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I BOJIIM. KOPKEMOHEP/JEH BIJIIM BEPY
I PA3JEJL. XYJOXECTBEHHOE OBPA3OBAHUE
SECTION I. ART EDUCATION

IRSTI 14.35.07 https://doi.org/10.51889/3005-6381.2024.79.2.001

Kuzdeubayev A.}, Baigutov K.?
!Abai Kazakh National Pedagogical University, 2nd-year doctoral student in the educational
program «8D01416 - Art education, graphics and designy. Almaty, Kazakhstan,
e-mail: akuzdeubayev08@gmail.com
’Abai Kazakh National Pedagogical University, Dean of the Faculty of Arts, Almaty, Kazakhstan,
e-mail: karimkhan.art@gmail.com

MULTIMAODAL LEARNING IN THE CONTEXT OF INTEGRATION
ENGINEERING GRAPHICS WITH ART EDUCATION

Abstract

Through multimodal learning, this literature review investigates how engineering graphics is
integrated with art education and drawbacks of straddling disciplinary boundaries. How such
multidisciplinary learning might advantage people in messy real-life situations. At the heart of the
review is synthesis on Key studies: Education that engages multiple senses as well as perspectives-
multimodal learning. By doing so, creativity may be unleashed to flourish, problem-solving skills
honed, and pupils drawn deeper into their subjects than would otherwise be the case. In this way also
student performance will thrive. Of course, these conclusions may already have implications for
educational design by suggesting new paths. The findings underline the relevance of establishing
techniques used by artists in drawing and sculpture to engineering, confuting any suggestion that
creative work is mere window-dressing. They hold out greater certainty than is often imagined that
broad-based really does work. Although the review shows some important findings, it also points to
many areas requiring further research. For example, there is a need to look at long-term impact studies;
another is research about different student groups and practical problems faced by teachers in various
places. Tentative suggestions for future research include making measures that will assess an
interdisciplinary education's full array of skills, studying new teaching techniques using state-of-the-art
technology and investigating ways to improve teacher training. The review concludes that, while still
under development, the integration of engineering and art through multimodal learning has promising
prospects for enriching education and preparing students better for life in today's world.

Key words: multimodal learning, engineering graphics, art education, interdisciplinary, creativity.

Kysoeybaes A. XK., Baiizymos K. A2
YU6aii amvinoaze Kasax ynmmolx nedazoeuxanvlk yhusepcumemi, «8D01416 - Koprem Oinim,
epaghuxa scame dcobanay» oinim bepy 6az0apramaceitvly 2 Kypc 0OKmMOpaHmul.
Anmamot, Kazaxeman, e-mail: akuzdeubayev08@gmail.com
2Abaii amvinoazw Kazax, yimmolx nedazozukansix yrusepcumemi, Onep gaxynsmeminiy
oexanvl, Anmamwl, Kazaxkcman, e-mail: karimkhan.art@gmail.com

NHXEHEPJIIK ' PA®OUKAHBIH KOPKEM/IK BIVITIMMEH
UHTETPAIIUSTIAHYBI XKAF JAUBIHJIAFBI MYJIbTUMOJIAJIBIBI OKBITY

Anoamna
MynbTUMOAATBABI OKBITY apKbUTBI OYJ1 9€OMETTIK 10Ty WHXKEHEPIIK rpadUKaHbIH KOPKEM/IIK
OUTIMMEH Kajaii MHTETpalMsUIaHFAHBIH JKOHE TOPTINTIK IIeKapajapibl IMIEKTEYIiH KEeMIIUIIKTepiH
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3eprreiini. MyHaai Kericaaibl OKbITY HAaKThl ©MipZeri KUbIH KaFjaijapra Tan OONFaH agaMaapra
KajJai maiga okemyl MyMKIiHAIr OepiireH Makamana kapananasl. IllomynblH HerisiHme Herisri
3epTTEYJIEP/IIH CUHTE31 KAThIP: KOIITETeH Ce3iMIep/Ii, COHAaN-aK MePCIEeKTHBATIAPIbI KAMTUTHIH OUTIM
Oepy - MyJbTUMOIAIBIBI OKbITY. OchUTaiiiia, MIBIFApMalIbUIBIKTBIH ©PKEHEYl, MpoliemManapibl
Iy JaFAbUIAPIH MIBIHIAY XKOHE CTYACHTTEP/IIH 03 MoHIepiHe OacKaia KaparaHaa TePeHIpeK eHyi
MyMKiH. OcblIaiiia, CTYACHTTEPIIH YJrepimi e jKakcapaiabpl. OpuHE, Oy TYKBIPbIMAAD >KaHA
JKOJLIapbl YChIHA OTHIPHIN, OuTiM Oepy nu3aiiHbIHA acep €Tyl MyMKiH. HoTmxkenep cypermiiiepin
CypeT caiyla »oHe MYCIHAeYy[e KOJJIaHATBIH OICTEpiH d3ipiey/iH WHKCHEPUSFa KaThICTHUIBIFBIH
Kepcerei, Oyl IIbFapMamibUIbIK JKYMBIC JKaii FaHa Oe3eHHipy JEreH Ke3 KeNreH OoJnKaMjIbl
maracTeipagpl. Omap keOiHece KEeH HETI3JIe IIBIHBIMEH JKYMBIC 1CTEHIl JeNn OilaraHHaH J1a YJIKEH
cenimainikke ue. oy keiOip MaHBI3IBI HITIXKETEPII KOPCETKEHIMEH, COHBIMEH KaTap KOCHIMIIA
3epTTeyJIepi KaXEeT €TETIH KOITereH calanapabl KepceTelmi. Mplcalbl, y3aK Mep3imMial ocep ery
3epTTeyJIepiH KapacThIpy KaKET; eKIiHIIICI — OPTYpJIi CTYJCHTTEpP TONTaphl Typajbl 3epPTTEYICD KOHE
OpTYpIIi JKepIepe MyFaTiMACPAiH ajIbIHA TYPFaH MPaKTUKAIBIK Macenernep. bonamak 3eprreynepre
apHAJFaH AIJbIH ajla YCBIHBICTApFa IOHAPAIBIK OUTiIM Oepy JIaFabUIapbIHBIH TOJBIK CIEKTPIH
Oarayayra MYMKIHIIK OCpeTiH mapaiap/sl a3ipiey, 3aMaHayd TeXHOJIOTUSIIAP/IbI Tk TaJlaHa OTHIPHIIT
OKBITY/IBIH KaHa OJIICTEPIH 3epTTey >KOHE MyFaliMIEepAiH OUTIKTUIINH apTThIPY KOJIAPBIH 3epTTEy
kipeni. Loy KOpBITBIHIBICH OOMBIHIIA, AJTi Jie 93ipJieHy YCTiH/E, MYJIbTUMOAAIBIBI OKBITY apKbLIbI
WHXKEHepHsi MeH eHepAi OipikTipy Oimim Oepyi OalbITy *oHE CTYIEHTTEpl Kasipri oiemuae eMip
CYpyTe JKaKChIpaK JaibIHAay YIIiH NepCIICKTUBATIAPFA HE.

Tyitin ce3aep: MyJIbTUMOATBI OKBITY, HHXKEHEPIIK rpaduka, KOpKeMIIiK OLTiM, TOHAPAIbIK
OaiiJIaHbIC, IIBIFAPMAIIBLIBIK,

Kysoeybaes A.JK., Baiizymos K.A.?

YKasaxcxuii nayuonansnwiii nedazocuueckui YVHUgepcumem umenu Abas, dokmopanm 2 Kypca
obpazosamenvroi npoepammul «8D01416 - Xyoooicecmeennoe obpasosanue, papura u Ousatimy.
Anmamul, Kazaxcman, e-mail: akuzdeubayev08@gmail.com
2Kasaxckuti HayuoHambHbiti nedazo2uieckuil VHUsepcumem umenu Abas, oexan ghaxkyiomema

ucxkycems, Aimamot, Kasaxcman, e-mail: karimkhan.art@gmail.com

MYJIbTUMOJAJIBHOE OBYYEHHUE B KOHTEKCTE HHTEI' PALIUN
WHXEHEPHOU I'PA®UKHA U XYJIOXKKECTBEHHOI'O OBPA3OBAHUSA

Annomayus

B manHom 0030pe nuTepaTyphl pacCMaTpUBatOTCs BOIIPOCHI HHTETPAIIMH UHKEHEPHON TpauKu
U XyJIO)KECTBEHHOTO OOpa30BaHMs, a TAKXKE BBISBISIOTCS HEJOCTATKA JUIS  TIPEOIOJICHHS
MEXKIUCIUTLTUHAPHBIX rpaHuil. OObICHIETCS TaKKe BO3MOXKHOCTh TAaKOTO OOY4EHHs ISl BHIXOJA U3
CITOYKHOH KM3HEHHON CHUTYaIlMU Pa3HBIX TPYIII JII0jIeH. B oCHOBE JMTepaTypHOro 0030pa MOI0KEHBI
KITFOUEBBIC MCCIEOBAHUS, MMOCBSIIEHHBIC TOA00HOMY POAY OOYUEHHIO, YYUTHIBAIOLINE Pa3IMYHbIC
aCITEeKTHI, a TAKKE TICPCIIEKTUBBI PAa3BUTHA. B MyJIbTUMOTATEHOM 00YIESHUH JTACTCS BOJISI CTY/ICHTAM B
CBOMX TBOPYECKHMX BBIPAKEHHSX, OTTOYMTh HABBIKM PEIICHUS 00pa30BaTEIbHBIX M KU3HEHHBIX
mpoOieM W JIaeTCsi BO3MOXKHOCTH JUIS TIIYOOKOTO TOTPY)KSHHS B TPOIECC M3YUCHHS IPEIMETOB
XY/I0’KECTBEHHOTO ITMKIJIA B KOHTEKCTE MHTErpalliu ¢ MHXKEHEpHOU rpadukoil. B pe3ynprate Takoii
WHTETPAIlMH TTOBBIIACTCS MHTEPEC U YCIIEBAEMOCTh CTYJICHTOB IO JUCIMIUTHHAM. DTH BBIBOJIBI JaET
OCHOBaHHE ToJlaraTh, 4YTo OHU A(PPEKTUBHBI U1 0Opa3oBaTenbHOro nu3aiiHa. [lomydeHHbie B Xome
0030pa pe3yNbTaThl JIUING TOAYEPKUBACT 3HAYMMOCTh HCIOJIB30BAHHUS CTYACHTAMU TEXHHKH
pPHCOBaHUSI B WH)KEHEPHOM JIejie, Hallpodb OTPHIIash BCE CTEPEOTHUIHI O TOM, YTO TBOPYECTBO ITO
mpocto abctpaktHO. Takke, B 0030pe MPUBOIATCS YBEPEHHOCTh B TOM, YTO TMOJTHOMACIITAOHBIN
MOJIXOJT K MHTETPAIH JBYX OTpaciei AeicTBUTeNnbHO pabotaer. [IoMrUMO BceX BBINIENIEPEUHCICHHBIX
MIPEUMYIIIECTB B 0030p€ YKa3bIBAIOTCSI HEKOTOPBIE 00J1acTH, TPEOYIOIIHME TaTbHEHIIIErO U3YIeHUs, B
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YAaCTHOCTU YKa3bIBAE€TCSl HA M3YYEHMsI JIOJITOCPOYHOIO BO3AEHCTBUS TaKOM MHTErpalliu C rpymramu
CTYJICHTOB, OTJIMYAIOLIMXCS PAa3IUYHBIMU YpOBHAMHU Bocrpustus. [Ipeamonmaraercs paspaborka
CIICIMAIBHBIX MEp, HANpPaBICHHBIX HA OIEHKY C(OPMHPOBAHHBIX HABBIKOB MEXIUCHUILTMHAPHOTO
00pa3oBaHus, MCCIIECAOBAHUE CaMbIX COBPEMEHHBIX TEXHOJOTHMI M TOUCK BCEBO3MOXKHBIX ITyTel
COBEpLICHCTBOBAHMS IIOATOTOBKU yuuTenel. B 3akimoueHne 1aeTcst BBIBOJ O TOM, YTO TaKOW IOAXO[ B
W3Yy4YEHUU TPEIMETOB XY/I0KECTBEHHOI'O IMKJIAa B KOHTEKCTE MHTErpaliK ¢ WH)KEHEPHOU Tpadukoii
BCE €le HAaXOIUThCS Ha CTaauu pa3pabOTKH, HO YK€ celyac IMOJXO0J MMEET MHOTOO0OEIIAIoIe
MEPCHEKTUBBI B 00OTAIIEHNH Tpoliecca 00pa3oBaHMs U CUCTEMHON MOATOTOBKH CTY/IEHTOB K peaslusiM
COBPEMEHHOI'0 MHUpA.

KiroueBble cjioBa: MylnbTUMOJAAIbHOE OOy4YeHHE, WHXKEHEepHas rpaduka, XyJ0KeCTBEHHOE
o0pa3oBaHue, MeXIUCIUIUIMHAPHAS CBSI3b, TBOPUECTBO.

Hccneoosanue ¢UHGHCMpy€I’I’ZC}l Kazaxcxkum HAYUOHATIbHbIM neoazocudecKuUm YHUBEPCUMemom

umenu Abasi (0ozcosop Ne05—04/329 om 14.05.2024 2.)

Introduction. There is an increasing overlap between traditionally distinct fields such as
engineering and the arts. That has aroused interest in multi-modal learning strategies that draw on
both disciplines.Engineering graphics, often seen as a purely technical subject, has frequently been
taught apart from the more creative realms of art. However, joint trends in education focus on
merging learning from different disciplines to create a more rounded understanding of complex
ideas. The significance of this topic lies in its potential to span the gulf between technical precision
and artisticcreation, giving students a richer and more flexible educational experience. Multi-modal
learning, which supports multiple forms of representation and communication, is particularly well
suited tointegrate this, allowing students to take in content through various channels that are suited
to different learning styles or ways of thinking.

The main purpose of this literature review is to survey the existing research on multimodal
learning as related to the integration of graphic engineering and arts courses. This survey is to
explore pros and cons, teaching strategies involved with interdisciplinary approaches. It will also
evaluate how effective multimodal learning can improve students' understanding and skills in both
engineering and art, and how this integration will prepare them for the challenges of today's labour
market that requires an equal measure of creative talent and technical expertise.

This review will concentrate on the theories and practices of multimodal learning
specifically in the context of integrating graphic engineering with art education. Is this intersection,
the subject of this study, and it hopes to show how one can synthesize two fields into a fuller more
interesting mode of study than is possible for either discipline separately”, wrote the editor.
Specifically, this review will focus on methods of teaching engineering graphics to incorporate
artistic principles, thereby fostering a more penetrating comprehension of both disciplines. The
kind of evidence discussed in this section is designed to help you understand what is being
presented in the other sections of the text. Those types of analysis are vital, for as A. J. Ayer said:
"There is no doubt that true science must be empirical in concept. Theoretical Pursuit—to its
credit—rightly retains only those elements which are amenable to empirical test.” It is hoped that
reviewers of this report may bring such new material from their own research to the conference as
will update and reorient the ground covered above.

1. How does the integration of engineering graphics with art education through multimodal
learning affect student self-expression and problem-solving abilities?

2. What challenges do teachers face in attempting to carry out multimodal learning
approaches that join engineering and art?

3. From the point of view of academic career prospects and prospects for life-long learning,
what impact does the interdisciplinary mixture of engineering graphics and art education have on
student does indeed prove itself worthy as “More than merely the comprehensive culmination of
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knowledge, it reflects scholarly trends expanding gradually to Eastern countries. Which are in line
with all recognized canons of research and development? By addressing these questions, the
review aims to provide a concentrated survey of where research has got to today, and to signal
future gaps for investigation.

This section looks at the key theoretical concepts on which multi-sense learning is based, as
it is interwoven with engineering graphics. Il. Empirical Data about the Combination of
Engineering and Art Here, individual empirical studies are presented to illustrate multimodally
conducted effects in these two merged disciplines. Il1l. Problems of Carrying Out Multimodal
Learning Here are detailed difficulties that pedagogists encounter when they try to implement
curricular innovation.

4. Impact on creativity and problem-solving skills - This section will elaborate some of the
specific educational results that may flow from multimodal integration. Enhanced creativity, for
instance, after all, is a natural consequence of involving students in processes such as these.

5. Directions for Future Research and Practice - Finally, the paper will offer suggestions on
where studies should go in relation to these two themes. Relying on previous discussions in this
chapter, the aim is to indicate new areas that need investigation and to propose some practical steps
for closing gaps in knowledge (e.g., research needs).

In the literature, a broad scan reveals a few main strands of inquiry. Some researchers have
attempted to unify art and engineering in various styles, typically pointing up these two subjects'
complementary natures. For example, the application of design and aesthetics techniques that are
commonly taught in art education today to subjects such as technical graphics can produce
stunning results; conversely, precision and technical correctness which engineering attaches great
importance to may become obstacles in art. It is no surprise then that studies have found students
who are trained in both fields become generally better at spatial thinking, creativity and solving
problems. Thus, multimodal learning--the simultaneous use of different senses for studying (as
when reading text out loud or watching pictures on a screen) compared to unimodal learning such
as using only visual input to absorb information has been shown to increase the student's skill
levels considerably. Also in this area, key thinking on developing such ways of learning has been
provided by Cheng and Tsai (2015), who explored ways that visual thinking can be integrated into
engineering education, Eisner (2002) who looked at interdisciplinary effects of mixing art forms
up with different academic subjects. Viewed together, these works point in general to the
conclusion that bringing art and design studies into engineering education through multimodal
learning not only enriches the student's education, but they also end up with skills that are highly
in demand all over our increasingly complex world

This paper will carry out a further exploration of these themes, consolidating current researchto
produce a comprehensive overview of where knowledge now stands on this issue, and pinpointing
areas calling out for further study.

Methods. To transform this novel into a comprehensive literature review, we use systematic
techniques to confirm the choice of available sources, but only the high-quality ones that knit
together multimodal learning and designed to affect art education in integration with engineering
graphics: The criteria used when sources were chosen to seek the best, most recent research that is
currently going on. Only works published in the last twenty years (2004-2024) have been taken into
consideration: typically, such pieces have been about improvements and developments in all
methods of learning about technology and education, but we want here to ground this review firmly
within established research. The sources were plucked from the English publications, to maintain
unified and easily accessible language for the most part in this field where most significant research
is being published. Likewise, we sought sources that spoke directly to the intersection between
engineering and art education, multimodal learning and cross-disciplinary teaching methods.
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A variety of academic databases and digital libraries - well-known for their wide collection
on education, the arts and engineering - were used in the literature search process. Primary among
these were JSTOR, IEEE Xplore, Google Scholar and ERIC (the Education Resources Information
Centre). Variation between "multimodal learning,” “engineering graphics,” "art education,”
"interdisciplinary education™ and "integrative pedagogy,” kept the search broad. In addition, we
examined the reference lists of key articles to find other valuable studies which the original search
might not have captured.

Once potential sources have been identified, each article is carefully reviewed for relevance
and quality. Articles that brought empirical evidence, insightful theories or comprehensive reviews
into the integration of engineering graphics and art education through multimodal learning were
prioritized. This process ensured the broadest and most varied body of research flows through our
literature review, providing an extensive account of the topic at hand and supporting review
objectives with up-to-date, pertinent data.

Main body. Exploring Multimodal Learning in the Integration of Engineering. Graphics with
Art Education. Familiar Ground or a New Divide? Exploring Multimodal Learning in the Integration
of Engineering Graphics with Art Education By combining engineering graphics with art education
and taking a multimodal learning method, students can find unique and compelling experiences that
enhance their life experiences. Not only does the present review of literature in various domains
provide a comprehensive exposition on this interdisciplinary junction, it also integrates those
important aspects which are related to the topic today. By looking at the themes, methodologies and
conclusions of successive studies, this section attempts to present a balanced view about what might
be achieved through such creative teaching strategies.

Theoretical Foundations of Multimodal Learning. Theoretical Foundations of
Multimodal Learning According to multisensory learning theory, learning is most effective whenit
incorporates a variety of sensory channels - visual, auditory, tactile, and so forth. This approachis
particularly relevant in the context of integrating engineering graphics with art education, where
both technical precision and the expression of ideas are required. As Jewitt et al. (2016) put it, open
learning allows for a more dynamic interaction within a richer context. In this context learners bring
complex things to life in the way they feel most natural doing so, applying diverse (burning oil) to
what you are examining.

Whereas this theoretical framework supports much early-day research, it also underscores
the need for a move beyond traditional, single-modal teaching methods in favor of more
comprehensive approaches. To support or challenge these theories, one must not only consider the
theoretical foundations of multimodal learning but also could also observe what empirical
evidence there may be. For example, studies by Cheng and Tsai (2019) have shown thatintegrating
engineering graphics with art education the multimodal learning way significantly improves
students’ skill in spatial thinking and product designing. Such empirical evidence serves as a
realistic foundation for understanding the merits in practical terms of this amalgamation of
different domains, as well as complementing the preceding theoretical life views.

Studies by Kress (2010) and others have confirmed that multimodal learning not only
increases the retention of material but also cultivates creativity and critical thinking. Additionally,
in terms of engineering graphics and art education, this means that students can gain a better
understanding of both the technical and aesthetic aspects of their work. For example, a
combination of visual and spatial ways of learning, which are equally relevant in both engineering
and art, can help students grasp complex concepts in geometry or design principles better (Mayer,
2009). This alignment of cognitive processes across disciplines is helpful to establish versatile
skills that are needed in today's educational and industrial environment.

Interdisciplinary Approaches to Integrating Engineering Graphics and Art Education.
The merging of the fields of engineering graphics and art education is more than just another
pedagogical trend. Instead, it marks the departure towards interdisciplinary learning settings. This
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merger can be observed in project-based learning, where students are encouraged to employ both
technical and creative skills to solve a real-life issue. According to Yildinm and Simsek,
“engineering and art integrated project-based learning environments provides opportunities to the
students to sense the unity and interdisciplinarity between the two fields”. As a result, not only do
they learn more about each area, but also the transferable skills, such as collaboration and
problem-solving, and creativity, also become the target of development.

Nonetheless, this is not the only positive implication of such an approach. Existing research
indicates that students perform better when studying a particular subject using an interdisciplinary
approach that connects it to another discipline, in particular, art. For instance, the study by Bequette
and Bequette shows that where students were required to create an artistic representation of an
engineering concept, they learned the materials much better than when studying the subject purely
technically. It implies that the synthesis of the two disciplines into an educational approach could
have a positive impact on their learning outcomes whenever such knowledge application takes
place through an integrated, multimodal approach. In addition, such integration leads to the
development of more inclusive learning settings where every student, regardless of learning style,
can succeed.

The integration of engineering graphics and art education in learning can lead to a series of
profound outcomes. For instance, the studies by Bequette and Bequette specify that it positively
affects creativity as it allows using art principles to solve technical tasks in innovative ways. At the
same time, students learn to perceive the issue from multiple perspectives, which positively
influences their problem-solving abilities. The study by Harris and de Bruin shows that due to
students’ engagement in interdisciplinary projects and multimodal learning, more students are
equipped with the skills necessary for the modern job market. This phenomenon is also associated
with a positive increase in the overall interest in engineering as a subject, as students who
previously may not have succeeded in a purely technical course are now successfully learning it in
an interdisciplinary environment. The new learning approach is also more inclusive, as it is
multimodal and differentiates the learning to the needs of every student. As a result, equity in
education is promoted.

Pedagogical Strategies for Multimodal Integration. A successful integration of engineering
graphics with art education is only possible through the application of pedagogical strategies that back
up multimodal learning. One of such strategies is the application of digital tools that can enable
students to learn how to visualize and manipulate engineering designs while also using various artistic
approaches. According to Dousay and Weible, digital tools, such as CAD software, are particularly
useful when used alongside art-based applications, as they help enhance student spatial reasoning and
design skills. Furthermore, the tools in question help bridge the gap between the artistic and the
technical. In the meantime, it also helps students see how engineering design can be influenced by an
art-based one and vice versa. Another strategy is collaborative learning, in which students work in
teams on interdisciplinary projects. This approach not only helps students develop communication and
teamwork skills. It is also useful because it helps students tap into each other’s strength in the field of
engineering and that of art. According to Goldsmith and Bell, such an approach is particularly
beneficial in the case of disciplines, in which, traditionally, it is difficult to have comprehensive
knowledge of the discipline since it is composed of both technical and more humanistic elements. The
approach is also multimodal, as it includes multiple perspectives and involves the integration of
knowledge in more than one way.

One more strategy is focusing on real-world applications. For instance, in a study of Kolodner et
al., students were asked to design an eco-friendly building. It was reported that such a task helps
develop students’ understanding of the nature of the discipline. Furthermore, it was stated that students
who participated in the project were more aware of what it meant in practice to design an eco-friendly.
Such strategies are particularly beneficial because history is one of the disciplines in relation to which
multiple class projects involving both technical and humanistic elements are possible.
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Challenges and Considerations in Multimodal Integration. Many challenges prevent the
successful integration of engineering graphics with art education through multimodal learning.
Although this type of learning has multiple advantages, many difficulties may persist due to failureto
address these problems. Indeed, one of the most significant challenges that such an approach might
face is the danger that separate disciplines might be seen as distinct even within interdisciplinary
education. Others claim that developing projects and curricula that would truly reflect the
combination of technical and artistic practices remains complicated. In other words, oneof the most
serious challenges to integrating engineering graphics with art education using multimodal
learning is the need to ensure that learners truly see these disciplines as connected fields, not as
separate entities. The second challenge is that educators must possess expertise inmultiple fields,
and they must Know not only both art and engineering but how they could be taught within one
program at once. This might be especially difficult in institutions where such initiatives are scarce
or where educators are accustomed to firmly fixed disciplinary boundaries. Finally, assessment
remains a significant problem as if one discipline is to be assessed using the methods of another
one, and no existing approaches might yield sufficient results. Specifically, OlitsKy asserts that
“high school-looking work is often accepted from student projects that reflectdivergent haptic and
aesthetic expectations, scientific and social content, design drawings and final products” but such
projects become roadblocks in the path toward successful integration. Since this problem is not
simple, only teaching educators research uncovers might stimulate positive change.

Overall, there is much work that must be done to implement multimodal learning in the
context of interdisciplinary art education, and educators must address all problems to make
students truly see engineering graphics and art as interconnected fields. This might be complicated
by the need for appropriate assessment and the scarcity of research on the long-term effects of such
programs, all suggesting that more research could benefit programs in this area.

Comparative Perspectives on Multimodal Integration. Comparative analysis of the
approaches to integrating engineering graphics and art education illustrates a wide diversity of
strategies and outcomes in different educational contexts. For example, research in higher
education institutions is often related to the use of advanced digital tools and project-based
learning, which is essential in preparing students for professional work in fields such as
architecture and industrial design. Inversely, research in K-12 education is more often associated
with developing students’ fundamental skills and using simpler tools and activities suitable for
younger students. Additionally, notable differences are prominent in implementing multimodal
learning based on culture and type of educational institutions. In countries with well-developed
traditions of integrating technical and art education, multimodal learning is facilitated by a better-
trained context. For example, Scandinavian educational system culture often pays special attentionto
the creative aspect of technical education and considers creativity and innovation important in the
technical profession, which results in less significant cultural differences in integrating art and
engineering. On the other hand, in countries where technical and art education is more isolated,
some difficulties might occur in implementing an interdisciplinary approach, as going across the
institution’s traditions and routines requires special effort. However, despite these differences, the
general trend observed in all Kinds of contexts is the growing Knowledge of integrating engineering
graphics with art education, which resonates with the general tendency of modern education in
recognizing the importance of multifaceted student-centered education. According to Fullan and
Langworthy, such tendencies are typical for the modern world, which grows increasingly complex
and demands new approaches.

Future Directions and Implications for Practice. Multimodal learning with the integration
of engineering graphics and art education is an emerging field of inquiry. It is characterized by
high potential, as well as future as the integration of seemingly unrelated fields into big ones seemto
be an activity that will bring results. Furthermore, it is manifested that education will continue its
shift towards non-formal and student-centered, as well as interdisciplinary paradigms. Thereby,new,
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innovative approaches to teaching are required to meet the educational needs of many learners.
Multimodal learning is manifested to combine technical and creative education of students, and
thus more research is required to outline the best approaches for integrating these fields.
Furthermore, the long-term impacts of the integration on students’ academic and professional
success should be studied to make additional methods of teaching art to engineering students, as
well as engineering to art ones measuring effective.

One of the most effective and, at the same time, promising areas for research is the study of
the integration of art and engineering through the lens of new technologies. Virtual reality and
augmented reality are emerging technologies that have the potential to provide truly immersive
learning experiences. Such experiences may be classified as multimodal learning that helps
students deeply and conceptually understand complex concepts and find creative ways for solving
real-world problems. Thus, further scientific developments are required to explore how art and
engineering can be enriched using these technologies.

Another area for further study is the study of how multimodal learning can be adjusted to
various student populations. Even though the review of the scientific literature revealed that
multimodal learning is a valid approach to teaching to engage the students and enhance education
and, at the same time, be inclusive, it should be adjusted to students who are not able to participatein
them. Furthermore, it is necessary to adjust multimodal learning to gift students who can struggle
with the project works that require deep understanding of either technical or artistic concepts.

One of the other important directions for future research is an investigation of assessment
strategies corresponding to the needs and goals of multimodal and interdisciplinary learning. As
previously discussed, traditional methods of assessment, such as tests or exams, often emphasize
on rote memorization and isolated skills, not offering a comprehensive understanding of the
integration of engineering and art forms. At the same time, nothing is known about the alternative
methods of assessment, which might include portfolio assessments, peer reviews, or reflective
practices, and support the evaluation of students’ learning and development in a broad sense. The
development and validation of these tools are vital for educators willing to apply multimodal
learning in their practice.

Another major gap is related to the study of the role of teacher education and professional
development in the process of implementation of the integration of the two disciplines. Accordingto
Henderson and Mapp, one of the obstacles to implementing such approaches is a lack of teachers
with the necessary skills and knowledge to provide interdisciplinary learning. Therefore, future
studies need to explore effective models of professional development forteachers to prepare them
to employ multimodal learning in their practice. This implies not only acquiring necessary content
knowledge in engineering and art but also the knowledge on pedagogical strategies helpful in
facilitating the integration of the two fields.

This research has implications not only in the current classroom discourse but also in the
overall education system and related policies. While many institutions of education may already
realize or slowly come to realize the imperative need for incorporating multimodal and
interdisciplinary learning approaches into the curricula, it is essential to consider the related
policies and systems. First, it may be necessary to revisit the preservice and in-service education of
educators and ensure they are ready, both by knowledge and mentality, to approach multimodal
learning integration. Other policies that need evaluation and changes include those related to the
curriculum, especially in the K-12 and higher education levels. Flexibility and support for
educators are important. Finally, policymakers should configure assessment frameworks that
encourage the recognition of students’ skills, developed through diverse and broad learning, in the
current system currently obsessed with results of traditional academics and standard tests. The
integration of engineering graphics within the broader and previously existing subset of art
education is a welcomed change and one of the most promising and inspiring paradigms. Literature
reviewed in the current paper provides important evidence for the need and ability of such
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integration. Contacting engineering graphics with art education may be expected to provide a
holistic and balanced learning avenue where the exactitude of engineering is coupled with
creativity and free expression in art. Still, there are challenges to the integration of these two
otherwise isolated disciplines. The multimodal learning process is easily affected by the rigidity of
basic disciplines. Into the future, researchers need to consider more options that consider the
disciplines as integrated. As the world becomes more complex and interconnected, engineers and
artists need to achieve an appropriate problem-solving avenue, developing multi-competency.

This review aimed to provide an overview of the discussion on the integration of engineering
graphics and art education through multimodal learning. Having synthesized the existing literature
on the topic, the discovered key themes, challenges, and opportunities have been outlined. The
results of this review suggest that, while considerable evidence already supports multimodality asa
viable approach to learning in both areas, further research and development both in the method and
its related concepts is needed. By responding to the challenges posed by the use of multimodal
learning and going in new directions, educators create learning environments that not only increase
the level of students’ understanding of the fields of engineering and of art but also prepare learners
for the modern world in motion.

Education’s future lies in its potential to fuse technical proficiency with creative ingenuity,
and multimodal learning via combining engineering graphics and art studies is a major part of how
this can be achieved. By adopting the strategy of multimodal learning, educators ensure that
students learn with skill sets that allow them to succeed in an increasingly complex and
interdisciplinary world. The continued development and adoption of multimodal learning
approaches, by both those who research the concept and those who apply it, will be essential for
the future of education and will enable all students to succeed in their academic and professional
aspirations.

Discussion. The current literature on the integration between engineering graphics and art
education through multimodal learning is explicit and potential in the insights that the researchers
have provided. However, literature is not without its gaps, which would rely on other studies to
understand the interdisciplinary program better. These gaps determine the need for further research
involving the integration of engineering graphics and art in the education system. A review of other
literature reveals both strengths and weaknesses in them. For example, while Yildirim and Simgek
provide excellent examples of how multimodal learning can improve student engagement, the
homogeneity of the sample is one of its most significant downsides.

The same case applies to Bequette and Bequette’s research, with the only differences being
the topic of interest, approach, and the critical phenomenon. They explain that multimodal learning
has the potential to enhance creativity but has an observational viewpoint to determine the long-
term concerns. Consequently, it is evident that the field of multimodal learning and other areas of
interdisciplinary education require more robust methodologies and research approaches.

One major gap that would inform future studies involves the absence of designing long-term
outcomes for students in interdisciplinary programs for students. While it is evident that there are
areas of short-term success, such as increased engagement and creativity, and improved problem-
solving capabilities, there are no robust studies concerned with observing the necessary
considerations for the output of the students in the long term. Consequently, such observations will
provide information on the relevance of students studying integrated learning between art and
graphics.

Another shortcoming relates to the lack of focus on diverse student populations and how
they can gain from multimodal learning. A vast majority of the identified studies are based on
relatively homogeneous educational settings that are typically well-resourced. This limits the
generalization and applicability of the findings. Future research should center around
understanding how multimodal learning and the combination of engineering and art can be adaptedto
the needs of students with varying cultural, socioeconomic, and educational backgrounds.

14




BECTHHUK KaszHITY um. Abas, cepus «XyodooicecmeenHoe obpazoeanue: uCKyccmeo — meopusi — memoouxay, Ne 2 (79), 2024 2.

Emphasizing the needs of students from different populations will enable the creation of more
equitable and inclusive learning approaches. Another related aspect is that the previous literature
has not comprehensively addressed the challenge of implementing integrated curricula. Although
some studies indicated the benefits and challenges of combining engineering and art learning in
schools, many did not explore the implementation challenges, including need for professional
development, style of integration of two teaching paradigms, and alignment of the two approaches
with dominant assessment methods. Future studies will benefit greatly from discussing these
challenges so that educators are better equipped to implement multimodal learning.

The future research and development of multimodal learning are likely to follow several
directions. First, one area that needs further development is the focus on the assessment in
integrated engineering and art learning. Existing assessment methods do not cover the wide range
of skills that students can develop at the intersection of art and engineering. Therefore, there is a
need to design new methods that validate the learning process and the learning products. For this,
future studies should consider the use of portfolios, peer review, and other reflective activities.

Research into the use of emerging technologies in multimodal learning environment can also
be considered a potential direction for future research. Specifically, such technologies as virtual
reality, augmented reality, and advanced digital fabrication tools can present the opportunity to
better integrate engineering graphics with art education. Students can benefit from immersive
experiences that can help them cross the narrow line between technical precision and creative
spontaneousness. Further research in this field can bring valuable insights and enhance both areas
of study. Additionally, future research can be focused on the professional development ofeducators
working in fields that require teaching integrated curriculum. One of the key factors forsuccessful
multimodal learning that was mentioned in the review is that there should be qualified educators
who are interested and know how to teach across disciplines. Thus, future research canfocus on
identifying the most efficient forms of professional development of educators working in the
engineering and art fields, such as collaborative workshops, co-teaching, and interdisciplinary
planning sessions.

Finally, it seems crucial that further research should involve a comparative analysis of
integrated learning across different educational contexts or different regions of the world. On the
one hand, the research has shown that the effectiveness of multimodal learning is critically
dependent upon the local context. On the other hand, there are still many educational universities
and institutions across the world where this method of learning is not likely to be implemented dueto
multiple factors. Thus, contrastive research of different educational contexts and different
countries or regions can also ensure a more solid and well-grounded knowledge of the general
patterns of the implementation of multimodal learning.

For obtaining a more complete insight of the influence of multimodal learning utilized for
integrating engineering graphics with art education, it is vital to consider multiple educational
contexts. It is evident that research based on analysis of non-Western educational settings would
present alternative ways of integrating engineering and art education, affected by the dominant
cultural and institutional contexts. For example, the research conducted by Saarnivaara and Sarja
tends to provide a wide perspective of such an approach, considering peculiarities of Scandinavian
educational settings. The authors conclude that these settings are focused on creativity and
innovativeness in technical education. It is argued that an approach that is focused on integrating
art and engineering education exists in practice because engineering education in these countries
tends to utilize a wider perspective of the role of engineers and technical specialists. Integrating
these perspectives enables us to provide more diverse results and a broader overview of the
possibilities of such learning for making the educational process more inclusive.

In conclusion, it is possible to state that while integrating art with engineering graphics by
means of multimodal learning is a viable option, the existing research is not extensive and leaves
multiple questions unaddressed. At the same time, the approach also has multiple limitations that
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must be addressed to ensure that it is viable on a large scale. The most essential among the
identified issues is the absence of evidence on the most efficient ways of implementing
multimodal learning to integrate art with engineering graphics. The absence of knowledge on this
issue indicates several areas that can becomethe focus of future research and practical explorations.
Such studies can help to explore the possibilities.

Conclusion. Summing up the information that has been presented, the literature review on the
integrationof engineering graphics with art education through multimodal learning provided several
insights.First, it should be stressed that the majority of the research examined creators the idea that
the integration of previously separate concepts of engineering and art provides better learning
experiences. In terms of creativity, problem-solving abilities, and engagement, the opportunity to
benefit from multimodal learning appears to have more advantages. Moreover, the review findings
accentuate that many cognitive processes applicable to engineering performance correspond to
those of an artist. Therefore, it is possible to argue that visual and spatial learning, both of which
can be enriched through art education, can be particularly beneficial. Many of the papers examined
also highlighted the importance of project-based learning, as well as digital tools and other
technology-related strategies, as they facilitate more meaningful integration.

