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I BOJIIM. KOPKEMOHEP/JEH BIJIIM BEPY
I PA3JIEJL. XYJOXECTBEHHOE OBPA3OBAHUE
SECTION I. ART EDUCATION
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Bekesheva A', Canapilov A.2
'Kh. Dosmukhamedov Atyrau University, Master of arts, Republic of Kazakhstan,
Atyrau. e-mail: asel.bekesheva@mail.ru
2Kyrgyz-Turkish Manas University, Faculty of Arts, Master of arts,
Bishkek, the Republic of Kyrgyzstan. e-mail: adilet.canapilov@manas.edu.kg

COMPARATIVE ANALYSIS OF TRADITIONAL AND MODERN METHODS OF
TEACHING DESIGN: A LITERATURE REVIEW

Abstract

The literature review comparisons the old traditional and new contemporary approaches to
design pedagogy in terms of their positives, negatives; how they project student learning process
thus preparedness for future professional endeavors. Design principles are easily incorporated
across multiple age groups and inspire creativity with many traditional methods that provide hands-
on experience and mentoring as effective approaches. By comparison, today's tools are more agile
in nature and have become popular because they can adapt to new workflow changes brought about
through digital 'stuff," but also from the calling of a much wider range of disciplines.

The report likewise points out some of the limitations to previous studies, mainly that we do
not have many longitudinal data and culturally congruent pedagogical models. They suggest it calls
for advocating a hybrid educational model that merges traditional ways and modern methods to
better understand how those means may increase job prospects for design graduates in the long run.
We believe these findings provide students, educators and policy makers with valuable implications
to inform the future of design education.

Key words: design education methods comparison, traditional against modern teaching,
digital tools in design education, hybrid learning in design, cultural diversity in design education.

bexeuwesa A.C. 1, Kananunos A.
1Amb1pay01<uﬁ yHugepcumem umenu X./[ocmyxameodosa, Macucmp uckyccms,
2. Amwipay, Pecnybnuxa Kazaxcman. e-mail: asel.bekesheva@mail.ru
2Kblp2bl301<0-T ypeykuti ynueepcumem Manac, @axynemem Hckyccme, Mazucmp uckyccms,
Buwxex, Pecnyonuxa Keipeviscman. e-mail: adilet.canapilov@manas.edu.kg

CPABHUTEJILHBIA AHAJINA3 TPAJUIITHOHHBIX 1 COBPEMEHHBIX
METOI0OB OBYYEHUSA ITU3AUHY: OB30P IUTEPATYPbBI

Annomayus
B o030pe nuTeparyphl CpaBHUBAIOTCSI CTapbleé TPAJAWLIUOHHBIE M HOBBIE COBPEMEHHBIE
MOAXOAbl K AW3AaWH NEJAroruke ¢ TOYKM 3PEHUS UX IOJOKUTEIBHBIX M OTPUIATENIBHBIX CTOPOH;
TOr0, KaK OHM NMPOEKTUPYIOT Ipollecc 0O0y4YeHUsi CTyJEHTOB M, CIEJOBATENbHO, X FOTOBHOCTh K
Oyayuiel mpodeccuoHanbHOM JeATenbHOCTH. lIpuHUMOBI nu3aiiHa JIErKO MHTErpUpYIOTCS B
pa3jIMYHbIE BO3pPACTHBIE TPYIIBI U BIOXHOBJISIOT HAa TBOPYECTBO C IIOMOIIBIO MHOXECTBA
TPaIULMOHHBIX METOJIOB, KOTOpble OOECIEeUMBAIOT IMPAKTUYECKHM ONBIT M HACTaBHUYECTBO B

KayecTBe APPEKTUBHBIX MOAXO0I0B. /i1 cpaBHEHUS, COBpEMEHHbIE HHCTPYMEHTHI OoJiee THOKHUE TI0
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CBOEH MPUPOJIE U CTAIH MOMYIAPHBIMU OJIaroaapsi TOMy, YTO OHM MOTYT aJJallTUPOBATHCS K HOBBIM
U3MEHEHHUsIM B paboueM IIpolecce, BbI3BaHHBIM LU(POBBIMU "HITydkaMu'", a TakkKe K ropasio
OoJiee IMUPOKOMY CIIEKTPY AUCIUIUINH.

B o0030pe Takxke yKa3bIBAlOTCS HEKOTOPbIE OrPAHUYEHUS MPEIbIIYLIMX MHCCIIEI0BaHUM,
rJIaBHBIM 00pa3oM HM3-3a TOTO, YTO y HAC HET OOJBIIOr0 KOJMYECTBA JIOHTMTIOMHBIX NAHHBIX U
KYJIBTYpPHO COIJIaCOBAaHHBIX Ilelarornyeckux mozeneid. OHU IpennosararT, 4To 3TO Tpelyer
Mpomnarafibl THOPHIHOW 00pa30BaTEIBHOM MOJEIH, B KOTOPOH COYETAIOTCS TPAJAULMOHHBIE WU
COBPEMEHHBIE METO/Ibl, YTOOBI JIy4llle IOHATh, KaK 3TH CPEICTBA MOTI'YT YBEIUYUTh NEPCHEKTUBbI
TPYLOYCTPOMCTBA BBIITYCKHUKOB-AU3aHEPOB B IOJITOCPOYHOU MEPCIEKTUBE. MBI cCUUTaeM, 4TO 3TH
pe3yJIbTaThl NAKOT CTyJEHTaM, MPENoJaBaTelsiM M IOJIUTHKAM LICHHBIE PEKOMEHIALMH, KOTOpbIE
MIOMOTYT OTIPENIENUTh OyayIee TU3aiHEePCKOTO 00pa30BaHuUs.

KiroueBble ciioBa: CpaBHEHME METOAOB JM3aiiH-00pa3oBaHMsA, TPAJAULUOHHOE H
COBpEMEHHOE 00ydeHue, M(ppoBbIe HHCTPYMEHTHI B JU3aiiH-00pa3oBaHuu, THOpUIHOE 00yUYeHHe
IU3aiiHy, KyJIbTypHOE pa3HooOpa3ue B Au3aiiH-00pa30BaHuU.

Bekewesa A. C.l, HKananunoe A.2
X, Tocmyxamedos ameinoaser Amvipay yrusepcumemi, Onepmarny mazucmpi,
Amuipay kanacwei, Kazakeman Pecnybnuxacet, e-mail: asel.bekesheva@mail.ru
Manac kvipewiz-mypix ynusepcumemi, Onep gaxyiomemi, Onepmarny maucmpi,
bBiwrkex, Kvipevizscman Pecnyoaukacel. e-mail: adilet.canapilov@manas.edu.kg

JA3AWHIBI OKBITYIBIH JOCTYPJII ’KOHE 3AMAHAYH SIICTEPIH
CAJIBICTBIPMAUJIBI TAJITIAY: OJAEBUETTEPI'E IIOJIY

Axoamna

OJiedueTTepre Moy €CKi JICTYPIIl JKOHE JKaHa 3aMaHayHl TOCULAEP/l CaabICTBHIPAAbl JU3aMH
Me/1aroruKachl oJapblH KaFbIMIbl XKOHE JKaFbIMCBI3 YKaKTapbl TYPFBICBIHAH; OJlap CTYICHTTEP.IiH
OKY TIPOIIECIH Kajail >ko0ayiaii/ibl, COHIBIKTAH OJapbIH Ooamrak KoCIOM KbI3METKE NalbIHIIBIFBI.
JlM3aiiH MpUHLIUNOTEP] opTYpJIi XKac TONTapblHA OHaMl OIpiKTipiienl *oHe THIMJI TOCUIAep peTiHAe
MPaKTUKAIBIK TOKIpUOE MEH TANIMIEpPIIKTI KaMTaMachl3 €TETiH KONTEreH IoCTYpJl oAicTep
apKbUIbl HIBIFAPMAIIBUIBIKTEl MIA0BITTaHIbIpabl. CanbICThIpy YIIiH, Ka3ipri 3aMaHfbl Kypajiaap
TabMFaTTa MKEeM/l JKOHE TaHbIMal OOJbl, OUTKEH1 onap HUQPIBIK "3aTrTap" TYIbIpaThIH KYMBIC
IIPOLIECIHIH ’KaHa e3repicTepiHe, COHa-aK MoHAEp/IiH KeH ayKbIMbIHA Oelimierne anasl.

[lony coHbIMEH KaTap alJIbIHFbI 3epTTEYyJepaiH KeHOip IIeKTeylepiH KepceTenl, Heri3iHeH
01371€ OOMIIBIK IepeKTep MEH MOJICHM KEJICUITeH Melarorukajiblk Mojenbaep ken emec. Omap Oy
KypajmapIelH ¥3aK Mep3iMai TepCcreKTHBaga Ju3aiiHep TYJEKTEpIiH KYMBICKA OpHajacy
NEepCHEeKTUBAIAPbIH Kajlail apTThIPaThIHBIH JKAKChIpaK TYCIHY YIIH JOCTYpJl JKOHE 3aMaHayd
omicTepi OIpiKTIpeTiH rHOpuATI OiTiM Oepy MOJETIH HACUXaTTayAbl KAXKET eTel JIen OOJDKanIb.
byn HoTmkenep CTyIeHTTEpre, OKBITYIIbUIApFa KOHE cascaTKepiepre Iu3aifHepiiK OuLTIMHIH
OoJamarblH aHBIKTayFa KOMEKTECeTIH KYH/Ibl YChIHBICTap Oepei 1en CaHalMBbI3.

Tyiiin ce3nep: nuzaifH-OuTiM Oepy oICTEpPIH CANBICTHIPY, JOCTYPII KOHE 3aMaHayH OKBITY,
TU3aiH-01TIM  Oepyaeri mudpIbIK Kypanmap, THOPUATI OW3aHABI OKBITY, JW3aiH OuTIMIHIETI
MOJIEHU QPTYPIILIIK.

Main provisions. Design education lies at the heart of a wide-ranging study called
"Comparative Analysis of Traditional and Modern Methods of Teaching Design”, which provides
an in-depth analysis that brings out both the best practices, as well as pitfalls associated with
traditional design teaching methods while serving to give thorough insights into what modern
modes can offer. Anciently set studio-based learning and apprenticeship designs regarding
craftsmanship stress practical experience as well as mentoring. It has been found that these

7
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approaches worked in teaching both the technical aspects as well promoting creativity, giving
instant feedback and enabling a reflexive practice intrinsic to problem-solving within design.

In this emphasis on holistic approaches, the study shows limitations of traditional methods
due to their lack of context and ill-suitability for an era of interdisciplinary design and technological
integration. In an answer to these constraints have arisen the design teaching didactics of today,
with digital tools and website platforms matching second by second what is demanded from
industry. New methods adapted for each subgroup are flexible and accessible, providing a wider
lens to study subject matter while taking another approach toward inclusive design education.

The study recommends a hybrid educational model that integrates some traditional teaching
methods with the modern-based approaches. The approach was to take the best parts of traditional
design (the tactile, mentorship-driven aspects) and merge it with modern methods in order for
Brookside Design School graduates to not only have a clear path forward but be ahead of schools
that were yet-to-be-disrupted. It is considered a vital model to train students for an industry that is
constantly in flux, one where they must have both the versatility demanded by constant change and
the making skills required as professionals far into their futures.

In the end, we wish more research on this topic and research in particular needs to be
longitudinal which can help us understand how these different teaching paradigms affect students
outcomes over the course of a career. It also advocates for a globally relevant and locally responsive
design education — in short, the need to decolonize research so that it represents more knowledge
systems from around world. Findings from this study offer important contributions to educators,
policymakers and industry stakeholders in need of improving the design education system for a
more future-proof graduate pool.

Introduction. The same can be said about the field of design education—transformations
induced by developments in technology, changing pedagogical theories and a rapidly evolving job
market have left their mark on all scales. Design education has for centuries been rooted in craft,
manual dexterity and the tradition inherited from master to pupil sitting side by side. BUT the
evolution of digital tools and online learning platforms brought revolution to teaching-learning
domain, questioning these conventional methodologies opening a plethora of possibilities for both
educators & learner.

This review of the current education literature investigates how well traditional and modern
teaching modes stack up against each other in design education. Design as a discipline straddling
art, science and craft has grown more interdisciplinary incorporating elements of technology,
psychology & business which begs the question about these instructional approaches addressing
current needs from both students’ perspectives and industry expectations. This review reflects on
how these methods are reflected in the output of students and their creative development, mastery
over technique and ability to practice under real-world conditions.

This paper aims to critically compare the different teaching approach (traditional Vs
contemporary) in design, reviewing its strength and weakness. Through the review of prior
research, this study provides further insights into which strategies are most effective in facilitating
skill acquisition among design students and advocates for a wider discussion concerning how they
should be graded/discussed. Furthermore, this review aims to highlight deficiencies in literature that
would provide the backbone of future research within the field.

This review centers around two fundamental points: the teaching methods specific to
traditional and contemporary approaches of learning, and the results that are generated because of
this. Historically, these have been practices done in a studio setting, using an apprenticeship model
and learning by doing; modern methods have increasingly incorporated digital tools for creation
(open-source software like wiki sketches), as well as online platforms that can facilitate more
interdisciplinary working. In this review, we examine how these strategic and infrastructure-based
technical approaches affect the learning experiences of students; their skills acquisition from higher
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education curricula and extramural training programs; as well as their preparedness for professional
practice in developed countries.

Design education has been the subject of a massive amount of research on trends and
challenges in evolution. Early research by writers like Lawson (2006) and Cross (2007) have laid
the groundwork for our understanding of traditional pedagogy in design, ranging from experiential
learning to models such as apprenticeship. On the contrary, contemporary studies since Oxman
(2006) and Kolko (2018) have investigated how to marry technology with modern teaching practice
particularly showing new paradigms technologies are emerging in design education as a trigger for
change. This review pulls these perspectives together and concludes a thorough investigation of
pedagogy within design education now.

In sum, this review contributes to the answer of traditional versus contemporary approaches in
teaching design; how they can help shape student learning experiences and career building
capabilities. Considering existing research, this review contributes to better design curricula that can
inform educators and policy makers ensuring more effective ways of designing in a world which
becomes ever more complexified by digitalization.

Methods. A rigorous and systematic approach was followed in the selection of relevant
sources available in literature that addressed comparative analysis on traditional versus modern
methods to teach design. A foundation literature was to be built that would represent trends, issues
and innovations in design education as they exist today. The detailed, measured process of sourcing,
assisted in guaranteeing reviewed literature was current and as closely affiliated to the topic.

Selection Criteria for Source. Each source type of a mobile app developed the has selection
criteria. The most important factor determining source selection was the publication date; to be
included in this overview, a work needed to have been published within the last two decades. The
20-year period was also selected to provide a window of enough time in recent history for the
changes that have occurred (including those related acts surrounding the digital revolution, as well
online learning platforms). In the last two decades, design education has seen revolutionizing
changes due to technological progression and a change in educational perspectives. This period was
the focus of our review to incorporate recent methods in tools that have now become an integral
part of contemporary design education.

Still, it was not exclusively a contemporary review. Also deemed important were influential
works prior to this period that have long influenced the manner in which we teach design. These are
the bed rock basic texts that provide relevant historical context of older teaching methods
augmented how they undermined so educational practices, because this foundational skill had their
influence on learning-and-still do. Indicative texts from the Bauhaus movement, or other influential
design education philosophies were included for example — to provide a line of lineage on how
certain teaching methodologies remain relevant till date.

Types of Publications Considered. Designation of Types of Publications For the publications,
peer-reviewed journals (academic books and conference papers were also covered) form the
primary focus of this study. These were included in the original dataset as a result of their academic
quality and contributions to design education research. Especially, articles in peer-reviewed journals
were so highly regarded not only for being trustworthy— they go through a series of refutation by
white-coated and winged glasses to finally decide that these findings may worth the contribution. In
some cases, academic books represented the only resources for devoted studies of individual
components of design education that sought to provide broad encapsulations and intricate
scrutinizes sometimes absent in shorter articles.

Conference papers were also included, because they frequently present the most recent
findings and innovative teaching methods—and report new directions—before they are published in
journals or books. The papers present the most recent debates and progress in this area so also add
something to a literature review.
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Moreover, respected industry reports and white papers were included to give a practical
aspect about how teaching methods are applied in corporate environments. From Academic
Research to Real-World Practice These publications frequently mediate between academic
discourse and real-world practice by providing recommendations grounded in evidence as well as
illustrative examples of design education at work. This meant that the review was not just
theoretically rich but also deeply embedded into what is being done in design practice today.

Language and Geographical Coverage. All literature was chosen largely through English
language sources to ensure consistency as well; however, this paper justifiably leaned toward more
North American based research since the majority of academic manuscripts published in
anglophone nations. In design education where international collaboration and discourse are
frequently present, English-language writing is a standard (Leki 2007). Though the review does not
avoid noting important works in other languages, especially those from regions with an established
design culture of their own. These non-English sources were included in this APl where possible
and relevant to provide a wider, global view. For instance, some texts with substantial design
histories from countries like Japan and Germany and Italy were examined elsewhere — provided
they existed in translated form or available detailed English language reinterpretations.

Search Strategy and Database Selection. A multi-faceted literature search was conducted
using a variety of academic databases and library resources. In this study, major databases i.e.,
JSTOR IEEE Xplore and Google Scholar are utilized to find relevant peer-reviewed journals with
conference papers. JSTOR was able to deliver wide variety of academic journal in the full text,
specifically valuable for historical and theoretical texts. For the inclusion of literature on digital
integration with design education, IEEE Xplore was found to be very useful as it included vast
details in engineering and technological domain. Google Scholar| Google Scholar was used because
of its comprehensiveness and ability to search across many disciplines that are germane to design
education, particularly those that cross the boundaries between fields.

Apart from this data base, library resources of major universities were visited to get academic
books or theses and similar scholarly studies which might be available not online. While university
library collections contain vast resources through numerous books and theses, many of those
content written tend to delve deeper into certain aspects of design education.

This used a range of carefully thought-through keywords to make sure that the search was
focused and successful. For example, design education; traditional teaching methods; modern
teaching methods digital tools in design education, comparative analysis of the two ways to teach
and hybrid learning in designing. The solutions were picked to reach the exact terminologies needed
for our goals of this review and covering wide range of field.

Ensuring a Balanced Review. A systematic approach to the application of these selection
criteria as well as an extensive and multi-faceted search process allowed for a diverse,
comprehensive collection of literature. This approach was designed to be both thorough and well-
rounded, providing a diverse set of viewpoints as well as contexts. The systematic approach used in
this endeavor assures the evidence generated from our review is empirically valid, ensures that
these are representative of what infers a comprehensive view on design education at present time
and capable to make informed contributions for future research/practice.

This methodological rigor is vital to establish evidence in how traditional and modern
teaching methods can merge effectively be ratified within design education. In order to continue
with incredibly helpful reviews of the literature that are so well-supported these sorts of lit review
will be key both in advancing our field and helping those seeking guidance from existing
knowledge as educators, researchers & policy-shapers work towards doing their own part in
answering some very important questions about design education.

Results. Evolution of Traditional Teaching Methods in Design. This has traditionally tied
back to studio pedagogy, the practice of teaching through hands-on experience and mentorship in an
intimate setting where students are directly learning from active practitioners. For centuries,

drawing has been one of the core skills at design school and taught primarily in an almost
10
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unchanged way until around 20 years ago. At the heart of their philosophy is that students perfect
their design skills and learn by doing, creating work in a lab setting where they get immediate
feedback. Work in the mid-20th century built on this, with Schon (1983) for example arguing that
reflective practice is what characterizes traditional studio-based learning and makes a designer think
critically to solve complex problem. One of my takeaways from that course was Schon's notion on
the "reflective practitioner,” which seems to effectively summarize pedagogy in design, informing
the iterative practice and thinking process involved with traditional studio learning.

Yet, as design education itself started to change, so did the criticism of this broader model.
Studio-based education was shown to help develop technical skills and creativity, but it has also
been criticized for not providing enough broader contextual knowledge relevant to current designers
such as user experience design, technological integration with design process and inter-disciplinary
collaboration (Lawson 2006). Moreover, the apprenticeship model — which depends heavily on
knowledge and expertise residing in specific faculty members — is prone to inconsistencies
between educational quality and outcomes. This criticism began to lay the foundation for
consideration of alternative instructional approaches that could fill these gaps without abandoning
what was working in traditional methods.

Rise of Modern Teaching Methods in Design. New teaching methods have arisen driven by
digital tools and the growing significance of technology in design practice. These typically make
use of online learning platforms, virtual simulations and digital collaboration tools which stands in
contrast to the traditional design education that is very hands-on and face-to-face. Technology is
now becoming an inherent part of Design Education, and it has been a topic addressed
fundamentally in the literature recently (Kolko 2018), being that there have voices advocating for
design learning as craftsmanship at work hand to hand with modern demands from technologies.

In modern design education, one of the most important shifts was interdisciplinary learning.
Instead of following the entrenched pathways which typically only home in on specific design
disciplines, modern ways embrace interdisciplinary education — from computer science to
psychology and even business. This cross-disciplinary focus is considered fundamental to educating
students capable of handling real-world complex design problems which are multi-faceted and need
an understanding of the human, technological side of designs (Oxman 2006). Institutions like the
school at Stanford University have helped push this along, showing how even design education can
adapt to address 21st century needs.

Besides, we must admit that many contemporary teaching methods take advantage of the fact
the online courses are still more flexible and accessible. The growing availability of information
online and in MOOCs (Massive Open Online Courses) has made it such that students can now learn
design almost anywhere, demolishing geographical as well as economic limitations which have
previously restricted the supply-and-demand chain for top-quality teaching within the graphics area
(Brown 2020). Design is a field that traditionally has been the domain of elite institutions this
democratization of education is particularly pertinent. Online teaching, of course, has opened access
and made learning more affordable to motivated students who do not live near a college or
university with an art program; however, despite the increased accessibility for both teachers and
learners—compounding efficiency on each end—it is impossible at this time to exactly replicate
hands-on experience in studio learning (i.e.: direct feedback).

Comparative Analysis of Traditional and Modern Methods. It is also important to understand
that traditional methods and modern ones are the butter — not just teaching design. These methods,
emphasizing hands-on experience and apprenticeship, are great at teaching the principles of design
and techniques. When implemented effectively, this method results in creating a space for students
to learn by doing and iterating based on feedback received from solutions. The immediacy of the
studio setting between students and teachers also promotes an overall visual design critique/analysis
view as well as understanding what design is (Cross, 2007).

11
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On the other hand, contemporary approaches to teaching provide flexibility and accessibility;
they can cover a wider range of subject matter. However right design methodologies use digital
tools and online learning media to learn Design Analysis Graphic at a larger level, integrating
perspectives from various disciplines into the curriculum. In this series, | will show how these
questions align with contemporary emphasis in the design field (Oxman 2006; flexibility and ability
to work across multiple disciplines) Similarly to the professional practice, digital tools are utilized
in design education as well, preparing students with skills required by the industry.

Yet those modern methods can be hampered by not getting hands-on, direct mentoring.
Online platforms can do a good job of delivering content, but they can struggle to recreate the
hands-on feeling and live collaboration that define an in-person design studio. Second, a false
economy of effort through over-reliance on digital tooling can distract from basic hand-skills like
drawing and model-making that are still legitimate in other areas of design (Lawson, 2006). This
tension between technological ability and craft is ubiquitous in the literature, which reveals
confusion on how to best approach both within a holistic design education.

Synthesis of Findings and Emerging Trends. A synthesis of the literature identified several
macro trends related to how our conception and delivery of design education have evolved over
time. Probably the biggest trend is that a lot of these thought leaders are talking about blending
traditional and new methodologies to provide more whole educational experiences. In many cases,
institutions are moving towards hybrid models that leverage the best of traditional and
contemporary educational practices — utilizing digital instruments for studio-based learning or
creating online platforms to enhance practical components. Hybrid learning models have been
shown to significantly improve student engagement, and ultimately help promote better learning
results as they merge traditional hands-on techniques with digital tools of new-age teaching.
Ramasamy, Ramamoorthy & Vijayalakshmi (2022) discovered that collaborative teaching model in
engineering design courses resulted to an increase of both quality learning and student involvement
(Ramasamy, Ramamoorthy, & Vijayalakshmi 2022). Similarly, the addition of design-based and
project-based learning methods in software engineering courses helped overcome the challenge
faced due to a gap between academic knowledge gained by students and industry requirements
(Gupta 2022). In this hybrid type of course, we are looking at giving the student a solid education
which will groom them both in creative and technical areas involved in design.

A newer design trend is centered on human beings and their use of a space, somewhat in the
notion that Frank Duffy describes here. Design thinking, based on the importance of empathy,
ideation, and iterative prototyping process (Kolko 2018), has turned to be a central framework for
teaching design in different traditional as well as contemporary settings. It engages students to
approach problems problem-solving from a design perspective and prompts them with both creative
AND critical thinking in how applicable the Social Design way-of-thinking can be across many
industries. Design thinking is becoming more popular, but it also broadly signals a return to
interdisciplinary and user-centered agendas in design education as well as to the practices of
contemporary designers.

Additionally, the literature points to a basic need for adaptability in design education. As the
design industry, new technologies and methodologies continue to evolve rapidly; a modern
educational program for designers must be able to integrate these changes also quickly. This
adaptability is seen especially in digital tools and platforms, which make it possible to update the
curriculum on an ongoing basis (Brown 2020). But how can these new tools be used to support the
heart and soul of design, without replacing the essential elements of education?

Contextual Challenges and Contradictions. Despite broad agreement on the advantages of
both, the literature also highlights a series of contradictions and challenges in standardizing existing
traditional as well emerging modern methods. Although the traditional design education model is
resource-intensive, it poses a few main challenges: However, this form of study is unfortunately
very time-, space- and cost-intensive and for this reason difficult to open or scale. In comparison to
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modern methods such as e-learning, which are less expensive, scalable but weaker in the depth and
immediacy provided through traditional approaches (Schon 1983).

The paradox of the integration of technology in design education gives rise to another
conflict. The polycentric, ever-changing qualities of physical sketching can be ideal for reinforcing
this deeper understanding; relying solely on digital tools to ideate new designs and iterate upon
them may result in a shallower grasp of design principles. There are various scholars arguing that
technology would be an aid but not a replacement to traditional skills and the balance between
digital and manual should be maintained (like Lawson, 2006). The debate outlined above between
the studio-based traditionalists and their innovation advocates—reflects an unresolved tension in
design education: what is the best way to educate students for a future industry that moves quickly,
while maintaining engagement with fundamentals of craft.

Overall, the literature review confirms design education to be a complex topic and hence it
highlights that an in-depth understanding is necessary which covers both traditional as well as
modern aspects of designing. No doubt, traditional methods offered some invaluable benefits in
terms of experience and mentorship, but modern techniques introduced with the evolution are far
more flexible, accessible and relevant to current-world design practice. Clearly the best design
education programs will be those that combine both, thereby giving students a grounding in what it
takes to negotiate today's challenges from within while setting them on a journey which is timeless.
To keep up with the field, current research and experimentation remain invaluable in sharpening
these educational approaches so they may be more adaptable to students as well as adapt
concurrently with their professional expectations.

Discussion. Despite the numerous studies on design teaching with traditional and modern
methods, there remain gaps in research resulting from this dynamic nature of development and
transition within design education. With design increasingly shaping a range of life—affecting
realms from consumer products to various digital experiences—the importance for useful pedagogic
approaches that prepare students for this diverse field is more urgent than ever. Nevertheless, as
research has advanced there are specific gaps and inconsistencies that have appeared or were
insufficiently covered challenging for further inquiry and innovation in the field.

Gaps in Longitudinal Research on Design Education. A major missing piece | see is a lack of
longitudinal studies showing the lasting effect that these teaching methods have on duoing method
students' success and flexibility in their careers. Although there is lots of research that has been
done around the immediate outcomes related to different types of pedagogical approaches, such as
student satisfaction and what they get out learning wise — very few have looked at how these sort
particular educational experience could shape trajectories into careers down the track. This
discrepancy takes on particular importance in the sense of how traditional and contemporary
methods are equipped to prepare students for an evolving design industry.

Based on research, hereby referred to educational methods have different long-term
performance effects of graduates in the career, and it depends on one individual character as a
background profile or their path upon how they will meet after years. Jenkins, Jones, and Ward
(2001) also found the ability to engage in active-learning methods during students' studies was
associated with significant differences on career outcomes; the latter is indicative of lifelong
learning now Jenkins, Jones & Ward. More recent research found similar evidence, emphasizing
that actions developing the knowledge and capabilities stay longer after teaching provided by
authors such as Alvarez-Gallego, Martinez-Marin i.e. (2018) focusing on long-term strategies of
teaching in this context (Alvarez-Gallego et al., 2018).

For example, while a student might do well in the classroom with lots of digital design tools
but what does this experience actually mean for her long-term career success within an industry
where technological change is so fast that some skills may become irrelevant only a few years later.
Without longitudinal studies, educators and policy analysts potentially have limited data to base
curricula off or make decisions on education strategies with. Learning how specific approaches to
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education play out in the long run could help reveal best practices for preparing students not just to
land their first jobs but succeed over time and be adaptable within a rapidly growing industry.

Not only that, but the design industry is also an ever-changing entity with new technologies,
methodologies and market demands evolving every other day. So being able to adapt and learn is
becoming more essential skills for designers. There are only preliminary data on the effectiveness
of educational measures for permanently promoting these abilities. Do students with a traditional
basis of skills have greater flexibility to challenges they may encounter on the new every day? Or
do those who have been educated in modern/digital tools forge an easier pathway through the
changing landscape of design industry? These are important questions for which we lack sufficient
quantitative evidence.

The Need for Cultural and Geographic Diversity in Research. A more significant gap in the
current state of research is that cultural or geographic diversity—such as examining acupuncture
specifically in a European country and Western medical models with US populations—is largely
unexplored. This is primarily because many of the studies in relation to design education are based
on research from Western institutions, which tend to have most voice and control over discourse.
This focus can be limiting, as it ignores the rich and diverse histories of design education in other
countries where differing cultural values, imperatives and resources may affect how teaching is
imagined taking effect.

The design education which surely will undoubtedly relevant and effective in the practical
projects when played well with cultural and environmental contexts. As Heine (2014) highlights the
sustainability is taught at Clemson based on environmental factors; therefore, students should
consider sustainable design into their built environment context behaviors. In noting how students
within different cultural contexts have unique issues in life, the authors also place particular
emphasis on ensuring that all instructional designs are culturally sensitive (Mills, Stefaniak, Luo &
Glass 2020). Further examination of how traditional and modern methods are implemented and
modified within non-Western settings may inform the extent to which these approaches can be
applied globally.

A big part of why the craft tradition in design looks so different outside developed countries is
because what passes for formal education there includes a lot more cultural heritage and process.
Production can often be locally rooted, too —flowers are just one small example. For example, the
principles of wabi-sabi in Japan can deeply influence design thinking compared to Western-
approaches valuing polished-perfection and eternal permanence. Likewise, countries having a
heritage of quality hand-made goods like in India might have more focus on traditional crafts and
craftsmanship in the design education compared to those with mass manufacturing/industrial
designing agencies.

Together, such cultural facets indicate that a common law for design education will arguably
be less adequate on an international footing. But because so much of the current research is tailored
towards specific countries and regions, little light has been shed on these essential cultural nuances.
Generalizing the present findings to different educational methods is difficult; hence, more research
on applying various education methodologies for cultural contexts may be necessary in order that
these are included into a study of global relevance.

Balancing Digital Tools with Traditional Skills. Second, the literature suggests a
contradictory relationship between digital tools and traditional design craft. Though the necessity of
technology in design education is universally acknowledged, its role in balancing finesse with
handcraft—a linchpin over generations at the core of almost all design disciplines—offers little by
way of a consensus. This tension, so far unresolved highlights the requirement for further hybrid
teaching model research to bridge both sides and equip students with appropriate technological
along manual skills that are essential in navigating modern design landscape successfully.

The digital tools in design have transformed the field by supporting your ability to render,
iterate and communicate on a new level. Some argue, however, that it is undercutting traditional

skills like drawing by hand or model-making and other forms of craftsmanship. Not only are these
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skills important purely from an aesthetic standpoint, but they also play a crucial part in problem
solving and spatial thinking as well as having the ability to truly understand materials and
processes.

For instance, architects designing by way of digital media may not be able to subtly feel the
structural constraints against their designs and as such might introduce impractical or overly
complicated solutions. Likewise, product designers with no material experience have often had
difficulty working towards a realistic and manufacturable solution to the functionality of their
products. Hence, the challenge is to show what are the best things tech can do for them without
betraying their skills and craftsmanship to create balanced designers capable of tackling all
challenges.

Future Directions in Design Education Research. From these holes and limitations, several
perspectives and avenues for further research are warranted. There is a promising sign on the
horizon, which are more resolved hybrid educational models and not just where code learning
content gets periodization plus practicality of such traditional methods. Research may concentrate
on how to adapt these models for syntheses in a range of design disciplines, across various student
needs and institutional contexts. For example, research on how to most effectively combine digital
tools within studio-based learning may help an instructor develop more comprehensive curricula
which retain the tactile experience while also adopting tech-driven versatility.

In addition, future studies may wish to investigate how various pedagogical approaches affect
student capacity for continued adjustment when using new tools and technologies. Such studies
could encompass for example longitudinal research following graduates throughout their careers to
see how effectively they have learned or are able to adapt skills as the needs of industry change.
That type of research can help inform how we prepare students with the skills and understanding
they need not just for now, but throughout their lives.

A culturally sustainable pedagogy. Another area that needs a lot of research is how traditions
and local culture-based teaching methods can be used to teach design differently. With the widening
globalization of our field, it has never been more important to understand how diverse cultural
contexts may shape teaching efficacy. We suggest that research at the intersection of culture,
pedagogy and design can enable new teaching approaches to reflect more inclusive learning
methods which are flexible for diversity.

For example, research could investigate how traditional design practices of non-Western
cultures may be incorporated into contemporary curricula without appropriating and erasing these
traditions while also preparing students for a global arene. It could go on to study how students
from different cultural backgrounds react to teaching methods — and thus tell us something about
what learning-centered environments for underrepresented groups might be more inclusive.

Practical Applications and Recommendations. The findings of this review could not only be
used from these academic angles, but also for its practical implications. Some suggestions: design
educators should undergo lifelong learning to remain current with up-to-date technology tools and
teaching methodologies. Our goal is for faculty to be able to contextualize the new methods within
their knowledge of design practice as well as their pedagogical strategies, so that they can
effectively blend them into traditional design education. This not only elevates the standard of
education but also guarantees that our in-school students are receiving a consideration which is both
recent and rooted to the root’s principles of design.

They can also opt to gain a foothold in education by forming partnerships with top industries
and then create an alternate curriculum that is closer aligned to practical. This could result in real
world projects and internships for students, giving them the chance to experience working with
what they were taught both through traditional modes & some via modern day education. Initiatives
like these can help to connect the dots between academic learning and professional practice,
creating a more natural move from student to pro.
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This might take the form of joint programs with design or technology companies, in which
students would attend class and work on actual projects under an industry professional. Not only
would this enrich their learning experiences for these students but provide them with potential
industry contacts and a better perspective on how the education relates to working in practice.

In summary, while information based on the existing literature can serve as a strong and valid
base for elucidating comparability of traditional versus modern methods in design education;
interesting terrain is still left to convene. To push the field forward, it is important that we take these
gaps and conduct targeted research in their wake; practical innovations can fill them when a
theoretical approach may not. The more the design landscape continues to evolve, the methods for
teaching must change making sure that our next in line designers are ready enough to accept and
solve future problems.

These dimensions of sustained design research, cultural relevance and the strengths/bias
issues in digital vs traditional skills should be identified by educators to further add subtleties and
complexities on understanding when do students learn through Design. In doing so, the domain of
design education can continue its growth and transformation to best serve students in a new world
full of challenges and opportunities.

Conclusion. In summary, this literature review has conducted an analysis on traditional and
emerging pedagogies of teaching design from various dimension: learning strategies used by
teachers at each paradigm, positive & downside impacts to students' academic experience and
professional readiness. I've pulled out some of the highlights from our review to show that
traditional approaches, which focus on craft skills and practice-based learning in design education
(drawing/making), are still crucial for how we foster creativity as well as proficiency among design
students today. Another key advantage of these methods is to encourage a very reflective, iterative
process-oriented way in which and through this you can think about proper problem solving that
leads absolutely take realistic design thinking.

On the other hand, digital technology today allows for highly accessible and flexible use of
methods that are interdisciplinary in application — making many more likely to develop tools with
potential relevance to practice. The use of digital tools, and the integration of multiple online
platforms which allow content to be delivered in many languages has ensured that design education
is no longer confined by time or physical location. And further, new models of design such as those
championing design thinking and cross-discipline education offer the best responses to this
changing face of what it means to be a contemporary designer; readying students for a future that
continues transforming faster than ever before.

On the downside, it reveals major deficits and tensions in this research literature especially for
example with respect to longitudinal approaches but also culturally sensitive teaching models
additionally hybrid ways that combine favorable effects of traditional as well s modern methods. If
the goal is to improve and progress in relation to design education, thereby allowing it limitlessly to
adapt with time according not only academic but market wise student requirements then these gaps
need addressing.

These results provide several recommendations for future research and practical action.
Studies should also consider longer-term impacts of teaching methods to give insights as how
educational approaches affect professional success and adaptability in the careers on design
graduates. Further, research here on culturally responsive design education is necessary to articulate
pedogenic approaches for a global classroom. Educational institutions may need to incorporate
hybridized teaching models that combine existing methodologies with new-age techniques, so
students learn the required practical experience and digital fluency for doing well in their careers. It
is through these efforts that we shape the future of design education to equip tomorrow's designers
with tools and insights as they face increasingly complex challenges.
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PEDAGOGICAL TECHNOLOGIES IN CERAMIC ART EDUCATION

Abstract
The present study, therefore, addresses the integration of pedagogical technologies in ceramic
art education by specifically evaluating 3D modeling software and virtual reality (VR) simulations
that are combined with traditional hands-on teaching methods. Through mixed-methods inquiry the
study empirically validates multiple narratives about these digital tools and explores their impact on

students' technical skills, creative growth, academic engagement. In comparison to the control
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group — which used typical teaching methods— that had a significantly worse result in terms of
design innovation, spatial sensibility and technical ability than the experimental one experimented
with seeing reality by blending digital/design possibilities. While data from student reflections and
instructor observations in this study indicated that using the digital tools led to greater agency,
motivation and social learning amongst students there were also challenges identified which
included feelings of separation associated with some aspects of craft. The research in the study will
argue introducing a balanced use of digital tools can improve ceramic art education by augmenting
creativity and protecting anchoring tactile processes. Future research could examine the durability
of this pedagogical model and generalizability across art forms, as well as educational situations.
This knowledge supports the current debate concerning technology-enhanced education with very
practical aspects for educators, who are interested in updating their curricula without losing track of
traditional craftsmanship.

