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NATIONAL COSTUME AS AN IDEA
AND CULTURAL ESSENCE

The study of national costume is a topical task in the context of preserving cultural traditions and
adapting them to modern times. The article provides a research analysis of the history of national cloth-
ing, reveals the artistic and compositional principles of its organization and aesthetic solution. The eth-
no-traditional features of the evolution of national costume as an exceptional type of arts and crafts, as
well as methods of integrating national motifs into modern fashion are considered.

The scientific concept of “national costume” is defined and the following terms are differentiated:
“folk costume”, “ethnic costume”, “traditional costume”. The need for a comprehensive interdisciplinary
study of ethnic costume, its role in the formation of ethnocultural identity, intercultural communica-
tion and ideological attribution of the nation is substantiated. The functional and semiotic polysemy of
clothing, as well as its significance in the social structure of society, are analyzed. Key words: National
costume, traditional costume, evolution of costume, ethnocultural identity, intercultural communication,
arts and crafts, semiotics of clothing, ideological attribution.

Keywords: national costume, traditional costume, evolution of costume, ethnocultural identity, in-
tercultural communication, arts and crafts, semiotics of clothing, ideological attribution.
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YATTbIK, KUiM MAES )KdHEe MIAEHUEHTTAHYAbIK, M3H peTiHAe

YATTbIK, KOCTIOMA| 3epTTey — MOAEHM ASCTYPAEPAI CaKTar, OAapAbl Kasipri 3amaHra 6eiliMAeyAiH
©3eKTi MiHAETTepiHiH Oipi. MakaAaaa YATTbIK, KMIM TapuXbiHa 3€PTTEY >KYPri3iAin, OHbIH KOPKEMAK-
KOMMO3MUMSIABIK,  YMUBbIMAQCTbIPbIAYbl MEH 3CTETUKAAbIK LUELiMAEpi  allibil  KepceTiAeAi. YATTbIK,
KMIMHIH 3THOASCTYPAIK €peKLUEAIKTEepi, OHbl COHAIK-KOAAAHOAAbI ©HEPAIH epekile Typi peTiHAe
KAAbINTACTbIPYAafbl 3BOAIOLIMSCHI KApacTbipbiAaAbl. COHbIMEH KaTap YATTbIK, HaKbllLTapAbl 3aMaHayu
COHre eHri3y TaCiAAepi TaApAaHaAADI.

«YATTbIK, KOCTIOM» YFbIMbIHA FbIAbIMM aHbIKTama OepiAin, «yYATTbIK KOCTIOM», «3THOKOCTIOM»,
«ADCTYPAI KOCTIOM» CUSIKTbl TEPMUHAEPAIH alblpMalLibIAbIKTApbl CapaAaHaAbl. DTHOKOCTIOMA| KeLIEeHA]
NMoHaPaAbIK, 3ePTTEYAIH KaXKETTIAIM HEri3A€AIN, OHbIH 3THOMOAEHN BGipErenAiKTI KaAbINTaCTbIPYAAfbl,
MOAEHMETAPAAbIK, KOMMYHMKALMSIAAFbI >KOHE YATTbIH MAEOAOTMSABIK,  aTPUOYLMSICbIHAAFbI  POAI
arKblHAAAaAbI. CoHAAM-aK, KMIMHIH, (pYHKUMOHAAABIK, XKOHE CEMMOTMKAABIK, KOMMaFbIHAABIAbIFbI, OHbIH
KOFAMAAFbl 9AEYMETTIK KYPbIAbIMAAFbI MaHbI3bl 3€pPTTEACAI.

