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PROSPECTS FOR THE INTEGRATION OF KAZAKH MYTHOLOGY AND DESIGN THINKING

Abstract

In the article, an analytical review of teaching methods on the example of teaching engraving in art
education is considered with the emphasis on the integration of Kazakh mythology and Design Thinking. It
examines how a synthesis of cultural heritage with contemporary pedagogical power can influence technical
competency, narrative competence and cultural consciousness of art students. A 14-week intervention was
designed and implemented with undergraduate students in Kazakhstan deploying traditional Kazakhs myths to
an engraving assignment through the established phases of Design Thinking: empathize, define, ideate,
prototype, test employing a multi-method approach.

Quantitative measures of pre- and post-test scores demonstrated positive gains when regarding students’
technical technique, creative composition, narrative structure, and cultural incorporation. Verbal feedback during
interviews and crits revealed that students found they established stronger personal connections with their work
and gained a greater understanding of cultural symbols. The mythological contents and design logic were
combined to create new visualities through which students could interpret national narratives, using visual
language to move beyond cultural reference in a passive way and express themselves actively.

Chipaumire’s case study suggests that culturally responsive pedagogical practices which are bound by an
iterative design framework can not only generate higher artistic products but also contribute to identity
development and critical thinking. The method is found to be adaptable and transferable and to have
implications for decolonizing art education and for enhancing cultural continuity in post-Soviet contexts. The
results indicate that creative innovation through localized narrative can transform art education based on
national identity. It is recommended for future research to investigate the long-term effects of the method, its
inter-disciplinary possibilities, as well as the integration of the method at the policy level in arts and design
education.

Keywords: Kazakh mythology, engraving education, Design Thinking, art education reform, culturally
responsive pedagogy.
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KOPKEMJIK BLJIIM BEPYJIET'I T'PABIOPAJTBIK OKBITY O/IICTEPIHE
AHAJIUTHUKAJIBIK IIOJTY: KA3AK MU®OJIOTUSIChI MEH JJU3AIH OIJIAY BIHBIH
UHTEIPALIUSIJIAHY NEPCIEKTHUBAJIAPBI

Anoamna

Maxkanana xazak Mmudonorusicel MeH Jluzalinepnik OiinaybIHBIH WHTETpAlUsAChIHA Oaca Hazap aydapa
OTBIPBIN, KOPKEeM OuliM Oepyneri rpaBlOpaHbl OKBITY MBICAJIBIHIA OKBITY SAiCTEpiHE aHAJUTUKANBIK MIONY
KapacTteipbuirad. OHJIa MOJICHW MYpPaHBI 3aMaHayd TeJaroruKajiblK KYIITeH CHHTE3/ey OHEep CTYICHTTEPiHiH
TEXHHMKAJIBIK KY3BIPETTLUIIriHE, OasHaay Ky3bIPETTUIINHE JXOHE MOJCHM CaHAchlHA Kajai ocep eTeTiHi
KapacThIpbuIapl. 14 anTalblKk WHTEpBEHIMS O3ipneHai koHe JXKysere aceippuiasl, Onma Kazakcranmarsl
OakanaBpuar cryaeHTTepi KaszakrapapiH mactypnmi MudTepiH rpaBiopa TarceipMachiHa KosmaHa OTBIDBIIL,
Juzaiinepik OiiiayapiH OSNTiICHIeH Ke3eH el apKbLIbl CHII3/: SMITATHsI, aHBIKTAY, MJIes, IIPOTOTHII.
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Tecrineyre neiiHTi >kKoHE KEHIiHTI OaymmapiblH CAHIBIK KOPCETKIMTEPl CTYACHTTEPIIH TEXHUKAIIBIK
TEXHUKACHIHA, MIBIFAPMAIIBUIBIK KypaMblHa, OasHIay KYpPBUIBIMBIHA JKOHE MOJICHH KYPaMbIHA KATBICTHI OH
HoTHXeTepai kepceTTi. CyxOaTTap MeH ChIH-€CKepTIeiep Ke3iH/e ayb3lia Kepi OainaHbiC CTyACHTTEPIiH o3
KYMBICTapbIMEH THIFBI3 JKEKe OailflaHbIC OpPHATKAHBIH JKOHE MOJCHH POMi3Jep Typaibl KeOipek TYCIHIKKe he
OonraHbIH KepceTTi. Mugomorusuiblk MasMyH MeH Ju3aifH JIOTUKAChl OipIKTIpLIiN, CTYAEHTTEp YIITTHIK
OHTIMeNepAl TYCiHmIpe allaThlH, KOpHEKi TUIAI KOJIIaHa OTBHIPHIN, MOICHH aHBIKTAMAIBIKTaH MACCUBTI TYpIE
IIBIFBIT, ©3 OMBIH OCJICEH/II TYpIC JKETKi3e aaThiH )KaHA KOPHEKLTIKTED Kaca bl