Second, it is likely to note that the review revealed several gaps and opportunities for further
research. Most of the available studies can still be regarded as non-longitudinal, and, in fact, little
is known about the way the integration of these subjects influences future academic and career
achievements. Also, concepts of diversity and inclusion can be incorporated in the review to a
greater extent. Research studies that are to be conducted should concentrate on the way the
educators react to the obligation to implement more integrated curricula and consider their needs.
Based on the critical review findings, it is also possible to suggest several recommendations. First,
future researchers should aim to create valid and comprehensive assessment instruments that
would measure a wider range of skills that can be developed through the combined education. The
diverse aspects of new technologies, including the development of VR and AR for schools, also
appear to have potential in the field. Finally, more vivid and comprehensive teacher professional
development programs should be promoted.
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THE INFLUENCE OF MULTIMEDIA TECHNOLOGIES ON THE PERCEPTION
AND TEACHING OF GRAPHICS

Abstract
This research analyzes the impact of multimedia technologies on graphic design perception,
and how this influences graphic design pedagogy, using examples such as visual reality (VR), 3D
modeling, and interactive design platforms. The idea is to look at how virtual technologies affect
students learning in visual literacy, spatial reasoning and design hands-on skills. Approaches
Mixed The approach included pre/post assessments, surveys, classroom observations, and
interviews.
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The results demonstrated that messages presented in multimedia-enhanced instruction
improved the capacity of students to understand various complex design concepts than images
taught through traditional methods alone. The use of multimedia tools also deepened student
engagement and helped ensure a more interactive learning experience that facilitated collaborative
learning. But the study also pointed to difficulties, largely related to how much both students and
instructors had to learn.

In conclusion, this study suggests that multimedia technologies have significant advantages
in graphic design education, contributing to learning improvements and engagement. This
indicates an enormous opportunity for personalized learning and vocational training in the design
capacity. Future studies should investigate the long-term effect of multimedia tools on skill
retention and pedagogical training for educators about their effective use.

Key words: Multimedia technologies, graphic design education, visual literacy, spatial
reasoning, interactive learning.
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MYJUbBTUMEJIUAJIBIK TEXHOJOI'MAHbBIH 'PA®UKAHDbI
KABBIJIIAY MEH OKBITYT A 9CEPI

Axoamna

by 3epTTey MynbTUMENUSIBIK TEXHOJOTUSHBIH TpaUKaIbIK AW3aiiHabI KaObUlayFa ocepiH
koHe OHbIH Bu3yaanel wbeHALK (VR), 3D Monmenbaey KoHE HMHTEPAKTHBTI JIU3aiH
iatgopmanapbl CUAKTHI Mblcanaapaa ['papukanbik AU3aiiH negarorukacblHa Kajai ocep eTeTiHiH
Tangainel. Maoes BUpTyanabl TEXHOJOTHSHBIH OKYIIBUIAPIBIH BH3YaJObl CayaTThUIBIFBIH,
KEHICTIKTIK OWJayblH JKOHE NMPaKTUKAIBIK JAW3alH JafFIblIapblH JaMbITYFa Kajail ocep eTeTiHiH
Kepy OoibIll TaObLIaAbl. Apanac TOCUT aliblH-ala >KOHE KeWIHI1 Oarayaynbl, cayalHaMaiap/sl,
CBHIHBINITaFbl OaKblIayJIap bl XKOHE CYXOaTTapAbl KAMTBIIbI.

Hotmwxkenep MynbTUMEeIMsUIBIK HYCKayJiap peTiHze OepiiareH xabapiamanap CTYIEHTTEPAIH
JOCTYpIIl 9MIICTEPMEH FaHA OKBITBUIATHIH CYpEeTTEPMEH CAJIBICTBIpFaHIa OpTYpJi KYpAesdl Au3aiiH
TY>KbIpbIMIAMaJIapbIH TYCIHY KaOUIeTIH *KaKcapTKaHbIH KOpPCeTTl. MyIbTUMEIUSIIBIK Kypaaaapabl
naiiianany COHbIMEH KaTap OKYIIBUIAP/bIH OEJICEHIUNIriH apTThIPAbI kKoHE OIpJIeCKeH OKBITYIIbI
BIHTAJIAH/BIPATHIH MHTEPAKTHBTI OKY IPOILIECIH KaMTaMachl3 eTyre kKemekrTecTi. bipak 3eprrey
COHBIMEH KaTap CTYICHTTEp[iH /€, OKBITYIIBUIAPJBIH J1a KOl HOpCeH1 yHpeHyiHe OaillaHbICThI
KHUBIHIBIKTaP/IbI KOPCETTI.

KopeitbiHapiaii  keme, OyJ1 3epTTey MYJIbTUMEIUSUIBIK TEXHOJOTHSIHBIH TpadUKaIbIK
IU3aiHAbl OKBITY/Ia alTapibIKTail apTHIKIIBUIBIKTaphl 0ap €KeHIH KepceTell, OyJ1 OKy carmachl MeH
KaTBICYJIbl JKaKcapTyFa BIKMal eTeli. byn kekeneHAipuIreH OKbITY MeH nu3aiHepiik KocinTik
OKBITY YIIIH YJKEH MYMKIHIIKTEepAl KepceTeni. bomamak 3epTreynepie MyJIbTUMEAMSUIBIK
KypajiapJblH JaFibulap/bl CaKTayFa >KOHE OKBITYHIBUIAPJBIH OJIAapJAbl THIMII MalijganaHy
OOMBIHIIIA TIETATOTUKAJIBIK TaWbIHBIFBIHA Y3aK MEP3IM/Il 9CEPiH 3epTTEy KEPEK.

Tyiiin ce3gep: MyIbTUMEIMSUIBIK TEXHOJOTHsIAP, TpadUKaIbIK AW3aWHABI  OKBITY,
BU3YaJl/Ibl CAyaTThUIBIK, KEHICTIKTIK OWJiay, UHTEPAKTUBTI OKBITY.
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BJUSHUE MYJbTUMEJIUMAHBIX TEXHOJIOI'MiA HA BOCITPUSITUE U
INPEIIOJABAHUE I'PA®UKHU

Annomayus

B 53TOM wuccnenoBaHMM aHAIM3UPYETCS BIMSHHE MYJIbTUMEIUNWHBIX TEXHOJIOTHMH Ha
BOCIIpHUATHE I'paUuecKOro Anu3aiHa U TO, KaK 3TO BIMSIET Ha Iearoruky rpagMueckoro n1u3aiHa,
Ha TaKUX OpUMepax, Kak BusyaibHas peaitbHOCTh (VR), 3D-mozenupoBanue u miatdopmbl
MHTEPaKTUBHOIO Ju3aiiHa. Mpes cocroUT B TOM, 4YTOOBI IOCMOTpETb, Kak BHUPTYaJIbHbIE
TEXHOJIOTUHU BJIMSIIOT Ha Pa3BUTHE Y YyYalllUXCS BU3YalbHOW I'PaMOTHOCTH, MPOCTPAHCTBEHHOIO
MBIIIJICHUSI M IPAKTUYECKUX HAaBBIKOB IPOEKTUpOBaHUA. (CMEIIaHHBIM IOAXOJ BKIIIOYAI
IIPEIBAPUTENIbHYIO U ITOCIIEIYIOIIYIO OLIEHKY, OIPOCHI, HAOIIOAEHUS B KJIaCCE€ U UHTEPBBIO.

Pesynprarhl moOKa3anu, 4YTO COOOIIEHUS, NPEACTaBIECHHbIE B BHJE MYJIbTUMEIUHHBIX
MHCTPYKUUH, YIYUIIUIN CIOCOOHOCTh yJallluXCsl IOHUMAaTh pa3jMyHbIEe CIOXKHbIE JU3ailHEpCKUe
KOHIIETILMU [0 CPABHEHUIO C H300paKEHMUSMH, KOTOpbIE IPENOAAOTCA TOJBKO C IOMOIBIO
TpaJMLIMOHHBIX MeTOJ0B. lcrnonp3oBaHue MyJIbTUMEIUMHBIX HMHCTPYMEHTOB TaKKe YIIyOWIo
BOBJICYEHHOCTh YYAIIUXCSl M IOMOIJIO o0ecreuyuTh 0ojiee MHTEPAKTUBHBIN Ipolecc 00ydeHus,
CIOCOOCTBYIOIIMK COBMEeCTHOMY 00y4deHuto. Ho mccnenoBanne Takke ykaszano Ha TPYJHOCTH, B
3HAYUTENIbHOM CTENEHH CBSI3aHHBIE C TEM, KAK MHOT'OMY JIOJDKHBI ObUIM HAYYUThCS KaK CTYACHTHI,
TaK U MpenojaBaTesy.

B 3akimroueHue 3To MccieA0BaHNE MOKA3bIBAET, UTO MYJIbTUMEIUNHBIE TEXHOJIOTUU HMEIOT
3HAYUTENbHbIE MPEUMYIIECTBA B 00yueHUH IpadUuecKoMy JIU3aiiHy, CIIOCOOCTBYs MOBBIIIEHUIO
KayecTBa OOYYEHMsS M BOBJIEUEHHOCTH. OTO YKa3blBa€T HAa OrPOMHBIE BO3MOYKHOCTH ISt
MEPCOHATU3UPOBAHHOTO 00y4eHHUs M Mpo(ecCHOHANIbHOW MOATOTOBKM B o0jacTu au3aiiHa. B
OyAyUIMX MCCIEJOBAHUAX CIEAYeT HW3Y4YUTh JOJTOCPOYHOE BIUSHUE MYJIbTHUMEIUNHBIX
MHCTPYMEHTOB Ha COXPAaHEHHME HABBIKOB U IEArOTMYECKYI0 NMOATOTOBKY INPENOJABATENIECH MO UX
3¢ PEeKTUBHOMY HCTIOJIb30BAHUIO.

KiroueBble ci0Ba: MyJIbTHUMEAMHHBIE TEXHOJIOTHUHM, OOydeHHE TpaduueckoMy au3aiHy,
BHU3yaJbHasi TPaMOTHOCTb, IPOCTPAHCTBEHHOE MBIIIIJICHHE, UHTEPAKTUBHOE O0yUEHUE.

Main provisions. This article discusses the role of multimedia technologies i.e. virtual
reality and 3D modeling into graphic design education in order to improvise students visual
literacy and intrinsic aptitude vis-a-vis design; The results indicate that multimedia-enhanced
instruction helps students better understanding complex design concepts, and greater engagement
and motivation than traditional instructional methods; Although multimedia tools promote the
interactive and collaborative learning opportunity, there are several challenges such as a steep
learning curve for both students and instructors; The research suggests that multimedia
technologies provide great benefits to graphic design education and further long-term effects of the
studied methods in terms of training educators are recommended.

Introduction. With the fast-paced progress of technology, multimedia applications have
been changing a lot of industries mainly in education. The domain of graphic design and visual
arts education is one such field that has altered storm drastically over the years. This combination
of multimedia technologies and graphic instruction is a fertile material for investigation on how
graphics are perceived, understood, and applied by students. Abstract This paper explores the
implications of media techniques embedded in graphic education for teaching and learning. The
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topic is even more relevant since many educational institutions are now using multimedia aids
alongside traditional pedagogical resources.

Background of the Problem In the realm of graphic education, traditionally grounded in
practice with physical media and having generations prior installed methodologies to build upon,
digital tools present a unique set of challenges. Previously, graphics were the art of drawing using
traditional methods like manual drafting or sketching. Despite traditional media, the proliferation
of multimedia technologies, such as computer-aided design (CAD), 3D modeling software and
interactive visual aids introduced a new level of complexity and opportunity into this domain. This
shift can be both advantageous and disadvantageous for educators as well as for learners because
in an age of digitization they are not getting adjusted to the new scenarios.

This is at least one of the most important problems, and it makes sense with a large variety
of tech tools now on the market. Although many tools align with the basic tenets of graphic design,
sorting through the multitude of available options can leave some educators at a loss for what to
use and what simply detracts from a student's progress. The flip side is students get flustered
learning all this new software and platforms, often without properly understanding the core design
principle to begin with. However, even though these hurdles seem difficult on the surface,
integrating multimedia technologies has never offered opportunities quite like the ones available
this year for increased engagement, creativity and timely feedback.

Research on the effectiveness of technology in education has been contentious for years, in
no small part because there has been little research that shows a statistical benefit. Media do not
influence learning under any conditions1993 Clark, 1983 p. It is the instructional design that
matters more. Compare this to more recent research which argues that multimedia tools can
improve learning for many by tapping into a second sensory channel and engaging in multi-modal
learning (Mayer, 2005).

Context of Previous Studies. Based on this, the impact of multimedia learning resources
among graphic design education has been widely studied. A crucial skill taught in graphic design
education is visual literacy which, as mentioned before, is one of the areas where our new
computer science graduates generally need to improve the most. What is visual literacy? —Refers
to the ability to read, understand and create communication through images as opposed to words
(which are usually connected with literacy) Visual aids such as animations and interactive
diagrams have proven to be especially effective in increasing students’ visual literacy (Braden &
Hortin, 1982). These technologies help solidify abstract concepts though the employment of both
auditory and visual learning from students as opposed to the more traditional lecture-focused
instruction.

More recently, building on this research, there has been investigation into the use of 3D
modeling software with virtual reality combination that may augment spatial abilities, the
foundation for success in someone pursuing an education in areas such as architecture, engineering
and video design. Bower et al. In a similar vein, Lee and Hammer (2017) discovered that students
using VR tools to design tasks demonstrated greater gains in spatial visualization skills compared
with more traditional modes of instruction. Simulate real-life design problems more closely so that
abstract concepts can be made concrete for the students, allowing them a first-hand experience of
those fancy algorithms! By combining multimedia technologies with haptic feedback (a form of
touch-based interaction characterized by force feedback that mimics physical manipulation), it
enables learners to access theoretical knowledge in practical form (Bower et al., 2017).

These multimedia tools also allow students to work together on a project. Thanks to Adobe
Creative Cloud and Figma, students can collaborate on design projects in the digital realm as well.
It encourages a form of participatory learning that involves students exchanging ideas and seeking
feedback to improve their design through ‘cycle and critique. And research shows that students
gain lots of benefit from this type of collaborative learning — they are motivated to act and
interested in the material (Johnson & Johnson, 1994).
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Introducing Key Definitions and Abbreviations Because graphic education is somewhat
technical in nature, we will open this module with explanations of certain key terms and concepts.
In this article, multimedia technologies are digital tools that incorporate text, audio, images,
animations, video sequences and interactive content to support and enrich the learning experience.
These include, at the low end, programs and applications like Adobe Photoshop, Illustrator, and
InDesign to more sophisticated tools such as CAD software — even virtual creations like Blender
or working in fully immersive VR environments. Graphics is defined simply as the visual
representation of information and ideas, i.e., this term includes traditional drawing and ink-on-
paper mediums to modern digital formats like vector graphics and raster images.

In addition, describe common abbreviations in graphic education. What are is CAD:
Defining Computer-Aided Design (CAD)CAD, which stands for Computer-Aided Design, is a
type of technology that enables designers to draw detailed models and technical drawings with the
use of specialized software. VR (Virtual reality) involves the use of computer technology to create
a simulated environment that can mimic or expand upon the real-world surroundings. Although
you might be a bit more familiar with these terms if you work as a practitioner within the industry,
it is possible that for many beginners or audience outside of your field of work (from adjacent
disciplines and beyond) might require further clarification.

The first point would be active learning. Multimedia technologies provide a level of
interactivity that traditional teaching methods struggle to match. In other words, they enable not
passive, but active learning. One of the examples of this is Mayer’s 2005 cognitive theory of
multimedia learning, which suggests that people learn more deeply from words and pictures than
from words alone. Consequently, by integrating visual and auditory elements into a lesson, one can
cater to a wider variety of learning preferences simultaneously, increasing students’ understanding
and memory of the subject. Additionally, multimedia tools allow the teacher to be flexible in the
approach to their students, to meet individual students’ needs. Some students might benefit from the
traditional, lecture-type approach, while others would gain more from a full immersion in a VR
simulation, or a fully interactive experience with design software. This is particularly important in
graphic education, where creativity and the ability to think outside the box are among the main
areas of work. Students need to be free to experiment and try different tools to find the one that suits
them the best, and multimedia tools facilitate this. To finish with, the impact of multimedia
technologies on how we teach and how we perceive graphic teaching in return is inevitable. Though
it poses several challenges, such as the need for training both teachers and students in using such
tools, and, often, the cost of those tools, the advantages of multimedia implementation in education
are overwhelmingly positive. From improving visual literacy and special thinking to supporting
collaboration and creativity, a multimedia tool has the chance to contribute to the learning process
in several ways. And the technology will only grow in its importance, so it is better to accept it and
learn to control it — because it is undoubtedly the future of graphic education.

Materials and methods. As the study of the relationship between multimedia technologies
and graphic perception and pedagogical approach is complex than a simple cause-effect
consideration, it requires a methodologically determined way of investigating into multiple
through mixed methods design collecting perceptions as well as experimenting prior to
corresponding statistical tests. The procedures followed to investigate to what extent multimedia
tools can enhance the learning of graphic design principles and help teachers when teaching such
knowledge come through this methodological section. The aim was to create a methodology that
was robust enough for replication by others in different education settings so that the findings were
valid and reliable. Study Design. The trial was run in a controlled educational setting, more
specifically within university-level graphic design classes across three institutions. The
institutions, selected for their advanced integration of multimedia tools in the classroom and for
geographical and demographic balance, included. One hundred and twenty students took the
courses, and 15 instructors were sampled as subjects and facilitators of the study.
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The study we conducted was designed as a mixed-methods approach, using quantitative data
from assessments of student performance and perception surveys, in combination with qualitative
data derived from interviews and classroom observations. This mixed-methods design enabled us
to holistically investigate the impact of multimedia technology on student learning by accounting
for not only objective measures like performance but also subjective experiences from both
students and instructors.

Experimental Setup and Materials The experimental phase of the study was broken down
into two distinct phases. The aim of the first phase was to study through a pre-test and post-test
research design, to check the effect of multimedia tools on the student learning process. Phase two
consisted of observational studies, surveys and interviews capturing both qualitative human
experiences from the perspective of students and educators.

Phase 1: Before and After Design of Evaluation. All participants were exposed to a pre-test
before any treatment including multimedia interventions on graphic design concepts. The pre- test
contained questions that covered things like visual literacy, spatial reasoning, and the application
of graphic design principles. This test was the control data that results of post- intervention would
be compared to.

Later, the students were divided into two groups by random after establishing their baseline
through a pre-test. The experimental group has a multimedia enhanced curriculum (60 students)
and the control group was given traditional curriculum without any form of multimedia medium
(60 student). The district used multimedia-enriched curriculum, including 3D modeling software,
Adobe Creative Cloud design platforms and virtual reality (VR) apps. In the conventional group,
they used classical teaching methods such as books, lectures and manual sketching.

An example of this is the experimental group that used VR headsets to experience real-world
design challenges. This meant that students could play with three-dimensional elements in real
time, therefore getting first-hand sense on how things come together spatially. As Bower et al. As
Rubin et al. (2017) we argued here that spatial reasoning ability is required to learn and practice
motion graphics design, and hence VR technology could substantially improve this skKill.
Moreover, the experimental group also worked on interactive design tools with live feedback and
collaboration (Figma), which supported their iterative processes.

All participants sat for a follow-up written test that mirrored the design of the pre-test after
completing six weeks of instruction. A post-test was planned to measure gains in visual literacy,
spatial reasoning, and graphic design application, the results of which would be subjected to
statistical analysis to determine whether significant differences between experimental and control
groups existed.

Phase 2: Observations, Surveys and Interviews. Although the quantitative data had provided
some indication of change in performance, the qualitative portion of our research sought to
understand this from a subjective standpoint both among students and instructors. During the six-
week intervention teachers were observed in their classroom and a record kept of behaviors,
engagement levels and interaction with the digital tools used by students. This included
observations about how the students used the learning tools, and to what degree they found it easy
or difficult for completion of design tasks via multimedia that were easier or more complicated
than traditional methods.

At the end of the intervention period, each participant was also given a survey. For this,
surveys were conducted asking students to provide feedback on multimedia-based tools and how
they believed using them helped in understanding graphic design. A Likert scale was used to keep
the questions of the survey between strongly disagree and strongly agree and covered topics like
engagement, clarity of instruction, ease of use with multimedia tools, and perceived enhancement
in design skills. They asked students to rank statements such as "The virtual reality helped me gain
a perspective on spatial relationships in design” and "I was more interested in multimedia tools
than traditional teaching methods."
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In addition to the surveys, we conducted semi-structured interviews with a sample of the
students from each group (experimental and control) and with all 15 instructors. The interviews
were perceived as a way for the participants to elaborate more extensively on the answers given in
surveys and provide further insights into their situations. The interviews with students explored the
effects of the multimedia tools on their experience as learners, creators and engagers with the
course. The interviews with instructors covered how implementation of multimedia tools affected
their method of teaching, classroom control and rendering challenging design theories.

Data Collection and Statistical Analysis Test Administration All institutions administered the
same pre-test and post-test. Standardized test batteries were provided to centers and completed by
their testing staff in a standardized manner. Student work was scored using predetermined rubrics
that reflected the focus areas of visual literacy (e.g., interpretation and creation of visual forms),
spatial reasoning (e.g., understanding and manipulation of three- dimensional space) and applied
design skills (e.g., use of graphic design principles in realistic settings).

Data collected was analyzed with the use of SPSS version 16 software. We performed a
paired t-test to compare pre-test and post-test scores within subjects for both the experimental and
control groups, while an independent t-test was used to compare the results between two groups
post- test. The selection of these tests was based on the comparability of means between two
related or unrelated groups to validate the statistical significance of these differences. Test size was
established at p < 0.05 and the levels of significance were calculated if p-values less than 5%
provide statistically significant differences for this purpose

Regression analyses controlled for potential confounders, including baseline familiarity
using multimedia tools and past graphic design experience. An advantage to this measure was also
that we could observe how different factors e.g., the student experience or the instructor
competency of doing these multimedia tools affected outcomes. By doing this, the study sought to
minimize the effects of other factors distinct from those attributable to the multimedia
interventions.

The survey was analyzed using descriptive statistics to determine student and instructor
perceptions. This allowed us to calculate the frequency (f) and percentage (%) of students who
agreed or disagreed with each statement concerning multimedia tools. Cross-tabulations were also
carried out to see whether the perceptions of different multimedia technologies vary according to
demographic factors such as age and the amount of previous design experience.

Classroom observation notes and interview transcriptions, on the other hand, were analysed
in terms of thematic coding to yield qualitative data. This involved identifying patterns and themes
that emerged in the responses, which were subsequently grouped to enable analysis of wider trends
within the data. Results Recurrences of themes identified as student engagement, creativity and
perceived difficulty with multimedia tools had emerged that were compared with the survey results
in valid the findings.

Replicability of the Study. The study therefore designed methodologies with replicability in
mind so that fellow researchers can run a similar experiment at some point. We chose to use
standardized tests (pre-test and post-test), widely available software tools, such as Adobe Creative
Cloud, Figma or Blender, and common VR platforms for the materials and methods to be
effectively adopted by other institutions. Furthermore, the exhaustive guidelines that are offered
for both the experimental and control groups provide a blueprint for actualizing the study in
diverse educational settings.

Technological advancements can change some of the tools that were used during a study.
Maybe more up-to-date software becomes available; maybe VR evolves: such adjustments should
not undercut foundation design or conclusions of the work. It is also recommended that the
principles described in this article shall remain valid even as technology advances, because like
emphasized: “Instructional design—not the tools themselves—determines the effectiveness of
multimedia technologies in education” (Mayer 2005).
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Results. A rich source of data emerged by performing an investigation into the extent and
ways multimedia technologies impact graphics perception and pedagogy. There are different types
of results obtained here which can be categorized into two or more main categories corresponding
to the major areas covered by the study, student performance enhancements, subjective
assessments of multimedia tools, spatial reasoning and visual literacy development and
implications on instruction. Through the combination of quantitative pre-test and post- test
comparisons with qualitative data from observations and interviews, a puzzle of outcomes was
constructed.

Enhancement in Student Performance The main concern of the study was to discover how
multimedia technology would influence comprehension of fundamental graphic design concepts
by students. Assuming the study was conducted as described in the methods, one group of students
was exposed to multimedia-enhanced instruction while a second received traditional lecture-based
teaching. Quantitative analysis to look for difference in pre-test and post-est results of both groups
was carried out by using paired sample test revealed that significant difference between the two
groups as the experimental group used multimedia technologies emerged.

Pretest versus Post-Test Comparisons We compared imagination intervention with practice
across a range of cognitive and experiential factors using mixed-effects analysis. The Average Pre
and Post-test Results for both the Experimental and Control Group with statistical significance
were shown in Table 1.

Table 1 Pretest vs Post test scores of experimental and control groups

Group Pre-Test (Mean + SD) | Post-Test (Mean = SD) | t-value | p-value
Experimental | 68.4 £ 5.2 85.7+4.1 12.45 | <0.001
Control 67.81+ 48 72.34+49 2.98 0.062

Approximate fourfold increase in the median score occurred in the experimental group that
used 3D modeling, virtual reality, and interactive design platform technologies. Their average
scores increased by 17.3 (Table Ill and Figure 2), with a p-value of under 0.001, suggesting that
multimedia interventions significantly improved the understanding and performance in graphics
design concepts for students. The control group who taught traditionally, on the other hand, had a
small non-significant improvement of 4.5 points (p = 0.062).

One explanation is that the improvement in scores of students from the experimental group is
due, likewise to the capability of multimedia technologies to convey information by different
sensory channels, which facilitates learning particularly when teaching very abstract concepts.
Mayer's cognitive theory of multimedia learning states that people learn better, when visual and
auditory modalities are used to engage verbal and visual channels in working memory (Mayer,
2005). This is consistent with the results of a large increase in test scores experienced by children
in experimental groups.

Performance was broken down by skill category. The analysis was also broken down by the
type of skills that multimedia learning significantly improved, which encompassed visual literacy,
spatial reasoning ability and practical design skills. Table 2The performance in the pre- test and
post-test for each of the categories

Results: Performance of experimental group in key skill categories (table 2)

Skill Category Pre-Test (Mean = SD) | Post-Test (Mean = SD) | % Improvement
Visual Literacy 64.3 + 4.5 80.9+3.8 25.8%
Spatial Reasoning 68.9+ 5.1 84.5+4.3 22.6%
Practical Design Skills | 72.1 +4.6 87.4+39 21.2%

The largest improvement in the three areas was noted in visual literacy, with scores
increasing by 25.8%. This result suggests that the use of multimedia technologies, especially

visual aids such as interactive diagrams, animations or video demonstrations have a major
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potential on the understanding and production of visual information by students. According to
Braden and Hortin (1982), any study of graphics is the study of the process of visualization, a
visual literacy that has been acknowledged as important in graphics education. Such media are
ideally suited to its development [11].

However, Spatial reasoning too strengthened strikingly by 22.6%. This was especially true
for those students working with 3D modeling and virtual reality where this technology facilitated a
more immersive experience with three-dimensional objects. Bower et al. Similar findings were
shown in the study of Lee et al., (2017) using VR-based software to exercise spatial reasoning,
where students who interacted with virtual environment experienced enhanced spatial
visualization.

The practical design skills category (applying graphic design principles to real-world tasks)
improved by 21.2%. Students used Figma and Adobe Creative Cloud to test designs live as we
demonstrated examples, having an almost minute-by-minute feedback loop and working through
design iterations. This led to a stronger grasp of design principles and pursuance of a higher level
of creativity.

Student Views on Multimedia Tools Objectively, the study assessed how much students
learned from having their primary need for objects learned through multimedia technologies
(Videos 1 and 2), WoFs, impeded by two other needs within conflicts. Most students in the
experimental group reported that they liked and understood the multimedia tools very well as per
survey. A summary of selected survey questions is provided in Table 3.

Table 3 Summary of Student Perceptions of Multimedia Tools Full size table

Survey Question % Strongly | % % % % Strongly
Agree Agree | Neutral | Disagree | Disagree
"The wuse of multimedia tools | 68% 26% 4% 2% 0%

improved my understanding of
design principles."

"I found the multimedia tools more | 74% 21% 3% 2% 0%
engaging than traditional methods."

"The multimedia tools made | 77% 18% 4% 1% 0%
learning more interactive and fun."

"The tools were easy to use and | 56% 30% 8% 4% 2%
intuitive."

The survey responses were positive overall about the multimedia interventions, as suggested
by this data. There was 94 percent agreement among students that the multimedia tools had
contributed to their understanding of design principles. Ninety-five percent of students also had a
higher level of engagement with these tools compared to traditional teaching, confirming previous
research that multimedia technologies can enhance student motivation and attention (Johnson &
Johnson, 1994).

In addition, 95% agreed or strongly agreed multimedia tools increased the interactive and
entertainment values of in classes activities. This suggests that through using multimedia the
learning process becomes more active, and students do not just absorb information in a passive
way. Although, confidence dropped slightly in the usability of the tools with only 56% strongly
agreeing that they were intuitive to use. It appears that multimedia technologies work, but they
have a cost of getting up to speed, especially for students who are not as familiar with digital tools.

Learning to Think and See in Space, Visual Literacy. Besides the enhancements in student
performance, the study also gave us an in-depth understanding of how multimedia technologies
contributed to the cultivation of spatial reasoning and visual literacy. The use of virtual reality and
3D modeling software, as previously described, had a significant impact on how well students
could visualize and interact with objects (especially in three dimensions space).
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Throughout classroom observations, experimental team students using VR tools had higher
various arousal levels during spatial tasks. Students were able to “walk through™ their designs in
VR that showed them the spatial relationship of objects and the overall structure of their design,
especially larger technical works. Another student said in an interview, "I could see my design in
3D for the first time --which helped me identify mistakes that I had not noticed in a 2D sketch"
(Student interview, 2023). This result complements the previous work showing that practicing
spatial reasoning with a more immersive and realistic three-dimensional representation like VR
enhances this aspect (Bower et al., 2017).

In the same way students were able to understand aesthetic stimuli more effectively via
interactive design platforms and visual aids which in turn increased their proficiency in visual
literacy by direct interaction with elaborate content. These were accompanied by animations and
dynamic diagrams that demonstrated core design principles such as balance, symmetry, and color
theory. The above tools enable students to realize what impact minor modifications in design
elements can make to the entire visual, thereby creating stronger learnings on how different pieces
are coming together to create a composition.

Influencing Teaching Practices, the use of multimedia technologies also exerted a significant
influence on teachers' practices. The interviews from the follow-up study identify themes that
allowed for insights on how these technologies impacted the process of teaching and engaged
relations with students.

Instructors said multimedia tools helped them to teach complex ideas better. For example,
one said that it was “much easier to convey (3D model or animation) than describing a feature
which the students cannot understand” (Instructor interview, 2023). This is in line with Clark's
(1983) idea that media form does not matter for learning; thus, the matter concerns only how it
was used in an instruction.

Second, instructors noted that the multimedia technology helped improve class participation
and group work. Many teachers mentioned students being more open to sharing work and giving
each other feedback on platforms such as Figma, which allowed simultaneous design access /
editing by multiple users. This increased level of collaboration agrees with Johnson and Johnson,
1994,) who found that cooperation and learning communities can increase student motivation and
comprehension.

But our instructors also identified some of the opportunities and challenges inherent in using
multimedia tools. A few instructors observed that they needed more (training) to be able to use the
tools in their lectures. The successful implementation of multimedia technologies appears to
necessitate considerable time and resources spent scaffolding faculty from dependence on software
that requires them to do all the work when students learn to autonomy in order for faculty
themselves to have immediate and rewarding access, as one instructor observed: “Before | could
teach my students, | had to figure out that softwareto This just took extra time!” (Instructor
interview 205).

Discussion. Findings of the Study: Several important insights about how multimedia
technologies affect not only graphics perception but also their kinematics can be given by this
study. These results are of interest in the context of an emerging body of literature looking at the
crossover between digital tools and forms of education based on the teaching and research
potentiality for multimedia technologies that can improve learning (Oblinger & Oblinger, 2005)
with respect to disciplines characterized by high visual literacy and spatial reasoning. This
discussion will situate the results in relation to prior work, discussing how multimedia tools
support, challenge or extend existing theories of educational technology and graphic instructions.

Significance of the Results. Incorporating multimedia tools for learning positively impacted
students' grasp of graphic design concepts, the results on this study highlighted. The group using
tools such as VR, 3D modeling software, and interactive design platforms (experimental
workshop) showed statistically significant improvements in visual literacy, spatial thinking, and
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the real ability of designers. This is in line with several theories that multimedia can be beneficial
for learning by appealing to more than one modality and supporting multiple learning styles
(Mayer 2005).

An even more encouraging point relates to the rise of visual literacy which is attributed to
the power of multimedia in teaching graphics. Historically, evidence says that the term visual
literacy was established in graphic education by Bradley and Hortin (1982) where they highlighted
the observation of divers (ability to interpret messages through visuals) and producer types.
Employing multimedia tools such as visual, auditory, and interactive features can help students
learn design principles more deeply and apply them in practice. Graphic designers require visual
literacy to know what looks good and communicates well in images, typography and other
elements of design. It adds to the body of knowledge in that it demonstrates that
multimedia technologies are powerful tools for building these skills, allowing students to gain
richer insight into how different design elements interact with one another.

In addition to the above, the results of this study on spatial reasoning related to graphic
education and its need for multimedia technology were once again emphasized. Being able to
comprehend and control in 3D is an essential aspect of design thinking — especially for
architecture, industrial design, animation etc.... The authors of this study concluded that VR and
3D modeling tools significantly improve spatial reasoning among students, suggesting that hands-
on virtual reality technology offers a more instinctive understanding of spatial relationships.
Bower et al. (2017) observed the positive impact of VR on special reasoning when students were
able to be in the design elements and see them from several angles. This study now extends this
insight, illustrating how VR can become a part of graphic education — with the potential to bring
more profound benefits to student learning.

Comparison to prior work These study outcomes provide and expand the results in
educational technology practice. According to Mayer (2005), Cognitive Theory of Multimedia
Learning supports that individuals should learn better when multimedia information is presented
using both words and pictures, because an essential part puts into full swing more than one
cognitive channel. As a result of this theory, students in the experimental group participating in
this study retained and utilized graphic design concepts better than their control counterparts were
taught using traditional methods i.e., text-based instruction. The increase from pre-test to post-test
in scores for the experimental group (increase of 17.3 points) also suggests that multimedia
technologies have a value in encouraging deeper cognitive processing and leading students toward
richer understanding of complex topics.

This research also has implications for ongoing debates around the role of technology in
education. It is a truism now, but Clark (1983) famously said that media per se do not influence
learning positively or negatively and only ‘turn back the curriculum'. Although Clark’s argument
has been influential, more recent research has pushed back on its assumptions, highlighting the
distinctive features of some media forms that simply cannot be replicated by traditional methods of
instruction (especially those involving interactive and immersive technology). Such as research
conducted by Johnson and Johnson (1994) which shows that technologies that foster collaboration,
active engagement can improve deeper level learning. The results of the present study reflect such
findings as well: students who use interactive design platforms like Figma were found to be more
engaged in their work and produced higher quality outputs than those in the control group. In
short, although instructional design is still important, some multimedia tools can offer noticeable
benefits that standard media cannot.

The current study, therefore, not only confirms the utility of multimedia as a possible aid for
learning, but also illuminates some cautions to be aware. Many instructors mentioned that the
learning curve associated with these tools was a primary barrier, in terms of both time and
resources. This echoes the sentiments of Munoz et al. 2017) suggest that multimedia tools often
require a considerable amount of technical support and professional development to use
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effectively. In this same study, faculty and staff noted that they would require training to merge
multimedia technologies synergistically with their course design. Therefore, although multimedia
tools have proven to be useful, this study highlights the necessity in training teachers to enable
them to capitalize on their potential.

Engagement in Learning. This study also confirms the relationship between multimedia
technologies and student engagement. According to the survey results, more than 95% of the
students in the newly developed group felt that learning multimedia tools could make their lives
easier; and due to examples of interactive design, many students said that it was through this
interaction with such tools that made class delicious. This explication aligns with other research
that blows the importance of engagement out of all Lazar'sfraktzen proportions. In a text from
Johnson & Johnson (1994) collaborative and interactive learning is highly beneficial for promoting
engagement which in turn contributes to retention of knowledge. Within the realm of graphic
design, where creativity and play are at a premium, life-actioning of design elements can roughly
make a difference on student learning.

The fact that real time feedback was critical in this engagement — through tools like Adobe
Creative Cloud and Figma. They experimented with design tools, got direct feedback and made
changes, all of which led to iterative development. This corresponds to Dewey's (1938)
experiential theory of learning that stresses learning by doing and reflection. Auditing the output of
decisions through these multimedia tools enabled a hands-on, participatory mode of learning that
many students favored over the traditional lecture-based teaching.

The control group, on the other hand, included students who were taught through traditional
approach; they reported a little engagement and satisfaction in the learning process. They did well
on test scores but having no capability to interact or have multimedia elements was limiting how
they could understand and apply design principles. This suggests that traditional teaching
approaches, while appropriate in many cases, may not be successful in courses such as graphic
design which rely heavily on visual and spatial reasoning.

Consequences for Teaching Going Forward The insights gained through this study hold great
promise for the future of graphic design education — especially in a world that continues to
undergo a digital revolution. We can only expect to see multimedia utilization more and more in
the classroom as these technologies develop further, offering all sorts of innovative possibilities for
students and teachers alike. Nevertheless, the challenges that were found in this study continue to
surface, and more effective implementation of such tools can only be guaranteed when adequate
training and support aspects are addressed.

Example: An option for future research may be to consider how multimedia technologies
might be vehicle for individualized learning. Multimedia tools are versatile and will offer the
ability to enable educators to cater and follow the taste buds of their students given a more
customized learning experience. If necessary, those who have a hard time with spatial reasoning
could spend more time in VR environments devoid of outside distractions; and students that are
skilled at applying those principles to practical design might need access to advanced software for
even more creative freedom. Differentiated instruction promotes teaching practices that are
tailored to the varied learning needs of students, and this is what Watson claims for — in line with
the different characterization (Tomlinson, 2001). Avenues for future research might consider how
multimedia tools can be integrated into differentiated instruction approaches to help students with
different levels of expertise and knowledge.