Ty#iH ce3aep: YATTbIK, KOCTIOM, ASCTYPAI KOCTIOM, KOCTIOM 3BOAIOLIMSICbI, STHOMBAEHM Biperenaik,
MOAEHMETAPAAbIK, KOMMYHMKALIMS, COHAIK-KOAAAHOAABI 6HEp, KMIMHIH CEMMOTMKACDI, MAEOAOTUSIABIK,
atpunbyums.
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National costume as an idea and cultural essence
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Hal_l,MOHa/\belﬁ KOCTIOM KaK UA€es U KYAbTYPOAOrnyeckasi CYLLUHOCTb

M3yueHre HauMOHAAbHOIO KOCTIOMA MPEACTaBASeT COOOM aKTyaAbHYIO 3aAauvy B KOHTEKCTE CO-
XpaHeHus KyYAbTYPHbIX TPAAMLMIA U MX apanTaumy K COBPEMEHHOCTU. B cTaTbe MPOBOAMTCS UCCAEAO-
BaTeAbCKMI aHAAM3 UCTOPUM HaLMOHAAbHOM OAEXAbI, PACKPbIBAIOTCS XYAOXECTBEHHO-KOMMO3ULIMOH-
Hble MPUHLMIbI ee OpraHM3aumm M 3CTETUYECKOro pelleHns. PaccMaTpmBalOTCs STHOTPAAMLMOHHbIE
0CO6EHHOCTH 3BOAIOLIMM HAPOAHOIO KOCTIOMA KakK MCKAIOUMTEABHOTO BUAQ AEKOPATUBHO-NPUKAAQAHOIO
MCKYCCTBA, a TakxKe NpueMbl MHTerpaumm HauMOHAAbHbIX MOTMBOB B COBPEMEHHYIO MOAY .

OnpeaeAsieTcsl HayuHOe MOHSITUE «HALMOHAAbHbIN KOCTIOM» 1 MPOBOANTCS AMdcpbepeHumaLms Tep-
MMHOB: «HAPOAHbIN KOCTIOM», «3THOKOCTIOM», «TPAAMLIMOHHbIN KOCTIOM». OBGOCHOBbIBAETCSl HEOHX0AM-
MOCTb KOMMAEKCHOIO ME>XKAUCLIUMAMHAPHOIO MCCAEAOBAHMS STHOKOCTIOMA, €ro POAb B (DOPMUPOBaHUM
STHOKYABTYPHOM MAEHTUUYHOCTM, MEXKYAbTYPHOM KOMMYHUKALIMU U MAEOAOTMYECKOM aTpnbyumm Ha-
umMn. AHaAMsMpyeTcst (hyHKLIMOHAABHAS M CEMUOTMYECKasi MHOrO3HAUYHOCTb OAEXAbI, a TaK)Ke ee 3Ha-
yeHue B COLIMAAbHOM YCTPOMCTBE 06LLeCTBa.

KAtoueBble cAOBa: HaLMOHAABHbIV KOCTIOM, TPAAMLIMOHHBIM KOCTIOM, 3BOAIOLMSI KOCTIOMA, 3THO-
KYAbTYPHasi MAEHTUYHOCTb, MEXKYAbTYPHAsi KOMMYHUKALMS, AEKOPATUBHO-TIPUKAQAHOE MCKYCCTBO,
CEMMOTHMKA OAEXKADI, MAEOAOTMYECKas aTpUOyLMS.

Introduction

The national costume is a fundamental compo-
nent of the cultural heritage of nations worldwide. It
is not merely a collection of clothing, footwear, and
accessories but a reflection of complex historical
processes, ethnic traditions, artistic preferences, and
the level of craftsmanship of a particular era. The
study of national costume allows for a deeper under-
standing not only of the cultural codes of a specific
people but also of the mechanisms of ethnic identity
formation and the connections between traditions
and contemporary fashion trends.

Traditional attire has always been a powerful
tool for conveying cultural values and social infor-
mation. Patterns, colors, and silhouettes encode de-
tails about status, age, marital status, and affiliation
with a particular social or ethnic group. For exam-
ple, in traditional Kazakh costumes, red symbolized
vitality, green represented youth and freshness, and
gold embroidery indicated the owner’s high social
standing. Such symbolic elements allow the national
costume to be viewed not only as a utilitarian ob-
ject but also as a unique text that can be deciphered
through the lens of semiotics.