KarmaitnelK 3epTTey MTEpaTUBTI AM3aifH meHOepiMeH OalTaHBICTHI MOIEHW TYPFBIIAH JKayar OepeTiH
TIearOTHKABIK TOKipHOeep Koraphl KOpKEMIIK oHIMACPIi jkacall KaHa KoMai, COHBIMEH KaTrap TYJIFaHBIH
JaMmyblHa JKOHE CBIHM TYPFBIJAH OMJayFa BIKIAJ eTe anaThIHBIH Kepceredi. byn omic OeiiMaenrimn koHe
aybIcriajibl  OONBI  TaObLIambl KOHE KOpKeMIiK OimiM Oepyai oTapchI3aHAbIpyFa JKOHE MOCTKEHECTIK
KEHICTIKTET1 Mo/IeHN cabaKTaCTHIKTHI apTThIpYFa acep ereni. HoTmkenep nokanuzanusuianrad OastHIay apKbUIbI
LIBIFapMAIIBIIBIK MHHOBALMSIIAP YITTHIK Oipereiislikke Heri3aeNreH KopkeMaik OiiM Oepyi e3repre ajaaThblHbIH
kepceteni. bonamak 3eprreynepre 9IiCTiH y3aK Mep3iMIi ocepiH, OHBIH MOHAPAIBIK MYMKIHAIKTEPiH, COHAAN-
aK 9/IiCTi @HEep MEH Au3aitHepuik OiaiM Oepyzeri cascar AeHreline HHTeTpalusIIayIbl 3epTTey YChIHBUIAIbI.

Tyiin ce3nep: kKa3ax MH(DOIOTHACH, TPABIOPAIBIK OlLTiM Oepy, Mu3alHEpIIiK Oiiay, KOPKEMIIK OimiM
Oepyni pedopmanay, MOJCHHU TEIarOTUKa.
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AHAJIMTUYECKHI OB30P METO/OB 110 OBYYEHHUIO I'PABIOPE B
XYAOKECTBEHHOM OBPA3OBAHUM: IEPCIIEKTUBbI HHTEI'PALTUN KA3AXCKOM
MHU®OJOTHUN U TN3ANH-MBIIIIJIEHUA

Annomayus

C moMmolIbi0 aHaM3a METOJOB MPEINOAAaBaHUsA, CBSI3aHHBIX C OOYYCHHMEM TIPaBIOpE B CHUCTEME
XyJIOKECTBEHHOTO  00pa30BaHUs, MOMAYCPKHUBACTCS HMHTETPAllUs Ka3aXCKOH MHQONOTMU W JU3aiiH-
pasMmbinuieHds. ONHUCHIBACTCS, KaK COYETAHUE KYJIBTYPHOTO HACIEAWs U COBPEMEHHBIX IIEarorHmyeCcKux
METOZIOB MOXKET BIIMSTH Ha Pa3BUTHE TEXHUUCCKHX HABBIKOB U PEUCBOM KOMICTCHTHOCTU M (hOPMHUPOBAHUC
COOCTBEHHOTO CTHIIb CTY/ICHTOB XYJI0KECTBCHHBIX HAPABICHHH.

Kak uccnenoranoch panee B Kazaxcrane, B paMkax mporpamMmbl OakajgaBpuara, 3aJlaHus MO TPaBrOpe
CTaBWJIM TEepe]l CTYyACHTaMU TpaauiioHHblie MH(BI HaponoB KaszaxcraHa, HauuHas 3TalaMu JH3aiiH-
Pa3MBIIIICHUS: IMIIATHS, OMpPeesieHHe MPOOJIeMbl, reHepanus UujeH, Co3IaHue MPOTOTUIIOB, TECTHPOBAHHE.
DTOT OAXO/ MOAPa3yMeBaeT NPUMEHEHHE MYIBTUMETOIOIOTUIECKUX METO/IOB.

KosnuecTBeHHBIC MMOKA3aTeNd PE3yJIbTaTOB, MONYYCHHBIX B XOI€ CPAaBHEHHS IOKa3areyiel 10 U Mocie
AKCIEPUMEHTA, JIEMOHCTPHUPOBAIMA IO3UTHUBHYIO JUHAMHUKY B TEXHUYECKHMX HAaBbIKaX, KOMIIO3UI[MOHHOM
MBIIICHUH, PACCKA3bIBAHUM U KYJIBTYPHOM HHTEpIIpeTaryn. [Iporieiie HHTEPBBIO U 00CYKICHHS CTYJICHTOB
JIAJIA TIOHATh, YTO TEHEePh MOJIObIC XyJAOKHUKH OTHOCSATCS JIMYHO K TOMY, HaJ 4YeM paboTaroT, U IiyOxe
MMOHMMAIOT KYJIBTYPHBIE CHUMBOJIBI. MU(OIOrHUeckoe CoJepKaHUe W JIOTHKA JU3aliHa OObCAMHUINCH JIs
CO3JIaHUsI HOBOTO BH3YallbHOTO SI3bIKA, KOTOPBIA CTYJCHTAM HEOMHOKPATHO IO3BOJMI HHTEPIPETUPOBATH
COOCTBEHHBIC PACCKa3bl HAI[MOHAILHBIX HABEACHUH, HE TOJIBKO C MOMOIIbIO BU3YaTIBHOTO SI3bIKA, HO M B BUJIC
CaMOBBIPKEHHUSL.