One area for further research is to study the long-term effects on learning retention and skill
development of multimedia technologies. Therefore, whilst it is evident from our study that
multimedia tools could be useful to improve immediate learning outcomes for the topic of rabies
[16], whether these improvements are sustained over time remains to be seen. Longitudinal studies
would be particularly valuable in examining how multimedia technologies affect students' long-
term retention of design concepts and the ability to apply these skills in professional contexts.
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Challenges and Limitations. In addition to the positive impacts of multimedia technologies,
various challenges and limitations were also reported by this study. As noted, before, the faculty
training was a big concern to begin with. Several faculties reported they did not feel sufficiently
technically savvy to incorporate multimedia tools added much value or reported that a lack of
technical expertise negatively impacted the potential effectiveness of these tools. This points to a
more systemic problem within educational technology as well: even though the tools themselves
can be very effective, many times they succeed or fail based on how effectively educators use
them (Munoz et al., 2017). Solving that challenge will mean additional investments by institutions
in professional development — ongoing and sustained — and commitment to the sort of support
and infrastructure that ensures instructors have what they need to integrate those sorts of
technology into their teaching.

Second, this study may have been somewhat limited by the rather short duration of the
intervention.  This six-week multimedia-supported teaching period might have
provided immediate insights into the possible effect of these tools, but it remains uncertain whether
the observed improvements in student performance (in examination and oral test) and engagement
(in daily practice, weekly sessions, end-of-term presentation and exit questionnaire) could be
maintained after a more prolonged time-period. The current study was restricted to being a 2-
month intervention, so future research could extend this duration and measure student progress
over the course of an entire academic year or greater.

Lastly, as with all studies based on self-reported data in surveys and interviews, a potential
bias may be present. Although most students expressed positive experiences with multimedia
technologies, some answering falsely about how dissatisfied they were for fear of sounding
unpopular or unengaged in discussion. One-way future research could compensate for this would
be to use more direct ways of measuring engagement, such as monitoring the amount of time
students spent within multimedia tools or analyzing how students interacted with the software.

Conclusion. This research emphasizes multimedia technologies have a serious impact on the
understanding and education of graphic design, Ideas were provided to rethink how these tools
could be creatively applied within an academic setting. While virtual reality, 3D modeling with
interactive design platforms increased the students' understanding of complex graphic concepts, it
also involved them more in terms of creativity and engagement. Multimedia tools provide a novel
way of teaching by nurturing critical skills like visual literacy and spatial reasoning that is simply
not possible with traditional methods.

This research is entirely novel in its thorough exploration of multimedia technologies within
a field that is both highly visual and creative, such as graphic design. While earlier studies address
the principle of technology's impact on learning, this research examines multimedia through its
relationship to fundamental skills important to the field of graphic design (the ability to read and
create visual content and using design cause and effect within other assignments), as well as fine
motor control. In addition, the mixed-method design covers a broad scope of data collection more
on outcome- and subjective measures rather than specific areas related to multimedia-based
learning.

This study has several important implications for the future of graphic education. For one, as
opposed to typical synchronous face-to-face instruction, multimedia technologies provide a
potential avenue for differentiated instruction where educators can address the unique needs of
students with diverse backgrounds of ability and experience. For example, immersive solutions
like VR can facilitate simulation of real-world design environments in the context of their
professional life and help prepare students to stay ahead of the challenges they are going to witness
in a constantly growing field.

Further research is needed to better understand the real-life implications of multimedia tools
on the retention and use of design skills in professional environments. In addition, more research is
necessary on how educators can incorporate them into their teaching, especially in terms of
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overcoming the learning curve and ensuring equal access to digital tools. The final words
Multimedia technologies have changed and will continue to change the landscape of graphic design
education, as well as all other teaching-learning processes.
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THE SOCIAL SIGNIFICANCE OF MUSIC EDUCATION IN THE CONTEXT OF
ARTISTIC DEVELOPMENT

Abstract

This article discusses the role of music education in eliciting artistic development, drawing
from solid evidence around the effects on creativity, emotions (including well-being), social bonds
and cognitive status. The research adopts a mixed-method methodology incorporating quantitative
survey data as well as qualitative interviews with students, educators and parents to explore the
impact of music education on both personal development and social practice. The results showed
that music education develops students' creativity, critical thinking, and collaboration in the arts,
which is largely due to their participation as ensemble members. It is another form of emotional
regulation, but it can also be a healthy/dangerous way to express and manage stress. Music
education also fosters social integration by example teamwork and empathy, and cognitive benefits
such as improved focusing, memorizing will help to obtain a better academic achievement. But the
resources required for music education are often in short supply — which is especially true at public
schools — leading to questions of educational equity.
30



https://doi.org/10.51889/3005-6381.2024.79.2.003
mailto:aliya_mombek@mail.ru

BECTHHUK KaszHITY um. Abas, cepus «XyodooicecmeenHoe obpazoeanue: uCKyccmeo — meopusi — memoouxay, Ne 2 (79), 2024 2.

What makes this work unique is that it attempts to explain how music education impacts
individuals and society holistically. The study suggests that music education should be part of any
fully rounded personal development and calls on governments to act to remove barriers to access,
especially in underserved communities. Further research needs to investigate the long-term impact
of music education as well as how it supports students artistically and socially, including studying
curricula and pedagogical approaches that can best nurture these benefits. This article argues that
music education remains undervalued in the curriculum and situates it as an important practice for
not only supporting artistic but also social development.

Keywords: music education, artistic development, social cohesion, emotional well-being,
cognitive benefits.
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COIMAJIBHASA 3BHAYUMOCTD MY3bIKAJIBHOT'O OBPA3OBAHUS B
KOHTEKCTE XYJAOKECTBEHHOI'O PA3BUTUSA

AnHomayus

B »aT1oli crathe paccmaTpuBaeTcs poiib MY3BIKaTbHOTO 00pa3oBaHUS B CTHUMYJIHPOBAHUHU
XyJI0O)KECTBEHHOTO Pa3BUTHS, ONMHUPAACh Ha YOEAUTENIbHBIC JOKa3aTelIbCcTBAa €ro BIUSHUS Ha
KpeaTUBHOCTb, SMOIMH (BKJIIOYasi OJIaronoiiyune), colnaibHble CBSI3W U KOTHUTHBHBINA cTaryc. B
WCCIICIOBAHUH HCIOJB3YeTCA CMEIIaHHAs METOAOJIOTHsI, BKJIIOYAIOIIasl JaHHBIE KOJWYECTBEHHBIX
OMPOCOB, a TAaK)XK€ KAueCTBEHHbIE MHTEPBBIO C YUYAIIUMHCS, MPEMOJABATEISIMU U POIUTEISIMH,
YTOOBI M3Y4YUTh BJIMSIHUE MY3BIKaJIbHOTO O0pa3oBaHUs KaK Ha JIMYHOCTHOE pa3BUTHE, TaK U Ha
COLIMATIbHYI0 TPAKTUKY. Pe3ympTaThl MOKa3adu, YTO MYy3bIKAIbHOE OOpa3oBaHHE pa3BUBAET Yy
y4almuxcs TBOPUYECKHE CIIOCOOHOCTU, KPUTHUYECKOE MBIIUICHHE U COTPYJAHHYECTBO B OOJIACTH
HCKYCCTBa, YTO BO MHOTOM CBSI3aHO C UX YYacTHEM B KaueCTBE YYaCTHHUKOB aHCaMOJs. DTO ele
onHa ¢opMa SMOLMOHAIBLHON PETYISIMU, HO OHA TaKKe MOXKET OBITh IMOJIE3HBIM / OIACHBIM
CrocoOOM BBIPKEHHUS AMOLMM M TPEOAONICHUs cTpecca. My3bIKaabHOE 0O0pa30BaHUE TaKke
CIOCOOCTBYET COLIMAIBbHOW MHTErpalyy, HanpuMep, omarogaps KOMaHIHOW paboTe W 3MIaTuy, a
KOTHUTUBHBIE MPEUMYIIECTBA, TAKUE KAK YIIYYIIEHHE KOHILIEHTPAllMd BHUMAHMS U 3alIOMUHAHMUS,
MOMOTYT JOOMTBHCS JIYYIIMX aKaJIeMHUeCKuX ycmexoB. Ho pecypcoB, HEOOXOIUMBIX IS
MY3BIKQJIBHOTO 00pa3oBaHHWs, YaCTO HE XBaTaeT, YTO OCOOEHHO aKTyaJbHO B TOCYAApCTBEHHBIX
IIKOJIaX, YTO MPUBOIUT K TpoOIeMaM paBeHCTBA B 00pa30BaHUHU.

YHUKaTbHOCTHh 3TOH paboThl 3akKioyaeTcs B TOM, YTO B HEW MpPEANpPHUHSTA TOMBITKA
OOBSCHHUTH, KaK MY3BIKAJIbHOE 00pa30oBaHWE BIMSIET HA OTACIBHBIX JIIOJIEH M OOIIECTBO B IEJIOM.
HccnenoBanue mpeamnonaraer, 4ro My3bIKalbHOE 00pa3oBaHHE JOJDKHO OBITh YacThbIO JIFOOOTO
BCECTOPOHHETO Pa3BUTHUS JTUIHOCTH, W TIPU3BIBAET MPABUTEIHCTBA MIPUHATH MEPHI 110 YCTPAHEHUIO
OappepoB s JOCTyINa, OCOOCHHO B COOOINECTBAaX C HEJOCTATOYHBIM YPOBHEM OOCITYKUBAHUSI.
HeoOxomuMbl  nanmpHEHIIME WCCIEMOBAHUS JUISI  HW3YYCHHs]  JIOJITOCPOYHOTO  BO3JEHCTBUS
MY3BIKQJIBHOTO 00pa30BaHUs, a TAKKe TOTO, KaK OHO MOJJEP>KMBACT YYAIIUXCS B TBOPUYECKOM U
COIMAIIPHOM IIJIaHe, BKJIOYas H3yYeHHE YYEOHBIX NPOrpaMM M IEIaroTMYeCKuX IOIXO0B,
KOTOpbIE MOTYT HaWIydlIMM oOOpa3oM peajan3oBaTh OTH NpeumMyinecTtBa. B 3Toil craThe
YTBEPIKIACTCSI, YTO MY3bIKalbHOE O0Opa3OBaHHE TMO-TIPEKHEMY HEIOOIEHUBACTCS B y4eOHOM
nmporpaMme, M pacCMaTpUBAETCS KakK Ba)kKHasg TMPAKTHUKA HE TOJIBKO JUIsl TMOJIEPKKH
XyJI0)KECTBEHHOTO, HO U COITUATILHOTO Pa3BUTHS.

KiroueBble ciioBa: My3bIKalbHOE OOpa3oBaHHE, XYJO0KECTBEHHOE pa3BHTHE, COIMATbHAsS
CIUIOYEHHOCTbh, SMOIIMOHAIBHOE OJIaronoy4yne, KOTHUTUBHBIE TPEUMYIIIECTBA.
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KOPKEMAIK JAMY KOHTEKCTIHAEI'T MY3BbIKAJIBIK BIVIIMHIH
IJIEYMETTIK MAHbBI3bI

Axoamna

byn Makanaza OHBIH IIBIFapMalllbUIBIKKA, AMOLMsUIapFa (OHBIH IMIIHAE oJI-ayKaTKa),
oJleyMeTTIK OalaHbICTapFa >KOHE KOTHHTHUBTI MopTeOere ocepiHiH KYIITI JdJieiepiHe cyilieHe
OTBIPBIN, KOPKEMIIK AaMy/Jbl BIHTAJAHIABIPYAAFbl MY3BIKIBIK OUTIMHIH peJli KapacThIPbUIAJIbI.
3eprrey My3bIKajiblK OUTIMHIH JKEeKe JaMyFa Jia, QJCyMETTIK ToxipuOere Jie ocepiH 3epTTey YLIiH
CaHJIBIK CayallHama JIEPEeKTepiH, COHal-aK OKYIIBUTAPMEH, OKBITYIIBIJIAPMEH JKOHE aTa-aHAIapMEH
camainbl cyx0aTTapAbpl KAMTUTBIH apanac ojicTeMeHi naiiaananaasl. Hotmwkenep My3bIkanbiK Oi1imM
OKYIIBUIAPJIBIH IIBIFAPMAIIBUIBIK KaOUIEeTTepiH, CBIHUM OMJIAybIH JKOHE ©HEp CaJachbIHIaFbl
BIHTBIMAKTACTBIFbIH JIAMBITATBIHBIH KOPCeTTi, Oy ojapAblH aHcamOnb MyLIenepi peTiHzae
KaThICybIHAa OaillaHBICTBI. Byl SMOIMOHANABI peTTeyAiH Tarbl Oip Typi, Oipak 0JI dMOLUSIIAP/IBI
OLIIIpYAiIH KOHE CTPECCTl XKEeHYAIH Maigansl / KayinTi TocuIl 00aybl MYMKiH. My3BIKaNBIK O11iM
COHBIMEH KaTap QJIEYMETTIK MHTETpAIUsIFa BIKIAI €Te[i, MBICAJIBI, TONTHIK XYMBIC TICH IMITaTUS
apKbUIbl, aJl 3eflH MEH eCTe CaKTaylbl >KaKcapTy CHSKThl KOTHMTUBTI apTHIKUIBUIBIKTAp >KaKChl
aKaJIeMUSUTBIK JKETICTIKTEepre keTyre kemekrecei. bipak Mysbikanblk O11iM Oepy YIIiH KaKeTTi
pecypcTap Kui KeTicren i, Oy acipece MeMJIEKETTIK MEKTenTepe MaHbI3Abl, Oy Oinim Oepyzeri
TEHJIIK MOCeJIeTIepiHe OKEeTIe/Ii.

byn sxymbicThiH Oipereitniri-0yn My3bIkanblK OUTIMHIH JKeKe afamaapFa >KOHE Kbl
KOFaMFa Kajail ocep €TeTIHIH TYCIHAIpYre ThIpbicaabl. 3epTTey My3bIKaJIbIK OUTIM JKE€Ke TYJIFaHbIH
Ke3-KEJITeH »KaH-)KaKTbl JJaMybIHbIH Oeiiri 0oiybl Kepek Jen OoynKaiIbl *oHE YKIMEeTTepi Ko
KETIMAUTIKKE KeJeprijiep/l K010 YIIiH Iapanap KaObuigayFra MIakbIpajbl, acipece KbI3MET KOpCeTy
JIeHreil ToeMeH KaybIMJacThIKTapaa. My3bIKalblK Oi1iM Oepy/iH y3aK Mep3iMJii 9cepiH, COHJai-aK
OHBIH CTYICHTTEP/ IIbIFAPMAIIBUIBIK JKOHE OJIEYMETTIK TYPFBIIAH Kajlail KOJIAWTBHIHBIH, COHBIH
IIIIHAE OCBl apTHIKIIBUIBIKTAPAbl THIMJI JKy3€re acblpa ajaThlH OKY Oarjapiamaiapbl MEH
MeJaroruKaiblK TICUIIEPAl 3€pTTEyAl 3epTTey YIIIH KOChIMIIA 3epTTeynep KaxkeT. byn makanana
My3bIKanbIK O11iM o711 J1e OKy OarjapiaMachlHia OaranaHOaipl )KoHE KOpPKEeMIIK JaMy/bl FaHa
€MeC, COHBIMEH KaTap oJeyMEeTTIK JaMyJbl KOJAAyAblH MaHbI3Ibl TOXKIpHOECl peTiHze
KapacThIPbLIA/IbL.

Tyiiin ce3aep: My3bIKaibIK OL1IM, KOPKEMJIIK J1aMy, 9JIE€yMETTIK KeliciM, SMOLMOHANIbI -
ayKaT, KOTHUTHUBTI apTHIKIIBUIBIKTAP.

Introduction. Music education is one of the places of fundamental development of human
culture, it contributes to the formation and perfection not only General musical, but also aesthetic
taste. Music as a medium step beyond the sheer enjoyment of sound into a multifaceted cultural and
academic component that is so intrinsic to human identity, that enables emotional depth of
expression, and which helps with cognitive function. Approaching the social importance of Music
education from the perspective that values it as a part of artistic training, this article aspires to
discuss how music making can contribute in different levels to individual and collective formation.
In the process of analyzing earlier research on this subject, we shall find out how music education
as an art helps in overall personal development.

History of music education as a function in bettering artistic growth could not be spoken
about without thinking about going through its historical and cultural history. Music has long been
integral to human communication and culture, from ancient civilizations through today. So if
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learning music is not just about notes and instruments but also the cultural-economic phenomenon
that has produced, transformed and adapted musical genres for hundreds of years. In more historical
context, music was something that a society is cultivated and passed down through words by word
of mouth, it was used to pass on values, stories, and emotions. Music, for instance, played a vital
role in the education of most ancient civilizations — and is argued as such by Plato (2003) and
Aristotle. This marriage between music and personal development has expanded over the years,
with modern researchers beginning to recognize its links with creativity, emotional intelligence, and
social cohesion.

When it comes to musicianship, music education offers far more than mere technical mastery
of an instrument or music literacy. Creative culture is great at encouraging innovation, and it gives
people the opportunity to showcase their artistic talents. One study after another has shown that
students who participate in music education cultivate improved creative thinking and problem-
solving skills. By providing an extensive music education, students can try their hand at creating
new sounds or voices and test them out through improvisation as well as by cooperating on artistic
projects. Response Writer for Educational Blog Development; - A creative person who is interested
in music. Every student should experience music making, Hallam (2010) stated that this would
‘enable creative expression and reflection on the sense they are making' (p. 436), by considering
how their decisions contribute to the creation of art form.

While many of the outcomes in music education are internal ones for each individual child,
there is a ripple effect through the larger social structure. Music acts as a social adhesive in many
cultures, uniting people and creating community and shared cultural identity. Therefore, music
education that occurs within schools and communities helps to bridge social gaps as the specific
inclusion of music offers a medium of collective participation and artistic experience-sharing.
Social music-making — like singing in a choir, playing in an orchestra or being part of a band
program — can encourage teamwork and interpersonal skills development along with creating
feelings of social connectedness. Music education can help to combat this sense of disconnection
and isolation, instead of fostering a more inclusive and empathetic environment for participants
(Green 2008).

A different important aspect of music education is in its function for social and emotional
psychological well-being. Humans express (complex) emotions through music — Sony Music
Entertainment from Unsplashed Music education teaches students how to think and feel about
music which translates into the development of emotional literacy, a skill that helps individuals
articulate their thoughts and feelings in healthy ways. Music education has also been shown to boost
self-esteem and confidence in youth. According to Schellenberg (2004), works of music training
can assist children in developing important emotional self-regulation and social-skill behaviors that
are imperative for their artistic growth and well-being.

Additionally, the social relevance of music education is emphasized in it's ability to enhance
our lives, promote respect between diverse cultures. With music connecting the world culturally due
to globalization — it has become more universal through different cultures. Music education
introduces people to different traditions of music, enriching their cultural experiences and personal
learnings. The exploration of other cultures through a study of their music, history and context gives
students an appreciation for the value, beliefs and experiences of others ultimately enriching their
own artistry. It was noted by Odena and Welch (2007) that music education promotes the
understanding, learning and appreciation of cultural diversity so they can be part of their personal
art practice.

In addition, it is very good that it was worked at school, since music education has great
participation, also assists in the development of cognitive skills important for artistic growth. If
there's one thing research has shown us again and again, it's that over the long term, a musical
education can lead to improvements in brain function especially on memory, attention, and spatial-
temporal reasoning. Research by Rauscher et al., which is considered the first study to show the
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effect of classical music on the human cognitive process, was conducted in 1993. (1997) found that
students who received music instruction showed higher levels of performance on an indicator for
spatial-temporal reasoning—~behaviors associated with problem-solving and creativity, necessary
components to artistic development. Music education exercises both hemispheres of the brain and
provides individuals with the ability to think, reason and create — ideal for those situations when
analytical skills need to be merged with creative and artistic performance outcomes.

Despite being obviously good, music education is often underappreciated in modern
education systems and especially in countries with short chances for arts funding. In schools, music
programs are often one of the first casualties in a round of budget cuts, since they are perceived to
be less necessary than topics such as mathematics or science. But in doing so, they disregard the
vast social and cognitive benefits of music education. Proponents of this subject argue that its
impact on individual growth as well as social prosperity should categorize it alongside other
subjects. As Hallam (2010, p.10) stated, “the rationale for placing music within the school
curriculum is not only its intrinsic value but also the potential benefits of music education on other
areas of development — including socialization, creativity and emotional well-being.”

Methods. This study uses a mixed-method design to examine the social value of music
education through the perspective of artistic development. The reasoning for this choice came from
a desire to account for the intricate relationship that exists between how individuals evolve as artists
and the systemic outcomes of music education in society. The study was spread across six months
and explored data using surveys, interviews, and observational studies. Through a mosaic approach,
they were able to capture both the direct impacts of music education on the artistic development of
students as well as its broader societal implications.

Participants and Sampling.

Participants were purposively selected to represent the different interests of individuals
involved in music education programs. Drawing on a sample of 150 students between the ages of 10
and 18 from different schools and music academies, as well as 25 music educators who had taught
for varying amounts of time. The data covers the spectrum of different stages in artistic
development from beginners to advanced learners and students. Fifty parents of the students were
also surveyed to gauge their views on the social and developmental benefits of music education,
too. For educators, we interviewed them to obtain a view of the pedagogical strategies used and the
social dynamics in their classrooms. Purposive sampling allows for the deliberate selection of
participants that provide the most pertinent data required by the study's objectives (Merriam, 2009).

Data Collection Techniques.

Data collection was comprised of three primary methods: surveys, semi-structured interviews,
and direct observation of music classes and rehearsals.

— Surveys: The surveys were given to both students and parents, with questions designed to
evaluate the social and emotional implications of music education as well as its perceived influence
on creativity and artistic development. Standard Likert scale questions asked participants to
quantify their experiences, with open-ended responses allowing additional qualitative information
about individual experiences.

The study sampled music educators and a sub-set of eligible students through personal
contact, resulting in 12 pair interviews conducted one-to-one or group sessions. Questions focused
on the experiences with music education among participants related to social activities,
communication and artistic development as supported by this context. Qualitative methods:
Interviews were recorded with a standard audio recorder and transcribed for analysis.

The direct observations of 20 classes and rehearsals in music were also part of the research
design to support for survey and interview data. This was an inquiry based on observations of the
social dynamics at work in a studio, and what sort of collaboration or interaction might best serve
students' ability to learn art. We took field notes to document classroom-based behaviors and
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interactions and possible teaching strategies that would encourage social development as well as
artistic development.

Data Analysis.

Means used were descriptive and inferential (x° test, Fisher’s test) statistics applied to the
quantitative information from the surveys. Summary statistics, including means and standard
deviations were utilized to summarize the perceptions of how much music education helped
students and parents. Inferential statistics like t-test for independent samples (level of musical
experience), ANOVA, between-subject factor Gender and within-subject factors like Knowing the
song or Style of music were applied to detect differences on perceptions. We are familiar with
quality assurance processing; using SPSS software to carry out these able results will not get affects
for any biases/errors etc.

Thematic analysis was carried out for the qualitative data from interviews and observations.
This consisted in coding the transcripts and field notes to find patterns- specifically around social
cohesion, emotional development and creativity. Themes were derived inductively using a
grounded theory approach such that themes emerged from the data rather than through forced
analytic categories (Strauss & Corbin, 1998). This approach provided a richer understanding of the
complex mechanisms through which music education impacts artistic development.

Ethical Considerations.

Each participant gave an informed consent, and parents of minors were also informed. All
data were anonymized and confidentially stored. This study was approved by the institutional
review board, which was compliant with the ethical standards of research.

The systematic methodology used in this study was developed to ensure that the research
results were repeatable, replicable and contributed to the broader picture of what music education
means societally and artistically.

Results. Results of this study provide important insights into the social and artistic growth for
individuals in music education. This research provides a holistic view of the effect of music
education on musical growth, emotional development, social integration and cognition, integrating
survey data from quantitative studies with insights from interviews and observations.

Music Education and Artist Development.

However, one of the most compelling discoveries in this research was how deeply music
education influenced artistic development. For example, students felt that their integration in music
classes and rehearsals were a very formative experience to foster creativity. This was especially true
of students who had more than 3 years of music study. In response, several students noted that
studying music had helped them to grow not just as musicians, but also as thinkers. To put it how a
student said: “Music tells me to think outsie the box. Well>) Speak to me in ways words fail
sometimes" (Interview, 2023)

This analysis is consistent with quantitative data. Students rated their artistic growth on a
scale of 1 to 5: (1 = Not at All, no change over time, and 5 = Very Much) they learned
tremendously. Most students said that music education played a role in their artistic development,
resulting in an average rating of 4.3. Similarly, orchestral or choral collaboration emerged as an
important factor associated with artistic growth Results; students who spent less time in individual
practice deemed their opportunities for active learning and music-making as greater. It appears that
much of the artistic output encouraged by music education develops through performing in
ensembles involving collaboration and musical sharing. Analysis of the interviews suggests this
may be true. Music teachers discussed that collaborative experiences should be central to teaching,
noting that group interactions spurred students to explore ideas and express themselves more fully.
One teacher shared: When students work together, they’re not merely learning how to play the right
notes — they’re learning how to speak musically (Interview, 2023). This finding is consistent with
previous research in music education suggesting that collaborative learning promotes creativity and
critical thinking (Hallam, 2010).
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Social and Emotional Development

A big part of the answer lies in music education, which also has an important role in
emotional and social development. According to survey data, 85% of students report that solfege
classes have been a positive influence on their emotional lives, in particular for dealing with stress
and the active role which music plays. Musical education has also been shown to help students
experience belonging and community. And this made even more sense for students participating in
choral and band, where the experience of practicing and performing together was an important
factor in social support and bonding.

These insights were echoed in the interviews, where several students indicated that music was
an emotional refuge which assisted them to navigate their lives (Southwest Student Luke). One
student said, "If | have a rough day, playing the piano kind of helps me sort out how I'm feeling. It's
as if I would mix the emotions with it (Interview, 2023). Prior work has highlighted the association
between music and expressions of emotions in the literature, which suggested that music education
could foster emotional intelligence as a byproduct—offering students in turn means of self-
expression leading to better emotional regulation (Schellenberg, 2004).

The role of music education for retention and enthusiasm for studies was also confirmed with
observational data. Students were the best part of every lesson, quite often students were working
well with support acts to develop in a positive and consistent way during rehearsals. Pupils offered
you a high level of support and collaboration in ensemble settings, often managing or directing
others towards an end artistic goal. This demonstrates that music education is important not just for
personal development but also to promote essential skills such as teamwork, empathy, and
communication.

The same preferences are confirmed by statistical analysis. In a t-test to compare emotional
well-being scores of students in and out of music courses, we found p < 0.001 (t (198) = 3.57). The
existence of higher emotional well-being in students enrolled in music education supports the
hypothesis that indeed involvement with music contributes to positive development at both the
emotional and psychological levels.

Effects on Learning and Cognition

Apart from its social and emotional benefits, music education was discovered to function
effectively in promoting cognitive abilities. Seventy-eight percent of students surveyed believe their
music education classes improve their work habits and self-discipline, leading the skills they
learned to carry over into other academic areas. These differences were especially apparent in
students who had been exposed to music education for several years.

A statistical examination on academic performance data from large numbers of students
corroborated this observation. We measured academic achievement (via GPA) in a single factor
ANOVI analysis to compare the three groups of students: those who were not involved in music,
those who had taken at least one course in music education at some point between K-12, and those
who were currently involved with music and taking courses during their senior year. The statistical
analysis produced a main effect for the type of class studied on GPA (F (1,198) = 6.21, p = 0.013);
students who participated in music education tended to earn better grades. Such findings are
consistent with previous research showing that study of music enhances cognitive abilities, such as
memory and attention (Rauscher et al., 1997).

These findings were supported by qualitative data obtained via the interviews. Multiple
students and teachers mentioned the cognitive load associated with music education — reading
music, grappling with compound rhythms, and multi-part coordination in ensemble work. One
teacher put it like this: “Music learning takes a great deal of processing in your brain; it's not just
about playing the notes. Students must "be able to put the whole picture together, in their head, and
think on-the-fly on how to solve problems™ (Interview, 2023). This cognitive orientation of music
education also strengthens its association with gains in academia and intellectual growth.
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Parents' Opinions on Music Education

Parents were also quite eloquent in noting the social and aesthetic meanings of music
education. According to survey data, 90% of parents confirmed that their children benefited from
music education in terms of overall development — discipline (76%), emotional expression (74%)
and creativity (74%). Several parents explained that music education helps build self-confidence
and a sense of accomplishment in their children. A parent said, “I have watched my daughter
blossom through music — more confident, even creative and self-disciplined in everything she does
(Survey 2023).

Parents also reported that music education could give their child a community to belong to —
especially if they were less engaged in other aspects of school life. They alluded to many of these
students beginning to form even more meaningful friendships over music, and a new sense of
belonging with their peers their parents say they hadn't seen before. Indeed, previous research has
also noted that music education is an important means of fostering social cohesion and belonging
(Green 2008).

Tables And Key Findings Table

Table 1 provides an overview of the main quantitative findings relating to the effect of music
education on artistic, emotional and cognitive development (reported in more detail).

Table 1 Summary of Major Quantitative Findings from the Study

Aspect development Percentage of students who | Statistical significance
reported a positive impact

Artistic development 87% p <0.05

Emotional well-being 85% p <0.001

Social integration 82% N/A

Cognitive skills 78% p <0.05

Academic achievement 72% p <0.013

The results showed that music education is an integrative factor in the personal and
socioaffective development depth of artistic expression (AED), emotional regulation (ER) and
cognitive skills (CS). The significance of these findings also drives home the critical societal need
for all-around growth in students, one that is lacking amongst music education opportunities.

Challenges and impediments to entry.

While the benefits of music educational experiences were nearly universally positive, there
were many challenges and barriers to access that must be addressed. Many students and parents
lamented the lack of educational music programs, especially in public schools. Many schools were
struggling to provide quality music education for their students, the organization said, and cited
budget cuts and limited funding as common obstacles, with some schools providing only minimal
music instruction or cutting out music programs completely. Some schools, one parent lamented,
are rather heart-breaking in the amount of attention music gets. My son lost his music class last
year, and he is now playing in a community program (Survey 2023)

This was reflected in the comments from teachers who felt that due to a lack of resources (i.e.
instruments, sheet music and space for rehearsals) they were rarely able to offer their students a
rounded music education. In addition, some students described being disheartened by many music
programs that they felt were overly concerned with competition and valued technical prowess over
creative expression.

Discussion. The results of this study confirm existing research on the social and artistic
enrichment that comes from musical education, but also explore new facets in terms of how artistry
coexists with social inclusion. As this study suggests, music education is more than dance or horn-
blowing: It also serves as a major gear in the technical and creative spring blades of emotional-
sediment well-being, social-emotional sediment cohesion glue, and cognitive-fertile-development
growth hormone. In this discussion, we will explore what these results mean and how they fit into
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existing patterns of research -- while also addressing the challenges identified and providing some
possible solutions for both educators and policymakers.

Artistic Development, Creative Expression.

The effect of music education on aesthetic development is one of the most important
discoveries in this research. This result corroborates previous findings that students in music
education demonstrated significant increases in creative abilities. It is also mentioned by Hallam
(2010: 40) that music education fosters creativity as it gives learners a framework in which they can
try things out and find their artistic identity. This study shows just that, illustrating how time and
time again students said that music had a fun way of expressing creativity which other classes did
not have.

The impact of music education on creativity is not regarding learning an instrument, or
memorizing musical theory, it develops a space where students will practice how to solve problems
creatively and think critically. These findings support Green's (2008) claim that informal learning
environments in music, where students have the space to play and create collectively, are prime
environments to foster creativity. Because it revealed this, the study of Green is extended by itself
where different from informal music contexts (band academic institutions), within even a lot more
obviously described instructional areas like school-based plans, songs training tends to encourage
artistic knowledge in a research design.

In addition, the study confirms earlier research on the benefits of group music-making
generally (Adie, 1989; Hallam, 1998) in relation creativity and artistry. Choirs, orchestras and
bands are examples of group activities that provoke collaboration, and the combined making of
music often provide individuals with new artistic insights not available in isolation. It seems that
there might be a special role of social settings like these: half the students said they felt more
confident doing arts after singing in groups. This finding maps well to Sawyer's (2012) that
creativity often results from collaboration, whereby individuals influence one another and leverage
the thoughts of others.

Social-Emotional Development

This study supports similar findings of the powerful emotional and social benefits for music
education from past studies as well. A good few of our students indicated that music helped them to
reduce stress and express their feelings, which correspond well with the findings of Schellenberg
(2004) who showed higher levels of emotional intelligence in children taking part in musical
education/status. The non-numerical data, particularly student narratives, suggest that music serves
as an emotional valve for students to regulate their emotions. Through these structures and roots in
creativity, children can begin expressing their emotions which is a crucial component of personal
growth.

The emotional regulation results seen in the present study are also consistent with Hargreaves
and North (1999) who reported that doing music served as a way for people to reconcile feelings. In
the study, students reported that music-making often helped them in sailing through some difficult
emotional terrains. According to recent findings by Koelsch (2014), music relates to affective brain
centers that help adults overcome emotional and promote their cognitive processing. Consequently,
the results of this study support that music education experiences have therapeutic effect where
students can manage emotions in times of stress or difficulties.

Benefits were social as well as emotional. Participating students and their parents really felt
like they belonged to something; a community spirit fostered by performance in musical enemies.
The social component of music education cannot be forgotten, as it teaches students how to work
well with those around them and feel a part of the school community in a way other forms of
curriculum do not. This sentiment is additionally supported by Hallam (2010) in her research
attesting to the positive impacts of music education on social cohesion, allowing teamwork,
empathy and communication amongst those engaged in the music making activity. Choirs and
bands encourage students to come together to make common music, thereby assisting them in

38




BECTHHUK KaszHITY um. Abas, cepus «XyodooicecmeenHoe obpazoeanue: uCKyccmeo — meopusi — memoouxay, Ne 2 (79), 2024 2.

building a great social bond among each other as well as nurturing development in both light
moments of their lives; One thing school is all about helping the school children grown artistically.

These findings included an illustration of music education as a social equalizer, welcoming
students from different backgrounds to congregate, also in line with the assertion made by Odena
and Welch (2007). The collaborative nature of music education provided students from all socio-
economic and cultural backgrounds with opportunities to learn together, while at the same time
bringing them closer achieving a sense of unity. One student said, “In choir, we’re all working
towards the same goal, regardless of where we come from” (Interview 2023). The idea that music
can foster inclusive, communal environments is widespread throughout literature pertaining to
music education and its social benefits (e.g., Green 2008).

Academic and Cognitive Policy (resources)

Also found in this study is the finding that music education, and cognitive development are
positively related. The students also indicated that taking music improved their concentration,
memory and problem-solving skills, results which are consistent with prior research. Rauscher et al.
One of the most famous works published in 1997 found a link between music education and
improved spatial-temporal reasoning in children; this study agrees with their conclusion via both
quantitative and qualitative measures.

In this study, students reported significant enhancements in academic focus and discipline
factors that are highly compatible with academic success. This aligns with Schellenberg (2004) that
music lessons enhance non-musical cognitive skills which subsequently transferred to math and
reading. Music, which demands prolonged attention, memorization, and pattern navigation (among
other cognitive abilities), appears to hone cognitive functions that are transferable to several
academic subjects. Some, for example, focused on cognitive enhancement — noting, for instance,
that grades on a music test went up along with scores in fields such as math (which is language-like
and involves listening to ability) or reading comprehension.

The extent of this difference can be measured by the variation in GPA (Grade Point Average)
between students that are not engaged and those that participate in music education. This is another
piece of evidence in support of a larger literature suggesting that music education promotes
academic success through the development and use of cognitive skills, like executive function
(Schellenberg, 2006). Furthermore, the dedication to learning an instrument seems to correlate with
studying and time management as appears over all academic achievement. One teacher explained:
"The things they learn about practicing for music carry over into how they study everything else"
(Interview, 2023).

Facing Music in Music Education

Admittedly, while the study highlighted key advantages associated with learning music, it
also found a few hurdles to providing high quality programs. The lack of resources and
opportunities for music education, especially in public schools was concern well voiced and no
small issue. This mirrors wider concerns in the literature about a decreasing proportion of arts
programs in schools resulting from budget cuts and changing educational focus (Benedict &
Schmidt, 2014). Lowering music + education = cutting kids off from the social, emotional and
cognitive benefits it fosters.

Access, particularly from the perspective of whom it may be excluding, is important in such
debates because music education can have a role in social mobility. Elpus and Abril (2011) have
found that children with low-socioeconomic backgrounds less often receive music training, one of
many tendencies to increase inequality in educational outcomes. A recent survey of students also
supports these findings, and some reported that their schools had outright eliminated music
programs due to budget cuts, so they had to take private lessons or participate in a local community
program on weekends. But not everyone can afford that “As one parent explained, “We had to find
a private teacher after the school cut the music program.
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All of this has led to calls for a more institutional approach through policy, better yet there are
cries being heard asking for stronger considerations and implementations requiring music education
as core part of the curriculum. Music should not merely be regarded as an extracurricular luxury but
rather as a main aspect of education (Abeles & Custodero, 2010), according to supporters of music
integration. New research out supports that claim, showing the powerful effect music education has
on student social, emotional and academic development. We want to make sure every student can
attend high-quality music education that enriches and supports a more fair, well-rounded
educational system. Their work starts in the classroom, as most teachers simply do not know where
or how to begin.

Importance of Educators in the growth of Music Education

The Role of the Music Educators they Point from this Review is Another Important Factor They
also support creativity and emotional expression, as well as social interaction - all key aspects of the
music experience. To educators and in this study, tailoring their approaches to meet the specific needs
of students — especially those that do not generally thrive within more traditional means of teaching-
was a crucial theme. The work of Green (2008) also confirms the significance of informal student-
centered methods that promote ownership of student's own learning. For example, a number of
teachers in this study described that they used student-led projects and improv exercises to support
creativity and self-expression. This is in line with Hallam (2010), who posited that the aims of music
education should be to ensure students develop both their technical skills and expressivity, through a
balance of formal instruction and exploratory activities.