The development of national dress has been
shaped by numerous factors, including climate con-
ditions, natural resources, economic structures, re-
ligious beliefs, and interactions with other cultures.
In an era of globalization and mass clothing produc-
tion, preserving unique ethnic traditions is becom-
ing increasingly challenging, making the study of
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national costume particularly significant. Contem-
porary designers frequently draw inspiration from
ethnic motifs, striving to adapt them to current
trends and, in doing so, extend the life of traditional
clothing forms.

This study examines the national costume as a
crucial element of cultural heritage, a means of self-
expression, and a tool for preserving ethno-cultural
identity. Special attention is given to its evolution,
transformation in response to changing social re-
alities, and integration into modern fashion. The
research also explores the role of national costume
in intercultural communication, its influence on eth-
nic identification processes, and the mechanisms by
which traditions are passed down to future genera-
tions.

Relevance of the topic of articles, goals and
objectives

The national costume is an important cultural
and ideological attribute of an ethnic group, serving
as a means of expressing identity and preserving the
continuity of traditions. The relevance of this study
is driven by the growing interest in cultural heritage
amid globalization and political processes, particu-
larly among the younger generation. The primary
objective of the research is to analyze the evolution
of the national costume, its role in shaping ethno-
cultural identity, and its influence on contemporary
fashion as a means of expressing national identity.
The study’s key tasks include:
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- Differentiating the fundamental concepts of
traditional costume,

- Examining its historical transformations,

- Exploring its socio-cultural significance.

Methods and methodology

- The study is based on an interdisciplinary ap-
proach that incorporates elements of cultural stud-
ies, anthropology, sociology, and art history. The
research methodology includes:

- Historical analysis — to trace the development
of the national costume; Comparative analysis — to
identify differences and similarities between ethnic
costumes; Semiotic analysis — to interpret the sym-
bolic meanings of costume elements; Case stud-
ies — to examine the integration of traditional motifs
into contemporary fashion.

Literature review

The analysis of academic and popular literature on
costume studies reveals a wide range of approaches to
examining clothing as a cultural phenomenon. Ortega
y Gasset (2000) and Baiburin (2007) explore tradition-
al costume from a semiotic perspective, highlighting
its connection to cultural heritage. The works of Hol-
lander (1994) and Racinet (2018) provide a historical
and aesthetic analysis, tracing the evolution of costume
in Western fashion. In the context of Kazakh culture,
the research of Asanova (2024) and Shaigozova &
Naurzbaeva (2023) is particularly significant, as they
examine national dress and its symbolic meanings. The
practical aspect of contemporary fashion is reflected
in Vogue archives and specialized platforms such as
Spottedfashion, which showcase the influence of tradi-
tional motifs on modern collections.

Results and discussion

Definition and Differentiation of Concepts

The national costume is a complex socio-cul-
tural phenomenon that requires clear terminologi-
cal differentiation. Researchers distinguish several
categories:

- Folk costume — traditional clothing that reflects
the material culture of a particular ethnic group.

- National costume — a symbolic element of na-
tional identity used in official and festive contexts.

- Ethnocostume — a synthetic concept that com-
bines traditional, historical, and modern elements of
national dress, used in various cultural and social
contexts.

Historical Evolution and Semiotics of National
Costume

The formation of national dress was influenced
by natural, social, economic, and ethno-cultural fac-
tors. For example, in traditional Kazakh culture, cos-
tume played not only a utilitarian but also a status-
defining role. Women'’s clothing featured intricate
embroidery, silver jewelry, and rich fabrics. Out-
erwear such as the shapan and kamzol emphasized
social standing. Costumes transmit cultural values,
mythological representations, and social norms that
have developed over centuries.