Key words: ceramic art education, pedagogical technologies, 3D modeling, virtual reality
(VR), hands-on learning.
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HEJAT'OI'MYECKHUE TEXHOJIOI'MHU B XYJOKECTBEHHOM OBPA30OBAHUU
11O KEPAMUKE

AnHomayus

Takum  oOpa3om, B  HACTOSIIEM  HCCIEJOBAaHUU  PACCMATPUBAETCS  MHTErpauus
MeJarornyeckux TEXHOJOIMM B OOy4eHHE HCKYCCTBY KEpaMHUKH IyTeM CIHElUaJIbHON OLEHKU
IporpaMMHOro obecnedenus s 3D-moaenpoBaHus U MOJETUPOBaHHS BUPTYaJIbHON pealbHOCTH
(VR), KOTOpBIE COYETAOTCS C TPAJUIIMOHHBIMH MTPAKTUYECCKUMU MeTo1aMu 00ydeHusi. C MOMOIIbIO
CMELIAaHHBIX METOJIOB HCCIIAOBAaHMUs ObUIM SMIIMPUYECKH MOATBEPKJIEHbl MHOTOUYHCIIEHHBIE
pacckasbl 00 3TUX HU(POBBIX HHCTPYMEHTAX U MCCIEI0BAHO UX BIMSHHE HAa TEXHUYECKUE HABBIKU
CTYJEHTOB, HUX TBOPUYECKHH POCT M aKaJEeMUYECKYI0 BOBJIEYEHHOCTb. [lo cpaBHeHHIO ¢
KOHTPOJIbHOM TPYMIOH, KOTOpas MCHOJIb30Bajla TUIIMYHBIE METOJbI O0y4YeHHs, Y KOTOpOi Obuin
3HAYUTENIBHO XYAILIUE PE3YyIbTaThl C TOUKU 3PEHUS JU3aHHEPCKUX NHHOBALHM, IPOCTPAHCTBEHHOTO
BOCHPUATHS U TEXHUUYECKHUX CIIOCOOHOCTEH, SKCIIEPUMEHTANIbHAs TPYIIa dKCIEPUMEHTHPOBAIA C
BOCIIPUATHEM PEATBHOCTH MyTeM cOYeTaHHWs HHU(POBBIX U IU3aWHEPCKUX BO3MOXKHOCTEH. XOTs
JTaHHbIE, TIOJyYEHHBIE B PE3yJIbTaTe Pa3MBILUICHUH CTYIEHTOB M HaOJIOJIEHUI NpernoaaBareseil B
TOM HCCIEIOBaHUM, MOKa3ald, YTO HCIHOJIb30BaHHWE IU(PPOBBIX HHCTPYMEHTOB IPUBEIO K
0oJbIIel aKTUBHOCTH, MOTHBAIlMM W COLIMAJILHOMY OOYYEHHIO CPEIu CTYAECHTOB, ObUIM TakKke
BBISIBJIEHBI TPOOJIEMBbI, KOTOpBIE BKIIOYAJIM YYBCTBO OTUYKICHMS, CBS3aHHOE C HEKOTOPBIMHU
acriekTamMu pemecina. B xozme wuccnenoBaHus OyAeT J0OKa3aHO, 4YTO COalaHCUPOBaHHOE
UCMOJIb30BaHNE IU(POBBIX MHCTPYMEHTOB MOXKET YIYYIIUTh O00y4eHHE MCKYCCTBY KEpaMHUKHU 3a
CUET Pa3BUTHS TBOPUYECKHX CIOCOOHOCTEHM M 3aKpeIUIeHUs TaKTWJIbHBIX ollymieHud. B Oymymux
UCCIIEIOBAaHUSIX MOXKHO ObUIO OBl M3YYHUTh JOJTOBEYHOCTh ITOM IMEAArorMuecKo MOJIETH U ee
MPUMEHUMOCTh K Pa3jM4YHbIM BHJIaM HCKYCCTBa, a TaKKe K 00pa30BaTelIbHBIM CUTYyalUsM. JTH
3HAHUS MOJNJEPKHUBAIOT TEKYIIYIO0 TUCKYCCHIO 00 00pa30BaHUM, OCHOBAHHOM Ha TEXHOJOTHSX, C
OUYeHb NMPAKTUYECKUMH acleKTaMu JUIs MpernojaBaTesiell, KOTOpble 3aMHTEPECOBaHbl B OOHOBIEHUH
CBOUX Y4€OHBIX IPOTpaMM, He TepSs MPU ITOM TPaJIUIIMOHHOIO MacTepCTBa.

KutoueBble cioBa: XyJqoKeCTBEHHOE 00OpazoBaHuE B 00JacTH KEpaMUKH, MeJarornyeckue
texHosoruu, 3D-monenupoBanue, BupTyansHas peanbHocTh (VR), mpakTryeckoe o0ydeHue.
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KEPAMUKA BOUBIHIIA KOPKEM/IK BIJIIM BEPYIET'T IIEJAT OT MKAJIBIK,
TEXHOJIOI'USJIAP

Anoamna

Ocpuraiiiia, Oyn 3eprrey nocTypii IIpakTukanblK OKbITY omictepimen Oipikripinren 3D
MOJICTIbJICY KOHE BHPTYalAbl MIBIHABIKTEI Momenbaey (VR) OarmapiamaiblK KypasiblH apHaubl
Oaranay apKpUIbl KepaMHUKa ©HEpIH OKbITyFa IeIaroruKaiblK TEXHOJOTUsIapAbl OipiKTipyadl
KapacTeIpajbl. Apajac 3epTrey OAICTepi apKbLIbl OChI IMUMPIBIK Kypajaaap Typalbl KONTEreH
€cenTep SMIUPUKAIBIK TYP/AE PACTAIAbI )KOHE OJNapAbIH CTYASHTTEPIIH TEXHUKAIBIK JaFAbUIapbIHa,
IIBIFAPMAIIBUIBIK ~ ©CYiHE JKOHE  aKaJeMHsUIBIK  KaThICyblHa ocepi  3eprrengi. Juzaiin
WHHOBAIHMUIAPhl, KEHICTIKTIK KaObUIay *oHE TeXHUKAJBIK KaOlIeTTep TYPFhICHIHAH alTapIibIKTal
HaIap HOTKXKeNepre Me THITIK OKBITY SAICTEepiH KOJAaHFaH Oakbuiay TOOBIMEH CajbICTBHIPFaHIA,
HKCIIEPUMEHTTIK TON LUDPIABIK XOHE Ou3allH MYMKIHAIKTEPiH OIPIKTIPY apKbUIbl HIBIHIBIKTHI
KaObUImayMeH Toxipube skacambl. Ocbl  3epTTeyneri CTYACHTTEpIiH pediexcusicel MeH
OKBITYIIBUIAPABIH ~ OaKblIaylapblHAH albIHFAH JIEpeKTep MHUQPPIBIK KypanaapAbl KOJAaHY
CTYICHTTEpP apacblHAa OCJCEHAUIIKTIH, MOTHBAIlUSHBIH JKOHE  OJICYMETTIK  OKBITYIBIH
JKOFapbUIayblHA OKENEeTIHIH KOPCETKEHIMEH, KOJOHEpJiH Keilbip acmekTiiepiMeH OalIaHbICTHI
MEINIKTEH IIBIFapy Ce3IMiH KaMTHTBIH MOcCeNesep JI€ aHBIKTAIbL. 3epTTey MUQPIBIK Kypangapsl
TEHJECTIPUITeH MaiijlaiaHy MIBIFApPMAIIbLIIBIK KAaOIIETTepiH NaMBITy XOHE TaKTHIBII ce3iMaepi
HBIFAUTy apKbUIbl KepaMHKa OHEpIH OKBITYIbl >KaKcapTa ajaTblHBIH jadnenjeiai. bomamax
3epTTeysiep OChl MEAArOTHUKANbIK MOJENbJIH OEpIKTIriH >KOHE OHBIH 9pTYpPJi eHep TypJepiHe,
COHJali-aKk OuliM Oepy >KaFjaijapblHa KOJJAHBUIYbIH 3epTTed amanael. byn Ourim  mactypii
meOepllikTi  JKOFanThail, oKy OarmapiamManapblH >KaHApTyFa KbI3BIFYIIBUIBIK — TAaHBITATHIH
OKBITYIIBIIAD YIIIH ©T€ MPAKTUKAIBIK acleKTuiepl 0ap TEXHOJOTHUsSFa HETI3ENTeH OLTIM Typaibl
arbIMJIaFBI MIKIpTaIacThl KOJIANIbI.

TyiiiHn ce3aep: kepamuKa cajachblHIaFbl KOPKEMJIIK OLTIM, NMEAaroruKajiblK TEXHOJOTHsIAp,
3D mogenbaey, BuptTyainas! WbHAIK (VR), [IpakTHKAJIBIK OKBITY.

Main provisions. In the research article "Pedagogical Technologies in Ceramic Art
Education”, laboratory research has been carried out on the combination of traditional ceramics
education with modern technological resources, such as 3D modeling software and virtual reality
(VR). The study argues that these technologies improve student tech skills, creativity and
engagement compared to traditional approaches. But it also highlighted challenges that she faces in
the wake of more and powerful technology, mostly a weakened connection to physical experiences,
pointing toward the need for balance with use. These results are in line with the notion that adding
digital tools to traditional, hands-on methods adds richness rather than replacing what is done by
hand and they suggest a new educational model for ceramic art. Further research would also be
needed in order to generalize this model for other types of art practices.

Introduction. The encroachment of pedagogical technologies into ceramic art education is
symptomatic both of educational reform more generally, and the increasing intrusion which
teaching increasingly performative craft over technology manifests its own subtleties. At a time
when this disciplinary history increasingly comes into contact with contemporary educational
standards, the concept of ceramic art and its efficacy in 21st century education have never been so
timely. Ceramic art education, Smith (2020) stresses is fundamentally about creativity and hands-on
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experiences—rendered scarce by an increasingly digital age. Yet the integration of pedagogical
technologies also creates opportunities and challenges that humble conceptions, demanding a
complex unpacking.

Ceramics, a craft often handed down through apprenticeship or in person workshops is
transitioning into an area where digital tools and innovative teaching methods have found their
home. Thompson (2018) argued this is the challenge: To preserve a haptic art form, but take
advantage of new pedagogies in technology. In ceramic art specifically, the means by which
knowledge is transferred has long rested in apprenticeships with a master craftsman demonstrating
techniques to pass on directly (Jones, 2019). While successful in learning a skill, this method does
not have the scaling and inclusiveness necessary for modern educational needs. So the current
pedagogical paradigm is to retain these traditional methods while also adopting new technologies
that have shown promise in enriching learning outcomes and accessibility.

This issue is all very much rooted in the context we have been living of broader educational
trends emphasizing technology integration into curriculum. Even in the 1990s, educational theorists
were calling for more interactive and engaging learning environments (Papert, 1993). Such
solutions have been adapted for ceramic art education via tools like 3D modeling software, online
platforms supporting network collaboration and even the use of virtual reality (VR) to provide a
studio-like experience. Indeed, Anderson (2017) suggests such tools provide students with new
freedoms to manipulate both form and function on a level not constrained by the expense of
materials or limited physical space. However, there is a worry that such technologies might take
away the materiality essential to ceramic art itself thus causing problems with regards how digital
and physical dichotomous aspects of craft interact.

Several studies have examined the consequences of these technologies in different educational
environments. In art, Green (2015) investigated the use of 3D printing and discovered that students
value the accuracy (precision?) gains associated with digital fabrication but nonetheless indicated a
desire for more tactile experiences. At the same time, Brown (2016) conducted a study into e-
learning platforms and found them to enhance students accessibility but often at an artistic cost in
terms of whether or not they managed effectively engage their art subject while also failing to
convey the learning experience as per studio. These literature and concluded approach open a way
to think hybrid, which is more the future of survey methods by merging face-to-face with digital.

Finally the use of pedagogical technologies in ceramic art education is discussed, and to
develop more understanding about potentsisal fruitful approaches towards these challenges
mentioned above, it is important that theoretical discourse be considered. Constructivist theories,
that focus on the idea of learners playing an active role in their own knowledge construction are
particularly pertinent here (Vygotsky, 1978). From this angle of vision technology may be a great
ally in experiential learning that gives an opportunity to the students to feel the concepts and learn
them. Dewey (1938) emphasized that no educational technology is automatically effective; it must
be used as a means to create opportunities for accomplishing something worthwhile with what we
know, such as skills. In the field of ceramic art education, this means using digital tools to
supplement—not supplant—the hands-on experiences on which craftsmanship is built.

One other really important concept for this discussion is the idea of embodied learning— that
physical interaction and sensory experiences are an integral part of the process by which people
learn (Merleau-Ponty, 1962). This is highly relevant in the field of ceramic art, where hands-on
material manipulation forms one core aspect of its craft. A key challenge, as Rogers (2018) puts it
so well is to use digital tools that support and do not interfere with this part of the learning
experience. For instance, VR can create the illusion of being in a studio environment and help
students practice techniques without risk, it is not able to recreate the haptic response offered by
working with clay.

As ceramic art education is developed due to the advancement of technology and pedagogical
theories, it's important that how ceramics are taught in light of this evolution be taken into

consideration. As Wilson (2019) argued, the objective should not be to replace traditional methods
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with digital alternatives outright but rather find a balanced middle ground that utilises both for their
respective strengths. This will necessitate a reconsideration of how technology is embedded into the
curriculum to support rather than detract from what we deemed so vital for its material aesthetic in
past ceramic-making traditions.

Finally, the issue of using pedagogical technologies in teaching ceramic art is very important
— it is necessary to avoid one-sided bias and clearly understand both prospects and obstructions
while working with digital tools. While such technologies have the capacity to improve learning
outcomes and bring ceramic art to a larger community, there must always be some concern for
preserving an aesthetic typically learned through hands-on experience within one's own committed
education. Future research is encouraged to continue investigating ways in which these new
technologies can occupy a more central role within ceramic art education while simultaneously
supporting the enhancement of hybrid models bridging traditional and innovative media, techniques
& methodologies.

Methods. To understand how the effects of pedagogical technologies on ceramic art
education, mixed-method was used to measure both quantitative and qualitative aspects. One of the
other positives of this research design is that it covers a broad spectrum about educational practices,
combining as claimed by Creswell (2014) between both strengths experimental and observational
techniques. This study was divided into a number of phases that together provide an overview of the
potential integration between digital tools and traditional contents in ceramics curricula.

In the first phase of this study, a pedagogical model that combined digital technologies with
traditional ceramic art practices was developed. The model was informed by a review of the
literature on technology for learning, ceramic art pedagogy and constructivist conceptions of
learning (Vygotsky, 1978) and is outlined below. The tool is intended to keep the hands-on, tactile
feel of working in clay somewhere at its core while repurposing it as a digital supplement and
collaborator with learning objectives. The model was built up from three main components — 3D
modeling programme, online collaborative platforms and virtual reality (VR) simulation— due to its
ability to support learning in traditional ceramics technigues (Anderson, 2017).

An empirical research was carried out to assess the effectiveness of this model with two
different college ceramic art classes. Random assignment of students to the control group (i.e.
traditional instruction) and experimental or digital condition as specified in Table 2, with N
denoting number of instructional units provided Used random assignment to ensure that any
variations in outcomes could be contributed solely by the intervention not because of prior
differences between groups (Campbell & Stanley, 1963). Instruction for both groups was designed
from the same curriculum, with only differences in how it would be taught.

The experimental group experienced digital technology in all the instructional processes of
ceramic art-making. First, they used 3D modeling software to visually scheme out their designs
before any physical clay work began. And here, they can play with form and function in the virtual
realm; an ability to iterate more/ refine better than what is possible on normal clay (Green 2015)
Blender is an open-source 3D modeling software that was adopted in the design phase and
commonly used for educational and professional purposes (Blender Foundation, 2021). Students
attended a set of lessons to learn the software and their learning was assessed with weekly tasks that
asked them to deliver digital models for feedback.

The students in the experimental group used clay after digital modelling has been conducted.
Virtual Reality Simulations were introduced at this point, for students to practice different
techniques in VR before implementing it on their physical projects. Rogers (2018) created a VR
environment that acted as an interactive ceramic studio, where the user had virtual tools and
materials responding in real-time to their movements. The idea was to create a link between digital
and physical practice, which in turn would bolster the confidence of students when they decided to
try out new techniques so that the fear of ruining material/products did not discourage
experimentation.
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The control group, by comparison, was instructed in a traditional manner typical of ceramic
arts acquainted teachings. They assigned this control group to first sketch their designs on paper
before proceeding directly with clay — exactly as the students in the experimental arm were
required to do, but without digital tools. This method was a foundation to compare change and it
enabled the researchers to understand effects of digital tools on student learning outcomes.

Several assessment tools were used to evaluate the effectiveness of this pedagogical model.
These included a mix of quantitative measures through pre- and post-tests, as well as qualitative
measures using student reflections and instructor observations. The pre- and post-tests were created
to show student knowledge of ceramic art, both technical and creative problem-solving skills
(Thompson, 2018) The exams ask basic questions of technique, design skill and the ability to
analyze your work. After, all data obtained from the tests was then statistical analyzed to verify
significant differences between control and experimental.

Along with the quantitative measures, they obtained qualitative data in the form of student
reflections and instructor observations. The reflections are written by the students at the conclusion
of each major project and they discuss their experiences with various forms of instruction, including
how those instructional methods helped or hindered them in learning (Brown, 2016). We used
thematic coding, qualitative research method that consists of a process for identifying and
categorizing recurring themes in our data analysis (Braun & Clarke, 2006). This analysis explores
the ways in which students conceptualize digital technologies incorporated into their learning, and
how they believe it assists them to understand ceramic artworks.

The other major element of the qualitative analysis was instructor observation. The instructors
who taught the control and experimental groups were instructed over a series of meetings to keep
detailed, direct observation notes linked thematically to the instruction in play throughout the
course: differences between student engagement, creativity/variation on exposed concepts or
necessary components/technical proficiency comparing this year's cohort (Wilson 2019).
Subsequently, the qualitative log entries were analyzed and cross-referenced with the quantitative
analyses to identify patterns between instructional methods used in teaching a topic with student
outcomes.

The third phase (Level I11) of the study examined statistical analysis related to quantitative
data retrieved from pre- and post-tests. There was paired t-test to compare the control and
experimental groups before & after intervention. The paired t-test was selected as it is suitable when
there are two related samples, the same students tested but before and after an intervention (Field,
2013). The t-test results yield a statistical verdict on the differences between scores of students that
allow to measure in quantitative terms how effective professorial model was.

An additional regression analysis was conducted using the use of digital tools as a predictor
for student learning outcomes. This analysis provided the researchers with a way to ensure that
other factors (like extra experience in digital technologies) could be controlled for so as not to taint
the results even more. Additional evidence was given by the regression analysis about whether it
had a positive, negative or neutral effect on students” performance regarding to each one of the
digital tools integrated.

The findings were validated using a new group of students in the test phase, confirming that
indeed these results could be statistically responsible. The follow-up replication study was a near-
exact copy of the initial study, with slight changes in video-based instruction based on first-round
participant feedback. Comparison of Replication Results to the Original Findings The replication
study compared its results with those from a previous study on Estudio en Casa in order to ascertain
whether the effects of using an educational model were similar for different student groups
(Shadish, Cook, & Campbell, 2002).

The methodological approach was designed to support the reliability and validity of findings
in this study. This allowed for reliability; as the same assessment tools and instruction method was
consistent across both groups simultaneosly at every school (Campbell & Stanley, 1963). To

enhance validity the study employed a range of data sources aiming to present how digital
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technologies influence ceramic through a better triangulation between quantitative and qualitative
measures etc. Applying statistical analyses helped, too, as it added quantitative metrics to the
differences observed between groups.

In sum, this study uses a mix of experimental and observational or statistical methods to
rigorously evaluate the pedagogical model. The effects on ceramic art instruction were investigated
by surveys consisting of pre- and post-tests, students reflections, instructors perceptions as well as
statistical analysis. This approach with mixed-methods data led to a comprehensive exploration of
the multiplexity both in quantitatively and qualitatively aspects on the research problem, which can
be used for further practices using ceramic art. The findings of this research provide a significant
addition to the ongoing discourse on technology and its implementation in art, as it points out
advantages but also pitfalls when embedding digital tools with traditional crafts processes.

Results. The findings of this study on the impact of incorporating pedagogical technologies to
ceramic art education indicated that both groups shown significant difference after exposed
experimental instruction design with PBL and digital tools in an online environment compared to a
traditional one. This explanation is done by the standardized evaluation from both quantitative and
qualitative data, which finally offer a general conclusion of how these digital tools can trigger
student learning in ceramic art. The results demonstrate a rich interplay between technology and
time-honored crafts, giving us important context on the pros and cons of leveraging digital tools in
arts education.

The first key result of the study was that technical skills were significantly improved better in
the experimental group. The mean trend in scores of both cases showed a significant improvement
after 3D modeling software with VR simulations had been implemented to help students better
understand the contents, they needed to have proficiency for technical mastery (Thompson,2018).
More specifically, average post-test scores by the experimental group were 15% higher than their
pretest score while in control it only increased on an average of 7%. This implies that the digital
tools afforded students practice and revision opportunities unattainable to those who solely relied on
conventional approach (Green, 2015). One good, easy way to do this is with a t-test: homework 63
Case study You've been given data from an EMA survey before and after the program in two
variables e01-02 which are both ordinal scales measuring mental health status (you're best off
transforming them into rank-order scale) There are four possibilities regarding "difference™ here-
test one or more of these differences between each time-point mean as usual If you also have
normal distribution on either variable then it would be necessary for valid conclusions; any p-value
less than.

More detailed examination of the test scores indicated that it was those in the experimental
group who displayed significant scaffolding, especially with regard to design and perceptive
awareness. These students experimented with 3D modeling software to visualize intricate forms and
structures in a digital space before committing them into physical materials (Blender Foundation,
2021). It has not only improved their spatial perspective in a 3-dimensional space, it gave them the
confidence to try more new designs. On the other hand, students in traditional sketching and hands-
on clay activities control group tended towards more conventional, less ambitious design solutions.
This is consistent with the view from prior studies, that digital tools for art education can
exponentially increase possibilities of creative production resources and outcomes (Anderson
2017).

Beyond the quantitative improvements, qualitative data collected from student reflections and
instructor observation provided additional depth to understanding why this pedagogical model
worked so well. Lots of the students in that experimental group felt it when they incorporated
digital tools into their learning, and I think this reduces some self-reporting bias (Brown, 2016).
They found it extremely useful to have their designs visualized in 3D so they could play around
with different forms without the constraints imposed by a physical material. In addition, many
students reported that the VR simulations enabled a deeper understanding of the skills they were
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being taught because they could practice in a safe environment before using real clay (Rogers
2018). These reflections supported enhanced motivation and confidence in the students using digital
tools, alongside advancement of technical skills.

This was confirmed by the instructors, who described several distinct behaviors and patterns
between Sl-Active students and their counterparts. Lecturers observed that, as a rule, the students in
the experimental group were more willing to test ideas and take some risks: tools like virtuality
limited visible failures (Wilson 2019). The exploration willingness of experiment group resulted in
the final projects better and more original with higher scores from instructors compared to a control
across both technical aspects and also creative output. The instructors also noticed that students in
the experimental group tended to be more active during lecture and would often spend extra time
interacting with their digital models, along with VR simulation materials outside of class.
Significantly, the pedagogical model promoted not only superior learning outcomes but also a
greater level of engagement with content.

Yet, the results also showed challenges regarding digital tools in ceramic art education. A
major apprehension both from students and instructors was that the digital tool may overshadow
this very "somatic intuition™ which is crucial to ceramic art (Merleau-Ponty, 1962). A few of the
students in the treatment group actually felt a bit alienated from working with digital models
compared to those physical pieces that they created so there might be something here. The one
response | kept hearing from professors was that they noticed it took the students some time getting
used to turning their digital designs into physical implementations, leaving much of what was done
lacking in technical execution. While this definitely should feel like good news for all
manufacturers of digital tools, it also means however that the averaged technology used at home can
only improve parts of education and must be wisely combined with ways to support rather than
substitute the physical experiences which are needed to succeed in ceramics.

In response to this, the research also conducted a follow-up analysis based on in-time
exposure of digital tools and final physical work outcomes. They found that, overall, those students
who used digital tools in the lab as a way to complement their work with hands-on clay building
had among some of the richest and most technically proficient projects (Jones 2019). In contrast,
students who used digital tools without multiple repetitions of similar activities with a physical tool
were more likely to experience problems during the build phases. These results emphasize the need
to build a pedagogical model that uses digital tools in such a way as not take away but complement
or improve, so they do not replace tactile experiences which are an integral part of ceramic arts
education.

Additionally, the study examined how digital resources influence collaborative learning in
ceramic art. Because the experimental group could share their digital models, receive peer
evaluations or nominations— especially useful for choosing team members in projects—and
collaborate online privately that were simply impossible options with the control class (Anderson
2017). The teamwork element of the pedagogical model was particularly helpful for students who
found parts of the design process challenging because they would get instant feedback and
assistance from their peers. Instructors noticed that the experimental group felt a better sense of
community and collaboration, being important for their success in this course.

On the other hand, some drawbacks of applying online collaborative platforms on ceramic art
education were discovered in this study as well. Though these provided platforms for collaboration
in design, they were not as effective when it comes to the craft of construction where in-person
interaction and hands-on support are needed due to the physicality (Rogers 2018). A few students in
the experimental group expressed frustration with what they perceived as online-only
collaboration’s lack of capacity to embody certain ideas or techniques. This means that the
advancing side of online collaboration can be very supportive for learning but it may never fully
replace face-to-face interaction and hand scale practice in ceramic art education.
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The study also analyzed the student satisfaction and overall experience; so as to help in a
more detailed understanding of results. At the end of these courses, course satisfaction (measured
by surveys) was significantly higher for students in experimental sections compared to traditional
(control), a 2 percentage point increase according to Brown's post-course data collection. Most of
the heightened satisfaction with learning was assigned to improved digital connectivity, which
made virtual lessons more interactive and exciting for students. Yet, the surveys also exposed that
some experimental students suffered anxiety and frustration using new digital tools — those who
were less familiar with technology in particular. This indicates that, while there may be benefits
from integrating digital tools into our classrooms to support student learning, it is essential we use
the technology in a thoughtful way and with proper supports so as not to create “digital haves” at
the expense of “have-nots”.

The results of these studies have significant implications for ceramic art education into the
next millennium. The results implied that digital tools, when discretely and judiciously folded into
ceramic art courses, produced a positive effect on the technical skills as well creative abilities of
students within such classes Thompson 2018. But the study also shows that we need a mixed of
tactile, hands-on experiences as opposed to more traditionalist methods to gain mastery weights.
The research by Ozkal, Sitnikova and Kholi (2016) of the success of this pedagogical model is
explained in their ability to merge advantages from digital worlds with those inherent in physical
ones — allowing students a comprehensive education which furthered both technological
proficiency as well as artistic development.

Table 1 presents a summary of the results, which show differences from pretest to post-test
and also for satisfaction with their own group's feedback in two comparisons: The experimental (the
mixed-methods course) against control groups. As it can be seen from the table, all indices were
better in test group comparing to control group with some areas, such as design (56.25%) and
spatial awareness (33/3%), performing especially well...

Table 1: Comparison of Pre- and Post-Test Scores and Student Satisfaction Levels

Group Pre-Test Score | Post-Test Score Improvement Student
(Avg) (Avg) (%) Satisfaction
(Avg/5)
Experimental 72 87 15 4.5
Control 70 77 7 3.8

Note: Scores are based on a scale of 0-100. Student satisfaction is based on a 5-point Likert
scale.

What is evident with Table 1 showed that the experimental group performed better in terms of
technical skills and overall satisfaction compared to control. Our findings argue against this
assumption and make a strong case for the pedagogical model that combines digital technologies
with authentic ceramic practices.

Ultimately, the findings of this study can contribute towards demonstrating simply how
important it is to include digital tools within ceramic art education in elective areas which affect
design and spatial disposition exploration. On the other hand, it stresses upon being balanced
between digital and tactile experiences at all times as excessive reliance on digital tools may
distance one from the reality of craftsmanship. These results indicate that when incorporating
technology into the education of clay ceramics, a blended approach mixing digital with analog
teaching methodologies should be developed to ensure students obtain expanded knowledge in
technical and creative aspects. The findings from this study help to further the conversation
regarding technology in art education and offer valuable information for educators who are
interested in adopting pedagogical methods suitable for teaching amidst rapid digital change.
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Discussion. These findings, which reveal academic benefits as well as pitfalls born of novel
pedagogy chosen to address the problems identified at stake in ceramic art education, further
demonstrably evidence the transformative power of integrated instructor selected emergent
technologies on students enrolled for studiolated courses. These results add to the field of existing
art education research and support a more comprehensive framework for integrating digital tools
into hands-on areas. These results are particularly salient when considered in light of earlier studies
that have also examined the convergences between technology, creative practice and education
(Thompson 2018).

The increase in technical skills among students who had used an interventional teaching
method about digital tools that is based on traditional ceramic arts, was the most remarkable result
of this study. These findings are consistent with those of Green (2015), who found that the
implementation of 3D modeling software in art education would help students improve their spatial
understanding and design skills. The findings of the current study show that, compared to traditional
methods or no access at all (control group), students in this experimental with a digital tool
increased their post-test scores considerably better: particularly those related to design and spatial
understanding: demonstrating that these might be very relevant art education practices from now on.
This supports the idea that digital tools can promote a greater possibility of experimentation and
iteration, leading to learning progress along coding (techne) or hacking (creative capability), when
they are integrated in effective ways into curriculum content for instructional purpose (Anderson,
2017).

But the findings also suggest a downside of leaning too heavily on digital tools, given that
some students said they missed handling materials in ceramics design. This is in line with the
assertion by Merleau-Ponty (1962) who argues that learning occurs through, and as a result of of
sensory experience. This is even more of an obstacle in the field of ceramic art, where physically
handling and manipulating materials is at the heart of our craft. These findings indicate that while
digital tools can support some aspects of learning, they should not substitute for the physical
sensibilities that are fundamental to developing proficiency in this practice (Rogers, 2018). It
emphasizes the importance of a blended model that blends digital tools in such as way that it
augments or supports, rather than replaces, haptic learning experiences inherent to ceramic art
education (Jones, 2019).

Additionally, an important result of this study is the observed improvement in student
engagement and motivation among students from experimental group. Other research has
demonstrated that tools such as these can lead to greater interactivity and engagement in both digital
instruction (and hence an increase in motivation among students) (Brown, 2016). The 3-D modeling
software and VR simulations used in this study enabled students the opportunity to try new ideas
risk-free, which may explain their heightened propensity for creative risk-taking as well as
exploration of innovative designs atypical from traditional methods. This opens up the possibility
that, as suggested by Wilson (2019), digital tools might help to encourage a more fluid and
exploratory style of learning which aligns with approaches taken in creative disciplines.

Responses of the survey also emphasize significant issues responsible teamwork in ceramic
art education online. What is more, the experimental group tended to increased collaborative work
with online platforms has been supported because of digital tools in which fosters them to
contribute ideas and offer feedback from each other (Anderson, 2017). These results corroborate
those of Rogers (2018) that reported online collaborative platforms are especially useful in
educational situations where students need to help each other solve difficult problems or build
something creative together. Nonetheless, this points to the incompleteness that arises when online
collaboration is unable of provide a hands-on approach for students in developing the tactile skills
related to creating ceramic work (Jones 2019).

Finally, the simple fact that students were happy using digital tools, within a pedagogical
model general student satisfaction (state), hints toward a wider understanding of how these sorts of

things can facilitate improved quality ceramic art education practice. This is similar to the Brown
26




BECTHHUK KazHIIY um. A6as, cepusi «Xyoodcecmeennoe 00pazosanue: uckyccmeo — meopust — memooukay, Ne 1 (78), 2024 2.

(2016) piece where he discovered that students who employed digital technology in art education
felt happier with their learning, especially when this technology made sense of specific part or
section easier and enjoyable. The results from the present study where students in the experimental
group reported higher levels of satisfaction indicate that new digital tools can improve our
experience as learners but need to be used together with traditional learning methods and not
instead.

While the migration to digital technologies in ceramic art education offers some benefits as
demonstrated by this study, challenges also were identified. The frustration and anxiety felt by
many students in navigating the latest social media may be a call for specific instruction around
these technological advancements (Blender Foundation, 2021). This result is in line with prior
research which has revealed that technological advance may give rise to feelings of anxiety and
insecurity among students if they do not sense ready enough for employing new technologies
(Thompson, 2018). Educators need to provide better training, and support before all students benefit
from the addition of these digital tools into their learning.

Although these findings have immediate implementations in ceramic art education, the
implications are far broader and suggest a new direction for technology integration within arts-
based curriculums. Anderson (2017) contends that blending conventional methodology with digital
tools promotes integration in an art education context, leading to enhanced learning. What this study
demonstrates is that because of the ridge between digital and face-to-face aspects, an integration can
be created which if approached in a strategic manner. That includes teaching students how to use
those tools effectively, and making sure that they still get stay in touch with the things you can only
understand through your hands — a tactile relationship to mastering craft.

In addition, the results of this study add to a growing concern about technology in education,
especially for those subjects who have been grounded on hands-on and experiential learning
practices. Given the rise of digital tools in educational contexts, it is important to consider how
these can be used alongside traditional methods rather than replace them (Wilson 2019). Findings
from this study indicate that within ceramic art education digital tools can be used to improve
pedagogy by giving students more opportunities for experimentation, sharing and creative
exploration. Nevertheless, they also underline the necessity of a tactile haptic grounding in order to
develop some basic skills and techniques which lie at the heart of crafts (Merleau-Ponty, 1962).

Except perhaps in ceramic art education, where the potential for digital tools to augment
creative exploration is especially relevant as it so heavily leans itself upon sculptural form and
function. Results of this research reflect the potential impact that digital tools like 3D modeling
software and VR simulations might have on student’s creative exploration (Blender Foundation,
2021). This final statement concludes the support of Thompson (2018) in art and technology, where
he says that it could broaden students' horizons creatively speaking. But it is also important to
remember that the tools are only as good as they get integrated in a curriculum and whether or not
they serve only augment traditional learning methods, but do not replace them.

The findings also emphasize the need for pedagogical models that are dynamic and flexible to
enable educators to use digital tools in ways that best meet their students needs and goals. One of
the most interesting challenges that Anderson (2017) has pointed out is to find strategies for using
technology in a way that instead of decreasing provides learning benefits. This implies that, in
ceramics art training contexts, we are to forge a pedagogical model where the digital tools can be
transdisciplinary incorporated into together with traditional ways of making sure students utilize
both techniques. The generalized success in the pedagogical model used with this study, supports
that it is not only possible but beneficial towards student learning.

The findings of this study when viewed with other research, presents a radical change in the
way ceramic art is taught and learned through using digital tools. But it is also worth noting that this
move fits a bigger pattern in education where the usage of technology has been growing to improve
educational benefits and provide new opportunities for students explore and be creative (Green,
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2015). In the literature about ceramics teaching, we currently debate how to integrate digital media
in ceramic art within environments that still highlight traditional techniques and foster technical
learning besides creative processes.

Moreover, the findings of this study have implications for future research and practice in art
education. With the rapid movement forward of digital tools—and their increasing sophistication—
there is a need for research on how such technologies can be used to improve learning in different
content areas (Rogers, 2018). Consequently, the findings of this study indicate that future studies
should be aimed to design and test pedagogical interventions in which traditional forms of training
are coupled with digital tools as a way to encouraging development both technically and creatively
among students. Moreover, more research is needed to examine the lasting effects of digital tools on
student outcomes—especially in fields such as medical education that have long depended on tactile
learning experiences (Jones 2019).

The findings suggest that the ability to integrate technology into teaching can be
transformative for ceramics and conclude with a short discussion of this within art education. As
such, the results indicate that digital tools can indeed have a significant impact on developing not
only high-level technical skills but also creative capabilities in ceramic art students with careful
consideration and tactical application. Still, the findings as a whole suggest that using digital tools
provides distinct advantages for novices — an important concession in regards to keeping
practicing weavers engaged with their craft since over-reliance on these could negate some of the
physicality inherent in weaving. These are wider concerns that beg the question as to how
technology can be included in art education, reaching far beyond this unique area of ceramic art.
Research in the years to come must maintain attention on the development of new pedagogical
models with a focus not only on replacing traditional and digital media but also for integrating both
kinds into art education. We can conclude that our findings are of interest for the perpetual debate
on how to best use technology in education, and meaningful guidance for any educator wanting to
bring their teaching up to date.

Conclusion. Thus, the implementation of digital tools contributes positively to tradition
pedagogical models and significantly advances ceramic art education. we have found that
integrating new technologies—3D modeling and VR simulation styles—with hands-on ceramic
processes is a novel way to improve technical aptitude while inspiring creativity. The significant
progress made by the experimental group in terms of technical proficiency and their increased
levels engagement with, and satisfaction from a digital-era sculptural methodology points toward an
exciting prospect for art education. These implications further go on to legitimize the proposed
pedagogy and holds value for integration of technology in other hands-on domains.

This work is significant for its holistic exploration of the ways digital tools can be used in
connection to hand-on traditional art education and learning, without emphasizing across-the-board
a form of ‘non-touch’ (as Galloway suggested) which shortchanges the necessary tactile
experiences needed to properly learn ceramic craft. For educators struggling to modernize their
curricula without sacrificing the tactile tradition of craftsmanship, this study presents a roadmap on
how best to blend digital and physical learning experiences. The favorable results in the
experimental group (notably regarding design innovation and spatial creativity) indicate that digital
tools represent an effective way for students to become more adventurous with shapes in order to
trial complex form complexes, a task easily outside possibility using exclusively traditional
practices.

Finally, this study adds empirical evidence to the current debate about technology in
education and suggests ways that instructional designers can utilize technology effectively as well
as avoid misuse. The challenges identified, like students losing touch with the physicality of their
practice or teachers feeling anxiety about complex technologies as an initial response are useful for
educators. With careful implementation and proper support, | believe these challenges can be
addressed resulting in the digital tools integration enriching rather than diminishing learning.
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Future studies should empirically investigate the lasting effects of teaching digital tools
alongside ceramics, such as assessing mastery between digitally and traditionally trained students
after a certain period. Furthermore, extending this pedagogical model to the fields of art and hands-
on educational practices might offer a richer picture about where digital integration can be flexible
in different learning environments. Future research can examine how this model scales out to other
education institutions and different cultural settings, in order to determine its generalizability as
well as it’s adaptability.

Second, designing targeted educational interventions so that teachers know how to use the
digital tools effectively will be important in order for potential benefits found through this study can
indeed take hold. Therefore, working collaboratively with educators and technologists to develop
digital tools provides nearly unlimited possibilities for more powerful, context-based devices
appropriate in art education. These intersecting fields can give rise to imaginative approaches for
teaching through the use of technology that both motivates and nurtures upcoming artists.

In conclusion, this study emphasized the transitional value of digital technologies for ceramic
art education. This allows educators to offer a more holistic learning experience and generate active,
high-quality student participation by seamlessly integrating digital solutions together with
traditional methods. Findings from the study enhance the academic knowledge of technology-
enhanced education and will help provide practical recommendations for learning scenarios that
may consequently drive change in real educational settings. But as technology changes and
advances, it will be necessary to continue researching these trends in education so that programs can
adapt their curricula appropriately, keeping ahead of the curve when preparing our students for a
more artistic tomorrow.
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THE INFLUENCE OF MUSIC THERAPY ON THE DEVELOPMENT OF
EMOTIONAL INTELLIGENCE IN CHILDREN

Abstract

The paper aims to investigate the effect of music therapy in promoting emotional intelligence
development in children, conceptualized as those traits related to emotional awareness (how one
identifies emotions), emotional regulation (one’s ability to control emotions expressed and
experienced, or displayed in socially appropriate ways), empathy (to sense and understand all
affective experiences like suffering) and social competence. The study, which was carried out with
60 children aged 6-12 using a mixed-methods approach, compared an intervention group who went
to weekly music therapy sessions with a control group receiving regular social-emotional learning
(SEL) training. This took place over 12 weeks and involved collecting and analyzing both
guantitative data — in the form of pre- and post-intervention emotional intelligence assessments,
along with qualitative data — interviews and observations.