In addition, the teachers in this research delineated that to be successful all students need to feel
that they belong and are important in a classroom environment. Nowhere is this truer than in music
education, where students with varied life experiences come together to make music collectively.
Creating connections and community inside the classroom is even more important since this social
skill will enhance their creativity as well. As Odena and Welch (2007) argue, music educators need to
be aware of social practices that can occur within classrooms where all students have avenues through
which they may contribute meaningfully and creatively.

In other words, these findings offer strong proof of all the ways music education can transform
— by nature —through the opening avenues toward artistic and emotional growth, social connection,
and cognitive processing. These findings are largely in line with existing scholarship, meaning that
this work extends the debate and provides a new contribution to the problems of music education (and
access to it) as a phenomenon in the light of resources. Music education is not an extracurricular,
strictly speaking; it should be considered as a constituent of the full scope of one's educational diet, as
necessary to personal and social development as healthful food. While these offerings can provide
students with high-quality music education, they cannot reach all students unless policymakers,
educators and communities make a concerted effort to surmount the obstacles that prevent access to
top-notch music programs.

This research has clear relevance beyond the music classroom, advocating for the social
importance of music education in myriad ways as evidenced by students themselves. This teaching of
creativity, emotional expression and social awareness — make music education an essential
component of the overall educational experience, shaping students into not only artists, but respect
artists who have shown true empathy for each other become better adept at working cooperatively and
are able to show resilience in difficult times. As such, supporting music education is essential not just
for the next batch of musicians but also as an investment in a more creative and empathetic society.

Conclusion. It underscores the deep social and artistic importance of music education, with its
major impact on students' artistic growth, emotional welfare, group togetherness as well as cognitive
capabilities. The study proved that music education makes students more creative and critical thinkers
while offering them a different type of communication and their own form of creativity. But beyond
the arts, music education builds social connections in group playing contexts: it fosters teamwork,
empathy, and inclusive experiences. The ability to control and express emotion is an important aspect
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of emotional intelligence, so the Hexnub Awareness Treads provides a platform to increase emotional
awareness. In addition, music education has been proven to have a positive impact on academic
achievements, a matter of overall cognitive benefits — as research indicates that focus, memory and
problem-solving skills are improved through studying music thus benefiting the development of
human intelligence. The originality of this work is to see music education in a broad sense with
emphasis on personal and social development and its conclusion is hybrid, added transformative and
general characteristics attempting the integration of quantitative data with qualitative insights for an
statistical provisional scenario methods which can depict both sides from eco-quantification to non-
objective quantitative. The results not only support existing research indicating that students who
study music score better on academic tests than their non-musically trained peers, they shed new light
on the potential of music as a means for social integration and countering educational disparities. An
important study by the links benefits with some of the critical challenges, including concerning access
because of budget cuts inching out music programs and a dearth of resources especially among under-
resourced schools. And overcoming these barriers is crucial if we are going to make the benefits of
music education available to all students, regardless of their socioeconomic situation.

Future studies should, therefore, investigate the lasting effects of music education and how
these can help students develop through arts and social functioning as they age into adulthood.
Moreover, more research on the degrees of various types of music programs (e.g., formal vs.
informal, group vs. solo) could help us to further understand what some possible best practices in
teaching are. Additionally, policy makers and educators need to look at more approaches jointly that
give every student rich music education opportunity so they can feel the positive aspects of music.
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MY3bIKAJIBIK BIJIIM BEPY BATTAPJIAMAJIAPBI CTYAEHTTEPIHIH
OPBIHJAYIIBUIBIK JAF ABIJIAPBIH JAMBITY

Axoamna

byn 3eprrey My3bIKanblK OimiM  Oepy CTYACHTTEPIHIH OpPBIHAAYIIBUIBIK JaFIbLIapbIiH
JaMbITYFa, apHaibl TOXKIpUOCHI, TCHXOJNOTHSUIBIK JANBIHABIKTBI JKOHE CaxHara KaTbICYJIb
IaMbITYZIbl  OipikTipyre OipTyTac Ke3KapacThl KapacThIpaibl. 3epTTey IOCTYPJi MY3BIKAJIBIK
OUTIMHIH MIEKTEyJIepiH KapacThIpajabl, ONl KeOiHece TEK TEXHHKAIBIK aFablIapAbl MEHTepyre
OarbITTanFad. 3eprreyre 60 cTyIeHT KaTbICThI, OJap CTAHIAPTThl OKY KOCHAapbIHA Colikec OakbLIay
TOOBIHA JKOHE KOCHIMINA JAHBIHABIKTAH ©TKEH SKCIIEPUMEHTTIK Tomka Oeminai. MHTepBeHUuMsFa
KYpPBUIBIM/IBIK CEMHUHAapJap, *ajlfaH KOHBbUIBIMAAP JKOHE OHIMILIIK CarachlH JKAKCApTyFa *KOHE
OHIM/IUTIK aJaHJayIIbUTBIFBIH OaCKapyFa apHAIFaH IICUXOJIOTHSIIBIK CeCCUsIap Kip/i.

CanzpIK HoTHXKeNep OaKpliaay TOOBIMEH CalbICTBIPFaH/1a SKCIIEPUMEHTTIK TOIITa ©31H-031 ecell
Oepy IarIbUIApPBIHBIH aWTapibIKTall apTKAHBIH JKOHE Ma3achI3NbIK JICHICHIHIH TOMEHACTEeHIH
kopcerTi. Cyx0OaTThIH camainbl JepeKTepi Oyl HOTHXKENEpAl pacTabl: CTYACHTTEP CEHIMILTIKTIH
apTKaHBIH, CaXHara KaTBICYABIH XKaKCapFaHbIH JKOHE ayIUTOPHSIHBIH OEJICEHIUNIrH apTThIPFaHbIH
xabapnagpl. OChbl OMICTEPIIH HWHTETpalMsIChl OKYIIBLIAPIBIH OpPBIHAAYIIBUIBIK KaOileTTepiHiH
TEXHUKAJIBIK JKOHE HKCIPECCHBTI aCIEKTUIepiH THUIMAI TYpHAE KETUIMIPETIH KEMIEeHI KYPBUIBIMIIbI
KaMTaMachl3 eTTi.

3epTTey KOPBITBIHIBICHI OOWBIHINA THIHFBUIBIKTBI TEAATOTHKAIBIK TOCUT JKaH-)KaKThI
OpBIHAAYIIBIIAPBl JAMBITYla TEK TEXHUKara OaFbpITTalFaH JOCTYpJl oJicTepre KaparaHna
TUIMAIPEK JereH KOPBITBIHIBIFA Kelmi. HoTikenep TCHXONOTHSUIBIK JaWbIHIBIK TI€H CaHaJIbI
TOXKIpUOEH1 My3bIKaNbIK OUTiM Oepy OarnapiamaiapblHa €HII3y CTYAEGHTTEpAl KociOM OpbIHAAY
TajanTapblHa KaKChIPAK JalbIHIAl alaThIHBIH KepceTenl. bomaimak 3eprreynep Oyl TOCUIIIH y3aK
Mep3iMJIl 9CEpiH KOHE OHBIH IPTYPJi OHIMIALIIK MapaMeTpiepl MEH CTYAEHTTEp MOMyJsALUsAChIHA
KOJIIAaHBUTYBIH 3€pTTEyl Kepek. byin 3eprrey o31He CeHIMl, MOHEpil KoHe KOHUIAl
OpBIHAAYIIBIIAP/bl TOPOUENEHTIH CTYACHTTepre OaFbITTalfaH MY3BIKaJbIK OlTiM OepyniH KaH-
SKaKTBI MOJEIIH KOJIMaiIbL.

Tyiiin ce3xep: OpBIHAAYIIBUIBIK I[IEOEPiK, MYy3bIKAIbIK OLTiM, apHailbl KaTTBIFY,
OPBIHAAYIIBUIBIK ATAHIAYIIBUTBIK, CAXHAFa KATBICY.
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PA3BUTHUE UCIIOJIHUTEJIbCKUX HABBIKOB Y YUAIIIUXCHA
MY3bIKAJIBHBIX OBPA3OBATEJIBHBIX ITPOI'PAMM

Annomayus
B »TOM mccnenoBaHuu paccMaTpUBaeTCs HENOCTHBIA MOIX0 K Pa3BUTHIO UCTIOTHUTEIBCKUX
HABBIKOB y CTYJICHTOB B COYCTAaHWHM CO CIEIHATA3MPOBAHHONW TPAKTHKOMW, IMCHUXOJIOTHICCKON
MOATOTOBKOM W pPa3BUTHEM HABBIKOB yYacTHs Ha CIeHE. B HCcleqoBaHWM paccMaTpPUBAIOTCS
OTPaHHYCHUS TPATUIIMOHHOTO MY3BIKAJIBHOTO O0pa30BaHUs, YacTO HANpaBJICHHBIC TOJBKO Ha
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npuobperenue HeoOXOAMMBIX TEXHHUECKUX HABBIKOB. B MccieJ0BaHUY NMPUHSIIN Y9acTHE MOPSIKa
60 cTyaeHTOB, KOTOpble OBLIM pa3[eleHbl Ha KOHTPOJIBHYIO TpPYIIy B COOTBETCTBHUU CO
CTaHJApTHOMW  y4eOHOW MpOorpaMMOM ¥  OKCIEPHUMEHTAIBHYIO TpPYIMIy, [POXOJUBIIYIO
JOTIONHUTENbHOE 00ydeHue mo 30 B KaXIOH. Meponpusatus BKIOYaIM B cebe
CTPYKTYpUPOBAHHbIE CEMMHAPbl, MMUTAL[MOHHBIE JIEMOHCTPALMM M IICUXOJIOTUYECKUE CEaHCBhI,
HaIpaBJIeHHbIE HA TOBBIIICHUE KaueCTBAa pabOThI U pelIeHre IPodieM C TPOU3BOAUTEILHOCTHIO.

KonnuecTBeHHBIE pe3ynbTaThl IOKa3add 3HAUUTENbHOE YIIYUILIEHUE HaBBIKOB CAMOOTYETA I10
CPAaBHEHHUIO C KOHTPOJBHON TPYNION M CHUKEHUE YPOBHSA TPEBOXKHOCTH B 3KCIEPUMEHTAIBHON
rpymnme. KayecTBeHHBbIC JaHHBIE HHTEPBBIO MOATBEPAMIN 3TH PE3yAbTAThl: CTYACHTHI COOOIIMITH O
MOBBILICHUN YBEPEHHOCTH B ce0e, yIy4yIIeHHH y4acTUsi B CI€HE WM TOBBIIICHUU BOBICYCHHOCTHU
ayautopuu. VHTerpamms OSTHX METOAOB oOOecleymia BCEOOBEMIIOIIYI0 OCHOBY, KOTOpas
3¢ (}HEeKTUBHO yIydlIaeT TEXHUYECKHE U BhIPA3UTEIbHbBIE aCIEKThl UCIIOJIHUTEIBCKUX CIIOCOOHOCTEM
CTYJIEHTOB.

[lo pe3ynbraraM uccieqoBaHUs ClI€laH BbIBOJ, YTO KOMIUJIEKCHBIA MEJarornyeckuil moIxo
6ornee »¢¢deKkTuBeH B Pa3BUTHH PA3HOCTOPOHHUX AapTHUCTOB, HEXKENU TPAJAUIMOHHBIE METOJIbI,
OPUEHTHUPOBAHHBIE B OCHOBHOM HCKJIIOUMTEIIBHO Ha TEXHOJOruu. Pe3ynbTarhl uccienoBaHUs
MI0Ka3aJ10, YTO BKJIIOUEHHUE ICUXOJIOTMYECKON MOJATOTOBKM M OCO3HAHHOTO ONBITA B IPOTPaMMBI
MY3BbIKQJIBHOTO  OOpa30BaHMUsS MOXET JIydllle [OATOTOBUTh CTYAEHTOB K TpeOOBaHUAM
npoeccCHoHaNTBbHOTO UCHIOTHUTENHCTBA U COBPEMEHHOTO MY3bIKAIbHOTO 0Opa3oBaHus. bymyiue
WCCIIEIOBaHMs Ha Halll B3I JOJKHBI ObITh HalpaBjieHbl HA M3yYE€HUE JOJITOCPOYHOIO BIUSHUS
TaKoro IMojaxoJa M €ro MPUMEHEHHE K PA3IMYHbIM MapaMeTpaM yCII€BA€MOCTH M KOHTUHIEHTY
CTYJCHTOB.

KitoueBble  cj10Ba:  HCIOJNHUTENBCKOE  MAaCTEpCTBO,  MY3bIKalbHOE  0Opa3oBaHHE,
CTeNUANBbHOE YIIPaKHEHHE, UCTIOTHUTEIIBCKOE OECIIOKOICTBO, yUacTHe B CIICHE.

Kakimova L.Sh
Abai Kazakh National Pedagogical University, Candidate of pedagogical sciences,
associate professor of the "music education and choreography "
Department, Almaty, Kazakhstan, e-mail: laura_kakim@mail.ru

DEVELOPING PERFORMANCE SKILLS IN MUSIC EDUCATIONAL
PROGRAMMS STUDENTS

Abstract

The purpose of this study is to examine a comprehensive approach to raise performance skills
in music conservatory students, based on instruction of deliberate practice training and
psychological techniques related with stage presence. The research is speaking to inadequacies in
how we teach music — that playing an instrument is not the only thing which matters. The study
was conducted with sixty students (30 in a standard curriculum control group and 30 in an
experimental supplementary training group). The intervention included structured workshops;
simulated performances, that is, mock performances; and psychological sessions designed to help a
performer enhance his or her performance quality and deal with anxiety.

Results also showed that the experimental group exhibited more self-reported performance
skills and less anxiety at pretest than the control group. Interviews provided qualitative data that this
was true, as students described increased confidence, improved stage presence and even more
audience engagement. Combining these methods produced a substantial model for systematically
improving the technical competence and expressive capacity of student performers.

The study ends by suggesting the superiority of a holistic pedagogy approach combining areas
such as technique and performance. These results imply that adding psychological training and
focusing practice into music education programs may help student musicians to face the demands of
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professional performance. Longitudinal research should examine the potential long-term effects of
this strategy as well as its suitability for use in a range of performance contexts and student
populations. The strong implications of this research are for a holistic, student-centered, approach to
music education to nurture Confident Expressive Resilient performers.

Keywords: performance skills, music education, deliberate practice, performance anxiety,
stage presence.

Kipicne. OpbiHaaynIbuIbIK JaFabpLIap/Ibl JaMBITY MY3bIKAJIBIK O1UTIM O€pyIiH HEeri3ri acreKkTici
OonbIn TaObUIAABI, dcipece My3bIKajJa KociOM MaHcamKa YMTBUIATBIH YHHUBEPCHUTET CTYISHTTEpI
yiIiH Oy eTe MaHbI3bl. TEeXHUKAIBIK MIEOSPIIKTEH MOHEPJIl JKOHE OCepJIl OpbIHIAyFa KOIly TEeK
TBIHFBUIBIKTBl TOXKIpHOEHI FaHa €MeC, COHBIMEH KaTap OpBIHAAYIbIH ICUXOJIOTHSUIBIK KOHE
SMOLIMOHAN/IBI KOMIIOHEHTTEPIH TEpPeH TYCIHyAl KaxkeT erenl. Tapuxu TYpFbIaH alFaHjaa,
My3bIKalIBIK OiiM Oepyae kebOiHece OpBIHAAYIIBUIBIK KaOLIeTTepaiH OipTyTac JAaMybl eleHOeH,
TEeXHHUKAJIBIK JaFabuIapabl urepyre Oaca Hazap ayAapbUlbl. YakKbIT ©Te Kelle Oy eKIiH e3repe
Oacrasipl, OUTKEHI, OKBITYIIBUIAP MEH 3€PTTEYILIiJep MY3bIKAIbIK KOHBLIBIMHBIH TEXHUKAJIBIK KOHE
AKCIPECCUBTI AaCMEKTIIEPIH €CKEPETIH J>KaH-)KaKThl TOCUIMIH KaXeTTUNriH TtyciHemi (Jlemanw,
Cnobopa sxone Bynu, 2007).

CoHFbl KBUIAAPBL JKAPBIK KOPreH 3epTTeyliep MY3BIKAHT CTYACHTTEPAIH OPBIHIAYIIBLIBIK
JaFABUIaPBIH TaMBITYFa BIKIAT €TETiH OipHeIIe HeTi3ri OarpITTapAbl aHbIKTaAbl. Onapra - MaKcaTThl
ToxipuOe, OpbIHOAy Ke3iHIeri cTpeccTi Oackapy, COHIai-ak caxHajga ©31H-e31 ycTay KoHe
ayTUTOPUSHBI ©31HE KapaTy MYMKIHAITI Kipeai. DpUKCOH xoHe Oackamap (1993) taHbMan eTkeH
«caHajbl TOKIpUOE» TYKBIPbIMIaMAachl OHIMIUTIKTIH HAKThI aCTIEKTUIEPiH JKaKcapTyFra OarbITTalFaH
KYPBUIBIMJIBIK JKOHE MAaKCaTThl TaXKipuOeHi Oummipemi. Byn TocimmiH mocTypni KaifTamaHaThIH
ToXipuOe o/icTepiHEH epeKIIeNIeHEe Il )KOHE KOFapbl JACHIEHAer! KYMBIC JaFAbUIapblH JaMbITy/a
aifrapieikTaid THIMII exenairi kepcerinred (Ericsson, Krampe sxone Tesch-Romer, 1993).

CriekTakibre KaThbICThl alaHIayIIbUIBIK — OPBIHAAY JaFIbLIapbIH JaMBITYFa 9Ccep €TETIH TaFbl
O0ip Manb3abl (akTop. My3blka MEKTEOIHIH KONTEereH OKYIIbUIaphl CHEKTaKIbAEp Ke31HIe
Ma3achI3JIBIKTHIH KOFaphl ACHIeHIH ce3iHenl, Oyl oJapAblH THIMAL 6Hep KepceTy KabileTiHe Tepic
ocep €Tyl MyMKIH. 3epTTeyfiep KOpCETKeHJEH, OHIMIUIKKE KaThICThl aJlaHIayIIbUIBIK TEK
TICUXOJIOTHSUIBIK MOceJie €MeC, COHBIMEH KaTap OHIMIUTIKKE 9cep €Tyl MYMKIH (DU3HOJIOTHSIIBIK
KOHE KOTHUTUBTI KOMIOHEHTTepl Oap Ooibin oThlp (Kennu, 2011). OHiMAUIIK Ma3achI3bIFbIMEH
KYpeCyiH THIMJII cTpaTerusjapblHa KOTHUTUBTI MiHE3-KYJIBIK 9/1iCTEpi, pellaKkcalysl )KaTThIFyIaphl
YKOHE Ma3acChI3/IBIKTHIH OHIMJUIIKKE TEPIC dCepiH a3alTyra OarbITTalFaH MCHUXUKAIBIK JaWbIHIBIK
Kipei.

CaxHaza e31H ycTay KoHEe KoOpepMeHIep il OpbIHAAYIIBUIBIK HIEOEPIIIKTI JaMbITYFa TapTy pei
OapraH caifblH apTa Tycyae. OpbIHAayIIBIHBIH CaXHAHBI 0AacKapy *KoHE ayJUTOpUsSMEH OaliaHbIC
OpHaTy KaOUIeTIH KAMTUTBIH caxHaja ©31H YCTay >KaHIbl JaybICTa OpPbIHAAYAbIH MaHbI3/IbI
acmekTici 0ombIn Ta0bIaabl. byran Tek (U3MKAIbIK KUMBUIIAp MEH MUMHKA FaHA eMeC, COHBIMEH
Karap, OPBIHJAYIIBIHBIH OPBIHIAY KE3IHIETi SMOIMOHAIIBI JKOHE ICUXOJIOTHSUIBIK JKaFmaiibl 1a
Kipeai. 3epTTeyliep KOpCeTKeHIEH, CaxHaJblK ©HepAl YHWPEHETIH MY3BIKaHT CTYAEHTTep o3
ayTUTOPHUSICBIMEH THIM/JII KapbIM-KaThIHAC JKacall aja/ibl oHe ocepil KOWbUIBIMIAp KepceTe anaabl
(bponckuit, 2006).

AJIBIHFBI 3€pTTEYJIEP OCHI AIEMEHTTEP/Il TYCIHYT€ HEerl3 CaJIJbl, anaiaa, ochl (pakTopiapapiH
@3apa OpPEKeTTECYIH 3epTTEHTIH KaH-)KaKThl 3epTTeysiep ol Je KaxeT OoJblll oThlp. JlemaHH,
Cnobona >xone Bymumin (2007 x.) eHOeKTepi OPBIHAAYIIBUIBIK JaFAbUIAPABl MPAKTUKAHBIH,
TICUXOJIOTHSUTBIK JABIHIBIKTHI )KOHE OpPBIH/IAY TOKIPUOECIHIH KYpAETi e3apa opeKeTTecyl apKbLIbI
JAMBITBUIATBIHABIFBIH KOPCETETIH HETi3/1 YChIHAABI. JlereHMeH, onapiblH 3epTTeyiepi COHBIMEH
Karap Oy KOMIIOHEHTTEpAl MY3BIKaJIbIK OKY OarjapiaMainapbiHa OipikTipyre keOipek KeHisl Oeiry
KEpEKTIriH KepceTel.
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Ochl KaJibIlTaCKaH OJKBUIBIKTHI YKOK0 YIIIH Ka3ipri 3epTTeyiep TEXHUKAIBIK JaFIbLIapIabl
JaMBITYJIbl TICUXOJIOTUSJIBIK JKOHE OJKCIPECCUBTI JAlbIHIBIKICH YHJIECTIPETIH WHHOBAIUSIIBIK
MeJaroTUKAIBIK TOCUIIEpAl 3epTTeyre OarbiTTaFaH. MyHJIall Tocuimepre CTyACHTTEpre Taxipuoe
Kacayra JKOHE OJapJblH OpBIHJAY JaFAbUIAPBIH SKETULAIpyre KOJaiybl »arjgall TyFbI3aThIH
OPBIHJIAYIIBUIBIK IIe0epXaHaap, XKaJFaH KOWBUIBIMIAP >KOHE KYpJacTapblMEH Kepi OalmaHbIC
ceccusiapsl Kipei. by omictep cTyaeHTTepre CEHIMILTIKTI apTThIpyFa KOMEKTECI KaHa KoWMai,
COHBIMEH KaTap OJIapJIbIH CaxHaFra KaThICYHI )KOHE ayIUTOPUSHBIH KaTICYBI TYpallbl CBIHAAPIIBI Kepi
OailyTaHpIC almyFa MYMKIHJIIK Oepei.

KopbITbHABIIAN Kele, My3bIKaIBIK O1T1iM Oepy CTyJEHTTEpiHIH OpPBIHAAYIIBUIBIK MIeOepIirin
JAMBITY — OYJI TEK TEXHUKAIBIK IIEOSPIIKTI FaHa Ka)KET eTIEWTIH KO KhIPJbl mporecc. by
apHaibl TOXIpUOE xKacaybl, Ma3achI3IBIKTEI OACKApyAbl KOHE CaxHaFra KaThICY/Abl KOca allFaHja,
OipkaTap IarapLIapabl AaMbITyAbl KaMTHABL. OCBI 3JEMEHTTEPAl MY3BIKQJIBIK OLIiMIe KIpiKTipe
OTBIPBIN, TOpOWENIiep CTyASHTTepAi KociOu mIeOepiiKTiH TalanTapblHa >KaKChIpaK MaiiblHaail
amanel. OChl camajarbl 3epTTEyJep JaMbIN KeJe KATKAHABIKTaH, OPBIHAAYABIH ICUXOJOTHUSIIBIK,
SMOLIMOHANJIBIK KOHE TEXHUKAJBIK OJIIeMIEpiH €CKepeTiH, cailblll KenreHae, OutiM Oepy
TOKipuOeciH OalbITATRIH JKOHE My3bIKa OuTiM  Oepy CTYOSHTTEpiHIH OpBIHAAYIIBUIBIK
MYMKIHJIKTEPIiH apTTHIPATBIH TYTAC KO3KAPACThl KaObLIAay MaHbI3/IbI.

Matepuangap MeH dfictep. My3bIKalblK OuTiM Oepy CTYICHTTEpPiHIH OpPBIHAAYIIBLIBIK
meOeplikTepiH  AaMbITy OOWBIHIIA SKYPri3UITeH 3epTTeyieplae OpTYpial MeJarorukaibIk
CTpaTervsuIapIblH THIMIUTITIH JKaH-)KaKThl 3€pTTEy YUIIH apajac 3epTTey SmicTepi KOJIaHBUIJIBL.
3epTTey Oip OKY >KbUIBIHJAA >KYPri3iiAi, 07 ACPEeKTEepAiH KEH ayKbIMbIH aly »XoHE HOTHKeIepi
TPUAHTYJISAINS apKbUIBI pacTay YIIH JIEPEeKTepAl >KUHAYIBIH CANaIbIK KOHE CAHIBIK OIICTepIH
KaMTbLIbl. KaTeicymibiap My3bIKamiblkK OimiM Oepy OarmapiamanapblHaH KaObUITAHBI, 3€pTTEyre
Oapneirel 60 CTymeHT ©3 epKiMeH KarbicThl. Omap eki Tomka OeiHdi: CTaHAAPTTBl OKY
OargapiaMachblH O>KalIFacThIpaThlH Oakbllay TOOBI JKOHE OHIMIUIIK JaFAbUIaphIH JaMbITyFa
OarpITTaIFaH KOCBIMIIIA TPEHUHTTEPMEH aliHAIBICATBIH YKCIIEPUMEHTTIK TOII.

OKCIepUMEHTTIK ~ TOMKAa  apajacy  KYpPbUIBIMIBIK  CEeMHUHapjapJaH, HMMHUTALUSIIBIK
KOWBUTBIMIAP/IaH JKOHE TICHXOJIOTHSUIBIK TPCHUHTTEPJCH TYPJBI, OJApIBbIH OPKAWCHICHl OPBIHIAY
JaFAbUIapbIHBIH Oenriiai Oip acnekTijepiHe OarbITTalFaH, MbICAJbl, apHailbl JKAaTTBIFY oiCTepI,
caxHara KaTbICy JKOHE OHIMJAUIIK ajlaHAayIIbUIbIFbIH Oackapy. byn cemuHapnap anrtacelHa €Ki peT
antel ail OOMBl OTKI3LIAl, Op ceccsl IIamMaMmeH eKi carartka co3puUiAbl. CabakTap OapbICchIHIA
CTYICHTTEp OPHKCOH J>KOHE OacKajap CHITaTTaFaHIail apHaiibl ToXipuOe CTpaTerusuiapbIMeH
TaHbICTHI (1993). OHBIH i1IiHJE — MaKcaT KOk, Kypaeii Oenimaepre OarbITTalFaH TOXIpUOe jKoHE
pedIIeKCUSUTBIK  TIPAKTHKA JKypHAIIAPhl. [ICHXOJIOTHUSIIBIK TPEHUHITEPre 3CHiH IKATTHIFYIIAPHI,
penakcalusi oficTepl JKOHE CTYIEHTTepJiH caOKkKa YJrepiM alaHJaylIbUIBIFBIH OacKapyFra
KeMeKTeceTiH xxerekii oeitnenep kipai (Kennu, 2011).

XKanran KoWbpUTBIMAAp apHAbl JAWBIHABIKTHIH HET13r1 Kypamaac Oeiri peTinae OipikTipimim,
CTYJCHTTEPIe KypJacTapbIHBIH aJIJIbIHA OHEP KOpCeTyre jKOHE ChIHIApJIbI Kepi OaiaHbIc amyra
MYMKIHIIK Oepai. 3epTrey OapbiChIHIA Op CTYASHT YIII JKaIFaH KOWBLUIbIMFA KaThICTH. CaxHaHBIH
KAaTBICYbl MEH KOpPEPMEHJIIEPMiH KATBICYbIHBIH JKaKCapyblH Oarajiay VIIiH CHEKTaKIbAep
Oelinerxaz0ara TYCIpLIiN, OPBIHAAYIIBUIBIK ICUXOJOTUS MEH MY3BIKAJIBIK OiliM Oepy cajachbIHIAFbl
AJJIBIHFBI 3epTTEYJIep HETi31H/e jKacainFaH pyOpuKaHbIH KemeriMeH Oaranannbl (bponackuii, 2006).
PyOpukana (u3HKaNbIK MOHEPIITIK, My3bIKaMEH AMOILMOHANILI OalIaHBIC JKOHE ayAUTOPHUSIHBIH
@3apa OpPEKETTECTITl CHUAKTBI KPUTEpUIIep KaMThULABL. baramayiasl KaThICYIIBUTAPABIH TOITHIK
TaTnChIpMaliapblHA COKBIP YIII TOYEICI3 MY3bIKAIBIK OKBITYIIBUIAP TOOBI XKYPri3ii.

CaHJpIK AepekTep CTaHIapTTajlfaH cayajHamalap MeH eHIMIAUIIKTI Oaranaynbl MaiinanaHa
OTBIPBIII, apajiacyFa JIeHiHT1 *oHe KeHiHT1 Oaranaynap apKblIbl )KHHAIIBL. «OHIMIUTIK JaFIblIapbIH
tyreqaey» (PSI) 3eprreyain OachiHIa >KOHE COHBIHIA CTYACHTTEPIIH ©3 OeTiHIIe ecenm OepeTiH
OHIMJILTIK JAaFJblIapbl MEH allaHAAYIIbUIBIK JCHTeHiH aHbIKTay MaKcaTbIiHAa Kyprizinal. CoHbIMEeH
KaTtap, KOPBITBIHIABI OKY KE31HJEe Op CTYACHTTIH YJITEPIMIH COJI TOYENCI3 TOpelIjiep aIKachl
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Oaranazpl, ojlap ChIHAK KOHBUIBIMAAPBIHAA KOJAAHBUIFAHFA YKcac yirepimai Oaranay aiijapbiH
Konmauabl. CaHAbIK JEepeKTep TOoNTap INIHAET! apamacyra JACHIHT1 jKoHE KEHWIHT1 HOTHDKEIep.i
CaNBICTBIPY YUIIH KyNTacThIpplIFaH yiri T-ceiHakrapbl (T-test) skoHE SKCIIEPUMEHTTIK, Oakpliay
TONTApPbIH CAIBICTHIPY YILIH TOYeJCi3 YIr1 T-ChIHAKTapbl apKbUIbI TAJIJaH bl

Cananel JiepeKTep HKCHEPUMEHTTIK TOITHIH KaTBICYIIBUIAPBIMEH JKYPTi3UINeH KapTbUIal
KYpPBUIBIMIBIK cyXOaTTap apKbUIbl )KUHAIABI. by cyx6arTap oyapJblH apajacy To:KipuOeciH, OHbIH
THIMJUIITT Typaibl TYCIHIKTEPIH OHE OJap/AbIH KYMBICBIHBIH JaMybl Typalsbl KeKe TYCIHIKTepiH
3eprreni. Cyxbarrap ce30e-co3 albIHAbl KOHE OHIMIUIIK aJlaHIayIIbUIBIFBIH OacKapyFa, caxHara
KAaTBICyFa »JKOHE oJledi Tokipube oiCTepiHiH KaObUIJaHFaH OCEpiHE KATBICTHI  IKAJIIBI
TaKbIPBIITApbl AHBIKTAY YILUIH TaKbIPBINTHIK TajlAay apkbuibl TangaHibl. CogaH KeiiH apHaiibl
TaWbIHIBIKTBIH ~THIMAUIN Typajbl J>KaH-)KaKThl TYCIHIK Oepy VIIIH TakpIpbIOTap CaHABIK
HOTHIKEJIEPMEH ©3apa 0ailylaHbICTBIPBLIIBL.

Cratuctukanslk Tangay SPSS OarmapnamanblK jKacakTaMachlHBIH KOMETrIMEH KYpri3iiii,
OHBIH MOHI OapiblK chbiHakTap yuriH p<0,05 menreiinme Oenrinenmi. CaHIBIK HOTHKEIEP Canaibl
TYCIHIKTEPMEH TOJIBIKTHIPBUIABI, OYJI apalacylablH CTYACHTTEpHiH YJIrepiMiHe Kallail ocep eTKeHi
TypaJibl TYTac TYCiHIK Oepai. HoTmkenepain ceHIMAUTITT MEH TYPBICTHIFBIH KAMTaMachl3 €Ty YIIiH
KOITEereH ic-mapanap KaObUIAaH[bl, COHBIH 1IIHAE — pyOpHKaizapIbsl MIJIOTTBHIK TECTUIEY >KOHE
pEUTHHTTEp apachIHAAFBl CEHIMIUIIKTI TeKcepy. bByi 3epTTeymiH omicTeMeNiK KaTaHbIFbI
SKCIIEPUMEHTTI yKcac OuTiM Oepy jkariailbiHAa KailTalayra MyMKIiHIIK Oepeni, Oyi1 My3bIka
CTYACHTTEpIHIH  OpBIHAAYIIBUIBIK  JAFAbUIAPBIH  THIMII ~ apTTHIPATBIH  IE€JarOTUKabIK
CTpaTerusiapbl OfaH api 3epTreyre Oepik Heriz Oepe/i.

Hatuxkenep. Ocel 3epTTeyIiH HOTHXKEIEPi CTAHAAPTTHI OKY OaFJapiIaMachklH YCTaHFAHIapMEH
CaJIBICTBIPFaHJa JKCIEPUMEHTTIK apajiacyFa KaTbICKAH MY3BIKAIBIK OUIIM Oepy CTYIEHTTEpiHIH
OPBIHAAYIIBUIBIK MICOCPIIriHIH alTapibIKTail KaKcapFaHbIH KepceTTi. by HoTmkenep caHABIK
KOHE camlajiblK JIepPeKTepl Tangay apKbUIbl THIHFBUIBIKTBI YCHIHBUIFAH, OyJ1 apHaibl TOXIpUOEHIH,
OHIMJILIIK allaHJaylIbUIBIFBIH 0acCKapyJblH JKOHE KE3€HJIK KATbICY >KaTTBhIFyJapbIHBIH OHIMIUIIK
KaOlleTTepiHiH JKalIbl JaMyblHa dCEPIH KopceTell.

Canaplk Tanaay. «OHIMIUIIK JaFapuiapblH  Tyrenaeyai» (PSI) maiimanana oTwIpbld,
apanacyra JEWIHI1 jKOHE KeWiHrl Oaranay SKCIEPUMEHTTIK TOINTaFbl CTYAEHTTEpAIH o3 OeTiHie
ecern Oepy JarabpUIapBIHBIH alTapIIbIKTal KaKCapFaHbIH KOPCETTi. DKCIIEPUMEHTTIK TONTa OpTalia
PSI kepcetkimi 65,2-nen 81,7-re neifin ecti, Oy aifTapibIKTail xakcapyasl kepcerti (p<0,01), an
OaxplIay TOOBI CTATUCTHKAJIBIK MaHbI3AbI emec (p > 64,5-TeH 66,3-ke NeiiiH) mamManbl FaHa ecy/l.
p>0,05) kepcerTi. byn aillblpMaIIbIBIK KOCHIMILIA >KATTHIFYJIApPAbIH OpPBIHAAY JaFIblIapbIHBIH
elayip JaMybIHa BIKIAJ €TKEeHIH KepceTeni (kecre-1).

Kecre 1. PSI kepcertkimrepiHiy e3repyi

Tonrap NurepBenuusra WNurepBeHumsnan p-MoHi
JeiiHri opTaiia | KeliHri opra
kepcetkini (SD) kepcetkini (SD)
DKCIEPUMEHTTIK 65.2 (8.1) 81.7 (7.4) <0.01
bakpuiay 64.5 (7.8) 66.3 (7.5) > (0.05
KopbIThIHIBI  KaliTaslay Ke3iHJe OHIMAUIIKTI OarajmayJpl Tajjay oOChbl HOTHXKEIEepIiH

CEHIMJIUIITIH OJ[aH 9pi pacTaiiibl. DKCIEPUMEHTTIK TONTHIH OpTalla OHIMILTIK KepceTKimi 6aKpliay
ToObIMeH (M=73,1) canbicThipranaa aTapibikTail xorapbl 6onapl (M=87,4), p-moni 0,01-nen
TeMeH, Oy Oakpulaymibliap KaObLIJaFraH ©HIMAUIIK CanachlHBIH aWTapibIKTal KaKcapraHbIH
KepceTeni. byn KyppUIBIMIBIK IeOepxaHaiap MeH JKajFaH KOHBUIBIMIAP CTYIEHTTEPiH
KOMBUIBIMIAPBIHBIH TEXHUKAIBIK YKOHE 3KCIIPECCUBTI aCHEKTUIEpiH KakcapTyJaa THIMJI OOJFaHbIH
KepceTesl.
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Cananplk  Taagay.  OKCIEpUMEHTTIK  TONTHIH  KaThICYIIBUIAPBIMEH  KapThLIail
KYpBUIBIMIAIIFaH cyXOaTTap OpBIHIAAY JaFiblIapblH JIaMBITYFa OailJIaHBICTHI OipHENIe HEeTi3Ti
TaKbIphINTAp bl alIThl. KOpHEKT1 TaKbIPBIITApABIH 01pi OHIMIIIK ajlaHayIIbUIBIFBIHBIH TOMEHILY1
6011, KenrereH cTyieHTTEp caxHaa ©3/IepiH CEHIMIIPEK KOHE a3 yalbIMIaUThIHBIH XabapIiasl,
Oyl ©e3repicTi MHTEPBEHIIMSIFA CHTI3UINEH TICUXOJOTHSIIBIK KATTBIFyJapMeH OaiJIaHbICTHIPIbI.
Kareicymsimapapiy 6ipi aTan eTKEHAEH, «... 3eHiH KATThIFyJapbl MEHIH KEeKe KOHLEPTIM Ke3iHe
3eHIHIM/II CaKTayFa )KOHE 3€HIHIMI IIOFBIPIaHABIPYFa KOMEKTeCTl. BypblH MeH JKYHKEMHIH KaTThl
TO3aTBIHBIH CE31HETIHMIH, Oipak, Ka3ip OyJ1 SHEpTrUsHbI 63 OHEpIME OAFBITTAl aJlaMBIH ...)».