OTOT TPAaKTHYECKWH TIpUMeEp TMOKa3bIBaeT, YTO IIEJICHANPABICHHBIE TI€JarOTHIYEeCKHe IPAKTHKH,
OCHOBaHHBIC Ha METOJE JU3aiiHA-Pa3MBIIUICHHS C WTEPATHBHOW CTPYKTYpPOW, MPOU3BOMST CTHUMYJ JUIS
MPEJICTABJICHUST UCKYCCTBAa Ha BBICOKOM YpOBHE. VICIIONB3ys CHMBOJIBI, METOJ MOXKHO aJaNnTHPOBaTh U
PaCIpOCTPaHSATh, C IENbIO JCKOJIOHU3AI[MH HCKYCCTBA B CTpaHaX MOCTCOBETCKUX CTPaH.

Pesynbrars! ucciienoBaHus MOKA3bIBAIOT, YTO TBOPUECKUE HMHHOBAIIMH, OCHOBAHHBIE HA JIOKAJTM30BAHHBIX
PecriyOnuku Moryt TpaHc(hOpMHpPOBaTh XyIO)KECTBEHHOE O00Opa30BaHHME C yKa3aHMEM Ha HAIMOHAJbHYIO
HUICHTUYHOCTh. B nmanpHelieM I1enecoo0pa3Ho ABHrarbcs 3a 0oJiee JTOJTOCPOYHBIMH HCCIIEAOBAaHUSAMH B
JIAHHOU 0o0JIacTH.

KaroueBsbie cioBa: xa3zaxckas MUGOJIOTHS, TPaBIOpa, AU3AH-MEIIUICHHE, pedopMa Xyq0KeCTBEHHOTO
o0pa30BaHus, KYJIbTYpHas IIeIaroruka.

Introduction. Engraving — engraved with care with texts, symbols, and images with incisions that carve
their way through surfaces to form images or texts. Boasting history as one of art education’s most-revered art
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making techniques, this medium will bring something extra special to your art making environment. Trained
guild engravers learned the processes empirically, and passing down the techniques involved in hand engraving
required a great deal of precision and trust in the learner’s patience, in addition to a knowledge of the metal
itself. But thanks to the changing trends of education, there is a need to reevaluate and reform these teaching
methods to suit the present-day learning scenario.

Deformation and visualization of traditional images and stories of Kazakh national culture in the context
of an art educational project in Kazakhstan, which is a country with a rich cultural and artistic heritage, will help
reanimate the teaching of engraving techniques. Kazakh Mythology has rich symbols and narratives that are a
fertile source of themes that can contribute to the substance and context of engraving projects [12].
Incorporating these mythological topics into the curriculum can help create a stronger link between students
and their cultural heritage, promoting artistic development as well as cultural literacy.

The potential of applying Kazakh mythology in art education has been recently proven in some studies.
For example, an article by a group of researchers from PLOS ONE explored the effect of instructing Kazakh
mythology through etching on art students' involvement and concepts. The research has shown that students
who had been involved in the integrated approach have shown more interest and better understanding of their
culture [2]. This indicates that there is potential educational value when traditional stories are embedded into
practical art instruction.

Design thinking—an approach to problem solving rooted in empathy, ideation, prototyping, and testing—
may also play a significant role in improving the teaching and learning of engraving. Design Thinking/Images
Thinking encourages students to think out of the box and be iterative at the ways in which they solve problems
which are important in art and over in life in general. When using Design-Thinking principles in engraving
projects, students can discover a more informed and open-minded learning experience, achieving more creative
final products by gaining insight into the art form [6].

Furthermore, combining Design Thinking and traditional Kazakh mythological topics can be a synergy
for interdisciplinary learning of traditional art with contemporary pedagogical interventions. This blend not only
saves and disseminates cultural stories, but it also nurtures creative thinking and problem solving that extends
far outside the doors of the art room. This fits well with international trend in education for a culturally
responsive pedagogy and the teaching of 21st century skills [20].

This paper concludes that it is a promising direction to enliven the teaching of engraving by looking
through the prism of Kazakh mythology and Design Thinking in art education in Kazakhstan. Honouring history
yet incorporating contemporary pedagogies, the integrated model prepares students to be accomplished artists
and engaged persons.

