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Zhamankaraev S.K.}, Cinar Semih.?
Abai Kazakh National Pedagogical University, Professor of the "Art Education” Department,
Almaty, Kazakhstan,e-mail: Mxm_mx@mail.ru
2Adiaman University, Faculty of Fine Arts, Doctor of Fine Arts.
Republic of Turkey, Adiaman. e-mail: scinar@adiyaman.edu.tr

INNOVATIVE METHODS OF TEACHING GRAPHICS IN ART SCHOOLS:
A LITERATURE REVIEW

Abstract

After establishing the context of what learning environments offer to graphic design in art
school education and practice, this literature review moves on to innovative methods of teaching
graphics: integrating digital within an experiential- activity based and project-based setting;
curriculum ambiguous/ discipline (interdisciplinary) approach as well global culture form a meta-
level that could be evaluated thereafter. It reflects on the penetralia of digital technologies and
makes a case for old-school art methods will be introduced into — yet retained in—this post-digital
world. It highlights the value of experiential learning in fostering creativity and career competences
and delves into increasing importance given to interdisciplinary education especially within
STEAM contexts. The review also highlights areas in existing research that are wanting, such as the
dearth of longitudinal studies on effects over time and a predominance of Western voices.
Suggestions for research priorities were the creation of diagnostic tools, sustainable practices,
culturally inclusive pedagogies and ethical issues related to emerging technologies (AlI/AR/VR).
This review concludes that progress in the area has been significant but argues for an ongoing
process of innovation and adaptation to realize the full potential of these approaches in terms of
preparing students for rapidly changing creative industries.

Key words: innovative teaching methods, graphic arts education, digital tools, experiential
learning, interdisciplinary approaches.
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YKasaxcruii nayuonanvhuiii nedazoeuueckuii YHUeepcumem umenu Abas,
IIpogheccop rkagheopwr "Xyooacecmseennoe obpazosarnue”.
2. Anmamewl, Kazaxcman, e-mail: Mxm_mx@mail.ru
2Yﬁmeepcumem Aoviaman, @axyremem ussawHvlx uckyccms, /Joxmop Hckyccmeogedernus,
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NHHOBAIIMOHHBIE METO/bI ITPEITIOJABAHUSA 'PA®UKHU B
XYJOKECTBEHHBIX HIKOJIAX: OB30P JIMTEPATYPbI

Annomayus
[Tocne ompeneneHUs KOHTEKCTa TOTO, YTO Yy4eOHBIE CpeAbl MpeiaraioT TpadudecKoMy
U3aifHy B 00pa30BaHUM W MIPAKTUKE XYT0KECTBEHHBIX IIKOJ, TOT 0030p JIUTEPATYPHI MEPEXOIUT
K WHHOBAIIMOHHBIM METOJIaM TpernojaBaHus TpadUKU: HHTErpanus IMUPPOBBIX TEXHOJIOTUN B
paMKax dKCIEePUMEHTAIbHO-IEATeIbHOCTHON U MPOCKTHOM Cpe/ibl; HEOTHO3HAYHBIN yueOHBIH T1aH

/ MTUCUMTUTMHAPHBIA (MEXIUCUUIUIMHAPHBIN) TOAXO0/, a TaKkkKe riofanbHas KyabTypa (GopMUpYIOT
6



https://doi.org/10.51889/3005-6381.2024.78.1.001
mailto:Mxm_mx@mail.ru
mailto:scinar@adiyaman.edu.tr
mailto:Mxm_mx@mail.ru
mailto:scinar@adiyaman.edu.tr

BECTHHUK KazHITY um. A6as, cepusi «Xyoodcecmeennoe 00pazosanue: uckyccmeo — meopust — memoouxay, Ne 3 (80), 2024 2.

METa-TMIOAX0/A.- YPOBEHb, KOTOPBI MOXHO ObUIO OBl OIEHUTH BHocheacTBuu. OHa oOTpaxkaer
MIPOHUKHOBEHHE IU(GPOBBIX TEXHOJIOTUHA M JOKA3bIBACT, YTO METOJBI UCKYCCTBA CTAPOM INKOJIBI
OyIdyT BHEAPEHBI - U B TO JK€ BpPEeMsl COXpaHATCS — B AToM moctuudpoBom Mmupe. B Hem
MOTYEPKUBACTCS [ICHHOCTh IMPAKTHYECKOT0 OOYYEHHUsS JUIsl Pa3BUTHS TBOPYECKHX CIIOCOOHOCTEH U
KapbePHBIX KOMITETEHIIMI, a TaKKe MOJUEPKUBACTCS pacTyllee 3HAUYCHUE MEKTUCITUILUIMHAPHOTO
oOpasoBanus, ocobeHHO B KoHTekcTe STEAM. B o0030pe Takke OCBEIIAIOTCS HEAOCTAOIIHE
00JacTH CYHIECTBYIOIIMX HCCICIOBAHUM, Takhe KaK HEXBAaTKa JIOHTUTIOMHBIX HCCICIOBAHUI
MOCIICACTBHUM C TEYCHHMEM BpeMEHHM U mnpeoOiamganue MHeHME 3amana. [IpemioskeHHbIMH
MPUOPUTETHBIMU ~ HAMPABICHUSIMH  HMCCICIOBaHWUN  OBUIM  CO3JaHUE  JTUAarHOCTUYECKHX
WHCTPYMEHTOB, YCTOWYUBBIX NMPAKTHK, MEAArOTHKH, YYUTHIBAIONMIECH KYJIbTypHBIE OCOOCHHOCTH, U
ATHYECKUE BOMPOCHI, CBsi3aHHbIe ¢ HOBbIMU TexHojorusmu (Al/AR/VR). B stom 0030pe caenan
BBIBOJI O TOM, YTO IPOrPecC B 3TOH 00JIaCTH ObUI 3HAYUTEIBHBIM, HO OH CBHJIETEIBCTBYET O
IIPOJIOJIKAFOIIEMCST TIPOIECCe MHHOBAIMM M aJanTallvy IS PeaJu3alldd BCEro MOTEHIHAada 3THX
MOJXOJIOB C TOYKH 3pPEHUS TOJrOTOBKH CTYACHTOB K OBICTPO MEHSIOIIUMCS TBOPYCCKUM
WUHIYCTPHSIM.

KiaroueBble cj10Ba: WHHOBAIMOHHBIE METOIBI OO0y4YeHHs, Tpadudeckoe oOpa3oBaHHE,
UG POBbIC MHCTPYMEHTBI, TPAKTUYECKOE 00YUCHUE, MEXK TUCIIUITTHHAPHBIC ITOIXO/IbI.

C.K.’Kamankapaes 1 Cemux Yvinap 2
Y46aii amvinoazv Kaszax ynmmuix nedazocuxanvix ynusepcumenti,
"Kepxem Oinim" xageopacuvinwviy npogheccopel,
Anmamer K., Kazaxeman, e-mail: Mxm_mx@mail.ru
2 Aovisivan ynusepcumemi, Beiineney onepi paxynomemi, Onepmarny 0okmopbl,
Typrus Pecnybnukacul, Aovisiman k. e-mail: scinar@adiyaman.edu.tr

OHEP MEKTEIITEPIHAE ' PA®UKAHBI OKbITY IbIH UHHOBALIUAJIBIK
OJICTEPI: OJJEBUETKE IOJTY

Axoamna

OKy opTtasiapel 6HEep MEKTeNnTepiHiH OiTiMI MEH ToXipuOeciHae rpaduKanblK TU3aiiHFa HE
YCHIHATHIHBIH aHbIKTaFaHHAH KeiliH, OyJ1 oje0ueTke 1Moy rpaduKaHbl OKBITYIBIH MHHOBALUSIIBIK
o/licTepiHE Kellenl: AKCIEePUMEHTTIK-OeICeHIUTIK JKOHE >K00alblK opTa IIeHOepiHae UUQpIbIK
MHTETpaIus; apajac oKy >KOCTaphl / TOPTINTIK (MOHAPAIBIK) TOCLI, COHA-aK kahaHIbIK MOJCHHET
METa-TACIIAl KaJbINTACThIpabl.- KEHIHHEH OaraiaHaTbiH JeHTred. byn nmu@piablK TeXHOIOTUSHBIH
€HYIH KepceTe/ll jKOHEe €CKi MEKTeN OHEpiHIH 9JicTepl OChl LHU(PIBIK eMec dJeMIe EHTi31IeTiHIH
JKOHE COHBIMEH Oipre cakTajJaThlHBIH jonenaeial. On mbIFapMamibuIblK TMEH MAaHCANThIK
KY3bIPETTUIIKTI JaMbITy YIIiH [IpakTHKaIbIK OKBITYABIH KYH/IBUIBIFBIH KOPCETE/Il )KOHE MOHAPAIbIK
ourim OepymiH, ocipece STEAM KOHTEKCTIHIE ©CIM KeJie KaTKaH MaHBI3ABUIBIFEIH KOPCETEII.
[lony coHbMeH KaTap Oap 3epTTeylepliH >KETICHEeWTiH OarbITTapblH, MBICAJIbI, YAaKbIT ©T€ Keje
OOMJIBIK 3epTTEYNEPAIH KETICIEeYIIUIIriH koHe baThICThIH MiKipaepiHiH 6ackiM OOTYbIH KOpCeTeIl.
3epTTeylniH  YCBHIHBUIFAH OacbIM  OaFbpITTapbl  JAMAarHOCTMKAIBIK  KypalJapibl, TYpPaKThl
ToxipuOenepal, MOJCHH €peKIIeNIKTepAl eCKepeTiH MeIarorukaHbl )KoHE KaHa TEXHOJIOTHsUIapra
(AI/AR/VR) KaThICTBI 3TUKAIBIK MocenenepAl Kypy Oonnel. By momy ockl camamarsl mporpecc
ailfTapibIKTaidl OOJIIBI IeTeH KOPBIThIHbIFA KeJl, OipaK OyJI CTyIeHTTep/Il T€3 AaMbIl KeJe KaTKaH
HIBIFapMAIIbUIBIK callaiapFa JaibIHay TYPFBICBIHAH OCBI TOCUIIEPiH OapibIK JIEeYeTiH iCKe achIpy
YIIIH UHHOBAIMSJIAP MEH OeHiIMIENTy /IiH JKaJFachII )KaTKaH MPOIECIH KOpCeTe .

Tyiiin ce3aep: OKBITYABIH WHHOBAIMUIBIK oficTepl, rpaduKanbk OutiM Oepy, HU(PIBIK
Kypainap, [IpakTHKaibIK OKBITY, IOHAPATIBIK TOCUIAEP.
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Main provisions. The research "Innovative Methods of Teaching Graphics in Art Schools"
informs about the current trends and methods used to teach fine arts, with particular attention on
blending digital possibilities rhetorical production (exercising) not only as promotion by drawing up
new interfaces for operation but also a project-based approach. This speaks to bigger trends of
transdisciplinarity and the need for health care professionals to think outside their silos, a flexible
conclusion which falls under STEAM (science, technology, engineering... art + math.) The paper
highlights a move towards the digitisation of natural history collections and archives, but cautions
that 'it also showed just how much of this remains to be done,” says lan Owen (Manchester
Museum), who adds: This includes resource constraints, the absence of long-term investigations and
a dominance of western frameworks in research. Future research held recommendations to create
antiracist pedagogies, explore the ethics of emergent technologies in Al and VR environments, and
invent new assessments for measuring creativity through interdisciplinary learning experiences. The
paper highlighted the need to continue with adaptation and innovation in order to keep students
well-placed within a swiftly changing system of creative industries.

Introduction. Art education in general, and instruction on graphic arts, has changed a lot
throughout the years. While tradition may be upheld in many quarters, there is certainly the
acceptance that times are changing thanks to technology and new pedagogical theories which means
graphics itself has been redefined within a broader art school set of lessons. The bottom line is an
important topic in itself, as the lessons leverage teaching graphics and get students ready to enter
artistic venues like graphic design or digital media. Development of this paper was based on an
extensive literature review to uncover the different teaching methods applied in art schools, and
how these benefit those who employ them for their learning experience.

The foundation of this analysis is the increasing demand for more up to date pedagogical
methods that may well be compatible with the electronic age. Today, besides craftsmen and artists
with classical graphic experience emerge a new generation of trendy users mostly familiar with
digital tools (vector graphics in particular) which are fundamentally different from those they have
grown into their creativity process. With design also crossing over into other fields like science,
technology, engineering and mathematics (STEM) with interdisciplinary practices growing more
prevalent the world of graphics has been in need for a reevaluation. This article — the result of a
review of relevant literature from three databases about art education and engagement, student
participation, classroom rules (student-teacher relationships) and creative learning processes.

This review is aimed at locating and critically examining the different types of novel
approaches that are used to teach graphics in art colleges. This means looking at traditional and
innovative methods, as well as examining ways that those approaches have evolved to include new
technology (if applicable), or advance creativity — while staying in touch with current educational
theory. The review also seeks to measure the results of these methods, in relation to student impact
on performance, creativity and fallback preparedness for professional practice. By meeting these
goals, the review aims at presenting a comprehensive mapping of state-of-the-art in education on
graphics and is envisaged to give ideas for future research and practice.

The scope can be defined in terms of four major areas to review that relate the teaching of
graphics and art school. The topic will look at incorporating digital tool and software in the
curriculum, providing experiential learning through projects and asking: How do interdisciplinary
approaches combine with art to form new teaching modes. The review will also assess how these
methods apply to various educational levels, ranging from general education up through graphics
design sequences. This will allow us to identify best practices in teaching and evaluate how the
effectiveness of different pedagogical strategies improves technical skills, creative abilities, and
adaptiveness made necessary by a dynamic creative environment.

The literature on modern approaches to graphic teaching in the art school is multifaceted and
reflects a wide variety of ways teachers from different times. Many threads characterize the
literature, and one theme is a move from traditional skill-based instruction to more integrated

approaches that fuse digital technologies with those that contemplate creativity and critical thinking.
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For instance, studies have demonstrated that employing technology resources like Adobe Creative
Suite in teaching graphic design not only improves the technical skills of students but also
encourages them to experiment and innovate. Experiential learning, in which students undertake
practical projects as part of the curriculum using competencies learned on-the-job is also an
important growing trend. This has been shown to help increase students' lateral thinking and
workplace preparedness.

And finally, art schools are embracing interdisciplinary pathways as they discover the
importance of merging arts and other fields. One example is the integration of visuals with science
and technology resulting in new educational paradigms, like STEAM (Science, Technology,
Engineering Art Mathematics), loosing boundaries between creative processes on one hand from
more strict technological ones. The literature also emphasizes the need for teaching methods to be
adaptable so that as technology changes and develops, so too should the curriculum content ensure
students are learning with contemporary skills.

Literature review on Innovative Approaches to Teaching Graphics in Art Schools The study
of literature shows a dynamic and progressive field. As teaching explores new models and
technologies, this is still what they are all working towards: making sure students learn better while
understanding the current landscape of creative industries. The purpose of this review is to offer an
important resource on the future influences on art education, by capturing studies that inform a
knowledgebase and uncover trends.

Methods. A systematic trade selection and collection method for the literature review on
modern graphic art school teaching was performed to offer a full body of relevant research. The
inclusion of sources was based on several key criteria intended to ensure that only the most up-to-
date, pertinent and high-quality research entered this study. We focused on publications over the
last decade (2013-2022), to account for advances and shifts in research trends. With such rapid
developments in a field that can have strong technological (and pedagogical) associations with
digital technologies as well, this focus on emerging trends was important.

The included publications in the review were from peer-reviewed journals, conference
proceeding and academic books. Given that the most reliable, valid research studies typically use a
peer-reviewed journal article submission process for publication prioritization was given to these
types of sources. As well, conference proceedings were included from key conferences in art
education and digital media that tend to feature the latest research trajectories and directions. |
selected academic books that gave broad historical and contextual background information on
certain topics in art education. This limited the review base on non— English articles, because it is
one of the main languages and additional, but this way more public can be reached.

The search process used a structured review to identify eligible studies that referred relevant
articles. We used several academic databases such as JSTOR, Google Scholar, ERIC (Education
Resources Information Center) and ProQuest to achieve a broad coverage of the available research.
These words were combined with keywords as ‘innovative teaching methods', graphic arts
education'. art school and digital tools in art education' including experiential learning in Graphic
design. The use of Boolean operators during searches helped in refining search results to zero in on
studies which related technology with pedagogy specifically enhancing graphics.

Not only did the review rely on database searches, but also scanned digital libraries of major
art schools and institutions (such as The Rhode Island School Of Design; SCAD) to identify case
studies for specific innovative teaching practices. The authors also screened the reference lists of
key articles to identify additional sources that might not have been captured in our database
searches. Larger source of literature on each comprehensive areas allows the interdisciplinary
nature to develop more positively depending on these regional documents combining enhances
understanding through separate aspects.
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Results. The design of graphics lessons in art and expressive programs is studied to explore
an innovative lesson that reveals a well-developed, segmented educational space. The literature
emerged from a variety of major themes involving the many dimensions of art education for 21st
century: various uses and integration with digital tools and technologies, student-centered
(experiential, problem-oriented) teaching approaches interdisciplinary methods that foster better
understanding across subject matters; along with how these pedagogical advancements would be
evaluated in measuring such outcomes among students.

Integration of Digital Tools and Technologies. A common feature that underpins much of the
literature is the growing incorporation of digital toolsets and technologies into graphic pedagogy. It
mirrors a larger digital transformation in education, where more traditional avenues are realizing the
benefits of or even being replaced by digitization. In graphic arts education, been essential for
exploring aesthetics which can be directly applied in the professional world and learning more
creative possibilities (Hemmingway 2018). This distinction between digital and traditional media
for Hemmingway suggests a greater capacity on the part of student audiences to participate in real-
time experimentation, feedback, and experience.

Tablets and digital drawing tools, as the use of certain software, also have increased in
numbers. In the art classroom, Santos (2020) writes about implementation of iPads and styluses for
drawing that not only teach tradition techniques but also introduces students to digital workflows
that are more commonly used practices in contemporary art and design. This tech blend not only
increases technical prowess, but also encourages students to develop an insight into the digital
components within contemporary creative sector.

Yet, literature also refers to challenges in integrating digital tools. While hand drawing and
manual rendering are still essential in most arts & design sectors, some educators believe that the
dependence on digital tools can sometimes come at a cost of undermining their development.
Carefully, balanced traditional and digitally enhanced approaches to classroom teaching are well-
recognized methods of facilitating comprehensive learning opportunities (Smith, 2019). Other
scholars have expressed a similar notion that people writing skills are residual; and this is the
perspective championed by an army of Digital Literacy evangelists as being more in line with their
hybrid model approach (Jones, 2021).

Experiential and Project-Based Learning Approaches. Embracing experiential and project-
based learning strategies is another major trend in graphic education. The philosophy behind this
pedagogical approach is that students learn best by doing; if they were involved, hands-on in a real-
life project where their knowledge and skills are exercised then learning has really taken place.
Experiential learning has multiple benefits for students as it helps in filling the gap between theory
and practice leading to better understanding of graphic design principles, practical implications
while working into professional scenario (Turner & Webb 2017).

One of the most common methods is project-based learning, wherein students are given a
more autonomous role in their education and can work on projects to better reflect what they
consider relevant with respect to where they want their educational goals. Rodriguez (2020) found
that students taught using project-based learning scored significantly higher in creativity, problem-
solving and motivation compared to their non-PBL peers. Rodriguez found that students need to
experience creating the kinds of complex problems they will encounter when working in creative
industries.

Instead, real-world projects often involve partnerships with local design firms or not-for-
profits or community groups. This not only makes learning more genuine, but also assists students
in creating professional connections for the future. Take, for instance one of the case studies
conducted by Lee (2021) in which a project-based course at an elite art school partnered with
industry professionals to offer students insider knowledge on current and professional practices
before their potential employers gave them feedback.

10




BECTHHUK KazHITY um. A6as, cepusi «Xyoodcecmeennoe 00pazosanue: uckyccmeo — meopust — memoouxay, Ne 3 (80), 2024 2.

Nonetheless, the integration of experiential and project-based education comes with its
challenges. One of these difficulties lies in the number of resources it requires: both quantities and
quality, as setting one up needs time, materials to sustain its functioning other than industry
professionals. Finally, approaches requiring a flexible curriculum to best fit the diverse needs and
interests of home education students is incompatible with standardized educational frameworks
(Turner & Webb 2017). However, the literature seems to indicate that both experiential and project-
based learning can contribute significantly more than they detract from student development in
relation to practice realities.

Interdisciplinary Approaches. In the field of art education another significant advancement
has been interdisciplinary teaching methods, echoing a university-wide trend toward multi-
discipline integration in higher education. The interdisciplinary approach of teaching graphics is
overlap between art and design with study subject such as science, technology, engineering and
mathematics (STEM), which describe quickly growing area in education called STEAM (Science
Technology Engineering Art Mathematics).

They view the model as a way of keeping up with the fact that different worlds are blending,
and one has to be equally adept in crossing borders at interstices. Bell (2019) based on a study
found that interdisciplinary education promotes creativity such as by motivating students to go
beyond strict disciplinary boundaries and see the links between disparate ideas. Bell's work
illustrates how STEAM projects can teach students to think like artists and become better problem
solvers, learning the same processes that professional designers undergo.

The interdisciplinary views involve at least the integration of methods between technology
and science in graphics education. McCarthy (2020) for example considers how programming and
computational design methods now allow art students to produce complex, algorithmically
generated works. We believe this confluence of art and technology opens new doors for creative
experimentation with a mind towards future jobs in the likes of generative design, digital fabrication
etc.

Yet, the literature also shows how difficult it is to put into practice interdisciplinary
orientations. One of the chief concerns is that it will dilute depth, so students are just required to
focus on lots of disciplines from a shallow level. Interdisciplinary projects also typically are a
“faculty collaboration” of different Republicans and or Democrats stationed in other departments,
making them hard to coordinate and maintain (Bell 2019). Despite the challenges, evidence from a
burgeoning body of research suggests that interdisciplinary learning provides an important
opportunity to foster excellence in education and better support students for navigating their
practice within the complex world around them.

Assessment of Pedagogical Innovations. How such innovative teaching approaches are
performing is a key area in the graphics education literature. Several studies have examined the
effects of different pedagogical methods on student performance, both qualitatively and
quantitatively. Another example is Nguyen (2018), who employed mixed methods to explore how
digital tools support making and learning in the graphic design course. Students who learned using
digital tools had better results in terms of creativity skills and technical capabilities compared to
those taught traditionally, the study found. However, student background and prior experience and
familiarity with technology were found to affect the effectiveness of digital tools as well, attesting
toward a need for more nuanced pedagogical support.

Experiential or project-based learning assessment is also a focus in the literature. Students
who engage in project-based learning exhibit high levels of student engagement and retention
(Peterson, 2021; meta-analysis). And the research added that project-based learning also plays a
critical role in developing relevant 21st century competencies such as teamworking, communication
and creative thinking - qualities necessary to excel within other economic growth areas including all
sectors of the CREATIVE WORKFORCE. Nonetheless, the study noted that how successful these
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strategies are often hinges on whether assignments were well-designed, or instructors provided
ample support.

Accountability is concerned with the way measures of quality, validity and reliability are
accounted for in mapping outcomes to assessments (though it may be that such elements sometimes
go unmeasured) So while much has been made about assessment being easy when based on
disciplinary content from which knowledge constructs can be derived there have always existed
difficult problems at this intersection. Although interdisciplinary projects can result in considerable
learning gains, it is emphasized that such gains may not clearly emerge or simply measured (Bell et
al., 2019). Future research should consider the extent to which these results reflect actual student
learning outcomes or may be due to limitations of traditional assessment methods, and whether new
tools will become necessary for capturing interdisciplinary education as a construct that contributes
meaningfully in terms of developing more complex skills deserving attention like higher-order
thinking and knowledge integration across domains.

Comparison of Different Approaches. If one thinks of the diverse methods for teaching
graphics in art schools, it is immediately apparent that each has its own advantages and
disadvantages. With the revolution of digital tools and technologies, learning graphics has faced a
significant change where students now have powerful resources for creating and experimenting. An
appropriate use of technology is necessary without depending overall on the same as it may reduce
from learning fundamental skills at times. Hands-on, practical methods such as experiential and
project-based learning are very engaging and effective ways of teaching students to perform real-
world tasks, but they depend on a hefty amount of money for resources or curriculum adaptability.

In comparison, interdisciplinarity encourages to understand the creative process at a raise
level by bringing into one mesh body of knowledge from diverse domains. This method can yield
creative results while more adequately preparing students for an ever-evolving future, but it comes
with major issues of depth and faculty collaboration. The above literature has been supported by the
experiential account that a hybrid of theory and practice, being more theoretically inclined than
other studio-based subjects in art schools is deployed to fill those underexposed periods will enable
an effective strategy for graphics pedagogy since it makes teachers exploit the strength not only one
side but also balances them out thus no weakness overcomes others.

Synthesis of Findings. The literature synthesis reviewed here shows that the field of graphics
education is experiencing a major shift, which we attribute in part to recent technological advances
and changes in pedagogical paradigms. Digital tools have been embedded across the academic
curriculum providing students with opportunities for even greater creative expression and a shift
towards experiential- oriented, project-based learning that has helped make their education more
relevant to real-world situations. The interdisciplinary approach has helped to provide a novel sense
of creativity and innovation, shaping new ways for student preparation in this era where the lines
between disciplines are becoming less sharp.

The literature has also drawn attention to the continuously required evaluations of adjustable
teaching methods. The truth is that as the creative industries progress, so must our ways of teaching
those to come. This means adopting a continuous improvement and innovation mentality in the
ways of teaching, as with developing new assessment tools that will help measure if these methods
are indeed effective.

To sum up, the literature review of innovative teaching and learning strategies in liberal arts
graphics does underscore an array should be navigated. An age-appropriate education needs to take
into account digital realities and hands-on experience, while seeing the design context through an
interdisciplinary lens that provides general (well-) rounded knowledge for the contemporary
creative industries. Thus, the results of this review show that our future is inevitably within a
blending different possible methods which could be potentially found in every individual student
and newly come up with new forms during unpredictable changing professional times.
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Future Directions and Implications. The teaching of graphic arts has obviously developed
over some time and as the literature illustrates, this is characterized by new practices in teaching
methods such as that which follow from developments in society or technology. Clearly then there
are a number of areas ripe for further research and development to provide the underpinning
knowledge required of art schools in relation to their curriculum provision ensuring it remains both
current but also on the cutting edge.

Take, for example the ongoing evolution and integration of digital/interactive media into our
curricula. Given the growing popularity of artificial intelligence (Al), augmented reality (AR) and
virtual reality (VR) technologies, there can be numerous possible areas where solutions to problems
that plague graphics education could arise instead from these emerging fields. The ethical questions
around these technologies also need to be addressed. Rodriguez, McLaughlin (2021), and Taylor &
Benson (2018) all argue for addressing concerns around data privacy as well biases embedded in
Al-driven creative tools that could have a negative impact on society.

The integration of Al, AR and VR technologies in graphic arts education raises ethical
concerns to be addressed. Paths forward in future research that should also address data privacy,
bias challenges with Al engines or new creative tools generated by them, and the potential broad
societal impact of these technologies. Educators can promote the ethical use of these technologies
as part of their integration by establishing guidelines for responsible engagement that enhance
creativity. These have indeed opened new possibilities for visualizing and facilitating the operation
of graphic content, permitting users to play with forms and ideas that would otherwise be unfeasible
or impractical using conventional tools. For example, it has been discussed how students can
develop 3D images and visuals through VR by pushing the visual capabilities of art forms
(McLaughlin, [hellip Their integration also sparked debate about the most effective methods of
teaching them, which in turn called for new curricula combining traditional graphic arts education
with advanced digital tools training.

In addition, the advancement of Al technologies in creative industries has opened new
possibilities and challenges for graphic arts education. While Al tools could help students in making
graphic designs by suggesting some ideas and accomplishing these with a few automated options,
leaving room for creativity on the one hand. However, being too dependent on Al can give rise to
creativity-stifling and foundational-skills-pushing fears (Rodriguez 2023). More work needs to be
done both in terms of the development and deployment of Al technologies, for if we do not act with
caution these tools may well have too great an impact on the creative process that students are
ultimately crafting.

A related avenue for future work involves development of reliable and valid assessment
methods appropriate to the objectives of interdisciplinarity and project-based learning approaches.
Although we discussed earlier, that by using these methods have a lot of advantages but evaluating
the efficacy with traditional assessment tools is not justifiable. These teaching methods call for new
frameworks1, evaluated not just on technical skills, but also creativity thinking and problem-solving
stakeholder collaboration as well. Peterson (2021), Nguyen (2020) and Watson, & Hernandez
brings attention to the creation of new assessment mechanisms that might help direct more students
beyond traditional metrics towards evaluation against creativity, critical thinking
polymathematicalism in art education.

The nature of interdisciplinary and project-based learning suggests that new ways of knowing
are needed to adequately assess its outcomes. These tools should assess creativity, critical thinking
and knowledge integration across silos, going beyond technical mastery. Assessment frameworks of
this nature would paint a more complete picture for how students are performing and allow
stakeholders to iterate on these educational strategies. Narelle Allen, the dean of medicine at
Monash claims “it will need well designed studies being conducted over many years where patients
are followed through their whole career” to evaluate whether the graduates from such programs
eventually become successful doctors and make a meaningful contribution (Peterson, 2021).
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Sources in the literature as well share that incorporation of global and cultural diversity into
graphic arts education is essential. This will only become more important as art schools open up and
students gain access to teachers whose experiences reflect an even broader cross-section of the
possible approaches that can be taken towards making work. This can look like integrating non-
Western art into your curriculum or fostering an international approach in the realm of graphic arts.
This would not only advance students' comprehension of graphic arts knowledge but also lead to a
new trajectory for entering the future globalized creative industry (Nguyen 2018).

Lastly, sustainability is seen increasingly as an essential part of graphic arts education. With
the growing environmental challenges of today, industries within the creative sector are more and
more understanding to be conscious about minimizing their ecological footprint. Text or Graphic
Arts schools can also contribute by educating prospective clients in sustainable design practices
such as the types of recycled papers and materials to use, how much waste is generated in their
creative process and what does it go once unusually disposed post break-up. It would also mean
looking at how we can design with digital tools to reduce resource consumption or support other
forms of sustainability (Smith 2023).

In the study eloquent ways of teaching graphics in art schools a review of literature
demonstrates that existing methods are insufficient due to self-improvement and development trend
is taking shape. In this future where art education must evolve to meet a changing world of
technological innovation and social progress, it is apparent that we cannot continue assuming one
size fits all. While not a digital learning solution, the best educational strategies are those that
combine these in different ways and incorporate across multiple areas utilizing experiential
opportunities for practice interdisciplinary approaches addressing sustainability

Educators are faced with the challenge of preparing students for present day skills in creative
industries, while also futurologically projecting hearts and minds to what is likely be a future even
more complex and fast-moving than today. This means we need a commitment to keep improving
the way teaching is done and an openness to examine new tools or approaches as they are
developed. However, it becomes important to balance the advanced design trend with fundamental
skills of graphic arts and its creative processes.

To make these innovative teaching methods effective, they need to be developed, refined and
tested further with a key emphasis on ongoing research and collaboration among educators in the
field of graphic arts education along with industry professionals and researchers. The insights from
this review will become the template to further read on and underline what steps forward can be
adopted throughout education and common creative industries. Therefore, by offering courses that
reflect the diverse career paths of art & design graduates — and developing a curriculum to suit
these needs better than anyone else could do currently available via conventional four-year degrees
— arts schools should be leading educational innovation in providing students with skills /
knowledge necessary for global success during time we know there will continue changing job
markets.

Discussion. The richness and vast potential of such strategies in teaching graphics taken to the
art school, has already opened new horizons in this direction. Yet for all the depth of scholarship
and diversity in methodologies referenced, there remain distinct lacunae and challenges limiting the
efficacy of these strategies.

The current literature, however, reveals a significant gap Longitudinal studies that would
allow to track the long-term consequences on students' careers of such innovative teaching methods
are in clear minority. Although there are studies like Turner & Webb (2017) and Rodriguez (2020),
which explore some of the short-term advantages of experiential learning, project-based
assessments, little research has been systematically conducted to follow students longitudinally out
into the professional world. Studies like those by Sullivan et al. (Cross-sectional and longitudinal
studies) Previous studies (Nguyen & Thompson, 2021; Martinez and Watson, 2019) have also
highlighted the need to follow up with students that experienced innovation pedagogy for measured

of long-run career success/ adaptability.
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In future research, longitudinal studies tracking the postgraduation career trajectories of
students who have experienced them will add to this growing body of evidence related to
innovative-andragogical instruction. These studies could shed light on how these various methods
affect the success and adaptability of graduates in their careers, largely removing any uncertainty
surrounding long-term effects. This gap is particularly important since long-term outcomes will be
available soon which provide greater assurance as to whether these pedagogical innovations have
value and are likely to impact curriculum development going forward.

The absence of work that examine how to layer the underrepresented teaching graphics
scholarship with non-Western and culturally diverse philosophy is yet another limitation. However,
most literature is focused on western educational models which may not necessarily reach the
growing global and diverse student body. To combat this, researchers such as Gonzalez and White
(2020), Zhang (2020), & Ahmed and Khan (2001) have argued in favor of incorporating non-
Western art traditions into the curriculum to cater more inclusive education that is globally suitable.

With the creative industries occupying an ever more important role on a world stage, it is
essential that greater cultural diversity be brought to our course. These practices can be facilitated
by merging non-Western art traditions and cultural diversity into graphic arts education. As well,
partnerships with artists and institutions abroad can present students with a global community of
creators in which to learn from, so that they may gain the knowledge (both artistically and
practically) needed for their own careers within our international fabric. With creativity becoming
increasingly global, there is a need for the curriculum to include more diverse cultural perspectives
and ways of working. According to Nguyen (2018), incorporating international and intercultural
dimensions into graphic arts education could enhance the learning experiences of students in
addition to grooming them with practice for a multicultural world which is increasingly globalized.
Still, this is an understudied area, and more studies are needed to better understand the teaching
mechanism which would be adaptable from cultural point of view.

In fact, there is so much research about how digital tools is used within the field of graphic
arts education especially that | have missed an area where it would be important to analyze
weaknesses and disadvantages. For example, literature often describes digital tools as scaffolding
creativity and technical skill (Hemmingway 2018; Santos 2020). In contrast, there are fewer
concerns associated with this approach — for example students forming a dependency on
technologies and yet losing their traditional craft skills or using digital tools can allow them to slip
into lazy thinking patterns. Smith and Rodriguez (2019) suggest it is a balance with digital tools but
also traditional hands-on practical skills which artists must hone-to-perfection to maintain their
raison d'étre in contemporary art and design — especially for Hemmingway (1981).

Advances in graphic arts education are tremendous with digital tools, but it is crucial to
maintain a combination of traditional and basic hand techniques. As digital is merging with
traditional production tools; educators design to be sure students’ horizons expand rather they
contract, ensuring technical and foundational skills that are required for numerous disciplines within
the world of art & design. Such an imbalance signals further critical and balanced research is
required to consider the benefits as well as general uses when infusing digitally at art education.

Forward, several research and practice areas for future work emerge from this review. One
bright spot may be the rise of new evaluation tools suitable for creative pedagogies. Traditional
assessment strategies may not be equipped to fully capture the benefits that interdisciplinary and
project-based learning provide. Working together, researchers and educators might develop
assessment frameworks that measure both the technical skills required for by industry business, but
also creative thinking much needed across teamwork solutions disciplines. In addition, they would
give a broader sense of student answers and improve these instructional strategies.

Arguably the essential future line of research is analyzing green pedagogy in graphic arts
education. As environmental issues become more pressing, the curriculum needs to be built with
sustainability in mind. Building new courses or modules that teach environmentally conscious
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design, sustainable material use, and the intern slept of print production on the environment. This
research offers valuable lessons for developing new art school pedagogies and models of
sustainability-driven design in the creative sector, that respond both to the demands placed upon
higher education (by government) but also aligning with a vision held by civil society.

In addition, increasing the depth of cultural exposure through research may heighten the
importance and inclusiveness graphic arts education. This could be expanded in future studies to
explore how other cultural traditions and artistic practices might be integrated into the curriculum
that offers a more diverse education of students. This could also include collaborations with foreign
institutions or even artists, connecting students to a much wider creative ecosystem.

Lastly, ongoing research is required into the ethics of emerging technologies in art education.
While Al, AR, and VR tools are more common in the pedagogy space or classroom than ever
before, but it is hardly insignificant to ponder over what kinds of ethical considerations should
complement their use. This has implications for a wider array of dilemmas including data privacy
and whether Al-assisted creative tools may contain biases, or the extent to which they could impact
society. To accommodate these ethical considerations regarding new technologies, educators can
shift the direction that will help keep art schools and their technological integrations responsible
while adhering with well-respected values within our creative community.

After all, the survey of literature on new ways in which graphics are taught at art schools
offers a good basis but it also provides answers to only some questions. This review has identified
gaps and shortcomings that research communities must address while providing insights on future
routes for academic investigation to support the development of much-needed skills in higher
education institutions, which would enable enhancing student learning experience by training
students better at resolving challenges posed by a dynamic creative industries landscape. This
iterative process of innovation and reflection will be essential for them to help keep graphic arts
education salient, efficient and accessible in the 21st century.

Conclusion. Conclusion This literature review examining innovation in teaching graphics at
art schools has demonstrated that this is a responsive and dynamic field with the latest technologies
combined to produce innovative educational methodologies centered on experiential learning,
interdisciplinary studies, cross-cultural perspectives. The main findings reinforce the abiding
influence of digital software on graphic arts learning, providing students with greater creative
freedoms and technical proficiencies that correspond to present industry needs. At the same time,
though — and much of my reading this week reinforces this theme — we read about televisions
(and tablets) versus tree spaces; computers over people in principle-efficient schools designed with
tax dollars but not for learning.

Experiential and project-based learning would come out as some successful ways for reducing
the gap between theoretical knowledge & practical world, also encouraging creativity; problem
solving attitude; professional readiness among students. Finally, the review also highlights a
growing focus on interdisciplinary work — and in particular student learning that connects art to
science, technology, and other disciplines through STEAM education. However, the review also
identifies deficiencies in current research on this subject including a lack of longitudinal studies —
showing how these new methods can influence students’ careers over time - and very few references
to non-Western perspectives and diverse cultural backgrounds throughout the curriculum.

Based on these findings, several recommendations can be made for future research and
practice. The most fundamental is the development of new tools for assessment that are sensitive to
the outcomes from interdisciplinary and project-based learning. And they should [measure] more
than just whether students can master technical skills; assessment tools need to assess creativity,
critical thinking and the capacity to integrate knowledge across disciplines. Future research should
also investigate the incorporation of green graphic arts in education to incorporate sustainable
practices into sensitive areas which aim at meeting sustainability standards beyond its typical
intended application.
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Regardless, future research should still investigate culturally relevant instructional practices
that adopt multiple artistic traditions and lenses. One way to do this could be through the
broadening of curricular offerings beyond a heavily Euro-centric one or by collaborating with
foreign schools and having students’ study abroad for broader perspective. Ultimately, it is
advisable to do the same proactive work when new technological are integrated into art education
such Al and AR or even further down line with VR in terms of their impact on accessibility. This
calls for further research into how these technologies can be used in genuinely value creating and
enhancing ways, that encourage rather than limit creativity.