Each element of a traditional costume carries
symbolic meaning. Patterns, ornaments, and colors
in clothing reflect the worldview of a people. In Ka-
zakh tradition, red symbolizes vitality and wealth,
while embroidery on wedding robes conveys family
values and traditions.

Clothing also served communicative functions,
conveying information about status, age, and social
position. [Ortega y Gasset, 2000] Kazakh women’s
headwear, such as the saukele and kimeshek, indi-
cated marital status and tribal affiliation. In other
cultures, headwear also played an important ritual
role. For example, in Russian traditional dress, the
kokoshnik symbolized a married woman, while in
Japanese culture, an individual’s social position was
expressed through the form and decoration of the
kimono. [A.K. Baiburin, P.G. Bogatyrev, 2007] [M.
Sichel, 1990]

When examining the socio-philosophical aspect
of'national costume, it is crucial to study its influence
on an individual’s social self-identification within a
group. A. Hollander identifies two approaches: in
some cultures, clothing emphasizes individuality,
while in others, it erases personal traits, creating a
unifying effect. According to her, the first approach
is characteristic of the peoples of Africa, Australia,
and South America, whereas the second is found
among Central European and Middle Eastern ethnic
groups, where clothing is overloaded with details,
leading to visual depersonalization. Although this
thesis is not a strict rule, Hollander’s approach pro-
vides a valuable tool for analyzing the relationship
between individuality and collectivity in traditional
costumes across different cultures. [A. Hollander,
1994]

Ornamentation plays a significant role in the
symbolism of national costume. Embroidery and
patterns often served a protective function, shield-
ing the wearer from evil spirits and attracting pros-
perity. For example, among the Slavs, symbols of
the sun, earth, and water were widespread, while in
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Central Asian traditions, ornaments conveyed ideas
about the cosmos, fertility, and eternal life. In Ka-
zakh culture, zoomorphic and floral motifs held par-
ticular significance, reflecting the people’s connec-
tion to nature and their nomadic way of life.

In Kazakhstan, clothing was made from silk
and wool fabrics, fur, and leather, giving the na-
tional costume enduring aesthetic and functional
characteristics. The design prioritized comfort for a
nomadic lifestyle while preserving decorative ele-
ments. Various regions of Kazakhstan contributed
to the distinctive features of the national costume.
In the southern areas, where the climate was milder,
lightweight fabrics were used, whereas in the north-
ern regions, warmer materials such as felt and fur
were more prevalent.

Traditional headwear held special significance.
Women’s kimeshek and saukele were adorned with
gold and silver threads, beads, and embroidery,
demonstrating the wearer’s status and marital posi-
tion. Men’s headwear, such as the fymaq and borik,
not only protected against the cold but also symbol-
ized social status.

A. Racinet perceived costume as a key element
that united people from different social classes, re-
flecting their tastes, habits, and status. He explored
not only the history of secular and religious cloth-
ing but also the accessories that complemented and
completed the overall look. Particular attention was
given to jewelry, belts, headwear, and footwear,
which served both decorative and symbolic func-
tions. The author also examined the role of precious
metals and gemstones in clothing decoration, the
use of embroidery and engraving, and the impact of
accessories on the perception of social status across
cultures. [Racinet A., 1994] This meticulous atten-
tion to detail is also evident in the traditional Kazakh
costume, where accessories not only enhanced the
appearance but also carried deep symbolic meaning,
reflecting social status, tribal affiliation, and spiri-
tual beliefs.