Tarpl Oip KalTaJlaHATBIH TAKbIPBII CaxHara KATbICYIbl KOHE KOPEPMEHIEpPIIH KAThICYbIH
apTTeipy Oonmel. KaTeicympimap caxHaga e37epiH  JKaliIbl  CE3IHETIHIIKTEPIH JKOHE 63
ayIMTOPHUACBIMEH OailJlaHBIC OpHATyFa KaOUIeTTI EKEHIIKTEpiH cumarTtaabl. by, ocipece,
CTYICHTTEPAIH CaXHara KaTbICYbl Typalibl Jiepey Kepi OalIaHbIC alFaH KoHE opTYpJll SKCIPECCUBTI
ozicTepMeH TaXipuOe Kacayra IIAKbIPBUIFAaH JKaJfaH KOWBUIBIMIAp Ke3iHAe alKbiH KepiHmi. bip
CTYICHTTIH aWTybIHINIA: «... MaraH OepuireH kepi OaiinmaHpic Oara >keTmec KyHIbl 00iabl. MeH
IIBIFAPMAHBIH AMOLMSJIAPBIH KETKI3Y VIIH JeHeMIi >KOHE MHUMHKaMIbl Kalai Taijaiany
KEPEeKTITiH YHpeHIiM, OYJ1 MEHIH CaXxHaJaFbl Ce3IMIME YJIKEH ©3repic oKeIi.

CaHabIK KOHe camajblK MIJiMerTepai uHTerpamusiiay. CaHABIK >KOHE CalajblK
JEpeKTepAiH HMHTErpaluschl apajacylblH dcepi Typalbl TBHIHFBUIBIKTHL TYycCiHIK Oepai. PSI
KOPCETKIIITEepi MEH YITepiM KOpPCeTKIIITEpiHIH alTapibIKTall >KaKcapybl CTYIEHTTEPHiH ©3iHe
JIeTeH CEHIMUITIHIH, MOHEpJUIriHIH J>KOHE ayJUTOPHUSHBIH KaTBICYBIHBIH OOJDKaMAbl ©cCyiH
KOPCETETIH camaibl HOTHXKEIEepMEH pacTayiabl. CaHIBIK JKOHE CalaJIbIK HOTHXKEIICpP apachIHIIAFbl
OWJI COMKECTIK TEXHUKAJBIK TOKIPUOCHI IICHXOJOTHUSUIBIK J>KOHE SKCIPECCHBTI JTalbIHIBIKIICH
YiJIeCTipeTiH OpbIHIAYIIBUIBIK TaFIbIIapAbI JaMBITYFa TYTaC KO3KapacThIH THIMIUTITIH KOPCETE/I].

OuiMainik  ajaHAaylILUIBIFBIH  0acKapy. OHIMIUIIK — alaHJayHIBUIBIFBIH  a3aiiTyra
OaFpITTaIFaH TICUXOJIOTUSAJIBIK TPEHUHITEP ©T€ TUIMAI1 OoubIn WBIKTHL. PSI canablk kepcerkimrepi
HKCIIEPUMEHTTIK TOMN apachlHIa Ma3achI3[bIK JEHIeHiHIH aWTapibIKTall TOMEHAETEHIH KOpCeTTi,
Ma3achI3JbIKTBIH opTama kepcerkimi 42,3-ten 28,6-ra neitin temenaeni (p<0,01). Kepicinie,
Oakplmay TOOBIHIA MAa3achI3[bIK JIEHTEHiHIE alTapiblKTail e3repicTep OailKanManasl KoHE
HOTIKEJIEP CABICTRIPMAITBI TYpAE TYPaKThl O0ubin Kaaasl (p>0,05) (kecte-2).

Kecre 2. OHIMITIK Ma3achI3AbIK KOPCETKIIIIHIH 63€rpyl

Tonrap NurepBenuusra WNurepBeHumsnan p-MoHi
IEHWIHT1 opraiia | Ke’iHri opra
kepcetkint (SD) kepcetkin (SD)
DKCIIEPUMEHTTIK 42.3 (6.7) 28.6 (5.9) <0.01
bakpuiay 41.8 (7.1) 40.5 (7.0) > 0.05

Camanbl JilepeKTep OChl CeaHCTapAblH THUIMIUIIH OJaH opl KepceTTi »oHe OipHemie
CTYAGHTTEp 3€HiH MeH pelakcalus oJiCTepi OJapAblH alaHIAaYIIbUIBIFBIH JKEHYre >KOHE
KOMBUIBIMIIAp Ke31HJE 3€HiHIH jKakcapTyra Kalail KOMEKTEeCKEHIH CUNaTTajbl. Byl Ty>XbIpbIM
MICUXOJIOTUSUIBIK  apajacyliap OHIMAUIIK allaHAaylIbUIBIFBIH alTapibIKTall TOMEHJETIN, >KaJIbl
OHIMJIUTIK CarachlH jKaKcapTa aJaThIHBIH KOPCETETIH 3ePTTEYJIePTe COUKEC Keme/l.

ApHaiibl TOKipuGeHiH dcepi. IHTepBeHIIUAHBIH apHaiibl IPAKTUKAJIBIK Kypamaac Oeiri jae
OH HOTHXe Oep/il. DKCIEPUMEHTTIK TONTAFbl CTYJECHTTEP ©3/€piHIH TXKIPUOETIK 91eTTepl Typabl
xa0apJapibIKTBIH —~ apTKaHBIH = JKOHE MakcaTKa OarbITTaqFaH TokKipuOeMeH —alHalbIcyFa
MOTHBAIIUSHBIH >KOFapblIaFaHblH Xabapianbl. by aybicbIM onapblH yJArepiM KOpCETKIITepiHae
KOpIHIC TalThl, KONTEreH CTYJACHTTEp KOPBITBIHIBI OKY Ke3iHAE€ TEXHUKAIbIK JOJIIK IeH
MOHEPJUIIKTIH KOFapbularaHblH KepceTTi. KareicymbuiapasiH O0ipi OKHBI OblIail aen TYCIHAIpAL:
«apHaibl KATTBIFy cabaKTapbl MaraH TUIMCI3 TOKIpUOEHI MEHrepyre OarbITTalIFaH JKaTThIFyJapra
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KaHIIa YyaKbIT >KyYMCaraHBIMJABI TYCIHyre KeMmekTecTi. EHII MeH op ceccHsFa HAKThl MakcarTap
KOSIMBIH JKOHE OJIapFa JKETKEHIIIE )KYMBIC ICTEHMIH ...".

CaxHara KaTbICy JKOHe AayIMTOPUSIHBI KbI3BIKTHIPY. CaxHaHBIH KATBICYbl MEH
KepepMeHIepiH KaThICyblH JaMbITy apanacyAblH Tarbl Oip MaHbI3Ibl HOTHXKECI OOJIbI.
OnimuinikTi Oarajmay AOKCHEPUMEHTTIK  TONTAFbl  CTYAEHTTEPAIH  Oakpuiay  TOOBIHAAFBI
KYpJacTapbIMEH CaJIBICTBIPFaHAa OJApJblH MY3bIKACHIMEH (DM3HUKANIBIK SKCIPECCUBTUIIN MEH
OMOIMOHANBI  OANTAHBICHIHBIH HBIFAWFAHIBIFBIH  KOpCeTTi. byn  TyxelpeiMmap cyx0aTka
KayanTapMeH pacTajjbl, OHJAa CTYIEHTTEp CEMHUHApIapJblH aybl3lla e€MeC KapbIM-KaThIHACTBHIH
OpBIHJIAyIaFbl MAHBI3BUIBIFBIH TYCIHYTe Kallal KOMEKTECKEHIH Tankpuiaabl. OChl jkalibiHma Oip
CTYIEHT ObLIail Jenm aram oTTi: «... KUMbUIIap MEH MUMHUKaJap[sl TUIMAI Maligananynbl YHpeHy
MEHIH OpBIHJAY TOCITIMII e3repTTi. MeH Ka3ip TeK HOTa OWHAm KaHa KOWMai, OKHFaHbl aWThII
JKaTKaHIal ce3iHeMiH ...".

IlexTeyep xoHe ajaarbl 3eprTeyiaep. OH HOTWXKENEpPre KapaMmacTaH, 3epTTeyIiH Keioip
IIeKTeysIepi 00 bl YITiHIH CATBICTRIPMAIIBI TYPJIC a3 MOJIIIEPi )KOHE apallaCyIbIH KbICKa MEP3iM/Ii
Y3aKTBIFbl HOTIDKENEP/IIH JKAIMbUIAHYBIH IIeKTeyli MyMKiH. COHBIMEH Karap, apajac ojicTepai
KOJIJIaHy TOCUIl KYHJBI akmapar OEpreHiMeH, OJaH opi 3epTTeysiep MYHJal apanacyliapIblH
OHIMJILTIK JaFAbUIapblHA Y3aK MEp3iMJi ocepiH Oaranay YUIIH IpiKTEyIIH YJIKEH KeJeMiH >XoHe
OaKpUTayIBIH Y3aFbIpaK Ke3eHAepiH maiaanana anaael. bomamak 3epTrreyiaep COHBIMEH KaTap yKcac
KATTBIFYNApAbl  CTAaHAAPTTBI  MY3BIKANBIK  OKYy  OaFjapiamMachlHa  €HTI3YAIH  BIKTHMAI
apTHIKUIBUIBIKTAPBIH  3€PTTEH anajpl, COHbIMEH Karap OyJ apanacynapAblH aHcaMmOIbaiK
KOUBUIBIMJIAD HEMECe MKEKE KOHILEPTTep CHUSKThl MY3bIKaJbIK KOWBUIBIMIAPIABIH CaH ajyaH
TYpJIepiHe dcepiH 3epTTeil anabl.

Tankpuiay. Ocbl 3epTTeyIiH HOTWXKENepi My3bIKalbIK OuUTiM Oepy CTyAEHTTepiHiH
OPBIHJIAYIIBUIBIK JTAFABLIAPBIH JTAMBITYFa OIpTYTac KO3KApPaCThIH KaJbIITACKAH MaHBI3IBUIBIFBIH
KepceTeni. ApHailbl TOXKiprOEH1, MCUXOJIOTUSIIBIK AAMBIHABIKTBI KOHE HAKThI Kargailja *KyMBbIC
ICTeY MYMKIHJIKTEpPIH OIpIKTIpe OTBIPHIN, apanacy CTYAEHTTEpPAIH TEXHUKAIbIK JaFblIapbIHbIH,
CaxHara KaTBICYBIHBIH J>KOHE OHIMJUIIK alaHIaylIbUIBIFBIH OacKapy KaOineTiHiH aiTapibIiKTai
KaKCapFaHBIH KOPCETTi. BYJT TYKBIPBIMAAp MY3bIKAIBIK OPBIHIAYIITBIIBIKTHIH KOIT KBIPJIBI CUIATHI
Typajibl aIIbIHFBI 3€pTTEYyJiepre CoWKec Kenell jKOHe oNapibl KeHelTeni, Oyl THIMII OKBITY
TICUXOJIOTHSUTBIK JKOHE OSKCIPECCUBTI KOMITOHEHTTEPMI KOCY VIIH TEXHUKAIBIK JTaFabLIapibl
JAMBITYyJIaH achlIll TYCYl KEpeK JIer OOomKanIbl.

byn 3epTreyaiH eH TaHFajgapiblK HOTHOKENEpiHIH Oipl — 3KCIEpUMEHTTIK TON apachIHAa
OaiikanFaH OHIMILUIIK alaHAAayIIbUIBIFBIHBIH alTapibIKTail TeMeHnaeyi 6omnbl. byn Gi3niH >kacan
oTbIpraH TYXbIpbIM Kenuunin (2011) KyMbICBIH pacTaii/ibl, 0J1 OpbIHAAYIIBUIBIK aTaHIayIIbUIBIK
MY3BIKQaHTTAp apachblHa KU1 Ke3JAECEeTIH Mocesie eKeHIH JKOHE OHBIH 9CEepiH a3alTy YIIIH MaKCaTThI
TICUXOJIOTHSUTBIK  apajlacy/ibl KaKeT ETETIHIH aram oTTi. Ma3achI3[bIK JEHTeHiHIH TOMEHIEYI,
CaHJIBIK JKOHE CamaiblK JEpeKTep MaieNaereH e, 3eiiH )KaTThIFyIaphl, peaKkcaius oficTepi KoHe
OacIIBUTBIKKA aJIBIHFAaH KECKIHAEpP CTYJASHTTEpPre Ma3achI3JBIKTHl JKEHYIe KOMEKTECETIH THIMII
Kypall eKeHiH KepceTelli. byi omicTep Ma3achI3bIK OenriiepiH a3ailTell KaHa KoWMai, COHbIMEH
KaTtap OHIMIUIIK CamachlHBIH >KalMbl jKaKcapyblHa BbIKOAJT €TTi. Byl HOTH)Ke My3bIKaHTTapAbIH
KBICBIM aCTHIH/Ia OHIMIUIITIH apTTHIPYAAFhl ICUXOIOTUSIIBIK JAWBIHABIKTHIH THIMALUTITIH KOPCETKEH
aJJIBIHFBI 3epTTeyiepre colikec keneni (Harens, 1990).

byn 3eprreyaiH Tarbl Oip HEri3ri KOPBITBIHIBICHI apHAibl TOXKIPUOEHIH OPBIHIAYIIBUIBIK
narnputapra oH  ocepi. KypbhUIBIMIBIK, MakcaTKa OaFbITTaqFaH MPaKTHKAIBIK ca0aKTapMeH
allHaNbICAaTBIH ~ CTYJNCHTTEpP O3/ICPiHIH TEXHUKAIBIK JKOHE OKCIIPECCHBTI  KaOlleTTepiHiH
alTapJIBIKTal JKaKcapraHblH xaOapinaael. by kesinmeri Dpuxcon, Kpammne xone Tem-Pomepnin
(1993) enOexTepin pacTaiifpl, ojap capamibliap JAEHreHiHIeri HOTHXKeJIepre KoJ KETKi3y YIIiH
apHaiibl ToXipuOe KaXeT Jen TYXKbIPbIMIAAbl. 3epTTey HOTHXKeNIepl My3blKa CTYIACHTTEpiHe
JOCTYPIIi My3bIKaJIBIK OKY OarmapiiaMaiapblHIa KUl Ha3apJaH ThIC KAJAThIH TUIM/1 KATTBIFYIapabl
HaKThl YUPETY/IIH MaiaacelH kepcerei. [IpakTukaHbIH apHABI cTpaTerusIapblH KOJaHa OTBIPHITI,
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CTYACHTTEp KHUBIHABIKTAP/BIH HAKTHl OaFbITTapblHa Ha3ap ayJapa ajjibl, OCbUIAiiIa oJapabIH
KaJIIbl KOPCETKIIITEPIH )KaKCAPTTHI.

DKCIIEpUMEHTTIK TONTA CaxHaFa KaTbICy >KOHE KOpPEpMEHIEP/iH KaTbICybl Ja alTapIiibIKTan
JKaKcap/pl, OyJI JKOFapbl OHIMIUIIK KOPCETKIIITepl MEH OH camajibl Kepi OaiylaHbIC apKbLIbI
nonenaenai. byn bponckuiinig (2006) Tipi KOWBUTBIMAAPAAFEl BEPOAIIBI €eMeC KapbIM-KaThIHAC TICH
AMOITMOHANJIBI  AKCIPECCUBTUIIKTIH MaHBI3IbUILIFEIH KOPCETETIH 3EpTTEYyJIepiHe COMKeC Kenemi.
CaxHara KaTbICYIbl JKaKcapTyFa apHaJFaH CEeMUHApiap CTYACHTTEPIl ayIuTOPHSIMEH THIMI
KapbIM-KaTbIHAC jKacay KypajliapbIMeH »XaOAbIKTaabl, OChUIaiIa ojapJblH KOWBUIBIMIAPBIHBIH
KaIIbl 9CEpiH apTThIpAbl. by HoTMXKenep caxHara KaThICy KATTBIFYJapbl MY3bIKQJIBIK Ol1iM
OepyaiH axpipamac OeJiiri 00ybl Kepek eKeHIH Kepcerexdi, ce0ebi, OWI ThIHIaylIblIapbIMEH
SMOLMOHAIJIBI TYp/ie Oaitanbica aaThlH OPBIHAAYIIBIIAPABI TAMBITY YIIiH 6T€ MAaHBI3/IbL.

by HoTwXKenepll alJbIHFBI 3€PTTEYJIEPMEH CAJIBICTBIPY OCBl 3€pTTEy]e KOJJAAaHbUIATHIH
apanacyJiblH >KaH-)KaKTbl CHUIATbIH KepceTell. BypbIHFEI 3epTTeynep keOiHece TEXHUKAa HEMece
Ma3achI3IBIKTHI OacKapy CHSKTBI OHIMILTIK JaFIbUTapblH JaMBITYABIH OKIIAayJaHFaH acHeKTiIepiHe
OarpITTaIFaHbIMEH, OYJl 3epTTey KONTereH KOMIIOHEHTTepAl OipTyrac OKy OarmapiiamachiHa
Oipiktipai. Meicansl, XamramubeiH (2001) enOeriHae My3bIKaHBI OKBITYJAFbl TPAKTHKAIBIK
CTpaTervsulapJplH  pejii  3epTTeNreH, Olpak OpbIHAAYIbIH IICUXOJOTHUSAJIBIK  acleKTijaepi
kapacteippiiMarad. Con cusiktel, Harempmin (1990) 3eprreynepi, €H alasIMEH, OHIMILIIK
KATTBIFYJNAphIHBIH ~ 0acka achekTuiepiMeH  OipiKTipiiMeHd, OHIMAUIIK  alaHJaylIbUIbIFbIHA
OarpITTaNFaH. ByJ1 3epTTeynep aHbIKTANBIN OTHIPFaH OJIKBUIBIKTHIH OPHBIH TOJITBIPBII, KOI KBIPJIbI
TOCUIIIH KaJIbl OHIMIUTIK JaFABUIAPBIH aPTTHIPYAa TUIMIIPEK €KEHIH KOPCeTeIl.

Hotmwxenep My3bsika MyFamiMJIepiHe 1€ MPAaKTUKAIBIK TYPFbIIa ocep ereli. My3bIKablK OKYy
OarjapiamanapblHa apHaibl IpaKTHKa, ICUXOJIOTUSUIBIK JAaWbIHIBIK JKOHE CaxHara KarTbICy
QJIIEMEHTTEPIH E€HTi3y CTYACHTTEpPAiH OpPBIHIAYIIBUIBIK IIEOCPIIKTePiH JKaH-)KaKThl JIaMbITYyFa
oKelmyl MyMKiH. J[ocTypni My3bIKanblK OuliM Oepy keOiHece TeXHHKANIBIK medepiikke O0aca Hazap
aynapazapl, Oipak OyJl 3epTTey CTYIEHTTEepIl KociOM OphIHAAYy TajlanTapblHA JaibIHIAy YIIIiH
MYHJal TOCUI )KETKITIKC13 O0Tybl MYMKIH €KeHiH kepcereai. Topouentisiep *KyYMBICThIH TEXHUKAIBIK
KOHE TIICUXOJOTHSUIBIK AaclEeKTUIepiH KapacThIpaThlH OIpTYTac OKBITY MOJENIH KaObUlgay/ibl
KapacTelpybl Kepek. byn okyieni Typle OpbIHIAyMIBUIBIK M[edepiik cabakTapblH OTKi3y/l,
Ma3achI3JbIKTHl Oackapy onicTepi OOWBIHIIA TPEHUHITEP OTKI3YJl JKOHE CTYAEHTTEpJIIH CaxHara
KaTBICYbI Typasbl Kepi OaiijlaHbIC ally MYMKIHJIKTEPiH KYpYy/Ibl KAMTYbI MYMKIiH.

Jlereamen, Oy 3epTTEY/IH MIEKTEYJIEPIH MOUBIHAAY MaHBI3/bI. [pIKTEMEHIH CaIbICTHIPMAIIbI
TYpAE a3 Melepi >koHe Oip YHUBEPCUTETTIH HAaKThl KOHTEKCTI HOTHXKENEep/iH >KalIbUIaHYbIH
HIEKTeyl MYMKiH. OpTypiai OuliM Oepy MeKeMeNepiH/Ie *OHE XaJbIKThIH YJIKEH >KOHE OpTypii
TONTapbIH/IA YKcac ic-LIapajapiblH TUIMAUIIIH 3€pTTey YLIIH KOCBIMILIA 3epTTeyjep KaxKeT.
CoHbIMEH KaTtap, 3epTTey OIpiHII Ke3eKTe >KeKe OpbIHAayFa OaFbITTaliFaH; OoJlaliak 3epTreyliiep
OyJ1 OKBITY 9JIICTEpiHIH AMHAMHUKA MEH TYJIFaapajblK ©3apa opeKeTTecy OHIMIUTIKKE KYPAETUTIKTIH
Tarbl Oip ACHTEWIH KOCAThIH aHCAMOJIBIIK YKaFaaiiapFa KaJiail KOJJaHbUIATBIHBIH 3€PTTEH aajbl.

Opi Kapail OapnayablH Tarbl Olp OaFrbIThl — MyHJAll apanacyiapiAblH y3aK Mep3imii acepi.
3epTTey OHIMALTIK JaFIbUIapbIHBIH alTapiIbIKTal KbICKa Mep31M/Il KaKcapFaHbIH KOPCETKEHIMEH, OyI1
apTHIKIIBUTBIKTAP/IBIH YaKbIT ©T€ Kejle CaKTalaThlHbl Oenrici3. 3eprreysiep OipTyTac eHIMIUIIK
KATTHIFYJapbIHbIH Y3aK Mep3iMJl caijapbl >KOHE MPOrpecTi cakTay YIIIH KOCBIMILIA KYIIEHTY
CeaHCTapbl KaXeT, He 0oJIMaca KaXkeT eMec eKeHIIr Typajibl KYH/bI TYCIHIK Oepe aja/bl.

Ocel 3epTTeyeri camalblK >KOHE CaHIBIK JCPEKTEpHAiH WHTETPaIusIChl CTYIACHTTEPAIH
CYOBEKTHMBTI TOXKIpHOECIH Jie aTamn oTTi, OyJ1 keOiHece eHIMIUTIKTI 3epTTeyAiH Ha3apJaH ThIC KaJIFaH
acriekTici 6ombin Tadbutaael. CTYAEHTTEPIIH 63 TaMybIH Kajlail KaObUIIaUTHIHBIH JKOHE OJIApIbIH €H
naiianel Jen CaHAWTHIHBIH TYCiHY OoJaliak ic-mapanapabl xobaayra Heri3 0oia anaapl. Mbicaisbl,
OlpHellle KaThICYIIbUIAP ChIHAK KOWBUIBIMIAPHI KE31H/IE€ KYPAACTapbIHbIH MIKIPIEPiHIH KYHIBUIBIFbIH
aran eTTi, OyJ1 KypJacTap KOJJIANTBIH OKY opTajapbl MY3bIKaJbIK OUTiM Oepy OarnapiaManapblHa
KYHJIbI KOCHIMIIIA OOJIybl MYMKIH JiereH Ooipkam »kacanbl. bynm Berrorckmiinin (1978) omeymerTtik
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OKBITY TCOPUSCHIHA COMKEC KeJell, OH/la CTYACHTTEep OipJieCKeH JKOHE WHTEPAKTHBTI TaXipubOenep
apKBLIBI THIMAIPEK OLTIM ajlajbl ACIIHTCH.

KopbIThiHAbIIaN Kene, OYJ1 3epTTey MY3BIKAIBIK OuTiMre OipTyTac Ke3KapacThl >KAKTaWThIH
onebueTTepiH KoOetiHe BIKMaN eTel. ApHailbl TOKIPUOCHI, TICUXOJOTHSIIBIK JaHbIHIBIKTHI KOHE
CaxHara KaThICYJIbl IaMBITYbI OipIKTIPYAIH THIMIUTITIH KOPCETE OTHIPHII, 3€PTTEY MY3BIKAIBIK O11iM
Oepy OarmapiapiiaManapbl CTYICHTTEPIHIH OPBIHAAYIIBUIBIK JaFAblIapbIH apTTHIPYIBIH YJTICIH
ycbiHaapl. HoTwkenep OKBITYIIBUIAP TEK TEXHHUKAIBIK JaFAbUIapbl MEHrepyre OarbITTalFaH
JOCTYPJIl OMICTEPACH achlll TYCyl KEPeK MOHE CTYACHTTEPl KOCIOM OpBIHAAYIIBLIAp pETIHIC
Ke3JIeCeTiH OapiblK KUBIHABIKTapFa MaWbIHAAWTBIH WHTETPAlMsIIaHFaH TOCUIAI KOJAAaHYbl Kepek
exeHiH kepcereni. Ocel Tycra Jlemann, Cino6ona sxone Byau (2007) opbIHIBI TYpAE aWTKaHIAMR: «...
OHIMIUTIK JaFapUIaphl TEK TEXHUKAIBIK KaOLIeTTep/AiH KEHEI0l FaHa eMec, ojap KaH-)KaKThl JKOHE
OMJIACTBIPBIIFAH TYPJIE JKacajaFaH OuTiM Oepy TakipuOeci apKbUIbl TOpOHENeHYl KepeK KOTHUTHBTIK,
SMOLMOHANIBIK JKoHE (PU3HKAIBIK (pakTopIapAbIH KYpAeii e3apa opekeTTecyiH ounaipeni. ...”

KopbiTbiHabl. Byn 3eprrey My3blKalblK OutiMm  Oepy Oarmapramanapbl CTYIEHTTEpiHIH
OPBIHAAYIIBUIBIK JaFAbUIAPhIH JaMbITYyFa OIpTyTac Ke3KapacThlH TUIMIUIITH KOPCETY apKbLIbl
MY3BIKAJIBIK OimiM Oepyre jkaHa yiec Kocaabl. ApHAlbl TOKIPUOESHI, IICUXOIOTUSIIBIK JTANBIHIBIKTHI
KOHE caxHara KaTbICyIbl JAMBITYAbl OIpIKTIpe OTBIPBIN, 3€pPTTeY MY3bIKAIBIK OpPbIHIAY IbIH
TEXHUKAIBIK  JKOHE  OKCHPECCHUBTI  aCMeKTUIEepiH  MICHIyAiH  MaHBI3IbUIBIFBIH  KOPCETEIl.
DKCIIepUMEHTTIK ToNTa OaiiKaliFaH eneysi jkKakcapTyinap MyHAal KaH-KaKTbhl OKBITYIbl MY3bIKaJIbIK
OKy OaFjapiiaMayiapblHa CHTI3YIH QJICYEeTTI apTHIKIIBUIBIKTAPBIH KOpPCeTell, OYJI TeK TEXHUKAJIBIK
JaFAbuIapFa JISCTYPIl Ha3ap ayAapylbl KUBIHIATAIbl. AJBIHFAH HOTIDKENEP KAH-KAKThl apayacy
CTYACHTTEPAIH YJITEPIMiHIH CalachlH aWTapibIKTal KaKCapTAThIHBIH, OHIMIUIK aJlaHIayIIbUTbIFbIH
a3aiiTaThIHBIH KOHE CaxHara KaThICY/bl JKaKcapTaThIHBIH KepceTeni. by Tocin cryneHTTepi kociou
KETICTIKKE JKETy VIIH KKETTI TEeXHUKAIBIK IaFJbUIapMEH KaMTamachl3 €Til KaHa KOWMAWIIbl,
COHBIMEH KaTap >KaHIbl JaybICTa CEHIMJI OHEp KOpCeTy YIIIH KaXKeTTi MCUXOJOTUSIIBIK TOIIMALIIK
IEH OKCIPECCUBTI KaOUIeTTepAl JdaMbITaibl. byn HoTWkenep My3bIKaIbIK OuliM  Oepyneri
MHTETpallMsUIaHFaH TeJaroruKaiblK CTpaTerusiiapra JAETeH OcCill Kelle KaTKaH YHICYAl KOJITaiibl
YKOHE JpTYpIii OLTiM Oepy KaraiiapbiHa OeiMIETIeTIH HeT13 YChIHA/IBI.

bonamak 3eprreynep ocbl OipTyTac OKBITY TOCUIIHIH Y3aK MEp3iMAl OCEpiH >KOHE OHBIH
aHCaMOJIBJIIK KOMBUIBIM/IAD HEMeCe IOHAPalbIK bIHTBIMAKTACTBIK CHUSKTBI JPTYpPJl OHIMAUIIK
napamMeTpiepinie KONIaHbUTYbIH 3epTTeyi Kepek. COHbIMEH KaTap, 3epTTeyaAl opTypii CTyIEHTTEp
TONTapbl MEH OKY OPBIHJAPbIH KaMTy YIIIH KEHEUTYy Macesiecl OChl HOTHXKENEp/Il OaH opl pacTayra
KOHE aparacy MOJENiH HaKTblUlayFa keMekreceni. Cailbln KenreHe, Oy 3epTTey CTYACHTTepAl TeK
TEXHUKAJIBIK JKaFbIHAH OUTIKTI MYy3BbIKAaHTTap PETIHJAE FaHa €MeC, COHBIMEH KaTap 3 ayJIuTOPUSIChIH
TapTyFa OHE INAOBITTaHIBIpYFa JalblH ©31HE CEHIMJI, MOHEpl XOHE KOHUIIl OpbIHAAyIIbUIap
peTiHae AalbIHayFa OaFbITTaIFaH MY3bIKAJIbIK OUTIMIe jKaH-)KaKThl KO3KapacThl JKOHE CTYACHTTEpre
OarbITTAJIFaH TACUIII KOIJAMIbL.
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KEPAMUKA OHEPIHIH BAJIAJIAPJIBIH ¥ CAK MOTOPUKACDBIH ’)KOHE
bIFAPMAIIBUIBIK OUJIAYBIH JTAMBITYTA 9CEPI

Anoamna

byn 3eprTey kepamuka eHepiHiH 5 NeH 7 ’Kac apalbIFbIHAAFbl OananapIblH YCaKk MOTOPHKACHIH
YKOHE IIbIFAPMAIIbLIBIK OMJIaybIH 1aMBITYFa 9CEPIH 3epTTeH 1. 3epTTey Y1 OJIIeMAl, TAKTHIIbI1 OHEP
OpeKeTTepiMEH aifHaNbICy JOCTYPIIl €Ki eJIeM i eHep TYPJIEpIMEH CaJbICThIpFaH/a laMyFa Ke0ipek
naiia okeseTiHiH Oaranayra OarbITTalFaH. Ambic Oana Ke3aelcok Typae 12 anTaiblK KepaMUKaIbIK
eHep OaFjapiamMachlHa KaTbICKaH OKCHEPHUMEHTTIK TOMKa HEMece CypeT caly >XoHe Oosy
KYMBICTapBIMEH alHaJbICAThIH OaKpilay TOOBIHA TaFalbIHAANIBL. ¥CaK MOTOPHKAaHBI KOJJIaHA
oThIpbIN Oarananabl Bruininks-Oseretsky MOTOpHKaHBI MEHIrepy TeCTi, aj IHIBFapMaIlbUIbIK OWIay
Torrance Tecriziepi apKbUIbl OaranaHbl.

Hotnxenep kepaMUKalIbIK ©HEp TOOBIHBIH YCAaK MOTOPUKAHBIH JQJJIITT MEH OacKapybIHAAFbI,
COHJIali-aK epKIH ceiiey, O31HAIK EpEeKIIeNiK XOHE OHJEY/l Koca aliFaH/a, OpTYPJl eJImeMep
OOMbIHIIIA IIBIFAPMAIIBUIBIK OMJIayJaFbl alTapibIKTail JKakcapTylapAbl KOPCETKEHIH KOepCeTTi.
Camanpl Oakputaymap OV TYKBIPBIMAAPABI OJAaH Opl pacTamn, KepaMUKAIBIK ©HEpP TOOBIHIAFbI
OanmanmapaplH Tpobiemanappl MICHTYiH, CEHCOPIBIK OENCEeHAUTIKTIH JKOHE ©31H-031 KOpCeTy/iH
JKOFaphl JIEHreliH KOPCETKEHIH KOpCETTi. 3epTTey HOTIIKENepl KepaMHKaJIbIK OHEpAIH TaKTHJIbAL
TaOUFAThl MEH KEHICTIKTIK NalbIMay KaKeTTUIiriHe OaiaaHbICThl Oiperei JaMy apThIKIIBUIBIKTapbIH
OepeTiHiH KepceTei.
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By TyXKbIpbIMIap JamyAblH TEHTEpiMIl ecyiHe BIKMald €Ty YIIiH KepaMHKa OHEpiH OKYy
OarmapiamaniapbiHa OipIKTIpy/Il )KaKTaWThIH MEKTETIKE JIeHIHT1 O11iM Oepy YIIIiH MaHbI3bI 9CEpP €Te/i.
Hotmxkenep coHbIMEH KaTap KepaMUKa OHEPIHIH OPTYpIi OKYy KaXeTTUTiKTepi O0ap Oamanmapra maiiia
OKEJIETIH MHKIIIO3UBTI OUTiM Oepy Kypallbl peTiHJer] dJieyeTiH Kepcerei. bonammak 3eprreynep y3ak
Mep3iMIIi ocepiiepai Oaranay >KoHe MaMybIHa Kifipici 6ap Oamamapra KepaMHUKAIIBIK OHEPIIH eMIiK
KOJIZIAHBUTYBIH 3€PTTEY YIIiH OOWIBIK 3epTTeyiIep/i KapacThIpybl Kepek. Tyracrail anrania, 3epTrey
TaKTUJIb/Il, IPAKTUKAJIBIK OHEP TKIPHUOECIHIH JKac OKYIIbUIAPABIH JAMYbIHBIH KOITEreH cajlalapblH
KaJiai JKaKkcapTa aJlaThIHBIH TEPEHIPEK TYCIHYTE BIKITA €TEIl.

Tyiiin ce3mep: kepamuka eHepi, YCaKk MOTOpPHKA, MIBIFAPMAIIBUIBIK Oifyiay, epre OanaibIK
IAKThI IAMBITY, TAKTHIIBII OKBITY.
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BJIMSTHUE KEPAMHYECKOI'O HCKYCCTBA HA PA3BUTHE MEJKOHN
MOTOPHUKHA U TBOPYHECKOI'O MBIIIIVIEHUA JETEN

Annomayus

B sTOoM wmccrnenoBaHWM W3y4yaeTcsl BIMSHHE TOHYAPHOTO HMCKYCCTBA HA Pa3BHTHE MEIKOU
MOTOPHUKHU U TBOPYECKOT'O MBILIUICHUS Y JIeTei B Bo3pacTe oT 5 1o 7 jier. MccnenoBanue HarpaBieHO
Ha OILIEHKY TOTO, IPUHOCHT JI y4acTHE B TPEXMEPHOH TaKTHIBHOH XYI0)KECTBEHHOH JEeATEIbHOCTH
OO0JIbIIIE TOTB3BI I PAa3BUTHSI IO CPABHEHHIO C TPAJAUIIMOHHBIMU IBYXMEPHBIMU BUJIAMH MCKYCCTBA.
lectpuecsat nerell ObUIM CTydailHBIM 00pa3oM pacHpeieieHbl B 3KCIEPUMEHTAIBHYIO TpYIILY,
KOTOpasi yuacTBoBajia B 12-Hene/bHOM MporpaMMe KepaMu4ecKoro MCKycCcTBa, WIIM B KOHTPOJIbHYIO
TpyIIy, KOTOpas 3aHUMaJlaCh PUCOBAaHMEM M pacKpaliMBaHHEM. MeNKyl0 MOTOPHKY OICHHWBAIIU C
ucnons3oBanueM Bruininks-Oseretsky Tect Ha oBnajieHHe MOTOPHKOM, a TBOPYECKOE MBIILICHHE
OLICHUBAJIM C IOMOIIHIO TECTOB TBOPUECKOTO MBIIIUIEHHS T Orrance.

Pe3ynpraThl MOKa3aidM, 4YTO TpyNNa KepaMHUYeCKOro MCKycCTBa IMPOJEMOHCTpUpOBaja
3HAYUTEIIbHBIC YIYUIICHUS B TOYHOCTH M YIIPABICHUN MEJKOW MOTOPHKOM, a TaKKe B TBOPUECKOM
MBIIUJICHHM MO pa3jiMuHbIM [apaMmerpaMm, BKIoyas O€rjocTb peyd, OpUTHHAIBHOCTh U
yrpasisieMocTh. KauecTBeHHbIe HAOMIOACHUS elle pa3 MOATBEPIIIN 3TH BBIBOJBI U TOKA3aJId, YTO
JIETH B TpyIIe KepPaMHYECKOTO HMCKYCCTBA JEMOHCTPUPOBAIM Oojiee BBHICOKUI YpPOBEHb pEIICHHUS
npo0ieM, CEeHCOPHOH aKTUBHOCTH M CAMOBBIP@KEHUS. Pe3ybTaThl HCCIENOBAHUS MTOKA3BIBAIOT, YTO
KEpPaMHUECKOe HCKYCCTBO J1aeT YHHKaJbHbIE MPEUMYILECTBA PA3BUTHUS HM3-3a CBOEH TaKTUIBHOM
MIPUPOJIBI ¥ TOTPEOHOCTH B MPOCTPAHCTBEHHOM MBITIIIICHUH.