Methods. A mixed research design that went through three stages was used to explore how female
students’ engraving instruction could be enhanced by infusing Kazakh mythology with Design Thinking. The
study was conducted over a 14-week university semester with undergraduates studying art education at a Kazakh
university in which interventions were applied as part of their practical engraving tasks.

The first phase was a diagnostic activity to ascertain skills, know-how and creativity of students
pertaining to engraving. A combination of pre-intervention questionnaires, observations and semi-structured
interviews was utilised. The survey was modelled after an existing cultural competency survey [8] and centered
on students’ knowledge of national myths and experience with cultural symbols. Observations adhered to a
rubric scoring format of creativity, technical proficiency, and integration of concept.

Journal of International Education Research Introduction After that, an intervention plan was developed
that integrated three components: (1) a collection of mythology, focusing on Kazakh mythology that includes
the story about Epic of Alpamys, the goddess Umai and the motif of the Tree of Life; (2) an engraving module
based on Design Thinking, and (3) a collaborative creative task. The mythological narrative was introduced
through selected readings, visual and storytelling sessions conducted by art historians and cultural studies
scholars. Each story was a jumping off point to generate visual ideas.

Students then followed a five-step Design Cycle 'Design Thinking' (empathize, define, ideate, prototype,
test) within the engraving module. Students grappled with the manner in which mythic themes address self-
identity and the continuity of culture during the "empathize" phase. They then articulated certain engraving
goals grounded myths that they selected. Ideation consisted of sketches of several takes on mythology figures
or themes. In the prototyping phase, students experimented on scrap metal or linoleum plates to develop
technical skills and symbolic composition. The testing phase involved peer reviews and storytelling as a
justification of their design decisions, mirroring the reflexive element of Design School [16].

A post-test was conducted to evaluate the effectiveness of the intervention, and it was the mirror image
of the original survey and rubric evaluations. T-tests were conducted to compare technical execution, cultural
relevance and creativity pre- and post-intervention. Qualitative data collected from interviews and group
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reflections was coded using NVivo software. Three key themes — “reconnection with heritage,
strategy” and “confidence in experimentation” — cut across the cohort.

At the end of the semester students created final engraving projects that visually expressed mythological
themes grounded in Design Thinking rationale. For instance, one student rendered the goddess Umai embracing
a digitally shattered yurt as a way of probing at the tension between history and modernity. One engraved the
“Shanyraq” (the sun-like top of the yurt) with contemporary protest symbols to demonstrate myth as metaphor.
The diversity of responses showed confidence and a level of thought that is more than skin deep.

However, more than yielding quantifiable increases in skill and engagement, this approach also pointed
to the promise of linking culturally relevant themes with cutting-edge pedagogical approaches. Other education
designs have proven to promote well-retained learning outcomes, particularly when the learners experience
emotional and cultural investment [11].

The replication of this approach for further studies is very feasible as the approach strictly separates
different stages and is flexible. Further, the approach is scalable for implementation units across broader art
education contexts where local narratives are still underrepresented in standardised curricula. In post-colonial
decolonising contexts, this approach could be especially powerful as an effort to mediate in the education of
critical and creativity skills.

Results. The integration of Kazakh mythology and Design Thinking into the method of teaching
engraving has fundamentally transformed the skill set of students: from technical execution to creative
articulation, to development of narrative, to cultural articulation. The effectiveness was objectively evaluated
in a pre-/post-test way and validated by both qualitative and quantitative analyses. Findings indicated that
combining culturally responsive texts within iterative inquiry-based mold can not only develop artists’ skills
but also to impel students to deepen personal and cultural relationships with their work.

The nursing undergraduates' skill levels were moderate before the implementation of the intervention.
Technical quality such as the use of engraving tools, treatment of surfaces and the neatness of lines, scored on
average 3.2 on a 5-point scale. Creative composition—in the way the design was laid out and how designs and
design and images enhanced a story—was slightly below that at 2.9. Cultural integration was one of the lowest
scoring aspects, garnering a mean score of 2.1 and indicating that students were scarcely able to import complete
Kazakh cultural or mythological threads into their work.” Narrative expression (2.5) and peer feedback
engagement (2.7) were likewise slightly below the ideal range.

Impressively, all five of the skill domains saw significant gains at follow-up. As a general guideline
(Table 1), technical performance advanced to a mean rating of 4.1. There was greater facility in engraving tools,
closer detail work, and a better sense of compositional balance. The rigor of iterative prototyping associated
with Design Thinking—especially drawing and testing repeatedly, critiquing regularly—enabled students to
practice and become comfortable with these skills. It's important to continue to develop applied skills in an
iterative way, as it is explained in the State Educational Standards of the Republic of Kazakhstan (2020), for
the artistic skills at the university depending on the university level.