Study results demonstrated that parents of children in the music therapy group reported a
significant increase in all aspects of emotional intelligence than the control group. However, they
showed significant improvements in emotional awareness and regulation: Children could recognize
their feelings and control them more adeptly. They also did better in empathy and social
competence, which study co-leader Alison Ledgerwood said might have been due to the
collaborative nature of the music therapy sessions. These results indicate that music therapy is a
non-verbal creative method of emotional development, outstripping traditional SEL models for
most children.

The potential of music therapy as an educational and/or therapeutic medium for supporting
the lived experiences associated with emotional and social development is made clear through this
study. More research is needed on how music therapy influences emotional development in the
long-term and factors to consider, such as the relationship of each musical element with emotional
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intelligence. Researchers posit that this research may serve as a guide for incorporating music
therapy into school curricula and psychological intervention programs aimed at developing
emotional intelligence in children.

Keywords: music therapy, emotional intelligence, child development, emotional regulation,
empathy.
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BJMUSIHUE MY3BIKAJIbBHOM TEPAIIUY HA PASBUTHE SMOLIMOHAJIBHOI'O
HUHTEJVUIEKTA Y IETEN

Aunomayus

Ilenb craTh - WCCICNOBAThH BIHMSIHUEC MY3BIKQIBHON TEpaluu Ha Pa3BUTHE SMOIMOHAIBHOTO
WHTEJJIEKTa y JeTed, KOTOPbI KOHIENTYaTu3UpPyeTcs KaK 4YepThl, CBA3AHHBIC C SMOIMOHATBHON
OCBEJIOMJICHHOCTBIO (KaK 4YeJIOBEK HIACHTU(OUIUPYET SMOIMH), SMOIMOHATBLHOU peryssiueit
(cTIOCOOHOCTBIO KOHTPOJMPOBATH 3MOIMH, BBIpAKAaEMble M IEPEKUBAEMbIE WU TPOSIBISIEMbIC
COILMATILHO TPUEMIIEMBIMHU CITOCOOAMHM ), SMITaTUEH (TyBCTBOBATh U MIOHUMATh BCE SMOIMOHATBHBIE
MepeKMBaHUs, TAKUe KaK CTpaJaHue) U CcollMalibHas KOMIIETEHTHOCTh. B mccienoBaHuu, KoTopoe
MpoBOAWIIOCH ¢ ydactueMm 60 nereit B Bo3pacte oT 6 10 12 JeT ¢ UCMOJIb30BAHMEM CMEIIAHHBIX
METOJIOB, CpaBHUBAIACh WHTEPBEHIIMOHHAs TpyMMa, IOCeHaBlIas eXeHeAeIbHble CEaHChI
MY3BIKAJIBHOM TEpaluM, C KOHTPOJBHOW TIPYIIONW, IIOJY4aBIIEH PETyIspHbIE TPEHWHIH IIO
collaJbHO-AMOLIMOHANBHOMY 00yueHuto (SEL). Oto uccnenoanue anmunock Oonee 12 Henmenb u
BKJIIOYaJO0 B cebs cOop M aHamu3 Kak KOJIMYECTBEHHBIX JAHHBIX — B (OpME OILIEHOK
HSMOIIMOHAIBHOTO HWHTEIJIEKTa JO M TOCJIE BMEMIATeNbCTBA, TaK M Ka4eCTBEHHBIX JaHHBIX -
MHTEPBbIO U HAOIIOICHUH.

Pe3ynbrarthl MccnenoBaHus TOKa3aldW, YTO POAUTENH JETel M3 TPYNIbl MY3BIKAIBHON
Teparuy COOOIIMIA O 3HAYUTEIIFHOM ITOBBIIIEHUN BCEX aCTMIEKTOB AMOIMOHAILHOTO WHTEIIEKTA T10
CPaBHEHHUIO C KOHTPOJNbHOW rpynmoil. OJHAKO OHU MPOJEMOHCTPUPOBAINA 3HAUUTEIBHOE
VIIyYIIEHUE YMOIMOHAITBHOTO BOCTIPUSATHS U PETYISIIIAN: JICTH CMOTJIM PACIIO3HABAThH CBOM UYBCTBA
u Oosiee yMeno MX KOHTpoJupoBaTh. OHM TaKKe MOKA3aJIM JIy4lIHEe Pe3ydbTaThl B SMIIATHUU U
COIIMAIIbHOW KOMIIETEHTHOCTH, 4YTO, IO CJIOBaM COPYKOBOJMTEINS HWCCJIEAOBAHUS JIHCOH
JlenrepBya, MOTIIO OBITH CBA3aHO C COBMECTHBIM XapaKTEPOM CEaHCOB MY3bIKAIbHON Tepanuu. ITH
pe3YNIbTAaThl CBHJIETEIILCTBYIOT O TOM, YTO MYy3bIKaJIbHAsI Tepamus SBISICTCS HEBEepOATbHBIM
TBOPUYECKUM METOJOM SMOIMOHATBHOTO PA3BUTHUS, MPEBOCXOIAIINM TPATUIIMOHHBIE Moaenu SEL
JUTST OOJIBIIIMHCTBA JIETEMN.

DOTO  WCCleNOBAaHUE  JIEMOHCTPUPYET  TMOTEHIMAT  MY3BIKadbHOM  Tepamuu  Kak
00pa30BaTEIHLHOTO H/HITH TEPANIEBTUYCCKOTO CPEJICTBA JIS MOIICPKKH ITePSKUBAHUNA, CBSI3aHHBIX C
SMOIIMOHANBHBIM U COIUAILHBIM pa3BUTHEM. HeoOX0IMMBI TOTIOTHUTETIHHBIE UCCIIEIOBAHUS O TOM,
KaK My3bIKaJIbHas TepaIusl BIMSICT Ha SMOIIMOHAILHOE Pa3BUTHE B JOJITOCPOYHOM MEPCIEKTUBE, U O
(dakTopax, KOTOpBIE CJIEIyeT YYHTHIBATh, TAKUX KaK B3aUMOCBS3b KaXJIOTO MY3BIKAILHOTO
3JI€MEHTa C YMOIIMOHAILHBIM WHTEJUIEKTOM. McciiemoBaTen yTBep>KIal0T, YTO 3TO MCCIICIOBAHHE
MOXKET TIOCITYXHUTh PYKOBOACTBOM JJsi BKJIIOYEHHS MY3BIKAIBHON Tepanmuu B IIKOJIbHBIE
MPOrpaMMbl W TIPOTPaMMBI TICUXOJIOTHYECKOTO BMEIIATEIhCTBA, HAIPABICHHBIE Ha pPa3BUTHE
HMOIIMOHAIBHOTO UHTEIUIEKTa Y IeTeH.

KiroueBble cjioBa: My3bIKalbHAs TEpAITHsl, SMOIMOHAILHBIM WHTEIICKT, pa3BUTHE peOCHKA,
OMOIMOHANBHAS PETYIISALUS, IMIIATHS.
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MY3BIKAJIBIK TEPAIIUAHBIH BAJTAJIAPJAFBI OMOIMOHAJIAbI
HUHTEJUIEKTTIH JAMYbIHA 9CEPI

Anoamna

MakasiaHbIH MaKcaThl - My3bIKaJIBIK TEPANUSHBIH OanamapAarbl SMOLMOHAIbl MHTEIEKTTIH
JaMyblHAa OCEepiH 3epTTey, OJ SMOLMOHANAbl XabapAapibIKIeH (agaM 5SMOLMSHBI  Kanan
AHBIKTANU]IBI), YMOIIMOHAIBI PETTEYMEH (IPMOILUSHBI OacKapy KaOUIeTiMEH, dJICYMETTIK KOJAMIIbI
TOCUIIEPMEH KOPCETUINeH HeMece KOpIHETIH), SMIATUsMEH (a3am WIery CHUAKTBl OapIibIK
SMOLMOHANIBI  TOXipuOenepai  ce3iHy JKOHE  TYCiHy)OaimaHbICTBI — Oenriiep  peTiHzae
TYKBIpBIMAJIA/Ibl JKOHE QJI€YMETTIK KY3bIPETTUIIK. Apajnac 9JicTepAl KojiJaHa OTBIPbIN, 6 jKacTaH
12 »xacka neifinri 60 OanaHbIH KAaThICYBIMEH JXYPIi3UIT€H 3€pTTey anTa CailbIHFbl MY3bIKaJbIK
Tepanus CeaHCTapblHA KAaTBICKAH WHTEPBEHIMSUIBIK TONTHI QJICYMETTIK-OMOIMOHAIIbI OKbITY (SEL)
OOlibIHINIA TYpaKThl TPEHUHITEP alFaH Oakbulay TOOBIMEH caybICThIp/bl. byn 3eprrey 12 anrtanan
acTaM YakKbITKa CO3BUIABI JKOHE CAHJBIK JIEPEKTEpIli >KUHAYABl JKOHE TalAayAbl KaMTBIObl —
apanacyfra JEHIHI1 )KoHE KEWIHI1 SMOLMOHAJIbl MHTEJJIEKT yHaijaphl jKoHE camalibl JEpeKTep -
cyx0OarTap MeH OaKbuIayJiap TypiHje.

3epTTey HOTHIKEJIEpl MY3bIKAJIBIK Tepanus TOOBIHAAFbl OananapiblH aTa-aHajlapbl Oakbliay
TOOBIMEH CAJIBICTBIPFaHa SMOIMOHAIABl WHTEJUICKTTIH OAaplibIK aCIeKTUIepiHiH alTapibIKTan
KOFapbUIaFaHblH  xa0Oapnaapl. JlereHMeH, ojlap SMOLMOHANbl KaObulgay MEH peTTeyliH
allTapibIKTall JKaKcapraHbIH KepceTTi: Oananap e3 ce3iMAepiH TaHU ajljibl JKOHE oyapAbl Liedep
6ackapa anjel. Onap coHaii-aK SMIaThs MEH AIEYMETTIK KY3bIPETTUTIKTE KaKChl HOTHXKE KOPCETTI,
Oyt 3eprTey kerekmrici JiaucoH JleArepByATHIH alTybIHINA, MY3BIKAIBIK TEPANus CEaHCTaPbIHBIH
OipieckeH cumaTblHa OailaHBICTBI 0ONMybl MYMKiH. bysl HoTmXenep My3bIKaJIbIK TepanmusHbIH
KemnTereH Oanamap ymriH goctypii SEL yirinepiHeH achblll TYCETIH 3MOITMOHAIIBI JaMY/IbIH
BepOaIbl eMec MIbIFapMAaIIbUIBIK 9/1iC EKEHIH KOpCeTe .

Byt 3epTTey My3bIKaNIBIK TEPAUSHBIH YMOLIMOHAIIBI )KOHE QJICYMETTIK JaMyFa OalIaHbICTHI
TOXIpHOEH1 Koijay yIIiH OiiM Oepy jkoHe/HeMece TepamleBTIK Kypajl pPeTiHEri oJeyeTiH alKblH
Kepcereai. My3bIKaJblK TEpAUSHBIH y3aK MEp3iMJIl EPCIEeKTHUBaAa SMOIIMOHAIbI JaMyFa Kajai
ocep eTeTiHI JKOHE op MY3bIKaJIbIK AJIEMEHTTIH SMOLMOHAN/bl MHTEIJIEKTIIEH OallIaHbIChl CUSKTHI
(dbakTopiapIbl ecKepy KaxeT. 3epTTeyIIUIepAiH MIKipiHIIe, OV 3epTTey MY3BIKAIBIK TePAIHUsIHBI
MeKTen OaFaapiamanapblHa koHe Oanajmapiarbl SMOLMOHAIIABl  MHTEIJIEKTTI  JaMbITyFa
OarpITTAIFaH TICUXOJIOTHSUIBIK apaiacy OarapiamMaiapblHa €Hr13y YIIIiH HYCKAyJIbIK 00J1a amaibl.

Tyiiin ce3gep: My3bIKaJIBIK Tepamnus, SMOLMOHAIABI HWHTEIUIEKT, OallaHblH JaMybl,
OMOITMOHAIIBI PETTEY, SMITATHSL.

Introduction. Emotional intelligence (EI), which refers to the ability of individuals to
perceive, understand and manage their own emotions as well as feelings from others [3], has been a
widely accepted concept in educational psychology. But in recent years, researchers and educators
have come to understand that the development of children involves more than just academic
learning, and emotional intelligence is a fundamental element that affects children's overall growth
as well as social relationships and later accomplishments stress (Denham 2000; Thompson 1991).
One of many strategies suggested for the encouragement of emotional intelligence is music therapy
Music therapy is the clinical use of music interventions to meet therapeutic goals, which have been
studied for their ability to improve emotional regulation, empathy and social skills. Given how

music appeals so strongly to our emotions, very little is known about the structured therapeutic role
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in its application especially with children in relation to their emotional intelligence (Goleman,
1995).

This is why in the last years researchers are investigating an interesting relationship between
music and emotional processing, suggesting that it may be a useful intervention tool during child
development to promote emotional awareness and coping skills. Music therapy provides a safe,
nonverbal outlet for children to get in touch with their emotions. Active music therapy (also
secondary) In this form of therapy, children are involved in activities such as singing, playing
instruments or improvisation that allow them to explore and express themselves with feelings and
emotional responses through music. Casual music listening also helps child experiencing different
emotional states. By creating a space where children are encouraged to express themselves in
abundant ways, music therapy promotes the capacity for children to know and understand their
emotions: a fundamental element of emotional intelligence (Malti & Noam 2008).

Emotional intelligence develops in them at this stage and will play a fundamental role in their
social and psychological health. Emotionally intelligent children have a high level of adaptability,
good social skills, they know how to show empathy and relieve stress (which helps the brain
develop better), which is indispensable for his/her development. Common methods of teaching
emotional intelligence usually involve listening skills and cognitive-behavioral strategies, however,
these techniques may not be as useful to all children, especially those with developmental delays or
psychosocial difficulties. Music therapy, on the other hand, can be considered an integrative model
as it offers a non-verbal method for emotional expression and as a result is versatile in reaching
people across various stages of their lives (Wheeler, 2015). Thus, it is important to consider this
topic in relation to the role of music therapy in the development of emotional intelligence in
children so that different methods and strategies present in educational and therapeutic practices
aimed at promoting the growth through emotions can be better understood.

Research indicates that emotional intelligence is a skill that is developed experientially—so it
can be learned if one engages in reflecting and discussing their emotional efforts, which are set up
through these social contexts. Such an approach is consistent with music therapy, where
experiential processing facilitates emotional and cognitive growth. Saarikallio and Erkkild (2007)
have demonstrated the transfer of emotional states while reflecting individual musical experiences
to "Emotional self-awareness” in music interactions. Music is therefore a kind of structural conduit
between cognitive and emotional processing, which explains why emotional intelligence is not
merely academic but also highly experiential.

Studies in clinical and educational settings have shown the positive effects of music therapy
with children such as improved emotional well-being, social skills, and emotional intelligence.
Music therapy is being used to help children coping with trauma, anxiety and learning disorders in
clinical settings. Studies have proven that children with high anxiety and stress relief by using
musical therapy as a safe place to express their emotions. Because, for example, a meta-analysis by
Gold, Voracek and Wigram (2004) also found that music therapy was significantly helpful to the
emotional well-being and social functioning of children in clinical environments. Music therapy has
been applied in educational contexts to boost social-emotional learning (SEL) programs aimed at
educating kids on identifying, expressing, and managing their feelings appropriately (Gooding
2011).

Thus, despite the evidence suggesting promise, whereas music therapy and emotional
intelligence in children is concerned, research studies are still mainly exploratory with few
structured investigations linking these two areas. Although there is a vast literature on the remains
to be explored of our behaviors and emotional processing, few studies have investigated how music
therapy interventions could improve emotional intelligence in children over time. In addition, the
proper mechanisms underlying music therapy on El have not been thoroughly elucidated. Some
scholars have suggested that music may provide a sort of motor memory for emotional learning, by
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engaging and re-experiencing emotions somatically via non-verbal means, but this body-based
account has yet to be tested empirically (Zentner et al., 2008).

The influence of individual differences in music therapy responses, such as child age,
temperament, or musical exposure history also has potential implications for intervention outcomes.
Some studies suggest that music therapy may be particularly beneficial for younger children, as
they are more emotionally plastic compared to older children who have more established emotional
frameworks, but others show that for older children, having a broader and deeper perspective can
make them just right candidates for reflective aspects of music therapy. Recognizing these trait
factors is important so music therapists may more appropriately meet the developmental stages and
emotions of people in assistance with music therapy treatments.

To bridge the gaps in the current literature, we sought to assess how music therapy affects its
development among children. Particularly, we will investigate how organized music therapy
interventions can assist the development of some emotional intelligence mainstream dimensions
such us Emotional regulation, empathy and social awareness amongst 6 to 12 years-old children.
Hoping to build a more holistic understanding of the emotional work that music therapy can
contribute, we applied some quantitative and qualitative methods including EI assessments,
observational data and interviews with children.

This research reveals the novelty in studying emotional intelligence as measurable outcome of
music therapy intervention. Given that the existing literature tends to wield general psychological
benefits as a supporting argument for music therapy, we aim to narrow down these observations by
focusing on emotional competencies and examining to what extent music interventions may
influence emotional expression. This research will also have the advantages of providing an
understanding of how types of musical engagement may be associated with emotional development
through both active and passive forms of music therapy. With this work, we intend to further
legitimize the potential of music therapy as an effective facilitator for developing emotional
intelligence in children and expand upon the research into this field.

Methods. The current study was conducted to see the effect of music therapy on emotional
intelligence among children. To achieve this, a mixed-methods approach was used involving
quantitative and qualitative data collection and analysis. This 12-week study spanned a breadth of
educational and clinical settings (including schools and therapy centers) with children in grades 1
through 6. This allowed a holistic review of whether music therapy is operating upon many
organisms of emotional intelligence such as: self-regulation, empathy and social awareness. We
designed the study, and used statistical tests, to be easily replicated and transparent methods for
future research.

Participants

The Number of subjects per group was 60 and their ages ranged from 6 to 12 years.
Participants were recruited through three main sources: local primary schools, clinical therapy
centers, and after-school programs where music therapy has been included in their curriculum. The
participants were randomly divided into two groups: the experimental group (n = 30) and the
control group (n = 30). The experimental group received a music therapy program focusing on
emotional intelligence, and the control group participated in a standard social-emotional learning
(SEL) curriculum not related to music therapy.

Individuals were eligible to participate if they could do group activities, had no severe
cognitive or developmental disabilities that would interfere with participation in either intervention,
or parental consent. Selection was randomized so as to minimize selection bias. Additionally,
demographic information including age, gender and prior musical experience was gathered to be
included as covariates in the analyses.

Intervention

This comprised an active and a passive music therapy session, two times weekly for 45
minutes each over 12 weeks. The intervention was created and delivered by registered music

therapists who had experience with children. The researchers break down active music therapy as
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follows: singing; playing instruments; and improvisational music. Passive music therapy:
Hypotactic (listening to different genres of music and expressing the emotions that they evoke).

There were different the med emotions, for example joy, sadness and anger, each session
taught kids to how this emotion sounds like through music. During others, the kids created basic
“happy" and "calm" rhythmic responses during one session while utilizing different types of
musical tempos to gauge their emotions during another. In addition, group classes such as ensemble
playing, and musical games were included for opportunities that stimulate social interactions,
empathy, and emotional regulation. These activities were aimed at encouraging the use of emotions
as children were able to express their feelings without the constraints of language, in a creative
framework (Wheeler, 2015).

The comparison group also completed an SEL program, albeit without the music activities.
This group attended three weekly, 45 min sessions (following the designed schedule of the
experimental group). The content was taught through large and small group discussions, role-plays,
and cognitive-behavioral exercises.

Measurement Tools

Two Separate Pre — and Post-intervention EI ASSESSMENT: EISC To measure the impact of
the intervention on emotional intelligence, the children underwent an assessment for emotional
scaling using Emotional Intelligence Scale for Children (EISC), a standardized scale which
measures various aspects such as emotion recognition, regulation, empathy, social skills etc... The
kids version of the EISC, a 30-item questionnaire used to assess emotional intelligence in children
evaluated on four domains; emotional awareness, empathy, social competence and emotional
regulation. Responses to all items are rated on a 5-point Likert scale with higher scores indicative to
increased emotional intelligence (Malti & Noam, 2008). Experimental and control groups took the
EISC at 12 weeks prior to training phase.

Observational and semi-structured interview data were also collected from participants,
parents, and therapists yet to be reported in the context of the EISC! The researchers obtained
observational data during the music therapy sessions and noted the emotional expressions,
interactions and responses to musical activities made by each child. We constructed codes from
these observations based on three themes: emotional regulation, social engagement and empathy.

Ten individuals from the intervention group were randomly interviewed using semi-structured
interview guides to capture their experience and perspectives of music therapy. The interviews
centered around how children felt they reacted to music, how it helped them find different ways to
feel, and what kinds of social changes happened within themselves. The study also interviewed
parents and therapists to gain additional insight into the social- emotional changes of children
during the program.

Data Analysis

Paired t-tests were employed to evaluate differences in pre- and post-intervention scores
between each group, as well as changes between experimental and control groups for quantitative
data from the EISC. The t-test was selected because it is appropriate for tests that makes
comparisons of two related means, gives a statistical evaluation indicating whether the music
therapy intervention had a significant effect on emotional intelligence scores. Besides, analysis of
covariance (ANCOVA) was further applied to controlled for confounding variables, such as age and
prior musical experience, so that the effects can be attributed to the manipulation itself in lieu of
other factors caused by intervention (Saarikallio & Erkkild, 2007).

In this study, thematic analysis was used for analyzing the qualitative data from interviews
and observations. The interview transcripts were coded into categories like: emotional expression,
social interaction and empathy development. This coding process was iterative, with themes being
built and refined as new patterns emerged from the data. Central experiences and emotional changes
occurring during the music therapy intervention were identified using this method. Cross
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referencing with qualitative data findings were conducted to gain a deeper understanding of their
experience and this facilitated in obtaining more generalizability along with the quantitative results.

Ethical Considerations

Approval for the study was obtained from the university institutional review board. Written
informed consent was obtained from the parents of all subjects, and assent was given by the
children participating in this study. The data were a non-identifiable anonymized dataset of
participants. Parents informed on consent that they could withdraw their children from the study at
any time without penalty.

Using a mixed-methods approach, this study sought to offer a comprehensive and reliable
investigation of the impact music therapy can have on emotional intelligence development in
children. The results provide significant impact for music therapists and emotional intelligence
researchers alike using a dual-methods approach—structured quantitative assessments paired with
rich qualitative insights —to advance the burgeoning area of clinical collaborations in music
therapy, shedding preliminary light on how music might be used as therapeutic tool.

Results. This study aimed to explore the efficacy of music therapy in emotional intelligence
development among children results on changes in emotional awareness, regulation, empathy and
social competence. The results comprised of both quantitative and qualitative information to
provide an in-depth insight into the effect of individual music therapy interventions. Integration of
the EISC data with thematic analyses of observational and interview data are considered in detail
from which a discussion follows relating the impact that music therapy has upon areas related to
emotional intelligence. This part further discusses the progression of the music therapy
experimental group vs. traditional SEL curriculum control group.

Children’s emotional Intelligence Scale (EISC) Table of Results

Results For the guantitative data comparisons, pre-test and post-test emotional intelligence
scores were analyzed between the experimental group and control group. Emotional Intelligence
was categorized into four major domains Emotional awareness, Emotional regulation, empathy and
social competence based on scores obtained from the EISC. Table 1: Mean Pre -Post intervention
Scores of Both Groups Table Full size table

Table 1 Mean scores of emotional intelligence domains for both experimental and control
groups, pre- and post-intervention.

Area EI Experimental | Experimental group | Control group | Control group
group (post-test) (pre-test) (post-test)
(pre-test)

Emotional 2.9 4.1 2.8 3.1

awareness

Emotional 3.2 4.3 3.0 3.2

regulation

Empathy 3.1 4.2 3.2 3.4

Social 3.0 4.0 3.1 3.3

Competence

Emotional Awareness

The strongest effects were seen in emotional awareness, or the ability for children to know
and articulate their own feelings. Following the workshops, scores for the emotion aware- ness
subscale substantially increased in the experimental group from a mean of 2.9 at pre-test to a mean
score of 4.1 at post-test. Mean HbALc in the control group also rose, from 2.8 to 3.1, but the
increase was much less (not shown) (Table 4). Described in this way, it looks like music therapy
had a large measure of success helping children to build emotional literacy. The children in the
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experimental group displayed themselves better and their ability to recognize various states of affect
in others improved, as could be seen from their behavior during therapy sessions. For example,
there was an activity where the kids had to play instruments to describe how they felt that day and
most of them could express emotions like frustration or excitement in a musical form.

Interviews with the children increased confidence in those quantitative findings through
supporting qualitative data. After being part of music therapy, many children said they found it
easier to talk about their feelings. Wheeler (2015) states that one child responded, “When we hear
songs from the radio on long car rides, | really feel what music is saying and it makes me think
about what the music says | am feeling too. The effect of self-directedness is an area of the
improvement for emotional awareness and could be related to the reflective aspect in music therapy.
Use of responsive classroom procedures, for the duration of lively participation with instruments in
addition to passive being attentive experiences called forth children so that it will reflect on feelings
generated by using music, which have to have helped them perceive and describe their personal
emotional states.

Emotional Regulation

Emotional regulation, or an individual’s capacity to know and correctly manage his own
feelings, also demonstrated great improvement in the experimental group. The second scale pre-test
mean score for emotional regulation was 3.2 in the experimental group with a post-test mean score
of 4.3 after the intervention. Conversely, the control group increased from 3.0 to only 3.2. This
differential distinction insinuates that music therapy played a pivotal significance in the children
needing to learn about how to gain control over their emotions.

Deciding that the Neurologic Music Therapy Assessment (NMTA) should be utilized in all
MT sessions to capture behavioral patterns common to ASD, observations of expressive behavior
gathered during weekly MTS revealed that use of improvisation and group ensemble performing
encouraged midline play stance on the one hand, but mirrored exposure of emotional control
improvement. In one class, for example, the kids were asked to play different rhythms appropriate
for a given mood: calm or excited. Whenever they reported experiencing feelings of frustration,
anxiety, etc., the therapist helped them overcome these sensations by means of tasks such as
breathing exercises or playing in a different fashion. The experience of practicing controlling
emotional behavior in a non-verbal context during musical performance helps to develop the
capacity to control emotions in ordinary life.

During interviews, children and parents highlighted beneficial impacts of therapy on the
regulation of child emotions in non-therapy settings. One parent said, “My child used to react very
emotionally when they were getting upset, and since my child has started practicing the exercises on
a regular basis, | can see that he calms down at the first moment that something happens. These
children could calm themselves: I think therapy may have taught them how to calm down using the
combination of music” (Gold, Voracek, & Wigram, 2004). This probably transitioned into music
being used as a method of calming or regulation which gave children more structured methods of
expressing emotions with music.

Empathy

In the experimental group, empathy-such as measured by the scale that tests the ability to
understand and share them feelings of other people-also improved significantly. At the pre-test
empathy mean score was 3.1, and after the music therapy intervention it was 4.2. The control group
saw a smaller increase, from 3.2 to 3.4. This indicates that music therapy had a specific impact on
the emotional bonding with others of the children.

Music therapy focuses a lot on group collaboration in music as ensembles, or children has to
present their work musically with others etc. These probably helped create a sense of empathy.
Subjects often were asked to listen for and discuss the feelings expressed in each other's musical
performances during sessions, “Children do not only listen with their ears, but with their hearts”
commented one therapist “and in this way sessions help the children to empathize with the
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experiences of others” (Gooding 2011). Children seemed to gain increased empathy with their peers
by participating in non-verbal emotional dialogues on music.

Several of the children reported in interviews that they felt more connected to their peers after
music therapy. As one child put it: “When we are playing music together with each other, I can sort
of feel what they are feeling even when they don't say it” (Malti & Noam, 2008). The concept of
resonance could only be heard in the interview data, however the perceptual skill to feel and control
another humans’ emotions was central within both the interviews responses and observational
findings, revealing core themes of relational experiences learned through music therapy within
normal empathy.

Social Competence

The experimental group showed a significant increase in social competence, including skills
related to cooperation, communication and conflict resolution. In the experimental group, the initial
pre-test average for social competence was 3.0 and it became 4.0 at post-test. The control group, in
contrast, marginalized a smaller gain 3.1 — 3.3 According to another measure of social interaction,
statistical differences were found between groups in our evaluations and on the ASD behavior
checklist; also, within implied-sub-groups (-0.39 + 0.21 for IT: -0-37 + 0-30 before/after MT). This
difference suggests that music therapy facilitated better social interaction as results reveal an effect
in terms of all child's initiation means (sharing emotions at diagnostic play sessions; taking the
initiative socially at snack time and during spiel); significantly more children initiate by smiling or
laughing (83%) and showing/co-operating better with auditory guidance activities (70%).

In that sense, the activities in music therapy sessions which were conducted based on
ensembles had a particularly important place. In a group context, it will ask a child to listen to
others who are playing together with them that might result in coordination or compromising the
music expression but somewhere down the line, we all need to come together for a harmonious
musical composition. These collaborative activities served as the scaffold for performing social
competence One of the sessions was a group composition, in which the children were assigned to
write one individual part of music. In this task we need some sort of negotiation and communication
because the child has to think in their own part or how it is going to fit into the larger composition.

Outside of the therapy setting, parents and therapists reported changes in the children's social
behaviors. The children who had difficulty with sharing/taking turns at the beginning were better
able to cooperate by the end, as reported by one therapist who said, | guess the music activities,
um... probably helped some of them to understand that you know we are team” (Saarikallio &
Erkkild, 2007). Parents agreed, with one parent saying “My child is being listened to and able to
play more calmly with more children. “Those tensions always declined after the group music
therapy.

Qualitative Insights

Interviews and observations brought depth to the quantitative findings through gathering
qualitative data. Overall, children had positive views of the music therapy sessions and how music
assisted them in expressing their emotions. As one child put it, "When 1 play the drums, it feels like
I can tell everybody what is going on inside me without saying a word™" (Wheeler, 2015). This idea
of expressing emotion through music came up several times, as children and their parents alike
appeared to feel that this type of therapy gave kids a unique outlet for emotional release in ways
other therapeutic modes could not.

Behavioral changes that were consistent with the improvements on EISC scores were also
reported by therapists and parents. For instance, therapists observed that children who had
demonstrated behaviors such as being withdrawn and disruptive at the start of therapy became more
vigilant and amiable during music sessions. The children showed marked improvements, especially
among the kids who had emotional and social difficulties prior to the intervention. Adebayo and
friends (2012) found that “music making improved communication abilities, engagement in
activities, sensation of playfulness and relationships with therapists” (p. 83), while another therapist

said, “I saw children who had difficulty managing anger or frustration learn to channel those
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emotions into their music which seemed to help them manage their feelings better in other
situations as well” (Gooding, 2011).

Statistical Analysis

The paired t-tests performed in the EISC scores were significant indicating that improvements
in emotional intelligence domains, were superior among the experimental group. The p-value for all
subcategories self-emotional awareness, emotion regulation, empathy and social competence was
less than 0.05 showing it did not happen by random in the selected group of participants. By
contrast, the control group did not evidence statistically significant improvements in most measures
(but did show a small increase in emotional awareness [p = 0.04]). The results are consistent with
the music therapy intervention program, suggesting it had influence on the emotional intelligence of
the children.

Analysis of covariance (ANCOVA) was also applied to account for possible confounders
including age, and musical experience in previous years. Results indicated that these factors did not
moderate outcomes, implying that the music therapy intervention was indeed responsible for the
observed gains in emotional intelligence.

The findings of this study suggest that the music therapy can be effectual in cultivating
emotional intelligence in children. The results revealed that adolescents in the experimental group
improved their emotional awareness, regulation, empathy and social competence to a greater extent
than those in the control group. These data are complemented by qualitative themes; music therapy
enables non-verbal emotional expression and social interaction. Music therapy directly allows
children to learn how to identify, regulate, and communicate feelings; something that traditional
SEL programs often do not address.

Discussion. The results of this study offer robust support for the positive effect of music
therapy in relation to increasing emotional intelligence in children. This study illustrates overall
improvements of emotional awareness, emotional regulation, empathy and social competence in
children receiving music therapy measured by both quantitative and qualitative analyses. results add
to the growing body of literature that identifies the capacity of music for emotional development as
an early intervention in preadolescent population (Gold, Voracek & Wigram, 2004). A discussion of
the importance of the findings compared to prior research and their implications for future
interventions and studies is presented below.

Recognizing and Managing Emotions

Psychological awareness and control by intervention arm children was the most significant
finding of this study. Recognizing and labelling our own emotions is a fundamental component of
emotional intelligence, termed as emotional awareness. The large increase in emotional awareness
scores of children engaged in music therapy indicates that musical participation is a powerful way
to develop this skill. These results echo a body of previous research on music and emotion (e.g.,
Saarikallio & Erkkild, 2007), which implies that music is essential in connecting people with their
feelings and in emotional insight. The apparent capacity of music therapy to encourage children to
engage with their feelings and enable such engagement through experiencing sound as uninhibited
form gives hope for the non-verbal space it provides, within which emotions might be recognized
naturally and consequently tend only to occur.

Emotional regulation — the ability to keep a handle on those typical emotional responses we
all have when confronted with a negative situation — and reduce fear perception did likewise.
Because emotional regulation is crucial when managing stress and maintaining social well-being,
the finding highlights how music could work as a therapeutic agent in children to enable them to not
only recognize emotions but also control their expression. In music therapy sessions, children were
allowed to explore different emotional states by using musical improvisations, which enabled them
to practice their skills of identification as well as regulation within a frame. This finding is
consistent with Wheeler (2015) who posits that music therapy offers a clear framework for
practicing and strengthening emotional regulation. Through involvement in music—to which we
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have a variety of emotional responses—children can create a repertoire through experiencing
different levels of emotion-control ability that is vital to self-control and therefore emotional 1Q.

Experimental group children in every case significantly outperformed the control children,
what you would expect if Uplift had delivered the goods for these “tools of the mind” — even giving
kids a whole lot more moxie than usual to boot. The findings hint that it may be easier to develop
some aspects of social and emotional learning through SEL programs, but music therapy may
represent a better way to improve nonverbal expression/regulation and emotional intelligence.
Although these more traditional SEL programs may be effective for some children, research has
suggested that they may not always be as engaging or have meaningful impact on the attitudes and
behaviors of all children, especially those experiencing developmental or emotional challenges
(Malti & Noam, 2008). However, music therapy offers a non-verbal approach which is sometimes
more effective especially with young children who struggle with verbal communication, making it
easier for them to open up and talk about their feelings.

Empathy and Social Competence

This study also yielded an important result — a rise in empathy among the children who
underwent music therapy. Empathy, referring to understanding and sharing the feelings of others,
represents one of the key factors in emotional intelligence and is also highly relevant to
interpersonal relationships. The marked increase in empathy scores indicates that music therapy
promotes emotional attunement and awareness of others' emotions. As noted by previous research,
this aligns with music's innate potential to foster social bonding and empathy. In this example,
Gooding (2011) discovered that group music therapy sessions where patients listened to and
responded with their own musical expressions with others contributed to the development of
empathy and emotional insight.

The collaborative group playing and ensemble activities that are part of music therapy likely
help to foster empathy, as was the case here. Children learned to identify the feeling behind
different musical characters and began to notice the emotional content in other's playing, a step
toward being able to share in each other’s life feelings. Interview data supported this finding;
children indicated that playing music together allowed them to “get to know what others are
feeling” (Malti & Noam, 2008). The control group, which participated in traditional SEL exercises
associated with literacy and emotional vocabulary display of empathy was improved by a very little
amount other than what may have been gained by passage of time, indicating music therapy
facilitates developing emotional attunement moreover.

The study found the ability to connect with people — also known as social competence —
improved significantly in children who received the music instruction. Music therapy facilitated the
group-based for cultural activities that taught children to collaborate, communicate, and conflict-
resolve through activities where these skills had to be employed in order to adapt with their latest
peers and environment. However, collaborative music-making has been previously investigated as a
resource to increase social cohesion and teamwork (Saarikallio & Erkkild, 2007). Thus, children
participated in group music therapy sessions, including ensemble playing, to have acquired an
improved ability in this skill through routine practice in a safe and regulated setting.

Based on these results it appears that music therapy may have particularly strong utility in
environments concerned with social interaction abilities, including settings like special education
programs or therapeutic practices for children with autism spectrum disorders, or social anxiety.
The enhancement of empathy and social competence combined with individual emotional
development in music therapy demonstrates that it can not only improve the personal realm of
individuals, but also prepare children to have more effective relationships with others (i.e. a
component necessary for any intervention aiming to improve emotion regulation/multiple
intelligences.)
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Comparison to Other Studies

The results from this study contribute to the literature on music therapy and its potential
benefits for emotional and social development. Previous research (e.g., Gold et al., 2004; VVoracek
& Wigram, 2004) has shown music therapy to be particularly effective for enhancing the emotional
well-being of young people with developmental and/or psychological difficulties. Nevertheless,
several trials have suggested that music therapy indeed beneficially influences a rather unspecified
competence which is emotional intelligence.

Conclusion The positive changes in emotional awareness, regulation, empathy and social skill
noted in this study signify that music therapy plays a role in the comprehensive support required for
emotional development as it covers both intrapersonal and interpersonal dimensions of emotional
intelligence. In addition, by using active as well as passive music therapy techniques, the study
provided a broader spectrum of musical approaches which might influence emotional
developments. The dual nature of this approach — engaging actively, by playing the instruments
themselves, as well as passively listening to others perform musical examples — provides novel
perspectives on both kinds of experiences (Wheeler, 2015).

On the other hand, these results underscore that more research on music therapy is necessary
to determine how it facilitates emotional intelligence. While the results this article reports clearly
demonstrate that music therapy benefits emotional and social skills, there is, however, no pathway
how these changes happen. In our view, future research targeting different element of music therapy
including rhythm, melody and improvisation interfaces with emotional processing and expression as
well as how these depend on individual differences (temperament, age or prior musical experience).

Implications for Practice

Directions for future research and implications for educators, therapists, and parents on how
to support the emotional development of children are discussed in relation with our findings. The
experimental group showed much greater gains in emotional intelligence, pointing to the possibility
of music therapy implementation within school curriculums or therapeutic programs to aid
children's ability cultivate their emotions. Because music therapy is not based on words, it offers
new opportunities for students who struggle with verbal communication and students who are not
responsive to conventional types of therapy (Gooding, 2011).

In the context of schools, use music therapy based SEL (Social Emotional Learning)
programs that would be more engaging and discriminative on emotional learning. Since music
therapy is going in nature, kids across the board can participate and expression emotion that they
would not be able to express elsewhere. Moreover, in that music therapy facilitates both individual
emotional regulation and group-based social competence, we find a tool that can be used across the
range of forms of emotional or social challenge.

The study also suggests that music therapy can be of help to those children who have troubles
with emotions or trust in their social contacts and for therapists, the researchers say. The present
results indicate that music therapy is excellent in assisting the child to create empathy and social
skill, thus suggesting its vitality as a treatment tool for children experiencing high levels of social
anxiety, autism spectrum disorders or emotional trauma in nature. Music Used as a Tool for
Emotional Exploration, with music as an emotional exploration medium offers children have a
creative space to safely process their emotions and build emotional intelligence in a safe manner.

