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ETHNOMODERNISM IN KAZAKH APPLIED ART:
SYNTHESIS OF TRADITION AND INNOVATION
IN THE CONTEXT OF GLOBALIZATION"

Abstract. Modern Kazakh applied art is undergoing a period of transformation, where traditional artistic
practices enter into a dialogue with global trends. In this context, the phenomenon of ethnomodernism is of
particular interest — a strategy combining ethnocultural codes with relevant cultural practices, digitalization and
technological innovations. This article explores how ethnomodernism is used in Kazakh applied art (using the
example of the work of S. Bashirov, I. Rafikova et al.) is becoming a response to the challenges of globalization,
allowing cultural identity to be preserved in a changing artistic landscape. The purpose of the article is to
identify the specifics of Kazakh ethnomodernism in applied art through the analysis of strategies for interpreting
traditional images, technological innovations in working with materials, and mechanisms for integration into
the global art context. The methodological basis of the research is based on art criticism and cultural approaches
using a comparative analysis of the works of Kazakhstani masters of applied arts created during the period
of Independence. Special attention is paid to the stylistic analysis of key series of works, such as the iconic
Paizza series by Serzhan Bashirov. An shapes audience perception in the study was played by the analysis
of interviews and public appearances of artists in the media. A separate important method was the reveals of
the participation of Kazakhstani masters in prestigious international exhibitions, including exhibitions held in
countries such as the USA, Belgium, Germany and festivals held under the auspices of UNESCO. It has been
established that ethnomodernism contributes to the preservation of the identity of national art in the global
cultural space, the formation of new hybrid forms of creativity (the “neo-nomadism” style), and to increasing
the competitiveness of Kazakhstani art in the international arena.

Acknowledgments: The article was prepared within the framework of grant project AP26101419 of the
Science Committee of the Ministry of Science and Higher Education of the Republic of Kazakhstan, “The
Phenomenon of Modernism in Architecture, Fine Arts, and Decorative and Applied Arts of Kazakhstan in the
20th Century and Its Reinterpretation in Contemporary Visual Culture.”

Keywords: globalization, applied art, cultural traditions, artistic styles, glocalism, ethnofuturism, digital
technologies, cultural heritage, Serzhan Bashirov, Ikram Rafikov, Leonid Zherebtsov.

A.T. Ecnenosa’’, M.M. Kencinoex?, M.ILI. Cyneiimenos’
L3Temipbex JKypeenos amvindazer Kasax ¥immeix onep axademusicol, Anmamer, Kazaxcman
’M.O. Oyesz06 amuinoazvl O0ebuem xcane onep uncmumymst, Aimamot, Kasaxcman
E-mail: 'aespenova@mail.ru, *moldir_18-95@mail.ru, Ssmukhamedzhan@mail.ru
ORCID: '0000-0003-1152-0434, 20000-0001-8614-8812, 30009-0008-5719-4316

KA3AKCTAHIBIK KOJIJAHBAJBI OHEPIETT
STHOMOJEPHMU3M: ’KAhAHJAHY JKAFTANBIHIAFBI
JTOCTYP MEH MHHOBAIIUSIHBIH CUHTE3I

Anoamna. Ka3ipri kazakcTaHIBIK KoJmaHOAIBl @Hep e3repic Ke3eHiH OacraH Kemryme. MyHza TocTypri
KOPKEMJIIK TOXipuOenep >xahaHIpIK TpeHATEpMEH OaiilaHbIcKa Tyceni. By Typreina STHOMOJEHH KOITHI

" Cite us correctly:

A.T. Yespenova, M.M. Kelsinbek, M.Sh. Suleimenov. Ethnomodernism in kazakh applied art: synthesis of
tradition and innovation in the context of globalization // "Keruen". - 2026. No. 1, (90 vol.). - B. 278-289.
https://doi.org/10.53871/2078-8134.2026.1-19

