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Kazakh Carpets: Artistic Heritage and Cultural Memory

Abstract. This article examines the artistic and cultural significance of the Kazakh carpet in the traditional
society of the eighteenth and nineteenth centuries. The study aims to determine how the carpet’s materials,
weaving techniques, compositional structure, ornaments, colour harmony, and context of use shaped its
artistic meaning. The sources include historical documents, travellers’ accounts, materials related to Kazakh
customary law, examples of oral literature, and published descriptions of carpets held in museum collections
in Kazakhstan. Kazakh carpets were analysed using formal-stylistic, comparative-typological, semantic, and
historical source-analysis methods. Particular attention was paid to the structure of the central field and borders,
the arrangement of ornaments, the repetition of geometric and zoomorphic motifs, and the artistic functions
of red, yellow, green, and dark colours. The weaving characteristics of pile and flatwoven carpets were also
considered. The findings demonstrate that the Kazakh carpet was not merely a household object or a work of
decorative art. As an important part of a bride’s trousseau, it reflected the social standing of her family; it was
also used as a valuable object in gift exchange and customary compensation practices and functioned as a
symbol of prestige at ceremonial gatherings. The carpet embodied women’s collective labour, craftsmanship,
and artistic experience. It therefore served as an artistic heritage object that preserved the cultural memory of
the family, lineage, and community. The scientific novelty of the study lies in interpreting the Kazakh carpet
not simply as a collection of ornaments but as an integral work of art in which artistic composition, weaving
technology, social function, and cultural memory are closely interconnected.
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Ka3zak kijiemi: kopkeM Mypa sKoHe MIJIeHH KA/IbI

Anoamna. Makanana xazak xineminin XVIII-XIX raceipiapaarbl JoCTYpii KOFamarbl KOPKEMIIK
JKOHE MOJICHHM MaHBI3bI 3epTTelii. 3epTTeyAiH MaKcaThl — KiJIEMHIH MaTepHalibl, TOKY S/iCi, KOMIO3ULIMSIIBIK
KYPBUIBICHI, OFO-OPHEKTEpi, TyC YieciMi MEH KOJJAHBUTY OPTAchl OHBIH KOPKEMJIK Ma3MYHBIH Kauaif
KaJIBIITaCThIPFAHBIH aHBIKTAY. 3epTTey OapbIChIH/IA TAPUXHU KY)KaTTap, CasXaTIbUIapAbIH xKa30anaphl, Ka3aKThIH
QNIeT-FYPBIN KYKBIFBIHA KaTBICTHI IEPEKTEp, aybl3 oieOueTi yuriaepi skone Kazakcran myseiinepineri kiiemaep
TypaJibl XKapusulaHFaH MaTtepurasiaap naiaanansuiasl. Kasak kinemaepi GopMalbIK-CTHIIBIIK, CalbICTBIPMAaIbI-
THUIIOJIOTUSUTBIK, CEMAHTHKAJIBIK )KOHE TapUXH-IePEKTaHyIbIK d/licTep apKbuUIbl Tajuaanbl. KineMHiH opTabK
aJlaHbl MEH XXMEKTEPiHIH KYPbIIbIMBIHA, OF0-OPHEKTEP/1iH OpHAJIACy TIPTiOiHEe, FeOMETPHUSUIBIK KOHE 300MOPPTiK