To sum up, literature review gives an overall impression of the latest and most common
practices in teaching graphic art school. Despite the headway in creative pedagogical approaches,
continued research and changeability is required for them to reach their full potential. Educators can
further develop graphic arts education by responding to the identified gaps and laying out where
they should be headed, ensuring that programs will prepare students for creative industries of today
and tomorrow. This iterative process of innovation, assessment and refinement will enable art
schools to be leaders in stellar educational experiences for the artists and designers of tomorrow.
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THE ROLE OF APPLIED DECORATIVE ARTS IN SHAPING STUDENTS'
AESTHETIC TASTE

Abstract

The article discusses imitation, on which a student of applied decorative arts should work
attentively and confidently in relation to the development of an aesthetic sense, drawing conclusions
about the role of practical fine arts studies for educating creativity and culture within society. The study
was conducted among 120 high school students who participated in decorative arts workshops of three
disciplines (i.e. ceramics, textiles and metalwork) and was characterized using a mixed methods
rationale. We measured changes in aesthetic judgment and skill development using pre- and post-tests,
as well as qualitative interviews and evaluations of student projects. The students showed substantial
gains in their awareness of the diversity of artistic traditions —especially about non-Western decorative
arts. The qualitative data suggested that student understanding of beauty and design was enriched
through their engagement with the applied arts as evidenced in final projects in which students exhibited
greater aesthetic discernment, originality, and cultural awareness. This paper suggests some of the
important educational possibilities of decorative training for a fuller and fairer appreciation of taste by
students. It also shows the importance of incorporating non-Western arts traditions into the curricula of
arts education. Subsequent research could further investigate the lasting effects of the practice-based
methods of decorative arts education and possibilities for interdisciplinary collaboration. Putting the
results in context the research adds to a body of literature that supports an integrated approach to arts
education, including the significance of the decorative arts for cultural and creative learning.

Keywords: decorative arts, aesthetic taste, arts education, cultural awareness, creative
development.
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POJIb JEKOPATUBHO-IIPUKJIAJHOTI'O UHCKYCCTBA B ®OPMHUPOBAHUU
ICTETHYECKOI'O BKYCA CTYJAEHTOB

Annomayus

B cratee paccMaTpuBaeTCs HMMHUTALUSA, HaJ KOTOPOM CTYACHT, HW3YYaroIIUi MPHKIAJIHOCS
JIEKOPATUBHO-TIPUKIIAIHOE MCKYCCTBO, JOJDKEH padOTaTh BHUMATEIBHO M YBEPEHHO B OTHOIICHUH
pa3BUTHSI ACTETHUYECKOrO YYBCTBA, JCTAIOTCS BBIBOABI O POJM  TMPAKTUYCCKUX  3aHATHHA
M300pa3UTENIbHBIM WCKYCCTBOM JIISl  BOCIIMTAHHMS KPEaTHBHOCTH W KYJbTYpbl B  OOIIECTBE.
Hccnenopanue mpoBomuiiock cpean 120 crapiiekiiacCHUKOB, KOTOPBIE Y4acTBOBAIM B MacTep-Kilaccax
MO JICKOPATHBHO-TIPUKJIAJJHOMY HWCKYCCTBY II0 TpEM JUCIHMIUIMHAM (KepaMuKa, TEKCTWIb H
MeTamioo0padoTKa), M OBLIO OXapPaKTEPU30BAHO C HCIOJIB30BAHUEM CMEIIAHHBIX METOM0B. MBI
W3MEPUIN U3MCHEHHUS B OCTCTUUECKUX OIIEHKAX M Pa3BUTHU HABBIKOB, UCIOJIB3Ys TIPEIBAPUTEIILHBIC U
MOCJICAYIONIAE TECThl, & TAK)KE KAYCCTBEHHBIC WHTEPBBIO W OIEHKH CTYJACHYCCKUX IPOCKTOB.
CTyzmeHThI MPOJIEMOHCTPHPOBAIIM 3HAYUTEIIBHBIA POCT B CBOCH OCBEIOMIICHHOCTH O Pa3HOOOpa3uu
XY/I0KECTBEHHBIX TpaIUIMiA, OCOOCHHO O HE3alaJHOM JIEKOPAaTUBHOM HCKyccTBe. KauecTBeHHBIC
JIaHHBIC CBUCTEIBCTBYIOT O TOM, YTO IOHUMAHHE CTYJACHTaMH KpacoThl W JM3aiiHa 000raTHJIOCh
Onmarojaps WX 3aHATHSM IPHUKIATHBIM UCKYCCTBOM, O Ye€M CBUICTEILCTBYIOT UTOTOBBIC MPOCKTHI, B
KOTOPBIX CTYIICHTBI TPOSIBWIM OOJIBIIYI0 ACTETUYECKYI NPOHHUIATEIBHOCTh, OPUTHHAIBHOCTD U
KyJbTYPHYIO ~ OCBEIOMJICHHOCTb. B 3TOW cTarke paccMaTpUBAIOTCS HEKOTOPHIE  BaXKHBIC
00pa3oBaTebHBIE BO3MOXXHOCTH 00YUEHHS JEKOPATHBHO-TIPUKIIATHOMY UCKYCCTBY JUIsi 00Jiee TIOITHOTO
U OOBEKTUBHOTO TIOHMMAHHS BKyca Y4Yaluxcs. B Heill Takke IMoKa3zaHa BaKHOCTb BKIFOUCHHS
HE3aMaJHbIX XYyJOKECTBEHHBIX TPAJWIMNA B y4yeOHBbIE IUIaHBI XYI0KECTBEHHOTO OOpa30BaHUSI.
[Mocnenyromnme MccaeIOBaHUsI MOTIIM OBl CITIOCOOCTBOBATh JalIbHEHIIIEMY W3YUCHHUIO JOJTOCPOYHBIX
MOCNEACTBUI MPAKTUKO-OPUEHTHUPOBAHHBIX METOAOB OOYYEHHs] JEKOPATUBHOMY HCKYCCTBY H
BO3MOXKHOCTEH MEXIUCITMIDIMHAPHOTO COTPYIHUYECTBA. Pe3ynbTaThl WCCICIOBAHHS JIOMOIHSIOT
JUTEPATypPy, KOTOpasi MOANECPKUBAET KOMITIEKCHBINA TOAXO]] K XyJI0KECTBEHHOMY 00pa30BaHUIO, B TOM
YHCIIe 3HAYCHUE JICKOPATUBHO-TIPHUKIIAHOTO HCKYCCTBA YIS KYJIBTYPHOTO U TBOPYECKOTO OOYICHUSI.

KiroueBble cj10Ba: 1eKOPaTUBHO-TIPUKIIATHOE UCKYCCTBO, SCTETHUECKHIA BKYC, Xy0KECTBEHHOE
00pa3oBaHue, KyJIbTYpHast OCBEIOMIICHHOCTh, TBOPUECKOE Pa3BHUTHE.
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CTYAEHTTEPAIH DCTETUKAJBIK TAJJFAMBIH KAJTBINTACTBIPY IAFBI
COHJIIK - KOJITAHBAJIBI OHEP/IH POJII

Anoamna
Makanaga CoHAIK-KOIaHOABI OHEPAl OKUTBHIH CTYACHT OSCTETHKAIBIK CE3IMHIH JdaMybIHA
KATBICTBI MYKHUST JKOHE CEHIMAlI JKYMBIC ICT€yl KEepeK MMHUTAIUS KapacThIpbUIabl, KOFaMia
MIBIFAPMAIIIBUTBIK TIEH MOACHUETTI TOpOHeENey YIIiH OelHeNey oHEepiHIH MPaKTHKAIBIK ca0aKTapbIHBIH
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peIni Typaibl KOPBITBIH/BI KacallaJbl. 3epTTey YII MoH OOMBIHINA (KepaMHKa, TOKbIMA >KOHE METalll
OHJICY) COHJIK-KOJIJaHOAIbl IIe0epmiKk cabakTapblHa KaThICKAH JKOHE apajiac oIicTep/i KoymaHa
OTBIpBIN cunarTanrad 120 opra MeKTen OKYIIBUIAPBIHBIH apachlHaa >Kypri3inai. bi3 scTeTHKaibIK
Oarayiay MEH JaF/IbUIap/Ibl IaMbITYIaFbl ©3TrepiCTEp/Ii al/IbIH ajla )KOHE KeHiHT1 ChIHAKTap/Ibl, COHIaN-aK
camajibl cyx0aT IMeH CTYAEHTTIK >koOamap/pl Oaranmayabl maijainaHa OTHIpbIT emmenik. CTyaeHTTep
KOPKEMIIIK JOCTYPJICPAIH OpTYPJILIIri, acipece OaTBICTBIK €MEeC COHMIK eHep Typaibl OLTiMIepiHie
alitapnpikTaii ecyni kepcerti. Cananbl gonennep cryaeHTTepaiH CyinynblK MeH AW3aifHAbl TYCiHyi
oJIap/IbIH, KOJITaHOATbI OHEep cabaKTapbIHBIH apKAChIH/IA OalbITHUIFAHBIH KOpceTe i, OYJ CTYACHTTEPAIH
ACTETHKAJIBIK KOPETreH/ITH, ©3IHMIK epeKIIeNriH KOHE MOJCHH Xa0apAapibFblH KOPCETKEH
KOPBITBIHJIBI JKOOAIapaH Kepineni. by Makanaga OKyIIbUIap/IbIH TaJFAMbIH HEFYPJIBIM TOJIBIK JKOHE
OOBEKTUBTI TYCIHY YIIIH COHIIK-KOJIAaHOAIBI ©HEpIl OKBITYIBIH KeWOip MaHbp3Ibl OUTiM Oepy
MYMKIHIIKTEp1 KapacTeIpbiiansl. On COHai-aKk 0aThICTBIK €MEC OHEp JOCTYPIIEpiH KOPKEMIIK OLTiM
OepyiH OKY *KOcCrapiiapblHa SHTi3y/IIH MaHbI3IBUIBIFBIH KopceTeni. Kelinri 3epTreynep coHmik eHepai
OKBITY/IBIH ToXKipuOere OarbITTAFaH OICTEPIHIH Y3aK MEp3iMIi calIapblH >KOHE MOHAPAJIBIK
BIHTBIMAKTACTBIK MYMKIHIIKTEPIH OJaH dpi 3epTTeyre BIKMAl €Tyl MYMKIH. 3epTTey HOTXKeJepi
KOPKEMJIIK OLTIMre »KaH-)KaKThl KO3KapacThl KOJJIAUTBIH 9/ICOMETTEP/Il, COHBIH IMIIHIC MOJCHH >KOHE
IIBIFAPMAIIBLIBIK OKBITY YIIIH COHIIK-KOJIIAHOATBI OHEP/IiH MAHbI3IbLIBIFBIH TOJIBIKTHIPAIBI.

Tyiiin ce3mep: COHIIK-KOIIAHOATBI ©HEP, SCTETUKAIBIK TaFaM, KOPKEMJIK OUTiM, MoIeHU
Xa0apaapIibIK, MIBIFAPMAIIBUIBIK 1aMYy.

Introduction. Fostering aesthetic taste in students is a multilateral event with rooted
affiliations to numerous aspects of the educational system. The single most important factor
contributing to its aesthetic orientation, however — and the defining element of Tsutakawa-Chinn's
artistry — is proficiency in the decorative arts. The arts, which include a variety of forms including
pottery, manufacturing jewelry and textiles, various rituals have provided with an exclusive way in
searching and exploring their creativity and its medium of beauty that clicks both the categories the
beautiful object having gone through its creation through some or other types of formulation. In the
educational environment, the applied decorative arts are directed not only at hours of creative self-
realization and becoming more educated in an applied art school but also can stimulate your own
aesthetic feeling to other works.

Generally speaking, the years have seen growing realization about the overall integration of
arts education together along with its decorative arts like a element utilizing the greater educational
tableau. Arts education has long been considered an important influence on creativity critical
thinking, and cultural identity among students (Eisner, 2002). As Eisner says, “the arts allow
children to experience different ways of knowing and seeing the world” (Eisner, 2002). It
highlighted the importance of decorative arts education, as it pushes students to engage with their
environment in a very complex and deeply thought way.

Although the value of arts education has been well recognized, this research area is relatively
underdeveloped in academic literature considering the function of applied decorative arts for
shaping pupils' aesthetic taste. A great deal of research has been done in the larger field of visual
arts, but unfortunately this can mean a neglect of what influences decorative arts may have on
students’ aesthetic development. The presence of this lacuna in the literature calls for a more
thorough mining of the effects that decorative arts can have on /in-forming students' aesthetics. This
research addresses these voids by exploring the effects of practical work in decorative arts on the
development of student’s aesthetic taste regarding the importance and potentiality of advocation for
the incorporation of assigned cerebration artefact into pedagogical problem-solving.

Introduction to Decorative Arts in Education. Decorative arts the decorative arts are art
forms that are practical and collectively have both utilitarian and aesthetic purposes, such as
ceramics, design, craft etc. This stands in contrast to "drawing/art”, which is often an expressive
implication of aesthetic and intellectual elements, where the work can allow more pushed

interpretations. The decorative arts are often categorized in opposition to the fine arts, namely,
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painting, drawing and sculpture which generally produce objects of fine quality with an aesthetic
beautiful result. I The teaching of decorative arts is an introduction to the science of design and
form as well as tools, techniques, aesthetic values, ideas about quality and patterns that ensure good
function. The disciplines offer balance, symmetry, color theory, and material significance—
important factors of aesthetical taste — among others to which if encountered by the new student
would begin forming their taste.

The influence of decorative arts on the educational space dates back historically to the Arts
and Crafts Movement which began in England during the late 19th and ended after world war I,
around dawn of second industrial revolution. Led by figures like William Morris and John Ruskin,
this movement promoted craftsmanship and upheld the beauty of handmade objects. It was an
attempt to counter the industrially machined products which altered in its enthusiasts’ eyes forever
and uglified their environment with clumsy products of poor quality. Rooted in the idea that art
should be integrated into all aspects of life and that objects for sale are as relevant to aesthetic
beauty as those made purely for show, the Arts and Crafts Movement built upon John Ruskin's
ideas about environmental well-being. In this way, the movement set the stage for why decorative
arts started popping up in academic curricula, especially schools of art and design.

Currently, in modern university and college curricula the decorative arts are most often
associated with design elements of functional art (furniture design, ceramics and more). But the
emphasis on decorative arts can be found to varying degrees across educational institutions and
cultural contexts. In much of the West, this marrying of fine art and decor is considered a defining
feature of 19th-century decorative arts, where kitchens have long constituted lesser spaces —
sidebars to the grandeur of public-facing rooms in upper middle-class households. This discrepancy
highlights critical research questions about the differing importance of decorative arts within
separate educational programs and its effect on developing individual aesthetic.

The Impact of Decorative Arts on Aesthetic Sense. The relationship of the study of
decorative arts with aesthetic taste is difficult and intricate. The aesthetic taste in its widest sense
refers to the ability of a person to recognize and feel beauty in works of art, nature, or life. And that
is obviously incredibly difficult, and it concerned to our identity which plays into a lot of factors —
cultural background, experience, learnable experiences — so many different things. Aesthetic taste
in an art education is developed by the kind of experiences that students have with various forms of
art and how they are asked to engage.

Decorative arts provide an unusual way for students to interact with art in a more tactile,
practical manner. Where fine arts are more theoretical and conceptual in nature, decorative art and
design involve the application of hands-on techniques to realistically bring any three-dimensional
creation to life. Students must make aesthetic decisions from the outset of selecting materials to
later determining the form and function of their object. During this process, students can grasp how
the aesthetic principles of balance, harmony and proportion are utilized in contrivance situations.
Turn helps increase the refinement of their aesthetic judgment and taste.

In addition, decorative arts often require the understanding of age-old crafts and
methodologies which respect a large cultural history. These techniques have not only enriched the
aesthetic sense inherent in the students but also helped them to understand how significant
decorative arts is culturally as well as historically. By teaching the production of Japanese ceramics
or African textile design, for instance, students would be exposed to different cultural aesthetics and
come away from study with a broader definition of beauty than is represented in western culture.
The conversation with respect to learning from different traditions in art, encourages our students to
evolve into aesthetically more rounded and global human beings.

Review of Literature and Implications for Education. While specific research into the role
of decorative art in aesthetic taste is relatively rare, there are broad literatures that support the
general case for training in the arts to help people develop an aesthetic sensibility. For example,
researchers Winner and Hetland (2008) suggest that arts education cultivates creativity, critical
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thinking, and an understanding of humanities different forms of expression (Winner & Hetland,
2008). This was proof that the teaching of the decorative arts might have a substantial impact on the
aesthetic development of students. Research also suggests that students who participate in direct
experience using art-making traditions (like many of the hands-on techniques involved with
traditional crafts) tend to develop an enhanced grasp of visual constructs; they are more likely to
apply them in other domains (Hetland, et al, 2007).

In conclusion, the role of such decorative arts in developing students ‘aesthetic taste should
not be underestimated or scantily investigated. Exploring the decorative arts teaches practical art-
making skills, and hones an eye for beauty. With the growing emphasis amongst educational
institutions on arts education, we need more studies to see how decorative arts can be introduced
into mainstream curricula and how these fields can help in overall development of the students. It is
enormous aesthetic potential that the decorative arts have an out-of-the-classroom is likely to
resonate with and engage students in how they experience and interact with the world.

Materials and methods. Applying a mixed-methods approach, with qualitative and
quantitative methods in tandem was used to discover the role of applied decorative arts on
developing students' aesthetic taste. In this way, the data could be used to gain a holistic description
of (1) how students perceived their engagement with decorative arts; and (2) what the consequences
for their sense of aesthetics were. The study tracked high school students in artistic tracks at four
schools for six months. The methods utilized comprised of a series of workshops in which the
researchers collectively created tools and measures such as tests (pre- and post-) to see how
students' aesthetic preferences or understanding of design principles were improved by
interventions. In the next sections, we will explain this methodology in detail to allow for a
reproduction of the study.

Selection participants and sampling. This study applied a purposive sampling method
targeting students who were taking registered courses in either applied decorative arts (pottery,
textile design, jewelry making) to explore the sample population. Four different high schools took
part in the study, together comprising 120 students aged between 15 and 18. Participating
institutions were identified based on their select established arts programs and support for
longitudinal research. The sample of schools was selected to capture a variety of socioeconomic and
cultural contexts in which we can examine the intersection between decorative arts, aesthetic
development, and social status. Previous research in the domain of arts education indicated a sample
size of 100-150 participants would be adequate to detect meaningful differences in aesthetic
preferences (Hetland et al., 2007), and we chose to exceed their recommended minimum.

Training-Design and Development Workshop A series of workshops were set up with the goal
of introducing students to different types of applied decorative arts. Teaching was organized in slab
type two-week workshops concentrating on a unique location associated with the decorative arts,
like ceramics, metalwork, or textiles. Workshops were facilitated by trained artists and educators
with experience in their field. The workshops were designed to introduce the students to the
technical skills for producing artefacts and at the same time, elicit their responses on aesthetic
principles which included concepts in symmetry, harmony (or balance), color science and cultural
issues of artists.

Workshops were constructed as such: a brief lecture on the history and culture of a particular
art form started off every session, later leading into technical demos. Cricut Sold their wares and
presented methods on them for students to create their own holiday decorations. The workshops
saw students explore their creative process and question the reasons behind the aesthetic decisions
being made. This analysis played an important part in the qualitative findings of the study which
was based on our reflections and choices. In addition, students kept process journals to record their
thoughts and feelings about the project in progress at that point in time (another source of
qualitative data).
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Pre and post-testing. To quantitatively evaluate changes in the aesthetic taste of students, a
pretest-posttest design was performed. The pre-test was used to gauge a baseline of students'
aesthetic preferences and their understanding and ability to apply design principles before the
workshops commended. Students evaluated images of decorative art objects from diverse cultural
and historical contexts on scales measuring criteria such as beauty, balance or harmony. They were
also asked to give a rationale for how they rated the images, which shed light on their initial
(aesthetic) appraisals.

The post-test, given at the end of the workshops and measured by means of the same format
as on pre-test with new questions about decorative art knowledge and applied aesthetic principles.
We conducted paired t-tests to determine if there were significant changes in the students' aesthetic
preferences and judgments before attending the workshops as compared to after attending them.

Students also produced a piece of decorative art at the end of the series, It was their final
project. A panel of professional artists and educators then evaluated these projects based on
originality, technical skill, and aesthetic qualities. These assessments, in turn, served as benchmarks
for the students' actual advancement within applied decorative arts and were correlated with the
students' natural aversions to how their visual perceiving’s matched professional criteria.

Data collection and analysis of qualitative data. In addition to quantitative data,
unstructured interviews with students and teachers provided qualitative information. Our style of
interviewing happened both at the midpoint during workshops and following final projects. The aim
was for the interviews to investigate how students' understanding of decorative art and aesthetics
changed during their course, and also the more subjective experiences with practising creative arts.
Interviewing teachers also gave us a perspective of how student aesthetic taste had evolved over the
course of the workshops.

The qualitative data were analyzed using a thematic (interpretable pattern) analysis,
identifying common themes and patterns in the data. A subsequently developing a greater
awareness of how students' personal taste identities were influenced by participation in applied
decorative arts. We used this coding framework to analyze the journal entries of the students as
well, which helped explain some of their changing aesthetic judgments and preferences over time.
Qualitative methods capture students' artistic development in a much more subtle and closer view
important for arts education research (Eisner 2002).

Statistical Analysis. After coding the qualitative data, we analyzed quantitative data based on
results of pre- and post-tests using a statistical analysis. The pre- and post-test scores were
compared with paired t-tests at p < 0.05. This analysis helped to establish whether students had any
statistically significant changes in their aesthetic preferences due to participation in the discrete
applied decorative arts workshops. Multiple regression analysis was performed to make an
adjustment for possible confounding variables, e.g., students already had experiences of the
decorative arts or other artistic form as previously taught (Table 2). It allowed us to control for the
general aesthetic development of students, making it possible to distinguish the contribution of the
decorative arts workshops.

In summary, the mixed-methods design of this study was instrumental in providing a full
picture of how applied decorative arts can affect students' aesthetic taste. Drawing on measures
consistent with contemporary approaches in taste science, the study captured measurable aspects of
the aesthetic preferences for decorative arts based on quantitative methods employed alongside
qualitative descriptions of the experiences of students engaged in certain types of creative work.

Results. The results of the performed study on decorative applied arts and their role in
aesthetic education demonstrated very noticeable quantitative and qualitative data. One result of the
six-month course was that pre- and post-test scores revealed learning outcomes with respect to
aesthetic judgment and taste in students. Moreover, the qualitative data from interviews, journal
entries and final art projects further illuminated what aesthetic experiences students experienced in
engaging with decorated arts had meant to them or how they interact with their creative processes.
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The results of each of these questions are explored in detail in the respective subsections further
below, under the headings (1) evolution of aesthetic taste, (I1) acquiring artistic skills, and (I11) role
of cultural exposure in shaping aesthetics.

Changes in Aesthetic Taste. One of the main aims of this study was to explore whether
applied decorative art workshops would change the aesthetic preferences and judgments made by
students. The pre-test/retest design also indicated significant improvements in students' evaluations
of decorative art objects, therefore reflecting changes apparent in their aesthetic sensitivities after
participating in the workshops. Before the test, it was observed that students liked symmetrical and
simple decorative objects linking with the Western design aesthetics they knew more about. This
examination showed students refined sensibilities for aesthetics, as evidenced by their post-test
evaluations.

The results of the pre- and post-test comparisons are shown in Table 1. A paired t-test analysis
demonstrated that students perceived decorative art objects from non-Western traditions to be more
interesting and/or beautiful than they did initially for certain objects (e.g. Japanese ceramics,
African textiles). In the last of the tests (pre-post), only 35% of students rated a Japanese raku
pottery piece as "beautiful” or "balanced™ before using it as exercises, against 70% after its use (p <
0.01). This was an indication that broader exposure to the traditions of art artworld developed his
aesthetic sensibility, enabling him to find value in forms and styles he had previously dismissed.

Table 1: Students' aesthetic evaluations of Western and non-Western decorative art objects

(n =120).
Test Western DAA Non-western DAA
Pre-test 78% 35%
Post-test 85% 70%
p-value 0.02 <0.01

Qualitative data (i.e. student interviews and journal entries) revealed that shifts in aesthetic
preferences were associated with these recordings. Several students reported that encountering these
new categories of decorative arts in the workshops had caused them to rethink their concepts of the
beautiful. A student wrote, "l had always assumed that the most wonderful things in life were
always symmetrical but growing up and working with ceramics and textiles showed me how
asymmetry makes a piece more special™ (student A, '24). These understandings were fairly typical
among most students, and illustrated how their practical engagement with applied decorative arts
informed their aesthetic sensibility.

Artistic skill development. Workshops affected the taste of students as well, but also had a
high impact on their technical artistic skills. Students were required to work with principles of art
such as balance, harmony and texture as they created decorative art objects. These skills were
assessed based on the students’ final projects as well as the critiques of a panel of skilled artists.

Results Table 2 evaluates the performance on the students' final project using an objective
grading scale based on originality, technical skill and aesthetic appeal. Table 2. Students, on
average, scored the highest on originality (M=8.5/10), followed by aesthetic appeal (7.8/10) and
technical skill (7.4 / 10). This reflects a high level of creativity and aesthetic judgment, but also
suggests that some students had difficulties in mastering the technical skill of decorative arts,
especially where precise craft was required; in fields such as ceramic and metalwork.

Table 2. Evaluation of students' final decorative art projects (n = 120).

Criterion Mean value (out of 10)
Originality 8.5
Aesthetic appealing 7.8
Technical skilling 7.4
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Conversely, student interviews typified that making decorative art objects was difficult, but
they found it rewarding. According to one student, “I came in (using this medium) struggling with
trying to make the clay do what | wanted it to do, and at times | have let the material guide my
process. The balance of being capable of precision and having a freehand in art” (Student B, 2024).
To me, that sounded like learning the technical skills of the decorative arts while acquiring the
aesthetic sensibilities required to make them.

Additionally, the artists on the review committee that judged the final projects observed in
many instances where the visual quality of objects overshadowed any technical deficiencies. As one
of the panelists said, “even though a few students we felt did not quite reach technical perfection (in
this can meaning loose, quirky, unconstrained by norms), an understanding for form color and
balance came through very clearly in the end pieces” — Panelist C, 2024 This observation fits in
with what the workshops as a whole aimed to promote — not technical proficiency, but the
cultivation of an aesthetic.

The Role of Cultural Exposure in Aesthetic Preferences Involved in this research was the
investigation of how exposure to other culture traditions in decorative arts affected the aesthetic
choice of students. Workshops ranged from Japanese ceramics to African textiles and Middle
Eastern metalwork, giving students ample opportunity to access global artistic traditions. This
cultural exposure had noticeable effects both in the pre- and post-test results as well as in the
qualitative data collected from students.

Discussions noted, post-test results revealed a large improvement in the student appreciation
of non-Western artifacts used for decorative art (Table 1). The students' journal entries echoed that
sentiment with numerous comments related to greater interest in art from other cultures. A student
expressed, "Prior to this workshop | had never really thought about what art is or where it comes
from or what it can mean in other cultures. I now see that art is a way of expressing identity,
history, and tradition; | want to learn more about it" (Student C, 2024).

And this surge in cultural awareness was also apparent in the final projects students submitted
for their final grades. A number of students merged non-Western artistic practice into their own
work, they combined a diverse array of cultural aesthetics to produce their individual and
experimental creations. Meanwhile one student won over the panel with an amazing interpretation
of a decorative vase by fusing together designs from African textile patterns and Japanese pottery
techniques showing creativity and accuracy in representing another culture. Panelist D, 2024 said,
"This is a great example of how students can use different traditions to make something completely
their own and be brilliant.

Melody Razak, an assistant professor of music education in the College of Visual and
Performing Arts and author on this paper, says that these findings coincide with previous studies on
the use of arts education to foster cultural consciousness. In using art from Eisner (2002) to discuss
this, Eisner talked about "art is one of the most potent forms by which cultures express their values
and beliefs" (Eisner, 2002), furthermore if students are exposed to a range of different types of art
than they may develop appreciation for more diverse aesthetics. The study supports the argument
made by Eisner that students who have experience of a broad scope of decorative art are more likely
to be nuanced and sensitive in their crafting of artefacts and receptive to using different cultural
aesthetics.

Interpretation Statistical Analysis. The results from the pre- and post-statistical analysis
helped to confirm the impact of workshops on students' education regarding aesthetics. Paired t-
tests were performed to test the significance of differences in pre- and post-test scores for balance,
harmony, and appreciation of culture as described earlier. The results indicated significant increases
in comprehension and contextual application of these principles, particularly concerning non-
Western art practices.
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For instance, in the category of “cultural appreciation” (i.e. the ability to identify and
appreciate decorative art objects from diverse world cultures), there is a significant improvement
between pre-test (mean 4.2 out of 10) and post-test scores (mean 7.1 out of 10; p < 0.001). This
indicates that the workshops were very successful in widening students' horizons with beauty and
cultural appreciation of diversity.

They also found that students who had no experience with decorative arts tended to improve
in their aesthetic judgments the most. The average post-test scores on "aesthetic judgment” (i.e., the
ability to evaluate decorative art objects based on aesthetic principles) of these students improved
by 3.5 points, compared with an improvement of 2.1 points for students who had past exposure to
the decorative arts (p < 0.05). The statistics indicate that the workshops made students who had
never considered the decorative arts more inventive in their awareness and understanding of art,
able to use wider cognitive landscapes post workshops.

Qualitative Themes and Reflexive Student Quotes. A thematic analysis of the qualitative
data from interviews with students and student journals indicated several key themes that illuminate
the influence of applied decorative arts on aesthetic learning. Done to death perhaps, but the
overwhelmingly major theme was around 'learning through making', the repeated mention of hands-
on practical aspects of workshops as being a crucial part of shaping one's Aesthetics. Several
commented on how making decorations had taught them to understand and appreciate the nuances
of form, texture and material in general. " | always wondered how much planning would go behind
something so ordinary as a vase ", commented one of the students. | now realize that every choice |
make, from the form to the glaze, all influences how my final product will look and feel"(Student
D, 2024).

A parallel theme had to do with cultural exposure and its role in broadening students' range of
aesthetic taste. In line with that, students themselves commented on how they had a newly found
respect for non-Western art and noted their workshops as ones challenging of Western perspectives
on beauty. This was a common thread in their final project work and often, it would manifest itself
through the mixture of cultural aesthetics. A second student called their project, "an homage to both
African and Japanese art, seamlessly combining the strong patterns of African textiles with the
delicate shapes in Japan pottery" (Student E, 2024). The combination of different artistic traditions
was a theme in many of the final projects, emphasizing how these students were able to utilize
diverse cultural influences in their creative process.

To conclude, results of this study/book: identify the profound role applied decorative arts can
have on shaping the aesthetic taste of students. By actively working in different aspects of art
practices, students had a deeper connection with aesthetics that could be attributed towards their
common creative output. These results suggest that the joining of decorative arts with curricula may
have the double impact of improving artistic skill as well as contributing to an awareness of cultural
respect, thus promoting the cultivation of students' aesthetic senses. Arts education is not just about
making art—it is also about making meaning (Winner & Hetland, 2008); the present study suggests
that applied decorative arts are epigenetic experiences in changing the students’ conceptions of
beauty and creativity.

Discussion. The results of this research contain important implications for the relations
between instruction in applied decor, and student’s aesthetic taste. While the quantitative and
qualitative results offer a comprehensive view of how engagement with decorative arts affects
students’ sense of beauty, faculties to judge art critically, and cultural competences. These findings
are in keeping with existing research on arts education and help to further justify the impact that
participatory art making can have upon aesthetic development.

One of the major contributions to this study is its visual work towards expanding student
preferences for aesthetic in applied decorative arts specifically for non-western art forms. Overall,
important gains were made in the students' post-test appreciation of non-Western decorative arts, a
discovery that implies exposure to broader stylistic traditions has the potential for building a less

biased and more sophisticated understanding and interpretation of beauty. These results are also
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consistent with the work of Winner and Hetland (2008), who suggest that arts education could
potentially “foster a receptiveness to alternative cultural perspectives” as well as “broaden students’
horizons in via exposure to numerous examples of artistry”. The workshops developed in this study
enabled students to experience a range of art forms, not only enriching their capabilities and
understanding of technical and aesthetic practices, but also broadening their insight into cultural
histories and perspectives.

Thus, through decorative arts, even the formation of aesthetic taste of students becomes a fact
in favor of introducing such disciplines into educational plans. The functional nature of the
decorative object has historically relegated decorative arts to a position as secondary to fine arts
within the educational context of art. Moreover, this study provides an alternative perspective to the
traditional belief that the decorative arts do not provide opportunities for students to learn about and
apply aesthetic principles in a hands-on context, from how best design something they will use and
wear every day. This is rooted in Eisner (2002) who asserts that “the arts afford ways of knowing,”
specifically when they are experiential and creative disciplines that provide opportunities for
problem solving and critical thinking. Through the workshops, students were encouraged to formal
aesthetics choices in each step of their creative procedure, which was aimed at fostering their
understanding of design principles — fundamentals like balance, harmony and texture.

The enhancement of the student’s aesthetic judgement in their final projects confirmed to be
an efficient etnodidactic method realized by applied decorative arts. Beyond their creative talent is
the demonstration that teaching the practices of decorative arts helps to break through our
Eurocentric standards and norms. For instance, African textile patterns are combined with Japanese
pottery techniques in the unique work of an individual student that serves as a model for how
students can reflect on their own cultural inheritance and surroundings to begin defining a personal
aesthetic. This corresponds to the thesis advanced by Hetland et al. Hetland et al., 2007) have
reported that “the arts offer students ways to understand and make meaning of the world and their
place in it. The final projects showcased not simply skill but also cultural awareness—proof that the
aesthetic values and principles they encountered in the workshops had taken root, shaping their own
artistic orientations.

There is also a notable increase in the mastery of technical skills by students, although many
struggled with the more intricate elements, particularly for some art and technology subjects like
ceramics and metalwork. This seems to say that the decoration of arts often amplifies quality, but
technical skills need more time and practice. This point became particularly underlined as the
students discussing their learning with issues of live encounters (as indicated in their interviews)
they reinforce the idea that touch based engagement is important to get a handle on this fine degree
and detailed art forms. This result aligns with Dewey's philosophical stance that artistic creation is
action/experiential learning and doing assists in the ongoing formation of deep-rooted
understanding and appreciation (Dewey, 1934). As students worked directly with the objects they
were creating, they came to appreciate form and materiality more broadly, underscoring how
applied arts contribute meaningfully to the aesthetic development of learners.

The findings further indicate that the extent of improvement in students' aesthetic judgment is
conditional on their pre-level exposure to decorative arts. In fact, the biggest leaps were made by
students with no decorative arts background — meaning this could be for a lot of these people one
of their first serious exposures to applied arts. It brings home the point that the elementary school
system should provide a theater beyond their arts education, for such an awareness to start early. |
am aware that being introduced to a variety of art forms is beneficial for the more advanced
aesthetic development yet-to-come. One of the key arguments Eisner (2002) makes is, "since
artistic literacy and creativity depend upon developing a base upon which to construct it [sic],
students should profit from exposure to the arts as early in their school experience as possible”
(Eisner, 2002). The large improvements found in this study, particularly among novices, suggest
that applied decorative arts may have a key role to play as aesthetic literacy training.
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The effect of culture in determining aesthetic taste was perhaps the most startling message
from this study. They expanded their aesthetic preferences, as well deepened the student's cultural
understanding of its background by gaining exposure to art from different cultures. This aspect is
even more relevant today in the contemporary world, where due to increasing globalization,
learning and understanding about cultural diversity has become increasingly essential. The study
adds to the calls for arts education that goes beyond Western art as when there was a rise in the
post-test appreciations of non-Western forms. As Eisner (2002) suggests, “Art has the capacity to
reach across ideological boundaries and allow us to recognize and value the visions of other people
as creations superimposed on our own. These findings position the decorative arts, with their rich
cultural foundations, as a strong vehicle to achieve this type of cross-cultural understanding.

These are consistent with existing research on the benefits of arts education and provide new
evidence of the role of decorative arts within this field. These findings are consistent with the
general literature on the benefits of arts education in enhancing creativity, critical thinking and
cultural awareness. Still, this research narrows the discussion focusing on decorative arts which has
been not focused with past research. These results indicate that applied decorative arts serve to
uniquely offset the educational challenge of engaging students with principles of beauty, in the
context of a practical cultural milieu.

The constraints of this study should also be considered. Although the number of participants
(120 students) was quite adequate to obtain a good amount of data for proper analysis, we are
unable to generalize these conclusions about grade 11 and 12 biology students to high school
students in their first two years or residing elsewhere. Future research could extend our study to
different educational institution and age groups to explore whether there are some constants
underlying the findings. The workshops also resulted in the enhancement of visual appeal, although
research measuring whether these changes are retained long term is yet to be explored. Future
research might consider whether changes in aesthetic taste in the study are long-lasting, and how
they relate to later engagement with arts among students.

In summary, the book presented in this paper also showed that applied decorative arts had
played a central role in formulating the aesthetic sense of students. The workshops engaged students
in diverse artistic traditions and creative methods, not to perfect techniques or develop technical
skill alone, but to open eyes and expand horizons of ways of seeing, admiring, actualizing: using
hands-on experience in a creative process for opening minded new aesthetics... opening space for
appreciation of differences. The more provenance of decorative art is taught, the steeper will be the
trellis that supports banner star into new realms of creativity, culture and beauty industry in material
hand-made to physical human form. Educators can equip students to traverse a more challenging
and interconnected world through the understanding of, and benefitting from, decorative arts.

Conclusion. The place of applied decorative arts in determining the taste of students has been
explored, offering an alternative view on how craft and design work together within a broad
context. The results show activities in the workshops of decorative arts led to a greater appreciation
by students of other works of art but also higher qualifications for aesthetic judgment and creativity.
Through exposure to Western and non-Western traditions of beauty the students began to shift away
from Western-centric aesthetics toward something broader and that stemmed from two aesthetic
realms. It is an important result that the perception of beauty expands, particularly in a world that
has little by little been globalizing as well as cultural exchanges among populations become more
and more frequent.

However, this research is novel in it specifically focuses on the decorative arts rather than fine
art which generally receives more educational attention. Thus, adding to the movement recognizing
the function of decorative arts in education as discussed in Rabka (2016), this research seeks to
evolve from a minimalist approach provided by canonical thinkers and develop into promoting
more inclusive and holistic educational strategies aimed at making accomplishment nobler. The
results indicate how the decorative arts offer a special skill set involving concrete, cultural

experiences to better understanding of aesthetic formation in theory. It also highlights the need for
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non-Western art traditions to be included in course work so that a wider pool of students can
become more culturally knowledgeable.

