgyz and Kazakh cultures, it is known
that the clothes of older women were not
heavily decorated with embroidery and
looked much more modest than those
of younger women. Rich decoration
corresponds to the clothes of women of
fertile age (Fig. 3).

Fig.3. Beldemshe - open skirt.
Collection of the Turkestan Regional Museum of
History and Local Lore

Some scientists note that the projection
of the goddess is also considered such a
geometric figure as a rhombus. S. Rzayeva
writes: “the rhomboidal shape of the head
is an archaic sign of the female deity, the
sign of the female goddess merged with the
sign of the tree, crowned with solar signs,
which shows the merging of her image

with the solar cult” (64-65). Rhombus

and rhomboidal figures are found in the
embroidery of many peoples of Eurasia.

An example of indirect reflection of the
“seal” of the goddess Umai is a Karakalpak
children’s doll (REM Ne 2388), whose face
is decorated in the form of embroidered,
inscribed in each other rhombuses
(reinforced formula).

The motif “kuirshak auyz” (literally
“doll’s mouth™) in Karakalpak embroidery
is associated with the doll. It is used in
the decoration of the amulet zhauyrynsha,
sewn on children’s and women'’s clothes.
We believe that kuirshak (traditional Turkic
doll) genetically goes back to the images of
female patron spirits, or rather to the Great
Mother. This is proved by the etymology
of the word “kuirshak”, which goes back
to the Turkic “korsak — belly”, korsaklu -
pregnant (kursaklu), korsaklu qal - to get
pregnant” (155). The coincidence of the
phonetic form of the words “kursak” and
“kuirshak”, in our opinion, has underlying
coincidence of another level - the level of
symbolic-semantic meanings. Here is a
multilevel system of intertwined concepts,
expressed in a long-forgotten mythological
image. Probably, the pattern “kuyrshak
auyz” so specifically encoded the image of
Umai.

Many Turkic peoples have preserved
ornaments with the specific name “Umai”.
This is the Khakass palmette “Ymai hoos”,
which is considered to be an ornament
of protection. Other symbols of the Old
Turkic goddess are the Khakass ornaments
prata and tartkhana, embroidered on
women’s festive clothes shuba-ton and
robe-sikpen. For example, the Kachins
embroidered an odd number (three or five)
of pratas with hanging tassels from the
stitched tartkhans, which were considered
symbols of the goddess Umai, on the cut
line of the coat belt (Chebodaeva 2021:
132). Simplified, a tartan is an assembly
on the back of a fur coat, and the threads
that constrict the coat form multicoloured
tassels. Prats were made - in the form
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of cloth applications (from brocade, silk
or velvet) or embroidered with smooth
(Chebodaeva 2021: 132).

The “Umai” pattern is represented in
Kyrgyz folk embroidery in the form of a
highly stylised naked woman with wings.
The image of “Umai” is included in the
pattern of “amulet” (“tumar”) protecting
infants (Ryndin 642). The latter is one
of the variations of a trefoil with two
outspread wings and a head in the form
of a volumetric point. Another variation
of the Umai-ene pattern is represented in
the form of four petals pointing in different
directions. It was most often embroidered
on children’s clothes, believing in the
protective power of the Universal Mother.
Sagai people embroidered trefoil on the
patch pockets of fur coats, considering it a
symbol of the goddess Umai. The shamrock
“ush zhapyrak” is very often found in the
arts and crafts of Kazakhs and especially in
embroidery.

Goddess and the World Tree. Similar
to the Kazakh ornament “Uly Ana”
pattern (lyre-shaped figure) is used on
Sakha embroidery of bailer and kychims.
According to T.P. Tishina, this pattern is
associated with the triad of goddesses of
the Yakut pantheon: Ayysyt, leyekhsit and
Aan Alakhchyn (107). The latter, according
to Sakha beliefs, dwells on the sacred tree
“Aal-Luk-Mas”. Consequently, the images
of the goddesses are connected with the
motif of the World Tree.

We can see the identity of the mother-
goddess and the world tree in the motif of
embroidery “drawing of the tree of life” on a
Karakalpak wedding dress “kok koylek” —
“blue dress” (REM No. 8762-22773). The
colour itself refers to the Celestial sphere,
the world of the gods. The symbolism of
such an embroidered dress, along with
its protective function, was connected
with the idea of fertility and the wish for
continuation of the family (Bogoslovskaya
76). In contrast to the wedding dress
(mastered by embroidery), a simple blue
dress without embroidery (unembroidered)

was considered by the Karakalpak as a
mourning dress. In both cases, the blue
colour spoke of the celestial sphere, in one
it guaranteed the mistress the protection
of heaven, and in the other it marked the
period of griel. The moment when the
deceased (“aruak”) fly to meet Heaven, to
Tengri.