The socio-philosophical aspect of national cos-
tume plays a crucial role in studying the influence
of clothing on an individual’s social self-identifica-
tion within a group. A. Hollander identifies two ap-
proaches: in some cultures, clothing emphasizes in-
dividuality, while in others, it erases personal traits,
creating a unifying effect. According to her, the first
approach is characteristic of the peoples of Africa,
Australia, and South America, whereas the second
is typical of Central European and Middle Eastern
ethnic groups, where clothing is heavily adorned
with details, leading to visual depersonalization.
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Although this thesis is not a strict rule, Hollander’s
approach offers a valuable tool for analyzing the
relationship between the individual and the collec-
tive in traditional attire across different cultures. [A.
Hollander, 1994]

Ornamentation plays a significant role in the
symbolism of national costume. Embroidery and
patterns often served an apotropaic function, pro-
tecting the wearer from evil spirits and attracting
prosperity. For example, among the Slavs, symbols
of'the sun, earth, and water were widespread, where-
as in Central Asian traditions, ornaments conveyed
concepts of the cosmos, fertility, and eternal life. In
Kazakh culture, zoomorphic and vegetal motifs held
special importance, reflecting the people’s connec-
tion with nature and their nomadic lifestyle.

In Kazakhstan, clothing was traditionally made
from silk and wool fabrics, fur, and leather, which
provided the national costume with stable aesthetic
and functional characteristics. The design of garments
considered the comfort necessary for a nomadic life-
style while maintaining decorative elements. Various
regions of Kazakhstan contributed to shaping dis-
tinctive features of national attire. In the southern re-
gions, where the climate was milder, lightweight fab-
rics were used, whereas in the northern areas, warmer
materials such as felt and fur predominated.

Traditional headwear held special significance.
Women’s headpieces like the “kimeshek” and
“saukele” were adorned with gold and silver threads,
beads, and embroidery, demonstrating the wearer’s
status and marital position. Men’s headwear, such
as the “tymak™ and “borik,” not only provided pro-
tection from the cold but also served as symbols of
social status.

A. Racinet perceived costume as an essential el-
ement that unites people from different social strata,
reflecting their tastes, habits, and status. He thor-
oughly examines not only the history of secular and
spiritual clothing but also accessories that comple-
mented and completed the image. Particular atten-
tion is paid to jewelry, belts, headwear, and foot-
wear, which played both decorative and symbolic
roles. The author also describes the significance of
precious metals and gemstones in clothing decora-
tion, the use of embroidery and engraving, and the
impact of accessories on the perception of an in-
dividual’s status in different cultures. [Racinet A.,
1994] This attention to detail can also be observed
in traditional Kazakh attire, where accessories not
only complemented the outfit but also carried deep
symbolic meaning, reflecting social status, tribal af-
filiation, and spiritual beliefs.
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Jewelry played a crucial role in Kazakh national
costume, reflecting both aesthetic preferences and
spiritual and social values. An interesting element
was the use of amber, which is not found in Kazakh-
stan but was frequently used in jewelry. This indi-
cates the development of trade along the Silk Road
and active cultural exchange. In some communities,
wealth and power were demonstrated through the
quantity and quality of jewelry encrusted with pre-
cious stones and mother-of-pearl. Turquoise held
special significance, symbolizing protection, good
fortune, and a connection to the sky. Agate, carne-
lian, and jade were also widely used. Jade was con-
sidered a stone of health and longevity, while lapis
lazuli was associated with spirituality and wisdom.
These stones were incorporated into earrings, brace-
lets, rings, necklaces, and chest ornaments. [ Asano-
va S.Zh., 2024]

Silver was the most popular metal in Kazakh
jewelry craftsmanship. It was regarded as a puri-
fying and protective material, making silver jew-
elry not only decorative but also amuletic. Kazakh
artisans, known as “zergers,” enhanced silver’s
“magic” through the shape of the piece, the sacred
meaning of the ornamentation, and the applied tech-
niques. [Shaigozova Zh.N., Naurzbaeva A.B., 2023]
Women wore massive silver belts adorned with
carvings and semi-precious stones, while men had
silver-adorned scabbards and horse harness details.
The melodic sound of silver jewelry served not only
as an aesthetic feature but also as a form of social
interaction. One of the traditional women’s orna-
ments, “sholpy” (braid pendants), was even used
as a means of communication between Abai and
Togzhan during their first encounter, as described
in M. Auezov’s novel “The Path of Abai.” In this
passage, the author depicts the jewelry not just as a
beautiful traditional accessory but as a way for a shy
young girl to express her affection: “She had already
entered and exited her father’s yurt several times,
glancing at Abai now and then. She lived some-
where in the neighboring yurt. The gentle silver
chimes of her sholpy announced Togzhan’s arrival,
like the magical voices of invisible beings flying
ahead of her with joyful news. Everything associ-
ated with her, everything that adorned her, seemed
otherworldly to Abai—unlike anything else around.”
[Auezov M., 2012]