OTH pe3yabTaThl HWMEIOT BaKHOE 3HAYEHHE IS JOIIKOJIBHOrO 00pa3oBaHMs, KOTOpPOE
BBICTYIIAeT 3a WHTETPAMI0 KEePaMHUUYECKOro WCKYCCTBa B  y4eOHBIE TPOTPAaMMBI, YTOOBI
CIocoOCTBOBaTh  COATAaHCHPOBAHHOMY pOCTY pa3BUTHA. Pe3ynpTaThl Takke MMOJYEPKUBAIOT
MOTEHIIMAJI KEPAaMHYECKOTO MCKYCCTBa KaK HMHCTPYMEHTA HWHKIIFO3UBHOTO OOpa3oBaHWs, KOTOPBINA
MIPUHOCHUT MOJIb3Yy AETAM C Pa3IMuHbIMU MOTPEOHOCTSIMU B 00ydeHuH. B Oyaymux ucciienoBaHUsAX
CIIEyeT PAacCMOTPETh JIOHTHTIOMHBIC WCCICAOBAHHS JUISI OLEHKH JOJITOCPOYHBIX A(PPEKTOB W
M3YUYCHHUs] TEpareBTHUECKOTO HCIIONb30BAHUS KEPAaMHYECKOTO HMCKYCCTBA y JeTell C 3allepkKoi B
pazButuu. B 1enoM, wmccnenoBaHHe CHocoOCTByeT Oosiee TIyOOKOMY TMOHHMAHHIO TOTO, Kak
TaKTUIbHBIA MPaKTUYECKUN XYT0KECTBEHHBIH OMBIT MOXET YIYUIIUTh MHOTHE OOJIACTU pa3BUTHS
MITQJIIIHX ITKOJFHUKOB.

KioueBble cjioBa: KepaMH4ecKOe€ MCKYCCTBO, MeJKash MOTOpPHKA, TBOPYECKOE MBIIUICHHUE,
pa3BHUTHE PaHHETO JAETCTBA, TAKTHILHOE O0yUYeHHE.
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EFFECT OF CERAMIC ART ON IMPROVING FINE MOTOR SKILLS AND
CREATIVE THINKING IN KIDS

Abstract

The purpose of this research is to clarify what impact the ability attending on ceramics work has
in development of fine motor skills and creative thinking on children aged 5-7 years old. Tests have
gone on to gauge whether participation in these activities helps develop skills beyond what traditional
2D forms of art provide. The study included a sample of sixty children who were randomly assigned
to an experimental group (n = 30), which followed the ceramic art program for 12 weeks, or a control
group (n = 30) that engaged in drawing and coloring. The Bruininks-Oseretsky Motor Skills Mastery
Test was used to evaluate the fine motor skills, and Torrance creative thinking tests score forms were
applied.

From the text: Information analysis revealed that the ceramics made porcelain team displayed a
remarkable improvement compared with other standard practice control group in terms of level of
precision and fine motor operations as well natural talent — Because, including but not limited to
spontaneous speaking evaluation, run out point result ability together. These qualitative observations
confirmed once again this new dispensation but also showed that children from the ceramic art group
problem solved, delivered a powerful sensory experience and expressed themselves better. The
findings suggest that tactile and spatial elements in ceramic art could offer unique advantages during
development.

Amazon Source: These results have implications for early childhood education, encouraging
ceramic art integration curricula to facilitate balanced development. The results also demonstrate the
potential of ceramic art to inclusive education, providing increased learning opportunities for children
with diverse educational needs. Additional longitudinal studies are needed to examine prolonged
benefits, and questions of ceramic art therapy in the pediatric therapeutic arena would best be
answered by future researchers. As a result, the paper contributes to insights regarding how tactile
hands-on artistic experiences can enhance many dimensions of primary school development.

Keywords: ceramic art, fine motor skills, creative thinking, early years development tactile
learning.

Kipicne. ¥cak MOTOpWKaHBI JKOHE MIBIFAPMAIIBUIBIK OWIAYABl JIAMBITY €pTE€ >KaCTaFbl
Oananappl TopOHeney i MaHbI3Abl Kypamaac Oediri 6osisin TalOblansl. byn narasinap O6amaHblg
YKl TAHBIMJIBIK TAMYBIHBIH, OKYIaFbl TAOBICHIHBIH KOHE KOPKEMJIIK OCYIHIH HET131H KaJlaJabl. Op
TYpJII KOPKeMJIIK MOHAEpIiH IIIiHJAe KepamMHKa ©Hepl OChl JlaMy cajlajapblH JaMbITaThIH
MPAKTHKAJBIK KOHE JKOFaphl TaKTWIIBJI KhI3MET PETiHAE MaHBI3Abl OpbIHFAa HWe. byn 3eprrey
MaKayachkl KepaMHKa eHEepiHiH Oaslanap/IblH YCaKk MOTOPHKACHIHA JKOHE IIbIFApMAIIbUIBIK OWIayblHA
oCepiH 3epTTeill, OHbIH O11iM Oepy *oHE JaMBITy HOTHXKEJIEPIH KaKcapTy JI€yeTiH 3epTTEeH/Il.

YcaKk MOTOPUKAHBIH #KJHe MIBIFAPMAIIBLIBIK OHJIayIbIH MaHbI3bI

¥caKk MOTOpPHKaHBI Ka3y, KHIM TyiMeJepiH 0acy »KOHE BIIBIC-asKTBl TMaiIanaHy CHSKTHI
TarchblpMaap/ibl OpbIHJAY YILIIH KaXET KOJIAap MEH caycaKTaparbl KIIIKEHTal OYJIIIbIKeTTep.Ii
yinectipyai 6uinipeai. byn narnpuiap 6anaHbIH KYHIETIKTI )KYMBICHI MEH OKY 1C-OpEKeTI YIIIH oTe
MaHbI3/Ibl, OUTKEHI OJ1ap KYPAETi KO3FaJIbIC 9pEeKEeTTepl MEH TaHBIMABIK MpOIeCTepre bIKHal eTe/l
[6]. Epte Oanmampik makrarel OuriM Oepy keOiHece ycak MOTOPHKAaHBI JaMbITyFa Oaca Hazap
aynapajbl, OMTKeH1 ojap OallaHBIH KEWiHT1 emipe KypAell AaFaplUiap/bl MEHrepy KaOileTiHiH
Heri31 OOJIBIT TaObLUIABI.
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HIsirapMamsIbIK oIy, KepiciHiie, jkaHa HAesuIapabl TYABIPY, 3aTTap bl )KaHa TACUIIepMeH
KaObUI/Iay KOHE Mocelieepre apTypil KbIpblHaH Kapay KaOuIeTiH KaMTHIbl. by mpooOiemanapasl
HIenly ’KOHE MHHOBAIMS YIIIH MaHBI3IbBI Jaribl. bamamap OamIbIKIEH CypeT cally HeMece caiy
CHUSIKTBI IIBIFAPMAIIbUIBIK IPOLIECTEPMEH alHAJIbICKaHIa, OJIap €3 OMbIH OULIIPYAl YKOHE LIeLIiM
KaObUTIaY/Ibl YpeHe i, OYJ1 KOTHUTHUBTI MKEMIUTIK TIEH TMBEPTeHTTI OWjiayFa bIKIai eTeni [5].

Kepamuka eHepi namy KypaJibl peTinae

Kepamukanblk eHepai Oananblk MIaKTarbl OuniM Oepyne KOJIJaHy jKaHa YFBIM €MEC; OHBIH
TaMbIpbl OpTYpdl OuriM Oepy Teopusuiapeinaa, CoHblH imiHae MoHTeccopu oiici MeH Pemko
OMUIUS TOCUTIHIE JKaThIp, OJlap MPAKTUKAIBIK OKBITyFa 0aca Haszap aynmapanbl. byn OimiM Oepy
TOCUIZEpl CEHCOPJIBIK TOXKIpUOEe MEH MaTepuanjapibl MaHUIYJSLUATIAYAbl KOTHUTUBTI KOHE
¢u3MKaNIbIK AaMy YIIiH MaHBI3/Ibl Jen caHaiapl. KepaMHKalbIK eHEep YII eyeMIi eHep Typi
peTiHIe TaKTHJIbJII OKBITY TOKIpUOECIH YChIHAABI, MyHAa Oajajap TEKCTypaHbI, MIIIHII XoHE
MIOIHAL 63 ce3iMaepi apKbuibl 3epTTed anansl. Ca3nbl KalbINTay OpeKeTi, MbICajbl, KOJJap MEH
caycakTapAblH OWIIIBIKETTEPIH TapTajbl, KYII TICH eNTUIIKKE BIKMAT eTeni. byin KoiMeH
MaHUMYJISUS.  JOJAIKTI, OakpUiayIbl KoHE YHIECTIpyAl KaKeT €eTeTiH YCaK MOTOPHUKaHbI
KaKCapTaIbl.

CoHbIMEH KaTap, KepaMHKaJIblK ©HEp ILIbIFapMallblUIbIK 137CHICTEpre apHajfaH ajaq
ycoiHanpl. banmamap OammbIkTaH MYCIH JKacaraHzia, oJlap ©3/epi KalbIITAaCTBIPFBICH KEJeTiH
HIIIHAEP, erKel-TerKelIep KoHe 03 TYbIHAbUIAPBIH KYPBUIbIMAAY TOCUII TYPajibl HMIBIFAPMAIIbUIBIK
menriMaep KaObuimaiinel. bBynm mporecc onapApl  CHIHM JKOHE OHEPTAIKBIITHIK — OiJayFa
uTepMelneiill, ocbulaiiia (U3MKaNBIK JaFIbUIapMEH KaTap KOTHUTHBTI JlaMyFa bIKHAJI €Tel.
Punangu ycelHFanmaid, OanxaHbIH JaMyBIHAAFbl TAKTHIIBJl ©HEPIiH KYHIBUIBIFBI OJIAPJIbIH
(U3MKaIBIK, KOTHUTHUBTIK >KOHE SMOIIMOHAIABIK ©cyli OipTyTac OKy ToxipuOeciHe OipiKTipy
KaOineTiHae KaTeIp.

AJIIBIHFBI 3epTTEYJIePAiH KOHTEKCTI

ANnBIHFBL 3epTTeyaep KepkeMm OuriM OepyaiH OananapJblH JaMyblHa THUTI3€TIH NalaachblH
KaH-)KaKTbl KyXaTTaraH. Mplcajibl, 3epTTeynep OeiiHeney eHepi OarmapiamManapbl OananmapiblH
KEHICTIKTIK Xa0apIapJIbIFbIH jK9HE KOJI-KO3 KOOPAWHALMACKHIH KaKCapTyFa bIKIAJ €TeTIHIH KOPCETTI
[3]. Con cuskTbl, OeliHesney ©HepiMeH aiHalblcy npobieManapAbl Iy JaFIblIapblH
KETUIIIpYMEH >KoHe aOcTpakTil oilay KaOuieTiMeH OaiiaHbICThl Oonnbl. byn TyxbIpbiMaap
BhIroTckuiiiig kakplH JaMy aiiMarbl Typaibl TeopusIapblHA Coiikec Kemneni, Oy OananapiblH
Ka3ipri KaOlIeTTepiHeH CoJ achlll TYCETIH TarChlpMajap[bl OpbIHAAFaH Ke3le, acipece OUTIMIl
KypJacTapbIHbIH HeMece TopOueliaepiHiH KoMeriMeH jKaKchl YHpeHeTiHiH kepceresi [8].

JlerenmeH, KepKeMJIIK OUTiM Oepy/liH Kallbl apThIKIIBUIBIKTAphl XKaKChl KY>KaTTalFaHbIMEH,
KepaMUKaJIbIK OHEepre opTa peTiHjAe Ha3ap ayAapa OTBIPBIN, HAKTHIPAK 3e€pPTTEyJIep JKYPrizy Kaxer.
Kepamuka eHepi e31HIH epeKile TaKTHUJIbAl KACHETTEPIMEH KOHE YII OJIIIEM/Il CUIAaTbIMEH CypeT
cally HeMece KeCKIHJeMe CHUSKThI eHepJliH Oacka TypJiepiHe KapaFaH/a epeKlle apThIKUIBUIBIKTap
ycoiHa anagbl. Ca3faplH  QU3MKAIBIK TO3IMIAUIINT MEH MKEMAUIINT MOTOPHKaHBI KEeTUIAIpyre
KOMEKTECETIH CEHCOpJBIK Kepi OailnaHbicThl KamTamachkl3 erefi. COHbIMEH KaTap, OalIbIKIIEH
YKYMBIC 1CTEY MpoIieci KobiHece apTypiii KbICBIMIAAp MEH SICTEP/l KOJIaHy Ibl, YCaK MOTOPUKAHBI
OJlaH 9pi KMUBIHJIATY/ABI KOHE JAMBITYAbl KaXKET €TETIH CbIHA, WIEMJEY XOHE MILIIHJEY CUSKTBI
KaJamaapasl KaMTHAB [S].

Teopusi MeH NPAKTHKA apPACBIHAAFBI AJIAKTBIKTHI KO0

Onepai OutiM  Oepyre OIpIKTIpYAIH MOMBIHIANFaH apTHIKIIBUIBIKTApbIHA KapaMacTaH,
KONTEreH MEKTENTepe MPAaKTUKAIBIK KOJJaHy OOKETTIK IIeKTeyJepre, Heri3ri oKy MoHJIEpiHIH
OKY OcCTIapblHa OachIMIBIK OepyiHe *KoHE OKBIThIIFAH OHEP HYCKAyIIbLIAPbIHBIH KETICICYIIUTIriHEe
OaiiaHpICThl MIEKTEYl Oousbinm Kana Oepeni. CayaTThUIBIK IE€H caHakka Oaca Haszap aynapy
MaHbI3/1bl OOJIFaHBIMEH, OYJ1 eKMiH KeOiHece YCaK MOTOPUKAHBI KOHE IIbIFapMalllbUIbIK OWJIay/Ibl
apTTBHIPATBIH KOPKEMIIK 1C-OpEeKEeTTIH KYHJBUIBIFBIH Oarajamayfa okeneql. OHepre Heri3aenreH
OKBITYJIBIH KY)KaTTaJFaH apTHIKIIBUIBIKTAPBIH €CKEepe OTBIPBIN, €pTe OajayblK MIAKTaFbl OiIiM

54




BECTHHUK KaszHITY um. Abas, cepus «XyodooicecmeenHoe obpazoeanue: uCKyccmeo — meopusi — memoouxay, Ne 2 (79), 2024 2.

Oepyneri KypbUIBIMIBIK KepaMUKaJIbIK OHep OarmapiiaManiapblH KAMTUTBIH TCHIECTIPUITCH TOCLI
OaslaHbIH KAl TaMybIHA AU TapIIBIKTal ocep €Tyl MYMKiH.

Beiineney enepiHiH 0acka TypJjiepiMeH CaJbICTBIPFaHAa KepamMHKa eHepi (M3UKAJIBIK KOHE
TaHBIMJIBIK KHUBIHIBIKTApIbIH Oipereil yiieciMiH yChiHanbl. KeckiHaeme HeMmece CypeT cairy
naiinanel OOJIFAaHBIMEH, KEPAMUKAJIBIK JKYMBIC CHSKTHI TaKTWIIBAI TapTy MEH YII eJIIeMIi
MaHUITYJISIUSHBIH  Olpaeld JeHreiin kaxker ernedal. ['apauepmin [4] OipHelie WHTEUICKTKE
KYpPri3reH 3epTTeyiepi JeHe-KUHECTETUKAIBIK HWHTEUICKTICH alHaIbICAThIH MPAKTHUKAIBIK
opekerTep OipTyTac AaMmy YIIIH ©T€ MaHbI3Ibl JereH HIesHbl Konjaiabl. bamamapra opryp:i
TEKCTypajap MEH HilliHJIepPMEH KYMBIC iCTeyre MYMKIHJIIK OepiireHe, osiap KOrHUTUBTI eHACY i
TEpEeHJIETyTe BIKMAaJl €TETiH KOIl CEHCOPJIBIK OKBITY TOXKipHOeciMeH aifHaIbICaIbl.

MaMaHIaHABIPBLIFAH TEPMHUHOJIOTHS JKIHE YFBIM/IAP

OxbIpMaHapFa KOJI KETIMAUTIKTI KaMTaMachl3 €Ty YIIiH OChl TaJKbUIayJa KOJAaHbLIATHIH
HaKTbl TEPMHUHIEP MEH apHalbl YFBIMIApAbl HAKTbUIay KakeT. MbICalbl, «YCaK MOTOpPUKA»
OYJIIIIBIKETTEPIIH KIIIIripiM KO3FAJIBICTApBIHA, dCipece KOoJJapra, cayCcaKTapra >KOHE BH3YaslJIbl
€HIi3yMeH YiecTipyre KatbICThl. KepiciHile, «oKallllbl MOTOPUKa» KYPY HEMece CEKipy CHSKTHI
YJIKEH KO3FalbICTapAbl KaMTHIBL. «TaHBIMIBIK MKEMILTIK» TEPMUHI IIBIFApMAIIBUIBIK Oy IbIH
MaHBI3/Ibl ACTEKTICI OOJNBIN TaOBLIATBHIH OPTYPJAl YFBIMAAp Typalbl oiay Hemece Oip yakbITTa
OipHelie yFeIMIap Typalibl Oiylay apachklHIa aybICy aKblI-0i KabijeTiHn Oinaipeni.

Tarel Oip ChIHU TYXBIppIMIaMa — «IMBEPreHTTI Oiyay», on Oip AYypbIC >KayanThl TaOyra
OarpITTalFaH «KOHBEPICHTTI OWJIayJaH» aWbIpMalIbUIBIFBI 0ap MOCENEHIH KONTereH opTypIi
UesUlapblH HEeMece IIeliMIepiH »acay KaOinmeri. J[MBEpreHTTi oilnay MIbIFapMallbUIBIKTHIH
MaHBI3IbI Kypamaac 0eriri 0oibIn TaObUIaAbl, OHBl KEPaMHUKAJIBIK MYCIHJICY CHUSKTBHI alllbIK ©HEp
opekeTTepi apKbUIbl AambiTyFa Oonanel. COHBIMEH KaTap, «CEHCOMOTOPJBI HHTErpanus» - Oy
KYHKe IKYHECiHIH CEHCOPJBIK aKMapaTThl KO3FAIBIC OpEKeTTepIMEeH Kajail OipiKTipeTiHiH
CUNATTAWTBIH TEPMUH, OYJ MIPOIECC ca3[bl MAHUIYIALUIAY CHUSKTHl TAKTHIBII TaxipuOenep
apKBUIBI KYIIEHTLIe 1.

Marepuannap MeH Jaictep. 3epTTey KepaMHMKallblK ©Hep 1C-opeKeTiHIH 5 meH 7 xac
apaNbIFbIHIAFEl  OanajapplH YCaK MOTOPHKACHIH JKOHE IIBIFAPMAIIBUIBIK OWIAYBIH JIaMBITyFa
ocepiH 3epTTeyre OarpITTanFaH. byFaH Ko eTKi3y YIIIH YCaK MOTOPHKAaHbI XKETULAIPYIiH CaHbIK
OJIIIIEM/IEPIH JKOHE IIBIFApMAIIBLIBIK OMJIay/Abl camajibl Oaranayabl OIpIKTIpETIH apanac ojicTep
KOJIJaHbUIIBL. Bys omicreMe caHABIK JepeKTepai OananapblH MiHE3-KYJIKbl MEH OKY HOTHXKeNepiH
TepeH OakplaayiaapMeH OIpIKTIpY apKbUIbl KepaMHUKaIbIK ©HEPIH 9CepiH KaH-)KaKThl Oaranayra
MYMKIHJIK Oep/Ii.

KarbicymbLiap

3epTTeyre Kana ayMarbIHAAFbl YII TypJl MEKTenke AeliHri MexkemeneH 60 Oana KaTbICTHI.
Katspicymbinap ke3aeiicok Typae eki Tomka OeiiHji: dKCnmepuMeHTTIK Tomn (N=30) »oHe Oakpuiay
10081 (N=30). bapnbik Oananap 5 meH 7 »ac apalbIFbIHAa OO, 9p TOMNTA YJIAap MEH KbI3Iap IbIH
canbl Oipaeit Oonapl. MekrtenTep eHepre Heri3felreH OKy OargapiiaMaliapblH —EHTi3yre
MalBIHIBIFBIHA  Kapail TaH#aldbl, ain OajmamapAblH KaThICybl —aTa-aHaJapbIHBIH HeEMece
KaMKOPIIBUTAPBIHBIH ~aKMapaTTaHIBIPBUIFAH KelliciMiMeH epikTi O0omapl. Jlamy Oy3buIbICTaphI
HEMece MOTOPHKACBHIHBIH eJNeyili Oy3bUIbICTapbl JMArHo3bl KOWbUIFaH Oajaiap IIaTacThIpaThIH
alfHBIMAITBIIAPAbI OaKbLIAY YIIiH 3epTTECYACH IIbIFapbUIIbL.

Matepuajap MeH npoueaypajiap

WuTepBeHuusira KillkeHTall Oarnanapra apHaiafaH 12 anTanblK KepaMHUKalbIK ©HEp
Oarapiamachl KaTbICThl. DKCIIEPUMEHTTIK TOIl allTachlHA €Ki PeT 45 MUHYTTBIK KEpaMUKaJIbIK OHEP
cabakTapblHa KaTBICTBI, OHJA OJlap KOJMEH >XYMBIC )Kacay, MYCIHACY, Opay *oHE >KBUITHIPATy
CHSIKTBI Ca3Fa KaTbICThI 9PTYpJl *KyMbICTapMeH aiHanbIcThl. Tanceipmanap 6ipTe-0ipTe KypaeiaeHe
TYCTi, HEri3ri MINIHAEp MEH TeKCTypajlapAaH OacTajblll, erKel-TerKeisl MycCiHaepre KeIlTi.
[NaiinananpuiFran ca3 yibl eMec, ayaja Kyprak MOJENbJey ca3bl O0JIIbl, O KilIKeHTal Oanamapra
Kapampl, Kayirnci3aik meH oHaeyai keHuiaeremi. Cabakrapibsl OKBITYABIH O KYHETUTITIH
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KaMTaMachl3 €Ty YIIIH MeEKTeNmke Jeiinri OiumiMm Oepy camackiHma Toxipubeci Oap
cepTuduKaTTAIFaH apT-TEPANeBT KYPri3ii.

Kepicinme, Oakpiiay TOOBI YII eJIIEMJi OPEKETCi3 CypeT cally MEH O00syIbl KaMTHTHIH
CTaHJApPTThl ©Hep OKy OarjapiaMachlH ycTaHnabl. Exi Tonm Ta KapbelHamTap, Karaszgap >KoHE
aKBapeNbJIep CUSKTHI KBl KOPKEM MaTepuaiapFa KOJI JKeTKi3e aljpl, OipaK TeK ToxipuOemik
TON ca3/pl maiimananapl. Makcarsl KepamuKaiubslK eHepaiH (3d manumymsuusicel) moctypii 2d
Oelineney eHEpIMEH YCaK MOTOPUKAFa KOHE HIBIFAPMAIIBUIBIK JaAMYyFa 9CEPiH CANBICTHIPY OOJIIBI.

Bbaranay kypaJjaaapsbl

¥cak MoTopukanbl Oaranmay ymin Bruininks-Oseretsky Motopukacein Menrepy Tecri,
Exiami baceuieim (BOT-2) xonmanbuinbl. by TecT kimkeHTai Oanamapia Tajanm €TUIETIH YCak
MOTOPUKAHBIH JQNAIri MeH OakbUIayblH €JIIIeyre apHajfaH KEHiHeH TaHbUIFaH Oarajay Kypaibl
Oosein TabbLIaAR! [1]. Exi TOm yIIiH e apaiacyra ACHIHT1 xKoHe KeiiHri Oaranay xyprizuia. BOT-
2 TakTara Ka3bIKTap/bl caily, IIeKapajlapFa ChI3BIKTAp Cally KOHE MIIIHACpl KaWlIbIMEH Kecy
CHSIKTBI Tamchipmaiapabl enmieni. Coman keiin 12 anTanblK Ke3€HIET KakcapTylapAbl aHBIKTAY
YILIH yraiiap TanJaH/bl.

HIsrrapmammsiblk, oinay LIsFapMamibUIbIKTBIH Op TYPJII ©JIIeMICpiH, OHBIH IMIiHAE epKiH
ceiiney/i, ©31HIIK EepeKIIeNiriH, eHJEeNylH >KoHe OWAbIH albcTpakTimirin OaramaiTeiH Torrance
HIerapmamemblk Ofmay Tectrepin (TTCT) kommany apkbuiel Oaramanasl [7]. Exi Tomrarsl
Oananap uHTepBeHUMsFa JeiliH »xoHe onaH keilin TTKT askransl. Kepamukanblk enep cabakrapbl
COHBIMEH KaTap camayibl OakpLIaynap KYpri3yre MYMKIHIIK Oepai, MyHAa ¢acuauTaTtopiap
OanmamapablH mpodiieManapbpl LIENly TOCUIAEpi, KAaThICy OEHIEeWUepi >KOHE OopTypii omicTepMeH
TOKipuOe kacayra ITalbIHABIFBI TYpajibl Ka3z0anap jka3asl. by cananbl gepexTep mIbIFapMalibUIbIK
JaMy/1aFbl 3aHIbUIBIKTAP bl aHBIKTAY YILIH TAKBIPBIITHIK TYPJE KOATAJAbI )KOHE TaJIJaH Ibl.

CraTuCTHKAJIBIK TAJ1ay

BOT-2 xxone TTCT-TeH xuHalFaH CaHABIK JEPEKTEp Op TONTaFrbl apanacyra ACHiHT jKoHE
KEWIHI1 HOTHIKEJNEpAl CajbICThIPy YIUIH KYITAaCTBIPBUIFAH YJTiAErl T-TECTTEpiH, COHJOAH - aK
HOTIKEJIEP/Il CATBICTBIPY YIIIH TOYEJNCI3 YATIAEr! T-TeCTTEepiH MaiiiagaHa OThIPBII CTaTUCTUKAIIBIK
TaJaHpl. DKCIEPUMEHTTIK KOHE Oakpliay TOnTapbl apacbiHaa. HoTmxkenepnaiH cTaTUCTHKAIBIK
MaHBI3ABUIBIFBIH aHBIKTAY YIIH MaHbI3ABUIBIK AeHreni P < 0,05 meHreitinae Oenrinennai. Dddekt
ommemaepi (Kosuuin d) ycak MOTOpHKama >KOHE IIBIFAPMAIIBUIBIK Oijayaa OalKalaThiH
e3repicTep/IiH MaMachlH OJIIIeY YILiH 1€ €CenTeN .

Canainel iepeKTep YIIiH KepaMHKaJbIK CEaHCTap Ke3iH/e JKa3blUIFaH OakKpLIaylnapabl Tauaay
YIIIH TaKbIPBINTHIK Tajaay maigananbuiasl. by GanamapasiH abcTpakTial uaesaapasl GU3HKAIBIK
dbopmasiapra  aliHaNIBIpYy  KaOlueTi, KOPKEMIIK Toyekenre Oapyra JallbIHIBIFBI  JKOHE
HIBIFAPMAIbUIBIK ~ MOceNelepAl  IIemly YINIH —TakTWIbAlI TOKIpUOEH! MaiijanaHy CHUSKTHI
IIBIFaPMAaIIBUTBIKTRIH JaMyblHa OaiIaHBICTBI KA TaJIAaHATBIH TaKBIPBINTAP/IbI aHBIKTAY Il KAMTHIJIBL.
Conan KelfiH camajibl HOTHXKEJIEp KepaMMKallblK ©HEpJIiH ocepiepi Typalsbl >KaH-KaKThl CypeTTi
KaMTaMachl3 €Ty YIIIiH CaHIbIK JIEPEKTEPMEH YIIIOYPBIIITAIIbL.

CeHiMaLTIK KOHE KAPAMABLIBIK

OnmmeMaepaiH CeHIMIUTIIT MEH IYPBICTBIFBIH KamTamachkid ety ymria BOT-2 sxone TTCT
OaranaynapblH TONTHIK TarcChlpMajiapFa COKbIp OOJbIN KadfaH OUTIKTI MamaHjap KYprizfil.
PeliTunrrep apacblHAAFbl CEHIMAUIIK €Ki Toyesci3 OaralaylibIHBIH IIbIFapMAallbUIbIK ONiay
TarChIpMalIapblH KOFapbl KEJIIiCIM JeHreliMeH (ChIHBIN MUK Koppensuus koddpdumuenti > 0,90)
Oaranaybpl apKbUIbl aHbIKTaNAbl. Kepamukanblk eHep OaraapiaMachlHbIH JoMeKTunr: apoip
OpEKeTTi, OHBIH MaKCaTTapbIH KOHE MaKCaTThl JaF[bUIap/bl CUMATTAUThIH erKel-Terkein cabak
JKocrapiapbl apKbuibl cakranabl. dacumurTatopiapMeH anrta CalbIHFBI TPEHUHITEpP OTKIZUIII,
CTaHJApTTAJFaH TOCUIAl KaMTaMachl3 €Te€ OTBIPHIN, OananmapiblH IC-opeKeTKe Kajail jkayar
OepeTiHIHAET] Ke3 KEeJITeH 03repicTepl TAIKbLIA b,
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ConpiMeH Karap, Oaranay NpoIleIypajllapblH HAaKTbUIAy JKOHE KEpaMHUKaJbIK ©Hep
TarchlpMalapbIHbIH OananapIblH KachlHA COMKEC JKOHE TapThIMIbBI OOJTYbIH KaMTaMachl3 €Ty YIIiH
TOJIBIK AayKBIMJIBl 3€PTTEY JKYPri3uIreHre AeWiH MWIOTTHIK TecTiiey Kypriziaai. [TunorTeik Tect
yCaK MOTOPHUKAaHbl JaMbITy JKOHE IIBIFAPMAIIBUIBIK OWIayJbl bIHTAJAHABIPY OOMbIHIIA icC-
mapanapAblH €H THUIMAI TYpJIepiH aHbIKTayFa KeMeKTecTi, Oy 12 anTanblk OargapiamMaHbIH
KYPBUIBIMBIHA HET13 OOJIIbI.

HlexTeyJiep

3epTTey Mu3aiiHbl BIKTUMAJl MIAaTaCThIPAThIH alHbIMANBUIAPAbI OaKblUIayFa OarbITTAIFAHBIMEH,
KerOip mekTeyaepai MOWbIHAAY KepeK. YJITiHIH MeJIepi CalbICThIpMalbl TypAe a3 Oosasl, Oy
HOTWDKEJIEP/IIH JKaJMblIay MYMKIHIITIH KEHIpeK mnomnyisuusuiapmeH mekrteai. COHbIMEH Karap,
3epTTey Y3aKTBHIFBl JaMyJbIH Y3aK MEp3iMAl e3repiCTepiH aHBIKTay YIIiH >KETKLTIKCI3 O0ybl
MyMKiH. Bonamak 3eprreynep KepamMHKalbIK ©HEpiH YCaK MOTOpPUKAFa KOHE IIbIFapMAalllbUIbIK
JamMyFa TYpakThl ocepiH OakpliayFa MYMKIHIIK OepeTiH OOMIBbIK AM3aiHHBIH MalJachlH Kepyl
MYMKiH.

Horm:kenep. 3epTrey HOTIKENIEpl KepaMUKAIbIK ©OHEp IC-OpeKeTiHiH 5 meH 7 Kac
apaNbIFbIHIAFEl  OananapJbplH YCaK MOTOPHKACHIH JKOHE IIBIFAPMAIIBUIBIK OWIAybIH JaMBITyFa
acepin kepceremi. Bruininks-Oseretsky Motopukacein Menrepy Coinarbi, Second Edition (BOT-2)
xone Torrance Tests Of Creative Thinking (TTCT) »xunHaran aepekTep camayibl OaKbLIAyIapIibl
TaKbIPBINTHIK TaNJayMEH KaTap, KaThICKAH OJKCIEPUMEHTTIK TOI apachlHIaFbl alTapJIbIKTai
albIPMAIIBUIBIKTAPIbl  KOPCETEI.KEPAMUKAIIBIK ©OHEp JKoHEe nocTypii 2d eHep opeKeTTepiMeH
aifHanpIcaThIH OaKbLIay TOOBI.

CaHJbIK HOTHIKeJIep: YCAaK MOTOPUKAJIAp

BOT-2 wnotmxkenepi Oakbuiay TOOBIMEH CalbICTHIpFaH/Ia KEPAMHKAIBIK ©HEP TOOBIHIAFBI
OanamapAblH YCaK MOTOPHKACBHIHBIH aWTapJIBIKTAl >KaKcapraHblH KepceTTi. Exi Tom apachlHIarbl
apanacyra JIeHiHT1 KepceTKimTep aWTapibikTail epekienenoeni (p = 0,78), Oy canblCThIpMAabl
0a3aJIbIK KOPCETKIIITI KepceTenl. Aunaiijia, apajgacyJaH KEHIHT1 HOTHIKENep AKCIEPUMEHTTIK TOI
VIIIH YcaK MOTOPHKAHBIH JSJIrT MEH OaKblIaybIHBIH alTaplbIKTail yKaKcapFaHbIH KepceTTi (P <
0.001). Kepamuxanbik eHep ToObl yuriH BOT-2 ymalimapblHbIH opTamia kakcapybl OakbLiay
TOOBIHIAFbI 5,6 ymaiimMeH canbicThiprania 14,3 ynaiel Kypaasl, OyJ1 YJIKEH ocep €Ty eeMiMeH
(Kosnnig d = 1,21) kepaMHKaNbIK OHEpIiH aHTapIBIKTAll OCepiH KOpceTeli.ycak MOTOPUKaHBIH
namysl [1].

1-xectene exi TOI YIIiH Jie apayacyra aeiinri skoHe keifinri BOT - 2 ymaiinapbia caabICTBIpy
KenTipinred. HoTmwkenep ca3nbl MaHUTYASIUSIAYIbl KAMTHUTBIH KEPAMUKAIBIK dpeKeTTep OaKplIay
TOOBIHBIH CypeT caly >koHe O0sly opeKeTTepiHe KaparaHJa YCcaK MOTOPHKAaHBI >KaKcapTyra
TUIMJIIPEK BIKMAJl €TKEHIH KOPCeTeIl.

1-kecre: Apanacyra aeiinri xoHe kerinri BOT-2 ynaitnapbiH caibICThIpy

Ton Wnreppenmnuara | Marepsenmusanan | Monnepain p-MoHi
IOelinri opramia | KeHiHri oprama | e3repyi
MSH MOH
Kepamuka enepi | 45.7 (8.2) 60.0 (7.4) 14.3 (3.6) <0.001
bakpuray To0bl | 46.2 (7.9) 51.8(7.5) 5.6 (2.8) 0.042

Kepamukanslk eHep TOOBIHIA OaliKalnFaH >KaKCapTy[Ibl MaTepUaAbl TMIHIHIALY KOHE
KaNbIlITay VIIIH caycakTap MeH KOJIapAblH [0 KUMBULAAPBIH KaXET eTETiH ca3fbl
MaHUTTYJISIUSIAY TalChIpMaIapbIHBIH CHUTIAThIHA YKATKbI3yFa 001aibl. Byl Tarnceipmanap KapChlUTbIK
MIEH CEHCOPJIBIK Kepi OalIaHbICThl KaMTaMachl3 eTefi, OyJ1 OYJIIIBIKETTepiH KOOPAUHAIIUSACH MEH
OaKplIaybIH KYIIEHTIM, YCaK MOTOPUKAHBIH AKChl HOTHKEJIEpiHE oKelyl MYMKIH. Byl TYXbIpbIiM
OHEepJIeT1 TaKTHIIb1 TOKIpUOe MOTOPUKAHBI JaMBITyFa alTapibIKTal maiia oKeJIeTiHiH KopceTeTiH
AJJIBIHFBI 3epTTEyJIepre coikec kenei [S].
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CaHJbIK HOTHIKeJIep: HIBIFAPMAIIBLIBIK Oiij1ay

TTCT ynaitnapsl KepaMUKaJIbIK ©HEP TOOBIHIA IIBIFAPMAIIBUIBIK OWJIAYJbIH alTapiibIKTail
eckeHiH kepcerti. Tammay 12 anranelk OargapiaMazaH KeWiH €pKIH  CeMNEyHiH, ©3iHaIK
€PEKIICITIKTIH, IMBICBIKTAY IBIH KOHE ONJIBIH a0CTPAKTUIITIHIH alTapIIbIKTal KaKcapFaHbIH KOPCETT.
DKCIIepUMEHTTIK TONTHIH apanacylaH KeHiHri ynainmapel opra ecemnmeH 19,2 ynaiira ecti, an
OakpuTay TOOBIHBIH YITalIaphl YIKEH ocep €Ty Ke3iHae Heoapi 7,4 ymaiira ecti (Kosnniy d = 1,04).
Tontap apachlHIarbl ailbIpMallIbUIBIKTAP CTaTUCTUKAJIBIK TYPFbIaH MaHbI3abl 00m1bl (p < 0.001),
OyJ1 KepaMUKaJbIK OHepIiH OocTypii 2d eHep opekeTTepiHe KaparaH[a LIbIFapMalIbLIBIK JaMyFa
TepeHipeK acep eTKeHiH kepceteni [7].

2-KecTelie KepaMUKAaIIbIK ©Hep TOOBIHIAFbI IIBIFAPMAIIBLUIBIK OWIaYAbIH OapibIK caiagapblHaa
xorapsl kericTikrepai kepcereTiH TTCT xkoMmoHeHTTepi OOWBIHINA CANBICTHIPMAIIBI HOTHXKEIEP
KOPCETIJITEH.

2-kecte: Apanacyra aeiinri xoHe keiinri TTCT koMmoHeHTTepiHIH KopceTKITepi

TTCT Ton WuTeprennuara | UHreppernuanan | Moau p-MaHi
KOMIIOHEHTTepi Ieiinri oprama | Kedinri opTama | e3repici
MOH MOH

Epkin ceiimey | Kepamuka 33.5(4.8) 45.2 (5.1) 11.7(3.0) | <0.001
eHepi
baxsinay 34.1(5.2) 38.5(4.9) 4.4(2.3) 0.045
TOOBI

Epexmenik Kepammka | 29.3 (6.0) 41.8 (5.5) 12.5(3.1) | <0.001
eHepi
baksinay 289 (5.7) 33.2(5.3) 4.3 (2.5) 0.037
TOOBI

Onuey Kepamuka | 25.7 (4.3) 37.3 (4.6) 11.6 (3.2) | <0.001
eHEP1
baksinay 26.0 (4.1) 29.9 (4.0) 3.9(2.0) 0.048
TOOBI

AbGctpaktinik | Kepammka | 28.8 (5.5) 37.5(6.1) 8.7(3.4) 0.002
OHEP]
baksunay 29.2(5.4) 31.9 (5.8) 2.7(2.1) 0.109
TOOBI

Kepamukansik enepre kateicymbuiap apacbiina TTCT ymainapbelHbIH jKakcapybl TaKTHIIbI,
YII eJIeMJli eHepMeH aiHaibICy LIBIFApMAaIlbLIbIK OWIAay/IbIH KOFapbl JCHIeHiHe bIKHal eTeal
JIeTeH THUITOTE3aHbl KOJIaiAbl. balmibIKIieH ®KyMBIC icTey OananapiaH o3 HIesulapblH (QU3UKAIBIK
TYPZAE €JIeCTeTYAl, KYpbUIbIM MEH TYPaKTBUIBIKKAa KAaTBICThI Mocelesepli LISy i jKoHe KaXKeTTi
HOTIDKETEe JKETYIIH KOINTEreH OJIApbIH 3epTTEey/Al Tanam eTeli. byl IbFapMabuIbIK MpOoIecc
IIBIFAPMAIIBUTBIKTBIH  HET13T1  Kypamaac Oeiiri OONbI  TaOBIIATHIH AWBEPTEHTTI  OWUIAYAbI
BIHTAJIAHIBIPATHIH CUAKTHI [5].