Overall, this study presents significant evidence to music therapy as a method in increasing
emotional intelligence in children. The profound gains in both emotional awareness, regulation,
empathy and social competence identified with the experimental group offer insight into innate
emotional development through music therapy. Such results build the foundation of music uses for
therapeutic emotional maturation and propose the practical example in creating music therapy as a
train-based treatment area in learning and developmental treatments. Future research should
examine more closely the underlying functions through which music therapy effects emotional
intelligence and extend these results to other populations and contexts.
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Conclusion. Results of this study suggest that music therapy, significantly positively affects
the emotional intelligence in 7-10-year-old children with more increase in emotional
awareness/regulation, empathy and social competence. Conclusion and Implications The findings in
this study add to the literature by highlighting how music therapy could be a valuable resource not
only for emotional well-being, but also as an all-around approach to boosting essential social and
emotional skills. This study exemplifies the beneficial, nonverbal nature of music therapy in
eliciting emotional expression and regulation to include a developmentally appropriate means for
children to utilize such strategies as compared with traditional talk-based programs.

One unique aspect of this work is the assessment of emotional intelligence because of music
therapy. The reviewed literature has shown the psychological outcomes brought by music therapy,
but we are still a long way from knowing how this can enhance our emotional growth — as such
this research suggests that music interventions might be correlated with variables linked to
development of emotional intelligence. In addition, and in the context of both active and passive
musical engagement during a music therapy session, this study aims to clarify the influence of
different types of musical elements on different dimensions within emotional intelligence. This
range will deepen the discussion around how music therapy may be integrated effectively into
educational and therapeutic contexts.

The results of this study should guide future research in new directions. More research is
needed to unpack exactly how musical elements (e.g. rhythm, melody, improvisation) can be used
most effectively to augment emotional intelligence through music therapy. Future work might
further examine the effects of music therapy on emotional intelligence through longitudinal studies
to assess the longer-term impact and with greater participant numbers, such as children with
developmental disorders or living in different socio-cultural contexts.

The results convey the importance of using music therapy and they form a basis for
interventions, in which content about emotional intelligence and the large network are encoded into
curricular activities. Integrating music therapy across more schools and therapeutic programs offers
children unique, holistic ways to cultivate the social-emotional skills needed for personal, social
wellbeing in an ever-evolving world.
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MY3bIKA MEH BACKA JJA OHEP II9OHJAEPIH OKY YAEPICIHE EHI'I3Y

Anoamna

by makamana My3bsika MeH 0acka Ja eHep TYPJIepiH MHTETpalusUIayablH OKY YIepiciHe acepi
KapacCThIPBUIBIN, OHBIH OKYIIBUIAPJBIH YJTepiMi, OCICEHAUIIr XoHE OJeyMETTIK-3MOIMOHAIIBI
JaMysbl YIIiH maiaacel kepcetinren. Kem omicti 3epTTey »o00achlH naiiianana OTHIpHII, 3epTTey 15
MeKTenTe Kypri3iaai, oran 1200-gen actam okymisl MeH 100 myraniM KaTbicThl. CaHIBIK IEPEKTep
HETI3T1 oHIep OOWBIHIIA apajiacyFa JEHIHT1 KOHEe KeHiHT1 ChIHAKTap apKbUIbI )KUHAJIBI, aJl Cartajibl
JIEpeKTep CHIHBINTAFbl Oakbuiaynap, cyxoOarrap »oHe (OKyc - TonTap apKbUIbl >KHHAIJIBIL.
Hotmwxkenep oKymbUiapblH YATEPIMiHIH, dcipece MaTeMaTHKa MEH T ©eHEpiHIH alTapiibIKTan
KaKcapFaHbIH KOPCETTI, €H YJIKeH JKETICTIKTEp a3 KAMTBUIFaH jKOHE OKYy/1a KeMICTIri 6ap OKylbLiap
apaceiHaa Oaiikanael. Kepkemaik WHTerpanmusi COHBIMEH KaTap CTYIEHTTEpHAiH OelceHAuTirin
apTTHIPYMEH, MIHE3-KYJIBIK MJcCeNeNepiHiH TOMEHICYIMEH J>XOHE AMMATHs MEH TOMNTHIK KYMbIC
CHSIKTBI 9JICyMETTIK-OMOLMOHAJIBIK JaFAbUIapIbIH )KOFapbUIaybIMEH OalIaHbICTHI O0JIbL. 3epTTey
MyFagiMAepAiH OUTIKTUIINH apTThIpyFa JKOHE pecypcTaplbl Oenyre OaillaHBICTBI Macenenepi
aHBIKTA/IbI, OYJ1 OHEepre HeTi3NEeNTeH TICUIAepl THIMII KY3€ere achlpy YIIiH OUTIKTLTIKTI apTTBIpY
KOHE CascaTThl KOJJay KaXETTUIIrH KepceTeli. byl HoTuxkenep TuHAMUKAJIBIK KOHE WHKIIO3UBTI
OistiM Oepy OpTacklH Kypy YILIiH ©HEp WHTETPALUSICHIHBIH dlIeyeTiH kopcereni. bomamak 3eprreynep
OHEp HHTErPAllUSCHIHBIH Y3aK MeEp3iMIl OCepiH KOHE OHbI HUDPIBIK KOHE MYIbTUMEIUSIIBIK
KOHTEKCTE KOJJAaHy bl 3epTTeyl Kepek. bys 3eprrey eHepii Heri3ri Ounim Oepy OargapiaManapbiHa
€HT13y[l KAKTaWTBIH JoNeieMeNep/IiH KoOeroiHe BIKNal eTelll JKOHE OHBIH 3aMaHayu Oiiim
Oepyaeri TpaHcHOPMAIUSIIBIK dJICYETIH KOpCeTe .

Tyiiin ce3mep: eHep HMHTErpalUsChl, OKY MpOILECci, CTyAEHTTepIiH OeJICeHUIIr, yarepimi,
QJIEYMETTIK-?MOIIMOHAJIBI JAMYBHI.

Manumébaii C.T.
Kaszaxckuil nayuonansuwiti nedacoeuveckuil ynusepcumem umenu Abas, cmapuiuil
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BKJIOYEHWUE MY3bIKH U IPYTUX UICKYCCTB B YUYEBHBIN ITPOIIECC

AnHomayus

B cratee paccmaTpuBaeTcs BIMSHUE WHTETPALMM MY3bIKA M JAPYTMX BHAOB MCKYCCTBAa Ha
y4eOHBI Tpolecc M IOKa3aHO €ro BJIMSHHE Ha YCIIEBAEMOCTb, AKTUBHOCTh M COIMAJIbHO-
SMOILIMOHANBHOE pa3BUTHE ydamuxcs. Mcnomap3ys MHOronpopuiIbHbIN UCClIe0BaTENbCKUN TPOEKT,
HCCIIeIOBaHNE MPOBOIMIIOCH B 15 mIKojax, B KOTOPOM HpuHsuM y4yactue 6osee 1200 yueHHKOB U
100 yuwmreneii. KomuuecTBeHHBIC MaHHBIE ObUTHM COOpaHBI C TOMOIIBIO TECTOB JO M IIOCIHE
BMEIIIATENIbCTBA IO OCHOBHBIM IpPEIMETaM, a KaueCTBEHHbBIE JaHHbIE ObUIM COOpaHbI C OMOIIBIO
HaONo/IeHn B KJlacce, MHTEPBbIO W (okyc - rTpymm. Pe3ynpTaThl MoOKa3anu 3HAYUTEIBHOE
yAy4IIEHUE YCINEBAEMOCTH Y4YalllUXCs, OCOOCHHO MO MaTeMaTUKE M S3BIKOBBIM MCKYCCTBaM,
IpUYeM caMble OOJbIIME YyCIEeXH HAOMIOAANUCh CpPeld YYallluXcs C HU3KMUMH J0XOJaMH U
HapymeHUsIMA 00y4aeMOCTH. XyJ0KECTBEHHAsI HHTErpalys Tak)ke Obljla CBsi3aHa ¢ TOBBIILICHHEM
BOBJICYEHHOCTH Yy4YallluXcs, CHMKEHHEM IOBEJCHYECKUX MpOOJIEM M IMOBBILIEHHEM COLHUAIBHO-
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SMOIIMOHAIBHBIX HABBIKOB, TAKUX KaK COYYBCTBHE M KOMaHaHas pabota. MccienoBanue BBISIBUIO
pOOJIEMBI, CBSI3aHHBIC C MOBBIIICHUEM KBaJTH(HUKAIIMKA YYUTEICH M paclpeielicHHeM PeCcypcoB,
9TO TMOAYEPKUBACT HEOOXOJMMOCTHh TOBBIIICHHUS KBATU(UKANUKA W TOJACPKKUA TMOTUTHKH ISt
3 GEKTUBHON pean3airy MoIX010B, OCHOBAHHBIX Ha HCKYCCTBE. DTH PE3yJIbTaThl MOTYCPKUBAIOT
MOTEHIIMAT UHTETPAIlUU UCKYCCTBA JUISl CO3JaHUsS TUHAMUYHON M MHKJIFO3UBHON 00pa3oBaTeIbHOM
cpenpl. bynymue wuccnemoBaHus JOJDKHBI HM3YYHUTh JOJITOCPOYHBIC MOCICICTBUS WHTETPAIlUH
HCKYCCTBa U €€ MPUMEHEHUE B MU(PPOBOM U MYIbTUMEIUHHOM KOHTEKCTE. DTO HCCICIOBAHUE
CTIOCOOCTBYET YBEIMYCHHIO YHUCIIA JIOKA3aTENILCTB B TOJb3Y BKIIOYCHHS MCKYCCTBA B OCHOBHBIC
o0pa3oBaTeNbHbIC MPOTPAMMBI U IEMOHCTPUPYET €r0 MPEoOpas3yIoNIfii MOTEHIINAT B COBPEMEHHOM
o0pa3oBaHMH.

KuroueBble ci10Ba: WHTErpaIys UCKyCcCTBA, YU€OHBINM MPOIIECC, aKTUBHOCTD, YCIIEBAEMOCTh,
COIMAIEHO-IMOIIMOHAIBHOE Pa3BUTHE yYaIUXCS.

Malimbay S.T.
Abai Kazakh National Pedagogical University, Senior Lecturer of the "music education and
choreography " Department, Almaty, Kazakhstan, e-mail: samat-1963@mail.ru

INTEGRATING MUSIC AND OTHER ARTS INTO THE EDUCATIONAL PROCESS

Abstract

The impact of the integration of music and other forms of art on the educational process is
discussed in this article with rigorous regard to its effects on academic achievement, engagement
and socio-emotional development among students. Carried out in 15 schools over a year, the study
took multiple forms and included more than 1,200 students and almost 100 teachers. Consequently,
quantitative data arose from pre-test and post-test scores in core subjects, while qualitative data
emerged through classroom observations, interviews, and focus groups. The results were staggering
as there was a dramatic improvement in the academic performance of students, especially for
mathematics and linguistics — leading to the most success with students from disadvantaged
families having learning disabilities. Evidence suggests that arts integration also improves student
engagement, reduces behavior problems, and encourages students to develop critical social-
emotional skills like empathy, cooperation. Given the issues identified in teacher professional
preparation and resource distribution, there is a call for sustainability of art-based approaches by
means of teacher training and political support. The findings illuminate the promise of arts
integration to foster a vibrant educational setting that benefits all students. Future research could
focus on the life-time effects of art integration in both digital and multimedia-based settings. As a
part of the expanding body of research supporting the integration of art in mainstream teaching
methods, it emphasizes that art can be a transformative tool for our modern educational system.

Keywords: arts integration, educational process, student engagement, academic performance,
socio-emotional development.

Kipicnme. My3bikaHblH JkoHE ©HepHiH ©Oacka TypiaepiHiH Oimim  Oepy KyileciHe
WHTETPAlUSUIaHybl COHFBI OHKBULIBIKTapAa aWTapIbIKTail Ha3zap ayaapibl, OWTKeHI TopOuemnriiep
MEH 3epTTEyLIUIep OHBIH TaHBIMABIK, SMOLMOHAIJIBIK >KOHE OJIEYMETTIK JaMy YUIIH dJeyerTTi
apTHIKUIBUIBIKTAPBIH 3€pTTEN >KaThlp. bimim Oepyaeri Oyn OipryTac Tocil keOiHece aybI3lla
OKBITYFa KOHE CTaHAAPTTAIFaH TECTUIEYre HEri3/IereH JOCTYPl OKBITY 9/IICTEPIHEH aChIll TYCyre
ThIpBIcaIbl. OHBIH OpPHBIHA OJI IIBIFAPMAIIBUIBIKKA, CBIHA TYPFBIIAH OiJIayFa jKOHEe Kazipri oiemje
MaHbI3Ibl JaFAbUIAPJBIH KeH ayKbIMBIH JaMbITyFa Oaca Hazap ayaapansl. OKy OarnapiamachiHa
KOPKEMIIK MOHAEPAl €HIi3€ OTHIPHIN, TOPOUELIIep HEFYpJIbIM TapThIMbBI JKOHE OAMbITATHIH OKY
OPTAChIH KYPYFa ThIPbICAIbI.
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MocesieHiH MOHMOTIHI MeH o3ekTijiri. Tapuxu TYyprblIaH ajFaHjaa, eHEp ajaamsar
MOJIECHHETI MEH OUTIMIHIH akbIpamac Oetiri 0osael. Mbicanbl, exenri I'penusna My3bika, Apama
xoHe OeliHeney OHepl HHTEIUIEKTYaIIbl )KOHE IIBIFAPMAIIIBUIBIK 13/ICHICTepre KaOiIeTTi )KaH-KaKThl
JaMbIFaH TYJIFAIapabl JaMbITyFa OaFbITTasiFaH OUTiM Oepy >KYHECiHIH akbIpamac Oeiriri OoJasl
(bapGepa, 1994). Anaiina, eHepkocinTik PeBoNONMSHBIH Taiiia OOMYbIMEH >XOHE KeWiHHEH
FBUIBIMU-TEXHHUKAJIBIK JaFbUIapFa Oaca Haszap ayJaapbUIybIMEH ©HepAiH OimiM Oepymeri peu
TeMeHaer Oactanpl. 20 FachIpJBIH OpTachlHA Kapail KepKeMaiK OiiM Oepy eKiHIII Ke3eKTeri
Macesiere aifHaIbl, KoOiHeCe KaXKETTUTIKTEH I'opl COH-CAJITAHAT PETIH/E KapaCThIPbUIJIbI.

Ocpl MapruHalv3anusra KapamacTaH, ecill Keje XaTKaH 3epTTeyiep ToObl eHepni Oimimre
OIpiKTIpY OKYIIBUIAPJIBIH YJTEpIMiHE TEPEH dcep €Tyl MYMKiH €KeHIH Kepcerei. Mpicanbl, Di3Hep
(2017) kepkemuik OUTiM CBIHM TYPFBIIAH OMJIAyJbl, MMpoOJieMaNapabl MISHy AaFAbUIAPBIH KOHE
AMOITMOHAJIJIBI MHTEJUICKTT] JaMBITYFa KeMeKTeceal — Oy kabinmerrep 21 racklpaa eMipiiiK MaHbI3bI
Oap nmen Tanbuia Oactaabl. COHBIMEH KaTap, ©HEp CTYACHTTEpre ©3 OWbIH OUIIIpYyre >KoHEe opTypdi
Ke3KapacrapJbl 3epTreyre Oipereidi MyMKIiHIIKTep Oepe aiajel, Oyl HMHKIIO3UBTI KOHE
SMIATHKAIBIK MEKTEIl MOJCHUETIH JaMBITYFa BIKIAJ €Te/ll.

Binim Oepyaeri wHTerpaumusinbl aHbIKTay. Kepkemuik OimiM 0Oepy KOHTEKCTiHJETi
«UHTErpanus» TEPMUHI KOPKEMIIK 1C-OpEKEeTTIH HETI3rl aKaJeMUsUIBIK OKY KOCHapblHa
CTpaTeTHsUIBIK eHTi31TyiH Olnnipeni. bys Tapux xoHe oeOueT CHAKTHI MOHAEPre MY3BIKAJIBIK JKOHE
OeiiHeney eHepi ko0amapblH KOCydaH OacTtarl, KypAemi FhUIBIMU YFBIMAApAbl YHpeTy YIIiH Apama
MeH Ouai KoijaHyra Jeiin opTypii dopmama Goimyel MyMmMKiH. Makcar — oKy OarmapiamachiHa
KOPKEMIIK Ma3MYHJIbl KOCYy FaHa €MeC, COHBIMEH KaTap eHepJi 06acka MoHAepAl OKYAbl kKakcapTy
KypaJlbl peTiHAe TNaiijanaHy, OChUIAWINA IUHAMHKAIBIK XOHE e3apa OaillaHbICTHI OiTiM Oepy
toxipudecin Kypy (bepnadopn, bpayn XKone bponxaren, 1994).

Tuimai WHTErpanusIbIK OarmapiiaMa KOpKEeMIIK JKarblHAH OAWBITATHIH KOHE aKaJIEMUSIIBIK
TYpFBIIAH KaTaH cabakTapipl >ko0ajay YIIIH ©HEp MyFaliMIepi MEeH MoH MYFalliMIepiHiH
BIHTBIMAKTACTBIFBIH Tajlanm eTedi. Mbicanbl, A3amarThik KykeikTap Ko3Faibichl Typasibl Tapux
cabarplHa CTYACHTTEPre KO3FAJBICTBHIH AMOIMOHAABIK YXOHE MOJEHHU AacleKTUIepiH 3epTTeyre,
COHJali-aK aHaJMTHUKAJIBIK JaFAbUIapbIH JaMbITYFa MYMKIHAIK O€peTiH Aoyipleri Hapa3bUIbIK
OHJIepiH Taijzay Oosybl MYMKiIH. MyHJall moHapaiblK TOCUIAEp CTYAEHTTepre OUTIMHIH SpTYpi
caJlaJiapbl apachlHAAFbl OalJIaHBICTAPIbI KOPYT€ KOMEKTECY apKbUIbI OKY/IbI ©3€KTi KOHE TapThIMIIbI
eTe ajajbl.

AJIBIHFBI  3epTTeyJiepre moay. bipHeme 3eprreynep ©HEp HMHTETPAHUSCHIHBIH
CTYICHTTEpAIH YArepiMi MeH KaThICyblHa dcepiH 3epTreni. Meicanbl, Korrepomn, roma >xoHe
Xsmnpaen-TomnconnslH (2012) 3eprTeyl eHepre Oail Outim Oepy OarmapiamarnapblHa KaTbICKaH
CTYICHTTEPAIH OKYyAa >KaKChl HOTIKE KOPCETETiHIH XOHE ©HEpMEH a3 TaHbIC KypJacTapblHa
KaparaHja opTa MEKTEMNTi OITIpY BIKTUMAJIJBIFBI KOFaphl ekeHiH KopceTTi. Con cusakTel, ®puman
#aokoHe [ludpep (2022) eHepAiH MHTETpalMsIChl CayaTTHUIBIK MEH CaHAyJbl jKaKcapTyFa OKenyi
MYMKIH Jien xabapiaiipl, acipece a3 KAMTbUIFaH CTYACHTTEP apachblHa.

By Ty KbIpBIMIIap HEMPOKOTHUTHBTI 3€PTTEYIEPMEH pacTanaibl, OYJ1 KOPKEMIIK iC-OpeKeTKe
KaThICy €CTe CaKTay, 3€HiH JXoHE KEHICTIKTIK MalbIMIayMeH alHaJIbICaThIH MU alMaKTapbIH
BIHTANIAHABIPYBl MYMKIH ekeHiH kepcereni ([lana >xoHe Oackamap., 2010). Meicansl, acnanrta
OWfHAYJIBI YHpEHY aybI3Ia ecTe caKTay jKOHE CayaTTBUIBIK JaFIbUIapbIH apTTHIPATHIHBI JIIENICH]II,
OUTKEHI OJI KYpJAedl ecTy, KO3FajlbIC KOHE TaHBIMIBIK IpolecTepAl KamTuiasl. byn nanennaep
JKUBIHTBIFBI aKaJIEMUSIIBIK JKOHE JaMBITYIIBUIBIK HOTHXKEIIEPIiH KeH ayKbIMBIH KOJJIay YIIiH ©HEep
HMHTETPAIUSCHIHBIH dJICYeTiH KOpCeTe/i.

Kubinasikrapapl skeHy. OHBIH apTHIKIIBUIBIKTAphIHA KapamacTaH, ©HEp/Al OKYy-TopOue
nporecine OipiKTipy KHBIHABIKCHI3 emec. Herisri keneprinepiaiy Oipi — pecypcrapblH
KETICTIICYIIUIIT kKoHe MyFaliMJIepAiH OUTIKTUIINH apTThlpy. KenrtereH TopOueniiyiep yakbITThIH,
KOJIIay/IbIH JKOHE KOCciOM JaMy MYMKIHIIKTEPiHIH >KeTICIEYUIUIriH alnFa TapThill, OHEP/i OKBITYFa
HeMece oyapibl KOJJaHbICTarbl OKy OarjapiamanapblHa €Hri3yre AaillblH eMec Jen CaHalibl

45




Abaii amvinoazl Kaz¥I1V-0viy XABAPLLBICHI, «Kepkemonepoen 6inim bepy: onep — meopusicol — adicmemeciy cepusicol, Nel (78), 2024 orc.

(Oreck, 2004). Ocwl Mmocenenepai IIEIIy YVINH MEKTENTEP MEH TUPEKTUBAIBIK OpraHaap
MYFaJlIMJIEpre ©HEp HHTETPAlMACHIH THIMII JKy3ere achlpy YVIIIH KaXeTTi Jarapliap MEH
CEHIMJIUTIKTI KAMTaMachI3 €TeTiH OKY Oar/mapiiaManapblHa HHBECTULIUS CATYBI KepEK.

Tarpl Oip KHBIHIBIK-OHEpP CalachIHIAFbl OULTIM Oepy MaTremMaTHKa J>XOHE >KapaTbUIBICTAHY
FBUIBIMJIAPBI CUSIKTHI TIOHEPIe KaparaHia OHIIIAa MaHbI3Abl eMeC JeTeH TYCIHIK, oyiap KebiHece OKy
OarmapiamacbiHaa OachIMIbIKKA Me. byl ke3kapac HIbIFapMalibUIbIK MEH KOPKEMJIK 3KCIPeccHs
apKBUIbI HET13T1 aKaJIeMUSUIBIK JaFblIapra OarbITTalIFaH CTaHAAPTTAIFAaH TECTUICY PEKUMAECPIMEH
HBIFAUTBLIAABL. bBysl oinaynpl e3repty OipTyrac OuLTIM Oepyai JaMbITyAarbl JKOHE CTYISHTTEPIi
Ka3ipri eMip/iH KUBIHABIKTapbIHA TaibIHAAyaFbl OHEPAIH KYHIBUIBIFBIH TaHyFa KEHIPEK MOJICHU
aybICY/Ibl TaJaIll eTei.

Kounnay kepcereTin casicat meH0epiHiH MaHbBI3AbLIBIFbI. OHEp WHTETPALUSICHIHBIH COTTI
0OJyBl YIIIH OJ1 MEKTEIl JCHrediHIe /e, MEMJICKETTIK JIeHIeiae Je CEeHIMJl cascu IeHOepMeH
KaMTamachl3 eTiryl kepek. byran eHep OarnapinamanapblHa SKETKUTIKTI KapaxkaT Oedry,
MyFaTiMAEepAiH OUTIKTUICH apTThIPY KOHE OKYIIBUIAPABIH OKY HOTIIKENEpPiHIH OapiblK CHEKTPiH
KaMTHUTBIH Oaranay oficTepin a3ipney kipeai. On connmaii-ak enepi OuriM Oepy cTaHzapTTapsl MEH
ecen Oepy IIapajapblHa €HT13yJl HacHXaTTay[bl, OJApIbIH >KaH-)KAKThl OUTIM OepydiH MaHBI3IbI
Kypamjiac OeiKTepi peTiHAe TaHBLUTYbIH KAaMTaMachl3 €Ty 1l KAMTHU/IbL.

KopbITbiHabIIAN Kene, My3blka MEH 0acka /Ja eHep TypJepiH OKy mporeciHe OipikTipy
OKYIIBLIAPJABIH ~ OCJCEHIUIINT  MEH  IKETICTIKTepiH  apTThpyFa YIKeH yome  Oepeni.
HIprrapMambIbIKTEL, CHIHU OMJIAYJbl JKOHE SMOIMOHAIABI MHTEIUIEKTTI JaMbITa OTBIPHIN, OHEP
MHTETpanusIchl CTyAeHTTepal 21 Facblpiarbl KUBIHIBIKTapra AalbIHAAyFa KeMeKTeceni. Amnaiiia,
OyJ1 oJIeyeTTi iCKe achlpy pecypcTapiblH MICKTSYJIUIriH, MyFaTiMACPAiH OUTKTUIrH apTThIpy
KOKETTUIIKTEPIH kKoHe OiIiM Oepyeri eHepIiH KYHIBUIBIFBI Typalbl TYCIHIKTEP/IH ©3TrepyiH Koca
aFaH;a, KypAeli MocenenepAl memyai Taman ereni. Jlypeic Koijgay MEH MiHAETTEMEHIH
apKachlHIa ©HEep HHTerpanusacel OimiM Oepy ToxipuOeciH e3repTe anaibl, OYI OHBI OapibIK
CTYJIEHTTEp YII1H OalbITaIbl )KOHE ©3€KT1 €Te/Il.

Matepuannap MeH daicrep. My3blka MeH 0acka J1a eHep/l OKy INpolieciHe OipiKTipydiH
OCepiH 3epTTey YUIIH KOI JICTI 3epTTey AU3alHbI €HTi3UIMl. Bys Tocin caHAbIK JKOHE cammalibIK
JepeKTepAl JKUHAYy oJicTepiH OIpiKTipil, ©HEp WHTErPALUACHIHBIH OKYIIBUIAPIBIH  OKY
HOTWIKEJIEpiHe, KAThICYbIHA JKOHE JKaJbl MEKTEN MOJCHMETIHE Kajall ocep €TETIHIH KaH-KaKThl
TYCIHYIl KaMTaMachl3 €TTi. OJIICTEME HOTIKENepAl 3epTTEYAiH OChl cajachlHA KbI3bIFYIIBLIBIK
TaHBITKAH OacKa 3epTTEyHIUIEpPAIH CEHIMII Typle KaWTalayblH KaMmTamachl3 €Ty VIIIH MYKHST
O3ipJICHTEH.

Oky mmu3aiiHbl. 3epTTey KaJlajblK KOHE aybULIBIK JKepiiepleri OacTaysbllll, OpTa >KoHE OpTa
MEKTeNTep/li Koca aiFaHza, 9pTypii Ou1iM Oepy MekeMmenepiHae *Kypriziaal. Mekrentepai Tanaay
oJIapJbIH KaJbIIITaCKaH ©HEpJl WHTerpalusiay OaraapiamanapblHa HETi3AeNl, Oy KYIITi eHep
Oarmapiamanapbl 0ap MEKTeNTep MEH JoCTYpil OKy OariapiaManapbl 0ap MEKTEeNnTepai CeHIMIl
CaJIBICTBIpDYFa MYMKIHIIK Oepai. 3eprrey OYKUI OKYy OKBUIBIH KaMmTblIbl, Oy  eHep
MHTETPALUSACHIHBIH CaJIaphl TYpajbl OOMIIBIK MepCIeKTUBAHbl KAMTaMachl3 €TTi.

3eprreyre 15 mekrente 1200-1en actam okymibl MeH 100 Myranim KaTeicThl. KaTeicymibuiap
OpTYpJi JieMorpausUIbIK KOPCETKIIITEp, COHBIH IMIiHAE 9JeyMETTIK-3KOHOMHUKAIBIK MopTede,
STHUKAIBIK JKOHE YJrepiM JeHrewnepi OoMbIHIIA OKULMIKTI KamMTamachl3 €Ty  YIIiH
cTpaTU(UKalNMsIaHFaH Ke3/IeHCOK 1piKTey apKblIbl TaHAanAbl. by ipikTey cTpaTeruschl bIKTUMal
[IaTaCTHIPATBIH aWHBIMATBUIAPIBI OaKbpUIayFa J>KOHE OHEpP HWHTETPALUSCHIHBIH CTYACHTTEPIiH
OpTYpJIi MOMYJSAUSUIApbIHA dcepl Typalibl HAKTHI TYCIHIK Oepyre OarbpITTalFaH.

JepexTepai :kunay. Jlepexrepai xkuHay mporieci OipHelne Ke3eHHEH TypJbl. bacrankeina
CTaHJapTTajFaH Oarajay MEH MyFalliMHIH OaraiayblH KOJJAAaHA OTBIPBIN, OKYLIBLIAPABIH YIrepiMi,
OeJICeHAUIIT JKOHE QJIE€YMETTIK-3MOIMOHANIbI JaFbljIapbl Typajibl HET13T1 MANIMETTEP KUHAJIBI.
byn Gacrankel mapanap 3epTrey OapbIChIHIa e3repicTepii Oakpulay YIINIH Oakpliay KbI3METIH
aTKap/bl.
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CangpIK AepeKTep MaTeMaTHKa, KapaThUIBICTaHy FRUIBIMAAPHI KOHE TiJI OHEepl CHUSKTHI HET13T1
MIOHJIEP/IET] OKY JKETICTIKTEPIH OJIIIeyre apHaJIFaH WHTEPBEHIIMSAFA JICHIHT1 )KOHE KEHIHT1 ChIHAKTap
CepusChl apKbUIbl KMHaNIABl. COHBIMEH KaTap, CTYACHTTEp MEH OKBITYIIbLIApFa OJIAPJBIH OKYyFa
JIETeH KO3KapachlH, MOTHBALMSCHIH >KOHE OLIiM Oepyreri eHep/iH KaObUIIaHFaH KYHIBLUIBIFBIH
Oaramay ymiH cayamHamanap skyprizingi. CayamHamanap CyOBEKTHBTI KayanTapJbl CaHIBIK
Oaranay ywiH JIukepr mKkagachlH KOJJIAH/AbL, Oy 0J1ap/ibl CTATUCTUKAIBIK TalIay/ bl )KEHIIIETTI.

Cananiel MOTIMETTEp CHIHBINTAFBl OakpLIaynap, cyxoarrap, Gokyc-Tonrap apKbLIbl albIHJIBIL.
3epTTeylliep eHep MHTErpalMsChIHbIH Kaldaid Ky3ere achblpbUIFAHBIH JKOHE OKYIIbUIAPJBIH OCHI
omicTepre Kanai skayan OepreHiH KyXarTay YIIiH 9pTYpIIi moHaep OoiibrHIma 6apisirsl 150 cabakTh
Oakputanpl. bakpliaynap eHep MHTErpalMsChbIHBIH OOJIybl MEH camachblH, CTYJEHTTEpIiH
OEJICeHIUIITIH JKOHE OKBITY CTpATEeTHsUIapbiH OarajialThIH KYPBUIBIMIBIK PYOpPHKaHBI OACIIBUTBIKKA
anapl. MyranimMaepMeH JKOHE OKIMIIIJIEPMEH cyxOaTTap eHep/i OKy OarjaapiiamaliapblHa €HTi3YliH
KHUBIHABIKTAPBl MEH JKETICTIKTEP1 Typalibl TYCIHIK Oep/Ii, all CTyaeHTTepMeH (HOKYC-TONTap OJIap IbIH
TOXipubeci MeH OaFaapiiama Typaibl TYCIHIKTEpiH 3epTTeIi.

OHepai uHTerpanusijiayra apagacy. Ic-mapanblH €31 OapiblK KaThICYLIbl MEKTENTEp/e
Oipi3aUTIKTI KaMTamachl3 €Ty YIIiH MYKUAT KYpbUIBIMIaIFaH. Myranmimaep eHepii 3 MoHIepiHe
UHTerpanusiay 0oibiHIIa OUTIKTITIKTI apTTHIP/IbI, COHBIH 1IIIH/E HEri3r1 aKaJIeMUSIIBIK YFBIMIAP/IbI
OKBITY YIIIH My3bIKa, OeifHeney eHepi, apaMa oHe Ouai KojjaHy OOWBIHIIA CeMHUHapiap.
Mpicanbl, MaTeMaTuKa cabakTapbiHaa OeniiekTep MeH KOd(PHUIMEHTTEepAl YHpEeTy YIUIiH My3bIKa
TEOPHSICHI SHTI311/, all TapuX cabaKTapbIHIa MaHBI3bl TAPUXU OKHFAIAPIbl 3epTTEY YIIIH JApama
MEH peJIiiK OMbIHAAP KONJIaHBLIJIBL.

Op MyFaliMHEH anTachblHa KeMiHAe Oip HMHTerpanusulaHFaH eHep cabaFblH OTKI3y Taiarl
€T, OJ1 Ky)KaTTaJlFaH »XOHE OHBIH THIMJUIIriHE TaugaHFaH. by cabakrapasl eHep MamaHIapbl
MEH IoH MyFajimzepi Oipiecinm o3ipiiesi, ocbulaiiia ojap akaJAeMUsUIBIK TYPFBIIAH 1a, KOPKEMIIK
TYPFBIIaH J1a MYKHUSAT %OHE Ma3MyH/bl 00J1/1bl. IcKe achIpyIbIH AYPBICTBIFBI JKYHenl Typae TipKely
MKOHE 3epTTey TOOBIHBIH KOJIaybl apKblIbl OaKbUIaH[bl, OYJI Mpolecc GapbIChIHAA MYFaIIMIEPIIH
Ke3 KeJI'eH MacesesepiH IIenIyre KOMeKTeCTi.

CraTucTukaabIK Tanaay. VHTepBeHIusAra JEHiHT1 jKOHE KEWIHI1 ChIHAKTapAaH >KUHAJIFaH
CaHJIBIK JIEPEKTEp OHEp/Ii MHTErpalysIay ic - [IapachbiHa JIeHIHI1 XKoHEe 0/1aH KEeHIHT1 OKY YJIrepiMiH
CANBICTBIPY YIIIH anova KaiTajaHaThIH KOPCETKIIITEepiH MaiijamaHa OTHIPBINT TaldaHIbl. by
CTaTUCTHUKAJIBIK TECT OIpHEIIe yaKbIT HYKTENEepiHAETi alblpMallIblIBIKTApIbl TaJAayFa MYMKIHAIK
OepeTIHAIKTEeH TaHJAalabl, Oyl OKYy OapbIChIHAA OKYIIBUIAPABIH YJrepiMi Kalai JaMbIFaHIbIFbI
Typajibl HaKThI Kepinic 6epeni (Field, 2013).

Hotmwxkenep Oenrim 6ip monmymsuusuiapAasiH Oyl apanacyaaH Oackaigapra KaparaHja KeOipek
naiiia KepreHiH aHbIKTay YIIIH JAeMOrpa(UsUIbIK TONTapra oAaH opi OemiHai. Meicanbl, TaObICHI
TOMEH CTYIAEHTTEp MEH OKyJa KeMmicTiri Oap ajaMjap YUIIH OKYy YJrepiMi MeH KaTbICYbIHBIH
KaKcapybl *KeKe TalJlaH/bl, Oy eHep calachlHIaFbl HHTETpalus yArepimMaeri 6ap ONKbUIBIKTap/Ibl
KOIOFa KOMEKTECETIHIH OLTy YIIIiH.

CyxOarrapisiH, (OKyc-TONTapAblH JKoHE OakbutaynmapablH —camaibl  aepekrepi  NVivo
OarapraMalTblK KAacaKTaMachIHBIH KOMETIMEH TaKBIPBINTHIK TypAe koxaramabl. Koaray mporeci
OKYILBLIAp/AbIH OJICEHAUIITIH apTThIPY, MIBFAPMAIIbUIBIKTEI APTTHIPY JKOHE QJI€YMETTIK JaFIbUIap/Ibl
JAMBITY CHSIKTBI JEPEKTEperi KalTaJaHaThIH TAKBIPHIITAP MEH YITUIEPl aHBIKTAyJIbl KaMTBIIbIL.
Conan KeifiH OyJ1 TakbIpbIITap CaHJBIK TY>KbIPBIMAAP/bI TOJIBIKTBIPATHIH, OHEP MHTETPALHSCHIHBIH
O11iM Oepy mpoleciHe acepl Typajibl TEpeHIpeK TYCIHIK OepeTiH OasHaay Kypy YIUiH MaiaaaaHbulIbL.

PenponykTuBTiIIK XK9He ceHiMAinik. 3epTTeyniH KalTaJaHybIH KamTamachl3 €Ty YIIiH
apajacy  XaTTaMaJlapblHBIH, JEPEKTepl JKWHAY  KYPAJIapbIHBIH  JKOHE  aHATUTHUKAIBIK
npoLeaypanapblH ~ emKeH-Terkeln  KykaTramachl OKkyprizuimi. byn  kykarramara cabak
JKOCTIapJIaphl, OakplIay pyOpUKalapbl jKOHE cayaTHaMaIbIK cayajaHamaiap Kip/i, onap 3eprreyil
KalTaIaFbIChl KeNeTiH 0acka 3epTTeyLIUIepIiH CypaHbIChl OOWbIHIIA KoM >keTiMil. COHBIMEH KaTap,
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0apIIbIK CTaTUCTUKATBIK Tangaynap SPSS Garmapiamalibik skacaKTaMachIHBIH KOMETIMEH KYPri3iiii
YKOHE UK JEPEKTEP TEKCEPUITeH 3epTTEYIIIepre KODKETIMII Kayirnci3 IepeKKopaa caKTaiabl.

3epTTeyAiH CEHIMAUNI JepeKTepil camajibl Tajnay Ke3eHIHJEe PEHTHHITEp apachbIHaFbl
CEHIMJIUTIKTI TEKCepy apKbUIbl OarayiaHjbpl. bipHemie 3epTTeymiiiep camaibl JepeKTepii aepoec
KOATAbI )KOHE Ke3 KEITeH COMKECCI3MIKTep JOUEKTUTIKTI KaMTaMachl3 €Ty YIIiH TaJKbUIay apKbLIbI
memiaa. byr Tocim 3eprreymiiiepaiH  OipKaKTBUIBIFBIH — a3alTyFa JKOHE TY KBIPBIMIIAP.IBIH
CEeHIMJIUTIriH apTThIpyFa kemekrecti (Biniam, 2022).

KopeIThIHIBUTAH Kejle, CaH/ABIK >KOHE CamallbIK 3epPTTey OICTEpiH OIpIKTIpE OTBIPHIN, OUTIM
Oepyleri ©Hep WHTETPAlUACHIH 3EPTTEYMiH Oyl OmiCTeMENiK TOCUIl OHBIH OKYIIBUIAPIBIH
HOTWXKEJIEpIHE OCEepiH TYCIHYy VIIIH CEHIMIiI Heri3 Oojbil  TaObuiafpl. KomaHbuIaThIH
Mpolenypaiapibl  €rKEH-TeKEIIl  CUMaTTail  OTHIphIN, Oyl 3epTrey opTypii OutiMm  Oepy
KOHTEKCTTEpiHJIe OeHiMIenyre >kKoHe KOJIJaHyFa OOJIaTBIH MOJIENbJlI YCBIHAABI, Oy OlmiMm Oepy
MIPOIIECiHEe OHEP MHTETrPAIMSICHIHBIH apTHIKIIBUIBIKTAPEIH PACTAUTBIH JNENACPAIH KOOCIOIHE BIKIAI
eTel.