* Cite us correctly:
Y. Tursunova. Kazakh Carpets: Artistic Heritage and Cultural Memory // "Keruen". - 2026. No. 3, (92 vol.). - B.
391-401. https://doi.org/10.53871/2078-8134.2026.3-24.
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capbIHAP/IbIH KaliTaJaHybIHA, COHAAM-aK KbI3bLI, Capbl, )KAChLI )KOHE KYHI'IPT TYCTEP/iH KOPKEMIIK KbI3METiHEe
Haszap aynapbuiabl. COHbIMEH Oipre TYKTi )OHE TaKbIp KUIeMICP/iH TOKbLUTY epeKIIeTiKTepi KapacThIPbUIIbL.
3epTTey HOTWKECIHAE Ka3aK KiIeMiHIH TeK TYPMBICTHIK OYiBIM HEMece COHJIIK OHEp TYBIHABICH OOIMaraHbl
aHbpIKTangbl. O KbI3 JKacaybIHbIH MaHBI3/IbI OO peTiHle OTOACBIHBIH OJEYMETTIK JKaFlaliblH TaHBITKAH,
CBIif ajMacy MEH JOCTYpili KYKBIKTBIK ©TeM Ke3iHAe KYH/bI 3aT PeTiH[e KOJIaHBUIFAH JKOHE CaJTaHaTThI
KubIHAapAa Oenenain Oenricine aiinanran. KinemHiH jkacanyblHa oienaepiH YKbIMABIK eHOeri, mebepiri
MeH KOpKeMIiK Toxipubeci sxuHakTanran. COHABIKTAH 0J1 0TOACHI, OYJIET JKOHE KaybIM Typasibl MOJICHH KaAThl
CaKTaWTbIH KOPKEM Mypa KbI3METiH aTKapraH. 3epTTeyIiH FhUIBIMU JKaHAJIbIFbl Ka3aK KiIEMiH OI0-@pHEKTep
JKUBIHTBIFBI PETIH/IC FAHA eMeC, OHBIH KOPKEM/IIK KYPBUIBICI, TOKY TEXHOJIOTHSCHI, QJICYMETTIK KbI3METI JKOHE
MO/ICHH JKaJbl ©3apa OailIlaHBICKAH TYTac OHEP TYBIH/BICHI PETiH/IE KapacThIpy/aH KOpiHesi.

Anzvic: ABTOp OCBI 3epTTEY/li XKY3ere achlpyra Heri3 OOIFaH KapUsJIaHFaH KAaTalortap MEH FbUIBIMH
eHOeKTep/Ii YChIHFaH My3eiiiep MeH 3epTTeyLIiiepre aIFbIChiH Olipe/i. 3epTTey ChIPTKbI KapXKbUIAHABIPYChI3
OpPbIHAIIIBI.

Kinm co30ep: xa3ax Kinemi, COHIIK-KOIIaHOAbI OHED, KOPKEM KOMITO3HIIHS, MOICHH JKa Ibl.
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Ka3zaxckuii KoBEp: Xy10:KeCTBEHHOE HAacJIeile U KYJIbTYPHas NaMsATh