This upgrade demonstrates the growth of intentionality and curiosity that we are seeing in student work.
The researchers lead students in ideation and planning activities using symbolic stories of Kazakh legends (for
example, the Tree of Life (Bayterek), the guardianship goddess Umai, and the sunbird Samruk) to inject
traditional essence into current formats. This is like work from Ladson-Billings [11] that stresses how culturally
connected design has the power to cultivate innovation through personal investment and symbolic fluency.

But most striking was the increase in the scores for cultural integration — from 2.1 to 4.6. Students
progressed from simple application of traditional motifs to rich, nuanced reimagining of mythic stories. For
example, one student etched a contemporary version of Alpamys batyr, no longer a soldier but a community
protector during the pandemic, connecting ancient heroism with contemporary symbolism. This thematic
synthesis shows how the course provided access to students to myth in a way that empowered them to use it as
both an historical source and as a living language of identity and dissent. This finding aligns with the specific
objectives of the Ethnocultural Education Guidelines in the Republic of Kazakhstan [13], as these recommend
revival of treasured knowledge by means of contemporary artistic expression.

Narrative expression increased from 2.5 to 4.4, signifying that students were not only learning the
technique, but also telling visual stories. The empathy and ideation phases of the Design Thinking model were
essential for students to choose a personal or community issue(s) in the mythologies they researched and develop
these into engraved form. According to Rauth et al. [16], this meditated involvement in design, contributes to
an improvement in emotional intelligence and concept clarity.

Peer Pair Exchange and Group Peer Review also had positive traction overall, as indicated by the rise in
Peer Feedback scores from 2.7 to 4.5. This indicates not just a conversion in individual behaviours but in the
classroom environment. Students were more likely to share work in progress, provide structured feedback with

symbolism as
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the aid of a critique framework and to justify the cultural and artistic decisions in their designs. This is consistent
with the state pedagogical standards that focus on communicative competences and professional speech as an
integrative component of the artist\'s training [19].

The above information is summarized in Table 1:

Table 1. Comparison of Mean Student Scores Betore and Afier the Intervention (N = 40)

Skill Area Pre-Intervention Mean Score Post-Intervention Mean Score
Technical Skill 3.2 4.1
Creative Composition 2.9 4.3
Cultural Integration 2.1 4.6
Narrative Expression 2.5 4.4
Peer Feedback Scores 2.7 4.5

The improvements are also illustrated in Figure 1 and Table 1. The horizontal bar graph demonstrates the
diversity and uniformity of advancement in all dimensions assessed.

Comparison of Student Scores Before and After Intervention
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Figure 1. Bar Chart Comparing Mean Student Performance Before and After the
Intervention

Statistical results were corroborated with qualitative data from semi-structured interviews and group
reflections. A lot of students initially called Kazakh mythology “abstract” or “disconnected” from present day.
At the conclusion of the course student attitudes had changed dramatically. Some of the participants spoke of
the myths as “living symbols” and “tools for understanding modern Kazakhstan.” One student told me: “When
I carve something now it’s like a message from my ancestors, but also a challenge to make it matter today.”

This investment of emotion seems to stimulate not only the development of skill, but also the formation
of identity. These findings are consistent with Gay’s finding that culturally responsive pedagogy can enhance
motivation when it is implemented with creative freedom and peer support [8].

The model is highly transferable in an educational context. The modular nature of myth-based content
and the adaptable flexible, iterative process of Design Thinking mean that this approach can be adapted to
diverse cultures and artistic methodologies. And in this context, a demonstrated advantage in this Kazakhstani
setting can also serve as a model for other post-Soviet, decolonizing countries looking to re-integrate suffocated
or marginalized cultural identities into education.

As aresult, it can be said that the inclusion of Kazakh mythology and Design Thinking to the education
of engraving is a sustainable and advanced method. And it raised all other aspects of students’ learning — the
technical competence, knowledge and understanding of culture, and creative power of ALL students (meeting
and exceeding the required standards of national and international pedagogic frameworks). This approach
serves as a template for how art education can provide a gateway for heritage reclamation and forward-thinking
change.

10
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Discussion. The implications of the results of this study have important implications in terms of both a
theoretical conceptualization and pragmatics of art education as it now exists. This significant progress of
students’ technical, narrative and references to cultural aspects after embedding of Kazakh mythology and DT
suggests that an important argument is valid: A significant educational change is not merely a matter of updated
(digital) tools or (digital) content but that the fundamental change goes deeper: What knowledge is created, how
it can be personalized and is embedded in a local culture. These findings build upon and extend our previous
research in culturally responsive pedagogy, creative cognition, and heritage-based curriculum development.

Perhaps the most important lesson from this work is the potential transformative effect of cultural salience
on skill learning. While working on an engraving students before the intervention poorly involved the traditional
kazakh motifs. It is consistent with the pattern in post-Soviet systems of education where national myth and
traditional systems of knowledge that exist were traditionally marginalized, that is, created as decorative folklore
[14]. The intervention inverted this detachment by making Kazakh mythic tales the focus of the course and
allowing students to reinterpret those tales personally through their creative expressions.