278  M.O. 9ye308 ambiHOaFbI 0ebuem HcaHe OHep UHCMUMymbl "Kepyen" | Ne1, 90-mowm, 2026



"Keruen" scientific journal Ne1, 90 vol, 2026 ISSN: 2078-8134 [ elSSN: 2790-7066

©3EKTI MOJICHM TAXKIpHOENEepMEH, CaH/BIK TEXHOJOTMSIIADMEH JKOHE HWHHOBALMSUIAPMEH YHiecTipeTin
STHOMOJICPHN3M KYOBUIBICH epeKIlle KbI3BIFYIIBIIBIK TYIbIpaabl. Bysl Makanana Ka3zakcTaHIBIK KOJIaHOaIbI
enepzeri stHoMonepun3MHiH (C. bammpos, W. Paduxosa sxone T.0.) sxahannaHy ChIH-Tereypinaepine Kapcsl
TYpy >kommapbl cumartamanel. Oy e3repMmeni KepKeMIIK JaHAmAadT KargalblHIa MOIEHH OipereimikTi
cakTayra MYMKIHIIK Oeperi. MakamaHbIH MaKcaThl — JOCTYPIi OeliHenepai TYCIHAIPY TYKbIpbIMAaMallapblH,
MaTepUaIapMeH JKYMbIC jKacay[arbl TEXHOJOIMSUIBIK MHHOBAUMSUIAPABI, KahaHABIK ©HEp KEHICTiriHe
SHJIpY TETIKTepiH Tajgay apKbUIbl KOJIAaHOAIbl ©HEpAeri Ka3aKCTaHIbIK ATHOMOJCPHNU3MHIH epeKIIeNiriH
aHpIKTay. 3epTTeydiH oaicHaMamnbIK Heridi Toyenci3mik Ke3eHiHJeri Ka3aKCTaHIbIK KOJJIaHOAJbl eHep
nreGepIIepiHiH TYBIHIBUIAPBIH CaBICTBIPMAJIBl Tajay/(bl KOJJIaHA OTBIPBIN, OHEPTaHy JKOHE MOJCHHETTaHY
Tocinzepine HeriznenareH. Makanana Ceprkan baumposrsi «ITaiii3a» cepusiChl CHSKTBI HET13T1 TYBIH/IbLIAPIbI
CTHIIMCTUKAIIBIK TAJIAAyFa epeKIIe Hazap ayaapbutaabl. CypeTmiiiepais OyKapajblK aKmapaTr KypailapbIHIaFsl
cyxOarTappl MEH KOILIUIIK aJIblH/Ia COMJIereH Ce3[epiH Tangay MaHbI3Ibl aKmapar Ke3iHe aifHajbl.
Kaszaxcranapik medepriepaiy 6eaeni xanblkapaiblk ic-mapanapra, conbis iminge AKIL, Bexbrus, [epmanust
CUSIKTBI enepae otkizinreH kepmenepre jxoHe JOHECKO asceinna oTki3inreH (ectuBaibiepre KaTbICYbIH
3eplieliey epeKIe MaHbI3IbIl 9JIC OONIBI. ¥ ITTBIK MOTHBTEP/II ©3CKTi dJIEMIIK TPEHATEPMEH CITTI YillieCTipeTiH
3aMaHayd Ka3ak CypeTiIiepi MeH ImeOepiepiHiH >KyMbIcTapbl Kapanabl. JKahaHIplk apeHama Kaszak
KOJIZTaHOAJIBl OHEPIH JOpINTEyIeTi XaJbIKapalblK KepMeIep/IiH, CaHIbIK IuTaTGopManapAblH KoHe OitiM Oepy
OarapiaMaslapblHBIH POJIiHE epeKlIe Ha3ap ayJapbliagsl. DTHOMOAEPHU3M jKahaHIBIK MOIEHH KEHICTIKTE
YJITTBIK OHEep/IiH Oipereinirin cakrayra, IbIFapMaIlbUIBIKTBIH JKaHa THOPH/TI HBICAHIAPBIH KaJbINTACTHIPYFa
(«HEOHOMAIM3MY CTHJII), XaJIbIKapalbIK apeHaa Ka3aKCTaH/IbIK OHEP/IiH 0ocekere KaOIeTTUIINH apTThIpyFa
BIKIIAJI €TETIHI aHBIKTAJIIEI.

Anzvic: Makana Kazakcran PecnyOnukacs! FrutbiM sxoHE KOFapbl O11iM MUHUCTPIIITT FBITBIM KOMHTETIHIH
AP26101419 — «KazakcTanHbIH X X FaCBIPAAFBI COYIET OHEPi, OciHeNey ®KoHE COHIIK-KOIJaHOaIbl OHEPIHCT]
MoziepHI3M (EHOMEHI )KOHE OHBIH Ka3ipri BU3yas/ibl MOJCHUETTErT PEHHTEPIPETALMICHD TPAHTTHIK HKOOACHI
asChIHJAA JalbIHIAIIbI.