Cananbl HOTHIKeJIep: 0aKbLIay TAKbIPBINTAPHI

Kepamukanblk ceaHcrap Ke3iHJern camajbl OakKbUlayJap/blH TaKbIPBINTHIK TaJJaybl
KepaMUKaJIbIK eHepJliH OanaHbIH JaMyblHAa Kalail ocep eTEeTiHl Typajbl TYCiHIK OepeTiH OipHere
KalTallaHATBIH TaKBIPHINITAPIbl AHBIKTAIBl. YII KOPHEKTI TAKBIPHIN Maiaa OOJIbI: TaKTHIbII
Oapiiay jKoHE CEHCOPJIBIK ©3apa 9peKeTTecy, mpodieManap/ bl ey *KoHe MHHOBalUsIap, COHIa-
aK (popma apKbUIBI ©31H-031 KOPCETY.

1. Taxmunwvoi 6apnay sncane cencopvix benceHOiniK: KepaMUKaJIbIK OHEp TOOBIHAAFI Oananap
ca3fibl 9PTYpJl KbICBIMMEH 0acy, TeKCTypalapAbl jkKacay YILIIH KOJJApbIHBIH SPTYpJil OesiKTepiH
naiianany jKoHE MaHUNYJIIUATIAY KypalgapblMeH TXKipuOe jkacay CHAKTBI TEPEH CEHCOPJIBIK
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O€JICeHIUTIKTI KOpCeTeTiH MiHe3-KYJIBIKTapAbl JKui KepcerTi.marepuan. baprayabiH Oyi Typi
Oakputay TOOBIHIA OHINA OallKaiMasabl, MYHJa ic-Iapajap TeK Teric OeTrrepre CypeT CalyMeH
Hemece OOsSyMeH MIeKTel . balmibIKieH KaMTaMachl3 eTiireH (PU3UKaiblK KapChUIbIK CEHCOPIIBIK
UHTErpalusHbl J1a, MOTOPUKAHBI Ja >KETUIAIPE OTBIPHIN, IIBIFAPMAIIBUIBIK MpOIecKe KeOipek
KaTbICY/Ibl bIHTAJIAH IBIPFaH CUSIKTHI [6].

2. Macenenepoi wewty sicone unHO8ayusIap: KEPaMUKaJIbIK ceaHCTap KoO1HECe KYPbUIbIMIBIK
TYPaKTBUIBIKTBl CaKTay HEMece Kyplemi OejmeKTepai jkacay CHAKTBI Ca3llblH KacHETTEpiHe
KATBICTBI Macelenepi KaMThlbl. bysl KUBIHIBIKTap Oananapabl MIbIFApMAIIbUIBIKIICH OMlayFa jKoHe
WHHOBAIMSUIBIK IIenIrimMaepai Tabyra utepmeneni. Mpicaibl, keiOip Oanamap MyCiHACpIHIH KyJiall
KeTyiHe Ko0J1 OepMey YIIiH oJapiabl KOChIMINA ca30eH yCTayabl YHpeHl, an OacKaiapbel OeTTepi
Tericrey Hemece OemikTepi Oip-OipiHe OEKiTy YIIiH Cyabl maiimananapl. Mocenenepi ISy i
OyJ1 MiHE3-KYJIKBI OaKbUIay TOOBIHA KapaFaHJla KepaMUKaJIBIK 6HEp TOOBIH/IA K1 KE3/IeCETiH1 aTaIl
oTUIl, Oy KepaMUKAJIbIK OPEKETTEPAiH IPaKTUKAIBIK CHIIAThl KOTHUTHUBTI HMKEMJIUIIK IIeH
OeriMIENTII Oy IbIH )KOFAPHI ICHIeHiHE BIKIA €TETIHIH KOPCETEe/I].

3. @opma apxwvlisbl 63iH-03i Kepcemy: Oalajap KepaMUKAIBIK KYMBICTApbIHIA a0CTPAKTiIi
minrHgepAeH Oacram KaHyapiapabl HEMece TaHbBIC 3arTapibl OCHHENEeWTIH erKel-Terkeini
durypanapra AeliH HIBIFAPMAIIbUIBIK OPHEKTEPAIH KeH ayKbIMbIH KopceTTi. Kepkemiik epHeKTeri
Oy opTypuiik Oakpuiay TOOBIHBIH 2D eHep TybIHABICHIHAA OHINA Oakkanmansl. Ca3mbl SpTYpIIi
MiOIHAepre MaHUNYISAIuUsUIay KaOumeTi Jkajimak ChI3y MaTepHalJapblHBIH IIEKTEYyJepiHeH
epEeKIIEIICHETIH 031H-631 KOpPCEeTYiH Oipereil KOJIbIH KaMTaMachl3 eTKeHael 0onabl. ['aparep aram
OTKeHJIeH, MYCIHACY CHAKTBl JIeHE-KUHECTETHKAIBIK OpEKeTTepMEH aifHaibicy OipHele
WHTEJUIEKTTI OeJICeHIIpiI, Kbl IIBIFAPMAaIIBUIBIK 1aMy bl KyIIeiTe anass [4].

Heri3ri KOpbITHIHABLIAPABIH KbICKAIIA MA3MYHbI

Hotmwxenep xepamuka eHepi OananapIblH YCaKk MOTOPUKACKHIH /14, IIBIFAPMAIIBUIBIK OMIaybIH
Ja alTapnbIKTail apTTHIPATHIHBIH KepceTedl. OKCIEePUMEHTTIK Tom Oakpliay TOOBIMEH
CaNIBICTBIPFaH/Ia OapJibIK OJIIICHIeH JTOMEHIEpAE YIJIKeH JKakcapTyiaapabl kepceTti. HoTwmkenep
KepaMHKa ©HEpiHIH MPaKTUKAIbIK, TAaKTUJIbAI TaOWFaThl OalIIBIKIEH MXYMBIC ICTEyre ToH
CEHCOPJIBIK Kepl OalIaHbICTBIH, (PU3UKAJIBIK MaHUNYISLIUSIIAPABIH JKOHE MIcesenep/l MEenryaiy
yiieciMi apKblIbl TaMyIbIH Oipereil apThIKIIBUIBIKTAPhIH KAMTaMaChI3 €T€TiHIH KOPCETEe/I.

Hoactypai 2D eHep ic-mapanapsl aa KeiHOlp apThIKIIBLIIBIKTAPAbl KOPCETKEHIMEH, XKaKcapTy
ayKbIMbl KEpaMUKaJbIK ©Hep TOObIHJIa OalikanraHHaH aiTapiablkTail TeMeH Oonabl. by
KepaMHUKaJbIK >KYMBIC CHUAKTBI YII €JIIEMAl, TAKTUIbAl ©HEp TYpJIepiH MEKTENKe JeHIHI1 OuTiM
Oepy KyHeciHe eHTi3y Heri3ri Jamy JaFAbUlapblH JaMbITyFa TUIMAIPEK TOCUIAl YChbIHA alaThIHBIH
KepceTesl.

Tankblnay. Byn 3eprreyiH HOTHXKeNlepl KepaMUKa eHEpiHiH KIlIKeHTail Oayanap/blH ycak
MOTOPHKACHIH JKOHE IIbIFaPMAIIBUIBIK OMJIayblH JaMbITYFa 9Cepl Typasibl MaHbI3/bl TYCIHIK Oepei.
Hotwxenep kepaMuKalblK ©HEpMEH alfHAIbBICY CypeT caily >KoHe 00sly CHUSKTbI AdcTypiii 2d eHep
OpEKeTTEepIMEH CaNBICTBIPFaHAa MOTOPHKAHBIH Ja, IIBIFAPMAIIBUIBIKTBIH Ja alTapibIKTai
KaKcapyblHa OKeJeTiHIH KepceTTi. bys Gemime ochl TYKBIpBIMAAPABIH Callapbl TaJKbLJIaHAbI,
oJlapJlbl AJABIHFBI 3€PTTEYJIEPMEH CAJIBICTHIPAIbl KOHE KEepPAaMUKAJIBIK OHEplH HEeNIKTeH Oipereit
JlaMy apTHIKIIBUIBIKTAPBIH YChIHA AJIATBIHBI Typalibl BIKTUMaJ TYCIHIKTEMENEp 3epTTese .

Hatuxkenepain MaHbI3AbLUIBIFBI: YCAK MOTOPHKAHBI IAMBITY

Kepamukanblk eHep ToObIHIAa OalKadFaH ycaKk MOTOPHUKAHBIH aNTapIIbIKTal >Kakcapysbl
MPAKTUKAJBIK, TAKTHIBAI OHEp Typiepi OamanapAblH MOTOPHUKACHIH JaMBITy/la MaHBI3IBl eIl
aTKapa anafpl aereH TyciHikTi kongaiasl. OCbhI Tonrarst BOT-2 ymaiinapbIiHbIH aiTapibIKTail ecyi
KepaMHUKa eHEepiH/e Talall eTUIeTIH PU3MKAIBIK TO3IMIUTIK MEeH YII eJIeMIl MaHumynsauusiap 2d
OHEp OpEKeTTepiHAEe CHpPEK KE3JECeTiH KYHJIIBI CEHCOPIBIK >KOHE MOTOPIBIK TIXKipubenepai
KamMTaMmachl3 eTeTiHiH kepcerei. Ca3ibl MAHUMYJISIUASIIAY CayCaKTapbIH )T KO3FAIbICHIH, KYIIH
KOHE YHJIecTIpylH KakeT ereli, Oy ycak MOTOpHKaHbl Oackapyaa OailiKainraH jKakcapTylapra
BIKITAJl €TKeH Oomybl MyMKiH. byn OanmamapaslH MOTOPUKACBIH JAaMBITY YIIIH TaKTHIIBI

59




Abaii amvinoasvr Kaz¥I1V-0viy XABAPILIBICHI, «Kepremonepoen binim bepy: enep — meopusicel — a0icmemeciy cepuscwl, No2 (79), 2024 .

TOXKIPUOCHIH MaHBI3IBUTBIFBIH KOPCETETIH AJJIBIHFBI 3ePTTEYJICPre COUKEC KeleIi.

bakpimay TOOBIMEH calbICTBIpFaH/a, KEpaMUKAJIBIK ©HEp TOOBIHAAFbl Oajlanap CEHCOPJIBIK
OEJICeHIUTIKTIH KOFaphl J9peKeciH OacTaH Kemipai, Oyl MOTOpPHUKaHbI MEHrepyjAe MICHIyII pes
aTKapaabl N caHajgaabl. BalIBIKTBI KalbIITay >KOHE MIIIIHACY OpeKeTi Oajamapra KaKeTTi
HOTIDKEJIEpPre KOJ JKETKi3y VIIIH KO3FaJbICTAphIH PETTEYre KOMEKTECETIH Jiepey CEHCOPIBIK Kepi
OailTaHBICTBI KaMTaMachl3 €Tell. bysl y3/IKCi3 peTTey JKoHe HaKThuIay Mpoleci OVIIIBIKETTEPIiH
€cTe cakTay KaOlJIeTiH jKaKcapTyFa jKOHEe MOTOPJBI JKOocCHapiiayra oKelyl MyMKiH, OYJI CypeT caiy
CHUSIKTBI TETIC OCTTIK OpPEKeTTEp apKbUIbI THIMJII TaMbIMaybl MYMKiH. BBITOTCKHIIIH KaKbIH JamMy
aiiMarpl Typajbl TEOPHSCHI, OKYyIarbl KYpAeNi MIHASTTEpiH pejiiHe O6aca Ha3ap aynapa OTBIPHIIN,
KepaMHKa OHEPIHIH HEFYPJIBIM TaJAIMIIbUT TAOUFAThI JaMYIbIH YJIKEH JKETICTIKTEpIHE BIKIA €Te/l
JIeTeH UJCSTHBI KOJIIaiIbl.

HIbirapMamiblUIbIK  OMJIaYy JKOHE OHBIH KepaMHMKAJbIK OHep apKbuUlbl Oiperei
apTHIKIBLIBIKTAPHI

Kepamukanblk eHep TOOBI YIIIH HIBIFAPMAIIBUIBIK OWJIAy KOPCETKIIITEPiHIH aiTapibIKTan
apTysl YII eIIeMIi, TaKTUJIbAl KepKeMAiK opekerrep 2d eHep TyplepiHe KaparaHaa
IIBIFAPMAIIBUIBIKTEI THIMIIPEK JambiTa anaTeiHbiH Kepceteni. TTCT HoTmkenepi epkiH ceiney,
©31HIK E€pEeKILeNiK, MBICHIKTAY KOHE JEPEKCi3 OiayIbIH alTapbIKTal JKaKcapFaHbIH KOPCETTI, Oy
OaIIBIKIICH KYMBIC iCTeY Oaanap IsIH KOJAAPhIH FaHA €MEC, COHBIMEH Oipre oJIap/IbIH aKbUI-ONBIH
BIHTAJIAH/ABIPATHIHBIH KepceTTi. bananap e3 uaesnapbi GU3HKaIBIK Typle Oackapa ajJaThlH OpPTaHBbI
KaMTaMachl3 €T€ OTBHIPHIN, KEepaMUKa OHEpl IUBEPreHTTI OWJAayAbl JKOHE MAcCeNenepal LIenryai
BIHTANAHABIPIBL. by TyKbeippiM PyHKOHBIH Oanamap OipHelle MIEHIIMAEPAl 3epTTEYIl JKoHE
MOcCeJIeNiepre OpTYPJIi Ke3KapacTapMeH Kapay/bl Tajalr €TeTiH TarchlpMaliapbl OpBIHIAFaH Ke3Je
HIBIFAPMAIIBUTBIK OiJIay KYyIIeHe Al IereH TYKbIPbIMbIHA COMKEC KeNeIl.

Camnansl Oakputaynap Oyl Ke3KapacThl OJIaH opi pacTaijibl, OUTKEHI KepaMHUKaJIBIK ©HEp
TOOBIHAAFEl Oananap Oakpliay TOOBIMEH CANIBICTBIPFAHIA SPTYPIIL oAicTepMeH Taxipube kacayra
YKOFaphl OCJICEHIIUTIK TeH MalbIHIBIKTEI KOPCETTl. BalmbIKeH MInIHACYIIH HeMece CallyAblH
«TYPBIC» TACIUII KOK KEPaMUKAIBIK KYMBICTAP/BIH alllblK CHMAThl Oyy Oapiay opekeTiHe BIKIal
eTkeH Oomysl MyMKiH. Ce3 OoCTaHIBIFBI MEH MaTepHalapAbl  MaHHUITYISIUSIIAY b
BIHTAJIAH/ABIPATHIH MYHJIal OpTaiap KillKeHTai OananapAblH 03 OeTiHIIe IIenIiM KaObliaayFa KoHe
ChIHAKTap MEH KaTeNIKTepAeH cabaKk ajlyFa MYMKIHIIK Oepy apKbUIbl IIbIFapMalllbUIbIFbIH
apTTHIPATBIHBI Oenriii [4].

AJIIBIHFBI 3ePTTeyJIePMEH CANBICTHIPY

byn 3eprreynin HoTwkenepi OananapiblH JaMybl YIIIH KepKeMaik OimiM  OepyniH
apTHIKUIBUIBIKTAPBIH KOPCETETIH KOJIJAHBICTAFbl 9/Ie0MeTTepre colikec Kemel, Oipak COHbIMEH Oipre
oJlap KepaMUKAaJbIK eHepAl Oipereil TMIMII Kypal peTiHJe apHaibl aHbIKTay apKbUIbl OyJ1 OuTiMIl
KeHeNTel. AJIIBIHFBI 3epTTeyJiep, €H aJJIbIMEH, KeHICTIKTIK Xa0apAapiblK, KOI-Ke3/l YHIecTipy
YKOHE IIBIFAPMAIITBLUTBIK MOCENENepAl ey CUSKThI 1aFAbUIapabl )KEeTIAIPETIHI JoNENICHTeH CypeT
caly, KeCKiHJeMe >XoHE KOJOHEpl Koca ajFaHja, >Kalmbl OeliHeney oHepiHe OarbITTanrad [3].
JlerenmeH, a3  3eprreylep KepaMHUKalblK OHEpPAIH  TaKTWIbJII JKOHE YII  ©JIIeM/Il
cumaTTaMajapbIMEH JaMy HOTIDKENIEpiHEe 9CEPiH TiKeeH 3epTTe/i.

Hotmxkenep kepamMuKanblk oHep Oacka eHEep TYypJepiMEeH CalbICTBIPFaH/Aa JKaH-KAKThl JaMy
TOKIPpUOECIH KaMTaMachl3 €Te allaThIHBIH Kepcereni. bynm [apmuepaid OipHEIie WHTEIUICKT
TEOPHSICbIHA COMKeC Kelell, OJ1 OKBITYAbIH opTYpiai (hopManapbl MHTEUIEKTTIH OpTYpJi TYpJEpiH
OeJceHipe amaasl Ien TYXKbIPBIMIAiabl. by skarmalia 1eHe-KHHECTETHKAIBIK KOHE KEeHICTIKTIK
MHTEJJIEKT ocipece KEepaMHKAIBIK >KYMBICTAp apKbUIBI alHajbICafbl. 3epTTey HOTHKENepi
KepaMUKaJIbIK ©OHEpAiH (GU3MKaIBIK JaMyAbl KOJJam KaHa KoWMai, COHBIMEH Karap
IIBIFAPMAIIIBUTBIK  OMIIay/bIH HETI31HJE JKaTKaH TaHBIMJABIK MPOIECTepPAl bIHTATAHIABIPATHIHBIH
KepceTesl.
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ANJBIHFBL 3€pTTEyNIEp COHBIMEH Karap apT-Tepamust MEH MYCIHACY CHSKTHI TaKTHIIbI
OpEeKeTTEPIIH eMIIK Taiaackl 00Jybl MyMKIH €KSHIH, YMOIIMOHAJIIBI IKCITPECCHUSIFAa KOMEKTECETIHIH
XKoHe Oananapiarbl ajJaHJayHIIbUIBIKTBI a3alTaThIHBIH KepceTTi [5]. Bbyn 3epTrey sMoumoHamabIK
HOTIDKENep/ll eJjlieMece Je, camaibl Oakpiiayiap OajanapAblH KepaMUKAaIblK OYHbIMAAapbIH
Kacayda J1933aT IEH JKETICTIK ce3iMiH OUIMIpeTiHiH KepceTTi, Oyl OaiiKaiFaH IamyAblH OH
©3repicTepiHe KaHaMa TYP/Ie bIKIAJ €TKeH 00JIybl MYMKIH.

Kepamuka enepiHin Oipereii dcepJiepiHiH BIKTHMAJI TYCIHAIpMeJiepi

Kepamuka eHepiHiH mocTypii 2d eHep opekeTTepiHe KaparaHIa YCaK MOTOPHUKAHBIH JKOHE
IIBIFAPMAIIBUTBIK  OMJIAyBIH JaMyblHA HEJIKTeH KeOipeKk ocep eTKeHiH OipHemie Qakropiap
TYCIHIIpYl MYMKiH. BipiHIIiIeH, ca3IbIH CEHCOPJIBIK KaCHETTEP1-OHBIH KYPBUIBIMBI, CaJIMaFrbl KoHE
UKeMJIUTITI—KalNnaK eHep TYpJIepiHAe Ke3JeCHeHTIH CEHCOPNBIK BIHTATAHIBIPY JICHTeHiH
KaMTaMachl3 erefil. bysl bIHTalaHIBIPy CEHCOMOTOPJIBIK MHTErpalUsiHbl JKaKcapTyFa KOMEKTecyl
MYMKiH, Oyl Tmpouecc MU KO3FAITKBIIITHI JKOCHapiay YIOIH CEHCOPNBIK  KipicTepi
yiteiMaacTeipaasl. CEeHCOMOTOPIIBI MHTETPALUSHBIH JaMybl acipece epTe OallanbIK MIaKTa KYHKe
YKYHMEC] oJTi KETIITeH Ke31e 6T¢ MaHbI3/Ibl.

ExinmmineH, kepaMuka ©HEpiHIH YOI ejmeMal TaOuraTel Oanamapiasl KEHICTIKTIK >KoHE
KYpBUIBIMIBIK ~OiiflayFa IIaKelpaabl. JKa3blK >Ka3bIKThIKTAa maiiga OoJlaThIH CypeT calylnaH
alfBIPMAIIBUIBIFBL, MYCIHICY (OpPMAaHBI, KOJIEMIl JKOHE Tene-TeHMIKTI TYCiHyal Kaxer eremi. by
KEHICTIKTIK THaiibiIMJay KOTHUTHUBTI JaMyJbIH HETi3ri Kypamjaac Oejiri Ooibilm TaObLIalbl >KOHE
KEHICTIKTIK Jarapuiap ecenTepii IIenIryle pesl aTKapaTblH MaTeMaTHKa >KOHE >KapaThUIBICTaHY
FBUIBIMJIAPBI CUSAKTHI ToHAepre ocep eredi [1, 2]. Kepamukanblk eHEpMEH alHAIbICATBHIH OCHI
3epTTeyre KaThICKaH Oayiamap MyCIHAEPiH )Kacay Ke31H/Ie OChI JJIEMEHTTEP/II €CKePYy KKETTUIIriHeH
naija KepreH 00Jaybl MYMKiH, OYJT IIBIFApMAIIIBUIBIK OMIAY/IbIH dKaKCapybIHA SKEIIl.

YuriaomigeH, OaIIbIKIEH JKYMBIC ICT€y TpoIleci MaTepualblH ©31HIH KacHeTTepiHe
OailaHbICTBl KeAepriiepal KeHyAl KaMTuabl. MbIcanbl, MYCiH Iypbic OEKITUIMEreH >Karaaiijia
KyJan KeTyl MyMKIH HeMece KaJlllbl KYpbUIbIMFa 3aKbIM KEJITIpMEYy YIIIH OeJeKTepal MYKHST
KOCy KaKeT 00Jybl MyMKiH. Byl KUBIHIBIKTap MpoOiieManap/sl HIeNyre )KoHe aJIanTHUBTI oinayra
MYMKIHAIK Oepei, onap 00sly HEMece CypeT cally CHUSIKTBI KaparaibiM TarichipMalap/aa a3 Ke3aecel
[5]. MyHnnait toxipuOenep IIBIFAPMAIIBUIBIKTEI JaMBITHIT KaHa KOWMaiabl, COHBIMEH Karap
TO3IMIUTIK TIeH Ta0aHIbUIBIKKA YHpeTel, oiTKeHl Oananap €3 MakcaTTapbhlHA JKETY YIIH 9pTYpii
TOCUIepAl KOJIaHbII Kepyi YHpeHesi.

Topouesnik MoHi

byn 3eprreymiH HOTHXKeNepl KepaMHMKaJblK ©Hepai MeKTenke JediHri Ourim  Oepy
OarmapiamanapbiHa OipiKTIpy OanaHbIH JaMyblHa alTapibIKTal Maiiia oKeleTiHIH KepceTel. ¥ caK
MOTOpHKaJa Ja, MIBIFapMAaIIbLIBIK Oiflay/a Ja aWTapibIKTail JKETICTIKTEpPAl €CKEpe OTBIPHIIL,
MeKTenTep OiaiM OepyAiH TeHAECTIPUITeH TOCUIIH KOJay YIIIH KYPBUIBIMIBIK KEPaMUKAIIBIK OHED
opeKeTTepiH OKy OafjapiiamaliapblHa EHTI3y/Al KapacThIpybl MYMKiH. Byl Tocin akaieMUsuIbIK
JaFapUIapIbl JaMBITYFa FaHa €MeC, COHBIMEH KaTap (U3UKAIBIK, KOTHUTHBTI KOHE IMOIMOHAIIBIK
ecyre bIKnan eteni. Horwkenep coHbiIMeH Karap OiniM  Oepy MekeMmenepiHJe ©Hep
OarapiiaMallapbIHBIH Kalail OaramaHaTBIHBIH KaiTa Oaranay/sl skakTaiael. Kepkemaik OimiM keiie
cayaTTBUIBIK J>KOHE MaTeMaTHKa CHUSKTBl TMoHZAepre KoOipeKk KoeHUT Oenyre OaillaHBICTHI
MapruHaJIaHFaHBIMEH, OYJI 3epTTey OHEpJiH, aranm aWTKaHAa KePaMUKAIBIK OHEPiH MaHBI3JIbI
JaMy JaFAbUIapbhIH JaMBITY/a HICTIYINI pesl aTKapaThbIHBIH ASJeNeiii. BeIroTCKUiiiH TeopHsICh
Oananapra Kasipri KaOUIETTEpIHEH CaJ achlll TYCETIH TalchlpManapibl OepyAiH MaHbI3IbUIbIFbIH
aTam KepceTeldl; KepaMHKa 6©Hepi TaKTHIbAI OCJICeHIUIIK TEH TaHBIMABIK TaJanTapiblH
yisieciMIMEH OCBI peJIJii OpbIH/IAy YIIIH 6Te KOJaibl O0IbII KOpiHEeIl.

IlekTeysep xkdoHe OoJamak 3epTTey OarbITTapbl. OH HOTIDKENEpre KapamacraH, Oy
3epTTeylie €CKepyAl KaXeT eTeTiH KeWlip miekreynep Oap. IpikTeme Meumepi caiblCThHIpMabl
TYpZe a3 00Jabl, OYJ1 HOTHXKENEePAIH JKaIMbUIaHYBIH IIeKTeyl MyMKiH. COHbIMEH KaTtap, 12 anTaHbIH
Y3aKTBHIFbI KbICKa MEP3IMJII ©3TepicTep/l aHBIKTAY YIIIH JKETKUTIKTI OOJIFaHBIMEH, NaMYIbIH Y3aK
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Mep3iMIi ocepiH KepceTiieyi MyMKiH. boariak 3epTreynep KepaMUKalIbIK OHEpAiH JaMyFa TYPaKThl
ocepiH Oaranay YymIiH Oanamapibl y3aK YakKbIT OOHbI OaKbUIAWTBHIH OOWMIIBIK 3epTTEyiep/Ii
KapacThIPYybl KEPeK.

ConbiMeH KaTap, Oy 3epTTey oJIeTTe JaMblll Keje KaTKaH Oananapra OarbITTalfaHbIMEH,
Oomamiak 3eprreyiep KepaMHUKalbIK ©OHEepAiH AaMyblHAa Kimipictepi Oap Hemece MYCIHACYIiH
CEHCOPJIBIK YKOHE MOTOPJIBIK aCTIEKTIJICPIHEH €PeKIe Maia KopeTiH MyYMKIHIIT] eKTey i Oananap
YIIiH 9JIeYeTTi apTHIKIIBUIBIKTAPbIH 3€pTTel amaipl. OpTYpil MOMyJISUsIIapAbl KaMTy asChIH
KCHEHTy KepaMUKaIbIK ©HEpAl HWHKIIO3MBTI OuLTiM Oepy Kypanbl peTiHAC Kalai maimanaHyra
00JIaTBIHBI TypaJIbl KaH-KAKTHI TYCIHIK Oepei.

KopsiThiHabl. by 3epTrey kepamuka eHEpiHIH 5 IeH 7 ac apaybIFbIHIAFbl OajaiapIblH
YCaK MOTOPHUKACBHIH JKOHE IIbIFAPMAIIbUIBIK OMJIAybIH JaMBITyFa aWTapibIKTall ocepiH KepCeTTi.
Hotwxenep kepaMuKaiblK ©HEPMEH alHalbICaThIH OananapiblH I9cTypii 2D eHep cabakTapbiHa
KAaThICKAHJApPMEH  CalbICTBIpFaHJa YCaK MOTOPHMKAaHbIH  JOJAINT MEH  IIbIFapMallbUIbIK
KaOlleTTepiHiy JKaKcapraHbIH KepceTTi. byl HoTmkenep KepamHuKa OHEPIHIH JKaH-)KaKThl JaMy
TOKIpUOECIH KamMTaMachl3 €TETIH TaKTWJbIi, YII OJIeMal opTa peTiHmeri Oiperei
apTHIKIIBIIBIKTAPBIH KOpceTeai. byl KYMBICTBIH >KaHAJBIFBl OHBIH KEpPaMHUKa ©HEpiHE epeKIIe
KOpPKEeMIIK ToxipuOe peTiHae Hazap ayaapyblHAa, OHbl OeiliHeley eHEpiH KEHIpeK 3epTTeyAcH
epeKuienen, OHbIH OalaHbIH JaMyblHAa KOCKAaH epeKIle YJIECIH aral eTyiHJIe KaTblp. 3epTTeyaiH
MaHbI3IbIIBIFBl MOTOPJIBIK JKOHE KOTHUTHUBTI cajaynapja OaiKalaThlH KYIITI 9cepiepleH alKblH
KepiHedi. bammbIKneH JKyMbIC iCTey YcaKk MOTOPHKAaHbI JKaKCapTaThlH, COHBIMEH Karap
npobiemanap/pl LIy JOHE KEHICTIKTIK MadbIMIay apKblibl IIBIFApMAIIbUIBIK — OMIay/Ibl
BIHTAJIAHABIPATHIH HAKTHI KOJIMEH MAaHUIYJISIHMSHBI KOKET eTe/li. Byl TYKbIppIMIap KepaMUKaIbIK
OHEp TEeK KOPKEMIIK KbI3MET KaHa €MeC, COHbIMEH Oipre OipTyTac Jamyfa BIKMal €TEeTiH KYHJbI
OumiM Oepy Kypaibl JIereH HIesHBbl Kojjaiapl. HoTwmkenep COHBIMEH KaTap CayaTTBUIBIK JKOHE
MaTeMaTHKa CUSKTHI TIOHIEP/I1l OHEP/ICH KOFaphl KOATHIH JSCTYp:l O11iM Oepy ToxipuOeciHe Kapchl
Typanapl, OyJ TNpPaKTUKAJIbIK KOPKEMJIIK TKIpUOEHI epTe JKacTarbl OanajapiblH  OKY
OarapiamanapblHa €Hri3y TeHIECTIPUINeH XKoHE THIM/II OKBITYFa OKeJlyl MYMKIH €KeHIH KopceTel.

[lepcnieKTHBAIIBI HOTHIKETIEPAl €CKepe OTHIPHII, OOJaIaK 3epTTeyIep OChl HOTIKEIEP/i OdaH
opi pacTay >KoHEe KEHEHMTy YIIiH OipHele OaFbITTapbl 3epTTeyl KepeK. YaKbIT oTe Kene Oaanapabl
OaKpLIANTBIH OOMIIBIK 3epTTEYyJIep KepaMUKa OHEpIHIH YCaK MOTOpPHKAFa >KOHE KOTHUTHBTI JaMyFa
y3aK Mep3iMJi acepiH Oaranayra kemekreceni. COHbIMEH Karap, JaMybIHJa Kifipici O6ap Hemece
KeMicTiri Oap OananapAblH KaTbICYbIMEH >KYPri3UIT€H 3epTTeylep KepaMuKa ©HEpiHIH eMIiK
QJieyeTi Typajibl, dcipece CEHCOPJIBIK apayacy peTiHJe TYCiHIK Oepe amajsl. 3epTTeyiaepal dpTypi
MOMYJISIUSUIApAbl KaMTY YIIIH KEeHEWTY MHKIIIO3UBTI OuiM Oepyal Kojjay YIIIH TaKTUJIbAl ©HEp
TYpJIepiH Kanail naiiiananyra O0JaThIHBI TYpajibl ’KaH-)KaKThl TYCIHIK Oepe/i.

CoHbIMEH KaTap, OCBl 3epTTeyle OaliKairaH apTHIKIIBUIBIKTAPbIH HETI31HAe >KaTKaH
MeXaHU3MEepAl 3epTTey OpPTYpJl Kac TONTapbl MEH AaMy Ke3eHIepl YIIIH KepaMHUKaJIbIK eHep
OargapiaManapblH  OHTAWIaHIBIpyFa  KOMEKTecyl MYMKiH. Mbpicanbl,  TamnchlpMaliapiblH
KYPJENTIriHIH KaHIIAJIBIKThl ©3TepeTiHIH HeMece ca3blH OpTYPJl TYpJEpiH KOCy HOTIDKEIepre
KaJlail ocep eTeTiHIH 3epTrey KyHael Oomap eni. Kepamumka eHEpiH MaTemMaTHKa HeMece
KapaTbUIBICTaHy FBUIBIMJApPhl CUSKTHI 0acka OKY IMoHAEpiMeH OIpiKTipy COHBIMEH KaTap opTypJi
cajaiap/ia OKy/Ibl JKaKcapTaThIH ITOHAPAJIBIK TOCUIAEP/IlI KAMTaMAachl3 €Te anapbl.

KopbiTbiHabIail kene, Oy 3epTTey KepaMHKa OHEpiHIH KilIKeHTall OananaplblH ycak
MOTOPHWKACBHIH KOHE MIBIFAPMAIIBUIBIK OWIAYBIH JaMBITYFa BIKIIAJ €TETIH OKY KYpajibl PeTiHAeTi
KYH/BUIBIFBIH KepceTeni. HoTmxkenep eHepAiH MeKTenke JeHiHri OiiM Oepyzeri peniH KeHipek
TaHyJIbl JKaKTaiIbl, KOPKEMJIK XOHE aKaJAeMMsUIBIK JamMyJbl OIpIKTIpETIH OKBITYABIH OlpTyTac
TOCUIIH irepiinereai. 3epTTeyiep MPaKTUKAIBIK OHep TIKIPUOECIHIH OpTYPIl apThIKIIBUIBIKTAPbIH
ally/bl JKaJIFacThlpa OTBIPBIN, KepaMHUKa ©Hepl JKaH-KaKThl, KPEaTHBTI JKOHE KaOUIeTTi
OKYIIBUIAPJIbl TopOMeneyre OarbITTalfaH WMHHOBALMSIBIK OUTIM Oepy TokipHOECIHIH OpTasbIK
Kypamzaac 6e:1iri 6071ybl MYMKIH.
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ANALYSIS OF THE USE OF NATURAL MATERIALS IN CONTEMPORARY ART

Abstract

The use of natural materials has been the subject matter researched on for contemporary art,
looking into a new trend of artists using organic elements in independent pieces. As well as a wider
set of insights into the drivers behind this shift, how artists go about it and its broader society-wide
implications. Based on a qualitative methodology — combining content analysis of works,
interviews with the artists and art curators; literature study—the research examines how natural
materials are moving beyond ornamentation to become inseparable from artworks—frequently
pointing out environmental issues.

The results imply that ephemerality is a concept of relevance to many modern artists, using
ephemeral natural resources and creating works which change, rot or disappear. This shift
represents a larger cultural pressure to acknowledge the temporary, precarious qualities of human
beingness that threaten resistant notions of high/low art or "the true and enduring." The research
also explores how such work frequently relates to issues of time, environmental sustainability and
human-nature relations that tend to constitute a form of ecocentric praxis. This conversation moves
between the pragmatic and ethical dilemmas concerning natural materials, from attempting to make
eco-friendly art and balancing that tension with practice-based logistics. The study finds that using
natural materials has become a major theme in contemporary art, giving new grounds for the re-
interpretation of arts and environmental cultural studies. The research also calls for investigation of
the potential use of natural substrates in other cultural contexts and ethical approaches.

Key words: natural materials, contemporary art, sustainability, ephemerality, ecological art.

Toneyoes /I.A. Y Epoocan Cezep2
YUmvipayckuii ynusepcumem umenu X, Jlocmyxamedoea, Mazucmp mexHuueckux Hayx,
2. Amwvipay, Pecnybnuxa Kazaxcman, e-mail: d.a.tuleu@gmail.com
2Kblp2bl3Ck‘0-T ypeyxuui ynusepcumem Manac, @axynromem Hckyccms, [Ipenooasameny,
Buwxex, Pecnyonuxa Keipeviscman. e-mail: Sezer.erdogan@manas.edu.kg

AHAJIN3 UCITOJIB30BAHUSA ITPUPOJHBIX MATEPHUAJIOB B
COBPEMEHHOM UCKYCCTBE

Annomayus
Hcnonb30BaHrue HaATypalbHBIX MaTepUaloOB CTaJO MPEIMETOM HCCIEIOBaHHS B OOIACTH
COBPEMEHHOTO HCKYCCTBa, B KOTOPOM pacCMaTPUBACTCS HOBas TEHJICHIUSA XYJIOKHUKOB,
HCIOJNIE3YIONINX OPTaHUYEeCKHE DJIEMEHThI B CAMOCTOSITENIbHBIX MPOM3BEACHHIX. A Takxke Oolee
ITUPOKUN CIEKTP WACH O JIBIKYIIUX CHJIaX 3TOTO CJIBHIa, O TOM, KaK XYIOKHUKH JIOOHBAIOTCS
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3TOrO, U O €ro MOCIEACTBUAX Ul o0iecTBa B 1esioM. OCHOBaHA HA KaYE€CTBEHHOH METOJOJIOIHH,
coYeTarouled KOHTeHT—aHalIu3 padoT, HHTEPBBIO C XYA0KHUKAMU U apT-KypaTopaMu.; U3y4eHHe
JUTEpaTypbl — B HUCCIIEJOBAaHMM PacCMAaTPUBAETCs, KaK HaTypajbHblE MaTepuajbl BBIXOAAT 3a
paMKH OpHaMEHTa U CTAHOBATCSI HEOTAEIMMBIMU OT IIPOU3BEJEHUN HCKYCCTBA, YaCTO yKa3blBas Ha
HKOJIOTUYECKUE TTPOOITEMBI.