Various variations of the tree-like
pattern, most often in the form of the
“orken” (“stem”) pattern are popular
in Kazakh art. This pattern represents a
tree or even a sprout. “Semantics of the
pattern is a wish for growth and increase
of offspring. The centre is a symbol of the
main hearth, the sprouts are the offspring.
Young families were given such carpets
with the wishes “Orkenin ossin!”, which
means “May there be many children and
wealth!” (Alimbay 353). Stylised trees
made by the technique of grid background
filling (rows of rhombuses) with branches
diverging at the bottom were used to
decorate Karakalpak women’s dressing
gowns “ag zhegde” intended for elderly
women.

E. Tsareva, studying Uyghur embroidery
“merap yapku” (similar to Kazakh tuskiiz
and Kyrgyz tushkiiz) writes: cross-shaped
figures have commonality in style and
configuration. The most obvious of them
are the tree-shape, pairing and symmetry
of “scrolls” departing from the axial rod, as
well as the presence of a top at each motif
and “trefoils” at the ends of some pairs
of “scrolls” (162). One of the variants of
these figures E. Tsareva correlates one of
the variants of these figures with members
of the “family of makers” (male gender),
and the second one is considered to be a
depiction of “women in labour: daughter -
mother - grandmother and further into the
depths of time” (163).

Goddess-Bird. The image of a bird
perched on its crown is also associated
with the World Tree. Cultural scientist
Z. Nauryzbaeva, using Kazakh material,
singles out the images of Samruk,
Shynyrau, Alyp Karakus, and in the



Siberian Turks - Mother Bird of Prey. This
giant bird in its nest at the top of the World
Tree nurtures the souls of unborn children.
She is sometimes described as a bird with
two heads, one of which is human (213).

The “bird theme in the form of a bundle
of owl feathers is present on the Kazakh
girls’ headdress “ukili takiya”, embroidered
with plates (plaques), coins, carnelian,
malachite. A. Kazhigali uly considers this
headdress to be a model of the World
Mountain, from the top of which the World
Tree grows (361).

Uzbek women wore a similar takiya with
feathers but made of metal. A tall soft cap
embroidered almost without gaps in the
form of twisted branches coming from a
single trunk or horn-shaped curls with tufts
of owl or owl feathers on the top was worn
by Turkmen girls before marriage. It was
called “otogo boric” or “otogali boric”. The
“kapsyrma” clasps for Kazakh women’s
camisoles were made “with motifs of
birds symmetrically depicted in the halves
of a circle with wings spread in flight”
(Shklyaeva 40).

The ideas about the winged goddess
Umai can be traced in the worldview of
the Altai, Khakas, Bashkirs and other
Turkic peoples. Wings are the main
attribute of the Divine world. One of the
translations of the Uzbek wedding jewellery
“tillya-kos™ in the form of wings means
“golden bird”. A plaque in the form of a
bird with outstretched wings is found on
the headdresses of representatives of the
highest nobility in Scytho-Saxon times.

[t was a subject of a special investiture
sign. The image of the female bird Garuda
(Khan-Hereti) is known to the ornamental
art of Tuvinians. In Mongol and Tibetan
legends, Garuda has a bird’s head, wings
and legs, while her breasts and body are
female.

Umai was also associated with
waterfowl (swan, goose, etc.). “Bird”
motifs in the form of the ornament “kaz
moyin” or its Karakalpak analogue
“gaz moyin” (goose neck) were mostly

embroidered on women'’s clothing.
For example, on the Karakalpak white
dressing gown “ag zhegde”. The Kazakh
ornaments “kusmurin”, “kustumsyk”
(“bird’s beak™), “kus zholy”, “kuskuiryk”
(“bird’s path”, “bird’s tail”), “kuskanat”
(bird’s wing), “kustandai” (“bird’s sky”)
are the rudiments of the image of the
Goddess. The bird motifs themselves are
among the oldest in the history of world
ornamentology.

The image of the Mother Bird of Prey
in Kazakhs is reproduced in the pattern
“tyrnak” (“claw”). The mythical two-
headed bird Semurg was depicted by
the sign “samuryk tanba”. That is, the
craitswomen only had to apply one of her
numerous symbols to the image of the
Goddess and the presence of the Mother
became tangible.

Umai as the goddess of fertility.
S.I. Morozova connects the wedding
headdress of iomut women “khasaba”, a
tiara-shaped headdress, with the cult of the
Mother Goddess, the goddess of fertility,
prosperity and abundance. The image of
multicoloured embroideries of flowers and
branches on the headdress (a detail of the
wedding costume worn on this headdress)
is not an accidental phenomenon. As
the scholar writes: “embroidered with a
stylised ornament in the form of a branch
with seven, nine or eleven diamond-shaped
leaves, the collar frames the woman’s face
and descends to her shoulders and chest,
as if symbolising the descending garlands
of flowers and grains worn at festivals in
honour of the goddess of fertility” (109).