Hotmkenep. 3eprrey HOTIKENEpi My3blka MeH 0Oacka Ja ©HEpHAiH OKy NpOIeCiHe
MHTErpalMsUIaHybIMEH OaiJIaHBICTBI aWTApJIBIKTall OH HOTWOXKENEpIl aHbIKTajbl. HoTwmkenep
OKYIIBUIAPJBIH ~ YITEpIMiHIH, OEJICEHIUIIrHIH OHE OJIEyMETTIK-DMOIMOHANIBIK JaMYbIHbIH
JKaKCapraHbIH Kepcereai. byr Gerimie caHIbIK JEPEKTep MEH canaliblK OaKpUIayJIapMEH pacTalFaH
HOTHKEJIEp eMKeH-TerKerl OepisireH.

Oky yarepimi. MHTepBeHIMsIFa JCHIHTI kKOHE KEWIHTI ChIHAKTAPIBIH HOTIKEIIEPIH Talaay
OaplbIK HEri3ri moHIep OONBIHIIA OKYIIBUIAPABIH YJATEPIMIHIH CTaTUCTHKAIBIK TYPFBIIAH
alfTapiIbIKTall JKaKcapFaHbIH KOPCETTi. ATan aiTKaHIa, eHepre MHTETPAIMsUIaHFaH CHIHBITAPIaFbl
OKYIIIbLIAP JASCTYPIIl CHIHBIITAPIAFI KypJacTapblHAH OPTa ECEIeH MaTeMaThka Ooibiama 15%, Tin
eHepi OoiibiHIma 10% jKoHE >KapaThUIBICTAHy FhUIbIMIAphl OoiibiHIIa 12% o3bim KeTTi (Kecte-1).
ANOVa-HbIH KaliTajgaHraH Imapanapbl OyJI JKETICTIKTepaiH aWTapiblkTail exeHin pacraabl (P<0,01),
OyJ1 eHepal OKy OarnmapiiaMachiHa OIpIKTIPY OKYHIBUIAP/BIH YATEpIMiHE aWTapiIbIKTall ocep €TKEeHIH
kepceteni. byn TYKbIppIMAap Kepkemiik OiliM Oepy TaHBIMABIK AaFAbLIap MEH aKaJeMHUSIIBIK
HOTYDKENIEP]Il apTThIPA ATATHIHBIH KOPCETKEH aJIBIHFBI 3ePTTEYJIepre COHKEC KeIle/i.

Kecre 1. Jloctypni >koHe eHepre HHTETpalMsUlaHFaH OKY OarJapiamMaliapblHIarbl
OKYIIBUIAPJIBIH YJATEPIMiH CabICTBIPMAJIbI TANIAY.

ITon Hoctypmi OKy | OHep canaceiHaars! | [TalibI3ABIK JKaKcapTy
xocrnapbl  (Opramia | UHTerpalusIaHFaH
6amn) OKy Oarmapiamacsl
(Oprama 6aiin)
Maremaruka 75.4 Gayn 86.7 Gamn 15%
Tin enepi 78.9 6ann 86.8 Oann 10 %
Fruieim 73.2 6ain 82.0 6amn 12 %

Opl KapaiFel Tajaay KepceTKeHAeH, Oy KakcapTyyiap acipece TaObIChI TOMEH KoHE OKyAa
KEMICTIr O6ap cTylneHTTep apachlHja Oalikanael. Byn TonTapaarsl OKyIIbIap MaTeMaTHKa MEH T
OHEpPIHET1 €H YJIKeH JKETICTIKTEePAl KOpceTTl, Oy olapAblH KypAacTapbIMEH YATepiM alllaKThIFbIH
KBICKapTThl. byi eHep uHTerpamuscel oiunerTi OiniM Oepy OpTachlH KypyFa KOMEKTECETiH, a3
KAMTBUIFaH KOHE a3 KaMTBbUIFAH CTYAEHTTEpl KOJAAayAblH THUIMJI CTpPATEeTUsiChl OOIYbl MYMKIH
eKEHIH KepceTe.

Crynenrrepai Ttapry. ChHBINTarbl Oakbuliaylap MEH CTYIASHTTEpAIH cayalHaMmajJapblHaH
aJIbIHFaH camajbl JIEpeKTep OHepre MHTEerpalusIaHfaH ChIHBIITapJa OKYIIbUIAPAbIH OeICeHaLIr
MEH MOTHUBAISICHIHBIH alTapIIbIKTall apTKaHBIH KopceTTi. bakpuiaynap KepceTKeH e, CTyIeHTTep
cabakka keOipek KaTbicajbl, keOiHece HeTi3ri OKy OarapiaMachlHaH THIC TaKBIPBIITAP/AbI 3ePTTEY
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O6acramachiH KeTepedi. Mpicamnbl, ¢pakuusiap OOWbIHIIA My3bIKaMeH OipiKTIpUIreH MaTeMaTHKa
cabarpIHAa OipHEIIe OKYIIbI My3bIKa TEOPHSACHI Typajbl KOOIpeK OUTYre KbI3BIFYIIBIIBIK TaHBITTHI,
Oyt cabakThl GacTanKbl HIEHOEPIHEH ThIC KEHEHTETIH SKCIPOMTTHIK, MiKipTajgacKa SKei.

3epTTeyliH COHBbIHJA CTYIEHTTEpre »KYpPri3lIreH cayajlHamalap eHepre HWHTerpalusIaHFaH
Oarmapiamara KaThICyIIbUIApAbIH  85%-b1  JOCTYpIi  CBHIHBINTAPAAFbl OKYIIbUIApABIH 60% -
CPAaBHEHMIO CaJbICTBIPFaHJla MEKTENKE JEreH KbI3bIFYIIBIIBIKTEl apTTHIPBIN, aKaJeMUSUIbIK
KabinerTepiHe ceHIMAIpeK eKeHiH Xalapianasl. bip cTyaeHT: «MeH OypbIH-COHJIBI MaTeMaTHKaHBI
YHATIAWTBIHMBIH, Oipak 013 OHBI TYCIHY YIIIH MY3bIKaHbI KOJJIaHa OacTaraHja, MEH YIIiH 0opi
oliareigail 6onapl", - gem aram otTi (cTyaeHt, 2023).

MyraniMaep COHbBIMEH Karap MiHE3-KYJIbIK IpoOJeMalapblHbIH a3aiifaHbIH koHE cabakka
KaTBICYJIBIH apTKaHbIH Oaiikanwl. bipHeme myranmimzaep OypbIH JKYMBICTaH UIBIFAPBUIFAH HEMeEce
TOPTINTI Oy3FaH OKYIIBUIAp ©HEpre OarbITTalFaH cabakTap Ke3iHe 3eHiHIEpiH MIOFbIPJIaHIBIPHII,
BIHTBIMAKTACThIKKA OeHiM OoJiFaHbIH Xabapiaapl. MiHE3-KYIBIKTBIH Oys1  e3repici  eHepAiH
TapTHIMIBI KOHE WHKIIO3UBTI CHUIAThIHA OaillaHBICTBI OOJIBl, OYJI CTYAEHTTepre 3 OWBIH
HIBIFAPMAIIBUTBIKIICH KETKI3YTE dKoHEe MaTepHalIMEH JKeKe JIeHTe1e OailanpicyFa MyMKIHIIK Oep/ai
(Buznep, 2002).

OJIeyMeTTIK-3MOUHMOHAIAbI  AaMy. 3epTTey COHBbIMEH Karap ©HEp WHTEerpaluschl
CTYACHTTEPAIH 9JICYMETTIK-SMOIMOHAI/IBIK JaMyblHA OH dcep eTeTiHiH kepcerTi. CTyaeHTTepMeH
¢dokyc-TonTap KepKeMIIK Ic-Ilapajapfa KaTbICy OJIapJblH SMIIATUSHBI, TOINTHIK >KYMBICTBI JKOHE
KapbIM-KaThIHAC JIAFIbIJIAPBIH TaMBITYyFa KOMEKTeCKeHiH KopceTTi. CTyIeHTTep 63 KypaacTapbIMeH
ke0Oipek OaitmaHpicTa 0OMy JKOHE €3 Oilappl MEH SMOLMSUIApPBIH OUAipyne ceHimaipek 0oy
ce3iMIepiH cunaTTaasl. bip cTymeHT Obutaii jern OemicTi: «0i3 a3aMaTThIK KYKBIKTap TypaJibl Ibeca
KOWFaH/a, MeH OipeyliH OpHbIHAa 00Ny KaHAail OOJAaThIHBIH IIBIHBIMEH TYCiHAIM. byn meni
Oackayiapra Kajail KapalThIHBIMIBI oiiayra MakOyp eTTi» (Ctynment, 2023).

Myranimaepain cyx6arrapbl Oy OakbuiayigapAbl pacTajbl jKOHE KONTEreH OKBITYIIbLIAp
OKYIIBUTAPIBIH O1pJIecin )KYMBIC 1CTEY JKOHE JKaHKaJlap/abl ey KaOlIeTiHIH KaKcapFaHbIH aTarl
oTTi. bip My¥aiiM: «MEH CBIHBINITA CUPEK COMUIEHTIH OKYIIbUIAp/bIH Oi3]1iH eHep >kK00anapbIMbI3
Ke3iHAe KemOaciibl OosiFaHblH KepAiM. OnapAblH ecill Kele >KaTKaHbIH Kepy KepeMeT OOoJIbI»
(Myganim, 2023). byn HoTIKenep KOpKeMIIK OLTIM 3MIIaTHs, ©31H-631 peTTey JKOHE OMIpIICHIIK
CHSIKTBI JIaFJbIIApABI JTAMBITY apKBUIBI QJIEYMETTIK JKOHE SMOIMOHAIIBIK OKBITYABI KakcapTa
aJIaTBIHBIH KOPCETETIH 3epTTeyNepre Colkec Kemnei.

KubiHaABIKTAp MeH 1ekTeyJiep. 3epTTey HOTHKelepl OachlM KOIUIUIri OH OOJFaHBIMEH,
eHepJll MHTerpauusigay OargapiaMachlH JKy3ere acblpy OapbichlHIa OipHelle Macenesnep aramn
etunal. Herisri kegeprinepain 0ipi MyrajiMaepre eHepre HHTerpalysuianFad cabaKTap/ipl a31paeyre
KOHE OTKI3yre KeTeTiH yakbIT Oonabl. Kocibm namybsl MeH KojjayblHAa KapaMacTaH, Kenoip
MyFaJlIMJIEp OHEP/I1 OKBITYFa THUIM/JII €HT13Yy YIIIH KaKETTI JaFablIap MEH CEHIMIUTIKTIH KOKTHIFbIH
ce3inai. byn mocene ocipece pecypcrapbl MIEKTEyNi MEKTENTEpAe >KHMi Ke3llecell, OHJa KOpPKEM
MaTepuaiiapra KoJI )KeTIMITIK IIeH MaMaH ap/IbIH KOJIIAybl IIEKTeYIi OOJIIbI.

CoHbIMEH KaTap, CTaHIApTTaJlFaH TECTIIEyre »OHE Heri3ri akKaJAeMUsUIBIK JaFabuliapra
Ke0lpek KeHUT OeIeTiH OKy OarapiamachiHa eHep/il OIpIKTIPYAiH KYHABUIBIFbIHA KYMOH KeNTIpreH
aTa-aHaJlap MEH OKIMIIUIepIiH Keil0ip KapchuibikTapel Oomnbel. Keitbip wmyanmemi TapanTap
KOPKEM/JIIK ic-TIIapajapra )KYMCAJIFaH yaKbIT HETI3T1 aKaJeMUSIIBIK Ma3MYH]IbI TOMEHJIETYl MYMKIH
Jen aja”aaymbulblK Ounaipai. Ockl Macenenepl IMenry YIIiH aKkaJeMUsUIBIK KOHE JKEKe TYJIFaHbI
JAMBITY YIIIiH ©HEep WHTEeTPANUSCHIHBIH KYKATTaJIFaH apTHIKIIBUTBIKTAPHIH KOPCETE OTHIPHII, YHEMI
OalyIaHbIC MIEH aKNapaTThIK-TYCIHAIPY XKYMBICTapbIH KYprizy Kaxet 6omner (Oreck, 2004).

IIpakTukara cangapsl. Ocbl  3epTTeyliH HOTHXKenepi OuriM  Oepy MpaKTHKachlHA
aiftapnelkTail ocep ereni. bipiHmiineH, onap eHepli OKy OarnapiamMachblHa €HTi3y OKYIIbLIapIbIH
OeNCeHAUTIN MEH YJTrepiMiH apTTBhIPYABIH THUIMJII CTpATeTrHsAchl OOTybl MYMKIH Jen OOJKalgbl,
ocipece JACTYpJl OKBITY OJICTepiMEH Kypecyl MyMKiH ajaMmjap YHIiH. MekrenTep MeH
TopOMenIiep ©3ACpiHiH OKBITYbIHa ©HEpPre HETI3ICNITeH TOCIIACpP/l HETi3ri MOHAepre KOChIMIIA
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peTiHae FaHa eMec, COHBIMEH Karap TyTac OiiiM OepyaiH Heri3ri Kypampaac 0ediri peTinae eHrizyui
KapacTbIPYbl KEpeK.

ExinmmizieH, 3epTrey ©Hep MHTETPALUsCHIH COTTI KY3€re acelpy YUIIH MyFaliMJepre THICTI
JAWBIHABIK TICH KOJJay KOPCETYMIH MAaHBI3bUIBIFBIH  KepceTeli. DBUIIKTUTIKTI  apTThIpy
Oarmapramanapbl MYFaliMICpAiH HETi3ri Ma3MyHIbl OKBITY YIIIH ©HepJl maiiiananynarbl
CEHIMILIITT MEH KY3BIPETTUIITIH apTThIpyFa, COHAAN-aK yaKbhIT IIEH pecypcTapbl THIMII Oackapy
CTpaTerusiapblHa OaFbITTATYbI KEpeK.

CoHpIHIa, 3€pTTEYy KOpPKEeMIIK OuriM Oepyai OaralalThIH KOHE IUITepUICTETIH KOJIIay
KOPCETETIH cascaT MIeHOEPiHIH KaXKETTUIITiH KkopceTeni. byran OiiM Oepy cTaHmapTTapbl MEH ecell
Oepy mIapanapblHa ©HEpP HMHTErPAlUsACHIH EHTi3yJlll HacuxaTTay, COHJAal-aK MEKTeNTepleri eHep
OarmapiamanapblH KOJJay YIIIH KapKbUIAaHIBIPY MEH pecypcTapibl KaMmTaMmachl3 €Ty Kipenl.
Opuman  xoxoHe Ilumdpep (2022) aram eoTkKeHACH, «KOpKeMAiK OuriM OepymiH OapibIK
apTHIKIIBUIBIKTAPBIH MalallaHy YIIH cascaTKepiep OHbl KOCHIMIIA KOCBIMIIIA €MEC, TOJBIK OiTiM
OepyliH Heri3ri Kypamaac 0eJiri peTiHae TaHybl KepeK.»

KopbITbiHabIIAN Kene, My3blka MEH 0acka Ja ©HEpHiH OKY MpOIeCiHEe HHTErparusuiaHybl
OKYIIBLIAP/BIH YJITEpiMiHE, KbI3BIFYIIBUIBIFBIHA JKOHE QNI€YMETTIK-3MOIMOHAIABl JaMyblHA TepeH
ocep eTeTiHAIr gonenaeHl. HerypnbeiM cepminai sxoHe ©3apa 0allIaHbICThl OKY TOXKIpUOECiH YChIHA
OTBIPHIT, OHEP WHTETPAIUACH CTYJCHTTEPIe aKaIEMHUSIIBIK JKOHE JKeKe Ta0bICKA JKETY YIIIiH KaKeTTI
JaFbpLIap MEH Ke3KapacTap/ibl TaMbITyFa KoMeKTece . Anaijia, OCbl TOCUIIIH J€YEeTiH TOJIBIK i1CKe
aceIpy MyFaJiMzepli Aaspiayra, pecypcrapisl O0eiyre >XoHe MYyIIeNi TapanTapibl KoJayFa
OaiilaHbBICTHI MOceNeNnepal Wemyai Tajgan ereqi. Jypblc MHBeCTULUATIAp MEH MiHAeTTeMeNepaiH
apKachlHIa ©HEp HMHTErpaiuscel OiniM Oepy siaHmmadThIH ©3repTe anaabl, OyJl OKyIbl OapibIK
CTYICHTTEP YIIIH MaFbIHAJBI dKOHE KOJDKETIM/II €TeIl.

Tanxkepliay. byn 3eprreymiH HOTWXKelepi My3blka MeH Oacka Ja eHep TYpJIepiH OKYy
nporecine OIpIKTIpYIiH OH 9cepiHiH KYIITiI 1aneni O6omibin Tabbutaael. OKYHMIBUTAPABIH YIATEepiMi,
OeNICeHAUIIT] KOHE 9JI€YMETTIK-3MOLIMOHAN/IbI 1IaMybIHBIH alTapJIbIKTall jkaKcapraHbIH KOpPCETETIH
HOTH)KENIEp OChl calajaFbl alABIHFBl 3epTTeylepre coiikec kenemi. byn OemiMae ochl
TYKBIPBIMAAPABIH Calapbl TaIKbIIaHAIbI, KOJIAHBICTAFbI 9/IeOMETTEPMEH CANIBICTHIPBLIA B KOHE
onapbIH O11iM Oepy MPaKTHUKAChl MEH CasiCaThIHAAaFbl MAHbI3bI 3ePTTENE]I.

OKy yJarepimi ’oHe TaHBIMBIK Naiifackl. byl 3epTTey/iH €H TaHFalIapJbIK HOTHKEJIEPIHIH
0ipl CTyIEHTTEpHiH Heri3ri moHaep OoMbIHIIA, ocipece MaTeMaTHUKa >KOHE TiJl eHepi OoibIHIIA
yarepiMia xkakcapty Oonael. byn Koartrepomn, [lroma sxone XowmmueH-TommcoHHbH (2012)
TYKBIPBIMAAPBIH pacTaliipl, OJap ©HEpre JereH KbI3BIFYIIBUIBIFB JKOFaphl CTYACHTTEPAIH
TECTUIEY/I€ JKOFaphl Oalll >KMHAWTBHIHBIH JKOHE aKaJEeMUSIIBIK HOTHXKENEpl KaKChIpaK OO0JIaThIHBIH
KepceTTi. YJTiHI TaHy, IIbIFapMalIbUIBIK MAceseepAl IIeHly >KoHe aOCTpakTull Oiilay CHSKTHI
OHEPMEH aifHaJIBICyFa KaThICATHIH TAaHBIMJIBIK MPOIIECTEP OKYIIBUIAPIBIH OacKa MoHAepAeri Kypaeni
YFBIMAApABl TYCIHY KaOiMeTiH apTThIpybl MYMKiH. MpICabl, My3blKa TEOPUSCHIH MaTeMaTHKa
cabakTapbiHa OIPIKTIPY OKYIIbLIapFa OOJIIEKTEP MEH KaThIHACTAPIbl MHTYUTHUBTI KOHE TapTHIM/IbI
TYP/Z€ TYCIHYre KOMEKTECTI.

ConbIMeH KaTap, TaOBICKI TOMEH JKOHE OKYJla KeMICTIri 0ap CTyIeHTTep apachiHaa OailKairaH
alTapibpIKTall JKETICTIKTEp ©HEep MHTEerpauusachl OLTiM Oepyzeri TeHCI3IIKTI »KOwa Myl pe
aTKapybl MYMKIH ekeHiH kepcereai. byn TyxeipeiM Pynmneprtrin (2006) mibFapMalibuibIFbIMEH
YHIECel, Ol OHep a3 KaMTBUIFaH CTYACHTTEpre OJapIblH KaXKETTUIIKTepIHE JKUI COMKEeC KeleTiH
Oamama OKBITY 9JIICTEPIH YChIHA OTBIPHIIN, TAOBICKA KETY YIIIH Oipereit MyMKiHIIKTep Oepeni aemn
TYKBIpbIMAanel. CTyIEeHTTepI MPaKTHKAIBIK, MIBFAPMAIIBUIBIK ic-IIapajapFa TapTy apKbLIbl
eHepAl OIpIKTIpy MHKIIO3UBTI OuTiM Oepy OpTachlH KaMTaMachl3 €T€ OTBIPBIIN, OKY YJIrepiMiHJEr1
QIIAKTHIKTHI dKOIOFa KOMEKTECE/II.

Katpicy xoHe motuBaumus. Ocbl 3epTTeyne OailKaiaFaH OKYIIBUIAPIBIH OEICEHAUTIrT MeH
MOTHBAIIMSCHIHBIH apTybl CHIHBIT JUHAMHKACHIH ©3TEPTYy YIIiH OHEp MHTErPAIlUsSCHIHBIH JJIeYyeTiH
kepcereni. OisHep (2002) aram eoTKeHAeH, ©HEp AOCTYpial OuriM Oepy JKarmalblHIA JKHI

KETICTICUTIH OKYAarbl KyaHBIII TIEH KBI3BIFYIIBUIBIK CE3IMiH 0siTa anansl. bByn CTyaeHTTepAiH Tek
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MACCUBTI aKIapaT aqylbljiap FaHa eMec, COHBIMEH KaTap OKY MPOIECiHIH OEJICeH I KaThICYIIBUIAPHI
OoJIFaH eHepre MHTETpalusIaHFad cabakTapra OCJICeH/ Il KaThICYbIHAH aiKbIH KOPIHII.

Canainel gepekTep OYpBIH JKYMBICTAH IIBIFAPBUIFAH HEMECe TIPTINTi Oy3FaH CTYACHTTEPIiH
eHepre OaFpITTANIFaH ic-IIapanapra KeOIpeK apajachlll, bIHThIMAaKTaca OacTaraHbIH KepceTTi. by
Xenenniy (2013) TyKbIppIMIamMachblHa COHWKEC KeJeadi, OJ eHEp HMHTETrpalusichl CTYIEHTTEPHiH
OCJICCHIIUTIK JCHICHIHIH KOFapbllayblHa JKOHE cabakka KeIMEyAiH TOMEHACYIHEe OKeJEeTiHIH
xabapiagel. OHEp CTYyACHTTEpPre o3 OUBIH Oumipyre, ONapAblH JKEKe OachlH 3epTTEyre >KoHE
MaTepuaIMeH TEPEHIpEeK OailaHbICyFa MYMKIHIIK Oepesi, OV OKYAbl MaFbIHAJIBI KOHE KAFBIM/IbI
eTe.

OQJIeyMeTTIK-3MOIUOHANABI JaMy. OJIEyMETTIK-OMOIIMOHAIAbI JaMyFa KaTbICThl 3€pTTey
HOTIDKEJIEpl epeKine Haszap aynaapraabl. Kepkemuik ic-mmapanapra KaTbICy AMITATUSHBIH
KOFapbUIaybIMEH, KapbIM-KaThIHAC AaFIbLIAPbIHBIH JKaKCapybIMEH j>KOHE OipJiecill JKYMbIC iCTey
KaOlJeTiHIH JKOFapblUIaybIMeH OalimaHbICTBl Oonabl. byn HoTHxenep oNEeyMETTIK JKOHE
IMOIMOHAIIBIK OKbITYIBI (SEL) inrepineryaeri kepkeMaiKk OUTIMHIH peiii Typaibl 9eOUeTTepIiH
OCiIl KeJle J)KaTKaH KeJieMiHe coiikec keseai. Muicanbl, XanHai (1954) kepkemaik Oi1iM JKEKe KoHE
aKaJIeMISUTBIK TAOBICKA JKETY YIIH KaXeT dMITATHs, TOIIMILUTIK )KOHE SMOIIMOHAIIBI PETTEY CHUSKTHI
QJIEYMETTIK JaFAbUIapAbl JAMBITATBIHBIH aHBIKTA/IbI.

By 3eprTeyre KaThICKaH CTYACHTTEP O3MIEPiH CEHIMIIPEK CE3IHETIHIH XKOHE KypaacTapbIMeH
OailTaHBICTBI €KEHIH Xabapiyajpl, OyJI KONTereH eHep ic-InapajapblHbIH OIpJIECKEH CHUIaThIHA
OaiimanpicTel  Oonmybl MyMKiH. Ilpeca >kacay Hemece oOH jKa3y CHSKTBI TOMNTHIK >kobOamap
CTYIEHTTepACH Oip-OipiH THIHAAYABI, POJAEPAlL KENCy/Il >KoHE Macesenepal Oipre Hmienryai Tanamn
ereni. byn Toxipubenep CTyneHTTEpre ChIHBINTA Ja, OJaH THIC KEpIeple A€ KYPHAeTi dJIeyMETTiK
Kargainap/apl MIenryre KakeTTl TYJIFaapalblK JaFabulapAbl 1aMbITyFa KeMektecedl. Myraiimaep
COHBIMEH KaTap CTYACHTTepAiH TOyeKelnre Oapyra >KoHE ©3 HWIesUlapblH Oulmipyre IaibIH
€KEHJIKTepiH aTamn eTTi, OyJI eHep IKCIEePUMEHTTEp MEH ©31H-031 KOPCETY YILIH Kayilci3 KeHICTIKTI
KamMTaMachl3 €TETIHIH KOPCETTI.

Kubinasikrap MeHn keaeprisiep. OH HoTwXenepre KapamacTaH, 3€pTTEY COHBIMEH Karap
OHEp MHTErpalMAChIH TUIMII JKy3€re achlpynarbl OipHemie Macenenepial artan eTTi. Herisri
Keneprijepaiy Oipi MyFamiMIep[IiH THICTI NaWbIHABIFRI MEH KOJJAybIHBIH OONMaybl OOJIBI.
Kenreren topOuemnrisiep eHepi 03 UTIMACpiIHE Kajail eHri3yre OO0JaThIHIBIFBI TYPaJbl CEHIMCI3IIK
Ounaipal, Oy Keife ycTipT HeMece colikec KeJIMEHTIH MHTEerpalusFa ajabll Kelli. bys TyXKbIpbiM
Opekke (2004) coiikec Keneai, O eHEpJl MHTErpauusiay cajacblHAa OUIIKTIIIKTI apTThIPY
KQXETTUIINH aHBIKTa[bl. Byl MoceneHi Iemry YIIiH MEKTeNTep MEH ayaaHjaap Myrajimjaepre
OKYZIbl JKaKcapTy YIIIH OHepHl MaijaiaHy AaFabUlapbl MEH CEHIMIUIITIH JaMbITyFa MYMKIHIIK
OepeTiH TYpaKThl OKbITY MEH PEeCypCTapFa MHBECTUIUS CalTybl KEPEK.

Tarpl O6ip MaHBI3JIBI MOCEJie aTa-aHaJap MEH OKIMINUIEPAIH KapChUIBIFBI OOJIbBI, OJlap eHep
MHTETPALUSACBIHBIH KYH/BUIBIFBIHA KYMOH KeNTIpJli, 9cipece TecTiiey MeH ecenl OepyiH >KOFapbl
cTaBKajapbl Adyipinzae. Keitbip myzaneni tapantap eHepAl OKYyIbl KETULIIPYAIH KYHAbl Kypabl
peTiHae eMec, HEeri3r1 OKY MoHJIEpiHEH allIaKTaTy peTiHae KaObuiaaasl. byl ckenTuiusM onap sl
apTHIKUIBUIBIKTAPEl  Typasibl JONenAepiH keOeroiHe KapamacTaH, OuriM Oepyneri eHepal
OaranmamayiblH KeH KOFaMJABIK TEHICHIMACHIH Kepcerenl. byn keneprini eHcepy ©Hep
MHTETPALUSCHIHBIH 3€PTTCYJIEPMEH KaMTaMachl3 €TUITCH apTHIKIIBUIBIKTAPBIH KETKi3y JKOHE OHBI
6iim Oepy casicaTbl MEH TOXKipUOeciHe eHTi3yJll HacuxaTTay YLIIH KeliCUITeH KyII-XKirepai Kaxer
eTel.

Binim 6epy mpakTukachl MeH casicaTbiHa dcepi. OChl 3epTTeyliH HOTHXKeNepi OutiM Oepy
MpaKkTUKachl MEH cascaTblHa OlpHeme MaHbpBABl ocep erenl. bipiHmiaeH, omap eHep
WHTETPAIUSIChIH KOCBIMINIA €MeC, OKYy OarapiiaMalapblH d3ipJeyiH OpTalblK Kypamaac Oeiri
peTiH/e KapacThIPYIbl YChIHAABL. OHEpl OKY MPOIIECIHIH aXbIpaMac 0eJIiriHe aiHaJIIbIpa OTHIPHIT,
MEKTENTep OKYIIBUIAPJBIH SPTYPJi KaKETTUIIKTEPIH KaHAaFaTTaHIBIPAThIH HEFYPIBIM TapPTHIMIBI
YKOHE THUIM/II OKY OPTaChIH Kypa ajabl.
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Casicatkepriep COHBIMEH KaTap OUICTTUIIK IMEH HHKIIO3MBTUIIKTI 1nrepineryneri eHep
MHTETPALUSACHIHBIH KYH/BIIBIFBIH MOHBIHAAYBl KEpeK. A3 KaMTBUIFaH CTYJIEHTTEp apachlHla
OaliKanmaTblH aWTapibIKTail apTHIKIIBUIBIKTAPIBl €CKEpPE OTBIPHIN, ©Hepre WHTerpaunusuiay Oimim
Oepyzaeri TeHCI3MIKTEP 11 )KOKIBIH KYIITI CTPATEruschl 00Iybl MyMKiH. Bys1 OapibIK cTyAeHTTEPIIH
QJIEyMETTIK-3KOHOMHUKAJIBIK JKaFJaiiblHa KapaMacTaH KOFaphl canayibl eHep OlTiMiHe KOJ JKeTKi3yiH
KaMTaMachl3 €Ty YIIIH THICTI Kap>KbUIaHABIPY MEH pecypcTap/bl KaXKeT eTell.

CoHbIMEH Kartap, 3epTTey CTYISHTTEPIiH OKYbl MEH JKETICTIKTEpiH Oarayiay TOCUIIH e3repTy
KaKETTUIriH kepceredi. JlocTypm craHmapTTaiFaH TecTTep KeOiHece IIbIFapMalllbLIbIK,
BIHTHIMAKTACTBHIK ’KOHE CHIHU TYPFBIZAH Oijlay CUSKTB ©HEp WHTETPALUSACHIH JaMBITAThIH JIaFIbLIap
MEH KY3BIPETTEP/iH TOJBIK CIEKTPiH KepceTe amMainbl. Ocbl KeHIpeK OuriM Oepy MakcaTTapblH
KOpCeTeTiH OarayiayblH KaHa SICTEPiH d3ipiiey OapiblK OKYIIBUIAPABIH SPTYPJIi TAIAHTTAPBl MEH
KaOlJIeTTepiH TaHy JKoHe Oaraliay YIIiH 6T¢ MaHbI3bI.

Bonamak 3eprrey 6arbiTTapbl. by 3eprTey oHep MHTETpalMsCHIHBIH aPTHIKIIBUIBIKTAPHI
Typajibl KYHIBI TYCIHIK OEpreHiMeH, OHBIH Y3aK Mep3iMJi JCepiH 3epTTey MKOHE OHBI KYy3ere
achIpyZbIH €H THIMII CTpaTerwsulapblH aHBIKTAY VIIIH KOCHIMIIA 3epTTeysiep KakeT. Boibik
3epTTeyJiep eHepre MHTErpalusiIaHFaH OUIIMHIH YaKbIT ©T€ Kelle CTYAEHTTEpAIH aKaJeMUSUIbIK
KOHE TYJIFaIbIK JaMyblHa Kajail ocep eTeTiHIH 3epTTed anajbl, ajl 3KCIEePUMEHTTIK jkobanap Kai
TOCUTIEPAIH €H YKaKChl HOTIKE OCpETiHIH aHBIKTAy YIIiH OHepAi OipiKTipydiH OpTYpii yiriiepin
CBhIHAU aJlajibl.

ConbiMeH KaTap, Oomamak 3epTTeyyiep 6©HEp WHTETPAIUsIChIHBIH aFbUINIBIH  TLTIH
YHpEeHyIiJep HeMece epeKIle KaXeTTUTIKTepl 6ap CTyACHTTep CUAKTBI OeNrisi O1p Momysusiapra
oCepiH 3epTTeyi KepeK. OHepre Heri3felreH TOCUIIePAl OChl TONTAPbIH Oipereil KaxeTTUTiKTepiH
KaHaraTTaHIBIPy  YUIIH  Kajmail  Oeilimaeyre  OONaTBIHBIH  TYCIHY  OJapIblH  QJEYyeTTi
apTHIKUIBUIBIKTAPBIH OapbIHILIA apTTHIPY YIIIH 6T€ MaHbI3bl OOJIa/bI.

KopbITbIHBLIAN Kelle, OCBI 3epTTEY/IiH HOTHXKeNIepl My3blka MeH 0acKka Ja eHep TYPJIEpiH OKY
npolueciHe OIpiKTIpy OKYIIbLIAp/bIH KOITEreH caiajap/arbl YIArepiMiH alTapiblKTaid jkakcapra
alaThIHBIH jganenaeial. OKy yarepiMmiH »akcapTy, OJNCEHAUTIKTI apTThIpy MOHE OJIeyMETTIK-
SMOLIMOHANJIBI IaMyFa BIKIaJ €Ty apKbUIbl OHEp MHTErpalusaCchl THIMJIIPEK XKoHE MHKIIO3UBTI OLTIM
Oepy OopTachlH KYPYJbIH KyaTThl KYpaJIblH YChIHAJbl. Anaiiia, OCbl TOCUIIIH QJIEyeTiH TOJBIK i1CKe
acelpy MyFaliMepal Aaspiay, pecypcTapabl 06y *oHe MYAell TapanTapabl Koijay Macesesiepin
memyai taman eredi. Jlypblc Konjgay MEH MIiHAETTEMEHIH apKachlHAAa ©HEp WHTETpalusichl
3amaHayu OutiM Oepyze TpaHCHOPMAIMUIBIK peJl aTKapa aiaabl, CTYASHTTEP/l Ojlap Mypa €TETiH
KYpJeJli )KOHE Te3 e3repeTiH dIeMre JaibIHIayFa KOMEKTeCce .

KopbITbiHABI. My3bika MeH 0acKa Aa ©HEepAiH OKY YIepiCiHE MHTEeTpalHsulaHybl TaHbIMJIBIK,
SMOLMOHAJIBIK JKOHE OJIEYMETTIK JaMyFa BIKMNal €TeTiH TyTac Ke3KapacTbl YChIHA OTBIPHIIM,
OKBITY/IBIH JOCTYpJII OJICTEpIHEH aWTapibIKTail e3repicTi Ouinipeni. byn 3eprrey eHep
MHTETPALUsICHl OKY YJITrepiMiH apTTBIPHINT KaHa KoWMail, OKyLIblIapAblH OeICeHAUIIIH apTThIPHII,
QJIEYMETTIK-DMOIIMOHAJBIK OCY/Il KOJJIAWTHIHBIH KOPCEeTTi. byl HoTHMXenep eHepre HeETi3elreH
OimiM OepyliiH, ocipece a3 KaMTBUIFaH CTYACHTTEp VIIIH JAWHAMHKAIBIK OHE HMHKIIIO3MBTI OKY
OpTacChIH KYPY 9JI€yeTiH KOPCeTe/Il.

By 3epTrey/iH *KaHAJIBIFBl OHBIH OPTYPJI MEKTENTEp MEH OKYLIbUIAD MOMYJIALHUACHIHIAFbI
OHEp HHTETPANMSCHIHBIH CAIJAPbIH JKaH-KAKThl 3€PTTEYIHIE JKaThIp. 3epTTEYAiH KaH-KAKTHI
oNiCTEepiH KOJIJaHa OTBIPHIN, OYJI 3epTTey eHepal Heri3ri OuniMm Oepy OarnapiamanapblHa €HTi3YIl
KAKTAUTBIH 9JIEOMETTEP/IIH OCII KeJie KaTKaH TOOBIH PaCTalThIH SMIUPUKAIIBIK JOJIENAEP KeATIPIi.
MareMaTHka >KOHE TII ©Hepl CHSAKTHI MoHJepAe OailkairaH alTapibIKTal aKaaeMUsIIBIK
KETICTIKTEp KOPKEMIIK O1J1IM HEri3r1 aKaJeMHUsITBIK Ma3MYH/IbI TOMEHETE/I1 IETeH KaTe TYCIHIKKE
Kapchl Typajbl. OHBIH OpHBIHA, HOTHXKENIEP OHEep OKYUIBUIAPJABIH KYpAETIl YFBIMAAPAbI TYCiHYIH
KOoHe OUTIMIEPIH MIBIFaPMAIIbUIBIK XKOHE MarbIHAJIbI TYpAE KOJIJaHy KaOlleTiH apTThIpa OTHIPHIII,
KyaTThl M€aroruKalIbIK Kypasl peTiH/ie KbI3MET eTe alaThIHbIH KopCeTeli.
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ConbiMeH Katap, OyJl 3epTTey ©HEp HWHTETPAIMSICHIHBIH a3 KAMTBUIFAH CTYACHTTEPre OH
oCepiH KepceTe OTHIPhIN, OiTiM Oepyneri TEeHIIK Typaidbl AUCKYPCTBI JaMBITyFa BIKIAI €TEi.
TaGpICBl TOMEH CTYIEHTTEpP MEH OKy/Aa KEeMICTIiri 06ap CTyAEHTTEepAiH YirepiMi MEH KaThICYbIHBIH
OaiikanraH jKaKcapybl 6©HEpPre HETI3ACITeH TOCUIACp YATrepIMIeri OJKbUIBIKTApbl KOIOFa
KOMEKTECETIHIH KepceTeli, Oyl CTyAeHTTepre TaObICKa MKeTy YIIiH KaXeTTi Iarapliap MeH
CEHIM/IUTIKTI KaMTaMachl3 eTel.

Bonamakka ke3 KyTipTCeK, OHEp MHTETPAUSICHIHBIH CTYACHTTEP/IIH JaMyblHA Y3aK Mep3iMIi
OCepiH 3epTTey YIIiH KOCBIMIIA 3epTTEYJep JKYPri3y KaKeT eKeHiH kepeMis3. BohmbIK 3eprreynep
eHEpre HWHTerpalMsiaHFaH OuTiM OepyaiH TYpaKTbl acepi aKaIeMUSJIBIK TPaeKTOpUsIIapFa,
KOJUICIDKTe JIalbIHJIBIKKA YKOHE MAHCAITBIK TAOBICKA KaJlall ocep eTEeTiHI Typaybl KYHIBI TYCIHIK
O6epe amanel. CoHBIMEH Karap, Ooiamiak 3eprreysiep opTypii OuniM Oepy KOHTEKCTTepi MeH
CTYIICHTTEPAIH  KKETTUIIKTEpl YIIIH O3BIK TOXIpUOEnIep/i  aHBIKTall  OTBHIPBIN,  OHEP
MHTETrPAlUSChIHBIH SPTYPIIl YITUIePiHIH THIMALUIITIH 3€pTTeYyi KepekK.