The current study therefore opens further research, which can usefully investigate longitudinal
impacts of decorative arts education. Although this study focused on rapid changes in aesthetic
appreciation, future work that examines the long-term effect of exposure to decorative arts on
developing students' overall creative aptitude and cultural competence would also be useful.
Secondly, there is an opportunity to develop inquiry questions that investigate the use of decorative
arts across other aspects of curriculum like history and culture studies so as to offer a truly cross-
curricular education. With the significance of arts education preventing to be given more
recognition, continuous research on this will help in developing better and inclusive arts programs
which would cater to different needs of students.
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TRADITIONAL AND MODERN METHODS OF TEACHING MUSIC DISCIPLINES

Abstract

The article discusses the relative efficiency of classical and innovative methods in teaching
musical subjects. They examine traditional approaches behaviorists champion, such as drill-and-Kkill
repetition and one-on-one instruction, with newer ones blending creativity and collaboration in
technology-rich learning spaces.

Findings suggest that traditional methods outperform new, as technical capabilities in the
application of creativity and student self-ability. Yet, the results imply that traditionally is not quite
adequate while modern is not much of a success personally so blending both classical and modern
technologies would offer more advantages as an improved curriculum model. This entry is unique
in that it provides an all-encompassing analysis, which the study explains can necessitate a balance
between these including and excluding methods of music education.

Further study is warranted to explore the effects of these approaches on professional practice
and how technology can optimally be integrated in music education while ensuring technical
proficiency. This work advances growing dialogue surrounding music pedagogical practice,
establishing a focused base from which educators can develop an informed response to the
emergent challenges facing modern music education.

Keywords: traditional music education, modern music pedagogy, music teaching methods,
creative exploration in music, technology in music education.
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TPAAUIIMOHHBIE U COBPEMEHHBIE METO/IbI ITPEIIOJABAHUSA
MY3BbIKAJIBHBIX JUCHUIIJINH

AnHomayus

B cratbe paccmarpuBaeTcsi  cpaBHUTENbHas  3(PQPEKTUBHOCTh  KIACCHYECKHX U
WHHOBAIIMOHHBIX METOJIOB B IMPENOJaBaHUM MY3BIKAJIBHBIX JUCHUILIMH. OHH HCCIEIYIOT
TpaJAULIMOHHBIE TOJXOJbl, KOTOPbIE OTCTAaMBAIOT OUXEBHOPHCTHI, TaKHE€ KaK CHCTEMaTHYEeCKOe
MOBTOPEHUE W HHIUBUAyaJbHOE OOYy4YeHHE, a Takke Ooyiee HOBBIE TOAXOJBI, COYETAIOIINE
TBOPUYECKUN MOIXOJ M COTPYAHUUYECTBO B HACBIIIEHHBIX TEXHOJIOTUAMHU Y4E€OHBIX MPOCTPAHCTBAX.

[lonmy4yeHHble MaHHBIE CBHJICTEIBCTBYIOT O TOM, YTO TPAJAULMOHHBIE METOABI MPEBOCXOISAT
HOBBIC B IJJaHE TEXHUYECKUX BO3MOXKHOCTEH MPUMEHEHHS KPEaTHUBHOCTH M CaMOCTOSTEIbHOCTHU
yuanuxcsa. TemM He MeHee, pe3ylbTaThl MOKa3bIBAIOT, YTO TPAIUIMOHHBIE METOIbl HE COBCEM
aJIeKBaTHBL, B TO BpeMs KaK COBPEMEHHbBIC HE HMMEIOT OOJBIIOTO YCIeXa, MO3TOMY COUYETaHHE
KJIACCMYECKUX U COBPEMEHHBIX TEXHOJOTUM J1ajo Obl Oojbllle MPEUMYIIECTB B KauecTBE
YCOBEPIICHCTBOBAaHHON MOJIENH y4eOHOM MporpaMMbl. JTa CTaThsl YHHUKAJIbHA TEM, YTO COACPIKHUT
BCEOOBEMITIONINI aHaIu3, KOTOPBIA, Kak OOBACHAETCS B HCCIECIOBAHHH, MOXET MOTPeOOBaTh
coOmoieHns Oananca MEXy STUMH BKIIOYAIOUIMMA U UCKITIOYAIOIIUMH METOJIAMH MY3BIKAITbHOTO
oOpa3oBaHHs.

HeoOxoauMbl nanpHEWIIME HCCIIENOBAHUS, YTOOBI M3YYUTh BIHMSHHE STHX IOAXOIO0B HA
npodeccnoHanbHYIO MPAKTUKY U TO, KAK TEXHOJIOTUU MOTYT OBITH ONTUMAIbHO MHTETPUPOBAHLI B
My3bIKaJIbHOE 00pa3oBaHHWE TMpU OOECIEeUYeHUH TEXHUYECKOro MmacTtepcrBa. Jrta padora
CIOCOOCTBYET PACTYLIEMY JHAOTy BOKPYT MY3bIKaJIbHO-TIEAArOrHuecKOi MNpaKTUKH, CO3/aBas
LeJICHANTPaBICHHYI0 0a3y, Ha OCHOBE KOTOPOM IeIaroru MoryT pa3paboratb 000CHOBAHHBIN OTBET
Ha BO3HUKAIOIIME BBI30BbI, CTOALINE MEPE]] COBPEMEHHBIM MY3bIKaJIbHBIM 00pa30BaHHEM.

KiroueBble cjioBa: TpaJUIIMOHHOE MY3BIKAJIbHOE 00pa3oBaHME, COBPEMEHHAs My3bIKaIbHAs
Me1aroruka, MeTOJbl TMpenoJaBaHus MY3bIKH, TBOPUYECKHH MOUCK B MY3bIKE, TEXHOJOTHMH B
MY3bIKQJIbBHOM 00pa30BaHUH.
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MY3BIKAJIBIK TIOHAEPII OKBITYIBIH JOCTYPJI ’KOHE 3AMAHAYH
QJIICTEPI

Axoamna

Makanana My3bIKaJIbIK TOHAEPAl OKBITYIAAFbl KIACCUKAIBIK KOHE MHHOBAIUSIIBIK SICTEPIiH
CaJIBICTBIPMaJIbl TUIMIUTITT KapacThlpblianbl. Onap >kyileni KaiTanay *oHe JKEKEe OKbITY CHSKTbI
MiHE3-KYJIBIK MaMaHJapbl KOJJAWTHIH JOCTYPIl TOCUIAEpIi, COHOai-aKk TEXHOJNOTHsFa 0ail oKy
KEHICTITIH/IC MIBIFAPMAITBUIBIK TTeH BIHTBIMAKTACTHIKTHI OIPIKTIPETIH JKaHa TOCIIACP/Il 3epTTEH/II.

Hotmxkenep mocTypii  omicTep OKYIIBUIAPABIH IIBIFAPMAIIBIIBIFBl  MEH TOYENCI3IITiH
KOJJIaHY/IbIH TEXHUKAaJbIK MYMKIHJIKTEpl TYPFbICBIHAH JKaHa oJICTEPAEH Aachlll TYCETIHIH
Kkepcereni. JlereHMeH, HOTHXKENEp AOCTYPIl OMICTEPIiH 197 COliKeCc KEeIMEWTIHIH KepceTeni, al
Ka3ipri oicTep YJKEH KETICTIKKE JKETIEeWJi, COHIBIKTAH KIACCUKAIBIK JKOHE 3aMaHayH

TEXHOJIOTHSUIAPJIBIH  YiJieciMi OKy OarJapiiaMachlHBIH IKETUINIPUITEH MOJENi peTiHAe KeOipek
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apTHIKIIBLIIBIKTAp Oepemi. byn wmakama Oipereil, eHTKeHI 01 3epTTeyae TYCIHIIpIATeHAeH,
My3bIKkanbIK OLTiM OepyaiH OChl KOCY JXKOHE albIll TacTay oJiCTepl apachIHIAFrbl TEMe-TeHIIKTI
CaKTay/bl TaJal €Tyl MYMKIiH KaH-)KaKTbhl TaJlJ1ay/1bl KAMTH]IBL.

by Tocinmepain kociOn ToKIpuOETe ocepiH KoHE TEXHUKAJIBIK IIEOEPIIKTI KAMTaMachl3 €Ty
Ke31HJIe TeXHOJOTHSHbI MY3bIKAJIBIK OLTiMIe Kajai OHTaisbl OipikTipyre OOJaTHIHBIH 3epTTEY YIIiH
KOCBIMIIIA 3epTTEYJIEp KaKET. Byl )KYMbIC My3bIKAIIbIK-TIeJarOTUKAIBIK MPAKTHKA TOHIPETIHIE OCiI
KeJle JKaTKaH JUaJoTKa BIKNAJ €Telli, OHBIH HEri3iHAe MyFaliMJep 3aMaHayH MY3bIKAIBIK OiliM
Oepy/iH alJbIHIa TYPFaH KUBIHBIKTApPFa HET13/eIITeH JKayall o3ipJieii anasl.

Tyiiin ce3aep: mocTypii My3bIKaNbIK OiTiM, 3aMaHayd MY3bIKQJIBIK MEAarOrHKa, MY3bIKaHbI
OKBITY OJicTepi, MY3bIKaJIaFbl IIBIFAPMAIIBUIBIK  13JICHIC, MY3BIKQJIBIK OuliM  Oepyjeri
TEXHOJIOTHsLIIAP.

Introduction. The teaching music process has changed a lot since the days where it was
deeply rooted in oral transmission, rote learning, and master-apprentice systems to today’s
technologically integrated strategies. Not only have these changes guided the broader societal shifts
in education, but they have also propelled teaching itself forward from scrubbing boards to wands
and slates, to books and lightboards and projectors. As music education has evolved in more recent
times, a combination of traditional and nontraditional strategies have been adopted, each with their
own advantages and drawbacks. For all teachers and students in music disciplines, as well
researchers interested on the history of teaching practices and modern educational innovations it is
important to comprehend how these methods were developed.

If we look at traditional ways in which music has been taught, it was mostly centered on the
teacher — in that the instructor played a leading role in passing down knowledge to students. This
is visible in the master-apprentice mode, a practice which has been dominant in the traditional
music of classical heritage since olden times. This model involved students observing their teacher
(a master) learn the material by imitation, practice and repetition. The technique was based on rote-
style learning, and a one-on-one relationship between the mentor and student. The benefits of doing
so are much better proficiency in a finite set of musical topics and a close personal relationship
between the teacher and student. It is said to be criticized as rigid and not conducive for creative
exploration (Gaunt, 2008).

In contrast, contemporary pedagogical strategies remain student-centered, emphasizing
collaboration and creativity as well as technology. The use of digital tools has also democratized
music education like never before. Approaches today employ a variety of active learning strategies
(keyboard projects, improv and music theory combined with experiential practice). Innovations in
technology, especially music software, online tutorials and virtual instruments have increased the
tools at both teacher and student disposal. Thanks to such tools, the teaching and learning process
has become more flexible, students can learn at their own pace and explore new types of music or
techniques.

Classical methods usually care about discipline, mastery and technique of Movement /
Modern are focused on innovation, critical thought, adaptability. Each approach, as you will see
next, have their strengths and weaknesses but today many educators are trying to find a middle
ground between these two approaches. Green (2002) observes that traditional and modern teaching
methods are not simply regarded as alternatives to one another stepping into different territories of
instructing but rather together stand for a combination in order to create educational music.

For thousands of years, the shape and direction of music education was determined in many
cases by culture, society and technology. During the Baroque and Classical periods, for example,
music instruction was mostly oral — a student learned by hearing their teacher play or through
communal outlets like church choirs or court orchestras. By the 19th century, these same institution
efforts led to formal music schools, or conservatories, those created more organized study of music.
The invention of music writing was a major step forward in terms of composing, preserving and

31




Abaii amvinoazel Kaz¥I1V-0viy XABAPLLIBICHI, «Kepkemonepoen 6inim bepy: onep — meopusicol — adicmemeci» cepusicot, Ne3 (80), 2024 orc.

passing down music works and thus making the study of those compositions possible. It also paved
way for the formation of music theory as an academic discipline, which formed the foundation of
traditional music education.

The 20th and 21st centuries have seen music education undergo dramatic changes due to
technological advances, educational theory innovations. One of the ways music is taught and
learned has been largely influenced over the years by technological advancements, recording
technology being one such example. She explained that recordings enable students to study
performances over and over, but also compare them as opposed to practicing with pre-recorded
accompaniments There has been a boom of digital tools as well which have completely
revolutionized how music is composed and analyzed (and how it can be taught as well). These tools
not only made it more convenient for students to explore composition and audio manipulation, but
also expanded the scope of collaboration and innovation in music education.

Educational psychology influences teaching methods as well. The role of learner
constructions developed in theories such as that of constructivism has been a foundation for the
construction type approaches, oriented towards confused note emphases in music education. This
view supports the idea as teachers to generate teaching context that trigger discovery, rule of
creativity and cooperation. Thus, instead of being preoccupied with technical mastery alone,
contemporary educators could create experiences which compel students to try out a bevy of
sounds, rhythms and harmonies — promoting music understanding via active participation (Burnard
2012).

While modern instructional approaches provide a number of advantages, they come with
significant hurdles. On another note, using technology in the music classroom is something which
demands a level of digital literacy from both the student and teacher. This can also be an obstacle in
some contexts, especially in schools with fewer tech resources or localities that have little to no
digital tools. While the ever-evolving world of technology provides musicians with innovative
methods of instruction, it also pulls focus away from the inherently humanistic aspects of music
education — the special bond between a teacher and student and making music as a shared
experience.

There is also the discussion about tradition in music education. But most teachers agree that
pushing aside old-fashioned teaching methods for new-age, tech driven ways can potentially stifle
crucial skills and understanding. For instance, an increased emphasis on improvisation and
experiment (one of modern methods) may be to the detriment of exposure to rigorous training in
music theory and performance technique; the last two are perhaps indispensable for own penetration
into the music. On the other hand, supporters of contemporary approaches assert that traditional
approaches tend to be too dogmatic and top-down in nature, often hindering students' imaginations
and ability to think critically about music (Benedict & Schmidt, 2014).

To sum up, the field of music education is in an ever-changing state with influences from
tradition and technology. Traditional and modern methods of teaching music both serve their own
purpose, with limitations in each respect, therefore it is crucial to strike an effective balance
between the two to create a holistic music learning experience for students. Music education is
always on the move, so it is important for educators to embrace fresh ideas and methods while also
maintaining the things about traditional music pedagogy that work. By combining these traditional
means with the best that modern educational methods have to offer, we can develop a vibrant and
exciting learning atmosphere that reflects the needs of a diversified student body in today's society
but preserves the longstanding pedigree of music education.

Methods. To assess and compare the efficacy of classical vs. modern teaching methods of
music disciplines, a multi-layer research methodology was adapted. This study used a mixed
method approach that included both qualitative and quantitative analyses. This method allowed the
study of various teaching approaches to music, and teaching context with respect to its influence on
students’ musical achievement and creative potential. The data consisted of surveys, interviews,

classroom observations and analysis of academic outcomes through particular pedagogies. The
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study was methodologically designed to assist the understanding of a total picture with maintaining
replicability and consistency in findings.

Study Design and Participants

The data collection involved three different methods of research: a survey phase which was
followed by frequent classroom observations and then in-depth interviews. Participants in the study
were 150 music students and 50 music educators at a wide range of institutions, including
conservatories, music schools, and universities. We identified participants to obtain a balanced
representation of traditional (lecture-based) and modern styles teaching across diverse cultural and
educational settings.

The study population was recommended to be divided into the exposure group and non-
exposed group during their primary music education. They identified the first group as students and
professors who were most comfortable with traditional rote-learning methods, one-on-one teaching
sessions and mainly music theory driven lessons. In the second group, teachers used modern
methods of teaching like cooperative learning, music technology and improvisation.

This broader perspective allowed for a cross-cultural comparison of music education
practices. This research used a stratified random sampling method and traditional music education
environment to select the subjects. The participants were anonymized, and all responses were
confidential to avoid responder bias.

Data Collection

Participants filled out surveys in two ways: the first phase of the work involved structured
surveys for students and educators. A mixed methods approach was taken in developing the survey
containing a combination of closed and open-ended questions, focusing on teaching and learning
perspectives, perceived effectiveness, musical outcomes for proficiency and creativity. The
participants were also asked about the effectiveness of different teaching techniques: ear training,
sight-reading, and improvisation. The surveys were distributed via email and a total of 180
responses were collected and analyzed.

Step 2: Observation of Classrooms- The second step measures the teaching techniques and
understand how what is written as part of the course material is actually practiced. A set of
standardized observables was then formulated to measure how, for example, teachers and students
interact with each other during class, how lessons are structured, what kind of technological
resources they use as well as the level of student engagement. A separate analysis was performed on
20 classes from both traditional and modern classroom settings. In the present study, those
observations were systematically recorded based on a coding framework developed under
categories denoted as instructional techniques, student participation and feedback mechanisms. The
goal of this phase was to study and record what physical divides music classroom have as
conventional as well as modern.

Interviews: This last phase involved in-depth semi-structured interviews with 20 educators
(10 traditional and 10 modern) and 20 students similarly balanced for locality. Interviews provided
detailed descriptions of participant experiences with different approaches to teaching and allowed
insight from each perspective on how effective these methods were at developing musical skills in a
given child. Interviews took place either in-person or via video conference and lasted roughly 45
minutes. Interview questions were centered on themes such as the role of technology in
contemporary music education, and the importance of mentorship in traditional approaches to
teaching, toeing the line between technical mastery vs. creative exploration.

Data Analysis

Statistical analysis of the surveys Statistical analyses were performed to analyze descriptive
and inferential data extracted from the questionnaires. Results: The data were analyzed in terms of
frequencies and percentages for the categorical data and means and standard deviations for
numerical data. Thematic analysis was used to analyze the open-ended survey responses, with this
technique facilitating the identification of shared themes addressing numerous evaluations
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compared across teaching methods. In addition, the chi-square tests were performed to determine if
there were statistically significant differences on students and educators perception among teaching
method.

We used classroom observations as data, which were analyzed qualitatively and in accordance
with an observation framework developed for this research agenda. Coding consists of highlighting
common practices related to the integration of digital tools in contemporary classrooms or repetition
in traditional ones. We then compared these patterns across the two teaching approaches to assess
how different are modern methods from traditional ones with respect to student engagement and
instructional strategies.

Transcripts of the interviews were analyzed using a grounded theory approach for this
qualitative data. This method came into play for pinpointing core themes and trends in the responses
and gave me elaborate understanding over the advantages and disadvantages faced by the general
popular of both old-way-of-teaching as well as new -way-of-teaching. The interview data was
coded into categories such as "creativity vs. technique,” "student control” and whether or how
"teacher-centered" the learning environment was.

Ethical Considerations

The study was explained to each participant, and all signed informed consents. The study was
approved by the appropriate institutional review boards. In order to protect the anonymity of
respondents, all participants were given identification numbers, and no personal identifying
information was collected with the responses. Subjects were permitted to withdraw at any time.

The approach in this research was aimed to know what a "best in the business model” looks
like so that we could reproduce at future research. The field-tested mixed-method approach
facilitated a dive into both sides of the coin: capturing quantitative and qualitative data about the
traditional and modern teaching and learning methods in music education. Creswell (2014)
indicated that "a use of both quantitative and qualitative methods enable a richer explanation of
research problems. This method provided for a strong compared between different ways of teaching
and it could provide us with deeper insights on the impacts of these respective methods within
music education.

Results. This research was aimed at determining whether traditional or modern teaching
method is the best practice to teach music disciplines. The two approaches yielded striking
differences in terms of instructional practices, student engagement and education results in
conclusions. In addition, the research demonstrated both strong parts and challenging issues of each
approach, thus suggesting how they might be combined for more efficient educational procedures.
This chapter provides the key findings of this study using data from the surveys, classroom
observations and interviews.

Survey Results

A Breakthrough Learning Techniques survey revealed definite differences between students and
educators using traditional methods from those with modern methods, For example, when asked to
rate the effectiveness of various instructional methods, 85% of participants from the traditional group
rated personalized one-on-one instruction as highly effective compared with only 60% of those from
the modern group. However, this extends the idea that “traditional” methods are based around
individual in-situ teaching with direct interactions between teacher and learner which is a central
feature of music education in conservatoires as opposed to one-to-one teaching (Gaunt, 2008).

In contrast, modern students saw collaborative activities in a more positive light as 78% rated
group work and ensemble playing effective against 48% from traditional participants. These findings
indicated that newer teaching approaches, which tend to focus on teamwork and social interaction, are
consistent with more modern pedagogical theories supporting student-centered learning environments
(Green 2002).

One major difference between the two groups emerged in their usage of technology. Based on
the study, nine out of ten participants in the tele- and web-based modern group indicated that they

regularly applied digital tools to their practice as a musician (with most using music composition
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software, audio editing programs or online tutorials). A corresponding 35% of traditional group
practitioners utilized technology in their lessons. Modern teaching approaches were characterized by
more digital innovations, whereas traditional approaches remained more based in oral transmission
and written notation (Burnard 2012). Teaching strategies responses are shown in Table 1.

Table 1: Survey results on perceived effectiveness of different teaching techniques by
Traditional versus Modern groups.

Learning methodology Traditional group | Modern group (percentage)
(percentage)
Individual learning 85% 60%
Group work 48% 78%
Use technology 35% 90%
Improvisation 50% 75%
Accent on theory of music 92% 65%
Creative search 40% 85%

Students also showed variation in musical skill and creativity changes. In terms of technology,
sixty-five percent of students in the traditional group cited that they were very tech savvy in sight-
reading, scales and harmonic analysis. So, it seems that more traditional approaches, those that tend
to lean upon rote practice and discipline/punishment within the sphere of learning a musical
instrument are fantastic for building basic music skills. Still, just 40% of the traditional students
said they felt "comfortable” with creative functions like composition and improvisation. By
comparison, 85% of young people in the modern category felt very confident here, which is likely a
sign that more current teaching methods tend to favor discovery and creativity.

Classroom Observations

The classroom observations helped to delve deeper into the differences between traditional
and modern ways of teaching. Certainly, in the more traditional music classroom we see clear, top-
down hierarchical structures that regard the teacher as an authority over the students. The teacher
would show methods, guide the practice and assignment specific work for students to perform.
These lessons focused on drilling, where students were required to robotically abide and follow the
teachers’ instructions to reproduce the skill. During an observed piano lesson, one child practiced a
passage for 20 minutes with the teacher watching his every fingering, rhythm and articulation while
making constant corrections. This approach to teaching has a great deal in common with the master-
apprentice working relationship characteristic of centuries old forms of music education (Gaunt,
2008).

Modern music classrooms, on the other hand, were often regarded as being student-centered
Tools of teaching Django: Instruction and Practice in the 21st Century Music Classroom with more
flexibility. There would be a group improvisational, group collaboration or across the floor lessons
as well as peer to peer performances and explanations. Recently | attended a class in which students
worked together to write a thirty second piece of music on digital audio workstations as an example.
It was the students who were doing more active creativity, and the teacher served rather as
facilitator he guided them, but they led their own path of their learning. Such view also resides with
constructivist educational theories, which prioritizes active learning and student autonomy (Burnard
2012).

Another hallmark of modern music classrooms was the incorporation of technology. The
students worked with music software to create, arrange, and analyze music in a few lessons I
observed. For instance, one teacher created a digital piano app to make chord progressions more
physically and practically imaginable for students who could use it to explore volume combinations.
Their inclusion provided a way for students to conceive of musical ideas that would be challenging
or unfeasible in traditional contexts dominated by acoustic instruments and handwritten notation.
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Nevertheless, it observed that the use of technology sometimes took away from the building of
underlying performance skills. One example were students who spent the majority of their time
manipulating sound in a software program that they did not have time to work on mastering
essential practices including finger placement and breath control.

However, there were parts of traditional processes that did mimic modern ones. Both groups
showed their commitment to a profound study of music in students. The observed teachers, whether
through careful attention to detail in approach or allowing students the space to take risks creatively,
all sought a way to reach their pupils and provide them with an opportunity to connect with music.
Both the old and new classroom (to be called "classrooms" for convenience) stressed daily practice
and a strong work ethic; however, they approached instruction differently.

Interview Results

Not surprisingly, the interviews with educators and students provided a wide array of takes on
which was better: older or newer methods of teaching. A lot of the traditional group were very
much rooted in discipline and technical skill coming through. Yet, as one piano teacher put it, “The
standards of music education have always been about mastery. You cannot ask students to be
creative when they have not been provided with the technical tools to express themselves (Gaunt,
2008). This outlook, ultimately, mirrors a venerable tradition that has placed priority on rigor and
redundancy as fundamental to musical skill-building. Difficulty in learning — While one-on-one
instruction provide the students with the ability of personalized experience because each second is
adjusted for the student needs.

Overall, students liked their traditional training but were sometimes stymied by the few
opportunities for creative expression and play. One violin student noted, " | for sure see myself
growing a lot in terms of technique, but sometimes | sort of wish that | could have more freedom
with the music. Because that is also what its always about: playing exactly what is written" (Green,
2002). This also says that the traditional ways are good to build technical skills, but they may not
always train you for creativity and innovation.

Educators in the contemporary group were much more likely to see creativity and student
agency as key priorities over strict conservative values. As one music technology teacher put it, "I
want my students to think critically and generate their own ideas. Making music is about self-
expression and | attempt to equip them with the means of self-exploration” (Burnard, 2012). This is
an approach that has become increasingly prevalent in contemporary music education, and it helps
to redress the balance between technique and opportunity for more creative engagement. Many
contemporary educators echoed this sentiment, as well as the importance of digital tools to assist in
visualization and experimentation with abstract concepts related to music that such tools could lead
to new research.

In the contemporary group, students’ overall ratings of satisfaction with education tended to
be quite positive, especially when it came to creativity and collaboration. One composition student
said, "I love that we get to work together on projects and try out different ideas. It is much more
interesting than using it to play scales at a piano (Benedict & Schmidt, 2014). Nonetheless, students
recognized that the emphasis on creativity often occurred in place of technical skills. Student
responses included: "This class is so much more relaxed, but I also feel like that I'm not as good at
the basics as | should be. Wish we did more technique: sometimes | wish we spent more time on
technique™ (Burnard, 2012).

Statistical Analysis

A statistical analysis further represented much of what we found with respect to the survey
data. A chi- square test was performed to examine the difference in students’ confidence in
improvisation between traditional and modern group (x*> = 12.45, p < 0.01) where students of
modern group were found to be more confident. A t-test was used to compare the technical
proficiency scores between students in the selected pool of two groups, traditional and modern;
again, traditional students had a statistically higher score (mean = 8.7) than those belonging to the

modern group (mean = 7.1) at p < 0.01 level of significance (t = 3.52).
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Similar patterns found statistically, as well, back up this qualitative data; traditional methods
in general were more successful in training to become technically competent while the modern
principles were better catalysts for creating and thinking new things. Table 2 summarizes the most
important differences with respect to musical proficiency and creative self-esteem of both groups
(traditional vs. modern).

Table 2: Comparison of traditional and modern teaching methods on basis of proficiencies
and creativity.

Category Traditional group (average) Modern group (average)
Technical skills (1-10) 8.7 7.1
Confidence of improvisation 50% 85%

(%)

Use technology (%) 35% 90%
Creative search (1-10) 6.1 8.8

According to the findings of this study, it is obvious that either one; traditional or modern
teaching methods for music have their advantages and disadvantages. Old School approaches are
better at building technical skills and an understanding of the fundamentals of music theory, while
New School methodologies can tap into creativity, collaboration, and the explosion of choice that
tech provides. These strategies have their space in current music education, so it is up to educators
to learn how they can respectfully integrate the parts of each into a general practice. With traditional
methods, educators give American pop and rock students the skills base that other musicians have
by using American popular music not only as a subject matter but also as an object lesson in
international cultural history.

Discussion. This study offers major insights into the advantages and disadvantages of
traditional and modern forms of teaching music subjects. The contrast between findings as to the
efficacy of each approach in various educational settings and their trade-off features that affect
student depth of understanding, creativity, and engagement underscore the unique attributes of
traditional and contemporary approaches. The importance of these findings will be discussed as the
broader implications for music education, and how they compare with existing literature in this
area.

Discussion: Importance of Findings and Educational Implications

The study shows that traditional methods do more to build technical skills, while modern ones
shine in fostering creativity and innovation. This is generally in line with many existing studies that
have done an investigation of this dichotomy of the two kinds of educational systems. In other
words, traditional music education tends to place more emphasis on the achievement of competence
while largely ignoring greater creative possibilities because it is based upon teaching methods and
subsequent criteria that are technically driven (see Green 2002). As can be seen from the responses
to my surveys, students being arrived up through these traditional methods mark themselves as
significantly more confident in their technical skills as sight-reading and harmonic analysis.

For years, the technical rigor of traditional teaching has been considered essential to the
training of professionals. As Gaunt (2008) states, ‘that is that no amount of one-on-one instruction
— a feature of traditional pedagogy and one effective in enabling students to hone-in their technical
skills (because this facilitates targeted individualized feedback frequently over a substantial length
of time) will globally saturate necessary skills for communal music making. This was supported by
the structured nature of traditional lessons in this study and the observed practice in classrooms,
which were centered on the expertise and authority of the teacher. This almost forceful precision of
the system helps in subtle handling of complex techniques and book knowledge. On the other hand,
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it is reinforcing structured play opportunities as students in the mobile group are less confident to
improvise and compose concluding that DOs are restricting creative models of experience.

In contrast, results from the modern teaching methods group represent an increasing trend of
student-centered pedagogical practices, which points to contemporary trends in music education.
Modern classrooms are favoring creativity, collaboration and use of technology for students to take
the lead in their learning. The idea of the modern methods is also that they often are based on a
constructivist theory (Burnard, 2012), which promotes experiential learning and creativity as vital
aspects of education. High levels of student confidence in creative tasks (e.g., improvisation,
composition), reinforced by the modern method's fostering of student autonomy and innovation.
Modern teaching techniques facilitate the development of creative skills, which are needed in today
music-making contexts, as suggest these findings.

A key aspect of this shift we observed in both survey and classroom observation results is
how technology has been integrated into modern teaching methods. The advent of music technology
in creative applications, from composition software to Digital Audio Workstations (DAW) has
changed the way that people teach and learn music over the past decade. Ninety percent of
participants who recently adopted or used a modern method reported that they incorporated digital
tools frequently into their lessons, in contrast to only 35% of those following conventional methods
(fig. Moreover, Jaffurs (2004) observes that the integration technology tends to make music
equatorially more accessible, and also it enlarges opportunities for individual students to pursue
their own particular exploration of sound and composition in ways that have never been possible
before.

Yet while it appears that modern methods might have the upper hand when it comes to
fostering creativity, researchers are worried they could do so at the expense of technical quality.
Some modern students expressed worry that, at times, the emphasis on creativity and exploration
overshadowed the building of basic skills. With, this is in line with the warning some conventional
educators have raised, saying students who do not master their technique will have a tough time
conveying what they envision. Schmidt & Colwell (2017) propose that the interplay of creative
freedom, technical discipline and music for holistic education is necessary to ensure that musical
creativity unencumbered by skill set constraints does not limit potential for professional
development.

Traditional Methods vs Modern Techniques

The findings of this study show that traditional and modern teaching techniques are not
mutually exclusive, but rather reflect varied pedagogical emphases. They provide unique benefits
making them suitable for different disciplines and goals that a student may have. Traditional
methods, emphasizing individual instruction and the attainment of technical mastery remain crucial
building blocks for prospective professional performers. Perkins (1996), cited in Thurgood, 2010
considers «...strained and unrelenting repetition, technical perfection” under traditional methods
mimics the fine training of high level musical performers. That said, this focus on technique can get
in the way of students wanting to improvise and take chances in how they play musically.

In modern methods, on the other hand, students are supposed to use different sources and
tools together to make music in nudity ways. This is especially important in the current music
business industry where you are expected to have technology skills and collaborative capabilities
through various mediums. New teaching methods, that are the focus of contemporary music
making, which increasingly emphasizes improvisation, composition and digital production (Jaffurs
2004). The high levels of student engagement and satisfaction in the contemporary cohort suggest
that these approaches have been successful at maintaining an interest and commitment to learning
among students.

However, the findings indicate that neither approach alone is enough to constitute a well-
rounded teaching of music. Conventional methods might be useful when it comes to fostering
technical skills but probably lack in the creative exploration department. While modern methods

can be evocative and stimulating, they may not impart the kind of technical command that is
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required for more advanced playing. It is a viewpoint that aligns with previous research conducted
by Benedict and Schmidt (2014), which suggests that music education may be most effective when
it finds a way to wed the benefits of traditional pedagogical practice with modern approaches,
thereby accommodating the varied needs of students.

Crossing the Chasm: The Hybridized Teaching Art

This study could have significant implications for the development of hybrid teaching
approaches, which might capitalize on both traditional and modern methods. The results underscore
that both technical rigor and creative liberty suit our students well. It is argued that educators who
strike a balance between these two approaches are best equipped to deliver an education in which
the value of professional performance and creative practice thrives.

This could look something like combining the individualized teaching and technical attention
of traditional with project-based learning experiences and digital skilling from modern. In practice,
this may see students learning from their teacher for some of the lesson and then completing remote
composition or improvisation tasks in a class or groups. This equilibrium between structure and
freedom might just be what students need to hone their technical ability and learn that all-important
musical self-assurance, which are essential in the varied environments of music.

This blend of methods is a concept that has caught on in the past few years. Following
findings in McPherson and Williamon (2016), to the extent that music educators are recognizing the
benefits of integration, it also appears they will be more likely to experience professional
development through the established pedagogical approaches. Not only would this hybrid model
better prepare our students relative to the technical demands of a career as a classical performer, it
also would equip them with creative and technological skills demanded in contemporary music
industries.

Study limitations and future research directions

Despite its clear insights into traditional vs. modern methodology education, it is essential to
remember the limitation of today's study. A limitation of the study was the small sample size
(specifically during interviews with 20 educators and 20 students). Future research efforts that focus
on specific sub-disciplines of music education (e. g., jazz, classical or electronic) could adopt a
larger sample size for more robust and generalizable results.

This research can further be pursued in terms of geographical span, since different regions
have various music education traditions. Exploring the practice of traditional and modern teaching
in different, non-Western settings may provide important inputs to the debate whether these
educational methods are universal, or culture bound.

Future research might also consider a detailed investigation of technology in within current
music education practice. This study showed technology as a general feature of contemporary
teaching practices but the specific types and uses of technologies, their effect on various dimensions
of learning, were not detailed. For example, research might consider the extent to which different
kinds of digital tools (e.g. music composition software, virtual instruments) lead to different
positive impacts on student learning and production outcomes and whether certain technologies are
useful in the development of specific skills.

Finally, there is need for future studies to investigate longitudinal impacts of traditional and
modern methods on achievement. Based on short-term outcomes (i.e., short-term student
confidence and performance on preceded assessments), this research was carried out. This could be
conducted longitudinally, to follow students across a longer period and examine the influence of
their experiences regarding different ways to teach on career trajectories, professional success, or
personal development as musicians.

Conclusion. The paper offers a thorough breakdown of the two models by which pedagogy in
music disciplines can be conducted and compared. Through evaluating the efficacy of these means,
employing surveys, classroom observations and interviews to assess each approach individually, the
study has displayed certain strengths and failures specific to each. Although the traditional methods
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are still quite important as they develop good technical prowess and character from one-on-one
instruction. But so many of these techniques do not allow room for the artistic inquiry that is
becoming more and more necessary in modern music education. Modern techniques, on the other
hand, focus on creativity and teamwork using technology to boost students' participation. Clearly,
the use of digital tools along with the more traditional side provides students with additional sides to
explore music in a tech-savvy regard or literal form (although it may sometimes be at the cost of
proper technique).

The originality of this novelty is that it provides insight into how these paradigms are pitted
against one another in a range of cultural and educational contexts, using mixed methods. The study
offers not only a glimpse into the changing face of music teaching but also underscores how an
approach that merges traditional with modern pedagogy is in demand. This would allow students to
attain the technical skills necessary for mastery and the creative freedom required for innovation,
thus delivering a more comprehensive music education.

It would also be desirable to investigate the long-term influence of these kinds of teaching on
the professional and personal development as musicians. There is room for more investigation into
how technology can be used effectively and to what extent it could automate other functions in
music education without displacing the need for technical skill. This group of research might gain
important perspectives by broadening the scope to include music education practices from non-
Western cultures, as these different cultural contexts would likely have an impact on how traditional
and modern methods are applied, and whether they will be effective or not. This work paves the
way for further investigation of how to best prepare future musicians for an ever-changing and
evolving world.
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MY3bIKAJIBIK BIJIIM BEPYJIEI'T HU®PJIBIK TEXHOJOI'MAJIAPABIH POJII

Anoamna

My3bIKanbIK OutiM Oepyneri mUQPIbIK TEXHOJOTHSUIAPIBIH POJi OHBIH OKY TXipuOeciH
KAKCAPTY KOHE KOJDKETIMAUIIKTI apTThIpy dJjieyeTiHe aiiTapiblKTail Ha3ap aynapasl. byn 3eprrey
OiniMm Oepy KonmaHOanapbl, CaHIBIK ayluO KYMBIC CTaHIMUIAPBl KOHE TeMH(pUKaIUsIaHFaH
OKBITY TUIAT(GOpPMaIapbl CUSKTHI HUPPIBIK KypalgapAblH MY3BIKAIBIK OlmiM OepydiH opTypai
acIleKTiJIepiHe, COHBIH 1LIIH/E KaTbICYFa, TEOPHUSIIBIK TYCIHYI'€ JKOHE JaFbUIap/ibl JaMbITyFa Kajail
ocep eTeTiHIH 3epTTeiai. Apanac omicTep oOIICiH KOJJaHA OTBIPBIN, 3epTTey MH(PIBIK
TEXHOJIOTUSIHBIH CTYAEHTTEp MEH OKBITYLIbLIapFa ocepl Typalslbl jKaH-)KaKThl TYCIHIK Oepy YLIIH
CaHJBIK 3epTTEYNepaAl, UUQPIBIK OpEKeTTep >KypHAIBIH TalJay[bl XXKOHE camaibl cyxOaTTapabl
OipikTipei.

Hotmwxkenep undpiblK Kypangap OKyIIBUIAPIBIH OICEHIUTII MEH KOJDKETIMILIITIH, acipece
TEOPHSUIBIK OKBITY MEH >aHaJaH OacTayllbliap YIUIH alTapiblKTail KakcapTaThIHbIH KOPCETel.
leliMuuKkanysiaHFaH  epeKIIeNiKTep CTYASHTTEpl, AOWEKTI ToKIpHOeH1 BIHTATAHABIPATHIHBI
aHbIKTabl. JlereHMeH, 3epTTey COHbIMEH KaTap LU(PIbIK KypajaaapblH JOCTYpil HPaKTUKAJIbIK
OKBITYZaH KeOIpeK maiijja KepeTiH aclanThlK TeXHUKA JKOHE eCTY JaF/IblUIapbl CUSKTHI JaFAbUIapra
HEri3JIeNITeH O3bIK OKBITYABl JaMBITY MYMKIHAIKTEpiHJErl MmIeKTeynepai aHbIKTaiabl. CoHbIMEH
KaTtap, OJEYMETTIK-DKOHOMUKANBIK (akTopiapra OalaHbICTBl MUQPPIBIK pecypcTapra Ko
KETIMAUTIKTIH TEHCI3I1iT1 TU(PIBIK aTIIaKTHIKTHIH KAIFACHII KaTKaH MOCETIECIH KOpPCETe/Il.