The female headdress “kasaba” was
widely used among Kazakhs, the shape of
which slightly increased towards the top,
resembling a basket. The kasaba was richly
embroidered with gold or silver threads, and
sometimes the same bundle of feathers was
sewn on the top. This headdress was worn
exclusively by young women. Hence, this
headdress can be considered a symbol of
fertility and, more broadly, a prototype of
the Goddess of fertility.
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The decoration of the wedding
headdress of Kazakhs saukele (REM No.
1643-1) bears the ideas of fertility and
abundance. For a long time scientists
have long correlated its cone-shaped form
with the image of the World Mountain,
where every detail played an important
symbolic role. The abundance of beads,
beads, all sorts of metal pendants, coins
in the decoration of headdresses were
comprehended as earthly analogues of
stars. This is another reference to the
Celestial Sphere. Describing one specimen
of a Kazakh saukele (MAE No. 439-21),

E. Rezvan notes that the decoration of the
forehead diadem of this saukele shows the
image of a multi-armed mother goddess -
the patroness of marriage and procreation,
and the bundle of feathers goes back to the
image of a lord (304). Examples of images
of the multi-armed goddess on Kazakh
products are presented in Fig. 4.

In our opinion, the whole set of
wedding headdress, including a cape on
the shoulders in the form of a tail richly
decorated with embroidery is the image of a
bird, which can be judged by the preserved
sets of Kazakh brides in museums.

Patterns with the prefix “gul” (“flower”)
are associated with the cult of dying and

resurrecting nature. O.A. Sukhareva
associated images of tulips “lola” in
Uzbek and Tajik suzane with the holiday of
dying and resurrecting nature. Sukhareva
associated the tulip festival (“lola saili”)
in Isfara (1983). This series includes the
feast of the red flower “kyzyl gul” of the
Uzbeks of Khorezm (“kyzyl gul saili”), the
feast of the rose (“saili guli surkh™) of the
Uighurs of Xinjiang, etc. In other words,
red-coloured flowers, which in turn were
understood as the blood of a once dead
deity.

The holiday of tulips (“kyzgaldak™)
was also held in the south of Kazakhstan.
During the celebration of this flower in
Nauryz, youth festivities, round dances with
songs, mass games, etc. were arranged.
Here, tulips and wider red flowers are a
personified sign of Spring.

The root of the tulip’s name “qyz”
(translated as “girl”) is itself elevated to
the feminine, and the name of red “kyzyl”
is not accidental. The rarest surviving
example of visualisation of this holiday is
an embroidered composition of a festive
dressing gown of Zhetysu Kazakhs of the
second half of the 19th century from the
Hermitage collections, which is presented
in the book (Bimedinov, Uskenbai). On

Fig. 4. Image of the multi-armed goddess on the example of Kazakh products



this chapan (wend) a whole realistic plot
composition unfolds. On the back in the
centre is a large star-shaped figure in the
form of a flower on both sides of which

the craftswoman has arranged two pairs
representing boys and girls holding hands.
The pair on the leit is a boy dressed in a
blue dressing gown, holding a catching
bird, the girl is depicted in a red dress with
a high headdress. The second couple on the
right are also holding hands. Below them
are large tulips, and below them is a scene
with animals and birds; a man apparently
hunting an animal (judging by the spots
on his bodys, it is a snow leopard) and a
rider on horseback, around the tulips. The
plot composition is also represented on
the front plank of the dressing gown: the
scene of a duel, tiger hunting, riders on
horses with birds of prey, grazing animals.
The sleeves of the dressing gown also
depict a rider with a bird and a hunter on
the other. The craftswoman used different
colours for embroidery: red, black, blue,
green, etc., which look spectacular on

the yellowish background of suede. It is
the abundance of tulips (big and small),
young couples holding hands, elements of
folk festivals and hunting that indicate the
holiday “qyzgaldak”. “Gul” patterns and
“qyzgaldak” ornamentation are often found
in Kazakh traditional embroidery.

Tulips are present in the decoration
of at-turman (horse blanket) of a Kazakh
bride (MAE No. 459-12). Four flowers are
depicted on the sides of this capon, two
of them with their heads upwards and the
others with their heads downwards. This
reflects the cyclical nature of time, events,
the change of seasons and concepts close
to them.