Annomayua. B crarbe uccienyercs XyHLOKECTBEHHOE M KyIbTYpHOE 3HAYEHHE Ka3aXCKOro KOBpa B
tpaaunmonHoM obmectse X VIII-XIX Bexos. Llens mcciienoBanus — onpeaeanTb, KaKUM 00pa3oM MaTepHall,
TeXHMKAa TKa4eCTBa, KOMIIO3HMI[IOHHOE IIOCTPOCHUE, OpHAMEHTAIbHBIE MOTHBHI, IIBETOBAs ramMma u cdepa
HCTIONB30BaHMUsT KOBpa (OPMHPOBATIH €ro XylOXKECTBEHHOE cojepxkaHne. B xoxme wncciemoBaHus Obumn
HCTIONIB30BaHbI HCTOPHIECKUE JOKYMEHTHI, ITyTeBbIE 3alTUCKHU ITyTEIIECTBEHHUKOB, HICTOYHHUKH TI0 Ka3aXCKOMY
0OBIYHOMY TIPaBy, 00pa3Ibl YCTHOTO HAPOIHOTO TBOPUECTBA, @ TAKIKE OITYyOIMKOBAaHHBIE MAaTEPHAJIbl O KOBPax,
xpansmuxcss B My3esx Kaszaxcrana. Kasaxckme KOBpBHI NpOaHAIM3HPOBAHBI C NPUMEHEHHEM (hOpMalbHO-
CTHJIMCTUYECKOIO, CPABHUTEIbHO-THIIOJOIMYECKOr0, CEMAaHTHYECKOIO U HCTOPHKO-UCTOYHUKOBEIYECKOIO
MeTo0B. Oco00e BHUMAHHE y/IeNICHO CTPYKTYPE IEHTPATEHOTO MOJIS M KalMBI KOBPA, TPUHIIAIIAM PACIIOIOKEHHUS
OpPHAMEHTOB, TIOBTOPSIEMOCTH T€OMETPHIECKUX H 300MOP(HBIX MOTHBOB, a TAKXKE XyI0KECTBEHHON (PyHKIHN
KpacHOTO, XENTOro, 3eJIEHOr0 M TEMHBIX IBEeTOB. Kpome TOro, paccMOTpEHBI 0COOCHHOCTH H3TOTOBIICHHMS
BOPCOBBIX M 0€3BOPCOBBIX KOBPOB. Pe3ynbTaThl HCCIEOBAHMS MOKAa3allH, YTO Ka3aXCKUH KOBEP SBISICS HE
TOJIKO TpeaMeToM OBbITa WM IIPOHM3BEACHHEM JIEKOPATHBHO-NIPUKIIAJHOTO HCKyCCTBAa. Bymyunm BaxHOI
YacThIO MPUJAHOIO HEBECTHI, OH OTPaKaJl COLIMAIBHOE MOJ0KEHHE CEMbH, UCIIOIB30BAJICS KaK LICHHAs BEllb
npu oOMeHe JlapaMy M BBIIUIaTe BO3MEIICHUS B paMKaX TPaJAUIMOHHOTO IIPaBa, a TAKXKE CIY>KHJI CHMBOJIOM
MIPECTIka BO BpeMsl TOPXKECTBEHHBIX COOpaHWH. B co3maHmmM KoBpa BOIUIOMIAINCH KOJUIEKTHBHBIH TPYI
JKEHIIMH, UX MAaCTE€PCTBO U XyHOXKECTBEHHBIH ONBIT. [T03TOMYy KOBED BBICTYIAT Xy/I0)KECTBEHHBIM HACIEANEM,
COXPAaHSIOMNM KyJIBTYPHYIO ITaMsITh O ceMbe, pojie U obuuHe. HaydHast HOBH3HA HCCII€I0BAHUS 3aKIIF0IAeTCs
B PACCMOTPEHHMH Ka3aXCKOTO KOBpa HE TOJIBKO KaK COBOKYITHOCTH OpPHAaMEHTAJIBHBIX MOTHMBOB, HO M Kak
LIEJIOCTHOTO [IPOM3BEICHUS HCKYCCTBA, B KOTOPOM B3aHMMOCBA3aHBI XYJ0>KECTBEHHOE II0CTPOEHHE, TEXHOIOT U
TKa4eCTBa, COIMANBHBIC (YHKINH U KYIbTYpHAs IaMsTh.

Brazooapuocms. ABTOp BhIpakaeT 0JarolapHOCTh My3€sM M HCCIIEOBATENISIM, YbH OMYOIMKOBaHHBIC
KaTaJIOTH U HAay4HbIE TPYAbl MOCIYKUIM HCTOYHUKOBONH OCHOBOM [UIsl JaHHOro uccienosanus. Mcceienosanue
BBIMTOJTHEHO 0€3 BHENTHEro (pUMHAHCHPOBAHUSL.

Kniouesvle cnoea: xa3axckuii KOBEpP, HEKOPAaTUBHO-TIPHKIAJHOE MCKYCCTBO, XYAOKECTBEHHAs
KOMIIO3HIIHSA, KyIbTypHAs aMsTh.
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1. Introduction

The study of Kazakh material culture has long been shaped by ethnographic description
and the classification of craft techniques. Felt objects, leatherwork, jewellery and woven
textiles were commonly discussed in terms of use, regional distribution and ornament. This
scholarship documented an endangered visual tradition, but it also encouraged a division
between the object’s form and its social biography. For art history, the key problem is not
simply what a carpet was used for, but how weaving structure, proportion, rhythm, colour
and motif transformed wool into an image-bearing surface. The carpet should therefore
be read as a designed visual whole: a central field framed by borders, organized through
repetition and contrast, and activated by the conditions in which it was displayed. Material-
culture theory remains useful here because artistic value was produced not only in making
but also in circulation, ceremony and recollection (Mauss, 1925; Appadurai, 1986).

Kazakh carpets include pile and flatwoven forms produced from wool and, in some
examples, cotton threads. They insulated and articulated the interior of the dwelling, covered
floors, hung on walls and accompanied movement between seasonal settlements (Alimbay,
2012a: 302). Yet these functions were also visual. A carpet created a bounded ornamental
plane within the flexible architecture of the yurt; its scale, dense surface and chromatic
contrasts reorganized interior space. Pile structure intensified colour and tactile depth,
while flatweave emphasized linear rhythm and the clarity of stepped geometric forms. The
main centres of production were associated with the Syr Darya, Southern Kazakhstan and
Jetisu, where settled and semi-settled environments supported specialist weaving practices
(Zhanibekov, 2011: 31).