An interesting symbolic ornament was the use
of owl, eagle, and falcon feathers and claws. These
elements were incorporated into headwear and amu-
lets, emphasizing a connection with higher forces,
the sky, and wisdom. The owl, for instance, was

considered a protector against evil spirits, while the
claws of birds of prey symbolized strength, fearless-
ness, and lineage patronage. Such feather bundles
could be displayed externally on clothing or hidden
underneath, serving as talismans.

Thus, Kazakh jewelry carried not only decora-
tive but also profound symbolic significance, em-
bodying beliefs, traditions, and interactions with the
surrounding world.

Kazakh ornaments played an essential role in the
decoration of traditional clothing and jewelry, serv-
ing not only as decorative elements but also as carri-
ers of deep symbolic meaning. Patterns were used to
denote social status, protect against evil spirits, and
transmit cultural values across generations.

In Kazakh clothing, ornaments adorned vests,
coats, headwear, and belts. Women’s attire featured
delicate embroidery with flowing vegetal and geo-
metric motifs symbolizing fertility, prosperity, and
harmony. Men’s clothing typically had stricter,
angular patterns emphasizing strength, masculin-
ity, and a warrior spirit. Embroidery was applied to
sleeves, collars, hems, and belts, serving both deco-
rative and protective functions.

In jewelry, Kazakh ornaments appeared in silver
engravings, gemstone inlays, and carvings. Jewelry
pieces were adorned with symbols reflecting the
worldview of the people. Popular motifs included
spirals representing the infinity of life, zoomorphic
patterns symbolizing strength and protection, and
solar symbols associated with the veneration of the
sun and cosmic energy.

Kazakh ornaments not only enhanced the aes-
thetic appeal of clothing and jewelry but also served
as a powerful cultural code, preserving and transmit-
ting the traditions and beliefs of the people through
generations.

Over the centuries, the national costume under-
went numerous changes, especially in the 19th and
20th centuries when Kazakhstan became part of the
Russian Empire and later the Soviet Union. During
this period, industrialization led to the widespread
use of factory-made fabrics and European styles.
From the mid-19th century, significant transforma-
tions occurred in traditional clothing, particularly in
materials. Foreign factory fabrics increasingly re-
placed both Central Asian and locally produced tex-
tiles. Traditional tones and outer garments made of
horse and goat hides, as well as wrap-around skirts
once common among southern Kazakh women,
gradually disappeared from everyday wear. In the
second half of the 19th century, women’s attire saw
the introduction of knee-length skirts, high-collared
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shirts, and ruffled dresses. The age-specific distinc-
tions in women'’s clothing also began to fade: wed-
ding “saukele” headdresses and ceremonial robes,
once worn throughout the first year of marriage, be-
came exclusively ritual elements.

During this period, the cut and finish of tradi-
tional clothing began to be influenced by urban fash-
ion. The silhouette changed: slanted shoulders, cut-
out armholes, new sleeve shapes, front panels, and
collars appeared. The shirt acquired a slit, button-
holes with stitched loops, and factory-made buttons,
which became an essential feature of the transfor-
mation of traditional costume. [Kalashnikova N.M.,
2016]

However, traditional elements were preserved,
especially in festive and ceremonial attire. Despite
the influence of industrialization and the spread of
European fashion, many traditions persisted, at least
partially, in rural areas of Kazakhstan. Grandmoth-
ers continued to wear silver jewelry such as bilezik
(bracelet), kaptyrma (clasp), and sakina (ring),
which were passed down through generations and
held not only decorative but also symbolic signifi-
cance.