3epTTey KepceTKeHaAeH, HUQPIBbIK KypaaaapAbl AICTYpJl OKBITY 9/iCTEpPIMEH YHIECTIpeTiH
apaynac TOCL1 TEXHOJIOTUSHBIH apTHIKIIBUIBIKTAPbIH OapbIHIIA apTTHIPYABIH JKOHE COHBIMEH Oipre
OHBIH IIEKTEYyJEpIH >KOKJbIH €H TUIMJII CTpaTerusichl Oonbln TadblIaabl. HoTmkenep coHbIMEH
Karap reiMuUKalusHBIH Y3aK Mep3iMIl ocepiiepi, opTYpJl OKY HOTIIKENEpiH jKaKcapTaThlH
apHaiibl HUQPIBIK MYMKIHAIKTEP/I 931pJiey KoHE HU(PIBIK aJIaKTHIKThl a3aiTy CTpaTerusuiapbl
OolibIHIIIA O0TalaK 3epTTeyNIepAl KaKeT eTe/i.

Tyiiin ce3aep: HUPPIBIK TEXHOJIOTHUSIIAP, MY3bIKANBIK OUTIM Oepy, reiMudukanus, apaiac
OKBITY, IU(DPIIBIK aIIAKTHIK.
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POJIb [IN®POBBIX TEXHOJIOTUI B MY3bIKAJIbHOM OBPA3OBAHUU

AnHomayus
Ponb 1M(pOBBIX TEXHOJOTHA B MY3BIKAILHOM OOpa30BaHWW TIPUBJICKIA 3HAYUTEIBHOE
BHUMaHHE K €ro TMOTEHIHANly JUIsl YIYYIIEHHUs OMbITa OOYYeHHs] U TOBBIIICHHS TOCTYMHOCTH. B
3TOM HWCCJICJOBAaHUU H3Yy4aeTcs, Kak NHU(POBBIE MHCTPYMEHTHI, TaKHe Kak oOpa3oBaTelbHBIC
MPUIOKEHUs, HU(PpPOBBIE ayauo pabouyue CTaHIUU U TelMudUIUpoBaHHBIE O00OydaroIIne
1aTGOPMBI, BIMSIOT HAa Pa3jIMYHbIC aCMEKThl MY3BIKaJbHOTO 00pa30BaHUs, BKIIOYAs yJacTHe,
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TEOPETUYECKOE MOHMMAHHE M pPAa3BUTHE HABHIKOB. VICIONB3ys METOJ CMEIIaHHBIX METOOB,
HCCIIeIOBAaHUE COYeTaeT B ce0e KOJMYECTBEHHBIE MCCIEOBAaHUS, aHAIM3 LHU(POBOro >xypHaia
aKTUBHOCTH M KayeCTBEHHBIE MHTEPBBIO, YTOOBI AaTh BCECTOPOHHEE MPEJCTABICHHUE O BIUSHHUH
U(POBBIX TEXHOJIOTUHM HA CTYAEHTOB U IpenojaBaTeseH.

PesynmpTaThl MOKa3bIBalOT, 4YTO MHU(POBBIE HWHCTPYMEHTHI 3HAYUTENBHO  YIIYYLIAlOT
BOBJIEYEHHOCTb M JOCTYIHOCTb YYaIlUXCsl, 0COOEHHO ISl TEOPETUYECKOIO 00Yy4YEeHHUSI U HOBUYKOB.
beuto  oOnapyxeHo, uro relMuduIupoBaHHbE (QYHKIMH  CTHUMYJIUPYIOT  CTYJEHTOB,
HocjaeoBaTenbHbIi OonbIT. TeM He MeHee, HCCIEIOBaHME TAK)XKE BBIABISCT OIPAHUYEHMS B
BO3MOKHOCTSIX IM(POBBIX HHCTPYMEHTOB IS pa3padOTKU MPOJBUHYTOrO 00yUeHHs, OCHOBAHHOTO
Ha TaKUX HaBbIKaX, KaK MHCTPYMEHTAJbHas TEXHHKA M CIyXOBble HABBIKH, KOTOPBIE IMOJIy4arOT
OoJsbllle TOJB3bI OT TPAAUIIMOHHOTO MpakTHYecKoro oOydenus. Kpome Toro, HepaBEeHCTBO B
J0CTyne K LU(POBBIM pecypcaM H3-3a COLMAJIbHO-?KOHOMHYECKHMX (DaKTOPOB YKa3bIBaeT Ha
MIPOJIOJKAFOIIYIOCS TTPOOJIEMY UPPOBOTO pa3phiBa.

HccnenoBanue IOKa3blBa€T, YTO KOMOMHHUPOBAaHHBIM IOAXOJ, COYETAIOUIMKA LU(pPOBbIE
WHCTPYMEHTHl C TPAJAWIMOHHBIMA METOJaMH oOydeHus, sBisercs Hauboiee 3¢ eKTHBHOU
CTpaTeruei Juis MakCUMH3alMM IMPEUMYILIECTB TEXHOJOTMUM M B TO K€ BpeMs YCTpaHEHUs ee
orpaHudeHuil. Pesynprarthl Takke TpeOyloT OyAyIIHMX HCCIEAOBAaHUI JOArOCPOUYHBIX 3((EeKTOB
reiiMupuKanuy, pa3paboTKH CHENUANbHBIX LUQPOBBIX (DYHKIMHA, YIyYIIAIOMUX pa3IHYHbIC
pe3yabTaThl 00yueHHs], U CTpaTeruil CoKpalieHus 1u(poBoro paspisa.

KiroueBble cjioBa: mu(pOBbIE TEXHOJOTHH, My3bIKaIbHOE OOpa3oBaHUeE, relMuuKaIus,
CMelIaHHOe 00ydeHue, HU(pPOBOH pa3phIB.
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MUSIC EDUCATION IN THE DIGITAL AGE

Abstract

Digital technology and music education are very passionate areas, as they rightly call into
account the place of digital in aiding learning processes and offering inclusive ways for
engagement. Building on this research, our study aims at understanding the differences and
similarities among music education activities by examining three sets of digital tools: educational
applications (apps), Digital audio workstations (DAWSs) from Music technology courses and
gamified learning platforms. The study used a mixed-method approach that included quantitative
research, digital activity log analysis and qualitative interviews to investigate the impact of digital
technology on students and faculty.

The findings indicate that digital tools enhance student engagement and inclusion, particularly
for theoretical learning and novices. It has been found that students are also stimulated to
frequentism the gamified features. So, while the study points towards a growing educational market
for online learning particularly (but not exclusively) in relation to theory-based learning drawing on
patterns where traditional methods are hard work and there is less enthusiasm from students e.g.
guitar practice or music theory training, this has limitations of what digital tools can be provided
even in terms of microlearning more advanced skill-based such as instrumental technique-building
games - which have been picked up by other researchers. Moreover, digital resources divide access
is unequal across socio-economic groups and at the same time it signals (once again) to a persistent
aspect of what Digital Divide entails.

42



mailto:almas.kz07@mail.ru

BECTHHUK KazHITY um. A6as, cepusi «Xyoodcecmeennoe 00pazosanue: uckyccmeo — meopust — memoouxay, Ne 3 (80), 2024 2.

The research tells us that using a hybrid learning model, or the use of digital tools alongside
traditional training yields 19% better performance than either one separately; this is when compared
to blended models. It also necessitates more research on the sustainability of gamification effects,
special digital affordances for different learning outcomes and efforts to decrease the digital divide.

Keywords: digital technologies, music education curriculum reform, gamification in digitally
mediated environments blended learning The Digital Divide

Kipicme. Mys3bikanblk  OL1iM  Oepy COHFBI  OHXKBULABIKTApJa, HETi31HeH, IHU(PIIBIK
TEXHOJIOTHSUIAP IbIH MHTErpalisyIaHybIHA OailIaHBICTBI aTapIbIKTall e3repicTepre yibslpaasl. by
aybICBIM TE€K MOJIEpHHU3ALIMs MAceJIeCcl FaHa €eMeC, COHBIMEH KaTap MY3bIKaHbl OKBITY, YHPEHY JKOHE
TOXIpHOe almy TOCUIiH e3repTKeH TepeH e3repic. bys TpaHchopManusHbIH MOHI MY3BIKAJIBIK O1T1IM
OepyaiH  JIOCTYpJli  OMICTEpIH IKETULAIpYre, OKYyAbl KOJI JKETIMIl, WHTEPAKTHBTI JKOHE
nepOecTeHIipyre MyMKIHIIK OepeTiH HMUQPIBIK KYpalgaplblH djleyeTiHae karblp. by makanana
UG PIBIK TEXHOJIOTUSUIAPABIH MY3BIKAIBIK OlLTiM Oepyneri JaMblll Kelle jKaTKaH peili 3epPTTEill,
OJIapIbIH apTHIKIIBUIBIKTAPbl MEH KUBIHABIKTAPhl KOPCETIITEH.

DOH/IBIK KIHE MPODIeMATBIK KOHTEKCT

Jloctyp OoiibiHIIa, My3bIKAIBIK O171iM Oepy OeTrne-0eT OKbITYFa, (PM3UKAIBIK acrianTapra jKoHe
Kara3 Heriziggeri Hotamapra cyuenni. CryaeHtrep KkeOiHece Myframimjaepai Oakpuiay,
KATTBIFYJap/bl KaiiTanay >koHe aHcaMOIbJepre KaTbICy apKblibl yiipeHeai. by omic Tuimai 60abIn
Kasa Oepce nme, on Oenrumi Oip MIEKTEYJepi YCBIHAABI, dcipece KOJ KETIMIILIIK TYPFBICHIHAH.
Mpicanbl, reorpadusiblK >KOHE 3KOHOMHUKAJBIK KeIepriiep CTyASHTTepIiH camaibl MY3bIKAJIbIK
OuriM amybsliHa Kenepri kenrtipyi MyMmkiH. COHBIMEH KaTap, JIOCTYpJl MY3BIKAIBIK OuLTiM Oepy
KeOiHece OKBITYIBIH SPTYPIIi CTUIIBAEPIHE HEMece IeOepIliK AeHTeilepiHe colikec KenMeyl MyMKIH
omOebar Tociai KaMTHIBI.

Hudpnblk TeXHONOTHSIIAPIABIH Maiga OoNybl OCHI  IIEKTEyNepli EeHCepyAiH KaHa
MYMKiHAIKTepiH amThl. CaHIbIK ayauo skyMbic cTaHiusuiapsl (DAW), oHnaitH My3bIka TEOPHSCHI
wiaropManapbl JKOHE aclanTapAbl OKBbITYFa apHaliFaH HWHTEPAKTHBTI KOJJaHOAIap CHSKTHI
Kypajjap 3amMaHayd MY3bIKaJIbIK OUTIM OepyliH axbIpamac Kypamjaac OeJiKTepiHe aifHaJIbI.
Texnonorusus! Konaany conbiMeH katap COVID-19 nanaemusceiHa GaiinaHbBICTHI Kenenael, 0y
OHJIaliH JKOHE TUOPUITI OKBITY YJTUIEpiHE >KbUIJaM KeIly[l Tajlalml eTTi, Oyl OChbl cajlajarbl
UG PIBIK pecypcTapAblH MaHbI3AbUIBIFBIH 0/1aH 9pi aTan oTTi [6]. Ockl KOHTEKCTTI €CKepe OTHIPHIII,
My3BIKQJIBIK OU1iM Oepyeri HUQPIbIK TEXHOJIOTHSUIApAbIH POJiiH TYCIHY BIKTHMaa Macelenepl
1INy Ke3iHe oJapblH apThIKIIBUIBIKTApBIH OapbIHILA apTThipa alaThlH CTpaTErHsuIapabl d3ipiey
YIIIH ©T€ MaHbBI3/IbI.

My3bikaJabIK 0ijiM Oepyaeri nugpJbIK Kypajagapabl HHTerpanusiay

My3bIKkasbIK 6111M Gepyzaeri HuPIIbIK TEXHOJIOTUSATIAP/IbIH POJIiH OlIpHEIe HET13I1 acleKTLIep
apKbUIbl TYCiHyre OoJajibl: KOJDKETIMIUIIK, WHTEPaKTUBTUIIK JKOHE jkekeleHaipy. CaHIbIK
Kypajijap MYy3bIKaJIbIK OUTIMre KOJ >KeTIMAUIIKTI eldyip KEHEHTIN, pecypcTapibl HWHTEpPHETTE
KeHIHEeH Kol »kerimai erti. Youtube, Coursera >xone Oacka ma jkammail amibIKk OHJIAWH Kypcrap
(MOOCS) cusikTs matdopManap My3blka TCOPHSICHI, KOMITO3HUIIHS JKOHE acranTa oifHay OOMBIHIIIA
HYCKayJIbIK OeiiHenep MeH KypcTapibl YChIHaAbl. byl pecypcrap keke OKBITYIIbLIapFa Hemece
peCMH MY3BIKaJbIK MEKTENTepre KOJ JKeTKI3e aJMallThlH OKYIIbLIapFa iC Y31HIE TETiH carabl
OumiM amyra MyMKiHAiK Oepeni. CoHbIMEH Karap, HIUQPIBIK HOTajlap MEH KOMIIO3UIMsUIapFa
apHaJIFaH OarjapiamMaiblK JKacaKTama JOCTYPIl Kara3 HEeTi31HJAeT! 9iCTep/l aJMacThIp/Ibl HeMece
TOJIBIKTBIPABI, OYJI CTyJIEHTTEpre My3bIKaHbI OHAll yacayFra skoHe Oelicyre MyMKiHIIK Oepi.

WHTEepakTUBTUTIK TYPFBICBIHAH MU(QPIBIK TEXHOJOTUSIIAP OKYIIBLIAPIBIH MY3bIKAMEH KapbIM-
KateiHachlH e3repTTi. GarageBand, Ableton Live »xone MuseScore cusiktel Oarmapiamaiibik
KOCBIMIIIaJIap MaiJaaHyIIbuIapFa 9pTYPIli ABIOBICTApMEH TIXKipHOe jKkacayFa, My3bIKa jKa3yFa )KoHe
HaKThl YaKbIT peXHMiHJe Kepi OaiiyaHbIc anmyFa MyMKIHIIK Oepeni. byn xypanmap cryneHtrepre
MY3BIKQJIBIK 3JIEMEHTTEPMEH TMPAKTUKAIBIK TYpJAE OWHayFa MYMKIHAIK Oepy apKbpUIbl OernceHi
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OKYZBI BIHTAJIAH/ABIPAbI, OChIIANIIA My3bIKa TEOPUSACHl MEH KOMIIO3UIMACHIH TEPEHIPEK TYCIHYTe
pikman ereai [1]. Con cusikrer, Yousician sxkone Simply Piano cusikTel My3bIKalbIK OiniM Oepyre
apHaiFad OuriM Oepy OWBIHIAphI MEH KOJAaHOanapbl OKY/bl KbI3BIKTHI €Ty YILIIH TedMuuKaus
ozicTepiH nainanananbl. by Tocin CTyIeHTTepAl bIHTAIaHIBIPBIN KaHa KOWMalabl, COHBIMEH KaTap
ONIApIIBIH YJATepiMi Typallbl Kelen Kepi Oaimaneic Oepenmi, Oy JOCTYpil ojaicTepre KaparaHna
aliTapabIKTall apTHIKIIBLIBIK OOJIBIN TaObLIabI.

CanaplKk  My3BIKaNBIK  OUTIM  Oepyli JKEKeNEeHIIpY AacHeKTiCi epekie ocep eTei.
CrangaprranFad OKY >KOCHApblH YCTAHATBIH OSAETTErl TOCUIACpPACH albIpMaIIbLIBIFbI, HU(PIBIK
KypaJijap >keKke OKy KaJaMaapbl MeH KajlayiaapbiHa Oeiimerne anaasl. MbIcalibl, OKYIIBIHBIH KYIITI
JKOHE 9JICI3 KaKTapblHA HETI3JENreH cabakrapipl OeciiMacy yimiH »xacaniasl uHTe/utekTTi (Al)
naiganaHaThIH KOJIaHOaIap sKeKeIeHAIPIITeH OKy ToxipuOeciH yebiHaabl. by Oeitimaeny opTypi
OKYy CTWJIbJIEpPIH KaHaFaTTaHAbIPyFa KOMEKTECel JKOHE CTYACHTTEpre akcapTyAbl KaXeT eTeTiH
HaKTHl cajajapra Hazap aygapyFa MYMKIHIIK Oepeii, OchbUIailia OJIApABIH OKY HOTHIKEIEpiH
OHTaWJIaHIbIPAIbL.

Huppiabik TEXHOTOTHAIAPABIH KHBIHABIKTAPHI MeH HIeKTeYyJIepi

[udpablk TEXHOJOTUSUIAPABIH MY3BIKAIBIK OLTIM OepyJeri KemnTereH apThIKIIBUIBIKTapbhlHA
KapamacTaH, oOJlapJbl MalJanaHy KUBIHIBIKCHI3 emec. Herisri mocenenepziy Oipi-3amMaHayu
aKnapaTTHIK-KOMMYHHKAIMSIIBIK TEXHOJIOTHSIIAPFA KOJI KETKi3€e alaThlH aJamJiap MEH KOJ KeTKi3e
IIMalTHIH/IAP apaChIHIAFbl ATIIAKTHIKTHI OUTIIPEeTiH HU(PIBIK alakThIK. My3bIKaiblK Oi1iM Oepy
KOHTEKCTiHZIe OyJI alakThIK a3 KaMTBhUIFaH OTOAChUIapAaH HEMECe aybULIBIK KepJepaeH KelareH
CTYINCHTTEepPAIH UUQPIBIK KypaaaapAbl apTHIKIIBUIBIKTBI —dpinTecTepl CHUAKTHI —TMaiiaiaHy
MYMKIHJIITiHE #e OosMaysl MYMKiH JjereHmi Oimmipeni. JlemMek, OHQPPIBIK TEXHOJIOTHSIAP
MY3BIKQJIBIK O171iM Oepy/Al MHKIIO3UBTI €Ty MYMKIH/IriHE e OONFaHbIMEH, KOJDKETIMIUTIK OIpKeNKi
OemninbOece, omap Oap TECHCI3AIKTEpi KYIIEHTyl MYMKIH [7].

Tarpl Oip HIEKTEY TEXHOJOTHSIFAa CYHEeHYAIH MelarorukajiblK caaaapblH KaMTuAbl. [udprabik
Kypajaap JOCTYPl oAICTEP/l TONBIKTHIPA alaThIHBIMEH, oJiap OeTre-0eT OKBITYbIH KYHIIbUTBIFBIH
TOJIBIFBIMEH aJIMACThIpa aJMaybl MYMKIH, 9Cipece JaybICTHIK >KaTTBIFyJIap HEMece >KeTUIIIpUIreH
acrmamnTbhIK 9/ICTEep CHUSKTbI erKeH-Terkein Kepi OalaHbICThl KaKeT €TETIH JaFabuiap YIIiH.
CoHbIMEH KaTap, TEXHOJIOTHsAFa IIaMaJaH ThIC TOYeNIUTK Oenrimi Oip iprem JaFablIapiblH
JaMYbIHBIH TOMEHJEYIHE OKellyl MYMKIH, MbICalbl, Kepy KaOUIeTIH OKy HeMece AdCTypil
acranTapMeH KOJIMEH eNnTiliK. byl anaHaaymblUIbIKThl HUGPIBIK KOHE JOCTYPIl OKBITY dicTepi
apachlH/arbl TENEe-TeHIIKTI CaKTayAblH MaHbI3IbUIBIFBIH aTal KepCeTEeTIH My3blKa MyFamimjaepi
Oemiceni.

Tapuxu KOHTEKCT KJHe AJ/IBIHFBI 3epTTeyaep

My3bIKanbIK 011iM Oepyeri TEXHOJIOTUSHBIH Peli )KaHa KYOBIIbIC eMec; KepiCiHIIe, OJ1 YaKbIT
eTe KeJle JKaHa Kypajjap MEH oicTepiAiH maiiga OomybiMeH nambiabl. 20 FacwkIpAbIH OachkiHIa
(doHOTrpadTHIH EHri31Tyl TEXHOJOTMSHBIH MY3BIKAJIBIK OKyFa aWTapIbIKTaill ocep €TKEH aJIFalllKbl
JKaFIalapelHBIH  Oipi Oonael, Oy CTydeHTTepre jka30amapapl THIHAAyFa XOHE MY3BIKAJIBIK
HIBIFapMasapAbl Tajgayra MyMKIiHIIK Oepai. 1960 xkbuiaaparel CHHTE3aTOPABIH ©HEPTAOBICHI XKOHE
1980 xbimapaarel MIDI (Myssikanbik  AcnantapasiH  Hudpneik UnTepdeiici) cranmapTs
MY3BIKaJIBIK KOMITO3UIIMS MEH OpbIHJAAyJa OJaH dpl TOHKepic Kacam, 3JIEKTPOH/AbI acranTap/bl
naianaHa OThIPBII, Kypeil apaHKUpOBKaJIap/Ibl xKacayFa MyMKIHJIIK Oepai [5].

CoHFBI 3epTTeyliep asChIHIa 3ePTTEYLIUIEp CAHBIK KypalgapAblH MY3bIKAIbIK 011iM GepyIiH
OpTYpJl  acmeKTuiepiHe ocepiH 3eprredl. bayspaiH 3epTreyl  My3BIKAJNbIK — CHIHBIIITApFa
TEXHOJIOTUSIHBl ~ €HT13y  OKYLIBUIApABIH ~ OCNCEHNUTIriH  apTTBIPBIN,  OKBITYIBIH  QPTYpIi
cTparerusiapbiH KeHiaeTeTiHiH kopceTTi [1]. Con cusakTel, Makdepcon MeH Yamd mudpIiIbK
KypajiapJblH OKYIIBUIAPIbIH MY3bIKAJIBIK HIBIFAPMAIIbUIBIFBIHA OCEPIH 3€pTTell, TEXHOJIOTUSHBI
KOJJIaWThIH OKYy OpTajapbl SKCIEPUMEHTTEp MEH WHHOBaUUsAIapJbl KEHEHUTyre MYMKIHAIK
OepeTiHiH ararm oTTi [6].
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Amnaiina, Oacka franbIMaap HUQPIBIK MY3BIKAIBIK OUTIM OCpydiH BIKTHMAJ KEMIILTIKTepi
Typallbl ajJaHJaymbUIbIK Olnmipai. Meicanel, Pyrmann wmeH XeOepT TEXHOJIOTHS —JIyPbHIC
KOJIJaHBUIMAca, HETi3rl My3bIKaJBIK JaFabUIapAblH JaMyblHa HYKCAaH KeNTipyli MYMKiH Jem
TYKbIppIMAaael. Onap UMQPABIK KypailaplblH apThIKIIBUIBIKTApbIH ASCTYPJl IEeAarorukaiblk
ozicTepMeH YIIIECTIpeTiH TeHAECTIPIreH TICUIIIH KaKETTUIIrH aTan oTTi [7].

TepMuHOIOTHS XKIHE MAMAHIAH/IBIPBLIFAH YFBIMAAP

Tankputayasl KOJDKETIMIII €Ty VIIIH OChl Makalajga KOJIJAHBUIATBIH KeHOip apHaiibl
TepMUHJEPAl HaKThulay KakeT. CaHIBIK aynuo xkymbic craHumsuiapel (DAW) aynuo ¢aiinnapast
Kazy, OHJCY KOHE IIbIFapy YIIiH MaliJalaHbUIATBIH OarmapiamalblK IUIaTdopManapra ciiTeme
xacaiapl. TamsiMan DAW Kypsuirbuiapeina Logic Pro, FL Studio »xome Cubase kipeni.
lelimudpukanyst MOTHBAIUMS MEH OCJICEHAUTIKTI apTThIpy YIIIH yHainap, OeHreiuiep xXoHe
ChIHaKblIap CUSAKTHI OMBIHFA YKCAC 3JIEMEHTTEepl O11IM Oepy CUAKTHI OMbIHHAH ThIC KOHTEKCTTEpre
Kocynel Kamtuabl. Al (OKacanmpr WuTennekt) Oy Typrbiga alropuTMAECp MEH MalllWHAIBIK
OKBITY/BI JKEKEe TalJalaHyIIbl IEPEKTEePiHe HeTi3/IeNITeH Ma3MyH MEH Kepi OaiaHbICThl OeriMaey
apKbLIbI KEKEICHIIPUITeH OKY TOKIpHOECIH KaMTaMachI3 €Ty YILiH Hailaanany/sl Ouiaipei.

Matepuannap koHe daicrep. My3bIKabIK Oi1iM Oepyeri mu(PIbIK TEXHOIOTHSIIAP IBIH
peiiH 3epTTey YUIH Oy 3epTTey CaHIbIK cayaJHamalap[bl camajibl cyxOaTTapMmeH YiiecTipe
OTBIPBIT, apajiac oJicTepAl KoigaHnabl. byn KkoMmMOuMHamus TUQPABIK KypalgapiblH OKY
HOTH)KENIEpIHE OJIIEHETIH 9CepiH e, OKBITYUIbIIap MEH CTYIEHTTepIiH XKeKe TaKIpuOeciH e
KOpPCEeTy YUIIH TaHAaIbl. 3epTTey IThI ail 1IIiHAE KYPri3uial xoHe OipHeIe Ke3eHaepai KaMThI/IbL:
KATBICYIIBLIAPBl  IPIKTEY, cayalHaManapAbl Tapary, UU@pIbIK OeJICeHIUTIK >KypHalaapsl,
cyx0aTTap »oHE CTAaTHUCTHUKAJBIK Taljay apKbUIBl JepeKTepi kuHay. bym omictep Oacka
3epTTEYUIIHIH 3epTTey Il KalTajaaysl YIIiH )KETKITIKTI dKaH-KaKThl O0IaThIHAAN eTiM JKacalFaH.

Karsicymbuiapasl ipikrey #dHe ipikTey

Katsicyblnap opTypiii OKy OpbIHIapbIHAaH, COHBIH iII1HJ€ MEMJIEKETTIK MEKTENTEP/IEH, JKEKe
MY3BIKAJIBIK aKaJeMIsUIapJaH JKOHE MY3bIKaHbl OHJIAMH OKBITY IUIaTGOpMaIapblHAH AJIBIHIIBL.
3epTTey yII HeTi3ri TOmKa OaFbITTaJAbl: My3blka MyfanmiMiepi, cryneHTrep (12-18 sxac) xoHe
My3bIKaMeH OalJIaHBICTBI KypCTap/ia OKWUTBIH KOFaphl OKY OPBIHAAPBIHBIH CTYISHTTEpi. IpikTey
meodepi 150 oxpiTymsl MeH 300 CTyAE€HTTEH TYp.ibl, TeHAEpIiK OeHiMIUIIKTI OOnaplpMay YIIiH
epJyiep MEeH oHemAep/IiH KaThICYIIbUIAPhl TeH AOPeKee YChIHBUIILL. bacTankpeina My3bIKaIbIK O011iM
OepydiH AQCTYpJi >KoHE LU(PIBIK oficTepiMeH Taxipubeci Oap KaThICYHIbUIAPAbI KUHAY YIIiH
BIHFAMJIBUIBIKTHI 1pIKTEY KOJMAaHbLIAbL. OchlaH KeliH cTpaTu(dUKalUsUIaHFaH 1pIKTEy 1eyMEeTTIK-
HSKOHOMHKAJIBIK KOHE reorpadusuiblK OpHajlacybl OOMBIHIIA OPTYPIUIIKTI KaMTamachl3 €TTi, Oy
HEFYPJIBIM pENPEe3eHTATUBTI 3epTTEYre MyMKIHJIIK Oepii.

OTHKANBIK Macenenep OapiblK KaTbICYIIBUIAPJBIH aKHapaTTaHIBIPbUIFaH KEJICIMIH aiy
apKbLIbl memial. 18 xacka ToJamaraH KaThICyIIbLIap YILUIH aTa-aHajJapJblH KelliciMi KaMTaMachl3
etinai. KaTelcymibuiap skayanTapbIHBIH KYMUSJIBUIBIFBIHA CEHIMA1I OOJIIBI KOHE OaplibIK Keke
JIEPEKTEP ITUKAIBIK HYCKayJapFa colikec aHoHUM 1 O60mabl [3].

CanjpbIK AepeKTepi ;KMHaY ’KIHe TAJIaay

3eprreyaiH OipiHII Ke3€H! KaThICYIIbUIAPABIH MY3BIKANBIK OimiM  Oepyne IUQPIBIK
TEXHOJIOTHSUIAp/bl  KOJJAHYbl Typaslbl CaHABIK JEepeKTepli KHMHAy MaKcaThlHAAa cayajJHaMa
KYprizyai kKamteinel. CayanHama yml caHaTka OesiHreH 25 cypakTaH TYpJbl: TE€XHOJIOTHSHbBI
KOJIJaHy J>KHUIIr, OKy HOTHXeJepiHe OOJDKaMAbl ocep €Ty JKOHE TEeXHOJOTHSHBI EHTi3yAeri
keneprinep. Cypakrap Heri3iHeH HUQPIBIK Kypajagapra JereH Ke3KapacThl Oaranay yIniH 1-meH
(MyJIIeM KenicnewTiH) S5-ke Aeiinri (Mynazem kemicrmeitin) Likert mikanacelH KoJijaHa OTBIPHIII,
XKaOBIK TYpe KOHUBIIBL.

CayanHama KypaJIbIHBIH KapaMJbUIBIFBIH KaMTaMachl3 €Ty VIIIH TOJBIK cayalHama
Oactasrranra neiin 30 KaThICYIIBIIAH a3 IPIKTEMEMEH MIIOTTHIK ChIHAK JKYPri3uimi. [THiIoTThIK
CHIHAKTBIH Kepi OalIaHbIChl aHBIKTBIK MEH JOUEKTUTIK TYPFBICBIHAH KapacThIPBUIBII OTBIPFAaH
TYKbIppIMAaMaza InaMansl — e3repicrepre  okenal. CayalHaMaHbIH ~ COHFBI  JKayamlTapsbl
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CTaTUCTHKAJIBIK OarJapiaMaliblK KaMTaMachl3 €Tyl Maiiiainana OTIPBI, SPTYPIl AeMorpadusibK
TonTapabl KaObUIIaymarbl €Nyl aWblpMallblIBIKTApAbl aHbIKTay yimH t-tests sxoHe ANOVA
CHSKTBl JKaINbl TEHACHIMJIAD MEH KOPBITBIHIBI CTAaTUCTHKAHBI KOPBITHIHABUIAY — YIIiH
CUIIATTaMaJIbIK CTATUCTUKAHBI MaiijjaiaHa OThIPHII TadgaH bl [4].

Cayamnama nepekTepiHeH Oacka, OumiM Oepy OarmapiiaMaiblK >KacaKTaMaChIHBIH CaHIIBIK
OenceHainiK >KypHammapel (MbIcaisl, Yousician, SmartMusic) rtammanabl. by kypHazmapia
MY3bIKaHbl YHPEHYTe apHAIFaH KOChIMIIAJIApFa )KYMCaJIFaH YaKbIT, OPBIHAAIFAH KATThIFyJIap CaHbl
KOHE YaKbIT OOMBIHIIA IMporpeccus Ka3pUlAbl. bysl JepekTep TEXHOJIOTUSHBI MaiaiaHy >KoHe
OHBIH OKYy HOTIDKEJIEpiHE ocepi Typajbl cayaliHamara o3 OeTiHie OepiireH >kayanTapAbl pacTay
YIIiH MaijanadbUIbL.

JepekTepai canabl ;KUHAY KIHe TAJIIay

Exinmni ke3eH KatbicymbuiapaeiH 0ip GesiriMeHn (30 okpITymibl koHe 40 CTyneHT) UdPIIbIK
MY3BIKQJIBIK OiTiMre KaHaraTTaHYIIBUIBIKTBIH OPTYPJl JACHreiepiH OunaipeTiH KapTbuian
KYPBUIBIMIBIK ~cyXOaTTapApl ©TKi3yAi KaMmTbiabl. byn cyxOarrapiasiH  MakcaThl  LHU(PIBIK
TEXHOJIOTHSUIAP/BIH OKY TPOLIECTEpiHEe, MOTHBALIMSAFA YKOHE MY3BIKAIBIK OiTiM Oepyre KaTbICyra
KaJail ocep eTKeHiH TepeH 3epTrey 0omabl. Cyx0aT cypakTapbl KaThICYIIbLUIAPIBIH HAKTHI HU(PIBIK
KypaJlJJapMeH >KYMBbIC icTey TaxipuOeciHe, KaObUIAAHATHIH apTHIKIIBUIBIKTAD MEH IEKTeylepre,
COHIAW-aK WHUQPIBIK TEXHOJOTHIAPAbl EHTI3TeHHEH Oepi OKy MiHe3-KYJIKBIHJAFbl HeMece
MY3BIKAJIBIK JaFblIaparsl Ke3 KelreH eneydll e3repictepre OarbITTalFaH.

Cyx0Oatrap aymuoskazbara Tycipiiim, ce30e-co3 TpaHCKpUTIIUsUTaH kL. JKayanrap meHoepinae
KaiiTaJaHaThIH TAKBIPBIITAp MEH 3aHAbUIBIKTAP/Abl aHBIKTAY YIIiH TaKBIPBINTHIK TaJIAAy KYPTi3iii.
Byn npepexrtepai TammayAplH —cananbl OargapiaManblK  JKacaKTaMachlH —KOJJaHa  OTBIPHII,
TPAHCKPUIITTEPAl KOITAYIbl, KOJATApbl TAKBIPBINITAPFa >KIKTEY/Al, COAAH KEHIH TaKbIPBIITAap/Ibl
3epTTEYIIH 3epTTCY CYpaKTapbIHA KATBICTBI TYCIHAIPYAI KaMTBIIbI. MBICAITbI, Maii1a OOJIFaH JKaJIIbl
TakbIpbIITapFa "KEKeIeHAIpUIreH oKy TaxkipuOeci", "reiiMudukanus apKbUIbl MOTHUBALMS'" KOHE
"(pu3uKaNbIK KaThICYIbIH OOIMayblHa OalmaHbICThl KUBIHABIKTAP" Kipai [2]. ComaH KeiiH CaHIbIK
TEXHOJIOTUSUIAP/IbIH MY3BIKAJBIK OlmiM OepyJeri pesi Typanbl TyTac TYCIHIK Oepy YILIiH camajibl
HOTIDKEJIEPTe CaHABIK HOTHKEJIEPMEH CUIITEME JKaCalIbl.

JlepeKTepAi MHTErpanus/iay ’oHe CTATHCTUKAJBIK TecTijiey

CaHJpIK XKoHE canayIbIK HOTHXKeNepAl OIpIKTIpY YIIIH KOHBEPIreHTT] Mapajuiesib KOHCTPYKIIHS
KOJIJaHbUIABl. Byl KOHBEpPreHIMsT MEH AMBEPreHIMs alMaKTapblH aHbIKTay YIIIH cayalHama
JepeKTepl MEH cyXx0aT TaKbIPBITAPBIHBIH HOTIDKENEPIH CalBICTBIPYIbl KAaMTHIIBL. MBICAIbI,
CTaTUCTHUKAJIBIK TECTiJiey MY3bIKaHbl YHpeHy YIIIH LU(QPIBIK KypaiJapAsl >Kui KOJJIaHAThIH
CTYIIEHTTEPAIH  MY3BIKaJIBIK TEOpPUS JAaFAbUIaphIH  ©3  OETIHIIE J KEeTUIIIPMEreHJIepMeH
CaJIBICTBIPFAH/1a KOFAphl JICHIeile KOpCeTKeHIH KepceTTi. byl TyXbIppiM cyx06ar aepekTepiMeH
pacTanibl, OHJa CTYAEHTTEpP UHTEPAKTUBTI MYMKIHAIKTED MEH reMMU(PUKAIIUSHBI JOHEKTI TOKIpHOe
YILIH BIHTAJAHABIPYLIB! (haKTOpJIAp PETiHIE aTabl.

Perpeccusiiiblk Tanmay CHSKTHI KOCBHIMINIA CTATHCTUKAIBIK CBHIHAKTAD MUQPIBIK KypaiaapIsl
naiinanany (Toyenci3 aWHbIMaibl) MEH XalapiaHFaH OKYy HOTIDKenepl (Toyenai alHbIMAlbl)
apachlHarbl OalIaHBICTBl 3€pTTEy YIUIH >KYpri3iiai. by cblHaKTap ajjblHFbl MY3bIKaJIbIK
TOKIpHOE JKOHE JKEKEe MY3bIKAIBIK HYCKAyJdblKKa KOJ JKETKi3y CHSKThl IIaTacThIPAThIH
¢bakTopnapapl 6akpuiayra MyYMKiHAIK Oepai. Hotwkenep nu@piblk OKbITY KypaiiapblH Naiianany
MEH MY3bIKa TEOPHUSCBHIH TYCIHYII JKaKCapTy apachIHAAFbl aWTapibIKTall oH KoppesuusHbl (P <
0,05) xepcerti. Anaiia, OyJ1 KOppemsaius My3bIKaIbIK Oi1iM OepyaiH Oenrii Oip acleKkTiaepi yiIiH
TEXHOJIOTUSHBIH IIEKTeyJepl Typalibl ajJaHJIaylIIbUIBIKKA COMKeC KeJeTiH acmar jkacay TeXHUKAChl
CHUSIKTBI HIOQHCTBIK JaFAblap YIIiH OHINA KYIITI 00IMass [6].

OjicTepAiH penpoayKTHBTIIIri

PenpoayKTUBTUTIKTI JKEHUIIETY YIIIH 3epTTey OapbIChIHIA KOJAAHBUIATHIH OapiIblK CaHIbIK
KYpHaIJIap MEH 3epTTey Kypajiaapbl cypaHbic OoibIHIIA Ko keTiMai. CoHbIMEH Kartap, Oacka
3epTTeyIIUIepre camaibl TaJgayabl KalTalayFa MYMKIHAIK Oepy VIIiH TaKbIPBINTBHIK TalaayIbIH
KOATAay >XyHeci, OHBIH illiHJEe KOATap Ti3iMi MEH OJIapJbIH CHUNATTaMaiapbl KyxkartanraH. Ochl
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3epTTeyli KaWTalayra TBHIPBICATBIH 3€pTTEYIIUIep KaThICYIIBUIAPABIH YKCac OpTYPJILIITiH
KaMTaMachl3 €Till, )KYWeIIiK YIIiH Oip/ei My3bIKabIK 011iM Oepy miatdopmanapbid naianany bl
KapacTelpybl Kepek. COHBIMEH KaTap, NalJalaHbUIaTBIH IUIaTGopManapiarbl Ke3 KelreH
TEXHOJIOTHSUIBIK JKaHAPTYJap HEMECe e3TepicTep ecKepiinyl Kepek, ce0ell OarmapiiaMaliblK Kypa
YKaHAPTYyJaphl MaligaaHyIIbl TOKIpUOECiHE KOHE IEPEKTEP/Ii CATBICTHIPYFa oCep €Tyl MyMKiH.