The artistic language of these textiles was inseparable from their movement through
society. A technically accomplished and visually coherent carpet could form part of a
bride’s trousseau, enter ceremonial gift exchange, accompany prizes at feasts and horse
races, or appear in compensation practices. Such contexts gave the ornament visibility and
made quality publicly legible. Composition and colour therefore did more than decorate a
useful textile: they communicated the household’s labour resources, the weaver’s mastery
and the prestige of those who owned, displayed or presented the object.

The relevance of'this study lies in bringing the analysis of visual form into closer relation
with production and social use. Technical classification and motif cataloguing document
important features, but do not by themselves explain how artistic qualities acquired
meaning in exchange and display. Combining formal-stylistic analysis, source criticism
and ethnohistorical reconstruction offers three advantages: it relates texture and technique
to compositional choices; distinguishes documented uses from symbolic interpretation; and
explains how the same object could acquire different meanings in domestic, ceremonial and
legal settings. The methodological contribution lies in this integration, rather than in the
invention of new individual methods. It also provides a basis for museum descriptions that
connect formal features with provenance and contexts of use.

Cultural memory is understood here as the transmission of shared knowledge, values
and obligations through material forms and repeated practices. This perspective helps
explain how carpets connected inherited visual patterns with weaving skills and social
relationships. Composition and colour provided a repertoire for reproduction; collective
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making transmitted practical knowledge; and trousseau preparation, ceremonial giving and
compensation associated objects with kinship and honour. Studying these relationships
makes it possible to examine the carpet’s role in cultural transmission without assigning
a fixed symbolic meaning to every motif. In this article, cultural memory serves as an
interpretive framework for the published material and historical accounts, rather than as a
claim that each carpet preserves a recoverable record of particular events.

The aim of this article is to interpret the Kazakh carpet as an artistic system and a
medium of cultural memory in eighteenth- and nineteenth-century traditional society. Four
objectives follow from this aim: to identify the relationship between weaving technique
and visual form; to analyse the organization of field, border, motif, rhythm and colour; to
determine how ceremonial and legal circulation affected the perception of artistic value;
and to trace the late nineteenth-century shift from socially embedded textile to market
commodity and heritage object. The article’s contribution is an integrated reading in which
formal qualities and social functions are treated as mutually constitutive rather than as
separate subjects.

The chronological scope of the study covers the period from the early eighteenth
century to the final decades of the nineteenth century. This period was marked by post-
Dzungar recovery, the continued vitality of traditional institutions and their gradual
transformation under imperial influence (Kasenova, 2018: 31). Geographically, the study
focuses on historical Southern Kazakhstan, including Turkistan, Shymkent, Kyzylorda,
Taraz and Zhetisu. The carpet-weaving traditions of these regions make it possible to
examine Kazakh material culture and social history in close connection with one another.

2. Research Methods and Materials

The source base of the study consists of several groups of materials. The first group
includes works by nineteenth-century Kazakh intellectuals. Among them are Y. Altynsarin’s
essay on Kazakh matchmaking and marriage customs (Altynsarin, 1870), as well as Sh.
Valikhanov’s ethnographic notes and historical-cultural observations (Valikhanov, 1985).
These sources are important for understanding family relations, customary norms and
social obligations in traditional Kazakh society.

The second group comprises the writings of Russian imperial officials, travellers
and researchers. In particular, the study draws on A. Dobrosmyslov’s work on the Turgay
region (Dobrosmyslov, 1904), A. Levshin’s three-volume description of the Kazakh steppe
(Levshin, 1832), and materials of the Imperial Russian Geographical Society. These works
contain valuable information on Kazakh everyday life, economy, customary law, material
culture and exchange practices.

The third group consists of Kazakh oral and literary traditions. Special attention is
given to the political and social poetry of Bukhar Zhyrau, preserved in the collection Bes
Gasyr Zhyrlaidy (1989: 384). The study also draws on Makhambet Otemisuly’s poem
“Qaly kilem, qgara nar” (Otemisuly, 2002: 60). Materials of oral tradition help to reveal
traditional ideas about honour, obligation, gift-giving, prestige and social relations.