Tyiiin co30ep: xahannany, KongaHOQJIBI @HEp, MOJICHU JACTYpJep, KOPKEMJIK CTHIIBJEP, IVIOKaIH3M,
STHO(DYTYpH3M, CaHIBIK TEXHOJOTWsUIap, MameHH Mypa, Cepxan bammpos, Mxpam Paduxos, Jleonun
KepeOios.

A.T. Ecnenosa’’, M.M. Keacunoex?, M.ILI. Cyneiimenog’
13 Kazaxckas nayuonanvhas akademust uckyceme umenu Temupoexa JKypeenoea, Anmamel, Kasaxcman
2Unemumym aumepamypul u uckycems um. M.O. Ayszoea, Anmamel, Kazaxcman
E-mail: 'aespenova@mail.ru, *moldir_18-95@mail.ru, >smukhamedzhan@mail.ru
ORCID: '10000-0003-1152-0434, 20000-0001-8614-8812, 30009-0008-5719-4316

9THOMOIEPHUN3M B KABAXCTAHCKOM IIPUKJTAJHOM
MCKYCCTBE: CHHTE3 TPAJIUIIUYA 1 UHHOBAIIUI
B YCJIOBUAX IVIOBAJIM3AIIUU

Annomayus. CoBpeMEHHOE Ka3aXCTaHCKOE IPUKIIAJHOE UCKYCCTBO IIEPEKMBACT MEPHOA TpaHC(opMa-
UM, TIE TPAJUIHOHHBIE XyHOXECTBEHHBIE MPAKTUKH BCTYMAIOT B JHANOr C IIOOANBHBIMH TpeHaamu. B
9TOM KOHTEKCTE OCOOBIH HMHTepec Npe/cTaBiIseT (EHOMEH STHOMOJEPHM3MA — CTPATeruy, codeTaromei
STHOKYJIBTYPHBIE KOJIbI C aKTyaJbHBIMH KyJIBTYpPHBIMH NPAaKTHKaMH, HU(GPOBU3ALUECH U TEXHOJIOIMYECKUMHU
MHHOBAIMAMHU. JlaHHAs CcTaThsl MCCIEMYET, KaK 3THOMOAEPHHU3M B Ka3aXCTaHCKOM IPHUKJIAJHOM HCKYCCTBE
(ma mpumepe TBopuecTBa C. bammposa, V. PadukoBa 1 1p.) CTAHOBHUTCSI OTBETOM Ha BBI30BBI INI00AIH3AIHN,
TI03BOJISISE COXPAHSTH KyJIBTYpPHYIO HJICHTHYHOCTD B YCIOBHSIX MEHSIOIIETOCS XYJOKECTBEHHOTO JIaHAmadTa.
Lens cTaThy - BEISIBUTH CIIENU(HKY Ka3aXCTaHCKOTO STHOMOZIEPHH3MA B MPHUKJIAJHOM HCKYCCTBE UepE3 aHAIIU3
CTpaTernii HHTEPIIPETAINN TPATUIIHOHHBIX 00pa30B, TEXHOIOTHIECKIX HHHOBAINI B paboTe ¢ MaTepHaIaMH,
MEXaHM3MOB UHTETPAlliK B II00AJIBHBIN apT-KOHTEKCT. MeTo10I0rnueckasl OCHOBa HCCIIEJOBAHMS IIOCTPOCHA
Ha HCKYyCCTBOBEAYECKOM WU KyJIBTYPOIOTHYECKOM MOAXOAAX C MPUMEHEHHEM CPaBHUTEIBHOTO aHaIM3a
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MIPON3BEJICHNH Ka3aXCTAHCKUX MACTEePOB MPHUKIJIAJHOTO MCKYCCTBA, CO3JaHHBIX B mepuoj HesaBucumocTn.
Ocobo0e BHUMaHHE yIEJICHO CTHINCTHIECKOMY aHAIN3y KIIFOYEBBIX cepuil paboT, TaKWX KaK 3HAKOBAs CEpHs
«[aiin3a» Ceprkana bammpoBa. 3HaYNMyIO POJIb B MCCIICIOBAHUH CHITPAJl aHAJIN3 MHTEPBBIO M ITyOIHMYHBIX
BBICTYIIJIEHUH XyHOXXHUKOB B CPEJACTBAX MaccoBOi HH(popmarmu. OTIAETbHBIM BaKHBIM METOJOM CTajo
N3y4eHHe yJacTHs Ka3aXCTAaHCKUX MacTepPOB B MIPECTHKHBIX MEKIYHAPOIHBIX BHICTABKAX, BKIIFOYAs! BEICTABKI
npoBesieHHbIe B Takux crpaHax kak CIUA, Bensrus, 'epmanus u ¢ectuBasiell NpOBEAEHHBIX IOJ ATUION
IOHECKO. YcraHoBIEHO, YTO 3THOMOJEPHU3M CHOCOOCTBYET COXPAaHEHUIO MAEHTUYHOCTH HAIMOHAIBHOTO
HCKyCCTBA B IIOOQJIBHOM KYIBTYPHOM HPOCTPAHCTBE, (DOPMHUPOBAHUIO HOBBIX THOPHAHBIX (OpM
TBOpYECTBA (CTHIb «HEOHOMAM3M»), HOBBIILICHUIO KOHKYPEHTOCIIOCOOHOCTH Ka3aXCTaHCKOTO MCKYCCTBA Ha
MEX1yHapOJHON apeHe.