KopeiThiHabUIAN Kesle, Oyl apajac oic TOCUIl OJIICHETIH HOTIKEIepal e, >KeKe
TOXKIpUOENIepi 1e TyCipy apKbUIbl MY3BIKAIBIK O1TiM Oepy/ieri uQPIbIK TEXHOIOTUSIIAP IBIH POIIIH
YKaH-)KaKThI TAJIJAyIbl KaMTaMachl3 eTTi. CaHABIK KOHE CamalIbIK 9IICTePAIH YHJIeCIMI HOTHKEIep i
YIIOYpBIIITAayFa KOHE 3ePTTEY HOTHIKEIEPIHIH TYPBICTHIFBIH aPTTHIPYFa KOMEKTECTI.

Horm:kenep. 3eprrey OapbichiHAa UUQPIBIK KypalgapJblH apThIKIIBUIBIKTaphl MEH
IICKTEYJCPIH KOPCETE OTHIPHIN, MY3BIKAIBIK OiLTIM Oepynaeri MUGPIBIK TEXHOJOTHSIIAPABIH pei
TypaJibl MaHbI3ABl TYKBIPBIMIIAD aHBIKTANIBI. By HOTHXenep ym Herisri OejiMae OepiuireH:
CaHJBIK cayallHaMa JIePeKTEepl, CAHIBIK OPEKETTep JKypHAIbIH Tajjay >MoHE camaibl cyxOaT
HOTIOKeNepl. ©OpOip ©OeniM 1THQPIBIK  TEXHONOTUSIIAPABIH ~ MY3BIKAJIBIK — OlTiMre  Kaiai
WHTETpalUsUIaHAThIHBIH, OJAapJblH KaObUINAHATBIH OCEpPIH JKOHE THIMJIl MNalJalaHyIaFsl
KeJeprijiep/i >kaH->KaKThl TYCIHYTe BIKIAJI €TeIi.

CayajiHaMaHBIH CaH/BIK JepeKTepi

Cayannama kayanTapbl —Ka3ipri yakpITTa MY3BIKQIBIK OumiM  Oepyae  mudpIibIK
TEXHOJIOTUSUTAPABIH Kajlail KOJNIAHBUIATHIHBI KOHE OJapblH OKYIIBUIAPABIH OKY HOTHXKeNepiHe
KaJlaif ocep eTeTiHl Typajbl HaKThI TyciHiK Oepai. Cayamnamara kaTeickad 300 ctyaeHTTiH 78% - b
anTacbiHa KeMmiHzae Oip per OuniM Oepy KoimanOanapsel, oHnaitH okynbikTap HeMece DAW CusikTs
U QPIIBIK Kypaiapapl HaaanaHaTeiHeH Xabapiuaael. COHbIMEH KaTap, Oy ctyneHTTepain 62% -
bl MHTEPAKTHUBTI MYMKIHIIKTEp MEH TeWMH(UKAIMSIHBI HETI3r1 MOTHBATOpJap PETIHJAE KeNTipe
OTBIPBIT, LUQPIBIK PECypCcTapibl EHTi3TeHHEH Oepi oJapAblH MY3BIKAJIBIK OKYFa KaTBICYBI
apTKaHbIH aTaIl oTTi.

CayanHamMa COHBIMEH Karap IHQPIBIK TEXHOJOTHSIAPABI KAaCc TONTapbl MEH OYpPBIHFBI
MY3BIKQJIBIK TOXKipuOenep Kamail KOJJaHFaHBIHAAFbl aWbIPMAIIBIIBIKTApAbl aTan oTTi. JKorapbl
CBHIHBITT OKYIIBIJIAPhl KOMIO3UIMSA MEH NbIObIC nu3aiitHbl boitbiHma DAW-TI yHAaTaThIH KOJIIEIK
cryneHtrepimMen (56%) CamsicThipranaa Yousician nemece Simply Piano (84%) cusikTbl My3bIKaHbI
yiipeHyre apHairaH KoyigaHOanapael keOipek naigananas! (1-Kecreni kapanpi3). CoHbIMEH Kartap,
YII XKBUIJIAH a3 MY3bIKQJIBIK OUT1iMi 6ap CTylIeHTTep TaxipuOeni opinTecTepiHe KaparaHaa My3bIKa
TEOPHUSACHI MEH aclanTapAblH HEr13r1 TEXHUKAChl CUSIKTHI 1prelil JaFAbuIapAbl MEHI€pYAiH HUQPPIbIK
KypajapbIHa TOYeJIUTIr )KOFapbl €KeHiH Xadapiabl.

Kecre 1. My3pikanbik OUTliM OepyAe CaHIBIK Kypajlgapibl >Kac TONTaphl MEH TIKipuOe
JeHreiepi OOMbIHINA KOJITaHy

Ton My3biKa DAW-15n1 maiitanany HaTepakTHBTI
KOCBIMIIAIapPEIH (%) Kypcrap (%)
naiinanany (%)

High School (12-18 | 84 40 73
years)

College (18+ years) | 56 68 64
3 KELUIIaH as | 92 35 &5
OKBIFaH/Iap

3 JKLUIIaH Kem | 65 72 58
OKBIFaHIap

CanzbIK J1epeKTep COHBIMEH KaTap OKBITYMIbUIApAbH 70% - bI HUQPIBIK TEXHOJIOTHIAp
OKYIIBUIAPJIBIH, dCipece My3bIKa TAPUXbl MEH TEOPHSCHI CHSIKTHI TEOPHSIIBIK ITOHACPAiIH KaThICybIHA
OH acep eTelll Jen ecenTeiTiHiH kepceTTi. Anaiiaa, Tek 45% - bl HUQPIBIK Kypajijgap acHanTbIK
TEXHHKa HeMece Ko30€H OKY CHSKTHI MPAaKTUKAIBIK JaFbUIapIbl €I0yip JKaKCapTThl IEI CaHaM/bI.
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byn 1mmdpnelk Kypangap TEOPHSUIBIK OUTIMII KETAipe alaThIHBIMEH, OJlap MY3bIKAJIbIK
meOepiIikKKe KaXeTTl (PU3MKaNbIK JaFIbUIapbl JaMbITY/Ia COHIIAIBIKTHI THIMII 0OJMaybl MYMKIH
€KEHIH aHBIKTaFaH aJIJIBIHFBI 3ePTTEYIIEepre colkec kenemi [6].

KOpBITBIHIBI CTAaTHUCTHKANBIK Tajljgay TOPOMEHIUIEPIiH OKBITY JACHTCHIHE HETi3e/NreH
KaOblU1ayJarbl alTapiablKTal alibIpMalIblIBIKTapAbl pacTaibl. bacTayslll ChIHBII OKYLIBUIAPBIMEH
(12-14 xac) >KyMbIC ICTEHTIH OKBITYHIBUIAP TreiiMH(HUKANMAIaHFAaH OKBITY KOJIAaHOAIaphIH
naiananyablH OH HOTIDKENEepl Typanbl xadapiay BIKTHMAIABIFBl JKOFAphl OOJIBI, all O3bIK
crynentrepre (15 >kacraH ackaH) cabak OepeTiHAep TEXHOJIOTHS KeHJe TepeHIpeK, Narabliapra
HET13/Ie/ITeH OKBITY/aH aJIaKTaTaTIHBIH aTar oTTi [4].

CaHJbIK dpeKeTTep KYPHAJIBbIH TAJay

Yousician sxone SmartMUusSiC cHSKTBI OKY IUIaTGOpMalapbIHIAAFbl LHUPPIBIK OCICeHALTIK
KypHaJIAApblH Tajlaay OKYIIBUIAPJALIH OCJNCeHIUTIrT MEH YJIrepiMiHIH CaHIbIK KOPCETKIIIiH
KaMTaMmachbl3 eTTi. ANTHl ail iMIiHAe XKUHAJIFaH JAepeKTep Oyl KypaagapAbl YHEMi maiijasaHaThiH
CTYICHTTEPAIH HUPIBIK KypaaaapAsl MaiigananoaraHnapMeH CalbICThIpFaHIa opTa ecenmex 35%-
Fa KOIl )KaTThIFy cabaKTapblH ©TKi3eTiHiH kepceTTi. COHBIMEH KaTap, JKaTTBIFYJIapbl OPBIHIAFaHbI
HEMece >KOFapbl JCHIEHre >KETKEHl YIIiH TecOenruiepai aiay CHUSKTbl reidmMudukanvsiaHFaHl
MYMKIHIIKTep/l Naiiiananfad CTYACHTTEp KOFapbl YCTay KOPCETKIIITEPIH KOHE Y3aFrbIpaK CeaHC
YaKbITTaPBIH KOPCETTI.

Bip KpI3BIFBI, YII JKbUIAH a3 MY3BIKAJIBIK TXKipuOeci 0ap CTyIEHTTep MY3bIKa TEOPUSCHI
OOlBIHIIIA TECTiIEYIe alTapIIBbIKTal JKaKcapTyJapsl KOpCeTTi, YIII )KbUIIaH acTaM Taxipuodeci 6ap
cTyneHtrep yurin 12% sxakcapTyMmeH cajiblCThIpFana opTama 6amn 28% - Fa ecti. byn mudpibik
KYpaJIIapIblH KYPBUIBIMIBIK, KaJaMIbIK OKBITY MOJIYJIBJICPIHCH JKOHE Jepey Kepi OailylaHbICTaH
nmalja KepeTiH jkaHajmaH OacTaraHIap YVIIIH ocipece THIMAI €KeHiH kepceremi. Kepiciumie,
TOKipuOEci MOJ CTYACHTTEpre OJaH opi ecyre KOJ JKETKi3y VIIH KypAeli MiHAETTep MEH
KEKEeJICeH IIPUIreH HyCKaynap KaxeT 001ybl MyMKiH [1].

2-xectene muQPIBIK Kypanaapasl KOJIAaHy HEri3iHae )KaHaaaH 0acTaylipuiap MEeH TOxXipuoeni
CTYICHTTEP apachIHIAFbI )KETIAIPYIeT1 albIPMAIIBUTBIKTap KOPCETIITEH.

Kecre 2. Canaplk Kypangapsl HaijjanaHy Heri3iHae My3blKa TEOPUSCHIHBIH YMalaapblH
KaKCcapTy

Ton BbacTankrl AKEIpFH XKakcapy maifkI3et
kepcerkimrrep (%) Kkepcerkimrrep (%) (%)
3 JKEBUIOAH az | 52 80 28
OKBIFaHJap
3 KXEDIIaH ket | 75 87 12
OKBIFaHZAP

XKypHanmgap coHbIMEeH Kartap UHU(QPIBIK KypalgapMeH >KyHedl Typae JKaTThIFaThIH
CTYINCHTTEPAIH COMKECTeHIIPY >KOHE JAbIObIC OWIKTIMIH TaHy CHSAKTHl MHTEPAKTHUBTI Kepi
OaliTaHBICTBI KaMTaMachl3 €TETIH JKATThIFyJlapFa KeOipeK yakbIT OeseTiHiH kepceTTi. byn ic-
mapagap OKYIIbUIAPABIH MY3BIKAIBIK AJIEMEHTTEP/Il aHBIKTAy KaOuTeTTepiHe >KaFbIMIBI 9Cep €TTi,
OyJ1 TEXHOJIOTUSHBIH HaKThl (DU3MKAIBIK OAICTEpl >KEeTULIIPYAE€H Tepi aOCTPaKkTuIl TEOPHSUIBIK
YFBIMAApbI MEHTepy/Ie Naiiianblpak eKeH I Typajibl TYKbIpbIMFa coiikec keneni [S].

Cyx0aTThIH canaJjbl KOPbITHIHABLIAPBI

Cyx0aT TpaHCKPUIITTEPIH TAKBIPBINTHIK Taljay cayalHama HOTHXKEIepl MEH LHUQPIBIK ic-
mapagap SKypHAJIbIHBIH HOTIDKENEpiHE KOCHIMILIA KOHTEKCT Oepai, Oysl jkeke TaxipuOeHiH
MY3BIKaJIBIK OUTIM Oepyneri HUQPIIbIK TEXHOJOTHUsIApAbl KaObUilayFa Kajlail ocep €TKEeHIH ararl
OTTi. YII Heri3ri TakpIpbll Maiga Oomnabl: reiiMudukanus apKbUIbl MOTHBALMA, IaFAbUlapra
HET13/IeJITeH OKBITY TEXHOJIOTUSICHIHBIH HIEKTEYJepl XKoHE apajlac OKbITY TICUIAEPIHIH KaXKeTTUIIT.
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I'eiimupurkanus apKblJIbl MOTUBALUSA

CryneHtrep [ne, OKBITYIIBUIAp Ja yHaid >KuHAY, JEHIeiyiep MEH Mapanarrap CHSKThI
refiMu(UKaIUs MyMKIHAIKTEPI MOTHUBALIMSHBI apTTHIPHII, TYPAKThl OEJICEH IUIIKTI apTThIPaThIHBIH aTarl
erTi. Kenreren cryneHrrep reiimMuQuKanusuIaHFaH 3JEMEHTTEPAl My3bIKaHbl YHpeHyal Y
IapyachlHaH KOHUII ic-opeKeTKe aiHaIIbIpy Jell cuiaTTaabl. bip cTyaeHT: «Oyi1 OibIH OiHAY CHUSKTHI,
MEH Op YakKbITTa JeHredimiai KeTepeMiH, (opTenHaHoIa OWHAYIbl KAKCBHIPAK MEHrepeMiH; Oy
TOXKIPHUOCHI KYMBIC CHSIKTBI ce3iHOeti». OKBITYIIbUIap COHBIMEH KaTap reiMu(pUKalusIaHFaH OKbITY
KoJlaHOaapblH NaifanaHFaH CTYJEHTTEPIIH JKYHell Typle »KaTThIFyilap dKacall, TarchlpMaliapiibl
OpbIHIAY BIKTUMAJIBIFBI JKOFAphl €KeHiH aTtan oTTi. byn Ourtim  Oepy Mekemenepinaeri
reliMu(UKaMSHBIH THIMJIUTIT TYpasbl aJlIBIHFBI TYKBIPBIMIIApFa colikec kemnei [7].

Jlarabl1apFa Heri3e/reH OKbITY TeXHOJIOTHSChIHBIH IIeKTey1epi

[udpaslk Kypanaaap My3blKa TEOPUSICHI MEH KOMITO3ULMSCHIH OKBITY KaOUIET! YIIIH KOFaphbl
OarajlaHFaHbIMEH, KOITEereH KaTbICYIIbUIAp JaF[blIapfa HETI3/eNreH OKBITYAbl JKEHUIIETY
MYMKIHIIKTEPIHIH MICKTeYIepiH aram oTTi. Mbicanbl, Keilip TopOueniyiep OKyIIbIIapIbIH eCTy
KaOimeTTepiH  HeMece  KOJ  CNTUIINH  JOCTYpii  oficTepMeH  Oipield  KapKbIHMEH
JaMBITIIAWTBIHABIFBIHA ANAHAAYIIBUIBIK Olnmipai. bip TopOmemi atam OTKEHIEH, «cCi3 HaKThI
acrianTta OWHayJaH ajaTblH TAaKTWUJbJAI Kepl OaiiaHbICThl anMmacTelpa anMaiicels. KommanOamap
TEXHUKAHBI 93ipJieyre KaKeTTI HO3IKTIKTI KaiTanail ammainel». byl anmaHmaaymbuiblK TEXHOJIOTHS
JOCTYpPIl 9MiCTEepAl TONBIKTHIPA ANaThIHBIMEH, MY3bIKAIbIK OuliM OepyniH KehOip acmekTinepi
OOBIHIIIA IPAKTUKAIBIK OKBITYBI aIMacTBIpMaybl KepeK JereH MiKipai kepceteni [6].

ApaJiac OKbITY TICIJIAePIHIH KaXKeTTUIIri

CryneHntrep e, OKBITYIIBUIAD A3 HMUMPIBIK Kypangapasl JOCTYpii oficTepMeH OipiKTipeTiH
apanac OKBITy TOCUIAEpPiH YCBHIHIBL TopOuenriiep HUPIBIK KypalgapAbl TE€K oOJapra CEHYAIH
OpHBIHA OKBITYFa OIPIKTIPY MY3BIKAIBIK OLTIMIe TCHISCTIPUITCH KO3KapacThl KaMTaMachI3 €TETiHIH
aHbIKTaAbl. MbIcasibl, O1p OKBITYIIbl HAaKThl acranTta MNpPaKTHUKAIbIK cabakTapra Kellnec OypblH
My3blKa TEOPHSACHIHBIH TYKBIpBIMIAMallapblH  YHpeTy YmiH mudpablKk  KoigaHOamapIsl
nainanansl, Oy CTyIEHTTEp TEOPUSHBI MPAKTUKAIBIK KOHTEKCTE KOJIIaHFaH Ke3/Ie OHbI KaKChIpaK
TYCIHETiHIH Oalikajapl. Bysnl TyXbIppIM THOPHATI OKBITY YITUIEpl HUKEMIUNIK TEeH TEpeHJIKTI
KaMTaMachl3 €T€ OTBIPBIN, €Ki AYHHEHIH JI€ €H JKaKChICBIH YChIHA aJlaThIHBIH KOPCETETiH Oacka
3eprreynepre coiikec keneni [1].

Heri3ri KOpbITHIHABLIAPABIH KbICKAIIA MA3MYHbI

byn 3eprreyain HoTwKenepi LUMQPIBIK TEXHOJOTHUSAJIAPIBIH MY3bIKaJbIK OuUlM Oepyne
miekTeyni Oosica @ KyHIBI pesl aTKapaThlHbIH KepceTeni. Lludpnblk Kypangap TeopusibIK
OKBITYZIBI, dcipece jkaHa/laH OacTaraHAap YIIiH aiTapibIKTal KakcapTa aJaThIHBIMEH, JTaFIblIapabl
HEFYPJIBIM JKETUITIPUITeH JaMBITyFa KeJTeHJe OJapAblH TUIMAUII TemeHaeini. Ieiimuduxanns
TYPAaKThl KaTThIFyJIap/bl bIHTAJIAHABIPAThIH KYIUTI MOTHUBATOp pETIHAE KbI3MET erefl, Oipak Tek
IUGPIBIK KypangapAslH €31 Kypaeni (U3MKaIbIK AaFblIapbl MEHIepy YIIIH KaXeTTi erKeii-
TerKeNsl kepi OalIaHbICTHl KaMTaMachl3 €TIeyl MYMKIH.

Tyracraii anranna, HoTHXenep HUGPIBIK TEXHOJIOTHIApIbl MY3BIKAJIBIK OiaiM Oepyaeri
nepOec menrimMaep peTiHae eMec, KOChIMIIA pecypcTap peTiHae OIpIKTIpy KEpeKTIriH KepceTell.
byn JiepeKxTep U PITBIK Kypasinaap MY3BIKaJIBIK OKBITYyFa KOJI KETKI3y/Il
JIeMOKPATHSUTAHIBIPFAHBIMEH, JIOCTYPJIi TMPAKTHKAIBIK TKIprOenep apKbUIBl IIaMajJaH ThIC
TOYEJAUTIKTI OONABIpMAy YIIIIH MYKHUST €HT13Y/l KaKET eTe/ll JETeH TYCIHIKTI pacTailibl.

CannpIk cayasiHama JIepeKTepiH, udpibIK OeICEeHAUTIK KypHAIIaphIH JKOHE camajbl cyx0ar
HOTIDKEJIEPIH YHIOYPBIIITay apKbUIbl Oysl 3epTTey LUQPIBIK TEXHOJOTHIAPIbIH MY3BIKAJIBIK
OuriMre Kajail ocep €TeTiHl Typajbl *aH-)KaKThbl TYCIHIK Oepeni. AJbIHFaH aKnapar Hu@pIIbIK
KypajizapJsl THIMII MaiifanaHy ymiiH Oonamak OimiM Oepy cTpaTerusulapblH OaclIbUIBIKKA alia
anajpl, OYJl ONapAbIH JOCTYPJl OKBITY OSIICTEpIH alMacTblpy YIIIH €MeC, TOJBIKTHIPY YILIiH
naiiananblUTybIH KAMTaMachl3 eTe/i.
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Tankblnay. byn 3eprreynin HoTIKENepi MUQPIBIK TEXHOIOTHIAPIBIH MY3bIKAIBIK O11iM
Oepyzaeri JaMbIll Kejle J>KaTKaH peli Typalibl MaHbI3Abl TYCIHIKTEPl aimajbl, OJIAPALIH OKY
TOXKIPHOECIH XKaKcapTy dJIeyeTiH pacTaiiibl, COHBIMEH Oipre Oenrimi Oip mekTeynepai amaasl. by
HOTWIKEJIEp TEXHOJIOTHSHBI OuliM Oepy MekeMelnepiHe OIpiKTIpy Typaibl >KaJFachlll KaTKaH
MmiKipTajgacTapra BIKIAl €Tel YXOHE MY3bIKAIBIK OuliM Oepymeri mudpiblKk Kypanaap OoWbIHIIA
aNJBIHFBl 3epTTeyJiepre colikec keneni. byn Oemimuae 3epTTey HOTMKENEPiIHIH MaHbI3IbLIBIFBI
QIJIBIHFBI KYMBICTapFa KaTBICTBI 3€PTTENIN, OKBITY NPAKTUKACBIHBIH calgapbl MeH Ooamrak
3epTTEYJIEPIiH dJIeyeTTi OarbITTaphl KAPACTHIPHUIATHIH 0O0JIA b,

Ko :xerimMainik nen 0esiceHAUIIKTI apTTHIPY

3epTTeyAiH €H MaHbBI3Abl HOTWIKEIEPIHIH Oipi-IUPIBIK TEXHOJIOTHUSHBIH OKYIIbLIAPIbIH
ca0aKKa KaThICYbIHA KOHE MY3BIKAJIBIK OLTIMIe KOJI XKeTKi3yiHe oH acepi. JKorapblia alThUIFaH1aH,
CTYINeHTTEepAIH 78% - bl My3bIKaHbl YipeHy YIIiH HU(PIBIK Kypalgapibl YHEMI KOJJAaHATHIHBIH
xabaprnanel, an 62% - Bl HOTMXKECIH/AE OJIApJbIH OENCeHIUTIr apTKaHBIH alTTBl. Byl TYKbIpbIM
OKBITY/IbI KOJDKETIMA1 JKOHE TapThIMIBI €Ty YIIIH TEXHOJOTHSHBIH SJ€YeTiH KOPCETETIH ajlIbIHFbI
3epTTeynepre coiikec kenemi. Mepicanbl, baysp TEXHONOTHSUIBIK WHTETPALMSIIAHFAH CBHIHBIIITAP
JOCTYPIIl MY3BIKAJIBIK OKBITYMEH CalbICThIpFaHAa OCJICEHIUTKTIH >KOFaphl JEHIeHiHe bIKIal
ereTiniH atan otTi [1]. Ludpabik KypanmapaslH reorpadusibik, SKOHOMUKAJIBIK HeMece Oacka
Kezeprijiepre OaiIaHBICTBI MY3BIKQJIBIK OUTIMIe KOJ JKETKi3e alMalWThlH OKYIIBLIApAbl KaMTy
MYMKIHJIT1 OCBI calaarbl allTapibIKTal iarepiieyai ounaipeni.

[eiiMudukanus CTYACHTTEPAIH KbI3BIFYIIBUIBIFBIH CAKTAybIH €PEKIIe THIMII CTPATETHSICHI
peringe maiima Oommbl. 3eprrey Kepcerkenmeit, Yousician sxone Simply Piano cusKThl
reiiMuUKaIUsUIIaHFaH KoJIaHOamap bl maijalaHaThlH CTYJACHTTEP TOKipuOene YIKeH MOTHBALIUS
MEeH KYHenumkTi kepcerTi. byn OlibiHFa yKcac 3JIEMEHTTEp OWBIH-CAayblK IEH O9CEKeNecTiK
AJIEMEHTTEPIH EHTi3y apKpUIbl OuTiM Oepy ToxipuOeciH e3repTe ajmaabl el TYXKbIPBIMJIaFaH
Pyrmann meH XeOep TYXKbIpBIMIAPbIH pacTaiinbl [7]. ¥mail >kuHay, ACHrelnepAl askray »XoHe
YKETICTIKTEPI YIIIH TOCOENTIIep Il aly KaOiaeTi ChIPTKbI MOTHUBALIMSHBI KAMTaMacChl3 €TETIH CUSIKTHI,
Oyl ocipece IOCTYpii MY3BIKANBIK TOXKIpUOere KaKeTTi MOHJI MEHrepy/le KUBIHIBIKTapFa Tam
00J1ybl MYMKIH Kac OKYIIbUIAp YILUiH Haiiaaabl 00Iybl MYMKIH.

JlereuMmeH, redMuuKanus TOKIpUOEH! BIHTATAHIBIPYBl MYMKIH OoJjica Ja, OHBIH 1IIKI
MOTHBAIMSHBI JAMBITYIaFbl Y3aK MEpP31MJI1 THUIMJILIITT Typajbl cypakTap TyFbi3aabl. CTyIeHTTEpI1H
CBIPTKBI ChIHAKbUIapFa IIAMaJaH THIC TOyesal OONBIN Kalmy >KOHE MYHAal BIHTAJIAHIBIPYCHI3
My3bIKAMEH ailHaJBICYFa JET€H KbI3BIFYIIBUIBIFBIH KOFANTy Kaymi Oap. MakdepcoHn MeH Yamd
YCBIHFaH/Ial, CBIPTKBI MOTHBATOPJIAPAbI MY3bIKaHBI 1ITIKI Oaranayibl JaMbITyFa OaFbITTaIFaH KYII-
KITepMEH YHIIECTIpY TYpakThl OUlIM Oepy HOTHIKEepl YIIiH eTe MaHbI3Abl [6]. byn KUBIHABIK
UQPIBIK TEXHOIOTUSIAP/BI, OJapbIH apTHIKIIBUIBIKTAPhIHA KapaMacTaH, My3bIKaMeH TEpEeHIpeK
0ailIaHBICTHI JTAMBITYFa OaFbITTAJIFaH CTpaTeTUsUIapMEH Oipre OWIAaCThIPbUIFaH TYpJle NakganaHy
KEepEKTIriH Oimaipesi.

Jarabliapra HerizeJreH OKbITY1arbl IEKTeyJaep

3epTTey HOTIXKENepi MHPPIBIK Kypalgap TEOPHUIBIK OKBITYIbI THIM/II KOJJAl aJaThIHBIMEH,
ONapAbIH  TPAKTHKAIBIK  JTaFJpUIapAbl  JaMBITYFa ocepi  IIEKTeyJli eKeHIH KepceTeli.
Topoueminepain 70%-b1 ©3apa OpeKeTTecyre OH ocCep eTeTiHIH TyCiHreHiMeH, Tek 45% - B
TEXHOJIOTUSI KOpy HEeMece aclanThIK OKY CHSKTBI JaFAbUIapIbl alTapIIbIKTal KaKcapTaasl ATl
ecenteni. byn TykbIpeiMaap UUEGPIBIK Kypainap YcaK MOTOPHKAHBI JKOHE MY3BIKABIK
AKCTPECCUSTHBI IAMBITY YVIITIH KQKETT1 TAKTUJIB1 dKOHE HIOAHCTBIK TOXKIpHOeIep i )KeTKUTIKTI TypAe
KaliTallamMmaybl MYMKIiH JiereH OYpBIHFBI ChIH/IApFa colikec Kenesi [6].

TopOuemnninepMer >XYPri3UIreH cyxOaTrTapAblH camajibl JepeKTepl OyJl allaHIayIIbIIBIKThI
olaH opi pacraiiapl. KemTereH OKBITYIIbIIAp TEXHOJOTHSHBIH AaclanTbl MEHrepy VIIIH oTe
MaHBI3IBI OOJIBINT TaOBUTATHIH CAayCAaKTap/AbIH OpHAJACybl HEMECE TBHIHBIC ally[bl OaKblIay CHSIKTHI
My3bIKaHbl OMHATYIbIH (M3MKAJBIK acCHEeKTUIepl Typasibl erkei-Terkeinn kepi Oaitnaneic Oepy
MYMKIHZIT1 J)KOK €KeHIH aTtam oTTi. MpIcamnsl, Oip TopOuenti: «Oipme-0ip KonmaHOa CKpUITKaJIarbl

KYpJelni IIbIFapMaHbl YHPEHY Ke3iHIe KaKeT OOJaThlH HAKThl YaKbITTarbl TY3ETYJEp Ce3IMiH
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IIBIHBIMEH QJIMACThIpa alMalabl», - Aedi. byl mudpislk Kypamgap OUTIMII HBIFalTyFa HeMece
OacTankbl OKbITY/[bl KAMTaMachl3 €Tyre KOMEKTecce 1€, MPaKTUKAJIbIK MY3bIKaHTThl JaMbITY YLIiH
JOCTYPIIi TPAKTUKAIBIK SJICTEP OJIi JIe KAXKET EKeHIH KOPCETe/I.

byn mekreynep Lu@pablK KypaqaapAblH JaF[bliapfa HETI3JIENreH OKbITYAa OpHBI KOK
nerenni oinaipmeiini. KepiciHie, HOTHKeNEp TEXHOJIOTHS aIMACTBIPFBIII €MeC, KOChIMINIA PeTiHe
KbI3MET €TETIH apajac TOCUIAIH KaXeTTUNriH kepcereni. [ludpiblk Kypangapabpl pUTaK
KATTBIFyJIapbl HEMECE HETI3 KYJIaK JKaTThIFyJapbl CUAKTHI OpeKeTTep YIIiH THIMII MaiganaHyra
0omazpl, OipaKk My3BbIKAIBIK AAFIbUIAPABI IaAMBITYIBIH KYPJET aCEeKTUIePiH ISy YIIiH OeTne-0eT
HYCKayJIapMEH TOJBIKTBIpY KakeT Oomysl MyMkiH. Bym Oipryrac OiniMm Oepy Taxipubecin
KamMTaMachl3 €Ty YIIH IUQPIBIK pecypcTapAbl JOCTYPJi OKBITYMEH OIpIKTIPETIH apanac OKBITY
YIITiIepiHiH TYKbIphIMIaMachiHa colikec keneni [ 1].

HudpJabik aTAKTBIKTHI K010

3epTTey OapbIChIHIA KOTEPIIreH MaHBI3/bl MAcele dJIeyMETTIK-9KOHOMHKAIBIK (pakTopiapra
HETI3/IeNreH TEXHOJIOTHSUIApFa KOJ KETKI3yJeri aiblpMallbUIBIKTapAbl OUIIIpeTiH IHQPIbIK
ANIAKTHIK Maceneci Oonbin Tadbuianbl. Ludpnsik Kypangap Oenrini Oip Iopekene My3bIKAIbIK
OimiMm Oepyai AEMOKpaTHsUIaHIBIPFAaHBIMEH, JKOFAphl Camaibl KYPBUIFBLIAP MEH OafFmapliaMalibIK
KaMTaMachl3 €Tyl caThll aja aJaThlHAap MEH caThlll aja aJMaiThIHAap apacblHaa il Je
ammIakTeIK 0ap. byn 3eprrey TaOBICHI KOFaphl CTyAEHTTEpAiH TaObIChI TOMEH KypaacTapbIMEH
canblcThipFania DAW cusikThl 03bIK LUQPIBIK Kypanaapsl NaiifanaHy bIKTUMAJIBIFBI JKOFapbl
eKeHiH KepceTTi. by TyxbipeiM Pyrmana meH Xebep KyprisreH OYpBIHFBI KYMBICTapFa COHKeC
KeJel, oJlap 9NeyMEeTTIK-SKOHOMHKANIBIK albIpMAIIbUIBIKTAP KOJDKETIMIUTIK Oipkenki OeminOece,
TEXHOJIOTUSTHBI JKETUIIPE OTBIPHIN OKBITYABIH apTHIKIIBUIBIKTAPHIH HMIEKTEYl MYMKIH €KEHIH aTarl
otTi [7].

[{upiblk aqmakTHIK TEXHOJOTHSHBI OKBITYFa EHTI3TiCi KelleTiH, Oipak KOJ JKETIMIUTIK
JeHreil opTYpJii CTYAEHTTEP Il KaObUIIaybl KEPEK OKBITYLIBLIAP YIIH MpodiemMa 00BN TaObLIaIb.
Byst Moceneni menry ynriH MeKTeNTep MEH MEKeMelepre MEKTEl YCHIHATHIH KYPBUIFbIIap Hemece
OarapiamManblK Kypajd JMIEH3UsIapbl apKbUIbl LUQPIBIK pecypcTapFa TeH KOJDKETIMILTIKTI
KaMTaMachl3 €Tyre MHBECTULIHA caly KaxeT 00yybl MyMKiH. COHBIMEH KaTap, TaHbIMall HUQPIIBIK
OKBITY KypajJlapblHa ap3aH HeMece alllbIK 0acTankel Oaamanappl )kacay OyJl OJKbIIBIKTBIH OPHBIH
TOJITBIPYFa KOHE OapiblK CTYACHTTEP/AIH MY3bIKaIbIK OL1iM Oepy TEXHOJOTHSCHIH KETUIAIPYAEH
naiiia kepyiH KaMTaMachl3 €Tyre KeMeKTece.

IMegarornkajablK NPAKTUKAHBIH CAJIAPbI

by 3eprreyain HoTHxKenepi HUQPIBIK TEXHOIOTHIIAPIbl OKBITYFA €HI13TiCl KeJIeTIH My3bIKa
MyFajimzepl yiIiH OipHellle MpaKTUKAJBIK calgapiapisl Kepcereal. bipiHmiijgeH, TopOueuiaep
TEXHOJIOTUSIHBIH dcipece THIMJI €KEeHJII JOJENIEHIeH My3blKa TEOpHUSChl, KOMIIO3MIIUA HEMece
PUTM >KaTTBIFyJIapbl CUAKTBI Oenriun Olp OKy MakcaTTapblHA JKETy YUIIH LUQPIBIK Kypaagap/sl
CTpaTervsUIbIK MNaianany sl KapacThIpybl Kepek. JlereHMeH, ojlap COHBIMEH KaTap JaFabuiapra
HET13/IeJITeH JKETIAIPUIreH OKBITY YUIH HUGPIbIK KypaaaapAblH HIEKTEYJIepiH MONBIHIAYBI KOHE
MPAKTUKAJIBIK OKBITYABIH OKY OaFJapiaMachlHBIH OpTalbIK Kypamjac Oeumiri OojibIn KalyblH
KaMTaMachl3 €Tyl KEPEeK.

CoHbIMEH Karap, OChl 3epTTEYyIiH HOTHXKeJepl HUQPIBIK Kypanaapisl aepOec memimMaep
peTiHe maigaanyAbIH OPHBIHA KEHIPEK MeAaroruKajibiK meHoepre OipiKTipyaiH MaHbI3IbUIBIFBIH
KepceTeni. Mpicaibl, HU(PIBIK KoIaHOamapAbl Maiaaganyabl Tipi aHCaMOJIbIIK TaKIprOenepMeH
OIpIKTIpY CTYACHTTEpre TEXHOJOTUSFA HETI3NIEITeH OKBITYIaH alifaH TEOPHUSIIBIK OlUTIMACPIH
MPAKTUKAJIBIK, QJEYMETTIK OpTaja KoJJaHyFa KeMmekrecenl. MyHJail apanac ToCil OKBITYJBIH
OpTYpPJIl CTUJIBAEPI MEH KAaXKETTUIIKTepIH KaHaraTTaHABIPY VIIIH OPTYpPJl OKBITY oiCTEepiH
KOJITaiThIH Ol1iM Oepyzeri 03bIK TaKipuOenepre calikec kenei [4].

Topbueminep redMudUKaUSHBIH BIKTUMal KEMIIUTIKTEPIH A€ ecTe ycTaybl Kepek. by
KYIITI MOTHBaTOp 0OJIYyBl MYMKIH OoJica Ja, TEK yrail HeMece ChIaKbl )KHHAYFa eMec, OKyFa Ha3ap
aynapyabl KaMTaMachl3 €Ty MaHbI3/bl. byFaH HaKThI Oi1iM Oepy MakcaTTapblH KOO KoHE JIOCTYPIIl
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TOXIprOe MpoleaypalapblH aybICTBIPYIBIH OPHBIHA KOJ/Iay KOpCETy YIIiH reiMuuKanusiianFan
AJIEMEHTTEP Il NakalaHy apKbUIbl KOJ JKeTKi3yre OoJianel. baysp atam eTkeHaeH, €H THIMIlI OKY
opTaylapbl CTYIEHTTepAi HUGPIBIK Kypalgapasl Oangak peTiHae emec, OuTiM Oepy camapbiHaa
KOMEKII KypaJ peTiHAe NaijalaHa OTBIPBIN, OKY JKayalmKepUIUIriH 63 MOWHBIHA allyFa
BIHTAJIAHBIPATBIH OpTanap O6obin Tadbbutazsl [1].

boanamak 3eprreyJiepaid 0arbITTapbl

Byt 3eprrey My3bIKaiblK Ou1iM Oepyaeri HU(PIbIK TEXHOIOTHIAPIBIH Poili Typaibl KYH/IbI
TYCiHIK OepreHiMeH, OoJialiak 3epTTeyJiep YIIiH OipHelIe cypakTap TyFbI3abl. Opl Kapai 3epTTeyii
KaXeT eTeTiH cajanapiablH Oipi — reiiMudukanusianFaH OKBITYIBIH IMIKI MOTHBALUAFa Y3aK
Mep3imai ocepi. BolibIK 3epTTeynep Oacrankpina reiMuduKausIaHFal KoJgaHOaapaaH maiga
KOPETiH CTYICHTTEPIiH JKAHAJBIK >KOHBUIFAHHAH KEHIH My3bIKaFa JETeH KbI3bIFYIIbUIBIFbIH
CaKTaWTBIHBIH oHE OYJI OKYLIBLIAP CHIHBIITAH ThIC YAaKbITTa MYy3bIKaMEH aliHAJIBICY/Ibl KaJIFacThIpa
Ma, OK I1a, COHBI 3epTTEH anajpl.

ConbiMeH KaTap, OoJnaImiak 3epTTeysep MY3bIKaJIbIK Ol1iM OepyIiH 9pTYpl aceKTiaepl YIIiH
eH TUIMAI TUQPIBIK KYpaIIapIblH epEKIICTIKTePiH 3epTTed anaabl. MpICabl, 3epTTEeYJIep HAKTHI
yaKbITTaFbl Kepi OalIaHbIC, UHTEPAKTUBTI OKYJIBIKTap HEMeEce SJICYMETTIK OKBITY MYMKIHAIKTEpi
CHSKTBI QPTYpPJl KoijaHOa (QyHKIMsUIApbIHBIH OpTYpil Kac TONTApbIHAAFbl HEMece MaFabuiap
JCHTeHIICPIHIETI OKY HOTHIKEIIEPIHEe dCepiH calbICThIpa ananabl. Kanmail MyMKIHIIKTEpIiH €H Kol
naija oKeleTiHIH TYCIHY MaKcaTThl HU(PPIBIK pecypcTap/sl xobanayra KOMEKTeCe/Ii.