These findings support the literature on culturally sustaining pedagogies, as researchers claim that
academic material cannot simply reflect one culture or another but instead must contribute to the retention and
growth of students’ cultural identities [15]. The need for this is even more relevant in a country like Kazakhstan,
where construction of identity is layered over nomadic habitus, Soviet heritage and fast-paced modernization.
The myth as narrative device opens the way for students to think about how this intersection was portrayed,
rather than simply retelling traditional motifs in an unmediated form.

Simultaneously, the realization of Design Thinking helped to introduce a process-based learning model—
providing a much-needed counterpoint to the usually rigid technique-heavy nature of art education. Thanks to
the structure of five stages of Design Thinking - empathize, define, ideate, prototype, test — students progressed
from passive recipients of knowledge to active makers and revisers. This is consistent with current models of
experiential learning and reflective praxis that stress iterative experimentation and metacognition [10]. The
relationship between Design Thinking and artistic practice has been well-documented by Razzouk and Shute
[17], also suggesting that such models enhance an ability to think creatively, adaptively, and solve problems, all
core competencies of 21st century art education.

What makes this research distinctive is the way it translates this model-based innovation into profound
cultural content. Although Design Thinking is widely applied in the domains of product design and STEM
education, its application in culturally inflected visual art instruction is less established. Through mythic
narrative embedded within all of the stages of the Design Thinking process, this research provides a novel hybrid
pedagogical model that is culturally grounded and cognitively expansive. This is consistent with findings from
Eraslan Tagpinar, who highlighted how cultural storytelling coupled with structured design processes fosters
expressive richness and aesthetic clarity in student work [6].

There is also a very serious implication of the development of narrative intelligence in art. Narrative
expression was identified as one of the most developed skills, indicating that students had learned to go beyond
technical reproduction and to engage in engraving to tell a story. This is important because it mirrors the more
pervasive role of visual arts in society not as aesthetic activity but as a mode of cultural registration and
interrogation. As Eisner and other scholars have argued that the arts have cognitive value, it should be noted
that narrative thinking is a goal mechanism for making sense of the world and a role one plays in that world [5].

The learners in this research started to consider engraving as a way of expressing oneself and one’s society,
and not only a craft. This shift is in line with Freire’s notion of education as liberation—a mode of learning that
provides tools for a critical analysis of and contribution to the world [7]. And in reinterpreting Kazakh myths
through a modern filter, the students produced works that were historical and contemporary, personal and
collective. This synthesis resonates with the principles of decolonial pedagogy, which eschews existing
Eurocentric hierarchies in favour of indigenous and context-specific knowledge production [18].

The peer learning aspect promoted these effects even more. The growth in students’ capacity to give and
receive constructive feedback also reflected the communal orientation of classical Kazakh knowledge systems,
which privilege oral circulation, mentorship, and collective memory. The review sessions, which were held as
structured critiques, fostered not only evaluation of technical work, but also discussion of the symbolic choice—
which allowed students to state about intentions behind a design and the interpretations of others. Dialogue in
this way not only develops communicative confidence but also sustains Vygotsky’s argument that learning is
essentially social, and co-constructed [21].

Comparison with previous educational methods the innovativeness of this intervention is underscored
when it is compared with previous educational approaches. Teaching and learning engraving in Kazakhstan
have traditionally been a matter of copying masterpieces or generic technical drills—Ilittle room is made for
personal expression or national storytelling. While these are necessary for learning a skill, they can become
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divorced from the activity and encourage disengagement. The integrated approach used in this study, however,
placed students as learners as well as authors, which is consistent with the constructivist assumptions of agency,
context, and sense-making [3].

In addition, the findings of this research fill a crucial lacuna in the existing literature from art education
in Central Asia. Although there has been increasing interest in indigenous knowledge systems, there has been
limited empirical research on effective ways of integrating this content with modern approaches to teaching and
learning. This study addresses that void by presenting a replicable model with robust results, which is
theoretically informed and applied directly in the classroom.

It is also interesting to note that the students' final projects indicate that this model has the potential to
meet national education priorities. In Kazakhstan, the Strategic Development Plan 2025 focuses on the need for
education programmes that promote creativity and innovative thinking and that support national identity [9].
This two-image requirement is consistent with the myth-and-design model. In doing so, students not only
acquired skills for the creative industries, but also participated in the cultural regeneration, responding to
UNESCO’s agenda for arts education that supports intercultural dialogue and historical legacy [20].

In this way, the model is also a softly applied cultural policy, ensuring that mythological literacy does not
die out but is cast forward and passed down through generations. It agrees with studies that are dedicated to the
fact that the national orientation of cultural education contributes to the consolidation of national identity and
personal mental strength, especially in the context of young people countering global challenges [1].