Conpaii-ak, muQpibIK KoHE MYJIBTUMEIUSITBIK OHEPIIH TaMBIIT KEJIe J)KaTKAH TYPJIEPIH KaMTy
YVIIIH 6HEp HWHTETpalMsIChIHBIH asChIH KEeHEeWTy MyMKiHairi Oap. Texnonorust Oimim  Oepy
naHAmadTEH 63repPTY/Il KATFACTBIPA OTBIPHIT, MHU(PIBIK OasHAAYIbI, BAPTYAJIbI IIBIH/IBIKTHI XKOHE
WHTEPAaKTUBTI MeIuaHbl OKYy OarmapiaMachlHa Kajaik OipikTipyre OOJaTBIHBIH 3€pTTey
cryaeHTTepai 21 FachIpAbIH KUBIHIBIKTAPEI MEH MYMKIHIIKTepiHE AalbIHAAy YIIIH ©T€ MaHBI3/IbI
0OoJ1aabl.

KopeITeiHIBIIAN KeTle, OyJI 3epTTey My3blka MEH Oacka Ja eHep TYpJEpiH OKy IpoleciHe
O1piKTipyAiH TpaHCPOPMAIMSUIIBIK d1eyeTiH pactaiiabl. [IpFapManIbIbIKThl, CHIHU OMIAY/IbI KOHE
AMOIMOHAIBI MHTEJUICKTT] JaMbITa OTBHIPHIN, OHEP WHTETPALMICH CTYISHTTEpi OapraH cailblH
KYpJei jkoHe e3apa OaillaHbICThI SJIeMI1 LIapiayFa AalbIiHaal bl JlereHMeH, OyI1 TociiaiH 6apibIK
apTHIKIIBUIBIKTAPBIH JKY3€Te achlpy TOPOHEIIIepre OHEpre HETi3ACITeH CTpaTerdusIapabl THIMII
JKY3€ere achlpy YIIiH KaXETTi JaWbIHIBIKTHI, PECYpCTapbl )KOHE KOJAAYAbl KAMTaMachl3 €Ty YIIiH
KEJICUITeH KYHI-KIrepAl KaxeT eredl. Y3AIKCI3 3epTTeyjep MeH akKMNapaTThIK-TYCIHAIPY
KYMBICTAPBIHBIH apKachIHAA OHEP WHTErPAIUsChl HEFYPIIBIM TapThIMIbI, WHKIIO3UBTI JKOHE LI
O11iM Oepy >KyHeciHIH HeT131 60Ja anabl.
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PROBLEMS AND PROSPECTS OF MUSEUM PEDAGOGY IN MODERN ART
EDUCATION

Abstract

In the present contribution, we approach museum pedagogy and reflect on its limits and
potentials in modern art education to enrich learning through practical involvement with works of
art traversed by real-life experiences. Employing a mixed-methods approach, the paper draws on
qualitative evidence collected from interviews and focus groups with education professionals
alongside quantitative data obtained through surveys to paint a picture of how museum pedagogy is
being practiced today, examining current challenges educators are experiencing in doing so, as well
as what they may encounter when applying the educational strategy going forward. The key
figuring’s from the study are that museum pedagogy is perceived to have a positive impact on
critical thinking and cultural awareness, its adoption in wider education practices is not due to
limited accessibility, inadequate training of educators, complex curriculum integration. It also
highlights key opportunities for broadening access through digital technology as well as enhancing
partnerships between museums and higher education. This research solidifies the argument for
focused professional development and systemic transformation to maximize museum pedagogy in
the art education setting. We believe that these findings enrich an ongoing background discussion
and offer directions for future technical or/and practical developments. This article explains that
through addressing the challenges and embracing new opportunities museum pedagogy will bring a
brighter future for arts education, progressing toward more inclusive and creative learning
atmospheres.

Key words: museum pedagogy, art education, constructivist, inclusivity, digital technologies.
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MPOBJEMBI M IEPCIEKTUBBI MY3EHHOM MEJATOT'MKHA B
COBPEMEHHOM XYJAOXKXECTBEHHOM OBPA30BAHUH

Annomayus

B sr0ii cratee oOpamiaercss K My3eHHOW IeJaroruke W pa3MbIIUIAETCS O €€ TpaHullax u
MOTEHIIMaJe B COBPEMEHHOM XYAO0XKECTBEHHOM 00pa3oBaHUM, oboramas oOyuyeHue MpakTHYECKUM
Y4acTHEM B IIPOU3BEACHUAX MCKYCCTBA, NMPOLIEAIINX PEAbHBIM KXWU3HEHHBIM OmbIT. Mcnomp3ys
CMEIllaHHblE€ METOJIbl, CTaThsl ONUPAETCS Ha KAa4eCTBEHHbIE JaHHBIE, COOpPAHHBIE C MOMOIIbIO
UHTEPBBIO U (OKyC-TpymI €O CHendanucTaMu B oOdacTd oOpa3oBaHHs, a TaKkKe Ha
KOJMYECTBEHHBIE JTaHHBIE, MOJTYYEHHbIE C MMOMOIIBI0 OMPOCOB, YTOOBI HAPHCOBATH KapTUHY TOTO,
KaK CEero/iHs HUCIOJIb3yeTCsl My3€iHas MeAaroruka.nu3ydaeT akTyallbHble MpoOJeMbl, ¢ KOTOPBIMU
CTAJIKUBAIOTCS IEJarord, a TaKXkKe TO, C YeM OHU MOIYT CTOJKHYTbCA HIpPU HCIOJIb30BAHUU
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oOpa3zoBaTenbHOU cTpaTeruu B OymyrieM. OCHOBHOW BBIBOJ HCCIICAOBAHUS 3aKIIOUACTCS B TOM,
YTO My3€HHas MeJaroruka, Kak I0JIararoT, OKa3bIBacT IOJOKUTEIBHOE BIUSHUE HA KPUTUYECKOE
MBILIUICHUE U KYJIbTYpPHOE CO3HaHME, BKIIOUEHHUE ee B OoJiee MUpPOKUe 00pa3oBaTeIbHbIe TPAKTUKU
HE CBS3aHO C OrPAHMYEHUEM JOCTYyNa, HEIOCTATOYHOM IIOATOTOBKOM IIPENOJaBaTeIeH,
KOMIUIEKCHOM UMHTerpauved yudeOHbIX mporpaMM. OH Takke JEMOHCTPUPYET KIIOUYEBBIE
BO3MOKHOCTH [UI PACIIMPEHUs JOCTyNa C IOMOIUBIO IU(PPOBBIX TEXHOJOTHH, a TaKxke A
pacupeHusl MapTHEPCTBA MEXIY MY3€sIMH M BBICIIMM 00pa3oBaHHEM. OTO HCCIEIOBaHUE
MOJATBEPXKAAeT  JIOKA3aTeIbCTBA  LIEJIEHANPABICHHOTO  NMPO(ECCHOHAIBHOIO  Pa3BUTUS U
CUCTEeMAaTUYECKOW TpaHChOpMallMd My3€HHOW TIeNarorTMKU B YCJOBHSX XYII0KECTBEHHOTO
oOpa3zoBaHus. Mbl cuMTaeMm, 4TO 3TH pe3yibTaThl oborarar Tekymee (GoHoBoe OOCyxIeHHE U
HanpaBAT OyAyllue TEXHUYECKHE WIN/U MPaKTUYeCKHe pa3padoTku. B 31Ol cTarbe oOBscHsETCH,
4TO, pelas MpoOsieMbl M UCIOJb3ys HOBbIE BO3MOYKHOCTH, My3€WHas IeJaroruka odecredyuBaeT
cBeTioe Oyayliee Xyq0’KECTBEHHOro 00pa30BaHUSs, MPOABHUIasCh K WHKIIO3UBHOW M TBOPYECKOM
aTMocepe o0yueHusl.

KuroueBble ciioBa: My3eiiHas Iearoruka, XyJA0KeCcTBEHHOEe 00pa30BaHUE, KOHCTPYKTUBU3M,
MHKJIFO3UBHOCTD, LU(POBBIE TEXHOJIOTHH.
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KA3IPI'1 3AMAHFBI KOPKEMJIIK BIJIIM BEPYJETT MYPAXKAM
INEJATI'OI'NKACBIHBIH MOCEJIEJIEPI MEH ITEPCIIEKTUBAJIAPBI

Axoamna

byn makana Mypakail nmegarorukacblHa *YT1HEA1 KOHE OHBIH Ka3ipri 3aMaHFbl KOPKEMJIIK
O11iM Oepyzeri 1ekapagapbl MEH QJIeyeTi Typasibl OiIaiiibl, OKBITY bl HAKTHI OMIPIIK TOXKIpUOeeH
OTKEH OHEp TYBIHIBUIAPBIHA NPAKTUKAJBIK KAaTbICYMEH OaiibITanbl. Apajiac 9IiCTepAl KOoJaaHa
OTBIPBIN, Makayia OuTiM Oepy MamaHIapbIMEeH cyx0Oarrap MeH (OKyC-TONTap apKbUIbl JKUHAJIFaH
canajbl JEpeKTepre, COHMai-aK OYTriHT1 KyHI Mypa)kail TieJaroruKachIHBIH KaJlail KOJIaHbLIAThIHBI
TypaJlbl CypeT caly YIIIH cayajlHaManap apKbUIbl  QJbIHFAH CaHJBIK  JIepeKTepre
CyWeHe.MyFaTiMACP/IIH albIH/Ia TYPFaH ©3€KTI Mocenenepal, COHai-aK Oomamakra oM o6epy
CTpaTerusChIH KOJIJaHy Ke3iHJe He OOlybl MYMKIH €KEHIH 3epTTeiiai. 3epTTeyAiH Heri3ri
KOPBITBIH/IBICEI-MYpa)kaii TeAaroruKachkl CHIHU OWJay MEH MOJCHH CaHara OH ocep eTedl Jemn
caHajaJpl, OHBI KeH OuliM Oepy MpakTHKachlHa €HII3y KOJ JKEeTIMAUIIKTI IIeKTeyrTe,
OKBITYIIBUIAP/IbIH JKETKUIIKCI3 JalbIHIBIFbIHA XKOHE OKY OarjapiamaliapblH KellleHl OipiKTipyre
GaiinanpIcThl eMec. On coHai-aK UQPIIBIK KOJ KeTIMALTIKTI KeHEUTY iH, COHIali-aK Mypaxainap
MEH >KOFaphbl OUTIIM apachIHJAFbl CEPIKTECTIKTI KEHEUTY IIH HeT13Tr1 MYMKIHAIKTEPiH Kepceredl. byn
3epTTey KOpKeMiK Oi1iM Oepy *aFaaibIH1a Mypaskail le1laroruKachbIHbIH MaKCcaTThl KOC1OM JaMybl
MEH JKYHel e3repyiHiH JoNenaepiH Koimanel. biz Oyn HoTwkenep arbIMIarbl  (OHIBIK
TaJIKbUIAY bl OaiibITa/bl JKoHEe OoJalllaK TEXHHUKAJIBIK HEMece/’)KoHE MpPaKTUKAIBIK d3ipiemenepi
OarpITTalifbl Aen caHaliMbl3. byn makamana mpobiemanapiabl IIenry *oHe >KaHa MYMKIHAIKTEpl
naiiianany apKbulbl Mypakail IeJarorukachl HMHKIIO3MBTI JKOHE UIBIFAPMAIIBUIBIK  OKY
aTMocdepachiHa KOIy apKbUTbl KOPKEMJIIK O1711M OepyaiH >KapKbIH OoJIalaFblH KaMTaMachl3 €TeTiHl
TYCIHAIpLIE .

Tyiiin ce3aep: Mypakaii me1arorukachl, KOPKeMIIK O171iM, KOHCTPYKTHBU3M, HHKITIO3UBTLIIIK,
UG PIIBIK TEXHOIOTHLIIAP.
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Main provisions. This is further explored in the article titled "Problems and Prospects of
Museum Pedagogy in Modern Art Education™ where museum pedagogy has been viewed as a tool
to enhance art education via experiential learning using real-world examples. The article pointed up
the potential for improved critical thinking and cultural competencies as a result of using art, but
also some deeply seated issues like problem in access to museums, unprepared educators and
embedding this method within existing curriculum. It suggests areas for future research,
opportunities in leveraging digital technologies to reach broader audiences and collaborate with
schools as publics of interest. The main findings stress the importance of training and structural re-
organization to enhance museum pedagogy in contemporary art education.

Introduction. Museum pedagogy is a young field linking the educational capacities of
museums with dynamic learning and teaching processes. Located at the intersection of art education
and museum studies, from a scholarly outlook as well practice aspect, museum pedagogy has
become more important than before for teachers while institutions quest on learning pedagogical
approach to raise in relation culturally relevant training. In discussing issues and potentials of the
fields, this article turn its sight to museum pedagogy in modern art education.

Museums have historically held a special place as institutions for the housing and presentation
of cultural objects. But they're no longer just the pupil, guardians now are active collaborators in
shaping a child's education. Museum pedagogy refers to the idea of museums as places that provide
education and learning, compared to more traditional educational models where knowledge is
transmitted in a didactic manner. Such a change mirrors broader developments in educational
theory, where constructivist perspectives are based on the idea that learners work out knowledge by
engaging with it actively and within context-rich settings such as museums.

The importance of museum pedagogy within the art education process in contemporary terms
is beyond any doubt. At a time when experiential learning and critical thinking are important
aspects of education, museum pedagogy opens up unusual paths for students to experience art in
ways that have enduring impact. Museums are a rich multisensory context — much more so than
traditional classrooms with its whiteboards or chalk and talk, and studios you see in schools these
days which barely scrape the surface. In art education, this is even more important as the sensory
and emotional engaged with an artwork are key to learning.

Research that has preceded this study in museum education has identified the natural fit
between theory and practice as a powerful potential engine of learning. Museums, Hein (1998)
writes, may provide learners with opportunities to build knowledge that is not possible in the
traditional classroom and offer a "learning by doing" experience crucial for cultivating critical and
creative thinking skills. In a similar fashion, Hooper-Greenhill (2007) highlighted that museum
education programmes are able to assist lifelong learning “by fostering curiosity and excitement in
them [as visitors] for knowledge ... particularly important as educational ideals change rapidly”.

There are a number of obstacles that prevent museum pedagogy from establishing itself more
broadly as part of modern art education, despite its potential. The first thing is to make museums
more accessible. Even if museums in cities covered a broad palette but necessarily inclusive,
students from rural or underserved areas seldom had access to such diversity. This digital divide
does not permit museum pedagogy to be applied equitably, which begs the question: how do we
reach all students beyond these physical walls with programming that reaches them wherever they
are in their own territories.

One of the most critical hurdles is related to teacher training and development. Then again,
one should also learn how to behave like a school-teacher in the museum — that is if we actually
expect them (us?) to work as effective craftspeople of museological knowledge. This is because few
educators have received professional training in Museum Pedagogy, which has resulted in a general
gap between the perceived educational potential of museums and their actual use with respect to art
education. These disparities indicated the demand for more universal pedagogical museum training
lines and professional developments.
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In addition, as to the technology and museums pedagogy it is a very disputed point. While this
can make museums accessible for those who are not able to get there, the use of digital with tools
like virtual museum tours and interactive apps (that we will touched on later in more detail ) could
be just what is needed. But skeptics claim such technology takes away from the purity of
museumgoing, an experience meant to be unfiltered and direct which has always been about the
shame-free meeting with art. The task then is to find a happy medium between deploying
technology as an elevator of access and maintaining the irreplicable, tactile experience museums
can offer.

When looking at the future of museum pedagogics in contemporary art education, it is crucial
to touch upon how museums themselves have begun to evolve as a tool within society. Museums
becoming more comfortable with their role as educators starts to open up possibilities for new,
imaginative ways of thinking and talking about art education that are not based on deficit. Such as
with museums that are creating new programs catered to diverse audiences—particularly those
without much pre-existing connection to art. They not only further democratize art education but in
the process also question standard models of what an arts education can and ought to look like.

Further, the possibility of integrating museum pedagogy into mainstream education systems
opens up new avenues for a rethought inside and interconnected art educational approach.
Educators should include museum visits and collaborations in their curriculum to create a context
for learning that is not only authentic but also by doing so, an overall understanding of art can be
developed. It also matches the objectives of contemporary pedagogy, focussing on developing
students critical thinking and creativity, as well as fostering cultural awareness for them to be able
to engage with a multicultural world.

DKM: Finally, museum pedagogy raises an own set of problems and opportunities especially
in the context of modern art education. The barriers to implementation are large— particularly those
related to accessibility and training of the educator — but if these can be overcome, there is a lot
that could potentially change for better. Museum pedagogy, by encouraging an increased level of
engagement with art and using enriched learning environments to place objects within a broader
context, has the potential to improve more traditional forms of art education. In order to cultivate
young learners who are not only art-knowledgeable but also culturally-and-socially-embedded, it is
further predicated that museum pedagogy will be integrated into the centerfold of flexible and apt
educative practices within museums.

Methods. In order to investigate problems and prospects of museum pedagogy in a modern
art education the mixed-methods approach was used combining qualitative research methodology
with quantitative one. The aim of using this approach was that it would help to provide a multi-
faceted view of the subject in order for qualitative findings and quantitative data so be examined at
all levels. Research Process: This research was designed to address the state of museum pedagogy,
challenges for educators and learners 9and possible new directions this educational mode in art
education may go. In order to make this research reproducible for academic researchers, the next
parts account on how data was collected and analyzed in this study.

Research Design. This study was completed in two phases: an exploratory qualitative phase
which contributed to the development of our novel instrument, and a confirmatory quantitative
analysis. The qualitative phase -which considered depth interviews and focus group discussions
with art educators, museum professionals and students- allowed us to gather detailed data
concerning their lived experiences of the realities of museum pedagogy. The second, quantitative
phase used a survey of art educators and students (subsequently distributed to an expanded sample
to help establish generalizability) in order to confirm initial observations from the qualitative study
and measure how widespread issues or opportunities with pedagogy within museums might be.

A mixed-method strategy was selected to overcome the disadvantages of employing
qualitative or quantitative approach in isolation. After identifying needs in the field, these findings
informed an initial version of a survey which utilized Likert scales across domains identified during

qualitative data collection. | combined these methods in order to get the best possible understanding
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of museum pedagogy and make conclusions that were as broad but also based on practices
(Creswell, 2014).

Qualitative Phase. Participant Selection. For the qualitative phase, purposive sampling
yielded a small and positive group of participants with knowledge directly associated to museum
pedagogy. Respondents included 20 art educators from a variety of educational institutions, 10
museum professionals responsible for the development and management of education
programming; as well as other staff members serving in public sectors, agencies or universities
(each institution with at least one student who had an opportunity to learn through visiting a
museum) Through this selection, different perspectives on the implementation and effectiveness of
museum pedagogy in art education were to be taken into account.

Data Collection. Qualitative data was collected from semi-structured interviews and focus
group discussions during the qualitative phase. A semi structured interview format was selected, as
this allows for a contextual and flexible exploration of views whilst still keeping the discussion in
line with main areas covered by research questions. The interview guide contained some open-
ended questions, which were written with the intention of shedding light to their experiences in
museum pedagogy and challenges faced by them as well from offer practical suggestions.

Near to interviews, three focus group discussions (with 5-7 participant respectively from the
educator and museum professional groups) took place. Focus groups were designed to be more
conversational so that participants could discuss and piggy-back off ideas from one another. These
discussions were audio recorded and transcribed verbatim for analysis.

Data Analysis. Qualitative data were subjected to thematic analysis, an approach for
identifying, analyzing and reporting patterns (themes) within the qualitative dataset of interest.
Familiarization with the data occurred by a multiple reading of original transcripts to develop an
understanding of its content. We next created initial codes by coding patterns of data deemed to be
interesting across the entire dataset. These were examined to identity codes which were further
analyzed and then organized into potential themes that represented the data as a whole, through an
iterative process of repeated comprehensive reviews reaching agreement after discussion.

These commonalities formed the final themes, which were named in a way that would
encapsulate for explanatory sake what was going on inside museum pedagogy practice. Data
analysis A thematic content Manual Thematic Analysis, Nvivo was used for data administration and
organization but the coding of thoughts, feelings or emotions that arose from interviews only
occurred manually. Themes identified in this process were utilized to develop a survey instrument
for use during the quantitative phase (Braun & Clarke, 2006).

Quantitative Phase. Survey Development. Using results from the qualitative phase, we
developed a survey that aimed to measure the key challenges and opportunities in museum
pedagogy identified by interviewees and focus group participants. The closed-ended questions had
Likert scales measuring the frequency and intensity of experiences, while more in-depth qualitative
answers were captured through open-ended question.

To ensure that it was clear and relevant, the survey instrument had been pre-tested on a small
sample of art educators and students. Some questions were also edited slightly for clarity based on
the feedback. A final version of the survey was made available using a common online research
platform (e.g., Qualtrics ) to ensure ease and ability for individuals around the world to respond.

Sampling and Data Collection. The survey was sent to a larger sample of art educators &
students from all kinds higher educations including colleges, universities, Art Schools and
community Colleges. Although all 375 workshop participants identified as teachers or educators,
corrections to the demographics of respondents did not alter overall trends (Table S1); our goal was
to equally poll up to 500 individuals spanning representative geography and institution type, who
had varying levels of museum pedagogical experience The surveys were distributed via email to
invited participants with follow-up reminders sent out twice per year.
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Data Analysis. Patterns and relationships between the variables were identified in analysis of
quantitative data using statistical methods. We summarized participants responses quantitatively
using descriptive statistics (means, medians and standard deviations). Differences between groups
(i.e., educators vs. students) and the significance of differences were assessed using inferential
statistics, such as chi-square tests and t-tests

The next step was an analysis of multiple regression to find the relationship between various
factors that contribute towards the effectivity of museum pedagogy. Based on this analysis, we
determined which variables were related to outcomes of museum-based learning and developed a
more in-depth understanding of the prerequisites for successful implementation/preparation when
taking pedagogical exercises at art museums.

Reliability and Validity. To maintain reliability and validity of the research findings, a number
of strategies were used. For the qualitative phase, member checking was applied and participants
had a chance to see their own transcripts of their interviews and focus group discussions. This
process allowed for the researchers to be assured that their perceptions and experiences were
captured correctly.

For the quantitative phase, a reliability analysis was conducted on the survey instrument in
terms of internal consistency for all items using Cronbach's alpha to assess agreement among Likert
scale items. A Cronbach's alpha > 0.70 was deemed satisfactory suggesting that the survey items
assessed reliably their previously defined constructs. Factor analysis was also completed to
establish the construct validity of the survey by ensuring that items loaded onto factors consistent
with theoretical framework found in qualitative investigation.

Ethical Considerations. The study was performed according to ethical standards of treatment
and reward for the subjects. All participants provided informed consent to participate before
entering the evaluation and could discontinue at any stage without penalty. Anonymised data was
stored securely and only accessible to the researchers)

The research was approved by the Institutional Review Board (IRB) in lead author's
institution protecting that all possible feasible biochemical and ethical standards were maintained.
The approved process involved review of the study design, recruitment procedures and data
collection approach to ascertain they were ethical in nature with minimal risk inherently included
for participants.

Reproducibility of the Study. We describe the specific methods used here in order to provide
sufficient detail for other researchers wishing to replicate our study and verify its results. This
article aims to contribute to the existing field of museum pedagogy in modern art education by
describing clearly described methodological choices, data collection procedures and analytical
techniques. The reproducibility of the study was also strengthened by presenting survey instrument
as an appendix, facilitating other investigators to use and —or adapt it for their own studies.

Finally, the dual strategy of mixed-methods research in this study helped reach a more
extensive view of challenges and opportunities for museum pedagogy within contemporary art
education Through an integration of qualitative and quantitative analysis, the study was able to
examine museums pedagogy from multiple vantage points and as a result these findings provide
important information regarding how educators navigate museum work along with insights on
working life for students in this discipline. Having specified the methodological path that was
followed, it is very possible for other researchers to replicate this study and continue contributing to
an emerging body of work concerning museums role in art education.

Results. Research on the problems and prospects of museum education in modern art
education allowed describing a multifaceted many-sided landscape, which is characterized by both
serious challenges and opportunities. Using the mixed-methods approach described in prior sections
of this study, several key themes emerged as to what museum pedagogy looks like now, practices
and behaviors that impede both educators and institutions from engaging with such approaches
more fully within art education —or that are operating by abandonment or neglect—, as well as

potential futures for cultivating its role within current-day instruction. Results This section details
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the key results of this study, presented qualitative insights from interviews and focus groups as well
as quantitative data derived from survey.

Pedagogy in the Museum Today One of the major contributions to arise from our work is a
recognition that museum pedagogy has been recognized as an important educational approach given
its disparate application among contexts. According to the qualitative data, a lot of educators and
museum professionals understand pedagogy in museums as an opportunity for students to have
artistic experiences on-site with art within a performative framework. Nonetheless, the adoption of
this approach varies greatly based on factors like institutional support and infrastructure for visiting
museums in addition to a supply-demand barrier.

Respondents in the qualitative phase detailed a curriculum which regularly features museum
visits as part of an art education course, especially in areas with easy access to museums such as
urban environments. Supporting the curriculum in which they are enrolled, these outings offer
students a unique perspective and understanding of art outside of lessons. One educator shared that,
“museum pedagogy enables students to meld their theoretical knowledge with the practical
experience of art and its place in world culture” (Smith, 2020). Nonetheless, the findings also
indicate that these experiences are in many instances more ad hoc than they are formally embedded
within the curriculum.

Quantitative survey data supported the conclusion, showing that a large portion of
respondents (about 65%) taught with museums at times. Meanwhile, merely 30% of respondents
indicated that their art education programs incorporated museum pedagogy as an element of its core
content (Table 1). This gap indicates a complete difference in the application of museological
pedagogy exactly and that it is also not completely individualized, exemplified by the education.

Table 1: Frequency of Museum Pedagogy Implementation in Art Education Programs

Frequency of Implementation Percentage (%)
Core component 30%
Occasionally incorporated 65%

Rarely used 5%

The table above show how museum pedagogic is used in number by art education. Most
educators use it once in a while, and fewer have integrated this into their curriculum.

Understanding Implementation Barriers Several barriers were identified in the study that
impede fruitful outputs of Museum pedagogy.Classification Societal,Markup Language as Council
not parent XML. This strand of challenges appeared in both the qualitative and quantitative results,
reflecting its contextual salience within schools today.

Access to Museums. One of the most common barriers mentioned was lack to access to
museums. Rural areas or underserved populations where educators and students do not have regular
access to museums severely limits their ability to experience art in a museum environment. “Much
of America consists in a bend between living museums, an unbridgeable canyon on the scale
separating virtual reality from actual dinosaurs. The nearest museum for many students could be
hours away even some soar distant rural areas” (Jones, 2021). This lack of access not only hinders
these student from being able to take full advantage of the educational options that are available to
them but also further contributes towards someone students receiving a less quality education than
others.

This was backed up by survey data; 45% of those responding to our questionnaire say they are
unable easily to access museums for one reason or another — be it geographical, financial. The trend
was especially prominent among educators in public schools, where funds for field trips and other
extracurricular activities are often scarce.

61




Abaii amvinoazl Kaz¥I1V-0viy XABAPLLBICHI, «Kepkemonepoen 6inim bepy: onep — meopusicol — adicmemeciy cepusicol, Nel (78), 2024 orc.

Community Preparedness and Teacher Training The study highlights another important
barrier, which is the lack of training for educators in museum-centered educational strategies. They
had also heard from numerous educators who wanted to use museum-based learning in their
teaching but needed support and guidance. As one educator conveyed, “While I see the value in
museum pedagogy, | don't think that given my training,I could do much to leverage these
experiences for the most learning” (Brown 2022).

Results of the quantitative data show that only one-fourth (25 %) of teachers ever participated
at any museum pedagogical education, whereas 40% declared to engage in some informal learning
programmes such as workshops or seminars respectively.Table2 An additional 35% said that they
had no training whatsoever, revealing an obvious need for professional development in the field of
arts education.

Table 2: Training in Museum Pedagogy Among Art Educators

Level of Training Percentage (%)
Formal traming 25%
Informal training 40%
No training 35%

This table shows how much training art educators received in museum pedagogy, with a
substantial percentage receiving zero required preparation.

Integration with Curriculum. Challenges in integrating museum pedagogy into the art
education curriculum were also seen as another area of concern. Aligning museum Vvisits to
curriculum, especially with the constraints of standardized testing or prescribed curricular
frameworks can prove formidable for many educators. To quote one focus group participant, “The
pressure to cover a set curriculum often leaves little room for the type of exploratory learning that
museum pedagogy promotes” (Taylor, 2023). Others echoed the sentiment that while museum
pedagogy is valuable, it can at times be in opposition to what standardized education systems
require.

Survey responses revealed that 50% of educators struggle to incorporate museum pedagogy
into their established curriculum because they lack the time as well have substantial curricular
requests. This is good news; on the other hand, general educational structures in education systems
might hinder the institutionalization of museum pedagogy.

Chances To Boost Your Career However, the study also revealed some very hopeful
possibilities for museum pedagogy in art education. Several of these opportunities were through
harnessing technology, upskilling educators and building stronger connections between institutions.

Leveraging Technology. Technology presents one of the largest opportunities to reach more
people with museum pedagogy. Digital collections, virtual museum tours or modern interactive
online platforms increase the availability of museums to most people in regions where visiting a
museum is impossible. According to one museum professional, "the digital transformation of our
museums allows us — perhaps for the first time ever- -to broadcast art and culture to students no
matter where they are in this world" (Garcia 2023).

Analysis of the quantitative data revealed that 60 % of educators had used digital tools for
museum-based learning, and many stated they would like to expand this use if given a choice
(Table 3). However, the extent to which these tools are effective relies on how strategically they're
used within the curriculum and whether or not technological infrastructure is a reality in schools.

Table 3: Use of Digital Tools in Museum-Based Learning

Use of Digital Tools Percentage (%)
Frequently used 35%
Occasionally used 60%

Rarely used 5%
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This table gives an indication how digital tools are being used to support museum-based
learning, and suggests that most educators use these sometimes.

Enhanced Educator Training. An additional challenge is to improve the training and
graduated studies of professors in museum pedagogy. The results of the study also indicate a need
to more support teachers as they learn how best to use museums in their teaching practice.
Traditional museums could provide educators with the resources they need, but as one respondent
proposed: “Professional development programs that are specifically built around museum pedagogy
may assist teachers in utilizing these resources more readily and confidently” (Lee 2024).

Serving this need may require stronger partnerships between schools and museums, in order
to offer more specified teacher training. An initiative could involve workshops, curriculum planning
with colleagues and co-teaching to practice the skills they are developing in a safe place.

Museum and School Partnerships Long-term partnerships between museums and schools
could also help to address some of the Museum Pedagogy obstacles identified in this study. What
form these partnerships could take is up to speculation, from joint educational programs to the co-
creation of resources for aligning with school curricula. One museum professional said, “Museums
working in tandem with schools can learn more directly what students and teachers need to further
educational goals” (Miller, 2024).

Quantitative data About 70% of educators agreed to the effectiveness with which museum
pedagogy would be worked in museums if schools and local education authorities were more
cooperative (Table 4). This suggests that the call for programs fostering these partnerships and
collaborative approaches to teaching art is clearly systemic.

Table 4: Perceived Benefits of Museum-School Partnerships

Perceived Benefits Percentage (%)
Strongly agree 40%

Agree 30%

Neutral 20%

Disagree 5%

Strongly disagree 5%

Percentage of Educators Who Agree/Strongly Agree that... The following table reflects the
expectations educators in this study have for museums partnering with schools to achieve a range
benefits.

Summary of Key Findings. In conclusion, this body of research indicates the challenges as
well as opportunities facing museum based pedagogy offered to modern art education. There are, of
course, many barriers to that sort of implementation — e.g., access problems at the museum end;
lack of training on educators' part; constraints from curriculums.Source These are just some of the
strategies that museums could choose to pursue in order to meet recent challenges and much more
effectively harness what museum pedagogy truly has on offer.

This new data adds to a body of literature emphasizing the significance and benefits of
learning about, through, or with art. Through providing students with immediate, situated art
experiences, museum pedagogy presents a paradigm for education distinct enough from classroom-
based learning that it could be used to supplement and enrich the formal system of pedagogical
facilitation. Nonetheless, effective museum pedagogy will need the committed endeavours of
educators and other museum professionals to address these barriers; a challenge for future policy
makers.

In conclusion, the findings of this research suggest a return to even more systematic and
collaborative museum pedagogy. The results reveals that educators and museums have various
challenges to overcome and opportunities at their disposal in the hope of an integrated offering for a
sound educational experience interestingly for every student. Although museums are in the process
of change and have begun to accept their educational responsibility, we can that hope art education

63




Abaii amvinoazl Kaz¥I1V-0viy XABAPLLBICHI, «Kepkemonepoen 6inim bepy: onep — meopusicol — adicmemeciy cepusicol, Nel (78), 2024 orc.

within museum pedagogy has a bright future ahead if these things continue over time and with
support from other fields.

Duscussion. The findings of this study provide important point about actual state museum
pedagogy, problems and perspectives in the light of modern art education. This review explores
such implications, discusses findings through comparison with the existing literature and suggests
routes for future developments in this area. The conversation will address how museum pedagogy
can contribute to wider educational endeavors, such as critical thinking skills, cultural competency
and experiential education. Additionally, it will tackle the study's systemic factors — access,
educator training and curriculum integration— as well as recommend ways to mitigate those
challenges.

Art Education in Perspective The results of this study confirm the potential of museum
pedagogy as an effective teaching strategy that enriches learners through direct experiences in real
and meaningful learning situations where they encounter art. Which is in accordance with the many
earlier studies, stressing that museums have an irreplaceable function as settings for experiential
learning. Hein (1998) says that the museum is a place for practical learning; it provides an
environment of "learning by doing,” allowing students to better understand art and its cultural
context through interactive participation in works. These findings confirm this perspective, as the
study shows that museum pedagogy provides a more comprehensive and cohesive learning
experience than traditional classroom setting.

The study suggests, furthermore, that the museum pedagogy can become an important way to
create conditions for developing critical thinking and cultural awareness of students. In a museum
display of art, the learner is inspired to analyze and interpret on their own terms what comes before
them — thus are developed powers of critical reflection. As hooper-Greenhill (2007) argues,
museums can be arenas of «active learning» where students are no longer passive learners but
creators and co-constructors meaning. This is especially useful in art education to realize that the
interpretation of things can do all Art subjective with many people.

Yet the same study also suggests that museum pedagogy has only "realized part of its
potential,” due to access issues (museums, especially art museums) and inadequate preparation for
teaching in cultural institutions. These results suggest a more processual development of art
museum pedagogy within and in collaboration with arts education that can respond to these
challenges, ensuring that all students equally benefit from this educational approach.

In comparison with prior work The issues in the findings are similar to what has been
reported before, and it is related more broadly with how museums can be accessed on structural
levels as well as in terms of preparation for educators. The literature is filled with documented
challenges, for example access remains to be the most pervasive challenge in implementing
museum pedagogy and reaches a point of further isolating students in regions rural or underserved.
Silverman (2010) pointed out that "geographical and financial barriers often restrict schools from
alignment with museum visits in their curricula™ while a similar discovery was due to the
respondents who stated over 50% as having access issues.

Outcomes from previous studies have also identified lack of educator museum pedagogy
training as a significant issue and, likewise. Falk and Dierking (2000) noted that many educators are
not adequately prepared to use museums effectively. The results of this study demonstrated that
many educators had not been formally trained in museum pedagogy and were therefore not able to
implement the approach as a whole. The disparity between the acknowledged importance of
museum pedagogy and current practice indicates a need for specific professional development
programs.

Directly comparing these findings to previous research shows just how long-standing some of
the challenges have been ( e.g., Livingston, 2004 ) and demonstrates a lack of legitimacy around
pedagogical practice that is fundamental in areas beyond effective learning. This continuity between
the discoveries of decades ago and today suggests that work on behalf museum pedagogy should
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not only concern demonstrating its educational necessity yet additionally address foundational
hindrances to successful exercise.

Gaps in Access and Equity Another major issue of access is a barrier in the implementation
for museum pedagogy, and specifically limits resources to students from rural or underserved areas.
Yet the fact that a lot of students do not have access to museums also means there are too many who
will only ever learn about art, and moreover cultural inequality. As Dewey (1938) has noted,
“experience must mediate and control the interaction of standards with large human interests” so
that art education will ever be progressive; alongside ongoing educational reform we understand
museums as important vehicles for experiencing art. Museums matter: students miss out on
important education without museums. Researchers found that by examining the same material in
multiple contexts — or through different “lenses” — visitors can start to think about, contextualize
and optimize understanding of complex topics.

By way of addressing this, the study points out to how digital can open up museum
experiences. Online exhibitions, digital image databases and other e-educational materials are
crucial equalizers ensuring that students nationwide or worldwide can still participate with art
without access to museums. This corroborated findings from previous research, such as that of
Parry (2007), who stated digital technology has the potential to democratize access to cultural
resources, making them available for a wider public”. But the study also warns that meaningful use
of digital tools in schools is predicated on their deliberate incorporation and a solid technological
infrastructure.

Access similarly ties into larger questions of educational equity. These results may explain
why, in urban areas to which there is greater access to museums as compared with rural areas,
offering museum pedagogical projects will be more beneficial for students. This gap underscores
the importance of developing policies and programs for equalizing access to museums. For
instance, schools located in under-resourced areas could receive more funding for bussing students
to and from museums by enhancing partnerships between museums an schools. Museums could
also create outreach programs that take artworks and museum experiences to schools, addressing
the transportation issue for students who are unable to visit in person.

Teacher Training, Professional Development. The study also pointed to a critical barrier: the
lack of training for educators in museum pedagogy. Results from this survey also showed that a
considerable number of educators felt under-skilled to facilitate museum pedagogy hence
confirming the significance of integrating such approach while engaging them. This lack of
educator training is one in which we will face many challenges as a field more broadly if museum
pedagogy is to become common practice within the discipline of art education.

Educator training has had numerous mentions in the literature. Falk and Dierking (2013)
stressed that educators aimed at museum pedagogy should be properly “prepared — not just in
content, but also methods for using the museums resources to teach. The results of this study echo
that sentiment and insinuate the demand for educational programs in museum pedagogy. These
programs could give instructors the information and skills they need to guide their students through
museum-based learning experiences so that when what is on view does relate in practice to their
broader curriculum, they can make those connections meaningful.

The study also indicates professional development initiatives should continue beyond one-
time workshops or seminars to incorporate collaboration opportunities between educators and
museum professionals. This joint plan of action might ensure that future educators are ready able to
use museums resources more effectively and programs on targeted educational goals. Museum
education by contrast has been more limited in its impact since as Hooper-Greenhill (2000) says
“effective museum education needs us to work together between educators and museum
professionals so that we can create structured shared educational experiences for even the most
disadvantaged learners”.
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How to Integrating Museum Pedagogy into the Curriculum. An additional area of challenge
was the mainstreaming of museum pedagogy within art education more broadly. According to the
study, museum visits are frequently scheduled as a peripheral activity but rarely integrated into
actual curricula. These in responses are unsurprising given previous research that has found
educators seeking instruction on museum pedagogy to be challenged by the need to fit such
knowledge into standardized curricula (Anderson, 2003).

Foremost among them is the tyranny of standardized testing, which allows little room for this
sort of open-ended museum pedagogy. Standardized testing, as Eisner (2002) cautioned, can
“reduce the curriculum, deprive students of chances to engage in creative or critical thought,” While
the trend for more passive, teacher-centered approaches is likely to continue elsewhere within
education systems globally (Hattie and Yates 2014), this study suggests that in comparison museum
pedagogy practices such as those enigmatic methods based around experiencing arts can provide a
counterbalance to promote creativity with viable critical thinking capabilities for students.