AKBIppIHIa, THQPIBIK ATMIAKTHIKTHL KO OoJalmak 3epTTeyiiep YIIH OachIMABIK OOTyBI
Kepek. 3epTTeylriyiep MeKTenTeri OacTaManap/blH, KOFaM[IbIK OaFaapiaManapiblH TUIMIUTITIH
HEMeCe TEXHOJOTHUIBIK TEHCI3IKTI a3aiiTy cascaTbIHIAFbl e3TepicTepli 3epTTell OTBIPHII,
uu@pIbIK Kypaljgapra TeH KOJDKETIMAUTIIKTI KaMmMTaMachl3 eTyre OarbITTajfaH ic-1apaiap/sl
3epTTeil  amaapl. MyHAal  3epTTeyiaep MY3BIKaIBIK  OimiM  Oepyneri  TeXHOJOTHUsIapbl
MHTETpalysUIay IbIH HEFYPIIbIM HHKIIFO3UBTI TOCUIIEPIH JAMBITYFa BIKIAJT €Tyl MYMKIH.,

KopbITeIHIBIIAN Kele, 3epTTey MY3BIKAIbIK OuI1iM Oepyaer: HUQPIbIK TEXHOJOTHSIIAPAbIH
KOcapJbl CHUNAThIH KepceTell, Oy alWTapibIKTail apTHIKIIBUIBIKTap MEH eneylli KUBbIHABIKTap/Ibl
KamTamacel3 erenl. Ludpaslk Kypamgap OKy pecypcrapblHa KOJDKETIMAUIIKTI apTThIpyAa,
CTYAEHTTEpAl TapTy/la )KoHE TEOPHUSIIBIK TYCIHIKTI KOJAay/1a TUIMIUTITIH JIoJIeNIereHIMEeH, oJlap/IbIH
03BIK MPAKTUKAJIBIK JaFAbUIapIbl JAMBITYAAFbl MIEKTEYJIepl TeHIECTIPUIreH, apajac TOCUIl KaKeT
erenl. byn TyxblpeiMaap AoCTYpsli  MEAArorvkaiblK IIeHOepae HHUQPIbIK — Kypanaapasl
OMNIACTBIPBUIFAH TypAe OIpIKTIPYAIH MAaHbBI3IBUIBIFBIH KOpPCETe OTBIPHIN, KOJJIaHBICTAFbl
onebuerTepre coiikec Kenel xoHe ojapAbl keHenreni [1, 6].

KopbITbiHAbL. By 3epTTey My3bIkaiblK OUTIM Oepyaeri UG PIbIK TEXHOJIOTHIIapAbIH POJIiH
KaH-)KaKTbI 3epTTEY/l KAMTaMachl3 €TTi, OJapAbIH TpaHC(HOPMAIUSIIBIK 9CEpiH aTar eTTi, COHBIMEH
Oipre miekTeyiepAl MOHBIHAaAbL. by >KYMBICTBIH KaHANBIFBl LUQPPIBIK KypalgapJblH OKY
HOTIKEJIEpiHe, 3apa OpEeKeTTecyre *oHe OKbITY ToKipuOeciHe Kajail acep eTeTiHl Typajbl TYTac
KO3KapacThl YCHIHY VIIIH CaHJBIK CayallHaMalapibl, MU(PPIBIK OCICEHAUTIK XKYpPHAIIAPBIH KOHE
camaibl cyxOarrap/el OIpiKTIpeTiH apajac oficTep ToculiHae »xaTelp. Hormxenep mu@pibk
TEXHOJIOTUSIHBIH MY3bIKaNbIK Ol1iM Oepyli, acipece TEOPHsUIBIK OKbITY MEH OacTayblll CHIHBII
OKYIIBUIAPHI YIIIH KOJDKETIM/II JKOHE TapThIMIBI €TYyJeTi MaHbI3/1bl apTHIKIIBUIBIKTAPbIH KOPCETe .
JlerenmeH, 3epTTey COHbIMEH KaTap JlaF/bUlapFa HET13/IelreH OKbITY YIIiH IU(PPIBIK KypalgapIblH
TUIMAUTITIHCT] MEKTeYyIepAl XKoHe HUPPIBIK ANIIAKTHIKKA OaliJIaHbICTBI MAceleNnep il aHbIKTa/Ibl.

Byst 3epTTeydiH MaHBI3IBUIBIFBEI OHBIH OKBITY NpPAaKTHKAaChlHA OCEp €TYIHEH TYBIHIAWIBI.
Hotwxenep uudpnbIk Kypainap ASCTYpili 9AicTepii aaMacThIpMaybl KepeK, KepiCiHIIEe MY3bIKAJIbIK
OuTiM OepymiH OpTYpJll acmeKTUIepIH >KaKcapTaThlH KOCBIMINA PECYpCTap PETIHIE KBI3MET €Tyl
KEepeK €KeHIH KepceTeli. TeXHOJOTUSHBI MPAKTHKAIBIK OKBITYMEH YHJIECTIpEeTIH apaiac OKBITY
TOCUTIepi ONApIBIH HISKTEYJIEPiH €HCepe OTHIPBIN, MUPPIBIK KYPATAAPAbIH aPTHIKIIBUIBIKTAPBIH
OapbIHIIA apPTTHIPYIBIH €H MepCHeKTHBaJbl cTpaTreruscbl Oonbin TaObutaabl. COHBIMEH KaTap,
HOTHIKeJIep TeHMHU(pUKALMSIHBIH OWIACTBIPBUIFAH MHTETPALUSACHIHBIH MaHBI3/IBUIBIFBIH KOpPCETel,
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OyJ1 OHBIH MY3bIKaHBl OKBITYIBIH TepeH OuliM Oepy MaKcaTTapblHa KeJIGHKE TycipMel, Koyijay
KOPCETYIH KaMTaMachl3 eTe/Il.

3epTTey COHBIMEH Karap oJeyMETTIK-3KOHOMHUKAIBIK (DaKTopiapra HeETi3JeNreH HUu(PIIbIK
pecypcrapra KOJ IKETKi3yJeri aiblpMallbUIBIKTapAbl aHBIKTAY apKbUIbl IUQPPIBIK AITIIAKTHIK
MoceJIeCiHe KapblK Tycipedi. bynm wmoceneni miemy HUQPIBIK My3bIKIBIK OumiM  OepyniH
JEMOKPATUSUTAHIBIPY QJIEYETIH iCKe achIpyJbl KaMTaMmachl3 €Ty YIIiH eTe MaHbI3Ibl. Mekrentep
MEH MEKeMeJepre TeXHOJIOTUSAFa TCH KOJI KETIMILTIKTI KAMTaMachl3 €TYTe JKOHE aIAKTHIKThI KOO
YIIIiH ap3aH MIeIMAEepi 3epTTEeyre MHBECTHIINS CaTy KaKeT O0JTybl MYMKIH.

Bonamrak 3eprreynep yuriH OipHemie OarpITTap YCHIHBUIAABI. bBOWIBIK 3epTTeyinep
reiiMuduKanysiianFal OKbITYIBIH OKYIIBUIAPbIH MOTHBALMSICHIHA KOHE MY3BIKIBIK OiiM Oepyi
cakTayFra y3aK Mep3imji acepi Typaibl TyciHik Oepe amansl. COHBIMEH KaTap, OKBITYABIH OPTYpIIi
HOTWIKEJIEPIH JKaKcapTaThlH HNU(PPIBIK KypalaapAblH epeKIISTIKTepiH OfaH dpi 3e€PTTEY THIMIIPEK
OiniMm Oepy pecypcTapblH koballayFa KeMeKTecedi. AKbIpbIHAA, MU(PPIBIK allIaKTHIKTHl a3alTy
CTpaTeTHsUIapblH 3€pPTTCY IIBIFYy TEriHE KapamacTaH OapiiblK CTYJISHTTEpre maijga oKeleTiH
MHKITIO3UBTI TOCUIAEpPre dKelyl MyMKiH.

KopbITbiHABIIAN — Kenle, My3bIKIBIK OuriM  Oepyderi IUQPIBIK  TEXHOJOTHUSIIAPIBIH
MHTETPaIUsIChl OKY TOKIPpUOECIH OaibITy YIIIH YJIKEH dJIeyeTKe M€ MaHbI3/bl JaMyJbl OUIIipe.
Byn 3eprrey Mmyranimzaepre, cascaTKepiiepre ®oHe 3epTTeyIIiIepre KYH/IbI aKIapaT YChIHA OTBIPBIIL,
JOCTYPIIl MY3bIKaJIBIK OUTIM OepyaAl TONBIKTBHIPY YIIIH MUGPILIK Kypalgapasl Kanai maiigananyra
OO0JIaTBIHBIH TEpEHIpeK TyciHyre bIKnan erei. OChl TYCIHIKTEp/i maliganana OTHIPBII, MY3bIKAJIbIK
OUTiMHIH OOJalIaFblH TUHAMUKAJBIK, WHKIIO3UBTI KOHE SPTYPJl OKYIIBLIAPBIH KaXETTUTIKTEPiH
KaHaFaTTaHIBIPATBIH €T KAIBIITACTRIPYFa OO Ibl.
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THE DEVELOPMENT OF DIGITAL ART IN THE CONTEXT OF ART
EDUCATION

Abstract

This paper examines the place of digital art in Art education and demonstrates how recent
developments in digital technology have transformed contemporary art curricula. Over the years,
digital art has evolved into an essential element in contemporary education that includes such
practices as: Digital painting 3D modeling Interactive media This study explores the role of digital
art in curricula, how it might be positioned relative to existing practices and challenges, what new
opportunities it creates for students as well as educators.

Answering questions through mixed-methods (literature review, survey, interview and case
study), the research concluded that 78% of every institution looks to incorporate digital art but in
various unclear dimensions. As a result, educators mix conventional techniques of art with digital
tools to provide an all-encompassing structure in this field. Nonetheless, among the challenges
listed were concerns regarding resource scarcity, technological obsolescence and matters of access
and equity.

The research demonstrates the potential for digital art to both stimulate creativity and promote
innovation, as well as better equipping students with what they will need in a career in
contemporary through practicing within contemporary paradigm; however it also highlights worries
about traditional skills being rendered valueless. Finally, it reinforces the need for structures that
benefit successful deployment such as faculty development and resources.
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The inclusion of digital art in education is still a work-in-progress, and the process requires
more research. The findings of this study provide direction on the state of digital art education and
recommendations for future research, stressing an urgency in establishing inclusive pedagogical
approaches that are relevant in a rapidly advancing digitally enabled world.

Key words: digital art, art education, pedagogy, technological integration, creativity

M.b. jlafcanaeel, Bunvan SA3v10cu1’
YKasaxcruii nayuonanvhuiii nedazocuueckui YVHUugepcumem umenu Abas, kanouoam
neoazo2uyecKux HayK, UCNOIHAIOWUY 0053aHHOCMU doyenma, 2. Aimamul, Kazaxcman,
e-mail: miyat53@mail.ru
2Tpabsonckuii ynusepcumem, Paxyibmem u306pasuMenbHO20 UCKYCCMEA U OUSALHA, MALUCTD
uckycems, Typeyxas Pecnyoauxa, e. Tpabson
e-mail: bilalyazici@trabzon.edu.tr

PAZBUTHUE HUP®POBOI'O HCKYCCTBA B KOHTEKCTE
XYAOXECTBEHHOI'O OBPA3OBAHUA

AnHomayus

B om0l crathe paccmaTpuBaeTcs MeCTO IMGPOBOrO HCKYCCTBA B  XYI0KECTBEHHOM
o0pa3oBaHUM U JEMOHCTPHUPYETCS, KaK MOCIEAHIE JOCTIKCHUS B 0071aCTH IIU(PPOBBIX TEXHOJIOTHH
W3MEHUIIN y4eOHbIE MPOrpaMMbI IO COBPEMEHHOMY HCKYCCTBY. Ha MpOTSKEHHMH MHOTHX JIeT
1M(pPOBOE MCKYCCTBO INMPEBPATHIIOCH B BAXKHBIA 3JIEMEHT COBPEMEHHOTO OOpa3oBaHUs, KOTOPBIN
BKJIIOUaeT B cebs Takue mpakTuku, kak: Ludposas xuBomuces, 3D-monenupoBaHue,
untepaktuBHbie MEJIMA. B 3TOM mccnenoBaHuM HCCIIEMyeTCs POib IMUPPOBOrO HCKYCCTBA B
y4eOHBIX TMJIaHaX, KaK €ro MOKHO MO3UIIMOHHUPOBATH OTHOCUTENIBHO CYIIECTBYIOIIUX MPAKTUK U
3a7a4, KAKME HOBBIE BO3MOKHOCTH OHO CO3JAET ISl CTYICHTOB, a TAK)KE JIJISI BOCIIUTATEIIH.

OTBeuyass Ha BONPOCH C TIOMOMIBIO CMEIIAHHBIX METOA0B (0030p JIUTEpaTypHI,
AHKETHPOBAHUE, UHTEPBHIO MU TEMAaTHUYECKOE MCCIIEJIOBAHKE), UCCIIENIOBATENN MPHUIIUTH K BBIBOJY,
910 78% YyUpeKIEHUI XOTAT BHEAPSTH IUPPOBOE UCKYCCTBO, HO B PA3JIMYHBIX HESICHBIX acCIEKTax.
B pesynbrare mpemnogaBateny COYETAIOT TPATUIIMOHHBIE METObI U300pa3UTEIILHOIO MCKYCCTBA C
M(POBBIMU MHCTPYMEHTAMH, YTOOBI CO371aTh BCEOOBEMITIONIYIO CTPYKTYpPY B 3TOil oOmactu. Tem
HE MEHee, CpeAH TEePEUYUCIICHHBIX MpoOJieM OBUIM OMaceHus MO TOBOAY HEXBATKH PECYpPCOB,
TEXHOJIOTMYECKOI0 YCTapeBaHUsl U BOIIPOCOB JIOCTYIIA U CIIPABEIIMBOCTH.

UccnenoBanue neMOHCTpUPYET MOTEHIMAT IIU(GPOBOTO UCKYCCTBA KaK JJISI CTUMYJIMPOBAHUS
TBOPUYECTBA, TAK W JJI IPOJABMIKCHHMS MHHOBALMM, & TAK)KE JUIS JIYUIIETO OCHALIEHUs CTYIAEHTOB
TE€M, YTO UM TTOHAJO00UTCS B COBPEMEHHOMN Kapbepe, Oiarogaps MpakTHKE B paMKax COBPEMEHHOM
MapaJurMbl; OJHAKO OHO TAaKK€ IOAYEPKMBAECT OINACEHUS IO IOBOAY TOrO, YTO TPAJULIMOHHBIC
HaBBIKM CTAHOBATCS Oecrmoyie3HbIMH. HakoHer, 3TO yCWIMBaeT NOTPEOHOCTh B CTPYKTYypax,
CHOCOOCTBYIOIINX YCTIEIIHOMY BHEJPEHHUIO, TAKUX KaK MOBBINIEHUE KBaTU(UKAIUU TPO(HeccopcKo-
MPEINOIaBaTeNbCKOT0 COCTaBa U PECYPCHI.

Buenpenne nudpoBoro ucKkyccTsa B 00pa3oBaHHe BCE €Ille HAXOAUTCS B CTaIUU Pa3padOTKH,
1 3TOT TpoIecc TpeOyeT JOMOTHUTEIBHBIX UCCIIEIOBAHNNA. Pe3ynbTaThl 3TOT0 UCCIENOBAHUS JAIOT
MIPEJICTABJICHHE O COCTOSHUU IU(PPOBOTO XYA0KECTBEHHOTO 00Opa30BaHUS U PEKOMEHIAIUH IS
Oynymmx  HWCCIeAOBaHWM,  TOMUYEpPKHUBash  HEOOXOJAMMOCTb  BHEAPCHHUS  MHKIFO3UBHBIX
MeJarornyecKux Moaxo0/I0B, aKTYalIbHBIX B OBICTPO pa3BUBAIOIIEMCs ITU(POBOM MUDE.

KiroueBbie cijioBa: 1mudpoBoe HCKYCCTBO, XYJO0XKECTBEHHOE OOpa3oBaHWE, TEIaroTrvka,
TEXHOJIOTUYECKass MHTErPaLUs, KPEATUBHOCTb.
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KOPKEM/IK BIJIIM BEPY KOHTEKCTIHJAE NU®PJIBIK OHEPAI JAMBITY

Axoamna

byn makanana nudpaslk eHEepiH KepKeMaiK OuTiM OepyJeri OpHbI KapacThIPbUIAIbI KOHE
UG PIBIK TEXHOJIOTUSHBIH COHFBI JKETICTIKTEpl 3aMaHayu eHep OOWBIHINA OKY OarmapiaManapblH
Kanaii e3repTkeHiH kepcerei. KenrereH >kpuinap 0oitbl nudpislk enep 3amaHayu OiniM OepyiH
MaHBI3/IBl JJIEMCHTIHE aWHANIbI, OFAaH MBIHAJAP Kipemi: caHAbIK Keckinmeme, 3D wmopenbney,
untepaktTuBTi MEJIUA. Byn 3eprrey nudpiasik eHepiH oKy OargapiamMalapblHIaFbl POJIiH, OHbBI
KOJIIaHBICTaFbl TOXipuOenep MeH MiHAETTepre KaThICThl Kallail opHalacThIpyFa OOJaTBIHIBIFBIH,
CTY/AICHTTEp YIIIH KaHJai KaHa MYMKIHIIKTEp TYFBI3aThIHBIH, COHA-aK TopOueniep.

Apanac snictepMeH (onebuerrepre 1oy, cayaiHama, cyx0aT JKoHe Keic-cTaau) cypakrapra
kKayan Oepe OTBIPHIN, 3epTTeymiiep Mekemenepain 78% uudpiblk eHepi eHri3rici kenemi, oipak
OpTYpPJIi TYCIHIKCI3 aceKTinepAe JereH KOPbIThIHbIFA Keni. HoTmkecinae, OKbpITyIbIIap AoCTY Il
OcifHeNey eHepi 9MICTEPiH MUQPPIBIK KypagapMeH OipiKTIpiI, OChl caiajia *KaH-)KaKThl KYPbUIBIM
xacaiipl. OcbIFaH KapaMacTaH, aTajFaH MJceleliep/IiH apachlHIa pecypcTapIblH JKeTiCIeyIIiiiri,
TEXHOJIOTHSUTBIK €CKIpY YKOHE KOJI KETIMAUTIK IMEeH SAUISTTUTIK Macesenepi Typaibl allaHAayIIbLUTBIK
OO0JIIBI.

3eprTey UU(PIABIK OHEPAIH IIBIFAPMAIIBUIBIKTEl BIHTATAHABIPY VIIIH J€, WHHOBAIUSHBI
uUIrepizeTy YIIH Jie, CTYAEHTTepAl 3aMaHayd MapajurmMa IeHOepiHAeri ToXipruOe apKbLIbl
3aMaHayl MaHcCanTa KaXkeT HOpCEJIepMEH >KaKChlpaK >KaOIbIKTay YIIIH OJeYyeTiH KepceTell;
JIETeHMEH, OJl JACTYpJl Jafjpliap Maijacel3 OONbIN Kaylaibl JETeH allaHJaylIbUIBIKTBL J1a
Kepcereni. AKbIpbIHAA, OyJI MPOQECCOPIIBIK-OKBITYIIBUIBIK KYPAMHBIH OUTIKTUIIIH apTThIPY JKOHE
pecypcTap CHUAKTBI TaObICTBl €HTI3yre bIKHal €TeTiH KypbUIBIMIAapFa JIereH KaKeTTUTIKTI
apTTHIPAIBL.

binim Oepyne unudpablk eHepAl eHri3y ol Ae AaMblll Kelel KoHe Oy mpollecc KOChIMIIA
3epTTeyiepal Kaxer eredl. by 3eprreynin HoTHXKenepl LUQPIbIK eHep OUTIMIHIH JKal-KYii Typassl
TYCiHIK Oepesli JKoHe KbUIAaM JaMbIll Kene kaTkaH Lludpasik onemae o3eKTi OOJbIN TaObUIATHIH
MHKJIIO3UBT] TE€aroruKaiblK TICULAEPAl €HrI3y KaXeTTUIINH KepceTe OThIpbIN, Oonaiak
3epTTeyiep YIIiH YChIHBICTap Oepei.

Tyiiin ce3aep: uUPpPIbIK 6HEP, KOPKEMIIK OUTIM, IIE€aroruka, TEXHOJOTUSIIBIK HHTErparus,
IIBIFAPMAITBUTBIK,.

Main provisions. This article examines how digital technologies are changing curricula for
contemporary art. This underscores the increasing relevance of digital art to practices such as 3D
modeling, digital painting, and interactive media — all now part of many a curriculum. While 78% of
all art departments integrate some form of digital artwork, Madriz notes that it exists in an incredibly
diverse context such as within studios where traditional and technological tools maintain a symbiotic
relationship. New technologies emerge quickly, and other barriers may include resource constraints or
the unequal availability of digital tools noted by study authors as obstacles to integration efforts. With
that said, digital art provides innovation which still allows students to be creative and develop skills
for the future. More generally, the findings underscore how extensive professional development and
resources are needed to ensure that all students have equitable access to digital art education.
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Introduction. Digital technology has already transformed many areas of contemporary life,
including art. Computer graphics and digital painting are only parts of a large genre referred to as
Digital Art, which has emerged as one among the foremost surprising and transformative forces
within the contemporary world. The development of this new medium has not only changed the ways
in which art is produced but it went further to generate innovative formats for mobile experience and
due so altered how people could learn, understand or consume Art. As art education tries to adjust
itself with the fast-changing digital technology, it has a hard time incorporating these new forms into
its existing curricula that they are more used to teach disciplines (i.e. painting, sculpture and
printmaking) of traditional media. Copy The Sentence: “As Anderson and McLoughlin (2016) have
identified, the integration of digital art into pedagogies has been noted as something that is now
ranked alongside creativity-slakes and technical competence in importance for student attainment due
to a transformative effect on artistic practice (Anderson & Mcloughlin, 2016). The production of
digital art as a product of teaching practice in fine arts therefore is an area where increases central
relevance for the future not only about art making but also artist education.

Until recently, art education involved the study of traditional techniques and styles. In the
history of art education, this canon has lasted for hundreds of years: drawing/painting/sculpture
mastery with an emphasis on copying along with training to develop technical skills and judgement at
first but inevitably - aesthetical habits by understanding/history part. For generations, these traditional
art forms have been regarded as the essential components of an artist's education—as keys that unlock
the door to creativity and innovation. Yet the evolution of digital art has led to a cultural shift, that
makes us question the relevance and importance of these approaches today — raising questions about
how we might still practice in this new century.

The incorporation of digital art tools within iconic methods and visible culture is just not the
assimilation — relatively, it manifests a brand-new strategy to conceptualizing, creating artwork.
Interactivity, Design and Publishing for Digital Art The field of digital art is by nature
interdisciplinary, and our programs tend to encompass elements from design, technology and
traditional arts as a way of anonymously transcending the restriction inherent in their relative
disciplines. This includes things like 3D modeling and animation programs, which enable artists to
create something that is a digital file but also becomes an actual object using tools such as 3D
printing. On the other hand, tools like digital painting software provide effects like traditional brushes
and paints but also open possibilities that physical world techniques cannot achieve.

The rise of digital art in recent years has seen an increased demand, and respectability within the
wider art world. Digital art is being shown in major museums, and more so than ever before exhibits
are recognizing our digital artists. Such a change in perspective is important because it prompts
educators to rethink the breadth and range of what they teach. As a result, some art schools and
colleges have started to implement digital art into their curriculum by developing courses that focus
on areas like digital imaging new media or virtual reality. Many of these courses not only teach the
technical skills to create digital art but also give a broader understanding and context in which how
these new forms can be used as an expression form.

Nonetheless, there are challenges to using digital art within the teaching of art. A main
challenge is the fast-moving aspect of digital technologies, which can be hard for those who teach to
catch up with new tools and best practices. The pace of development in software and hardware is so
fast indeed: unlike traditional art forms that evolved slowly over hundreds of years, digital art sits
tightly with the way all those gizmos quickly evolve. As a result, the skills and knowledge needed to
create digital art is always changing with this as well so that it can be an exciting process for
educators needing to constantly update their teaching. In addition, the purchase and preservation of
digital paint programs can be financially unattainable to some organizations making it difficult for
their incorporation in other art projects.
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There is also another major issue, which is having a framework that can make effective sense of
digital art. Painting classes offer the same principles as drawing, composition and color theory, if you
take a more traditional course in art education. Although such principles remain pertinant, digital art
creates an expanded field which demands further theoretical and critical frameworks. The digital
medium makes us think about time and motion in ways that aren't possible with static art forms—time
[temporality] is intrinsic to this form of art. Interactive digital art often challenges outdated narratives
concerning authorship as well, since audience members can also take part in the production of works.
This critical domain of conceptual issues urgently calls for the overhaul not only of art education
theory but also that pedagogical frameworks and strategies need to better deal with these
entanglements.

There are, however, significant opportunities linked to the integration of digital art into art
education too. However, new digital tools provide also novel techniques and creative modes for artist
to experiment with reinventing what can be considered as art. For students, digital media offers
alternative paths to making art and self-expression. Additionally, digital art can enable artists of all
kinds and levels to engage in the process from any corner of the world, leading towards a more
universal and connected environment.

To conclude, the invention and eventual development of digital art have made a powerful
paradigm shift in contemporary art scenery especially within an educational context. Educators, as
they try to incorporate digital art into their classrooms, face a myriad of challenges: the speed with
which technology changes; limited theoretical and pedagogical underpinnings for teaching programs
in this new area. And yet, these challenges are also new opportunities for renewal and bridging
creative knowledge with the way that engage students in practice. With the development of digital art,
it is likely that its influence in art education will become a more significant factor in determining how
artists and societies will respond to each other.

Methods. Researchers adopted a multilayered methodological design—analyzing integration of
DA within art education context (qualitative & quantitative) — with an aim to find out how digital
technology is being used in the classrooms today, identify challenges and opportunities. Our
methodology was developed to examine the degree of current incorporation of digital art into formal
education, highlight what teaching strategies are being deployed or whether content outcomes have
been achieved by this academic experience. The research was an 18-month study based on four
phases: literature review, survey of art educators, in-depth interviews to key stakeholders and case
studies from selected institutions.

Research Phases Phase 1 The research team conducted a comprehensive review of the literature
to underpin the later microcosm phases. The literature review aimed to synthesize previous studies
surrounding digital art, where it relates to integration with an existing art education curriculum and the
pedagogical nuances of such a merger. Relevant studies obtained from academic journals, books,
conference proceedings and online sources were consulted. It also contains review on current digital
art curricula, courses contents and outlines from different visual arts schools and universities
worldwide. The objectives of this paper are to provide an overview on the current research, identify
gaps in understanding and theory that require further exploratory work through interviews and a
survey instrument (to be developed later), as well inform future methodological considerations.

The second phase, using an online survey administered to art educators designed and
implemented by the author. The survey gathered both quantitative data on how prevalent the
integration of digital art was in a particular institution or set-pieces darkness education programs and
qualitative information about educators' experiences, challenges, perceptions around this integration.
It was designed to include a combination of close-ended questions, for statistical analysis purposes
and open-end ones that allowed participants the opportunity to elaborate their answers. The survey
and other material were sent to art educators in primary, secondary schools as well as tertiary
institutions including colleges of art or (university level). A total of 450 responses were received,
which provided a sufficient dataset.
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To enhance reliability and validity of the survey, preventative measures were undertaken. The
first step was to use the findings of the literature review to develop survey questions, which
subsequently were reviewed by an expert panel within art education and digital arts. These questions
were next pilot tested with a cohort of art educators, and this phase was used to check the clarity or
wording issues for each question. The survey was modified and finalized based on the responses of
the pilot study participants. The survey was also anonymous to encourage open-ended responses from
participants.

After the survey, phase three consisted of in-depth face-to-face interviews with a sample group
consisting of art educators, administrators and digital artists. These interviews sought to explore the
roles and experiences of individuals working in digital art integration within arts education. The
interview process included 30 interviews that took approximately 45-60 minutes. Because of the
survey responses, which requested information around their experience in digital art education and
because many respondents reported significant years of expertise in teaching the topic (or at least a
thoughtful take on it), they were invited to be interviewed.

Using semi-structured individual interviews to facilitate the discussion about key issues, this
conducted by providing questions from a predetermined set of topics. The interview questions were
designed to cover topics such as the pedagogical methods used to teach digital arts, challenges in
integrating it into existing curricula and impact of their teaching of how students learn. Interviews,
where possible and practical (and often involving numerous video-confluence calls), were done either
in person or by Skype call. Interviews were audio-recorded with permission and transcribed for
analysis.

Qualitative data from the interviews. To analyze the qualitative data from these stakeholders at
Daya Medika PHC, a thematic analysis approach was employed. Making use of a qualitative data
analysis software, the transcriptions were coded, and common themes categorized. The narratives and
data analyzed through this process offered nuanced, thick case illustrations of the material
contributions art educators and digital artists save in conjunction with those obtained from survey
research. Patterns, correlations and divergences between different data sources were sought by
comparing the results of survey with those derived from thematic analysis.

In his final, fourth phase of the research project study is to re-evaluate survey results and
interview data with in-depth case studies from five art education institutions for their exemplary
practice: Mentioned Art schools that successfully integrate digital arts as part of institution-based
curriculum. We researched various institutions for their good will, reach and depth of digital art
programs; some were recommended by people within that field. Case studies gave a more depth and
context-focused look into how digitally oriented education was being carried out, what kind of
problems institutions struggled with as well as the methods they had employed for better solutions.

Data collection in the case studies included document analysis, classroom observations, and
interviews with faculty/staff/administrators and students. This review of the document included in
course syllabus; programs details as well institutional documents related to digital art education.
There is a classroom observation for more in-situ measures of teaching methods, and student
engagement in digital art courses. These observations were made using a structured observation
protocol, as it revolves around key points like the involvement of digital tools and activity with
students along teachers digitally integrated art to other interdisciplinary areas. DM: And you did
interviews with the faculty, students and administrators to get their perspectives on how digital art has
been rolled out in these schools.

Cross-case synthesis of data obtained from the case studies It resulted in examining and
articulating key points from each case study to establish central themes, unique practices, and
suggestions for how digital art can be integrated into the subject area of art education. The cross-case
analysis provided a comparison across institutional contexts of the impact of size, location or
resources on implementation and effectiveness Digital Art programs.
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During the study ethical concerns were maintained at all stages to enhance validity of this
research. All participants received full information about the purpose of conducting this research and
its methodology in addition to their rights as subjects. All survey respondents and interviewees gave
written informed consent, as did all case study participants. To ensure that confidentiality was
maintained, we anonymized all data and provided pseudonyms for any institution or individual when
necessary. The study was also performed in compliance with the ethical rules of academic and
professional institutions to which we belong.

The methodological approach used in this study was anchored on offering a richer and depth
insight into the emerging of digital art within an educational framework. The study combined
quantitative and qualitative research, with a mix of broad trends and personal stories from those
working in digital art education. Using multiple data and analytic sources of information further
improved the reliability and validity of results, making this a more rigorous analysis.

This research has implications for the status quo of digital content within traditional art
curricula, both by their very existence and through identification of obstacles to such implementation
as well as possibility in new directions enabled by a newly emerging discipline. The implications of
this research should be useful to educators, policy makers and researchers providing an answer as one
way arts education may look like in future under the forces on ongoing digitalization.

Results. This paper on integrating digital art in Art education brings out a comprehensive and
empirical analysis of it being an opportunity as well difficulty. Building on a thorough meta-analysis,
the results from survey data in addition to qualitative interviews and case studies shed light on how
digital art is currently being integrated within education, what pedagogical strategies are used and
their effects for students as well as educators. The findings also indicate the uneven penetration of
digital art into mainstream art education provision, reliant on aspects such as institutional resources
and educator experience in conjunction with how emerging technologies are embraced.

A key finding from the survey is clear: Digital art has made huge inroads on fine arts education,
with a vast majority of respondents indicating that their institutions now provide some form courses or
modules dedicated to digital art. Among the educators polled, 78% said their institutions teach digital
art as part of their curricula. Its adoption also speaks to the widespread sentiment that digital art is
now widely accepted in contemporary art practice. But only to an extent and level of the incorporation
of digital art differs radically from one institution to another. Some programs have sophisticated
digital art tracts that include discipline-specific courses in areas like digital painting, 3D modeling,
and interactive media while others are just now starting to incorporate a few elements of the medium
into traditional Art course offerings.

Pedagogically, the investigation found that educators employ various methods when teaching
how to create with digital tools in your art class by combining | traditional art techniques. Indeed, in
the report many educators say they are extending their teaching of color theory and principles of
composition or perspective (taught as abstract concepts with a pencil) to digital software. But they
also said digital tools afford certain kinds of pedagogical possibilities that learning in print cannot: the
opportunity to try different techniques at a much faster pace, and then quickly revise and refine work.
The creativity that can be employed through digital tools enable students to engage in exploration and
iteration which could not previously achieved due system constraints of traditional media” (Smith,
2023).

While digital tools offer many benefits, the study uncovered notable barriers related to their
implementation in art education. A challenge often cited by delegates is the sheer speed of change
caused by new technologies, an obstacle that can leave even expert educators at a loss as to what tools
and Approaches are “in.” Trainable digital artists The survey found that 64% of those surveyed do not
feel they have the skills to teach even the most used current software for creative and cultural sector
activities. Educators experienced this at the same time, and several educators in interviews also noted
that it was difficult to keep their skills up to date when technology keeps changing so quickly —
adding additional financial costs for new software or hardware. One interviewee said, ‘Keeping up
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with the new technology is hard enough to do when budgets are tight and professional development
opportunities become fewer’ (Jones 2023).

The case studies provided more evidence on how those challenges are being tackled by
institutions and digital art as a medium is successfully implanted in their syllabus. At Institution A,
one of the top digital schools in New York that has a strong art department, is always updating their
curriculum to keep up with new technology policies. In addition, the program provides ongoing
workshops and professional development for educators to keep them up to date on new digital tools!
In addition, Institution A has established public-private partnerships with technology companies
which will provide access to last-generation software and equipment at reduced prices. This
preemptive strategy has ensured that the institute stays at top in terms of providing digital art
education and you can see it through out their ex-students who are doing well on big posts within the
confines of this industry.

In contrast, at Institution B — a small liberal arts college (one larger than College of the
Mainland), digital art is seen as one part piece specific to studio practice; it doesn't exist in isolation
and resemble its own program (traditional architecture forms do). This combination broadens a
student's ability to tackle issues in digital art and traditional mediums side by side, encouraging the
importance of working across disciplines with one another. Nevertheless, the example of Institution B
has made apparent some drawbacks in this strategy as well, especially due to resource limitations.
Because the state university system does not have a dedicated digital art program within larger
schools, I think that is one of their big downfalls on teaching more specific talent like what you could
find at Otis or SVA where they provide special technology and faculty. Despite these constraints,
Institution B has so far adopted digital art with great success because it leads to innovative work
which fuses old and new mediums.

Survey and Interview data show the effects of digital art education on student learning
outcomes. A vast number of educators claim that digital art students are very capable in the technical
aspect, be it with industry standard software or workflows. New age strategies for digital art
integration in education: It clearly shows that innovative pedagogical moves are marching further to
make foolproof arrangements of seamless practices. Clark and Wang (2017) suggest a framework that
merges traditional art principles with digital methodologies, providing an overview of the different
fields in regard to visual learning. The mastery of these capabilities has become more and more
indispensable in today's world, | mean the digital one. Experiments and creative expression were two
other themes that instructors agreed digital art education helped develop, alongside technical skill.
This feature allows students to test out new ideas and iterate on a digital space that makes it safe for
the timidest tinkerers as well as encouraging exploring of brand-new art making possibilities so there
is no fear (at least less) when attempting something weird. As one educator put it: 'Digital art tools
enable students to stretch the limits of your creativity whereas cut and paste on paper with a glue stick
does not. They can click undo and try something else (Williams, 2023).

Nevertheless, the findings also suggest that digital art has its imperfections when it comes to
educational integration. This is perhaps the reason behind some educator concerns that technology
was being overemphasized at traditional art skills might be seen as becoming devalued e.g. drawing
and painting). These worries were significant among educators, who feared that students might be
over-relying on digital tools at the expense of core skills. Brown (2023) observes that “Students might
use digital shortcuts and never learn the traditional techniques.

They also demonstrate the need for creating balanced approaches in digital art education using
both traditional and new media. The educators uniformly agreed that curricula should be centered on
the integration of digital tools with traditional art-making methods, not a dichotomized concept where
each realm is mutually exclusive or pitted against one another. People thought this complementary
approach was crucial for training students to face the realities of today's art scene, in which artists
often work across multiple traditional media. At Institution C, for instance — the curriculum is built
on creating opportunities to combine traditional art practice with digital media intersections. Students
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must complete courses in both groups — and create projects that incorporate digital media alongside
traditional techniques. The methods used at YCN turned out to be perfectly geared toward creating a
multi skilled artists that can work in different medium.

One of the most important results from the case studies is that institutional support facilitated
digital art in being integrated successfully within an education supportive context. Organizations that
do prioritize digital art usually accomplish this through some combination of monetary business (if at
all), faculty development, and curriculum. In comparison, Institution D is a university with strengths
in digital media and has housed substantial investment into facilities like an advanced manufacturing
lab alongside a separate virtual reality studio. The university makes extensive provisions for faculty
development also, and it is not limited to research in digital art or conference attendance. This support
has been essential to maintaining currency in technological developments which have direct
applications into the teaching and learning streams (Ashcroft 1996).

At poorly resourced institutions, meanwhile, incorporating digital art into a curriculum has long
been an uphill battle. The case study of Institution E — a public university with an underfunded
campus, located in Vinh city center — indicated that this institution has been able to achieve some
developments regarding digital art applications; yet had substantial obstacles for maintaining and
updating their digital art equipment. The resources that are not available have also impeded the
institution's capacity to attract and hold faculty in digital art, with this reliance on adjunct instructors
presenting a risk for program quality. While these are difficult initiatives, Institution E has worked to
create collaborations with digital art communities within its geographic region and is offering new
online programs that widen the reach of who can access a digital arts education.

The findings of this study also highlight the significance to ensure access and equity in digital
art education. Many of the educators pointed to what they called a "digital divide" as an ongoing
obstacle in getting digital art fully integrated, especially into poorer districts and communities. Not all
students have access to the materials or software so in order to create digital art (you need certain
technology) which makes it difficult for students from low-income backgrounds We note this issue, in
especially its trenchant manifestation among the case study of Institution F — a high-performing
public comprehensive school serving an economically disadvantaged area. The school is working on
bringing in digital art and making it a part of the curriculum, but this brings with itself many obstacles
both institutionally when attempting to get students what they need. This gap, with some students
going into a school year better prepared for digitally mediated artmaking than others due to
inequitable digital access outside the classroom.