Furthermore, despite the transition from a no-
madic to a sedentary lifestyle, ceremonies following
traditional Kazakh customs continued in villages.
One such preserved ritual was the wedding cere-
mony. Brides wore traditional outfits adorned with
silver elements, embroidery, and national patterns.
The bride’s silhouette resembled a mountain, ac-
companied by a large number of exquisitely crafted
ornaments in the region’s traditional colors (most
commonly red and white, less frequently green). El-
der relatives played a crucial role in passing down
these customs, teaching younger generations the
symbolism of costumes and traditional jewelry, en-
suring that each ritual was transmitted both orally
and in written form.

Thus, even amid global changes, traditional ele-
ments of Kazakh clothing and the associated rituals
remained a part of everyday life, particularly in ru-
ral communities where generational continuity was
highly valued.

Today, the national costume continues to
evolve, blending historical traditions with modern
trends. Designers strive to preserve authentic forms
and ornaments while adapting them to comfortable
and practical everyday wear.

The Influence of National Costume on Contem-
porary Fashion

Modern designers increasingly turn to ethnic
motifs, integrating traditional elements into contem-
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porary fashion trends. This is driven by a growing
interest in cultural heritage and a desire to preserve
unique traditions in the face of globalization. [Lip-
skaya V., 2014] National patterns are incorporated
into modern clothing collections, while traditional
embroidery techniques are utilized in accessory de-
sign. Additionally, contemporary fashion designers
adapt the silhouettes of traditional garments, creat-
ing modern interpretations of camisoles and cha-
pan coats. In the world’s fashion capitals, there is
a trend toward incorporating Central Asian ethnic
elements—embroidery, ornaments, natural fabrics,
and handmade craftsmanship—which have become
the hallmark of many designer brands. The fash-
ion industry not only shapes visual trends but also
constructs social status, turning certain styles into
prestige symbols. Fashionability becomes a key
factor influencing clothing perception, as prestige
is associated with status. Thus, the appeal of ethnic
elements not only promotes cultural traditions but
also elevates them to symbols of high status, mak-
ing traditional costume not merely a part of heritage
but a significant element of the fashion landscape.
[Yatina L.I., 1998]

Today, national motifs of Turkic peoples are in-
creasingly found in the collections of leading glob-
al fashion houses. For instance, at the Fall/Winter
2020/21 couture show held on a floating runway on
the Seine, designs by Olivier Rousteing, creative
director of Balmain, featured patterns referencing
Eastern ornamentation. [Vogue Runway, 2020] In
Spring 2022, Etro’s collection reflected the influ-
ence of traditional Kazakh culture: silk capes with
steppe motifs in summer hues and massive earrings
resembled the national Kazakh costume worn by
nomads for centuries. [Vogue Runway, 2022] The
Spring 2021 collection by the Italian fashion brand
Gucci, known for its luxurious style, high quality,
and unique design, also featured Kazakh motifs in
a more vivid and refined form. A velvet lilac suit,
symbolizing opulence, was adorned with golden-
yellow Kazakh ornaments alongside a snakeskin
print. Notably, the placement of the ornamentation
on the collar and cuffs of the jacket fully aligns with
the Kazakh traditions of sacred decoration, where
these zones have long been considered particularly
significant in terms of symbolism and protection.
[Vogue Runway, 2021][Leibovitz A., Wintour A.,
2021] Fashion industry giants such as Hermes have
also incorporated Central Asian motifs into their de-
signs. In 2017, the “Appaloosa des Steppes” scarf
line made of silk and cashmere prominently featured
Kazakh and Kyrgyz ornamental elements, reminis-
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cent of the Kazakh tekemet or Kyrgyz shyrdak—tra-
ditional felt carpets handcrafted with great skill.
[Spottedfashion, 2017]