The material corpus consists of published descriptions and reproductions of carpets
in the collections of the Central State Museum of the Republic of Kazakhstan (Alimbay,
2012b; Alimbay, 2020). Because inventory-level technical data and provenance are
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unevenly published, the article does not claim a complete catalogue or direct attribution
of individual objects. Instead, it analyses recurrent formal features documented across
museum-based scholarship: pile and flatwoven structures, field-and-border organization,
modular medallions, horn-derived and geometric motifs, and dominant colour relationships.

Methodologically, the study combines formal art-historical analysis, comparative-
typological analysis, semantic interpretation and critical source analysis. Formal analysis
addresses scale, proportion, field-border hierarchy, symmetry, repetition, contour,
colour contrast and surface texture. Comparative-typological analysis distinguishes pile
and flatwoven solutions and considers regional preferences without assigning a motif
mechanically to a single clan. Semantic interpretation relates recurring forms to culturally
documented concepts while avoiding fixed one-to-one readings unsupported by provenance.
Critical source analysis assesses the date, authorship and colonial or institutional viewpoint
of written evidence.

Ethnohistorical reconstruction is used to place visual objects within the settings in
which they acquired meaning: the yurt interior, a bride’s trousseau, compensation, gift
exchange, migration and public ceremony. This contextual approach helps explain why the
same carpet could operate as furnishing, image, valuable property and mnemonic object. It
also prevents ritual references from being reduced to decorative symbolism alone.

The unit of analysis is therefore not an isolated motif but the relationship among
technique, composition, colour and use. Density, pile height, dimensions and material
composition indicate labour and tactile effect; the arrangement of the central field and
border reveals visual hierarchy; repetition generates rhythm; and display or exchange
converts these formal properties into socially recognized value. This method aligns the
article with ethno-art studies at the intersection of art history and ethnography.

2.1 Materials

The historiography of Kazakh carpet weaving may be divided, in broad terms, into
three main periods. The first is the period of Russian imperial ethnography, from the
mid-nineteenth to the early twentieth century. During this period, the earliest systematic
written accounts of Kazakh material life were produced. Members of the Imperial Russian
Geographical Society and other Russian imperial researchers, including A. Dobrosmyslov
(1904), left valuable descriptions of Kazakh everyday life, customary practices, legal
norms and material culture. The importance of these sources lies in their contextual
character. Imperial observers did not describe the carpet only as a handicraft object; they
often mentioned it in connection with blood compensation, bride-price, a bride’s trousseau,
gifts presented at feasts and weddings, and prizes awarded in horse races. For this reason,
their materials make it possible to consider the economic, legal and status-related functions
of the carpet within a wider social setting. At the same time, these works must be used
critically, since they were written within the framework of colonial administration and
often reflected Orientalist assumptions and the perspective of an outside observer.

The second period is associated with Soviet ethnography. In this period, Kazakh
handicrafts, including carpet weaving, were studied more thoroughly from technical,
typological and artistic perspectives. The work of M. Mukanov (1979), as well as O.
Zhanibekov’s studies (1982; 2011), occupy an important place in describing carpet-
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weaving techniques, the continuity of craft traditions, ornamental systems and regional
features. However, under Soviet ideological conditions, scholarly attention was directed
mainly toward artisanal labour, folk creativity and the artistic qualities of the object. As a
result, the role of the carpet in customary law, prestige economy and the regulation of social
relations remained outside the main focus of analysis.

Research since independence has increasingly reconsidered Kazakh textiles through
symbolism, regional specificity, museum heritage and living craft. Alimbay’s museum-
based typology clarified the relationship among type, composition and semantics (Alimbay,
2020). Studies of ornament have also emphasized the transformation of inherited forms in
contemporary decorative art (Zhubanova, 2021). More recent scholarship has sharpened
the art-historical agenda. Shaygozova’s study of endangered pile-carpet weaving connects
artistic continuity with safeguarding and intergenerational transmission (Shaygozova,
2023). A semiotic analysis of Kazakh ornament treats recurring forms as an ethno-symbolic
code but also cautions that meaning emerges within a broader visual system (Shaygozova
et al., 2024). In 2025, regional and intraethnic studies proposed a differentiated approach
based on technique, compositional structure and colour rather than motif names alone
(Shaygozova, 2025a; 2025b). These works make it possible to move beyond a purely
socio-economic reading. The remaining gap concerns how formal organization and social
circulation jointly generated artistic authority in the eighteenth and nineteenth centuries;
the present article addresses that relationship.