The deity Zher-Su — “sacred water-
earth” . Another famous deity of the
Turkic pantheon is Zher-Su (Yer-Su).
According to T.P. Tishina, the rich floral
ornamentation of Yakut embroidery
“personifies the country of wondrous
primordial beauty, with unique lush
vegetation, evergreen trees and unfading

herbs” (105). The pristine beauty

of “landscape” plant ornamentation

is demonstrated by Karakalpak
ornamentation, where the alternation

of patterns creates the impression of a
multitude of plants and dense thickets.

V. Chepelev aptly noted about Kazakh
landscape ornaments depicting trees, hills,
ditches and herds: “these patterns are
incantation formulas associated with the
need for water and pastures, without which
cattle breeding is unthinkable” (6).

In our opinion, the “landscape and
vegetation” character of Turkic embroidery
is nothing but a reflection of the significant
deity of the human world from the Turkic
pantheon of Zher-Su - Yer-Sub (“sacred
earth-water”). Earth-water is always
the root cause of fertility (gives birth to
everything around - plants, animals and
people), so it can be expressed by the most
different attributes: the horn of plenty,

flowers, stems, petals and, of course, water.

Indirect reflection of the deity Zher-
Su in Kazakh embroidery is revealed in
the solemn richness of its polychrome,
multicolour and beauty, which is reflected
in the saying “kyzyl-zhasyldy” literally
translated as “red-green” or “red and
green”. And, here the main thing is
not the colour itself, but the semantics
embedded in it - the expression “zharkyn
duniye” (“shining world”) of the world
of the living, which in general seems to
be the philosophical concept of Kazakh
embroidery.

The Khakas deity “Chir-Su” (Earth-
Water) is associated with masculinity
and is the God of the Middle World.
According to M.P. Chebodaeva, its visual
projection in embroidery on festive coats
is the back seam and the seam connecting
the sleeve to the back “argazy”, which
was embroidered with silk threads in
the technique of “aldryp” (“goat”) and
most often expressed in geometric
ornamentation on shirts, dresses, coats in
the form of dotted lines, waves, zigzags,
ovals, etc. (141).
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Kyrgyz bashtyks - wall bags for storing
utensils - decorated with embroidery are
unique. According to L.F. Popova, the
bashtyk with its square shape symbolises
the horizontal projection of the world,
and its central decoration is based on
the oblique and straight cross - the sign
of Tengri. The border of such bashtyks
is decorated in the form of the pattern
“suu” (water). “Water was mythologically
thought of as the boundary of the worlds,
and in Turkic folklore it was part of the
twofold deity Yer-Sub (“Earth-Water”)”
(181). The base of the bashtyk is felt, and
similar Kazakh articles “ayak kap” also
use mainly cross-shaped figures in their
decoration. The pattern “irek”, ‘irek su’
(aquastic symbolism) is widespread in
Kazakh embroidery and was understood
as a boundary between the world of the
living and the world of the dead. Therefore,
it was most often placed on the peripheral
zones of the decorated plane. [tems
like the described bashtyk demonstrate
the excellent skills of Turkic masters of
embroidery on felt (CSM No. 10400 and
No. 10039; SMA RK No. 181).

With the deity Zher-Su in Kazakh
culture is associated, on the one hand,
the concept of “Zheruyyk” promised land,
a mythical place where all people will be
happy on Earth as in Paradise. On the
other hand, the symbolism of “zharkyn
duniye” through the prism of embroidery
can be understood as the possibility of
endless continuation of life, expressed not
only in colour, but also in the structure of
the ornament (unfinished stitch or knot),
as well as in the technology of execution
(unfinished tuskiiz).

Goddess and Heavenly Luminaries.
The Sun-Moon pair is an echo of female
archetypes. K. Murataev attributes a whole
series of patterns of “lunar” themes in
Kazakh ornamentation to the veneration
of the moon as the ancestor: “aituu” - the
birth of the moon, “ai tanba” - lunar sign
(or seal), “aibas” - the head of the moon,
etc. All of them are a visual reflection of folk

ideas of the moon as the “ancestress”. All
of them are visual reflections of folk ideas
about the moon as “the ancestor of the
human race on earth,... it was once a deity
and possesses certain powers and magical
charms” (68). All these signs-symbols are
echoes of solar and lunar myths.

One of the most ancient female
archetypes - Kokten kempir (heavenly
old woman) image is associated with
the celestial sphere. This mythological
character in folk mythopoetics was
conceptualised as the ruler of lightning.
She can “command not only lightning,
thunderstorms and clouds, but also has
the gift of foresight, the ability to send rain,
blizzard, fog, blizzard and frost, and knows
the languages of animals” (Sembi 11). The
Kazakh pattern “kempirkosak” (rainbow),
the main means of communication with
the other world in folk beliefs, is its visual
reflection.