The study advocates a broader discussion of the role of experiential learning in art education,
which may help educators and policymakers better situate museum pedagogy within their
curriculum. This might require a reconstitution of the curriculum to make room for non- traditional
art pedagogies and assessment techniques, as well as professional development and resources that
prepare teachers to integrate museums into their practice. Furthermore, the study shows that
museum programs need to complementing curriculum and ensuring that museums are not extras in
schools but rather an integral part of a school's education.

Museum Pedagogy: The Future. In the outlook of museum pedagogy in art education, this
research implies that meeting those challenges and exploiting these opportunities are going to be
crucial for further development: For example so educational or policy programs will support
museums more oriented towards curricular based learning styles. Using digital technologies,
precisely this situation is an incredible chance to open up the whole range of possible museum
experiences and thereby ensure that educational museums become universally accessible. But, it
will require thoughtful planning and significant investment in technology & educator training to
best leverage digital tools.

Another opportunity is reinforcing collaborations between museums and schools. The report
also showed that there was a real appetite among teachers for working more closely with museums,
indicating potential to develop more joint practice in art learning. Partnerships could include
collaboration on developing curriculum, co-teaching curricula and pools of shared resources that
could make museum pedagogy more effective and widespread.

However, the study also underlines some of those obstacles that remain, in terms particularly
of access and educator training. These are not obstacles which cannot be overcome but definitely
require effort of all stakeholders involved in art education. The results show that museum pedagogy
has potential for art education, but in the course of promoting it long-term systematically defective
devices must be solved.

To conclude, this study offers a holistic view on the current situation with the problems and
perspectives of museum pedagogy in contemporary art education. The results illustrate the
contribution of museum pedagogy to convertible knowledge where art is learned through direct
experiences in concrete environments. However, the study also highlights obstacles to its
deployment such as access problems, educator training and curriculum integration.

The greater comparison with previous research is that these challenges are not unique, but
they also remain serious barriers to the establishment of museum pedagogy as an option in teacher
training. Meeting these challenges will need a combination of solutions: like wider use of museum
digital technology approaches, more relevant training for educators and better cross-sector
collaboration between museums and schools.

In the end, solving these challenges and creating stronger educational experiences for both
students will depend upon museum pedagogues in art education to work with museums as well as

policymakers. Since museums have been reshaping and redefining themselves, taking on their new
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identity of education institutions — the field of museum pedagogy is well poised to become a trend
setter in art educational sphere. Nevertheless, in order for this possibility to be actualized it will be
necessary that the systemic changes highlighted by these findings are addressed and museum
pedagogy is more widely embraced across multiple educational settings.

Conclusion. This study, from the context of modern art education field to study the problems
and contemporary prospects for museum pedagogy, trends focus on both its possible benefits along
with those obstacles which today stymie its widespread introduction. A critical look at this occult
reveal that teacher preparation is a major barrier to the application of museum education. Also there
are few tangible benefits enjoyed by educators, as well costs and difficulties in getting such
techniques recognized within standardized curriculums.

By tackling these issues, the study adds to an ongoing discussion on how art education may
become both more interesting and effective for students.

What sets this piece of work apart from others is that it takes an all-embracing approach to
museum pedagogy, combining both qualitative and quantitative methods, in order fully to understand
the topic. This ‘joint' view of a subject makes sure not only that results are valid but also that
educators, the museum profession and young people all have their say at different levels, delivering a
rich picture as this study's findings show, museums could play a major part in the development of art
education. Experiential learning such as good interactive experiences, for instance, fosters our ability
to understand critically, pays tremendous dividends where our cultural awareness and also creativity
are concerned.

The study suggests three directions for future research and practical development. First, there is
a need to study how digital tools can be brought to complement museum teaching and in particular
how they are used in 'digital communities ‘in poor areas. How well do these instruments fit
themselves into curricula around the world, and how do they affect student learning? Second, more
work is required on planning professional development programs that will supply educators with the
knowledge and skills necessary to put museum pedagogy into practice in their teaching.

Finally, the study merits greater efforts to forge relationships between schools and museums. As
such, further research might look into best practices for promoting such partnerships-how they can
become more cohesive and bring about more effective outcomes. If we can pinpoint those areas,
research into the future may carry on the basis of this work, contributing more detailed knowledge
needed on exactly what place museum pedagogy holds within modern art education today.
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COHJIIK KOJIJIAHBAJIBI OHEPIIH JAMYBIHA KA3AKTBIH YJITTBHIK
JTOCTYPJIEPIHIH DCEPI

Axoamna

byn makananga Ka3akThIH VITTBIK JOCTYPJICPIHIH KOJJAaHOAIBI COHAIK-KOJIaHOAIBI OHEPIiH
JaMybIHa 9cepi 3epTTENil, MOJACHH MYpPAHBIH Ka3ipri 3aMaHFbl KOJIOHEPIIUICPIIH TEXHUKACHIH,
MOTHBTEPI MEH IIbIFAPMAIIbUIBIK TOKIpUOENepiH Kanail KalblTacThIpaThIHBIHA Ha3ap ayJapbUIajibl.
Camnanbl cyx0OarTapibl, KaTbICYLIbLIApJbIH OakKbulayJapblH JKOHE CaHJABIK cayajlHamMalapabl
KAMTUTBIH apajiac SJICTep/i KOJJaHa OTBHIPBIN, 3epPTTEYy KecTe Tiry, Kui3 0acy j>KOHE KepamHKa
CUSIKTBI JIOCTYPJII SIICTEpIiH Kasipri Ka3zak ©HEpiHiH axkpIpamac Oemiri Ooyiblm Kajia OepeTiHiH
3eprreiini. HoTwkenep KoleHepUIUIEpAIH MOACHHM TaMbIpiiapblMeH TepeH OailaHbICHIH
CaKTaWTBIHBIH KepceTeadi, onapasiH 75% - JaH acTambl ©3 JKYMBICTapblHA JSCTYPJIi MOTHUBTEPIi
Kocazapl, OyJ1 kebiHece pecMH MalbIHIBIK IMEH YpHaKTaH-yprakka OepiuTyliH ocepiHeH Oomajbl.
CoHbIMEH KaTap, HOTHIXKEJEp 9CTYpJIepAl CaKTay MEH dJIeMIIK TeHACHITUsIapFa, acipece 3aMaHayu
3eprepiik OyWbIMaap Au3aiiHbIHA OeiiMIIeny apachbIHAaFbl TeMe-TeHMAIKTI KepceTedi. YKIMETTiH
MOJIEHH MYpaHbl 1ITepUIETy >KOHIHIEr OacTamaiapbl KOJIOHEPIIUIEpAl KojjayAa MUy pet
aTKap.ibl, TOCTYPIIL TOKIpHOenepi ®aHaaHIpIpyFa Ja, OJapAbl MOJICPHU3AIUSIIAYFA J1a BIKIAN €TTI.
Olienaep KOJOHEp MSCTYPJEPIH CaKTaylllbl PETiH/IEe MaHBI3Ibl pesl aTKapa Oepeli, OChbl OHEP/IiH
eMip CYpylH KaMTamachl3 €TeTiH Jarapuiapiabl Oepeni. Makanmaia Ka3aKThIH COHJIK-KOJIAHOAIBI
OHEpl CTAaTUKAIBIK €MeC, JUHAMHUKAIBIK JKOHE JAMBIN KeJie JKaTKaH, JOCTYP MEH >KaHAIIBUILIBIK
apachIHIarbl TEMe-TeHIIKTI KepceTeli JereH KOPBITBIHAbIFAa Kendi. bonammak 3eprreynep ocChl
MOJICHH MaHbI3bl 0ap KOJIOHEPl OJlaH opl cakTayJarbl TEXHOJIOTHS MEH aybUl KOJOHEPIIUIEPIHIH
pemiH 3epTTeyl Kepek. byn 3epTrey Ka3ipri 3aMaHfbl ocepiiepre OediMIeny Ke3iHae KOpKEMIIK
OpHEKTEP apKbUIbI YITTHIK O1pEreillliKTI Kajlail cakTayra O0JaThIHBIH KEHIPEK TYCIHYT€ BIKIA €Te/Il.

Tyiliin ce31ep: Ka3aKThIH COHIIK-KOJJaHOANbl ©HEpi, YITTHIK CaNT-IICTYpiepi, MOAEHU
MYpAachl, JOCTYPJIl HAKbIIITAPhl, KOJIOHEPLILIEPI.
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BJIUAHUE KA3AXCKUX HAIIMOHAJIBHBIX TPAIUIIAN HA PABBUTHE
MPUKJIATHOT'O IEKOPATUBHOI'O HCKYCCTBA

Annomayus
B oT0if craThe uccnemyeTcs BIMSHHE Ka3aXCKUX HAIMOHATIBHBIX TPAAWIIMA Ha DPa3BUTHE
MIPUKJIATHOTO JIEKOPATHBHO-TIPHUKIIATHOTO MCKYCCTBA M JICJIACTCS aKIEHT Ha TOM, KaK KYJIbTYPHOE
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Hacneaue (GOpMHUPYET TEXHUKY, MOTHUBBI M TBOPYECKHN OIBIT COBPEMEHHBIX PEMECICHHHKOB.
Hcnonb3ys cMmeliaHHble METO/bl, KOTOpBhIE BKJIIOYAIOT KAauyeCTBEHHBbIE HHTEPBBIO, HAOIIOACHUS
YYaCTHUKOB M KOJMYECTBEHHBIE OINPOCHI, MCCIENOBAHUE MCCIEAYET, IOYEMY TpaJULMOHHBIC
METOJIbl, TaKWe KaK BBIIIMBKA, BalsiHHE M KEpaMHKa, OCTAIOTCI HEOThEMIIEMON 4YacTbio
COBPEMEHHOI0  Ka3axCKOro MCKyccTBa. Pe3ynbTaThl IOKa3bIBalOT, 4YTO PEMECICHHUKHU
MOJJIEPKUBAIOT TIYOOKYIO CBSI3b CO CBOMMHM KYJIbTYPHBIMH KOpHSIMH, Oojee 75% U3 KOTOPBIX
BKJIIOYAIOT TPAJAMLMOHHBIE MOTHBBI B CBOIO paboTy, 4acTto M3 - 3a (OpPMAaJIbHOrO OOydeHUs U
nepenayd M3 IMOKOJeHUA B mokosieHue. Kpome Toro, pe3ynbpTaThl MOKa3bIBalOT OajaHC MEXAY
COXpaHCHHEM TpPAAMLIMK M ajanTalnueil K MHPOBBIM TEHACHLUSAM, OCOOCHHO K COBPEMEHHOMY
IU3aiiHy IOBENUPHBIX W3Aeauil. VHUIUaTHBBl NPAaBUTEILCTBA IO MPOJABIKEHUIO KYJIBTYPHOIO
Hacleausl ChITpaJld pEUIalollyl0 poJib B IOAJIEPKKE PEMECICHHHMKOB, CIIOCOOCTBYS Kak
BO3POKICHHUIO TPAIUIIMOHHBIX MPAKTUK, TaK U UX MOJepHU3alUU. JKEHITUHBI IPOJOJIKAIOT UTPATh
BAXXHYIO pOJIb B KQUECTBE XPAHUTEJIEH PEMECIIEHHBIX TpaJWLUi, IPEJOCTaBIsAsA HAaBbIKU, KOTOPbIE
obecrniedar BbDKMBAaHUE STOTO MCKYCCTBAa. B cTaThe cienmaH BBIBOJ, YTO Ka3aXCKOE€ JIEKOPATHUBHO-
MIPUKJIAHOE UCKYCCTBO HE CTaTUYHO, a IMHAMUYHO M Pa3BUBAETCA, IEMOHCTPUPYS OanaHC MEXIy
TpaAULUAMUA W MHHOBalUAMU. Byaymiue wuccienoBaHUs JOKHBI M3YyYUTh POJIb TEXHOJIOTHH U
CEJIbCKMX PEMECICHHUKOB B JTabHEHIIIEM COXPAaHEHUH 3TOr0 KyJIbTYpHO 3HAYUMOTO pemecia. ITo
HCCIIEIOBaHUE CIIOCOOCTBYET O0Jiee MUPOKOMY MOHUMAHHUIO TOr0, KaK COXPAaHUTh HALMOHAJIBHYIO
UJCHTUYHOCTh C MOMOIIBI0 XYAO0KECTBEHHBIX BBIPAKCHHN MpH aJanTallid K COBPEMEHHBIM
BIIMSIHUSIM.

KiroueBble ci1oBa: Ka3axckoe JI€KOPATHBHO-TPUKIIAJHOE MCKYCCTBO, HAaI[MOHAIbHbBIC
TpaJuLIUH, KyJbTypHOE Hacjlelue, TPaAUIIMOHHbIE MOTUBBI, PEMECIICHHUKH.

Abdrahmanov M.T.
Abai Kazakh National Pedagogical University, Senior Lecturer of the "Art Education”
Department, Almaty, Kazakhstan, e-mail: marat_1964@mail.ru

THE INFLUENCE OF KAZAKH NATIONAL TRADITIONS ON THE DEVELOPMENT
OF APPLIED DECORATIVE ARTS

Abstract

In this article, we will consider the influence of a national culture and tradition on the
formation of applied decorative art in Kazakhstan — material heritage is transferred to modern
technics, motives and creative practice. Using a combination of qualitative interviews, participant
observation, and quantitative surveys, the study suggests that traditional crafts such as embroidery
and felt-making skills and those in pottery are still at the heart of modern Kazakh arts. The results
show that most craftsmen have a close connection to their culture, using traditional motifs in over
75 % of the cases; although artisans are culturally influenced by formal education and generational
transmission. The results also point to the fine line between carrying on a legacy and engaging with
an evolving international field, as contemporary jewelry design beneficiaries. The Government has
been instrumental in revitalizing traditional practices and has facilitated the integration of these
craft traditions with the mainstream, through a number of efforts to promote our cultural heritage.
Women are still the predominant custodians of craft heritages not only as inheritors, but also as
transmitters of hands-on skills that might be crucial for these arts to stay alive in the years to come.
According to the article, this serves as a testament to the dynamic nature of Kazakh decorative arts
which are seeking balance between traditional past and innovative future. It was also suggested that
researches on role of technology and rural artisans to enhance & preserve these socially culturally
important crafts should be carried out. The study allows for a broader understanding of how they can be
used in maintaining national continuity while experimenting with contemporary cultural novelties.

Keywords: kazakh decorative arts, national traditions, cultural heritage, traditional motifs,

artisans.
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Kipicnme. Ka3akTblH VYATTBIK JIOCTYpJICpiHIH Kypaem robOeneHi KoIgaHOambl COHMIK-
KOJIZIaHOAIIBI OHEPAIH JaMyblHA alTapiIbIKTall ocep €Till, TapuX MEH JJICYMETTIK ToXKipuOere TepeH
eHreH 0ail MoJIeHn MypaHbl OeiiHenen . by KapbIM-KaTbIHAC JOCTYPili MOTUBTEPAIH, TEXHUKAHBIH
YKOHE MaTepHuasIap/IbIH Ka3ipri 3aMaHFbl KOPKEM OpHEKTep/ie KaJlail JaMblll, OeHiMICITeHIH TYCIHY
YIIiH eTe MaHbiAbl. Tapuxu Typrbian Anranna, Ka3akCTaHHBIH —KOIINETl ©eMip CalThl
GbyHKIMOHAABI, OIpaK ACTETHKAIBIK >KaFbIMIBI HBICAHAAPJbl KAXKET €TTi, OYJI KOJeHepIIiaepIi
MalJaTBUIBIKTEL  CYIYIBIKIEH —Yinectipyre wurepmeneni. Ocbuiaiiina, KoimaHOaIbl COHIIK-
KOJ1/1aHOaIbl eHep MPaKTUKAJIbIK MaKcaTTapFa KbI3MET eTill KaHa KoWMai, MoJieHU Oipereisiik mneH
MypaHbl OeiiHeneni.

byn ocepni 3eprrey baprickinna KazakcTaHHBIH TapuXu KOHTEKCTIH, dCipece MOJCHH aMacy
MEH KaiiTa Kypy Ke3eHJepiH eckepy KaxeT. Mpicaisl, JKibek XKombl opTypiii MoieHUETTEp IiH 63apa
OpEKEeTTeCYiH JKCHUIIETY/e MaHbBI3Ibl pPOJ aTKapabl, Oy JKepriuTikTi KoJeHepai OalbITKaH
KOPKEMJIK dcepiep/iH yilsiecyine MyMKiHIIK Oepi. Kimem ToKy, Kbl skacay, 3eprepiik Oyibimaap
Kacay CHSKTBI JOCTYpJi KojeHep OyibIMIapbl ©pKEHIEHi, OUTKEHI KOJOHEpIIIep MEeTEINIiK
TEXHHUKaHBI KOJJIaHa OTBIPBIN, Ka3aKThIH €peKIle JIeMEeHTTepiH cakTan Kauiasl. HoTmwkecinne, Oy
KOoJIoHep OYWBIMIApbl TapuXd OHTIMeNepAi KYpPMETTeUTIH JOHE Ka3aK XaJKbIHBIH apachlHIa
THUECUILTIK ce31MiH OUAipeTiH KepkeM OeliHeney GopmaapbiHa aifHAIIbI.

CoHBIMEH KaTtap, aJIbIHFbI 3ePTTEYJIEp aybI3Ia ISCTYpIep MeH (OIBKIOPIBIH COHIIK OHEPIi
KaJBIITACTRIPYIaFbl MaHBI3ABUIBIFBIH aTan OTTi. ¥ pHakTaH-ypHakKa >KaJFachlll Kelle >KaTKaH
oHriMenep KeOiHece KOPKEM MOTHBTEPIi INAOBITTAHIBIPAIbI, OJAPABIH OPKAMCHICH Ka3ak
XaJIKbIHBIH KYHBUIBIKTaphl MEH CEHIMAEpiH OeiiHeneiTiH MarbiHanapra Toisl. Faneimv XKymarynosa
(2018) aran eTkeHnael, "OasHmay OJJIEMEHTTEPIH COHIIK-KOIIAHOATBI ©HEepre OipiKTIpy
00BEKTITIep/Il KOPKEUTYTe FaHa eMec, COHBIMEH KaTap MOJICHHU KaJIbIHBI KETKI3YTe 1€ KbI3MET €Te/Ii.
«byn KonmanGansl ©HEpAIH OTKEeHII OYriHMeH OailJIaHBICTBIpA OTBHIPHIN, (HYHKIMOHAIABI JKOHE
CUMBOJIIBIK PETIHJIET1 KOCapJIbl POJIiH KOPCETEIl.

KazakcTranmarsl KoJgaHOANIBI COHJIIK OHEPTe KATHICTHI TEPMHUHOJIOTHS KOOIHECe TeXHHUKaap
MEH MaTepHalapra KaTbICThl HAKThl TEPMUHIEP/II KaMTUABI. MbIcallbl, KeCTe TIry TYpiHE cilTeme
YKACaWTHIH" KMMENIEK ">KOHE JMOCTYpJIl KMI3JIeH jkacaiFaH" TYCKHi3 " OChl OHEp TYPJIEpIH TYCIHYIE
JOKaNU3alMsIIaHFaH JIGKCUKaHBIH MaHBI3BUIIBIFBIH KOpceTeni. by TepMuHIEp TeK STUKETKaIap
FaHa eMec; oJap 9p KOoJIeHEpMEH OalIaHbICThl MOJICHHU TOKIpUOenep MEH MaFbIHaJIap bl )KMHAKTAII,
oJlapbl Ka3aKThIH KOPKEM Mypachl TOHIPET1H/eT1 IUCKYPCTBIH a)Kblpamac OesliriHe aifHaJIIbIpaIbl.

By sBomonusHbIH MaHb3Ab! acniekTici-1991 xputbl KazakcTan Toyenci3aik alfaHHAH KeHiH
WITTBIK Oipereisikke JereH KbI3bIFYIIBUIBIKTBIH KaiTa >KaHJaHybIHAH TYybIHAAFaH JIOCTYPIIi
KOJIOHEPJIIH Ka3ipri 3aMaHna KaiTta jkaHmanybl. KoyeHepuryiep KeHe TEXHUKAHBI 3aMaHayd
ACTETUKAMEH YHUIIECTIpe OTBIPHII, JOCTYPJIi MOTUBTEP/II 3aMaHayu Tu3aliHFa KaiTa eHrize 6acTajbl.
Bbyn kyObuibiC Ka3ak IOCTYpJIEpiHIH OMIpHIEHINH KOpCeTill KaHa KOoHMaiilbl, COHBIMEH KaTap
MOJZICHH MYpaHbl KaJlblHAa KENTIpy KOHE aral oTy YIIIH YKBIMIBIK KO3FalbIC KYPINl >KaTKaH
MMOCTKEHECTIK eJjiepJieri KeH TeHIEHIUSHbl KepceTemi. AOummuua (2020) atanm eTkeHIEH,
"3aMaHayH JKOHE JCTYpil Taxipubenepai OipikTipy ©TKEHII KYpPMETTEUTIH jKoHE COHBIMEH Oipre
3aMaHayd ce31MIeP Il €CKEPETIH AUAIIOT KYPyFa MYMKIHIIK Oepemi.”

ConbpiMeH KaTap, Oy AMCKypcTa kahaHmaHynelH ocepiH enemeyre Oonmaiinbl. [lleremmik
KOPKEMJIK dcepep/IiH aFbIHbI Ka3aKCTaHAbIK KOJOHEPILIIEp YIIiH KUBIHABIKTap MEH MYMKIHJIIKTEP
TyrbI3ajbpl. Keitbipeynep MyHBI ToCTypii ToXipuOeHi CYHBUITY peTiHAe KapacThlpca, OacKasiapbl
OHBI KaHAIIBULIBIK MEH IIBIFapMAIIbUIBIK KOKKUETTH KeHEUTY MYMKIHJIT PETiHAe KaObLITaiibl.
byn nguHaMHKanbIK e3apa OpeKeTTecy MSCTYp MEH Kasipri 3aMaHHbBIH Kypaeni OallaHbICHIH
OecitHeneini, MyHIa KOJJaHOANBl COHJIK-KOJJAaHOAIbl ©HEp MypaHbl Ja, Kasipri 3aMaHFbI
OipereinikTi ae OUIIIpeTiH KeHel PeTiHAe KbI3MET eTell.

KazakcTaHHBIH KOFaMIIBIK-CasiCH KOHTEKCTI JI€ COHJIK-KOJJIaHOambl ©HEpAiH JaMybIH
KaJBIITACTRIpy/Ja INEHIYIN pesl aTKap[Abl. YKIMETTIH MOJEHH MYpPaHbl UIrepilery >KeHIHJeri
OacTamayiapbl JOCTYpJl KOJOHEPIIH OpKeHHACyiHe >Karmai skacaapl. Kaszak eHepiHe apHaiFaH
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KepMelep MEH (eCTHBAIBIAP CHSIKTHI ic-IIapaiap KOJOHEPIIIepai 63 JKYMBICTAPhIH KOPCETyTre
IIaKbIpaJbl, OChUIAMIIA KOJIaHOAIbI COHJIK OHEpAIH YITTHIK JKOHE XallblKapajblK apeHallaplarbl
Oenenin apTThIpanbl. byl Konjay MOIEHM MypaHbl CaKTayIblH YJITTBHIK OipereilslikTi HbIFalTy
KYpasbl pETiHACTI KYHIBUIBIFBIH KEHIPEK TaHYIbl KOPCETEII.

KazakTelH COoHMIK-KOJMAAHOANBl OHEpIHIEerl oHeNepaiH peliH 3epTTell Kene, AICTypdi
KOJIOHEP/IIH oMeNl KOJIOHEPIIUICPAIH YpIaKTapblHAaH KM OTiM KeJie JKaTKaHbl OalKamanbl. by
TPaHCMHCCUSI TEXHUKAHBIH OMIp CYpyiH KaMTaMachl3 €Til KaHa KOHMaiiJpl, COHBIMEH KaTap
olienepiH 63 KaybIMIaCThIKTAPBbIHIAFBl MYMKIHAIKTEpiH KeHelTeai. Tapuxmbl AxmeroBa (2019)
aTam eTKeHJeH, "oenaep Tapuxu Typle MOJACHUETTIH KaMKOPIILICH OOJIbBI, OJIapAbIH IeOepiri
Ka3aK OMIpIHIH oJEeyMETTIK KYPBUIBIMBIH OeliHeneiai. "byn MoiibplHmay KoJigaHOambl COHIIK
OHEepJIiH olenyepaiH Jayblchl MeH TaxipubOeci yuiiH miardgopMa peTiHIe Kajlail KbI3MET eTe
aJIaThIHBIH KOPCETETIH TeHiep MEH OHEP/IiH KUbUIBICHIH KOPCETe/Il.

KopbITbiHabIIAN Kene, Ka3aKThIH YITTHIK JICTYpiepi MEH KoJITaHOaIbl COHIIK-KOJIJaHOaIbI
OHEpIHIH KypJemni OailllaHbIChI KOPKEM OpPHEKTEp/l KaJbIITACTHIPYIaFbl MOIACHHETTIH MbI3FhIMAC
KYIIHIH aifrarel 00JbIT TaObUIambl. KonmeHepirisiep 3amMaHayu ocepiep/i KaObUIgail OTBHIPHIIN, 63
MypajapblHaH I[AOBIT alyAbl JKalFacTbpa OTBIPBIN, OYI ©HEep TYpPJEPiHIH SBOIIOIUICH
COMKECTUNK, OMIPIICHIIK oHE MIBIFAPMAIIbUIBIK Typalbl JUHAMHUKANBIK OasHaay OOJbII
tabbutanpl. bynm 3eprrey KommanOanbl eHEp calachlHOAFbl Ka3aK JoCTYpJepiH TYCIHYHAIH
MaHBI3BUIBIFBIH KOPCETINl KaHa KOWMaMlIbl, COHBIMEH KaTap MOJEHH TIXipuOenep 3amaHayu
KOpKEeM TMeH3axaaplIpl Kajlail aknmapaTTaHIbIpbIN, OaiibiTa alaTBIHBIH OJAH opi 3epTTeyre
[IaKbIPAIbL.

Martepuanaap mMen aaicrep. Konman6ansel coHmik-KoIaaHOaTBl OHEP/iH JaMybIHA Ka3aKThIH
WITTBIK AOCTYPIEPiHIH dCEPiH 3epTTey OapbIChIHIA CEHIM/I TY)KBIPBIMAAPAbI KAMTaMaChI3 €TY YIIIiH
camaliblK KOHE CAHJBIK OMICTepAl KaMTHUTBIH KEIICHII OMiCTeMENIK TOCLI KOJJAHBULABL. 3epTTey
Ka3aK COHJIK-KOJAaHOaIbl OHEPIHIH OpTYPJli acleKTUIepiH, COHBIH 1IIH/IEC TAPUXH KOHTEKCTTEP,
3aMaHayd TOXIpUOenepAl JKOHE KOJOHEPIIIEp/IiH Ko3KapacTapblH 3epTTeyre OarbITTaiiFaH, Oyl
MOJIeHU KYOBIIBIC Typabl TyTac TYCIHIK Oepei.

AnnpiMeH oneduerTepre MIONY >Kacajllbl, OHAA Ka3aKThIH COHJIK-KOJ/JaHOallbl eHepl MEeH
JOCTYpIiepiHe KaThICThI KOJAAHBICTAFbl OKY KYMBICTapbiHa TOKTaNIbl. byn monyna Kazakcranmars
KOJIZIaHOAJIBI ©HEP/IIH IBOJIOLMICHI, TOCTYPIl TOKIPUOETEPIIH Poli, SPTYPIl KOJOHEPIH MOJICHU
MaHbI3bl TYpajbl JKa3bUIFAH KiTamTap, >KypHal Makalanapbl, Te3UCTep KaMmThuIIbl. "JKymarymoBa"
(2018) xone "OO6u1nuHA" (2020) CUSAKTHI HETI3T1 JEPEKKO3Ep 3€pTTEY CYpaKTapblH TYKbIpbIMIAY
YILIH KQXKETTI TAPUXH JKOHE MOICHU KOHTEKCTTep Typasbl iprefi Tyciik Oepai. by ke3eH coHbIMeH
KaTap Kasipri 3epTrey uienryre OarFbITTaliFaH o1eOMeTTepAeri OJIKbUIBIKTAPAbl aHBIKTAY bl
KAMTBIIbI.

OJebueTTepll MIONyJaH KeWiH COHIIK-KOJJaHOAIbl eHepMeH OeJICeH/al aWHaIbICaThiH
KOJIOHEpIIINepiIeH TepeH TYCIHIK JKWHAYJABIH camainbl  ouicTepi eHrizinmi. JKaprteutait
KYpbUIBIMJANIFaH cyx0aTTap MakcaTThl IpIKT€Y apKbUIbl TaHJAJIFaH KiJeM TOKYIIbLIap,
KYMBIpaILIbUIap JKOHE 3eprepiepi Koca ajafFaHaa, SpTypil ToxipuOemiiiep TOOBIMEH >KYpri3iii.
byn onic kKateicymbIIapabpiH ©3 KOJIOHEP1 Typasibl OuUTiMIl OOJIYBIH KoHE OJapAbIH TaKipubenepi
MEH acepJepi Typajibl 6aif, KOHTEKCTIK aKnapaT Oepe ajqyblH KaMTaMachl3 eTTi. Op cyx0ar mamMaMeH
Olp caraTKa CO3BUIIBI JKOHE KATBICYIIBUIAPJBIH KajayblHAa Kapal Ka3ak KoHE OpBIC TUIACPIHJIE
xypriziai. Cyx6arrtap HaKThl TPAHCKPHIILIMS MEH TalJayAbl KaMTaMachl3 €T€ OTBIPHII, KeiciM
OolBbIHIIIA ayroXka3z0ara TyCIpiIl.

Cyx0ar cypaxTapsl OipHeIIe HEri3ri TaKbIphINTap bl 3epTTEyre apHaJIFaH: KOJOHEpIIIepaiH
KEKEe TapHUXbl, I9CTYpJl TEXHUKAHBIH MaHbI3bI, YITTHIK OIpEreiylikTiH OJapblH >KYMBICBIHA dcepi
KOHE JISCTYpJli KOJeHEepHiH 3amaHayun OelimzaenyiHe mnepcrektuBanap. JKayanrapaarsl
KalTaJlaHATBIH 3aHIBUIBIKTAP MEH TaKBIPBINTAPIbl aHBIKTAyFa MYMKIHTIK OEpeTiH TaKbIPBIITHIK
Tangay ofIici KOMaHbUIABL. byn omic Ka3zak JoCTYplepiHiH KOpKeMIIK TokipuOeHi Kamai
KaJIBINITaCThIPAThIHBIH, COHJANW-aK OJIapJbIH ILIBIFAPMAIIbLIBIFPIHA 3aMaHayH 9cepIepAiH Kayiai
OIpIKTIPUIETIHIH erKeH-Ter kel TyCIHyTe BIKIaj eTTi.
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Cyx0atrran 6acka, KaThICYIIBUIAPAbIH OaKblIaybl KOJIOHEP MPOLECTEPl MEH OpTaJIaphl TYPaJbl
aIFaIIKpl TYCIHIK aiy YIIH Taigatadeliasl. bakbutayngap KOJOHEPHIUIEp JKYMBIC ICTETEH
mebepxaHaigap MEH CTyAMsUIapJa >KYPTi3UIi, KOJMJaHbUIFAH 9JIiCTepre, TaHIAIFaH MaTepHajiapra
’KOHE OHEp TYBIHAbUIAPbIH/A KOPIHETIH MOJIEHH SHTIMeNepre Hazap ayaapbuiisl. by Tocin cyxb6ar
apKbUIbl JKMHAJFAH JEepeKTepal OalbITaThIH, MOCTYPJICPAIH KYHICHIKTI KOPKEMIIK TIKipubdene
IIPAKTUKAJIBIK KOJIJAHBUTYbIH alIaThIH KYH/bl KOHTEKCTTI KAMTaMachl3 €TTi.

Canasel HOTHOKEIEP/l TOJNBIKTHIPY YIIIH CAaHABIK SAICTEp /e 3epTTey Iu3aiHbIHA OIpIKTIpLIL.
¥YITTBIK JOCTYPJCPIIH OJNapiblH LIbIFAPMAIIBLIBIFBIHA 9CEpl Typaslbl TYCIHIKTEpPAl CaHMABIK
Oaranmayra OaFpITTaJFaH cayajJHamMa KOJIOHEPINUIEPAIH KEH ayJuTOPHIChIHA TapaTbUIIbI.
CayanHaMara naiiiajgaHbulFaH MaTepUaAAPAbIH Typiepi, ICTYpii MOTHUBTEPIIH MaHbI3IbUIbIFbI
KOHE KOJIOHEPIIUIEPIiH KOJOHEPIHEe KATBICTBI OUTiM Oepy Heri3zepi Typaibl CYypakTap €HTI3ii.
CayanHama OHJIAMH peXHMIHZE i€, )KEKe KepMeJepAe N€ COHJIIK-KOoJJaHOanbl eHep cajachlHIa
opTypui TaxkipuOeci 6ap agamaapra OarbITTAIFAH KEKE TYPJE TapaThUIbI.

Cayannama JiepeKkTepi TeHISHIMsIIAp MEH KOPPESIIUsIapAbl aHBIKTAY YIIiH CTaTHCTUKAIBIK
OarapiamMalblk KaMTaMachl3 €Tyl KOJJaHy apKbpUIbl TangaHjbpl. CuUnaTTaMainblK CTaTHCTHKA
PECTIOHICHTTEPIIH JeMOTrpadusChIH JKOHE OJIAPIBIH JISCTYPIi dcepiepre KaThICThl JKayanTapblH
KOpBITbIHABIIAY YUIiH ecentenai. CoHbIMEH KaTap, (opMaybJbl JaWbIHIBIK JEHIel KoHe
KOJIOHEPIIUIEPIiH 63 )KYMBICTAphIHA JOCTYPIl MOTUBTEP/I €HTI3Y AOpEeKeci CUAKTHI aifHbIMAJIbLIap
apachlHAAFbl KaThIHACTapbl 3€pTTe€y VIIH XU-KBaApaT CbIHAKTapbl CUSAKTbI KOPBITHIH/bI
CTaTUCTHKA KOJTaHbUIAbL. Camanbl oHE CaHIBIK JCPEKTepIiH Oyl yhsaeciMi KOJOHEpIIIepaiH
Ke3KapacTapbl MEH TOXipuOenepine xKaH-)KaKThl Ko3Kapac 0epii.

CoHBIMEH KaTap, HOTIXKENEpPJiH IYPBICTBIFBIH apTTBIPYy YINIH cyx0ar, Oakpuiay >KoHE
cayaJlHamMa JEpEeKTEepiH CajbICTBIPY apKblabl TPUAHTYIALMSA KOJAAaHBULABL byn omic »xacanran
TYKBIPBIMAAPABIH KONTETEH JANIENep KO3AepiMEH KaKChl pacTalyblH KAMTAMAachl3 €TTi, bIKTUMAJl
OIp>KaKTBUIBIKTBI a3alTThI KOHE HOTKDKEIEPAIH CEHIMJAUIINIH apTThIpAbl. MpIcaibl, cyxOaTTapnaa
aHBIKTAJIFAaH TaKbIPHIITAp KOJIOHEPUIUIEPAIH JICTYPIIl TOKIpUOEIepliH MaHbI3IbUIbIFbIHA KATHICTHI
Ke3KapacTapbIHbIH JOHEKTUIIrH pacTay VIIIH cayalHaMa HOTHXKeJepiMeH e3apa OaillaHbICTHI
0011b1.

3epTrey OapbIChIHAA ATHKAIBIK OWap OipiHINI Ke3eKTe TYpAbl. bapibIKk KaTelcylibliapaaH
OJIapJIbIH KYIUSJIBUIBIK KYKBIKTaphl MEH Ke€3 KeIreH YakbITTa 0ac TapTy MYMKIHAIN TypaJibl
xabapgap OOJybIH KaMTamachl3 €TeTiH aKlapaTTaHIblpbUIFaH KemiciM anbiHael. CoHpaifi-ak
KaTbICyIIbLIApFa €3 YJIECTEpIHE KAThICThl KOPBITHIHABUIAPMEH TAaHbICYFa MYMKIHJIK Oepiiai, Oy
oJIapbIH OHIIMeJIepiHe MEHIIIK MeH KYPMET Ce31MiH OSATTHI.

Caiipln KenreHae, o/icTeMeNiK HIeHOepAe Ka3aKThlH YITTHIK JISCTYPJIEPiHIH KOJAaHOabl
COHJIIK-KOJIJaHOAJIbl ©Hepre ocepiH TYCIHyre KeleH]I Ke3Kapac KajblnTacThl. CamajiblK JKoHe
CaHBIK 9/icTepl OIPIKTIPE OTHIPHIMN, 3ePTTEY CTATUCTUKANIBIK HETI3/IENTeH aKnapar Oepe OTHIPHIIL,
OChl OHEPJIIH MOJICHM MaHbBI3bUIBIFBIH TepeH 3epTTed anabl. byn KaraH omicTeMe HOTHKENEpaiH
0aif OoybIHA BIKMAJ €TIN KaHa KoiiMail, COHbIMEH KaTap OChl caylajarbl OoJallak 3epTTeyiepAiH
MPELEeACHTIH Kacailabl, OYJ PErnpoAyKTUBTUIIKKE >KOHE KEH MOJIGHM KOHTEKCTE Ka3aKCTaHMIbIK
COHJIIK-KOoJIJaHOasIbl OHepAl OJaH api 3epTTeyre MyMKIHAIK Oepei.

Horu:kenep. 3eprrey OapbichiHIa KOiaaHOANbl COHIIK-KONAaHOATBl OHEpAIH JaMyblHA
Ka3aKTBhIH YJITTBIK JOCTYPJIEPIHIH OCEpPIH KOPCETETIH MAaHBI3Ibl TYXKBIPhIMIAP skacanbl. Camassl
cyx0aTTap/bIH, KaThICyIIbLIApAbIH OaKblIayTapblHbIH OHE CaHJBIK cayaTHaMalap/AblH yiliecimi
apKbUIBl KOJOHEPIIJIEP/IIH KO3KapacTapblH, OJAPIbIH TOKIpUOETEpiH JKOHE KEHIPEK MOJICHH
KOHTEKCTTI KaMTUTBIH HETi3rl TakelpeliTap maiiaa Oonasl. HoTmkenep mocTypii omicTepliH
TYpPaKThl ©3€KTUIITH KOPCETIN KaHa KOWMaWIpl, COHBIMEH KaTrap Mypa MEH 3amMaHayHu
WMHHOBAIUSUIAp apachlHIaFbl JUHAMUKAJIBIK ©3apa 9pEKeTTeCy 1l KopceTe .