Bnazooapuocme: CraTbsi MOATOTOBICHA B PaMKaxX TPaHTOBOTO Mpoekra KomuTera Haykn MUHHCTEpCTBA
HayKH U BbIciiero oopazoanus Pecryonuku Kazaxcran AP26101419 «®deHoMeH MoiepHU3MA B apXUTEKTYPE,
n300pa3suTeNbHOM, JAEKOPaTHBHO-TIPUKIaAHOM HcKyccTBe Kaszaxcrama XX Beka M ero pemHTeprpeTaus B
COBPEMEHHOH BU3yaJIbHOH KyJIBType».

Knrouesvie cnoea: tiobanuzaiysi, NPUKIAJHOE HCKYCCTBO, KYJIBTYpPHBIC TpPAJULNH, XyHIOXKECTBEHHBIC
CTUJIH, TVIOKAJIM3M, STHODYTYPHU3M, LIM(POBBIE TEXHOIOTUH, KyJIbTypHOE Hacneaue, Cepxan bammpos, Mkpam
Paduxos, Jleonnn XKepebuos.

1. Introduction

Globalization, as one of the key processes of the modern era, influences various spheres
of human activity, including cultural development, the economy, and art. The strengthening
of international connections, the development of digital technologies, and the growth of
intercultural interaction introduce significant changes to traditional forms of art, including
decorative and applied arts. Globalization opens new opportunities for the development
of creative thinking, expansion of audience reach, and integration of national art into
the global cultural space. At the same time, it poses complex challenges for artists and
craftsmen, requiring them to preserve the uniqueness of national traditions, promote them
among younger generations, and ensure their further development.

The subject of this article is the impact of globalization on applied arts, including changes
in traditional techniques, materials, stylistics, as well as the functions of contemporary
applied artworks and their influence on audiences.

Kazakhstani applied art, which possesses a rich heritage of nomadic culture, is actively
responding to these transformations. The phenomenon of ethnomodernism that emerged
under globalization reflects the connection between modern artistic language, technologies,
and concepts with national traditions. This process enables the preservation of cultural
identity through creative reinterpretation of traditions in a rapidly developing world.

The relevance of this research is connected with the need to reconsider the role of
traditional art in the 21st century. While during the Soviet period Kazakh applied art
developed within a folklore-ethnographic paradigm, the era of globalization created the
need for new approaches to interpreting cultural heritage. Ethnomodernism integrates
elements of traditional culture into contemporary space and presents them to audiences
through a modern artistic language.

The purpose of this article is to demonstrates the impact of globalization on decorative
and applied arts, identify ways of integrating cultural traditions into contemporary artistic
practice, and determine the distinctive features of Kazakhstani ethnomodernism in applied
arts. To achieve this goal, the representation of traditional imagery in contemporary art is
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analyzed, the role of technological innovations in working with materials is examined, and
strategies for promoting Kazakhstani art on the international stage are explored.

2. Research materials and methods

2.1 Research Methods

This scientific article applies a comprehensive methodological approach to examines
the phenomenon of ethnomodernism in Kazakhstani applied arts. The methodological
framework of the study includes the following directions:

1. Literature Analysis. Scientific works on ethnomodernism, Kazakhstani applied arts,
traditional ornaments, and globalization in culture were examined. The studies of V.Sarapik,
E.M. Kolcheva, and A.l. Ibragimov on the formation and evolution of the concept of
ethnomodernism played an important role in identifying research directions and analyzing
the harmonious synthesis of tradition and modernity in culture.