In conclusion, the findings presented here reveal that an interventionist approach to teaching engraving
processes, that is deeply grounded in both Kazakh mythology and Design Thinking can greatly enhance the
learning of engraving by giving it a more personal, contextual, and innovative aspect. It reframes art education
as a site of cultural production, not merely technical transmission. This hybrid model is transferable and
applicable across subject areas and regions, thus contributing to the Kazakhstani and the international debate
around culturally responsive and future-facing education.

Conclusion. This study provides a new contribution to art education with the introduction and verification
through teaching that effectively combines Kazakh mythology and Design Thinking in a hybrid model in
engraving course. Methodologically, using a systematic intervention/evaluation approach, this study also has
shown that infusing authentic culturally meaningful content into a contemporary iterative creative process can
result in a range of significant educational gains—technical, intellectual, cultural.

The radical skill of the book is to map ancient national narrative practice onto progressive (universally
saturated!) learning strategies. Such model is not designed to add folklore content to existing curriculum nor
does it propose Design Thinking generic creative wand. Unwilling to resign themselves to this conclusion, myth
and design seem to co-thrive as they are conceptually overlayed and through which they mutually feed rather
than farm out to each other. Students are not simply taught to engrave with greater skill—they are asked to think
symbolically, to tell stories that resonate with them, to find their way through and interpret their cultural heritage
in the context of a contemporary visual language. In doing so, the course addresses an ongoing concern in post-
Soviet art education: the dearth of localized, student-driven learning that fosters critical thinking about the
national identity.

The results of this investigation report convincing improvements in all parameters measured. Students
improved their technical skills, gained confidence in their abilities to write and present their work, and were
more invested in exploring the cultural content of their projects. Of even greater importance, the project created
a context in which youth would come to locate themselves as heirs and interpreters of Kazakh cultural/heritage.
The point was not to regurgitate old motifs but to develop them, relocate them within contemporary contexts,
and hitch them to individual or social preoccupations. This constitutes a quantum leap in terms of the role of
myth and tradition as it might operate in formal education.

Another strength of this study is its generalisability. The modular nature of the intervention—modules on
mythology, design, critique—allows easy transferability to other schools, disciplines, and cultural settings. It
provides a model for art educators in Kazakhstan as well as educators worldwide who are interested in keeping
pedagogy local and innovative at the same time. In this way the article adds to international discussion on
decolonial and inclusive and creativity led learning in higher education.

The implementation of Design Thinking also provides cognitive and professional benefits in the long-
term. Through ideation, prototyping, and reflection, students develop skills which are used to approach the world
-- problem solving, collaboration, and expanded narrative development-- essentially nothing short of the
competencies at the core of the 21st century creative industries. This congruence between the research findings
and national innovation and human capital development priorities also underscores the usefulness of the study’s
findings [9].
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Future research: Several directions look promising for future work based on this research. Long-term
outcomes of this model, including how students are using the tools and cultural understanding developed in
their careers or personal creative endeavours, also need to be researched. Longitudinal data would indicate
whether the integrated approach to teaching described here promoted enduring cultural engagement and
innovation beyond the school context.

Secondly, the pedagogical strategy described here can be further developed in other fields of visual arts,
like illustration, animation, textile design or digital media. Trialling it in other art forms might ensure that the
model is flexible (and relevant) and open the model to other curriculum areas. Future research may also expand
the selection of intangible heritage forms (for example, aitys, traditional crafts, or ritual performance) to develop
a more comprehensive and interdisciplinary experience based on Kazakh cultural epistemology.

Finally, it is possible that this model may help guide national education policy and support the creation
of revised — heritage- and future-based — art education standards. Partnerships with ministries, museums and
cultural institutions may help to introduce this approach into teachers’ training and would be able to guarantee
a wider accessibility and the support at the institutional level.

In this perspective, this study bears out the possibility of — and the need for — a renewal of the arts
teaching that, on the one hand, reconciles itself with the current social context, and, on the other, without losing
cultural specificity, foresees and operates a fusion with the importance of (visual) culture studies. In its rehearsal
of Kazakh mythology not as stable matter but as a dynamic, revisit able source, and in its application of Design
Thinking not as a universal answer but as a tactic for cultural encounter and visual storytelling, then teaching
proposals such as mine has enough substance to contend with many conventional practices. It sees an art
education rooted and responsive and radically relevant—a place where national heritage and contemporary
creative innovation shake hands in the hands of the new creators.
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TPAOUKA BOMBIHIIIA CABAKTAPIA CTYAEHTTEPIIH I'PAOUKAJIBIK MOJAEHUETIH
KAJIBIIITACTBIPYIAFBI JOCTYPII )KOHE U@ PIBIK OAICTEPIIH CUHTE3I