A significant trend is the popularization of na-
tional costume elements in everyday fashion, con-
tributing not only to the preservation of traditions
but also to their relevance for new generations. In
this context, traditional elements have become part
of streetwear culture, expressed through prints,
fabric textures, and accessories. Collaborations
between ethnic artisans and contemporary design-
ers help preserve unique craft techniques while
integrating them into mainstream fashion. In Ka-
zakhstan, there is a growing resurgence of interest
in national style, evident in the works of indepen-
dent designers such as Aida Kaumenova, Tarbiya
Aydynbayeva, Kairula Abishev, Baldyrgan Iman-
bayeva, Saltanat Bektabanova, Diana Amangeldi-
yeva, Anel Assanova, and Akerke Tamen, as well
as in the creations of fashion collectives such as
Global Nomads, Korkem Store, Alkum, Adili, and
Zerleu, which produce modern collections incor-
porating elements of traditional Kazakh clothing.
Their designs captivate not only Kazakhstanis but
also foreign visitors.

Government and private initiatives play an es-
sential role in this process, promoting ethnic fashion
through events such as the annual “Ethno Fashion
Show,” “Kazakhstan Fashion Show,” “Central Asia
Fashion,” and projects dedicated to preserving na-
tional craft traditions. Various funds and competi-
tions actively support young designers and artists
both locally and internationally by providing finan-
cial assistance.

Additionally, traditional Kazakh elements are
increasingly being incorporated into sports and
youth fashion: t-shirts, hoodies, and sneakers now
feature patterns reminiscent of Kazakh embroidery
and weaving. The growing popularity of national
themes is also reflected in the rising demand for ac-
cessories with ethnic motifs, including belts, bags,
and jewelry crafted using traditional metal carving
and leatherworking techniques. Thus, the national
costume is not just a part of museum heritage but
a living element of contemporary Kazakh fashion.

Conclusion
The national costume is an integral part of cultur-

al heritage, reflecting a nation’s history, traditions,
and worldview. Studying it provides deeper insight

into the processes of ethnic identity formation and
the mechanisms of cultural code transmission across
generations. In today’s era of globalization, where
national characteristics are often influenced by mass
culture, the preservation and adaptation of tradition-
al attire play a crucial role in maintaining cultural
diversity.

Today, the national costume is no longer con-
fined to museum exhibits and festive occasions. It
serves as a source of inspiration for designers, ar-
tisans, and representatives of the fashion industry,
integrating elements of ethnic clothing into contem-
porary life. In Kazakhstan, this is reflected in the
popularization of traditional patterns, ornaments,
and silhouettes in everyday wear, as well as in the
creation of new designs that combine ethnic motifs
with modern materials.

Interest in national costume extends beyond lo-
cal traditions, becoming part of international cul-
tural exchange. Collections based on ethnic themes
capture global attention on fashion runways, while
traditional craftsmanship passed down through gen-
erations gains recognition and new life. It is essen-
tial not only to preserve these traditions but also to
adapt them, making them accessible and appealing
to younger generations.

Future research in this field may explore the im-
pact of national costumes on sustainable fashion,
their role in the digital era, and opportunities for in-
tegrating ethnic motifs into the global fashion indus-
try. Thus, the national costume continues to evolve,
remaining a symbol of cultural identity and a source
of inspiration for future generations.

Studying national attire offers a deeper under-
standing of cultural processes related to ethnic iden-
tity formation and tradition preservation. Traditional
clothing embodies not only a people’s historical
memory but also serves as a means of self-identi-
fication in an ever-changing world influenced by
globalization.

Modern fashion trends affirm the significance
of national attire, showcasing its relevance and ver-
satility. An interdisciplinary approach to studying
ethnic costume opens new perspectives in cultural
studies, anthropology, and art history, making this
subject particularly valuable for academic research.
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