Scientific works by domestic and foreign authors on globalization processes in culture
(N.Volodeva, N.Bazhenova, L.Alimova, etc.) were systematized. Information was also
obtained from interviews given by Serzhan Bashirov (Business FM, “The West Needs Our
Spirituality,” October 15, 2021), Ikram Rafikov (Kazakhstanskaya Pravda, “The Attraction
of Silver,” December 11, 2017), and Leonid Zherebtsov (Lady.day.az, “Leonid Zherebtsov
Presented a Collection in Islamic Style in Baku,” November 13, 2017).

2. Comparative Analysis of Traditional and Contemporary Elements. Traditional
ornaments in Kazakh applied art (yurt decoration, ceramics, national clothing, etc.)
function not only as decorative elements but also as symbolic-semantic systems expressing
worldview, mythology, and cultural values. In contemporary fashion and applied arts,
artisans reinterpret traditional ornaments using new materials and techniques, adapting
them to modern lifestyles, needs, and aesthetic preferences.

3. Historical and Cultural Analysis of the Evolution of Kazakh Applied Art. Prior to
the 20th century, Kazakh applied art developed under the influence of a nomadic lifestyle.
During the colonial period and the establishment of Soviet authority, artistic production
had to conform to new standards. After gaining independence in the early 1990s and
moving beyond the influence of socialist realism, artists sought to revive national traditions
while synthesizing them with advanced Western cultural models. This period marked the
emergence of a balance between innovation and tradition in Kazakh art.

4. Case Study Analysis of Ethnomodernism. Art-historical analysis was conducted on
specific examples from well-known Kazakhstani artists, jewelers, and designers, including
S. Bashirov’s “Paitza” jewelry series, I. Rafikov’s “Ring of Power,” and L. Zherebtsov’s
neonomadism-style collections (2017-2018).

5. Cultural and Sociological Analysis. The influence of globalization on local artistic
practices was examined, along with audience perception of ethnomodernism. Research was
conducted to determine the impact of Western trends on Kazakhstani artists and to assess
the relevance of ethnomodernism among viewers.

Thus, the use of various research methods in writing this article made it possible to
conduct a comprehensive reveals and identify the main aspects of ethnomodernism in
Kazakhstani applied arts.
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2.2 Research materials

The creative practices of Kazakhstani jewelers during the Independence period serve as
a vivid example of successful adaptation to global trends. For instance, the jeweler Serzhan
Bashirov, mentioned in the article, is among the masters who connect the traditions of
Turkic culture with contemporary artistic processes. Participating in scientific expeditions
of Turkologist N. Bazylkhanov to Mongolia, Tuva, and Khakassia, the craftsman studied
the deep roots of national traditions and reflects them in modern jewelry art using innovative
approaches.

Bashirov’s works have been exhibited at international exhibitions ranging from the
UNESCO Festival in Paris (2005) to the Folk Art Market Festival in the USA (2010-2011).
His solo exhibitions, such as “Echo of Altai” (2011), demonstrate to viewers the synthesis
of traditional and contemporary art. Through this progressive vision, the artist attracts wide
public interest. Bashirov’s works are preserved in museums in Kazakhstan, Russia, Poland,
and Germany, which confirms their cultural significance. The article is devoted to analyzing
the creative path and works of masters such as Bashirov.

The methodological basis of the research includes comparative analysis, art historical
and cultural approaches, as well as the highlights of specific examples from the works of
Kazakhstani and global decorative and applied arts masters.

The scientific novelty of the work lies in the comprehensive consideration of
ethnomodernism as a response to globalization challenges, as well as in identifying its
specific manifestations in Kazakh applied art. The practical significance of the article
is determined by the possibility of using the research results for further development of
decorative and applied arts, elaboration of cultural heritage preservation concepts, and
integration of folk traditions into the global artistic space.

Thus, the article analyzes the harmony between tradition and innovation in Kazakh
applied art and reveals ways of forming a unique cultural code in the era of globalization.

3. Discussion

Theillustrates of globalization’s impacton Kazakh applied arts identified ethnomodernism
as a key strategy for preserving national identity. The results make it possible to reconsider
the traditional thesis that globalization inevitably leads to cultural unification. On the
contrary, the analysis of new directions such as “neonomadism,” “ethnofuturism,” and
“globalism” demonstrates their ability to preserve cultural identity through innovative
combinations of traditional elements with contemporary trends.