3. Discussion

The findings demonstrate that the artistic and social dimensions of the Kazakh
carpet are analytically distinct but historically inseparable. Technique transformed fibre
into a textured surface; composition transformed that surface into a coherent image; and
circulation made artistic quality publicly meaningful. In a bride’s trousseau, the carpet
embodied value within marriage exchange and made women’s collective labour visible.
In compensation and gift exchange, its portability, durability and visual distinction made it
suitable for restoring relations or confirming honour. At feasts, weddings and horse races,
display turned pattern, colour and scale into a public language of prestige.

The historical evidence helps distinguish the carpet’s different contexts of value.
Altynsarin describes a wealthy bride’s trousseau containing up to fifty carpets, including
twenty large, particularly valuable pile carpets (Altynsarin, 1870: 105). Read alongside
Levshin’s account of marriage exchange, this example connects textile wealth with relations
between affinal lineages (Levshin, 1832: 99—-100). Zhanibekov’s observation that a pile
carpet was rarely completed by one woman alone further links its value to the organisation
of collective labour (Zhanibekov, 2011: 31).

Compensation offers a different context. Accounts of qun describe restitution as part
of the regulation of relations between lineages (Kenzhaliev, 1996; Levshin, 1832: 174).
Dobrosmyslov records a carpet among the objects included in suiek qun in the Turgay region
(Dobrosmyslov, 1904: 67). This establishes its inclusion in a documented compensation
practice; the interpretation of that inclusion as a means of restoring social balance is the
present study’s reading of the evidence.

The place of the carpet in the trousseau can also be interpreted through the theory of
gift exchange. Drawing on M. Mauss’s theoretical framework, the carpet in the trousseau
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may be understood as a form of “total prestation™: it represented economic value, social
status and a material means of strengthening relations between affinal lineages at the same
time (Mauss, 1925: 38). Thus, the meaning of the carpet was not measured only by its price.
It functioned as an object that strengthened new kinship ties, defined social obligations
between two families and displayed the honour of the bride’s side.

The display of carpets as prizes and gifts at feasts, weddings and horse races is close
to what T. Veblen described as “conspicuous consumption”, since the carpet functioned as
a means of publicly displaying wealth and confirming social status (Veblen, 1899: 68). In
Kazakh society, however, such display did not refer only to an individual. It represented
the prestige of an entire family or lineage. The women’s labour invested in the carpet, the
wealth that made its public display possible and the ability to present it as a gift or prize all
demonstrated the social strength of a lineage. In this way, the carpet became a material sign
through which prestige was both displayed and publicly recognised.

The political and symbolic meaning of the carpet is also reflected in Kazakh oral and
literary traditions. Bukhar Zhyrau, the counsellor of Abylai Khan, presents the qaly kilem as
a sign of high status in his poetic description of migration: “Kosher edin kosh bastap /
Koshkeninde gigashtap / Qatar-qatar nar tirkep / Qaly kilem zhaptyryp” (“’You would lead
the migration, moving along a winding course, lining up the camels in rows and covering
them with fine pile carpets”) (Bukhar Zhyrau, 1989: 384). A similar association appears in
Makhambet Otemisuly’s poem: “Qaly kilem, qara nar / Zharasady qatarga / Aruana zhisan
zharasar / Uly kunde saparga” (“A fine pile carpet and a black camel make a fitting pair;
gathered female camels are well suited for a journey on a great day”) (Otemisuly, 2002:
60). In both poetic descriptions, the qaly kilem is presented not as an ordinary household
textile but as a visible sign of ceremonial migration, prosperity and social prestige.

This integrated interpretation helps explain how carpets could transmit cultural
memory as their contexts of use changed. The expansion of market exchange introduced
new forms of circulation, while earlier associations could remain attached to the objects.
The transmission of weaving skills could preserve knowledge of motif construction,
counting, colour sequence, tension and proportion, together with the occasions for which
carpets were made. Cultural memory can thus be understood as sustained through visual
forms, practical skills and social use.