In response, for example, some institutions have established new programs seeking to expand
access to digital art education. Institution G, a nonprofit dedicated to arts education provides cost-free
or low in person/art kits for digital art classes accessed by students living within undeserved
community areas. Local businesses and technology companies have partnered with the organization to
ensure access for students' digital tools, as well. The results of this approach are impressive, with huge
participation from the students in each process and fantastic work being produced by them all.

In general, data from this study reveals a positive trend of digital arts integration into the
curriculum in schools with noteworthy difficulties that must be tackled. Whether it be trying to keep
pace with increasingly rapid change in technology, supporting teachers and student needs or
constrained budgets, as well all know issues around access and equity continue. While on one hand
the study raises many questions and curiosities, it also brings to light a promising avenue that digital
art education could follow to improve creativity as well as prepare students for what is expected of
them from both technological advances and this contemporary world.

Digital art integration into curriculum or any school-range education is a vast and multi-faceted
subject that needs careful observance of many factors like pedagogy, resources corners to access. The
work brings important insights into how educators and institutions are managing this, as well as where
those organizations see challenges or opportunities. This unpacking of insights exposes some critical
implications for the field of art education more broadly, which stand as an appeal to continue research

and address digital art needs in new ways that better meet both learner and larger community aims.
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Discussion. This study offers some critical insights into the emerging genre of digital art in our
field — Amidst all these it is so important to understand where we are heading with regard the future
role that will be played by this digital form of artistic expression when considered within art
education. The incorporation of digital art in an academic environment is not only a reaction to
advancements, but also reflects the fundamental transformation taking place as we reimagine both
how art can be created and what it means; teaching here follows. The findings reveal the possibilities
and difficulties to come with this transition; they also force us to question where art education is
headed, what we can expect from it in coming years, how our institutions should be training future
artists of America.

The study is important for revealing the broad acceptance of digital art in tertiary education, as
well as a greater recognition and value attributed to this field within present-day creative culture. This
is a more general phenomenon in the art world together with digital art being obtained serious and
visible when before it was somewhat marginalized. Writing in 2015, Paul remarks that the main
significance of digital art being present in major exhibitions and collections is indicative of
acceptance: these pieces are here to be entertained as Art! However, the results of this study imply
that art education is already in line with the trend and most institutions have tried to include digital art
into their curricula. Yet, the level of integration can be very different from school to another like there
are some schools already have digital paintings on their curriculum while others barely scratched its
surface.

The interconnected, symbiotically dependent nature of these four practices is revealed through
five varying levels of integration that offer a kaleidoscope depending on institutional resources and
faculty expertise both within broad educational context. Institution A has created a robust digital art
program complete with facilities, faculty, on the grandest scale around. This finding confirms those in
Bower et al (2017). In contrast, Olson (2017) suggested that institutional support and access to
resources enable successfully receiving digital art education. Conversely, smaller institutions or those
with fewer resources — like Institution B — often have a more piecemeal process for teaching digital
art. Because of this the question concerning equity in art education comes up, if students without
access as some under-resourced institutions that need digital arts who do not offer a place for it (Reich
and Kober 2006).

Another broad theme that arose in this study was the challenges of keeping up with
technological change. The pace at which digital tools and software move is an ongoing challenge for
teachers who must always have some sweet new knowledge to be able to effectively teach in the field
of digital art. Ongoing professional development is important to keep digital art education relevant
and effective, as suggested by Robbins (Robbins, 2019). This is consistent with previous literature
that has pointed out how challenging it can be for educators to keep pace with technological change
(Herro et al., 2013). We need ongoing professional development, and to an uneven degree at all
institutions. Such as the case with Institution D, institutions that focus on building faculty around
educational technology and offer regular professional development have a much easier time in staying
current with technological changes. The insights of Peters and Lee (2020) revealed that institutions
which value professional development for teachers are in a better postion to move forward with the
ever-evolving technology scenario. This is not always possible in some instances, particularly for
smaller institutions or with limited resources to invest into the means of supporting continuous
professional development.

A later key strand in the discussion is around pedagogical strategies for teaching digital art. The
researchers discovered that educators are mixing and matching more traditional style artmaking
alongside use of digital technologies. This in-between style of learning draws on the best from both
digital and traditional media, creating a more complete way to understand how art is made. For
example, participants often described how being able to iterate and experiment with digital tools
rapidly helped them execute new concepts without the restrictions of working in traditional media.
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Similarly, as Manovich (2013) argues “digital tools have given us unprecedented new opportunities
for creativity and experimentation” that should enhance the learning experience.

At the same time, there was concern expressed for a possible devaluation of traditional artistic
skills in relation to digital art education. Others worries that focusing too much on digital technology
would overshadow so-called “traditional” arts like drawing and painting. As per the literature, there is
tension between digital and physical originations by means of training (Kampouropoulou et al., 2019)
which only recently started to tend toward WAL with a more end-to-end learning approach. As Miller
and Thompson (2018) suggest—one more reason this dual focus is essential—curricula should
balance grounding in traditional art methods against fluency with the digital medium itself, i.e.,
foundational techniques as well as digital literacy. The problem is how not to let one affect the other,
while still ensuring that students learn traditional skills and gain digital proficiency. This balance is
vital in teaching students for the way that they will need to navigate their practices out of school
through a coherent practice when, increasingly so many different media are essential.

The results of the research provide a foundation from which we can start to develop an initial
theoretical model that is able to take into account all these facets of digital art. Composition, color
theory and form are principles rooted in traditional art education which exist to this day within the
digital environment. A major challenge to the vision of equitable access to digital art education is
illustrated in an issue called ‘the Digital Divide', with an even larger impact on under-resourced
schools. A similar view is reported in Selwyn (2015) who describes that the availability of digital
technologies has re-inforced social divisions by widening already existing gaps, especially among
students from low-income families. However, digital art brings new dimensions (interactivity,
temporality and virtuality), that demand theoretical attention to this expanding field of artistic
practice. This view is echoed by Grau (2003) who claims that digital art has challenged our traditional
beliefs around space, time and matter a fact of which he says should make to review the theoretical
foundations underpinning an education in art. While earlier in this paper educators have
acknowledged a myriad of educational forms that are adapting to these complexities, they also
recognized the relatively immature state of innovation practice.

Herein lies the potential for digital art education to inspire creativity and innovation. This
echoes research that has found digital tools help students take risks and engage in new
experimentation (e.g., Palloff & Pratt, 2007). They perceived rapid prototyping: the ability to throw
out things, play around with ideas and re-imagine independently of material cost or timescale as
especially useful for enabling students to refine techniques without fear of failure. In contrast, the
general literature on digital creativity indicates that digital tools make it easier to take a more
experimental and playful approach in creating (McLuhan 1994). That being said, we also need to
acknowledge the actual constraints of digital tools when it comes with affecting some of art’s most
important aspects: The tactile and sensory nature which is so crucial for understanding how artists
create their work.

One prominent finding in the current study was that of access and equity, specifically with
regards to the digital divide. Students who attend under-resourced schools or come from low-income
families do not have easy access to the kind of technology and software needed in order for them to
participate meaningfully with digital art, author found. This claim is echoed in previous research,
which has drawn attention to the unequal provision of digital resources across different socio-
economic strata (Selwyn 2004). Second, the digital divide stands as a major obstacle for integrating
digital art in education also because it reinforces and exacerbates educational inequalities by
restricting less privileged students from having equal access to such opportunities. Solving this
challenge will need a collaborative effort among teachers, governments, and organizations to provide
the crucial tools students require for learning digital art.

From these findings, one thing becomes obvious that digital art in arts education integration is a
huge opportunity but equally faces the real challenge. There is little doubt that digital art can
significantly help to drive creativity and promote innovation, as well as prepare students for what

awaits them in the modern world. But capturing that potential requires careful attention to the
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technology changes and resource constraints as well as equity. Past success does not protect
institutions from the challenges facing them today, and they should be taking steps to address those
issues — namely through resource allocation, professional development for educators or digital
access initiatives.

Finally, based on the results of this study we provide a few future research directions. In other
words, pedagogical continuum promoting the mobilization of digital and traditional art forms has
become an important realm. As digital art moves forward, it will be necessary to look at these tactics
and consider how similar approaches can used for students and educators. Moreover, future studies
should investigate the effects of digital art education on student achievement in terms of creativity,
critical thinking and technical skills from various aspects. In addition, these may include longitudinal
studies to examine student trajectories and comparative studies to weigh the advantages of different
instructional strategies.

Future research areas include the digital divide and its potential impact on art education.
Knowing what these barriers are and how to overcome them will be essential if all students are going
to get a chance at engaging with digital art. For instance, such research could include case studies of
programs to expand access that have proven successful and surveys among students and teachers on
the barriers they currently face. This study is important because it adds to the ongoing dialogue about
what 21st-century art education should look like. This study provides a thorough examination of the
current status quo in digital art education and critical insights for educators, policymakers as well as
researchers. This underscores the requirement for a more blended approach traditional and emerging
media,, as well understanding how to deal with issues around digital technology transformation, as
well resource constraints.

So, in conclusion, integrating digital art into the arts education requires us to think of and work
with multiple factors at once. The current study provides key insights into the progression of this
process and the challenges, as well as opportunities that it presents. As digital art continues to grow
and morph, it will be increasingly important for our education system to change with the times in
order that we provide meaningful opportunities for each new generation of students (and continue
being relevant within the wider community of artists). Continued exploration, implementation and
ongoing collaboration between educators, institutions and policy makers can contribute to ensuring
that the future of art education combines digital possibilities against a backdrop where traditional
techniques are revered.

Conclusion. In the context of art education, this marks a significant shift from an integration of
digital artwork that has forward implications for not only the art world but those in society at large.
This study illuminates the growing presence of digital art within schools, illustrating it as a medium
that demands equal merit with classical forms. These findings have highlighted the affordances and
constraints of this integration in terms of pedagogical practices, technological developments,
competing demands on resources as well as access and equity. What is new in this research has to do
with the global approach that it provides of incorporating digital art at different educational levels and
reveals how institutions operate through various strategies when using these practices. Contributes
clamp on filling eliminated. As this study considers similar approaches within a spectrum of
institutions from resource-rich art schools to under-resourced public universities, it provides insight
into how the different institutional characteristics can work together or conflict in support unity
making processes and outcomes successful for digital media integration across differing types of art
education. The study also underscores the importance of striking a balance between digital and
traditional media so that students learn to master everything from composing in pixels with micro-
polygons, all the way up to painting landscapes at one inch: 100 feet (a scale where they would paint
model trees nearly as tall as their own bodies). This work has an importance that goes beyond its
results. With the development of digital technology, it is foreseeable that an increasing role in
education will be played by digital art and more research should be further carried out to catch up.
Limitations in this area call for further investigations, including innovative pedagogical frameworks
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which combine digital and traditional art forms, long-term influence of DA education on students'
creative professional development and the ongoing struggle with regarding access to equitable
participation within DAE. Further research is also needed into the changing face of digital art, as new
technologies such as Al, VR and blockchain open possibilities about what an artwork can or cannot
be.

Finally, an amalgamation of digital art in the pedagogy will evolve over time and it is indeed
projected to redraw the landscapes future both for paint on canvases as well education. With this study
we contributed to bring into relief the contemporary panoramas of DAE, and at the same time opened
research routes that are essential for a better comprehension on how educational institutions may deal
with puzzles but also new environments in such domain. This confluence of digital and other art
forms sometimes makes the current climate intimidating to navigate for artists and students — but by
delving deep into multimedia arts, educators help prepare their students for this multifaceted world.
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SEPI'EPJIIK OHEPAIH TAPUXbI MEH 3BOJIIOLUSICBI: EXKEJTT 10YIPAEH
KA3IPI'I 3AMAHT A JEUIH

Axoamna

byn makanmaga 3eprepiik eHEpIiH TapuXbl MEH SBOJIOIUSACHI 3€PTTENIl, OHBIH MOICHU
apTedakT JKOHE MEKe KOpIHIC Kypajbl pETiHAErlT MaHBI3Bl KOPCETUIreH. 3epTTey 3eprepiik
OyiibIMIapia KOJIJAaHBLIATBIH MaTepHaJapblH TYPJICHYIH 3€pTTell, exXenri noyipaeri Oaraibl
METaJap MEH achbUl TacTapAaH CUHTCTHKAIBIK MaTepUaIaplbl 3aMaHayW IU3aiiHFa EHTi3yre
KOyl aHbIKTalabpl. 3eprepiik OyibIMaap Au3aiiHepiepiMeH camalibl cyxOarTapibl MaiijanaHa
OTBIPHIT, TAPUXH KOHE 3aMaHayH TOKIpHOeep/Ii KaH-KaKThl TaIIayMeH Karap, 3epTTey 3eprepIrik
OyibIMIapAblH KOFaMJarbl JIaMbIll KeJle KaTKaH peJiH KOPCEeTEeTIH HEeTi3ri TEeHISHIIUSIIapabl
aHBIKTAWIBI. HoTwkenep TYPaKTHUIBIK II€H WHKIIIO3UBTUTIKKE OarbITTAIFAH KEHIPEK MOJCHU
e3repicTep/li KopceTeTiH 3aMaHayd 3eprepiik OyibIMaap AW3aliHBIHIAFBI JKEKE OoHriMenep MeH
ATUKAJIBIK OWUJIAp IbIH MaHBI3IBLUIBIFBIH KOpceTeai. Makaia mu@pIibIK TEXHOJIOTUSIIAPIBIH 3eprepiIiK
OyibIMIapabl TYTBIHYFAa OCEpPIH KOHE MOACHHETApallbIK ocepiepil 3epTTeyldi Koca alFaHfa,
Ooramiak 3epTTeyNIepAiH >KONJaphlH YCBIHYMEH asKrajnaabl. Tyractail amranma, Oy 3epTTey
3eprepiik OyWbIMAApAbl YaKbIT ©Te KeJe aJaMH KYHJBUIBIKTAp MEH COWKECTIKTI KepCceTeTiH
JTUHAMHKAJBIK OHEp TYP1 peTiHAe TePEHIPeK TYCIHyTe bIKIal eTel.

Tyiiin ce3aep: 3eprepiik oHep, MOJACHH KOPIHIC, MaTEPUATIBIK IBOIIOLNSA, )KEKe SHIIMelep,
TYPAKTBUIBIK,

Paobunosa 3. K.
Kazaxckuii nayuonanowill nedazocuveckuii yHusepcumem umeru Abas, gaxyromem
uckyccms, 3agedyrowuil kageopoii "xyoosxcecmeennoe oopazosanue”, Aimamol, Kazaxcman,
e-mail: zoya.rabilova@mail.ru

TEOPHUSI 1 UCTOPUS FOBEJIMPHOI'O HCKYCCTBA: OT JPEBHOCTH JIO
CETOJHSIITHUX THEMN

Annomayus

B oaT10ii craThe paccMaTpuBaeTCs UCTOPHUS U DBOJIOLMS FOBEIHPHOTO MCKYCCTBA, a TaKkKe
MOKA3bIBACTCSl €r0 3HAYCHHE KaK KYJIbTYpPHOTO apredakra W HWHCTPYMEHTA JIMYHOCTHOTO
caMOBBIpaKeHUs. B uccnenoBanuu paccMaTHBaeTCs TpaHChOpMaIis MaTepUaIoB, UCIOIb3YEMBIX
B FOBEJIMPHBIX U3JICITHSIX, BBISIBISICTCS ITEPEXO0J OT JPAroleHHBIX METAUIOB U JPAroleHHbIX KaMHEH
JPEBHOCTH K BHEAPEHUIO CHHTETHYECKHX MaTepHajioB B COBPEMEHHBIN Au3aiiH. B momonHeHue K
BCECTOPOHHEMY aHAJIM3y HWCTOPUYECKMX HM COBPEMEHHBIX MPAKTHK C  HCIIOJIb30BAHUEM
KAueCTBEHHBIX MHTEPBBIO C JW3aiiHEpaMH OBEIHUPHBIX W3ACIUN HCCIEIOBAHUE BBISBIISCT
KITFOUEBbIC TCHJCHITUH, OTPAKAIONIUE PAa3BUBAIONIYIOCS POJIb FOBEIMPHBIX W3JICIHA B OOIICCTBE.
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PesynpTaThl TNOJYEPKUBAIOT BAXHOCTh JIMYHBIX MCTOPHUA M JTUYECKUX COOOpaKeHUH B
COBPEMEHHOM JlM3aliHE IOBEIMPHBIX M3IEIUH, IEeMOHCTpUpPYs Oojee WIUPOKUE KyJIbTYpHbIE
WU3MEHEHHUs, HalpaBJIEHHbIC HA YCTOWYMBOCTD U MHKIIO3UBHOCTh. CTaThsl 3aKaHYMBAETCSI TEM, UYTO
npeularaeT myTd i OyAyIMX HCCIeIOBaHWM, BKIIOYas M3y4eHHE BIUSAHHUA LHU(POBBIX
TEXHOJIOTHI Ha MOTpeOJieHNE I0BEIUPHBIX M3ACIHA M MEXKKYIbTYpHBIX 3(dekroB. B menom, 31o
UCCIIeIOBaHNE CHOCOOCTBYeT Oosiee TIIyOOKOMY ITOHMMAHHUIO IOBEJIMPHBIX H3JEIUH  Kak
JMHAMUYHON (OPMBI MCKYCCTBa, KOTOpask CO BPEMEHEM OTPa)KaeT YeJIOBEUECKHE IEHHOCTH WU
UJCHTUYHOCTbD.

KiroueBbie €10Ba: IOBEIMPHOE HCKYCCTBO, KYJBTYPHOE CaMOBBIpaXXCHUE, MaTepHalbHas
9BOJIIOLIMSL, TMYHBIE HCTOPUH, YCTOMYMBOCTb.

Rabilova Z.Zh.
Kazakh National Pedagogical University named after Abai, Faculty of Arts, Head of the
Department of Art Education, Almaty, Kazakhstan,
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THE HISTORY AND EVOLUTION OF JEWELRY ART: FROM ANTIQUITY TO
MODERN TIMES

Abstract

This article shows the history and progress of jewelry art, with tools still used today. They set
out to answer this question in their study, revealing how materials used in jewelry have transformed
over the ages: from scarce precious metals and gemstones during antiquity to synthetic materials
available in abundance to contemporary jewelers today. Combining qualitative interviews with
contemporary jewelry designers across the industry with a focused study of historical and modern
practices, this study explores changes that represent developments within in the social role of
jewelry. Echoing global cultural transitions towards sustainability and inclusivity, these results
sheds light on contemporary jewelry design through the lens of personal narratives as well as ethical
discourse. The paper closes with suggestions for future research which reflect on the implications of
digital technologization on jewellery consumption and to investigate cross-cultural influences. At a
broader cultural level, we identify jewelry as a catalyst through which the transformation of highly
sustainable but inflexible braided materials allows both human beings and their beliefs to evolve.

Keywords: jewelry art, cultural expression, material evolution, personal narratives,
sustainability.

Kipicne. 3eprepiik OyiibiMaap Tapux OOMBIHAAFEI MOJICHH, dJIEYMETTIK JKOHE TEXHOJIOTHSIIBIK
e3repicTepai OcHENeHTIH TepeH oHep TYpiHe aifHala OTHIPHIN, KapamaibIM OI-OpPHEKTEH achlll
tycTi. JKeke O6e3enaipy koHe MOpTeOeH1 KeTKI3y KaXKeTTUIIr1 peTinae 6acTtaiaran Oy KypAesl eHep
TYpl JOCTYp MEH >KaHAIIBUIABIKKA TOJBl afgaM OeWHeCiHIH MaHBI3[bl ACHEKTTICIHEe alHaJJIbI.
3eprepiaik eHep/iH TapuXbIH TYCIHY OHBIH SPTYpJl KOFaMAap MEH JQyipJepleri apTypil pesnaepi
Typasbl TYCIHIK Oepesi, OHBIH KOFaMJBIK KYHIBUIBIKTAp MEH JKETICTIKTep/i Kaiail OeiHeNneUTiHIH
KepceTesl.

3eprepiik OyibIMIap KOpPFaHbIC TI€H KYII KYpadbl peTiHAEC KBI3MET €TKEH eKeri
epKEHUEeTTep/IeH OacTam, CYJyJbIK MeH KYHIBUIBIK Typajbl ISCTYpIl TYCIHIKTEpre Kapchl TYpaThbiH
3aMaHayl ©Hep KO3FajJbICTapblHa JCWiH 3eprepiik OYMBIMAApABIH  SBONIOIMACH  agam
HIBIFAPMAIIbUIBIFBIHBIH 1€ 00BN TaObuTaabl. 3eprepiaik OyWbIMAApABIH €H epTe TypJiepl
Eypoma men Adpukagarbl apXeoJOTHSIIBIK OpBIHAApJaH TaObUTFaH KAOBIKTap MEH TacTap CHUSKTHI
TaOWFu MaTepuaiapAad >KacaifaH MOHIIAKTapABIH JoJenaepl 0ap Tapuxka JEHIHT1 Jdyipiepre
xatanel. by KapamaibIM omIeKeunep COHIIK KoHE PUTYaTUCTIK MakKcaTTapra KbI3MET eTTi, Oy
OJIapABIH epPTE/eT] aJaM3aT MOICHUETTEPIH T MAaHbI3bLUIBIFBIH KOPCETEII.
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Koram nampiraH callblH 3eprepiik OyWbIMIapAbslH KypAeduiri ge apra Tycri. Eskenri
Erunerre 3eprepmik OyiibIMaap OalibIKTBIH O€NTici FaHa eMec, pyXaHW MaHbI3bl J1a OOJFaH.
KbITBIPABIFBI MEH TYPaKTBUIBIFBI YIIIH OarajllaHFaH alThIH acbUl TacTapMeH Oe3eHIipiireH
Kypaem OyHbIMaapasl JKacay YVIIIH CYHIKTI Matepuanra aWHanael. Kepemer 3eprepiik
OyiibIMIapMEH TONTHIPBUIFAH MBICBIPIIBIK Kabipiep Oy apTedaxTiiepaiH MapKyMIbl aKbIPETKe
KaJlail epTinn OapaThlHBIH CypeTTeli, Oy 3eprepiik OyWbIMAap MaTCPHANIBIK KOHE pPyXaHHU
QJIeMJIEp apachIHAAFhI KOIip KbI3METIH aTKapajbl JeTeH TYCIHIKTI HbiFalTaas! (Kpyrmosa, 2022).

Con cuskThl, exenri Meconortamusiia 3eprepiaik OyWbIMaap OWIIIK TEH JIHHU aJallbIKThIH
cumBoiibl OosrraH. [llymeprnep Oaranbsl Meranmap MEH TacTapAaH 3eprepiiik OyHbIMaap jKacarl,
KeOlHece KyJaiIapblHbIH MOTUBTEPIH KOCAThIH. byl TYBIH/BLIAP TEK JKEKe OlleKeiyiep FaHa eMec,
COHBIMEH Oipre Kymainapra KypOaHIBIK PETiHIE KbI3MET €TiN, PyXaHUAT I[EH OHEpHiH e3apa
OaimanpicbiH OcliHenelTiH. byn moctyp exenri 'perus mMeH Pumpe xanFachblH TamThl, OHJIA
3eprepiik OyWbIMAap ©31H-631 KOpceTy MeH oJeyMETTIK MopTeOeHIH KypalblHa aiHasbl.
TexHUKaNBIK medepIliriMeH TaHbIMaJl TPEK KOJOHEPIIIEpl CYIYIBIK MEH MapaibIKThl JOpINTEHTIH
KYpJemi TYbIHIBLIAp kKacar, 0oJaniak KOPKeMIIK TallbIHBICTapAbIH HET131H KaJlaJbl.

Opra Faceipnap XpucTuaH MAiHIHIH OpPKEHJCYIHE ocep €TKEH 3eprepiik eHepHaeri eneysi
e3repicti 6enrineni. Ockl Ke3eHIET1 3eprepirik OyipIMaapaa keOiHece dIIeKel peTiHe J1e, CEHIMHIH
KOpiHiCi peTiHe Je KbI3MET €TeTiH AIHM pamizaep OoiFaH. DManblaH KacaiaFraH OyHbIMIap MeH
acbul TacTaplbl KOJJAHy €peKile Ke3re TYCTi, oJapIblH OeJliKTepl TaKyalblK IEH aJajlJIbIKThl
XKeTKizyre apHairaH. Buzantus mmepusicel, aTan aiiTKaHa, 3eprepilikTi dMajibAaHyIbIH JKapKbIH
o/icTepiMeH YHIIECTIPETIH COHII 3eprepiik OyibIMIapbIMeH epekiieneHeni. byn nayip 3eprepiik
OyiibIMIap/AbIH KapanaibIM OI0-6pPHEKTEP/AEH achlll, KYpHAEeNi OHTiMelIep MEH HaHBIMIapAbl
OeifHeney YIIIiH Kajail 1aMbIFaHBIH KOPCETTI.

Kaiita Opney moyipiHiH OacTamybIMEH 3eprepiik oHep MOyipAiH KIACCHKAIBIK aHTUKAIBIK
KOHE I'yMaHHM3MIe JIereH >KaHa KbI3bIFYIIBUIBIFBIH KOPCETETIH TpaHCHOpMALMIBIK KaHFBIPYAAH
oTTi. 3eprepiep AM3aiHIAFbl MEPCIEKTUBAHBI MailaaHy JKOHE WHHOBALMSIIBIK MaTepHallIapibl
€HIi3y CHSKTBI ’KaHa oficTepMeH Taxipube xkacail Oactanpl. bysl ke3eHze MOPTPETTIK 3eprepiik
OyiibIMzap 1a naiga OoJiIbl, OHAA KaKbIH aJlaMJIapbIHbIH MUHUATIOPAIBIK OeiiHenepi Mmaxabbar rnex
ecTe cakTay/bl OeiiHeNeHTiH KuijeTiH eHepre aiHanbpl. Ochl yakbIT iIIiHJE KYpJeni AeTanblap MeH
mebepik  3eprepiaik  OyWbIMAApAbIH JKOFapbhl CTaHIAPTBIH Oenriien, MmeO0epiKTI  Keke
MaHbI3IbUIBIFBIMEH YHIIECTIPII.

18-19 raceipmapnarsl OHepkacinTik PeBomtomnus 3eprepiik OyitbIMaap eHIIpiciHAe oxaH opi
TeHKepic kacaapl. JKaHa TEXHOJNOTHSUIIApAbIH TMaiaa Ooiybl 3eprepiik OyHbIMIapabl KeH
ayUTOpHUSFa KOJDKETIM1 €Te OTBIPBIIN, JKammaid eHIipyre MyMKiHAIK Oepai. byn ke3eH coHbIMEH
Karap KbIMOAT 3eprepiik OyifbiMyiapra Oanama YChIHATBIH, MOpTeOelleH repi *eke cTuibre Oaca
Hazap ayjapaTbhlH 3eprepiiik OyibiMmapasiH epkeHnaeyin Oenriteni. Koko Illanens CHAKTHI
Iu3aiiHepiiep 3eprepilik OyibIMAapabl KUIO WAESCHIH jKall faHa OalJIbIK eMec, COH YITICl peTiHzae
TaHbIMal eTTi. Ochl 9yipaeri 3eprepiiik OyHbIMIapabl JeMOKpPATHSUIAHBIPY COJI Ke3Zeri e3repimn
OTBIpFaH QJIEYMETTIK JMHAMHUKAaHBl KOPCETE OTBIPBIN, OPTYPJi CTHIIBAEP MEH OpPHEKTEepre >Oj
aIlTHI.

20 raceIpia 3eprepiik eHep OpTypii KozranbicTapiasiH, ConblH iminae Art Nouveau sxone
Art Deco-HbIH ocepiHeH TYOereitsi e3repicTepre YiibIpaabl. byl Ko3ramsicTap coiiKkeciHIe TaduFaT
MeH TEeOMETPHSUIBIK MilliHAEepAl aTam eTTi, HOTIXKECIHAE IOCTYpii 3eprepiik OyHbIMIapIbIH
IIeKapacblH UTEpMENeHTIH OemikTep naiiaa 6o11pl. MoaepHU3MHIH epieyl TCTYpil ACTETUKaHbI
OJlaH 9pi KUBIHAATHIN, 3€prepiik OyHbIMAApAbIH MOHIHE KYMOH KENTIPETIH JAepeKci3 KoHe
MUHHMAJIMCTIK Au3aiiara okenmi. Kasipri 3eprepnep Oy drtocodusmapapl KaObuinaasl, kebiHece
©3 JKYMBICTapbIH/1a COUKECTUTIK, KBIHBIC )KOHE MOJICHH MYpa TaKbIPHINTAPbIH 3epTTEI.

byriari TaHnma 3eprepiik  OyHbIMaap KOFamJarbl ©3TepicTep MEH TEXHOJOTHSUIBIK
KETICTIKTEpJl KOpCEeTeTIH JaMy[Abl JKaJFacThIpyla. 3eprepiik ©HepKaciOiHAeri TypakKThl
TOXKIpHUOENIep MEH OJTHKAJIBIK pecypcTapAbl 137eyMiH ©Cyl SKOJOTHSUIBIK JKOHE OJICYMETTIK
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MoceJieNiep Typaibl Xa0apJapibIKThIH apThIll Kelle KATKAHBIH KOpCeTedl. 3aMaHayH CypeTIIiiep
MEH JM3aiHepyIep MOCTYpIll MmeOepIIiKTI 3aMaHayd Ce3IMTAJIBIKIICH YHJIECTIPE OTBIPHIMN, JAICTYPII
eMec MaTepualjap MEH MHHOBAIMUIBIK 9MICTepAl KeOipek eHrizyne. 3eprepiik eHep 3aMaHayH
ner3akra OCHIMACITEHIIKTeH, OJI JKeKe MiKip OUIIipy MEH MOJICHH TYCIHIKTEME Oepy/iH KyaTThl
KYpaJibl OOJIBIIT Kaia Oepei.

KopbITbiHABIIAN Kenle, 3eprepiik eHEepliH TapuXbl MEH HBOJIOLMACH alaM3aTThlH KEHIpeK
OastHIaybIMEH acTachlll KaTKaH Oaii roOemeH Oousbin TaObutamel. Exxenri pocimaepaen Oacran
Ka3ipri 3aMaHFbl OpHEKTepre JeHiH 3eprepiik OydbIMAap KOFaMABIK KYHABLIBIKTAPIbI,
TEXHOJIOTHSUIBIK JKETICTIKTEPAl KOHE KEeKe TYJIFaHbl OCHHENeWTiH aifHa KbI3METiH aTKapasl. by
3epTTey 3eprepiik OyibIMIapabpl eHep Typl peTiHAe TYCIHYIMI3[l apTTHIPBII KaHa KOWMAWpbl,
COHBIMEH KaTap OHBIH a/laM3aT MOJICHUETIH/AET]1 TYPaKThl MaHbI3IbLIBIFBIH KOPCETE .

Matepuannap MeH daicrep. 3eprepilik eHep/iH TapuXbl MEH 3BOJIIOLUACHIH 3€pTTEy YIIIH
TapUXHU MOTIHICPAl camalibl Tajaaayabl apTedaKTiiepi BU3yalIbl TalAayMEeH YIITACThIpa OTHIPHIIL,
KEIIeH 1 9MIICTeMENIK TOCUI KOJMAAHbUIABL. By Tocim opTypii Aoyipiiepaeri MOACHH KOHTEKCT IMeH
3eprepiik OyWbIMIap/bIH AM3aiHBI apachIHAAFbl Kypeli OalIaHbICThI TYTac TYCIHYre MYMKIHIIK
oepei.

bacrankpiia 3eprepilik ©HEpAiH TapuXH MaHBI3IbUIBIFBIHA KATBICTHI ipreii OiaiM 0a3achiH
KYpy MakcaTbIHJa 9/1Ie0MeTTepre KaH-KaKThl MIONY jKacanasl. bys mony 3eprepiik OyibIMIapsl
kKacayFa ocep €TETIH MOJCHM, QJCYMETTIK >XKOHE TEXHOJOIMsUIbIK (akTopyap Typajbl TYCIHIK
OepeTiH apXeoJOTHSUIBIK eCenTepii, Mypaxkail KaTajlorTapblH >KOHE FBUIBIMH Makajajapsl Koca
asiFaHja, 0acTarnkpl KoHE KOChIMIIIA JIEPEKKO3/1epil 3epTTey il KaMThlbl. [lepekkesaepre 3eprepiik
OyiBIMAAPABIH MOJICHH MAaHBI3ABUIBIFBIH CUMIATTAUTBIH TAPUXHU MAITIHAEP JI€, OCHI apTedakTiiepai
3aMaHayl KOHTEKCTE TYCIHAIpeTiH 3aMaHayu Tanjaynap na kipai. bip keiwirbel, Xacce (2007)
CHSIKTBI 3€PrepiliK TapuXIIbLIApABIH €HOEKTepi MaTepHalgap MEH CTWIBICPIiH YaKbIT ©Te Kele
KOFaMJIaFbl ©3repicTep/li Kajlail KOPCETETIHIH KOpCeTe .

Mortinnik TangaynaH Oacka, 3eprepiik apredakTuiep[l BHU3yalIbl Taljay oOICTEMEHIH
axplpamac Oediri 60mapl. Op TYpJl YakbIT Ke3€HJEpiHJeri 3eprepiik OyHbIMAapAblH TaHJAAybl
3epTTeNl, OJapAblH Iu3aliHbIHA, MaTepUalAapblHa JKoHe Iebepiirine 6aca Hazap aynapbliabl. byn
Mypa)kailap MeH rajiepesyiapJarbl (pU3MKaIbIK jKoHE HUQPIBIK KOJUIEKLUSIApFa KOJI JKeTKi3yi
KaMTbLibl. Mpicanel, bputan MypaxailblHbIH KOJUIEKLIMACHIHAA FachIpjaap OOMHbl cakTajafaH
3eprepiik OyMbIMIapJbIH KeH acCOPTUMEHTI Oap, Oy Tanjay yuriH Oait KoHTeKkcT Oepexi. ©pbip
0ok erkel-Terkeire Hazap aynapa OTBIPBIN, MaiadaHbUIFAaH MaTepUaJaplblH TypJepi,
KOJIJaHBUIAThIH IIE€0EpiK TEXHUKAChl KOHE AW3aliHMEH OaillaHBICTBI CHMBOJIIBIK MarbIHAJap
CHSIKTBI DJIEMEHTTEP/II €CKepe OTHIPHIN KY)KaTTallFaH.

Kyiteni Tanmayael JKEHUIIETY YIIIH TaKbIPBIOTBHIK SJIEMEHTTEp HETI31HAEe HOTHXKeNnepIi
caHaTtTapra Oey YIIIH KOATay kyiheci a3ipieHai. byn menbepae maTepuanapl naiganany, MOJICHH
MaHbBI3JBIIBIK  JKOHE CTHWJIMCTHKAJIBIK TEHACHIUSUIAD CHAKTHl  KaTeropusuiap  KaMTbUIBL
TakpIpBINTBIK KOATAY JEpeKTep IMIHIETi 3aHIBUIBIKTAp MEH TEeHICHIMSIApAbl aHBIKTayFa
MYMKIHIIK Oepii, op TYpJi TapuxH Ke3eHJepJeri calbICThIPYIap/abl )KeHUIAETTi. MbIcalibl, eXeri
Erunertin 3eprepiik OyibIMAapbiHIa OallsIbIK MEH KyJIaliblK OalgaHbICThl OCHHENEeWTIH aiaThIH
KOHE JIaluc Ja3yiu kui OeiHeneHren, An Bukrtopus asyipinaeri OyiibIMaap a3za TYTy 3eprepiik
OYMBIMIAPBIH Mai1aiaHy apKbUIbl CECHTUMEHTAIIIBUIBIKKA Oaca Hazap ayJapraH, OHBIH 1IITHE TIall
IIeH apHalbl acblI TacTap Oap.XKeKe KOFramTy.

CoHbIMEH KaTap, 3aMaHayM 3eprepiik OyibIMaap au3aliHepiepiMeH camaibl cyxoOarrap
MaTepHuaiaap, medepiik koHe KOPKeMIIK AKCIIPECCUSHBIH JaMBII KeJle ’KaTKaH MepCleKTUBaIaphl
Typajibl TYCIHIK ally YIIIH >Kyprizuigl. bym cyx6arrap Tapuxu Toxipubenepni KapacThIpyra
0oJ1aThIH 3aMaHayHM Ke3KapacTbl KaMTaMachl3 eTTi. J(u3aliHepiepaeH onapiblH dcepiepl, TaHAaFaH
MaTepHaAaphl JKOHE JKYMBICHIHBIH TapUXU KOHTEKCTIH Kajail KaOBUINAHTBIHBI TYpalbl CYpPaIbL.
by camanbl gepekTep OTKeH TaxipuOenepal 3eprepiik OyWbIMIapasl xKoOalayJqarbl 3aMaHayd
MHTEpIpeTalUsIapMeH KoHEe HHHOBALUSUIapMEH OalllIaHbICThIPY/Ja MAHBI3/bl POJI aTKAPIbL.

70




BECTHHUK KazHITY um. A6as, cepusi «Xyoodcecmeennoe 00pazosanue: uckyccmeo — meopust — memoouxay, Ne 3 (80), 2024 2.

CraTHCTUKANBIK Talay op TYPJi TapuXu Ke3eHJepe HaKThl MaTepUaiIap MEH CTHIbAEPAIH
TapallyblH TYCIHY YILIH JIe KOJAaHbUIABL. Bysl opTypii noyipiep MeH reorpadusiiblK aiiMaKkTapaarsl
3eprepiik OyibIMIapaa KOJIAHBUIATBIH MaTepUalIIapAbIH JKUUTITT Typajbl AEpeKTepAl >KUHAYIbI
KaMTbLIbl. MbICaNbl, alIThIH, KYMIC, acbll TacTap >KOHE CHapsAATap HEMece HIbIHBI CHSKThHI Oanama
MaTepHaAapAblH KOJAAHBUTYbIH KOPCETETiH XKa3bUIFaH apTedakTiuIepieH ACpeKTep KUHAFBI
xacanapl. CunaTTaMmanblK CTaTUCTHKA TEXHOJOTHUSIIBIK JKETICTIKTED MEH TYTHIHYIIBUIAPABIH
KaJayJapblHbIH e3repyiH kepcereTiH 20 FachlpAa CHHTETHUKAIBIK MaTepHallIapAbl MainananyIbH
apTybl CUSAKTHI TEHACHIUSIAP Typasibl TYCIHIK Oepy YIIiH ecenTeii.