An important conclusion of the explores is the confirmation of Robertson’s concept of
“glocalization,” formed as a response to globalization challenges. A vivid example of this
process is the phenomenon of “neonomadism,” in which urban style is revived through
nomadic aesthetics.

The examples of jewelry art and clothing design discussed in the article acquire new
meanings based on national traditions. A clear illustration is the work of Serzhan Bashirov,
where the nomadic cultural symbol “paiza” gains modern significance. The reinterpretation
of ancient symbols in the works of S. Bashirov and I. Rafikov demonstrates not the
transformation of tradition, but rather its semantic renewal.
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New directions in Kazakh applied arts such as “neonomadism,” “ethnofuturism,” and
“glocalism” respond to globalization by combining traditional elements with modern
trends, thereby preserving cultural identity through innovative approaches.

Methods of preserving cultural identity represent an redefines cultural identity of the
discussion. The explores shows that successful examples in the works of domestic masters
include a deep understanding of traditional cultural codes, reinterpretation of traditional
elements, technological innovations, and consideration of global aesthetic trends.

“Glocalization” is a strategy that ensures the adaptation of global processes to local
characteristics and their social acceptance. As revealed in the study, its goal is not to resist
globalization but to interact with it flexibly.

Thus, Kazakh applied arts actively participate in a new cultural stage, maintaining a
balance between global and national elements. By harmonizing innovation and tradition,
they continue strengthening their position in the global cultural space.

4. Results

In the context of globalization, Kazakhstani applied arts are finding their place in the
global cultural space through reinterpretation and integration of traditional elements with
modern artistic trends. Ethnomodernism, observed in the creative works of Kazakhstani
artisans, is becoming a key mechanism for preserving national identity in the era of
globalization. On the one hand, globalization opens new opportunities for promoting
Kazakh art internationally; on the other hand, it creates complex challenges for preserving
ethnocultural identity.

K. Ohmae, in The Borderless World (1990), noted that globalization weakens the role of
nation-states. According to the scholar, “the end of the Cold War eliminated the boundaries
of blocs and alliances, creating new challenges for nation-states” (Ohmae 217). In this
regard, countries must focus on developing education and innovative potential under
globalization conditions.

The first scholar in the global academic community to address global problems was
British sociologist and globalization theorist Roland Robertson. Meanwhile, Canadian
philosopher and media theorist Marshall McLuhan introduced the concept of the “global
village” in the 1960s, significantly influencing globalization studies.

In 1983, Robertson defined globalization as “an objective process occurring in various
spheres of social life: economic, political, cultural, and spiritual. In this process, goods,
money, people, and information move beyond all boundaries (national, religious, cultural,
etc.) and circulate worldwide at high speed” (Robertson 1992).

Globalization has provided the art world with unprecedented creative freedom:
designers, architects, and applied artists now draw inspiration from different cultures,
combining styles, materials, and technologies. One of globalization’s most significant
cultural impacts is the standardization of cultural models. Global cultural products such
as Hollywood films, pop music, fast food, and fashion are widely disseminated, leading to
cultural homogenization and the formation of a “global culture.” However, scholars led by
Ohmae argue that instead of fearing globalization, countries should adapt to it and identify
its advantages, thereby developing unique national development models.

“...National development models and global processes do not contradict each other.
National models (‘Turkish model,” ‘Korean model,’ ‘Japanese model,” ‘Chinese model,’ etc.)
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arise from the socio-cultural life, experience, and mentality of each nation. These models
seek to renew life by integrating national and universal values, forming modernization
strategies aligned with globalization requirements” (Nishanova 166).

Digital technologies such as the Internet and social media play a decisive role in
transforming cultural processes under globalization. They accelerate cultural diffusion by
enabling rapid exchange of information and cultural products. Moreover, “globalization
promotes cross-border exchange of ideas, values, and practices, leading to the formation
of hybrid identities characterized by flexibility and variability” (Kipngetich 16). This
phenomenon is reflected in the synthesis of tradition and innovation in applied arts.

Through the exchange of ornamental patterns and the use of modern materials, national
imagery is reinterpreted and integrated into the global cultural context. Digital technologies
accelerate intercultural exchange, contributing to the formation of a global cultural space.
However, globalization may also lead to the emergence of works lacking firmly established
national values. “They often incorporate technological elements to meet contemporary
artistic standards but may lack conceptual depth” (Mukanov et al. 316). Nevertheless, such
works create new semantic layers and creative fields through cultural interaction.