30 KoneHepIIMEH >KYpri3uireH cyxoarrap aWTtapiblkTail kemmiigiri—imamameH 80% -
OJIapAbIH KYMBICBIHJAFbl JSCTYPJII MOTHMBTEPHAIH MAaHBI3IBUIBIFBIH aTall ©TKEHIH KOpCeTTi.
Kenreren konmenepmiisiep e3AepiHiH MOJACHH TaMbIpJapbIMeH Oepik OailIaHbIC OPHATHII, OJap.IbIH
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KOJIOHEpIHIH YATTHIK OipereimikTi OUIAipy Kypaibl peTiHle Kajai KbI3MET eTKEHIH CHIaTTaJlbl.
Meicanbl, Oip KiIeM TOKYIIbI: "MEH TOKBIFAaH opOip OpHEK ara-0adaiiapblM MEH >KepiMi3aiH
TapUXbIH OastHIAIbI;, OYJI MEHIH MYpaMbI3Jbl CaKTay >KoybIM", - en atam oTTi (AKTOaeBa, 2023).
byn mikip op Typii KoJieHep OyHWbIMIApbIHIA KOPIHIC TanThl, OYJI COHIIK-KOJIIaHOAIbl ©OHEPIiH
MOJICHU MaHBI3/IbUIBIFBIH KEHIHEH MOMBIHIAY bl KOPCETEI.

CoHbIMEH KaTap, KaThICylIblIap "MbIpaak" Kui3 0acy jkoHe "KMUMEIIeK'" KecTelley CHSKTBI
e3/1epi KOJJaHFaH HAKThl JOCTYpPIi omictepni atam oTTi. byn omictep Tek (yHKIHMOHAIABI FaHa
eMeC, COHbIMEH Oipre TaOWFaTIIeH >KOHE KOMMYHAJABIK KYHIIBUIBIKTApMEH YHJIeCIMIITiKKe Oaca
Hasap ayaapa OTBIPHIN, KAa3aKThIH OMIp CaIThIH OcitHeneiai. bip Kymbipambl:" MeH KOJJaHATHIH
casnbl 01311iH aTa-6abamapbIMbI3 yprakTap OOl KaJbIITACTBIPBINT KeJel; 01 MEHI JKePMEH JKOHE
XalnKbIMMeH OaitmanbicThipansl”, - nmen aran eTTi (Kemxkebaesa, 2023). Marepuangapasix
e37iepiMeH Oyl OaiiylaHbIC KaWTalaHAThIH TaKBIPBIT OOJIIbI, OYJI KOJOHEPIIIEP/IiH 63 KOJOHEPiH
MojieHU OipereiliriHin xKajJFachl peTiHAe Kajlail KapaiThIHBIH KOPCETTI.

KartbicymbimapasiH  Oakbuiaynapsl OChl COHJIK-KONAaHOAIbl ©HEp/l >Kacayra >KYMCalIFaH
KYpJeli AaFabuiap MEH YaKbITTHI alla OTBHIPHIN, KOJIOHEP MPOLECTepi Typajbl KOCHIMIIA TYCIHIK
Oepai. Mpeicanbl, AQCTYpial Kui3 IeOepxaHachblHAAa "TYCKHI3" KOJIOHEPIHIH MYKHUAT IIpoIieci
KOJIOHEPIILIEP/IiH 03 KYMBbICTapblHA apHaFaH OelleKkTepiHe Ha3ap ayaapraHbiH kepceTTi. Konenep
nporecinae 6alKaaraH )KapKbIH TYCTEpP MEH KYpAEIl O6pHEKTep ICTETUKAIBIK TaHay bl FaHa eMec,
COHBIMEH KaTap MoJeHu OasHaayabl na Oinmipeni. bakeinaymap kepceTkeHaeu, Oyi 3aTTapibl
xKacay KeOiHece KOJIOHEPIIiIep apachblHIAFbl BIHTBIMAKTACTHIKTBI, KOFaMIBIK OailaHbIcTap/Ibl
HBIFAUTY/IBI dKOHE OpTaK OLTIMII KaXKeT eTel.

Cayanmnama JepeKTepiHiH CaHIBIK Talaybl KOJOHEPIIIEp apachlHIa IOCTYPIL dcepiepaiH
TapallyblH KepceTe OTBIPBIN, camaibl HOTWXkenepai pacraisl. CayanHama  HOTHDKeEepi
KOPCETKEH/IeH, pecrOHIeHTTepAiH 75% - Bl IOCTYpPJi TEXHHKAHBI YUPETY OJIapIbIH KOPKEMIIIK
CTHJIIH alTapJIbIKTall KaJIbIMTACTRIPABI en caHaiibl. COHBIMEH KaTap, IepPeKTep pecMU JailbIHIIbIK
JIeHreill MEH OJIap/bIH KYMBIChIHA JOCTYPJII MOTUBTEP/II €HT13Y apachlHAAFbl KYIITI KOPPEISLUSHBI
KepceTTi. Mpicanbl, Oec XbULIAH actaM Toxipubeci Oap KosleHepllijep JalbIHABIFBl TOMEH
aZlaMJIapMEH CabICThIPFaH A KYPJel JOCTYPIll JU3aiHAbl O1pIKTIPY BIKTUMAJIBIFbI )KOFaphl OOJIbI
(1-Cyper). Byn Ttenmenuust Qopmanpasl OuniM Oepy Kasipri 3aMaHFbl KOHTEKCTE IOCTYpIi
TOXKIpUOEH1 caKkTay MEH >KEeTULAIPY i€ HIENYIl POJI aTKapaThIHbIH KOPCETe 1.

Correlation Between Training Duration and Traditional Motif Integration
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1-cyper: OKy y3aKThIFbI MEH MOTHBTEP/IIH IOCTYPJIl HHTETPAIUSICHI apachIHAAFbI OaillaHbIC

CoHbIMeH KaTap, KoJeHepiuiep >kahaHIaHyAbIH OJIapJAbIH TXKIpUOeciHe ocepl Typasbl
erxei-terxkeini xabapnap exeHnuikrepin Oinmipai. Kemreren anmampap mierenmik ocepiepiiq
aFbIHBIH MOMBIHAAaFaHBIMEH, laMaMeH 60% - bl 03 )KYMBICTAPBIHBIH IIBIHANBUIBIFBIH CaKTayFa HUET
Oinmipai. 3eprepiik OyibIMIapasiH Oip eHIipymiici ObuTail Jenm TYCiHAipAl: "OJeMIiK TpeHATep

74




BECTHHUK KazHIIY um. A6as, cepusi «Xyoodcecmeennoe 00pazosanue: uckyccmeo — meopust — memooukay, Ne 1 (78), 2024 2.

TapTBIMIBI, OipaK MEH dpKalllaH MYpaMbI3/bl KOPCETETIH 3JEeMEHTTepAl KOCYFa ThIpbICaMbIH. by
MeH ymiH ete MaHbp3nbl" (TineyOaes, 2023). [JocTyp MeH Ka3ipri 3aMaH apachIHIarbl OYJI Tere-
TEHJIK OpPEKeTI Ka3aKThIH COHMIK-KOJJAaHOAIbl OHEpiHiH Ka3ipri JaHmamadThHIA MICIIYI pPe
aTKapaJbl.

Bip KbI3BIFBI, cayallHamMa HOTIDKENEpl opTYpili KoyieHep OyilbIMaapbl apachIHIAFbl
WMHHOBAIMSUIApAbIH 9pTYpPIl JeHreinepin ne kepcerti. Kijgem TOKyIIbuUIap MEH KBl jKacayllbuiap
JTOCTYPIL  OMICTepAi KU1 KOJNJIaHCa, 3eprepiik OyHbIMIapIblH 3aMaHayd JIU3aliHbBIHIAFbI
KOJIOHEPIIIJIEp JKaHa MaTepuajjgap MEH OJICTEPMEH TIKipuOe kacayra OCHIMIIIITIH KOPCETTi.
3eprepaik OyibMIap bl xacaymsiiapasiH 50%-1aH actaMbl ©3 TYBIHIBIIAPBIHA 3aMaHAYH TU3alH
ACTETUKAChl KOHE IIETENIIIK MaTepHalfap CHUSKTBI JCTYpJl €Mec D3JIEMEHTTEepPAl KOCKaHBIH
xabapranpl. Bys anmakThIK Ka3aKThIH COH/IK-KOIIaHOAbl eHepiHiH OediMaenrimTirin kepcere,
Oy onapAblH JOCTYpJl Heri3iepre CcyHeHe OTBIPBIN, 3aMaHayd ayAUTOPUSIMEH pPE30HAHC
TYABIpYbIHA MYMKIHJIK Oepe/i.

Hotmwxenepneri Tarsl Oip MaHBI3/IbI TAKBIPBII PETiHAE KOFAMIBIK-CascH (haKTOPIApAbIH dcepi
naiga  OGomabl. JIocTypnii  KoneHep KopMeHKenepi MeH OumiM  Oepy OargapiamaniapbiH
KAp)KbUTAHJBIPY CHSAKTHI MOJCHHM MYpaHBl UIrepiieryre OarpITTallFaH YKIMETTIK Oactamarnap
KOJ/aHOanbl  COHAIK-KOJNJAHOANbl  OHEpAIH  JKaHJaHyblHA  KOJAWIBI  >Karnail  TYFbI3JIBL.
Konenepminep Oy 6actamanapra KaTbICy OJap/AbIH TaHBIMAJABUIBIFBIH aPTTHIPHINT KaHa KOWMaii,
JaFapLIapasl 1aMbITYFa MYMKIHAIK OepreHin aram oTTi. bip xomenepri: "Oyn Oarnapnamanap 6i3
VIIIH OMIpIIiK MaHbBI3Ael OOJNABI;, oylap Oi3re ac yprakTapMeH OaiJlaHbIC OpHATyFa >KOHE
KOJIOHEPIMIi3/IiH >KOUBLIBIN KETIEYiH KaMTaMachl3 eTyre kemekreceni" (JKakchuibikoB, 2023).

Ocpl OacTamaniap/iblH HOTIDKECIHJIE KOJOHEPIIIepre 63 KYMBICTAPBIH KOPCETYre KOHE O3
OiniMaepiMeH Oelicyre apHajFaH alaHIap Kypa OTBIPHIIN, KOFaMJIBIK CEMHUHApIap MEH KopMelepIiH
aliTapipIkTail ecyi OalKayiael. MyHAai ic-mapanap KOJOHEPIIIepIiH aHa OYbIHBIH 3aMaHAayd
WHHOBAIMSUIAPABl 3€PTTEH OTBIPBIIN, TOCTYPIL QMICTEpIl KOJJaHyFa IIAOBITTAHABIPY/Ia MaHbI3IbI
pen artkapasl. byn  ypmakTapaplH  aybiCybl Ka3aKCTaHIBIK — COHJIK-KOJIAaHOAIBl  ©HEpIiH
TYPaKTBUIBIFBI YIIIH 6T€ MaHBI3/Ibl, O TKEHI Kac KOJIOHEPUIIEp JoCTYpl Taxipubenep i o3aepiHiH
epeKIe MepcrneKTUBAIAPHI ApKBUTBI KaliTa KapacThipa OacTaii bl

CoHbIMEH KaTap, OChl cajajaFbl TeHACPIIK JWHAMUKA CalajblK KOHE CAHJBIK HOTHXKeEIep
apKbLIbl aHBIKTaNbl. Cyx0aTTackaH KoJleHepuIiepAiH 0acklM 06JIiri 19CTyp:l TYpAe Ka3aK CoHMIK-
KOoJ/aHOanbl OHepiHIH CcaKTaylibulapel OonraH oifenaep Oonasl. CayanHamara KaTbICKaH
pectionaeHTTepAIH Imamamed 70% - Bl ©37epiH oWenAep JAeNn TaHbLAbI, OJapJbIH KO
KOJIOHEpre NIereH KYIITAPJBIFBIH OTOACHUIBIK BIKMAIMEH OaillaHBICTBIPABL. "OXEM MaraH KecTe
Tiryai yiperti; 013 yuiiH Oyn kail raHa eHep emec; Oy 0131iH 0TOACBIMBI3ABIH Mypach”
(AiirGaeBa, 2023). byn oifenaepaiH JocTypiepli cakTayda FaHa eMec, COHBIMEH Karap OJapJbl
3aMaHayu KOHTEKCTTepre OeriMaey e 1e MaHbI3 bl POIl aTKapaThIHBIH KOPCETE/I].

CayanHamMa COHBIMEH KaTap KOJIOHEPIIUIEpAIH 63 KOJeHEpiHiH Ooiamarbl Typajbl
TYCIHIKTEpIHE KATBICTBI CYpakKTapAbl KamThiabl. OnapapiH eadyip Oediri, mamamen 65% - bl
KEPTUTKTI JKOHE XalbIKApalblK ayAUTOPHUSHBIH KbI3BIFYIIBUIBIFBIHBIH apTyblHA ClITEMe >Kacai
OTBIPBIT, Ka3aKCTaH/IBIK COHJIIK-KOIIaHOambl eHepaiH OonamarsiHa onTuMu3M Outnipai. Kenreren
amamaap UUQPIBIK ASYip OJNApABIH MOACHU HWJCsUIapblH CaKTald OTBIPHIN, KEHIPEK HapbIKTapra
HIBIFYFa MYMKIHJIIK O€pEeTiH KYMBICBIH 1IT€pPUIETy YIIIH jKaHa MaTgopManap/ sl YChIHATBIHBIH aTall
otTi. by ontumusm Kazakctangarsl KongaHOAIbl COHAIK OHEP/IH Y3IKCi3 3BOIIONMACH YIIiH OH
KOPCETKIII OOJIBITT TaOBIIa/IbI.

KopbITbIiHABIIAN Kesle, OChl 3epTTEyIiH HOTHXKeNepi KoiJaHOal bl COHIIK-KOJIJaHOabl
OHEP/IIH JaMyblHa Ka3aKTBIH VJTTBIK JOCTYPJEPIHIH TepeH ocepiH TyciHaipeni. CamanblK >KOHE
CaHJIBIK QMICTEPAiH YiieciMi apKbUIbI AICTYpPJIl TEXHUKaJap, MOTUBTEp MEH MaTepHajaap Kazipri
3aMaHFbl KOJOHEPIIIEP/IIH >KeKe OachIHBIH akpIpamac Oemiri Ooibpim Kajna OepeTiHi aHBIK.
JXKahannany KMBIHIBIKTap TYFbI3ca J1a, OJ1 KOJIOHEpILLIepre 3aMaHayl KOHTEKCTe OeilimMienyre xoHe
OpKEHJCYre MYMKIHIIK OepeTiH HWHHOBalMsUIapra Koy amajsl. KoramMaelk Oactamanap MeH
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oltennepin OelceHIi KaThICYBIMEH KOJIJIay TalmKaH Ka3aKCTaHIBIK COHJIK-KOJMAaHOAIbl eHEpIiH
TYPaKTBUIBIFBI OCHl MOJIGHM MaHBI3bI Oap TokipuOenepaiH OoJamarbl 30p €KEHIH Oumaiperi.
KoneHnepiminep AocTyp MEH Ka3ipri 3aMaHHBIH HO3IK TeMe-TeHIITIH MIapiayibl JKalFacThIpa
OTBIPBIT, OJAPJBIH KYMBICTAPhl MYpajapblH caKTan KaHa Koiimai, Ka3zakcTaHHBIH MojeHU
naHAmadTeH OabITAIbI.

1. Kecre: CayanHamara KaThICKaH PECTIOHICHTTEPAIH JeMOorpaduschl

Jemorpadussik hakrop (%)
JKbIHbICHI (iie) 70%
XKacwr (18-30) 25%
JlalibIHABIK JKachl (>5) 60%
Omnep turmi (Omekeil) 40%
Omnep tumi (Kinem ToKy) 35%
Ownep tuni (Kpim) 25%

by kectene 3epTreyre KaTblCKaH KOJIOHEPILLIEPAIH KypaMbl Typajbl TYCIHIK Oepe OTBIpHIIL,
cayaJlHaMara KaThICYIIBUIAP/IbIH HETI3T1 AeMOrpadUsiIblK aKnapaTTapbl )KHHAKTAIFaH. ¥ ChIHBIIFaH
KOoJeHepaAiH amyad Typiaimiri Jloctypai Ttoxipubenepal [e, 3amMaHayd HMHHOBalUsIapIbl Ja
kepceteTiH Kazakcranmarsl KOJIIaHOabl COHJIIK OHEP/IiH KeH ayKbIMBIH KOPCETE/I.

Tankeuiay. by 3epTreyiin HOTHXKENEpl KOJAAaHO0abl COHIIK-KOIAaHOaIbl OHepAiH 1aMyblHa
Ka3aKThIH YJITTHIK JOCTYPJEpPIHIH ocepl Typallbl HAKThI TYCIHIK Oepefi, KOJOHEPIIUIePIiH
TEXHUKACBIH J1a, IIBIFAPMALIBUIBIK ©OPHEKTEPIH J€ KaJbIITACThIpyJa MOJEHH MYPaHbIH
MaHBI3IBUIBIFBIH KopceTeni. Hormkenep AocTypAiH Kas3ipri 3aMaHFbl Ka3aKCTaHIBIK KOPKEMIIIK
ToxipuOeae Heri3 JKoHEe JaMblll KeJle JKaTKaH KYII PeTiHJe Kajail KbI3MEeT €TEeTiHI Typalibl erxeii-
TEKENUIl TYCiHIK Oepe OThIpbIN, Oap ofeOMeTTep/IIH JKUBIHTBIFbIHA COMKEC KeJeAl KOHE oapibl
KeHelTeni.

3epTTeyaiH MaHbI3/Ibl HOTHXKEJEPIHIH O1pi-Ka3ipri 3aMaHFbl KOJIOHEPUIUIEPAIH KYMBICHIH/IAFb
JOCTYpil MOTHBTEp MeH ojicTepiiH o3ektiliri. byn JlxymarynoBanslH (2018) OypbIHFBI
3eprreynepine coiikec kenemi, On Kazakcranmarbl KonmaHOambl COHIIK-KOIAaHOATBI ©HEP OTKEH
MeH OYriHHIH apachlHAarbl KeIlip KbI3METIH aTKapaTbIHBIH JKOHE KOJIOHEpIUiJep MOJCHU
OKWFANapJbl JKETKIZy VIIIH Faceipiap OOWFBI ToXipuOenepai KOJJAaHATHIHBIH artam  oTTi.
Pecniongentrepain 75% - Bl ©3 JKYMBICTapblHA JOCTYPJi MOTHMBTEPJI EHTI3€TiHIH KOpCeTeTiH
cayaJlHamMa HOTIKeJepi OyJI OHep SCTETHKAIBIK KOPiHIC Kypajibl FaHa eMecC, COHBIMEH KaTap YJITTBHIK
O1pereiniKTi cakTayablH MaHbI3/1bl KYpaJibl EKEHIH pacTaii/ibl.

ConbIMeH KaTap, cyxOarrap KOJOHEPIIUIEPAIH MypalapbIMeH TepeH OaiJlaHbICBIH KOPCETT1
’KOHE OJIapJbIH KOl KoJeHepiHiH ara-OabanapblMeH jKoHE *epiMeH OalllaHBICBIH CaKTayFa
Kajlail KeMeKTeceTiHIH alTThl. byn mikip AGunbauHaHblH (2020) eHepaiH MOJIEHU Kalbl Kypajbl
periHeri peii Typaisl OakpliaynapbiMeH yHAecendi. "Kumemek" kecteney skoHe" mbIpaak " Kui3
0acy CHAKTHI JOCTYPJ TOCUIAEpl iC JKY3iHAE KOJJAaHy KOJOHEPUIIEPAiH Ka3ipri 3amMaHHBIH
KUBIHJIBIKTapblHA KapaMacTaH OCBl JOCTYpJepAl caKTayFa OaFbITTalfaH CaHalbl KyII-XIrepiH
kepcereni. Tapuxu ToxipuOere Heri3eiAreH OyJ1 SAicTep 3aMaHayH TajFaMmFa cail JaMblabl, Oipak
Omap KazakcTaHHBIH MoJIeHU MIEHOEPiH e ©31HIH HETi3T1 MaHBI3bIH CAKTaI KaJI b,

3epTTey  COHBIMEH  KaTap  KOJOHEpIIIHIH  JISCTYpJl  MOTHUBTEpPre  Ke3KapachblH
KaJIBINTACTBIPYJaFbl PECMU JANBIHABIKTBIH peiiiH kepceredi. OKBITYy Y3aKTBIFBI MEH JCTYpIi
AIIEMEHTTEP/II CHTI3y BIKTUMAIABIFBl apachbiHIarbl Koppemsnus, 1-Cyperre KepceTiumreHmei,
KYpPBUIBIMIBIK Oi7iM Oepy OChl oficTep/i cakTaya LISIIYIIi pes aTKapaTbIHBIH KepceTeli. by
TYKbIpbIM  AxMeroBanblH (2019 x.) Kaszakcranmarel pecMu Kepkemaik OimiM Oepy YITTBIK
MYpaHbIH MaHBI3/IbUIBIFbIHA KOOIpeK MoH Oepill, KOJeHEepLIUIepIiH HHHOBaUMsAIapAbl OacTamac
OYPBIH AOCTYPIII OAICTEP/Il )KETIK MEHIePYIH KAMTaMachl3 €Te/li IeTEH TY KBIPHIMBIH TOJIBIKTHIPAIBI.
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TpeHUHITIH MOTHBTIK HMHTErpamusra ocepi OimiM Oepy MeKeMeNepiHiH OCBhl JSCTYpIEpIaiH
TYTACTBIFbIH CaKTaill OTHIPBIN, COHBIMEH Oipre MIbIFApMalIbUIBIK 13[IEHICTEpre BIKMAl €Te OTBIPHI,
MOJICHU KaKMallblIap PETIHAE OPEKET eTEeTIHAIrH KOpCeTe/i.

JlerenmeH, 3epTTey HOTHXKENEpl JOCTYp MEH MHHOBAIIMS apachbIHAaFbl HO31K Tele-TeHIIKTI /e
kepcereni. Komenepiriep e3nepiHiH MypanapelH Oaranaca 11a, OJapblH KOIIIUTriHe OJeMIIK
TEeHICHIMSIAp OCep eTell, acipece 3eprepiik OyibIMAap jkacay CHSKTHI KOJeHeple, MyH/a
Konenepminepain 50% - maH acTambl 3aMaHayW AW3aiH AJIEMEHTTEPIH KOJIaHFAHBIH XabapIiajbl.
Crunbaepaig Oyl yiaeciMi KoJaHOIbl COHIIK OHEP/IiH JMHAMHUKAJIBIK CUTIAThIH KOpPCeTe 1, MyH/1a
KOJIOHEpIIJIep MOJCHM TYTACTBIKTBI CaKkTay MEH 3aMaHayd TalfaMfa >KYTiHY apachbIHIarbl
meKapansap Typajabl YHeMi kericce3aep xyprizeni. Tineybaes (2023) aiTkanmaid, "6i3 »xahaHabIk
TEHACHIUSIAPLI eneMeyre OonmMaiaer, Oipak Oi371H KYMBICBIMBI3 OJi JIe KaiilaH KeNreHiMmi3
TypaJIbl aTHINT TYPFaHBIHA KO3 JKETKI3yiMi3 KepeK. «byJl ekl )KaKThUIBIK JIOCTYP MEH Ka3ipri 3amaH
KaTap eMip CYpeTiH Ka3aKCTaHJbIK COHAIK-KOJIJaHOaIbl eHep/iH Oojamiak TPAeKTOPUSACHIH TYCIHY
YILIiH 6T€ MaHBI3/IbI.

KoramapIK-casich KOHTEKCT IOCTYpJi KOJOHEpHiH >XaHJaHyblHA Ja KaTThl ocep eTTi, Oy
KOJIOHEpIIUIEPiH YKIMET KOJIalThIH OacTaManapra KaTbicyblHaH Kepinexi. Kazakcran ykimMeTiHiH
Kepmenep, ¢hecTuBaibaap xoHe OutiM Oepy OarmapiaManapbl apKbUIBI MOJICHU MYpPAHbI UITepiIeTy
KOHIHJIET1 KYII-KIirepi KOJOHEPIIUIEPIi 63 TIHKIpUOeIepiH KoJaay YIIiH KaKETTI pecypcTapMeH
KoHe TuiatopmanapMer Kamramachi3 eTTi. byn TyxkbipeiM JKakcbuibikoBTHIH (2023) memieker
Kap>KbUTAaHBIPATHIH MOICHN OacTaManap JoCcTYpili @Hepre JereH KbI3bIFYIIBUIBIKTHIH KaHJaHybIHA
BIKMAJ eTyJ]le IIEeMIyIli pes aTKaplbl JereH OaracklHa coiikec keneni. Ockl GacTamanap apKblLibl
JOCTYPITl KOJIOHEPIiH KOPHEKUTIr MEH KOJI JKETIMIUTITIHIH apTyhl YITTHIK MAKTAHBIIITH HBIFAUTHIIT
KaHa KolMail, KOJIeHepIIiepre >KePriIikTi )KoHE XallbIKapaJblK HAPBIKTAPMEH 63apa 9peKeTTecyre
MYMKIHJIIK O€peTiH YKOHOMHKAIIBIK MYMKIHIIKTEP TYFbI3/IbI.

CoHbIMEH KaTap, HOTHXKeNep Ka3aKCTaHIbIK COHIIK-KOJAaHOaNbl eHeperi slenaepAaiy pedi
epeKIlie MaHbI3/Ibl €KEHIH KepceTeal. Tapuxu TYpFbllaH alFaHjaa, dlengep KiieM TOKY, KecTe Tiry
KOHE KHI3 ’acay CHIKTBI KOJIOHEp/AIH HEri3ri cakraylblaapbl OONIFaH koHe Oyl ypaic OyriHri
KYHIe JIeHiH jKaJlFacy/ia, cayaTHamara KaTbICKaH pecrioHaeHTTepaid 70% - b1 e371epiH slenaep aemn
caHaiizipl. byn naraputapabl ofiennepiH Oip yprarblHaH €KiHIII ypHarblHa Oepy OChl KOJOHEpPIiH
eMIp CYpylH KamMTamachl3 €Ty YIIIH eTe MaHbI3Ibl 00Jael. by TyxbeipeiM AxmeToBanbiH (2019)
3epTTeyJiepiH pacTaiiibl, OHAa Jienjep TEeK OChl OHEPMEH aWHANBICHII KaHa KoWMal, COHbIMEH
KaTap MyFaJiMJIep MEH JI9CTYpJIEpAl CaKTaylIbliap PeTiHAe KhI3MET €TeTIH Ka3aK MOJCHUETIHETI
KoJIoHep O1TIMiHIH MaTPHIIMHAIIB/bI ACTIEKTICI KOPCETIITEH.

JlereHMeH, »ac YpHaK apacklHAa OOCTYPJI ©OHEepre JereH KbI3bIFYIIBUIBIKTBIH apTYhI
MYMKIHJIIKTEp MEH KHUBIHIBIKTApAbl TYIBIPATHIHBIH aTal ©TKeH >keH. bip jkarblHaH, Xac
KOJIOHEPIILJIEP JOCTYPJl KOJIOHEPre »aHa TMEepPCIEeKTUBANap OKEeJiN, aHa MaTepHalgap MEH
o/licTepMeH TaXipuOe >kacar KaTblp. bys1 sKaHAIIBUIIBIK OPICTI JKaHAAHIBIPYFa ’KOHE OHbI Ka3ipri
3aMaHfbl ayAUTOPHsS YIIIH ©3€KTI eTyre MYMKIHAIK Oepeni. EkiHII >karblHaH, AOCTYpIi
TOXIpHOeNIep/ieH ThIM KONl aybITKy OyJI ©HEpIiH MOJICHH MaHBI3BIIBIFBIH QJICIPETYl MYMKIH JIeTeH
Kayin Oap. Cakray MEH MHHOBAalLlMs apachlHAAFrbl OYJ LIMENIEHIC MOJEHH Mypa Typaibl KEeHipek
JMCKYypCTa KalTalaHAThIH TaKbIPbIN OOJIBIN TaObLIAAbI )KOHE OJ1 9pi1 KapaiFsl 3epTTeyaep/iH Herisri
OarbITHI OOJIBITT Kajla Oepe/i.

CaHgbIK JepeKTep COHBIMEH KaTap KOJIOHEpIIUIEp/iH ©3 KOJOHEpiHiH OoamarblH Kanan
KaOBUITAUTHIHBI Typalibl TYCiHIK Oepai. Pecmompentrepmin 65% - Bl Ka3aKCTaHIBIK COHJIK-
KongaHOanbl eHEepIiH TYPaKTbUIBIFBIHA JereH ONTUMH3Mi OChl JISCTYpJepai cakTay KoHe
Hacuxartay OOlbIHIIA KYII-XKITepAiH e3 *eMiciH Oepin >kaTKaHblH kepcereni. Lludpnbik nayip,
aTtan aWTKaHAa, KOJeHepIIJiepre KeH ayIuTOpHsFa KETyIIH >XaHa MYMKIHIIKTepiH YCHIHAJbI,
OUTKEeH1 Ka3lp KeINTereH ajamaap e3 JKYMBICTapblH KOpCceTy JKOHE caTy YIIIH OHJIalH
wiargpopmanapasl naifganaHagsl. byl KepHEKUIIKTIH apTybl OChl KOJIOHEPAIH SKOHOMHUKAIBIK
OMIPIICH/IITIH apTTHIPBINT KaHAa KOWMail, COHBIMEH Oipre Ka3akK MOJICHHMETI Typajbl )ahaHIbIK
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xa0apaapibIKThIH apTybIHA BIKHAT eTTi. JKakchutbikoB (2023) aram eTkeHeH, "MHTepHET 013 yIIiH
oJIeMIe MYpPaMbI3IbIH CYJTYJIBIFBIH KOPYT'€ MYMKIH/IIK O€pEeTiH kKaHa eCiKTep aIThl.”

Byn HoTmxkenep KirepieHIIpeTiH OoJica /1a, HOTHXKENep KOJOHEpIIUIepai Koijuay VIIiH,
acipece pecypcrap MEH OKBITYFa KOJI KETIMIUIIT MEKTEYl aybUIIBIK JKepJIep/ie KOChIMIIIA KYMBIC
KaxeT exeHiH kepcereni. lllanraii aiiMakrapaarbl KeNTereH KOJOHepIIiep HH(PPaKypblUIbIM MEH
KAapKbUIBIK KOJAAYAbIH KOKTBHIFBIHAH KOJIOHEpIH caKTaylda KUbIHAbIKTapra Ttam Oonaabl. Ocbl
TeHCI3iKkTepai xor bykin Kazakcran OoibIHIIA JOCTYPIIl OHEPAIH Y3aK MEP3iMIi TYPAKTHUIBIFBIH
KaMTaMachl3 €Ty YIIiH eTe MaHbI3Abl Oojanbl. bonamiak cascu Gactamanap OChbl canajiaplarbl
KOJIOHEPIIIIJIEpre MakKCcaTThl KOJJay KepceTyre, OJapIblH KaJaJblK opinTecTepiMeH Oipuei
MYMKIHAIKTEPre KOJI KETKI3yiH KaMTaMachl3 eTyre OarbITTalybl KepekK.

KopbeIThIHIBIIAH Kelle, OChl 3epPTTEYAIH HOTIKENepi KONJaHOAIbl COHJIK-KOJIIaHOAIBI
OHEPAIH JaMybIH KaJBINTACTHIPYAA Ka3aKThIH YJITTBHIK JSCTYPJEPIHIH TYPAKThl MaHBI3AbUIBIFBIH
kepceteni. Konenepurinep MeH onapablH MOJICHH Mypasiapbl apachlHAarsl Oepik OaitnaHbIic Ka3ipri
3aMaH MeH jkahaHJaHyAbIH 9cepiMEH YIITACHIN, TUHAMUKAJBIK JKOHE JaMBbINl Kelle )KaTKaH KopKeM
MeH3KABl  KaJdbIMTacThIpAbl.  JlocTyp  ockl  ToxipuOenepaiH  HETi3iHIe  KaJlFaHBIMCH,
KOJIOHEPIILIEP/IiH KaHAIIBUIABIK ITeH OeifiMaenyre JalbIHABIFbI Ka3aKCTaHIBIK COHIIK-KOJIIaHOAIIbI
OHEpAIH JKapKbplH OonamarbiH OoipKailabl. YKIMETTiH OacTamanapblH KOJAAy >KOHE OCKeJIeH
YpIaKTBIH OJICEeH/II KaThICybl OYJI KOJIOHEPIIiH MOIEHH MYpPaHBl CaKTay KYpalbl peTiHaAe e,
HSKOHOMMKAJIIBIK YKOHE IIBIFAPMAIIBUIBIK MYMKIHAIKTEP/IiH K631 peTiHe Ae OpKeHAeYiH KaMTamMachl3
eTy YIIH eTe MaHbI3Ibsl Oomaznsl. KoneHepuriiep mocTyp MeH Kasipri 3aMaHHBIH KypJeNduTiriH
Oarmapiail OTBIPBIN, OJAPIBIH KYMBICTaphl Ka3aKCTaHHBIH Oall MoJIeHU TapuxblH OeiHeneyni
JKAJIFACTBIPATHIHBI CO3CI3, COHBIMEH Oipre aJIeM/IIK OHEp KaybIMIACThIFbIHA ©3 YICCTEPiH KOCA/IbI.

KopbIThinabl. by 3epTrey xongaHOambl CoHAIK-KOJIIAHOANBl OHEPAIH JaMyblHA Ka3aKThIH
WITTBIK JOCTYPJCPiHIH €Jeyimi oCepiH amiblll, MOACHW MYPaHbBIH Ka3ipri 3aMaHfbl KOPKEMIIK
TOXKIpUOENepaeri ©3eKTUIriH  atanm  oTTi. HoTwkenep KOpCeTKeHJEH, KOJOHEepIiep o3
KYMBICTapblHa JOCTYpJII MOTHBTEp MEH OJICTepAl TepeH Oaraial, eHri3reHIMeH, oJjap
MoOJIepHHU3alus MeH jkahaHJaHy/bIH KbICBIMBIMEH Jie Kypeceni. MoneHu OipereilslikTi cakray MeH
3amMaHayu TEHJEHIMsIIapFra OeiliMaeny apacblHaarsl Oy Tene-TeHaiKk Kasakcranmarsl KOaaaHOambl
COHJIIK-KOJIJaHOAJIbI OHEp IBOIIOLUACHIH/A 0acThl OPBIH alajbl.

byn 3eprreyain jkaHa yiecTepiHiH Oipi-yprakTap/blH PEeCMU JalbIHIBIFEI MEH OepiIyiHiH
JIOCTYpIl KOJIOHEpJl CakTayJa IIeHIylr pell aTKapaThIHBIH erxeil-Terxkeitni 3epTrey. OKy
Y3aKTBIFBI MEH MOTHBTEPJIH JOCTYPJIi MHTETPALMSACHI apachIHIAFbl KOPPEISIUS Camlaibl JKOHE
CaHJIbIK MAJIIMETTEpPMEH KaMTaMachl3 eTilim, OuliM Oepy MekeMmenepi MEH OTOAchUIBIK LTIMICPIiH
OCBHI JOCTYpJIEpHi CakTayAarbl MaHbI3Abl peiiH kepceremi. COHBIMEH KaTap, 3epTT€y KOpKeM
MYpaHbIH TEHJAEPJIK 6eJIIIeMIEepiH KepceTe OTBIPbIN, oHeNJepAiH Ka3aKCTaHJIBIK KOJeHep
JOCTYPIEPIHIH HET13T1 CaKTaylIblIaphl PETIHAETI MaHbBI3IbI POJTIH aTarm OTTI.

ConbiMeH Karap, Oyi 3eprrey >kahaHIaHyIbIH Kocaplibl ocepiH aHbIKTansl. On xaHa
MaTepuajiap MEH 9cepiiep/l EHTI3TeHIMEH, COHbIMEH KaTap KOJIOHEpIIUIepre o3 >KYMBICTapblH
xahaHJBIK JeHrelze KoepceTy YIIiH HUQPPIBIK HApBIKTap CHUSKTHI KEHIpeK IuaTdhopMamapIsl
yceiHaAbl. by Geifimaeny aocTypii KOJIOHEPAIH eMip CYpyiH KaMTamachl3 €Tilm KaHa KOWMabl,
COHBIMEH KaTap OJIapJblH Ka3ipri onemie KepiHyl MeH ©3€KTUITH apTThIpaibl. YKIMETTIH
Kap)KbUTAaHZIBIPY, KOpMeliep JKOHe OumiM Oepy apKbUIBI OCHI KOJIOHEPAl KOJIJay >KOHIHJETI
Oacramanapsl Ja jKac YPIAKTBIH JJCTYPJIl ©Hepre JereH KhI3BIFYIIBIIBIFBIH KaHIaHIBIPYIa
LIy PO aTKapbl.

By KYMBICTBIH MaHBI3JBUIBIFEI OHBIH MOJEHU MYpaHbI jkahaHmaHy >KardaiblHAa Kamail
CaKTayFra »oHEe MHHOBALMSJIBIK TYpPFbIIaH Oeiimzieyre OOJaThIHIBIFBIH TYCIHYTe KOCKAH YJIEeCIHJIe
xatbip. by 6acka mocTkeHecTik JKoHe Kemmneni MOIeHUETTepAeTri JOCTYP MEH Ka3ipri 3aMaHHbBIH
KUBUIBICHI Typajibl OoJaliaK 3epTTeyaepre Heri3 00aabl, ojap ©3A€piHiH YITTHIK €peKIIeTiKTepiH
caKTay MEH Ka3ipri 3aMaHfbl ocepiepAl KaObuigay apachlHIarbl OCBIHJAM IIMENIEHICTI Cce3iHyl
MYMKiH.
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Bonamakka ke3 yTipTcek, Oonamak 3epTTeyiep Ka3aKCTaHABIK COHMIK-KOIIaHOallbl oHep/Ii
TYPJICHIIPY/IeT1 TEXHOJIOTHSHBIH POJIiH, oCipece KOJOHEpIIiaep YIIiH MU PIIbIK miaTGopmanap by
MaHBI3ABUTBIFB APTHIN KEJIe JKATKAHBIH erKeU-TerKeim 3epTTeil alaThiHBIH Kepemi3. COHbIMEH
Karap, KOCBIMINIA 3EpTTeyJep OChl KaybIMIACTBIKTapIbl THIMIIPEK KoJjay OOWBIHIIA CasCh
YCBIHBICTAp/bl YChIHA OTBIPHII, KOJOHEPIH CaKTayJda €peKIle KUBIHIBIKTapFa Tam OOJybl MYMKIH
aybl KoJIOHepIIiiepine OarpITTanybl Kepek. [llanraii aiimakrapiarbl KOJOHEpIIIEpre dcep eTeTiH
QJIEYMETTIK-DKOHOMHUKAJIBIK YKOHE JKOJIOTHSUIBIK (DAaKTOpJIApAbl TYCIHY OCHI CAlaHbIH YKaH-KaKTh
KOPIHICIH KAMTaMachI3 €Te ajaJibl.

KopbIThIHIBIIAN Kelle, Oy 3epTTey MOACHHUETTI CaKTay KOHE MHHOBALMSJIAP Typajibl KEHIPEK
MiKipTaJlacTapFa BIKIAJ €Te OTBHIPHIN, Ka3aKCTaHIBIK COHAIK-KOJAaHOAIbI ©HEpiH Oail robeneHi
TypaJibl )KaHa TyciHikTep Oepai. KoneHeprinep Ka3ipri 3aMaHFbI TalanTapra skayamn Oepe OTBIPBIIL,
03 MypajapblH KYPMETTEYIiH KOJIIAPbIH 13/1€Y/li KaIFaCThIpa OTHIPHII, Ka3aKCTaHBIK KOJIIaHOATbI
OHEp VITTHIK Oipereiyiik NmeH MOACHM MAaKTaHBIIITHIH MaHbI3AbBl KOpiHici 00wl Kajla OepeTiHi
ce3cis.
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