The goddess as the mistress of fire.
Closely related to Umai is the image of the
Mistress of Fire — “Ot ije” (according to
Khakas mythology, the mistress of fire is
Umai’s sister), and her visual presentation
is a five-leaved leaf with “flaming” branches
(Kidiekova 67). The Kazakh analogue “Ot
Ana” (“mother fire”) is a symbol of the
home and the connection of generations.

Fire in many peoples was considered
a sacred substance, and in Turkic culture
a great number of rites and rituals are
associated with it. The word “otau”
denoting a wedding yurt in Kazakhs experts
tend to raise to “ota”, which means to light
a fire, to make a fire. Thus, the creation of
a new “otau”, a new family is semantically
connected with fire, the sun. All the creative
potential of craftswomen was involved
in the creation of wedding otau, and the
literature repeatedly states that otau is the
most ornate and beautiful.

Red colour is associated with the image
of the sun and fire. In some Turkic peoples,
the use of red in women'’s clothing was
understood on the one hand as a defence
against evil and the influence of dark forces,
and on the other hand as a symbol of life.



Technique, form and attributes of
the Goddess. E. Ospanuly drew attention
to a distinctive technical technique of
embroidery, called by the Kazakhs “burshik
oneri” (patterning with loops). The essence
of it is that the contour lines of patterns
were supplemented with small “offshoots”
resembling buds on the shoots of trees.
“burshik” - a bud in Kazakh culture is a
symbol-wishing for the soonest arrival
of the long-awaited spring and summer
abundance (175). The effect of small
“buds” was technically achieved with
the help of thin braids or openwork loops
embroidered with thread. This original
style of Kazakh embroidery, although it
is referred by specialists to the twentieth
century, is probably older and is associated
with the ideas of the fertile power of nature.
Copies of samples of such items, made
in the technique of patterning loops, are
stored in the funds of the SMA (2636 - kp;
tk-150; pr-480 and others). Tuskiiz with
a similar decoration, dating from 1900-
1920 is kept in the private collection of S.
Bashirov.

There are similar techniques to the
“burshik oneri” in Khakass embroidery.
This is a stitch sozirtken. In the process
of fairly complex manipulations with a
needle and thread on the front side Khakass
masters formed a loop chain, which on the
reverse side looked like a line of consecutive
stitches. Unlike Kazakh, this stitch fills
the contour of the pattern and its inner
space. The validity of the meaningful
concept of these technical styles in the
context indicated by us is emphasised by
the decoration of Karakalpak saukele in
the form of abundant decoration with coral
beads-burshik, which is translated from
Karakalpak as ‘hail” and is understood as a
wish for abundance.

Indirect connection of Umai with
embroidery art can be seen in the
comprehension of laminette yarn - gold,
silver, white and green, which are symbols
of the goddess (Sagalaev 55), and more
precisely her hair, which played the role of

a mediator of worlds (the function of the
world tree). The Shor people preserved the
idea of Umai as a golden-haired beauty,
and in Kazakh fairy tales the image of
Altynshash (golden-haired) appears, where
often their hair was perceived as rays of
the sun (Kazakh ornament “shugyla” —
“sunbeam”).

Probably, gold or silver thread sewing,
which was used by Uzbeks, Tatars,
Kazakhs and others, was perceived not
only as a sign of distinction of khans and
sultans, but also as a kind of protection
from the great Umai. A blanket with gold
embroidery was used to cover a child’s
cradle - besik during the first ritual laying of
a child, and bedding was decorated in this
technique.

The motif of a bow and arrow is
closely connected with the iconography
of the image of Umai. According to L.P.
Potapov, a small wooden bow with an
arrow or just a wooden arrow, which were
associated with the image of the goddess,
is found in the lullaby rituals of the Shor
and Chelkan people (268). A bow with
an arrow was sometimes included in the
dowry of a Kazakh bride. According to
ethnographers, the Kazakh bow and arrow
was often embroidered on prayer rugs and
other textiles. Ornamental embroidery in
the form of an arrow is preserved on the
armbands of traditional female dress of
Crimean Tatars.

In the logic of studying female
archetypes on embroidery, of interest is the
Karakalpak pattern “khanim tukirik” (“spit
of the queen”), which is a horizontally
arranged S-shaped figure, and according
to other versions a figure in the form
of a circle. This figure was most often
embroidered on children’s skullcaps and
women'’s clothes. Spitting, spitting in the
traditional culture of many peoples of the
world carried both protective and malicious
semantics. In some cases, spitting has
a ritual-magical character, which had
the right to people with a certain status -
sorcerers, magicians, witch doctors and,
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of course, representatives of the gods on
earth, in this case the queen. Perhaps, the
Karakalpak embroidery in such a peculiar
way preserved the protective function of the
Progenitor and, undoubtedly, this pattern is
endowed with positive semantics.