Globalization also involves cultural exchange, which includes technological
development, increased mobility, and expanded international communication. Cultural
exchange refers to the interaction between traditions, languages, art, music, literature,
customs, and values of different cultures. Globalization accelerates this process and makes
it more dynamic and large-scale.

Migration, tourism, academic mobility, and the international labor market contribute to
cultural exchange. “The modern stage of social development is characterized by increasing
integration processes that do not aim to diminish the value of national components in
culture and art” (Melekhova 201). This process occurs in two directions: cultural import
and transformation of local traditions.

Since the second half of the twentieth century, globalization has shaped the development
trajectory of traditional national cultures, influencing creative processes in decorative and
applied arts. “When the balance between tradition and innovation is disrupted, national
cultures face the risk of disappearance, raising the issue of preserving cultural identity”
(Kukharenko 382).

Ethnomodernism, as a harmonious synthesis of traditional values and modern methods,
enables societies to preserve their identity while reaching new levels of artistic and social
development.

In the era of globalization, three new stylistic directions have emerged:

1. Ethnofuturism — synthesis of archaic symbols and futuristic materials

2. Glocalism — integration of local and global traditions

3. Digital craft — combination of traditional technologies and digital programs

Ethnomodernism, integrating these three directions, preserves national identity, adapts
art to the global context, and uses technology to disseminate cultural heritage.

The interaction of tradition and innovation was deeply explored by scientist, artist, and
archaeologist Nicholas Roerich during his Central Asian expeditions. He raised questions
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about the similarities of material and spiritual culture across civilizations and the future of
cultural interaction (Bazhenova 103—104).

The harmonization of cultural traditions in applied arts is not merely mechanical mixing
but a deep creative process. According to S. Tulegenova, preserving the uniqueness of
Kazakh culture while fostering development is the main goal of cultural harmonization
(Tulegenova 39). This process includes:

- preservation of ethnocultural authenticity;

- organic use of modern technologies;

- development of intercultural dialogue ;

- environmentally responsible approaches

Modern technologies such as 3D printing allow artisans to recreate complex traditional
ornaments while preserving their meaning. Thus, applied arts simultaneously preserve
ethnocultural identity and enrich global artistic heritage.

Research by A. Baidibekov (2024) notes that integrating cultural elements leads
to innovative solutions and new visual languages (Baidibekov 48). Such integration
strengthens intercultural dialogue and enhances art’s social significance.

Examples include combining Japanese shibori with European painting or African motifs
in contemporary ceramics. Similarly, brands such as Hermes combine French elegance
with Japanese aesthetics, while designer Ulyana Sergeenko reinterprets traditional Russian
ornaments in modern fashion.

However, cultural harmonization also presents challenges:

- risk of losing authenticity through commercialization;

- risk of cultural appropriation.

Nevertheless, responsible integration fosters intercultural dialogue and new artistic
forms.

Historically, Kazakh applied arts developed within nomadic traditions. During the
Soviet period, art adapted to socialist realism standards. After independence, artists sought
to revive national traditions and synthesize them with Western influences, leading to the
emergence of ethnomodernism.

Ethnomodernism gained prominence in the 2000s as a strategy for preserving ethnic
values globally. Studies of Thai Eastern Lanna jewelers (Tanakit Jaisuda, 2024) and Chinese
Miao ethnic patterns (Chen Lei, 2024) demonstrate similar processes.

Kazakh artisans such as Serzhan Bashirov, Ikram Rafikov, and Leonid Zherebtsov
exemplify ethnomodernism by adapting traditional forms to modern aesthetics. Bashirov’s
works reinterpret nomadic symbols such as paiza, combining traditional materials with
minimalist design.

Similarly, Ikram Rafikov integrates traditional Kazakh motifs with innovative materials
such as titanium and carbon. His “Ring of Power” symbolizes unity and balance, continuing
nomadic philosophical traditions.

Ethnomodernism also influences fashion design. Ethnofuturism integrates traditional
Kazakh motifs with futuristic aesthetics. Designers such as Ainur Turysbek and Leonid
Zherebtsov actively develop neonomadism and ethnofuturism styles.
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Kazakh designers increasingly participate in international exhibitions, strengthening
the global presence of national design. Examples include Mercedes-Benz Fashion Week
Russia and international biennales.

Overall, the formation of new artistic styles in Kazakhstan’s applied arts is a dynamic
process combining respect for tradition with innovation. Ethnomodernism revitalizes
traditions and presents them in modern forms, strengthening national identity while
integrating into global culture.