Konpganpuiran omicTep CalbICTBIPMATBbl TANJayAbl KaMTBIABL, MYHAA OPTYpPJl Tapuxu
Ke3eHAepAeri TYKbIpbIMAAp MU3aiiH (Gri1ocouscbl MEH MOJCHU MarblHANIAPBIHIAFBI ©3repicTepai
KOpCeTy YLIIH Karap KOWbULABL. Bysl canbIcThIpMalibl TOCUT 3eprepiik OyHbIMAApAbIH YakbIT ©Te
Kelne opTypii  (QyHKOUsIapabl KaJail aTKapFaHBIH —3€pTTEeyre MYMKIHAIK — Oepi—exKenri
KOFaMJiapJiarbl KOPFaHBIII OOMTYMapiapblHaH OacTarl, )KEKe TYJIFaHBIH POMI3JIepiHe JKOHE Kasipri
MOJICHUETTEr1 KOPKEeMIIK KepiHicke JeiiH. Tapuxu KOHTEKCT caynaa, OTapIIbUIABIK KOHE
UHIYCTPUSIIAHABIPY CUAKTBI CHIPTKBI (DaKTOPIAPAbIH 3eprepilik OHepre Kanai ocep eTKeHIH erKeii-
TErKEWJIl TATKBUTayFa MYMKIHJIIK OEpeTiH OCHI ©3repicTep/i TYCiHYyTre HeTi3 OO

3epTTey daicTeMECiHe TapUXU OpPbIHAPFa JANalblK canapiap, apXeolorHsuIbIK Kaz0anap MeH
mebepxaHaiap Ja BIKMAT €TTi. 3eprepiiik OyibIMmap »KacalFaH >KOHE IMailalaHbUIFaH OPTaHbBI
O0akplmay oOcbl apTeakTuIiep[iH KOFamMJarbl peil Typanbl Oara KeTrmec TYCIHIK —Oep/.
CeMuHapiiapra KaTbICy 3eprepiik OyWbIMAapbl KacayMeH OailIaHBICTHI JaFaplIap MEH €HOCKTI
TYCIHYIl apTThIpa OTBHIPBHIN, KOJOHEPHAIH ACTYPJl SMICTEPIMEH NPAKTHKAIBIK TOXKIpUOE aiyra
MYMKIHJIK Oep/Ii.

KopbIThIHIBIIAN — KeJe, 3eprepiik ©HEpAiH Tapuxbl MEH DSBOJIOUUSACHIH 3EepTTEYAiH
ONliCHAMAJIBIK TOCLIl oneOHMeTTepi IIONyIbl, KOPHEKI >KOHE TAaKBIPBHINTHIK TalJayibl, Caraibl
cyx0arTap/pl, CTAaTUCTUKAIBIK MAIIMETTEp Il KUHAYAbl OIpiKTipal. By kem KbIpibl ToCiT op Typdi
KE3€H/Iep MEH MOJICHUETTEeP/IEr1 3eprepilik eHepIiH KYPAEILIiriT MEH HIOaHCTapblH THIM/II TYCIPYIl
KaMTaMachl3 €T€ OTBIPBITN, TaKBIPBINTHI KaH-)KAaKThl 3epTTEyre MYMKIHIIK Oepai. bym 3eprrey
KOpPCETKEH/IeH, 3eprepiiik OyibIMaap TEeK akceccyap FaHa €Mec, COHBIMEH KaTap YakKbIT oTe Kele
a/JlaM IIBIFApPMaIIbIIBIFBl MEH MOJICHU DKCIPECCUSCHIHBIH MOHIH OCWHEeIeHTIH MaHbI3[bl OHEp TYpi
Oosbin TaObuTagbpl. Tapuxu KOHE 3aMaHayH ToXKipubOenepil OaillaHBICTBIpY KaOUIeTi 3eprepiik
OHEepJIIH Ka3ipri KOFaMJarbl ©3€KTUIIH KepceTelll, OHBbIH JKEeKe KOHE MOJEHHM OipereisikTiH
JTMHAMHKAJIBIK OPTachl PETIHJET] POJIIH pacTaibl.

Hotmxenep. 3eprepiaik eHEpAiH Tapuxbl MEH SBOJIIOLUACBIH 3€pTTEY MOJIEHHET,
MaTepHAIABUIBIK KOHE IU3aiH Griiocousiapbl apachkIHIaFbl KYpelli e3apa opeKeTTeCcyl Kopcere
OTBIPBIN, SPTYPIi AQyipieplaeri MaHbI3bl TEHACHIUAIAP MEH e3repicTepiAl aHbIKTaabl. MOTIHAIK
KOHE BH3YAIIbl TalJayJapiblH, camaibl CyxOaTTapiblH KOHE CTAaTHCTHUKAIBIK Oaranayiap/IbiH
yilleciMi  apKplIbl  3eprepiik OyibIMaapIblH ©Hep Typl peTiHAeri JUHAMUKAJIBIK CHIIaThIH
KepceTeTiH OipHelle HeTi3r1 TYKbIphIMIap naiaa OoJiIbl.

EH wMaHBB3ABI JKaHAJBIKTApABIH Oipi-3eprepiik OyibIMAapAbl Kacaylda KOJJaHBLIATHIH
MaTepHuaIIapbIH dBOJIOMUICHI, 01 KEHIPEK TEXHOJIOTHSIIBIK KETICTIKTEp MEH MOJICHH ©3TepicTep/Ii
kepceteni. Exxenri epkeHueTTepnae 3eprepiik OyibIMaap eHIIpICIHAE alNThIH, KYMIC JKOHE achll
TacTap CHSIKTHI MaTepuaaap 6aceiM 00Ibl, OYJI €H alIbIMEH OJap IbIH KaObUIMaHFaH KYHIBUTBIFBI
MEH KYII TIeH KyJalbIKneH OalmaHbIChiHA OailmaHbICThl. Mbicanbl, MBICBIPIBIKTAp 3eprepiik
OyiBpIMIApbIHIA ANTBIHIBI OACMUTIT] VIIIH FaHa €MeC, COHBIMEH KaTap KyH Kynaibl Pa-men
CUMBOJIIIBIK OaiiaHbIChl YIIiH ne xwui naiinananran (Kpyrnosa, 2022). AnTeIHIBI MaliJanaHyabIH
KEeH TapajJfaHbl COHINA, OJ MapKyMJbl KEHIHI1 eMipre eprTill KelreH xepiey apredakTiiepiHnue
KOPIHETIH OallNIbIK IeH MOpTeOeHIH OenriciHe aifHamIbI.

Facbipnap eTkeH cailblH MaTepuaniapAblH acCOPTUMEHTI aWTapiblKTail keHeinai. Oprta
Faceipnapna 3eprepiik OyiibIMmapra TYPJi-TYCTI JKOHE KypJleii KOHCTPYKIUSUIApABl KOCYIBIH
TaHBIMaJl TEXHUKAChIHA alfHAJIFaH dMaJIbJIaH yKacaliFaH OYHBIMIApAbl KOJIaHy €HT13UIA1. DMababl
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KOJIJaHy YJIKeH IIbIFapMaIIbUIbIKKA MYMKIHAIK Oepi, 3eprepiep kebiHece col Ke3eri KOFaMIbIK-
casichu JlanamadTThl OelHeNelTIiH JiHM HMKOHorpaduss MeH MoTuBTepai eHrizgi. Kaiita Oprey
NoyipiHe Kellly Au3aiiHAaFrbl MaHBI3IbI SBOIOIUSHBI OCNTLIe i, OHAA achll TacTap/ bl KOJIIaHy KeH
€TeK alapl. 3eprepiep TacTap apKbUIbl JKapBIKTHIH KOOIpEeK OeTyiHe MYMKIHIIK Oepim, oJIapibIH
KOPHEKI TapTBIMIBUIBIFBIH apTThIPa OTBIPHIT, SPTYPIIi KECyJdep MEH MapameTpiepMeH Taxipuoe
xkacaii Oacranmbl. Xacce (2015) aranm erkenzaeit, «PeHeccanc eHepmai 3eprepiik OyHWbBIMIapMEH
yitnecripin, Gemnexrepi OeiiHeney eHepi JeHreiine keTepren 6eToypbIC OOIbL.»

OHepKocINTIK PeBomrorus 3eprepinik OyifpIMIapFra KOJI JKETIMJILTIKTI
JIEeMOKPATUSUIAHBIPATHIH KAlMaid eHJIpic SAICTEPIH €HTi3y apKbUIbI 3eprepiik eHepHi olaH opi
e3repTTi. bemmekrepai keH Kesjemiae MIbIFApy MYMKIHZAIT 3eprepiik OyHbIMAapIblH KeOCroiHe
OKEJIN COKTBIPABI, OYJI OpTYpIIi SNEYyMETTIK-9KOHOMHKAIIBIK OpTagaH IIBIKKAH aJamiapra KbiMOaT
MaTepUaIIapAblH KApXKbUIBIK aybIPTHAIBIFBIHCHI3 CTUIIBII OYHBIMIapMEH O€3eHIIpyre MYMKIHIIK
Oepnai. 19 FaceIp/bIH asFbIHAA OCHI TEHICHIMSAIAH Maii1a KepreH Openarep naiaa 6omnabl, Mbicaisl,
amepukanablk COro ¢upmacel, 0 KOJ JKeTiMJi, Oipak COHbIMEH Oipre ecim Keje >KaTKaH opTa
TanThl KBI3BIKTBIPATBIH COHII OyibIMmap IIbIFapAbl. By aybichIM ©T€ MaHBI3IbI, OUTKEHI OJ
3eprepiik OyiibIMIapaH TeK OalIBIKTBIH CHMBOJIBI PETIHIE KEeTy/Al OeNriiern, OHbI kKeKe KOpiHic
TMIeH CTHJIb KypajiblHa aifHAIBIPABIL.

Op Typii Ke3eHjaepjaeri 3eprepiik OyibiMmapia KOJJAHBUIATBIH — MaTepUaiapIablH
CTaTUCTUKAIIBIK Tajjaybl KOFaMJaFbl ©3repiCTepMEH OailllaHbICTBI dp TYpJl 3aHAbUIBIKTAPIbI
aHBIKTAIbI. Mypaxkail KOJUICKIMsUIAPhIHAH JKUHAIFAH JICPEKTEP KUHAFBI alIThIH MEH achll TacTap
©Kenri yakpITTa OacklM Oonbil  KanraHbiMeH, 20 FachIpJbIH asfblHAAa CHHTETUKAIBIK
MaTepHaJIapAbIH alTapIbIKTall OCKEHIH KOPCETTI. byl e3repicTi TEXHOIOTUSIIBIK MHHOBALIMSIIAPFa
KOHE TYTHIHYIIBUIAP/IBIH KallaybIHBIH ©3repyiHe >KaTKbI3yFa Oomanbl. l-kecTelne KepceTuIreHe,
CHHTETHKAJIBIK MaTepHajiaplaH j>KacajiFaH 3eprepiik OyibiMaapabiH maibi3el 1900 sxpuimapasiy
OacwiHzarsl 5% - man 20 raceipabiy asFeiHga 30% - qaH acTamra JIeHiH alTapiabIKTal ecTi.

1 kecre: 3eprepiik eHep/iH MaTEPUAIIBIK KYPAMBI

Kesex Anteia (%) Kywmic (%) Acsut Tac (%) CHHTETHKAJIBIK
Martepuaaap
(%)

Esxenri 70 15 10 0

OPKEHHET

Opra FaceIp 50 25 15 0

Kaiita epiey 40 20 30 0

Bukropuan 35 25 25 5

Jyipi

20 . Gachl 30 20 25 10

20 F. COHBI 20 15 15 30

3amaHayu 3eprepiiik OyipIMIap AW3aliHEpIepIMEH JKYPri3uUIreH camajibl cyxOaTTap OCHI
MaTepHaNAbIK ©3TepiCTep/iH ©3eKTUIrHe KaThICThl KOChIMIIA KOHTeKCT Oepai. Kemnreren
IU3aiiHepaep TYPaKTbl TOKIpUOETep MEH 3TUKAIBIK pecypcTaplibl 137ieyre JereH aJajabIKTapblH
aramn eTTi. MbIcansbl, Oip Au3aiiHep: «... 613 TaHAaraH Matepuasaap Oi1371H KYHIbUIBIKTaPbIMBI3IbIH
KoepiHici Oonbim TaObutanel. KaiiTa eHAeNTeH MeTanjap MEH STHUKAIBIK KO3JepJeH allbIHFaH
TacTap/pl NaianaHy KOpLIaraH OpTaHbl KOpFall KaHa KOMMaipl, COHbIMEH Karap OYTiHTi
TYTBHIHYIIBJIADMEH PE30HAHC TYIbIpAaThIH OKUFaHbl OasHAaiabl. ...". byn mepcnexktuBa eHepjeri
TYPaKTBUIBIKKA OaFbITTaIFaH KEHIPEK KO3FalbIiCKa CoWKec Kejeldi, OyJl 3aMaHayd 3eprepiik
OyibIMIIap TEK 3CTETUKaFa FaHa €MeC, COHBIMEH KaTap dTUKAJBIK Oillap MEH KeKe oHTriMesepre e
KATBICTBI EKEHIH KOpCETe .
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CoHbIMEH Karap, CTHJIMCTUKAJBIK TEHICHIMAIAPABI Tajjay MOICHH KO3FalbICTapIbIH
3eprepiiik OyibIMAapbIH AW3aliHbIHA 9CEPIH aHBIKTaAbl. 19 FackIpibIH asFblHAa naiina 6oaran Art
Nouveau KO3FaibIChl OpraHUKAIBIK (hopManap MeH TaOuFM MOTHUBTEpIi aTam OTTi. byn kesenze
3eprepiik OyibIMIap arblll »KaTKaH ChI3BIKTap MEH Kypaenl Oesmiekrepre 6aca Hasap aynapisl,
kebinece ¢iopa MeH (ayHanan malwIT anael. OCkl 19yipAeri TYBIHABUIAP ©3/EPiHiH medepiiriMeHn
AKOHE KOPKEMJIIK KYHIbUIBIFBIMEH €peKIIeNIeHIN, OYypbIHFbl CTHIBIECPAIH KaTaH (opMallapblHAH
ayeITKyabl Oinpipai. Kepiciame, Apt-/lexko ke3eHi ['eoMeTpusubIK MilmiHAEp MEH KOKO TyCTep.i
KaMThIabl, byt I'ypingeren JKubIlpMachIHIIbI XKbULIAPABIH ONTHMU3MIH KepcerTi. Kpyriosa (2022)
aran eTkeHaeu, «Art Deco 3eprepmik OyHbIMIapbl 3aMaHayd OMIpIiH IUHAMHU3MIH AdpinTei
OTBIPBIIL, )KaHA 3aMaHAYWJIBIKThI OeliHenei.»

Hotmxkenep CcoHbIMEH KaTap 3eprepiik OyiibIMIapra eHTI3UITeH KEeKe OHTIMEeNIepIiH
MaHbI3AbLIbIFBIH KopceTTi. Cyx0arTap KenTereH 3aMaHayu AW3aiHepiepiH OKUFaHbl OasHAalThIH
HEeMece KeKe ToxipuOeHi OeHHEeNeWTIH TYBIHIbLIAp JKacayFa YMTBUIATBIHBIH KepceTTi. bip
IM3aifHep: «MEH jkacaraH opOip TYBIHIBI €CTENliK HeMece MaHBI3/Ibl Ke3eH OOJICBIH, MaHBI3IIbI
HOPCEHI ecKe Tyclpyre apHajiraH. 3eprepiik OyiibiMaap skeke OOJbIN TaOblUIabl; OHBIH (DU3HKAIIBIK
(dopmaceIiHaH TBIC MarbIHAcHl Oapy». by GasHmayra Oaca Hazap aymapy 3eprepiik OyibIMaap skeke
TYIFaHbl OUAIpY Kypaibl peTiHIAE KbI3MET €Teli, OHbl KUETIHAEPAl OJapIblH >KEKe TapUXbIMEH
KOHE MOJICHH €PEKILEeTIKTepiMEeH OaiyIaHBICTBIPAIbI IETeH YFBIMABI KYIICHTE .

Tarpl Oip MaHbBI3IBI KaHAIBIK *KahaHTaHyIbIH 3eprepiik OyHbIMIapAbIH AU3aiHbIHA dcepiHe
KATBICTBl. MOJICHUETTEP/IIH apajiacybl CTHJIBJIEP MEH OIICTEpIiH alKac TO3aHJIAaHYbIHA OKEJIi,
HOTWIKECIHJIE 3eprepiik OyibpIMaapabiH Oiperedt ruOpuari Gopmanapbl maina 00Jasl. MbIcabl,
HIpiFpIc qU3aiiH AJIEMEHTTEPiH BaTBICTHIK 3eprepilik TOKipuOere eHrizy AOCTYpIIEepHiH YiHieciMiH
KOPCeTeTIH WHHOBALMSIBIK TYbIHIBUIApABl kacaibl. byn kxahanmany coHbIMeH —KaTap
MaTepHaIapMEH ajJMacyFa BIKIall €TTi, 3eprepiiep dJeMHIH TYKHIP-TYKIIpiHEH achll TacTap MEH
MaTepuasIapAbl CaThII aJlJbl, OChUIANIIA 3aMaHay! 3epPTrepIliK OHEp/IiH alyaH TYPJLUIIriH OalbITTHI.

AptedakTiiepi BU3yalIbl Talgay 3€prepiik OyWbIMIApAbIH ASBOJIONUACHIH TYCIHYIET1
KOHTEKCTTIH MaHBI3[bUIBIFBIH O/aH opi aranm oTTi. KenTereH TyblHAbUIap onap maiga OosiFaH
MOACHHUETTEP/IH QJIEYyMETTIK KYHABUIBIKTApbIH, CEHIMJIEpPI MEH JCTETUKACHIH OeiHeNnenTiH o3
3aMaHBIHBIH KOPIHICI PeTiHAE KbI3MeT erefl. Mplcanbl, BUKTOPUS JOYIpiHIE a3a TYTY 3eprepiik
OyibIMIapblH NaiiianaHy KOFaMHBIH ©J1IM MEH ecTe caKkTay KaOileTiHe IeTeH Ko3KapachlH KOpCeTTl,
al  Kasipri 3aMaHfbl JAu3aiHAap KeOiHece COMKeCTIK TMeH MYMKIHAIKTepIi KeHeHTy
TaKbIpbINITApPbIMEH OailylaHbICThI. Byl Tapuxu KOHTEKCT 3eprepiik OyibIMAapAblH TeK Oe3eHMipin
KaHa KolMail, COHbIMEH KaTap ajJaM TaKipuOeci Typaibl KypJaeni xabapiapabl Kanai KeTKi3eTiHIH
TaHy YIIIH 6T¢ MaHBI3/IBL.

KopbITbIHABIIAN Kesle, OChl 3epTTEyIH HOTHXKENepl 3eprepilik eHEepIiH eXelri AdyipAeH
OYTiHT1 KYHTe JIeHiH JaMbIll KeJie jKaTKaH Oail roOeneHiH kepcereni. MatepuangapibiH, MOJICHH
acepliepliH XKOHE KeKe dHTIMENep/IiH e3apa opeKeTTecyi 3eprepiik OyHbIMAApAbIH TEK COHIIK KaHa
€MeC, COHbIMEH KaTap KOFaM[bIK KYHJIBUIBIKTAp MEH JKE€Ke epeKIIeNIKTepAl KOPCETETIH KOPKEeMIIK
KOPIHICTIH OMIpJIiK MaHbI3AbI TYpi PeTiHAe KbI3MET eTeTiHiH Kepcerei. OChl IMHAMHUKaHbI TYCIHY
apKbUIBI 013 3eprepilik OYWBIMIApAbIH agaM3aT MOJCHUETIHIH KeH KOHTEKCTIHJIETT MaHbBI3IbUTBIFBI
TypaJibl TEPEHIPEK TYCIHIK alaMbl3, OHBIH YaKbIT MIEeH KEHICTIKTE TYPaKThl ©3€KTUIITH pacTaiiMbI3.

Tankblnay. 3eprepiik ©HEpIiH TapuXbl MEH OJBOJIONMICHIH 3€pPTTEy OHBIH ajJaM3ar
MOJICHUETIH/JIET] XKaH-KaKThl PeJli TypaJibl alTapibIKTail TyciHik O6epai. byn 3eprreynin HoTHx)enepi
3eprepiiik OyHBIMAApIbIH MaTePUATIbUIBIKTBIH, COMKECTIKTIH JKOHE MOJIEHHM KOPIHICTIH Kypieni
@3apa 9peKeTTeCyiH OeiHeNeUTIH KapanaiibiM JlIeKeiiepIeH Kajlail achlll TYCETiHIH KepceTei. by
HOTHOKEJEP/Il aJABIHFbI CTUTIEHAMSIHBIH KeHIPEK KOHTEKCTIHJIE OpHAJIacThIPy apKbUIbl 013 3eprepiik
OyiibIMAap/AbIH ©HEep TYpl peTiHAe /e, MOJCHU apTedakT PeTiHIE /1€ MaHBI3IbUIBIFBIH JKAaKChIPaK
Oaranaii anambl3.
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Byn 3eprreynmin Herisri ynectepiHiH Oipi 3eprepmik OyiibIMaapaa KOJJaHBUIATHIH
MaTepHalAapAblH 3BOJIIOLUACHIH 3epTTey OOJbIN TaObuIaAbl, OyJl KEHIPEK TEXHOJIOTUSIBIK YKOHE
QJIEYMETTIK e3repictepai kepceremdi. JKorappiga alThIIFaHIal, €XKENri yakpITTa aaThlH MEH achLl
tactapiaH 20 FachIp/bIH asfblHJa CUHTETUKAIBIK MaTepUalJapAblH TapalyblHbIH apTyblHAa Kelly
ACTETUKAIBIK TaJFaMHBIH ©3TepyiH FaHa eMeC, COHBIMEH Oipre Jamblll Kelle jKaTKaH KYHIBUIBIKTap
MEH SKOHOMHUKAQJIBIK JKarmaiyapra Oewimaenyni ne Oummipemi. XocceHiH PeHeccaHc 3eprepiik
OyiBIMAApBIH TaNAaybl CHSKTHI AIJBIHFBI 3€PTTEYJIEpP OChI KE3EHJIEri achul MaTepuallIapiblH
medepIiri MeH SKCKITI03UBTI NalanaHblTybiHa 6aca Hazap aymapansl (Xacce, 2007). Anaiiga, Oy
3epTTey OHepkacinTik PeBosmonus ke3iHaeri 3eprepiaik OyibIMaap eHAIpICiH AeMOKPATUSIIAHIBIPY
MaTepuaiiap MEH COMKECTUIIK apachlHIaFrbl OAMIAHBICTHI Kalai TYOereisi e3repTKEeHIH KOpCceTy
apKbUIBI OCBl OHTIMEH1 KeHeWTenai, Oy Oamama MaTepuanjgapibl MOpTeOeHIH emec, CTHIIbIIH
CHUMBOJIBI PETIH/IE KeHIpEK KaObLIaayFa oKee/i.

Hotmwxenepne kepceTinren 3eprepiaik OyibIMIapIblH TaHbIMAJIIBUIBIFBIHBIH apTYBI 3eprepilik
OyiibIMAAp/bIH KEH ayAUTOpHUsSFa Kajail KoJ >KeTiMal OOJIFaHbIH TYCIHYJIE €peKlle MaHbI3bl. by
KOJI JKETIMAUTIKTIH Ccajjapbl TepeH OOJabl, OyJI OpTYpJi OJIEyMETTIK-d9KOHOMHKAIBIK OpTaaH
IIBIKKAH aJaMjapra 3eprepiik OyHbIMIapMeH COHAl 3aTTap peTiHAE FaHa eMec, COHbIMEH Karap
©31H-631 KOpCEeTYIIH MaHbI3/Ibl KOMIIOHEHTTEpl pPEeTiHIe A€ alHalbicyFa MYMKIHAIK Oepai. byn
aypicbiM MDpii, Axman (2023) cHSKTBI aBTOpJIAPIABIH TYXKBIPBIMIAPBIMEH YHJIECEi, OJlap Karmai
OHJIIPUITeH 3eprepiiik OyibIMIapIbIH Tapanybl TYTHIHYIIBUIBIK MOICHUETT] TYOeTeini e3repTTi, Oy
COH MEH CTHJIBJII KOIITEreH aiaMaap YIIiH KOJI )KeTIM1 eTTi nen mamimaeiai. Ocputaiia, 3eprepiik
OyibIMIapAblH peili OalNbIKTHIH KapamailblM KOpCETKIIIHEH J>KeKe OHriMelley MEH 631H-e31
KOpCETYre apHajFaH KCHEINKe ailHaJbl.

MarepuanablK 3BOJIIOLMAAAH 0acka, 3epTTey 3eprepiik OyibIMuapra €HIi3UINeH MOJCHH
OHriMeNnep MEH CHMBOJHM3MHIH MaHBI3IBUIBIFBIH KepceTeni. Tammay KepceTKeHAEH, 3eprepiik
OyiibiMzap keOiHece CollKecTiK, MOpTeOe KOHE CEHIM KYHeNepiH KeTKi3y KYpasbl PeTiH/Ie KbI3MET
eteni. Bukropus noyipinjeri aza TyTy 3eprepiik OyibIMAapbIHbIH 0ail Tapuxbl acep:i Mbicai 6ofa
anazapl. am nen 6enrini Oip ackln TacTapisl ockl OesikTepre OipiKTipy KOFAMHBIH ©JIiMIe JereH
KO3KapachblH KepCeTil KaHa KoWMaiabl, COHbIMEH Oipre Kaifbl-KacipeTTi HakThl TYpAE
xekenenaipeni. byn Kpyrnosanbsiy (2022) sxymbIChiHA ColiKec KeJeni, o1 MYHJIal LIbIFapmainap
«TIpiIEp MEH eJIUIep apachlHJAFbl TYPAKThl OallIaHBICTHIH Joyeli» aen Ooipkakael. Ockliaiinia,
3eprepiiik OyHbIMIap jkeke ToKipubenep MeH Y)KbIMJIBIK MOJICHU TaKipuOenep apachlHIarbl KOmip
KBI3METIH aTKapajbl, OYJ1 OHBIH CTETHKAIaH THIC MAHBI3IbIIBIFBIH KYIICHTE/T].

ConbIMeH KaTap, 3eprepiik OyHbIMIapJblH 3aMaHayd JAu3aliHepJepiMEH KYpri3ijreH
cyxOarrap 3eprepiik OyWbIMAap OHIIPICIHAET! JTHUKAIBIK OHJIapra KeOIpeK KOHUT OeJeTiHIH
kepceteni. TypakTel Toxipubere xoHe KalTa eHJEINeH MaTepuanjgap]bl NaijanaHyra JereH
YMTBUIBIC SKOJIOTUSUIBIK CaHa MEH QJIEYMETTIK JKayalnKepIIUIIKKE JIeTeH KEHIPEK MOJIEHU aybICY/Ibl
kepceteni. byn TeHneHnus Kas3ipri opebuerrepae keOipek TaHbuia O6actanbl xoHe JIuH sxone Cait
(2023) cusKTHI FambIMIAp 3aMaHAYW JAW3alH TOHKIPHUOECIHNIE ATHUKAIBIK JEPEKKO3IEpal 13ACY/iH
MaHBI3BIIBIFBIH aTam oTTi. Jlu3aifHepiep TYTHIHYIIBUIAPMEH PE30HAHC TYABIPATHIH OYHbIMIapIbl
Kacanm KaHa KOWMaWIbl, COHBIMEH KaTap TYPaKThUIBIK TIEH AITHKAa TOHIPETiHIeri auaiorrapra
Oenceni Katbicazpl. by gaMbln Kkene jkaTKaH MEPCHEKTHBA 3aMaHayd 3eprepilik OyHbIMIapibiH
KOFaMJIbIK KYHJBUIBIKTap MEH YMITTEpJl KepceTe OTBIPBIN, OeHiIMIeNyiH >KalfacThIPHIIL,
JKayanKeplIiK ce3iMiH apTThIPAaThIHBIH KOPCETe .

3eprepiaik OyilbIMIap Iu3aiHBIHBIH >kKahaHJaHybl OCbl ©HEp TYPIHJErl MOJEHU KepiHIC
Typaiibl OasHAay[bl OfaH dpi KubIHAaTaabl. HoTmxkenep cTibep MEH MaTepHalAapiAblH aiKkac
TO3aHJaHYbIH KOPCETE/l, HOTUKECIH/IE AICTYPIEPIIH TOFBICYbIH KOPCETETIH rMOpuATi (opmarnap
naiina 6onanapl. byn tenaeniusa Aur (1998) cuskTel aBTopiapablH xkahannany MoJieHH ocepiepaiH
0aif TobeneHiHe 3aMaHayu KOpKEeMIIK TOKiprOenep/ i KalbINTacThIpyFa Kanail MyMKIHIIK OepreHiH
KOPCETEeTIH JanenjepiMeH  YHAecedl. 3eprepiik OyibIMAapAblH — Iu3aiiHepiepi  opTypii
MOJICHUETTEp/IeH WIA0BIT aJaThIHABIKTAH, OJIap ©3 MKYMBICTApblH OalbITBII KaHa KOHNMal[bl,

COHBIMEH KaTap MOJCHM HEMJEHY MEH MIBIHAWBUIBIK Typasibl oHriMmernep xyprizeai. Ocbl
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MoceJiesiepre KaTbICThl JHAJor HIBIFAPMAIIbUIBIK HpPOILECTe, ocipece o3apa OailiaHbic ndyipiHzae
CE3IMTAJIJIBIK TIeH ChIMIACTHIKTHIH KOKETTUIITIH KOPCETE ],

Kasipri 3eprepiik eHepaeri 0assHIayIbIH poJli MaHBI3ABUIBIKTHIH TaFbl Oip MaHBI3bI CaTAChI
Oonbin TaObuTanbl. JKeke oHriMelepre >KoHE Keke OelkTepre OaliaaHBICTHI MaFblHajapra Oaca
Hazap ayjapy Meci MeH 3eprepiik OyHbIMIap apachlHAAFbl YMOIIMOHANIBI OAllIaHBICTHl HBIFAUTYFa
Kbi3MeT etefi. by xaHaneik Kum xone bakocteiH (2020) KyMBICBIMEH Mapajuielb, 01 3€prepJIik
OyiibIMAap KHUUIETIH OHriMeneyaiH Oip Typi peTiHAe KbI3MET eTedl Jen Mamimaenai. Opoip
HIbIFapMazia JKeKe KE3CeHIEp/l, eCTeIIKTEepi HeEMece MOJICHH MypaHbl OCHHENEeUTIH OasHmay Oap.
3eprepiik OyibIMIapIpl KapbIM-KaThIHAC KYpallbl PETiHIE TaHy apKbUIbI 013 OHBIH OapraH CalbiH
KYPZEI oJieMJIe COMKECTIK TIEH AMOIMSIHBI JKETKI3yIeT1 KYIIiH )KaKChIpaK TYCiHE alaMbl3.

Byn 3eprrey KepceTKeHneH, 3eprepiik ©HEpIiH SBOJIIOLUACHI MOJEHH MKOHE TapuXu
KOHTEKCTTEPMEH THIFbI3 OailaHbicThl. HoTikenepaiH MaHBI3ABUIBIFBI  MaTepuangap MeH
CTHJIBJIEPJIETT ©3repicTepal KyKaTTaylda FaHa €eMec, COHBIMEH KaTap 3eprepilik OyHbIMaapabIH
OpTYpIi KOFaMAApIbIH KYHIBUIBIKTAPBIH, CEHIMICPI MEH epeKIICNIKTepiH KepceTy KaOuleTiH
MOBIHIaya JKaThIp. 3eprepiik OyilbIMIapra €HreH MarblHa KaOaTTapbl—XeKe, MOJIEHH Hemece
STHKAJIBIK OOJICBIH—OHBIH aJaM3aTIIeH KaTap JaMbIIl KeJe )KaTKaH KOPKEeMIIK KOpIHICTIH eMipiiK
MaHBI3JIBI TYP1 PETIHACTI POJIIH pacTaiiapbl.

KopbITbIHABIIAN Kee, OChl 3epTTeYAIH HOTHXKENepl 3eprepiiKk OHEpAiH TaphXbl MEH
HBOJIIOLMSICH Typalbl KaH-)KaKThl TYCIHIK Oepeli, OHbIH MOJAEHH apTedakT koHe OipereiikTiH
KOpiHiCl peTiHIeri MaHBI3ABUIBIFBIH Kepceredi. Tapuxu Tanmayasl 3aMaHayd ToxipuOenepMeH
OipikTipe OTBIpBIN, 013 3eprepiaik OyHbIMAApABIH 6HEp Typli peTiHae JAe, KOFaMJIbIK
KYHIBUIBIKTApABIH KOPIHICI peTiHxe 1e Kalail KYMBIC ICTCHTIHI Typallbl erKeHl-Terkeimi
MepcreKkTrBara ue 0onambl3. 3eprepiik eHepiAiH JWHAMUKAIBIK TaOWFaThl OHBIH OoOJaliaKTarbl
MOJICHU SHTriMenepre OeiiMIenyiH )kKoHe PEe30HAHC TYABIPYBIH KAJIFACTBIPATHIHBIH PACTail OTHIPHIII,
OHBIH TYPAKThI ©3CKTLIIT1H KOPCETE/Il.

KopbIThbiHABbI. 3eprepiik ©HEp/IH TapuXbl MEH DSBOJIOIHUSICHIH 3€PTTE€Y OHBIH MOJICHHU
apTedakT KoHE JKeKe KOpPIHIC Kypasibl peTiHJerl Kol KbIpJbl peili Typalbl TepPeH TYCiHIK Oepeni.
Bbyn 3eprrey 3eprepiik OyibIMIapabIH KapamnaibiM JlIeKeHIepeH ThIC MaHbI3IbUIBIFBIH KOPCETE/],
OHBIH KOFaMJIbIK KYHBUIBIKTapAbl, TEXHOJOTUSIIBIK XKETICTIKTEP/l JKOHE JKEeKe OHTIMeNepal Kajaii
KepceTeTiHIH Kepcetreai. Horwxkenep 3eprepiik OyHbIMAapAblH e€Xelnri OWJK paMi3iepiHEeH
COMKECTIK IMeH TYPaKThUIBIKTBIH 3aMaHayd KepiHiCTepiHe NeHiHr1 TpaHC)OPMALUSIIBIK CasxXaTbIH
KepceTesl.

by JKYMBICTBIH JKaHa YJecTepiHiH Oipi-oJeyMeTTIK-9)KOHOMHUKANBIK ©e3repicTep MeH
TYTBIHYIIBIAPJBIH ~ Kajlaybl apachlHIarbl e3apa opeKeTTecyal OeHHeNeWTIH MaTepHallbIK
HBOJIIOLUSAHBI )KaH-)KaKThl Tajay. baranel Matepuaniapad CHHTETUKAJIBIK OMIHsIIAp/Ibl 3aMaHayH
3eprepiik OyHbIMIapFa €Hri3yre Kellly HWHKJIIO3UBTUIIK IE€H STHKAIbIK TYTHIHYIBIH 3aMaHayd
KYHJBUIBIKTAPBIMEH YHAECETIH CTHIb MEH KOIDKETIMAUTIKTIH KEeHIpeK JAeMOKpaTHsUIaHYbIH
Kepceteni. bynm sBomronms MarepuanmapislH OoJamiak TEHACHIUSUIaphl KOFaMHBIH, dcipece
TYPaKTBUIBIK TE€H KOpILIaFaH OpTaFa dCepiHe KaThICThl allaHAAYIIBUIBIKTAPBIH Kajlail KepceTeTiHIH
OJIaH 9p1 3epTTEY/Il KAXKET eTeIi.

CoHbIMEH KaTap, 3aMaHayH 3eprepiik OyibIMnap AW3aliHBIHIAFBl JKEKe OHrimenepre Oaca
Hazap ayaapy OCHl cajiajarbl MaHBI3bI JaMyAsl Ounmipeni. Jlu3aliHepiep OHriMeney MeEH
SMOLMOHANIBl OalaHbIcTapFra KeOipek KeHUT OeJIeTIHAIKTEH, 3eprepiik OyibMIap Heci MeH
OyibIM apachIHAarbl TepeH OallaHbICTapibl HBIFAMTATHIH KEKe OpPHEK KypaliblHa aifHamazibl. by
MepCIEeKTUBA 3eprepilik OyHbIMIapblH 631H-031 KepceTy (opMachl peTiHe TMCUXOJIOTHSIIBIK KOHE
SMOILIMOHANJIBIK ©JIIIeM/IEpIHe OaFbITTaIFaH OoJalllaK 3epTTeyepre K0 alabl.

Bonamrakka ke3 Kyriprcek, Ooyamiak 3epTTeyiepaiH OipHelle MepcrleKTUBalbl OaFbITTaphl
0ap eKeHIH KepeMmi3. OseyerTi OarbITTapAblH Oipi HUQPIBIK TEXHOJOTHSIIAPABIH 3€prepiik
OyiibIMaapabl Kobajay MEH TYTBIHYFa 9CepiH 3epTTeyl KaMTHabl. bemiek cayna opbIHIapbIHIA
BUPTYaJAbl WIBIHJBIK MMEH KEHEWUTIIreH MIBIHABIKTHIH Maiia 0071ybl TYTHIHYIIBUIAPIBIH 3€prepIiiK

75




Abaii amvinoazel Kaz¥I1V-0viy XABAPLLIBICHI, «Kepkemonepoen 6inim bepy: onep — meopusicol — adicmemeci» cepusicot, Ne3 (80), 2024 orc.

OyHBIMIIapMEH KapbIM-KaTBIHACBIH ©3TEPTill, ©HEP, KOMMEPIUS KOHE JKEKe TYJIFa apachIHIAFbI
IIeKapaHbl OJIaH opi OynbIpatybl MyMKiH. COHBIMEH KaTap, OapraH caiiblH jkahaHmanraH onemje
3eprepiik OyibIMaap AU3aiHBIHIAFBI MOJICHUETAPANIBIK dCepiepi 3epTTey MOJACHH aMacyIapablH
KOPKEMJIIK TOXKIPHOCH1 Kalail KalbIIITaCThIPATHIHBI TYpasibl KOChIMIIIA TYCIHIK Oepe/i.

KopeIThIHIBIIAN Kenle, Oyl 3epTTey 3eprepiik OyibpIMIapIaelH aJaM TXKIpUOECIHIH
KYPACNUIIriH OSHHEICHTIH JMHAMUKAIIBIK YKOHE JaMBbIN KeJe jKaTKaH OHep TYpl €KeHIH pacTauIbl.
OHBIH TapuX¥ KOHE 3aMaHAYU KOHTEKCTTEpiHE TePEHIPEK YHUIY/I kKaJIFAaCThIpa OTBIPHII, OONamIaK
3epTTeyJIep 3eprepiiik OYUbIMIApIbIH KeKe 0achlH, MOJICHHETIH JKOHE KYHABLIBIKTAPBIH OLIAIpyAeri
MaHBI3bl PONIH OJaH opi kepcere ananbl. OCBl TaKBIPBHIITAPABI Y3IIKCI3 3€pTTEy 3eprepiik
OyipIMIapabl OHEp TYpl PETiHAE TYCiHyIMi3al OalbITBHIT KaHa KOWMaiapl, COHBIMEH KaTap OHBIH
MOJICHU KOPIHICTIH YHEMI ©3repill OThIPaThIH JaH A TIHIAFbl ©3€KTUIITH apTTHIPA/IbI.
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