A unique Kazakh “ayak kap” (in
translation “ayak” — “foot”, “kap” —
“receptacle”) from the REM funds, dated
to the end of the century. This original
product is made in the form of a popular
leather vessel for koumiss “torsyk”

(similar to the Altai tajuur). Generally,

the shape of the product resembles a
female figure and as a leather vessel-saba
is a visual reflection of the Great Mother
(Naurzbayeva 2021). Ayak kap is made

of dark dense fabric with spectacular and
original embroidered composition in the
form of curls, flowers and various figures in
red, beige and yellow threads. The borders
of the piece are decorated with triangles
and the edges are embroidered with fringe.
The decoration fully reflects its symbolic
function, expressing the ideas of abundance
and prosperity.

In general, the image of the goddess
Umai in the process of historical
development has passed a long way of
artistic transformation: realistic, the image
of a swan or a duck, the transitional image
of a woman-bird, the realistic image of a
woman in a three-horned tiara with a trefoil
or “world tree” in her hands (Chebodaeva
2019: 37). Complementary, and possibly
could be expressed in the embroidery
technique or the use of certain threads,
the shape of the product or otherwise
encrypted.

Main provisions

As a result of the research the author:

- studied the materials on traditional
embroidery of Turkic peoples, which is
presented as a multi-layered phenomenon,
the results of historical superimpositions
and the fabric of cultural history, reflecting
certain aspects of archetypal motifs and

mythological images;

- it is found out that visual
representation of archetypal images and
motifs in traditional embroidery of Turkic
peoples is expressed on the basis of two
main ways: concrete anthropomorphic
images and abstract word signs
(ornament);

- it is emphasised that the author
attributes realistic anthropomorphic images
to direct ways of expressing meanings, and
abstract word signs to indirect ones;

- it is established that in the embroidery
of Turkic peoples and Kazakhs in particular,
there are common images: Heavenly Father
(deified Cosmos), the Great Mother in
different variations - Umai, Ot-Ana, Zher-
Su and other significant semantic constants
of culture;

- further comparative study of
embroidery of Turkic peoples as a holistic
phenomenon in the context of these and
other positions with the involvement of a
wide range of materials is proposed.

Conclusion

Embroidery is often seen in terms of
technical achievements. However, the
interpretation, adaptation and variation
of patterns by the embroiderer is far
from mere stylistics and technique, but a
representation of much deeper phenomena.
As it seems to us, they are based on
archetypal motifs and mythological images,
played over and over again in different
variations by each craftswoman. The
examples listed here suggest that probably
the iconography of the image of Turkic
deities in the process of artistic evolution
has undergone significant changes and
embodied in a variety of forms: from
realistic to abstract.

In Kazakh embroidery, as well as in
many Turkic ethno variants in direct
and indirect form are present in the
encrypted form of many archetypal motifs
and mythological images under study. It
(Kazakh embroidery) in the general Turkic



“family” takes a worthy place and, as any
invariant is a unique in its nature syncretic
art form, which clearly manifests the
centuries-old creative potential of steppe
craftswomen who created their rich “cloth
world”, seeking to achieve the favour of
gods and spirits.

In general, traditional embroidery
of Turkic peoples is a multilayered
phenomenon, the fruit of historical
overlay and the fabric of cultural history.
[ts analysis once again shows that the
many Turkic peoples had largely unified
cosmological ideas and a set of beliefs,

expressed in identical archetypal motifs and
mythological images: Heavenly Father, the
Great Mother in different variations and
other deities of the Turkic pantheon. In
addition, the embroidery reflects significant
events of ritual and ceremonial nature:
wedding ceremony, calendar holidays and
other, i.e. what was important and needed
to be captured in the “text”.

Further comparative study of embroidery
of Turkic peoples as a holistic phenomenon
in the context of the above and other
positions with the involvement of a wide
range of materials is a matter of promising
future.
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JKanepke Llaiirozosa

Abait arbinnarbl Kaszak Yarreik [legarorukasibik YHUBepCHTETI
(Anmatbl, Kazakcran)

TYPKI XAJIbIKTAPbIHbIH, KECTENEYAET MUDONOTUANBIK, BEMHENEPI
(3EPTTEY MOCEJIECIH KAPACTbIPY)