Anoamna

Byn makanana rpadukanblk aAu3zaiiH cabakTapblHOa CTYACHTTEp apachlHaa rpadUKaiblK MOJACHUETTI
KaJIBIITACTRIPYIAFbl JOCTYPIIi ’KoHE U(PIBIK 9MICTepAiH CHHTE31 KapacThIpbluraH. KonMeH cyper cay jxoHe
KOMITO3UIIHS CHSIKTBI KITACCHKAIIBIK KOPKEMIIK OKBITYIBI 3aMaHayH MUQPIBIK KypalgapMeH OipiKTipe OTBIPHII,
Oy 3epTTey OKYIIBUIApAbIH MIBIFAPMAIIBUIBIK, TEXHUKAIBIK JKOHE TYKBIPHIMIAMAIBIK JaFAbUIapbiH
JAMBITYIaFbl apajac OuUTiM Oepy MOAEIHIH THIMILIITIH Oaranainbl. [padukaliblk MOIEHUET, OCHI TYPFBIIAH
aNFaH/ia, BU3yall[pl OWjay, AW3aiiH NPUHIMITEPIH THIMAI KOJAaHy >KOHE OpTYpNi OYKapanblK akmapar
KypaJiJapblHa MOJICHU TYPFBIJAaH MaHBI3bl, TEXHUKAJIBIK HETi3/IC/ITCH AKYMBIC XkKacay KaOljaeTiH Ouripei.

3eprTey OakanaBpuar CTyACHTTEPiHIH €Ki TOOBIHBIH KaThICybIMEH KBa3HAKCIIEPUMEHTTIK 3€pTTey peTiHae
KYPri3inmi: Oipeyi TeK JoCTypili oicTepMeH, eKiHIIICI JOCTYPIIi )KoHe UG PIBIK, OKBITYIBI OipiKTipETIH apanac
OarmapiraMa apKbeUTBI OKBITBUTIEL Jepextep 12 anTanbIk ceMecTpe TecTijieyre Neilinri JkoHe KeHiHTi ChIHaKTap,
nopThOIUOHEI Oarajay, cyxOarracy joHe Oakpliay apKbLIbl >KMHAJAbIL HoTrokenepai CcanbICTBIPy YIINiH
OaraJiay/bIH KeTi KpUTePUHi KOJIaHbUIIbI, OHBIH IIIIHE IBIFAPMAIbUIBIK MOHEPIILIIK, TEXHUKAJIBIK [ICOSpPITiK
JKOHE OKYIIBLUIAP/IBIH OEICEeH LTI,

Hotmxenep apanac TonTarsl CTYACHTTEpIH OapibIK JIepiiK caHarTap OOWBIHINA KypAacTapblHAH achIll
TyceTiHiH kepceTTi. Onap Korapbl OCJICEHIUTIKTI, KeHIPEK MIBIFApMAIbUIBIK ayKbIMJIbI J)KOHE KOHIICTITYaJIIbI
o3ipieyne e, TEeXHHMKAJbIK OpbIHAAyda Ja YJIKeH wmeOepiikTi kepceTTi. OnapablH MOpTHONNOCH IU3aiiH
NPUHIUITEPIH MEHIepyli FaHa eMec, COHBIMEH Karap HUQPIBIK Kypajaap apKbUIbl MOJICHH MYpaHBl KaiTa
TYCIHIIpY KaOlJeTiH Jie KopceTTi. 3epTTey MaCTypii Herizaepi NudpIblK HHHOBAIMSIAPMEH OipiKTIpy AM3aliH
OotibIHIIA OLTiM OepyIiH KYIITI )KOHE )KaH-KAKThI HOTIXKEIIEPiHE OKEJIETiHIH pacTalbl.

Tankputay OapbIChIHIA Oy MHTErpalys TEK TEXHOJOTHSUIBIK MPOTPECKe JKayall peTiHlIe FaHa eMmec,
COHBIMEH Karap Ooainakka JaiblH Ju3aitHepiik OiiM OepyiH NeJarorukaiblK HeTi3[eNnreH TOCl eKeH T
Oaca adTeuLabl. O CTYASHTTEP/II KJIACCUKAJBIK JalbIHIBIKTHIH TEPEHIIr MEH KaTaHJBIFbIH CAKTall OTBIPHIIL,
3aMaHayH HIBIFApMaIbUIBIK cajlajiapra JaibiHaaiapl. Makana rpadukaiblk MOICHUETTI JaMbITy1a THOPHATI
aaicTeMerep/ii CTaHapTThI TXKIPUOE PETiHAC KOJIAaHY KAKETTUIITH KOPCETE OTHIPHII, TOPOUEIIIICpPIl Aaspiay
XKoHE OKy OariapramanapsiH pedopmaray OOMbIHINA YCHIHBICTAPMEH asiKTamalbl.

Tyiiin ce3nep: rpaduKalblk MOJICHHET, AICTYPIl saicTep, UUPIBIK AU3aiiH, apanac OKbITY, KOPKEMIIK
O1s1imM Oepy, CTYIEHTTEPAl KbI3BIKTHIPY, TU3aiH NeJarOrMKachl.
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