For museum and heritage studies, the implication is practical. Catalogues and
exhibitions should document not only object name, material and approximate date, but also
structure, knot or interlacing technique, field-border scheme, palette, motif transformation,
repair history, provenance and contexts of use. Digital enlargement can reveal technical
details, while oral testimony from living weavers can reconnect museum objects with
embodied knowledge. The safeguarding perspective developed by Shaygozova (2023) is
crucial: preserving a carpet without supporting the skills and vocabulary that produced it
protects the object but not the full artistic tradition.

4. Results

The analysis identified five recurrent relationships between the visual structure of
Kazakh carpets and their contexts of use.

First, weaving technique shaped texture and pattern definition. Pile weaving produced
a dense surface with saturated colour and softened contours; flatweaving favoured sharper
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transitions and stepped geometric forms. The contrast concerned the visual treatment of
motifs as well as the physical structure of the textile.

Second, field-and-border organisation established compositional hierarchy. Central
medallions, modular units, lattices or directional rows organised the field, while borders
framed it. Symmetry and repetition maintained order; variations in spacing, contour and
colour differentiated repeated units.

Third, ornamental meaning depended on compositional relationships. Horn-derived
forms could be mirrored, joined or adapted into angular units. Their placement, scale and
repetition shaped their visual role, so a motif name alone did not explain its function within
the carpet.

Fourth, colour contrastreinforced the legibility of the pattern. Red-dominated fields were
articulated by yellow and green accents and dark outlines that separated adjoining shapes.
These relationships coordinated attention with ornamental rhythm (Mammadsadigova,
2020).

Fifth, social circulation gave carpets distinct forms of recognised value. In bridal
trousseaux, they represented household resources and textile labour (Altynsarin, 1870:
105). Their documented inclusion in suiek qun connected them with compensation
practices (Dobrosmyslov, 1904: 67), while ceremonial gifts and coverings for prize
animals made prestige publicly visible (Zhanibekov, 2011: 65). In the second half of the
nineteenth century, these uses increasingly coexisted with market exchange and formal
craft instruction (Kasenova, 2018: 61; Asanova et al., 2012: 10). Together, the findings
support an interpretation of cultural memory as transmitted through visual patterns, weaving
knowledge and recurring practices of exchange and display.

5. Conclusion

The study concludes that the Kazakh carpet of the eighteenth and nineteenth centuries
should be understood as a unified artistic system. Pile and flatwoven techniques generated
different textures and formal possibilities; field-and-border organization created hierarchy;
modular repetition established rhythm; and the interaction of saturated colours with dark
contours secured visual clarity. Ornament operated relationally, acquiring meaning through
composition and use rather than through isolated motif names.

The historical accounts link carpets with bridal trousseaux, compensation, ceremonial
gifts, migration and public competitions. In these settings, textile labour and artistic quality
contributed to family standing and lineage honour. Their growing market circulation in the
nineteenth century added another context of value alongside established uses.

With regard to cultural memory, the analysis supports three connected conclusions.
Visual memory was sustained through recurring compositional patterns and colour
relationships; practical memory through the transmission of weaving skills; and social
memory through the carpet’s participation in trousseaux, ceremonial exchange and
compensation. These findings suggest that cultural meanings could persist as the contexts
of use changed. They do not establish uninterrupted continuity for every object or region.
The study’s contribution is to relate these forms of transmission to the carpet’s artistic
structure and documented social uses, with implications for preserving both objects and
craft knowledge.

398 M.O. 9ye308 ambiHOaFbl Ddebuem icaHe 6Hep UHCMUMYmul "Kepyen" | Ne3, 92-mom, 2026



"Keruen" scientific journal N3, 92 vol, 2026 ISSN: 2078-8134 [ elSSN: 2790-7066

The scientific novelty of the article lies in combining formal-stylistic analysis with
the social biography of the object. This approach avoids two reductions: treating the
carpet only as an ethnographic household item or treating ornament as a self-contained
symbolic code. For future research, inventory-based comparison, dye and fibre analysis,
high-resolution documentation and recorded interviews with weavers are needed. Such
work would support more reliable attribution, clarify regional clusters and strengthen the
presentation of Kazakh carpet weaving as living artistic heritage.
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