Anpatna. TypKi XanblKTapblHbIH KecTenepi 6ap afblHaH epeKLe KyOblibIC. 3aTTbIH, 63iHiH MafbIHAMbIK,
KOHTEKCTIH A, OHbIH, CaNT NeH bipbiMAaFbl peniH Ae, @opMachiH A3, O-epHeriH Ae, 60gybiH Aa KaiTa
Kypa OTbIpbiM, KE3eH-Ke3eHiMeH FanbiMAapAbiH 6ipHeLle 6ybIHbl aliHaNbICKaH 3epTTey. FolibiMu
3epTTeynepae Kecte eHepiHAeri apxeTunTik MOTUBTEP MeH Mudonorusanbik, beriHeney Maceneci
epekLue OpblH anafbl. KectenepaiH STHOBapMaHTTapbiHbIH, - ©36€K, kapakannak, kasak, xaHe T.6. anyaH
TypAniniriMeH oHga opTak 6eliHenepai 6ankayra 6onaabl: Kekrteri oke (KyAannaHabipbiiFaH fapbiw),
¥nbl AHa apTypni Bapuauuanapaa - ¥YMan, O1-AHa, XKep-Cy MaieHMeTTiH 6acka MaHpI3abl MafFbIHAMbIK,
KOHCTaHTanapbl. 3epTTey 6apbiCbiHAA TYPKi KecTenepiHaeri apxeTunTik 06pa3gap MeH MOTUBTEPAH,
KepHeki Typae b6elHeneHyi HakTbl aHTPONOMOPdThIK, beliHenepaeH abcTpakTini WwWapTThl 6enrinepre
[eiiH epHeKTenyi MyMKiH, SFHU OHbIH TiKenen Hemece aHaMma KepiHici peTiHge 6onabl. Cupek, 6ipak,
ani oe KespeceTiH aHTPoNoMopdThIK, BeriHenep (CakTanbin KaafFaH Mbicangap 60MbIHLLIA) MaFbIHAHbI
6innipynin Tikenen Tacingepi 6onbin Tabbiagbl. )KaHamanapFa, eH anabIMeH, Ol0-6PHEKTIH, anyaH
TYPAEpi, XiNTiH TYCi MEH TEXHWUKANbIK €PEKLLENiKTEPi, COHbIMEH KaTap KecTefieHreH 6yMbIMHbIH, MilliHi
xatagbl. Kecte Tiryain Aactypni Toxipubeci «KKOMMYHUKAHTTap» XakblH YaKbITTa TiKeNen» xaHaMma
cTpaTernanapabl Xui KonaaHFaHbliH kepceTesi. byn xaHama ManiMaeMenep eH annbl TYPAE MilliHHIH,
ANIAKTbIFbIMEH: Fpad@UKanbIK, KaHE KONOPUCTUKANbIK AU3aMHMEH cunaTTanagbl. bipak onap apkaluaH
H6ackanapfa TYCiHiKTi 6onFaH. OpuHe, XKaHaMa «ManimMaeMenepai» TyCiHaipyre acep eTeTiH Heri3ri pakTop
— KECTEHiH KOHTEKCTICi. byn KMiMHIH, LeKopbl Aa, MOAEHMET KO3iHAEr KECTEHIH 63iHiH CanTaHaTTbl-
CanTTblK KbI3METi Ae 60/1ybl MyMKiH.

3eprTey KP XXBFM XXTH AP23488164 - «Ka3akCTaHHbIH A3CTYPAi )XaHe 3aMaHayu eHepi BU3yanabl
3epTTeynepAiH Ha3apblHAA: MKOHOrpadus, CEMMOTUKA XKXaHe AUCKYPC» rPaHTbl asgCbiHAA XYy3ere
acblpbingbl.

Tipek ce30ep: TYpKi XanblKTapblHbIH, KecTenepi, MUMOONOrMSANbIK XKaHE apXeTUNTIK 6elHenep,
MOTUBTEP, STHUKASbIK, Napannenbaep.

[ariekce3s ywiH: LLlarirososa, XXaHepke. « TypKi xanblKTapbliH Kecteneyaeri Mudonorusnblk, 6eriHenep
(3eptTey MaceneciH kapactbipy)». Central Asian Journal of Art Studies, 7. 9, N2 2, 2024, 74-94 6., DOI:
10.47940/cajas.v9i2.889

Asmopnap KomazbaHblH COHFbI HYCKACbIH OKbIN, MAKy10a0bl ¥aHe Mydoesnep Kalilblblfbl JOK
eKeHOieiH Manimoelioi.
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Kasaxckuit HallMOHAJIbHBII MearornyecKnil yHiuBepeuTeT nmenn Abast
(Anmarbl, Kazaxcran)

MU®DOJIOTMYECKUE OBPA3bI B BbILUMBKE THOPKCKUX HAPOLLOB
(K MOCTAHOBKE MNMPOBJIEMbl MCCJIEAOBAHUSA)