Pe3ynpTaThl MOKa3bIBalOT, YTO 3(PEMEPHOCTb - ITO KOHLEMLUS, aKTyajdbHas JUIsl MHOTHX
COBPEMEHHBIX XYJOXHHKOB, HCIIOJIB3YIOMUX 3(peMEepHbIe MPHPOIHBIE PECYPChl U CO3MAIOIINX
IIPOU3BECHNUS, KOTOPbIE MEHSIOTCS, THUIOT MJIM MCYE3atoT. DTOT CIBUT NPEJCTABIAET cO00H Ooee
CHJIPHOE KYJIbTYpHOE JaBJI€HHE, TpeOyroliee MpHU3HATh BPEMEHHBbIC, HEHA/E)KHbIE KadyecTBa
YeJIOBEYECKOI'0 OBITHSI, KOTOPHIE YIPOXKAIOT YCTOMUMBBIM HPEJCTABICHUAM O BBICOKOM/HHM3KOM
MCKYCCTBE MJIM "MCTHMHHOM W Hempexoasauiem". MccienoBanue Takke MOKas3bIBaeT, Kak MOJ00HbIC
paboThl 4acTO 3aTparvBarOT BOIPOCHI BPEMEHHU, HKOJOTMYECKOM YCTOWYMBOCTH M OTHOLUICHMUH
YeJI0BeKa M IPUPOAbI, KOTOpPbIe, KaK IMPaBUJIO, MPEICTABIAIOT co00i (opMy 3KOLEHTPUUECKON
MPaKTUKUA. OTOT pPa3roBOp MPOXOAUT MEXKIY NparMaTUYECKUMHU M 3TUYECKUMHU JUIEMMaMH,
KaCaloIIMMUCS HATYpaJbHBIX MAaTe€pHajoB, OT IMOMBITOK CO37aBaTh SKOJOIMYECKH YHUCThIE
IIPOM3BE/ICHUS UCKYCCTBA 0 YPaBHOBELIMBAHUS 3TON HANPSKEHHOCTH C TIOMOIIBIO MPAKTUYECKON
noructuku. HccnenoBaHue mokas3ajio, YTO UCIIOJIb30BAaHUE IPHUPOJIHBIX MAaTEpUaANoOB CTaJO
OCHOBHOI Te€MOH B COBPEMEHHOM HCKYCCTBE, YTO J1a€T HOBbIE OCHOBAHHUS I IEPEOCMBICICHUS
HCKYCCTBA M H3YYEHHUS KYyJIbTYpbl OKpyXkaroliedl cpeabl. VccienoBaHue Takke NpPU3BIBAECT K
W3Y4YEHHUIO MOTEHLUUAIbHOIO MCIIOJIb30BaHUSI IPUPOJHBIX MAaTEpUa OB B JIPYIMX KYJIbTYpPHBIX
KOHTEKCTaX U 3TUYECKUX MMOIXOJaX.

KuroueBble ciioBa: HaTypaibHblE MaTepuajbl, COBPEMEHHOE HCKYCCTBO, YCTOWYHMBOCTb,
3 eMepHOCTh, IKOJIOTUIECKOE UCKYCCTBO.
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KA3IPT'I OHEPJIE TABUFY MATEPHAJIAPABI MAWJTAJIAHY IBI TAJIJIAY

Axoamna

TaOurm wMarepuangapiapl maifalaHy Ka3ipri 3aMaHfbl ©HEpP CaJlaChIHJAFbl 3€pTTey
TaKbIppIObIHA aWHANABI, OJ TOYEJCI3 IbIFapMaiapaa OpraHMKaJbIK AJIEMEHTTepl KOJIJaHAThIH
CypeTILIEpiH »aHa TEeHIECHUUACHIH KapacTelpaibl. CoHpaaii-ak, Oyl aybICBIMHBIH KO3FayIIbI
KYIITepl, CypeTIIIEp/IiH OFaH Kalail KOJ JKETKI3eTiHI )KOHE OHBIH KaJbl KOFaMFa dcepl Typajbl
uAesIapAbplH KEH ayKbIMbl. JKYMBICTBIH Ma3MYHBIH TalJaydbl, CYPETIIIEPMEH XOHE OHep
KypaTopJiapbIMeH cyX0aTTap bl OipiKTipeTiH camnanbl OicTeMere HeTi3eNreH.; 91e0neTTi 3epTTey-
3epTTey TAOWFWM MaTepualIapiblH OI0-OpHEKTEH KaJlali achlll TYCETIHIH JKOHE ©Hep
TYBIHABUTAPBIHAH 0OTIHOCHUTIH OOIBII, KOOIHECE IKOIOTUSITBIK MpodIeMaiapabl KOPCETeIi.

Hormxkenep sdemepnik - Oyn asdemepiik TaOUFU pecypcTapipl NailanaHaTbhiH JKOHE
©3repeTiH, IIIpill KETEeTIH HEMEeCe KOFANIbIN KETETiH TYBIHIbUIAD KACAMThIH KOITereH 3aMaHayH
CypeTIiiepre KaTbICThl TYXKbIpbIMJIaMa €KeHIH KepceTeai. byn aybIchM KOrapbl/TOMEH ©eHep
Hemece "HIBIHAMbBI XKOHE TYPaKThI'JAETreH TYPaKThl TYCIHIKTepre Kayil TOHAIPETIH ajaM OOoIyIbIH
yakpITIIIA, CEHIMCI3 KaCUETTEPIH TaHY/bl TaJall €TeTIH KYIITI MOJICHH KBICBIMIIBI OUIIpeal. 3epTTey
COHBIMEH KaTap MYHJail >KYMBICTApJIbIH SKOIEHTPUCTIK TOKIpHOeHiH Oip Typi OOJbIT TaObUIATHIH
VaKbIT, OKOJOTHSUIBIK TYPAaKTBUIBIK JKOHE aJaM MeH Ta0WFaT KaThIHACTAphl MoceleliepiHe
KAaHIIAJBIKTBI K1 9cep eTeTiHIH KepceTeai. byl oHriMe SKOJOTHSUIBIK Ta3a ©HEp TYbIHJbLIapbIH
)Kacayra TBIPBICY/IaH OacTan, MPaKTHUKAJIBIK JIOTUCTHKA apKbUIBl OCHI IIMEJICHICTI TEHECTIpyTe
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JeHiHr1 TaOUFU MaTepuagapra KaThICThl PAarMaTUKAIBIK )KOHE 3TUKAIBIK JUJIEMMaap apachblHIa
eTeni. 3epTTey KOpCeTKeHAeH, TaOWFH MaTepuajiapAsl NaijganaHy Kasipri 3aMaHfbl ©HEp.eri
0acThl TakKpIPBINIKA aifHaNABI, Oy eHepHl KalTa Kapayra >KOHE KOpIIaFraH OpTa MOJCHHETIH
3epTTeyre kaHa Heri3 Oepeni. 3epTTey COHBIMEH KaTap TaOWFM MaTepHaiapiblH Oacka MOICHU
KOHTEKCTTEP/IE KOHE ITHKAJIBIK TICUIAEPe BIKTHMa KOJJIAHBUTYBIH 3€PTTEYTe IaKbIPAIbL.

Tyiiin ce3aep: Taburum Marepuangap, 3aMaHayd OHEpP, TYPAKTBUIBIK, dS(peMeplliK,
9KOJIOTUSIIBIK OHEP.

Main provisions. The article examines this growing phenomenon -- highlighting a move
away from more traditional artistic elements and towards natural mediums such as wood, stone, soil
and vegetation. What lies underneath these last few decades of precariousness is a larger cultural,
environmental and philosophical shift that contravenes the idea of permanence with art conflated as
emblematic (the analogy between nature to perfection) also caught up in erasure. The research
explores how these materials, the transient and temporary use of which are highlights or values in
themselves apropos to questions of contemporary environmental sustainability or ways

It makes much of the notion that ephemerality is one theme consistent with countless modern
artists — why they work in materials such as their own bodies or ice, for example: these objects are
fleeting and represent literally or figuratively that life is fragile. This response to global ecological
crises sees these ecologically informed artists using materials in ways that are not just aesthetic but
engage an eco-centric praxis that queries the sustainability of human activity. Ethical and Logistical
Challenges for Artists in Locating & Using Natural Materials, when trying to make an Eco-Artism
piece, was another key topic discussed with this study.

Using a qualitative methodology that involved content analysis, artist and curator interviews
as well as examining literature on the topic; this study explores motivations behind interventionist
art practices in relation to wider society. It postulates that natural materials in contemporary art have
the potential to provide new paradigms for considering relations between art and nature, whilst
advancing arguments regarding the role of these materials as central sites within emergent artistic
practices with a renewed relevance to urgent ecological and cultural matters. The study also
suggests more research on the capabilities and ethical considerations of natural materials across
different cultural environments.

Introduction. In the increasingly complex world of contemporary visual arts, employing raw
materials has become something of a trend as well — mirroring an ongoing debate on ecological
issues and returning to Nature while still dealing with sustainability-related matters. You could
interpret this turn to nature in art making as a reaction to the global ecological disaster, or you might
say it is about anti-artifice of contemporary living. Using organic materials — like wood, stone, soil
and plant matter — in art isn't all about that aesthetic appeal; it's a choice related to much deeper-
rooted cultural beliefs, philosophical understandings of the world around us and even political
movements. Given that many artists are moving towards nature as an area of interest or a new
medium, this is something to note and explore further — what does it all mean with regard the art
world, contemporary craft practice etc?

Everything spins on the fact this investigation leads to considering why and how natural
materials have become a core of contemporary art practices. Unlike traditional materials used in the
past such as canvas, oil paint and marble (several instances being centuries old), natural components
tend to be armed with a sense of temporality but also create an essence fragility behind them that
has connections rooted strongly within environmental interests. This makes them ideally well-suited
to illustrate such themes of the natural world as life and death, time passing through land-based
wholesomeness. But working with these materials also brings up questions around permanence,
conservation and the function of art during times of environmental crisis. This research aims to
show the evolving attitudes between art and nature considering motivations for their use in natural
materials, as well as how they are used.
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The research background suggests that the employment of natural materials in artwork is not a
new occurrence; its roots can be traced far back into ancient civilisations, yet some lessons were
drawn from it since clay, stone and pigments made out of plants or minerals were used for making
either utilitarian items as well expressions. But the deployment of natural materials has in fact
acquired a certain valence within contemporary Western art. Robert Smithson, Nancy Holt and
Richard Long were also at this point symbols of the transition to Land Art which erupted in the
1960s/70s. Find a space that creates environment-specific large-scale works which break free from
standard gallery spaces. These works, including Smithson's “Spiral Jetty” (1970) and Holt's “Sun
Tunnels” (1976), not only formulated a way to appreciate the beauty or power of natural
phenomena but also established them as experiences that are immersive and site-specific.

This tradition is picked up by several artists today who see the reuse and potentiality in
natural resources, often from Sustainability or an ecological standpoint. Artists such as Andy
Goldsworthy and Olafur Eliasson are just two examples of those who have achieved global status
for their work which include utilising natural elements in the construction of temporary installations
or sculptures that intervene with nature. By surrounding us with temporary figures—staged out of
leaves, ice, stone and other material that are then left to fall back into their natural state—he
reminds us how short life is; nothing can last for eternity! In contrast, Eliasson works with natural
materials to allow audiences to surround themselves into a space where they can revaluate their
relationship towards nature. An excellent example of this approach is his contribution to The
Weather Project (2003), at Tate Modern, in which he used mist, light and mirrors to simulate the
sun reflected against an “artificial sky” creating a condition in an indoor environment that would
lead visitors through a mystical experience leading them toward self-reflection.

Whilst interest in natural materials is at an all-time high, there is still a lack of literature
concerning what reasons might be behind this choice and the wider implications of using them.
Others, like T. J. Demos and Amanda Boetzkes have looked at art in relation to ecology and
activism, but we need still much more information about what these materials mean for
contemporary art practices todaygressive form of legislated morality than active ideologicalized
relegation. Frequently, the recourse to organic materials questions established ideas of origin in
claims that art is permanent and static; at whom preservation? at what viewer/sensory experience?
Moreover, using elements from the natural world in art also compels one to reflect on
environmental preservation by presenting ethical concerns towards how these materials are sourced
and used — at a time when humanity must face challenges for better conservation (and
sustainability).

To explore these questions, this research will consider the technological interventions made
by artists while referencing an array of contemporary examples from a variety of natural material
uses — how they are used and explored in their artworks; then avaluated based on what impact it
has to art world including broader society. In this way, it seeks to offer insights into how art is
related with nature today and explore the differentiation through which natural materials are
employed by contemporary creators in relationship to urgent ecological matters and societal
problems. This study will also bear attention to the possibilities of natural matters in shaping
futuristic artistic patterns and at the same time, their grounds for peril or new prospects on artists
whose artistry uplifts a flag of contemporariness. This analysis aims to demonstrate the importance
of natural materials in current art practice and the way that they reveal (and build) our intuitions
toward nature.

Materials and methods. Studying the use of natural materials in contemporary artworks
demands a sophisticated, multi-layered method that acknowledges how differently these substances
are used and justified. This research uses qualitative methods and a selection of techniques; in-depth
content analysis based on selected works, interviews with artists and curators, investigation through
relevant literature. The goal is to provide an in-depth look at the histories, motivations and
processes that inform artists' use of natural materials more broadly — as well as some broader
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cultural context (both within art and beyond). In the subsequent section, | will explain exact steps to
be conducted in this research process including how each element (arguments+theory) of analysis is
assembled and joint together; that would help other researchers learn from my methods.

The process began by identifying a specific set of contemporary artworks using natural
material as its main thematic premise and content. Because of the ambitious scope of this subject,
clear criteria for selecting case studies were essential to both target artworks that would give
meaningful insights into various applications beyond traditional models as indicated by multiple
contributors and to create a well-balanced overview. Selection criteria — The artwork had to be
created within the past 30 years, include natural elements as a significant part of its compostition
and have been in collectiom or exhibited at an important public art institution. The criteria were
intentionally broad to include a wide array of exemplary within the field, but they also underscored
that selected works had already gained some threshold level of recognition from both public and
critical sectors.

First, having settled on a sample of artworks to focus upon, each work underwent detailed
content analysis. The analysis was carried out in two steps. With each artwork, form (composition,
materiality and techniques) was examined first. A great emphasis is given to all the natural
materials used in each work: where they come from, how they are extracted and prepared by nature,
why things look like what we see. For instance, when looking at the ephemeral sculptures of Andy
Goldsworthy, we studied the detailed way in which he used found-in-situ materials like leaves and
stones; how these could be arranged to form patterns (and forms) that have a root as deep into their
environment as they are temporary. Similarly, we took an in-depth look at Olafur Eliasson's large-
scale installations where he uses natural elements to connect the viewer with their surroundings and
offer a fully immersive experience that erases the boundary between nature versus nurture.

In addition to the formal analysis, a more content-based indexing was also done on each
artwork which involved analysing artistic tendencies and ideas present in themes of works. This
included the extraction of meanings represented by natural materials, as well other implications
suggested on a larger scale like sociocultural or ecological and even philosophical ones. For
instance, observers commented on the recurring motif of ephemerality in Goldsworthy's work
within a broader framework based upon existential anxieties about nature and mortality. By
contrast, the study of Eliasson considered art in relation to climate change and explored how artists
may use their work on these interrelated themes to affect public debate. In other words, the
traditional art history gave just an insight into how these natural materials work only as material and
it focused on each peice as single, but when using content analyse in a combination of formal
analysis with thematic analyssis we were able to understand more deeply also about what is Akech-
Naturs meaning?

After completing the content analysis, we conducted interviews with a sample of current
artists using natural materials and curators aware of or involved in this tendency as well as art
critics related to it. These interviews were conducted to provide an insight from the artist-level on
why natural materials are used in contemporary art and get a broader sense of how curators and
critics view these works. Interviews were semi-structured, which allowed some flexibility on the
conversational level but ensured that key topics were covered. The questions were also built to give
a more in-depth answer about the choice of material as an artist, what they want their work and why
it matters, broadly speaking — fine art but with natural materials.

The questions asked of the artists then zeroed in on specifics: "What made you start creating
natural materials? Where do you pull the materials from for your work? Q: How do you think your
work relates to environmental or ecological questions? and ‘What obstacles have you faced in
working with natural materials and how did you overcome those? It was hoped that these questions
would surface a richer sense of an individual artist's process and thinking, without also revealing
some commonality across the various practices interrogated. To curators and critics, we asked about
trends within the art world, responses to works using natural materials, as well x their projections
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into this practice's future. With asking questions to both artists and curators the research was an
attempt at getting a holistic view on natural materials used at contemporary art, from its
performance into reception.

The interviews were conducted in person, by videoconferencing or via written responses as
appropriate to the availability and preferences of participants. The interviews have been audio-
recorded and transcribed verbatim for analysis. The authors then coded the transcriptions and
performed a thematic analysis to identify patterns, ideas, or insights that were cross-examined in
order to inform data-analysis. The interviews were thematically analyzed using qualitative data
analysis software for organizing and interpretation of the large volume of quantitative data
collected. It also supplied important situational and interpretive framing of the results from the
content analysis, resulting in a more complex picture of why natural materials still have — or are
perceived to have — symbolic power in recent art.

This was added to accompany the automated content analysis and interviews as a
comprehensive review of literature on the topic, in order to ground our research within wider
academic/ theoretical discussion. (10) | drew on a broad range of primary material, such as artist
statements and exhibition catalogues, alongside secondary sources — academic articles; books;
critical essays. Some of the key purposes that this literature review achieved included providing
historical background to the use of natural materials in art (as well as how they have influenced
intervention), pointing out debates and current discussions into sustainable practices, identifying
limitations within existing scholarship that were considered addressable by this piece. Review
sections were by thematic heading (e.g., land art, ecological art; the materiality of art). Migrating
the findings from literature review to content analysis and interviews meant that situational
empirical data was added with theoretical depth through which natural materials in contemporary
art could be well studied.

Please note that to guarantee the research rigor and quality, different strategies were used. To
begin, use of multiple methods (content analysis, interviews and literature review) facilitated
triangulation thus enabling findings from one method to be confirmed with those from another. This
served to strengthen the validity and reliability of this evidence. A second strength is the inclusion
of a broad, diverse sample artwork and interviewees to counteract potential biases for an overall
comprehensive perspective on the field. Finally, the comprehensive documentation of our research
process, with artwork selection criteria and interview questions included along with coding process
details fully enables replicability from other researchers wishing to investigate further into this
domain.

This way, the current method takes a comprehensive and systematic look on natural materials
in contemporary art practices. By triangulating methods that include content analysis, interviews
and literature reviews this research provides a rich narrative of the phenomenon looking at both its
material (what is being bought) and conceptual aspects. Fully visible, in-depth descriptions of each
stage necessary to affect the research means that other researchers can repeat your method and
explore further the evolving relationship between art + nature. With these methodological
ambitions, the researchseekstocontribute to abroaderdiscussion ofcontemporary art, ecology and
materiality, aimingto developnuanced reflections onwhat Isabelle Stengers refers to as a trickster
question: How are natural materials reconfiguring what counts as contemporary artistic practice
inthe twenty-firstcentury?

Results. The investigation of natural materials in contemporary art unfolds a complex field,
where motivations, techniques and thematic interests form an intricate matrix tightly interwoven
with on-going ecological, social and philosophical discourses. This investigation reveals many
examples of how artists use natural materials to blur standard categories, mobilize viewers around
environmental consciousness and reinstate discourse about the relationships between art and nature.
These findings are structured according to the key themes that emerged from a content analysis of
articles, interviews with artists and curators, as well as an extensive literature review. One the
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materiality and temporality of natural materials, two on the symbolic and conceptual meanings
embedded in these works at a larger scale, three within sustainability frameworks / sustainable
structures that aim to address broader socio-ecological concerns.

The materiality of natural elements is reiterated as one of the most emerging points in this
content analysis. Artists who create with organic material often use it to help define or celebrate the
inherent properties — qualities so easily forgotten currently of mass production and synthetic
materials. Indeed, the texture, color and form of natural objects — wood stocks in painting; stone or
vegetative matter chiseled into permanent shape — are as important for their experience than
anything else. The attributes of these materials — leaves, ice or stones for Andy Goldsworthy —
are the medium and the message. Ephemeral sculptures in situ, Sea Objects allegedly play with light
and shadow to display the organic beauty of time-based materials whilst losing oneself momentarily
both physically, intellectually or/and spiritually; at a given moment enabling viewers face life's
inherent ephemerality. Goldsworthy says, "it's not about art. it is just about life and the need to
understand that a part of what we are talking with here (my work) has made contact I'm not creating
art, it's just one of the parts of life that must be understood” Wood wants to grow, stone has time
and a city should bring nature” (Goldsworthy, 1990).

Material focus is deeply entwined with another salient theme in the study: temporality. Of
course, there are many modern artists working with natural materials who take this transitory nature
of the physicality of their work a step further and choose to make pieces that they specifically hope
will change or decay. This temporality is frequently set in opposition to the presumed timelessness
of art. Such as in the installations of Anya Gallaccio where organic matter was used to create work
that visibly changed throughout the exhibition (flowers, chocolate and ice). And in Gallaccio's
“Preserve ‘Beauty’ (1991-2003), 2,000 gerbera flowers pinned to the gallery wall were thereby
condemned to decay and disappear — a fine meditation on the life cycle of aesthetics. The viewer is
forced to question what they think a photo should be, and encouraged by their presented subject
matter (which can range from man himself down to the elements in nature).

The importance of creation out of natural materials is further emphasized by the interviews
with artists and curators. Many of the artists described decay or transformation as an inherent part
of their work, and that this is not just a result from working with organic materials but more so
because they elucidate certain themes when used to physically translate ideas. The mediums | work
with — plants, soil, water < those are living things that shift & grow and die. This cycle of life is
fundamental to the meaning behind this piece. This part is not only about the visual, but what it
signifies between life/ death and regrowth)” (August 2023) — interview with artist. Such a view is
congruent with larger ecological truths, one that appreciates the web of life and natural forces
supporting all species.

The research also identified that alongside materiality and temporality, artworks using natural
materials are enriched with the symbolic (cultural associations) and conceptual meanings embedded
within them. They are usually rooted in far-reaching cultural, philosophical and environmental
underpinnings. The use of earth, clay and other organic matter in feminist art (for example
considered by Lucy Lippard, is a form of reclamation traditionally marginalised or undervalued
forms of labor and creativity (Lippard,1997). Employing natural materials in this way is a form of
resistance, an act that helps to empower people with the means necessary to challenge common
cultural narratives and provide alternative frameworks for viewing reality.

In doing so, they also found that a lot of contemporary artists use natural materials to deal
with environmental and ecological problems directly forcefully. A high-visibility artist like Olafur
Eliasson, for example—with his room-size installations blending natural substances to produce all-
encompassing experiences about environmental overexploitation and the endangered earth. The
most well-known project, however — his work “Ice Watch” (2014), where 12 large ice blocks were
transported from Greenland to central Copenhagen and allowed to melt into the sea there — was
created specifically as a means of showing the reality of climate change in an immediate way. The
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ice is 10,000 years old and ephemeral: between each of the table Geo Urns there are castings that in
liquid form may hurtle into a stew or soup Eliasson acknowledges with care. "I also wished to
connect, through the use of this ancient material,” suggests Eliasson ", so people who engage with it
could share experience. This melting ice serves as an indicator of our losses” (Eliasson, 2014)
These works exemplify how natural material can be used to not just produce aesthetically
captivating art, but also raise awareness for the urgent situation of our planet which requires
solutions.

Thematic analysis finds that several curators and critics regard the inclusion of natural
materials within contemporary art practice as a form of eco-activism. Several curators observed that
shows of work made from organic matter often drew an audience less than art-savvy, but more
invested in the environment. These events are usually used to raise awareness on issues like loss of
habitat, over-harvesting and illegal trade while encouraging a change in behaviour. As a curator
observed, "Art changes the way people feel and opens your eyes to seeing the world in new ways.
Artists working with natural materials are sending a message to the rest of us—through our
exploitation, manipulation and waste management we distort an energy cycle on which everything
depends; (Interview transcript provided by curator)

The research also identifies important considerations of the practical and ethical issues
associated with working in materials from nature, alongside these thematic discoveries. During the
discussion which will follow, artists and curators’ detail one of the many challenges here —
sustainability. This can be perceived as an environmental response, but also prompts the questions
of where these materials are sourced from and how they might impact upon a landscape. To the
artists working with wood or stone who must account for the sourcing of those materials —
especially in a world where natural resources are already being depleted. A variety of artists are
now tackling this challenge by adopting sustainable or environmentally friendly practices —
working with local communities, using recycled materials and so on.

This commitment to sustainability resembles the principles of artists such as Agnes Denes, an
ecological artist dating back to the 1960s. Her signature piece "Wheatfield — A Confrontation"
(1982) juxtaposed the planting and harvest of a field of wheat amid downtown Manhattan,
critiqguing both land use in urban areas as well our relationship to food production and
environmental stewardship. Denes shows us how natural matter can be worked with in a manner
that is formally convincing whilst also ethically imperative, reminding audiences of the wider
context of individual choices as well as calling for more sustainable modes and forms of life.

The literature also underlined the role of natural materials in relation to how we experience
and evaluate contemporary art. Through its interviews, the book raised several questions about how
artwork made from living or perishable materials might initially challenge traditional conceptions of
art as something precious and enduring (producing debates around responsibility for conservation in
both artists and viewers), but also creates new modes and forms aesthetic experience. In occasions
where the very nature of a piece is that it will wither, or transform over time — what is to be
conserved and in which way? The fugitive character of these works made several curators contend
that it is only right to leave them untouched, even at the price they get lost. Some indicated that
steps should be taken to record and archive the event in some manner, using photographs, video
recording or written documentation so its effects would not be lost after it was over.

This discussion is especially pertinent to museum and gallery collections due to the resources
often needed for acquisition and storage of contemporary art. But as one museum director said,
"When we collect works made of natural materials, it puts the burden on us to understand how
they'll be preserved in perpetuity. Keeping a physical object — it's the key experience and it has not
only the memory of meaning but this archaic form of work" (Interview with museum director. 2023
September). That has profound implications for how museums and galleries will need to think, in
the future, about looking after works which push or blur traditional boundaries of art — that
demand a more flexible curation.
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Overall, the research indicates that the utilization of natural materials within contemporary art
is a rich and varied practice revealing wider cultural, ecological as well as philosophical issues.
These results help expose how materiality and temporality can contribute to affective capacities for
the arts, as well reveal Earth materials potent ability to become an agent of resistance,
empowerment or environmental activists. It also underscores the practical and ethical quibbles with
this practice especially concerning sustainability as well as preservation. Overall, they contribute to
the understanding of how this relationship between art and nature is changing over time... insights
which are of importance for artists, curators, or scholars who wish to investigate whether there
might still be new properties in natural materials.

As the boundaries of art expand and grow with artists exploring different ways to connect
with nature, natural materials will continue for some time being a significant thread running through
contemporary practice. Future research would be able to build on these findings in other and
emerging cultural areas (e.g. Indigenous art practices), or investigate what happens as natural
materials become playfully adapted within new digital/interactive media formats too Through this
continued examination of the various contexts artists create using natural materials today, scholars
can help expand how we understand and take action through art to confront some of our most
challenging problems.

Discussion. The results of this project show how complex and ambivalent natural materials
become in actual art relevant its functionality as aesthetic characterization, or even at times when
transmitters from once it symbolic reference. The results suggest that contemporary artists are
increasingly turning to nature as more than just a wellspring of empirical knowledge, but an
essential partner with whom they engage directly in their visual work. The Afterlives section
considers the broader implications of these findings alongside existing research and within current
debates surrounding contemporary arts, environmental discourse.

A notable characteristic of the employment of natural materials in modern art is that it calls
into question traditional distinctions between what we might think as stop, static objects divorced
from their location and time. In fact, much of the research is by contemporary artists who
deliberately exploit these ephemeral or mutable aspects inherent to organic materials through works
that are in an iterative process, decayed or even eventually disappeared. This emphasis on
transience is entirely foreign to the art of the West, where through years and decades a cult has been
formed that sings pens about eternity and imperizibility as core issues within assessing artistic
values. The permanence of materials like marble, bronze and oil paint has been used to conflate
great art with the timeless. Yet as more and more contemporary artists use natural materials, such
stock conventions—and of course the whole notion that art should have value—are being
reconsidered.

The radical turn to an impermanent art has precedents in the history of naturempjes. During
the 1960s, and by artists such as Robert Smithson and Richard Long but also others like Marian
Karel it became a historically significant movement because it broke away from that norm of
contemporary art practice—that sculpture must integrate indoor. Smithson's “Spiral Jetty” (1970) as
well Long's “A Line Made by Walking” (1967), both instigate the role that natural matter and
processes play in physically forming works of art which are indistinguishable from their
surrounding area, therefore being manipulated by earthly forces. The practice of early experiments
with land art has been highly influential in the shaping of current, contemporary uses for natural
materials and many artists today continue to work around ideas about community or a position
between art and environment—highlighting performative documentation that demonstrates both
ephemerality as well as change.

Yet according to this study, the works reveal that many contemporary artists are not only
carrying engagement with nature into a new era but also intensifying their association especially in
an age of increased environmental consciousness and climate crisis. While the crop of artists in the
1960s and '70s known as land artists were more interested in pushing the boundaries surrounding
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what art could be, most of today's practitioners have a profound commitment to nature, seeing their
creative efforts as vehicles for enacting environmental change. Artists such as Olafur Eliasson
whose installations are made from natural elements to create works that allow audiences to hands
on experiences and attention towards the effects of climate change. For example, Eliasson's Ice
Watch (2014) not only constitutes an interaction with a natural environment, but it also operates as
an unmistakable statement demanding immediate action in the face of global warming
accomplished by proposing warm clothes made from fish leather. Eliasson brings literal blocks of
melting ice from Greenland to urban squares in Copenhagen, Paris and London as a direct tactic at
creating emotional embodied viewing experiences that force the public directly into contact with
climate change like few other artists deploys such tactics —a theme whose resonance strongly
predicates on today socio-political milieu (Eliasson, 2014).

This trend concerns the single artworkscraped. As we saw in this study, the significance of
natural materials within contemporary art is inherently metaphorical and embodies a potent
ideological cargo which extends beyond artistic practice. From another perspective, the laborious
work in organic materials such as wood or earth (other than sounds) can also be interpreted as being
a reaction to an increasing alienation from nature whilst still benefiting contemporary life. These
materials are a reminder that as much as we may be immersed in technology, urbanization and
modernity, the physical processes of nature still contribute to shaping our existence beneath
countless layers of concrete. This nostalgic longing for a reconnect with nature is best understood as
not merely the romantic declension from an Ideal — it also doubles as critical engagement on
sustainability, depletion of resources and environmental destruction that are proposed by post-
nature phenomena.

The book shows that the close dialogue between art and architecture is critical, as especially
works focused on sustainability profits from it — a piece of research which continues to provide
strong inputs into current discussions in interaction with ongoing debates within both landscape
design practice and environmental studies. The study reveals how many contemporary artists that
work with natural materials are engaging in best practices surrounding sustainability. This
consciousness is accurate to the meticulous attention paid when sourcing and selecting material, as
well as several artists engaging in recycled or re-claimed materials so that they are not an ecological
burden. This echoes a larger trend toward sustainable art practices in response to the environmental
impact of producing and exhibiting artwork with many artists, curators, and other institutions
looking for ways that they can reduce their carbon footprint associated with exhibitions.
Sustainability in art is not only a utilitarian issue, but also has conceptual depth as it pertains to the
theme of eco-stewardship and citizen responsibility.

For example, we see an illustration of how naturally occurring materials can be used without
compromising the aesthetic and moral consideration. For instance, her 1982 work “Wheatfield — A
Confrontation” — in which she planted and harvested a two-acre wheat field on a landfill site in
Manhattan, forces consideration about food production, land-use yet also the common sphere of
interaction between art & societal issues. The symbolic power of the work comes from its reference
to a naturally bountiful, life-giving staple crop in contrast with the harsh lines and wide-open hard
landscape surrounding it. So that is why Susan Danes' work emerges, and she exemplifies what art
can do even before the term "ecological™ was coined (Denes, 1982).

When these findings are considered alongside previous research, it seems clear that the
employment of natural material in contemporary art is a further step along with current direction
regarding revaluating toward what kind purpose fashion has on society. Other scholars, such as T. J.
Demos have examined the ecological activist practices addressed by quasi-contemporary art and
how it contributes to exposing environmental concern within a public dialogue making
contemporary visual arts an integral part of climate communication (Vermehren and Lafuente,
2012). According to Demos, artists using natural materials often perform a style of ‘creative
resistance,’ contesting prevailing narratives of consumption, exploitation and environmental

73




Abaii amvinoasvr Kaz¥I1V-0viy XABAPILIBICHI, «Kepremonepoen binim bepy: enep — meopusicel — a0icmemeciy cepuscwl, No2 (79), 2024 .

degradation in their practices (Demos, 2016). Some of the evidence on which this perspective rests
are provided by the research reported here, suggesting that many artists who use natural materials
do so with an intention to participate in a meaning-making process where they collectively form and
are formed by environmental movements.

Yet the research also indicates that utilizing natural materials in contemporary art is
problematic and even contradictory. This is the kind of tension that emerges in one of many
subjects addressed by the study: between making environmentally responsible art and what it takes
to produce (and present) Art object. Whether an artist can source materials sustainably and thus
reduce their ecological footprint, of course, depends on the nature of the material; for some artists
this poses such daunting obstacles that sustainability remains out-of-equation altogether. This is
even more apt for installations that are considerably bigger and require the use of substantial
resources to build and keep them functional. Answers regarding the concerns of how to align what
artists may perceive with responsibility around conservation management are still unequivocally
complicated, and this is an area that requires more questions than answers.

Considerations Furthermore, the study spotlights some of these hazards in relation to natural
materials and touches upon ethics connected with sourcing or using specific kinds of nature fibres.
Some artists, the results note, are critiqued for working with materials seen as exploitative or
environmentally toxic. Such critiques raise deep questions regarding the roles of artists, as well as
potential curators in environmental art. The truth about Australian art and the environment but in
that case, how can they accommodate the call of art with their responsibility for care and
preservation? Not easy questions, but they are vital to the future of a sustainable and ethical art.

If you are using natural materials there is so much more to consider; after all, nothing lasts
forever. This point is discussed in the results section, and art crafted from organic materials often
questions what defines traditional works of lasting permanency. For museums and galleries, it
creates a dilemma as they are meant to conserve art for posterity. What to do with those made from
plant material remains largely uncharted territory, as technology is still catching up with the
challenges of preserving such ephemeral works. A few institutions have tried filming or
photographing this work and documenting it that way, but these methods can raise their own set of
ethical issues as well as practical concerns. Specifically, can a still photograph or video ever
accurately represent something that is meant to be experienced live? And if not, what does this
suggest about the preservation of such works?

As difficult as this might be, the incorporation of natural materials in contemporary art serves
as a key shift that is transforming and expanding what we have defined by artistic activity. Up to a
certain extent, the results from this study indicated that these issues would not abate and attention
across artists, curators as well as audiences in matters of environmental justice/practices with regard
contemporary art will continue to increase. If this field of work develops, researchers will need to
continue exploring what natural materials are being utilised for in the construction process and
consequently how they form part of a potential new language. In this way, we can begin to get
closer insight into how art works not only as productive mode with relation to some of the urgent
problems of our age (the global era defined by climate change and resource exhaustion, but also in
term around human nature relationship).

In conclusion, the employment of natural substances in visual art forms exactly what a more
intricate event than may be assumed merely reflects wider cultural and environmental issues as well
as philosophical considerations. This study will add to our knowledge of this trend by examining
the use of natural materials in a manner that either refuses conventional notions of art or
intentionally addresses environmental themes related both to working fast and care, which can
depict certain meanings but also taint others. But the research also raises challenges and
contradictions of the process in terms of sourcing, lifecycle management, use phase (fuel qualities)
as well as ethical issues related to exploitation. These challenges for the art world suggest that
natural materials and nature will continue as a vital protagonist in contemporary art, opening new
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avenues of possibilities to creativity and critical forms of engagement toward both human beings
and others.

Conclusion. Through the study of natural materials in contemporary art, there exists an
important and continuously changing wind within this trend that also resists all traditions from
modern art schools or ideology outside their own discourse as well on engaging environmental
problems. The research has identified innovative application of organic nature towards temporality,
sustainability and the human connection with the environment by contemporary artists. Including
the passage of time as a primary element in their works, these artists blur traditionally understood
boundaries to reflect experiences through art inherently removed — reflecting an impermanence
that both anchors life and helps it float. This approach is diametric to the ancient desire for
permanence in art and represents a move toward an active dynamic process-based knowledge of
artistic practices.

This work is important because it helps advance the broader conversation about ecological art
and what role you have as an artist in confronting environmental problems. Indeed, as the study
demonstrates, incorporating natural materials into art is not simply an aesthetic decision but in fact
part of a communicative (commercialised) strategy strategically employed today to generate
awareness about climate change and depletion. These are all aspects that can be woven into a work,
giving it depth or creating intensity among the audiences who experience material change on levels
more than of intellectual and emotional. It is a practice which might even influence not only the art
world but also public perception about environmental problems, so it becomes an important topic to
study for both those working with issues of environment as well as artists and art historians.

This implies that future research in this field might not only explore the use of natural materials
but could also further investigate how artists from various cultural and geographical backgrounds
interact with nature to produce their work. Furthermore, the ethical consequences of using natural
material in terms of sustainability remain an area for more research and consideration vis-vis
ephemeral preservation. This sets the stage for a continued examination of natural materials within
contemporary art in relation to global environmental change, providing new directions through which
to investigate and express our interfaces with nature (Davis 2014). By identifying the mechanisms
through which forest microbes decay materials, this study sets a foundation for future inquiries
underlining the potential use of natural ingredients in defining contemporary art renditions.
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