This phenomenon can be observed in architecture (Baiterek, Khan Shatyr), fashion (Aida
Kaumenova, Aya Bapani), and applied arts (Amina Shukparova, Almas Mukazhanov).
Thus, ethnomodernism represents a contemporary approach to elevating national spirit
through the integration of cultural heritage and global trends.

5. Conclusion

The phenomenon of ethnomodernism in contemporary Kazakhstani applied arts has
emerged as an important strategy for ensuring the competitiveness of national culture in
the context of globalization. As demonstrated through the creative practices of masters
such as Serzhan Bashirov, Ikram Rafikov, and Leonid Zherebtsov, ethnomodernism is not
limited to preserving tradition but requires the successful adaptation of innovation and
global aesthetic trends within a national context.

The analysis of the masters’ works revealed several key aspects. First, stylistic
transformations in Kazakh applied arts are reflected in the synthesis of traditional forms
with contemporary aesthetic demands. For example, in the Paiza series, S. Bashirov
revives archaeological artifacts through futuristic design, while I. Rafikov’s Ring of Power
combines ancient symbolism with innovative materials. Second, the social function of these
works extends beyond decorative and applied arts, as they serve as instruments of cultural
diplomacy by promoting Kazakh art internationally. Third, the successful integration of
Kazakh artists into the global art space—through participation in prestigious exhibitions
and collaborations with international brands—confirms the competitiveness of Kazakh art.

The research shows that globalization processes have a multifaceted impact on the
development of applied arts, creating both new opportunities and significant challenges for
preserving cultural identity.

The article identifies three main directions in the transformation and development of
decorative and applied arts under globalization:

- formation of hybrid styles (ethnofuturism, glocalism, digital crafts);

- transformation of traditional methods through modern technologies;

- formation of new forms of cultural dialogue based on artistic practices.

These directions constitute the main results of the research.

Ethnomodernism in Kazakh applied arts represents a dynamically developing strategy
that preserves cultural heritage by adapting it to contemporary challenges. The creative
practices analyzed in this article may serve as models for other countries striving to preserve
cultural identity in the context of globalization. Ultimately, ethnomodernism becomes not
only an artistic direction but also an essential element of the nation’s “cultural immunity”
in a globalized world.
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Decorative and applied arts continue to evolve within the post-globalization cultural
space. Ethnofuturism and the return to traditional styles and forms are gaining prominence.
Local traditions do not disappear; rather, they transform within the digital age and are
revived in response to unified global design trends.

The dual impact of globalization on applied arts identified in this article is particularly
significant. On the one hand, globalization expands creative horizons and facilitates access
to international markets; on the other hand, it creates risks of losing local traditions’
uniqueness. As demonstrated by Kazakh masters such as Serzhan Bashirov and lkram
Rafikov, the most effective solution is maintaining a balance between tradition and
innovation through harmonious integration of national elements with contemporary artistic
approaches.

In the context of globalization, decorative and applied arts not only retain their relevance
but also acquire new functions. They serve as tools of cultural diplomacy, instruments for
forming national brands, and effective methods for disseminating historical and cultural
values in modern formats.

S. Bashirov’s Paiza series demonstrates the revival of historical artifacts through
design, while 1. Rafikov’s Ring of Power integrates traditional symbols with new materials.
Meanwhile, L. Zherebtsov adapts national ornaments into contemporary street fashion.
Through exhibitions held in Belgium, the United States, Germany, and other countries,
these artists increase the international recognition of Kazakh design and promote national
art in the global context.

Kazakhstan’s traditional arts and crafts strengthen cultural identity within the
global cultural space and increase international recognition. Examples include modern
interpretations of national clothing, contemporary arrangements of traditional music, and
the use of ornaments in modern design. These approaches effectively promote Kazakhstan’s
national brand and foster cultural dialogue.

Based on the research findings, further studies may explore mechanisms for adapting
traditional crafts to digital environments, the role of state support in preserving cultural
heritage, and the economic aspects of the globalization of applied arts.

Thus, Ethnomodernism in Kazakh Applied Arts: The Synthesis of Tradition and
Innovation in the Context of Globalization goes beyond preserving national traditions. It
also addresses ways to enrich art through modern technological opportunities and expand
accessibility to global audiences. This process contributes to strengthening Kazakhstan’s
cultural influence and enhancing its reputation within the international community.
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