AHHOTaums. BbilLMBKA THOPKCKMX HAPOLOB - YHUKANbHbIM BO BCEX NaaHax heHoMeH. MccnenoBaHuio,
KOTOpOro 06pallaeTcs y>ke He OAHO MOKONEHME YUYeHbIX LWAr 33 WaroM, pEKOHCTPYMPYs CMbIC/IOBOW
KOHTEKCT KaK CaMoii BELLM, ee ponu B 06psae U puTyane, Tak U ee GopMbl, ODHAMEHTA U KONOPHUTA.
Ocoboe MecTo B Hay4HbIX MOMCKAX 3aHUMaeT NpobieMaTka OTPAXKEHUS apXETUMNMYECKMX MOTUBOB U
Mubonornyeckmx 06pasoB B MCKYCCTBE BbIWMBKU. [1pu BceM pazHOOOPa3nM STHOBAPMAHTOB BbILLMBKMY:
y36eKckas, Kapakannakckas, Ka3axckas U Apyrue B Hel NpoCneXxuBaroTcs eanHble 0bpasbl: HebecHbil
otel, (oboxxecTBNEHHbIN KocMoc), Benukas MNpamatepb B paznnyHbix Bapuaumsax — Yman, O1-AHa, Xep-Cy
W Apyrve 3HaYMMble CMbIC/IOBbIE KOHCTAHTbI KYNbTYpbl.

B npouecce nccnenoBaHus BbISCHUIOCH, YTO BU3YaNbHAs PEMNpe3eHTaLus apxeTunuyeckux o6pasos
M MOTMBOB MOI/1a BbIpaXkaTbCsl OT KOHKPETHbIX aHTPONMOMOPdHbIX M306paXkeHM 00 abCTpaKTHO-
YCNIOBHbIX 3HAKOB, T.€. UMENa MPSIMOE UM KOCBEHHOE BbIpaXKEHUE.

K npsiMbiM cnoco6aM BbipaXKeHWsl 3HAYEHUI ABASIOTCS peaKme, HO BCE XKe BCTpeYatolmecst
aHTpornoMopdHble n306paxeHus (Cyas No coxpaHuBLIMMCS 06pa3uam). K KoOCBEHHbIM OTHOCATCS Mpexae
BCEro pa3HoobpasHble BUAbl Yy30POB-OPHAMEHTOB, LLBET U TEXHUYECKME OCOBEHHOCTM HUTK, @ TaKXKe cama
$hopMa BbILLIMBAEMOTO U3 ENUS.

TpaZMLMOHHAs NPAKTMKA BbILUMBKM MOKA3bIBAET, YTO KKOMMYHUKAHTbI» B 0603pUMbIl MEPUOL,
MoJIb30Ba/IMCb KOCBEHHbIMM CTPATENMSMU HAMHOTO Yalle, YEM KMPAMbIMU». ITU KOCBEHHbIE
BbICKA3blBaHMS B CAMOM OOLLEM BUAE XapPaKTEPU3YHOTCS PACXOXAEHUEM HOPMbI: Fpaduyeckoro 1
KoslopucTUYeckoro oopmeHus. Ho, oHu Bceraa 6binm MOHATHBI M ICHBI 4715 OKpYXXatoLwmX. besycnosHo,
OCHOBHbIM (haKTOPOM, BAUSIOLLMM Ha MHTEPMNPETALMIO KOCBEHHbIX «BbICKA3bIBAHWUI», IBASIETCS KOHTEKCT,
B KOTOPOM BbILUMBKA Y4aCTBYET. ITO MOXKET ObITb U AEKOP O4EXAbI, U 00pAL0BO-pUTYaNibHAsS DYHKLMS
CaMO¥i BbILUMBKM B JIOHE KYNbTYpbl.

MccnepoBaHue BbIMOMHEHO B paMKax rpaHTa MHBO PK MPH AP23488164 - «TpaauuMoHHOE 1
COBpeMeHHoe MCKycCTBO KasaxcTaHa B OKyce BU3YasbHbIX UCCNELOBAHMI: MKOHOrpadus, CEMUOTHKA U
LLUCKYPC.

Knroueebie cnioea: BblLMBKA TIOPCKMX HAPOA0B, MUMONOTMYECKME M apXeTUNMYeckue obpasbl,
MOTMBbI, STHUYECKME Mapannenu.

Ana yumuposarus: LLlairo3osa, XXaHepke. «Mudonornyeckme 06pasbl B BbILLIMBKE THOPKCKUX
HaponoB (K NoCTaHOBKe npobnembl uccnenoBaHus)». Central Asian Journal of Art Studies, 1.9, N2 2, 2024,
€. 74-94,D0I: 10.47940/cajas.v9i2.889

Asmopbl npoyumanu u 0006puIUu 0KOHYamebHell 8apUAHM pykonucu u 3aseastom ob omcymcmeauu
KOH@UKMa uHmepecos.
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